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1. Realism in Nineteenth century Russia

The practice of the new government showed important differences from the
methods of the preceding regime. There was a whiff of softness and
tolerance characteristic of the new monarch (Alexander Il). Petty press
constraints were removed, universities breathed more freely, society
showed a more vigorous spirit; it was said that the sovereign wanted truth,
enlightenment, honesty, and a free voicing of views."

Said the historian Sergey Platonov (1860-1933) about Russia after the death of Nicholas
I (1796-1855). Indeed, Russia went under significant changes in the 1860s, initiated by
its” defeat in the Crimean War in 1856. The monarchy started to lose its full power, and
the serf-based state was weakening. In 1861, the emancipation of the serfs was issued,
and it caused an influx of labor into the cities, to the factories, where even worse work
and life conditions awaited them. In the midst of the social turmoil, Nikolay
Chernyshevsky called upon an armed uprising of the serfs.? After Europe, Russia has
too it’s rapid transition to capitalism and was until now under the Tsar’s and
aristocracy’s control, passed into the hands of self-made made millionaires,
entrepreneurs and factory owners.?

Since Russia’s europeanization by Peter the Great who built Petersburg, everything
Russian in art and culture was viewed as inferior it’s European and especially French
equivalent, with the nobility preferring French culture and even thinking in French.*
Meanwhile, artists were seeking to express a distinctly Russian Identity. The inability
to continue the strict censorship provided opportunities for the flourishing of all the
arts. The Journal Russian Messenger (Pycckuii eécmuux) published Dostoevsky’s
Crime and Punishment (IIpecmynnenue u naxkazanue, 1866) and Brothers Karamazov
(bpamwvs Kapamazoswr 1879-80), Tolstoy’s War and Peace (Botina u mupw, 1865-
1869) and Turgenev’s Fathers and Sons (Omywl u demu, 1862).°

In painting, the Peredvizhniki (nepeosusicnuku), a group of fourteen painters who called
themselves Wanderers and decided to leave the Academy of Arts in Petersburg which
had a European curriculum and started painting the aspects of Russian life.® Their
collective search for the art that is useful to society had foundations in writers like
Nikolay Chernyshevsky’s Aesthetic Relations of Art to Reality (1853) which along with
the novel What is to be Done? became so influential that by 1865 writers, painters and
composers modeled their works after it.” As a matter of fact, the influence reached
Vladimir Lenin (1870-1924) who published a pamphlet under the same name in 1902
and through him the whole history of the twentieth century.

A significant part of Russia’s art flourishing can be traced back to a single estate, the
Abramtsevo (AO6pamiieBo) located outside Moscow. It’s owners in the nineteenth
century were Sergey Aksakov (1791-1859) and Savva Mamontov (1841 — 1918).

' Swan. 1973. 73 Quoted from Platonov. Istoriya Rossiyi. 1917: 701

2 AGbzoBa. 1985. 37, He was arrested the next year.

3 Gray, 1986: 9.

4 Gray, Ibid: 10

5 Other writers of the same period are Goncharov, Saltykov-Shchedrin, Pisemsky, Ostrovsky and
Leskov
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7 Moser, 1999: 248



Mamotov was a railway merchant who surrounded himself with a circle of artists in his
estate. He also founded the first Russian private opera, whose repertoire featured works
by Russian composers.® Apart from Mamontov, the Peredvizhniki had support Pavel
Tretyakov (1832-1898) who persistently kept buying their paintings, adding them up to
what would become Russia’s most important art gallery named after him.’

Music was directed too under the same quest for expression, with its composers aiming
to compose the distinctively Russian music, music based on Russia’s language and
tradition. In 1862 the first conservatory offering teaching of the West’s music was
founded in Petersburg, and in 1864 in Moscow. In the same decade, the Balakirev
Circle was formed, called the mighty five (Moryuas kyuka) which was a group of five
composers (Balakirev, Musorgsky, Cui, Borodin, Rimsky-Korsakov) striving to
express their nation in musical terms, with Mily Balakirev (Munuii banakupes, 1835-
1910) assuming the role of mentor to the other four, since he was the first to become a
self-taught composer.'® The five too had a millionaire entrepreneur supporting them,
Mitrofan Belyayev (1836-1904) a timber merchant who also formed a second musical
circle that consisted of Rimsky-Korsakov, Alexander Glazunov (1865-1936) and
Anatoly Lyadov (1855-1914) among its principal members.

The realist adventure in literature lasted till early to mid-1880s, a period where many
of writers died and Chernyshevsky’s influence had run its lifecycle. Music and painting
had at least an extra decade, with only Musorgsky and Vasily Perov dying early, in
1881 and 1882 respectively. The cycle of Tsar Alexander’s II reign closed with political
turmoil prompted by his assassination in 1881.

2. Musorgsky’s technique,

Education in music composition was almost absent in Russia, which made traveling
abroad to study as the only option. There was not an adequate supply of books and
teachers, as Russia has just last century begun its westernization and just this century
started to take part in the development of western music. In 1862 the first conservatory
offering teaching of the West’s music was founded in Petersburg, and in 1864 in
Moscow. Musorgsky not only lacked access to western musical education, but he also
rejected it. His attitude resembled that of Peter the Great who repeatedly said, “We need

Europe for a few decades, then we must show it our bottom”.!!

But how does one compose after rejecting the western tools of the job? And what led
him to such a decision? To understand this, it is important to examine Russia’s trends
in arts after the mid nineteenth century. After examining the context of mid nineteenth
century Russia, it seems that Musorgksy’s approach to composition could not be other
than an idiomatic, innovative and intuitive one, like his contemporary Russian
composers.'?> He went straight to the Russian spoken language to develop his musical
one.!*> In his vocal compositions, the musical setting resembles that of the spoken
Russian language, following the language’s inherent rhythm and intonation in the

8 Gray, Ibid: 11

% Gray, Ibid: 11.

19 Calvocoressi. 1956: 23

1 Solomon. 1995: 10

12 Abraham. 1980: 262

13 Taruskin. 2005 Music in the 19th Century: 618



spoken word and the folk-song. Tempo, measures, intervals are all manipulated to
reflect the rhythm of the Russian language. He called this process “rationally justified
melody”.!* In a letter to Rimsky-Korsakov he mentions

Whatever speech I hear, whoever is speaking, my brain is already churning
out the musical embodiment of such speech.”

He went as far as he could to convey a realist perspective in his compositions. The
decision to follow this approach was initiated by the rejection of the western
composition tools and was influenced by his readings of Darwin, the author of The
Origin of Species and Nikolay Chernyshevsky (1828-89).

The first purpose of art is to reproduce nature and life, and this applies to
all works of art without exception.

and

He [the artist] will, in his works, consciously or unconsciously strive to
pronounce a living judgment on the phenomena that interest him (and
interest his contemporaries, for a thinking man cannot think about
insignificant problems that interest nobody but himself).'®

says Chernyshevsky. The effect of his writings is evident in Musorgsky’s
correspondence. In a letter from 1872 to Vladimir Stasov (1824-1906) he writes:

The artistic depiction of beauty alone, that is, in its material sense, is sheer
childishness—art in its infancy. The finest traits in man’s nature and in the
mass of humanity, tirelessly digging through these little-known regions and
conquering them—that is the true mission of the artist. “Towards new
shores! "—fearlessly through storms, and shallows and treacherous rocks,
“towards new shores!'’

3. Songs and Dances of Death

The abolition of serfdom in 1861 was an economic disaster for property owners without
any diversification in their sources of income. Musorgsky had grown up particularly
close to the serfs since his childhood in his family’s Pskov estate near the village of
Karevo.'® He must have been very approving of that change in spite of the fact that his
income was significantly affected since 1861, and gradually became insufficient to
cover rent for a private apartment.'” In 1872, he formed a close relationship with the
poet Arseny Golenishchev-Kutuzov, (Apcénwuii ['onennmies-Kyry3os 1848-1910) and
they shared an apartment in Petersburg, from 1874 until the poet’s marriage in 1875.2
The roommates worked together and their result was parts of the cycle Sunless (be3

14 Maes, Francis. (trn. Pomerans, Arnodl. Pomerans, Erica.). 2001: 90

15 Taruskin, 1993: 80.

16 Chernyshevsky. 1853: The Aesthetic Relations of Art to Reality
[https://www.marxists.org/reference/archive/chernyshevsky/1853/aesthetics-reality.htm]
17 Lenda. Bertesson. Ibid: 198, Letter 93

18 Lenda. Bertesson. 1947: 1

19 Calvocoressi. 1956: 43

20 Maes, Francis. (trn. Pomerans, Arnodl. Pomerans, Erica.). 2001: 89
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connya, 1874) and the Songs and Dances of Death (Ilecnu u nisicku cmepmu 1875-
77).2

The Songs and Dances of Death is a collection inspired by the Danse Macabre, a
medieval theme born out of the horrific plague epidemics of medieval Europe, and it
was initially envisioned as a musical equivalent to the theme of the Totentanz like the
woodcuts of Hans Holbein the Younger who made thirty nine of them. Its topic is a
fatal dance between Death and characters from all social classes, ages and backgrounds,
from peasants to autocrats, which can be perceived as terrifying, cathartic or redeeming,
depending on someone’s religious background.

It is important to describe death’s context in the past centuries in order to understand
the Totentanz’s origination. [In Schubert’s lied Death and the maiden, D. 531 death
appears as a boneman (Knochenmann) and reassures the maiden that he will do no harm
and that all she has to do is rest gently in his hands. In another lied of his, To Death, D.
518, death carries a scythe (sense) and is implored to spare all types of people.]

Premature death was a frequent tragedy in the early nineteenth century Europe and it
was a common part of public life.”> The chronic overwork, combined with poor
sanitation, poor eating and the overcrowding in the expanding industrialized cities,
acted as a catalyst for the spreading of bacilli.”* A new kind of epidemics were a side
effect of early capitalism. For every two births, only one lead to an adult. Even kids
made games that familiarized them with the probability of their early death.

Grandmother, Grandfather
Tell me the Truth

How many years am 1
Going to live

One, Two, Three, Four ...>*

Cholera, Tuberculosis and syphilis were among the primary killers in both Europe and
Russia. The sicknesses were so common that people of that time theorized about them,
for example that they are related to high intelligence, since many artists suffered from
it. Chopin, Schubert and Paganini had either one or both tuberculosis and syphilis.
Schumann’s rapid mental decline might have been related to neurosyphilis.?®

The Russian version of the lied, German art song, is called romance (pomanc) and it
was developed in the nineteenth century. It combined European influences with
elements of Russian folksong.?® Concerning the embarkation towards new shores, as
Musorgsky called it, in this collection he takes a path that was untraveled by the
European tradition as far as tonality and the use of poetry is concerned.

2 Musorgsky, Modest Petrovich in The new Grove Dictionary of Music and Musicians
22 Nikiforuk. Ibid. 141

2 Nikiforuk. 1991: 128-129

24 Nikiforuk. Ibid. 141

5 Nikiforuk. Ibid. 126-127

26 Platinga: 1984: 364



In Russian the word for death is Cuepms which by the -b ending indicates a feminine.
In Europe most of the languages descended from Latin have a feminine death (La
morte, La Muerte) and in German it is Der Tod which is a masculine. In the masculine
version of death, the most prevalent representation is that of a skeleton, sometimes
clothed in black or holding a scythe. An early name of the Songs and Dance of Death
is Danses Macabres and She, which is how it was referred to in Musorgksy’s
correspondence.?’ It was not published during the composer’s lifetime. A list of
numerous subjects was envisioned in the beginning but only four remain named
Lullaby, Serenade, Trepak and Field Commander.?®

Table 1: Initial envision of the work.?’

Pyccxmii English Final work
1 Bborau The Rich Man
2 IIponerapuit The Proletarian
3 3HATHBIA TOCTIOANH The Grand Gentleman
4 CaHOBHHK The Dignitary
5 Haps The Tsar
6 Mornomas JleByiika The Young Girl Serenade
7 Kpectesann The Peasant (Countryman) Trepak
8 Pebenok The Child Lullaby[?]
9 JKenmuna Toproserg The Merchant
10 CBAIIEHHNK The Priest
11 | Hooar The Poet
12 | Mogax The Monk Possibly Lost

The collection is both realistic in its representation of the omnipotence death, but also
fantastic in the way death is represented. The poetry is a mixture of fantastic storytelling
and drama with each poem representing a different situation in which death appears as
a character to do her unavoidable job.

Table 2: Songs and Dances of Death.*°

Pycckuii English Composition Dedication

Konwibenvnas | Lullaby April 1875 Anna Vorobyova-Petrova.

Cepenaoa Serenade May 1875 Ludmila Glinka-Shestakova

Tpenax Trepak (Cossack Dance) | February 1875 | Osip Afanasyevich Petrov

Ionxosooey | Field Commander (Field | June 1877 Arseni Golenishchev-Kutuzov
Marshal)

The first three pieces were composed during the cohabitation with Count Golenishchev-
Kutuzov in 1875 and the fourth was finished two years later at the town of Tsarskoe-
Selo (Ilapckoe Ceno), just outside of Petersburg. In each of the poems, the death of a
character is described, and each time Death appears personified as different character
and sings. In the Lullaby she comes to take a mother’s baby, which is dying. In the

27 Calvocoressi. Ibid: 5

28 A6s130Ba. Ibid. 115, also Lenda. Bertesson. 1947: 297

2 1t should be noted that Vladimir Stasov, in his correspondence from 1876 mentions that he had heard
that Musorgsky begun working one the Monk and Anika the Warrior and Death but their implementation
doesn’t survive.

30 Lenda. Bertesson. 1947: 431



Serenade, she appears as a knight serenading a girl. In the Trepak, death comes to bury
a drunk peasant who is lost in a snow-covered forest. In the last song, death appears as
triumphant in the battlefield, commanding the fallen soldiers.>!

Lullaby

The poem is structured as a dialogue between Death and the mother with an
introduction setting the scene. The mother watches over her sick baby, the whole night
she has been helplessly rocking the cradle, and the sun is now rising. Suddenly someone
knocks on the door and enters the room. It is Death. The mother is worried, but Death
reassures her to not be frightened, all She wants to do is take her turn in tending to the
baby. The mother reacts, telling Death to be quiet, lest the disturbance will agitate the
child. The argument continues, Death wants to sing a lullaby to lull the baby to sleep;
the mother resists, but eventually yields. Finally, the baby falls asleep in Death’s hands.

The alternating (cross) rhyme in quatrains, is evident in the lines’ endings.

Cmonem pe6énok... Ceeua, Haeopas,
Tyckno mepyaem Kkpyeom.

Lenyro nouwv KonvlOenvKy Kauas,
Mamu ne 3abvinacsa cnom.>

This schema is maintained through almost all of the lines of the four poems, with
Trepak and Field Commander having rhyming couplets additionally. It plays little
part in the music, since it is through composed and not strophic and the music
follows mainly the narrative of the poem. but it is nevertheless interesting how

Musorgsky treats it.
Table 3: Lullaby

Introduction 1 Lento Doloroso
Death 22 Lento Funesto
Mother 33 Agitato Pathetico
Death 36 [lullaby] Lento Funesto
Mother 38 Agitato

Death 41 [lullaby] Tranquilo
Mother 43 Agitato

Death 46 [lullaby] Tranquilo
Mother 48 Agitato

Death 51 [lullaby] Lento Tranquilo

The piece enters with Lento doloroso (Slow and Painfully). What follows is an
alteration of Tranquilo and Agitato, which resembles Death’s tranquility and the
mother’s agitation. ~ After Death’s entrance, each time She sings She concludes with
the lullaby baiushky baiu baiu (barowxu-6aro-oar).

Ex. 1: The repeated baiushky baiu baiu

e L4 [

1 I 1 I 1 Y

Ba.jow kH, 6a.io, 6a_10.

31 Maes. (trn. Pomerans, Arnodl. Pomerans, Erica.). 2001: 91
32 See Translations



Serenade

Rarely did Musorgsky compose based on poems about romantic love. the theme of the
serenade is the popular in Europe theme of dying in the context of love, with examples
in Schubert’s — Claudius’ lied Death and the maiden, D. 531 and Schumann’s —
Chamisso’s Frauenliebe und Leben, Op.42 a lieder cycle in which a woman’s marriage
is documented throughout the different stages of her life until her husband death from
the perspective of her romantic love.

The poem consists of a third person descriptive setting of the scene and a first-person
serenade sung by Death, with the music being analogous the poem’s structure. A sick
young maiden sits alone in her bedroom. Under her window a figure is waiting, it is
Deach personified as a knight singing a serenade. She sings to her that she will be her
knight and will set her free of her suffering. She flatters her with gentle compliments
and seduces her, convincing her to fall into her hands and take her away.

Description 1
Serenade 44 L’istesso tempo
92 A tempo

Ex. 2: Death’s Serenade after m. 44
Stanza | A | ,.B Mpake HEBosM CypOBOH U TECHOI
MomnoaocTh BSIHET TBOS;

B | Poluaps HeBetOMBIH, CHIION Uy necHOM
OcB0OOOXY s TEO1.

S A | Beranp, mocmoTpu Ha cebst: KpacoToxo

B | Jluk TBO# po3pavHEIA OJIECTHT,
[{éxu pyMsiHBI, BOTHUCTON KOCOIO
CraH TBOM, KaK Ty4ei OOBUT.

S C | IpucranpHbIx 17123 rosry0oe CHsHbE,
Spue Hebec u OTHS,

3HOEM IOJyJICHHBIM BEET JBIXAHbE...
Tsl 060IBCTHIIA MEHS.

S A | Cayx TBOM TuIeHHIICSI MOEH CEepeHaoNn,
Priniaps monor TBO#M 3Ban,

B | Poluaps npuiuén 3a nociennei Harpauou:
Uac ynoeHbsl HacTall.

S C | HexeH TBOII cTaH, yIOUTENEH TPEMET...
O, 3aaymry s Tebs

B kpenkux o0BATHAX: TFOOOBHBIN MOit
jereT

Crnymaii!... momun!... Ter Most!™"




Trepak

The trepak is a Russian folk dance of Cossack origin in 2/4 time. It is performed by
men who kick the legs from a squatting position.*® As a special effect it’s tempo might
accelerate and decelerate.

In the poem, a stormy night is depicted in which darkness prevails. But it’s not devoid
of presence. A peasant is drunk and exhausted amidst the woods. Death has approached
him to dance a trepak with him. She whispers in his ear with irony about his unfortunate
situation and invites him to lie down so she can cover him with snow to heat him up.
She dances him to death, and when he finally falls, She whispers a summer image into
his ear.

"0, poor little peasant, wretched old man,

You got drunk, staggered along the road,

And the blizzard-witch rose up, played wildly,

From the field into the deep forest it drove you by chance.

The song originally starts with a schema of parallel fifths. Rimsky-Korsakov, who took
on the task of revising and completing Musorgksy’s works after his death, made
changes filling in the composers perceived lack of skill — meaning trying to understand
what he intended write but lacked the technical skill to do so. However, some changes
aim for a reconciliation with the westerner’s listening acclimatization.>* This was
indeed done for this work. In his later edition Rimsky-Korsakov altered the start in
order to make it more conventional but sacrificed the beginning’s character.’
Concerning the latter, contemporary composers assume the role of both Musorgsky and
Rimsky-Korsakov by composing instinctively, making mistakes and then refusing to
edit them, for they may harm their own originality.
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BTrepak in The new Grove Dictionary of Music and Musicians
34 Platinga. 1984: 375.
35 Calvocoressi, Ibid: 282
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After Death is certain that the peasant will die, the setting changes from a trepak to a
lullaby.

The dance shows influence of Lizst’s Totentanz (Dance of Death) published two
decades earlier, which features the Gregorian chant Dies Irae (Day of wrath) in theme
and variations form.*® The theme and the first variation have similar motives with the
trepak, and the opening melody is similar to the Dies Irae

—

Ex. 4 Lizst: Totentanz: Var 1

R

He composes the dance’s start while alluding to Lizst’s Totentanz, the Dies Irae and the
Russian spoken language at the same time while maintaining musical integrity.

Table 4: Trepak's structure

Stanza

Scene Setting A—C3 1

Trepak B 2

Death  Tr C 3
C2 4

E—C2 5

C 6

Lullaby E 7

The dance starts and ends with similar material C, while C2 and C3 are periods

derived from C. The C3 acts as a preparation for the main material, and the C2 as a
variation

36 Abraham, Gerald.[ed] 1990: 721
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Ex. 5: Trepak Start of the Trepak
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The dance starts at the second stanza and ends before the last. A pause separates the
stanzas and each stanza has its own characteristic setting. In the last stanza a small
motive from the trepak is repeated, indicating the peasant’s inability to dance.

Field Commander

The poem by Kutuzov is titled The Triumph of Death (Topacecmso Cmepmu) and was
influenced by Liszt's Totentanz and the synonymous fresco by Buonamico Buffalmacco
from 1355. The Triumph of Death is a recurring theme in European art centered on the
concept of death's omnipresence.

In the poem, the process a battle with troops, horses and cannons is described in three
scenes. In the first scene the action in the battlefield is described, in the second the night
falls, and in the third Death’s arrival. Death comes on a skeleton horse, light under to
moonlight, and runs across the fallen of the battlefield until she reaches the top of the
hill. She stops, smiles and shouts that she was won over everyone, all the fallen have
submitted before her. She commands the fallen to stand up and march and tells them
that She will bury their bones, and after they are long gone and forgotten, She will be
the only one visiting their graves from time to time making sure they never arise from
the ground. Death is the ultimate winner of every battle. The Death’s depiction in this
occurrence has a notable resemblance to three of the four horsemen of the apocalypse
— Death, Conquest and War.

In 1877 a war between Russia and the Ottoman Empire took place which had about
thirty thousand fallen from each side in the battles. It’s possible that the choice of the
Field Commander was influenced by that war.

"The battle is over! I have conquered all!

Before me you have all bowed low, fighters!

Life set you at odds, I answered the call—

Now rise and stand review, all you dead knights!
[...]

With a heavy dance, the damp earth pressing,

1 shall stamp it down, so the grave's dark blessing—
So your bones can never that tomb forsake,

That from this soil you may never awake!"

11



With Smoke of Fires

Table 5: Musical setting of each stanza

Scene
1

Scene

Scene

Music

A

C

D

Var 3

Theme

Theme

Var 1

Var 2

12

I'poxouer 6utBa, O1enryT OpOHH,
Opynbst XKaJaHbIE PEBYT,

BeryT nonku, HecyTcst KOHU

U pexu kpacHbIE TEKYT.

[Teimaer nonaens, 0N OBIOTCS;
CKJIOHHJIOCH COJIHIIE, OO CHIIBHEN;
3akar OnenHeeT, HO nepyTcs

Bparu Bce sipocTHel U 31€i.

U nana HOYB Ha TOJIC OpaHu.
JpyUHBI B MpaKe pa3olLIUCh...
Bcé€ cTuxiio, 1 B HOUHOM TyMaHe
CreHaHbs K HeOy MOIHSINCE.

Torna, ozapeHa JryHOIO,

Ha 60eBoM cBOEM KOHE,
Kocreii cBepkast 6emi3HOIO,
SIBunace cMepTh; U B THIIHHE,

Buumas Bormiu u MOJINTBBI,
JloBonbcTBa TOPAOrO MOJHA,
Kaxk nonkoBoer; Mmecto OUTBBI
Kpyrom o6nexaina oHa.

Ha xomm mogHSBIIKCE, OTIISTHYJIACH,
OcraHoBHIIACK, YIBIOHYIACK. ..

W Han paBHUHOI O0eBO

Pa3znancs ronoc pokoBoii:

,,KoHuena butBa! s Bcex mobesual
Bce npeno MHOI BBl cMUpPHITHCE, O0M1IB!!
JKuznp Bac moccopmiia, s moMupuial
JpyxHO BCTaBaiiTe Ha CMOTP, MEPTBELIb!!

Mapiem TOp>KeCTBEHHBIM MUMO TIpOiiIuTe,
Bolicko M0O€ s X0uy cocunTaTh;

B 3emutio moTOM CBOM KOCTH CIIOXKHUTE,
Crnanko OT )KU3HH B 3eMJI€ OT/JbIXATh!

T'onbl HE3pHUMO IPOUTYT 3a TOJIaMH,

B mromsx nc4e3HeT u maMsTh O Bac.

51 ne 3a0yxy ¥ TPOMKO HaJ BaMHU

[Tup Oyxy nmpaBUTH B OIYHOYHEIH dac!

[TnscKo TAKENTOO 3EMITIO CHIPYIO

A npuromnyy, 4ToOBI CCHb TPOOOBYIO
Koctu nokunyTh BOBEK HE MOTJIH,

Y1006 HUKOrJa BaM HE BCTATh U3 3eMin!



The poem has two parts, the first being a series of three scenes and the second being
Death’s song. In the first scene the action in the battlefield in described, in the second
the night falls, and in the third Death’s arrival. Death sings the theme With Smoke of
Fires Z (dymem pozarow).,a Polish song which served like a national anthem appears
in stanza with the musical setting E, and with three variations. As a matter of fact, a
variation E4 is heard in the fifth stanza before the main theme E.

[This is an especially demanding work to perform especially for non-Russian speakers.
Recommended performances are by Boris Christoff, Feodor Chaliapin Yeygeni
Nesterenko and Dmitry Hvorostovsky.]
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Death

Mother

Death

Mother

Death

Mother

Death

Mother

Death

Translations

Kounbi0enbHas

Croret pe6énok... CBeua, Haropasi,
Tyckiio mepaeT Kpyrom.

Lemyro HOYb KOMBIOEIBKY Kadas,
Martp He 3a0b1TIacs CHOM.

PaHBIM-paHEXOHBKO B ZIBEPb OCTOPOKHO
CwmepTs cepmobonpHas CTyk!

B3apornyna MaTh, OTJIsIHYJIaCh TPEBOXKHO. ..
,,110JTHO TIyTaThCsi, MOH ApyT!

brenHoe yTpo yxK CMOTPUT B OKOILIKO...
[Inava, Tockys, MO0,

Thl yTOMHIIACh, B3IPEMHH-Ka HEMHOXKO,
S mocuxy 3a Te0s.

YTOMOHUTB ThI TUTS HE CyMeTa.
Crname 105 5 cror." " -

,,Lute! pe6EHOK Mol MeueTcs, ObETCs,
Hymry tep3ast Moro! ™’

,,HY, 1a CO MHOIO OH CKOPO YHMETCSI.
Baromikwu, 6aro, 6aro."" -

,,L1I&4Ku OeHeroT, ciabeeT apIxaHbe. ..
Ja 3amomuu-xe, Mmoso! " -

,,J100poe 3HaMeHbe, CTUXHET CTPa/IaHbe,
Baromiku, 0aro, 6aro.™

,,]1pOoYb ThI, IpOKJIsTasH!
Jlackoii cBoero cryOuIs TH pagocTh Mor! ™

,,HeT, MUpHBII COH 51 MJIa/ICHILy HaBelO.
Baromiku, 6aro, 6aro.”" -

,,CIKanbes, MOXKIU I0TIeBaTh XOTh MTHOBEHbE,
Crpalunyo necHio TBow!

,» BUIIUII, YCHYJI OH TIOJ THXOE MEHBE.
Barorikwu, 6aro, 6aro.™"
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Lullaby

The child is moaning... The candle, burning low,
Dimly flickers around.

All night long the cradle rocking,

The mother has not slept.

Early, very early, at the door gently
Death, cautiously, knocked!

The mother started, looked around anxiously...
"Stop being frightened, my friend!

Pale morning is already looking through the window...

Crying, yearning, loving,
You are exhausted, doze a little,
I'11 sit for you.

You couldn't quiet the child.
I'll sing sweeter than you." —

"Hush! My child is tossing, struggling,
Tormenting my soul!"

"Well, with me he will soon be quiet.
Hush-a-bye, hush-a-bye." —

"His cheeks are paling, his breath is weakening...
Be quiet, I beg you!" —

"A good sign, the suffering will cease,
Hush-a-bye, hush-a-bye." —

"Away with you, accursed one!
With your kindness you will ruin my joy!"

"No, I will bring peaceful sleep to the child.
Hush-a-bye, hush-a-bye." —

"Have mercy, wait to finish even for a moment,
Your terrible song!"

"See, he has fallen asleep under my quiet singing.
Hush-a-bye, hush-a-bye."



Death

Cepenana

Hera BomnmeOHas, HOUb ToNTy0as,
TpenerHslil CyMpak BECHBI.

Bremier, MOHUKHYB TOJIOBKOH, OOTBHAS
[llomoT HOYHOM THUITUHEL.

CoH He CMBIKAEeT OJIECTSIINE OYH,
JKW3HB K HACIaXICHBIO 30BET,

A 110]] OKOIIIKOM B MOJITYaHEH ITOTHOYH
CMepTh cepeHaay moéT:

,,B Mpake HEBOJIU CypOBOU U TECHOMI
MosnoaocTh BSIHET TBOS;

Poitaps HeBeIOMBIH, CUITON Yy 1eCHOM
OcBOOOXY 5 TEOS.

Bcranb, mocMoTpu Ha ceds: KpacoToro
JIuk TBO# Mpo3pavuHsIii OJIeCTHUT,
IIT€xu pyMsiHBI, BOTHUCTON KOCOIO
CraH TBOM, Kak Ty4ei OOBUT.

IIpucTtanpHBIX I71a3 TOIy0O0€ CUSHbBE,
Slpue Hebec u oTHS;

3HOEM TIOyZICHHBIM BECT AbIXaHEE. ..
To1 obonbeTHIIA MEHS.

Cnyx TBOM IJIEHWICS MOEH cepeHaion,
Poiuaps monot TBOMH 3Bad,

Poinaps npuinén 3a nocnenHen Harpauou:
UYac ynoeHbsl HacTall.

HexeH TBOH CTaH, YIIOUTENIEH TPEIET...

0, 3aaymry s Tebs

B kpenkux o0bATEAX: TFOOOBHBIIN MOIf JeTeT
Caywait!... momuu!... Tel Mosi!™
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Serenade

Magical bliss, night blue and tender,
Trembling twilight of spring.

The sick maiden, head bowed, listens
To the whisper of the night's silence.

Sleep does not close her brilliant eyes,

Life to pleasure calls,

And beneath the window in midnight's silence,
Death sings a serenade:

"In the gloom of harsh and narrow captivity,
Your youth fades;

An unknown knight, with wondrous power,
I will set you free.

Rise, look at yourself: with beauty,
Your translucent face glows,

Your cheeks are rosy,

Your figure is wrapped like a cloud.

The blue radiance of your unwavering eyes,
Brighter than heavens and fire;

Your breath flows like noonday heat...

You have seduced me.

Your ears are enchanted by my serenade,
Your whisper summoned the knight,

The knight has come for the final reward:
The hour of rapture has arrived

Your form is tender, your tremor intoxicating...
Oh, I will smother you

In strong embraces: my loving babbling
Listen!... be silent!... You are mine!"



Tpenak

Jlec na mOJSHBL, OC3JIF0THE KPYTOM.
Brrora u miader U CTOHET,

Yyercst, 6yATO BO MpaKke HOYHOM,
3mas1, KOro-TO XOPOHHUT;

I'mapp, Tak u ecth! B TeMHOTE MyXHKa
CMmepTs OOHHMAET, JTacKaeT,

C nbsSHEeHBKUM IUTSLIET BIBOEM Tperaka,
Ha yxo necHs HamneBaer:

Oii, My>XKHYOK, CTapUUOK yOOrOo¥,

I1bsH HanwICs, NOIIENCS TOPOTOH,

A MATEnb-TO, BEJbMA, MOJHATACH, B3bITPaa.
C nosis B 1ec qpeMy4nii HEB3HAaUYal 3arsana.

T'opem, Tockoil f1a Hy K10l TOMUMBIH,
JIsr, npuKopHU, 1a yCHU, pOAUMBIN !

51 1651, TOTyOUMK MOH, CHEXKKOM COTPEI0,
Bxpyr Te0s BEeNHKYIO UTPY 3aTel0.

B306eii-ka mocTenn, Thl MATENb-T1e081Ka!
I'eili, HaunHa#, 3aneBaii morojkal

Ckasky, /1a TaKkyto, 4T00 BCIO HOYb TSHYJIACh,
Yro6 mesiHUyTe KPEHKO Mo/ He€ 3acHYI0CH!

Ofii, BHI JIeca, Hebeca, 1a Ty4H,

Temb, BETEPOK, /12 CHEXKOK JIETYUHil!
CaeiiTech NENEHOI0, CHEXKHOM, MTyXOBOIO;
Ero, kak MyazieH11a, cTapruKa IPUKPOXO...

Cru, Mo APY>KOK, MY>KUYOK CUACTIIUBBIH,

Jleto mpwumuio, paciseno!

Han HuBo# COMHBIIIKO cMeETCA fja cepIbl TIISIOT,
[Necenka HecETcst, TOTYOKH JIETAIOT. .

Trepak

Forest and clearings, desolation around.
The blizzard both weeps and moans,

It feels, in the darkness of night,

The Evil one is burying someone;

Look, and it's true! In the darkness, a peasant
Death embraces, caresses,

With the drunken one she dances a trepak,
Into his ear she sings a song:

"0, poor little peasant, wretched old man,

You got drunk, staggered along the road,

And the blizzard-witch rose up, played wildly,

From the field into the deep forest it drove you by chance.

By grief, longing, and need tormented,
Lie down, curl up, and sleep, dear one!
I will warm you, my darling, with snow,
Around you I will stir up a mighty game.

Beat down a bed, you blizzard-swan!

Hey, begin, sing out, stormy weather!

A fairy tale, such a one that lasts all night long,

So that the drunkard may sleep soundly beneath it!

O forests, heavens, and clouds,

Darkness, little wind, and flying snow!

Weave yourselves into a shroud, snowy and downy;
With it, like a child, I will cover the old man...

Sleep, my friend, happy little peasant,

Summer has come, it has blossomed!

Over the fields the sun laughs and the sickles gleam,
A little song drifts, doves are flying..."
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IMTonkoBoner

I'poxouer OutBa, O61enryT OpOHH,
Opy st XKaHbIE PEBYT,

beryT nonku, HecyTcs KOHH

U pexu kpacHbIE TEKYT.

[TsimaeT nosnaeHs, M0aU OBIOTCS;
CKJIOHWJIOCH COJIHIIE, OOH CHIIbHEH;
3akaT OyieiHeeT, HO IepyTCs
Bparu Bce apocTHel U 371€i.

U nana HOub Ha moJie OpaHH.
Jpy>XuHBI B MpaKke pa3oluIUCh...
Bcé cTuxio, 1 B HOUHOM TyMaHe
CreHaHbs K HEOY TTOTHSITHCE.

Torma, o3apeHa IyHOIO,

Ha 6oeBoM cBOEM KoHE,
Kocreii cBepkas Oenu3HOIO,
SIBunace CMEpPTh, U B TUILIMHE,

Buumas Bonu u MOJIUTBBI,
JloBonbCcTBa TOPAOTO MOJIHA,
Kaxk moskoBoie1r MecTo OMTBBI
Kpyrom obnexaina oHa.

Ha xoiM nmogHsBOINCE, OTIITHYJIACH,
OcTaHOBHIACK, YIBIOHYIACK. ..

W nan paBHHHOIT 60eBO

Paznancs ronoc pokoBoii:

,,KoHueHa 6utsa! st Bcex mobeamial
Bce npeno MHOIT BBl cMupHIiIHCh, 60ii1Ib!!
’Kuznb Bac nmoccopuia, st nomupuial
Hpy»HO BcTaBaiiTe Ha CMOTpP, MEPTBELIbI!

Mapmiem TOp>KeCTBEHHBIM MIMO TIPOUINTE,
Boiicko MO€ g X0uy cOCUHUTaTh;

B 3emMi1t0 MOTOM CBOM KOCTH CIIOXKHUTE,
Crnaziko OT >KU3HU B 3€MJI€ OT/IHIXaTh!

T'opl HE3pUMO TTPOMTYT 3a rOIaMH,

B nropsx uc4esHeT u mamsTh O Bac.

51 He 3a0yay 1 TPOMKO HaJl BaMH

[Tup Oyny nmpaBuUTH B HOMYHOYHBIH Yac!

TInsickolt TSHKENTOI0 3eMITIO CHIPYIO

S npuromnyy, 4To0BI CEHb TPOOOBYIO
KocTu MoKMHYTh BOBEK HE MOTJIH,

UT0o06 HUKOT/1a BaM HE BCTAaTh U3 3eMiH!

Field Commander

Thunder roars, armor glimmers,
Greedy cannons roar,
Regiments rush, horses gallop,
And red rivers flood the ground.

The noonday blazes, men are fighting;

The sun sinks lower, fiercer grows the fray;
The sunset pales, yet they keep striking—
The enemies rage more furious each way.

And night descended on the field of battle.
The hosts dispersed into the dark...

All fell silent, and in the night's cold rattle,
Groans rose to heaven like a stark remark.

Then, bathed in moonlight's silver light,
Upon her war horse, pale and dread,

With bones like marble gleaming white and unbroken,
Death appeared; and in silence she spread—

Heeding the wails and the prayers ascending,
Full of a proud and grim delight,

Like a commander surveying the ending,
She rode a circle around the site.

She climbed a hill, gazed all around her,
Stopped, and a smile her features crowned...
And over the battlefield's somber border,

A fateful voice resounded sound:

"The battle is over! I have conquered all!

Before me you have all bowed low, fighters!
Life set you at odds; I answered the call—

Now rise and stand review, all you dead knights!

March in a triumphal procession before me,

Let me count my army's might.

Then lay your bones in the earth's dark story—
Sweet, after life, in the ground to rest from the fight!

Years unseen will pass with the ages,

All memory of you in men will fade.

But I will not forget; and loudly,

A feast I shall hold in the midnight shade!

With a heavy dance, the damp earth pressing,

I shall stamp it down, so the grave's dark blessing—
So your bones can never that tomb forsake,

That from this soil you may never awake!"
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Dictionary

Huxonaii I"aBprnosuu Yepusimésckuii — Nikolai Gavrilovich Chernyshevsky
Mopuéct [erpoBuu Mycoprckuit — Modest Petrovich Mussorgsky
Huxonait Auapéesuu Pamckuii-KopcakoB — Nikolai Andreyevich Rimsky-Korsakov
[Térp Unwia Yaiikosckuit — Pyotr Ilyich Tchaikovsky

Muanuii Anexcéenu banakupes — Mily Alexeyevich Balakirev
Anexkcanap ITopdripsesuu boponnin — Alexander Porfiryevich Borodin
[1¢3app AuToHoBHuY Kront — César Antonovich Cui

Anexkcanap Cepréeuu [Tymkun — Alexander Sergeyevich Pushkin
Yapnes Japsun — Charles Darwin

Bnagnmup JIéaun — Vladimir Lenin

JleB Hukonaesuu Toncroit — Lev Nikolayevich Tolstoy

dénop Muxaiinosuu JloctoéBekuii — Fyodor Mikhailovich Dostoevsky
Cepreit ®énoposuu [Tnatonos — Sergey Fyodorovich Platonov
Huxkonaii [ [TaBmosuu — Nicholas I Pavlovich

Hukonait Aunpéesuu Pumckuit-KopcakoB — Nikolai Rimsky-Korsakov
Aunexcannp KoncrantitnoBuy ['na3ynos — Alexander Glazunov
Huxonait | — Nicholas I of Russia

Murtpodan bensieB — Mitrofan Belyayev

Cepreit TumodéeBuu AxcakoB — Sergey Aksakov

Cassa lBanoBuu MamouToB — Savva Mamontov

Cepreit ®énoposuu [lnatronoB — Sergey Platonov

WBan Cepréesuu TypréneB — Ivan Sergeyevich Turgenev

[écuu u msicku cméptu — Songs and Dances of Death
be3 connna — Sunless

bopiic N'onynos — Boris Godunov

Xosanumua — Khovanshchina

Konwioénbuas — Lullaby

Cepenana — Serenade

Tpenaxk — Trepak

[TonkoBogen — Commander

Yro nénare? — What Is to Be Done?

[Mpecrynnénne u Haka3anue — Crime and Punishment
Boiina u mup — War and Peace

Ortupl u nétu — Fathers and Sons

Cankr-IlerepOypr — Saint Petersburg
[Hapckoe Cend — Tsarskoe Selo
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