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FEATURES OF OPERA PLOTOLOGY IN THE WORKS OF THE RUSSIAN
COMPOSERS OF THE XIX CENTURY

The purpose of the article is to discover the literary inspiration of operatic plotology in the works of Russian composers
of the classical age, the primary influence of the "Pushkin word" on Russian operatic poetry. The methodology of work involves
the use of philological and aesthetic approaches in the stream of operalogy. Scientific novelty consists in the development of the
category of plotology on genre and compositional-stylistic musicology levels. The cognitive attitude to the operatic plot as a
synergistic phenomenon that transforms interspecific artistic interactions into a new musical-figurative integrity of the operatic
text is introduced. Conclusions. The literary work most of all predetermined the selection of themes and stories of operatic
creativity in Russian music. However, the criteria for their embodiment in music proved to be the genre conditions of the opera,
thus the opera was capable of its own plotology, based on musical-dramatic reincarnations and the connections of images. The
purpose of Pushkin's stories is revealed as the discovery of the aesthetic and axiological paradigms of artistic content, the
formation of those actant models that are closest to the root issues of the historical cultural self-dialogue.

Keywords: operatic plotology, operatic poetry, Russian music, cultural consciousness, "Pushkin's word", value-aesthetic
paradigms.

Ban Jlynuyans, 3000ysau kageopu icmopii mysuxu ma mysuunoi emuoepagpii OHMA im. A. B. Heacoanosoi.

Oco00,1MBOCTI ONEPHOI CI0kKeT0JIoTil B TBOPYOCTi pocificbkux kommo3utopis XI1X cromirTs

Mera crarTi — BHUSABUTH JIITEpPAaTYpHY IHCIIpAIi0O ONEPHOI CIOKETOJIOTII B TBOPUYOCTI POCIMCHKMX KOMIIO3MTODIB
KJIaCHUYHOI J10OM, IEepLIOYEproBUil BIUIMB «IYIIKIHCHKOTO CJIOBa» Ha pOCIcbKy omepHy mnoeTtuky. MeromoJoris po6oTu
nependavae 3acTOCyBaHHA (iJIONOTIYHOTO Ta €CTETHYHOTO IIIXOMIB y PiduIi omepo3HaBuoro. HaykoBa HOBH3HA TOISTaE y
PO3BUTKY KaTeropii CIOXKeTOJIOTi] Ha ’KaHPOBOMY Ta KOMITIO3HIIIITHO-CTHIIICTHIHOMY MY3MKO3HaBUOMY PiBHSX. 3alpOBaKYETHCS
Mi3HABANBHE CTABICHHS JIO OTIEPHOTO CIOKETY SK IO CHHEPTIHHOTO SBHINA, IO TPaHC(HOPMYE MIKBHIOBI XYIOXHI B3aEMOJIl y
HOBY MY3WYHO-00pa3Hy IUTICHICTh ONEPHOTO TeKcTy. BucHoBKH. JliTeparypHa TBOPUICTh HAWOLIBIIE 3yMOBHIIA BilOIp TeM i
CIOXKETIB OTIEPHOi TBOPYOCTI B POCIHCHKIA MY3HIIi, OJHAK, KPUTEPiIMA BTUICHHS IX B MY3HWIll BUSBIINCS CaMe YXaHPOBI YMOBH
orepu, BiJITaK Orepa BUSIBHIJIACH 3[aTHOIO JIO BJIACHOI CIOKETOJIOTI], OCHOBAHOT Ha MY3WYHO-APaMaTypriyHUX MEpPEeBTIJICHHIX Ta
3B’s13kax 00pa3ziB. [Ipr3HaUYeHHs MyHNIKIHCHKUX CHOKETIB PO3KPHBAETHCS SIK BIAKPHUTTSI €CTETUUHHMX Ta aKCIONOTIYHUX Hapaurm
XY/I0KHBOTO 3MICTy, (OPMYyBaHHsS THX aKTAaHTHHX MOJeJed, 10 HailOnmk4e MiIBOISATH O KOPIHHHUX IHMTaHb ICTOPHYHOTO
caMoJiasiory KyJIbTypH.

Kiro4oBi cioBa: onepHa CIOKETOJIOTIs, ONepHa MOETHKa, POCiiCbKa My3HKa, KyJIbTYPHa CBIJIOMICTb, «ITYHIKIHCHKE
CJIOBOY, LIIHHICHO-ECTETUYHI ITapaJiurMu.

Ban Jlynuyans, couckamens kagedpsl ucmopuu my3viku u my3vikanivhot smuoepaguu OHMA um. A. B. Heswcoanosoil.

Oco0eHHOCTH ONEPHOIi CI0KETOJIOTHH B TBOPYECTBA PYCCKHX KOMIO3UTOPOB XIX Beka

Leab craTbu — BBIBUTH JIMTEPATYPHYIO WHCIIMPALMIO ONEPHON CIOXKETOJIOTHMH B TBOPUYECTBE PYCCKHX KOMIIO3UTOPOB
KJIACCHUYECKOM 3I0XH, IEPBOOYEPEAHOE BIHMSIHUE «IIYIIKHHCKOTO CJIOBAa» HAa PYCCKHH ONEpHYIO NO3THKY. MeToaoorust paboTsl
IpeycMaTpuBaeT NPUMEHEHHE (UIIOIOrMYECKOr0 M 3CTETHMYECKOro II0/IXO0/0B B pycie omnepoBeneHus. Haydnasi HoBH3Ha
3aKJIIOYAeTCSl B PA3BUTHUU KATETOPWUH CIOXKETOJIOTHM Ha YXAHPOBOM M KOMIIO3HUITMOHHO-CTHIIUCTHYECKOM MY3BIKOBEAYECKOM
ypoBHSX. Pa3BuBaeTcs MO3HABAaTENFHOE OTHONICHWE K OINEPHOMY CIOXKETa KakK K CHHEPrHHHOMY SIBICHHIO, KOTOPOE
TpaHC(HOPMHUPYET MEKBHUIOBBIE XYIOXECTBEHHBIE B3aWMOJICHCTBHS B HOBYIO MY3BIKAJBHO-OOPA3HYIO ILEIOCTHOCTH ONEPHOIO
TekcTa. BoiBoabl. JluteparypHOe TBOpPUECTBO OOYCIIOBHJIA BHIOOP TEM M CIOKETOB OMEPHOTO TBOPUYECTBA B PYCCKOH MY3BIKE,
OJIHaKO, KPHUTEPHUSMH BOIUIOIIEHHUS WX B MY3bIKE CTald MMEHHO >KaHPOBBIE YCJIOBHS OIEpHl, IO3TOMY OIlepa OKa3ajach
CHOCOOHOH K COOCTBEHHOM CIOXKETOJIOTMH, OCHOBAHHOM Ha My3BIKQJILHO-APAMaTyprUiecKUX II€PEBOIUIOMICHUAX U CBA3AX
o0pazoB. HaszHaueHnme NYMIKMHCKUX CIO)KETOB PAacKpBIBAETCS KaK OTKPBITHE 3CTETHUECKMX M AKCHOJIOTHYECKHUX HapaIurm
XY/I0’)KECTBEHHOT'O COJIEp)KaHMs, (POPMUPOBAHUS TEX AaKTAHTHBIX MOJIENIEH, KOTOpble ONM)Ke BCEro IMOJBOISAT K KOPEHHBIM
BOIPOCaM HCTOPUUECKOTO CaMOHMANIora KyJabTyphl.

KiroueBble coBa: onepHas CHOKETOJIOTHs, ONEPHAs MO3TUKA, PyCcCKasi My3bIKa, KyJIbTypHOE CO3HAHME, IIYHIKHHCKOE
CJI0BO», [IEHHOCTHO-3CTETUYECKHE TTapaJUTMBI.

The relevance of the topic of this article is due to the fact that the category of plot
study has not received sufficient application in musicology yet, particularly in opera study,
although it is widely accepted in literary criticism (V. Propp, V. Shklovsky, B.
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Tomashevsky, M. Bakhtin, Yu. Lotman, and others contributed to it) as an approach aimed
at studying the plot and method of narration, the ratio of the material and the structure of the
narrative text, and so on. This notion (or its substitute “narratology”) also indicates the
systematization and vocabulary reproduction of constant expressive technigques, syntagmas,
meaningful units of different levels in verbal works, that is, it acquires a rather broad and at
the same time operational meaning. This direction is relevant and promising for modern
opera study because it allows to determine the most specific indicators of the genre form of
opera, due to a special type of interaction with the word, primarily as a general “figurative
and semantic program”, aesthetic-value choice.

The selectivity that the operatic semantics manifests begins with the processing of the
word as a common name and the choice of a theme and characters. The opera plot is formed
from here in close contact with the verbal source, which is sometimes literally plot.
However, involving a literary text directly, the opera re-formats it in the context of its own
drama and compositional tasks. The operatic text, that acts as a contextual prerequisite for a
literary source, absorbs and completely assimilates the expressive and semantic projections
of the latter, repurposing figurative solutions, sometimes radically changing their aesthetic-
evaluative moduses.

Hence the importance of studying the dialogue that is formed between the literary and
musical operatic work of the corresponding historical era, when the formation of the national
operatic poetics took place, and the opera genre form invented its own priorities to the
content.

The purpose of the article is to reveal the literary inspiration of operatic plot study in
the works of Russian composers of the classical era, the primary influence of the ‘“Pushkin
word” on Russian operatic poetics.

The main content of the work. The Russian opera formation is a long historical
process, it turns out to be due to the special role of A. Pushkin in the Russian culture at all its
stages and the gallery of themes and images, artistic personalities opened by him, which
become “heroes of their time” together with the author, their creator. It is precisely in
connection with the operatic sphere that the concept of “Pushkin's theme” is spread in
musicology, which is effective both in a narrow compositional and stylistic, and in a wide
aesthetic and ideographic aspects, which can act as a representative of artistic ideas of the

Russian composers’ creativity of the nineteenth century.



The almost universal purpose of Pushkin literature is due to the placement of all the
major trends in the interpretation of verbal logo forms in it - in the direction of the verbal
principle, the “lowered” everyday speech, and in the direction of poetic and high literary
style. Both the poetic and prosaic styles were fully approved by A. Pushkin’s works; the
authorized innovative genre installations used by him gained the value of exemplary for the
Russian opera of the classic-romantic period.

Russian composers, P. Tchaikovsky in particular, often noted the extraordinary musical
character of Pushkin’s words, their ability to “penctrate deep into the soul” regardless of
what Pushkin expresses in the form of a verse, this emphasizes the semantic depth and
aesthetic breadth of the artistic space of Pushkin’s poetic works. But Pushkin's prose is no
less “musical” which is distinguished by a special aesthetic harmony, a clear and consistent
composition of basic images, a clear understanding of the imaginative goal such as restoring
of the psychological harmony, caring for achieving a cathartic result with the help of a verbal
form. A directly literary-linguistic and indirectly aesthetic (close to the musical, as it arises
from the intonational combination of words) plans of expressiveness can enter into
contradictory relations in Pushkin's works, which cuts out the spark of the final catharsis.
And this type of composition is more inherent in works with tragic undertone or with a
declared tragic theme. However, the tragic subtext is present in all Pushkin's prose works,
which probably makes it necessary to find an expression of the depths of Russian national
identity in them.

Literary scholars and musicologists write about the rapprochement of A. Pushkin’s
poetic talent and the fate of Russian music in the nineteenth century [1; 4; 5; 10]. Let us try
to summarize their positions and determine the reason for the special figurative and plot
influence of the “Pushkin’s word” on Russian musical culture. A. Pushkin belonged to a
noble subculture but he sensitively perceived ordinary folk life, felt responsible for this life,
the inexplicable “heterogeneous concern”, which served as the main cause of the rebellion on
Senatskaya Square. Pushkin’s work, like his entire fate, turned out to be a continuation of the
phenomenon of Decembrism as a special “gesture of culture” - the gesture of opposition that
signifies the end of this historical epoch and a threshold of another one. No less important is
the fact that A. Pushkin was artistically erudite, he knew the plays of Racine and Corneille,
French and Italian operas, Didlo’s French ballet although with Russian dancers. This should

be noted, since this talented Russian choreographer staged a ballet based on A. Pushkin’s



poem "Ruslan and Lyudmila or the overthrow of Chernomor, an evil wizard" on F. Scholz’s
music in 1821. In this Italian-French-German atmosphere in which he was immersed,
Pushkin singled out and cultivated the sprouts of Russian intonation in music. That’s why his
approach to M. Glinka became so natural.

They met in 1828 and M. Glinka reports this in his “Notes”: “About this time I often
met with our famous poet Alexander Sergeevich Pushkin, who had visited his brother, in our
boarding house before, and used the acquaintance with him until the very end” [3, p. 182].
And we read something mysterious in the next paragraph of memoirs: “I spent about a day
with Griboyedov (the author of the comedy “Woe from Wit”). He was a very good musician
and gave me the theme of a Georgian song, to which A. Pushkin wrote the romance “Don't
sing, beauty, in front of me”” [3, p. 183]. If we consider that Glinka first composed the
music and then selected the lyrics for the created music, then the circumstance noted above is
true. There is a remarkable detail that shows the composer’s particularly respectful attitude to
the great poet: in M. Glinka’s memoirs all his friends and acquaintances are mentioned
exclusively by last names without initials. And only A. Pushkin, even when recalculated
with other surnames, is always distinguished by the composer by the presence of initials, and
in the text quoted above with his full name and patronymic.

The composer wrote 10 romances to the words of A. Pushkin, most of which were
created after 1837. Probably, for some of them Pushkin’s text simply fitted the existing
music. The famous romance "I Remember a Wonderful Moment", inspired by Pushkin's
poems, was the exception of this method of vocal works creation.

M. Glinka was slowly moving to the creation of the opera “lvan Susanin”. But the main
grain of the plot was already formed by the composer from the very beginning of the idea of
the opera: “the idea to oppose Russian music with Polish”. In the music of the opera this
opinion was realized as follows. Everything Russian is expressed by extended, intimate
intonations, simultaneously carried out by inner confidence and unusual strength. All Polish
Is represented almost exclusively by intonations and rhythms of dancing. Moreover, these
intonations bear an pronouncedly one-sided psychological burden of an exaggerated nature:
pompous, "snobby" polonaise; "twirling”, nervous "marvelous” mazurka intonation;
militantly-boastful Krakowiak and the like. On the one hand, it is an order, peace, tranquility,
warmth in the musical display of the “Russian camp”. On the other hand, vanity, evilness

and aggressiveness in display the “Polish camp”.



The composer reflected this core content in the music of the opera; it was precisely its
exact reflection that he fought while editing the verbal text. V. Zhukovsky, despite being
busy, had to coordinate work on the libretto, and A. Pushkin himself had to intervene. One of
Zhukovsky’s notes to Pushkin (1835 or 1836) survived: “Glinka, Odoyevsky and Rosen will
come to me in the evening at about ten for a meeting. You are needed here. Come, please.
Come by all means” [1, p. 92].

So the poet unwittingly became the unofficial co-author of the composer, especially
with regard to the core content of the opera. Because the “Polish camp” is the personification
of the whole Europe, and the main content of the opera is the initial opposition of Russian
culture and European civilization.

In 1842 M. Glinka completed his second opera “Ruslan and Lyudmila”, initiating the
genre of the Russian heroic and epic mythologized opera. It is directly dedicated to the
memory of A. Pushkin and becomes the first operatic memorial to the great poet.

This opera, as well as the opera “Ivan Susanin”, is inherent in the end-to-end musical
development of the symphonic type. The composer rejected the humorous tone peculiar to
the literary source, discovered and developed an epic beginning deep in Pushkin's poem. The
opera has become a symbol of the heroic Russian spirit, the triumph of good over evil, all-
conquering love, that are revealed in the panoramic pictures of the stage action. V.
Odoyevsky noted: “a luxurious flower has grown in Russian musical soil - it is your joy,
your glory ... Take care of it: it is a delicate flower and blooms once a century” [5, p. 19].

A wide unfolding of “Pushkin theme”, opened in Russian music by M. Glinka, was
extended by his closest heir and student A. Dargomyzhsky. He was not familiar with A.
Pushkin as closely as his spiritual master, but also idolized the poet. If Glinka, in his position
in Russian culture and the gift of value universality, developed an epic understanding of
literary ideas in opera, then Dargomyzhsky chose the direction of psychologization,
characteristic deepening of operatic images, there is an increase in the lyrical and tragic
semantics of the operatic genre from this side. Predicting the melodious innovations of M.
Mussorgsky, he seeks to reflect the peculiarities of the popular “colloquial” language, to
reveal the tragic intentions of the Russian cultural consciousness as the most truthful and
realistic in the musical intonation. ("'l want the sound to express the word directly. | want the
truth".)



For the first time the theme of social inequality directly sounded in the work of A.
Dargomyzhsky, the pain for the humiliated little man, preoccupied with the life problems, is
reflected. His musical creativity is consonant with the literary works of N. Nekrasov, the
artistic works of I. Repin and the Wanderers.

The musical embodiment of Pushkin's poetry took the leading place in the composer's
work. All his great musical and stage works are based on the ideas of the great poet. The
opera in the genre of the folk-everyday drama "Mermaid" (1843-1856) is the most
significant of them, using musical means he was the first of the composers who revealed the
deeper meaning of each word, in the musical language he conveyed the most subtle nuances
of human experience, added an acute social orientation to Pushkin’s text. And all this is
based on the Russian folk song and Russian romance lyric poetry [2, 5].

The composer’s second genre opera discovery is the unfinished opera “The Stone
Guest” (1867-1869), written on an unchanged author’s literary text (for the first time in
world practice). The composer achieved continuous musical development of the action,
created a sample of recitative-arioso declamation that allows to convey the psychological
details of Pushkin's images. Dargomyzhsky also created the cantata “The Celebration of
Bacchus" (1843) on Pushkin’s texts and, on its basis, the opera ballet of the same name
(1848, staged 1867). 20 romances and vocal duets on Pushkin's words are examples of the
soulful lyrics and deep musical interpretation of the text. M. Mussorgsky called this
composer “the great teacher of musical truth” [2, p. 90].

In addition to M. Mussorgsky and P. Tchaikovsky, we can’t avoid mentioning N.
Rimsky-Korsakov in the musical collaboration with Pushkin. His opera-tales "The Tale of
Tsar Saltan” (1899 -1900) and "The Golden Cockerel™ (1906-1907), which grew out of
"Ruslan and Lyudmila" by Glinka, entered the golden fund of Russian music. The first one
was created on the 100th anniversary of A. Pushkin’s birth. The composer wrote the cantata
"Song of the Wise Oleg" for this anniversary. “Mozart and Salieri”, another opera by
Rimsky-Korsakov (1897), was written as a continuation of A. Dargomyzhsky’s genre
innovation on Pushkin’s unchanged text of the “little tragedy”. The role of Salieri was
performed by F. Chaliapin at the premiere in the Moscow Private Opera.

The transfer of the figurative accents to the piano party, brilliance of harmony,
melodious melodeclamation are characteristic of the composer’s romances. He wrote 20

romances to Pushkin texts, many of which are outstanding examples of heartfelt lyricism



(“Don't sing, beauty, in front of me”, “On the hills of Georgia”, “Clouds fly away”, etc.). He
embodied A. Pushkin’s poem “The Prophet” in music vividly and convincingly. This arioso
for bass was later orchestrated and F. Chaliapin loved to perform it. The romance "For the
shores of the distant homeland" is interpreted as a detailed ballad; A. Borodin’s romance was
written a year before on the same words [2].

Rachmaninoff’s work occupies an important place in the musical creative work based
on Pushkin’s poems [9; 10]. His first youthful work, the opera “Aleko” (1892) bears the
traces of Rachmaninoff’s individuality. It was a graduate work at the Moscow Conservatory,
which brought him 5+ and a gold medal. P. Tchaikovsky was present at the exam, he
predicted a great future for Rachmaninoff and drew 3 more pluses to the mark in the register.

The composer develops a declamatory principle in the vocal part of “The Miserly
Knight” on the text of Pushkin's little tragedy (using the “Stone Guest” by A. Dargomyzhsky
as a genre prototype), but he transfers the center of gravity of musical development to the
orchestra accompaniment.

A special attention should be paid to the new quality of musical drama in 19th century
Russian operas written on A. Pushkin's “little tragedies”, which is due to both the search for
dramatically enhanced, psychologically expressive musical compositional form of the opera,
and the features of the verbal-poetic Pushkin’s text.

According to the comparison of the texts of the literary source and their operatic
interpretation, the text of the play “Feast during the Plague” remains entirely unchanged in
the opera by C. Cui. In the text of Rachmaninov’s opera a series of lines of a minor character
- servant Ivan, as well as Albert’s and the old Baron’s, are reduced that could lead away from
the development of the main theme - the over-image. The desire for special speed of
character development explains the reduction of lines in Salieri’s monologue. In “The Stone
Guest” the changes concern the replacement of one verbal expression by another, which is
connected with the special attention of Dargomyzhsky to the interaction of vocal and verbal
intonation. The recitative style of the “little tragedy” is clearly felt in “The Stone Guest”.

Although it is quite difficult to imagine the cooperation of a composer of great talent
with a playwright-poet of the same level, however, if four Russian composers (A.
Dargomyzhsky, N. Rimsky-Korsakov, Rachmaninoff, C. Cui) appeal to the texts of
Pushkin’s plays, such cooperation not only becomes possible but also allows you to fully

disclose the greatness of the poet's intention, therefore, to reveal not only his equality but



also the leading role in the co-creative dialogue of music and poetry. Of course, the
expression “creative equality” should be correlated with the fact that opera, in whatever form
it was written, is predominantly a musical genre, and the composer must ensure his
musicality, which means to transform the verbal-poetic intonation into a musical one, to
dissolve the word in musical sound overcoming verbal meanings, resisting their vital use,
raising the communicative functions of verbal expression.

But this transformation should not interfere with the content of the word and the
expressiveness, the significance of the plot of the opera. This is probably why the
significance of Pushkin word required such an intonational form that would emphasize its
expressiveness, ensure its tangibility; such a form could be a declamatory-recitative, with a
predominantly syllabic ratio of verbal material and musical sound.

It is not a coincidence that the better the libretto, the less it is separated from the
music, and the more the stage dramaturgy is organic, the closer it is to the musical drama.
Russian operas on the texts of the “little tragedies™ are a good confirmation of this. At the
same time, the thought that creative dissolution of one of the co-authors in another cannot
give full artistic results in the work on the opera seems to be true, because artistic innovation
must inevitably touch all elements of opera creativity. Because of this, the musical
interpretation of images, the ideas of Pushkin's works introduced a number of new semantic
accents while preserving the structure and content of the literary text, because it was carried
out in a new cultural-historical and musical-stylistic context.

In the second half of the nineteenth century, the development of Russian music
language was entirely subordinate to the joint task of the historical unity of music as an
artistic form and the search for universal components of stylistic experience. This task is
connected with the persistent pursuit of synthesis as a new “compositional harmony” of
various ways of musical formation.

This synthesis is carried out at different levels. So, in S. Taneyev's symphonies, there
is a special type of “synthesizing themes” (mostly in the final chapters), which combine
different musical material not only vertically (in a known polyphonic way), but also
horizontally (Taneev’s author’s discovery). This compositional technique enhances the
impression of solidity to which the composer aspires in the finals, as well as in clarifying

concept of general climaxes.



A broad stylistic synthesis is the center of Rachmaninoff's musical thinking. In his
work musical symbols of the largest historical volumes and national distance (“big
symbolism” of culture) are equally important: everyday significant intonations, the Dies irae
motif, the “school language” of Russian music (stylistic phenomena relevant to St.
Petersburg and Moscow schools).

The tragedy is widely understood as a special new synthetic quality of the musical
language in Russian operas of the 19th century written on A. Pushkin's “little tragedies” —
“The Stone Guest” by A. Dargomyzhsky, “Mozart and Salieri” by N. Rimsky-Korsakov,
“Feast during the Plague » C. Cui, most consistently appeared in the style of Rachmaninoff's
operas, first of all in “The Miserly Knight”. Thanks to these works a specific immanent plot
logic of a musical and tragic stage work arises, that determines the unique character of the
named operas, their special place in the history of European musical theater.

Thus, the scientific novelty of this article reveals a new cognitive attitude to the
operatic plot, a special synergy phenomenon that transforms interspecific artistic
interactions into a new musical-imaginative integrity of the operatic text.

Among the conclusions, we emphasize that literary creative works much
determined the selection of themes and plots of operatic creativity in Russian music,
and the purpose of Pushkin's plots is revealed as the discovery of aesthetic and

axiological paradigms of the artistic content of the opera genre.
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