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HEROES OF GOGOL IN THE MUSICAL-SCENIC EMBODIMENT IN THE
SHOW “V1IY” OF THE ODESSA NATIONAL THEATER OF OPERA AND BALLET

The Purpose given studies - reveal of the semantic filling entanglement created on music of V.Gubarenko and editorial
revising plots and figurativeness to tales of Gogol correlating with "spirit of time" on G.Hegel, that is to say in accordance with
perception modern listener-spectator. The Methdological base of the study - intonation approach in development of ideas of
B.Asafiev about "Intonation dictionary of the epoch” in Ukraine, as in the case in work E.Markova, O.Muravskaja and others.
Style comparativ and hermeneutic, culturology methods form base an musicology analysis of ballet-operatic syntheses. Scientific
novelty of the work - is for the first time undertaken scientifically-approved attempt to define specifics an style leaving the
production "Viy" of V.Gubarenko in 2010- th as "phantasmagorias™ in wording of the director G.Kovtun.

The Findings. The analysis demonstrates hypertrophy of entertainment-dance introduction in opera-ballet, in traditional
type of concentrations of the sung material in feature positive begin show and dance in presenting of the demonic-phantasmagoric
complex of the action moreover, of a plot-scenic complications form aside from music themes as such, creating that prevalence to
showings, which significant was for opera baroque and romanticism and which turned out to be to be acceptable for modern
auditorium. Production G.Kovtuna symptomatic for moctmomeprucrtckoii of the pulling to showings, in she is absent the
MucTepuanbHbie t0 assotiations, so significant for morally-religious pathos of the compositions of N.V.Gogol.

Keywords: genre in music, opera-ballet, stating the opera, mystery, showing of the opera-baroque

Kanannesa Haranisa BopuciBHa, cosictka OnechKoro HaIliOHANIBHOTO TeaTrpy omepu i Oanety, 3mo0yBau Opmechkoi
HaIlOHAJILHOT My3HYHOT akaaeMii imeniA.B.HexxaanoBoi

I'epoi T'orosis B My3u4Ho-cueHiYHOMY BTiJIeHHi y BucTaBi «Biii» Onecbkoro HanioHaJdbLHOIO TeaTpy omepH Ta
Oanery

MeTa 1aHOTO AOCIHIKEHHS — BUSABUTH 3HAYEHHEBI HAIIOBHEHHS CTBOPEHOTO 3a My3HKoro B.I'yOapenka i penakumiiHuM
mepenigaM CIKeTy H o0pa3HOro poskiamy moBicTi [orons B cmiBBigHECeHHI 3 «IyxoMm dacy» 3a [.leremeM, ToOTO Yy
BiIOBUITHOCTI 31 CHPUHHSATTAM Cy4acHOTO clyXada-Tisigada. M eToHoJI0riYHa 0CHOBA JOCIIIKCHHS — IHTOHAIIIWHAN MAXIT Y
po3BuTOK inmeil b.AcadpeBa mpo «iHTOHAWIWHWI CIOBHHK eMOXW» B YKpaiHi, K Iie Mae Mmicme B poborax O.Mapkosoi,
O.MypaBcbkoi Ta iH. CTHIBOBMHM KOMIIApaTHB 1 TE€pPMEHEBTHYHHWH, KyJIbTYPOJOTIYHHH METOAM CTAHOBISITH OCHOBY
MY3HMKO3HABYOI'0 aHali3y 0ajeTHO-omnepHoro cuHredy. HaykoBa HOBH3Ha po0OTH — yrepiie 3/1iHCHIOETHCSI HayKOBO-alpoOOBaHa
crpo0a BU3HAYMTH crielu]iky CTUILOBOTO Buxoay iucraBu «Bis» B.I'yoapenka B 2010-Ti six «danTacMaropii» y GpopmymoBaHHi
noctaHoBHMKA [ KoBTyHa. BuCHOBKM.AHaNi3 AEMOHCTpYE MepeBary BUIOBUIIHO-TAHI[IOBAIEHUX BIIPOBAKEHb B OIEpy-0ayeT y
TPamUIifHOMY pO3KJIai KOHIICHTpAIl PO3CMIByBAHOTO Marepiaqy B XapaKTCPUCTHINl MO3UTUBHOIO Hayajga BUCTAaBH 1
TaHIIOBAIFHOTO B TIOJaHHI JIEMOHIYHO-(DAHTACMAropifHOTO KOJMIUIEKCY Mii, NPHYOMY, CIOKETHO-CIICHIYHI YCKJIaJHEHHS
BUOY/IOBYIOTBCS. MUHAIOYM MY3UYHUI TEMaTH3M SIK TaKWi, CTBOPIOIOUH Ty IepeBary BHOBHUIIIHOCTI, 110 MTOKa30Ba Oyla JuIs Orepu
06apoko W pPOMaHTH3MY 1 sIKa ONMHMIIACSK NPHHUHATHOIO Uit cydacHoi aymuropii. ITocranoBka I'KoBryHa cummnromarhuHa Iuist
MOCTMOJICPHICTCHKOTO TSDKIHHSA 10 BHJOBHIIHOCTI, Y HiM BiICYTHI MicTepiaibHI acomiamii, Taki NMOKa30Bi Ul MOpaJIbHO-
peuiriitHoro nagocy TBopis M.B.T'orosns.

Koiouosi cioBa: xaHp B My3ulli, orepa-0aJiet, HOCTaHOBKA OIEpH, MicTepisl, BUAOBHUIIHICTb ONepru-0apoko

Kaoanyesa Hamanusn bopucosena, conuctka OfecCKOro HaIllMOHAJIBHOTO Tearpa onepsl u 6anera, Couckarenh Omecckoit
HaIMOHAILHOW MY3BbIKAIBHOHN akagemun nmeHu A.B.HexmanoBoi

I'epou I'oroJisi B My3bIKaJbHO-CHEHMY€CKOM BOILIOIEHUH B cnieKTakJe «Buii» Onecckoro HaMoHAJILHOTO TeaTpa
omnepsl U faJiera.

Ieab naHHOTO WCCIENOBAaHUS — OIPENEIUTh CMBICIOBBIE HAIOIHEHHS CO3JaHHOTO 1o My3blke B.['ybapenko wu
PEeNaKIMOHHBIM HPeoO0pa3oBaHMAM CIOKETa W OOpPa3HOTO packiajga MOBECTH [Orojisi B COOTHECEHHH C «IyXOM BPEMEHH» II0
I'Teremto, TO €cTb B COOTBETCTBUH C BOCHPUSATHEM COBPEMEHHOIO CIyIIATeNnsA-3puTens. MeTomoaormyeckass OCHOBa
HCCIIEI0BaHNS — MHTOHALMOHHBIA TOX0A B pa3BuTHe naei b.AcadpeBa 00 «MHTOHAIIMOHHOM cJIOBape SIOXH» B YKpauHe, Kak
3T0 umeer Mecro B paborax E.MapkoBoii, O.MypaBckoii u ap. CruieBoll KoMmapatiB U T'€pMEHEBTHYECKHH,
KYJIBTYpPOJIOTUUECKUI METOJIbI COCTABIISIIOT OCHOBY MY3BIKOBEIUECKOTO aHasiu3a OaleTHO-onepHOro cuHTe3a. HayuHast HOBH3HA
paboThl — BIEpBBbIC MPEANPHHUMACTCS HAyYHO-alpoOMpOBaHHAsI IOMBITKA OINPEACIUTh CHEUU(HUKY CTHIEBOTO BBIXO/A
nocranoBku «Busi» B.I'ybapenko 2010-x xak «hanracmaropun» B hopMynnpoBke nocraHosiiuka [.KosryHa. BeiBoabl. AHanu3
JIEMOHCTPUPYET NpeodIagaHne 3pEeIUIIHO-TaHIEBAIbHBIX BHEIPEHUH B ONepy-0aneT B TPAAUIIMOHHOM pPacKia/e KOHICHTPAIlun



pacreBacMoro Marepualla B XapaKTEPHCTUKE IIOJIOKUTEIBHOIO Hadaja CIIEKTaKiIsd M TAHLEBAJIBHOTO B MOAa4e NEMOHUYECKHU-
(haHTaCMaropuitHOTO KOMIIJIEKCA ICHCTBHSA, TIPHUEM, CIOXKETHO-CLICHNIECKUE YCIOKHEHNUS CKIIAIBIBAIOTCS] IOMUMO MY3BIKAIBHOTO
TeMaTH3Ma KaK TaKOBOTO, CO3[aBas TO NpeoONafaHue 3pENUIIHOCTH, KOTOpasl MOKaszaTelbHa OblIa Ui ONephl OAPOKKO U
pOMaHTH3Ma U KOTOpas oOKas3ajach MpUEeMIIeMON s coBpeMeHHOH ayautopuu. IlocranoBka I'KoBTyHa cuMnTomarudHa s
MIOCTMOJCPHUCTCKOM TITM K 3PEIMIIHOCTH, B HEH OTCYTCTBYIOT MUCTEPUAIbHBIE aCCOLMALUHU, CTOJb IIOKa3aTelbHbIC IS
HpPaBCTBEHHO-PEIUIHO3HOro nadoca counnenuit H.B.Toros.

KoroueBble cjioBa: sxaHp B My3bIKe, orepa-0aeT, OCTaHOBKA OIepbl, MUCTEPHS, 3PEIHIIHOCTH ONEePhI-0apOKKO

The relevance of the topic declared is determined by the demand for a work that has
been repeatedly taken to be staged in theaters of the country, staged twice in Odessa National
Academic Theater of Opera and Ballet, in the 1980s — and in the last 2016™ — 2017"™. The
connecting link of the staging decision in this creative team is the work of the main
choirmaster of this theater, Honored Artist of Ukraine, the highly talented musician L.M.
Butenko. It is his musical and organizational "word" that defined the original structure of the
scoring of opera-ballet in the 1980s. The original — because there was no temptation to sink
into "Gogol's devilry”, Gogol's spirituality prevailed, musically focused on the sound of
choruses. In the recent years among versions of "Viy" staged — new stage decisions are
obvious. As explained by the director G. Kovtun, the version of the opera-ballet that existed
in the theater was corrected by new materials:

"At the end of his life Gubarenko wrote choreographic scenes based on opera-ballet
music. It seemed to me interesting to combine opera-ballet and choreographic scenes. The
performance is filled with mystical meanings, which are transmitted through music, painting,
choreography, voice" [7].

These expressive confusions gave rise to the plot transformations in the stage director's
fantasy, supplementing the Gogol's genius with a new portion of the “"phantasmagoria” — in
the events as well as in the subject matter of the characters. There was a collage of
techniques in which the operatic vocal scope was openly separated by the ballet-spectacle.

The purpose of this study is to determine the semantic content of the created based on
the music of V.Gubarenko and the editorial transformations of the plot and the imaginative
layout of Gogol's story in correlation with the "spirit of the time" according to G.Hegel [2],
that is, in accordance with the perception of the modern listener-spectator. The
methodological basis of the research is the intonational approach to the development of
Asafiev's ideas about the "intonational dictionary of the epoch™ in Ukraine, as is the case in
the works of E. Markova, O. Muravskaya etc. Stylistic comparative and hermeneutic,
cultural methods form the basis for the musicological analysis of the ballet- operatic

synthesis. The scientific novelty of the work — for the first time a scientifically-tried attempt



has been made to determine the specificity of the stylistic output of staging of Viy by V.
Gubarenko in 2010 as "phantasmagoria™ in the formulation of the stage director G. Kovtun.

As it is known, the original compositional version, presented by V. Gubarenko based
on the novel by N. Gogol, is an opera-ballet, in which a certain balance of phantasmagoric is
laid — and the mundane devilish temptation in life, which the hero could not stand. Of
course, in the libretto of M. Cherkashyna and L. Mikhailov, this Christian moralizing
principle is muffled, emphasis is placed on the comic "relief" of the relation of the seminarist
philosopher Homa Brutus to the church strictures of the Confession. And although in the plot
of Gogol's story this turn is also shown, however, the very selection of seminarist
qualification — the philosopher — prepares for the hero's receptiveness to the mystery of the
devil's temptation. But this is a philosopher according the specialization of the senior
seminarist course, as a philosopher-specialist — the hero of the story "is not yet a philosopher,
just learning”. The result is obvious.

Significant is the name Homa (obviously understanding of the Latinized version —
Thomas, clearly in the Christian tradition associated with the apostolic doubting Thomas), as
well as the surname-nickname Brutus (pointing to the historical figure: friend — the murderer
of Julius Caesar). By the same principle, the name and nickname of Homa Bruta's partner —
Tiberius Gorobets, is compiled, in which there is obviously a deliberate combination of
connection with the Greco-Roman names, which received rhetorical content in everyday
phraseology, with a "zoomorphic" reducing motive.

Thus, in Gogol's work, the status and the name of the hero — the philosopher Homa
Brutus is becoming obsolete for the author with a trickster halo: protagonist — antagonist,
but with an obvious inclination towards the second one. Compare with the characters of
"Taras Bulba": the trickster (Rabelaisian!) ambivalence embraces the whole behavioral
totality of Bulba and his sons - but the biblical-sacrificial analogy prevails to Abraham, who
prepares his son for the altar of the Faith. And this is inherent in the name: there is an
obvious decrease in the everyday meaning, correlated with the Belarusian "bulba-potatoes”
etc. Thus there are also mythological high indices: the bull- ox, the totemic heroic sign of the
Indo-Slavic ancestors, which, according to one version, the name U-kraina, "the country of
Wu-U," that is, "the country of bull-ox"; Sanskrit "ba-pa" (according to S. Nalyvaiko) —
tutelar-father [5, p.27].



The life motive of Temptation by Fear determines the plot twists and turns of almost
all fantasy novels "Evenings on the Farm ...", and, above all, "Terrible Revenge", "Nights on
the eve of Ivan Kupala" and, to some extent — all. The composer Gubarenko clearly heard
this "moral call" of the culture of Ukrainians, having built the stage of the Fair (first scene),
in which the festive festivities declare a diversity of life, in which "devilry™ in the form of
cruelly ugly beatings, the phenomena of the devilish beauty of Pannochka and others forms
colorful inclusions in the daily lifeflow.

Ballet "invasions" in the opera performance of the national scene in the first act are
clearly built in the mainstream of "devilry"”, developing the approbated classics of the
Russian opera from M. Glinka: they sing their own, the enemies dance (see the opposition of
the vocal-choral and ballet scenes in "Life for the Tsar" and etc.). Thereabout J. Rossini built
choral-ballet oppositions in "Wilhelm Tell"': the Swiss are characterized entirely by choral
scenes, including a cappella, while the German Nazi Hassler’s camp is represented by ballet
(see Act 3). This approach is opposed to the French sacralization- idealization of the ballet:
"Fenella or the Mute Girl from Portici" F.Auber defines pantomime-dance as an expressive
sphere in the depiction of the main character, while choral numbers represent the
sympathetic environment of the fishermen of Portici, and the administration of tyrants-
Spaniards.

In the production of G. Kovtun phantasmagorial- diavaliada is in the foreground, the
moralizing meaning of persistence in Temptation is drastically removed: the cantal singing of
the seminarians is placed in the purely comedic context of "liberation from science”, and the
morally uplifting principle of cantile "three-part" is emasculated. Thus, N. Gogol is
introduced as an additional character, and, as the "master" of the characters' traits, which
violates the "logic of names" that the writer has outside the author, but the fate of the Over-
forming line of action.

The composer uses Glinka's laid-off overweight of bass parts in the solo hands of the
operatic part of the piece: Sotnik, Dorosh, Svirid, Homa - basses. On the one hand, this
creates a touch of the sonic color of the Orthodox “Angels 'voices”, and, on the other hand,
saturates the character of bass buffoon inversion. In general, there are few cantilines in
music, and it is manifested in the opera-ballet scene, accentuating what, according to the
logic of Gogol's presentation of images, could not take place. These are assigned Homa’s

monologues in the libretto, devoted to the beauty of Pannochka: Gogol, the true expert on the



mental movements of the Ukrainian soul, presenting lovers and admirers of the female
beauty of heroes, extremely stingy in their monologic explanation of these feelings. Such
stressed chastity of statements corresponded to the Cossack-noble morality, a behavioral-
phraseological stereotype in which [6, p. 73] corresponded to the positions of the monastic
prohibition on the gross and sensually-expressed characteristics of anyone.

Introduction to the libretto the vocabulary of seminarians to the glory of Venus, the
expressed admiration of Homa with the beauty of Pannochka does not violate the historical
truth of life, for the pupils of the corresponding spiritual institution received rich historical
and cultural training, including awareness in the mythology of Antiquity. However, the
structure of the national image of students in Gogol's work, with all the demonstrative
comedies in everyday descriptions, is supported by the aforementioned phraseological ethics.
In the libretto, this is broken, captured in the staging details of the "performance based on
works of Gogol and Gubarenko™ at Odessa National Academic Theater of Opera and Ballet.

The "phantasmagoric nature" of Gogol's story "Viy" is based on the clearly realized sin
of Temptation, fear, the plot motive of which has a rich pre-Christian development, as it
touches the deep core of human psychic alignment with the Faith and the Feat, beyond which
it is impossible to specifically human cultureformation. And the essence of this latter is
supported for believers by the Fear of God, which is the opposition to the devil and all
associated "phantasmagoria” [8]. This singularity of the Transformation, which is the core of
the psyche, formed by the Fear of God, is determined by P. Florensky:

"'Gravestone sobbing is the song of Halleluiah ' ... '. Here is an expression in which
one can see the characteristic self-testimony of a cult — any cult, extending a particular case,
as an example, to other, broader areas ... The inhuman, hopeless, unrevealed darkness of
despair becomes human when it becomes lightened, when it changes, when it passes into
outburst to the Supreme God. The impenetrable cover of the heart's cloud becomes light. Our
sorrow is not abolished, but it is forbidden ... But it requires something different: it is its grief
at the coffin, to transform spiritual joy into the greatest joy ... to transform into praise to Him
. [8, p. 136].

This Transfiguration, created by Faith, defines a special kind of optimism of the story
under consideration — the image of the Faith is depicted in Gogol’s works, extends to

creations created under the aegis of Gogol's genius. G. Kovtun clearly ignores this religious



foundation of Gogol's phantasmagoria, when he wrote the corresponding lines in the
explanation of his staging design in the essay "Gogol — the master of phantasmagoria':

"Techniques for the transmission of phantasmagoria are complex, because they have
no real justifications, a logical basis. In my opinion, in 'Viy' the writer managed to create an
amazing contrast between the dark plot and the ironic attitude towards the characters "[7].

It is inaccurate indication that the methods of transferring phantasmagoria "have no
real basis" — their reality is in the indestructible logic of psychological stereotypes of cultic
human actions. Secondly, it is unfair observation as it was mentioned above in the
presentation of the mythological positions of the Faith and Feat regarding "the contrast of a
gloomy plot and an ironic attitude toward characters”. Certainly, the music by V.Gubarenko
has an excuse for such a kind of "hyper-irony" in the presentation of characters: a monologue
of fascination with Pannochka’s beauty (cc.102-112), which fairly contains psalmody
rehearsals and the effects of hidden polyphony (a sign of scholarism!) In the voice of the
melody — in general presented in ... the rhythm of the waltz.

This extra-historically given dance index creates an ironic turn that is only partially
overlapped by the semantics of cantus genre, which is guessed in the texture of the
monologue, in which, in general, the parallel sounding of lines in high tessitura is
superimposed on the vocal - bass — Homa’s party. The meaning of the cantus "tree parts"
with the free bass of the indicated textural solution of the monologue of the protagonist is
affirmed when the high "voices" of the instruments are soprano and alto sympathetic to
scenic events of seminarists, in other scenes represented by different tenor-bass timbres.

In the purity of the genre representation, the cantus is revealed — and it sounds
wonderful, especially in the choral decision of the conductor-choirmaster L. Butenko! — in
the final stage of the first scene, during the appearance of seminarists on the stage, when the
Tiberius-Homa-Tit ensemble is superimposed on a powerful layer of the male choir.
However, the "strangled"” text in the derision of the scholarship of the seminarists is already
on the conscience of the librettists and the composer who accepted it. The cantus texture is
also found in the monologue of Homa in the second scene (*You tell me, nightingale, the
truth™) — at the time of the call of a beloved (see 2 bars before and 8 after verse 255, 261).
Rondo-shaped, the above-mentioned monologue stands out in a peculiarly built-up theme-

refrain (verse 247, also 249, 251, modified — on page 258): a rhythmic figure-ostinato in the



alternation of a quintuple- and quadruple bars (J. | | | | ) with the outlined in texture
interval characteristics of the quints and quartes.

Melodic "swinging" on the quintuple form in the mentioned refrain theme appeals to
the rhetorical symbolism of the given interval as the imprint of beauty, while the quartic
constructions are given in the form of a fourth chord (f-h-e’ in verse 247, fis-h-e’ in verse
251, es’-as’-b’-es? in verse 258), penetrating into the Diavaliada of the ballet-pantomime
scene "The Flight of Homa with the Witch" (rhythmically, here it's simpler, it's like
"mephisto-waltz" for 6/8), and the same fourth chords sound like a bell ringing of the Dawn
that completes the composition. Thus, quart structures fit organically into the rhetorical
symbolism of quartic constructions as Principles, that is, showing high abstractions of the
artistic expression of Sense.

The stage director Georgy Kovtun explained the source of his concept of the staging of
"Viy"™:

"The first staging of "Viy" in 1984 is well known to the Odessa audience, so | decided
to take a look at the background of the relationship between Homa and Pannochka. At the
end of his life Gubarenko wrote choreographic scenes based on opera-ballet music. It seemed
to me interesting to combine opera-ballet and choreographic scenes. The performance is
filled with mystical meanings, which are conveyed with the help of music, painting,
choreography, voice ... Nikolai Vasilievich Gogol is immersed in the performance, being his
main character in the play. He creates his characters, who are born out of his consciousness
and, finding their life, come into conflict with the author himself "[7].

References to Gogol's participation as a performance character are inaccurate, since
this kind of character appears in Prologue, at the end of the third picture and in the play's
code, turning into an ugliness of the demonic mystification of action-Transfiguration angle of
foreshortening of Gogol's phantasmagoric plots is completely discarded. It is significant that
in the musical design of Pannochka, a character dancing and completely not singing, a
special role is played by ... waltz. The waltz in Ukrainian, as well as in Russian tradition, is
marked with features of idealization — the "Russian” waltz raised on the shield by the
Moscow biedermeier of the first half of the 19th century on a romance basis, reaches the
apogee in the work of P. Tchaikovsky in the presentation of morally perfect manifestations of
the soul and bodily plastique. As noted above, Gubarenko offers waltziness in a demonized

angle for the first time in Ukrainian and Russian music.



This is the dance-agitato Pannochka at the end of the first scene (verse 167), which
turns out to be a motor-instrumentalized refraction of the waltz movement of the arias in the
mouth of Homa admiring Pannochka. This arioso sounds twice: at the time of the
presentation of the "comedy" (verse 102-112) and at the conclusion of the scene (verse 156-
159), thereby acquiring a thematic meaning. And as a scherzo variation on this a cry from the
heart of seminarist appears the abovementioned waltz solo by Pannochka. The same
demonized waltz stream is found in the scene of Pannochka with sleeping Homa (verse 263),
and the purely ballet solution of Homa's flight with the Witch (verse 279-282) demonstrates,
as noted above, the purity of the genre demonstration of "Mephisto Waltz" at 6/8.

Completing the stage Moderato-Doloroso (verse 301-305), following the suite of
Nocturne-extravaganza of summer night (verse 283), marked by a waltziness of 2/2, then
waltz movement in its proper sense (verse 291-297), sets the priority of "demonic waltz ",
but in this case — in the vocal fracture of the Homa's party. And the same type of dramatic
sounding of the waltz image opens the third scene, the mourning of the deceased Pannochka
in the first and third scene, determines the expressiveness of Sotnik's monologues in the first
and fourth acts of the third scene (verse 352-362, 384-394). The same scherzo-waltz is found
for the last time in the music of the opera in the monologue of Homa at Pannochka's coffin
(verse 405-410), which is transformed into an ostinato "leaps" at 6/8 time (echo of the
above-mentioned Mephisto Waltz).

The quartet-burial service (verse 364-372) is built on rhetorical themes-symbols-the
themes of the Cross (see the points of reference in the melody of Homa's chant from 364-es-
c-c'-b) and Repentance in the sequence catabasis (see outgoing sequences b-as-g-f-es, ces'-b-
as-ges), creating an oasis of Christian morality in the musical expression of the characters.
The presence of the contour of the Cross in the initial melody motif determines the signs in
the last hidden polyphony as a sign of churchliness and scholarship. This same texture-
melodic type marks the trio-hint of the Bublichna-Svirid-Dorosh in the final scene (before
verse 449)

The step-running of the evil in the final scene is represented by ostinato pulsations in
quarters, at the culmination (verse 431), followed by the motor equivalent of the rhythm-
motivating glow comparable to the figure of glory or the canting rhythm of alternating half-
length and two-quarters. It is this latter that emerges in the bell ringing of dawn in the final

sounds of the opera-ballet (or ballet-opera according to the predominance of dance-



pantomime scenes) in the form of a ratio of the whole and two half, that is, in the rhythmic
increase of the cantus figure.

The analysis made shows that the work presents not so much characters but the
projection of a typology of expression into one or another character. This is the cantus-form
given in the texture refraction of the parallelisms of the upper voices with the free bass, and
also in the form of archetypal motifs of the cantus rhythm. This cantus sphere characterizes
mainly Homa and his entourage, marking the indicator of Christian morality, outside of
which N.Gogol's product loses its core plot and psychologically-expressive signs. The
opposite is the dance rhythms of waltz, represented in the hypostasis of Mephisto Waltz
sonorities and ostinate pulsations. This ratio of thematic flows is rather anachronistic, but it
signifies clearly the good-evil opposition in the event-personal interweaving.

The analysis demonstrates the predominance of spectacular and dance
implementations in opera-ballet in the traditional concentration of the singing material in the
characteristic of the positive beginning of the play and the dance in the presentation of the
demonic-phantasmagoric complex of action, moreover, the plot-scenic complications are
formed in addition to the musical themes as such, creating the predominance of
entertainment, which was indicative for the opera of Baroque and Romanticism and which
proved to be acceptable for a modern audience. The staging of G. Kovtun is symptomatic for
a postmodernist craving for entertainment, there are no mysterial associations that are so
revealing for the moral and religious pathos of Nikolai Gogol's pieces of writing.
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