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B NMTOMOLDb N3YYHAIOLINM

bopbba peanncTnyeckoro HanpasieHus B My3blKe
C (DOPMANUCTUYECKMM HaMPaBEHMEM B My3blke

CnoBa u MY3blKa HEVN3BECTHbIX aBTOpOB*

AS AN AID TO STUDENTS

The Struggle of the Realistic and Formalistic
Directions in Music

The words and music by unknown authors**

*  Kak coobuiaet OTtoen My3blkanbHon be3onacHOCTM, aBTOPbl Pa3blCKUBAOTCS.
O. M. b. 3aBepseT, 4TO OHM OYaYT pasbickaHbl. (30aTensbCTso)

** As we are informed by the Department of Musical Security, the authors are being
sought. The D.M.S. assured us that they will be found. (The Publishers)



OT USOATEJILCTBA

IIpennaras BHUMAHKIO HAIIINX MY3bIKAJbHBIX KPYTI'OB IpUjaraeMoe cCournHenne, V3qareibCTBO CUNTAET
HeO0XOAMMbBIM COOOIIUTE CJEAVIOIIee:

Pyxkonuchk tanHor0 COUnMHEeHUs OblIa OOHaPYysKeHa B AIMUKe C HeUNCTOTAMY KaHAUIATOM USSITHLIX HAYK
II. 1. OnocternoseiM. TijaTeIbHO OTAEJANB OT PYKOINCH IPUINMIIINE K Hell HeuncToThl, TOB. OIIOCTHLIOB,
IpeIBapuUTEIbHO U3YUUB €€ (PYKOINUCH), mepena e€ M3gaTebCTBY CO CBOUM IPEAMCJIOBHEM, KOTOPOE MbI
npeagaraeM BHUMaHNIO unTaTeseii. Bot uro numier 06 sToi pykomnucu I1. 1. OmocTsLiIos.

«OBHapY»XMB B ALLMKE C HEUUCTOTAMU JAHHYIO PYKOMMUCb, Sl CNIepBa XOTe 1 OTNPaBHTb €€ 06paTHO T.€. B LMK
¢ Heunctotamu. OfIHaKO NoJ HEUUCTOTaMK st OBOHAPYI>KU/T HE3AKOHUEHHOE NPOW3BEAEHHE BOKAIbHOMO THNa. 1O
3aCTaBW/IO MEHS TLATE/IbHO OTAE/IMTb PYKOMUCb OT HEUYUCTOT (...)".

HecmoTps Ha npuHaTbIe Mepb! (Bbinv AONPOLLEHbI BCE KOMMNO3UTOPbI M BCe N03Tbl), aeTopos (aTopa? — 1. 0.)
MY3bIKU U TEKCTa 0BHapY>KHTb He yaanocb. Takum o6pa3om, cieflyeT CuMTaTh, UTO ITO COUMHEHHE NPUHALIENKNT
HeuseecTHbIM aBTopam (aBTopy? 1. 0.), ofHaKo BbljaloLWMecs LOCTOMHCTBA KakK MY3blKM, TaK U TEKCTa, 3acTaB-
NAIOT HaC CYMTaTb, UTO Mbl UMEEM [EJI0 C BblAAloLWMUMCs npouseeaeHem. Komnosntop? MacTepcku MCnoNib3yeTt
Hapo[HOe TBOPYECTBO (CM. (6], [12], [23], — 6 TakT, ). My3bika opraHMyYecku C/lIMBAeTCs C TEKCTOM,
U306MNYIOLLMM rNyBOKUMU MbICAAIMU. B MpocTbIX M ACHbIX C/IOBax NO3T U3naraeT BAOXHOB/SAIOLWME YKa3aHUs.
B >kvBOWM U AICHOW dhopMe BbICTYNAlOT TPU OpaTopa, YH4aCTHUKKM cBoboaHOM auckyccuu: EaunuupbiH, [BOWKWH
u TpolkuH. B BbicTynneHnn TpoMKKUHA TEKCT C NPO3bl NepPeXouT Ha Noa3uto. [1peBOCXOQHO OTTOUYEHHbIW CTUX
(cm. [33]) 3acTaBnseT aymaTh 0 pa3HOCTOPOHHOCTH AapoBaHus noata. CneayeT, ofHaKo, cienatb OfHO 3aMeya-
HUWe: B peun TpOMKKWHA OH OLIMBOUHO apTUKYIMPYeT «PUMCKHi-KOPCAKOB», XOTS BCEMY MUPY U3BECTHO, UTO HAAO
npousHocuTtb «PumMckuin-Kopcakosy. MNpo3anyeckuit TEKCT, KaK U NO3TUYECKHH, HaMMCaH TakXKe NMPeBOCXO4HO.
ABTOp Kak Obl BBOAMT Hac Ha cobpanue Bo [Bopue KynbTypbl, NOCBAWEHHOE Xrydei npobiemMe Hawen cospe-
MEHHOCTH, a UMEHHO Bopbbe PeanucTUUECKOro HanpaB/ieH!s B My3blKe C (hOPMa/IMCTUUECKUM HarnpaB/eHHEM
B Hel >xe. ABTOp He PUCYET CM/IOLLIHOM PO30BOM KPaCcKOM Hally KynbTpaboTy. TOHKUM CaTUPHUUECKUM LUTPUXOM
(cM. 4 TakT nocne Hayana: «Hapoay Yy Hac, NpaeAa, CerofHs MasioBaTo») OH e4KO BbICMEWBAET HEKOTOPbIX rope-
KyNbTPaBOTHUKOB, HE YMEIOLLMX NPUB/IeUb BHUMaHHE >KaAHbIX 4O KY/IbTYpPbl HALLKMX NOCETUTENIEN KITYOOB K >Kryuum
npobnemam My3bIKO3HaHHSA.

3atem Benyuimii kak-6b1 npepoctasnset cnoso ToB. U. C. EguHuubiHy. BnoxxeHHbi aBTopoM B ycTa ToB. Egu-
HHLIbIHA FTYOOKKUHM aHaNIN3 COBPEMEHHOTO MOJIOXKEHHS B MY3bIKE Bbl3blBAET BOCTOPI CODPABLLIMXCA, KOTOPbIE NPpU-
setcteytoT U. C. EguHuLbIHA BYpHBIMK, LOMO HE CMOJIKAIOWMMHK annogUCMEHTaMU, NEPEXOASALLMMH B OBALMIO
(cm. [13]). Hapo ckasatb, uto peub ToB. U. C. EaMHHLbIHA ABNSIETCA HACTOALLMM LIEAEBPOM U B MY3bIKaJIbHOM OT-
HoweHWn. OHa HanMcaHa JOCTYMHbIM U NOHATHBIM A3bIKOM. [oApO6HbIM My3biKasibHbIN aHaIM3 Mbl CAE/1aeM HUXKeE.

3artem Bepywuii kak 6b1 npegocrtaenset cnoso ToB. A, A. lsorikuHy. BrecTsliee octpoymue opartopa Bbl-
3bIBaeT cMex cobpaslumnxca (cm. u [16]). «Cmex ybusaet». U peictutenbHo ToB. [JBOHKWH CBOMMU OCTPO-
YMHEHNLIMMU 3aMEYAHHUSMU MO afiPeCy «TEOPHUH W TEOPUEK» IUCCOHAHCHCTOB M aTOHaNIMCTOB yOuBaeT Hanosas
BCE 3TU TEOPUU U TEOPHUIKM.

C npepenbHOM SICHOCTbIO roBopHT ToB. A. A. IBOWKWUH O MENOLUUHOCTH W U3sILHOCTH (cM. [17]). Ero Bbicka-
3bIBaHUSA O MEJTOAUUYHOCTH U UBSILLHOCTH BOMAYT B 30/10TOM (hOHA, HaLLero My3biko3HaHus. [1oaIMHHOM BepLUMHOW
MbIC/IU SIBNAOTCA 3aMedaHus [BolkKHa o nesrvHke. OH ¢ npefenbHOW SICHOCTbIO LOKa3blBaeT, UTO NIe3rnHKa
B KQBKA3CKWX onepax JO/IKHa ObiTb HacToswwed (cm. [22]). OH npsiMo 1 ybeauTenbHO [OKa3bIBaAET, UTO IE3rMHKa
B KABKa3CKMX onepax [1o/KHa bbiTb HacToswen. [nybokoe cogepykartesibHoe BbicTynieHue Toe. A. A. [lBolkuHa
Obl10 TENO BCTPEUEHO COBPaBLLUMMMUCS.

AgTtopam (asTopy? M. 0.) npekpacHo yaanocb nepegartb arMocdepy cBob6OaHON AUCKYCCHH, UTO OCOBEHHO
ybeauTenbHo nokasaHo B peuu ToB. [l. T. TpolKk1Ha, K co>kaneH1io, ocTaBllencs He3akoHueHHOMW. ToB. TponKkuH
ybeauTeIbHO rOBOPUT O TOM, UTO HaM HY>KHbl CUMADOHUH, ClOWTbI, NO3Mbl. OH FOBOPUT O C/IO’KHOM [yLLEBHOM
MWPE HALLEro YeNOBeKa, OH NPHU3bIBAET YUUTbCS Y KIACCHKOB (cM. [28]).

KomnosauTop ¢ 60/1blinMM MacTepCTBOM W NOAJIMHHBIM HOBAaTOPCTBOM rNepefias B My3blKe Bce ryboKue mbic-
v Tekcta. OH NpaBW/IbHO AeNaeT, UTO TBOPUECKU UCMOsb3yeT boraTeiiuee HapoLHOE TBOPUECTBO. Tak, B peuu
N. C. EanHuubiHa uyBCTBYETCS UTO-TO KaBkasckoe. B peun A. A. [1BoikuHa, 0cOBEHHO B TOM MeCTe, I'[ie OH FOBOPMT,
UTO NIe3rMHKa JOJ/Ha ObIThb HACTOSLLEN, TaKKe UyBCTBYETCA HeuTo KaBkasckoe. B peun [I. T. TpolkuHa, rae oH
NPU3bIBAET YUUTBCA Y KIACCMKOB, MacTepPCKH Ucnonb3oBaHa Kamapurckas (cm. [28]).

! Tasee ToB. II. 1. OMOCTHIIOB MTOAPOGHO OMUCHIBAET, KAK OH OTHEJsJ HEUMCTOTHI OT PyKomucu. OJHAKO 9TO ONucaHUe He
IpeacTaBjsieT cO00M HeIOCPeACTBeHHOTO HayYHOI'0 MHTepeca, U moaTomMy MsmaTeaseTBo ero onyckaer. (IIpum. Maz.)

2 [Tayee BO BCeX CIIyUasxX, KOTa peub OyAeT UATH 06 aBTOPe MY3BIKH, 51 Yy TOBOPUTD « KOMIIO3UTOD» M COOTBETCTBEHHO O TEKCTE —
«II039T», XOTA HE JIUIIIEHO BO3MOYKHOCTH, YTO KOMIIO3UTOP U MOI3T siBaA0TCcA oguuM sunom (I1.0.)
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OcobeHHo ybeanTensHO KOMMNO3WTOP U3naraeT Haubosiee 3HauMTENbHbIE MecTa TekcTa. [ae peub et 06
W3SLLHOM, My3blKa U3siLuHa (cM. [17]), rae pedb WAET O MENOAMYHOM — My3bika MenoguuHa (cM. [19]). MmeHHo
Tak, U TOJIbKO TaK, LOXKHbI COEAUHATLCS My3blka C TEKCTOM. A eC/ 3TO TaK, @ IMO UMEHHO MaK, TO cnepyert
cuMTaTh, YTO KOMMO3UTOPY YAAIOCh 3TO chenatb Tak. Bcé aTo obpamieHo My3bIKOM, B KOTOPO#H UYyBCTBYeTCA
pycckoe Hadyano (cM. Hauano W [33]). ITo cBMAETENbCTBYET O TOM, UTO ABTOP NPU3HAET Bedywee 3HayeHue
PYCCKOU MY3bIKL.

He Bcé, ogHako, yaanocb komnoautopy. Boiwe s y>xe ykasan, 4to oH apTukynupyet «Pumckuin-Kopcakosy,
XOTSl BCEMY MWPY M3BECTHO, UTO Hago npousHocuTb «Pumckui-Kopcakos» (cm. peub Ha Cbesge KomMnosu-
TOpoB). ITO cC/iefyeT cuuTaTh KPYnHbIM HELOCTATKOM NapTUTYpbl?, KPYNHbIM, HO He pewwaiowum. OCHOBHble
[LOCTOMHCTBA [aHHOrO NPOU3BEAEHUS 3TO HAPOAHOCTb, ACHOCTb, rNybuHa, NOANMHHOE HOBATOPCTBO...»

3aech pykomnucsk I1. V. OmocThlioBa 00pLIBAETCHA.

Hexoropoe Bpemsa Tromy Hasazn I1. V1. Om1ocTHLI0B, COTJIACHO BJIOXHOBJIAIOIIUM YKa3aHUIM, 00PsICh HAIIPaBO
¥ HaJIeBO, yTPATUJ PaBHOBeCHUEe U yIaJ B SAIUK ¢ HeuncToTaMu. HaxoauBIecsa BMecTe ¢ HUM ero 0oeBhIe
copaTHUKHU: wieH Kojieruu Munucrepersa Uaeiinoit Yucrorsl B. C. Cpropukos, a Takke padboruuxku Oraesna
MyswikanabpHO# Besdonacuoctu B. M. fcpycroBckuii, epeiiTop My3bIKaabHOU Oe3omnacHocTu I1. Y. Cpiomun
HeMe/JIEHHO BbI3BAJIU IO TeJe(OoHy-aBTOMATY HaXOAAIINICA B 3TOM »Ke KBapTaJje acCeHU3aI[MOHHBIN 0003,
KOTOPLII He3aMeAJNTEJILHO IIPUOLII K MEeCTy IIPOUCIIIeCTBU . BoOOpy KEHHBIE IIepeOBOM TeXHUKOM JIYUIIIne
aCCeHM3aTOPHI CTOJIUIIBI BBIJIOBUJIN U3 AIUKA C HEUNCTOTAMU JIUIIh CEMb KYCKOB KaJjia, HA B OJJTHOM U3 KOTO-
PBIX He ObLJI ommo3HaH ToB. OmocThIIOB. B Gecese ¢ HAIIIM COTPYIHUKOM Bpau-acCeHU3aTop ¥ OMIIleB cKas3aJl,
YTO TAKOT'O POJia cayuau ObIBAIOT, UTO, €CJIM IIOMECTHUTh UejioBeKa Tuna OmocThIIOBa B AWK C HEUNCTOTAMH,
TO OH KaK OblI B HUX pacTBopdAercdA. Tparumueckasa rudeins I1. Y. OnocTeiioBa 0bl1a 3apmKCUpPOBaHA aKTOM
MUJINIUN 1 acceHu3annouuoro obosa. Korga o rparundeckoii rubeau OMOCTHIIOBA Y3HAIU BBIIIECTOSIIE
¥ BBICOKOCTOSAIIINE AesTelI, OHU eTUHOIYIITHO 3asIBUIN: «sRaib, :Kaab. Ham OmOCTBELIOBEI HYKHBI» .

JoJIr Hallux My3bIKaJbHBIX AeATesel 3aKOHUYNTD 9TOT IPEeBOCXOAHBIN ITy00oKMii aHaau3 ToB. OIOCTHIIOBA
¥ JeHiCTBOBATH B TOM JKe JyXe.

3 Kypcus Besge I1. . Onocreinosa (IIpum. Usx.)
4 Tos. OmoCTHLIOB OIMbaeTes: JaHHOe IPOU3BeJeHNe TIOKAa CylnecTByeT B Bue Kaasupa. (IIpum. Usx.).



FROM THE PUBLISHERS

The Publishers, in drawing the attention of musical society to the attached composition, consider it
essential to provide the following information:

The manuscript of the said work was discovered in a drawer with excrement by the Candidate of Graceful
Sciences, P.I. Opostylov. After meticulously detaching the excrement that was stuck on to the manuscript,
Comrade Opostylov, having made a preliminary study of it (the manuscript), handed it over to the Publishers
with his own preface, to which we wish to draw the reader’s attention.

Here is what Comrade Opostylov has written about this work.

“Having discovered the given manuscript in the drawer with excrement, | initially wished to send it
(the manuscript) back, i.e. to the drawer with excrement. However, underneath the excrement that was stuck
to the manuscript, | discovered a work of vocal description. This forced me to carefully remove the excrement
from the manuscript (...)."

Notwithstanding all measures taken (all composers and poets were interrogated) we have not succeeded in
identifying the authors (or author?— P.0.) of the text and music. Therefore it follows that the composition was
written by anonymous authors (author?— P.0.), and yet the outstanding qualities of both the music and the text,
force one to consider that we are dealing with an outstanding work. The composer? has used the national creative
traditions in a masterly fashion (see figs [6], [12], [23], [28] —bar 6, and fig. [33]). The music integrates organically
with the text, with its abundance of profound ideas. In simple and clear words, the poet lays out his inspiring di-
rectives. The three orators, the participants of the Free Discussion, Yedinitsyn, Dvoikin, and Troikin, hold forth in
amanner that is both animated and clear. In Troikin’s speech, the text is transformed into poetry. The marvellously
refined verse (see fig. [33]) makes one ponder on the author’s many-sided gifts. However, there is a point to be
made about the text. In Troikin’s speech, he mistakenly stresses the name ‘Rimsky-KorSAkov’, although the whole
world knows that it should be pronounced ‘Rimsky-KorsaKOV’. Both the prose of the text and the poetry are su-
perbly written. The author, as it were, draws us into the world of the Palace of Culture for a meeting dedicated to
the burning problems of contemporary society, and specifically that of the struggle of the realist tendency in music
with that of the formalist. The author does not paint a completely rosy picture of our work in the cultural field.
With a fine satirical stroke (see bar 4 from beginning: ‘the audience today sadly is on the thin side’) he caustically
ridicules some of those incompetents working in the field of culture who are unable to encourage those hungry
for culture and interested in the burning problems of musical scholarship to visit our clubs.

Then, as it were, the Chairman proposes the stand to Comrade I.S. Yedinitsyn. The profound analysis of
the present-day situation in music, which the author places in the mouth of Yedinitsyn, arouses the delight of
the assembly, who greet Comrade Yedinitsyn with prolonged tumultuous applause turning into an ovation (see
fig. [13]). It must be said that Comrade Yedinitsyn’s speech in terms of musical scholarship is a real masterpiece.
It is written in comprehensible and accessible language. We will analyse it in detail later.

Then the Chairman proposes the stand to Comrade Dvoikin. The brilliant wit of the orator and his highly
amusing witticisms on the subject of dissonances and atonality provoke the laughter of the assembled (see figs
and [16]). ‘Laughter kills’. And indeed, Comrade Dvoikin with his most amusing remarks about the theories
and quasi-theories of dissonance and atonality, once and for all destroys ‘the conclusions’ of these theories
and quasi-theories of dissonance and atonality.

With utmost lucidity, Comrade Dvoikin speaks about melodiousness and gracefulness® (see fig. [17]). His
remarks on melodiousness and gracefulness will become part of our treasured heritage of musical and linguistic
scholarship. Dvoikin’s remarks about the Lezghinka attain the very heights of perception. With utmost lucidity,
he affirms that in Caucasian operas the Lezghinka must be genuine® (see fig. [22]). He convincingly demonstrates
that in Caucasian operas the Lezghinka must be genuine. The profound, informative speech of Comrade Dvoikin
was warmly greeted by the assembled.

The author (authors?— P.0.) have admirably succeeded in conveying the atmosphere of free discussion in this
work, as is demonstrated particularly convincingly in Comrade Troikin’s speech, which unfortunately remained
unfinished. Comrade Troikin speaks with conviction of our need for symphonies, suites, and poems. He speaks
about the complex spiritual world of our Soviet man, and he urges us to learn from the classics (see fig. [28]).

In his music the composer with great mastery and genuine innovation conveys the profound ideas of the text.
He acts correctly in creatively making use of our extremely rich national creative tradition. Thus in |.S. Yedini-
tsyn’s speech one notes something of the Caucasian. In Dvoikin’s speech, especially in those places where he
speaks of the type of Lezghinka needed in Caucasian opera, a Caucasian element can similarly be detected.

1 At this point P.I. Opostylov describes in detail how he cleaned the excrement off the manuscript. However, this description
in itself is of no real scientific interest, and therefore the Publishers have decided to omit it (Editor’s Note).

2In all further cases when talking of the author of the music, I will refer to him as “the composer” and to the author of the text
as “the poet”, although the possibility does exist that the composer and the poet are one and the same (P.O.).

3 In sung translation of libretto “elegant” and “elegance” used instead of “graceful” and “gracefulness” (Translator’s Note).

4In sung translation of libretto “legitimate” or «authentic» used instead of “genuine” (Translator’s Note).
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In Troikin’s speech, where he calls on us to learn from the classics, the Kamarinskaya is used in masterly fashion
(see fig. [28]).

The composer presents the most significant ideas of the text particularly convincingly. When the graceful
is mentioned, there the music is graceful (see fig. [17]). When melodiousness is mentioned, there the music is
melodious (see fig. [19]). In this way precisely, and only in this way, should music and text be integrated. And
if this is so, and it is precisely so, then one must acknowledge that the composer has succeeded in doing so.
All this is framed by music whose Russian beginnings are evident (see beginning and fig. [33]). This testifies to
the fact that the author recognises the leading significance of Russian music.

However, the composer has not succeeded in everything. As | pointed out earlier he incorrectly stresses
the name ‘Rimsky-KorSAkov’, although the whole world knows that one should pronounce it ‘Rimsky-KorsaKOV’
(see the speech at the Composers’ Congress). This is a grave defect of the score,® but not a decisive one.
The chief merits of this work—its national style, its profundity, its genuine innovation...”

Here the manuscript of Comrade Opostylov breaks off.

Some time ago Comrade Opostylov, struggling to the right and to the left in accordance with the inspired
Party directives lost his balance and fell into the drawer with excrement. His comrades in arms who were
with him at the time, the member of the Collegium of the Ministry of Ideological Purity B.S. Sryurikov, and
also the employees of the Department of Musical Security of the MIP, B.M. Yasrustovsky and P.I. Sryumin,
immediately called from a telephone booth (which happened to be in the same part of town) the district
Sewage Disposal Unit, which arrived without delay at the venue of the described accident. Armed with
the latest technology, the best of the capital’s sewage-disposal experts extracted from the drawer of
excrement a mere seven pieces of faeces none of which, however, could be identified as P.I. Opostylov.
In a talk with one of our colleagues, a doctor — sewage-disposal expert Ubiitsev said that such cases were
known to happen and if a person such as Opostylov were to be put into a drawer of excrement, then he,
so to speak, would dissolve in the excrement, making it impossible to distinguish between the excrement
and P.I. Opostylov. The tragic end of P.I. Opostylov was recorded in a report drawn up by the Militia and
the sewage-disposal experts. When the high-ranking and very high-ranking functionaries learned of the
tragic end of Opostylov, they unanimously declared:

“A shame, a shame. We need Opostylovs.”

It is the duty of musical functionaries to complete Opostylov’s superb and profound analysis, and to
act in the same spirit.

Translated by Elizabeth WILSON

TRANSLATOR’S NOTE

All names that Shostakovich uses in this preface have satirical connotations,” which are by their nature untranslatable.
Nevertheless, we give near equivalents:

Epmuuneia/Yedinitsyn No1l OR BIG BOSS
IBoiikun/Dvoikin No 2 OR Doublekins
Tpoiikun,/Troikin No 3 OR Triplekins

In addition, in Russian, the numbers implied in these names have associations with school grades on a 1 to 5 system, where 5 is
excellent, 4 is good, 3 satisfactory, 2 is failure and 1, although not actually used, would imply a complete and abject failure.

The last of these names, Troikin, also has a sinister association: during the years of Stalinist repression, the NKVD troika or
Special troika, made up of three persons, was empowered to pronounce sentence, often arbitrarily condemning victims to incarcera-
tion or death. The Troika had no official legal status, but was introduced in order to speed up the process of issuing sentence and to
by-pass any form of legal trial.

Vouitues/Ubiitsev Murderson (The name is derived from the noun “Ubi’tsa” —a murderer)

The next four names have lavatory connotations, for which we give the following equivalents:

OmocternoB/Opostylov Pissoirov
Cpropuros/Sryurikov Shitovsky
Cpromun/Sryumin Shitikins
fAcpycrosckuii/Yasrustovsky Icrapovsky

®> Here, as elsewhere the italics are Opostylov’s (Editor’s Note).
6 Comrade Opostylov is mistaken: the said work as yet only exists in piano score (Editor’s Note).
" For more details, see the explanatory article, pp. 167-171 of the present edition.



OENCTBYIOLUME NINLIA

BELYLLIMV oo bac
M CEOVHUUDBIH L, bac
ACAABOVIKIIH .o bac
T TPOVIKUIH oo bac
My3blKanbHbIe AEATENN N AEATEMBHULBL ...c.vveiiiiieiieie e xop

CAST OF CHARACTERS

CHAIRMAN e e bass
LS. Y E D NI T S Y N L e bass
ALA. DV OIKIN L e bass
DT, TROIKIN L e bass
MUSICal FUNCHIONATIES ... choir

* JIJis MCTIOJTHEHUS 9TOT'O IIPOUBBEeHUSA TPEOYIOTCS YeThIpe 6aca-coincTa U cMellaHHbil Xop. OgHAKO KOJIUYECTBO
HMCIIOJTHUTEJIe MOYKHO YMEHBIITUTD 0 OJHOT0 6aca. ApTUCT-0ac AOJKeH JUIIb YMETh [IePeBOILIONIATHCA U, TAKUM 00pasoM,
OH CMOYKET UCIIOJIHUTD BCE YEThIPE POJIK. XOP MY3bIKAJIbHBIX AeATeJeN U NesTeJIbHUI] MOXKHO COBCEM He MCIIOJHATH, TaK
KaK BCS POJIb MY3bIKAJIbHBIX JiedATesell 1 [esaTeJbHUI] 3aKJII0YaeTC B BOCTOPKEHHOCTY ¥ CMEIIIINBOCTH, UTO II0 XOZY U TaK
SICHO, — WHAUe U He MOYKeT ObITh. (IIpum. asmopos.)

Four basses and a mixed choir are needed for a performance. However, the quantity of performers can be reduced to
one bass. The artist must be able to transform himself and thus perform all four roles. The choir of musical functionaries
can be omitted altogether since the whole function of the said functionaries is in their expression of sycophantic delight
and amusement, which during the course of action becomes obvious. It cannot be otherwise. (Authors’ Note.)
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