DOI:10.36340/2071-6818-2024-20-2-113-123

Vera N. Demina

Doctor of Art History,

Associate Professor of the Music History Department
Rachmaninov Rostov State Conservatory

e-mail: vnd-80@mail.ru

Rostov-on-Don, Russia

ORCID 0000-0002-7402-9020

Angelina E. Kisel

Teacher at the ART WAY Creative Educational Space
for Children and Adults

e-mail: angelina12151@gmail.com

Rostov-on-Don, Russia

ORCID 0009-0006-3633-0724

PLOT AND DRAMATURGICAL FEATURES OF
ATCHAIKOVSKY'S OPERA THE TALE OF BORIS
AND GLEB, THEIR BROTHERS YAROSLAV THE WISE
AND SVYATOPOLK THE ACCURSED, THE DASHING
ROBBERS AND THE GOOD RUSSIAN PEOPLE

Summary: The article considers the plot and dra-
matic features of A.Tchaikovsky’s opera, The Tale
of Boris and Gleb, their brothers Yaroslav the Wise
and Svyatopolk the Accursed, the Dashing Robbers
and the Good Russian People. Modern opera house
seems to be one of the most controversial phenom-
ena of musical culture of the early 21st century.
Representing various directions in the opera genre
development, it includes works by Russian compos-
ers going beyond the plot and dramatic bounda-
ries of the traditional opera genre. In this context,
A.Tchaikovsky's operas, reflecting the most impor-
tant events in Russian history, are significant. The
composer’s most relevant works seem to be: The
Tale of Igor's Campaign, The Sovereign's Affair, The
Legend of the City of Yelets, the Virgin Mary and Ta-
merlane, Ermak and The Tale of Boris and Gleb, their
brothers Yaroslav the Wise and Svyatopolk the Ac-
cursed, the Dashing Robbers and the Good Russian
People. Considering the implementation of religious

plots in the opera The Tale of Boris and Gleb, the au-
thors of the article note the author’s remark - “cho-
ral opera”. At the end of the 20th - beginning of the
21st century, striking examples of this genre were
works by A.Kulygin: Flight to Heaven, 1993, The Tale
of the Priest and His Worker, 1999, Impostor, 1999;
R.Shchedrin: Boyaryna Morozova, 2006; A.Manotsky:
Guidon, 2009. Considering the composer’'s opera
The Tale of Boris and Gleb in the aspect of interac-
tion between the religious and secular traditions of
national culture, the author highlights the dramat-
ic lines which allowed the author to create a work
reflecting the main views of the aesthetic and reli-
gious concept of the given era. The following liter-
ary works used as a source for the opera are noted
by the authors: The Tale of Boris and Gleb, The Tale
of Miracles, Reading about Boris and Gleb, etc. It is
pointed out that the dramaturgy of the choral op-
era is close to the church service structure in com-
position. The key role in the opera is given to the
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choirs, representing the main action of the drama.
The composer uses several types of choir - mixed
choir, male choir, Russian folk choir. The conclusion
is made that the opera dramaturgy is a synthesis
of several genre trends in Russian opera. It com-
bines the features of epic and heroic opera, histor-
ical musical drama and elements of lyrical drama.

Keywords: operatic creativity of A.Tchaikovsky,
The Tale of Boris and Gleb.

At the beginning of the 21st century, the Russian
musical theatre represents new facets of the opera
genre development. The possibility of using religious
plots in modern musical theatre has allowed to re-
veal the substantive aspects of images and events
of national history which have not previously been
embodied in the opera genre. In this aspect, Alex-
ander Tchaikovsky's musical theatre acquires special
significance. The composer's operatic creative work
includes more than ten works representing various
directions of modern opera (comic, chamber, epic,
choral)' . In them, he refers to sources of various
origin: these are examples of Russian and foreign
literature, historical materials (chronicles, legends,
annals), monuments of religious culture.

Events of Russian history are embodied in such
composer's works as The Tale of Igor's Campaign,
The Sovereign’s Affair, The Legend of the City of
Yelets, the Virgin Mary and Tamerlane, Ermak and
The Tale of Boris and Gleb, Their Brothers Yaroslav
the Wise and Svyatopolk the Accursed, the Dash-
ing Robbers and the Good Russian People. The ap-
peal to historical subjects is in some way a tribute
to tradition since this line permeates the work of
many Russian composers - M.Glinka, P.Tchaikovsky,
A.Borodin, M.Mussorgsky, N.Rimsky-Korsakov. Re-
maining committed to the traditions of the national
musical theatre, Tchaikovsky pays considerable at-
tention to choral scenes in his works. This reaches
its peak in the opera The Tale of Boris and Gleb, for
which there is the author’s remark — “choral opera”.

1. Among them, there are: R. V. S. (based on A.Gaidar's work),
Second of April and Loyalty; Grandfather Laughs (based on
|.Krylov's work), Three Musketeers (based on A.Dumas’s
work), Three Sisters (based on A.Chekhov's work), Tsar Nikita
and His Forty Daughters (based on A.Pushkin’s work), One
Day in the Life of lvan Denisovich (based on A.Solzhenitsyn's
story), Violist Danilov (based on V.Orlov's novel), The Life and
Extraordinary Adventures of Oliver Twist (based on Charles
of Yelets, the Virgin Mary and Tamerlane, Ermak and The
Tale of Boris and Gleb, their Brothers Yaroslav the Wise and
Svyatopolk the Accursed, the Dashing Robbers and the Good
Russian People. Dickens's novel), The King of Chess (based
on S.Zweig's novella), as well as The Legend of the City
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At the end of the 20th century, A.Kulygin's works
were striking examples of this genre: choral opera
Flight to Heaven, 1993, children’s choral opera The
Tale of the Priest and His Worker, 1999, choral op-
era The Pretender, 1999. At the beginning of the
21st century, events in Russian history are reflect-
ed in various forms of Russian musical theatre. The
genre of choral opera is embodied in the works
of R.Shchedrin - opera Boyarina Morozova, 2006;
A.Manotsky - choral opera Guidon, 2009. In the op-
era house of the early 21st century, a special place
is occupied by the genre of opera-oratorio, repre-
sented by T.Smirnova's work Sergius of Radonezh.

It is noteworthy that the composer chooses his-
torical events not previously embodied in the Rus-
sian musical theatre as themes for his compositions.
The opera The Tale of Boris and Gleb is an example
of the creation of the author's concept of a legend-
ary story. The peculiarities of the plot interpreta-
tion are related to the fact that princes Boris and
Gleb were the first Russian holy martyrs canonised
in the 11th century. The events of their Christian life
are described in various sources - chronicles, hag-
iographies, liturgical monuments, ancient church
chants [1].

When creating the libretto script, M.Durnenkov
chose ancient Russian literary sources telling about
the murder of Vladimir's sons as his basis. Among
them, there are examples of the hagiographic gen-
re: The Tale of Boris and Gleb and the addition -
The Tale of Miracles, as well as Reading about Boris
and Gleb, etc. There is an opinion that all histori-
cal materials related to the life and death of Prince
Vladimir's younger sons, dating back to 1072, were
supplemented much later.

Considering the features of the opera concept,
A.Soloviev notes: “The plot of the opera The Tale of
Boris and Gleb, described by Nestor the Chronicler
in the 12th century, turned out to be actually pro-
jected onto our reality. Political intrigue, social tur-
bulence and murder are a range of themes which
resonate anywhere in the world and pass from cen-
tury to century”. According to A.Tchaikovsky: “Noth-
ing has changed, and all the passions which existed
in the 12th century are still happening now. Manip-
ulation of public opinion, the struggle for power,
provoking crime; at that time, everything was simply
cruder and simpler: if one did not like a person, they
immediately killed them” [4, p. 6]. Understanding
their death in the context of the biblical command-

ment “thou shalt not kill" creates the plot outline
of the choral opera.

In composition, the dramaturgy of the choral
opera is close to the church service structure. The
main role in the opera is given to the choirs, repre-
senting the main action of the drama. The compos-
er uses several types of choir - mixed choir, male
choir, Russian folk choir. The premiere involved six
choirs from different regions of Russia and neigh-
bouring countries. It is important that the parts of
Boris and Gleb, according to the author’s stage direc-
tions, can be performed by a children’s choir, which
refers us to the sound of angelic singing embodied
in a church service of the Russian Orthodox Church.

At the compositional level, The Tale of Boris and
Gleb is the least unambiguous among Tchaikovsky's
works. As A.Solovyov notes: “In structure, this (op-
era) is a kaleidoscope of episodes, which are lay-
ered with a kind of retornelo - Boris and Gleb's
lines” [4, p. 8]. Three dramatic levels can be distin-
guished in the work:

1. The epic level;

2. The lyrical and psychological drama level;

3. The symbolic (timeless) level.

Due to the fact that these storylines are united
through a variety of artistic means in the opera, a
general direction of its dramaturgy emerges. The
symbolic level, represented by the images of broth-
ers Boris and Gleb, seems to be the most impor-
tant. “The images of Saints Boris and Gleb are the
‘voices of conscience’, the embodiment of justice,
the inevitability of the triumph of truth - the author
created them in an unusual way, written for coun-
tertenors. They are not characters but ethereal alle-
gories of purity and innocence, whose appearance
on stage is associated with very expressive, mysti-
cal moments of the opera since their androgynous
timbres 'bewitch’, transfering human passions to a
metaphysical plane” [4, p. 7]. The poetic text of Bo-
ris and Gleb's parts is based on the Memorial ser-
vice texts. The opera opens with Boris and Gleb's
duet, reproducing the prayers of the 17th Memorial
Kathisma [2]. The entire text of the 17th Memorial
Kathisma is heard at funeral services - at parasta-
seis and memorial services.

ence between caricaturists, which prevents reliable
evidence of the primacy of the authorship of ideas.

Keywords: English caricature, collection of en-
gravings, art of the 18th century, political satire, so-
cial satire, British humour, caricature graphic series

The Lewis Walpole Library at Yale University (USA)
houses a significant collection of graphic art. Sketch-
es, engravings, and drawings form one of the most
important collections of the 18th-century British
visual satire in the world. It is the world's largest
collection of English graphics outside of Britain.
The library contains approximately 30,000 works,
including more than 10,000 caricatures, series of
drawings, portraits and topographic maps. Collec-
tions of pieces by individual outstanding masters
has drawn special attention: J.Gillray (1757-1815),
T.Rowlandson (1756-1827), |.Cruikshank (1756-1811)
and J.Cruikshank (1792-1878), W.Hogarth (1697-
1764), J.M.Woodward (1760-1809), G.W.Banbury
(1750-1811). An impressive part of the engravings,
drawings and paintings in the Lewis Walpole Library
previously belonged to Horace Walpole (1717-1797),
a writer, famous bibliophile and collector of prints,
drawings and paintings; pieces were often anno-
tated by him. The library's collection is presented
by an open access database which includes the full
range of art and artefacts from the Walpole collec-
tions. It even mentions those items the location of
which is currently unknown but information about
them appears in historical sources. The library's col-
lection database is constantly changing: comments,
images and entries are updated and are subject to
permanent editing.

Attention will be drawn to the Library's represent-
ative collection of caricatures by engraver Isaac Cruik-
shank, whose work, unfortunately, is in the shadow
of the fame of his sons: George Cruikshank (1792-
1878) and Isaac Robert Cruikshank (1789-1856). The
elder Cruikshank's works are presented in the Lon-
don collections of the British Museum, the Drawing
Museum and the Victoria and Albert Museum, and
the collections of the Fitzwilliam Museum (Cam-
bridge, UK). Some works are stored in the research
and educational centre of the Huntington Library
in San Marino (California, USA), the Yale Center for
British Art (Connecticut, USA), and the State Her-
mitage Museum (St. Petersburg, Russia).
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The Tale of Boris and Gleb opera [4]

Psalm 118, funeral [3]

L. 1

«... Y3pwn, uto 5 3anosean TBown BO31+H06M.

Mo MunocTn TBOEN OXMBU MEHSs».

«Hauano cnos Teoux McTrHa 1 Ha Bek BCe CyAbl
Mpasabl TBOEN»

159 «Buxab, Ako 3anosean TBos BO3/106UX:
Focnoau, No Muaoct TBOeRn XNBU Ms»

Behold | have loved thy commandments, O Lord;
quicken me thou in thy mercy.

160 «Hauano choBec TBOWMX UCTUHA, 1 BO BEK BCA
cysbObl NpaBabl TBOESA»

The entirety of Your word is truth, And every one
of Your righteous judgments endures forever

In the initial section:

The Tale of Boris and Gleb opera [4]

Psalm 118, funeral [3]

L. 29

«Bo Bek He 3abyay noseneHuii Teoux. N60 nmn
oxuBuA Tbl MeHS.

CTanv XaaTb MeHS FPeLHNKN, YTobbl NorybuTs Me-
HAa»

«TBOW 5, cnacn meHs, nbo A noseneHUn TBOUX He
B3bICKaN,

A >Ke NMOHAN CBUAETeNbCTBA TBOU»

93 «Bo Bek He 3abyay noseneHunin TBoux, nb6o nmmn
Tbl OXXMBASiELWb MEHA»

Thy justifications | will never forget: for by them
thou hast given me life.

95 «HeuecTtnBble NoacTeperatoT MeHs,4To-6bl No-
ryoutb...»

The wicked have waited for me to destroy me

94 «TBOW #, cnacu MeHs, nbO s B3biCKaa nosese-
HUN TBOUX...»

| am yours. Accomplish my salvation. For | have
inquired into your justifications.

95 «...q yrnybnsrocb B OTKpOBeHNS TBOW».

| have understood thy testimonies

In the central section of the opera:

The Tale of Boris and Gleb opera [4]

Psalm 118, funeral [3]

L. 59

«yCTpOI/IJ'II/I MHe rpelwHnKn 3anajgHo, HO A4 OT 3ano-
Bep,e|7| TBOWX HE OTKNOHWMACA,

yHaciegoBan a cBuaetTenbCrea TBOW BOBEK, BOBEK,
yHaciei0Bas BOBEK»

61 «CeTn HeuecTnBbIX OKPYXWJIN MEHA, HO A He 3a-
OblBan 3aKkoHa TBOEro».

The cords of the wicked have encompassed me: but
| have not forgotten thy law.

69 «[opable cnneTaroT Ha MEHS 0Xb,
fl e BceM cepauem Oyay XpaHWUTb MOBeeHus
Teow».

The iniquity of the proud hath been multiplied over
me: but | will seek thy commandments with my
whole heart.

116

At the end of the opera, a fragment of the Me-
morial service appears in their parts:

The Tale of Boris and Gleb opera [4]

The succession of funeral service [2, p. 173]

L. 111

«¥Ynokown, boxe, pabos Teoux Vx nocenu B pato,
rae xopbl CBATbIX, Focnogw, rae npaBefHVKM Kak
cBeTuna

Yconwwmx pabos TBOMX yNOKOW HECMOTPA Ha BCe UX
COrpeLleHmsi».

«¥Ynokown, boxe, paba TBoero n y4mHun ero B pav,
naexe AuLbl CBATbIX, [OCMOAW, N NpaBesHNLLbI CUs-
tOT AKO CBeTwu/a, yconwaro paba TBoero ynokown,
npe3unpas ero BC COrpeLleHms».

"Give rest, O God, to Thy servant and place him/her
in paradise, where the faces of the saints, O Lord,
and the righteous women shine like light, give rest
to Thy departed servant, despising all his/her sins.”

Tchaikovsky's music creates a unique atmosphere
of prayer appeal. These appeals permeate all sec-
tions, uniting the dramatic lines of the opera - u. 1,
u. 29, u. 59, u. 111. Reproducing the leit theme of
the saints, the sound of the viola is the allegorical
embodiment of angelic voice.

The epic level is realised in the choral scenes
of the opera, which make up a large volume of
the work. Despite the division of the choir into dif-
ferent compositions within the choral scenes, the
scene and narrative principle of dramaturgy as a
whole develops a rather static action. In addition,
the “skaz” genre is also epic since a musical genre
with such a formulation does not yet exist in scien-
tific terminology. "The choirs are divided according
to functionality. Someone in the ancient Greek spirit
is like a moral authority, someone is a direct partic-
ipant in events like the voice of the people... some-
times coming to the fore or sometimes shared by
the crowd in general bewilderment at the author-
ities’ actions. Individuals and masses at the same
time. A hero or a nonentity, depending on the cir-
cumstances." [4, p. 7]

Against the backdrop of choral scenes, the lyri-
cal and psychological drama of the main character,
Yaroslav the Wise, unfolds. “The central character is
the ruler Yaroslav the Wise (performed by a dramat-
ic actor; Andrei Merzlikin was in this role at the pre-
miere shows)”, according to the composer, “tough,
smart, but sometimes not understanding his sub-
jects. He does not see or hear his brothers, Boris or

Gleb. The people hear their voice; however, Yaroslav
does not. It is an important dramatic move. He does
not have many solo lines; nevertheless, each one is
‘worth its weight in gold'. Like a smart ruler, he deft-
ly manipulates the mood of the crowd. His image
is a mixture of Richard Ill and King Lear.” [4, p. 7]

His image development is a tragedy, a personal
drama. In the opera, Yaroslav the Wise recites, re-
ceives answers from the people (choir); however,
he never manages to hear the voices of his broth-
ers, Boris and Gleb, with who he shares an extra-
terrestrial symbolic level; Yaroslav's internal conflict
is never resolved.

Thus, the opera dramaturgy represents a syn-
thesis of several genre trends in Russian opera. It
combines the features of epic and heroic opera, his-
torical musical drama and elements of lyrical dra-
ma. Based on the libretto created by the authors,
such a synthesis requires a transformation of the
musical language, which chooses its own range of
means of expression for each specific image. Work-
ing with a genre is a method of revealing the main
idea of a work.

The creation of operas on religious and histori-
cal plots is an important stage in the formation of
cultural memory in the modern socio-cultural envi-
ronment. In this context, it seems important that the
composer turns to the indigenous forms of Russian
professional art - to the traditions of Russian cho-
ral music. It determines the interaction of religious
themes and the musical component of the works.

THE AUTHORS EXPRESS THEIR GRATITUDE TO ALEXANDER TCHAIKOVSKY FOR PROVIDING
MATERIALS AND ASSISTANCE IN PREPARING THE WORK
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CHOXXETHO-APAMATYPIMYECKME OCOBEHHOCTU
OMEPbl «CKA3 O BOPUCE W TNEEBE, X EPATbAX
APOCNIABE MYAPOM U CBATOMNOJIKE OKAAHHOM,
NINXUX PA3BOVIHUKAX 1 IOBPOM HAPOAE
PYCCKOM» A. B. YAKOBCKOIO

AHHOmayus: B cTaTbe nccnesytotcs npobaemsi
CHOXKETHO-ApaMaTypruyecknx ocobeHHocTeln one-
pbl A.B. Yakosckoro «Cka3s o bopuce n Mebe, nx
6paTtbax Apocnase Myapom n Ceatononke OkasH-
HOM, IMXMXx pa3bonHmKax n JO6pOM Hapose pyc-
ckoM». COBpeMEeHHbI OMepHbI TeaTp NpeAcTaB-
nAeTca ofHUM M3 Hanbosiee HEOAHO3HAYHbIX AB-
NIeHNI My3blKalbHOW KyAbTypbl Hauana XXI| Beka.
PenpeseHTnpys pa3anyHble Hanpas/ieHWa Pa3BUTUA
>KaHpa onepbl, OH BKAKOYAET NPON3BEAEHNA OTevec-
TBEHHbIX KOMMO3MUTOPOB, BbIXOAALLME 3@ PaMKU CHO-
>KETHO-ApamMaTyprnyeckmnx rpaHunL, TPagnLMoHHOro
OMepHOro >aHpa. B JaHHOM KOHTeKCTe Ba>XKHbIMU
ABAAroTCA onepbl A.B. YalikoBCKoOro, oTpaxatoLine
BaXkKHelLLMe cobbITUA OTeUYeCTBEHHOW UcTopun. Hau-
bonee akTyanbHbIN NpescTaBAfeTCA Takme Npouns-
BeZeHMA KOMNo3nTopa, kak: «Cnoso o noaky Nro-
peBe», «[ocyaapeBo aeno», «J/lereHaa o rpage Enbug,
aese Mapuu n TamepnaHe», «<Epmak» n «Ckas o
Bopwuce v Tnebe, nx 6patbsx Apocnase Myspom m
Ceatononke OkasHHOM, XWX pa3boliHmKax 1 406-

pPOM Hapoge pycckom». PaccmaTpurBas NpeTBopeHme
pPennrmosHbIx croxeTos B onepe «Cka3 o bopuce n
lnebe», aBTOpamMu CTaTbM OTMeUaeTCca aBTopckas
pemapka — «<xopoBas onepa». B koHue XX — Hauane
XX| Beka spkvMu obpasLiamMm 3TOro XaHpa ABUANCH
counHeHua A. I. KynbirnHa: «MNonet B Hebeca», 1993
r., «Ckaska o none n pabotHuke ero 6ange», 1999 r.,
«Camo3BaHel», 1999 r.; P. K. LLeapwvHa: «boapbiHa
Mopo3zosa», 2006 r.; A. Tl. MaHouKoro: «IBnaoH»,
2009 r. PaccmaTtpmas onepy «Cka3 o bopuce un INe-
6e» KOMMO3MTOpa B acnekTe B3anMOAENCTBUA pesu-
TMO3HOW U CBETCKOM TpasuL el oTe4ecTBEHHOM
Ky/IbTypbl, aBTOPOM BbIAENAOTCA JpaMaTypruyeckme
JNINHUW, MO3BO/IMBLUME CO3A4aTb MPOV3BEAEHME, OTPa-
3MBLUEE OCHOBHbIE B3I/14bl 3CTETUKOPE-IUTNO3HOM
KOHLIenuumm cBoen 3noxu. B kauectse mtepaTtypHbIX
NCTOYHMKOB OMepbl aBTopamMu Bblgenstotcs: «Ckasa-
Hue o bopuce n Mebe», «CkazaHne o uygecax»,
«YTeHne o bopuce n Mnebe» n gp. OTmeyaeTcs,
4TO ApamMaTyprus XOpoBOWN onepbl MO KOMMO3ULUK
613Ka K CTPYKTYpe XpamMoBOro AelicTea. [naBHas

119



PO/ib B OMepe OTBOAMUTCS XOpaM, pPenpe3eHTPYHOLLMM
OCHOBHOE AiencTBMe ApamMbl. KOMNO3UTOP MCMONb3yeT
HeCcKO/bKO BUAOB Xopa —

CMeLLaHHbI XOP, MY>XCKOW XOp, PYCCKUN Hapoa-
HbI XOp. B 3ak/Nt0UeHUN caenaH BbIBOJ O TOM, UTO
ApamaTyprusa onepbl NpeacTaBaAfeT CUHTE3 HeCKOb-
KX >XKaHPOBbIX HaMpaBAEHNN OTeYECTBEHHOW Onepbl.
B Hel coueTaroTCs MPU3HaKN 3MNKO-FepOoMYECcKOon
orepsbl, UICTOPUYECKOWN My3bIKalbHOM ApaMbl 1 3Ne-
MEHTbI IMPUYECKON ApaMbl.

Knrouesele cnosa: onepHoe TBopyectBo A.B. Yair-
koBckoro, «Cka3 o bopuce n Iebe».

B Hauane XXI| Beka oTeUeCTBEHHbIN My3blKabHbIN
TeaTp penpe3eHTVPyeT HOBbIE FPaHN Pa3BUTUA Onep-
HOro >aHpa. Bo3MO>XHOCTb NCNOAb30BaHMA pesn-
TMO3HbIX CHOXXETOB B COBPEMEHHOM MYy3blKaJlbHOM
TeaTpe NO3BO/IMAA PACKPbITh COAep>KaTelbHble ac-
NeKkTbl paHee He HalleLIMX BOMIOLLEHNE B XaHpe
onepbl 06pa3oB 1 COBLITUIA OTEUECTBEHHOM UCTOPUMN.
B paHHOM acnekTe ocoboe 3HaueHne nprobpeTtaert
My3blKaabHbIA TeaTp AnekcaHapa Bragnmumposunua
YarikoBckoro. OnepHoe TBOPYECTBO KOMMO3MTOPa
BKJItOUAET B cebs bosiee AeCATU COUNHEHWI, Npes-
CTaBAANOLWMX PA3NNYHbIE HaMpaB/eHNA COBPEMEH-
HOI onepbl (KOMUYeckas, KaMepHas, annyeckas,
xopoBas)'. B H/X OH obpaLlaeTcs K pa3nyHbIM Mo
MPOVCXOXAEHNIO MCTOYHMKaM: 3TO U 0bpasLibl oTe-
YeCTBEHHOW 1 3apybexxHOr anTepaTypbl, NCTOPK-
yeckune maTepuanbl (XPOHWKW, IereHAbl, TETOMNCH),
NaMATHUKN PEUTNO3HOM KYbTypbl.

CobbITA OTe4eCTBEHHON NCTOPUMN HaLLIM BOM-
NOLEHNA B TaKNX NPOU3BEAEHUAX KOMMNO3MTOPa,
kak «CnoBo o nosky Nropese», «FocysapeBo feno»,
«JlereHpa o rpage Enbue, sese Mapun 1 Tamepnane»,
«Epmak» n «Cka3 o bopuce 1 Mebe, nx bpatbax
fipocnase Myapom n Ceatononke OKasHHOM, n-
Xnx pasboriHmKax n 4o6pomM Hapoge pycckom». Ob-
pallieHne K UICTOPUYECKUM CroXKeTaM ABASETCA B
HEKOTOPOM pPOoje AaHbo TPaAWLIMY, BEJb 3Ta MHNA
NMPOHMU3bIBAET TBOPUYECTBO MHOMMX OTEHECTBEHHbIX
komnosutopos — M.W. Tannku, MN.N. Yakosckoro,

1. Cpeaw Hux: «<P. B. C.» (no A. T. Faingapy), «<Btopoe anpens»
n «BepHoctb»; «[leayuika cmeétca» (no W. A. Kpbinosy), «Tpu
myLiketépa» (no A. [lroma), «Tpu cectpbi» (Mo A. I. Yexo-
By), «Llapb HukwuTa v ero copok gouvepeir» (no A. C. MyLuku-
Hy), «OanH aeHb VBana [leHncosmya» (Mo MOTMBaM paccka-
3a A. V1. ConxeHunubiHa), «/AnbTUCT [JaHnnos» (Mo pomaHy B.
OpnoBa), «<XXu3Hb 1 HEOObIKHOBEHHbIE MPUKAOYeHNUs Onn-
Bepa Teucta» (Mo pomaHy Y. lukkeHca), «<Koponb waxmar»
(no Hoeenne C. Ligelira), a Takxe «JlereHaa o rpage Enbue,
aese Mapun n TamepnaHe», «Epmak» 1 «Ckas o bopuce n
[nebe, nx 6patbsax Apocnase Myapom n Ceatonoske Oka-
SAHHOM, IMXNX Pa3bOMHKKax U JOBPOM HapoAe PyCCKOM».
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A.lN. BopoaunHa, M.I. Mycoprckoro, H.A. Pumckoro-
KopcakoBa. CoxpaHsaa NprBEP>XXeHHOCTb TPAAULIMAM
OTeYeCTBEHHOrO My3blkajbHOro Teatpa, A.B. Yain-
KOBCKWW yenaeT 3HaunTeNbHOe BHUMaHME XOPOBbIM
CLieHaM B CBOMX MPOU3BEAEHMAX. ITa TNHNA JOC-
TUraeT cBoen BepLUUnHbI B onepe «Cka3 o bopuce n
[nebe», MetoLL @A aBTOPCKYHO pemMapky — «xopoBas
onepa». B koHue XX Beka Apknumu obpasL,amm 31o-
ro XaHpa asuancek coumHernns A.J1. KyabirmHa: xo-
poBas onepa «[lonet B Hebeca», 1993 r., aeTckas
xopoBas onepa «Cka3ka o norne n paboTHMKe ero
b6ange», 1999 r., xopoBasa onepa «Camo3BaHeL,»,
1999 r. B Hauane XXI Beka cObbITME PYyCCKON UCTOPUM
OTpa>keHbl B pa3nyHbIX GopMax OTe4eCTBEHHOTO
My3blkanbHOro Teatpa. XXaHp XOpoBOW onepbl HaLlen
BonsoueHune B TBopyectee P.K. LLlegpnHa — onepa
«boapbiHa Mopo3osa», 2006 r.; A.ll. MaHoukoro —
xopoBas onepa «BngoH», 2009 r. Ocobyto AnHUIO
B OMepHOM TeaTtpe Hauvana XX| Beka 3aHMMaeT XaHp
ornepbl-OpaTopum, penpe3eHTUPOBaHHbIV NPOKn3-
BegeHvem T.I. CmMupHoBoW «Cepruii PafloHeXCKUIA».

MpumeyaTenbHO, UTO KOMMO3UTOP M3bKpaeT Te-
MaMW CBOMX COYMHEHMI ncTopuyeckme cobbiTus, pa-
Hee He HaxoAMBLUWE BOMJIOLLEHNE B OTEYECTBEHHOM
My3blkanbHOM TeaTpe. Onepa «Cka3 o bopuce n Ne-
6e» fABnseTca 0bpa3LoM CO34aHNA aBTOPCKOM KOH-
uenuun nereHgapHon nctopmm. OCobeHHOCTU UH-
TepnpeTaumn CroXeTa CBA3aHbl C TEM, YTO KHA3bA
Bbopuc 1 Mneb ABAsAOTCA NEPBLIMU PYCCKUMU CBSI-
TbIMW MYyY€HMKaMK, KAHOHM3MpPOBaHHbIMK B X| Be-
ke. COBbITUS NX XPUCTUAHCKOW XWN3HU OMUCaHbl B
Pa3NNYHbIX UCTOYHUKAX — NETOMMNCAX, XUTUNHBIX
npoun3BeaeHusx, 6orocay>xebHbIX NamsaTHUKaX, APeB-
HeMLWnX LLepKOBHbIX NecHoneHusx [1].

Mpu co3gaHum cueHapusa-anbpetto, M.E. Ayp-
HEHKOB B KayeCTBe OCHOBbI M3bpan gpeBHepycckme
NnTepaTypHble NCTOYHWKM, MOBECTBYHOLLME 06 youi-
cTBe cbiHoBel Bnagnmupa. Cpean Hux obpasubl aruv-
orpaduyeckoro >xaHpa — «Cka3saHue o bopuce n
[nebe» n gononHeHne — «CkasaHue o yygecax», Tak-
xe «YteHne o bopuce n Mnebe» n ap. Cywectsyet
MHEHMe, UTO BCe UCTOpUYECcKMe MaTepunabl, CBA-
3aHHbIE C XXM3HbIO U CMEPTbHO MJIaALWNX CblIHOBEN
KHA35 Bnagmmupa, gatnpyemble go 1072 roga, 6biam
[AOMOJIHEHbI Y>Ke Topa3fo No3jHee.

PaccmaTpurBas 0CoOH6eHHOCTM KOHLIeNLuy onepsl,
A.B. ConoBbeB oTMeuaeT: «CroxeT onepsbl ,CkazaHum
o bopuce 1 Tnebe”, onvcaHHbin B XII Hectopom-
netonucuemM, okasaaca akTyaabHO NpoeLpyeMbiM
Ha Hally AeCTBUTENbHOCTb. MoanTnyeckmne HTpUrH,
obLecTBeHHan TypOyNeHTHOCTb 1 YOUincTBa — Kpyr

TeM, BXOAALLMX B pe30HAHC B Nt060MN Touke Mupa U
nepexoaaLnx 13 Beka B Bek». Kak otmeuaet A.B. Yaii-
KOBCKWI: «HWMYero He M3MeHMOCh, 1 BCe CTPACTW,
kakune 6bi1m B Xl BEKe, MponcxoasT n cenyac. Ma-
HUNyAALMA 0bLLecTBEHHbIM MHeHWeM, bopbba 3a
BJ1aCTb, TONIKAKOLWAs Ha NpecTynjieHne, Torga npocto
BCe ObII0 rpybee 1 NpoLLe: He HPaBUICS YeSIOBEK —
ero cpasy ybusanu» [4, c. 6]. OcMmbliCieHMEe UX CMepPTH
B KOHTeKCTe 61baeinckol 3anoBesmn «He youin», cos-
JaeT CHOXKETHYHO KaHBY XOPOBOW Onepbl.

[pamatyprus xopoBoW onepbl N0 KOMMNO3ULUK
6113Ka K CTPYKType XpaMoBOro Aericrea. [naBHas
pO/ib B OMepe OTBOANTCA XOpaM, PENPE3eHTVPYHOLLIM
OCHOBHOE fieNCcTBME Apambl. KOMMNO3UTOP MCNOb3yeT
HeCKONbKO BUAOB XOPa — CMeLLaHHbIN XOp, MY>CKOW
XOP, PYCCKNI HApPOZAHbIN Xop. B npembepe 6b110
3a/,eMCTBOBAHO LLECTb XOPOBbIX KONNEKTUBOB U3
pa3HbIX pernoHoB Poccnm n 6anxkHero 3apybexbs.
BaxxHo, uTo napTum bopuca v Mneba no aBTopCckom
pemMapke MOXeT UCMOHATb AETCKUIA XOpP, YTO OTChI-
NaeT Hac K 3ByYaHWIO aHreNbCkoro rneHms, Bomnao-
LleHHOro B XpamMoBOM gaelictee Pycckon lMpaBoc-
naBHon Llepksw.

Ha komnosununoHHoMm yposHe «Cka3 o bopuce
n Fnebe» ABNAETCA HAaMMEHee OfHO3HaYHbIM Cpeau
npoussegeHunin A.B. Yalikosckoro. Kak otMeuaeT A.
Conosbes: «[10 cTpyKType 370 (Onepa) — Kanengockon
3MM3040B, KOTOPbIe MPOCAANBaAKOTCA CBOEOOPA3HbIM
putypHenem — penavkamu bopuca v Meba» [4, c. 8].

B npov3BeseHnn MOXHO BbIAENNTL TPU ApamaTyp-
rMYEeCcKNX YPOBHS:

1. 3nuueckuii ypoBeHb;

2. YpoBeHb IMPUKO-MCUXONOTNYECKOW ApaMbl;

3. CumBOANYEeCKNN (BHEBPEMEHHOW) YPOBEHD.

Bnarozaps TOMy, UTO 3TU CHOXKETHbIE JIMHUM 0bbe-
OVHAIOTCA B Ornepe MHOroobpasHbIMU XyJoxec-
TBEHHbIMW CPEACTBaMM, BO3HMKAET 0bLLas Hanpas-
NEeHHOCTb ee Apamatyprumn. Hanbonee BaxHbIM Npes-
CTaBNAETCA CUMBOJIMYECKUIN YPOBEHb, NMPeACTaB-
NeHHbI obpa3samu HbpaTtbeB bopuca n Meba. «Obpa-
3bl cBATbIX bopuca v Meba — 370 rosoca ,ronoca
coBecTW”, BOMJIOLLLEHNE NPaBOCYANS, HEN3OEXHOCTU
TOp>KecTBa NpaBAbl — peLleHbl aBTOPOM HEOBbIUHO,
HanmcaHbl AN KOHTPTEHOPOB. OHM — HE MEPCOHaXN,
a 6ecnnoTHbIE anNeropumn YNCTOTbl U HEBUHHOCTY,
C NOABAEHNSAMM KOTOPbIX Ha CLeHe CBfi3aHbl OYEeHb
Bblpa3unTe/ibHble, MUCTUYECKME MOMEHTbI OMNepbl, No-
TOMY UTO WX aHAPOTMHHbIE TEMOPbI ,3aBOpPaxnBatoT”,
nepeBoOAA NHOACKME CTPACTV B MeTabu3nueckyro
NAOCKOCTb» [4, ¢. 7]. Mo3Tnuecknii TekcT naptuia bo-
puvca 1 Neba ocHoBaH Ha TekcTax NaHmxumabl. One-
pa oTkpblBaeTcA Ay3ToM bopwuca n Meba, Bocnpo-
N3BOAALLEro MONTBbI NoMuHanbHOM 17-1 kKapu3ambl
[2]. Becb TekcT MNommnHanbHOM 17-1 Kadu3mbl 3ByYaT
Ha 3ayMnoKOMHbIX HOrocNy>XeHUsAX — Ha NapacTacax,
naHuxmaax.

Onepa «Cka3 o bopwuce n Iebe» [4]

Mcanom 118, noMuHanbHbIN [3]

L. 1
«... ¥3pw, uTto A 3anosean TBOU BO3NOOUI.
Mo MunocTn TBoeM OXMBU MEHA.

«Hauano cnoe Teoux VcTnHa 1 Ha BeK BCe Cy/bl
MpaBabl TBOEW»

159 «Buxkab, KO 3anoBean TBOS BO3/OOMX:
[ocnoaun, o MuaocTn TBOen XXNBKN Ms»

160 «Havano cnosec TBOMX UCTUHA, U BO BEK BCA
cyabbbl npaBabl TBoes»

B HauanbHOM pa3gene:

Onepa «Cka3 o bopwuce n Mebe» [4]

Mcanom 118, noMuHanbHbIN [3]

L. 29

«Bo Bek He 3abysy nosesneHnin Teoux. 160 nmu
OXunBUA Thbl MeHS.

Cranu XaaTb MeHs rpeLLUHNKK, YTobbl NorybuTs
MeHsA»

«TBOMW 1, cnacu MeHs, nbo A noseneHnn Tsonx He
B3bICKaJ,

A XXKe NMoHAn cBnaeTenbCTBa TBon»

% «Bo Bek He 3abysy noseseHnin TBOUX, MO0 NMK
Tbl OXKMBASAELLb MEHS»

% «HeuecTuBble NoACTeperatoT MeHs, UTobbI
noryeuTb...»

% «TBOW 1, cnacu MeHs, b0 A B3biCKaa NOBENEHUN
TBOUX...»

% «...8 yrnybnatocb B OTKPOBEHMA TBOW».
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B 3akntoueHmmn onepsbl B X napTuax 3By4umT dpar-
MeHT MaHnxunabl:

Onepa «Cka3 o bopwuce n [nebe» [4]

MocnepoBaHme naHuxmabl [2, c. 173]

L. 111

«Ynokown, boxe, pabos TBoux Mx nocenu B pato,
rae xopbl CBATbIX, focnoan, rae npaBefHMKM Kak
cBeTmna

Yconwmx paboB TBOMX yNoKOM HECMOTpPS Ha BCe
NX COTPELLEHMS».

«¥Ynokown, boxe, paba TBoero v yumHu ero B pav,
naexe Nnupl CBATLIX, fOCNOAW, U NpaBeAHUL b
CUAIOT SIKO CBETWJIA, ycomnwaro paba Teoero yrno-
KOW, Mpe3unpas ero BCs COrpeLLeHmns».

Mys3bika A.B. YallkoBCKOro co3saeT yHUKanbHYHO
aTMochepy MONUTBEHHbIX 0bpaLleHnit. 3Tn obpa-
LLLEHWNS NPOHMN3bIBAOT BCE pa3zenbl, 06beanHAs apa-
MaTypruyeckme amHum onepbl — 4. 1, 1. 29, u. 59, u.
111. Anneropmyecknm BOMJIOLWEHNEM aHTeNbCKOrO
rnaca ABAAETCA 3ByYaHWe anbTa, BOCMPOMN3BOAALLErO
NeNT-TeMy CBATbIX.

SNMUYEeCKMin ypoBeEHb peannsyeTcs B XOPOBbIX CLie-
Hax onepbl, KOTOPbIE COCTaBAAOT 6ONbLIOK 06BbEM
npovseegeHns. HecMoTps Ha JeneHne xopa BHyTpU
XOPOBBbIX CLLEH Ha pa3/nYHble COCTaBbl, KAPTUHHO-
MOBECTBOBATE/IbHbIA MPUHLMN ApaMaTyprim B LLeJ oM
pa3BVBaeT JOBO/IbHO CTaTUYHOE AelicTBue. [ToMumo
3TOrO, 3MMYECKNM TaKXe ABAAETCA XaHpP «CKa3a»,
BeZb My3blKaJbHOrO XaHpa ¢ Takoli GOopMyANPOBKON
B Hay4YHOMN TEPMMHONOMMM MOKa He CyLLecTByeT. «X0-
pbl pa3BegeHbl N0 dyHKLMOHany. KTo-To B gpeB-
HerpeyeckoMm Ayxe akv MOpasibHbIli aBTOPUTET, KTO-
TO HEMOCPEACTBEHHbIN YYaCTHUK COBLITUIA aku raac
HapoZa..., TO BbIXOAALLMM Ha NepBbIi NaaH, TO passe-
NsieMbIM Cepoli Maccol TOAMbl OOLLMM HEAOYMEHUEM
OT AeNCTBUIN BRacTen. JINUHOCTAMU N MacCoM OfHO-
BpeMeHHO. [epoeM Man HNUTOXECTBOM B 3aBUCHK-
MOCTW OT obcToATenbcTB» [4, . 7].

Ha ¢oHe XopoBbIX CLIEH pa3BOpaynBaETCA NMpPU-
KO-MCUxonornyeckas Apama rnaBHoro repos — ipoc-
naBa Mygporo. «LleHTpanbHbIA NnepcoHax — npa-
BUTesNb fipocnaB Myapblin (OTAaH NapTum yTeua ANs
NCNONHEHWS ApamMaTUUeCcKUM aKTepOM, Ha Npembep-
HbIX MOKa3ax B 3TON posiu BbICTynua AHapein Mep-
3/IMKWH) NO C/I0BaM KOMMO3UTOPA, «XKECTKUI, YMHBbIN,
HO rAe-To He YyBCTBYHOLLMI cBOUX NoagdaHblx. OH
He BUAWUT U He cablwnT bpaTtbes, bopuca u Mneba.
Hapog, cabiwmnT nx rnac, a ipocnas — HeT. 3TO BaXHbIN

ApaMaTypruyeckmii Xxog. Y Hero He Tak MHOTO COJlb-
HbIX PennK, HO KaXzas — «Ha Bec 3010Ta». OH, Kak
YMHbIV NpaBUTEb, TOBKO MaHUMNYNPYeT HaCTPO-
eHuaMK Tonnbl. Ero obpas — cmechb Pruapga lll ¢
koponem Jinpom» [4, c. 7].

PazBuTue ero obpasa npescrtasaseT cobon Tpa-
refivto, TIMYHOCTHYIO Apamy. B onepe Apocnas My-
APbIM feknaMupyeT, NosydaeT OTBETbl OT Hapoja
(xop), HO eMy TaK 1 He yjaeTca ycabllwaTtb roaoca
6paTtbeB — bopwca v Mneba, KOTOPbIX C HUM pa3gensier
BHE3EMHOMN CUMBONNYECKNIA YPOBEHb, — BHYTPEHHWI
KOHPAUKT ApocnaBa Tak U He pa3peLlaeTcs.

Taknm obpasom, ApamaTyprua onepbl NpesacTaB-
NAET CUHTE3 HECKOJIbKMX XKaHPOBbIX HanpaBAeHUI
OTeyeCTBEHHON onepbl. B Helt coueTatoTca npmsHaku
3MMKO-reponyYecKor onepbl, UICTOPUYECKON MY3bl-
KaAbHOWM ApaMbl U 31E€MEHTbI IMPUYECKON ApaMbl.
TaKkoW CMHTe3, OCHOBaHHbIW Ha CO3AaHHOM aBToOpamMm
NnMbpeTTo, TPEebyeT TpaHCchopMaL MM My3blKaabHOTrO
A3blKa, KOTOPbIA AN KaX40ro KOHKPEeTHOro obpasa
BbIBUpaeT CBOM KPYr CPEACTB BbIPa3nTENbHOCTH.
PaboTa ¢ >kaHpPOM SBAAETCA METOOM PacKpbITUA
OCHOBHOW MAen NPOun3BeAEeHUS.

Co3gaHve onep Ha peanrMo3Ho-ncTopuyeckmne
CHOXKETbl ABNAETCA BaXKHbIM 3TanoM GopMm1poBaHua
Ky/IbTYPHOM NaMsATN B YCNOBUAX COBPEMEHHOW CO-
LMOKYbTYPHOM Ccpeabl. B ;laHHOM KOHTEKCTe BaX-
HbIM MpeacTaBaseTca obpallleHne KOMNosnTopa K
KOpeHHbIM pOpMaM OTevecTBEHHOro npodeccu-
OHa/IbHOTO UCKYCCTBa — K TPAAULIMAM OTeYeCTBEHHOW
XOPOBOM My3bIKW. DTO 0bycCiaBAnBaEeT B3auMoJei-
CTBME PENUTMO3HON TEMATMKM U My3blKaNbHOW cOC-
TaBASOLWEN NPON3BEAEHUN.

Asmopel geipaxarom b6aazo0apHocme AnekcaHopy Baadumuposudy Yalikosckomy 3a npedocmassieHue

mMamepuasnos u codelicmaue npu nodzomoske pabomei.
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