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About the Principal Constants in Ekaterina Ruchyevskaya’s Scholarly Music Heritage 

Ekaterina Ruchyevskaya ranks among the most significant Russian musicologists and 
pedagogues. Her most important achievement is bringing out the vocal genres onto the leading role 
in the history of musical art. This subject forms the main topic of her research: “Words and music”, 
“Analysis of vocal compositions” (in co-authorship), “About the correlation of words and melody in 
early 20th Century Russian chamber-vocal music”, “About the methods of interpretation and 
expressive signification of speech intonation (by the example of S. Slonimsky, V. Gavrilin and 
L. Prigozhin’s works)”, as well as volumes of research about the operas of Glinka, Mussorgsky,
Rimsky-Korsakov, and Wagner. In the correlation between music and words Ruchyevskaya has
made one of the most significant scholarly discoveries — the approaching rhythm. She proved that
consistent pattern, that rhythm in the best vocal music, notwithstanding all the great semantic
meaning, is generated as being different from verbal rhythm. And music with a precise “matching”
to the rhythm of the words is evaluated in a critical manner. Thereby, the essential autonomous
quality of music, even in vocal genres, is substantiated in a fundamental manner.

As an active theorist-musician, Ruchyevskaya saw distinctly the immense deficiency in the 
theory of musical form — the weak elaboration of musical thematism. Her chief work on this topic 
is “Functions of the musical theme” (1977). This work revealed an innovative conception of 
thematism as a phenomenon that is not only structural, but also pertains to the musical content. This 
work develops the concepts of the intra-text and extra-text functions of thematism. The beyond-
textual functions are particularly the content-based ones, and their systematized elaboration became 
the sole work among the scholarly works on this issue. 

Among Ekaterina Ruchyevskaya’s students, the leading specialists at the St. Petersburg 
Conservatory are V. Shirokova, L. Ivanova, N. Afonina, and V. Goryachikh. E. Dulova assumed the 
position of the Rector of the Belarusian State Academy of Music and recently of the General 
Director of the Grand (Bolshoi) Theater of Belarus. 

Key words: E. A. Ruchyevskaya, innovative concept, approaching rhythm, musical 
thematism, thematic functions, followers. 
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About the musical-rhythmic dictionary of the second half of the 20th century 

The renewal of rhythm of the 20th century music which was caused by the evolution of 
musical thinking as well as reflected in the methods of the composition and aesthetic and 
philosophical concepts is analyzed. New types of rhythm in the works of V. Kholopova, 
E. Dubinets, A. Sokolov and other scientists are systematized. The significance of rhythmic
discoveries for the main levels of a multifaceted rhythmic structure: sound (phonic) and syntactic
rhythm is considered.

The difference between the rhythmic innovations of the first half of XX century and the 
post-war musical avant-garde is defined. In this study E. Ruchyevskaya’s ideas about the 
correlation of the compositional systems as well as the themes which itself present a complex 
relationship of a structurally organized foundation of the form and it’s intonational result2 were 
considered. The distance between the methods of rhythmic technique and rhythm in the artistic 
realization of the idea is considered. 

It was determined that a rhythmic dictionary crystallizes the various types of the movement 
and includes rhythmic figures and formulas that repeat in different works, which reoccur in 
different works as style-determining. Rhythmic drawing serves as a criterion for studying the 

1  .   . ., 1977. . 126. 
2 Ruchyevskaya E. Functions of the musical theme. Leningrad, 1977. P. 126. 
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rhythmic vocabulary. The reflection of general vocabulary-rhythmic patterns in individual 
configurations of drawings is considered. The typology of rhythmic variants based on the 
distinction between longitude / brevity of rhythmic units, their commensurability, their 
combinations is established. 

Syntax of sonorous musical material is viewed as a theoretical problem; the role of general 
forms of the sound, the significance of the figure as a component of syntax (E. Ruchyevskaya) is 
analyzed. Correlation between phonic and syntactic levels of rhythmic organization is established. 
Micro-rhythm, rhythm-timbre, prose-like syntactic rhythm were considered in the aspect of a 
rhythmic pattern. 

Spatialization of rhythmic movement in notation is considered. “Fictitious” metric graphics 
is considered. Continuum musical graphics encoded in its rhythmic patterns are considered. 

Phonic and syntactic patterns of the rhythm in individual instrumental works by 
G. Ustvolskaya, B. Tishchenko, S. Gubaidulina, E. Denisov, J. Cage, K. Penderetsky, G. Ligeti,
P. Boulez, and other composers of the second half of the 20th century were analyzed.

Key words: rhythm, rhythmic dictionary, musical syntax, figure, general forms of sound, 
continuum musical graphics. 
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Melodic formulas of E. Ruchyevskaya in the material of P. Tchaikovsky’s opera 
“Eugene Onegin” (statistical notes) 

“Melodic formulas” (or “schemes-invariants”) of dispersed microthematism5 and examples 
to them from the Introductions and Scene 1 of P. Tchaikovsky’s opera “Eugene Onegin” are used as 
an illustration of the researcher’s hypothesis about the stylistic role of such thematism. To test this 
hypothesis by statistical means the stylistic features of the composer’s musical language, defined by 
Victor Zukkerman6 were used. 

Method of research: “imposition” of stylistic features on the material of the examples with 
melodic formulas of Ruchyevskaya (60 out of 62 examples have such features). 

In the course of the study the degree of their severity in the examples of Ruchyevskaya in 
comparison with the material of the Introduction and Scene 1 of “Eugene Onegin” as a whole was 
checked, meaning the comparison of stylistic features according to their denominations (102 and 
134); also the comparison of the sum of the beats of these examples with the scales of the 
Introduction and 7 fragments of the Scene 1 of the opera (ratio 1:3) was done; the number of 
stylistic features that come, on average, per one beat (2.069 versus 1.478) was established. 

Interpretation of the results: a sufficient “manifestation” of the volume of examples with 
Ruchyevskaya’s melodic formulas on the scale of the Introduction and Scene 1 of “Eugene Onegin” 
(1/3 of the whole); a pronounced concentration of stylistic features in them (on average, every 3-rd 
beat of the material of this part of the opera contains an increased “density” of such features). From 
the positions of perception, this is the deployment (according to the “reference points” of stylistic 
features’ concentration) of the line of stylistic patterns of the work, ensuring its stylistic unity and at 
the same time demonstrating the individual signs of the composer’s style. 

Conclusions: statistical confirmation of Ekaterina Ruchyevskaya’s hypothesis about the 
stylistic role of melodic formulas in the music of “Eugene Onegin”. Statistical techniques serve as 
means of an objective approach to Tchaikovsky’s style’s study.  

5 Terms by E. Ruchyevskaya. For details refer to the book “Functions of the musical theme”. Leningrad, 1977. P. 145. 
6 Zukkerman V. Expressive Means of Tchaikovsky’s Lyrics. Moscow, 1971. 
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Key words: Tchaikovsky’s style, opera “Eugene Onegin”, P. Tchaikovsky, 
E. Ruchyevskaya, melodic formulas, stylistic sings, statistical devices.
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Formative tendencies in the corpus of Russian song folklore 

The volume of song folklore’s corpus is large and fundamentally incalculable, since it is not 
limited to what has been published, recorded, and stored in archives; fixation is only a snapshot, 
however, life of folklore is endless and varied. 

Systematic representation of the corpus is achieved through classification, hierarchical and 
based on features selected according to three criteria: image / theme, poetics, and function. Logical 
classification is complemented by a phenomenological one, a description of local song traditions, 
which are a form of folklore’s existence. Superimposed on one another these two classifications 
represent the corpus of song folklore as mobile and changeable. 

However, it exists as a whole due to the process of being the songs of oral traditions. It is 
based on transmission, which is possible due to the form (oral statement is preserved by form). The 
main feature is the repetition of a tune (intonated, organized in time of pronunciation) with a 
changeable verbal text. 

The combination of melody and text is carried out in the melostrophy, the effective reality of 
the song’s existence. The forms of the melostrophy correlate with the categories of classification 
and with the phenomena of traditions. As a number of descriptions accumulates, historical 
morphology becomes visible in it, but it is not enough to confine oneself to a catalog and references 
to certain models. 

The composition of the melostrophy is formed by the interaction of two trends in form 
creation: crystal and dynamic; the action of the first is reproducing the model, while the action of 
the second is overcoming it. “Pure” samples: the melostrophy of many calendar songs ones form 
phrases equal in volume and organized by a repeatable pattern of syllabic rhythm; the opposite pole 
is lingering, in which the initial grain is repeatedly transformed. However, the interaction is always 
real. Tracing and describing these levels is a fascinating and difficult task; its gradual solving 
contributes to the understanding of folklore as a process taking place in time and a single organic 
whole. 

Key words: corpus of song folklore, logical and phenomenological classification, 
melostrophy. 
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Anna GAEVSKAYA, 4th year student of the Department of Ancient Russian 
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Cyclic organization of ancient Russian chants in the concept of E. Ruchyevskaya 

The ancient Russian singing tradition is an integral part of the entire Russian musical culture. 
In the conditions of professional art of the medieval type, oriented towards liturgical practice, many 
of those universal laws of musical thinking arose, which are described on the material of Russian 
music of the New Age. Complexes of ancient Russian chants and vocal cycles of the 18th–20th 
centuries are art phenomenon that have different content and are radically different in their musical 
language. Nevertheless, many regularities in the formation of the Old Russian singing cycle 
correspond to the principles of musical and poetic cyclization, which were considered in the works 
of E. Ruchyevskaya on the material of the vocal cycles of the New Age. 

In modern works on musical medieval studies, special attention is paid to the problem of 
cyclicity as a natural property of medieval texts (A. Kruchinina, M. Egorova, etc.). The subject of 
our study is a complex of ancient Russian hymns of six stichera, organized according to the 
principle of a musical cycle and included in the Act of the Last Judgment — a separate rite, the 
tradition of performing which was passed from Veliky Novgorod to Moscow at the end of the 16th 
century. The order of performing the Action is known due to the information of the episcopal 
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Service books, the books of royal and patriarchal exits, and the musical texts of the stichera are 
recorded in notated manuscripts of the 17th century. 

The analysis of the stichera complex representing the eschatological line of the musical 
dramaturgy of the Action shows that it is a conceptual meaningful unity, a deterministic singing 
cycle that corresponds to the principles of determining the cyclic form described by 
E. Ruchyevskaya. This indicates, on the one hand, the universality of the researcher’s concept, on
the other hand, about the relationship and continuous tradition in the development of Russian music
from antiquity to the present.

Key words: ancient Russian music, Act of the Last Judgment, stichera, ancient Russian 
singing cycle, vocal cycle, E. Ruchyevskaya. 
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On the paradoxical correspondence of the categories “relief — background” and “theme — 
invariant” to the peculiarities of thematic development in ricercars of the 16th — early 17th 

centuries 

The concept of the musical theme developed by E. Ruchyevskaya refers to “classical music 
in the broad sense of the word”10. However, some individual categories of this concept reveal 
universal properties. Their application proves to be not only possible, but also necessary when 
explaining the thematic development in the so-called mosaic ricercars and similar polyphonic pieces 
of the late 16th — early 17th centuries. Dozens of statements of subjects (themes) serve as the 
material for mosaics. They are composed according to the principle of relief and background11. The 
subject statements, which make up the background, often merge into a continuous melodic line, 
devoid of pauses. Numerous transformations of the subjects are carried out using the inganno 
technique12; a disproportionate change of rhythm is also used. At the same time, the invariant of the 
subject is the sequence of its solmisation-syllables.  

Key words: E. Ruchyevskaya, relief, background, theme, invariant, ricercar, inganno 
technique. 
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Valery GLIVINSKY, Dr. Habil. (Doctor of Art Studies), musicologist, 
independent scholar (New York, USA) 
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10 Ruchyevskaya, E. Functions of the musical theme. Leningrad, 1977. P. 7. 
11 Gerver, L. Inganno and other secrets of polyphonic technique of the second half of the sixteenth to the beginning of 
the seventeenth century. Moscow, 2018. Pp. 197–198, 221–223. 
12 Ibid. Chapters III–V. 
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New approaches to analyzing Russian music 

Russian music is a vital component of global musical culture, one with clearly audible 
national originality. Playing decisive role in it, the work of members of the St. Petersburg Classical 
School — Stravinsky, Prokofiev, and Shostakovich — can be examined as a historical outcome 
forged from the artistic experiences of their predecessors. At its core, their work comes down to the 
building of a new creative method: object-descriptive polymorphism. Its object descriptiveness rests 
on refocusing musical imagery from a person’s internal world to the outside, natural world. 
Morphological analysis methodologies provide a way to describe this refocusing. Morphemes of the 
environment, time, event, space, and movement make up a specific, musically expressive layer 
which plays the role of intermediary between the exterior world and the listener’s intuitions and 
ideas of space and time. 

The polymorphism of this new creative method stems from the concept of the object as a 
potential multiplicity of individualized forms. This diversity is unified by an initially provided 
constructive prerequisite. Musically, this is a sound construction with a typical set of characteristic 
traits: a morpheme. As a text representation of the morpheme, the morph transforms it into the 
generic and stylistic “flesh and blood” of a specific musical work. The morpheme and morph are 
connected in constructive and content-related (innately conceptual) ways. Examples of object-
descriptive polymorphism in Rimsky-Korsakov’s “Sadko”, Stravinsky’s “Petrushka”, Prokofiev’s 
“Alexander Nevsky”, and the invasion episode from Shostakovich’s Symphony No. 7 prove that 
psychologically enriched tone painting is a foundational tool for realizing the artistic concept. A 
morphological analysis of this expressive mean, covering as wide an array as possible of 19th and 
20th century works by Russian composers, is a pressing task for current-day Russian musicology. 

Key words: object-descriptive polymorphism, psychologically enriched tone painting, 
N. Rimsky-Korsakov, I. Stravinsky, S. Prokofiev, D. Shostakovich, St. Petersburg Classical School.
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Time in “Khovanshchina” by M. Mussorgsky 

The idea of time is integrally linked with the author’s concept of “Khovanshchina”. 
M. Mussorgsky wrote to V. Stasov, “To show the past in the present is my goal”, starting to work
on an opera. However, historical time which is interpreted in the opera as a socio-political and
religious conflict and projected by the composer onto the contemporary era is only a part of the
multi-layered temporal structure in “Khovanshchina”. Even without dissecting it in musical terms it
is possible to distinguish the following levels of embodiment of the idea of time in the opera. Plot-
event time is marked in “Khovanshchina” not only by pressing historical time, but also by
symbolizing the time of day. Time of action in the opera is symbolized by morning (sunrise) and
night, elements of temporal dramaturgy, including those denoting the extreme points of
“Khovanshchina”, its beginning (“Dawn on the Moscow River”) and end (night scene in the forest
monastery). But to an even greater extent it is a symbolic space that actualizes the supra-plot plan.

The flow of time of “Khovanshchina”’s dramaturgy has special features: on the one hand, 
the illusion of its continuity arises (the extreme manifestation of such an interpretation is 
N. Teterina’s “opera of one day” concept); on the other hand, abrupt stops with flashforward of
action, time gaps, and the sense of parallelism of ongoing events.

Eschatological time rises above all plot conflicts. The expectation and arrival of the “end 
times” is understood in the opera, first, in a religious sense (Dositheus’s and schismatics’ plot line). 
“The time has come…” is one of the key phrases of the opera and can be heard in different versions 
in all acts of “Khovanshchina”. In a broader sense, the motive of waiting for the “fate’s decision”, 
for the tragic denouement equally characterizes Dositheus and Marfa, Vasily Golitsyn, the archers, 
and their leader Ivan Khovansky. This explains the unusual — from the point of view of traditional 
opera dramaturgy — passivity, inactivity of “Khovanshchina”’s main characters. Their actions can 
no longer affect the course of events, all there is to do is to wait for the inevitable end. 

Thus, time becomes the central semantic element of the plot and dramaturgy of 
“Khovanshchina” on both real and symbolic levels. 

Key words: M. Mussorgsky, “Khovanshchina”, time, opera dramaturgy, history, 
eschatology. 
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Author’s remarks in a musical text as an expression of the director’s will of the composer 

In the monograph «„Khovanshchina“ as an artistic phenomenon» (chapter “Mussorgsky the 
director”)15 E. Ruchyevskaya builds a typology of the composer's remarks in the operas “Boris 
Godunov” and “Khovanshchina”, highlighting the remarks associated with description of the 
situation, designation of gestures, facial expressions and movements in mass and interior scenes, the 
behavior of the characters in dialogue and monologue, etc. The paragraph also contains a 
subdivision of remarks by content levels: everyday and psychological remarks (“psychological hint 
remarks”), “emotional tone” remarks, visual and procedural remarks (displaying action), etc. 

It seems that this typology, as well as the initial premises of the researcher that characterize 
Mussorgsky’s method (the connection of stage directions with musical dramaturgy; understanding 
the stage direction as a way of “external expression in gesture and in the movements of the inner 
life”16 of the characters, etc.) are generalizing character, as a result of which they can become a 
reference point in the analysis of other phenomena of musical and theatrical art, even if these 
phenomena in the musical-historical, chronological, figurative-stylistic respect are extremely far 
from both Mussorgsky’s era and the creative ideals of Russian composer. 

From these positions, this report will consider the director’s instructions in several Austro-
German operas of the first half of the 20th century, the authorship of the literary text in which 
belongs to the composers themselves (“Salome” by R. Strauss, “Wozzeck” by A. Berg, “Florentine 
Tragedy” by A. Zemlinsky, “The Distant Ringing” and “The Stigmatized” by F. Schreker). In cases 
where the libretto of the opera is the text of an original dramatic work, special attention is supposed 
to be paid to variants — remarks that the composer introduces or changes for a specific purpose. 

Key words: remarks, Mussorgsky’s “Khovanshchina”, E. Ruchyevskaya, musical 
dramaturgy, director’s instructions. 
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15 Ruchyevskaya E. Mussorgsky’s “Khovanshchina” as an artistic phenomenon. On the problem of genre poetics. St. 
Petersburg, 2005. Pp. 249–290.  
16 Ibid., p. 251. 
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On the problem of theatricality of Paul Hindemith’s sonatas: instrumental roles 

The universality of dramaturgical and compositional principles in various genres of 
Hindemith’s work proves the essential unity of the composer’s musical thinking. The connection of 
instrumental sonatas with the composer’s theatrical opuses is present on several levels. Firstly, the 
sonatas’ characteristic features of expositional themes allow us to draw certain analogies with the 
typology of the acting roles of the classical and romantic theater. Secondly, in the field of musical 
form there are also connections with the logic of opera and, more broadly, theatre dramatic 
composition. 

Genesis of recognizable roles in Hindemith’s sonatas is largely determined by the 
peculiarities of timbre and technical capabilities of solo instruments. Timbre characterization can’t 
be regarded as a new phenomenon in instrumental music, but it is precisely in Hindemith’s sonatas 
that this side of the musical image’s characterization gives rise to direct associations with theatre 
roles. Through such associations is achieved the recognition of the image, its animation, a kind of 
“generalization through the timbre” of an instrument. Bright, unique characters with individual 
intonation “enter the scene” with the exposition themes of first movements of the Tuba, Oboe, 
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Double bass sonatas. In the Clarinet sonata high activity of the dramatic plan is extremely clearly 
manifested, depending on the specifics of the instrument role. The sonata structure of the first 
movement here suffers considerable deformation under the pressure of dramatic logic. 

The sonata form naturally has the widest possibilities for the theatricalization of its 
compositional structure. The theatrical mode of Hindemith’s musical thinking within the framework 
of the sonata form is revealed as a dramaturgically mobile and individual phenomenon. 

This approach allows us to re-evaluate the features of the evolution of sonata form and, 
more broadly, the sonata cycle in chamber music of the mid-twentieth century. As in the 
XVIII century, instrumental genres are enriched by connections with theater. 

Key words: P. Hindemith, theatricality, role, instrumental sonatas, dramaturgy of sonata 
form. 
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Musical textology and musical form: ways of interaction 

Interdisciplinary aspect in the interpretation of the aesthetic completeness of the musical 
form is specifically revealed in musical and theatrical genres, and in analytical approach to the 
concept of “musical text”. A separate area of research includes musical textology and form. 

An artistic text of a musical-theatrical work as a complex of its constituent texts (literary 
source; corpus of accompanying libretto “texts”, both literary and non-literary; libretto; staging in 
the unity of directing, scenography, choreographic, conductor’s interpretation). Musical score as a 
genre and form. Studying the history of the creation of an opera or ballet; “fate” of the composer’s 
text in its editions, in the history of productions (cuts, inserts of non-author’s text, etc.) and printed 
editions. 

“Author’s composer’s will” in terms of musical and theatrical genres. E. Ruchyevskaya 
about S. Prokofiev’s “War and Peace” opera’s fate. The problem of stage composition’s dramaturgy 
is considered. 

Possible areas of study of musical and theatrical genres and their forms based on the 
textological method: 

composer’s creative process captured by the researcher on the basis of work with documents
and scores, coming from the peculiarities of working with theatrical music;
musical form (structure and process) in terms of musical and theatrical genres;
the problem of musical form’s integrity as an imprinted author’s will (the initial correlation of
acts and pictures, the role of development in dramaturgy and composition, the system of
thematic and intonational organization in terms of cuts and inserts, etc.).

The relevance of studying the musical form of an opera (ballet) at several temporary 
“stages”: forming sketches and sketches, editing them, and turning into independent episodes and 
sections, scenes and acts, at the editing stage when preparing an opera or ballet for staging or 
publication. The most reliable in terms of the research method is the sphere of studying the 
compositional process and musical form in the context of musical and theatrical genres on an 
evidence-based textological basis in terms of comparing texts that shape an artistic whole. 
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Key words: E. Ruchyevskaya, musical form, musical textology, opera, ballet, composer’s 
creative process.  
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Psychological theater in I. Rogalev’s vocal cycle “The Waiting” 

“The Waiting” by I. Rogalev follows the path of rigorous and deterministic vocal cycle. The 
binding factor is the main idea of manifesting the feelings and the experience of the protagonist, the 
realization of which is the result of composer’s directing. 

You can barely catch on to the actual plot in “The Waiting”. However, the vagueness of 
these events puts an emphasis on the emotional state, by the nature of which there is no strictly 
causal or chronological relationship. The sequence of the songs presents a mix of memories and the 
current feelings and experiences. The feeling of inner experiences, the fragility of time and space is 
enhanced by the combination in the heroine’s monologue speech of various forms of addressing 
herself — both on her own behalf (“I”), and on behalf of an imaginary interlocutor (“you”). Each 
song thoroughly draws out psychological nuances, which paint the cycle with a sense of intense 
anxiety and tension (complex, sometimes counterintuitive phrasing, accompanying the transition of 
written word into music, uneven beats in the piano part, tonal uncertainty at the end of the numbers, 
etc.). 

The cycle is held together with a distinct dramatic line, which has its origin, an intense, 
emotionally increasing development and a finale. The elements that glue the songs together, ravel 
them into a coherent comb of a bigger picture make their appearances at different levels — verbal 
(verses by B. Kornilov, alternating with vocal episodes), vocal and instrumental. Piano interludes 
and postludes, as well as cross-cutting thematism play a binding role in the cycle. 

The signature feature of “The Waiting” is the mixture of tastefully embodied frenzy of the 
narrative, sort of born out of an incoherent mind, with theatric clarity and a rigid compositional 
arrangement of the cycle. 

Key words: I. Rogalev, “The Waiting”, vocal cycle, psychological theatre, cross-cutting 
thematism, monologue narration, poetic word. 
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Compositional and dramaturgical models in Rachmaninov’s concertos and symphonies 

The purpose of the report is to reveal the style models of Rachmaninov’s symphonies and 
concertos in two aspects: a) thematic material and b) composition, understood as a narrative 
dramaturgic process. Since the “point of intersection” of these aspects are the leitthemes and 
leitmotivs that take place in different parts of the cycle, they and their transformations will become 
the main subject of consideration. 

Among the tasks: revealing the specifics of the musical dramaturgy of concertos and 
symphonies by Rachmaninov; the specifics of implementation of these genres at different stages of 
his creative life (early stage: First Concerto and First Symphony; central: Second and Third 
Concertos, Second Symphony; late: works of the American period).  

Fixing the models adopted by tradition (Chopin, Liszt, Tchaikovsky, Glazunov, etc., 
including the Dies irae symbol), we attach special importance to the unique Rachmaninov models, 
especially characteristic of the second stage period’s works, including: bell movement (“swing”); 
archaic narrow-volume intonations that came from Znamenny chant; “soaring” lyrical cantilena 
melodies. Particular attention will be paid to the musical dramaturgy of his later works in the 
context of global romantic and post-romantic tradition and modern trends. 
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Conclusions: 
Rachmaninov’s style, firmly relying on the romantic tradition, significantly enriches and

expands it, making it a true accessory of the 20th century, and not a vestige of the previous one;
reveals the common and different in the intonational-dramaturgical invariants of Rachmaninov’s

symphonies and concertos — in the nature and degree of expression of the leitthemes, in
understanding the cycle as a single process, in the musical-dramaturgical concept itself;

comprehending his music primarily as “singing” (including on the piano) and verbal statement
(in the broad sense of the word), Rachmaninov pays no less attention to the gestural, physical
aspect.

Key words: S. Rachmaninov, piano concerto, symphony, style, model, music dramaturgy. 
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“Contemporary chamber music” (for performers) and “Analysis of musical compositions” 
courses 

“Contemporary chamber music” as a continuation of the subject “Analysis of musical 
compositions”. 

Reliance on the provisions of the works by E. Ruchyevskaya: “Classical musical form”, 
“Functions of the musical theme”, “Thematism and form in the methodology of music analysis of 
the 20th century”. 

The specificity of the analysis of chamber music due to its genre features is considered. 
The problem of choosing works in the course “Contemporary chamber music”, covering the 

period of the XX — beginning of the XXI century is viewed. 
Constructing a course for a string department based on the consideration of works for 

different performing teams: solo string instrument; string quartet, trio, duet; mixed ensembles with 
strings. 

Aspects of analysis: classical-romantic and non-classical types of thematic material, a 
special emphasis on its timbre component, timbre “drama” in the deployment of the form-process. 

Key words: contemporary chamber music, course issues, selection of compositions, aspects 
of analysis. 
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Issues of thematism in the 20th-century music and their reflections in the anti-symphonies 
of the 1960s–1970s 

The musical art of the 20th century is characterized by a significant rethinking of the 
phenomenon of thematism, its functional and structural features. Keeping a balance between intra-
text and extra-text functions of the thematism (notions by E. Ruchyevskaya) became very relevant 
for anti-symphonies. This phenomenon appeared in the 1920s as part of the anti-art of the Dadaists 
(J. Golyscheff, E. Schulhoff) and developed in the 1960s–1970s in the works of H. O. Donner, 
L. Berio, K. Rydman, A. Schnittke and others.

An anti-symphony itself is antinomic. On the one hand, anti-symphony’s most important 
feature is the denial of the “original” genre’s defining features. On the other hand, a dependence on 
symphony is strong too. This dependence, using quotations and collage cause the predominance of 
extra-text functions of the thematism, crisis of the intonational development and a situation when all 
the forefront material can become secondary. In this way, the issue of the correlation of intra-text 
and extra-text functions of the thematism in anti-symphonies is related with the problem of 
representativeness of the original text itself, determining its distinctive features and status in the 
form. Rydman (“Symphony of the Modern World”), Schnittke (Symphony  1), Berio (“Sinfonia”) 
offer their solutions to these problems. 

The issues of balance between intra-text and extra-text functions of the thematism is also 
characteristic of other anti-art directions and reflects the transitional nature of art in the 1960s–
1970s as a whole. 

Key words: thematism, intra-text and extra-text functions of the thematism, anti-art, anti-
symphony, A. Schnittke, L. Berio. 
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“Parallel Dramaturgy” in modern opera art of the second half of the 20th century 

The concept of “parallel dramaturgy” being one of the discoveries of the philosophy of art of 
the 20th century has found its distribution in theater, literature, music, and cinema. “Parallel 
dramaturgy” has become the most important organizing factor in musical works of various genres. 
The development of opposite dramatic spheres in one work enhances the semantic fullness, 
synthesizing them into a single whole. For the opera theatre, this stage type became indicative of 
Russian, Western European, and American music. 

One of the first works is “Soldiers” by B. Zimmerman (1964, based on the play by J. Lenz), 
where the stage space was divided into sectors, at the end into 24 scenes on the stage. The 
peculiarity of the content here are the “disconnectedness” of the dramatic spheres, and the alogism 
of action. 

The duality of the dramaturgy is indicative of the opera “The Master and Margarita” by 
S. Slonimsky (1972, based on the novel by M. Bulgakov). The polyphonic structure of the novel,
the “complex counterpoints” of plot lines predetermined the originality of the stage and musical
embodiment of the opera. Same as in the novel, time here flows in two dimensions forming
independent channels of dramaturgy: one of them is associated with Yeshua Ha-Nozri and the
gospel characters, the other with the Master, Margarita, and the literary environment of Massolit.

The dramaturgy of “Lolita” by R. Shchedrin (1994, based on the novel by V. Nabokov) is 
represented by a 6-channel action movement: Judges pronouncing sentence on Humbert; the Boys’ 
prayer in the church; playwright Claire Quilty as a murder victim; the main plot of action with the 
participation of the main characters; orchestral episodes; duets of Advertisers. 

A striking example of a work with “parallel dramaturgy” is the opera “The Ghosts of 
Versailles” by the modern American composer G. Corigliano (1991, based on the third part of the 
trilogy by P. Beaumarchais “The Guilty Mother”). Three plans of action coexist independently of 
each other: the first of them is connected with the reflection of the other world, in which the 
executed Marie Antoinette, Louis XVI and their court are located; the second plan is a witty 
buffoonery (the world of Figaro, Susanna, Almaviva, Rosina, Cherubino); the third plan reproduces 
the formidable events of the French Revolution. 

Key words: “parallel dramaturgy”, opera, B. Zimmerman, “Soldiers”, S. Slonimsky, “The 
Master and Margarita”, R. Shchedrin, “Lolita”, G. Corigliano, “The Ghosts of Versailles”. 
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The Gospel in the Masterpieces of Russian Opera: M. Glinka “Ruslan and Lyudmila” 

The field of humanitarian research is currently undergoing a renewal associated with the 
official return of religion to the worldview of society including the scientific one. Methodologically, 

17  .   . ., 2018. 
18 . . -  . . 1. ., 1868. 
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this can be supported by the so-called civilizational theory19, which is also coming out of historical 
oblivion. It is important for art criticism that the triad of religion — culture — state, which is 
invariably observed in the structure of civilization, reveals a direct connection between cultural 
phenomena and both the “type of belief” and the state system. 

The idea of this kind of relationship is known in works on pagan cultures. In respect to the 
monuments of the Christian society, especially secular monuments, it is under development. 
However, its prospects, for example, in the study of Russian music seems obvious. It was the 
“catechization” of the genres of European secular culture, the acquisition of evangelical meaning by 
them, which is important for the Russian worldview, that largely determined the development of 
Russian musical art, its formation as a leading world culture. 

Opera was one of the first secular genres to experience a semantic transformation. This was 
accomplished in the work of one of the first Russian geniuses, M. Glinka. Theatrical compositions 
represent the composer as the creator not of a tragedy (a genre with a trail of pagan expressiveness) 
but of a Christian stage sermon in which the characters and situations are revealed from the side of 
the “accomplishment of the Gospel” or deviation from the path indicated in the Gospel20. 

In the opera “Ruslan and Lyudmila” the scale of genre transformation is particularly 
impressive, testifying to the seemingly impossible for the pagan context (hence called “fairy-tale”) 
the evangelical history of Holy Russia. How this is expressed in poetry, music, and opera 
dramaturgy is discussed in the announced report. 

Key words: M. Glinka, “Ruslan and Lyudmila”, opera, civilizational theory, religion, stage 
sermon. 
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19 Danilevsky N. Russia and Europe. Moscow, 2018. 
20 Archbishop Macarius. Orthodox dogmatic theology. T. 1. St. Petersburg, 1868. 
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My Prokofiev 

“War and Peace” by Sergei Prokofiev in my listener’s biography. From the first production 
at MALEGOT with Tatyana Lavrova and Sergei Shaposhnikov, from the premiere at the Bolshoi 
with Galina Vishnevskaya as Natasha, and Temirkanov’s performance at Kirovskoye with Galina 
Kovaleva and Sergei Leiferkus, to four productions at the Mariinsky Theater in 30 years of Valery 
Gergiev’s artistic direction. From outrage against the idea of the great composer, endless 
“ideological” nit-picking and ruthless cuts to the restoration of the original text of his epic opera. 

Mariinsky Theater is the “Prokofiev’s House”. Next to the Maly Theater in Moscow — 
“The House of Ostrovsky” or with the Comédie Francaise — “The House of Moliere”, our theater 
rightfully bears this obliging name. All nine operas by Sergei Prokofiev were staged at the 
Mariinsky Theater including concert performances of “Maddalena” composed in his young days, 
and “The Giant” composed by nine-year-old Prokofiev. All ballets were staged or musically 
performed; there were also performances in the concert hall of all his symphonies, instrumental 
concertos of the composer, chamber compositions. 

Sergei Prokofiev is the greatest melodist in Russian music. His melodic revelations bear no 
similarities with other composers’ works — be it opera cantilenas or the themes in slow movements 
of symphonies, sonatas, be it characteristic chants in “Semyon Kotko”, “The Duenna”, or the 
amazingly sung prose by Tolstoy and Dostoevsky, represent the gold reserve of our musical 
classics. 

Key words: S. Prokofiev, operas, “War and Peace”, Prokofiev’s melody, Mariinsky 
Theatre. 
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About the Second Movement of the Seventh Symphony by Sergei Prokofiev 

The second — genre — movement of Prokofiev’s Seventh Symphony fits perfectly into the 
centuries-old tradition, according to which it is quite often in the scenery of the declared genre 
(Landler, Minuet, March, Waltz, etc.). The main idea of the symphony is highlighted with special 
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brightness. This is the case, for example, with the Minuet 40 of Mozart’s Symphony, the third 
movement of Beethoven’s Fifth Symphony, the landlers of Mahler’s Symphonies, the scherzo in 
Shostakovich’s symphonies. 

At the same time, “Waltz” from Prokofiev’s Seventh Symphony is fundamentally different 
from the listed, and many other genre parts, because it is the key to understanding the tragic essence 
of the whole work. This is the uniqueness of this movement. It is the core where the tragic meaning 
of Prokofiev’s message is formulated by musical means. 

Like most genre parts of symphonic cycles, “Waltz” is based on everyday material. In this 
case, it is movie music (another Prokofiev discovery!). The main theme of Allegretto seems to be 
the soundtrack of the “Chronicle of the Day” magazine that has come off the screen. 

This “cinematic” Waltz is opposed no longer by a cinematic, not household, but by the 
lyrical, gentle Waltz, related in mood to the Waltzes of Natasha, Cinderella. 

The dramaturgy of this part is based on the opposition, and then the collision of two versions 
of the waltz: everyday and non-everyday. Throughout its entire course the everyday beginning 
literally corrodes the “lyric of the state” of the second waltz version and the trio close to it in 
material. 

At the first stage, the material of the second waltz is destroyed. On the second — the 
phantasmagoric transformation of the lyrical “cinema waltz” turns into a fanfare repeated with 
aggressive persistence. Loud triumphant rejoicing over destruction of the theme’s original lyrical 
appearance! 

Key words: Prokofiev, Seventh Symphony, waltz, dramaturgy, film music. 
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Kaija Saariaho’s “Innocence”: from idea to realization 

The work of Kaija Saariaho prompted people to talk about her as one of the most significant 
contemporary composers not only in her homeland, Finland, but also around the world. A large 
share of this success, of course, belongs to her compositions for musical theater. Every new opera 
by Saariaho attracts the attention of critics and the public. “Innocence”, first presented at the Aix-
en-Provence festival in the summer of 2021, was no exception in this sense. 

The expectation of its premiere was intensified — due to the postponement for one year of 
the entire festival program due to the pandemic— and became very justified: in her fifth opera, as in 
the previous four, Saariaho raises universal and thrilling topics, presenting them in a unique form. 
But here, for the first time, she takes a real event as the basis of the plot letting the audience be a 
judge of a kind of reflection about the school shooting tragedy. 

On the other hand, the protracted preparatory process of staging the opera was the reason for 
the appearance of several video conferences with the composer himself and other participants of the 
production, which were offered by the organizers of the festival in wide access and opened the veil 
of this mystery. How did the idea of the work was born; what were the inspirational impulses; how 
was the work progressing on the way to staging the opera; how does “Innocence” relate to 
Saariaho’s opera work and contemporary musical theater? We intend to focus our report on these 
issues. 

Key words: K. Saariaho, opera art, “Innocence”, A. Barrière, musical theatre, Aix-en-
Provence festival. 
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“Bogatyr Gates” — Finale of “Pictures at an Exhibition” by Mussorgsky 

The “Bogatyr Gates” is a unique page in Mussorgsky’s work embodying the image of the 
people in an epic vein and imbued with the pathos of affirming the high positive principles of life. 
“Bogatyr Gates” is “Glory” of the new time. 

Both Finals represent all aspects of the content of the whole including conflict and tragedy, 
and the level of conflict in the Final of the cycle is higher than in the Final of “Ivan Susanin” by 
Glinka. In “Glory” they are represented by tonal reminiscences, behind which are the key moments 
of the tragic plot, as well as a special version of the “Glory” motif — an affirmation formula that 
contains the entirety of the dialectically complex idea of affirmation through overcoming, which is 
characteristic of Glinka’s codes. 

In the “Pictures” Finale the conflict is present from the very beginning and is expressed by 
the contrast of themes, the content of which belongs not to the plot of the festive picture but to the 
world of the cycle’s main ideas. The initial relation of themes is a variant of the main thematic 
motif of the cycle represented by a grammatically indivisible pair of compositionally independent 
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pictures. In the Finale this pair is an internal link of a unified form, the conflict of which is resolved 
over the course of development subordinate to the logic of Glinka’s formula of affirmation. 

Key words: Mussorgsky, “Pictures at an Exhibition”, “Bogatyr Gates”, Glinka, “Ivan 
Susanin”, “Glory”, ideas of the cycle, the formula of affirmation, composition. 
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Is poetry the servant of music? On the role of the poetic text in an 18th century Italian aria 

The paper discusses some issues: 1) the connection of the stanza’s organization of verse and 
musical form, 2) the correlation of musical-thematic properties of aria and poetic topoi (affects, 
arias-imitazione, d’azione), 3) the practice of transferring solo numbers from an opera to the opera 
using another poetic text. These parameters have repeatedly attracted the attention of musicologists. 
A circle of ideas was formed: about the dominant in the opera seria poetic structure of an aria of 
two quatrains, suggesting the form da capo; about the limiting standardization of arias musical 
stylistics depending on their type, but at the same time about the relative independence of music 
from the poetic text and from the particular operatic plot, which justified the practice of rifacimento. 
In the studies of musicologists until the end of the twentieth century, these characteristics caused, as 
a rule, a negative assessment, served as arguments of conventionality, schematism of the opera 
seria, and its dramatic and aesthetic flaws. 

An analysis of the poetics of the 18th century libretto made it possible to significantly 
deepen and partially modify the ideas about the figurative structure and functions of the aria in the 
opera seria. The paper contains both typical and specific examples of manifestation of these 
analytical theses. In addition, the connection of verbal text and music in the operatic composition is 
considered on the example of the analysis of three solo numbers from operas by C. W. Gluck: 
“Ezio” (Prague, 1750), “Antigono” (Rome, 1756), written on the libretto by P. Metastasio, and 
“Orfeo ed Euridice” (Vienna, 1762, libretto by R. Calzabigi). They represent the practice of self-
borrowing and parodies often encountered in Gluck’s works. However, the interpretation of this 
technique in this case is not limited to the elementary adaptation of music to the new text; on the 
contrary, it is the verbal text that dictates compositional and stylistic changes, transforming the 
aria’s type (aria-imitazione in “Ezio”, aria-amorosa in “Antigono”) and the genre too (recitativo 
accompagnato on the background of musical “landscape” in “Orfeo”). 

All this allows us to conclude, firstly, about the much greater significance of the poetic text 
in the musical composition and style of the Italian aria, as is commonly believed; and secondly, 
about the points of contact between the reformist works of the 1760s and the mainstream opera 
seria. 

Keywords: 18th century Italian opera, aria, poetic text, musical form. 
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The concept of “general forms of sound” in the book “Functions of the musical theme” 
by E. Ruchyevskaya and the perspective of further research 

The concept of “general forms of sound” in the book by E. Ruchyevskaya “Functions of the 
musical theme”. Its fundamental difference from the concept of “general forms of movement” is 
analyzed. The stairway of decreasing polysemy of the musical structure and the steps on which the 
general forms of sound (GFS) function is considered. GFS’s connection to the concept of “musical 
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language”, their non-identity is viewed. Analogy of GFS (according to Ruchyevskaya) with 
phonemes and morphemes of a verbal language, but not with words, syntagmas, phrases is 
considered. GFS as a phenomenon of the sub-thematic level is considered. The traditional toolkit of 
the musicologist-analyst, its focus on the upper stairs of the stairway of decreasing ambiguity is 
analyzed. Lack of attention to the lower, pre-semantic ranks of the musical structure is emphasized. 
The simultaneity of the upper and lower ranks, the simultaneity of the relationship “theme, 
thematism and common forms of sound” is considered. 

Style distinctive role of GFS (continental, epochal, even author’s styles) is considered. A 
hypothetical idea of the individual style of a work, relevant primarily for large, multi-part cyclic 
compositions like operas, oratorios is presented. GFS as a key to the study of the individual style of 
a work is considered. GFS as the deep basis of the artistic integrity of a work, its individual stylistic 
“gestalt” is considered. Leading role of GFS in the creative process is considered. GFS and the 
primary level of artistic generalization of the work is emphasized.  

The individual stylistic “gestalt” of the “St John Passion” and “St Matthew Passion” by 
J. S. Bach is considered. The “common denominator” of the individual style of the “St. John 
Passion” is the “dur” (hard) style, the “common denominator” of the individual style of the “St. 
Matthew Passion” is the “moll” (soft) style. The relationship between the lower (subthematic) and 
higher (dramaturgic) levels of Bach’s Passions is considered. 

Key words: E. Ruchyevskaya, general forms of sound, author’s style, style of a work, “The 
St Matthew Passion” by J. S. Bach, “dur” and “moll” styles. 
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