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Ornepa «/ledywika cmeemcsi» (1972) crana nepBbIM OIBITOM B KaHPe MY3bIKaJIbHOTO
TeaTpa AsiekcaHzpa Biagyumuposyuua HYaitkoBCKOT0, KOTOPBIN CerOHS SIBISIETCS OFHOM
u3 Bedyumx GUryp B POCCMIICKON akameMmuuyeckoii Mysbike. Komrmosurop, reparor,
MMAHNCT, My3bIKaIbHO-00IIEeCTBEHHBIN [esTelb, BO3MIAB/SIONi MOCKOBCKYIO aKa-
IeMUYECKYI0 TOCYIapCTBEeHHYI0 GUIapMOHMIO, — B TO BPeMsI OH ObLT BBITYCKHUKOM
MOCKOBCKOJ KOHCEPBATOPUM, KOTOPYIO 3aKOHYMII 10 KIaccy Komrosuuyuu y TuxoHa
XpeHHMKOBA U 10 K1accy oprennaHo y JisBa HaymoBa.

CBOMM pOKEEHVEM orepa 06si3aHa MOCKOBCKOMY KamMepHOMY My3bIKaIbHOMY
TeaTpy — HOBOMY «3KCIIepMMeHTaJIbHOMY» KOJJIeKTMBY, OCHOBaHHOMY B 1972 TI. ero
6eccMeHHbIM pyKoBoauTeneM Boprcom Anekcanaposuuem [TokpoBckum (1912-2009).
Kak HM mapaJjoKCcasbHO 3TO 3BYUMT, BHIIAIOMIEMYCSI PEKUCCEPY AaBHO GbLIO TECHO B
pamkax Bonbuioro Tearpa CCCP, B KOTOPOM OH 3aHMMaJl JOKHOCTb IJIABHOTO PEXKMC-
cepa. MacTep MeuTas O HOBOI KaMepHOJi ClieHe, He OTSITOIIE€HHON «MMITepCKUMM»
TPagULMSIMM; O MOJIOIBIX aKTepax-TeBliax, He MICIIOPUEHHBIX I'Py30M MHOTONeTHel
PYTHUHBI 1 TOTOBBIX K HOBATOPCKMM PEILIeHUSIM; 0 HEOOBIYHOM perepTyape, C TOMOIIIBI0
KOTOPOTO MOKHO OyIeT HailTy IPSIMOJ IyTb K 3PUTENI0, MMUHYSI OIlepHBIE IITAMIIBI.
B 1974 r. nocraHoBKoi1 oneps! Ivutpust llloctakoBuua «Hoc», OKOIO MOTyBeKa Mpo-
JIekaBIleil B 3a6BeHV, KaMepHbIii My3bIKaJIbHBII TeaTp GIeCTsIIe TOATBePAIT 3asiB-
JIeHHOe TBOpuecKoe Kpezo.

OfHMM U3 NIPUOPUTETOB AESTENIbHOCTY TeaTpa CTal0 OGHOBJIEHME pereprya-
pa. B. [TOKPOBCKMIT OCYLECTBUI CBOIO IVIABHYI0 MEUTY O CO3IaHUM «1abopaTopum
coBeTCKOJ omepbl». C MepBbIX JeT CyllecTBOBaHMSI KamMepHOro My3bIKaJbHOTO
TeaTpa pexkyccep MpUBJEK K ero pabore MOIOAbIX Kommo3uTopos (M. Baitu6epra,
M. TapusepnaueBa, A. XonMnHoBa, B. Fanennua, I. CugenbHMKoOBa, A. JKypouHa u
IPYTUX), MHOTUM U3 KOTOPBIX JOCTYII Ha «6OMbIIMe» OMepHbIe CIIeHbI 6B 10 pa3-
HBIM IIpUYMHAM 3aKphIT. Cpeny HuX 6bUT U AnekcaHnap YaiiKoBCKUIL, KOTOPOMY
B. TIoKpOBCKMii MpemsIoKWI HamucaTh ornepy asi meteit. Omepa «/edyuika cme-
emcsl» CTana Hav4ajaoM IUIOLOTBOPHOI paboThl KOMIIO3UTODPA B 9TOM JKaHpe (TI033Ke
A. YaitkoBCKMM 6bIIM HaIlMCAHBI IeTCKIe orepsl «P.B.C.», «<Bmopoe anpens» u «Bep-
HOCM®e»). B 2012 1. KOMIIO3UTOP BO30GHOBMI COTPYAHMYECTBO C KOJUIEKTUBOM OIle-
poii «<Anemucm JJaHunos».

JINGPeTTO «3KCIEHTPUUHOI» OTepPbl MPUHAIJIEKUT CAMOMY KOMIIO3UTODY, CBO-
60HO COeNVHMBIIEMY repoeB CaMbIX Pa3HbIX IpoM3BeneHMit ViBaHa AHIpeeBuya
KpsutoBa. Omnepa couetaeT B cebe «<HOMEPHO» MPUHIUIT KOPOTKUX YePeyLIXCS
MCTOPUIL C Weeil CKBO3HOTO HEeMpPepHIBHOTO ITOBECTBOBAHMS, B KOTOPOM I1€PCO-
HaXM 13 PasINyHbIX 6aceH CBOOGOIAHO B3aMMOJENCTBYIOT APYT C APYTOM U CO 3pU-
TeneM-cayuiateneM. be3ycioBHOe BMsHME Ha MOJIOLOTO KOMITO3MTOPA OKa3ajn
BeIyllMe MPUHIMUIIBI pexXuccypbl Bopuca TTOKpOBCKOro, OCHOBaHHbIe Ha MpUeMax
«3mmyeckoro Teatpa» b. Bpexrta u nmpegycmaTpuBalonye akTMBHYIO paboTy akTepa-
IeBlia CO 3puUTeseM, «BKII0OUeHMe» IT0C/IelHero B TeaTpalbHbli mporecc. 1o croBam
CaMoro aBTOPa, B €ro oIepe OTPaswIMCh BIIEUATIEHMS M OT CONPUKOCHOBEHMS C
TBOpYecTBOM BeHmkamuHa BpurreHa, yMeBlIero couetaTb COBpeMeHHOCTb MY3bI-
KaJbHOTO SI3bIKA ¥ IIMPOKYIO JOCTYITHOCTb BOCHPUSTHS (AyekcaHap YaiikoBCKumit
MPUCYTCTBOBAJI HA MOCKOBCKUX racTpossix «Manoro KoseHT-TapaeHa», UCIIOTHUB-
1Iero Toj, yrpasjaeHueM aBTopa omnepbl «[losopom sunma», «Ilopyzarue Jlykpeyuu»
u «Anvbepm XeppuHz», ObIIT CBUETENEM ITOCTAaHOBKY oriepbl «COH 8 JIEMHIOW HOUb»,
ocymiectsieHHoM B. IIokpoBckuM B Bosbuiom Teatpe), III0LOTBOPHO paboTaBIIEro
IUIST IOHOW aymuTopum (CIeKTakiab 1o Bputreny «/asaiime co3dadum onepy» ctan
OIHOM 13 BU3UTHBIX KapToueK KamepHOro mysbIkaabHOrO Teatpa). C Apyroit cro-
poHbI, onepa «/ledywka cmeemcs» OGHapYXMBaeT IPEeMCTBEHHOCTb M C PYCCKOIi
HaIVOHAIBHOM TpagyIyeii CKOMOPOLIbETO UTPKILa, 6araraHHOTOo 1eiiCTBa, IPOJOI-
kast muHuio «Ckasku o yape Canmane» Pumckoro-Kopcakosa, «batiku npo Jlucy» u,
otvacty, «[lempyuiku» CTpaBUHCKOTO.

OpueHTUPYSICh Ha JETCKYIO ayJUTOPUIO, aBTOP MUIIET OIlepy MPOCTIM MY3bIKa/Ib-
HBIM SI3BIKOM, VICTIOZIb3YeT KyIUIeTHbIE U IeceHHble GopMbl. [Ipy 3TOM OH CBOGOZHO
OJIb3YeTCsI TPUeMaMy My3bIKaJIbHOM ApaMaTypruu XX CTONeTHs: — MeTOLOM KoJliaska
¥ KMHeMaTorpahnyeckoro «HaIuibiBa» (KOILIa IePCOHaKM OLHOM 6acHM MPOIODKAIOT
IIeliCTBOBATH B MIOC/IEAYIOIIMX UCTOPUSIX), TPOTECKOBBIM ITPEIOM/IEHMEM MY3bIKATbHBIX
SKaHPOB ¥ ATTATaKHBIM COEIVHEHMEM «BBICOKOTO» U «HM3KOT0», CBOEOOPA3HOI CLIeHN-
yeckoil nomidoHmeii. BUpTyo3HOCTh BOKaJIbHO-CUMGBOHNYECKO! MapTUTYPhI, Xapak-
TePHOE VICTIO/Ib30BaHMe Pa3IMIHBIX MY3bIKIbHBIX TEMOPOB COUYETAETCS C YIOOCTBOM
MCTIO/THeHMSI, TPO3PAYHOCTHI0 MY3bIKAIbHOTO 3BYUaHUSI.



3a gBa cronetyst 6acHM KpblioBa He TO/NBKO He TIOTEPSUIM CBOEil aKTyaTbHOCTH,
HO TO-TIPEKHEMY TI0/Ib3YIOTCSI BHMMaHMEM ¥ JIFOOOBBIO IOHBIX UMTATeNel, a C APYroii
CTOPOHBI, CTYKaT IpegMeToOM IJIS1 «B3POC/IbIX» IMTepaTypHbIX MccaeqoBaHuii. Onepa
Anexkcanzpa YaitkoBCKOTO JIETKO HaeT IyThb M K CAMOMY COBPEMEHHOMY C/TyLIaTeo,
11071, 060JI0YKOIA SIPKOTO ¥ YBJIEKATe/IbHOTO ITPeJiCTaBIeHNsI BBICMENBAsI UeJI0BEUeCKyI0
IJTyTIOCTD, BBIBOZSI HA YMCTYIO BOAY ITOPOK M JIMIIeMeple, HallOMMHasi HaM O IPEBHUX
MYIPbIX MCTUHAX.

Omnepa «/Jedywika cmeemcs» GbUIa MOCTaBIeHa KOUIEKTMBOM KamepHOro mysbl-
KaJbHOTO Teatpa B 1976 T., 3amuch GblIa OCYIIECTB/IEHA TOLOM IO33Ke IO, yIIpaBie-
HMeM IVIaBHOTO AMpIKepa TeaTpa Bragumupa ArpoHckoro.

Bopuc Myxoceti

«/ledywika cmeemcs», SKCLIEHTpUYecKasi oriepa B IBYX AeCTBUSIX
JIubperTo A. YaiikoBckoro o MotuBam 6aceH V.A. KpbutoBa

KpaTtkoe cogep>kaHue

IIponor

JHeiicTBue nepBoe. BeryruieHne. UeTbipe 3HAKOMBIX C €TCTBA IePCOHaXKa —
Jo60oMbITHas MapThIlika B OUKax, HaaMeHHbIi Océn, aneranTHast Kosnmxa u 106po-
AYIIHBI MeiBenb NepeBOPauMBalOT JMUCTHI CTOsILEl Ha ClieHe TPOMAaJHOV KHUTU
6aceH ¥ pacKpbIBAIOT €€ Ha CTPaHMIIe C TOPTPETOM BEIMKOTO mucaTesst. C IMKOBaHEM
UYMUTAIOT OHM TUTYJIBHBIN TUCT 3HAMEeHUTOV KHUTH. [10SIBJISIIOTCSI TapeHb C 1eBYILKOI,
OHM HECYT Ty ’Ke KHUTY 6aceH M COOMParoTCs UATaTh ee BMecTe. VIX HeMe[JIEeHHO OKpY-
SKaIOT JII060TbITHRIEe MapThiiika, Océn, Kosnuxa u MenBeb.

Kapruna nepBasi. «Kyney u CanocHuk». JIaBka KyIilia ¢ pa3HbIMM TOBapaMu
u psigoM s1aBka CarnoskHuka. Kyren packiaabiBaeT CBOVi TOBap.

Kyrmer| BbIKaThIBaeT MPUIABOK, 3aBaJ€eHHBI JO0O6pOM. TYT TOBapbl «MeKCUKAH-
CKue», «madazackapckue» M «HO803eJ1aHOcKue». 3BOHKO pacxBanuBaeT Kyrmer, pocro-
MHCTBA cBoero ToBapa. [Tosieisiercst [TokymaTesnb, IPUBIEUEHHbI ero MPU3bIBHBIMM
BO3I1acamu, 1 Kymer, MoMeHTalIbHO BCyyaeT eMy HITYKY «aHIIuiickoro» cykHa. Korma

[TokynaTenb YHOCUT CBOIO IOKYIIKY, Kyriel; pasocTHO 30BeT cBoero IlmeMsiHHMKA
¥ XBaCTaeT, YTO MPOAAJ IITYKYy THMIOTO cykHa. OH B BOCTOpre OT CBOE JIOBKOCTH.
OpHako y IlnemsiHHMKa Apyroe MHeHMe, BeAp IlokyraTenb 3arulaTuil 3a CYKHO...
danpumBoit accuruanmeit. Kyrerr BHe ce6st, OH OCKOPOJIEH B JIYUIIMX YYBCTBAX — «B0M
U 8epb Noce 3mMozo AH0sm!»

B momomHeHMe K ero oropueHusiM cocesr, CartokHMUK 3aBOJUT TeCHIO0. JKUTbsT HET
ot ero nienust! C uero aTo oH noet? Befib o GefieH, HUUEro y Hero HeT, KpoMe MOJIO0ii
SKeHbL... Kymel nmpuayMbIBaeT Ij1aH, Kak IMPeKpaTUTh BeUHOe IeHue cocesa. Boisic-
HUB, uTO CaIroKHUK CBOEH JKU3HBIO TOBOJIEH, XOTh 1 He Melliajio eMy ObITh mo6oraue,
Kyrmer; BpyyaeT CarokHMKY MEIIOK C 30I0TOM U YIaJsIeTCs.

OsanauveHHblii CamoXKHMK OCTAeTCsl ¢ MeHKOM B pykaX. Carlo)XHUK B TPeBOTe
0CMaTpUBAETCs, 38 KasKIbIM KYCTOM eMy uyasTcs: rpaburtenn. OH MeueTcs co CBOUM
COKpOBMIIEM, He 3Hasl, KyJa ero rnoHajexHei cupsaratb. EMy He [0 reHwus, maske
roJIoC TIPOTIaJ, C Py’kbeM HarepeBec KapayauT OH CBOe 30710TO0. 3aTo JIoBKMit Kyrers,
3JI0pafiHO KOHCTATUPYET: <«IO0MYCb cnams, a muxo-muxo...» OpHako CaroxHUK,
TOIIE/IINIA B CBOEM CTpaXe 3a CBaJMBIIEECS Ha HETO HESKIaHHOe 60raTCTBO MOYUTH 10
cymaciiecTBust, 6epet cebst B pyku. OMOMHUBIINCH, OH BBICHITIAET 30JI0TO HA TOIOBY
cnagko cristero Kyriia u Bo3BpamiaeTcst K CBoeit skeHe AHHYIIIKE.

BHOBB 1M0OeT OH MOJIOZO¥ JkeHe 0 cBoeit Mo6Bu. [locpamienubiit Kymerr 3m106H0
KOMMEHTHUPYET MX HeXKHBII yaT, a CAroyKHUK ¢ AHHYIITKO BeCeso OTIIISIChIBAIOT IO,
030pHbBIe KYIUIeThI TIPOXO/SIIEro r’UTapyucTa.

Kapruna Bropasi. «Keapmem». IlnTepmenio. Ha y1lecHOI TONSIHKE TIOSIBIIS-
1otcs Mapreiiika, Océn, Ko3nuxa u MenBenb. 34ech, Ha JIOHe PUPOAbI, eIy OHU
3aHSATHCS MY3bIKOIL. 113 rpoMagHOTro Merika MenBenb 13BIeKaeT MHOKECTBO ITY/IbTOB,
OHM MTPUTOTABIMBAIOT MHCTPYMEHTHI U KBapTeT HAUMHAELTCSL.

«My3bIKaHTbI» HIOXAIOT CKPUITKY, IVKYT UX, IUTUTIOT, 8 3aT€M ObIOT MMM T10 3eMJIe
M TTHSIM, HO MY3bIKU He ToyyaeTcs. [1o coBeTy MapThIIIKM OHY [TepecaXknBaloTCs, HO
pesynbTaT TOT ke. Korza ele ofHa MOMbITKA KOHUAETCST Heyhavei, MeskIy y4acTHU-
KaMM KBapTeTa BO3HUKAET OKeCTOUeHHas! mepebGpaHKa, Mepexosiias B MOTACOBKY.
Ha mrym nipueraet ConoBeit. «My3bIKaHTbI» 00pAIAIOTCs K HEMY, MACTUTOMY TIEBILY,
€ poch60It JaTh UM COBET.



«4mo6 my3siKaHmom 0bims, Mym HA00OGHO yMeHve U YU 8aWUX NOHEHCHEL», — TOPAO
OTBeYaeT 37IeTraHTHbI MeBel] U TYT 5Ke IeMOHCTPUPYET MM CBOM He3aypsiiHble BOKasIb-
HbIE CITOCOGHOCTHM, MOC/Ie Yero yAaseTcs, OCTaBUB KBapTeT B IMOMHOM yHbIHUM. Ha
TIOJISTHKE TIOSIBJISIETCS] TOCTIONVH B IMIMHApPE. JTO JTIOGUTENIb MY3bIKM, KOTOPBIN CITy-
YaIHO CITBIIIAIT B JIECY UX <UTPY». «HeHHO My3bIKY J110051», OH TIPUTIAIIIAET «MYy3bIKAHTOB»
UrpaTb CBOM KBapTeThl Y HETO B MMeHMM. Haiist iieHnTessi CBoeil My3bIKM M BOCIIPSIHYB
JIyXOM, YUaCTHMKM KBapTeTa KISIHYTCS B CBO€ii IIPeAaHHOCTY YMCTOMY MCKYCCTBY U B
TOTOBHOCTY «y0apumy ¢ a3apimom no pasHuiM non-apmamy...

Bemombie MapThiiikoit ¢ 6apabaHOM yJ4aCTHVKM TE€PBOTO aKkTa € JHTY3Ma3MOM
OTIIPABJISIIOTCS Ha IIepepbIB.

IeiicrBue BTOpoe. KapTuHa TpeTbs. «3amyicecinéo pazbop4ueoli Heeecinbl»
(«Paszbopuueas Hesecma u TpoexceHey»). DUIOMEHA JIEKUT U TulaveT. YepHaBKa CTOUT
psinoMm. Ha nexkaHke Bo3BbllaeTcst foponHoe Teno Hesectsl. Hag Heii npyuntaet Yep-
HaBKa: «Hesecma He ecm, He nbem, He ymbléaemcs... Hy ceewibme xoms Kycouek! — yroBa-
puBaeT OHa X034¥iKy. Ho Ta OTTa/IKMBaeT efly, y Hee Iepeccysi: OHa XOueT 3aMyXK.

Besgecyuie Mapreiika, Océn, Kosnuxa u Mensenb KOMMEHTUPYIOT: «Hegecma
cnecusa u uepecuyp pasdopuusar. Eit Hy>keH skeHuX, KOTOPbIii 1 cO60¥ XOPOIIL, 11 B IEHTaX,
u B yecty. K Helt KaTuim >XeHUxy IIPe3HaTHbIe, HO €ii OHU «He HEHUXU, (4 HEeHUWOHKU».
Kpacysich, OHa pacckasbIBaeT, Kakyue y Hee ObLIVM KeHMXM U KaK OHa He MOIJIa HUKOTO
BBIOPATE... ['YISTHBS CMEHSUIVICh MacKapajaMy M IPOYMMY pasBIEYeHUSIMI, BpeMsI
1710, @ 3aMY3K OHA Tak U He BbIxoguia. «[Ipoxodum 200, HUKMo Hetidem», — KOMMEHTU-
pyeT kBapreT. — Ho gom u 3epkano 0oknadsieams eii cmaso, 4mo Koe-umo u3 npenecmu
ee Jiuxoe 8pemsi Kpano»... VI Bopyr... My>kunHa! JKennx! HeBecra BHe ce6s1 OT BOTHEHMsI.

TosiBnisieTcst sneraHTHbI KaBanep. PaccessHHO ornsimpiBass HeBecTy, OH CHMUCXO-
JUTeNbHO TO3BOJSIET el M3MMBaTh CTpacTHble NMpu3HaHus. OgHAKoO, KOrga cyacTbe
KaykeTcsl MccTpazaBiueiicst HeBecTe coBceM G/M3KMM, B KOMHATY BpbIBaeTcst CTpasKHMK:
110 puKa3y 1aps KaBanepa 6epyT rof, cTpasky 1o 06BMHEHMIO B TpoexkeHCTBe. HeBecra
BanuTCsl B 0OMOPOK, a KaBasiep ¢ JOCTOMHCTBOM IIPOILIAETCS C Helt U UAET K BBIXOLY.
OpHaKo CIioKoicTBIe oKMaaeT KaBaiepa, Kora BpbIBAlOTCS BCe TPU €ro KeHbI U 6po-
caloTcst K Hemy ¢ Kpukom: «Moti! Moti!» TIpuBeneHHbIi Ha cyg, KaBanep BbICTyLIIMBaeT
npuroBop — «)Ker emy omdame écex mpex!»... JKeHbl HeMe[JeHHO HaGPachIBAIOTCS

Ha TPOEKeHI[a C TpeGOBaHMEeM JIeHET 1, TTOMYUUB 11X, pa3beraiTcs rmo marasuHam. Tpoe-
>KeHell K/ISTHET CBOJ POK M B OTYAsSIHMY HaK/IaIbIBAeT Ha CeOsI PYKIL...

Kapruna yerBepras. JuBepTucMeHT. «HHmepmedus». [leBylIKa UIIET CBOEro
mMumtoro. OHa 6poxIyT 110 61aroyXalomyM poIiam u iyraMm. Besne uyaurcs eit ero o6pas.

«Bpamun». B IOIHOUDb B CBOeJi Kesibe BpaMuH yKpaiKoii >kapuT SIiALI0, UTO B TIOCT-
HBII IeHb — CTPALIHbIN rpex. Ha ero 6ey B TOT MOMEHT, KOTJa OH COOMPAETCs CheCThb
S0, TosiB/IsieTcsl HauanbHMK M 3acTaeT ero 3a 3TUM IPeCTyIHbIM 3aHsTieM. [HeBHO
KJIeMIMUT OH GOTOXYJIBHMKA ¥ TPO3UT €My CTPALIHO¥ Kapoit. OpaBabIBasiCh, UCITYTaH-
HbIi GpaMiUH YTBEPKIAET, UTO 9TO OH Cesias o HayieHnio Beca.

B KkpacHOM cBeTe BHe3alHO BO3HMKaeT bec. OH BO3MyIleH TeM, UTO JIIOAM BCe
CBOM TIPOCTYTIKM BAJISIT Ha 6€COB. A OH, HAITPUMED, U He CIIBIXAJT, UTO sIil[a MOXKHO Medb
Ha cBeuke... 1 Bo3My1eHHbli Bec ncue3aer.

«Cmepmp @eoMosicu». BellbMoyKa MaiaeT ¥ yMUPAET, «ITOAOUTHI» MHGHDAPKTOM.
V BOPOT MOZ3eMHOT0 LIapCTBA, TaM, Ie PeIIaloTCs CyAbObl YMEpIINX, JONPaIlBaOT
OBIBIIIETO TIepCHACKOTO caTpara. Korga Biaajpika DaKk Y3HAeT, YTo caTpart caM JeaMin
He 3aHMMAJICSI, 06JIACThIO CBOEIO He YIIPaBIISUI, @ BCe IepeioBepII CBOEMY CeKpeTapio,
TO Ge3 pasmyMbsl HAaIIpaB/SIET ero B paii. B 0OTBeT Ha HeIOYMeHHbI BOIPOC DaK CIIo-
KOJIHO Pa3bsICHSIET, UTO eC/IM ObI IMTOKOMHYK, OYIyUy TYyPakoM U MMesl 6e3rpaHNIHYI0
BJIaCTh, 3aHUMAJICS ObI [IeaMM, TO TIOTYOMIT ObI TIENIbIN Kpait. «3amem-mo u nonan oH
8 pail, umo 3a dena He NPUHUMAJICS». .

«/TembsiHO8a yXa». Paiy1iHO noTuyeT JleMbsiH cBoero coceia Goky, Bee NoAIMBaeT
eMy BKYCHOJ1 ymmiipl. TIIeTHO OTKa3bIBAeTCS COCefl, KOTOPBIA Y)ke He B COCTOSIHUM He
TO UTO KYILATh, & ¥ BUJETh efly, PafyIIHbII X0351MH He OTITyCKaeT I'OCTS ¥ CHOBA M CHOBa
rioruyer ero. benHsiit ®oka, He BUIS JPYTOro BBIXOJIA, CIIACAETCST 6eICTBOM OT PayLINsI
HembsHa...

@®yHan. YIaCTHMKM OINEePHOrO CIEKTAK/Isl MOIIM Gbl BOIUIOTUTDH elle He ONHY
13 GeccmepTHbIX 6aceH aeaymiky KpputoBa. OmHaKo, mamsTyst 0 «/[eMbsiH060U yxe», OHI
pelaloT 3aKOHUNUTD OIepy ¥ 06PaIaioTcsl K CTYIIATeISIM C TPOLIATbHBIMY KyTUIETAMMU.
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6  «Xouy AHtomy 6 3010me 8o0ume...» / CanioxkHmk, Kyrery . . . . .. ... ... 3.27
7 «Knumywka, udu cname!» / AHHYIKA M CATIOKHUK. . . « o o v v v v v v v v . 2.19
8  Hyost AuHywiku u CanoxkHuka / AHHymika, CanoxkHuk, Kymer, . . . . . . .. 4.46
9  «Bo MHe 110608HUYY U Opy2da, U 8ePHYIO HeHY Halidewisy /

AHHYIIKA, CAITOKHMK « + « v v v vt it e e et e e e e e 1.08
Kaptuna Bropast
«Keapmem»
10 BCTYIUIEHME . . . o o v v o i e e e e e e e e e e e e e e e e e e 1.32
11 «30ecw, Ha noHe muwiuHsL...» / Océn, Kosnuxa, Mapreiuika, Measenb. . . . . 2.53
12 «Keapmem — npesocxodHo, Keapmem — 3mMo MOOHO» /

Maprsiuika, Kosnuxa, Océn, MeBeb. . . . . . v v v v v v v v v v i e 2.06
13 Wrpa nepsas / Maprsiiika, Koznuxa, Océn, MeaBenb. . . . . . . . . .. ... 2.16
14 Wrpa BTopas, urpa tpetbs / Koznnxa, Maprsiiika, Megsenpb, Océn. . . . . . 2.55
15 TlosiBnenne Conosbsi / ConoBeit, Kosnuxa, MapTsiiika, MenBenb, Océn . . . 2.08
16 Tlecus Conosbsi / Conoseii, Koszmxa, MapTsiiika, Mensenb, Océn, AHHynika . 2.49

18

«[Ipocmume mHe, Opy3vsl, CIyuatiHo Mumo npoxoos...» / Kymer, Kosnmuxa,
Mapreika, MenBenb, OCEI . . . . . . o v vttt 3.15
TIAHTOMUMA . . . ¢ v ottt e e e e e e e e e e e e e e e e 1.30

O61iee Bpems: 46.21
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Juck 2
HeiicrBue BTOpoe. KapTuHa TpeThst
«3amyscecmeo paséopuueoii Hegecmul» («Pazbopuusas Hesecma u TpoexceHey»)

1 «Ax, owcansmecs Hao co6oli...» / YepHaBKa, DWJIOMEHA . .« . . . . . o o o . . . 3.20
2 «Hesecma-0OesywKa cebe CMbIULIANA HEHUXA...» /

KBaprerT, UepHaBKa, DUIOMEHA . . . . . . o v v v vttt e e e e e 5.47
3 TlosBnenue KaBanepa / ®umomeHa, YepHaBKa . . . . . . v o v v v v v v u 1.59
4 «IToumo kpuuume max Ha cmpacmu...» /Kasamep. . . . . . . ... ... ... 1.30
5  «Kax 36ams me6s, kpacasuya?» / KaBanep, dwiomeHa . . . .. .. .. ... 3.13
6 «dmom 2pexo800HUK...» / CTpaskHUK, DUIOMeHa,

UYepHaBka, KaBanmep, CyIbM. . . . . . . o v v it i 2.13
7  «IIpecmynHuk npuseat 8 cyo...» / Cynbu, KaBamep . . . . . ... ... .... 1.35
8  «/ati ckopeli mot deHez Ham» / KeHbl, KaBasnep, KBapTeT. . . . . . . . . . . . 4.26

KapTuna uetrBepTast
NusepTucment. «MHmepmedusn»

9  «Cxaxcume mHe, 1to6e3Hble NOOPY#KU» / AHHYIIKA, CATIOXKHUK . . . . . . . . 2.33
«Bpamum»

10 «Kun-6vin Bpamun...» / KBapret, BpaMuH. . . . . . . ... .. ... .. 2.31
11 «Kaxoti s 6uxcy epex!» / Hauanbuuk, Bpamus, Bec, kBapret . . . . . . . . .. 2.26
«Cmepmo 6e1bMONMCU»

12 «Kakoti-mo 8 dpesHocmu Benvmoxca...»/ KBaprert, Jak, Beibmoxka . . . . . . 3.48
«lembanosa yxa»

13 «Cocedywka, moti ceem!» / lembsiH, ®oka, )KeHa, KBapTeT. . . . . . . . . . . 4.15
14 «ITucamens, cuacmaue mol...» / CarlO>KHUK, KBApTET, BCE apTUCTBL . . . . . . 2.09
dyHan

15 «H mol, xeanes ywu eauiu...» / CarioskHUK, AHHYIIIKA, BCE apTUCTHI . . . . . . 1.04

O6iee Bpems: 42.57

Pemacrepunr — H. Pagyruna
PepmaxTop — I1. IoGpbIIKIHA
Husaitd — A. Kum

The opera Granddad Laughs (1972) became Alexander Tchaikovsky’s first experi-
ment in the genre of music theatre. Today he is one of the leading figures in Russian
academic music. The composer, educator, pianist, music and social worker, who heads
the Moscow Academic State Philharmonic Society, was at the time a graduate of the Mos-
cow Conservatory where he studied composition with Tikhon Khrennikov and piano with
Lev Naumov.

The opera was first produced and staged by the Moscow Chamber Music Theatre,
a new “experimental” company founded in 1972 by its permanent leader Boris Pokrovsky
(1912-2009). It may sound paradoxical but the outstanding director felt that the USSR
Bolshoi Theatre, where he was chief director, was too small for him. The master dreamt
of a new chamber stage free of “imperial” traditions; of young singers-actors who were
not spoiled with the burden of an aged routine and who were ready for his innovative
approaches; of an extraordinary repertoire that would help him find a direct path to the
spectators bypassing the operatic clichés. In 1974, with its production of Dmitri Shosta-
kovich’s opera The Nose (it had spent a half of a century in oblivion), the Chamber Music
Theatre confirmed the declared artistic testament in a brilliant way.

Renewal of the repertoire was one of the priorities in the theatre’s activities. Pok-
rovsky realized his major dream of creating a “laboratory of Soviet opera.” The director
had a number of young composers within the orbit of the Chamber Music Theatre (Moi-
sey Weinberg, Mikael Tariverdiev, Alexander Kholminov, Vyacheslav Ganelin, Alexander
Zhurbin and others), many of which had no access to “bigger” operatic stages for diffe-
rent reasons. Alexander Tchaikovsky was one of those composers, and Pokrovsky sug-
gested that he write an opera for children. The opera Granddad Laughs was the beginning
of the composer’s fruitful work in the genre (later he composed children’s operas R.V.S.,
The Second of April and Fidelity). In 2012, the composer resumed his collaboration with
the theatre with his opera Violist Danilov.

The libretto of the “eccentric” opera was penned by the composer himself. He had
the liberty of connecting characters from different works by Ivan Krylov. The opera com-
bines the “number” principle of short alternate stories with an idea of prevailing conti-
nuous narration where characters from different fables freely interact with each other
and the spectators or the listeners. The young composer was undoubtedly influenced
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by the leading principles of Boris Pokrovsky’s direction, which were based on devices
of Bertolt Brecht’s “epic theatre” and envisaged an active work of a singing actor with
the spectator and “involvement” of the latter in the theatrical process. According to the
composer, his opera captured his impressions of contact with music by Benjamin Britten,
who managed to combine the modernity of his musical language with broad accessibility
of perception (Alexander Tchaikovsky attended the Moscow performances of the Royal
Opera when the operas The Turn of the Screw, The Rape of Lucretia and Albert Herring
were conducted by Britten himself, and witnessed the production of A Midsummer Night’s
Dream staged by Pokrovsky at the Bolshoi Theatre) and fruitfully worked for a younger
audience (Let’s Make an Opera, an entertainment for young people after Britten, became
one of the landmarks of the Chamber Music Theatre). On the other hand, the opera
Granddad Laughs also shows continuity of the Russia national tradition of skomorokh
(wandering minstrel-cum-clown) performances, buffoonery, continuing the line of Rim-
sky-Korsakov’s The Tale of Tsar Saltan and Stravinsky’s Renard and, partly, Petrushka.

With children as special audience in mind, the composer writes the opera in a simple
musical language using couplet and song forms. At the same time, he freely employs
devices of musical drama of the 20th century — a method of collage and cinematographic
“fade-in” (when characters of one fable continue to act in the stories that follow), gro-
tesque refraction of music genres and a startling combination of “high” and “low,”
a peculiar stage polyphony. Virtuosity of the vocal and symphonic score and characte-
ristic use of different music timbres are combined with convenience of performance and
transparency of sound.

After two centuries, Krylov’s fables are not only as topical as they were when they
were written, but also enjoyed by young readers, and, on the other hand, a subject for
“adult” literary research. Alexander Tchaikovsky’s opera will easily find a way to the
contemporary listener, ridiculing human foolishness, exposing vice and hypocrisy, and
reminding us of ancient and wise truths under the cladding of a spectacular and captiva-
ting performance.

Granddad Laughs was staged by the company of the Chamber Music Theatre in 1976
and recorded a year later under by the theatre’s chief conductor Vladimir Agronsky.

Boris Mukosey

Granddad Laughs, an eccentric opera in two acts
Libretto by Alexander Tchaikovsky after Ivan Krylov’s fables

Synopsis

Prologue

Act 1. Introduction. The four characters we have known from childhood -
the curious Monkey in spectacles, the arrogant Donkey, the elegant She-goat and
the good-natured Bear are turning the pages of a huge book of fables that stands on
the stage and open the page with the great author’s portrait. They are excited to read
the title sheet of the famous book. A lad and a girl appear. They carry the same book
of fables and are going to read it together. The curious Monkey, the Donkey, the She-
goat and the Bear instantly surround them.

Scene 1. The Merchant and the Shoemaker. The Merchant’s shop with different
goods and the Shoemaker’s shop next door. The Merchant lays out his goods.

The Merchant rolls out a counter with piles of goods. As he says, the goods come
from Mexico, Madagascar and New Zealand. The Merchant loudly praises the merits
of his goods. Enters a Buyer who is attracted by his inviting calls, and the Merchant
instantly puts off a piece of “English” linen upon the Buyer. As the Buyer carries his
purchase away, the Merchant joyfully call his Nephew and boasts of selling a piece
of rotten linen. He is delighted with his craftiness. However, the Nephew is of a diffe-
rent opinion because the Buyer paid for the linen with a false bank note. The Merchant
is outraged and feels insulted - “how can I trust people after that!”

As if his chagrin wasn’t great enough, his neighbour Shoemaker starts a song.
His singing makes the Merchant’s life impossible. What on the earth does make him
sing? He is poor and has nothing except a young wife. The Merchant devises a plot how
to stop the neighbour’s endless singing. After he learns that the Shoemaker is content
with his life, although he doesn’t mind to be richer, the Merchant gives him a sack
of gold and goes away.

The puzzled Shoemaker is alone with the sack in his hands. The Shoemaker an-
xiously looks around and seems to see robbers behind every bush. He dashes around
with his treasure not knowing where to securely hide it. Singing is out of the ques-
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tion, and he even loses his voice and with arms at the ready keeps watch over his gold.
The crafty Merchant gloats “I go to bed, and it’s so quiet.” However, the Shoemaker who
has been almost driven to madness in his fear for his unexpected wealth finally pulls
himself together. Coming to his senses, he pours the gold onto the sleeping Merchant’s
head and returns to his wife Annushka.

He sings about his love for his wife again. The disgraced Merchant spitefully com-
ments on their tender duet, and the Shoemaker and Annushka merrily dance to mis-
chievous verses of a passing guitar player.

Scene 2. The Quartette. Intermezzo. The Monkey, the Donkey, the She-goat and
the Bear appear in a forest glade. Here, in the open air, they decided to practice music.
The Bear takes desks from a huge sack, they prepare their instruments, and the quar-
tette begins.

The “musicians” smell the violins, lick and nip them, and then pound them on
the ground and stumps, but there’s no music. On the Monkey’s advice, they change
places, but the result is the same. When another attempt fails, the quartette players
enter into a heated argument that ends in a fight. A Nightingale comes flying as he hears
the noise. The “musicians” ask him, an expert singer, to give them a piece of advice.

“To be a musician, you need abilities and ears tenderer than yours,” proudly says the ele-
gant singer and immediately shows his outstanding vocal talent. The Nightingale flies
away leaving the quartette depressed. A gentleman in a top hat appears in the glade. This
is a music lover who happened to hear them “play” while walking in the forest. “Loving
music tenderly,” he invites the “musicians” to play their quartettes at his estate. Now that
they have found someone who appreciates their music, the quartette cheer up and swear
on their loyalty to pure art and readiness to “strike the pop-arts with all of their hearts.”

Led by the Monkey with a drum, the character of Act 1 enthusiastically leaves for
an intermission.

Act 2. Scene 3. The Picky Bride’s Marriage (The Trigamist, or the Picky Bride’s Mar-
riage). Philomena lies weeping. A Servant Maid stands by her side. The Bride’s portly
body towers above the stove bench. The Servant Maid laments over her. “The Bride won’t
eat, won’t drink, won’t wash... Have at least a slice!” she pleads her mistress, but she only
pushes her away. She is depressed — she wants to marry.

The omnipresent Monkey, Donkey, She-goat and Bear comment: “the Bride’s con-
ceited and too picky.” She need a groom who would be handsome, and in ribbons, and
respected. A number of highly distinguished grooms have paid visits, but those were
“lousy ones, not good enough.” Showing off, she tells about the grooms she had and how
she could not pick any one of them. Festivities would give a way to masquerades and
other entertainments, the time passed by, but she has never married. “Another year
passes by, there’s nobody in sight,” the quartette comment. “And now the mirror says that
evil time is stealing her delights.” And suddenly... A man! A groom! The Bride is beside
herself with excitement.

An elegant Cavalier appears. Examining the Bride absent-mindedly, he condescend-
ingly allows her to pour out her passionate declaration. However, when the Bride’s hap-
piness seems to be so close after long years of suffering, a Guard bursts into the room.
By the king’s order, the Cavalier must be taken into custody on charges of trigamy.
The Bride faints, and the Cavalier bids farewell with dignity and heads to the exit. How-
ever, the Cavalier loses his composure when all his three wives rush in shouting “Mine!
Mine!” The Cavalier listens to his sentence: “Give him all his three wives!” The wives
instantly come down on the trigamist demanding money, and after they get it, they run
shopping. The trigamist curses his fate and lays hands on himself in despair.

Scene 4. Divertissement. Interlude. A girl looks for her loved one. She roams
in fragrant groves and meadows. She fancies his faces everywhere.

The Brahman. A Brahman fries an egg by stealth at midnight. To do that on a fast-
day is a sin. Unfortunately, as he is going to eat the egg, a Chief appears and catches
the Brahman in the act. The Chief wrathfully holds the blasphemer to the shame and
threatens with terrible punishment. Making his excuses, the scared Brahman states
that he acted at the Demon’s instigation.

The Demon appears suddenly in red light. He is indignant at people as they blame
the demons for their faults. He has never heard, for example, that an egg can be fried
on a candle. The indignant Demon disappears.

The Nobleman’s Death. A Nobleman falls shot and dies “destroyed” by a heart
attack. At the gates of the underground kingdom, where the fates of the dead are
decided, the former Persian satrap is interrogated. When lord Aeacus knows that
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Characters and performers:
Monkey - L. Sokolenko
She-goat - E. Druzhinkova
Donkey - Y. Kalabin

Bear, Buyer, Chief, Mercury — A. Churikov
Shoemaker, Nightingale — N. Kurpe
Annushka - R. Sokolova
Merchant - V. Khrulyov
Nephew - A. Pekelis
Philomena - L. Gavrilyuk
Cavalier - E. Boluchevsky
Servant Maid - I. Barteneva
First Wife — A. Kiselyova
Second Wife - O. Krylova
Guard - B. Druzhinin
Brahman - E. Akimov
Demon - M. Bugrova
Nobleman - B. Tarkhov
Aeacus - V. Rybasenko
Demian — A. Podboltov

Foka - V. Belykh

Wife - M. Bugrova

the satrap wasn’t busy with his affairs and didn’t rule his area assigning everything
to his secretary, he directs to heaven without thinking twice. Answering a puzzling
question, Aeacus calmly explains that if the dead one, being a fool and having limitless
power, was busy with his affairs, he would have ruined a whole land. “He went to heaven
because he never settled to his work.”

Demian’s Fish Soup. Demian cordially treats his neighbour Foka, adding tasty fish
soup in his bowl. The neighbor, who is no longer able not just to eat but to see food,
refuses in vain. The cordial host won’t let his guest go and keeps treating him. Poor
Foka sees no other way out but to escape from Demian’s cordiality.

Finale. The performers could have depicted more of granddad Krylov’s immortal
fables. However, remembering Demian’s fish soup, they decide to stop the opera and
address the listeners with their final verses.

The Chamber Orchestra of the Moscow Chamber Music Theatre
Artistic director — Boris Pokrovsky

Conductor — Vladimir Agronsky

Recorded in 1977.

Sound engineer - P. Kondrashin
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CD1

Act 1
1 Introduction. . . . . .. ... .. . i e 2.50
Scene 1
The Merchant and the Shoemaker
2 “Hey, come over here!” / The Merchant, the Nephew . . . . . ... ...... 4.29
3 “Don’t hurry so, the sun is red...” / The Shoemaker, the Merchant. . . . . . . 1.37
4 “When I saw her, my heart went faster” / The Shoemaker, the Merchant . . . 2.08
5  “My dear pal, hullo!” / The Merchant and the Shoemaker . . . . . ... ... 2.03
6  “I'want to see Anyuta dressed in gold...” / The Shoemaker, the Merchant. . . 3.27
7 “Klimushka, go to bed!” / Annushka and the Shoemaker. . . . . .. ..... 2.19
8 Duet of Annushka and the Shoemaker / Annushka, the Shoemaker,
theMerchant. . . . . . . . . . . . e e 4.46
9 “In me you’ll find a lover and a friend, and a faithful wife” /
Annushka, the Shoemaker . . . . ... ... ... ... ... .. . ...... 1.08
Scene 2
The Quartette
10 Introduction. . . . . . . . . . i i i e e e 1.32
11 “Here, where it’s calm and quiet...” / The Donkey, the She-goat, the Monkey,
theBear. . . . . . . . i e e 2.53
12 “A quartette is a lovely idea, a quartette is in fashion” /
The Monkey, the She-goat, the Donkey, theBear. . . . ... ... ...... 2.06
13 First play / The Monkey, the She-goat, the Donkey, the Bear. . . . . . .. .. 2.16

14 Second play, third play / The She-goat, the Monkey, the Bear, the Donkey . 2.55
15 Appearance of the Nightingale / The Nightingale, the She-goat,

the Monkey, the Bear,theDonkey . . . . . . ... ... ............ 2.08
16 The Nightingale’s song / The Nightingale, the She-goat, the Monkey, the Bear,

the Donkey,Annushka . . ... ....... ... .. ... ... ... ..., 2.49
17 “Forgive me, friends, I've just been passing by...” / The Merchant, the She-goat,

the Monkey, the Bear,the Donkey . . . . ... ... ... ... ........ 3.15
18 Pantomime. . . . . ... ... e 1.30

Total time: 46.21

CD 2
Act 2. Scene 3
The Picky Bride’s Marriage (The Trigamist, or the Picky Bride’s Marriage)
1 “Ah, take pity on yourself...” / The Servant Maid, Philomena. . . . ... ...
2 “The bride girl concocted a groom...” / The Quartette, the Servant Maid,
Philomena . . . . . . . .. . .
Appearance of the Cavalier / Philomena, the Servant Maid. . . . . . .. ..
“Why shouting so loud with passion...” / The Cavalier. . . . .. ........
“What is your name, beauty?” / The Cavalier, Philomena . . . ... ... ..
“That sinner...” / The Guard, Philomena, the Servant Maid, the Cavalier,
theJudges . . . . . . . oo e
7 “The criminal has been summoned before the judges...” /

The Judges,the Cavalier . . . ... ... ... ... .. ... ...,
8  “Give us money quick” / The Wives, the Cavalier, the Quartette. . . . . . . .
Scene 4
Divertissement. Interlude
9  “Tell me, my kind friends” / Annushka, the Shoemaker. . . . . ... ... ..
The Brahman
10 “Once there was a Brahman...” / The Quartette, the Brahman. . . . . .. ..
11 “What a sin I see!” / The Chief, the Brahman, the Demon, the Quartette . .
The Nobleman’s Death
12 “A Nobleman in the days of old...” / The Quartette, Aeacus, the Nobleman . .
Demian’s Fish Soup
13 “My kind neighbour, my dear!” / Demian, Foka, the Quartette. . . . . .. ..
14 “Author, you are happy...” / The Shoemaker, the Quartette, all performers. .
Finale
15 “And we, sparing your ears...” / The Shoemaker, Annushka, all performers. .

N

Total time: 42.57

Remastering — N. Radugina
Editor — P. Dobryshkina
Design — A. Kim
Translation - N. Kuznetsov
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