Glinka. Chernomot's March from Ruslan and Liudmila

Rustan i Lindmila (Ruslan and Lyudmila) is Mikhail Glinka’s second and last completed opera, premiered amidst
much hype by the Bolshoi troupe in Moscow in 1842. This was six years after his first masterpiece, Life for the
Tsar, emphatically announced the much-awaited arrival of Russian national opera. For much of the nineteenth
century, opera was the focus of intense national debates, and for those who craved the tise of a truly national
school, the stakes could not be higher. The problem was not the subject matter (there was any number of
libretto possibilities to choose from), but rather the musical style, which somehow had to fuse Western
European compositional methods with Russian cultural practices. By all critical acclaim, Life for the Tsar was the
first opera that measured up to the task (it was famously described by the critic Odoevsky as “Russian folksong.
.. raised to the level of tragedy”), and now it was upon Glinka to continue the trend. In many ways, however,
Ruslan deviates from, rather than follows, the path of Life for the Tsar. Its plot draws upon the realm of folk
fairytale (skazka) rather than history. Its libretto is an adaptation of an original poem by Pushkin rather than a
literary description of real events, compiled from several contributors. Perhaps most significantly, the tone of
Pushkin’s Ruslan—playful, ironic, often tongue-in-cheek—stands in stark contrast to the pompous and
politically heightened libretto of Life for the Tsar. The reception of Ruslan was much different, too. Critics
objected to the enormous length of the opera and found its flow uneven and stagnant.(Alexander Serov called
the work “not a drama, not a play, hence not an opera, but a randomly assembled gallery of musical scenes.”)
Such innovations as the offstage male chorus representing the gigantic Head (Golova) were more often met

with ridicule than with approval.

Nobody denied the presence of many individual jewels in the opera, however. Among these is certainly the
celebrated Chernomor’s March—the only instrumental number from the opera to rival the popularity of the
Overture. Chernomor is the evil wizard who kidnaps Ruslan’s bride, Lyudmila, at the beginning of the opera,
thus setting up the chain of events that drive the opera’s convoluted plot. His music (purely instrumental, as he
does not utter a sound throughout the entire five acts), marked by the distinct whole-tone scale (a symmetrical
scale that consists exclusively of whole tones, as opposed to a combination of whole tones and semitones,
which is what we hear in a normal diatonic scale) presents itself in stark contrast to the “Russian” music of
Ruslan and the Grand Assembly Hall of Kiev. This juxtaposition of the two scales, as well as that of the two
resulting sets of sonorities, paved the way to an entire vocabulary of musical orientalism that after Glinka was
explored and furthered by Borodin, Balakirev, Rimsky-Korsakov, Stravinsky, and others. The most ingenious
feature of the march, however, is the opposition of the loud and soft music at the beginning that provides
insight into the pompous yet in reality fickle nature of the dwarf Chernomor. Indeed, much of the march
(which is thoroughly humorous and not scary) is piano, poking fun at Chernomor’s physique, as highlighted in
the orchestra by such tricks as the strings’ pizzicato and the squeaky harmonics that occasionally follow the
loud statements of the theme. Also a propos is the use of the softly tinkling orchestral bells in the middle
section. Interestingly, Glinka first heard the march as performed by an amateur orchestra owned by Glinka’s
friend Grigory Tarnovsky. The orchestra did not have any bells at its disposal, and so the issue had to be fixed
by replacing the instrument with a set of wine glasses filled with water, much to the composet’s amusement.

«PycnaH v ITiogmuna» — BTopas 1 nocneaHas 3aBepLueHHas onepa Muxauna MuHkw,
npembepa KoTopor B 06CTaHOBKe axunoTaxa coctosinacb B Mockse B 1842 rogy. MuHyno wectb
neT nocrne Toro, Kak ero weaesp «XXunsHb 3a Lapa» 3aBoeBan NpU3HaHWe Kak NepBon PyccKon
HaUMOoHanbHOW onepsbl, NpeacTasneHne «PycnaHa» oXXuaanoch ¢ rnybokumM BOSTHEHMEM.
Bonblyto yacTb 19 Beka onepa 6bina B LIeHTpe ropsymx QUCKYCCUIN, U ANSA Tex, KTO CTPacTHO
MeuTan O BO3HUKHOBEHUWN UCTUHHO HaUMOHAarbHOW LUKOMbI, NOSIBIIEHNE 3TOW onepbl 6b1no
ype3sBblyariHO MaclTabHbIM cobbiTneM. OcHOBHasA TPYAHOCTb COCTOsMNa He B BbIGOpe cloxeTa —
30ecb ke Obin LOBONBHO OONbLLON CNEKTp NMMBPEeTTO, — HO CKopee B BblpaboTke My3bIKarbHOro
CTUISA, KOTOPbIN AormKeH 6bin Bbl NpeacTaBnsaTe COBON HEKMIA ChnaB 3anagHOEeBPONenCKon



LLIKOJTbl KOMMO3MLMM C PYCCKOWM KyNbTYpHOM Tpaguumen. Kputnku cownmcb Ha obLiemM MHeHNN,
4yTO «?KM3Hb 3a Lapsi» Gbina NepBon oNepon, KoTopasi cTana BPOBEHb C NMOCTABIIEHHON 3agadven.
CornacHo 3HameHUTOMY onpegeneHuto kputuka OgoeBCKOro, « My3sblkasribHbIN XapakTep pyccKon
menoaun obin nogMedeH MunHKon, oH He NoBoANCA OCHOBATb Ha HEM LiEeNyto onepy, rae goBen
ee Jo Tparnyeckoro ctung. Cum nogsuroM OoH MOSOXKMUI Havyano HOBOW 3MOXE B MY3bIKEY.
Passutne atoro HanpaeneHus MyUHKa cTan cyntaTb CBOUM AOMNTOM. TeM He MeHee, BO MHOIMMX
OTHOLLEHMAX «PycnaH» ckopee OTKIOHSETCS, YeM crneayeT CTUNo, BbiIbpaHHOMY Ansi onepbl
«Kun3Hb 3a uapsa». Ero cioxeT norpyxaet cnywaTens B Mup Ckasku, a He uctopuu. Ero
nNMBpeTTo OCHOBaHO Ha OpuUrMHanbHoOW noame lyLwknHa, a He Ha NMTepaTypPHON KOMNUASLUN
peanbHbIX COObITWI, OMMCaHHBIX B HECKOMNBbKNX NCTOYHMKaxX. Ho, noxanyn, Hambonee
3Ha4MTENbHOE OTNINYME COCTOUT B TOHE MYLLUKUHCKOro «PycnaHa» - rpnBom, MPOHUYHOM, 4acTo
LIYTOBCKOM, KOTOPbI COCTaBMASET PE3KMUI KOHTPACT K MOMME3HOMY U NMOMUTUYECKU
BO3BbILLEHHOMY NMNBpPeTTO «XKN3HK 3a Lapsa».

CoBepLUeHHO No-MHOMY Bblin Takke BOCNPUHAT «Pycnan» nybnukon. Kputukn ocyxxganm
Ype3MepPHYH0 3aTSAHYTOCTb ONepbl Y HAXOAUNU, YTO ee AeACTBME Pa3BUBAETCS HEFAPMOHUYHO U
Bano. Kputuk AnekcaHap CepoB HasBan ee «He Apama, He nbeca, U He onepa, a criyydanHbii
Habop My3blkanbHbIX CLiEH». Takue HoBaLMM, Kak MY>XCKOW XOp 3a CLiEHOW, NpeacTaBnsoLLMiA
lonoBy, GbiNM BCTpeYeHbl CKOPEE CO CMEXOM, HEXENU C 0Of00peHNEM.

HwvkTO, ogHako, He oTpuuarn NpUCyTCTBUE OTAENbHbIX BnecTawmx xemuyxumH B onepe. Cpegu
HWX, HECOMHEHHO, 3HaMeHuUTbINn «MapLl YepHomopa» — e AMHCTBEHHbI OPKECTPOBLIN OTPbLIBOK,
conepHWYaLLMi No NONynsApHOCTU C YBEpTIOpon. YepHOMOP — YepHbIN BOMNLWEOHUK, KOTOPbIN
KpageT HeBecTy PycnaHa , Jllogmuny, B Hayane onepbl, HA4MHAs TEM caMbiM Lienb COObITUR,
COCTaBMSAOLUX CIOXKET onepbl. Ha NnpoTsikeHun BceX NATU akToB Onepbl OH He NPOU3HOCUT HU
cnoea. Ero Tema — 4nCTO MHCTPYMEHTanbHas, oTMe4eHHas LenoTOHHOW raMMom
(CUMMETPUYHBIM PSAOM, LIENMMKOM COCTOALLMM UCKIMIOYMTENBHO U3 LieNbIX TOHOB , Kak
NpPOTMBOBEC ANATOHUYECKON raMme — KOMOBUHaALMN LienbIX TOHOB U MOMYTOHOB), YTO HAXOOMTCS B
SAPKOM KOHTpacTe C «pyCcCkon» My3bikon PycnaHa u cueH Bo asopue CeeTtosapa. 370
HenocpeacTBEHHOE COCeaCTBO ABYX raMM — Kak U CO3BYYUN, N3 HNX N3BNEKAEMbIX — CO30aeT
OCHOBY BCEro My3blkaribHOro CroBapsi OpMeHTan1ama, Kotopbin nocne muHkn 6bin nccnegoBaH
1 pacwupeH bopoauHbim, BanakupesbiM, Pumcknm-KopcakoBbiM, CTpaBUHCKUM 1 ApYrUMu.
Haunbonee opurnHanbHas — n OCTPOYMHas — YepTa 3TOro MapLua, ogHako, — 3TO ONno3nums
rPOMKOW N TUXOW My3bIKM B CaMOM Hauvane, 4Yto JaeT BO3MOXHOCTb 3arfsiHyTb B AyLLY NOMHOMo
CaMOMHEHWSI, HO B AENCTBUTENBLHOCTM cnaboro kapnvka YepHomopa.

B camom gene, 3HauuTenbHasi 4acTb MapLua, KOTOpbI HOCUT abCOMTHO KOMOPUCTUYECKNIA, @
He ycTpallaloLwmii xapakTep, — 3TO piano, Noglwy4ynBatoLLlee Ha BHELLHOCTLI0 YepHomopa,
nogyYyepkMBaeMon OpKeCTPOM TakMMU NPUEMaMM KakK MULLMKATO CTPYHHBIX 1 CKPUMYyYUMU
dnaxonetamu, 3a KOTOPbIMU BPEMSI OT BPEMEHM CrEAYIOT rPOMKNE YTBEPXKOEHUA OCHOBHON
TeMbl. BecbMa KCTaTh NCMOMNb3YIOTCA HEXHO 3BEHSLLME OPKECTPOBbIE KONOKONMbYMKM B CpeaHEN
yactu mapwa. iHTepecHo, 4To B nepBbIi pas [MnHKa ycnblwarn MapLu B UCMOSTHEHWK
nobUTenNbCKOro opKecTpa CBoero apyra, nomewmka Mpuropmst TapHoBckoro. B opkecTpe He
ObINO KONOKONBYUKOB, U K yOOBOSNBLCTBMIO KOMMNO3MTOPA MX 3aMEHWUW BUHHBIMK Bokanamu,
HanonHEeHbIMN BOJOWN.






