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I puBeTCTBME OT Npe3naeHTa

Poccwiickoi akagemMum My3biku UMeHN MTHEeCUHBIX

C ozpomHoim ydoBorbcmBuem
npubemembyro yuacmHukoB
MexdyHapodHol koHgeperuuu
«Onepa 6 My3sbikarbHOM meampe:
ucmopus u cobpemeHHocmop>,
Komopas npoBodumcs 8 Poccudickoil
akademuu Mysbiku yxe 8 wecmol
pas. AAS Hac 0oAbwas padocmp u
Yecmb npuHumame usbecimupix
YHeHbIX u3 pasHeix 20podoB Poccuu,
Berapycu, BoemHama, Mepmaruu,

Nmaruu, Kaszaxcmana, Kumas,

Koipeviscmara, HudeprandoB, CLUA, Y3dekucmana. S Haderocb, Umo KoH@pepeHyus

npuHecem O0ABUYHD NPOGPPECCUOHAADHYH NOAB3Y — KAK HAYUHYHD, MAK U

npakmudeckyro. Xeaaro Bcem ycnexa!

Caruna MaspoBekas



MpuBeTcTBME OT pekTopa
Poccuinckoi akagemMunm My3blku UMeHU THeCUHbIX

YBaxaeMble YHaCMHUKU U 20CIMu
Lecmoii MexdyHapodHol HayuHol
KoHgpeperuuu «Onepa 6
MY3bIKAADHOM IMeampe: UCmopust u
coBpemerrocimp!

Mot ouerHb padel
npubemcmBobame 8 cmerax
Poccuiickoil akademuu My3biku
UMeHuU [THecuHblx Hawiux dopozux

dpyseili — Boidarouguxcs ydeHolx,

npedcmabBagrouux Poccuro, cmparb

EBponbl, Asuu, CLUA.
OdcyxdeHue BonpocoB pasBumus 00Ho20 U3 caMbIX 3HAYUMBIK XaHpoB B

ucmopuu MupoBozo MysbikarbHozo uckycemBa nopaxaem pasHoodpasuem
npodremamuku u HoBusHol uccaedoBamenbckux pakypco8 — Bonpocel onepHoii
KOMNO3UYUU, dpamamypauu, pexkuccypol, My3elkaAbHO -MeAMParbHO20
MeHedxMeHma, BokarbHol nedazozuku npedcmabBAerbl 8 WUPOKOM UCMOPUHECKOM U
2€02PaUUECKOM KOHmMeKeme. BAXKHO, Ymo KoHpepeHyus npoxodum 6 rodureliHoiil
200, k0204 nPas3dHyemces 150 -Aemue co IH poxdeHus EAeHbl daduaHoBHel
[HecuHol.

XKenaro Bcem yuacmHukam KoHpeperyuu yenewHbix Boicmynierui u
nAodomBopHozo HayuHozo oduwseHus!

AANEKCAHOp PoIXKUHCKUN



MpuBeTCTBME OT ANpPEKTOPa
locyAapCTBEHHOT MHCTUTYTa MCKYCCTBO3HAHWA

Aopozue Korreau,

UckperHe pada npuBemcemBoBameo
opearuzamopoB u ydacmHukoB & -oii
MexdyHapooHol HayuHol
KoHpepeHuuu «Onepa 8
MY3bIKAABHOM Meampe: Ucmopus u

coBpemerHocmb>. CmapmobBab 6

2013 200y, amom npoekm dabHo
nepepoc Xanp Ysko cneuuarbHol HaydHol Bempedu, odpems dpopmam
MacumadHozo npedcmabumervHozo uccaedoBamensckozo gpopyma. Boree 150
dokAaduukoB us 11 cmpaH, Ho 2AaBHoe — wupoma npodremamuku, npubaekarouas
Bce dorbwe yyacmHukoB u caywamened: U UMEHUMBIX YUeHbIX, U MOAODbIX
eneyuarucmoB. N dero 3deck He MmoAbKo B 0OUUPHOCMU XPOHOAO2UHECKO20
20PU3OHIMA UCCALDYEMO20 NpedMema, pasHoodpasuu nodxodoB u memoduk,
acnekmoB uccaedoBarus u omderbHbIX MmeM. XomeAock Obl 3aocmpumb BHumaHue
Ha dpyzom. CuHmemudHocmb uckycemba onepol, Kak uckycemba npakmudecku
MOMAABHO20 No MexaHusMam Bo3deiicmBus, cuHKpemudeckozo no npupode
BonnowieHus, coeduHArOUIE20 MY3bIKY U MEAMP , KOMNOZUWMOPCKOE U
ucnoAHumeabckoe uckycemBo, Bouparousezo omkpoimus BusyarbHoix u
NPoOCMPaHCMBEHHBIK UCKYCCMB U noaIMUKY 0OULEKYABIMYPHBIX CMbICAOS,
npedckasyemo onpedersem camoe, Ha Moik 83299, npubrekamervroe 8 smom
npoekme. A umeHHo — BO3MOXKHOCMb NPAMO20 ConpaxeHus pe3yrbmamos
uceaedoBamenbekux omkpoimuil 8 kakoli dbi gpopme oHu He ocyuecmBasguce: dyde
Mo ucmopudeckuil aKeKype, nybaukauus apxubHeix dgpakmo8, aHaaus coBpemerHoli
NPAKIMUKU UAU KOHUENMYAaAbHOE acce. Ima KoHgeperyus Budumes cocmosaBuiumest
cBudemerbcmBom naodomBopHocmu MeXXIUCUUNAUHAPHBIX MEMOOUK, PEAAUIAUUS
komopbix 8 noAHol Mepe BeposimHa Auwb 8 npumeHeHuu K 0e3ycA0BHO 3HAUUMBIM
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aBaeruam uckycembBa, He ucdepnaBuum cBoelt akmyaroHocmu u no celi deHo.
Xomenock bl omderbHo nodrazodapume uHuuuamopa u pykoBodumens npoekma
Upury MempoBry Cycudko, a makxe — Pocculickyro AKadeMuro MysbiKu umeHu
CHecuHbix, napmHepcmBo ¢ komopoit 8 amom npoekime OAs Hawezo NHemumyma
dorbwias yecmo.

Hamanus Cunobekas,
dupekmop [NocydapcmBerHozo uHcmumyma uckycemBosrarus MK PO
dokmop uckyccmBoBederus,

TTodemHblll uaeH Pocculickoll akademuu xydoxecm8

11



MpuBeTcTBME OT W. 0. peKTopa
KazaHckol rocyaapcTBeHHOM KoHcepBaTopumn nMmermn H. . XXuraHosa

Aopoaue Koarezu, opzaHuzamopbl u
yyacmHuku LWecmoil MexdyHapooHoi
KoHepeHuyuu «Onepa 8 mysbikaroHoM
meampe — 2024 !

KoHgeperyus «Onepa 8 MysbikarbHoM
meampe> Cmaaa 00HUM U3 CAMbIX

3aMeMHbIX My3bikoBedueckux gpopymob

Poccuu nocaedHux rem. Temol,
o0cyxdaemole Ha amoil KoHpepeHyuu, BersbiBarom xubeliuuit uHmepec, NockoAbky
cBa3aHbl ¢ AKMYAABHBIMU NPOOAEMAMU UCIMOPUU, MEOPUU U NPAKIMUKU
MY3bIKAADbHO20 meampa — 00HOU u3 cimapeiiuux u BaxHeduux MmpudyH
coBpemenrrozo oduecmBa. YHIAMEHMANLHAS Udes MY3bIKAADHO ~MeamparbHo20
HAYYHO20 POPYMA NOAYUUAG nompsicatouiee npakimudeckoe BonaowieHue, Komopoe
coBepuercmByemes 200 om 200a GAaz0dapsa npodpeccuoHarbHOMY MacmepcimBy
opaaruzamopol u yvacmHukoB KoHgepeHyuu. Pocculickas akadeMus MY3biKu UMEHU
CHecuHbIx, Kak JOM 3mMo20 MACUIMAOHO20 HAYUHO20 dopyMa; HenocpedcmBeHHole
0P2AHUBAMOPBI 3M020 3HAYUMOZO COObIMUS; KOAAE2U ~My3bikoBedel co Beeli Poccuu u
2ocmu Hawell cimpanbi; Bee, GAaz0daps KOMY MeXIYHAPoOHAs KoHpepeHuus «Onepa
8 mysbikarbHoM meampe> npouBemaem yke MHO20 A, NPUMUIME NOXKEARHUS

darbHeliwux yenexoB u croBa uckperHeil daazodapHocmu!

Badum Ayram-Aneeb

pekmop

KasaHckoil 2ocydapemBerHoil koHcepBamopuu um. H. . XKuzaroBa,
dokmop uckyccmBoBederus, npodpeccop,

3aCAYKeHHbIN desmenb uckycemB Pecnydauku Tamapeman

12



MpuBeTCTBME OT KypaTopa KOHPepeHLnn

MHe xovemcs ckasamb camble mennble croBa B adpec
yHacmHuko8 koHgpeperuyuu <Onepa B MysbikarbHOM
meampe: ucmopus u cobpemeHrocmp>, nodaazodapume
ux 3a 2omoBHocmb Bolcmynumos, nodeaumpcs HoBoimu
UeIMU U oMKpblmuamu. OueHb BaxkHo, Umo Hay4Hoble
duckyccuu 00bedUHIM Ha HAwel KOH@epeHuuU He IMOAbKO
MACMUMBIX YHEHBIX PABHBIX CneyuarbHocmeid —
My3bikoBedoB, meampoBedoB, cneyuarucmob 8 odracmu

usodpasumenbHozo uckyccmba, mysvikaHmoB -

UCNOAHUMEAEH, HO U MeX, KO MOAbKO HaduHaem cBoil
nymb B Hayke — acnupaHmoB u cimydeHmos.

KoHgpeperuus, komopas 3a 11 rem cywiecmBoBarus npeBpamunace dpakmuvecku 8
NOCMOSHHO delicmByrouyro NAAMgpopMy OAs 00cyXdeHus akimyarbHblx BonpocoB
pasBumus MysbikarbHo20 meampa, npodoAxKaem uckamo u Haxodumo HoBole dpopmei
HayuHo20 u mBopueckozo compydHudecmBa. Ha amom pas 8 psdy dokradol,
oxBambiBarouux odeHb wupoKuil Kpyz mem, opaarusoBarol cempb doree pasbepHymoix
BolcmynaeHuit -Aekyuit, nocBaueHHbIX PYHIAMEHMANDHBIM NPOOAEMAM UCMOPUU U
Meopuu My3bIKaAbHO20 meampa.

LLecmas MexdyHapodHas KoHdoeperuyus npoBodumes 8 pamkax macuumadHoil
npozpammel Tpuopumem -2030. Ima npozpamma dara BosmoxkHocme opzarusoBame
8 MHecuHckol akademuu HaydHo -mBopueckuil ugHMp no usydeHuro npooAem
My3blkarbHozo meampa. UccaedoBarus onepbl noayduau HoBilk umnyaec u
BosmoxxHocmb npakmudeckol pearusauuu — 6 mom ducae 8 cimydenveckoit onepHoit
emyduu. BnepBole Ha Hawel KoHpepeHyuu odcyxderuro nepenekimub pasbumus
onepHoix cmyouil nocBaueH cneyuanbHolil KpyeAblil CmoA.

Om UMEHU 0P2aHUBAUUOHHOZ0 KOMUMEMA KOHGepeHUuu, Kagoedpbl aHAAUMAUYECKO20
My3bIKo3HAHUS (Pocculickas akadeMust My3biKu UM. [THECUHBIXK), CEKIMOpPa KAACCUYECKO20
uckycemBa 3anada (CocydapemBertoiil uHCMumym uckyccmBosHaHUS), IAEKMPOHHO20
XKypHara «CoBpemeHHbie npoOAeMb! MY3bIKO3HAHUS > Xody noxXeAamb Beem Hauum
KOAAEZAM U Dpy3bIM nAodomBopHol padombl u UHMeEpPecHo20 0OUEHUS.

UpuHa Cycudko
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TE3WUCHI JJEKIIUM

ABSTRACTS

BPATVIHCKAJI Hatammsa
AJsrekcaHapoBHA, KaHOUOAM
uckyccmbobedenus, 3abedyouyas
Kaghedpoti ucmopuu 3apybexHou
my3vixu, Canxm-Ilemepbypeckas
eocyoapcmbennasn Koncepbamopus
umeny H. A. Pumcxoeo-KopcaxoBa,
conpedcedament
1uccAe006amensckoil epynisl
«CmpaBunckuti: mexoy Bocrmoxom
u 3anadom» Mexoynapooroeo
My3bikobedueckoeo obujecmba,
Canxm-Ilemepbype, Poccus
Bemryckauiia  Jlenunrpaackoyt  koHcepsaTopum  H. A. Bparmnckas, sammTis
KaHAMIATCKYIO avccepTaipio 1o Teme «Konrepr B tBopuectse V. CTpaBmHCKOro»
(1991, mayu. pyk. H. V. [dertapésa), ¢ 1992 roma mpenomaeTr Ha Kadpenpe McTOpmm
3apy06exHom My3bIKy; ¢ 2009 o HacTosIIee BpeMs 3aBenyeT Kademporr; B 2012-2016
— IeKaH MYy3bIKOBemdeckoro daxysbrera; B 2016-2019 — mpopekTop 10 HaydHOM
pabore Cankt-IletepOyprckont xoHcepBaTopumn. Craxuposasack B Poxme ITaymsa
3axepa (basens, IlIBemmapus, 2011). OcHOBHBIE Hay4YHbIe MHTEPECEL TBOPUECTBO
Crpasumckoro, Ilocrakosuda, KpOCCKYJIbTypHBEIE My3bIKaJIbHBIE CBSI3V, VICTOPVIS
Cankr-IletepOyprckovt koHcepBatopym. VImeer cBbimre 150 HaydHBIX ITyOIMKaImvL,
B ToM umcie B wsmaresbetBax DSCH, Brepols, Sorbonne Université, Indiana
University Press, Cambridge University Press, Bédrenreiter wu np. Astop
MoHorpadvm «MyssikameHBle Auanorn rops CrpasmHckoro» (2023). Yien
MexmayHapomHOro My3sIKoBendeckoro obmrectsa (IMS), H. A. bparurckas sBrseTcs
co-TipericefiaTesieM  ViccilefioBaTesibckot  Tpymmbl  IMS  «CTpaBuHCKUIL:  MEXTy
BocTokom 1 3anamom».

Natalia A.
BRAGINSKAYA, PhD,
Head of Foreign Music
History Department, Saint
Petersburg Rimsky-
Korsakouv State
Conservatory, co-chair of
the International
Musicological Society
Study Group ‘Stravinsky:
between East and West’,
Saint Petersburg, Russia

O Uropb CTPABUHCKUIA B IMAJIOTE C AHTHOIIEPOH XV | BEKA:
«TTOXOXKIEHUA MTOBECHI» U «OIEPA HULLETO»
IMocnenusas onepa WM. CtpaBunckoro — «Iloxoxnenust moeckl» (1947-1951,
mubperro V. X. Omena u Y. Konmmena) — Bomwla B €ro TBOPUECTBO KaK MTOT
HeoKJlaccudeckoro Tpuanatmietus. Camoe MmacmTabHOE AETHINE PYCCKOrO Macrepa, IIo
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CJIOBAM KPHUTHKOB, 0003HA4YMBIIIEE B cepeiiHe XX BeKa I03Hee IBETCHHE «KJIACCHIECKOT0)
MY3BIKIEHO-TEATPAIBHOTO JKaHpa, MOMYYHIO CTaTyC CBOEOOPA3HOH SHITMKIIONEINH ONEpHI.
MHorocnoiiHas CIOXKETHKa OIEpPHOM IPUTYU, HABESIHHOM cepueil rpasrop «Kapbepa moTa»
(1735) V. Xorapra, 3HaMEHHTOT'O Xy[OKHHKa-XpOoHUKepa JoHmoHCKoi xu3an XVIII Beka, B
Bepcun CrpaBuHCKoro — OJieHa MpeacTaBisieT co00H CIIOKHYI0 KOHTaMUHAIMIO MU(OB O
®aycre u Jlon Xyane, murepaTypHbIX MOTHBOB POMAHTUYECKOM OIEPHI, aAPXETHIINYECKUX
JJIEMEHTOB CKa3kl M OamaraHHoro TeaTpa. Eme Ooiee 3axBaThIBAIOIIMK CIUIaB B
«[ToxoKIeHNsIX TOBECHI» O0Pa3ylOT COOCTBEHHO MY3BIKAJIBHBIE MOJENIN — HTaIbSHCKHE,
(paHIy3CcKHe, aHTIHHCKHE, PYCCKHE; B COBOKYIIHOCTH OHM HMHTCHCHBHO BIIMSIIOT Ha
KOMIIO3UIIMOHHO-IPaMaTyprUUeCKiii W HMHTOHALMOHHBIN 00nnK omepsl. I3BecTHo, dTO,
mpuctynas kK pabore Haj cBouM Opus magnum, CTpaBHHCKHII 3allpOCHI B HM3aTEECTBE
Boosey & Hawkes getsipe omepsl Monapra, ase oparopun ['ennens u «Ornepy HHIIETO»
Jbx. 'yt — U. Ilenmyma. Bnusnue nocnenHeid Ha «[loxoxaeHusl MOBECH» A0 CHX IOP
HEJIOOIICHUBACTCSl HCCIEIOBATEISIMKI, MEXIy TeM, «OaliagHas Ibecay CIbUla CaMbIM
PE30HAHCHBIM SIBJICHHEM B AHIJIMM JI0XH Settecento, k cBOOOIHOMY IOPTPETHPOBAHHUIO
kotopoit u crpemuicss CTpaBUHCKHI B cBoel omepe. OOHapyKeHHEe CBA3EH MEXIy ABYMs
COYMHEHHMSIMH Ha YpOBHE JIMOPETTO, >KAaHPOBOTO 3aMBICNIa M MY3BIKaJIBHOTO HHTEPTEKCTa
MO3BOJIMIIO IPUHTH K BBIBOLY O TOM, YTO TIOMUMO MHOI'OYHCIIEHHBIX OIMEPHBIX 00pa3IoB Ha
XyZIO)KECTBEHHYIO KoHIIennuio «[loxoxaeHui moBecs» 60e3yclioBHOE BO3/CHCTBIE OKa3ana 1
«Ormiepa HUILETO», KOTOPYIO C y4€TOM HOBEHIINX W3BICKAHMH B OOJIACTH HCTOPHH TeaTpa
MOYKHO KBaJTM(PUIIMPOBATh KaK paHHUI IPUMEP aHmMUONEPbL.

IGOR STRAVINSKY IN A DIALOGUE WITH AN ANTIOPERA OF THE 18™ CENTURY:
THE RAKE s PROGRESS AND THE BEGGARS s OPERA

The last Stravinsky’s opera, The Rake’s Progress (1947-1951, libretto by
W. H. Auden and C. Kallman), entered his oeuvre as the culmination of his neoclassical thirty
years. The longest Stravinsky’s creation, which, according to critics, marked the late
flowering of the ‘classical’ musical and theatrical genre in the mid-twentieth century,
received the status of a kind of encyclopedia of opera. The multilayered plot of the opera-
parable, inspired by the series of engravings 4 Rake’s Progress (1735) by W. Hogarth, the
famous artist-chronicler of London life in the 18th century, in Stravinsky — Auden’s version,
represents a complex contamination of the myths about Faust and Don Juan, literary motifs of
the romantic opera, as well as archetypal elements of the fairy tale and a farce theater. An
even more fascinating fusion is formed in The Rake by the actual musical models of Italian,
French, English, Russian origin; together they intensively influence the compositional,
dramatic and intonational shape of the opera. It is known that when starting work on his opus
magnum, Stravinsky requested from the publishing house Boosey and Hawkes four operas by
Mozart, two oratorios by Handel and The Beggar’s Opera by Gay — Pepusch. The influence
of the latter on The Rake’s Progress is still underestimated by researchers, meanwhile, the
‘ballad play’ was considered the most resonant phenomenon in England of the settecento era,
which Stravinsky intended to freely portray in his opera. The identification of visible
connections between the two works at the level of libretto, genre concept and musical
intertext allowed us to come to the conclusion that, in addition to numerous opera samples,
the artistic concept of The Rake’s Progress was also influenced by The Beggar’s Opera,
which, taking into account the latest research in area of theater history can be qualified as an
early example of antiopera.
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Anna V. BULYCHYOVA,
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Western European Music
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Moscow State Tchaikovsky
Conservatory, Moscow,
Russia

Bemryckammia Casxr-TletepOyprexovt xoHcepsaToprm (1993), nucceprampmo «CTiib
u xaHp omrep Xana-barmcra JTromwm» (Hayusst pykosoguTerns B. IT. Ilnpoxosa)
samumioia B 1999 romy. B 1992-2000rT. paboTana pemakTopoM-TIepeBOTIMKOM
rasetbl «MapvmHckmiz teatp», B 2001-2003 rr. — 3aBemyrolnert JmMTepaTypHON
4vacTeio boskmoro tearpa. C 2003 r. — NOMOITHMK XY 0XeCTBEHHOI'O PyKOBOIMTE I
Tearpa «I'esmkoH-Onepa» 1o jmreparypHon yacT. B 2004-2009 rr. TaxKe cTapiini
HayuHBII COTPyAHMK IocygapcTBeHHOro WHCTUTYTa WCKYCCTBO3HAHW (OTHes
My3bIKM). B HacTosnmiee Bpemsi — [IOIeHT Kadempel ICTOPWV 3apyOeXXHOVI MY3BbIKIA
MockoBsckont rocymapctseHHON KoHcepsaTopym mmenn I1. V. HYarikosckoro. ABTop
moHorpaduit «Cagpl Apmunbl. MysbIKaeHBII TeaTp (PPaHITy3CKOro OapOKKO»
(2004), «3ByxoBble oOpassl roTmMkm» (2011), «DpaHIly3ckas My3blKa IIepBOI
rrostoBuEBL XVIII Bexa» (2018). IToaroroBmsia K M3maHWIO aBTOPCKWV KJIaBUP OIT€PHI
ATL Boponmsa «Kusa3b Vropb», aBTOpCKyI0 TapTUTY Py ero Bropor cvmdormmL.

OITEPA ®PAHITY3CKOI'O BAPOKKO: B3IJISI[] CKBO3b IIPU3MY UCTOPU3MA,
HEOKJIACCULIM3BMA U IIOCTMOJEPHU3MA

@paHiy3ckas omepa poawiack B 310Xy OapoKKO B IIOJIEMHKE C  ONEpoit
UTaJIbSHCKOW, Pa3BUBAJACh CPEIH CIOBECHBIX OaTaauii MY3BIKAHTOB M JKypHanucroB. Ha
pOIMHE OHA CYIIECTBOBaJIa B YCIOBHAX HEBHJIAHHOW B JPYyrux crpaHax 3amagHoil EBpombl
LEHTpaIu3alud yCWIMH, a 3a rpaHuuamMu OpaHLIUM NPHCYTCTBOBAJA B MHHHUMAJIbHOM
CTEMeHU. 3a MPOIe IINe BeKa H3MEHIWIOCh TOJIBKO TOCIeJHEe 00CTOATENBCTBO, B OCTAILHOM
TPaJAULMKM COXPAHAIOTCA. 3a OTIPaBHYIO TOYKY B Jeiie oOpaiieHus (paHIy3CKHX
MY3bIKAHTOB K CBOEMY 0apOYHOMY HACIeJIHIO NpU3HaeTcs nopaxenne Opanunn Bo PpaHko-
MpyccKoii BoiHe. J[Brkenue 3a GpaHiry3ckyto My3biKy Bo DpaHIHK, COBMABIIEE C MIEPUOTIOM
HcTOpU3Ma B HCKyccTBe, mo3sonmno JKany-batucry Jlronnu 3anoBo mepexuts B [lapmke
MuHyTHl cnaBbl, a JKany-Oununny Pamo BbIiTH 3a pamku pernyrauuu «()paHIy3cKOro
Ki1aBecuHucTay. C yracaHHeM HMCTOpU3Ma 3aBEPLIMIICSA M TEPBbIl peHeccaHc (paHIly3CKOn
GapouHoii omepsl. C  pacmpocTpaHEHHEM CTHIS, KOTOPBIH IPHUHATO  HAa3bIBaTh
Heoknaccuu3MoM, Pamo mpourpan baxy. Xotrs oH u He ObLI MOITHOCTBIO 3a0BIT, HUKTO, MO-
BHUAUMOMY, HE Bell MOJEMHKU C T€PMAHOLEHTPU3MOM M JIPYTUMH «HM3MaMM» MOCPEICTBOM
ero My3bIKkH. BTopoll peHeccaHc omepsl (paHIy3cKOro OapoKKO Hayajicsi B SIOXY
MIOCTMOZIEPHU3Ma, C TMOSBICHHEM AayT€HTUYHOTO HCIOJHHUTENbCTBA. [lomemmueckas
COCTaBIIAIOIIAsl B 3TO BpeMsI HE TONBKO HE HCYe3Na, HO JaXKe BBIIUIA HA HOBBIH YPOBEHb.
HoBas cmaBa Jltommm, Pamo W necsTkoB WX COBPEMEHHHKOB Ha ceil pa3 00yCIIOBIIEHA
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JIEMOHCTPATHBHBIM OTKa30M OOJBIIOH YacTH MY3BIKAHTOB M MYOJIMKH OT OOIICHUS C
«COBPEMEHHOW» MY3bIKOH. BTOpasi BOJIHa MHOIOKpAaTHO MpPEB30LUIA NEepBYy0. ITosBHINCH
JECATKH TIOCTaHOBOK M 3amucell. CHMBOJIOM BTOPOTO BO3POXKACHHUS CTallo CO3JAHHE
Bepcanbckoro LeHTpa 0apo4HOH My3BIKH, YTO caMoO MO ceGe TOBOPHT O IEHTPAIU3ALMU
npouecca. VcronHeHne Npou3BeieHuil GpaHIly3cKoro 6apoKKO IIOCTAaBICHO HA COIUIHYIO
HAay4YHYI0 OCHOBY. BBIIIIO M BBIXOMHT HOBOE MOKOJCHHE MW3/IaHWi, BKiItoYas IlonHbIC
coOpaHus COYMHEHHH, HaJl KOTOPBIMHU Tereph paboTAIOT HE TaKhe KOMIIO3UTOpHI, Kak CeH-
Canc u [le6roccn (kak 3T0 OBIIO B CBOE BpeMsi), a MYy3bIKOBeIbI. V3ydeHHe MCTOPUIECKIX
MY3bIKaJIbHBIX HHCTPYMEHTOB BBUIMIIOCH B BOcco3laHue B Bepcane opkecrpa «24 CKpUIKA
Kopomst». IIporecc Boimen 3a rpaHuns! OpaHiuy, Oarogapsi SToMy pa3sBHTHE HEpenuo B
9KCTEHCUBHYIO (ha3y. M3HauanbHbIl madoc BTOPOro peHeccaHca — MAaKCHMAlbHO TOYHO
PEKOHCTPYHPOBATh CTAPHHHYIO MPAKTHKY BO BCEX €€ aCIHEKTaxX, 4TOObl BEPHYTh Ha CUEHY
’KUBOE, BOJHYIOIEE HUCKYCCTBO 0apoKko, — oxumaeMo cnabeeT. ITo-BUIUMOMY, MBI yxke
JIOBOJIBHO JABHO HAOJIOZAeM 3aKaT BTOPOrO, IIOCTMOAEPHUCTCKOIO PEHECCaHCa, KOTOPBI B
MECTHBIX YCJIOBHSIX COMPOBOXKIACTCS YBEJNHUYCHHEM YHCIA HCIONHEHHH, MyOIUKalui u
JIPYruX aTpuOyTOB paciBeTa.

FrRENCH BAROQUE OPERA: A LOOK THROUGH HISTORICISM,
NEOCLASSICISM AND POSTMODERNISM

French opera was born in the Baroque era in controversy with Italian opera, and
developed amid verbal battles between musicians and journalists. At home, it existed under
conditions of centralization of efforts unprecedented in other countries of Western Europe,
and outside the borders of France it was present to a minimal extent. Over the past centuries,
only the last circumstance has changed; otherwise, the traditions are preserved. The defeat of
France in the Franco-Prussian War is recognized as the starting point for French musicians to
turn to their baroque heritage. The movement for French music in France, which coincided
with the period of historicism in art, allowed Jean-Baptiste Lully to relive his moments of
glory in Paris, and Jean-Philippe Rameau to go beyond the reputation of a ‘French
harpsichordist.” With the fading of historicism, the first renaissance of French barogue opera
ended. With the spread of the style commonly called neoclassicism, Rameau lost to Bach.
Although he was not completely forgotten, no one seems to have debated Germanocentrism
and other isms through his music. The second renaissance of French Baroque opera began in
the postmodern era, with the advent of authentic performance. The polemical component at
this time not only did not disappear, but even reached a new level. The new fame of Lully,
Rameau and dozens of their contemporaries this time is due to the demonstrative refusal of a
large part of the musicians and the public to communicate with ‘modern’ music. The second
wave surpassed the first many times over. Dozens of productions and recordings appeared.
The symbol of the second revival was the creation of the Versailles Center for Baroque
Music, which in itself speaks of the centralization of the process. The performance of French
Baroque works is based on a solid scientific basis. A new generation of publications has been
and is being published, including Complete Works, which are now being worked on not by
composers such as Saint-Saéns and Debussy (as was the case in their time), but by
musicologists. The study of historical musical instruments resulted in the recreation of the ‘24
Violins of the King’ orchestra at Versailles. The process went beyond the borders of France,
thanks to which development moved into an extensive phase. The original pathos of the
second Renaissance — to reconstruct ancient practice as accurately as possible in all its
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aspects in order to return the living, exciting art of the Baroque to the stage - is expectedly
weakening. We have apparently been witnessing the decline of the second, postmodern
renaissance for quite some time now, accompanied locally by an increase in performances,
publications, and other trappings of the heyday.

JIAHIEHKO CgettaHa
KoHcraHTHHOBHA, 00KI110p
uckyccmbobedenus, 3abedyouyas
CEKMOpPOM UCTIOPUU MY3bIKU,
Tocydapcmbennviil uncmumym
uckyccmbosnanus, Mockéa,
Poccus

Svetlana K. LATSCHENKO,
Dr. Habil. (Doctor of Art
Studies), Head of Music History
Department, State Institute for
Art Studies, Moscow, Russia

3aKoHYVIIa ICTOPUKO-TeopeTraecKuit dakysbreT VIHCTUTYTa MCKYCCTB (T. XapbKoB,
Yxpanna). Kanmumartckyro ayiccepTanyio Ha TeMy «YKpaWHCKas IIeCHSI B PyCCKOT
Mysbike TocsrenHert Tpetr XVIII — mawama XIX cromerwir: k mpobreme pyccko-
YKPauHCKMX  MY3bIK&JIBHBIX CBsa3er» samurwia B 1986 romy. [lokrop
nckyccrBopertennst ¢ 2008 ., nmmccepranms Ha TeMy «PUTyasIbHBIVI CMeX: OIIBIT
VICTOJIKOBaHWSI CMBICJIOBBIX VICTOKOB (Ha MaTepuasle YKPaMHCKOV TPamviLIvIv)».
C1999 1. pabotaer B locymapCTBeHHOM WHCTUTYTe WCKYCCTBO3HAHUS, 3aBeHyeT
cextopoM wmctopuu My3elku ¢ 2008 r. Cdepa HaydHBIX MHTEpeCcOB — WCTOPUSA
OTeYeCcTBEHHOI'O 1 eBPOIIEeVICKOTrO My3bIKaJIbHOTO TeaTpa, VICTOPVIS B3avMOIeVICTBS
MY3BIKaJIBHOTO MICKYCCTBa ¥ JInTepaTypbl. ABTOp OoKosio 100 Hay4IHBIX paboT, B TOM
unciie MoHorpadmit «MysbIKaJIbHas XM3HB MOCKBBI BTOpOV MoIoBUMHBEI XIX
croneTnsi», «3axyATiie cMexoM. OIIBIT WCTOJIKOBAaHWS —S3BIYeCKMX PUTyaioB
BOCTOYHBIX CJIABSIH» W JIP.

BEJTMKOJIETTHAS JIXYAUTTA ITACTA 1 EE PYCCKOE FIASCO, WJIX UCTOPHSI O TOM,
KAK OTEYECTBEHHBIE MEJIOMAHBI CTAJIV OITACHBI JIJIS1 UMITEPATOPCKOM BJIACTH

B uenrpe BHumanus Jekuun — Jlxynurra [Tacra (1797 (1798-?) — 1865 (1867-7)),
3HAMEHHUTOE HTAJIbSIHCKOE COMpPAHO, «TOJIOC 3MO0XM», KaK Ha3blBAIM €€ BOCXUILEHHBIE
eBporneiickue coppemeHHUKH. B 1840 r., yxxe Ha uznere cBoeil kapbepsl, [lacra npuexana Ha
ractponu B Poccuto. OnHako mybiiuka He npuHsiia onepHyo 38e3ay Hu B C.-IlerepOypre, Hu
B MockBe. B snekuuu OymeT oCBelLIEH XOI PYCCKUX KOHIEpTOB IlacThl, MX mporpammsl, a
TaKKe OOCTOSTENbCTBA, MO KOTOPHIM KOHLEPTHBIE BBICTYIUICHHS IlacTbl OCTaBHMIIM
crnymareneid paBHOAYIIHBIMU. [lo cymectBy, 3t0 ObLIO ee orTkpoBeHHoe fiasco. Ho,
HecMOTpsi Ha Hero, [lacra mpojomkana mpedsiBath B Poccun. Ha ocHoBaHMU coOpaHHBIX
ApXUBHBIX JIOKYMEHTOB JIOKa3bIBAaeTCA, 4YTO KOHLEPTHl Obut 1t Ilactbl  criocobom
3a7iep’kaThCs B UMIICPHM IS PEIICHUS IJIaBHOTO BOIPOCA: OHA HaMepeBalach CO3/aTh B
MNMneparopckoM TeaTpe WTalmbsSHCKYIO Tpynny. Mmmneparop, HNOMHHMBIIMH O CIOXKHOM
UCTOpHU TpeObIBaHUS B POCCHM MTANBSHCKHMX ONEPHBIX ApTUCTOB, OBUT KAaTErOPHYECKU
npotuB. Ilacra pemmna NmodTH MHBIM myTeM. B nexkiuu mpennonaraercss OCBETUTh, Kak
BOKPYI' IPUMAJIOHHBI CIIOXKUIIOCH COOOIIECTBO COCTOATEIbHBIX TOKIIOHHUKOB, BBICTYIHBILIHNX
C MHMULMATUBOW YCTPOMCTBA WTANbSHCKOW ONEpbl M OpraHU3aliy CIEKTAKIEH BONPEKHU
no3uiu MMmeparopa M He3aBUCMMO OT TeaTpanbHOM Jlupexiuu. [leHbrn Ha HpPOEKT
cobupanuck 1o nmoxnucke. 3a HeOOIBIION Cpok yaanock codpats 60.000 pyd. accurn. byger

18



[IPOAHAIM3UPOBaHa OTBETHAs MO3MLUSA PyKOBOACTBa VMmIeparopckux TeaTpoB, UCXOIs W3
KOTOPOH JUIsSl COXpaHEHHsT COOCTBEHHOH peryTanuy U Bo n30exaHue BOMHEeHHH J{MpeKims B
mune A. M. I'emeonoBa xopataiicTBoBasia 00 W3MeHeHHMH pemeHus lMmmepatopa. J{aGbr
HCKIIIOYNTH TOSIBJICHHE «OIIMO3UIMHM B HaMepeHWs X myonukm» llapb BBIHYXKIEH OBLI
yerynuts. [lacta momydmiia 103BOJIEHHE Ha OPraHM3aLMIO0 BOCBMH ONEPHBIX CHEKTAKIEH cOo
CBOUM Y4acTHEM, [10ciIe KOTOPBIX, HECMOTPs Ha ycIex, okuHyna Poccuro.

THE MAGNIFICENT GIUDITTA PASTA AND HER RUSSIAN FIASCO, OR THE STORY OF How
RussIAN Music LovERS BECAME DANGEROUS FOR THE IMPERIAL POWER

The lecture focuses on Giuditta Pasta (1797 (1798-?) — 1865 (1867-?), the famous
Italian soprano, ‘the voice of the era,” as her admiring European contemporaries called her. In
1840, already at the end of her career, Pasta went on tour to Russia. However, the public did
not accept the opera star either in St. Petersburg or in Moscow. The lecture will highlight the
Pasta’s Russian concerts, their programs, as well as the circumstances, why Pasta’s concert
performances left listeners indifferent. Essentially, it was her fiasco. But despite him, Pasta
continued to stay in Russia. Based on archival documents, it is proven that the concerts were
a way for Pasta to stay in the empire to resolve the main issue: she intended to create an
Italian troupe in the Imperial Theater. Emperor, who remembered the complex history of
Italian opera artists in Russia, was categorically against it. Pasta decided to go a different
route. As a result of a series of efforts, a community of wealthy fans developed around her,
and took the initiative to organize Italian opera contrary to the position of Emperor and
independently of the Theater Directorate. Money for the project was collected by
subscription. In a short period, they managed to collect 60,000 rubles assign. Having learned
about what was happening, in order to preserve its own reputation and avoid unrest, the
Directorate of the Imperial Theaters, represented by Alexander Gedeonov, petitioned for a
change in Emperor’s position. In order to exclude the emergence of ‘opposition in the
public’s intentions,” the Tsar was forced to concede. Pasta received permission to organize
eight opera performances with her participation, after which, despite the success, she left
Russia.

JIYLKEP ITaBen Pavel V. LUTSKER, Dr.
Banepweud, dokriop Habil. (Doctor of Art Studies),
uckyccmbobedenus, Professor, Analytical
npocpeccop, xagpedpa Musicology Department,
AHAAUTTUYECKOR0 Gnesin Russian Academy of

MysvikosHanus, Poccutickas Music, Leading Researcher,
axkademus umenu I'Hecumsix, . | Western Classical Art

Bedyuyuts HayuHbiil Department, State Institute for
COmpyoOHUK, CeKop Art Studies, Moscow, Russia
KAaccuyeckoeo uckyccmba

3anada, TocyoapcmBeritviii

UHCUMYM UCKYCCMBOHAHUS,

MockBa, Poccus

BemryckHmk T'ocymapcTBeHHOro My3bIKaJIbHO-II€IArOrMYecKOro MHCTUTYTa VIMEHWU
I'mecynpix  (1982). C 1988 roma pabortaer B IocymapcTBeHHOM WMHCTUTYTe
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McKyccTBo3HaHMA. B 1990 szammTuin  KaHOWAATCKYIO AMCCEpTalMio Ha TeMy
«OmnepHoe TBOpuecTBO MoIlapTa B KOHTeKCTe KyJIbTyphl 3roxu IIpocsertienns», B
2016 romy — MOKTOPCKYIO MOmccepTanuio Ha TeMy «Tpamuimst WTalbsHCKOM
Komyueckom orepel B XVII — mepsont nonosuxe XVIII Beka: renesuc v Ios3THKa
kaHpos». C 2008 mo 2017 3am. mmpekTopa mnporpamm «Pammo Opdern». C 2009 r.
nperofgaer B PAM wmenn I'mecymbix. Cdepa HaydHBIX MHTEPECOB — WCTOPVS
3apyOeXxHOM My3BIKM, pyccKas u 3apyOexnas omepa XVII — XIX Bekos,
mormioHMs, Mys3bIKaibHas ¢opma. Aprop Oorree 80 HaywHBIX paboT (CTaThW,
yuebHble T0coOst, MOHOTpad ).
B COABTOPCTBE ~in cooperation with

CyCHUOKO Mpwuaa . | Irina P. SUSIDKO, Dr.
ITeTrpoBHa, dokmop Habil. (Doctor of Art Studies),
uckyccmbobedenus, Full Professor, Head of the

npogpeccop, 3abedyioujas
Kaghedpoii AHAAUMUYUECKO20
Mmysvikostanus, Poccuiickas
axademus umenu I'necunvix,
Bedyujuti HayuHbll
compyoHuKk, cexmop
KAaccuteckozo uckyccmba
3anada, Tocyoapcmberviii
UHCIUMYM UCcKYyccmBosHANUS,
Mocxk8a, Poccus
Bemryckamiia TocymapcTBeHHOTO My3bIKaIbHO-ITEJarorimdeckoro MHCTUTYTa VIMEeHN
I'mecrupix (1983). C 1984 mpenomaetr B IMIIV, 3atem B PAM mm.I'Hecurrix. ITocte
obyuenmst B acmmpanTtype (kracc D.I. Apsamanosa) B 1988 samuTiota
KaHAMAATCKyIO Iuccepranuio Ha TeMy «Mysbikaapaele npamel K. B. Iymoka B
KOHTeKCTe KyibTypbl smoxm Ilpocsemenusi» (JleBmHrpajckas KOHcepBaTOpVs
viM.H.A . Privckoro Kopcakosa). JokTtop mckyccrBoenerms ¢ 2000 r. («Ormepa seria:
TeHe3uc W TO3TMKa >XaHpa», [VIM). VL.IL Cycumko — Bemymwy Hay4IHBII
corpymaMK [ocymapcTBeHHOro wmHCTMTyTa WMcKycctBosHaumsa (¢ 2000 r.), wien
Hay4yHoro coseTa Poccurickoro OOlrecTsa TeOpuyM My3BIKM, IJIaBHBIVI PeTaKTOp
Hay4dHOro XypHasla «CoBpeMeHHBIe IIpOOJIeMBI MY3BIKO3HAHWS», 3aBelylolas
Kadpempont anaimTrdeckoro MysbikosHaHms ¢ 2009 r. Cdepa HayuHBIX MHTEpPeCOB:
vcropusa u Teopus 3apyoOexHornt Mmyseikm XVII-XX BB., MysbKapHasg dopma u
aHaJIV3 My3bIKaJIbHBIX IIPOM3BENEHNIV], ICTOPVIS OTIePHOTO TeaTpa, PyCccKasi My3bIKa B
KOHTEKCTe €BPOIIEVICKOV KYJIbTYPbl, My3bIKaJIbHas Ilefarorvka. Asrop Oosee 100
Hay4HBIX CTaTell, y4eOHbIX I10co0mit I MOHOTpad .

Analytical Musicology

S Department, Gnesin Russian
Academy of Music, Leading

™ Researcher, Western Classical
§ Art Department, State Institute
for Art Studies, Moscow,
Russia

IT. B. JTymkep u VLIL. Cycunxo — aBTopel MoHOTpaduit «MranbaHckas orepa XVIII
BeKa» (TT. 1 1 2), «MouapT 1 ero Bpems», «My3bikabHbI Tearp XVIII Beka»
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CTAPUHHASI UTAJIbSIHCKASI OTIEPA: B TIOUCKAX YTPAYEHHOI'O CMBICJIA

CeromHs MOXXHO TOBOPHUTH O TOSIBIICHHH YCTOHYMBOTO HHTEpeca K CTapHHHOM
UTAJBSHCKON OIepe He TONBKO y MY3BIKOBEIOB-UCTOPUKOB MIIM MY3BIKAaHTOB — JHTY3HACTOB
HCTOPUYECKH JOCTOBEPHOT'O MCIOIHUTENECTBA, HO M y MMPOKOH myonuku. [lepBrie npobum
Opemrb B CTeHe MHOTOBEKOBOTO 3a0BeHHMs nonseka Tomy Hazaz (P. Itpom, K. Xopuanckui,
JI. Bestakonn, Jlx. [ecremmm, 3. Jlepunr, O. Jlanmmann, H. IMupporra, M. T. Mypapo,
M. MakKaiimonzc). 3a 50 et ydeHble NpONUTH HyTh OT JEKOHCTPYKIHH YCTapeBIINX,
CYIIECTBOBABIIMUX JBa CTOJETHS INTAMIIOB O «KOHIEPTE B KOCTIOMAax», K PEKOHCTPYKIMH
MY3BIKQJIEHOTO W CIIEHHYECKOro o0JIMKa CTapUHHOH omepsl. Hamcansl coTHH crienuaibHBIX
crarelf, gyHnameHTaigpHBIe MoHOrpaguu o6 omnepax Buaum, BuBampmm, Xacce, [amymmm,
Tpastrel, Crpanenisl, [lonnaporno, ﬁOMMennH, 3aIOJTHUBIIKE TETBIA P OCNBIX TATEH U
TIO3BOJIMBILIIE TT0-HOBOMY B3IJIIHYTh Ha eBporeickyto ucroputo My3siku XV Bexa. Eciu B
1974 ropy K. anbxayc OLeHHBaN omepy Seria Kak My3bIKaIbHO-APAMAaTHYECKHIl KaHp
kputndecku (Ethos und Pathos in Glucks “Iphigenie auf Tauris ”), To ciycrst Beero 11 siet on
nasBan XVIII cronerue ee smoxoii, a He BekoM baxa, Iaiinna u Mouapra (Die Musik des
18. Jahrhunderts. Neues der Musikwissenschaft). B Hamm mHM CTaTHCTHKA OIEPHBIX
MIOCTAHOBOK (PHKCHPYET YCHIICHHE BHUMAHUS K CTAPHHHOM OIepe TeaTpajibHBIX MPOIIOCEPOB,
Hemblciumoe eme 20 ner Haszaa. [lo xommuectBy mocraHoBok «HewctoBblil Ponanmy»
Buanpnu B mocneaHue S5 yier mpaktudecku norHan «Bumbsrensma Temns» Poccunu u
obornan «I'yrenoroB» Meiiepbepa (nmaummsie Operabase). Ha mnprumepe HECKONBKHX
noctaHoBok omnep Jleonapno Bunum («Aptaxcepkc», «KatoH B YTuke», «AjekcaHap B
«nnn», «[lokunyras JlupgoHa») MOXKHO NpPOAHAIU3MPOBATh TEHICHLMH B COBPEMEHHOM
UCIHOJIHUTENBCKON MHTEPIPETALMU CTAPUHHON ONEpBI, IJIaBHAS U3 KOTOPBIX — UPOHUYECKas
aucranius. Llenb, onHako, HE OrpaHMYMBAeTCd HAONIONCHHEM HAJ PEKUCCEPCKUMHU
pelIeHUsIMU. OTH TIPUMEpBl JAI0T UMITYJIbC K IIOMCKAaM OTBETa Ha BONPOCHI: KAaK B3IJIA[
YeJIOBEKa HAIIEro BPEMEHHM COOTHOCUTCS C TUIYOMHHBIM CMBICIOM 3TOrO HMCKYCCTBA, Kak
3Haku 1 cuMBoIibl orepbl XV Beka nposBisitoTest v TpaHCHOPMUPYIOTCS CEroHs, KaK OHH
PE3OHUPYIOT C COBPEMEHHBIM BOCIIPHATHEM.

EARLY ITALIAN OPERA: IN SEARCH OF LOST MEANING

Today there is reason to talk about the stable interest in early Italian opera not only
among musicologists or musicians — enthusiasts of Historically informed performance, but
also among the wide theater audience. The first ones made a hole in the wall of centuries-old
oblivion half a century ago (Reinhard Strohm, Klaus Hortschansky, Lorenzo Bianconi,
Giorgio Pestelli, Sieghart Dohring, Ortrun Landmann, Nino Pirrotta, Maria Teresa Muraro,
Marita McClymonds). In 50 years, researchers moved from the deconstruction of two-
century-old clichés about the ‘concert in costumes’ to the reconstruction of the musical and
scenic features of early opera. Hundreds of special articles and fundamental monographs on
the operas of Vinci, Vivaldi, Hasse, Galuppi, Traetta, Stradella, Pollarolo, Jommelli have
been written, filling in a number of blank spots and allowing for a new interpretation of the
18" century European music history. In 1974 Carl Dahlhaus assessed the opera seria as a
dramatic genre critically (Ethos und Pathos in Glucks ‘Iphigenie auf Tauris’), but after only
11 years later he called the 18" century its era, and not the century of Bach, Haydn and
Mozart (Die Musik des 18. Jahrhunderts. Neues Handbuch der Musikwissenschaft). Now
statistics of opera productions show an increase of attention to pre-classical opera by theater
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producers, which seemed incredible just 20 years ago. The number of Vivaldi’s Orlando
furioso productions in the last 5 years has practically caught up with Rossini’s Guillaume Tell
and overtaken Meyerbeer’s Les Huguenots (Operabase data). On the example of several
productions of Leonardo Vinci’s operas (Artaserse, Catone in Utica, Alessandro in India,
Didone abbandonata) it is possible to analyze trends in the modern performing interpretation
of the early opera, the main of which is the ironic distance. The goal, however, is not limited
to observing the decisions of opera stage directors. These examples give impulse to the search
for answers to the questions: how does the view of a person of our time relate to the
fundamental meaning of this art, how do the signs and symbols of 18™-century opera are
identified and transformed today, how do they resonate with modern perception.

IIVJINITEHKO Hunua Nina PILIPENKO, Dr.
BrnagumupoBHa, 0okiop Habil. (Doctor of Art
uckyccmbobederus, Studies), Professor,
npocpeccop, kagpedpa Analytical Musicology
AHAAUMUYECKO20 Department, Gnessins

Mmysvikostanus, Poccutickas
axademus umenu I'necunvix,
Mocxk8a, Poccus 5
Boemyckamiia PAM mmerm ['aecnieix (1998). B 2002 romy 3armmTiiTa KaHAMIATCKYIO
avccepramio Ha TeMy «Cioo m Mysblka B mecHsix ®panma IlyGepra: omerr
00pa3sHO-CMBICIIOBOVI MIHTepIIpeTalyv» (Hay4uHbem1 pykosogurests V. IT. Cycuaxo).
C 2002 roma pabotaer B PAM wmMenu I'mecuubix. ducceprammio Ha covCKaHVe
Y9eHOV CTelleHM IOKTOpa VCKyccTBoBemeHMs 3amurivia B 2018 romy («®pams
IIyGepT m BeHCKMVI MYy3bIK&IbHEI Tearp»). Cdpepa Hay4IHBIX WHTepecoB:
aBTpUVICKas My3bIKaJIbHast KysbTypa mepson Tpetm XIX Beka, pycckas u
3apybexHas omepa XVIII — nepsort nmonosweer XIX Beka, My3bIKalbHasi (popMa.
ABTOp 0KOJ10 50 HAyIHBIX CTaTeVl ¥ yIeOHBIX ITOCOOMTL.

Russian Academy of Music,
Moscow, Russia

OTLIbI POMAHTHYECKO! OITEPBI: HEU3BECTHBIN X | X BEK

Korja peds Maer 0 BaKHBIX M3MEHEHHSX, NPOM3OLICAIINX B ONEPHOM HCKYCCTBE
nepBoii Tpetu XIX Beka, B 1ojie 3peHus peaKo MOnaaaT KOMIO3UTOPE! BTOPOro pana. Beem
H3BECTHO, 4TO PoccuHm oTkazancst oT peuntaruBa secco B «EnmsaBere, koponeBe AHIIHN
(Elisabetta, regina d’Inghilterra, 1815), a ero «Copoka-BopoBkay (La gazza ladra, 1817) u
«JleBa o3epa» (La Donna del lago, 1819) ropasmo Oamke K MenoapaMaM HUTadbSHCKHX
KOMIIO3UTOPOB CIIEIYIOIIEr0 IOKOJIEHUs, YyeM K omepam Mormapra. OngHako Mano KTo
BeriomuHaer o «Menee B Kopunde» (Medea in Corinto, 1813) Horanna Cumona Maiipa
(1763-1845), B KOTOpOM TaKKe HET PEYMTATHBA SECCO, MJIM O MHOTOYUCIEHHBIX OIepax
semiseria xorma XVIII — nmavama XIX Beka, MPONOXKUBIIMX HOBBIC IYTH UIS Pa3BUTHS
xanpa. ['oBopsi 0 poMaHTHYEeCKO# orepe, 00buHO yromuHator Bebepa mnu Illnopa, HO He
Moseda Beitrs (1766—1846), une «lllBeitnapckoe cemeiicron (Die Schweizerfamilie, 1809)
CTAI0 OAHOH W3 BAKHBIX BeX B (OPMUPOBAHMH HAIMOHAIBHOTO HEMELKOS3BIYHOTO
MY3BIKaJIBHOTrO Teatpa. B paccyxaeHusx o GpaHiy3ckoit onepe pybexa BEKOB PEAKO 3Bydar
nmena lapns-Cumona Karenst (1773-1830) m Hukomo Msyapa (1773-1818), aBropos
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MHOXXECTBA COYMHEHH, KOTOpbIE OBUIM B CBOE BpEeMsi OYEHB TOMYJSPHBI U BHECIH CBOKO
nenty B ()OPMHPOBAHHE CTHIIS HOBOW SMOXH. BCex 3THX KOMIO3UTOPOB, KaK W JAPYTHX HX
COBPEMEHHHKOB, OKa3aBIIMXCS B TCHH CBOUX TE€HHAIBHBIX KOJUIET, 0€3 MpeyBeIHMYCHUS
MOXXHO Ha3BaTh «OTIAMH POMAHTHYECKOW OMepb». WX TBOPYECTBO OKA3aloCch TOMH
MMUTATEIEHON Cpeioi, KOTOpas CIOoCOOCTBOBaJIa OOHOBJICHUIO OMNEpPhl. B HMX COYMHEHHSX
OMpOOOBAUCH HOBBIC THIIBI CIOKETOB, KOMIIO3UIIMOHHBIC W JPaMaTyprHIeCKUE MPUEMBI,
(OPMHPOBAIMCH HOBBIC MY3BIKAIBHBIC CTPYKTYPBI, MEHSJICS MEJIOIUYCCKHIA  CKIIaJ
BOKQJILHBIX TApPTUH W COCTaB rojocoB. Jlonroe BpeMs Ka3aloch, YTO ONEPhI ITHX
KOMITO3UTOPOB MPEJICTABIISIFOT MPEUMYIICCTBEHHO HCTOpUIECKUil mHTepec. OJHAKO B HAIIY
3M0XYy MHOTHME W3 HHX YCIENIHO BO30OOHOBISIOTCS Ha CIIEHaX EBPOICHCKUX TEaTpoB,
TIOSIBIISTIOTCSL ayANO- M BH/IGO3AIHCH, KOTOPBIE MO3BOISIOT HaM CYIHWTH O JOCTOMHCTBaX M
HEJIOCTAaTKaX TUX COYMHEHUH HE TOJIBKO I10 TTApPTUTYPaM.

FATHERS OF 19™ CENTURY OPERA

When it comes to the important changes that occurred in the art of opera in the first
third of the 19" century, composers of the second rank rarely come into view. Everyone
knows that Rossini abandoned the secco recitative in Elisabetta, regina d’Inghilterra (1815),
and his La gazza ladra (1817) and La Donna del lago (1819) is much closer to the
melodramas of the Italian composers of the next generation than to the operas of Mozart.
However, few people remember Medea in Corinto (1813) by Johann Simon Mayr (1763—
1845), which also does not have a secco recitative, or the numerous semiseria operas of the
late 18™ and early 19" centuries, which paved new paths for development genre. When
talking about romantic opera, people usually mention Weber or Spohr, but not Joseph Weig|
(1766-1846), whose Die Schweizerfamilie (1809) became one of the important milestones in
the formation of a national German-language musical theater. In discussions of French opera
at the turn of the century, the names of Charles-Simon Catel (1773-1830) and Nicolo Izouard
(1773-1818), authors of many works that were very popular in their time and contributed to
the formation of the style of the new era, are rarely heard. All these composers, like their
other contemporaries who found themselves in the shadow of their brilliant colleagues, can be
called, without exaggeration, ‘the fathers of romantic opera.” Their creativity turned out to be
the breeding ground that contributed to the renewal of the opera. In their compositions, new
types of plots, compositional and dramatic techniques were tested, new musical structures
were formed, the melodic composition of vocal parts and the composition of voices changed.
For a long time it seemed that the operas of these composers were primarily of historical
interest. However, in our era, many of them are successfully resumed on the stages of
European theaters, audio and video recordings appear that allow us to judge the merits and
demerits of these works not only by the scores.
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TPYBOUKVMH  [Omwurpuit
Bragummposira

dokmop uckyccmBobedenis,
npogpeccop, 3aBedyroujuii
CeKIMOopoM KAACCUHECKO20
uckyccmba 3anaoa,
TocyoapcmBenmviii uncmumym
uckyccmbosnanus, kagpedpa
ucmopuu 3apydexHoeo meampa,
Poccutickusi uncmumym
meampassHoeo uckyccméba —
I'MTUC, Mock6Ba, Poccus

B 1994r. oxomuwmw dwtocodpckmit  dakxyibTeT MOCKOBCKOTO TOCYHApCTBEHHOIO
yHusepcuTera M. M. B. Jlomonocoa. Tema KaHOumaTckow AyccepTraipm —
«PeKOHCTPpYKIVIS CLIEHMYeCKVIX YCIIOBUIL U CIIeHIYeCcKOro evicTyis komenyia [hasra»
(TMTUNC, 1999 Tom). JokTop mckyccrBoemervst ¢ 2006 r. («Prmckast KoMmenyst Triaria:
BpeMsI, TIpoCTpaHcTBO, aevictue», ITIM). C 2000 roma pabotaer B 'ocymapcTBeHHOM
VIHCTVITYTe VICKYCCTBO3HAHVISL. 3aBeyFOIINIT CeKTOPOM KJIacCHYIecKOTo MICKyccTBa 3ariaza
¢ 2013 r., momoHMK pykosoaurertsi Teatpa M. Eerennsi BaxraHrosa o Teopdeckim
BompocaM; cekperapb Corosa TeaTpasbHBIX fesiTesient Poccimickonn ®emepars;
TIpericeiaTelIb HayIHO-PeTaKIMIOHHOTO copeTa sHIyvIonenym «Tearp Poccr». Cdepa
HayJHBIX MHTEPeCOB — KIacCUYecKMiI TeaTp (aHTUYHBI ¥ HOBOEBPOIIEVICKIAVI);
VICTOpVISI M Teopwsl TeaTpa; aHTWMYHas MMOIIOrs, WCKYCCTBO W JIMTepaTypa;
comyasTbHBIe VI 5KOHOMIIIecKyIe acIieKThI VICKYCCTBa B VICTOpuY; (ovTocodvist 11 3CTeTVIKa;
Tpafviisl ¥ aBaHTapy; VHTepIIpeTalyisi KIacCHUecknx TeM, oOpa3oB, CIOXKETOB B
VICTOpVM KYJIBTYpBL ABTOp KHWI (B TOM umcile MoHorpadmit «/lpeBHerpedeckmit
Teatp», «KoHcrarTmH Pavike v Teatp CaTMpWKOH»), CTaTel, IIaB B y4eOHMKax U
KOJUIEKTVIBHBIX TPYZax, JJOK/Ia/I0B VI ITy OyIVYHBIX JIEKIVV TI0 ICTOPWV I TEOPVV Tearpa,
KyJIbTYPBI U VICKYCCTBa.

Dmitriy V. TRUBOCHKIN
Dr. Habil. (Doctor of Art
Studies), Full Professor, Head
of the Western Classical Art
Department, State Institute
for Art Studies, Foreign
Theatre History Department,
Russian Institute of Theatre
Arts, Moscow, Russia

KJIACCUYECKASI KOMEJIWSI KAK TEATPAJIbHASI CUCTEMA
CTAPBIE ITIPOBJIEMbI B HOBOM KOHTEKCTE

CrymatensM MpeuloxKeHO PacCMOTPETh KIACCHYECKYI0 KOMEAUIO, CIOXKHUBIIYIOCS B
JpesHeii ['periunt 1 MEHSBILYIOCS B UCTOPHH €BPOINEHCKOr0 TeaTpa Ha MPOTSHKEHUU CTONETUI
— BIUIOTH JI0 3M0XU aBaHrapja pyoexa XIX—XX BexoB. 3HauUTEIbHOE BHUMaHHE YACICHO
MEePHOly AHTHYHOCTH, KOTJa KOMEIMsS SIBUJIA CBOKO YKaHPOBYIO CYLIHOCTh M 00pena CTraryc
obpasiia AJsi MoCIAeayIonMX 3mox, a Takxke nepuoay XVI-XVIII Bekos. Ocoboe BHHMaHKE
YIENEHO HTAbSHCKOM CTAPUHHONW KOMEIWHM MAcOK, NMPHBBIYHO HasbiBaecMoi commedia
dell’arte. B nexkuuu peub TOHAET O KOMHYECKOM JKaHpe HE B JIMTEPaTypHOM, a B
TeaTpalbHOM CMBICIE — HHBIMH CIIOBAaMM, O KOMEIMH KaK TeaTpaJbHOH cucTeMe,
BKJIIOYAIOLIEHl B ce0f CyIIECTBEHHBIE 3JIEMEHTBHl CLEHHYECKOrO JEeHCTBHSA, CBSI3aHHBIC
MIPUHIUNAMHA COYETaeMOCTH M YMECTHOCTH: TE€aTPaIbHOE IMPOCTPAHCTBO, CHCTEMa MAcOK,
My3BIKa M TaK jganee. My3blKa Kak COCTaBHAsl YacTh KOMHUYECKOI'O CHEKTAKIIS pacCMOTPEHa,
I7aBHBIM  00pa3oM, uepe3 aHaln3 MY3bIKAJIbHBIX CTPYKTYP, 3a(UKCHPOBAHHBIX B
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METPUYECKHX CHCTEMaX COXPAHHBLIMXCS TEKCTOB, M 4Yepe3 PEKOHCTPYKLHIO HX
CLICHUYECKOr0 BOIUIOLICHHUS B Pa3HbIC HCTOPHYECKUE SITOXU. B COBpeMEHHOM TeaTpoBeIeHUH
CIIOKHJIACH OJIarONpHATHAS CHTYaLHsl Ul TOrO, YTOObI BO30OHOBHUTH B OTHOLICHUH KOMEIUH
BEKOBbIC MPOOJIEMbI, KOTOpPBIE, Ka3aJloCh Obl, TABHO peleHbl. KakoBbl HepBble OCHOBAHHS
pasZieNnieHus TeaTpalibHbIX )KAHPOB HaJBOe — Ha Tpareauro u komeauioo? Kak coorHocsTcs
«KOMEIUS» U «CMEIIaHHbIN xaHp»? KakoBO MECTO MacKu U aKTePCKOro aMIulya B CHCTEME
KOMHYECKUX MEepPCOHaXKEH B pa3HbIe HCTOPUYECKHE OSMOXU? DTH U JPyrHe BOHPOCHI
HOOYKJAIOT HaC K IOCTAHOBKE CTapbIX MPOOJIEM B HOBOM KOHTEKCTE.

CrAssICAL COMEDY AS A THEATER SYSTEM:
OLD PROBLEMS IN A NEw CONTEXT

Listeners will be invited to consider the classical comedy that developed in Ancient
Greece and changed in the history of European theater over the centuries — right up to the
era of the avant-garde at the turn of the 19" and 20™ centuries. Considerable attention will be
paid to the period of antiquity, when comedy revealed its genre essence and acquired the
status of a model for subsequent eras. The period of the 167-18™ centuries will also be the
subject of consideration. We will pay special attention to the Italian ancient comedy of masks,
usually called commedia dell’arte. The lecture will talk about the comic genre not in the
literary, but in the theatrical sense — in other words, about comedy as a theatrical system that
includes essential elements of stage action, connected by the principles of compatibility and
appropriateness: theatrical space, a system of masks, music, and so on. Music as an integral
part of a comic performance will be examined mainly through the analysis of musical
structures recorded in the metrical systems of surviving texts, and through the reconstruction
of their stage embodiment in different historical eras. In modern theater studies, a favorable
situation has developed in order to renew age-old problems in relation to comedy, which, it
would seem, have been resolved long ago. What are the first reasons for dividing theatrical
genres into two — tragedy and comedy? How do ‘comedy’ and ‘mixed genre’ relate? What is
the place of the mask and the acting role in the system of comic characters in different
historical eras? These and other questions encourage us to pose old problems in new contexts.
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ITAPETPA/ICKAJSI Tarpsiza
BirapymyposHa, doxmiop
uckyccmbobedenus, npogpeccop,
HAYAALHUK 0MO0eAd
MEKOYHAPOOHBLX CBsi3etl U
mbopueckux npoexmos,
Kaghedpa AHANUMUUECKO20
My3bixosHanus, Poccutickast
axademus umeny I'recunvix,
Bedyujuil HayuHbIL COMpPYOHUK,

Tatiana V.
TSAREGRADSKAYA, Dr.
Habil. (Doctor of Art Studies),
Full Professor, Head of
Department of International
Relations and Creative
Projects, Analytical
Musicology Department,
Gnesin Russian Academy of
Music, Leading Researcher,

CeKmop Meopun Mysbik, Music Theory Department,
TocydapcmbBenmpini uHcmumym State Institute for Art Studies,
uckyccmbosnanus, Mockba, Moscow, Russia

Poccus

Benryckamnia T'ocymapcTBeHHOTO My3hIKaIbHO-ITEHarorimdeckoro MHCTUTYTa VIMeHN
I'mecuupix (1982). Hagana paboty 8 ITMITV mm. T'Hecumpix B 1985 r. B 1988 romy
3alImUTIUIa  AVMCCepTalio  Ha  COMCKaHWe yJYeHOW  CTelleHW  KaHOwaTa
VCKyccTBOBeenvs «KpuTideckmyi aHass KOMITO3MIIMOHHEIX MeTormos I1. Byresa,
K. IHrokxaysema, M. bDBs0bwura: K mpoOileMe CpaBHWUTEIBHOTO W3Y4eHVIT
My3BIKaJIbHOTO aBaHTapma 1950-x TomoB» (Hay4HBII PyKOBOIUTENIB: IOKTOP
nckyccroBefenns, npodeccop H.C. T'ymsgmmmikasg). B 2002 romy sammrmoia
IVICCepTALMIO Ha COVICKaHVe YIeHOVI CTelIeHN JOKTOpa MCKYCCTBOBedeHvs «Bpems n
pwuT™ B My3bike BTOpon 11os1oBuHEL XX Beka: O. Meccuan, K. IlITokxaysen, I1. Byses,

JI. Kcenakmc».  HayuHo-mccienoBaTenbcKas — [IeATeJILHOCTh — ITpeficTaB/IeHa
paymuHEBIMM ITyOymvKamyssMy (B TOM uwmcite MoHorpadwv «Bpemss m putMm B
TBOpuecTBe  OymBbe Meccnana», «My3bIKQIBHBII  JXeCT B MPOCTPaHCTBE

COBPeMeHHOVI KOMITO3ULINIL»), YIeOHO-MeTOIMYIeCKIMY pa3paboTKaMy, TOKIaiaMi
Ha BCEPOCCUTVICKVIX U MeXTyHapoIHEIX KoHdepeHIsax. Cdepa HayIHBIX MIHTEPECOB
— HOBeVIIIas My3bIKa B Pa3/IMUHBIX IIPOSIBIIEHIISX: OT aKajleMIIecKoro apaHrapia 1
IocT-aBaHTapAa [0 MaccoBoy MysblKaJibHOM KyiabTypel. C 2011 rogma wien
npasJieHns1 Poccurickoro oOIiecTBa TeOpWy My3BIKL.

MYV3bIKAJIBHBIN TEATP X APPUCOHA BEPTBUCTJIA KAK 3EPKAJIO EBPOIIEMCKOI O
MYVY3BIKAJIBHOI'O TEATPA KOHIIA XX — HAYAJIA XXI| BEKA

Bputanckuii kommosurop Xappucon bépryucn (1934-2022) usBecTeH npesxae BCero
CBOMM MY3bIKaJIbHO-TEATPAIIBHBIM HACIEIUEM: MPOU3BEICHHUAM I8 MY3BIKAJIBHOTO Tearpa
OH JIaBaJl OPUTHUHAJIbHBIE JKAHPOBbIE HAUMEHOBAHMS, YacTh M3 KOTOPHIX 0003HA4YEHa MM Kak
onepvr («Laysitn», 1990; «MunoraBp», 2008; «TaitHas Beueps», 1998-1999; «Bropas
muccuc Kour» (1993-94); kamepuvie onepwr «Ctpactu o Wo» (2003) «Ilanu u J[Kymi»
(1967); «Kopumop», 2009; cyena («Vcuenenne», 2015, nust IBYX TOJOCOB M aHCAMOIs).
OT/enbHO BBIPHCOBBIBACTCS IPYIIA «TIACTOpANIe»: «IpaMaTHyecKas mactopaiby» «BHHU3 1o
I'punByjckoit cropore» (1968-69), «mexanudeckas macropaib» «SIH, TaH, Terpa», (1983-
84). B 1977 rony xommozurop Hamucan Bow Down (CkIOHKCE), Ha3BaB €€ «My3BIKaIbHBIM
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TeaTpom» uIA 5 akTepoB U 4 My3bsIkaHTOB (1977). Camoe KpymHOE My3bIKaJIbHO-TEaTpaIbHOe
IIpou3Be/icHNne KoMIo3uTopa - «Macka Opdes», Ha3BaHHAsI aBTOPOM CIMPUYECKasi Tpareaus
B 3x aktax» (1973-83). B ToM, kak JEWCTBYeT B OTHOIICHHH HAaWMECHOBAHHUS CBOHX
MY3BIKQIBHO-TEATPANBHBIX TpoW3BeAeHMiT bBEprymen, MOXHO ycMOTpeTb HE IPOCTO
HHIIMBHUAYAIBHBIH, a CKOpee BCEOOUIMH CMBICI: 00IacTh KOMITO3HUTOPCKOrO TBOPYECTBA HE
TOJIBKO y HEro, HO W Yy IPYrHX aBTOPOB CMEIAeTCsl B 00JACTb JHcaHpOmeopuecmsd,
(dopMHupysT OTrpOMHYIO 00JNacTh WHAWBHIYaJbHO-)KAHPOBBIX HMEHOBaHWH. JKaHpoBbIE
HaMEHOBaHMs,  [JaBacMble  KOMIIO3UTOPAaMH  CBOMM  MY3BIKaJbHO-TE€ATPAIBHBIM
MIPOM3BEICHNSIM, KaKYTCS HEKMM TBOPUYECKHM MPOU3BOJIOM, H30BITOUHOW (haHTa3HeH
aBTOPOB B OTHOIICHWHM WX Npom3BeneHHH. OJHAKO NpH aHAIM3E ITHX «IPOMEKYTOUHBIX
Ha3BaHWID» BEIPHUCOBBIBACTCS JINHHS, KOTOPYIO MOXHO OBIIIO OBI Ha3BaTh «IOMOITHUTEIEHBIM
HMEHOBaHHEM»: aBTOp HaMeEKaeT WM NPSIMO yKa3blBaeT Ha TO, YTO COCTaBIISET BaXKHBIN
COziepKaTeNBHBIN AJIEMEHT, JIOKATM3YIOLIH JTN0O0 CrIOcO0 MCITOHEHMs, JTNOO0 YKa3bIBAIOMINIT
Ha KaKOW-TO MCTOPWYECKHMH TODKAHP WM HMPOTOTHIL. DTOT CHOCOO >KaHPOBOTO TBOPYECTBA
XapakTepeH Ul KOMITO3UTOPOB pa3HBIX HAI[MOHAJIBHOCTEH BCEro TOTO IEpHoia, KOTOPHIi
Y4aCTO UMEHYIOT «IIOCTMOZIEPHOM).

HARRISON BIRTWISTLE s Music THEATRE WORKS AS THE MIRROR OF EUROPEAN MusIC
THEATRE SCENE AT THE LATE 20™ AND EARLY 215T CENTURY

Celebrated British composer Harrison Birtwistle (1934-2022) is famous mostly for
his theatrical legacy. He often gave original genre subtitles to his works for music theatre:
partly they are assigned as ‘operas’ (Gawain, 1990; Minotaur, 2008; Last supper, 1998-99;
The second Mrs.Kong, 1993-94); ‘chamber operas’ (lo’s passion, 2003; Punch and Judy,
1967; Corridor, 2009); scene (the Cure, 2015 for two voices and ensemble). There is also a
group of works named ‘pastorals’: Down the Greenside river, dramatic pastoral (1968-69);
Yan, tan, tethera, mechanic pastoral (1983-84). In 1977 the composer wrote a piece Bow
down which was called ‘music theatre for 5 actors and 4 musicians’ (1977). The largest
Birtwistle’s work for music theatre is The Mask of Orpheus subtitled as ‘lyrical tragedy in
three acts’ (1977). Composer's strategy for naming his works can be interpreted not as the
manifestation of individual taste but as a more general trend: the sphere of composer’s
activity is moved in the sphere of genre invention, forming a huge area of individual genres.
Genre names which are invented by different composers (not only Birtwistle) are seem to be
a sort of artistic arbitrariness, excess of fantasy concerning their works. Nevertheless the
analysis of these intermediary namings reveals some important concerns which are possibly
could be described as ‘additional namings’: as a rule author points at an additional element
which is crucially important either for performance or for understanding some significant
historic prototypes. Such a way of genre creativity is equally significant for composers from
different countries belonging to a historic period commonly named as ‘postmodern.’
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uckyccmbobedenus, doyerm, 3aBedyrouyas
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«30yYLIKA» [TUTEPA MAKCBEJIJIA JIDUBUCA:
BPUTAHCKUE ITPUKJIIOYEHUS )KAHPA «(ITAHTOMUMAY

Ornepa-nanromuma «3omymkay IIurepa MaxcBemna [IpiiBuca (1934-2016) Obuta
Harmmcana B 1979-1980 rr. Ee mpembepa cocrosiiack Ha ¢ecruBane CB. Marnyca Ha
OpKHEHCKUX OCTpPOBaX — BaXKHOM MY3BIKAJIbBHOM ()OpyME 3TOr0 PErvOHa, OCHOBAaHHOM
JI3iiBucoM U ero eavHOMBIIIeHHUKaMu B 1977 ropy. B psny counHeHuii KoMmnosuropa Jyis
MY3bIKQJIBHOI'O T€aTpa €CTh HECKOJIBKO AETCKHX OIep, Kyaa, MOMHMO «3ONYIIKH», BXOIAT
«/IBa ckpumaua» (1978), «Pamyra» (1981), HanucanHble crenuanbHo sl pectrBans Ca.
Marnyca, «Xor6yusi» (2015). Takue npou3BeaeH s, IOMUMO 00sI3aTEIIBHOIO y4acTHsl e Tei
Pa3HBIX BO3PACTOB B IIOCTAHOBKAX, MMENU U 00pa3oBaTelbHbIC 1€, OOYCIOBICHHbIC
rnefarorndeckoi npaxktukoil JpiiBuca. OneHuBas CIOKeT «30yLIKH» KaK «3CKAalUCTCKYIO
CKa3Ky», Ka3aJoch Obl, HE CO3BYYHYIO TOMY BPEMEHH, B KOTOpPOE OHA CO3/1aBajach,
KOMIIO3UTOP CTaBHJ CBOEH 3aJaueii He TONbKO H3JIOKHTh BCEM M3BECTHYI HCTOPHIO
COBPEMEHHBIM SI3bIKOM, HO M IPHBJICYb MOJIOABIX KOMIIO3UTOPOB K OpPKECTPOBKE U
IIOCTaHOBKE ONephl. B poknazne OyayT paccMOTpPEHBI OCHOBHBIE HapaMeTphl ONEpHI: CHOXKET,
KOMITIO3UIIUS, MY3bIKQJIbHBIH 513bIK. Oc000e BHUMaHHE OylEeT yAeIeHO )KaHPY «IIaHTOMHMa» B
HUCTOpPUU OpUTAHCKOro TeaTpa. BO3HHKHYB Kak aHIIUiCKas Bepcusi commedia dell’arte B
snoxy PeHeccaHca, maHTOMHMMA BIIOCIEICTBUH PEAM30BaJIach BO MHOKECTBE CLIEHMYECKUX
BapuanToB. K Hauany XVIII Beka sxaHp o0pesn cBOIO YCTOMYUBYIO (popMy, CYIIECTBYIOIIYIO U
mo ceii meHp. OHa mpexacTaBisier coOoll He OeccloBecHOEe IEHCTBHE, a MY3bIKAJIbHBIN
CIIEKTaKJIb pa3BlieKaTeNbHOro xapakrepa (Entertainment) c¢ menuem, TaHI@MH, XOPOIIO
3HAKOMBIM CIO)KETOM. Takue NMaHTOMUMBI ObUIM IpEIHA3HAYCHBI IS JIeTEl M CTaBMIIUCH,
NPEUMYIIECTBEHHO, B Meproa PoxknecTBa. JTO 3HaAYEHHE 3aKPENIIOCh U 32 CAMUM CIIOBOM
«ITAHTOMKMa» B aHTJIMICKOM sI3bIKE KaK OpHUTaHCKas TPAaKTOBKa TepMuHa. KpaTkuii sKcKypc
B HCTOPUIO JKaHpPa, KIIOUEBHIC XapaKTEPHCTUKK €ro HOBEHIIMX BEpCUH HA MPHMEPE ONEepHI-
MIAHTOMUMBI «3011y1IKa» JI3iBHCa COCTABAT OCHOBHBIE OMOPHBIC TOUKH JIOKJIA/IA.
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CINDERELLA BY PETER MAXWELL DAVIES: BRITISH ADVENTURES OF A GENRE ‘PANTOMIME’

Pantomime opera Cinderella by Peter Maxwell Davies (1934-2016) was written in
1979-80. Its premiere took place at the St. Magnus Festival in the Orkneys — a significant
musical forum of the region — founded by Davies and his like-minded fellows in 1977.
Besides Cinderella there are some children’s opuses for music theatre in the composer’s
legacy — The Two Fiddlers (1978), The Rainbow (1981), The Hogboon (2015). Such works
supposed required participation of children of all ages in productions and had educational
aims due to pedagogical practice of Davies. The composer rated Cinderella as a kind of
escapist fairy story irrelevant to those days’ problems. Nevertheless, Davies tried not only to
retell a well-known story in modern language but also to engage younger composers to an
orchestration and a production of the opera. Main constants of the opera such as a plot, a
structure and an idiom will by analyzed in the paper. Much attention will be given to a genre
pantomime in the history of British theatre. Pantomime emerged as an English version of a
commedia dell’arte during the Renaissance and then had various staging types. By the 18"
century, the genre had found its persistent form, which was existing by now. It is not a dumb
action but a music performance (Entertainment) with singing, dancing and a familiar plot.
Such pantomimes were designed mainly for children and were produced during Christmas
time. Such definition adhered in English as a specific British meaning of the word. A brief
retrospective view of the history of this genre, its features and present state illustrated with
specific reference to Cinderella by Davies will be the main points of the paper.

AHOPYIIEHKO Enena IOpreBHa, dokrmop
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Poccus
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TIPEJIOMJIEHUE POK-CTUJIMCTUKH B KAMEPHOM OITEPE «MACTEP U M APT APUTA»
C. CJIOHUMCKOI'O: UICTOKH U TIAPAJIJIEJIN

MHoroo0pasHasi CTWIeBas MaJHUTPa, XapakrepHas i «OyIrakoBCKOH» OIEpI
C. CnoHHMCKOTr0, — BaKHEHIIIasi COCTABIISIONMIAs MAacIITaOHOH XyJ0)KECTBEHHON KOHIIETIIUI
aToro mpousBeneHns. O 3HAYMMOCTH POK-MY3BIKH — OJIHOTO M3 DJIEMEHTOB «CTHIIEBOI'O
BEIIECTBA» JTOH Omepel — KaK <«BAXHOIO pOCTKA HOBOIO», YOEIUTEIHHO
CBHJIETEJIECTBYIOIIETO B II0JB3Y aBTOPCKOTO «YHHMBEpCAIM3Ma M BHYTPEHHEH NEIFHOCTH
MY3BIKQIFHOTO MBIIUICHUs», eme Ha pyoexke 1980-1990-x romos mumcama M. Primapesa.
OpHaKo NeTalbHBIA aHAJHW3 «CLEHBI OOONBINEHUs» (KOHEL 2-H 4acTh), NpemecTBYIOIEH
youiictBy Wynsl, uccnenoBareneM OCyIIeCTBICH He OblI. B uacTHOCTH, OTMETHB BHOIHE
OUEBHIIHYIO Mapauienb ¢ pok-omepoil «Mucyc Xpucroc — Cynepssespa» 3. Jlnoina-
Ya06epa (1970), PeimapeBa mNpeamonoxuiaa, YTO 3HAMEHHUTAs HBIHE WHTEPIPETAIHs
Crpacreif ['ociomHuX «B CTHIIE POK» ellle «He Oblla y Hac M3BecTHa», Korja CIIOHMMCKAN
paboran Ham «Macrepom W Maprapuroiiy. Ommpasch Ha TO3AHeHIIME MeMyapHBIe
myonmkarmu (H. [lerposa, A. )KypOuH) 1 HEKOTOpBIE BBICKA3BIBAaHUSI CAMOTI'0 KOMITO3UTOPA,
JOIYCTHMO yTBEP)KAATh: CTONMYHAsE (TIPeXKJe BCETro JICHUHTPaACKas) NpodeccHoHabHAsS
aynuTopust OblIa K TOMY BPEMEHH Y)KE€ XOPOIIO 3HAKOMa C 3TOH POK-ONEepOH, ¥ 3HAKOMCTBO
COZICHICTBOBAJIO TPOAYKTHBHBIM (OKCIEPHMEHTaM» B OTEYECTBEHHBIX aKaJeMHYECKHX
omycax OJvkaiImero necsTwieTHs. ECTECTBEHHO, NMPH OTCYTCTBHHM SIBHBIX CIOKETHBIX M
JpaMaTyprUueckuX IMepeKiIniek Mexmy Jmoperto «Mucyca» M «CleHOW OOONBIIEHUS» U3
«MacTepay» COOTBETCTBYIOLINE CTHIUCTHYECKUE MApaJUISIH JOJDKHBI ObUTH BYaJIUpOBaThCS U
NepPeOoCMBICIAThC. BHuManne CIIOHHMMCKOrO INpPUBIEKIA B OCHOBHOM >KaHPOBO-CTHJIEBAs
obnacth coT-poka (a IMEHHO CTHIIMCTUKA pOK-Oaiutan), cs3anHas B «Mucyce» ¢ obpazom
Mapuu Maraanussl ¥ KOHIEGHTPUPOBAHHO NIPEACTaBICHHAs B PePEHHBIX SMU30/1aX OJHOTIO
u3 KioueBbix HoMmepoB — Everything’s Alright. Jlnst ykasaHHBIX SMH300B H3HAYAIBHO
XapakTepHa  «peNyLMpOBaHHAs»  pPOIb  YIAPHBIX, «KaMepHas»  HHCTPYMCHTOBKA,
crielUUeCKU-HeperyisipHas puTMUYecKas mynbcanus (3+2), coueraemasi ¢ rapMOHUYECKON
OCTMHATHOCTBIO M NPeo0IajaHueM BaPUAHTHOCTH B PA3BEPTHIBAHMM NECEHHBIX MHTOHALMH.
INokazarensHo Takxke crpemienue Jlnoiina-Ys00epa u CIOHUMCKOrO K IMOCIEI0BaTEeIbHON
JpaMaTH3alldil  COOTBETCTBYIOLIMX  cleH (IpM  JOMUHUPOBAaHUHM  POHIAIBHOCTH),
3aBEPIIAEMBbIX OCTPOKOH(IMKTHBIMHU KYJIbMUHAIIMOHHBIMHU 31M301aMHu. [Ipu 3TOM B «cLieHe
000MBLICHUS» CBOCOOPA3HO NPETBOPSETCS U «HALMOHAIbHAS COCTABILIOIIAs, XapaKTepHas
JUISL MHOTHX POK-0asiaz, — dSJIeMEHThl «(poJIbKIOPU30BaHHONY ICTPaJHON MECeHHOCTH (B
nyxe nonyisipHoi «Mapurans» . CBupunosa). Takum oOpas3om, yrBepkaeHue PriapeBoii
0 3HAYECHHU «OTPOMHBIX U HEH3BEJAHHBIX BOSMOXKHOCTEI1» POK-MY3BIKH «UISl CTHIEBOTO U
KOHLICTILIMOHHOI'O MPEJIOMIICHUS» B MOCIEAYIOINX codnHEeHUsAX CIOHMMCKOro (0COOEHHO B
Konuepre ans rurapbl) HAXOAUT YOEAUTENIFHOE AHAIUTHYECKOE MOATBEp:KIeHHE. B cBOIO
oyepenb CTWIEBOM cuHTe3, peanu3oBanHbli B «Mucyce» Jlnoiima-Y260epa, wmoxer
paccMaTpuBaThCd KaK OMH W3 BaKHEHIIMX MMITYIbCOB JUIsi ()OPMHPOBAHUS U PA3BUTHA
«TPETHEro HAIPaBIICHUs» B OTEUECTBEHHOU akaaemMudeckoi My3bike 1970-1990-x romos.

REFRACTION OF ROCK STYLISTICS IN THE CHAMBER OPERA THE MASTER AND MARGARITA
BY SERGEI SLONIMSKY: THE SOURCES AND PARALLELS

The various stylistic palette characteristic of Sergei Slonimsky’s opera according to
Mikhail Bulgakov’ is the most important component of the large-scale artistic concept of this
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work. Marina Rytsareva wrote about the significance of rock music — one of the elements of
the ‘stylistic substance’ of this opera — as an ‘important new sprout,” convincingly testifying
in favor of the author’s ‘universalism and internal integrity of musical thinking” back at the
turn of the 1980-1990s. However, the researcher did not carry out a detailed analysis of the
‘seduction scene’ (the ending of part 2) preceding the murder of Judas. In particular, noting a
very obvious parallel with the rock opera Jesus Christ Superstar by Andrew Lloyd Webber
(1970), Rytsareva suggested that the now famous interpretation of the God’s Passion ‘in rock
style’ was not yet ‘known to us,” when Slonimsky was working on The Master and
Margarita. Based on later memoir publications (Ninel Petrova, Alexander Zhurbin) and some
statements of the composer himself, it is permissible to assert: the capital’s (primarily
Leningrad) professional audience was by that time already well acquainted with this rock
opera, and this acquaintance contributed to productive ‘experiments’ in the Soviet academic
works of the next decade. Naturally, in the absence of obvious plot and dramatic similarities
between the libretto of Jesus and the ‘scene of seduction’ from The Master the corresponding
stylistic parallels had to be veiled and rethought. Slonimsky’s attention was attracted mainly
by the genre-style area of soft rock (namely the style of rock ballads), associated in Jesus
with the image of Mary Magdalene and concentrated in the refrain episodes of one of the key
numbers — Everything’s Alright. These episodes are initially characterized by a ‘reduced’
role of percussion, ‘chamber’ instrumentation, specific irregular rhythmic pulsation (3+2),
combined with harmonic ostinato and the predominance of variation in the development of
song intonations. Also indicative is the desire of LIoyd Webber and Slonimsky to consistently
dramatize the corresponding scenes (with the dominance of rondo formation), ending with
acutely conflicting climactic episodes. At the same time, the ‘national component,’
characteristic of many rock ballads, is uniquely implemented in the ‘seduction scene’ —
elements of ‘folklorized” pop songs (in the spirit of the popular Maritana by Georgy
Sviridov). Thus, Rytsareva’s statement about the significance of the ‘huge and unknown
possibilities” of rock music ‘for stylistic and conceptual refraction’ in Slonimsky’s
subsequent works (especially in the Concerto for Guitar) finds convincing analytical
confirmation. In turn, the stylistic synthesis realized in Lloyd Webber’s Jesus can be
considered as one of the most important impulses for the formation and development of the
‘third direction” in Russian academic music of the 1970-1990s.

AHTUIIOBA Haranusa AHaToJIbeBHa, Kanouoam
uckyccmboBederus, He3aBucuMblil uccaedobament.
CeBacmonoas/Karunurepad, Poccus

Natalia A. ANTIPOVA, PhD, musicologist, independent
researcher. Sevastopol/Kaliningrad, Russia

DAHTACTUYECKME OBPA3bI U KAPTHUHBI B MY3bIKAJIbHBIX «TPUJIJIEPAX)
T'EHPUXA ABI'YCTA MAPIIHEPA

TsopuectBo I'. A. Mapiunepa, coBpemennuka JI. [llmopa, 3.T. A.Topmana wu
K. M. (ou Bebepa, 10 Hacrosmiero BpeMEHH OCTaeTcs cBoeoOpasHo# terra incognita B
oTredecTBeHHOM My3biko3HaHMU. K cepeamne 30-x romoB XIX cToneTus HBIHE MOYTH
3a0pIThIC omnepsl «Bammup» n «Xanc Xanmuary («["anc ['eHnuHrY) NpUHECTH €My claBy U
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MOMYJSIPHOCTE  aBTOpA 3aXBaTHIBAIOIINX MY3BIKAIBHBIX «TpHLIEpoBy». [IpoOyxmeHuio
HHTEpeca YuTaTelell K JPeBHEMY CYEBEPHIO CIIOCOOCTBOBAJIO IOSIBJICHHE YBIICKATEIHLHOTO
pacckaza J[xxona [lomumopu, omybnukoBanHoro B 1819 nox 3aromoBkom «Bammmp: Pacckas
nopaa baiipona». MopaHBIH CIOKET NPOHMK M B MY3BIKAJIbHBIN TeaTp. B obpasze Bammmpa
COUETAIOTCS Pa3INyHbIe, JJaXKe IPOTHUBOIOJIOKHBIE ONEPHBIE aMIUTya — OpYTaJIbHOTO I'eposi-
MOOOBHUKAa W KOBAapHOTO 3JIONEs: OH M IIyraeT CBOMX W30paHHMI, W MarHETHYECKH
MIPUTATUBACT CUJIOM TaMHCTBEHHBIX uap. B wurore omepa MapiiHepa BOCIPHUHUMAETCS Kak
cBoeoOpasHas «roTudecKkas Bapuanus» Ha TeMy «J{oH JKyana» Momnapra. HeoObraaiHbrit
ycIiex BblNajl U Ha JOJI0 ApYyroi onepsl Mapuinepa. B neHTpe ee CIoXKEeTHBIX KOMIU3UM —
ucropust XVI Beka o Xance Xaitnunare, ceiHe KoponeBsr 3emubix [[yxoB, BIOOIEHHOM B
CMepTHYIO AeBYyIIKY AHHY. JlereHna o «kopose-1eMoHe» OBITyeT B HEMEIKOH TpaIuiiH BO
MHOXECTBE BapuaHToB. B ornmume or Bammupa, Xanc XailnuHr usHayaabHO HaJeleH
uppeansHoi mpuposoil. TeM He MeHee, B (urypax oOOHMX HEpPCOHaKeH MpPOCMaTpPHBAETCS
OIPEZIENIEHHOE CXOZICTBO: ABOMCTBEHHOCTh, OTPA3MBHIASCS B COCYNIECTBOBAHHH JIMPUYECKON
pedirekcuy, CBOWCTBEHHOH MHPOOIIYIIEHHIO POMAaHTHYECKHX TepoeB, W aTPHOYTHKH,
($UKCHpyIOIeH UX NPUHAIIEKHOCTh (haHTACTHUECKOMY MHUpYy. B o0enx omepax TiaBHBII
repoil OKpYXKEH OpeoloM TalHBI, KOTOPYHO OH THIATEIbHO CKPBIBAET OT JIOJCH.
Hcnone3oBaHue TpexakTHOM KOMIO3UIMU B «XaHce XalIMHIe» JEMOHCTPUPYET HHBIE
npuopuTeThl MapiiiHepa M OTChIIaeT K XaHpoBoW mapamurme «BoipHoro crpeinka» Bebepa,
K «reMHOM (aHTacTuke» Bomubeil nomuubl. TakuMm o00pa3zom, MapiiHep BbICBEYHBAET
MOJISIPHOCTh  OCHOBHBIX 00pa3HO-CeMaHTH4YecKHX cdep omepsl, NPeIesbHO  yriayouss
BHYTpeHHUI KOH(IHKT B urype 3arnaBHoro reposi. B o6paszax Bammnupa un Xanca Xainunra
KOMITO3UTOP OTKpBUI HOBOE aMILIya Uil ONEPHOro OapuTOHA, YTO IMO3/HEE Peai30Ball
P. Baruep B o0pase ["omnanana.

FANTASTIC IMAGES AND PICTURES IN THE MUSICAL ‘THRILLERS’
OF HEINRICH AUGUST MARSCHNER

Works of Heinrich August Marschner, a contemporary of Louis Spohr, Ernst Theodor
Amadeus Hoffmann and Carl Maria von Weber, to this day remains a kind of terra incognita
in Russian musicology. By the mid-30s of the 19th century, the now almost forgotten operas
Vampire and Hans Heiling brought him fame and popularity as the author of exciting musical
‘thrillers.” The awakening of readers’ interest in the ancient superstition was facilitated by the
appearance of a fascinating story by John Polidori, published in 1819 under the title The
Vampire: The Tale of Lord Byron. The fashionable plot has also penetrated into musical
theater. The image of the Vampire combines different, even opposite, operatic roles — a
brutal hero-lover and an insidious villain: he both frightens his chosen ones and magnetically
attracts them with the power of mysterious spells. As a result, Marschner’s Vampire is
perceived as a kind of ‘Gothic variation’ on the theme of Mozart’s Don Giovanni. Another
opera by Marschner also achieved extraordinary success. At the center of its plot collisions is
the 16th century story about Hans Hayling, the son of the Queen of Earthly Spirits, who is in
love with the mortal girl Anna. The legend of the ‘demon king’ exists in the German tradition
in many variants. Unlike the VVampire, Hans Hayling is initially endowed with a surreal
nature. Nevertheless, a certain similarity can be seen in the figures of both characters: duality,
reflected in the coexistence of lyrical reflection, characteristic of the worldview of romantic
heroes, and paraphernalia that records their belonging to the fantasy world. In both operas,
the main character is surrounded by a halo of secrets, which he carefully hides from people.
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The use of a three-act composition in this opera demonstrates Marschner’s different priorities
and refers to the genre paradigm of Der Freischiitz and the ‘dark fantasy’ of Weber’s Wolf
Valley. Thus, Marschner highlights the polarity of the main figurative and semantic spheres
of the opera, extremely deepening the internal conflict in the figure of the title character. In
the images of the Vampire and Hans Heiling, the demon king, the composer discovered a new
role for the operatic baritone, which was later realized by Richard Wagner in the image of the
Dutchman.

APTAMOHOBA Exarepuna AJleKcaHOAPOBHA, KaHOuoam
UCKYCCMBOoBeOeHUs, cmapuiuti npenodagameinv,
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Knaccuueckoeo uckycemea 3anaoa, I'ocyoapcmeennbiil
uHcmumym uckyccmeosnanus, Mockea, Poccus

Ekaterina A. ARTAMONOVA, PhD, Associate Professor,
Department of Foreign Languages, Moscow Institute of
Physics and Technology (State University), Western
Classical Art Department, Senior Researcher State
Institute for Art Studies, Moscow, Russia

DEHOMEH ®ECTUBAJIEN CAPCY?JIbI B UCTIAHUM

JloknaJ| noCBsIIIeH U3y4eHUI0 (JeHOMEeHa ()eCTUBAIBHOIO JABIKEHNUS, CIIOKHBIIETOCS
BOKPYI' OZIHOTO M3 CTapMHHBIX JKAHPOB HCIAHCKOTO MY3BIKaJIBHOrO Tearpa — capcyal. C
MOMOIIBIO METOJA COIOCTABUTEIBHOTO AaHalM3a, pPAaCCMOTPEHbl Takue (ecTHBANM, Kak
«DectuBasib capcyaibl U onepbl» B Tearpe Amaiis, «®ectuBaiuTo capcyu» B Manpune,
«@ectuBanb aupuyeckoro Ttearpa» B OBbeno, «@ectuBanb capcyan» Ha Tenepude.
XpOHOJIOTMYECKHI Auana3oH (ecThBaiell HAMEpPEeHHO BBIOpaH OT TPeX 0 TPHUILATH JET U
GoJiee, MOCKOJIbKY C MCTOPUYECKON TOYKH 3PEHHS BaXKHO PACCMOTPETh, KaK Ha MPOTSHKEHUU
BPEMEHH MEHSUIACh KOHILEMLHS OT MPOCTO MPEJIOCTABICHNS CLEHbI JUI OCTAaHOBOK Pa3HBIX
TeaTpoB, O MOsBICHUS Ha Oa3e (ecTHBans 00pa30BATENbHBIX U TACTPOJIBHBIX LIEHTPOB.
Cronpb 3HaYUTENBHOE KOJIMYECTBO (hecThBaeil i Takol HeOOoNbLIOW CTpaHbl Kak McnaHus
apryMEHTHPYETCs B IIEPBYIO OYepeb TEM, YTO capcydiia, HECMOTPS Ha CBOIO HAIIMOHAJIBHYIO
HOIYJISAPHOCTb, — HEYACTbIi KaHP PenepTyapHOro My3bIKajabHOro Tearpa. OTInuuTenbHas
4Yepra MCIAHCKUX a(MIl — MHOBTOPEHHE OJHOrO M TOrO JK€ CHEKTaKIs Ha IPOTSHKEHHU
omnpesereHHOro nepuopa Bpemenu. Hampumep, capcysna «lllagpanoBas posa» B Tearpe
capcyaiel B Mazapune wuzer 18 ngHelt moapsn B aOByX cocrtaBax. (CremoBaTtenbHO,
UCKJIIOUUTENIBHO BO BpeMs IpOBeleHUs (ecTUBaNe IMpEeACTaBiseTcss yHHUKalbHas
BO3MOJKHOCTb 3HAaKOMCTBa C pa3HOOOpasHbIM pernepryapoM. Ilpm 3ToMm, ecnu Ha
«DectuBanuro capcysn» B Maapuzie B IpeBapHTeIbHOM MPE/ICTaBICHUH Ha aduie Oyner
yKa3aH KaX/Iblii y9aCTHUK ACUCTBHs, TO B HOBoM «DecTuBaine capcyan» B Tearpe Amaiis Bce
YYacTHHKH, BKIIIOUas peKuccepa, HaMEpeHHO CKpbIThI B aduine. KonuenryansHo dpecruBanu
TAKKe OTIMYAIOTCA MEXIY COOOH MO KaTeropuu 3pHTeseil, Ha KOTOPhIE OHM PAaCCUUTAHBI.
Hamnpumep, nporpamma «@DeCTHBAIUTO CapCyd» MpelycMaTpUBaeT 3HAKOMCTBO C YKaHPOM
caMbIX MaJICHbKUX 3pHuTeneid. OAMH U3 TJIABHBIX BOIPOCOB — COXPAHEHUE CApCydIBl Kak
KaHpa, II09TOMY CIEKTaKiM MPOXOAAT OcOObIi OTOOp W MONY4aroT BO3MOKHOCTB
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KPUTHYICCKOI'O OGCy)K,ZIeHI/IH B paMKaxX BCTPCYU AKTCPOB U PEKUCCEPOB CO 3PUTCIIAMHU U
KPpUTHKaMU B pacCKax CICHUaJIbHbIX a0OHEMEHTOB. Bnaro;:[ap;l BBICTpOGHHOﬁ CUCTEME Y
T€aTpaJibHbIX KOJUJICKTUBOB IIOSABJIACTCSA BO3MOXHOCTL TaCTPOJHMPOBATL K IIOKA3bIBATH
CIICKTAaKJIIM 3a I[peaecjaMu OAHOro ropoaa pa3H0171 Hy6HI/IKe, BKJIrOYast 3pmeneﬁ C
OrpaHU4Y€HHBIMU  BO3MOXXHOCTSAMMU. deHomMeH (I)eCTPIBZUICﬁ CapCyaJibl 3aKJIIO4Yac€TCd B
COUYCTaHUU Tpannunﬁ HCIIaHCKOI'0 T€arpa nu 06H1€eBp0HeI>iCKPIX TeHIIeHHHﬁ, NpeCICaAYO X
KaK KYJIbTYpPHBIC, TaK U O6pa30BaTeHLHLIC 1CJIU, KOHCYHBIM PE3YJIbTATOM KOTOPBIX ABJIACTCA
noaACpIKaHUE UHTEPECAa U COXPAHCHUE HALTUOHAJIBHOI'O KaHpa CapCysJibl.

THE PHENOMENON OF ZARZUELA FESTIVALS IN SPAIN

The report is devoted to the study of the phenomenon of the festival movement that
has developed around one of the ancient genres of Spanish musical theater — zarzuela. Using
the comparative analysis method, festivals such as The Zarzuela and opera Festival in the
Amaya Theater, The small Zarzuela Festival in Madrid, The Lyric Theater Festival, in
Oviedo and The Zarzuela Festival, in Tenerife will be examined. The historical range of
festivals is deliberately chosen from three to thirty years or more, since from a historical
perspective it will be interesting to see how the concept has changed over time. Such a
significant number of festivals for such a small country as Spain is argued primarily by the
fact that zarzuela, despite its national popularity, is not a regular genre of repertory musical
theater. A distinctive feature of Spanish musical theater posters is the repetition of the same
performance over a period. For example, the zarzuela Saffron Rose at the Zarzuela Theater in
Madrid runs for 18 days in a row in two casts. Consequently, exclusively during festivals a
unique opportunity is created to be acquainted with a diverse repertoire. Moreover, if at the
The small Zarzuela Festival in Madrid, in the preliminary performance, each participant in
the action will be indicated on the poster, then in the new The small Zarzuela Festival at the
Amaya Theater, all participants, including the director, are deliberately hidden in the poster.
Conceptually, festivals also differ from each other in the category of audience for which they
are designed. For example, the The small Zarzuela Festival program introduces the genre for
the youngest viewers. One of the main issues is the preservation of zarzuela as a genre;
therefore performances undergo a special selection and receive the opportunity for critical
discussion as part of a meeting between actors and directors with audiences and critics thanks
to a system of special subscriptions. Thanks to the established system, theater groups have the
opportunity to tour and show performances outside the same city to different categories of
spectators, including spectators with disabilities. The phenomenon of zarzuela festivals lies in
the combination of Spanish theater traditions and pan-European trends, pursuing both cultural
and educational goals, the result of which is to maintain interest and preserve the national
zarzuela genre.

APTEMOBA EBrenns l'eopruesHa, doxmop
uckyccmboBederus, npogpeccop, Hupexyus
obpaszobamenvrvix  npoepamm, Mockobekuil - eopodckotl
yHubBepcumem, Mock6a, Poccus

Eugenia G. ARTEMOVA, Dr. Habil. (Doctor of Art Studies),
Professor, Directorate of Educational Programs, Moscow
City University, Moscow, Russia
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OIIBIT CUHTE3A PEAJILHOI'O U BUPTY AJIBHOI'O B )KAHPE AR-OITEPBI «JIIOBOBb K TPEM
YKEPBPMHAM» KOHCTAHTUHA KOMOJIBIIEBA

Joxman nocesimeH ananmsy AR-onepsl Koncrantuna Komonsiiea «JIr000Bb kK Tpem
nykepOpuHam» 1mo pomaHy Bukropa IleneBnHa. Onepa ¢ HpOHHYHBIM Ha3BaHUEM, B KOTOPOM
coenuHeHbl MMeHa cosmarencit ®eiicOyka (Mapk Ilykepbepr) u Google (Cepreii Bpumn),
MPEJCTaBIsIeT TNpUMEp OOHOBJICHHSI JKaHpa IIyTeM BHEAPCHUS B HEr0 IEPEIOBBIX
KOMITBIOTEPHBIX TEXHOJOTHUH. TpaauilMOHHBIE CPENCTBa KHBOTO Tearpa COCAWHEHBI C
HOBBIMH KOMITBIOTEPHBIMU M BU3YaJIbHBIMH CUCTEMaMHU: 3TO TEXHOJIOTUH J00aBiieHHOH (AR)
u BupryanbHOii (VR) peambHOCTH, JIWHAMHYECKHE TOJOrPAMMBI, KOMITLIOTEPHO-
CHUHTE3WPOBAHHBIA 3BYK. PonuBIIasics W3 Wiaew co3aHus (HyTypUCTHUECKOM CIIEHHYECKOM
Tpuiorun «$, poOOT» O B3aUMOOTHOIICHHSX YEIOBEKa M HMCKYCCTBCHHOTO HWHTEJUICKTA,
ormepa cTajla TEpBOA 4YacThIO 3TOH TPHWJIOTHH, BO BTOPYIO W TPETHIO BONUIM OayieT
«/IByxcotneTHuil yenoBek» 1Mo poMany Aizexka A3uMoBa U KomIbloTepHas apama «O-H-A»
no ¢unemy Craiika JIkoH3a. SI3bIK ONEpBl MPOJUKTOBAH €€ WICEH, OH DKICKTUYEH H
WHTEPTEKCTYyalleH. B MY3bIKATbHO-CTHIMCTHUECKOM MHKCTE MpeoliiagaeT MeIUTaTHBHAS,
COHOpHAsT ¥ KOHKPETHas MY3bIKa, B KOTOPYIO MPOHHUKACT XOpadl W PAI, CIEKTPAIH3M M
paanoKUHIIIBL. CrOKET, pa3BOpayMBaronuiics B 11 KapTHHAX, CKIAabIBACTCSA CIIOBHO W3
«IUKCENei» TPUBBIYHOIO W KOMIBIOTEPHOTO MHpPa, MEXAy KOTOPBIMH IMPAKTHICCKH
HEBO3MOXKHO MpoBecTH TpaHuily. CIEeHHMYSCKUN $3BbIK, CTABIIMHA HEOTHEMJIEMON YaCThIO
3TOr0 COYMHCHHUS, HEOpAWHApEeH | TEXHoJormdyeH. Bepcus TpaHc)OpMUPOBAHHOM
MHOTOIJIAaHOBOM peaslbHOCTH, co3faHHass ['eopruem lcaaksHOM, CBSI3bIBa€T BOEAMHO
OOpBIBKU JIMHEHHOM UCTOPUH OTAENBHBIX JIIO/Iei U (hparMeHThl 3aXBaTUBILETO HX CO3HAHHE
BUPTYaJIbHOIO MHUPA, KOTOPBIH MOXHO PACCMOTPETh TOJNBKO C IOMOILIBI CHELUAIBHBIX
IUTAHIIETOB. OMHU30[bl 3TOM MHOXXECTBEHHOW pEalbHOCTU MNEPEKIIOYaloTCs B KIUIIOBOM
pEeXUMe, B KOTOPOM TIOSIBIISIOTCS XKPeUbl U MU(OIOrHYecKre CyIIeCTBa, TePOU U3BECTHBIX
KOMIIBIOTEPHBIX UIP U peaibHble JIoau. «J[I000Bb K TpeM IykepOpHHaM» — MEPBBIi ONBIT B
»kaHpe AR-orephl, B KOTOPOH pealibHbIC MEPCOHAXH B3aUMOJICHCTBYIOT C BUPTYaJbHBIMHU, a
KOMIIBIOTEPHBIE TEXHOJIOTMHM CTAHOBATCS HE TOJBKO CPEACTBOM CO3JAHUS CLIEHHYECKOTO
o0pas3a, HO MPOHKKAIOT B CAMYIO CYTh OIIEPHOMN JIpaMaTypruu.

EXPERIENCE OF SYNTHESIS OF THE REAL AND VIRTUAL IN THE GENRE OF AR-OPERA THE LOVE
FOR THREE ZUCKERBRINS BY KONSTANTIN KOMOLTSEV

The report is devoted to the analysis of the AR-opera Love for Three Zuckerbrins by
Konstantin Komoltsev based on the novel by Victor Pelevin. The opera with an ironic title,
which combines the names of the creators of Facebook Mark Zuckerberg and Google Sergey
Brin, represents an example of updating the genre by introducing advanced computer
technologies into it: traditional means of live theater are combined with new computer and
visual systems: these are augmented reality (AR) and virtual technologies (VR) reality,
dynamic holograms, computer-synthesized sound. Born from the idea of creating a futuristic
stage trilogy I, Robot about the relationship between man and artificial intelligence, opera
became the first part of this trilogy, the second and third included the ballet Bicentennial Man
based on the novel by Isaac Asimov and the computer drama O-N-A based on the film by
Spike Jonze. The language of the opera is dictated by its idea, it is eclectic and intertextual.
The musical and stylistic mix is dominated by meditative, sonorous and concrete music, into
which chorale and rap, spectralism and radio jingles penetrate. The plot, unfolding in 11
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pictures, is made up of ‘pixels’ of the familiar and computer worlds, between which it is
almost impossible to draw a boundary. The stage language, which has become an integral part
of this work, is extraordinary and technological. The version of transformed multidimensional
reality created by Georgy Isaakyan connects together fragments of the linear history of
individual people and fragments of the virtual world that has captured their consciousness,
which can only be viewed with the help of special tablets. Episodes of this multiple reality are
switched in clip mode, in which priests and mythological creatures, heroes of famous
computer games and real people appear. The Love for Three Zuckerbrins is the first
experience in the AR-opera genre, in which real characters interact with virtual ones, and
computer technology is not only a means of creating a stage image, but penetrates into the
very essence of operatic dramaturgy.

BABMIUEBA Enena BukropoBHa, npogeccop, Kagedpa
oneprotl  nodeomobku, Poccutickas akadeMus My3viku
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Elena V. BABICHEVA, Professor, Opera Training Department,
Gnesin Russian Academy of Music, Director of the
Speransky Opera Theatre-Studio, Moscow, Russia

MYV3BIKAJIBHBIN 3TIO/] B PEIIIEHUU CLIEHUYECKHUX 3AJIAY AKTEPCKOM BBIPASUTEJIBHOCTH

B nokmaze paccMaTpuBaeTCs METOMONIOTHS  MY3BIKAJIBHO-3TIOAHOW —IPAKTUKH
00y4eHHs CTYJICHTOB-BOKAJINCTOB Ha Kadeape onepHoi noaroroBku PAM nmenu ['HecHHBbIX.
CoBpeMEHHbBIII MY3bIKAJIBHBIH TEaTp AEMOHCTPUPYET OCTPEHIIYI0 IMpOOIeMy OTCYTCTBUS
CBSI3H MIPOUCXOASAILETO HA CLEHE C MY3BIKOH, UTO pa3pymiaeT IpHPOLy OnepHoOro »kaHpa. Kak
Hay4uTh OyAyIIMX OIEPHBIX IIEBLOB OPraHWYHO XUTh B IPOCTPAHCTBE MY3BIKAJIbHOM
peanbHocTu? IIpMHLMIT CLEHMYECKOTrO CYIUECTBOBAHMA B My3bIKE ObUI  3aJIOKEH
npopeccopom 0. A. Cniepanckum — 3aBeqyomuM Kadeapoil OnepHOl MOArOTOBKU H
cozparenem OmepHoro TeaTtpa-cTyIuH. Belnaromumiics memaror M pexuccep omupancs Ha
npakTuKy ¢usuueckux aedcrBuii cucrtembl K. C. CTaHHUCIABCKOro M Mpeijiarai CTyAeHTaM
HCKaTh JApaMaTyprHYecKyld MOTHBALMIO B caMOW My3blke, B JEHCTBEHHOM pa3BUTUH
KOHKpETHOM cueHbl. OH cUMTajl CBOEH IMIaBHOM 3aadell Hay4HuTh CTYAEHTOB KPOIOTIUBOMY
aHaJIM3y BCEX HIOAHCOB MY3bIKH, B KOTOPBIX 3aKI/IIOUEHA JIOTHKA PAa3BUTHUS MBICIIU U 1yBCTBa,
a TaK)KEe YMEHHUIO BOILUIOMIATh MX B IenH QU3NUYESCKHUX IeicTBUil. CeroqHs 3TOT CIOKHEUIINA
IIyTh MOMCKA MPAaBIbl CLIEHUYECKOTO CYIIECTBOBAHUS B MY3BIKE MBI HAUHHAEM C 3TIOJOB Ha
MEPBOM Kypce U B JaJbHEHIEM HCIONb3yeM B PENETHLHMAX CIEKTaKIeld ONepHOW CTYAWH.
IpakTrka moka3saia, 4YTo caMOl MPOAYKTUBHOM (opMoii uccieoBanus odpasa, NIyOUHHOrO
MOHUMAHUSI €r0 MCUXOJIOTHYECKUX XapaKTEPUCTUK U TOCTYIKOB SIBISETCS 3TIOA. DTN —
9TO BBIMBICEN NCHXO(MH3MYECKOIO COCTOSHMSA. B ASTIOAHOW NpaKTHKE Meaaror-pexmccep
TIOMOTaeT CTYACHTaM-BOKAJIUCTaM BOCHPHHUMATh MY3BIKY M OPraHMYHO JIEHCTBOBaTh B
CIICHUYECKOM  TNPOCTPAHCTBE C  MOMOIIBIO  IICHXOJOIMYECKMX M (pu3MdYecKkux
npHCIocoOIeHni. BaxkHO NMOIUEpKHYTh, YTO, MCIOIB3YS STy METOIOJOTHIO, MBI MAEM Ha
PETeTHIMY OT YaCTHOTO K 00IeMy, IpeJyiarasi CTy/IeHTaM UCKaTh JeHCTBEHHOE OCMBICIICHUE
CKBO3HOM IHHUM pa3BUTHsI oOpa3a. JlaHHBI METOJ MOMOraeT pEIICHHI0 OJHOH U3
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BaKHEHIIIHIX HpOGJ’IeM aKI‘epCKOﬁ BbIPA3UTCIILHOCTU U TICUX OJIOT TIE€CKON OnpaBAaHHOCTHU
CYLICCTBOBAHUS BOKAJIUCTA B MY3bIKC.

MUSICAL ETUDE IN SOLVING STAGE PROBLEMS OF ACTOR’S EXPRESSIVENESS

The paper discusses the methodology of musical and etude practice of teaching vocal
students at the Department of Opera Training of the Gnessin Russian Academy of Music.
Modern musical theater demonstrates the most acute problem of the lack of connection
between what is happening on the stage and music, which destroys the conventionality of the
opera genre. How to teach future opera singers to live organically in the space of musical
reality? Professor Yuri Speransky, the head of the Department of Opera Training and the
creator of the Opera Studio Theater laid down the principle of stage existence in music. The
outstanding teacher and director relied on the practice of physical actions of Constantine
Stanislavsky’s system and suggested that students look for dramaturgical motivation in the
music itself, in the effective development of a particular scene. He considered his main task
to teach students a painstaking analysis of all the nuances of music, which contain the logic of
the development of thought and feeling, as well as the ability to embody them in a chain of
physical actions. Today, we begin this most difficult way of searching for the truth of stage
existence in music with etudes in the first year and later use it in rehearsals of performances
of the opera studio. Practice has shown that the most productive form of studying an image, a
deep understanding of its psychological characteristics and actions is a sketch. A study is a
fiction of a psychophysical state. In etude practice, the teacher-director helps vocal students
to perceive music and organically act in the stage space with the help of psychological and
physical methods. It is important to emphasize that using this methodology, we go from the
particular to the general in rehearsals, inviting students to look for an effective understanding
of the through line of image development. This method helps to solve one of the most
important problems of actor’s expressiveness and psychological justification of the vocalist’s
existence in music.

BEPE3OBUYK JIapuca HwuxosnaeBHa, Kanouoam
uckyccmbobedenus, — Oouenm, — cmApuAUTl  HAY4HLLI
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TIEPCOHAX B OITEPHOM JIMBPETTO:
MU®OJIOTEMA W MY3bIKAJIbHO-JIPAMATUYECKHUIA OBPA3 UEJIOBEKA?

Y CI0BHOCTh MY3BIKaJIBHOTO T€aTpa CErOHS UCCIE0BATENIIMA OCO3HAETCS KaK ero
CYIIHOCTHOE CBOMCTBO Ha BCEX YPOBHSX — OT JIMOPETTO, KOTOPOE CO3JaeTCs MEPBBIM, U
CHCTEMBI TIepCOHaXEN O BOIUIOLIEHHS OIEPHOrO NMPOM3BEAEHUS Ha clieHe. B uem mpuunHa
TOTaJIbHOW YCIOBHOCTHU OIEPHOro xaHpa? YTo AenaeT >KU3Hb U JI0fIeH, BOCIIPOU3BOAUMBIX B
orepe My3BIKAIbHO-APAMaTHIECKUMHU CPEICTBAMH, CTOIb HE TOXOKUMHU HA PEATHBIH MUp?
Ha niepBBIii B3MIIs11, MOXKET ITOKa3aThCsl, YTO THIEPTPO(US YCIOBHOCTH (HOPMUPYETCS €IIe Ha
JTare co3JaHus JUOPETTO onepsl. B auTepaTypoBeIeHnH ero MPUHITO CYUTATh BTOPUIHBIM
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TIPUKJIQTHBIM JKaHpoM. Yalie Bcero OCHOBOH JTMOPETTO CIIYXKHUT IPENeAeHTHBIH (TIepBUYHbIH,
OpPHUTI'MHAIBHBIA) JUTEpaTypHBIH TeKcT. OH MOXKeT OBITh KakK SMHYECKHM II0BECTBOBAHHEM
(Mudpom 06 Opdee, nerennoir o Tpucrane u M3ompne mwim o cobnazuurene [lon Xyane,
aBTOPCKMM pOMaHOM B cTuxax «EBremmemM OHermHeIM» W Jp.), TaK ¥ JpaMaTHYECKUM
counaeHneM («OKenursba ®urapo, wm besymnusiii nens», «bopuc I'omyHOBY», «OTtemno,
«Maxk6er» u 1p.). B muOperTo onepr! 00BIYHO COKpaIaeTcst YUCIIO MEPCOHAXKEH B CpaBHEHUH
C JpaMaTHYecKUMH JHMOO SHHYECKUMH JINTEPAaTYpHBIMH OpHWIHMHajlaMu. VI3MeHeHus
MIPOUCXOAAT B HANPABJICHUH DPA3BUTHS 00pa30B TJIABHBIX JAEHCTBYIOIIMX JIMIl M CTEHEHH
BEIPa3UTEIBHOCTH HMX XapaKTepoB. OJTy K€ CTOPOHY IIepCOHaXKeH YyCWIMBaeT |
KOHKPETH3HUPYeT MY3bIKaJbHBIII KOMIOHEHT. He MeHee 3HAaUMMBIMHU JUISI BO3HMKHOBEHHS
YCIIOBHOCTH  OKa3bIBAalOTCA  pa3sHOOOpa3Hble CBA3M  OIEPHOTO JkaHpa C  MHPOM
(IponcxokaeHue orepsl, MU(POIOTHYECKHE CIOKETHI, MU(OTBOpUYECKast SCTETHKA OIEPHOTO
Tearpa BarHepa u np.), KOTOpBIe IaBHO CTadM OOBEKTAMH HCCIEIOBAaHMS B TYMaHHUTAPHBIX
Haykax. Ho, HecMoTps Ha 5TO, My3BIKaIbHO-paMaTHIEeCKHe 00pa3bl IIePCOHAXKEH ONepHI 1Mo-
Mpe)KHEMY HM3yYaloTCsl NMPEHMYIIECTBEHHO B KOOPIMHATAX (IICHXOJOTHYECKOH IPaBabI»,
MOIOOHO MEpPCOHakaM B CIEKTAaKIe JpaMaTHdeckoro tearpa. Ho yclOBHOCTH MOXeT
BO3HHUKATh BCIIE/ICTBHE MHBIX MPEAIIOCHUIOK PabOThI HaJ CIOKETOM M CHCTEMOH HepcoHaxen
B JIpaMaTHYeCKOM Ipon3BeaeHnu. OnepHble JTHOPETTO TPAIUIMOHHO MUCAIHUCH 110 MOJCIH
JIUTEPaTypHOHN NESITENIbHOCTH «COYMHHTENs». B mocnenHeit yerBeptr XX Beka mpu pabote
HaJl KUHOCIIEHApHEeM, eIle OJHMM NPHUKIATHBIM JINTEPAaTYPHBIM JKaHPOM, CIIOXKHIIHCH
TIPUHIUITEI «KOHCTPYHPOBAHMS» CIIEHAPHCTOM IEpCOHaXkel (rIbMa Ha OCHOBaHHH 0a30BBIX
JUIsL JINYHOCTH TICUXMYECKUX CTPYKTYP M MX (YHKUMH IPU B3aMMOJCHCTBHM MHIMBHIA U
obmecrBa. CeromHs MONOOHBIM MOIXOA MpPH CO3JaHMM KMHOIIOBECTBOBAHMS Ha YPOBHE
CLeHapyus U pa3pabOTKH CHCTEMbl NMEPCOHAXKEH I8 aMEPUKAHCKOH KUHOMHIYCTPHU CTal
peanbHO AoMHMHMpYOIMM. Ero cymecrBo: mepcoHax ¢uiabMa, B OCOOCHHOCTH TIJIaBHbIC
MIEPCOHAXXH B KHHOHAPPATUBE, TPAKTYIOTCS Kak MH(osioreMbl. MOMEHTOM Hayalla TPaKTOBKH
MepCOHaXKe Kak MudosoreM sBUiachk pa3dpaboTka cleHapueB Uil (UIBMOB SIIONCH
Jxopmxka Jlykaca «3Be3aHbie BOHHBIY. [locTpoeHne moBecTBOBaHM B HUX U ()OPMUPOBAHUE
CHCTEMbl MNEPCOHAKEW BEJIOCh MO KOHIENLIMHM KOCMOJOIMYeckoro Muda o repoe mpu
HETOCPEICTBEHHOM y4acTuu anrtporonora J[xo3eda Kamnbernia, co3aasiiiero ero Teopuo B
Tpyne «Treicsuenukuii repoit». OHa onupanack Ha nonoxenus K. I'. FOHra o koyuiekTHBHOM
Oecco3HaTeIbHOM M 00 apXeTunax. YUHTHIBAJIHCh Tarkke (PYHKIHMOHAIBHBIC ACIIEKTHI
MEPCOHAXEH B IIOBECTBOBAHMSX, KOTOpbIE H3y4al Ha MaTepuajle BOJIIEOHBIX CKa30K
Bnagumup IIponmn. CeroaHsi aMepuKaHCKOE CLIEHAPHO-HAYYHOE COOOLIECTBO MPEBPATUIIOCH B
UHIYCTPHIO I10 TIPOU3BOJCTBY CLEHAPUEB (KaK BTOPUYHBIX TEKCTOB, TAK ¥ OPUTMHAJIBHBIX),
pactpoctpansiss ME(OTBOPUYECKHE MPHHIMIBI pabOThl HAJl CUCTEMOH MEpPCOHAXKEeH BO BCeX
HALMOHAJIBHBIX KHHeMaTorpadusx Mwupa. SBiIsercs M NPHHUMI «KOHCTPYHPOBAHHS
CHCTEeMBI TEPCOHAXEH B CHHTETHYECKOM 3BYKO3DHTEIBHOM IPOW3BEACHUH YEM-TO
NPUHIMINATIGHO HOBBIM? BBUIM B NpakTHUKE CO3JaHHs OMNEPHBIX JIMOPETTO MONOOHBIC
teuneniuu? [IpH 3TOM HYXKHO UMETb B BHIY: J0O0U KOCMONOSUYECKUL IUOO
KOCMO2OHUYECKUL MU A61emcsi N08eCME0BAHUEM, HO OIEKO He J0boe N08ecmeosanue
A6151emcsi MUGOM, a e20 nepcoHaxcu — mugonocemamu. B noknane Ha IpEMepax TPAKTOBKH
B OIEPHBIX JIMOPETTO INIABHBIX MY)KCKUX IIEPCOHa)KeH OyIyT NMPEICTaBIICHBI J[Ba Pa3HBIX
TOJIX0/1a K CO3JJaHHI0 00pa3a 4esIOBeKa B My3bIKAJIbBHOM Tearpe.
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A CHARACTER IN THE OPERA LIBRETTO:
A MYTHOLOGEME OR A MUSICAL AND DRAMATIC IMAGE OF A PERSON?

The conventionality of musical theater is now recognized by researchers as its
essential property at all levels — from the libretto, which is created first, and the character
system to the embodiment of the opera work on stage. What is the reason for the total
conventionality of the opera genre? What makes the life and people reproduced in opera by
musical and dramatic means so different from the real world? At first glance, it may seem
that the hypertrophy of conventionality is formed even at the stage of creating the opera’s
libretto. In literary studies, it is considered to be a secondary applied genre. Most often, the
basis of a libretto is a precedent (primary, original) literary text. It can be either an epic
narrative (the myth of Orpheus, the legend of Tristan and Isolde or the seducer Don Juan, the
author’s novel in verse Eugene Onegin, etc.), or a dramatic composition (La Folle Journée,
ou le Mariage de Figaro, Boris Godunov, Othello, Macbeth, etc.). In the libretto of an opera,
the number of characters is usually reduced in comparison with dramatic or epic literary
originals. Changes occur in the direction of the development of images of the main characters
and the degree of expressiveness of their characters. The same side of the characters is
reinforced and concretized by the musical component. No less significant for the emergence
of conventionality are the various connections of the opera genre with myth (the origin of
opera, mythological plots, myth-making aesthetics of the Wagner Opera House, etc.), which
have long been objects of research in the humanities. But, despite this, musical and dramatic
images of opera characters are still studied mainly in the coordinates of ‘psychological truth,’
like characters in a drama theater performance. But the convention may arise due to other
prerequisites for working on the plot and character system in a dramatic work. Opera librettos
were traditionally written according to the model of the literary activity of the ‘composer’. In
the last quarter of the twentieth century, when working on a screenplay, another applied
literary genre, the principles of ‘constructing’ film characters by the screenwriter on the basis
of basic mental structures for the individual and their functions in the interaction of the
individual and society were formed. Today, such an approach to creating a film narrative at
the script level and developing a character system for the American film industry has become
really dominant. His being: movie characters, especially the main characters in the film
narrative, are treated as mythologems. The moment when the characters began to be
interpreted as mythologems was the development of scripts for the films of George Lucas
epic Star Wars. The construction of narratives in them and the formation of a system of
characters was carried out according to the concept of the cosmological myth of the hero with
the direct participation of the anthropologist Joseph Campbell, who created his theory in the
work The Thousand-Faced Hero. It was based on Carl Gustav Jung’s ideas about the
collective unconscious and archetypes. We also took into account the functional aspects of
the characters in the narratives that VVladimir Propp studied using the material of fairy tales.
Today, the American screenwriting and science community has become an industry for the
production of scripts (both secondary texts and original ones), spreading the myth-making
principles of working on the character system in all national cinematographies of the world.
Is the principle of ‘constructing’ a system of characters in a synthetic audio-visual work
something fundamentally new? Were there any similar trends in the practice of creating opera
librettos? At the same time, it should be borne in mind: any cosmological or cosmogonic
myth is a narrative, but not every narrative is a myth, and its characters are mythologems.
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The report will use examples of the interpretation of the main male characters in opera
librettos to present two different approaches to creating the image of a person in a musical
theater.

BOBPUK Ostecsi AHatonbeBHa, kaHoudam uckyccmbobederus,
doyenm, Mockobckas  eocydapcmbennan  koHcepBamopus
umenu I1. V. Yankobckoeo, cmapuiuti HAY4HbLIL COMPYOHUK,
Tocyoapcmbennviii uHCmumym uckyccmbosnanus,
compyonukx Apxuba Hommou oubauomexu I'ABT Poccuu,
Mocxk8a, Poccus

Olesya A. BOBRIK, PhD, Associate Professor, Tchaikovsky Moscow
State Conservatory, Senior Researcher, State Institute of Art
Studies, Archive of the Bolshoi Theatre Music Library,
Moscow, Russia

«bopruc I'0JTYHOB» MYCOPI'CKOI'O B MTHCTPYMEHTOBKE IIIOCTAKOBUYA — OITYC,
OCTABIIUICS B UCTOPUU?

1920-¢ romw! cramu BpemeHeM BospoxaeHus «bopuca [omyHOBa» B aBTOPCKOIL
pEIaKIMy, YTOYHEHHON M JIONOMHEHHOH 1o aBTorpadam Mycoprckoro b. B. AcadbseBbiM 1
I1. A. Jlammom. Kazasock Obl, BBIXOJ KiIaBHpa M HApPTHTYPhl B COBMECTHOM MW3aHHUU
«My3cekropa ['ocuznaray» u Okcdopackoro ynusepcureta (1927, 1928), a Takxke npemMbepbl
B nenunrpajackoM [ATOBe (1928) u B paguorpancmsiiuu u3 bepiuaa (1932) nomxHb! ObUTH
CHATH BOINPOCHI OTHOCHUTEIBHO TOrO, KaK JOJDKEH 3By4aTh MOMIHMHHBIN «bopuc I'ogyHOB».
Opnako storo He mpousonuio. OJHUM U3 MOATBEPXKJICHUI TOMY CTana MHCTPYMEHTOBKA
«bopuca I'ogyHoBay, cnenannas /1. JI. IlloctakoBuuem mno 3aka3y bonsmoro tearpa B 1939—
1940 ropax. 3aueM KOMIIO3UTOp, MOTPYKEHHBIH B paboTy Haj DopTenraHHbIM KBUHTETOM U
JPYTMMH COUYMHEHMSIMH, COTJIACHIICS Ha BBINOJIHEHHE MacirabHoro 3akasa? Yem oH
00OCHOBBIBaJl HEOOXOIMMOCTh HOBOW HWHCTPYMEHTOBKH 3HaMeHuTol omepbl? Kak
COOTHOCWJIUCH B OOHOBJICHHOW maptutype ctiiib Mycoprckoro u locrakoBuya? IMouemy
cynbba «bopuca 'omynoBa» B uHcTpymeHToBke [llocrakoBuda oka3anach HECYAaCTIIHBOM, a
€ro ClieHHYecKast UCTOpUsl — MPEPhIBUCTON 1 OeHOI coObITHsMU? OTBETHI HA 9TH U JPYTUE
BOIIPOCHI MPEUI0KEHBI B JOKIIA/E.

BoRris GobuNov BY MUSSORGSKY, ORCHESTRATED BY SHOSTAKOVICH:
AN OpuS LEFT IN HISTORY?

The 1920s became the time of the revival of Boris Godunov in the author’s edition,
refined and supplemented by Mussorgsky’s autographs by Boris Asafiev and Pavel Lamm.
One would have thought that the release of the clavier and score in the joint publication of the
Gosizdat Music Sector and Oxford University (1927, 1928), as well as the premieres in the
Leningrad State Theater of Opera and Ballet (1928) and in a Berlin radio broadcast (1932)
should have solved the question of how the authentic Boris Godunov should have sounded.
However, this did not happen. One confirmation of this was the orchestration of Boris
Godunov by Dmitri Shostakovich commissioned by the Bolshoi Theater in 1939-1940. Why
did the composer, immersed in work on the Piano Quintet and other works, agree to carry out
a large-scale order? How did he justify the need for a new instrumentation of the famous
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opera? How did the styles of Mussorgsky and Shostakovich compare in the updated score?
Why did Boris Godunov in Shostakovich’s instrumentation turn out to be ill-fated, and why
was its stage history intermittent and uneventful? Our report will answer these and other
questions.

BOHOAPEHKO Wrops Esremwesw, pexuccep HoBocubupcroeo
TocydapcmBennoeo akadeMuteckozo meampa onepsl u baiema — |
HOBAT, Hobocubupcxk, Poccus

Igor E. BONDARENKQO, Stage Director, Novosibirsk Opera and Ballet
Theater, Novosibirsk, Russia

[

TIPOBJIEMBI PEXXUCCYPBI BAPOYHOI OTTEPBI
HA IIPUMEPE TTOCTAHOBKM CHEKTAKJISI « TOMAC ¥ CAJUIN» T. A. APHA
B HOBOCHMBUPCKOM TEATPE OITEPBI Y BAJIETA

Tearp XXI| Beka crnpaBeaMBO Ha3BaH «PEKHCCEPCKUM TeaTpom». Pexuccypa B
OIEPHOM TeaTpe IOMOrjia N30aBUTHCS OT LITaMIIOB U BO MHOTOM BEPHYTHCSI K aBTOPCKOMY
3ampblIcy. Takue BHAHBIE OTEUECTBEHHBIC NesTenH, Kak pexuccep bopuc IlokpoBckuit u
mupmwkep EBrenmit  AxynoB, co3ganM NPUHIUNAAIGHO HOBYIO CHCTEMY OOy4YeHHs U
BOCIIMTAJIM HE OJIHO IOKOJICHHE BBINAIOIINXCS ONEPHBIX PEKHCCEPOB COBPEMEHHOCTH. B
TIOCTIe/THEE JECSATUIIETHE, Ha BOJIHE BO3PACTAIONIEro MHTEpeca K MY3BIKaIbHOH KYIbType
0apoKKO, Ha OTEYECTBEHHBIX ClIeHaX Bce 4aule mnossistorcs omepsl XVII u mepsoit
nonoBuHbl XVIII Beka, u 31ech HaUMHAIOTCS TPYAHOCTH. [lapTUTYpHI onep Smoxu 0apoKKo,
PaBHO Kak M JUOPETTO, HE ABJIAIOTCA 3aKOHYEHHBIMM IPOM3BECHUAMM, B OTIMYHE OT OIep,
HAIlMCAHHBIX IO37HEE. 37eCh BCTAEeT BOIPOC O COTBOPYECTBE pEXUCCEpa W AUPHKEpa B
paboTe Haj MOCTAaHOBKOHM CHEKTAaKIs M CO3JAHMU HOBOH HCIIONHHUTEIBCKOW MAapTUTYPhl Ha
ocHoBe aBTorpada. bapounas onepa TpeOyeT (B CpaBHEHHH C KJIACCHYECKONH) MHOW CHCTEMBI
paboThl pexuccepa Haj MaTepHalioM, 3HAHHMS HCTOPUYECKOrO KOHTEKCTa M TOHKOCTEH,
CBSI3aHHBIX C YTPau€HHOW MCIOJIHHUTEIbCKOM mpakTukoil. B ampene 2023 roma Ha cueHe
Hoocubupckoro I'ocynapcTBeHHOro akaJleMHYeCKOro TeaTpa OIephl U Oajera cocTosiach
poccuiickas mpeMbepa onepbl aHruickoro kommnosuropa T. A. ApHa «Tomac u Canny, uiu
BosBpamienue Mopsika», — rmepBoe B Poccuu obOpariienue k TBopuecTBy ApHa. B mokmane
OyJeT paccMOTPEH MPOLECC COBMECTHOI'O CO3/J[aHHSI HOBOH MCIIOJHUTEIIBLCKOM MapTUTYpPhI Ha
OCHOBE M3/aHus onepbl 1761 rona B BHIE BOKaJIbHBIX mapTuii U basso continuo, kak npumep
TECHOTO COTPYAHMYECTBA PEXHUCCEPa U MY3BIKAIBHOro pykoBoautens. OOGOCHOBBIBAeTCS
Ba)XHOCTH INPUBJICYEHUS K pabOTe HAay4yHOro KOHCYJIBTAaHTa IPU OOpAILlEHHH pexuccepa K
penepryapy XVIII Beka. B mouckax axTyanu3alluyl CIO’KETa MOCTAHOBILIMKH CIIEKTaKIA He
NOLUIM IO MHYTH €ro OCOBpeMeHWBaHMA. /[l NpujaHus IMHAMHKH Obul  000CTpEeH
COIMANBHBIN KOH(IUKT Mexay riaaBHeiMu mepconaxkamu Cammm, Cksaiipom u Tomacom,
YCHJIEHa pPOJIb XOpa, KOTOpas B OpUI'MHAlE CBOAUTCS K MUHUMYyMy. Briepsble mpo3Bydain
BCTaBHOM Homep Muccuc Cub0ep, Kymupyemblidi B 3apyOeKHBIX IIOCTAHOBKax, a cam
MEPCOHAX CTal HEOThEMJIEMBIM B Pa3BUTHH CIOKeTa. PellleHne XylI0)KHUKOM CLEHHYECKOro
MPOCTPAHCTBA MOMOTJIO PACKPBITh PEKHMCCEPCKYIO CBEpX3ajady, BHIBECTH Ha NEPBbIH IUIaH
OCTpBIH COLMANBHBIN KOHMIMKT ¢ MOMOIIBIO YETKOrO 30HUPOBAHUS CLECHBI, 3aKPETIICHHOTO
32 KaXIbIM MepcoHakeM. J[Ba akra omepsl ObUIM OOBEIMHEHBI B ONMH W Pa3fielicHBI
TaHIEBAJILHOW CIONTOW U «HUHCTOI» MepeMeHor Aekoparwid. [10qo0HbIH mpreM XapakTepeH
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JUIL COBPEMEHHBIX OIEPHBIX IIOCTAHOBOK, OH IPUBHOCHUT JAOIOJIHUTEIbHYIO IMHAMUKY B
cueHudeckoe neicreue. HoBoe I poccUilCKOH CLiEHBI NPOU3BEICHUE MOILYYMIIO KHBOH
OTKIMK y WyOnWKu Onaromapsi TOHKOW MpOpabOTKe B3aMMOOTHOIICHUI IEPCOHAXEH,
Mpo(h)eCCHOHANBEHOMY MOAXOAY K pEaln3aldd IOCTABIEHHBIX 337a4 CO  CTOPOHBI
MY3bIKaHTOB-UCIIOJIHUTENEH U BCEH IOCTAHOBOYHOH TPYIIIIBI TeaTpa.

PROBLEMS OF BAROQUE OPERA STAGE DIRECTION
USING THE EXAMPLE OF THE SPECTACLE THOMAS AND SALLY BY THOMAS AUGUSTINE ARNE
AT THE NOVOSIBIRSK OPERA AND BALLET THEATER

Theater of the 21st century is rightly called ‘stage director’s theatre’. Directing at the
opera house helped get rid of cliches and in many ways return to the author’s intention.
Famous Russian figures, such as director Boris Pokrovsky and conductor Evgeny Akulov,
created a new system of education for opera stage directors. In the last decade, operas from
the 17th and first half of the 18th centuries have often been performed on Russian stages, and
this is where difficulties begin. The scores of Baroque operas are not complete works, unlike
operas written later. Here the question arises about the co-creation of the stage director and
conductor in the work on staging the performance and the creation of a new score for the
performance based on the autograph. Baroque opera requires (compared to classical) a
different system of directorial work on the material, knowledge of the historical context and
subtleties associated with lost performing practice. In April 2023, the Russian premiere of the
opera Thomas and Sally, or the Return of the Sailor, by the English composer Thomas
Augustine Arne, took place at the Novosibirsk Opera and Ballet Theater. The report will
examine the process of creating a new performance score based on the 1761 edition of the
opera in the form of vocal parts and basso continuo. This is an example of collaboration
between the stage director and music director. The importance of involving a scientific
consultant when working with an 18th-century opera is substantiated. In search of updating
the plot, the directors of the play did not follow the path of modernizing it. To enhance the
dynamics, the social conflict between the main characters Sally, Squire and Thomas was
intensified; the enhanced role of the chorus was minimized in the original. For the first time,
Mrs. Cibber’s insert number, which is not performed in international productions, was
performed; the character herself became noticeable in the development of the plot. The
artist’s solution to the stage space helped to reveal the director’s idea and bring to the fore an
acute social conflict with the help of a clear zoning of scenes assigned to each character. The
two acts of the opera were combined into one and separated by a dance suite and a ‘pure’
variable set. This technique, characteristic of modern opera productions, adds to the dynamics
of the stage action. The work, new to the Russian stage, received a loud response in
publications due to the subtle elaboration of the characters’ figures, the professional approach
to solving the assigned tasks on the part of the performing musicians and the entire theater
production troupe.

42



BPATVHCKUW dmurpuit IOpreBuy, Kanouoam
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Dmitry BRAGINSKY, PhD, Lecturer at the Saint Petersburg
Rimsky-Korsakov State Conservatory Music School, Saint
Petersburg, Russia

OnEPA MOHIOHIKO «CTPALIHBIN IBOP» HA CLIEHE MAJIET'OTA (1953):
OCOBEHHOCTH CLIEHOT PA®UU U PEXXACCYPBI

B TBOPYECKOM HacCJI€ANU CranuciiaBa MOHIOIIKO HACYUTEIBAETCS CEMb OIep U CEMb
OIICPETT. OJ:[HaKO U3 BCETO 3TOro MHOFOOGpaSI/IH Ha CICHaX OTCYCCTBCHHOI'O T€arpa IO
TONBKO J1Ba ero omyca: onepbl «lambka» (Halka) u «Crpamnsiii gBop» (Straszny dwor).
<<FanLKa>>, HaumHasg ¢ XIX BCKa, IIPOYHO BOILIAa B PEIICPTYapHYIO 060171My OTCYCCTBCHHBIX
TEaTPOB U INOCTOAHHO IJIa HAa CIICHAX B PAa3HbIX ropogax CTpaHbI. OJIHaKO orepa «CTpaH_IHBIf/'I
ABOp», MNpUHAJICKAIasd K JIYIIINM OIlycaM MOH}OH_IKO, He Obula M30ajoBaHa BHUMaHHUEM
IIOCTAaHOBIIIUKOB. V}II/IBI/ITCJ'[BHO, HO DJ3TOT Ol'lepHBIﬁ meaeBp ocraBajicd, B OCHOBHOM,
HeusBecTeH B Poccuu. EI[I/IHCTBGHH&S[ 3HAYMMast IIOCTAaHOBKA TOM OIIEPBI B COBETCKOE BPEMS
cocrositach Ha creHe JlennHrpajckoro Masoro omnepHoro Teatpa B 1953 romy (pexuccep-
nocraHoBIMK — Hukonait Cmonny, nupmxkep — HOpuit N'amanei, Xy10KHUK-ITOCTaHOBIIUK
— Teopruii Mocee). J[lokian TOCBAIIEH aHalH3y OCOOCHHOCTEH pEXHUCCYpHl U
crieHorpauu 3TON YHHKAIbHOM MOCTaHOBKH.

MoNIUSzKO’Ss OPERA STRASZNY DWOR (THE HAUNTED MANOR) ON THE STAGE OF MALEGOT
(1953): FEATURES OF SCENOGRAPHY AND DIRECTION

Stanislav Monyushko’s creative legacy includes seven operas and seven operettas.
However, of all this diversity, only two of his opuses were performed on the stages of the
national theater: the operas Halka and Straszny dwor (The Haunted Manor). Since the 19th
century, Halka has been firmly included in the repertoire of Russian theaters and has been
constantly playing on stages in different cities of the country. The opera Straszny dwor
belongs to Monyushko’s best opuses, but it is surprising that this operatic masterpiece
remained mostly unknown in Russia. The only significant production of this opera took place
on the stage of the Leningrad Maly Opera House in 1953 (directed by Nikolai Smolich,
conducted by Yuri Gamaley, production designer by Georgy Moseev). The report is devoted
to the analysis of the features of directing and scenography of this unique production.

BYBEEBA  Cpemiana  baspoBHa,  acnupanm, Kkacpedpa
aHaAumuyeckoe0  Myswsikosraumus, Poccutickaa — axademus
umenu I'necunwvix, Mock6a, Poccus

Hayunbmn pykosogurens —ITwmmenko Huma BrnapumuposHa,
IIOKTOP VICKYCCTBOBEIEHVIS

Svetlana B. BUBEEVA, Postgradiate Student, Analytical Musicology
Department, Gnesin Russian Academy of Music, Moscow, Russia

Scientific adviser — Nina Pilipenko, Dr. Habil. (Doctor of Art
Studies)
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JIMBPETTO 3UHT LUTTIEN KAPJIA JIMTTEPCAOP®A U UTAJTbAHCKA ST KOMUYECKAS OITEPA

Benckue surmmmmm Jutrepcaopda 3aHIMAIOT HEHTPATBHOE TOJI0OKEHHE B HACIEANN
KOMIIO3UTOpa M BO MHOTOM CBHITPald IOBOPOTHYIO pOJIb B €r0 TBOPYECKOM IIyTH. Mx
CO3JaHMe MPUIUIOCH Ha MEepHOJ TpOoBeAeHHs TeaTpaitbHOH pedopmsr Hocuda I,
HAaIpaBJICHHON Ha MOIIEP)KKY HEMEIKOH KOMHYECKOH Onepbl B KauecTBE albTEPHATHBBI
nuTanbsHcKoH. OIHAKO HECMOTpS HA IONBITKH CO3JaHUs OJaroNnpUSATHBIX YCJIOBHH JUIS
POXKIECHHS HALMOHAIBHOM OIEpbl, 3TOT IPOLECC BO MHOIOM TOPMO3HICA HEMaJon
po0IeMoi — OTCYTCTBHEM MOJEINH, CIYXMBILEH OPUEHTHPOM B CO3JaHUU HOBOT'O XaHpa. B
OTJINYHE OT CBOHMX COBpeMeHHMKOB, Jlntrepcrmop¢ Hapsmy ¢ B. A. Momaprom n3bpan B
KauecTBE OCHOBBI HTANIbsHCKHE Tpamuuuu buffa, koTopele mpocnexnBaroTcs B IEpBYIO
odepesib B OCOOCHHOCTSIX CIOXKETa M COCTaBe AEHCTBYromMX JML. Takoe pemieHue ObLIO
SBJISICTCS BECbMa €CTECTBEHHBIM, ITOCKOJIBbKY KOMITO3UTOP /10 ITOSBJIEHUS IIEPBOTr0 3UHT IS
paboTal MMEHHO B JKaHpPE HTANIbSHCKOM KOMHYeckoi omepbl. OOpaTHB BHHMaHHE Ha
TUOpeTTO BCEX YeThIpeX HEeMEUKHX orep 3Toro mepuoxpa («Joktop u amrekaps» 1786,
«Obman uyepe3 cyeBepue» 1786 r., «McmpaBusmmiics Jlemokpur» 1787 r., «J/Iro6oBs B
cymaciuenumeM aome» 1787 T.), Ierko oOHapyKHTh, YTO 3MHTIUIMIN CIOBHO CKPOCHBI IO
€IMHOMY IA0JIIOHY, TIJie Y3HAIOTCSd MAacKd KOMEIUM Jiellb apTe M MHOTOYHCIICHHBIC
Oy doHHbIE TPIOKH. BO3MOXXHO 103TOMY COYMHEHHMS MPHUIILIICH 110 BKYCY ITyOJIMKE, TaK Kak
coueTaqd JIydIlMe uepThl uranbsHckod Oydda. OpHako B 3TOM cilyyae BCTaer
3aKOHOMEPHBII BOIPOC, CIEIYeT JIM OTHOCHTH orepsl Jurrepcnopda K >KaHpy 3MHIILITHILS
WM CTOUT TPU3HATB, YTO KOMIIO3UTOP JIMIIb YIAYHO CKOIMPOBAJI HTAIBSHCKYIO Oydda?

CARL DITTERSDORF’S SINGSPIEL LIBRETTI AND ITALIAN CoMIC OPERA

Dittersdorf’s Viennese zigspiel occupy a central position in the composer's legacy
and in many ways played a pivotal role in his creative path. Their creation took place during
the period of Joseph’s theatrical reform, aimed at supporting German comic opera as an
alternative to Italian. However, despite attempts to create favorable conditions for the birth of
the national opera, this process was largely hampered by a considerable problem — the lack
of a model that served as a guideline in the creation of a new genre. Unlike his
contemporaries, Dittersdorf, along with Mozart chose the Italian buffa traditions as the basis,
which can be traced primarily in the features of the plot and the composition of the actors.
This decision was very natural, since the composer, before the appearance of the first
singspiel, worked precisely in the genre of Italian comic opera. Paying attention to the
librettos of all four German operas of this period (Doktor und Apotheker 1786, Der Betrug
durch Aberglauben, oder Die Schatzgriber 1786, German version of Democrito corretto
1787, Die Liebe im Narrenhause 1787), it is easy to find that the singspiel seems to be
tailored according to a single template, where the masks of commedia dell'arte are recognized
and numerous buffoonery tricks. Perhaps that is why the compositions were liked by the
public, as they combined the best features of the Italian buffa. However, in this case, a
legitimate question arises, should Dittersdorf’s operas be attributed to the singspiel genre, or
should we admit that the composer only successfully copied the Italian buffa?
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Association of Paris

OB OCOBEHHOCTSIX JIPAMATYPTMMECKOI'O M MY3BIKAJILHOI'O CTUJIS
«BEYHOI'0 UYXKECTPAHIIA. MY3BIKO-CIIEHUYECKOT'O IEUCTBA B 5 KAPTUHAX» COU. 50
VIBAHA AJIEKCAHJIPOBUYA BBINIHETPAZICKOTO (1893-1979)

CocraBneHne M HanucaHue «BewyHoro uyxecrpaHna. My3bIKO-CLIEHHYECKOTO
neiictBa B 5 kaptuHax» cod. 50, 3aayMaHHOro Ijisl 4eThIpeX (OpTEeNHaHO, HACTPOSHHBIX
mapam C pasHHIEH B YeTBepTh TOHA, yAapHbIX, Buononuenn ad libitum, commcroB u
CMEIIAHHOTO XOpa, CONpPOBOXIAIM aBTOPAa HA NMPOTSHKEHWH INECTH JECATHIETHH, ¢ KOHIA
1910-x o xoHma 1970-x romoB. OTa «KOPOTKas onepay, A1 KOTOPOH aBTop pa3pabarbiBa
3aMbIcell ¥ CLEHapUid, CO31aJ TEKCT JIMOPETTO U MAPTUTYPY, OCTANIACH HE3aBEPIIECHHOH U 10
CHX TIOp HEONyOJIMKOBaHHOW M HEUCHOJIHEHHOH. He3aBepuieHHOCTh KacaeTcs IocienHei
CLIEHbl M 3aBEPIIAIONIEr0 MOMEHTA BCETrO CLEHHYECKOrO Pa3BUTHS. ABTOp, NMOMHUMO HSTH
KapTHH (CLEH, 3MM3070B), mpexycMorpen Takxke «[Ipomory, Uit KOTOporo OH 3aBEpILIHII
OpKeCTpOBBIH «ITIO B Mioje 1964 roxa, u «Dmuiior», KOTOPBIH Tak M He ObUT pealn30BaH.
Eme 10 centadps 1979 rona, Bcero 3a HECKOJBKO JIHEH 10 cBoel cMmepTH, BrimHerpanckuit
ynomsaHya CtuBeHy VY. DIUIMCY «ONpeZeNeHHbIe NPUYMHBD) CBOEr0 OTKA3a 3aKOHYHTH €ro
cou. 50. ITepBble nzen, kacaromuecs ApamMaTypraaecKoro BueHus «BeyHoro gyxecrpaHuay,
ObLIM 3amMcaHbl aBTOPOM B TeTpaad 1918 roma mocnme ombiTa, 0 KOTOPOM OH IIO3XKeE
BCIIOMMHAJI KaK CBOEro pOJA CBEPXCO3HATENbHOE OTKpoBeHHe. Ha camoM nene 3to
MIPOM3BEICHHUE SBJISIETCS BTOPOI YacThIO LIMKIA TpexX «Mucrepuil»y. B nauane 1940-x romos
BeimHerpagckuii  mocBATHI  ceOsi  MOJHOMY HAIMCAHUIO JIMOPETTO, IEePBOHAYAIBHO
03arJ1aBJICHHOI0 «MHUCTEpPHsl NEPEBOIUIOIICHUS», U MPOIOJDKA COYMHATH CO CIIOHTAHHOW
MIPEePbIBHOCTBIO MATh KapTuH 10 1960-x romoB. B muceme Anexcannpy HukonaeBuuy
Uepennuny ot 1 okts6pst 1968 roga aBTop mpu3HABAJICS, YTO 3ayMbIBall MY3bIKYy «BeuHOro
Yy)KECTpaHL@a» KaK «a0COIIOTHYIO», COCTOSHUE, BHITEKAIOIIEE HEIOCPEACTBEHHO «U3 OOIIEero
3aMpIClia» M COOTBETCTBYIOLEE «BHYTPEHHEMY COIEPIKAHHIO HPOM3BEIECHHs». My3blka
«Be4yHOro yyxecTpaHua» I03TOMY 3aJyMbIBalIach KaK COKPOBEHHO HPHCYIAs Pa3BUTHIO
CLICHUYECKOTrO0 JICWCTBHSA, IOJOOHO TOMY, KakK aBTOp MpeABHIEN JUli TaHIa B
«XopeorpaduueckoM akTe» cod. 27, NPOU3BEICHHUH CO CIEHHUYECKOM JAeHCTBHEM 0e3
COJIHBIX TaHIIOPOB, 3aKOHYCHHOM BbllHerpaackum B koHue 1950-x ronos, u nepBoii yactu
BBILICYIOMSHYTOr0 Juanektudeckoro Habopa. ITomoOHO «Xopeorpadudeckomy akTy»,
Ha3BaHHWE KOTOPOTrO NEpPBOHAYANBbHO ObLIO «MHCTEpHs TOXKIECTBA» M HPSIMO IMOCBAIIEHO
aBTOPOM PYCCKOMY Hapoly («B HEM 5 BBIpaXkalo CBOIO BEpPYy B PYCCKHI Hapon M B €ro
BEJIMKOE JTyXOBHOE TIpEAHa3HAYCHHE»), NeiicTBue «BEYHOro 4yXKecTpaHLa» «IPOMCXOAUT B
Poccun u Best ambiance pycckasiy. [Ipeamer mpencraBiieHHs] KacaeTcss B3aMMOACHCTBHS
WHIMBHIA C Pa3IMYHBIMH COLMAJIBbHO YCTAHOBJICHHBIMH KOHTEKCTaMH; B dmurpad aBTop
MOMECTHJI OTPhIBKU U3 «Tak roBopui 3aparycrpa» Hurie u U3 nepBoro mocjaaHusi CBSTOro
[NaBna x Kopurgsaam. J{oknaa mocBsIEH pacCMOTPEHHIO ApaMaTyPrHUECKIX 0COOCHHOCTEH
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CIO’KEeTa W JIMTEPaTYPHBIM OTCBHIJIKAM, 3alledaTieHHBIM B KOHIICTIIIMM 3aMbICIIa, HEKOTOPHIM
rUnoTe3aM O IPUYMHAX HE3aBEPIICHHOCTU IIPOMU3BEJCHUS B CBETE JUAJIECKTUYECKOH
KOHLIEIIIMY aBTOpa U €ro NPUCTPACTUA K IPOLEAYPE «COBIAJCHUS IIPOTUBOIOIKHOCTENY, a
TaK)Ke HEKOTOPHIM KOMITO3UIIMOHHEIM OCOOEHHOCTSIM, CPEIH KOTOPBIX: BKIIOYEHHE IIUTAT U3
€ro COOCTBEHHBIX HPENBIAYIINX IPOM3BEICHUH, IMEIONINX YHCTO HHCTPYMEHTAJIBHBIN BHI;
MONUCTHIN3M  (IOCTHTAlOIMi KYIbMUHALMA B TPETbell KapTHHE C Npe/ICTaBICHHEM
KOHKypca KOMIIO3HWIIMM B aKaJeMHUYECKOM KOHTEKCTE); YTOYHEHHWE YEeTBEPTUTOHOBOU
CHUCTEMBl IPUMEHHUTEJIBHO K JpaMaTypru4ecKOd LeJM; PETPOCHEKTHBHBIE OTCBUIKH K
COOCTBEHHOMY MY3BIKQIFHOMY TBOPYECTBY M K OIepHOH Tpamguimu. HabGmronenue
CTWJIMCTUYECKUX 4YepPT M TEXHUUYECKUX IIPUHLUIIOB 3TOrO IPOM3BEIEHMS, IIOCPEICTBOM
KOTOPBIX aBTOp HOOHMBACS €AMHCTBA PAa3MYHBIX BBIPA3UTENBHBIX CPEICTB, CTPEMHTCS
YIOBUTB OOIINIT CMBICT JpaMaTypIryy ISl aBTOpa M OXBATHUTH B [IEJIOM MPUYMHEL, JIS)KAIHE B
OCHOBE peaJlM3alMi COOCTBEHHON KOHKPETHOW WIEH «CHHTE3a» B KOHTEKCTE BCETO €ro
TBOpPYECTBA.

ON THE FEATURES OF THE DRAMATURGICAL AND THE MUSICAL STYLE
OF THE ETERNAL STRANGER. MUSICAL-STAGE ACTION IN 5 EPISODES L 'ETERNEL ETRANGER.
ACTION MUSICO-SCENIQUE EN 5 EPISODES OP. 50
BY IVAN ALEXANDROVICH VYSHNEGRADSKY (1893-1979)

The elaboration and the writing of The Eternal Stranger. Musical and Stage Action in
5 scenes op. 50 (L ‘éternel étranger. Action musico-scénique en 5 épisodes op. 50), conceived
for four pianos tuned in pairs a quarter-tone apart, percussion, cello ad libitum, soloists and a
mixed choir, accompanied the author for six decades, from the late 1910s to the late 1970s.
This ‘short opera,” for which the author developed the concept and script, created the text of
the libretto and the musical score, remained unfinished, and is still unpublished and
unperformed. Incompleteness concerns the last scene and the final moment of the entire stage
development. The author, in addition to five scenes (later named episodes), also provided for
a ‘Prologue,” for which he completed an orchestral ‘Etude’ in July 1964, and an ‘Epilogue,’
which was never realized. As early as September 10, 1979, just a few days before his death,
Vyshnegradsky mentioned to Stephen W. Ellis ‘certain reasons’ for his refusal to conclude
his Op. 50. The first ideas regarding the dramatic vision of The Eternal Stranger were jotted
down by the author in a notebook dating back to 1918 following an experience that he later
recalled as a kind of superconscious revelation. In fact, this work is the second part of a
dialectical set of three ‘mysteries’. In the early 1940s, Vyshnegradsky devoted himself to the
complete writing of the libretto, initially entitled The Mystery of Reincarnation, and
continued to compose with spontaneous discontinuity the five scenes of the work until the
1960s. In a letter to Alexander Nikolayevich Tcherepnin dated October 1, 1968, the author
admitted that he intended the music of The Eternal Stranger to be ‘absolute,” a feature that
followed directly ‘from the general plan’ and corresponded to the ‘internal content of the
work.” The music was therefore conceived as intimately inherent in the development of the
stage action, just as the author envisaged for the dance in the Choreographic Act, Op. 27, a
work with stage action without solo dancers, completed by Vyshnegradsky in the late 1950s,
constituting the first part of the above-mentioned dialectical set. Similarly to the
Choreographic Act, whose title was originally The Mystery of Identity and expressly
dedicated by the author to the Russian people (“in it | express my faith in the Russian people
and in their great spiritual destiny’), the action of The Eternal Stranger ‘takes place in Russia
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and the whole ambiance is Russian.” The subject matter of the presentation concerns the
interaction of the individual with various socially established contexts; in the epigraph the
author placed excerpts from Nietzsche’s Thus Spoke Zarathustra and from the first letter of
St. Paul to the Corinthians. The study is devoted to the consideration of the dramatic features
of the plot and literary references imprinted in the concept of the plan, some hypotheses about
the reasons for the incompleteness of the work in the light of the author’s dialectical
conception and his predilection for the procedure of ‘coincidence of opposites’, as well as
some compositional features, including: the inclusion of quotes from his own previous works
with a purely instrumental appearance; polystylism (culminating in the third scene with the
representation of a composition competition in an academic context); the clarification of the
quarter-tone system in relation to dramatic purposes; retrospective references to his own
musical work and to the operatic tradition of the century. The observation of the stylistic
features and of technical principles employed in this work, through which the author achieved
a unity of various means of expression, aims to capture the general meaning of dramaturgy
for the author and to discover in general the reasons underlying the implementation of his
own specific idea of ‘synthesis’ in the context of his entire creative work.

BABVWIVHA Haranest ¥OpseBHa, xandudam uckyccmbobederus,
CApwull  HAY4HBIL  COMPYOHUK, CeKMOp — KAACCUHeCKOeo
uckyccméa 3anaoa, TocydapcmbBennbiil uHcmumym
uckyccmbosnanus, MockBa, Poccus

Natalia Y. VAVILINA, PhD, Senior Researcher, Western Classical
Art Department, State Institute for Art Studies, Moscow,
Russia

CHUCTEMA CLIEHMYECKOI'O OCBEIL[EHUS B MHTEPMEJTUSIX
«ITAJJOMHHLIBD JIKUPOIAMO BAPT AJTbY (1589)

Ilecrs unrepmenuii k «Ilanomuuie» (La Pellegrina) Txuponamo bapraibu,
npezacrasieHHble Bo Oopeniyy B Mae 1589 roza B uects cBans0bl Pepaunanna | Menuuu u
Kpucruns! JIoTapuHICcKoid, BOIIM B UCTOPUH MHPOBOI'O MY3BIKAJIBHOI'O T€aTpa KaK OIHO U3
CaMbIX I'DaH/IMO3HBIX MPHIBOPHBIX 3penull s1oxu PeHeccanca. OdopmieHne UHTEpMEnit
obuto mopyueHo bepHapno bByoHTaneHTH, KOTOPBIH IIOMHMO CIIO)KHOM MAaIlIMHEPUH,
JIEKOpallMi U KOCTIOMOB pa3paboTall elle ¥ HOBAaTOPCKYIO CHCTEMY OCBELICHHS, CTaBILYIO
BOIUIOIICHHEM TPUHIMIOB «dyna» (meraviglia) u «semukonenus» (magnificenza) B
UTAJIBSIHCKOM TeaTpe. biuiaromaps moppoOHOMY ONMCAHMIO TIPA3[HECTBA, BBHIIOJIHEHHOMY
bacruano me Poccu Apparato e intermedi per la commedia rappresentata in Firenze nelle
nozze di don Ferdinando de' Medici e Madama Cristina di Lorena), Mbl MOXeEM IHOHSTb,
HACKOJIBKO BXKHBIM I OOPMIICHHS CHEKTAKIs OKa3aJICs TeaTPAIbHBIH CBET BO BCEX €ro
TEXHHYECKMX M CHMBOJMYECKHX NpOsBIEHMSAX. B  joknmane 3arpoHyra mpobiema
«CEKYJAPU3ALMU» TeaTpPalIbHOro CBETa, KOTOpas, Kak IoyaraeT psJl HCCle0BaTelNeH,
mposiBUia ce0sl y)Ke B CBETCKHUX MPHIBOPHBIX mpencraBieHnsx XVI Beka. OnHaKko, KaKk MbI
rocrapaeMcst TOKa3aTb, CBET B HHTEPMEIMSIX DyoHTaleHTH He yTpaTWi CBOei
«OO0XECTBEHHOW» IPUPOABI, B 4Ye€M MOXHO BHMAETH INPAMOE NPOJIOJDKEHHE TPAAULUH
(bIopeHTHICKHX CBSIIICHHBIX TIPeICTaBICHNMIA (Sacre rappresentazioni). Omaum u3 3G hexToB,
MOpa3MBIIMX BOOOpaXCHHE MyONUKH, CTala UMHUTALMs THEBHOIO — COJHEYHOrO, CBETa C
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TIOMOIIBIO CKPBITHIX 3a Oyradopckumu oONakaMu CBETHIHHHKOB. [1omoOHEIN ke 3¢dekT
Habmomanu 3putenu npencraBirenns «laps Dxuma» Codokna B Tearpe Omummnuko B 1585
roxy. C oHOM CTOPOHBI, 3TO MOXHO paccMaTpHUBaTh Kak IMPU3HAK IIOBOPOTA K TEaTPATLHOMY
«peanm3My», a Cc Jpyroii — He OyaeM 3a0bIBaTh, YTO HMMEHHO CONHEYHBIH CBET B
XPHUCTHAHCKOM TOKTPHHE SBIISIICS SMaHalye 00)KeCTBEHHON CYIITHOCTH.

STAGE LIGHTING IN THE INTERLUDES FOR GIROLAMO BARGAGLI’S
LA PELLEGRINA (1589)

The six Intermedii (Interludes) for La Pellegrina by Girolamo Bargagli, presented
in Florence in May 1589 for the wedding of Ferdinando | de' Medici and Christina of
Lorraine, have entered the annals of musical theater as one of the most magnificent court
spectacles of the Renaissance era. The design of the intermedii was entrusted to Bernardo
Buontalenti, who, in addition to complex machinery, decorations, and costumes developed an
innovative lighting system, embodying the principles of wonder (meraviglia) and
magnificence (magnificenza) in Italian theater. Thanks to the detailed description of the
festivities by Bastiano de' Rossi (Apparato e intermedi per la commedia rappresentata in
Firenze nelle nozze di don Ferdinando de' Medici e Madama Cristina di Lorena), we can
understand how important theatrical lighting was for the spectacle, in all its technical and
symbolic manifestations. In this regard, our presentation will touch upon the problem of the
‘secularization’ of theatrical lighting, which, as some researchers believe, manifested itself
already in court performances of the 16th century. However, as we will try to show, the light
in Buontalenti's intermedii did not lose its ‘divine’ nature, which can be seen as a direct
continuation of the traditions of Florentine sacred plays (sacre rappresentazioni). One of the
effects that captivated the audience’s imagination was the imitation of daylight — sunlight —
using lamps hidden behind stage clouds. A similar effect was witnessed by the audience of
Sophocles’ Oedipus Rex at the Teatro Olimpico in 1585. On the one hand, this could be seen
as a sign of a shift towards theatrical ‘realism,” but on the other, we must not forget that it
was precisely sunlight that, within Christian doctrine, was seen as an emanation of the divine
essence.

BAH YOBa11, xanoudam uckyccmbobedenus, doyenm, dpaxyavmem uckyccms,
MocxkoBexui eocyoapcmBenvlil YyHubBepcumem UMeHU
M. B. Jlomonocoba, MockBa, Poccusa, mnpogpeccop, YVuuBepcumem
Jluwyii, Kumaii

WANG Youwei, PhD, Associate Professor, and Faculty of Arts, Lomonosov
Moscow State University (Moscow, Russia), professor at Lishui
University (China)

XY JIOKECTBEHHAS PEAJILHOCTb JIEHUCOBA: OIEPA «ITEHA JTHE»

3xaunmMocth onepsl J. B. Jlenncosa «llena mueit» (1981) Ha crokeT OIHOMMEHHOTO
pomaHa b. Buana B KOHTeKCTe TBOPUYECKOTrO HACIEIHs KOMIIO3UTOpa TPYJHO NMEPEOICHHTb.
JIeHHCOB MHOTOKPATHO FOBOPHIT 00 aBTOOMOTpagUIHOCTH WTHPHIECKOI paMbl» (aBTOPCKOE
o0o3HaueHHE KaHpa), cpaBHHBas ce0s ¢ rimaBHbIM TepoeM KomeHoM. DT0 couynHeHHe
BBI3BIBACT MHOXKECTBO AaCCOIMAIMA C 3apyOeKHOH M PYCCKOW IUTEPATypoOi, TeaTpoM,
ornepol, B uacTHOCTH, ¢ Tparenueidl VY. lllexcnmpa «Pomeo u JIXynberra», poMaHOM
M. A. bynrakoBa «Mactep u Maprapuray», onepamu «llemteac u Memmzanna» K. Jlebrocen,
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«Hoc» [I. . lllocrakoBnya, «Botina u mup» C. C. IIpokodseBa u np. KirodeByro pons B
My3bIKQJIBHOH JpaMarypruu «lleHel nHe#» urpaeT nurata M3 JHKa30BOM KOMITO3ULIUU
J. DmnuarToHa «XJosy, ee CTHINCTHYECKIMH Mpoodpa3aMy SBIBIIOTCS Taroke MOMu(OHuUs
STIOXHM BO3POXKACHMS, IOMYNspHas My3blka (Bajbc) W Jp. JlOKiax MOCBAIIEH aHAIH3Y
HCTOPHHU CO3/aHMS, JMOPETTO M MY3BIKaJbHON JApamaryprun omepsl «[lema nmeit» B
KOHTEKCTe Ororpauu KOMIIO3UTOPa M MEPOBOH KYJIBTYPEL.

DENISOV’S ARTISTIC REALITY: THE OPERA L ECUME DES JOURS

The significance of Edison Denisov’s opera L ‘écume des jours (1981) based on the
novel of the same name by Boris Vian in the context of the composer’s creative heritage is
very high. Denisov spoke many times about the autobiographical nature of ‘lyrical drama’
(this is the author’s designation of the genre), comparing himself with the main character
Colin. This work evokes many associations with foreign and Russian literature, theater,
opera, in particular, with the tragedy of William Shakespeare Romeo and Juliet, the novel by
Mikhail Bulgakov The Master and Margarita, the operas Pelléas and Mélisande by Claude
Debussy, The Nose by Dmitri Shostakovich, War and Peace by Sergei Prokofiev, etc. An
important role in the musical dramaturgy of L ‘écume des jours is played by a quote from the
jazz composition Chloe by Duke Ellington; a prototype of its style also are the polyphony of
Renaissance, popular music (waltz), etc. This paper is devoted to the analysis of the history of
creation, libretto and musical dramaturgy of the opera L ‘écume des jours in the context of the
biography of the composer and world culture.

BEKCJIEP IOmwms CepreeBHa, OJokmop uckyccmboBederus,
npodgpeccop, xagpedpa ucmopuu mysviku, Huxeeopodckas
eocyoapcmbennasn koncepbamopus umeny M. V. Tiunku,
Huxnun HoBeopod, Poccus 3
Julia WEKSLER, Dr. Habil. (Doctor of Art Studies), Full
Professor, Music History Department, Glinka Nizhny
Novgorod State Conservatory, Nizhny Novgorod, Russia i

«VHTEPIIPETUPYIOIIAS] PECTABPALIUS»:
«3AMOK JIIOPAHZIE» OTMAPA I1IEKA B HOBOI PEJTAKIIANA

B noxnane ocBemaeTcs pe3oHaHCHBIN NPOoeKT Briciieil mkonsl uckyccrs bepHa, nens
KOTOpOr0 — BEpPHYTh B MY3BIKaJbHYIO >ku3Hb omepy O. Illéka «3amok [ropanme» (1942),
OITHO M3 KIIIOYEBBIX COUYMHEHHUI B MCTOpUH LIBeinapckod My3biku XX Beka. McrnomHenue
onepsl 1ll€ka, BeiIepkaHHOH B Tpaguuusax mo3aHero pomantuzMa P. Illtpayca u Bepusma
D. 1’ Anbbepa, Ha TPOTSHKEHHM MHOTUX [ECATIWIETHH MPEICTaBISUIOCh aOCOMIOTHO
HEBO3MOXKHBIM, HECMOTPS Ha OUYEBHMIHBIE MY3bIKAaJIbHBIE IOCTOMHCTBA COYMHEHMSI.
CrpaTeruu «MHTEpHPETUPYIOIEH pecTaBpalmy ObUIM HANpaBiIeHBl Ha CO3JaHUE HOBOU
Bepcuu orepsl (oHa Obita moctasiena 2019 roga B Tearpe MaliHUHTeHa ¥ BCTPETHIA pa3HbIe,
MOpoH TPOTHBOIMOJIOKHBIE OTKIMKK). B mepBylo odepenpb CyliecTBEHHOM mepepaboTke
(«neHarmbUKaMI») TOABEPIIIOCH JIMOPETTO, CO3JaHHOE HALMCTCKUM NHcaTeeM ['epmMaHoM
BypTe Ha OCHOBE OJHOMMEHHOW HOBEITBI Hemelkoro pomantika XIX Beka Moseda
Otixennopda. Kpaiine HM3KUI ITUTEpaTypHBIN YpOBEHb TEKCTa M OOWIIME HICOMOTHIECKHUX
IITaMIIOB U JIO3YHTOB MOTPEOOBAM 3aMEHBI OOJBIICH MOJOBHHBI JHOPETTO, KOTOPOE, MO
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cyTH, OBIIO COYMHEHO 3aHOBO M IepepaboTaHO B MPO3Yy C HCIOIB30BAHUEM ITOIXOMSIINX
CTHXOTBOPHBIX TEKCTOB OiixeHmopda. [Ipm 5ToM BOKalmbHBIC MAPTUH HE IOABEPraNChH
HM3MEHCHHUIO: HE My3bIKa COUMHATACH HAa TEKCT, HO TEKCT aJalTupoBajics K Mysblke. Kpome
TOro, TIIATEJIBHOC H3Yy4CHUE HUCTOPUYECKHX JOKYMEHTOB IIO3BOJIMJIO  IIPOSICHUTH
00CTOATENIHCTBA TIPEMBEPHI ONEpPhI, COCTOsBIIEHCS B HamucrckoM bepnune B 1943 romy.
IMocne yersIpex crekTawiel omepa Oblia CHATA 10 TpeOOBaHMIO uieonora Tperbero peiixa
I'. Tepunra: B cBoeil TenerpaMme IeHepal-MHTEHAAHTY X. THTheHy OH Ha3Ball JHOPETTO
«oueBHIHON venyxoi» (aufgelegte Bockmist). Hoeele Ouorpadudeckue ceneHusi Ooree
TIOJTHO pacKpbuTH ¥ rto3utmio 111éka, KOTOpsIit He ObIII CTOPOHHUKOM HaIlMOHAI-COLAAIIN3MA.
TBepro yOeKIEHHBIH B TOM, YTO «KaK IIBEHIApeI» OH BCEr/a «HEHTpaJeH», KOMIIO3UTOP
COTpYIHHMYAJ C HAINICTaMH, PYKOBOJICTBYSCh KaphepHBIMU COOOpaxkeHMsMH. VcromHeHue
onepsl B bepiuHe cynmuino eMmy HOBBIE INEPCHEKTHBBI, Ha KOTOpbIE OH BpS JHM MOT
paccuutsiBaTh B IlIBeinapun. IlIBeinapckuil MpOEKT «MHTEPIPETUPYIOLIEH pecTaBpalun
TIOJHMMAET IEJBI KOMITIEKC Ipo0IieM, BRIXOIIIINX 32 paMku onepsl 11I€ka u akTyanbHBIX
IUIsL  BCEro My3bIKaJIbHO-T€aTpanpHOro coodmecrsa. OH IapajoKcaabHBIM — 00pa3oM
coemuHseT B cebe JBE TIOYTH NPOTHBONOJIOXKHBIX TEHICHIMH: PpeaOHIHTALUIO
penpeccupoBaHHOIO MCKYCCTBA C OAHOM CTOPOHBI U MOMNBITKY NEPECMOTPETh OTHOLIEHUE K
TOMY HCKYCCTBY, KOTOpPOE 3alIiTHAJO ce0s CIY)KEHHEM TOCIOJCTBYIOIEH HAEONOTHH, C
apyroii. ITlepepaboTka IMOPETTO CTaBUT BOIPOC O POJIM KA4eCTBA M COJIEPXKAHHS TEKCTa B
ONEPHOM CHHTE3€, O BO3MOKHOCTH TTOJTHOM 3aMEHBI TEKCTa ONepbl IPH COXPAHEHUH MY3BIKH,
0 TMPEBpAIIEHNH CTHXOTBOPHOTO TEKCTa B Mpo3andeckuil. HakoHel, He mocrnenHee MecTo
3aHMMAaeT MpodJIeMa PELIETIUU: MOXKET JIU My3bIKa ObITh «OYHIIEHa» OT HCTOPHU CO3JaHMS U
BOCTIPHATHS B HIEOIOTU3HPOBAHHOM KOHTEKCTE.

‘INTERPRETIVE RESTORATION’: DAS ScHLOp DURANDE BY OTHMAR SCHOECK IN A NEW EDITION

The report highlights the high-profile project of the Berne Higher School of Arts, the
goal of which is to bring back into musical life Othmar Schoeck’s opera The Castle of
Durande (1942), one of the key works in the history of Swiss music of the twentieth century.
The performance of Schoeck’s opera, in the traditions of late romanticism by Richard Strauss
and verismo by Eugen d’Albert, for many decades seemed absolutely impossible despite the
obvious musical merits of the work. Strategies of ‘interpretive restoration’ were aimed at
creating a new version of the opera (it was staged in 2019 at the Meiningen Theater and met
with different, sometimes contradictory, responses). First of all, the libretto created by the
Nazi writer Hermann Burte based on the short story of the same name by the 19th century
German romantic Joseph Eichendorff underwent significant revision (‘denazification’). The
extremely low literary level of the text and the abundance of ideological cliches and slogans
required the replacement of more than half of the libretto, which was essentially composed
anew and reworked into prose using suitable poetic texts by Eichendorff. At the same time,
the vocal parts were not changed: not the music was composed for the text, but the text
adapted to music. In addition, a careful study of historical documents has made it possible to
clarify the circumstances of the opera’s premiere, which took place in Nazi Berlin in 1943.
After four performances, the opera was withdrawn at the request of the ideologist of the Third
Reich, Hermann Goring: in his telegram to Intendant General Heinz Tietjen, he called the
libretto ‘obvious nonsense’ (aufgelegte Bockmist). New biographical information more fully
revealed the position of Schoeck, who was not a supporter of National Socialism. Firmly
convinced that ‘as a Swiss” he was always ‘neutral’, the composer collaborated with the
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Nazis for career reasons. Performing opera in Berlin promised him new prospects that he
could hardly count on in Switzerland. The Swiss project of ‘interpretive restoration’ raises a
whole range of issues that go beyond the scope of Schoeck’s opera and are relevant to the
entire musical theater community. It paradoxically combines two almost opposite trends: the
rehabilitation of repressed art, on the one hand, and an attempt to reconsider the attitude
towards art that has been tainted by serving the dominant ideology, on the other. Reworking
the libretto raises the question of the role of the quality and content of the text in operatic
synthesis, the possibility of completely replacing the text of the opera while preserving the
music, and the transformation of a poetic text into a prose one. Finally, and not least, is the
problem of reception: can music be ‘cleansed’ of the history of creation and perception in an
ideologized context?

BVIHOTPAJIOBA Anna CepreeBHa, kanouoam uckyccmbobedenus,
Capwiutl HAyuHbi COMpPYOHUK, CeKIMop UCHOPUU MY3biKU,
TocydapcmBennwii uncmumym uckyccmbosuanus, Mockéa,
Poccus

Anna S. VINOGRADOVA, PhD, Senior Researcher, Music History
Department, State Institute for Art Studies, Moscow, Russia

JIEMOHUUYECKHUI AHTPEITPEHEP MEPEJIIN, — KAKOB OH HA CAMOM JIEJIE?
(TTO MATEPUAJIAM ®EJIBETOHOB I1. V1. YAIIKOBCKOI0)

Mepeiuy, GamMuinsg aHTpenpeHepa HTANbSHCKOW OHepHoil Tpynmsl B Mockse,
BCTpedaeTcs B npecce Hadana 1870-X, onHaKo CBEIECHUI O HEM KpailHe Mano, a MHTPUIH,
CBSI3aHHBIC C €ro AESATENbHOCTBIO, IO-TIPEeXHEMY He packpbiThl. OH ocTaercs B HCTOPHU
poccumiickux Mwmmepatopckux TeatpoB Bo MHoroM Omaromaps I1. WM. YaiikoBckomy,
HarpaJuBIIEMy €ro AEMOHHYECKHM OpEOJIOM Ha CTpaHHLax (enbeTOHOB rasersl «Pycckue
BeIOMOCTU». B 1okiaze ocBemiaercss peanbHas jAearenbHocTs Mepemwn B Mockse B
COMOCTaBJIeHHU ¢ 00pa3oM, co3paHHbIM YaiikoBckuM-KpuTHKOM. Omnepaius Mepemmu 1o
3aXBaTy MOCKOBCKOM CLEHbl aKTHBH3WpoBaiach B ce3oHax 1869-1871. YunHOBHUKH
Ka3eHHbIX TEaTpPOB HE YCIEBAJIM pPEearupoBaTh Ha JEHCTBUS aHTPENPEHEpa, IPHBBIKIIETrO
MTHOBEHHO JIOBUTH ynady. CKpBITYIO OT IJla3 IyOJIMKM MCTOPUIO B3aWMOOTHOIICHUH
aHTepIpeHepa M AUPEKIMH MOXKHO BOCCTAHOBHUTH 10 apXUBHBIM JOKyMeHTam (oHma 659
PIAJIN. Ha mnporsxenun ce3oHoB 1871-1873 Mepemin yxe BO3MIABIL TPYHILY
UTaJbSHCKOM onepbl B MockBe u [leTepOypre, a aHra)kKUPOBaHHBIE UM COJMCTBI KYpCHUPOBaIN
Mexny cronuiamu. [IpotuB Hero BwlcTynuin YaWKOBCKHH — B TO BpeMs €AWHCTBEHHBIH
aBTOPUTETHBIN U MPO(ECCHOHANBHBIH MY3bIKAHT B MOCKBE, BEAYIINil cepbe3Hyto 00pp0y Ha
CTpaHMIIAX PEryJIApHOii rasetsl. B denbeToHax 3THX J1eT OH co3/ai U3 GUryphbl HTAIbIHCKOTO
aHTpernpeHepa MOJMHOLCHHBIH JIMTEpaTypHbIH 00pa3, mpuaan eMmy JOCTOBEPHOCTb,
MOPTPETHOCT M CLIEHMYHOCTh, HPOHMYECKU 320CTPUB €ro MH(EpHAIbHYIO HEYA3BUMOCTD IS
HaKa3zaHUs. OTOT YIauHbI XYJOKECTBEHHBIII NpPHEM — CBHJAETENBCTBO HE TOJIBKO
JIUTEPATYPHOH OAaPEHHOCTH KOMITO3UTOPA, HO U €r0 CIIOCOOHOCTH K Ta3€THBIM CPayKSHUSAM U
MOUTMHHOTO a3apTa B KadyectBe nonemucra. OJHAKO pe3yibTaThl JIEATENBHOCTH
aHTpenpeHepa Mepeiu BOBce HE OBLIM OJHO3HAYHO OTPHIATEIBHBIMH HE TOJBKO JUIS
MOCKOBCKOM TPYIIIbI, HO U B OTHOLIEHUH ONEPHOIro TBOpUecTBa YallkoBCKOrO.
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DEMONIC ENTREPRENEUR MERELLI — WHAT IS HE REALLY LIKE?
(BASED ON PYOTR TCHAIKOVSKY’S FEUILLETONS)

Merelli, the name of Moscow Italian opera troupe entrepreneur, appears in the press
in the early 1870s, but there is very little information about him, and the intrigues associated
with his activities are still not revealed. He remains in the history of the Russian Imperial
Theaters largely thanks to Pyotr Tchaikovsky, who awarded him a demonic aura on the pages
of the feuilletons of the Russian Vedomosti. These papers highlights Merelli’s real activities
in Moscow in comparison with the image created by Tchaikovsky the critic. Merelli’s
operation to seize the Moscow stage intensified in the seasons of 1869-1871. Officials of
state-owned theaters did not have time to react to the actions of the entrepreneur, who was
accustomed to instantly catching his luck. The history of the relationship between the
entrepreneur and the management, hidden from the public eye, can be restored using archival
documents from the 659 RGALI fund. During the seasons 1871-1873, Merelli already
headed the Italian opera troupe in Moscow and St. Petersburg, and the soloists he engaged
shuttled between the capitals. Tchaikovsky, at that time the only authoritative and
professional musician in Moscow, waged a serious fight on the pages of a regular newspaper,
spoke out against him. In the feuilletons of these years, he created a full-fledged literary
image from the figure of the Italian entrepreneur, gave him authenticity, portraiture and stage
presence, ironically sharpening his infernal invulnerability to punishment. This successful
artistic device is evidence not only of the composer’s literary talent, but also of his ability for
newspaper battles and genuine passion as a polemicist. However, the results of the Merelli’s
activities were not at all unequivocally negative, not only for the Moscow troupe, but also for
Tchaikovsky’s operatic work.

BJIACOB Arekceit AHapeeBwWd, achupaum, kagedpa ucmopuu
Mmy3viku, Poccutickas axademus My3viku umenu IHecunbvix,
Poccus, Mock8a

Hayunem pykoBoguTeTh — KaHOMOAT VCKYCCTBOBEIEHMS
Enyxupasze Hartana Vcupgoposna

Alexey A. VLASOV, Postgraduate Student, Music History
Department, Gnesin Russian Academy of Music, Moscow,
Russia

Scientific adviser — Natela I. Enukidze, PhD

LOHENGRIN-PARODIE: «OIIEPA BYAVILIEIO» PUXAPJIA BATHEPA B UHTEPIIPETALIUU
HoraHHA HEoMYKA HECTPOS

K 1850-m romam Puxapa Barnep cran omHo#l u3 KitoueBbIX (uryp eBpormeiickoro
MY3bIKAJIBHOrO Tearpa. M3BECTHOCTH ONEPHOro KOMIO3MTOpa MNPHILIA K HEMY HE TOJBKO
Onarozaps MOMYJIAPHOCTH €0 COYMHEHMIH, HO TaKoke M Oiaronaps npeioKeHHOH pedopme
ornepHoro Tearpa. OTAeNIbHbIE HJIEMEHTHI BArHEPOBCKOW ONEpHON pedOpMBbI, U3I0KEHHBIC UM
B crathsx «[IpousBeneHne uckyccrBa Oyaymero» u «Omnepa U ApaMa», MOXKHO HPOCIEAUTh
yke B ero panHeM TBopuectBe — <«Jlerydem romnanaue» (1843), «Tanreiizepe» (1845) u
«Jlosarpune» (1850). HecmoTpss Ha OONBIIYIO MOMYASPHOCTh Yy TeaTpPalbHOM ITyOJIMKH,
ornepbl Barnepa Hepeqko MoJBepraiuch KpUTHKE; 3aMEUaHus B OOJBbIICH CTENCHH Kacallkch
9CTETHKU KOMIIO3UTOPA M €ro B3[JIAAOB HA JIMTEPATYPHBIH TEKCT M cHelu(pHKy OIEpHOro
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crektakias. O4eHp 4acTo M3-3a TOrO ONephl Baraepa CTaHOBHIINCH OOBEKTOM PasIHIHBIX
napoauii. Tak, 31 mapra 1859 roma Ha crene Kapnreatpa Obuta mocraBieHa My3BIKAIBHO-
JIpaMaTHdecKas Tapoaus B deTblpex kapruHax «Jlosurpua» (Lohengrin) aBcTpumiickoro
npamatypra u komenuorpada Horanna Hemomyka Hectpost (1801-1862). IlepBonawansHO
9TO HPOM3BENEHHEe MUIO Mo HazBanueM «Onepa Oymymeroy» (Oper der Zukunft) kak Bropoe
orzenenue crekrakis «J{emoncrpamus Ha mone mapoxuu» (Heerschau auf dem Felde der
Parodie). TIseca Obula MOXBEPrHYTa JKECTKOW KPHUTHKE. PElEH3EHTHI OTMEYalH, 4YTO
HECTPOEBCKOro «JI09HIpHHA) HENb3sl CYMTATh MAapOIHeH, TOCKOIbKY «HH MOTHBBI, HU CIOJKET
orepsl He OBUTM NEPEBEpHYTHI C HOT' Ha TOJIOBY — YTO, COOCTBEHHO, M JIOJDKHO OBITH) B
COUMHEHMSIX IOJ00HOro jkaHpa. TeM He MeHee, IapOJMPOBAHHIO IOABEPIIIMCH MHOTHE
Ba)KHBIE acCTeKTHl JCTETHKW BarHepa, B YacTHOCTH, 4dpe3MepHasi BBICOKOMAPHOCTD,
HEECTECTBEHHOCTD M BEIYYPHOCTH JIUTEPATYPHOT'O CIIOra JTUOPETTO, CIIOKHOCTh JpaMaTypIyu.
K coxanenuto, cyqure 0 My3blke K JaHHOM Iapoauu, HanucanHod Kapinom bunpepom, He
TIPE/ICTaBIISIeTCs] BO3MOXKHBIM, ITOCKOJIBKY TapTHUTypa He coxpaHmitack. OmHako Omaromapst
PELeH3MsIM, OITyOIMKOBAaHHEIM B aBCTPUICKOH Ipecce, MOXKHO TPEIIOI0KHUTh, YTO MY3bIKa,
C OJHOM CTOPOHBI, SIBHO TMOJpakajla CTHJII0O BarHepOBCKOTO MHCbMa, a C JAPYrod —
COOTBETCTBOBaJla BKycaM M OXHJIQHUSAM ITYOJMKH BEHCKOrO HAapoOIHOro Tearpa. Takum
obpasom, «JlosHrpun» Hecrpos, Hapsiny ¢ ero npensiaymeit mbecoid «Tanreizepy» (1857), —
OJIMH U3 SIPKUX TPHMEPOB MapOANH Ha ICTETHYECKHE TPHHIIMIBI BATHEPOBCKOTO «HCKYCCTBA
Oynymeroy». B To e camoe Bpems, B TBOpueckoM Metoe HecTpos 910 He «iar B Oymymiee»,
a HaoOOpOT, THIATEIBHOE CIIEIOBAaHHE BCEM NPHHIMIIAM U MPUEeMaM, 4TO ObUIM XapaKTepHBI
JUIsL PAaHHETO IIepUoJia ero TBOPYECTBA.

LOHENGRIN-PARODIE: RICHARD WAGNER’S ‘OPERA OF THE FUTURE” INTERPRETED BY
JOHANN NEPOMUK NESTROY

By the 1850s, Richard Wagner had become a key figure in European musical theatre.
He became a famous as an opera composer not only because of the popularity of his works,
but also because of his proposed reform of opera theatre. Certain elements of Wagner’s opera
reform, which he outlined in his articles Das Kunstwerk der Zukunft and Oper und Drama,
can already be seen in his early works — Der fliegende Holldnder (1843), Tannhduser (1845)
and Lohengrin (1850). Despite their great popularity with theatre audiences, Wagner’s operas
were often criticised; the remarks were mostly concerned with the composer’s aesthetics and
his views on the literary text and the specifics of opera performance. Wagner’s operas were
often the subject of various parodies. On 31 March 1859, Lohengrin, the musical-dramatic
parody in four pictures by the Austrian playwright Johann Nepomuk Nestroy (1801-1862),
was staged at the Carltheater. This work was originally performed under the title Oper der
Zukunft as the second part of the play Heerschau auf dem Felde der Parodie. The play was
severely criticised. Reviewers noted that Nestroy’s Lohengrin could not be considered a
parody because ‘neither the motifs nor the plot of the opera have been turned upside down —
which, in fact, they should be’ in works of this genre. Nevertheless, many important aspects
of Wagner’s aesthetics were parodised, in particular the excessive high-pitchedness,
unnaturalness and pretentiousness of the libretto’s literary language, and the complexity of
the dramaturgy. Unfortunately, it is not possible to comment on the music for this parody
written by Carl Binder, as the score has not survived. However, reviews published in the
Awustrian press suggest that the music, on the one hand, clearly imitated the style of Wagner’s
writing and, on the other hand, was in keeping with the tastes and expectations of the Wiener
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Volkstheater audience. Nestroy’s Lohengrin, along with his previous play Tannhduser
(1857), is one of the brightest examples of parody of the aesthetic principles of Wagner’s “art
of the future.” At the same time, in Nestroy’s creative method it is not a ‘step into the future’
but, on the contrary, a careful following of all the principles and techniques that characterised
the early period of his work.

BJIACOBA Hartanest OsieroBHa, 0okmop uckyccmboBederus,

pyxoBodumens Hayuno-usdamenncroeo yenmpa
«Mockobckasn KoHcepBamopua», MockoBcxas
eocyoapcmbennas KoHcepbamopus. UMeH

I1. . Yaikobckoeo, Bedyuyuti  HAyuHbll  COMPYOHUK,
Tocyoapcm@ennviii  uncmumym  UCKYccmBOHANUS,
Mocxk8a, Poccus

Natalia O. VLASOVA, Dr. Habil. (Doctor of Art Studies), Head

of Moscow Conservatory Press, Senior Researcher, State N
Institute for Art Studies, Moscow, Russia .

PuxApJ1 LLITPAYC 1 MY3BIKAJIbHASI PUTOPUKA K TTOCTAHOBKE ITPOBJIEMBI

EnBa mu He maBHas ocobeHHocTh Puxapnma Illtpayca kak KoMIozuropa — €ro
HECpaBHEHHBIH Jap My3bIKAJIbBHON XapaKTepUCTHKH. IlepenaTh B 3ByKax OH MOT OYKBaJbHO
BCE: KaK BEILIM MaTepUajIbHble U KOHKPETHbIE, TAK U JIIOObIC OTBJICYCHHBIC TIPEACTABICHUS U
MOHATHSA. BHUMaHME K eTansM TeKCTa, CLIEHHYECKHX CHTYAlUi, TOBEJEHHS TOIO MJIM HHOTO
NepcoHaXka 00YCIIOBIIMBAET 0COOYIO MOABMKHOCTD, JTAOMIBHOCTD MY3BIKAJIBHOTO HU3JIOKCHHS
B €ro OIEpHBIX NapTuUTypax. B ero TBOpYecTBE B LEIOM 3Ta OCOOCHHOCTH OOBSICHSACT
CHJIbHBIE CTHJIMCTUYECKHE KOHTPACThl MEXJY OTACJIBHBIMH MY3bIKaIbHO-TEATPAIbHBIMU
MPOM3BE/ICHUSIME B 3aBUCUMOCTH OT CIO)KeTa W M30paHHOro Mmoxyca ero BorutomeHus. C
y4eTOM BO3HHMKAaBIUMX 3a1a4 B KaxaoMm npousBenenuu llrpayc Beskuii pa3 cospaBain
crienuUUecKUid Te3aypyc MY3bIKIbHBIX CPEICTB — CBOETO pOJia XapaKTEPUCTHYECKUX
¢uryp. CaMm KOMIIO3UTOp TOBOPHII B 3TOH CBSA3H O «3BYKOBBIX cuMBosax» (Tonsymbole), k
KOTOPBIM ~OTHOCHJI PHCYHOK MEJOJMYECKOW JIMHUM, XapakTepHbIH MOTUB, 0coboe
PUTMHYECKOE JBIDKEHHE B CBOCOOpa3sHOM TeMOpe W Jpyrue 3JIEMEHThl My3bIKaJIBbHOIO
n3noxeHus. Ilpu 3ToM OH Mor cBOOOAHO OOpam@aThCcsi U K YKE CYIIECTBYIOLIEMY
MY3bIKaJIbHO-UCTOPUUECKOMY MaTepHally, CoAepKaleMy B cebe OIpe/ieeHHbIe CMbICIIOBbIC
KOHHOTAaLMU (CTUJIMCTUKA IHMChMA, TOMOCHI, KaHPbl, KOMIO3UI[MOHHBIE TEXHUKH U T. I.). B
YUCIEe XapaKTEPHCTHYECKHX CPEACTB, K KoropsiM mpuberan Illrpayc, Ha3oBeMm:
1) 3ByKOHM300pa3uTesbHbIC MPUEMBI, 2) JICUTMOTHBBI, 3) HUTaThl (KaK M3 YyXKHX, TaK U U3
COOCTBEHHBIX COYMHEHHH), 4) TOHAIBHOCTD, 5) JKaHp, 6) Crocod nuckMa, 7) CTuib. B Takoit
MaHepe COYMHEHUS MOXKHO YCMOTPETh ONPENENCHHOE CXOJACTBO C HCIOIb30BAHHEM
MY3bIKaJIBHO-PUTOPHYECKHX (GUTYp B 310Xy 6apokko. OIHAKO, €ciu pUTOpuuecKre (GUrypbl
OTCBUIANIM K OOJAaCTH THITM3MPOBaHHOrO cozxepxanus, To llltpayc wucmone3yer cBoi
«pedepeHCHbI» MaTepHall B CEMaHTHYECKOM MOJIE, CO3[[aBaéMOM B JIAHHOM KOHKPETHOM
NPOM3BEICHUH. My3bIKaJbHbIE «3MOJIEMbI», MMEBIINE PaHbIIE OOLIE3HAYMMBIH XapakTep,
MIPHOOPETAIOT XapaKTep CYry0o0 aBTOPCKHUiA U TPEOYIOT MHANBHIYaIbHON AeIH(POBKY.
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RICHARD STRAUSS AND MUSICAL RHETORIC: TO THE PROBLEM STATEMENT

Perhaps the main feature of Richard Strauss as a composer is his incomparable gift for
musical characterization. He could convey literally everything in sounds: both material and
concrete things, and any abstract ideas and concepts. Special attention to the details of the
text, stage situations, and the behavior of this or that character determines the special mobility
and lability of musical presentation in his opera scores. In his work as a whole, this feature
explains the strong stylistic contrasts between separate musical and theatrical works,
depending on the plot and the chosen mode of its implementation. Taking into account the
tasks that arose in each work, Strauss each time created a specific thesaurus of musical means
— a kind of characteristic figures. The composer himself spoke in this regard about ‘sound
symbols’ (Tonsymbole), which included the design of a melodic line, a characteristic motive,
a special rhythmic movement in a unique timbre and other elements of musical presentation.
At the same time, he could freely turn to already existing musical-historical material
containing certain semantic connotations (stylistics, topoi, genres, compositional techniques,
etc.). Among the characteristic means that Strauss resorted to, we name: 1) word-painting
(Tonmalerei), 2) leitmotifs, 3) quotations (borrowed from other composer’s and from his own
works), 4) tonality, 5) genre, 6) compositional method, 7) style. In this manner of
composition one can discern a certain similarity with the use of musical and rhetorical figures
in the Baroque era. However, if rhetorical figures referred to the area of typified content, then
Strauss uses his ‘reference’ material in the semantic field created in each particular work.
Musical ‘emblems’, which previously had a universally significant character, acquire a purely
authorial character and require individual decoding.

BOWTKEBUY CsemiaHa TenHagbeBHa, Kanouoam
uckyccmbobedenus, npogpeccop xagpedps: UCHOPUU MY3biKU,
npopexmop no mbopueckoi Odesmeavrocmuy, Cudupckuil
eocyoapcmBennbiil uHcmumym uckyccmb umenu Imumpus
XBopocmoBckoeo, Kpacrospck, Poccus

Svetlana G. VOITKEVICH, PhD, Professor, Music History
Department,  Vice-Rector for Creative Work, Dmitri
Huorostovsky Siberian State Academy of Arts, Krasnoyarsk,
Russia

OsbPA3 JIEBEJIEBA B POMAHE ®@. M. JIOCTOEBCKOI'O
U JIUBPETTO A. MEJIBEJIEBA K OIIEPE M. BAIHBEPT'A «TUOT»

Cpenu repoeB pomana @. M. JlocroeBckoro «Vamor» BHHMaHHE HCCieqoBaTeneit
Hepenko mpuBiekaeT JlykbsiH TumodeeBuu JleGemeB. ITOT, Ha MEpBBIA B3I,
BTOPOCTENIEHHBIM MEPCOHAX CONMPOBOXKJIAaeT MplkuHa U PorojkuHa ¢ mepBoil BcTpeuu 10
neyanpHoro (uHajda, Ha MNPOTSDKEHMH IIEPBOM YacTHM pOMaHa HEM3MEHHO SBISETCS
Y4aCTHUKOM Ba)XKHBIX COOBITHiA, @ CO BTOPOI YacTH J0 KOHIIA NPOM3BEACHUS INPEICTaBICH
Kak Xo3siMH aoma B IlaBnoBcke, rae MpoKUBaeT KHA3b, BBICTYNIAET CBOETO POJa ONEKYHOM
JIsBa Hukonaesuya, u, o cnosam T. A. KacaTkuHo#, «IepKUT B pyKax Te TallHbIE TPy KUHBI
JEHUCTBUS, O KOTOPBIX CaM KHsI3b IPEodes Ob HIUEro He 3HATh». DTO 00YCIOBHUIO BaXHYIO
ponb JlebemeBa B mmbperro Aunekcanapa MenseneBa k omepe MeuucnaBa BaiiaOepra
«oroTy. ABTOp TEeKcTa MY3BIKabHOW Ipambl Beienser JlykpsiHa TumodecBuya B psmy
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JIPYTrUX JCUCTBYIOIMX JIMI, HANENsIs €ro, IOMHMO TEPCOHAXKHBIX, (QYHKIUIMHI
KOMMEHTaTopa U pe3oHepa. ['epoii mpeObIBacT W BHYTPH, U BHE JCWCTBHS OJHOBPEMEHHO.
JIOBOJBHO YaCTO MHTPHUTYET MYOJUKY, MOSCHIET X0 COOBITHI, MOSBIISSACH HA aBaHCIICHE C
perMKamMu a parte, 4YTO IO3BOJIIET COKPATHTh BpeMs JCHCTBUS W OOBSCHSET JIOTHUKY
MporcXosIiero. EMy nepearTcst perinka «oT aBTopay, ¢passl qpyrux repoes. [TogoOHas
MHOT'OIUIAaHOBOCTh oOpa3a JleGemeBa mpeponpeneseHa poMaHoM JlOCTOEBCKOro, Ie OH C
MEPBBIX JK€ CTPAHUI] IPEJICTaBJICH, KaK <TOCHOJUH BCE3HaiKa» M, C OJHOW CTOPOHBI,
BBICTYIIACT IOJ] MACKOHM IyTa, HO B TO € BPEMs MO3UIMOHUPYET Ce0S KaK TOIKOBATEIIS
Arnokayuricica ¥ He JIMIIEH TUIECIaBHBIX MPETEH3UN Ha pojb «MHpoIpaBuTels». IMEeHHO
JleGeneB, vHTpUrys M Wrpas Ha YyBCTBaxX TJIABHBIX T'€POEB, HCIOIBOIbL MOICIHPYET P
cuTyaryi, 1aObl BO3BBICHTBCS B COOCTBEHHBIX TIJla3ax, YHHUMIKAsCh IIPU 3TOM TIepes
npyrumu. Kpome Toro, B cBsi3n ¢ oOpa3zom JlebeneBa B THOPETTO MOSBISIOTCS BHEPOMaHHBIE
TEKCTHI, 3aUMCTBOBaHHbIe W3 mo33un . [lomonckoro u H. SI3pikoBa. IlomoOHEI TpHeM
TIOMOTAeT TITy0XKe PacKphITh WAEH, IMILUTUIUTHO 3aJI0KEHHBIE B pOMaHe.

THE LEBEDEV IMAGE IN THE NOVEL BY F.M. DOSTOEVSKY
AND LIBRETTO BY A. MEDVEDEV FOR M. WEINBERG’S OPERA THE IDIOT

Among the heroes of Fyodor Dostoevsky’s novel The Idiot, Lukyan Timofeevich
Lebedev often attracts researchers’ attention. This minor character accompanies Myshkin and
Rogozhin from the first meeting to the sad ending. He is an invariable participant of
important events throughout the first part of the novel. In the second one he is presented as
the owner of a house in Pavlovsk, where Myshkin lives, acts as a kind of Lev Nikolaevich’s
custodian, and, according to Tatiana Kasatkina, ‘holds in his hands those secret springs of
action, the prince would prefer not to know about.” This led to Lebedev’s important role in
Alexander Medvedev’s libretto for Mechyslav Weinberg’s opera The Idiot. The author of the
text distinguishes Lukyan Timofeevich from a number of other characters, giving him the
features of a commentator and reasoner. The hero is both inside and outside the action at the
same time. He often intrigues the audience and appears in the foreground with remarks a
parte and explains the course of events. Lebedev receives replicas ‘on behalf of the author’ as
well as other characters’ phrases. Such a multifaceted image is predetermined by
Dostoevsky’s novel, where he is presented as ‘Mr. know-it-all’ from the very first pages. On
the one hand, he appears under the disguise of a buffoon, but at the same time considers
himself as an Apocalypse interpreter and claims to the role of the world ruler. Lebedev while
intriguing and playing with the main characters’ feelings, gradually models a number of
situations in order to make himself bigger in his own eyes. In addition to this, there are extra-
novel texts in the libretto which were borrowed from the poetry by Yakov Polonsky and
Nikolay Yazykov.This technique helps to reveal implicit ideas hidden more deeply in the
novel.
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TABPUJIOBA JIroomwmaa BiaguMuposHa, 60Kmop
uckyccmbobedenus, — npogpeccop,  3abedyiowas  kagpedpon
ucmopuuy my3vixu, Cubupckuii 2ocyoapcmbentsiil UHCHUMym
uckyccm8 umenu Imumpus X6opocmobexkoeo, Kpacrosapck,
Poccus

Liudmila V. GAVRILOVA, Dr. Habil. (Doctor of Art Studies), Full
Professor, Head of Music History Department Dmitri
Huorostovsky Siberian State Academy of Arts, Krasnoyarsk,
Russia

«ITAHOPAMA OITEPBI XX BEKA»: M3 UICTOPUU OJTHOI'O IIUKJTIA ['JTABHOI PEJAKIIANA
MYVY3BIKAJIbHOI'O BEIIIAHUST BCECOIO3HOI' O PAJTO

B pamkax [okiaga NpHUBIEKAeTCs BHUMAaHHE K YHUKAJIBHOMY LHKIY IIPOrpaMm
I'maBHOH penakimu My3blKajdbHOro BemlaHus BcecorosHoro paano «llanopama omepsr XX
Beka». [lo cuacTIMBOM CIy4allHOCTH, B pAaclOpsDKEHME aBTOpa Ionand 7 TOMOB
OTIEYaTaHHbIX Ha MAaIlIMHKE TEKCTOB 96 pajuonepenad, KOTOPbIC MOIEKAIH YHHUTOXKEHHIO
B CBSI3M C HCTEKIINM CpoKoM XxpaHeHus. [lepsas natupyercs 8 auBaps 1968 roaa, mocnenuss
(cynst Mo MMEIOIMMCS apXUBHBIM MaTepuaiam) Bbinuia B a¢up 1 okra6psa 1971 roga. bonee
CTa NpPOU3BEACHUH 3apyOekHBIX M OTEUECTBEHHBIX KOMIIO3UTOPOB IMPO3BYYalIH B TEUEHHE
gyerblpex ce30HOB. Cpean asropoB — JIk. [Tyuumnn, P. Ilrpayc, A. IllenGepr,
W. CrpaBunckuii, H. Pumckuii-Kopcakos, JI. IllocraxkoBuu, C. Ilpokodses, [Ix. DHecky,
JI. Slnauek, 3. Komawu, II. leccay, 3. Cyxons, II. Cokonan u ap. Onepsl TpaHCIUPOBAIUCH
LETUKOM, C HM3JIOKEHUEM COJEPKaHUS Mepel KaXIbIM aKTOM, IMO3TOMY BpeMs, KOTOpOe
BBIJIEJISUIOCH HA Iepeady, JOXOIUIO N0 YeThlpex yacoB 3¢upal Ho camoe riaBHoe — 310
BCTYNUTENBHOE CIIOBO, IIOCBSILEHHOE JHMYHOCTH, TBOPUYECTBY KOMIIO3UTOPA, HCTOPHU
CO371aHMS U UCIIOIHEHHs OEp, — OHO MOTJIO 3aHMMaTh 10 50 MuHYT! A eciay nepeduciuTb
HMEHa TeX, KTO Mpe[Bapsul 3ByYaHHE Omep CBoel Oecelod, TO CTaHOBHUTCS MOHSITHOM
LIEHHOCTh COXPAHMBIIMXCS TEKCTOB (K COXXAJICHHIO, 3aIIMCH BCTYIHUTEIBHBIX TEKCTOB OBbLIN
pa3marHuuensl emie B cepeauHe 70-x romos). B mepByro ouepenp, 3to bopuc MuxaiinoBuy
SIpycTOBCKMIA: €ro BCTyNHUTENbHas Oecefa K OTKPBITHIO LUKIA O HYTSAX Pa3BUTHA JKaHpa
HanpsIMylo CBsi3aHa ¢ MoHorpadued «Ouepku o ApaMaTypruu omepbl XX Bekay, mepsas
4acTh KOTOpPOU BbIifeT mo3auee, B 1971 rogy. [loMmumo 3TOro, k OnepHOMY MPOCKTY ObLIH
IIPUBJICUEHBI BCE KPYIHBIE HCCIE0BATENN MYy3bIKaIbHOIO TeaTpa Toro Bpemenu: JI. Masens,
b. JleBuk, JI. JanuneBuy, I Illneepcon, U.HecreeB, M. Cabununa, JI. JlaHbko,
O. JleontseBa, JI. IlomsxoBa u ap. OTOENbHOrO BHUMAHHUS 3aClyKHBAIOT COBEPILIEHHO
YHUKaJIbHBIE TEKCThI | eHHamusa PoxxaecTBeHCKOro u 0030p COBETCKOM OMEpPHI C BBIACICHHEM
ee BaXHEHIIUX YepT, MpeAnpHHATHI B ofHOM u3 mepenad VHHOkeHTHEeM EBreHneBnuem
ITonoBbIM, 3aMecTUTENEM TJIABHOTO pefakTopa rasersl «CoBeTckast KynbTypay. [lopaxkaer
BBICOKHIT MPO(eCCHOHANBHBIN YpOBeHb Oecel, KOTOphble BEIHCh B 3(Hpe, MOATBEpIkKIast
MYy3BIKaJIbHO-00pa30BaTeNbHYIO0 HallPaBIeHHOCTh Hepeaad. Ha Ham B3risi, UK mepenad Ha
Bcecoro3HoM paano BhepBbIE B OTEYECTBEHHOM MY3BIKO3HAHMHU MPEACTABHI IETOCTHYIO,
Hay4HO OOOCHOBaHHYIO IAHOpPaMy ONEpbl MEpBBIX ILIECTH aecsAaTwieTHid XX Beka, a
COXPaHMBIINECS TEKCTHI 3aCTYKHBAIOT ITyONNKAINK OTACIBHBIM U3JaHHUEM.
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‘PANORAMA OF THE 20™ CENTURY OPERA’: FROM THE HISTORY OF ONE CYCLE OF THE MAIN
EDITORIAL BOARD OF MusiC BROADCASTING OF THE ALL-UNION RADIO

The report draws attention to the unique series of programs of the Main Editorial
Board of Music Broadcasting of the All-Union Radio Panorama of 20th Century Opera. By
luck, the author came into possession of 7 volumes of typewritten texts of 96 radio
broadcasts, which were subject to destruction due to their expiration date. The first dates back
to January 8, 1968, the last (judging by available archival materials) was broadcast on
October 1, 1971. More than a hundred works by foreign and russian composers were
performed over four seasons. Among the authors are Giacomo Puccini, Richard Strauss,
Arnold Schoenberg, Igor Stravinsky, Nikolai Rimsky-Korsakov, Dmitriy Shostakovich,
Sergei Prokofiev, George Enescu, Leos Janacek, Zoltan Kodaly, Paul Dessau, Eugen Suchon,
Sandor Szokolay, etc. The operas were broadcast in their entirety, with a summary of the
content before each act, so the time allocated for the broadcast reached up to 4 hours of
broadcasting! But the most important thing is the introductory speech dedicated to the
personality, work of the composer, the history of the creation and performance of operas — it
could take up to 50 minutes! And if you list the names of those who preceded the sound of
the operas with their conversation, then the value of the surviving texts becomes clear
(unfortunately, the recordings of the introductory texts were demagnetized back in the mid-
70s). First of all, this is Boris Mikhailovich Yarustovsky: his introductory conversation to the
opening of the cycle about the ways of development of the genre is directly related to the
monograph Essays on the dramaturgy of opera of the 20th century, the first part of which will
be published later, in 1971. In addition, all the major researchers of musical theater of that
time were involved in the opera project: Leo Mazel, Boris Levik, Leo Danilevich, Grigory
Shneerson, Israel Nestyev, Marina Sabinina, Larisa Danko, Oksana Leontyeva, Lyudmila
Polyakova and others. Special attention should be paid to the completely unique texts of
Gennady Rozhdestvensky and the review of Soviet opera highlighting its most important
features, undertaken in one of the programs by Innokenty Evgenievich Popov, deputy editor-
in-chief of the newspaper Soviet Culture. The high professional level of the conversations that
were conducted on air is striking, confirming the musical and educational orientation of the
programs. In our opinion, the cycle of broadcasts on All-Union Radio for the first time in
Russian musicology presented a holistic, scientifically based panorama of opera in the first
six decades of the twentieth century, and the surviving texts deserve to be published in a
separate edition.

T'OJIOBJIEB Anekcaunp WropeBwd, PhD, Odoyenm, uikoaa
ucmopuyeckux Hayk, gakyivinem eymaHumapHsix nayx, HUY
BIIID, Mock6Ba, Poccus

Alexander 1. Golovlev, PhD, Associate Professor, School of History,
Faculty of Humanities, HSE University, Moscow, Russia

OIIEPA MEX/IY BOMHOI 1 MUPOM
OPI' AHU3ALIMOHHA SI PKOHOMMKA BOJIbIIOrO TEATPA B 1945-1948 1T.

Konenr BOWHBI W TepBBIE TOCICBOCHHBIE TOABI MPEACTABISAIOT COOOH 0COOyIO
CTPaHUILy UCTOPHUHU COBETCKOro omnepHoro Teatpa. C OZHOI CTOPOHBI, 3aBEpIIACTCS MEPHUOL
9BaKyaluu U paboThl PPOHTOBBIX OpUraj, YTO MO3BOMSET BO3OOHOBUTH CTAOMIBHYIO paboTy
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tearpa B Mockse. C npyroit cToponsl, «dmubepanusm» BoerHoro Bpemenu (E. C. Brnacosa)
cMeHsieTcs 0oJiee pPEeNpecCHBHOM KyIBTYpHOH IIOMUTHKOH, pyOekaMu KOTOpOHl cTaiu
IIOCTAHOBJICHUSI IPOTHB XKYPHAIOB «3Be3na» U «Jlennarpaa» 1946 r. u onepsr B. Mypanenn
«Bemukas npyx6a» 1948 r. (BmacoBa, M. ®ponosa-Yokep u zp.). OnHako, IO CPaBHEHHUIO C
periepTyapHOi ITOMUTUKOH, OTHOCHTENHFHO MAaJOHCCIEJOBAHHBIMU OCTAIOTCS IMPUHIUIBI H
OCHOBBI XO3SlICTBEHHOI JeATeNIbHOCTH KpymHHeiiero onepHoro Tearpa Coserckoro Coro3a
(u EBpormbl) 1o cpaBHEHHIO C APYTHMH TeaTpaMH CTPaHbI, YIPaBICHYECKHX M (PHHAHCOBO-
SKOHOMHMYECKHX IPAKTHK B PaMKaX COBETCKOM ONEPHOH «HHAYCTPHUH» II0 CPaBHEHHIO C
IPYI'MMH, HECOIMAIMCTHYECKMMHU cTpaHaMu EBporel. B aToif cBsi3M 0coObIi HMHTEpeC
MIPE/CTaBIsIeT BOCHHBII M paHHUI IIOCIEBOCHHBIH IIEPHOIBI, B KOTOPHIE COBETCKOE
PYKOBOZICTBO CTOJIKHYJIOCH C BEI30BAMHU SKOHOMHYECKOH (J1e-)MOOMIN3anny, MHPIISIIHOHHBIX
TIPOLIECCOB ¥ HEOOXOIMMOCTH TO/IePKUBATh MTPECTIKHBII KalnTal COBETCKOH KYJIBTYPHI B
KoHTeKcTe 00pbObI ¢ HarmsMoM u yrepxaeHHs CCCP kak HOMMTHYECKOH M KyJIBTYpHOI
cBepxJiepkaBbl. Ha ocHoBanum HeuccnenoBaHHbIX JokyMeHTOB PIAJIU, TAP® u PTACIIN
OyzeT crenaHa MOIMBITKA IPOAHAIM3UPOBATH IO3AHECTAINHCKUM IEPHOA B YIPaBICHUU
TeaTpoM, poib (PMHAHCOBO-DKOHOMHYECKMX HMHCTPYMEHTOB B (DOPMHUPOBAHHMHU BIIACTHBIX H
COLIMAIIBHBIX CTPYKTYpP COBETCKOW omepbl. I1llespocTh B ayIOKaIlMU PECypcoB CO CTOPOHBI
«mapruu-rocynapcrsa» (I1. KeHes), OTCyTcTBHE JKECTKOTO ayIUTOPCKOTO KOHTPOIS H
TOJUIP)KKA CPABHUTEIBHO BBICOKOTO COLMAIBHOTO CTaTyca 3Be3s bomblmioro — KOTOphIi
KOHTPacTHPOBaJI CO CKPOMHBIM YPOBHEM 3apIular pabouux Tearpa — OBUIM HE MeHee
Ba)XHBIMH HWHCTPYMEHTaMH MpPEBpPALCHUs TeaTpa B YIPaBIIEMyI0 MHPUIBOPHYIO OIEpy
CTaJMHU3MA, YeM TUCHMIUTMHAPHO-PETIPECCUBHBIE KammaHuu obpasua 1936 u 1948 rr. wmun
&Ke TOAJEepIKUBaeMas PeXUMOM JTUpeKTopckas uexapaa. [IpusunernposanHocts bombioro
JEMOHCTPUPYETCS POCTOM MHBECTULMH M AedHLmTa OI0KeTa Oepbl, KOTOPbIH JOCTHIaeT B
9TOT mepuon cpeaneeBponeiickux 3Hauenuit (b. peBHsxk u gap.). CrajuHcKHH ammup
PacnpoCTpaHsICA He TOJIBKO Ha 3CTETHKY, HO M HA SKOHOMHKY HCKYCCTBA.

OPERA BETWEEN WAR AND PEACE:
THE ORGANIZATIONAL ECONOMY OF THE BOLSHOI THEATER IN 1945-1948

The end of the war and the first post-war years represent a special page in the history
of Soviet opera theater. On the one hand, the period of evacuation and of front-line brigades
has ended, which allows normal operations of the theater in Moscow to resume. On the other
hand, wartime ‘liberalism’ (Ekaterina Vlasova) is replaced by a more repressive cultural
policy, the signposts of which were the decisions against the magazines Zvezda and
Leningrad in 1946 and the opera The Great Friendship by Vano Muradeli in 1948 (Vlasova,
Marina Frolova-Walker et al.). However, in comparison with repertoire policies, the
principles and fundamentals of the economic activities of the largest opera house in the Soviet
Union (and Europe) compared with other theaters in the country, managerial, financial and
economic practices within the Soviet opera ‘industry’ against the backdrop of other, non-
socialist, countries, remain relatively understudied. In this regard, the wartime and early post-
war periods are of particular interest, as the Soviet leadership faced the challenges of
economic (de-)mobilization, inflationary processes and the need to maintain the prestigious
capital of Soviet culture in the context of the fight against Nazism and the establishment of
the USSR as a political and cultural superpower. Based on previously unexplored documents
from RGALI, GARF and RGASPI, an attempt will be made to analyze the late Stalinist
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period in theater management, and the role of financial and economic instruments in the
development of power and social structures of Soviet opera. Generosity in the allocation of
resources from the party-state (Peter Kenez), absence of strict audit control and buttressing
the relatively high social status of the Bolshoi stars — which contrasted with the modest level
of salaries of theater workers were no less important tools for turning the theater into a
controlled court opera of Stalinism than the disciplinary and repressive campaigns of 1936
and 1948, or regime-supported directorial reshuffles. The Bolshoi’s privileged position is
demonstrated by the growth of investments and the opera budget deficit, which during this
period reaches average European values (Boguslav Drewniak, among others). The Stalinist
Empire style extended not only to the aesthetics, but also to the economics of art.

TOPOEEB Ilérp HwukomaeBwd, 0okmop ucmopuueckux Hayx,
cmapuwi HAY4HbIL COMpYOHUK, Kagedpa pyccKoil Ucmopuu
(XIX-XXI  68), Poccuiickuil eocydapcmbentiviil
nedaeoeuueckui yrnubepcumem umenu A. V. Iepyeua, e.
Canxm-Ilemepbype, Poccus

Petr N. Gordeev, Dr. Habil. (Doctor of History), Senior Researcher,
Department of Russian History (19th-21st Centuries), The
Herzen State Pedagogical University of Russia, Saint-
Petersburg, Russia

OIIEPA M PEBOJIIOLNS: BOJIBIIONM TEATP HA PYBEXE 1917-1918 1T.

B nokmanme, OCHOBaHHOM IIPEMMYIIECTBEHHO Ha apXHMBHBIX MaTepuanax u3
Poccuiickoro rocyzapcTBEHHOrO —apxMBa JIMTEpaTypbl M HCKyccTBa, Poccuiickoro
rOCYJapCTBCHHOIO apXuBa 3KOHOMHKH, POCCHIICKOro rocynapcTBEHHOrO HCTOPHUYECKOTO
apxuBa, LlentpanbHoro rocynapcrsentoro apxusa Cankr-IlerepOypra u I'ocynapcrBeHHOrO
LEHTPAIBHOIO TeaTrpalbHOro My3esi uMeHH A. A. baxpymuna, BrepBble HOIpoOHO
HCCIIeIyeTCsl IEPEIOMHBII Mepuon B UcTopuu bonbioro teatpa. OKTIOpbCKasi PeBOIIOLIHUS
cTajia LIOKOM JUIs TPYHIbl bonblioro tearpa, yCUIMBIIMMCS BCIIEICTBUE pasrpoMa 3JaHUH
OBIBILIMX MMIIEPATOPCKUX TEATPOB B JHHM YIU4YHbIX OoeB B Mockse. IlepBoHavanbHOM
peakuueli apTUCTOB CTalo NPUCOSAUHEHHE K OOWKOTY OOJIBLIEBUCTCKOM BIIACTH, B KOTOPOM
ydacTBoBajia B KoHIIe 1917 r. Bcs ka3eHHas CLEHa M 3HAYUTENbHAS YacTh IOCYAapCTBEHHBIX
cnyxamux. Ho ycToH4MBOCTb JIEHMHCKOTO MPAaBUTEIbCTBA BCKOpPE MOPOAMIA KoyeOaHus B
TpYIIe HaCYeT MPaBHIBHOCTU BHIOPAHHOrO Kypca. VX ycuiaeHHIo criocoOCTBOBAIO U JOIroe
npeObiBaHKe n3bpaHHOro suzepa Teatpa, JI. B. CobunoBa, BHe MOCKBBI, U ONpe/eaeHHas
OIIO3UIIMOHHOCTh  BonbLIoro TeaTpa NETPOrpajCcKoOMy PYKOBOACTBY —TeaTpabHOTO
BE/IOMCTBa, Ha3Ha4YEeHHOMY elle npu BpemeHHoM mnpaButenbcTBe. OIHHM M3 Ba)KHEHIIMX
BOIIPOCOB OBLT (buHAHCOBBIN (mpeacraBuTenu COBETCKOI0  TMPaBUTENBCTBA,
KOHTPOJIMPOBAaBIINE OAHKOBCKYIO CHCTEMY, NPEISTCTBOBAJIM BbIJauye JKaJOBaHbS HE
NPU3HABABIIMM MX BJACTH CIy)KalluM). PykoBoaurensM bonbimoro Tearpa NpHXOAMIOCH
CUMTAThCA M C TO3WLHMEHl TEXHUYECKOrO IIepCOHajta, B OONbLICH CTENEHM CKIOHHOTO K
MOTYMHEHUIO OONBIIEBUKAM, 4eM apTHCThl. Cpeau MOCIeTHHX TaKXKe OTCYyTCTBOBAIIO
€IMHCTBO: B TPYMIE CIOXWICA ONOK, mpoTuBocTOosiBIMI COOMHOBY, UTO B HTOTE CTalo
OJHOM W3 TPHYMH €ro OTCTaBKH. OTH OOCTOATENbCTBA OOYCIOBHIM CIOXHBIH H
MIOCTCTICHHBIH, HO HEOOpaTUMBIN Mepexoji Tearpa II0J BJACTh OOJBLICBHKOB, IJIABHBIM
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MIPEACTaBUTENEM KOTOPBIX U1l TEaTpPaTbHOTO BEIOMCTBA OBUI HApKOM IIPOCBEINCHHUS
A. B. Jlynauapckuii. [laHHBIM Tpomecc, BIPOYEM, CONPOBOXKAAICS — BBIPAKCHUSIMU
Hecorjacusi Kak CO CTOPOHBI OTJENBHBIX apTHCTOB, TaK M ITyOJHMKH, MPUHUMABIIAX MOPOI
JIOCTaTO4YHO APKUH XapakTep.

OPERA AND REVOLUTION: THE BOLSHOI THEATER AT THE TURN OF 1917-1918

The paper, based mainly on the archival materials from the Russian State Archive of
Literature and Art, the Russian State Archive of Economics, the Russian State Historical
Archive, the Central State Archive of St. Petersburg and the State Central Theater Museum
named after Alexei Bakhrushin, for the first time examines in detail the turning point in the
history of the Bolshoi Theater. The October Revolution was a shock for the Bolshoi Theater
troupe, intensified by the destruction of the buildings of the former imperial theaters during
the days of street fighting in Moscow. The initial reaction of the artists was to join the boycott
of the Bolshevik government, in which the entire state scene and a significant part of
government employees participated at the end of 1917. But the stability of Lenin’s
government soon gave rise to hesitation in the troupe about the correctness of the chosen
course. Their strengthening was also facilitated by the long stay of the elected leader of the
theater, Leonid Sobinov, outside Moscow, and a certain opposition of the Bolshoi Theater to
the Petrograd leadership of the theater department, appointed under the Provisional
Government. One of the most important issues was financial (representatives of the Soviet
government, who controlled the banking system, prevented the issuance of salaries to
employees who did not recognize their authority). The managers of the Bolshoi Theater had
to reckon with the position of the technical staff, who were more inclined to submit to the
Bolsheviks than the artists. There was also a lack of unity among the latter: there was a block
in the troupe that opposed Sobinov, which eventually became one of the reasons for his
resignation. These circumstances led to a complex and gradual, but irreversible transition of
the theater under the power of the Bolsheviks, whose main representative for the theater
department was the People’s Commissar of Education Anatoly Lunacharsky. This process,
however, was accompanied by expressions of disagreement both on the part of individual
artists and the public, which sometimes took on a rather vivid character.

T'OPEJIVIK $IHa AJjteKcaHOpOBHa, cmydewmka 4 kypca, kagpedpa
AHAAUMUYECK020 MY3bIKOSHAHUSA, KOPPEKIMop 3AeKNpPOHHO20
HAYuHO20 nepuoduteckoeo usdanus «CoBpemenHvie npodaembl
MY3biko3HAHUA», Poccutickas —akadeMus MY3biKu  UMEHU
TI'necunwvix, MockBa, Poccus

HayunbIil pyKoBoguTeb — IIOKTOP McKyccTBoBerneHms: Cycmako
VipuHa IleTpoBHa

Yana A. GORELIK, 4th Year Student, Analytical Musicology
Department, Proofreader, Peer-reviewed open-access online
journal Contemporary Musicology, Gnesin Russian Academy
of Music, Moscow, Russia

Scientific adviser — Irina P. Susidko, Dr. Habil. (Doctor of Art
Studies)
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OPKECTPOBOE IUCbMO B OIEPE «HOC» 1. 1. LIOCTAKOBUYA

Penyranus IllocrakoBuya Kak BBIIAIOLIETOCS MacTepa OPKECTPOBKU IIPU3HAHA BCEMU
MY3BIKOBEIaMH, KOTOpBIE OOpamIaiuch K €ro TBOpYECTBY. BakHOe METOROIOrmdecKoe
3HAQUCHHE HUMEIOT TeopeTHdYecKHne paboThl ero coBpeMeHHHKOB — 0. B. Jlenucosa,
A.T. Olautke, I'.II. JmurpueBa, B KOTOpPBIX paccMaTpUBAETCS OPKECTPOBOE IMHUCHMO
KOMIIO3UTOpa TIPEUMYIIECTBEHHO B CHM(OHHYECKHX Ipom3BeneHusx. OmHako pa3bopom
onepHoro TBopuectsa IllocrakoBruya 3aHumacs aums Jlenucos. B onepe «Hoc» oH oTmeTHi
OpKecTpoBBIe (P(HEKTHI IIPU XapaKTEPUCTHKE OTACIBHBIX IIEPCOHAXKEH, PAaCCMOTPET SMH30.IbI
¢ SIpKOi TeMOpoBOH M300pa3UTENFHOCTHIO M COHOPHBIMHU KoMILIeKcaMy. OTTalKHBasiCh OT
Takoi xapaxrepuctuku [leHucoBa, B IoKjazne paccMarpuBaeTcs HOBbIM ans IllocrakoBuua
KaMepHBbIi BUJ opkecTpa B onepe «Hoc» 1 TeXHUKa OPKECTPOBOro MUChMa Ha JIBYX YPOBHAX
— (oHMUECKOM W KOMITO3MIMOHHO-JpaMaTypruieckoM. B mepBoM ciydae OTMEUYEHBI
0COOCHHOCTH B TpPAaKTOBKE HWHCTPYMEHTOB W JIEHTTeMOpoB. Bropoii BaxkHON mpoGiemoit
CTaHOBUTCSI B3aWMOCBSI3b OPKECTPOBKH C JIpaMaTyprHed OIephl, crienu(uka OpKeCTPOBOH
(daxTypbl, OOYCIOBICHHas MOHT@)XHBIM IIPHHIWIOM, M HETHIIMYHAs CBS3b BOKAJIBHOTO
HavaJsia ¢ MHCTpyMeHTanbHbpIM. Ocoboe MecTo 3aHMMaeT MOIu(pOHHMS, KOTOPOil OoraTa orepa.
B3anmoneiictBue opkectpa ¢ pa3nuYHBIMHA THOMH(OHMYeCKUMH (OopMaMH  TO3BOJSIET
TOBOPUTH O BEAYIIMX THIAX OPKEeCTPOBOH (akTypsl B omepe — Iu(QepeHInpoBaHHON
KBa3UIyaHTUIMCTHYECKOH U OCTUHATHOM.

ORCHESTRAL WRITING SHOSTAKOVICH’S IN THE NOSE

The reputation of Shostakovich as an outstanding master of orchestration is
recognized by all musicologists who have studied his works. The theoretical works of his
contemporaries, such as Edison Denisov, Alfred Schnittke and Georgy Dmitriev, have
important methodological value as they examine the composer’s orchestral writing primarily
in symphonic compositions. But it was only Denisov who studied Shostakovich’s opera
works. In the opera The Nose, he highlighted the orchestral effects of specific characters’s
featurings, examined episodes with vivid timbral imagery and sonorous complexes. He
building, a based on Denisov’s characterisation, this report explores a new chamber-like
orchestral approach in Shostakovich’s opera The Nose and the techniques of orchestral
writing on two levels — phonic and compositional-dramaturgical. In the first case, the special
features of instrument interpretation and timbral qualities are noted. The second important
issue is the interplay between orchestration and the drama of the opera, the specific texture of
orchestration determined by the montage principle, and the atypical connection between the
vocal and instrumental elements. Polyphony, which is abundant in the opera, holds a special
place. The interaction of the orchestra with various polyphonic forms allows us to discuss the
leading types of orchestral texture in the opera — differentiated quasi-punctilistic and
ostinato.
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TOPAUMX  Bnagumup  Bmagumwuposwa, — kandudam
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Vladimir V. GORYACHIH, PhD, Associate Professor, Music
Theory Department, Saint Petersburg Rimsky-Korsakov
State Conservatory, Saint Petersburg State University,
Associate Professor Department of History of West-
European and Russian Culture, Saint Petersburg, Senior
Researcher, Academic Music Publications Department,
State Institute for Art Studies, Moscow, Russia

YUCIIOBAS CUMBOJIMKA B MY3BbIKAJIbHOM JIPAMATYPIUA
«ITMKOBOM JIAMBI» I1. 1. HAIKOBCKOI'O

Opnepxxumocth ['epmMaHHa TPOHKOHM, CEMEPKOM M Ty30M, KOTOpbIE MOCIE PACKPBITHSA
TaiHbl NPU3PAKOM TpaUHU «HE BBIXOAWIM W3 €r0 TOJOBBI U ILIEBEIMINCH Ha €ro rydaxy,
«IIPecIeJOBaIN €ro BO CHE, IPUHUMAs BCE BO3MOXKHBIC BHIbI», — OJHA U3 CaMbIX APKUX U
3aIIOMHHAIOIINXCS XYA0XKECTBCHHBIX HAXO/IOK B ITYIIKMHCKOW MOBECTH. BO3MOXHO, MMEHHO
9Ta ujes, ynayHo noxxsaueHHas M. M. YallkoBCKHM U pa3BUTast yXKe B IpelHa3HAUaBLIEMCS
s H. C. KnenoBckoro nepBoHa4yaabHOM JIHOPETTO («OUEHb YOauYHOMY, IO OIpPEACICHHIO
I1. 1. YaiikoBCKOro), OMOrJia KOMIO3UTOPY TOPsU0 YBIeubCs ClOxeToM «[IMKOBOI JaMbly.
HakonuBiuuecs 3a npoleaume rojisl OTelbHble HAOIIOAECHUS Hajl OTPAXXEHUEM YHCIIOBOM
CHMBOJIMKH B JINTEPATYpPHOM M MY3bIKJIBHOM S3bIKE ONEPbI CTABST MEpPeJ HCCIIeI0BATEIEM
BOIPOC: HACKOJBKO palMOHANeH ObUI 3TOT MpOLECC B KOMIIO3UTOPCKOM CO3HaHUM
YaiikoBCKOro, UACT JH pedb 00 OTACNBbHBIX NPHEMax M JETATAX XyHOKECTBEHHOI'O TEKCTa
WIM O CO3JaHUM CAMOCTOSITENIBHOrO IUIAHA  «CJIIO)KHOTO  MHOI'OMEpPHOI'O  LIEJIOro)
(M. 11I. boudenpa) «IuxoBoii mamb»? VIMEHHO COBOKYIMHOCTb MPOSBJICHHN 3TOrO ILIAaHA,
€ro JICHCTBUE B MY3bIKaJbHOW IpaMaTypryi Ha YPOBHE pummuku (PUTMUYECKUX PHCYHKOB U
¢buryp, o0pa3oBbIBAIOLIMX I'PYIIILI U3 TPEX, CEMHU M JABEHAJUATH NIUTEIBHOCTEH), Mempuru
(naubonee mokaszarenieH BbIOOp peakoro pasmepa 12/8 u mpumanue emy Jeitcratyca B
naptuu ['padunn), eapmonuu (TPexXakKOpIOBbIE IIEMOYKH), a0a (LIETOTOHHOCTh HE TOJIBKO
BHOCHUT (paHTAaCTHUECKUH KOJIOPHUT, HO M CTAHOBHUTCS OJJHUM M3 «CTPOHUTEIBHBIX SJIEMEHTOBY),
monansiozo niana (NH kak BakHEHIINi TOHANBHBIA LEHTP), MY3bIKATLHOZO CUHMAKCUCA
(«TPOMYHOCTBY» B OpPraHU3allMd MOTHUBOB U (pa3), Mer100uku M — IUPE — memMamusmad, a
TaKKe Komnosuyuu (y)xe B MHTPOLYKLIMH 0003HAa4YEHBI TPH IVIaBHBIE JICHTTEMBI, 2 caMa OHa
MOXET OBITh YHONOOJIEHa eIMHMIE-TY3y B CTPYKTYpe M3 TPEX aKTOB M CEMH KapTHH)
yOexaaeT B TOM, 4TO Iepe]] HAMH — IIEJIOCTHAsl CUCTEMa, B TaKOM Maciutabe, BEpOSTHO,
BIIEpPBbIE pean30BaHHasi B MUPOBOM omnepHoi ituteparype. [Ipu 3tom YaiikoBckuil HUre He
MepPeCTynaeT TOHKYIO TIpaHb, IOCIE€ KOTOPOl BO3HMKIA OBl yrpo3a MEXaHHYHOCTH U
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HCKYCCTBEHHOCTH B OpPraHU3AIlUK XYI0XKEeCTBCHHOM TKaH!. BOBJIEKas B POIECC €€ CO3TaHus
KaK TPUBBIYHBIC JJIsI CIYIIATEIS, TAK ¥ HOBBIE CPEJICTBA BHIPA3UTEIIBHOCTH, SIBHBIC, JIEKAIIIHE
Ha MEPBOM IUIaHE BOCIPHSATHS IPHEMBI, U JEHCTBYIOIINE MOACIYIHO, Ha GECCO3HATEIHHOM
YPOBHE, KOMIIO3UTOp CO34aeT B My3bike «IIMKOBOM [ambl» O3KBHUBAJIEHT TOW CaMOM
OIEPIKUMOCTH ITYIIKAHCKOTO Te€pPOsi M OIHOBPEMEHHO — TAMHCTBEHHONM MHCTHYECKOM
aTMocdepbl IIOBECTH.

NUMERICAL SYMBOLISM IN THE MUSICAL DRAMATURGY
OF THE QUEEN OF SPADES BY PYOTR TCHAIKOVSKY

Herman’s obsession with the three, seven, and ace, which, after the secret of the
winning cards was revealed by the ghost of the Countess, ‘perpetually running through his
head and continuously being repeated by his lips,” ‘haunted him in his dreams, taking on all
possible forms,” is one of the most striking and memorable artistic discoveries in Pushkin’s
stories. Perhaps it was precisely this idea, successfully picked up by Modest Tchaikovsky and
developed already in the initial libretto intended for Nikolai Klenovsky (‘very successful,’
according to Pyotr Tchaikovsky), that helped the composer become so passionate about the
plot of The Queen of Spades. Individual observations on the reflection of numerical
symbolism in the literary and musical language of an opera accumulated in recent years pose
the question to the researcher: how rational was this process in the composer’s consciousness,
whether we are talking about individual techniques and details of the literary text or about the
creation of an independent plan for a ‘complex multidimensional entity’ (Maurice Bonfeld) of
The Queen of Spades? It is the totality of this plan’s manifestations, its action in musical
dramaturgy at the level of rhythm (rhythmic patterns and figures forming groups of three,
seven and twelve notes), metrics (the most indicative is the choice of the rare size 12/8 and
giving it key importance in the Countess’s part), harmony (three-chord chains), mode (whole
tone not only adds a fantastic flavor, but also becomes one of the ‘building elements”), tonal
scheme (h/H as the most important tonal center), musical syntax (‘trinity’ in the organization
of motives and phrases), melodic and — more broadly — thematic, as well as composition
(three main leitthemes are presented already in the introduction, and an introduction itself can
be likened to an Ace in a structure of three acts and seven scenes) convinces us that we
probably look at the integral system implemented for the first time in world opera literature
on such a scale. At the same time, Tchaikovsky never crosses the fine line, after which there
would be a threat of mechanicalness and artificiality in the organization of artistic fabric.
Involving in the process of its creation both familiar to the listener and new means of
expression, obvious techniques that lie in the foreground of perception, and those operating
on an unconscious level, the composer creates in The Queen of Spades’s music an equivalent
of that very obsession of Pushkin’s hero and at the same time a mysterious mystical
atmosphere of the story.
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I'YJIb3APOBA MHecca CepreeBHa, npogeccop, kagedpa ucmopuu
mysbiku  u kpumuky, TocyoapcmBennas KoHcepBamopus
V3bexucmana, Tawxenm, V30exucman

Inessa S. GULZAROVA, Professor, Department of Music History
and Criticism, State Conservatory of Uzbekistan, Tashkent,
Uzbekistan

®dury1MH CA®APOB — MACTEP OIEPHOU PEXXUCCY PbI

Jloknax — TOCBALIEH  WM3BECTHOMY  ONEPHOMY  PEXHCCEPY  TAIIKEHTCKOTO
TlocynapcrBennoro bonemoro tearpa nmenn A. Hason ®@upynnny CarrapoBudy CadapoBy
— HapomHOMY apTHCTy Y30ekncrana u AsepOaiipkana, naypeary I ocymapcTBeHHON
npeMun, npodeccopy. 3a 3aciyrd B OOLIECTBEHHOW M MY3BIKAJIbHOW AESATENBHOCTH OH
HarpaxzaeH opnaeHoM «byrok xm3mariapu ydyH» B Y30ekucraHe W Menanbio «Taparrm»
(«IIporpecc») B AsepOaitmkane. CeromHss OH HPHHAUICKUT K 3aMedaTeNIbHOW IUIese
MIPU3HAHHBIX KOpU(eeB onepHoro Teatpa. Ero nms cocrapisieT ropJocTh U ClIaBy HE TOIBKO
y30eKckold, HO M a3epOaiiykaHCcKol KyapTypbl. He ciydaifHO ero Ha3bpIBalOT CHIHOM JBYX
HapOIOB, BIHCABIIMM HE OJIHY 30JIOTYIO CTPaHHILy B pa3BHTHE ONEPHOI'0 MCKYCCTBa 0OOMX
rocynapctB. Ha cuery CacdapoBa CBBIIIE INECTHACCATH CIEKTAKIEH M3 COKPOBHIIHUIIBI
MHPOBOH MY3BIKaJbHON KYJIBTYPHl M KOMITO3UTOPOB Y30EKHCTaHa, MHOTHE W3 KOTOPBIX
CTaJI TeaTpaibHON Kiaccukoi. COpoK M3 HUX OBUIM IOCTaBJCHBI Ha CIEHE TAalIKEHTCKOTO
I'AbTa umenu A. HaBom, cpenu koTopbIx Takue mieneBpbl, kak: «®aycr» L. I'yHo,
«Tpybanyp» u «Oremno» k. Bepmu, «Kapmen» XK. buze, «Camcon u [Jammna» K. Cen-
Canca, «[IuxoBas namay I1. HaiikoBckoro, «I1étp Ilepsbiit» A. IlerpoBa, «OrueHHbIi aHrem»
C. IlpokodneBa, «IIpomenku Maiicapey C. FOgakoBa u MHorume apyrue. CHeKTakin
CadpapoBa, KaK IIPaBHIIO, 3pEIIMILHbI ¥ AUHAMUYHBL. O HUX HAIIMCAHO HEMAJIO BOCTOPKEHHBIX
peueH3uil, B KOTOPBIX €ro Ha3bIBAalOT HOBATOPOM OIEPHOM CLEHbI, MAacTepOM ONEpPHOH
pekucCypbl. ABTOpP paccMaTpUBAET 3Tallbl JKH3HU BBLAAIOLIETOCS JAESTENs MY3bIKAIbHOIO
TeaTpa, €ro CTAHOBJIEHHE U POJb B MY3bIKaJbHOM MHUpE, @ TaKKE B PAa3BUTHU OINEPHOTO
HCKYCCTBa B Y30€KUCTaHe.

FIRUDIN SAFAROV AS A MASTER OF OPERA DIRECTING

The report considers Firudin Sattarovich Safarov, the famous opera director of the
Tashkent State Academic Bolshoi Theatre of Uzbekistan named after Alisher Navoi, National
Artist of Uzbekistan and Azerbaijan, laureate of the State Prize, professor. For his services to
public and musical activities, he was awarded the Buyuk Hizmatlari Uchun Order in
Uzbekistan and the Taraggi Medal (Progress) in Azerbaijan. Today he belongs to a
remarkable galaxy of recognized luminaries of the opera house. His name is the pride and
glory of not only Uzbek, but also Azerbaijani culture. It is no coincidence that he is called the
son of two peoples, who has written more than one golden page in the development of opera
art in both countries. Safarov has performed over sixty performances from the treasury of
world musical culture and composers of Uzbekistan, many of which have become theatrical
classics. Forty of them were staged on the stage of the Tashkent Alisher Navoi Concert,
among which such masterpieces as: Faust by Charles Gounod, Il Trovatore (Troubadour) and
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Otello (Othello) by Giuseppe Verdi, Carmen by Georges Bizet, Samson et Dalila by
Camille Saint-Saéns, The Queen of Spades by Pyotr Tchaikovsky, Peter the Great by Andrey
Petrov, The Fiery Angel by Sergei Prokofiev, The Tricks of Maysara by Suleiman Yudakov
and many others. Safarov’s performances are, as a rule, spectacular and dynamic. Many
enthusiastic reviews have been written about them, in which he is called an innovator of the
opera scene, a master of opera directing. The author examines the stages of the life of an
outstanding master of the opera scene, his formation and role in the musical world, as well as
in the development of opera art in Uzbekistan, thanks to his active creative activity.

OETTSIPEBA Haranbs VIBaHoBHa, Ookmop uckyccméoBedenus,
npogpeccop,  kagpedpa  ucmopuu  3apy0exHOU  MY3bIKU,
Canxm-Ilemepbypeckas eocydapcmbennas koHcepBamopus
umeny  H. A. Pumckoeo-Kopcaxoba, — Canxm-Ilemepbype,
Poccusn

Natalia I. DEGTYAREVA, Dr. Habil. (Doctor of Art Studies), Full
Professor, Western Music History Department, Saint
Petersburg Rimsky-Korsakov State Conservatory, Saint
Petersburg, Russia

B COaBTOPCTBE C in cooperation with

IDKABATIOBA Maxpy3a Husamu KbI3BI, couckameb YueHou
cmeneny kanoudama uckyccmbobedenus, kagpedpa ucmopuu
3apybexHotl MY3blKl, Canxm-Ilemepbypeckas
eocyoapcmbennasn komcepbamopus umenu H.A. Pumckoeo-
KopcaxoBa, Canxm-Ilemepbype, Poccus

Hayunplin pykoBommTells — JOKTOP  WCKYCCTBOBEHEHVIS
Hertapésa HaTaips VIBaHoBHa

Makhruza Nizami kyzy DZHAVADOV A, Applicant for PhD degree
in Arts, Western Music History Department, Saint Petersburg
Rimsky-Korsakov State Conservatory, Saint Petersburg, Russia

Scientific adviser — Natalia 1. Degtyareva, Dr. Habil. (Doctor of
Art Studies)

ONEPA AXMEJIA AITHAHA CAWII'YHA «O3COM» —
KYJIbTYPHO-TIOJIUTUYECKUI ITPOEKT U XY JJOXKECTBEHHOE COBBbITUE
B TYPELIKOI MY3BIKE XX BEKA

19 wmons 1934 roma B AHKape cocTosiiack IpeMbepa omepsl Axmena AqHaHa
Caiiryna «O3coit». Huunmaropom ee co3gaHusi ObUT TEpPBbIA MNPEe3UAEHT TyperKoi
pecniyonuku Mycradga Kemanp ArtaTiopk. OH BBICTYMWI B KadecTBE CBOSOOPa3HOTO
KypaTopa, CONpPOBOXKAABILETO IIPOSKT HAa pasHbIX CTAIMAX IOATOTOBKM: OT BbIOOpa
MO3THYECKOT0 HCTOoYHMKA (mepcuackuii smoc «lllaxname» @upmoycu) U ompeneneHUs
OCHOBHBIX HZEW B €r0 MHTEPIIpPETAINU 10 Ha3HaueHus jqudpertucta (Mynup Xaiipu Oremn)
u komnosuropa (27-neruuit Axmen Axxad Cairyn). OmHAM W3 MPHOPHTETOB ATaTIOpKa
SIBISIOCH CTPEMJICHHME BBIBECTH HAI[MOHAIBHYIO MY3BIKAIBHYIO KYIBTYpy Ha YpPOBEHB
COBPEMEHHBIX  JOCTHKEHHM  3amaJHOEBPOIEHCKOrO0  MCKYCCTBa. Unes  co3pmaHus
HAIIMOHAIBHOH Omepel — TepBOil B uCTOpHH Typenkoil pecrnmyOluKd — OpTraHUYHO
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BIIMCHIBAIACh B KOHTEKCT pe()OpMATOPCKUX HAUYMHAHHUHN, OHAKO MPOEeKT «O3Ccos» OKpalleH
HE TOJIbKO B KYyJIBTYPHBIE, HO U B IOJIUTHYECKHE TOHA: IPEMbEPA OINEPbI, IPUYyPOYCHHAS K
opHULMaNbHOMY BH3UTY HpaHCKoro muzaepa Pesbi-maxa Ilexmesw, Obula mpu3BaHa
CrocoOCTBOBAaTh YKPEIUICHUIO TYPELKO-UPAHCKUX OTHOEHUH. Morusbl «lllaxHame» B
«O3coe» cBsA3aHbI C JlereHaoi o godnectHoM DepuiyHe U ABYX €ro ChIHOBbSX-ONU3HENAX:
Type, npaBuresne TIOPKCKUX 3eMenb, 1 Mpemxe, npasurene Vpana. Pa3simydeHHble KO3HAMU
37010 ayxa OpaTbsi BOCCOEIHMHSIOTCS TONBKO B (pUHAIE OHEphbI, NPUYEM ITOT SMU30I B
IPEMBEPHOI MOCTaHOBKE ObUI CHMBOJMYECKM OOBITPaH Kak akT OpaTaHus TYpELKoro U
UPAHCKOrO HApPOIOB, POICTBEHHBIX II0 ITHUYECKUM HCTOKaM H KynbType. B «O3coey,
onepHoM nepBeHue CaiiryHa, KOMIIO3UTOP CTOJKHYJCA CO CIOXKHOH MYy3BIKaJIbHO-
npamarudeckoil 3amaueil. Jlerenna o ®epumyHe COCTaBISET CIOXKETHYIO OCHOBY TOJIBKO
MepBOro U3 TPeX aKTOB Omepsl. Bo BTOPOM M TpeTbeM akTax AEHCTBUE NEPEHOCUTCS B
Typuuto BpemeH pacnaza OcMaHCKOH MMIIEpHH M 00pa30BaHUs PECITyOINKH; B 3MHYECKOEe
MOBECTBOBAHHE IIPOHMKAIOT 4YEPThl TOJUTHYECKOH XpoHMKH. Ho cBsf3um ¢ njerenuoit
COXPAHSIOTCA — B COOBITHSX U MEPCOHaKaX HOBEHIIEH TypEeLKOH UCTOPHHU alIeropuiecKu
BOCIIPOU3BOLATCST KOJUIM3MM U 00pasbl ckasanus o PepunyHe. Cymurb O My3BIKAJIBHOM
pemenn «O3cos» Mbl MOXKEM TOJNBKO Ha OCHOBaHHM IIEPBOTO aKTa, TaK KaK HOTHBIN
MaTepHall BTOPOr0 U TPEThEro akToB yrpadeH. CaliryH, mpuBep)keHen pe)OopMaTOpPCKUX
uneil Aratiopka, cTHIeHAMaT PecmyONMKM W HeJaBHUH BBITYCKHUK Haprokckoi Schola
Cantorum, BOOpYXCHHBIH 3HaHMEM KOHTPAINyHKTa, My3bIKaJbHOH Jpambl Barepa,
11e/1eBPOB GapOYHOro U MO3AHEPOMaHTHYECKOTr0 HCKYCCTBa, oOpamtaercst B «03coe» K ONBITY
€BPOMNEHCKON OImepel, HO TPAKTYyeT €ro HHAMBUIYanbHO. OO0 3TOM CBUIETEIBCTBYIOT
KOMITO3MIIUSL M ApamMaTyprust (CBOOOIHOE, IIOAYAC MOHTA)KHOE COEJMHEHHE MY3BIKATIbHBIX U
PasrOBOPHBIX DMH307I0B, CKBO3HOE WHTOHALIMOHHOE DPAa3BUTHE B YCIOBHO «HOMEPHOMH»
CTPYKTYpE), CTUIIMCTHKA (AEKIaMallMOHHBIA XapaKTep BOKAIbHBIX NApTHH, (aKTypHbIE
peIleHHs); TIpU 5TOM CKBO3b 3allaJHOEBPOIEICKYI0 OCHOBY OTYETIMBO IPOCTYHAIOT
TypelKUe HAlMOHAIBHBIE YEPTHI, YTO OCOOEHHO OIIYTUMO B PUTMHUYECKOM U TEMOPOBOM
acriektax. IlomoOHoe mepecedueHune Tpaguuuidi Bocroka u 3amaja CTaHOBUTCS ONHOH W3
XapaKTepHbIX TeHACHIINI B TypeLKoit My3bike XX Beka.

OPERA OzsoY BY AHMED ADNAN SAYGUN,
A CULTURAL AND POLITICAL PROJECT AND AN ARTISTIC EVENT
IN TURKISH MUSIC OF THE 20™ CENTURY

On June 19, 1934, the premiere of Ahmed Adnan Saygun’s opera Ozsoy took place in
Ankara. The initiator of its creation was the first President of the Republic of Turkey Mustafa
Kemal Atatiirk. He acted as a kind of curator, supporting the project at different stages of
preparation: from choosing the poetic source (the Persian epic Shahnameh by Ferdowsi) and
determining the main ideas in its interpretation to the appointment of the librettist (Munir
Hayri Egeli) and composer, who became 27-year-old Ahmed Adnan Saygun. One of
Atatlirk’s priorities was to bring national musical culture up to the level of modern
achievements of Western European art. The idea of creating a national opera — the first in
the history of the Republic of Turkey — fit organically into the context of reformist
endeavors, but the Ozsoy-project was colored not only in cultural, but also in political tones:
the premiere of the opera, timed to coincide with the official visit of Iranian leader Reza Shah
Pahlavi, was intended to contribute to the strengthening of Turkish-Iranian relations. The
motifs of Shahnameh in Ozsoy are connected with the legend of the valiant Fereydun and his
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two sons-twins: Tur, the ruler of the Turkic lands, and Iraj, the ruler of Iran. Separated by the
wiles of an evil spirit, the brothers are reunited only in the finale of the opera, and this
episode in the premiere production was symbolically played as an act of fraternization
between the Turkish and Iranian peoples, who are related in ethnic origins and culture. In
Ozsoy, Saygun’s operatic firstborn, the composer faced a complex musical and dramatic task.
The legend of Fereydun is the plot basis for only the first of the opera’s three acts. In the
second and third acts, the action is transferred to Turkey at the time of the collapse of the
Ottoman Empire and the formation of the Republic; features of political chronicle penetrate
the epic narrative. But the connection with the legend is preserved — the events and
characters of modern Turkish history allegorically reproduce the collisions and images of the
tale of Fereydun. We can judge the musical solution of Ozsoy only based on the first act,
since the musical material of the second and third acts has been lost. Saygun, a follower of
Atatiirk’s reformist ideas, a scholarship holder of the Republic, and a recent graduate of the
Schola cantorum in Paris, armed with knowledge of counterpoint, Wagner’s musical drama,
and masterpieces of Baroque and late Romantic art turns to the experience of European opera
in Ozsoy, but treats it individually. This is evidenced by composition and dramaturgy (free,
sometimes montage combination of musical and conversational episodes, through intonation
development in a conventionally ‘number’ structure), stylistics (declamatory nature of vocal
parts, textured solutions); at the same time, Turkish national characteristics appear through
the Western European basis, which is especially noticeable in the rhythmic and timbre
aspects. Such crossing of East and West traditions becomes one of the characteristic
tendencies in Turkish music of the 201 century.

OEMYEHKO Anexcanap VBanosm4, doxmop
uckyccmbobedenus, — npogeccop,  eAaBHbIL  HAYUHBII
compyonux u pyxoBodumens Mexoynapooroezo yenmpa
KOMMNAEKCHBLX xy00KecmBerHbLx uccaedoBanuil,
Capamobckas  eocyoapcmBennasn  koHcepBamopua UMeHU
JI. B. Cobutoba, Capamobexuii eocydapcmBeHHblil
yHubBepcumem umenu H. I. YepnoimeBeroeo, Capamob,
Poccua

Alexander I. DEMCHENKO, Dr. Habil. (Doctor of Art Studies),
Full Professor, Chief Researcher and Head of the
International Center for Complex Artistic Research,
Saratov State Sobinov Conservatoire, Saratov State
Chernyshevsky University, Saratov, Russia

PyccKknii My3bIKAJIBHBIN ABAHT AP/
HAUYAJIA XX BEKA U «HOC» [I. HIOCTAKOBUYA

JlocTaToO4HO  IIMPOKUH  CMEKTP XYJAOKECTBEHHOTO IMOHCKa B  TBOPYECTBE
MPEACTaBUTENICH paHHEro aBaHrapJa B PYCCKOM My3bIKe: IOIMTOHATHHOCT U
MHOTOCEKYHIIOBass akkopauka (B. PeOukoB), aTroHanbHOCTP W NPUHLMUIBI CEpUITHON
opranuzaimu 3BykoBoro marepuaia (E. ['omsimies, H. PocnaBerr), onmbIThl 4eTBEPTUTOHOBOM
My3bIkd (A. ABpaamoB, W. Beimaerpanckwii, A. Jlypee, M. MatiommH), mpeaBOCXUIICHHE
MyaHTWINCTUKA W MHHUMalu3Ma, amnpoOamusi TPHEMOB IIyMOBOM, KOHKPETHOH U
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anekTpoHHOH  My3blkH  (A. Jlypre, H. OOyxoB),  KOHCTPYKTHBHO-ypOaHHCTHYECKHE
yerpemnenust (B. JlemeBoB, A. MoconoB). K 3Tolf maHopame pycCKOro My3bIKaJbHOTO
aBaHrapja HEOOXOIMMO IIPHCOCIMHUTH TEX TBOPIOB HCKYCCTBA, TBOPUYECKUE HMCKaHUS
KOTOpBIX OBUIM HE MEHee WHTEHCHBHBI, a IDIOJOTBOPHOCTh HAYMHAHUNA OKa3anach
HCKIIIOYUTENIFHO Ba)KHOW — mMerorcs B BHAy no3aamii A. Ckpsoun, WM. CrpaBuHCKHE U
C. [IpokodpreB. He meHbineii cmenocThio HoBanuit orimyancs u panauid 1. [llocrakosud,
caMbIM paJUKalIbHBIM OIycoM KoToporo crana omepa «Hoc». OcHOBHEIE TIapamMeTpsl ee
«aBaHTapIHOCTU»: IPOTECKOBAs HAIIPABICHHOCTb, IAPOIUITHAs IIPUPOAA, 1apaJ0KCaIbHOCTh,
screTrka alcypha, CryIIEHHBIH KPUTHIOM3M, JIEMOHCTpaTWBHAs  HECTaHAAPTHOCTD
MIPEJCTaBICHYECKOr0 JIelicTBAa M  OKCIEPUMEHTAIBHBIM XapakTep HWHCTPYMEHTAIBHON
MTAPTHUTYPHI.

RussIAN MUSICAL AVANT-GARDE
IN THE EARLY 20™ CENTURY AND THE NOSE BY SHOSTAKOVICH

Quite a wide range of artistic research in works from the early avant-garde in Russian
music: polytonality and mnogozonovaya the little cord on it (Vladimir Rebikov), atonalism
and serial principles of organization of sound material (Yefim Golyshev, Nikolay Roslavets),
experiments chetvertichnogo music (Arseny Avraamov, Ivan Vyshnegradsky, Arthur Lourie,
Mikhail Matyushin), the anticipation of pointilistic and minimalist testing techniques noise,
concrete and electronic music (Lurie, Nikolay Obukhov), structurally-urban aspirations
(Vladimir Deshevov, Alexander Mosolov). It is necessary to attach to this panorama of the
Russian musical avant-garde those creators of art, whose creative searches were no less
intense, and the fruitfulness of the undertakings proved to be extremely important — | mean
the late Alexander Skryabin, Igor Stravinsky and Sergei Prokofiev. No less daring
innovations differed and early Dmitry Shostakovich, the most radical opus of which was the
opera The Nose. The main parameters of its ‘avant-gardism’: a grotesque direction, parodic
nature, the paradox, the aesthetics of the absurd, condensed criticism, demonstrative standard
attitudinal action and experimental nature of instrumental scores.

OEHVCOB Anppent Bragummposwd, dokmop uckyccmboBederis,
npocgpeccop, xkagpedpa ucmopuu 3apybexHoi mysviku, Cankm-
Iemepbypeckas eocyoapcmBernan  koHcepBamopus UMeHU
H. A. Pumckoeo-Kopcakoba, Canxm-Ilemepbype, Poccua

Andrei V. DENISOV, Dr. Habil. (Doctor of Art Studies), Full
Professor, Western Music History Department, Saint
Petersburg Rimsky-Korsakov State Conservatory, —Saint
Petersburg, Russia

MHTEPTEKCTBI B «<HEPHOU MACKE» K. ITEHJEPELIKOI' O
BUIEHUS ATIOKAJIMIICUCA

Onepa «Yepnas wMacka» K. Ilenpeperkoro (1986) comepXUT MHOXKECTBO
MY3bIKAJIBHBIX ILIMTaT, UMEIOLIMX pasHoe mpoucxoxaeHue. OHM 00pa3yloT TP TPYIIIBL:
MartepHall XopajoB (B IEPBYIO Odepelb — JIIOTEPAHCKUX); HEMELKHE TaHIeBaJbHbIE U
TIECEHHBbIE HMCTOYHWKH; mpou3BeaeHus camoro [lennepernxoro (Te Deum u «llombckmit
PexBuemy). [lepBoncrounnk nmudperro — apama ['. XaynTManHa — BKIIIOYaeT (parMeHTHI
U3 Pa3NUYHBIX JIMTYPTHYECKMX U OWONEHCKHX TEeKCTOB, Cpend HUX €CTb U BCe
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ucronb3oBanHble [lenmepenknm xopanbl (kpome Dies Irae). Vix cemanTuka (CBsS3aHHAs C
oOpa3aMy TOKasHUS M TACCHOHHOW TEMOH) BIIOJIHE OTBEYAET COJACPIKAHUIO COYMHEHHS, B
KOTOPOM BEIYIIYIO pOib 3aHIMaeT o0pa3 CMepTH Kak Hen30eKHOro (prHama KHU3HU JH000Tr0
yenoBeka. HarmoMHmM, 4To0, COTIIacHO CIOXKETY Omepbl, oouraTtensiM bonbkeHxaliHa yrpoxaer
yyma; ee aeiicTBre pa3BopauuBaeTcs B 1662 roxy, nmocie TpuauaTuineTHeil BOWHEL, B (HHAIE
npom3BeieHus (KOTopkiii cam [leHaepenkuit HazBan «[lsickoit cMepTny) norubarot Enumss
u Bennraa. CHMBOJIMYHO, YTO KIFOUEBYIO POJIb CPE/IM LIUTAT 3aHMMaeT xopai Aus tiefer Not,
BEICTYTIAIONIMI B KaUeCTBE CBOEOOPA3HOI0 JISHTMOTHBA Bcero codnHeHus. Emie onqna murara
— O Haupt voll Blut und Wunden — 3Byuut B Bepcuu, uaenrnaHoi Ne63 u3 «Crpacreit mo
Margero» U. C. baxa. Co3HaTeIbHO JONMYIIEHHBI aBTOPOM aHAXPOHU3M B JaHHOM CITydae
(dopMHupyeT BHEBPEMEHHOW paKypc BOCIIPHSATHS NMPOUCXOAAIINX B orepe coObITHi. B TO ke
BpeMsi, KOMIIO3UTOP HCIIONB30BaJl MaTepHall, OTUYETIMBO HAIOMHHAIONIMH HE TOJIBKO 00
HCTOPUYECKOM BPEMEHH, HO M MeCTe JISUCTBUS CIOKeTa (TaHIeBaIbHast My3blka J. PeycHepa,
cunesckoro kamenmpMmeiictepa XVII Beka, paboTaBmiero Hemaneko OT bonbkeHxailiHa).
OOparieHne e K aBTOIUTaTaM, Cy/s [0 BCEMY, TPECTaBIIsIeT aBTOPCKUH B3TJISI, BO3BEIIAst
TaKKe O Tparmdeckux coObITHsX XX Beka, B TOM uucie — Bropoil MupoBoii BoitHe (OHM
uHcnupupoBany nossienne «llombckoro PexBuemay). Takum oOpa3zom, mutaTel B «HepHoit
Macke» He TPOCTO (OPMHUPYIOT aTFO3MH Ha KOHKPETHYIO MY3BIKAJIBHYIO HCTOPHUYECKYIO
TPajuIMIO, & BOIUIOIIAIOT AMAJIOr MEXAY MPOUUIBIM M HACTOSIIMM — Ha YPOBHE Kak
CIOXKETa, TaK U €ro My3bIKaJIbHOW HHTEpPIIPETaIHu.

INTERTEXTS IN DIE SCHWARZE MASKE (THE BLACK MASK) BY KRZYSZTOF PENDERECKI: VISIONS
OF THE APOCALYPSE

The opera Die schwarze Maske (The Black Mask) by Krzysztof Penderecki (1986)
contains many musical quotes that have different origins. They form three groups: material
from chorales (primarily Lutheran); German dance and song sources; works by Penderecki
himself (Te Deum and Polish Requiem). The primary source of the libretto — the drama by
Gerhart Hauptmann — itself contains fragments from various liturgical and biblical texts,
among them are all the chorales used by Penderecki (except Dies Irae). Their semantics
(associated with images of penitence and the theme of passion from gospel) fully corresponds
to the content of the work, in which the leading role is occupied by the image of Death as the
inevitable finale of any person life. According to the plot of the opera, the inhabitants of
Bolkenhayn are threatened by a plague; its action takes place in 1662, after the Thirty Years’
War; in the finale of the work (which Penderecki called The Dance of Death) Yedidya and
Benigna die. It is symbolic that the key role among the quotations is occupied by the chorale
Aus tiefer Not, which acts as a kind of leitmotif of the entire work. Another quote — O Haupt
voll Blut und Wunden — sounds in a version identical to No. 63 from The Matthew Passion
by Johann Bach. The anachronism deliberately allowed by the author in this case forms a
timeless perspective on the perception of the events taking place in the opera. At the same
time, the composer used material that clearly recalled not only the historical time, but also the
geographical location of the plot (dance music by Esaias Reusner, a 17" century Silesian
composer who worked near Bolkenhayn). The appeal to autoquotations, apparently,
represents the author’s view, also recalling the tragic events of the 20" century, including the
Second World War (they inspired the appearance of The Polish Requiem). Thus, the quotes in
Die schwarze Maske do not simply form allusions to the concrete musical historical tradition,
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but embody a dialogue between the past and the present — at the level of both the plot and its
musical interpretation.

OVCEHOBA [unapa MaxmamoBHa, npenodagament,
Mysvikasvroe  yuuauwje npu  CIK  umenu
JI. B. Cobumnoba, wacpedpa meopuu  Mysviku U
Komnosuyuu, pykobodumenv Llenmpa xpearmuBroix
UHOYCIpul, Capamobckaa  eocydapcmbennan
roncepBamopus umenu JI.B. Cobunoba, Capamo8,
Poccus

Dinara M. DISENOVA, Teacher, Music College at the
Saratov State Conservatoire, Lecturer, Department
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Center for Creative Industries, Saratov State
Sobinov Conservatoire, Saratov, Russia

MEJIMAOIIEPA B COBPEMEHHOM OTEYECTBEHHOM MYV 3bIKAJIbHOM TEATPE
HA IIPUMEPE OIIEPBI «ITPO3A» B. PAHHEBA

B noxnmane Oyner paccMOTpeH COBPEMEHHBIH BHJ OHNEPHOrO0 CHEKTaKiId —
Menuaornepa. B oTeuecTBEeHHOM MY3BIKO3HAHWH TEPMHH BIIEPBBIE OB HCIIONB30BaH B CTAaThe
«Memunaonepa: Mexay mnpouuibiM U Oyaymmm» MysbikoBena Enenst Hukonmaepoil. B
HCTOPHYECKOM 0030pe CTaThbd aBTOp IPOCIEKUBACT TEHICHUMH BO3HUKHOBEHHS
MeMaoIepsl B onepHoM Tearpe BTopoi moiaoBuHbl XX—XXI BB. Tak, cpean mpeanocbuIok
BO3HHKHOBEHHS BBIJIENACTCS:

- OTKa3 OT HappaTHBHOCTH M CMEILCHHS aKIEHTa Ha BU3YaJbHYIO COCTABIIAIOLIYIO B
¢enomene nocrapamaruueckuit teatp. [lo cimoBam X.-T. Jlemana: «moBopoT “oT Teatpa
00pa3oB” 10 “TeaTpa CMEIIAHHBIX MEAMIHBIX CPEACTB”, ‘‘Tearpa MyJIbTUMEANHHHOTO” WU
“reaTpa NpeACTaBICHUS ».

- yrBepxaeHue B 1950-1960 romax OTIENBHOrO HAIpaBIEHUS — MEIUAUCKYCCTBA,
OCHOBY KOTOPOI'O COCTaBJISIOT BHAEO, ayAHO, KOMIBIOTEPHbIE TEXHOJIOTUH, UHTEepHET. OnuH
U3 OKaHPOB MEIMAMCKYyCcCTBA — BHJIOAPT, OKA3aBIUMH HauOoiblllee BIMSHHE Ha
MY3bIKaJIbHBIN TeaTp.

- BOSHUKUIMH M3 BIMAHUA BUAEOAPTa JOKYMEHTAJbHBIM MY3BIKAJIbHBIH BUIEOTEATP
C. Paiixa u ero aBTOpCKHIA )KaHp BUAEO-OIEPA.

Mezua B Meuanepe aBTop paccMaTpHBAeT B IBYX 3HAYCHHUSX:

1) KaK HEOTIENMMBIN OT JAEHCTBHS CTPYKTYPHBIN MaTepHall, HHaue rOBOPS, MEAUa 0
TepMuHONIOrUd M.I'. ApaHOBCKOTO CTAHOBHUTCS CTPYKTYPHO-CEMAHTUYECKUM HHBAPHAHTOM
XaHpa; 2) Kak CPeAcTBO st 3G(HEKTHOr0 BHU3YalbHOTO BOIUIOIICHHS (MyJIbTHMEIHITHBIC
MPOEKIIMHU, BUIEOPAH, POTO U3 apXHUBOB, TOKYMEHTAJIbHASI XPOHHUKA).

B kauectBe mpumepa cOBpeMEHHON Meauaonepsl mnpenctaBieHa omnepa «lIpozax»
(2017) xommosutopa Bnamumupa PanneBa (1970). OcoOeHHOCTH ONEpHl COCTOMT B
JIBYCOCTABHOM JIMOPETTO, B OCHOBE KOTOPOro — (parMeHTsl Tekcra noBecTu «CTermby»
A.YexoBa (1860-1904), BbIpakcHHBIE Yepe3  BOKAJIbHYK  COCTABIAIONIYIO, &
MEUAUHCTATALMS NPEJCTABICHA BH3YAJIM3UPOBAaHHBIM TEKCTOM — «IIOCTMOJEPHOBOT0»
pacckaza «Kenux» FO. MamieeBa (1931-2015). Tak, omepy MOKHO OTHECTH W K KaHPY
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JIUTEPATypHOH, B KOTOPOM YaCTMYHO MIM IIOJHOCTBKO BOCIPOMU3BOAUTCA  TEKCT
JIUTEPATypHOrO0 NEPBOUCTOYHUKA «KaK OH €CTh» C IIOCIEN0BATEIbHBIM DPa3BEPTHIBAHUEM
¢abyner. [IpomenaHHBIii aBTOPOM aHAIU3 B3aUMOJEHCTBUS MY3BIKAJIBHOTO M BU3YaJIbHOTO
Hayajl B OIepe MO3BOJIIET NMPUWTH K BBIBOLY, YTO COYMHEHHE PaHHeBa — spKuil mpuMmep
COBPEMEHHOI MeIUaonepsl, TAe BUACOPS CIYKUT OCHOBOM ONEpHOH JpaMaTypruu, TOIZa
KaK MY3BIKQJIBHOE HAa4aJIo JINIIb CONPOBOXIaeT AeiictBre. Takum 00pa3oM, HHHOBAIIMOHHEIE
O0COOEHHOCTH MEIHAaoIepsl II0Ka3bIBalOT, 4T0 B XXI BeKe MPOUCXOAUT pPACIIMPEHHUE
JKaHPOBBIX I'PaHUILL OLICPHOI'O JKaHpa B LIEJIOM, alleJIMPYs K HOBOH 3CTETHUKE CIIYIIATEILCKOrO
BOCIIPUATHSL U HOBOH 3CTETUKE «TI0CTOOIIEPHOr0 MY3bIKJIIBHOTO T€ATpay.

MEDIAOPERA IN THE MODERN RUSSIAN MUSICAL THEATER ON THE EXAMPLE OF THE OPERA
PRrROSE BY VLADIMIR RANNEV

The paper considers the modern type of opera performance — mediaopera. In
Russian musicology, the term was first used in the article Media Opera: Between the past and
the Future by musicologist Elena Nikolaeva. In the historical review of the article, the author
traces the trends of the emergence of mediaopera in the opera theatre of the second half of the
20th and 21st centuries. So, among the prerequisites for the emergence, it stands out:

- the rejection of narrative and the shift of emphasis to the visual component in the
phenomenon of post-dramatic theater. According to Hans-Thies Lehmann: “the turn ‘from the
theater of images’ to the ‘theater of mixed media,” ‘multimedia theater’ or ‘performance
theater’.”

- the approval in 1950-1960 of a separate direction — media art, which is based on
video, audio, computer technology, and the Internet. One of the genres of media art is video
art, which has had the greatest impact on musical theater.

- the documentary music video theater of Steve Reich, which arose from the
influences of video art, and its author’s genre of video opera.

The author considers media in the media sphere in two meanings:

1. as a structural material inseparable from action, in other words, media, according to
Mark Aranovsky’s terminology, becomes a structural and semantic invariant of the genre;

2. as a means for effective visual embodiment (multimedia projections, video series,
photos from archives, documentary chronicle).

The opera Prose (2017) by composer Vladimir Rannev (1970) is presented as an
example of a modern media opera. The peculiarity of the opera consists in a two-part libretto,
based on fragments of the text of the story The Steppe by Anton Chekhov (1860-1904),
expressed through a vocal component, and the mediainstallation is represented by the
visualized text of the ‘postmodern’ story The Groom by Yuri Mamleev (1931-2015). Thus,
the opera can also be attributed to the literary genre, in which the text of the literary source is
partially or completely reproduced ‘as it is” with the sequential unfolding of the plot. The
author’s analysis of the interaction of musical and visual principles in opera allows us to
conclude that Rannev’s work is a vivid example of modern media opera, where the video
sequence serves as the basis of opera dramaturgy, whereas the musical principle only
accompanies the action. Thus, the innovative features of the media opera show that in the
21st century there is an expansion of the genre boundaries of the opera genre as a whole,
appealing to the new aesthetics of listener perception and the new aesthetics of the ‘post-
operatic musical theater.’
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OBPA3bI JIYXOB B OINEPE «KOBOJIb/» 3. BATHEPA
U VX TTAPAJIJIEJIA B 3ATIAJTHOEBPOIIEVICKOM ®OJIKJIOPE

H300paxeHne CBSI3W MHpa JKUBBIX M MHpPa MEPTBBIX B HCKYCCTBE HMEET JIaBHHE
TpaauliK, KOPHH KOTOPOHM ClIelyeT HCKaTh B pHUTyallaX M OObIYasX APEBHUX JIIOJEH.
EcTecTBeHHBIN CTpax Mepel CMEPThI0 W IMOKOMHMKAMH HAaXOIHUT CBOE BOILUIOIIEHHE B
MHOTOUHCIECHHBIX YCTHBEIX M IMHCEMEHHBIX (DONLKIOPHBIX HCTOYHHMKAX (B OCOOEHHOCTH
CPEITHEBEKOBBIX), TJIe TIPEJICTABIICHBI Pa3HOOOPa3HbIC BUJIBI HEXKUTH — OT PYCAJIOK U YIIBIPEeH
JI0O BaMIUPOB U TMOJTEPreiicToB. OTH CyIIECTBA HEPEAKO CTAHOBHJIUCH TEPOSMH
JINTEPATYPHEIX, KUBOMKCHLIX, MY3BIKAIBLHEIX MPOM3BeacHui. HanbGonpyo monyaspHocTsb
TaKHe CIOXKEThl Ha4yaJW MPUHOOpETaTh OJIMKE K 3MOXE POMAHTH3MA, a Takke B Hadaie XX
BeKa. B 3TOT meproj Ha ClieHax MY3bIKaJbHBIX T€ATPOB IOSBJISIOTCS HOBBIE IIPOU3BEICHUS, B
OCHOBE KOTOPBIX JIeXKAaT JIETCHIbl WM CKa3KH O TIOTYCTOPOHHUX cuiaX. Cpemu
KOMITO3UTOPOB, 0OPAIIABIIUXCS K H300PaKEHHIO TYXOB U MPU3PAKOB B MY3bIKE, OBLT M CHIH
Puxapna Baruepa — 3urdpuzg Baruep (1869-1930), Hanucasiumii onepy «Ko6onsm» (1903).
CHOKeT OIephl 3aTparuBacT BOMPOC O COOTHOIICHUH JTHYHOTO CYACThsl M CUACThs APYruX. B
«Kobonbae» nepea riaBHOM reporHeii onepsl — BepeHoit — cTouT 3aaya criaceHus IyXOB
JIeTeli — KOOOJBJOB, YMEPIIBICHHBIX B MIIAJCHYCCTBE COOCTBEHHBIMH MAaTEpsIMU H
3aCTPSABIIMX Ha T'PAHUIC MEXIY MHPOM JKHBBIX M MEPTBBIX. V30aBUTHh WX OT CTpamaHHH
MOYET JIMIIb JOOPOBOJIBHAS CMEPTh MOCIEAHEr0 U3 IeTel poaa. IMEHHO Mo3ToMy MpHU3paKu
YMEPILIUX JETCH SBIISIOTCS MOJIOAOM JeByiike BepeHe, koTopas BBIHY)XICHAa CICIaTh
HEIIPOCTON BBHIOOP MEXAY COOCTBEHHBIM CYACTHEM M CUACTHEM KOOOJBIOB. TpakTOBKa
KOOONBIOB B omepe Barbepa orindyaercs OT TpajAMLUUMOHHOW. B 3amagHoeBporeiickoM
(hosbKIIOpEe KOOOJIBIBI YaCTO U300PaKAIOTC MATEPUAIM30BAHHBIMHU JyXaMHU 3€MJIU, KOTOPbIE
MpUOIMKEHBI K THOMaM U JOMOBBIM. K0O0JIbjbI HEPEAKO BBIMONHSIOT (hYHKIIMIO XPaHUTENIEH
JIOMAITHEro0 o4yara ¥ MOryT MOMOraTh 110 XO3SIMCTBY MJIM BPEAMTH JItosaM. B omnepe Barnepa
KOOOJIB/IbI HAIIOMHHAIOT MPH3PAKOB — OHH MOTYT BTOPraThCS B CHBI JIFOJCH, HEBUIMMBI,
HECIOCOOHBI K B3aMMOACUCTBHIO ¢ (Gu3mueckuM MupoM. Kak W mpu3pakd, OHH HE MOTYT
CaMOCTOSITEJIBHO TIepecedb TIPAHMIy MEXKIY MHPOM JKHBBIX H MHPOM MEPTBBIX I10
OIPE/ICICHHBIM TPUYMHAM, M Uil M30aBICHHS OT MY4YCHHH MM TpeOyercs MOMOIIb —
MPUHECEHHE UCKYITUTELHOU JKEPTBBL.

IMAGES OF SPIRITS IN THE OPERA DER KOBOLD BY SIEGFRIED WAGNER
AND THEIR PARALLELS IN WESTERN EUROPEAN FOLKLORE

The depiction of the connection between the world of the living and the world of the
dead in art has a long tradition, the roots of which should be sought in the rituals and customs
of ancient people. The natural fear of death and the dead is embodied in numerous oral and
written folklore sources (especially medieval ones), where various types of undead are
represented — from mermaids and ghouls to vampires and poltergeists. These creatures often
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became the heroes of literary, pictorial, and musical works. Such plots began to gain the
greatest popularity closer to the era of romanticism, as well as at the beginning of the XX
century. During this period, new works appeared on the stages of musical theaters, based on
legends or fairy tales about otherworldly forces. Among the composers who turned to the
depiction of spirits and ghosts in music was Richard Wagner’s son, Siegfried Wagner (1869—
1930), who wrote the opera Der Kobold (1903). The plot of the opera touches on the question
of the ratio of personal happiness and the happiness of others. In Der Kobold, the main
character of the opera, Verena, is faced with the task of saving the spirits of kobold children
who were killed in infancy by their own mothers and stuck on the border between the world
of the living and the dead. Only the voluntary death of the last of the children of the family
can save them from suffering. That is why the ghosts of dead children appear to a young girl,
Verena, who is forced to make a difficult choice between her own happiness and the
happiness of the kobolds. Interpretation of kobolds in the Wagner’s opera is different from
the traditional one. In Western European folklore, kobolds are often depicted as materialized
spirits of the earth, who are close to dwarves and brownies. Kobolds often serve as guardians
of the hearth and can help with household chores or harm people. In the Wagner’s opera
kobolds resemble ghosts — they can invade people’s dreams, are invisible, and are unable to
interact with the physical world. Like ghosts, they cannot cross the border between the world
of the living and the world of the dead on their own for certain reasons, and to get rid of their
torment they need help — making a redemptive sacrifice.

EHYKW/3E Harana VicupopoBHa, kandudam uckyccmbobederus,
doyenm, xagpedpa ucmopuu Mysviku, Oekaw, UCOPUKO-
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akademus. Mysviky uMeHu IHeCuHblX, CMApWiUil HAYYHbIE
compyoHux, cexkmop ucmopuu mysviku, Iocyoapcmbenuiil
uncmumym uckyccmbosuanua, Mockba, Poccus
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«E1IE PYCJIAH U JTIOAMUIIA»: OB OJJHOM KOMWYECKOM JIBOMHUKE OIEPBI M. M. T'JIMHKK

B otnuuue ot «0Kusnu 3a naps», npembepa Bropoit onepsl M. W. ['munku «Pycnan u
Jionmuna» (27 wHosiOpst / 9 nexabpst 1842 roma) Obuta BeTpedeHa Oe3 JHTYy3Ma3Ma.
IToctaHOBKa BbI3BaJa MHOTOYKCICHHbIE OTKJIMKH B IIpecce, B TOM 4HUCIE BECbMa
kputnueckue. OZHAKO OTO3BAINCH HA HEe HE TONBKO KpUTHUKM. CITyCcTsl HEONTOe BpeMs
rocse MpemMbepsl Ha cieHe AnekcaHapuHckoro teatpa B Cankr-IletepOypre yBHAENO CBET
counnenne H. ®. Jlunadopca (ncesmonnm Akcens) «Emne Pycnan u Jlrogmuna, nwin HoBbrit
JIOM CcyMacIlequnX». HeKoTOpbIMU 3pUTENsIMH Ibeca Oblla BOCIPUHATA KaK MAapoaus Ha
onepy I'nmuHkH, oqHako ero He Obuta. Kak cripaBe/UTMBO OTMETHII aHOHMMHBII 0003peBaTeib
razeTsl «CeBepHas Im4ena», COYMHEHHE «CKOPee OTHOCHUTCS K TOMY paspsay MHeC, KOTOPBIH
¢bpanmy3sr HasbiBalor d propos-vaudeville. OH He MMeeT HHKAaKOro OTHOLICHMSI K OIepe,
KpOME TPEANOCIEAHEH CIEHBI, TA¢ T. MapThIHOB, MOCAKEHHBIH B OOYKY CyMAacCIICAIINM,
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B

MOET ¢ BeApOM Ha ronoBe Ha MoTuB ['onmoBel m3 “Pycmanma m Jlrogmummer ”: “Kro mue
oMOXkeT” | T.A.». IIo4TH OTHOBPEMEHHO C 3THM CIEKTaKJIeM, NPHOIM3UTEIBHO B SHBApe
1843 roma, B Kpyry apuCTOKPAaTOB-TEATPaJiOB IOSBHJIACH HACTOSIIAS TApOAWs, TOYHEE,
napooutinoe 1ubpemmo ¢ IOYTH TeM ke HazBaHueM — «Emie Pycnan u JIrommmnay. 3aMeicen
npunamnexxan M. H. JlonruaoBy, a ero coaBTopaMu CTajiM oduiep JIeHo-rBapaun
rycapckoro monka 3. A. Abaza u xaBanepuiickuii opunep /1. B. Memepnnos. Cpenu apyrux
napoauitHeix muoperTo «Eme Pycnan m Jltonmuia» BeIIenseTcss HECKOINBKUMU (aKTOpaMHu.
Bo-miepBEIX, OueHb OONBIIMM OOBEMOM: aBTOPHI MEJAHTHYHO CIEAYIOT 3a ISTHAKTHBIM
OPHUTI'MHAJIOM, HE TOJIBKO NEPETEKCTOBBIBAs, HO M aKTUBHO 3aUMCTBYS (hpa3bl U Jaxe [elble
CTpOKH. Bo-BTOpPBIX, YTO €/1Ba M HE YHUKAJIbHO, TIEPCOHAXH JIEHCTBYIOT B IAPOIHUU ITOZ
COOCTBEHHBIMH HCTOPWYECKMMH MMeHaMH. Tak, B pomu CBero3apa BBICTyHaeT IWPEKTOP
Cankr-IlerepOyprekoro TeatpansHoro yamwmma ©. H. O6ep, Uepromopa — reHepan-maiiop
ceutel Ero Wwmmeparopckoro Bemmuectsa JI. B. [lyoenst, TomoBer — ampekrop
MNwmneparopckux tearpoB A. M. I'eneoHoB u T.1. Hakonen, B-TpeTbux, NeiiCTBHE MapoIuu
MOTPY)KEHO B apTHCTHYECKH-00pa3oBaTeNbHyl0 cpexy mneTrepOyprckoro TeaTpaisHoOro
YUYWINIIA, TIOCKOIBKY B TEKCTE NEPHOIWYECKH BO3HHKAIOT OTCBUIKM K €€ IMEepCOHakaM H
coObITHAM. OTH ocobeHHocTH npubmmkatoT «Eme Pycnana u Jlrogmuny» k ocoboii dopme
HEMEIKOSI3BITHOIN MY3BIKAJIHO-TeaTPaIbHON MapoJuy — TaK Ha3biBaeMoil Beer-oper.

ALSO ‘RUSLAN AND LYUDMILA”: ON A Comic DouBLE OF THE OPERA BY MIKHAIL GLINKA

Unlike A Life for the Tsar, the premiere of Mikhail Glinka’s second opera Ruslan and
Lyudmila (November 27 / December 9, 1842) was met with little enthusiasm. The production
provoked numerous responses in the press, including very critical ones. However, it was not
only critics who responded to it. A short time after the premiere, an essay by Nikolay
Lindfors (pseudonym Axel) was published on the stage of the Alexandrinsky Theater in
St. Petersburg Also Ruslan and Lyudmila, or the New Madhouse. The play was perceived by
some viewers as a parody of Glinka’s opera, but it was not. As the anonymous columnist of
the newspaper Severnaya Pchela (The Northern Bee) rightly noted, the work “rather belongs
to the category of plays that the French call a propos-vaudeville. He has nothing to do with
the opera, except for the penultimate scene, where Mr. Martynov, put in a barrel by a
madman, sings with a bucket on his head to the tune of the Head from Ruslan and Lyudmila:
‘Who will help me,” etc.” Almost simultaneously with this performance, around January
1843, a real parody appeared in the circle of Russian aristocratic theatergoers, or rather, a
parody libretto with almost the same name — Also Ruslan and Lyudmila. The idea belonged
to Mikhail Longinov, and his co-authors were an officer of the Life Guards of the Hussar
regiment Erast Abaza and a cavalry officer Dmitry Meshcherinov. Among other parody
librettos, Ruslan and Lyudmila is distinguished by several factors. Firstly, a very large
volume: the authors pedantically follow the five-act original, not only re-texting, but also
actively borrowing phrases and even entire lines. Secondly, which is almost unique, the
characters act in parody under their own historical names. Thus, the director of the St.
Petersburg Theater School Fyodor Ober acts as a Svetozar, Chernomor is Major General of
His Imperial Majesty’s retinue Leontiy Dubelt, the Head is the director of the Imperial
Theaters Alexander Gedeonov, etc. Finally, thirdly, the action of the parody is immersed in
the artistic and educational environment of the St. Petersburg Theater School, since
references to its characters and events periodically appear in the text. These features bring
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Ruslan and Lyudmila closer to a special form of German-language musical and theatrical

parody — the so-called Beer-oper.

JKOJIJOMIBEK KbI3bI I'yiemupa, cmapuiuii npenodabamens,
Kuipevisckan — HayuonarvHas — KoHcepBamopus — uMeHu
K. Moadobacaroba, buuiex, Keipeviscman

Gulmira ZHOLDOSHBEK KYZY, Senior  Lecturer,
K. Moldobasanov Kyrgyz National Conservatory, Bishkek,
Kyrgyzstan

BOKAJILHO-MHTOHAIIMOHHBIE OCOBEHHOCTU B TBOPYECTBE HACBIPA JIABJIECOBA HA
TIPUMEPE MV 3bIKAJIbHOM KOMENN «ACTA CEKWH, KOJTYKTY !»

Hacebip [laBiecoB — MpU3HAHHBIA KIIACCHK KBIPIBI3CKOH MY3BIKAIBHON KYJIBTYPBHI.
Ero MHOrorpaHHasi JIMYHOCTh ChI'pajla OIPOMHYIO pOJIb B CTAHOBJICHHH W DPa3BUTHH
npodeccHoHanbHOi  My3blkd B KbIpreiscrane.  Kommosurop, auprokep, Meaaror,
OOLIIECTBCHHBIN JiesiTeIb, OJWH W3 aBTOPOB TOCYAapCTBEHHOr0 TMMHA KBIprei3cKoi
Pecrryonmku, [laBnecoB sIBISIETCS M OJHUM M3 CO3JaTelell CPaBHUTEIBHO MOJIOZOrO JKaHpa B
KbIprei3craHe — My3bIKTBHOM KOMEIHH. «ACTa CeKHH, KOMYKTY!» (My3bIKaabHas KOMEIHsI
aBnecoBa) ¢ MomeHTa cBoero nossieHus (1970) crama ogHuM n3 MIOOMMBIX M Haubolnee
n3BeCTHBIX B KbIprbI3cTaHe My3bIKalbHBIX CrieKTakiei. OCHOBY MY3bIKAJIBHOM JpaMaTypruu
COCTAaBIAIOT  IIECEHHO-TAHIEBAIbHbIE HOMEpa, XOPOBBIC CLEHBbL. [lapajulenbHO €
pa3BepThIBAHUEM OCHOBHOH CIOXKETHOH JIMHMM B KOMEIMM BBICMEHBAIOTCS IEPEHKUTKU
MPOIUIOT0, OT)KUBIIME TPaaWLHMU. YcmeX «Acra CEeKHH, KOMYKTy!» OOyCIIOBJICH, Npeie
BCET0, 3PENUIIHOCTBIO CIIEKTAKIIS, 3aHUMATEIbHOCTBIO CIOXKETa, COYHOH, KOJIOPHUTHOH, JIETKO
3aIIOMHUHAIOIICHCA MY3bIKOH. KOMIO3MTOp — OIMH W3 HEMHOT'MX XYJO)KHUKOB CBOETrO
BpPEMEHH, OJNaroCKJIOHHO OTHOCSIIMXCS K 3CTPajHOH My3blke. B My3bIKalbHOH KoMenuu
«AcTa CeKHH, KOJYKTY!» CBEXECTb, OPHI'MHAIBHOCTh MY3BIKQJIBHOTO $3bIKA BO MHOI'OM
obecrieyeHbl CIUIaBOM ACTPAJHBIX, [DKA30BBIX PUTMOB M TapMOHHMM € KOMHYECKUMH
MHTOHALMSMH KbIPTBI3CKOI0 MY3BIKJIBHOTO (oibkiIopa. OTAesbHbIE HOMEPA UCIIONb3YIOTCS
B IEIArOrMYecKOM penepryape, CYyIIECTBYIOT 3CTPaJM3UPOBAHHBIE BEPCUM HEKOTOPBIX
OTPBIBKOB, HOBBIC JKaHPOBbIE HHTeprnperanuu. OpraHMYecKHil CIUIaB aKaJaeMHYECKHX
eBpoIeiickuX (GopM M KaHPOB, COBPEMEHHOTO KOMIIO3UTOPCKOrO IHChMA C TPaJUIMOHHO-
HApOJHBIMH BOKAJIbHO-MHTOHALMOHHBIMHM 3JEMEHTAMU O00ECIeYMBAET JIEMOKPAaTHYHOCTh
TBOpuecTBa JlaBiecoBa. B HacrosiieMm NOKIane NPEeANPUHUMAETCS HOINBITKA PACKPBITHA
HMHTOHALIMOHHO-PEUEBBIX, BOKAJIBHBIX OCOOEHHOCTEH! B TBOpuecTBe JlaBnecoBa, CTONb
ONM3KMX HMHTOHALMOHHOMY CKJIaJy KBIPIbI3CKOrO HApOJHOrO Mejoca, Ha IpuMepe
MY3bIKJIbHOM KOMEIUH «ACTa CeKUH, KOTYKTY!».

VOCAL AND INTONATION FEATURES IN THE WORK OF NASYR DAVLESOV
ON THE EXAMPLE OF THE MusicAL COMEDY ASTA SEKIN, KOLUKTU!

Nasyr Davlesov is a recognized classic of Kyrgyz musical culture. His multifaceted
personality played a huge role in the formation and development of professional music in
Kyrgyzstan. A composer, conductor, teacher, public figure, one of the authors of the national
anthem of the Kyrgyz Republic, Davlesov is also one of the creators of a relatively young
genre in Kyrgyzstan — musical comedy. Asta sekin, koluktu! (musical comedy by Davlesov)
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since its appearance (1970) has become one of the favorite and most famous musical
performances in Kyrgyzstan. The basis of musical drama consists of song and dance
numbers, choral scenes. In parallel with the unfolding of the main storyline, the comedy
ridicules remnants of the past, outdated traditions. The success of Asta Sekine, Koluktu! is
primarily due to the spectacular performance, entertaining plot, juicy colorful, easy-to-
remember music. The composer is one of the few artists of his time who favorably relate to
pop music. In the musical comedy Asta Sekin, Koluktu!, the freshness and originality of the
musical language are largely provided by the fusion of pop, jazz rhythms and harmonies with
comic intonations of Kyrgyz musical folklore. Individual numbers are used in the
pedagogical repertoire, there are pop versions of some passages, new genre interpretations.
The organic fusion of academic European forms and genres, modern compositional writing
with traditional folk vocal and intonation elements ensures the democratic nature of
Davlesov’s work. This report attempts to reveal intonation-speech, vocal features in the work
of Nasyr Davlesov, so close to the intonation warehouse of the Kyrgyz folk melos, using the
example of the musical comedy Asta sekin, Koluktu!

SAITHEITPOBCKAJI Tanmua BukroposHa, Kanouoam
uckyccmbobedenus, — 3abedyiowjasn  kagheOpor  MY3biKAALHOZO
uckyccméa, axyavmem uckyccme, MockoBcexuii
eocyoapembennviil - yuubepcumem umenu M. B. JlomorocoBa,
Mocxk8a, Poccus

Galina V. ZADNEPROVSKAYA, PhD, Associate Professor, Head of
Music Art Department, Faculty of Arts, Lomonosov Moscow
State University, Moscow, Russia

K BOMPOCY O THUIIOJIOr' MM COBPEMEHHOM OTEYECTBEHHOM OITEPBI PYBEXKA XX—XXI| BEKOB

OteuectBeHHas ornepa pydexa XX—XXI BeKoB cocTaBisieT BAXKHBINA M 3HAYUTEIbHBIN
IUTACT COBPEMEHHOW POCCHUHCKON KyJIbTYphl M MY3BIKaJBHOTO HCKycCTBa. B ee pa3Butum
OTPaKatoTCst OOIIME TPOLIECCHI, MPOMCXOIAIIME B 3TUX chepax YeIoBEUECKOi JeATENbHOCTH,
YTO MO3BOJISET pACCMATPHUBATh ONEPY HE TOJIBKO B KOHTEKCTE MY3BIKAJIbHOIO TBOPUECTBA, HO
U B COOTHOLIEHHUHU C APYIMMH BUAAMHU HCKyccTBa. PaccMaTpuBaeMblil 3Tam OT€YeCTBEHHOU
HCTOPUH HMEET BCE MNPHU3HAKM MEPEXOJHOr0, YTO CKa3blBA€TCA HA XYJOKECTBEHHBIX
IpolECcCax, MPOUCXOISIIUX B 3TO BPEMs B OTEYECTBEHHOM UCKYCCTBE B LIEJIOM U B OIEpE, B
yacTHOCTH. Ha mepexofHblii XapakTep ykasblBaeT pa3HOOOpa3sHe M pa3HOHANPaBICHHOCTHb
XYIOXKECTBEHHbIX M  3CTETHYECKMX KOHLEMIUH, MHOXECTBEHHOCTh MHEHHH, Kak
KOMIIO3UTOPOB, TaK M YYEHBIX U KPUTHKOB B OTHOLIEHHHU ONpPEEIICHHUs ONEPHOro >KaHpa U
€ro IrpaHull B COBPEMEHHOH My3bIke. IlepecMOTp TpaaMIMOHHBIX KPUTEPHEB THIIONOIHU
KaHpa M COo3JaHMe THOKOH MOJEeNu, KOTOpas MO3BOJSIET CTPYKTYpHUPOBATh BECh KOPIYC
poccuiickux omep pyoexa XX—XXI BekoB, mpeacTaBisieTcsi HEOOXOAUMBIM M aKTyallbHbIM
JUIL JaHHOTO HCTOPUYECKOro JTama. B craTbe mpencraBieHa aBTOPCKash THIOIOTHS
coBpeMeHHoi oTedecTBeHHOU omepbl 1990-2010-x romos, Gasupyromasicss Ha CIEAYIOLIHX
KpUTEpHsIX: (Ha)cleJOoBaHWE TpaAuluu; MacmTad counHeHHs (IMPOJOKUTEIBHOCTD
3By4aHUsl, KOJMYECTBO JACHCTBYIONIIMX JHMI, Pa3sBUTOCTh M CHMQOHH3AIMS MY3bIKaJIbHON
JpaMaTypruu); JHUTEPaTypHBII HCTOYHHMK M MY3BIKQIbHAS [ApaMaTyprus; KOHIENT H
My3BIKaJIbHAs IpaMaTyprusi. B cCOOTBETCTBHM C HUMH ONpPEENCHB! CIEAYIOMNE THITBI OIep:
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OonbIast ¥ KaMepHas, JUTepaTypHas U JAyXOBHAsS OIEpPHI, Oepa-TpHiUIep, alnbTepHaTHBHAS
orepa (B YaCTHOCTH, MeIaoIepa 1 orepa-peMeiik).

ON THE TYPOLOGY OF MODERN RUSSIAN OPERA AT THE TURN OF THE 20™ AND 215T CENTURIES

Russian opera at the turn of the 20" and 21°t centuries constitutes an important and
significant layer of modern Russian culture and musical art. Its development reflects the
general processes occurring in these spheres of human activity, which allows us to consider
opera not only in the context of musical creativity, but also in relation to other forms of art.
The stage of Russian history under consideration has all the signs of a transition, which
affects the artistic processes occurring at that time in Russian art in general and in opera in
particular. The transitional nature is indicated by the diversity and multidirectionality of
artistic and aesthetic concepts, the plurality of opinions of both composers and scientists and
critics regarding the definition of the opera genre and its boundaries in modern music. A
revision of the traditional criteria of the typology of the genre and the creation of a flexible
model that allows structuring the entire body of Russian operas at the turn of the 20™ and 21
centuries seems necessary and relevant for this historical stage. The article presents the
author’s typology of modern Russian opera of the 1990-2010s, based on criteria such as:
following tradition; scale of the composition (duration of sound, number of characters,
development and symphonization of musical dramaturgy); literary source and musical
dramaturgy; concept and musical dramaturgy. In accordance with them, the following types
of operas are defined: large and chamber operas, literary and spiritual operas, thriller opera,
alternative opera (in particular, media opera and remake opera).

3AIIIIAPOBA Anedua VIoparmmoBHa,  npogheccop,
3abedyiowjan  Kkagpedpori  MY3blKAAbHOZO  Meampd,
Kasanckas  eocyoapcmbennasn  xoucepbamopus umeHu
H. I. ’Kuearno8a, Kasans, Tamapcman, Poccua

Alfiya I. ZAPPAROVA, Professor Head of the Department of
Musical Theater, Zhiganov Kazan State Conservatory,
Kazan, Tatarstan, Russia
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JKEMYYXUHBI TATAPCKOI'O MY3bIKAJIbHOT'O TEATPA
B PEIIEPTYAPE OIIEPHOW CTY JIMM KA3AHCKOV KOHCEPBATOPUI

HanwmonanbHas My3bIKalbHasi KylnbTypa — OJHA M3 CaMbIX BaXKHBIX TEM B Hallel
pecnyOiuke. MHOTME INPOM3BEACHUS TATAPCKMX KOMIIO3UTOPOB PEIKO MCHONHSIOTCS HA
cueHe. Omepnast cryausi Kasanckoil koHcepBatopuu yxe 30 jer Berer paboTy Mo
BOCCTAHOBJICHUIO, TOMYNISIPU3AIMU HAIIMOHAJIBHBIX MY3bIKaJIbHBIX MIEJEBPOB. B TeueHne
BCEX JIET CBOEro cymiectBoBaHus OmepHas cTyausi Halledl KOHCEpBaTOpUM oOpamiaercs K
TBOPUECTBY TaTAPCKUX KOMIIO3UTOPOB, Y/ENsis OOJbIIOe BHUMAHUE HE TOJIBKO BEIHKHUM
OCHOBOIIOJIOKHUKAM TaTapcKoi MpodeCCHOHANbHOM KITaCCHYECKON MY3BIKU, HO M MOJIOJBIM
COBPEMEHHBIM KOMIIO3UTOpaM, COXPAHSIONIMM HallMOHANBHBIE TPAJUINU U KyIbTypy. Hamie
Bcero OmepHasi ctymust obpamianack k TBopuectBy Hasuba YKuranoa, [Ixaynara ®aiizu,
Camnxa Cailigamesa, Mupcauna Spyminna, Omsmupa Hmzamosa. 3a 30 nmer akTUBHOrO
TBOpuecTBa OmnepHOH CTyauH OBUIM BOIUIOIICHBI B JKH3HB Oonee 20 MOCTaHOBOK oOmep H
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MY3BIKQIBHBIX KOMEOUH HAINX, TaTapCKUX KOMIIO3UTOPOB. Cpeny HHX MOXKHO BBEIJIEITUTH
Takue, Kak My3bIKanbHble kKomenuu «bammareim» («bammaukmy) (2009-2023 r.), «Xyxa
Hacpernum» (2020-2021 r.) ®aiizn, miozuki «AnteiH Kazam» («3omotoii kazan») Husamosa
(2011), omepsr «AnterHIow», «Kauker» («berneny) n «Tromk u Cy-ciry» XKuranosa (2011),
oparopust «Kup ymmaper Tparemmsce» («Tparemust chIHOBeH 3emum») Macrynsl
HamcyrnuaoBoit (2013) m mHorme napyrue. OcoOblif ycreX HaIMOHAIBHBIE CIEKTAKIN
MOTYYaJId Ha PECIyOINKAaHCKUX M BCEPOCCHHCKHX (pecTHBAIIX Ha creHax Mocksbl, CaHKT-
[erepOypra, EmaGyru, TonpATTH He TONBKO Y NpeICcTaBUTENIEH TaTapCKOM THACIIOpsl, HO H Y
pycckosi3praHol mybmmku. OnepHast crynust KazaHckoli koHcepBaTopus B TedeHuHe Bcex 30
JIET CBOETO CYIIECTBOBAHMS COXPAHSET TaTapPCKyI0 HAMOHAIBHYIO MY3BIKAJIBHYIO KYIBTYpY.
ITocranoBku OmnepHO CTyAuHM — HOBOE IIPOYTEHHE TaTapCKOW KIAcCUKH. Pexxnccepbl
OnepHOH CTyIMHM TO-HOBOMY HHTEPIPETHPYIOT, OOHOBIISIIOT W BOIUIONIAIOT B JKH3HB
TPaUIIOHHBIE TATAPCKHE OIEPHI ¥ My3bIKAJIbHBIE KOMEIUH U JIPaMBl.

THE GEMS OF TATAR MUSICAL THEATER
IN REPERTOIRE OF THE KAZAN STATE CONSERVATORY’S OPERA STUDIO

National musical culture is one of the most important topics in our republic. Many
works by Tatar composers are rarely performed on stage. The Opera Studio of the Kazan
Conservatory has been working to restore and popularize national musical masterpieces for
30 years. Throughout all the years of its existence, the Opera Studio of our conservatory has
been turning to the work of Tatar composers, paying great attention not only to the great
founders of Tatar professional classical music, but also to young modern composers who
preserve national traditions and culture. Most often, the Opera Studio turned to the works of
Nazib Zhiganov, Dzhaudat Faizi, Salikh Saidashev, Mirsaid Yarullin, EImir Nizamov. Over
the 30 years of active creativity at the Opera Studio, more than 20 productions of operas and
musical comedies by our Tatar composers have been brought to life. Among them are the
musical comedies Bashmagym (Shoes, 2009-2023), Khuzha Nasretdin (2020-2021) by
Dzhaudat Fayzi, the musical Altyn Kazan (Golden Kazan) by EImir Nizamov (2011), operas
Altynchach, Kachkyn (The Fugitive), Tyulyak and Su-slu by Nazib Zhiganov (2011), oratorio
Jir ullar tragediyase (Tragedy of the Sons of the Earth) by Masguda Shamsutdinova (2013)
and many others. National performances received particular success at republican and all-
Russian festivals on the stages of Moscow, St. Petersburg, Elabuga, Togliatti, not only among
representatives of the Tatar diaspora, but also among the Russian-speaking public.
Throughout the 30 years of its existence, the Opera Studio of the Kazan Conservatory has
preserved and protected the Tatar national musical culture. The productions of the Opera
Studio are a new interpretation of Tatar classics. The directors of the Opera Studio reinterpret,
update and bring to life traditional Tatar operas and musical comedies and dramas.

3AXAPBEKOBA WpwnHa CepreeBHa, Kanouoam
uckyccmbobedenus, doyenm, kagpedpa meopu My3biku,
Poccutickas  akademua My3wviku  umeHy THecuwsix,
Mocxk8a, Poccus

Irina S. ZAKHARBEKOVA, PhD, Associate Professor, Music
Theory Department, Gnesin Russian Academy of Music,
Moscow, Russia
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JKoPK BU3E HA CJTVXKBE V OIEPBI: HE TOJIbKO KOMITO3UTOP

B 1855 romy 17-netnwmii crynent Ilapmxkckoit koncepBaTopnu XKopx brze nmomydaer
3amanue or ero crapmrero komrern lapms I'yHo cmemaTh KiaBHpHOE HEpENOKEHHE €ro
onepsl «OKpOBaBIICHHas MOHAXHHSI». MOJOIOH KOMIIO3MTOp IIpMHHMAaeTcs 3a paboty,
KOTOpasi He TOJBKO CONM3MIA IBYX TaJaHTIMBBIX MY3BIKAHTOB, HO M B JaJIbHEHIIeM craia
YacTBIM MCTOYHHKOM goxozma bmse. Ero ocHOBHas TpaHCKpUNTOpPCKAs [ESTEIBHOCTD
npuxoautcs Ha 1860-¢ — nHavano 1870-x romoB, KOoraa oH padoTaeT Haj MeperoKEeHUIMU
Pa3IMYHBIX MY3BIKAIBHBIX POU3BECHIH T ppaHiy3ckux n3natensets (Llynan, Xoiirens,
Hropar m papyrux). OmnepHble KIaBUpHI, TEpeloXeHnst s (opTenuaHo cojlo W IydTa,
OpPKECTPOBKa UYKHX OINEPHBIX IPONW3BEACHNI 3aHMMAIOT Ba)KHOE MECTO CpeIH 3TOro
Matepuana. Tak, Hapumep, Wi u3narenscTBa AHTyana [llynana brse monroroBu KiaBHpbI
onep 'yHo («OxpoBaBieHHass MoHaxuHs», «llapuma Casckasy, «Mupeii»), Dprecra Peite
(«Cratyst», «I'epoctpaTt»), Macce («CpiH Opuramupa»), Cen-Canca («CepeOpsHbIi
KOJIOKOJTBYHKY), a TakKe CeNall IepesiokeHne sl poprenmanHoro aysta «Paycra» I'yHo.
s Xotirens brze cozpan ¢poprenmannsie nepenoxenus «{ox XKyana» n «Kaunpckoro rycs»
Morapra (poprenuano cono), «['amnera» u «MunboHa» Toma ((popTennaHo coio M Ay3T).
Bce 310 OBIIO TOCTOSHHOM, KpaiiHe 00BEMHOM, XOTS ¥ OIIadyMBaeMol paboToH, 32 KOTOPYIO
KOMIIO3UTOp Opajics Kak IMo JPYKECKHM, TaK M 10 MaTepHalbHbIM mpuunHam. Cyms 1mo
OT3bIBaM M3 IMHCEM €ro KOJUIET, IpojieiaHHas buse TpaHCKpHNTOpcKass M KOPPEKTOpCKas
paboTa XapakTepu3yeT ero He TOJNBKO KaK BBIIAIONIETOCS MY3bIKaHTa M OJapeHHOro
KOMIIO3UTOPa, HO M KaK YMEJIOrO MY3BIKaJbHOTO pefakropa. 3asBmi o cede buse m kax
«IIOMOIIIHUK KOMIIO3UTOpa» B PENETULHOHHO-TIOCTAHOBOYHOM Hporiecce: B 1860-e roxsl on
noMoran Pelie Ha penerunusx ero omep «Cratys» u «lepoctpar» B Ilapwxke u baznen-
banene, ['yno — Ha penerunusx «lapuupr CaBckoit» u «Pomeo u xynsertsl» B [lapuxe.
OLeHKy 3TOH AEATeNbHOCTH WUIIOCTPHUPYIOT Cileayolue cioBa ['yHO: «...TBoe 100poe
cep/ilie ¥ TBOH TalaHT MEHs M30aJI0BalIM HACTOIBKO, YTO 51 OONbIIEe HE MOTy 00XOAUTHCS 0e3
TeOs: Thl HAXOAMIIB CTOJb COBEPIICHHYIO (OPMY I BCEX MOMX HAMEPEHHH, YTO g caM He
cymer Obl BBIpa3HTh U TIepeiaTh MX TakK, KaK ThI 3TO Jesiaeiiby (mickMo k buse ot 19 arycra
1861 rona). Kak u3BectHo, oTen KoMno3uTopa OblLI BOKainbHbIM negaroroM. [lepenucka buse
JEMOHCTPUPYET TOpsiYUil MHTEpEC K yclexaM YYEHHKOB €ro OTIa, a TAKKe BHUMATENIbHbIE U
METKHE KOMMEHTapHU IO IMOBOLYy COBPEMEHHOIrO My3bIKalbHOro Tearpa. CBoeoOpasHbIi
OIIEPHBII «KOYYMHI» U pyras 3aKyJIHCHas peHeTHIMOHHAs paboTa, 0 KOTOPOH YyIIOMHUHAETCs
Ha cTpaHMIax Ouorpaduii buse, a Tawke B €ro 3MUCTOIAPHOM HACIEIUU, MAPKUPYET elle
OJIHO B@)KHOE KAa4yeCTBO €ro INpo()eCCHOHAIN3MA: BHMMAaHHE K BOKAJIBbHO-CLEHUYECKHM
HIOaHCaM ornepHoro crekrakis. JKopsxk buse 3Han Ha NpakTHKE OHNEPHYIO «KYXHIO» U UMEJ
BO3MOJKHOCTb BO3JIEJIBIBATH 3Ty «IIOYBY» JUISl «BBIPALIMBAHUA» COOCTBEHHBIX MY3bIKAJIBHO-
TeaTpajbHbIX «ILEeIEBPOBY.

GEORGES BIzET AT THE OPERA SERVICE: NOT ONLY A COMPOSER

In 1855 Charles Gounod gave a task to 17-year-old Georges Bizet to prepare a vocal
score of his opera La Nonne sanglante. This commission will not only bring the two talented
musicians together, but will also become Bizet’s frequent source of income in the future. The
1860s and early 1870s is the period of main activity of Bizet-arranger and transcriber. At this
time, he is working on various musical transcriptions for French music publishers (Choudens,
Heugel, Durand and others). Vocal scores, arrangements for piano solo and duet,
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orchestrations of other composers’ operas take an important place here. For example, Bizet
prepared the vocal scores of the Gounod’s (La Nonne sanglante, La Reine de Saba, Mireille),
Reyer’s (La Statue, Erostrate), Massé’s (Le Fils du brigadier), Saint-Saéns’ (Le Timbre
d’argent) works for the Choudens edition, he also made an arrangement for piano duet of
Gounod’s Faust. And Bizet made piano arrangements of the Mozart’s Don Giovanni and
L’oca del Cairo (piano solo) and Thomas’ Mignon and Hamlet (piano solo and duet) for
Heugel edition. It was a constant, extremely voluminous, albeit paid work, which Bizet
undertook for both friendly and financial reasons. According to his colleagues, Bizet
performs in his arrangements not only as an outstanding musician and a gifted composer, but
also as a skilled music editor. Another part of Bizet’s professional activity is related to his
participation in the production process of his friends’ operas. In the 1860s, he assisted Ernest
Reyer in rehearsals of his La Statue and Erostrate in Paris and Baden-Baden, and Gounod in
rehearsals of his La Reine de Saba and Roméo et Juliette in Paris. Gounod wrote in the letter
to Bizet (19 August 1861): “...vois-tu, cher enfant; ton cceur et ton talent m’ont gaté, et je ne
sais plus me passer de toi; tu es la forme si parfaite de toutes mes intentions que je ne saurais
me traduire ni m’interpréter comme tu le fais toi-méme.” As we know, the composer’s father
was a vocal teacher. Bizet’s correspondence watches a keen interest in the success of his
father’s students, as well as attentive and apt comments about modern musical theater. The
‘opera coaching’ and other behind-the-scenes rehearsal work, which is mentioned on the
pages of Bizet’s biographers, as well as in his letters, note such an important quality of his
skill as attention to the vocal and stage nuances of opera. Georges Bizet knew opera ‘cuisine’
in practice and had the opportunity to till this ‘soil” for the ‘cultivation’ of his own opera
‘masterpieces.’

3AXAPKVMHA Haranest AstekceeBHa, cmydenmxa Il kypca,
Mmy3svikobedueckuti  gpaxyavmem, — Canxm-Ilemepbypeckasn
eocyoapcmbBennas  koncepBamopusa umenu H. A. Pumckoeo-
KopcaxoBa, Canxm-Ilemepbype, Poccus

HayuHbIiT pyKoBOIUTENTL — JIOKTOP VMICKyCCTBOBeIeHMs [leHncoB
Amnppent BiragumMuposia

Natalya A. ZAKHARKINA, 2% Year Student, Musicology Faculty,
Saint Petersburg Rimsky-Korsakov State Conservatory, Saint
Petersburg, Russia

Scientific adviser — Andrey V. Denisov, Dr. Habil. (Doctor of Art
Studies)

OPIrAHM3ALMS U @Y HKIMHA MY3bIKAJIBHOTO PELLIEHUS B ASTTIOHCKOM TEATPE HO

B noknazne paccmaTpuBaeTcs poiib MY3BIKIBHOTO PEHIEHUsI B CIIEKTaKIIE STIOHCKOTO
tearpa Ho (Horaky). HecMoTpst Ha cyiecTBoBaHHEe MHOXeCTBa paboT o ero creuduke
(TIOCBSAIILICHHBIX, B OONBILIEH CTEIICHH, PACKPBITHIO €r0 HCTOPHYECKOr0 U APaMaTypruyecKoro
aCIIeKTOB, KJIACCH()UKAIMAM aMIUTya, POJNH CLEHHYECKHUX KOCTIOMOB M, B OCOOCHHOCTH,
Macok), mpoOiemMa opraHu3alyu ¥ (QyHKIHHA MY3BIKaJbHOTO IUIaHA IMOJHUMANach B HHUX
penko. OnHa M3 XapakTepHbIX ocobeHHocTed Horaky — ero cumkpermdeckas npupoga. B
COCTMHCHWH  JBIDKCHUSI  (TaHI[A), MCHUS, HHCTPYMEHTAILHOTO  COHPOBOXICHUS,
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JUTEPaTypHOH OCHOBBI, a TAKKe MI'PBI U PUTYyAJIa POXKIAETCS SANHBIN OpraHu3M, KaXKIbIH U3
KOMIIOHEHTOB KOTOPOT'O B XOJI€ 9BOJIIOIIMH JTOCTHTAeT CBOEH NMpEeIeNbHOH CTENeHN Pa3BUTHSL.
Mys3blka SIBISIETCS TIOCTOSIHHBIM ~ YJaCTHHKOM  CIIEKTAaKILL:  MEJIOJMYECKOe Hadaio
MIPOCIIIKUBACTCS B PEUX aKTEPOB (IIpeo0IafaloT peYUTaTUBHBIC TIOCTPOCHUS, IEPHOIIMYECKI
BO3HHUKAIOT COJILHBIE HOMEpA), PUTMHIECKOE )K€ Havayo TOCIIOJCTBYET HaJ BCEM JeiicTBHEM
— ero pa3BUTHEM, KyIbMHHAIMOHHBIMH MOMEHTaMH, CIOKETHBIMH pa3BsiskamMu. Horaky
CUMTAeTCs ONHMM M3 <«UETHIpeX TPAIMIMOHHBIX KJIAacCHYecKux TearpoB» Smonmn. OH
OKOHYATENIFHO chopMupoBaiicst B XIV Beke W ceroHs NCTIONHSAETCS IPAKTHIECKH B TOM K€
BHJ/IE, KaK BO BpeMeHa cpelHeBeKoBol Slmonuu. BeinepikaB ucrisiTanue BpemeHeM, Horaky
IIPpOHEC CKBO3b BEKa COEJAMHEHHWE BO3BBIIIEHHOTO W HU3MEHHoro Haval. OHH
TapaioKCaIbHBIM 00pa3oM YKHBAJIHCh B KOHTEKCTE JHajora IBYX TeaTpaIbHBIX (opM
Horaky — cobcrtBenno Ho (mpambr €xéky) m Kérama (maTepmenuu-dapcer). Takoe
COOTHOIIIEHNE TIapafoKCANBEHBIM 00pa3oM MEpeKINKaeTcsl C eBPONCHCKHIMHU JKaHpaMH
(IpeBHErpevyecKkoil TeTpayornei ¢ YepeaoBaHHEM TParmdecKOil TPHIOTHH M CAaTHPOBCKOM
JpaMbl, CPEIHEBEKOBEIM €BPOIEHCKHM TeaTpoOM C BKIIIOUEHHEM (apCoB B PEIUTHO3HYIO
mucrepuio). Horaky cosiaBaics He IpocTo Kak pa3BlIeKaTeIbHOE 3pENUIIE, a KakK IITyOoKas 1
Myzapas ¢wiocopust xu3HH. VIMEHHO B HeM OBUIM 3aJI0)KE€HBI ICTETHYECKHE OCHOBBI
HAILOHAJBHOTO ATIOHCKOTO TeaTpa, IOTy4YUBIINE PA3BUTHE B IIOCIEAYIOIIHE SMOXH.

ORGANIZATION AND FUNCTIONS OF MUSICAL SOLUTIONS IN JAPANESE NOH THEATER

The report examines the role of musical decision in the performance of the Japanese
Noh (Nogaku) theater. Despite the existence of many works on its specifics (dedicated, to a
greater extent, to the disclosure of its historical and dramatic aspects, classifications of roles,
the role of stage costumes and, in particular, masks), the problem of the organization and
functions of the musical plan was rarely raised in them. One of the characteristic features of
Nogaku is its syncretic nature. In the combination of movement (dance), singing,
instrumental accompaniment, literary basis, as well as play and ritual, a single organism is
born, each of the components of which, in the course of evolution, reaches its maximum
degree of development. Music is a constant participant in the performance: the melodic
principle can be traced in the speech of the actors (recitative structures predominate, solo
numbers appear periodically), while the rhythmic principle dominates the entire action — its
development, climactic moments, plot resolutions. Nogaku is considered one of the ‘four
traditional classical theaters’ of Japan. It was finally formed in the 14" century and today is
performed in almost the same form as during medieval Japan. Having stood the test of time,
Nogaku has carried through the centuries a combination of the sublime and the base. They
paradoxically coexisted in the context of the dialogue between two theatrical forms of
Nogaku — Noh itself (yokyoku drama) and Kyogen (interludes-farces). This relationship
paradoxically echoes European genres (ancient Greek tetralogy with the alternation of tragic
trilogy and satyr drama, medieval European theater with the inclusion of farces in religious
mystery). Nogaku was created not just as an entertaining spectacle, but as a deep and wise
philosophy of life. It was here that the aesthetic foundations of the national Japanese theater
were laid, which were developed in subsequent eras.
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BYPATCKAS OTIEPA 1 KOHCTPY UPOBAHME HAIIMOHAJIbHO MICTOPUUYECKOM ITAMSTH

Llens nokiaza — oOHpeNeIMTbh PONb HAIMOHAIBHOH ONepsl B KOHCTPYHPOBAHUH
HCTOPUYECKOM TaMsTH OypsTCKOrO HapoJa B COBETCKMA W ITOCTCOBETCKUH ITEPHOBI.
Co3nanue ornepHoro Teatpa B bypsTun OBIIIO YacThiO HAIMOHAIBHO-KYJIBTYPHOH TOMUTHKI
COBETCKOTO TOCYJapcTBa, W COYMHSAEMBIE JUIS HEro IPOM3BEINCHUS TaKXKe CIYXKHIN
MIPOBECHHUIO 3TOM TMONWUTHKU. [IpuMedarenbHO, YTO HawOoliee 3HAYUTENIBHBIE COBETCKUE
OypSITCKHE OIephl MOCBSIIEHBI HCTOPHYECKON TEMaTHKE W MPEICTABIISIFOT COOTBETCTBYIONHMN
rOCyJapCTBEHHOW HJEOJOrMH TOrO BPEMEHH B3IUIAJ Ha mpouuioe OypsATckoro Hapoxaa. B
ocHOBe croxera mepBbix omep («bamp» II. Bepmunckoro u b. SImnmnosa, «Oux>-Bynat-
6arop» M. dponosa, «Ha Baiikaney JI. Knunmepa) jexana KOHIEIIHS KJIacCOBOH OOpHOBI:
JIOPEBOIOIMOHHOE TPOILTOE OYpSAT B HUX ITOKA3aHO KaK HENPHMHPHMOE MPOTHBOCTOSHHUE
Hapona u Biactu. B omepe JI. AromeeBa «[10OpaTHMBbI», MOCBSIIEHHOW MPUCOCIHMHEHUIO
Bypstun k Poccun, BomIOTMIAch BaKHas JUIL COBETCKOW HAIIMOHAJBHOM IOJIUTUKH
uzaeonoreMa Jpyx0bl HapomoB. Omepsl «bpaThs» AromieeBa, «LpipemMnun PamxypoB» u
«['posHble rozmel» SMmmunoBa K300paxkaroT CoObITHS OKTSOPbCKOW PEBONIOLUM U
I'paxknaHCKOH BOMHBI, BOILIONIAS «MU() OCHOBAHHS» COBETCKOIr0o rocynapcTBa. B mociennue
roJibl, TI0CIE NMPOAOIDKUTEIBHOIO NepephiBa, OYpATCKUH ONEpHBIN TeaTp BHOBb 00paTHiICs K
HaioHanbHOH wuctopun. Pok-omepa C. XKanuaHoBoi «banbkaH-xaTaH», OCHOBaHHas Ha
NpeaHusAX O JIEreHJAPHOH JKEHIMHE-TIPEABOAUTEIIBHULIE XOPU-OYPAT, APKO WILIIOCTPUPYET
HOBYIO TEHJICHIMIO BOIUIOIICHUS MCTOPHU HA ONEPHOH CLICHE: Terepb B LEHTPE BHUMAHUS
OKa3bIBAIOTCS JIET€HIAPHbIE TePOU, HAJIETIEHHBIE CBEPXbECTECTBEHHBIMU CIIOCOOHOCTSMU —
T€, KOro Ha NpPOTSDKEHMH BEKOB CUMTAIOT MOKPOBHTEIAMH OypsATCcKOro Hapoza. B obpase
banpxaH-xaTaH BOIUIOTUIIACH M/IESI JPEBHUX UCTOKOB M CUJIbI OYPATCKOW HAIMH, aKTyalbHas
B 3MI0XY «HALIMOHAIBHOTO Bo3pokaeHus». B omepe b. JlonnokoBa «Opesxan», MOCBAMIEHHON
noxony xopu-oypsrt k Ilerpy | B nauane XVIII Beka, o0pa3 rinaBHO repoMHH BBHIOPAaH MO
TakOMy € MpPUHIMIY — 3TO IIaMaHKa OPEdXdH, KOTOopas CBOEH UYyIECHOW CHIION
croco0CTBOBaa ycIexy Jeerayy. B To ke Bpems B 3TOH orepe Ba)KHOE MECTO 3aHUMAeT
UMIIepcKast, TOCYJapCTBEHHMYECKash Hyesl, NPOsBICHHAas B CIOKETE O MOHUCKE OypsATamu
MOKPOBHUTENBCTBA O] BJACTBIO DPOCCHHCKOIO HMIEparopa. MOXHO 3aKIIOYHTh, YTO
OypsTcKasi onepa B pa3Hble MEPHOBI CITY)XKUIa BOIUIOLICHHIO Ha CLieHe 00pa3oB MPOILIOTo,
COOTBETCTBYIOIMX aKTYaJIbHbIM TEHACHIMAM HAlMOHAJIBHOH KYJIBTYPBl M FOCYAAapCTBEHHON
TMOJTUTHKY MaMSTH.
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BURYAT OPERA AND THE CONSTRUCTION OF NATIONAL HISTORICAL MEMORY

The purpose of the report is to determine the role of national opera in constructing the
historical memory of the Buryat people in the Soviet and post-Soviet periods. The creation of
an opera house in Buryatia was part of the national-cultural policy of the Soviet state, and the
performances created there also served to implement this policy. It is noteworthy that the
most significant Soviet Buryat operas are devoted to historical themes and present a view of
the past of the Buryat people in accordance with the state ideology of that time. The plot of
the first operas (Bair by Pavel Berlinsky and Baudorji Yampilov, Enkhe-Bulat-Bator by
Markian Frolov, On Baikal by Lev Knipper) was based on the concept of class struggle: the
pre-revolutionary past of the Buryats is shown in them as an irreconcilable confrontation
people and authorities. Dandar Ayusheev’s opera Sworn Brothers, dedicated to the
annexation of Buryatia to Russia, embodied the ideologeme of friendship of peoples, which
was important for Soviet national policy. The operas Brothers by Ayusheev, Tsyrempil
Ranzhurov and Terrible Years by Yampilov depict the events of the October Revolution and
the Civil War, embodying the ‘founding myth’ of the Soviet state. In recent years, after a long
break, the Buryat Opera House has again turned to national history. Sarantuya Zhaltsanova’s
rock opera Balzhan-Khatan, based on legends about the legendary female leader of the Khori-
Buryats, clearly illustrates the new trend of bringing history to life on the opera stage: now
the focus is on legendary heroes endowed with supernatural abilities — those who For
centuries they have been considered the patrons of the Buryat people. The image of Balzhan-
Khatan embodied the idea of the ancient origins and strength of the Buryat nation, relevant in
the era of ‘national revival.” In Bair Dondokov’s opera Erieekhen, dedicated to the campaign
of the Khori-Buryats to Peter the First at the beginning of the 18™ century, the image of the
main character was chosen according to the same principle — this is the shaman Erieekhen,
who with her miraculous power contributed to the success of the delegation. At the same
time, an important place in this opera is occupied by the imperial, statist idea, manifested in
the plot about the Buryats’ search for patronage under the rule of the Russian emperor. It can
be concluded that the Buryat opera in different periods served to embody on stage images of
the past that correspond to current trends in national culture and state memory policy.

KAPITYH Hapexxma ApKagbeBHa, couckameds, kagedpa meopuu MY3biku,
Canxkm-Ilemepbypeckas  eocyoapcmBennan — koHcepbamopus, — UMeHU
H. A. Pumckoeo-Kopcakoba, Canxm-Ilemepbype, Poccus
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(HE)cocTosBIIMICS ATIOKATTUIICUC B LE GRAND MACABRE 1. JINTETH:
K ITPOBJIEME BOIT/IOLIEHVISI SCXATOJIOTMTYECKOTO CIOXETA
B MY3bIKAJIBHOM TEATPE 1960-1970-X TOIOB

1960-1970-e romsl B MHpPOBOW HCTOPUM — TMEPHOJ OCTPON OOIIECTBEHHON WU
MOJIUTUYECKON HANpsHKEHHOCTH. MUpOBbIE KaTaKJIM3Mbl, BOMHBI M yrpos3a sIepHOHU
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KaTacTpo(bl CHETaTH OXHIAaHWE KOHIIA CBETa KaK HUKOIJAa OCSI3aeMbIM, KOHKPETHBIM.
Hapsany ¢ xpucTuaHCKOH 3¢XaToJOoruel, TpaJuLIMOHHO 3aHMMaBLICH BaXKHEillee MeCTo B
HCKYCCTBE, IMONYYMIN PAcpOCTpaHEHHE WAEH TaK Ha3bIBaeMON KPW3MCHOHW 3CXaTOJOTHH,
copmupoBacs ocoObIi «amokanunTraeckuii Ton» (onpenenenue XK. leppuna) pumocodnn
n wuckyccrBa. Llenmprif psq  My3BIKaIbHO-TeaTpasbHBIX coumHeHHH 1960-1970-x  rT.
COCpEIIOTOUeH Ha pa3MblnuieHHH o0 Amnokanuncuce. Cpenu Hux — «MuCTeprs Ha KOHeI[
Bpemenm» K. Opoda, «Anokamunruka» M. Kenemena, «llorepsuusiii pait» K. Ileraepenxoro,
«PactBopenue mupa» M. Karenst u npyrue. Dcxaroigoruueckasi KapTHHa MHUpPA, BOIUIOIIEHHAS
B IIEPEUYHCIICHHBIX IPOM3BEICHHSX, MPEACTABISIET COOO0H CIOXKHBIH KOMIUIEKC PEIUTHO3HBIX
1 GWIOCO(CKUX KOHIENIMH, OT BETXO03aBETHBIX IPOPOYECTB JI0 HETaTHBHOH IHAJICKTHKH
T. Anopro. Omepa [I. Jluretn Le Grand Macabre (1977) sBunach CHHTE30M KIFOYEBBIX
ICXATONOTMYECKUX MJICH CBOETO BpEMEHH, a TakKe HJeH IMOCTMOAEpHU3Ma, TeaTpa abcypaa,
ICTETHKH TPOTECKHOTO peajn3Ma, B My3bIKaIbHOM IUIaHE — TPAJANIHOHHBIX M aBaHTapIHBIX
MIPUEMOB, Pa3INYHBIX CTHIIEH, (OpM, JKAHPOBBIX Pa3HOBHIHOCTEH oOrepbl. XpHCTHAHCKHUN
MUp 00 AmNOKanWICHCE COCEACTBYET 3/€Chb C  MY3BIKAIGHBIM  BOIUIOIICHHUEM
9K3UCTCHIMAIBFHOTO HUYTO, @ CaM JXaHp — aHTH-aHTHOIlepa — IIOJIEMU3HPYET C OIyCaMH
CTOPOHHHUKOB HJIeH KOHIIAa (CMEPTH) OIephl, elle OJJHONH MHTEPIPETAIMI 3CXaTOIOrIECKOro
CIOXeTa BO BTOpoii onoBuHe XX Beka. XynoxecTBeHHOe IpoctpancTBo Le Grand Macabre,
OTKpBITOE II MHOXKECTBA HWHTEPIIPETAlUi, INPEAIoNaraeT aHTHHOMHYHOCTb TPaKTOBKU
Ka)XJJOH CIIEHBI OMepbl, BKIIoYas (UHAJ, B KOTOPOM, HECMOTPSI Ha KaXKyIIMICS XAIIH-IH],
HEJTB3s1 UCKITI0YaTh BO3MOXKHOCTh «IIOCMEPTHOT'O AITUIIOray, TO €CTh PEATbHO CIYYMBILIETOCS
KOHILIa CBETa M IIOKa3a CMEPTH HepcoHaxked. Takas pa3Bsi3Ka MOXKET HAIlOMHUTH 00 emie
oJHOM BaxkHeimeln s XX Beka 3CXaTONOrMYECKON TEOpUH — KOHLEILUH «BUPTYaIbHOTO
anokanuncucay XK. bonpuitsapa.

(UN)FAILED APOCALYPSE IN G. LIGETI'S LE GRAND MACABRE:
TO THE PROBLEM OF REFLECTING THE ESCHATOLOGICAL PLOT IN MUSICAL
THEATER OF THE 1960s-1970s

The period of 1960s-1970s was the one of acute social and political tension. World
disasters, wars and the threat of nuclear catastrophe have made the expectation of the end of
the world more tangible and concrete than ever. Along with Christian eschatology, which has
always had various reflections in art, the ideas of crisis eschatology have become popular.
There was d’un ton apocalyptique of philosophy and art (notion by Jacques Derrida). Many
of the works for musical theater of the 1960s-1970s focused on thinking about the
Apocalypse, e. g. De temporum fine comoedia by Carl Orff, Apocalyptica by Milko Kelemen,
Paradise Lost by Krzysztof Penderecki, Die Erschipfung der Welt by Mauricio Kagel and
others. These work’s eschatological picture of the world is a complex of religious and
philosophical concepts, from Old Testament prophecies to the negative dialectics of
Theodor Adorno. Le Grand Macabre by Gyorgy Ligeti (1977) is a synthesis of the key
eschatological ideas of his time, as well as the ideas of postmodernism, the theater of the
absurd, the aesthetics of grotesque realism. There are Christian plot of Apocalypse and
existential Nichts (Nothing). The genre of the work (anti-anti-opera) is associated with an
concept of the death of the opera, which is one of eschatological plot variations. The space of
Le Grand Macabre suggests an antinomic interpretation of all scenes including the finale,

85



where happy ending happens or, maybe, all characters are dead. This final may remind about
one else of the eschatological theory — the idea of the illusion of the end by Jean Baudrillard.
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CHAYAJIA MY3bIKA, TIOTOM CJIOBA: O [IPAMATYPIMTYECKIX OCOBEHHOCTSIX
OITEPBI K. POCCHHM «I'A3ETA»

Omnepa buffa Jx. Poccunn «lasera» (La Gazzetta, 1816) orHocuTCs K 4YHCITY
MaJIOM3BECTHBIX NPOM3BeAeHNI KoMno3uTopa. Hammcannas Ha ymbperro k. [TamomOGsl o
MOTHBaM u3BecTHOM Komenuu Kapio Tombmonn «bpak mo konkypcy» (Il matrimonio per
concorso, 1763), ona Oblia MpeiHa3HauYCHA [T TIOCTAHOBKH B HeamoJUTaHCKOM Teatro dei
Fiorentini. B paGore paccmaTpuBaroTcs 00CTOATEIBCTBA paboThl  PoccuHM — Han
MIPOM3BE/ICHUEM; AHAIM3UPYIOTCS OCOOCHHOCTH LICHTPaJIbHOM Komuueckod maptuu (JloH
IMoMmnoHKo), TNpeAHa3HayeHHOM Juist Beimaromierocs basso buffo Kapno Kaszaudo u
HAIlICAHHOM HAa  HEaNOJUTAHCKOM  JHaleKTe. 3aTparuBaeTcs  peLenuus — Omepsl
COBPEMEHHHKAMH, KOTOpas IPOCIEKUBACTCA [0 MaTepuajaM HEearoJIUTAHCKOW Ipecchl.
Hecmotpst Ha Goiblol ycrmex mpeMbepbl y MyONHKH, Mpecca OTpearupoBayia KPUTHYHO,
HalIs TEKCT JUOpeTTo OEe3BKYCHBIM W BYJBIapHBIM, MY3bIKy cla0oil, a JpaMarypruro
HETPOIyMaHHOM, a cama orepa I10ciie IPeMbepbl HcYe3a U3 penepryapa 1o cepeauHbl XX
BeKka. BokanbHele HOMepa «['a3eTbl» paccMaTpuBaloOTCs B paboTe uepe3 MpU3MY MOHSTHS
situazioni: TTanom6a 1 Poccruu Mcnonp3yroT TunuyHble st buffa cuennueckue curyanum,
KOTOpBIE OTCYTCTBYIOT B IIEPBOMCTOYHHKE. TaK, B IEPBOM aKTe OINEPbI 3TO CHTYALMH MOMCKA
H/IcalIbHOW HEeBECThI (MHTPOIYKILHS), EPEOJSBAHUS B MHOCTpPaHUA (LEHTpPaIbHBINA (HHAI);
BO BTOPOM aKTe — CHTYyallMd HpUMHUpPeHHs: BIroOneHHbIX (aydT Pununno u JIu3errsr),
mpouteHuss U BoccoequHenust (punan). CLUEHHYECKHE CUTYal[id MOTYT OMpEaesiTh U
CTPOCHHE OTAENBHBIX MY3bIKAJIbHBIX HOMEPOB, M JaXKe CIIOCOOBI CaMO3aMMCTBOBAHUM,
KOTOPBIX B 3TOH orepe 0COOEHHO MHOro. B kadyecTBe MpUMEpOB paccMaTPHBAIOTCS KaBaTHHA
Hona IToMmoHKO, LEHTpaNbHbIH (HUHAI, a Takke TePLET, My3bIKaJbHbII MaTepHal KOTOPOro
3aUMCTBOBaH M3 onepbl «IIpoOHBI KaMeHb»: B 00OMX ClydasX CONIEp)KaHHE CHUTYyallUH
COCTaBJII€T HECOCTOSBLIMIICS MOEJMHOK M pa3oliaueHue Tpyca M Jokena. B pesynbrare
aHaM3a HOMEPOB OMEpPBl M MX COMOCTABJICHHUS C JAPYrUMH poccuHueBckuME buffa nemaercs
BBIBOJI, YTO KOMIO3UTOP HCIIOIB3YET MPUHIMUI PaboThl C TOTOBBIMH MOJIEIISIMH BOIUIOIICHHS
CLICHUYECKHX CHTYallMii: OHU M T€ )K€ CLEHHYECKHE MOJIOKECHHS B OIEpax ¢ COBEPLICHHO
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pa3H0ﬁ I/IHTPI/IFOﬁ npeanojaaraoT AHAJIOTUYHBIA COCTaB W T'OJIOCOBHIC aMIulya, MacIuTadbl U
COOTHOLICHUE pa3aC/ioB COJIbHOI'O WU aHcam0JIeBOro HOMEpa, CXOXKHUE MMPUEMBI BOKAaJIbHOI'O
nrucbMa.

FIRST THE MUSIC AND THEN THE WORDS:
DRAMATIC FEATURES OF GIOACHINO ROSSINI'S OPERA LA GAZZETTA

Opera buffa by Gioacchino Rossini La Gazzetta (1816) is one of the composer’s
little-known works. Written to a libretto by Giuseppe Palomba based on the famous comedy
by Carlo Goldoni Il matrimonio per concorso (1763), it was intended for production at the
Teatro dei Fiorentini in Naples. The work examines the circumstances of Rossini’s work on
the work; the features of the central comic part (Don Pomponio), intended for the outstanding
basso buffo Carlo Casaccio and written in the Neapolitan dialect, are analyzed. The reception
of the opera by contemporaries is touched upon, which can be traced through materials from
the Neapolitan press. Despite the great success of the premiere with the public, the press
reacted critically, finding the text of the libretto tasteless and vulgar, the music weak, and the
dramaturgy ill-conceived, and the opera disappeared from the repertoire after the premiere
until the middle of the 20" century. The vocal numbers of La Gazzetta are considered in the
work through the prism of the concept of situazioni: Palomba and Rossini use typical stage
situations of buffa that are absent in the original source. In the first act of the opera there are
situations of searching for the ideal bride (introduction), dressing up as a foreigner (central
finale); in the second act, a situation of reconciliation of lovers (duet of Filippo and Lisette),
forgiveness and reunion (finale). Stage situations can determine the structure of individual
musical humbers, and even methods of self-borrowing, of which there are especially many in
this opera. As examples, we are considering Don Pomponio’s cavatina, the central finale, as
well as the terzetto, the musical material of which is borrowed from the opera La pietra del
paragone: in both cases, the content of the situation is a failed duel and the exposure of a
coward. As a result of the analysis of the opera numbers and their comparison with other
Rossini buffa, it is concluded that the composer uses the principle of working with ready-
made models for the embodiment of stage situations: the same stage positions in operas with
completely different intrigues imply a similar composition and voice roles, scales and ratio of
sections solo or ensemble performance, similar vocal writing techniques.
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OI11EPA «KOm1b110 TTONMMKPATA» D. B. KOPHTOJIbIA:
HA TIEPECEYEHII OITEPHI I OITEPETTBI

Joxnan mocesimen ogHoakTHOH omepe «Kompmo Ilommkpara» (1913), craBmeit
nepBoil po0oil mepa B OmepHOM »kaHpe KoMmo3utopa Opuxa Bonbdranra KopHrombaa
(1897-1957), koropast 10 CHX MOP HE CTAHOBHJIACH OOBEKTOM OTJEILHOTO UCCIIEN0BaHus. B
JOKJIajle aHAIW3UPYETCsl COOTHOLICHHWE JIUOPETTO W MEPBOMCTOYHHKA — OJIHOMMEHHOMN
meeckl [ TeBeneca (1888), 3HaunTENBHO MEpepabOTaAHHON aBTOPAMHM: CIOXKET TEPEHECEH U3
coBpeMeHHOM it aBtopa odmoxu B koHenl XVIII Beka, HeHTpambHOTO IepcoHaKa
JTHOPETTUCTHI HAJEWITH Tipodeccueil KarnenbmeiicTepa, a B HHTPUTY B KQUeCTBE JOOIHEHUS
K 4YeTe IJIaBHBIX TepOeB J00ABHIIM BIIOONCHHYIO Mapy CIYr, YCHIIHB KOHTpPAacThl 0Opa3oB.
BBISBISIOTCS  OCOOCHHOCTH HOMEPHOH CTPYKTYphl — KOMIIO3HUTOp OIHpaeTcsi Ha
TPaJMLIHOHHBIA TPUHIUI CTPOCHHS C YETKUM JICICHHEM apHO3HBIX, aHCAMOJEBBIX |
PEYUTATUBHBIX (parMeHTOB. OmnHChIBaeTcsi JEHTMOTHBHAS CHCTEMa OMepbl. IIpoBOASTCS
napajieNid ¢ JApaMaTyprH4eCKUMH IIpUEMaMH aBCTPHHCKON OMEpEeTThl «30J0TOr0» M
«cepedpsiHOro Bekay. IIpuHIum qui Pro quo (moaMeHa 3HAYMMOr0 B HHTPHIe MpeMeTa Wil
MEepPCOHaXa), KOMHYECKHIl CEeMeHHO-OBITOBOW KOH(IIMKT, KOTOPBIH OecrpensiTCTBEHHO
paspelaercs B puHae, PEMUHUCHCHIIUS Ay3Ta INIABHBIX EPCOHAXEH B MOMEHT CYaCTIIMBOM
Pa3BS3KH HANpsIMYIO OTCHUIAIOT K aBCTpHiickoil omeperre XIX Beka. AHaIu3upyroTCs
BIIMSIHUSL KOMIIO3UTOPOB BEHCKOTO MOJIEpPHA B OOJACTH OMEPHOH OPKECTPOBKHU, CHOXKETHOM
JapaMaryprud W crismsandd. OJHHM W3 3HAYUMBIX OOpa3loB KOMHYECKOW OIEphbl Ui
Kopuronsna cranosurcs «Kasanep possi» (1911) P. llltpayca. [enaercs BEIBOI O TOM, 4TO
onepa Kopuronsaa «Konbio ITonukparay BOupaet B ce0si XapakTepHbIC YePThl My3bIKaIbHO-
CIICHMYECKHX JKAaHPOB OJIOXH BEHCKOrO MOJEpHA, B TOM YHCIE QJAlTUPYeT OTACIbHBIC
MIPUEMBI, XapaKTePHBIE [UIs1 aBCTPUHCKON OIEPETTHL

OPERA DER RING DES POLYKRATES BY ERICH WOLFGANG KORNGOLD:
AT THE INTERSECTION OF OPERA AND OPERETTA

The report is devoted to the one-act opera Der Ring des Polykrates (The Ring of
Polycrates, 1913), which became the first attempt at the operatic genre of composer Erich
Wolfgang Korngold (1897-1957), which has not yet become the object of a separate study.
The report analyzes the relationship between the libretto and the original source — the play
of the same name by Heinrich Teweles (1888), significantly revised by the authors: the plot
was transferred from the author’s contemporary era to the end of the 18" century, the
librettists gave the central character the profession of bandmaster, and in the intrigue as a
complement to the four main characters added a loving couple of servants, enhancing the
contrasts of images. The peculiarities of the number structure are revealed: the composer
relies on the traditional principle of structure with a clear division of aria, ensemble and
recitative fragments. The leitmotif system of the opera is described. Parallels are drawn with
the dramatic techniques of the Austrian operetta of the ‘golden’ and ‘silver ages’. The
principle of qui pro quo (replacement of an object or character significant in the intrigue), a
comic family conflict that is easily resolved in the finale, and a reminiscence of the duet of
the main characters at the moment of a happy ending directly refer to the Austrian operetta of
the 19" century. The influences of Viennese modern composers in the field of opera
orchestration, plot drama and stylization are analyzed. One of the significant examples of
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comic opera for Korngold is Der Rosenkavalier (1911) by Richard Strauss. It is concluded
that Korngold’s opera Der Ring des Polykrates absorbs the characteristic features of the
musical and stage genres of the Viennese Art Nouveau era, including adapting certain
techniques characteristic of the Austrian operetta.

KVM Amnacracus BasiepbeBHa, acnupanm, acnupanm, kageopa
ucmopuu pycckoi mysvixu, MockoBckas eocydapcmbennas
roncepBamopus  umenu I1. V. YaixoBcxoeo, Mockba,
Poccus

Hayunenn pykoBogurens — BiacoBa Exarepuna CepreesHa,
IIOKTOP VICKYCCTBOBEIEHVIS

Anastasia V. KIM, Postgraduate Student, Russian Music History
Department, Moscow State Tchaikovsky Conservatory,
Moscow, Russia

Hayunemt pykosogurerts — Ekaterina S. Vlasova, Dr. Habil.
(Doctor of Art Studies)

Komumccyst o cosgaHmio COBETCKOV OITEPBI B I’ATOBE 1920-1930-X roioB

Bo Bropoii nonoune 1920-x ronoB nepes COBETCKUMH TeaTpaabHbIMU JIESTENSIMU
OCTPO CTOSUIM JIBE NMPOOJEMBI: OTCYTCTBHE COBPEMEHHOI'O OINEPHOTO perepTyapa U IOHMCK
KpPHUTEPHEB KayeCTBEHHO HOBOTO JKaHPa, JOCTOMHOIO HAa3bIBaThCS COBETCKOHM omepoi. Jlns
pewenust 5tux 3anad B 1928 rony Ha 6asze XymoxecrBeHHoro coBera orepsl pu 'ATOBe
Obita copmupoBana Komuccuss 1mo co3paHuio COBETCKOHW omepbl. B cocraB kommuccuu

BXOAWIM BHIHeWmme gesrenu Ttoro Bpemenu: C.O.PamioB — mpencenaresns,
b. B. AcadreB, B. A. [IlpanumnnkoB, b. 1. O0HOopckuit. B creHorpammax —coBemiaHuii
KOMHCCHS ~HMMEHYeTCs [0 Tpamdlud BpPEeMeHHM JlakoHnuHo —  KomcoBomom.

[IpenumecTByrOMMiA OMBIT TBOPYECKOI'O COTPYAHMYECTBA M BBIJAIOLINECS JTOCTHXKEHHS TPOUX
YJICHOB KOMHCCHU 3aKpENIN JUIUPYIOIIYIO MO3UIMI0 YOMHYThIX aestenein IATOba B
BOIPOCE CO3JaHMS IEPEOBOI0 COBPEMEHHOIO TEAaTPaJbHOIO ONEPHOrO  CIIEKTAKIIS.
Hecmotpst Ha MHTepec HcclenoBaTelell K YIOMSHYTOW MpoOiieMe, MPexIe NesTeIbHOCTh
komuccun 'ATObBa mo co3maHuio cCOBETCKOW oOmepel HE PacCMaTPHBAIMCh KaK LEIbHOE
sBJICHHE. 3ajaya JIOKJaJa 3aKII0YAeTcs B MPEJCTaBICHUM TOro, KaK Ha IPaKTHKe
peanu30BbIBANIACH JICATEIBHOCTh HOBOTO TBOPYECKOI'O OpraHa M KakUX pPe3yJbTaToB eMy
yaanoch AocTudb B mepuoa pyoexa 1920-1930 rr. B mokmame ocBelieHbl OCHOBHbBIE
MoApoOHOCTH Tpolecca OOLIECTBEHHOW AMCKYCCHM O TPeOOBAaHHSX K HOBOMY IKaHDPY,
BOCCTAaHOBJIEHA I10CJIEA0BATENBHOCTh pemieHnii Komuccun B pa3paboTke KpUTEpHUEB jkaHpa
JUIsL  OCYLIECTBIICHHS TOCYJapCTBEHHOTO 3aKa3a JIMOPETTHCTAM M KOMIIO3UTOpaM,
paccMOTpEHbI MO3MIMH OTIEbHBIX 4ieHOB KoMHCCHHM, COOTHECEHBI LU U JOCTUTHYThIE
pe3ynbTaThl B pa3paboTke HOBOro aHpa. JlOKJIaa IOATOTOBICH Ha OCHOBE MaTEpHalIOB
¢doumoB Poccuiickoii Hammonansroit 6ubnuoreku (PHB), Poccuiickoro rocymapcrBeHHOro
apxuBa JnurepaTypel U uckycctBa (PI'AJIM), LleHTpanapHOro TOCYyJapCTBEHHOTO apXHBa
nutepatypsl 1 uckyccrBa Cankr-IlerepOypra (LIIAJIN).
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COMMISSION FOR THE CREATION OF SOVIET OPERA (KOMSOVOP)
INGATOB 1920-1930s

In the second half of the 1920s, Soviet theatre actors faced two acute problems: the
lack of a modern opera repertoire and the search for criteria for a qualitatively new genre
worthy of being called Soviet opera. To solve these problems, in 1928 the Commission for
the Creation of Soviet Opera was formed on the basis of the Artistic Council of Opera at the
State Opera Theatre. The Commission consisted of the most prominent figures of that time:
Sergei Radlov — chairman, Boris Asafyev, Vladimir Dranishnikov, Boris Obnorsky. In the
transcripts of the meetings, the commission is referred to laconically as Komsovop according
to the tradition of the time. The previous experience of creative cooperation and outstanding
achievements of the three members of the commission consolidated the leading position of
the mentioned GATOB figures in the issue of creating an advanced modern theatre opera
performance. Despite the interest of researchers in the above-mentioned problem, the
activities of the GATOB commission for the creation of Soviet opera have not been
considered as a whole phenomenon before. The aim of the report is to present how the
activities of the new creative body were realised in practice and what results it managed to
achieve in the period between 1920 and 1930. The report covers the main details of the
process of public discussion of the requirements for the new genre, reconstructs the sequence
of the Commission's decisions in the development of the genre’s criteria for the state order to
librettists and composers, considers the positions of individual members of the Commission,
and relates the goals and results achieved in the development of the new genre. The report has
been prepared on the basis of materials from the collections of the Russian National Library
(RNB), the Russian State Archive of Literature and Art (RGALI), and the Central State
Archive of Literature and Art of St. Petersburg (TsGALI).
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xoncepBamopuu  umenu  I1. V. YatikoBckoeo,  Bedyuyuil
HayuHbil compyoHuk, cexmop Kaaccuueckoeo uckyccméa
3anada, Tocydapcmbenroeo uHcmumyma uckyccmpBosHanus
Mock68a, Poccus

Larissa V. KIRILLINA, Dr. Habil. (Doctor of Art Studies), Full
Professor, Foreign Music History Department, Moscow
State Tchaikovsky Conservatory, Leading Researcher,
Western Classical Art Department, State Institute for Art
Science, Moscow, Russia

«ICTIAHCKMI CJIEJ» B JIMBPETTO U [IOCTAHOBKAX OITEPbI BETXOBEHA «PUIEJINO»

Omnepa berxoBena «®umennoy», CymecTBYIOIIas B TPeX pPeAAKIMsIX, OCHOBaHAa Ha
mubperro Kana-Hukoma byiitn «Jleonopa, wumm Cympyxkeckas m060Bb»  (1798).
DpaHIy3cKHid OpUTHHAT MECTaMH TOYHO, 2 MECTaMH CBOOOJHO MEPETOKMIN Ha HEMEIKHN
361K mubpertHcTh Berxosena: Mozed Sommeiitaep (1805), Credan dou Bpéiinmur (1806) u
I'eopr @punpux Tpeituke (1814). B npame Byiin skanp 0003Ha4YEH KaK «UCTOPUUECKHUN (aKT,
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MOJIOKEHHBIN Ha MY3bIKy». Ha TuTymsHOM mmcte maptutypsl onepsl [Isepa ["aBo, mepBoro
npousBeieHnsT Ha 3ToT croxeT (Ilapmxk, 1798), mmeercs yrounenne: «pakT W3 HCHAHCKOH
ucropun». TpaaulMOHHO cyuTaeTcs, uTo byitu nepenec neicTBue cBoeit nbeckl B Mcnanuio
BO M30EKaHWE CIMIIKOM OOJIe3HEHHBIX HAMEKOB HAa YXKachl SKOOWHCKOTO Teppopa BO
Opanmn (1793 — nmagano 1794 roma). YV [IeWCTBYIOIIMX JIMII WMENNCH peajibHbIE
MIPOTOTHITBI, KOTOPBIC BPS JIM XOTEIU ObITh y3HAHHBIMH. OTCYTCTBHE TPSAMBIX CBs3CH C
COBPEMEHHOCTBIO aKIICHTHPOBAT W 30HJCHTHEpD B CBOEM IHChbME BEHCKHM IICH3YPHBIM
prnactssM. OJHAKO <WCIAHCKUH clieq» B JIMOPETTO, CICHOrpapuH ¥ MPUKA3HEHHBIX
IMOCTAHOBOYHBIX PEIICHUSIX omephl beTXxoBeHa OOHApYXHTh BCE-TaKHM MOXHO. [lomMuMoO
KpacHOPEYMBOro MMeHH Tupana [Tumappo, 3to cama ¢adyia, Bocxonsimas K CpeJHEBEKOBBIM
HCTIAaHCKMM TIpEJIaHuUsIM, ¥ HEKOTOpHIE YITOMHHAeMbIe B TEKCTE PEaINH, OHSATHBIE ITyOJINKe
Hayasia XIX Beka. [[ns Mcnanum mnepuona HAroJIEOHOBCKUX BOWH CHOXKET «Duuenror»
BEITJIsI/IEN OBI BechbMa akTyaldbHBIM. Ho 9Ta omepa He craBmiiack B Mcrannu BioTs 10 1893
roga. M numb B HEKOTOPBIX CIEKTAKIAX XX BeKa HCIAHCKHE AJLTIO3HMH, WMEIOIIHECS B
TUOpEeTTO, peaNm3yloTcs B pexuccepckux Koamemmmsax. Cioxer «Pumenmo» m Mysblka
BerxoBeHa 103BOJIAIOT HE NMPUBA3BIBATE 3Ty ONEPY K ONpPENEsIEHHOM cTpaHe U 3moxe. TeM He
MeHee, lcrmanmsi o00O3HaueHa KaK MeECTO JEWCTBUS OTHIOAb HE paadl YCHIIUICHHS
OMTENFHOCTH (PPaHILy3CKOH MiIH BeHCKoH eH3ypsl koHna X VIII — navana XIX Beka.

‘SPANISH TRACE” IN THE LIBRETTO AND STAGE PRODUCTIONS OF BEETHOVEN’S OPERA FIDELIO

Beethoven’s opera Fidelio, known in three versions, is based on Jean-Nicolas
Bouilly’s libretto Léonore, ou L’Amour conjugal (1798). Beethoven’s librettists Joseph
Sonnleithner (1805), Stephan von Breuning (1806) and Georg Friedrich Treitschke (1814)
translated the French original into German, in some places close to original text, and in others
freely. Bouilly’s drama labelled the genre as ‘fait historique en prose mélée de chants’. On
the title page of the score of Pierre Gaveau’s opera, the first musical work on this subject
(Paris, 1798), there is an important specification: ‘La scéne se passe en Espagne’. It is
traditionally believed that Bouilly transferred the action of his play to Spain to avoid too
painful allusions to the horrors of the Jacobin Terror in France (1793 — early 1794). The
chief characters had real prototypes who hardly wanted to be recognised. Sonnleithner
strongly emphasised the lack of direct links with modernity in his letter to the Viennese
censorship authorities. However, it is still possible to detect a ‘Spanish trace’ in the libretto,
scenography and lifetime staging decisions of Beethoven’s opera. Apart from the eloquent
name of the tyrant Pizarro, it is the plot itself, which dates back to medieval Spanish legends,
and some details mentioned in the text that were understandable to the public of the early 19%
century. For Spain during the Napoleonic Wars, the plot of Fidelio would have looked very
relevant. But this opera was not staged in Spain until 1893. The plot of Fidelio and
Beethoven’s music make it possible not to tie this opera to a particular country or era.
Nevertheless, the Spanish setting is not designated only for the sake of appeasing the French
or Viennese censors of the late eighteenth and early nineteenth centuries.
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3HAUYEHME TEPMUAHOB SELETE (MOJIYAHME) U PAUSE (ITAY3A) B BPFOCCEJIBCKUX ITOCTAHOBKAX
«CEMU PAOCTEN MAPHNy (XV I BEK)

OcHOBHasI TeMa JIOKJIaja CBsi3aHa C IPOOJIEMOI M3YYeHHS 3pEHIIHON KYIbTYpHI
Hunepnango XV — XVI BekoB, a IMEHHO, OCOOCHHOCTSMH MY3BIKQIBHOW TEPMUHOJIOTAN
MHUCTEpHAIBHBIX TOCTaHOBOK. OCHOBHOE BHHMAaHHE YIENSETCS TPaguIld OprOCCENBCKHX
MOCTaHOBOK ceMuiieTHero mukia «CeMb Pagocreit Mapumy, npoxonusimux ¢ 1448 no 1566
IO/l ¥ TIPUYPOYEHHBIX K €KErOTHON MPOLECCHH B YeCTh UyJ0TBOpHOH cTaTyHn JleBsl Mapum.
ITocne oxoHUYaHWS TPOIECCHH pa3bITphIBANTACh OJHA M3 CeMH dacTeil muxna. J[o Hamero
BPEMEHHU COXPaHWINCh TOJbKO JBe pykomucu — Ilepoit u Cempmoil PamoctH, xoropbie
HCITOB30BATNCh I TMOCTaHOBOK B 1559 m 1566 romax. Ha mpumepe stumx pykonmceit
MoIpOOHO pacCMaTPHBAIOTCS TakWe TepMuHBI Kak Selete (Momuanwe) u pause (maysa),
yKa3bIBAIOIINE Ha MY3BIKaIbHbIE BCTaBKH. OIpemensercs: CBs3b TEPMHHOB «MOJYAHHE» H
«may3a» C CHOKETOM IIOCTQHOBKH, HPHUHIMIIOM CHMYJIBTaHHOCTH, JIEKAIlleM B OCHOBE
o(OpMIICHHS MTPOBOrO TPOCTPAHCTBA M OPraHM3alMHM CLIIEHUYECKOTro NEHCTBHS, a TaKoKe
MPEANPUHUMAETCS TOMBITKA ONpPEAENNTb, KAKOE MMEHHO MY3bIKaJIbHOE CONPOBOXKICHHUE
0003HauYalOT yKa3aHHbIE TEPMHHBI. [logHMMAaeTcst A NPUHLMITHAIBHBIX BOIPOCOB: MOXHO
JOM paccMaTpuBaTh TepMHHBI Selete M pause kak yKkasaHHe Ha HCKIIOUHTEIHHO
MOCTAHOBOUYHBIE NMPHEMBI, BHE UX CBS3U C COJAEpPKaHMEM IPEJCTAaBICHUS, CYHIECTBYET JIU
CBA3b MOXKIOy Selete u ompemeneHHOM MM3aHCLEHOHM, pasnuyaroTcs U (QYHKIMH B
UCIIONB30BaHUK TEPMHUHOB Selete/pause B kauecTBe COCIMHEHHS C MPEbIAYIIEH CLEHOH U
MPEABOCKHUIICHHUS CIISAYIOIIEH, KaKUM 00pa3oM COOTHOCHTCS HCIIONIb30BaHKe TepMUHa Selete
B OpIOCCENBCKMX PYKOMHUCSX C MOCTAHOBOYHOW TPAAUIIMEH HEMEIKOW PENUTHO3HOH Ipambl
no3aHero CpeHEBEKOBbsl U TEPMHUHA PaUSe ¢ MPAaKTUKON MTOCTAHOBOK PEIUIHO3HBIX MTBEC BO
®paHlyUK, KaKue My3bIKalbHble WHCTPYMEHTBI HCIIONB30BANUCh, M TIJ€ HAXOAWIUCh
My3BIKQaHTBl BO BpeMsl IpEJCTaBICHUS. B monckax OTBETOB Ha IIOCTABIEHHBIE BOIPOCHI
paccMaTpuBaeTCs JBa BUAA PEMApPOK, B KOTOPBIX YMOTPEOISAIOTCS yKa3aHHbIE TEPMHUHBI,
MPOBOAUTCS CpaBHEHHE TEKCTOB pykomuced «Cemu Pagocreit Mapuw» ¢ romnaHackoi
cpeqHeBEeKOBOM urpoil «O maTH MYAPBIX U TMATH HEPa3yMHBIX EBax», NPUBIEKAIOTCS
pacueTHble KHHUTH C 3alUCAMHM O BBIIUIATAX My3bIKAHTaM, MNPHHUMABIINX YJacTHE B
IIOCTaHOBKE OpIOCCENBCKHMX Mbec. B pesynbrare NMpennpHHATOrO aHAM3a BbICKAa3bIBAIOTCS
MpEeANoNokKeHnss 0 mpeobnaganuu B mocraHoBkax Ilepsoit u Ceapmoit Pagoctn Mapuun
WHCTPYMEHTAIBHOH MY3BIKM M JIyXOBBIX MY3bIKJIbHBIX HHCTPYMEHTOB, 00 OTCYTCTBUH
CTPOTOii CHCTEMBI B UCTIOJIB30BAHUH TEPMHHOB Selete u pause, ux TeCHO# CBSI3U C YCIOBUSIMHU
CLICHUYECKOro O(QOPMIICHHS, COACPKAaHUEM CIEHMYECKOro NEHCTBHS M IOCTAaHOBOYHOW
TpaguLMeld MUCTEPUATIbHOM CLIEHBI.
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THE MEANING OF THE TERMS ‘SELETE’ (SILENCE) AND ‘PAUSE’ (PAUSE) IN BRUSSELS
PRODUCTIONS OF THE SEVEN JOYS OF MARY (16TH CENTURY)

The main topic of the report is related to the problem of studying the spectacle
culture of the Netherlands of the XVV—XV1 centuries, namely, the peculiarities of the musical
terminology of the mystery productions. The main attention is paid to the tradition of
Brussels productions of the seven-year cycle The Seven Joys of Mary, held from 1448 to 1566
and timed to the annual procession in honor of the miraculous statue of the Virgin Mary.
After the end of the procession, one of the seven parts of the cycle was played. Only two
manuscripts have survived, the First and Seventh Joys, which were used for the 1559 and
1566 productions. Using these manuscripts as examples, terms such as ‘selete’ (silence) and
‘pause’ (pause) that indicate musical insertions are examined in detail. The connection of the
terms silence and pause with the plot of the play, the principle of simultaneity underlying the
design of the playing space and the organization of the stage action is determined, and an
attempt is made to determine what kind of musical accompaniment these terms denote. A
number of fundamental questions are raised: Whether the terms ‘selete’ and ‘pause’ can be
regarded as indicating exclusively staging techniques, outside of their connection with the
content of the performance, whether there is a connection between ‘selete’ and a particular
mise-en-scene, whether the functions in the use of the terms ‘selete’/pause’ as a connection
to the previous scene and anticipation of the next scene are different, how the use of the term
‘selete’ in the Brussels manuscripts relates to the staging tradition of German religious drama
of the late Middle Ages and the term ‘pause’ to the practice of staging religious plays in
France, what musical instruments were used, and where the musicians were located during
the performance. In search of answers to the questions posed, two types of remarques in
which the above terms are used are examined, the texts of the manuscripts of The Seven Joys
of Mary are compared with the Dutch medieval play About Five Wise and Five Unwise
Virgins, and settlement books with records of payments to musicians who took part in the
staging of the Brussels plays are consulted. As a result of the undertaken analysis,
assumptions are made about the predominance of instrumental music and wind musical
instruments in the productions of the First and Seventh Joy of Mary, about the absence of a
strict system in the use of the terms ‘selete’ and ‘pause’, their close connection with the
conditions of stage design, the content of the stage action and the staging tradition of the
mystery scene.
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Russian Institute of Arts History, Saint Petersburg, Russia

V-aN

HcTtoprus 0 POXIECTBE B OHEPAX AJEKCAHJPA KHAN®EIST CANTERVILLE 1 «AJIUCA B CTPAHE
YYJIECH

Omnepol  Anekcannpa Kuaiidens «KenrepBunbckoe mnpuBuaeHue» (BO BTOPOit

penakiuu  Canterville) u «Anmca B crpaHe dymec» NPUHAUICKAT K PasHBIM THIAM

My3bIkanbHOro Tearpa. Canterville (1966/2020) na nubperto Tartbsabl KpamapoBoii 1o

pacckazy O. VYaifnpaa comepkuT B ceGe Bce NMPUBBIYHBIE aTPHOYTHI JKaHpA ONEPHI: €CTh
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CIOJKET, IOCIIEJIOBATENIFHO Pa3BOPAUMBAIOIIMICS HA MPOTSDKeHUH 10 aKkToB, TIIaBHBIE T'€POH
(Bupmxunust u Ilpuspak), 3aBs3ka, KyJIbMHHALUS M paspelieHue koHguukra. Ha ocHoBe
MaTepuaga W3 3TOr0 COYMHEHMsS IO3Ke Oblla CAenaHa BOKAIbHO-CHM(OHHMYECKas CIOHTa,
0003HaYeHHAass aBTOPOM KaK «POMAaHTHUYECKHE CIEHBI». «Ajmca B crpaHe gyzmec» (1999) —
IIPOM3BE/ICHUE, C TPYIAOM IOAJAIOIIEecs )KaHPOBOMY OIpEJIETICHHI0. DTO HE CTOIBKO Orepa,
CKOJIBKO MHOTOYPOBHEBOE CHHTETHUYECKOE JEHCTBO, I'/le B POJIM TEKCTa BBICTYIAIOT CaMble
pa3HbIE JIEMEHTBI: My3bIKaJIbHbIE 3BYKH, IIIYMBI, COMIUIBL, JKECTBI U CBET. «AJIMCA B CTpaHE
yynec» Knaiiens orxomur or tekcra Kapomna u Bximrouaer B cebs Maccy o0pasoB U
acCOLMALMi, B3ATBIX KOMIIO3UTOPOM M3 cBOeH xn3HU. CKa30uHbIE MEPCOHAKH HMPOU3HOCAT
PYCCKUE CKOPOTOBOPDKH M CUHTAJIKH, ACCOLHUPYSCH, MOPOK0, C PEANbHBIMH JAPY3bSMH U
3HaKoMbIMH KHali(ens. 31eck HeT HappaTHBa, a caM CIOKET WrpaeT BTOPHUHYIO poib. Jlaxe
TIOC/IE/I0BATENIbHOCTh KAPTUHOK M3 «AJMCBI B CTpaHe uylaec» U «AIHCH B 3a3epKaibe
CMeIlIaHa 110 CrenuanbHol YnciaoBoi popmyne. Ho ects onna obmas Tema, 00beAMHSIOmAs
9THU J1Ba CTOJIb Pa3HBIX OITyca, — HcTopus PoxknecTBa XpHCToBa, MOSBUBINAACA B «AJHUCe B
CTpaHe 4yJec» BIOJHE oco3HaHHO, a B Canterville ckopee Ha MHTyHTHBHOM ypoBHE. DTO
MO3BOJISIET TOBOPUTH O NPHU3HAKAX JKaHpPAa MUCTEPUH B OOOMX TEaTPaJbHBIX COUMHEHHAX
Anexcannpa Kuaiidens, xoropas mpejacTaBleHa Kak B JIMHEHHO-ITOBECTBOBATEIHHOM
pakypce, Tak U B 0COOOM OECCIOKETHOM, BapHaHTe, BKJIIOYAIOIIEM B ce0s HECKOIBKO
YPOBHEH BOCIIPHSATHSI.

CHRISTMAS STORY IN THE OPERAS CANTERVILLE AND ALICE IN WONDERLAND BY ALEXANDER
KNAIFEL

Alexander Knaifel’s operas The Canterville Ghost (in the second edition Canterville)
and Alice in Wonderland are different types of musical theater. Canterville (1966/2020)
(libretto by Tatyana Kramarova) based on a story by Oscar Wilde contains the usual attributes
of the opera genre: there is a plot that unfolds sequentially over 10 acts, the main characters
(Virginia and the Phantom), a plot, a climax and a resolution of the conflict. Later the
composer took the music from this opera and made a suite, which became as ‘romantic scenes
for soloist and chamber orchestra.” Alice in Wonderland (1999) is a work that is difficult to
define by genre. This is not so much an opera as a multi-level synthetic performance, where
there are varieties of elements: musical sounds, noises, samples, gestures and light. Knaifel’s
Alice in Wonderland departs from Carroll’s text and includes a lot of images and associations
taken by the composer from his life. Fairy-tale characters pronounce Russian tongue twisters
and counting rhymes. They are sometimes associated with Knaifel’s real friends. There is no
narrative here, and the plot itself does not play an important role. Even the sequence of
pictures from Alice in Wonderland and Alice Through the Looking Glass is subject to a
special numerical formula. But there is one common theme that unites these two very
different opuses — the story of the Christmas, which appeared in Alice in Wonderland quite
consciously, and in Canterville rather on an intuitive level. This allows us to talk about the
signs of the mystery genre in both theatrical works of Alexander Knaifel, which is presented
both in a linear narrative perspective and in a special plotless version, which includes several
levels of perception.
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KOJIEHYEHKO Upuna l'eoprmuesna, cmapuiuil
npenooaBameny, kagpedpa  MY3bIKAALHOU — Neda0eUKU,
Poccuiickas axademus umenu I'necunvix, Mock8a, Poccus

Irina KOLENCHENKO, Senior Lecturer, Musical Pedagogics
Department, Gnesin Russian Academy of Music, Moscow,
Russia

JTETCKASI OTIEPA A.T. TPEUAHMHOBA «KOT, ITETYX 11 JINCA» (1924): K CTOJIETHIO CO3IAHUSA

Ob6pamenne A. T. pedaHnHOBa K CO3JaHMIO MY3BIKH JUIS JIeTE€H CBSI3aHO C €O
TIeTarOrMIeCKO JeSATEeIBHOCTRI0 B MY3BIKQIFHOM YUHIIMINE cecTep [ HEeCHHBIX M IIKOJIe
T. JI. Bepkman. PaGorast ¢ netbmu, ['pedyaHHHOB co3laeT MpoM3BeNeHHS IS (OpTENHaHo,
X0pa, a TaKXKe IMUIIET JETCKHEe ONephl — JOCTaTOYHO MOJIOJOH JKaHp Uil TOrO BpEMEHH,
MepBble  00pas3ibl KOTOPOTO IMMOSBHIMCHE TONbKO B 1880-x romax. Jlerckas My3bIka
I'peyannHOBa MHOTO HCHONHSIACH B MY3BIKQIBHOM YUIJIMIIE [ HECHHBIX, TAe 3Bydall
XOpOBBIE MPOU3BENICHUSI KOMIIO3UTOPA, B pa3HOE BpeMs OBbUIM IOCTaBJIICHBI JETCKUE OIEpPHI
«EnoukvH con» 1 «MBIIKUH TepeMok». Haxomsice B amurpanuy, ['pedaHiHOB MPOIoiDKaeT
nepenucky ¢ Esr. @. 'necunoii, a nocne ee yxona ¢ En. ®. I'necunoil. B orHoM n3 nucem ot
7(24) mas 1928 rona xk Esrennn ®abuanosne I'peuannHoB numet: «[lepen TeM Kak cecTh
BaMm nucate, s BCHOMHMII, 4TO Y MEHA €CTh AeTCKas olepa, HanucanHas B 1924 rony, «Kor,
[etyx u Jluca», Tekct U. A. HoBuxosa. [Toka3bsiBan nu s ee Bam? S ceituac ee npourpai u
Hamen ee AocToiHoN Bamero Bumanusa <...>. Ona cnoxHel «Tepemka» n «EnodxkuHa
cua»t. B nacrosmee Bpems «EnoukuH com» M «MBIIIKMH TEPEMOK» HEOIXHOKPATHO
uznaBanuck, a «Kor, Iletyx u Jluca» XpaHurtcs B BHe pyKomucu?. BosHuKaeT Bompoc:
royeMy 3Ta omnepa He ObUIa M3JaHA HY IIPU JKU3HU KOMIIO3MTOpa, HU mocie. I'peyaHnHOB
IIMCAI, YTO OTIPABHI PYKONHUCh B MOCKBY, OJJHAKO HE COXPaHMJIOCh HUKaKOW MH(pOpMAIHH,
Oblla JIM 3Ta ONepa MCIOIHEHa M IOCTaBleHA. MOXKHO IPEANOIOKHTb, YTO ITOMY
CrocoOCTBOBAJIO  HECKOJIBKO — (hakTOpoB. Bo-NEpBBIX, KOMIIO3MTOp 3SMUTPUpPOBAN, U
OTHOIICHHE K €ro My3blKe He Bcerga Obuio OuarockioHHbIM. Bo-Bropbix, I'peuaHnHOB
Hanucan JOBOJIbHO MHOTO JETCKOM MY3bIKM, PAcCUUTAHHOM JUIs MCIOIHEHHS CaMbIMH
MaJICeHbKUMH JIETbMH, @ 3Ta Ollepa HpeJronaraeT UCHOJIHeHHe 0oJee B3POCIbIMH HEBLAMH,
CKOpee BCEro Y4JallUMMCS CTapIIMX KIJIACCOB, WJIM JaXke cTyaeHTamMu. B-tpetpux, B 1920-¢
rofibl HAuYMHAIOT CO3]aBaThCsl JAETCKUE ONEPbl Ha aKTyalbHBIE B TO BpPEMs CIOXKETBI,
oTpaxkatomme HoByro wuaeonoruto: [.I.JlobaueB «3Bepu 0e3 cyeBepuit» (1927),
M. U. KpaceB «bynt kykom» (1925), «MI B andaBure — pesomonus!» (1927). Jderckue
OIEpBI HA CKA304YHbIE CIOXKETHI B OCHOBHOM ITHCAJIUCh B JOPEBOIIOLMOHHOE BPEMS, 4acTO 3a
OCHOBY Crokera Opanuch anumanucrtuueckue ckaskd. Ckaska «Kor, Ileryx u Jluca»
BCTpeuaeTcss B pa3HbIX BapuaHTtax B coOpanmu A. H. AdanaceeBa «Hapomubsie pycckue
CKa3Km». |’ peyaHNHOB B3sUT BapuUaHT CKa3KH, 1€ TOMUMO OCHOBHBIX AEHCTBYIOLIUX JIHI] —
Kora, JTucer u ITeryxa (conuctel), yuacTByeT NepCOHH(DUIIMPOBAHHBIN XOp — CEMb JIUCEHST
(Uyuenka, Ilomuyuenka, Ilomait YUennok, Ilommatu Illecrok, TpyOy OrtkpsiBaii, Oroub

1 'necunckuit ucropuueckuii coopuuk. K 60-neruto PAM um. I'necunbix: 3amucku My3sesi-kaptupbl Ei. @. THecuHoii.
M.: PAM um. I'necunsbix. C. 220-221.
2P AJIN, doun 745, ommcs Nel, exnnnna xpaneHus Ne5.
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Pazmysaii, Ilekn Ileryxa). B xXymokecTBeHHO-0Opa3HON JpamMaTyprHyl ONEpPHl HMEHHO
JIUCEHATa NPUIAIOT e YepThl KOMHYHOCTH: peMapka B KJIABHPE «BBIOETAIOT Ha CLEHY CEMb
JIUCEHAT KYBBIPKasCb W BU3XKa», HX BOKAJIbHbIC IIAPTUU YAaCTUYHO IIOCTPOCHBI Ha
BBIJ[yMaHHOM 3BYKOIOJIpaKaTenbHOM si3bike («Ku-BH, ay, KHBH ay, KOIIOKIIO, KOI[OKIIO»),
ecTb HeOonpIme (pasbl, KOTOPHIE JNEKIAMUPYIOTCS, TaKXkKe MPeTyCMOTPEHBI «MUMHUYECKHE
CLICHBD», @ B HEKOTOPBIX MOMEHTAX OIEpbl 3BYYMUT IIOJIHOLECHHBIA YETBIPEXIOJOCHBIA XOp.
Jerckas onepa «Kor, Ileryx n Jluca» nocrpoeHa 1o NpUHIMILY CKBO3HOIO Pa3BUTHs, B HEH
IIPUCYTCTBYIOT HEOOJIBIINE pa3TOBOPHBIE BCTAaBKH, HAIpUMEp, B CIIEHE BOOOPaKaeMoro
nenenus Jlucoit mexxay nucenstramu [letyxa. CroskeTHBIE TOBOPOTHI B Orlepe OOBITPHIBAIOTCS
HCIIOJIHUTEISIMU, O YEM CBUJIECTEJILCTBYIOT MHOI'OUUCIICHHBIE PEMapKu B Ki1aBupe. BokanbHas
nmaptusi Kora Gorata pa3imuHBIMH WHTOHALMSIMH, HAalpHMeEp, CIOT «Msy» pacreBaeTcsl Ha
pasHbIX MHTEpBaJIaX U C Pa3HbIM IIOATEKCTOM B 3aBUCHMOCTH OT IOBOpoTa croxera. C
TIOMOIIBI0O MHTOHAIIMOHHOTO pa3HooOpas3ws B mmapTud lleryxa mepenaercs YBaHIMBOCTD,
CaMOHAJIESIHHOCTb U TJIYNOCThb. B OCHOBE ApaMaTypruy JeKUT AUAIOrMYHOCTh AEHCTBEHHOTO
U IOBECTBOBATENBHOIO XapaKIepa, COJbHbIE IIAPTHU JOBOJBHO DPAa3BUTBl U CIOXKHBI B
MHTOHALMOHHOM U BOKaJIbHOM OTHOIIECHHH.

CHILDREN’S OPERA BY ALEXANDER GRECHANINOV THE CAT, THE ROOSTER AND THE FOX
(1924): To THE CENTENARY OF CREATION

Appeal from Alexander Grechaninov’s commitment to creating music for children is
connected with his teaching activities at the Gnesin sisters” music school and the school
Tamara Berkman. Working with children, Grechaninov creates works for piano, choir, and
also writes children’s operas — a fairly young genre for that time, the first examples of which
appeared only in the 1880s. Children’s music by Grechaninov was performed a lot at the
Gnessin Music School, where the composer’s choral works were performed, and at different
times the children’s operas The Christmas Tree Dream and Myshkin Teremok were staged.
While in exile, Grechaninov continues correspondence with Evgenia F. Gnesina, and after her
death from Elena F. Gnesina. In one of the letters dated May 7 (24), 1928 to Evgenia Gnesina
Grechaninov writes: ‘Before | sat down to write to you, | remembered that | have a children’s
opera written in 1924, The Cat, the Rooster and the Fox, text by Ivan Novikov. Did | show it
to you? | have now played it and found it worthy of your attention... It is more complex than
Teremok and The Christmas Tree Dream!. Currently, The Christmas Tree Dream and
Myshkin Teremok have been published several times, and The Cat, the Rooster and the Fox is
kept in manuscript form. 2 The question arises why this opera was not published either during
the composer’s lifetime or after. Grechaninov wrote that he sent the manuscript to Moscow,
but no information has been preserved as to whether this opera was performed and staged. It
can be assumed that several factors contributed to this. Firstly, the composer emigrated, and
the attitude towards his music was not always favorable. Secondly, Grechaninov wrote quite
a lot of children’s music, designed to be performed by very young children, but this opera is
supposed to be performed by older singers, most likely high school students, or even college
students. Thirdly, in the 1920s, children’s operas began to be created on plots that were
relevant at the time, reflecting the new ideology: Grigory Lobachev The Animals without

1 Gnessin historical collection. To the 60th anniversary of the Russian Academy of Music. Gnessins: Notes from the
museum-apartment EI. F. Gnessina. M.: RAM im. Gnesins, pp. 220-221.
2RGALLI, fund 745, inventory No. 1, storage unit No. 5.
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superstitions (1927), Mikhail Krasev The Revolt of the Dolls (1925), The And in the alphabet
there is a revolution! (1927). Children’s operas based on fairy-tale plots were mainly written
in pre-revolutionary times, often using animalistic fairy tales as the basis for the plot. The
fairy tale The Cat, the Rooster and the Fox is found in different versions in the collection of
Alexander Afanasyev The Russian folk tales. Grechaninov took a version of the fairy tale,
where in addition to the main characters — the Cat, the Fox and the Rooster (soloists), a
personalized choir takes part — seven fox cubs (Stuffed Animal, Podchuchelka, Give the
Shuttle, Patch the Six, Open the Pipe, Blow the Fire, Peki the Rooster). In the artistically
figurative dramaturgy of the opera, it is the little foxes that give it comic features: the stage
direction in the clavier ‘seven little foxes run onto the stage, tumbling and squealing’, their
vocal parts are partially built in an invented onomatopoeic language (‘Ki-wi, au, Kiwi au,
kotsoktso, kotsoktso”), there are small phrases that are recited, there are also ‘mimic scenes’,
and at some points in the opera a full-fledged four-voice choir sounds. The children’s opera
The Cat, the Rooster and the Fox is based on the principle of cross-cutting development; it
contains small conversational inserts, for example, in the scene of the Fox’s imaginary
division of the Rooster between the fox cubs. Plot twists in the opera are played out by the
performers, as evidenced by numerous stage directions in the clavier. The Cat’s vocal part is
rich in various intonations, for example, the syllable ‘meow’ is sung at different intervals and
with different subtext depending on the turn of the plot. With the help of intonation diversity,
the role of the Rooster conveys swagger, arrogance and stupidity. The basis of the dramaturgy
is the dialogical nature of the effective and narrative nature, the solo parts are quite developed
and complex in intonation and vocal terms.

KOPHOOP® Amuna CepreeBHa, Jokmop uckyccmboBedeniis,
Bedywjuti Hayunwil compyonux, cekmop uckyccméa Hoboeo u
Hobetiweeo  Bpemenu,  TocyoapcmBenmviii  uncrmumym
uckyccmbosnanus, Mock6a, cmapuiuii HayuHblil cOmMpYyoHUK
no epanmy, Canxm-Ilemepbypeckuii — eocyoapcmBertbiil
yHubepcumem, Canxm-Ilemepbype, Poccus

Anna S. KORNDOREF, Dr. Habil. (Doctor of Art Studies), Leading
Researcher, New and Contemporary Art Department, State
Institute for Art Studies, Moscow, Senior Grant Researcher,
Saint Petersburg State University, Saint Petersburg, Russia

BU3Y AJIbHBII OBPA3 JIPEBHEI PYCH HA OIEPHOM CLEHE HAYAJIA XX BEKA!

HuTepec k croxeTaMm U3 pycCKOi HCTOPHU U OBIIIMHHOM IPEBHOCTH, MPOSIBUBILIMICS B
TBOpPYECTBE 1IJIOT0 psija ApamMaTyproB U KOMIO3UTOpoB Hauaja XIX Beka, morpeGoBai oT
HHUX, @ TaKkKe OT O(QOPMIIABIIMX CIEKTAKIM XYHIO0KHHKOB-IEKOPATOPOB  «H300pETEHMS»
COOTBETCTBYIOIIMX MECT JCHCTBUS — IUIOMIAJICH M YIHI] CPEHEBEKOBBIX PYCCKUX T'OPOJIOB,
BHYTPEHHHX MOKOEB KHSKECKHX YEpPTOroB, BOMHCKOI'O CTaHAa KHSDKECKOH JPYKHMHBI U T.H.
TakuM 00pa3oM, W3y4eHHE MCTOPHUH PENpPEe3eHTAllMM UCTOPHYECKOTO MPOILIOr0 B PYCCKOM
n300pa3UTENBHOM M CBSA3aHHOM C HUM T€aTpajbHO-AECKOPALIOHHOM HCKYCCTBE HEBO3MOKHO

1 Vccnenosanue BBIMOMHEHO 3a cueT rpanta Poccuiickoro nayunoro douma Ne 24-28-00856, https://rscf.ru/project/24-
28-00856/
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0e3 oTBeTa HA BONPOCHI: OBLT JIM CO3/aBa€MBIHl Ha TeaTPAIbHBIX ITOAMOCTKAaX BH3YaJbHBIN
005K peBHel Pycu momHOCTHIO (haHTACTHUYECKMM WITH ke Oa3upoBasicsl HA U3BECTHBIX B TO
BpeMsi N300pa3uTeIbHBIX HCTOYHMKaX. Kakoro poma moriu ObITh 3TH McTOuHHMKH? Kakum
o0pa3oM OHM MOIIM OBITP 3HAKOMBI CO3JAaTesIM CHEKTakIed? B mpemmecTByrommx
HCCIIeIOBAaHMAX MHE yaJIOCh ITOKa3aTh, Kak ObLIa MpejcTaBieHa ucroprdeckas Pycs [X Bexa
B mocraHoBKax orepsl Exarepunsr II «Hawansnoe ympasnenwe Onera». B stom romy x
aHaJIM3y NPHBJICYECH 3HAYNTEIHHO Ooiee IIMPOKHUH KPYT CLIEHMYECKUX TPOU3BECHIH (Onepsl
K. KaBoca m A. BepcroBckoro, mnmbperto HecocrosBimxcs omep [. JlepkxaBuHa u
B. )KykoBckoro, a Takxe NMOCTaHOBKH COYMHEHHH 3apyOe)KHBIX KOMITIO3UTOPOB Ha CIOXKETHI
13 PYCCKOW MCTOpUH). DTO HO3BOIMIIO O0JIee ITOTHO IPOaHAIN3UPOBATH MPHHIIAIIEI CO3JaHUS
NEPBBIX MPELEJCHTOB UCTOPUYECKO TeaTpalbHOM IEKOpAlUH B PYCCKOM MY3BIKaJIbHOM
TeaTpe U BBISIBUTH IAMATHUKA MOCKOBCKOM apxurekTypbl XVII cromerus, craBmue
OCHOBHBIM HM300pa3HTENbHBIM HCTOYHHUKOM JUISL CIEHHYECKOro o0pasza JapeBHEpYCCKOit
APXUTEKTYPBI.

THE VISUAL IMAGE OF ANCIENT RUSSIA
ON THE OPERA STAGE OF THE EARLY NINETEENTH CENTURY!

The works of several playwrights and composers of the early 19" century reflect an
interest in Russian history and antiquity. This interest required from their authors, as well as
from artists-decorators who designed the plays, to ‘manufacturing’ appropriate places of
action for stage design. Among these places are medieval Russian squares and streets of
towns, princely chamber and palace interiors, military camp of the prince’s retinue, and so on.
Therefore, understanding the history of how the past is represented in Russian fine art and
related theatre- and decorative arts requires addressing several questions. Can we consider the
stage depiction of ancient Russia as purely imaginative? Or was it influenced by the pictorial
sources existing during that period? What can we expect the categories of these sources to
be? In what way could the creators of the theatrical performance have been familiar with
these sources? In previous studies | have viewed the historical representation of the
19" century Russia in Catherine the Great’s opera The Early Reign of Oleg. This time a much
wider range of stage performances were involved in the analysis. Among them are operas by
Catterino Cavos and Alexei Verstovsky, librettos of unstaged operas by Gavriil Derzhavin
and Vasiliy Zhukovsky, works by foreign composers on subjects from Russian history, etc.
This allowed to make a deeper analysis of the principles of creating the first precedents of
historical stage design in Russian musical theatres. The new study also reveales the
monuments of Moscow architecture of the 17%" century, which became the main visual source
for the stage design of Old Russian architecture.

1 The research was funded by a grant from the Russian Science Foundation Ne 24-28-00856, https:/rscf.ru/project/24-
28-00856/
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Kopuemmcce-CoicoeBa Ernena JleoHmpmoBHa, Oupeximop U
xyo0oxecmBentbviii pyKoBooumess MYy3bikaibHO20 Meanpa
“La Scala Nobile”, Hudepaanosi, pyxoBodumens onepHoil
cmyouu «beavkanmo», Poccus, onepuas u xoHyepmHas
nebuya, BokarvHbill  nedazoe,  BOKAABHBIL  pexuccep,
Oupusep xopa, NUAHUCTI-KOHYEPMMeTicmep, pexuccep-
nocmanobuyur, Hudepaandsy/Poccus

Elena L. Cornelisse-Syssojeva, Director and Artistic Director,
Theater ‘La Scala Nobile’, Netherlands, Head of the ‘Bel
Canto” Opera Studio, Russia, Opera and Concert Singer,
Vocal Teacher, Vocal Director, Choir Conductor, Pianist
Accompanist, Stage Director, Netherlands/Russia

BOKAJIbHBIN PEXXHUCCEP M IIPAKTUYECKHE HABBIKM B PABOTE C OIEPHBIMU TTEBLIAMM HAJT
WHTEPIPETAILIMEN. [TPUMEPBI CKPBITOI PEXXMCCYPHI JIXKV3EIIE BEP/M B BBITTUCAHHON UM
APTUKYJISILIUA BOKAJIBHBIX TTAPTUI

B noxnmane Oyayr paccMOTpeHbl BaXKHbIE 3aJadd, KOTOpbIE CTaBUT mnepen coOoi
BOKaJIBHBIHN pexkuccep. HoBoe BpeMst TpeOyeT HOBBIX MOAXOA0B. BoKagbHBIN pexunccep, Kak
HoBas npodeccust, TpedyeT: TITy0OKOro 3HaHUSI BOKAIBHOH TEXHHUKH; MPAKTHIECKOT0 YMEHUS
MpUMEHeHNs] (POHETUKH (B KJIACCHYECKOM IIEHWH); MPOYTEHHs HAeil KOMIIO3MTOpa uepes
MY3bIKY K JIMOPETTO; MOCTPOeHUs (Pa3sHMpOBKH, MOATBEPKIAIOLICH 3aMbICENl KOMIIO3UTOPA,;
LIMPOKUI MY3bIKaJIbHBIN KPYTro30p; BIaJAE€HUE My3bIKaJIbHBIM HHCTPYMEHTOM. COBOKYITHOCTh
3HAHUH M YMEHHUH 1a€T BO3MOXHOCTb BOKAJIbBHOMY PEKHCCEpPY IITyOOKO HCCIIeI0BaTh, IOHATh
UJCI0 KOMIIO3UTOpa W  BBICTPaMBaTh WHTEPIPETALUMIO, YYUTHIBAs CIIOCOOHOCTH H
0COOCHHOCTH KOHKpeTHOro nesra. CoeMHEHHE Pa3HBIX CIIOCOOHOCTEH M YMEHHWH B OIHOM
4eJI0BEKE MOXKET MPUBECTH K BO3MOXKHOCTH J1aBaTh IEBLAM TOYHBIE COBETHI U HAXOIUTh
KOPOTKHMI MyTh K yOeQUTENIbHOW HWHTepHpeTanud. B JoKiIage paccMaTpHBAalOTCS caMble
pacrnpocTpaHeHHble MHU(BI O BOKajle, KOTOpbIe MEIIAIOT PEKHCCEPy HMETh SCHBbIE ITyTH
BOIUIOLIEHHS TIOCTaBJICHHBIX MY3bIKaJIbHBIX U XYyI0XKECTBEHHBIX 3a1a4. B noknane yaensercs
pHumanue cucreMme K. C. CraHHCIaBCKOro, KOTOPYKO C HOBOM TOYKH 3PEHHS BO3MOXKHO
HCIIOJIB30BaTh B COBPEMEHHON pexuccype. MoOXeT JIn KOHLEpTMeHCTep, KaK MOMOIIHHUK
JUpWXKEpa U PexHccepa, IMOKa3blBaTh NPHEMbl MCIOIHEHMS NPABWIBHOW apTUKYISAIUN
onepHoMy nieBity? B noknane naercs 00bsICHEHHE O pa3uyiK/HeCOBIaAeH!H (B PU3UYECKOM
BOCIIPOU3BEJCHUN) AapTUKYISAIMU Yy BOKAJIWCTA M IHAaHUCTa. Eciu meBel HCIONHSAET
apTUKYJSILUIO HAa CIIyX IO HACTABICHHUIO KOHIEPTMEWCTepa, TO, B OOJBIIMHCTBE CIIydaes,
paboTaroT CiydaiiHble MBILILBI, a JOJDKHBI Pad0TaTh MBIILIIBI CTPOTO 110 BOKAaJIbHOI TEXHUKE.
IpemocraBnsieTcss BHUMaHKIO pa30bop BoimucanHon J[x. Bepau apTUKysiun Ha HEKOTOPBIX
¢parmentax u3 omnep B wucnonnenuu E. JI. Kopuemucce u muanmcra A. C. J[BopsiHOBa.
OcBoeHue OOJIBIIOTO apceHala 3HaHNH 1 MPAKTHYECKUX HABBIKOB, KOTOPBIMH JIOJKECH/MOXKET
BIIaJ€Th BOKAIBHBIM pEXHCCEpP, MOXKET NPHBECTH ONEPHOrO IeBIa K YOeTUTENbHOH H
BBICOKOIPO(ECCHOHANBHO 3BYYallled HMHTEpIpeTalud. OTO MPOBEPEHO Ha IpPaKTHKe.
MHoroneTHuil NpaKTUYECKUil ONBIT MO3BONAET TEXHWYECKH MpPaBHIBHO HCIOIB30BATh
apTUKY/SIIUIO BEJMKOrO Bepam, Koropas mpu MpaBIIBHOM (BOKAJbHO-TEXHUYECKOM)
BOCIIPOU3BEICHUH PacKPHIBAET 3aMBICIIBI MYy3bIKAJIbHBIX ITOATEKCTOB Bepau u criocobeTByeT
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Pa3BUTUIO HMHIUBUAYAJIBHOT'O 06p333 neBla-akKTepa (BKHIO‘laSI Pa3BUTHUEC BBICOKOI'O
EBYCCKOro MaCTepCTBa).

VocAL DIRECTOR AND PRACTICAL SKILLS IN WORKING WITH OPERA SINGERS ON
INTERPRETATION. EXAMPLES OF HIDDEN DIRECTION BY GIUSEPPE VERDI IN THE ARTICULATION
OF VOcAL PARTS HE WROTE ouUT

The report will examine the important tasks that a vocal director sets for himself. New
times require new ways. Vocal director as a new profession that requires: deep knowledge of
vocal technique; practical ability to use phonetics (in classical singing); reading the
composer’s ideas through the music to the libretto; constructing phrasing that confirms the
composer’s intention; broad musical horizons; mastery of a musical instrument. The totality
of knowledge and skills allows the vocal director to deeply research, understand the
composer’s idea and build an interpretation, taking into account the abilities and
characteristics of a particular singer. The combination of different abilities and skills in one
person can lead to the ability to give precise advice to singers and find a shortcut to a
convincing interpretation. The report examines the most common myths about vocals that
prevent the director from having clear ways to realize his musical and artistic goals. The
report pays attention to Konstantin Stanislavsky’s system, which from a new point of view
can be used in modern directing. Can an accompanist, as an assistant to a conductor and
director, show techniques for performing correct articulation to an opera singer? The report
provides an explanation of the difference/discrepancy (in physical reproduction) of
articulation between a vocalist and a pianist. If a singer performs articulation by ear according
to the instructions of the accompanist, then, in most cases, random muscles work, but the
muscles should work strictly according to vocal technique. The article provides an analysis of
the articulation written by Giuseppe Verdi on some fragments from operas performed by
Elena Cornelisse and pianist Alexander Dvoryanov. Mastering the wide range of knowledge
and practical skills that a vocal director should/can possess can lead an opera singer to a
convincing and highly professional-sounding interpretation. This has been tested in practice.
Many vyears of practical experience make it possible to technically correctly use the
articulation of the great Verdi, which, when correctly (vocally and technically) reproduced,
reveals the intentions of Verdi’s musical subtexts and contributes to the development of the
individual image of the singer-actor (including the development of high singing skills).

COXPAHEHHUE BBICOKOI'O HICKYCCTBA OIEPBI B COBPEMEHHOM MUPE. TOHKOCTU [IOHUMAHUS
BOKAJIbHOM CUCTEMbI A. MEJIOKKI

B nmokiazge gaH 0030p BO3MOXKHOCTEH M MyTel BO3POKACHHS KITACCHUECKON OIepbl
KaK BBICOKOTO MCKYCCTBAa. TpaJMIIMU BOKAJIbHOM TE€XHHKH Ha IMPAKTHUKE MEPeJaeT TOIbKO
HBIHE J)KUBYIINH YEJIOBEK, a He YIIeAUMid B MUp UHON. Tak Kak B Teje 4eJOBeKa CYLIECTBYET
MHOI'O «MHUKPO(OHOB», KOTOpBIC NPHU TPABWIBHOM HCIONB30BaHUM O0pa3yloT 3ByYaHHE
00BEMHOr0 M KPacHBOTO T'OJIOCA, TO 3TH «MHKPO(OHBI» MOXET IO0Ka3aTh B MPAKTHYECKOM
MIPUMEHEHUH TOJIBKO JKMBOHM uenmoBek. PoxeHHe MpaBHIBHOTO PE30HAHCA BOCIUTHIBAET
MPaBUIBHYI0 PabOTy JbIXaTeNbHBIX Ml [Ipomecc omepHOro 3BydaHusl ToOJOCa
MHOTOMEpeH, OOIbIIIOe KOMUYECTBO MBIIII paboTaeT mapagokcaibHo (mpumepsi). Kuura o
BOKaJIe WJIM TEXHHUKE BCET/Ia SIBISIETCS TOJIBKO PACCyXJICHUEM, a MeBel] paboTaeT AeHCTBUEM,
MIPUEMOM C TOYHO IMOCTABIICHHOW 3ajgadeil. [IpaBWibpHO omucaTh NeiicTBUE (TEXHHYECCKUI
MpueM) B KHHUTE, MMOCOOUH WK B JIFOOOM OyMa)KHOM/COBPEMEHHOM JIIEKTPOHHOM H3IaHUH
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HeBO3MOKHO. Kak BBIOpaTh camblii KOPOTKHII MyTh B MPHHATUHM NPABIIBHBIX PEIICHUN [UIS
TEXHHUKH BOKaJa, POJH Ha CIICHE, BOKAJBLHOTO JONTroseTHs? B moxiazne ynensercs BHUMaHHE
BaYKHOCTH CO3JJaHUSI 3Bydallel ayIio/BHIEO SHIUKIONE N BOKAIBHOIO MCKYCCTBA BEJIMKHX
MacTepoB, CO3JAaHHOIO IO OYEHb CTporoMy oTOopy ux Oe3ympeuHoro menwms. IIpumepsr
MIPEKPACHOT'0 BOKaJIa pyMBIHCKOHM meBUIlbl Enenbr YepHedl (komopaTypHOe, ApamMaTHYECKOe
KOHTpaJIbTO) M Oenpruiickoil nmesuisl Puter ['opp (Memmo-conpano). PaccmarpuBarorest n
00CYXKITAIOTCSI OCHOBBI HEHPOIMHIBHCTHYECKOTO IIOX0Ja B OOYYEHHH OIEPHBIX IEBIIOB.
Taxoke paccMaTpuBaeTcs BO3MOXKHOCTb BO3POXKICHUS, BOCCTAHOBJICHUS TPaJULUI IICHUS B
TexHuke Aptypo Menokku u Mapuo gpens Monako. PasbsicHsercs spkoe pas3BuTHe
BO3MOXXHOCTEH T'OJIOCOBOTO aliapaTta NeBlia NP BBHIIOIHEHHH M Onaroiapsi BHIITOTHEHHIO
yrnpaxsaeHnii Menokkn. MexaHu3M OOBEMHOT0 TNEHHs YHHBEpCalleH, 3aJOKeH B JII000M
YeJIOBEYECKOM OpraHu3Me. YHHUBEPCaJIbHOCTh 3BYYaHHs Tojoca B BOKajle HCIIOJIB30BAIU
oueHb ToyHo B. bemmunu, J[x. Bepau u P. Barnep, co3naBas BokasnbHble HapTun. Onepsl
9THX KOMIO3UTOPOB SIBJISIOTCS CaMBIMH CaKpaJIbHBIMH, TaK KaK OHH HCIIONB3YIOT TIyOOKHe
3HaHMS pabOTHI TOJIOCOBOTO armapara resna. 1 5To mpoBepeHo Ha paKTHKe.

PRESERVATION OF THE HIGH ART OF OPERA IN THE MODERN WORLD. SUBTLETIES OF
UNDERSTANDING THE VOCAL SYSTEM OF ARTURO MELOCCHI

The report provides an overview of the possibilities and ways of reviving classical
opera as a high art. The traditions of vocal technique in practice are passed on only by a
living person, and not by a person who has passed on to another world. Since there are many
‘microphones’ in the human body, which, when used correctly, create the sound of a
voluminous and beautiful voice, these ‘microphones’ can only be demonstrated in practical
use by a living person. The birth of the correct resonance fosters the correct functioning of the
respiratory muscles. The process of operatic voice sounding is multidimensional, a large
number of muscles work paradoxically (examples). A book about vocals or technique is
always just a discussion, but a singer works through action, a technique with a precisely
defined task. It is impossible to correctly describe an action (technique) in a book, manual or
any paper/modern electronic publication. How to choose the shortest path in making the right
decisions for vocal technique, role on stage, for vocal longevity? At the report attention is
paid to the importance of creating an audio/video encyclopedia of the vocal art of great
masters, created according to a very strict selection of their impeccable singing. Examples of
the beautiful vocals of the Romanian singer Elena Cernei (coloratura, dramatic contralto) and
the Belgian singer Rita Gorr (mezzo-soprano). The foundations of the neurolinguistic
approach to training opera singers are reviewed and discussed. The possibility of reviving and
restoring the traditions of singing in the technique of Arturo Melocchi and Mario del Monaco
is also being examines. The vivid development of the capabilities of the singer’s vocal
apparatus when performing and thanks to the exercises of Melocchi is explained. The
mechanism of volumetric singing is universal, embedded in any human body. The versatility
of the sound of the voice in vocals was used very accurately by Vincenzo Bellini, Giuseppe
Verdi and Richard Wagner when creating vocal parts. The operas of these composers are the
most sacred, as they use deep knowledge of the work of the singer’s vocal apparatus. And this
has been tested in practice.
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KOPOBVMHA  Amnacracmsi  PDemopoBHa,  kanouoam
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npogpeccuonasvtoe  odpasoBamenvtoe  yupexoeHue
2. Mockbuv. «Axademus 0xasza», MockBa, Poccus

Anastasiya F. KOROVINA, PhD, Senior Methodist,
Teacher of Theoretical Disciplines, Moscow State
Jazz Academy, Moscow, Russia

BAC-BY®®0 B HEATIOJTUTAHCKHUX OITEPAX SEMISERIA:
JIPAMATYPTUUECKA S POJIb 1 OCOBEHHOCTH BOKAJIBHOM TPAKTOBKU

Jloknar TIOCBSIIIIEH M3YYeHNIO TPAKTOBKU BOKaJIbHOHM mapTum Oaca-0yddo B omepax
semiseria, HamMCaHHBIX WM aJaNTHPOBAHHBIX JUIS HEAINONHTAHCKHX TEaTpOB B IEPBOIl
nonoBuHe XIX Bexa. Kak W3BeCTHO, BaKHEHINIMMU XapaKTEpUCTHKAMHU HEAIOIUTAHCKON
OIEPHOI TpaauIK ObLTM MCIOIB30BaHNE B TEKCTax JubperTo omep buffa Heanmonuranckoro
JIMANIeKTa W Pa3srOBOPHBIX [IMAJIOTOB, a TaKKe HAJWYHe B ONCPHON TPYIIIE TEaTpPOB
XapU3MaTHYHBIX MEBIIOB-aKTEPOB (KaK MPaBHIIo, 6AcOB), MOONIUX Ha MECTHOM JHAIICKTE, TaK
nasbiBaembix buffo(a) napoletano(a). K nauany XIX Beka Takas HCIIONHHUTEIBCKAS TIPAKTHKA
ObliIa pacrpoCTpaHeHa MPaKTHYECKH BO BceX Tearpax Hearons, a B HEKOTOPBIX Jaxe
CIIOKHMJIMCH JTMHACTHH BBIJAIONIUXCS TIEBIIOB M aKTEpOB. Bce HTaNbIHCKUE OMephl, B KOTOPBIX
ObUIM TapTHM KOMHYECKHX IIepPCOHakeH, B OCOOCHHOCTH mapTHu Oaca-O0ydodo,
aJanTHPOBAIMCh K O3TOH MECTHOW TpaJulMu: JUOpeTTo omepsl (a HEepeako U caM
MY3bIKaJIBHbIH MaTepHall) IEPeNUCHIBAIOCH C HCIIOIb30BaHUEM HEAIOIUTAHCKOTO INAJICKTa B
TeX CLEHax, IIe Y4aCcTBOBAJIM KOMHYECKHE IEPCOHAXH, a MHOrzAa NOOaBIsINCh U HOBbIC
CLICHBI C MX y4acTHeM. He craiym MCKIIIoYeHHeM B TOH NMpaKTHKE U MOIY/IApHBIE B NEPBOH
nonoBuHe XIX Beka orepsl SEMIseria, B apaMarypruu KOTOpbIX maptusi 6aca-6ypdo Oblia
0043aTeIbHBIM JJICMEHTOM. ABTOP XapaKTepH3yeT OCOOCHHOCTH JpaMaTypruueckoro Hu
MY3BIKQJIFHOTO BOIUIOLICHHS BOKAaJbHBIX MapTHH I HEaroJUTAaHCKUX OacoB-Oypdo. B
KayecTBe MaTepHaia NPHUBICKAIOTCS Kak Omepbl SEMiseria, M3HayajbHO CO3JaHHBIC IS
HEANONMTAHCKMX TeaTpoB, TAaK W OHEpbl Semiseria, crmenuanbHO —aJalTHPOBAHHBIC
KOMIIO3UTOPaMH JUISl HEAIOJIMTAHCKOM CLEeHbl. B IleHTpe BHMMaHMS — IIiepBas omepa
B. bemnan  «Apenscon u CaneBUHHMY», paHHUE U 3pensle omepbl . Jlonumertn —
«prrankay, «Omunusa Jlusepnynsckas», «be3ymHblil Ha octpoBe CaH-Z[OMHHTO», a Taroke
omepa JIx. Poccunn «Marunpna gu  1labpan». B mokmame  yrBepskmaercs, 4TO
UCHOJIb30BAHUE HEAIOIUTAHCKOrO AWAJIEKTa IPUBHOCUT YEPThl pealk3Ma B JpaMaTypruio
orep, a BOKaJlbHasi TPAKTOBKA MapTuii s OacoB-0yddo pacmmpser komuueckyro chepy
orep semiseria.

BASSO BUFFO NAPOLETANO IN OPERE SEMISERIE:
DRAMATURGICAL ROLE AND SPECIFICS OF VOCAL TREATMENT

This paper is focused on the study of the treatment of the basso buffo’s vocal parts in
opere semiserie written or adapted for Neapolitan theaters in the first half of the 19" century.
As is known, the most important characteristics of the Neapolitan opera tradition were the use
of Neapolitan dialect and spoken dialogues in the libretto texts of opere buffe, as well as the
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presence in the opera troupe of charismatic singer-actors (usually basses) singing in the local
dialect, the so-called buffo(a) napoletano(a). By the beginning of the 19" century, such
performing practice was common in almost all theaters of Naples, in the walls of which even
formed dynasties of outstanding singers and actors. All Italian operas that featured comic
characters, especially basso buffo roles, were adapted to this local tradition: the opera libretto
(and often the musical material itself) was rewritten using the Neapolitan dialect in those
scenes where comic characters were involved, and sometimes new scenes with their
participation were added. Opere semiserie, the Italian genre of opera popular in the first half
of the 19" century, in the dramaturgy of which the basso buffo part was an obligatory
element, were no exception to this practice. In this paper the author characterizes the
peculiarities of dramaturgical and musical embodiment of vocal parts for Neapolitan basso
buffo. The material includes both opere semiserie originally composed for Neapolitan theaters
and opere semiserie specially adapted by composers for the Neapolitan stage. The focus is on
Vincenzo Bellini’s first opera Adelson e Salvini, Gaetano Donizetti’s early and mature operas
La Zingara, Emilia di Liverpool and 1l furioso all’isola di San Domingo, as well as
Gioacchino Rossini’s opera Matilde di Shabran. It is concluded that the use of Neapolitan
dialect brings elements of realism to the dramaturgy of the operas, while the vocal treatment
of the basso buffo parts expands the comic scope of the opere semiserie.

KOPOJIEBCKASI  Hatamest  BmagmmupoBHa,  dokmop
uckyccmbobederus, npogpeccop, kagpedpa ucmopun My3viki,
Capamobckas  eocyoapcmbennan  KoHcepBamopus umeHu
JI. B. CoburoBa, Capamo8, Poccus

Natalia V. KOROLEVSKAYA, Dr. Habil. (Doctor of Art Studies),
Professor, Music History Department, Saratov State
Sobinov Conservatoire, Saratov, Russia

«ITUKOBASI JAMA» I1. 1. YAMKOBCKOI'O KAK «®AYCTUAHCKHIN» CIOXKET:
K ITPOBJIEME MHTEPTEKCTY AJIbHOI'O COAEPKAHMSI OITEPBI

B noknanme mnpenupuHATO HOBOE HCCIIEAOBAaHHE HHTEPTEKCTYyallbHBIX —INIYOMH
«MHOTOYPOBHEBOro  xyzmoxecrBeHHoro Tekcra» (M. Boudensn) «[IukoBoit mgambi»
I1. U. YaiikoBCKOr0 ¢ 1LENbI0 BBISBIEHHS LEJIOCTHOW KOHIENTYaJbHOW CTPYKTYpBHI,
CrocoOHOH OXBaTHTH ornepy W3HyTpH. I1o aHANOrMM C MHTEPTEKCTYaIbHBIMU OTKPBITHAMH,
COCPEIOTOUCHHBIMH B TOH YaCTH OMEPHOTO CIOXKETA, KOTOpask CBA3aHa C IEPEHOCOM JeUCTBUS
B XVIII Bex (M. I'. Paky, E. B. IlonomapeBa), B paboTe BbIsIBIEHO oOparieHue YailkoBCKOro
k my3bike XIX Beka — ¢parmeHtapHoe HUTHpOBaHHE TeMbl [peTXeH M3 BTOPOH 4YacTu
«Daycry-cumbponnu  @. Jlucra (mydt Jluzer u Tlonmumbl). [Janubiii Qakt npuBen K
OOHApY)KEHHUIO TTTYOMHHOIO MHTEPTEKCTYalbHOTO IUIaHA, B KOTOPOM IOJy4MJIa OTPaXKEHUE
JHUCTOBCKas cuMQoHMYecKass KoHuenuus B Tpex Jmnax («Paycry, «peTxen»,
«Meoducrodenb»), UTO TMO3BOIHIO CAENATh PSR OTKPBHITHHA. Bo-TiepBBIX, MPOESKIHUS
«paycTHaHCKOro» TpPEYroJbHHKA Ha ONEPHBIH CIOKET AaKTYaJM3UpPYeT IepCOHaXKHBIH
TpeyronbHuK «['epman — Jluza — Tomckuit», 10 CHX TOp HE TPHUBICKABIIMKA K cebe
BHUMAHHE, B OTJIHYHE OT JPYTUX AHAJIOTMYHBIX MEPCOHAXKHBIX CTPYKTYP, OPTraHMU3YIOIINX
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neiictue omepsl («I'epman — JImsa — ['padunsy, «JIusza — I'epman — Enenxnit»). Bo-
BTOPBIX, 3TOT TPEYTOJIBHHUK HE TOJIBKO OTpaxkaeT 00pasbl «(ayCTHAHCKOT0» HHTEPTEKCTa, HO
U OMHpaeTcss Ha JIMCTOBCKHH METOX MOHOTEMAaTHUECKMX IpeoOpa3oBaHM, MOYIMBIIIH
OTpak€HHE B Y3JI0BOM MOMEHTE IIPEBpAlllCHUs JIMPUYECKOro Ipu3HaHusa ['epmana B
CYIIHOCTHYIO  IPOTHBOIIOJIOKHOCTb.  B-TpeTbnx,  «(paycTHaHCKHI»  TpEeYroibHHUK
criocobcTByeT nepeoreHke poinn TOMCKOro kak HE3pUMOro pexuccepa cyabObl I'epmana n
BCEr0 OIEPHOI0 CIOXKETAa, YTO MOATBEpXKIAaeTCsl 3HaueHUeM bajulanbl kak cBepX-TeMbl BCeH
omepsl  (O.B. Komapununkas); pexuccupyromas poiab TOMCKOro B IPOCTPaHCTBE
(TMCTOBCKOT'0» MHTEpTEKCTa, aHaornyHo uHTeprekcty XVIII Beka, co3maer cBoil «reatp B
Tearpey. AKTyann3anus «(paycTHaHCKOTro» CIOKETa KaK TITyOMHHOH CTpYKTYpb! «llmkoBoit
JaMbI», O0ECHeYHBAIONIe NPOYTEHHE ONepbl CKBO3b MPU3MY XPUCTHAHCKOH OHTOJOTHH,
MO3BOJISIET OIEHUTh €€ 3HaYMMOCTh ISl TBOpYecTBa YalKoBCKOro, 00yCIOBHBIIEH
NOsIBJICHUE TOCeHEN onepbl komno3uTopa «onanTay.

TCHAIKOVSKY’S THE QUEEN OF SPADES AS A ‘FAUSTIAN’ PLOT: ON THE PROBLEM OF THE
INTERTEXTUAL CONTENT OF THE OPERA

The paper undertakes a new study of the intertextual depths of the ‘multilevel artistic
text’ (Moris Bonfeld) of Pyotr Tchaikovsky’s The Queen of Spades in order to identify an
integral conceptual structure capable of embracing opera from the inside. By analogy with the
intertextual discoveries concentrated in the part of the opera plot that is associated with the
transfer of the action to the 18™ century (Marina Raku, Elena Ponomareva), the work reveals
Tchaikovsky’s appeal to the music of the 19" century — a fragmentary quotation of the
theme of Gretchen from the second part of Faust-symphony Franz Liszt’s (Lisa and Polina’s
duet). This fact led to the discovery of a deep intertextual plan, which reflected the Liszt
symphonic concept in three persons (Faust, Gretchen, Mephistopheles), which made it
possible to make a number of discoveries. Firstly, the projection of the ‘Faustian’ triangle
onto the opera plot actualizes the character triangle ‘Herman — Lisa — Tomsky’, which has
not attracted attention so far, unlike other similar character structures organizing the action of
the opera (‘Herman — Lisa — Countess’, ‘Lisa — Herman — Yeletsky’). Secondly, this
triangle not only reflects the images of the ‘Faustian’ intertext, but also relies on the List
method of monothematic transformations, reflected in the nodal moment of the
transformation of Hermann’s lyrical recognition into an essential opposite. Thirdly, the
‘Faustian’ triangle contributes to the reassessment of Tomsky’s role as the invisible director
of Herman’s fate and the entire opera plot, which is confirmed by the importance of the
Ballad as a super-theme of the entire opera (Olga Komarnitskaya); Tomsky’s directing role in
the space of the ‘Listovsky’ intertext, similar to the intertext of the 18" century, creates its
own ‘theater within the theater’. The actualization of the ‘Faustian’ plot as the deep structure
of The Queen of Spades, which ensures the reading of the opera through the prism of
Christian ontology, allows us to assess its significance for the work of Tchaikovsky, which
led to the appearance of the composer’s last opera lolanta.
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Scientific adviser — Nelly V. Matsaberidze, PhD \

y

DEHOMEH KOHIEPTHOT' O UCTIOJTHEHMS MY 3bIKAJIBHO-TEATPAJIBHOI'O TTIPOU3BEIEHU S K
TTPOBJIEME PEAJIM3AIIMN ABTOPCKOI'O 3AMBICITA

B noknazie Ha mpuMepe KOHLEPTHOH IOCTAHOBKHU ONEpPhl OEI0PYCCKOro KOMIIO3UTOpa
Bnagumupa Conrana «llanu fnsura» Ha crene benopycckoil rocy1apcTBEHHON akaJeMUH
MY3bIKM ~OTMEYAIOTCS Ba)KHEHIIME SJIEMEHThl MHTECPIIPETallid  ONEPHOr0  TEKCTa,
aKLEHTUPYETCS BOINPOC COXPAHHOCTM AaBTOPCKOIO 3aMbICa B MPOLECCE aJanTaliu
MAPTUTYPBI JUT KOHLEPTHOTO HCHOIHEHUS TeaTpalbHOrO MPOM3BE/ICHUS, BBISBIACTCA CYTh
(heHOMEHa KOHIIEPTHOTO MCIIONHEHHS MY3bIKJIbHO-TEaTPaIbHBIX IPOU3BEICHHUH.

CONCERT PERFORMANCE OF A MusICAL AND THEATRE WORK: ON THE PROBLEM OF
IMPLEMENTATION THE AUTHOR’S INTENTION

The paper highlights the most important elements of the interpretation of the opera
text on the stage of the Belarusian State Academy of Music using the example of the concert
production of the opera by the Belarusian composer Vladimir Soltan Pani Jadwiga, focuses
on the preservation of the author’s idea in the process of adapting the score for the concert
performance of a theatrical work, reveals the essence of the phenomenon of concert
performance of musical and theatrical works.

KPOM Amnna EBreHwmeBHa, Ooxmop uckyccmbobedenus, npogpeccop,
kagpedpa ucmopuu myswiku, Husxezopodckasa eocydapcmbernas
koncepbamopusa  umenu M. W. Taunku, Huoxnuii HoBeopoo,
Poccua

Anna E. KROM, Dr. Habil. (Doctor of Art Studies), Full Professor,
Music History Department, Nizhny Novgorod State Glinka
Conservatory, Nizhny Novgorod, Russia

T'EHJEPHBIN BEKTOP B AMEPUKAHCKOM [TIOCTMUHUM AJIMCTCKOM OIEPE

CTaHOBIICHHE aMEPUKAHCKOTO MY3BbIKQJIBHOTO MHHUMAaJIM3Ma MPOTEKaI0 B KOHTEKCTE
MonozeskHoro exernst «Hoseix seBbix» (The New Left), mckaBmiero myru pereHus
OCTPBIX COLMAIBHBIX MPOOIEM — pPAcoBOil M TEHACPHOM JUCKPUMMHAIMH, TpaB
CeKCyaJIbHBIX ~ MEHBIIMHCTB,  MHPOBOW  OSKOJIIOTMM,  aMEPUKAHCKON  IMOJUTHUKH.
MunHumanuctckuid MysbikaibHelid Teatp (C. Paiix, @.I'macc, k. Anamc) chopmupoBain
XapakTepHble OCOOCHHOCTH TPEIOMIICHHS AaKTyaJbHBIX BOIPOCOB  COBPEMEHHOCTH:
COIOCTABJICHUE 3JI000HEBHBIX (AKTOB M BEYHBIX CMBICIOB, JOKYMCHTAJIM3M |
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XPOHHUKAIBHOCTh, HEJIUHEHWHBIH THII JApaMaTyprud, (parMeHTapHOCTb, JHCKPETHOCTB,
00yCIIOBJICHHBIC BJIMSHHEM [OCTAPaMbl; PEYEBOW THUI WHTOHUPOBAHHS IEPCOHAKCH.
ITokoneHre MOCTMHHHUMAIIKCTOB, ONMpAsCh HA TPAAULIUHM CTapIIMX COBPEMEHHHKOB,
[IEPEBOAUT OCTPO IHCKYCCHOHHBIE TEMBI B KAMEPHYIO chepy HHTUMHOM, JTUYHOHN JpaMbl, IPH
9TOM paclIMpsis KPyr 3aTparuBaeMbix HpobiieM. MeMUHUCTCKAs MOBECTKA MHPECTaBICHA B
tearpanbHbIX mpoekrtax Jl. JIamra, J[x. Bynsd, JI. Kammuckn, H. Mbromn, M. Manmony.
Kommo3uropsl 00paiiarorcss K BONPOCAM T'eHACPHOH HACHTHYHOCTH, CAMOOIPEACICHUS U
JYXOBHOIH CBOOOJIBI JKCHIIMHBI, €€ B3aMMOOTHOLICHUS C COLMYMOM. ['€HIEpHBI BEKTOp
aMEPUKAHCKOr0 MOCTMHHHUMAJINCTCKOrO MY3BIKQJIBHOIO TeaTpa pPacCMOTPEH Ha HpHMeEpe
nByx onep — As One («Kak omuny, 2014) Kamuncku u Song from the Uproar: The Lives and
Deaths of Isabelle Eberhardt («ITechn u3 myma: xu3Hp u cMepTh M3abenp Dbepxapary,
2012) Maumonu. CourHeHHs cONMKAaeT OOpalieHHEe K HCKIIOYUTENBHBIM IEPCOHAKAM
(Tpancrenzmep B onepe «Kak ofuH», «pycckas OelyHHKa», MUCATENbHUIA U JKYpHAIHUCTKA
D6epxapar B onepe «IlecHu U3 mymay), aBToOHOrpadMIHOCTH, MOHOJIOTUYHOCTH (JIMOpPETTO
onepsl «[lecHM W3 mIymMa» COTKaHO M3 JHEBHUKOBBIX 3aMeTOK D0epxapar), Meradopa
JKU3HEHHOTO MMYyTH KaK IMYTCHIECTBHUs, ONOpa HAa PEMETHTHBHYIO TEXHHKY Ha YpPOBHE
MY3bIKAJIBHOIO si3bIKa M JIHOpeTT0. KOMIO3HUTOPHI OMEPHPYIOT CPEICTBAMH KaMEpHOTO
MYJIBTHMEIUAHOrO MY3bIKAIIBHOIO Tearpa: OMepbl XapakTepu3yeT HeOGONbIION COCTaB
yJaCTHHKOB, pa3MEUICHHe Ha CIEHE BOKAIHCTOB W OpPKECTPAHTOB, JIAKOHHYHBIH
XPOHOMETPaX IMbEC, HOMEPHAs CTPYKTYypa, BUACOPSA. Pasinnuus CrekTakied mpex/ae BCero
00ycII0BJIEHBI 0TOOPOM CPEJICTB MY3bIKAIBHON BBIpa3sHTENbHOCTH: eciii KaMuHCKH H30Hpaet
AKYCTUYECKUH MHCTPYMEHTapHil, To MaIlony BKIIOYAeT B COCTaB KaMEPHOro aHcamOis
9IIEKTPOrHUTAPY, HCIONb3YeT JICKTPOHHBIC IIYMBI, MPHEMBI COMILIIPOBAHHS, KOHKPETHYIO
MY3BIKY.

GENDER VECTOR IN AMERICAN POSTMINIMALIST OPERA

The formation of American minimal music took place in the context of the youth
movement The New Left, which was looking for ways to solve pressing social problems —
racial and gender discrimination, the rights of sexual minorities, global ecology, American
politics. Minimalist musical theater (Steve Reich, Philip Glass, John Adams) has formed the
characteristic features of the refraction of pressing issues of our time: a comparison of topical
facts and eternal meanings, documentary and chronicle; non-linear type of dramaturgy,
fragmentation, discreteness, due to the influence of post-drama; speech type of intonation of
characters. The generation of postminimalists, relying on the traditions of their older
contemporaries, transfers hotly debated topics into the chamber sphere of intimate, personal
drama, while expanding the range of issues addressed. The feminist agenda is represented in
the theatrical projects of David Lang, Julia Wolfe, Laura Kaminsky, Nico Muhly, Missy
Mazzoli. The composers address issues of gender identity, self-determination and spiritual
freedom of a woman, her relationship with society. The gender vector of American
postminimalist musical theater is examined through the example of two operas — As One
(2014) by Kaminsky and Song from the Uproar: The Lives and Deaths of Isabelle Eberhardt
(2012) Mazzoli. The works are brought together by their appeal to exceptional heroines (a
transgender person in the opera As One, a ‘Russian Bedouin’, writer and journalist Eberhardt
in the opera Song from the Uproar), autobiography, and monologue (the libretto of the opera
Song from the Uproar is woven from diary notes Eberhardt), a metaphor of life as a journey,
reliance on repetitive technique at the level of musical language and libretto. Composers
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operate with the means of chamber multimedia music theater: operas are characterized by a
small cast of participants, placement of vocalists and orchestra members on stage, laconic
timing of plays, number structure, video. The differences in performances are primarily due
to the selection of means of musical expression: if Kaminsky relies on acoustic instruments,
then Mazzoli includes an electric guitar in the chamber ensemble, uses electronic noise,
sampling technique, and concrete music.

KPSDKEBA VipunHa AstekceeBHa, 00kmop uckyccmbobederus,
npogpeccop,  kagpedpa  ucmopuu  3apyoexXHOU  MY3bIKU,
Mockobckas  eocyoapcmBennasn  koHcepBamopus  uMeHU
I1. Y. Yanxobckoeo, Mockba, Poccus

Irina A. KRYAZHEVA, Dr. Habil. (Doctor of Art Studies), Full
Professor, Foreign Music History Department, Moscow
State Tchaikovsky Conservatory, Moscow, Russia

MYV3BIKAJIBHBIN TEATP M. IE DAJIbU U PYCCKOE UCKYCCTBO HAUAJIA XX BEKA
(MEHEPXONBA 11 CTPABUHCKUIA)

Hauunas ¢ naprkckoro nepruoaa, M. ne ®ainbs MpOsBISUT MPUCTAIBHBIA HHTEPEC K
pycckoMy uckyccTBy. HoBast TearpanipHast mostuka danmby, npeacraBieHHas B «banaraHunke
masce [lenpo» (1923), accummmpoBaiia HanOonee 3HaAYMMbIE TEHACHIMH CBOETO BPEMEHH,
CBSI3aHHBIE C paIUKaJIbHBIM OTXOAOM OT IICHXOJIOTHMYECKOro TeaTpa M JBIDKCHHEM K
YCIIOBHOH O0Opa3HOCTH TeaTpa TPEACTaBlICHHA. B TIouckax CHMYIbTAHHOH MOZAENH
TeaTpanbHOr0 MPOCTPAHCTBA, TJE, HApSALY C OCHOBHBIMH T€pOAMH, ACHCTBYIOT KyKJIbI-
MapHOHETKH, OTAaBas IPUOPUTET 3aHMMATEIbHONM HMHTPUIE M WMIPOBOMY Hadaly, BBE.S
¢burypy 3a3bIBaibl-KOMMEHTATOpa, paspyiuas 6apbep, OTACISIOIMI 3puTeell U yYaCTHHUKOB
npencrasieHus, danbs oOpaTuics, B TOM YUCIE, U K TPAAULHUAM CTaPUHHOI'O KYKOJIBHOTO
TeaTpa M yIUYHBIX NpeacTaBieHuid. B Hauane XX Beka OIUH U3 IyTeil OOHOBIEHHS PYCCKOIO
Tearpa ObUI CBSI3aH C pa3iM4HBIMU (OPMAMU HAPOJHOTO Tearpa, BKIIOYAs SPMapoyHbIC
Mpe/ICTaBlIeHNs, KyKOJbHBIW Teatp, commedia dell’arte u np. B Poccum ata Tpaguiws,
MoJy4uBIIas Ha3BaHue banaray, npeacraBieHa OrPOMHBIM IUIACTOM HHU30BOHM KapHABaJIbHOM
KyJAbTYpbl, HO TOmbko Ha pybexe XIX—XX BexoB bamaran craHoBuUTCs 0OBEKTOM
HAIIPSDKEHHON XYI0XKECTBEHHOH peIeKCuM M MCTOYHMKOM MHOTHX T€aTPabHBIX HOBALWM.
JocratoyHo mnpuBecTH Takue mpumepsl, Kak «bamaranumk» A. bnoka (mocraHoBKa
Meiiepxonbna, 1906) u «llerpymka» WM. CrpaBunckoro (1911) — couunenue, koropoe
3aHHMAJI0O 0c000e MECTO Cpeau My3bIKanbHbIX mpennoureHuii Pampu. BaxHyo poib B
¢dbopmupoBanuu Teatpa Melepxonbaa ceirpaia IMOCTaHOBKa mbechl bioka «bamaraHumi»
(xynoxxuuk H. CamynoB, komnosutrop M. KysmuH), rae OblTd IeKIapupOBaHbl HOBBIE HIICH.
BMmecTo xUBBIX JIFOAEH MpeAcTanu KyKOJbHbIE MAcKH, BMECTO JEHCTBUTEIBHOW >KU3HU —
CKa304YHBII WTPYIIEYHBI MHUp, BMECTO pealbHBIX COOBITHA — CHUMBOJBL. [Ipom3BeneHue,
kotopoe rayboko mosnussio Ha @anpio, — «llerpymka» CtpaBuHcKkoro. B maHHOM
KOHTEKCTE Ba)KHO aKLIEHTUPOBATH, YTO MO3THKA U MYy3bIKaJIbHasl CTHJIMCTKA Oanera pouinch
B pyclie TpaJuIMil OanaraHHOro 3pejHuilia C €ro yCJIOBHOCTBIO M IPHOPUTETOM HIPOBOTO
Hauana. OOpamiasck K pycckoMy TeaTpy Hauanma XX BeKa, COMOCTaBIISASA UIEH, 3aHUMABIIINE
PYCCKMX XYIOXXHHKOB M mchaHna danpio, st XoTena Obl NOTYEPKHYTh HE CTOJNBKO NPSMBIE
BIIMSTHMS, CKOJIBKO OOIIHOCTH M/IH U MOMCKOB, ocymecTBiIaBImXcs B Poccnn u Mcnanum.
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MUSICAL THEATER OF M. DE FALLA AND RUSSIAN ART OF THE EARLY TWENTIETH
CENTURY (MEYERHOLD AND STRAVINSKY)

Starting from the Parisian period, Manuel de Falla showed a keen interest in Russian
art. Falla’s new theatrical poetics, presented in El Retablo de maese Pedro (1923), assimilated
the most significant trends of its time associated with a radical departure from psychological
theater and a movement towards the conventional imagery of performance theater. In search
of a simultaneous model of theatrical space, where, along with the main characters, puppets
act, giving priority to entertaining intrigue and the beginning of the game, introducing the
figure of a barker-commentator, destroying the barrier separating spectators and participants
in the performance, Falla turned to, among other things, to the traditions of ancient puppet
theater and street performances. At the beginning of the twentieth century, one of the ways to
renew the Russian theater was associated with various forms of folk theater, including fair
performances, puppet theater, commedia dell’arte, etc. In Russia, this tradition, called
Balagan, is represented by a huge layer of grassroots carnival culture, but only at the turn of
the 19 and 20™ centuries Balagan becomes the object of intense artistic reflection and the
source of many theatrical innovations. It is enough to cite such examples as Alexander Blok’s
Balaganchik (staged by Meyerhold, 1906) and Igor Stravinsky’s Petrushka (1911) — a work
that occupied a special place among Falla’s musical preferences. An important role in the
formation of Meyerhold’s theater was played by the production of Blok’s play Balaganchik
(artist Nikolai Sapunov, composer Mikhail Kuzmin), where new ideas were declared. Instead
of living people, puppet masks appeared, instead of real life — a fairy-tale toy world, instead
of real events — symbols. A piece that deeply influenced Falla was Stravinsky’s Petrushka.
In this context, it is important to emphasize that the poetics and musical stylistics of ballet
were born in line with the traditions of the farce spectacle with its conventions and the
priority of the playful principle. Turning to the Russian theater of the early twentieth century,
comparing the ideas that occupied Russian artists and the Spaniard Falla, | would like to
emphasize not so much direct influences as the commonality of ideas and searches carried out
in Russia and Spain.

Ky36axoBa I'ynpnapa ’KanabepreHnosHa, Kkanoudam
uckyccmbobedenus, Odoyenm kagpedpv.  MysvikoBedeHus u
komnosuyuu, Kasaxckuil —HayuoHarvHuill  YHubepcumem
ucxkycem8, Acmana, Kasaxcman

Gulnara Zh. Kuzbakova, PhD in Art History, Associate Professor,
Musicology and Composition Department, Kazakh National
University of Arts, Astana, Kazakhstan

HcTOPHS ITOCTAHOBOK OMNEPBI « CAMCOH U JIATTHIA» B XIX—XX BEKAX:
OIIBIT ®AKTOJIOTUUECKOT'O AHAJIU3A

OpHUM U3 CIIeKTaKiIeH, BOCTpeOOBAaHHBIX COBPEMEHHOI CIIEHOI HAPSAY C OMEPHBIMH
menespamu Monapta, Bepau, buse, Barnepa, Ilyqunnan u apyrux, ssiusercs «CaMcoH U
Hamunay K. Cen-Canca. CroxeT omepsl CBsi3aH C JApeBHHM OuOieiickum MuQoMm, B IEHTpe
KoToporo o6pa3 morydero CaMcoHa U CTPaJaIOIero NyAeHCKOro Hapoja, MOJHSBIIETOCS Ha
60pr0y. I'epost ryOut mpurtBOpuBIIasics: nobsmeit ero Jammma u3 crana BparoB. Omepy
JIONTOe BpeMs HE JONMycKaad K HCmomHeHHo. OfHAKo BOT YK€ MOYTH IIOITOpa BeKa
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(mpembepa coctosiack B 1877 T.) CHEKTakiab HE CXOAWT C MHPOBBIX OIEPHBIX CIIEH,
Ipe/yiarasi BCe HOBBIE NMPOYTCHUS M MHTEPIPETAli. B maHHOI CBS3M MCClie0BaTEbCKUM
HHTEPEC BBI3BIBAET HCTOPHS ITOCTaHOBOK «CamcoHa M J{anmisl» MHPOBBEIMH TeaTpaMmH, Ha
CIeHe KOTOphIX (paHIfy3ckas omepa Halnla CBOE IPHUCTAHHIIE. AKTYaJIbHBIM
MIPE/ICTaBIIAETCs] BBISBICHHE MMEH HanOojee M3BECTHBIX HMCIOIHUTEIBHUL MapTuu Jlasmiel
KaK IPEACTABUTENBHUIl pA3IMYHBIX ONEPHBIX INKOJN, TaK KaK MeLI0-CONPaHOBEIX
CONMPYIOIIMX [ApTUH B ONEPHOM JMTEpaType TIopa3/l0 MEHbIIE II0 CPABHEHUIO C
conpaHoBEIMHU. K mccienoBanmio puBiIedYeHbl apXUBHEIE JaHHBIE onepHoro tearpa B CIIIA
Metropolitan Opera, siBisiromerocsi OJJHUM K3 LEHTPOB MHPOBOW MY3bIKAJIbHO-TEATPAIBHOM
KYJIbTYpbI, TO3BOJIMBINME BBISBUTH BEChbMa IIEHHYIO JUIS HCCIENOBaHUS (DaKTOJOTHIO.
Hcropus nocranoBok omepsl «CaMcoH u Jlanuna» B JaHHOH paboTe paccMOTpeHa C TOUKH
3peHNsI IOKYMEHTAIBHBIX CBEJCHHUMH, TJe TIPUBE/ICHBl HMEHA COJICTOB, AUPVIKEPOB, a TaKKe
XOpBbI M OpKeCTphI onepHbIX TeaTpoB EBponsl — I'epmanuu, @pannuu, Aariuu u Uranuu,
CIHA wu Poccun. Beigiena reorpagus IIOCTAHOBOK OIEPHI, OIEpHBIE TeaTphl W
NPUTJIAICHHbIE B Pa3Hble TOIbl HCIOIHHTENH. 3aTPAaruBaroTCS BOINPOCHI PEXKUCCEPCKOro
pemtenust u cueHorpaduu. Vicropus CLIEHUUECKOH XKU3HU OIephl pasjieNneHa Ha JBa 3Tana —
JOBOCHHBII ¥ TIIOCIEBOSHHBIH, TJE Hapsjy C TeaTpalbHBIMA IOCTAaHOBKAMH OIEpHI,
oubneiickuii ctoxer «CamcoH u Jammma» ¢ Mmy3bikod Cen-CaHca OblT  ABaXIIbl
skpanu3upoBaH. CHsaTo nBa ¢uiabMa-oreps! B 1981 u 1998 rr., 4TO CBHIETENBCTBYET O
HeyracaromeM HHTepece K (paHIy3cKoi orepe B chepe Macc-menna. AHanu3 (akroaoruu
o ucropun ucnonHeHus «CaMcoH u Jlanuna» mokasan BOBJIEYEHHOCTh ONEPBI B MUPOBON
KyJIbTYpHBIH TIPOLIECC, TA€ YYACTHUKAMM SIBIISIOTCS HE TOJBKO IPU3HAHHBIE IHUPUKEPHI,
3HAMEHUTBIE OTIEPHBIE COIMCTHI, CPEM KOTOPBIX 3B€3/bl MUPOBOH omnepHoi cuensl [lnacuno
Homunro u Enena OOpasuoBa, Xoce Kappepac u Ilupmu Beppert, HO u KpymHble
3BYKO3aIMCBIBAIOIIME KOMIIAHUH, Takue JIeHOnsl kak Opuranckas EMI Group, uranbsHckas
Philips u mpyrue, cumraroiniye 3a 4ecTh BECTH 3alliCh HA ayqHO M BHAEO, BBIIYCKAThH
BUHMIJIOBBIE U JIa3€pHbIE AUCKU C 3aMHUChIO omepbl. KpoMe TOro, BBISBIEHBI M OCBELICHBI
MEPCOHANINM KPYNMHEHINX OMEPHBIX COMMCTOB, UMEHAa KOTOPBIX JIONTOE BPeMsl OCTaBAIHCh
HEU3BECTHBIMU IMPOKOMY Kpyry ciymatesneil B CCCP B 31moxy «kene3Horo 3aHaBecay.

THE HISTORY OF SAMSON ET DALILA PERFORMANCES IN THE 19™ AND 20™ CENTURIES:
THE EXPERIENCE OF FACTUAL ANALYSIS

One of the performances that is in demand by the modern stage, as well as opera
masterpieces by Mozart, Verdi, Bizet, Wagner, Puccini and others, is Samson et Dalila by
Camille Saint-Saens. The plot of the opera is connected with an ancient biblical myth, in the
center of which is the image of the mighty Samson and the suffering Jewish people who rose
up to fight. The hero is destroyed by Dalila, who pretended to love him from the enemy
camp. The opera was not allowed to be performed for a long time. However, for almost a
century and a half (the premiere took place in 1877), the play has not left the world opera
stages, offering all new readings and interpretations. In this connection, the history of
productions of Samson et Dalila by world theaters, on the stage of which the French opera
found its home, is of research interest. It is important to identify the names of the most
famous performers of Dalila role as representatives of various opera schools, since mezzo-
soprano solo parts in the opera literature are much smaller in comparison with sopranos. The
research involves archival data from the Metropolitan Opera House in the United States,
which is one of the centers of world musical and theatrical culture, which allowed us to
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identify a very valuable fact for research. The history of the Samson et Dalila opera
productions is considered in this paper from the point of documentary information view,
which contains the names of soloists, conductors, as well as choirs and orchestras of opera
houses in Europe — Germany, France, England and Italy, the USA and Russia. The
geography of opera productions, opera houses and invited performers in different years are
revealed. The questions of the director’s decision and scenography are discussed. The history
of the opera’s stage life is divided into two stages — pre-war and post-war. Along with
theatrical productions of the opera, the biblical story Samson et Dalila with music by Saint-
Saens was filmed twice. Two opera-films were made in 1981 and 1998, which indicates the
undying interest in French opera already in the field of mass media. A factual analysis of the
history of the Samson et Dalila performance showed the opera’s involvement in the world
cultural process, where participants are not only recognized conductors, famous opera
soloists, including world opera stars Placido Domingo and Elena Obraztsova, Jose Carreras
and Shirley Verrett, but also major record companies, such labels as the British EMI Group,
the Italian Philips and others who consider it an honor to record on audio and video, produce
vinyl and laser discs with opera recordings. In addition, the personalities of the largest opera
soloists, whose names have long remained unknown to a wide range of listeners in the USSR
during the era of the Iron Curtain, have been identified and highlighted.

Kysnenos Cepreit Bnagmmuposwma, wmaeucmpanm 1 xypca,
kagpedpa  xopoBoeo  Oupuxcupobanus,  IlemposaBoockas
eocyoapcmbennasn koncepBamopus, umenu A. K. IiazyHoba,
Ilemposaboock

Hayunbsm pykosopuress — Konocosa Vipuna BiiaguMuposHa,
KaH[IWIAT UCKYCCTBOBEIEHMS

Sergey V. Kuznetsov, 1st Year Master’s Student, Department of
Choral ~ Conducting,  Petrozavodsk — Glasunov  State
Conservatory, Petrozavodsk, Russia

Scientific adviser — Irina V. Koposova, PhD

A

OrnEeprA Kummiurod A ITEHAEPELKOTO «/{bABOJIBI 13 JIVIEHA»:
OT UCTOPHUYECKOI XPOHUKU K JIUBPETTO

«psiBoner u3 Jlynena» (1969) — enuncreennas onepa Kummroda Ienaeperkoro
(1933-2020), HamucaHHash B aBaHrapiHbBIA I[EPHOJ TBOpYECTBa. Ee OTIMYMTEIBHON
OCOOCHHOCTBIO CTajl HE TOJBKO MY3BIKAJIbHBIH $3bIK, KOHLEHTPUPOBAHHO BBIPA3MBIINH
MOMCKH KOMIIO3UTOpPa B OOJACTH COHOPMKH, HO M YHHKAJIbHOCTH BBIOPAHHOIO CIOXKETA,
KOTOpBIi Mpoiiea caMOOBITHBIN 1yTh craHOBICHUs. COOBITHS, MPEACTAaBICHHBIC B ONEpe
Ienneperkoro, npousomuutk B nepsoii monoBuHe XVl Bexa B ropone Jlynen (dhpaniy3ckas
npoBunuus [lyary). Tam 18 aBrycra 1634 roma oren Ypban ['panabe, Bukapuii mpuxozia
Cen-TIbep-mo-Mapiie, ObUT COMOKEH Ha KOCTpe IIOCIE JBYXJIETHEro Iporecca Io
O0OBHHEHHIO B JIbSIBOJIONOKIOHHIYECTBE. KITIoueBBIM CBUIETENEM 110 [Ty BhIcTynaia JKaHHa
ne bamexs (cectpa JXKanHa or AHrenoB), HacrosTeNnbHHIA MoHAacTHIps CB. Ypcymbl. Emie
COBPEMEHHHKM ¥ OYEBHIIBl JAHHBIX COOBITUH OTpasWiiM UX B OOJBIIOM KOJIMYECTBE
MAaHYCKPHUIITOB (3TO MEMYaphl, JICTONHCH, TOKYMEHTAJIbHBIC CBUACTENILCTBA). B nanbHeiinem
OHM CTaJli OCHOBOH JUIS CO3JaHMS Pa3IMYHBIX JHUTEPATypHBIX MPOU3BEACHHUI, B KOTOPBIX
UCTOPHYECKHE COOBITHS IMPOMYCKAIUCh CKBO3b MPH3MY aBTOpCckoro BuaeHus. Cpenu
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BapHaHTOB XYI0XKECTBEHHOI'O OCMBICIICHHUS JYJCHCKOTO CIOKETAa HauOOIbIIee BIUSHUE Ha
mubperro omepsl IleHnmepenkoro oxazanu aBa mnpomsBeneHws. OQHO W3 HHX —
nokymeHTanpHoe dcce Ompoca Xakcmu «beckr Jlynena» (1952). B Hewm, cTporo
MIPU/ICPKUBASICh  MCTOPHIECKHX WCTOYHUKOB, aBTOP JIOMOJNHSAET HX XYHIOXKECTBEHHBIMHU
JETAsIMH, TI03BOJLIIOIIMMH YUTATENI0 IIOJHEH MOTpYy3HThCS B IIOBECTBOBAaHHE M €TI0
nepurietny. B Bepcnn Xaxcnn JKanHa, mokazaHHas Ha (OHE MOHACTBIPCKOHM Cpenbl, CTaia,
Hapsiny ¢ ['panzpe, KIIOUeBBIM IIpoTaroHnucToM. Kpome toro, Xaxciu AeTaabHO NMPEaCTaBuil
TIONIUTHIECKYIO M conMaibHylo curyannio Bo Opanmmm XVII Beka, oObsCHABIIYIO, Ha €ro
B3I, COOBITHS, npoun3omeammue B Jlynene. CoBpeMeHHUK XaKCIH, aHTIIMHCKUN ApaMarypr
JlxoH YalTuHT, mpeoOpa3oBall €ro poMaH B TearpaibHyl mbecy «JlpsBomer»y (1961). B
Bepcun Yaiituara ¢urypa JKaHHBI mepeBelieHa Ha 3aJHUH IDIaH, HCTOPHYECKHH KOHTEKCT
OBLIT 3aMETHO COKpAIIeH, a B IIEHTPe BHUMaHUS OKa3aJics | paHIbe, KOTOPHIH TPaKTOBaH Kak
SK3UCTEHIMAINCT, TEPEeKUBAIONINN OCO3HAHHWE aOCYpIHOCTH JKH3HH. OTO TIO3BOJIHIO
COCpPENIOTOUUTECSI Ha MHCTEPHATIBHOM COCTaBISIONIeH: HWH(EpHAJIbHBIE MPOSBICHUS
CBEpXBECTECTBEHHOT'0, OOPSIOBBIE ITOCIEIOBAHMS HSK30pPIN3Ma, TyXOBHBIE IT€PEKUBAHUS
repoeB, YTO Jajio OOJNBIIYIO TeaTPaH3alHio. 3a OCHOBY cBoero Jmoperto [Tenaepenkuii B3su1
meecy Yaiituara B HemenkoM nepeBoze Jpuxa Opuna. [Ipy 5ToM B THOPETTO OH MEPECTPONIT
MOCJIE/IOBAaTEIBHOCTh  CIOKETa, HM3MEHHMB CIEHBl W JUaJord, — OTH W3MEHEHHS
neHTpanu3oBainy Gurypy cectpsl JXKaHHBI B Apamarypruu orepbl. Tawoke IleHnepenkuii He
OITyCTHJI COIMAJIBHBIE W MOJUTHYECKHE aCIeKThl JaHHOH ncrtopud. OCHOBBIBasCh Ha dcce
XaKciy, KOMITO3UTOp CO3/all 00pa3 MPOBHHIMAIBHON Cpelbl, MOKa3aJl MEXaHH3MbI OOpHOBI
3a BIAacTh, CAeNaB MX (POHOM, Ha KOTOPOM DPa3BOPAuMBACTCA JpaMa IPOTarOHUCTOB: HX
CIIOXKHBI BHYTPEHHUH MMp, MOTHBBI MX IMOBEJIEHUS, MOpalbHbIE OUIeMMbI U T.A. Kpome
TOr0, COXpPaHWB MHUCTEPUATBHYIO OCHOBY IIECBHI, KOMIO3UTOP COEAMHUI ITOBECTBOBAHHE O
coObITHsAX B JIymeHe C ©BaHIEIbCKUM CIOKETOM, CBSI3aB  XapaKTEPUCTHKU TJIaBHBIX
MIEPCOHAXEH OMephbl ¢ eBaHrenbckuMu apxerunamu: ['panabe/Uncyc, Kanna/Myna. Takum
00pa3oM, pacCMOTPEHHbIE B JIOKJIaJe TPaHC(OPMALUH UCTOPHYECKOIO CIOXKETa MO3BOJIIOT
HaOJI0JaTh BapHAHTHI €r0 MPOYTEHHS B YCIOBUSX Pa3HBIX XaHPOB (MCTOPUYECKHIl pOMaH,
TearpajbHasl Ibeca, ONePHOE JIMOPETTO), a TAKXKE AT BOSMOKHOCTD JEJ1aTh 3aKIIOYCHHS O
crieruke padotsl [lennepenkoro-1uopeTTIcTa.

KRzYszTOF PENDERECKI’S OPERA DIE TEUFEL VON LOUDUN (THE DEVILS OF LOUDUN):
FROM THE HISTORICAL CHRONICLE TO THE LIBRETTO

Die Teufel von Loudun (1969) is the only opera by Krzysztof Penderecki (1933—
2020) written during the avant-garde period of creativity. Its distinctive feature was not only
the musical language, which concentrated on expressing the composer’s search in the field of
sonorics, but also the uniqueness of the chosen plot, which went through an original path of
formation. The events presented in Penderecki’s opera took place in the first half of the 17t
century in the city of Loudun (French province of Poitou). There, on August 18, 1634, Father
Urban Grandier, vicar of the parish of Saint-Pierre-du-Marche, was burned at the stake after a
two-year trial on charges of devil worship. The key witness in the case was Jeanne de Balge
(Sister Jeanne of the Angels), the abbess of the Monastery of St. Ursula. Even contemporaries
and eyewitnesses of these events reflected them in a large number of manuscripts (memoirs,
chronicles, documentary evidence). Later, they became the basis for the creation of various
literary works in which historical events were passed through the prism of the author’s vision.
Among the variants of the artistic interpretation of the Ludensky plot, two works had the
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greatest influence on the libretto of Penderetsky’s opera. One of them is Aldous Huxley’s
documentary essay The Devils of Loudun (1952). In it, strictly adhering to historical sources,
the author complements them with artistic details that allow the reader to fully immerse
himself in the narrative and its vicissitudes. In Huxley’s version, Jeanne, shown against the
background of the monastic environment, became, along with Grandier, the key protagonist.
In addition, Huxley presented in detail the political and social situation in 17-century
France, which, in his opinion, explained the events that took place in Loudun. Huxley’s
contemporary, the English playwright John Whiting, transformed his novel into a theatrical
play The Devils (1961). In Whiting’s version, the figure of Jeanne was moved to the
background, the historical context was noticeably reduced, and the focus was on Grandier,
who was interpreted as an existentialist experiencing the realization of the absurdity of life.
This allowed us to focus on the mystical component: infernal manifestations of the
supernatural, ritual exorcisms, spiritual experiences of the characters, which gave great
theatricalization. Penderecki based his libretto on Whiting’s play in the German translation by
Erich Fried. At the same time, in the libretto, he rearranged the sequence of the plot, changing
the scenes and dialogues, — these changes centralized the figure of Sister Jeanne in the
drama of the opera. Penderecki also did not omit the social and political aspects of this story.
Based on Huxley’s essay, the composer created an image of a provincial environment,
showed the mechanisms of the struggle for power, making them the background against
which the drama of the protagonists unfolds: their complex inner world, the motives of their
behavior, moral dilemmas, etc. In addition, while preserving the mystery basis of the play, the
composer combined the narrative of the events in Loudun with the gospel plot, linking the
characteristics of the main characters of the opera with the gospel archetypes: Grandier/Jesus,
Joan/Judas. Thus, the transformations of the historical plot considered in the report allow us
to observe the variants of its reading in different genres (historical novel, theatrical play,
opera libretto), and also make it possible to draw conclusions about the specifics of
Penderecki’s work as a librettist.

KYJIVMKOB Kupwin Anekcaugposud, acnupanm, Kasauckas

eocyoapcmbBenman KoHcepBamopus UMeHU
H. I'. >Kueano8a, Kaszanv, Poccus
Hayunbmt pyxoBomgurests — MaxkiaermH — AjleKcaHIIp

JIbBOBITY, JOKTOP MCKYCCTBOBETEHVIA

Kirill A. KULIKOV, Postgraduate Student, Zhiganov Kazan
State Conservatory, Kazan, Russia

Scientific advisor — Aleksandr Maklygin, Dr. Habil. (Doctor
of Art Studies)

DEHOMEH STYLE DEPOUILLE B OPKECTPOBKE OIIEPBI-BAJIETA
«AnTs v BOJMIIEBCTBO» M. PABEJIA

Style dépouillé (pp. «OroneHHbIH CTHIIB») ABISETCA BAKHBIM METOIOM OPKECTPOBKH
B MapTUTypax (paHIy3CKHX KOMIIO3UTOPOB MepBOM momoBHHBl XX Beka. BO3HHKHYB Kak
AHTUTE3a JI0BOEHHOMY POMaHTHU3MY, TECHO CBSI3aHHOMY C HEMELKOW ONEepHOM TpajulueH,
dépouillement 6bu1  mpusBan ortbickarte morepsHHyto B XVIII Beke «penentypy»
HAIMOHATGHON (OPMBI MY3BIKAIBHOTO TEaTpa, XapaKTePHCTHUKOH KOTOPOTO SBIISETCS
HEpa3pbIBHOE COCANHEHNE MIEHNMs M TaHIa. B paMKax KPYIMHOTrO CHEHHIECKOTO MPOU3BEICHHUS
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noxoOHas KOppelsils HyKJaercs B OOLIeM 3HAMEHarene, CIIOCOOHOM YTBEPAUTH
JpaMaTypruyeckoe eJUHCTBO KOMIIO3ULUM. SIPKUM M caMOZOCTaTOYHBIM IIPUMEPOM TAaKOTO
COEJIMHEHHUS CTajla OHOAaKTHas onepa-6aner «/lurs u Bommeberoy» (1925) Mopuca Pases.
«Iuts u Bonme6cTBO» — 0c000€ counHEeHne KOMIIO3UTOPa, UMErolee OOoIbIIoe 3HaYeHUE B
KOHTEKCTe pa3BUTHs (paHIy3cKoi Tpamauuuu opkecTpoBku. OpKecTp NpHU3BaH HE TOIBKO
«COMPOBOIUTH» UJCI0, 3aAKIIOUCHHYI0 B MEJIOIMYECKUH, TapMOHUYECKUHA MM PUTMUYECKHI
IapaMeTpbl My3bIKaJIbHOTO MIPOU3BEAEHNUS, HO U IOJHONPABHO BBICTYIIUTh B KaueCTBE €ro0
BeIylled KOMIO3UIMOHHOW cuiabl. Merox dépouillé, mocraBneHHBI BO TIiIaBe JIOTHKH
TeMOpOBOW JpaMaTypru, CIyKHT CPEICTBOM JIOCTOBEPHOH IepCOHU(HUKALUN NePCOHANKEH,
KOTOpBIE B COIJACHH C AETCKMM BOOOpaXX€HHEM HMMEIOT SPKUH acCOLMaTHBHBIN psx. s
JOCTI)KCHUS MYIbTHUIUIMKAIMOHHON OOpa3sHOCTH MHapTUTypa IIPUIIPABICHA MHOXECTBOM
cTUICTHUeCKUX Kimiie (oT BospoxaeHus 1o mxasa), TpeOYIOIIMX OT TpaAWIMOHHBIX
HUHCTPYMEHTOB CHM(OHHUYECKOTO OPKECTpa 3By4aTh COIVIACHO 3aJAHHOMY 00pasy, Oyab To
XpyIlKas KuTaiickas dYalnka, WIM IbUIAIOIMNA B KamuHe Orosb. IloxopuB B 1926 romy
MAPWKCKYI0 IyOJIMKYy HOBU3HOH M COBPEMEHHOCTBIO 3BYdYaHHs, maprutypa «uts u
Bomme6cTBa» crana OTIpaBHON TOYKOH M1 TITyOOKOH MOJIEPHU3AIMKY METO/IOB KOMIIO3HIIUU
npexacraBureneit «lllectepku», kak >KaHPOB omepsl M Oajera, Tak W CHMQOHHUECKUX
npousBenieHni. Ilpambeivu nponomkarensmu Papens cramun @. Ilymenk u  A. Omerrep,
KOTOpBIC HEOJHOKPAaTHO BBICKA3BIBAJIHUCH 00 0COOOM 3HA4YE€HWH Onepbl-Oanera, UMesi BBUILY
OPHI'MHAIIBHOCTh €€ OPKECTPOBKH.

THE PHENOMENON OF STYLE DEPOUILLE IN THE ORCHESTRATION
OF OPERA-BALLET L’ENFANT ET LES SORTILEGES BY MAURICE RAVEL

Style dépouillé (French: ‘stripped—down style’) is an important method of
orchestration in the scores of French composers of the first half of the 20" century. Having
emerged as an antithesis to pre-war romanticism, closely associated with the German operatic
tradition, dépouillement was intended to find the ‘recipe’ lost in the 18" century for the
national form of musical theater, the characteristic of which is the inextricable combination of
singing and dancing. Within the framework of a large stage work, such a correlation needs a
common denominator capable of establishing the dramatic unity of the composition. A
striking and self-sufficient example of such a combination was the one-act opera-ballet
L’Enfant et les Sortiléges (1925) by Maurice Ravel. L’Enfant et les Sortiléges is a special
work by the composer, which is important in the context of the development of the French
tradition of orchestration. The orchestra is called upon not only to ‘accompany’ the idea
contained in the melodic, harmonic or rhythmic parameters of a musical work, but also to
fully act as its leading compositional force. The dépouilié method, placed at the head of the
logic of timbre dramaturgy, serves as a means of reliable personification of characters who, in
accordance with children’s imagination, have a vivid associative series. To achieve cartoon
imagery, the score is peppered with a variety of stylistic clichés (from the Renaissance to
jazz), requiring the traditional instruments of a symphony orchestra to sound according to a
given image, be it a fragile Chinese cup or a blazing fire in the fireplace. Having conquered
the Parisian public in 1926 with the novelty and modernity of its sound, the score of L ’Enfant
et les Sortiléeges became the starting point for a deep modernization of the composition
methods of the representatives of the Six, both in the genres of opera and ballet, and in
symphonic works. Direct successors of Ravel were Francis Poulenc and Arthur Honegger,
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who repeatedly spoke about the special significance of the opera-ballet, bearing in mind the
originality of its orchestration.

KYVYIIELI JTro60Bb AGpaMoBHa, kaHOudam uckyccmbobederus, doyerin,
Kagpedpa ucmopuu mysviku, Ilemposabodckas eocydapcmbernnasn
xoncepbamopus umenu A. K. Irasynoba, Ilemposabodck, Poccus

Lyubov A. KUPETS, PhD, Associate Professor, Music History
Department,, Petrozavodsk State Glazunov Conservatoire,
Petrozavodsk, Russia

TIouEMY AJIEKCAHJIP I'JIA3YHOB HE ITHCAJI OTIEPBI?

C camoro Hayaja TBOPYECKOW IEATEITHHOCTH KOMIO3WTOpPA W JIO HACTOSIIETO
BPEMEHH CJIOKWIOCH yCToiumBoe MHeHue, uTo A. K. ['1a3yHOB npexe Bcero KpynmHenmmi
cuMponuct koHna XIX — Hagama XX Beka, YTO MOATBEPXKIAIOT M BCE €r0 MHOTOYACTHBIC
cuM(pOHMH, ¥ MHOTOYHCIEHHbIE W Pa3HOOOpa3Hble CHM(OHHUYECKHE MPOU3BEICHUS
MIPEUMYIIECTBEHHO MPOrPaMMHOT0 THIA, U JaKe TPH OayeTa, BOCIPHHHUMAaEMbIe C TIO3HIHN
cuM(pOHM3aIMH kaHpa. VIMEHHO 3TO MCKITIOYHTENIbHOE CUM(OHUYECKOTO TapOBaHUE FOHOTO
My3BIKaHTa II03BOJIJIO €r0 CTpallMM KoJleram, B IepByio ouepens, H. A. PuMckomy-
KopcakoBy, BbLienuTh [na3yHoBa Kak yHHWKaNbHOE SIBIEHHE B paMKax IeTepOyprckoit
LIKOJIBI C €€ SIBHBIM MPHMAaToM OIEPHBIX JKaHPOB. M3BECTHO, UTO B TBOPYECKOM HACIEIUU
I'masyHoBa OTCYTCTBYIOT OHEpBI, XOTS €CTh MHBIE MY3BIKAIbHO-TE€ATPAIbHBIE >KAHPEI,
HarpuMep, 6anersl, My3bika K apame «L{aps Wynelickuii» n My3bIKaJbHOE COMPOBOXKIECHHUE K
neece M. O. JlepmonToBa «Mackapagy. C Apyroil cTopoHbI, 3aMETUM, YTO KOMIIO3UTOPOM
ObLIM HaNyCaHbl M BOKAJbHBIC COYMHEHMS Kak Uil Xopa (Hampumep, I[IpasgHuuHas u
KopoHnaimonnast xanTatbl, TopxecrBeHHas kaHrara B namaTh 100-ymeTHeill rogoBIIMHBI
A. C. Ilymikuna, «Bau3 no maryuike o Bosnrey, 1Be 00pabOTKH LIEPKOBHBIX PacleBoB, «Ji,
yYXHEM» M Jp.), TaK M KaMepHble (YeThblpe ONyca pPOMAHCOB M II€CEH Ha CTHXH,
npeumyiiectBerHo, A. C. [Iymkuna m A. H. MaiikoBa). Kpome Toro, ciemayer ydects u
SIBHOE BIIMSHHE HA KOMIIO3UTOPA TPEX €ro CTapIUX COBPEMEHHMKOB, ONEPHBIX I'ypy 3MOXH:
H. A. Pumckoro-Kopcakosa, II. U. YaiikoBckoro u P. Baruepa. CnemoBarenbHo, TPyOHO
NPEION0XKUTD, YTO [71a3yHOB HE CMOr' Obl HAaNKUCaTh ONEpPY W3-32 OTCYTCTBUS TEXHHYECKUX
BO3MOXKHOCTEH, KOTOPBIMHU OH, Oe3 comHeHus1, obnaaan. bonee Toro, xxaHpoBas u oOpa3Hast
MaJIMTPa ero CUM(POHUYECKOW MY3bIKU TATOTEET K IPOrPaMMHOCTH, a MEJIOANKA YAaCTO UMEET
SIPKO BBIPAKEHHYIO «IAHCAHTHYIO» MPUPONY. MOXKHO NMPEAIOI0KHTh, YTO, IOJOOHO TOMY,
kak mo MHenuto M. C. [Ipyckuna «bax oTBepraiq omepy-cepua HE U3 PEIUTHO3HBIX
NOOYXACHHUH, a KaK *aHp CO CelH(YUYECKUM HHIEKCOM JIOIYCTHMBIX IIPUEMOB, KOTOPBIN He
COOTBETCTBOBAJ €0 MY3bIKAJIbHO-3CTETHUECKUM TpeOoBaHUsIMY, [ Ta3yHOBa HE yCTpauBaiu B
COBPEMEHHOM €My ONEpHOW CHUTyalluM HHU JpaMaThdyeckuil kaHoH YailkoBckoro, Hu
TparenuiiHasi Bepcus BarHepa, HM IIOMCKH HAallMOHAIBHO-PYCCKOrO mpodmis B JIHMIE
Pumckoro-KopcakoBa mo nmpuyrHaM HE TOJIBKO MMMAaHEHTHO-MY3BIKAIbHBIM (TBOPUECKUM),
HO U BHEMY3BIKAJbHBIM (pemyTanuoHHbIM). OTYacTH 3Ta cuTyarus | na3yHoBa HallOMHHAET
crydaii ¢ A. BpykHEpoM, KOrjja aBCTPHHCKHN KOMIIO3UTOp, OyIydd MacTepoM XOpOBOM
My3BIKH H amenToM BaraepoBckoro Gesamtkunstwerk, cosmarenpHO He mmcanm s
MY3BIKAJIIBHOT'O T€aTpa.
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WHY DIDN’T ALEXANDER GLAZUNOV WRITE OPERAS?

From the very beginning of the composer’s career to the present day there has been a
strong opinion that Alexander Glazunov was first and foremost the greatest symphonist of the
late 19" and early 20" centuries, which is confirmed by his multi-part symphonies, his
numerous and varied symphonic works of a predominantly program type, and even his three
ballets viewed from the position of symphonizing the genre. This exceptional symphonic
talent of the young musician enabled his older colleagues, primarily Nikolai Rimsky-
Korsakov, to distinguish Glazunov as a unique phenomenon within the St. Petersburg school
with its explicit orientation on opera genres. It is known that there are no operas in
Glazunov’s creative legacy, although there are other musical-theatrical genres, such as
ballets, music for the drama The King of the Jews and the musical accompaniment to Mikhail
Lermontov’s play Masquerade. On the other hand, it should be noted that the composer also
wrote vocal works both for choir (for example, Festive and Coronation Cantatas, Solemn
Cantata in commemoration of the 100™ anniversary of Alexander Pushkin, Down the Mother
Volga, two arrangements of church chants, Hey, uhnem, etc.) and chamber works
(represented by four opuses of romances and songs to poems mainly by Alexander Pushkin
and Apollon Maykov). In addition, the apparent influence on the composer from three of his
older contemporaries, the opera gurus of the era: Nikolai Rimsky-Korsakov, Pyotr
Tchaikovsky, and Richard Wagner, must be considered as well. Therefore, it is hard to
assume that Glazunov could not have written an opera due to lack of technical ability, which
he undoubtedly possessed. Moreover, the genre and imaginative palette of his symphonic
music tends towards programmaticism, and the melodies often have a distinct ‘dansant’
nature. It can be assumed that, just as, according to Mikhail Druskin, ‘Bach rejected opera-
seria not for religious reasons, but as a genre with a specific index of permissible techniques
that did not meet his musical and aesthetic requirements,” Glazunov was not satisfied in his
contemporary operatic situation with either Tchaikovsky’s dramatic canon, Wagner’s tragic
version, or Rimsky-Korsakov’s search for a National-Russian profile for reasons that were
not only immanent-musical (creative) but also extra-musical (reputational). In part, this
situation reminds of the case of Anton Bruckner, when the Austrian composer, being a master
of choral music and an adherent of Wagner’s Gesamtkunstwerk, did not write for musical
theater on principle.

JIABPOBA Csetniana BuranbeBHa, doxmop uckyccmboBederus,
npopekmop no HayuHotn pabome u pasbumuio, Axademus
pycckoeo  basema  umenu  A. S Baeanoboii,  Carkm-
Ilemepbype, Poccus

Svetlana V. LAVROVA, Dr. Habil. (Doctor of Art Studies), Vice-
Rector for Research and Development, Vaganova Ballet
Academy, Saint Petersburg, Russia

MY3bIKAJIbHBIN TEATP B 2II0XY UCKYCCTBEHHOI'O MHTEJUIEKTA OT ONEPBI « BAII
dAYCT» AHPU [TYCCEPA K OINEPE «MAJIEPY [IPBUIA KOYIIA

B nokmame mpocnexuBaeTcs JHMHHUS BKIIOUCHUS TEXHOIOTHMH HCKYCCTBEHHOTO
HHTEJJIEKTa B KOMIIO3UTOPCKOE TBOPUYECTBO JJIsi OMEPHOrO TeaTpa. B kauecTBe oTmpaBHOM
TOYKH TPACKTOPUH B3aUMOJCHUCTBUS KOMIIO3HUTOPA C HCKYCCTBEHHBIM WHTEIUICKTOM B
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OIIEPHOM JKaHpPE pacCMaTpHBACTCs I'€HEpaTHBHAs CTPYKTypa omepbl «Bam ®ayct» AHpu
ITyccepa. Kommosutop, yBiexmmiicss uaeeil JUTEpaTYpHOro KOJUIaxa, IPEeICTaBUTEIS
(bpaHIy3cKOro «HOBOro poMana» Mumens Broropa, crpemMuiics HaWTH aHaJIOMYHbIH
OpraHUYHbI CrO0co0 OOBEAMHEHUSI MY3bIKAJIbHBIX LUTAT B PaMKax CBOErO MY3bIKAJIBHOIO
s3pika. Ilyccep He OBbLI 3aMHTEPECOBAH BO BKIFOYCHHH IMTAT, OH CKOpPEE CTPEMHJICS
COCIIMHUTh PAa3JIMYHBIC MY3bIKAJIbHBIC KOHTEKCTHI Yepe3 CO3JaHHe OCO00i My3bIKaIbHOW
MeTarpaMMaTHKH. 3BYKOBasi TKaHb OHEPHI, €€ JIMTEPaTypHO-3bIKOBOI IUIACT, TAK )K€ KaK U
MY3bIKJIBHBIH, CO3JaHbl 4Yepe3 obpamieHHe K OOLIMPHOH CETH MY3BIKaJIbHBIX U
JIUTEPATYPHBIX LMUTAT Pa3IMYHBIX MpOU3BeAcHUIT Ha Tembl (Paycra, a TakkKe K HIpe C
Pa3IMYHBIMK  KOMIIO3UTOPCKMMH ~ CTHIIMCTHKaMu oT MoHTeBepau 10 bymesza. Oto
MPOM3BE/ICHHE CTAT0 MPOOOpa3oM HOBOI AMOXH HCKYCCTBEHHOrO HHTEIIEKTa. V3BECTHBIN
aMepuKaHCKU Kommo3nTop W wm3oOperarens JIBunm Koym, co3matens  cHCTEMBI
«IKCIEepUMEHTHl My3bIKanbHOro uHTeluekray (EMI), momen mo myrtw, mepBoHadanbHO
nponoxkenHoMy ITyccepom. OnHa U3 ero Hanbosee IPKUX Hei COCTOUT B CO3/IaHHUH MY3bIKA
npu omory EMI. Ona 3akimtouasnack B TOM, 4TOOBI aBTOMaTHYECKH CKOMITHITHPOBATH OMEPY
«Manepy, 3arpy3uB B 6a3y JaHHBIX CHM(OHHH, BOKAIBHYIO M HHCTPYMEHTAIBHYIO MY3BIKY
Manepa, a TakkKe M JIMYHYIO HEpernucKy KOMIO3WUTOpa Uil co3faHus jmoperro. Omepa
«Manepy elle He MOJIy4YHiIa KPYIMHOrO MPE/CTABICHHS HA B OJHOM W3 KPYIHBIX OMCPHBIX
TearpoB MHpa W CYIIECTBYET B BHIC H3[IaHHOM mNapTUTYpbl. IIpuunHA, 1O KOTOPOI
akaJieMH4ecKoe cooOmecTBo He TpuHsUTo uaen Koyma, odeBnaHa: mpogecCHOHANIBHOE
KOMITO3UTOPCKOE COODIIECTBO MPHICPKUBACTCA MHEHHUS, YTO CO3/IaHUE MY3bIKH MOXET OBITh
NPUCYIIE TOJBKO YENIOBEKY, 00JIa/aloleMy WHIMBUAYAIbHBIM XyIO0XKECTBEHHBIM OIIBITOM,
TpaHCIUpYeMbIM B 00pa3Hyto chepy. B Toxe Bpems, BHIOOD MHCTPYMEHTOB M3 LIMPOKOTO
CIIEKTPa BO3MOXKHOCTEH TaKkKe SBIISCTCS HPHOPUTETOM TBOPYECKOro uenoBeka. Koynm
nonaraer, 4ro EMI Bcero mMmb nomoraer aBTOMAaTH3UPOBATbh MPOLECC CO3JAHHs
KOMITO3MIIMM, HO HHMKaK HE 3aMeHseT KomIo3utopa mnoiHoctbio. Cucrema MU neiictByer
AQHAJIOTMYHO IPUHIMILY AJITOPUTMHUYECKOH Kommnosuiuu. Co3paHue onepbl IPHU Y4acTHH
HCKYCCTBEHHOI'O HHTEIUIEKTa CEroJHs IpUHUMaeT Bce Oojbllee pacnpocTpaHeHue. 3
centsiopss 2022 roma B [pesmeHckoii omepe «3emmep» (SemMperoper) cocrosuiack Kpocc-
MeJquiiHas oOmlepHas IIOCTaHOBKa «YTHAThCA 3a BOJONAJOM», CO3JAaHHAs C Yd4acTHEM
HECKOJIBKUX XYIOKECTBEHHBIX Koyutabopauuit: Sdchsische Staatskapelle Dresden n 1T-
crienuaaucToB. MCKyCCTBEHHBIN MHTEIUIEKT B3sUI Ha ceOsi BEAYLIYIO pOJib, T€HEpUPYs B
peXHMME peajJbHOr0 BPEMEHHM HE TOJNBKO TEKCT JIMOPEeTTO, HO TakKe NPUMEHAT |
MMIIPOBHU3ALIMIO BOKaIUCTOB. KoMmo3unus Oblia co3iaHa IocpecTBOM alrOpUTMa, KOTOPBII
HE TOJILKO T'€HEPUPOBAJ 3BYKH, HO M IOJEPKUBAJ NEBLOB 0COOBIM I'€HEPATUBHBIM TEMOPOM
«T0J10Ca», BOCHPOM3BOAMMOIO NPH IOMOLIM JIEKTPOHUKH B PEXUME PEaTbHOI0 BPEMEHU.
IepBoHayanpHoe suOperro Obiio co3maHo Kpucrnan Hoilimekep, koropas —Takke
9KCIIEPUMEHTHPOBaa C T€HeparopaMu TeKcTa Ha 0a3e HMCKYCCTBEHHOTO HHTEIUICKTa. B
JIOKJIaie MOJHUMAETCS BOMPOC O OBITOBAHMH ONEPHOrO jKaHpa B 3IO0XY HCKYCCTBEHHOTO
MHTEJUIEKTa, HACKOJBKO IieJiecoo0pasHo npuMeHenne Gpt-uata mis co3paHus auOpeTTo, a
TAKKe KakoBa Cyap0a KOMIIO3UTOPa M €ro IpPOU3BEICHHS B OMOXY TEXHHYECKOH
BOCIIPOU3BOIMMOCTH.

116


https://en.wikipedia.org/wiki/Claudio_Monteverdi
https://en.wikipedia.org/wiki/Pierre_Boulez

MUSICAL THEATER IN THE AGE OF ARTIFICIAL INTELLIGENCE: FROM THE OPERA VOTRE FAUST
BY HENRI POUSSEUR TO THE OPERA MAHLER BY DAVID CoPE

The report traces the line of introduction of artificial intelligence technologies into the
field of the opera house. As a starting point for the trajectory of the composer’s interaction
with artificial intelligence in the opera genre, the generative structure of the opera Votre
Faust by Henri Pousseur is considered. The composer, fascinated by the idea of literary
collage, which became widespread in the work of the representative of the French ‘new
novel” Michel Butor, sought to find a similar organic way of combining musical quotations
within the framework of his musical language. Pousseur was not interested in including
quotations, but rather sought to connect different musical contexts through the creation of a
specific musical metagrammar. The opera’s sound fabric, its literary and linguistic layer, as
well as its musical one, were created through an appeal to an extensive network of musical
and literary quotations from various works on the themes of Faust, as well as by playing with
various composer stylistics from Monteverdi to Boulez. This work became the prototype of a
new era of artificial intelligence. The famous American composer and inventor David Cope,
creator of the Experiments in Musical Intelligence (EMI) program, followed the path
originally paved by Pousseur. One of his most striking ideas was to create music using EMI.
The idea was to automatically compile the opera Mabhler, loading into a database the
symphonies, Mahler’s vocal and instrumental music, as well as the composer’s personal
correspondence to create a libretto. Mahler’s opera has not yet received a major performance
in any of the world’s major opera houses and exists in the form of a published score. The
reason why the academic community did not accept Cope’s ideas is obvious: the professional
composing community is of the opinion that creating music can only be inherent in a person
who has individual artistic experience, translated into the figurative sphere. At the same time,
choosing tools from a wide range of possibilities is also a priority for a creative person. Cope
believes that EMI simply helps automate the composition process, but does not completely
replace the composer. The Al system operates similarly to the principle of algorithmic
composition. The creation of opera with the participation of artificial intelligence is becoming
increasingly widespread today. On September 3, 2022, the Semperoper Dresden hosted the
cross-media opera production Chasing the Falls, created with the participation of several
artistic collaborations between Séchsische Staatskapelle Dresden and IT specialists. Artificial
intelligence took a leading role, generating in real time not only the text of the libretto, but
also using the improvisation of vocalists. The composition was created through an algorithm
that not only generated sounds, but also supported the singers with a special generative
‘voice’ timbre, reproduced electronically in real time. The original libretto was created by
Christiane Neudecker, who also experimented with artificial intelligence text generators. The
report raises the question of the existence of the opera genre in the era of artificial
intelligence, how appropriate it is to use Gpt-chat to create a libretto, and also what is the fate
of the composer and his work in the era of technical reproducibility.
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JIN Wzsabdy, kanoudam uckyccmBobedenus, npenodabament,
axyarvmema uckycemb, Mockobekuii eocyoapcmbernuiil
yHubepcumem  umenu M. B. Jlomorocoba,  Mocxéa,
Poccus;  aexmop,  Jhonanvuiytickutl neoazoeuyeckul
yHubepcumem, Jlionanvuyi, npobunyus I'yixoy, Kumai

Li Jianfu, PhD, Lecturer, Faculty of Arts, Lomonosov Moscow
State University, Moscow, Russia; Lecturer, Liupanshui
Normal University, Liupanshui, Guizhou, China

CTWINCTUYECKUE OCOBEHHOCTU KUTANCKON HALIMOHAJIbHOW ONEPBI «BAJIJTAZIA O KAHAJIEY

Ornepa «bamnana o kaHane» NMPU3HAHA BO BCEM MUPE BBIIAIOIIMMCS MY3bIKAJIbHBIM
MPOM3BEICHUEM KHUTAHCKOM OMNepHOH My3bIkHM, BoOpaBIIeM B ce0s KaK MHOTOBEKOBOE
Haclleue TPAJUIMOHHOM KUTalCKOM My3bIKHM, TaK ¥ MHOTOYHCICHHBIC JIOCTHIKEHUS
KHTalcKoro omepHoro uckycctBa XX Beka. Bmecre ¢ Tem, mpu ee co3maHuu OBLIO
UCHOJIb30BAaHO MHOTO HOBBIX HPHEMOB M BJIEMEHTOB, IIOYTH HE BCTPEYABIIMXCS paHee B
KUTalicKoi orepe. 3a OCHOBY CIOJKETa aBTOpaMH ObLIa B3ATa JPEBHAS KHUTalicKas JereH[a,
JeficTBHEe KOTOPOH pa3BopadyMBaercst Ha kopaliie, IUIbIBYIEM 1o BenukoMy kanaimy, MHOro
BEKOB COEIMHSIOIIEMY HECKOJNbKO NpoBMHUMH Kuras. Taxoif BHIOOp MO3BOJIMI IOKAa3aTh
KYJIbTYPY, TPaJAULUN U )KU3Hb HapoJa B JpeBHeM Kurae u pa3BUTh JeiicTBHE, coCToAIIEE U3
HECKONIBKUX TIEPEIUICTAIONIMXCA CIOJKETHBIX JIMHMH, HAIOJHEHHBIX POMAHTHYECKHMHU
YyBCTBAMH, SIPKMUMH SMOLMSAMHU M COBPEMEHHOH MHTEPIIpETaIMei JIEreH 1, HApOJIHBIX CKa30K
n ucropuyeckux ¢GaxroB. B mokmane omepa «bammaza o KaHane» HCIONB3YeTcs IS
UCCIIEZIOBAHUS MTPOLIECCOB Pa3BUTHS KUTAHCKOW HAIIMOHAIILHOM ONeEpbl, JUIs 4ero MpOBOAUTCS
aHaJIN3 ee MY3bIKAJIbHBIX XapPaKTEPUCTHK 10 YETHIPEM OCHOBHBIM acCleKTaM: MY3bIKaJIbHbIH
S3bIK, TEMa, MHCTPYMEHTOBKA W BOKaJ. Bce OCHOBHBIE 3JIE€MEHTHI OHEpbl — My3bIKa,
UCIOJIHEHHE, ApaMaTyprus, XapakTep NEpCOHaXEH M XYHD0XKECTBEHHbIE OCOOCHHOCTH —
HMEIOT SIPKO BBIPAXKEHHBIN HAIIMOHAJIBHBINA KOJOPUT M OJHOBPEMEHHO O0JIaal0T HOBHU3HOU.
OTO JOCTUTaeTcsl ¢ MOMOIIBI COYETaHHs HJIEMEHTOB TPaJMLMOHHOM KHUTAHCKOH omepbl U
MpUEMOB 3amagHoi My3bIKd. 1lo CpaBHEHHIO ¢ NpPEALIECTBYIOIIUMH € MY3bIKaJbHBIMU
npousBesieHusiMu  onepa  «bamnaza o kaHanme» npereprnena OonbIIME HW3MEHEHHMSA U
HOBOBBEJICHUSI C TOYKH 3PEHUS CO3JIaHMs MY3bIKH, apaHKMPOBKH X0pa U MHCTPYMEHTAJIbHOH
KOH(UTypaIyy, YTO CIIOCOOCTBOBAJIO Pa3BUTHIO KUTAMCKOH HALMOHAIBHOM OMEphl B LIETIOM.

STYLISTIC FEATURES OF THE CHINESE NATIONAL OPERA THE BALLAD OF THE CANAL

The opera Ballad of the Canal is recognized throughout the world as an outstanding
musical work of Chinese operatic music, incorporating both the centuries-old heritage of
traditional Chinese music and the numerous achievements of Chinese operatic art of the 20™
century. At the same time, during its creation many new techniques and elements were used
that were almost never seen before in Chinese opera. The authors based the plot on an ancient
Chinese legend, the action of which takes place on a ship sailing along the Grand Canal,
which has connected several provinces of China for many centuries. This choice made it
possible to show the culture, traditions and life of the people in ancient China and develop an
action consisting of several intertwining storylines filled with romantic feelings, vivid
emotions and a modern interpretation of legends, folk tales and historical facts. In this article,
the opera Ballad of the Canal is used to study the development processes of Chinese national
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opera, for which an analysis of its musical characteristics is carried out in four main aspects:
musical language, theme, instrumentation and vocals. All the main elements of the opera —
music, performance, drama, character and artistic features — have a pronounced national
flavor and at the same time have novelty. This is achieved by combining elements of
traditional Chinese opera and Western music techniques. Compared with its predecessor
musical works, the opera Ballad of the Canal underwent great changes and innovations in
terms of music composition, choir arrangement and instrumental configuration, which
contributed to the development of Chinese national opera as a whole.

JIOBVIMOB  Hanwia  Bagmmoswd,  acnupanm, — kagpedpa
MY3biKaAbHO20  uckycemba,  Axademus  Pyccxoeo  barema
umenu A. f. Baeanoboii, Canxm-Ilemepbype, Poccus

Hayunbnm pykoBoguTenb — IOKTOP WCKYCCTBOBemeHMs lanvma
AnexkcannpoBHa besyrmias

Danila V. LYUBIMOV, Postgraduate Student, Musical Art
Department, Vaganova Ballet Academy, Saint Petersburg,
Russia

Scientific adviser — Galina A. Bezuglaya, Dr. Habil. (Doctor of Art
Studies)

Mux AnI @OKUH 1 OITEPA !
OCHOBHBIE METO/[bl XOPEOI'PA®A B PABOTE C OIIEPHOM ITAPTUTYPOI

Muxanin Muxaitiosud @okuH — OJeCTANMI TaHIOBIIKMK, BLIJAIOIIMANCSI IE€IAror,
reHuaNIbHbIH Xopeorpad. Ero uMs — cuMBON pycckoro Ganera, a ero MoCTaHOBKM — OJHHU
U3 CaMbIX BOCTpeOOBaHHBIX B Mupe. OHM OTJIMYAIOTCS CTHIMCTHYECKHM pa3HOOOpa3ueMm
xopeorpaduyecKoro s3blka U OTHOCATCS K MUPOBOI Kiaccuke OaneTHoro uckycersa. Ocobas
cTpaHula TBopueckoro Hacnenus PoxuHa, aBTopa Oonee yem 80 GaneToB, MPUHAIICHKUT
IIOCTAHOBKAaM TaHLEB B 3apyOEXHBIX M PYCCKHX ONEpax, MIO3UKIAX, OIEpeTTax, peBIO.
Hacrosimmii jokiaa mocBsilieH HpoOieMe COOTHOLICHUs MY3bIKM M TaHuma. Ha mpumepe
ananm3a «[lonoBeuxkux mwisicok» u3 onepsl A. I1. Bopoanna u 6anermeiicrepckoii pa3paboTku
TaHIEeBaJbHOU cueHbl «Mapm Yeprnomopa» u3 onepsl M. W. I'muaku «Pycnan u Jlronmuna»
BBISIBISIIOTCSL MeTonbsl pabotel DokuHA € My3bIKalbHBIM MartepuanoM. O0a mienespa,
nocraBiieHHbIe Xopeorpagom B pasubie roasl («[lomoBenkue msicku» 19 mas 1909, «Mapm
Yepromopay 24 Hostops 1917), ykpamaror cueHy MapuHHCKOro TeaTpa U B Hallle BpeMsL.

MICHEL FOKINE AND OPERA.:
THE MAIN METHODS OF A CHOREOGRAPHER IN WORKING WITH AN OPERA SCORE

Michel Fokine is a brilliant dancer, an outstanding teacher, a genial choreographer.
His name is a symbol of Russian ballet, and his productions are among the most popular in
the world. They are distinguished by the stylistic diversity of their choreographic language
and belong to the world classics of ballet art. A special page in the creative heritage of
Fokine, the author of more than 80 ballets, belongs to dance productions in foreign and
Russian operas, musicals, operettas and revues. This report is devoted to the problem of the
relationship between music and dance. Using the example of the analysis of Polovtsian
Dances from the opera by Alexander Borodin and the choreographer’s development of the
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dance scene Chernomor’s March from opera Mikhail Glinka Ruslan and Lyudmila Fokine’s
methods of working with musical material are revealed. Both masterpieces, staged by the
choreographer at different years (Polovtsian Dances on May 19, 1909, Chernomor’s March
on November 24, 1917), still adorn the stage of the Mariinsky Theater in our time.

JIro6umos Omurpwit Bagmmoswd, acnupanm, kagedpa ucmopuu
MY3bIKU, Yparvckas eocyoapcmbennas KoHcepBamopus umeHu
M. I1. Mycopeckoeo, Examepunbdype, Poccus

Hayunbnr pykosoguresns — Makaposa AnToHMHa JleonwmmoBHa,
KaHOWIAAT UCKYCCTBOBEIeHMS

Dmitry V. Lyubimov, Postgraduate Student, Music History
Department, ~ Ural  State  Mussorgsky  Conservatoire,
Yekaterinburg, Russia

Scientific adviser — Antonina L. Makarova, PhD

AN

VBEPTO U MEJIbHUK : BE3YMHBIE OTLIbI B OTTIEPHOM TEATPE XX BEKA

Kak mpaBwio, crensl onepHoro 6e3ymust XIX Beka acCOIMHPYIOTCS C JKEHCKHMH
MIEPCOHAKaMH, a IMEHHO ¢ 00pa3oM CTpajaloliel ¥ THOHYIIeH reporHI-conpaHo. Bmecre ¢
TEM, HEPEJIKO OCHOBY OIEPHBIX CIOYKETOB COCTABIISIET CeMEHHBIN KOH(IIMKT, KOr/ia CXOIUT C
yMa HecuacTHbIi orenl. OfMH U3 paHHHX MPHUMEPOB — orepa-Semiseria B IByX AEHCTBHUSIX
«Anbezey @. [Taspa (1809). B Poccun omepa HTambSHCKOrO KOMIO3HTOPA HEOTHOKPATHO
ucnonssuiack ¢ 1822 ropa (Canxkr-IlerepOypr, bonbmoit (Kamennsiii) Teatp). BosmoxHo, ee
mor cablmate A. C. lapromsixckuil, aBrop «Pycanku» (1856), rae, kak M3BECTHO, TaKoKe
¢urypupyer obpa3 OesymHoro orua. Ha mpumMepe Ha3BaHHBIX onep OOHApY)KMBAIOTCS Kak
obmue, Tak W pa3iauYHbIe NPHUHLMIBI TPAKTOBKM oOpas3a Oe3ymHoOro repos. OnHuM u3
IJIaBHBIX TepoeB onep «AHbeze» U «Pycankay sBisercs oreny — Y6epro u MenbHUK, —
MOTEPABLIMK PacCyOK BCIIEACTBUE PA3JIyKu C J04ephblo (rHOesb, mpeanogaraeMas CMepTh).
K obumm uepram oTHeceM BHEIIHHU OOJHMK M MaHepy MOBeACHHs 0e3yMHBIX MEepPCOHAaXKEH,
HU3KHH MYXKCKOI MEBYECKHIl T0JI0C, MOTHB CKHTaHMSI B JAUKOM MecTHOCTH. OG0MM Teposim
CBOICTBEHHBI BHE3allHas CMEHA SMOLMOHAJIBHOIO COCTOSIHHSA, HEOXKHAAHHBIH I'POMKHMH U
CTPaHHBII CMEX, YTO yKa3blBaeT HAa WX JEBHAHTHOE IIOBEICHUE. B My3bIKaJbHOM ILIaHE
OTMETHM Yepe/IOBaHHE KOHTPACTHBIX SIM30/I0B B CLIEHAX Oe3yMHs, HAIUYHE MY3bIKaJIbHOM
TEMBbl, IPUHUMAIOIEH Ha ceOsl Pojib PEMHHHUCLECHIMHI B MOCIEYIOIUX (hparMeHTax Omepsl.
OtnuunrtenbHass 0COOCHHOCTh orepbl [laspa B ToM, 4TO Mo cloxery YOepTo Oe3ymeH c
€aMoro Hayaja M OOJIBLIYIO 4acTh CLIEHHYECKOrO BPEMEHH HAXOAUTCS B 3TOM COCTOSIHUM
(BBLAETISIFOTCS. [IBE COJIbHBIE CLEHBI Oe3ymmus repos). B omepe JlapromMbDKCKOro, HapOTHB,
ciieHa Oe3yMmusi MpPEACTaBICHA TOJNBKO B TPETheM MACHCTBUH. MecTo NedcTBUsl «AHbe3e»
MOYTH TIOJHOCTBIO Pa3BOpAYMBAETCS B INCHXHaTpudeckoi OompHuie. B «Pycanke» cueHa
O6e3ymust MenbHuKa paspirpeiBacTcsi Ha Oepery Jlmempa. B ¢unane omepst Y6epro
UCLENAeTCs OT AYIICBHON 0ojie3HH Onarojaps CYacTIMBOMY BOCCOSJMHEHHIO C J0YEpbIO;
MenbHHK K€ OCTaeTcs B JIOBYLIKE CBOETO IICHXHYECKOro 3aboneBaHus (ero nanpHeiiuas
cynpba HeusBectHa). OOpa3 Oe3yMHOro OTHA BIOCIACACTBUM HE pa3 BCTpedaics B
My3bIKaIbHOM TeaTpe XIX—XX BekoB.
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UBERTO AND MILLER: MAD FATHERS AT THE OPERA HOUSE OF THE 19™ CENTURY

As a rule, scenes of nineteenth-century operatic madness are associated with female
characters, namely the image of the suffering and perishing soprano heroine. At the same
time, however, opera plots were often based on family conflict, with the unhappy father going
mad. One of the earliest examples is an opera-semiseria in two acts, Agnese by Ferdinando
Paér (1809). In Russia, the Italian composer’s opera has been performed several times since
1822 (St. Petersburg, Bolshoi (Stone) Theater). Perhaps it could have been heard by
Alexander Dargomyzhsky, the author of Rusalka (1856), where, as is known, the image of the
mad father also appears. The examples of these operas reveal both common and different
principles of interpreting the image of the mad hero. One of the main characters of the operas
Agnese and Rusalka is the father — Uberto and Miller — who has lost his mind due to
separation from his daughter (death, presumed death). The common features include the
appearance and manner of behavior of the insane characters, a low male singing voice, the
motif of wandering in the wilderness. Both characters are characterized by a sudden change
of emotional state, sudden loud and strange laughter, which indicates their deviant behavior.
In musical terms, we note the alternation of contrasting episodes in the scenes of madness and
the presence of a musical theme that takes on the role of reminiscence in subsequent
fragments of the opera. A distinctive feature of Paér’s opera is that in the plot Uberto is mad
from the very beginning and for most of the stage time he is in this state (two solo scenes of
the hero’s madness stand out). In Dargomyzhsky’s opera, by contrast, the scene of madness is
presented only in the third act. The scene of Agnese unfolds almost entirely in a psychiatric
hospital. In Rusalka, the scene of Miller’s madness is played out on the banks of the Dnieper.
In the opera’s finale, Uberto is cured of his mental illness through a happy reunion with his
daughter; Miller, on the other hand, remains trapped in his mental illness (his fate is
unknown).

MAKCMMOBA ArekcaHapa EBrenneBHa, Kanouoam
uckyccmbobedenus, Ooyenm, kagedpa ucmopuu pycckoil
mysvikt, MockoBckas  eocydapcmbBennas  koHcepBamopus
um. IT.U. Yatxobckoeo, Mockba, Poccus

Alexandra E. MAKSIMOVA, PhD, Associate Professor, Russian
Music History Department, Moscow State Tchaikovsky
Conservatory, Moscow, Russia

KPACABUIIBI U UY JOBUILA : CIOXKETHI OIEP A. D. M. 'PETPU B PYCCKOM BAJIETE

A. 3. M. I'petpu (1741-1813) — aBTOp OKOJIO IIECTHUICCITH MPOU3BEACHHUI B KaHpE
JTUPHYECKON KOMEIUH, TePOMUYECKOl OIephl, onepbi-Oanera, HamucanHbiX ¢ 1768 mo 1789
ronsl. B Poccun ero mysbika mpuoOpena M3BECTHOCTh B E€KaTEPMHHHCKOE M IABJIOBCKOE
BpeMs.. TeaTpanbHble COYMHEHHsS ['peTpu CTaBMINCh U HCHOMHSIIMCH apTHCTaMU
®paniy3ckoid NpUABOPHONW Tpymnmbl, BolbHOTO poccuiickoro tearpa, KpemocTHOro Tearpa
[lepemeteBbiX, BocnuTaHHHIAMH CMOIbHOrO MHCTUTYTa. Cpeau IOCTaHOBOK: «3eMHpa U
Azopy, «M36pannnma 3 Camancn», «CumsBen» («Opact u Jliocunnma»), «/lBoe CKymbIX»,
«Puaapn JIeBunoe Cepane», «Payms Cumsas Oopomay, «Jloknas marus», «/lepeBeHckoe
ucmeiTanuey, «oBopsilas kapTuHay, «Benukomnenuslity, «[laHypr Ha ocTpoBe (oHapeit»,
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«'pac 1’ Anbep». B IllepemereBckom Teatpe ¢ 1784 mo 1787 rox roTOBIIIHCH K TOCTaHOBKE
omnepsl «lledan u IIpokpuc, mm Cynpyxeckas mo60Bs» u «Pruaapn JIsBunoe Cepame». B
poccuiickux OMOMMOTEKaX COXPAHMINCh PApPUTETHBIC M3JAHWS W PYKOIHCHBIE KOITHH OIep
I'perpu. BonpmmHCTBO omep KOMNO3WTOpa, MOCTaBIeHHBIX B Poccuu, comepskar Oasers! (B
nx uucine «bpaku camuuTsIH», «['pad 1’ Anpbepy», «[laHypr Ha ocTpoBe QoHapei», «Payib,
Cunsist  Gopoma»). Omepa «lledan u Ilpokpuc» wumeer 3arnmaBue Ballet Héroique
(«reponueckuii Ganer»), a «3emupa u Aszop» — comédie-ballet («xomenus-6aner»), uro
MO3BOJISIET TPUYUCIUTh 3TH COYMHEHHs K JKaHpy «omepa-O6aner». IIpoussenenus I'perpu
UMeJI HeMaJlbIi ycIieX y IyOJMKH, 4TO CHOCOOCTBOBAIO MX HPOAOIKUTENIBHON JKM3HH Ha
cueHe. B yacTHOCTH, CIOJKETBI €ro omnep HOCIY)KHIM OCHOBOH I CO3JaHus IBYX 0aneros,
MIOCTABJICHHBIX B MMIICPATOPCKHX TeaTpax ImpH jaBope Aisexcanapa |. Oto «Paynp Cunss
6opona, wm OnacHocTh JobomsITcTBa» (1807) Ha My3siky K. A. KaBoca ¢ xopeorpadueit
U. W. Bamsbepxa n «Xensun u Tao, mimm KpacaBuma u gynosume» (1819), B mocraHoBke
HI.-JI. Aunno Ha mMy3slky . AHTOHONMMHM. B nokiane mpuBomsTCcs cBeleHHS 00 MCTOPUH
CO3JIaHUs ¥ UCIIOIHEHUs 0aIeTOB, MPOBOATCS MapaJuIeld MEXTy CEOXKETaMH OPUTHHAIBHBIX
orep W WX HOBBIMH BEpPCHSIMH, BBISBIISIIOTCS CXOACTBA M OTJIMYMS. PackpbIBaeTcst CBS3b
MEXIy InocraHoBkamu OaneroB B omepe I'perpm «Xewsu u Tao, mnmm KpacaBuma u
gynosuie», 6aneroB «Kensu u Tao» u «XeHsu u Taoy, ocyIIeCTBICHHBIMHI B Pa3HOE BpeMs
Jumno Ha cuenax Poccum m EBpomnsl. BriepBble BBOAMTCA B HaydHBIH 00MXOZ JTHOPETTO
«OompIoro kuraiickoro 6anera» Jumio Ha My3siky Y. Bocen (pembepa 14 mas 1801 r. B
KoponeBckom Tearpe «XeiiMapkeT», JIOHZOH), NEPEBENCHHOrO aBTOPOM JAOKJIaga C
AHIIMHCKOro sA3bIKa Ha pycckuil. PaccMarpuBaercst mpoOnema OalleTHBIX «IBOWHUKOBY U
nepepaboTOK U3BECTHBIX TEATPAIbHBIX COUMHEHUH.

BEAUTIES AND MONSTERS: PLOTS OF ANDRE-ERNEST-MODESTE GRETRY’S OPERAS
IN THE RUSSIAN BALLET

André-Ernest-Modeste Grétry (1741-1813) was the author of about sixty works in the
genre of lyrical comedy, heroic opera, opera-ballet, written from 1768 to 1789. In Russia, his
music became famous in the Catherine and Pavlovian times. Grétry’s theatrical works were
staged and performed by artists of the French Court Troupe, the Free Russian Theater, the
Sheremetev Serf Theater, and pupils of the Smolny Institute. Among the productions: Zémire
et Azor, La Rosiére de Salency, Sylvain (Erast et Lucinda), Les deux avares, Richard Ceeur-
de-lion, Raoul Barbe-Bleue, La Fausse Magie, L épreuve villageoise, Le tableau parlant, Le
Magnifique, Panurge dans l'ile des lanternes, Le Comte d’Albert. From 1784 to 1787, the
Sheremetyevo Theater was preparing for the staging of the opera Céphale et Procris ou
L’Amour conjugal and Richard Ceeur-de-lion. Rare editions and handwritten copies of
Gretry’s operas have been preserved in Russian libraries. Most of the composer’s operas
staged in Russia contain ballets (including Les Mariages samnites, Le Comte d’Albert,
Panurge dans lile des lanternes, Raoul Barbe-Bleue). The opera Céphale et Procris has the
title Ballet Héroique (heroic ballet), and Zémire et Azor — ‘comédie-ballet’ (comedy-ballet),
which makes it possible to classify these works as the genre of ‘opera-ballet’. Grétry’s works
were a considerable success with the public, which contributed to their long life on stage. In
particular, the plots of his operas served as the basis for the creation of two ballets staged in
the imperial theaters at the court of Alexander the First. These are Raoul Barbe-Bleue, ou Le
Danger de la curiosité (1807) to the music of Catterino Cavos with choreography by Ivan
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Valberkh and Henzi et Tao, ou La Belle et la Béte (1819), staged by Charles-Louis Didelot to
the music of Ferdinand Antonolini. The report provides information about the history of the
creation and performance of ballets, draws parallels between the plots of the original operas
and their new versions, and identifies similarities and differences. The connection between
the productions of the ballets in Grétry’s opera Henzi et Tao, ou La Belle et la Béte, the
ballets Kenzi et Tao and Henzi et Tao, performed at different times by Didelot on the stages
of Russia and Europe, is revealed. For the first time, the libretto of Didelot’s ‘grand ballet
chinois’ to the music of Cesare Bossi (premiere at the Theatre Royal Haymarket, London, on
May 14, 1801), translated by the author of the report from English into Russian. The problem
of ballet ‘doubles’ and reworking of famous theatrical works is considered.

MAKCMMOBA AHTOHVMHA CepreeBHa, Kanouoam
ucxyccmﬁoé’eaeﬂuﬂ, doyenm, Poccutickuii HAYUOHAAbHbLIL
My3ei MY3blku, U. 0. 306edyioujezo omoesom 00KYyMennol u
AudnbLx apxubob, Mockba, Poccus

Antonina S. MAKSIMOVA, PhD, Associate Professor, Russian
National Museum of Music, Department of Documents and
Personal Collections, Moscow, Russia

«BBICTPEJI BAIII OCTAETCS 3A BAMWY: [TVIIIKMH. JIVKEJILCKUI. ['OJIYBEB

B noknaze B HayyHbli 00OpOT BBOIMTCS AaHIJIOA3BIYHOE JHOPETTO OHOAKTHOH
omepsl «Bvictpen» (1942-1957), wHamucannoe ['puropumem [omyOeBBIM 1O MOTHBaM
onHoumenHoi moBectd A. C. IlymkuHa u coxpaHuBlLIeecss B apxuBe Bragumupa
JIyKeJIbCKOro ¢ JapCTBEHHOM HaANMMChIO aBTopa. B orimune or nosecty IlymkuHa, mudperTo
coueraeT B ceOe MPO3au4eCcKuii U CTUXOTBOPHBIN TEKCThI. JIOKyMEHT IpeJICTaBIsAeT HHTEpEC,
C OJHOM CTOPOHBI, B IJIaHE IOAXOJA K JMTEPATypHOMY TEKCTY nepBoucToynuka. C npyroi
CTOPOHBI, JTMOPETTO JIONONHIET KOHTEKCT olepHoro corsopyecrsa Jykensckoro u ['onybesa,
pE3y/bTaTOM KOTOPOrO CTajla aHIVIOA3bIYHAas Bepcus omnepbl «bapblIIHA-KPECThsIHKa.
[pennonoXuTeIbHO ONepsl 3aJyMbIBAIMCh Kak AuUNTHX. O0a HAa3BaHHBIX INPOU3BEICHUS
CO3JaHbl B JMAaJOre C TpaauLueld HTanbsHCKoM kKomudeckoi omepsl XVIII Beka, HO He
HAaIpsIMYI0, a CKBO3b NPU3MY aJaNTaluM 3TOH TPaJMIMHU B IEPBBIX POCCHICKHX OMNEPHBIX
MIOCTaHOBKAaX. MEXTEKCTOBBIE THAJIOTH CBS3BIBAIOT JTHOPETTO «BBICTpenay u ¢ KOHKPETHBIMU
onepHbIMKH Taptutypamu. Hambomee oueBuana mnapawienb ¢ «EBreHuneM OHErvHbIMY)
YaiikoBcKOro, 00ycOBIICHHas] OOMIMM Ui 0OOMX CHOXKETOB MOTHBOM [Iydiu. Hackonbko
U3BECTHO, TEKCT JMOPETTO «BhICTpena» Tak U OCTAJICSd HEBOCTPEOOBAHHBIM M COXPAHUIICS B
KayecTBE OCTPOYMHOHM MOMBITKA CO3JAHHS OMEPHONH BEPCHHM MYIIKMHCKOW IMOBECTH U €€
aJIaNTAlMK U1 BOCIIPUATHUS aHIJIOSA3bIYHOH ayIUTOpUEH.

‘T’LL CLAIM MY SHOT ANOTHER TIME’: PUSHKIN. DUKELSKY. GOLUBEFF

The author introduces English libretto of one-act opera The Shot by Gregory Golubeff
(Golubev) which was based on Pushkin’s eponymous tale from The Belkin Tales. The
document contains author’s dedicatory signature addressed to Vernon Duke and now is being
a part of the composer’s archive (Library of Congress). Unlike Pushkin’s text the libretto
combines prose and rhymed lyrics. The document on the one hand is interesting for the
author’s approach to original Pushkin’s text. On the other hand the work extends the context
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of Dukelsky — Golubeff collaboration which resulted English version of Dukelsky’s opera
Mistress into Maid. It is possible that these two short operas were conceived as a diptych.
Both operas corresponded to the tradition of Italian buffa of the second part of the 18"
century — this influence appeared indirectly but had been rethought through a prism of early
Russian opera. Intertextual dialogues relate the libretto with exact operatic scores. The most
obvious example is Tchaikovsky’s Eugene Onegin, which plot as well as The Shot appealed
to a motive of duel. The Shot by Golubeff was not embodied as an opera and remained a
historical document of a witty attempt to adapt Pushkin’s tale to operatic standards and to
perception of English-speaking audience as well.

MACJIOBA Amnacracust VIBaHOBHa, acnupaum, kagedpa
AHAAUTHUYECKO020 MY3biKO3HAHUA, Poccutickas axademus
Mmy3viku umenu I'necunsix, Poccus, Mock6a

Hayunpim  pykoBommTenb — IOOKTOP  WCKYCCTBOBETEHWIS
Cycupko Vipuna IletposHa

Anastasia I. MASLOVA, Postgraduate Student, Analytical
Musicology Department, Gnesin Russian Academy of
Music, Moscow, Russia

Scientific adviser — Irina P. Susidko, Dr. Habil. (Doctor of Art
Studies)

«["EPO 1 JIEAHJIP»: K UICTOKAM HEOCYIIECTBJIEHHOI'O OITEPHOI'O 3AMBICJIA C. 1. TAHEEBA

18 wmronst 1903 roma C. U. TaneeB cienan B CBOEM IHEBHUKE CICAYIOIIYIO 3aIlUCh:
«MHe npencraBuiack Most Oyaymas onepa “I'epo”, u MHe O4eHb 3aXOTEJIOCh €€ HAIHCATh.
3ambIcen onepbl Ha CIOXKET aHTHYHOM JIereH/pl 0 HecYacTHOMH Jto0BYU JleaHapa, 1oHOIN M3
Abunoca B Tpoane, u I'epo, xpuubl Adponutsr B Cecre, Bo3Huk y TaHeeBa Mmo4TH cpasy
nocie 3aBepuieHus Tpuiorun «Opectest» (1894) Ha CIOKET OMHOMMEHHOM TpareAnu JCXuia.
TaneeB cam cocTaBHJI ClieHapuil cBoeil Oymyliei orepsl, a 3a JTUOPETTO BHOBb 00paTHIICS K
A. A. BenkcrepHy. Pabora Haj nurepaTypHOM M MY3BIKAaJIbHOM COCTaBISIONICH OIEpbI
BeJlach, (DaKTHUYECKH, NapajuIe]bHO: B TO BpeMs, Korja BeHKCTepH TONbKO NMpHUHSICA 3a
npoekt | akra, TaHeeB yxe Jeai Ha HOJX 3aIlMCHBIX KHIDKEK M JTHEBHUKOB IIEPBbIC HOTHbBIC
HaOpocky. BeHKCTepH, cyns M0 BCEMY, COBCEM HE CIICIIMII C 3aBEPIICHHEM TEKCTa OIephl,
€CIM JjaXKe HEe HAMEPEeHHO €Tro 3aTsAruBajl. OTO OOCTOSTENLCTBO OYEHb TSArOTHIO TaHeesa,
OITHAKO Jaxke mocje Toro, kak 24 mas 1904 rona B pykax KOMIIO3UTOpa, HAKOHEI, OKa3a1ach
HOCTIe/IHAS KapTHHA JTMOPETTO, OH He GepeTcs Bcephes 3a ero My3bIKalbHOE BOILIOLIeHHE. B
staBape 1910 rona TaneeB cHOBa BHOCHT «I'epo» B IJIaH CBOUX OYIyIIMX COUMHEHUH, HO TaK
U HE TPUCTYNAeT K €ro OCYIIECTBJICHHIO. B apXuBe KOMIIO3UTOpa COXPAHWIMCH JIUIIb
HaOPOCKM HEKOTOPBIX TEM M 3CKU3bI OTJEIBHBIX HOMEPOB. TeM He MeHee, MHOTOUHCIICHHbIC
nHeBHHUKOBBIE 3amucu 1898—1909 rr., MaTepuabl 3aMUCHBIX KHIKEK U OOIIUPHAs TIEpenrcKa
TaHeeBa NPONMBAIOT CBET HE TOJNBKO HA WCTHHHBIC NPHUYUHBI NMPOMEJICHHs pabOThl Ha[
«I'epoy, HO M cHOCcOOCTBYIOT Oosiee TTyOOKOMY MOHMMAHHMIO TBOPYECKOTO Ipolecca U
METOIOB MX aBTOPA, a COXPAHMBIIMHCS IOJNHBIH TEKCT JHOPETTO IO3BOJISET BOCCO3JATH
CTPYKTYPHBIH M JpaMaTyprH4ecKuil IUIaH IPOMU3BENICHHS, BBISIBUTH BEIYyIIHE CHOXKETHBIC
MOTHBBI M COOTHECTH pa3pO3HEHHBIC HOTHBIE HAOPOCKH C KOHKPETHBIMH SIH3071aMHU
HEOCYILIECTBICHHON ONEpHI.
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HERO AND LEANDER: TO THE ORIGINS OF SERGEI TANEYEV’S UNREALIZED OPERATIC PLAN

18™ June 1903 Sergei Taneyev made the following entry in his diary: ‘I imagined my
future opera Hero, and I really wanted to write it.” Taneyev conceived the idea of an opera
based on an ancient legend about the unhappy love between Leander, a young man from
Abydos in Troas, and Hero, a priestess of Aphrodite in Sesta, almost immediately after
completing of the trilogy Oresteia (1894) based on the plot of Aeschylus’ tragedy of the same
name. Taneyev himself wrote the script for his future opera, and once again turned to Alexei
Wenkstern for the libretto. Work on the literary and musical components of the opera was
actually carried out in parallel: at the time when Wenkstern had just begun the project of Act
I, Taneyev was already making the first musical sketches in the margins of his notebooks and
diaries. Apparently, Wenkstern was in no hurry at all to complete the text of the opera, if not
even deliberately delaying it. This circumstance greatly burdened Taneyev, but even after the
composer finally had the last picture of the libretto on May 24, 1904, he did not undertake its
musical embodiment seriously. In January 1910, Taneyev again includes Hero in the plan of
his future works, but never proceeds to realize it. The composer’s archive contains only
sketches of some themes and individual numbers. However, numerous diary entries from
1898-1909, notebooks materials and extensive correspondence of Taneyev shed light not
only on the true reasons for the delay in working on Hero, but also contribute to a deeper
understanding of the creative process and methods of its author, and the surviving full text of
the libretto makes it possible to recreate the structural and dramatic plan of the composition,
identify the leading plot motifs and correlate the scattered musical sketches to specific
episodes of the unrealized opera.

MEIOBEOEBA Mapwusa BaciiseBHa, kandudan nedasoeuteckux Hayx,
npogpeccop,  3abedyrowyas.  xkaghedpori  xopoBoeo U COALHOEO
HapoOHoeo menus, Poccutickas —akadeMusi MY3biku —UMeHU - N
T'necumnvix hd
Marina V. MEDVEDEVA, PhD, Professor, Head of the Choral and Solo W = (\
Folk Singing Department, Gnesin Russian Academy of Music, ]
Moscow, Russia

POXJIECTBEHCKASI JIPAMA B COBPEMEHHOI MHTEPIIPETALIUA

B nokmane paccMOTpeHbl HHTEPIPETALUH KaHPa POXKAESCTBEHCKON IpaMbl BO BTOOH
nonoBuHe XX Beka. Crapeifmas pycckas «omepa» — «PoxIecTBeHCKas apaMa WIH
PocroBckoe neiictBo» (1703) B XX Beke B 1982 rony 6puta nocrasiena b. A. TlokpoBckum B
pexonctpykiu E. M. JleBamoBa (mpempepa 30 utons 1982). B Heil ObUTM COeTUHEHBI
pa3uuHble IUIACTBI JPEBHEPYCCKOrO IMEBUECKOIO HMCKYCCTBA C IPUBICYEHUEM HAPOIHBIX
UHCTPYMEHTOB (Tyciu M ynapHele). HapomHoe BepTemHoe TNpeACTaBieHHE —ObLIO
pexoHcTpyupoBano Jmurpuem IlokpoBckuM [uist mporpammsl «PyccKuil HapOAHBIN TeaTp» B
TECHOM COTPYIHHUYECTBE C (PONmbKIOpUCTKOM . [loMepaHIeBOi U XYTOKHUKOM 10 KYKJIaM
C. TapakanobiM (mpeMbepa — 1980). Bocco3maHne MHCTEPHAIBHOIO IO CBOEMY JAyXY
POKIECTBEHCKOTO BepTemna ObUIO CBA3aHO C MOKa30M INporpammbl «PycCKHE CBSTKH» B
3HameHckoM cobope Ha BapBapke. B 3Toif moctaHoBKe OBUIH OTpa’keHBI TaKKe HAPOJHBIC
TPaJUIHOHHBIE POXIECTBEHCKHE OOpsAbl KaneHaapHoro Iwkia. Ilpembepa Bragummpa
MaptsiHoBa «P0XIECTBEHCKHI BEPTEI» COCTOSIIACH B KOHLIEPTHOM 3aiie 3apsiabe 27 nexalps
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2022 roma B pamkax MOCKOBCKOTO 3MMHEro (ecTuBams. XapakTepHas depTa JaHHOTO
COYMHEHHSI — B3aHMOJACHCTBHE NPABOCIABHBIX [[EPKOBHBIX NECHOIIEHHUH, TyXOBHBIX CTHXOB
¢ (ONBKIOPOM M COBPEMEHHBIMU KOMIIO3MIIMOHHBIMHA TEXHUKAMH, aKaJeMHUECKOH U
HApOJHOI NeBYECKON MAHEPOU UCTIOIHEHUSL.

CHRISTMAS DRAMA IN A MODERN INTERPRETATION

The report examines interpretations of the Christmas drama genre in the second half
of the twentieth century. The oldest Russian ‘opera’ is Christmas Drama or Rostov Action
(1703) in the 20" century in 1982 was staged by Boris Pokrovsky in the reconstruction of
Evgeny Levashov (premiere June 30, 1982). It combined various layers of ancient Russian
singing art with the use of folk instruments (harp and percussion). The folk nativity scene was
reconstructed by Dmitry Pokrovsky for the Russian Folk Theater program in close
collaboration with folklorist Erna Pomerantseva and puppet artist Sergei Tarakanov (premiere
in 1980). The recreation of the Christmas nativity scene, mysterious in its spirit, was
associated with the showing of the program ‘Russian Christmastide’ in the Znamensky
Cathedral on Varvarka. This production also reflected the folk traditional Christmas rituals of
the calendar cycle. The premiere of Vladimir Martynov’s Christmas Nativity Scene took
place at the Zaryadye Concert Hall on December 27, 2022 as part of the Moscow Winter
Festival. A characteristic feature of this work is the interaction of Orthodox Church chants,
spiritual poems with folklore and modern compositional techniques, academic and folk
singing style.

MEOBEOEBA IOmwms IlerpoBHa, kandudam uckyccmbobedenus,
doyenm, xacpedpa ucmopuu  mysviku, Huxeeopodckas
eocyoapcmbennan  xoncepbamopus  um. M. V. Taunku,
Huxnun Hobeopod, Poccus

Yulia P. MEDVEDEVA, PhD, Associate Professor, Music History
Department, Glinka Nizhny Novgorod State Conservatoire,
Nizhny Novgorod, Russia

«SImoHus1, KUTAM U IPYTHE: TPAHU OPUEHTAJIM3MA
B OIEPE KAMWJISI CEH-CAHCA <«OKEJITASI IPUHLIECCA»

OpnoaktHas komuyeckass onepa Kammis Cen-Canca «Kenras mpunnecca» (1872)
BOIIJIA B MCTOPHIO KaK NEPBOE MPOU3BEICHUE MY3BIKAIBHOIO «SMOHM3May. CHenuaabHBIX
UCCIIEZIOBATENbCKUX PAa0OT, IOCBAIICHHBIX ONepe, IO0-BUIMMOMY, HE CYLIECTBYeT —
BO3MOXXHO, ITIOTOMY, YTO €€ cynp0a mocie npeMbephl okasaiach CI0XKHOH U Tonbko B XXI B.
OHa CTajla >KEeJaHHOM TOCThel Ha MHUPOBBIX clieHax. 3HameHHTHIH Kputuk XIX B. Benya
JKoBHH 3a M3IUIIHIOI CJIOKHOCTh Ha3Bal <«MOHCKyo» omepy CeH-CaHca «KHUTalCKON
TOJIOBOJIOMKOI» — ceifyac Takasi OLEHKa 3BYYHT MapamokcaibHo. OJHAKO MpOBEIEHHBIH
aHaJM3 MCTOKOB M HAIIMOHAIBHBIX BEKTOpOB opueHTanu3Mma CeH-CaHca MO3BOJSET CAENaTh
BEIBOJ: SInoHus B «KenToil mpuHIiecce» Ha MOBEPKY JEHCTBUTEILHO OKa3bIBAETCS OTYACTH
Kutaem, oTuactTH — YyCIOBHBIM «pOMaHTHYeCKMM Boctokom». Omepa poxumace B
atMmochepe BceoOmiero yeiedenuss CrpaHoit Bocxomsinero ConHila mocie MaprKcKoi
Beemupnoit BeicTaBku 1867 r. Ho ¢ mepBbIx maros B padote Hax «OKenToil mpuHIIECCOH»
0003HauMIach MpodiieMa: HEXBaTKa JOCTOBEpHOW HHQopManuu o KymsType SmoHuu, B
O0COOCHHOCTH — O ee TeaTpe W My3blke. He cimywaiiHO AelicTBHE ONEpHI EIUKOM
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pas3BopaumnBaercst B EBporne, riaBHBIN repoif — romrangen KopHenuc — Wb MedTaeT o
JIAJIeKO CTpaHe, BIIOOMBINHCH B IOPTPET IpUHIECCH! MuHr. JlocTOBEpHO-SIIOHCKOTO B
onepe Cen-CaHca 04eHb HEMHOTO: HECKOJIBKO (ppa3 Ha SITMOHCKOM S3BIKE U TPaBIOpa YKHE-D C
n3o0pakeHueM npuHneccsl. Heobxomnmas «1aqbHEBOCTOYHAS» aTMocdepa CO37aeTcsi Ipu
TIOMOIIH ABYX T'PYI cpenacTB. IlepBast u3 HUX — MHOr00Opa3HbIe CPEACTBa POMAHTHYECKOTO
«obo6meHHOro BocTokay, He UMEIOIINe YeTKOI HaMOHANBEHOM OKpacku. Bropas xe rpymma
YKa3blBaeT Ha TO, 4TO noj Mackoi SAmonun B «OKenroil nmpunHnecce» ckpwiBaerca Kurai,
Oornee 3HaKoMbIl eBporeiinam XIX B. AHamu3 JHOpPETTO MO3BOJSET BBIIBUTH MHOMKECTBO
yKazaHui Ha KyabpTypy [logHeOecHoi: caMo UMs TepOrHH, 00pa3bl IIeIKa U Yasi, CHTYaIlHs
yrmoTpeOieHusT ommyMa. B My3bIke omepsl COOCTBEHHO SIIOHCKHE YepTHI IOJHOCTBHIO
OTCYTCTBYIOT.  «J/labHEBOCTOUHBIH» IUIACT  MY3BIKAIBHBIX  CPEJCTB  JINOO  HMMEeT
YHUBEpCANBHBIN Ui 0o0eWx KyNbTyp Xapakrtep (BBIOOp TeMOpOB, HCIOJIb30BaHHUE
MIEHTaTOHNKHN), JINOO OTchUIaer ckopee k Kuraro (crienmguka IMEeHTaTOHMYECKHX CPEICTB).
Taxum 00pa3oM, My3BIKaJTbHBIN «SIIOHH3M» B CBOEH HAa4YaJbHOH TOYKE OKa3bIBAETCS MOUYTH
Muctudukanueid. OH He TONBKO OKPAIINBAETCS YePTaMH POMAaHTHYECKOTO OpHEHTANIN3Ma, HO
1 00HAPY)KHMBACT TECHYIO CBSI3b CO CTHIIMCTUKOMN LIMHYa3pH.

JAPAN, CHINA AND OTHERS: THE FACETS OF ORIENTALISM
IN CAMILLE SAINT-SAENS’ OPERA LA PRINCESSE JAUNE

Camille Saint-Saéns’ one-act comic opera La princesse jaune (1872) went down in
history as the first work of musical ‘Japonisme.” There appear to be no special research works
devoted to the opera, perhaps because its fate after the premiere turned out to be difficult, and
only in the 21 century it became a welcome guest on world stages. Famous critic of the 19th
century Benoit Jovin called the ‘Japanese’ opera of Saint-Saéns a ‘Chinese puzzle’ for its
excessive complexity — now such an assessment sounds paradoxical. However, the analysis
of the origins and national vectors of Saint-Saéns’ Orientalism allows us to conclude: Japan
in La princesse jaune actually turns out to be partly China, partly the conventional ‘romantic
East.” The opera was born in an atmosphere of general fascination with the Land of the
Rising Sun after the Paris World Exhibition of 1867. But from the first steps in the work on
La princesse jaune, a problem emerged: the lack of reliable information about the culture of
Japan, especially about its theater and music. It is no coincidence that the opera takes place
entirely in Europe; the main character, the Dutchman Cornelis, only dreams of a distant
country, having fallen in love with the portrait of Princess Ming. There is very little
authentically Japanese in Saint-Saéns’ opera: a few phrases in Japanese and an ukiyo-e
engraving depicting a princess. The necessary ‘Far Eastern’ atmosphere is created using two
groups of means. The first of them is the diverse means of the romantic ‘generalized East,’
which do not have a clear national coloring. The second group points out that under the mask
of Japan in La princesse jaune lies China, more familiar to Europeans of the 19th century.
Analysis of the libretto reveals many references to the culture of the Celestial Empire: the
name of the heroine, images of silk and tea, the situation of opium use. In the music of the
opera, Japanese features are completely absent. The ‘Far Eastern’ layer of musical means
either has a universal character for both cultures (choice of timbres, use of pentatonic scales),
or rather refers to China (specificity of pentatonic means). Thus, musical ‘Japonisme’ at its
starting point turns out to be almost a hoax. It is not only colored by the features of romantic
orientalism, but also reveals a close connection with the style of chinoiserie.
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HAYYHAS OTIEPA KAK ®OPMA UCCJIEJIOBATEJIBCKOI'O NICKYCCTBA

KoHuemnums «McKyccTBa Kak MPOM3BOJCTBA 3HaHMs» (art as knowledge production),
aKTUBHO oOCyxnaemas ¢ koHma XX B., XapaKTepU3yeTCs CTHPAHHEM TIPaHHI] MEXIy
HCCIICIOBATENBCKIM U XYIOKECTBEHHBIM IIPOLIECCOM: XYAOKHUKH HPHMEHSIOT METOIBI
TYMaHUTApHBIX U E€CTCCTBCHHOHAYYHBIX IUCLHUIUIMH (MCKYCCTBO MepecTaeT OBITH JIHIIb
00MacTbl0 YYBCTBEHHOTO IIO3HAHHs), Y4YCHBIC MCIOIB3YIOT IIOAXOABI, CBOMCTBEHHbIE
UCKYCCTBY (TeaTpanusauusi, nepGopMaTHBHOCTD, AyIHOBHU3yalbHbIC CPEACTBA). binskue B
CBOMX IIOMCKAaX aKTyaJbHbIC MNPAKTUKU HCCICI0BATEIBCKOrO HCKYCCTBA «CXOISTCS» B
(deHomene science-art, KOTOpoe TMPOSBISET cebs B pa3IMYHBIX BHAAX TBOPYECTBA,
00pa30BaTeNIbHBIX U KYIbTYPHBIX MHCTUTYLHWsX. IIpuHOmMmBI Science-art (B3ammozeicraue
HayKM M HCKYCCTBA, INPUBJICYCHHE HAYYHO-TEXHHYECKHX MATEpPHUAlOB KaKk CpeiCcTBa
XyHO0KECTBEHHON BBIPA3UTEILHOCTH, KOHIENTYATH3ALIS 3aMbICIIa, HHTEPAKTHBHOCTB) JIEXKAT
B OCHOBE JKaHPOBOH Pa3HOBHIHOCTH COBPEMEHHOIO MY3BIKAIBHO-TEATPAIBHOIO HCKYCCTBA
— Hayunou oneper (science opera). Hayunas omepa CIOBHO Obl aKTyaJM3HpyeT
9TUMOJIOTMYECKOE 3HAYCHHE CIIOBA «omepa» (OT WTal. — pabota, Tpyd, Ae0) U SBISETCS
JETHIIEM CBOCTO BPEMEHH — OIIOXH YHHBEPCAIBHOCTEH M MEXAHCUHMIUTMHApHOCTH. Ha
OYepEIHOM BUTKE PA3BHUTHsI ONEPHBIH JKaHP JEMOHCTPUPYET HOBOE KaueCTBO CHHKpPETH3Ma
(peabHBIX HAYYHBIX WCCICIOBAHMI W MY3BIKH, JOKYMEHTAJUCTHKH ¥ NPHUTYEBOCTH,
9NIEKTPOHHOTO M aKyCTHYECKOrO 3BYKa, NEKOpalMii M My’bTuMenua). [IOMCKH «3ByYaHUs
HAayKW» CTAHOBATCS TPHOPUTETHBIMH 3a[a4aMH KOMIIO3UTOPOB M 3BYKOPEXKHCCEPOB,
00yCIIOBIMBAIOT MPUMEHEHHE CPEICTB MY3BIKAIBHOTO aBaHrapaa (COHOPHKA, KOHKPETHas
My3bIKa), (hoHOpeanu3ma, COHHU(HKAIMU AAHHBIX, NEKIAMAIMOHHBIX H PEYEBBIX (GopM
BBICKA3bIBaHMUs, OCTUHATHOCTH. B pasnuuHbix cBoux obpasiax (16 mpoekroB JlabopaTopuu
«KoOPERAmmwms», 2021, «Curiosity» H. Iomoa, 2018-2022, u np.) HaydHas omepa
MEPCIeKTHBHA C TOYKH 3PEHUSI OTPAKEHWsSI MHOTHX WHTCHIHMH BPEMCHH W HAa)KHBAHUS
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HOBBIX KOMMYHUKAallMii HE TOIBKO CO 3pUTEIEM, HO M CO CHELHaIUCTaMHU pPa3HbIX
HAIpPaBJICHUN.

SCIENCE OPERA AS A FORM OF RESEARCH ART

The concept of ‘art as knowledge production,” which has been actively discussed
since the end of the 20" century, is characterized by the blurring of boundaries between the
research and artistic process: artists apply methods of humanities and natural sciences (art
ceases to be only a field of sensory cognition), scientists use approaches peculiar to art
(theatricalization, performativity, audiovisual means). In their search, the current practices of
research art ‘converge’ in the phenomenon of science-art, which manifests itself in various
types of creativity, educational and cultural institutions. The principles of science-art (the
interaction of science and art, the use of scientific and technical materials as a means of
artistic expression, conceptualization of the idea, interactivity) are at the heart of the genre
variety of contemporary musical and theatrical art — science opera. Science opera seems to
actualize the etymological meaning of the word ‘opera’ (from Italian — work, labor,
business) and is the brainchild of its time — the era of universality and interdisciplinarity. At
the next stage of development, the opera genre demonstrates a new quality of syncretism (real
scientific research and music, documentary and parable, electronic and acoustic sound,
scenery and multimedia). The search for the ‘sound of science’ becomes the priority tasks of
composers and sound engineers, determines the use of the means of musical avant-garde
(sonorica, concrete music), phonorealism, data sonification, declamatory and speech forms of
utterance, ostinacy. In its various samples (16 projects of the Laboratory ‘CoOPERAtion,’
2021, Curiosity by Nicolai Popov, 2018-2022, etc.), scientific opera is promising in terms of
reflecting many intentions of the time and establishing new communications not only with the
viewer, but also with specialists in various fields.

MWMHAEBA  Bepa  EBrempeBHa,  acnupaum, Kagpedpa
aHaiumuyeckoeo  Mysvikosnanus, Poccutickas — axademus
umenu I'necunvix, Mock8a, Poccus

Hayunbm pyxosonutens — ITwinnenko Huna BrnapumuposHa,
TIOKTOP VICKYCCTBOBEIIeHVIST

Vera E. MINAEVA, Postgraduate Student, Analytical Musicology
Department, Russian Academy of Music, Moscow, Russia

Scientific adviser — Nina V. Pilipenko, Dr. Habil. (Doctor of Art
Studies)

VICIAHCKUE 1 PYCCKUE MOTUBBI B OIEPE A. H. BEPCTOBCKOI'O «TOCKA IO POJIVHE

«Tocka mo pogune» (1839) — xommueckas onepa A. H. BepcroBckoro, mpakTuyecku
HEeW3BECTHas B HAIM JHH, — ObUIa HalMCaHa CIIYCTS YEThIpe TOAa MOCHIEe IPEMbEpbl
«AcxkonbaoBoii Morunel» (1835). JIubpertucrom BHOBH BhicTymua M. H. 3arockuH, aBTOp
OJIHOMMEHHOro pomaHa. «Tocka MO poauHe» BechbMa MNpUMeYaTesbHA M OTIMYAeTCs OT
JpYrux omnep BepcToBcKoro, HalmMCaHHBIX Kak JI0, TaK M IOCie Hee. JTO €AWHCTBEHHOE
COYMHEHHE, TA€ HET CKa304HbIX U (aHTaCTMYECKUX MepCoHakel U BommeOcTBa. HeoObuHbI
Bpemst (COBpEMEHHbIE [Iss KOMITO3UTOpa U ero 3pureineit 1830-¢) u Mecto neicTBHs — He
tonbko Poccust, Ho n Mcnanust. Onepa Oblia paCKpUTHKOBAaHA Cpasy IOCIe PEMbEPHI U, Ha
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Hall B3IV, BIIOJIHE CIPAaBEMIMBO — HEJapOM IIO3[HEE IOSBHIOCH HPHUIHCHEIBAEMOE
MycoprckoMy npoHH4YHOE HazBaHHMe «Tocka um mapomus». OIHAKO OHA IIEHHA HE CTOJHKO
cama 1o cebe, CTOIIBKO TeM, YTO MIMEHHO B Helt BepcToBCckuil pe ApHHSIT IONBITKY OTPa3UTh
HaIMOHANBHBIN KOJOPHT, MPUCYIINH My3bIKe IBYX cTpaH. bomee Toro, oH Obul omHHM U3
MIEPBBIX PYCCKUX KOMITO3UTOPOB, OOpATHMBIIMXCS K HCMAaHCKUM obOpazam. Mcmanus
TPaJUIIOHHO BOCIPHHIMANACh KaK 9K30THYECKOe MECTO He TONbKO B Poccuu, HO 1 B Ipyrux
eBporeiickux crpanax. B xonme XVIII — nepsoit monosure XIX Bexa nHTEpEC K €€ UCTOPUH
U KyJbType HeoOBIMalfHO BO3pOC, UTO OTPA3WIOCh, IIOMHMO ITPOYETO, B ONIEPHOM HCKYCCTBE.
®DpaHiry3ckre, HEMELKUe, aBCTPUICKHE, UTATBIHCKHE KOMIIO3UTOPHI aKTHBHO HCITOIB30BAIN
cBsi3aHHBIE ¢ VcnaHuei CIOKEeTHl, a HepeaKO U COOTBETCTBYIONINI MY3bIKAJIbHBIN KOJIOPHUT.
[Nocnemuuit BociprHUMANCS MpEXIe BCETO UYepe3 IK30THUECKHE TaHIBI ATOH CTPaHBl —
6onepo, panmanro n ap. B «Tocke mo poawHe» HCHAHCKHH KOJIOPUT TaKkKe ITOKa3aH B
OCHOBHOM Uepe3 TaHIBI, Ja)ke B BOKAIBHBIX HOMepax (ceruaibs [1akuTel), B TO BpeMs Kak
pYCCKHe HalMOHalbHBIE 00pa3bl IIPE/ICTABICHBI B ONEpe IpPEeKAe BCETO CTHIIN3alneH
HapojHoil necHu. OfHAKO, €ClIU IOCIEeAHIO BepcToBCKuil MOT ClbIIATh HEMOCPEACTBEHHO,
TO 00 HCIAaHCKOM MY3BIKAaJbHOM KyIbType OH, B OTIMYME OT [JIMHKM HUKOrAa He
BBIE3XKABIIMIA 32 TPaHUIy, HMeJ BO3MOXXHOCTb CYAWTH TJaBHBIM 00pa3oM IO TeM
€BPOICICKIM COYMHEHWSIM, KOTOpBIE IPOHUKAIM Ha pOCCHICKHMEe CcIeHBl. B moxmane
MPEANPUHATA TOMbITKAa BBISIBUTE B «TOCKE MO poOAMHE» OCOOCHHOCTH IIOKaza M
COTOCTaBJICHHs] MY3BIKAIBHBIX O0pa30B JBYX KYIBTYp, a TaKKe ONPEICIUTh BO3MOXKHBIE
cBs3u ¢ onepamu O6epa, JJOHHIETTH U IPYTUX KOMIIO3UTOPOB, UCIIOIB30BABIINX UCIIAHCKHE
CEOXETbI U JIOKAJIbHBII KOJIOPHT.

SPANISH AND RUSSIAN MOTIFS IN ALEXEY VERSTOVSKY’S OPERA TOSCA PO RODINE (THE
YEARNING FOR HOMELAND)

Tosca po rodine (1839) is a comic opera by Alexey Verstovsky, practically obscure in
our times. It was penned four years subsequent to the premiere of Askloldova mogila (The
Asklold’s Tomb, 1835). The librettist once again was Mikhail Zagorsky, the author of the
eponymous novel. Tosca po rodine is notably distinctive from Verstovsky’s other operas,
both preceding and succeeding it. It stands as the sole composition devoid of fairy-tale or
fantastical characters and enchantment. Remarkable is the era it portrays — the contemporary
1830s for the composer and his audience — and the setting, not limited to Russia but
extending to Spain. The opera faced severe criticism immediately after its premiere, and, in
our view, rightfully so — hence the later ironic attribution by Mussorgsky, ‘Yearning and
Parody.” However, its value lies not merely within itself but in Verstovsky’s endeavor to
reflect the national character inherent in the music of two nations. Moreover, he stood as one
of the first Russian composers to turn to Spanish imagery. Spain traditionally was perceived
as an exotic locale not only in Russia but also in other European countries. Towards the late
18™ and early 19" centuries, interest in its history and culture surged remarkably, leaving its
mark, among other things, on the operatic arts. French, German, Austrian, and Italian
composers actively employed plots associated with Spain, often coupled with corresponding
musical hues. The latter was primarily perceived through the exotic dances of the country —
bolero, fandango, and others. In Tosca po rodine, Spanish hues are similarly portrayed
primarily through dances, even in vocal numbers (such as Pakita’s seguidilla), whereas
Russian national images are presented in the opera mainly through stylized folk songs.
However, while Verstovsky could directly hear the latter, being unlike Glinka who never
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ventured abroad, he could mainly judge Spanish musical culture through the European
compositions that penetrated Russian stages. This presentation attempts to uncover the
nuances of depicting and juxtaposing musical images from two cultures in Tosca po rodine
and to ascertain potential connections with operas by Auber, Donizetti, and other composers
who utilized Spanish plots and local hues.

MOVICEEBA Mapws AJjieKcaHOpPOBHa, Kanoudam
uckyccmbobedenus, cmapuwiuii. HAYUHLIL COMPYOHUK, CeKop
1bepoamepuKancKo2o uckyccméa, Tocyoapcmbenmuiil
uHcmumym  uckyccmposnanus, npenodabamens, kagpedpa
ucmopuu 3apybexron myssiku, MockoBexas eocydapcmbennasn
roncepBamopus um. I1. V. YaixoBcxoeo, Mockba, Poccus

Maria A. MOISEEVA, PhD, Senior Researcher, Ibero-American Art
Department, State Institute for Art Studies, Lecturer, Foreign
Music History Department, Moscow State Tchaikovsky
Conservatory, Moscow, Russia

WBABEJUIA @ APHE3E U UCITAHCKAS TTIPUIBOPHA S OTIEPA

B XVIIl B. wucmanckoe MNPHIBOPHOE MCKYCCTBO OTMEUEHO KOJIOCCATIbHBIM
UTAIBIHCKAM BJIIMSHHUEM, YTO CBS3BIBAIOT C BOCHIECTBHEM Ha TpoH Pwmmma V. ®paHiy3 mo
MIPOUCXOXKICHUIO, DUIIHIIT TeM HE MEHEEe C IOHOCTH OTJAaBaJl MPEAMOYTCHUE UTATbSHCKHM
TPYINaM, W 3TO HAXOMWIO OTKIMK U y €ro 00CHX KCH-UTaIbsIHOK. OCOOCHHO CHIIBHOC
BIUSHHEC Ha MPUIBOPHBINA TeaTp OKasbiBasia BTOpas cympyra kKopojs — M3abemna daphese
(1692-1766). Jousr HaciemHoro npuHna IlapMbl, oHa ¢ JETCTBA BHIENA JyUIIHE 0OPa3LbI
HUTAIBIHCKAX OINEPHBIX CIEKTaKiIeH W ObLTa TMOKJIOHHHIICH 3TOro MckyccrBa. Eciau mepsbie
WTAIBIHCKAC KOJUIGKTHBBI, paboraBimme B Manpuae ¢ OnarocioBenus Puummna,
MPEACTABJISUIA CO00M CKOpee TPYIIIbl KOMEIHMHU JI€b apTe, TO CO BTOPOM MOJ0BHHBEI 1720-Xx
KOPOJICBCKOE CEMEICTBO CTAHOBHUTCS MOKJIOHHUKAMH OIEpPhI, U pojib M3abesmisl B 3TOM ObLIa
ype3Bblyaiino Benuka. CraB  koposaesoii Mcmanum, MWM3abemna coxpanuia 3a  co0oit
HUTAIBIHCKYIO CBHTY, a €€ COBCTHHKAMH TPAIMIHOHHO OBLIM HTAIbSHII — KapIdHAT
Jxynmuo AnbOeponu, nosaHee Mmapku3 AnnuOane Ckorrn. O0a OHH He OBUIM YYXKIbI
TeaTpaIbHOMY HCKYCCTBY M aKTHMBHO BMEIIWBAIMCh B TeaTpalbHYIO ku3Hb Mampuma. C
MOIa4d KOPOJICBBI M €€ MPOTeke MODKHOCTh MPHIBOPHOTO KarenbMelcTepa 3aHUMaid
utanbsHupl. Llenrpansaeivu Gurypamu 6sutn oxakomo dakko (1676—-1753) u Opandecko
Kopcemnu (1705-1778) — na ncnanckuii manep Xaiime ®akko u ®pancucko Kypcens. [Ipu
9TOM HEIOCTaTKa B TATAHTIMBBIX MCIAHCKHX KOMIIO3UTOPAX HE HAOII0IaI0Ch — 3TO 3MM0Xa
Xoce ne Toppeca, Autonno ne Jlutepeca u Xoce ne HeOpbl, KOTOpPBIM, OIHAKO, IIYTh B MHUP
orepbl OBLIT 3aKPHIT (33 peauaiiuMu ncKIoYeHusMu). 1o nerenne, umenHo M3abenna Oblta
TJIAaBHBIM MHHI[ATOPOM MPUIJIAIICHNS K UCIIAHCKOMY IBOPY 3HameHutoro dapunesnn. Jta
BepcHUs He JIMIIEHa OCHOBAHUM, MMOCKOJIBKY MEBEI] ObLIT XOpOIIO 3HAaKOM ceMelcTBy dapHese.
Hanpumep, B 1726 r. on BeicTynan B [lapme Ha cBagsbe repuora Autonno dapuese, asau
Hzabemsr. @apunenn nposen B Maapuae 6omee 20 €T, BHECS 3HAYMTENbHBINA BKIAI B
pa3BHUTHE KCIAHCKOTO MPHUIBOPHOrO TEaTpa.
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JOSE DE NEBRA AND THE SPANISH COURT THEATRE

The court arts of the 18™-century Spain were greatly influenced by Italian culture,
largely due to Philip V’s accession to the Spanish throne. French by birth, Philip V, however,
preferred Italian troupes since youth, a tendency that was supported by his two wives, both
Italians. The King’s second wife Elisabeth Farnese (1692-1766) had particularly strong
influence on the court theatrical culture. As a daughter of the Hereditary Prince of Parma, she
saw the best examples of Italian opera since childhood and admired this type of art. The first
Italian performing groups who worked in Madrid with Philip V’s blessing were more akin to
commedia dell’arte troupes; however, since the second half of the 1720s, the King’s family
became opera enthusiasts, and Elisabeth played a big part in it. After becoming Queen of
Spain Elisabeth preserved her ltalian suite, and her advisers were traditionally ltalians:
cardinal Giulio Alberoni, later Marquis Annibale Scotti. Both were not alien to the
performing art and took an active part in Madrid’s theatrical life. With the Queen’s and her
proteges’ submission, the position of the Kapellmeister at the Royal Chapel was also
occupied by ltalian musicians. The central figures were Giacomo Facco (1676-1753) and
Francesco Corselli (1705-1778), or Jaime Facco and Francisco Courselle in Spanish style. At
the same time, there was no shortage of talented Spanish composers: this was the era of José
de Torres, Antonio de Literes and José de Nebra for whom, however, the way up to the opera
was blocked, with rare exceptions. According to legend, it was Elisabeth who pushed the
decision to invite the famous Farinelli to the Spanish court. The argument is not without
credibility since the singer was well acquainted with the Farnese family. In 1726, For
example, he performed in Parma at the wedding of Duke Antonio Farnese, Elisabeth’s uncle.
Farinelli spent more than two decades in Madrid, substantially contributing to the
development of Spanish court theatre.

MOPO3WIOBUY  AnsHa AHIOpeeBHa,  He3aBUCUMbBLI
uccaedobamens, Carkm-Ilemepbype, Poccus

Anna A. MORDZILOVICH, Independent Researcher, St.
Petersburg, Russia

ITyyunHu 1 TOCKAHWUHU: 3AKJISATBIE JIPY3bsI

B 2024 r. ucnonnserca 100 ner co aua cmeptu komnosutopa xakomo [lyqunnu
(1858-1924), koTOpPOro HEpeaKO HA3BIBAIOT MOCIEIHAM IPEICTABUTEIICM HTAIBIHCKOM
KJIACCUYECKOi omepHoi 1mKoibl. CKOPOHYIO NMPHUBUIIETHIO MPEACTaBUTH MHUPY IOCIEAHEe
TBOpeHHe IlydunHM — HEOKOHUYEeHHYI0 omnepy «TypaHIOT» — BO3JIOXKWI Ha cels
3HAMEHHUTHIA UTaNmbsHCKUN auprkep Aptypo Tockanunu (1867-1957). [oknan mocBsiieH
HCTOPHHU HETPOCTHIX U OYPHBIX B3aMMOOTHOLICHWH 3THX JBYX BEJIMKUX COBPEMEHHHMKOB. B
€ro OCHOBE JICXKUT aHaJIU3 MaTepHajloB JUYHOW MEPENUCKH U MEMyapOB COBPEMEHHHMKOB C
MPUBJICYCHUEM MOCIEIHNX 3apyOeXHbIX ncciaenoBanuil. [lyqunnn u TocKaHMHM CBSI3bIBasaA
MHOTOJIETHSASL ApYX0a, NpeTepreBlIas Ha CBOEM IIyTH HEMajo CePhE3HbIX HCHBITaHUMH.
IMoppoGHO paccMaTpUBAIOTCA MPHYMHBI Pa3MOIBOK KOMIIO3UTOpA M AUPIDKEpa, KOTOPHIE
HOCUJIM KaK NOJUTUYECKHM, TaKk U TBOpYECKHM Xxapakrep. B uactHocTH, B romsl IlepBoii
MHPOBOM BOMHBI MaTPUOTHMYHO HACTPOEHHbIM TOCKAaHMHU HE CMOI NPUHATH B LIEJIOM
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anoMUTHIHON no3unuy [1yqunHy, moHavary, mpaB/a, BEIPasKaBIIEro CKOPee «IIPOHEMEIKHE)
cuMnatuy. B To e Bpems mociexHui Ha JTOJITOE BpeMs IpepBai OOIIeHHe ¢ IpyroM u3-3a
€ro HeraTWBHOW peakuuu Ha onepHsld mukn «Tpunrux» (1918). Kpome Toro, B moxmane
MIPUBOMATCS W JApYrHe NPHYMHBI pa3MonBoK Mexay I[lyqumam m Tockanman. Opnaxo,
HECMOTPSI Ha BCE NEPHIETHH CyIbObI, TBOpUYecKoe coTpynHudecTBo Ilyqunan n TockaHuHM
0Ka3aJI0Ch YpEe3BhIYAaifHO IIOJOTBOPHEIM. [10 MHEHNIO KOMITO3UTOPA, TUPHKEP OBLT JIyqIINM
HHTEPIIPETATOPOM €ro MY3bIKH; TOCKaHWHH HE TOJIBKO BIEPBBIC NPEACTaBMII Ha CLEHE TPH
ero onepsl — «boremy» (1896), «/leBymky ¢ 3amana» (1910) u «Typangor» (1926) — HO 1
TMPIKAPOBAI LIEJIBIM PSIOM ITIOCTAHOBOK Jpyrux mnpomsBeneHnd Ilyqumum. B nmoxmanme
MIPOCIICIKUBAETCS BKJIAJ TOCKAHMHM B YCOBEPIICHCTBOBAHHE IAPTUTYPHl M CTPYKTYPHI
HEKOTOPBIX ONepHBIX counHeHnil [lyqumnnm. Hampumep, nuprkepoMm ObDIM HpPHUBHECEHB
W3MEHEHHS] B TApTHTYpy orepsl «/leBymka ¢ 3amaga» BO BpeMsi ee IIOCTAHOBKH B
«MeTpoIToIUTEH orepe, a Takxke B GUHAIBHOE M3/1aHne MapTUTyphl «MaHoH Jleckoy.

PuccINI AND TOSCANINI: FRENEMIES

In 2024 the music world commemorates the 100th anniversary of the death of
composer Giacomo Puccini (1858-1924), often considered the last representative of the
Italian classical opera school. The mournful privilege of presenting to the world Puccini’s last
creation — the unfinished opera Turandot — was assumed by the legendary Italian conductor
Arturo Toscanini (1867-1957). This paper is dedicated to the history of the difficult and
turbulent relationship between these two great contemporaries. The research is based on an
analysis of personal correspondence and memoirs of contemporaries with the involvement of
the latest foreign scientific works. Puccini and Toscanini had a long-term friendship that
endured many serious trials along the way. The reasons for their quarrels are examined in
detail. In particular, during the First World War, the patriotically minded Toscanini was
unable to accept the generally apolitical position of Puccini, who at first, however, expressed
rather «pro-German» sympathies. At the same time, the latter interrupted communication
with his friend for a long time because of his negative reaction to the opera cycle Il trittico
(1918). However, despite all the vicissitudes of fate, the creative collaboration between
Puccini and Toscanini turned out to be extremely fruitful. In the composer’s opinion, the
conductor was the best interpreter of his music; Toscanini not only presented three of his
operas on stage for the first time — La bohéme (1896), La fanciulla del West (1910) and
Turandot (1926) — but also conducted a number of productions of other Puccini’s works.
The paper shows Toscanini’s contribution to the improvement of the scores and structure of
some of Puccini’s operas. For example, the conductor introduced changes to the score of the
opera La fanciulla del West during its production at the Metropolitan Opera, as well as to the
final edition of the score of Manon Lescaut.

MOCKBVHA Osmbra OserosHa kanoudam uckyccmBoBederus,
Ooyenm,  kagpedpa  npooocepcmba  UCHOAHUMEALCKUX
uckyccm8, Poccutickas axadeMusi My3viku umeHu IHecumblx,
Mocxk8a, Poccus

Olga O. MOSKVINA, PhD, Associate Professor, Performing Arts
Production Department, Gnesin Russian Academy of Music,
Moscow, Russia
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MYVY3BIKAJIBHO-TICUXOJIOT MUECKUI TOPTPET JIA®HBI B OAHOUMEHHO# OIEPE P. IITPAYVCA

AHTHYHBIE 00pa3bl MPENICTABISIOT 0co0yIo MHHUIO B TBopuecTBe P. IllTpayca. Cpenu
HUX — Onekrpa, Canomest, Apuagaa, Enena Erunerckas, lanas u Japna. lItpayc HassiBan
ce0st make «rpeuecKnM repMaHIeM», IIOCKOIbKY moe3zka B ['permio (1892) Ber3Bana y Hero
CHJIBHOE OSMOIMOHAJIBHOE IIEPE)KUBAHUE, KOTOpOE II03KE uepe3 CIOKETHl W 00pa3sl
BOILUTOTHJIOCH B ONEPHBIX M MHCTPYMEHTAJIBHBIX COYMHEHMSX. B IleHTpe Hamero BHUMAaHUS
omnoaktHas omepa Illtpayca «/ladmay. HMaTepec mnpencTaBmsier Kak HHTepHpeTanus
H3BECTHOT'O aHTUYHOTO CIOKETa, TaK M Ues MeTaMop(o3, 4acTo IMPHUCYTCTBYIONIAs B MUAde, 1
CKBO3Hasi B TBOPYECTBE KOMIIO3UTOpa. MeTraMopgo3bI-IIpeBpalieHHs] POUCXOAAT B OMepe,
mpexe Bcero ¢ camoit JladHoi. ['eponHs mpereprieBacT 3HAUYUTEIBHBIC U3MEHEHUS KaK Ha
CIOKETHOM YpOBHE (TIpeBpamiaeTcsi B JaBPOBOE JIEPEBO), TaK M B TICHXOJIOTHYECKOM IDIaHE.
O06pa3 mpencraBneH B xapakrtepHoM s llltpayca kirode: SMOIMOHATBHO HAIONHEHHAs
JIMpHKa, Tpucymias maptur JadHel, BOIDIONIAETCS B XapaKTEPHOM MHTOHAI[IOHHOM CTpPOE U
€ro MOCTOSTHHOM TpeoOpa3zoBaHH. HexHast TpeneTHOCTh o0pasa MoquepKuBaeTcs TeMOPOM
CKpHIIKH, BCETZla CONMPOBOXKAAIONINM IITPAYCOBCKUX TePOMHb — KaK B OMepax, Tak U B
cMM(pOHHYIECKNX COYMHEHMSIX Komro3uTtopa. LleHrpanbHbii MoHomor [adHbl npeacTaBiseT
MHOTOJIMKYIO TAJIUTPy €€ SMOLHOHAIBHBIX COCTOSHWH. ['pajanum NpOHCXOIST BHYTPH
OJTHOTO TIOJIs1 00pa30B: TEPOMHS MTOBECTBYET O CBOEH JIFOOBH K MPHPOJE, YTO OOBSICHAMO €e
npoucxoxaeHueM. LlTpayc MacTepcku BOIUIOMIAeT TOHYAWIIME HIOAHCHI, pPHCYS 00pa3
TepOMHU TOYTH 0Oe3 BUAUMBIX KOHTpacToB. C TIOMONIBI0 MY3BIKAIBHBIX CPEJICTB
mudonornyeckass Humda IpeBpaiiaeTcs B JKHBOE, XPYHNKOE U TPENETHOE CYIIECTBO,
UCHBITHIBAOIIECE CHIIBHBIC YYBCTBA (IIyOOKas CKOpOb, OBJIaJIeBILAs €10 IPH yTpaTe OIU3KOro
yenoBeka — nacryxa JleBkuna). Mucdonornueckas cyap6a ladhHbl B LIeJIOM OrpaHHYCHA, OHA
accouuMpyeTrcss C JaBpaMd AmnomioHa, ¢ mobenoit um Tpuymdom. Tem HarusnHee
BbIpUCOBBIBaeTCsl uHTepnperanus llrpayca, yBeKoBedMBIIEro €€ My3bIKalbHBIH 00pa3-
noptpeT B uHoM Kitoue. IlItpayc, kak MacTep OpKecTpPOBOro MHChbMa MOMHMMO BOKAJIbHBIX,
OOWJIBHO HCIIONB3YyeT HMHCTPYMEHTAIbHBIE CPEACTBA, HEPEAKO IOpy4ash OPKECTPOBBIM
(dparMeHTaM KJIIOYEBbIE MOMEHTBHI OIEpbl, Hampumep, mpouecc npespauieHus JadHel B
naBpoBoe JiepeBo. Jlake BOKalIW3 IepouHHU, 3Bydallnid B (uHame omnepsl, NpHOMKEH K
HHCTpYMEHTAIbHOMY TeMOpy. Mnes meramopdo3 B IeJIOM HMMEET CKBO3HOE 3HAY€HUE B
tBopuectBe IlIrtpayca. Ona mnposiBuwiace B mosme «CMmepts u mpocBersieHue» (1889),
«/lomarmHedt cumboHrn» U psiAe APYrHX codvHEeHUid. B cBoro ouepenp, «Meramopdosbi»
(1945) mnsa ctpynHoro opkectpa lllTpayc co3man kak COUMHEHHE, TOJIHOCTBIO MOCBSILICHHOE
uziee NpeoOpaKeHuUs], YTO B KOMIIO3UIIUH IIPOM3BE/ICHHUS BHIPA3HIIOCh B IIPOM3PACTAHUH BCETO
TEMaTHYECKOT0 MaTepuasa U3 €AMHOI0 MHTOHAIIMOHHOT O UMITY/IbCa.

MusICAL AND PSYCHOLOGICAL PORTRAIT OF DAPHNE IN DAPHNE BY RICHARD STRAUSS

Antique images represent a special line in the work of Richard Strauss. Among them
are Electra, Salome, Ariadne, Helen of Egypt, Danae and Daphne. Strauss even called himself
a ‘Greek German,” since a trip to Greece (1892) caused him a strong emotional experience,
which was later embodied in operatic and instrumental works through plots and images. Our
focus is on the one-act opera Daphne by Strauss. Of interest is both the interpretation of a
famous ancient plot and the idea of metamorphosis, often present in myth, and pervasive in
the composer’s work. Metamorphoses and transformations occur in the opera, primarily with
Daphne herself. The heroine undergoes significant changes both at the plot level (turns into a
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laurel tree) and psychologically. The image is presented in a manner characteristic of Strauss:
the emotionally charged lyrics inherent in the part of Daphne are embodied in the
characteristic intonation structure and its constant transformation. The tender trembling of the
image is emphasized by the timbre of the violin, which always accompanies Strauss’s
heroines both in operas and in the composer’s symphonic works. Daphne’s central
monologue presents the multifaceted palette of her emotional states. Gradations occur within
one field of images: the heroine talks about her love for nature, which can be explained by her
origin. Strauss masterfully embodies the finest nuances, drawing the image of the heroine
with almost no visible contrasts. With the help of musical means, the mythological nymph
turns into a living, fragile and tremulous creature, experiencing strong feelings (deep sorrow
that took possession of her at the loss of a loved one — the shepherd Leucipus). The
mythological fate of Daphne is generally limited; she is associated with the laurels of Apollo,
with victory and triumph. The interpretation of Strauss, who immortalized her musical image-
portrait in a different key, emerges all the more clearly. Strauss, as a master of orchestral
writing in addition to vocal ones, makes abundant use of instrumental means, often entrusting
key moments of the opera to orchestral fragments, for example, the process of Daphne’s
transformation into a laurel tree. Even the heroine’s vocalization, heard at the opera’s finale,
is close to the instrumental timbre. The idea of metamorphosis as a whole has a cross-cutting
significance in the work of R. Strauss. It appeared in the poem Tod und Verklirung (1889),
Symphonia Domestica and a number of other works. In turn, Strauss created Metamorphosen
(1945) for string orchestra as a work entirely devoted to the idea of transformation, which in
the composition of the work was expressed in the growth of all thematic material from a
single intonation impulse.

MYKOCEWM Bopuc Brammmuposwu, sabedyioujuii Apxubom
Homwuou  Oubsuomexu  Boavwioeo  meampa  Poccuu,
npenodaBameny, Akademuueckoe MYy3biKAALHOE YHUAUUE
npu MockoBckoti eocyoapcmBenHoil  KoHcepBamopuu uM.
I1.U. YaiikoBckoeo, Mock8a, Poccus

Boris V. MUKOSEY, Archive Manager, Bolshoi Theatre Music
Library, Teacher, Academic Music College of the Moscow
State Tchaikovsky Conservatory, Moscow, Russia

K BOIPOCY 0 «MOLIAPTUAHCTBE» YUANKOBCKOI'O. YAMKOBCKUI — IEPEBOAUYUK JIA ITOHTE.
Pycckuil HIEPEBOJI JIMBPETTO OITEPbI « CBAJIbBA DU APO»

Mysbika Morapta Obuia s YaliKoBCKOTO ONUIIETBOPEHUEM O0XKECTBEHHOM KPaCOThI
B 3ByKaxX. JTO BocxHuIileHHe MoIapToM OH MPOHEC Yepe3 BCIO XKU3Hb, OT PAHHETO JETCTBA,
korga ObLT oyapoBaH Menosiued apuu Llepnauusr Vedrai, carino us omepsl «JloH XKyany,
3Bydallleil Ha MEXaHUYECKOM OPKECTPUOHE, [0 MOCIEeIHUX THEH XKU3HU (B CBOM MOCIIEAHUI
KOHIIEPT OH AUPHKHpoBan mpembeport «[lareTudeckoit» cMM(OHUM BMECTE C TaHI[AMHU U3
omnepsl «nomeneit»). B 1884 r. YaiikoBckuit mpusnasascs [1.U. IOprencony, uro xoresn Obl
BueTh n3nanue «JJon XyaHa» B cCOOCTBEHHOM IEPEJIOKEHUHN JUIS TIEHUs ¢ POPTENHAHO U CO
cBOMM miepeBofioM JmbOperTo. OnHako, B TOM ke rogy FOpreHcoH u3nai Apyryo orepy
Mormapra — «CBansba Purapo» — c mepeBogom YaiikoBckoro mudperro Jlopenmo [la
[lonTe Ha pycckuii s3pIK. YaliKoBCKMiA mepeBen JubperTo eme B 1875 T., A1 MOCTaHOBKU
«CBanpbb1 durapo» cuiiaMH CTYAEHTOB MOCKOBCKOI KOHcepBaTropui. B roms! ydueObl B
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koHcepBatopun Cankr-IleTepOypra KOMIIO3UTOp HPO(GECCHOHAIBHO H3yYal HTATbSHCKUH
SI3BIK  Hapsiy C HCKYCCTBOM IMeHWs. Ilo3ToMy OH MOr ¢ MOJIHBIM MPaBOM TOPAWUTHCS
«HCKYCCTBOM, C KOUM HCHOJIHHI 3TOT Tpya» (u3 muceMa Kk IOprencony or 31 mas 1884 r.).
OH TarKe NOABEPr pEeJaKIUH DPEYNTATHBBI; CBOM HN3MEHEHHS U HEKOTOpBIE KYMIOPHI OH
OOBSICHUIT «TPYIHOCTBIO 9TOTO pOja PEUYUTATHBOB JUIS PYCCKOTO s3bIKa... PeduntaTns SECCO,
— IUIIET OH jJainee, — HE eCTh MY3bIKa, a pasroBOp IO MY3BIKY U MOKHO COBEPLIEHHO
OeclIepeMOHHO COKpAIaTh, JIUIIb Obl COXPAHHIOCH MOAJIMHHOE MOCIEI0BAaHUE MOJYIISLUH.
3aro B HACTOSIIMX MY3BIKAJBHBIX HOMEpax s JAake HU pa3y He IMO3BOIMI cebe M3MEHUTH
pPUTMHYECKOE JeJIeHHe, KaK 3TO IPHHATO JOMYCKaTh HpH IepeBomax». Pycckuii mepeBon
YaiikoBckoro mnuOperto «CBaapObl Durapo» MpPOYHO BOMIET B KOHTEKCT PYCCKOH
MY3BIKQIEHOH KYJIBTYpEl XX CTOJETHS M, KaK ITOKa3bIBAaeT TeaTpajibHasl MPaKTHKA, OCTAETCs
aKTyaJBHBIM M TIO Ceii IeHb. ABTOp paccyXkIaeT o repeBoje Jubperto aa [ToHTe B KOHTEKCTE
MOATUYECKOr0 TBOpUYecTBa YalKOBCKOTO W €ro ydJacTusl B JIMOPETTO COOCTBEHHBIX OIIEp;
BEISIBISIET HanOoJIee CYIIECTBEHHBIE PAa3JIUMs IIEPeBOJIa C OPUTHHAIIOM.

TCHAIKOVSKY AS A MOZARTIANER.
ON His RussiAN TRANSLATION OF THE LE NozzE DI FIGARO LIBRETTO BY LORENZO DA PONTE

For Tchaikovsky, Mozart’s music was like an incarnation of divine beauty in a human
form. This adoration of Mozart he felt from the early childhood (when he was fascinated by
the melody of Zerlina’s aria Vedrai, carino from Don Giovanni, coming from a mechanical
orchestrion) until the end of his life (during his last public concert he conducted the premiere
his Pathetique symphony together with dances of Mozart’s Idomeneo). At 1884 Tchaikovsky
confessed to Pyotr Jurgenson that he wanted to see Don Giovanni have being published with
his own translation of libretto and in his vocal-piano reduction, to which the latter agreed.
However, that year another Mozart’s opera, Le Nozze di Figaro, was published with his
Russian translation. Tchaikovsky translated the libretto into Russian back in 1875 for a
student performance of Le Nozze di Figaro at the Moscow Conservatory. During his studying
at the Saint-Petersburg Conservatory he learned Italian language along with the art of singing.
That’s why he could be ‘proud of the artistrey with which | carried out this task,” as he wrote
to Jurgenson. He also edited the recitatives, explaining some cuts and changes to them, as ‘in
view of the awkwardness of the recitatives when rendered into the Russian language, |
occasionally simplified and shortened unnecessarily lengthy passages. The recitativo secco is
not music, but a conversation with music, and may be freely abridged whilst preserving the
character of the original. On the other hand in the entirely musical numbers I didn’t even
allow myself to alter the rhythm or metre in the translation.” Russian translation of Le nozze
di Figaro libretto made by Tchaikovsky has firmly entered the context of Russian musical
culture of the 20" century and, as practice shows, remains relevant to this day. The author of
the report discusses the Russian translation of the libretto Da Ponte in the context of
Tchaikovsky’s poetry and his participation in his own opera librettos; reveals the essence of
the most striking discrepancies with the original text.
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HATMHA [Jana AjekcaHOpoBHa, kanouoam uckyccmbobedenis,
doyenm,  xacgpedpa — AHAAUMUYECKO20 — MY3bIKOSHAMUS,
Poccuiickas.  axademus  myswixku  umenu  I'Hecunwix,
samecmument eaaBHoeo pedaxmopa, xypuar «CobpemerHble
npobsemvl  mysvixkosnanus/Contemporary  Musicology»,
Mocxk8a, Poccus

Dana A. NAGINA, PhD, Assistant Professor, Analytical Musicology
Department, Gnessins Russian Academy of Music, Deputy
Chief Editor, Journal Sovremennye problemy muzykoznaniya /
Contemporary Musicology, Moscow, Russia

COHATHOCTb W/WUJI CTPODHUKA: O KOMTIO3UILINU APHIA KITACCUYECKOI'O TIEPUOIA

CorlacHO pacpOCTpaHEHHOMY MHEHHIO, CIIOXHBIIEMYCS B HICTOPHH MY3BIKAIEHOTO
(dopmoobOpa3oBaHus, coHaTHas (opMa BO3HHKIIA B HHCTPYMEHTATLHOH MYy3BIKE HE paHee
Bropoit Tperu XVIII Beka. 3aciyra BBeleHHS 3TOrO0 TEPMHMHA M 3aKpEIUIEHHE €ro 3a
CTPYKTYpaMH 4dacTeil KJIacCHYeCKHX COHAaT W CHMQOHHH NPUHAIICKHT HEMELIKOMY
MY3BIKOBEly, KPUTHKY W Komrosutopy A.B.Mapkcy. On u ero xomiern no Berliener
Allgemeinen Musikalischen Zeitung ynmorpe6nsiin HoHATHE «cOHaTHas (opMay» B PELICH3HSIX
ras3eThl ke ¢ cepeanHsl 1820-x romos, a B 1845 romy Mapkc 000CHOBaI €ro B CBOEM Tpyae
mo kommosunuu. OpHako wuccnenoBanus mocnenaux Jetr  (P. Ilrpoma, Y. Pozewna,
Jlx. Xerokoseku u Y. Hapcew, I1. B. JIyukepa u U. I1. Cycunko) yoeanTeapHO MOKa3bIBaIoT,
YTO HanboJee paHHUE 00pa3Ilbl CTAPHHHOW COHATHOM (hOPMBI MOSBUITUCH Yke B 1720-e Toap!
B HEpPBBIX YacTsX apuu da capo. BokambHas coHaTHas opMa akTHBHO pa3BHBalach Ha
nporsokernn XVIIlI Beka, oka3piBas HENOCPEICTBEHHOEC BIIMSHUE HA CTAHOBJICHUE €€
HMHCTPYMEHTAIBHOrO aHajora. Ha BTOpyIO IOJIOBHHY CTOJNETHS NPHUXOIUTCA MUK PacLBEeTa
(GopMbl — mIpHYeM, B CaMbIX Pa3HBIX XaHPaX: B ONEPHBIX apusAX M aHCaMOJIAX, XOPOBOH
My3bIKE, YacTSAX COHaTHO-CUM(OHMYECKMX LMKIOB. B apusix KiaccHueckoro Inepuona
coHaTHas ()OopMa M COHATHOCTb PEATH3YIOTCS PAa3IMYHBIMU CIOCOOaMH, OCHOBHbIE CpEIu
KOTOpBIX — 0OoJee-MeHee HOJHBIH BApUAHT COHATHOH CTPYKTYPBI, COHATHO-CTPO(HUYECKas
¢dopma, koHTpacTHO-cTpoduueckas Gpopma ¢ COHATHBIMU YepTamu. YTO MpeAcTaBisoT coboi
9TH KOMIIO3MLIMOHHbIE THUNBI W TNPH KaKHX JPaMaTyprUuecKHX YCIOBHUSX OHHM
HCIIOJIb30BAINCh, OYIeT pacCMOTPEHO B [OKJaje Ha mnpumepe apuii B. A. Mouapra,
k. IMansuenno u K. B. I'mroka. ABTOp ormpaercsi Ha MaTepHalibl HOBOIO y4eOHOro mocooust
«My3bikanbabie  Gopmbl B eBporeiickoir  omepe  (1600—1850)», MOArOTOBIEHHOTO K
nyonukaimu B 2024 rogy comectro ¢ U. I1. Cycuaxo, I1. B. JIyukepom u H. B. IMTununenko.

SONATA AND/OR STROPHIC FORM: MORE ON THE COMPOSITION OF CLASSICAL ARIAS

According to a widespread assumption in the history of musical forms, instrumental
music embraced the sonata form no earlier than in the 1730s—1740s. The term ‘sonata’ was
coined by Adolf Bernhard Marx, a German music theorist, critic, and musicologist. He
introduced the term into general use to denote certain structural parts of classical sonatas and
symphonies. The term ‘sonata form’ appeared in the music journal Berliener Allgemeinen
Musikalischen Zeitung as early as in the mid-1820s. It was used in critical reviews written by
Marx and his counterparts. However, it was only in 1845 that Marx, in his work on
compositional theory, provided rationale for the concept of sonata form. Meanwhile, recent
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studies by Reinhard Strohm, Charles Rosen, James Hepokovsky, Warren Darcy, Pavel
Lutsker, and Irina Susidko provide substantive evidence that earliest examples of the ancient
sonata form appeared in the 1720s in the first sections of da capo arias. VVocal sonata form
developed progressively throughout the 18 century and contributed to the development of
instrumental sonata form. The second half of the 18™ century saw a pinnacle in the
development of sonata form. Interestingly, it was used across a variety of genres: opera arias
and ensembles, choral music and sections of sonata and symphonic cycles. Classical arias
embrace sonata form and its elements through a diversity of approaches, e.g., an almost
complete sonata form, a sonata-strophic form, a contrast/strophic form with sonata elements.
With evidence taken from arias by Mozart, Paisiello, and Gluck, the conference paper will
discuss the specifics of these compositional approaches as well as the dramaturgical contexts
of their application. Among others, references materials include the new textbook Musical
Forms in European Opera: 1600-1850. The textbook, co-authored by Irina Susidko,
Pavel Lutsker, Nina Pilipenko and Dana Nagina, will be published in 2024.

HAUTEP Cgernana BiammmupoBHa,  kanouoam
uckyccmbobedenus, npenodabamens, Taeanpoeckuil s
_ |
My3bikaasHbill koaseox, Taeanpoe, Poccus |
Svetlana V. NADLER, PhD, Teacher, Taganrog Musical
College, Taganrog, Russia

DHEPI U 3AKJIMHAHUS B CUEHUYECKOM MY3BIKE [IPOKO®BEBA

OnmHuM ¥3 CaMbIX SPKUX CBOMCTB Apamarypruu [IpokodbeBa CTaHOBHTCS SHEpPrus
3aKJIMHAHUS: MHOTOKPAaTHOIO MOBTOpa, PpOXJAoero pesynbraT. Kak Hemp3st Jrydre
WUTIOCTpUpyeT ocTpblii uHTepec [IpokodpeBa k 3akiamHaHusaM «CeMepo ux», camas
«OIepHas» M3 BCEX NPOKOMBEBCKMX KAHTAT — XaJIeHCKUE 3aKIMHAHUSA, IHepPEeBEICHHbIC
KoncrantuHom banbMOHTOM, mnpeacTaBieHHbIE B 3aBOPAXKUBAIOLICH KOMIIO3UTOPCKOM
TpakroBke. 1o jgoruke 3aknnHaHuA «3aKIATHE-TPOLIECC-PE3YNBTATY) BO3HUKAET apKa MEXIy
BCTYNHTEIbHbBIM MOHOJOrOM PeHaTbl M JKyTkuM ¢QuHanoM omnepbl «OrHEHHBIH aHIeN».
[lokazarenbHa cueHa xkapTouHoii urpsl Mara Uenust u @ara-Mopransl u3 onepsl «J[r000Bb K
TpEM amenbCuHaM» C IpKuM dmu3oa0M 3akisatus Para-Mopranoii [Ipunia, crons 3¢ dexTHo
CMEHHBIINM KOMHYECKYIO CIOBECHYIO 3BYKOIOAPAXKATENBHYI0 MUIIYPY. SIpkuil mpumep —
CueHa urpbl B pyaeTky u3 onepsl «Mrpok», ¢ GparaibHO NOBTOPSIOLIMMYU CIIOBAMH KpYIIbE.
3aKIMHaTeNbHasl CTUXHS SABCTBEHHO IIPOSBIIAETCS B BaldbcoBOM Ay3Te Hatamm PocroBoil u
Annpest bonkoHckoro u3 BTopoi KapTuHBI omnepbl «BoitHa u mMup». Cama clieHa H3BecTHA
MpeXJe BCEro BOCXUTHUTENBHBIM BaibcoM. OIHaKo KpaiiHe BbIpasuTeneH Oonee paHHUI
MOMEHT, KOIJla BO3HHKaeT «BanbC CMATEHHs» M PEIUIMKH pacropsautens Gana: «Baibc,
BaJIbC, Medamesy. 3akIiHaTeNbHbIe HHTOHANN POHU3BIBAIOT MIAPTHIO 000X BIOOTECHHBIX.
ITpu 3ToM adeKThl HECKOMBKO pa3IMYHbl: AHAPEH pacKpbIBaeTCs HABCTPEUYY BO3MOXKHOMY
cuacTsio, Hartamra — HaBcTpedy >KM3HEHHOMY TOTOKY, KOTOPBIH BBIHECET €€ B CUACTIIHBYIO
CEMEWHYIO KU3Hb, HO YXKe 3a IpeJenaMu onepsl. I[IpokodbeB TOHKO pactpenessieT SHEPTUIo
9TOr0 MarHeTW3Ma 3aKJIMHAHUS: TO OHA COTKaHA M3 COMHEHHH, korga Harama ycnokamBaet
ce0s1, 9yBCTBYS TeHb Oenpl. To mpruodperaeT 3HaYEHHE MOIUTBEL, KaK B 3HAMEHHTOM apH030
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Kyry3013a u3 IIeCHTOﬁ KapTHUHBI OIICPbI <(BeHI/I‘laBa$I, B COJIHEYHBIX JTydax». To HaxXoAauT CBOXO
JKYTKYHO KYJIbMHUHAIIMKO B BOKaJIbHO-TNIACTUYCCKOM aHcamboJe YMaJIMIICHHBIX «TpI/I)K,ZII)I
MCHsA y61/IJ'II/I)>. TO, HAKOHCI], I[TOJIHUTCS CMCPTHBIM Y>KaCOM B OI[PIHHaZ[HaTOﬁ KapTHUHE, KOrjaa B
6pe[{y KHA3b AHz[peﬁ CJIbIIIAT H3BHE CO6CTBCHHy}O HpOCB6y JaTb BOJBI: <<HI/ITI/I, IuTH,
matwy. [loHsTne (QHCPIrusd 3aKJIMHAHUS) HNPUMEHHUTCIBHO K MY3BIKC HpOKOC]:)I)CBa JacT
BO3MOXXHOCTb IMPOTAHYTH apKu MCXKAY BO MHOI'OM ITOJIIPHBIMU MOJyCaMH HpOKO(i)LCBCKI/IX
06pa3013, KaK «TOKKaTHOCTb» — H <«II0Ta€HHas JIMPpUKa», «IIOJIHasd HEKHOCTHU OaJieTHas
IJIaCTUKa» — U «T'POTCCKHAas TCAaTPAJIbHOCTE», «MHUCTULIU3M» — U «MOHYMCHTAJIU3M).

THE ENERGY OF A SPELL IN PROKOFIEV’S STAGE MusIC

Prokofiev’s keen interest in spells is best illustrated by Seven, They Are Seven, the
most ‘operatic’ of all Prokofiev’s cantatas — Chaldean spells, translated by Konstantin
Balmont, presented in a bewitching composer’s interpretation. According to the logic of the
Spell-process-result’ spell, an arc arises between Renata’s opening monologue and the eerie
finale of the opera The Fiery Angel. The scene of the card game between the Magician Chelia
and Fata Morgana from the opera The Love for Three Oranges is indicative with a vivid
episode of Fata Morgana’s spell on the Prince, which so effectively replaced the comic verbal
onomatopoeic tinsel. A striking example is the roulette scene from the opera The Gambler
with the croupier fatally repeating the words. The incantatory element is clearly manifested in
the waltz duet of Natasha Rostova and Andrei Bolkonsky from the second scene of the opera
War and Peace. The stage itself is best known for its delightful waltz. However, the earlier
moment is extremely expressive, when the Waltz of Confusion appears and the remarks of the
ball manager: ‘Waltz, waltz, medames.” Incantatory intonations permeate the part of both
lovers. At the same time, the affects are somewhat different: Andrei opens up to possible
happiness, Natasha opens up to the flow of life, which will take her into a happy family life,
but already outside the opera. Prokofiev subtly distributes the energy of this magnetism of the
spell: sometimes it is woven from doubts when Natasha calms herself, feeling the shadow of
trouble. This takes on the meaning of prayer, as in Kutuzov’s famous arioso from the tenth
scene of the opera Majestic, in the sun’s rays. Then it finds its eerie climax in the vocal and
plastic ensemble of the insane They killed me three times. Then, finally, it is filled with mortal
horror in the eleventh scene, when, in delirium, Prince Andrei hears from outside his own
request for water: Drink, drink, drink. The concept of ‘spell energy’ in relation to Prokofiev’s
music makes it possible to draw arches between the largely polar modes of Prokofiev’s
images, such as ‘toccatism’ —and ‘hidden lyricism,” ‘ballet plasticity full of tenderness’ —
and ‘grotesque theatricality,” ‘mysticism’ — and ‘monumentalism.’

HAPOOVIKA/JI VIHHa, kanoudam uckyccmbobedenus, npogpeccop,
HIxona Mysviku, CeBepo-sanadnuiil Yuubepcumem, Yuxazo,
CIIIA

Inna NARODITSKAYA, PhD, Full Professor, School of Music,
Northwestern University, Chicago, USA

HapyBimiicss ®eayJ1 win OIEPA C IIOT'OBOPKAMU

CrrycTst 1Ba ¢ IIOJIOBHHOM MecAI[a MocIe NpeMbepsl MATHAKTHON oneps! Exarepunsr 11
«Pannee mnapcrBoBanme Ojera» IApCTBEHHas NHCATENbHHIA MOATOTOBHIIA €IIE OHY
MpEMbEpPY, CBOIO MOCIIEAHIO OHOAKTHYIO ornepy «Demyn ¢ neteMu» (1791). B oriamune ot
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IITH MPEABIIYIMX omep Ha JuoperTo ExarepwHsl, B KOTOPBIX H300pa)K€HBI KOPOJIECBCKUE
0co0bl, Oyzib TO Maru4eckue, MUGHIECKIE UIH UCTOPUIECKUE, U HHCLIEHUPOBAHBI CPaKEHUsI
u nodenpl, «Denyn» NepeHOCUT 3pUTelielt B IEPEeBEHCKYI0 U30Y, B KPECThSIHCKYIO CEMbBIO U3
IITHAJIATH JIeTell W WX OBJOBEBIIEro OTHA. EkarepmHa B KaKmol omepe HCIOIb30Basa
OIpe/ieJIeHHbIE MCTOYHMKH U COOTBETCTBYIOLIMH JMTepaTypHbli cTuib. B cBoem smoce
«HoBropoackuii 6oratsips boecnaBnuy oHa UCIOIb30BaNa CTUXU PyCCKUX ObUTHH. JInOpeTTo
«Omner», 03HaMEHOBAaBILEE IIPOBO3IVIALICHHYIO IMOOELYy HMIEPaTpUllbl Haj OCMaHaMH U
MOATBEPKIask MpaBOCIaBUe M POJICTBO C ApeBHeH I'penmel, MHTErpuUpyeT MCTOYHHKU OT
Espumuna no Illexcnimpa u JlomoHocoBa. «®enyn», HanMCaHHBIA HPOCTBIM HAPOIHBIM
SI3IKOM, IPOHM3AaH IIOCJIOBHIAMH, I103aMMCTBOBAHHBIMU EkaTepuHoil M3 COOCTBEHHOTrO
paHHero cOopHHKa pycckux mocnoBun W adopmsmoB (1782, «BribopHBIE poccuiickue
MOCNIOBHUIIBIY). VIMmepaTrpuiia BbIOMpaa KOMIIO3UTOPOB [UIsl ONEp HAa HAIMCAHHBIE €I0
IOpeTTOo, NMPUCYTCTBOBAIA HA PETICTHIUAX, MEHsIA CLEHOrpaduo, KOMMEHTHPOBAJIA UIDY.
Kaxnast u3 kpynssix onep ExaTepuHsl, passiekast IBOp, NpONaraHInpoBaia COLHUAIBHOE U
MONUTHYECKOe BHAeHWE wuMmnepatpuipl. Ecmn  «®Degym» Takke peanusoBal HIEH
UMIIPATPHIBl, TO Kakhe B JAHHOM ciy4ae OHH MoOriaM ObiTh? CHOXKETHOH JIMHUH,
MOCBAILIIEHHON [BYM IIOTCHIMAlNbHBIM Opakam, He XBaraeT pasBopora neicrus. Orerr
OTBEpraer IMOMOJIBKY CTapIlel JoYepu ¢ FOPOJICKUM >KEHUXOM, OJHOBPEMEHHO YrOBapHBas,
JIOTOBAPUBASCH U CIIOPSL CO CBOMMH JETBMH, KOTOpbIE IPOTHBATCS €ro Opaky ¢ coceaKon
Xynymweid. Morsa nm omnepa OBITh Kak-TO CBf3aHa C IPUIBOPHOH HWHTPHUIOH,
pasbIrpaBIIMiiCs Ha CIIeHEe SMu30f, Koraa akrpuca Jlusa VYpaHoBa, ymaB Ha KOJIEHH,
00paTHiIachk HEMOCPEACTBEHHO K uMmIeparpuie? A Moxer ObiTh, «Demaym» OblT BCEro JIMIIb
rocJieiHel onepHol «sewuLeil» ExarepuHsl.

PouTING FEDUL OR AN OPERA OF PROVERBS

Two and a half months after the premier of Catherine II’s five-act opera The Early
Reign of Oleg — the set depicting Istanbul/Constantinople rolling through Nevsky Prospect
on the way to the stage of the Hermitage theater, populated by a cast of six hundred — the
imperial authoress staged another premier, her last one-act opera Fedul and his Children.
Unlike the five preceding productions, each featuring royalty, whether magical, mythical, or
historical, and staging battles and victories, Fedul takes Catherine’s spectators to a village hut
and a peasant family of fifteen children and their widowed father. In every opera, she used a
specific literary style and sources. In her epic Novgorodskii Bogatyr’ Boeslavich, she
employed verses of Russian bylinas. Oleg, celebrating the empress’s proclaimed victory over
the Ottomans and affirming Russian Orthodoxy and kinship with ancient Greece, integrates
sources from Shakespeare to Euripides and Lomonosov. Fedul, written in simple folksy
language, is threaded with proverbs Catherine borrowed from her own early collection of
Russian proverbs and aphorisms. The empress chose the composers, attended rehearsals,
changed the staging, and commented on acting. Each of Catherine’s large operas, while
entertaining the court, promoted the empress’s social and political vision. How if at all did
Fedul convey Catherine’s agendas, and what agendas could there be? The plotline of
Fedul, dealing with two marriage prospects, lacks action. The father rejects his eldest
daughter’s betrothal with an urban suitor, simultaneously persuading, negotiating, and
arguing with his children, who oppose his marriage to the neighboring Xudushcha (Skinny).
Could the opera be somehow connected with a court intrigue, — an episode unfolding on the
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stage when actress Liza Uranova, falling on her knees pleaded directly to the empress? Or
perhaps Fedul was merely Catherine’s final operatic bagatelle.

HACOHOB Poman AJstekcaHapOBMH, Kkanoudam
uckyccmbobedenus, doyenm, xagpedpa ucmopuu 3apybexHoil
mysbiky, Mockobekas  eocyoapcmBennas  koHcepBamopus
umenu I1. Y. Yanxobckoeo, Mock8a, Poccus

Roman A. NASSONOV, PhD, Associate Professor, Foreign Music
History  Department, — Moscow  State  Tchaikovsky
Conservatory, Moscow, Russia

BAPOUHBIE ATUTIO31M B OTIEPE J[)K. K. ATAMCA «CMEPTH KIITMHT XODEPAY

Omnepa [Ix. K. Anamca «Cwmepts Kimarxodepa», 3ameTHoe SBIEHHE B HCTOPHUH
aMEPUKaHCKOrO MOCTMHHUMAJIN3Ma, TPAJUIIMOHHO OKPYXCHa CriopaMH. B OCHOBHOM, OHHU
KacaroTCsl TIO3UIMH €€ aBTOPOB — WJICOJIOrMIECKON, ITUIECKOM, ¥ TIOCTIaHUs, KOTOPOe HECeT
B ceOe UX MpOM3BEAEHHE. DTH BOIPOCHI MOT'YT MOJYYUTh OoJiee yOeAUTEIbHBIN OTBET, €CITH
OTBJICUBCSI OT MEHSIOIICHCS TIOJMTHYECKONH TIOBECTKM W OCBETUTH 3aMBICET  OMEPhI
¢dbyanamentanbHo. K mpuMepy, KpPUTHUECKH PacCMOTPETh OOIICTIPUHATHIA TE3UC, YTO
cBocoOpasue Omepsl BO MHOIOM ONPEIENIAETCS HCIONb30BaHUEM OapOdYHOH Momenn —
[TaccuonoB baxa. XoTs 3TO yTBep)KICHHE WCXOAUT OT CAMUX aBTOPOB, MPH ONMKaHIIeM
PaccMOTPEHHH JEJ0 OKa3bIBA€TCS HE CTONb OJHO3HAYHBIM: CYNICCTBYIOIINEC TOMBITKH
TOJIKOBAaTh MPOM3BEACHKME, NPHUHIB 3Ty MBICIh 32 HEMPEIOKHBIA (hakT, CKopee
pa3ouyapoBbIBalOT. Tak, co3maTeNbHUIA TUOpeTTo, O. ['yIMaH, B MPUHIKIEC OTPUIACT, OYITO
OPUCHTUPOBAJacCh Ha JTOT OapouHbBId oOOpaser] (IPH TOM, YTO €€ TEKCT COYeTacT
CBUJICTEIILCTBA MHOTOYHCIICHHBIX [TOBECTBOBATEICH U «KOMMEHTHPYIOIINEY ICHCTBUE XOPHI,
M 3TO SBHO HEXapaKTepHO s omepHoro »kaupa). C napyroit cropomnsl, I1. Cesmapc
BIOXHOBIsICTC macaaoM CTpacTeid ¥ OJHOBPEMEHHO IPEBHErPEUYCCKON Tparcaud Ha BCEM
MPOTSLKEHUM CBOEro TBopuecTBa. Ero mocranoBka onepsl (1991) orauyanack opatopraibHOM
CTaTHKOW U ObLIA, BEPOATHO, OMHHM M3 3TAIlOB JOJTrOro MyTH K MOCTAHOBKE JIBYX 0AXOBCKUX
menespoB (2010, 2014). Tem He MeHee najbHEHINAsS HCTOPHUS IMOCTAHOBOK OIEPBI HE
OCTaBMJIA OT ATOM KOHLEIIUH U Cjlela — ¢ 0100peHust Ajlamca, Ybe OTHOIIEHHE K 0apOYHOMi
MOJIENIN TPE/ICTaBIsIeTCs] Hanboiee IPOTUBOPEUYMBBIM U OJIHOBPEMEHHO HamOosee BaKHBIM
JUISL HHTEPIPETAIMU XYI0KECTBEHHOTO [EII0r0.

BAROQUE ALLUSIONS IN JOHN ADAMS’S THE DEATH OF KLINGHOFFER

John Adams’s opera The Death of Klinghoffer, a notable phenomenon in the history
of American postminimalism, has traditionally been surrounded by controversy. Basically,
they concern the position of its authors — ideological, ethical, and the message that their
work carries. These questions can be answered more convincingly if we look beyond the
changing political agenda and illuminate the opera’s design in a more fundamental way. For
example, critically examine the generally accepted thesis that the originality of opera is
largely determined by the use of the Baroque model — Bach’s Passions. Although this
statement comes from the authors themselves, upon closer examination the matter turns out to
be not so clear-cut: existing attempts to interpret the work, taking this idea as an immutable
fact, are rather disappointing. Thus, the creator of the libretto, Alice Goodman, in principle
denies that she was guided by this baroque model (despite the fact that her text combines the
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testimony of numerous narrators and choirs ‘commenting’ on the action, and this is clearly
uncharacteristic of the operatic genre). On the other hand, Peter Sellars is inspired by the
ideal of the Passion and at the same time by ancient Greek tragedy throughout his work. His
production of the opera (1991) was distinguished by oratorio statics and was probably one of
the stages of a long journey towards the production of two Bach masterpieces (2010, 2014).
Nevertheless, the further history of opera productions left no trace of this concept — with the
approval of Adams, whose attitude to the Baroque model seems to be the most controversial
and at the same time the most important for the interpretation of the artistic whole.

HaceipoBa ODnmsa AJlekcaHOpOBHaA, npenodabament,  BoxaivHoe
omoesenue, Kasanckas eocyoapcmbennan koHcepbamopus umeru
H.T. KueanoBa, Kasanckuii MY3bikaibHbiil  KOAAEOK UMEHU
U. B. Ayxadeefa, Kasanv, Tamapcman, Poccus

Eliza A. Nasyrova, Vocal teacher, Zhiganov Kazan State Conservatory,
I. V. Aukhadeyev Kazan Music College, Kazan, Tatarstan, Russia

JKAHP OIEPETTBI B UCTOPUM OTIEPHOM CTY 1M1 KA3AHCKO¥ I'OCY JAPCTBEHHOM
KOHCEPBATOPUM UMEHH H. T'. JKUTAHOBA

B 2023 rony ucnonsunocsk 30 ner co aHa ocHoBaHusa OnepHoit ctyauu KazaHckoit
rocynapcTBeHHo koHcepBaropun umeHu H. I'. )Kuranosa. Cosmana oHa Obuta Mo
nHnnuatuee Ceernansl JKuraHoBoi, B ee cTaHoBJIeHUU NpuHuMan yyactue Huss [layros. B
CBSI3U C TaKOH 3HAMEHATENbHOW JaTOi XOTenoch Obl BCIIOMHHTH U 3alledaTiieTh CHEKTaKIIH,
KOTOpBIC OBUIM IOCTAaBJIEHBI 3a 3TH TOABl HA PAa3IMYHBIX CIEHAX HAIeH cTpaHbl. BakHoe
MECTO B UCTOPUH MOCTAHOBOK 3aHUMAET >KaHP OMEPETTHL. 3a TPUILUATH JIET CYLIECTBOBAHHS
OIEPHOH CTYIHN OBLIO MOCTaBJICHO Oolee MECTUACCIATH CIEKTAKICH, NOJIOBUHA U3 KOTOPBIX
— My3bIKaJIbHbIe KOMEIUM M omneperTsl. JKaHp OmeperTsl cTan 0COOEHHO YCHEHIHBIM IS
KOMaH/bl MOJIOABIX MEBIOB M MX HACTABHUKOB, IOCKOIbKY HUMEHHO ONEPETTHl XOPOLIO
3HAKOMBI 3puTelsiM. [IpHHATO cYMTATh, 4TO ONepeTTa — OoJee JIETKUH JKaHp, YeM omepa, HO
HCIIOJJHEHUE BOKAJBbHBIX HOMEPOB 3J€Ch IIEPEMEKAETCSl HE TOJIBKO C Pa3sTOBOPHBIMU
CIIEHaMH, HO M C KPYITHBIMH TaHLEBAJIbHBIMY HOMEpPAMU U BcTaBKaMu. Cpeliu caMbIX SIPKHX
ONEPETT W MY3bIKAJBbHBIX KOMEIWH, HocTaBieHHbIX OMNEpHON CTyaueil, ObLIM Takhe Kak
«bammauxkm» [xaynara @aiizu (2009-2023), «AnteiH Kazan» Dnepmupa Huzamosa (2011),
«Most pexpacHas nenu» Openepuka Jloy (2014), «Ipiranckuit 6apon» Moranna rpayca
(2017), «CunbBay» (2013) u «IIpunuecca mupka» (2017 u 2019) Nmpe Kanemana u apyrue.
MHoOrue mOCTaHOBKH Y4acTBOBAIM B KPYIHBIX (DeCTHBANAX, ObUIM IOKa3aHbl Ha CLEHaX
Cankr-IlerepOypra, Mocksbl, Ybi, I7Iom1<ap-0nbl, Capancka, MxeBcka, 3eneHONO0NbCKa,
HaGepexupix YennoB u apyrux ropomoB. [loctanoBku OTmeEpHOi CTYyAWU HMEIOT CBOIO
WHAUBUAYATbHOCT. KaX bl COEKTaKIb — 3TO CYILECTBEHHOE OOHOBJIEHHE KIACCHYECKOTO
MIPOU3BE/ICHNUS, HOBbIE HHTEPIPETALUY 1 MPOYTEHUsI KoMaH bl OMepHOH CTyuu.

OPERETTA GENRE IN HISTORY OF THE ZHIGANOV KAZAN STATE CONSERVATORY OPERA
STUDIO

In 2023, the Opera Studio of the Kazan State Conservatory named after Nazib
Zhiganov turned 30 years old. It was created on the initiative of Svetlana Zhiganova, Niyaz
Dautov took part in its formation. In connection with such a significant date, | would like to
remember and capture the performances that have been staged over the years on various
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stages of our country. The operetta genre occupies an important place in the history of
productions. Over the 30 years of the opera studio’s existence, more than 60 performances
have been staged, half of which are musical comedies and operettas. The operetta genre has
become especially successful for the team of young singers and their mentors, because
operettas are well known and recognizable to audiences. Operetta (it. operetta, shortened
from opera; lit. — small opera) is a musical stage performance in which musical-vocal and
musical-choreographic numbers are interspersed with conversational scenes. It is a mistake to
think that operetta is a lighter genre than opera, because the performance of vocal numbers
here is interspersed not only with conversational scenes, but also with large dance numbers
and inserts. Among the most striking operettas and musical comedies staged by the Opera
Studio were Shoes by Dzhaudat Faizi (2009-2023), Altyn Kazan by Elmir Nizamov (2011),
My Fair Lady by Frederick Loewe (2014), Der Zigeunerbaron by Johann Strauss (2017),
Silva (2013) and Die Zirkusprinzessin (2017 and 2019) by Imre Kalman and many others.
Many productions participated in great festivals and were shown on stages of St. Petersburg,
Moscow, Ufa, Yoshkar-Ola, Saransk, Izhevsk, Zelenodolsk, Naberezhnye Chelny and other
cities in Russia. The productions of the Opera Studio have their own individuality. Each
performance is a significant update of a classic work, new interpretations and readings by the
Opera Studio team.

HAYMOB AstexcaHap Biagummposny, Kanouoam
uckyccmbobedenus, — cmapwiuti  HAYUHLI  COMPYOHUK,
cexmop ucmopuu myswiku, Tocydapcmbennvii uncmumym
uckyccmbosnanus, MockBa, Poccus

Alexander V. NAUMOV, PhD, Senior Researcher, Music History
Department, State Institute for Art Studies, Moscow, Russia

MEX]Y ®EEPUEN U OIEPOIL: «PA3PLIB-TPABAY E. I1. 'oCclIABCKOIrO — A. H. IIIE®EPA B
MAJIOM TEATPE (1901)

IocranoBka  «BommeOHOM  ckasku»  E. I1. [ocnaBckoro,  ocyliecTBieHHas
A. I1. JleHCcKuM € yYeHHKaMHU U KOJUIEraMH IO Tpymiie Maioro tearpa, mpeacraBisiia coooit
PEKUCCEPCKUH IKCIEPUMEHT, COYETAaHHME B IpeEJeax OAHOIO CIEKTaKIs Pa3sHOBHIHOCTEH
HECKOJIbKUX TeaTpalibHbIX jkaHpoB. Dalyna nbeckl onupanach Ha (HaHTaCTUYECKUE MOTHUBBI
(GOJIBKIIOPHOTO 310ca, YTO TPEeOOBAIO HCIONB30BAHUA THIMYHBIX CPEICTB CLEHHYECKOH
¢deepun XIX Beka. CrokeT ke M s3bIK aleIUIMPOBAIN K IMTOITHKE CUMBOJMCTCKON H MpPe-
9KCIPECCUOHUCTCKON JIpaMaTypruy, INepe]i KOTOPbIMH INPHBBIYHBIE BH3yallbHbIE 3((EKTh!
U MalyHepus Obl BBIMVISJENN HaWBHOW apXaukoi. Bosblive HaJexapl BO3JIArajuch B Jeje
CHHTE3a Ha KOMIIO3MTOpa, creunuansHo mpuriamenHoro u3 IlerepOypra A. H. lledepa,
BBIITyCKHUKA KOHCEPBATOpUH, KamenbMmelicrepa [lanaeBckoro Tearpa, aBTopa YkKe IBYX
coOcTBeHHBIX ornep. CI0XKHOCTh MY3BIKAHTCKOH 3a/lauyd COCTOsUIa B MOAYMHEHHH PabOTHI
PEXHCCEPCKOMY  BHICGHHIO € OJHOBPEMEHHBIM  33/IeMiCTBOBaHMEM  MaKCHMyMa
Npo(eCCHOHANIBHOM  OCHAIIEHHOCTH — TPeXJe BCEro, 3HAKOMCTBA CO CKa304HO-
(baHTacTHYeCKUMH  HapTUTYpaMu  Komuter, Pumckoro-KopcakoBa wu  JlsgoBa, —
1 TIPUCTIOCOOTIEHHEM K CKPOMHBIM BO3MOXKHOCTSIM TeaTpalbHOro opkectpa. Ilapturypa,
coxpanuBmiascss B PHMM, HeomHOpomHa IO COCTaBy HOMEpPOB, HE CBOOOJHA OT
MOAPAXKATEIBHOCTH, MECTAaMU IIPOCTO HE BHOMHE ymadHa. OIHAKO XONOJHBIM IPHEMOM,
KOTOpBI BCTPETHJ CHEKTAKIb y MyONuKH, OH ObUT 00si3aH He eil. boriee Toro, orMeuanu

143



My3]:IKaJ'IBHBIﬁ NOTECHIUAI NbEChl U ITOCTAHOBKH, PCHECH3CHTLI COXAJICIIN O HEAOCTATKE BOJIH,
HpeﬂOCTaBJ’IeHHOﬁ KOMIIO3UTOPY. Bp}IZ[ JI1, OJHaKO, MOI'JIO OBITH MHAYE. Heynaqa «Pa3pI>IB'
TpaBbD» CHUMBOJIMYHO MapKupoOBaja XpOHOJIOFI/I‘IeCKI/Iﬁ MOMCHT MpoOIIaHudg CO CTapbiM
TEaTpOM U €Tr0 KCCTKMMHU KAaHPOBBIMU paMKaMH; ME€pa KE I[OHyCTHMOﬁ KOMHO3I/ITOpCKOI71
CBO6OHI)I, rpaHb, 3a KOTOpOfI «CIICKTaKJIb Ha MY3BIKC)» BIUIOTHYIO CMBIKACTCA C onepoﬁ n
6aJ'ICTOM, TaK U OCTaJIMCh HC BBIACHCHBI 10 KOHIIA 1920-X, Korjga COL[I/IB.HI/ICTI/I‘ICCKI/Iﬁ peainsm
TIOJIOKWII MPEACT KCUHTCTUYECKUM) OIIbITa CCpC6p${HOFO BCKa.

BETWEEN THE ‘FAIRY PLAY’ AND OPERA: RAZRYV-TRAVA [THE RIP-GRASS] BY EVGENY
GOSLAVSKY AND ALEXANDER SHAEFER IN Moscow MALY THEATRE (1901)

Alexander Lensky staged the ‘magic fairy tale’ by Evgeny Goslavsky with young
actors of Moscow Maly Theater as an experiment in combining varieties of several theatrical
genres within the performance. The plot based on fantastic folklore motifs, which required
the use of typical means of stage féerie of the 19" century. The language of the play
appealed to the poetics of symbolist and pre-expressionist drama, usual visual effects and
machinery would have looked naive and archaic on the background of them. In the matter of
synthesis, great hopes were placed on the composer Alexander Shaefer, specially invited from
St. Petersburg. He was then a graduate of the conservatory, conductor of the Panaev’s theatre,
author of two operas of his own. The complexity of the musician’s task consisted in
subordinating the work to the Lensky’s vision while simultaneously using the maximum of
professional experience (first of all, familiarity with the fabulous and fantastic scores of
Rimsky-Korsakov and Lyadov) and adapting to the modest capabilities of the theater
orchestra. The score, preserved in the Russian National Museum of Music, is patchy in its
combination of numbers, not free from imitation of colleagues, and simply not entirely
successful here and there. However, it did not owe the cold reception that the performance
received from the public. Moreover, while noting the musical potential of the play and
production, reviewers regretted the lack of freedom given to the composer. It is unlikely,
however, that it could have been otherwise. The failure of Rip-Grass symbolically marked the
chronological moment of farewell to the old theatrical art with its rigid genre boundaries and
emplois. The extent of permissible composer freedom and the line beyond which
a ‘performance on music’ closely merges with opera and ballet remained unclear until the end
of the 1920s, when socialist realism put a limit to «synthetic» experiments of the Silver Age.

HI'YEH Kxak Xoa, acnupaum, kagpedpa ucmopuy My3viku,
Poccuiickas axademus mysviku umenu I'necunvix, Mockba,
Poccus/Bvemuam

Hayunbm pykosogurerss — Bacwiwes IOpuit BsiaecitaBosuy,
KaHIWIAT UCKYCCTBOBEIEHMS

NGUYEN Khac Hoa, Postgraduate Student, Music History
Department, Gnesin Russian Academy of Music, Moscow,
Russia/Vietnam

Scientific adviser — Yuri V. Vasiliev, PhD

TTEPBASI BETHAMCKA S OMEPA «JIEBYLIKA 111A0» (CO SAO)

B 1960-x romax, mocie oOOpeTeHHs HE3aBHCHMOCTH, BpeTHam Hauan mporecc
CTPOUTENBCTBA CTPAaHBl W HOBOIM KYJIBTYPBI, KOTOpas COCIMHsIa Obl Hal[MOHAIbHBIC
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TpaguINX U NIepeIOBbIe KyAbTYpHbIE JOCTIReHHs EBponbl. B obmacti My3bIkH 3TO pUBETIO
K POXKICHHIO MHOTHE HOBBIX JUIS BheTHamMa My3BIKaJIBHBIX jkaHpOB. Cpemyt HHX — XKaHp
oreps! eBporeiickoro Tuma. Ilepsast BeeTHaMCKas orepa Obuta CouMHEHa KomiozutopoM Jlo
Hproanom B 1963 romy — «/leBymka Illao». Marepuan omepsl paccMaTpUBaercss B
HCTOPHKO-CTHJICBOM acIieKTe. ABTOp XapaKTepu3yeT TBOPYECKHH IyTh Kommosuropa o
Heroana, o0o3HauaeT Kiro4YeBble OCOOGHHOCTH cCrokeTa omepsl  «/leBymka Illaoy,
aHAJIM3HUPYeT MY3BIKAJIBHBIA S3BIK ONEPbI, HAI[MOHAJIbHBIE BHETHAMCKHE U EBPOIICHCKHE
YEepTHI B €€ MY3BIKE.

THE FIRST VIETNAMESE OPERA THE GIRL OF SAO (C0O SAO)

In the 1960s, after gaining independence, Vietnam began the process of building a
country and a new culture that would combine national traditions with the advanced cultural
achievements of Europe. In the field of music, this led to the birth of many musical genres
new to Vietnam. Among them is the genre of European-style opera. The first Vietnamese
opera was composed by composer Do Nhuan in 1963 — Cé Sao. The material of the opera is
considered in the historical and stylistic aspect. The author characterizes the creative path of
composer Do Nhuan, identifies the key features of the plot of the opera Cé Sao, analyzes the
musical language of the opera, national Vietnamese and European features in its music.

HEKPACOBA VuHa MuxanioBHa, kanoudam uckyccmbobederus,
npogpeccop,  xacpedpa  meopuu U UCHIOPUU  MY3bIKU,
Acmpaxanckasn eocyoapcmbennasn KoHcepBamopus,
Acmpaxans, Poccus

Inna M. NEKRASOVA, PhD, Professor, Music Theory and History
Department, Astrakhan State Conservatory, Astrakhan, Russia

TTOSTHKA BOJIIIEBHOIM CKA3KH B OIEPE JIDKOHA AJIAMCA «LIBETVYIIEE JIEPEBO»

B TBOpuectBe [IKOHa Ajnamca — OIHOIO M3 CaMbIX KPYIHBIX COBPEMEHHBIX
aMEPUKAHCKUX KOMIIO3UTOPOB — COYMHEHUS JUI MY3bIKQJIBHOIO TeaTpa 3aHHUMAIOT JAJIEKO
He nocneaHee mecto. [Ipembepa B 1987 romy ero mepBoii omeprsl «Hukxcon B Kurae»
npuHecia AnamMcy MHPOBYIO M3BECTHOCTb, @ IIOC/IEIOBABLIME 32 3THM COYMHEHHEM [IBE
Jpyrue 4acTh «Ionuruueckoi Tpuiorun» — «Cmepts Kimunrxogpdepa» (1991) u «Jokrop
Atom» (2005) — 3akpenmwiaM 3a HUM CIaBy CO3JAaTeNsl «IIOMUTHYECKOW OMephI»,
«HoKyMeHTanbHO# oneps» mwin aaxe «CNN-omepei». OqHAKO MOSBUBIINICSI BCKOPE MMOCIE
9TOrO HOBBIN TeaTpajbHblil omyc Anmamca «lIBerymee nepeBo» (2006) 0603Ha4MI UHTEpEC
KOMIIO3UTOpAa K COBEPIIEHHO MHOW XaHpoBoi Mozaenu. CBoeoOpasHelii oMMaxk Momapry, k
100MIICI0 KOTOPOro 3Ta onepa Oblia 3aka3aHa, «LIBeTyiuee 1epeBo» cTajao B HEKOTOPOM poJie
OTBETOM Ha MOLAPTOBCKYIO «BomiebHyro ¢ueiity». B xauecTtBe ocHOBBI JIMOpeTTo Anamc
HCIIOb30BaJl FOXKHOMHUNCKYIO CKa3Ky B nuTeparypHoii oopaborke A. K. Pamanymkana. B
CEOXKETHOI OCHOBE 3TOr0 IIOBECTBOBAHMS MPEIOMIICHBI XapaKTepHbIE IS BOMIICOHON CKa3Ku
MOTHUBBI 4y/1a, IYTH, UCTIBITAHUH, TIPEOOPaKEHHS, YTO 00YCIOBHIIO clelM(pUIEeCKUe CBOHCTBA
JPaMaTypruyeckoro M KOMITO3UIIMOHHOTO DPAa3BUTHS ONEpbl, OPKECTPOBKM M BOKAJIBHOTO
mucbMa. AJaMcy yJanoch HE TOJNBKO AaKTyalHM3UpOBAaTh JPEBHUH CIOXKET, COEIUHUB
ApXCTUNMYECKUE CIOKETHbIE (QOPMYIBl C TNpPUEMaMH  KOMIIO3UTOPCKOH — TEXHHMKH
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MMOCTMOJIEPHUCTCKOM 3MOXHM, HO W OTPAasWTh B JKAaHPE BONIIEOHON CKAa3Kd HEKOTOpHIE
po0IIeMbl COBPEMEHHOT0 00I1IeCTBa.

THE POETICS OF A FAIRY TALE IN JOHN ADAMS’S OPERA A FLOWERING TREE

In the work of John Adams, one of the largest contemporary American composers,
compositions for musical theater occupy far from the last place. Actually, the premiere in
1987 of his first opera Nixon in China brought Adams worldwide fame, and the two other
parts of the ‘political trilogy’ that followed this work — The Death of Klinghoffer (1991) and
Doctor Atomic (2005) consolidated his fame as the creator of ‘political opera,” ‘documentary
opera’ or even ‘CNN-opera.” However, Adams’ new theatrical opus A Flowering Tree
(2006), which appeared shortly after, indicated the composer’s interest in a completely
different genre model. A kind of homage to Mozart, for whose anniversary this opera was
commissioned, A flowering Tree is in some way a response to Mozart’s Die Zauberflote. AS
the basis of the libretto, Adams used a South Indian fairy tale in the literary treatment of
Attipate Krishnaswami Ramanujan. In the plot basis of this narrative, the motifs of a miracle,
path, trials, and transformation characteristic of a fairy tale are refracted, which determined
the specific properties of the dramatic and compositional development of opera,
orchestration, and vocal writing. Adams managed not only to actualize the ancient plot by
combining archetypal plot formulas with the techniques of compositional technique of the
postmodern era, but also to reflect in the genre of a fairy tale some of the problems of modern
society.

HOBMUYKOBA Vpnuna BukropoBHa, Kanouoam
uckyccmbobedenus, doyenm, kaghedpa UCOpUU U Meopuu
Mmysviku, Wncmumym coBpementoeo uckyccméa, yueHwiil
cexkpemaps, Mockobckuti  Myse  C. B.  Paxmanuno8a,
Mock68a, Poccus

Irina V. NOVICHKOVA, PhD, Associate Professor, History and
Theory of Music Department, Institute of Contemporary
Art, Academic Secretary, Moscow Sergei Rachmaninoff
Museum, Moscow, Russia

= AKX Sl
K POBJIEME TPAHC®OPMALIMY OITEPHOI'O )KAHPA B TBOPYECTBE AJIEKCAHJIPA YAMKOBCKOIO

IMpenmerom poknaza crajga mnpodinema TpaHchOPMAIMM ONEPHOrO JKaHpa B
TBOpYecTBe Asekcanapa YaiikoBckoro. My3bIKaIbHBIN TeaTp U, IPeKAe BCETo, JKaHpP OMEPHL,
HHTEPEC K KOTOPOMY y KOMIIO3MUTOpa COXpaHsAeTcs yke Oonee MojinyBeKa, 3aHUMaeT B €ro
TBOPYECTBE BEAYLIYIO NO3MLMIO. [Ipy 3TOM ero omepsl He TEPsIOT CBOEH aKTyaJbHOCTH,
OpraHUYHO BIHCHIBASICh B COBPEMEHHBIE PAKypChl M KOHTEKCTHI. YallKOBCKMII PHHAIEKUT
K TIOKOJICHUIO KOMIIO3UTOPOB, 3asBUBIIMX O cebe B cepeauHe 1970-x romoB, Bcien 3a
MOKOJICHUEM «IIECTHIECATHUKOB», 4YbEe TBOPYECTBO HEOOBIYAWHO PACHIMPHIO S3BIKOBO-
CTUJICTHYECKUH JTHANa30H MYy3bIKd. BrepBble K jKaHpy OMepbl KOMIO3HTOp OOpaTuics B
nayane 1970-x rogoB. Omepa mis nerteit «/lenyiika cMeeTcs» Oblila HallMCcaHa UM MO 3aKa3y
Kamepnoro mysbikaneHOro Tearpa bopuca IlokpoBckoro Ha coOCTBEHHOE THOPETTO IO
Oacusim 1. A. KpeuioBa. Ee ycrex mocmyxuia HagaaoM MOCTOSHHOM | TIOAOTBOPHOM paboThI
KOMITO3UTOpa B ONEPHOM jKaHpe. BrocnencTBuM MM OBbUIM CO3JaHBI €lIe TPU OHEpbl s
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nereit — «P. B. C.», «Bropoe ampenss», «BepHoctb». B xoHme XX — nauyane XXI| Beka
MOSIBWJICSL LIENBIH PSI ONEpHBIX OMycoB YalKOBCKOrO pa3HBIX JKaHPOB, B TOM HHCIIE
komuueckast omepa «Tpum wmymkerepa» (2007, mo A. Jlroma), omepa-haHTacMaropus
«Anpruct [anunos» (2012, no pomany B. Opnosa), Mio3uxi «JKu3Hb 1 HEOOBIKHOBEHHBIE
npukiitoueHnst Onmsepa Teucra» (2014, mo pomany Y. {ukkenca), kamepHsle onep «Kopoib
maxmar» (2016, o «llaxmaTtHoit HOBeyie» C. IBeiira) u «JloBemacy (2018, mo pomany
«bennpie momm» ®. JloctoeBckoro), smmueckas omepa «Epmak» (2019) Ha nmOperto
COBpEMEHHOro nosta W mnwmcarens Jmurpus MakapoBa, a Takke xopoBas orepa «Cka3 o
Bopuce u T'ieGe, Oparbsix ux SpocmaBe Mympom u Cesitononke OKasHHOM, O JIHMXHX
pa30oiiHUKaxX U T0OPOM HApOJIE PYCCKOM», MHPOBas IpeMbepa KoTopoii mponuia B 2020 romy
B pamkax 3umHero ¢ecruBans IOpus bammvera B MockBe u B Coun. Brmuskum xopoBoit
orepe >KaHPOBBIM MUKCTOM SIBIISIETCS OIlepa-opaTtopusi «XpoHUKH Anekcaniapa Hesckoroy,
TaKXKe Co3JaHHas 1o 3aka3zy MexayHapoxHoro ¢ecrusains IOpus bammera (2021). B atom
[IMPOKOM >XaHPOBOM KOHTEKCTE 0CO00€ MECTO 3aHMMAaeT TaKOW My3bIKaJbHO-TeaTpabHbIH
omryc YaiikoBckoro, kak «CioBo o monky WUropese», caMiM KOMIO3HUTOpPOM 00O3Ha4YeHHAs
KaKk «Ipamaruyeckass CAMQOHHWS I 4Tela, ajibTa, CUM(OHMYECKOTO W HApOIHOTO
opkecTpoBy. Onepbl UYailKOBCKOTo, CO3/IaHHBIE B Pa3IMYHBIE MEPUOABI TBOPYECKOTO IYTH,
BBISIBISIIOT OCOOCHHOCTH aBTOPCKOW HMHTEPIPETAlK JINTEPAaTYpPHBIX II€PBOMCTOYHHKOB, a
TaKXkKe pa3iIyHbIe TpaHC(HOPMAIMHU ONIEPHOTO JKaHPA.

ON THE PROBLEM OF OPERA GENRE TRANSFORMATION IN THE WORKS OF ALEXANDER
TCHAIKOVSKY

The subject of the report was the problem of transformation of the opera genre in
the work of Alexander Tchaikovsky. Musical theater and, above all, the genre of opera, in
which the composer has maintained an interest for more than half a century, occupies a
leading position in his work. At the same time, his operas do not lose their relevance,
organically fitting into modern perspectives and contexts. Tchaikovsky belongs to the
generation of composers who made their mark in the mid-1970s, following the generation of
the ‘sixties,” whose work unusually expanded the linguistic and stylistic range of music. The
composer first turned to the opera genre in the early 1970s. The opera for children
Grandfather Laughs was written by him at the request of the Boris Pokrovsky Chamber
Musical Theater to his own libretto based on the fables of Ivan Krylov. Its success marked the
beginning of the composer’s constant and fruitful work in the opera genre. Subsequently, he
created three more operas for children: R. V. S., The 2nd of April, Loyalty. In the late 20" and
early 21% century, a number of Tchaikovsky’s opera opuses of different genres appeared,
including the comic opera The Three Musketeers (2007, based on Alexandre Dumas), the
phantasmagoric opera Violist Danilov (2012, based on the novel by Vladimir Orlov) , the
musical The Life and Extraordinary Adventures of Oliver Twist (2014, based on the novel by
Charles Dickens), chamber operas The King of Chess (2016, based on the Schachnovelle by
Stefan Zweig) and Lovelace (2018, based on the novel Poor Folk by Fyodor Dostoevsky), the
epic opera Ermak (2019) with a libretto by the modern poet and writer Dmitry Makarov, as
well as the choral opera The Tale of Boris and Gleb, their brothers Yaroslav the Wise and
Svyatopolk the Accursed, about dashing robbers and the good Russian people, the world
premiere of which took place in 2020 as part of the Yuri Bashmet Winter Festival in Moscow
and Sochi. A genre mix similar to choral opera is the opera-oratorio The Chronicles of
Alexander Nevsky, also commissioned by the Yuri Bashmet International Festival (2021). In
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this broad genre context, a special place is occupied by Tchaikovsky’s musical and theatrical
opus, The Tale of Igor’s Campaign, designated by the composer himself as ‘a dramatic
symphony for reader, viola, symphony and folk orchestras.” Tchaikovsky’s operas, created in
different periods of his creative career, reveal the peculiarities of the author’s interpretation of
literary primary sources, as well as various transformations of the operatic genre.

OKYHEBA Exarepuna I'ypseBHa, dokmop uckyccmbobederus,
npogpeccop, kapedpa meopu My3biki U KOMHOSUUUL,
Ilemposabodckas  eocyoapcmbennas — KoHcepbamopus
umenu A. K. Iasynoba, Ilemposabodck, Poccus

Ekaterina G. OKUNEVA, Dr. Habil. (Doctor of Art Studies),
Professor, Department of Music Theory and Composition,
Petrozavodsk State Glazunov Conservatoire,
Petrozavodsk, Russia

TToCcTUr AsI PEAJTBHOCTD
3AMBICEJI M ETO BOIUIOIEHUE B ONEPE [TEPA HEPTOPA «CHUIIIXAPTXAY

B nenrpe BHHMaHHMA AoKinaza — orepa Jgarckoro kommosuropa Ilepa Hépropa
«Cumrxaprxa» (1974-1979, pen. 1984), nanucannast Ha nubperro One Capsura. Croxer
COYMHEHHS OTTAJIKMBAJICA OT KAaHOHMYECKUX OYIIMHCKMX M CaHCKPHTCKHX TEKCTOB, B
KOTOPBIX M3JIarajoch xwu3Heonucanue bynnpl [lakpaMyHH, UMEBIIETO NPH POXKICHUU MM
Cuuixaptxu. B onepe mokaszaHbl cOOBITHS €rO IOSBIICHUS Ha CBET, B3POCICHHUS, a TaKKe
CTOJIKHOBEHHUS C NOJUIMHHON PEaJIbHOCTBIO, OT KOTOPOI NMPHUHI] ObLII HCKYCCTBEHHO OIPak/IeH
csoum otuoM. Meropus o Cunnxaprxe npuobpena i Hépropa BHEBpeMeHHOE 3By4aHHE.
Kommnoszurop mnpusHaBaics, uTO OOHAPYXWJI B HEH Tapaueld ¢ COBPEMEHHOH
JIECTBUTENBHOCTBIO, B KOTOPOW JIOBOJIBHO YacTO MpPEANPUHUMAIOTCS IOMBITKH CrIaIuTh
JKM3HeHHbIe TpoTuBopeuns. CyThio Omepbl crajia (aiblib JBOPLOBOW KHU3HH. JKaHpoBoe
cBOe0Opa3ne COUMHEHHs, 10 MHEHUIO aBTOpa JOKJIaja, 00YCIOBICHO €ro MOILYJIHPYIOLIHM
XapaKkTepoM M3 MHCTepud B Apamy. IloaTBep:kaeHHeM 3TOMy CIy*aT U3MEHEHHs, KOTOpbIE
OOHApY)KMBAIOTCS B  JIGKCHYECKOM CTpoe JMOpeTTo, B  XPOHOTONE COYMHEHMS,
MOCJICIOBATEIbHO  OTOOpaXKAIOLIEeM  pa3Hble  MOJAENU  BpeMEeHH (MH(OIOrHYecKoe,
XYJOXKECTBEHHOE, IICHXOJIOTHYECKOe), B BBIOOpE UL Ka)XJOro AEHCTBHS PA3HBIX OINEPHBIX
¢dopM, B ApaMaTypru4eckoM IIpoLecce, HAIPaBICHHOM OT BHEIIHE-COOBITHIHOrO IUlaHa K
BHYTPEHHE-TICUXOJIOrHYecKoMy. B 1oknaze pacKpbIBaroTCsl KOMIIO3ULIMOHHBIE CTPATETHH,
nomoratone HEpropy BOIUIOTHTH KOHQUIMKT HOUIMHHOIO M HEJIOCTOBEPHOIO MHPOB Ha
MY3bIKaJIBHOM YPOBHE: PUTMHYECKas TpaHc(OpMals U METpUYecKas HepeaKLeHTHPOBKa
TeM, MONY4eHHBIX M3 OCCKOHEUHOW cepun Mo mpuHOMIY «wavelengthy, coexunenue
00EpPTOHOBBIX M YHTEPTOHOBBIX PSAOB, OTKA3 OT UEPAPXUUECKOH CHCTEMBI B KOHIIE TPEThEro
aKTa, CHMBOJM3UPYIOIIMHA pa3pblB repos ¢ MPOHIIBIM MHPOM. B CBS3M ¢ TBOpYECKHM
Kpu3ucoM, kotopblii Héprop ucmeiTan mocnme counHeHHs «CUIIXapTXW», aBTOp AOKJIazaa
rojaraeTr, 4Tro Olepa MOXeT OBITh TaKkKe MHTePIPEeTUPOBaHA Kak caMopediieKcHs
TBOPUYECKOU JEATENBHOCTH.
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COMPREHENDING REALITY:
THE CONCEPT AND ITS IMPLEMENTATION IN PER N@RGAR’S OPERA SIDDHARTA

The report focuses on the opera by the Danish composer Per Nergéird Siddharta
(1974-1979, ed. 1984), written to a libretto by Ole Sarvig. The plot of the work was based on
canonical Buddhist and Sanskrit texts, which set out the life story of Buddha, who had the
name Siddhartha at birth. The opera shows the events of his birth, growing up, as well as a
collision with the true reality from which the prince was artificially shielded by his father.
The story of Siddhartha acquired a timeless sound for Nergard. The composer admitted that
he found in it parallels with modern reality, in which attempts are often made to smooth out
life contradictions. The essence of the opera was the falsity of palace life. The genre
originality of the work, according to the author of the report, is due to its modulating
character from mystery to drama. This is confirmed by the changes that are found in the
lexical structure of the libretto, in the chronotope of the work, consistently displaying
different models of time (mythological, artistic, psychological), in the choice of different
opera forms for each act, in the dramatic process directed from the external event plan to the
internal psychological one. The report reveals compositional strategies that help Nergard
embody the conflict of authentic and unreliable worlds at the musical level: rhythmic
transformation and metrical re-emphasis of themes derived from an infinity series on the
principle of ‘wavelength,” the connection of overtone and untertone series, the rejection of the
hierarchical system at the end of the third act, symbolizing the hero’s break with the past
world. Due to the creative crisis that Nergard experienced after composing Siddharta, the
author of the report believes that the opera can also be interpreted as a self-reflection of
creative activity.

OCTPOYMOBA Haramss BuxropoBHa, xanoudam uckyccrmbobedenus, sabedyiouiasn
cexmopom  Mnghopmaruionto-oubauoepaghuseckoeo omoesa Hayuno-myssikaisoi
oudbauomexu umenu C. V. TaneeBa, MockoBexas eocyoapcmbennas KoHcepbaniopua
umenu I1. V. YaiikoBexoeo, Mockba, Poccus

Natalia V. OSTROUMOVA, PhD, Head of the Information and Bibliographic
Department Section, Taneyev Scientific and Musical Library, Moscow State
Tchaikovsky Conservatory, Moscow, Russia

HEMELKAS IIKOJILHAS JIPAMA Y EE BJIUSIHUE HA PAHHIOIO HEMELIKY IO OTIEPY

Pannss Hemeukas onepa QopMmupoBasach NpexJae BCero B OIOpPE Ha yxe
CYILECTBYIOIIHE MOJIENIU €BPONEICKOro My3bIKaIbHOIO T€aTpa, MPEXk/e BCEr0 UTANBSIHCKOTO,
oruactd (paniysckoro. OpHako ObIO Obl HEBEPHBIM IOJHOCTBIO HCKIIOYAaTh €e
HallMOHANBHYIO COCTaBILIIOMIYI0. Tak, B HEKOTOPBIX OINEpax MpOSBIAETCS OUYEBHIHOE
BJIMSIHUE HEMELKOW IIKOJIbHOW ApaMbl. HecOMHEHHa OrpoMHasi pojib, KOTOPYIO LIKOJIbHas
JpaMa ChIrpajia B CTAaHOBJICHHH HEMEIKOTo TeaTpa M ApaMaTHYEeCKOro MCKyccTBa. MHorue
TeaTpanbHBIE JpaMaTyprd BBIIUIM M3 CPeAbl IIKOIBHBIX aBTOPOB U HCHOJNHHUTENEH, a
YYEHUKH, TOIYYHBIIME CBOM TEPBBI OMBIT B IIKOJBHBIX MPEACTABICHHUAX, HEPEAKO
CTaHOBMJINCh TPO(ECCHOHATBHBIMU aKTepaMM, OKa3bIBas OINpENEJICHHOE BIMSHUE Ha
pa3BHUTHE TeaTpalbHBIX BKYCOB. B CcTaTbe pacCMOTpEHbl MCTOKM IIKOIBHOM IpaMsbl, €€
HCTOpPHUSI, MECTO B KJIACCHYECKOM IIKOIBHOM oOpa3zoBaHmu. Otmeuena ponb Pedopmarmm B
Pa3BUTHHM >KaHpa, PEOPraHU3AIMU IIKOJIFHOW CHCTEMBI B IPOIECCE MPOBEICHUS LIEPKOBHOM
pedopmel. bonee moapoOHO paccMOTpeHa MPAaKTHKA IIOCTAHOBOK INKONBHBIX JApaM B
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I'ambypre, B mxone Cesitoro MoanHa. JlaHbl CBEJEHUS O MeAarorax ydaeOHOro 3aBeleHUS,
penepTyape IOCTaHOBOK. PaccMOTpeHO BIMSIHHE IIKONHGHOM ApaMbl HA ITIEPBBIE ONEpHI B
I'am6ypre. IlepBas onepa, mocraBieHHas B 'aMOyprckom Teatpe, — «Anam u EBa» Moranna
Taiine Ha nmuOperTo XaiiHprxa DIBMEHXOpPCTa — COdYeTaeT B cebe TPaauIMu HapOTHBIX
MHUCTEpHAIBHBIX IIPENCTABICHUH, IIKOJIBHOM JpaMbl, ITyXOBHOH OpaTrOpMH W YepTHI
3apOK/IAIONIENCsT Omepbl. PaccMOTpeHBI Takke JMOpPeTTo AyXOBHBIX omep «PoxaeHue
Xpucra» Taitne u «Muxanp u JaBun» Moranna @panka, oba aBTopcTBa JIBEMEHXOpPCTA.
UepTsl MKOJIBHON IpaMbl OTPaXKEHBI B TIOYYUTEIEHOM CIOXKETE U B MAJIOraXx M MOHOJIOTaX,
OTCBUIAIONIMX K PUTOPHYECKUM YIPKHEHUSIM IIKOJIBHBIX crekrakieil. Coderanue
MOYYUTETBHOCTH W JIMPUYECKUX D3JIEMEHTOB, BKIIOYAIOMINX YHCTO OIEPHYIO PHTOPHUKY,
BHOCHT B JaHHBIE COYMHEHHsS OpWUTHHANBHBIE 4YepThl. XOTs B OOJBIIMHCTBE OIeEp,
nocraBiieHHBIX B ['amOypre B konmne XVII Beka, My3blka yrepsiHa, aHaiIHW3 JUOPETTO MaeT
TIpe/ICTaBIeHHe 00 OCOOSHHOCTSIX JTaHHBIX COUMHEHHH, COYETAIONINX Pa3INIHbIe TeHICHIINH,
XapakTepHbIe TSI HEMEIIKOTO TeaTpa TOH IIOXH.

GERMAN ScHOOL DRAMA AND ITS INFLUENCE ON EARLY GERMAN OPERA

Early German opera primarily based on the existing models of European musical
theater, Italian and French. However, it would be wrong to completely exclude its national
component. Thus, there is the obvious influence of German school drama in some operas.
Undoubtedly, the significant role of the school drama played in the formation of German
theater and dramatic art. Many theatrical playwrights were writen by school authors and
performers, and students who received their first experience in school performances often
became professional actors, exerting a certain influence on the development of theatrical
tastes. The article provides information about the origins of school drama, its history, and its
place in classical school education. It’s noted the role of the Reformation in the development
of the genre, the reorganization of the school system in the process of church reform. It’s
considered in more details the practice of staging school dramas in Hamburg, at St. John’s
School. It’s given information about the teachers of the educational institution, the repertoire
of productions. It’s considered the influence of school drama on the first operas in Hamburg.
Thus, the first opera staged at the Hamburg Theater, Adam und Eva by Johann Theile based
on the text by Heinrich EImenhorst, combines the traditions of folk mystery performances,
school drama, spiritual oratorio and features of the nascent opera. In article are considered
librettos of the spiritual operas Die Geburth Christi by Theile and Michal und David by
Johann Franck, both based on the texts by Elmenhorst. The features of the school drama are
reflected in the instructive plot and in dialogues and monologues referring to the rhetorical
exercises of school plays. The combination of instructiveness and lyrical elements, including
operatic rhetoric, brings to these works original features. Although the music of most operas
staged in Hamburg at the end of the 17 century was lost, an analysis of the libretto gives an
idea of the features of these works, combining various trends characteristic of the German
theater of that era.
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OTSKOBCKUM  Omurpwit Cepreesuy, pexuccep-
nocmanobuyux, kypamop, Jlabopamopusa ucciedobanus
yuppoboii oneput, Mockba, Poccus

Dmitry S. OTYAKOVSKY, Stage director, Curator, International
Digital Opera Lab, Moscow, Russia

ol
YEPHOE 3EPKAJIO CLEHBI — KAK HOBBIE TEXHOJIOI'M1 1 WNCKYCCTBEHHBIN UHTEJUIEKT
TIOMOTI'AIOT CO3JJATH OIIEPY BY AYIIEI'O

B 2020 romy MHUp CTONKHYJICS C HOBBIMH BBI30BAMH, CBS3aHHBIMH C
KOPOHABUPYCHBIMH OI'paHHYEHHMSIMH. BIiepBble B HCTOPHM YEJIOBEYECTBA OIHOBPEMEHHO
OBUTM 3aKpBITEI BCE TeaTpbl, OTMEHEHHl Bce QecTHBamu. JJIs1 apTHCTOB, pEKHCCEPOB,
MY3BIKQaHTOB 3Ta CHTYallls cTajla KaracTpouueckoil He TONBKO C (MHAHCOBOWH TOYKH
3peHus, HO U ¢ TBopueckoil. HaliTh BbIX0Ox moMoriy 1ii¢)poBbIe TEXHOIOTHU: BO3MOXKHOCTH
BCEMUPHOM CETH OTKPBIIM apTHCTaM, 3amepThiM B COOCTBEHHBIX KBapTHpax, HOBBIE
rOpu30HTHL. B jokimane wsnoxkeHa Kiaccudukaius IMppoBOro tTeaTrpa, paspaboTaHHas Ha
OCHOBE HCCIEJIOBaHMI MaHIEMHUIHBIX M MOCTIAHAEMHIHBIX OHIAH-poekToB. Digital
BBIJICTICH KaK CpPEJICTBO BBIPA3UTEIBHOCTH (UCHONB30BaHHE LU(PPOBOM ICTETHKU B
KOHBEHIIMOHANBHOH o dumaitH-ocTaHoBKe); Kak (opma (IIOCTAaHOBKA KilacCHUeckoi /
CYIIECTBYIOIEH Mbechl WIM onepbl B (opmare OHNAH) M Kak jkaHp (CO3JaHHe HOBOTO
MIPOU3BE/ICHNS], U3HAYAIBHO PACCYUTaHHOI0 Ha IU(POBYIO AuCTpuOymuio). IIpencraBneHs!
TaKKe KOHKpeTHble mpoekTsl Jlaboparopun wuccnenoBanus uugpoBoi omnepsl. Omepa
«moccapuii  2.0» HammcaHa Ha JIMOPETTO  CreHEPHPOBaHHOE  HEHpPOCEThIO, B
nepdopmaruBHOii  MeaumamHcTamwsuuu  «COH  pasymMa  pOXIaeT HEeaHTPOHOMOpP(QHBIX
KuOepOOroMosoB» C MOMOIIBI0 MCKYCCTBEHHOI'O MHTEIIEKTa CrEHEpPUPOBAH BHIEODAN, a B
onepe «lmaBHbIM Bompoc» MM BbICTynmmil B KadecTBEe IUIaBHOTO repos. Bcero B pamxax
JlaGopaTopun uccnenoBanusi HUGPOBON ONEphl Ha JAaHHBIH MOMEHT CO3IaHO Ooiee IecsATH
OHJIaMH-CHEKTAKIeH, 3a/efCTBYIOIINX TEXHOJIOIHMH JIONOJHEHHOW peasbHOCTH, JIETCILIEs,
ckpumiaiga u ap. OmHOM M3 TNABHBIX 33ad CTal0 HE MEXaHWYECKOe HCIIOIb30BaHHE
MEPEUMCIICHHBIX TEXHOJNOTMH, HO MX KOHLENTYaJbHas YMECTHOCTh B pa3paboTKe
IOCTaHOBOK. Teopernueckass pabora 1abOpaTOpuM TECHO CBS3aHA C IPAKTHKOH, MOITOMY
JIOKJIaJ] COIIPOBOXKAAETCS MEIMANPUMEPAMH U CChUIKAMHU Ha OoJiee HoapoOHYI0 HH(OPMALUIO
0 KaXKJIOM U3 OIHMCHIBAEMBIX CHEKTAKIICH.

BLACK MIRROR OF THE STAGE: HOW NEW TECHNOLOGIES AND ARTIFICIAL INTELLIGENCE ARE
HELPING TO CREATE THE OPERA OF THE FUTURE

In 2020, the world faced new challenges related to coronavirus restrictions. For the
first time in human history, all theaters were closed at the same time, all festivals were
cancelled. For artists, directors, and musicians, this situation has become catastrophic not
only from a financial point of view, but also from a creative one. Digital technologies helped
find a way out: the possibilities of the World Wide Web opened up new horizons for artists
locked in their own apartments. The report outlines a classification of digital theater
developed based on research into pandemic and post-pandemic online projects. Digital is
highlighted as a means of expression (the use of digital aesthetics in conventional offline
production); as a form (staging a classic/existing play or opera in online format) and as a
genre (creating a new work, initially designed for digital distribution). Specific cases are also
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presented: projects of the Digital Opera Research Laboratory. The opera Glossary 2.0 was
written on a libretto generated by a neural network, in the performative media installation The
Sleep of Reason Gives Birth to Non-Anthropomorphic Cybermantises a video sequence was
generated using artificial intelligence, and in the opera The Main Question Al acted as the
main character. In total, within the framework of the Digital Opera Research Laboratory,
more than ten online performances have currently been created using technologies of
augmented reality, let’s play, screen life, etc. One of the main tasks was not the mechanical
use of the listed technologies, but their conceptual relevance in the development of
productions. The theoretical work of the laboratory is closely related to practice, so the report
is accompanied by media examples and links to more detailed information about each of the
performances described.

IMauknmaa Enena BasepmeBHa, dowmop — uckyccmbobedenus,
npogpeccop, Kkagpedpa UCOpUL.  MY3biKl, HPOPeKmop 1o
yuebHot  pabome,  Hobocubupckas — eocyoapcmBenas
KkoHcepbamopus umenu M. V. Daunku, HoBocubupcxk, Poccus

Elena V. Pankina, Dr. Habil. (Doctor of Art Studies), Associate
Professor, Music History Department, Vice Rector for
Academic  Affairs, M.1. Glinka Novosibirsk State
Conservatory, Novosibirsk, Russia

KAHIIOHA ITAHA 13 «CBAJIbBBI TICMXEN U KYIIMOHA» ["AJIEOTTO JIEJIb KAPPETTO: OPUTMHAJI
U TEMATUYECKUE BAPUALIUU

B pa3HOIIaHOBOM MaTepHane UTaIbSHCKOH CBETCKOH BOKAaJIbHON My3bIKH pyOexa
XV-XV| BeKoB KkpaifHe MaJOYHCICHHBI TOYHO aTPUOYTHPOBAaHHBIE BOKAIBHBIE KOMIO3ULIUH,
HETIOCPE/ICTBCHHO CBA3aHHbIE C NPHIABOPHBIM TeaTpoM. K TakuM penxum u Hanbonee paHHUM
obpasuam orHocutcsi Kannona ITama Crudel fugi se sai w3 meechr «CBanpba Ilcuxen u
Kymumona» (Noze di Psyche et Cupidine) aBropcrBa mosra-apucrokpara [ajgeoTTto aenib
KapperTo, TecHO CBA3aHHOrO ¢ MOH(EppPaTCKUM, MUJIAHCKUM M MaHTYaHCKMM JBOPaMH.
Bpemst ucnonmHeHus Ibechl, MOCTaBleHHOM B Hadane 1502 roma B uecTh OOpy4EHHS
mapkrpada Mougepparo I'ynbensmo IX IManeonora u AHHBI AJIaHCOHCKOM, aeT PEIKyo
BO3MOXKHOCTh ~ JAaTUPOBKM  MY3BIKaJbHOW  KOMIIO3UIMM, CO3JQHHOM  KpYIHEHIINM
¢porronucrom Bapronomeo TpomOonumno. Kanmona IlaHa Bo3HMKIA B KOHTEKCTE
corpyanmndectBa aenb Kapperro u TpoMOOHYMHO, CIYKHBLIErO B 3TO Bpemsi B MaHtye u
HEOIHOKPATHO MOJIy4aBIIEro OT Mapku3bl M3abemmbl a’DcTe MOITHYECKHE TEKCTHI [elb
Kapperto st my3bikanbHol 00padotku. Kaniona [TaHa, HECMOTpsT Ha €€ CTHIMCTHYECKYIO
[POCTOTY, HOJNYyYWJa JOCTATOYHO ILIMPOKMH  pPE30HAHC, BO3SMOXHO, BCIEICTBUE
BIICYATJIMBILCH 3pHUTENCH IOCTAaHOBKM M KYIBMHUHAILMOHHOTO MOJIOKEHHS B IHECE 3TOTO
€IMHCTBEHHOT'0 MY3bIKAJIFHOTO 3mu3ofa. B Teuenne Heckonmbkux Jier B CeBepHoit Mrtanuu
MOSIBUITHCH (DPOTTOIBI, B TEKCTaX KOTOPBIX MPOCIEKUBACTCS 00pa3Hast M JEKCHUecKast CBA3b
co cruxamu gens Kapperro (Fugi se sai fugir Mapkerro Kapsl Ha Tekcr,
npeanonoxurensHo, Kopuenno Kacranean na ®ensrpe; Fuggi pur da me se sai AHTOHHO
Kanpuonu Ha aHOHMMHBIA TEKCT), a TaKke MECHH, B KOTOPBIX TeMa OercrBa OT JHOOBU
BBIPQ)XCHA CXOJHBIM 00pa3oM, HO 0e3 HCIONB30BAHHS TEAaTPAITM30BAHHOH NPSIMOW pedu.
HeonHo3HauHas kaHPOBO-KOMIIO3HIIMOHHAS MTPpUposia pepeHHON KaHIOHBI Aeib KapperTo

152



— TpombGonurtao (KkaHIOHEeTTa, oma, frottola letteraria) orpaxaer crumHCTHYECKYIO
MHOTOCIOMHOCTb IIPUIABOPHOM TeaTpalbHOM IOCTAHOBKM U, BMECTE C TEM, OTAEIAET
M3BICKAaHHYIO TI033MI0 Aenb KappeTro OT HpoM3BOAHBIX OT JaHHOrO o0pasla sCHEIX B
KOMIIO3UIIMOHHOM OTHOIIIEHHH COHETa M 0apIeslIeTT.

PAN’s CANZONE FROM NOzE DI PsYCHE ET CUPIDINE BY GALEOTTO DEL CARRETTO: ORIGINAL
AND THEMATIC VARIATIONS

In the diverse material of Italian secular vocal music at the turn of the 15" and 16" centuries,
there are extremely few accurately attributed vocal compositions directly related to the court theater.
Such rare and earliest examples include Pan’s canzone Crudel fugi se sai from the play Noze di
Psyche et Cupidine (The Wedding of Psyche and Cupid) by the aristocratic poet Galeotto del Carretto,
closely associated with the Montferrat, Milan and Mantuan courts. The timing of the performance of
the play, staged at the beginning of 1502 in honor of the betrothal of the Margrave of Monferrato
Guglielmo IX Palaiologos and Anna of Alengon, provides a rare opportunity to date the musical
composition created by the greatest frottolist Bartolomeo Tromboncino. The Canzone of Pan arose in
the context of the collaboration between del Carretto and Tromboncino, who was serving in Mantua
at that time and repeatedly received del Carretto’s poetic texts for musical adaptation from the
Marquise Isabella d’Este. Pan’s canzona, despite its stylistic simplicity, received a fairly wide
response, perhaps due to the impressive performance of the audience and the climax of this single
musical episode in the play. Over the course of several years, frottola appeared in Northern Italy, in
the texts of which a figurative and lexical connection can be traced with the poems of del Carretto
(Fugi se sai fugir by Marchetto Cara on a text presumably by Cornelio Castaldi da Feltre; Fuggi pur
da me se sai by Antonio Caprioli to an anonymous text), as well as songs in which the theme of flight
from love is expressed in a similar way, but without the use of theatrical direct speech. The ambiguous
genre-compositional nature of del Carretto’s refrain canzone — Tromboncino (canzonetta, ode,
frottola letteraria) reflects the stylistic multi-layeredness of the court theatrical production and, at the
same time, separates del Carretto’s exquisite poetry from the compositionally clear sonnets and
barcellettas derived from this example.

ITAHOB Asekcent AHaTonbeBud, 0okmop uckyccmboBederus,
npocpeccop, 3abedyroujuil kagpedpoil opeama, kiabecuna u
xkapuavona  Canxm-Ilemepbypeckutsi  eocyoapcmBerHbiil
yHubepcumem, Canxm-Ilemepbype, Poccus

Alexei A. PANOV, Dr. Habil. (Doctor of Art Studies), Full
Professor, Saint Petersburg State University, Saint
Petersburg, Russia

B COABTOPCTBE C in cooperation with

PO3AHOB WBan BacwibeBwd, OJokmop uckyccmboBederus,
npogpeccop,  Camkm-Ilemepbypeckuti  eocyoapcmberHuiil
yHubBepcumem; Canxm-Ilemepbypeckas eocydapcmbennas
roucepBamopus umenu H. A. Pumcxoeo-Kopcaxoba, Canxm-

Ilemepbype, Poccus »ﬂ
Ivan V. ROSANOFF, Dr. Habil. (Doctor of Art Studies), Full —_—

Professor, Saint Petersburg State University, Saint

Petersburg Rimsky-Korsakov State Conservatory, Saint N

Petersburg, Russia
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TAHUEBAJIbHBIE ) AHPbI (ITACCAKAJTbSI U YAKOHA)
U VICIIOJIHUTEJILCKAS IIPAKTUKA XV 1| BEKA

IMaccakanust ¥ YakOHa — J[Ba CXOXKHX BHEILHE 110 CTPYKTYPE jKaHpa (TOuHee — THUra
MY3bIKaJIbHOH KOMITO3HULIMHN), PEryISPHO BCTPEUAIOLIMXCS B Olepax, Oajerax W pasiM4HbIX
coOpaHMsX 3araJHOEBPOINEHCKOM KaMepHOW, OpraHHOM W KJIaBHPHOH MY3BIKH SIOXH
6apoxkko. «Die Ciacona, Chaconne, co ceoumu Gpatom miu cecrpoii, dem Passacaglio, niu
Passecaille», — rmacur 3aromoBok oxHoro u3 maparpadoB Tpakrara «COBepIICHHBIN
kanenbMeiicrep» Moranna Marresona (1739, ¢. 233). OxHako B moCieayomux maparpadpax
MaTTe30H HepevrcisieT CyIECTBEHHbIC OTIIMYMS XapakTepa M TeMIa MCIONHEHUS YaKOH H
raccakajinii, KOTopble JIAI0T OCHOBAHHUS KIACCU(DUIMPOBATH HX KAK CAMOCTOSITEIIBHBIC THIIBI
MY3bIKAJIbHOH  KOMIIO3HMIMH.  AHAJIOTHYHBIC  CBEJCHHMS  OOHApY)KMBAIOTCI H B
OITyOJIMIKOBaHHOM JIBYMsI TO/IaMH paHee TpakTaTe Marre3oHa «3epHO MeJIoIMIecKod HayKm»
(1737, c. 123-124). Ceenenuii 0 4akOHE M TMACCAKaMH B CTApPHHHBIX JOKYMEHTaX —
TpakTarax, MPEIUCIOBUSIX K HOTHBIM H3JaHHSAM, MY3BIKAJIBbHBIX CIOBApSX M CIPABOYHO-
SHIMKJIONCIMYECKUX U3TaHusIX o0meit tekcukn nocnenneit gereptu XVII — XVIII Beka
Hemano. B TO ke BpeMs CBEJICHHS O3TH BeCbMa MPOTHBOPCUMBBI M 3a4acTyi0 HOCAT
cyObeKTHBHBIN xapakTep. CTaThH, MOCBAIICHHBIC HA3BAHHBIM XXaHPaM, OOHAPY)KHUBAIOTCS B
Bpumancrkou suyuxioneouu, B pyHmaMeHTaAIbHOM 64-TOMHOM Bceobujem nexcuxkone 6cex
nayx u uckyccme Woranna Xaitnpuxa Lemnepa, B Crosape ®@panyysckoii Axademuu, B
Onyuknoneouu enn Junpo n XKana Jlepona [’ Anambepa, B My3svikanvHot bubnuomeke
BO Bnosv omkpwvimoil mysvikanvhoti 6ubnuomexe Jlopenua Kpucropa Mmuiyiepa, B
BBIIEPKABILIEM MHOMKECTBO NEpEeU3aHUi YHugepcanoHom smumonocuyeckom aHenuicKom
cnosape Hatana bBoitnmu, Bo Bceobweii meopuu usswnvix uckyccms HWoranna Ieopra
3yablepa, B 3aHuMamenbHOM Kaaneputickom, OXOmMHUYbeM, hexmosanbHOM, MAHYe8aNbHOM
wnu  Kypmyaswom crnosape Banenruna Tpuxtepa M Jaxe B IIEPBOM  HM3JaHUU
Mamemamuueckozo cnosaps Xaxka Oszanama (1694), u T. 1. Pazymeercs, He 00XOmsiT
BHUMaHHEM YaKOHY M IACCaKaJWI0 aBTOPBI CIICIMAIBHBIX MY3bIKalbHbIX cioBapeir XVIII
Beka (Cebactbsin ne Bpoccap, Horann I'eopr Banbrep, [Ixeiimc ['paccuno, XKan-Kak Pycco
u z1p.). OueHb 1ieHHble, 00bEKTHBHBIE MaTepHalibl O TEMIIE UCIIOJIHEHUS YaKOH U IaccaKalui
B XVIII Beke comepkarcsi B Tpygax CTAPHHHBIX EBPOICHCKHX MY3BIKAHTOB — aBTOPOB
Pa3HOro poja JOMETPOHOMHYECKHX CHCTEM (MKCALMM TEMIIA HCIOIHEHUS MY3bIKaJbHBIX
mpousBenernit  (lapne Maccon, Mumens Jlabowuiisap, Jlyn-Jleon Iaito (rpad
JI’Oncamb6peii), Paynp-Osxe Déite, XKak-Anexcanap ae s [lanens, Morann Moaxum Kpawig
u 1p.). YKa3aHus Ha3BaHHBIX aBTOPOB TAK)KE JEMOHCTPUPYIOT CYLLIECTBEHHbIE Pa3HOUTECHHS B
HMHTEPIpETAINU )KaHPOB YaKOHBI U Mmaccakaiuu My3sikantamu XV Bexa u MoryT npuHectu
HEMaJIylo IPAKTHYECKYIO MO0JIb3Y HHCTPYMEHTAIMUCTAM U IUPHKepaM, paboTatoluM B chepe
HCTOPHYECKH MH()OPMHUPOBAHHOTO MY3bIKJIILHOI'O UCIIOJIHHUTEIbCTBA.

DANCE GENRES (PASSACAGLIA AND CHACONNE)
AND PERFORMANCE PRACTICE OF THE 18™ CENTURY

Passacaglia and chaconne are two genres of externally similar structure (more
precisely, types of musical composition), regularly found in operas, ballets and various
collections of Western European chamber, organ and clavier music of the Baroque era. ‘Die
Ciacona, Chaconne, with his brother or sister, dem Passacaglio, or Passecaille,” reads the title
of one of the paragraphs of the treatise Der vollkommene Capellmeister by Johann Mattheson
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(1739, p. 233). However, in the following paragraphs, Matteson lists significant differences in
the nature and tempo of the performance of chaconnes and passacaglia, which give grounds
to classify them as independent types of musical composition. Similar information is found in
Mattheson’s treatise Kern Melodischer Wissenschafft published two years earlier (1737,
p. 123-124). There is a lot of information about the chaconne and passacaglia in ancient
documents — treatises, prefaces to music publications, musical dictionaries and reference and
encyclopedic publications of general vocabulary of the last quarter of the 17" and 18"
centuries. At the same time, this information is very contradictory and is often subjective.
Articles devoted to these genres are found in the Encyclopadia Britannica, in the fundamental
64-volume Grosse volistindige Universallexicon Aller Wissenschafften und Kiinste by
Johann Heinrich Zedler, in the Dictionnaire de |’Académie frangaise, in the Encyclopédie of
Denis Diderot and Jean Le Rond d’Alembert, in the Neu erdffnete musikalische Bibliothek,
oder Griindliche Nachricht nebst unpartheyischem Urtheil von musikalischen Schriften und
Biichern of Lorenz Christoph Mitzler, in Nathan Bailey’s An Universal Etymological English
Dictionary, which has gone through many editions, in Johann Georg Sulzer’s Allgemeine
Theorie der schonen Kiinste, in Valentin Trichter’s Curidses Reit- Jagd- Fecht- Tantz- oder
Ritter-Exercitien-Lexicon, and even in the first edition of Jacques Ozanam’s Dictionaire
Mathematique (1694), etc. Of course, the authors of special musical dictionaries of the 18t
century (Sébastien de Brossard, Johann Georg Walter, James Grassino, Jean-Jacques
Rousseau, etc.) do not ignore the chaconne and passacaglia. Very valuable, objective
materials about the tempo of the performance of chaconnes and passacaglia in the 18™
century are contained in the works of ancient European musicians — authors of various kinds
of pre-tronomical systems for fixing the tempo of the performance of musical works (Charles
Masson, Michel L’Affiillard, Louis-Leon Pajot (Comte D’Onzembray), Raoul-Auger
Feuillet, Jacques-Alexandre de la Chapelle, Johann Joachim Quantz, etc). The instructions of
these authors also demonstrate significant differences in the interpretation of the chaconne
and passacaglia genres by musicians of the 18" century and can bring considerable practical
benefit to instrumentalists and conductors working in the field of historically informed
musical performance.

IIETPOBA TasmmHa BnanumuposHa, KaHouoam
uckyccmbobedenus, yuewvil  cexpemapns, Poccuiickuil
uncmumym ucmopuu  uckyccmb, Canxm-IlemepOype,
Poccus

Galina V. PETROVA, PhD, Scientific Secretary, Russian
Institute of Arts History, Saint Petersburg, Russia

«TPosiHIIb» (LES TROYENS) I'. BEPJIMO3A B 3EPKAJIE KIIACCUYECKOI'O — A-KJIACCUYECKOT'O

[loxxanyi, Hu ofiHa oriepa, 3a uckioueHueM «Puaenno» beTxoBeHa, He uMena Takou
CIIOKHOW MMOCTaHOBOUHOM CyapObl, Kak «TposHie» (Les Troyens) I'ekropa bepimosa.
Hanucannas kommnosutopom B 18561858 romax, ona mepepabatbiBaiach BIUIOTH a0 1864
roza. JIubperro obeux uacreit onepsr («[lagenue Tpou» u «Tposiuiml B Kapdarene») 0110
counHeHo camuM bepnno3zom 1o motuBaM «OHeuabl» Beprumus, Ho COOCTBEHHO JIENICHUE HA
JIBC YacTH BO3HHKJIO HM3-3a TEPHUIIETHH B CBS3U C MOCTaHOBKOW B Thédtre Lyrique B 1863
rony. Kak u3BecTHO, Oblla MCIIONHEHA JIMIIb BTOPAs 4acTh «IHIOTHH» — «TPOSHIBI B
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Kapcdarene», xoropas, kaxkercs, mmena ycrmex. B 1834 romy bepmmos omybmmkoBan
pa3Bepuyryto cratbto o K. B.I'mioke, cocrosmyro M3 JBYX uacTeil, U TeM CaMbIM
MIPOJEMOHCTPUPOBAJl TOCKOHATBHOE 3HAaHME €r0o MapTUTyp, OecHpereaeHTHOe B HCTOPHU
peuenmmu [mroka (Michele Calella, 2014). Dror BecbMa 3aMeTHBIH B OCOOEHHOCTAX
IpaMaTyprud, Ha YpPOBHE OTAENBHBIX CPEICTB MY3BIKUIBHOH  BBIPA3HUTEIBLHOCTH
«KIIACCHIIICTKHI» 3JEMEHT OBII OOpeTeH KOMIIOBUTOPOM dYepe3 YBICUCHHE MY3BIKOH
«CTaporo MascTpo» M, BHAMMO, C CaMOro Hadayja co3jain omepe bepnmosza permyramuro
«@pXandueckoro» M HECBOEBPEMEHHOro couynHeHus. OOpaTMM BHUMaHHE Ha >KaHPOBOE
obozHauenne «IposHIeB» — Poéme Lyrique. Bmecte ¢ TeM, aHTHYHOCTB, MOJIa Ha KOTOPYIO
B oroxy PomanTm3ma Tak u He MUHOBaia, TpakroBaHa bepimozom B nyxe lllexcnmpa. Tak,
nanpumep, «Koponesckast oxora u Oyps» (Chasse Royale et Orage akr 4, cuena 1) — mo
CYTH HE YTO MHOE, KaK MPOrpaMMHasi CHM(QOHNYECKasi KapTHHA, OHA MPOSBIISET YePThI CTHIIS
My3BIKaHTa-poMaHTHKa, aBropa «Pomeo m JDKympeTTbl». OXHAKO TOYTH (parMeHTapHO
3aMKHyTasl Ha cebe KapTHHA <II0fpakaHWs MPUpPOAE» OTChUIaeT K cBonM mcrokam (I'mok,
BerxoBeH), HO MOXeT OBITh YCIIBIIIIAaHA U KaK MpeIBEpHe KBa3UMOJEPHUCTCKUX OTKPOBEHHH
— I'.Manepa, U. . CrpaBunckoro. Takas  IBOWCTBEHHOCTb,  CONPOTUBIICHHUE
CXEMaTHYECKHM TPAKTOBKAM W HHTEIUICKTYAIM3M COYMHEHHS! OOBSICHSIOT aHAJIUTHYECKUI
HHTEpEeC K HEMY BBIIAIOMINXCS AUPHKEPOB COBPEMEHHOCTH.

LES TROYENS (THE TROJANS) BY HECTOR BERLIOZ IN THE MIRROR OF THE CLASSICAL AND
A-CLASSICAL

Perhaps no opera, with the exception of Beethoven’s Fidelio, has had such a complex
production fate as Hector Berlioz’s Les Troyens. Written by the composer between 1856 and
1858, it was revised until 1864. The libretto of both parts of the opera (La Prise de Troie and
Les Troyens a Carthage) was composed by Berlioz himself, based on Virgil’s Aeneid, but the
actual division into two parts arose because of the vicissitudes surrounding the production at
the Théatre Lyrique in 1863. As is well known, only the second part of the ‘dilogy,” Les
Troyens a Carthage, was performed, which seems to have been a success. In 1834, Berlioz
published an extended two-part article on Christoph Willibald Gluck and, in doing so,
demonstrated a thorough knowledge of his scores, unprecedented in the history of Gluck’s
reception (Michele Calella, 2014). This c‘classicist’ element, very noticeable in the
peculiarities of the dramaturgy and at the level of individual means of musical expression,
was acquired by the composer through his fascination with the music of the ‘old maestro’
and, apparently, from the very beginning created a reputation for Berlioz’s opera as an
‘archaic’ and untimely work. Let us pay attention to the genre designation of Les Troyens —
‘Poéme Lyrique.” At the same time, antiquity, which was still in vogue during the Romantic
era, is, according to Berlioz, interpreted by him in the spirit of Shakespeare. Thus, for
example, Chasse Royale et Orage (The Royal Hunt and the Tempest, act 4, scene 1) —
essentially nothing more than a programme symphonic picture — displays features of the
style of the Romantic musician, the author of Roméo et Juliette. However, the almost
fragmentary ‘imitation of natur’ picture refers to its origins (Gluck, Beethoven), but can also
be heard as a precursor to the quasi-modernist revelations of Gustav Mahler and Igor
Stravinsky. This duality, resistance to schematic interpretations and the intellectualism of the
work explain the analytical interest in it among the most prominent conductors of our time.
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ITETPYCEBA Hapexxma AHppeeBHa, dokmop uckyccmbobederus,
npogpeccop, 3ab. kagpedpotl meopuu U UCHOPUU MY3bIKU,
Iepmcxuii - eocydapcmbennviii  UHCHIUMYM  KYABIYpbL,
Ilepmy, Poccus

Nadezhda A. PETRUSEVA, Dr. Habil. (Doctor of Art Studies),
Professor, Head of Theory and History of Music
Department, Perm State Institute of Culture, Perm, Russia

TPAKTOBKA XOPOBOTI'O LIMKJIA C. IT. HEBCKOI'O K CIIEKTAKJIIO «TAJIAHTBI ¥ [TIOKJIOHHUKW»
A. H. OCTPOBCKOIrO

AKTyalbHOCTh JIOKJIaJia 3aKI04YaeTcssi B IOMBITKE BIEPBBIE PACCMOTPETh XOPOBOM
nukn C. I1. HeBckoro k cnekrakimo «Tamantel U mnokinoHHHKH» A. H. OctpoBckoro kak
oOpasel TeHICHIINN K aBTOHOMHOH MY3bIKE B TeaTpaJIbHOM cHeKTakie. [[is 3Toro ocBenieH
psin BorpocoB: TaH#eM Hesckoro m Mapara ["ananoBa, TpakToBKa TekcTa U (hOPMEI XOPOB,
rapMOHHYECKHE TEXHHKH, MPHHIIMIT MOBTOPEHHUs Kak BiusHUe «l00Op-acreTrki» bepHxapaa
Jlanra. TIpoucxopsuye COLMOKYJIBTYpHBIE TpaHc(hOpManuu OOYCIOBWIIM AaKTyallbHOCTh
MpOOJIeMBbl  CIIEHHYECKOH pe(uieKcHH pYCcCKOM Kiaccuku. JluHaMuKa WHHOBAIMi B
TeaTpalbHOM HCKYCCTBE (LIEHTPa U PErMOHAIBHON KyJIBTYPHI) OTKPBLIA CErO/IHS HOBBIE MYTH
TIO3HAHUS ¥ MHTEPIIPETAlN YCIOXKHSIOMIEHCS PealbHOCTH PYCCKOH KilaccHKU. B ycroBusix
CHHTETH3Ma JIpaMaTH4YecKoro crekTakias B «TamaHTaX M MOKJIOHHHKAax» B MOCTAHOBKE
Taranosa u Hesckoro (2021) nmposiBHIIOCH CTpEMIICHHE pexXuccepa K OOHOBJICHHIO XapakTepa
OTHOIICHUH €O 3pHUTEIEeM: aKTHBH3AlMsA AWAjora TeaTpa C JIUTEPaTypHOM KIACCHKOW
Onaromaps  BBEACHHIO  IIPEOJOJICBAIOIIETO  TPAHMIBI  JpaMbl  MHTEPTEKCTYaIbHOIO
BUJICOKOHTEHTA, HCIOJIb30BAaHUE PACIIMPSIOINX IPOCTPAHCTBO CLEHBI Pa3HOYPOBHEBBIX
MOIMYMOB HApSy C TEHICHIMEH K aBTOHOMHM MY3bIKAJIbHOW COCTAaBIAIOIICH CHEKTAaKIA.
CrenaHbl BBIBOJ O XOpaxX LHMKJIA KaK CYIIECTBEHHBIX 3BEHBSIX APAMATYPrHU CIIEKTAKIIS.
ITockonbKy OCHOBOH Uil CO3JaHMS TEKCTa XOPOB K CNEKTAaKIIO0 «TalaHThl M MOKIOHHUKU
MOCITYXXWIN cTaBIuie ad)OpU3MaMu 3arojoBKHU IIbeC, X €MKOCTb M KPAaTKOCTh Nepenaid He
TOJIBKO TT033UI0 00pa3oB U aTMoc(epsl JpaMbl, HO U TIIyOOKHI CMBICI, HEKYIO 00O0OIICHHYIO
MbICib. [loKa3zaHbl TpajUlMd PYCCKOM MY3bIKM: OCHOBAaHHBIC Ha IIECEHHOM TEMaTH3Me
KyIUIeTHO-cTpoprueckne (GOpMbl  LUKIA; 3aJaHHBI KOMOHMHALMEW pa3HbIX THUIIOB
HEKBA/IPaTHOCTH NPUHLMI CHIPYKMYPHOZO 6apbUupo8anusi; ONHOBPEMEHHOE HCIIOJIB30BAHHUE
IBYX THUIIOB MeTpa, OMHapHOro u TepHapHoro (xop «He Obut0 HH Tpolray); coueTaHue
MOJAIBHOCTH C TOHAIBHOCTBIO, TEXHUKH JUCCOHAHTHOM JUATOHUKU — CO CIOXHOW TOHHKOI
U oNU(pOHUIECKOI rapMoHueil. MCrmonb30BaH KOMIUIEKCHBIH MOAXO/, KOTOPBIH BKIIIOYAET
3JIEMEHThI OMOrpaduuecKoro, KOMIapaTUBHOIO M CTPYKTYPHO-MY3bIKJIBHOI'O METOJIOB.

INTERPRETATION OF SERGEJ NEVSKY’S CHORAL CYCLE FOR THE PLAY THE TALENTS AND
ADMIRERS BY ALEXANDER OSTROVSKY

The relevance of the article lies in the attempt for the first time to consider Sergej
Nevsky’s choral cycle for the play The Talents and Admirers by Nikolai Ostrovsky as an
example of the tendency towards autonomous music in a theatrical performance. To do this, it
was necessary to highlight a number of issues: the tandem of Nevsky and Marat Gatsalov, the
interpretation of the text and form of choirs, harmonic techniques, the principle of repetition
as the influence of Bernhard Lang’s ‘loop aesthetic.” The ongoing sociocultural
transformations have determined the relevance of the problem of stage reflection of Russian
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classics. The dynamics of innovation in theatrical art (central and regional culture) have today
opened up new ways of understanding and interpreting the increasingly complex reality of
Russian classics. In the context of the synthetism of the dramatic performance in The Talents
and Admirers staged by Gatsalov and Nevsky (2021), the director’s tendency to update the
nature of the relationship with the audience was manifested: intensifying the dialogue of the
theater with literary classics thanks to the introduction of intertextual video content that
transcends the boundaries of drama, the use of multi-level podiums expanding the space of
the stage along with a tendency towards autonomy of the musical component of the
performance. A conclusion is drawn about the choruses of the cycle as essential links in the
dramaturgy of the performance. Since the basis for creating the text of the choirs for the play
The Talents and Admirers was the titles of the plays, which became aphorisms, their capacity
and brevity conveyed not only the poetry of the images and atmosphere of the drama, but also
a deep meaning, a certain generalized thought. The traditions of Russian music are shown:
verse-strophic forms of the cycle based on song thematics; the principle of structural
variation specified by a combination of different types of non-squareness; simultaneous use
of two types of meter, binary and ternary (chorus There wasn’t a penny); a combination of
modality with tonality, dissonant diatonic techniques with complex tonics and polyphonic
harmony. An integrated approach was used, which includes elements of biographical,
comparative and structural-musical methods.

INIEIKOBA  AmHa  AJleKkcaHOpOBHa, cmydenmka
Mazucmpamyps, kagedpa Ucmopuu meampa U KuHo,
Poccutickuii eocydapcmber il CYMAHUMAPHBLU
yHubBepcumem, Mock6a, Poccus

Hayunbmt pykosoguresnte — BopoteiHues Ilerp Viibnu,
KaHAWIAT VCKYCCTBOBETEeHVIS

Anna A. PESHKOVA, Master’s student, Department of
Theater and Cinema, History Russian State University
for the Humanities, Moscow, Russia

Scientific adviser — Petr I. Vorotyntsev, PhD

HAEX 1A ITABJIOBA: METOOJIOT sl AKTEPCKO-BOKAJIBHOI'O BOITIOLEHUS OBPA3A
B IIPEJJTAI AEMbBIX PEXKMCCEPCKUX OBCTOSTEJIbCTBAX

Jloxnan mocBsiieH 0COOEHHOCTSIM clieHHnueckoro TBopuectsa Hanexner [laBnoBoit u
BOIPOCAM PpEAIU3ALMU  apPTHCTKOH PEXUCCEPCKOro 3ambicia. BrisBisercs crenuduka
CO3[aBacMbIX €I0 XYIOXKECTBEHHBIX 00pa3oB H Crocod (GOpMHUPOBAHUS CLEHUYECKOTO
coObitust. Llenb paboThl 3aKifOYaeTCss B HCCIIEAOBAHMU KOHIENTYAILHOTO CBOEOOpa3ust
nepcoHakel, co3naBaembix [laBioBOM (Ha MpHMepe CIEAYIOIIUMX OMNEPHBIX IMOCTAHOBOK:
«TpaBuata» Pobepra VYwuncona (2017), «dlon Xyam» Pomeo Kacremmyuun (2021) u
«Henoseueckuit romoc» Jmutpus Bomkxoctpemoa  (2023)). IlpoBoautcs —aHamm3
UCHOJTHUTENBCKOH pabOThl TEBMIBI, HANPABICHHBIH Ha ONpEIENeHHEe METOIUKH ee
B3aMMOJICHCTBUA C ONEPHBIM TEKCTOM, MapTHTYpOH, CIEHHYECKHM IIPOCTPAHCTBOM U
XYJOXKECTBEHHBIM 3aMbIcioM chekTakias. Ocoboe BHUMaHME ynenseTcss mpobiieMam
aPTUCTUYECKOrO MEPEBOILIONICHHS H UCTIONHUTENBCKON KYIbTYPE, BHIPAXKCHHOI BO BIMSIHUU
ncuxodusuyeckoro Havana IlaBnoBoi Ha (opMHpOBaHME pOJNM BHYTPU Pa3iIM4HBIX
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PEKHCCEPCKUX W BOKANBHBIX Tpaguluid. B pesynprare Obutn CHOpMYIHPOBAHBI OCHOBHEIE
IIPUHIIMIIBI BOKAJIbHO-aKTEPCKON HHTEPIPETALUOHHON CTPAaTErMy BOKAJIUCTKH.

NADEZHDA PAVLOVA: METHODOLOGY OF ACTOR AND VOCAL EMBODIMENT OF THE IMAGE IN
THE PROPOSED DIRECTORIAL CIRCUMSTANCES

The report is devoted to the peculiarities of Nadezhda Pavlova’s stage creativity and
the issues of realization of director’s ideas by the artist. The specifics of the artistic images
she creates and the way of forming a stage event are revealed. The aim of the work is to study
the conceptual uniqueness of the characters created by Pavlova on the example of the
following opera productions: La Traviata by Robert Wilson (2017), Don Giovanni by Romeo
Castellucci (2021) and The Human Voice by Dmitry Volkostrelov (2023). The singer’s
performance work is analyzed to determine the methodology of her interaction with the opera
text, score, stage space, and the artistic intent of the performance. Special attention is paid to
the problems of artistic reincarnation and performing culture, expressed in the influence of
Pavlova’s psychophysical beginning on role formation within various directorial and vocal
traditions. As a result, the main principles of the vocal-actor interpretive strategy of the
vocalist were formulated.

IIOAIIINBAJIOBA Cgaersrana AJjieKceeBHa, acnupaum,
Kkagpedpa ucmopuu MY3blKl, CapamoBcxas
eocydapcmbennas KoHcepBamopus UMeHU
JI. B. Cobumnoba, Capamob, npenodabamers meopuu
mysviku, MAY IO O KopcaxoBckoeo eopodckoeo
oxpyea Caxasurckoti obaacmu, Poccus

Hayunbmm ~ pykoBoguresse  —  XauasgHll,  AHXeJIa
I'puropbeBHa, KaHAVIAT VCKYCCTBOBEIEHIS

Svetlana A. PODSHIVALOVA, Postgraduate Student, Saratov
State Sobinov Conservatoire, Saratov, Teacher of music
theory, MAU DO DSHI of the Korsakov city district of
the Sakhalin region Russia

Scientific adviser — Angela G. Khachayants, PhD

TurtoJiorust JIMBPETTO ®PAHIY3CKUX OIEP-BAJIETOB

B xonue XVII Beka Ha crene Ilapikckoil akageMuu MY3BIKU HOSBIISIETCS HOBBIN
JKaHp — omepa-Oaner. B ero amOpeTrro HECKONbKO HEOONBIINX HCTOPUH (WIETKOTr0»
colepKaHus OObEAMHSINCh B €AMHOE IIPOU3BEJECHHME C aJUIETOPUYECKHM MPOJIOroM H
00s3aTeNbHBIM HaJMYMEM KaK MEHHs, TaK M Pa3BJICKATEIbHOr0 TAHIIEBAIBHOIO 3JIEMEHTA.
XKanp onepsi-6anera ObLT CBOEr0 poma KoMmpomuccoMm Mexay tparemusmu JK.-b. Jlrommu u
Ooynymmmu komeausmu A. I'petpu. OduipansHoe poKIeHHE KaHPa CBI3aHO C TBOPSHUSIMU
A. Kammpa — «l"anantHoit EBponoit» (1697) u «Benenmanckum kapHaBaiom» (1699),
Ha3BaHHBIMU opéra-ballet. Ho Gonblnast yacTh KOMIIO3UTOPOB HE JaBalli TAKOI'O KAHPOBOTO
onpeJielieHHsT CBOMM TpOoW3BeeHusIM, a obo3nadanu ux ballet mis en musique. TTostomy
HUMEHHO CIO’KETHO-KOMITO3HI[MOHHASI CTOPOHA MOXKET CTaTh aTPHOYTHPYIOIIMM IPU3HAKOM
KaHpa, a N3yYCHHE U BBISBICHUE TUIIOJIOTMYECKUX MPH3HAKOB JIMOPETTO SBISETCS BAKHBIM
acriektoM st ero uaeHTudukaiuu. CIOKeThl CIIEKTaKiIed B OCHOBHOM DPa3BOpauMBAIIKCH
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BOKPYT JFOOOBHBIX HCTOPUI U UHTPUT. MITOrom Bceraa ObLIO TOPIKECTBO MOOEIBI HCTHHHBIX
YyBCTB M WX BOCIECBaHHWE B (MHAJEC aKTa. OTH CIOKETHl OOBCIMHSUINCH OOIIed umeei,
3aKCUPOBAHHON B Ha3BaHUM CIieKTakis («Bpemena roma», «My3bl», «['panuu» U 1mp.)
PACKPBIBAOIIEHCS B TIPOJIOTE CIIEKTAKIIS, TJI€ TIIaBHBIMU JICHCTBYIONIMMH JTUIIAMHU BBICTYITAIN
Mudonornieckue OoxecTBa. HecMoTps Ha TO, 9TO B HEKOTOPBIX IPOHM3BEICHHSIX BCE
JICHCTBUSI CKOHIICHTPUPOBAHO Ha OJHOM CIOKETHOH JIMHHMH, B HUX BCE PaBHO JOMHHHPYET
TIPHUHIIMIT TPOOJICHUS, HAPHMEP, Yepe3 MOKa3 Yepe bl pa3BICUCHUIA: MacKapapl, pecTuBaim,
KapHaBaibl, OaJibl, THPHI U JIp. B noknane npeacraBieHbl 6a30BBIC MPHHIMITBI IOCTPOCSHUS
CIO)KETOB M WX OJBOJIOLMS, TNPEIIOKEHA KiIacCuUKAIMs JTHOPETTO (PpaHIy3CKHX OIep-
6aeroB XVII-XVIII BexoB. PaccmarpuBarorcst mpoJIOTH CHEKTaKiIeid, B KOTOPHIX Habop
aJIETOPHYECKUX TIepCOHakel ObT He CIydallHBIM, a COOTBETCTBOBAJ COLMAIBHO-
TIONUTHIECKOH xW3HN PpaHIny B JaHHBIN MIEPHOJ BpeMEHH H BKycaM Kopodst. [locreneHHo,
B TIporecce IociabieHnss MOHApXWYECKHX YCTOEB, KOMITO3BUTOPHI OTKA3bIBAIOTCS OT
MPOJIOTOB BOBCce. Ha MpOTSHKEHWHM pa3BUTHS JKaHpa BBISBICHO TPH OCHOBHBIX CHOYKETHBIX
THIIA JINOPETTO: OKOJIO-KOMEIUITHBIC JIFOOOBHBIC WCTOPHH; POMAHTHUYCCKHE CHOXKETBI,
o0beMHeHHbIe o0mel uaeed. VX MOKHO 0003HAYUTh KaK acCOLMATHUBHEIEC OIEphI-0aeTsl;
CIIEKTaKJIM, B KOTOPBIX BCs (pabyna BBICTpauMBaeTcsl BOKPYr Ipa3THUKA, (ecTHBas,
KapHaBaja, Te MpeJICTaBIeHbl OCHOBHBIC STAaIlbl Pa3BJICKaTENbHBIX MeponpusThil. Takum
00pa3oM, BBICTpanBaeTCsl TUIIONOT U THOPETTO (QPaHITy3CKUX OIep-0aeToB.

TYPOLOGY OF LIBRETTOS OF FRENCH OPERA-BALLET

At the end of the 17" century, a new genre appeared on the stage of the Paris
Academy of Music — opera-ballet. In his libretto, several small stories of ‘light” content were
combined into a single work with an allegorical prologue and the obligatory presence of both
singing and an entertaining dance element. The genre of opera-ballet was a kind of
compromise between the tragedies of Jean-Baptiste Lully and the future comedies of André
Grétry. The official birth of the genre is associated with the works of André Campra —
L’Europe galante (1697) and Le Carnaval de Venise (1699), called opéra-ballet. But most of
the composers did not give such a genre definition to their works, but designated them ballet
mis en musique. Therefore, it is the plot-compositional side that can become an attributing
feature of the genre, and the study and detection of typological features of the libretto is an
important aspect for its identification. The plots of the performances mainly revolved around
love stories and intrigues. The result has always been the triumph of the victory of true
feelings over all the troubles of life and their glorification in the finale of the act. These plots
were united by a single idea set out in the title of the play (The Seasons, The Muses, The
Graces, etc.) and revealed in the prologue of the play, where the main characters were
mythological deities. Despite the fact that in some works all the actions developed around a
single storyline and characters, they are still dominated by the principle of fragmentation, for
example, through the display of a series of entertainment: masquerades, festivals, carnivals,
balls, feasts, etc. The report presents the basic principles of plot construction and their
evolution, and offers a classification of the librettos of French opera-ballets of the 17" and
18" centuries. The prologues of the performances are considered, in which the set of
allegorical characters was not accidental, but corresponded to the socio-political life of
France at a given time and the tastes of the king. Gradually, in the process of relaxing the
monarchical foundations, the composers abandon the prologues altogether. Throughout the
development of the genre, three main plot types of librettos have been identified: near-
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comedic love stories; romantic plots united by a common idea. They can be designated as
associative operas and ballets; performances in which the whole plot is built around a
holiday, festival, carnival, where the main stages of entertainment events are presented. Thus,
the typology of the librettos of French opera-ballets is being built.

INIOTHUKOBA Osnbra MmuxarioBHa, Kanouoam
uckyccmbobedenus, doyenm, xagpedpa ucmopuu u meopuu
MY3bIKU, Maenumoeopcras eocyoapcmbenmas
Koncepbamopus (axademus) umeny M. V. Tiunxu

Olga M. PLOTNIKOVA, PhD, Associate Professor, History and
Theory of Music Department, Glinka Magnitogorsk State
Conservatory (Academy), Magnitogorsk, Russia

MU®OITOSTUYECKAST, STHOKYJIbTYPHASI KAPTUHA MUPA
OIEPBI «MAZIAM BATTEP®JIAN» («UMO-UNO-CAH») JIKAKOMO [TyuurHu

KynpTypHBIH KOI sBISIETCS KJIIOYEBOH KaTeropueil cOBpEeMEHHOr0 I'yMaHHTapHOIO
IMCKypca, TpHBIEKAIOed BHUMaHHWe (QHIOCO(OB, KYIbTYpPOJIOrOB, JIMHTBHUCTOB,
uckycctBoBejoB. OH TpaHCIHMPYET YHHBEpCAJIbHBIE HIEH W KOHCTAHTBl MaTepPHAIBHOW H
JYXOBHOH JXM3HHU 3THOCA. DTHOKYJIBTYPHBIH KOJ CTAHOBHTCS KITIOYOM K MH(OIIOITHIECKOM
KapTHUHE MHpa, OTPaKEHHOH B XyJ0)KECTBEHHOM IPOM3BECHUH. B mmone 3peHus nokmamranka
JIMHTBOKYJIBTYPHBIE KOZBI, PENPONYLHMPYIONINE HAIMOHAIBHO-3THHYECKHE KOMITOHEHTHI
MudonodTHUeckoii Mozmenu Mmupa B omepe «Mamam Bartepdusiiy  («Huo-Uno-cany)
Jix. [Tyqunnu. B co3naHuM 3THOKYJIBTYPHOH KapTHHBI MHUpa OJHUM M3 HanOosee 3HaYUMBIX
SIBJISCTCS OHOMAacTHYECKUi KoJ. B JNMHrBHCTHKE HMMSHApEUYCHHE pPacCMaTpUBACTC Kak
ITyCKOBOM MEXaHHM3M BKJIIOUCHHUS B UCTOPHIO KYIBTYPhl U 3HAK 3THOKYJIBTYPHOH TpPaJHLIH.
OHTOMOJIOTMYECKas CEMaHTHKAa HMEHHM TJIABHOM T'ePOMHHM KaK KIIOYEBOTrO 3JIeMEHTa
HAalMOHAJIBHOW KAapTHHBI Mupa (GOpMHpYeT Lulel] KOHHOTAMI M IUIACT KYJIBTYPHBIX
CMBICIIOB. B pa3nuuHbIX MHpPOBBIX penurusix 0abouka cuMTagach CHMBOJIOM AYIIM H
OGeccMepTHs. AHTPOIIOHMM IPOTarOHUCTAa MOTUBHPOBAH ee craTycoM reimu. O6pa3 6abouku
CTaHOBHUTCSI MaTpUIell ee HCIbITAaHWH Ha >KU3HEHHOM IyTH W Tparudeckoil cymsObl. Ee
KOH(ecCHOHANIbHAsT HMIACHTH(UKALUS CPOKYCHPOBaHA B CAKpPAJbHOW JICKCUKE OIEpBI.
TeoHMMHYECKUH KO MPOAYLMPYET SAIMOHCKUE PETMIMO3HbIE NPEACTaBICHHs, HPABCTBEHHbIE
HMHTEHIIMH, CETMEHThI MHU(OIOrHYecKHX croxeroB. O0pa3 «0abo4ku» BIUCAH HE TOJIBKO B
JYXOBHOE, PEJIMI'MO3HOE, HO U B IEH3a)XHOE NMPOCTPAHCTBO XYA0KECTBEHHOI'O MHUpPa OIEPHI.
Apxauyeckue, HAaLMOHAJIBbHO-KYJIBTYPHBIE aTPUOYThl HPOSBIAIOTCA B BepOajbHOU
pernpe3eHTaliy NPUPOAHO-NTAHIAGTHOrO KO/, OTPAKAIOIIEro CHELU(UKY IPUPOJHOIO
mupa Snonun. CeMaHTHUECKMH METOI HCCIEIOBaHMS pacKpbiBaeT B omepe «Mamgam
Batrepdusii» kKopryc apxXxanueckHx KyJIbTYPHBIX KOZOB, PEHPE3CHTHPYIOLMX CHEHUPUKY
SITMOHCKOH KyNIbTYphl. ['€HEe3UC M KyJIbTYPOJIOrHYECKHH KOMIIOHEHT NPELECHTHOrO UMEHU
[JIABHOW T€POMHH SBJIseTCs MU(OOOpa3yIONM CTePIKHEM HICiHO-00pa3HOro comepiKaHus
«uo-Uno-can». XynoxxkecTBeHHas Mozelb MHUpa, co3fgaHHas llyyuuHu, akkymynupyer u
TPaHCIUPYET SMOHCKUE KYJIbTYPHbBIE TPAIUINH ¥ IIEHHOCTH.
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MYTHOPOETIC, ETHNOCULTURAL PICTURE OF THE WORLD
IN THE OPERA MADAMA BUTTERFLY (C10-Cl0-SAN) BY GIACOMO PUCCINI

The cultural code is a key category of modern humanitarian discourse, attracting the
attention of philosophers, cultural scientists, linguists, and art critics. It transmits universal
ideas and constants of the material and spiritual life of an ethnic group. The ethnocultural
code becomes the key to the mythopoetic picture of the world reflected in a work of art. In
the speaker’s field of view are linguocultural codes that reproduce the national and ethnic
components of the mythopoetic model of the world in the opera Madama Butterfly (Cio-Cio-
san) Giacomo Puccini. In creating an ethnocultural picture of the world, one of the most
significant is the onomastic code. In linguistics, naming is considered as a trigger for
inclusion in the history of culture and a sign of ethnocultural tradition. The entomological
semantics of the name of the main character as a key element of the national picture of the
world forms a train of connotations and a layer of cultural meanings. In various world
religions, the butterfly was considered a symbol of the soul and immortality. The
protagonist’s anthroponym is motivated by her professional activities as a geisha. The image
of a butterfly, symbolizing the social status of the heroine, becomes the matrix of her trials in
life and tragic fate. Her confessional identification is focused in the sacred vocabulary of the
opera. The theonymic code produces Japanese religious ideas, moral intentions, segments of
mythological plots. The image of the ‘butterfly’ is inscribed not only in the spiritual,
religious, but also in the landscape space of the artistic world of opera. Archaic, national and
cultural attributes are manifested in the verbal representation of the natural landscape code,
reflecting the specifics of the natural world of Japan. The semantic method of research
reveals in the opera Madama Butterfly a body of archaic cultural codes that represent the
specifics of Japanese culture. The genesis and cultural component of the precedent name of
the main character is the myth-forming core of the ideological and figurative content of Chio-
Chio-san. The artistic model of the world created by Puccini accumulates and transmits
Japanese cultural traditions and values.

IIOITIOBA Amnacracusa FOpweBHa, couckamens, xagedpa ucmopuu
MYy3biky,  Yparvckas — eocyoapcmbennas  koHcepBamopus
umeru M. I1. Mycopeckoeo, Ekamepunbype, Poccus

Anastasiia Yu. POPOVA, Applicant, Music History Department,
Ural Mussorgsky State Conservatory, Yekaterinburg, Russia

BAJNET JIEOHUIA JIECATHUKOBA «OTIEPA» KAK OMMAX XXAHPY OIIEPHI SERIA

B nentpe nacrosimero nqoknaga — 6anet JI. A. JlecaraukoBa «Onepay, co3aaHHbII
um B 2013 romy mus Teatro alla Scala B Tanmeme €O CBOMM IOCTOSIHHBIM COABTOPOM,
xopeorpadom A. O. Parmanckum. Criektakip Ha Tekctbl [1. Meracrasuo u K. Tonbmgonn —
[IPUHOLIEHHE XYIOKHHMKOB UTalbIHCKOM OapouHoil omepe Seria. B mokmame aBrop
aHaNM3MUpyeT, Kak ee MHOrooOpasHble TPAJAWIMH BOCCO3JaHBl M  IEPECMOTPEHBI
JlecATHUKOBBIM B (hopMe OHOAKTHOro Oanera. DTH TPaJHIMU MPUCYTCTBYIOT BO BCEX €r0
KOMITOHEHTaX — B JIUOPETTO, IIe CTAJIKUBAIOTCS TEKCThl MeTtacTasno u3 pasHeix onep X VIII
Beka U GparmeHT «MemyapoB» ['onabp10HH. B KOMIO3UINH, OIHLIETBOPSIOUIEH «CBOETO pOAa
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HyTEBOAUTEND [0 apHsM, 00S3aTENbHBIM IS HTANBIHCKON omephl Serian. B Mys3bIkaabHOM
JpaMaTypruH TO CEPhE3HO, TO NPOHMYHO BOCKPECAIOT 00pa3bI-TEPON «Cephe3HOH oneps». B
HCTIOJIHUTEIIHCKOM COCTaBE KOMITO3UTOP COKpAIaeT YHCIO OO0S3aTEeIbHBIX BOKAaIBHBIX
TeMOpOB U J00aBJISIET HOBBIE WHCTPYMEHTANbHBIE. B My3bIKanbHOM si3biKe J{ECSATHUKOB
BEIITYKJIO IIEPEaeT CMBICT TEKCTOB, OTJISIBIBAsCh HAa CTPOM OapouHOM MY3BIKHM, HO HE
Konupys ero. Bropas uenb JOKIaga — HCCIENOBaTh KaKUM o0pa3oM MOJENb OHephl Seria
BcTpauBacTcsi JleCATHUKOBBIM B OaJeTHYIO NapTUTYpy. THIIOBBIE OapodHbIE apuul |
pEeUYNTATUBEI OH BKIIOYACT B JHAJOr C BEAyIIMMH (OpMaMH KIacCHUecKoro Oaiera —
adagio, Bapuanusmu, grand pas, co3maBas caMOOBITHOE CHHTETHYECKOE MONIOTHO. Kpome
TOro, My3bika «OTeps» ¢ ee IPKUMH KOHTpacTaMy U penbedHON MeJIoauKoH OnaronpusTHa
JUISL TDTaCTHYECKOW peanm3anid. B KoHIle NOkiaza cienaH BBIBON, 4To B «Orepe» MBI
BCTpeYaeMcsl He TOJBKO C YHUKAJIbHBIM IPEMEPOM MeTaomephl B OalleTHOI ompase, HO U
BHJIUM SIPKHIT 00pa3er TBOpUecKoro modepka JlecsTHIKOBa, Oa3upyronierocst HA OCTPOYMHON
UTpe C MY3BIKaJIBbHOHM Tpamuimeil. bamer BHOBb MOATBEp)KIaeT, YTO IHAIOr C HaCIeIueM
MIpONIIOro (OpMHUPYET MEePCOHATBHBIH CTHIb KOMIIO3HTOpA, a paboTa MO MOJENH CIY)KUT
OCHOBO¥ €ro XyJ0)KeCTBEHHOT'0 METO/Ia.

BALLET OPERA OF LEONID DESYATNIKOV AS HOMAGE TO THE OPERA SERIA GENRE

The focus of this report is Leonid Desyatnikov’s ballet Opera, which he created in
2013 for the Teatro alla Scala in tandem with his permanent co-author, choreographer Alexei
Ratmansky. The ballet based on the texts by Pietro Metastasio and Carlo Goldoni is an
homage to the artists of the Italian Baroque opera seria. In the report, the author analyzes
how the diverse traditions of opera seria were recreated and revised by Desyatnikov in the
form of a one-act ballet. These traditions are present in all its components — in the libretto,
where the texts of Metastasio from various operas of the 18™ century and a fragment of
Goldoni’s Memorie collide. In a composition, embodying ‘a kind of guide to the arias
required for the Italian opera seria.’? In musical drama, sometimes seriously, sometimes
ironically, the characters of the ‘serious opera’ resurrect. In the performance line-up, where
the composer reduces the number of mandatory vocal timbres and adds new instrumental
ones. In the musical language, which Desyatnikov conveys the meaning of the texts in a
convex way, looking back at the structure of Baroque music, but not copying it. The second
purpose of the report is to explore how the model of the opera seria is integrated by
Desyatnikov into the ballet score. He includes typical baroque arias and recitatives in a
dialogue with the leading forms of classical ballet — adagio, variations, grand pas, creating
an original synthetic canvas. In addition, the music of the Opera, with its vivid contrasts and
relief melodies, is favorable for plastic realization. At the end of the report, the author comes
to the conclusion, that in Opera we meet not only with a unique example of meta-opera in a
ballet setting, but also see a vivid example of Desyatnikov’s creative handwriting, based on a
witty game with musical tradition. The ballet confirms once again that dialogue with the
legacy of the past forms the composer’s personal style, and the work on the model serves as
the basis of his artistic method.

1 Jlecammnuros JI. A. C camMoro Hadana s 3Haj, 4TO MBI J€aeM HEKHil Haii/ukecT Ha Tembl Opera seria [MHTepBbio
C. B. Xonnesa] // Kommepcanr. 2013. 13 gexabps. Ne 46. C. 23.
2 Ibid.
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«ITPOCTASI MEJIOAVSI» B OTIEPAX BATHEPA — )XAHPHI 1 @Y HKIIAN

[IpencraBneHnst 0 <«IPOCTOM MeJNOOUM» OYEHb pPa3HOOOpa3HBL JlocTaToYHO
TIOIPOCHUTH OIIPEZeIeHNs — M JIBa YeloBeKa HaBepHsKa B HeM He coiayrcs. Kommosuropos
9TO KacaeTcsl B HauBbIcIIeH creneHn. OHAKO eCIM IOCMOTpPETh Ha Ipo0IeMy BHYTPH TOJIBKO
HEMEIKOM TpaaWIi{, Mbl HaiileM 110 MeHbIIeH Mepe OfHYy VYCTOSBIIYIOCS W
BOCIIPHHIMAEMYI0 KaK OYeHb €CTECTBEHHAs CXEMY, I'Jie BEHIIOM M ILeJIbI0 HaNpsDKEHHOTO
JIpaMaTH9IeCKOTr0 Pa3BHTHS BBICTYNAaeT XopajbHas menonws. Ha mprumepe BTOoporo akra
«Tpucrana n WM3onpap» Oynmer moOKa3aHO, Kak BarHep HCIONB30BaJl STOT HPHHIMI,
3aKkaMy(JIMPOBaHHBIM IOJ «CPEIHEBEKOBHIH MOTHBY». llosBiIeHHE TEeMBI IperBapseTcs
MOABEMOM TI0 «CTYNEHSAM» Iyd3Ta, TAe «DYHKIUS pa3BHTHS» BBIpaXKaeT ceOs B
TOCTIeIOBATEIbHON CcMeHe >kaHpoB. COBEpIIEHHO Jpyras 3aKOHOMEPHOCTh YIpaBIsieT
JBIDKEHHEM MY3bIKAJIBHOW ApaMatypruu «Maiicrep3uarepoBy. [1ockonbKy Tema omepsl —
COYMHEHHE TeCeH, MOCTOJIbKY W HawIydlllas M3 HHX, caMasl «IpocTashy IecHs BampTepa
CTaHOBHUTCSI BEHIIOM LEMOYKH MeceH. 371eCh KOMIIO3UTOp AEHCTBYET MPOTHBOIOIOKHBIM
00pa3oM, IeMOHCTPHUPYs pa3HOOOpa3HbIE BO3MOXXHOCTH YKaHpa IPH COOJIOICHUH HEKOTOPBIX
TpeOoBaHUi MaiicTepsanra. [IporeccoM oxBaueHa Bcs Omepa, a €ro BbIBOA — (DHUHAIBHBIH
XOp-XOpaJl — €JUHCTBEHHbIH NPUMEp MOZO0OHOr0 3aKII0YEHHUS B OllepaX, HAIMMCAHHBIX 110CIe
1850 r. Eme omuH BapHaHT «IpOCTOM MeNoguM» — 3TO TaK Has3biBaemas Tema «Hyma
Crpacthoit Ilsatauns» B Tpersem axte «lapcudans». OHa BBOOWTCS Kak KOHTpAcTHas
mocie KyIbMMHAIMM M TI0 CMBICIY IIPOTHUBONOJIOXKHA CJIEAYIOIIEMY 3a HEeH IIEeCTBHIO,
nepepacraroiieMy B TpaypHbli Mapul. Ilockoibky ee ImpenBapseT OYeHb CIOXHOE
cuM(pOHHYECKOe JBW)KEHHE, MpogeMoHcTpupoBaTh ¢QyHkuuio «CrpactHod [IaTHHIBD)
YIAcTCs JIMILIb C IIOMOIIBIO CXEMBbl, YUUTBIBAIOIIEH CONMpPSDKEHUE TEM U MPOINOPLUH. 3apaHee
MOJKHO CKa3aTh, YTO €CIM CUUTATh BCE TEMbl ONEPbl NPOU3BOJHBIMH OT UCXOIHOH (JIeBast
[apTUsi aHAUTUTUKOB), TO KOHTPACTHOCTh 3TOH «IIPOCTOH MEJOIUH», a PABHO U €€ MHUMast
«IIpOCTOTa» OOYCIIOBJICHBI HEOKHIAHHBIM JUIS ONepbl kaHpoM. Ecim jxke monarate 4To
KOMIIO3UTOp ObLT 03a004eH HE CTONBKO KOMOHHATOPHKOM, CKOJNBKO CBSI3HOCTHIO TEM,
CIIBILITHOM OJ1arofaps HEKOTOPBIM aHAJIOrUsM (TIpaBast TAPTHUs AHAIMTHUKOB), TO Anu304 «Hyna
CrpactHoll [IATHHIIBI» CTAaHOBHUTCS €I€ HHTEPECHEE B KOMIIO3UIIMOHHOM OTHOIICHUH,
IIOCKOJIBKY BBICTYIIAe€T KaK 3HAMEHHE, CBHUJACTENILCTBYIOIIEE O TOM, YTO IPOCTPAHCTBO U
BpeMsl CTald MEHATHCS, INPETBOPSACH B HEYTO HOBOE, 4ero euie He Obulo. BbiBompl: Ha
NpUMepe <«TIPOCTOH MENIOAMKM» Kak HamOonee BaKHOIO SIU30/a, CTATHBAIOLIErO |
JIepyKallero Bce Mpoure, SICHO, YTO ee 3ByKoBas (opma, )aHp M (HYHKIUH ONpPEACNISIOTCS
KaHPOM Ka)K/IOM Omepbl, €M II0A JXKaHPOM B JAHHOM Cilyyae IOHMMATh COBEPILIEHHO
WHIMBHUIYAIBHOE XYIOXKECTBEHHOE €IMHCTBO, BBIPAKEHHE, CKOHLECHTPHPOBAHHOE Ha
IJIaBHOW B TOT MOMEHT LISJTH.

‘SIMPLE MELODY” IN WAGNER’S OPERAS: GENRES AND FUNCTIONS

The ideas of a ‘simple melody” are very diverse. It is enough to ask for a definition —
and two people will certainly not agree on it. This applies to composers in the highest degree.
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However, if we look at the problem within the German tradition alone, we will find at least
one well-established and perceived as a very natural scheme, where the chorale melody acts
as the crown and goal of intense dramatic development. Using the example of the second act
of Tristan und Isolde, it will be shown how Wagner used this principle, disguised as a
‘medieval motif.” The appearance of the theme is preceded by a rise up the ‘steps’ of the duo,
where the ‘development function’ expresses itself in a consistent change of genres. A
completely different pattern governs the movement of the musical drama of the
Meistersingers. Since the theme of the opera is songwriting, as well as the best of them,
Walter’s most ‘idle’ song becomes the crown of the chain of songs. Here, the composer acts
in the opposite way, demonstrating the diverse possibilities of the genre using some of the
requirements of the meistersang. This process covers the whole opera, and its conclusion —
the final chorale — is the only example of such a conclusion in Wagner’s operas written after
1850. Another variation of the ‘simple melody’ is the so-called Das Wunder von Karfreitag
theme in the Third Act of Parsifal. It is introduced as a contrast after the climax and in
meaning is opposite to the procession following it, which develops into a funeral march.
Since it is preceded by a very complex symphonic movement, it will be possible to
demonstrate the function of Guter Freitag only with the help of a scheme that takes into
account the conjugation of themes and proportions. It can be said in advance that if we
consider all the themes of the opera to be derived from the original one (the left party of
analysts), then the contrast of this ‘simple melody,” as well as its imaginary ‘simplicity,” are
due to the genre unexpected for the opera. If we assume that the composer was concerned
with the coherence of topics hearing through some analogies rather than with combinatorics
(the right-wing party of analysts), then the episode of the Das Wunder von Karfreitag
becomes even more interesting compositionally, since it acts as a sign indicating that space
and time began to change, turning into something new, what hasn’t happened yet.
Conclusions: the examples of ‘simple melody’ as the most important episodes, which pulls
together and holds all the others, make us clear that their sound form, genre and functions are
determined by the genre of each opera, if by genre in this case we mean a completely
individual artistic unity, expression concentrated on the main goal at that moment.

IToukaeBa Bnammena OvsreroBHa, crmydenmka 4 kypca, xagpedpa
MY3bIKAAbHOU XypHasucmuku, Poccutickas axademus mysviku
umenu I'necunwvix, Mock6a, Poccus

Hayunbmt pyxosommrens — Harmma JlaHa AjlekcaHOpoBHa,
KaHIWIAT UCKYCCTBOBEIEHMS

Vladlena O. Pochkaeva, 4# Year Student, Music Journalism
Department, Gnesin Russian Academy of Music, Moscow,
Russia

Scientific adviser —Dana A. Nagina, PhD

OnEPbI H. A. PUMCKOro-KOPCAKOBA B UHTEPIIPETALIMU JIMUTPHSI UEPHSAKOBA:
B3IJIS1] OTEYECTBEHHOV KPUTUKU

Nma Jmutpuss YepHsKoBa, BBIJAIOUIETOCS ONEPHOTO PEXHUCCEPA, CETOTHS
aCCOLMMPYETCS C HOBAaTOPCKUMH W HKCICPHUMEHTANBHBIMU DPEIICHUSIMA B MY3BIKAIEHOM
tearpe. OH nocraBui Gonee 30 crieKTakiIel U CTan JaypeaToM psifa MPeCTIDKHBIX Harpas, B
TOM 4mcie «30J0TOM Mackw» M MEKIYHapOIHOW omepHoi mpemun The Opera Awards.
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TBopuecTBO pekrccepa BBI3BIBACT OypHBIH HHTEpeC HE TONBKO Y 3puUTeled, HO H
npogeccronanoB. Ero paGoTel mpuBnekaroT BHUMaHHE KPUTHKOB, JKYypHAJIHCTOB, BBI3BIBAS
pa3gHbIe PeaKuy ¥ KOMMEHTapUH, CTAHOBATCS OOBEKTOM IIyOOKOTO aHaJIH3a U IOBOZOM
JUISL HAIMCaHWs MY3BIKOBEIYECKHX M TEeaTPOBETYECKUX HCCIEeIOBaHME. AMEpHKaHCKHH
My3sikoBenn CtuBeH Meifep Tak oxapakrepusoBanl pexuccepa: «/Imurpuit YepHsaxoB —
HOBaTOp, KOTOPHIM CBOMM TBOPYECTBOM H3MEHSET IPEICTABICHHE O TOM, YeM MOXET OBITH
TeaTp M omepHoe HcKyccTBo». Ocoboe MecTo B TBopuecTBe YepHsSKOBa 3aHUMAIOT
nocranoBku onep H. A. Pumckoro-KopcakoBa — HMMEHHO K €ro HaclIeAuIO pexKuccep
oOparaercs Jaiie BCero, HHTepIPETHPYS CIOKETH ICTOPHIECKHUX M CKa30YHBIX OIep B pycie
COIMAEHO-3HAYMMON TIPOOIeMaTHKi. B 3THX CIIEKTaKIIX HaXOAAT BOIUIOIICHHE BaXKHBIE
JUIsT TBOpYecTBa YepHSIKOBa TeMbl — TOTaJbHAas HECBOOOKA JMYHOCTH, OJMHOYECTBO
YeJloBeKa B TOJIIE, MONUTHYECKOe HAcWiINe M OecCOMONIHOCTh WHIMBHAA Tepel JHUIIOM
CIJIBHBIX MHpa cero. B jokiane paccMaTpHBaloTCsl CIEKTakian YepHskoBa MO omepam
Pumckoro-KopcakoBa — «Cxka3anne o HeBuUmuMoM rpane Kurexxe m nese DeBpoHUM»
(2012), «llapckas HeBecra» (2013), «CHerypoukay» (2017), «Cxazka o mape Canrane» (2019)
n «Canxoy (2020). Kakumu momyuannch 9Tu ocraHoBku? Kakue XymoxecTBEeHHBIE METOIBI
ucronp3yer UYepHsAKOB Uil peanm3anuu  cBoux wmael? Kak oleHMBaeT CHEKTaKIU
oTedecTBeHHas kputuka? Ha 3T Bommpockl aBTOp crapaercsi HAaWTH OTBETHI B paMKaX CBOETO
JIOKJTa/1a.

RimMskY-KORSAKOV’S OPERAS AS INTERPRETED BY DMITRI TCHERNIAKOV:
WHAT Do RussIAN CRITICS SAY?

The name of Dmitri Tcherniakov, an outstanding opera director, has been
synonymous with innovative and experimental solutions in musical theatre. Tcherniakov has
staged over 30 productions and is a winner of numerous prestigious awards, including the
Golden Mask and the International Opera Awards. Tcherniakov’s productions arise a great
interest to the general public as well as those with more professional expertise in theatre and
music. He is in the spotlight of critics and journalists who give him dramatically different
reviews. His works become the subject of an in-depth analysis and the focus of research in
musicology and theatre studies. According to Steven Mayer, an American musicologist,
Tcherniakov is a true pioneer whose creativity transforms the idea of what opera and theatre
can be like. In his work, Tcherniakov gives a very special place to Rimsky-Korsakov’s
operas. He is known for his socially-minded interpretations of Rimsky-Korsakov’s legacy, be
it a fairy tale or an opera with a historic plot. Thus, Tcherniakov’s productions are a
mouthpiece of social agenda. In them, he tells his audiences about a total lack of freedom, a
feeling of loneliness in a crowd, political violence and a person’s helplessness in the face of
the powerful. The conference report will discuss Tcherniakov’s productions of Rimsky-
Korsakov’s operas: The Legend of the Invisible City of Kitezh and the Maiden Fevroniya
(2012), The Tsar’s Bride (2013), The Snow Maiden (2017), The Tale of Tsar Saltan (2019)
and Sadko (2020). In particular, the report aims to provide answers to a range of questions.
What are these productions like? What range of artistic methods does Tcherniakov use to
implement his ideas? What do Russian critics think about Tcherniakov’s productions?

166



IIPVITAHOBA Enena BnagumuposHa, KaHouoam
uckyccmbobedenus, Ooyenm, kagpedpa UCTOpUL MY3biK,
Husxeeopodckas eocyoapcmbennasn  xoncepbamopus umenu
M. U. Taunxu, Huxcnun HoBeopod, Poccus

Elena V. PRIDANOVA, PhD, Associate Professor, Music History
Department, Glinka Nizhny Novgorod State Conservatoire,
Nizhny Novgorod, Russia

OrnEerbl K. B. I'JTIOKA B ITDTACTUYECKOM ITPOYTEHUU AWICEOPHI JIVHKAH

My3bIKaNBHBI TeaTp OKa3al OrPOMHOE BIMSHHE Ha BBIPA3HTENBHBIE PECYpPCHI
MHCTPYMCHTAIIBHBIX IIPOM3BEJCHHUI HE TONBKO KJIACCHYECKOr0, HO M HOCIETYIOIIHNX
HnepuoaoB. BoT moueMy mMapTUTypsl omep M OaJleTOB IPEACTABILIIOTCS IUIONOTBOPHBIM
WCTOYHHKOM U1 BBISBICHHMS B HUX KHHETHYECKOrO (WIM, MONB3YSICh COBPEMEHHOMN
TEPMUHOJIOTHEH, JKeCTOBOr0) CONEPIKaTeNbHOr0 IUIAacTa, KOTOBI CTaHOBHTCS Oolee
pesibeHBIM TIpU €ro yOeIUTEIBHOM «IePeBOIe» Ha S3BIK IUIACTHKU. CBOOOIHBIH TaHeIl
Aticenops! JlyHKaH BUIUTCS IUIOJOTBOPHBIM «HMHCTPYMEHTOM) JULSL PEILEHHMSI 3TOH 3a1auu Ha
Matepualie TeaTpalbHOro TBopuecTBa Iroka. Ilpexkae Bcero, MOTOMY d4TO OHa Oblia
HOCIeI0BaTeNIbHULICH (DPaHIy3CKOro MeBIa M MY3BIKAJIBHOTO MEJarora BTOPOH MOJIOBHHBI
XIX Beka ®pancya Jlenbcapra, pa3pabOTaBLIIEro M YCHEHIHO amnpoOMpOBaBLIEro B
COOCTBEHHON  apTHCTHYECKOH JCSTENbHOCTH OPHIMHAIBHYIO TEOPHI0  «CEMHUOTHKU
JBIDKCHUI», B TOM YHCJIE, Ha OCHOBE IJIyOOKOI'O OCMBICICHHS B3aMMOCBSI3M WHTOHALUH U
xecra. Kpome TOro, amepukaHcKas TaHIOBIUMLA BOCIIMTBHIBAJACh B CEMbE IMAHHUCTKH,
chbllllajia MY3bIKY C JETCTBa, a BIOCIEJICTBMM MHOTrO OOIIAaNach C HCIONHUTEISIMH U
komnosutopamu (B yactHoctH, ¢ A. H. CkpsOuHBIM), KOTOpBIX YyOexnpaiu ee
XYIOXKECTBEHHBIE 3KCIICPUMEHTBI. JlaHHbIEe O0OCTOATENbCTBA IO3BOJISIIOT — BBICKA3aTh
PEJITION0KEHNE O JIOCTOBEPHOCTH OCYILECTBICHHOH €10 MHTEPIPETAMH 3BYKOBOH MaTepHu
SI3bIKOM IUIACTHKU M, B CBOIO O4epeib, Oojiee JeTalbHO SKCIUIMLMPOBATH 3AJI0KCHHBIH B
MY3BIKAJIBHOH O0Opa3HOCTH KHMHETHYecKuil moreHuuman. [lockonbky Alicemopa THIATEIbHO
IPO/IyMbIBajla CBOM KOMIIO3MLMM, OHM HE MEHSIMCh OT BBICTYIUICHHS K BBICTYIUICHHIO.
Kpome Toro, ee MHOrO4MCIIEHHBIE TI0CIIEI0OBATEIbHUIIBI 3ay4UBAIN UX B TOM BUJIE, B KAKOM
OHM OBUIM CO3/1aHbl MX aBTOPOM — OCHOBATENIbHUIEH AETCKUX IIKOJ-CTYAWH, M CeroiHs
MHOI'ME U3 HUX 3a)MKCHPOBaHbI B BUJICO3AIMCU. B pe3ynbraTe COBpeMEHHbI HcCiIen0BaTellb
HUMEET YHUKAJIbHYIO BO3MOXXHOCTb COOTHECTH MY3BIKAJbHBIH ¥ IUIACTHYECKHMI BapHaHThI
«3BY4aHUs» OMycOB [JIIOKa, MPOJMB CBET KAaK Ha NpOOJIEMYy MX B3aUMOBIIMSHMS, TaK U Ha
00raTcTBO XyHI0XKECTBEHHOTO MHpa Komro3uTopa. Cpeiu npou3BeeHHi, KOTOpbIe BOIUIH B
penepryap [JyukaHn, — orpeiBku u3 «ldurennn B Apnune», «durenun B TaBpume»,
«Anbuectei» U «Opdesi». B moknazge Ha OCHOBE M3y4eHHs MMEIOIIMXCS B BHICOAPXUBAX
KOMITO3MIIM BBISIBICHBI TPU THUIA XEHCKHX 00pa30B, IUIACTHYECKOE BOILUIOIIEHHE KOTOPBIX
COOTHECEHO C MY3bIKAJIbHBIMH TEKCTaMH BBIJIAIOIIET0Cs OMEPHOro pedopmaropa.

CHRISTOPHORFEO ED EURIDICE WILLIBALD GLUCK’S OPERAS IN A PLASTIC READING BY
ISADORA DUNCAN

Musical theater had a huge impact on the expressive resources of instrumental works
not only of the classical, but also of subsequent periods. That’s why the scores of operas and
ballets seem to be a fruitful source for revealing in them a kinetic (or, to use modern
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terminology, a gestural) substantial layer, which becomes more prominent when it’s
convincingly ‘translated” into the language of plastics. Isadora Duncan’s free dance is seen as
a fruitful analytical tool for solving this problem based on the material of Gluck’s theatrical
work. First of all, because she was a follower of the French singer and music teacher of the
second half of the 19" century Francois Delsarte, who developed and successfully tested in
his own artistic activity the original theory of ‘semiotics of body movement’, including on the
basis of a deep understanding of the relationship between intonation and gesture. In addition,
the American dancer was raised in the family of a pianist, heard music from childhood, and
subsequently communicated a lot with performers and composers (in particular, with
Alexander Scriabin), who were convinced by her artistic experiments. These circumstances
allow us to make an assumption about some reliability of her interpretation of sound matter in
the language of plastics and, in turn, to explicate in more detail the kinetic potential inherent
in musical imagery. Since Isadora carefully thought out her compositions, they did not
change from performance to performance. In addition, her numerous followers memorized
them in the form in which they were created by their author, the founder of children’s studio
schools, and today many of them are fixed in video recordings. As a result, a modern
researcher has a unique opportunity to correlate musical and plastic variants of the ‘sound’ of
Gluck’s opuses, shedding light both on the problem of their mutual influence and on the
richness of the composer’s artistic world. Among the works included in Duncan’s repertoire
are excerpts from Iphigénie en Aulide, Iphigénie en Tauride, Alceste and Orfeo ed Euridice.
Based on the study of compositions available in video archives, the report identifies three
types of female images, the plastic embodiment of which is correlated with the musical texts
of an outstanding opera reformer.

IIBIUTAEBA Jlapuca dmurpueBHa, 00kmop uckyccmbobedeniis,
npogpeccop,  kagpedpa  meopuu U UCHOPUU  MY3bIKL,
Iepmckuti  eocyoapcmbernvlti.  UHCHIUMYM  KYABMYpSI,
Iepms, Poccus

Larisa D. PYLAEVA, Dr. Habil. (Doctor of Art Studies), Professor,
Theory and History of Music Department, Perm State
Institute of Culture, Perm, Russia

JIMBEPTUCMEHT B KJIABECUHHBIX I KAMEPHO-AHCAMBJIEBBIX COUMHEHMAX ®PAHITY3CKOI'O
BAPOKKO: O PASHOOBPA3MM KOMITO3UTOPCKMX PEILIEHUI

IomynspHOCTh TUBEPTUCMEHTA B MY3bIKe (hpaHIly3CKOro 0apoKKo 00yClIOBJIEeHa ero
TECHOH CBSI3BIO C KYNbTYPOH pa3BIICUEHUI, yBECEICHUN KOPOIEBCKOrO 1BOpa U MPHUIBOPHOM
apucTokpatud. IloguepkHyTO 3penuIUHBI XapakTep MAUBEPTHCMEHTHI MONy4Yadd B
Pa3IMYHOro poja CIeHUYECKHUX mocraHoBkax smoxu JlrogoBuka XIV — Gajnerax, «rpareausx
Ha My3bIKe», Omepax, JpaMaTH4ecKuX crekrakusax. Llemas mesiga  (paHIy3cKux
KOMIIO3UTOPOB BO TiaBe ¢ Jlrommm co3maBanu JUBEPTUCMEHTHI KaK CaMOCTOSITEIbHBIE
TearpanbHblie mbeckl: Aunpu J[emape, Anmpe Kawmmpa, Xau-XXozedp Mype. Upes
JIMBEPTUCMEHTA KaK CBOCOOPA3HOr0 MUHHATIOPHOTO CIIEKTAaK/Is OKa3aJlach MPHUBJIEKATEIbHOM
i knaBecuHucToB JKana-®pancya auapu€é u Jlym Knoma [lakena, koTopsie craiu
BKJIIOYATh B CBOM CIOUTHI 00bEANHEHHMS NTbEC 110]] OOIIM HANMEHOBaHUEM Ougepmucmenm. B
MOJIpaKaHhe TeaTPAIBHBIM MPoo0pa3aM 37ech MPHCYTCTBYIOT (DpaHIly3CKas YBEPTIOPHI U
MacmTaOHasl aKoH JHOO Maccakaibs B KadecTBe 3aBepiieHus. Bo Bropoit monosure XVIII
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BEeKa JMBEPTUCMEHT IIOJIYyYaeT pPaclpocTpaHEHWE B KaMepHO-aHCcaMOJEBOH JHTeparype,
CTAHOBSICh CAMOCTOSATENBHBIM JkaHpoM. OpHTrHHAIBHBIE IPUMEPHI TAKOTo poja — y Murmesns
Koppera: oqun HanmcaH 1uist 1ByX TpyO, coctaB uacreit (Pandapsl, Mapiir) B COOTBETCTBHH C
TeMOpaMH acCCOLMHPYETCS C BOSHHOH MY3BIKOH; IPYrod — HMHTEPECHBIH IPOrpaMMHBIH
obpazeny ¢ MOAPOOHBIMH KOMIO3HTOPCKUMH peMapkaMu (Hamomobme «BpemeH roma»
Axtonno Busanpam). CBsi3p 0oOnnka AWBEpTHCMEHTa C HCHOIHUTEIBCKUM COCTaBOM
IIPUCYTCTBYET U y Takoro aBropa, kak Hukoms IlleneBuiib: yqacTie BOJIBIHOK IpEAIoIaract
N300paKeHNEe KapTUH CENbCKOM JKM3HH. MHCTpyMEHTaN bHBIM —JHMBEPTHCMEHTaM B
3HAUUTENIFHOW CTETIeHH IPUCYIIAa WHAWBHIYAaJIbHOCTH pEIIeHWs, W30eraHue THUIUYHOTO H
HOpMaTuBHOro. HanpoTus, HeIpeMEeHHBIM SBISETCS UCIOIb30BaHUE TAaHIEBAIbHBIX KaHPOB,
CTpEMJICHHE K 3PENUIIHOCTH, MOJYEPKUBAEMOE 3BYKOU300Pa3UTENIbHBIMU DJIEMEHTAMU.
CBsi3p C TeaTpaJIbHBIMM HCTOKAaMH, BBICTYMAWOLIass B KauecTBE pOJOBOrO IIPU3HAKA,
¢urypupyet kak aTpuOyT (HpaHIy3CKOro HAMOHAIEHOTO MEHTAJIUTETA.

DIVERTIMENTO IN HARPSICHORD AND CHAMBER ENSEMBLE WORKS OF THE FRENCH BAROQUE:
ON THE VARIETY OF COMPOSITIONAL SOLUTIONS

The popularity of divertimento in French Baroque music is due to its close connection
with the culture of entertainment of the royal court and the court aristocracy. Divertissements
were spectacular in various kinds of stage productions of the Louis XIV era — ballets,
tragedies en musique, operas, dramatic performances. A number of French composers, led by
Lully, created divertissements as independent theatrical plays: Henri Desmarets, André
Campra, Jean-Joseph Mouret. The idea of a divertimento as a kind of miniature performance
turned out to be attractive to harpsichordists Jean-Frangois Dandrieu and Louis Claude
Daquin, who began to include in their suites combinations of pieces under the common name
divertimento. In imitation of theatrical prototypes, there are French overtures and a large-
scale chaconne or passacaglia as a conclusion. In the second half of the 18" century,
divertimento became widespread in chamber and ensemble literature, becoming an
independent genre. Michel Corrette has original examples of this kind: one is written for two
trumpets, the composition of the movements (Fanfare, March) in accordance with the timbres
is associated with military music; the other is an interesting program sample with detailed
composer’s remarks (like Le quattro stagioni by Antonio Vivaldi). The connection between
the appearance of the divertissement and the performing composition is also present in the
works by Nicolas Chédeville: the participation of bagpipes involves the depiction of rural life
paintings. Instrumental divertissements are largely characterized by the individuality of the
solution, avoiding the typical and normative features. On the contrary, the use of dance
genres, the desire for entertainment, emphasized by sound-imaginative elements, is
indispensable. The connection with theatrical origins, acting as a generic feature, appears as
an attribute of the French national mentality.

PAKY Mapwuna I'puropeeBHa, dokmop uckyccmboBedetiis,
Bedywuti Hayunwbill  compyoHuk, Locydapcmbennviil
uncmumym uckyccmbosvanus, MockBa, Poccus

Marina G. RAKU, Dr. Habil. (Doctor of Art Studies), Leading
Researcher, State Institute of Art Studies, Moscow,
Russia
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«IEAJIGHBINA TEATPY [IPOKO®BEBA — DTAIILI HEOCY LECTBJIEHISI

B noxnane craButcs Bompoc o TearpansHoM uaeane Cepres IlpokodseBa — nenn
€ro MCKaHui, 0ObEeAMHUBLIEH pa3HbIC JKAHPBI €0 TBOPYECTBA. YK€ B PAHHUX ONEPHBIX
OIIBITaX, PAaBHO KaK M B 00paIIeHNH K BOKaJbHOH MUHMATIOPE, B KAYECTBE KIII0Ya K PEIICHUIO
9TOM 3a/layd HaMeuaeTcsl JeKJIaMallusi: Kak BOKanpHas (1o cromaM Mycoprckoro u B
HEKOTOpOi noyieMuke ¢ Barnepom), Tak u akTepckas MenonexnaManus (B IPOAOIDKEHUE
CIIGHMYECKOH ¥ My3BIKQIBHO-TIOdTHUeCKOW Tpamuimu CepeOpsHOro Beka) — CIIOBO,
HOJIOKEHHOE Ha MY3BIKY, HO HE IOJUMHUBILEECS e 10 KOHIA. DTH MOMCKH TOATOIKHYIIH €ro
pa3MBIIUICHUS HaJ MOTEHLUHAIbHBIMH MapKCKUMM 3akazamu 1920-x romos  (Musr
Pyounmreiin u [llomansr ABuBuT). OHM OTKpBIBAJIM KOMITO3UTOPY IMYTh K HEKHM eIle He
OIpoOOBaHHBIM XXaHPaM M CHHTETHYECKHM TeaTpaJIbHBIM HAIPaBICHUSAM, HO, K COXKaJICHHIO,
He cocTosnch. HOBBIHM MMITY/IbC K TAKOIO POJia MOMCKAM, XOTS U B COBEPILIEHHO HHOM CTHJIE
U C MHOW MHUPOBO33pEHUYECKOM MOAKIaAKON, ocTynul kK Hemy B Havane 1930-x uz CCCP.
Pa3smympst Hajx COBMECTHOM paboOTOH C COBETCKMM — JpaMaryproM  AJeKcaHIpoM
A¢duHOreHOBBIM, CO3JaHHE MY3bIKAJIBbHON MapTUTYPHI K CreKTakisiM Ajekcanapa Taupoa
«Erunerckue Houn» u «EBrennit Onernn» B KamepHoM Tearpe, a 3aTeM M Hadajo paboThI
Haj «bopucom T'omyHOBEIM» ¢ BceeBomomom Meitepxonbaom mnpusonar IIpokodeeBa k
TOYHOH (hOPMYIHMPOBKE HANpPABICHUS CBOMX YCWIMH: «IeKIaMalus ¢ My3bIKOi». «MecToM
MPONUCKM» 3TOT0 HCKOMOTO JKaHpa, 0 €ro MbICIH, MOIJIa CTaTh Kak oOnepa, Tak M
npamatndeckuidi Tearp. OnmHAaKO Tparumueckas cyapba IOYTH BceX OJTHUX pabor (3a
UCKJIIOUYCHUEM JIOIIeIIIMX [0 cleHbl «Erumerckux Houei») He MO3BOJIMIA KOMIIO3UTOPY
OecHpensaTCTBeHHO HWATH MO 3TOMY HyTd. [ Bce ke oOmMpHOE aBTOLMTHPOBAHHE HE
UCHOJIB30BAHHOTO JIpaMaTH4YeCKUM TeaTpoM MaTepuana B OIEpHbIX omycax I[IpoxodbeBa
SBISCT HArJSIOHYIO CBS3b MEXKAYy OTUMH JAByMs cdepaMH ero TBOpUYECTBA U
B3aMMO3aBUCHMOCTh HMX O3CTETHYECKMX HJAEAloB B €ro mpeicTaBieHuax. OnxHako
HauOonbIIeMy NPHOIMKEHUIO K 3THM HJealaM CrocoOCTBoBana paboTa KOMIIO3UTOpA C
CepreemM DH3eHIITEHHOM, KOTOPBIN Tak ke, Kak [IpokodbeB paccMaTpuBai ONEPHBIN JKaHP
KaK OCHOBY OYZyIEro BCEOXBAaTHOI'O XY/IOXKECTBEHHOI'O CHHTE3a C BKIIOYEHHEM B HErO
BBIPA3UTEIbHBIX M TEXHUYECKUX CPEICTB 3BYyKoBOro kuHemarorpada. Ho u 3to, mno-
BUJIIMOMY, HE CTaJlo (pUHAJIBHBIM 3TanoM pa3MblluieHui [IpokodpeBa 0 CBOEM «uieaIbHOM
Tearpey. HekoTopble ITpUXH CTUIIS €r0 MOCIEHUX ONEPHBIX COUMHEHUI U CBUIETENBCTBA O
Pa3MbIIUICHUAX HaJ OyAylIMMH IUIaHAMH TOBOPST O HapaJOKCAIbHBIX MOBOPOTaX MbICIH,
KOTOpBIE MOIJIM 00€IaTh HelpeIcKa3yeMble JKaHPOBbIE PELICHHS, CIlle Pa3 ONPaB/bIBAIOT €ro
pEeTyTaLuo TeHusL.

‘IDEAL THEATER’ BY PROKOFIEV: PHASES OF NON-IMPLEMENTATION

The report raises the question of the theatrical ideal of Sergei Prokofiev — the goal of
his quest, which united the different genres of his work. Already in early operatic
experiments, as well as in turning to vocal miniature, declamation is outlined as the key to
solving this problem: both vocal (in the footsteps of Mussorgsky and in some polemics with
Wagner), and actor’s melodic declamation (in continuation of stage and musical poetic
tradition of the Silver Age) is a word set to music, but not completely subordinated to it. This
search prompted his consideration of potential Parisian commissions from the 1920s (Ilda
Rubinstein and Shoshana Avivit). They opened the way for the composer to certain untested
genres and synthetic theatrical directions, but, unfortunately, they did not take place. A new
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impulse for this kind of search, albeit in a completely different style and with a different
ideological background, came to him in the early 1930s from the USSR. Reflections on joint
work with the Soviet playwright Alexander Afinogenov, the creation of a musical score for
Alexander Tairov’s performances The Egyptian Nights and Eugene Onegin at the Chamber
Theater, and then the beginning of work on Boris Godunov with Vsevolod Meyerhold lead
Prokofiev to a precise formulation of the direction of his effort: ‘recitation with music.” In his
opinion, the ‘place of residance’ of this sought-after genre could be both opera and drama
theater. However, the tragic fate of almost all of these works (with the exception of The
Egyptian Nights that reached the stage) did not allow the composer to follow this path
unhindered. And yet, the extensive auto-citation of material not used by the dramatic theater
in Prokofiev’s operatic opuses demonstrates a clear connection between these two spheres of
his work and the interdependence of their aesthetic ideals in his ideas. However, the closest
approach to these ideals was facilitated by the composer’s work with Sergei Eisenstein, who,
like Prokofiev, considered the opera genre as the basis for a future all-encompassing artistic
synthesis with the inclusion of the expressive and technical means of sound cinema. But this,
apparently, did not become the final stage of Prokofiev’s thoughts about his ‘ideal theater.’
Some of the stylistic touches of his last operatic works and evidence of reflection on future
plans suggest paradoxical turns of thought that could promise unpredictable genre solutions,
once again justifying his reputation as a genius.

PEIIETHMKOBA Csemiana BnagmmuposHa, kanoudam
uckyccmbobedenus, — doyenm, — kagedpa  BokarbHO20
uckyccmba, Kasanckas eocyoapcmBennas koHcepBamopus.
umenu H. I. 2KueanoBa, Kasamv, Tamapcman, Poccus

Svetlana V. RESHETNIKOVA, PhD, Associate Professor,
Department of Vocal Art, Zhiganov Kazan State
Conservatoire, Kazan, Tatarstan, Russia

TBOPUYECKUI IPO®UJIb JIDKOBAHHU AHCAHU: K 280-JIETHEMY IOBWIEIO IIEBLIA

Jloknaz MOCBSIIEH BEIMKOMY HTanbsHCKoMy TeHopy koHuma XVIII — nagana XIX
BEKOB, HCIIOJIHUTEIO IIABHBIX MapTHil B onepax seria — JIxoBannu Auncanu (1744-1826).
B pabore paccmarpuBaroTCsi 0COOCHHOCTH €ro TBOpYECKoil ouorpaduu. AHcanu ObLT OYCHBb
SIPKOi (DUTYPOi B HCTOPHH ONEPHOrO HCIONHHUTENbCTBA. VICKyCCTBY mMeHHsi OH o0ydancs
npeanonoxutenbHo y H. Iloprmopbl, HeamomuTaHCKOro MasCTpO, BOCIUTABLIETO MEBLIOB-
kacratoB Qapunenun u Kadpdapennu. lebor Ancanu coctostics B 1768 romy B omepe
«3uumo» H. Homennu B 6omorckom Teatro Communale. C 1773 rosa oH Hagan BEICTYIATH B
KpYIHEHIMX Tearpax VTannu, UCIOMHSA TIIABHBIC MY>KCKHe apTiu (Primo Uuomo) B ormepax
seria . MbicnuBeuexka, I1. Audoccen, B. Mapruna-u-Conepa, Jx. Iauzuenno,
II. T'yabenbsmu, HapaBHE C TakKMMH  [POCIABICHHBIMM  II€BIIAMH-KacTpaTaMd  Kak
I'. ITakkbsiportl U @. PoHkanbst. ICOTHUTENbCKII CTHIHL AHCAHU OTIIHYAJICS HeOObIUaiHOM
BBIPA3UTEIBHOCTBIO, PEIKOH YHCTOTOW WMHTOHALMHM U OJecTsmeidl BOKAaJbHOW TEXHHKOM.
AHCaHHM IosIBIII ce0s1 HE TOJNBKO KaK ONEPHBIN UCTIOTHUTEINb, HO U KaK BOKAJIbHBIN I1e/1aror.
Ilo 3aBepuieHMM NEBYECKOM Kapbepbl OH NEpeleN K NpenojaBaTebCKOW AESTEIbHOCTH,
paborayl B HeamoJMTaHCKOM KoHcepsaTopuu Pieta dei Turchini m 3aHmmancst yacTHOM
npakTukod. OmgHUM U3 ero ydeHukoB Obul Oac Jlymmxu Jlabmami, kpome TOro, y Hero
CTaXXMPOBAJIUCh NPEICTABUTENM 3HAMEHUTOW MY3bIKaJIbHOW auHactuu ['apcua. TBopuecTBO
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AHCaHM OKa3aJI0 3HAYUTENFHOE BIMSHAE HA Pa3BUTHE OBOJIONUIO BOKAJIBHBIX H
IpamaTHdeckux aminiya B omepe pybexa XVII-XIX Bexos. braromaps mosBieHnio
HCIIOJHUTENEH, HONOOHBIX AHCAHH, CTATyC TEHOPOBOI'O I'0OJI0CA 3HAYUTEIIFHO MOBBICHIICS, U B
1770-1800-e roxs! TeHOpa B Heanorne cranm BBICTYIAaTh B OIepe HapaBHE ¢ KacTpatamu. 1
T€M, W APYTHUM TeNepb B CHEKTaKIIX MOIJH OBITh OTBEICHHI TJIABHBIE DPOJH: MYAPBIX
MIpaBUTEIICH, TePOeB-TI000BHUKOB, XpaOphIX BOSHAYAJIHHHKOB, COMEPHUKOB M COIO3HHKOB.
TeHnopa okazanuch He MeHee NPOBOPHBIMHU B TE€XHHKE INEHUs, HO Oojiee yOeanTEIbHBIMHU B
OTHOIIECHUH J[PAaMaTHYECKONH BBIPA3HTEIBHOCTH M, BIOCIEACTBHM, IOJHOCTHIO BBITECHWIN
KacTPaToB C ONEPHBIX CIIEH.

CREATIVE PROFILE OF GIOVANNI ANSANI: ON THE SINGER’S 280™ ANNIVERSARY

The paper is devoted to the great Italian tenor of the late 18™ and early 19% centuries,
performer of the main roles in operas seria — Giovanni Ansani (1744-1826). The work
examines the features of his creative biography. Ansani was a very bright figure in the history
of opera performance. He allegedly studied the art of singing from Niccolo Porpora, a
Neapolitan maestro who trained castati singers: Farinelli and Caffarelli. Giovanni Ansani’s
debut took place in 1768 in the opera Enzio by Niccolo Jommelli at the Teatro Communale in
Bologna. Since 1773, he began performing in the largest theaters in ltaly, performing the
main male roles (primo uomo) in the operas seria by Josef Myslivecek, Pasquale Anfossi,
Vicente Martin y Soler, Giovanni Paisiello, Pietro Guglielmi, along with such famous castrati
singers as Gaspare Pacchiarotti and Francesco Roncaglia. Giovanni Ansani’s performing
style was distinguished by extraordinary expressiveness, rare purity of intonation and brilliant
vocal technique. Ansani proved himself not only as an excellent opera performer, but also as
a talented vocal teacher. After completing his singing career, he moved on to teaching,
worked at the Neapolitan conservatory Pieta dei Turchini and was engaged in private
practice. One of Maestro Ansani’s students at the conservatory was bass Luigi Lablache, in
addition, representatives of the famous musical dynasty trained under him: tenor Manuel del
Populo Vicente Garcia and his son Manuel Patricio Rodriguez Garcia. Ansani’s work had a
significant influence on the development of the evolution of vocal and dramatic roles in opera
at the turn of the 18M-19™ centuries. Thanks to the emergence of performers like Ansani, the
status of the tenor voice increased significantly, and in the 1770s—1800s, tenors in Naples
began to perform in opera on a par with castrati. Both of them could now be given the main
roles in performances: wise rulers, hero-lovers, brave military leaders, rivals and allies.
Tenors turned out to be no less agile in singing technique, but more convincing in terms of
dramatic expressiveness and, subsequently, completely replaced castrati from opera stages.
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THE END K. CHBYIis: OIEPA JIJISl BOKAJIOUA

The End (2013) coBpemeHHOro simoHckoro kommosuropa Keitnunpo Cubyiis (1976)
— mepBasi orepa, HaIlMCaHHasl ISl CaMOro W3BECTHOro B SIMOHMY BoKajonaa XamyHe MUKy.
CounHeHNE SBISETCS €IMHCTBEHHBIM OITyCOM, CO3AaHHBIM CIIEIMANBHO IUISl BHPTYaJbHOU
NeBHIBI. BrIOOp TJIaBHOW TeporHH OOYCIOBHJI OCHOBHYIO NPOOJIEMATHKY IPOU3BEICHUSL.
CaMOCO3HaHHE HCKYCCTBEHHOIO MHTEIUIGKTA U OCMBICIICHHE UM ()EHOMEHa CMEpTH
BBIPAcTaeT A0 MaclTaboB apXETUIHYECKOro OWOJIeHCKOro croxera O TpeXOnaJieHHN.
My3bIKaJIBHBIH  S3BIK COYETACT COBPEMEHHbIC aKaJIeMHYECKHE TEXHUKH (DJIEKTPOHHAsS
My3bIKa, IIIyMbl, COHOPHCTHKA, PENIETUTHBHAS TEXHHUKA) U SIMOHCKHUM SCTPaIHbIi CTUIIb j-rock,
Xapakrepusyrommii  repouHto.  DopMHpOBaHHME ~ CLEHMYECKOIO  HPOCTPAaHCTBA U
MOJICTUPOBAHUE NIEPCOHAXKEH MPOMCXOIUT NPU IIOMOIIM rojorpamm, oopas XaryHe Muky
pemen B rpaduke anume. Croxer 00 «O4eIOBEUMBAHHM» BOKAJIOMAA PaCKpBIBacTCS
MOCPE/ICTBOM OCOOEHHOCTEH OIEPHOro jKaHpa: ajuleropuyeckas Gpadyna HaXOAUT OTpaKEeHUE
B MY3BIKQJIbHOH JpaMaTypruy; IPUCYTCTBYIOT TPaJMIMOHHO-ONEPHbIE HKAHPOBBIE
COCTABJIAIOIME — apUH, MEJIOAU3UPOBAHHbBIC PEUMTATHBbI, PEUCBBIC JUAJIOTH U MOHOJIOTH;
KOMITO3MIIMS IIPE/ICTaBI€Ha HOMEPHOM CTPYKTYpOH; oOIlepa OTKPbIBAaeTCs BCTYILICHHEM,
IOCTPOGHHBIM ~ HAa  OCHOBHBIX  HMHCTPYMCHTAJbHBIX  JICHTMOTHBAX;  HEPCOHAXH
XapaKTepU3yloTCs JIeUTTeMOpaMu; KaXkIblii I'epoil MpeicTaBieH ONPEIeICHHBIM THUIIOM
BOKAQJIFHOTO WHTOHHPOBAHUS (MEJNOIUYECKHH PEYUTATUB, PUTMHU30BAHHAS pEYb), JIEHUT-
crunsiMa - (J-rock) u  sefiT-TexHUKamMu  (PEMETUTHBHOCTH); BH3YyallbHAsh COCTABJISIONIAs
MOIYEPKHYTO HATJISIJHO BOIUIOIIAET COJEp)KaHHE TEKCTa JIMOPETTO, MBICIH, YyBCTBA M
neiicTBusl mepcoHaxkeil. Omepa mpeayiaraeT HOBBIH YPOBEHb CHHTE3a MY3bIKH, CIIOBA,
BU3YaJIbHOTO OOPMIICHHUS: BCE KOMIOHEHTHI CIAsHbI BOSIMHO, «IIPOPACTAIOTY APYT B ApYTe,
MOPO’K/Iast HOBBIE CMBICIBI U acconuarmu. B The End meperuierensr kynsTypsl Bocroka u
3anana. SIMOHCKME TpaJuIMU BBIPAXKAIOTCS B IPUMEHEHWHM HAIMOHAJIBHBIX PEIUTHO3HBIX
00pa30B-CHMBOJIOB, OOpAIICHIN K BOKATOUIaM, BHEAPSHHUH XaHpa j-rock u rpaduku aHnme,
a TaKKe aKICHTUPOBAHMM BHUMaHHMS Ha Mpo0jeMax TEXHHYECKOro Iporpecca,
AQTOMHU3MPOBAaHHOCTH OOIIECTBA W TOTAJIBLHOTO OJMHOYECTBA uesioBeka. OT 3amaiHOM
TPaJAMLIMKM 3aUMCTBYETCS JKaHPOBas OCHOBA M €€ BBIPa3HTEIbHbIC BO3MOXKHOCTH,
MY3BIKAJIbHBIE TIPUHIAIEI PA3BUTHS M COBPEMEHHBIE TEXHUKH NMUchMa. CIUlaB ABYX KYIBTYp
JIeJIaeT orepy yHHBEPCAIbHBIM IPOU3BEICHHEM, HAlIPaBJICHHBIM Ha IyOJIMKY BCETO MHUpa.
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THE END BY KEIICHIRO SHIBUYA: OPERA FOR VOCALOID

The End (2013) by contemporary Japanese composer Keiichiro Shibuya (1976) is the
first opera for Japan’s most famous vocaloid, Hatsune Miku. The composition is the only
opus created specifically for the virtual singer. The choice of the main character determined
the main issues of the opera. The self-awareness of artificial intelligence and its
understanding of the phenomenon of death grows to the scale of the archetypal biblical story
of the Fall. The musical language combines academic traditions (electronic music, noise,
sonorism, repetitive technique) and the Japanese j-rock pop style, which characterizes
Hatsune Miku. The formation of the stage space and modeling of characters occurs with the
help of holograms; the image of Hatsune Miku is depicted in anime graphics. The plot of the
‘humanization’ of the vocaloid is revealed through the features of the operatic genre: the
allegorical fable is reflected in musical dramaturgy; there are traditional operatic genre
components — arias, melodized recitatives, spoken dialogues and monologues; the
composition is represented by a number structure; the opera opens with an introduction built
on the main instrumental leitmotifs; characters are characterized by leittimbres; each
character is represented by a certain type of vocal intonation (melodic recitative, rhythmic
speech), leitstyles (j-rock) and leittechniques (repetitive technique); the visual component
emphatically clearly embodies the content of the libretto text, thoughts, feelings and actions
of the characters. Opera offers a new level of synthesis of music, words, and visual design: all
components are welded together, ‘grow’ into each other, giving rise to new meanings and
associations. The End intertwines the cultures of East and West. Japanese traditions are
expressed in the use of national religious images and symbols, appeal to vocaloids, the
introduction of the j-rock genre and anime graphics, as well as focusing on the problems of
technological progress, the atomization of society and the total loneliness of man. The genre
basis and its expressive capabilities, musical principles of development and modern writing
techniques are borrowed from the Western tradition. The fusion of two cultures makes opera
a universal work aimed at audiences all over the world.

POMAIIIYK VmaHa MwuxanioBHa, dokmop uckyccmboBederis,
npocpeccop, npopexmop, TocydapcmBertviti MYy3bIKAALHO-
nedaeoeuueckuil uncmumym umenu M. M. Unnoiumoba-
W6Banoba, MockBa, Poccus

Inna ROMATSCHUK, Dr. Habil. (Doctor of Art Studies), Full
Professor, ~ Vice-Rector, Ippolitov-Ivanov  Music — and
Pedagogical State Institute, Moscow, Russia

OIEPHBIN TEATP AHTOHUO CIIAZJABEKKHA

Bpems u onepa, 3a0bIThie POM3BE/ICHUS, paHee BOCTPEOOBAHHBIE MY3bIKATbHBIMHU
TearpaMH W HMX CONPUYACTHOCTH HCTOPUHM OTEUECTBEHHOH KYNbTYPbl — O3TH M JpYrue
mpoOJieMbl BO3HUKAIOT TMpPU OOpalieHHd K HACIeAWI0 AHTOHHO DMMaHYHIOBHYA
CnagaBekkna (1907-1988), uMst U TBOpYECTBO KOTOPOrO OCTAarOTCs B TeHU. [IpmHammexa
KOrOpT€ COBETCKMX KOMIIO3MUTOPOB CTAapIIero MOKOJEHUs, OH OCTaBHJI OONbIIOE Hacieue.
OCHOBHOE MECTO B HEM 3aHHMAIOT MY3bIKaJbHO-TEaTpaJbHbIC KAHPbI, MPEXKIEC BCEro —
orepsbl, co3nanHble Ha npoTsbkeHun 1940—1980-x romgoB. OHM BXOJMIIM B periepTyap pa3HbIX
TEaTpoB CTPaHbl, OPraHUYHO BIUCHIBANCH B KYJBTYPY CBOCTO BPEMEHH, OTBEYas Ha €ro
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3ampochl. BeutM co3By4HBI MCTOpHYECKOH pediekchu, TemMaM M oOpaszam, IpsSMO WM
KOCBEHHO CBS3aHHBIM C  COOBITHSAMH  PEBONIOIMH, BOWHBI, C  IIOTPSCEHUSIMH,
MePEBOPAYMBAIIIMHA CYIbOBI Jitojeh («XokaeHue mo mykam», 1949-1953; «Osony, 1957;
«Oxkn», 1967, «Cynpba dwexucra EpmakoBay, 1984). Bmecte ¢ TeM KOMIIO3UTOp, C
MPUCYIIUMH €My HCKPOMETHBIM OMOPOM U TIPOCTOCEPACYHOH JIMPUKOH PacKpBIT
coziepkanue Komenun xapakrepos Kapio [Nombronn «Xo3siiku roctuauip (1947). Macrep
BBEIPA3UTEIBHOI0 MY3BIKAJIBHOIO IOPTPETa (YTO XapaKTEepHO Ul BCEX €ro OIep), OH CO3Iall
JKUBOH, SIpKHi1 onepHbIi 00pa3 I1IBeiika B onepe ¢ caTHPUIECKUMH, TPOTECKHBIMU CIIEHAMH 1
curyarmsivu («bpassiii conpat I1IBefik», 1962). CrnagaBekkna 9yBCTBOBaN BKYC K Pa3HBIM
HalMOHAIBHBIM KynbTypaM. @DONbKIOpHBIE MOTHBBI JONOJHSAIOT OOIIMH TEKCT OIep
KOMIIO3UTOpa, TPUAAIOT WM OCOOBI KOJNOPHUT M JIOCTOBEPHOCTH (aJUTIO3MHM, ILIUTATHI,
»kaHpoBble (opmer). Beernma sicHo n 4eTko BBICTpOoeHHas! ApaMaryprus omep CriagaBeKkuna
HMEeT CBOCH OCHOBOHM MIMPOKHWH KpYr TpagulHid PYcCKOH M 3apyOekHOI MY3BIKH (37ech
Ba)kKHa TIO9THKA accolyaryii). ViMess UTaJbSHCKYIO POIOCIOBHYIO, OH C SIBHBIM HMHTEPECOM
oOpamancss K CBOHCTBAM OSTOH ONEPHOH KYJIBTYPHI, COXPAHSUI NPHOPUTET B OTHOIICHUH
PYCCKOI KJTacCHKH, McTbITal BiausHue [IpokodpreBa. B onepHOil KynbType MUHYBIIETO BeKa
BBIJIETIMIIACH U JIO0 CUX TIOp BBI3BIBAET MHTEpEC ero MoHoorepa «IInceMo He3HakoMKm» (1974)
C ee IKCIPECCHBHOH JIMpUKOH. Bmecte ¢ TeM M ero Japyrue omepbl pa3HBIX XKaHPOB, C UX
OOIIEIOCTYITHBIM COBPEMEHHBIM SI36IKOM, B3BOJHOBAHHBIM 3MOIIMOHAJIBHBIM XapaKTepoM,
«HOBOHM IPOCTOTOI» MPUBIEKAIOT OCOOBIM, JOBEPHTENBHBIM TOHOM, CONPHYACTHEM K
MPOMCXOJIANIEMY Ha ONIEPHOH CIIEHE, CBOETO PoJia «TMPHYECKHM TIPUCYTCTBHEM aBTopa»®. U
JIOTIONHSIOT OOLILYI0 TaHOpaMy OOJIBIIOro TEKCTa ONEePHOI KyIbTypbl XX Beka.

ANTONIO SPADAVECCHIA’S OPERAS

Time and opera, forgotten works previously in demand by musical theaters and their
involvement in the history of national culture — these and other problems arise when
referring to the legacy of Antonio Spadavecchia (1907-1988), whose name and work remain
in the shadows. Belonging to a cohort of Soviet composers of the older generation, he left a
great legacy and musical and theatrical genres occupy the main place in it, primarily operas
created by him during the 1940s-1980s. They were part of the repertoire of various theaters
in the country, organically fit into the culture of their time, responding to its requests. They
were consonant with historical reflection, themes and images directly or indirectly related to
the events of the revolution, the war, and the upheavals that turn people’s destinies (operas
The Road to Calvary, 1949-1953; The Gadfly, 1957; Yucca, 1967; The Fate of the Chekist
Ermakov, 1984). At the same time, the composer, with his inherent with sparkling humor and
simple-hearted lyrics, he revealed the content of Carlo Goldoni’s comedy of characters La
locandiera (1947). A master of expressive musical portraiture (which is typical of all his
operas), he created a lively, vivid operatic image of the brave soldier Schweik in an opera
with satirical, grotesque scenes and situations (The Good Soldier Svejk, 1962). Spadavecchia
had a taste for different national cultures. Folklore motifs, like ‘colorful strokes,” complement
the general text of the composer’s operas, give them a special flavor and authenticity
(allusions, quotations, genre forms). The always clearly and precisely structured dramaturgy
of Spadavecchia operas is based on a wide range of traditions of Russian and foreign music

3 FnH3Gypr NMuams. O rmpuke. M. WnTpaaa, 1997. C. 53.
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(the poetics of associations is important here). Having an Italian ancestry, he turned with
obvious interest to the properties of this opera culture, maintained priority in relation to
Russian classics, and was influenced by Prokofiev. In the opera culture of the last century, his
monopera The Letter of a Stranger (1974) with its expressive lyrics stood out and still arouses
interest. At the same time, his other operas of different genres, with their generally accessible
modern language, agitated emotional character, ‘new simplicity’ attract with a special,
confidential tone, involvement in what is happening on the opera stage, a kind of ‘lyrical
presence of the author.” And they complement the general panorama of the large text of the
opera culture of the twentieth century.

PYOKO Mapus BragummposHa, kanoudam uckyccmbobedenus,
Ooyenm, kagpedpa ucmopuu 3apybexron mysviku, Cankm-
Ilemepbypeckas eocyoapcmbennan KoHcepbamopus umeHu
H. A. Pumckoeo-Kopcaxoba, Canxm-Ilemepbype, Poccus

Mariya V. RUDKO, PhD, Associated Professor, Foreign Music
History Department, Saint Petersburg Rimsky-Korsakov
State Conservatory, Saint Petersburg, Russia

XYIOKECTBEHHO-CTWIEBASI KOHLETILIMS OTTEPHOT'O TPUITTUXA JIXK. ®P. MAJIATILEPO
«OPDEUJIBI»: UTPA WIN JIPAMA?

Onepnoe nacneaue Jxan @panuecko Manunsepo (1882-1973), HacuuThIBatomiee
6onee 30 omycoB, 3aHMMaeT 0co0Oe MECTO B MHOIOJIMKOH IaHOpaMe HTalbSHCKOrO
MY3bIKaIBHOr0 HCKyccTBa XX Beka. Jloyrnii )U3HECHHbIH ITyTh KOMIIO3UTOPA, COBPEMEHHHKA
OYpHBIX COLMAJIBHBIX HOTPACEHUWH HAIMOHAJIBHOIO W OOILIEeBpONeiickoro macmrados,
BBIJAICA HEOOBIYaHO HACHIMIEHHBIM. My3BIKQILHO-IO3THYECKUI Teatp Manumnbepo
OTJINYAETCsI OPraHWYHbIM EAMHCTBOM pPa3HOOOpa3HBIX Mozeneld u (opMm, codeTaHHEM
CHMBOJIUCTCKMX 3CTETHYECKHX HPHHLMIIOB C WIPOBBIMHM BBIPA3HTEIIBHBIMU CPEICTBAMHU.
KoHTpanyHKTHYECKME  BIUICTEHHS IOATEKCTOBBIX  HIOAHCOB  CO3JAIOT  YHHKAJIBHOE,
MHOTOMEpHOE, XYIOKEeCTBEHHO-CTHIeBOoe mpocTtpancTBo. Ha pybexe 1910-1920-x romos,
MOYTH OIHOBPEeMEHHO ¢ ITyyunHH, Malunbepo B CBOEM MY3bIKAIBHOM TEaTPEe NPUXOIUT K
¢dopme TpunTHxa. OOpaiieHHe KOMIO3UTOPa K TaKOoro poja TPeX4yacTHOW omepHoil dhopme
OOBSICHACTC  CIIOKHOCTBIO ~ MY3BIKaJbHO-TIO3THYECKUX 3aMBICIOB  (aMOMBAIEHTHOCTBIO
COZICPXKATENIFHOTO  aCleKTa,  JpaMaTypruueckodl  MHOIOYPOBHEBOCTHIO).  TpumTux
«Opodeunp» (1918-1922), Brirovaromuii onepbl «CMepTh Macok», «CeMb KaHIOH» U
«Opoeii, win BocbMasi KaHIOHA», 1O MpPaBy CYMTACTCS MEPBBIM KPYIHBIM TOCTHIKCHHEM
BEHEIIMAHCKOr0 MacTepa B My3bIKaJIbHOM Tearpe. KOMIO3HIIMOHHBIM M CMBICJIOBBIM SIIPOM
«Opdeun» spistorcst «CeMb KaHIOH», I/l B HEOOBIYHOM COCIMHEHHUH COCYIIECTBYIOT
peanbHble 00pa3sbl M YCKOJB3AIOUINE CHMBOJIBI, COBPEMEHHOCTh U apxauka. OT MyHKTHPOM
HaMEUYEHHbIX, HEJOCKA3aHHbIX HUCTOpPUN BEET JyXOM Tparuueckod yciaoBHOCTH. Ilo
KOHTPacTy ¢ MpayHOH CHUMBONMKOH «CeMH KaHIOH», NPOJOr W OBIWIOT TPHUITHXA
«Opdennp» npuOIKEHbI K 3CTETHKE UrpoBoro tearpa. B «Opdeunnax» pasBopaunBaercs
XYJO)KECTBEHHO-CTUIIEBAsT JTUCKycCHs: OajaraHHas KOMEAWs ¢ MAackaMH WIH «BBICOKOE»
podeCCHOHANIBHOE HCKYCCTBO, OTPa)Kalolllee CaMy PealbHOCTh; ICTETHKA IPEACTABICHHS
WM ACTETHKA MEPEeKUBAHMS; UIPa WK JpaMa? DTH IMIEMMbI OCTAIOTCS HEpa3peLINMBIMU.
DcreTHyecKasi KOHLCIHS TPUITHXA TTOTYIaeT «OTKPBITHIH QUHAI.
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ARTISTIC AND STYLISTIC CONCEPT OF GIAN FRANCESCO MALIPIERO’S OPERA TRIPTYCH
L’ORFEIDE: PLAY OR DRAMA?

The operatic heritage of Gian Francesco Malipiero (1882-1973), numbering more
than 30 opuses, occupies a special place in the diverse panorama of Italian musical art of the
20th century. The long life of the composer, a contemporary of turbulent social upheavals on
a national and pan-European scale, turned out to be unusually eventful. Malipiero’s musical
and poetic theater is characterized by an organic unity of various models and forms,
combining symbolist aesthetic principles with playful expressive means. Counterpoint
interweaving of subtextual nuances creates a unique, multi-dimensional, artistic and stylistic
space. At the turn of the 1910s and 1920s, almost simultaneously with Puccini, Malipiero in
his musical theater came to the form of a triptych. The composer’s appeal to this kind of
three-part opera form is explained by the complexity of musical and poetic ideas
(ambivalence of the content aspect, dramatic multilevelness). The triptych L’Orfeide (1918—
1922), including the operas La morte delle maschere (The Death of Masks), Sette canzoni
(The Seven Songs) and Orfeo, ovvero L ottava canzone (Orpheus, or The Eighth Song), is
rightfully considered the first major achievement of the venetian master in musical theater.
Sette canzoni is the compositional and semantic core of the L Orfeide, where real images and
elusive symbols, modernity and archaism coexist in an unusual combination. The spirit of
tragic convention emanates from the dotted lines outlined, untold stories. In contrast to the
gloomy symbolism of the Sette canzoni, the prologue and epilogue of the triptych L Orfeide
are close to the aesthetics of play theater. An artistic and stylistic discussion unfolds in the
L’Orfeide: a farcical comedy with masks or ‘high’ professional art reflecting reality itself? the
aesthetics of representation or the aesthetics of experience? A play or a drama? These
dilemmas remain unsolvable. The aesthetic concept of the triptych receives an ‘open finale.’

PYOSIKOBA Ana DnyapaooBHa, KkaHoudam
uckyccmbobederus, npenodabament, Kagpedpa
axkademuueckoeo neHus, kagpedpa UCMOpUU U HeopUuu
UCNOAHUMENbCKO20 — UCKyccmBa U MY3bIKAALHOLL
nedaeoeuxu, Capamobckas — koHcepBamopua — uUMeHU
JI. B. CoburoBa, Capamo8, Poccus

Alla E. RUDYAKOVA, PhD, Lecturer, Academic Singing
Department, Department of Performing Arts History
and Theory and Music Pedagogy, Saratov State Sobinov
Conservatoire, Saratov, Russia

TIAPTUS '[EPMAHA B TBOPYECKOW U IEJAI OTMYECKOM JESTEJIBHOCTU ITEPBOI'O IIPO®ECCOPA
CAPATOBCKOI KOHCEPBATOPUU MUXAUIA EOMIMOBUYA MEJIBEJIEBA

Pycckuit  Tenop Muxaun Edumonu MenseneB (1858-1925) —  mepBbiii
ucronHutens mnaptun JleHckoro B omepe «EBrenmit OHETMH» — MNPUYHCIAETCS K
BBIJJAIOMIUMCSI HCIIOTHUTENSIM, OCTAaBUBIIMM 3HAYUTENbHBIM CIel B Pa3BUTUH PYCCKOI'O
omepHoro wuckycctBa. OH ObuT TepBbIM mpodeccopom CapaToBCKOH KOHCEPBATOPUH, B
KOTOpO#i mpernonaBal ¢ MOMeHTa ee OoTKpbITus (1912) mo coeit cmeptu B 1925 rogy. B
JIOKJIajie OCBEIleHa TBOpueckas Ouorpadus nesua. Ocoboe BHUMaHHE YIEJICHO ero pabore
Hax ponbto I'epmana B «[lukoBoit mame» II. W. YaiikoBckoro: OH OBLT HEPBEIM €€
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ucnionauteneM B Kuese (1890) m B MockoBckom bompmom Ttearpe (1891). Bo Bpems
penerunuii MeaseeB NOCTOSHHO KOHCYIBTUPOBAIICS ¢ YalKOBCKUM, CIIPALIMBal €0 COBETa
10 TIOBOZY CO3MaHMs o0pa3a reposi, OCOOCHHOCTSM €ro BOKAJIBHOM TPaKTOBKH, AAXKE O
MIPAaBIJILHOM IIOCTPOCHHH BEPXHEro perucrpa romoca. Ha momapenHom mocne OnecTtsimei
NpeMbepbl  MOJIOAOMY IeBly KiaBupe YaiikoBckuit Hamucan: «Jlyumemy I'epmany»
(xpanutcss B nome-myzee YaitkoBckoro B Kumay). [laprtus 'epmana wucnomHsuiach
MenBeneBblM BO MHOTMX IOpoJax BO BpeMsl TacTposied, M BCErJa 3TU BBICTYIUICHUS
COIPOBOXKJAIUCH ycIeXoM. B Joknane HCIONb30BaHbl JOKYMEHTAJIbHBIE MaTepUalbl,
ocBelIaroIue neaTeabHocTs Mensenesa B Capartose.

HERMAN’S PART IN THE CREATIVE AND PEDAGOGICAL ACTIVITY OF MIKHAIL YEFIMOVICH
MEDVEDEV, THE FIRST PROFESSOR OF THE SARATOV CONSERVATORY

Russian tenor Mikhail Medvedev (1858-1925), the first performer of the role of
Lensky in the opera Eugene Onegin, is considered one of the outstanding performers who left
a significant mark on the development of Russian opera. He was the first professor at the
Saratov Conservatory, where he taught from its opening (1912) until his death in 1925. The
report covers the singer’s creative biography. Particular attention is paid to his performance
of the role of Herman in Pyotr Tchaikovsky’s The Queen of Spades: he was its first performer
in Kyiv (1890) and at the Moscow Bolshoi Theater (1891). During rehearsals, Medvedev
constantly consulted with Tchaikovsky, asking his advice on creating the image of the hero,
the peculiarities of his vocal interpretation, even on the correct construction of the upper
register of the voice. On the clavier presented to the young singer after the brilliant premiere,
Tchaikovsky wrote: “To the best Herman’ (kept in the Tchaikovsky House-Museum in Klin).
The role of Herman was performed by Medvedev in many cities during his tours, and these
performances were always accompanied by success. The report uses documentary materials
covering Medvedev’s activities in Saratov.

PBIBKOBA Wpnuna BragumupoBHa, Kanouoam
uckyccmbobederus, doyenm, Capamobcxas
eocyoapcmbenman KoHcepBamopus UMeHU
JI. B. CoburoBa, Capamo8, Poccus

Irina V. RYBKOVA, PhD, Associate Professor, Saratov State

Sobinov Conservatoire, Saratov, Russia ‘ ‘
CHUCTEMA IIEPCOHAXEJ B ONEPE A. I'. IITHUTKE «OKW3Hb C UIHMOTOM»: IICUXOJIOI MYECKUIA
PAKYPC PACCMOTPEHUSI

B onepuom TBOpuectBe A. I'. IlIHHTKE HIMPOKO PACKPBITBI OCHOBHBIE YCTAHOBKHU
TBOpYecTBa Kommnosuropa. Onepsl «KusHb ¢ uanorom», «JIxesyanpno», «Mcropus 1oKTopa
Horanna daycTay» 0Tpasuii AyX COBPEMEHHOCTH, O0paIlleHHe K MPOLIIOMY M Pa3MbILIIICHUS
o Beunoctu. Onepa «Kusub ¢ uauorom», HanucanHas Ha auoperTo B. B. Epodeena, Obita
JUIsL MHOTHX BBI30BOM, BOIUIOLIEHHEM Ha OTEYECTBEHHOM CLICHE NPUHIUIIOB TeaTpa abcypa.
ITpOBOKAaTHBHOCTD TEKCTA M OTYACTH MY3BIKAJIBEHOIO SI3bIKa 00Pa3ylT MHOXKECTBO BOIIPOCOB,
KOTOpBIE, B CBOIO OY€pe/lb, IIPUBOJAT K HEOOXOIMMOCTH OCMBICIHUTH CHCTEMY IEPCOHaXKEH,
BBICTPAaHBAaGMyl0 B OIEpe, C TOYKH 3PEHUs CTPYKTYPbl JMYHOCTH. Mexay paccka3zoM
EpodeeBa um ero xe mmbperro mponerna mpomactb. Ha mecro abcypnma, smaraxa u
JIUTEPATYPHBIX TEPEKIMYEK B OIEpe BCTAIOT MapaJOKCATLHOCTh MBIIUICHUS M aJUTIO3HU
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MY3BIKAJIBHBIE, YTO YCIOXKHSET BOCHpHATHE MaTeprana. Ha Hammame mmpokoro KOHTEKCTa
YKa3bIBaJl caM KOMIIO3HUTOpP, OH OBUI MPOTHB NMOHMMAHHS NepcoHaxa «BoBa» TOMBKO Kak
B. U. Jlenuna («[IpuBsi3aHHEINA KO BpeMEHH, 00pa3 TepsieT HECKOJIBKO M3MepeHHit»). pyrum
HMITYJIbCOM K DPAacCMOTPEHHIO OMEpHl ¢ TOYKH 3peHHs cTpykrypsl jmuHoctH K. I'. FOmra
cranu cinoa Mapcens Ilpycra (Toxe BBEJIGHHOTO B OIEpy B KauecTBE NEPCOHAXKA): CBOIO
«TIaBHYIO» KHUTY «B IOHMCKax yTpadeHHOrOo BpPEMEHH» OH Ha3bIBAET «OIBITOM CEepHU
pomaHoB 0 bBeccosHarenmpHOM». B 3THX ABYX YTBEpKIOCHUSIX KPOETCSI HEKas 3arajka,
pasragky xoropoii lllHnTke mpemnaraer B omepe. B omepe mpucyrcTByeT pas3BeTBIICHHAS
cucrema aBoitHuKoB (51 — Momomoit Yenosek, S — BoBa, Monojias skeHa — cTapas JKeHa),
OHAa YIOMOOJSETCS ONIO3WIHMH BBICIIMX W HU3MINX IPOSBICHUH IPUPOIBI YelOBeKa
(mapajokcanabHO COYETAHHME CTPEMIJICHHS K HJealy M TOpJOCTH, HAallOMHHAIOIEe IepocB
®. M. JlocroeBckoro). OmHAaKO IOCTOSHHBIH «pOKYC BHUMAaHMS» Ha TpeX IepCcoHaKax
3aCTaBiIsIeT BCIOMHHTH O Tpuange « — TeHb — aHuMay». [losBieHne BoBbl momoOHO
3HAKOMCTBY C apXeTHIIOM TeHH (He 3psl 3TOT IEPCOHAX TaKk M He oOpeTaer napa pedw),
KOTOPBIA BBIXOJWUT W3-TIOZ KOHTPOJII W TBITAETCS <«3axXBaTUTh BIAcTb». OH CTPEMHUTCS
BBICTPOUTH COOCTBEHHYIO TpHany «XKena — 51 — BoBay, rie OH BcTaer Ha MECTO aHUMYca.
CymiecTBoBaHHE 3TOH «KOHCTPYKIHMN» 0OpbIiBaeT abopt JKeHpl. OTYasHHON IONBITKOH
BBEIPBAThCSl U3 OKOB TpHaabl «Sl — TeHb — aHMMay Juisi BoBEI craHoBUTCS youiicTBO XKeHsI,
HO JUIsl TJIABHOTO TMEPCOHaXka — 9TO KaracTpoduueckuii mar, obopauynBaromuiicss mOIHOM
norepeii ce6s. OH Bo3Bparuaercs B Ty ’e TOYKY, C KOTOPO OH Hauaj, HO Telepb B COBCEM
HWHOM KauecTBe. PaspylieHne TMYHOCTH NIPUBOIMT K pa3pyIIeHHUIo cioxeTa. B onepe «Ku3Hb
¢ wuguorom» IlIHMTKE MNpPOOMKAET XYHOKECTBEHHOE OCMBICIECHHE BONHYIOIIUX €ro
BorpocoB. Ecimu B «CTuxax MOKasHHBIX» OH MNBITAETCS HAMTH OTBET 4epe3 BOIMpOLIAHHE K
HaJUIMYHOCTHOMY, TO B ONEPE OH 3ariIs/(bIBAET B CEPALEBHHY CTPYKTYPbl TMYHOCTH M TaM OH
HaXOIUT IbsABOJA, KOTOPBIN «PBIKAIOLIMIA JIEB, BCE HILET, Te N00BITh HAXKUBY». B Oecene ¢
A. B. VIBalIKuUHBIM OH TOBOPHUT, YTO 3TO «€Il€ OfHA CTYyNEeHb Kk Daycmyy, ero mnocieaHen
orepe.

THE SYSTEM OF CHARACTERS IN THE OPERA LIFE WITH AN IDIOT BY ALFRED SCHNITTKE:
PsycHoOLOGICAL ASPECT

Operas by Alfred Schnittke widely reveal the main principles of the composer’s work.
The operas Life with an Idiot, Gesualdo, The Story of Doctor Johann Faust reflected the spirit
of modernity, an appeal to the past and reflections on eternity. The opera Life with an Idiot,
written on a libretto by Victor Erofeev, was a challenge for many, the embodiment of the
principles of the theater of the absurd on the domestic stage. The provocative nature of the
text and partly the musical language create many questions, which, in turn, lead to the need to
comprehend the system of characters built in the opera from the point of view of personality
structure. The story of Erofeev and his own libretto was different. In return of absurdity,
shockingness and literary echoes, paradoxical thinking and musical allusions take place,
which complicates the perception of the material. The composer himself pointed out the
presence of a broad context; he was against understanding the character of Vova only as
Vladimir Lenin (‘Bound to time, the image loses several dimensions’). Another impulse to
consider opera from the point of view of the personality structure of Carl Gustav Jung
became the words of Marcel Proust (also introduced into the opera as a character): he calls his
‘main’ book A la recherche du temps perdu ‘an experience in a series of novels about the
Unconscious.” In these two statements lies a certain mystery, the solution to which Schnittke
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suggests at the opera. The opera contains an extensive system of doubles (‘Me’ — a Young
Man, ‘Me’ — Vova, a young wife — an old wife), it is likened to the opposition of the
highest and lowest manifestations of human nature (a paradoxical combination of the desire
for an ideal and pride, reminiscent of the heroes of Fyodor Dostoevsky). However, the
constant ‘focus of attention’ on three characters makes us remember the triad ‘I — shadow —
anima’. Vova’s entrance to the forefront is like meeting the archetype of the shadow (it’s not
for nothing that this character never gains the gift of speech), who gets out of control and tries
to ‘seize power.” He strives to build his own triad ‘Wife — Me — Vova,” where he takes the
place of the animus. The existence of this ‘construction’ is interrupted by the Wife’s abortion.
Vova’s desperate attempt to break out of the shackles of the ‘I — shadow — anima’ triad is the
murder of his Wife, but for the main character this is a catastrophic step that results in a
complete loss of himself. He returns to the same point from which he began, but now in a
completely different capacity. The destruction of personality leads to the destruction of the
plot. In the opera Life with an Idiot by Schnittke continues to artistically comprehend the
issues that concern him. If in The Poems of Repentance he tries to find an answer through
questioning the transpersonal, then in the opera he looks into the core of the personality
structure and there he finds the devil, who is ‘a roaring lion, always looking for where to
make a profit.” In a conversation with Alexander Ivashkin he says that this is ‘another step
towards Faust,’ his last opera.

PBKVMHCKUM AstekcaHap Cepreesny, dokrmop
uckyccmbobedenus, npogpeccop, pexmop, Poccutickas
axademus umenu I'necunsix, Mocx6a, Poccus

Aleksandr S. RYZHINSKII, Dr. Habil. (Doctor of Art Studies),
Professor, Rector, Gnesins Russian Academy of Music,
Moscow, Russia

OT PROMETEO HOHO K SHADOWTIME DEPHUXOY : SBOJIIOLUA UJIEX DRAMMA IN MUSICA

FrRomM NONO’Ss PROMETEO TO FERNEYHOUGH’S SHADOWTIME:
THE EVOLUTION OF DRAMMA IN MUSICA CONCEPT

CAAMUIIBUIIN Haranpa HukonaesHa, Kanouoam
uckyccmbobedenus, crmapuiuil HAYUHLIT COMPYOHUK, CeKHIOp
meopuu MY3blKU, TocydapcmBennbiii uHcmumym
uckyccmbosuanus, Mock6a, Poccus

Natalia N. SAAMISHWILI, PhD, Senior Researcher, Music Theory
Department, State Institute for Art Studies, Moscow, Russia

«3 TPAMMATHKU CHOBY»: K BOITPOCY O JIPAMATYPIUU B ONEPAX KA CAAPUAXO

OGunckuit komnosurop Kaiis Caapmaxo (1952-2023) 3aHUMaeT OJHO U3 CaMBIX
BUJTHBIX MECT Ha HEOOCKJIOHE COBPEMEHHOI'0 MY3BIKAJILHOTO HCKyccTBa. Ee TBopuecTBO yxe
B TCUCHHE HECKONbKUX MPOAODKAET OCTaBaTbcs B  (OKyce 3pUTENBCKOrO M
HCCIIEI0BATENILCKOr0 HMHTEepeca. [IATh omep KOMIIO3UTOpa, HECOMHEHHO, MPEACTaBISIOT
o0iacTh 0cOOOr0 BHMMAaHHS KAaK y HAyYHOW, TaK U CPeOH JIOOUTENeH akaaeMHUYecKOH
MY3BIKU. XapakTepHOH 4YepTod My3bIKambHOro Tearpa Caapmaxo HcCIemoBaTENsl BHUIAT
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HUCIOJIb30BAaHUE HOBBIX JJIEMEHTOB, TIOSBJICHHE KOTOPBIX HE CO3/1aeT  OUIYLLEHUS
PaIMKaNIBHOTO YXOIa OT TPAJWIMH, a HAPOTHB — €€ TapMOHHUYHOrO OOHOBJIEHUS. B
JIOKJIaJIe MPEIIPUHSTA MOMbITKA U3YU4EHUs MOAX0/a KOMIIO3UTOpa K ApamMaTypruu OrepHOro
JKaHpa, SIBJSIOMICHCS, ¢ Halled TOYKU 3pEHMs, CYIECTBEHHOM M OPUTMHAJIBHOW CTOPOHOU
aBTopckoil mosuiu. HaOmronenne 3a sBomrornmedt mytu Caapuaxo B MHUPE  ONEPHI
MTOKA3bIBACT, YTO KAXKIBIA CIICAYIONIMIA OMBIT B 3TOM JKaHpe ObLI, B 3HAYUTEIHHOW CTEIICHH,
OCBOEHHEM HOBOI'O MPOCTPAHCTBA, CBSI3aHHOI'O C HOBBIMM TE€MaMH, CIOKETaMH, HJIESIMH,
¢dbopmaramu. OHAKO BCEe MPOW3BEICHUS, BHEC COMHECHHUS, HECYT B ce0e OTIEYAaTOK CIMHOTO
aBTOpckoro cruiisd. B kaxmoit omepe Caapuaxo CTaBUT 3HAYMMBbIC, B HEKOTOPOM pOJE,
riobasibHbIe PrTocodcKre BOMPOCH, MPHIIIAIIAs K pa3MbIILUICHUIO HaJ HUMHA. OOIIre 4epThl
MEX]ly BCEMHU OIlepaMU OLIYTHUMBI TaKKe U Ha ypOBHE KOMIIO3MLUH U ApaMaTypruu. Ilonxon
Caapuaxo B 3TOH 00JacTH OPUTHHAJICH M TPOUCTEKAET U3 €¢ 0CO0O0r0 BHICHHUS OIECPHOTO
HappaTuBa, KOTOPBIA OHA MBICIUT Kak CBOCOOpa3HOE OTpaKeHHE JIOTHKHM CHOBHACHWHA. Bce
onepbl KOMIIO3UTOpa B TOW WJIM WHOM CTENEHM peaau3yroT 3Ty JIOTHKY. B HekoTopbIx
CIIy4dasiX 3TO BBIPQXKEHO B MHTEPIIOIUPOBAHUM SIHU30/I0B CHA WM MHBIX BUICHWUH, B IPYrUX
cllydasix — B TPEJICTaBICHUH OCOOBIX SK3UCTEHINATIBHBIX / MEHTAIBHBIX COCTOSTHHI T'epoeB
1 / W B HACIIOGHUH PA3INYHBIX CIOYKETHBIX JINHUH.

FrROM THE GRAMMAR OF DREAMS:
ON THE QUESTION OF DRAMATURGY IN THE OPERAS OF KAIJA SAARIAHO

Finnish composer Kaija Saariaho (1952-2023) takes one of the most prominent
places in the firmament of contemporary musical art. Her work has been in the focus of
audience and research interest for several decades. The composer’s five operas undoubtedly
represent an area of special attention among both scientific and academic music lovers.
Researchers see the use of new elements as a characteristic feature of the Saariaho’s musical
theater, the appearance of which does not create a sense of radical departure from tradition,
but on the contrary, its harmonious renewal. In our report, we would like to make an attempt
to study the composer’s approach to the dramaturgy of the opera genre, which, from our point
of view, is an essential and original side of the author’s approach. Observing the evolution of
Saariaho’s path in the world of opera shows that each subsequent experience in this genre
was, to a large extent, the exploration of a new space associated with new themes, plots,
ideas, formats. However, all the works, without a doubt, bear the imprint of the same author’s
style. From one opera to another, the composer poses significant, in some way, global and
philosophical questions to the audience, inviting them to reflect on them. The common
features between all the operas are also noticeable at the level of composition, in particular,
drama. Saariaho’s approach in this area is original and stems from her special vision of the
operatic narrative, which she thinks of as a kind of reflection of the logic of dreams. All the
composer’s operas implement this logic to one degree or another. In some cases, this is
expressed in the interpolation of dream episodes or other visions, in other cases — in the
representation of special existential/mental states of the characters and/or in the layering of
various storylines.
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CABBVHA JIrooMwia BiaguMuposHa, 60Kmop
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Professor, Head of the Theory and Music History Department, \
Astrakhan State Conservatory, Astrakhan, Russia
«BENHBIE JFOAN» T TIEFA CEJIEJIBHUKOBA KAK OBPA3ELL JKAHPA OIIEPBI B INCBMAX

JIuteparypHblii xKaHp NUCbMa, IPOLICANINNA 3HAYUTENBHBIHN ITyTh Pa3BUTHUSI, OTYINII
B JINTEPATYPOBE/ICHUN BCECTOPOHHEE M3ydeHHe. B uacTHOCTH, pa3paboTaHbl TaKue acHEKTb
KaK O3BOJIONMS, THUIOJNOTHS IIHCEM, MX XapaKTepHbIC 4YepTbl, BONPOCHI TEPMHHOIOTHS.
DeHOMEH JINTepaTypHOro MUCbMa CBA3aH C MOCTENEHHOI TpaHcdopMalmeil npo3anueckoro
pEUeBOro >kaHpa B Xy/I0KECTBEHHBIH HAppaTHB, B KOTOPOM BAXKHYIO POJIb UIpaeT WILTIO3HUS
— BO3MOXHOCTb IIPE/ICTaBUTh BBIMBILIIICHHBIH JAMAJIOr aBTOpa C BOOOpaXKaeMbIM
cobeceTHUKOM. B oTinume OT JaMTepaTypbl JKaHp NHCbMa B MY3bIKe — SIBJICHHE CKOpee
UCKIIIOUUTENIbHOE, ueM opauHapHoe. B XIX Beke o0pa3noM MOXET CIYXHTb NHCBMO
Taresuel w3 omepsl  «EBrenmit  Onermn» II. M. Yaiikockoro. K mmcemy, Kkak K
CaMOCTOSITEJIBHOMY KaHpy, oOpamjaroTcss kommosutopel XX — Hawyana XXI Beka:
C. PaxmanunoB, I'. Cenenbhuxos, I'. ®puzn, B. Mapreiaos, I Ilenenuc, H. Koprmopo,
J. Apmxenro. HecMOTps Ha OrpaHMYEHHOE KOJIMYECTBO MY3BIKAJIBHBIX MPUMEPOB, MOXXHO
OOHapY)XHTh CTPEMJICHHE aBTOPOB K PACHIMPEHUIO XKaHPOBOTO [MAala3oHa MmHuchkMa. Tak,
y PaxmanunoBa 1 ApJpkeHTO — 5T0 BoKasbHbIe onychl, y Cenenbnukosa U Opuna — onepsl
B MHUCcbMax, y MapteiHoBa, Ilenenuca u Kopunopda — doprennanHas mysbika, JUIICHHAS
BepOanpHOro cinoa. B noknane ocoboe BHMMaHue KamepHoit onepe CezienbHUKOBa «beHbIE
J0AW» 171 GapUTOHA, CONPAHO M CTPYHHOro KBapTeTa. Jluanor nepcoHaxeil B Hell BIIMCaH B
KOHTEKCT SIIOXH, OH OTOOpa)kaeT COOBITHS, NPEACTAIONINE YACThIO M3MEHUYMBOIO MHpA.
[TonuremaTnyHOCTH MHCEM IO3BOJISIET BO BCEW MOJIHOTE PACKPHITh BHYTPEHHUH MUP IepoeB.
AHanu3 COYMHEHUH B )KaHPe MY3bIKaJIbHOIO MHChMa CBUAETEIILCTBYET O TOM, YTO KaXKABIH U3
KOMII03UTOpOB XX BeKa C03/1al YHHKaJIbHYIO €r0 Pa3HOBUIHOCTD, II03TOMY MY3bIKOBEJEHHIO
ele NpPEeICTOUT BCECTOPOHHE W3YUUTh TAKHE aCHEKThl NPOOJIEMbl KaK WHBAPUAHTHbBIC
CBOWCTBA JKaHpa, BapUAaTHBHBIE OJJIEMEHTBI W MX BO3JEHCTBME Ha JKaHPOBYIO
TpaHchopmarmio.

POOR PEOPLE BY GLEB SEDELNIKOV AS AN EXAMPLE OF THE ‘OPERA IN LETTERS’ GENRE

The literary genre of writing, which has gone through a significant path of
development, has received comprehensive study in literary criticism. In particular, such
aspects as evolution, typology of letters, their characteristic features, and terminology issues
have been developed. The phenomenon of literary writing is associated with the gradual
transformation of the prose speech genre into an artistic narrative, in which an important role
is played by illusion—the ability to imagine a fictional dialogue between the author and an
imaginary interlocutor. Unlike literature, the genre of writing in music is an exceptional
phenomenon rather than an ordinary one. In the 19" century, an example could be Tatyana’s
letter from the opera Eugene Onegin by Pyotr Tchaikovsky. Composers of the 20™ and early
21%t centuries turn to writing as an independent genre: Sergei Rachmaninov, Gleb Sedelnikov,
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Grigory Fried, Vladimir Martynov, Georgs Pelécis, Nikolai Korndorf, Dario Argento. Despite
the limited number of musical examples, one can detect the authors’ desire to expand the
genre range of writing. Thus, Rachmaninov and Argento have vocal opuses, Sedelnikov and
Fried have operas in letters, Martynov, Pelécis and Korndorf have piano music devoid of
verbal words. The report pays special attention to Sedelnikov’s chamber opera Poor People
for baritone, soprano and string quartet. The dialogue of the characters in it is inscribed in the
context of the era; it reflects events that appear to be part of a changing world. The
polythematic nature of the letters allows us to fully reveal the inner world of the characters.
An analysis of works in the genre of musical writing indicates that each of the composers of
the twentieth century created a unique variety of it, so musicology has yet to comprehensively
study such aspects of the problem as the invariant properties of the genre, variable elements
and their impact on genre transformation.

CABEHKO Csemiana VinemawWdHa, 0okmop uckyccmbobeders,
npogpeccop, Bedyuuil Hayunwil compyonux, Tocyoapcmbennuiii
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Svetlana I. SAVENKO, Dr. Habil. (Doctor of Art Studies), Full
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Tchaikovsky Conservatory, Moscow, Russia

BOKAJIBHOE MMCbMO CAJILBATOPE IIIAPPMHO: HOBASI IIPAKTHUKA B PYCJIE BEJILKAHTO
VOCAL STYLE OF SALVATORE SCIARRINO: NEW PRACTICE IN LINE WITH BEL CANTO
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BUBJIENCKUE UCTOYHUKU ONEPHI A. BEPTA «BOLILIEK»:
K AHAJIM3Y T'JIYBMHHOM CTPYKTYPbI JIMBPETTO

B craTbe uccnenyroTces MpUHIUIIGI TIyOUHHON CTPYKTYpbI THOpeTTo onepsl A. bepra
«Borrek», GopmupyeMoil OUOIEHCKUMH LUTATAMH, CIOKETHBIMH MOTHBaMH, oOpa3amw,
accolauaMy. PaccMaTpuBaloTcs 1Ba CMBICIOBBIX IUIACTA, PA3IUYHBIX 110 CBOEH MpUpPOJE,
rene3ucy, QyHKImsaM B Tekcre. OIMH U3 HUX, ICXATOIOTHYECKUA, CBSI3aHHbII ¢ Temol JHs
TocriofHst U COOTHOCHMBIN C BeTxo3aBeTHbIMU KHuramu TpopokoB (Mowmns, Codponuwu,
Hayma), beiTHs, Anokanumncuca, aHaIU3UPyeTCsl C LENbI0 BBISBICHHS CIOXKETHBIX MOTHBOB,
OIpeJeIeHNs] OTINYHBIX COCOOOB MX BKJIIOUEHHUS B CIOJKET B MEPBOM, BTOPOM M TPETHEM
akTtax. BTopoil miact, ceMaHTH4ecKH BOCXOISIIMH K BeTXO03aBeTHOW KkHure Ekkiecuacr,
OCMBICISIETCS. ¢ TOYKU 3pEHHs O0COO0Oro MPHCYTCTBHS B TEKCTE: HE TONBKO HA ypPOBHE
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CIOXKETHBIX MOTHBOB (PacKpbIBAIOIIMX BEYHBIH KPYrOBOPOT BCEIIEHHOH, OpEeHHOCTb U
KOHEYHOCTh YEJIOBEUECKOH >KH3HH), HO M B (hopMmoIpolecce, IUHAMHUKE Pa3BEPThIBAHUS
CIOXKETa, 3a/IJaHHON uJieell KpyroppalieHus B nepBoil kapTure. [IpociexxuBaeTcs cMbICIOBast
MOZYJISIIKUSL 9TOrO IUIaHA B JIEKCHYECKOM CTpOE, OTPaKeHHasl B IEpexoje OT 00OOLIEHHBIX
YHHBEpCalbHBIX 00pa30B (Bpallarouieiics 3eMid, MEIbBHUYHOIO KOJIeca, BETPa) 10 YAaCTHBIX,
CBSI3aHHBIX C AEHCTBUSMH Ti1aBHBIX TepoeB. Oco0yro ponbk B 3TOM TpaHC(HOPMAIMH UIPAIOT
CIIOBa U3 OXOTHHYBETO CJIOBaps, HaJEJAIOIIME JIMHAMMKY JIBMDKEHHS OKPAacKOW arpeccu,
npecienosanus, roHku. IIpocnekuBaeTcss COOTHOLIEHHE TIACTOB € NEPCOHAKHBIM IJIAHOM
Ha Pa3IMYHBIX 3Talax pa3BEepThIBAHMA, UX IIpeoOpa3oBaHME M TECHOE B3aMMOJICHCTBHE,
CIUIETEHHE B IIEHTPATBHBIX CLEHAX OIepbl — TPETheH U YeTBEPTOH KapTHHAX BTOPOroO akTa,
B KOTOpBIX OMONEHcKHEe CIOKETHbIE MOTHBBI BOBJIEKAIOTCS B KpPYTOBOE JBWJKCHHE H
COOTHOCATCS C TepOsIMU Jpambl. Jlemaercst BBIBOA O TOM, YTO MHOTOYHCIICHHbIE OTCBUIKH K
CasmenHomy ITucanuio (OpMHUPYIOT TJIyOMHHOE CEMaHTHYECKOe II0Je, PacTBOpSIOIIEe
CIOKET ONephl B OnONIEHCKOM NPOCTpaHCTBE. Pe3ynpTaToM COCYyIIECTBOBAHMS PEANbHOTO M
MH(HUUYECKOr0 MIIAHOB CTAHOBHUTCS MHOTO3HAYHAsi aMOMBaJICHTHAsI XapaKTEePHCTHKA IIIABHBIX
MEPCOHAXKEM.

BiBLICAL SOURCES OF ALBAN BERG’S OPERA WOZZECK:
AN ANALYSIS OF THE LIBRETTO DEEP STRUCTURE

The paper examines the principles of the deep structure of the libretto of Alban
Berg’s opera Wozzeck, formed by biblical quotations, plot motifs, images, associations. Two
semantic layers are considered, different in nature, genesis, and functions in the text. One of
them, an eschatological one, related to the theme of the Lord’s Day and correlated with the
Old Testament books of the prophets (Joel, Sophronia, Nahum), Genesis and the Apocalypse,
is analyzed in order to identify plot motifs, identify excellent ways to include them in the plot
in the first, second, and third acts. The second layer, semantically going back to the Old
Testament book of Ecclesiastes, is understood from the point of view of a special presence in
the text: not only at the level of plot motifs (revealing the eternal cycle of the universe, the
frailty and finiteness of human life), but also the form process, the dynamics of the unfolding
of the plot, set by the idea of circularity in the first picture. The semantic modulation of this
plan in the lexical structure is traced, reflected in the transition from generalized universal
images (rotating Earth, mill wheel, wind) to private ones associated with the actions of the
main characters. A special role in this transformation is played by words from the hunting
dictionary, which give the dynamics of movement the coloring of aggression, persecution,
and race. The correlation of layers with the character plan at various stages of deployment is
traced, their transformation and close interaction, intertwining in the central scenes of the
opera — the third and fourth paintings of the second act, in which biblical plot motifs are
involved in a circular motion and correlate with the heroes of the drama. It is concluded that
numerous references to the Holy Scriptures form a deep semantic field that dissolves the plot
of the opera in the biblical space. The result of the coexistence of the real and mythical planes
is a multi-valued ambivalent characteristic of the main characters.
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Federation, Moscow, Russia

VHCTPYMEHTAJIbHASL CLIEHUYECKASI MY3bIKA B OTIEPHOM TEATPE: KPUCTAJUTU3ALIAS
TMPOBJIEMATHKMU B TPYJJAX, ITOCBAIEHHBIX TEOPHUU U IMPAKTUKE UHCTPYMEHTOBKH

«IHCTpyMeHTaNbHas CIIeHIYecKass My3blka», HanOoree spKO TNpOsBHBIIAs ceOs B
onepHoM Teatpe Kommo3uTopoB XIX—XX BekoB, oOvermuHseT B cebe JIOMOTHUTENHHEIC
HWHCTPYMEHTHI W HMX TPYIIIBI, pa3MeIlaeMble «Ha CIEHEe», «OJ] CIEHOI», «HaJ CHEHON», «3a
KYIIMCAMI», «B TEATPE» WM «B OTJEIBHBIX MOMEIIEHUX». [IpobieMarrke «MHCTpyMEHTAIBHON
CLIEHHYECKOH MY3BIKH» 0c000€ BHHMAaHWE YHAESeTcs B TPYHaX, MOCBSIICHHBIX TEOPUH U
MPaKTUKE WHCTPYMEHTOBKH (OPKECTPOBKH, MHCTPYMEHTOBEAeHHs W T.1.). CaMple HayaibHbIC
CBEJICHMS, KAacalolMecs HCIIONB30BaHMS  JIOTONHUTENBHBIX  BOKAJIBHO-WHCTPYMEHTAIBHBIX
cpencts, coneprkarcs B Tpynax JK.-)XK. Kacraepa u I'. bepnuosa. Bo Bropoii nonosune XIX Beka
BOIPOCH! WCIIONB30BAaHUSI HMHCTPYMEHTAIBHOH CIIEHMYECKOH MY3BIKM paccCMaTpUBAIOTCS C
MO3ULMM HMHCTPYMEHTAapHsi M OPKECTPOBOTO IMChbMA JUIS PA3iIMYHBIX COCTABOB BOCHHBIX
(yxoBBIX) OpKecTpOB (OaHBI), KOTOPBIE HIMPOKO HCIIONB3YIOTCS KOMIIO3UTOPAMH B OMEPHOM
TBOPYECTBE B KAa4eCTBE CAMOCTOSITENBHBIX 3BYKOBBIX 3JIEMEHTOB. [lof00HBIE CyXIeHHs B
OTHOLICHUM BOGHHOTO OpPKECTpa colepkaTbcsi M B pasziene «baHIpl BOCHHOH MY3BIKH)
«Meromuueckoro Kypca opkectpoBkm» @.-O. ['eBapra, KOTOpbI OTMEYaeT BecbMa YIadHOE
HCIIONB30BaHKe AyxoBoro opkecrpa B «Becranke» I'. Ciontunu B 1807 rogy. Hemuoro mmpe
npodJieMe HCIIONB30BaHMsI MHCTPYMEHTAJIBHON CLIEHHMYecKoi My3blkd moporuen 3. [upo. On
BBIICTIUI BUIBl €€ W3JIOKEHHs, ONpPEACIWI INpeJHA3HAYEHHE W MOJYEPKHYI MaccOBOCTh
noo0HbIX siBieHui B XIX Beke, a Taroke OTMETHII IepBoe uctionb3oBaHue oprana y @. I'eponbaa
B omepe «llamma» (1831) u pasnpHeiiliee ero yacroe NPUMEHEHHE B PEJMTHMO3HBIX CLIEHAX
JpaMaTUyeckux codrHeHuil. O0O03HAUYCHHAs] B OTEUECTBEHHOM MYy3biko3HaHuu H. A. Pumckum-
KopcakoBpiM — mpoOieMaTHka HHCTPYMEHTAJIBHOM —CLEHHYECKOW MY3bIKH, BKIIOYAIOLIAs
UCTOPHYECKUE, ICTETUYECKUE, IPOCTPAHCTBCHHBIE M TEXHOJOTMYECKME AacHeKThl  ee
UCIIONBb30BaHKs, BO MHOTOM OTPa3uiia JIMYHOCTHOE OTHOIIEHHE KOMIIO3UTOPA K CKPOMHOMY U
OYEeHb JIPAMATYPrUYECKH BBIBEPEHHOMY MHCIIOIB30BAHUIO JIOMOIHHUTENIBHBIX HHCTPYMEHTOB.
Hauboree moiaHO TEXHOMOTHST HCCISAyeMO MPOoOIeMaTHKK paccMaTpuBaercsi b. AHHCHMOBBIM,
KOTOPBI Ha OCHOBE TEXHHMKH OpKECTPOBOrO IHCbMa W OCHOBOIOJATAIONIMX HPUEMOB
HWHCTPYMEHTOBKH ~ cpOpMYIHpoBai — crenuduyeckne (QYHKIMM — CIEHHYECKOro OpKECTpa.
JletanpHblil aHaNM3 TEOPETUYECKUX MOJIOKEHUH IO3BOJIUT: ONPEAENIUTh IEPEUeHb TPYAOB,
TMOCBSILICHHBIX TEOPHH W TPAKTHKE WHCTPYMEHTOBKH (OPKECTPOBKH, MHCTPYMEHTOBEICHHS U
T. JI.), B KOTOPbIX PacCMaTpUBAaeTCsl MPOOJIeMaTHKa MHCTPYMEHTAIBHON CLEHUYECKOH MY3BIKH;
MPOCIICMTE Y aBTOPOB SBONIOLMIO B3[IIIOB, KACAIOMIMXCA H3Y4YCHHS HHCTPYMEHTAIBHOMN
CIICHUYECKOM MY3bIKH; OOOOLINTh M CHCTEMATH3HUPOBATh MPOOIEMATHKY HHCTPYMEHTATBHOU
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CIICHI/I‘IGCKOﬁ MY3bIKW; HAMCTUTb HWHLIC HAIPaBJICHUA B TCOPCTUYCCKOM MY3bIKO3HAHUU,
3aTparuBaroue Hp06HCMaTI/IKy PIHC’prMeHTa.HBHOﬁ CIICHI/I‘IGCKOﬁ MY3BIKH.

THE INSTRUMENTAL STAGE Music AT THE OPERA HOUSE: THE CRYSTALLIZATION OF THE
PROBLEM IN WRITINGS ON THEORY AND INSTRUMENTATION PRACTICE

The ‘Instrumental Stage Music,” which is manifested more vividly at the
composers’ Opera House of the 19"—20™ centuries, it combines the additional instruments
and their groups. They are placed ‘on the stage,” ‘under the stage,” ‘above the stage,’
‘offstage,” “at the theatre’ or ‘in separate premises.” The issue of the instrumental stage music
gets the special consideration writings devoted to the theory and practice of instrumentation
(orchestration, instrumentation, etc.). The earliest utterances concerning the use of additional
vocal and instrumental means are contained in the writings of Jean-Georges Kastner and
Hector Berlioz. Further, in the second half of the 19" century, the issues of using the
instrumental stage music are considered from the standpoint of instrumentarium and
orchestral writing for various sets of military (brass) orchestras (bands). They are widely used
by composers at opera as standalone sound elements. Similar judgments concerning the
military orchestra are also contained in the section Les bandes de musique militaire of
Frangois-Auguste Gevaert’s Cours méthodique d’orchestration. He notes the rather
successful using of the brass band in Gaspare Spontini’s La Vestale in 1807. Ernest Guiraud
approached the problem of using the instrumental stage music a bit broader. He singled out
the types of its description, defined its destination and emphasized the massiveness of such
phenomena in the 19" century. He also noted the first usage of organ from Ferdinand Hérold
in the opera Zampa (1831) and its further frequent application in religious scenes of dramatic
compositions. The marked Nikolai Rimsky-Korsakov’s problem of the instrumental stage
music in domestic musicology, comprising the historical, aesthetic, spatial and technological
aspects of its using, largely it reflected the composer’s personal attitude to the modest and,
dramaturgically, very verified using of additional instruments. Boris Anisimov considered the
technology of the researched issue more fully. He formulated the specific functions of the
stage orchestra on the technique’s basis of orchestral writing and fundamental methods of
instrumentation. The detailed analysis of the theoretical provisions will allow: to determine
the workings’ list devoted to the theory and practice of instrumentation (orchestration,
instrumentation, etc.) that deals with the issue of the instrumental stage music; to trace the
evolution of the authors’ views relating to the study of the instrumental stage music; to
generalize and systematize the issue of the instrumental stage music; to define other
directions in theoretical musicology affecting the issue of the instrumental stage music.

CA®OHOBA  Anekcangpa AHaTo/JIbeBHa,  KaHOuoam
uckyccmbobedenus, cmapuiuti  HAYUHbIL  COMPYOHUK,
Hayuto-uccaedoBamenvckutl yeHmp Memodoso2un
ucmopuieckoeo MY3bIKO3HAHUA, MockoBckasn
eocyoapcmbernasn KoHcepBamopus UMeHu
I1. Y. Yaiixobckoeo, Mock8a, Poccus

Alexandra A. SAFONOVA, PhD, Senior Researcher, Research
Center for Methodology of Historical Music Studies at
the Department of General Music History, Moscow
State Tchaikovsky Conservatory, Moscow, Russia
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«ITPEKPACHASI MEJIbHUUMXA» B TEATPE C. C. AITPAKCUHA (110 MATEPMAJIAM HOTHBIX
PYKOITUCEN ®OHJIA ATIPAKCUHBIX-I"OJIMLIbIHBIX PT'B)

ITocne mockoBckux nokapoB 1812 roxma, xorma cropeno aepeBsiHHoe 31aHue HoBoro
nmreparopckoro (Apbarckoro) tearpa, MMmeparopckas Tpymma BO30OHOBMIIA CIIEKTAKIH
CIIyCTs 1IBa roja B JioMe reHepana B orcraBke Crenana CrenaHoBuya AnpakcuHa. Ha cuene
9TOr0 JIOMAIIHEro TeaTpa TpyNIla Wrpaiga B TeUeHHWEe 4deThlpeXx JeT. HeObBambit
MIATPHOTHYECKUH ITOIBEM OTpasmics U Ha penepTyape. B atu roxer craBmmmch «OmomdeHue,
n JTro6oBe k OteuectBy», «Pycckue B I'epmanmu, win Crencreue o0 k OTedecTBy»,
«TopxectBo Poccun, nnu Pycckue B Ilapuxe» K. A. KaBoca, n1pama B Tpex IEHCTBHSX C
XOpamH, BOGHHBIMH OJBOMIOIMSIMH ¥ OametoM  «OcBoboxaenne  CMoIeHCKa»
W. H. Ceeuunckoro u E. U. I'onennmeBoi-Kyry3zoBoil ¢ nuBeprucmentoMm «lIpa3mgHux
CMOJICHCKHX JKHTelNei» U mp. boraTeiM Ha mpeMbeps! okaszaicst 1816 rox. OcoOwrii MHTEpEC
MpeCTaBIsgeT TpeMbepa 26 OKkTs0pss B OeHeduc akTpuUChl AHTOHWHBI VIBaHOBHBI
Bapanyeesoii onepesr JIxoBanHu [lamsmemno «MedbHHYMXa» Ha JIMOPETTO AHTOHHO
[TanomOBI B mepeBome Ha pycckuii s3p1k. OHa ocraBanack B pemnepryape u B 1817 rony. B
HOTHOM coOpanun Qonna Anpaxcussix-I'omuipsiaeix PI'B coxpanunack cBopHas mapTus
IIEBIIOB C PYCCKON MOATEKCTOBKOM NBYX akroB omepbl (HMIOP PI'b. @. 011/ 11l Ex. xp. 7.
147 n.). CpaBHHTENBHBIN aHAIN3 STHX MarepuaioB c aBrorpadoM u3 (GoHIOB OMOIMOTEKH
HeanonuTaHckoil KOHCEpBATOpHM IO3BOJIMII  C/IENIaTh HECKOJIBbKO BBIBOJIOB. B OCHOBY
PYCCKOI pelakIiy MoJIoKeHa BTopast peaakius omnepsl (1789) B Tpex nefictBusx. B ceogHoi
MapTHU TIEBIIOB PYCCKOW pENaKIMU COXPAaHWINCh MaTephaibl TONBKO IBYX MAEHCTBHI,
MaTepuanoB TPEThEro akTa B pycckod pykomucu HeT. Ilo Tpaguimum B pycckolt penakuuu
orepa MpEACTaBIsUIACE HE C PEUMTATHBaMHM, a C 3aMEHHUBIIMMHM HUX Pa3rOBOPHBIMH
nuanoramMu. MMeHa NeHCTBYIOIIMX JIMI] B MOCKOBCKOHW Bepcuu pycuduimpoBansl. He Bce
HOMepa, 3aMKCUpOBaHHbIC B aBTOrpade, HCIONHMAINCH TaKKe Ha pyccKoil creHe (U3
12 HomepoB mepBoro akta — Toiubko 10). Ne4 BO BTOpOM aKTe PYCCKOW peaakiud —
BcTaBHas apus Hotapuyca — npaBuiica u cokparaics B Xxone peneTuiuid. TekcT BOoKaJIbHbBIX
mapTuid cxok c¢ aBrorpa¢oM, HO OOHApPYKHBaeT psf OTiauuuil. [lo3TOM BBINOIHEH
HECHIJIAONUECKUH NepeBOJl, TI03TOMY JOBOJIBHO YacTO IPU COXPAHEHHWH 3BYKOBBICOTHOCTH
U3MEHEH PHUTMHYECKUH PHUCYHOK B BOKJIBHBIX MapTUsX. B cBOOHOM mapTuM MeBLOB
3a()MKCHPOBaHbl BapHAHThl YKPAIIEHWH, T. €. TO, KaK IHApTHH MCIOJHAINCH IEBLAMH.
Marepuansl pycCKol pelakiud MOTYT OBITh MOJE3HBI AJSl PEKOHCTPYKIMH MOCKOBCKOT'O
ONEpHOro pemepTyapa nepBoii yerBeptn XIX Beka, a TaKKe OHU MPEICTABISIOT
HECOMHEHHYIO LIEHHOCTb AJISI UCTOPUU OTEYECTBEHHOTO BOKAJIBHOTO MAacTepcTBAa M MOTYT
OBITH UCMOIb30BAHBI B TUJAKTUUECKUX LIENSX.

LA BELLA MOLINARA AT THE S. S. APRAKSIN THEATER (THE MUSICAL MANUSCRIPTS OF THE
APRAKSIN-GOLITSYN COLLECTION IN THE RUSSIAN STATE LIBRARY)

After the Moscow fires of 1812, when the beautiful wooden building of the New
Imperial (Arbat) Theater burned down, the Imperial Troupe resumed performances two years
later in the house of retired general Stepan S. Apraksin. The troupe played on the stage of this
slightly cramped and stuffy theater for four years. The patriotic enthusiasm was reflected in
the repertoire. The Militia, or the Love for the Fatherland, Russians in Germany, or the
Consequence of Love for the Fatherland, The Triumph of Russia, or the Russians in Paris by
Catarino Cavos, a drama in 3 acts with choirs, military evolutions and the ballet Liberation of
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Smolensk by Ivan Svechinsky and Ekaterina Golenishcheva-Kutuzova with the divertimento
Holiday of Smolensk residents etc. were staged during these years. The year 1816 turned out
to be rich in premieres. Of particular interest is the premiere on October 26 at the benefit of
actress Antonina |. Barancheeva of one of the most popular opera by Giovanni Paisiello and
Antonio Palomba La Molinara translated into Russian. She remained in the repertoire in
1817. The Apraksin&Golitsyn collection in RSL has preserved a manuscript of vocal parts
with a Russian subtext of two acts of the opera (F. 011/ Ill. # 7). A comparative analysis of
these materials with an autograph from the collections of the library of the Naples
Conservatory allowed to conclude. The Russian version is based on the second edition of the
opera (1789) in 3 acts. Russian edition has preserved the materials of only 2 acts, there are no
materials of the third act. Traditionally, in the Russian edition, the opera was presented not
with recitatives, but with spoken dialogues replacing them. The names of the actors in the
Moscow version are Russified. Not all the numbers presented in the autograph were also
performed on the Russian stage (only 10 of the 12 numbers of the first act). No. 4 in the
second act of the Russian edition — the inserted aria of the Notary — was corrected and
shortened during rehearsals. The text of the vocal parts is similar to an autograph, but reveals
a number of differences. The poet realized a non-syllabic translation, therefore, quite often,
while maintaining the pitch, the rhythmic pattern in the vocal parts is changed. The Russian
manuscript conserved the variants of decorations, i. e. how the parties were performed by the
singers. The Russian edition can be useful for the reconstruction of the Moscow opera
repertoire of the first quarter of the 19" century, and it is also of undoubted value for the
history of Russian vocal mastery and can be used for didactic purposes.

CEMKWVH WBan Anexcaaaposid, cmyderm [V kypca, kagedpa
AHAAUTHUYECK020 MY3biKo3HAHUA, Poccutickas axademus
Mmy3viku umenu I'necunvix, Mock6a, Poccus

Hayunbmt pykosommrens — Cycunxo Vipuna IletposHa,
TIOKTOP VICKYCCTBOBEJIeHVIS

Ivan A. SEMKIN, 4th Year Student, Analytical Musicology
Department, Gnesin Russian Academy of Music, Moscow,
Russia

Scientific adviser — Irina P. Susidko, Dr. Habil. (Doctor of Art
Studies)

YE3APE ['PAH/IM — HEU3BECTHbIN TEHOP 30JIOTOI'O BEKA OIIEPHI SERIA

B apxuBe cemeiictBa Cancenonn B CueHe ObUIM OOHApy:KEHBI MHHCbMa HEKOErO
uTanbsHckoro TeHopa Yeszape I'panau nu Burep6o, onybiaukoBanusie B 2020 rogy B craThe
mpodeccopa My3bikoBeaeHust yuuBepcuteTa Kammdopumn Kommmu Pupmon. O I'pammu
M3BECTHO KpaifHe MaJlo, ero UMs He YIOMHHAETCSd HU B OJHOM MY3BIKAJIIFHOM CJOBape WU
SHIMKJIONEAUH. JIMIb 3arisHyB B KaTalor IMEYaTHBIX HTaJbSHCKUX JuOperro Kmaymmo
Capropu (I libretti italiani a stampa dalle origini al 1800), ero MoxHO HaiiTH B YwHCIe
UCIIOJIHUTENEN psiga omep. Peub B mmcbMax Luia o mocraHoBke omepsl «PapHacm» (1750)
JxoBanuu bartucter [lemertun. B Hux ['panau npencraer 4e10BeKOM, KOHTPOIUPOBABIITNM
MIPOIIECC CO3JAaHHUS OMEPHOTO CIIEKTAKIS MPAKTUYECKH HAa BCEX dTamax, HauWHas ¢ paboThI
HaJI THOPETTO U 3aKaHYMBasi 00CYXKCHHEM CLIIEHHYeCKoro obpasa repoeB. B moknane cienan
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aKIIeHT Ha JAPYrod HCTOPHUH W3 €ro TBOPYECKOH JXM3HU. B IOCIYy)XHOM CIHCKEe TeHOopa B
katanmore Capropu HECKOIBbKO pa3 ¢urypupyer omepa «KaroH B VYrtuke». I'panam men
naptuio KaToHa kak MUHHMYM B TpeX pasHbBIX omepax Ha Jmoperro IIserpo Mertacraszmno —
Jleonapno Bunum (1733), Anronno Busamsmu (1737) u Dmxumno Jdyau (1740 u 1749).
[Tpumep ['panan 3HaYNUTETHHO pacmmpsieT moHUMaHue TeaTpanbHoi npaktuku XVIII Beka, B
YaCTHOCTH, C(hephl BIMSIHUS I1EBIA, a COXPAHUBIINECS MAPTUTYPHI M IPEANPHHATHIA B CTaThe
KOMIIAPAaTUBHBIH aHAIN3 MapTHH ITO3BOJMIM PEKOHCTPYHPOBATH €r0 HCIIOIHUTEIbCKHIN
«o0MMK», JOMONHUB TIPEACTaBlIeHHE O ['paHIM Kak O HeBIe, 00JaJaBIIMM HEMaJIbIM
JIMATIa30HOM, MTOABM)KHBIM T'OJIOCOM M IPaMaTHIECKUM TAIaHTOM.

CESARE GRANDI: THE UNKNOWN TENOR OF THE OPERA SERIA GOLDEN AGE

Letters of a certain Italian tenor Cesare Grandi di Viterbo were discovered in the
archives of the Sansedoni family in Siena, published in an article by professor of musicology
at UCLA Colleen Reardon in 2020. Very little is known about Grandi, his name is not
mentioned in any music dictionary or encyclopedia. He can only be found among the
performers of operas in Claudio Sartori’s catalog of printed Italian librettos (1 libretti italiani
a stampa dalle origini al 1800). The letters referred to the production of the opera Il
Farnaspe (1750) by Giovanni Battista Pescetti. Here Grandi appears as a man who controlled
the process of creating an opera performance from almost every aspect — starting with the
work on the libretto and ending with the discussion of the stage image of the characters. The
paper emphasizes another aspect of his artistic life. The tenor’s track record in Sartori’s
catalog includes the opera Catone in Utica several times. Grandi sang the part of Catone in at
least three different operas to librettos by P. Metastasio — Leonardo Vinci (1733), Antonio
Vivaldi (1737), and Egidio Duni (1740 and 1749). The example of Grandi significantly
expands the understanding of eighteenth-century theatrical practice, in particular, the singer’s
influence. The survived scores and the comparative analysis of roles taken in this article have
made it possible to reconstruct his performing ‘image,” completing the idea of Grandi as a
singer who had a wide range, a flexible voice and dramatic talent.

CUJHEBA Tarbana BopucoBHa, Joxkmop Kyibmyponocuu,
npogeccop, npopekmop no HayuHol pabome, 3a6e0yiOulds
kageopoii  gurocogpuu  u  scmemuxu, Huowcezopoockas
eocyoapcmeennas  KoHcepsamopusa umenu M. U. [unku,
Huorcnuii Hoszopoo, Poccus

Tatiana B. SIDNEVA, Dr. Habil. (Doctor of Cultural Studies), Full
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Aesthetics Department, Glinka Nizhny Novgorod State |
Conservatoire, Nizhny Novgorod, Russia v

B COABTOPCTBE C in cooperation with
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Russia

METAMOP®O03bI CHUHTE3A B COBPEMEHHOM OTEYECTBEHHOM TEATPE!:
OMNEPA-TPOTECK «CHJTYDThI» Jmutprusa I'VCEBA

AKTyaJlbHOE COCTOSHHE JKaHpa OIlepbl, B IPOCTPAHCTBE KOTOPOH COCYIIECTBYIOT
CTPOTHi aKafgeMH3sM W HN300peTaTeNbHble OSKCIIEPUMEHTHI, T€PMETHYECKH JIIUTapHBIe
YCTpeMIIeHHs] W TIPUHIWIIEI MacCOBOW KYJBTYPHI, MOATBEPXKIAET €€ MOOMIBHOCTE,
OTKPBITOCTh W CIIOCOOHOCTH OCTaBaThCsl OJIArONPHATHON IUTOMAaKoi Juist TBopuecta. XXI
BEK MPOJOJDKAeT amnpolaluio HOBBIX THUIIOB CBS3M MY3BIKH, CJIOBA, IUIACTHKH,
N300pa3UTENBHBIX HMCKYCCTB, MEHSET HEpapXHi0 KOMIIOHEHTOB CHHTE3a W JIOKa3bIBaeT
BO3MOXXHOCTH CIIGHMYECKOH JKH3HH, Ka3aloch Obl, HECIEHWYECKHX (OpM W TNPHHIIUIIOB,
TaKuM 00pa3oM ONpoBepras WITIO3UI0 MCUEPNaHHOCTH JKaHpa. B pycie sKcnepuMeHToB ¢
OTKPBITBIM CHHTE30M MHTEPECHBII OIBIT MpEeACTaBIsieT coboi omepa-rporeck «CHITyITHD B
nocraHoBke Hrmkeropozckoro kamepHoro Teatpa umenu B. CrenanoBa. My3bIka CIEKTaKIIs
co3ziaHa nerepOyprekum Kommnosuropom Jmutpuem ['yceBbiM. ABTOp noctaHoBku — FOmms
YexmacoBa (MockBa), mobeautenb 1a00pPaTOPUH MOJIOZBIX PEXUCCEPOB MY3BIKAJIBHOTO
teatpa AHO «bueHHane TeaTpaqbHOrO HCKYCCTBAa. YPOKH pexuccyphl». JlureparypHoit
OCHOBOH orepbl M30paH, Ka3anoch Obl, MaJO NpPUMEYaTeIbHbIH TEKCT CEHTHMMEHTAIUCTCKU
HAaCTPOEHHOro 1moa3ta cepenuHbl XIX Beka Bacwiusa ITomoBa, UMs KOTOPOro W3BECTHO IO
KpuTHueckomy odepky H. UepHblnieBckoro, Giarosapsi KOTOpOMY U CTaJIH M3BECTHBI «CLIEHBI
B cTHXax». BecbMa THUINYHBI ONEpHBIC IEPCOHAXH (MOJIOZAst BJJOBA, CBETCKMH CKENTHK-
JNCH/IW, POMAaHTHYECKH YYBCTBHUTENIBHBIH TIepoi), HE3aTeHIMB CIOKET («KOCBEHHOE)
MpU3HaHHE B JIIOOBH, MOPOIMBIICE JIIOOOBHBIN TPEYTrONBHHK, «IPOOYXKICHUE» BBICOKOI'O
qyBcTBa J100BHM). HO, Mpu «mpocToTe» JMTEpaTypHOr0 HWCTOYHHKA, TpaHUYalied ¢
0aHAIBHOCTBIO, aBTOPaM YIAIOCh CO3JaTh KAMEPHYIO ONepy-dKcHepuMmeHT. J[pama repoes
HOTpY)K€HA B NPU3PAYHBIH «TeaTp TEHEi» CHIIyITOB, KOHLEPTMEICTEp HE CONpPOBOXKAAET
JeHCTBHEe, HO CaM CTAQHOBUTCS [JCHCTBYIOIIMM JIMLIOM, Y4YacTBYs B JpaMaTyprUyuecKH
MIOBOPOTHBIX MOMEHTaX CHEKTaKIL. Belm «oKuBaroT», mpruodperasi CHMBOIMYECKUN CMBICI.
B omepe BrIcOKHI rpagyc SKCOPECCUU COEOMHEH C MOAUYEPKHYTO YCUJIEHHOH YCIOBHOCTHIO.
O¢dexT coeqMHEHHS PEATHCTHYECKOr0O M MHCTHYECKOrO0 IUIACTOB, IpOTECKa U
CEHTUMEHTAJIBHOCTH, «CTapOMOJHOCTH» I'epOeB M BUXPEBOH ABaHIaApAHOCTH «CHUIIY3TOB)
YCHJIEH VMMEPCHBHOCTBIO: IyOIHMKAa HaXOJMUTCS Ha CLEHEe, pAJOM C aKTepamH.
PasbirppiBaeMoe  Tiepes] 3pHTENIEM-CIyLIaTeneM JACHCTBHE MPEICTAaBICHO HE TOJBKO
«KPYNHBIM» IUIAHOM, HO W BOBJICKaeT IIyOJIMKY B HEHNOCPEACTBEHHOE Y4acTHE B
npoucxopsmeM. Ilenne, mmactuka, xopeorpadus, «Tearp TEHeH», NPeACTaBICHHbIE B
CTPEMHTENIFHOM TEMIIE, CO3/AI0T OLIYTUMBIH 3(hdexT uMnpoBH3amuu (M JIEHCTBUTEIHEHO
UMIIPOBH3ALMS SIBISCTCS BaXKHBIM CO3HATEIBHBIM PEKUCCEPCKUM IPUEMOM CIHEKTAKIIS) —
WUTPBI C UCTOPHEN KaHpa OMepsl, Urpbl co Bpemenem.
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METAMORPHOSES OF SYNTHESIS IN MODERN RUSSIAN THEATER:
THE GROTESQUE OPERA SILHOUETTES BY DMITRY GUSEV

The current state of the opera genre, in which strict academicism coexists with
inventive experiments, hermetically elitist aspirations, and principles of mass culture,
confirms its mobility, openness, and ability to remain a favorable platform for creativity. The
21t century continues to test new types of musical, verbal, plastic, and visual arts
communication, changing the hierarchy of synthesis components and proving the possibility
of stage life for seemingly non-stage forms and principles, thus refuting the illusion of genre
exhaustion. In the realm of experiments with open synthesis, an interesting experience is
represented by the grotesque opera Silhouettes, staged by the Nizhny Novgorod Chamber
Theater named after Vladimir Stepanov. The music of the performance was created by the St.
Petersburg composer Dmitry Gusev. The director of the production is Yulia Chekmasova
(Moscow), the winner of the laboratory of young directors of musical theater of the
autonomous non-profit organization Biennale of theatrical art. Directing lessons. The literary
basis of the opera is the seemingly unremarkable text of a sentimentally inclined poet from
the mid-19" century, Vasily Popov, whose name is known from the critical essay by Nikolai
Chernyshevsky, thanks to which ‘scenes in verse’ became known. The opera features very
typical characters (a young widow, a secular skeptic-dandy, a romantically sensitive hero)
and a simple plot (‘indirect’ declaration of love, resulting in a love triangle, ‘awakening’ of
high feelings of love). However, despite the ‘simplicity’ of the literary source bordering on
banality, the authors managed to create a chamber opera-experiment. The drama of the
characters is immersed in the ghostly ‘theater of shadows’ of silhouettes; the concertmaster
does not accompany the action but becomes an active participant, participating in the
dramatic turning points of the performance. Objects ‘come to life,” acquiring symbolic
meaning. In the opera, a high degree of expression is combined with pronounced
conventionality. The effect of combining realistic and mystical layers, grotesque and
sentimentality, the ‘antiquity’ of the characters and the swirling avant-gardism of the
‘silhouettes’ is enhanced by immersion: the audience is on stage, next to the actors. The
action played out in front of the viewer-listener is presented not only in ‘close-up’ but also
involves the audience in direct participation in what is happening. Singing, plasticity,
choreography, ‘theater of shadows,” presented at a rapid pace, create a tangible effect of
improvisation (and indeed improvisation is an important conscious directorial technique of
the performance) — playing with the history of the opera genre, playing with Time.

CMHEIbHUKOBA Ombra BrmagumuposHa, dokmiop

uckyccmboBedenus, npocpeccop, Kagpedpa
MY3bIKOSHAHUA u MY3biKAABHO-NPUKAAOHO20
uckyccmeoa, KemepoBexuii eocyoapcmBerHolil

uncmumym xyasmypsi, Kemepobo, Poccusa

Olga V. SINELNIKOVA, Dr. Habil. (Doctor of Art Studies),
Associate Professor, Department of Musicology, Music
and Applied Arts, Kemerovo State University of
Culture, Kemerovo, Russia
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«CPEJJTHECTATUCTUUYECKASI BAPOUHAS OTIEPA» JIEOHUZIA JIECSAITHUKOBA B XX | BEKE

Benukune wommnosutopel XVIII Beka — T'ennens, BuBanpmu, [lepronesm, [aiimh,
Mornapt, Kepyounu, BOpTHSHCKHII — YBJIEYEHHO MHCAIHM OMEPHl HAa TEKCTHI HE MEHee
BEJIMKOTO 103Ta, ApaMaTypra u muoperrucra [Iserpo Metacrasno. Pa3Be Mor npemnoiokuTs
KTO-HUOYIb U3 HUX, 4TO Yepe3 200 ¢ JINIIHUM JIET Ha 3TH JKe TEKCTHI OyIyT COUMHSATE OaneT?
OpHaKo HaIIero COBPEMEHHHKA YIAWBUTH CIIOXHO. Bexp B XX Beke yke BOBCIO IIOIOT M B
Oaiere, ¥ B HMHCTPYMEHTAIBFHOH My3bIke, a omepoil B Hadane XXI| croietuss MoxeT
HMEHOBAThCSI  CaMBIi  HEOXHIOAHHBIM  Qopmar  omyca:  Mexuaonepa,  XoOpoBas,
WHCTPYMEHTAJIbHAS ¥ JIaXKe ITUPKOBas orepa. Ha3zras cBoit HOBBIN Oaner «Onepoiiy», JIeonn
JlecATHUKOB 3aTeBaeT M3bICKAaHHYIO Urpy B omnepy. OHa pa3BopauMBaeTCsl B MPOCTPAHCTBE
JKaHpa COPOKaMHUHYTHOTO HAMEPEHHO OECCIOKETHOr0 Oaera, KOTOpBIH OBLT 3aKa3aH TeaTpoM
«Jla Ckanay. CoGcTBeHHO, Oaromapsi 5ToMy KOMIO3UIUS JecITHUKOBA IPHOOPETAET TaKylo
9JIACTUYHOCTh, YTO MOXKET OBITh TpEJCTaBlIeHa M Kak omepa-0aner, W Kak orepa Ui
KOHILICPTHO# cIieHbl. J[Ba TakMX BapHaHTa yxe ObLIH TOKa3aHbl: mepBblii — B La Scala ¢
xopeorpacgmueii mpociaBieHHOro OaneTmericrepa Anekcest Parmanckoro B 2013 roxy, BTopoit
— B KonneprHom 3ane I1. M. YaiikoBckoro necsars et cnycrsa. Kakyro jke 1eKOHCTPYKIUIO
TEepMMHA U JKaHpa «orepay npeiaraer cerofts J{ecsiTHUKOB, U3BECTHBIN CBOMM HPOHUYHBIM
OTHOIIICHUEM KO BCSKOTI'O pojia KOHCEPBAaTHBHBIM SIBIICHHSM, KOTOPBIE OH JIIOOHUT OOBITPBIBATh
B IIOCTMOZIEpPHUCTCKONH MaHepe? Kommozutop 3aayman crienaTb HEKHH <«IIyT€BOAUTENb I10
apusiM, 00s13aTeNIbHBIM JIJTsl HTATbSHCKOW OPera seria» (pasymeercsi, Ha UTANBSIHCKOM SI3BIKE),
Kak OH caM OOBsICHSET B MHTEepBBIO. TekcThl MeTracTa3no U3 pas3HbIX JTUOPETTO Hape3aHbl U
MPOU3BOJILHO CMOHTHPOBaHBI. B  pesymprare momyumncs Oaner. UYro ke Takoe
«CcpenHecTaTHCTHYeCKass OapoyHas orepa» B uHreprnperauun JlecsatHukoBa? Kak ona
coueTaeTcss C JkaHpoMm Oanera? PaccMOTpeHHIO JKaHPOBBIX M BpPEMEHHBIX ILIACTOB
MY3BIKQJIEHOTO MaTepuaia 3TOro TeaTpaabHOr0 MPOU3BeAeH s OyIeT MOCBSILECH JOKIaI.

‘THE AVERAGE BAROQUE OPERA’ BY LEONID DESYATNIKOV IN THE 215" CENTURY

The great composers of the 18" century — Handel, Vivaldi, Pergolesi, Haydn,
Mozart, Cherubini, Bortnyansky — enthusiastically wrote operas based on the texts of the
equally great poet, playwright and librettist Pietro Metastasio. How could any of them have
imagined that in more than 200 years they would compose a ballet based on the same texts?
However, it is difficult to surprise our contemporary. Indeed, in the 20" century, both ballet
and instrumental music are already being sung with might and main, and opera at the
beginning of the 21% century can be called the most unexpected opus format: media opera,
choral, instrumental and even circus opera. Calling his new ballet The Opera, Leonid
Desyatnikov starts an exquisite game of opera. It unfolds in the space of the genre of a forty-
minute intentionally plotless ballet, which was commissioned by the La Scala Theater.
Actually, thanks to this, Desyatnikov’s composition acquires such elasticity that it can be
presented both as an opera-ballet and as an opera for the concert stage. Two such versions
have already been shown: the first — at La Scala with choreography by the famous
choreographer Alexei Ratmansky in 2013, the second — at the Tchaikovsky Concert Hall ten
years later. What kind of deconstruction of the term and genre ‘opera’ is proposed today by
Desyatnikov, known for his ironic attitude to all kinds of conservative phenomena, which he
likes to play in a postmodern manner? The composer decided to make a kind of ‘a guide to
arias, mandatory for the Italian opera seria’ (of course, in Italian), as he himself explains in
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an interview. Metastasio’s texts from different librettos are cut and randomly edited. The
result was a ballet. What is ‘the average Baroque opera’ as interpreted by Desyatnikov? How
does it fit in with the ballet genre? A report will be devoted to the consideration of genre and
time layers of the musical material of this theatrical work.

JIOBOO3SH 3umanpa BramymypoBHa, acnupanim,  kaghedpa
ucmopuu  sapybexron  mysviky,  Canxm-Ilemepbypeckas
eocyoapcmbennan  komcepbamopus  umenu  H. A. Pumckoeo-
Kopcaxoba, Canxm-Ilemepbype, Poccust

Hayunemt pyxosopurenns — Teepmosckas Tamapa Vropesna,
KaHIMIAT UCKYCCTBOBEIEHNS

Zinaida V. SLOBODZYAN, Postgraduate Student, Western Music
History Department, Saint Petersburg Rimsky-Korsakov
State Conservatory, Saint Petersburg, Russia

Scientific adviser — Tamara I. Tverdovskaya, PhD

XOoP roH10JILEPOB U3 OIEPKI C. C. [IPOKO®LEBA «MAJJIAJIEHAY: K TIPOBJIEME
«UCYE3AIOIIEIO» CJIOBECHOI'O TEKCTA

Omepa Cepres IlpokodpbeBa «Mammanena» (1911-1913) — ongHO W3 couMHEHHN
KOMITIO3UTOpa KOHCEPBAaTOPCKOro MEpUoJia U MepBasi U3 ero onep, orMedeHHas omycoM. Ceoe
neruiie [TpokodbeB 3aKOHUIIT TOJNBKO B KIABHpE (Takke UM ObLIAa BBIIIOIHEHA OPKECTPOBKA
nepBoil cuewsl). JlanpHeWmas cyapOa INPOM3BENEHHS OKa3ajach HEBEPOSTHO CIIOXKHOM:
TIOC/IE/IOBAJI aBTOPCKHE PEIAKLHIH, «IOJICTYIIB K MHCTPYMEHTOBKE, OSCKOHEUHbBIE YCHIIUS,
MpEeINpPUHAMABIIMECS pa3sHbIMM JIMIAMU pagd  OCYIIECTBICHUS IIOCTAHOBKU  OIEpHI,
«IIyTEIlEeCTBUs» PYKONUCH IO eBponeickuM apxuBam M T. A. CIEHMYECKOE BOILIOLIEHHE
(bnaromapst padore 3. JlayHca) omepa momydiia qumb B 1981 r., mocie dero crapaHusIMA
I'. H. PoxxpectBerckoro «Masmanesay Oblia BO3BpalleHa B MPOCTPAHCTBO OTEUECTBEHHOM
MY3BIKaJIbHO-TeATPAIbHON  KynbTyphl. FOHoIIeckoe mpowusBeneHue I[IpokodppeBa BbI3BAIO
3HAUMUTENBHBIA HMHTEpEC HCCIe0BaTeNe, OAHAKO MCTOPHUs CO3JAHUSI ONEpbl A0 CHX IIOp
oOHapy)XKMBaeT HEKOTOpbIe Mpodesbl. B mpencraBinsieMoM J0KIaJle BHUMAHUE COCPEIOTOUEHO
Ha HeOONBIIOM (hparMEeHTe COYMHEHMS: XOp rOHI0IbepoB «Ha BONHAX JaryHbl» 3BYYHT BCETO
HECKOJIbKO MHHYT 3a cueHoil. Jlubperro omepsl [IpokodbeB mmcan caM Ha OCHOBE
OITHOUMEHHOH mheckl Marnpl JIMBeH, oIHaKO B €IMHCTBEHHOM OIyOJMKOBaHHOM B 1912 T.
BapHaHTe JIUTepaTypHoi «MaananeHb CTUXOB Xopa HeT. JIaHHbIN (akT U HeKOTOpbIe (pasbl
13 THEBHUKOBBIX 3alliCeil KOMIIO3UTOpA YKA3bIBAIOT HA TO, YTO OH paboTal HaJl JIMTEepaTypHOI
OCHOBOH orepbl B 0ojiee TECHOM COTPYIHHYECTBE ¢ ee «Marepbio» (Tak cam IIpokodnes
HasbiBaeT JIuBeH B J{HeBHUKe). TekcT Xopa ObLI HaliieH aBTOPOM JIOKJIaja B ABYX BapUaHTaX,
o6a — aBrorpadst Jluen. B Cankr-IletepOyprckoii TearpaibHOM OHOIMOTEKE XPaHHUTCS
pykomuck meechl «Magnanesa» (1909), B KOTOpoil, B OTIMYME OT OKOHYATEIHHOW BEpPCHH,
TIECHS TOH/I0JILEPOB €cTh. B PoccuiickoM rocynapcTBEHHOM apXUBE JIUTEPATYpbl U UCKYCCTBa
HaXOJUTCS MHCBMO JOBONMBbHO Onm3koro mpusitenst [IpokodreBa meBua H. B. Anapeesa; Ha
000poTe NOKYMEHTa pPYKOH MO3TeCChl OTAENBHO IPUBOAMTCA TeKCT Xopa. CpaBHeHHe
OOHApy)KCHHBIX MaTepHaIoB ¢ (DMHAIBHBIM NPOKO(MHEBCKMM DELICHHEM XOpa IOKa3bIBAeT
0COOEHHOCTH PabOTHI MOJOIOr0 KOMIIO3UTOpA HAJl ONEPHBIM IIPOU3BEICHUEM, HEKOTOpHIC
HIOAHCBI TaKKe MPOCIEKUBAIOTCS B TNEPENHCKe KoMmmo3utopa ¢ JIuBeH. Xop TOHAONBEPOB,
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SIBISIONIMHCA TI0 CBOCH JKaHPOBOM mpupone OapKapoiod, oOHAapyXMBaeT WHTEPECHEIC
CMBICIIOBBIC MEPEKIMYKH Kak ¢ TBopuecTBoM M. M. I'muHKy, Tak U ¢ Tpagulmeil BOILIOLICHUS
«UTAITBSHCKOr0 MH(a» B pycCKOl KynbType pyoexa XIX—XX BeKkoB.

THE GONDOLIERS’ CHOIR FROM SERGEI PROKOFIEV’S MADDALENA: ON THE PROBLEM OF
‘DISAPPEARING’ VERBAL TEXT

Sergei Prokofiev’s opera Maddalena (1911-1913) is one of the composer’s works from
his conservatory period and the first of his operas to be marked by an opus. Prokofiev completed
his brainchild only in the clavier (he also orchestrated the first scene). The further destiny of the
work was incredibly complex: there followed authorial revisions, ‘approaches’ to the
instrumentation, endless efforts made by various people to put the opera’s on stage, the
manuscript’s ‘travels’ through European archives, and so on. The opera received its stage
realization (through the work of Edward Downes) only in 1981, after which, thanks to the efforts
of Gennady Rozhdestvensky, Maddalena was returned to the space of Russian musical and
theatrical culture. Prokofiev’s youthful work has aroused great interest among researchers, but the
history of the opera’s creation still reveals some gaps. This report focuses on a small fragment of
the work: the gondoliers’ choir On the Waves of the Lagoon lasts only a few minutes backstage.
Prokofiev wrote the libretto of the opera himself on the basis of Magda Lieven’s play of the same
name, but the only version of the literary Maddalena published in 1912 does not include the choir
text. This fact and some phrases from the composer’s Diary indicates that he worked on the literary
basis of the opera in closer co-operation with its “‘mother’ (as Prokofiev himself called Lieven in his
Diary). The text of the choir was found by the author of the report in two versions, both of them are
autographs of Lieven. The St. Petersburg Theatre Library has a manuscript of the play Maddalena
(1909), which, unlike the final version, contains the gondoliers’ song. The Russian State Archive of
Literature and Art holds a letter from a close friend of Prokofiev, the singer Nikolai V. Andreev; on
the back of the document the poetess’s handwriting gives the text of the choir. A comparison of the
discovered materials with Prokofiev’s final solution for the choir shows the peculiarities of the
young composer’s opera working; some nuances can also be traced in the composer’s
correspondence with Lieven. The Gondoliers’ Choir, which by its genre nature is a barcarolle,
reveals interesting semantic overlaps both with the works of Mikhail Glinka and with the tradition
of the embodiment of the “Italian myth’ in Russian culture at the turn of the 19" and 20" centuries.

CTAPOOYBLEBA Vpuna WropesHa, cmydenmxa IV kypca,
Kaghedpa aAHAAUMUYECKO20 MY3bIKOSHAHUA, KOppekmop,
xypras  «CoBpementvle  npobaemvl  MY3bikO3HAHUA /[
Contemporary ~ Musicology»,  Poccuiickaa — axademus
Mysviku umenu I'necunsix, Mock6a, Poccus

Hayunbm pyxoogutesis — Cycunko Vipuna IlerposHa,
IIOKTOP VICKYCCTBOBEIEeHVISI

Irina I. STARODUBTSEVA, 4t Year Student, Gnesin Russian
Academy of Music, Proofreader, Journal 'Sovremennye
problemy muzykoznaniya / Contemporary Musicology,”
Moscow, Russia

Scientific adviser — Irina P. Susidko, Dr. Habil. (Doctor of Art
Studies)
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«JIOMBAP/IIBI B [IEPBOM KPECTOBOM MOXOE» JIDKY3ENIE BEPU 1 dKAHP BOJIBIION
®PAHIY3CKOM OIIEPHI

B 1847 romy cocrosuics nebror J[xysenne Bepau Ha ciene napwkckoit Grand Opéra
— omepa «epycanmum» Ha nuOperTo AnbdoHca Pyaiie u I'loctaBa Basza. B meil Obur
HCIIONB30BaH MaTepHall €ro ke orepsl «JlomOapamsl B IepBOM KPEeCTOBOM MOXOAE» Ha
maoperro Temucrokna Conepsl (Munas, Jla Ckana, 1843). JIo cux mop COOTHOIICHHE 3TUX
COYMHEHHH /0 KOHIIAa HE MPOSICHEHO, CYIIECTBYIOIINE OLEHKH, B IIEJIOM, HOIBOMAT K IBYM
BEIBOZIaM: (ppaHILy3CcKas ornepa — yxyameHHas Bepcus uranbsackoi (K. Iarru, ©. AGObsTH,
JI. ConoBuoBa), «MepycamumM» — CaMOCTOSTENIFHOE IIPOHM3BENCHHE, oOOJajaroee
HecoMHeHHBIMU jpoctonHcTBaMH (k. ITymeese, @. Mumo). Omsa w3 mpobieMm, KOTOpyro
Henmp3sl He 3aTPOHYTh B OTOM KOHTEKCTe, — TmpobieMa xaHpa. «JlombapaneB» wu
«Hepycanum» MHOroe OOBEIMHSET: HCTOPHUYECKHH CIOKET B HEPa3phIBHOH CBS3H C
TMOOOBHOHM JIMHMEH, 4YeThIpeXakTHasi CTPYKTypa, CYIIECTBEHHas pONb XOopa, Hajmdue
MecTHOro Konopura. Bee 3TH kauecTBa MO)KHO 0OHapykuth u B «HaOykko» (1842), onepe
Bepau, narmmcanHOl HemocpencTBeHHO mepen «Jlombapamamu». Ha ocHoBe cpaBHEHUs
«JTombOapueB» n «epycannuma» B JOKJIaJe pPacCMOTPEHBl OTIMYMSA B JApPaMaTypruud |
KOMIIO3WIIMY, WX OTHOIICHWE K IMOITHKE OONbINOi (paHmy3ckoil omepbl. Hekoropeie n3
OTJIMYUI NMPOJUKTOBAHEI TPeOOBaHMSIMHU (DpaHIy3CKOH TeaTpaibHOW Tpamuuuu (OayieTHble
CIIEHBI, TIBIIIHBIE JEKOPAIMH), JKelaHWEeM MpOSCHUTH (alyiy, YCHICHHEM MY3BIKaIbHO-
JpaMaTHYecKyro aeicTBeHHOCTh (Moaudukanus la solita forma). Ipyrue MOXHO OLEHHUTS,
Kak napajiokcansnble. B «Mepycamume» 6onee penbedHO npodepyeH JItoO0BHBINH KOH(IIUKT,
OH Pa3BOPauMBACTCS HA NMPOTSHKEHUH BCEil OIEpBI, a HE TOJIBKO B JIBYX aKTaX, KaK 3TO ObLIO B
«Jlombapauax», KyJIbMHHALMA B €T0 Pa3BUTHUH NPUXOJUTCS HA 3 aKT, IEJIMKOM HaIlMCAHHBIH
Bepmu mnst Grand Opéra. Tlpu sToM I0OOBHAsl JIMHHS, YTO HETUIHYHO JUIs OOJBLIOH
(bpaHIy3cKoil omepsl, (aKTHYECKH H30JMPOBaHA OT PEIMIMO3HOrO KOH(UIMKTA, KOTOPBIH
OTTECHEH Ha 3aJHUM IIaH. B moknane BBIABUHYTA TUNOTE3a O MPUYMHAX XOJIOIHOTO MpHeMa
«HMepycanumay Bo ®panuun u Uranuu Bo BpeMeHa Bepau, U3MEHEHUS OTHOIIEHUS K 3TOMY
counHeHHI0 My3bikoBeZioB XX—XXI BekoB U BbIOOpPa COBPEMEHHBIX MPOAIOCEPOB B MOJIB3Y
«JTombapues».

| LOMBARDI ALLA PRIMA CROCIATA BY VERDI AND GRAND OPERA

Giuseppe Verdi made his debut at the Paris Grand Opéra with the opera Jérusalem to
a libretto by Alphonse Royer and Gustave Vaéz in 1847. Verdi used material from his opera
I Lombardi alla prima crociata to a libretto by Temistocle Solera (Milan, Teatro alla Scala,
1843). To this day, the correlation between these works has not been fully clarified; the
existing assessments generally lead to two conclusions: the French opera is a deteriorated
version of the Italian one (Carlo Gatti, Franco Abbiati, Lyubov Solovtsova), Jérusalem is an
independent work with undeniable merits (Giuseppe Pugliese, Francesco 1zzo). One of the
problems that should be mentioned in this context is the problem of genre. | Lombardi and
Jérusalem have much in common: the historical plot in integral connection with the love line,
the four-act structure, the essential role of the chorus, the presence of couleur locale. All
these qualities can be found in Nabucco (1842), Verdi’s opera written just before | Lombardi.
Based on a comparison of | Lombardi and Jérusalem, the paper examines the differences in
the dramaturgy and composition of the two operas and their relation to the poetics of grand
opéra. Some of the differences are dictated by the requirements of French theatre tradition
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(ballet scenes, lavish scenery), the desire to clarify the plot, and to strengthen the musical and
dramatic action (modification of la solita forma). Others can be assessed as paradoxical. In
Jérusalem the love conflict is more clearly delineated, it unfolds throughout the entire opera,
not just in two acts, as was the case in | Lombardi, culminating in Act 3, written entirely for
the Grand Opéra. At the same time, the love line is virtually isolated from the religious
conflict, which is pushed into the background. That is uncommon for grand opéra. The paper
proposes an idea for the reasons for the cold reception of Jérusalem in France and ltaly in
Verdi’s time, the change in the attitude of musicologists of the XX-XXI centuries to this
work, and the choice of modern producers in favour of | Lombardi alla prima crociata.

CTOTHUW Vpuna CaMoVUI0BHa, dokrmop

uckyccmbobedenus, npogpeccop, Kkacpeopa
AHAAUTHUYECKO20 MY3bIKOSHAHUA, doxmop
uckyccmbobedenus, npocpeccop Kagheops

AHAAUMUYECKO20 MY3bIKO3HAHUSA, 2AaBHbLi pedakmop
skyprara «Yuenwle 3anucku Poccutickon  axademuu
my3viku  umenu IHecumvix», Poccutickas axademus
umenu T'mecumnvx, Mockba, Poccus, Poccuiickas
axademus umenu I'necunsix, Mocx6a, Poccus

Irina S. STOGNY, Dr. Habil. (Doctor of Art Studies), Full
Professor, Analytical Musicology Department, Editor-
in-Chief of the journal *Scholarly Papers of the Gnesins
Russian  Academy of Music,’ Gnesin Russian
Academy of Music, Moscow, Russia

OTnEPA XUHAEMUTA «KAPIMIBSK»: HA IIYTU K «["”APMOHUU MUPAY

Cranoinenue unaed ['apMoHuum Mupa B TBOpuecTBe [laynms XuHaemuta ObLIO
MO3TAIHBIM, €€ IIOUCK OCYILECTBIISUICS B Pa3HBIX couMHeHMsAX. CpaBHHUBas JBE OIEPbI
KOMIIO3UTOPA, MOXHO KOHCTaTHPOBAaTh HEKOTOPOE CXOJCTBO — 00I[asi CTPYKTYPHAst MOJIEIb
COUMHEHMH, OJHAKO WX CMBICIOBOE HAlOJHEHUE, HMHTepIpeTalus, pasiaudHo. B omepe,
HanucaHHOW 1o MotuBaMm noBectu D. T. A. l'opmana «Manemyasens ne Cxronepu» (1926,
2-s1 pemakumsi 1952, mubperro @. Jluona), riaBHblit repoit, Pene Kapmumibsk,
OTpHUIIATENbHAS JIMYHOCTh, TATAHTIMBBIN IOBENUP, OJNCPIKUMBIH CTPACTBIO K H3IETIHAM,
CO3IaHHBIM €0 PYKaMH, MaTOJOrMYSCKHI MaHbsIK, yOUBAIOLIMIl BceX, KTO UX mpHobpen. B
onepe «['apmonnu mupay» (1957) nelictByer monoxkutenbHblil repoit — Horannec Kerutep,
3HAMEHHUTHIA aCTPOHOM, HMIIYIIHMA MUpPOBYIO rapMOHHIO B KOcMoce W Ha 3emiie. Tem He
MEHee OIepbl UMEIOT 001IKe YepThl. MOXHO BBIJCIUTH CIIEIYIOLIHE:

1. B obeux omepax cymectByeT MoTuB cMepTu. Omnako Kapaunbsk u Kerutep
YMHpPAIOT MO-Pa3HOMY: B IIEPBOM CIy4ae Tepoil MOBEP>KEH SIPOCTHOM TOJIIOW, y3HABIIEH B
IOBENIUpEe CepUiHOro yOwmiiily; npyro# repoit — Kemnep — ocMbICIHBaeT CMepTh Kak
HauBbICIIyIO ["apMoHuto. OH CIBILINT MY3BIKY 3B€31, @ BCE MEPCOHAXKU B €r0 BOOOPAKECHUH
MIPEBPAIAIOTCS B 3ByUallUe MIAHETHI.

2. OGe omepsl HaYMHAIOTCS CIEHOII HApOAHOTO BONHEHHA: Ha ynuiax Ilaprka
mociie odepenHoro youmiictBa B omepe «Kapammbsk» — HapoJ MPEACTaBIEH B KauyecTBE
cynby; Ha ynmunax lIparu, rae mpopouectByetr Keruiep, coobmast o pa3pymuTenasHOH ponn
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komeThl 1608 roma, xoTopas MpHHECET ¢ co00i BOWHY, ronon W Humiety. Hapon BHUMaeT
MIPOPOUYECTBY.

3. My3BIKQJIBHBIH SI3BIK pacCMaTPHBAEMBIX OIep XWHIEMHTa BO MHOTOM CXOJICH.
BokanpHble mapTHy B HUX HACKHIIIECHBI, C OJHOH CTOPOHBI, HHCTPYMEHTAJIBHOM, a C APYrod —
pPEUYNTATUBHO-JIEKJIAMAI[HOHHOW  JIeKCUKOH. OIHAKO «aHTHUBAarHEPOBCKHH OYHT», 110
ompepenennto 1. H.Jlesoit m O. T. JleontbeBoil, mnposiBuBmmiics B «Kapaumbskey,
OTCYTCTBYET B «[ apMOHHH MHpay, My3bIKa U TEKCT KOTOPOH COCPEIOTOYEHBI Ha PACKPBITHU
H/IeV MHUPOBOTO TIopsiika. B ancamOisax My3bIKaIbHBIE JIMHAHM Yalle BCEro pa3o0IieHsl (K
npuMepy, Ay3T Kapanmbsika u ero 1o4epu Bo BTOPOM akTe, WM cieHa Kapaunbsika ¢ Tommoit
B 4YeTBeproM JelcTBuu). ONHAKO BOKAIBHBIM CTWJIb MEHSETCS, KOrJa TJIaBHBIA TIepoi
ymupaert. [lamaer HanpsHKEHHOCTB, PACIIEBHBIM MEJION3M MPOHHUKAET B MAPTHH JIOYEPHU U ee
JKCHHXa, OTUTAaKUBArOMKX moruomiero. [inay 3aBepiaercs MmaxxopoM B ToHe Cu-Oemons.

4. dunan omnep HpenCcTaBlIeH B W3MOOIEHHOM XHHAEMHTOM JXaHpE IacCaKalnw,
Hecymieil B OONBIIMHCTBE citydaeB Qrrocopckuit cmpicn. IMeHHO B Takoil GyHKIMHM OHa
BEICTYIIaeT B omepe W cuMpoHHH «[apMOHHS MHpa», a Takke B MPEIIIECTBYIOIINX
COUMHEHMAX: BOKaJIbHOM ImKie <« Kutne Mapuw», JIBenanuatu Majapuranax, Oanere
«JlocrocnaBHelilee BUJICHHE», B COHAaTe A BUONOHYEIM u (oprenuano (1948), dunane
¢doprenuanHoii coHatsl in A. B omepe «Kapauibsiky maccakaiusi BOIUIOIIAET JCHCTBAC —
CTONIKHOBEHHE Teposi C TOJIOH, W ero MOCIEIYIONI[ylo cMepTh. Jlpamaryprudeckas poib
MaccaKalny 3aKIII0YaeTCs B €€ KyIbMHHAIIMOHHOM 3BYYaHUH B HaWBBICIIEH TOYKE Pa3BUTHS
— TaKk XWHAEMHT IOAYEPKHBAeT MAacCIITaOHOCTh HWIEW TpoHM3BeAeHHs. JlaHHBIM omepam
MpeANIecCTBYIOT OaneTbl Kommozutopa «lemon» (1922), «J/locrocnaBHeiiniee BUACHUE»
(1938). I'maBHeIi repoit BToporo Oamnera — cBaToil PpaHIcKk ACCH3CKMH — TIOCTHTaeT
9Tamnbl JyXOBHOrO NyTH. Poib maccakalmum COOTBETCTBYeT OOIIEH CEMAaHTHKE 3THX
npousBeieHniH. OT NCUXONATOJIOMH U BENUYanIlel JUCrapMOHUHU K BCEOOIIeH rapMOHIN —
TaK MOXKHO OXapaKTEePU30BaTh ITyTh OT OJHOrO Oajiera K JPYromMy, U COOTBETCTBEHHO, OT
onepbl «Kapaubsik» Kk «'apMoHUM MHpa» B ABYX Bepcusax. Omnepsl XUHAEMUTA HE TOJIBKO O
IOBEJIUPE U aCTPOHOME, HO B KOHEUHOM HTOr'€, O CMbICIIE SKH3HU.

HINDEMITH’S OPERA CARDILLAC: TOWARDS THE DIE HARMONIE DER WELT

The formation of the idea of Harmony of the World in Paul Hindemith’s work was
gradual; its search was carried out in his various works. Comparing two operas by the
composer Hindemith, one can state some similarity in the general structural model of the
works, but its semantic content and interpretation are different. In the opera, written based on
Ernst Theodor Wilhelm Hoffmann’s story Das Frdulein von Scuderi (1926, 2nd edition 1952,
libretto by Ferdinand Lion), the main character, Rene Cardillac, is a negative person, a
talented jeweler, obsessed with a passion for products created by his hands, a pathological
maniac who kills everyone who purchased them. In the opera Die Harmonie der Welt (1957),
there is a positive hero — Johannes Kepler, a famous astronomer looking for World Harmony
in space and on earth. Nevertheless, the operas have common features. The following can be
distinguished:

1. In both operas there is a motif of death. However, Cardillac and Kepler die in
different ways: in the first case, the hero is defeated by a furious crowd who recognizes the
jeweler as a serial killer; another hero, Kepler, interprets death as the highest Harmony. He
hears the music of the stars, and all the characters turn into sounding planets.
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2. Both operas begin with a scene of popular unrest: on the streets of Paris after
another murder in the opera Cardillac the people are presented as a judge; on the streets of
Prague, where Kepler prophesies, reporting the destructive role of the comet of 1608, which
will bring war, famine and poverty. The people listen to the prophecy.

3. The musical language of Hindemith’s operas under consideration is largely
similar. The vocal parts in them are saturated, on the one hand, with instrumental, and on the
other, with recitative and declamatory vocabulary. However, the ‘anti-Wagnerian rebellion,’
as defined by Tamara Levaja and Oksana Leontyeva, which manifested itself in Cardillac, is
absent in Die Harmonie der Welt, the music and text of which are focused on revealing the
idea of world order. In ensembles, the musical lines are most often disconnected (for
example, the duet of Cardillac and his daughter in the second act, or the scene of Cardillac
with the crowd in the fourth act). However, the vocal style changes when the main character
dies. The tension drops, a chanting melody penetrates the parts of the daughter and her fiancé,
mourning the deceased. The lament ends in a major key in B-flat.

4. The finale of the operas is presented in Hindemith’s favorite genre of passacaglia,
which in most cases carries a philosophical meaning. It is in this function that she performs in
the opera and symphony Die Harmonie der Welt, as well as in previous works: the vocal
cycle Das Marienleben, 12 Madrigals, the ballet Nobilissima Visione, in the Sonate fiir
Violoncello und Klavier (1948), the finale of the Sonate fiir Klavier in A. In the opera
Cardillac, the passacaglia embodies the action — the hero’s collision with the crowd, and his
subsequent death. The dramatic role of the passacaglia lies in its culminating sound at the
highest point of development — this is how Hindemith emphasizes the scale of the idea of the
work. These operas are preceded by the composer’s ballets Der Ddmon (1922) and
Nobilissima Visione (1938), the main character of which, Saint Francis of Assisi,
comprehends the stages of the spiritual path. The role of the passacaglia corresponds to the
general semantics of these works. From psychopathology and the greatest disharmony to
universal harmony — this is how one can characterize the path from Cardillac to the opera
and symphony Die Harmonie der Welt. Paul Hindemith’s operas are not only about a jeweler
and an astronomer, but ultimately about the meaning of life.

CTOJIBOBA TIlonmuHa AJstekceeBHa, Oaxaiabp meopuu u
ucmopuu  uckyccm@,  mazucmpanm,  axyavimem
UHPOPMAYUOHHDIX mexHoA02U, Poccutickuii
eocyoapcmBentuiil nedaeoeudeckuii YHubepcumen umeHu
A. U. I'epyena, Canxm-Ilemepbype, Poccus

Hayunbmt  pykosomurests —  Mesennesa  CpemiaHa
BranyvmpoBHa, HOKTOP MCKYCCTBOBEIeHMS

—
Polina A. STOLBOVA, Bachelor of Art Theory and History,
Master’s Student, Faculty of Information Technology,
Herzen University, Saint-Petersburg, Russia ; 6
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Scientific adviser — Svetlana V. Mezentseva, Dr. Habil.
(Doctor of Art Studies)
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MACTEPA 3AKYJIUCBS:
10 MATEPUAJIAM BbICTABKU «ITEPBASI O3ULIMSL. PYCCKUIA BAJIET (2023)

Co3nianne BBICTaBKM O TaHIE, BHU3YalIN3alWs HCTOPHYECKOTO ITyTH POCCHHCKOM
omepHOd W OaneTHOW CIEHBI IpeJCTaBiIsieT CoOOH BechbMa CIIOXKHYIO, HO KpaiiHe
JOOONBITHYIO 3a/a4y — IOKa3aTh HPOCTPAHCTBEHHO-BPEMEHHOE HCKYCCTBO, BOILUIOTHTH
3pesIdIle MPOMICAIIMX 3M0X B COBPEMEHHBIX OKCIO3HLMOHHBIX 3ajlaX. AKTHUBHOE
B3aUMOJICHCTBHE CIICIMATIMCTOB PA3IMIHOrO MpOo(WIsi, B PaBHOH CTENEHH BIUIOMMX Ha
CO3JJaHHE XYJOXKECTBCHHOI'O IIPOEKTa, BBIPAXKACT MJCH0 3HAYMMOCTH Ka)KAONO0 U3 HUX Kak
HEOTHhEMJIEMOH 4acTH LIEJbHON CTPYKTYpBI. Bemyle apTucTbl, MacTepa CLEHBI, My3bIKaHTbI
U PEXHCCEPbl HAXOAATCS B TECHOM COTPYAHUYECTBE CO CIELUAIUCTAMU IO CBETY, 3BYKY,
XyZI0)KeCTBEHHOMY O(OPMIICHHIO, BBICOKAsl 3HAUMMOCTh KOTOPBIX OTpaxkeHa B 3aiax L[B3
«Manex». «lepsast mozunms. Pycckuii 6aner» (2023) cTaHOBUTCS 3HAYMMBIM TPOEKTOM B
paMKax COBPEMEHHOH BBICTAaBOYHOM [JESTENBbHOCTH, BBICTpaMBAaIOIIEH BCECTOPOHHEE
B3aUMOJIEMCTBHE CO 3PUTENIEM.

MASTERS OF THE BACKSTAGE:
BASED ON THE MATERIALS OF THE EXHIBITION ‘THE FIRST POSITION. THE RUSSIAN BALLET’
(2023)

Creating an exhibition about dance, visualizing the historical path of the Russian
opera and ballet scene is a very difficult, but extremely interesting task — to show spatial and
temporal art, to embody the spectacle of past eras in modern exhibition halls. The active
interaction of specialists of various profiles, equally influencing the creation of an art project,
expresses the idea of the importance of each of them as an integral part of an integral
structure. Leading artists, stage masters, musicians and directors are in close cooperation with
specialists in light, sound, and decoration, the high importance of which is reflected in the
halls of the Manege Central Exhibition Hall. ‘The first position. The Russian Ballet’ (2023) is
becoming a significant project within the framework of modern exhibition activities, building
comprehensive interaction with the audience.

TBEPOOBCKAJI Tamapa VropeBHa, Kanoudam
uckyccmboBedens, doyenm, kagpedpa ucmopuu 3apybexcHou
MY3biky, npopexmop no Hayuwou pabome, Cankm-
Ilemepbypeckas eocydapcmbennas KoHcepBamopus uMeHU
H. A. Pumckoeo-Kopcakoba, Canxm-Ilemepbype, Poccua

Tamara I. TVERDOVSKAYA, PhD, Associate Professor, Western
Music History Department, Vice rector on research activity,
Saint Petersburg Rimsky-Korsakov State Conservatory,
Saint Petersburg, Russia

Or1EPA C. ®PAHKA «I"YJIbJIA» — MY3bIKAJIbHBII ITOPTPET «KEJIbTCKOM JIY LI

Onepa «["ynpaa» (1885) — mo cyTu, eIMHCTBEHHOE 3penoe U LEeIbHOE POU3BEACHUE
Cezapa ®paHka Ui My3bIKAJIBHOIO TeaTpa, 3aBEpIICHHOE CaMHM KOMIO3HTOpoM. OH
yBIIeueHHO pabotan Haj «[ympaoi» Bcio mepBylo monoBuHy 1880-X TomoB; counmHEeHHE
OIephbl IIUI0 MOCTOSHHBIM (DOHOM, Ha KOTOPOM IOSIBISUIUCH SIPKHE, CPa3y CHHCKAaBIINE
NPU3HAaHUE HMHCTPYMCHTAJbHbIC MpPOU3BEACHUS (CHMQOHUYECKHE TI0AMBI <« IpOKIATHIN
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OXOTHUKY, «/KuHHBD), nmkin «lIpemonus, xopan u ¢yra» u 1p.). Mx ycnex MOTHOCTBIO
3aTMIII OIepy, OHAKO KOMITIO3UTOPA TaKOe ITOJIOKEHUE /1SNl HE YCTPanBaio: OH HE OCTaBIISUI
MONBITOK TOCTaBUTH «[ yIbay», AEMOHCTPHPYS MY3BIKAIBHBI MaTepHal pa3IHIHBIM
TeaTrpaMm, HO BCSKHH pa3 monmydan orkas. IIpembepa crapanmsimu ceiHa ®pankxa — XKopxa
COCTOSIaCh y)Ke Tocie cMepTH kKommosuropa B Tearpe Monre-Kapmo 4 mapra 1894 rona.
®paHk NHTAT K CBOEMY JAETHIIy 0c000€ UyBCTBO (M3BECTHO, YTO PYKONHCH MApTHTYPHI
«ynpIIp» KOMITO3UTOP XpaHWI B CBOEH KOMHATe, psioM ¢ co0oil, 1o camoii cmeptn). B
9TOM CBETE HEJAOCTaTOYHO MOHMMATh NPOeKT «[ ympIpl» Kak HEKHUH «HE3aKPBITHIA
TeIITAIBT», XOTS, JAEHCTBHTENIHHO, OTCYTCTBHE OIEphl B TBOpUeckoM Oarake @paHka
CIIY)KWJIO TIPEMATCTBUEM JUIS TOTO, YTOOBI OH MOI' BECTH KJIACC CBOOOJHOTO COYMHEHHUS B
[Tapuxckoil KOHCepBaTOpUU. 3aMbIcel onepbl BO3HUK y ®PpaHka eme B 1870 roxy — mocie
Beixofa B Revue de Deux Mondes passepHyroii mybnukaunn Dayapa [lrope «HopBexckuit
nod3T Hamux AHed. beépHcThepHe beépHCOH u ero npoussenenus». B cratse Ilrope naercs
MoApOOHBIN aHAM3 TEpBOH CTHXOTBOPHOW JpaMbl BrépHCOHA «Xyibaa-XpOMOHOXKKA»
(Halte-Hulda, 1858), narmcanHoii Ha ctoxer w3 Caru o Bénpsynrax. JIubperro mosra u
npamatypra Hlapns ['paHMykeHa HaIMCaHO «10 MOTHBaM» IpaMbl beépHcoHa. KoHnenmus,
KakK ¥ KOMITO3HILIHS, CYIIECTBEHHO MEHSETCS: TIepBhIe JBa aKTa COYMHEHBI | paHMy»XEHOM, O
MPOMCXOAAIIMX B HUX COOBITHSX B japame bbépHcona mmmb ynomuHaercs, a Il u IV
JercTBus (pakTHYeCKH MpeICcTaBIsioT coboit aganTamuio | u Il akToB IpamMbl HOPBEKCKOTO
mucarens. [eiictBue nepeneceno n3 Xl Bexa B X|I — B 3moxy, Koraa XpHCTHAHCTBO ellie
TOJIbKO NpoHHKano B Hopeeruro. Bo MHOroM criiakeHa u TpakToBaHAa B OoJiee JIMPHYESCKOM
KIIOYe MpauHas JEMOHHMYECKas TpHpoja TJIAaBHOW TEpOMHH, JAeTcsl HHas BepcHs
Tparuyeckod pas3pa3ku. OpHAKO JHOPETTO COXPAaHWJIO TaKMe 4YEpThl IOITUKH JAPaMbl
beépHCOHa, Kak apXaW4HOCTb, JPEBHSS KpacoTa M MOIIb CEBEPHOM MPHPOAEL,
MPOTHUBOINOCTABIICHUE XPHCTHAHCKOTO M A3bIYECKOr0, KpacoTa W MYAPOCTh (XOTS MOpOH U
6e3paccyTHOCTb) KEHIINH, TepOMYecKast OpyTaabHOCTb (@ 3a4aCTy0 U MHEPTHOCTb) MYXKUHH,
CHJIa YyBCTBA JIIOOBU M kakabl MecTH. JKaHp «yibIbD» ONpEAeNeH KOMIIO3UTOPOM Kak
«HOpBeXKCKas JereHa». K omepe HeNpHMMEHMM aHAJIUTUYECKUI MOAXOA C TOYKHM 3pPEHUS
BarHEpPOBCKOI MY3BIKaJIbHOW ApaMbl (XOTs orepa 0ObIYHO paccMaTpUBAETCs KaK MPOSBICHUE
BarHepuaHcTBa PpaHka). DTOMY MNPENATCTBYET OTCYTCTBUE JISHTMOTHBHOW CHCTEMBI, a
TaKKe HOMEpHas CTPyKTypa omnepbl. OOpalleHHe K HAlMOHAIBHO OKPAIEHHOMY CHOXKETY
MO3BOJIJIO  KOMIIO3UTOPY IpPEACTaBUTh MacIUTaOHyl0 (B LIMPOKOM CMBICIE CIIOBA
cUM(OHMYECKYI0) NaHOpaMy OOpa3HbIX XapaKTEePUCTHK I'epoeB, MX JYLIEBHBIX COCTOSHHH,
CIIeH (Ipa3AHECTB, OEUHKOB), KAPTHH MPUPOJIBI, OPTaHUIECKU CBSI3aHHBIX C AeHCTBHEM; U3
9TUX KOMIIOHEHTOB CKJIJbIBACTCS €MHAsi KapTUHA MUpa, IPOHU3aHHAs TeHEPATIBbHON Hieeil.
[onxon ®paHka MOXHO B MOpSIKE TUHOTE3bl OOBACHUTH IKEJTAHHEM KOMIIOZUTOPA
«mo0paThes» OO HEKUX YHHUBEpCAIHMd, OOLIMX HCTOKOB EBPOICWUCKON IHBHIM3AINY,
CBSI3aHHBIX C aKTUBHO OOCY)K/IABLIMMCS B YKa3aHHYIO 3IOXY IMOHSITHEM «KEIbTH3M» (OJHUM
u3 ero riamaraeB Obu1l O. Illtope, MPOTHBOMOCTABISABLINK «KEIBTU3M» «TEBTOHU3MY» U
paccMoTpeBLIMK B TPEAWCIOBUM K cBoed pabore «Benmukme nerenmsl Opanmpm» (1892)
¢benomen «xenbrckoit aymu» (I’dme celtique)). D10 06YCIOBIMBAET HCKIIOUHTEIBHYIO
MOMYJISIPHOCTh HOPBEXKCKOW (IIMpe — CKaHIWHABCKOW, CEBEPHOW, BKJIIOUYAs Cloga |
PYCCKYI0) TUTEpaTypbl U My3bIKU BO (DpaHIy3CKOU KyNIbType mocieanux aecsrureruit XIX
BEKa U pyOexka BEKOB.
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CESAR FRANCK’S OPERA HULDA, A MUSICAL PORTRAIT OF ‘CELTIC SouL’

The opera Hulda (1885), in fact, is the only mature and integral (completed by the
composer himself) work of César Franck for musical theater. The composer worked
passionately on Hulda all the first half of the 1880s; the composition of the opera went on a
constant background, on which there were bright, immediately gaining recognition
instrumental works (symphonic poems Le Chasseur maudit, Les Djinns, cycle Prelude,
Choral and Fuga, etc.). Their success completely eclipsed the opera, but the composer was
not satisfied with this state of affairs: he did not give up attempts to stage Hulda, presenting
musical material to various theatres, but was always refused. The premiere, by Franck’s son
Georges, took place after the composer’s death at the Opéra de Monte-Carlo on March 4,
1894. Franck had a special feeling for his offspring (it is known that the manuscript of the
Hulda score was kept by the composer in his room, next to him, until his death). In this
context, it is not enough to understand the Hulda project as some “uncovered gestalt”,
although the absence of an opera in Franck’s creative legacy was an obstacle for him to lead
the composition class at the Paris Conservatory. The idea of Hulda originated with Franck
back in 1870, after the release of the detailed publication of Edouard Schuré Norwegian poet
of the present day. Bjornstjerne Bjornson and his works in Revue de Deux Mondes. Schuré’s
article provides a detailed analysis of Bjernson’s first poem drama Hulda the Lame / Halte-
Hulda (1858), written on a specific plot of the Vélsunga saga. Libretto of the poet and
playwright Charles Grandmougin exactly ‘based on’ Bjernson’s drama. The concept, like the
composition, changes significantly: the first two acts are composed by Grandmougin, the
events in the Bjornson drama are only mentioned in them, and the IIT and IV acts are actually
an adaptation of the 1%t and the 2"9 acts of the drama of the Norwegian writer. Action moved
from the 13" century to the 11" century, in an era when Christianity was just entering in
Norway. In many ways smoothed and interpreted in a more lyrical way the dark demonic
nature of the main heroine, a different version of the tragic outcome is given. However, the
libretto retained such traits of the poetics of Bjernson’s drama as archaic, ancient beauty and
power of northern nature, contrast of Christian and pagan, beauty and wisdom (though
sometimes reckless) of women, heroic brutality (and often inertia) men, the power of love and
vengeance. Genre of Hulda is defined by composer as ‘Norwegian legend.” The opera does
not have an analytical approach from the point of view of Wagnerian musical drama
(although the opera is usually seen as a manifestation of Franck’s Wagnerianism). This is
hampered by the lack of a leitmotif system, as well as the number structure of the opera. The
appeal to the nationally painted plot allowed the composer to present a large-scale (in the
broad sense of the word ‘symphonic’) panorama of the vivid characteristics of the
personages, their states of mind, scenes (festivals, fights), paintings of nature, organically
related to action; a unified picture of the world is formed by these components, imbued with a
common idea. The approach of Franck can be explained by the composer’s desire to ‘get’ to
some universals, common origins of European civilization, connected with the concept of
‘Celticism’ actively discussed in the said epoch (one of his heralds was Edouard Schuré, who
opposed ‘Celticism’ to ‘Teutonism’ and considered the phenomenon of ‘Celtic soul’ (I’dme
celtique) in the foreword to his work Les grandes légendes de France (1892)). This makes
Norwegian (and, in general, Scandinavian, Northern and Russian) literature and music
extremely popular in French culture in the last decades of the 19" century and the turn of the
centuries.

201



TBEPOOXJ/IEBOBA OxkcaHa BanenTHHOBHa,
npenodabaments MY3bIKANLHBIX oucyuniu,
xonyepmmeticmep, Tpenmo, Umarus

Oksana V. TVERDOKHLEBOVA, Music Teacher, Piano
Accompanist, Trento, Italy

T10 CJIEJAM 3ABBITOI'O TBOPYECKOI'O DKCIIEPUMEHTA
«"AMJIET» @PAHKO DAYYO 11 APPUTO BOUTO

JIubperro «lamieray — 1mepBoe OIYOIMKOBAHHOE COYMHEHHE H3BECTHOI'O
nmubperTrcTa 1 KoMiozutopa Appuro boiito. VimeHHO B HeM Oyaymunii coaBTOp BepIHEBCKUX
«Otemno» u «danbcrada» BrepBble OCTapalcs BOIIOTHTh COOCTBEHHEIE pedopmaTopckue
nzen. «Onepa HACTOAILIEro», MO €ro MHEHMIO, JOJDKHA OblIa IMOJHOCTBIO OTKAa3aTbCs OT

TIPUBBIYHON (DOPMYITBI — HOMEpPHOH CTPYKTYPHl — B IIONB3Y OTKPBITOH MY3BIKaJIBHO-
JpaMaTyprudeckoil «(pOpMBI» M HampaBUTh BCE JOCTYIHBIE CPEACTBa Ha BOIUIOIICHHE
npamel. Mims aBTopa My3bslku — @panko ®aquqo — 3HaKOMO TOTOMKaM Omaromapsi ero

JTMPIKEPCKON M menarorndeckoid nesirensHocTH. CoOcrBeHHO, Daydo mpenmoden Kapbepy
mejarora ¥ JUpYDKepa KOMIIO3HUTOPCKOH HMMEHHO mocie ¢uacko «l'amiera» Ha CLeEHe
La Scala B 1871 romy. Mcropuueckomy MpoBajy MPEALIECTBOBAIO YCIICIIHOE MPE/ICTABICHNE
omepsl B I'eHye HeckonbkuMu romamu panbine (1865), mpumnmceiBaemoe mompnepxke
MHOTOUYHCIICHHBIX €ANHOMBIIUICHHUKOB U COpPAaTHUKOB BoiTo m davdo Mo JHTEpaTypHO-
XyHOXXECTBEHHOMY JIBIJKCHHIO CKammibsaTypa (ut. scapigliatura). Ilo 3ambicimy MOIOIbIX H
TAJIAHTIIMBBIX aBTOpPOB «['amieT» NOKeH ObLI IpeicTaBIATh COO0H MaHM(ECT «HOBOTO»
HCKYCCTBA, BBICTYNABIIETr0 ¢ KPUTHKON CTaporo, U JAEHCTBUTEIBHO, ONepa COAEPKUT HEMAJIO
3JIEMEHTOB, BBIJCISIONIMX e¢ Ha ()OHE NPOM3BEACHUH B XKaHpe MeroapaMbl Ooliee cTapimx
COBPEMEHHUKOB. ['€Hy’3ckass M MWIAHCKas BEPCUM OTJIMYAIOTCA ApPYr OT napyra. Jlis
nocraHoBky B La Scala «"amiety» perreno ObII0 MpuIaTh MeHee paauKalbHBINA BUI: OBLIO
JIOIMCAHO HECKOJBbKO TPAJULMOHHBIX JUI CTPYKTYPhl MEJOApaMbl 3aMKHYTBIX HOMEpPOB
(mecip  Odpenuy, MOHONIOI TJABHOrO Tepos M apus [ epTpyasl), H3MEHEH (QuHAT
3aKJIIOYUTEIIBHOTO aKTa, 4TO, BIPOYEM, HE CIACIO COYMHEHHE OT npoBajia. Hep3upas Ha
HACTOIYMBBIC MPOCHOBI Ipy3ed M, B 0COOCHHOCTH, Appuro boiiTo, moAroToBHBIIEro ere
OIIMH BapuaHT JuOperro, Payyo OoTKa3ajcs 3aHOBO HepepadoTaTh MapTUTYPy WM MONBITATH
cuacThsl B HOBOW IIOCT@HOBKE; oliepa KaHyna B 3a0BeHue. He mpereHmys Ha moapoOHBIN
aHaJIu3, MOXKHO C YBEPEHHOCTBIO CKa3aTh, YTO HE BCE B OllEpe 'eHUAIBHO MM O6E30r0BOPOUHO
HOBO: Bce-Taku ayuo HEe CMOr TOJHOCTBIO H30EXaTh BIMSAHUA KOMIIO3UTOPOB-
cOBpeMeHHUKOB. Ho B TOM, 4TO MOJIOJBIM aBTOpaM YZajoch Pealln30BaTh IPOEKT, B KOTOPOM
ObLIM HAMEYEHBI ITYTH JaJbHEHIIero pa3BUTU MEIOAPAMBI, HET HUKAKMX COMHEHHIA.

IN THE FOOTSTEPS OF A FORGOTTEN CREATIVE EXPERIMENT:
HAMLET BY FRANCO FACCIO AND ARRIGO BoiTo

The text of the Hamlet’s libretto is the first published work by the famous librettist
and composer Arrigo Boito. It was in it that the future co-author of Verdi’s Othello and
Falstaff first tried to introduce his own reform ideas. ‘The Opera of the Present’, in his
opinion, had to completely abandon the usual ‘formula,” the number structure, in favor of an
open musical and dramatic ‘form” and direct all available means to embody the drama. The
name of the author of the music, Franco Faccio, is familiar to descendants thanks to his
conducting and teaching activities. Actually, Faccio chose a career as a teacher and conductor
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over a composer precisely after the fiasco of Hamlet on the stage of La Scala in 1871. The
historical failure was preceded by the successful performance of the opera in Genoa several
years earlier (in 1865), attributed to the support of numerous like-minded people and
associates of Boito and Faccio in the literary and artistic movement of scapigliatura.
According to the young and talented authors (23 years old Boito and 25 years old Faccio),
Hamlet was supposed to be a manifesto of ‘new’ art that criticized the old, and indeed, the
opera contains many elements that distinguish it from works in the genre of melodrama more
older contemporaries. The Genoese and Milanese versions differ from each other. For the
production at La Scala, Hamlet was decided to be given a less radical look: several traditional
closed numbers for the structure of melodrama were added (Ophelia’s song, the main
character’s monologue and Gertrude’s aria), the ending of the final act was changed, which,
however, did not save the work from failure. Despite the persistent requests of friends and, in
particular, Arrigo Boito, who prepared another version of the libretto, Faccio refused to
rework the score and try his luck in a new production; the opera fell into oblivion. Without
pretending to provide a detailed analysis in this short article, we can say with confidence that
not everything in the opera is brilliant or unconditionally new: after all, Faccio could not
completely avoid the influence of contemporary composers. But there is no doubt that the
young authors managed to implement a project that outlined ways for the further
development of melodrama.

TYPUHIIEBA Anekcangpa bopuciasoBHa, acnupanm,
Kagedpa  anasumuUeckoeo My3sbikosHanus, Poccuiickas
axkademus — myswiku  umenu  Inmecumvx,  Mockba,
npenodaBameny, — kagpedpa  MY3vikaibHoeo  eampd,
Examepunbypeckuti  eocyoapcmbeHHbiii  meampalbHblil
uncmumym, Examepunbype, Poccus

Hayunbm pykosopgurens — Harmna [lana AjiekcaHOpoBHa,
KaHAW/IAT VICKYCCTBOBETeHVIS

Alexandra B. TURINTSEVA, Postgraduate Student, Analytical
Musicology Department, Gnesin Russian Academy of
Music, Moscow, Lecturer, Department of Musical Theater,
Ekaterinburg State Theater Institute, Ekaterinburg, Russia

Scientific adviser — Dana A. Nagina, PhD

DCTETUYECKUE BATAJIMN: KAMWLIO DBEPAPJIM B LIEHTPE PYCCKO-UTAJIbSIHCKOI' O
OIIEPHOI'O KOH®JIMKTA

Jloka MOCBSIICH OAHOM M3 KIIFOUEBBIX 3CTETHUECKUX KOJUIM3UH B OTCUCCTBEHHOMH
My3bIKaJIbHO-TeaTpanbHOH KyabType XIX Beka — pYCCKO-UTaJIbSHCKOMY OINEPHOMY
KOH(JIMKTY, paCCMOTPEHHOMY CKBO3b IPU3MY TBOPYECKOI M MEJarOrM4ecKol AesTeIbHOCTH
conmucra  MramesiHCKO# ~— omepHo#t  Tpymmbl,  mpodeccopa  Cankr-IletepOyprekoit
koHcepBaropur Kammmio Dsepapau. Beimarommiics Gac-6apuron (1825-1899) Gbin
yuenukoMm JI. [Tonmapa, M. I'apcua (ceiHa) u . Jlammeptn. Ha omepHoil cueHe oH
nebrotupoBan B 1849 unu 1850 romy, mociie 4ero ¢ ycrmexoM BBICTYMAll Ha €BPOMEHCKUX
noaMoctkax. B 1857 roxy OBepapau 6bu1 anraxkupoBaH B HtambsHckyio onepy B CaHKT-
[erepbypre, a B 1870-m Hauan mpemogaBaTh B KOHCEpBATOpHU. 3a 18 €T MHTEHCHBHOM,
TBOPUYECKU HACBHIIEHHON eJJarornueckoi paboThl DBepapu BOCIUTAI HENYIO TESIy IPKUX
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ONEpHBIX MeBHOB W mnemaroroB, cpeaun koropeix C. M. Tabems, [I. A. Ycaros,
®. U. CtpaBunckuii, B. M. 3apynnas u gpyrue. Omnako B 1888 romy mascTpo mpHumuioch
MIOKUHYTH KOHCepBaTopuio. [1oBoIoM It ero yBOJIBHEHHUS CTaJI0 HEO(HIMAIBEHOE, OJHAKO
OTYETJINBO 3BYyJallee B MY3BIKANBHBIX Kpyrax OOBHHEHHE B IHMCKPHMHHAIMK PYCCKOI
MY3BIKH M PAaCIPOCTPAaHEHUH <UTANBSHIIMHBIY. YXOX W3 KOHCEPBATOPUH BEMYIIETrO
npoceccopa MEHHUS CTal OIHUM W3 (HUHAIBHBIX aKKOPJIOB KOH(QIIMKTA, Pa3rOpeBIIEroCs
MEXITy PYCCKOH M NTaJbSHCKOW onepHBIMH Tpymmamu B Poccun emie B cepennne XIX Beka.
W3HayanbHO CyTh TNPOTHUBOCTOSIHHS ObLIa CBSI3aHA C PA3IMYHBIM CTAaTyCOM OIEPHBIX
KOMIIaHUH: UTAJIBSIHCKAS, TTOJIB3YIOIAscs TTOIIEPKKOH YNHOBHUKOB MMmiepaTopckoro aBopa,
oblajasia MHOXECTBOM IIPUBWJIETHH, TOrJa KakK pyccKas OKa3ajach Ha 3aJBOPKax
TeaTpaJibHOH >xu3HU. OJJHAKO BIOCIEICTBHU TipodiieMa 00ocTpriiack: ¢ 1870-x romos, Korjaa
PYCCKHMI ONEpHBIN perepTyap Hadal AKTHBHO IIOMOJNHATHECS HOBBIMH  BBIIAIOIINMUCS
aBTOpAaMH W COYMHEHHSMH, ITyOJHMKa INpoIoJDKajia OTHABaTh IPEIIOYTeHHE HTabsSHCKON
orepe. HemoBONBECTBO mepepociio B OTKPHITOE IPOTHBOCTOSHHE, €TI0 KOTOPOro OBLIO
HNCKOpCHEHHWE  (MWTANBbSHIIMHEIY, MENIAalomell  pasBUTHIO pycckoro Tearpa. Kak
pa3BOpauMBaiIach JESATENBHOCTh ODBEpapIy Ha pPasHBIX JTarnax ONEpPHOH KOH(POHTAIWH,
Kakie MMEHa W PElLICHHs CTOSUTH 3a €ro CIyOOH M YBOJIEHEHHEM W3 KOHCEPBAaTOPUH —
BOITPOCHI, OKa3aBIINeCs B [IEHTPe BHUMAHUS aBTOpa JOKJIaja.

AESTHETIC BATTLES: CAMILLO EVERARDI AND THE RUSSIAN-ITALIAN OPERA CONFLICT

The 19" century Russian musical and theatrical culture witnessed a significant clash
known as the Russian-Italian operatic conflict, which will now be explored with a focus on
the creative and pedagogical contributions of Camillo Everardi, an eminent bass-baritone, and
a prominent figure in the Italian Opera Company and the St. Petersburg Conservatory.
Everardi (1825-1899) received training from renowned mentors such as Louis-Antoine-
Eléonore Ponchard, Manuel Garcia (son) and Francesco Lamperti. He made his debut in
opera around 1849 or 1850, after he performed successfully on the European stage. His
involvement with the Italian Opera in St. Petersburg began in 1857, and by 1870, he
commenced teaching at the conservatory. Over 18 years, Everardi trained numerous
exemplary opera singers and instructors, leaving a lasting impact on the musical landscape.
Notable individuals influenced by his tutelage include Stanislav Gabel, Dmitry Usatov, Fyodr
Stravinsky, Varvara Zarudnaya, and others. However, in 1888, Everardi’s tenure at the
conservatory concluded due to unofficial allegations of exhibiting bias against Russian music
and propagating ‘Italianism.” The departure of such a prominent singing professor from the
conservatory marked a pivotal moment in the ongoing Russian-Italian operatic conflict,
which originally stemmed from disparities in the status of the opera companies. The Italian
faction, backed by the Imperial Court officials, enjoyed numerous privileges, whereas the
Russian counterpart found itself at the periphery of theatrical life. As the Russian operatic
repertoire expanded with new works and composers from the 1870s onwards, public
preference for ltalian opera persisted, fueling growing discontent and eventual open
confrontation aimed at combating the constraints imposed by ‘Italianism’ on the advancement
of Russian theater. The report delves into Everardi’s involvement at various junctures of the
operatic conflict, exploring the individuals and decisions that shaped his tenure and eventual
dismissal from the conservatory. It unveils the complex dynamics of the Russian-Italian
operatic conflict, shedding light on the intricate interplay between artistic, cultural, and
institutional forces during this tumultuous period in musical history.
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TEATPAJIBHASI MY3BIKA B AHIJIMCKUX BOKAJIBHBIX CBOPHUKAX DIIOXU PECTABPALIMN
(HA TIPUMEPE TIYBJINK AL JKOHA 1 T'EHPU TTIEH®OPIOB)

B Anriaumu snoxu PecraBparmu (1660—1714) My3bIkanbHBIH TeaTp MepeKUBal
MepHojl aKTHBHOrO pasutHs. Oriepa, SEMi-Opera, IpamMaTHYecKHE CIEKTAKIN C Pa3BUTHIM
MY3BIKQIEHBIM 0(hopMIIeHHEM OBbLTH TIIaBHBIMH Te€aTpaJbHBIMU jkaHpaMu. OHU MPeACTaBIsIIN
HUHTEPEC HE TOJBKO JUIS BBICIIETO AaPUCTOKPATHYECKOrO COCIOBUS, HO TaKXkKe JUISL
MEJIKOIIOMECTHOr0 IBOpsHCTBa M Oypikya. IlocnemHue mpuoOpenn ocoOblil colmanbHO-
9KOHOMMYECKHI BeC B OOIIECTBE B PE3yNbTaTe COOBITHH AHIIIMICKONH PEBOIOLMHU U NIEpHOa
Iporextopara Omnusepa Kpomsens. PacmmpeHue aynuTopud M BO3pacTaHHE MOJIbI Ha
JIOOUTENBCKOE  MY3MIMPOBAHHE CTaJlo  YAauyHbIM CTEUEHHEM OOCTOATENBCTB  JUIS
n3natenbckoro noma IlnefidpopmoB. ko u Brociaenctsuu ero cbiH [enpu Ineitdopn
Haubomee sSPKO MPEJICTABISIOT HOTOU3/ATENbCKOe Jej0 B AHIIMKM BTOpoi monoBuHbl XVII
Beka. OHU HE TOJIBKO 3aHUMAIIMCh U3JaHUEM U NPOJaXeil HOT, Clieays My3bIKaJIbHBIM BKyCaM
CBOEro BPEMEHH, HO U B CBOIO o4epesib ()OPMUPOBAIM UX CBOUMHM M3JaHMAMH. OmHUM M3
IJIABHBIX THIOB ITyONIMKanMid ObLIM BOKaJbHbIE COOPHHMKH, KOTOPbIE W3/aBaINCh B BHUIC
MHOTI'OTOMHBIX CEPUH B T€YEHNE HECKOIBKHUX JieT. Ceross, OHM SBIAIOTCS OAHUMH M3 CaMbIX
MOKa3aTeNbHbIX 00pa3LOB aHITIMKACKOW BOKAIBHOIM MY3bIKH 310XU Oapokko. BakHoe MecTo B
9TUX cOOpHMKaX 3aHMMAIOT KaK pa3 HOMEpa M3 Pa3sHOro pojia TeaTPAIbHBIX HPEACTABICHHI
Hapsay CO BCEBOSMOXKHBIMH <«II€CHSIMH, HCIOJHAEMBIMH IIpH ABope». Hekoropsle u3
c6opuukos, Hampumep, The Theater of Music, 6ykBanbHO «TeaTp My3bIKH», KPACHOPEUHBO
3asBISIOT O CTEINEHU BIMSHUSA TeaTpa M BeOyLIEH ponu My3bIKM W3 IpeicTaBieHuid. B
JIOKJIale PACCMOTPEHbI TPH CEPUM BOKAJIbHBIX COOPHUKOB, B KOTOPBIX MY3bIKa AJIS TeaTpa
3aHMMaeT Bejylee MecTo, a uMeHHo antoioruu Choise Ayres, Songs, & Dialogues (1676—
1684), The Theater of Music (1685-1687) u Deliciae Musicae (1695-1696). OcobenHoe
BHUMAHHE YAEJCHO MOCIEeOHEH W3 YIOMSHYTBIX CEpHid, BKIIOHaroumied My3biKy ['eHpu
[Iépcenna, a Taxke ero coBpemeHHHKOB J[pHmena [lépcemna, J[xoHa DKkia3a U APYrux.
VI3yueHue JaHHOTO My3bIKAJILHOrO MaTepuaa, MposiCHIET HE TOJIBKO BOIPOCHI, KacaroIIUecs
caMoi My3bIKH (TIpoOJIeMbI XxKaHpa, PopMOooOpa30BaHusl, COUSTAHHS TEKCTa U MY3bIKH, H T.11.),
HO U PacKpBIBACT JIETAJIN MY3bIKaJIbHO-HCTOPHYECKOTO MPOLIECCa B IIEJIOM.

THEATRE MUSIC IN VOCAL COLLECTIONS OF THE RESTORATION ENGLAND (BASED ON THE
PUBLICATIONS OF JOHN AND HENRY PLAYFORDS)

In England during the Restoration era (1660-1714), musical theater experienced a
period of active development. Opera, semi-opera, dramatic performances with developed
musical design were the main theatrical genres. They were accessible and of interest not only
to the upper aristocratic class, but also to the small landed nobility and bourgeoisie. The latter
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acquired special socio-economic weight in society as a result of the events of the English
Revolution and the period of Oliver Cromwell’s Protectorate. The expansion of the audience
and the growing fashion for amateur music-making was a fortunate coincidence for the
Playford publishing house. John and subsequently his son Henry Playford most clearly
represent the music publishing business in England in the second half of the 17" century.
They not only published and sold sheet music, following the musical tastes of their time, but
in turn shaped them with their publications. One of the main types of publications were vocal
collections, which were published in multi-volume series over several years. Today, they are
among the most representative examples of English vocal music of the Baroque era. An
important place in these collections is occupied by numbers from various kinds of theatrical
performances, along with all kinds of ‘songs sung at the court.” Some of the collections, such
as The Theater of Music, make eloguent statements about the extent of the theater’s influence
and the leading role of performance music. The work is devoted to the study and comparison
of three series of vocal collections in which music for the theater takes a leading place,
namely the anthologies Choise Ayres, Songs, & Dialogues (1676-1684), The Theater of
Music (1685-1687) and Deliciae Musicae (1695-1696). Particular attention is paid to the last
of the mentioned series, since a large place in them is occupied by the music of Henry
Purcell, as well as his contemporaries, for example Daniel Purcell, John Eccles and others.
The study of this musical material clarifies not only issues related to the music itself
(problems of genre, formation, combination of text and music, etc.), but also reveals the
details of the musical history process as a whole.
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OrerPA «L1APh KAJIOSIH» ITAHUO BJIAZIUTEPOBA
B KOHTEKCTE HALIMOHAJILHOM BOJIT APCKOW JINTEPATY PbI

Uurepec Goirap K OJHOMY M3 BKHEHIIMX EBPOINECHCKHX MY3BIKAIBHBIX JKaHPOB
OIPEJIEIISICS CTPEMIICHUEM CBS3aTh HAIIMOHAIBHOE HCKYCCTBO ¢ MHPOBOM XYZ0XKECTBEHHOU
KYJIBTYPOH, ¢ €e TIIyOOKUMH TPaJULHAM, a TAKKE U C COBPEMEHHBIMHU peanusmMu XX Beka.
Hano yuautsiBath, TOT (akt, uro Toipko nocie OcBoboxnenus (1878) or OcmaHckoro ura
Oonrapckoe UCKYCCTBO BOLLIO B eBporeiickoe pycno, u onepa «laps Kanosu» (1936) ITanuo
Bnanurepoa (1891-1978) crana ogHUM U3 3HAYUMBIX €r0 TOCTIXeHUN. Pannune 6onrapckue
OIephbl ONMUPAINCH Ha CIOXKETHI OONTapCKUX POMAHTUKOB, OTPAXKAaBIIMX HEIABHUE COOBITH
BpeMeH 0oprObI 32 He3aBucHMOCTh. Ho yke B mepBbie necsaTmwieTnss XX Beka B 00JIrapckoit
JUTEpPaType HaMETHJIUCh TEHICHLMH CHMBOJIM3MA, & TO3KE M IKCIPECCHOHU3MA, JaBIIHE
SIPKUE MO3THYECKUE OMychl M Mpo3y. CKa3bIBAIOCH CBOCOOPA3UE «VCKOPEHHOZO PA3EUMUSY
HallMOHAJBHOW KYJIBTYPBI, KOTIa OTHOBPEMEHHO «HA OOHOU CYeHe COBMeuaemcs HECKONIbKO
menOenyuily. MHorue Monozsle Gonrapel, ydack B EBpome, BIMTHIBAJIM HACBHIIICHHYIO
XYJOXKECTBEHHYIO atMocdepy, MpeTBOpsis e¢ B COYMHEHMsX. Tak u BiaaurepoB OKOHUHI
Oepnunckyto Staatliche Akademische Hochschule fiir Musik w 0Oonplue necsitd Jer
npopaboran B Deutsches Tearpe, cozmaBast My3biKy st ciekrakieit Makca Peitraxapara. On
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Ob1 ONM30K CO MHOTMMH €BPONEHWCKMMH KOMIIO3UTOpPaMH, OCOOEHHO ¢ Puxapmom
[ItpaycoM, W €ro MHCTPYMEHTAIbHbIC COMMHEHHWs HCIOJIHSUINCh M W3JaBalich B EBpore
(1920-1930). [1pu 3TOM OH HHKOT/IA He TepsuT CBSI3b ¢ POANHOM. U 3aiyMaB cO3/1aHHeE OIEpHI,
3a JIMTEPaTYPHYIO OCHOBY OH B3sUI HE TaK JaBHO BblmeAMid poMaH «CoNyHCKHM
gynorBopern» (1930) momomoii Gonrapckoit mucarensHunsl Panm [Tomosoi-MyradoBoit
(1902-1977) — B TO BpeMs aBTOpa MEPBBIX OOJIrapCKUX HCTOPUYECKUX pOMaHOB. Paboras B
eBpOICICKUX apXHBaX HaJ JIATHHCKUMH W BHU3AHTHICKUMH XPOHHMKAaMH OHa, HAaXOIs
KOHKpETHBIE cBeslleHHMs1 o bonrapum, Hepeako omepekana NOCTIDKCHHUS HAIMOHAJIBHBIX
YYEHBIX-UCTOPHKOB. JInOperro omepbl Hamucan Hukomair Jlmmmer (1885-1960), BumHBIN
TI03T-CUMBOJIHCT, M3BECTHBIN MEPEBOAMH 3aIlaIHOH IT093UH U CBS3aHHBIN ¢ JInTepaTypHBIM
oraenoM Harmmonansroro tearpa B Codun. B pomaHe moBecTByeTCs 0 BpeMEeHHU MPaBIICHUS
maps Kanosira (1168—1207), BoeBaBmiero ¢ Busantueit u ¢ KpeCTOHOCIIAMU U TUICHUBIIETO
nmaTuHCKOro mmreparopa bammynHa ®maHapckoro, 4To NMPUBENO K TParHyecKOH TIuOeH
rocieHero B cronuie bonrapum Toro Bpemenn Benmko-TeIpHOBO. DTO COOBITHE BIEpBBIE
3aTPOHYTO Kak IMpeaHue B mosrnueckoM rmkie «Jlerennnt Hapesiay (1910) HanpoHanbsHOro
kinaccuka VBanma BaszoBa (1850-1921), rme Oonrapckoe CpeqHEBEKOBbE MpECTaeT
COKPYIHCEHHBIM CEBEPKAIOUUM OPEONIOM MPAYHO20 mpazuzma». MpadHblil Tparusm NpuCyIl 1
pomany IlonoBoit-MyradoBoil. CoxpaHsis B JHOPETTO OCHOBHYIO JIMTEPAaTypHYIO KaHBY,
JlunueB ycuiIMBaeT JMPUYECKYIO JIMHUIO, ITIEPEOCMBICISST W JIOMONHSS KpPYr JKEHCKHX
MepCOHaKe W BKIOYaeT KamosHa B SHMIEHTP JApaMaTHYECKHX POKOBBIX COOBITHIA,
TOJIKAIOIIMX €r0 K Ka3HW HEBHHHOTO IUIEHHHKA. B HACBHIIIIEHHOM JiefiCTBHEM MY3bIKaJIbHOM
MPOM3BE/ICHUH COCMHSAIOTCS Pa3BEpPHYTbIE HAPOJHBIC CLEHBI (XOPOBBIE M TaHILCBAJIbHBIC
SMU30/1b1), OJULETBOPAIOLINE SIIUYECKOE ObITHE HApona, Ha ()OHE KOTOPBIX pa3bIrpbIBACTCS
JpaMa TNepcoHakel, 4bM 00pa3bl,Yepe3 TEeKCThl W MY3BIKAJIbHOE BOILUIOLICHHE (MOHOJIOTH,
Iy3Thbl, aHCaMOJIM) HECyT 4epThl CHMBOJMCTCKOIO, a IOAYac M 3KCIPECCHOHUCTCKOIO
ocMbIcneHus.  PaccMarpuBas 3Ty  MY3bIKQJIBHO-TIOSTHYECKYIO  (pecKky ¢ [pKo
npOpUCOBAHHBIMU TEPOSIMH, MOXXHO YBHZETh accouuanuu c «bopucom IomyHOBBIM»
Mycoprckoro u, ocoderHo ¢ npousBeneHusmu P. Illtpayca. Onepa «llapr KanosH» —
NPOM3BE/ICHUE, TJE 4Yepe3 MCTOPUYECKYI0 TeMy, Hepeako MHu(DOIoru3upys ee,
XYIO)KECTBEHHAs! HHTEJUTUI'CHIMs cTapaiach NPoOyAUTh B OOJIrapcKoM OOIIECTBE OCO3HAHHE
ceOst equHOM cTpaHOil ¢ TiayOokol W Ooraroit ucropueil. Ho B omepe o4eBUIHBI H
MEPEKIINYKHI C COOBITHUSIMU CIIOXKHOM COLIMO-TIONIUTHYECKON cuTyaluu B crpane 1920-1930-x
rofioB, I/ie MOHapXxus B Juie Haps bopuca pacueHmBanach oOLIECTBOM HEOIHO3HA4YHO. B
orepe MOAHUMAIOTCS U BaXKHbIE SK3UCTEHIMAIBHbIE TPOOJIEMBI YelIoBeKa, IpobieMbl BEIOOpa
U TIOCTYIIKOB.

THE OPERA TSAR KALOYAN BY PANCHO VLADIGEROV
IN THE CONTEXT OF NATIONAL BULGARIAN LITERATURE

The interest of Bulgarians to one of the most important European musical genres was
determined by the desire to connect the national art with the world artistic culture, with its
deep traditions, as well as with the modern realities of the twentieth century. It should be kept
in mind that Bulgarian art entered the European mainstream only after the Liberation (1978)
from the Ottoman yoke, and the opera Tsar Kaloyan (1936) by Pancho Vladigerov (1891
1978) became one of its significant achievements. Early Bulgarian operas were based on the
plots of the Bulgarian romantics, reflecting the recent events of the struggle for independence.
But already in the first decades of the twentieth century the tendencies of Symbolism and
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later Expressionism were outlined in Bulgarian literature, and they produced vivid poetic
opuses and prose. This reflected the peculiarity of the ‘accelerated development’ of national
culture, when simultaneously ‘several tendencies are combined on one stage.” Many young
Bulgarians, studying in Europe, absorbed the rich artistic atmosphere, translating it into
compositions. So, in this way, Vladigerov graduated from the Staatliche Akademische
Hochschule fiir Musik in Berlin and worked for more than ten years at the Deutsches Theatre,
composing music for Max Reinhardt’s productions. He was close to many European
composers, especially Richard Strauss, and his instrumental works were performed and
published in Europe (1920-1930). At the same time, he had never lost touch with his
homeland and having conceived the opera, he took as a literary basis the recently published
novel The Wonderworker of Salonica (1930) by the young Bulgarian writer Fani Popova-
Mutafova (1902-1977), at that time the author of the first Bulgarian historical novels.
Working in European archives on Latin and Byzantine chronicles and finding concrete
information about Bulgaria, she was often ahead of the achievements of national historical
scholars. The opera libretto was written by Nikolai Liliev (1885-1960), a prominent
symbolist poet known for his translations of Western poetry and associated with the Literary
Department of the National Theatre in Sofia. The novel tells the story of the reign of Tsar
Kaloyan (1168-1207), who fought with Byzantium and the Crusaders, and captured the Latin
Emperor Baldwin of Flanders, which led to the tragic death of the latter in the capital of
Bulgaria at that time, Veliko Tarnovo. This event was first touched upon as a legend in the
poetic cycle Legends of Tsarevets (1910), written by Ivan Vazov (1850-1921), a national
classicist. The Bulgarian Middle Ages appears to him ‘surrounded by a glittering halo of
gloomy tragedy.” Gloomy tragedy is also inherent in the novel by Popova-Mutafova. While
retaining the basic literary framework in the libretto, Liliev strengthens the lyrical line,
reinterpreting and supplementing the circle of female characters. He also includes Kaloyan in
the epicentre of the dramatic fateful events that push him to execute an innocent prisoner. The
intense musical work combines unfolding folk scenes (choral and dance episodes) embodying
the epic existence of the people, against which the drama of the characters is played out,
whose images, through the texts and musical embodiment (monologues, duets, ensembles)
bear the features of symbolist and sometimes expressionist understanding. Looking at this
musical and poetic fresco with vividly drawn characters, one can see associations with
Mussorgsky’s Boris Godunov and, especially, with the works of Richard Strauss. The opera
Tsar Kaloyan is a work where, through the historical theme, often mythologised, the artistic
intelligentsia tried to awaken Bulgarian society’s awareness of itself as a united country with
a deep and rich history. But the opera also evidently echoes the events of the complex socio-
political situation in the country in the 1920s and 1930s, where the monarchy, in the person of
Tsar Boris, was viewed by the society ambiguously. The opera also raises important
existential human problems, problems of choice and actions.
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OUAEHKO IOmmsa JleoHnpmoBHa, Ookmop uckyccmbobederus,
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Poccus

Yulia L. FIDENKO, Dr. Habil. (Doctor of Art Studies), Professor,
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Vladivostok, Russia

«ITOXOXIEHUS TTOBECHI» 1. CTPABUHCKOT'O: AJITOPUTMBbI PEXXUCCEPCKOI'O ITPOYTEHUS

B nmoxmane paccmarpuBaercs omepa M. CrpaBuHckoro «I1oXokaeHHsT ITOBECHD)
(1951) ¢ mo3mmuii ee PEKUCCEPCKOrO BOIUIOMICHUSA. B IIEHTpe BHUMAaHHS OKAa3aJINCh
TIOCTAHOBKH, <(«XPECTOMAaTHHHBIE» W «TPAJAWIMOHHBIE» C TOYKH 3pEHHS COBPEMEHHON
TIOCTMOJIEPHUCTCKOH omepHoi pexuccypsl — Jx. Kokca (I'maitHnGopHCKkmMid (ectuBaib,
1975), 1. A6u (punsm-onepa, 1995) u P. Jlenaxa (Bproccens — Teatp Jla Monne, 2007).
Wnrepnperanisi  CHHTETHYECKOTO  JKaHpa OMEpbl  TPEACTaBIsIeT COOOH  CIIOXKHOE
MHOTOYpPOBHEBOE SIBIICHHE — OT IepeBojia JIMOPETTHCTaMH BBIOPAHHOTO CIOKETa B
BepOaJbHBIN TEKCT Yepe3 CO3JaHhe MY3BIKAIBHOIO psiia ONephl K CIEHWYECKOH BepCHU
criektakis. [Ipu BepOanbHOH peanH3any KUBOIMCHOrO TpoToTHma Y. Xorapra B orepe
«[ToxoK/IeHnsT TTOBECHI» CIOXHWIOCH HEOpAWHAPHOE B3aHMMOOTHOIIEHHE Mpoodpa3a U ero
MY3BIKQIFHOH BEPCHH, TIIOCKOJNBKY TPAaBIOPHl «ITOJCKAa3alM» KOMIO3UTOPY Oymyiiee
CLICHUYECKOE pEIICHHE, He CKOBBIBas €ro paMKaMu cioBa. [lepeBoas TekcT JMOpPETTO B
MYy3BIKaJIbHYIO MapTUTYpy, CTpaBUHCKHI y4YMTBIBAl €€ BOCHPHATHE MOCTAHOBIIMKAMU H
CIIyMmIaTeNsIMU, YTO TOBOPUT O MOIIHOM 3HEpreTHKe NPOM3BENCHHS Ul IOCIEAYyIOIEH
TeaTpanbHO-CLieHN4ecKol peanu3anuu. IIpencraBnenssiit ananus cnekrakiuei «loxoxaeHus
MIOBECHI» CZEJIaH Ha OCHOBE paciIM(poBKU HX cLeHOrpaduu (IEKOpalHu, KOCTIOMBI, TPUM,
PEKBU3UT U OCBELICHNE) M CLEHHYECKOr0 ISHCTBHS (MU3aHCLICHBI M CLICHUYECKOEe II0BEACHUE
neBLOB). B nocraHoBKax 0OHApY)KMBAIOTCS NPH3HAKU TEATPAILHOIO MUHHMAIN3MA, YEPThl
CHMBOJIUCTCKOTO ¥ IICHXOJIOTHYECKOro TeaTpa, IpueMbl KuHemarorpada, cMmelleHue
HaTypaJIUCTUYECKOr0 U YCIOBHOro TeaTpoB. IlaHOpamMa MOCTaHOBOYHBIX MHTEPIpPETaLHii B
KOHTEKCTE «IIepeBOjia 3HAUYEHMID ONEpHOI MapTUTYphl U MCTOJIKOBAHUS €€ CMBICIOBBIX
BAapUAHTOB I0O3BOJSIET BBIBUTH CTEMEHb pEAIN3allid KOMIO3UTOPCKOIO 3aMbICIa B
crnekTakasax. CpaBHUTENBHBIA aHANN3 TOKa3al, YTO MHOTOYMCIIEHHBIE CLEHHYECKHUE BEPCUH
«[loxokaeHni MOBECHl» TaK WIM HHA4Ye KOPPECHOHAUPYIOT Apyr ¢ Apyrom. [lawxke
pa3sHeceHHbIE BO BPEMEHM, OHH HECYT B ce0e «IaMATh» MPEIIECTBYIOUINX MOCTAHOBOK,
HEPa3pbIBHO CBSI3aHHBIX C MHOI'OCJIOWHON MY3BIKaJIbHOU ManuTpoit CTpaBHHCKOTO.

THE RAKE s PROGRESS BY IGOR STRAVINSKY : ALGORITHMS OF DIRECTOR’S READING

The article discusses Stravinsky’s opera The Rake’s Progress (1951) from the
perspective of its directorial embodiment. The focus turned out to be productions, ‘textbook’
and ‘traditional” from the point of view of contemporary postmodern opera directing — John
Cox (Glyndebourne Festival, 1975), Inger Aby (film opera, 1995) and Robert Lepage
(Brussels — La Monnaie Theatre, 2007). The interpretation of the synthetic opera genre is a
complex multilevel phenomenon — from the translation by librettists of the chosen plot into a
verbal text through the creation of the musical series of the opera to the stage version of the
spectacle. During the verbal realization of William Hogarth’s pictorial prototype in the opera
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The Rake’s Progress, an extraordinary relationship between the prototype and its musical
version developed, since the engravings ‘suggested’ to the composer a future stage solution,
without constraining him to the framework of the word. Translating the libretto text into a
musical score, Stravinsky took into account its perception by the directors and listeners,
which indicates the powerful composition energy for subsequent theatrical and scenic
realization. The presented analysis of the performances of The Rake’s Progress is based on
the decoding of their scenography (scenery, costumes, make-up, props and lighting) and stage
action (mise en scene and stage behavior of the singers). The productions show signs of
theatrical minimalism, features of symbolist and psychological theater, cinematography
techniques, a mixture of naturalistic and conventional theaters. The panorama of stage
interpretations in the context of the ‘translation of meanings’ of the opera score and the
interpretation of its semantic variants allows us to identify the degree of the composer’s idea
realization in the performances. Comparative analysis showed that numerous stage versions
of The Rake’s Progress somehow correspond to each other. Even spaced out in time, they
carry the ‘memory’ of previous productions, inextricably linked with the multi-layered
musical palette of Stravinsky.

OUAEHKO IOnus JIeounaosHa, 0okimop uckyccmbobeders,
npocpeccop, Kkacpedpa ucmopuu MY3biKU,
Hasvnebocmounsil  eocyoapcmbennviii  uHCmMumym
uckycemé, Baaoubocmox, Poccus

Yulia L. FIDENKO, Dr. Habil. (Doctor of Art Studies), \\ A\
Professor, Music History Department, Far East State \\ E
Institute of Arts, Viadivostok, Russia o\

B COABTOPCTBE C in cooperation with

MAS3YP Anuna EBreHbeBHa, acnupanm, xagedpa ucmopuu

MY3biKl, HarvreBocmounbiii eocyoapcmBenHbiil
uncmumym uckyccm8, Baadubocmox, Poccus

Alina E. MAZUR, Postgraduate Student, Far Eastern State
Institute of Arts, Vladivostok, Russia

«HTAJIBSHKA B AJDKUPE» JIK. POCCUHI: MEXIY BOCTOKOM 1 3AITAJIOM

B nepBoii monoBune XIX Beka MOBBIMIAETCS HAYYHBIA UM XYJOKECTBEHHBIN MHTEpEC K
BOCTOYHBIM KyJIbTypaM. Bocrok M 3amaj cTaHOBATCS MHMpPOOOPa3YIOIMMH apeajaMH, a HX
COMNOCTABJICHHE — OCHOBOM TBOPUECKHX IMOMCKOB MHOTMX Aesiteneid uckyccra. Jlx. Poccunu He
OCTaJICA B CTOPOHE OT BESHUIA CBOETO BPEMEHH. YBIICYEHHE BOCTOYHOM SK30THUKOM HALLIO
OTpakeHHe B Haciemuu «ookecTBeHHOro Madcrpoy (I. [eiire). He MeHee necsiTu omep BEIUKOro
WUTAbSHIIA B TOW WIK UHOW Mepe MPETBOPSIIOT MpeAcTaBieHus o BocToke, pacnpocTpaHeHHbIE y
EBPOIEICKIX KOMITO3UTOPOB-pOMaHTHKOB. Cpemn Hux — «Uranbsaka B Amxupe», «Typok B
Urammy, «Aspenuan B [Tanemupey, «Kup B BaBunone» u ap. K coxanenuro, 3Tv Ipon3BeaeHHs
JI0 CHMX TOp He HAILIM CBOETO HCCIEOBATelNs, B YAaCTHOCTH, Yepe3 NMPH3MY OpPHEHTAIBHBIX
teHneHuid XIX Beka. B moxmame paccmatpmBaetcs orepa «ltanbsHka B AJDKHpPE», KOTOpas
TIPEZICTaBIsIeT CoOOM SIpKMH 00pasel] BOIUIOMICHMSI POCCHHHEBCKOTO OpHEHTANM3MA. YKe B
Ha3BaHWH TPOW3BEICHMS 3aKiIIOueHa ormmo3uius BocToka m 3amasa B pamkax THITMYHON s
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M300pa)KeHNsT OPHEHTATFHOTO MHpA TMXOTOMHH «CBOE — Uy)KOEe». AHAJIN3 ONEephl TTOKa3ajl, ITo
BIIVSTHUE BOCTOYHOH KyJBTYpPBI Ha TBOPYECTBO KOMITO3UTOPA HE OTPAHIYMBAETCS JIMIIH CIOXKETHO-
TEeMaTHYeCKUM YpOBHEM. B crarbe packpbiBaeTcsl crelu(uka BKIIOUYEHHS BOCTOYHBIX
PEMHHHMCLCHIMIA B CIEAYIOIINE CMBICTIOBBIE IUIACTHI OMNEPHOTO CEMHOTHYECKOro aHCaMO:
BepOATBHBIH, 3BYKOBOI M BH3YaIbHBIN. ABTOPHI CTaThU MPHUXOMIT K BBIBOY, YTO, HECMOTPS Ha
aKTHUBHOE MCIOJB30BaHUE OPHUEHTAJIBHOIO KOHTEKCTa, PoccrHyM nprberaeT K CHMIITOMAaTHIHOMY
11 komro3uTopoB XIX Beka oOoOmieHHOMY M300paxkeHmio Bocroka. Ilpn nommHHMpoBaHIM
UTAIBSHCKOTO ONEPHOTO CTHIISI BOCTOYHBIM KOJIOPHT aKKypaTHO «BKpAIUIEH» B IapTUTYPY.
3HaueHHWe OTOro0 JIuajlora B XyHAOKECTBEHHOM Mupe PoccuHm mpencrasiser OobIIONH
HCCIIEIOBATENBCKUI HHTEPEC U MOIKUT JAIIbHEHIIIEMY PACCMOTPEHHUIO.

L 1ITALIANA IN ALGERI BY GIOACHINO ROSSINI: BETWEEN EAST AND WEST

The first half of the 19" century was marked by an increase in scientific and artistic
interest in Eastern cultures. East and West become world-forming areas. Their comparison is
the basis of the creative searches of many artists. Gioacchino Rossini followed the trends of
his time. The passion for oriental exoticism was reflected in the legacy of the ‘divine maestro’
(Heinrich Heine). At least ten of the composer’s operas in one way or another embody ideas
about the East that were common among European romantic composers. Among them are
L’italiana in Algeri, 1l turco in Italia, Aureliano in Palmira, Ciro in Babilonia, etc.
Unfortunately, these works have not yet been studied, in particular, through the prism of
oriental trends of the 19" century. This study examines the opera L ’italiana in Algeri, which
is an example of the embodiment of Rossini’s orientalism. The article reveals the inclusion of
oriental reminiscences in the following semantic layers of the operatic semiotic ensemble:
verbal, sound and visual. The title of the work contains the opposition between East and West
within the framework of the dichotomy Us and them’ typical for depicting oriental culture.
An analysis of the opera showed that the influence of Eastern culture on the composer’s work
is not limited to just the plot level. The authors of the article come to the conclusion that
despite the active use of the oriental context, Rossini uses a generalized image of the East,
which is typical for composers of the 19™ century. With the dominance of the Italian operatic
style, oriental flavor is neatly ‘interspersed’ into the score. The significance of the East-West
dialogue in the artistic world of Rossini is of great research interest and is subject to further
consideration.

DOVJIOHOBMY Anppen T'eopruesw, He3aBucumblii
uccredobamens, Carkm-Ilemepbype, Poccus

Hayunbm pykosomgurens — Ilopdupbesa Anna JleoHMmosHa,
KaHIWIAT UCKYCCTBOBEIEHMS

Andrei G. FILONOVICH, Independent Researcher, Saint Petersburg,
Russia

Scientific adviser — Anna L. Porfirieva, PhD

KOJIBIBEJIbHASI TTIOCJIE TAHLIEB: )KAHPOBBIE CTEPEOTHUIIbI B OITEPAX BEPU

Barnang  coBpemeHHoro  MysbikoBena Ha - omepy XIX  Beka  MO3BOJSIET
HICHTUDUIMPOBAT B HEH MY3BIKANbHYIO (HOpMy (Kak MPABIUIO UTAIBSHCKOro THia — la
solita forma), mpamMaruyecKyl0 CTPYKTYpy HOMEPOB M aKTOB C PA3BETBICHHON CHCTEMOM
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CHOXKETHBIX MOTHBOB, JIMHWH DPa3BHUTHS, CB3aHHbIC ¢ rapMmoHuei u Qakrypoil. C paBHBIM
yCIexoM — OOHApYKHBAIOTCS  YCTOMYMBBIC  KOMIUIEKCHI — BBIPA3HTEIBHBIX  CPEICTB,
BEIpaXKAIOIINE KOHKPETHBIN 00pa3 mmm Temy (Tomockl). OmHako modtd 0e3 BHHMaHHUS
OCTaeTcs JKaHpOBas MPHHAJIGKHOCTh OINEPHONH MY3bIKH: (HOPMyJIBI MOIHBIX TaHIIEB,
«IpOCTBIC TECeHKM» u Tak janee. OHU <«TIpUONIKAIN» ONEPHBIX T'epPOEB, HAICISIS HX
«My3bIKaJIbHOW Y3HABaeMOCTBIO», ITOAYEPKUBAIN XapaKTepbl IMEPCOHAXKEH M CMBICIBI
JpaMarypriu. XapakrepHble pUTMbI U (DUIYpbl JBIKCHUS TPUIABAITH UMITYIIbC ACHCTBUIO
3aXBaTBIBAIM 3pUTeNbckoe BHUMaHHMEe. CO BpeMEHEM TaHIBI MEHSINCh, a IPHEMBI
JpaMaTHYecKOl XapaKTepPUCTHKU COBEPLICHCTBOBAINCh. B 2IOXY KIacCHIU3Ma CIOXKUICA
CBOCOOpa3HbIil KAaHOH MX MPHMEHEHHS, B YeM MOXHO yOequThcsi Ha mpumepe «CBaabObl
®urapo», «Tak nocrynarT Bce» U Ipyrux omnep Mouapra. Yxke ko BTopoit dyerBeptu XIX
BeKka (B yacTHOCTH, B «Pobepre-napsBoine» u «I yreHoTax» MeliepOepa) skaHpoBble (HOPMYITBI
OOHapyXHBalOTCS B INOJABIsIoIeM OombmmHCTBe cantabile, largo concertato, xabanerr,
crpert u Apyrux paszgenoB la solita forma. Haubomee sipko HCHONBb30BaHHE KAHPOB
IPOSBIIOCE B TBOpuecTBe Bepmu. Ha mpumepe Tpex ero omep — «Maxkber», «ban-
Mmackapam» U «Jon Kapnoc» MOXKHO NpOCIEANTh APAaMaTyprH4eckoe M MY3BIKaJbHOES
3HAYCHHE JKaHPOB, MPHUMEPHI BHUPTYO3HOTO COCINHEHHs] HECKONBKHUX JKAHPOBBIX MOZCNEH,
B3aMMOCBS3b UX YEPEIOBAHMUSI C MY3BIKAJIBHOM (POPMOIA, X POJIb B Pa3BUTHHU Jpambl. JKaHpbI
HE TOJNBKO SBISIIOTCS —«CMBICIOBOI» IONOIUIEKOH IPYTHX CPEICTB  MY3BIKAIBHON
BBIPAa3UTEILHOCTH, OHH COCTABIISIIOT CAMOCTOSITENBHBIN IUIACT OIEPHOTO MPOM3BEICHHMS: UX
[OCNIeIOBATENILHOCTD, YePENOBAHHE U OOBEAMHEHHE OKA3bIBAIOTCS 3aKOHOMEPHBIMH H
CMBICIIO00pa3yIOIMMHY. AHAlIM3 3TOH JMHMM B CTPOCHHM OIEPHOTO aKTa IO03BOJISET
copMynupoBaTh HEKOTOPBIE OOIIHE TTOJIOKEHHS O IIPUHLMIAX UX IPUMEHEHHS U UX POJH B
OpraHu3aIMy ONEPHOro aKTa.

LuLLABY AFTER DANCING: GENRE STEREOTYPES IN VERDI’S OPERAS

The view of a modern musicologist on the opera of the 19" century allows us to
identify the musical form (usually of the Italian type, la solita forma), the dramatic structure
of numbers and acts with an extensive system of plot motifs, and lines of harmony and
texture. With equal success, there are traditional complexes of expressive means that express
a specific image or theme (topos). However, almost no attention is paid to the genre of opera
music: the formulas of fashionable dances, ‘simple songs’ and so on. They ‘make closer’ the
opera characters, endowing them with ‘musical recognition,” emphasizing the characters’
personalities and the meaning of the drama. Characteristic rhythms and figures of movement
gave impetus to the action and captured the audience’s attention. Over time, the dances were
changing, and the techniques of dramatic characterization improved. In the era of classicism,
a kind of canon of their use was developed, as can be seen in the example of Le nozze di
Figaro, Cosi fan tutte and other operas by Mozart. By the second quarter of the 19" century
(in particular, in Meyerbeer’s Robert le diable and Les Huguenots) genre formulas are found
in the vast majority of cantabile, largo concertato, cabaletta, stretta, and other
‘reflection/reaction’ sections of la solita forma. The use of genres was most clearly
manifested in the works of Verdi. In the Macbeth, Un ballo in maschera, and Don Carlo we
can trace the dramatic and musical significance of genres, find examples of the masterly
combination of several genre models, their relationship with musical form, and role in the
development of drama. Genres are not only the ‘semantic’ background of other means of
musical expression, they constitute an independent layer of an operatic work: their sequence,
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alternation, and combination turn out to be consistent and meaningful. Analysis of this line in
the structure of an opera act allows us to formulate some general provisions about the
principles of their application and their role in the organization of an opera act.

XAVIPYTOVMHOBA  [Innua  dmroposHa,  kandudam
uckyccmbobedenus, 0oyeHm, NPoOpeKmMop N0 HAYHHOU
Oeamenvrocmu  u  Gonpocam  pasbumus, Kasamckas
eocyoapcmbenmasn KoHcepBamopus UMeHU
H. T'. >KueanoBa, Kasanv, Poccus

Diliya F. KHAIRUTDINOVA, PhD, Associate Professor, Vice-
rector for Research and Development, Zhiganov Kazan
State Conservatoire, Kazan, Russia

OnEePbl HABMBA JKNT AHOBA
B ITOCTAHOBKAX TATAPCKOI'O AKAJIEMUYECKOI'O TOCYJIAPCTBEHHOI'O TEATPA OIIEPHI U
BAJIETA IMEHU M. JDKAJTWIIS (TTO APXVBHBIM MATEPHAJIAM TEATPA)

OnepHoe TBopuectBo Hasuba JKuranosa 0Oe3 mpeyBesM4YeHHs SBISETCS CaMbIM
MacIITaOHBIM SIBJICHHEM B UCTOpUH TaTapcKoro akajaeMHUYecKOro rocyJapCTBEHHOrO TeaTpa
omnepsl 1 Oanera nmenn M. [xanuist. IIpembepoii onepsl JKuranosa «KaukblH» ObUT OTKPBIT
TaTapckuii onepHeld Teatp B 1939 romy (B 2024 romy wucmomHsercs 85 ner co mHS
MIOCTaHOBKH 1epBoii onepsl JKuranosa). XKuranos coszuain 8 ornep, Be U3 KOTOPBIX K TOMY K€
HUMEIOT MOBTOPHBIE peAakiuu ¢ WHbIMU HasBaHuAMH: «Tromak» — «Tromsak u Cy-ciyy,
«Unpnap» — «Jlopora moGexnsl». Bce omepbl KOMIO3MTOpa, BKIIOYAs HOBBIE DPENAKIUH,
obutn moctaBieHsl Ha cieHe TAI'TOub nmenn M. Ixamws. Jlvms nse omepsl JKuranosa
CTaBWINCh JPYTMMH TeaTpaMH 3a INpeleiaMu pecryOonuku — «AntbiH4aw» (Ya, Anma-
Arta), «/xamume» (MockBa, Anma-Ata, Ilpara). Ilocienmioro omepy «Jlxamuiaby
Kommo3utop Hamucan B 1957 rony. B mocnenyronue ronst u3 Beex onep JKuranoa HOBbIE
nocTaHoBku yBuzaenu jaumb «Kaukeim» (1964), «Tromsak u Cy-ciay» (1967), «AnteiH4au»
(1959, 1979, 1994), «Dxammb» (1960, 1964, 1980, 1986, 2011). «/Dxamuney —
€IMHCTBEHHAs U3 JKUI'AaHOBCKUX OIEp, KOTOpas MHPHUCYTCTBYET B TEKYLIEM perepTyape
TAI'TOub umenun M. Ixanuis. [Ipembepa onepsr JKuranoBa — Bcerja 3Ha4MMOe COOBITHE
B MY3bIKAJIbHOH JKM3HH pecITyOJIMKU. B cBoeM ornepHOM TBOpYECTBE KOMIIO3UTOpP 00paInaics
K JIByM OCHOBHBIM TE€MaM — CKa304HO-JICT€HAAPHOW W HCTOPUYECKOH, 4YTO OBbLIO
00YCIIOBIEHO HE TOJNBKO TBOPYECKHMMH IPUCTPACTUAMM aBTOpPAa, HO M KYIbTYPHBIMH
«yCTaHOBKaMW» BpeMeHU. B apxuBe TeaTpa COXpaHMINCH IOKYMEHTBHI, OTHOCSIIHECS K
MOCTAHOBKAM JKHTAaHOBCKHX orep: Gororpadu, aduiim, mporpaMMbl CIICKTAKIEH, BBIPE3KH
13 ra3eT U XKypHasoB. B mokiazie BeICTpanBaeTcs XpOHOJIOTHs MOCTaHOBOK omep JKuraHosa;
BBISIBIISIFOTCSL HEKOTOPBIE «CYIIECTBEHHBIC» (DAKTHI B MX CO3JAaHUM; PACKPBIBAIOTCS MMEHa
PEKHCCEPOB, UCHOTHUTENECH, XYJ0KHUKOB, JUPHKEPOB, CHIIPABIINX HE3aypSIHYIO POIb B
CLICHUYECKO# Cyb0e )KUTaHOBCKHUX OIep.

NAZIB ZHIGANOV’S OPERAS STAGED BY THE TATAR ACADEMIC STATE OPERA AND BALLET
THEATRE NAMED AFTER MUSA CALIL (BASED ON ARCHIVAL MATERIALS OF THE THEATRE)

The operatic work of Nazib Zhiganov is without exaggeration the most ambitious
phenomenon in the history of the Tatar Academic State Opera and Ballet Theatre named after
Musa Cilil. The premiere of Zhiganov’s opera Kachkyn opened the Tatar opera theatre in
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1939 (2024 marks 85 years since Zhiganov’s first opera was staged). Zhiganov created eight
operas, two of which have repeated editions with different titles: Tyulyak — Tyulyak and Su-
slu, Ildar — The Road of Victory. All of the composer’s operas, including new editions, were
staged at the Musa Cilil Tatar Theatre. Only two operas by Zhiganov were staged by other
theatres outside the republic — Altynchach (Ufa, Alma-Ata), Cdlil (Moscow, Alma-Ata,
Prague). The composer wrote his last opera Cdlil in 1957. In subsequent years, of all
Zhiganov’s operas, only Kachkyn (1964), Tyulyak and Su-slu (1967), Altynchach (1959,
1979, 1994) and Calil (1960, 1964, 1980, 1986, 2011) have seen new productions. Cdlil is the
only one of Zhiganov’s operas that is present in the theatre’s current repertoire. The premiere
of Zhiganov’s opera is always a significant event in the musical life of the republic. In his
opera works the composer addressed two main themes — fairy-tale-legendary and historical,
which was conditioned not only by the author’s creative preferences, but also by the cultural
‘attitudes’ of the time. The theatre’s archive has preserved documents related to the
productions of Zhiganov’s operas: photographs, playbills, performance programs, newspaper
and magazine clippings. The report builds a chronology of the productions of Zhiganov’s
operas; reveals some ‘essential’ facts in their creation; reveals the names of directors,
performers, artists and conductors who played an outstanding role in the stage fate of
Zhiganov’s operas.

XAKVIMUA TaresiHA BacmibeBHa, Kanouoam
uckyccmbobederus, cB0000HbITI uccaeoobBamens,
Peeenumaycgp, Tepmarus

Tatiana V. HAKIMI, PhD, independent researcher,
Regenstauf, Germany

BoCTOK B ONEPE @EPPYYUO BY30HU «TYPAHIOT»

Onepa ®eppyudo bysonn «Typannor» (1917) — oaHO U3 HEMHOTUX €BPOHEHUCKUX
MY3bIKQJIbHO-TEATPaIbHBIX MPOU3BEICHUI NepBoi ueTBepTH XX BeKa Ha JaIbHEBOCTOYHYIO
TEMy, CO3/IaHHbIX B pyclle aHTUpOMaHTH3Ma. HamucaHHast Ha CrOXET OJHOMMEHHOW CKa3KH
Kapno Towim, 3Ta omepa mpencraBisieT cOOOW SPKUil HpUMeEp BHEAPEHHs IMPUHIMIIOB
yCIOBHOro TeaTpa. by3oHu npeTBOpuiI B CBOEM MIPOU3BEICHUU HJICIO TaK HA3bIBAEMOM «tOHOM
KIaCCUYHOCTH», OIMCAHHONH WM B TEOPETUYECKUX COYMHEHMSX. Tak, KOMIIO3UTOD
UCIONB3YeT B omepe CTHieBble mozend omepbl buffa u omeper Seria, «okpaimeHHbie»
CTHJIMCTUUECKHMU CpeICTBAMU MY3bIkH XX Beka. /[y onepsl XapakTepeH UIPOBOM MOAXOMA K
BOIUIOIIEHNIO BocToka, BeICTymarommii Kak screTHyeckas urpa ¢ Bocrokom. B Tekcre
IMOPETTO KOMIO3UTOP BHEIPSIET OTHEIbHBIE JeTalM, CO3JAOIINe BOCTOYHBIA KONOpUT. B
MY3bIKQJIBHOM si3bIke «TypaHIOT» BBLAGNAIOTCA [JBE BOCTOYHbIE cepbl: KUTaiicKas,
OCHOBaHHasl Ha TIEHTAaTOHUKE, U OJMKHEBOCTOYHAS, OCHOBaHHAsl HAa TeMHOJIMKE (3BYKOpsIe ¢
JIBYMSl YBEIMYCHHBIMH CEKyHAaMHu). by30HM HCHONB3yeT KHTAHCKYlO, TYPELKYIo,
MEPCUCKYI0 U MHANNCKYIO Menoauu u3 cOopuuka «Vcropusi my3siku» ABrycra AmoOpoca
(1862), a Takxke co3maeT aBTOPCKHE «BOCTOUHbIE Tembl». OOpa3sl Bocroka, Kak U Bce
MPOMCXOAsIIEe, MOaHbl B onepe ¢ MpoHHeH. KOMIO3UTOp He CTaBUT LIENIBIO CO3JaHHE B
«TypaHnoT» 3THOrpaduuecKH TOYHOr0 BOCTOYHOro Kosopura. HaobopoT, B My3bIke OHepsl
HAMEPEHHO HApYIIAeTCs WIUIIO3HMS <«BOCTOYHOro». WrpoBOE OTHOLICHHE K BOCTOYHOMY
MaTepHally BOIUIOIIACTCS B «HE-PA3IMUCHUN» KaK EBPONEHCKOrO0 ¢ BOCTOYHBIM, TaK H
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JaJIbHEBOCTOYHOI'O C OJIMYKHEBOCTOYHBIM MY3bIKaJIbHBIM MaT€puajoM. By30HI/I COBMECHIACT
BHYTPU OTACIBHBIX HOMEPOB, YCJIOBHO I'OBOpPA, KUTalCKAA TEMaTH3M C 6HI/I)I(HGBOCTO'1HI)IM,
BOCTOYHBIN TEMaTH3M HaMEpPEHHO YEpEeAyCTCd C «HCEBOCTOYHBIM», YTO TAKKE BBLICTYNACT
3JIEMEHTOM JCTETHYECKOMN WI'PBI, Kak Obl HAIIOMHHAET CIIyHIaTCJIl0 0 «HECEPLE3HOCTU»
IPOUCXOAAIICTO.

THE EAST IN THE OPERA BY FERRUCCIO BUSONI TURANDOT

The opera Turandot by Ferruccio Busoni (1917) is one of the few European musical -
theatrical works of the first quarter of the 20™ century on a Far Eastern theme, that explores a
Far Eastern theme within the framework of anti-Romanticism. Based on Carlo Gozzi’s fairy
tale, the opera exemplifies the incorporation of principles of conditional theatre. Busoni
incorporates the concept of ‘Young Classicism’ into his work, as outlined in his theoretical
writings. He blends style models of opera buffa and opera seria with stylistic elements of
20%-century music. The opera is characterized by a playful approach to the embodiment of
the East, which acts as an aesthetic game with the East. In the libretto, the composer
incorporates specific details that create an Eastern flavour. In the musical language of
Turandot, two Eastern spheres are distinguished: Chinese, based on the pentatonic scale, and
Near Eastern, based on the Hungarian minor scale (mode with two augmented seconds).
Busoni uses Chinese, Turkish, Persian, and Indian melodies from August Ambros’ collection
Geschichte der Musik (1862), as well as creates original ‘eastern themes.” The images of the
East, like everything else, are presented in the opera with irony. The composer does not aim
to create ethnographically accurate eastern colour in Turandot. On the contrary, the illusion
of the ‘eastern’ is deliberately violated in the music of the opera. The playful attitude towards
eastern material is embodied in the indistinction of European with Easten, as well as Far
Eastern with Near Eastern musical material. Within separate stages numbers, Busoni
combines, so to speak, Chinese themes with Near Eastern ones, Eastern themes intentionally
alternate with ‘non-Eastern’ ones, which also serve as an element of aesthetic play, as if
reminding the listener of the ‘lack of seriousness’ of what is happening.

XAYASHIT, Amxerta I'puropreBHa, Kanouoam
uckyccmbobedenus,  Odoyenm,  3abedyiouas  kagedpoil
ucmopuu  myswiku  CapamobBekoii  eocyoapcmBentotl
xoncepBamopuu umeru J1. B. Cobunoba, Capamob, Poccus

Anzhela G. KHACHAYANTS, PhD, Assistant Professor, Head of
Music  History Department, Saratov State Sobinov
Conservatoire, Saratov, Russia

METAMOP®O03bI JBOEMUPHSA B ITO3AHUX OIEPAX H. A. PUMCKOro-KoPCAKOBA

HUccnenoBarenu oneprnoro TeopuectBa H. A. Pumckoro-KopcakoBa Ha Bcex sramax
oOpaleHus: K 3ToMy Bompocy (Ha3oBeM HekoTopble, Hanmpumep, W. M. JlammuuH B Tpyzme
1911r. «Dunocodpckre  MotuBel B TBopuectBe  H. A. Pumckoro-KopcakoBay,
A. 1. Kauguackuii B Bo BTopoM Tome «Vctopun pycckoit My3sikim» B 3 Tomax B 1979 r.,
MOCBAIIEHHOW KoMmo3uTopy Monorpaduu M. I1. PaxmanoBoit 1995 r., mucceprauusx u
moHorpapun O. A. Cxpsiaankosoii, 1O. 0. Ilerpymesny, yBunesmux cset B 2000-x romax
MU JPYrux) HEU3MEHHO CBHICTEIBCTBYIOT O EIWHOM XYHOXXECTBEHHOH KapTHHE MHDa,
CKJTaJBIBAIOIICHCA B IIEJIOE W3 BCEro psna omep, 00 WHBAPHUAHTHON OIMEPHOH MOIEIH,
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MO3BOJISTIONICH pacCMaTpPHUBATh KXy U3 OIep, KaK 4acTh «CBepxmnpou3BeacHus». OnHa u3
aTpUOYTHUPYIUX WIEH KOPCAKOBCKOW OMEPHOH MOJENM — JBOEMHpPHUE, KOPHH KOTOPOTO
JeKaT Kak B MH(OMOITHYECKHX OCHOBAHMSAX €r0 TBOPYECKOI'0 MBIIDICHUS, TaK U B
MPUHA/ICKHOCTH  POMAHTHYECKOH KymbType. J[BoeMupHas KOHIICMIHSA, OJHAKO, He
OCTaBaJIaCh HE3BIONEMO Ha TPOTSHKCHUHM DBOJIIOIUH ONEPHOTO IMUCHMA. 3HAYHMTEIBHBIC
MEepEeMEeHbI  TpoUCcXoAiT B omepax 900-x TOIOB, OTHOCUMBIX K «IIO3JHEMY» IICPHOMIY.
[lepeMeHBI B MOCTPOCHUH OMIEPHON MOJICTH TPOUCXOIMIIN KaK H3HYTPH, B CBSI3U C BHIOOPOM
TE€X WM WHBIX CHOXKETOB, C MEPEMEHAMH JCTETHUYECKAX W MHPOBO33PEHUYECKUX aBTOPCKUX
OPUCHTHUPOB, TaK M «A3BHE)» O] BIUSHUEM «Ie()OPMUPYIONIHXY MPEIKHUE ONIEPHBIC HICATBI
MOJICPHUCTCKHX YCTaHOBOK. BMecTe ¢ TeM COXpaHseTcsl KIIFUEBOE CBOMCTBO JBOSMHPHOTO
«KOCMOCa»: B3aNMOOOYCITOBIIEHHOCTh W B3aHMOIIPOHUKAEMOCTb JIBYX MHPOB.

MeTaMopo3bl TBOSMHPHS BUAATCS 110 HECKOIBKHM (haKTOpaM:

»  TpaHchOpMaIHs «IHCIO3UIMH» MUPOB — YCIOBHO-PEAJBLHOrO M (haHTACTHYECKOTO
B YCIIOBHSIX CMEHBI ATHKO-ICTETHYECKOH YCTAHOBKH C SI3bIUYECKON Ha XPUCTHAHCKYIO
B «CKa3aHUU 0 HeBUAUMOM rpaje Kurexe u neBe DeBpoHUm»;

»  pacnpeleneHue IBYX MHPOB IO JIBYM OIEpaM: YCIOBHO-peadbHOro B «Ckaszke o
nape Canraney, Gpanractnieckoro B «Karee 6eccMepTHOMY;

»  OKOHYATeNIbHOE IIepEeBOpavyMBaHUE, «IpOo(aHUPOBaHHE» HWIEH [BOSMHUpPHUS B
nocyeaHel onepe — «3070TOMH METYIIOK.

MeramMopo3sl  TBOEMUpPHOH KapTUHBI MHpa BBUIBISIFOTCS HE TOJNBKO Ha
KOHIICTITYaJIbHOM YPOBHE, HO M TIOATBEP)KIAIOTCS HAa YPOBHE MY3BbIKaIbHOM. JlaHHBIN TOKIIAT
npemiaraercs k 180-neTHeMy FOOHIICIO ONIEPHOrO MacTepa, CBET OT KOTOPOro, KaK OT 3BE3/Ibl,
MPOJOIDKACT JOXOIUTB.

THE METAMORPHOSES OF THE Two WORLDS
IN THE LATE OPERAS OF NIKOLAI RIMSKY-KORSAKOV

Researchers who at different time studied operas of Nikolai Rimsky-Korsakov
(among them should be mentioned Philosophical motives in works of N. A. Rimsky-Korsakov
by Ivan Lapshin (1911), 2" volume of History of Russian Music in 3 volumes by Aleksey
Kandinsky (1979), monograph by Marina Rahmanova (1995), dissertations and monographs
by Olga Skrynnikova, Yulia Petrushevich published in 2000s and many others) point to
holistic artistic picture of the world compiling all of his operas; to invariant opera model that
allows considering each opera as a part of ‘meta composition.” One of the integral ideas of
Rimsky-Korsakov’s opera model is the conception of two worlds, rooted both in
mythopoetical basis of his creative thinking and his belonging to romantic culture. However,
the two-world conception has not remained the same throughout the evolution of Rimsky-
Korsakov’s opera writing. Considerable changes are seen in operas of 1900s attributed to the
late period. Changes in opera model construction come from inside in connection with the
choice of particular plots, changes of aesthetic and ideological views of the author as well as
from outside in connection with modernistic ideas deforming former opera ideals.
Nevertheless, the key feature of the two-world conception — interdependence and
interpenetration — preserves unchanged.

The metamorphoses of the two worlds are seen in several factors:

»  transformation of the disposition of conditionally real and fantastic worlds caused by
the change of etic-aesthetic attitude from pagan to Christian in The Legend of the
Invisible City of Kitezh and the Maiden Fevroniya
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» distribution of the two worlds in different operas: conditionally real in The tale of
Tsar Saltan and fantastic in Kashchey the Immortal
» final transformation, profanation of the two-world idea in the last opera The Golden
Cockerel
The metamorphoses of the two-world picture of the world are revealed on both
conceptual and musical levels. The article is dedicated to the 180™ anniversary of the opera
master whose light, like that from a star, continues to reach listeners.

XO Csiousus, npenodabamens, I'yanoyHckui nosumexuuveckuti ynubepcumen,
Tyanuxoy, Kumai

HUO Xiaocen, Lecturer, Guangdong Polytechnic Normal University,
Guangzhou, China

CLUEHNYECKHUE TPAKTOBKU OMEP « TPABUATAY, «PUTOJETTO» U «AUJIA» B TIOCTAHOBKAX
KUTAVWCKUX TEATPOB: EBPOITEMCKAS OTIEPA C KUTAMCKUM AKIIEHTOM

EBponeiickass onepa mosBuiack B Kurae B Hawane XX Beka, a MepBbIM TeaTp, B
KOTOPOM MOTIJIM OCYLIECTBIISATBCS CIIEHHYECKHE IIOCTAHOBKM Omep, OBbUI OTKpPBHIT B
>apuxoHe mpoBuHIMK ['yanayH Tomsko B 1989 romy. Ho yxe k 2016 rogy xonnuectBo
Takux TearpoB B Kurae 6bu1o Gonee 160. CaMpiM M3BECTHBIM M3 HHX siBIsieTcst Kuraiickuii
rocynapctBeHHbIl bonbmoii Tearp Ha 5000 mect B Ilexkune, oTkpeIThIi B KoHIE 2007 roza.
3HaKoMs ITyOJINKY ¢ €BPOINEHCKON OMepoii, COBpeMEHHbIEe KUTAHCKHE TeaTpbl KyIbTHBHPYIOT,
IPEeXKJIE BCEro, CaMble M3BECTHbIE 00pasubl xkaHpa. Cpeid HHUX OIHO M3 TJIABHBIX MECT
3aHuMarot onepsl [Ix. Bepan «TpaBuatan, «Puornerro» u «Auzna». Baxueimmm sneMeHTOM
CTpPaTEeruy PYKOBOACTBA TEAaTpOB SBIIETCSA IPUBJICUCHHE 3apyO€KHOIO OIbITa ONEPHBIX
MIOCTAHOBOK BO BCEX 3JIEMEHTax — OT CLEeHOorpaduu a0 BbIOOpa TUPHIKEPOB M COJHCTOB.
Kuraiiisl ydatcs y HHX, OblcTpo mnepeHMMas HX onbIT. CIEHMYECKHE TPaKTOBKH
eBpornelickux onep Ha cueHax [lekuna, [llanxas, TIHBLBZUHA U APYTHX FOPOJIOB, OMHUPASCh HA
MHpPOBBIE TPAJULHIH, B TO XK€ BPEMs, OTPAKAIOT OCOOCHHOCTH KUTACKOro MeHrainurera. B
YaCTHOCTH, aKIIEHTHUPYETCsl POJib CleHOrpaduu — Jisi KATAHCKOW MyOJIMKH 4Ype3BbIYaiiHO
Ba)KHO BU3YyallbHOE pelleHHe CrekTakias. CyllecTBYIOT ONbIThl JOMOIHEHUsS ONepsl
aneMeHTaMu  xopeorpaduu.  MBIIUIGHHIO, OCHOBAaHHOMY Ha  CHMBOJIAX, 3HaKax,
XapaKTepHOMY MJIsl KUTAHIEB, COOTBETCTBYET OAMH W3 TIIABHBIX TPEHIOB COBPEMEHHOMN
€BPOIEHCKON OMEPHON PEXUCCYPBl — YCIOBHOCTD, peajn3yeMasl yepe3 MUHUMAIU3M. DTUM
U JIPYTHM TEHJCHIMSAM COBPEMEHHOW ONEPHOI PEXHCCYPhl M CLEHOrpaduy, NePeHECEHHBIM
Ha KUTAHCKYIO TIOYBY, ITOCBSIIEHA JAHHAS CTaThsl.

STAGE INTERPRETATION OF LA TRAVIATA, RIGOLETTO, AND AIDA IN CHINESE OPERA HOUSE:
EUROPEAN OPERA WITH A CHINESE ACCENT

European opera entered China in the early 20th century and it was not until 1989 that
the first opera house was opened in Shenzhen, Guangdong Province. The number of opera
house had exceeded 160 by 2016. The most famous one is National Centre for the Performing
Arts with 5,000 seats, which began operating at the end of 2007. When introducing European
opera to the public, opera houses rehearsed famous operas at the beginning, including
Giuseppe Verdi’s operas La Traviata, Rigoletto and Aida. Foreign musicians have rich
experience in opera production. Chinese opera houses learned from foreign musicians in
different fields, from scene design to the selection of conductors and actors. The performance
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of European opera improved very fast in recent years. The performance of European opera in
Chinese theaters, such as theaters in Beijing, Shanghai and Tianjin, rely on foreign versions
for production. At the same time, the performance reflect Chinese audience’s characteristics.
The visual solution of the performance is extremely important for Chinese audience. Chinese
musicians attempted to add some dance elements. Thinking based on symbols and signs,
characteristic of the Chinese, corresponds to one of the main trends in modern European
opera directing — convention, implemented through minimalism. The report will devote to
these trends, as well as others, in modern opera direction and scenography, transfer to
Chinese soil.

XOJIMHA Anekcanapa CepreesHa, cmydenmka 11 xypea,
MmysvikoBedueckuti  paxyavmen,  Camnxm-Ilemepbypeckasn
eocyoapcmbennan korcepbamopus umenu H. A. Pumckoeo-
Kopcaxoba, Canxm-Ilemepbype, Poccuis

Hayunbmn pykosopguTesls  —  [leHwcos Amnppen
BriagymMmpoBid, TOKTOpP MCKYCCTBOBEIeHs

Alexandra S. KHOLINA, 2n Year Student, Musicology Faculty,
Saint Petersburg Rimsky-Korsakov State Comnservatory,
Saint Petersburg, Russia

Scientific adviser —Andrey V. Denisov, Dr. Habil. (Doctor of
Art Studies)

«METrAD» AIIAMA TAJIEVIIIA BEHSIBCKOI'O:
SITIOHCKASI JIETEHJIA TJIA3AMM TTOJIbCKOI'O KOMITO3UTOPA

Anam Taneymr BeHSBckuii — TIOJBbCKHMII KOMIIO3MTOpP, IUIEMSHHUK [ eHpHKa
BensiBckoro, BBIIAIONIETOCS CKpUIIaYa-BUPTY03a, CHIIPABIIETO 3HAYUTENIBHYIO DPOJIb B
Pa3BUTUH PYCCKOH CKPUIMYHOW IIKOIbl. B dvecth ero mMennm Amam Taneyin oCHOBal
MeskIyHapoIHbI KOHKYpC ckpumauei B Ilo3HaHW. YUHUBIIMICSA y MMEHUTBHIX II€IarOroB
(3eirmynTta HockoBckoro, [aOpwans ®@ope, Bencana a’OHAM) ©W  OCTaBHBIIMKA sSPKOE
HacJieie, BKIIIOYaroliee B ce0s YeThIpe OIephl, JBa Oajera, My3bIKY K (pribMaM, BOCEMb
CUM(DOHUYIECKUX MT03M, APYrHe CUM(MOHMYCCKHE U KAMEPHO-MHCTPYMCHTAIBHBIC COYMHEHHMS,
KOMITO3UTOP BOJICIO CYABOBI OKa3ajCs B TEHH CBOETO 3HAMEHHMTOIO AW — K H3YYCHHIO
MY3bIKM BEHSBCKOro IpakTHYECKH HUKTO He oOpaiuaics. J{OKian IOCBSIIEH €ro NepBoOi
onepe «Merasy, IpeACTABISIONICH CIOXKET CTAPUHHOM SITIIOHCKOM JISTCHIB B MHTEPIIPETALlMI
MoJIbCKoro Kommosuropa XX Beka. OTAEIbHO paccMaTpHBAeTCs 3a0bITasi MOCTAHOBKA ATOM
ornepel B MapuMHCKOM Tearpe, cocrosBuiascs Oonee 100 ner Hasam. «Merad’» Obuia
nocrasieHa B 1916 rony B IleTporpaae TajnaHTIMBBIM ONEpHBIM pexkuccepoM Hukomaem
HukonaeBuuem Boromo60BBIM ¥ BBIJAOMIAMCS TeaTpaibHBIM XYIOKHHKOM IleTpom
Bopucouuem JlamOuHbIM. MHTEpIIpETallnsl HEMPHUBLIYHBIX LIS €BPOIEUCKOro CIIyIIaTess
SIMOHCKUX 00pa3oB ONephbl BbI3BaJla KpalHE MPOTHBOPEYMBYIO PEAKIMI0 — HCKPEHHHUM
BOCTOPT JTUPEKIIUH TeaTpa, alIOAUCMEHTHI MMyOIMKH U PasTPOMHYIO KPUTHYECKYIO CTAThIO B
razete «HoBoe Bpems». IlocMmesBIIMCh, Haj €€ «HE3aMBICIOBATBIMY», <(«HHYTOXKHBIM
CIOXKETOM, aBTOPBI PEIICH3UH B OCOOCHHOCTH ITOCTABHJIU 110/ COMHCHHE €€ SITOHCKOE HAYao:
C OJHOM CTOPOHBI, COCIABIIMCH Ha TO, YTO B EBpome HUKTO HE 3HAaEeT My3blku BocToka, ¢
JIPYrOil — IMOCUUTaB €€ HEeJIOCTATOYHO BBIPA3UTENILHON M J1aXKe «MOHOTOHHOM». Hackonbko
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CIIpaBCJiuBa 3TO IMO3ULUA, €CIIN 3PUTCIIN PYKOIUICCKAIN, a JUPCKIUA TE€aTpa Halllla OIepy
HHTepeCHOﬁ, OpHFHHaHLHOﬁ, u nocuuralia Bensisckoro BE€CbMa TaJIaHTJIMBBIM
KOMHO3I/ITODOM? B JOoKJIaae IpCAIpuHATa IIONBITKa 00BEKTUBHOMN OLICHKH «Mera’» Ha
OCHOBC aHaJin3a OpraHru3alnuu €€ ApaMartyprui U CTUINCTUKHA.

MEGAE BY ADAM TADEUSZ WIENIAWSKI
A JAPANESE LEGEND THROUGH THE EYES PoLISH COMPOSER

Adam Tadeusz Wieniawski is a Polish composer, nephew of Henryk Wieniawski,
who known as outstanding virtuoso violinist who played a significant role in the development
of the Russian violin school. In honor of his name, Adam Tadeusz founded the International
Violin Competition in Poznan. Having studied with famous teachers (Zygmunt Noskowski,
Gabriel Fauré, Vincent d’Indy) and leaving a shining legacy that includes four operas, two
ballets, film scores, eight symphonic poems, other symphonic and chamber-instrumental
works, the composer, by the will of fate, became in the shadow of his famous uncle, so
almost no one studied the music of Adam Tadeusz Wieniawski. The report is devoted to the
first opera by Adam Tadeusz Wieniawski Megae, which presents the plot of an ancient
Japanese legend in the interpretation of the Polish composer of the 20" century. The forgotten
production of this opera at the Mariinsky Theater, which took place more than 100 years ago,
is discussed separately. Megae was staged in 1916 in Petrograd by the talented opera director
Nikolai Nikolaevich Bogolyubov and the outstanding theater artist Pyotr Borisovich Lambin.
The interpretation of Japanese opera images, unusual for European listeners, caused an
extremely contradictory reaction — sincere delight from the theater management, applause
from the public and a devastating critical article in the newspaper Novoye Vremya. Having
laughed at its ‘too simple,” ‘insignificant’ plot, the authors of the review especially
guestioned its Japanese origin: on the one hand, citing the fact that no one in Europe knows
the music of the East, on the other hand, considering it insufficiently expressive and even
«monotonous». How fair is this position if the audience applauded, and the theater
management thought the opera is interesting, original, and considered Adam Tadeusz
Wieniawski a very talented composer? The report makes an attempt to objectively evaluate
Megae based on an analysis of the organization of its dramaturgy and stylistics.

XOHJKVMHA Ernena AseKcaHApPOBHA, dacnupaum, kagedpa
ucmopuu Mysbiki, 00kymeHmoBed, Memooureckuii omoes,
HobBocubupcxoii eocydapcmbernon koHcepbamopuu umeHU
M. 1. Lnunku, HoBocubupck, Poccus

Hayunbsm pykosogutesis — Csemiosa Osbra AjiekcaHIpoBHa,
KaHAW/IAT VCKYCCTBOBEIeHVIS

Elena A. KHONYAKINA, Postgraduate Student, Music History
Department, ~ Document  Manager, — Methodological
Department, M. I. Glinka Novosibirsk State Conservatory,
Novosibirsk, Russia

Scientific adviser — Olga A. Svetlova, PhD
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JIATCKASI HALIMOHAJIbLHA S OTTEPA XIX B.: «KOPOJIb U MAPLIAJ [TETEPA XEV3E

Ha pybexxe XVIII-XIX BB. Komenraren, Omaromaps axkTHBHOH [IeSTEIbHOCTH
MIPUE3KUX, IPEUMYIIECTBEHHO HEMEIKHX MY3bIKaHTOB, YIPOUWJI CTaTyC KyJIbTYpHOH
cronuus! CkanauHaBuu. B 3ToM mponecce ocoboe 3HaueHNE NMEN My3bIKaJIbHBIN T€aTp C ero
BECOMBIM BIMSHHEM Ha pa3BHUTHE OOIIECTBEHHO-KYJIBTYPHOH JKH3HH. YUHUTHIBas, 4YTO B
Hagase XIX Bexka B [lammm mnpomcxomwio (opMupoBaHHWE HAeH HAaIMOHAIBEHOM
caMou/IeHTU(UKAINY, TOSBICHHE OIep Ha WHOCTPAHHBIX s3bIKaxX (TJIaBHBIM 0OpaszoM,
HEMEIIKOM) BCE dYalle CTal0 BBI3BIBAaTh HETATHUBHYIO PEaKIHio JaTckoro odbmecrsa. Ho
BMECTe C TE€M, MMEHHO 3TO CIPOBOLMPOBAJIO POCT HMHTEpeca KOMIIO3UTOpoB JlaHmum K
CO3/IaHHIO HAIIMOHAIBEHOW omnephl. Cpeny TeaTpaabHBIX KOMIIO3HTOPOB 30JI0TOr0 Beka Jlannu
ClIe/lyeT BBLICNUTH TpeX Oe3YCIOBHBIX JIMJECPOB HAI[MOHAIBHOIO HAIIPaBIICHHS, MMEIOIINX
npu 3ToM Hemenkoe mnpoucxoxaeHue, — @. Kymay, W.IL3. Xaprmana u II. Xeiize.
PomuBmmiics B Jlanum Iletep Aprompx Xeiize (1830—1879) ObiT yUeHHKOM KOMITO3HTOpa-
JaT4aHWHA 1 coOMpaTels CKaHINHABCKHUX (onbkiopHBIX neceH A.I1. Beprrpena, y koroporo
Opanl ypoku 1o Teopun MY3HIKH. Bo Bpemsi Jlatcko-mpycckoii BoiHBI (1848-1850), B
OTIIMYMe OT MHOrux ocraBmuxcs B Jlanum nesireneid, Xeize nepeexan B I'epManuro ist
Oonee TIIyOOKOTO M3Y4eHHsT HEMEIKOH MY3BIKH, KOTOpas ero ImpuBiekana. B TBopuecTse
Xelize OpraHUYHO TEPEeIUIeTNCh TPAIMIMA HEMELKOro M JaTcKoro pomanTtu3ma. Ha
MIPOTSDKEHUM BCEH TBOPYECKOH JKM3HM OH 3aHMMAJICS COYMHEHHWEM KaMepHO-BOKaTbHOM
MY3BIKH, B UEM CIIEA0BAN JATCKOW HallMOHanbHOM muHuK Benen 3a ©. Beise n H. I'ane, cras
CTOJIb K€ 3HAYUMBIM UL JJaHUM KOMIIO3UTOpOM-TIeCeHHUKOM, Kak . IllydepT s ABcTpuy,
P. ®pann u K. JIéBe — I'epmanun, C. Montouiko — Ilonemm. OnHa U3 ABYX €ro omep —
«Kopone u Mapmiam», HamucaHHas B COAPYKECTBE C JATCKUM JAPaMaTyproM OpHCTOM
Xpucruanom Puxaparom B 1878 r., Obl1a BOCTOp)KEHHO BCTpPEYECHA NATCKUM OOIIECTBOM,
KOTOpOE K 3TOMY BPEMEHH YK€ C BOOAYLIEBIEHHUEM NPHHSIIO Psi MPEALIECTBYIOIUX OIeEp,
3HAMEHYIOIIMX Pa3BUTHE JATCKOTO MY3bIKalbHOro Tearpa. Cpeanm HUX KOMHYECKas orepa
®. Kynuena «Xonbrep Jarckuit» (1789), sunrmmmiun W. Hlyneua «[Ipazgauk ypoxas» (00
OTMeHe HacjenacTBeHHoro nomuuneHus, 1790) u «Cpanpba Ilerepa» (06 oTrmeHe pabcrsa,
1793), ckasounas omnepa @. Kymay «Jlymy» (1824), xaHpoBo-ObITOBas —omepa
W.ILD. Xaprmana «Manenbkass Kupcren» (1846). Croxer omepsl II. Xeiize ocHoBaH Ha
JNAaTCKUX HApOIHBIX JiereHaax mo ucropudeckuM coObitusiv Xl B. B Hem opranuuHO
COUeTAIOTCA JBe JpaMarhdeckue JHHUM. OfHa CBs3aHA CO B3aUMOOTHOIICHUSIMH TPEX
rnaBHeix repoeB — Kopoms, mapmiana Crura u ero sxenbl Wurebopr. B xome ee
Pa3BEPTBIBAHUS AKIEHT IOCTENEHHO CMEIIAETCsl Ha BTOPYIO M TJIABHYIO JIMHMIO: JIMYHAs
Ipama Mapmana CTaHOBUTCS NPUYMHOM KPYIHOrO MOJUTUYECKOro 3aroBopa. MmedHbIM
CTEp’KHEM OIEpBl BBICTYNIAET BOMPOC MPEJAHHOCTH M YECTH, aKTYalbHBIN IJIs JATCKOIO
obmectBa XIX B., mepexuBaromiero 3a cynp0y crpadbl. C TOYKH 3pEHHS MY3BIKAILHOTO
s3pika omepa [I. Xeize oleHMBanach COBPEMEHHMKAMHM CIOPHO B KOHTEKCTE€ HOBBIX
€BPOICHCKUX TeHACHUMNA. Ee He MOINIM TPaKTOBaTh OJHO3HAYHO, CIIOBHO OHA HAXOAWJIACh
MEXIy IBYMs KpalHOcTsmu: pedopMaropckum TeatpoMm P. BarHepa M «cTapoMOIHBIM
ckaHnuHaBckuM koHcepBaTtuzMoM . Kynnena, @. Kymay n W.I1.D. Xaprmana. «Koponb u
Mapmam» okasancsi B paBHOM CTENEHM JaleKo OT 3THX IOJIOCOB, HO NIPH 3TOM IOKa3all
BO3MOXHBIH ITyTh Pa3BUTHSI HAIIMOHAJIBHOH JIEreHJapHO-UCTOpHUYEcKoi omeprl. Kak onHO 13
3HAKOBBIX B MICTOPHM JATCKOM MY3BIKHM TeaTpalbHBIX Hpown3BeneHuil «Kopomp n Mapmamy
Xetize B 2006 r. Bonwio B «J{aTCKuii KyIbTYPHBI KaHOHY.
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THE DANISH NATIONAL OPERA OF THE 19™ CENTURY: DROT 0G MARSK (KING AND MARSHAL)
BY PETER HEISE

At the turn of the 18™ and 19th centuries, Copenhagen, thanks to the active work of
visitors, mainly German musicians, strengthened its status as the cultural capital of
Scandinavia. In this process, musical theater was of particular importance with its significant
influence on the development of social and cultural life. Considering that at the beginning of
the 19™ century, ideas of national self-identification were being formed in Denmark, the
appearance of operas in foreign languages (mainly German) increasingly began to cause a
negative reaction from Danish society. But at the same time, this is what provoked an
increase in the interest of composers of Denmark in creating a national opera. Among the
theatrical composers of the Golden Age of Denmark, three undisputed leaders of the national
movement, who also have German origins, should be highlighted: Friedrich Kuhlau, Johan
Peter Emilius Hartmann and Peter Arnold Heise. Danish-born Peter Arnold Heise (1830—
1879) was a student of the Danish composer and collector of Scandinavian folk songs
Andreas Peter Berggreen, from whom he took lessons in music theory. During the Danish-
Prussian War (1848-1850), unlike many figures who remained in Denmark, Heise moved to
Germany for a deeper study of German music, which attracted him. The traditions of German
and Danish romanticism are organically intertwined in the work of Heise. Throughout his
creative life, he was engaged in composing chamber and vocal music, in which he followed
the Danish national line following Christoph Ernst Friedrich Weyse and Niels Wilhelm Gade,
becoming as significant a composer-songwriter for Denmark as Franz Schubert for Austria,
Robert Franz and Carl Loewe for Germany, Stanistaw Moniuszko for Poland. One of his two
operas, Drot og Marsk (The King and the Marshal), written in collaboration with the Danish
playwright Ernst Christian Richardt in 1878, was enthusiastically received by Danish society,
which by that time had already inspiration accepted a number of previous operas that marked
the development of Danish musical theater. Among them are Friedrich Ludwig ZEmilius
Kunzen’s comic opera Holger Danske (Ogier the Dane, 1789), J. Schulz’s singspiels
“Harvest Festival” (about the abolition of hereditary subordination, 1790) and “Peter’s
Wedding” (about the abolition of slavery, 1793), fairy-tale opera by F. Kulau “Lulu” (1824),
genre and everyday opera by I.P.E. Hartmann "Little Kirsten" (1846). The plot of P. Heise's
opera is based on Danish folk legends based on historical events of the 13th century. It
organically combines two dramatic lines. One is connected with the relationship between the
three main characters — the King, marshal Stig and his wife Ingeborg. As it unfolds, the
emphasis gradually shifts to the second and main line: the Marshall’s personal drama
becomes the cause of a major political conspiracy. The ideological core of the opera is the
issue of loyalty and honor, relevant for the Danish society of the 19th century, which was
worried about the fate of the country. From the point of view of musical language, Heise’s
opera was assessed controversially by contemporaries in the context of new European trends.
It couldn’t be interpreted unambiguously, as if it was between two extremes: the reformist
theater of R. Wagner and the “old-fashioned” Scandinavian conservatism of F. Kunzen,
F. Kuhlau and I.P.E. Hartmann. “The King and the Marshal” turned out to be equally far from
these poles, but at the same time showed a possible path for the development of the national
legendary historical opera. As one of the most significant theatrical works in the history of
Danish music, “The King and the Marshall” by P. Heise was included in the “Danish Cultural
Canon” in 2006.
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OIEPHBII TEATP CAJIbBATOPE LLIAPPUHO:
«CBOE» U «UYXXOE» B KOHTEKCTE JIUAJIOT' A C TPAJIMIUEN

CanbBarope IllappyHO OTHOCHTCS K 4YHCIY KOMIIO3UTOPOB, B UbEM TBOPUECTBE
OpPraHW4HO COYETAIOTCS OMCKH PAJUKaIbHOIO MY3bIKAIBHOTO S3bIKA U MOCTOSHHBIN AUAJIOT
¢ Tpamunueil. B nokmage ucenemyercs mpoOneMa ceoe/uyswcoe Ha TpUMEpE OHEPHBIX
MPOM3BEICHUI UTAIBSIHCKOrO Ma3cTpo. Tema paccMaTpuBaercsl B ABYX acmekrax. Ilepmblit
CBSI3aH C LIMTUPOBAHUEM YY)KOIrO MaTepHasa U MeToaMu ero tpanchopmaruu. Pedepenimu
K KJIaccuueckoll My3bike B orepax llappuHo, ¢ 0HOH CTOPOHBI, (OPMHPYIOT HPOHUUECKH -
OTYYXJCHHBI KOHTEKCT, C JpPYyrod — CTaHOBSTCS IIOYTH CHOPPEATMCTHYECKUM
HAallOMUHAHUEM 00 YLIEAIIMX 3M0XaX. B cuily SpKOro CTHIMCTHYECKOrO KOHTPAcTa OHU
SIBJISIIOTCS. TPEBOJKHBIM HPHCYTCTBHEM», O3HAYAIOLIMM, IO CIOBAM KOMIIO3MTOpA, OCOOBIM
cnocob o6vimus My3blkd. lllappuHO CcO3Ma€T MHOTOYHMCICHHBIE CTPAaTErud HCKaXKEHHS,
MO3BOJIAIOIINE TPAaHC(OPMHUPOBATH LUTATHBIA MY3bIKaJIbHBIA Marepuan. OHU 00pa3yroT
(beHomeH SOttovetro (ut. «3a CTeKIIOM») — 0c000e KauecTBO 3BYKOBOM MAaTEpHH, MOA0OHOE
MYTHOMY IUIACTHKY B paborax A. Byppu, CKB0O3b KOTOpBIil TO MPOSIBISIETCS, TO CKPHIBAETCS
peanbHOCTh. CTpaTeru MCKAXKEHUsl CTAHOBATCS OTPAKEHHEM IIAPPHHOBCKOM KOHLIETILIUH
OCBOGHHMSI TPAIUIMH, KOTOpasl MpeJCTaBsieT co00H OIHOBPEMEHHBINH aKT YHHUTOXKCHUS U
BO3pOXKICHHS. BTOpoil pakypc TeMbl cgoe/uydicoe CBsi3aH C HCCIAeqOBaHHeM (DYHKIH
TPaJUIIOHHOM MaHephl MEHUsS, KOTOpas He SBIAETCS SJIEeMEHTOM OPHUIMHAIBHOIO
BokasbHOro criuist Llappuso, Tak HaseiBaeMoro Sillabazione scivolata, Ho koropyto, Tem He
MeHee, KOMIIO3UTOP MHOT/a UCIIONb3YeT B CBOMX omepax. KaHTuieHa BO3HUKAET B YCIOBHAX
LIUTHPOBAHHUS WIN CTUIM3AMK U, TAKAUM 00pa3oM, CIIYXKHUT Ul Hero MeTadopoil Tpajuiiuu.
TpamuumonHBIN crIOCOO MEHHUS aCCOLMUMPYETCS ¢ OTPULIATETBHBIM 00pa3sHO-CEMAHTHIECKUM
KOHTEKCTOM M JECTPYKTHBHBIMH TCHACHIUSIMH, OyIb TO «pa3belaHHe» MEeCEeHHOH KpacoThI
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BPEMEHEM, (GKEPTBOIPHUHOIICHNE ICTETUYECKUAX ITATOHOBY WK rebepeHNUECKUil CHHAPOM,
C KOTOPBIM COOTHOCHTCSI IMOSIBIICHHE JETCKHX IIECEHOK. YCTaHaBIMBAEMas KOMIIO3UTOPOM
KOTEPEHTHOCTh MEXIy KAHTHIICHOW U Oe3yMHeM TIeposi OOBSICHSETCS C TOYKH 3PEHUS
JIMCKYCCUH KOMITo3uTOpa ¢ Tpaauiiueit. [1o mueruio [llappuHo, Benukue 00pasibl TpaJuilHy,
KaK CIIaJIKO3BYYHbIE CHPEHBI BCTAIOT HAJ COBPEMEHHBIMH COYMHHUTEISIMH, JIMIIAS BOJIU W
HHIMBUAYAIBHOrO rosioca. ONepHbIi KOMIIO3UTOP HE JIOJKEH «KOIMHMPOBAThH BEJIMKUX U OBITH
UMU  TOOCXKACHHBIM». B3aMeH Maj’cTpo TpeaiaraeT paJukalibHOe Mpeodpa3oBaHKe
TPaIUIIK, KOTOPOE OTKPOET «IOCTYIT K TBOPYECKOH IHEPTUH, HAKOIUIEHHON Ha MPOTSHKEHUN
BEKOB).

SALVATORE SCIARRINO’S OPERAS:
PERSONAL AND ALIEN IN THE CONTEXT OF DIALOGUE WITH TRADITION

Salvatore Sciarrino is one of the composers whose work organically combines the
search for a radical musical language and constant dialogue with tradition. The report
explores the problem of Personal and Alien by the example of the operatic works of the
Italian maestro. The topic is considered in two aspects. The first one is related to quoting
borrowed material and methods of its transformation. References to classical music in
Sciarrino’s operas, on the one hand, form an ironically alienated context, on the other hand,
they become an almost surreal reminder of distant eras. Due to the vivid stylistic contrast,
they are a ‘disturbing presence,” meaning, according to the composer, a special way of being
music. Sciarrino creates numerous distortion strategies to transform quoted musical material.
They form the phenomenon sottovetro (it. ‘behind the glass’) — a special quality of sound
matter, similar to the cloudy plastic in the works of Alberto Burri, through which reality is
sometimes revealed and sometimes hidden. Strategies of distortion become a reflection of
Sciarrino’s concept of the development of tradition, which represents a simultaneous act of
destruction and revival. The second perspective of the theme of Personal and Alien is
connected with the study of the functions of the traditional manner of singing, which is not an
element of the original vocal style of Sciarrino, called sillabazione scivolata, but which,
nevertheless, the composer sometimes uses in his operas. Cantilena arises in the context of
citation or stylization and, thus, serves as a metaphor for tradition for him. The traditional
way of singing is associated with a negative figurative-semantic context and destructive
tendencies, whether it is the ‘corroding’ of song beauty by time, the ‘sacrifice of aesthetic
models’ or the hebephrenic syndrome, which is associated with the appearance of children’s
songs. The coherence established by the composer between the cantilena and the hero’s
madness is explained from the point of view of the composer’s discussion with tradition.
According to Sciarrino, great examples of tradition, like mellifluous sirens, rise above
modern composers, depriving them of the will and individual voice. An opera composer
should not ‘copy the great ones and be defeated by them.” In return, the maestro proposes a
radical transformation of tradition, which will open ‘access the creative energy deposited
there throughout the centuries.’
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IITHAIYTEPOBCKUE CIOXETHI B PYCCKOW OIEPE SITOXY MOJIEPHA !
1O. H. TIOMEPAHIIEB, B. 1. PEBUKOB

lBe wm30panHele g jokmama onepel — «llokpeiBao bBearpuue» FOpus
Hukonaesuua ITomepaniesa (1904) u «Kenmmna ¢ xumxanom» Brnagumupa VBaHoBHua
PebukoBa (1910) nmpuHaaexaT K HEM3BECTHBIM CTPaHUIIAM PYCCKOIt onepHoi ncropun. OHK
OTCYTCTBYIOT ¥ B ONIEPHOM NPAKTHUKE, M B HAYYHOM JUCKypce. PyKkomnucHas mapTuTypa ornepbl
INomepaniieBa BooOlIe HUKOTIa HE NPHUBIICKAIa BHUMaHUE yUeHBIX; onepy PeGrkoBa MOXKHO
CUMTATh MaJOM3YYEHHOH. MeXIy TeM, XOTS 3TH COUYMHEHHs HEJb3sl OTHECTH K POxIy
II€/ICBPOB, OHH I10-CBOEMY JIFOOOMBITHEL. OOpaiiaer Ha ceOs BHUMaHHE MPEXIE BCEro MX
YHHKaJIbHas ePBOOCHOBa — Apamatyprust Aptypa [aumepa (1862-1931), Beiparomerocs
aBCTPHUICKOro Mucarelii M JApamaTypra, WieHa JIMTepaTypHOro oObeamHeHus «Momonas
Bena» (1891-1897), sipkoro npencraButelisi BEeHCKOro MoaepHa. OmepHbIe PON3BeIeHNs Ha
LTHUIIEPOBCKUE CIOKETHI U Y 3apyOe)KHBIX, H y OTeuecTBeHHBIX aBTopoB 1900-1910-x romos
(ma, BIpoueM, ¥ M03XkKe) EAUHUYHBI — IIPH TOM, 4TO ero counHeHus u B Espone, u B Poccuu B
3TOT MEPHOA TONB30BAIKCh OO0NbIIOH nomymsapHocTbio! V30panHble IlomepaHueBbBIM 1n
Pe6rkoBeiM — cooTBeTcTBeHHO, «IlokpriBanio bearpuue» (Der Schleier der Beatrice, 1900)
u «Kenmmna ¢ xumkaiaom» (Die Frau mit dem Dolche, 1901) — mbecs IInuiyiepa
OTpaXkaloT OCHOBHBIE UEPThI MO3TUKM BEHCKOro MozepHa. Ilpocnenum ux mperBopeHue B
CEMaHTHUYECKOM TPOCTpPAaHCTBE IBYX omep. OueHb XapaKTepHb! A MOJEPHA CaMH munwl
riaBHbIX repoeB. bearpuue u3 «IlokpeiBana bearpuue u Ilaynuna/Ilaonma — repouns
«OKeHIIMHBI ¢ KMH)XaJIOM» — IPEJCTalOT BOIUIOLICHUEM TOH HelpeacKa3yeMol CTUXUIHON
CHJIBI, KOTOPYIO HeceT B ce0e j>KeHCKass HaTypa. MyXCKue NMepcoHaKu — HpeJCTaBUTEIH
apructuyeckoro mupa: Jlocku — most, Pemmmkno — xynoxHuk. B yactom uepenoBaHun
HACTPOEHMH TJIaBHBIX T'€POEB U UX MOTPYKEHHOCTH B CBON BHYTPEHHHH MHpP HPOSBISETCS
METOJI TaK Ha3bIBAEMOI0 «IICHXOJOTMYECKOro HMIpeccuoHusMma» (teopus . bapa). On
oTpaxkaeTcsi M B JKAHPOBOM  OMNpeAeNeHHH omepbl PeOukoBa:  «My3bIKaJIbHO-
ncuxorpaduyeckast apama». B mpousBenmenmsix [lomepanueBa u PeOukoBa 3a0CcTpeHHO
3By4aT XapakTepHble ATl MoAepHa memsl. IIpexne Bcero 3To TeMma meopuecmeéa — €ro
aKTyaJbHOCTH WJIM BHEBPEMEHHOCTH, €ro IpeJHa3HaueHHs. B omepax naroTca pasHble
OoTBETHl Ha 3TH Bompocbl. @uunno u3 «llokpeiBana bearpuue» — YTOHUEHHBIH MOIT,
MOTPY)KCHHBIN B CBOM IPUXOTJIUBBIE IEPEKUBAHMS, — OTKa3bIBACTCS TBOPUTH B JIOXY
MepeMeH, MOCKOJBbKY A HEero CIyKeHHe KpacoTe He Tepmur cyeTsl. B «OKenmune c
KHHKaJIOM» IEHTPATBHBIN «TI€PCOHAXk», BOKPYT KOTOPOTO 3aBSI3bIBACTCS CIOKETHASI HHTPUra
— apT-00BeKT (COOCTBEHHO MOPTPET AaMbl C KHUHXKAJIOM), MPOLECC CO3JaHUS KOTOPOro
HETIOCPE/ICTBEHHO CBS3aH C JKM3HEHHBIMH OOCTOSTENBCTBAMM €ro aBTopa. Eme oxHa
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aKTyaJbHas UId MoiepHa Tema — cHa — B «llokpriBane bearpnue» okaspiBaeTcs U
CIOKETHO, U CTPYKTYpHO riaBHOH. MIMeHHO coH BeaTpmue o ToM, 4TO OHa cCTaHEeT >KEHOH
reprora, CTAaHOBUTCS BEIIMM U BJIEUET 3a COOOH IIeTb POKOBBIX mocienctsuil. B «Kenmune
C KHHJKQJIOM» 3a/laHa JIBOHCTBEHHOCTH BPEMEHH: JIEHCTBHE NPOHCXOAUT OXHOBPEMEHHO B
COBPEMEHHOH XYIO)KECTBEHHOHM Trajepee W B MacTepCKO peHecCaHCHOro JXHMBomwcia. To,
YTO «OTKPBIBACTCS» TEPOMHE, OYEHb IIOXOXKE Ha COH — COH O CBOEM HpolnioM. Bexuaer
H/ICIHO-CMBICIIOBYIO KOHCTPYKIMIO O0EUX OIep TeMa cuepmu: K Hel CTPEeMSITCS 1 IPUXOIT
ryIaBHbIE Tepon orepsl [lomepanieBa; B onepe PebnkoBa cMepTh «3ammdpoBaHa» B CIOXKeTe
KapTUHB! (KEHIIMHA yOmBaeT cBoero moboBHUKaA). 1 [lomepannes, n Pebukos 3aocTpsioT u
TaK BeCbMa HAaKaJIEHHYIO aTMOC(epy IPOUCXOJIIETO C IOMOIIBI0 HEPBHOW, NMITYJILCHBHOM
My3bIKH. Jlpamaryprudeck 00a KOMITO3MTOpA CIEAYIOT IO ITyTH CKaTHs JEHCTBHUS, €ro
nHTEeHCHU]UKaIWH (IByxakTHas orepa y [lomepaHuesa, ogHoakTHas — y PeOukoBa); y obonx
B KauecTBE Ba)KHEHIIEH BBIIEISETCS TeHASHIHs cuMdoHm3anmu ornepHoro momorHa. Ho ¢
MY3BIKQIEHO-CTHIINCTUYECKUX TIO3UIUIA ONMephl CKOpee IPOTHBOIOIOXKHBI: MOIIHBIH ¥
HachImeHHBIH opkecTp «llokpriBana beatpuue» — u kamepHO-yTOHUSHHBIH <«OKeHIMHEBI ¢
KHHXKaJIOM», XpOMaTH4YecKas TOHAJbHOCTh, YyBCTBEHHAs, MMOPOW Jaxke IepeHachIIIeHHAs
SMOLMSIMU MHTOHAIIMOHHO-3a0CTPEHHAs! apro3HOCTh y [loMepaHiieBa — M XpomaTHdeckas,
4acTO C IIeJIOTOHOBBIM  HAKJIIOHEHHEM, MOJAIBHOCTh, HWHTOHAIMOHHO-HEUTpaslbHas
JeKJIaMallMOHHOCTh 'y PeOunkoBa. MokHO KoOHcTaTthupoBath, uTo «[lokpeiBaso Bearpuue»
[omepannesa n «KenmuHa ¢ KumxazoM» PeOnukoBa B 11€710M HacJIEIyIOT TOCIOACTBYIOMIEH
B koHie XIX Beka BarHepoBCKOH MOIENH ONEPHOr0 HCKycCTBa. B TO ke Bpems 1mof
BIIMSHHEM CIO)KETHOM OCHOBBI — mbec IlIHHMIUIEpa ¢ MX SPKO BBIPOKEHHON MOJEPHOBOM
KOHLICNITYaJIbHOW M CTHJIMCTHYECKOH HAIpaBJIEHHOCTBIO — B 00EHX Omepax MposBIsETCS
CTPEMJICHHE K HOBBIM JPaMaTyprUYeCKMM pEIICHUAM, a MMEHHO: K Ooliee KOMIIaKTHOH,
KOHLICHTPHPOBAaHHOM MY3BIKaJIbHOW JApame c yepramu skcrpeccuonusma (ITomepanieB) u
cumBonu3Ma (PebukoB). Hapsimy ¢ mpeiiHONW M My3bIKalbHO-IpaMaTypru4ecKoil CTOPOHOI
CTWJIb 3THX OIEp TAKXKe, HECOMHEHHO, OTPAXKAECT XYJOXKECTBEHHbIC HCKAHHMS JIOXH U
CBOEOOPA3HO MPETBOPAET MX B OTEYECTBEHHOM ONEPHOM HCKYCCTBE.

SCHNITZLER’S PLOTS IN RussIAN OPERA OF THE MODERN ERA:
YURI POMERANTSEV, VLADIMIR REBIKOV

The two operas chosen for the report — Der Schleier der Beatrice (Beatrice’s Veil)
by Yuri Nikolaevich Pomerantsev (1904) and Die Frau mit dem Dolche (The Woman with a
Dagger) by Vladimir lvanovich Rebikov (1910) belong to unknown pages of Russian opera
history. They are absent both in operatic practice and in scientific discourse. Manuscript of
the Pomerantsev’s score has never attracted the attention of scientists; Rebikov’s opera can be
considered poorly studied. Meanwhile, although these works cannot be classified as
masterpieces, they are curious in their own way. First, their unique basis is noteworthy: the
dramaturgy of Arthur Schnitzler (1862-931) — an outstanding Austrian writer and
playwright, a member of the literary association Jung Wien (1891-1897), a prominent
representative of the Viennese modernism. We were not able to find other opera works based
on Schnitzler’s plots neither from foreign nor from domestic authors in the 1900-1910s —
even though his works both in Europe and in Russia were very popular in this period!
Selected by Pomerantsev and Rebikov — respectively, Der Schleier der Beatrice (1900) and
Die Frau mit dem Dolche (1901) by Schnitzler, reflect the characteristic features of the
poetics of Viennese modernism. Let us trace their implementation in the semantic space of
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the two operas. The types of protagonists themselves are very characteristic of modernity.
Beatrice from Der Schleier der Beatrice and Paulina/Paola, the heroine of Die Frau mit dem
Dolche, appear as the embodiment of that unpredictable elemental force that carries female
nature. The male personages are representatives of the artistic world: Loski is a poet, Remigio
is an artist. The frequent alternation of the moods of the main characters and their immersion
in their inner world reveals the method of so-called ‘psychological impressionism’ (the theory
of Hermann Bahr). It is also reflected in the genre definition of Rebikov’s opera: ‘musical-
psychographic drama.” The works of Pomerantsev and Rebikov highlight themes
characteristic of modernism. First, this is the theme of creativity, its connection with life or
timelessness, its purpose. Operas give different answers to these questions. Filippo from Der
Schleier der Beatrice — a sophisticated poet, immersed in his whimsical experiences —
refuses to create in an era of change, because for him the service of beauty does not tolerate
vanity. In Die Frau mit dem Dolche the central ‘personage’ around whom the plot intrigue is
tied is — an art object (the actual portrait of a lady with a dagger), and the process of creation
of it is directly related to the life circumstances of its author. Another topical theme of sleep
in Der Schleier der Beatrice that is relevant for modernity turns out to be both plot-wise and
structurally central. It is Beatrice’s dream (she will become the Duke’s wife), which becomes
prophetic and entails a chain of fatal consequences. In Die Frau mit dem Dolche the duality
of time is set: the action takes place simultaneously in a modern art gallery and in the studio
of a Renaissance painter. What the heroine ‘reveals’ is very similar to a dream — a dream
about her past. The ideological and semantic structure of both operas is crowned by the theme
of death: the main characters of Pomerantsev’s opera strive and come to it; in Rebikov’s
opera, death is ‘encrypted’ in the plot of the picture (a woman kills her lover). Both
Pomerantsev and Rebikov sharpen the already very tense atmosphere of what is happening
with the help of nervous, impulsive music. Dramaturgically, both composers follow the path
of compressing the action and intensifying it (Pomerantsev — in two-act opera, Rebikov —
in one-act opera), and for both, the tendency to symphonize the operatic canvas stands out as
the most important. But from a musical and stylistic point of view, the operas are rather
opposite: the powerful and rich orchestra of Der Schleier der Beatrice — and the chamber
and sophisticated Die Frau mit dem Dolche, chromatic tonality, sensual, sometimes even
oversaturated with emotions, intonation-sharpened ariosity in Pomerantsev — and Rebikov’s
chromatic, often with whole tone mode, modality, his intonation-neutral declamation. It can
be stated that Pomerantsev to a greater extent inherits late romanticism in its German version
(Wagner, sometimes one can even hear an anticipation of Strauss’s early operas), Rebikov
inherits French impressionism and symbolism (Debussy). In any case, these operas occupy a
special place in the history of Russian opera theater and deserve careful study. Their plot and
ideological aspects, musical dramaturgy and style reflect the artistic quests of the era and
uniquely translate them into the Russian art of opera.
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Singing, M. 1. Glinka Novosibirsk State Conservatory,
Novosibirsk, Russia
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OMNEPA « UHINTEMH» CAJIMMA KPBIMCKOT O:
CYJIbBA YEJIOBEKA 1 YEJIOBEUECTBA I'JIABAMU XY JOXXHUKA

Hepenko 3HaunMble BcTOprdecKie QUIyphl BIOXHOBISIOT XyJIOKHHKOB, IHCATENEH,
MY3BIKaHTOB Ha CO3/IaHHE HE MeHee 3HaYMMBIX IPOW3BeIeHMH HCcKyccTBa. Llembrid psi
COYMHEHHH, ITOCBSILICHHBIX TaKUM JEATeNsIM, NPUHAUIC)KUT MOCKOBCKOMY KOMITO3HTODPY
Camnmy Kpbeivckomy (1930-2022). B ux yncno BxoauT ornepa «uHmTelH» (2018), koTopoit
mocBsmieH goknan. Jlonras u KpomoTiuBas paboTa KOMIIO3UTOpa B W30paHHOM JKaHpe
TIpUBeNia K 3HAYMMOMY XYI0)KECTBEHHOMY pe3ynbTaty. Onepa elle He HCIOMHSIIACh HETUKOM
U HE CTaHOBWJIACh OOBEKTOM CIICLHAIbHOIO BHUMAHUS, YTO ONpEACISeT aKTYyaJbHOCTh
UCCIIEZIOBAHMS, LIEJIBI0O KOTOPOrO CTall aHaJU3 OOpa3HOro COAEPXaHMSA M JpaMaTypruu,
OIpe/e]IeHHE JKaHPOBBIX OCOOCHHOCTEH COYMHEHMS U BBISBICHHUE B HEM YEPT aBTOPCKOIO
cruist Kpeimckoro. B «OiHITEliHe» npecTaBieHbl OHA U3 CaMbIX 3HAYMMBIX COOBITHIL
6uorpadun yueHoro, Ha4uHas C FOHOIIECKHX JIET, TOJHBIX CTPACTHBIM YBIICYEHHEM HAaYKOM,
JI0 TIOPBI 3PEJIOCTH U CIaBbl. KOMIIO3UTOPY yaaeTcs co3aaTh LeIbHbIH 1 3aKOHYCHHbIH 00pa3
repos U nepeiaTh MeTaMopQo3bl €ro MUPOOLIYIIEHHS, KOTOPbIE MPOUCXOMAT Ha MPOTHKEHUI
xu3HU. ConeprkaHue orepbl MOXKHO pa3feliuTh Ha JBa IMIaBHBIX IUIACTA: MEPBbIH OMUChIBAET
JTUYHYI0 Cyap0y OHIUTelHa, BTOPOH IMpPEACTABISET IIOBECTBOBAHHE O T'HI'AHTE MBICIH,
KOTOPOMY YJaJloOCh CBOMMHU OTKPBITHAMH HE TOJNBKO IEPEBEPHYTh HAydHOE CO3HAHHE U
clenartb OrpoMHbId Imar B Oyaymiee, HO M JaTh CTHUMYJI K CO3JaHHMIO Camoro
Pa3pyIIUTENBEHOTO OPYXKUsI, YHECUIETO0 MHOXECTBO YeJloBeuecKuX »xu3Hei. Kommosutop,
cruieTas cyap0y repost ¢ cyapOOil 4enoBeyecTBa B I1IEJIOM, NOAHMMAET BEYHbIE 3THYECKHE
npobnemsl. [leperuieTeHne CIOKETHBIX JIMHUE MO3BONSET OTHECTH omyc KpbIMckoro k
JIUPHUKO-APaMaTUIECKOMY OIMEPHOMY THITY, YTO ONpEesieT OCOOEHHOCTH €ro ApaMaTypruu.
Bonpiiass  ponk  NPUHAANEKUT  SOUCTOISIPHOMY — Hacienuio  OHHIITEeHHa, KOTOpoe
(GparMeHTapHO JIOXKHTCS B yCTa I'epoeB, NMpPUJABas COYMHEHHMIO YEepThl JOKYMEHTAJIbHOM
MIPaBAUBOCTH, UCTOPUUECKON MOATMHHOCTH. B TO ke Bpemst aBTOp MOrpyKaeT CIyIIaTelNs B
MHp, M300MIIYIONIMI SPKUMH, XapaKTepPHBIMH MY3bIKaJbHBIMH 00pa3aMHM, 4TO XapaKTEePHO
JUIL €ro CTHJISI, COXPAHSIONIEr0 TPAAWIMU OTEUeCTBEHHOM omepHoi mkombl XX Beka.
Baxnoii ueproit «OHHIITEHHa», KaK M €ro NPEeABIIYIIUX ONep, SBISETCS BKIIOUCHHE
KOMITO3UTOPOM B JIEWCTBHE ()ParMeHTOB M3 paHee HAINMCAHHBIX MM HPOM3BEICHUH. ABTOp
CJIOBHO MOJIBOJUT UTOT'H CBOETO MHOTOJIETHETO TPYyAa B MPOU3BEICHUH, KOTOPOE CTAHOBUTCS
CBOETO POJIa €T0 MY3BIKAJILHBIM 3aBEIIaHUEM.

227



OPERA EINSTEIN BY SALIM KRYMSKII:
THE FATE OF MAN AND HUMANITY THROUGH THE ARTIST’S VIEW

Often important historical figures inspire artists, writers, musicians to create no less
significant works of art. A number of works dedicated to such figures belong to the Moscow
composer Salim Krymskii (1930-2022). They include the opera Einstein (2018) to which the
report is dedicated. The long and painstaking work of the composer in the chosen genre led to
a significant artistic result. The opera has not yet been performed entirely and has not
received special attention, which determines the relevance of the research, the purpose of
which was to analyze the artistic content and dramaturgy, determine the genre features of the
composition and reveal features of the author’s style of Krymskii. The Einstein presents the
most significant events of the biography of the scientist, starting from the youth years, full of
passion for science, until the age of maturity and glory. The composer creates a complete
portrait of the hero and convey the metamorphoses of his attitude that occur during his life.
The content of the opera can be divided into two major strata: the first describes Einstein’s
personal fate, the second is a narrative about genius who not only to turned the science and
take a huge step into the future, but also made it possible to create the most destructive
weapon, which claimed many human lives. The composer, weaving the fate of the hero with
fate of humanity, raises eternal ethical problems. The interlacement of the storylines makes it
possible to attribute the opera by Krymskii to the lyrico-dramatic opera type, which
determines the features of its dramaturgy. A great role belongs to the epistolary heritage of
Einstein, which fragmentally is used in libretto text, giving the composition features of
documental, historical authenticity. At the same time, the author immerses the listener in a
world full of bright, characteristic musical images, which is typical of his style, which
preserves the tradition of the domestic opera school of the 20" century. An important feature
of Einstein, as well as his previous operas, is the composer’s inclusion of fragments from
previously written works. The author as if sums up the results of his many years of work in
the composition that becomes his musical testament.

IIIMHKAPEBA Maia VIsbsics1aBOBHa, Kanouoam
uckyccmbobedenus, npogeccop, kagedpa AHAAUMUYUECKO20
My3biko3Hanus, Poccuiickas axadeMus MY3viku UMEHU
TI'necunwvix, Mock6a, Poccus

Maya I. SHINKAREVA, PhD, Professor, Analytical Musicology
Department, Gnesin Russian Academy of Music, Moscow,
Russia

«BOLLEK» A. BEPTA: TIPOBJIEMA ®OPMbI B ACIIEKTE DCTETHUKH DKCITPECCUOHU3MA

Onepa «Bomuek» A. bepra — o0uenpi3HaHHbIH IeEBp aBaHTAPAHOTO UCKYCCTBA.
HecMoTps Ha CHACTIIMBYIO CLIGHHYECKYI0 M MCKYCCTBOBEIUECKYIO MCTOPHIO, OIepa BOT YXkKe
100 net mpomoiKaeT OCTaBaThCI OOBEKTOM MY3BIKOBEIUECKHX HccleoBaHui. B mome
3pEeHHsI AHAIUTHKU OKa3bIBACTCS MY3bIKAIbHAS JICKCHKA U €€ MHTOHAIMOHHO-CMBICIOBOE
HaIlOJIHEHHE, CBOeOOpa3ue paMaTypruu U CHOKETHOTO JNEeHCTBUS, KOH(IMKTHAS CUTYalUs 1
ee pasBHUTHE, MAaCTEPCTBO XY OKECTBEHHOH JIETaIN U KOMIIO3ULIMOHHAS CTPYKTYpa OIEphl B
1eaoM (C TOYKM 3pEHHSI COOTBETCTBHMS KAaHOHY JXaHpa), BapHATHBHOCTh CLEHHMYECKUX
BOIUIOIICHHUI U PEXUCCEPCKUE TPOUYTEHHUS U Ap. BHUMaHUE HCKYCCTBOBEIOB IO-TIPEKHEMY
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MIpUBJICKaeT CrokeTHas (adyma, Kak N3BECTHO, IIHPOKO W MHOT0OOpa3HO NpeCTaBiIeHHAs B
HCKYCCTBE M JIUTEpaType, OAHAKO MojaHHas bepromM B 0cOOEHHOM aBTOPCKOM KIIIOYE C SPKO
BEIPKCHHOW MHTOHAIIMOHHOM JKcHpeccuel. VIMEHHO 3TO KadecTBO MY3BIKAJIBHOTO SI3BIKA
oreps! (ee MOAYEPKHYTO 3a0CTPEHHBIH MY3BIKaTbHO-WHTOHAMOHHBIH CTHIIB) 3aKpPENuiIo 3a
HeH cTaTyc OIHOTO U3 SPKHX HNPUMEPOB MY3BIKAIBHOIO SKCIIPECCHOHM3Ma B HCKYCCTBE U
roctaBmio «Boleka» B 0AWH psAx ¢ TaKUMH IIe/leBpaMH JKMBOIMCH Hadama XX BeKa Kak
«Kpux» 2. MyHka, «ABTomopTpeT B o0pase connara» 3. JI. Kupxuepa, «Crapslii rutapuct
I1. Muxacco. Mexay Tem bepr — cBoeoOpa3HBIif 1 OCHOBATENBHBIN XYIO)KHIUK — B CBOEM
«IKCTIPECCHOHUCTCKOM» TBOPEHHH OCO3HAHO OTXOMUT OT «MKOHWYHOCTH IKCIPECCHOHN3MA,
BKJIIOYMB B CTPYKTYpY OHEpHl Kiacchmieckue (Gopmbl W kaHpHL. M 3TO mapamokcambHOE
CBOIMCTBO s3bIKa oOmepbl (CHMOMO3 OSCTETHKH OJKCIIPECCHOHU3Ma, BOIUIONICHHOW B
HMHTOHAIMOHHO-COJIEP)KaTEeIbHOM aCIeKTe TPOM3BEACHHS, U KPacoThl M (hyHKIMOHAIBHOCTH
KJIacCHYecKnX (OopM) BBI3BIBAET OCOOBIH WHTepec. B mokmame paspabartbiBaeTcst Te3WC O
MONUMOJIATBHON ~ CYIIHOCTH  sI3bIKa OMephl, B CBA3M C OTHM  pacCMaTpPHBAETCS
(YHKIIMOHMPOBAaHNE KOMILIEKCa CPEICTB — (OPM W >KaHPOBBIX MOJENECH, TUIIMYHBIX IS
KJIACCHYECKOH MHCTPYMEHTAIBHOH MY3BIKH, BKIIOYEHHBIX Beprom B SKCHPECCHOHHCTCKYIO
(dalyiy orepsl, aHATU3UPYETCs TPOU3BOAUMBIN MU 3()(PEKT Kak MHIEKC M3BICKAHHOCTH U
N30MPaTeIBHOCTH XYIOKeCTBeHHOU cucTeMbl bepra. [loBecTBysl 0 CIOXHOH IHaJIEKTHKE
MIePEKUBAHUN TJIABHOTO TEpOs OIEPhl, €ro B3aMMOOTHOLICHHUAX C OKPY)KAIOIIMM MHPOM,
Bepr omepupyer «reoMeTpHUuecKH» YeTKUMH (opMaMy, (PUKCHPYIONIMMH IICHXOJIOTHIECKH
CJIO)KHOE COCTOSTHHE YeJIOBEKa B ONpe/IeJICHHBIE MOMEHTHI BPEMEHH, TEM CaMbIM BBIHOCHT Ha
MOBEPXHOCTh TJIYOMHY M WHTCHCHBHOCTH IEpeXuBaHMH repos. Takum oOpasom, omepa
«Bounek» bepra — mpHMep XyqO)KECTBEHHOIO CHHTE3a: €€ My3blKalbHas TKaHb
CTHWJIICTUYECKH pelibepHa M BKIIOYACT WHTOHALIIMOHHBIE PUCYHKH DPa3HOM CIOXHOCTH, YTO
NPUJACT BHICKA3bIBAHUIO OOJBLIYI 3MOLMOHAIBHYIO HAIPSHKEHHOCTb. B 3TOM OTHOLICHHH
omepa  €CTECTBEHHbIM  00pa3oM  BIHCBIBACTCS B CKJIAJbIBAIONIMICA  KAaHOH
SKCIPECCUOHUCTCKON 3CcTeTuku mepBoil Tpetn XX Beka. C Ipyrodl CTOPOHBI, MBICIb
KOMIIO3UTOpA HE TIEPECTAacT HAXOIWUTh BBIPA3UTENILHBIE MMITYJIbCHl M BO3MOXKHOCTU B
kiaccuueckux ¢opmax (Beprom wucmonb3oBaH IKCIPECCHBHBIA MOTEHHUAT (GOpM POHIO,
Bapuauuii, Gyru, COHaThl, MHBEHIIMH, KOHIIEPTa, )KaHPOB Bajibca M Mapiua). Onupasch Ha Ux
MpUHLMIBL, bepr mnpuBiekaeT BHUMaHHE K 3HAYMMBIM JIETAsIM, PACCTaBISET Ba)KHbIC
CMBICJIOBBIE U CTUIIMCTUYECKUE AKIIEHTBL

Wozzeck BY ALBAN BERG: THE PROBLEM OF FORM IN THE ASPECT OF EXPRESSIONIST
AESTHETICS

The opera Wozzeck by A. Berg is a generally recognized masterpiece of avant-garde
art. Despite its happy stage and art history, opera has continued to be an object of
musicological research for 100 years. The analyst’s field of view includes musical vocabulary
and its intonation and semantic content, the originality of dramaturgy and plot action, the
conflict situation and its development, the mastery of artistic detail and the compositional
structure of the opera as a whole (from the point of view of compliance with the canon of the
genre), the variability of stage incarnations and director’s readings etc. The attention of art
critics continues to be attracted by the plot, which, as is known, is widely and diversely
represented in art and literature, but presented by Berg in a special author’s key with a
pronounced intonation expression. It is this quality of the musical language of the opera (its
emphatically pointed musical intonation style) that secured its status as one of the most
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striking examples of musical expressionism in art and placed Wozzeck on a par with such
masterpieces of painting of the early twentieth century as Skrik by Edward Munch,
Selbstbildnis als Soldat by Ernst Ludwig Kirchner, El viejo guitarrista by Pablo Picasso.
Meanwhile, Berg, a unique and thorough artist, in his ‘expressionist’ creation consciously
departs from the ‘iconicity’ of expressionism, incorporating classical forms and genres into
the structure of the opera. And this paradoxical property of the opera’s language (the
symbiosis of the aesthetics of expressionism, embodied in the intonation-content aspect of the
work, and the beauty and functionality of classical forms) is of particular interest. The report
develops a thesis about the multimodal essence of the language of opera; in connection with
this, the functioning of a complex of means — forms and genre models typical of classical
instrumental music, included by Berg in the expressionist plot of opera, is considered, the
effect they produce is analyzed as an index of the sophistication and selectivity of the artistic
system Berg. Narrating the complex dialectic of experiences of the main character of the
opera, his relationship with the outside world, Berg operates with ‘geometrically’ clear forms
that capture the psychologically complex state of a person at certain moments in time, thereby
bringing to the surface the depth and intensity of the hero’s experiences. Thus, the opera
Wozzeck by Berg is an example of artistic synthesis: its musical fabric is stylistically clear
and includes intonation patterns of varying complexity, which gives the statement greater
emotional intensity. In this regard, the opera naturally fits into the emerging canon of
expressionist aesthetics in the first third of the 20" century. On the other hand, the
composer’s thought never ceases to find expressive impulses and possibilities in classical
forms (Berg used the expressive potential of the forms of rondo, variations, fugue, sonata,
invention, concerto, waltz and march genres). Based on their principles, Berg draws attention
to significant details and places important semantic and stylistic accents.

IMMHKAPEHKO Awnacracust VIropeBHa, acnupanmia, kagedpa
ucmopuu  Mmysviky, Ilemposabodckas  eocyoapcmbernasn
roncepBamopus  umenu A. K. Irasynoba. IlemposaBoock,
Poccua

Hayunemt pykosomurenns — Kymer JTro6oBe AOGpaMoBHa,
KaHAW/IAT VCKYCCTBOBETeHVIS

Anastasia I. SHINKARENKO, Postgraduate Student, Music
History — Department, Petrozavodsk State  Glazunov
Conservatoire, Petrozavodsk, Russia

Scientific adviser — Lyubov A. Kupets, PhD

OIIEPA «ITACCAXUPKA» M. BAIHBEPT'A B PELIEILMY OTEYECTBEHHBIX DJIEKTPOHHBIX CMU
(2016-20231T.)

Jlokna i MOCBAIIEH PAaCCMOTPEHUIO U OCMBICIICHHIO COBPEMEHHOTO B3IJIAa Ha OIepy
«[laccaxupka» (1968) xommosuropa M. C. BaitnOepra (1919-1996) B peueH3usx
ANIEKTPOHHBIX M3AaHui. OOILIEN3BECTHO, YTO MPEMBEPHBII TTOKa3 POCCHUCKON TeaTpaibHOI
Bepcun (pexuccep — T. IltpaccOeprep) Obu1 ocyiiecTBiIeH Ha cueHe ExaTepuHOyprckoro
TOCYZapCTBEHHOTO aKaJeMHYEeCKOro Tearpa omepsl u Oanera B 2016 romy, wepe3 10 mer
nocne rparauosHoro ycnexa MAMT nmenn K. C. Cranucnasckoro u B. M. Hemuposuua-
JlaHdeHko M TpuyM(anbHOrO IIECTBHS CIEKTAKISA Ha 3apyOE)KHBIX OMNEPHBIX MOAMOCTKAX.

230



Crnenom cBoro uaTepnperanuio «llaccaxupkn» (pexuccep — C. IllupokoB) mpeacraBmi Ha
Cyn myOnMKe MOCKOBCKHH My3bIKaibHBIN Tearp «Hosas onepa» mvenn E. B. Komobosa. B
OJJHOYACKE 3ar0JIOBKH CIICIMAIN3HPOBAHHBIX U YHHUBEPCAIBHBIX HHTepHET-CMMU 3anectprmm
HOBOCTSIMHU O COCTOSIBIIEHCSI IEPBOH POCCUICKON M, B YaCTHOCTU, MOCKOBCKOM TeaTpaJIbHOM
nocranoBke «[laccaxkupkm». Kakaplii pereH3eHT CTpeMmiIcs OTOoOpasuTh B Marepuale
KpPaCOUYHYIO IIAJIUTPY JIMYHOI'O OTHOLIEHHS K YBUJICHHOMY, JaTh OLIEHOYHYIO XapaKTEPUCTUKY
KaK PeXHCCEPCKOH 1 IMPIKEPCKOM padoTe, Tak U COYMHEHHIO B IiesioM. B mporecce paGoTer
OBLTH TIPOAHAIN3UPOBAHBI CTAaThU C caifTa rasersl «My3bIKalbHOE 0003pEHHE», B IIOTHOH
Mepe OCBELIaBIICH BCE HIOAHCHl OPraHU3AaLMOHHBIX MOMEHTOB IO  IIOJIIOTOBKE
ekaTepuHOyprckoil mnpeMbepsl. OCHOBHOE BHHUMaHHE OBUIO C(OKYCHPOBaHO Ha JABYX
POCCHICKHX PEXKUCCEPCKUX «IPOUYTEHUSIX» ONEPBI, PEACTaBICHHBIX B 29 peleH3UsIX pasHbIX
uHTepHeT-pecypcoB (TazeTsl: «Kymbrypa», «KommepcanTsy», «Begomoctny», «HesaBucumast
rasera», «Poccuiickas razera»; >KypHaIBl: «My3bIKadbpHas JKku3HBY, «lleTepOyprckumii
TeaTpalbHBI JKypHal»; BeO-calThl: belcanto.ru, «My3bIKajdbHBIE CE30HB», «CHOOY,
ClassicalMusicNews.Ru, OperaNews.Ru, «My3bikanbHasi KpuTHKa»). O000Iasi MHEHHS,
BBICKa3aHHbBIE B MYOJIMKALMAX, MOXXHO 3aMETHTh, YTO MHOTHE aBTOPHI CXOIATCS Ha TOM, YTO
ekaTepuHOyprcKast MOCTAHOBKA 3aMETHO BBIMTPBHIBAET Y MOCKOBCKOI 33 CUET MCIOJIB30BAHUS
OPHTMHAJIBHOTO  JTMOPETTO W KOMITO3WIIMOHHO-paMaTypruieckod  nembHOocTH. [lo
oTHouleHuto k camoil «llaccakxupke» pelieH3eHThbl, TaK WM WHaye, MPUXOIAT K MBICIH O
MIPU3HAHNY €€ YHUKAJIbHBIM siBieHreM utst XX| Beka, He OTepsBIIEM aKTyalbHOCTH CITyCTS
Oonee nonyseka nocie cozaanus. [lo coBokynHoMy MHeHHI0, BaitnOepr, Oyayun KiaccukoM
CBOEH 3MO0XU, MPOHN3BIBAET COYMHEHHE YHHUBEPCAIBHBIMU TEMaMH, XapaKTEePHBIMU JUIS BCEX
BPEMEH U HE 3aBHCSIIMMH OT HAllMOHATBHON HAEHTUYHOCTH.

THE PASSENGER BY MIECZYSLAW WEINBERG
IN RECEPTIONS RUSSIAN ONLINE PUBLICATIONS (2016-2023)

The paper is devoted to the consideration and comprehension of the modern view of
the opera The Passenger (1968) by composer Mieczyslaw Weinberg (1919-1996) in the
reviews of electronic editions. It is well known that the premiere of the Russian theater
version (directed by Tadeusz Strassberger) was performed on the stage of the Ekaterinburg
State Academic Opera and Ballet Theater in 2016, 10 years after the tremendous success of
the Stanislavsky and Nemirovich-Danchenko MAMT and the triumphal procession of the
performance on foreign opera stages. Next, the Moscow musical theater The New Opera
presented its interpretation of The Passenger (directed by Sergei Shirokov). Overnight, the
headlines of specialized and universal online publications were flooded with news about the
first Russian and, in particular, Moscow theatrical production of The Passenger. Each
reviewer sought to reflect in the material a colorful palette of personal attitudes to what they
had seen, to give an evaluative characteristic of both the director’s and conductor’s work and
the work as a whole. In the course of the work we analyzed articles from the website of the
newspaper Musical Review, which fully covered all the nuances of the organizational aspects
of the preparation of the Ekaterinburg premiere. The main attention was focused on the two
Russian directors ‘readings’ of the opera, presented in 29 reviews from various online
resources (newspapers: Kultura, Kommersant, Vedomosti, Nezavisimaya Gazeta, Rossiyskaya
Gazeta; magazines: Musical Life, St. Petersburg Theater Magazine; websites: belcanto.ru,
Musical Seasons, Snob, ClassicalMusicNews.Ru, OperaNews.Ru, Musical Criticism).
Summarizing the opinions expressed in the publications, it can be seen that many authors
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agree that the Ekaterinburg production noticeably wins over the Moscow production due to
the use of the original libretto and compositional and dramaturgical integrity. With regard to
The Passenger itself, reviewers one way or another come to recognize it as a unique
phenomenon for the 21t century, which has not lost its relevance more than half a century
after its creation. In their collective opinion, Weinberg, being a classic of his era, imbues the
work with universal themes characteristic of all times and independent of national identity.
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W31AHNA JTUBPETTO «BABUJIOHCKOI'O CTOJITTIOTBOPEHUS» A. I'. PYBHUHILTENHA: MATEPHAJIbBI
K UCTOPUU UCTIOJTHEHU S

«BaBmiionckoe cronmoTrBopeHue» (1869) — BTopas U3 HIECTH AYXOBHBIX OIEp
A.T.PyOunmreiina. Ananmu3z  Hemeukoro jubperto FO. Pomenbepra  packpsiBaer
UCHOJIb30BAHUE ABTOPOM COOTBETCTBYIOLICH CIOXKETY JIEKCHKH, KOTOpasi OOHapyXHBaeT
OTYETJIMBbIC MapalIeNld ¢ TEKCTOM JIOTepoBckor bubmmnu. DddekTHOCTh U KapTHHHOCTD
CLICHUYECKOT0 BOIUIOLICHUS, MHOTOQUI'YPHBIE OIEpHBIE CLEHBI, H300pa3UTENbHOCTh U
OpHEHTAaNbHbIE MOTHBBI, IIPE/ICTABICHIE Ha CLIEHE 3€MHOT0, aHTEIILCKOTO U IbSBOIBCKOT0 —
crienuduUecKie CpeACTBa, IMO3HLHOHMpYeMble PyOMHIITEHHOM Kak XapakTepHble Juist
JTAHHOM Pa3HOBHIHOCTH ONEPHOrO aHpa. Psn M3maHMi HOTHBIX MaTepHalioB U JHOPETTO
orepsl (Ha PYCCKOM U €BPOIEHCKHX S3bIKaX) COAEPKAT PeMapKH, OTPaXaroIIue CrienupuKy
crueHorpaduy CHEKTakIs. 3aMeTHM, YTO CBEJCHHS O TeaTPaIbHBIX IMOCTAHOBKAX OMNEpEI
Ype3BbIYAMHO CKYAHBI; B 3TOM KOHTEKCTE€ INPUMEUYaHUs] KOMIIO3HTOPA, KaK «aBTOPCKHUH
TOJIOCY, PACKPBHIBAIOT HJIEMEHTHI BU3YaJIbHOTO Psifia, BO3MOXKHO, PEATM30BAaHHBIC HA CIIEHAX
esporeiickux TearpoB XIX Beka. ITo xapakrepy pemapku pa3HOOOpa3HbI, OHH BKIIOYAIOT
MPAaKTUYECKH BCe BUBL, BblAeneHHbIe E. A. PyaseBckoit B pasmene Mycopeckuii-pescuccep
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MoHorpapun «XopaHmuHa” MycOprckoro kak XymokecTBeHHbIH ¢eHomeH. K mpobieme
MMOSTHKH >KaHpa»: OIMMCAHUE OOCTAHOBKH, OOO3HAYCHHE KECTOB W TOBEICHUS TEPOCB B
JIaJiore, peMapKd B MOHOJIOTE | T.Jl. AHAIN3 pa3HBIX M3[aHUI JTHOPETTO OOHAPYKUBAET HE
TONILKO BapHaHTBl TEKCTa, HO TAKXKE HM3MEHEHHS B OTHOIICHWH BU3YaJbHOIO psia, Kak
MPU3HAKA KOHIEPTHOTO HCIOJHEHUS] PYOMHIITCHHOBCKOTO COYHHEHHS, COYETAIOIIErO
JKQaHPOBBIC CPEJICTBA OMEPhHl W OpaTopuH. EBpoOmeHCKUX WCIOMHEHUH «BaBHIOHCKOTO
CTOJIMIOTBOPEHUS» TIPH KW3HW PyOuHIITElHAa OBUIO Hemano. Tak, Oyay4H WCIIONHEHA
(bakTHyecku ofHOBpeMeHHO, B Mae 1872 roxa, Ha nByx Musik-Fest'ax — B Kenurcbepre u
(mon ynpamieHuem aBtopa) B Jroccenmpaopde, KOMITO3HIUS BKIIOYACTCS B €BPOICHCKHIA
KYJBTYPHBIH KOHTEKCT CBOEH d3moxu. CBHIETENBCTBAMHA TOMY SIBJISIFOTCS TPOTPaMMBbI
KOHIIEPTOB, a >KUBBIM OTKJIMKOM — penieHsus . [laiirepca Ha koHuepTsl HuxHepeitHckoro
(hecTruBaIIA, BBITIIEANIAS B TPEX HIOHBCKUX HOMEpax Bceobuyetl mysvikanvrou cazemul (Ne 23—
25). B menom orpunatensHas omeHka JladTepca ocHOBaHA Ha CIIEAYIOIINX 3aMeEYaHMsX:
HeJIoCTaTOYHas pa3pabOTaHHOCTh XapaKTEepOB M CTATHYHOCTh T'ePOCB, M300pPa3UTEIBHOCTH
Kak  Iedb, KaKk  «py0o-MaTepuajuCTH9ecKas  MaHepa»  WIH  «U3JIUIIEeCTBa
HEKOHTPOJIMPYEMOT'0 XYI0KECTBEHHOTO BOOOpaKEHHUS», HENPOpabOTaHHOCTh JpaMaTypIyu.
Haxonern, KpWTHK yKa3pIBaeT Ha CTWIEBYIO IIECTPOTY ONEPhI: «JaXe B MEJOANYECKU
MIPUBJICKATENILHBIX WM 3aXBAaTBIBAIONIMX (parMeHTax dYacTo TPYAHO CcKa3aTh, K KaKOMY
HalpaBJeHUIO HauOoliee ONpEeIeNeHHO MOXKHO OTHECTH CTHIb PyOuWHINTEHHa; BpsA JH B
KOHIIE KOHIIOB Y/IOBJIETBOPUTEIBHBIM MOXKHO Ha3BaTh BIIEYATIIEHHE OT TOTO, YTO COYMHEHHE
[c Toukm 3peHus cruia pacnoioxeHo| Mexny Barmepom u Ilymanom, a 3atem (B
nonMu(pOHNYECKHX XOpax) BHOBb OKa3bIBACTCS CpEIHM CTapblX MacTepoBy. Penkue
COBpEMEHHBIC UCTIONHEHUs «BaBUIIOHCKOro CTONMOTBOPEHHs» PyOHHIITeHHa — 3TO IMEHHO
KOHIIEPTHBIE BEPCHH, & OTMEUaBIICECs y)K€ COBPEMEHHUKAMU CTHIMCTHIECKOE pa3HooOpa3ue
MOYKHO MHTEPIIPETUPOBATH KaK KPACOUHOE IPEIOMJICHHE B KOHKPETHOM IPOM3BEIEHUU BCeil
MHOT'OBEKOBOW MCTOPHU OPATOPHH.

PUBLICATIONS OF THE LIBRETTO BY ANTON RUBINSTEIN THE TOWER OF BABEL: MATERIALS
FOR STUDYING THE HISTORY OF THE OPERA PERFORMANCE

The Tower of Babel (1869) is the second of the six spiritual operas of Anton
Rubinstein. The analysis of the German libretto by Julius Rodenberg shows the author’s
usage of appropriate vocabulary, which reveals clear parallels with Lutheran’s Bible text. The
brightness and picturesque of theatrical realization, multi-figure opera scenes, oriental means,
and the representation on stage of the earthly, angelic and diabolical are specific features of
the poetics positioned by Rubinstein as characteristics of this type of opera genre. Numerous
editions of the opera scores and librettos in Russian and European languages contain
comments reflecting the stage features. The available information on the history of the
opera’s theatrical productions is very limited; in this context, the remarks as the ‘authorship
voice’ reveal the supposed visual elements of the composer, possibly realized in the
productions of European theatres of the 19™ century. These comments are diverse and include
almost all the types highlighted in the work of Ekaterina Ruchyevskaya 'Khovanshchina’ by
Mussorgsky as an artistic phenomenon. On the problem of the poetics of the genre:
description of the situation, designation of gestures and behavior of characters in dialogue,
remarks in a monologue, etc. The analysis of the various editions of the libretto shows not
only variants of the text, but also changes in the notes reflecting the concert performance of
the opera, which combines the genre means of the opera and the oratorio. During
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Rubinstein’s life, many performances of The Tower of Babel took place in Europe. One of
them stands out — at two music festivals — in Konigsberg and Diisseldorf (almost
simultaneously in May 1872). The concert programs and Hermann Deiters’ review of the
Niederreinisches Musikfest, published in three June issues of the Allgemeine musikalische
Zeitung (1872, nos. 23-25), present the composition included in the European cultural
context of its time. In general, Deiters’ negative assessment is based on the following
remarks: static characters, depiction and painting as a target, as ‘grossly materialistic manner’
or ‘excesses of uncontrolled artistic imagination.” Finally, the critic points to the stylistic
roughness of the opera: ‘Even in melodically attractive and exciting fragments it is often
difficult to say what exactly Rubinstein’s style is; hardly a satisfactory impression can be
considered the position between Wagner and Schumann [in terms of style], and then (in
polyphonic choirs) the position among the old masters.” The few modern performances of
Rubinstein’s The Tower of Babel are the concert versions, and the stylistic diversity noted by
the contemporaries, acts rather as bright colors, reflecting the centuries-long history of the
oratorio.

JAPYJUIMH Avimap 3aruposud, oOoyenm, Kagedpa onepho-
cum@onuuecko2o OUpUICUPOBAHUS, Kaszanckan
eocydapcmesennasi  koncepgamopus umenu H. I'. XKueanosa,
Kaszanw, Tamapcman, Poccus

Aidar Z. YARULLIN, Associate Professor, Opera and Symphony
Conducting Department, Zhiganov Kazan State Conservatory,
Kazan, Tatarstan, Russia

JIKATUTE ' As130BUY CAJIPVDKUT AHOB — ITEPBBIN JTUPVIKEP
OIMEPHI H. I'. JKUTAHOBA «AJITBIHUSTU»

Jloknaz MOCBSIIEH OCHOBHBIM 3TallaM TBOPYECKOTO IyTH MEPBOrO TAaTapcKOro
poQeCCHOHANIBHOrO  onepHo-cuMdoHuyeckoro  aupikepa  Jbxamsuia — as3oBuua
CanpmwxuranoBa (1909-1997). Ocpelarorcss HEKOTOPbIE acCleKThl €ro TUPHKEPCKON H
ITyOJIMLIICTHYECKON AEATENILHOCTH, CBSI3aHHBIE C €r0 Y4acTHEeM B KauecTBE IMpHXEpa B
nepBoii nmocranoBke onepbl H. I'. )KuranoBa «AnteiHusu». Ha mporspkenun Gonee 30 jer
oxkansme  Tas3oBuu ObUT  BeAyIIMM — JUPKEPOM  TaTapckoro  akaJeMH4ecKOro
roCyZapCTBEHHOro Tearpa omepbl u Oanera uMm. M. [Lxamuna. Ilox ero HemocpeacTBEHHBIM
PYKOBOJICTBOM OBLIN OCYILIECTBIICHBI IPEMbEPHBIE IOCTAHOBKHU orep JKUraHoBa « AITBIHYSAY
(1941 r.), «Mnbaapy», «Tronsik», «Hamycy; Ganera Xuranosa «3yxpa» («3torpay), danera
P.T'. T'ybaiinynnuna «KucekOam»;, my3sikanbHOi komenun J[Dxaymara @aiizu «Yaiiku»
(«Axuapnaxnapy). byayun mpenopaBatenem KazaHCKo# rocyaapCTBEHHOH KOHCEPBATOPHUH
0 KJIaccy ONEpHOH MOArOTOBKM B TeueHHe 30 JIeT, OH CTOST y MCTOKOB ()OPMHUPOBAHHS
HAIIMOHAIBHONW BOKAJIbHOW ONEPHOW IIKONBI, CO34adl M ObUI MEPBBIM JAUPHKEPOM
cuMmdonndeckoro opkectpa KazaHCkoil rocyaapCTBEHHOW KOHCEpBATOPHH, MHOTO JIET
NpernosiaBajl Ha JUPHKEPCKO-XOPOBOM (akyibTeTe KoHcepBaTopu. C ero nMeHeM CBS3aHO
Hayano (OPMUPOBAHHS TPAAULMKA TaTapCKOro HAIMOHAIBLHOIO OaJeTHOrO ¥ OIEPHO-
CcUM(OHMYECKOr0  HCMoNHUTeNnbeTBa.  OcoOOro  BHMMaHHMs — 3aCly)KHBaeT  €ro
MTyOMUIIUCTUYIECKOE HAcIeque, B TOM UHCIE YHHWKAIbHBIE II0 CBOEH 3HAYMMOCTH
BOCIIOMUHAHUSI O BBIJAIOIIUXCS TaTapckux Kkommo3utopax JKuraHnose, C. Caifmamese,
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@, Spynnure, @aiizy, 0 BEIMKOM ChIHE TaTapcKoro Hapoga mnodte Myce J[lxamuie.
[Noncrure GecreHHBIMH SIBISIFOTCS BOCTTIOMUHAHKS CaApIKUTaHOBA O PAaHHUX TOJAX KHU3HH
Kuranoa, o0 rogax MHOIOJIETHETO YCIEIIHOIO TBOPYECKOIO COTPYAHUYECTBA C
BBIIAIOIUMCA TaTapCKUM KOMIIO3UTOpOM. B jokiazge u3naratorcst OCHOBHBIE OTallbl
corpynHmdectBa CaapipkuraHoBa ¢ KOMIIO3UTOPOM JKWraHOBEIM W aBTOPOM JIHOPETTO
JlxanuieM B Ipolecce IepBOd IIOCTaHOBKY ONEPbI «ANTBIHUSD.

JALAL GAYAZOVICH SADRIZHIGANOV AS THE FIRST CONDUCTOR NAZIB ZHIGANOV’S
OPERA ALTYNCHYACH

The paper is devoted to the main stages of the creative path of the first Tatar
professional opera and symphony conductor Jalal Gayazovich Sadrizhiganov (1909-1997).
Some aspects of his conducting and journalistic activities related to his participation as a
conductor in the first production of Nazib Zhiganov’s opera Altynchyach are highlighted. For
more than 30 years, Jalal Gayazovich was the leading conductor of the Tatar Academic State
Opera and Ballet Theater named after Musa Jalil. Under his direct supervision, the premiere
productions of Zhiganov’s operas Altynchyach (1941), lldar, Tyulyak, Namus were
performed; Zhiganov’s ballet Zukhra (Zyugra), Rashid Gubaidullin’s ballet Kisekbash;
Djaudat Faizi’s musical comedy The Seagulls (Akcharlaklar). Being a teacher of the Kazan
State Conservatory in the class of opera training for 30 years, he stood at the origins of the
formation of the national vocal opera school, created and was the first conductor of the
symphony orchestra of the Kazan State Conservatory, taught for many years at the
conducting and choral faculty of the Conservatory. His name is associated with the beginning
of the formation of the traditions of the Tatar national ballet and opera-symphonic
performance. His journalistic legacy deserves special attention, including unique memories of
outstanding Tatar composers Zhiganov, Salih Saidashev, Farid Yarullin, Faizi, about the great
son of the Tatar people, the poet Musa Jalil. Sadrizhiganov’s memories of the early years of
Zhiganov’s life, about the years of long-term successful creative cooperation with the
outstanding Tatar composer are truly priceless. The paper describes the main stages of
Sadrizhiganov’s collaboration with composer Zhiganov and libretto author Jalil during the
first production of the opera Altynchyach.
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