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peleH3upyeMoe HayqYHOe U3/IaHue OTKPBITOTO JOCTYTIA.
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HCKyccTBA (My3bIKaJIbHOE UCKYCCTBO) (MCKYCCTBOBEZIEHHE).
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pe3yJIbTaThl AYCCePTAIlUN HAa COMCKAHME YUEHbIX CTelIeHeN JIOKTOpa U KaHAuaTa HayK.
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JKypHast BKJIIOUEH B HHIEKC HayUHBIX U3JJaHUH OTKPBITOTO Aoctyna Directory of Open Access
Journals (DOAJ).
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Abstract. This article is devoted to the analysis of compositional principles
found in a number of fugues created by Neapolitan masters of the 18th century.
At that time, a particular didactic approach was widespread in Europe, called
iter per exempla (Latin: “following the example,” “by example”). This approach
formed the basis for the training of composers and influenced the presentation
of instructional material. A vivid example of such a practice is the treatise
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Regole del contrappunto pratico (1794) by Nicola Sala, one of the most
authoritative Neapolitan teachers. The first two-part fugue from Volume II of
his treatise is an reworking of the first fugue from Quindici Fughe a Due by
Alessandro Scarlatti. The article presents a comparative analysis of these two
fugues, showing that Sala’s fugue replicates the structure of Scarlatti’s fugue,
allowing only one innovation — the statement of the subject in the subdominant
key. The compositions of Scarlatti, Sala, their predecessors and contemporaries,
as well as the views of Italian theorists of that time on the method of fugue
composition discussed in the article, make it possible to conclude that there
existed a Neapolitan fugue model. This model was established by Scarlatti
and further developed and introduced into the counterpoint course by Sala.
It includes an exposition, a counter-exposition, a statement of the subject(s) in
the subdominant key, an augmented statement, and a final stretto section.

Keywords: Naples, composition training, iter per exempla, Nicola Sala,
Alessandro Scarlatti, counterpoint, polyphony, musical form, fugue, compositional
model
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Il modo di fare le fughe:

0 HeanmoJsinTaunckou mojaeau ¢pyru B XVIII Beke
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AHHOTAIUA. CraTbsi  TOCBAIEHA  aHAIU3Yy  KOMIIO3UI[MOHHBIX
3aKOHOMEPHOCTEN psa Pyr, co3/lTaHHBIX HealloJuTaHCKUMU mactepamu XVIII
crosieTusi. B aTo Bpems B EBporie GbL1 pacipocTpaHeH OCOObIN JUIAKTHIECKUT
TIO/IX0JI, Ha3bIBaeMblil iter per exempla (jaT. «ciemys 3a MPUMEPOM», «Ha
npuMepe» ). OH Jier B OCHOBY 00yUeHHUsI KOMIIO3UTOPOB U MTOBJIUSJ Ha U3JIOKEHUE
y4eOHOTO MaTepuasa B TpaKTaTaxX. SIpKUM NIPUMEPOM TaKOW MPAKTHKHU CTaJI
Regole del contrappunto pratico (1794) Huxosnbl Cajbl, OJHOTO U3 CaMBbIX
ABTOPUTETHBIX HEANOJUTAHCKUX Ie/ilaroroB. IlepBas aAByxrosocHas ¢yra
u3 II Toma ero Tpakrata mpejcTaBiseT coO0W mepepabOTKy IepBOU ¢Gyru
u3 Quindici Fughe a Due Aneccanapo CkapyaTrth. B craTtbe mnpoBejieH
CPaBHUTEJIbHBIA aHaIU3 ABYX (YT, MOKasaBImIui, uyTo ¢dyra Cajbl MOBTOPSET
crpoenue ¢pyru CKapJaTTH, AOIyCcKas JIUIIb OJHO HOBOBBEJIEHHE — IIPOBEJIEHUE
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TEMbl B TOHAJIbHOCTH CY6I[OMI/IH3.HTI)I. CounHeHus CKapJIaTTI/I, CaJII)I, ero
IpeJmeCTBEHHUKOB 1 COBPEMEHHUKOB, B3IJVIAAbI UTAJIBAHCKUX TEOPETUKOB TOT'O
BpE€MEHHU Ha crnocod COUMHEHUs (l)yrI/I, PaCCMOTPEHHBIE B CTAaTbE, I103BOJINJIN
caesiaTb BbIBOJ O Ha/IMYKUU HearoJIUTaHCKOU MOJEJIN (1)}71"1/1, OCHOBY KOTOpOfI
3aJIOKHNJI CKapJIaTTI/I, Pa3BUJI U YTBEPANJI Cana. OHa BKJIIOUaeT IKCIIO3UIHIO,
KOHTPOKCIIO3UIIUIO, IIpOoBe€J€eHHnEe TEMbl B TOHAJIBHOCTH CY6I[OMI/IHaHTI)I,
B YBEJIMUEHNU U 3aKJIIOYUTETbHBIN CTpeTTHbeI pa3aceJi.

KaoueBbie ciaoBa: Heamosb, oOyueHre KOMIIO3UIUH, iter per exempla,
Huxosna Cana, Aneccangpo CkapiaTTy, KOHTPAIyHKT, MOJUMOHUA, My3blKaJIbHasA
dbopma, ¢pyra, KOMIIO3UITTOHHAS MO/JIETh

BiarogapHocti:  Brlpaxkaio  IyOOKyH0  IIPU3HATEJBHOCTH  CBOEMY
HayuyHoMy pykoBojutesnto Vpune IlerpoBHe Cycuako 3a 3HAUUTENIBHBIA BKJIAJ]
U UCKpPeHHee yJacTre B HallMCAaHUU CTaThy; Ipodeccopy Kadeapbl aHAIUTUYECKOTO
My3bIkO3HaHuA Jlapuce JIbBoBHe I'epBep 3a I|eHHBIE COBETbI, YTOUHEHUA
U peKOMeHJAaIMMU II0 OCHOBHOMY COJIep:KAaHUIO CTaThy; Ipodeccopy kadenpsl
QHAJIMTUYECKOTO My3bIKO3HaHUA TaTbsHe BiammmupoBHe Ilaperpaackoit 3a
TIOMOIIIb B ITOATOTOBKE II€PEBO/Ia CTAThbU HA aHTJIUHCKUN A3BIK.

Anaa murupoBaHusa: Macaosa A. M. Il modo di fare le fughe:
o HeamosutaHckoi mozaenu ¢yru B XVIII Beke // CoBpemeHHBIE MPOOIEMBI
My3bIKO3HaHUA. 2025. N2 2. C. 10—35.
https://doi.org/10.56620/2587-9731-2025-2-010-035
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Introduction

ntil recently, the 18th-century Neapolitan contrapuntal tradition had
l \ not been the subject of research in either Russian or international
musicology, nor was it even mentioned. This situation changed
over the past two decades due to growing interest in the educational practices
of Naples’ conservatories. The turning point was the modern scholarly discovery of
the partimento phenomenon, with Giorgio Sanguinetti playing a leading role in its
study [1; 2]. A number of studies — still relatively few — have since appeared that
examine partimento alongside contrapuntal practice. One such study is Peter van
Tour’s thesis, dedicated to methods of teaching composition [3]; another is Rosa
Cafiero’s historiographical monograph [4]. In addition, articles by Paolo Sullo [5]
and Gaetano Stella [6] have been published, both focusing on the didactic legacy
of Nicola Sala (1713—1801), one of the most significant representatives of the 18th-
century Neapolitan polyphonic school. His treatise Regole del contrappunto pratico’
outlines the structure and content of the counterpoint course taught at the Santa
Maria della Pieta dei Turchini conservatory. These studies served as the starting
point for the research presented in this article.

The basis of composer training in Neapolitan conservatories, as is well known,
was composition by example. In theoretical treatises, this principle determined the
method of presenting instructional material, known as iter per exempla (Latin:
“following the example” or “by example”) [6; 7]. While in Austrian and German
counterpoint theory, treatises tended to predominance verbal explanations
over musical examples — most of which had a purely instructional nature’? —
the Italian masters often allowed examples from “practical” music to dominate

tSala, N. (1794). Regole del Contrappunto pratico di Nicola Sala napoletano, Primo
Maestro nel Reale Conservatorio della Pieta de’ Torchini Dedicate alla Maesta
di Ferdinando IV Re delle Due Sicilie (In 3 Vols.). Naples: Stamperia Reale.

2 For example, Johann Joseph Fux’s Gradus ad Parnassum (1725), Friedrich Wilhelm
Marpurg’s Abhandlung von der Fuge (1753) and Handbuch bey dem Generalbasse und
der Composition (1757), Johann Georg Albrechtsberger’s Griindliche Anweisung zur
Composition (1790).
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over theoretical text.® Discussing Esemplare, o sia Saggio fondamentale pratico
di contrappunto by Giovanni Battista Martini (1706-1784), Knud Jeppesen
summarized that this treatise “although intelligently and interestingly annotated,
is rather a collection of examples of vocal polyphony than an actual textbook
of counterpoint” [8, p. 52].

The iter per exempla approach is also implemented in Sala’s Regole del
contrappunto pratico [9]. This three-volume treatise consists entirely of musical
examples composed by the maestro himself, usually provided by only brief
comments.* According to the author’s design, the examples — depending on their
complexity — should be studied by “giovani principianti” either independently or
“colla guida de’ Maestri,” allowing them to extract all the necessary knowledge.’
This concept, though veiled expressed, reflects the views of many Neapolitan
teachers in the second half of the 18th century. The iter per exempla principle
relied on the experience shaped by a long-established pedagogical tradition [10].
As a result, ‘exemplary’ fugues were reproduced extensively in a number of treatises,
and in surviving manuscripts one can trace entire chains of similar polyphonic
compositions — sometimes to the point where attribution becomes difficult.

Compositions from the following manuscript and printed sources can serve
as indicative example of the described type of borrowing, and are the material for
comparison®:

3 The treatises commonly associated with the iter per exempla tradition include Giuseppe
Ottavio Pitoni’s Guida armonica (c. 1690), Giovanni Battista Martini’s Esemplare, o sia
Saggio fondamentale pratico di contrappunto (1774-1, 1775/6-11), Giuseppe Paolucci’s Arte
pratica di contrappunto (1765-1, 1766-11, 1772-111), as well as Sala’s Regole del contrappunto
pratico (1794).

4In the three volumes of the treatise, which comprise over four hundred pages in total,
the verbal explanation occupies no more than five: thus, in Volume I, in addition to the
Dedication to the King (Sacra Real Maesta) and the Address to the Readers (A’Lettori
I'Autore), special sections are allotted to the Theory of Intervals (Principiando dalle
Consonanze, e Dissonanze; quante, e quali sono, pag. 1) and the Rules of Double
Counterpoint (Regola de’ Contrappunti doppii, pag. 17—18). Occasional theoretical
comments are presented as interlinear annotations placed at the beginning of or between
musical examples.

5Sala, N. (1794). A’Lettori UAutore. Regole del Contrappunto pratico. (Vol. 1, pp. n.n.).

¢ Their kinship was noted, in particular, by Cafiero [11, p. 644, note 209].
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« the first fugue from the collection Quindici Fughe a Due Del Sig.” Cav.
Alessandro Scarlatti (1660—1725), copied by Sala;’

« the first two-part fugue from Volume II of Sala’s treatise Regole del
contrappunto pratico;8

« Sala’s fugue from the didactic notebook attributed to his teacher Leonardo
Leo (1694-1744), Instituzioni o Regole di contrappunto del sig. Leonardo Leo,
[1792?], ms. I-Nc 22.2.6(3).°

Scarlatti’s Fugue

In Fugue No. 1 (ASOT 102) from Scarlatti’s Quindici Fughe a Due (Appendix 1),
the two voices enter successively, each with its own subject, which corresponds
to the first rule of the double fugue formulated by Angelo Berardi in his treatise
Documenti armonici'® [15, pp. 20—22]. The entry of the first voice is marked by
Sala as Proposta, while that of the second is not indicated at all. In some studies,

7 There are discrepancies in the research literature regarding this manuscript. In the study
of Cafiero [11] and in the Preface by Francesco Tasini to the edition of the Three- and
Four-Part Elaboration from the original Two-Part version of 15 Fugues for Keyboard by
Alessandro Scarlatti (ASOT 102-116) [12], the shelfmark of the original document in the
archive of the Naples Conservatory of Music San Pietro a Majella (I-Nc) is listed as I-Nc
46.1.29. In the article by Sullo [5] and in the catalogue by Gasperini-Gallo (Gasperini,
G., & Gallo, F. (1934). Catalogo delle opere musicali del Conservatorio di musica San
Pietro a Majella di Napoli. Fresching), this manuscript is listed under the shelfmark I-Nc
34.4.13, while in the monograph by Nicholas Baragwanath [13] and the UUSolf: Uppsala
Solfeggio Database (https://www2.musik.uu.se/UUSolf/UUSolf.php), both shelfmarks are
presented as separate storage units. However, in Baragwanath’s bibliographic description,
the shelfmark 46.1.29 corresponds to the autograph of the 15 fugues by Scarlatti, and 34.4.13
is a handwritten copy of the same 15 fugues made by Sala. In fact, the authorial manuscript
of the 15 fugues has not survived in the San Pietro a Majella library archive; 46.1.29 is an
outdated shelfmark of the document currently listed under shelfmark 34.4.13. Thus, we are
talking about the same manuscript, whose full title is: Quindici Fughe a Due copiate da
Sala Del Sig.[no]Jre Cav.[alier]e Alessandro Scarlatti, I-Nc 34.4.13(7.

8 Sala, N. (1794). Regole del Contrappunto pratico. (Vol. 2), pp. 2—4.

9[Leo, L.]. (1792?). Instituzioni o Regole di contrappunto del sig. Leonardo Leo, I-Nc
22.2.6(3). The surviving contrapuntal notebooks attributed to Leonardo Leo and the issue
of their authorship were studied by Alessandro Abbate, who published the fugue discussed
in this article [14, pp. 157—-159].

10 Berardi, A. (1687). Documenti armonici di D. Angelo Berardi da S. Agata Canonico
nell’Insigne Collegiata di S. Angelo di Viterbo [...]. G. Monti. P. 42.
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this exposition is interpreted as a combination of soggetto and a non-standardly
introduced controsoggetto (or soggetto servile — an auxiliary subject) [3, pp. 174—
175, 181], or as a presentation of subject and countersubject [16, p. 73]. In 18th-
century Naples, it was generally typical for fugues to begin with a joint exposition
of two subjects, which interacted with each other in double counterpoint throughout
the composition.!! With this in mind, it may be assumed that the Proposta here
actually represents a two-part subject.

Following the exposition is a section marked Imitazione by Sala — a free
polyphonic section that corresponds to what is known in modern fugue terminology
as an episode, or interlude, and is based on imitation.!? It begins with a canonic
imitation (mm. 10—14), which allows for diminution of the upper voice: the motif
is extracted from the counterpoint to the Risposta of the first subject (cf. Risposta,
m. 6 and Imitazione, m. 13). The entire episode (mm. 10—20) is rich with exquisite
motivic work.

The exposition section is then repeated with vertical transposition
of the voices in the invertible counterpoint (Rivolto della Proposta and Rivolto
della Risposta), typical of a counter-exposition. Immediately after this, Scarlatti
presents the first subject twice in augmentation — giving its six initial notes in
extended rhythmic values (Fuga aggravata nella Proposta and Fuga aggravata
nella Risposta, mm. 32—49) — before returning to its regular rhythm at the moment
when the second subject reappears (mm. 37—40, 46—49). It is no coincidence that
the augmented version of the first subject is designated not as Proposta but as
Fuga, in the meaning of “subject.” Thus, both subjects continue to sound together,
maintaining the expositional disposition, albeit in a modified form.

The rhythmic transformation is followed by another episode, leading into the
final section of the fugue: a sequence of stretti. Here, the second subject ceases
to function as a contrapuntal accompaniment to the first subject and acquires

1 Fugues with one, as well as with three or four subjects, were less common. This is confirmed,
in particular, by the ratio of fugues in Sala’s Regole del contrappunto pratico and the numerous
exercises of his students [3, pp. 178—185].

12 In his treatise, Sala provides the following definition of imitation: “L’imitazione vien detta
quando la parte seguente seguita I'antecedente, con qualche pausa avanti, e si puo fare
all’'unisono, alla seconda, alla terza, alla quarta, alla quinta, alla sesta, alla settima, alla ottava,
ed alla nona” (Sala, N. (1794). Regole del Contrappunto pratico. Vol. 3, p. 1).
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greater independence, becoming a full participant in the imitative development.
Twice, the stretto of the first subject with imitation at the octave (Stretta in cui
st risponde colla stessa Proposta, e nell’istesso tuono) alternates with the stretto
imitation of the second subject at the fifth (Imitazione in 5.a). These two entries,
in tonic—dominant relationship, form an analogue of Proposta and Risposta,'?
after which there are two more stretti of the second subject, completing the fugue
(see Scheme 1). This treatment of the second subject in the final section allows us
to classify the composition as a full-fledged double fugue.

Scheme 1. The Structure of the First Fugue
from Quindici Fughe a Due by Alessandro Scarlatti

Esposizione Imitazione Rivolti
mm. 1-10 mm. 10—20 mm. 20—31
T1 (Proposta) T2 T2 T1 (Risposta)
T2 T1 (Risposta) T1 (Proposta) T2
Aumentazione col rivolto in 82 Imitazione Stretti
mm. 32—49 mm. 49—56 mm. 56—78
T1 (Proposta agg.) T2 T1 (Pr.) T2 Ti1(R)T2 T2 T2
T2 Ti (Risposta agg.) Ti(Pr) T2 Ti(R) T2 T2 T2
Sala’s Fugue

The first two-part fugue from Volume II of Sala’s treatise is a masterful
reworking of the Scarlatti’s fugue discussed above, reminiscent of parody
technique: it is written on nearly the same subjects, in the same key, and has

13 In the dominant stretto, the upper voice, entering second, presents the first subject as a real
answer, which in this case serves to preserve the temporal spacing of entries in the second
stretto. In general, such substitution of a tonal answer with a real one in non-expository
sections of polyphonic works was a widespread practice.
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similarities in the methods of development (cf. Examples 1a and 1b).'4 Sala
entitled it Il modo di fare le fughe a due voci per li scolari studiosi (A Method for
Composing Two-Part Fugue for Diligent Students, see Appendix 2).

I VI_"'_-'_-_ —]
> SN © T N S N ] R I A~ 2 R

(7

Proposta

N
ROy
¢

Example 1a. Alessandro Scarlatti. Quindici Fughe a Due.
Fugue No. 1 (ASOT 102), mm. 1—7

Proposta

N
RONN
I

Secondo soggetto

Example 1b. Nicola Sala. Regole del contrappunto pratico (II).
Fugue No. 1 a 2 voci, mm. 1—-7

Since this fugue was intended as an example to follow, Sala also provided it
with analytical comments and various didactic instructions. Like Scarlatti’s fugue,
it begins with a joint exposition of two subjects, marked Proposta and Secondo
soggetto, i.e. the material of both voices is recognized as subjects.

As in the Scarlatti’s example, the exposition is followed by an Imitazione,
but here it is based on a stretto entry of the second subject, which then leads

141t is likely that during his studies at the Neapolitan conservatory Santa Maria della Pieta
dei Turchini, Sala was offered Scarlatti’s Quindici Fughe a Due as an example in a solfeggio
or counterpoint lesson. Following the iter per exempla method, Sala first copied the samples
given to him and then analyzed them, providing brief comments. Having completed the
pre-compositional work, Sala — possibly under Leo’s guidance — composed a parody fugue
on Scarlatti’s first fugue, which was later regarded as a successful model for imitation and
included in Leo’s didactic notebook and Sala’s own treatise.
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to a similarly constructed counter-exposition obtained by vertical transposition
of the voices in the invertible counterpoint (Rivolto).'> This is followed by
another imitative section, opening as the first episode did but then transitions
into a modulazione — a canonic sequence through which the modulation
to the subdominant key is achieved.'®

After this, the counterpoint of the two subjects — though only in the form
of the Proposta — is presented in the subdominant key (il soggetto alla quarta
del tono). This technique, qualitatively new in comparison to Scarlatti’s fugue and
a number of other fugues by Sala’s predecessors, would later become traditional and
would be widely used among the adherents of Leo’s school.

Following the entry in the subdominant key, Sala introduces a section already
familiar from Scarlatti’s fugue with the first subject in augmentation. However,
this passage undergoes modifications too and serves a more complex contrapuntal
function: the appearance of the subject in augmentation is accompanied by
an instructive text that briefly outlines the rule of double counterpoint at the
twelfth, which will be applied to it.!” Another distinction of Sala’s fugue from
Scarlatti’s example is that in this section the second subject is entirely absent.
Instead, a new thematic element is introduced — a kind of ‘new’ countersubject —
intended to demonstrate the application of double counterpoint at the duodecima.
The absence of the second subject is compensated by the subsequent Imitazione
in canone, again based on a stretto of the secondo soggetto.

The fugue concludes with an extensive stretto section in which the second
subject becomes a continuation of the first, joined to it horizontally. Sala marks
these entries Prima stretta, Seconda stretta, Terza stretta, and Quarta stretta.

15 The only difference is that Sala reverses of the order of subject-answer statements: first the
Rivolto of the risposta in the soprano, then the Rivolto of the proposta in the bass.

16 Notably, the material for the modulazione in Sala’s fugue was extracted from the imitations
in the first episode of Scarlatti’s fugue.

17 “La fuga aggravata che si rivolta in 12.a per rivoltarla non si mettano né 6.a né 7.a, ma solo
consonanze di 3.5.8. volendo poi usare la 7.a conviene risolverla alla 5.a con calare la parte
acuta di un tono alzando il basso un tono.”
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Between the Seconda and Terza stretta, an isolated stretto of the second subject
is inserted, marked by the author as Risposta alla imitazione in canone (meaning
a “response” to the Imitazione in canone in mm. 50—52). As in Scarlatti’s fugue, Sala
does not assign the entries of the second subject as stretto. The fugue culminates
in the main stretto — stretta magistrale — in which the first and second subjects,
joined “horizontally,” are carried out as a canon to the end (see Scheme 2).18

Scheme 2. The Structure of the First Fugue from Volume II
of Regole del contrappunto pratico by Nicola Sala

Esposizione Imitazione Rivolti
mm. 1-10 mm. 10—12 mm. 13—-21
T1 (Proposta) T2 T2 T1 (Risposta) T2
T2 T1 (Risposta) T2 T2 T1 (Proposta)
Imitazione/modulazione Quarta del tono Imitazione
mm. 21-27 mm. 28—31 mim. 31-32
Ta..... T1 (Proposta nel IV grado)
Ta..... T2 (nel IV grado)
Aumentazione col rivolto in 122 Imitazione
mm. 33-50 mm. 50-52
T1 (Proposta agg.) nuovo materiale T2
nuovo materiale T1 (Proposta agg.) T2
Stretti
mim. 53—88
I. T1(Pr.) T2 ILTYR)T2 T2 T1(Pr.) Ti(R) S.M. Ti(Pr.)T2
T1(R.) T1(Pr.) T2 ML Ti(R.) IV. T1(Pr.) T1(Pr.)T2

Thus, Sala’s fugue as a whole reproduces the compositional model of Scarlatti’s
fugue, but it introduces a significant innovation — namely, the statement of the subject
in the subdominant key. This choice is primarily conditioned by modal principles,
for which there are several explanations. One of them was offered by the Bolognese
theorist Padre Martini:

18 “Stretta magistrale, o sia canone preso dal soggetto e secondo soggetto, che si chiama ancora
epilogo.”
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Vari sono i metodi tenuti da’ Maestri nel proseguimento della Fuga. Alcuni
vogliono, che avendo condotta la Fuga per le Corde della Fondamentale, e della
Quinta si passi alla Quarta del Tuono. La ragione, che essi adducono si ¢, perche,
siccome la Quarta del Tuono richiede la Terza compagna della Terza del Tuono
fondamentale, cosi le Risposte alla Quarta divengono simili alla Proposta, e alle
Risposte tanto della Fondamentale, che della Quinta del Tuono. Altri pero non
tanto scrupolosi vogliono, che si debba passare alle altre Corde di participazione
del Tuono, che sono Terza, e Sesta, abbenché il ripiglio del Soggetto in queste Corde
divenga in parte dissimile, perché se la Terza del Tuono € minore, la di lei Terza
€ maggiore, al contrario de la Terza del Tuono € maggiore, la di lei Terza € minore;
I'istesso deve dirsi della Sesta, la quale se € minore, la di lei Terza € maggiore, al
contrario se la Sesta ¢ maggiore, la di lei Terza ¢ minore.*?

In other words, subjects and answers in the tonic, subdominant, and dominant
keys sound in the same mode. In contrast, transposing the subject to the third
or sixth degree results a modal change.?° Thus, the use of the subdominant key for
statement of the subject was also discussed by Martini, which allows assuming that
this practice spread not only in Naples but also in Northern Italy.

Sala’s two-part fugue examined here is not the only one based on borrowed
musical material from Scarlatti. Volume II of Regole del contrappunto pratico
contains several other fugues that parody examples from Quindici Fughe a Due.
For instance, the two-part fugue in Secondo modo is composed on the subjects of
fugue No. 4 (ASOT 105), while fugue No. 5 (ASOT 106) became the basis for the
first three-part fugue in Secondo modo and, in part, for a pair of four-part fugues in
the same mode (Example 2). All these compositions share the same transformations
and innovations found in the first two-part fugue. Sala’s compositions are generally
characterized by more concise imitation and modulation sections, while being rich
in various polyphonic techniques and featuring more complex and developed stretto
passages. Most importantly, what allows us to speak about the existence of a stable

1 Martini, G. B. (1775). Esemplare, o sia Saggio fondamentale pratico di Contrappunto
Fugato. Lelio dalla Volpe, impressore dell'Instituto delle Scienze, p. XXXVII.

20 A similar justification for the modulation to the subdominant key is also offered by the last
representative of Leo’s school, Pietro Platania (1828—-1907), who cites the same arguments
proposed by Martini a century earlier. See Platania, P. (1879). Guida teorica al corso pratico-
scolastico di fughe e canoni del maestro Pietro Platania. Ufficio tipografico di Michele
Amenta, pp. 7-9.
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Neapolitan model is the fact that Scarlatti’s fugues — and many of Sala’s as well —
follow a similar compositional scheme. In Sala’s treatise, however, this structure
is presented in its most complete form: an exposition, a counter-exposition,
a statement of the subject(s) in the subdominant key, an augmented statement,
and a final stretto section.

Example 2a. Alessandro Scarlatti. Quindici Fughe a Due.
Fugue No. 4 (ASOT 105), mm. 1-6

Example 2b. Nicola Sala. Regole del contrappunto pratico (II).
Fugue secondo modo No. 1 a 2 voci, mm. 1—6

Example 2c. Alessandro Scarlatti. Quindici Fughe a Due.
Fugue No. 5 (ASOT 106), mm. 1—12
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Example 2d. Nicola Sala. Regole del contrappunto pratico (II).
Fugue secondo modo No. 1 a 3 voci, mm. 1—6
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Example 2e. Nicola Sala. Regole del contrappunto pratico (II).
Fugue secondo modo No. 1 a 4 voci, mm. 1—8
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Example 2f. Nicola Sala. Regole del contrappunto pratico (II).
Fugue secondo modo No. 2 a 2 voci, mm. 1—8

A similar approach to teaching fugue composition was of course present in
other treatises — for example, in Gradus ad Parnassum by Johann Joseph Fux
(1660—1741), where the fugue examples also follow a roughly uniform scheme.?!
Fux’s fugue model is different: three groups of entries of a single subject, with
cadences on different scale degrees corresponding to the exposition, counter-
exposition, and stretto (Example 3). Unlike the extended compositions of Scarlatti
and Sala, which were implied vocal and/or instrumental performance, Fux’s
examples are quite concise and serve more as prototype for future compositional
experiments.>?

Closer to the Neapolitan model is the fugue structure proposed by
Antonio Bertali (1605-1669), a violinist from Northern Italy who was
Kapellmeister at the imperial court in Vienna during the last twenty years of
his life. In his Sequuntur regulae compositionis®3 (after 1650), he presents the
following method for composing a fugue: after entries the subject in all voices

2 Fux, J. J. (1725). Gradus ad Parnassum, sive manuductio ad compositionem musicae
regularem. Joannis Petri Van Ghelen. Liber Secundus. Dialogus. Exercitii V: Lectio Prima —
Lectio Quarta, pp. 143—174.

22 The influence of the fugue model presented in Fux’s Gradus ad Parnassum on Russian
composers has been traced in the article by Kirill V. Diskin [17].

23 Bertali, A. (16[--?]). Sequuntur regulae compositiones. In Poglietti A. Regulae compositionis
(pp. 28—42). Wiener Stadt- und Landesbibliothek, MH 62731e.
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from the first and fifth degrees, free counterpoint leads to the first cadence; then
one may add a few more groups of entries of the subject, which should differ from
one another — this may be achieved by statements the subject on degrees other
than the first and fifth; toward the end of the piece, it is especially desirable to write
a stretto (for more details on this, see [18; 19, p. 22, note 21]).

Fugaa?. Cadentia in Sta.
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Example 3. Johann Joseph Fux. Gradus ad Parnassum.
Fugue a 2 (in D), pp. 146—147

Following a specific model, on the one hand, constrained the composer’s
creative impulse in terms of musical composition’s structure, but on the other
hand — perhaps even more valuably — it directed that creativity toward the
pursuit of all kinds of contrapuntal “inventions” and “discoveries.” Thus, among
the nearly one hundred fugues in Sala’s treatise — often composed on derivative
or even identical subjects — not a single one is devoid of its own polyphonic craft.
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Evidently, in the second half of the 18th century, a composer’s ingenuity was still
valued as highly as it had been in the Baroque era.

Conclusion

Thus, in 18th-century Naples, under the influence of the iter per exempla
practice, an original “recipe” for fugue composition was formed. This model retained
its structure regardless of the number of voices and served as a universal method
of fugue composition for Neapolitan masters educated in the tradition of the Leo’s
school. Fugues composed or described according to this structure can be found not
only in Sala’s Regole del contrappunto pratico but also in the treaties of Giacomo
Tritto (1733—1824),24 Pietro Raimondi (1786—1853),25 and Pietro Platania,2%as well
as in two surviving manuscripts by Leo®” himself. By reworking Scarlatti’s fugue,
Sala actually created a compositional scheme that became a model for imitation,
reproduced by numerous students and other composers alike. This allows us to
speak of a stable Neapolitan fugue model that maintained its significance well into
the 19th century.

24 Tritto, G. (1816). Scuola di Contrappunto, ossia, Teorica musicale. Ferd. Artaria Editore.
25 Raimondi, P. (1838/[1846?]). Fughe diverse in tre parti composte [...] da Pietro Raimondi
Suo Maestro di Camera, Socio corrispondente dellAccademia delle belle Arti di Napoli
e Direttore del Real Collegio di Musica di Palermo (In 6 vols.) Gio. Ricordi.

26 Platania, P. ([entre 1871y 1872]). Corso completo di fughe e canoni d’'ogni genere: opera
pratico-scolastica del maestro cav.re Pietro Platania direttore del R. Collegio di musica
di Palermo. Stabilimento Musicale di Francesco Lucca; Platania, P. (1879). Guida teorica
al corso pratico-scolastico di fughe e canoni [...]; Platania, P. (n.d. [1883]). Trattato
d’armonia seguito da un corso di contrappunto dal corale al fugato e partimenti analoghi
divisi in tre fascioli. Stabilimento Musicale di Francesco Lucca.

27 Leo, L. [ca. 1740]. Modo per ben imparare il Contrapunto del Sig.r D. Leonardo Leo.
Dresden, Sichsische Landesbibliothek, D-DI MB.4.49. [Leo, L.]. (1792?). Instituzioni
o Regole di Contrappunto del sig. Leonardo Leo, I-Nc 22.2.6(3). In addition, a three-part fugue
by Leo is reproduced in the Alexandre-Etienne Choron’s (1771-1834) anthology Principes
de composition des Ecoles d'Ttalie. See Choron, A.-E. (1809). Principes de composition des
Ecoles d’Italie pour servir a l'instruction des Eléves des Maitrises de Cathédrales (In 3 vols.).
Auguste Le Duc. Vol. 1. Liv. 1, p. 140-142.
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Appendix 1. A. Scarlatti. Quindici Fughe a Due. Fugue No. 1
(ASOT 102) with analytical comments by Nicola Sala. I-Nc 34.4.13(7)
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Appendix 2. N. Sala. Regole del contrappunto pratico (II).
Fugue No. 1 a 2 voci, pp. 2—4
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Abstract. In the article, the Easter four-part concerto Mary Magdalene Stood
Without at the Sepulchre is introduced into musicological circulation. Its author,
Kaplinsky, is a composer of the East Slavic Baroque, about whom practically
nothing is known. A search for the family name and its derivatives in the lists
of the Polish-Lithuanian gentry revealed that one of the branches of the Kaplinsky
family had lived in the Smolensk district since the end of the 16th century. The
emergence of the Easter concerto is probably associated with this same area.
The paper analyses two versions of the concerto from a set of four-voice parts dating
back to 1675—1676 and establishes that they represent two editions of it. The first,
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presumably, contained the parts of the first and second discant, alto, tenor and
bass continuo, while the second, having a traditional four-part composition, was
an arrangement for performance in unaccompanied Orthodox church singing
practice. Kaplinsky’s concerto differs from the common type of concerto ripieni
partes compositions, which present an alternation between solo and choral
episodes. It alternates between duets and trios, with brief choral episodes used
to draw attention to key moments in the plot; the melodic style of the concerto
follows the arioso type. In general terms, the composition is close to a special
form that arose in the Western European spiritual concerto tradition known as
the “dialogue,” which became widespread in the works of the masters of the early
Baroque. The score of Kaplinsky’s concerto, as compiled on the basis of its two
editions, is published for the first time in the Appendix to the article.

Keywords: partes style, partes concert, Kaplinsky, Diletsky, East Slavic choral
baroque

For citation: Gerasimova, I. V. (2025). Unknown Composer of the East
Slavic Baroque Kaplinsky and His Easter Concert. Contemporary Musicology,
9(2), 36—70. https://doi.org/10.56620/2587-9731-2025-2-036-070
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BOCTOYHOCJIABAHCKOIO 0APOKKO
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AnHOTanuA. B ctathe BBOAUTCA B HAYYHBINA 000POT MMacXajabHBIA KOHIIEPT
«Mapust Marganbsiag, crosie y rpoba». Ero aBrop KaminmHCcKkuit — KOMIIO3UTOPD
BOCTOYHOCJIABTHCKOTO OAPOKKO, 0 KOTOPOM HPAaKTHYEeCKU HUYETO He MU3BECTHO.
ITouck pamminu M ee IPOU3BOAHBIX B CIUCKAX IOJIBCKO-JIUTOBCKOM NLIAXTHI
BBIABWJI, UTO OZlHA U3 BeTBel pojia KamimHckux ¢ koHna XVI Beka mpo:kuBasa
B CMoJsieHCKOM moBeTe. BepoATHO, ¢ 3TOU Ke MECTHOCTBIO CBSA3aHO IOSBJIEHUE
MMacXaJIbHOTO KOHIIEpTa. B paboTe mpoaHaIU3WMpPOBAHBI JBE BEpCHU KOHIlEpTa
U3 KOMILJIEKTA YEThIPEXTOJIOCHBIX MapTUH, OTHOCAIHUXCA K 1675-1676 romawm,
U YCTAaHOBJIEHO, YTO OHM TMPEACTABJIAT co00il ABe ero penmakiuu. [lepsad,
MIPEAIIOJIOKUTEIBHO, COJZeprKajla IapTUU [epBOTO U BTOPOrO JIUCKAHTA,
asipTa, TeHopa W 6aca continuo, BTopas, ¢ TPaJUIIMOHHBIM YeTHIPEXTOJOCHBIM
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COCTaBOM, IIPeICTaBIAIa cOOO0M IepesioKeHue JIJIs UCIIOJTHEHU B IPABOCIaBHOMN
IIEPKOBHO-TIEBUECKON IMPaKTUKe 0e3 MCIIOJb30BAaHUA UHCTPpyMeHTa. KoHIepT
OTJINYAETCS OT PACIHPOCTPAHEHHOIO THUIIA MAPTECHBIX COUMHEHHUU, COAEPIKATIIX
MIPOTHBOIIOCTABJIEHHE COJIBHBIX U XOPOBBIX (¢parMeHTOB. B HeMm uyepenyrorcs
Iy3TbI U TPHO, HENPOJIOJLKUTETbHBIE XOPOBBIE SIHU30/Ibl  HCIIOJIB3YIOTCS
JUIsl TpUBJIEYEHUs BHUMAHHA K Y3JI0BBIM MOMEHTAM CIOXKeTa, MeJIOJHKa
KOHIIEpTa IPHUHAJJIEKUT apUO3HOMY THIy. B 1iesioM KoMmo3uiusa OJu3Ka
3amaIHOEBPOIIEHCKOMY TyXOBHOMY KOHIIEPTY, K 0COOOMY €ro THITy — «JTUAJIOTY»,
MIOJIyYUBIIIEMY paclpocTpaHeHHe B TBOPUYECTBE MacTepOB PaHHEro 0apoKKO.
[TapTuTypa KoHIepTa KarnHckoro, cocTaBjaeHHas Ha OCHOBE JIByX €r0 peJlaKIui,
myOJyIMKyeTcs BrepBble B [IpHUIOJKeHUU K CTaThe.

KirroueBbie ci1oBa: mapTeCHBIN CTHJIb, IAPTECHBIA KOHIEPT, KatutmHCKUH,
Jlnnenkuii, BOCTOYHOCIaBTHCKOE XOPOBO€e DAPOKKO

Joa murupoBanusa: Iepacumosa M. B. HeusBeCTHBII KOMIIO3UTOD
BOCTOYHOCJIaBIHCKOTO 0Oapokko KamiwmHCKUE U ero macxajabHbIA KOHIEPT //
CoBpemeHHbI€e TPOOJIEMBI My3bIKO3HAHUSA. 2025. N2 2. 36—70.
https://doi.org/10.56620/2587-9731-2025-2-036-070
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Introduction

Imost no information has been preserved about the life and creative

Adevelopment of the Baroque composer Kaplinsky, except that he

wrote part concertos in the second half of the 17th century. Even

his name is unknown. The fact that such a composer existed at all is indicated by

a cinnabar remark near the four-part concerto Mary Magdalene Stood Without

at the Sepulchre in the tenor part from the incomplete set of 1675—-1676: “Kaplinsky”
(Example 1).

Example 1. Tenor part with attribution to Concerto No. 8
Mary Magdalene Stood Without at the Sepulchre by Kaplinsky.
State Historical Museum. Syn. Sing. 14/2, Folio 8

The surname Kaplinsky comes from the Polish—Lithuanian Commonwealth.
On the territory of Ukraine and Poland there are farmsteads and villages with
the name Kaplin, Kaplitsa, Kaplintsy,? which indicates the spread of such a toponym,
and then, possibly, a surname associated with it. There are several versions of the
origin of this surname. The first is related to the word kaplya (“drop”). An additional

!Concerts for four parts. Bass part. 1675-1676. State Historical Museum. Department
of Manuscripts and Early Printed Books. Synodal Singing Assembly (hereinafter referred to
as Syn. Sing.). Manuscript unit 114/2, folio 8.

2Village of Kaplin, Grojec County, Mogielnica Gmina, Masovian Voivodeship; Kaplytsya
hamlet, Glukhov Uyezd, Chernigov Governorate (no longer exists); Kaplytsya hamlet,
Razdivilovskaya Volost, Kremenets District, Volhynia Governorate (no longer exists); village
of Kaplynci, Piryatin District, Poltava Region.
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etymology is derived from kaplitsa (Catholic chapel) or kaplan (Catholic priest).
There may also be different readings of this surname: Kaplansky/Kaplinsky.3

In the volumes of the multi-volume reference edition on the Polish—Lithuanian
nobility who held various state positions in the Polish—Lithuanian Commonwealth, the
surname Kaplinsky has not yet been found, nor has it appeared in most of the published
volumes of the Lithuanian Metrica.# This family name is also missing from the army
censuses of the Grand Duchy of Lithuania (hereinafter GDL) of the 16th—17th centuries
or in various lists of the gentry.?> In the Lithuanian register of 1541—1542, a certain
Ivanets Kaplanovich is mentioned as a taxpayer of the nobleman Sholuh Hrynashka

3In the 17th century, there was no general unification of surnames; in most cases, they
were written down by ear. See, for example, Diletsky, N. P. (with Protopopov, V. V. [ed.,
trans., research. and commentary]). (1979). Idea grammatiki musikijskoj [An Idea
of Musical Grammar]. Muzyka, p. 580 (In Russ.); Gerasimova, I. V. (2015). Pod vlastyu
russkogo tsarya: sotsiokulturnaya sreda Vil'ny v seredine XVII v. [Under the Rule
of the Russian Tsar: The Socio-Cultural Environment of Vilnius in the Mid-17th Century].
EUSP [European University at St. Petersburg], p. 257 (In Russ.).

4Volumes of the Urzednicy wielkopolscy, Urzednicy Wielkiego Ksiestwa Litewskiego
series have been examined (retrieved February 27, 2025 from https://archive.org/details/
urzednicywielkieoooounse/page/312/mode/2up), as well as individual books of the series
of publications of the Lithuanian Metrica, carried out by the Lithuanian Academy of Sciences,
the Polish Academy of Sciences and the Academy of Sciences of Belarus, are available at the
links in the catalog (retrieved February 27, 2025 from http://rurik.hostenko.com/katalog-
litovskaja-metrika/).

5 Grusha, A. 1., Spirydonau, M. F., & Vaitovich, M. A. (Eds.). (2003). Perapis vojska Vyalikaga
knyastva Litojjskaga 1528 g. Metryka Vyalikaga knyastva Litoiyskaga. Kniga 523. Kniga
publichnykh sprajj 1 [Census of the army of the Grand Duchy of Lithuania 1528. Metric
of the Grand Duchy of Lithuania. Book 523. Book of public affairs 1]. (Book 523). Belaruskaya
Navuka. (In Belarusian). https://kdkv.narod.ru/1528-VKL/; Zalivako, A. (2017). Popis vojska
Velikogo knyazhestva Litovskogo 1567 goda. Novogrudskoe voevodstvo [Census of the
Army of the Grand Duchy of Lithuania in 1567. Novogrudskoe Voivodeship]. Encyclopedics.
(In Belarusian); Lykova, E. E., & Kuletsky, M. (Comps.). (1999). Krestoprivodnaya kniga
shlyakhty Velikogo knyazhestva Litovskogo 1655 g. [The Book of the Cross of the Nobility
of the Grand Duchy of Lithuania, 1655]. (Monuments of the History of Eastern Europe.
Sources of the 15th—17th Centuries, Vol. 4). Ancient Repository. (In Russ.); Krestoprivodnye
tetradi litovskoj shlyakhty za 1655-1656 gg. [Cross-bearing Notebooks of the Lithuanian
Gentry for 1655—-1656]. RGADA. F. 145. Inv. 1. No. 3. (In Russ.); Rachuba, A. (Ed.). (1989).
Metryka Litewska. Rejestry podymnego wojewdédztwo wileniskie 1690 r. PWN; Dybas, B.,
Jeziorski, P. A., & Wisniewski, T. (Eds.). (2018). Szlachta polsko-inflancka wobec przetomu.
Materiaty z dyneburskich akt grodzkich i ziemskich z lat 1764—1775. ITH PAN.
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in the estate (“palace”) of Grinkovsky in the Trotsky district.® In the Lithuanian
Metrica of the mid-17th century, there was an assistant clerk from Pinsk named
Benedict Rusanovich Kaplinsky.” In the armorials of Kasper Nesiecki, a certain
Kaplonski is mentioned,® about whom more detailed information is given in
the armorial of Adam Boniecki: Gerasim Kaplonski and his brothers were granted
nobility in 1659 at the Sejm of the Polish—Lithuanian Commonwealth in Warsaw,
apparently for their services in the Polish—Russian, and his brother Erazm was
granted fiefdoms in the Vinnitsa starosty.? The Kaplinsky family name is also listed
in Bonetsky’s reference book: in the 17th and 18th centuries, it is represented by two
families associated with the Smolensk Voivodeship.'°® In 1599, the family of Fyodor
Kaplinsky owned the town of Ladyzhnitsy; in 1778, Adam Kaplensky held the post
of chalice master of Smolensk, but only nominally, since Smolensk at that time no
longer belonged to the Polish—Lithuanian Commonwealth.** In the latest armorial
of the Belarusian gentry this family name does not appear in any variants,' although on
the website Association of the Belarusian Nobility the Kaplinsky family is present.'3

¢ Banionis, E., & Baliulis, A. (1997). Lietuvos Metrika. Knyga Nr. 10 (1440-1523): UzZrasymy
knyga 10. Mokslo ir enciklopediju leidybos institutas, p. 65; The reference to the Trotsky district
of the Grinkovsky estate is in the document: No. 41. Sprava pana Mikolaya Khshchronovicha
voznogo gospodarskogo povetu Trotskogo s panom Martinom Stanislavovichem Burboyu
Yadatskim 18.09.1602 [On the right of pan Mikolaj Khshronovich vozny hospodarsky district
of Trotsky with pan Martin Stanislavovich Burba Yadatsky 18/09/1602/]. (1904). In Akty
Trokskogo podkomorskogo suda za 1585-1613 gody [Acts of the Trotsky Under-Chamberlain
Court for the Years 1585—1613].“Russian Initiative” and A. G. Syrkin, p. 274.

7 Rachuba, A. (Ed.). (2001). Metryka Litewska. Ksiega wpisow nr 131. DiG, p. 473.

8 Niesiecki, K. (1875-1881). Herbasz poski. (Vol. 1.). J. B. Lange, p. 699.

9 Boniecki, A. (1906). Herbasz polski. (Vol. 9). Gebethner i Wolff, p. 231.

1 The village of Ladyzhitsy is currently located 15 km from Smolensk.

1 Boniecki, A. (1906). Herbasz Polski. (Vol. 9). Gebethner i Wolff, p. 230. In the directory
of officials of the Smolensk Voivodeship, Adam Kaplenski is not included in the section
of Smolensk chalice-keepers. Rachuba, A. (Ed.). (2003). Urzednicy Wielkiego Ksiestwa
Litewskiego. Spisy. (Vol. 4: Ziemia Smoleniska i wojewodztwo Smolenskie XIV—-XVIII
wiek). DiG.

12 Kabordy — Karetskiya [Kabordy — Karetsky]. (2022). In Y. S. Glinski, D. Ch. Matvejchyk,
& Yu. M. Snapkouski, Gerboynik belaruskaj shlyakhty [Coat of Arms of the Belarusian
Gentry]. (Vol. 8., Part 1.). Belarus’. (In Belarusian).

B Agul'ny spis shlyakhetskikh radoy [General List of Noble Families]. In Association
of the Belarusian Nobility. (In Belarusian). Retrieved February 27, 2025 from

https://nobility.by/families/index.shtml.
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Thus, representatives of the Kaplinsky family were small landed gentry
and taxpayers, as well as servants of the gentry. One of these Kaplinskys could
well have studied music in a Jesuit academy in the Belarusian—Ukrainian lands
of the Polish—Lithuanian Commonwealth, where mandatory choral and organ
practice in a Catholic church was required, learned to ‘compose’ choral concertos,
and then worked in an Orthodox or Greek Catholic church choir as a “vspivak”
(singer) or choirmaster, composing choral works to Church Slavonic texts.

Description of Source

The set of parts from 1675—1676, which contains the only attributed concerto
of Kaplinsky,'* may be associated with Smolensk, as evidenced by indirect data.
It includes, among other things, the earliest known concertos by Nikolai Diletsky
(there are eight of them) and Vasily Titov (one). Both composers could have been
in Smolensk in 1675—-1676 [1; 2]. It is known that a year later Diletsky compiled
two copies of the treatise Musical Grammar there [1]. Nikolai Pavlovich Parfentiev
found the first and only mention in the documents of the Armoury Chamber of 1677
of the singer Vasily Smolyanin, which, as he believes, could refer to Vasily Titov,
who had just arrived in Moscow [3, p. 372; 4, p. 36]. The localization of one of the
branches of the noble Kaplinsky family in the Smolensk district also agrees with
this assumption.

The concerto Mary Magdalene Stood Without at the Sepulchre is included
in the manuscript twice. Under numbers 8 and 66 in the discant part, the concert
discant was written out first, and then the tenor. In the second part, the tenor and
bass were transcribed, while in the third, the alto part was transcribed twice. Thus,
the set of parts theoretically allows the score of this work to be reduced.

The reason why the copyists placed the Easter concerto twice in one set of parts
is apparently due to the difficulty of reading the first version (No. 8) for performers.
The notes are written in “extraordinary,” according to the terminology of Diletsky’s
Musical Grammar (1675), rarely used keys (Example 2). They were crossed out
in the lists, corrected in thin brown ink to the then generally accepted discant, tenor
and alto.

4 State Historical Museum. Syn. Sing. 114/1-3.
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Example 2. “Extraordinary” keys of Kaplinsky’s Eighth Concerto
Mary Magdalene Stood Without at the Sepulchre

However, replacing the keys did not solve the problem of correctly reading
the music, but only complicated it. Some fragments were found to have been corrected
with cinnabar over the old text. In addition, a number of pauses are missing from the
parts of Concerto No. 8.

The second recording of the concerto, No. 66, was done more satisfactorily,
despite the fact that the copyist regularly confused half and whole pauses and omitted
fragments of the text. The notes in the key G minor pass with one sign at the key,
which is typical of this notation, demonstrating a clear sign of the transition period
from modality to tonality.

The two transcriptions of the concerto are not identical and contain
discrepancies. The compositions of both versions are similar to each other, but
the length of several episodes varies: the first version contains 195 bars, while
the second has 192. Most of the discrepancies were found in the tenor part. It
turned out that in Concerto No. 8, the tenor and bass parts are partially combined;
the tenor primarily serves a harmonic support function, features mostly long note
values, and overall appears simpler compared to the male voice parts in the other
version. In the viola part of the Concerto No. 8, in comparison with the same one
in No. 66, there are also minor discrepancies in the readings of motifs and phrases
within the framework of a single compositional structure, indicating editing
(see Example 3 and the score of Concerto No. 66 in Appendix).

It should be taken into account that neither version of the concerto is the original
author’s manuscript, but the result of the work of copyists. We do not know how many
times the text was copied after it was created by the composer and before it ended up in
the manuscript under consideration, or what changes other musicians may have made
to it. The Smolensk set may include two author’s editions from different manuscripts.
The Concerto No. 8 was written down in the main part of the parts by one scribe,
Concerto No. 66 by a second, who copied works from No. 50 to No. 88.
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Example 3. Kaplinsky. Mary Magdalene Stood Without at the Sepulchre.
State Historical Museum, Syn. Sing. 114/1—3. Concerto No. 8, mm. 1—25
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The texture of the Concerto No. 8 contains obvious gaps associated with
the absence of the second bass and second discant. This is especially noticeable in
the choral episodes, i.e. the assembled incomplete score requires two more missing
parts.’® In the following example, the loss of the second discant, which tunes
the lower third to the first, and the functional bass part, which holds the vertical
together, is visible (Example 4).
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Example 4. Kaplinsky. Mary Magdalene Stood Without at the Sepulchre.
State Historical Museum, Syn. Sing. 114/1—3. Concerto No. 8, mm. 162—-175

Thus, the work in the first transcription was probably intended for two discants,
alto, tenor and basso continuo and was performed in a Greek Catholic church, or
a Catholic church if it was originally written in Latin. The second recording could be
an arrangement of the concerto for performance without instrumental accompaniment

15 State Historical Museum. Syn. Sing. 114/1—3, concerto No. 8, mm. 25—42, 68-81, 101—118,
162—175.
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in accordance with Orthodox church singing practice. It is unknown where the
adaptation was created: in the Kyiv Metropolitanate or in the Tsardom of Moscow, in
Smolensk by the author himself or by someone from the circle of partes masters, which
could have included Evstafy Manevsky, Nikolai Diletsky and Vasily Titov. However,
even this edition included two- and three-part phrases and episodes without bass
accompaniment, requiring harmonic support from the bass part or instrument.'®

In both versions of the concerto, there are repeated one-bar pauses in all parts.'”
They are most often found in those places of the composition where the final chord
of the previous episode does not coincide with the initial vertical of the next one
(Example 5). Most likely, the one-bar pauses in the original composition were filled
by the organist to link the episodes together.
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Example 5. Kaplinsky. Mary Magdalene Stood Without at the Sepulchre.
State Historical Museum, Syn. chor. 114/1—3. Concerto No. 8, bars 115—128

16 Tbid., Concerto No. 66, mm. 44—68, 94—107, 127—-139, 167—171.
17 Ibid., Concerto No. 8, mm. 71, 119, 126, 139, Concerto No. 66, mm. 120, 138, 145.
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In concertos created by composers of the Polish—Lithuanian Commonwealth
in the 17th century, one can find similar cases, for example, in the concerto Laudate
pueri Dominum for two discants, bass and basso continuo, written to the text of the
112th psalm Praise the Lord, O ye children by the Italian composer Marco Scacchi
(1600-1662), the conductor of the Polish Royal Chapel (Example 6) [5, p. 6].
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Example 6. Marco Scacchi. Laudate pueri Dominum, bars 7—-12

The second transcription of Kaplinsky’s concerto (No. 66) has been better
preserved than the first (No. 8). It is well-structured and logical in its vertical dimension,
and melodically more varied. Moreover, on its basis it is possible to assemble a synthetic
score of the work with the addition of a discant part restored from the Eighth Concerto,
which generally corresponds to the other parts. In several phrases the discant duplicates
the tenor from the Concerto No. 66: apparently, this is due to the fact that in No. 8,
individual fragments of the tenor part were in other parts. In such cases, the material
was taken from parts that matched the harmonic texture of the concerto. Often, multi-
bar pauses did not coincide with the end of the parts; moreover, superfluous musical
material had been introduced. This difference is due to differences in the editions and
the different number of beats in a number of episodes.

The texts of the two versions of the concert include Ukrainianisms and
Belarusianisms: the written letter “b1” instead of “u” in the words “Magdalini,” “vyde
Isusa stoyashcha” [saw Jesus standing], and also “i siya rokshi” [And when she had
thus said] instead of “rekshi.” The presence of dialecticisms may be a manifestation
of the local dialect of both the author and the copyist of the concerto. Differences

48



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2025/9(2)

in readings in parts containing other forms of words are noted in the commentary;
in the text, preference is given to the Church Slavonic version.

Concerto Composition

Let us consider the composition of a four-part concerto based on the
assembled synthetic score published in the appendix to this article. The work was
written by Kaplinsky in G minor — “the most beautiful” tonality, according to
the Baroque semantics described by the German theorist Johann Mattheson
(1681-1764) (Cit. ex [6, p. 22]). The verbal text is a paraphrase of a passage from
the New Testament by John the Evangelist, who described the meeting of Jesus
Christ and Mary Magdalene at His tomb after the Resurrection (John 20:11-16).

But Mary stood without at the sepulchre weeping: and as she wept, she stooped
down, and looked into the sepulchre / And seeth two angels in white sitting, the one
at the head, and the other at the feet, where the body of Jesus had lain. And they
say unto her, Woman, why weepest thou? She saith unto them, Because they have
taken away my Lord, and I know not where they have laid him. And when she had
thus said, she turned herself back, and saw Jesus standing, and knew not that it
was Jesus. Jesus saith unto her, Woman, why weepest thou? whom seekest thou?
She, supposing him to be the gardener, saith unto him, Sir, if thou have borne him
hence, tell me where thou hast laid him, and I will take him away. Jesus saith unto
her, Mary. She turned herself, and saith unto him, Rabboni; which is to say, Master.

Similar extra-liturgical concerts on biblical subjects are found among the
works of Diletsky (the prayer of Manasseh “We have sinned more than the number
of grains of sand in the sea”) and Serapion Zamarevich (the subject of the sale
of Joseph the Beautiful by his brothers into slavery — “We have found this robe”).
They may have been part of theatrical stage performances that were staged in church
schools of various Christian religions, Jesuit colleges and universities of the Polish—
Lithuanian Commonwealth, especially during the Christmas and Easter periods.
In German Protestant liturgical practice of the 17th century, concertos on biblical
texts were performed either during communion or after the gospel sermon as
a musical illustration [7, p. 26].

The concertos of Kaplinsky and Zamarevich are composed according to the same
scheme, including three sections. The first of these is the introduction — or, according
to the treatise Musica poetica (1606) by Joachim Burmeister (1556—1629), exordium
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in which the plot of the story is introduced [6, s. 13]. In the concerts of the authors
of the Kyiv Metropolitanate, the “off-stage” voice of the narrator dominated in this
section. The second section — medium — action, direct speech of characters, dialogue
between Jesus and Mary Magdalene in Kaplinsky’s concert or Joseph’s father and
brothers in Zamarevich’s composition. The final section — finis — is a conclusion or
answer to the question posed earlier.

Choral concertos presenting conversations between biblical characters were
distinguished as a special genre variety in Western European Baroque music.
In musical manuscripts and publications of that time they were designated as
“dialogue” [7, p. 26]. There are special works devoted to the analysis of this
type of concerto in the works of Baroque masters of different national schools
[7, pp. 89—91, 143—-146, 157; 8; 9]. Kaplinsky was not the only church composer
who turned to the gospel story of the conversation between Mary Magdalene and
the resurrected Jesus Christ. The German composer Heinrich Schiitz (1585—-1672)
created a work based on the same text, entitled Weib, was weinest du? (Dialogo per
la pasqua) (“Woman! Why are you weeping?”, Easter dialogue, c. 1645, SWV 443)
for two descants, alto, tenor and basso continuo, which is identical to the intended
composition of parts of Kaplinsky’s Concerto No. 8. The distribution of the parts’
functions in the two works is similar, as is the nature of the melody, which is rich
in suspensions, lamentation motifs, melodic ornaments, and descending motion.
Schiitz’s concert begins with a duet of alto and tenor (Example 7), as in Kaplinsky,
to the accompaniment of basso continuo.

The difference between the concerts of Kaplinsky and Zamarevich and
the composition of Schiitz is the inclusion of text in their name from the author
(the Evangelist John). The first part of Mary Magdalene Stood Without at the
Sepulchre by Kaplinsky is the largest, taking up just over half of the concert (108
bars) and is divided into four episodes performed by duets and trios. In the fourth
of them, the words of Mary Magdalene appear three times in different compositions:
“Because they have taken away my Lord, and I know not where they have laid him.”
The second part consists of two sections: in the first, the meter changes from two-beat
to three-beat, marking the turning point in the plot constituted by the appearance
of Jesus Christ; in the second, various ensembles sing Jesus’ direct speech to
the disciple. The final part of Kaplinsky’s concerto also includes two episodes. The
first is dedicated to Mary Magdalene’s recognition of Jesus. The central conversation
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between the characters is presented as a dialogue between two duets; the second
episode is a traditional doxology to God, taking the form of an extended two-voice
canonic sequence with doubling of the parts, ending with a weighty final cadence.
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Example 7. Heinrich Schiitz. Weib, was wienest du? Dialogo per la Pasqua, bars 1—10
The table shows the concerto scheme; episodes and fragments of sections of the
composition are indicated with the composition of the parts (Table 1).

Table 1. Composition of Kaplinsky’s concert Mary Magdalene Stood Without
at the Sepulchre

Bars Text Composition | Episodes
of parts
1st pt. Mary Magdalene standing without at the AT, B A
1-25 sepulchre, standing at the sepulchre weeping,
standing at the sepulchre weeping, saying to
the angels:
26—44 Because they have taken my Lord from the D,B B
sepulchre, and I know not where they have
laid him.
45—-69 Mary Magdalene standing without at the AT A1
sepulchre, standing at the sepulchre weeping,
standing at the sepulchre weeping, saying to
the angels:
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69—106 Because they have taken / D,B/ C1
Because they have taken my Lord from the D,A, T,B/ D,
sepulchre, and I know not where they have T/
laid him / A B/
/ and I know not where they have laid him / D,A,T,B/
Because they have taken my Lord from the AT
sepulchre, and I know not where they have D,B/
laid him / D,A, T/

/ and I know not where they have laid him / AT/
Because they have taken my Lord from the D,A, T/
sepulchre, and I know not where they have
laid him /

/ and I know not where they have laid him /

2nd pt. And when she had thus said, she turned AT,B/ C(3/1)
107—120 |herself back / D, T,B/
and saw Jesus standing,/ D,A, T,B
and saw Jesus standing,
121— 154 |And saith unto her, and saith unto her Jesus: / [A, T, B/ D (2/2)
Woman, why weepest thou? whom seekest AT/
thou? D,A, T,B/
And saith unto her, and saith unto her Jesus:
Woman, why weepest thou? whom seekest
thou?
3rd pt. saith unto him AT/ E (3/1)
155—171 |saith unto him, saith unto him, Rabboni! / D,B/ (2/2)
saith unto him AT,B/ (3/1)
saith unto him, saith unto him, Rabboni! / D,B/ (2/2)
saith unto him, saith unto him, Rabboni! / AT

172—195 | She saith unto him, Rabboni! D,A,T,B F (3/1)
Lord and my God, glory to Thee, Lord and God
my, glory to Thee, glory to Thee, glory to Thee.

The distribution of voices indicates that in Kaplinsky’s work, such techniques
of development and transformation of material as the inclusion and exclusion
of parts within the texture, as well as the use of extended ensemble episodes by
duets and trios, become the most distinctive features of his style, setting him apart
from other partes composers. His melodic style is expressive and individualised,
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relying on broadly phrased lines that are close to the arioso type. These qualities,
associated with the influence of musical-theatrical declamation, align with the artistic
principles of Schiitz.!8

The general choral forms of movement that predominate in the three-part
episodes are devoid of original features. Polyphonic technique appears only a few
times in the concerto in the form of two-voice imitations and sequences in third
doubling. In Kaplinsky’s composition there is practically no alternation of choral
and ensemble fragments — the most characteristic feature of the partes concerto
style, where tutti is necessarily present in the final cadence. The composer often ends
episodes with the same number of parts with which he began them. This method of
developing the material is more typical of the Western European chamber choral
concerto, which is based on polyphonic duets and trios (bicinia, tricinia) [7, p. 31].
Schiitz’s Easter dialogue Weib, was wienest du? is written in the same style. In
contrast to Kaplinsky’s concerto, where the development is built on the alternation
of long melodies with third doublings or on exchanges between participants in the
dialogue assigned to individual voices, Schiitz’s composition is dominated by simple
imitative forms in duets and trios. Accompanying a small vocal ensemble with an
instrumental basso continuo allowed composers to do without a clearly expressed
functional choral voice and to conduct long solo and ensemble episodes with different
compositions, including without final choral cadences.

Kaplinsky used tutti inserts primarily for artistic purposes. Jan Kalenda'® did
the same thing in 1658 in his four-part concertos, which were close in their method
of working with the material to an imitative motet with a gradual increase in voices,
extensive use of the technique of vertically mobile counterpoint and heavy choral
cadences at the end of sections [11, pp. 135-139]. In them, short tutti episodes
focused the attention of the worshiper on the significant words and phrases of the
chant. In Kaplinsky’s tutti it passes twice on the words “they have taken away my
Lord from the sepulchre,” then in a triple meter all the voices sing the phrase “saw

8 Such a style is not characteristic of the concertos of the next generation of “high”
Baroque partes masters, e.g., Diletsky and Titov, who made extensive use of repetition and
transformation of small motivic cells to expand the form [10].

19 Jan Kalenda was a composer and singer of the third quarter of the 17th century, who
worked first in the Polish-Lithuanian Commonwealth and then at the court of Tsar Alexei
Mikhailovich.
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Jesus standing,” then in a duple meter before the third part the text “Woman, why
weepest thou? whom seekest thou?” is performed. These short choral chants of the
text, which concentrate the key moments of the meeting of the resurrected Christ
with Mary Magdalene, necessarily mention the Lord Jesus Christ. Tutti sections
in the partes style were sung at a forte dynamic — “loudly” — and thus stood out
against the lengthy “quiet” ensemble episodes. The last third part of the concert is
performed entirely by the entire ensemble using the words: “She saith unto him,
Rabboni Lord, glory to You!”

Conclusion

Of course, it is difficult to form an idea of a composer’s creative persona based
on just one concerto. Despite this, the vivid composition Mary Magdalene Stood
Without at the Sepulchre allows us to discover new and sometimes unexpected facets
of the choral writing of the partes composers of the Kyiv Metropolitanate. It was
written in a musical language that was relevant for its time, fitting into the context of
the unified cultural space of the early European musical baroque, in which the same
texts, types of composition and artistic techniques were borrowed and reproduced by
masters of different regional schools of composition.

Appendix:
Kaplinsky’s concert Mary Magdalene Stood Without at the Sepulchre

The appendix contains an edition of Kaplinsky’s concert Mary Magdalene
Stood Without at the Sepulchre. The comments reflect the initial reading of
the changes made to the score: copyist’s errors, dialecticisms in the text, lost
fragments, and differences in the edition of the discant part that do not match the
score of Concerto No. 66. The discrepancies are reflected according to the following
scheme: bar number, part, note number, situation in the manuscript. Desirable
but not written out in the manuscript accidentals are placed in square brackets.
The accidental sign in the manuscript extends over a whole measure. The ligatures,
which are placed irregularly, are noted in the comments; there are no ligatures

in the score.
Concerto for four parts. State Historical Museum. Syn. Sing. 114/1—3, No. 66.
Discant (from Concerto No. 8) — State Historical Museum. Syn. Sing. 114/1, 1. 8—9 rev.
Alto — State Historical Museum. Syn. Sing. 114/1, pp. 83—84.
Tenor — State Historical Museum. Syn. Sing. 114/1, 1. 80 rev.—82.
Bass — State Historical Museum. Syn. Sing. 114/2, 1. 76 rev.—77 rev.
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Comments on the Score

Bar number Part | Note number Situation in the manuscript

3 A after 1: -

9-10 T 2]1,2: -

9 B 2: o.

9-16 B the text is written one note earlier

15 B 2: B

16 B 1, 2: -

18-19 T 1,|1: -

19 A 1-2: -

25 D omission ™

32 D before 1: #

33—-35 D 2]1,2,|1,2,3,4: |crossed out and written in cinnabar a tone

higher

37 D 2: g’ — crossed out and written in cinnabar f;
written in
cinnabar before
5: z

42—44 B 2]1,2,|1: cBc

44 T before 1: omission =

51 T before 2 text: -11re

61 A 1-2: -

62 T instead of 2: J._

64 T before 2: b

65—66 T 511,2: -

67 D omission ™

70 D, A after 1: -

71 T before 1: -

74 A 1: o

74 T before 1: -

8o T 1: o
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82 D 1: dz
82 T 5: b
93—-95 T doubles the discant part
96—97 T 2] 1-2: -
98-100 A 2,3,4,5, ¢: line omission
6,1,2,3,4,(1
99 D omission =
101—102 T 2,|1: -
102 T 1: c?
102—-103 T 3, |1: -
A 2 1
1, 2: ~
103—104 T 2 5L
1, 2: -~
107 B before 1—2 text: | pok-; —
110 D omission =
111 D under 1 text: BBI-;
1, 2: b, b
112—113 D 1,2,|1,2: a third higher
113 D 1: b’
115 D under 1 text: BBI-
115—116, 118 D 1,2,3,]1,2; 1: a third higher
117 D 1, 2: a fourth higher
121 B 2: f
122 T before 2: b
128 T before 1: -
129 A 1-2: -
136—137 A -
137 D omission ===
140 A 2: f
140—-142 T 2]1,2]1: -
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144 B -
146 D omission =
147-148 D O
151 A 1-2: -
155 D absent =
158 B 1: d
159 D 1: change of meter 3/1; o
160-161 D omission =™
165-169 B ———
166-169 D missing bars
170-172 D 1,2,3, | 1,2,3,] b, b, b, a’, a', a’, b', b, a’
1,2,3:
173 A 2: c!
174 D 1: a’
174 T omission =
175 D omission =
176-185 D one second higher
185 D nocre 1: -
186-187 D oo €, b ¢ oo al, bt
188 D neper 1: o d?
190 D 1 o
191 A 1 ol
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Abstract. The epistolary legacy of Alexander Nikolaevich Serov contains
rich material for the study of his work, personality — and, more broadly, the
history of Russian music in the second half of the 19th century as a whole. The
article is dedicated to the letters that the composer wrote to his mother during his
first trips abroad (1858-1859). At the same time, he published correspondence
in the form of “traveler’s notes” in the magazine Music and Theatre Herald.
Both the mother’s letters and the correspondence published in the magazine
record impressions of the trip, including Serov’s acquaintance with Franz
Liszt, Hector Berlioz and Richard Wagner, but differ significantly in detail. The
appendix to the present article presents five and previously unpublished letters
from the composer to his mother, which were written during his trip to Germany
(1858-1859).

Keywords: Alexander Nikolaevich Serov, epistolary legacy, letters of 1858—
1859, Germany, the magazine Music and Theatre Herald
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Hcmopusa my3viKu
8 NUCOMAX. U 0OKYMEHMAX,

Hayunas crarpsa

Hemenxue nuceMma A. H. CepoBa 1858-1859 rogos
B OT/e 1e pyKoncen
Caukr-IleTepOyprckor KOHCEepBaTOPUH
(13 HeonmyOJIMKOBaAHHOTO HAC/IEeANUA KOMIIO3UTOPA)

1t Anacmacus Cmenanosna Boluewxo, 23usap Maxmydosna Tyceiinosa
1CankT-IleTepOyprckas rocyZlapcTBeHHAsA KOHCEPBATOPHUSA

umenu H. A. Pumckoro-Kopcakosa, 2. Cankm-ITemepoype, Poccuiickaa @edepauus,
Mnastazziy@mail.ru, http://orcid.org/0000-0003-2276- 8902

2Cankt-IlerepOyprekas rocyiapcTBeHHas KOHCEPBATOPHUA
umenu H. A. Pumckoro-Kopcakoga, 2. Canxm-Ilemep6ype, Poccuiickas ®edepayus,
Mzivar-g@mail.ru, https://orcid.org/0000-0001-8940-6485

AHHOTamuA. IJnuCTOJAPHOe Haciaenaue Asiekcagzpa HukosaeBuua
CepoBa coziep:KUT OoTraThIi MaTepuas I HCCIEIOBAaHUS €ro TBOPUYECTBA,
JIMYHOCTU U — IINPe — UCTOPUU PYCCKON MYy3BIKH BTOPOU mosoBUHBI XIX Beka
B 1esioM. CTraThs IOCBAIEHA MUCbMaM, KOTOpble KOMIIO3UTOP MHCAJl MaTepu
BO BpeMs CBOMX IIEPBBIX 3arpaHUYHBIX I0e3710K (1858-1859). IlapasnenpHO
OH TIyOJIMKOBAJI KOPPECHOHAEHIIMHA B JKAHPE «3aIKCOK ITyTEIeCTBEHHUKA»
B JKypHajle «My3bIKaJbHBI W TeaTpaJbHBI BeCTHUK». M muchMa MaTepH,
U KOPPECIOH/IEHIINY, OIyOJIMKOBAHHBIE B JKypHaJie, QUKCUPYIOT BIIEYATIEHUSA OT
noesaku, sHakoMmcrsa ¢ ®epennem Jlucrom, I'ekropom bepinoszom u Puxapzom
Baramepom, HO CyllIeCTBEHHO pa3jUYalOTCA B JleTajsAX. B OPUJIOKEHUU K CTaThe
BIIEPBBIE OIMyOJIMKOBAHBI IISATh IMHCEM KOMIIO3UTOPA K MaTEPU, HAITMCAHHBIX BO
Bpems myTelnecTBus B ['epmanuio (1858—-1859) u 710 cux 1op He U3aHHBIX.
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KiaroueBbie cJuoBa: Asexkcanzp Huxosmaesuu CepoB, 3IHCTOIAPHOE
Hacienue, nucbMa 1858-1859 ronoB, I'epmanms, »xypHayn «My3bIKaJIbHbBIN
U TeaTpPaJIbHbIN BECTHUK»

Jia murupoBaHuna: Botiuewxo A. C., I'ycetinosa 3. M. Hemenikue nuchbma
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Introduction

n epistolary legacy represents an important source for studying
a composer’s personality and work, helping to more fully recreate the

rtistic and historical context. The publication of previously unknown
letters, diary entries, and documents pertaining to important cultural figures arouses
interest due to the opportunity to introduce new nuances in the creative biography of
the author and his addressees, but also into the understanding of general historical
and cultural processes. However, letters and diary entries constitute an independent
object of study, requiring specificapproaches. Asoneresearcher putit: “Understanding
personal relationships is important for analysing correspondence, since they explain
the reason for the emergence of epistolary communication between correspondents,
determine the topics covered, the degree of frankness, tone and style of writing”
[1, p. 146]. In contemporary source studies, publications of correspondence are
accompanied by detailed commentaries and explanatory articles to form a complete
picture of the author’s personality. Among Russian publications of this kind that have
appeared in the last decade, we will mention a voluminous two-volume work that
includes the correspondence of Alexander Tikhonovich Grechaninov and memoirs
about him (2017),! a four-volume edition of the letters of Pyotr Ilyich Tchaikovsky
(2007—-2010)? and Alexander Porfiryevich Borodin (2020—2023),? an article with the
publication of previously unknown letters of Giacomo Puccini [2]. Let us also note as
an example the works, the novelty of which is largely based on the use of previously
unknown documentary sources, including epistolaries: Elena M. Shabshaevich’s
research based on the correspondence of Vladimir I. Rebikov and Boris P. Jurgenson
[3], the articles of Grigory A. Moiseyev, which analyse in detail the musical and
historical aspects of the diary of Grand Duke Konstantin Romanovich [4], Anastasia
S. Voitseshko about Anastasia S. Lyapunova as a publisher of Serov’s letters [5]
and Zivar M. Guseinova on the image of Nikolai Rimsky-Korsakov in the letters of
Nadezhda N. Rimskaya-Korsakova [6].

! Grechaninov, A. T. (2017). Vospominaniya. Publikatsii. Perepiska [Recollections. Publications.
Correspondence] (in 2 Vols.). Muzyka. (In Russ.).

2 P. I. Tchaikovsky — N. F. von Meck. Correspondence. (2007—2010). (In 4 Vols.) MPI Publishing
House.

3 Aleksandr Porfir'evich Borodin. Pis'ma [Alexander Porfiryevich Borodin. Letters]. (2020—
2023). (In 4 Vols.). MPI Publishing House. (In Russ.).
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Correspondence of Alexander N. Serov: Handwritten Sources and Publications

The epistolary legacy of Alexander Nikolaevich Serov is quite extensive. His
materials are presented in various collections, including the Manuscript Cabinet
of the Russian Institute of Art History (RIAH),* as well as in the manuscript department
of the Pushkin House, which contains priceless letters and musical autographs of the
composer. The manuscript department of the Russian National Library (RNL) also has
an impressive collection of the critic’s correspondence with various addressees’: with
his sister Sofya Nikolaevna Dutour (approx. 50 items), with the librettist Konstantin
Ivanovich Zvantsov (45 items), and with the critic Vladimir Vasilyevich Stasov (225
items). The Research Department of Manuscripts of the Scientific Music Library of
the St. Petersburg Conservatory contains a collection of Serov’s letters to various
addressees and notebooks in which we find musical drafts and pencil sketches.

To date, only part of Serov’s correspondence has been published: letters
to Sofya N. Dutour (1845-1861),° his letters to his father published by Roman
I. Gruber,’ letters to his friend Mara Pavlovna Anastasyeva (Mavromikhali), letters
to Konstantin I. Zvantsov,? as well as a three-volume edition of correspondence with
Vladimir V. and Dmitry V. Stasov edited by Abram A. Gozenpud and Vera A. Obram.’

4See Altshuller, A. Ya., Dansker, O. L., & Kopytova, G. V. (Eds.). (1996). Putevoditel’ po
Kabinetu rukopisej Rossijskogo instituta istorii iskusstv: Dopolnennoe i ispravlennoe izdanie
“Putevoditelya po arkhivnym fondam Leningradskogo gosudarstvennogo instituta teatra,
muzyki 1 kinematografii” [Guide to the Manuscript Cabinet of the Russian Institute of Art History:
Supplemented and corrected edition of the Guide to the Archival Collections of the Leningrad
State Institute of Theatre, Music and Cinematography] (2nd ed.) [Ministry of Culture; Russian
Academy of Sciences; Russian Institute of Art History]. (In Russ.).

5Some letters have an envelope and a direct reply from the addressee. See RNL. Department
of Manuscripts. F. 693: Serov Alexander Nikolaevich. Inventory 504. Typescript. Leningrad, 1959.
6 Serov, A. N. (1896). Pis’'ma Aleksandra Nikolaevicha Serova k ego sestre S. N. Dyutur (1845—
1861 gg.) [Letters of Alexander Nikolaevich Serov to His Sister S. N. Dutour (1845-1861)].
N. Findeyzen Publ. (In Russ.).

7 Gruber, R. I. (1935). Pis'ma A. Serova k ottsu [Letters of A. Serov to His Father]. In M. V. Ivanov-
Boretskij (Ed.), Muzykal'noe nasledstvo: sbornik materialov po istorii muzykal’noj kul'tury
v Rossii [Musical Heritage: Collection of Materials on the History of Musical Culture in Russia]
(Issue 1, pp. 211—221). Muzgiz Publ. (In Russ.).

8 Aleksandr Nikolaevich Serov v 1857-1871 gg. Vospominaniya o nem i ego pis’'ma (1888)
[Alexander Nikolaevich Serov in 1857—1871. Memories on Him, His Letters (1888)]. In Russkaya
starina [Russian Antiquity] (pp. 643—682). V. S. Balasheva Publ. (In Russ.).

9 Serov, A. N. (1962—1970). Pis’'ma k V. V. i D. V. Stasovym [Letters to V. V. and D. V. Stasov].
In A. A. Gozenpud, & V. A. Obram (Eds.), Muzykal’noe nasledstvo [Musical Heritage]. (Vol. 1,
pp. 65—34; Vol. 2, Part 1, pp. 65—284; Vol. 3. pp. 27—207). Muzgiz Publ. (In Russ.).
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Let us also highlight Serov’s published correspondence with fellow musicians, writers,
artists, various august persons — and, of course, family and friends.!? In the latter case,
they are characterised by frankness of statements as well as a certain spiritual warmth.
In this regard, the composer’s letters to his mother, Anna Karlovna Serova (c. 1780—
1865), are of great value in filling out the image of the musician — his experiences and
thoughts, judgments about art, are emotionally transferred to paper.

German Letters of Alexander N. Serov: Dresden, Weimar, Baden, Berlin

Serov’s extensive epistolary collection at the Research Institute of Historical
and Cultural Studies of the St. Petersburg State Conservatory includes 132 items of
unpublished correspondence between the composer and his mother that extends over
many years. The letters under study date back to the time of Serov’s foreign travels in
1858-1859 (Illustrations 1—4),!! during which the composer visited Dresden, Weimar,
Baden-Baden, and Berlin. From these places Serov sent correspondence to his mother
in St. Petersburg. The first letter (from Dresden) is dated 6/18 June 1858, while the
fifth (from Berlin) 20 May / 1 June 1859. Most of the letters (except for the Berlin
one) were written by the composer simultaneously with his notes under the title Pis’ma
iz-za granitsy [Letters from Abroad]. They were published in the first issues of the
magazine Muzykal’nyj i teatralnyj vestnik [Music and Theatre Herald],'> where
Serov worked as editor of the music department. Compared with the correspondence
intended for publication, the personal correspondence contains new and interesting
details of travels, planned visits and chance meetings with people of art, reveals the
nuances of Serov’s relations with such famous musicians as Franz Liszt and Hector
Berlioz, as well as clearly displaying his ardent admiration for Richard Wagner.

1o For a voluminous list of publications of Serov’s letters, up to 1984, see Abramovskij, G. K. (1998).
Opernoe tvorchestvo A. N. Serova [Operatic Works by A. N. Serov]. Canon, p. 170. (In Russ.).

1 The documents are stored in the Research Institute of Historical and Cultural Heritage of the
St. Petersburg State Conservatory (Nos. 2069—2073) together with envelopes containing
addresses, stamps, and two stamps with the dates of sending and receiving letters (Illustrations
1 and 2); in a number of documents, the writing paper contains vignettes depicting toponymic
landmarks (Illustrations 3 and 4).

2 Muzykal’nyj 1 teatral’nyj vestnik [Music and Theatre Herald] Nos. 27, 30, 32, 34, 36, 42, 43
for 1858 (latest publication: Serov, A. N. (1950). Pis’'ma iz-za granitsy [Letters from Abroad]. In
G. N. Khubov (Ed.), Serov A. N. Selected Articles (in 2 Vols., Vol. 1, pp. 507—542). Muzgiz.
(In Russ.).
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Hlustration 1. Inscription on the front of the envelope'?

Illustration 2. Back of envelope with seal'

13 Source of illustration: see footnote 11.
14 Source of illustration: see footnote 11.
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All this significantly complements and enriches with valuable details the musical-
historical information contained in Letters from Abroad. The same event is
described by the author in different language: for example, during his stay in
Weimar, Serov omits his own impressions in a publication for a magazine, instead
seeking to describe the cultural life of the city in more detail. The correspondence

”, «

is replete with phrases: “I will not express my amazement”; “I will not describe

”, «

my feelings at the first steps on the Stettin shore”; “I will not describe my first
impressions of ‘foreign lands’; “finally, I will not describe the wonders of the
Dresden art gallery, where I spent the very first morning upon arrival” [7, p. 518].
However, in personal correspondence, from which some factual content is
elided, the composer instead shares his personal impressions. He speaks of the
Dresden Gallery with admiration: “The wealth of artistic wonders is astounding.
The Hermitage is nothing compared to this gallery (although the premises of
the St. Petersburg museum are more magnificent).”!”

Another example is the description of a multi-day visit to Liszt.! In the text for
magazine publication, Serov only dryly lists the main guests at the musical evenings
and speaks more vividly about the pianist’s playing. The entire letter to the mother,
on the contrary, is taken up with a detailed description of the routine of those days:
what the visitors did and talked about, what arrangements Liszt and Serov worked
on, what thoughts they exchanged, etc. Such information significantly complements
the portrait of Serov the composer.

It is especially curious that the composer explicitly mentions the differing
content of the letters to his family from the very beginning: “Everything that concerns
the arts and theatre, I will describe in the Herald...'” — therefore, I will not talk
about all this here. In the letters I will report such details about my life and being
that are of no interest to the public”;!® I write about this concert, as well as about
our stay in Prague and the celebration of the local conservatory in the Herald.”"
However, parallel work on several articles for different publications (Muzykalnyj

15 Letter No. 2 of July 16/28, 1858.

16 For more information on the rapprochement between composers, see Serov, A. N. (1950).
Pis’ma iz-za granitsy [Letters from Abroad]. In G. N. Khubov (Ed.), Serov A. N. Selected Articles
(in 2 Vols., Vol. 1, pp. 530—531). Muzgiz. (In Russ.); Letter No. 2 of July 16/28, 1858.

7 Magazine Music and Theatre Herald.

18 Letter No. 1 of June 6/18, 1858.

1 Letter No. 2 of July 16/28, 1858.
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1 teatral’nyj vestnik [Music and Theatre Herald], Russkoe slovo [Russian Word],
German and French publications) leaves its mark on the more intimate text forms:
in the description of the events taking place, it is still possible to detect a certain
element of “reportage.” At such moments, Serov sincerely asks for forgiveness for not
being able to hold back his writerly talent: “Out of argumentative habits, I turn a letter
into an article, with the usual magazine manners. This must already be excused.”?’

Illustration 3. Vignette depicting the SchloBplatz
and the Katholische Hofkirche in Dresden?!

20 Letter No. 3 of August 19/31, 1858.
21 Source of illustration: see footnote 11.
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Each letter is like a traveler’s note. Subtly feeling the world around him,
possessing not only musical talent, but also a keen almost painterly eye, Serov describes
European nature in detail; in noticing the slightest differences from Russian,?? he
chooses “poetic comparisons in order to convey my own sensations as fully as possible
— be it smell, taste or colour” [7, p. 119]. Traveling from city to city, Serov expands
his circle of acquaintances, about whom he certainly does not fail to tell his mother.
For example, speaking about a meeting with a certain Brendel, the editor of a music
magazine, the critic mentions details about the proofreading of his and Stasov’s
article. The paragraphs that tell about his studies with Liszt also enrich the text with
new information: such an enthusiastic response would not be suitable for inclusion in
the publication of Letters from Abroad, which is presumably why the musician saved
it for personal correspondence. All the texts addressed to his mother are touchingly
sincere: the musician confides even the funniest details to his beloved parent —
for example, one about the nickname “Lapland Bear,” which Liszt jokingly gave him.

By the time of his trip abroad, Serov had collaborated with many
magazines, including Sovremennik [The Contemporary], Syn Otechestva [Son
of the Fatherland], Biblioteka dlya chteniya [Library for Reading], Pantheon,
Illyustratsiya [Illustration], and Muzykalnyj i Teatralnyj vestnik [Music and
Theatre Herald]. Distinguished by his sharp tongue and tendency to often clash
with colleagues, he acquired a special reputation among music critics, about which
he wrote to his mother: “Every stone from my sling hits quite accurately. This
encourages me to undertake new campaigns, until I beat all the ‘Goliaths’ from
among the representatives of musical Stupidity.”>> The 38-year-old Russian
musician’s compositional achievements were still ahead of him; Serov himself felt
how time was flying by; he bitterly admitted to his mother: “Everyone (including
Liszt) expects something from me other than feuilletons, but I'm just fooling
everyone.”?* Liszt nevertheless supported the critic in the fight against musical
ignorance, speaking out about the controversy in the pages of the periodical press.?
Thanks to his patronage, all of Europe learned about Serov.

22 The same format of travel notes was followed by N. M. Karamzin in Letters of a Russian
Traveler, A. S. Griboyedov and P. V. Annenkov in Travel Notes, 1. A. Goncharov in The Frigate
“Pallada”, Clara Schumann in Travel Diary and many others.

23 Letter No. 2 of July 16/28, 1858.

24 Tbid.

25 Article Criticism of Criticism. Ulybyshev and Serov. See Liszt, F. (1858, January 1). Kritik
der Kritik. Ulibischeff und Séroff. Neue Zeitschrift fiir Musik, (48), 1—3.
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Hllustration 4. Vignette depicting the Conversation entertainment complex
in Baden-Baden?®

“We need to make raids on Europe, and more often, to get closer to interesting
figures, to fulfill Liszt’s precept: listen and observe as much as possible,”?” Serov noted,
emphasising how important it is for a Russian artist to travel and absorb fresh ideas.
The circle of people?® with whom he met and communicated in included musicians,
singers, writers, editors and critics, civil servants, many of whom were introduced
to the composer by Liszt (the singer couple Hans Feodor and Rosa von Milde,

26 Source of illustration: see footnote 11.

27 Letter No. 4, August 27/September 8, 1858.

28 Only five commented sources mention more than 30 people with whom Serov met during
his trip (see Appendix, Index of Persons).
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the Duke of Saxe-Weimar, etc.). Serov developed warm relations with Liszt, who
supported his younger colleague: an invitation to Weimar?® gave him the opportunity
to visit the best German theatres and concert halls. There is no doubt that the varied
and rich impressions gleaned in Germany and partially reflected in Serov’s five
German letters served as an important impetus for the development of his
compositional work in the 1860s. According to Sergey A. Bazunov, this long trip
“finally determined the artistic image of Serov the composer” [8, p. 66].

Serov formatted the texts of his letters in accordance with the norms of
written expression of his time. Before each sentence or paragraph which he wished
to separate by content, a dash was placed.’® He prefers to highlight paragraphs
only when there is a sharp change in topic. Another common feature is the placing
of several sentences in brackets, setting off explanations with brackets and colons
— for example, (: Les monds de la forét Noir :).3! Words and phrases to which the
author wanted to draw the addressee’s attention are emphasised with single, double
or wavy underlining.?? In the letters one can often find double and triple exclamation
marks, which demonstrates Serov’s extreme impulsiveness and conveys his lively
response to what is happening.

29'We learn about the invitation to Weimar from Serov’s reply letter: “In your kind letter,
which is so highly flattering to me, you do me the honor of inviting me to your region... This
has been the dream of my whole life!”. Serov, A. N. (1984). Pis’'ma k Listu [Letters to the Liszt]
(ed. by V. V. Protopopov). Sovetskaya muzyka [Soviet Music], (1), p. 80. (In Russ.). Liszt
promised the composer help with arrangements, which he had appreciated since his tour
in Russia in 1847: Serov sent a piano arrangement of Coriolanus and several of Beethoven’s
quartets, which Liszt received with admiration.

30 This feature was called “thought-separating”. See Vostokov, A. Kh. (1844). Russkaya
grammatika Aleksandra Vostokova, po nachertaniyu ego zhe Sokrashchennoj grammatiksi,
polnee izlozhennaya [Russian Grammar of Alexander Vostokov, According to the Outline
of His Abridged Grammar, More Fully Presented] (6th ed., corrected). Imperial Russian
Academy, p. 285. (In Russ.).

3t Letter No. 3 of August 19/31, 1858.

32 Similar underlinings can be found in Vladimir V. Stasov.
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German Letters of Alexander N. Serov During the Trip of 1858-1959%

Ne 1 (N2 2069 HUOP CII6T'K)
IIpesneH. 6/18 utons 1858. [IaTHuma
JIrobe3Has maMa,

C HNOHATHOIO TOP/IOCTHI0 HAJIUCHIBAJI HA MHUChME CBOE HBIHEIIIHee MeCcTOIpeObIBa-
HuUe: 1[eHTp ['epMaHuy, TOPO/ }KUBOTTUCHEUIIINI, MIJIBIF BO BCEX BO3MOKHBIX OTHOIIIEHUSX.
UynecHeHITUA BO3/IyX, Ca/ibl HA KAXK/IOM IIIary, ImpesiecTHasA Jyibba, KpacuBble U HHTEPEC-
HbIe 3/IaHUsA, OJHA U3 JIYUIIIUX B MUDE KapTUHHBIX Tajiepell — CJIaBHBIN TeaTp U T.J. Yero
ke eme? — U kak OBICTPO A 3/ieCh OUYTUJICS: TIPOCTO He Beputcsa! — B cy6060Ty 31 mas /
12 uOHS MBI mpocTuiauch B Kpormra[]te — B cpeay yTpom 4/16 UIOHSA 5 yKe CIIOKOMHO
Hacaxkaascs kpacotamu JlpesieHCKOM rajiepeu, MpoBeJI IesIbli yac mepes 3HaMeHUTO0
PadaseBckoro masionHo0! PaccTosHuii B EBponie Tenieps He CyIleCTBYeT — TOJIBKO U €CTh
paccrosnue uto ot ITurepa g0 lter[T]una** (unu — cyxum myTtem 10 Bapiiassl), ocTasb-
Hoe — He B cuet! IlepeseTaenip U3 ropoja B ropof, u3 ['ocyzapcTBa B rocyZjlapcTBO Kak
snactouka! Bce 5T0, KOHEUHO, MBI 3HaeM 110 KHUTaM, HO IIPOYYBCTBOBAThH 3TO — HA JieJie —
Oosipmiast pa3Humnal

B IITer[T]uH s npuOBLI BO BTOPDHUK 3/15 UIOHA, pAaHO YTPOM. B 10 4acoB y»ke OTABI-
XaJI B TOCTHHUIIE OT YCTJIOCTA MOPCKOTO BOsKa. BipoueM, U OTABIXaTh-TO OBLIO IMOYTHU
He OT uero. [11aBaHue CKy4HOBATO OT 0ZIHO00pa3usa — HebA ¥ BO/IbI — HO IIPU Uy leCHeNen
TIIOT0/Ie BCE BPEMs — COBEPIIUIOCH TaK OJIarOMOIYYHO, YTO MOUTH HUKTO HE CTPaZIal MOP-
CKOU 00Js1e3HBIO. B cebe s He YyBCTBOBAJI HU MaJIEUIINX IPU3HAKOB TOITHOTH. Kauku He
OBLIIO0 BOBCE, KPOME IOBOJIBHO CHUJIBHOM 3b10H yike 0J113Ko oT [Ipycckux 6eperos, — Jia U TO
Ha MeHS HUMAaJIo He TojiefictBoBasio. [Toctpaganu nnabie gamol (He Hazalexma] Anekc[an-
nposHal®>). Ha myTu, KOHe4HO, g MHOTO 6eceioBaj TO ¢ TeM, TO ¢ ApyruM — ¢ TomeTeim,
¢ Bakynunsi®’, ¢ IIpromom®® u MonTeckprr’, ¢ Pycckum Ceamenaukom™ us BepiuHa,
KOTOpbIH 3HaBas ['tmHKy, — ¢ Hazexxa[oii] AslekcauapoB[HOI], — CO MHOTHMU COBEPIIIEH-
HO-YY>KUMH (51 BeJlb 3HAKOMJIIOCH B JIBE MUHYTHI U c0 Bcemu ). Ho Bce-Taku 6bLIO He-BeCEIO

33 Letters are published with the author’s spelling and punctuation.
34 MmeetcA B BUJLy pacCTOSTHUE 10 MOPIO.

35 HeycTaHOBJIEHHOE JIUIIO.

36 @eodmn MaTBeeBuu TosicTo.

37 Anekceit AsekcanpoBuyu bakyHUH.

38 Opanrr Kesn-IIprom.

39 HeycTaHOBJIEHHOE JIUIIO.

4° MMoanH Hukutuu Ilosmmcamos.
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1 He3aHUMaTe bHO. He XoTesioch aXe v AyMaTh O YeM-HHOYIb XOPOIIEeHbKO — YYBCTBOBAJI
ce0s1 Bce TPH JIHA KaK-TO almaTUYEeCKH U HempussdHeHHO. Kopmuin Hac (1 B 3-M KJacce)
O4YeHb CHITHO, CIIaTh OBLIO OYEHB YI0OHO — U HA TAKUX YCJIOBUAX — B XOPOIIIYIO IIOTOAY —
mepeceuThest B [Ipyccrio — MpoCTo-IIporysika — u 9To 3a 22 p[yossa] cep[ebpom] coBcem! —
[Mpubnmxkenue k [Iter[T]uHCKON raBaHu OBIO OYEHHh HHTEPECHO OT JKUBOIHUCHOCTH Oe-
peroB Ozepa. CTpaHHO, UTO eIlle Ha MapoXx0/ie, KaK TOJILKO IEePEIIBLIA PYCCKYI0 TPAHUILY
(mpotuB Memens*!) Bo3myx camplii cTan TouHO Apyroi coBcem. 06 okpectHocTax ITITeT-
[T]uHa s HUKOT/IA He CIIbIXaJl HU CJI0OBA U YIUBJISIOCH 3TOMYy. [IpHpo/ia BecbMa »KUBOIIUCHA,
a IevaTh IIUBUIN3AIIUU HA BCEM — UPE3BBIUANHO ellle OKPaIlllMBaeT MECTHbBIE JAHHOCTH.

B IlIter[T]uHe MHe HaTOOHO OBLIIO POBECTH HECKOJILKO YaCOB, IIPH BCEH ITOCITEINTHO-
CTH — IIOTOMY YTO ITAPOXO0/I HAIII ITPHIIIEJT PaHbIIle OOBIKHOBEHHOTO CPOKA, a M0e3/1 JKeJI[ e3-
HOM | noporu B bepyivH oTIpaBiIsieTcs TOJIBKO 2 Yaca I10 MOoJIyAHU. [IpoMeKyTOUHbIMUY Ya-
caMH sI BOCIIOJIb30BAJICS, YTOO MOOPOIUTH IO TOPOY U XOPOIIEHbBKO YBEPUTH cebsi, UTO
s1 IEUCTBUTENILHO B «HOCTpaHuu»! — ['opox IlIte[T]TH — moB[os1bHO] OGOTaThIM, C XapaK-
TepOM HeMeIIKUX TOpOJioB, T. e. PeBenn*” en beau®, ropasno meronesatee, onmpaTHee —
HO TOT e gemiitlichkeit** u uTo-To KpoTKOE, MATKOE, TemsIoe B IeJIOM BIlEUaTICHUU —
yero pemutesabHO HeT B [leTepOypre. — 'epmanust BooOIIe MHE Ype3BhIUaiHO HPABUTCS.
[TocMOTpUM, MHOTO JIM OHa IIPOUTPAET OT CPaBHEHUSA C JIDYTUMU 3eMJIAMH (kpome Poc-
cun). »Kapa 6pl1a BO BTOPHUK (KaK M BCEe BTH JHU) CHJIbHAsl, TAK UYTO HE OYEHb PasTyJis-
embcs. Ha cranmum sxesie3H[ o] qoporu MeHs »kasa tejaerpadudeckas aernerna ot Kals-
3s1] Tosmun[praal®, KOTOPBIU ITPOCUJT M€EHsI, HE OCcTaBasiCh B bepsinHe, exaTh MPsAMO K HEMY
B JIpe3neH, r/7ie oH OyJ/ieT MeHs JIO’KUAAThCs TOXKe Ha cTaHnuu. Yackl noe3dos paccyura-
HBI 10 pacmucaHuio cy/ioB. ['onuibIH] 3HaJ, 9yTO, BhiexaB u3 IllTer[T]uHa B 2 yaca, s Oyay
B bepsinHe B 6 yacoB, a BeuepoM, WJIM HOYBIO, B 12 /2 Oyay B J/IpessieHe. — JTta Jelela
3acTaBUJIa MEHsS IIePeMEeHUTh MOU IIaH, a To, yBueB B llIter[T]uHckoit KoHauTepckoi,
urto B BepyiuHe B TOT ke Beuep (BTOpHHK) uzeT onepa Illnopa «Illecorna»*® 1 xoresn 6110

4 [TopToBbI¥ ropot Ha 3anaze JIuTsel, HbIHEe Kiaiinesna.

42 Hpine TasinHH.

43 Kpacusbiii (¢p.).

44 Komdopt (Hem.).

45 IOpuit HukostaeBud Iostribia. CTajl HHUITMATOPOM MTOE3IKH 3a TPAHUILY, UTOOBI IPOBECTH
HECKOJIBKO KOHIIEPTOB XOPOBOU MY3bIKH U MO3HAKOMUTH CepoBa ¢ Jluctom. B moesnke He
CMOT T0JIAIUTh C My3bIKAHTOM U OCTaBUJI €70 Ha COOCTBEHHOE MOoTeYeHne, NTHOPUPYS ITHUCh-
Ma U 3aIJIaHupoBaHHBIe BeTpedu. [logpobHee cMm. 3s8anyos K. H. Anexcannp HukonaeBug
Cepos B 1857—1871 rT. BocrioMmuHaHusA 0 HEM | ero nucbMa // Pycckas crapuna. 1888. T. 59.
C. 348-384. .

46 Jessonda, B coBpeMeHHOU Bepcuu «ecconaa», onepa Jlyu Illnopa B Tpex aKkTax, HallluCcaH-
Had B 1822 rojy.
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IporocTuTh B bepiunHe 710 cpexbl yrpa. CrpaHHast cy/ibba, YTO HEPBYI0 MHOCTPAHHYIO
nenernry, Ha ['epmaHcKoi mouBe, 51 moaydmt u3d pyk ®[eodwmrta] Toacroro! OH coyuniacs
Ha CTAHIIMU paHbllle MeHs (s BeJlb BCErJia MOCIEBAI0 K IIOCTEAHEMY 3BOHKY), U UTOOBI
MIMeTb y/I0BOJILCTBHE MHE HO/IC/TY>KUThCA M BRICKA3aTh CBOE SKeHTHILOMCTBOY IpHHSAT fie-
Tellry 3a MeHs U 3aIIaTHUJI 32 Hee Ha-BOAKY (0KoJ10 60 Koti[eek] c[epeOpom]). — ITo mopore
u3 llIter[T]una B Bepsun (0T 2-6) 1 cujies B OHOM BaroHe C HapPOXOAHBIMHU CIIyTHUKAMHU,
[Iptomom, MOHTECKBH U €T0 CeCTPON — 0OJITaIN U KaJlaMOypHJIu Hammponaayo. 1 eciu Ob1
He JKeCTOKas jKapa U He jKeCcToKas ObICTPOTA Ha CTAHIIMAX, TAK UTO PEIIUTEIBHO HE ycIie-
Baelllb BHIITUTH CTaKaH JIMMOHA/Ia WU XOTh ITMBA, TO OISITh — HE BOsIK, 4 BEChbMa IPUAT-
Has mporyska. HeMHOKKO IIOI0JIbIIIEe TOJIBKO U COBCEM TaK:Ke, KaK, HalpuMep, B JINCUHO
(t. e. mo TocHbI) — /12 He 3UMOM, a B camoe Jjyuliee yieTHee BpeMsi. OkpecTHOCTH bepnHa
He 0cOOEHHO 3aMedaTesIbHbI, HO MHe Bce B ['epmanuu HpaButcs. Jlopora Touno Ilapro-
sioBo i OpaHureHbaymM — HO KHBoOIHCHee. [IupaMugaibHbIe TOIIOJIXM MHOTO OKpaIlIiBa-
IOT BUJI U JIeJIal0OT MECTHOCTh Hemoxoxkelo Ha [letepbypr. — B BepinHe MHe OBLIO CPOKY
J10 moe3aku B JIpe3eH oauH yac (0T 6-7), cie/loBaTeIbHO, s yCIIes TOJIBKO ITPOeXaTh TOPO/T
13 OJTHOTO KOHIIA B JIPYTOM, B APOKKaX (JIByMeCTHAs KOJISICOUKA, KPBITasi, B OJTHY JIOIIA/lh —
Toske, uTo fiacre*® Bo ®panrun). Bepaun noxox — He Ha [Tetepb[ypr], Kak OGLIKHOBEHHO
roBOpAT, a Ha IllTer[T]uH, T. e. oryactu Ha Oneccy u I'empcurrOpd®’, OTUacTH Ha PeBesnb
(kak Bce HeMeIKre ToOpo/a). [IBIIITHOCTH M YUCTOTHI OOJIBIIIE UeM Ha JIydInux yaumax Ile-
TepOypra. Tomoyiu U cajibl ¢ KaIllTaH[ OBBIMH | JIEPEBBSIMH — UPE3BBIYAHHO KPACAT YJIUIHI.
Jloma oueHb BBICOKU U BeJIMKOJIenHbI. — CeB B BaroH Ha crannuu bepsinHo-/pe3aen|ckoii]
JloporH, B 7 4acoB Beu[epa], uepes 5 /2 yacos s cujen yxxe B JIpesneHe B kosisicke ['omuti[ bI-
Ha], KOTOPBIU 1eJIBIH Yac xAa MmeHs Ha J{pesnenck[oii] cranuu. U Tak s cBuzescs ¢ Kas-
3eM POBHO 4epe3 10 JIHEH II0CJIe TOTO Kak mpocTuiicsa ¢ HuM B Kponmrra[i]te. T'osuii| bIH ]|
JieuuTcs (0T CBOel HeeCTECTBEHHOU TOJIIUHBI) U IIBET BOABI. DTUM YCIOBUJICSA BHIOOD €ro
U MOETO >KWIHINA, Ha Kpaio Topojia — MNPOTUB CTAaHIMU BeHCKOM kes[e3HOM] mopo-
ru (agpec: Sidowien-Strasse N28). — Ha BepsimHcko[0¥i] cTaHITUM MHE, KaK IIPUE3KEMY
¥ PyCCKOMY IPEAJIOKUIN MHOTO HeMeNK[X]| KHUMCOHOK, TIOJIE3HBIX JIJISI BOSI?KA U JPYTHUX,
DYCCKUX, HEJIO3BOJIEHHBIX B ITPeiesiax HAIllero oTeuyecTBa. MHOTMM HHTEPECHBIM 5 3aI1aces.
2KuBeM MBI 0B[ OJIBHO | IIBINITHO 110 KHSAKECKH — TPH IIPOCTOPHBIE U KpaCHB[ble] KOMHATKH,
KyXHs U TIEPEIHSASA. — YTPOM B CPely — €llle He MHUBIIH Yalo, sl OTIIPABUJICS TOOPOIUTH I10
rOpOly — a IMOTOM 4Yepe3 HECKOJIBKO YacoB — ObLT y:ke B KapTuHHOU rasiepee. boratcTBo
YyJiec ')KUBOIIUCH — U U3YMHUTEJIbHOE. DPMUTAK IIPOTHUB 3TOU rajieper — HU4Yero (XoTs mo-
Memenue [Terep6[yprckoro] my3es BesukosemnHee). — Bee, 4To KacaeTcss HCKYCCTB U TeaTpa

47T, e. «s106e3HOCTH» (0T Pp. gentil).

48 @uakp (@Pp.) — YeTBIPEXMECTHBIN IKUIIAK.
49 PasroBopHast popma ot opuruanbHoro «I'eabcuHrdope», HbiHe XeIbCHHKH.
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4 6yy onuchiBaTh B Bectauke™ ... — cemoB[aTenpHO] 3/1€ch He 6y/y 06 5TOM BCeM PacIpo-
CcTpaHAThCA. B mucbMax 6yAy coob1maTh Takue MOAPOOHOCTH O KUThe-ObIThe, KOTOPhIE /IJIA
ny6INKY HeMHTepecHbl. — B BockpeceHbe (T. e. HocsiezaBTpa) yesbinty Tanréitzepa’’ sgech
B /[pe3ieHe — U ToT4yac »xe HAIllUIILy Connuke>2, Teneps nockLiar nucbeMo Jlucry, ¢ Bopo-
coMm, Oy/ieT Jiv OH IoMa, B Beiimape B moHeiesTbHUK. BOT-TO 3ku3HB. TOUHO ChIp B MacJie!

TBoM AnekcaHap

[onenyit Cepexy”>, JIumouky>*, JIusy >, COHMUKY (C ITIOTOMKaMH UX) — Hepeai mo-
k710H 6a6ymke u Oc[uny] Erop[oBuuy]®. 9To mucsMo uzet 3aBTpa ¢ napoxozom us Illter-
[T]una, cTamo ObITH AOMAET K TeOe BO BTOPHUK, 22/10 uioHsA. CHI0O MUHYTY OTIIPABJISIOCH
onATh B raseper. Haudycrs Oyay 3HaTh Bee syurtie. B J[pe3neHe, Mo cyacthio, Ipo0yiemM
OKOJIO MecCAIIa.

Ha xonBepte: Poccus. Clankr-]IleTepbypr. Ee npeBocxoauTenbcTBy AHHe KapsioBHe
Ceposoii. Ha Jluroske, B O3epHoM nepeysike”’, B cobctBeHHOM Aome. [Tour[oBbrit] mt[amir].:
JpesneH. 12V/2 — 1, nosydeHo 10 uoHA 1858 Beuep.

Ne 2 (N2 2070 HUOP CII6I'K)

Betimap. 16/28 uronsa 1858. Cpena.
Auf der Altenburg?®.

JIio6e3nass Mamaxen”’,

ThI, KOHEYHO, U3BUHSAEIIH MEHs, UTO A TaK JOJITO OCTaBHJI TeOsi 0e3 BECTOUKHU.
S He obemias OBITH AKKYPATHBIM B KOppeCHOHAeHIHMH. Hacuiy ycrmeBarw cienaThb

5 CM. IPUM. 12.

5t Onepa Puxapna Baruepa B Tpex akrax, HanvucaHHas B 1845 rozy. CepoB nuieT Ha3BaHUE
onepsl HA HeMeIKUU JIaJ.

52 Codust HukonaesHa [Jrotyp (CepoBa) , cectpa A. H. Cepoga.

53 Cepreit HukosaeBuu Cepos, 6pat A. H. CepoBa.

54 BosmoxkHo, Onmumnuana HukonaesHa Ceposa, cectpa A. H. Ceposa.

%5 EnuzaBeta HukosnaeBHa Ceposa, cectpa A. H. Ceposa.

56 HeycTaHOBJIEHHOE JIUIIO.

57 O3epHBIH MEPEYJIOK MPOXOAUT OT YJIHIBI Bocctanus (Torga — 3HaMeHCKO#) /10 JIUToBCKO-
o IpocIieKTa (Toryia — KaHasa).

58 113 AnpreHOypra (Hem.), B 3amke AnbTeHOYpr B Betimape »xuit Jlucr ¢ kHsruHed Butren-
IIITENH U ee JIOUEPHIO.

5 O6pryHO CepoB obparaeTcs K MaTepu «JIo0e3Has Mama», B IAHHOM CJIy4dae OH OCTPOyM-
HO U3MeHAEeT PYCCKOe CJIOBO Ha HEMEIKUI MaHep, ¢ IpucoeinHeHrneM cyddukca yMeHbIIN-
TeJIbHO-JIaCKaTeJIbHOU (POPMBI.
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uTO-HUOYAb AN «BecTHuKa»®’, — Tak paspo3HeHBI Bce MOM Uachl, TAK 3arHAH A BIIedaTie-
HusiMu. [lo HaaTMICH THI BUAUIID, YTO A y JIucra. ITprexasn Kk HeMy ellle B IIPOILIBINA YeTBEPT
(10/22 H10J151) — POBHO Yepe3 MecsI] TT0cIe IEPBOTO MOETo K HeMy BU3nTa®! — 1 BOT yrke He-
JleJis TIOYTH KaK JKUBY TOYHO B paw! Y MeHs 0cOObIe /1Be KOMHATHI — CITAJIbHA U OOJIBITION
kaOuHeT (WJIM rOCTHHAsI, BCE, YTO YTOTHO) — MaJIeHbKO€e TUAaHWHO — KHHUT U HOT BJ/IOBOJIb —
OKHa B cajl — 3a00T HU Masiedmmux. OT 3aHATHH OTPBIBAIOCH TOJIBKO JIJIsI 0YapOBAaTEIbHOU
Oecenpl ¢ JIMCTOM — OH WJIM KO MHE 3aXOJIUT U CHAUT II0 IeJIBIM YacaM, TOJIKYsI 000 BceM
Ha CBeTe — YMHeWHIIee co3/laHne KaKoe TOJIbKO MOKHO cebe BOOOpa3uTh! — WJIM MO30BET
MeHs K cebe /111 My3bIKaJIbHBIX 3aHATUUN B KOMHaTe, r7e JiBa doprenuana [sic] — my3si-
KaJibHasi OmOimoTeka u T. . JIuer Tak J00p M BHUMAaTeJleH KO MHeE, YTO 51 U CKa3aTh He
yMero, — obezaeM (B 1 9ac o TOJIyHK) U ykuHaeM (B 9 BMecTe ¢ gaeM) «en famille»®? —
T. e. ¢ Kusaruneit u Kasmxuol ButreHmTein® 1 uX KOMIIaHBOHKON — aHTIIMYAHKON — MHO-
I71a elrie ¥ OJIMH MOJIOfoi oaT — Roquette®® — xoTopsiii Toxke rocrut y JIucra. Iumer ais
Hero TekcT jiereHnl «CeaTtaa Enuzasera Tiopurrekasn»®. I ouens yacto urpaio ¢ JImerom
Ha JIByX OopTenrnaHo — HO TOJILKO KOT/]a Mbl OTHU cOBceM, wiu Iipu Kusaruue. [Ipu apyrux —
g npory Jlucra ake 1 He yIIOMUHATD, YTO A Urpawo Ha ¢p[opre]n[uano]. — Pa3a aBa B He-
nieJtro K JIuery coOUparoTest ero yuYeHUKH, U sl IPUCYTCTBYIO IIPU 3TUX — B BBICIIEN CTEIIEHU
WHTEPECHBIX JIJIsI MeHs ceaHcax. TyT Bce /1es10, Kak Bcer/ia, B JIucTe — TOJIBKO B BRIDAXKEHUH,
B CMBICJIE UTPBI, CJIEZIOBATENIBHO, ... [HEUUTAaeMO 13-3a MOBPEXK/eHus ucTa. — A. B.].

ITo BockpeceHbsIM — yTpoM K JIucTy cobupaercs Bes komnanus Belimapckux Jluctu-
aHIeB 1 JINCTHAHOK — TYT OH ¥ caM MHOT0 urpaet. OH — KOHEYHO — Ho-IpexkHeMy bor ¢op-
TennaHo! CoBepIIEHCTBO — O KOTOPOM JIydllle ¥ He TOBOPUTH! B HbIHEITHU pa3 — /11 CBoel
M36paHHOM My6JIHKY OH UTPAJI ¢ OJJHAM U3 CBOUX y4eHHKOB, ®morraynrom® — Ha 2 ¢p[opTe]
n[uano] ceoero Opdea®” u Tacco®®, u Moe nepenoxenue BeTxoBeHCKOH COHATHI Op. 106%°.
A BeuepoM TOTO JKe THS — IMIPOBEPUJI CO MHOM 3TY aPaHKHUPOBKY OT HOTBI 10 HOTBI — /IS IeYa-

0 Cm. mpum. 12.

¢ CepoB 6b11 y JIncTa mIpoe3zioM, B HaYasie HIOH:A, U [I033Ke IO MPUTJIAIIEHUIO TIOCETHII €T0
y>Ke B HI0JIe, 33/IePKaBIINCh HA MECHII.

2 Cembeit (¢p.).

% KaposimHa EsntnzaBera IBaHoBckas CaitH-BuTreHITeiis u ee 7oub Mapus.

¢4 Pokert OTTO.

% EnusaBera TropuHrckas (1207—-1231), 1049b BEHTePCKOTO KopoJisa AHzpama (Duape) 11, mo-
CBSITWJIA CBOIO JKU3Hb 00€3/10JIEHHBIM, IPUHAJIA IIOCTPUT B MOHAXUHH, KAHOHU3UPOBAHA KaK
cBsATas. CyliecTBYeT HECKOJIBKO JIETEH]] O CBA3AHHBIX C HEIO UyZlecax.

% Mugopmanusa He oOHApYy:KeHA.

¢7 [lepesiokeHue cuMPoHmYeckoi moamMbl «Opdeti», HamucanHoU JIucToM B 1854 romy.

68 Tepesosxenre cuMmbOHIYECKOU TOAMBI « Tacco», HanmcanHo JInctom B 1849—1854 rogax.
% 06 5TOM nEepesIoKEHUH paHee He ObLIIO U3BECTHO.
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TH (IpUYeM ciesiaj 4yTh 3aMeTHbIe — HO, KOHEUHO, Oecro/Io0HelIe — repeMeHbl B TPeX,
yeTbIpex Mectax). [loo0Has e akKypaTHEHIas IPOBepKa APYTUX MOUX TPAHCKPUIIIUH
Juts meyatu (0 uem JINCT e TeJIbHO XJIONIOYET) YAepKUBaeT MeHs B Belimape elile ¢ HeieIbKY
(u Cnasa bory!). [Tepenoxxenus: Mou B 8 pyk JIucTy He HpaBsATCcA (OH UTPaJ UX € YIEHUKA-
MH, ellie 7o Moero npuesna). C TomunpiaeiM’’ s paceTasicss B IPOLLIbIH yeTBepr (OH moe-
xait u3 Jleinmura ule]pes ®pankdyprt, B dmc, a cBupumcsa Mbl B Kapscbaze). Mbl yexanu
u3 JlpessieHa BcKope Mocjie KOHIepTa, KOTophIi 3arpaduiu’ ' JIpesaennam 7/19 uios (06
5TOM KOHI[epTe %, TakKe O HalleM IpeOLIBaHKH B IIpare U mpasgHIKe TAMOIIHeH KOHcep-
BaTopuu nuiry B BectHuxe). [Ipoe3gom uepes Jledniur s ObLIT y peflakTopa My3bIK[aib-
HOro] >xypHasa Bpenziensa’® (c KOTOPHIM MO3HAKOMMJICA eime B IIpare) u 3actai ero (paHo
YTPOM, 9acoB B 7) 32 KOPPEKTypoi craThu’* — Bosbjemapa’> (1-10 YacTb CTATBH A UHUTAT
enle B /[pe3zieHe, TOTYAC 110 BBIXOJlE, — 2-10 U 3-10 YacTh BpeHiesib MHe cO00IINI, a 4-10, IO
ee BBIXOJIE B CBET, s MPOUUTaJI B loMe Jlucra). JIuct moBosieH crathbsiMu Bosbemapa (xoTs
He Ype3BbIUaliHO) U Oy/IeT caM eMy OTBeYaTh Ha JTHSAX.

C Jlpe3nenoMm (make mMesi B BuAy IpeObiBaHbe y Jlucra) paccraBaTbcsi OBLIO
He COBCEeM IIPUATHO. f Teneps BHUEII yKe MHOT'O pPa3HbIX I'epMaHCKUX TOpPOJOB. [Ipe3aen
JIydllle BceX Ha 3HAUUTEbHYIO CTelleHb. [Ipara — KpacuBbIi, HO CKYUYHBIN, KATOJTMYECKUU
U TPA3HBINA TopoA. Befimap — KpollleqHoe rHe3/[0 U CJIUIIKOM IIPOBUHIMAIEH (XOTH, KO-
HeuHO, He Koctpoma, He Hukauit HoBropoa u gake He MoCKBa, 110 ITUBUIA3AIHH, 10 aT-
Mocdepe mpocsenieHps). Eme g 6511 B MeHe’®. DTy sKCKypCeHIo fesas B 60BN KOJIACKe
(u3 Beiimapa) — ¢ kHATHHAMH B[utrenmreiid] u ¢ M-me Bulow, MaTepbi0 3HAMEHUTOTO
I'anca’’. [TouTeHHad MOKKUIas HEMKA, Bpojie Moeli MaMaxeH.

7° CM. IpUM. 45.

71T, e. «cenamu yaauyHo, JIOBKO» (OT HeM. treffen).

72 KoHnepT B 013y xXopa [[pe3aeHckoro teatpa, Kotopbiii opranudoBanu 0. H. I'omuiiera
u A. H. Cepos. Penepryap cOCTOs7I UCKIIOYNATEIBHO U3 MY3bIKH PYCCKHUX KOMIIO3UTOPOB:
I'nmunaka, BopTHsiHCKU, /laBbIIoB, JIOMaKWH; KOHIIEPT IIPOIIE ¢ ycrexoM. O0 3ToM cOOBITHH
CepoB oApOOHO MUIIIET BO BTOPOU 3aMeTKe «IIrceM n3-3a TpaHULIBI».

73 @paui bpenzens.

74 CtaTha «O HEKOTOpPBIX (OpMax HBIHENIHEN My3bIKH». IlepBas my0s. Ha HeM. sA3.: Neue
Zeitschrift fiir Musik. Bd. 49. 1858 (N@ 1—4).

75 Tak B mmchbMax CepoB 4acTo Has3bIBaeT cBoero Apyra B. B. Cracosa. Biragumup Bacuibe-
Bu4 CracoB (1824—1906), pycCKUI My3bIKaJIbHBIA U Xy/I0KECTBEHHBIN KPUTHUK, UCTOPUK HC-
KYCCTB, apXUBUCT, OOIIIECTBEHHBIN /I€ATETb.

76 CoBpeMeHHOe HanucaHne — lena.

77 T'a"c ¢oH Brosos.
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HeHa — ropoj; yu4eHbIX, CJI€0BATEIHHO, U MbI OBLIM B TOCTSIX Y OJTHOTO IIpodecco-
pa — Gottling”® — usBecTHOTO 3/UTMHECTA. 10 pekoMenanyy JIucTa AJIA MeHsA HAPOYHO
urpan ¢yru baxa orauunsii Henckuit oprauct tage”. Kpome Toro, s Buzen B Hene
ZIOBOJILHO 3aMeyaTeIbHbIH My3eil anTHK0B (B THIICOBBIX CJIENKAX) M XOPOIIYIO BHICTABKY
kaprus des Thuringer Kunst-vereins®'. — Jpyras camas moszseiimmas SKCKypCHs, TOXKe
u3 Beiimapa, Obl1a B DiizeHax (OTKyza s Bo3BpaTuicsa Buepa). E3qui ¢ Jluerom, u ¢ mo-
stom Bankom®? (Banck, 6par Jlpe3eHcKOro My3bIKaJbHOTO (eIbeTOHUCTA U caM XKyp-
masucr). Io xenmesHoi gopore JIMCT mpefcTaBUI MeHs meBdeckoi uere «Milde»®, xo-
TOPBIE €XaJIN JIJIs KOHIIEPTOB W IpejicTaBjaeHn B AaxeH u ['amOypr (Jaydiive compaHO
1 6apuTOoH A1 BarHepoBsix omep). JIucr pekomenioBan tak: «Da hab’ich die Ehre Thnen
meinen Lapplindischen Biren vorbestellen, Herrn etc.»** — no measemem Jlucr HasbiBaeT
MeHs TOJIbKO u3penka® — o6bikHOBeHHO ke «Chérre Excellence», — «Excelleuz»%® yge-
psisi, UTO 51 HEIpeMeHHO cKopo Oyy I'eHepasiom, 3auem BpeHziesib B meyaTt Ha3Bajl MeHs
Collegienrath®’. Frau Milde — ouens npusaTras IlIBefinapouka. Ha cieHe 10/KHO 6BITH —
mpeJiecTb. JW3eHaX — MECTHOCTh OY€Hb FOPUCTasi, BPOJie HE OYE€Hb AJIBIIMHACKUX KAHTO-
HoB IIIBetinapuu (St. Gallen u T. 11.). 'opoy ere MmeHbIne u 6egHee Betimapa. Jluct e3aut
Tyza 10 feny, k Bemukomy Tepriory®, a s asa mporysnku, 4to6 ocMoTpeTs Bapréypr. —
ITO KpeIocTh Ha BepIINHe Tophl (kapabkaarch MblI TyZja O0JIbIIIe Yacy, g JyMalo U HeJIb3s
MHaJe KaK IelIKoM) — HHTepecHa B IByX OTHOLIEHHUAX: 1) Kak MecTo 3aTtodenus JIyrepa®
(B cBO€1 KOMHAaTE BPO/ie TIOPbMbI, — OH IEPEBEJT BCIO OMOJINIO: — MATHO OT YEPHUIHHUIIBI,
KOTOPOIO OH IycTUJI B UEPTa, OKa3bIBaIOT, — a HaAIUCh IleTpa Beankoro kacaTtesibHO 3TO-

78 Kaps1 Busibresibm ['eTT/IHT.

79 BustbresibMm Il Taze.

80 Myseif apxeoJIoruy IpH VleHCKoM yHUBepCHUTeTe.

81 TropuHTCKOe 00'be/TUHEHUE XY/TOKHUKOB (HeM.).

82 Orro Anekcauap baHk.

83 Poza Muuibj (Art) u I'arc Teogop Muib.

84 1Imero JecTh MPEACTABUTH BAM MOETO JIAIUIAH/ICKOTO ME/IBE/Is], TOCIIO/IUH. .. U T. /1. (HeM.).
8 Muorma toske Wolkenbar [o61aunbiii MmeaBenb. — A. B.] — HaMeKkass Ha MO NPUBBIYKY
OBITH MEXy «HeOOM U 3eMJIE», T. €. CTPAIIIHO pAcCesTHHBIM U TYMaHHBIM a la JIuza: uro Bam
usBecTHO. (IIpum. asmopa).

86 Barire mpeBOCXOUTEIBCTBO (p.).

87 KoJLmeKCKUi COBETHUK (HeMm.). ITOMY YHHY COOTBETCTBYeT oOpalieHue «Baiire BbICOK0OIa-
TOpoJIve», B TO BpeMs Kak oOpaliieHue «Bariie mpeBoCX0AUTEIbCTBO» OTHOCHUTCSA K YnHY [eHe-
pas-nipokypopa. YuH yroMuHaercs: peiakropom « HoBoi My3bIKasibHOM razersbi», ®. Bpenze-
JIeM, TIpH Iybsinkanyu cratbi CepoBa «YIbIObIIEB TPOTHB beTxoBeHa».

88 Kaps Anekcanap Asryct Morann CakceH-Belimap-9ii3eHaXCKHH.

89 MaptuH Jlorep (1483—1546), 60r0C/IOB U IIEpKOBHBINA pedpopmaTop.
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ro IIAATHA, TYT K€ Ha CTeHe, cuesya) — 2) KaKk MeCTO COCTsA3aHus neBIoB (Sangerkrieg),
T. €. MuUHHe3uHTepOoB B X1II crosteTnu. — J[J11 MeHs 3TO COCTsA3aHNE UMeET 0COOYIO ITpUBJIe-
KaTeJbHOCTD Kak cioskeT Tanreiizepa’. U Tak A CBOMMH I71a3aMH BUAEN TY MECTHOCTD HJIH
Te MECTHOCTHU, U3 KOTOPHIX MMICAHbBI JEKOPAIIUU B BOCXUTUTEIbHOU BaruepoBoii onepe. —
Busel okosio Bapr6ypra mpesectas! «Eine romantische Gegend»®! (mo-memerku s Tak
«HacobaymiIcsa», YTo CKOpo Oy/ly HEMEIIKUM JInTepaTtopoM). Paziyka ¢ MOUM CIIyTHUKOM
Ha HeompeJieJIEHHOE BPeMsI JIUIIAeT MeHS Ha 3TOT CPOK BO3MOKHOCTH MOJIYUYHUTh U3BECTHE
oT Bac. [TuchMma Bamm BEposTHO XayT MeHsI B Kapiicbaze. I 6611 ObI 04€HD yIUBJIEH, €CJTH O
He Hates mrcbMa or M-me DuTour®? (cstor HeMenKuii), TAK KaK OT Hee elrfe He MOJIyYWJI HU
crpouku. — Ecyu 51 onsATh ciesnato 60JbIION UHTEPBAJI MEXK/LY MIChbMAaMU — He MeHsANTe —
IIPaBO, CJIMIIKOM TPY/IHO PACHOPSKAThCA BpeMeHeM, YTOObI ero Ha Bce xBaTuiao. Kpo-
Me My3bIKaJbHOU paboThl (110 ykazaHuio Jlucra) s muiry pazoM HeCKOJIBKO cTaTed /i
Becrauka u s «Neue Zeitschrift fiir Musik»®®. Cupeus, caymats, cMoTpeTs — 6e3Ha,
U BCe CPOYHOE — MPOITyCTHIIIb, TAK U MPOIAJIET, a C BaMU IT0Oece0BaTh yCIel0 U M0 BO3-
BpallleHbU (eCTh y MeHs MajIeHbKHe IIJIAaHbI ¥ HacueT lepeMeHbl B MOel KU3HU BOOOIIe —
Hy 71a 06 5ToM co BpeMeHeM). CraThs Mos mpotus ®eruca® (B NON¢ 187 u 188 raseTs
Le Nord®®), kax C/IBIIIHO, IPOU3BeEsIa MOPAZOUYHBIH 3ddekT. JIMCT MeHs BCTPETHJI STHM
u3BectueM. Emy nucanu us Bproccens, yrto ®eruc B crpamHom HerogoBanuu. [Ipencra-
BuTeJb Pycckoro JIBopa mpu Belimapckom, 6apoH «Maltitz»*¢, BuneB y mensa Jlucra, Haro-
BOPUJI MHE ThICAYY JI00e3HOCTeN 1 obemtas npesictraBuTh Benukoit Kuarune Mapuu [1as-
nosHe” | Kor/ia oHA Gy/eT B Beiimape (Temeps, Kak OHU Bce, OHA B 3aTOPOHBIX BOPIIAX).
A Jlucr co cBOell CTOPOHBI — HUCKOJIBKO He 110 Moel Ipochkbe — OTJIMYHO OTPeKOMEH/10-
BaJI MeHs (3a09HO) MosiozioMy Teprory CakceH-Beiimapckomy®® (KoTopslii B JIucTe ynu

9° CM. IpUM. 47.

9t PomaHTHYeCcKasd MECTHOCTD (HeMm.).

92 CM. TIPUM. 49.

93 «HoBasi My3bIKaJIbHasA razeta», B 1857 roay B Hel ObLia omybsimkoBaHa craThs CepoBa
«Ulibischeff gegen Beethoven» — «YbIObIIIEB TPOTUB beTxOBeHa».

94 Cratbs «M. Fétis et Michel Glinka» (Réponse d’'un Russe a M. Fétis) — «®eruc u Muxaun
I'nunaka» (OtBet oftHOTO pycckoro . Petucy). Panee Cepos BoicTynas B « TeaTpasibHOM U My-
3bIKaJIbHOM BecTHHKe» (N2N9 2 1 3 32 1858 r.) ¢ pe3koii crarbeli npotus PeTuca, qupekTopa
Bproccesibckoi KOHCEPBATOPHH, OITyOJIMKOBABIIIETO B MTAPHIKCKOM razeTe « Revue musicale»
HekpoJior [JInHKe, IepernosTHEHHbBIN IPyObIMU omuOkamMu, — «Pycckuil XymoKHUK U ppaH-
1y3ckas kputuka (®@eruc o I'iiake)».

9 @paHIily3cKas rasera, cyliecTBoBasiias ¢ 1855 mo 1898 roj.

9 Antosutou IlerpoBuu MasnbTHil.

97 Mapus IlaBnosaa Pomanosa.

98 Cm. mpum. 88.
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He cJIpIINT). — Kaskaplil kKaMmeIek U3 MOel Mpaliy momajaer J0BOJIbHO METKO. ATO MEHS
o0oapsieT Ha HOBBIE MTOXO/BI, TTIOKA He mepekosiouy Beex «['omadoB» U3 mpeacTaBuTeNIeH
My3bIKaIbHOTO TynoBuaenusd. —— [lo mpuBbIUKe MOJIEMU3UPOBATH A U MHUCHMO 00paIao
B CTaThIO, C OOBIKHOBEHHBIMU KYPHAIIBHBIMU 3aMAaIlIKaMU. JTO y3Ke HaJIOOHO U3BHHUTD.

CeroziHa paHO yTpOM BOIllesI KO MHe B KOMHATy JIHUCT cO CTpaHHBIM U3BECTHEM, UTO
Y HEro B IOCTsIX KaKOH-TO DyCCKUii TOPrOBell «MeXoM» °, KOTOPBIi 3HAeT MeHs 1 OUeHb KeJIal
ObI BU/IEeTh. JIMCTY OH IpUBE3 B MOIAPOK (!) marbTo 13 60TaTEUIIX «KOTUKOB» (PO TIOJIEHEH).
Yro 3a mputua! — OKasajoch, YTO TOT «KyIlel» — CTapbiii [lalMiH 3HAKOMBIA U KyM —
«Frohlich»!% — mnoxoi k1apHeTHET U GBIBIIHI Cy6-MHCIEKTOP UIH CMOTPUTeb B TexHo-
siormyeckoM uHerutyTte! Berpernn on meHs tak (Anekcannp Hukonaepuu! Ber sin oT0! Ax!
Kak BwI mocTapesnu!!). — 9TOT KOMILIMUMEHT HAIIOMHUJI MHE, YTO B CAMOM JIeJIe BpEeMS JIETUT
»KeCTOKO OBICTPO, uTO Bee (¥ JIuCT B TOM yncse) )KAyT OT MeHsA Yero-To, KpoMme (eIbeTOHOB,
a s TOJIBKO BCeX HAZIyBalo, ¥ UTO Tebe JIOIKHO OBITh COBECTHO 32 TAKOTO OOMAHIIHUKA, KaK
TBOU CBIH.

AnekcaHap

Ha xouBepre: Clankt-]IletepOypr. Poccus. Ee ITpeBocxomutenbctBy AntHe Kapsoae
CepoBoii. Ha JluroBke, 6;1u3b 6acceiiHOB, B cobcTBeHHOM sioMe. [lout[oBriit] mrr[ami]: Bei-
Map. 29/7; moyrydeHo 23 uross 1858

Ne 3 (Ne 2071 HUOP CII6I'K)
[banen-banen] 19/31 aBr[ycra] [18]58

Ects B ropax «IlIBapusanbza» (Les monds de la forét Noire!! — urto moxer
OBITh pOMaHTHYHee?!) — B IMPEJIECTHON AOJMHE, KpPacoTolo cropsiei ¢ eiaennpbep-
roM — MecTedko, uMeHyemoe baseH-BajeH; B 3ToM ropojike, Oy/ITO CJI0KEHHOM H3 Be-
JIMKOJIETTHBIX «BWJI» Ha TJIaBHOW yiulle, Leopoldstrasse, kpacyeTcss pockolrHass aH-
IHicKasa roctuHuIa «Victoria Hotel». — B o/iHO¥M n3 BepXHHUX KOMHATOK 3TOTO JI0Ma,
B IISAATh dTa’KeH, CUAUT HEKTO, TeHepasibiiie CepoBOH 0JIM3KO POJICTBEHHBIN M MUIIIET cebe
K Hel IOTHUXOHBbKY, CHU camble cTpoku. «I[louemy s B bagen-bagene?» (yxke c 25 aBr[y-
cra]) — zua xounepra Bepimosza'®’. Ho xoHIepT y:xe mpomiesn, B HATHHUIY, 27 aBr[y-

9 HeycTaHOBJIEHHOE JIUILIO.
100 CyacTyiuBUYHK (HeM.).

1t Mupst uepHoro Jjeca (¢dp.). CepoB HCIIONIB3yeT UTPY CJIOB: B IEPEBOZIE C HEMEIKOTO
Schwarzwald (uepHbrii siec).
102 06 3T0M coOBbITHH CepoB MOIPOOHO MHUIIIET B IECTOM 3aMeTKe «IIuceM n3-3a rpaHUIIbI».
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cra] (B Tom camomMm 3manuu «Conversation»'®, koropoe 31ech, Ha Bunbetke!?). «Iloue-

My 2Ke s 3acesq B 3TOM Tropojike?». I[loromy, uto Ku[a3b] I'on[umpia] rae-To nmpomnagaer.
[Toka s xun y JIucra (poBHO MecsI11!), OH JToJKeH ObLT Bce BpeMs JKUTh Ha BoAax B KapJc-
0azie, HO, KaK s CTOPOHOW YCJIBIIIAJ, OuyTWiIcsA B Ilapuke, He HamucaB MHe 00 [3]Tom
HHU CJI0Ba, — o0Oemas npuexatb B baseH-bageH k Bepsino30oBy KOHIEPTY, HO HE IIpH-
exas. BoT A U ciKy Temephb 37lech Kak pak-Ha-menu ! [TonoxeHre Moe, BIPO-
yeM, He oTdyasgHHOoe. MeJjib, K KOTOPOI sI IPUKOBAH OOCTOSITE/ILCTBAMU, HE COBCEM IIO-
x0ka Ha PoOGuH30HOBHI ocTpoBa. Mos Menp B AByx marax ot Crpacbypra — B 12 yacax
MIapOBO3HON e3/1bl OT MecTeuka — [lapmika. [TapuiKCKOIO KU3HBIO U 37€Ch yiKe CUJIb-
HO mpunaxupaeTr. ['oBop ¢paHIy3ckuii — Besze. JlaMbl Takue 3JIeTaHTHBIE U I'PalHO03-
Hble! (B My3blKe HHUYEro He CMBICIAT, UCTHHHO mo-Ilapmkcku). Ha mopokkax OKo0JI0
«Conversation» mporysnusatorea: Bressant'%, Mademoiselle Fix!'?” (mpexopomenbkas),
Bepiuos ¢ xenoro Méry'®, Arséne Houssaie!”’, Vivier!'’, I'papuna Kanepmxu'!!
U T. I. 3HAKOMCTB y M€eHs 371eCh MOUTH HeT. OTTOro CHKy OOJIBIIE B CBOEH KOMHATE U MHIILY,
IWIIy, THNTy. 3amucaucs A 37eck 1o npuesne «Homme de lettres, de S-t Petersb[urg]'!'?
(mu1s EKy)», Ho BMecTo homme de lettres Haso 66U10 Hamucats «<homme aux lettres» 1,
CKOJIBKO y2Ke HaIucasl muceM B cBoeil komHate! JIucty (koTopsiii Tereps B Tuposie, Bo-
KUPYET CO CBOMMU AlaMaMMu ' * [l IpoTy/IKK) TocIa s, 10 ero KeJaHHIO, MoAPOOHBIH
otuyeT 0 Bepsino30BOM KOHIlEPTE U MOEM 3/ech MPeObIBAHUM. BhINLIA Iies1asi OrpoMHast
cratbsa (pasym[eercs], mo-dpanmy3cku). — I'yisiro 1o mpesiecTHbIM MectaM (HO 0OJIb-
IIle 110 POBHBIM JIOPO’KKaM, Ha TOPHI KapaOKaThCsA S HE OXOTHHK W MaJleHInyo Gpusnue-
CKYIO YCTa/IOCTh HEHABMIKY), obezaro 3a table — d’hote!!”, mexy anrmuiickumu opaamMu
U Jien — OOJIBIIEI0 YAaCTHIO «MoJ9a» (UTO JOBOJIBHO CKYYHO) — €M pa3HbIe JIeJTUKaTe-

103 Ka3uHO, UTOPHO-pa3BileKaTeIbHbIN KoMIieke B baseH-Banene. KoHuepTsl npoxoauiu
B KpacHowm 3aite.

104 Cm. Uanrocmpauuio 4.

105 B 3HaUeHUU «OBITh B KpaiiHe 3aTPYAHUTEIFHOM II0JIOKEHIH ».

106 3Kan Barucr [Tpocnep bpeccas.

107 Jlenbun dseonopa Pukc.

108 Mapus YKeneBbeBa Pecuo.

199 ApceH Ycce.

10 9sxeH JleoH Busre.

ut Mapus ®enopoHa Kaneppxku-Myxanosa (Heccenbpose).

u2 Jlgreparop, u3 Cankr-Ilerepbypra (¢p.).

13 Irpa cj10B, OCHOBaHHAs Ha 3aMeHe IIPeJJIOTa, PUBOAUT K HOBOMY CMBICITY, OYKBaJIbHO, HE
«YeJIOBEK JINTEPATYPhI», & «UeJIOBEK mrceM» (@p.).

14 KaposiHa u ee 04b Mapus.

15 3a XO3TUCKUM CTOJIOM (¢Hp.).
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col: opesn, Tprodesu, mepcuku. Tak MPOXOAUT JeHDb 32 THEM — CUYET OTEJIS «PacTeT» —
IyCTh PACTeT, BeJib HE MHE TIpUjieTcs paciiaunBarbesi! — f mucas, Bupodyem, cBoemy [o-
mun[eay] B IMapmk (uepes Office du Nord!'!', — aBocw moizmeT), uro Tak GpocaTh MeHH
«Ha MPOU3BOJI cyAeb» — Hexopolno. Beap y Hac urpa He coBceM paBHas. Eciu s MOKuU-
Hy7 ero — juia JIucra, TO OH HHUCKOJBKO He ObUI «KeHHPOBaH»'!” MOMM OTCyTCTBHEM.
OH BOJIEH KaK ITUIA, U XOTA U «CJIOHOTO/I00eH» — Bce Ke MacCca «30JI0ThIX KPBUIBIIIEK»
(1o mapouke Ha Kask[oM 101y umnepuaie!'®) B cocTosgHUY U IPUIIOTHATE €ro ¢ 3eMJIH, U
nepeHecTu He ToIbKO U3 Kapscbazga B Ilapmk, HO XOTh B AMEPHUKY. Y CI[yTHUKA Ke ero HeT
HUKAKUX KPBUIBIIIEK, KPOME KPBUILEB MBICIU U BOOOPAKEHUS, a 9TH — KAK U3BECTHO —
MIOJIE3HBI LIS BOSIKA TOJIBKO B TAKUE CTPAHBI, T7e He TUIATAT HU 32 IIOCTOH, HU 32 Iepees3/l.

OueHb MOKET CTAThCA, YTO BMECTO TOTO, YTOO Ha THAX OMATH COUTHCH ¢ KHs3eM, MbI
¢ HUM — pasoiiieMcs (s HaX0Ky ero IOCTYTIOK U, IJIaBHOE, MOJTYaHHUE — OTCYTCTBUE ITUCEM
KO MHE — HeJIeJTUKATHBIM). ATO Oy/IeT UMETh Ty XOPOIIYI0 CTOPOHY, UTO s HE IIPOCPOYY
cBoero oTmycka''® 1 BepHych BOCBOACH ellie /10 HcTeueHus 4-X MecaAnes. Ho sxanb — «ObITh
B Pume u me Bumath ITanei»'?’ — kak roopar (BechbMa, HaBepHO, BIPOYEM, HOTOMY UTO
Pumckuii [Tama fy11 MHOTHX BOBCE HEMHTEPECEH) — KaJIb OBITh B /IBYX IIarax ot ®paHmnuu,
ot [lapuxa — na ¢ Tem u BepHyThcd B IIutep.

Boob1ie s HUKaK He MOTY IIOXKaJ0BaTbCA Ha CBOe IpeObIBaHHE 32 I'PAHUIENd —
U ecyiu O U CIyYmJIach Takasi «HEB3TOJla», YTO 51 He mobbiBas B [1apuike, OTKIaHSICA OB
Yy>KUM KpasM (Ha HBIHENTHWH TOX), TO BCE JKe 51 YMeJI c/iesiaTh JJisi cebs BaKHEHIue
npuobperenus. /[yis ogHOTO TOTO, UTOO CJIBINIATh, Kak JIMCT urpaer OOJIBIIYI0 COHATY
(op. 106) BerxoBeHa, crouT nemikoMm cxoauth u3 [lerepOypra B Befimap; — /i1s1 TOrO, 94T0O
caymats Tanreiizepa®! (¢ Tuxauexom!'?? u MuTepBypuepom)'?’, MoxKHO Tak:ke COBEpPIINTD
nenepuHax'** memkom B JlpesfieH. A g ciblnan U To U Apyroe (6e3 mejaepuHaxka U fia-
poM), Kpome Toro ciyinan JIucra KaxKabli IeHb, [IOYTH, B TIPOJIOJI?KEHHE IIeJIOTO MecsIa

(11 3a KOHIIEPTHI €ro IJIATUJIN 30JI0TOM, a Tellepb HeJIb3s UX «KYNUTh» HU 32 KaKyI0 IeHy,

16 Ocpuc ppaniysckoi razersl Le Nord (cm. mpum. 95).

17T, e. «crecHeH» (0T p. gener)

18 3o/10Tas MOHETA JOCTOUHCTBOM B IISITh PYOJIEH.

19 FImeeTcs B BUZY IOBEPCTHBIU CPOK — YCJIOBHOE OIIpe/iesieHre BpeMeH! /IS IBKU Ha CITY K-
Oy Ipy HOBBIX Ha3HAUEHMUAX, IEPEBO/IAX M KOMaHIUPOBKax. Mcuucsercs co THA TOHECEHU
00 oTbBE3IE.

120 B 3HaUEHUU «TJIaBHOE YCKOJIb3HYJIO OT BHUMAHUA».

21 CM. IpUM. 51.

122 Jloged Anouc Tuxauexk.

23 AHTOH MUTTEpBYpIIED.

124 T, e. «IIyTeIIeCTBUE, TAIOMHUYECTBO» (0T dp. pélerinage).
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IIOTOMY UTO OH B IIyOJIMKE BOBCE HE UTPAET yiKe JecATh JeT!). — KpoMme 3TOro, TEmeph CIIbI-
aji My3bIKy Bepsinosza M caMuM IUPUKUPOBAHHYIO (Uero nHor/a v [lapuskaHe 1o IeTbIM
rojiaM He CJIBIIIAT); KPOME 3TOTO elle (1 3TO JJIsT MeHs UyTh JIN He BaKHEE BCETO) BOIIIE
B CAaMbl€e IPUATETHCKHE, CAMBIE IPYKECKIE OTHOIIEHUS C BEJIMYAUIIINM U3 My3bIKAHTOB Ha-
I1Iero BpeMeHH, ¢ 4eJIOBEeKOM «TeHHaIbHeHIITIM» B HUCKYCCTBe, B KDUTHUKE U — B 3KU3HHU! >
Kak s1 ero monumar, o6 3ToM 51 Oy/y ellje MHOTO «IIe4aTaTh», — KaK OH MeHs IOHUMAaeT, —
00 3TOM 5 co001ITy Tebe (IT0 CeKpeTy), TOTOMY YTO TaKOe MHEHUE TAKOTO YeJIOBEKA CUNTAI0
BBIIIIE BCSKUX AUTIIIOMOB. OH MHE IMIOBTOPUJI MHOTO pa3 (Jla’ke B MOCIEAHIOI0 MUHYTY ITepe/T
paccraBaHbeM) «nous ferons un bout de chemin ensemble»!?6 — a uto 5T0 He KOMITIMeHT,
He J1100€3HOCTh IUIIJIOMaTHUeCcKas (Ha 59TO OH TaK:Ke MacTep, IIpU cilydyae) CBU/IeTeIbCTRY-
IOT CTPOKHU er0 060 MHE B O/THOM IIHChME K IIOCTOPOHHEMY, U 6€3 MaJIeHIIIero pacyera Ha To,
yTOO 5TH CTPOKHU AoILIH 10 MeHs: «C’est un esprit d’une excellente trempe et son sentiment
artistique est de plus haut ordre»'%’. ITo TexHuueckoi cTOpOHEe My3bIKH OH MEHS CUUTAET
Kak einen Mann vom Fachlzs, HUCKOJIBKO He UJIETAHT, Ha3bIBasd, HanIpuMep, Muxawnia Bu-
e/IbrOPCKOro!*® JIyuITiM U3 ZUIeTaHTOB, KAKUX OH 3HaJ (HO He 60s1blIe). BHMMATEIbHOCTD
€ro KO MHE JIOXO/IUJIA JI0 CAMbBIX MEJIKUX MeJIOUel — IMPaBo, XOTh ¥ He MHE, MOKHO OBLIO
TrOJIOBY HOTEPATH OT Takoro obpamienus. Tak Kak 04eHb MHOTO «B HedaTH» °° Helb3d Oy-
JIeT pacCKa3bIBaTh, a JI0 CJIOBECHBIX PACCKA30B €llle 1aJIeKO0, TO BOT OJIUH SITU30/IUK U3 MOEH
Beitmapckoii »kuzHu. OgHaK/IBL, Tocse obea (dacy B ceibMOM) 3aHUMAaeTcs1 JIUCT co MHOIO
MOUMU apaHKUPOBKAMHU — HaBEPXY, B KOMHATe «MY3bIKaJIbHOU», I7ie IBa (popTenuano
1 opra. JIOKJIafIbIBAIOT, UTO MeHA cIpanuBaeT kakoii-to Herr Polonsky — Homonckmii'?!,
TI03T, C KOTOPBIM 5 TIPOBEJI JIETO 50-To rozia, Ha IOxxuoM 6epery'®?, y Bakyuunpix!®. ITy-
1eBHO paji! OOBACHAIO 3TO 06CTOATETHCTBO JIUCTY, IPOMOJIBUB, UTO II0JIOHCKUH KaK IMO3T
OuYeHb 3aMeuaTesieH, U3BUHAIOCh, YTO JI0JI?KEH ITpepBaTh Ha HECKOJIBKO MUHYT HAIIIHM 3aHs-
tusi. JIUCT He IMycKaeT MeHsI B MOIO KOMHATy (B ApyroM ¢uiurese omMa), IpUHUMAET caM

ITosonckoro — «Je faire les honneurs pour mon ami, Seroff»'** — ITononckuii He coBcem

25 Peup uzer o Jlucre.

126 MpI BMecCTe IPOiieM TOATHH myTh (Pp.).

127 OH TPEBOCXOTHO YMEH H €T0 XyZ0KECTBEHHOE YyThe Ha BBICOKOM YPOBHE (¢p.).
128 YennoBek mesa (Hem.).

129 Muxawun IOpbeBuy Buesbropckuii.

130 CepOB TOBOPUT O CBOUX KOPPECTIOHIEHITUAX «IIruchMa n3-3a rpaHuUIlbl» B :KypHaT « My3bI-
KaJIbHBIM U TeaTPaIbHbIN BECTHUK».

131 JxoB IlerpoBud IlosTIOHCKUH.

132 FOxHBbIN 6eper Kppima.

133 Cembs A. A. bakynuna (cM. mpuM. 37)

134 f] oka3bIBAIO YeCTh /1 Moero apyra, Ceposa (¢p.).
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CBOOOJTHO TOBOPUT 1O GpaHIy3cKH — JIHCT Uy/IeCHO BCE 3TO CTYIIEBBIBAET — B PA3TOBOPE
sr06e3eH JI0Heh3s (KakK Beeria, KOr/ia Toro xouer). — Ha apyroii nens genaet Bu3utT [1o10H-
ckoMy U >xeHe ero'® (ITo[oHCKMIT] TOMBKO UTO skeHMsIcsa B Ilapuke Ha IPeXOpOIIEHbKOH
CEMHA/IATUIETHEN) U TpUTJIaniaeT ux obenath. Kusaruusa ButreHmT[eiiH] Tak:ke ochbIma-
eT JII00e3HOCTAMYU MOMX rocTedl U Oeper ¢ HUX CJIOBO, UTO Iepes| OThe3I0M OHU ellle pas
OyayT obenaThb y Hac. [losioHCKME ocTaBasivich B Belimape Bcero Tpu JHS — U B 3TO BpeMs
IBa paza obenmanu y Jlucra, B AsibTeHOypre. CKOJIBKO 5 CJIBIIIAJ U 3aMeYasl: 3TUX WHTUM-
HBIX NIpUTJanieHul JIuCT yJloctanBaeT 04eHb HEMHOTHX, a [I0JIOHCKOTO BeIh OH COBCEM He
3Hai! B Jlucre coefiHeHNe KA4eCTB WU IIPEUMYIIECTB CAMBIX PA3HOPOAHBIX: HEMeIKas
CEPBE3HOCTH U IITYyOOKOCTH, U (PPAHIYy3CKasA TMOKOCTh U CBETCKOCTh — 2 SHEPTUYHOCTD €T0
BeHrepckoil MopoAbl M «APUCTOKPATU3M» T€HHUS MPUJIAIOT €My YTO-TO «I[apCTBEHHOE». —
[IpeyBesimueHus B 3TOM MOPTPETe HET HU Karuiu. C 3TUM coryiacsaTcs Bce, KTO UMeeT cya-
CTHe JIMYHO 3HATh 3TOTr0 eHOMeHaJIbHOro uenoBeka! Kakoi-Hubyap Ienzenst!*® Geper
25 mesnk[oBeix] "7 3a ypok, a JIMCT pacTouaeT CBOM FeHUATbHbIE COBETh — JAPOM (ZJIf Tex,
KOTO ITPU3HAET JOCTONWHBIM) U €Ille caM IUIATUT JOJITM — CBOMX yuyeHUKOB! B pacckaszax
0 6J1aTrOPO/ICTBE €ro AYIIH, XapakTepa s Oyy HEUCTOIINM, IOTOMY YTO cOOpajt MHOTO dak-
TOB CaMBbIX OTPAHBIX.

[Tosonckuii Teneps B Ilerepbypre. OH xX0Tes BUAETh MeHs B Befimape, Mex/ty mpo-
qyuM, U 10 gery. OH OyeT peIakTOpOM HOBOTO KypHaJsa, 3aTeBaemoro I'pad[om] Kymre-
neBeIM Be3bopoako!®®: « Pycckoe coBo»!* — u mpocus MeHA B HOCTOAHHEBIE COTPYAHUKL.
He Tepsif BpeMeHH, 5 Telepb e, Ha J0CyTe, 3ar0TOBJIAI0 6obIIyIo cTaThio *® 114 sToro
HoBoro «CiioBa» (M, KOHEUHO, 0 BarHepe, a morom, — o JIucre — mucaTh €CTh UTO).

B Beiimape, ocoOeHHO, B mOC/IeiHEE BpeMs ObLI0O MHOTO Hapoxay u3 IlerepOypra:
M-lle Stark'*!, xopomennpkas nuanucTka (Mos HeBecTa, Kak JIMCT IIyTs ee HA3bIBAET, IIPO-
CTO uyTh He cBaTas ee 3a MeHd), Onoenckuii'* co coeit Kusarunew'® u ¢ kysunomo us
Apocnasasa. MHOTO eCTh MeJIKUX aHEKJOTIIEB, /1a BCero He Hanucarb! Kianaiocs Bcem.

ChIH TBOU AJleKcaHap

135 Ejrena Bacunbesna ITostonckas (YeTroxkckast).

136 Anosibd o ['eH3esbT.

137 CepeOpsiHAasi MOHETA JJOCTOMHCTBOM B OZTUH PYOJIb.

138 Anekcanap I'puropreBuu KyesieB-be36opoko.

139 [TeTepOypICcKUi €KeMeCIHBIN KYypPHAJI, CYIIIeCTBOBaBIIHH ¢ 1859 1m0 1866 ro.

1o CraThsa CepoBa B IIepBOM BHIITyCKe JKypHasa «Pycckoe ciioBo» 3a 1859 roz «Omepa u ee
HOBelillee HanpasyieHre B 'epmanun. Kputnueckuii aTiof]. CTaThs 1epBasi».

141 Tare6opr Crapk.

142 Bnagumup ®enopoud O10€BCKUM.

143 Ospra Crenanosua Opoesckas (Jlanckas) .
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1 ceHTAOps

Ot Bac u3 [lutepa, s1 He UMeI0 HU BECTOUKH OOJIBIIIE ITOJIyTOpa MecsAIeB! — BeposATHO,
KO MHe ITMCaHO — U He pa3 — HO Bce uchMa y KHsaA3s, u 60T 3HaeT, Korja s ux mnosydy (z1a
elle XOPOIIIO, eCJTH He IOTepAHBI!!).

— B BajieHe Kyua DYCCKHX, HO Bce Kakoi Hapos — apucrokparsl de la haute volée!**
I 60ravyu, ¢ KOTOPBIMH Y MEHSI MaJIO OOIIEro.

KoHeuHoO, s1 MOT OBI IIPOKUTH IEJIBIN TO/l ¥ B TIOPbME, €CJT B HEH ecTh Oymara, uep-
HWJIA, Nepbs, HOTHI U ¢dopTenuano. OgHaKko — cBoboa Toke OoJibioe bsiaro. f HaunHaO
CUJIBHO JIOCA/IOBATh.

Ha xouBepre: Poccusa. ClaHkT-]ITetepOypr (uepes IlIter[T]un). B ClaHkT-]IIeTepOypr
Ee IIpeBocxonurenbctBy AHHe KapsoBue CepoBoii. Ha Jluroeke, 6,im3b OacCceiHOB, HA yTJIy
OzepHoro nepeysika, B cooctBeHHOM Aome. [Tour[oBsiii] mrr[ammn]: [Bazgen] 1 ceHT[s16psi]; mosry-
yeHO 26 aBr[ycra] 1858, Beuep

Ne 4 (Ne 2073 HUOP CII6TK)
Banen-bagnen. 27 aBrlycra] / 8 cenr[s6psi] [1858]

[Ipomury Mamy nepeaaTh 310 nucbMo Connuke'® (Axumenko No11).

AJpeca ee Ha fjade s He 3a6bL, HO KTO 3HAeT, OBITH MOXKET, OHa yKe Ilepeexasa B ro-
poz. Bpemsa nozaee g1 Ierepbypra. KakoBo-To y Bac s1eTo 66110? — MeIbKOM A CIIBIIIA,
4TO XOpoIuee, a B 'epMaHNU He 04eHb. MHOTO JOXK/Iel, a Terephb BAPYT YTO-TO XOJIOLHO
craso. Brpouem, 210 37ech, B IIIBapuBaibe, OT TOPHLIX TyMaHOB. B Jlpessene, s aymaro,
Temepb ImpeJiecTb. XoTesoch 66 MHE HOCKOpee OIATh Ty/a 3aTJISHyTh, Iepej TeM, YTO Bep-
HyThca Ha Gepera JIurosku'*°. Temeps ere MoXHO 6bI IPUILIBITL K BaM Ha IapOXoJie,
a mocJie — He pUCKHYy. Mexx/ly TeM pellMTeIbHO He 3HAl0, ellle KaK COBEpPIIUTCS Moe 06-
paTtHoe nyteniecrBue. Ha ueit cuet??

Jowma, 4 mmoJiarato, Bmo—npemHeMy? YTemuTes1bHOT0, KOHEUHO, MAJIo, 3aTPyAHU-
TEJIbBHOTO — ZIOBOJILHO!

Kyna au xunb, Be3ne knuH! Ho — na He yupiBaeMm! Tewm, KTO elre He COBCEM 3a0bLIT
IIpO Moe CyIllecTBOBaHMe, OKJoHHCh oT MeHa'Y. Xouy Beex 3a7106pUTh, 4TO6 He KPyTO
BCTPETHIH.

144 Bpicokoro mnosiera (¢hp.).

145 CM. IPpUM. 52..

146 B nom matepu, AHHBI KapsioBHbI CepoBoi, Ha yriry O3epHOro Iepeysika U HabepeskHOU
JIuroBckoro kaHasa.

147 3IOPOBBI JIX... /]a HET, HE CKAXKy, KOTO XOTeJI Ha3BaTh, otrajaire! (IIpum. asmopa).
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Ipueny, u moTedeT OObIJIEHHAS KU3HD OOBIACHHBIM HOPAIKOM, KAK 3aBeleHHbIe
vacel! LleH3ypa ¢ pOCKOIIHBIM XkajoBanbeM, Epumosa'*, Panmanopra'®®, u t. 1! Ho s mpu-
1IeJ1 K TAKOMY 3aK/JII0UeHHUI0: paboTaTh, IPUCTAILHO paboTaTh, CBOE JIeJI0 Ie/IaTh MOXKHO
BesJie, XO0Th B Kamuarke, He TOJIbKO 4TO B ITeTepOypre — a Ha EBpomny Haj1o siesiaTh Haberw,
¥ moyamie, 9ToObl cOIMMKAThCA C MHTEPECHBIMH JIeATeIAMH, YTO6 MCIIOJHUTD 3aIl0Beb
Jlucra: caymarth ¥ HaGJIIOIaTh KAK MOKHO GOJIbIIE, U 4TOG BABIXaTh B ceOs, XOTh Ha He-
CKOJIbKO BpeMEHU BO3/lyX UCTUHHOM IIMBUIM3AIMHY (YKpaJl 3TO BRIPaXKEHUe OT CBOeTo IpH-
arens, Yasibpimesa'>’, Ho on rosopui ato o Iletepbypre B cpaBHenuu ¢ Huwxaum'™! (1),
a g roBopio o EBporne B cpaBHeHuu ¢ [letepOyprom).

P.S. I3 6enbsi — CKOJIBKO BUIKY, IPOBEPASA HA JHSAX, IOTEPSJ TOJIBKO: OJHY HOUHYIO
pyOariky, 1a, KaKUCh, /iBa IJIaTKa OATHCTOBBIX. DTO, IPABO, HEMHOTO0. 3aTO ellle U IPUKY-
IIIJI HEMHOKKO py0Oaliiek pa3Horo copTa. Ho CKOJIbKO 5 TOTEPSJI Iap MepUYaToOK U 3aII0OHOK
OT pPyKaBoB — U cueTy HeT! boJsiblile yueMm 1o nape B Tpu AHu! PaccessHHOCTh MOS B 3TOTO
pojia Mesio4ax BCe BO3PACTAEeT — s OJIMH Pa3 OCTABUJI IUIAIY B HOTHOM Mara3uHe U Yyepes
Bech ropo/, (B bazeHe, kaxeTcs) MyTeNIeCTBOBAJ C HEIOKPBITON ToJIOBOM. XOPOIIIO, YTO
«B UHOCTPAHUHU»'>? HET KBapTaJbHBIX U OyZ0YHMKOB (IO KpaiiHed mepe, B ['epmanun),
a TO, TOXKAaJIYH, Y HAC MOCAAMIN Obl WM B CyMacHIEAIINNA IOM, WA Ha C'I)GS}KYIO153 qTO
JIydiie — ogHOMY AJiaxy Besiomy). Be3y kK BaM OrpoMHYI0 KOJUIeKIuio aduil (BEYHBIH

adumeyHsIi crapoctal) U MOPAZOYHBIH Ky30BOK aHEK/IOTOB BCAKOTO poja ™.

A.C.

Ha xouBepre: ClaHkt-]|IleTepOypr. Poccus — (uepes Illter[T]un). B C[ankT-]IIeTep-
oypr. Ee nipe[BocxoauTenberBy] [AnHe KapiioBHe CepoBoii. Ha JIuroske, 6;1u3b 6acceiiHOB, B
cobcrBeHHOM ioMme. [TouToBbIH mrTamir: bajsieH. 9 ceHTAOpsT; moy4eHo 2 ceHTsA0ps 1858, Beuep]

148 HeycTaHOBJIEHHOE JIUIIO.

149 Parrnanopt MaBpukuii fIkoBieBud.

150 Y p10bIIIeB AJleKcaHap JMuTpueBuy.

151 Huokaui HoBroposi — poziaoit ropost A. [1. YiibiOblieBa.

152 32 rpaHULIEN.

153 [ToMeIeHHe JIJIsI apECTOBAHHBIX IIPHU MTOJIUIIENCKON yIIpaBe.

154 OnuH i Anekclannpa] Bacui[peBrua] Murepa, Takoi, 4To OH He Hapajyertcs. (ITpum.
asmopa.) Mutep Anekcauzap (nnu Asekceil) BacuibeBUY — HEyCTaHOBJIEHHOE JIMIIO, OYe-
BUJIHO, KTO-TO U3 OJIM3KUX 3HAKOMBIX ceMbU CepOBBIX.
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Ne 5 (Ne 2072 HUOP CII6I'K)
bepausn. Cpena 20 mas / 1 utoH: [18]59. 8 yacos yTpa

Buepa Bo BTOpHUK, B 10 4acoB yTpa s npuoOsL1 B llITeT[T]uH, 1 y1aBaHue COBEPIIU-
JIOCh TP BEJIUKOJIENHENIIIeN Toro/ie ¥ ObLJIO He BOSIXKEM, a MPUATHEUIIIeN IPOTYIKOM.

O kauke He OBLJIO IOYTHU U IIOMUHY, KPOMe B IIOHE/IEIbHUK, B 00€/leHHOe BpeMs,
HAaYMHAJIACh JIeTKas 3bI0b, €1Ba 3aMeTHAsA — U JIJIsI MEHSA U JPYTUX TePTHIX Kayavel («He-
obcTpesiiHHbIE» BOPOHBI HAUMHAJIM YKe OBLJIO U CTPaiaTh OT MOPCKOM 00JIe3HN — Ha Yac
WJIU TIOJITOPA), IIOTOM OIISITH BCE ITPOIILIO, HEOO MPOsICHUIIOCH U BO3/IyX, IIOCJIE€ MaJI€HbKO-
'O IO/, CTaJI elrle Jiydiie. BooOIe — mpeaectb, BMECTO OKU/IAEMBIX YKACOB U TOCKHU. —
HecmoTpsa Ha TO, Ha TApOX0/ie He XOTeJI OB ellle OCTaThCs JleHeK. MOHOTOHHO JIOHEb35
(xoTa g mepopupoBan'> kak ¢ kadeapsl, mepes 60JBIIUME KPYKKaMH HaCCAKUPOB, KO-
TOpBIe KO MHe TaK U JIUIUIU, X0TA, KpoMe I'ycrasa Jlenna'*® 3makombIx He 6b110).

I cuaHbs MHE OTBEJIU MECTO JIydllle, HeXKeJIU B KalTaX, a MMEHHO B BepXHeU
3asie (B MaBUJIbOHE, KOTOPBIN BBI BUEJIN) Ha OJJHOM U3 AuBaHOB. OOenasn — B CTOJIOBOH,
B OOJIBIIION 3aJjie 1-T0 KjIacca, — I0JT HaBUJILOHOM, KOTOPBIN BbI BUIaIU. [Ipu OT/IMUHOM
IIOT0/Ie M aNneTUT ObLI OTJINYHBIN. KopMAT, Kak s TOBOpMJI, BechMa xopoiIro. — Ha mapo-
XOJle 1 cJlesiajl OJTHO MHTEPECHOe U MOJIe3HOoe /i cebs1 3HAKOMCTBO, ¢ My»KeM OJHOU JIiu-

TepaTopuu Ykpaunckoi’, mumymeit moj umeneM « Mapka BoBuka» (110 cTpaHHOMH Hrpe

cynbOBI IMEHHO ee BOCXUTHTEJIbHBIE paccKasbl!*Y; mepeBeeHHbIE ¢ MaysopoccHiickoro Ha
pycckuii TypreHeBbIM y MeHsI ¢ 000, B KHUTaX JaHHBIX MHE Ha KOMUCCHIO — B Befimap —
OpnoeBckum). Ha cranmum »kesi[e3Hoii]| moporu B bepimHe (B 5 yac[oB] Beuepa) BcTpeTH-
na mena Conmuka'® u mosesa B cBoit otests (Hamburger Hot[el]), rae s 1 ocTaHOBMIICH,
yTOO IIPOBECTH HOUb U HECKOJIBKO YAaCOB CETOJIHs, 10 OTIIPABJIEHUs] CBOETO CETOIHS Ke
B noJjieHb — B Jleinur. Beuepom ceroyisa O6yAy B CBOEM KPyTy — MEK/y IIEPBEHIITUMHU
My3bIKaHTaMU.

Buepa s npeamoxua COHUUKe eXaTh ¢ Hed U JeTbMU B 300JI0THYECKHI ¢ajl, KOT[o-

pblii] B BepsimHe ouH U3 Iy4Iinx B cBeTe. HecMOTps Ha HEMHOKKO IO3/IHEE BpeMsI Beue-

155 T. e. «pa3IIaroJIbCTBOBAI» (TaJUIHITU3M, OT Pp. pérorer).

156 Jlern beprapa I'ycras.

157 «YKpauHCKass» 371ech He ABiAerca dammtuei. [log neeBgorumom «Mapko BoBuok» mu-
casna Mapusa AnekcagapoBHa BuinHcKas.

158 [TepBas kaura M. A. Buinnckoit « HapopHble pacckasbl», BBINYIIEHHAS B 1857 rofy, co-
CTOUT U3 JiecATU paccka3oB («Boikym», «Orer; AHApen» U Ip.).

159 Cympyr cectpbl Ceposa, I1. ®@. /lroTyp, pabotan B MUHHCTEPCTBE TOCYIAPCTBEHHBIX HMY-
IIECTB U OBLI IITabC-KaMUTaHOM Kopiryca jiecHnunx B EkatepunOypre. Bo3amoskHo, moe3aka
ceMmeiicTBa B ['epmanHuio ObL1a cBsI3aHa co ciry:k00# [[rotypa.
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pa (ot 7 1o 9 yac[oB]), MBI ycIiesin HaTI0O0BaThCA HA 00€3bsH, OJIeHEH, Me/IBe/Iel, CJIOHOB
U T. 7. B orpoMHOM I1apke Bpojie IllyBasioBckoro caga. Muina cerojiHs Imiader, IIOTOMY
YTO HEMPEMEHHO XOYET ONATH C Jisiziert Carelr cMOoTpeTh 3Bepeid, nMeHHO ceroiHsd (!) — Ta-
KHM-TO 06pa3oM MBI KaTaluch 10 BepauHy ceMeHHBIM KpyxkoMm us gomy Ilemxysosal®.
Kakas 371ech dy/iecHas BOeHHAas My3bIKa Ha yJIMIaX — 5 TaKOU He BooOpaskas cebe. Ckaxku
sto Cepesxe'®! 1 mpubaBp, uTo Mpycckue oUIEPHI U COTIATHI aske, He 6e3 muKy. Hammmry

3 Jledmnura.

Ha konBepre: ClaHkT-]ITeTepOypr. Poccus (mapoxozom). Ee mpeBocxoauTesbecTBY AHHE
KapsioBue CepoBoii. Ha JIuroske, 6;1u3b 6acceiiHOB, Ha yriy O3epHOTO IEpeyIKa, B COOCTBEH-

HoM aowme. [Tour[oBsriii] mt[amin]: Ipesnen [bepaun], 8 utoss; Clankr-]IIerepOypr, [mosyue-
HO] 1 nrosisa 1859, 8 yac[oB]

Appendix.

Index of Persons Found in the Published Texts
of Five Letters by Alexander N. Serov

Bakunin, Alexei Alexandrovich (1823-1882), public figure, amateur botanist,
graduated from the law faculty of Moscow University in 1843; friend of Serov; brother
of the theorist of anarchism Mikhail Bakunin.

Bank, Otto Alexander (1824-1916), German writer and publicist, younger
brother of Karl Bank (1809—1889), composer and music critic who closely collaborated
with Robert Schumann and the Neue Musikzeitung.

Berlioz, Hector (1803-1869), French composer, conductor and critic.

Brendel, Franz (1811—1868), German musicologist and critic, from 1845 editor-
in-chief of the Neue Zeitschrift fiir Musik — a German publication founded in 1834 by
Robert Schumann.

Bressan, Jean Baptiste Prosper (1815—-1886), French actor, played on the stage
of the Mikhailovsky Theatre in St. Petersburg in 1839—1846. From 1854 he performed
in the troupe of the Comédie-Francaise.

Biilow, Hans von (1830—-1894), an outstanding German conductor, pianist and
composer, who married Liszt’s daughter Cosima.

Dutour (Serova), Sofia Nikolaevna (c. 1820-1861), Serov’s sister, amateur
singer.

Fetis, Francois Joseph (1784-1871), composer and teacher, director of
the Brussels Conservatory.

160 BozmoskHO, [llesnrynoB Hukosaii BacuibeBuy.
161 CM. IpUM. 53.
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Fix, Delphine Eleonora (1831-1864), French actress, from 1849 to 1863 she
performed in the troupe of the Comédie-Francaise.

Goettling, Karl Wilhelm (1892-1869), German philologist and archaeologist,
professor of classical philology at the University of Jena.

Golitsyn, Yuri Nikolaevich (1823-1872), amateur musician, conductor of his
own choir. Son of the famous philanthropist and music lover N. B. Golitsyn.

Henselt, Adolf von (1814-1889), German composer and teacher, from 1838
court pianist to the Russian Empress Alexandra Feodorovna. In 1887-1888 he was
a professor at the St. Petersburg Conservatory.

Housset, Arsene (1815-1896), French writer and poet, literary critic,
administrator of the Parisian theatre Comédie-Francaise (from 1849 to 1856).

Jehan-Prum Franz (1839-1899), Belgian violinist and composer, gave a Russian
concert tour in 1856.

Kalerdzhi-Mukhanova (Nesselrode), Maria Feodorovna (1823-1877),
Polish pianist, student of Chopin and Liszt.

Kushelev-Bezborodko, Alexander Grigorievich (1800-1855), count,
philanthropist, statesman, member of the Academy of Sciences, founder of the
magazine Russkoe slovo [Russian Word].

Lenz, Berghard Gustav von (1819-1884), younger brother of Wilhelm von
Lenz — Liszt’s friend and student.

Maltitz, Apollon Petrovich (1795-1870), baron, actual state councilor, Doctor
of philosophy, writer, chargé d’affaires in Saxe-Weimar (1845-1865).

Milde (Agt), Rosa von (1827-1906), German opera singer, soprano, soloist
of the Weimar Court Theatre (1848-1867).

Milde, Hans Theodor von (1821—-1899), Austrian opera singer, baritone, worked
at the Weimar Court Theatre from 1845 to 1884.

Mitterwurzer, Anton (1818-1876), Austrian opera singer, baritone, leading
soloist of the Dresden Court Opera from 1839 to 1870.

Odoevskaya (Lanskaya), Olga Stepanovna (1797-1872), wife of
V. F. Odoevsky, maid of honor of Empress Elizabeth Alekseyevna.

Odoevsky, Vladimir Fedorovich (1804-1869), writer and music critic,
chamberlain and privy councilor since 1858.

Polisadov, John Nikitich (1823-1886), preacher, archpriest; rector of the
embassy church in Berlin.

101



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2025/9(2)

Polonskaya (Ustyuzhskaya) Elena Vasilievna (1840-1860), first wife of
Ya. P. Polonsky, daughter of the headman of the Russian church in Paris.

Polonsky, Yakov Petrovich (1819-1898), poet, friend of Serov, one of
the librettists of Serov’s opera Vrazh’ya sila [ The Power of the Fiend].

Rappaport, Mavriky Yakovlevich (1827-1885), Russian publisher and music
critic, editor of the magazine Muzykalnyj i teatral’nyj vestnik [Music and Theatre
Herald].

Recio, Maria Genevieve (1814—1862), French actress, singer, mezzo-soprano,
performed in the Comédie-Francaise troupe from 1841; Berlioz’s second wife.

Romanova, Maria Pavlovna (1786-1859), Grand Duchess, daughter of Paul I,
Grand Duchess of Saxe-Weimar-Eisenach.

Roquette, Otto (1824—1896), German writer, professor of literature and history
at the Darmstadt Polytechnic.

Saxe-Weimar-Eisenach, Karl Alexander August Johann (1818-1901),
Grand Duke, son of Grand Duchess Maria Pavlovna, grandson of Emperor Paul 1.

Sayn-Wittgenstein, Caroline Elizabeth Ivanovskaya (1819—1887), princess,
writer.

Serov, Sergey Nikolaevich (?), brother of the composer.

Serova, Elizaveta Nikolaevna (?), sister of the composer.

Serova, Olympiada Nikolaevna (?), another sister of the composer.

Shelgunov, Nikolai Vasilievich (1824-1891), publicist and literary critic.

Stade, Wilhelm (1817-1902), German conductor, organist and composer, from
1845 music director at the University of Jena, had an honorary doctorate.

Stark, Ingeborg (1840-1913), German pianist and composer, student of Liszt.

Tihacek, Josef Alois (1807-1886), Czech opera singer, tenor, leading soloist
of the Dresden Court Opera from 1839 to 1870, first performer of the title roles in
Wagner’s operas Rienzi and Tannhduser.

Tolstoy, Feofil Matveevich (1810-1881), count, Russian music critic, composer
and writer.

Turgenev, Ivan Sergeyevich (1818—1883), Russian writer, publicist, playwright
and translator.

Ulybyshev, Alexander Dmitrievich (1794-1858), Russian music critic and
amateur musician.
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Vielgorsky, Mikhail Yuryevich (1788-1856), count, Russian musical figure
and amateur musician.

Vilinskaya, Maria Alexandrovna (1833-1907), writer and translator, who also
wrote under the literary pseudonym Marko Vovchok.

Vivier, Eugene Leon (1821-1900), French virtuoso French horn player.
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Abstract. Hermann’s obsession with the three, seven and ace of cards, which
“never left his head and moved on his lips,” “haunting him in his sleep, taking on
all possible forms,” is one of the most striking and memorable artistic discoveries
in Pushkin’s story. Perhaps it was this idea, successfully picked up by Modest
Ilyich Tchaikovsky and developed in the original version of the libretto, that so
inspired his brother, the composer Pyotr Ilyich Tchaikovsky, with the plot of The
Queen of Spades. The individual observations accumulated over the past years
on the reflection of number symbolism in the literary and musical language of
The Queen of Spades pose the question to the researcher: to what extent was the
unfolding of this process in the composer’s consciousness rational. It is precisely
the totality of the manifestations of this plan, its action in musical dramaturgy
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at the level of rhythm (rhythmic patterns and figures that form groups of three,
seven and twelve durations), metre (the most indicative is the choice of the rare
time signature 12/8 and giving it leitmotiv status in the part of the Countess),
harmony (three-chord chains), mode (the use of whole-tones not only brings
in a rich colouring, but also becomes one of the “building blocks™), tonal plan
(h/H as the most important tonal centre), musical syntax (“tripleness” in the
organisation of motives and phrases), melody and — more broadly — thematics,
as well as composition convinces us that before us lies a complete system that has
been reproduced probably for the first time in world opera literature.

Keywords: The Queen of Spades, opera, Pyotr Ilyich Tchaikovsky, Modest
Ilyich Tchaikovsky, Alexander Pushkin, number symbolism, musical dramaturgy,
composition, libretto
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AnHoramua. Oxep:kumoctb 'epMaHHa KapTOUHBIMU TPOUKOU, ceMepPKOU
U Ty30M, KOTOPbIE€ «He BBIXOJUJIU U3 €r0 TOJIOBBI U IIEBEJIUINCH HA ero rybax»,
«IIpecyen0Bajiv ero BO CHe, IPUHUMAasA BCe BO3MOKHbIE BUZIBI», — OJ[HA U3 CAMBIX
SAPKUX U 3aIIOMHUHAIONIUXCS XyA0KECTBEHHBIX HaX0/IOK B IYIIKWUHCKOUN ITOBECTH.
Bo3mokHO, UMEHHO 3Ta WHjes, yaauHo mnoaxBaueHHas M. M. YalkoBcKUM
U pa3BUTasl y3Ke B IEPBOHAYATbLHOM BapHaHTe JTUOPETTO, IIOMOTIJIA KOMIIO3UTOPY
ropsiuo yBjeubcs croxkeToM «IIukoBou mambl». HakomuBImecs 3a MpoOIIeIIne
roAbl OT/eJIbHbIE HAOJIOJEHUs HaJa OTpPaKeHWEM YKCIOBOH CHMBOJIMKH
B JIMTEPATYPHOM U MY3bIKaJbHOM s3bIKe «IIMKOBOM JaMbI» CTaBAT IeEpes
HCC/Ie/IOBAaTeJIeM BOIPOC: HACKOJIBKO pallMOHaJieH OBbLI  3TOT IMPOIECC
B KOMIIO3UTOpPCKOM co3HaHuu II. M. YalikoBckoro. VIMEHHO COBOKYITHOCTH
MMPOSBJIEHUN H3TOr0 IUJIaHA, €ero JelcTBUe B MY3BIKAJbHOU JApaMaTypruu
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Ha ypoBHEe pummuku (PUTMHYECKUX PHUCYHKOB U (pUTyp, 00pa30BBIBAIOIIAX
TPYNIIBI U3 TPeX, CEMU U JABEHA/IATH JUIUTEIbHOCTEH), mempukxu (Haubosiee
IOKa3aTeJieH BBIOOD peaKoro pasmepa 12/8 W mpuaaHHe eMy JielTcraryca
B maptuu ['padunn), eapmouHuu (TpexXaKKOPAOBBIE I[EIIOYKH), .adda
(11eJIOTOHHOCTH HE TOJIPKO BHOCUT (PAHTACTHUYECKHUH KOJIOPUT, HO U CTAHOBUTCS
OMHUM W3 «CTPOUTEJIBHBIX 3JIEMEHTOB»), MoHaabHo20 naaHa (h/H kak
BaKHEHIIINH TOHAJIBHBINA I[EHTP), MY3bIKAAbHO20 CUHMAKCcUca («TPOUYHOCTH»
B OpraHU3allid MOTHBOB W ¢pas), mMeao0uku U — IIHpe — memamusmd,
a TaKKe KoMno3uuuu yoexaaeT B TOM, UTO IIepesi HaMU — I1eJIOCTHAsA CHCTEMA,
B TaKOM MaciuTtabe, BEpOSTHO, BIIEPBbIe peaM30BaHHAsA B MHPOBOH OIEPHOMN
JIUTEpaType.

KiaroueBbie cioBa: «I[IukoBast mama», omepa, II. WM. YalkoBckui,
M. W. YarikoBckuii, A. C. IlymkuH, 4ucjoBasi CUMBOJIMKA, MYy3bIKaJIbHAas
JipaMaTyprusi, KOMIIO3UIHS, JTNOPETTO
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Introduction

he study of Pyotr Ilyich Tchaikovsky’s The Queen of Spades in terms
I of poetics, semantics, symbolism of various genesis, and the irrational
is a clear trend in the opera research literature in recent decades. This
can be seen as a reaction to the fact that for a long time the gaze of musicologists
was focused on the “material” side of Tchaikovsky’s brilliant work — the plot and
heroes of the opera, the relationship between the libretto and the literary source,
the features of the composition and dramaturgy, the original stylistic means,’ etc.
Meanwhile, back at the beginning of the 20th century, Alexander Alexandrovich
Blok articulated a different perception of The Queen of Spades: “The ‘Apollonian’
Pushkin flew into the abyss, pushed there by the hand of Tchaikovsky — the
magician and musician” (letter to Pyotr Petrovich Pertsov dated January 31,
1906).%2 Alexander Nikolaevich Benois, who attended the premiere of the opera,
summed up his impression and subsequent effect in a similar vein: “Personally, The
Queen of Spades literally drove me crazy, turned me into a visionary for a while
[...] The music of The Queen of Spades acquired for me the power of some kind of
spell, with the help of which I could penetrate into the world of shadows that had
long attracted me.”®> However, this shift in focus from the “external” (visible) to
the “internal” (hidden) does not at all imply a rejection of the melody, harmony,
orchestration, and plot logic of the libretto; on the contrary, it is precisely with
the help of specific elements of the text of The Queen of Spades, both literary and
musical, that the “complex multidimensional whole, not amenable to analysis using
one or two dimensions” [3, p. 149], about which Maurice Shlemovich Bonfeld
wrote, is illuminated and revealed.

1 The search for more and more new approaches to interpreting the plot of The Queen
of Spades is evidenced by articles of recent years, e.g., Vladimir A. Afanasyev on demonism
in Pushkin’s story from the point of view of the semiotics of a card game [1] and Vera V.
Sadokova on the connection of the opera with the poetics of the funeral rite [2].

2 Blok, A. A. (1963). Collected Works. (In 8 Vols., Vol. 8). State Publishing House of Fiction,
p. 150.

3 Benois, A. N. (1990). My Memories. (In 5 books, Vol. 1., Books 1, 2, 3,). Nauka, pp. 652—653.
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Interpretation of the “Faustian” Plot:
Reflections after Reading the Article by Natalia V. Korolevskaya

One of the most recent experiments in “diving into the mysterious depths”
of The Queen of Spades is set out the article by Natalia Vladimirovna Korolevskaya
entitled “Tchaikovsky’s The Queen of Spades as a ‘Faustian’ Plot: on the Problem of
the Intertextual Content of the Opera” [4], published in the last issue of the journal
Contemporary musicology. The persuasiveness of its main provisions provokes
another look at the artistic text of The Queen of Spades from the proposed research
perspective and, in some ways, even to supplement the arguments presented by the
researcher. In the context of the “directing” role of Tomsky-Mephistopheles, one can
venturetocorrectthethesisthatthischaracter(afterdisappearingfromview) “returns
in the finale as an outside observer.” The compositional structure of the beginning
of the seventh scene (the choir of players, the dialogues of the characters, Tomsky’s
song) is noteworthy, acting as a compressed reprise of the first scene. The impression
of reprise is enhanced by the content of the dialogue between Tomsky and Yeletsky,
which is preceded by remarks from Surin and Chekalinsky. It is Tomsky, in the role
of an interested and sympathetic friend, who, as before from Herman, receives the
prince’s recognition (in the first scene he similarly learns the name of Yeletsky’s
bride, and also, according to the stage directions, conducts téte-a-téte conversations
not only with Herman, but also with the Countess), which further emphasises
his position as the “manager” of the entire story. And it is Tomsky who readily
(“Trust in me!”) agrees to become the prince’s second in the planned duel with
Herman (No. 24).

Perhaps Tomsky’s “song,” which Korolevskaya evaluates as “an expression
of a cynical Mephistophelian smile” [4, p. 69], in its combined unity with the chorus
of guest players, contains additional “Mephistophelian” arguments, referring to
the famous scene in the cellar from the second act of Gounod’s Faust (the chorus
of students and other visitors?). The “leitmotif” of the beginning of the seventh
scene, “Let us drink and be merry!” (the final remark of the scene with the players
is also characteristic: “whistles, shouts and dancing”) characterises the emotional

4“ .Let’s drink together, so that we can be more cheerful, friends!”, “And we’ll sing a song
more cheerfully, more cheerfully!” etc. The song (verses) of Mephistopheles in the same
scene with its conclusion — “People die for metal!” — can generally be considered a kind
of intertextual epigraph to the opera.
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atmosphere of the finale with its “directed” (again, largely by Tomsky) polarity to
Herman’s dramatic line.

Another critical moment concerns the assessment of the melody of the duet
between Lisa and Polina, the second motive of which is derived from the theme
of the slow movement of Liszt’s Faust symphony (example 3 in the article [4, p. 65]).
This motif is considered by Korolevskaya as falling “out of the general intonational
context of the opera” [Ibid.]. It is reasonable to doubt this claimed “dropping out”
of one of the elements of the tightly knit intonation whole by the composer: indeed,
it is worth adding the sound “la” at the lowest point of the motive, by dint of which
the full melodic contours of the motive “three cards, three cards, three cards!” will
immediately appear.

“The Queen of Spades” and Number Symbolism:
Opinions of Musicologists

From reflections on Korolevskaya’s article, two interrelated theses clearly
emerge: the highest degree of unity of the artistic text of The Queen of Spades and
the absence in it of not only anything “random” or “passing,” but even anything
“autonomous,” which is confirmed by observations by other researchers. From
this point of view, the publication of Antonina Leonidovna Makarova’s Number
Symbolism and the Irrational in “The Queen of Spades” [5], which directly touches
on the topic of this article, is of great interest. Although only about a third of the work
is devoted to number symbolism itself, which is based on the material contained in
the fifth scene of the opera, the author comes to extremely important conclusions.
First of all, it considers the mystical sphere in the dramaturgy of The Queen of Spades
through the number symbolism derived from the card game, which is realised mainly
in rhythm — through triplets, septuplets, groups of durations equal to or multiples
of 12 — and, in fact, the measure of 12/8. In this way, a direct projection of the
numerical values of the cards (respectively, three, seven, queen and ace”) is revealed
on the rhythmic plan of the opera.

Makarova connects the discovered facts with the extraordinary emotional
and psychological situation of the fifth scene (the appearance of the ghost): thanks

5 In the music of the scene of Herman and the Countess’s ghost (No. 19), A. L. Makarova also
establishes a connection between a single long sound and the numerical value of the ace — 1.
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to a unique “symphony of motives” in the orchestra, “the mathematical scenario of
Herman’s game and the fatal substitution of the last lucky card is ‘programmed’”
[5, p- 360]. But then the fair conclusion that “Hermann (and after him the listener)
[...] cannot suspect the existence of an unconscious, but objectively existing
visual code in the score” [Ibid.], leads the author of the article to the idea of the
impossibility of this kind of semantically significant information reaching “the level
of consciousness of the listener in the auditorium” [5, p. 361]. Indeed, the auditory
“perception of the viewer is unable to differentiate the grouping of durations
and the change in time signature due to the rapid tempo” [Ibid.], but what if
the conditions were different? If the same 12/8 time signature and other “numerical”
elements, both rhythmic and other, sound in the “zone of distinct perception”
(for example, in the Introduction)?

The most important of these discovered facts directly testifying to
the significance of number symbolism in the musical text and, more broadly,
the musical dramaturgy of the opera, are considered by Makarova as if in isolation,
I.e., only in relation to the special circumstances of the fifth scene. Meanwhile,
the above-mentioned theses about the “totality” of the artistic organisation of
The Queen of Spades that bear witness to the consistency of all its elements
throughout the entire opera, pose the task of examining the problem of number
symbolism in the opera in an equally comprehensive manner.5

It has repeatedly attracted the attention of researchers, primarily due to
the specific nature of the plot of Pushkin’s story and the theme of the card game
in it, representing the most important role of the symbolic plan in the dramaturgy
of the opera. These themes received an original interpretation in the works
of Elena Vladimirovna Ponomareva, who connects the “mythopoetics” of the
The Queen of Spades with the Arcana of the Tarot and their reduction in the form of
fortune-telling Tarot cards. In one of her most recent articles, the author combines
the semantics of fortune-telling and playing cards (their “numerological codes™),

¢ The following reflections are the result of the present author’s many years of observations
on the role of number symbolism in Tchaikovsky’s The Queen of Spades, which have been
presented more than once as part of the lecture course “Musical Dramaturgy of Opera” given
at the St. Petersburg Conservatory.
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examining it in the aspects of the leitmotif system, tonal plan and form-building
of the opera [6].”

In general, the study of the literary and musical language of The Queen
of Spades, especially the themes of the opera in its symphonic development,
has yielded a whole series of observations in the field of numerical symbolism —
from ternary constructions in the libretto (like “Beauty! Goddess! Angel!” and its
“antipode” “Monster! Murderer! Fiend!”) to a composition in which, along with
the “troika” (3 acts) and “seven” (7 scenes), there is also an “ace” (“one,” in the
form of the Introduction). In connection with the latter, we note the persistence
with which Tchaikovsky defended the structure of his opera. For example, he did
not yield to the proposal to exclude the sixth scene, nor to the persuasion to turn
the first and second scenes into actions, based on scenic considerations. “In my
piano score, the opera will be divided into three acts. “And there you can divide it
as you wish...,”® he writes to Modest on March 9, 1890. One of the most complete
collections to date of the manifestations of number symbolism discovered in
The Queen of Spades is given in the monograph by Galina Ionovna Poberezhnaya
“Pyotr Ilyich Tchaikovsky”.® Among the examples, the author particularly notes
those in which a kind of multiplication (doubling or tripling) of symbolism occurs,
such as the threefold repetition of the words “three cards” and their implementation
in the Ballad and in the ghost of the Countess, as well as Hermann’s threefold
exclamation “Beauty! Goddess! Angel!” which sounds three times in the Scene Two.
One of the most striking examples is the most important leitmotif of the “three
cards,” consisting of three sounds, three links of the sequence, and containing

7 In the same article, examining the number symbolism of the queen of spades, the author
writes: “The Queen of Spades that fell to Herman is, by its ordinal number, the thirteenth in
the suit of spades” [6, p. 53], on this basis linking it with Arcanum XIIT — Death, which seems
incorrect, since the denomination of this card is 12.

8 Tchaikovsky, P. I. (1890). Letter 4067 to Modest Tchaikovsky (B. Langston, Trans.). In
Tchaikovsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.net/
pages/Letter 4067

9 Poberezhnaya, G. 1. (1994). Pyotr Ilyich Tchaikovsky. Vipol.
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(in the basic version) three ascending tones.!® According to the author, the
composer “controlled all these moments with consciousness”.!!

In parallel to the last example, we may adduce another one, which is
connected with the sound of another important theme — love. It also includes
three links of the sequence, each link of which based on three-part motifs;
and this theme itself in the final scene of the Scene Two sounds exclusively
in “triples” (c. 180—210). The stability of Hermann’s arioso melody, its complete
syntactic and almost complete melodic repetition (only the position in the orchestra
or the vocal part changes, while the instrumentation remains almost constant) is
amazing for the situation of a passionate declaration of love and Tchaikovsky’s
operatic-symphonic style. One can see in this the latent influence of a more
powerful, supra-personal force that subjugates the passion of love, bringing into it
a shade of incantation, which, on a different — non-event — level, again brings the
theme (and idea) of love closer to the theme of the three cards. We may recall the
beginning of the 6th chapter of Pushkin’s story, which describes the displacement
of Hermann’s love feeling by the obsession with the secret of the three cards: “Two
motionless ideas cannot exist together in moral nature, just as two bodies cannot
occupy the same place in the physical world.”!?

While sharing Poberezhnaya’s conclusion on the main point, I.e., the
existence of numerical symbolism in The Queen of Spades “not only in its plot-
plot sphere, but also in the musical one”,'? at the same time, we note that all the
examples given by this researcher are only moments, not forming a coherent
system. It is significant that Poberezhnaya writes only about the “idea of ‘three’:
“Of course, Tchaikovsky could not embody Pushkin’s entire system of numerical
notations in the opera, but [...] he managed to grasp the main grain — the motif

of three cards, and, therefore, the number ‘3> — and gave this number a hidden

°In turn, Boris Mikhailovich Yarustovsky also identified “three main varieties” of this
leitmotif, which he called the theme of the “secret of the three cards” (Yarustovsky, B. M.
(1947). Tchaikovsky’s Operatic Dramaturgy. State Musical Publishing House, p. 74). In this
sense, we can already talk about a “quadrupling” of numerical symbolism.

1 Poberezhnaya, G. I. (1994). Op. cit., p. 279.

12 Pushkin, A. S. (1961). Selected Works. (In 2 Vols., Vol. 2.). Lenizdat, p. 616.

13 Poberezhnaya, G. I. (1994). Op. cit, p. 278.
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symbolic interpretation in his work”.! The expansion of the numerical series itself,
as well as the attempt to expand the scope of the action of musical symbolism to all
the main parameters of the artistic text of the opera, again forces us to return to
the question of the rational and that of the intentional.

Number Symbolism as the Basis of the Musical Organisation
of “The Queen of Spades”: Introduction

Let us therefore try to look at the problem of the place and role of numerical
symbolism in the dramaturgy of The Queen of Spades in a comprehensive manner,
i.e., in the logical interconnection of all its elements, both those already discovered
by researchers and those presented in this article. The verification of the hypothesis
that numerical symbolism represents a complete system and, perhaps, even the very
foundation of the musical organisation of The Queen of Spades should begin with the
Introduction. Before The Queen of Spades, some operas of the second half of the 19th
century already had examples of achieving the highest musical-semantic concentration
in the orchestral introduction (an outstanding case is the Prelude to Wagner’s Tristan
and Isolde). Tchaikovsky finds a completely original solution in the Introduction,
while preserving recognisable traditional features: the presence of several key themes
representing the most important ideas of the opera, along with the aphoristic nature
of the presentation. An important circumstance is that the composition of the orchestral
introduction took place simultaneously with the final scene: the end of the Introduction
was the very last thing the composer worked on in the sketch of The Queen of Spades.
Thus, it can be assumed that here Tchaikovsky had the opportunity to concentrate his
idea in the most complete and finished form.

Let us first list what researchers have already identified. The introduction
consists of three sections, in which three major themes are presented in three
keys; the first section is in 12/8 time, referring to the numerical symbolism of the
queen of cards (12); in addition, according to Poberezhnaya’s observation, it is
“permeated from beginning to end with a motif of three chords”.!> Let us add: this
motive is “tripled” (three links of the sequence) at the first presentation. In the above

4 Ibid.
15 Poberezhnaya, G. 1. (1994). Op. cit., p. 279.

116



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2025/9(2)

discussion, we mentioned the three-sound basis of the motives that make up the
theme of the three cards and the theme of love. It should be noted that the syntactic
structure of the first theme of the Introduction is also determined by motifs of three
sounds, and that this property is preserved in Tomsky’s ballad, where the theme
is given in 4/4 time. Such a concentration of ternary elements in the Introduction is
unprecedented in Tchaikovsky’s work. In addition to this, the presence of the number
“7” is also revealed: the theme of three cards (Countess) is exposed by the double
presentation of a phrase of seven sounds.

Of no less interest is the symbolism of the number “12” (Queen of Spades
12/8 is a very rare time signature. In Tchaikovsky’s previous operatic works it was
used only once, in The Enchantress — in the final scene of the Prince’s madness
and death. In the context of the semantic relationship of this fragment with many
episodes of The Queen of Spades, the appearance of 12/8 is, of course, not accidental.
However, in the slow movement of the Fifth Symphony, where this metre is also
used, such parallelism as is found in the opera is no longer present (although
an associative connection may arise in the tonal relationship: the beginning
in B minor, the main partin D major). Let us add here the Adagio from Pas d’action
of the first act of The Sleeping Beauty, the intermission and scene No. 14
of the second act of the ballet. The examples given show that before the creation
of The Queen of Spades, Tchaikovsky turned to the twelve-note metre in isolated
cases, which were generally of different nature and did not play any noticeable
role in musical dramaturgy. After The Queen of Spades, 12/8 appears in Iolanta’s
arioso in the first scene of the opera and at the beginning of the fourth — rather
as an “echo” of The Queen of Spades (such references are easily found in the
orchestration, melody and harmony of Tchaikovsky’s last opera).

While the fact that Tchaikovsky changed the metre of the ballad theme in
the Introduction is in itself significant, moving it to the “foreground” of the opera’s music
(as a demonstration of not just the titular, but also the main hero) clearly demonstrates
the intentionality of such a decision.!”

).16

16 The number “12” appears to the listener in an accentuated form at the beginning of the sixth
scene, when 12 bell strikes sound.

7 In his article Stages of P. I. Tchaikovsky’s Creative Work on Oeuvre of the 1890s, Yuri
V. Vasiliev analyses the very first sketches for The Queen of Spades, which pertain to
the beginning of the fourth scene, dating them to January 18-20, 1890 [7, p. 83, 114].
It is indicative that in his notebook and sketchbook for the opera, Tchaikovsky writes down
material in triplets and sextuplets in 4/4 time, but in the score it is already formatted in 12/8.
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In total, the twelve-beat metre is used on no less than 12 separate occasions
in The Queen of Spades. After the Introduction, it appears in the thunderstorm
episode and in Herman’s oath at the end of the first scene; in Herman’s last words
(“Madman, madman I am!”) before the Interlude in the third scene; in the fourth
scene — at the very beginning and in the episode by the Countess’s portrait, then
twice in the scene between Herman and the Countess; then in the fifth scene —
in the orchestra at the moment when the ghost enters, and in his vocal part;
in the sixth scene — in the scene between Lisa and Herman (“There lie heaps
of gold”). The last appearance of 12/8 metre is in the opera’s final scene, where it
accompanies the ghost of the Countess. Thus, 12/8 becomes not only her leitmotif,
but also symbolises the mystical presence of the heroine (including in the guise
of a ghost) and her fatal secret in the semantic space of the opera.

From this weight of evidence, it can be assumed that everything else will,
to one degree or another, embody the symbolic dramaturgical plan. The Queen
of Spades opens in the key of B minor. Considering that it appears in the opera
in significant moments of the form three times (which, in our opinion,
correlates with the dominant meaning of the symbolism of the number “3”) —
in the Introduction, in the Countess’s song (the heroine’s only extended solo
statement) and in the episode of her death in the fourth scene — the leitmotif
of this tonality is beyond doubt.

In article The Expressiveness of Tonal Structures in P. I. Tchaikovsky, Yuri
Nikolayevich Kholopov advances the hypothesis that Eugene Onegin embodies
a “system of tonal repetitions that has a certain dramatic role” [8, p. 95]. The
researcher’s next thought can be fully applied to The Queen of Spades:

And regardless of whether this was part of a conscious plan (which seems
unlikely) or was an intuitively obtained necessary means of expression (which is
much more likely), the very fact of the systematic and entirely logical use of tonal
relationships between elements separated by enormous distances gives us reason
to confidently rely on connections of this kind to reveal the main musical ideas of
the opera [8, p. 93].

The main difference is that in The Queen of Spades the tonal system is further
complicated by numerical symbolism — and it is precisely this, as it seems, that
determines the choice of B minor: in a twelve-tone scale h= 12.
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In this same system D is 3. In The Queen of Spades D major, parallel D minor
is a truly parallel world, a world of bright feelings, love, another reality, where the
happiness impossible for Hermann and Lisa could turn out to be quite possible (later,
in the first, second parts and finale of the Sixth Symphony, the same role will be played
by D major of the secondary part and the waltz). The tonality acts as an antipode
to B minor, symbolising the triad: Countess — Queen of Spades (fate) — Death.
It is no coincidence that D major starts beginning of the First Scene of the opera,
where the overarching theme of a walk (promenade) is exhibited, as is the beginning
of the Interlude and the final chorus of the third scene. It is also no coincidence that
D minor of Hermann’s first arioso (“I don’t know her name”) is a dark “double” of
D major (just as B major of Hermann’s last aria acts as a “false double” of B minor).!®

Libretto and novella

Let us try to articulate a preliminary conclusion. The introduction, as the
semantic “gate” of The Queen of Spades, clearly demonstrates an extraordinary
concentration of elements related to metre, rhythm, tonal plane, musical
form, melody and harmony, while at the same time being consistent with
the numerical symbolic plane of musical dramaturgy. It will be revealed on
an even larger scale in the main space of the opera, including the literary text.

B Let us recall that the other versions of the brindisi included in the publications
of the piano score and the score of the opera — in B-flat major and A major — appeared
exclusively against Tchaikovsky’s will, at the urgent request of the first performer
of the role, Herman N. N. Figner. In letters to Modest Tchaikovsky (dated July 10, 1890)
and E. F. Napravnik (dated August 5 and 25 of the same year), the composer commented
very emotionally on the forced transposition of the aria: “One thing upsets me: he demands
a transposition of a whole tone...” (Tchaikovsky, P. I. (1890). Letter 4169 to Modest
Tchaikovsky (B. Langston, Trans.). In Tchaikovsky Research. Retrieved March 6, 2025
from https://en.tchaikovsky-research.net/pages/Letter _4169; “I had to, to my great
chagrin, transpose brindisi for Figner...” (Tchaikovsky, P. I. (1890). Letter 4194 to Eduard
Néapravnik (B. Langston, Trans.) In Tchaikovsky Research. Retrieved March 6, 2025
from https://en.tchaikovsky-research.net/pages/Letter_4194); “It was very, very sad for
me to transpose brindisi for Figner...” Tchaikovsky, P. I. (1890). Letter 4206 to Eduard
Népravnik (B. Langston, Trans.) In Tchaikovsky Research. Retrieved March 6, 2025 from
https://en.tchaikovsky-research.net/pages/Letter 4206. It seems that such a reaction
was caused not only by the author’s well-understood reluctance to change anything
in the fully formed whole, but also by the damage that the transposition of the aria caused
to the musical dramaturgy and its symbolic component.
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In fact, it was in it (Pushkin’s story and the original libretto by Modest Tchaikovsky)
that the composer first encountered number symbolism, thus receiving the necessary
impetus for its musical embodiment.

In Pushkin’s The Queen of Spades, the secret of the three cards took the form
of a psychological revelation in terms of the influence it had on Hermann’s psyche.
Let us recall two fragments from the sixth chapter and the Conclusion of the story.

The figures of three, seven and ace soon obscured the image of the dead old
woman in Hermann’s imagination. Three, seven, ace — they kept running through
his head and moving on his lips. Seeing a young girl, he said: “How slender she is!..
“The real three of hearts.” They asked him: “What time is it?” He answered: “Five
minutes to seven.” Every pot-bellied man reminded him of an ace. Three, seven, ace
— haunted him in his dreams, taking on all possible forms: three blossomed before
him in the form of a lush grandiflora, seven seemed like a Gothic gate, the ace like
a huge spider. [...]

Hermann goes crazy. He sits in the Obukhov hospital in room 17, does not
answer any questions and mumbles unusually quickly: “Three, seven, ace! “Three,
seven, queen!..”

Hermann’s obsession with the three, seven and ace is one of the most striking
and memorable artistic finds in the story. This is the key not only to the image
of Herman (even more operatic than literary), but also to the entire dramaturgy
of the opera. As is well known, it was the character of Herman who became the
main reason for Tchaikovsky’s agreement to work on the plot of The Queen
of Spades; during the writing of the opera, the composer increasingly began to
identify himself with him. The idea of Hermann’s obsession in Pushkin, picked
up by Modest Tchaikovsky and developed already in the original libretto intended
for Nikolai Semyonovich Klenovsky (“very successful,” according to Tchaikovsky),
probably became the guiding principle in the composition of the opera’s music.
As in the story, the three, seven, ace and now the queen — but already in a musical
embodiment —were supposed to “haunt” Herman (and the opera’s listeners), “taking
on all possible forms.” The embodiment of this idea required that very “totality”
that was discussed earlier, otherwise the necessary artistic effect and psychological
impact would not have been achieved. The most important difference between
the opera and the story is the atmosphere of “obsession,” the ubiquitous presence
of numerical symbols reflected in words and music that arises (at first latently in
an implicit form) from the very beginning.
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Even in the original libretto of the first scenes, the composer could not help
but notice the idea of trinity (semantic “triples” of words and phrases), so diversely
developed by Modest Tchaikovsky. Already in the very first stage directions there are
“nannies, governesses and wet nurses” and three games: children “play tag, jump
ropes, throw balls.” The very first vocal utterance (the girls’ choir) ends with the
words “one, two, three!” and the stage direction: laughter, exclamations, running.
It should be noted that in ethnographic publications of this famous children’s
counting rhyme we encounter only “One, two!” In one space the librettist collects
both the lullaby (in the version of the triple “Bayu, bayu, bay!”), and the triple
“Hurray” in three verses of the boys’ marching song, and many other similar ternary
constructions. In another situation and taken separately, they would hardly have
attracted attention, but in the conditions of contrasting genres collected together
and almost “compressed” in the first scene (the “artificiality” of their joint sound is
indicated at least by the unchanging, identical tempo for all Allegro) such a trinity
is unlikely to arise by chance.

However, verbal constructions similar to the phrase “Beauty! Goddess! Angel!”
are much clearer for perception when reinforced by the corresponding musical
embodiment. Moreover, they can have a more detailed form, such as, for example,
“How graceful, how beautiful, how lovely!” in the Chorus of Strollers (No. 3)
or “Leave me! Who are you? I don’t know you!” by Herman at the end of the sixth
scene. Such “triplets” are usually highlighted in the musical fabric and are, from
the point of view of form, in the zone of distinct perception — like Hermann’s hymn
exclamation or, for example, the final phrase of the Quintet (No. 4) “I’'m scared!
I'm scared! I'm scared!” (another case of tripling a semantically expressive word
is “die,” which Hermann pronounces three times). An even greater effect in terms
of perception occurs when the “troikas” are embodied at different levels: such is
Hermann’s death oath “Thunder, lightning, wind!”, which sounds after three claps
of thunder in the final scene of the Scene One.

Another of Modest Tchaikovsky’s ideas, which arose in the original libretto,
is connected with metre. Let us recall Pushkin’s lines: “That same evening,
grandmother appeared in Versailles, au jeu de la Reine.” In the libretto, the text
is already rhythmic: “Once upon a time in Versailles au jeu de la Reine...” and in
a tetrameter amphibrach: U— U | U—U | U— U | U — U, giving a total of 12 syllables.
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Perhaps it was while reading this fragment that an important dramatic
and constructive idea related to the embodiment of numerical symbolism arose
in the composer’s mind. Let us also recall that the very first sketches for The Queen
of Spades also include the theme of three cards (Countess).

In general, the idea of numerical symbolism is sometimes hidden, sometimes
clearly present in the stage action (three appearances of the Manager in the third
scene and the ghost of the Countess in the fifth, three times Surin and Chekalinsky
=tease Herman, etc.) and the libretto throughout the opera.

Score

Let us now turn directly to the music. The analysis shows that numerical
symbolism is embodied in the musical text in a multifaceted and, importantly,
consistent manner: at the level of composition the whole and individual parts and
sections (which was already noted above), tonal plan, thematics (primarily, in
melody and musical syntax), rhythm, metrics, harmonies, modal organisation.
In terms of musical embodiment, it is also necessary to take into account convenience
(practicality): the “ace” in the form of a unit is almost impossible to implement,
unlike, for example, numerous “variations” on the number “3.” Thus, the “ace” is only
called by the Countess, then this word is repeated by Herman, but in the semantic
and actual musical space of the opera, the ace is replaced by the queen of spades. Let
us briefly dwell on some parameters of the musical fabric.

Along with the keys B minor (12) and D major (3), F-sharp minor plays an
important role in the musical dramaturgy of The Queen of Spades. In the 12-tone
row, it corresponds to the number “7.” F-sharp minor is used in the opera seven
times!®: in the first scene (at the moment of the Countess’s appearance and the
subsequent quintet); in the second scene (in Hermann’s arioso “Forgive me, heavenly
creature” and in the Countess’s recitative after Lisa’s appearance in the bedroom); in
the introduction; at the end of the fourth scene; at the end of the sixth scene (Lisa’s
death); in the seventh scene (in the episode of the appearance of the Countess’s ghost

9 A necessary explanation of the calculation method: the tonalities of the numbers and
scenes were taken into account, as well as significant extended fragments of scenes, such as
the introduction or conclusion, which are important from a semantic point of view. Short
deviations, tonalities of small sections of the form, and those occurring in the modulation
movement were not taken into account.
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and Hermann’s suicide). Boris Mikhailovich Yarustovsky designated F-sharp minor
as the main key of the “fate complex.”*°

In the field of musical syntax and melody, as in rhythm, the influence
of numerical symbolism manifested itself to the maximum extent in the extraordinary
density and concentration of the corresponding elements in the score. First of all,
it reveals itself in the “trinity” in the organisation of motives and phrases. Often,
three-part motifs and figures occur together, including doubled, tripled, in a chain
or sequence, as well as in frequent counterpoints — that is, both horizontally and
vertically. They are often combined with textural and rhythmic ostinato. For example,
the number 12 is embodied not only in the metre directly, but also in various variants
of rhythmic pulsation (groups of 12 durations, doublings up to 24 are possible).
A characteristic feature of such rhythmic patterns (thanks to which they are perceived
as a relief part of the musical material) is repetition, often turning into ostinato. Such
groups arise within the 3/4 and 4/4 measures. Situationally and in the verbal text,
they are also associated with the Countess, her appearances or mentions (including
in connection with the mystery of the three cards), as well as with the motive of
death. This distinguishes such rhythmic patterns from a large number of other stable
rhythmic formulas (researchers even distinguish leitrhythms), which are, in general,
extremely characteristic of the music of The Queen of Spades.

In the modal sphere, the whole-tone scale that accompanies the appearance
of the Countess’s ghost is associated with numerical symbolism. Let us note here,
however, that the whole tone not only brings in a fantastic flavour, but also becomes
part of the ghost theme. It is significant that both of its performances — in the Scene
Five (for the first clarinet) and in the Scene Seven (for two clarinets and the first
bassoon) — contain exactly 12 sounds. In this way, the traditional means of “neutral”
fantasy is included in the number-symbolic system of opera.

A striking example of the influence of number symbolism on melody and
rhythm arises in connection with the Countess’s incursion in the scene of Lisa and
Herman in the Scene Two. After a knock on the door, a strident octave-like two-note
motif runs through the flutes, oboes, bassoons and French horns. Its conclusion —
a distorted “echo” in the Countess’s part — also enters stretto, bringing the numerical
series to 12. Then, in the clarinets and oboes, based on the motif from the theme
of the three cards, a sequence of 12 sounds arises, united in triplets (Example 1).

20 Yarustovsky, B. M. (1947). Tchaikovsky’s Operatic Dramaturgy. State Musical Publishing
House, p. 93.
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Example 1. Pyotr Tchaikovsky. The Queen of Spades, No. 10, mm. 287-295

Right up until the end of the episode with the Countess, the musical fabric is literally
oversaturated with various variations of melodic and rhythmic motifs and sequences
that embody the numbers three and twelve.

Of course, it would be a mistake to consider any three-note motif, triplet or
other rhythmic sequence that is a multiple of three as a manifestation of numerical
symbolism in The Queen of Spades. However, it is the frequency of their use and
concentration on small areas of the form that play a decisive role. The context is
also significant — situational and intonational (it is obvious that all such melodic-
rhythmic motifs and figures, derived from leitmotifs, for example, from the theme
of the three cards, are included in the symbolic plan).

In the area of sub-themes, which does not have sufficient relief for
memorisation and recognition, it is more difficult to trace the action of numerical
musical symbolism. Thus it is its total character, conditioned by the embodiment
of the super-idea of The Queen of Spades — the psychological “obsession” with
the secret of three cards that have a fatal meaning — that suggests the presence of
similar elements here too. Let us highlight two of them. The first, descending motif
of three notes, is first heard in the strings at the beginning of the Introduction
(Example 2).
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Example 2. Pyotr Tchaikovsky. The Queen of Spades, Introduction, mm. 2—4

Its development is continued in the orchestra with the appearance of Herman
(it sounds four times during the presentation of the theme “I don’t know her name”)
and in the arioso itself (on the word “to recognise”). An interesting example of the
accentuation of this motif, its brief prominence in the foreground, is at the beginning
of the Final Scene of the Scene Four (No. 17), where it is combined horizontally with
the motif of “three cards, three cards, three cards!” (Example 3). The initial semantic
correlation with the words “I don’t know,” “to find out,” connected with the image of
Lisa, is here replaced by another secret, i.e., that of the three cards, bringing to the
surface one of the many intonational threads that connect the themes of both the first
and even the second plan of the opera into an inseparable whole.

Itis no longer surprising then that the whole-tone theme of the Countess’s ghost
described above, as if closing this semantic series, also consists of descending three-
sound motifs-links. In this way, such melodic-syntactic units can acquire temporary
autonomy and semantic content within the boundaries of the opera stage and even
on the scale of the entire opera, and be justified for inclusion in the symbolic plane.

The second example of a sub-thematic element is a second three-note motif,
usually found in extended themes: it begins the arioso “I don’t know her name,”
the motif “three cards, three cards, three cards!”, the quintet “I'm scared,” the
Countess’s song; in Herman’s arioso “You don’t know me!” from the first scene,
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the motif appears already in the next phrase: “Ah, Tomsky!”; in the fifth scene, it
sounds like Herman’s reaction to Lisa’s letter (“Poor thing!”). In Polina’s romance,
the motif vividly completes the second and third phrases and sounds, as in
the previously mentioned examples, both in the vocal part and in the orchestra.
Another option is the viola ostinato in the orchestral introduction to the fourth
scene. The motif also permeates Herman’s brindisi (“Today it’s you! And tomorrow
it’s me!”). An impressive example of isolating a motif to bring it to the forefront
of perception appears in the episode of Herman’s game with the first card (No. 24),
where the motif in variations with a minor and major second (which, by the way,
confirms their direct relationship in the score) sounds in the orchestra for nine (!)
bars. It is perceived as a “snippet,” the first link in the “three cards, three cards, three
cards!” motif, conveying the intensity of emotions with its convulsive sound.
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Example 3. Pyotr Tchaikovsky. The Queen of Spades, No. 17, mm. 11-16
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Thus, the totality of manifestations of the plan of numerical symbolism, its
action in musical dramaturgy convinces us that before us is a system embodied
consistently, at different levels, which has no precedents in Russian or even world
opera.

Rational and Irrational

The question naturally arises: did Tchaikovsky do all this on a rational level?
At one time, reflecting on the complex system of themes in The Queen of Spades
and its continuous development, Yarustovsky asked himself this same question.
And he immediately answered: “Obviously not!”?! However, the scholar then writes
about the process of gradual awareness and embodiment by Tchaikovsky of the
main intonational ideas of the opera, which seems to correct what was said earlier.
And this again brings us back to the problem of the irrational, expanding it from the
perception of the character inside the opera and the listener outside it to include
the consciousness of the composer himself. Tchaikovsky’s confession that Herman,
during the composition of the opera, was “all the time a real, living person”?? is
widely known (letter to Modest Tchaikovsky, March 3, 1890). In another letter (dated
August 5, 1890 to Grand Duke Konstantin Konstantinovich Romanov) the composer
reported: “I wrote it with unprecedented fervour and passion, vividly suffered and felt
everything that was happening in it (even to the point that at one time I was afraid of
the appearance of the ghost of The Queen of Spades) and I hope that all my authorial
delights, excitement and passions will resonate in the hearts of responsive listeners.”??
The posed problem of the rational (conscious) and irrational (unconscious) in the
context of Tchaikovsky’s recognition and the idea of “persecution,” “obsession” of the
opera’s protagonist can be reformulated as follows: how did it influence the composer?
Could the process of experiencing it have had an additional psychological impact
on Tchaikovsky, in turn contributing to an even deeper embodiment of numerical

2 Yarustovsky, B. M. (1947). Tchaikovsky’s Operatic Dramaturgy. State Musical Publishing
House, p. 99.

22 Tchaikovsky, P. I. (1890). Letter 4058 to Modest Tchaikovsky (B. Langston, Trans.) In
Tchaikovsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.net/
pages/Letter 4058

23 Tchaikovsky, P. I. (1890). Letter 4195 to Grand Duke Konstantin Konstantinovich
(B. Langston, Trans.) In Tchaikovsky Research. Retrieved March 6, 2025 from

https://en.tchaikovsky-research.net/pages/Letter 4195
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symbolism in the opera’s music? It seems that the answer may be affirmative. Let us
present some evidence about how the composition of the opera proceeded.

...Today I wrote the scene when Herman comes to the old woman.... It was so
scary that I am still under the impression of the horror?# (letter to Anna Petrovna
Merkling, February 7, 1890).

I experience in other places, for example, in the 4th scene, which I arranged
today, such fear, horror and shock, that it cannot be that the listeners do not feel at
least a part of this2> (letter to Modest Tchaikovsky, March 19, 1890).

Now (at half past midnight) they have been ringing furiously for half an hour.
What does this mean??® (Diary. February 6, 1890)

Didn’t sleep well. I even had a terrible nightmare at the beginning of the night
(rustling paper and movement in my room).?” (Diary. March 1, 1890)

The last quote directly refers to the beginning of the fifth scene! On February 7,
Tchaikovsky makes the following entry in his diary:

I was very nervous from work... Probably because of this, during the walk I felt a
strong pain near my heart, which I had already felt to a weak degree the day before.
It’s curious how I experience inspiration to the point of madness and difficulty.

The author’s testimonies cited here, which characterise the general
psycho-emotional atmosphere of the composer’s deepest involvement both in
the process of composition and in the artistic space of The Queen of Spades, can
be supplemented by entries from the diary of his servant Nazar Litrov, with whom
Tchaikovsky lived in Italy during the creation of the opera. In them, as in the letters

24 Tchaikovsky, P. I. (1890). Letter 4028 to Anna Merkling (B. Langston, Trans.)
In Tchaikouvsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.
net/pages/Letter 4028

25 Tchaikovsky, P. I. (1890). Letter 4072 to Modest Tchaikovsky (B. Langston, Trans.)
In Tchaikouvsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.
net/pages/Letter 4072

26 Tchaikovsky, P. I. (1890). Diaries (February 1890). (B. Langston, Trans.) In Tchaikovsky
Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.net/pages/
Diaries (February 1890

27 Tchaikovsky, P. I. (1890). Diaries (March_1890). (B. Langston, Trans.) In Tchaikovsky
Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.net/pages/
Diaries (March 1890

28 Tchaikovsky, P. 1. (1890). Diaries (February 1890). (B. Langston, Trans.) In Tchaikovsky
Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.net/pages/

Diaries (February 1890
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of this time, even the everyday space around the composer, the most ordinary
situations, are almost mystically coloured in the tones of The Queen of Spades.

Tchaikovsky settled in Florence in three rooms and occupied “an entire floor
of a narrow house with only three windows,”? in his new permanent daily routine
the numbers 3, 7 and 12 appear: “I don’t get up at 8, but for some reason Nazar
wakes me up at 7:45; however, by the time he appears I am always already awake.
[...] Then I work until 12:30 [...] I come back at 3 o’clock... I work from 4 to 7.
At 71 go to dinner”®’; “I do not deviate from the established order even by a hair,”!
— the composer reported in letters to his brothers Modest and Nikolai, not failing
to emphasise in the text that Nazar had precisely “three Russian friends”; on a walk
Tchaikovsky bought precisely three vases; and in N. Litrov’s Diary only and exclusively
the third cup of tea served to Pyotr Ilyich appears.

Even the completion of work on the opera is dated third day of the third
month! Tchaikovsky sent a letter about this three hours later (informing Modest
about this, but forgetting to record the time of the letter itself). Before this,
the composer sent Nazar to send a telegram to Modest — and it is no longer
surprising that “troikas” appear in it again — this time in phrases of three
French words: Composition opéra terminée, demain commence arrangement.>?
On March 27, 1890, Tchaikovsky informed his nephew Vladimir Lvovich Davydov from
Rome that “The Queen of Spades has been created, although not yet completely, since
the instrumentation will take about three months.”* And already as a kind of “echo” of

that special state in which the composer found himself while working on the opera —

29 Tchaikovsky, P. I. (1890). Letter 4046 to Nikolay Tchaikovsky (J. Laukhina, Trans.)
In Tchaikovsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.
net/pages/Letter 4046
3¢ Tchaikovsky, P. I. (1890). Letter 4012 to Modest Tchaikovsky (B. Langston, Trans.)
In Tchaikovsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.
net/pages/Letter 4012
3t Tchaikovsky, P. I. (1890). Letter 4046 to Nikolay Tchaikovsky (J. Laukhina, Trans.)
In Tchaikovsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.
net/pages/Letter 4046
32 Tchaikovsky, P. I. (1890). Letter 4056 to Modest Tchaikovsky (B. Langston, Trans.)
In Tchaikovsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.
net/pages/Letter 4056
33 Tchaikovsky, P. I. (1890). Letter 4080 to Vladimir Davydov (B. Langston, Trans.)
In Tchaikovsky Research. Retrieved March 6, 2025 from https://en.tchaikovsky-research.
net/pages/Letter 4080
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obsession, obsessive idea, — Merkling’s confession in a letter dated June 12, 1890
sounds: “I'll work, get rid of that obse[ssion Jwhich The Queen of Spades [...] exercises

on me.”3*

Conclusion

Let us summarise as follows. The multifaceted embodiment of number symbolism
became the unifying factor and key to understanding the dramaturgy of The Queen
of Spades. Probably, not everything stated above was done by the composer with
preliminary calculation. Let us not forget about the kind of spontaneous generation
of intonation, rhythmic and so on elements in the already formed artistic space of the
composition, when more and more new elements appearin harmonyand in continuation
of those already found. “Like attracts like.” At the same time, in the embodiment
of numerical symbolism, Tchaikovsky never crosses that fine line after which there
would be a risk of mechanicalness and artificiality in the organisation of the artistic
fabric. By involving in the process of its creation both the usual for the listener and new
means of expression, as well as obvious elements lying in the foreground of perception,
and those acting latently, on the unconscious level, the composer creates in the music
of The Queen of Spades an equivalent of that very obsession of Pushkin’s hero and, at
the same time, the mysterious mystical atmosphere of the story.
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cult music and traditional performance style. At the same time, supporting and
preserving the traditions of their art, Xiangtong Xi artists throughout the history
of its existence have developed and continue to develop Xiangtong Xi music
by studying the singing melodies and musical styles of other cultures, musical
genres and movements and introducing their elements into their performances.
The basis for such borrowings is primarily local folk music and songs, as well as
other traditional musical genres of the region.
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AnnHortanusa. CraThs IOCBsIEHA My3bIKaJbHOM apame CsuryH-Cu (BE
XX) — TpajMIMOHHOMY My3bIKaJbHOMY TeaTPAJIM30BAHHOMY IIPE/ICTABJIEHUIO,
HCIIOJIHAAEMOMY B paiioHe baomianb kutaiickoit mpoBuHnuu HOHpHaHB. /Ipama
CsaaTtyH-Cu BO3HUKJIA U3 HAPOJHBIX PEJIUTUO3HBIX U MUCTHYECKUX O0PSAI0B I0TO-
3amaJHbIX pernoHOB Kutas. B Hell OpraHnYHO cOUeTaloTCA TaKue 3JIeMEHTHI, KaK
IeHue, JIeKJIaMalys, aKkTepcKkas Urpa U BJaJieHue ImprueMaMiu 0OeBbIX HCKYCCTB,
XapaKTepHble U1 MY3bIKQJIBHOW KyJIBTYPHl PErHOHA. JTOT KAaHP HMeEET CBOIO
KYyJIbTOBYIO MY3bIKy U TPAJMIIUOHHBIA CTWIb WCHOJHEHHsA. B To ke Bpems,
MOZ/IEPKUBAsT U COXPaHsAA TPAUIIUN CBOETO HCKycCcTBa, apTUCThl CAHTYH-Cu
Ha MPOTS’KEHUU BCEN HCTOPUU €ro CyIeCTBOBAHHsS PA3BUBAIN U B HACTOSAIIEE
BpeMs MPOJO/IKAIOT Pa3BUBATh My3bIKy CAHTYH-CH, n3yuas meBUecKrue MeJIOJUN
U My3BbIKaJIbHBIE CTWIN APYTHUX KYJIbTYp, MY3BIKAJIbHBIX JKAHPOB M TeUeHUM
U BHeJApAS WX OJJIEMEHTbl B CBOU mpejicTaBieHus. OCHOBOW [Jisi TaKUX
3aMMCTBOBAHHUU B MEPBYIO OUYepeb CIy:KaT MeCTHasl HapoAHas My3bIKa U MEeCHH,
a TakKe JIpyTue TPAAUINOHHbIE My3bIKaIbHbBIE YKaHPbBI PETHOHA.
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Introduction

in rural areas since ancient times have often been associated with magical

rites and religious or sacrificial rituals. This is especially evident in the
traditions of the southwestern border regions of China. According to the Chronicles
of Baoshan County, primitive religious witchcraft was very popular in the Chinese
province of Yunnan as early as the 1st century BC, involving the performance of
sacrificial rites by so-called “shamans” [1, p. 45]. From the late Eastern Han Dynasty
(early 3rd century AD) to the present day, the practice of magical and sacrificial rituals
has been widespread in Baoshan [2].

Dances and theatrical performances accompanying ancient rituals exist in
various regions of China, all of them having arisen under the influence of primitive
religious beliefs [3]. One of the typical branches of such stage art is the Xiangtong
Xi (BEX) musical dramatic form, which emerged in the Baoshan region of the
south-western border area of China. Its name originates from the religious cult of
Xiangtong (BEXX), denoting an incense burner for burning incense, and Xi (%)
which means a musical performance. The Xiangtong Xi art form absorbed the local
performance traditions of the Baoshan region, the Buddhist sacrificial-ritual rites of
the Bai people popular during the Tang dynasty in the neighbouring Dali area, as
well as elements of folk musical festive traditions that came from the Central Plains
and spread in Baoshan during the Ming dynasty. Throughout the history of the
development of Xiangtong Xi, all these elements have been closely interconnected
and continue to influence each other today, borrowing various techniques from one
another to gradually form an original local musical drama [4, p. 19].

The Xiangtong cult members are a kind of shamanic order that has existed in
the Baoshan area since ancient times. Their sociocultural functions including leading
people in prayer, performing religious rituals, and communicating with the gods by
making sacrifices to them to eliminate disasters and solve various problems in life.

I n China, the form and content of various musical and dramatic performances
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Xiangtong Xi is a form of dramatic performance in which men wave incense, sing,
and perform ritual acts and games as part of a sacrificial offering. In this case, music
becomes a kind of communication bridge between people and gods. Thus, Xiangtong
cult performances play the role of the main bearer of cultural traditions and
the living embodiment of local history.

The main ceremony in Xiangtong Xi, widely known as “dojo,” is also called
the “divine ritual.” It is a religious ritual practice believed to assist in atoning for
sins, praying for blessings, preventing disasters, developing moral character and
saving the souls of the dead. In addition to various elements of local folk customs
and features of singing, performance and instrumental music, the Xiangtong Xi
sacrificial ritual has absorbed some forms and traditions of Chinese Taoist ritual
singing and instrumental musical performance. Nevertheless, it can be said that
without the element of sacrificial rituals there would be no Xiangtong Xi.

Xiangtong Xi musical drama has a long history. According to The Travels
of Marco Polo, the prototype of Xiangtong Xi was formed in the early Yuan Dynasty;
however, more mature forms of this art appeared during the Ming Dynasty. The
period between the Qing and Ming dynasties was a time of active development and
flourishing of Xiangtong Xi. [5, p. 174] As a locally significant artistic and cultural
symbol, in 2017, Xiangtong Xi was included in the Fourth List of Protected Intangible
Cultural Heritage of Yunnan Province, China [6].

Characteristics of the Xiangtong Xi Repertoire

Xiangtong Xi drama is famous for its singers, each of whom becomes
a Xiangtong — that is, a shaman of the Xiangtong cult. As a general rule, such shamans
are men. In olden times, they practiced magic to achieve certain goals, while today
they still enjoy a reputation among local ethnic groups as wielding a “supernatural
force” that can help in various life situations. Typically, a Xiangtong Xi performance
was ordered from shamans by community residents in order to appease the gods and
obtain their help in solving their problems. There is no specific period or season for
singing Xiangtong Xi, which may be performed all year round.

A Xiangtong Xi performance is always preceded by the so-called “opening
ceremony.” Through prayers, ritual divination and in accordance with the
wishes of the people who ordered the performance, the Xiangtong shamans
determine an auspicious day for its performance. These are considered to be
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the days of the spring festival according to the lunar calendar, as well as the first and
second months of the year. As a rule, Xiangtong Xi performances are rarely held
after the end of March, since in the Taoist theological system the most auspicious
months are January, February and March [7]. Today this art form has become
a purely theatrical, “entertainment” phenomenon, i.e., largely shorn of its magical
function.

Traditionally there were a total of thirty-six traditional plays making up the
Xiangtong Xi repertoire. These are passed down orally by artists from generation
to generation; there are no written records. However, in this regard, according to
the masters of Xiangtong Xi, only about thirty plays have survived to this day.

According to the performers, the demands of the residents for the production
vary depending on their financial situation. If the family’s income is high enough, all
of Xiangtong Xi’s plays will be included in a single session. The performances last
at least six days, usually with three or four shows during the day and one at night. If
the host family’s income is average or low, then several plays or even just one may be
selected for production, which will in this case be performed for no more than three
days. The limitation on the number of days may also be related to the numbers three
and six, which are considered auspicious in Taoism — [8]. A Xiangtong performance
generally takes place in the courtyard of the house in which the people who ordered
it live. Usually, the entire village comes to see the performance, and the courtyard
becomes not only a stage where theatrical performances and religious rituals take
place, but also a place for neighbours to communicate, thus helping to forge closer
and more friendly relationships, and uniting the community.

Xiangtong Xi plays can be divided into three types according to the theme.

The first type are plays based on historical events and stories about Chinese
ruling dynasties. These include such works as The Tea Inn (ZX=>8JE), The Sheep-
Headed Prince (F£3LKF), Brother Jin Leng Yin Leng (& XJ $RXJ 1 5]) and others.
The second type is based on plots from Chinese classical literature, such as the
story of Prime Minister Zhuge Liang’s southern expedition in Romance of the Three
Kingdoms (=[E/&X) and some plot lines from Romance of the Gods (88 ).
This type includes such plays as The Fifth Master of the Black Wind (F28 X\ 1155), The
Violent General (38311&¥%), The Marshal’s Examination (& 5 7c!). The third type
uses the content of myths and legends, such as The Crown Prince (il KF ), The
White Crane Fairy (BE1YR), The Dragon God Barin Duan (255 %) and so on.
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The selection of repertoire is subject to a number of rules. The content
of the performance cannot be chosen arbitrarily; while it is usually determined
based on the wishes of the host or the particular life situation for which they have
sought the help of Xiangtong cult practitioners, it also depends on various external
factors, such as whether the performance falls on the days of certain festivals or
during the conduct of specific rituals. For example, if rituals of giving thanks to
the soil and opening the gates of wealth are held on this day, then in the evening,
before the rituals of worshiping the gods and dancing, such performances as
The Dragon Emperor of Wealth (M xX+), The Emperor of the Black God
(B KX7) and The Mountain God of the Earth (L3 LLI##) are usually held. If the
person who ordered the performance has no heirs and prays for the continuation
of the family line, then the play Tea Hotel will be performed for him. If the host
family is the culprit of an emergency or accident and has the intention to atone for
the guilt, then they will perform the Pioneer Judge (5% ¥ E). If the host wants to
get a good harvest, the play The Grain Man (L& E8#&) can be performed. If any
family member suffers from eye pain or a serious eye disease, the Lady with Eyes
(ARFEURIR) will be presented, while in case of natural disasters, the Third Master
of the Army (5t£x=35) or Fifth Master of the Golden Spear (£161155) will be
given preference.

Stage Roles

The stage roles in Xiangtong Xi are similar to those in Peking opera: the
characters are also divided into four main roles: “sheng” (%£), “dan” (B), “jing” (/%)
and “chou” (#) [9].

In Xiangtong Xi, “sheng” is invariably a male role; moreover, the actor playing
it must be tall and have a strong figure. Typically, this is a positive character — a
nobleman, a hero. “Dan” is a female character. “Jing” is used for male roles that
demonstrate an open and bold character [10, c. 76]. The “chou” role includes comical
but good-natured characters, as well as cunning, clever, but at the same time stupid
villains. Of the four roles, “chou” is the widest in terms of character and role coverage
[11, p. 93]. It depicts both men and women, commoners and nobles, good guys and
bad guys, heroes of all ages and people with disabilities [12].

For example, Dou Mu in The Bee Fairy (Z%/)\#H) is a “dan” role. Her
character is full of tenderness and charm, her voice is high and sweet, and her dance
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poses are graceful and moving; she displays the gentle and delicate side of the role.
The role of “sheng” is represented in the role of the prince in The Peach Blossom
Prince (tk1EXF). The presentation of such a character is usually distinguished by
energetic, temperamental stage behaviour; the text is pronounced in a loud voice,
while the actors’ accompanying movements are rapid and frenetic. The role of the
prince, who demonstrates beauty, masculinity and strength, epitomises qualities
characteristic of the “sheng.” The “jing” role includes the roles of the Black Wind King
and Shuixi Manzi in The Five Masters of the Black Wind. These characters are usually
mysterious, reserved, their performers have deep and calm voices, but at the same
time they are excellent martial artists, and their movements are fast and energetic.
The “chou” characters include the shopkeeper and the county magistrate in The Tea
Inn and the land official and Zhengcai Land in The Mountain God of the Land. These
images are grotesquely ugly and comical with caricatured features; the actors speak
in shrill voices and their actions are emphatically absurd. These four acting roles
form the basis of Xiangtong Xi’s performing arts.

Musical Accompaniment: Percussion Instruments

The basis of the musical accompaniment of Xiangtong Xi is made up
of percussion instruments, typically including wooden fish or muyu (/K£), gongs
(£%), drums (8%), bells (£2), as well as small and large cymbals (/J\fk + K£R).
Among these the most important are gongs and drums, which can be played both
during the ritual and in dramatic episodes outside of it. Sometimes, wind and string
instruments are added to the percussion instruments, such as the suona (I}{IR),
horn (58), erhu (_#}), and others. The use of such instruments gives the music
a fuller multi-layered sound, further emphasising the originality of the Xiangtong
Xi musical style. However, in most performances, strings and brass instruments
are absent, and the accompaniment is limited to gongs and drums. This is also one
of the important differences between Xiangtong Xi and other religious musical
dramas.

The ancient Chinese believed that the sound of the drum could reach the
heavens; as such, it could drive away ghosts, frighten enemies, welcome the gods and
serve as a means of communication with them. In traditional beliefs, there is often a
God of Thunder, who makes loud sounds with the help of a drum [13, p. 36]. In the
Book of Mountains and Seas, this deity is described as a creature with the body of
a dragon and a human head, “his belly protrudes, and he strikes at it” [14, p. 153].
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This image is also present in other sources; sometimes it is depicted as a strong man
holding a drum in his left hand and a beater in his right. Such a character is intended
to evoke respect, awe and reverence in a person [15, p. 43]; the peals of thunder
that he produces with the help of a percussion instrument are considered to be of
divine origin. The drum played an important role in ancient sacrifices and wars —
serving, in particular, as a means of communication between people and gods. At the
same time, the ancients believed that gongs and drums represent two opposite but
interacting artifacts, one of the manifestations of the principles of “yin” and “yang”
in ritual music [14, p. 136].

Since the striking of gongs and drums is subject to strict rules In Xiangtong Xi,
the order of playing a piece of music using these instruments cannot be changed at
the will of the performer or anyone else. The purpose of the performance is not only
to emphasise the solemnity and sacredness of the sacrificial ceremony, but also to
fully comply with the traditions of Chinese culture that this art has absorbed, such
as the belief in the power of nature and the concept of balance between Yin and
Yang. At the same time, permissible changes in the rhythm, intensity and volume of
percussion instruments can be used to change the atmosphere of the performance.
For example, the sound of percussion instruments during the performance of tense
scenes enhances their emotionality, increases drama, emphasises the artistry of the
performers, and brings additional stage effects to the performances.

Since gongs and drums form the basis of the musical accompaniment of
Xiangtong Xi, the performers playing these instruments become the most important
participants in the performance. It is the rhythm set by the drums that can be called
the “soul” of Xiangtong Xi music.

Vocal Chants in Performances

As for the vocal parts, the music of Xiangtong Xi has its own unique traditional
chants, which exist in different versions, such as Taizi-giang (KM%, Prince’s
Chant), Ping-qiang (*FF%&, Even Chant), Cixiong-qiang (l##F%E, Universal Chant),
Heisheng-qiang (F218}%, Chant of the Black God), Wensheng-qiang (JBf8 %, Chant
of the Plague God) and others.

The expressive melody of the Prince’s Chant has a wide range and
rhythmic variety (Example 1). It is usually found in the games of heroes
representing members of the royal family or courtiers. The verbal text in the chant
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strictly preserves the written language style of classical literary sources. Performing
the Prince’s Chant requires special skills from the artist: the ability to sing high
notes, to hold oneself in an appropriate manner, portraying the nobility, grandeur,
confidence, and grace of noble characters. Examples of its use include the roles
of Yang Xuewen in The Sheep-Headed Prince and the title character in Prince Wang

Lin (EFMKXF).
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Example 1. Prince’s Chant
(fragment of the play The Sheep-Headed Prince)

The Even Chant is distinguished by simplicity of rhythmic and melodic
movement, and the clarity of its structure (Example 2). The range is narrow, not
extending beyond the small and first octaves, with a small number of high and
low sounds. The melody is actually composed of several notes; the typical measure
is 2/4. The performance includes singing and recitative, slow and fast fragments.
Singing often involves repeated phrases and words that are meant to more accurately
express the character’s emotions. The most striking examples of the use of the Even
Chant are the plays The Fifth Master of the Golden Spear and Empress Doumu
(SHBIRIR).
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Example 2. Even Chant
(vocal part of a peasant from the play Empress Doumu)
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The Universal Chant is suitable for expressing the passion, courage and
determination of heroes or warriors (Example 3). The singing of his cantilena melody
is emphasised by the perfect plasticity of the dance performed simultaneously.
The developed melodic line, which is built on the alternation of smooth rises and
falls, is characterised by its modal variability. The unique charm of the energetic
singing style is rich in local ethnic characteristics. The Universal Chant is used in
the performances The Fifth Master of the Black Wind and The Bee Fairy.

1

Example 3. Universal Chant (Aria of the Master of the Black Wind)

When performing the Chant of the Black God, vibrato and glissando
techniques are often used, which contributes to the softness and sophistication of
the style (Example 4). Sustained tones are widely used, with one syllable in each
word usually sung longer than the others. The pitch often changes from low to high
or vice versa to create a sense of vertical variegation. A typical example is the melody
from the play The Emperor of the Black God.

The Chant of the Plague God is reminiscent of simple and unpretentious
folk melodies and ancient songs (Example 5). The accompaniment most often uses
traditional instruments such as dizi, jinghu, banhu, gongs, drums, which give the
music a unique brightness and attractiveness. The performer is required to have
clear pronunciation and use guttural sounds. The Chant of the Plague God is
represented by the work Duan Lao Zong Bing (¥ &.£).
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Example 4. Chant of the Black God
(Emperor’s aria from the play The Emperor of the Black God)
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Example 5. Chant of the Plague God
(excerpt from the play Duan Lao Zong Bing)

Some Xiangtong Xi performances include musical styles borrowed from
Yunnan opera, local music, Baoshan lantern show and folk songs. For example,
in the play The Tea Hotel part of the musical material is taken from the “melody of
the rolling lantern” and the “melody of the rubber band” that sound in the lantern
performance. In addition, Xiangtong Xi may use religious music of various genres,
including Buddhist, Taoist, and various local spiritual chants. In many vocal numbers
one can feel the fusion and mixing of, for example, the “chant of lamentation,” the
“divine chant,” the “chant of the Human Bodhisattva” and some others. The borrowed
styles and elements that enrich the music of Xiangtong Xi simultaneously reflect the
diversity of the musical and theatrical culture of Yunnan Province.
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Recitative

An important part of the Xiangtong Xi performance is the “divine ritual”
ceremony, which consists of reading ritual texts while making sacrifices to the gods.
This element, which is present in all Xiangtong Xi performances, has special rules
and represents an integral part of each play. During the ceremony, the Xiangtongs
recite sacred texts while holding incense in their hands. This procedure, which
represents the main form of religious behaviour practiced in the Xiangtong cult,
is used by its priests during prayers to the gods and sacrifices. The intonations
of the readers constantly change from low to high, from fast to slow corresponding
to emotional high and low points, which gives the process of prayer itself a special
expressiveness, attracting the attention of believers and making them think more
deeply about the meaning of the text being spoken. Sacred texts are recited verbatim
in accordance with the canon, which regulates such factors as the rhythm of reading
and the expression of certain emotions. This performance invariably evokes a lively
response in believers and enhances the feeling of solemnity and spirituality of the
entire ceremony.

Conclusion

The history of the existence and development of Xiangtong Xi art thus
demonstrates the constant interaction and integration of Han culture with the
musical culture of ethnic minorities in the border regions, as well as embodying the
close connection of Taoist traditions with local culture. The form and content of the
Xiangtong Xi performance, which serve as a vivid expression of local cultural heritage
and folk customs, are associated with the magical rituals and sacrifices practiced by the
population. However, over time, this type of art gradually transformed from the genre
of “entertaining the gods” into the form of “entertaining the people.” Nevertheless,
by listening and watching the drama, audience members gain spiritual satisfaction
along with a sense of unity and ethnic identity.
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of “prettiness.” Employing various techniques from the avant-garde arsenal,
including unconventional methods of sound production and microchromatic
intervals, especially third-tones, Huber would sometimes insert quotations from
an “ideal” music of the past into the fabric of his works as signs of higher, enduring
values; he himself called such quotations “windows of hope” (for the entry into
the utopian Kingdom). In the late 1980s, a peculiar new line emerged in Huber’s
oeuvre, related to the prose, poetry, and biography of Osip Mandelstam —
a poet who “even in the most terrible conditions managed to preserve the
light of utopia”. Since the early 1990s, elements borrowed from Arab culture
have established themselves in the system of Huber’s style; his experiments in
implanting the “oriental” into the “western” and the “Islamic” into the “Christian”
counteracted the tendency to demonize Arab-Muslim culture and testified to
the Christian and European artist’s desire to understand the truths of another
world religion and enrich his worldview with the values of another great culture.
The “Mandelstam” and “West-East” lines merged in the largest composition of
Huber’s late period, the opera Schwarzerde (Chernozem — Black Earth, 2001).

Keywords: Klaus Huber, utopia, “window of hope,” Ernesto Cardenal,
Ernst Bloch, microchromatics, Mahmoud Dowlatabadi, Osip Mandelstam, opera
Schwarzerde, Armenia.
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AnHoTtamua. Hacnenme mBednapckoro kommosuTopa Kitayca Xybepa
(1924—2017) MoOKeT OBITH IIPEACTABJIEHO KaK OFHA OOJIbIlIasg SKyMeHHYecKasd,
coIpaibHasi, KOCMOIIOJIUTHYECKAs YTOITHMsI, OCHOBAaHHASA HA HESIX MBICJUTENIEH,
MHCTHKOB, IIO3TOB Pa3HBIX AIOX U CTPaH. XPUCTUAHCKUU TYMaHU3M, MamuusM,
Bepa B IIpeoOpas3ymollyl0 CHJIY YTOIMUYECKUX H/IeaJIOB OJYIIEBJISIIH BCIO
JIeSITEIbHOCTD ATOTO XyA0KHUKA, IMOC/IE0BATEIbHOTO B CBOEH MPUBEPIKEHHOCTH
CJIO’KHOMY Ml CyPOBOMY MY3BIKQJIbHOMY S3BIKY, HECOBMECTHMOMY C JII0O0TO pojia
«kpacuBocTIMU». [IIUPOKO MOIB3YsACh CAMBIMH Pa3HOOOPA3HBIMH IIPUEMAMU U3
apceHasIa aBaHTap/ia, BKJII0Yasd HETPAAUIIMOHHBIE CIIOCOOBI HHCTPYMEHTAJIHBHOTO
3BYKOU3BJIEUEHUSI I MUKPOXPOMAaTHUYECKHE HMHTEPBAJIbI, B TOM YHCJIe PaBHBIE 1/3
TOHa, XyOep BMeCTe C TEM SIH30UIYECKH BBOJIWJI B TKAHb CBOEH MY3bIKH ITUTATHI
U3 «HUJIeaJIbHOU» MY3BIKHU ITPOIILJIOTO B KAYECTBE 3HAKOB BBICIINX, HEITPEXOIATIINX
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I[EHHOCTEH; caM OH Ha3bIBaJI TAKUE IUTAThl « OKHAMHY HaJ[EK/bI» (Ha BCTYILJIEHHE
B yronrueckoe IlaperBo). C koHIa 1980-x 0coboe 3HaUeHHe /I HETO UMEJTH IIP03a,
moa3us u buorpadus Ocuma MaHzjenbiiTaMa — I03Ta, KOTOPBIH, 0 XyOepy,
«Jla’kKe B CAMbIX Y>KaCHBIX YCJIOBUSAX CyMeJI COXPAaHUTh cBeT yronuu». C Havyaia
1990-x B cucreMe cTuis Xybepa yTBepIWINUCH 3JIEMEHTBI, 3aMCTBOBAaHHBIE
U3 apabCKOW KyJIBTYPbI; €ro OIBITHI 0 HMIUIAHTAIUH «OPUEHTAJIbHOTO»
B «3amaJlHOE» U «HUCJIAMCKOTO» B «XPHCTHAHCKOE» MPOTUBOCTOSAT TEHJIEHIINU
K JIeMOHHM3alUu apabo-MyCyJIbMaHCKOH KyJbTYpPbl U CBHUJETEJIbCTBYIOT
0 CTPEMJIEHUH XY 0KHUKa-XPUCTUAHWHA U €BPOIIEeHIa I03HATh UCTUHBI PYTOH
MHPOBOU PEJIUTUU U OOOTAaTUTHh CBOI KapTHHY MHpPa IEHHOCTSIMH WHOH, HO
TaK)Ke BEJUKOU KyJIbTYpbl. « MaH/ENbIITAMOBCKASA» U «3aIlaJHO-BOCTOYHAST»
JIMHUU O0BeJUHUINCh B CAMOM MaclITabHOM COUMHEHUH I037Hero Xybepa —
omepe «YepHozeMm» (2001).

KiaroueBbie cioBa: Kiayc XyOep, yTomus, «OKHO HaJIEXKAbI», JPHECTO
Kapnenanp, 9pucer biox, mmkpoxpomartmka, Maxmyna Jlonartabagu, Ocwur
Manpensiram, onepa « HepHozeMm», ApMeHUA

Baarogapuoctu. Ilpunonty riay6okyo 6sarosiapHocth Turpany AXyMmsaHy-
BanpsaHy 3a MOMOINL € TOJyYeHUEM KOIHUHM IPEABAPUTETHHON MapTUTYPHI
(Vorldufige Partitur) «Uepuozema» K. Xybepa (u3narennpctBo Ricordi; opuruHan
xpaHuTcs B 6azenbckom @onze [Taysisa 3axepa).

A nurupoBanuAa: AxonaH /1. A. TBopuecTBo, BAJOXHOBJIEHHOE YTONIUAMM:
k croseruto Kitayca Xybepa (1924—2017) // CoBpeMmeHHble TTPOOIEMBI
My3bIKO3HaHUA. 2025. T. 9, N2 2. C. 151—-186.
https://doi.org/10.56620/2587-9731-2025-2-151-186
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Introduction

he Swiss composer Klaus Huber was born in the same year as his

I friend Luigi Nono, he was a year or two younger than Iannis Xenakis

and Gyorgy Ligeti, and slightly older than Pierre Boulez and Luciano

Berio.! In short, he belonged to the illustrious generation of postwar European

avant-garde pioneers, whose supreme task was the radical renewal of music. The

idea of distancing from everything created by predecessors and starting the history

of music almost from scratch was utopian in itself. However, for the mentioned

avant-garde masters, even including the communist Nono, the implementation

of the utopian project was more or less a professional matter, focused mainly on

problems of musical language and style. Huber, on the other hand, was a convinced

utopian in a broader sense. His legacy, taken as a whole, can be seen as one great

ecumenical, social, cosmopolitan utopia, based on the ideas of thinkers, mystics,
and poets from different eras and countries.

Huber’s Essays in Sacred Matters

Unlike most of his avant-garde peers, Huber was religious. His early works,
which are available to us (that is, not disavowed by the author), are primarily set
to biblical and spiritual texts. His significant scores from the 1950s include the
four-movement symphony Oratio Mechtildis (Mechthild’s Sermon) for chamber
orchestra with contralto (1956—57) and the seven-movement chamber cantata
Des Engels Anredung an die Seele (The Angel’s Address to the Soul) for tenor,
flute, clarinet, horn, and harp (1957). Both works use texts by devout German-
language authors from the distant past — namely, the thirteenth-century mystic
writer Mechthild of Magdeburg and the seventeenth-century poet and theologian

Johann Georg Albinus.
The former work is fairly large-scale, colourful and dramatic, while
the latter is concise — its seven movements last less than ten minutes —

! Unlike the other avant-garde classics mentioned here, Huber has not received due attention
from Russian musicology. As far as I know, Russian-language literature about him is limited to
a couple of articles (one of them, [1], deals with a short, but in its own way symbolic orchestral
composition Protuberanzen).

155



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2025/9(2)

and composed with very economical means. A cursory glance at any of the 28 pages
of the score is enough to catch the resemblance to the writing of late Stravinsky;
the beginning of the fourth movement may serve as a graphic example — see
Example 1 (all instruments in this and other Huber scores are notated in C).

The sound world of late Stravinsky is evoked in both the lineup of the
ensemble and the generalized serial approach to the organization of pitch: although
the main tone row, as is often the case with Stravinsky, is not clearly brought
out, the methods of working with pitch configurations (inversions, retrogrades,
permutations) suggest the presence of a serial background. The cantata’s final
movement, just as in Stravinsky’s Canticum Sacrum, is a retrograde of the first
— with the only difference being that in the first movement the tenor is silent,
while in the finale his part is added to the instruments. However, the parallels with
Stravinsky may indicate not so much the direct influence of the older composer
on the younger one, but rather their shared conviction that genuinely spiritual,
sacred new music is organically connected with contemporary complex, esoteric
technique, which has its roots in ancient archetypes (much later, already in the
1990s, Huber confirmed his kinship with Stravinsky by composing Lamentationes
sacrae et profanae ad responsoria Iesualdi, though with new texts reflecting his
ideological positions of that time).

The premiere of Des Engels Anredung an die Seele at a major new music
festival in Rome (1959) brought Huber international fame and a prestigious
award. His reputation as a serious religious composer, committed to a complex
and austere musical language, incompatible with any kind of “prettiness,” was
confirmed in 1964 by the oratorio Soliloquia Sancti Aurelii Augustini (Monologues
of Saint Aurelius Augustine) for five solo singers, two choirs, and orchestra, based
on texts from an early (387 AD) book of the Church Father. This is the first in
a series of monumental vocal-orchestral frescoes forming the core of Huber’s
legacy. Many of his smaller-scale works are preliminary sketches or future excerpts
of such frescoes.

The Soliloquia..., though ostensibly a complete whole, was also conceived
as a preliminary version of a larger “mental object” that remained unfulfilled.
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Example 1. K. Huber. Des Engels Anredung an die Seele
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The first part of the oratorio (in five sections, not counting the short introduction —
Intonatio) is titled Invocatio [to the Lord]; it is followed by the shorter second
part (not divided into sections), titled Glorificatio. The third part, Sollicitatio,
remained unwritten. According to Huber, such incompleteness, openness
of form, is a fundamental characteristic of works bearing transcendental content,
as transcendence cannot be enclosed within the framework of a once-and-for-all
completed “object.” In light of this statement, any work, regardless of its scale,
appears as an imperfect and incomplete attempt to capture and depict a certain
transcendental, utopian reality.

In the years following the Soliloquia..., Huber produced a number of
important scores that adhered to the key tenets of the avant-garde orthodoxy:
not to draw from popular sources (that is, first of all, to exclude tonal harmonies
and regular rhythms) and to avoid tried and tested formal schemes. Among the
scores with direct religious connotations, the orchestral poem Tenebrae (1967)
is particularly significant; its title refers to the Dark Matins service, held in the
last days of Holy Week with extinguished candles, and possibly also (the author’s
commentary does not mention this) to Paul Celan’s deeply tragic poem of the same
name, which inspired many composers. The religious background is also evident
in the piece for flute and string ensemble titled Alveare Vernat (approximately:
“Building a Hive — Calling Spring,” 1967), dedicated to the memory of St. Francis of
Assisi and expressing, as can be understood from the music itself and the author’s
commentary on it [3, p. 141], a restless yet joyful premonition of a “new spring”
in the spirit of Franciscan love for nature. More neutral in religious terms is the
James Joyce Chamber Music (1967) for harp, horn, and chamber orchestra —
a kind of meditation on the early collection of poems by the famous Irish writer.

Huber distanced himself from the avant-garde establishment — in particular,
he was not a regular at Darmstadt — but his output during this period fits into
the aesthetic line established by the avant-garde classics at the dawn of the
Darmstadt enterprise. This does not contradict the religiousness of Huber’s music,
as the orientation toward the Darmstadt-type avant-garde proved to be a more

2 The author’s comments to the oratorio are summarized in the large-scale piece of scholarship
dedicated to it [2, p. 12—16].
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significant style-forming factor for him than adherence to the centuries-old
traditions of church music. Characteristic is his statement about another, somewhat
younger “avant-gardist” with distinctly religious aspirations:

As a composer, I feel freer among the “left” than in the church environment. I
am not Penderecki! The church will not be able to use my Soliloquia in its interests
as easily as the St. Luke Passion [Ibid., p. 16].

Social Utopias of the 1960—70s

At the turn of the 1960s and 70s, Huber made a decisive shift to the “left” —
that is, towards socially engaged art. In a later interview, assessing his relatively early
work, which was not yet influenced by “leftist” tendencies, he said:

...in my early [introverted] works, I started from the premise that the world
is bad and I cannot change it, so I withdraw into my own world and seek non-
superficial beauty [Ibid., p. 12].

And further:

For a long time, I strove to exclude from my music the [surrounding] reality,
which seemed to me impure, incoherent, distorted. But even after I began to include
it in my compositions, I did not want to part with the guiding idea of beauty. Of
course, it might seem that if I excluded the aspect of reality from my music, it would
be more effective in terms of pure art. On the other hand, it would be weaker from
an existential point of view. Art and existence cannot be separated; all my efforts are
aimed at bringing them together [Ibid., p. 13].

Obviously, the term “existence” denotes the person’s real being in the world,
including all of his or her interpersonal connections. The artist of the type Huber
identified himself with does not limit himself to the egotistic realization of his own
“self” in the creative process — he is open to the surrounding world and actively
participates in its life. Huber’s role models are mystics of different eras, who proved
by their example that mystical introspection is compatible with being among other
people, with sociability, and with empathy towards the “other.” These include,
in particular, St. Hildegard of Bingen, St. Francis of Assisi, St. Teresa of Avila,
Simone Weil®... Such was also the patron saint of Switzerland, Nicholas of Fliie,

3 French religious thinker and left-wing activist (1909—1943).
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also known as Brother Klaus, whom Huber does not mention in this context, but it
may seem that he consciously styled his appearance after this namesake.

Those who held particular authority for Huber, include Dorothee Solle
(1929—2003) and Ernesto Cardenal (1925—-2020): representatives of “liberation
theology,” which combines theology with politics and encourages Christians to be
actively involved in the struggle against poverty and social oppression. Evidently,
Huber sympathized with Solle’s well-known, often-quoted maxim (from the book
Politische Theologie, 1971): “Every theological statement must also be a political
statement.” The Nicaraguan priest and writer Cardenal realized this unity of theology
and politics by participating in the so-called Sandinista revolution of the 1970s and
in political activities after its victory. Even before the revolution, in the mid-1960s,
he founded a peasant community on the Solentiname Islands, whose members,
inspired by the Gospel he preached, engaged in various arts. The Solentiname
community was conceived by its creator as an embodiment of a utopian vision
of the future and the place of the artist in it:

The artist is always integrated into society, though not into contemporary
society, but into the society of the future. The artist, the poet, the scholar, the
saint — these are the members of the society of the future, which in its nascent
form already exists today, even if it is scattered [...] around the world (quoted in
[Ibid., pp. 27—-28]).4

From a certain moment, Huber sought to realize this idea of an artist “not
of this world”, and yet fully immersed in worldly affairs in his creative behaviour.

Another significant figure for Huber was the German thinker Ernst Bloch
(1885-1977), author of the book Geist der Utopie (Spirit of Utopia, 1918) and the
three-volume treatise Das Prinzip Hoffnung (The Principle of Hope, 1938—47).
Bloch conceived utopia not as some vague set of groundless notions about an ideal
society or ideal existence, but as “a milieu for the project of alternative possibilities of
life, which must be embedded in the historical process itself” (quoted in [4, p. 364]).
In other words, the prerequisites for utopia objectively exist in empirical reality
and are theoretically accessible to purposeful development. According to another
definition, Bloch’s utopia is “a ‘ferment,” in which there is both a critical element

4+ Let me note in passing that in 1977 the Solentiname community was destroyed
by the Nicaraguan dictatorship, but after the revolution’s victory it was revived and
exists to this day.
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towards existing ideologemes and tools, and the image of the future world” (quoted
in [5, p. 25]). Hence, utopia is a potentially active factor that can be channeled
in the desired direction. An essential support for transforming theory (potential)
into practice (actual) is hope — “the affect that connects subjective aspirations with
objective tendencies, directing a person [...] to the future world not only in fantasies,
but also through active revolutionary transformations that are impossible without
hope” [Ibid., p. 59].

In his philosophy of utopia, Bloch combined social (in his case, unorthodox
Marxist) activism and eschatological “metaphysics of hope,” adding a third pillar —
avant-garde art (see [Ibid., p. 23]). He gave preference to music as the most utopian
of the arts that allows one to “experience and objectify the ‘crystalline note,” which is
the utopian image of the inner restlessness of being” [Ibid., p. 22].

A significant part of Huber’s oeuvre is based on these same three pillars — with
the only difference being that while Bloch’s “metaphysics of hope” is fundamentally
atheistic, Huber’s eschatology is imbued with a Christian spirit, and in this he
is close to Cardenal. As a true Christian, he identified utopia with the Kingdom
of Heaven, whose earthly image is what he called the “charisma of brotherhood”
[3, pp. 20—21]. In addition, his activism was not Marxist but, so to speak, generically
leftist: a kind of non-ideological humanism, pure idealism. The composer expressed
his stance as follows: “There is no philosophy or ideology in my music; I simply try
to express my feelings, to create expressive music, and to shout with all my might”
[Ibid., pp. 26—27] — to shout about the endless future of humanity, its enduring
fear of the end of the world, and the moral duty to stand in solidarity with the poor
and oppressed.

No doubt, Huber was well aware that even the most expressive contemporary
art music by itself, and even in conjunction with equally expressive words, is not the
most suitable means to make the world a better place. Nevertheless, using Huber’s
terminology, it contributes to the “expansion of consciousness,” which is its primary
impact; the secondary impact of music, ideally, could be the transformation of reality
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[Ibid., p. 21]. The artist cannot change the course of things in this world, but it is
within his responsibility to participate in creating an environment for the anticipated
better reality that favours the “charisma of brotherhood.” Huber did not agree to
make concessions to his hypothetical listeners by sacrificing the originality and
complexity of his language, because — and here he referred to Solle — our sense
of the wholeness of the world, the unity of the empirical and the ideal, needs to be
“represented, articulated, and expressed each time with a new language,” including
musical [Ibid., p. 46].

Huber, Adorno, Zimmermann

Such is the spiritual and intellectual motivation that prompted Huber to
become an engagé artist. Huber himself contrasts it with the motivations of such
engagé musical figures as thinker and critic Theodor W. Adorno and composer Bernd
Alois Zimmermann.

Adorno believed that truly new music, embodying social non-conformism in
its purest form, cannot have an audience: “no one, neither individuals nor groups,
wants to have anything to do with it,” because it takes upon itself “all the darkness
and guilt of the world [...] all its happiness is in the knowledge of unhappiness, all
its beauty is in denial of the semblance of the beautiful [...] it is the true message in
a bottle” [6, p. 102]. For Huber, however, the genuine novelty implies, above all, not
the denial of anything, but the creation of a new beauty. Rejecting the idea of “vain”
beauty (beauté gratuite) [3, p. 14] and asserting that new beauty must be related to
the concept of “depth,” Huber does not contradict the spirit of Adornian “philosophy
of new music.” On the other hand, he is keenly interested in conveying his artistic
message, articulating the idea of this new beauty, to “individuals and groups” here
and now, not in an indefinite future. Therefore, according to Huber, Adorno’s
metaphor of the bottle does not suit the genuinely responsible art of our time [Ibid.,
pp- 54—55]. Huber seems to sympathize with Zimmermann and admits that he has
some points of convergence with him [Ibid., p. 59], but, of course, he cannot be close
to Zimmermann’s blatant negativism, whose Requiem fiir einen jungen Dichter
(Requiem for a Young Poet) contains an epigraph from a novel by the suicide writer
Conrad Bayer: “What do we have to hope for? The only thing we will achieve is death.”

162



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2025/9(2)

Huber’s most politically charged composition, the oratorio Erniedrigt—
geknechtet—verlassen—verachtet... (Abased — Enslaved — Abandoned —
Despised...) for solo singers, narrator, chamber choir, full choir, several orchestral
groups, and tape, completed in 1982, evokes analogies with Zimmermann and his
Requiem.” The title refers to the Book of Isaiah: “He was despised and rejected by
men, a man of sorrows, and acquainted with grief; and as one from whom
men hide their faces he was despised, and we esteemed him not” (Isaiah 53:3).
As in Zimmermann’s Requiem, the sources of texts are eclectic, mixing the
contemporary with the timeless: writings and statements by Enrique Cardenal are
interspersed with the narrative of Swiss proletarian Florian Knobloch, excerpts
from the diaries of socially marginalized Afro-Brazilian Carolina Maria de Jesus,
and the manifesto of African American radical George Jackson who was killed
by prison guards; this conglomerate is supplemented by a passage from Isaiah.
Similar to Zimmermann, the sonic substrate for much of the piece is a stagnant
“sonoristic” magma, against which the textual content is sung or (again as
in the Requiem) recited by the narrator, soloists, and choirs.

Naturally, it was hardly possible to do without what Zimmermann called stylistic
pluralism (and abundantly applied in his Requiem). Whenever it comes to police and
military violence, the cacophonous sounds of orchestral brass and distorted marching
rhythms come to the forefront. In the moment of catharsis, the treble reproduces the
theme of the aria Es ist vollbracht from Bach’s Cantata BWV 159, though not with
the original German text, but with the Latin translation of the “utopian” excerpt from
Isaiah: “The wolf will live with the lamb, the leopard will lie down with the goat, the
calf and the young lion and the yearling together; and a little child will lead them”
(Is. 11:6). This episode is an exact quote from the 1975 piece Senfkorn (Mustard Seed),®
whose title also refers to the Bible, namely to the famous metaphor of the Kingdom of
Heaven (Matt. 13:31, Mark 4:31, Luke 13:19); it falls on the fifth of the oratorio’s seven
movements. In the finale, Huber recalls Bach again: the Easter chorale Christ lag in
Todes Banden (Christ lay in death’s bonds), functioning as cantus firmus, is overlaid
with Cardenal’s text, opening with the words “El pueblo es inmortal” — “The people

5 Concerning this work by Zimmermann, see [7].
¢ For an analysis of this piece, see [8].
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are immortal.” The appearance of Bach around the oratorio’s “golden section”
is interpreted by the author himself as a “window of hope” (for the entry into
the utopian Kingdom) [Ibid., p. 156]. By contrast, the appearance of elevated,
“ideal” music in Zimmermann’s Requiem — primarily excerpts from Tristan and
Ode an die Freude (Ode to Joy) — symbolizes the irretrievable past and illustrates
Adrian Leverkiihn’s well-known thesis about the impossibility of the Ninth
Symphony in a dehumanized modern world.”

Despite the differences, if not the diametrical opposition, between the
ideological attitudes of both composers, each of them resorts to the simple
technique of symbolization through direct quotes and easily decipherable allusions.
In Huber’s case, this technique has a philosophical justification: frequent appeals
to elements of past music in the concluding sections of his opuses are analogous to

...re-actualized images of a world governed by metaphysics and morality; these
images overlay the modernity, striving to encompass it and give it new meaning,
a different direction [...] [in Huber’s works, unlike in Zimmermann’s] the element
of subjectivity, the source of anxiety and disorder, is ultimately tamed, restructured,
and ordered [9, pp. xiv—xv].

Actually, the name of composers who appeal to aesthetically superior music
of the past at the end of their works is legion, and their motivation is more or less
the same.® The question of how such a play with stylistic contrasts relates to the
category of depth, which is so important for Huber, remains open.

Huber, Adorno, Zimmermann

Tobe fair, in Huber’s legacy there are not many works in which specially selected
and clearly articulated texts, intended to convey some important extramusical
message, come to the forefront, overshadowing the aesthetic qualities of the
artistic product itself. Apart from the oratorio Erniedrigt—geknechtet—verlassen—
verachtet..., one could recall, for example, the apocalyptic work ...inwendig voller
figur... (...inside a filled figure...) with texts from the Revelation and Albrecht

7 Mann, T. (1959). Doktor Faustus. Zhizn’ nemetskogo kompozitora Adriana Leverkyu-
na, rasskazannaya ego drugom [Doktor Faustus: Das Leben des deutschen Tonsetzers
Adrian Leverkiihn, erzahlt von einem Freunde] [transl. by S. Apt & N. Man]. Foreign
Literature Publishing House, p. 550

8 Concerning this matter, see, in particular, [10].
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Diirer (1971) and Cantiones de Circulo Gyrante (Songs of the Rotating Circle)
with texts by Heinrich Boll and St. Hildegard of Bingen and musical quotes from
the spiritual songs attributed to her (1985).

Artistically, more interesting are those works where the ideological
background does not impose itself with such an insistence. Such is, in particular,
the composition Erinnere dich an G... (Remember G...) for double bass and
eighteen instrumentalists (1976—77), where “G” can be read as Gautama, the
Crucified (Gekreuzigte), the Tortured (Gefolterte), the Comrade (Genosse),
Golgotha, etc. [3, pp. 149—150]; the circle of associations is clear and requires no
additional commentary. The piece is constructed as a series of four inventions
(after the number of young Gautama’s visions of human sufferings), developing
different types of articulation on the double bass. In the fabric of the last invention
(on pizzicati), a quote from Tombeau (Tombstone) by the lutenist composer
Sylvius Leopold Weiss (1686—1750) is unobtrusively woven in, without any poster-
like declaration: this confirms the implicit programmatic intent of this invention
as a funeral song for those tortured under interrogation.

Returning to the idea of depth as an attribute of a genuinely substantive
beauty, let us note that Huber associates it with the “depth” of musical sound.
Among those who sought to delve into the musical sound, to overcome its externally
monadic nature, and to discover multiple dimensions within it, he predictably
mentions Giacinto Scelsi [Ibid., pp. 116—117]° and Nono of his late period. While
Huber’s Italian contemporaries, acting independently in a similar direction
[11, pp. 200—201], used quarter-tone shifts to overcome the “monadic” nature of
sound, Huber prefers intervals of 1/3 tones, considering quarter-tone fluctuations
merely a superficial decorative technique: they can give the sound an interesting
colour [3, pp. 14—15], but there is nothing “deep” in them, revealing fundamentally
new perspectives. Huber’s logic can be deciphered more or less as follows:
if quarter-tones are nothing more than enhanced chromaticism, then dividing
the sound space into 1/3 tones is analogous to enhanced hexatonic (whole-tone)
scale. The latter, using Messiaen’s terminology, possesses the “charm of
impossibilities” (what is this if not a generalized formula of utopia?), which is
inherent in the modes of limited transposition (the first of which is the hexatonic)
and alien to the “flat,” one-dimensional chromaticism.

2 On Scelsi’s essays in penetrating the depths of musical sound, see [11].
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Microchromatic intervals of both 1/4 and 1/3 tone appear in the
aforementioned 1967 score Alveare vernat. Quarter-tone microchromatics also
appear in Huber’s later works, including those created after 1991, when the just-
quoted interview with a critical assessment of its possibilities was published.
Microchromatic writing based on third-tone intervals — decaoctatonics — was firmly
established in Huber’s arsenal from the second half of the 1980s.!? An illustration
of this type of writing can be seen in Example 2 showing the last page of the piece
Plainte... (Lament...) in memory of Luigi Nono (1990), scored for one of Huber’s
favourite instruments — the seven-string viola d’amore with scordaturas, which
facilitate the reproduction of non-standard intervals.!!

To notate microchromatics based on third-tone intervals, the following
symbols are used in this and other works by Huber (not all of them are seen in
Example 2):

t1/6 tone up from a flat note

t1/6 tone down from a flat note
%1/6 tone up from a natural note
11/6 tone down from a natural note
t1/6 tone up from a sharp note
t1/6 tone down from a sharp note

The music example itself provides but a very approximate idea of how this
music sounds. In any case, it is evident that microchromaticisms here are not just
a decorative addition to the basic pitch structure. All the notes of decaoctatonics
are full-fledged elements of the overall pitch space. The microchromaticisms,
constituting two-thirds of the pitch inventory, do not differ in this regard from the
remaining third, which represents the whole-tone scale from B: the piece begins
with the note B2 and ends, as can be seen from the music example, with the note
E flat!.

© In this regard, he was preceded by Maurice Ohana, in whose oeuvre the third-tone
temperament was established since the early 1960s. About this Spanish-French com-
poser, see [12].

1 The performance aspects of the piece, related to the tuning of the instrument and
the reproduction of microchromatic intervals, are discussed in [13].
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Example 2. K. Huber. Plainte...

Apart from Nono, the piece has another ‘hero’ — Osip Mandelstam. In the
late 1980s, Huber became fascinated with the oeuvre of a poet who “even in the
most terrible conditions managed to preserve the light of utopia, going beyond
his Ego” [3, p. 13]. The Mandelstam line in Huber’s creative biography began
in 1989 with the piece Des Dichters Pflug (The Poet’s Plow) for string trio playing
in the decaoctatonic microchromatic system. The epigraph to the piece is a passage
from Mandelstam’s article Word and Culture (1920—21): “Poetry is a plow that
turns time so that the deep layers of time, its chernozem [black earth], rise to the
surface.”!? As we can see, the fragment chosen by the composer from Mandelstam’s
prose correlates with the important idea for both him and Nono of delving into
depth, exploring the depths. In terms of its thematic material, Des Dichters Pflug
is connected with Plainte..., which, in turn, was included in the score for viola
d’amore and 13 instruments, also dedicated to Nono’s memory and dated the same
year 1990. By titling the latter score Plainte — Die umgepfliigte Zeit I (Lament —
Ploughed Time-1), Huber combined both themes that occupied him that year —

2 Mandelstam, O. (2020). Polnoe sobranie sochinenij i pisem [Complete Works and
Letters]. (3rd ed., Vol. 2). Internet-izdanie. p. 44. (In Russ.).
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the memory of the author of No hay caminos, hay que caminar... (No paths,
we must go...), who by the end of his life was disappointed in the (communist)
utopia he had long and devotedly served, and the memory of the martyred poet.
The Mandelstam line continued with other versions of Die umgepfliigte Zeit and
pieces with related titles, and its final culmination was the opera Schwarzerde
(Chernozem — Black Earth).

West-East Intersections

I will address Schwarzerde below. In the meantime, it should be noted that
parallel to the Mandelstam cycle, the composer was developing another thematic
line, which owes its origin to the Gulf War of 1990—91. One of the consequences
of this war was the demonization of Arab-Muslim culture as an antagonist of Western-
style democracy, which became widespread among Western intellectuals and was
expressed, in particular, in Samuel Huntington’s controversial, scientifically and
methodologically dubious, but highly publicized essay on the clash of civilizations
(1993). Huber felt it his duty to demonstrate through his own example that this clash
can be prevented by expressing an interested and respectful attitude toward foreign
spirituality. The pacifist and ecumenical utopia, which became Huber’s personal
response to the threat of civilizational conflict, is embodied in several works from the
1990s and early 2000s, demonstrating the Christian and European artist’s desire to
understand the truths of another world religion and enrich his worldview with the
values of another great culture.

Before embarking on the development of a new — conventionally speaking,
“West-East” — line in his work, Huber studied medieval treatises on the theory
of classical Arab music. The first, rather experimental example of this line was
the almost forty-minute composition from 1993 titled Die Erde bewegt sich
auf den Hornern eines Ochsen (The Earth Moves on the Horns of an Ox) for
a Sufi singer, three Arab and two European instrumentalists, and a tape.
The Arab musicians, playing the woodwind instrument ney, the plucked
instrument gqanun, and the tambourine, improvise in Arab modes (magams).
The European instruments are represented by the viola and guitar, both having
Middle Eastern origins and easily harmonizing with the Arab instruments in terms
of timbre; their parts are notated in the usual way and performed strictly according
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to the score. At the beginning of the composition, the Sufi singer recites a verse
from the Quran, and the material recorded on the tape contains a speech by the
Iranian writer Mahmoud Dowlatabadi (b. 1940), delivered in Munich in 1992:
a reflection on how not only the fundamentalist regimes like the Iranian one, but
also the “new” (read: Western) totalitarianism (the two “horns of the o0x”) force
the creator into silence. The speech concludes with a utopian confession of faith
in love, humanity, and simplicity. In addition to the original Persian speech, the
tape includes its translations into Arabic, German, and French.

The texts by Dowlatabadi, along with fragments from the Old Testament
“Lamentations of Jeremiah” and Ernesto Cardenal, are used also in Lamentationes
sacrae et profanae ad responsoria Iesualdi (Sacred and Secular Lamentations
on Gesualdo’s Responsories) for six vocal voices, theorbo/guitar, and basset horn/
bass clarinet (1993—97), lasting about three-quarters of an hour. The experience
of implanting the “Eastern” into the “Western” here is not as overtly declarative as
in the previous work; its ideological justification is more religious and cultural than
socio-political, and the music does not give the impression of direct and obvious
eclecticism. The lines forming the six-part texture of Gesualdo’s responsories for
Tenebrae (the parallel with the earlier orchestral piece Tenebrae is significant) have
been given new contours, differing to varying degrees from the original: Gesualdo’s
“stile cromatico” appears modernized but recognizable. In the performance of some
movements of the cycle, a guitar tuned to third-tones is involved; in two excerpts,
differently pitched Eastern membranophones are included introducing an exotic
note. The Latin texts of the responsories are at times replaced with French translations
and similar fragments authored by the mentioned contemporary writers, obviously
in order to emphasize the timeless relevance of the “Jeremiad.”

Experiments in implanting the “oriental” into the “western” and the “Islamic”
into the “Christian” were conducted by Huber throughout most of the 1990s and
the 2000s. They include, in particular, the concise four-movement chamber concerto
Intarsi (Incrustations) for piano and seventeen instrumentalists, dedicated to the
memory of Witold Lutostawski (1994). The function of “windows of hope” (by analogy
with Bach’s aria in the oratorio Erniedrigt—geknechtet—verlassen—verachtet...) is
performed here by motifs from Mozart’s last piano concerto (KV 595), incrusted
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into a stylistically alien fabric, with an unexpected oriental shade added in the final
movement titled Giardino Arabo (Arab Garden); only here the wind and string parts
contain micro-chromaticisms. Another example of similar synthesis is the large-
scale (37 minutes) string quintet Ecce homines — Behold the Men (1997—98), where
Arabic micro-chromatics interact with motifs from Mozart’s G minor String Quintet
(KV 516). The use of the plural in the title of the work has, as it is easy to assume,
an ecumenical meaning, and the very idea of such “incrustation” seems to be the
simplest and most understandable way to demonstrate the utopia of civilizational
unity through modern compositional means.

The “West-East” line is represented also by some not so eclectic examples.
One of them, stylistically the purest and arguably the most artistically impressive,
bears the Latin title Lamentationes de fine vicesimi saeculi (Lamentations
on the End of the Twentieth Century, 1992—94). The form of this twenty-minute
piece for four orchestral groups, with two solo cellos, is based, according to
Huber, on the plan of the market in the Iranian city of Kashan. As an illustration,
a drawing of this market is provided, with its central axis divided into 29 sections —
Illustration 1.

Huber’s score, however, consists of 17 rather than 29 short sections following
each other attacca, and its connection to this drawing is not reasonably verifiable.
It would be more adequate to perceive the piece as a kind of avaz: a non-metric
monologue in some imaginary Eastern mode with micro-chromatic intervals (the
score indicates three specific magams, but their structure, due to the unsuitability
of orchestral instruments to the Arab modal system, is simplified in the notation).
In this case, the avaz is performed not by a singing voice (the Sufi singer can
join ad libitum), but by the ensemble of orchestral instruments forming a kind
of thickened monody; the process of its slow unfolding is enlivened by sporadic
bursts of noisy activity and background sounds of percussion instruments. Like the
imagined Lament of Doctor Faustus from Thomas Mann’s novel, this “Lament”
ends with a solitary note, “suspended in silence,” — a note symbolizing “hope
beyond hopelessness.”!?

13 Mann, T. (1959). Doktor Faustus. Zhizn’ nemetskogo kompozitora Adriana Leverkyu-
na, rasskazannaya ego drugom [ Doktor Faustus: Das Leben des deutschen Tonsetzers
Adrian Leverkiihn, erzahlt von einem Freunde] [transl. by S. Apt & N. Man]. Foreign
Literature Publishing House, p. 565.

170



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2025/9(2)

< >
=
_:: .. .
Lo B2 EHY
~ L

Illustration 1. Plan of the market in Kashan, Iran [14, p. 305]'*

In 2002, Huber produced a stylistically related, but more extensive (around
forty minutes of music) and contrast-rich composition titled Die Seele muss vom
Reittier steigen und gehen auf ihren Seidenfiifen (The Soul Must Dismount
and Walk on Its Silken Feet). In its original version, it is intended for cello,

14 This dissertation contains also a detailed analysis of the score [14, p. 209—435].
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stringed baryton, countertenor, and two orchestral groups; one group consists
of modern instruments, the other of baroque instruments.!> The text is based on
a poem by the renowned Palestinian poet Mahmoud Darwish (1941-2008),
performed in German translation and in the original Arabic. Written in besieged
Ramallah during the Israeli anti-terrorist operation in the spring of 2002, Darwish’s
poems conclude with the same motif of “hope beyond hopelessness”: “Peace to those
who share with me the waiting, the intoxication of light, the light of the butterfly in
the darkness of this tunnel.”

Schwarzerde

“Hope beyond hopelessness” is the central theme of the opera Schwarzerde
(2001, Basel), the title of which refers both to the aforementioned metaphor by
Mandelstam about the relationship between poetry and time, and to the later tragic
chapter in the poet’s biography, when he, along with his wife Nadezhda (“hope”
in Russian), found himself in the chernozem (“black soil”) city of Voronezh
against his will. The composer and his librettist Michael Schindhelm (b. 1960) —
a Swiss writer, filmmaker, and theatre figure originally from the GDR, graduate of
the Voronezh University'® — compiled the libretto as a peculiar patchwork of excerpts
from Mandelstam’s prose and poetry, with insertions from Nadezhda Mandelstam,
Anna Akhmatova, Marina Tsvetaeva, and the librettists themselves.

The opera consists of nine episodes, with a total duration of about 107 minutes.!”
The plot, in its most general outline, without external symbolic moments that will be
discussed separately, is as follows:

Episode 1 “Dear, Blind, Selfish Light”: The hero, Parnok (the surname is
borrowed from Mandelstam’s novella The Egyptian Stamp), suffocates in utter
loneliness.

Episode 2 “In Sleepless Hours Objects Are Heavier”: Parnok and Nadya are
alone, a sleepless night; people in uniform appear and demand that the room be
cleared.

15 The same work’s later versions are reduced in terms of both duration and instru-
mentation.

16 As a specialist in quantum chemistry. See Michael Schindhelm. (2025, March 22).
In Wikipedia. https://en.wikipedia.org/wiki/Michael Schindhelm.

7 Such is the duration of its only official recording, made in November 2001 in Basel
under the direction of Arturo Tamayo.
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Episode 3 “Yes, I lie in the ground, moving my lips”: Parnok [obviously already
in exile] is obsessed with a vision of his own death; the lines by Mandelstam from the
Voronezh Notebooks are set to a fragment from the aforementioned composition
on Gesualdo’s Tenebrae, with this passage marked “Gesualdissimo...” in the
score; the hero is surrounded by his female friends Nadya, Anna [Akhmatova],
and Natalia [Shtempel, who preserved the Voronezh Notebooks].

Episode 4 “The Night Guards During the Day”: Parnok is in a sanatorium,
Nadya is with him; nightmarish dreams.

Episode 5 “Air to Breathe”: Parnok and Nadya decide to go to Armenia —
“the younger sister of the Judean land,” where they will be able to breathe [NB:
Mandelstam stayed in a sanatorium in 1938, and it was there that he was arrested;
the trip to Armenia took place in 1930].

Episode 6 “Ararat”: at the beginning of the episode, the Plainte... for viola
d’amore is quoted; Parnok is in Armenia, with Nadya and Anna by his side.

Episode 7 “Dream/Trauma” (“Traum/Trauma” in the German original):
an idyllic dream turns into a terrifying reality.

Episode 8 “Isolate, But Preserve”: here, in addition to other poetic excerpts
(including Akhmatova’s “Voronezh”), the fateful epigram about the “ Highlander
from the Kremlin” is heard; unwanted guests in uniform come again, with the order
to “isolate, but preserve.”

Episode 9 “Epilogos”: the last letter from Nadya to the (already deceased) poet;
an excerpt from the ode “If I Took Coal for the Highest Praise” — a farewell to
the world and a confession of utopian hope.

The opera involves solo singers, a sextet of non-personified vocalists, a mixed
choir, a relatively small orchestra (2.2.2.2—2.2.1.1—harps, timpani, percussion
[3 players]—5.4.3.2.2), and a group of stage instruments consisting of trombone,
a percussion battery, and Huber’s favourites: basset clarinet/basset horn, viola
d’amore/guitar, and theorbo. Among the characters, besides Parnok, his three
female friends, and a man designated in the score as Offizier (in the realities
of that time, this would be a Chekist or a militia man), there is a Boy (Knabe),
whose part is sung by countertenor accompanied by viola d’amore with scordaturas.
The Boy delivers the concluding passage of Mandelstam’s essay Journey to Armenia,
which, by some miracle, was published in the journal Zvezda, 1930, issue 5. For
an uninformed reader, this passage is completely enigmatic, as it does not relate to the
main text of the essay. It talks about the Armenian king Arshak, who was deceitfully
captured and deeply humiliated by the Assyrian king Shapuh; Shapuh’s general,
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an Armenian named Drastamat, who saved Shapuh from enemies, asked as a reward
for a pass to the fortress where Arshak was held, to give him “one additional day
[of life], full of hearing, taste, and smell, as it used to be when he entertained
himself with hunting and cared for planting trees.”!8

The source of the excerpt about King Arshak (who ruled from 350 to 367) is
History of Armenia by P’awstos Buzand (5th century). Its Russian translation was
published about fifteen years after Mandelstam’s death,!® but the poet, as indicated
in Journey to Armenia, met the translator?® and, presumably, gleaned information
about this historical episode from him (in the published Russian translation, the
episode is presented differently; besides, Shapuh was not an Assyrian but a Persian
king). The allegorical meaning of such a conclusion to the essay about Armenia is
clear: finding himself in this absolutely foreign but extraordinarily attractive land,
populated by people of “a completely different race, whom you respect, sympathize
with, and take pride in from the outside,”?! — in other words, as close to utopia as
possible given the real circumstances, — the poet received additional days of full,
vigorous life. The similarity between the fates of the Armenian king and the Russian
poet??2 became the basis for introducing into the opera a kind of counterpoint between
two planes — the real (biographical) and the transcendental, beyond the hopelessness
into which the empirical existence of the hero had turned.

Fragments of the passage about King Arshak are distributed between episodes
1, 2, 6, and 9 (the Boy does not appear in other episodes); stylistically, they are
connected to the beginning of episode 5 with a quote from the Plainte.... If the texts
forming the real plan are sung and spoken in the original Russian and in the German

18 Mandelstam, O. (2020). Polnoe sobranie sochinenij i pisem [Complete Works and
Letters]. (3rd ed., Vol. 2). Internet-izdanie, p. 290. (In Russ.).

v [storiya Armenii Favstosa [History of Armenia by Favstos Buzand] (1953). [transl.
from Old Armenian and comments by M. A. Gevorgyan]. Izdatel’stvo Akademii nauk
Armyanskoj SSR. (In Russ.).

20 Mandelstam, O. (2020). Polnoe sobranie sochinenij i pisem [Complete Works and
Letters]. (3rd ed., Vol. 2). Internet-izdanie, p. 283. (In Russ.). (Here the translator’s
surname is rendered as “Gevorkyan”)

2 Ibid., p. 263.

22 Thepoet’swidowalsopointstothisparallelism: Mandelstam, N. (1970). Vospominaniya
[Memories]. Izdatel’stvo imeni Chekhova, p. 232. (In Russ.).
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translation, with occasional “foreign” words in French, Italian, English, and Latin,
then the Boy, embodying transcendence, sings the text about Arshak in translation
from Russian to Armenian — a language transcendent to the European audience
(and, apparently, to the composer himself?>.) For Mandelstam, Armenia was
a “window of hope” — and the Boy’s monologues, in the context of the score, serve
as “windows of hope” on the same aesthetic and stylistic grounds as Bach, Weiss,
and Mozart in the earlier works mentioned above.

The dominant musical idiom of the opera’s real plan can be succinctly
characterized by the title of Huber’s composition for viola and chamber orchestra
(1977): ...ohne Grenze und Rand... (“...without borders and outlines...”). A significant
portion of the material in Schwarzerde consists of extensive instrumental and
choral sound fields with a granular (thinned by asynchronous internal pauses)
micro-polyphonic and micro-chromatic structure. Against this background,
the monologues, dialogues, and ensembles of the characters unfold. The solo lines
are often angular, deliberately unvocal and also contain micro-chromatic intervals.
As an example, here is an excerpt from Parnok’s first solo (“There is no need to talk
about anything, // Nothing should be taught...”) — Example 3.

The melodic lines of the Boy, accompanied by the obligatory viola d’amore,
unfold in a smoother rhythm and are endowed with conventionally oriental
features (glides and oscillations of the voice in a narrow range, grace notes, and
other melismas, augmented seconds); an excerpt from the Boy’s first solo, which
follows directly after Parnok’s first solo, is shown in Example 4.

A sharp dramatic contrast is introduced in Episode 2, when men in uniform
burst into Parnok’s and Nadya’s apartment: noisy wind instruments, against
the background of a clear march rhythm of the drum kit, produce bizarre dotted
configurations out of sync — Example 5.

23 The authorship of the translation is not specified in the score. According to Huber,
a “back-translation of Mandelstam’s lines into Classical Armenian,” in which the
work of P’awstos Buzand is written, was done specially for the opera (quoted in
[15, S. 79]). In reality, the language of the translation is modern literary Armenian.
In the score, the Armenian words, with some minor errors, are given in Latin
transliteration. This transliteration is also used for some Russian texts.
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Example 3. K. Huber. Schwarzerde, episode 1
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Example 4. K. Huber. Schwarzerde, episode 1
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An echo of this militant “interlude” is heard in the Boy’s solo that concludes
this episode, where another invasion is mentioned: “The Kushani people revolted
against Shapuh... They broke through the border in an unprotected place, like a silk
cord...”24 This turn of the plot is illustrated by the rhythms of the orchestral drum
(Rahmentrommel) and the Arabic drum mazhar — Example 6.

The “Tenebrae” passage (marked “Gesualdissimo”) from the next (third)
episode is a clear example of how late Renaissance mannerism, so to speak, is taken
to the next level: horizontal lines are significantly stretched, dissonances in the
vertical plane are intensified, and micro-chromatic progressions appear in some of
the instrumental parts added to the vocal lines — Example 7.

As a matter of fact, the mentioned basic texture type for Schwarzerde realizes
the same “Gesualdissimo” idea, raising it to an even higher degree. The continuity of its
unfolding is disrupted several times by moments of sudden dramatic intensification.
One of them is Parnok’s nightmares, leading to a suffocation attack at the end of
episode 4 (here the hero’s monologue is accompanied by a trombone). Several others
occur in episode 8, especially when the hero sings and declaims (Sprechgesang) the
famous epigram about Stalin. Anyway, the predominant type of texture throughout
most of the episodes is the contracting and expanding sound fields, changing colour
and dynamics “without borders and [clear] outlines.” At the beginning of the Epilogos,
this texture serves as the background for an extraordinarily touching arioso “Osya, dear,
distant friend”; it directly and naturally transitions into the Boy’s arioso concluding the
story of the unfortunate King Arshak. An excerpt from it is shown in Example 8. (here
the obligatory viola d’amore is joined by the basset horn).

Throughout the opera, the Boy remains offstage and only at the very end
of the Epilogos does he appear at the forefront to join the hero, along with the viola
d’amore, for his farewell words (in Russian): “The hills of human heads recede into
the distance: // I diminish there. They will not notice me anymore. // But in the kind
books and children’s games // I will resurrect to say that the sun shines.”?> Thus, at the
close of the opera, a synthesis of the real and the transcendent planes occurs — what
Huber, in another context, referred to as the “charisma of brotherhood.”

24+ Mandelstam, O. (2020). Polnoe sobranie sochinenij i pisem [Complete Works and
Letters]. (3rd ed., Vol. 2). Internet-izdanie, p. 289. (In Russ.).

»In the original: “as the sun shines.” Mandelstam, O. (2020). Polnoe sobranie
sochinenij i pisem [Complete Works and Letters]. (3rd ed., Vol. 1). Internet-izdanie,
p. 281, 455. (In Russ.).
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« TENEBRAE...»

Example 7. K. Huber. Schwarzerdé, episode 3
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Example 8. K. Huber. Schwarzerde, Epilogos
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The conglomerate of humanistic and utopian ideas that had inspired the works
preceding Schwarzerde and the opera itself, found its expression in Huber’s last
major compositions, as evidenced by their titles: Miserere hominibus (“Have Mercy
[on us], People”) for seven voices and seven instruments, with words from the Psalms,
Agnus Dei, Octavio Paz,?® Mahmoud Darwish, Carl Amery,”” and Jacques Derrida
(2006), Quod est pax? — Vers la raison du coeur (“What is Peace? — To the Reason
of the Heart”) for five voices, Arabic percussion, and orchestra, with words by Paz
and Derrida?® (2007), Vida y muerte no son mundos contrarios (“Life and Death are
not Opposing Worlds”) for mezzo-soprano or countertenor and viola d’amore, with
words by Paz (2007). A significant part of the material in these scores is borrowed
from Schwarzerde and other works representing the “Mandelstam” and “West-East”
lines of the composer’s oeuvre.

In conclusion, it should be noted that Huber was prolific and succeeded in
various genres; the works mentioned on these pages, though of key importance in the
context of his legacy, constitute but a small part of it. Huber was also an outstanding
teacher. Those who passed through his school include Brian Ferneyhough (b. 1943),
Wolfgang Rihm (1952—2024), Kaija Saariaho (1952—2023), and Toshio Hosokawa
(b. 1955): composers committed to a complex musical language, high literature, and
humanistic ideas.
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areas of the Tver and Smolensk regions showed that three types of chants — two
associated with weddings and one with Maslenitsa (carnival) — form areas that
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tribe lived on the coast of the Peipus-Pskov Lakes, in the Velikaya River basin,
as well as along the upper reaches of the Western Dvina and Lovat Rivers. By
comparing the ethnomusicological areas with an archaeological map, they are
shown not only to be oriented toward the external boundaries of the tribal territory
of the Pskov Krivichi, but also to recreate the internal structure of this area. On
this basis, the three chant types can be considered as inheritors of the Pskov-
Krivichi musical tradition. Structural analysis of the melodies revealed the mixed
nature of their rhythmic structure, which both unites them and distinguishes
them from the wider East Slavic context. On the one hand, like the ritual songs of
the Western ethnocultural region, they are coordinated with syllabic verses, form
strophic compositions according to the model of caesurised chants, and even use
caesurised rhythmic formulas. At the same time, they demonstrate qualities of
segmented musical-rhythmic organisation, whose principles of accentuation —
whether uniform or uneven — connects them with northern Russian culture.
By comparing them with the classical rhythmic types of the Russian North,
the identified Pskov-Krivichi types of ritual chants appear to embody early and
arguably immature forms of musical-rhythmic segmentation.

Keywords: geography of folk culture, mapping of musical folklore, areal
method, Russian NorthWest, Pskov Krivichi, settlement history of East Slavic
tribes, ritual songs, structural analysis of tunes, rhythmic structure
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AnHoTtanusa. Cratbsd B3HAKOMHT C PEIKUM CIy4aeM HCTOPHUKO-
STHOMY3BIKOJIOTUYECKOTO  COOTBETCTBHS, YCTAHOBJIEHHOTO C  TMOMOIIBIO
apeaJibHOTO MeToza. V3yueHne KapTorpaduyecKux MpoeKIuil 0OpsAA0BBIX MEeCeH
[TckoBcKOM 061acTH M OIMzKadIux paiioHoB TBepckoit 1 CMosieHCKO# obJtacTeit
[0Ka3aJio, YTO TP THIIA HAINIEBOB — JBa CBaJeOHBIX U OJAWH MAaCJI€HUUYHBIA —
00pasyIoT apeasibl, KOTOpPbIE B 3HAUUTETbHON Mepe COOTHOCATCSA C UCTOPUUECKOM
TEeppPUTOpHUEN TICKOBCKMX KpHUBHUYed. Bo BTOpO# TMOJIOBUHE IIEPBOTO
THICAYEJIETUA H. D. HaceJeHUe 3TOr0 JIpeBHEr0 BOCTOYHOCIIABSAHCKOTO IIJIEMEHU
npoxkuBasio Ha nobepexxkbe YUynckoro u IlckoBckoro ozep, B GacceilHe peku
Benukoii, a Takke B BepxoBbaAX 3amnamHou JIBuHbl u JloBaTtu. ComocraBiieHUe
C apXeoJIOTHYECKOW KapTOA BBIABHUJIO, YTO STHOMY3BIKOJOTHUYECKHUE apeabl
He TOJIbKO OPHUEHTHUPOBAHBI HA BHEIIHWE TPAHUILI IJIEMEHHOH TEPPUTOPUU
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IICKOBCKUX KPUBUYEU, HO U BOCHPOU3BOJIAAT BHYTPEHHIOIO CTPYKTYPY UX apeasa,
UTO IM03BOJIAET CUUTATh 5TH TPU THUIA HANEeBOB IPEeMHUKAMHU IICKOBCKO-
KPUBUUCKOU MY3bIKaJIbHOU Tpaaunuu. CTPYKTYpPHBIA aHAJIN3 HAIleBOB BBIABUJI
MHUKCTOBYI0 IPUPOAY UX PUTMHUYECKOTO CTPOs, UTO OOBEAUHSAET HUX MEXKIY
co00# U OJJHOBPEMEHHO BBIJIeJIsAeT U3 OOIIEro BOCTOYHOCIABAHCKOTO KOHTEKCTA.
C oHOM CTOPOHBI, MTOAOOHO OOPAAOBBIM IMECHAM 3aMajHOTO 3THOKYJIBTYPHOTO
peruoHa, OHM KOOPAUHUPYIOTCS C CHJIJIAOMYECKUMH CTHXaMH-CJIOTOBUKAMH,
00pa3yroT cTpoduUuecKre KOMIIO3UIINU MO0 MOJEJU Ie3yPUPOBAaHHBIX HAIeBOB
U JlaKe UCIOJIB3YIOT 1le3ypupOBaHHBIE pUTMHUUeckue ¢popmyabl. Ho nipu atom
OHM JIEMOHCTPUPYIOT KauecTBa CerMEeHTUPOBAHHOU MY3bIKAJIbHO-PUTMUYECKOU
OpraHu3anuy, IOAYUHAACh NPUHIUIIAM AaKIEHTHOCTU — PaBHOMEPHOU
00 HEPaBHOMEPHOU, UYTO CBS3BIBA€T UX C CEBEPHOPYCCKON KYJIBTYPOU.
[IpencraBisieTcss, YTO BBIABJIIEHHBIE IICKOBCKO-KPUBUUYCKHUE TUIBI OOPSAAOBBIX
HAIleBOB BOIUIOMIAIOT €000l paHHUE (GOPMBI MY3bIKAJIbHO-PUTMUYECKON
cerMeHTaIuu, B OIpeJleJIeHHOM CMBbICJIe He BIIOJIHE 3peJible, eCJIU CPABHUBATh UX
¢ KJIJaCCUUYeCKMMU pUTMHUYecKUMU TuniamMu Pycckoro CeBepa.

KiaroueBsbie ciroBa: reorpadus HapoJAHON KyJIbTyphl, KapTorpadupoBaHue
My3bIKaJIbHOTO (osbkIopa, Pycckuit CeBepo-3amaj, IICKOBCKHUE KPUBUYH,
HCTOpUsS paccejieHHs BOCTOYHOCJABAHCKUX IUJIEMEH, OOpAJOBbIe TIE€CHH,
CTPYKTYPHBIM aHAIN3 HAIIEBOB, pPUTMUUYECKOE CTPOEHNE

Jua murupoBanuna: beaozyposa JI. M. IICKOBCKO-KpUBUUCKHE U30MEJIbI
pycckoro CeBepo-3amnaza // CoBpeMeHHBIE TPOOIEMBI My3bIKO3HAHUA. 2025. N 2,
C. 187—213. https://doi.org/10.56620/2587-9731-2025-2-187-213
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Introduction

t the end of the 1930s, the founder of the structural-typological
direction in Soviet ethnomusicology, Kliment Vasilyevich Kvitka, set

ut to map the “distribution of elements of folk musical culture” in his
article “On the Historical Significance of Calendar Songs” [1, p. 90]. In one of the
subsequent works based on such a map, he proposed to compare it with historical
research for the purpose of “chronological indication for types of chants” — that
is, to establish their relative dating: “If the area of distribution of some studied
type of ritual song coincides with the configuration of settlements, [...] gravitating
toward some centre in some [historical] era, we may assume that the era of such
connections and gravitations was that in which the studied type of chants became
stronger and spread intensively. We will attribute the emergence of the type to this
era...” [Ibid.].

Despite the obvious attractiveness of such emerging prospects, Kvitka did not
consider such research to be a priority task for science or an area of professional
competence for ethnomusicologists. The definition of a historical framework,
he wrote, would require “plunging more deeply into the documents of general
history and criticising its sources. This is a matter for historians...” [Ibid., p. 98].
Kvitka even warned against excessive enthusiasm for historical studies, so that,
“in wasting time and energy on argumentation”, one would not reach “that line
beyond which a change in a scientific speciality occurs” [Ibid.]. The immediate duty
of folk musicologists, according to Kvitka, is to “deliver the most important thing...
to systematise, with special attention to their geographical distribution, the actual
musical monuments — that is, the recordings of melodies” [Ibid.].

It is hard not to agree with Kvitka’s expressed scepticism: the deeper
ethnomusicology delves into geographic issues and the more actively folkloristic
arealogy develops, the more clearly researchers in this field recognise the number
of specifically ethnomusicological problems arising before them, and the less
likely broad historical-ethnomusicological comparisons appear as deliberately
set objectives for specialised studies. However, this by no means excludes
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the possibility of discovering such correspondences per se. The present work
introduces one such case involving the areal situation that developed on the
territory of the Pskov region and neighbouring areas to the southwest of Tver and
the north of Smolensk.

Pskov Krivichi: Historical Borders and Corresponding Isomeles

The designated territory is the historical area of the Pskov Krivichi, an ethnic
group from the early period of Slavic cultural development on the East European
Plain that was involved in the formation of the Old Russian state during the second
half of the first millennium AD. On the map compiled by the Soviet and Russian
archaeologist and Slavicist Valentin V. Sedov, the area of this East Slavic tribe is
marked with black triangles that depict the distribution of so-called long barrows,
representing a distinctive type of burial structure. Within the area, two especially
dense clusters of icons attract our attention. Apparently, these correspond to the
areas of most intensive settlement: one is on the eastern and southern coasts of Lakes
Peipus and Pskov and along the lower reaches of the Velikaya River, mainly on its
left bank, while the other is in the upper reaches of the Lovat and the Western Dvina
rivers defining the boundary between the modern Pskov and Tver administrative
regions. These two centres correspond to the historical settlement vector of the
Pskov Krivichi. Obozerye and Velikorechye are assessed as corresponding to
the formation territory of the ethnic group’s tribal core, while the Dvina—Lovat
interfluve represents the zone of contact between the Krivichi population and the
ancient (Dnieper) Balts [2, p. 158]. By comparing the archaeological map of the
East Slavic tribes occupying the Pskov-Krivichi area with a dialect map of the Pskov
dialects of the Russian language spoken at the beginning of the 20th century, Sedov
was able to trace them back to the tongue spoken by this ancient Russian tribe
(Map 1) [3].

The outlined territory has been well studied in terms of ethnomusicology.
While field studies were conducted by specialists from many organisations,
the most systematic and effective work was carried out by the St. Petersburg
Conservatory (Pskov Region) and the Gnesin Russian Academy of Music
(Smolensk Region and the Smolensk-Tver borderland). A comprehensive array
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Map 1. Sedov V. V. Archaeological sites of the Krivichi and dialectological map of the
East Slavic languages'

I — the Pskov Krivichi archaeological sites dating from the second half of the 1st
millennium and the early 2nd millennium AD; IT — the Smolensk and Polotsk Krivichi
archaeological sites; III — the Novgorod Slovenes areas of settlement according to
archaeological data; IV — dialectological boundaries according to the map of the Moscow
Dialectological Commission: 1 — Pskov group of dialects; 2 — North Belarusian dialects;
3 — Novgorod dialects; 4 — Middle Great Russian dialects; 5 — transitional dialects to
South Great Russian on a Belarusian basis

! Published: Sedov, V. V. (1960) Krivichi. Sovetskaya arkheologiya [Soviet Archeology], (1),
47-62.
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of field data has been published [4—7]. Along with the development of unpublished
field audio recordings from the archives of the Gnesin Academy, this study forms the
basis of the map of musical and ethnographic material presented here.? Among
the cartographic projections, maps of three types of ritual chants were especially
prominent: two wedding chants and one calendar chant,> whose geographic
characteristics largely correspond to the area of the Pskov Krivichi.

The most closely related to it are so-called isomeles or ethnomusicological
borderlines of wedding chant rhythmic types (hereinafter RT). One of these is the
RT with verse 7+7. The territory of its distribution (Map 2) fits almost exactly into
the contours of the Pskov-Krivichi archaeological area. The map clearly shows the
two-part structure of the area of the <7+7> RT melodies with a similar geographical
reference: a characteristic vertical “wing” in the northwest and west of the Pskov
region, as well as a subarea of a rounded shape shifted to the southeast, which is
affixed in the space between the Velikaya and Western Dvina Rivers that serves as its
eastern border. The territorial discreteness of the area is reinforced by the fact that
two versions of the wedding chants of this RT are presented in different parts of it, as
will be discussed in more detail below.

Another RT of wedding tunes (with verse 3+3+5) is widespread over
alarger territory in comparison with the previous one (Map 3). Its range is also divided
into two unequal parts. The smaller northern territory is a well-defined vertical strip
that stretches along the modern western border of Russia from the Plyussa River in
the north of the Pskov region and below along the left bank of the Velikaya River.
The much more extensive second subarea extends beyond the Dvina—Lovat interfluve
(and, consequently, beyond the Pskov-Krivichi territory) to encompass almost
the entire Smolensk right bank of the Dnieper, while on its left bank it reaches the
upper reaches of the Sozh and Desna Rivers in the southern part of the Smolensk
region. This expanded area is well supported by the data: according to archaeological
materials, the population living in the upper reaches of the Western Dvina, which arose
as a result of a mixing of the Pskov Krivichi with the Baltic tribes, formed the basis

2 For the purposes of comparative analysis, folk song texts from adjacent regions — Novgorod
[8; 9] and Vitebsk [10; 11] — were also included in the study.

3 All of the tunes are based on verses having syllabic organisation. In this case, the verse form
of verbal texts serves as an indicator of the rhythmic type (RT), then the size of the syllable
groups is indicated in angle brackets next to this abbreviation.
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for other ethnic branches, one of which was the future Smolensk Krivichi, who
settled further south along the upper reaches of the Dnieper, and whose subsequent
development path occurred independently [2].

In this regard, it is significant that the core of the area falls precisely on
the Lovat and Dvina basins: during the years of the expeditionary survey, the rich and
dense RT <3+3+5> chants recorded here involved a large number of poetic texts that
occupied from a third to half of the entire wedding repertoire and played a leading
role in the musical dramaturgy of the ritual.

Both studied wedding rhythm types are of comparable importance in the song
cycle of the local marriage ritual. In this respect, they are interdependent and can
be understood as a kind of companions: in the northwest of the Pskov region, the
RT <7+7> melodies dominate, but the RT <3+3+5> melodies are given the second
position; however, in the Dvina—Lovat subarea, these roles are reversed.

Finally, another type of chant is the Maslenitsa [Carnival] with verse
5+4 (the central plot is A my maslenku dozhidali [And we waited for Maslenitsa]).*
In comparison with the presented wedding rhythm types, this chant has the smallest
range: the melodies of RT <5+4> are known only in the Dvina—Lovat zone (map 4).
Thus, the territory of their distribution is related to only the southern sector
of the Pskov Krivichi, where, let us recall, the core of the range of wedding songs
of the RT <3+3+5> and the southeastern part of the range of wedding chants
of the RT <7+7> are located.

The correspondence between the areas of the three types of ritual chant
and the historical territory of the Pskov Krivichi is so significant that it is
impossible to consider this as a mere coincidence. Following the methodological
recommendations of the ethnomusicologist Kvitka and the historian Sedov, the
types of chants under consideration can be firmly stated to date back to the Pskov-
Krivichi song tradition and bear the imprint of the ritual musical culture of this

4In the typology of Russian Maslenitsa songs proposed by Ekaterina Dorokhova, it was
given the status of the first variety of the main rhythmic type of this genre [12, pp. 8-11].
However, from our point of view, the typological relationship between the two varieties
identified by the researcher is not certain, since the existence of a number of similar structural
elements does not prevent them from being considered as independent models. Considering
the geographical location, it makes sense to define the RT <5+4> melodies as a northwestern
type of Maslenitsa song.
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Map 4. The area of Maslenitsa tunes rhythmic type with verse 5+4
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ancient East Slavic ethnic group. Here we refer to musical and folklore phenomena
that continue to play a significant role in the local song and ritual culture: wedding
rhythm types, as already mentioned, are among the leading chants of this ritual,
while the Maslenitsa chant represents the dominant genre of the local calendar
cycle. The total array of folklore samples representing the types of tunes under
study (and constituting the analytical foundation of the work) is about one and
a half thousand units.

Nevertheless it must be admitted that the geographical characteristics of
the types of chants that interest us here, in a certain sense, contradict the modern
system of regional song traditions of the Eastern Slavs: the Dvina—Lovat zone of
their areas belongs to the macro-region of the East Slavic West, as indicated by such
fundamental characteristics of its song tradition as a genre system with a developed
calendar cycle, while the structural qualities of ritual chants are mostly related to
the class of caesurised musical-rhythmic forms. Meanwhile the Obozersk-
Velikoretsky zone is to a greater extent inscribed in the northern Russian
ethnocultural macro-region (this is evidenced by the minimal representation
of calendar genres and the predominance of chants having segmented rhythmic
organisation).

Structural Specificity of Pskov-Krivichi Ritual Chants

The structural study of ritual songs from the Pskov-Krivichi area revealed
qualities in the structure of the chants that unite them with each other and at the
same time separate them from others known both in the region under study and in
other traditions.

Common to the melodies of all three types are the features of their musical-
rhythmic organisation: coordinating with syllabic verses, they do not belong to the
class of caesurised rhythmic forms, which reign supreme to the south of the Pskov-
Krivichi area and represent the traditions of the western part of the East Slavic
world. All of the studied chants are segmented in whole or in part — that is, they
conform to the principles of accentual musical organisation and for the most part
correspond to the morphological patterns of the northern Russian song tradition.
At the same time, the musical and poetic texts of the three rhythmic types can be
seen to be based on the segmentation of different types — uniform or nonuniform.
Both of these types are revealed here in a rather non-standard way.
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As for the wedding RT with the verse formula 3+3+5, it has long
been firmly established in the register of forms of equal segment class (Example 1,
Scheme 1). In recent years, the chants of this RT have become the subject of particular
scientific interest for several ethnomusicologists, including the author of the present
article [13; 14; 15]. Thus today the RT has been thoroughly studied: not only has the
area as a whole been reconstructed in detail, but also its complex internal structure,
rhythmic and pitch versions, as well as their geographical distribution. Therefore,
there is no need to refer specifically to these aspects again; however, it is worth paying
attention to some issues that emerge in the light of the stated problems.

=180

\
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N— g SN—
3a - 4eM TEL Ba - Ho - 1ma, pa - Ha Ke - HH - ccq?

Example 1. Wedding song. Smolensk region, Velizh district, village of Ploskoe.
Performed by A. F. Averyanova (born in 1908), E. P. Noskova (1926), M. K. Yakovleva
(1925), A. N. Usatova (1928). Recording by I. Uspenskaya in 1983.
Transcription by L. M. Belogurova [7, p. 274, No. 22]

DAIIID D D AN I

3a-yeM Tbl, Ba-HI0-11a, pa-Ha )Ke-HU-ccH,

DIl D b DD il

3a-yeM Tbl, Ba-Hro-111a, pa-Ha )xe-HUu-ccs?

Scheme 1. Model of wedding songs RT <3+3+5>
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It is characteristic, for example, that already Borislava B. Efimenkova, who
was the first to describe the structural specificity of the RT <3+3+5> chants, posed
the question of their origin, hypothesising a connection with the wedding melodies
of the caesurised RT <3+3+4>, which are widespread in the Dnieper-Dvina zone
(eastern Belarus and the Smolensk Dnieper region) [16, p. 129]. She considered the
equal-segment model to be a derivative of the probable three-part (three-temporal)
version of RT <3+3+4>, which, it should be emphasised, is not recorded in actual
song practice (Table 1):

Table 1. Rhythmic models of wedding songs with verses 3+3+4 and 3+3+5
RT Rhythmic model

caesurised RT <3+3+4> ‘D j\ J‘ﬁ j\ J ‘ ,h ,h .b .M

two-part (two-temporal) version
caesurised RT <3+3+4>

theoretically possible D J J ‘.b J J ‘DJ .h J ‘

three-part (three-temporal) version
equal-segment RT <3+3+5> ﬁ J J \M ﬁbM.M J ‘

In demonstrating the continuity of these types of wedding chants, the
researcher noted the presence of some rudimentary signs of a caesurised structure
in the equal-segment structure along with their similar verse forms.> At the same
time, it was obvious to Efimenkova that the northwestern wedding RT <3+3+5>
was related to another rhythm type of the same class having a 4+5 verse and
the composition aa/bb,® which melody type is well known in northern Russian
traditions. Here, it is again necessary to emphasize the uniqueness of RT <3+3+5>
in the general series of Russian equal-segment wedding forms, having no
analogues in its composition form of three-element verses (abc/abc or aab/aab),
but numerous parallels again among the caesurised examples of the western part
of the East Slavic culture.

Northwestern wedding songs with 7-syllable verse require a more
detailed analysis, since, despite having been published and detailed in a two-volume
edition of Pskov materials [5], they have not yet become the subject of special study.

5 For more details, see [13, pp. 8—9].
¢ Types RT-2 and RT-3, according to the typological systematics of this author [16].
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Meanwhile, their rhythmic-structural organisation is strikingly unusual in the
repository of East Slavic ritual elements.

In two parts of the common area defined by isomeles [ethnomusicological
borderlines], which replicate the archaeological border of the Pskov Krivichi almost
exactly, two versions of RT <7+7> are distributed that significantly differ from each
other. Along with the verse formula, their common feature consists in the normative
strophic composition of four links ab/ab.” In terms of their size, syllabic groups are
quite stable, but in the northern sector of the range there is a tendency for them to
be reduced to 6 syllables, while in the southeastern sector, on the contrary, there is
an episodic increase to 8. However, the main distinguishing feature of the territorial
versions of RT is the rhythmisation of 7-syllable groups.

For the northern Pskov samples, the unusual basic rhythmic formula features
a long penultimate syllable — ) ) ) ) ), ) (the six-syllable version
. 2 2 J . Jisformed by contracting two initial syllabochrones [eighths]). This
distinctive figure is absent from the register of caesurised rhythmic units of the western
part of the East Slavic civilisational grouping and, as can be judged at the present time,
is characteristic exclusively of the northwestern traditions, primarily those of Pskov.?
The syllabic musical-rhythmic form of the chants is formed by repeating this pattern
four times; in general, nothing contradicts the understanding of it as caesurised.
Meanwhile, the authors of the collective monograph Folk Traditional Culture of the
Pskov Region, in which a selection of samples of this type is published, interpret
the verse as accented and essentially propose to time the melodies according to the
model of unevenly segmented forms: ;) ) { ) ) { ), ). The reason for such
an interpretation is given by poetic texts: in most of them, seven- and even six-
syllable syllable groups are formed by two stresses, falling on the third syllable from
the beginning (the second, if the group has six syllables) and the third from the end,
which corresponds to the patterns of northern Russian verses of tonic composition.

7 In the northern subarea, this can be reduced to three constructions (ab/a).

8 In addition to wedding songs, this feature is found in the so-called refrains for field voice
recorded in the Palkinsky district of the Pskov region. In musical and rhythmic form, they are
virtually identical to the northern version of RT <7+7>; moreover, they reproduce the specific
local composition feature of the song stanza “s vozhokan’em” [whooping] — a vocalized
(textless) performance of the second period (see [4, p. 207—213, No. 313—324]).
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The analysed Pskov samples differ from the latter, larger ones (having a standard
extent of 8—11 syllables) only in the brevity of the verse series and the resulting
unusual two-syllable (instead of three) value of the middle segment:

Kharobnyi drizhen’ka,

Nasha vérna slazhen’ka!

Vaz’'mi-ka, driizhen’ka,

Shilkaviyu plétochku

Da vo pravu rachen’ku.

Prizavi-ka, drizhen’ka,

Da karmil’tsa-batyushku

Sy radimai matushkai...”

In the second period of the stanza, some general changes occur in the basic
rhythmic formula: in particular, the duration of the third syllable increases, which
provides an additional argument for understanding the rhythmic form as unequally
segmented (Example 2, Scheme 2):

D=170
0 N P—
D’ A —X I | | 1% ]
Y a0 - | - o N 1Y N T | | 1
[} I o o | N | IR | o T ]
VA |'V| et = [ ] P [ ] P g | = r ] & . | P [ | [ ] 1
I A B S i A 7 7
~— —~—
——
Cen nan ca - 110 - BbHO - IIKa Ha pa K1 ThL BBII Ky - CTOK,
| I A I 1% | N | [ — ]
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cen nan ca - 10 - BB - IIIKa Ha pa - K - THI - BBIﬁ Ky - CTOK.

Example 2. Wedding song. Pskov region, Palkino district, village of Yakhnovo.
Performed by A. I. Ivanova (1903), P. V. Vasilyeva (1913).
Recording by A. M. Mehnetsov, A. A. Mehnetsov in 1990.

Transcription by K. A. Mehnetsova. [5, Vol. 1, p. 318, No. 8]

DIl DD DDl

A MBI Ma - CJIC-HIY OO-KH-1a-JIH,

DD D DD DM

JIO-)KU-Ja-TH, Ay -1I1a, 10-)KU-Ia-TH.

Scheme 2. Model of wedding songs RT <7+7>: North Pskov version

9 Papushevo village, Pechora district, Pskov region [5, Vol. 1, p. 319, No. 10].
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Inthe Pskovregion, isolated examples of the northern Pskovversion of RT <7+7>
have been recorded with a stanza composition not of four, but of two constructions,°
characterised by a reduction of the first period, which can be regarded as a movement
towards the structural standards of the unequal-segment class. It is characteristic that
similar examples are sporadically recorded in the neighbouring regions of Novgorod
and Leningrad (these are noted, in particular, in the article by Irina Korolkova [17]),
where unevenly segmented melodies with tonic verse predominate in the wedding
repertoire.

To complete the picture, we will mention the existence in the northern Pskov

regions of Pskov and Gdovsky of an iambic variant of the local version of RT <7+7>
(Example 3, Scheme 3):

J3=170
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Example 3. Wedding song. Pskov region, Gdov district, village of Zhelcha.
Performed by L. K. Lavrentieva (1922), A. K. Petrova (1913).
Recording by O. V. Shishkova, A. A. Mehnetsov in 1991. Transcription by L. P. Mahova
[5, Vol. 1, p. 143, No. 2]

S I PR R R

V Hac l1a-BKU MBI-TbI-H, Y HaC CTC-HbI Tép-TLI-I/I,

DIl IIbIi b))

¥V Hac na-Bku MBbI-ThI-H, Y HAaC CTC-HbI Tép-TBI-I/I.

Scheme 3. Model of wedding songs RT <7+7>:
Iambic modification of the North Pskov version

10 See [5, Vol. I, p. 144, No. 3].
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In the subarea, another equally original version of RT <7+7> took hold. Its
distinctive feature is the combination of periods of different structures in the song
stanza. The first one implements a strictly caesurised structure based on another
rhythmic formula typically characterised by a third long syllable.!! In the second
period, it is re-rhythmicised in such a way that to acquire the features of an unevenly
segmented structure, with an emphasis on the ictus syllable tenses (Example 4,
Scheme 4). As can be seen, the general structure of the song stanza is preserved in
the Dvina—Lovat version of RT <7+7>; however, the contrast between its periods is
expressed much more vividly than in the tunes of the northern subarea. In each of
them, the typological qualities are more clearly manifested: in the initial one, caesurae
and strictly modeled patterns are observed, while in the final one segmentation
predominates.

ox TBI €I1b - a - Iy - me - 4Ka, 3a - 1a-Ta Ma - Ky - me - 4YKa.

Example 4. Wedding song. Pskov region, Loknya district, village of Cherepyagi.
Performed by A. K. Bogdanova (1924), K. I. Fomchenkova (1913).
Recording by O. V. Shishkova in 1991. Transcription by G. V. Lobkova, I. V. Suhanova.
[5, Vol. 2, p. 131, No. 8]

DOIDDIDIDIIDOD D

DX ThI CJIb-s-J1y-11e-49Ka, 3a-JIa-Ta Ma-Ky-1Ic-4Ka,

DD ML LID MDD )

OX TbI CJIb-s-JIy-1IC-1Ka, 3a-JIa-Ta Ma-Ky-IIe-4Ka.

Scheme 4. Model of wedding songs RT <7+7>: Dvina-Lovat version

1 This forms the basis of the caesurised RT of wedding songs of the Western region, whose
verse structure is commonly designated as 3+4.

205



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2025/9(2)

Just as two-link strophic versions of RT <7+7> arose in the northern part of
the range, the second segmented “half” of the local rhythm model could apparently
function in the Dvina—Lovatka zone as an independent variety of RT, becoming the
result of the “disintegration” of such a heterogeneous and cumbersome structure.
In any case, this can help to explain the isolated recordings of unevenly segmented
rhythmic forms having a seven-syllable verse on the Smolensk-Tver border.!?

Regarding the rhythmic organisation of Maslenitsa songs of
the northwestern RT, two distinct points of view emerge in structural
ethnomusicology. On the one hand, a caesurised interpretation of their melodies
has been established, consisting of two typical syllabic rhythm formulae: five- and
four-syllable (Example 5, Scheme 5):

JD=100
o) — T~ [
P4 ————— N T I\ N T - Y ]
F AW N N | | N v | N N | i | I |
| fan ) 1 N N | [ T N | T ] [ [ [ N |
SV tl T N | .
O ¥ e . @ ‘ ‘ ‘ ‘ ‘
-
\‘~_—_/
A MBL Ma - cre - HIY 1o - KL - na - m,
0 . I
P4 'Y h I 'Y I T y Y ]
y 4% | | N | | | | | ' |
| fan ) 1 T 1 T T Il 1 [ [ | |
| T T t E f N
no - &M - ga - JH Iy - ma, 1o - K - a - .

Example 5. Maslenitsa song. Smolensk region, Demidov district, village of Myakury.
Performed by A. P. Nikitenkova (1922), E. E. Ryzhenkova (1920).
Recording by I. Uspenskaya in 1983. Transcription by I. Uspenskaya [6, p. 705, No. 2]

DO L DIIDDID

A MBI Ma - CJIC-HIly O0-XHW-Ia-JIu,

DO OO DDIDD ]I

H0-)XXH-aa-JIn, Ay-1aa, 10-K1u-Aaa-J1n.

Scheme 5. Maslenitsa song model RT <5+4>: caesurized interpretation

12 One such example from 1959 is published in [18, p. 50, example no. 6].
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However, back in 1978, Nadezhda Terekhina, then a student of the Gnesin State
Musical Pedagogical Institute proposed a different interpretation of such melodies
in her diploma research on wedding songs of the Cherdyn tradition of the Perm
region'? (academic supervisor — Margarita A. Yengovatova). In this work, the author
proposed the idea of a “periodically accented” structure of their musical rhythm —
that is, evenly segmented, in terms of modern Russian ethnomusicology (Example 6,
Scheme 6). In this case, six-temporal [six-eighth] constructions are considered as
a pair of three-temporal [three-eighth] segments with a two-syllable unstressed
beginning;:

J> =100
A - p—— K ' K X — — — {
| fan Y N h‘ i [ [ T i N 7 T i I_ [ | i N |
- ¢
\\_—/
A MBI Ma - cie - HILY 1o - KU - na - JI,
f — Il
o '} I A I A I Iy y | I ]
F AW | | | | [ | f |
| fan Y T T T T T 1|
T T IR I T T
Jo - K - aa - ., Z[y - ma, oo - KL - aa - T

Example 6. Maslenitsa song. Smolensk region, Demidov district, village of Myakury.
Performed by A. P. Nikitenkova (1922), E. E. Ryzhenkova (1920).
Recording by I. Uspenskaya in 1983. Transcription by I. Uspenskaya.

Evenly segmented interpretation of the form of musical rhythmics

DDl DD D Dhilid

A MBI Ma - CJIC-HIIY O0-KH-1a-JIn,

DD DD D]

JI0-)KH-/1a-JIU, Iy -111a, JTO-XKU-/1a-JIH.

Scheme 6. Maslenitsa song model RT <5+4>: evenly segmented interpretation

13 In 2011, the diploma thesis was published as a separate edition [19].
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A close study of the Smolensk and Pskov sound recordings from the archive
of the Evgeny V. Gippius Scientific and Methodological Centre of the Gnesin
Russian Academy of Music demonstrates not only the permissibility but also the
appropriateness of interpreting these melodies as evenly segmented. Despite the
constancy of the verse and musical-rhythmic caesurae, it provides a good explanation
of the stable terminal pattern , . ) of the first period and the atypical rhythmic
figure of the five-syllable syllabic group characteristic of the songs of the southeast
of the Pskovregion,) )i ) ) i ). Theequal-segment version is not contradicted
by a significant portion of samples having a mobile rhythmic organisation, which
is characteristic of the Dvina—Lovat Maslenitsa chants. Here it is worth noting
the stable structure of the second rhythmic period of the stanza, which always fits
precisely into the uniformly segmented pattern.

Conclusion

Thus, the analysis of the three leading types of ritual chants of the
northwestern region, identified on the basis of their territorial synchronisation with
the archaeological Pskov-Krivichi area, revealed a number of structural features.
The specificity of the studied tunes lies in the ambivalent or mixed nature
of their rhythmic structure: showing a close connection with the resource base of
Western caesurised models (which is evident in the reliance on syllabic verses,
the gravitation towards large strophic compositions and the use of caesurised
formulas), they simultaneously demonstrate the qualities of a segmented musical-
rhythmic organisation, revealing the principles of form-building characteristic of
tunes of this class, namely, the division of the musical-rhythmic series on the basis of
periodic (uniform) or non-periodic (uneven) accentuation.

By comparing them with the classical rhythmic types of the Russian North,
the identified Pskov-Krivichi types of ritual chants appear to embody early and
arguably immature forms of musical-rhythmic segmentation. The latter, which are
mainly unevenly segmented, are also known in the Pskov region; however, their
prevalence is fully manifested in other northwestern regions, i.e., in the culture of
the Novgorod and Leningrad regions [17], as well as being preserved when moving
into the depths of the vast northern Russian space. This areal picture corresponds
to the geography of the historical process of development of the northern Russian
lands by the ancient Novgorod population at the turn of the 1st—2nd millennia AD.
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However, the Pskov Krivichi were not involved in this process, as evidenced, among
other things, by the endemicity of the ritual musical forms that constitute their
cultural heritage.
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Abstract. The musical features of wedding rituals of the Novgorod
region have only been fragmentarily studied to date in terms of the territorial
distribution of melodies. This article aims to fill this gap. The article is based
on materials obtained from folklore fieldwork carried out by the Leningrad
(St. Petersburg) Conservatory between 1968 and 1992. The work sets out to
introduce the structural-typological and areal characteristics of previously
unknown field materials into scholarly circulation. 13 rhythmic types of wedding
songs that are most representative of the Novgorod region are identified
and described. The first section of the article presents general Novgorod
melodies, its geographic distribution includes the entire territory of the region
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and adjacent areas of the Russian NorthWestern Federal District. The melodies
of the central, southwestern and eastern areas are described in separate
sections. The conclusions obtained as a result of clarifying the distribution
of wedding tunes confirm the historical and ethnographic features of the division
of Novgorod region previously outlined by researchers. On the basis of connections
between the folklore of the southwestern area of the Novgorod region and the
traditions of the Smolensk and Pskov regions, this territory may be described
as having a “mixed” character, possibly due to its settlement by Ilmen Slav and
Krivichi tribes. The wedding songs of the southwest are mainly characterised by
caesurised chants having various rhythmic and compositional structures. The
most significant characteristics of these melodies are defined by their modal
organisation, which is mainly associated with intonations of the vocal-incantatory
type. The central and eastern zones, conversely, provide an opportunity to identify
the specifically Novgorodian features of wedding folklore, which later developed
in the song systems of the Russian North, the Urals, and Siberia. The typological
features of the melodies of these territories include their on tonic versification
and the lamentable-narrative nature of the intonation. The main development
vector of Novgorod wedding traditions turned out to be aimed at strengthening
the significance of the initiation line of the ritual, which was reflected in its pre-
wedding part. On the basis of the notations and analytical observations presented
in the article, the place of Novgorod wedding folklore in the structure of Russian
wedding music can be evaluated to provide a basis for further comparative-
typological research in the field of ethnomusicology.

Keywords: wedding songs, Russian folklore, Novgorod region,
melogeography, song type, musical areas, rhythmic type
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AHHOTanmuAa. My3bIKaJabHble  0COOEHHOCTH  CBaZleOHOTO  pHUTyaia
HoBropockoi 061acTH 1 3aKOHOMEPHOCTH TEPPUTOPHATLHOTO PACIPOCTPAHEHUS
HAIeBOB K HACTOSIIIEMY BPeMEHU WU3ydeHbI JIUIIb (pparMeHTapHo. [IyOsmkyemast
CTaThsl CTABUT IIEJbI0 BOCIIOJIHUTH J3TOT mpobesl. B ee OCHOBY II0OJIOKEHBI
MaTepuasbl QOJIBKIOPHBIX dKcnenuruii Jlenuurpaackoi (Caukr-IletrepOyprckoin)
KOHCepBaTOpuu 1968—-1992 roz0B. 3aZjayaMu CTaTbU CTAHOBSATCS: BBEJlEHUE
B HAyYHBIA 000OPOT paHee HEU3BECTHHIX IOJIEBBIX MAaTEPUAJIOB, UX CTPYKTYPHO-
TUIIOJIOTHYECKasA U apeaibHasA XapaKTepPUCTHUKA. ABTOPOM BBIJIEJIEHO U OIIMCAHO
13 HauboJiee penpe3eHTAaTHBHBIX Jjid HOBropoJlUMHBI PUTMHYECKHUX THUIIOB
cBaZieOHBIX IIeceH. B mepBoM pasjiesie cTaThH MPeCTaBIEHbBI OOIIIEHOBTOPOJICKIE
HameBbl, OBITOBAaHWE KOTOPHIX OXBAThIBAa€T BCIO TEPPUTOPHUIO 00JIACTH
U conpeniesibHble paiiloHbl CeBepo-3atazia Poccuu. B camocToATeTbHBIX pasjeiax
ONMCAHBbl HAIEBbl IIEHTPAJIbHOIO, IOTr0-3alaJlTHOTO U BOCTOYHOTO apeasioB.
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BbeIBO/IBI, HOJIyYeHHBIE B pe3yJIbTaTe YTOUHEHUA XapaKTepa paclpoCcTpaHeHUsA
cBa/IeOHBIX HAIlEBOB, NOATBEPKJAIOT HaMeUYeHHble YUYEHBIMH HCTOPHUKO-
sTHOrpaduyecKkre OCOOEHHOCTU  YJIEHEHHs  HOBIOPOJICKUX  3€MeJIb.
B3aumocsasu  Qosapkiopa  Oro-zamaziHoro  apeajsia  HoOBropogyuHBI
¢ TpagunuaMu CmosieHckod u IlckoBckoi o6s1acTeli MO3BOJISAIOT IIPOCTIEAUTD
«CMENIaHHBIN» XapakKTep OJTOW TEPPUTOPUU, B 3acCeJeHUU KOTOPOU
y4acTBOBJIM IJIEMeHa WJIbMEHCKHUX CJIOBEeH U KpuBuuein. Beaymumwn
0coOeHHOCTSAMH cBaJleOHBIX TeceH FOro-3amajia cTaHOBATCA 11e3ypPUPOBAHHBIE
HAaIIeBBI C Pa3JINYHBIMU PUTMHUYECKUMHU ¥ KOMIIO3UIIMOHHBIMHU CTPYKTYpaMHU.
BaxkHble cBOMCTBAMU HAIIEBOB 3TOTO PETHOHA PACIIOJIOKEHBI B cepe 1a70BoU
OpraHusanuu, MPeuMyIIeCTBEHHO CBS3aHHOU € MHTOHAIUAMHU BO3TJIACHO-
3aKJIMHaTeJbHOTO Tuma. lleHTpasbHAaA W BOCTOYHasA 30HBI, HANPOTUB,
JIAl0T BO3MOXKHOCTh O0O3HAUUTH COOCTBEHHO HOBIOPOJ/ICKHE OCOOEHHOCTU
cBazieObHOTrO BOJIBKIIOPA, B AAJIbHEHUIIIEM ITOJIYUYUBIINE Pa3BUTHE B IIECEHHBIX
cucremax Pycckoro CeBepa, Ypasa u Cubupu. TunosornyeckuMu mpu3HakaMu
HamneBOB O5TUX TEPPUTOPUN BBICTYHAIOT OIIOpPAa HAIIEBOB HA TOHUYECKOE
CTUXOCJIO}KEeHUE U MJIaUueBO-II0OBECTBOBATEJILHBIN XapakTep MHTOHUPOBAHUA.
[IpencraBseHHbIEe B CTaThe HOTAIMU U aHAJIUTUYECKHE HAOJIIOAEHUS MOTYT
CTaTh OCHOBOU JaJIbHEUIIINX CPABHUTEJILHO-TUIIOJIOTUYECKUX HCCIeJOBAHUN
B 00J1aCTH 3 THOMY3bIKO3HAHUA.

KiroueBble c1oBa: cBaJieOHbIe ITIeCHU, pycckuil ¢onbkiop, HoBropozackas
obiyacth, wMesioreorpadus, ITIECEHHBIM THUI, My3bIKaJbHbIE apeaJibl,
PUTMUYECKUU TUI

Baaromapuoctu: ABtop Osarogaput PoJbKIOpHO-3THOTrpadUUIeCKui
meHtp uMm. A. M. MexnernoBa Caakr-IleTepOyprckoii rocyzapcTBEHHOM
koHcepBatopuun uM. H. A. Pumckoro-KopcakoBa u ero coTpysJHUKOB
32 BO3MOKHOCThb pPabOThl C APXUBHBIMH KOJUIEKIIUAMM; BCEX YYACTHUKOB
b opKI0pHBIX 3KCIIeAUITNE B HOBropoackyio ob1acTb.

s murupoBanusi: Kopoavkosa U. B. CBanebuble ecin HoBropoackoit
obsacT: K BOMPOCY TEPPUTOPHAIBHOTO PpACIHpPOCTPAHEHUs HAmeBoB //
CoBpemeHHbIEe TMPOOJSIEMBI My3bIKO3HaHHS. 2025. N2 2. C. 214—241.
https://doi.org/10.56620/2587-9731-2025-2-214-241
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Introduction to the Problematic
Wedding songs of the Novgorod region are known to folklorists from

several publications. The earliest of these is a collection compiled
from the recordings of Alexander Alekseyevich Banin (1974), which
is dedicated specifically to wedding songs.! Several years later (1979), the publication
“Traditional Folklore of the Novgorod Region» was published by a group of scientists
based on expeditionary collections of the Pushkin House phonogram archive.? Both
publications feature wedding songs recorded in the 1960s and 1970s in various
regions of the Novgorod region.
Some local features of Novgorod wedding folklore were reflected in
a number of subsequent publications. Among them are two collections by philologist
Valentina Ivanovna Zhekulina, which were published under the musical editorship
of Viktor Arkadyevich Lapin based on materials from the Novgorod Scientific and
Methodological Center. They reveal individual features of local traditions of the
Valdai and Starorussky districts.2 We should also note the publications of Victor
A. Lapin and Elena Evgenievna Vasilyeva, which present materials from several
villages of the Batetsky district of the Novgorod region.*
On the basis of a generalised understanding of the region’s wedding traditions
formed by these publications, the most prominent villages in terms of wedding songs
from different parts of the area — such as Edrovo in the Valdai district, Gorodnya

1 Banin, A. A., Vadakariya, A. P., & Zhekulina, V. L. (1974). Svadebnye pesni Novgorodskol
oblasti [Wedding Songs of the Novgorod Region]. Lenizdat.

2 Zhekulina, V. 1., Korguzalov, V. V., Lobanov, M. A., & Mitrofanova, V. V. (Eds.). (1979).
Traditsionnyl fol'klor Novgorodskol oblasti (po zapisyam 1963-1976 gg.). Pesni.
Prichitaniya [Traditional Folklore of the Novgorod Region (Based on Records from 1963—
1976). Songs. Lamentations]. Nauka.

3 Zhekulina, V. 1. (Lapin, V. A., ed.). (1994). Valdalskaya svad’ba [ Valdai Wedding]. Scientific
and Methodological Center for Folk Art and Cultural and Educational Work; Zhekulina, V. I.
(Lapin, V. A., Ed.). (1988). Starorusskaya svad’ba [Old Russian Wedding]. Scientific and
Methodological Center for Folk Art and Cultural and Educational Work.

4Vasilyeva, E. E. (1990). Pesni Gorodenskogo khora [Songs of the Gorodensky Choir].
[Novgorod] Scientific and Methodological Center for Folk Art and Cultural and Educational
Work; Lapin, V. A. (Ed.). (1987). Muzykal'no-pesennyl fol’klor Leningradskol oblasti:
v zapisyakh 1970—1980 gg. [Musical and Song Folklore of the Leningrad Region: Recordings
Jfrom the 1970s—1980s] (Issue 1). Sovetskij kompozitor.
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in the Batetsky district, Ustye-Kirovskoye in the Pestovsky district, among others —
were identified. However, the overall picture turns out to be quite mixed due to
the sporadic character of the published materials: in some areas, samples are

completely absent.
Thus one of the main objectives set in this article is to expand the base

of knowledge about Novgorod wedding folklore. This opportunity is provided by
the introduction into scientific circulation of expeditionary materials contained
in the Folklore and Ethnographic Center of the St. Petersburg State Conservatory.
This comprises a fairly large volume of musical recordings made between 1968 and
1992 in 17 districts of the region (Table 1).

Table 1. Information about Folklore Field Trips to the Novgorod Region
Carried Out by the Leningrad (St. Petersburg) Conservatory

Year District Scientific leader of the
field trip
1968 Starorussky, Parfinsky, F. A. Rubtsov
Volotovsky, Pestovsky
1978 Pestovsky A. M. Mekhnetsov
1985 Kholmsky A. M. Mekhnetsov
1986 Poddorsky A. M. Mekhnetsov
1988 Lyubytinsky, Khvoyninsky | A. M. Mekhnetsov
1989 Borovichsky, Lyubytinsky, | A. M. Mekhnetsov
Moshenskoi, Pestovsky,
Khvoyninsky
1990 Pestovsky A. M. Mekhnetsov
1991 Valdai, Demyansky, A. M. Mekhnetsov
Malovishersky, Maryovsky,
Okulovsky
1992 Krestetsky, Parfinsky, A. M. Mekhnetsov
Poddorsky
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Taken together, all available examples of wedding song tunes (both archival
and published) constitute a fairly convincing body of evidence. The main objective
of the present work is to present the results of their study from two perspectives.
One of these is connected with the identification of general Novgorod properties
of wedding song folklore, while the other is aimed at differentiating the available
field material taking into account its belonging to the local folk-musical traditions
of the Novgorod region.°

The areal study of folklore traditions is becoming one of the main directions
of contemporary ethnomusicology, both in Russia and internationally [1].
In the context of this study, we note, first of all, the works of ethnomusicologists
engaged in the melogeography of Slavic and Baltic folklore [2]. Despite differences
between scientific schools, a common underlying approach of ethnomusicologists
to the issues of identifying the boundaries of local traditions can be identified.
One of these is the coordination of the results of musicological, ethnographic and
historical research. The criteria by which musical and folklore areas are identified
and described usually include the generic composition of folklore materials, which
is based on their structural and stylistic properties. These parameters were also
decisive for the author of the present article. However, it is worth clarifying that
in the process of melogeographical study of Novgorod folk musical traditions,
wedding songs play a key role, since they are the leading genre of the region’s
song ritual folklore (as is known, calendar folklore in the Novgorod region is
recorded very sporadically and cannot serve as an unambiguous relevant feature
of differentiation of local song systems).

Taking into account all of the above, four folklore-ethnographic areas can be
distinguished on the territory of the modern Novgorod region:

» central (Ilmen Lakeland and lands corresponding to the source of
the Volkhov and the mouths of the Msta, Shelon and Lovat® rivers);

5 A similar principle of areal differentiation of wedding songs in the region was employed by
Larisa Mikhailovna Belogurova in her publication on the wedding folklore of the right bank
of the Dnieper, where she identified general Smolensk and right-bank tunes, as well as tunes
with a narrower localisation (Belogurova, L. M., & Nikitina, I. A. (Eds.). (2016). Smolenskij
muzykal’no-etnograficheskij sbornik. T. 4. Svad’ba dneprovskogo pravoberezh’ya: ritual
1 muzyka [Smolensky Musical-Ethnographic Collection. Vol. 4. Wedding of the Right Bank
of the Dnieper: Ritual and Music]. Gnesin Russian Academy of Music).

¢ Starorussky, Parfinsky, Krestetsky, Okulovsky, Valdaisky districts.
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« south-west (areas between the Lovat and Shelon rivers, the Pola basin and
the north-west coast of Lake Seliger”);

. eastern (territory located between the Msta and Mologa rivers®);

» western (between the Shelon and Luga rivers?).

It should be noted that wedding songs were practically not recorded in the
western part of the Novgorod region due to the fragmentary nature of conservatory
field trips carried out there. Historically, this territory can be attributed to the historical
and cultural region of Poluzhya, which is distributed between the three regions
of Novgorod, Pskov and Leningrad. The musical and ethnographic characteristics
of the Luga traditions were carried out in a special study undertaken by Tatyana
Stanislavovna Molchanova on the basis of publications, her own expeditions and
archival materials of the St. Petersburg University of Culture and Art.’°® Therefore,
within the framework of the present work, attention will be focused on the central,
southwestern and eastern areas. Nevertheless, information about the Luga traditions
will be drawn on in the course of characterising general Novgorod melodies.

General Novgorod Melodies

The category of general Novgorod melodies includes tunes whose distribution
covers the main part of the studied territory. They can be divided into three groups
based on structural features (primarily rhythm and composition).

The first group consists of melodies with a 9-syllable tonic structure of the
verse and a repetitive rhythmic composition. The form of the melodies has two
rhythmic types (RT 1, RT 2), which differs in the nature of the formation of the
inter-accentual zone of the verse line and the musical timing of the second accentual
syllable (Schemes 1, 2).

Songs based on the first rhythmic type are coordinated with variations
of one melodic form. It is constructed on the basis of a quartal trichord with
a minor modality, while the ambitus of the melody itself is often extended

7 Marevsky, Demyansky, Kholmsky, Poddorsky districts.

8 Pestovsky, Khvoyninsky, Borovichesky, Lyubytinsky, Moshensky districts.

9 Batetsky, Soletsky, Volotovsky districts.

1o Molchanova, T. S. (2011). Territorialnoe razvertyvanie russkikh pesennykh traditsij
Poluzh’ya [Territorial Deployment of Russian Song Traditions of Poluzhye] [Unpublished
doctoral dissertation]. Russian Institute of Arts History.
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by tones adjacent to the quartal framework both above and below. The main modal
event in the melody is associated with the appearance of a subsecond tone as
a variable support in the area of the second accented syllable of the second melodic

line (Example 1).

JJIJJﬁﬁ\JJJr
S P

Scheme 1. Rhythmic type 1 (RT 1)

S I I Y N
S R L

Scheme 2. Rhythmic type 2 (RT 2)
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Example 1. Kholmsky district, village of Boldashevo!

1 Performed by O. S. Krylova (b. 1916), E. K. Petrova ((b. 1925), O. A. Fedorova (b. 1923).
Recorded in 1985 by A. M. Mekhnetsov, G. V. Lobkova. Archive of the Folklore and
Ethnographic Centre of the St. Petersburg State Conservatory. No. 1759-30. Notation
by E. Yu. Baskakova (Novikova).
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The most common plots coordinated with this chant, are included in
the bridal mourning rites and have the beginnings “Kak pri vechere, vechere”
[“As in the Evening, Evening”], “Ty, reka li moya, rechen’ka” [“You are My River, My
Little River”], “Uzh ty, el’, ty moya yolochka” [“Oh, You are Spruce Tree, My Spruce
Tree”]. In the eastern districts of the region, this melody may also be associated
with themes related to the image of the bridal procession and motifs of the union
of the married couple (such as “Raz’yezzhaetsya Ivan na kone” [“Ivan Rides Out on
a Horse”], “U klyucha, klyucha studyonogo” [“By the Spring, Cold Spring”]).

The chants of the second rhythmic type are variants of the so-called “Glinka”
melodies, which are widely known in many northwestern traditions of Russia
and involve the theme “Iz-za lesu, lesu tyomnogo” [“From Behind the Forest,
the Dark Forest”]. This musical form was the subject of scholarly works by various
researchers, including Viktor Abramovich Zuckerman, Anna Vasilievna Rudneva,
Evgeny Vladimirovich Gippius, Irina Borisovna Teplova, and Galina Vladimirovna
Lobkova. Ethnomusicologists have identified such features as: reliance on
the modal construction of the tetrachord in the sixth; the question-answer principle
of the relationship of melodic lines; the quartal relationship of the main supports,
which are manifested in the general contour of the melodic line. Galina V. Lobkova
identifies another distinguishing feature of the melody “Iz-za lesu, lesu tyomnogo”
[“From Behind the Forest, the Dark Forest”] the shaping of the central cadential
turn with a refrain, which leads to the shifting of the supporting tone (the base
of the fourth) down by a minor third.

Taking the form a number of different versions, the melody is quite widely
distributed across the Novgorod region. In addition to the main version (actually
“Glinka”), other versions are also presented in the Novgorod region, in which the
key popevka is missing. Such examples of melodies were predominantly recorded
in the eastern part of the studied region. Despite this difference, they retain all
other characteristics of the melodic type (Example 2). The earliest recording
of a melody belonging to this version (1901) was made in the Cherepovetsky Uyezd
of Novgorod Governorate by Evgeniya Eduardovna Lineva. In our view, this may
serve as an important argument for considering melodies without modal shift as
stable and melodically independent types.'?

2 Lineva, E. E. (1904). Velikorusskie pesni v narodnoj garmonizatsii [Great Russian Songs
in Folk Harmonisation] (Issue 1. Novgorod songs). Imperial Academy of Sciences, p. 30.
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Example 2. Pestovsky district, village of Malashkino'3

Turning to the poetic texts, we can notice that songs with the opening line “Iz-za
lesu, lesu tyomnogo” [“From Behind the Forest, the Dark Forest”] and the thematic
plot about the swan bride who has fallen behind her flock play a leading role here.
Apart from this, there are other wedding texts that are widespread in the Novgorod
region and the North-West of Russia as a whole. They reflect the main themes of
wedding songs — the mourning of the bride (“Ty, reka li moya, rechen’ka” [“Are You
My River, My Little River”], “U nas Mar’yushka izmenshchitsa” [“Our Maryushka is
a Traitor”]), the groom’s preparations and his journey (“Vdol’ po sadu bylo, sadiku”
[“Along the Garden There Was, a Little Garden™], “Pridorozhnyj dobryj molodets”
[“A Good Fellow by the Road”]), and praising the guests (“U nas svashen’ka
khoroshaya” [“Our Matchmaker is Good™]).

The second group of pan-Novgorod melodies is characterised by a structure
that features the repetition of the second syllabic group (abb). The first rhythmic
type (RT 3), which implements this model, is coordinated with the syllabic verse
of 7+5 syllables (Scheme 3). This is widely known in many Russian regions as
the “Trubushka” type, although it is also used as a polytextual chant. Some Novgorod
versions of the “Trubushka” can be realised in a composition featuring a complete
repetition of the verse line (ab/ab) or a structure with a refrain and repetition (abrb),
but such examples are rather exceptions.

13 The performers are unidentified. Recorded in 1968 by G. N. Gontarenko and A. S. Yanchuk.
Archive of the Folklore and Ethnographic Centre of the St. Petersburg State Conservatory.
No. 169-04. Notation V. E. Stolyarchuk.
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Scheme 3. Rhythmic type 3 (RT 3)

Another rhythmic type, which is also widespread throughout the territory
of Novgorod (RT 4, Scheme 4), is characterised by a segmented structure and
a flexible syllabic composition, which is shaped by the features of a double 8-beat
period (Example 3). Song variants with this structure are connected with majestic
plots (“Kak na stolbike gusel’tsy viseli” [ “How the Gusli Hung on a pole”], “Chto Ivan-to
knyaz’ khoroshij” [“That Ivan is a Good Prince”]), couple’s chants (“Cherez rechushku
cheryomukha lezhala [“A Bird Cherry Tree Lay Across the Stream”]) or texts of
a spell-like nature, accompanying ritual actions in the groom’s house (“Rybinka-
plotichka, ne brykaysya” [“Little roach fish, don’t kick”], “Ne dubovye stoly zastuchali”
[“It Wasn’t the Oak Tables That Knocked”]).
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Scheme 4. Rhythmic type 4 (RT 4)

The third group of general Novgorod melodies is united by their connection with
texts that have a syllabic type of versification. It is noteworthy that the song lyrics are
organised on the basis of verse lines consisting of two identical syllable groups (4+4,
5+5, 6+6). The tunes that interact with these verse forms in the Novgorod region
have a variable rhythmic and compositional structure (rhythmic types 5—-8, Schemes
5—8). Among them are samples with paired, ternary and mixed pulsation types.
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Example 3. Kholmsky district, village of Stekhnovo'4

As a rule, two-member rhythmic formulas are realised in the thematic sphere
of solemn and reproachful songs.'> The symmetry and proportionality of the
sections of the structure, the principle of paired repetition of melodic links (the “pair
of periodicities” structure) brings the tunes of this group closer to dance and khorovod
[round dance] tunes. In the context of local wedding rituals, these forms are often
performed with associated movements — dancing, stamping, clapping hands.

The fourth group of pan-Novgorod melodies characterises a body of wedding
songs united by the theme of the groom as a falcon and a number of other poetic texts
included in the rituals of joining the bridal couple and the procession of the wedding
train (“Sokoly vy, sokoly” [“Falcons you, Falcons”], “Blagoslovlyalsya svyatyol’
mesyats” [“The Bright Moon Received a Blessing”], “S Bogom, s Bogom, dityatko”
[“With God, With God, Little Child”], and others). Their common properties are
located on the rhythmic and compositional levels (RT 11, RT 12):

4 Performed by T. A. Zakharova (b. 1916), A. K. Zhemchuzhina (b. 1916), A. I. Makarova
(b. 1912), Z. N. Parfenova (1 b. 929). Recorded in 1985 by M. V. Rylova (Ivanova). Archive
of the Folklore and Ethnographic Centre of the St. Petersburg State Conservatory. No. 1815-
13. Notation by E. Yu. Baskakova (Novikova).

15 Examples of solemn and reproachful songs with the given rhythmic structures can be
presented on the basis of recent publications of materials from the expeditions of the
St. Petersburg Conservatory (Korolkova, I. V. (Ed.). (2023). Svadebnye pesni Novgorodskoj
oblasti. Vyp. 1. Svadebnye pesni Priil'men’ya [Wedding Songs of the Novgorod Region.
Issue 1. Wedding Songs of Priilmenye], pp. 71—88). Amirit; Korolkova, I. V. (Ed.). (2024).
Svadebnye pesni Novgorodskoj oblasti. Vyp. 2. Svadebnye pesni srednego techeniya
Lovati i bassejna Poly [Wedding Songs of the Novgorod Region. Issue 2. Wedding Songs
of the Middle Reaches of the Lovat / Pola River Basin], pp. 123—147). Amirit.
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« 7—9-syllable tonic basis of a verse line;
« strophic composition with rhythmic contrast of melodic lines (with

differences in the length of syllables in the cadence zone);
« a type of pulsation that combines paired and ternary rhythmic cells.
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Scheme 5. Rhythmic type 5 (RT 5)
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Scheme 6. Rhythmic type 6 (RT 6)
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Scheme 7. Rhythmic type 7 (RT 7)
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Scheme 8. Rhythmic type 8 (RT 8)

In the Priilmenye zone, songs with such rhythms are represented by isolated
examples located at the boundaries of the range. In the southwestern and eastern
districts, the melodies of the “Sokoly” [“Falcons”] song type'® have formed into two
independent versions, whose features will be presented below in the corresponding
sections.

Melodic Chants of the Central Areal Zone

Astheterritory of the earliest settlement of the Novgorod Slav tribe, Priilmenye
plays the most important role in assessing the Novgorod component in the folklore
traditions of the region. The facts that characterise the rituals and customs of the
inhabitants of Poozerie and their material culture testify to the fact that Priilmenye
is a special ethnographic zone of Novgorod region. Unfortunately, due to the
sporadic character of the actual folklore recordings carried out in these places,
it is difficult to obtain a systematic understanding of the folk musical tradition
of these places. Wedding folklore (songs, lamentations), based on the totality
of available sources, constitutes the most representative part of the song culture
of the Ilmen cultural region, which allows us to rely on this material in the course
of an ethnomusicological characterisation of the area.

An example of the local uniqueness of wedding folklore in the Central Novgorod
zone are songs featuring a 9-syllable verse organisation, based on the rhythmic model
presented above (RT 1). The melodic type coordinated with it holds a leading role
in the wedding tradition of Priilmenye and thus serves as one of its distinguishing

16 The justification and characteristics of the “Sokoly” song type using Novgorod wedding
songs as an example were presented by the author earlier in a special article [4].
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features compared to other areas. While it is presented in a variety of local variants,
all of these can be reduced to a single modal form. At the core of the latter is the
principle of the relationship between two complexes of harmonies from the tertian
series, which are in a major second relationship (see Scheme 9).
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Scheme 9. Modal model of a melody based on RT 1

Melodic versions that implement this model can be grouped based on two
compositional solutions. The first version is presented by single-verse chants,
implementing one stable variant of juxtaposition of modal supports comprising two
tones or two consonances (Example 4).
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IlIto =wm 60 . paMm, 60.paMm- 00 .  pHY-KaMm, Ia
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04 | — I [ — A , | ’
1 | ] " - | ] l\} I il
o : f
SaS A A
Y _ BH . Ban JO_-pOK-Ky KOB . pHY-KaM, Ja.

Example 4. Parfinsky district, village of Bol’shaya Obsha'”

The second melodic version (Example 5) is characterised by a strophic
composition, where each of the two melodic lines establishes its own version of the
comparison of tones in the zone of the first verse accent.

7 The performers are unidentified. Recorded in 1968 by I. E. Rogalev, T. P. Matveeva, E. Sorokina.
Archive of the Folklore and Ethnographic Centre of the St. Petersburg State Conservatory. No. 168-
22. Notation by D. K. Dolgova.

229



CoBpeMeHHBIE ITPOOJIEMbI My3bIKO3HAHUA /
Contemporary Musicology

2025/9(2)

—~
e | | 1 L A [— L ’
P’ AR | 1 1 K I\' |- 1 h Il = i
ANIY4 i i Ii = 1 ! él

yr -
He CIBl . Xa - ma Tartb - 1 - Ha - Oy .- ma,
Ay . . ¢
o = ] 1 I 1N B 11 L I
y 4 1 1 | . | A 1 1 2N A 1 |
1 1 - - 1 o 1] A 1 1
% r |r| P{ P li' ﬁ >
He CIIBL Xa - ma Tare - 4 - Ha- Oy.ma, Jda

Example 5. Okulovsky district, village of Malaya Krestovaya18

The main body of texts associated with the described melody is brought together
based on their function in farewell rituals (“Ty, reka nasha, rechen’ka” [“You are Our
River, Dear River”], “Uzh ty, el’ moya, yolochka” [“Oh you, my Spruce Tree, little
Spruce Tree”], “Dubovye nashi lavochki” [“Our Oak Benches”], “Otstavala proch’
lebyodushka” [“The Little Swan Fell Behind”]).

Melodic Chants of the Southwestern Range

The folklore traditions that developed in the interfluve of the Lovat and
Shelon rivers, the basin of the Pola, and the north-western shore of Lake Seliger
can, by several indicators, be described as transitional. In many respects they reveal
closeness to the neighboring Lovat and Loknyansky traditions of the Pskov region.
This is evidenced by the significant role played in the local wedding by caesured and
segmented chants, which are coordinated with the texts of syllabic structure. Songs
with a three-member composition (RT 9, RT 10) reveal a direct relationship with
neighbouring traditions.

Wedding songs with syllabic line composition 3+3+5 belong to one
of the most ancient layers of Russian ritual folklore.'® Main body The main body
of tunes recorded in the southern Novgorod region (Kholmsky and Marevsky

18 Performed by P. G. Strukova (b. 1911) — the name of the second singer has not been established.
Recorded in 1991 by O. V. Shishkova (Smirnova), L. V. Savelyeva (Rozovaya). Archive of the Folklore
and Ethnographic Centre of the St. Petersburg State Conservatory. No. 3228-59. Notation by
I. V. Korolkova.

9 The historical significance of songs of this structural type was outlined in the article by
L. M. Belogurova, who examined them in a broad regional context [5]. A detailed description
of the Novgorod versions of songs was given in the article by I. V. Korolkova [6].
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districts) corresponds to the iambochoric version of the rhythmic structure (RT o,
Scheme 10) and the Loknyansko-Lovatsky melodic type, identified on the border of
the Pskov and Tver regions (Example 6).

DIl bisad oyl

A_1r0 - ma cda_.TO . poit CO_Ka_TH . I .CH,

/1
3L S T O\ A |
A_ro . nma cAa .TO . JOH CO.Ka.TH . JH.Ci.

Scheme 10. Rhythmic type 9 (RT 9)

A | Illan_-xa Ha &M, man-ka Ha €M IOTO a - TOHb  Ia _ PUT,
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v 1 1 17 I LY IAY 1T ! I 1 13 1N 1]
1 > I 11
/
Ian.xa Ha éwm, marn-ka Ha éM  IITO a_TOHb Tra.pUT.

Example 6. Maryovsky district, village of Staritsa®®

Another three-member rhythmic type has an arched composition (RT 10,
Scheme 11). The syllabic composition of the song line has the formula 5+4;
the first syllabic group is repeated while maintaining its inherent rhythmic and
melodic content (Example 7). Songs with this structure were recorded only
in the Kholmsky district, which is probably the northernmost point of its
distribution, linking Novgorod folklore traditions with the traditions of the
Smolensk Dnieper region.

20 Performer: Frolova E. A. (b. 1912). The notation includes a reconstruction of polyphony
based on variations of the melodic line of the chant. Recording: E. A. Valevskaya,
K. A. Mekhnetsova, Zh. V. Osipova, 24.07.1991. Archive of the Folklore and Ethnographic
Centre of the St. Petersburg State Conservatory. Educational and Cultural Centre No. 3177-
43. Notation by I. V. Korolkova.
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Scheme 11. Rhythmic type 10 (RT 10)

Bsa _ na py - M1 - Ha Ja yHac Jle . Ha ny._ma,
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051 - 14 py - M1 . Ha.

Example 7. Kholmsky district, village of Lyokhino?!

Both of the presented melodies are examples of ritual polyfunctional musical
forms, assigned to texts of various content and associated with different circumstances
of performance: the evening gathering (“Nad rekoj sosnushka” [“By the River, a Little
Pine”], “Iz-za lesu, lesu temnogo” [“From Behind the Forest, the Dark Forest™]),
the movements of the wedding procession (“Zadumal Ivanushka zhenit’sya”
[“Ivanushka Decided to Get Married”], “Vilsya vikhor pered tucheyu” [“A Whirlwind
Swirled Before the Storm Cloud”]), and the wedding feast (“Bela-rumyana u nas
Lena-dusha” [“Our Lena is Fair and Rosy-Cheeked, Dear Soul”], “Yagoda s yagodoj
sokatilisya” [“A Berry Rolled With a Berry”], “Kto u nas v gorenke silnyj bogatyr’™
[“Who is Our Strong Hero in the Chamber™]).

An important feature of the wedding folklore of the southwestern region
is a chant representing a local version of the “Sokoly” song type (Example 8). It is
characterised by an independent rhythmic period with a mobile syllabic composition
of song lines (from 7 to 9 syllables) and differences in the longitudinal design
of cadence zones (RT 11, Scheme 12).

2 Uenosasiot 1. K. Huosa (1909 r. p.), E. C. Bacuiwsea (1920), M. M. Huoa (1914 T. p.).
3amuck 1985 roga O. B. [ITumkosoii (CmupHoBoii). Apxus ®I1] CII6I'K. Ne 1805-30. Hora-
nus E. 10. Backakosoii (HoBUKOBOI1).
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Ha - ne . ko b1 BEI né - Ta - Jm?

Example 8. Kholmsky district, village of Borisovo®?
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Scheme 12. Rhythmic type 11 (RT 11)

In addition to the main thematic plot about the falcon-groom, the melody
can interact with other song texts. In the southernmost part of the Novgorod region
(Kholmsky district), this melody serves as the basis for incantatory songs accompanying
the main movements of the bridegroom’s procession (“Sokoly vy sokoly” [“Falcons you,
Falcons”], “Sestry brata provodili” [“Sisters Saw Their Brother Off”]) and for the blessing
ritual (“Blagoslovlyalsya svyatyol mesyats” [“The Bright Moon Received a Blessing”]).
In the Poddorsky and Marevsky districts, the range of subjects assigned to the melody
and its functional capabilities are significantly expanded. Thus, the melody is performed
during the ritual of escorting the bride to the bathhouse (“Rastopisya, baenka” [“Warm
Up, Little Bath”]), sung at the evening gathering (“Iz-za lesu, lesu tyomnogo” [“From
Behind the Forest, the Dark Forest”], “Ty izmenshchitsa-izmenshchitsa” [“You are
a Traitor, Traitor”], “Uzh ty yolka, yolochka” [“Oh You Spruce Tree, Little Spruce Tree”],

22 Performed by D. N. Andreev (b. 1914), A. P. Petrova (b. 1912), P. N. Leonov (b. 1926),
P. I. Grigoriev (b. 1915). Recorded in 1985 by A. N. Zakharov. Archive of the Folklore and
Ethnographic Centre of the St. Petersburg State Conservatory. Educational and Cultural Centre.
No. 1875-17. Notation by E. Yu. Baskakova (Novikova).
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“Kak Lyaksandrushka khodila” [“How Lyaksandrushka walked”]), and performed at
the wedding feast as a song of praise for the guests (“Ty skazhi nam, Sashen’ka” [“You
Tell Us, Sashen’ka”]). In the Demyansk region, variations of the melody were recorded
only in villages near Lake Seliger with the texts of several songs of praise and with the
main thematic plot.

Comparing the song types of the South Novgorod wedding, our attention
is drawn to one particular feature. The main body of melodies is intoned within
a quartal cell (quartal framework) of intonation, with expanded filling by major thirds
(wider third intervals). The greatest modal and melodic closeness is found in tunes
with the structure 5+4+5 and tunes of the “Sokoly” type. Some variations of melodic
chants of the 3+3+5 structure also have this same basis; however, this song type
can also be embodied in other modal versions, as can be seen in the example above.
The differences, which concern both the mood and the ambiguity and the nature of
the melodic development, can be interpreted as narrow local features associated with
the tradition of individual villages.

Tunes of the Eastern Range

The area between the Msta and Mologa rivers occupies a special place on the
map of the Novgorod region. It was developed by people from Priilmenye — that is,
Novgorodians, who later formed the basis of the medieval Novgorod Republic. The
recordings made in this area in different years (from 1968 to 1992) are distinguished
by the density of the material recorded and the good preservation of the folklore
at the time of the field research. Taking into account all available sources, the East
Novgorod folklore-ethnographic complex can be described according to the main
indicators accepted in ethnomusicology (ritual system, genre composition of folklore,
its structural and stylistic properties) and characterised as a systemic integrity. Thus,
when identifying the Novgorod component of Russian folklore, the folk musical
traditions of Msta and Mologa play a key role.

The specificity of the East Novgorod wedding folklore is the voluminous
body of wedding farewell songs with tonic verse organisation of 7-, 8-, 9-syllable
composition. They are represented by a wide range of rhythmic and modal-melodic
models. The East Novgorod chants, which later spread far beyond the designated
area, have been recorded by collectors of folklore from northern Russian, Ural, and
Siberian traditions.
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We will first consider the East Novgorod version of the “Sokoly” song type.
Its peculiarity is a stable connection with a 7-syllable verse line and a different
(compared to the South Novgorod) rhythmic structure (RT 12, Scheme 13).

Co . «xon THI co - KO . JOH . UeK,

/I
. ) N A
Co . «xon THI co - KO . JH . dek.

Scheme 13. Rhythmic type 12 (RT 12)

The “Sokoly” melodic type that developed in the eastern part of the Novgorod
region also differs from the southwestern one. It is based on a mode cell of a quartal
trichord or (less commonly) a quintal tetrachord with narrow (minor third) interval
filling. Its characteristic feature is the ending of both melodies on a fourth tone
(Example 9).
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Example 9. Pestovsky district, village of Pogorelovo®3

23 Performed by A. P. Nikitina (b. 1915), L. M. Kapitonova (b. 1914), E. K. Bobrova (b. 1918),
P. K. Vishnyakova (b. 1908), A. I. Matveeva (b. 1911). Recorded in 1989 by A. M. Mekhnetsov,
G.V.Lobkova, G. P. Paradovskaya, A. A. Tretyakova. Archive of the Folklore and Ethnographic
Centre of the St. Petersburg State Conservatory. Educational and Cultural Centre. No. 2680-
02. Notation by V. E. Stolyarchuk.
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In addition to the rhythmic types listed in the section on general Novgorod
melodic chants, we will note another common melody in the Pestovsky district —
that is, in the territory of the Novgorod-Vologda borderland. While it is connected
with the falcon-groom thematic plot, it has a different structure and melody than the
variants that form the song type presented earlier. The melody (Example 10), which
was recorded by the expedition of the Leningrad Conservatory only in the village of
Ustye-Kirovskoye, was not identified in 1968 or in later field materials. It is based
on an independent syllabic-rhythmic model of 8-9 syllables (RT 13, Scheme 14);
however, its kinship with Northern Russian wedding songs can be observed, in which
ternary and binary rhythmic units are combined>4.
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Example 10. Pestovsky district, village of Ustye-Kirovskoye?>
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Scheme 14. Rhythmic type 13 (RT 13)

24 Wedding songs with rhythms of this type have repeatedly become the subject of attention
of prominent researchers including B. B. Efimenkova, I. B. Teplova, S. L. Braz, E. E. Vasilyeva,
V. A. Lapin.

25 Performers: ensemble of the village of Ust-Kirovskoye (8 people), including P. S. Smirnova
(69 years old), E. Ya. Smirnova (78 years old). Recorded in 1968 by G. N. Gontarenko,
A. S. Yanchuk. Archive of the Folklore and Ethnographic Centre of the St. Petersburg State
Conservatory. Educational and Cultural Centre. No. 171-10. Notation by I. V. Korolkova.
The melody is transposed up a minor third.
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The melodic chant is based on the principle of linking two thirds-based cells
comprising a minor third cell and a major third cell. The small thirds link (d — f)
forming the basis of the structure denotes the central and cadence zones of each
meloline. Intonation in the greater-third cell (c — e) is associated with the appearance
of a secondary (sub-second) supporting tone.

On the basis of the predominantly descending melodic movement in the third
complexes and the singing techniques, we can compare the chants of the eastern
Novgorod region with the lamentation melodies that developed in this territory.2®

It should be noted that in the eastern Novgorod tradition, the intonational
roots of lamentation are found not only in wedding songs, but also in calendar
and lyrical songs. This distinguishes this area from others and provides a basis for
identifying it with its Northern Russian parallels. Another parallel can be drawn
with the lyrical songs of the Middle Sukhona region (Vologda Oblast), which were
analysed by Anatoly Mikhailovich Mekhentsov in one of his articles, where the
researcher characterised their modal structure by a similar principle of linking two
thirds-based melodic complexes.>”

Research Results

Thus, wedding tunes form the basis of the song ritual folklore of the Novgorod
region. As such, their role in the issues of areal study of folk musical traditions
of this territory turns out to be quite significant. The conclusions obtained as
a result of clarifying the distribution of wedding tunes confirm the historical and
ethnographic features of the division of Novgorod region previously outlined by
researchers. Some parallels can also be drawn by dividing the Novgorod Republic
into pyatinas, which correspond to the five main geographical directions of Ilmen
Slav settlement areas. Thus, the southwestern and central areas are located within
the Derevskaya Pyatina. The eastern and western areas can be correlated with the
lands of the Bezhetsk and Shelonskaya pyatinas, respectively.

26 An extensive corpus of Novgorod lamentations is given in the publication: Korolkova, I. V.
(2017). Novgorodskie prichitaniya [Novgorod lamentations]. Skifia-Print.

27 Mekhnetsov A. M. (1985). Traditsiya kak osnovopolagayushchij printsip narodnoj
muzykal'noj kul'tury [Tradition as a Fundamental Principle of Folk Musical Culture].
In Russkaya narodnaya pesnya. Stil’, zhanr, traditsiya [Russian Folk Song. Style,
Genre, Tradition] (pp. 5—-19). Leningrad Order of Lenin State N. A. Rimsky-Korsakov
Conservatory.
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One of the most important results of the study concerns the musical typology
of wedding songs of the southwestern area, which confirms the previously stated
provisions about this region as a territory of interaction between two Slavic tribes —
the Ilmen Slavs and the Krivichi. This conclusion is supported by the facts of the
relationship between the calendar folklore of the southwestern Novgorod region and
the territory of the Pskov-Smolensk-Tver borderland.28

Comparing general Novgorod melodies with the corpus of wedding songs of the
territories of earlier East Slavic settlement (primarily with the traditions of Smolensk
region), it is important to pay attention to the commonality of structural types with
a syllabic organisation of verse, which are widespread in Western Russian traditions.
The rhythmic types of chants with a 9-complex tonic structure of the poetic text and
the main melodic types assigned to them can also serve as a sign of the relationship
between Novgorod and some Smolensk traditions. The “Sokoly” melodic chant (in
its southwestern version) connects the Novgorod and southern Pskov (Loknyansko-
Lovatsky) and adjacent Tver territories, but it has not been identified in the Smolensk
region. Nevertheless, one of the leading features of the song type (the unique rhythmic
structure of the stanza) can be seen in some Smolensk wedding songs with a 9-syllable
verse base?? [7, pp. 642—649].

The Novgorod component itself is most clearly demonstrated by the traditions
of the northwestern, central and eastern parts of the region, between which there is
a clear commonality. As already mentioned, these territories were developed
by the Novgorod Slav tribe itself, which initially settled in Priilmenye and then
populated the lands of Poluzhya, the Shelon region and the area between the Msta
and Mologa rivers.

The main development vector of Novgorod wedding traditions turned out to be
aimed at strengthening the significance of the initiation line of the ritual, which was
reflected in its pre-wedding part. If in Western Russian traditions (Smolensk, Bryansk,
and the southern parts of Pskov and Tver regions) the rituals are predominantly
focused on communicative and exchange functions, then in Novgorod traditions both

28 Conclusions about the relationship between the calendar folklore of the southwestern
Novgorod region and western Russian song traditions (in particular, the fact of the spread
of the Maslenitsa chant-formula) were drawn by the present author in a special article [7].

20 Belogurova L. M., Nikitina I. A. (Eds.). (2016). Smolensk Musical and Ethnographic
Collection. Vol. 4. Wedding of the Dnieper Right Bank: Ritual and Music (pp. 642—649).
Gnesin Russian Academy of Music.

238



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2025/9(2)

semantic components of the Russian wedding receive their full realisation. This is
also evident in the internal genre structure of Novgorod song folklore, which includes
songs of a commenting nature, farewell songs, and wedding feast songs (songs of
praise, songs of reproach, and songs with refrains sung by the couple). Moreover, the
proportion of farewell songs in the system of musical content of a wedding turns out
to be the highest in eastern traditions (on the border with the Vologda region). It was
in this territory that the largest number of chants with a tonic verse organisation and
a lamenting-narrative type of intonation were recorded. Many melodic chants of this
stylistic group turn out to be polytextual and take on the function of chant-formulas
to structure different ritual situations.

The type of wedding ceremony that developed in the Novgorod region can
be called a lament-song, since both genre phenomena (lamentations and wedding
songs) have a high degree of significance. Let us recall that the Novgorod traditions
embodied the genre of collective lamentations that are closely connected with
farewell wedding songs in terms of functions, musical and poetic vocabulary.
The further development of this type of wedding tradition took place in the Northern
Russian, Ural, and Western Siberian cultural contexts, which are historically rooted
in Novgorod traditions. While the latter idea has been repeatedly expressed by
ethnomusicologists based on a comparison of individual examples of wedding folklore,
the phenomenon of Novgorod traditions itself has not until now been identified and
systematically described. It is hoped that the materials presented in this article may
partially fill this gap to serve as a basis for further comparative studies of Russian
wedding music.
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