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Summary: The essay continues the discussion about
the specifics of Russian musical theatre, which was start-
ed about two hundred years ago by V.Odoevsky and in
which several generations of art historians have already
participated. We are talking about the content of the “new
direction in art”, according to Vladimir Odoevsky, which
appeared and headed the world musical culture in con-
nection with the name of the Russian genius, M. Glinka,
the author of three theatrical works: the operas A Life for
the Tsar (1836) and Ruslan and Lyudmila (1842) as well as
music for the tragedy Prince Kholmsky (1840). Let us say
in advance that the last of the named works, despite its
enduring artistic value, has not yet been included in the
university curriculum for training musicians. The perfor-
mance of this work in concerts is also a great rarity, given
that the music to the tragedy Prince Kholmsky is, in es-
sence, the first Russian program symphony, a “symphon-
ic miracle”, as P. Tchaikovsky called it.

V.Odoevsky described the opera A Life for the
Tsar as "the first Russian opera”. At present, this
definition is understood in different ways and is
even disputed. One gets the impression that be-
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In several essays, we will consider the three named works
in detail: the dramaturgy of the libretto and the features
of musical expression, the formation of the images of the
characters. All these special issues will be studied in their
relation to the Christian world-view, which has been, in our
opinion, the main “marker” of Russian art at all times of
its existence. This idea, although it is more and more pro-
nounced these days, is still not assessed seriously enough
in the scientific humanitarian sphere; it is considered most
of all from the aesthetic side, only abstractly touching on
the dramaturgy and the musical language of the works, in
our case — operas and music for theatre. In fact, it is pre-
cisely the laws of the spiritual life of man, which underlie
the world-view and behaviour of a Christian, that directly
determine the logic of the theatrical action structure. More-
over, they explain the content of the libretto and music,
constituting that very “novelty” designated by V. Odoev-
sky in connection with M. Glinka's theatrical creative work.

"With Glinka’s opera, <...> a new element in art appears,
and, in its history, <...> a new period begins:

the period of Russian music...”

V. Odoevsky

hind the philosophical, musicological, literary re-
search, “stunned by the state mythology” [2, p. 65]
of the 20th revolutionary century, the composer's
own statement, his appeal to each of us, his daring

sermon “from heart-to-heart” [1, p. 145], is lost.
Beginning with M. Glinka, opera became more than
a secular genre ' in Russia. Glinka restored such
a genre characteristic of opera as its connection
with the sacred rite. Glinka's operatic work can be
called a stage sermon, which, following the most
ancient patristic form of communication with the
listener, seeks to actualise Christian truth, to make
it desired and sought after in every human heart.

The creative work of the Russian genius pur-
posefully raises the theme of spiritual life, namely its
evangelical foundation. “With Glinka’s opera, some-
thing that has long been sought and not found in
Europe — a new element in art — appears, and, in
its history, a new period begins: the period of Rus-
sian music,” wrote V. Odoevsky after the premiere
of the opera. “Such a feat, let us say, hand on heart,
is a matter not only of talent but of genius!” [9]. It is
possible to consider Vladimir Odoevsky's statement
in the musical sphere alone; however, it is hardly
sufficient, since the opera genre is not limited to
music alone; it combines words and drama with it.
By the time of Glinka’s life and work, the Russifi-
cation of these main directions of the opera gen-
re — words, music, and drama, had already taken
place. Words were Russified in the middle of the
18th century. Cephalus and Procris to a libretto by
the “father of Russian theatre”, A. Sumarokov, and
music by F. Araja (1755), was one of the first operas
in Russian. The Russification of drama took place in
the last decades of the 18th century. In comedy, it
is associated with the name of the serf playwright
and composer, M. Matinsky, (St. Petersburg Gostiny
Dvor, 1779); in tragedy — with the theatrical work
of Empress Catherine the Great (Oleg’s Initial Ad-
ministration, 1790). Music was imbued with Russian
content primarily in the comedy genre. This refers
to the principle of composing an opera “for voices”.
It develops into a stylisation, which by the time of
Glinka, prevailed on the music scene: Russian com-
posers stylised music as Russian folk genres, Eu-
ropean academic musical language, and Russian
spiritual singing. For example, the genius of the
vaudeville theatre, A.Verstovsky.

1. The etymology of the opera genre is associated with a sacred
rite. It is evidenced by ancient authors explaining the names
of the genres of “tragedy” and “comedy”. Glinka restored
precisely this genre characteristic of opera, as its connection
with a sacred rite. However, he did this not only within the
framework of Modern history, but in relation to Christianity as
opposed to paganism, which regulated the content of theatrical
genres of Antiquity and the European Renaissance [11].

M{Ww&g&‘ ] 2
627, /K&utg)aw W&e.

,/Z«//\/@ow Mﬁ& -,

Unknown photographer. M. Mikhailova as Antonida.
A Life for the Tsar. M. Glinka; 1892, director: A. Bartsal, artist: K. Valts.

State Catalogue Number: 11758707. KP (GIK) Number: GABT
KP-3591/177. Inv. Number: FOT-2023.

Why, given that the Russification of words, mu-
sic, and drama happened long before the develop-
ment of the creative genius of Glinka, is he called
the founder of Russian opera?

Music occupied a key place in the composer's
life since childhood. From infancy and youth, he
absorbed its main directions — folk, spiritual, and
academic. Folk music was mastered, for example,
with the help of singers and musicians invited by
the grandmother of the future composer from vil-
lages and towns belonging to the Glinka family. As
is known, Mikhail Glinka grew up under the watchful
eye of his grandmother, who protected her grandson
to the point that she rarely let him out for a walk;
however, she instead arranged for him a kind of
people’s philharmonic of invited artists. This first
musical impression was assimilated by the compos-
er and became his native musical language — peo-
ple’s, folklore. The second impression — spiritual
musical culture, bell ringing, church singing, entered
Glinka's life through the only joy of the child — go-
ing to church on weekends. One can imagine with
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what inspiration the boy set off on a “journey” to
the service and caught every overtone of the bells,
every exclamation of the priest in a dialogue with
the choirboys and the worshippers in the church.
Finally, the third musical impression overtook the
composer at a young age, when Mikhail Glinka re-
ceived a direct opportunity to get acquainted with
and participate in the performance of academic mu-
sic. His uncle owned a symphony orchestra, in which
the future composer learnt to play instruments, and
he had an excellent command of the accessible sec-
ular repertoire 2.

Glinka's musical education turned out to be nat-
ural, early, and continuous; in his mature years, it
was multiplied by new impressions and new (in-
cluding foreign) teaching. In his own work, the level
of stylisation turned out to be irrelevant for Glinka.
This does not mean that he did not rely on the main
sound streams — folk art, spiritual singing, and aca-
demic tradition. All this is present in his works. How-
ever, the creative genius of the composer “melted”
the trends that fed the musical field of creativity
throughout history into an individual musical style.
It is where Glinka's primacy at the musical level is —
in the creation of his own musical style! Explaining
the phenomena of “stylisation” and “authorship”
is not an easy question. There is no mathematical-
ly precise method; however, a logical method of
“separating the wheat from the chaff” * is possible.
For example, in the final scene of Susanin with the
choir in the third act, the theme "Get married with-
out me” includes intonations of folk lamentation,
perhaps a romance, and, most certainly, rhetorical
figures of the secular European tradition. However,
it is not possible to separate one from the other;
everything is welded into a single stylistic organ-
ism. At the same time, in A. Verstovsky's work, for
example, in the Song of the Unknown, “In the Old-
en Times, Our Grandfathers Lived”, from the first
act of the opera Askold’s Grave, one can hear an
unconditional stylisation of an epic song, as it was
imagined by Russian musicians of the 19th centu-
ry. Moreover, individuality distinguishes M. Glinka’s
original music in the theme of the opening chorus,
“In a storm, in a thunderstorm, a falcon in the sky...",

2. For more information on M. Glinka’'s musical education, as
well as on the content of creativity and the personality of
the composer, see: FrolovS.V., M. Glinka in the 21+ Century.
A New Look at Personality and Creativity [13].

3. We mean the “mathematical” method of analysing musical
style, which is offered in the works by Y. Vasiliev, Professor of
the Gnessin Russian Academy of Music, Ph.D. in Art [3].
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from the stylised folk song “Hey, wide Dnieper..."
by A. Verstovsky from the opera Askold’s Grave, etc.

In the work of the composer and the librettist
on the text of the opera A Life for the Tsar, the word
also reached a new level of interaction with music —
the one that became widely known in connection
with R.Wagner * creative work. It is where M. Glin-
ka's primacy at the level of words lies: A Life for the
Tsar is the first Russian opera in which the text of
the libretto is born of music (and not vice versa, as
was usually done, when the music was created for
an already finished libretto). "My imagination <...>
warned the diligent German,” wrote Mikhail Glin-
ka, “as if by magic, a plan for an entire opera was
suddenly created <...>, many themes and even de-
tails of development — all this flashed in my head
at once” [5, p. 64]. The music of A Life for the Tsar
does not amaze with the number of leitmotifs — it
is true, in terms of intonation it is oriented mainly
towards larger formations, themes. However, the
thematic dramaturgy of the opera is formed in the
derivative of themes from one another, or more pre-
cisely from the main intonational-thematic thought
("l am not afraid of fear! | am not afraid of death!
| will die for the Tsar, for Rus™). In general, the the-
matic connections of the opera can be considered
as a stage in the formation of musical drama. For
example, the themes of the opera’s choirs — the
opening male one, “In a storm, in a thunderstorm...”,
and the final mixed one, “Glory to the Fatherland” —
are placed in the centre of the opera, in Ivan Susa-
nin’'s part, “I am not afraid of fear...”, in the scene
with the Poles from the third act. Some scenes are
built as continuous ones, in which the characterisa-
tion of the heroes is born, reflecting small chang-
es of thought. For example, Antonida’s part in the
scene with the Poles from the third act raises the ex-
pressive means of Antonida’s Aria and Rondo from
the first act, responding to the change in the her-
oine’s mood.

It should be noted that the process of work-
ing on the word when creating the libretto was
based on the quality of the content and sound
of the text. Such exactingness did not allow the
composer to find a librettist for a long time. The
widespread view in musicology on the poetic work
of Baron Yegor von Rosen, who became the libret-
tist of the opera, is indulgent. Indeed, recognized

4. Wagner outlined the theory of musical drama in his works:
The Art Work of the Future (1851), Opera and Drama (1851),
Letter to F. Villo (1860).

poets, contemporaries of Glinka, did not serious-
ly engage in libretto, and Yegor von Rosen, with
the support of N. Kukolnik and others, fulfilled
the tasks set, which required the interaction of
words with music. The common requirement for
simplicity and, at the same time, imagery of po-
etry intended for musical interpretation is well
known. In our opinion, this requirement is ab-
solutely fulfilled in the libretto. Let us cite as an
example the opening phrase of the quartet from
the third act, which alarms researchers, but does
not lose its accuracy and disposition to the mu-
sical solution: “"Not a rose in the garden, in the
vegetable garden! Antonida blooms among the
people...”. In addition to the allusion to the folk
“in the garden, in the vegetable garden...", here
the agreement between the people and the Gos-
pel, “like a date blossomed...” %, is surprisingly sim-
ply and sonorously “captured”; it is what they say
when they emphasise the origin of the glorified
saint from righteous parents or family. Antoni-
da’s "blossoming” is assimilated by the Russian
people, to whom she belongs.

From the point of view of the technique of “sub-
text” of the melody, attention is also drawn to the
dramaturgy of the text vocalisation in solo parts. At
the request of the composer, who, let us recall, was
an excellent vocal teacher, the librettist succeeded
in making the singing convenient for the performer,
and, therefore: the voice sounds magnificent, natural!
Let us recall, for example, the unyielding “standing”
of the bass on the only percussive sound “a”, which
forms a hidden voice-leading, rhetorical theme of
the cross in the melody to the words “"Get married
without me...” from the third act. And around this
“a”, both the lower and upper tones reveal ever
greater confusion in the situation in which the text
is sung: Susanin says goodbye to his daughter, he
is leaving "to show the Poles the way to the Tsar”.
Antonida literally cries in the descending phrases
that came from the Cavatina of the first act; how-
ever, they are “cleansed” of the “shepherd”-instru-
mental hesitation and sound short and insistent
in their artless “"dropping”. This, it would seem, is
a technique of folk singing; nevertheless, it is im-
possible to single it out from the romance-recitative
palette of sound!

Let us dwell on the drama (action) in the opera
A Life for the Tsar in more detail. Glinka turned to

5. “The just one will flourish like the palm tree. He will be
multiplied like the cedar of Lebanon.” (Psalm 91:13) [12].

a plot that was already known and presented on the
Russian opera stage. In 1815, the Bolshoi Theatre
in St. Petersburg premiered the opera /van Susanin,
based on a libretto by the head of the repertoire
department of the imperial theatres, Prince A. Shak-
hovsky, with music by the composer and conductor
of the imperial theatres, C. Cavos. To Glinka, the idea
of lvan Susanin as the hero of the “Russian opera”
he had conceived was suggested by V. Zhukovsky:
"When | expressed my desire to create a Russian
opera,” we read in Mikhail Glinka's Notes, "Zhuk-
ovsky sincerely approved of my intention and sug-
gested the plot of Ivan Susanin to me. The scene in
the forest was deeply imprinted on my imagination;
in it, | found much that was original, characteristi-
cally Russian...” [5, p. 64]. Based on the above, the
opera by Shakhovsky and Cavos was not consid-
ered by Glinka and Zhukovsky as "Russian”. What
was wrong with it?

Firstly, it should be said about the genre. The
opera Ivan Susanin was defined by the librettist as
anecdotal, that is, a comedy. Glinka's opera is un-
doubtedly a tragedy and, moreover, a tragedy with
a different, in comparison with the European tradi-
tion, super-task ®. This “super-task”, in our opinion,
consists in the catechisation of the listener, that is,
in their enlightenment with the gospel truth 7. At the
same time, European opera, which developed out
of the heir of the sacred rite, ancient Greek trage-
dy, was “revived” by the need to somehow fill be-
lievers' lives during the protest new time. How was
this phenomenon, the “catechisation” of the listen-
er, unusual for a secular genre, expressed?

Let us compare the super-tasks of Glinka’'s op-
era A Life for the Tsar and Cavos’' opera lvan Su-
sanin, which are formed in the characters’ verbal,
musical, and active characteristics.

The table lists the names of all the Russian char-
acters in the opera in the same order as in the li-
bretto (Table 1). Note that, in Glinka’s version, the

6. Let us recall that the term “super-task” in relation to
theatrical dramaturgy and performance was introduced
by K. Stanislavsky. “The super-task is the main ideological
task, the goal for which the play, an actor's image, and the
performance are created” [6].

7. Along with religious education, catechesis constitutes the
educational service of the Church. Catechesis is assistance
to a person who has believed in God in a conscious and
responsible entry into the life of the Church. Religious
education is the instruction of an Orthodox Christian in the
truths of faith and the moral norms of Christianity, their
introduction to the Holy Scripture and Church Tradition,
including the liturgical life of the Church, to the patristic
prayerful and ascetic experience [10].
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Ivan Susanin (1815),
People’s Opera in two acts [7]

A Life for the Tsar (1836),
Grand Opera in four acts with an epilogue [4]

Ivan Susanin,
a peasant of the Romanovs

Ivan Susanin,
a peasant from the village of Donima

Alexey, Antonida,

his son his daughter
Masha, Bogdan Sobinin,
his daughter her fiancé
Matvey, Vanya,

Masha'’s fiancé

an orphan in the house of Susanin

Table 1

name of Susanin’s son is the same as the name of
his father (unlike in A. Shakhovsky's libretto, where
the boy is called Alexey). This demonstrates the
commonality and continuity of generations, even
at the level of naming the characters in Glinka's op-
era. In the first essay, we will consider the image of
Ivan Susanin’s daughter, how it is developed in Ca-
vos's anecdotal opera (Masha) and Glinka’s folk op-
era (Antonida). In the libretto of Glinka's opera, it
is Antonida who appears on stage first of the four
soloists; the sequence of introductions is as follows:
Antonida, Susanin, Sobinin, Vanya. In the libretto of
Cavos's opera, the order is different: Matvey, Ma-
sha, Susanin, Alexey.

So, the daughter of Ivan Susanin. In both operas,
the character appears with a solo number, the third
in order from the beginning of the opera: Masha
(in Cavos's opera) sings the Aria, Antonida (in Glin-
ka's opera) sings Cavatina and Rondo &,

Masha's Aria (No. 3, Cavos) is preceded by the
introductory chorus (“Do not rage, violent winds, /
Do not blow away the yellow leaves / From the
dense forest of mature oaks”) (No. 1) and cou-
plets with the chorus, the lead singer of which is
Matvey, Masha's fiancé. We note that in his sto-
ry about the victory over the enemy, nothing in-
dicates that Matvey himself was in the voluntary

8. In the piano score of M.Glinka's opera A Life for the Tsar
published in 1880, it is indicated “Aria and Rondo” in the
Russian text, and “Cavatina und Rondo Antonida” in the
German translation [4].
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military forces: “Glory to the merciful God, / He
saved the Russian land from troubles. / Glory to
the brave army, / With a strong chest defended
us. / The red sun shone / Over Moscow from be-
hind the black clouds” (No. 2).

Masha's aria shows the heroine joyfully striving
for the wedding, without a shadow of attention to
the "black clouds” mentioned by Matvey: “Soon,
soon you and | / Will walk down the aisle, my friend. /
And with one soul in love / We will live glorious-
ly at home. / Living together with you, / We will
be in one joy. / As dear as you are to your bride, /
You will be just as dear to your wife”. The last
thought especially occupies Masha, and she con-
fidently repeats several times: “As dear as you
are to your bride, / You will be just as dear to
your wife. Just as, just as dear to your wife. Ah!”
[7, pp. 2-5]. Concentration on her beloved self —
her thoughts and feelings — brings the heroine
to an increased heartbeat, which we can hear in
a special pictorial rhythm and texture of the or-
chestra: "The heart beats so in the chest, / That
it cannot be told <...> / That it cannot be told,
/ That it cannot be told” [7, p. 6-7]. Finally, as if
completely forgetting about the groom, the bride
is extremely excited by the wedny of the wedding
feast, which will take place “at her place”: "My faith-
ful girlfriends, / All the neighbours, all the rela-
tives, / The whole village, matchmakers, friends /
will feast at my place” [7, pp. 9-13]. There is such
a strong, homely hostess: “...at my place...”.

The aria is written in a two-part reprise form. In
terms of genre, it is a polka, the rhythm, and ac-
companiment of which follows the shades of the
content. “Soon, soon we will be with you...” is given
in a backing song texture, sounding light and un-
burdensome. "How dear you are to your bride...” is
“dressed” in heroic, orchestral cries following the
sounds of the triad’s inversion, etc. In general, we
get textured variations in the polka genre, which,
despite some diversity, are still within the frame-
work of one affect — joyfully heroic with a gallant
bias towards the people; so to say, a "Neapolitan”
song and dance heroics °. What is Masha's heroism?
Assessing the content of the text and the nature of
the music, we can conclude that it is in the bride's
readiness to maintain a joyful disposition towards
the groom when he becomes her husband: “As dear
as you are to your bride, so will you be dear to your
wife”. In the best traditions of comic opera, Cavos
emphasises the moral side of marital relations. The
orchestra rejoices together with the heroine, open-
ing and ending the Aria with the sound of tutti. Thus,
joyful heroism is the main affect of this aria.

Antonida’s Cavatina and Rondo (No. 3 Glinka)
is placed after two choirs that open the opera: the
male choir with the youthful song, “In a storm, in
a thunderstorm, the falcon keeps its youthful path
across the sky...” (No. 1), and the female choir with
the lyrical-patriotic song, “At the call of their native
country, her sons fly..."” (No. 2). Appearing after the
extended choral sound, the solo number especial-
ly attracts attention. Unlike Ivan Susanin by Cavos,
where, in the numbers following one after another,
a kind of dialogue takes place between the groom
(Couplets with choir No. 2) and the bride (Aria No.
3), in Glinka's A Life for the Tsar, Antonida’s entrance
is lit up with the colours of loneliness. Instead of
an orchestral introduction, we hear a lonely tune of
a "shepherd'’s horn” (clarinet). Perhaps it will bring
news of a beloved friend? Antonida’s part opens
with a repetition of the instrumental tune we heard.
Not a song, but a tune. Not “girlfriends, neighbours,
boyfriends, relatives”, but a field, a river, and waves
from which the girl awaits news of her fiancé: "l look
into the clear field, / | keep my eyes along the na-

9. Genre was characteristic of the Neapolitan opera school, in
which the style of baroque opera, seria/buffa, was formed
and, by the first quarter of the 18t century, spread to the
opera traditions of Venice, Rome, Vienna, and other musical
capitals of Europe. On the history and style of baroque
opera, including the Neapolitan school of composition, see:
Lutsker P.V., Susidko I. P., ltalian Opera of the 18" Century [8].

tive river, / The waves are coming to us, coming, /
The menacing ice floes are floating, floating /..."
[4, p. 28-29].

The music very accurately conveys the hero-
ine’'s state of loneliness, and therefore, her focus
on her beloved more than on herself. How else
to express Antonida’s love for her warrior fiancé,
about whom it is not even known that he is alive?
What thoughts can be about a wedding here! In
the Russian language, the designation of belong-
ing to the male and female sex is remarkable: pol,
that is, a "half”. A man and a woman only together
become whole or, as they say in the patristic tradi-
tion, form a “new person”, and separately they are
halves. Antonida feels this with her loving heart,
and Glinka makes us feel it: in the lonely repeti-
tion of an instrumental tune, and not in a melo-
dious melody natural for a girl's performance; in
a lonely sounding female voice without orchestral
accompaniment, etc.

However, as it always happens with Glinka, the
image of the character is formed, born literally “be-
fore our eyes”. And now Antonida focuses on the
bright, loving mood of the romance, and is already
in a merry khorovod, almost turning into a dance.
Cavatina and Rondo are written in three-part form
with the dynamics of the genre transformation of
music; it is a change in the character’s thoughts,
their ability to feel “in the range” of crying to danc-
ing. What a difference! Cavos has a strong house-
wife, Masha, with a keen attention to herself: “... my
heart is beating in my chest...”, “... they will feast
at my place...”. Her feat lies in the worthy comedy
of her readiness to “pardon” her husband, as well
as the groom: “... you will be nice to the bride /
... you will be nice to the wife...". Masha's music is
textured variations in a completely European style,
not going beyond the framework of one genre —
polka. How is it connected with the Russian her-
oine? Through secular aristocratic commitment
to polkas at balls. The image of Masha is a view
of Russia from the ballroom of St. Petersburg. In
Glinka's work, Antonida does not know what to
do with herself because her beloved is not there;
although she gets mischievous in her dreams of
a wedding towards the end of the Rondo, the path
to this begins with crying, and not about herself,
but about him. Thinking about another as much as
about oneself, and even more, is Antonida’s her-
oism. It does not grow out of everyday morality
associated with self-interest, but out of the gos-
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pel truth. “A new commandment | give you: love
one another” [John 13:34], Christ said to the peo-
ple of the New Testament, “love your neighbour
as yourself” [Mark 12:31]. Glinka shows his hero-
ine in the fulfilment of this commandment. An-
tonida opens up to the listener in anticipation of

her fiancé. She does not even have her own mel-
odies at the beginning, only the sound of a horn
coming from afar, which she repeats in the hope
of hearing, reading “the lips” of the tune, the news
about her beloved friend.

TO BE CONTINUED

REFERENCES:

1. Beethoven, L.Letters. In 4 volumes. 1978. Moscow:
Muzyka Publishing House, Vol. 3.

2. Burkov, G.I. 1998. Chronicle of the Heart. Series: My
20™ Century. Moscow: Vargius.

3. Vasiliev, Yu. V. “Melodic formulas of E. Ruchevskaya in
the Material of the Opera Eugene Onegin by P.Tchai-
kovsky (Statistical Notes)” / Scientific heritage of
E.Ruchevskaya in modern musicology. Abstracts of
the International Scientific Conference dedicated to
the 100™ anniversary of the birth of Doctor of Arts,
Professor E. Ruchevskaya. 2022. St. Petersburg Rimsky-
Korsakov State Conservatory, p. 9

4. Glinka, M. . Life for the Tsar. Grand Opera in Four Acts
with an Epilogue (1836). Piano score. 1880. Moscow:
P.Jurgenson.

5. Glinka, M.I. Notes. 1988. Moscow: Muzyka, p. 64.

6. Gorchakov, N.M. 1965. “Supertask”, Theatrical Ency-
clopedia / edited by P.Markov. Moscow: Soviet Ency-
clopedia, vol. 4.

7. Kavos, K. A.Ivan Susanin. Folk Opera in Two Acts (1815).
Piano score. 1867. St. Petersburg: F. Stellovsky.

8. Lutsker, P.V., SusidkoI.P. 1998. /talian Opera of the 18"
Century. In 2 volumes, Moscow.

9. Odoevsky, V.F. 2011. “On Glinka's Opera: A Life for
the Tsar”, The Northern Bee. 1836. December 7,
no. 280, p. 1118.

68

10. On religious-educational and catechetical service in
the Russian Orthodox Church. The document was ap-
proved by the definition of the Holy Synod of the Rus-
sian Orthodox Church on December 27, 2011 (Journal
No. 152). URL: https://azbyka.ru/otechnik/dokumenty/
o-religiozno-obrazovatelnom-i-katehizicheskom-
sluzhenii-v-russkoj-pravoslavnoj-tserkvi/ (Accessed
on: 15.08.2024).

11. Pavlova, S.A. 2024. "Theory of Affects in the Libretto
of European and Russian Opera: from Paganism to
Christianity. Monteverdi’'s Orpheus and Glinka’s Rus-
lan”, Burganov House. The Space of Culture. Scientific
and analytical journal, no. 2, pp. 124-139.

12. The works of our holy father John Chrysostom, Arch-
bishop of Constantinople, in Russian translation: in 12
volumes. St. Petersburg: Publishing House of the St. Pe-
tersburg Theological Academy, 1895-1906. / Vol. 5 (in 2
books), 1899, p. 1007 / Conversation about psalms /
Conversation 39 on psalm 91, pp. 599-977.

13. Frolov, S.V. 2016. M. Glinka in the 21t Century. A New
Look at Personality and Creativity. St. Petersburg:
Nestor-History.

DOI: 10.36340/2071-6818-2024-20-5-62-75

CBetnaHa AHaTtosbeBHa [laBnoBa

KaHAMZAAT MCKYCCTBOBEAEHMS

JOLEHT Kadeapbl MCTOPUN My3bIKU

Poccuiickoit akageMum My3biki UMeHW THeCUHbIX
e-mail: hymnography@yandex.ru

MockBa, Poccus

ORCID: 0000-0002-1042-0397

O «KATEXV3ALUWNWN» TEATPAJIBHOT O XXAHPA
B TBOPYECTBE M. V. TTTNHKW
OlNEPA «KWMN3Hb 3A LLAPA»
K 220-TETHO KOMMNO3NTOPA
OYEPK |

Hacmosawul ouepk npoAoaxaeT JUCKYCCUIO O CreLu-
¢durKke pycckoro MysbikajsbHOro Teatpa, kotopas oT-
Kpblnacb OKOJIO ABYXCOT feT Ha3aj B. ®. OgoeBckum
M B KOTOPOW y4YacTBYOT y>XXe HEeCKONbKO MOKONEeHUN
NcKyccTBOBeAO0B. Peub naet o cogep>kaHumn «Hogo2o
HanpassieHusa 8 Uckyccmee», No cnoesam Bragnmupa
®es0poOBUYaE, BO3HUKLLIETO 1 BO3rNaBMBLLIErO MUPOBYIO
My3blKaNbHYH KYAbTypy B CBA3WN C UMEHEM PYyCCKOro
reHna — M. V. TanHkn — aBTopa Tpex TeaTpasbHbIX
CcouMHeHunn: onep «KusHb 3a vaps» (1836) n «PycnaH
n lroamunna» (1842), mysbiku K Tparegmn «KHa3b Xonm-
ckmii» (1840). 3apaHee ckaxeM, UTO NociesHee U3 Ha-
3BaHHbIX COYMHEHWUI, HECMOTPA Ha HeMpexoAfLLyto
XY[,0XXeCTBEHHYIO LIeHHOCTb, A0 CUX NOp He BKOYe-
HO B JOBY30BCKYIO NMPOrpaMmy obyyeHns My3blKaHTOB.
NcnonHeHne 3TOro COUMHEHNA B KOHLepTax — TakXe
6osbllan pegKocTb Npu ToM, 4To My3bika K Tpareauu
«KHA3b XONMCKM» ABASETCA, B CYLLHOCTU, NepBOW pyc-
CKOW MpOrpamMMHON CUMPOHNER — «CUMEPOHUYECKUM
4y0om», Kak Ha3blBan 310 counHeHme M. . YankoBckuni.

Onepa «Ku3Hb 3a uapA» Ha3BaHa B. ®. Ogo-
€BCKUM «MepPBOW PyCCKON onepoi». B HacTosee
Bpems 3TO onpejeneHne NoOHNMAETCA No-pasHoOMY
n gaxxe ocnapmueaetcs. CknazblBaeTCs BreyatieHue,
4TO 33 GNNOCODCKMMM, MY3bIKOBEAUYECKUMN, TNTE-
paTypHbIMUN U3bICKAHUAMM, «02/1yWeHHbIMU 20Cy-

B Heckosbkux ovepKkax Mbl MOAPOBHO paccMOTPUM TpU
Ha3BaHHbIX COUMHEHMA: ApaMaTyprto IMbPeTTo 1 0cober-
HOCTW My3bIKaNbHOTO BblpaXKeHws, popMMpoBaHMe 06pa3os
AencTBytolmnx nul,. Bce 3Tn cneumanbHble Bonpock! 6yayt
paccMOTPeHbI B UX OTHOLLEHUW K XPUCTMAHCKOMY MUPO-
BO33PEHWIO, KOTOPOE W ABAAETCA, Ha HaLLl B3rAAg, [aBHbIM
«MapKepoM» PYyCCKOro NCKYyCCTBa BO BCE BPEMEHa ero Cyllie-
CTBOBaHMA. OTa MblIC/lb B HaLLIW AHW, XOTA 1 3ByU4UT rpOMYe
1 rpOMYe, HO BCe ellle HeJOCTaTOYHO CepPbe3HO OLeHVBa-
eTCA B Hay4YHOW rymaHuTapHol cdpepe 1 paccmaTpuBaetca
60s1ee BCero co CTOPOHbI 3CTETUYECKOMN, ILLIb OTBEUEHHO
3aTparvBaroLLen ApamaTypruto 1 CoBCTBEHHO My3blKalbHbIN
A3bIK NPOU3BEAEHWIA, B HaLLleM Cly4Yae — orep 1 My3blku AN
TeaTpa. B To Bpems, kak MMEeHHO 3aKOHbI lyXOBHOWM XU3HM
YenoBeKa, siexallie B OCHOBE MVPOBO33peHNs 1 noseje-
HUA XPUCTUAHWHA, HEMOCPEACTBEHHO ONPEeAenaAtoT NOrMKy
CTPOEHWS TeaTpasbHOro AeiCTBUSA, OB BACHAIOT cogepa-
HVe NMBPETTO N My3bIKM, COCTaBAAA Ty CAMYIO «HOBU3HY»,
koTopas bblia o6o3HaueHa B. ®. OpoeBCkMM B CBA3M C Te-
atpasibHbiM TBOpYeckoM M. U. TanHku.

«C oneporo [uHKU sigsslemca <...> HO8AA CMUXUA 8 UCKyccmae,
U Ha4uHaemcs 8 e20 ucmopuu <...> nepuod pycckoli My3siku...»
B. @. Odoesckuli

dapcmeeHHol Mugonoeueli»[2, c. 65] aBaguaToro
PEBONFOLMOHHOIO CTONETUS, TEPSETCS BblCKa3blBaHMeE
CamMoro KOMMo3uTopa, ero obpalleHre K Kaxgomy
U3 Hac, ero Aep3HOBEHHas MPoOnoBesb «om cepo-
ya k cepoyy» [1, c. 145]. HaunHas ¢ M. . TanHKn,
onepa B Poccun ctaHoBUTCA 6osblUe, YeM CBET-
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CKMIA >XaHp . [IMHKa BOCCTaHOBW TakKyH XKaHPOBYHO
XapaKTepucTuky onepsbl, Kak ee CBf3b CO CBALLEH-
HogelcTBmeM. OnepHoe TBopUYecTBO M. V. TanHKK
MOXHO Ha3BaTb cyeHu4Yeckol nponogedsto, KOTO-
pas, cieays ApeBHeNlwen cBATOOTeUeckon Gpopme
obLeHna co caywartenem, CTPEMUTCSA akTyanm3u-
pOBaTb XPUCTUAHCKYHO UCTUHY, CAeNaTb ee XeslaH-
HOWM M UCKOMOW B KaXK,OM Y€/0BEYECKOM CepALie.

TBOPYECTBO PYCCKOTO reHWs HanpaBAeHHO NOoA-
HUMaEeT TeMy AyXOBHOM XM3HW, @ UMEHHO ee esaH-
eesibckoli OcHOBbI. «C oneporo MUHKU seasemcs
mo, Yez2o dasHo uwym u He Haxodam 8 Egpone —
HOB8aA cmuxus 8 Uckyccmee, U Ha4uHaemcs 8 e2o
ucmopuu Hoswbll nepuod: nepuod pycckoli My3bl-
Ku, — 3anucan nocne npembepsbl onepsbl B. ®. Og0-
eBCKMin, — Takoli nodsue, ckaxem, NOJA0XA pyKy
Ha cepdye, ecmb 0es10 He MOJIbKO MAaaHma, Ho
eeHus!» [9]. PaccmaTpuBaTh Bbicka3biBaHue Bna-
avmunpa ®egoposuua B chepe TOAbKO My3biKab-
HOW BO3MOXHO, HO BPSJ M A0OCTaTOYHO, Tak Kak
ONEpPHbIN XaHpP He OrPaHNYeH TONbKO My3bIKOU, HO
COeAUHAET C Heto ¢/1080 1 dpamy. Ko BpemMeHm Xun3-
HW 1 TBOpYectBa M. . TanHkun pycndukaums stnx
rNaBHbIX HanpaBAeHWI ONEPHOro XaHpa — C/0Ba,
MY3bIKM 1 ApaMbl yXe coBepmnaocb. C1080 bbino
pycndunumnposaHo B cepeamHe XVIII seka. OgHa n3
nepBbIX OMNep Ha PycckoM s3bike — 370 «Lledan
n Mpokpurc» Ha MMBPETTO «OTLa PyCCKOro Teatpa»
A.T. CymapokoBa n mMy3biky ®p. Apann (1755).
Pycudukaumnsa dpamel nponsowna B nociegHue
aecatnnetuma XVIII Beka. B komeann 310 CBA3aHO
C UMeHeM KpernocTHOro gpamartypra n Komno-
3uTopa M. MatuHckoro («CaHkT-lNeTepbyprckui
rOCTUHbIA ABOp», 1779), a Takke — Apamatyp-
ra N. A. Kpbinosa n komnosutopa E.N. PomuHa
(«<AmepmkaHubl», 1788 1 ap.), B Tpareanmm — c Te-
aTpasibHbIM TBOPUECTBOM MMMepaTpuubl Ekatepu-
Hbl Bennkon («HavanbHoe ynpaBaeHue Onera»,
1790). My3eika npoHMKanacb PycCkMm cogepka-
HWeM npexJe BCero B XxaHpe komeguun. Mimeetcs
BBUAY NPUHLMM COYMHEHUNS OMepbl «Ha roaoca».
OH pa3BuBaeTcs B CTUAIM3aLMIO, KOTOpas KO Bpe-
mMeHn M. V. ThnHkn npeobnagana Ha My3blKasbHOM
CLUEHE: NoJ, PYCCKNE HapOAHbIE XXaHpPbl, EBPONeN-

1. 3TMmMonorus xaHpa onepbl CBA3aHa CO CBALLEHHOAENCTBU-
eM. O6 3TOM CBUAETENbCTBYIOT aHTUYHbIE aBTOPbI, 06 BACHS-
lOLLME Ha3BaHWA XaHPOB «Tpareanm» n «koMeanumn». MnH-
Ka BOCCTAHOBWJ/I MMEHHO Takyto XXaHPOBYHO XapakTepucTu-
Ky onepbl, Kak ee CBfi3b CO CBALLEeHHOAeNnCcTBMEM. Ho caenan
3TO B MPOTMBOBEC A3bIYECTBY, PETYINPOBABLLEMY COAEP>Ka-
HVe TeaTpasibHbIX XaHPOB AHTUYHOCTM 1 eBponelickoro Bos-
poxaenwusa [11].
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CKWI aKaZleMUY€eCKUn My3blKaabHbIA A3bIK, OTeye-
CTBEHHOE AYXOBHOE NeHne CTUAN30BaANN MY3bIKY
OTeYyeCcTBEHHble KOMMNO3MTOpPLI. Hanpumep, reHui
BOAEeBMAbHOrO TeaTpa A. H. BepcTtoBckuii.

Mouemy xe npu TOM, 4YTO pycndunkauma cno-
Ba, MY3bIKW 1 APaMbl C1ly4mnaach 3af0ro A0 pas-
BepTbiBaHMA TBOpYeckoro reHna M. V. TanHkn,
pOAOHa4YaNbHUKOM PYCCKOW ornepbl Ha3biBatOT
VMEHHO ero?

My3bika 3aH1MaNa BaxHenLlee MeCcTo B XXU3HM
KomMno3uTtopa ¢ camoro getctea. C MaageHyecTBa
W FOHOCTW OH BMNUTaa OCHOBHbIE €€ HanpaBaeHns —
HapoAHOe, AyxOBHOe, akageMunyeckoe. OcBoeHne
HapOAHOM My3bIKM MPOU3OLLJIO, HanpuMep, Yepes
NEeCEHHUL, N UTPYHOB U3 NPUHAANEXALLMX CEMEN -
cTBy [MMHOK cen n sepeseHb. Kak n3sectHo, Muxaun
ViBaHOBMY pocC Nog, YyTKMM NPUCMOTPOM 6abyLu-
KW, KoTopas 6eperna BHyKa A0 TOro, UTo Aaxe
peAKo BbiMyckKana ryiaTb, HO 3aTO ycTpowna Ans
Hero, CBOero poja, HapoAHYt0 GUNapMOHUIO U3
NPUraaWeHHbIX apTUCTOB. OTO NepPBOe My3blKasb-
Hoe BreyaTneHune Bbl1I0 YCBOEHO KOMMO3UTOPOM
W CTano ero poAHbIM My3blKabHbIM A3bIKOM — Ha-
poaHbIM, donbkaOpHbIM. BTopoe Bnevatnenne —
JAyXOBHas My3blKaJbHas KyAbTypa, KOJOKOAbHbIN
3BOH, LLlepKOBHOE MeHune, BOLWAN B XXU3Hb [NNHKMK
yepes eAVHCTBEHHYHO BblE3AHYHO PajOCTb MAA4EH-
La 1 oTpoka — nocelleHne LepKBM Ha BbIXOAHbIX.
MoxHo cebe npeacTaBuTb, C KAKUM BAOXHOBEHMEM
OTNPaBAAACA MalbuuK B «nyTellecTBue» K 6oro-
CNY>KEHWIO W TOBUA KaXAbli 06epTOH KOJOKOJ0B,
KaXAbl BO3r/1ac CBALWEHHUKA B Ananore ¢ KAMpo-
LWaHaMm1 1 MOJAWMMUCA B Xpame. HakoHeL, TpeTbel
My3blKaJbHO€ BreyaTAeHne HacTUra0 KOMMO3UTO-
pa B OHOM BO3pacTe, korga Muxaun MiBaHoBuY
NoAYy4YMI NPAMYHO BO3MOXHOCTb MO3HaKOMMUTbLCA
W y4acTBOBaTb B MCMOJHEHUWN aKaZAeMUYECKOW My-
3blkn. bpat maTepu Bragen cumboHNYECKUM opke-
CTPOM, B KOTOPOM ByAyLLMA KOMMO3UTOP Hayumnacs
nrpaTtb Ha MHCTPYMeEHTax, U MpeKpacHO 3Haa CBeT-
CKWlA penepTyap 2.

My3bikanbHoOe BocnuTaHue MMNHKN OKa3anoch
€CTeCTBEHHbIM, PaHHUM W HeMpepbIBHbIM, B 3pe-
Nible oAbl 6bI10 YMHOXEHO Ha HOBble Breyate-
HUA U HOBOE (B TOM UuChe, 3arpaHNYHOE) yyYeHue.
B cobcTtBEHHOM TBOpUECTBE YPOBEHb CTUAM3ALMM
okazanca gna M. V. TanHku HeakTyaneH. 370 He 3Ha-

2. MopapobHo o My3bikanbHOM BocnuTaHnn M. W. TanHKuy, a Tak-
e O cofepXaHnn TBOpYeCTBa U O IMYHOCTM KOMMO3MTOpPa
cm.: ©ponos C. B, M. W.TanHka B XX| Beke. HoBbIV B3rnsg Ha
JNINYHOCTL 1 TBOpYecTBo [13].

YWT, YTO OH He OMMpPasnca Ha OCHOBHbIE 3BYKOBbIE
NOTOKM — HapOAHOe TBOPYECTBO, yXOBHOE Ne-
HVe 1 akajeMunyeckyro Tpaauumio. Bce ato ectb
B €ro CounHeHwuax. Ho TBOpUYeCKnin reHnin Kommno-
3UTopa «nepennaBuI» HanpaBAeHWs, NMTaBLUNE Ha
NPOTAXEHUN BCEA MCTOPUMN My3blKaibHYH 061acTb
TBOPYECTBa, B UHAUBUAYANbHbIN, aBTOPCKUIA My3bl-
KaJbHbIA CTWUAb. BoT B uem nepeeHcTBo M. U. T1nH-
KW Ha ypOBHe My3blkv — B CO3,aH// aBTOPCKOro
My3blKa/IbHOTo cTuAsA! O6BACHUTL ABNEHUSA «CTU-
n3auuun» 1 «aBTOPCTBa» — BOMPOC He NMPOCTOM.
MaTtemaTmuyeckn TOYHOro MeToAa HeT, HO BO3MO-
>KEH BHUMaTE/IbHbIV CyXOBOW aHanu3 3. Hanpumep,
B PuHane cueHbl CycaHVHa C XOPOM B TPETbEM Jel-
ctBun Tema «Cerepalime sawy ceadeby 6e3 mMeHs»
KOMMNOo3uTOop cobupaeT MHTOHaLMN HapPOAHOrO
niava-npuymMTaHuns, MoxeT HblTb, pOMaHca U, Co-
BEPLUEHHO TOYHO, puTopUYeckme GuUrypbl CBETCKOM
eBponencKon Tpaamunm — TeMy Kpecta. Ho otge-
JINTb O HO OT APYroro He NPeACcTaBAAETCA BO3MOX-
HbIM, BCE CMasiHO B eAWHbIN CTUNEBOM OpraHun3m.
B 1o e Bpema y A.H. BepctoBcKkoro, Hanpumep,
B [MecHe HenzBecTtHoro «B cmapuHy xusanu dedbl»
13 NepBOro AenCTBMA onepbl «ACKObA0Ba MOruia»
CAbllWHa 6e3ycnoBHan CTUAN3ALIMA NOA ObIVHHYHO
MecHb, Kakol npeacTaBasv ee cebe oTeyecTBeH-
Hble My3blkaHTbl XIX Beka. TakxXe nHansMayab-
HOCTb OT/IMYAET aBTOPCKYH My3blky M. . TNnHKK
B TEMe Ha4yanbHOro xopa «B 6ypro 80 epo3y cokon
no nodHebecoro...» OT CTUNN3OBAHHOW MOA HapPOA-
Hyto necHto «lol, mel JHenp wupokud...» A.H. Bep-
CTOBCKOTO M3 onepbl «ACKONbAOBA MOTUAa» U T.4.

CnoBo B paboTe KOMMo3uTopa n AnbpeTTm-
CTa Haj TekcTom onepbl «)KU3Hb 3a Lapsa» Tak-
>K€e BbILWIO Ha HOBbIV YPOBEHb B3aUMOAENCTBUSA
C MY3bIKOW — TOT, KOTOPbIN NOAYYMA LWMPOKYHO
N3BECTHOCTb B CBA3U C TBOpYecTBOM P. BarHepa .
Bot B uem nepseHctBo M. . TAnHKK Ha ypoBHe
cnoBa: «XXu13Hb 3a Lapa» — nepeas pycckas one-
pa, B KOTOpol mekcm aubpemmo poxoeH My3bi-
kol (a He HaobopOT, Kak 0BbLIYHO 3TO AeNanocCh,
Korga My3blka cO3/aBanacb Ha y>e rotoBoe au-
6peTTO0). «M0é 8oobpaxeHue <...> npedynpeduso
npusexHoz20 Hemya, — nucan Muxaun ViBaHo-
BUY, — Kak 66l no soswebHomy delicmauto 80py2
co3dasica naaH yesaol onepel <...>, MHO2Ue MeMbl

3. Mol uMeeM BBUAY «MaTeMaTUUeCKNn» METOZ aHaan3 My3bl-
KaNbHOrO CTUASA, KOTOPbIV Npeg/iaraeT B CBOMX paboTax npo-
deccop PAM um. MHecuHbIx, kaHa. nck. FO. B. Bacunbes [3].

4. BarHep v310XWJ TEOPUIO My3blKaJbHOW ApamMbl B CBOWX pa-
6oTax: «Xys0>KecTBeHHOe npounsseseHune byayuiero» (1851),
«Onepa u gpama» (1851), «Mucbmo k ®. Bunno» (1860).

u daxe nodpobHocmu paspabomku — ece 3mo pa-
30M 8CNbIXHY/10 8 204108 Moeli» [5, c. 64]. My3bl-
Ka «XM3HW 3a Laps» He NopaxkaeT KOMYeCTBOM
NeATMOTMBOB — 3TO NMpaBAa, B UHTOHALMOHHOM
niaHe OHa OPVEHTMPYETCA NPeVMYLLECTBEHHO Ha
6onee kpynHble obpasoBaHuA — Tembl. OfHako,
TemMaTtmyeckas gpamaTyprus onepbl ckaajblBaeTcs
B MPOMW3BOAHOCTM TEM OT F1aBHOW MHTOHALMOHHO-
TemaTmyeckon Mbeicam («Cmpaxa He cmpauwyce!
Cmepmu He 6oroce! Jls2y 3a yaps, 3a Pyce»). B ue-
JIOM TeMaTnyeckune CBA3N onepbl MOXHO paccMa-
TpYBaTb Kak CTyneHb GOPMMUPOBaHMNA My3blKalbHOM
ApaMbl. HanpumMep, TeMbl XOpOB Onepbl — Havalb-
HOro MY>CKOro «B 6ypro 80 2po3y...» n GUHaNbHOro
cMewaHHoro «Ciasecs Omeyecmeo» — cobupa-
tOTCA B LLleHTpe onepsbl, B naptumn VisaHa CycaHuHa
«Cmpaxa He cmpawyce...» B CLLeHe € NoasKammn ns
TpeTbero AencTBna. HekoTopble CLeHbl MOCTPOEHbI
Kak CKBO3Hble, B KOTOPbIX XapaKTepuctmka repo-
eB pOXJaeTcs, OTpaxas Masble ABVXKEHWUA MbICIN.
Hanpumep, naptma AHTOHWAbI B CLUEHE C noasaka-
MW 13 TpeTbero AencTBus, NOAHMMAET Bbipasu-
TenbHble cpeactBa KaBaTnHbl 1 POHAO AHTOHUADI
13 NepBOro AENCTBMA, OTKIMKAACh Ha NepemMeHy
HaCTPOEHMSA TEPOUHM.

Ob6patiM BHMMaHMe Ha To, YTO npouecc pabo-
Tbl HaJ, CNOBOM MpW CO34aHUN AMBpPeTTO onupan-
CA Ha KayecTBO COAep>KaHMA U 3ByYaHUA TekcTa.
Takoro poga TpeboBaTeNbHOCTb JOroe BpemMs He
No3BoJifiIa KOMMNO3UTOPY HaWTn AnbpeTTmcTa. Pac-
NPOCTPaHEHHbIM B MYy3blKOBEAEHUWN B3rNS40M Ha
noaTmnyeckoe TBopUecTBo bapoHa Eropa ®epopo-
BMYa GoH Po3seHa, cTaBLLero NMH6PeTTMCTOM Onepsbl,
CHUCXoAnTeNbHOE. [leNcTBUTENbHO, 3aHUMaTLCS BCe-
pbe3 NMBbpPeTTo He CTann NpPU3HaHHbIE NO3ThI, CO-
BpeMeHHukn M. V. TavHkn, a E. ®. doH PoseH npwm
noaaep>xke H. B. KykonbHMKa BbINOJHWA NOCTaB-
NeHHble 3agaun, TpeboBaBLUMe B3aUMOAENCTBMSA
CNI0Ba C My3bIKOW. VI3BeCTHO pacxoxee TpeboBa-
HMe NPOCTOTbI W, BMECTE C TeM, 06pa3HOCTM NO33uK,
npegHasHaueHHON 415 My3blKaJbHOW MHTepnpe-
Tauumn. Ha Haw B3rasg, 3to TpeboBaHne abcontoT-
HO BbINOJIHEHO B nbpeTTO. MNpUBesemM B npumep
HacTopaXKMBaroLLyHO UCCaef0BaTENEN, HO OT 3TOTO
He TepsAoLEen CBOe TOYHOCTU 1N PACNONOXEHHO-
CTU K My3blKaJlbHOMY PeLLEHMIO, HaYabHYtO Gpasy
KBapTeTa M3 TPeTbero AencTBus: «He po3aH B caay,
B oropoge! LiBeTét AHTOHUAA B Hapoge...». [ToM1mo
aNar3UN Ha HapOAHOe «BO Cafy-/v, B OTOPOAE...»,
34eCb YANBUTENbHO NMPOCTO M 3BYYHO «CXBAYEHO»
cornacue HapoOHO020 — e8aH2e/IbCKOMY «AKO Pu-

71



HUKC npoygen...» > — TaK roBopsT, Korjaa noguep-
KMBAOT MPONCXOXAEHME MPOCNaBAAEMOro CBATOrO
OT NpaBefHbIX poAnTeneln nan pogaa. «Llgemerue»
AHTOHWABI yCBaMBaeTCsA PyCcCKOMY Hapoay, KOTo-
POMY OHa M MPUHaANEXMUT.

C TOUKM 3peHUsA TEXHWNKM «MOATEKCTOBKN» MeENo-
Avn obpaluaet Ha cebs BHUMaHWe TakoKe ApamaTtypris
OrN1IaCoBKW TeKCTa B COJbHbIX NapTuax. Jinbpertmcry
yAaeTcs no TpeboBaHMI0 KOMMNO3UTOPa, KOTOPbIN, Ha-
MOMHUM, Bbla1 MPeKpacHbIM BOKa/bHbIM NeAarorom,
caenatb neHve yaobHbIM AN UCNONHWUTENS, @, 3Ha-
UmnT: ronoc byaet BeNNKONEMNHO, ECTECTBEHHO 3BYy4aTb!
BcnoMHuM, HanpuMep, Kakoe cknaAblBaeTca Herpe-
KNOHHOE cmosHUe H6aca Ha eAMHCTBEHHOM YAapHOM
3ByKe «a», 0bpasyroLlemM CKpbITOe roN0CoBEAEHME,
puUTOpUYEeCcKyto TeMy KpecTa B MeJoANN Ha CNOBa
«CbIrpanTe Bawy ceaabby 6e3 MeHs...» U3 TPETbErO
AencTBMA. A BOKPYT 3TOrO «G» — U HUXXHUE, N BEPXHME
TOHbI PacKpbIBarOT BCE BOosbLIee cMAMeHUe B CUTY-
aumm, B KOTOpoW noetcs TekcT: CycaHuH npoLaeT-
CA C JOMEPDLIO, OH YXOAMUT «yKa3aTb NossikaM AOpory
K LLapto». AHTOHMAA ByKBaNbHO M1ayeT B HUCXOAALLMX
¢dpaszax, npuweawmnx 13 KaBatrHbl NepBOro Aencremns,
TOJIbKO OHW «OYMLLEHBI» OT «MaCTYLLECKU»-UHCTPY-
MeHTa/IbHbIX KoaebaHWii 1 3ByYaT KpaTKoO U HacToM-
UMBO B CBOEM HE3bICKYCHOM «CbpacbiBaHMM». ITO,
Ka3asocb Obl, MPUEM HapPOAHOro MeHus, HO Bblde-
JUTb €ro N3 POMaHCOBO-PEYNTATUBHOW MNaAUTPbI 3BY-
YaHWA HEBO3MOXHO!

Ha apame (peiictBun) B onepe «XXKM3Hb 3a
Laps» ocTaHoBMMCS noapobHee. M. . TnnHka 06-
PaTUACA K CHOXETY, Y>Ke N3BeCTHOMY 1 MpeAcTaB-
NEHHOMY Ha pYCCKOW onepHow cueHe. B 1815 rogy
B bosbwom Teatpe CaHkT-leTepbypra cocTosnach
npemMbepa onepsbl «MBaH CycaHnH» Ha AMbpeTTO
PyKOBOAUTENA pernepTyapHOM YacTu umnepaTop-
CKMX TeaTpoB, kHA3s A. A. LLlaxoBCKOro ¢ My3biKoi
KOMMO3UTOpa 1 AnpuKepa MMNepaTopckmx Tea-
TpoB K. A. KaBoca. M. U. TanHke mbicab 06 VBa-
He CycaHWHe, B KayecTBe repos 3aflyMaHHON UM
«pycckol onepbi», npeanoxua B. A. XKykoBcknii:
«Ko20a s u3vsasua C80E XenaHue NPUHAMbBCA 3a
pYCCKyto onepy, — u4uTaeM B «3anunckax» Muxan-
na MieaHoBunua, — Xykosckuli uckpeHHo 0006pun
Moe HamepeHue U NpedoxXua MHe croxem «Mea-
Ha CycaHuHa». CyeHa 8 siecy 271y60Ko 8pe3anace
8 MOéM 8o0bpaxkeHUU; 1 Haxo0us 8 [Hell] MHO20
OpU2UHA/IbHO20, XapaKMepHO pycckozo...» [5, c. 64].
Mcxopa w3 ckasaHHoro, onepa Waxosckoro n Ka-

5. «[lpasedHuk siko puHUKC npoysemem: ko kedp, uxe 8 /u-
saHe, ymHoxumca» (Mc. 91:13) [12].
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BOCa He paccMaTtpmBanach [MHKOM 1 XKyKoBCKMM,
Kak «pycckas». Yto xe B Hel bbli1o He Tak?
Mpexae BCero, 3aecb cnefyer ckasaTb O XKaH-
pe. Onepa «MBaH CycaHunH» Bblna onpegeneHa
NMBpPeTTUCTOM, KakK aHeKAOoTMYeCKasn, TO eCTb KO-
medus. Onepa M. V. TANHKN ABASETCA HECOMHEHHO
mpazedueli n, 6onee TOro, Tpareaneln c UHOM, No
CPaBHEHUIO C eBPOMENCKON TpaguLmen, ceepx3asa-
yen 8. dTa «cBepx3agaya», Ha Hall B3rnsag, cOCTonT
B KaTexmsaLuu caylatens, To ecTb B ero npocee-
LLeHNM eBaHreNbCKoW UCTMHOW 7. B TO Bpems, kak
eBponenckas onepa, BbIpocCLllas U3 HacaeAHULbI
CBALLLEHHOAENCTBUA — ApPEBHErpeyeckor Tpare-
Ann, B6bla «BO3pOXKAEHa» HEOOXOANMMOCTLIO Ha-
NOAHNTb NepexuBaHnAMM adPeKTOB (CTpacTen)
>XM3Hb BepyoLWmMx B NnpoTecTHoe HoBoe Bpewms.
B ueM >xe BbIpa3nnocb 310 HeobblYHOE ANA CBET-
CKOTO XaHpa ABJeHne — «KaTexmsaumsa» cayLla-
Tena? CpaBHWUM cBepx3agaum onepbl M. V. TanHkn
«Kun3Hb 3a uapa» n K. A.Kasoca «MBaH CycaHunH»,
KOTOpble POPMUPYHOTCA B CIOBECHbIX, MYy3blKab-
HbIX 1 AEACTBEHHbIX XapaKTepuUCTMKax NepCoHaXxen.
B TabavLe BbINMCaHbl UMEHa BCeX PyCcCKUX repo-
€B Oonepbl B TON Xe NoC/ief0BaTeNbHOCTH, YTO B In-
6petTo (Tabavua 1). ObpaTM BHUMaHWE, YTO NUMA
cbiHa CycaHuHa y M. U. TanHkn noBTOpAeT nMma oTua
(B oTmume ot inbpetTo A. A. LLlaxoBckoro, B KOTO-
POM Masibumka 30BYT Anekcen). ITO NokKa3bliBaeT
06LLHOCTb, MPEeeMCTBEHHOCTb MOKOJIEHWU Aaxke Ha
ypOBHe nmMeHoBaHuA repoes B onepe M. . TanH-
Ku. B nepBoM oyepke paccMoTpum obpas gouepu
MBaHa CycaHuHa, Kak OH CKNajblBaeTca B aHeK0-
Tnyeckor onepe Kasoca (Mawwua) n HapogHown onepe
FAvHKkKn (AHTOHMAR). B ninbpetTto onepel M. W. Thnh-
K UMeHHO AHTOHWAA NOSABAAETCA Ha CLiEHe NepBON
U3 YeTbipex CONMCTOB, MOCAeA0BaTENbHOCTb BCTY-
naeHuna nojyvaetca cnegyrowas: AHToHnaa, Cyca-
HuH, CoBWHUH, BaHs. B anbpetto onepsbl K. A. KaBoca
nopsgok nHon: Mateel, Mawa, CycaHuH, Anekcen.

6. HanomHum, TepMUH «CBepx3agayva» B OTHOLLEHUN TeaTpasib-
HOW gpamatypruv n ncnonxHutenbctea eaegeH K. C. CtaHuc-
naBcknM. «CBepx3afiaya — 3TO «TNaBHas WAeliHas 3ajava,
Lenb, pagn KOTOPOU CO34aéTcs Nbeca, akTEépckunin obpas,
cnekTakab» [6].

7. Katexusauwus Hapsay C pesmrnosHbiM obpasoBaHneM COCTaB-
NAeT NpocBeTuTenbckoe cnyxeHne Liepksn. Katexmsauyms —
3TO cogelicTBre yBepoBaBLieMy B bora uenoseky B co3Ha-
Te/IbHOM W OTBETCTBEHHOM BXOXAEHUM B XM3Hb Llepksu. Pe-
NnrnosHoe obpasoBaHye — 3TO HacTaB/ieHWe NPaBOCNaBHOMO
XPWUCTUAHUHA B UCTUHAX BEPbl Y HPABCTBEHHbIX HOPMaX Xpu-
CTMaHCTBa, NprobLueHme ero k CeaLeHHOMY MncaHuio 1 uep-
KoBHOMY [peAaHuto, B TOM YMCe K JINTYPruyeckom XXN3HU
LlepkBu, kK CBATOOTEYECKOMY MOJIMTBEHHOMY M acKeTUYeCKo-
My onbiTy [10].

«MBan CycannH» (1815),
HapogHas onepa B AByx AencTBusax[7]

«Kun3Hb 3a Lapa» (1836),
Bonblias onepa yeTbipex AeNCTBUAX C SMUAOTOM
[4]

VIBAH CYCAHWH, kpecTbaHMH PomaHOBbIX

MBAH CYCAHWNH, kpecTbaHWH gepeBHU [JOHMMBI

AJIEKCEW, cbiH ero

AHTOHWNAA, ero aoub

MALA, aoub ero

BOr4AH COBVHWH, ee xeHunx

MATBEI7I, XeHux Mawn

BAHA, cupota B some CycaHnHa

Tabauya 1

WNtak, goub MBaHa CycaHmHa. B o6enx onepax
nepcoHa< NOABAAETCA C COAbHbIM HOMEPOM, Tpe-
TbMM MO NOPAAKY OT Hayana onepsbl: Mawa (y Kaso-
ca) noet Apwuito, AHTOHUAA (y FnnHKkKn) — KaBaTuHy
n PoHpo 8.

Apun Mawm (N2 3, KaBoc) npegLuecrsyet BCTy-
nuTenbHbI Xop «He bywylime, sempei byliHble, / He
cHocume sucma xenmoeo /C neca 4acmoao mame-
poeix dy6oe» (N2 1) n KynneTbl C XopoM, 3aneBanol
KOTOpbIX BbiCTynaeT MatBei, xeHux Mawwu. B ero
pacckase o nobese Haj Bparom, 3aMeTUM, HUYero
He yKka3bIBaeT Ha TO, UTo cam MaTBel 6bia1 B OMNOJ-
yenuwn: «Cnasa bozy munocepdomy, / 3eM0 pyccKyro
om 6ed OH cnac. / Cnasa solicky mosodeykomy, /
Tpydeto kpenkoli omcmosno Hac. / Bo3cusio conHye
kpacHoe / Had Mockeoro u3-3a 4epHeix myy» (N2 2).

Apua Mawu noka3sbiBaeT repovHIO B pagocCT-
HOW yCTPEMJIEHHOCTM K CcBafbbe, 6e3 TeHW BHUMa-
HUA K YNOMAHYTbIM MaTBeeM «YepHbIM my4yam»:
«Ckopo, ckopo Mel ¢ moboro / [Mod seHey, moli Opye,
notioém. / U1 e nrobeu o0Hol dywioro / Llomom cras-
HO 3axueém. / XKusy4u ¢ moboro emecme, / bydym
padocme o0He. / Ckosib mel MU ceoeli Hegecme, /
Cmounbko x 6ydewib Mun xeHe.». [locnesHAs MbIC/Ib
ocobeHHO 3aHMMaeT Mally, 1 OHa HeCKo/bKO pa3
yBepeHHo noeTopseT: «Cko/lb mbl MU cgoeli Hege-
cme, / Cmosneko x bydewe mua xxeHe. CmMoJbKo X,
CMoJ1bKO X b6ydewb mus xeHe. Ax!» [7, c. 2-5]. Co-
CPesOTOUEHHOCTb Ha cebe NHBMMON — CBOUX MbIC-
NAX N YyBCTBaX AOBOAAT FrePOUHIO AO YCUIEHHOro
cepauebueHmns, KOTopoe CAbILKTCA U HaM B CrieLm-
anbHOM n306pa3ntenbHOM puTMme 1 dakType op-
kecTpa: «Tak 8 epydu cepdeuko bbemcs, / Ymo He

8. B knaBumpe onepbl M. V. TanHkn «XKn3Hb 3a uapa» 1880 roga
n3aHna ykasaHo: «Apus n PoHgo» — B pyc. Tekcte, «Cavatina
und Rondo Antonida» — B HeM. nepesoge [4].

MOXHO pacckazame <...> /Ymo He MOXHO paccka-
3ame, / Ymo He MOXHO pacckazame» [7, c. 6-7]. Ha-
KOHeL, 6yATo BOObLLe 3abbiBas O XeHuxe, HeBeCTa
npeaenbHo BO3Oy>XaaeTcs KapTUHON cBasebHOro
nMpa, KOTOPbIA COCTOUTCA «y Heé»: «BepHsis mou
nodpyxku, / Bce cocedu, ecs podHs, / Bcs depesHs,
csaxu, Opy>xku / 3anupyrom y meHs» [7, c. 9—13].
Takas Kpenkas, JOMOBUTas XO3AMKa: ...y MeHs...».

XaHpoBas ocHoBa Apun — Noabka, pUTM 1 COo-
NpoBOXJeHWe KOTOPOW ciedyeT 3a OTTeHKaMu
cogepxaHusa. «Ckopo, ckopo Mel ¢ moboro...» Aa-
eTCA B MOArON0COYHOW NeceHHOW GakType v ner-
KO, He 0BbpeMeHNTeNbHO 3BYUUT. «CKOIb Mbl MU
ceoeli Hegecme...» OA€TO B reponyeckume, nayuime
no 3BykaM obpalleHns Tpe3Byuns, BO3rnacbl op-
KecTpa 1 T.4. B uenom nonyyatotcs GpakTypHble
BapuaLmu B XXaHpe NoabKW, KOTOPble NPU HEKO-
TOPOM pa3HOO6pa3mm BCE-TakM HAXOAATCA B paMm-
Kax ogHoro ajpdekra — paf0CTHO repomUecKoro
C raJlJaHTHbIM YKJIOHOM B HapOAHOCTb, Takas
«Heano/nTaHCcKas» NeceHHo-TaHLeBaAbHadA re-
pouka °. B uem xe 3akntoyaetcs 2epousm Mawwn?
OueHnBasn cosepkaHve TekCTa 1 xapakTep My3bl-
KW, MOXHO CAenatb BbIBOJA, YTO — B FOTOBHOCTM
HeBeCTbl COXPaHATb PaAOCTHOE pacnofoXeHune
K XXEHUWXY, KOrga OH cTaHeT ee MyxeM: «Cko/b
mel Mus cgoeli Hegecme, CMOJIbKO X bydewb Mus
JKeHe». B nyulimx TpaguLmax KoMm4eckon onepbl
KaBoc noguepknBaeT MOpaibHY CTOPOHY OTHO-

9. KaHpoBOCTb Hblsia CBOWCTBEHHA HEaMNoOIMTaHCKOW ONepHOM
LIKole, B KOTOpOI chopMUpoBanca CTuab 6apoyHoii onepsl
seria/buffa n k nepsoii uetseptn XVIII Beka pacnpocTpaHui-
cA Ha onepHble Tpaguuum BeHeuunn, PumMa, BeHbl 1 ap. My-
3blKaNbHbIX cToAML, EBponbl. O6 nctopmn v ctune 6apoyHow
onepbl, B TOM YKC/Ie, O HEAMNOANTAaHCKON KOMMO3UTOPCKOWM
wkone cm.: Jlyukep M. B., Cycugko . 1., UtanbaHckas onepa
XVIII Beka [8].
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WweHun B cynpyxectee. OpkecTp pagyeTtca BMecTe
C repoviHen, OoTKpbIBas 1 3aBepluas Apuio 3Byya-
HueMm TyTTU. VITak, pagoctHaa reponka — BOT OC-
HOBHOU addekT 3TON apuu.

KasatnHa u PoHpo AHTOoHMAabI (N2 3 ThnH-
Ka) nocTaB/ieHa Noc/ie ABYX, OTKPbIBAOLLUX ONepy,
XOPOB: MY>CKOrO C MOJIOAELIKOW necHen «B bypro
80 2po3y cokosl no nodHebecbro hpasum MoJ10-
deykuli nyme...» (N2 1) 1 X€HCKOro — € AMpUKO-
naTpuoTMUYeckon necHen «Ha 306 ceoeli podHoli
cmpael 1iemsam eé coiHol...» (N2 2). Nossaaace nocne
NPOTSAXXEHHOrO XOPOBOrO 3BYyYaHMs, CObHbIN HOMepP
0cobeHHO obpalliaeT Ha cebst BHMMaHue. B otanune
ot «MBaHa CycaHnHa» KaBoca, rae B caeayroLmx
APYr 32 4pyromM HOMepax BO3HWKaA CBOEro poaa
Aaunanor xeHuxa (Kynnetol ¢ xopom N2 2) n HeBecThl
(Apusa N2 3), B «XKXn3Hun 3a uapsa» MuHKn BbIxos AH-
TOHWAbI OCBALLLEH Kpackamun oduHoYecmaa. Bmecto
OpPKECTPOBOrO BCTYMNAEHMWSA 34€Ch 3BYYUT OAMHOKMNIM
HaWUrpbILW «MacTyLleckoro poxka» (knapHer). Mo-
XeT HbITb, OH AOHECET BECTb O BO3NO6AEHHOM ApY-
re? MapTus AHTOHWAbI OTKPbLIBAETCS MOBTOPEHNEM
YCAbILLAHHOrO MHCTPYMEHTaNbHOrO Haurpelwa. He
necHs, a Haurpblw. He «nodpyxku, cocedu, Opyx-
KU, poOHSA», @ NoNe, peKa 1 BOJIHbI, OT KOTOPbIX Je-
BYLLIKA X/EeT BeCTOUKMN O XeHuxe: «B nose yucmoe
enaxy, /Boose no peke podHol o4yu depxy, / Bos-
Hbl K HaMm udym, udym, / J/IeOuHbl 2po3Hble nibigym,
naeieym /...» [4, c. 28-29].

OueHb TOUHO NepesaHo My3bIKOW cOCMosHUe
00UHOYeCmMea 2epouUHU, @ 3Ha4YUT ee HaLleNeHHOCTH
Ha Atobumoro bosee, yeM Ha camy cebs. Kak nHa-
ye Bblpa3uTb Nt060Bb AHTOHWUABI K XXEHUXY BOUHY,
0 KOTOPOM HEeW3BEeCTHO faxe TO, UTo OH XmnB? Ka-
Kune TyT MbiCAu O cBagbbe! B pycckom s3bike 3ameuva-
TeNIbHO 0603HaYeHMe NPUHAANEXHOCTU MY>KCKOMY
1 XXEHCKOMY NoJ1y: «No», TO eCTb «MOoNOBUHa» [14].
My>UMHa 1 XeHLIMHa TONbKO BMeCTe CTaHOBATCS
LeblM UAK, Kak TOBOPUTCA B CBATOOTEUECKOM Tpa-
AnLMKN, 06pasyroT «HOB020 Ye/108eKa», a MO OTAE/b-
HOCTM OHW — NOJNIOBUHKMW. AHTOHWAA 3TO YyBCTBYeET
cBOUM NtobAWwmMM cepaLeM, a NuHka 3actaBnset
MOYyBCTBOBATb HAaC: B OANHOKOM NMOBTOPEHUM UH-
CTPYMEHTa/IbHOro HauUrpbILWa, a He B HaNEBHOW ecTe-
CTBEHHOW ANS &@BNYECKOTO UCMOJIHEHWA MENOANY;
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B OJMHOKO 3BYy4alLeM XEHCKOM rosioce 6e3 opke-
CTPOBOrO COMPOBOXAEHUA U Ap.

Ho, kak 310 Bcerga 6biBaet y M. V. TanHkm, obpas
nepcoHaxa popmMmpyeTcs, poxaaeTcs OykBaabHO
«Ha rnasax». /1 Bot yxxe AHTOHMAa HacTpanBaert-
CA Ha CBeT/bI A0OOBHLIA Nlaj poMaHca, U BOT
y>Xe UrpaeT B BECENOM XOPOBOJAE, NEPEXOAALLEM
noyTn 4to B NasAcky. KasatnHa n PoHAO Hanuca-
Hbl B Tpex4acTHon popmMe C ANHAMUKOW XaHPO-
BOro npeobpasoBaHus My3blkK, Kak U3MEHEHME
MblC/Ieli MepcoHaXa, ero CnocobHOCTH YyBCTBO-
BaTb «B AMana3oHe» OT nJjaya Ao nasca. Bot ka-
kas pasHuual Y KaBoca — kpenkas xo3saika Malua
C OCTPO pa3BUTbIM BHUMaHNEM K cebe: «...8 2py-
Ou cepdeyko bbemcs...», «...3anNUPyOM y MeHs...».
MoaBwur eé 3akato4aeTcs B JOCTOMHOW KOMEAUN ro-
TOBHOCTU «MUJI08AMb» MY>Ka, TakXe Kak XeHuxa:
«...6ydewb Mun Hegecme / ...6ydewib MU XeHe...».
My3blka Mawun — dakTypHble Bapuvaumm BO BMOA-
He cebe eBpONenCcKOn CTUANCTUKE, HE BbIXOAALLEN
3a pamMKK O4HOro >XaHpa — noJsbku. Kak oH cBsizaH
C pyccKoW reponHein? Yepes ceeTckoe apuctokpa-
TUYECKYH NPUBEPXXEHHOCTb K MoAbkaM Ha Banax.
O6pa3 Mawwn — B3raag Ha Poccuto ns banbHom
3anbl [MeTepbypra. Y [MnHKM — He 3HalowWas Kysa
ceba feTb OT OTCYTCTBMA pAAOM AtobumMoro, AH-
TOHMJAa, KOTopas, XOTb U NPUXOANUT B COCTOSAHME
030pCTBa B MeuTax o cBaabbe K KoHLy PoHpao0, HO
NyTb K 3TOMY Ha4MHaeTCca ¢ Niayda — He o cebe,
a o0 HeM. [lymaTb O ApYyromM TakXe, Kak O CamMoW
cebe n gaxe 6oblle — BOT B YUEM repon3m AHTO-
HMAbl. OH BblpacTaeT He 13 XXUTEUCKO Mopanuy,
CBA3aHHOWV C BbIroA0oM Anda cebs, HO U3 eBaHreb-
CKOW UCTUHBI. «3anosedb HoBYro 0ar0 8aM: Jt0-
6ume Opye dpyea» [NH. 13:34], — cka3zan Xpuctoc
noaam Hoeoro 3aBeTta, — «803/1H06U 6/1UXHE20
ceoeeo, kak camozo cebs» [Mk. 12:31]. B ncnon-
HEeHWW 3ToM 3anoBean 1 nokasbieaeT M. V. TanHka
CBOIO repOVHI0. AHTOHMAA OTKPbIBAETCA CAyLLATENHO
B OXWUAAHUMN XEHUXa, Y HEE U CBOUX MEJOANN-TO
B Hauasie HET, TOJIbKO AOHOCALLUMIACA n3janeka 3ByK
pO>KKa, KOTOPbI OHa MOBTOPAET B HajexJae yc-
NblWaTh, NPOYNTaTh «MO rybaM» Haurpsbllla BeCTb
0 BO3/t06EHHOM Apyre.
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