Musorgsky. Baba Yaga

Kartinki s vystavki (Pictures from an Exhibition), a programmatic suite for piano solo, is something of a
memorial token, written by Musorgsky in less than a month after he attended a memorial exhibition of artwork
by his late friend Viktor Hartmann. The two artists had been close friends ever since they met in 1862 and
discovered a common passion for folk art. Paintings were far from the only medium in which Hartmann had
excelled: he was also an outstanding designer of costumes, architectural décor, and everyday household objects.
In this he moved as close as any artist of his generation to the kind of complete artistry involving all spheres of
everyday life that was later on made famous by Benois, Korovin, Somov, and the other wiriskusniki (members
of the World of Art movement). In Musorgsky’s music, which embraces with fervor the spirit of Russian
nineteenth-century nationalism, folklore is inextricably linked to a profound sense of historical awareness and
national identity. The intense veneration that permeates, for instance, the concluding number of the Pitures,
“The Great Gate of Kiev,” is almost religious in nature. (This must have been what Musorgsky felt when he
saw the Moscow Kremlin for the first time in 1859—an important expetience that ignited his lifelong devotion

to Russian art.)

Yet other numbers from the Pictures, like the wonderfully forceful “The Hut on Chicken Legs,” belong on the
other end of the emotional spectrum explored in this set of miniatures. Here, Musorgsky turns into a skillful
sketch artist, capturing in full detail and at times exaggerating the image painted for us in musical tones. The
scary folk figure of Baba Yaga, a malevolent witch with a huge chin and deep voice, recurs in countless
children’s tales as the ultimate antagonist. Baba Yaga does not use a wand but has several easily recognizable
attributes: she flies around in her mortar, aiding herself with a pestle; she covers up her own tracks by sweeping
them with a birch broom; and she lives in a phantasmagoric hut that stands on chicken legs and can move
around on its own. Even if you are reckless enough to approach the hut, you will not be able to find the door
unless you say the magic phrase: “Turn your back to the woods, your front to me.” (Anthropologists have
identified the origins of this hut to be Siberian. The hunters of some Uralic and Tungusic families build their
storehouses some eight to ten feet above the ground, to protect the contents from animals, by erecting them
upon a cluster of several tree trunks. The roots of the trunks are retained for support, which creates the
appearance that the cabin is built “on chicken legs.”)

Musically, “The Hut on Chicken Legs” represents the frantic flight of the witch through the forest, wrecking
tree branches and upturning bushes in its path. Maurice Ravel, who orchestrated the set for full orchestra in
1922, enhanced various sound effects already abundant in Musorgsky’s original piano solo score with
characteristic virtuosity. The thumps of the pestel are heard at the very beginning in the timpani, as the clanking
woodwinds respond a few measures later. Low brass, heavy percussion, and especially the whirling tremolando
of the strings all work to increase the sense of breakneck pace in the tumultuous first section of the piece,
which repeats, with slight modifications, after a spooky middle part.

Mycoprckuti, «baba fArax»

«KapTHHKH ¢ BBICTABKI», ITIPOIPAMMHAS CEOHTA AASl (POPTEIIHAHO, IIPEACTABAACT COOOM HEYTO BPOAE
ITAMATHOTO CYBEHHPA, CO3AAHHOTO MyCOpPIrcKIM MEHee 9eM Yepe3 MECAI] IIOCAE ITOCEITEHIA MEMOPHAABHOMN
BBICTABKU CBOETO ITOKOWHOTO Apyra BI/IKTOPZL FapTMaHa. 063 OHHN 6I)IAI/I 6AI/I3KI/IMI/I ApySBHMI/I C MOMECHTA UX
rrepBoit Berpeun B 1862 roay, KOraa oHI OOHAPYKUAN OOIIYFO CTPACTh K HAPOAHOMY HCKyccTBy. sKuBormcs
OBIAA AAAEKO HE CAMHCTBEHHOW CPEAOH, KOTOpad HHTEpecoBaAa 'apTMana: OH OBIA TAK/KE BHIAAFOIIIMCH
AH3aHHEPOM KOCTIOMOB, ACKOPATOPOM aPXHUTEKTYPH H IIPEAMETOB ObrTa. B 31OM OH mpoaBrnHyAcA Oamxe ,
YEeM MHOTTE XYAOKHUKH CBOETO IIOKOACHIA, K TONH PA3HOBUAHOCTH HCKYCCTBA, KOTOPAA BKAIOYAAA BCE CDEPBI
ITOBCEAHEBHOI JKU3HH U KOTOPYIO ITO3KE CACAAAN 3HAMeHHTOH benya, Koposun, ComoB u Apyrre
npeacTaBuTeAn «Mupa uckyccrsa». B Myspike Mycoprckoro, KoTopas co BCEH CTPACTBIO BOCIIPUHAAA PYCCKHH

HaI_[I/IOHaAbeIfI AYX ACBATHAAIIATOI'O CTOACTHA, (pOAbKAOp HCITOCTHUKMMbBIM O6p2130M CBA32H C rAy601<o



IIPOYYBCTBOBAHHOH HCTOPHYECKOH OCBEAOMACHHOCTBIO H HAIIMOHAABHON HACHTUYIHOCTBIO. OrpomHOe
OAaroroBenwme, KOTOPOE CKBO3UT, HAIIPUMED, B 3aKkArounTeAbHON «Kapruake» («3oroteie Bopora B Kuesey),

IIOYTH PEAUTHO3HO II0 IIPHPOAE. AOAKHO OBITh, 3TO TO, YTO U4yBCTBOBAA MyCOPICKHI, KOTAQ OH BIICPBBIC

yBuAeA MOCKOBCKIE Kpemab B 1859 roAy—odeHb BaKHBIH OIBIT, KOTOPEIH BOCITAAMEHHA €TI0 ITOKH3HEHHOE

ITOKAOHEHHE PYyCCKOMY HUCKYCCTBY.

B Aomoanenne k atomy, apyrue crienst u3 «KaprnHow», Kak, Hanpumep, sneprugnad «130yika Ha Kypbux
HOJKKAX», IPUHAAACKAT K HHOMY KOHITY SMOIIHOHAABHOIO CIIEKTPA, HCCACAYEMOIO B 5THX MUHHATIOPAX. 3ACCh
Mycoprekuii mpeBpariaeTcs B OIBITHOIO MACTEPa 3aPHCOBOK, OXBATHIBASA BCE ITOAPOOHOCTH U BPEMECHAMU
ITOAYEPKHYTO IIPEYBEANIHBAS ACTAAH KAPTHHBI, HAITHCAHHON AASl HAC My3BIKAABHBIMU CPECACTBAMEL
IMyrarorumit mepconax oapkaopa, baba Sra, 3A00HasA BeAbMa ¢ OIPOMHBIM ITOADOPOAKOM 1 HU3KHM
rOAOCOM, BHOBb M BHOBb IIOSIBAICTCSA B ACTCKHX CKA3KAX KAK I'AABHBIH aHTH-Tepoil. baba fra me moassyerca
BOAIIEOHOI ITAAOYKOM, HO IMEET HECKOABKO ACTKO Y3HABACMBIX aTPUOYTOB: OHA ACTACT B CBOCH CTYIIC,
rmomoras cebe IeCTOM; OHA 3AMETAET CBOM CACABI OCPE3OBBIM BEHHKOM I JKHBET B (DaHTACMATOPHUIECKOH n30e,
KOTOpPas CTOUT Ha KyPBHX HOKKAX M MOKET IIOBOPAYUBATLCA caMa I10 cebe. Aase eCAM TBI HACTOABKO
HEOCTOPOKEH, ITOOB IPUOAU3UTHCA K M30€, THI HE CMOKEIIb HANTH ABEPh, €CAU HE IIPOM3HECEIITH
BOAIIIEOHOE 3aKAmHAHHE: «[JOBEPHICH K ACCY 3aA0M, a4 KO MHE ITepeAOM». AHTPOITIOAOTH, KCTATH, YKA3BIBAIOT
Ha CHOMPCKOE IPOHCXOKACHUE N30 TAKOTO POAA KOHCTPYKIIUH. Y PAABCKIE H TYHIYCCKHAE OXOTHHKH CBOH
32FMKI, IOCTPOCHHBIC U3 CTBOAOB ACPEBBEB, ITOAHHUMAAM Ha ABA C IIOAOBHHOH—TPH METPa HAA 3¢MACH, 4TOOBI
yOepedb IpUIIACH OT KUBOTHBIX. KOPHH ACPEBBEB IIPU 9TOM COXPAHAAHCH, CO3AABASA BIIEYATACHUCE «KYPBHX

HOXKEK».

B myssikaapHOM OoTHOIIIEHHH «VI30YIIIKa HA KYPBHX HOKKAX» —39TO HEUCTOBBIH IIOACT BEABMBI Y€PE3 ACC,
CMETAIOIIHI HA CBOEM ITyTH BETBH ACPEBLEB U BEIBOPAYHBAOIINI KycTel. Mopuc Paseab, opkecTpoBaBIIIIit
«Kaprumkm» aad moasoro opkectpa B 1922, ¢ xapakTepHONR AAfl HETO BUPTYO3HOCTBIO YCHAHA Pa3ANTIHbIC
3BYKOBBIC 9(PEKTEI, Y7KE MMEBIITHEC B H300OMAHMH B My3bIKE MyCOPICKOro AASl COAHPYIOIIEro (hOPTEITHAHO.
I'Ayxrie MOIIHBIE YAQPEL ITECTA CABIIIATCA B CAMOM HAYAAE B AUTABPAX, TOTAA KAK AASTAHHE AYXOBBIX OTBEYACT
M HECKOABKHMU TAKTAMU IT03:Ke. Huskue 3ByKH MEAHBIX, TAKEABIE YAAPHBIE, I B OCOOEHHOCTH BUXPEBOE
TPEMOAO CTPYHHBIX—BCE paboTaeT Ha TO, YTODBI YCHANTD BIEYATACHIE TOAOBOKPYKHTEABHOIO TEMIIA B
OypHOI IEePBOH YaCTH IIBECHL, B IIOBTOPACTCA C ACTKIMH MOAU(HKAIIMAMI CHOBA IIOCAE 3AOBEIIEH CpeAHEN

qacTu.



