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OPERAS ON GOGOL’S PLOTS IN THE COMPOSITIONS OF CONTEMPORARY
COMPOSERS: FROM LIBRETTO TO THE PROBLEM OF PLOTOLOGY

Research objective is to identify the genesis of opera creativity based on Gogol’s plots in the context of defining
and substantiating the historical conditions and theoretical parameters of the phenomenon of plotology. This
necessitated the development of a typological aesthetic approach to opera plotology, typological criteria for the
study of thematic opera content. The methodology of the work is determined by the interaction of theoretical and
historical approaches to opera plotology,; musicological analytical, aesthetic-psychological, historical, semiological
and textological approaches are noted as presenters. The scientific novelty of the article lies in the fact that it
offers a comprehensive description of operas based on Gogol’s plots as an actual trend in musical art. Along with
this, the article examines the problem of an artistic plot in the light of opera issues and in projection onto the
structural and compositional logic of the opera text. Conclusions. The embodiment of N. Gogol’s works in the
opera genre is becoming an established trend in the development of this genre sphere in the context of the evolution
of world opera. The creative heritage of N. Gogol has attracted and still attracts the attention of representatives
of various national composing schools and different generations. Today, the history of the development of musical
gogoliana has more than a century and a half, and we can confidently speak of its significant influence on artistic
and cultural trends and the musical and historical process in general. On the basis of the analysis of literary
studies devoted to the issues of plot and plotology, the interdependence and dependence of the artistic plot on
the compositional principles of constructing the composition becomes indisputable. It should be noted that this
interdependence can take different forms in different types of art, at the same time it also has common dominant
artistic and ontological features, which are most pronounced in literary and musical works. These forms and
their dominant features should be understood as a system of functioning of iconic complexes and the principle
of organizing individual parts as part of a whole composition, including a comparison of plot episodes, and the
order of reporting the course of events, and the distribution of these events in time.

Key words: Gogol’s plot, opera libretto, plotology, opera drama, musical Gogoliana, interpretation of literary
source.

Ban Ha, 3000y6au kagedpu icmopii mysuxu ma my3uuroi emroepagii Odecokoi HAUiOHAAbHOI MY3UYHOT
akademii imeni A. B. Hexcoanoeoi

Onepu Ha 20204i6CbKi croycemu y mMEOPHOCMI CYHACHUX KOMNo3umopie: 6id aiopemo 00 npobaemu
croxcemoaoeii

Mema pobomu noaseae y 6UsA6AeHHI 2eHe3UCy ONEPHOI MBOPHOCMI HA 20204I6CHKI CHOJICemU 8 KOHMeKCMmi
BUBHAYEHHS U 0OTDYHMYBAHHA ICMOPUYHUX YMO8 | meopemutHux napamempis seuuwa ctoxcemonocii. Ile 3ymo-
BUN0 HEOOXIOHICMb PO36UMKY MUNOAOCIYHO20 eCMEemu4H020 nioxody 00 ONEPHOI CloHcemonoeii, munoaoeiuti
Kpumepii 8UBYEHHS MeMAMUUHO20 ONEepHo20 3micmy. Memodonoeis 00caiOiceHHs BUBHAUAEMbCA B3AEMOOIEHD
meopemu4Ho20 1l iCMmopu4Ho20 nioxodie 0o onepHoi crodcemonoeii; K npoeioHi 8i03HaAUAOMbCI MY3UKO3HAGYU
AHANIMUYHUILL, eCMemUKO0-NCUX0A0IYHULL, iICMOPUYHULL, cemionoeiuHull ma mexkcmono2iyHull nioxodu. Haykoea
HOBU3HA cMammi NOAA2A€E 6 MOMY, W0 8 Hill NDONOHYEMbCA KOMNAEKCHA XapaKmepucmuka onep Ha 20204i6CbKi
croxcemu K AKmyanbHo20 HANPAMY 6 MY3UHHOMY mucmeymei. Boonouac y cmammi pozeasdaemuvca npobae-
Ma XYO0UCHbO20 CHOMCEMY Y C8IMAI ONEPO3HABUUX NUMAHD | Y NPOEKUI] HA CMPYKMYPHO-KOMUO3UUIUHY N02IKY
onepHoeo mexcmy. Bucrnosku. Bminenns meopie M. Toeons 6 onepHomy ycaupi cmae ycmaneHor meHOeHYiero 6
PO3BUMKY OQHOI HCAHPOBOI chepu 6 KOHmMeKcmi esoaoyii c8imogoeo onepHoeo mucmeymea. Teopua cnadujuua
M. Toeons npueepmana i npueepmae ysaey npedcmasHuKie pi3HUX HAUIOHAAbHUX KOMHO3UMOPCLKUX WKIA ma
PIi3HUX nokoainb. Hamenep icmopis po3eumky my3uuHoi eoeosianu HaAiMye edce noHad niemopa cmoaimms,
i 3 YynesHericmio MOJCHA 2080pUMU NPO ii 3HAUHULL 8NAUE HA XYOOJICHbO-KYAbMYPHI MeHOeHUil ma My3u4Ho-
icmopuyHull npoyec 3aeaiom.

Y pesyavmami npoeedenoco ananizy aimepamypo3naguux 00caiodceb, NPUCBAUEHUX NUMAHHAM CHOICEmY
i croucemonoeii, cmae A6HOK B83AEMO3YMOBACHICMb [ 3ANEHCHICMb XYOO0ICHbORO CHOHCEMY 8i0 KOMNO3UUILIHUX
npuHyunie nodydoeu meopy. Bioznauumo, wjo dana 63aEMO3YMOGAEHICMb MoXdce Hadyeamu Di3HUX Gopm Yy
PDI3HUX 8U0aX Mucmeymeda, 800HOHAC MAE [ 3a2anbHi OCHOBHI XY00JICHbO-OHMOAO2IMHI 03HAKU, AKI Hallbinbule
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NPOSBASIIOMbCA 8 AIMEPAMYPHOMY | MYZUHHOMY ME0pax. 3asHa4eHi hopmu i iXHI 20106HI O3HAKU 8apmo pO3Y-
Mimu K cucmemy (DYHKYIOHYBAHHS 3HAKOGUX KOMNACKCI6 | NPUHUUN O0peaHI3auii OKpemMux 4acmuH y ckaaoi
Yin02o0 meopy, W0 8KAUAE I 3iCMABACHHS CHOJMCEMHUX eNni300i8, [ Nopsa0oK noeidomaenHs npo nepebie noditl, i
po3n0din daHux nooditl y 4aci.

Karonosi caoea: coconiscokull crodcem, onepHe aibpemo, crodcemonoeis, onepHa opamamypeis, My3u4Ha
20201iana, iHmepnpemayis AimepamypHo2o nepulooicepend.

Ban Ha, couckamenv kaghedpor ucmopuu my3viku u my3vikanrvHou smuoepapuu Odecckoil HAyUOHAAbHOU
My3vikanbHol akademuu umenu A. B. Hexcdanoeoii

Onepot Ha 20204e6CKUe CIOMCENbL 8 MBOPHECIBe COBPEMEHHBIX KOMNO3UMOPO8: om aubpemmo K npood.ieme
crodcemonozuu

Ileab cmamvu 3ax1101aemcs 6 6vlA6AEHUU 2eHE3UCA ONEPHO20 MBOPYECMBA HA 20201€6CKUe CIONCeMbl 8 KOH-
meKkcme onpedeneHus: U 000CHOBAHUS UCMOPUMECKUX YCAOBULL U MEOPeMUHeCKUX NAPAMempo8 A6AeHUSI CHNCe-
moaoeuu. Imo 00ycao6uso HeodXo0UMOCMb PA3GUMUS. MUNOAOSUYECK020 ICMEeMUHecK020 N00X00a K ONEePHOU
CHOJICemOa0UU, MUNOL02UYeCKUe KpUmepuu U3yeHuss memMamu4ecKoeo onepro2o codepycarusi. Memodoaozcus
uccaedosanus onpedeasiemcs 83aumodelicmeuem meopemu4ecKoe0 U UCMopu4ecko20 no0xo008 K ONepHOll CHo-
Jcemonoeuu; Kak eedyujue OmMe4armes My3vlKogeouecKull aHAAumu4eckKuil, CmMemuKo-ncuxonoeuteckuil,
UCMOPUYECKUTl, CeMUON0UMEeCKULl U meKcmonoeuteckull nooxods.. Hayunas noeusna cmamou 3aKaouaemcs 6
MoM, 4mo 6 Hell npedaaeaemcs KOMHACKCHASL XaPAKMEPUCMUKA onep Ha 20201e6CKUe CIONCembl KaK aKmyaib-
H020 HANPABACHUS 8 MY3bIKAAbHOM uckyccmee. Hapsdy ¢ smum ¢ cmamoe paccmampueaemcs: npoonema xy0o-
JHCECMBECHHO20 CIOJICeMA 6 ceeme ONeposeouecKUx 60NpoCo8 U 6 NPOeKYUU HA CIMPYKMYPHO-KOMNOSUYUOHHYIO
A02UKY onepHoco mekcma. Bovieoodst. Bonaowenue npoussedenuii H. Toeons 6 onepnom dcaupe cmamo8umcs
ycmosisuielics meHOeHyuell 6 pazeumuu 0aHHOU JCAHPOBOU chepbl 6 KOHMeEKCme d80A0UUU MUPOBO2O ONEPHO20
uckyccmea. Teopueckoe nHacaedue H. Tocons npuesekano u npueiekaem eHumanue npeocmasumencii paziui-
HbIX HAUUOHANBHBIX KOMIO3UMOPCKUX WKOA U PA3HbIX nokoaeHui. Ha cecoonswnuii oenv ucmopus pazeumus
MY3bIKAABHOU 2020AUAHbL HACHUMbIEAem Yoice Doaee NOAYMOPA CMOACMUIL, U C YEePEHHOCHbIO MONCHO 2060PUMb
0 ee 3HAUUMEeAbHOM GAUSHUU HA XYO00JNCeCMBEHHO-KYAbMYPHbIE MEHOCHUUU U MY3bIKAAbHO-UCMOPUYECKULL NPO-
uecc 6 yeaom.

B pe3yabmame npogedennoeo anaausa aumepamypogeoueckux uccaedo8anull, NOCEAUECHHbIX BONPOCAM CHO-
JACEMa U CHOACEMOA0RUU, CIMAHOBUMCS OECCROPHOU 83AUMO00YCA0BACHHOCMb U 3A8UCUMOCTb XY00HCECMEEHHO20
crodcema om KOMNO3UUUOHHBIX NPUHUUNOE NOCMPOeHUs npoussedenus.. Ommemum, 4mo OAHHAS 63AUMO00Y-
C0BACHHOCTb MOXMCem NPUHUMAMb PA3AUMHbIE (DOPMbL 68 PA3HBIX UOAX UCKYCCMBAd, emecme ¢ meM umeem u
o0wue domMuHupyrouwue XyooxucecmeeHH0-0HmMoA02U4ecKUe NPU3HAKU, KOMOopble CUAbHee 8Ce20 NPOSGASIOMCs 8
AUMEPAMYPHOM U MY3bIKAABHOM NpOU36edenusx. Yxkasanuvie Qopmvl U ux OOMUHUDYIOUUE NPUSHAKU CcAedy-
em NOHUMAamb KaK cucmemy QYHKUUOHUPOBAHUS 3HAKOBLIX KOMHAEKCO8 U NPUHUUN OPeAHU3AUUU OMOCAbHBIX
yacmeli 6 cocmase ueao2o NPoU3Ee0eHuUs., GKAIUANWE20 U CONOCMABACHUE CIOJNCCMHbIX NU30008, U NOPAOOK
coobuyenuss 0 xode cobbimuii, U pacnpeoeietie 0anHblX COObIMULL 80 BPEMEHU.

Karoueevte caosa: eoeconeéckuli ciodcem, OnepHoe AUOPEMMO, CIONCEMOA02Us, ONEPHAs Opamamypeus,
MY3bIKANbHASL 2020AUAHA, UHMEPRPeMaus AUMepamypHo2o nepeoucmoYHuKdA.

Relevance of the article. Musicological consideration of an opera composition almost always
begins with an acquaintance with the literary fundamental principle of the composition, its plot
outline as a source of the dramaturgy structure of the entire composition. Although it should be
noted some one-sidedness of the study of the libretto, which often consisted of a discussion of
the minimum information about the author of a literary composition and about the composition
itself, as well as a comparison of the literary source with its subsequent interpretation by the libret-
tist. Therefore, the study of the libretto as the fundamental principle in the creation of an opera
composition and the artistic foundation of an opera composition, which has its own structural
and compositional principles and semantic properties, becomes one of the most important tasks
in modern musicology.

Nikolai Gogol’s literary heritage has attracted the attention of Russian and Ukrainian compos-
ers since the last third of the XIX century. As you know, in a fairly short period of time, a number
of operas have appeared, the libretto of which is based on the compositions of N. Gogol, among
which are the operas of P. Tchaikovsky, M. Mussorgsky, N. Rimsky-Korsakov, N. Lysenko.
In the panorama of Gogol’s plots for composers, the most attractive turned out to be folk-
lore-fantastic, heroic and comedy, in which the national-everyday theme with its indescribable
flavor occupied one of the leading places. At the same time, sharp accusatory satire or dramatic
compositions attracted the attention of composers only in the XX century, the first of whom was
D. Shostakovich, who finished the opera called “The Nose” in 1928.

The aim of the article is to identify the genesis of opera creativity based on Gogol’s plots in the
context of defining and substantiating the historical conditions and theoretical parameters of the
phenomenon of plotology. This necessitated the development of a typological aesthetic approach
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to opera plotology, typological criteria for the study of thematic opera content. The methodology
of the work is determined by the interaction of theoretical and historical approaches to opera plo-
tology; musicological analytical, aesthetic-psychological, historical, semiological and textological
approaches are noted as presenters.

The scientific novelty of the article lies in the fact that it offers a comprehensive description of
operas based on Gogol’s plots as an actual trend in musical art. Along with this, the article exam-
ines the problem of an artistic plot in the light of opera issues and in projection onto the structural
and compositional logic of the opera text.

Presenting the main material. Among the most demanded Russian writers, whose works became
the basis for many opera compositions, one should name N. Gogol, the significance of his work
for the development of modern musical theater, in particular opera, is extremely important, since
without his plots it is already impossible to imagine either Russian or Ukrainian nor contemporary
music in general. This, of course, is explained by the genius of the writer, but also by the variety
of themes, images of his compositions, their genre nature, the presence of vast zones of lyrics and
grotesque, brightly and vividly prescribed everyday environment, national flavor, mainly Russian
and Ukrainian, which are very valuable for opera plot quality.

The aesthetic and worldview views of N. Gogol were formed in the first third of the XIX cen-
tury, the artistic atmosphere of which was characterized by the mutual influence and dialogical
interaction of such stylistic trends as sentimentalism, classicism, romanticism and early realism,
which explained some of the most significant trends in the writer’s work. Among the most nota-
ble there are the combination of the expressed principles of romanticism and lyricism with real-
ism and grotesque, which is revealed through the genre and stylistic diversity of his works, which
determined the attractiveness of N. Gogol’s compositions not only for readers and researchers,
but also for composers.

Therefore, the interpretation and reinterpretation of N. Gogol’s compositions in opera is an
extremely interesting topic, and although there are already studies that raise the problem of stud-
ying the writer’s creative heritage, the scale and multi-vector nature of the further life of Gogol’s
subjects in other spheres of art is so obvious that one can confidently assert that the beginning
of the study of this phenomenon has just begun. The compositions of N. Gogol were actively
addressed by composers of the XIX and XX centuries and they continue to address nowadays.
New musical interpretations of Gogol’s texts appear, performances and musicals are staged, films
are released in the drama of which music plays an essential role.

Beginning with operas created in the last third of the XIX-XX centuries, including “Sorochin-
skaya Fair” and unfinished “Marriage” by M. Mussorgsky, “May Night” and “Christmas Eve”
by N. Rimsky-Korsakov, “Cherevichki” by P. Tchaikovsky, “Christmas Night”, “The Drowned
Woman” and “Taras Bulba” by N. Lysenko, “The Marriage” of A. Grechaninov, “The Nose”
and “The Players” by D. Shostakovich, the opera-ballet “Viy” by V. Gubarenko and others, the
appearance of Gogol’s plots on the opera stage in the new composer’s reading is becoming a
stable feature of the modern opera house. On the verge of the XX-XXI centuries, interest in the
subjects of Nikolai Vasilyevich not only does not wane, but rather we can talk about the growing
attention to the work of the great writer among contemporary composers.

It should be noted that N. Gogol’s subjects are in demand far beyond the borders of the Rus-
sian empire and the entire post-Soviet space. At the turn of the XIX and XX centuries in Argen-
tina, Norway and France, compositions on Gogol’s plots appear, and three operas are created in
different countries, embodying the heroic-epic images of Gogol in a romantic key, the basis of
the libretto in all three cases of referring to the Gogol heritage is “Taras Bulba”(“Taras Bulba” by
Arthur Berutti, “Cossacks” by Catharinus Elling, “Taras Bulba” by Marcel Russo). In the second
half of the XX century in the Czech Republic, Serbia, Germany, China, the operas “The Inspec-
tor General” by Werner Egk, “The Marriage” by Bohuslav Martinu, “Notes of a Madman” by
Stanoilo Raichic, “The Return of Khlestakov” by Gizelkher Klebe, “Wolf’s Village” (“Wolf Cub
Village”) by Guo Wenjing. It should be noted that if in the XIX and partly in the XX centuries
among Gogol’s plots, composers gave preference to fantastic, genre-everyday and comedic ones,
then in the second half of the XX and up to the present day it is harshly satirical, grotesque or
profoundly psychological plots, including one of the most complex and psychologically tense —
“Notes of a Madman”.

It should be noted that in addition to operas based on the plots of N. Gogol’s compositions,
which, in our opinion, occupy a central place in the musical gogolian, composers of different eras
have written numerous compositions in various genre directions — ballets, symphonic paintings,
instrumental and orchestral suites, program overtures, chamber works, and many others. In this
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regard, the issues of studying the opera libretto and the plot of the literary source as the basis for
constructing the concept of an opera libretto are becoming especially relevant and required.

The theoretical aspects of the study of the opera libretto appear as a separate direction in
musicology only in the XX century, also in works devoted to the problems of opera drama by
M. Druskin and B. Yarustovsky. These authors point to the extreme importance and significance
of the literary primary source as the verbal basis of the opera, thanks to which it is possible to
delineate the boundaries of the narrative, build plot lines, which largely determines the structure
of the entire composition, since it “determines the verbal expression of the actions and experi-
ences of the characters” [6, p. 148].

In the works of T. Nilova it is indicated that in many cases the verbal level or literary layer
of an opera composition anticipates the creation and formation of a musical composition, it is a
determining factor in the construction of the structural and compositional foundations of a work
and determines its artistic content. Based on the musicological analysis of the libretto phenome-
non, T. Nilova proposes a typology of stage situations that are characteristic of a number of operas
(for example, “story”, “prediction”, “meeting”, “parting”, etc.) Thus, the author identifies one
from the methods of analyzing opera text (see [3; 4]).

Numerous works are devoted to the musicological consideration of the libretto problem, among
which the works of G. Ganzburg deserve special attention. The researcher believes that such a
research direction as “librettology studies not music and literature, but their interaction. The focus
of librettology is not the word and not the music, but the border between them, the zone of adher-
ence, interconnection, and interpenetration.

With this approach, the researcher simultaneously deals with intonation, melody, harmony,
polyphony (that is, everything that studies musicology), and phonetics, syntax, versification, stanza
(that is, many of the aspects that philology studies)” [2, p. 244]|. The author believes that the
objects studied by librettology cannot be fully attributed either to musicological or literary studies,
and “the composition of each composer is interested in librettology to the extent that the music
of this composer is associated with the word” [2, p. 244]. Therefore, in the center of the study of
librettology is the composition of those composers “in whose heritage synthetic genres constitute
the core, and those in whose heritage these genres form the periphery” [2, p. 245].

At the same time, the musicological study of the libretto is directly related to the already
formed basis of an opera composition, while often many parameters that lie in related areas of
humanitarian knowledge turn out to be necessary in the study of opera and those mechanisms
that influence the formation of an opera plot. In this case, the concept of plotology turns out to
be much more accurate and methodologically important in a comprehensive examination of the
opera plot. Its main theoretical basis is literary criticism, constantly develops approaches to such
means of organizing a verbal literary text as theme, motive, plot, composition, disposition. Com-
pared to music, these concepts have a different meaning, because they are conditioned by the
material of the literature, the verbal form of presentation. But, on the other hand, it is precisely
on the parallels with the philological position that it is possible to build musicological plotology,
especially in such an industry as synthetic, opera art is always associated with the word. The use
of such musicological approaches will ensure the identification of deep structural-compositional
and artistic-semantic levels in such a complexly organized text as the works of N. Gogol.

In philological science, plotology in its methodological and analytical sense originates in the
works of A. Veselovsky, M. Bakhtin, Y. Lotman, B. Tomashevsky and other researchers. Based
on literary compositions, we can conclude that plotology is the comprehension and logical pres-
entation of the plot as a way of telling, its structure and functions in the system of folklore and
literary composition.

The plot of a literary composition and an opera libretto is a kind of conditional really, fixed
with the help of a verbally designed text. Whatever genre or specific direction this textual device
belongs to — in epic, drama or lyric poetry — it primarily serves to display events in the life of char-
acters in a literary or opera composition, as well as their actions in space and time. It is this side
of artistic creativity (the course of events, usually consisting of the actions of the heroes, repro-
ducing the chronotopic dynamics of phenomena) is designated by the term plot, it is natural that
this word also has the meaning of an object and theme, but in the logic of the plot formation of
the text, these concepts take on separate functional positions.

Therefore, the plot should be considered as a kind of communicative mechanism for displaying
certain facts of life and an artistically purposeful system of events. The specified artistic expediency
determines a free interpretation and free treatment of the order of events in comparison with the
real life, in other words, it has its own eventual logic, which should be especially paid attention to
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when working with texts as multilevel in terms of meaning as the works of N. Gogol. Therefore, it
is necessary to separate and distinguish between the plot and the fable, since the plot appears as an
actual, real reality that has already taken place, and the plot should be understood as the author’s
transformed reality, a sphere of new artistic imagery. As A. Veselovsky noted, the plot is an artisti-
cally constructed distribution of events [1]; B. Tomashevsky noted that in the plot we find the action
of the composition in its entirety, as a real (just for art work) chain of depicted movements [5].

Based on what has been said, the main unit of the plot of a literary or opera composition
becomes movement, the intensity, brightness and dynamics of which determine the stages in the
development of the plot, which determine the general drama of the composition. In this case, the
concept of movement occupies a central position, since, on the one hand, it fully corresponds
to the immanent semantic dynamics of an art work and is an expression of the essence of music,
on the other hand, it becomes a prerequisite for artistic creativity as it conveys the psychological
dynamics and mobility of consciousness, which is also inherent in musical art, since in it the phe-
nomenon of psychological movement is expressed extremely clearly.

Conclusions. The embodiment of N. Gogol’s works in the opera genre is becoming an estab-
lished trend in the development of this genre sphere in the context of the evolution of world
opera. The creative heritage of N. Gogol has attracted and still attracts the attention of represent-
atives of various national composing schools and different generations. Today, the history of the
development of musical gogoliana has more than a century and a half, and we can confidently
speak of its significant influence on artistic and cultural trends and the musical and historical
process in general.

On the basis of the analysis of literary studies devoted to the issues of plot and plotology, the inter-
dependence and dependence of the artistic plot on the compositional principles of constructing the
composition becomes indisputable. It should be noted that this interdependence can take different
forms in different types of art, at the same time it also has common dominant artistic and ontological
features, which are most pronounced in literary and musical works. These forms and their dominant
features should be understood as a system of functioning of iconic complexes and the principle of
organizing individual parts as part of a whole composition, including a comparison of plot episodes,
and the order of reporting the course of events, and the distribution of these events in time.

Being a necessary component of the musical and historical process as a whole, and the most
important part of composer’s creativity and musicological research thought, today the world musi-
cal gogoliana has more than 50 opera compositions, including almost all varieties of this genre,
more than 10 ballets, numerous musicals and operettas. From the point of view of handling the
primary sources — the compositions of N. Gogol, these musical and theatrical compositions can
be divided into heroic and romantic, grotesque and satirical, lyrical, epic, fantastic and spiritual
and philosophical.

A review of the genre-stylistic panorama of the musical gogoliana testifies to the fact that
N. Gogol’s work is the basis and a powerful impetus for the formation and development of almost
all genre and style trends. It is able to inspire artists of different scales of talent, psychological
makeup, different figurative and thematic priorities. Each historical epoch, each national culture
discovers its own themes in the composition of the writer, takes creative impulses from him.

The exceptional demand for the writer’s works in musical art is due, on the one hand, to the
rich inclusion in their plot and figurative structure of music-making scenes, characteristics of
musical art and its individual expressive elements, on the other hand, to the specificity of the lit-
erary language, which evokes rich musical associations. But the main thing is that Gogol’s com-
positions are an anthology of penetration into the spiritual world of man.

Moreover, the psychological analysis is combined in their chronotope with a variety of charac-
terological characters, written out realistically and uniquely.

Practically all artistic and subject areas of Gogol’s work have been reflected in contemporary
composer’s work. These spheres transcend cultural, linguistic, national boundaries, affirming the
immortal significance and universal artistic meaning of the heritage of the great writer.
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