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Abstract. This article concentrates on the Russian reception history of the
most famous church work by Wolfgang Amadeus Mozart, his Requiem mass in
D minor, in the 19th—beginning of the 20th centuries, up to the Russian
revolution. Taking as a premise some research methods outlined in current
studies by Simon P. Keefe (Mozart’s Requiem, 2012) and Mark Everist
(Mozart’s Ghosts, 2012), it shall propose its own research strategy that views
the ‘Russian after-life’ of this unfinished masterpiece from different angles.

First, I shall contextualize the Requiem reception history within local
editorial practices, scrutinising a number of editions, transcriptions, and
arrangements, published in Russia in the period under consideration (e.g.,
a vocal score with A. Maykov’s Russian translation of the text printed in Saint
Petersburg). Second, I will illustrate the process of Requiem’s integration into
the repertoire of the most influential concert organisations (such as the Saint
Petersburg Philharmonic Society), using a sample of extant concert programs
and announcements. Third, I will outline a wide range of approaches towards
this composition and its performances in musicological studies, critical essays,
and concert reviews (for instance, in the Russian version of A. Ulybyshev’s
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Mozart Biography, translated by M. Tchaikovsky and commented by
H. Laroche). Finally, I shall shed some light on the way Mozart’s masterpiece
was creatively used in the current compositional process, examining its
incorporation into works written by Russian musicians (e.g., in N. Rimsky-
Korsakov’s opera «Mozart and Salieri»).

Viewing the reception history from all these analytical angles helps create
a multifaceted portrait of the Requiem’s ‘after-life’ in Russia, one that shows a
gradual change of its meaning and soundscape in the process of interaction
between Russian and Austrian cultures.
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«Cayman ke, Caapepu, Mol Requiem»: PekBuem
B. A. Mounapra B KyJIbTYPHOM KuU3HHU Poccumn
XIX — Hauvasa XX BEKOB

Kapuna Hzopestra 3vibuna

3aspI0yprcKuil Tocy/lapcTBEHHBIN yHUBepeuTeT uMeHu [lapuca Jlogpona,
2. 3anvubype, Ascmpusn
kzybinai1983@gmail.com

AHHOTaIUA. Cratbs MIOCBAIIEHA HUCTOpUU perneniuu
B JIOPEBOJIIOIIMOHHON Poccuu OHOTO M3 CaMbIX W3BECTHBIX MY3bIKAJIbHBIX
MIPOU3BEIEHNN aBCTPUIMCKOro Kommo3utopa Bosbdranra Amaaes Monapra,
ero PexBuema KV 626. OcHOBBIBasiCb Ha MCCJIEA0OBATEJIbCKUX METOAaX,
M3JIO’KEHHBIX B pab0TaXx COBPEMEHHBIX OPUTAHCKUX My3bIKOBeOB CaiiMoHA
Kude (S.P.Keefe, 2012) u Mapka dsepucra (M. Everist, 2012), craTba
Ipe/icTaBsgeT COOCTBEHHYIO CTPATETUIO aHAJIN3A « POCCUUCKOU JKU3HU» 3TOTO
HEOKOHYEHHOT'0 COUUHEHU .

Tak, B HeHW WuU3ydaloTCs IIeYaTHbIE U3JAHUS HTOU KOMITO3UIIUH,
IpeTHa3HAYEHHbIE JIJIsl paclIPOCTPAaHEHUA HAa POCCUNCKOM PhIHKe (Harmpumep,
cHAOKeHHBIN PYCCKUM mnepeBoAoM A. MalikoBa KiaBup, u3fgaHHblil B CaHKT-
[TerepOypre), KOHIIEPTHbIE TMPOTPaMMBbl, WJUTIOCTPUPYIOIINE IPOIECC
WHTErpaIiy 3TOTO COUMHEHUS B POCCUUCKYIO KOHIIEPTHYIO JKU3Hb (IIpexe
BCero, mporpamMmMbl KoH1epToB CaHkT-IleTepbyprckoro ®usapMoHUYECKOTO
OOmiecTtBa), JUTEPATYPHO-KPUTHYECKHE  CTaThl W HCCJIEAOBAHUS,
OTCBhLJIAIOIINE KaK K MOIJAPTOBCKOMY OPDUTHHAIy, TAK U K €ro HOBEUIIUM
My OJTMKAIIMAM WJIN WHTEPIIPETANUAM (Cpeaiyu MpoYero, n3zjlanue MoHorpaduu
A. YnpiOpimieBa ¢ komMeHTapusmu . Jlapoma), a Takike aBTODPCKHUE
My3bIKaJIbHbIE KOMIIO3UITUH, BKJIIOYAIOIIE B c€051 OTPHIBKY U3 MOIIAPTOBCKOU
apTUTYpPhl (B IEPBYIO OUYepelb, TAK Ha3bIBAEMbIE «IpaMaTUUYECKUE CI[€HBI»
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«Momapr u Canpepu», HanucanHble B 1897 roay H.A.Pumckum-
KopcakoBbIM).

PaccmarpuBas penennuio PekBuema MomapTra ¢ caMbIX pa3HbIX CTOPOH,
CTaThsI CO371aeT OOBEMHBIA MOPTPET «POCCHUHCKOU JKU3HU» HEOKOHYEHHOTO
11e/leBpa BEJIMKOTO aBCTPUUIIA U MOKA3bIBa€T IOCTEIIEHHOE U3MEHEHUE €T0
3BYKOBOT'0 00JIMKA U CMBICJIOBOM Harpy3ku B Poccuu Toro BpeMeHU.

KiroueBsbie ci1oBa: Monapt, Pumckuii-KopcakoB, PekBuem, perenius,
HCIIOJTHUTEJIbCKAA MPAKTHUKA, KOHIIepTHAaA K1U3Hb, XIX Bek, Poccus
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