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N.1. YAUKOBCKHUM (1840-1893) i O

PaHHue rpaMmModoHHbIE 3an1cK MONO

B TT: 80.58
EBFEHWUU OHETUH

®parmeHTbl onepbl
3anucu 1905-1913 ropos

[yat Tatbsinbl M Onbru «Cnbixanu b BbI?» (1 AKT, 1 K.) 3.21

Mapusa MuxainoBa, conpaHo, EBreHns 36pyeBa, KOHTPanbTo
B conpoBoxaeHnn opKecTpa

Amour Gramophone Record 2-24132 14950b
3amucb 1910 roga

Xop ¥ NAAICKa KPeCTbSH 3.13
«BONAT MON CKOPbI HOMXEHbKU», «YIK KaK M0 MOCTY-MOCTOUKY» (1 Ak, 1 K.)

3aneBano - Hukonai bonblwakos, TeHOP
Xop B CONPOBOX/AEHWUM OPKECTPa

Gramophone Concert Record G.C.-3-24607 (6462L)
3ammncb 1907-1908 rogos

Apuo30 Onbru «fl He cnOCOGHa K rpycTH TOMHOM» (1 AKT, 1 K.) 2.55

[anunHa (MpackoBbs) HUKMTUHA, MeLL0-ConpaHo
B conpoBoxaeHnn opKecTpa

Gramophone Concert Record G.C.-2-23257 (6466L)
3anuncb 1907 roga



CueHa u KBaptet «Mesdames! fl Ha ce0s B35 CMENOCTb...» (1 AKT, 1 K.) 3.59

EnusaBerta lNonosa (Kapakau), conpaHo, Anekcanapa CaxHOBCKas, MeLL0-ConpaHo,
AnekcaHzp Anekcanaposuy, TeHop, Muxaun Kapakal, 6aputoH

B conpoBoxaeHnn opkectpa

Amour Gramophone Record 024083 (2891¢)

3ammeb 1913 roga

Apno30 Jlenckoro «f no6nto0 Bac, Onbra» (1 AxkT, 1 K.) 3.07
JNeoHnn CobuHOB, TEHOP
B conpoBoxaeHn opkecTpa

Monarch Record “Gramophone” 022243 (2516¢)
3anucs 1911 roga

[6] Oyat Hauu n TaTbsiHbl «0 yeMm e, TaHA?» (1 Ak, 2 K.) 4.02
Mapws MuxaiinoBa, conpaHo, EBreHuns 36pyeBa, KOHTPanbTo
B conpoBoxaeHnn oprectpa

Monarch Record “Gramophone” 024056 (2481¢c)
3amnch 1911 roga

CueHa nucbMa TaTbsiHbI (1 AKT, 2 K.)
1. «f1 K Bam nuwy» 2.59
2. «KT0 Tbl, MOI aHren?» 3.07
Mapus MuxainoBa, conpaHo
B conpoBoxaeHun opkecTpa

Concert Record “Gramophone” G.C.-2-23062 (1146r), G.C.-2-23203 (6310L)
3amneb 1906 roga
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[9] Xop peBylweK «[leBuLbl KpacaBuLbl» (1 AkT, 3 K.)

Xop 1 Opkectp AO «[pammodoH»

Gramophone Concert Record G.C.-3-24610 (6407L)
3anucy 1907 roga

CueHa «3paecb OH, 3aecb EBrenmii!..» (1 Ak, 3 K.)

Mapusa 3mckas, conpaHo, AneKkcanap bparvH, 6apuToH
B conpoBoxaeHnn opKecTpa

Monapol-Record 10337
3anuch 1910 roga

Apus OHervHa «Korga Obl JM3Hb AOMALLHUM KpYrom» (1 Ak, 3 K.)

Anexcanap bparvH, 6apuToH
B conpoBoxaeHnn opKecTpa

Gramophone Concert Record G.C.-2-23257 (6466L)
3amncw 1910 roga

Banbc ¢ xopom (2 Akr, 1 K.)
Xop 1 Opkectp AO «[pammodoH»

Gramophone Concert Record G.C.-3-24606 (6348L)
3anuck 1907 roga

Kynnetbl Tpuke «KaKoli npeKpacHblii 3TOT AeHb» (2 AKT, 1 K.)
Makcum Tutos (Makc-Mopuy, doH LWannepr), TeHop
Opkectp AO «fpammodoH», aupukép bpyHo 3enanep-BuHkiep

Gramophone Concert Record G.C.-2-22762 / 29571
3anuch 1905 roga

3.10
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2.45

3.01



MasypKa 1 cueHa ccopbl «Tbl He TaHUyelb, JIEHCKUA?» (2 AkT, 1 K.)

AnekcaHap [aBblaoB, TeHop, Muxann COKonbCKUIA, 6GapUTOH
B conpoBoxaeHnn opKectpa

Concert Record “Gramophone” G.C.-24478 (6280L)
3amncy 1907 roga

Apuo3o JleHckoro «B Bawem gome» (2 Akr, 1 K.)

[Amutpuit CMUMPHOB, TEHOP
B conpoBoxaeHnn opKecTpa

Monarch Record “Gramophone” 022299 (2686¢)
3amncb 1912 roaa

Apwus Jlenckoro «Kyaa, Kyaa, Bbl yaanunucb» (2 AKr, 2 K.)

JNleonup Co6MHOB, TEHOP
Opkectp AO «pammodoH», Anpukép bpyHo 3eianep-BuHknep

Monarch Record “Gramophone” 022140 (1986¢)
3amnck 1910 roga

CueHa noeguHKa «A, BOT OHU!» (2 AKT, 2 K.)

Mwuxann Kapakalu, 6aputoH, EBreHuii Buttur, TeHop, MBax l'ynses, 6ac
B conpoBoxaeHnn opKecTpa

Amour Gramophone Record 024082 (2900c)
3amncb 1913 roga

Monones (3 Axr, 1 K.)
[yxoBoii oprectp AO «pammodoH», Anpukép MBaH ApKaabes

Gramophone Concert Record G.C.-20766 (6369L)
3amucb 1907 roga

2.39
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4.15

4.55

3.18
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PectaBpauus: EneHa [oiiHukoBa, EkatepuHa YnkmnK
MacrepuHr: EneHa [loiHuKoBa

MHxeHep: Uropb ConoBbEBR

XynoxHuk: Bnagumup Kyw («/lecHasi my3bika»)
[u3aliH: Makeum Komnaxeel,

WcnonHutenbHbI npoatocep: EBreHuni MnatoHoB

© & ® 2026 MockoBCKas rocyaapCTBeHHas koHcepsatopus uM. .1. YaiikoBckoro
Bce npaBa 3aLuiLeHsbl



«EBreHuit OHerun» M.U. YaiikoBCKOro
B 3anUCAX PYCCKNX ONEPHbIX «3BE3[» Hauyana XX BeKa

KoHua XIX - Havana XX Beka. 310 He npeyBenuyeHue: B XpoHorpade 3a nepuop C
1890-1917 rog, nomeweEHHOM B «MCTOPUK PYCCKOM My3blkW» (MCTOpus PYCCKOM MY3bIKM.
T. 10-B. KH. 1, 2. 1890-1917. XpoHorpa® / 06w. Hayd. pea. E.M. JleBawoBa. M.: S3bIku CraBSHCKUX
KynbTyp, 2011), ero NnpeAcTaBAEHWA Ha CLEeHax TeaTpoB CTOAWL, M NPOBMHUMKM ynomsHYTbl 306 pas,
B TO Bpems Kak «u3Hb 3a uapsi» M.W. uHkn - 253, «Kapmen» K. buse - 244, «[lukoBas gama»
M1.1. YaikoBcKoro u «TpaBuata» k. Bepan - no 235, «bopuc logyHos» M.I1. Mycoprckoro - 142 pasa.
CornacHo TOMy e UCTOYHMKY reorpadus ucnonHeHui «EBreHns OHernHa» oxBatbiBana BCto POCCUIACKYI0
MMMNEPHIO OT LieHTpa Ao rpaHul, - CaHkT-MNeTepbypr, Mockea, baky, bnaroseleHck, Bute6ek, Bnaaueo-
CTOK, Bbibopr, EkatepuHbypr, KasaHb, Knucnosogck, HukHuii Hoeropog, HoBouepkacck, Oaecca, OMCK,
Mepmb, PocToB-Ha-[oHy, CapatoB, Tudauc, ipocnasnb M MHOTWE ApYrve ropoda.
CueHbl 13 «EBrenns OHernHa» 1 onepa LieIMKOM CTaBUAMCh He TObKO B TeaTpax U aHTpenpu1sax,
HO ¥ CUAaMKU MONOABIX COAMCTOB - yyalmxcs Netep6yprckor 1 MOCKOBCKOM KOHCEPBATOPUIA, Y4MUANLLY,
MPMO, BOCNUTaHHWMKOB YacTHbIX NeaaroroB. MHEHME 0 TOM, YTO 3Ty ONepy MOTYT U JOMKHbI UCMONHATL
neBLbl, HAYMHaKOWMe CBOW MyTb HA CLEHE, KOPEHWNOCH B CaMOM UCTOPUM €€ NepBOV NOCTAHOBKMU.
MupoBas npembepa «EBreHns OHernHa» Gbina npeacTaBieHa yqalummmucs MocKOBCKO KOHCEPBATOPUH
Ha cueHe Manoro Teatpa 17 mapta 1879 roga. OaHaKo no KayecTBy peneTuLOHHON paboTbl 3TOT CNEK-
TaKk/b OTHIOAb He OblN Wb y4ebHbIM. 3aA0roM TOMy CTano yyacTve B ero NOATOTOBKE U UCMOAHEHWUM
3HaMEHUTbIX apTUCTOB - H.I. Py6uHwWTeiHa, AMpWIKEPa U NMaHUCTa, OCHOBATENS U AMPeKTopa MoCKoB-
CKOW KoHcepBaTopuu, 1 U.B. CamapwvHa, npenoaasatens Kiacca Aeknamalum 1 MUMUKKM MOCKOBCKOM
KOHCEPBATOPUK, aKTEpa M ApamaTypra C COPOKaAETHUM OMbITOM Cy¥eHusi Ha cueHe Manoro Teatpa.
CoxpaHuBLuKecsa 3anucy pennnk CamapuHa, Npon3HECEHHbIX BO BPEMS PEMETULLWIA, FOBOPSIT O TOM, YTO
no mybuHe 1 AeTaNbHOCTU NPOPabOTKM MMU3aHCLEH OH npeaBocxuwan 3Hamenutoro K.C. CraHucnas-

E BreHuit OHervu» 1.1, YalnKoBCKOro 6bli1 caMoi Mony/isipHOM OMEPOV Ha POCCUIICKON CLEeHe



ckoro (Cm.: BuHorpagosa A.C. CamapuH UBaH Bacuibesund // SHumknoneams [1.M. Yarikosckuii //
URL:https://tchaikovsky.sias.ru/articles/people/theatre/actors/samarin-ivan-vasilevich/#p1).
YyacTHuku npembepsbl - C.B. Tunés (OHernH), M.H. KnumentoBa (TatbsiHa), M.E. MeaBeaeB (JIeHCKuiA),
T.C. Jllo6atoBuy (Onbra), B.B. Maxanos (IpemuH 1 TpuKe) 1 Apyrve - cTapanucb COOTBETCTBOBATH Tpe-
60BaHWAM CBOMX HACTaBHUKOB. BCe OHM BNOCNEACTBMM NONYYMUIN U3BECTHOCTb HA POCCUICKOM ONEPHOM
cueHe. Camoli Bbigatolencs cpean Hux ctana Mapus HukonaeBHa KnumeHToBa (no myxy - Mypom-
LLeBa), BNOCNEACTBMM NPeLCTaBUBLLAn Naptuio TaTbsiHbl B bonbluom Tearpe.

lMopyyas NepBOe UCNONHEHWE CBOEN Onepbl NeBLAM, KOTOPbIE ML HECKO/BKO JIET Ha3aj npu-
CTYNWUNM K 3aHATUAM BOKaIOM, KOMMO3WUTOP B KAKOM-TO Mepe pUcKoBai. Bbibop Ans npembepbl «EBreHums
OHervHa» aHcamb/s HEOMbITHbIX NEBLOB, HE MO He Ka3aTbCs CMOPHBIM TEM, KTO LieHWN TanaHTt Yaii-
KOBCKOIO U C HETEPMEHWEM OXMAaN NOABNEHNS €70 HOBOW ONepbI Ha cLieHe. CaM KOMNO3UTOP 06BACHSN
CBOW BbI6OP HewenaHueM BUAETb TaTbsiHy B UCMOAHEHUW NPUMaAOHH PYCCKUX Ka3EHHbIX TeaTpoB,
QHecnocobHbIX «nepeaathb BCIO YapyHoLLyo NPeNecTb NYWKUHCKON reponHu» (mucbmo [1.M. YaikoBcKoro
K H.®. ¢poH Mekk ot 28 mapra 1878 r.) (I1.1. Yarkosckuii - H.®. poH Mekk. lepenucka. T. 2. 1878 /
COCT., Hay4HO-TEKCTOIOMY. pes., KommeHTapuu [1.E. BaamaH // Yaiikockui .M. Akagemmnyeckoe
nosiHoe cobpaHnue coynHeHni. Cepus XVIII. Yensiourck: Music Production International, 2017. C. 131.).
Oxupaas ot aHcambas MOJOAbIX MEBLOB COOTBETCTBUS reposiM MyLWKUHCKOMO «EBreHns OHernHa», oH
rOTOB 6bIJ1 NPOCTUTb HECOBEPLIEHCTBA UX BOKAJIbHOM TEXHUKU.

MOXHO NpeanoaoKuTb, Y4TO PeLIEHUE OTAATb NepBoe UCnoiHeHNe «EBreHns OHErnHa» y4eHuKkam
KOHCEepBaToOpUM BbII0 CBA3AHO M C APYrov MPUYMHOM — BOSHEHWEM 3a €€ cyabby. [10BOAOB K HeMy 6bl10
MHOTO: X0/I04HbIM NPUEM NpeAblayLien onepbl Komnosutopa «KysHew Bakynar» (1876), ero HeycTonunsoe
3MOLMOHaNIbHOE COCTOSAHWE B Nepuoz paboTbl Haz «EBreHnem OHErnMHbIM», HO, MPEexze BCEero, camo
Ha3BaHWe Ha TUTYJIbHOM JIUCTE NapTUTYPbl - BbIGOP B KA4YECTBE OCHOBBI IMOPETTO ONEPbI 3HAMEHUTOrO
NYWKUHCKOrO pOMaHa B CTHXaX U B TO BPEMS, U MO3KE PEBHUTENAM PYCCKOM MTEpaTypbl Kasancs puc-
KOBaHHbIM, €C/IM HE KOLLYHCTBEHHbLIM. [EHMaNbHLIM BbIXOAOM U3 3TOr0 3aTPYAHWUTENbHOIO MOMOKEHNS
CTa/l NoA3aroN0BOK HOBOMO COYMHEHMA - «IMPUYECKUE CLEHbl». B HEM oTpasunoch cBoeobpasue
«EBrenus OHernHa» YaiKOBCKOrO - NPEpbLIBUCTOCTb NOBECTBOBAHMSA, YACTOTa U My6MHA YYBCTB €ro



repoes, TporatesibHas NPOCTOTa M MENaHX0IUs JePEBEHCKON KNU3HWU, HEOOMbLION «yAeNbHbIA BEC» 3¢-
(EKTHBbIX CLIEH, KOTOPbIX B HEM ObII0 BCETO ABE - AyaNb 4 6an BO ABOPLE NETEPOYPrCKOro BEbMOMKMU.

lMocnepytowas CLEHNYECKas N KOHLEPTHas NpaKTUKa NPOAOIKMTENBHOCTBIO MOYTU B NOATOPA CTO-
NIeTVS, NOATBEPAMAA UCTUHY, KOTOPYIO 3HAIOT NPOPECCUOHAbHbIE NEBLbI, HO HE 0CO3HAKOT MENOMaHbI:
npescTaBaeHns YalMKoBCKOro 0 TOM, C KaKMMK TPYAHOCTAMM MOTYT BCTPETUTLCS MHTEPNPETATOPbI €ro
onepbl, 6bIIM TyMaHHbIMW. «EBreHni OHErnH», A0 CUX NOpP HEeM3MEHHO MPUCYTCTBYHOLLMI Ha aduLiax
KOHCEPBATOPCKUX OMEPHbIX CTyAUIA POCCHM, 06BLEKTUBHO COXKEH /11 HAYMHAKOWMX NeBLOB. Kak BOCT-
pywke-0nbre, NOKLWWEN U NASALWYLIENA HA MOTUB MISICOBOM, COXPAHWUTb POBHOCTb AbIXaHWSi NPU CMyCKe B
TPYAHOV PErMCTP Ha NocneaHnx Gpasax apuu «f He cNOCOBHa K rpycTv TOMHOW»? KaKow 3penocTty Tpe-
OYeT 0AMH M3 CaMblX NPOTSKEHHBIX ¥ IMOLMOHANBHO «3aTPaTHbIX» CONbHBIX HOMEPOB B PenepTyape u-
PWKO-ApamMaTU4ecKoro conpaHo - CueHa nucbma TaTbsiHbl, Anduasca 12-16 muHyt? Kak JleHckomy
pacnpeaenutb AblxaHue B [UIMHHbIX Gpa3ax TaK, YToObl MX OKOHYaHMS GbIIM UCMONHEHBI MATKO, 6€3 06-
PbIBOB M MPOBUCaHWIA? e HaunHatowemy 6acy «HaiT» HUKHee AS B TECCUTYPHO A0BOJIbHO BbICOKOW
apuv IpemunHa? Kak McnonHUTENSM Ha NPOTSKEHUM ABYX YaCOB CMEKTaKAs coepeyb CUbl AN 3aKI0YK-
TeNbHOro fyata TaTbsiHbl U OHErMHa - NPOAOIKUTENbHOM ApaMaTUYEeCKU-HANPSIKEHHOW KyIbMUHALMK
onepbl? CMOKET N1 6apUTOH CNeTb KPacuBO M 6€3 GOPCUPOBKM B NOCNEAHUX TaKTax ONepbl CakpaMeH-
TanbHoe «0, KaKnit Xpebuin MO» - BOCXOAALLEE apnefKno Ha NOATOPbI OKTaBbl OT HUKHETO C A0 Bbl-
COKoro g'? Ho, maBHO€: CnoCOGHbI 1M MONOAbIE MEBLbI AOCTUYL TOM HACTOAILLEN 3MOLMOHANLHOM
HaNOJHEHHOCTU W eCTECTBEHHOCTHU, KOTOPOW «AbIWWUT» My3blKka YalKOBCKOr0?

Mcnonuutenu, Ybu 3anucK NpescraBierbl Ha 3TOM AUCKE, 6€3 COMHEHWS 3HaM CEKPETbI NapTUTYpbI
YalnKoBCKOr0. bOMBLWMHCTBO U3 HUX BbLAW HACTOALLMMM ONEPHBIMMU «3BE3AaMMU» CBOETO BpeMeHW. Cpean
HUX - conucTbl Mmnepatopckux MapuuHckoro 1 bonblioro teatpos conpaHo Mapus AnekcaHipoBHa
Muxannosa u Enusasetra MBaHoBHa [lonosa (Kapakaw), meuuo-conpaHo lanuHa ([packoBbs)
MBaHoBHa HuKUTWHa, KOHTPanbTo EBrenns MBaHoBHa 36pyeBa, TeHopa AnekcaHap JOpMWUAOHTOBMY
AnekcaHapoBud, EBreHnin Sayapaosuy Buttunr, AnekcaHap Muxainosud [aBblaos (JleBeHCOH), JleoHua
Butanbesuy CobuHoB, Amutpuit Anekceesny CMUPHOB, 6apuToHbl AnekcaHap Muxainosuy bparu u
Muxann Hurkonaesny Kapakalw, 6ac Bnagumup UBanosuy Kactopckuii. Ho v Te neBLibl, CyAb6a KOTOPbIX
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He 6blN1a TaK TECHO CBsi3aHa ¢ Teatpamu letepbypra u MockBbl, - 6aputoH Muxann bopucosuy Cokonb-
CKMI M KOHTpanbto Anekcanapa BnagymupoBHa CaxHOBCKas - HUCKOBKO He YCTynakT UM. 3anomu-
HalTCA Jare rosoca UCNOAHUTENEN MapTUil BTOPOro MnaHa - TpUKe 1 3aneBanbl B xope «bonat mou
CKOPbI HOXEHbKW» (conmncTbl MapuuHckoro Teatpa Muxawn HOnbeBuy TutoB (Makc-Mopuy, ¢oH
Llannept) u Hukonai ApkaabeBuy bonbliakoB), a Takke 3apelkoro (MBaH puropbesuy Mynsies).

3anucu pparmMeHToB U3 «EBreHns OHernHa», cobpaHHbIE Ha 3TOM AWCKE, BbIXOAWIN Pa3pO3HEHHO
¢ 1905 no 1913 rog. BaxHo, 4T0 Cpeaun HWX NpeacTaBaeHbl He TONbKO 3HAMEHUTbIE COMIbHbIE HOMEpaA -
CueHa nucbMa TaTbsHbl, apun Onbrn, OHerMHa 1 JIEHCKOTOo - HO U KynneTbl TpuKe, a Takke 60/bIMHCTBO
aHcaMbneBbIX M XOPOBbIX 3MM30/10B, BKIKOYast, HanpuMep, Ayanb JIeHcKoro M OHernHa. Takoe BHUMaHWe
KO BCEM, Alawe, Kasanocb 6bl, BTOPOCTENEHHBIM CLIEHaM NOATBEPKAAET HEBEPOSATHYIO MONYASPHOCTb
«EBrenns OHernHa». BbicTpamBas nocief0BaTelbHOCTb U3 3TUX 3am1Cel B COOTBETCTBUM C NapTUTYPOi
YalMKOBCKOro co3aateny AMCKa CMOMM BOCCO3AaTb 3By4aHWE OMepbl MOYTU LEAUKOM. (3amMeTnM, YTo
nepeasl NonHas 3anuchb «EBreHns OHerMHa», CAenaHHas CoaMcTamm, OPKECTPOM M XOpoM bonblioro
Teatpa noa ynpasnesnem B.B. He6onbcuHa, nosiBuiach 3Ha4MTeNbHO No3e - b B 1936 roay.)

3anucy ConMCToB PYCCKOM onepbl Hayana XX BEKa BOCXMLLAKOT KA4ECTBOM apTUKYIALLMK U TOHKOM
CMbIC/IOBOM HKOAHCMPOBKOM Kamaoh ¢pasbl, KOTOPbIE UCKIKYMTENLHO PEAKO BCTPEYAKOTCS Y HaWMX
COBPEMEHHWKOB. B 3TOM OHM He yCTynatoT AgpamaTMyeckum aktépam. O6pasLoBbIM ABASETCA NPOU3-
HeceHne (paHLy3CKOro TeKcTa B KyrsieTax Tpuke. O6pawatot Ha cebs BHUMaHue 0C06EHHOCTH GOHe-
TUKM, HENPUBBIYHBIE A5 HALLEro cayXa (HanpumMep, «3» BMECTO «e» B CIOBAX «WKPEOUii», «npenecTHa»,
«Tpanesa», «<BOCKpPeCWI» U [p.), YacToe MCnoab30oBaHWe portamento (0CO6EHHO TOrAa, KOrAa HOTbl CO-
€[IMHEHbI IMraMu), a Takke obunve Gepmar Tam, rae KOMMNO3WUTOP, Ka3anoch Obl, MX HE Mpeanonaran.
CB0€e06pa3Ho 1 3By4aHNE XOPOB - OTKPHITOE MPOU3HOLEHHUE [IACHBIX HANMOMUHAET B HEM O HAPOAHOM
neHnu.

HecmoTpsi Ha HECOBEPLLIEHCTBO MEXaHUYECKOM 3BYKO3aNMCH, KA4ECTBO TEMBPA MyMHCKUX U HUSKMX
KEHCKMX roN0COB NepefaHo Ha Hevi npeKkpacHo. Cneunduyeckum (MHOrAa NoYTU AETCKUM) KareTcs
NMeHWe ConpaHo - BO3MOMHOCTM (MKCALMM BBICOKMX 4acTOT Ha 3anucu B TO Bpemsi Oblau, YBbI,
orpaHuyeHbl. OaHaKo NPUYKMHA CAULIKOM CBETION (MO COBPEMEHHBIM NPEACTABNEHNSM) OKPACKM 3BYKA
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COMpaHo ¥ MeLL0-CoNPaHO 3aKI4aEeTCA U B U3MEHEHUM 3CTETUYECKMX MPEANONTEHNIA, NPOU3OLIEALIEM
Ha npoTseHun XX BeKa: mpo3payHoe, NErKoe roaoBHoe 3ByvaHue (voce di testa), cuntaBlweecs
BonolweHnem bel canto, B Halwe Bpemsi BOCMPUHUMAETCA KaK TembpasbHO 6eAH0E, HeA0CTaTO4HO
HacblLEHHOEe. 3T0 0COHEHHO OLLYTMMO B NapTuu TaTbsiHbI, NPEeANoiaratolLen HacTosiLee ApaMaTMyecKoe
HanosHeHue.

OpKecTp Ha 3anucsx Hadana XX BeKa MOKET NOKa3aTbCs HECOBEPLUEHHbIM: B HEM KaK 6yaTo Hapy-
LweH 6anaHc - Ha NepBbIvi M1aH BbIXOAAT AePEBSHHbIE AyXOBble 1 6achl, a TaKKe (3MM30ANYECKN) MEAHbIE
MHCTPYMEHTbI, B TO BPEMS KaK TEMOP CKPUMOK KaXeTcsl ManoBblpasuTeNbHbIM. AKKOPAbI NOCTOSHHO Ge-
pyTCA «He BMECTe». 3TV HeA0CTaTKM CBA3aHbI C 0CO6EHHOCTAMM NPOLLECCa 3anucH, BO BPEMS KOTOPOTO,
3KCMEPUMEHTUPYA C PacCafKon OPKECTPAHTOB, AMPUKEPDI MbITANIMCh BLIPOBHSATH 0OLLYI0 AUHAMUKY,
a CMHXPOHWU3MPOBATb OPKECTP C rOJI0CaMM NpU YCIOBUAX MEXaHUYECKOM 3an1cH ¢ MOMOLLbO pynopa,
yNaBAMBaBLUEro, NPEXAE BCEr0, HENOCPEACTBEHHO HanpaBieHHbIE B HEMO 3BYKM, GbII0 MPAKTUYECKU
HEBO3MOKHO.

MpOAOMKMUTENBHOCTb 3By4aHUs OAHOM CTOPOHbI FPaMMIACTUHKKM B Havane XX BeKa, Kak npaBuno,
COCTaBNsAa OKONO 3-X, B PeAKMX Cyqasx A0 5 MUHYT. (Camblii NPOTSKEHHbLIN TPEK Ha 3TOM AMCKE -
cleHa ayanu - anutes 4'55.) HeobxoAnMMOCTbo CO6/I0AEHMS XPOHOMETPaka 06bACHAETCS Psij 0COOEH-
HOCTEN NPeACTaBAEHHbIX HAa AMCKE 3anucel: Kynopsl (B apusx JIeHcKoro, fpeMuHa 1 ap.), AeneHve
KPYMHbIX HOMEPOB (HanpuMep, CLEHbl MCbMa TaTbsHbl) HA GparMeHTbl. HEKOTOpbIe aNM30Abl Onepbl
UAYT B HENPMBBIYHO BLICTPBIX TEMMAX, Y4TO NO3BOSIET OCMOPUTL 0BLIENPUHATOE MHEHHE O TOM, YTO CTO
NIET Ha3aj My3blKy UCMONHAAN MeJJIEHHEE, YEM B HaLle BPEMS.

oAbl NosiBNEHMS 3anncen, COOPaHHbIX Ha 3TOM AMCKe, OTAENEHbI OT NEePBOM NMOCTAaHOBKM «EBreHums
OHernHa» BCEro HECKObKUMM AECATUNETUAMM, @ O4HA M3 NEBWL, F0J10C KOTOPOM 3aneyamiéH Ha HeM -
yyeHuua E.A. JlaBposckoit E.WN. 36pyeBa (1868-1936) - He TONbKO Gblna 3HAKOMa C KOMMO3UTOPOM,
HO 1 Nena B ero NPMUCyTCTBMMU. baarogaps aTMM 3anucsiM Mbl MOXEM Y3HaTb, Kak MOT 3By4aTb «EBreHuii
OHernH» Npu xM3HU YaiKoBCKOr0, M HACKObKO COBPEMEHHBIE MPEACTAaBAEHUS O CTUIE UCMONHEHNS
€r0 My3blKW JaNeKu OT 3CTETUYECKUX UAEANO0B €r0 BPEMEHM.

Onecs bobpuk
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Tchaikovsky’s Eugene Onegin
in recordings by Russian opera stars of the early 20th century

the late 19th and early 20th centuries. This is not an exaggeration, as the Chronograph from

1890 to 1917, included in the History of Russian Music (History of Russian Music. Vol. 10-C.
Book 1, 2. 1890-1917. Chronograph / general scientific editor E.M. Levashova. Moscow: Languages
of Slavic Cultures, 2011), indicates that it was performed in theaters in the capitals and provinces a
total of 306 times. This is more than the number of performances of other famous operas such as A Life
for the Tsar by Mikhail Glinka (253 performances), Carmen by Georges Bizet (244 performances),
The Queen of Spades by Tchaikovsky and La Traviata by Giuseppe Verdi (232 performances each), and
Boris Godunov by Modest Mussorgsky (132 performances). According to the same source, the geography
of Eugene Onegin productions covered the entire Russian Empire from the center to the borders -
St. Petersburg, Moscow, Baku, Blagoveshchensk, Kazan, Kislovodsk, Nizhny Novgorod, Novocherkassk,
Odessa, Omsk, Perm, Rostov-on-Don, Saratov, Tiflis, Vitebsk, Vladivostok, Vyborg, Yaroslavl, Yekaterin-
burg, and many other cities.

Scenes from Eugene Onegin and the opera as a whole were performed not only by professional
theaters and private companies, but also by young soloists - students of the St. Petersburg and Moscow
conservatories, schools of the Imperial Russian Musical Society, and private tutors. The idea that this
opera could and should be performed by young singers who are just starting their careers on stage was
rooted in the story of its very first production. The world premiére of Eugene Onegin was presented by
Moscow Conservatory students at the Maly Theater on March 17, 1879. However, in terms of the quality
of the rehearsals, this performance was far from being merely a training exercise. This was due to the
fact that renowned artists were involved in its preparation and performance, including Nikolai Rubin-
stein, a conductor and pianist who was the founder and director of the Moscow Conservatory, and Ivan
Samarin, a teacher of declamation and mime at the Moscow Conservatory and an actor and playwright

P yotr llyich Tchaikovsky’s Eugene Onegin was the most popular opera on the Russian stage during
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with over forty years of experience on the stage of the Maly Theater. The surviving recordings of Samarin’s
remarks during the rehearsals suggest that he anticipated the famous Konstantin Stanislavsky in terms
of the depth and detail of his stage directions (See: Vinogradova A.S. Samarin, Ivan Vasilyevich //
P.I. Tchaikovsky Encyclopedia // URL: https:// tchaikovsky.sias.ru/articles/people/theatre/actors/
samarin-ivan-vasilevich/#p1). The participants of the premiére - Sergei Gilev (Oblonsky), Maria
Klimentova (Tatyana), Mikhail Medvedev (Lensky), Tatyana Lyubatovich (Olga), Vasily Makhalov (Gremin
and Triquet), and others - strove to meet the expectations of their mentors. All of them later achieved
fame on the Russian opera stage. Among them, Maria Klimentova (married name Muromtseva), who
later performed the role of Tatyana at the Bolshoi Theater, stood out.

By entrusting the first performance of his opera to singers who had only begun their vocal training
a few years earlier, the composer took a certain risk. The decision to choose an ensemble of inexperi-
enced singers for the premiere of Eugene Onegin could not help but seem controversial to those who
appreciated Tchaikovsky’s talent and were eagerly awaiting his new opera. The composer explained
his choice by his unwillingness to see Tatyana portrayed by prima donnas from the Russian state the-
aters, as he felt they were unable to “capture the enchanting charm of Pushkin’s heroine” (as he wrote
in a letter to Nadezhda von Meck, March 28, 1878) (P.I. Tchaikovsky - N.F. von Meck. Correspondence.
Vol. 2. 1878 / compiled, scientific and textual ed., commentary by P.E. Weidman // Tchaikovsky,
P.I. Academic Complete Works. Series XVIII. Chelyabinsk: Music Production International, 2017.
P. 131). Expecting the ensemble of young singers to match the characters of Pushkin’s Eugene Onegin,
he was ready to forgive their imperfect vocal technique.

Itis conceivable that there was another reason why the conservatory students were given the op-
portunity to perform the Eugene Onegin premiere, and that reason was the composer's concern for the
opera’s future. There were many things to worry about because of the chilly reception of the composer’s
previous opera, Vakula the Smith (1876), his unstable emotional state while he was working on Eugene
Onegin, and, most importantly, the choice of a famous verse novel by Pushkin as the basis for the
libretto of the opera. This choice was considered risky and even blasphemous by zealots of Russian
literature both at the time and later. A brilliant solution to this predicament was the subtitle of the new
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work - “Lyrical Scenes.” It captured the unique qualities of Tchaikovsky’s Eugene Onegin, such as the
intermittent narrative, the purity and depth of its characters’ emotions, the touching simplicity and
melancholy of country life, and the limited number of spectacular scenes, of which there are only
two - the duel and the ball at the palace of a St. Petersburg nobleman.

Subsequent stages and concert practices of nearly a century and a half have confirmed a truth
known to professional singers, but overlooked by music enthusiasts: Tchaikovsky’s understanding
of the challenges that opera interpreters might face was vague. Still a fixture in the repertoire of the
Russian conservatory opera studios, Eugene Onegin presents an objectively challenging task for as-
piring singers. How can Olga, a sharp-witted character who sings and dances to a lively tune, maintain
even breathing while descending into her chest register for the final phrases of her aria “I| was not
made for melancholy”? How mature should a performer be for one of the longest and most emo-
tionally demanding solo numbers in the lyrical dramatic soprano repertoire, which is Tatyana’s Letter
Scene lasting 12 to 16 minutes? How can Lensky control his breathing in the long phrases so that
the endings are performed softly, without interruptions or drops in intensity? Where can an aspiring
bass singer find the low As in Gremin’s aria, which is in a rather high tessitura? How can the per-
formers conserve their energy throughout the two-hour performance until the final duet between
Tatyana and Onegin, which is the opera’s lengthy, dramatic and intense climax? Will the baritone be
able to sing the sacramental “Oh, my pitiful fate” - the ascending arpeggio of an octave and a half
from the low c to the high g* - beautifully and without straining the final notes? And most importantly,
are the young singers able to convey the genuine emotional depth and naturalness that Tchaikovsky’s
music contains?

The performers whose recordings are featured on this CD undoubtedly knew the secrets of
Tchaikovsky’s score. Most of them were true opera stars of their time, including soloists from the Imperial
Mariinsky and Bolshoi theaters, such as sopranos Maria Mikhailova and Elizaveta Popova (Karakash),
mezzo-soprano Galina (Praskovya) Nikitina, contralto Evgenia Zbrueva, tenors Alexander Alexandrovich,
Eugene Vitting, Alexander Davydov (Levenson), Leonid Sobinov, and Dmitry Smimnov, baritones Alexan-
der Bragin and Mikhail Karakash, and bass Vladimir Kastorsky.
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But even the singers whose careers were not so closely tied to the theaters of St. Petersburg and
Moscow - baritone Mikhail Sokolsky and contralto Alexandra Sakhnovskaya - are in no way inferior.
Even the voices of the supporting roles - Triquet and the lead singer in the chorus “My sweet little feet
ache” (Mariinsky Theater soloists Mikhail Titov (Max-Moritz von Schallert) and Nikolai Bolshakov),
as well as Zaretsky (lvan Gulyaev) - are memorable.

The recordings of excerpts from Eugene Onegin collected on this CD were released sporadically be-
tween 1905 and 1913. Interestingly, they include not only the famous solo parts, such as Tatyana’s
Letter Scene and the arias of Olga, Onegin, and Lensky, but also the Triquet’s couplets, as well as most
of the ensembles and choral scenes, including, for example, the scene of the duel between Lensky and
Onegin. Such attention to every scene, even the seemingly minor ones, confirms the immense popularity
of Eugene Onegin. By sequencing these recordings in accordance with Tchaikovsky’s original score, the
CD production team has recreated the sound of the opera almost entirely. (It is worth noting that the
first complete recording of Eugene Onegin, featuring the soloists, orchestra, and choir of the Bolshoi
Theater conducted by Vasily Nebolsin, appeared much later in 1936.)

The recordings of the Russian opera singers from the early 20th century are impressive in the qual-
ity of their articulation and the subtle shades of meaning within each phrase. This is something that is
extremely rare among modern singers. In this regard, they can be compared to dramatic actors. The
pronunciation of the French text in Triquet’s couplets is exemplary. It is worth noting the phonetic features
that are unfamiliar to our ears, such as the use of the open vowel [€] instead of the closed one in some
Russian words, the frequent use of portamento, especially when notes are connected by slurs, and
the abundance of fermatas where the composer apparently did not intend. The choruses also have a
unique sound, with an open pronunciation of vowels reminiscent of folk singing.

Despite the imperfections of mechanical sound recording, the timbre of male and low female
voices is beautifully captured. The soprano singing seems somewhat peculiar (sometimes almost child-
like) - unfortunately, at the time, the ability to record high frequencies was limited. However, the reason
for the overly bright tone of the soprano and mezzo-soprano voices (by modern standards) is also due
to a shift in aesthetic preferences that occurred during the 20th century. The transparent and light head
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sound (voce di testa), which was considered the embodiment of bel canto, is today perceived as having
a poor timbre and being insufficiently rich. This is particularly noticeable in the role of Tatyana, which
requires genuine dramatic depth.

The orchestra in the early 20th-century recordings may seem imperfect, with an out-of-balance
sound. The woodwinds and bass instruments, along with (occasionally) the brass instruments, take
the lead, while the violins’ timbre appears lackluster. Chords are often played out of sync. These short-
comings are related to the peculiarities of the recording process. Conductors experimented with the
seating arrangements of the orchestra in order to equalize the overall dynamics. However, synchronizing
the orchestra with the vocals under the conditions of mechanical recording using a horn that captured
primarily the sounds directed towards it was virtually impossible.

In the early 20th century, gramophone records typically had a playing time of around three minutes
per side, with some reaching up to five minutes. (The duel scene on this CD is the longest track, lasting
4'55"). Due to the need for being mindful of time, we know why these recordings include cuts in the
arias of Lensky and Gremin, and some others, as well as the division of the major numbers, such as
Tatyana’s Letter Scene, into segments. Some scenes are performed at a faster tempo than is generally
accepted, challenging the notion that music was slower a century ago.

The recordings on this CD were made just a few decades after the first production of Eugene
Onegin. One of Elizaveta Lavrovskaya’s students, Evgenia Zbrueva (1868-1936), whose voice can be
heard on this CD, not only knew the composer, but also sang in his presence. Thanks to these recordings,
we can learn what Eugene Onegin might have sounded like during Tchaikovsky’s time, and how modern
interpretations of his music differ from the aesthetic standards of the composer’s era.

Olesya Bobrik
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PYOTR TCHAIKOVSKY (1840-1893) o

Early Gramophone Recordings MONO

TT: 80.58
EUGENE ONEGIN

Fragments from the opera
Recorded from 1905 to 1913

Duet of Tatyana and Olga “Have you heard beyond the grove” (Act 1, Scene 1) 3.21

Maria Mikhailova, soprano, Evgenia Zbrueva, contralto
Accompanied by an orchestra

Amour Gramophone Record 2-24132 14950b
Recorded in 1910

Chorus and dance of peasants 3.13
“My sweet little feet ache from walking,”
“One day across the bridge, little bridge” (Act 1, Scene 1)

Leading singer - Nikolay Bolshakov, tenor
Choir and orchestra

Gramophone Concert Record G.C.-3-24607 (6462L)
Recorded in 1907-1908

Olga’s arioso “l was not made for melancholy singing” (Act 1, Scene 1) 0,55

Galina Nikitina, mezzo-soprano
Accompanied by an orchestra

Gramophone Concert Record G.C.-2-23257 (6466L)
Recorded in 1907
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HH

Scene and Quartet “Mesdames! I've taken the liberty...” (Act 1, Scene 1) 3.59

Elizaveta Popova (Karakash), soprano, Alexandra Sakhnovskaya, mezzo-soprano,
Alexander Alexandrovich, tenor, Mikhail Karakash, baritone
Accompanied by an orchestra

Amour Gramophone Record 024083 (2891c)
Recorded in 1913

Lensky’s arioso “I love you” (Act 1, Scene 1) 3.07

Leonid Sobinov, tenor
Accompanied by an orchestra

Monarch Record “Gramophone” 022243 (2516¢)
Recorded in 1911

Duet of the nurse and Tatiana “But what about them, Tanya?” (Act 1, Scene 2) 4.02

Maria Mikhailova, soprano, Evgenia Zbrueva, contralto
Accompanied by an orchestra

Monarch Record “Gramophone” 024056 (2481c)
Recorded in 1911

Tatiana’s letter scene (Act 1, Scene 2)

1. “I write to you” 2.59
2. “Who are you, my guardian angel” 3.07

Maria Mikhailova, soprano
Accompanied by an orchestra

Concert Record “Gramophone” G.C.-2-23062 (1146r), G.C.-2-23203 (6310L)
Recorded in 1906
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(9]

Chorus of Maidens “Maidens, beauties” (Act 1, Scene 3)
Choir and orchestra of Gramophone Co. Ltd.

Gramophone Concert Record G.C.-3-24610 (6407L)
Recorded in 1907

Scene "He's Here! He's Here, Eugene!.." (Act 1, Scene 3)

Maria Emskaya, soprano, Alexander Bragin, baritone
Accompanied by an orchestra

Monapol-Record 10337
Recorded in 1910

Onegin’s aria “If | should ever wish...” (Act 1, Scene 3)

Alexander Bragin, baritone
Accompanied by an orchestra

Gramophone Concert Record G.C.-2-23257 (6466L)
Recorded in 1910

Waltz with chorus (Act 2, Scene 1)
Choir and orchestra of Gramophone Co. Ltd.

Gramophone Concert Record G.C.-3-24606 (6348L)
Recorded in 1907

Couplets of Triquet “A cette féte conviés” (Act 2, Scene 1)

Maxim Titov (Max-Moritz von Schallert), tenor
Orchestra of Gramophone Co. Ltd., conductor Bruno Seidler-Winkler

Gramophone Concert Record G.C.-2-22762 / 29571
Recorded in 1905

20

3.10

il

3.03

2.45

3.01



Mazurka and quarrel scene “Aren’t you dancing, Lensky?” (Act 2, Scene 1)

Alexander Davydov, tenor, Mikhail Sokolsky, baritone
Accompanied by an orchestra

Concert Record “Gramophone” G.C.-24478 (6280L)
Recorded in 1907

Lensky’s arioso “In your house!” (Act 2, Scene 1)

Dmitry Smirnov, tenor
Accompanied by an orchestra

Monarch Record “Gramophone” 022299 (2686¢)
Recorded in 1912

Lensky’s aria “Where, oh where have you gone” (Act 2, Scene 2)

Leonid Sobinov, tenor
Orchestra of Gramophone Co. Ltd., conductor Bruno Seidler-Winkler

Monarch Record “Gramophone” 022140 (1986¢)
Recorded in 1910

Duel scene “Ah, here they are!” (Act 2, Scene 2)

Mikhail Karakash, baritone, Eugene Vitting, tenor, Ivan Gulyaev, bass
Accompanied by an orchestra

Amour Gramophone Record 024082 (2900c)
Recorded in 1913

Polonaise (Act 3, Scene 1)
Wind orchestra of Gramophone Co. Ltd., conductor Ivan Arkadyev

Gramophone Concert Record G.C.-20766 (6369L)
Recorded in 1907
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