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THE CONFLICT OF EMOTION AND DUTY
IN THE INTONATION DRAMA LES DANAIDES BY A. SALIERI

The research defines the peculiarities of embodiment of the conflict of emotion and duty in the intonation drama
of Les Danaides by A. Salieri. With the purpose to cover the topic, the author uses the structural-functional method, in-
tended for the study of compositional-dramatic aspect of the opera of the Italian composer, whose artistic works unrea-
sonably had been fallen into oblivion. The study of the opera Les Danaides, which ranges among the masterpieces of the
ingenious Master, helps to make the following conclusion — the Salieri’s invention is prophetic for the future opera history.
The main theme is based on the conflict of emotion and duty. The main idea of the central core of meaning of the opera
is developed. It consists in antagonism of two antinomic mentality systems, one of which is formed by incompatible with
the idea of duty revenge, barbarity, cruelty, oath-breaking, when the other one — self-giving love within marriage, having
a value of sacred duty. Originality of interpretation of the conflict of emotion and duty consists in identification of self-
giving love with duty. Solution to the main conflict of the age of Enlightenment shows: A. Salieri predicted its romantic
interpretation, where emotions dominate duty, seems like love wins the rule of fate. The study shows that the composer
not only embodied progressive interpretations of the genre developed by Gluck who had already finished his career and
Mozart rising fast to the opera Olympus but predicted the future opera innovations. In the 80th of the XVIII century,
A. Salieri as well as V.A. Mozart succeeded the ideas of Gluck reform. But he did not so much imitate him as interpreted
the innovative achievements of his predecessor and brought out his individuality. Relationship between heroic and lyric
dramas of Salieri’'s opera helps to reveal the main conflict of the age of Enlightenment — collision of the ideal and the
fatal. The study of peculiarities of the development of the conflict of emotion and duty in the intonation drama Les
Danaides and finding of intonemas-symbols thanks to which the semantization of opera drama takes place (in particular
intonema of fate, emotional trembling, fury and bond of love) promote the determination of historic role of A. Salieri in the
process of the development of not only music drama of the age of Enlightenment but of future opera.

Keywords: intonema, the ideal, the fatal, symbols, the drama.

JTro BiHb, acrniipaHmka XapkiecbKoi 0epxxasHoi akademil Kyribmypu

KoHdpnikT nouyTTs Ta 060B’sI3KY B iHTOHaLWiNHiN gpamaTtyprii onepu A. Canbepi "OaHaign"

BcraHoBneHo 0COGNMBOCTI BTINMEHHsI KOHMpMIKTY ModyTTs Ta 0OOB'A3KYy B iHTOHAUiMHIN gpamartyprii onepu
A. Canbepi "[aHaign". 3 MeTol PO3KPUTTA TeMn AOCHIMKEHHS BUKOPUCTAHUM CTPYKTYPHO-PYHKLIOHANbHUA METOA
aHanisy, Npu3Ha4YeHun ONs BUBYEHHS KOMMO3MLINHO-ApamaTtyprivHMX OCHOB Ornepu iTanincbkoro KoMnosuTopa, TBop4a
chnajLumHa sikoro AoBrvi nepiod Yacy 6esnigcrtaBHo nepebysana B 3abyTTi. AHani3 onepu "[aHaiaun", wo BigHOCUTLCS A0
yucna LeaespiB reHianbHoro MawncTtpa, cnpusie o6rpyHTyBaHHIO BUCHOBKY, LWO BigkpuTTa A. Canbepi € npopoyvmu B
icTopii onepy MabyTHLOrO. MONOBHUIA 3MICT TBOPY OCHOBaHWIA Ha PO3KPUTTI KOHMNIKTY NodyTTs Ta 060B’s13ky. Po3kpuTo
CYTHICTb LleHTpanbHOI TeMU onepu, sika nonarae y npoTuaii ABOX aHTUHOMIYHUX CUCTEM CBITOCMPUAHATTH, OOHY 3 SKUX
YTBOPIOIOTb HECYMICHI 3 ifeeto 060B’sAI3Ky MOMCTa, BapBapCTBO, XOPCTOKICTb, MOPYLUEHHS KNATBW, TOA K iHLLY — )XepTOB-
Ha noboB y Wwntobi, ska HabyBae 3HaueHHs1 cBATOro 060B'a3Kky. CBOEPIAHICTL iHTepnpeTaLii KOHdMIKTY NoYyTTH | 060B's-
3Ky nonsrae B igeHTudikauii >xepToBHOI NMtobOOoBi i3 060B'I3kOM. PilleHHs ronoBHOro KoHdnikTy 0obu MpocsiTHWMULTBA

© Liu Bing, 2016
98



BicHuk HauioHanbHoI akagemii KepiBHMX KaapiB KynbTypu i mucteuTs Ne 2°2016

cBiguutb: A. Canbepi nepenbaymB MOro poMaHTUYHE TPaKTyBaHHS, 3rigHO 3 SIKUM MOYYTTA MaHye Hag obOoB’sI3KOM,
nodibHo go Toro, sik No6oB nepemarae Bnagy datymy. AHania nokasas, WO KOMMNO3UTOP HEe Tiflbku BTINMB MNPOrpecuBHi
TPaKTyBaHHS XaHpy, siki cdopmysanucsi B TBopyocTi K. B. 'nioka, una kap'epa Bxe 6yna 3aBeplueHa, i B. A. MouapTa,
AIKMA CTPIMKO BMXOAMB [0 BepLlumH onepHoro Onimny, a 1 nepegbayvs onepHi HoBauii manbyTHboro. A. Canbepi, §K i
B. A. MouapT, B 80-Ti pokun XVIII cTtoniTTsa, ycnaakysas igei rmokiBcbkoi pedpopmn. OfHaK BUCTYNMB HE CTiNbKK Y poni
CKPOMHOrO HacnigyBauya, CKiflbkv TBOPYO NEPENOMMB HOBATOPChKi 3000YTKM nonepeaHnka Ta Po3KPUB BNACHY XyOOXKHIO
iHaMBIiayanbHicTb. B3aemogia aopam repoiko-TpariyHoro i nipyyHoro amicTy B onepi A. Canbepi cnpusie po3kpuTTIO BU3Ha-
YanbHoro koHdMikTy cToniTTa MpOoCBITHULTBA — 3iTKHEHHS ideanbHOro Ta dartanbHoro. BuByeHHs ocobnueocTen pos-
ropTaHHs KOHGMIKTY NOYyTTA Ta 0OOB'A3KY B iHTOHALIMHIA ApamaTyprii "daHaign", 3HaxomKeHHs1 iHTOHEM-CMMBONIB, 3aB-
OsIKM SKMM BiAOYBa€eTbCSt cemaHTu3aLlisi onepHoi ApamaTyprii (3okpema, iHToHeM daTyMy, AYyLUEBHOIO TPEMTiHHS, MioTi,
NoBOBHMX 3B'A3KIB) CMPUSiE BCTAHOBMNEHHIO icTopuyHOi poni A.Canbepi B NpoLeci po3BUTKY HE TiflbKM My3W4HOI Apamu
enoxw MNpocBiTHUUTBA, a 1 onepy ManbyTHLOrO.
KnroyoBi cnoBa: iHTOHEMa, ineanbHe, daTanbHe, CUMBOMNKW, ApamaTyprisi.

Jlro BuHb, acrniupaHmka XapbKogckol 2ocydapcmeeHHOU akademuu Kyrbmyphbl

KoHdbnukT yyBCcTBa 1 gonra B UHTOHaLMOHHOW ApamaTyprum onepbl A. Canbepu "OaHangb!”

YcTaHoBneHbl 0COBGEHHOCTUN BOMMOLLEHNS KOHpnUKTa YyBCTBa W A0Mnra B MHTOHALMOHHOW ApamaTtyprin onepsbl
A. Canbepn "OaHangbl”. C uenbio packpbiTUS TEMbl UCCIEA0BAHNSA UCMONBb30BaH CTPYKTYPHO-(YHKLUMOHAMNbHBLIN METOA,
aHanusa, npeaHasHaYeHHbI Ans U3yYeHUs KOMMO3ULMOHHO-ApamMaTypriyeckux OCHOB Onepbl UTarnbsAHCKOro KOMMo3u-
TOpa, TBOpPYECKOE Hacrneame KOTOpOoro AOMrvii Nepuoa BpemeHn 6e30cHOBaTeNbHO Haxoaunocb B 3abBeHun. AHanus
onepbl "OaHanapl", kKOTOpasi OTHOCUTCS K YMCNY LeaeBpoB reHnanbHoro MacTepa, cnocobcTByeT 060CHOBaHHOMY Bbl-
BoAy — OTKpbITMe A. Canbepu SBNsieTcs NpopoYeCckUM B UCTOpUM onepbl Oyayulero. [MaBHOe coaepXkaHne npousseae-
HUSE OCHOBaHO Ha PacKpbITUM KOHMNUKTa YyBCTBa M gonra. Packpbita CyLHOCTb LieHTparnbHOW TeMbl Onepbl, CyLLIHOCTb
KOTOPOW 3aKnioyaeTcs B NPOTUBOLENCTBUM ABYX aHTUHOMUYECKUX CUCTEM MUPOBOCTPUATUSA, OHY M3 KOTOPbIX 0bpa3y-
0T HECOBMECTUMbIE C ueen aonra MecTb, BapBapCTBO, XXECTOKOCTb, HapyLLEHWe KNATBbI, TOrAa Kak Apyras — XepTBeH-
Has noboBb B Opake, NpuHABLUIAs 3HavYeHue CcBsATon obszaHHocTu. CBoeobpasve nHTepnperaumnm KoHNMKTa YyBCcTea U
Jorra 3akntoyaeTcs B uaeHTUdMKaLmMmn XepTBEHHOM NobBU ¢ 00si3aHHOCTLI0. PelleHne rmaBHOro KOHQMKTa 3noxwu
MpoceelueHusa ceuaetenncTeyeT: A. Canbepu npeackasan ero pOMaHTUYECKY0 TPaKTOBKY, COrMacHO KOTOPON YyBCTBa
rocrnoAcTBYHOT HaJ 06513aHHOCTLIO, BPOAE TOro, Kak NnioboBb NobexaaeT BnacTb poka. AHanu3 nokasari, 4To KOMNo3uTop
He TONMbKO BOMMOTUN NPOrpeccuBHbIE TPAKTOBKU XaHpa, KoTopble copmupoBanuch B TBopyectBe K. B. MMioka, 4bs
Kapbepa yxe bbina 3aBeplieHa, n B. A. MouapTa, cTpeMUTeNbHO BOCXOASILLEro K BepluimHam onepHoro Onumna, Ho u
npeackasan onepHble HoBauum 6yayuwero. A. Canbepy, kak n B. A. MouapT B 80-e roabl XVIII Beka, yHacnegosan naeu
rnioKoBckon pecpopmbl. OAHaKO BbICTYMWI HE CTONBKO B POIN CKPOMHOMO nofpakartens, CKOfIbKO TBOPYECKN nepenomun
HOBaTOPCKME AOCTVXEHWUs MpedllecTBEHHMKA WU pacKpbin CBOK MHAMBUAYyanbHOCTb. B3anmopencTene gpam repouvko-
repou4eckoro 1 Nnpuyeckoro cogepxxaHusi B onepe A. Canbepun cnocobCcTBYeT pacKkpbITUIO onpedensitoLero KoHnmkTa
Beka [MpocBeLleHns — CTONKHOBEHWE naeanbHOro U datanbHoro. MisydyeHne ocobeHHoCTel pa3BuTUS KOHIMKTa YyBCT-
Ba M Aonra B UHTOHaAUWOHHONM Apamatyprum "daHana", HaxoxaeHne MHTOHeEM-CMMBOSIOB, Griarogapsi KOTOpbIM NMPOUCXO-
OWT CEMaHTU3aums onepHon ApamaTtyprm (B YaCTHOCTM, UHTOHEM pokKa, OyLUEBHON OPOXW, APOCTH, NIOOOBHBIX y3) Cro-
cobCTBYET yCTaHOBMNEHMIO nctopuyeckon ponu A. Canbepu B npouecce pasBUTUS He TONMbKO My3blKanbHOW Apambl
anoxu lNMpoceelueHmns, HO 1 onepbl ByayLLero.

KnioueBble cnoBa: MHTOHEMA, uaearnbHoe, datansHoe, CUMBOMbI, ApamMaTyprus.

The rationale for the study. The study of the operatic works by A. Salieri is one of the most topical
tasks of the musical science of today. The tragic fate of the legacy of the outstanding composer of the last
third of the 18th century, whose works had played a highly important historic and artistic role in the context of
the formation of the ideals of the era, being an example of perfection for his great contemporaries and de-
scendants, was defined by the lack of attention of scholars and artists for a long time. Putting the historical
record with regard to the personality and works of A. Salieri straight is associated with the problematic study
of the works penned by him. The works of significant historic and artistic potential still remaining unrevealed
and out of demand both in music science and performing art include Les Danaides, which, according to
M. Dietz, became "one of Salieri’s best operas, on a par with Tarare" [5, 230 — 231]. Writtenin1784 based on
the libretto by an associate of Gluck’s opera reform Ranieride’ Calzabigi, originally intended for "Chevalier
Gluck", the opera by W.A. Mozart’s rival was an example of the interaction of the reformist concept of "the
Knight of the Golden Spur Order" (in Les Danaides, as Ye. Braudo points out, Antonio Salieri showed him-
self "a totally worthy student of Gluck" [1, 105]) and those insights into the world of the opera to come that its
author had had. One of the groundbreaking insights is the interaction of the genre features of heroic-tragic
and lyrical drama embodied on the scale of French lyrical tragedy. The interaction of heroic-tragic and lyrical
drama in A. Salieri’s opera contributes to the elaboration of the key conflict of the Age of Enlightenment-— that
of emotion and duty. The study of the peculiarities of the development of the conflict emotion and duty in the
intonation drama of Les Danaides contributes to establishing the historic role of A. Salieri in the formation
process of not only the opera of the Age of Enlightenment, but also the opera to come, which is also a topical
task of modern music science.

The purpose of the study is to reveal the peculiarities of the embodiment of the conflict of emotion
and duty in the intonation drama of Les Danaides by A. Salieri.

The object of the study is the intonation drama of Les Danaides by A. Salieri.

The subject of the study is the conflict of emotion and duty in the intonation drama Les Danaides by
A. Salieri.
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The distinctive feature of the drama of Les Danaides by A. Salieri, written on the model of French
lyrical tragedy, is the interaction of the genre features of heroic-tragic and lyrical drama types. The depth of
the mutual penetration of the genre features specified is evidenced, in particular, by the fact that such char-
acters as Hypermnestre and Lyncée represent the lyrical and heroic-tragic genre spheres of opera to a
greater or lesser extent. At the same time, the dominating role in this couple in terms of participation in the
development of the conflict of emotion and duty belongs to Hypermnestre, whereas the passive function
mostly belongs to Lyncée. The father of the Danaids, King Danaus, is also immediately involved in the de-
velopment of the conflict of emotion and duty: his belonging to the unfolding of the conflict of emotion and
duty is indisputable from the very beginning of the opera (the scene of the oath to Juno from Act 1), in the
scenes of the spiritual battle with Hypermnestre, who defends the idea of friendship between feuding kings
and prevents the slaughter of Lyncée, to whom she swore an oath of marital fidelity.

The intonation drama of Les Danaides by A. Salieri is symbolized and semanticized.

The interaction of the traditional features inherent in the operatic exposition of the idyllic action and
the prototypes of the upcoming tragedy that interrupt its unfolding is characteristic of Scene 1of Act 1.

The set design of Scene 1 ofAct1 is distinguished by the classical picture for idyllic action: a clear
morning, a seascape, Juno’s temple, at whose gates the Danaids marrying the sons of Aegyptus swear the
oath of chastity and peace (which they are going to break soon).

The triumphal and solemn orchestral overture of the sacra scene (fanfare intonations, a dotted
rhythm and the genre features of a march-hymn) precede the choir scene of the oath of the sons of Aegyptus
and the daughters of Danaus. The significance of Danais’ address to Juno, who is called by the Danaids’ fa-
ther to witness the oath (recitativo-secco D-dur) is emphasized by the composer with the pausation of the or-
chestra: the hero’s words play a fateful role in the elaboration of the opera’s concept. The heroic ascendant
step in the tutti orchestra along Es-dur in octave dubbing evidences the pro-Beethoven take on the tonality of
the Sinfonia Eroica. The genre features of the dialogue of agreement in the oath of Danalis and Lyncéeare ex-
pressed both on the verbal (calls to Juno, the patroness of marital duties) and intonation level (the descendant
fourth in Danais’ part seems to be "mirrored" in Lyncée’s answering replica, where it is represented as a de-
scendant step). The flair darkens in the second section of the scene, when those involved in the action, while
calling Juno to witness, describe the visitations that are to affect them in case of oath-breaking (the prototype of
the final picture of vengeance). It is here that the first vision of hell in the opera emerges (the intonations of
doom — recitations in one sound, rage, the musical symbols of the "horrible" including the movement along the
sounds of diminished harmonies), forestalling the tragic outcome. Thus, the principle of invasion of tragic pre-
monitions is established as one of the fundamental ones in the intonation drama of the opera.

The sections of Scene | are based on the principle of fundamental contrast. The pictures, the first of
which vividly portrays "a day of peace" and the following — the imaginary vengeance awaiting oath-breakers
(the "darkening" of the flair), are contrasted on the basis of the assembly drama method: the lack of a linking
construction confers a surprise effect to the development stages of action in Picture 1 (which matches the
peculiarities of development of the operatic plot). The picture of "a happy day" (I section, Allegro vivace) is
replaced by a vision of the Day of Wrath (Il section).

The principles of intonation drama used by A. Salieri in Scene 1 of Act 1 include the rapid transition
from one affect to another: from heroic idyll through lyrical climax to the fatal premonition and the return to
the original state. As a result, another principle of intonation drama, the arched structure of the scene, re-
veals its significance.

A. Salieri, overcoming the conventions of the number structure of opera, resorts to the continuous
organization of the course of action in the scene based on the method of operatic symphonic style. "Les
Danaides," L. Kirilina points out, "have a feature usually lacking in both Italian and French composers of the
18th century, which they could not teach Gluck either: symphonic thinking, the ability to create a large whole
not from small fragments or elaborate and completed numbers, but rather from the natural development of
thematic and harmonic material. Gluck was raised by the masters of the baroque age. Salieri as a composer
is significantly closer to the Viennese classics: he has a good command of the sonata form and is able to
create dynamic numbers and scenes, using the principle of continuous development (developing rather than
beading short sections)" [2, 64].

Scene 1of Act 1 is the prototype of the development of the whole action of the opera: from the oath
of friendship and love to fatal vengeance, which allows interpreting it as a kind of prologue.

The operatic drama of "Les Danaides" by A. Salieri is distinguished by the semantization of the intona-
tion process. The key intonation ideas embodying the heroic and the glorifying include quart and quint steps,
dotted rhythm, ascendant movement along the sounds of the major triad; recitations in one sound, steps along
the sounds of diminished harmonies, the "rage passages" symbolizing the fatal sphere, the intonations of sighs
and steps into the sixth related to the embodiment of the lyrical principle interacting with the lamentation style.

The 11l Section of Scene 1(maestoso), which his based on the return of the light, glorifying wedding
images, is also contrasted with the previous section on the principle of fundamental contrast, based on the
assembly drama method. The choral address to Hymen returns the action to the atmosphere of heroic idyll
characteristic of the start of the action. The most important intonation signs of the "O come from heaven,
quiet Hymen" choral scene are: the theme — the catabasis symbolizing the patronage of the god of love
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bonds, recitations in one sound symbolizing the "peace law" uniting hearts, the ascendant movement along
the sounds of the six four chord. Such is the appearance of such principle of intonation drama as reintona-
tion-based re-semantization, when the intonation image, while retaining its fundamental features, changes its
expressive nature by transforming to an extent.

One of the manifestations of the sharp alternation principle in Scene | of Act 1 is the timbre contrast
of the choral mass, the orchestral tutti and solo vocal passages. For instance, the choral address to Hymen
is surrounded by tutti passages.

The fourth and final section of Scene 1 of Act 1 is a series of monologues following each other —
those of Plancippe (sister to Hypermnestre) and Danaus. The theme of Plancippe’s monologue about tender
love opening Section 4 is developed continuously throughout the section. It should be defined as the "love
bond theme". The theme is an interaction of several intonemas. One of them is a derivative from the
"O Come Hymen" choral catabasis, the second one, an ascendant step into the major sixth as an embodi-
ment of the lyrical principle, performs the continuity function, uniting two developments of Hymen’s catabasis
(the second being a tone higher than the first one, which means greater insistence emerging when the ad-
dress is pronounced for the second time).

As for the monologue of Danalis closing Scene 1, being based on symbolic intonemes is also charac-
teristic of it. Danaus’ monologue implements the principle of the intonation and dramatic process that distin-
guishes Scene 1 on the whole: the transition from the bright images of love to the threatening premonitions of
the deadly outcome. Danais’ monologue consists of two parts. In the first of its parts, gloomy orchestral "repli-
cas" (the ascendant step to the augmented forth in the bass part and to the eleventh in the string part) interrupt
the deceitful salutes of the cruel father addressed to the marrying couples. The orchestra’s incursions in section
1 of Danais’ monologue represent the image of the "sudden blow" being prepared by the revenge-hungry oath-
breaker king. In this way, the composer exposes the culpable king’s pseudo-greeting words as lies, laying bare
his true intentions, unknown to anyone thus far. The penetration of the traits of psychologization in Danals’
image corresponding to the type of the operatic villain is also important. While profiling Danaus, A. Saliericomes
across as a prophet of the development of the opera to come: the psychologization of the images of evil-
bearers is, as a rule, associated with the Romantic period in the genre’s history.

As for the second part, closing the | Scene of Act 1 in Danals’ monologue, the sense images fore-
boding the tragic outcome appear there not only in its intonation sphere, but also in its verbal sequence. These
include the symbolic words death, blow and fate, introduce dint of the verbal text of the opera for the first time,
as well as the presage phrase full of tragic symbolic sense: "at any moment can the fatal boat carry off without
return; none of us know what kind of fate the Parca is going to prepare for them one day." Combined with the
recitations in one sound dominating the orchestral and vocal parts (the intonation symbol of doom), the orches-
tral tremolos symbolizing the flutter of the soul (gaining the meaning of the symbols of gods’ wrath descending
upon the oath-breakers further on), Danais’ words about the suddenness of death and the fatal blow in his
monologue closing Scene 1 gain the meaning of a secret presentiment of a tragic outcome. The monologue of
Danals feature the names of gods not mentioned in the opera before — those of Bacchus (in part 1) and Parca
(in part 2). The symbolism of the image name of Bacchus is ambiguous in the operatic drama of Les Danaides.
The attribute associated with it, wine (in Act 3 of the opera) is going to turn to blood in Hypermnestre’s eyes,
symbolizing the future transformation of joy into sorrow, the sea of blood to be spilled by Danals, drunk on re-
venge (idéefix), mad with overindulgence and insensible to pity. This means that not only the immediate con-
nections between the scenes of the opera, but also the indirect ones, working at significant distances, play an
important role in A. Salieri’'s opera. As a true composer-dramatist, A. Salieri does not leave a single detalil,
whose significance is sometimes revealed gradually, subtly (as, for instance, is the case for the scene where
wine turns to blood), unattended. As for Parca’s name, its introduction signifies the entry of the "power of fate"
into effect, which is to unite all the characters of the opera in its fatal pre determinacy. Thus, the overall logic of
Scene1 of Act 1, from intoxication with joy to the presentiment of a tragic outcome, reflected in the structure of
Danaus’ monologue, is also embodied in the nominal drama of the opera.

Scene 1 ends in a fatal omen of an unknown outcome, which was, nevertheless, expected by the
treacherous Danals. The interaction of the actual course of events and the secret portent of the future tragic
outcome lend a certain duality, semantic ambiguousness, a kind of two-worldness, whose manifestations, as
a rule, correspond to the beginning of Romanticism in the history of music, to the action.

The overall patterns of the structure of Scene 1 of Act 1 allow drawing a conclusion concerning the
role of the principle of contrast between the ideal (the oath of peace and love) and tragic, fatal spheres. The
ideal and the tragic are contrasted based on the patterns of the assembly drama principle. For instance, the
idea of a "sudden blow", light being displaced by dark, which is leading in the arrangement of the content of
the whole opera, is asserted in the drama of Scene 1 of Act 1. The principle of contrast between light and
dark formed in Scene 1 of Act 1 is going to become recurrent, uniting the course of the musical drama of the
whole opera. At the same time, as the action unfolds, the shine of the light is becoming more and more oc-
casional, whereas the incursions of the dark — more and more massive.

Scene 2 opens with the recitative and love duo of Lyncée and Hypermnestre. The intonation drama
of the recitative and the duo (agreement) is based on the intoneme of love bond resulting from the associa-
tion of the lyrical with Hymen’s patronage (the descendant steps in the characters’ parts gained the meaning
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of the intonation symbol of love). The commonality of the lyrical principle uniting Scene 1 and the beginning
of Scene 2 is evidenced not only by intonation commonality, but also by verbal one ("blessed, happy bond").
The abundance of descendant steps symbolizing the images of love and tenderness may be interpreted as
Hymen’s blessing accompanying the characters. Alongside with the recurring role of the intoneme symbolizing
the love bond, features of arc drama that allow rendering a kind of unity to scenes, events and feelings remote
in time and space by building complex, conflicting connections between them form. Unlike the public "oath of
love and peace" opening the opera, the love recitative and duo of Lyncée and Hypermnestre gains the mean-
ing of an oath of loyalty swore by a married couple to each other in private, calling God to witness (the final sec-
tion). The oath of chastity correlates with the beginning of the action of Picture 1 as its brief reminiscence sub-
jected to lyricization. The orchestral tremolo conveys the inquietude seizing the characters. The occasional
semantic images of fear, presentiment of an unknown threat deceitfulness of happiness are associated with the
introduction of the echoes of the theme of doom into Lyncée’s part. Such inter action of hope of happiness in
the verbal text and the fatal intonation in the vocal part renders a certain duality: the characters’ minds bank on
happiness, their hearts foreboding disaster. The combination of the features of an accompanied recitative and
secco recitative appears in the orchestra at the moment, when presentiments come to the fore. A. Salieri is an
outstanding dramatist and reformist. The fragment whose organization is based on the opposition of semantic
images — those of the father’s hate and the children’s mutual love — plays an important role in the formation of
the content of the recitative and the love duo. In this way, a Shakespearean motive making it possible to trace
semantic connections of Les Danaides with Romeo and Juliet is formed in A. Salieri’s opera.

At the end of the love duo the intonema of the heroic drive (steps to the ascendant fourth) is also in-
troduced alongside with the intonema of love bond, the recitations in one sound evidencing the fatal power of
the oath swore by the lovers.

The inseparable unity of the intonemas of oath, doom, love bond and flutter of the soul (inquietude)
allows drawing a conclusion that the marriage ties gain the meaning of fate uniting them to the characters in
love. In the brief choral epilogue closing Scene 1, the theme of love bond is magnified 4-fold, which allows
drawing a conclusion concerning the power of the love uniting the married couple.

So, Act 1 is a 2-parttrack, where Scene | is organized around the unanimous oath of "love and
peace", Scene 2 being based on the oath of love given by Lyncée and Hypermnestre to each other. The in-
tonema of the love bond, Hymen consecrating the bond of the lovers, plays an important unifying role.

In Act 2, two worldview clash, one of which is subordinate to the idea of revenge, the other being
subordinate to the defense of love. Scene 1 opening Act 2 comes across as a kind of a shadow reflection of
the radiant content of Scene 1 of Act 1. The dark dungeon, the incarnation of horror, a realm of revenge and
death ruled by Nemesis, is represented in the Adagio orchestral landscape opening Scene 1 of Act 2.
Against this backdrop, Danals reveals the secret he had previously concealed to his daughters, the true
reason behind the concluded nuptials interpreted by him as a condition of an insidious retaliation for the
grooms and their father Aegyptus. Intonemas accompanying the fatal predeterminacy of the action of the
opera penetrate the music of the opera — those of infernal whirlwinds, passages of rage. Danals’ mono-
logue, which is a story of Aegyptus’ crime, merges into the oath swore by Danais’ daughters to Nemesis —
the witness and patron to the horrible revenge.

Only Hypermnestre, who engages into a spiritual battle with Danats requiring his daughter to follow
his orders, comes across here as a keeper of love, true to the oath given to Hymen (Scene 2 of Act 2). Hy-
permnestre is to solve the most complicated problem of choice that distinguishes operatic drama and Ro-
mantic opera as well. The character has to choose between her devotion to her father and her love for her
husband. The pathos of the spiritual battle between the father and the daughter stems to a great extent from
the spirit of the Age of Enlightenment seeking the measure where emotion and duty may be correlated. A
distinctive embodiment of this idea of Enlightenment is represented, in particular, by the following phrase of
Hypermnestre: "Should | love crime in order to love you?" A similar opposition of emotion and duty would be
presented in Mozart’s Idomeneus and in Verdi's Aida further on. The problem of choosing between duty and
love becomes one of the leading ideas in the arrangement of the concept of A. Salieri’s opera. As
M. Muginshtein points out while talking about Les Danaides by A. Salieri, "The traditional conflict of a daugh-
ter’'s duty and a woman'’s feeling is transformed into the global problem of crime and punishment."[4, 182 — 183]

The impossibility of severing them is peculiar to the solution of the problem of choosing between feeling
and duty in A. Salieri’s opera: the character has to give her heart to the one of her two loved ones duty orders. It is
here that Gluck’s theme of self-sacrifice in the name of love is developed for the first time in the opera.

The role of the orchestra is minimized in the scene of the father’s and daughter’s spiritual battle, be-
ing reduced to long orchestral drones. Only short entries of the intonema of doom invade the parts of the
conflict dialog. During the reply of Hypermnestre, who is defending love in her battle with her father, the or-
chestra "awakes" (at the word heaven, which is called to witness by the female character). The "introduction”
of the tutti orchestra in this context should be perceived as a kind of "author's emphasis": the gods and the
composer himself as well, turn out to be on Hypermnestre’s side. The subsequent minimization of the role of
the orchestral part is due to the switch of attention to the vocal presentation of the verbal text, not a single
word of which is to be drowned by the orchestra. According to the laws of musical drama that established
themselves in the operatic reform of C.W. Gluck, music should contribute to the development of drama rather
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than play the primary role in the arrangement of drama, diminishing its significance. Developing the reformist
tradition of his predecessor, A. Salieri moves the word to the forefront in the scene of the spiritual battle of
Hypermnestre and Danads.

The most important stage of the formation of the drama of love and doom is the trio of Hyperm-
nestre, Lyncée and Danadis introduced right after the choral scene of Act 3, where love reinforced with Hy-
men’s bond and "the purple of wine" is glorified. In the mold of dramatic fracture, the trio is interrupted by the
picture of Hypermnestre’s horrible vision: the goblet of wine given to her by her spouse seems to be filled
with blood to her ("Horribly, this bloody goblet resembles the blood of a murderous festivity to my embar-
rassed spirit..."). The intoneme of rage (correlated to the theme of Danals’ revenge) developed in the or-
chestra accompanies the scene of the horrible transformation which allows detecting an interpretation of
traits of "Cassandra complex" in the development process of Hypermnestre’s image: the character’s tragic
presentiments are not met with understanding and support in her company. Only the questions of Lyncée,
who doubts the love of his beloved, and Danals’ reproaches ("you may not confirm your sacred obligation")
are a kind of "reply" to Hypermnestre’s horrible vision. In this scene, an extremely important stage of the
drama of Hypermnestre’s alienation from the company previously close to her, her father and sisters, takes
place: the walks of life of Lyncée’s loyal wife and the Danaids, who have chosen the path of oath-breaking,
part from now on. The importance of the scene of the horrible vision as a portent of the tragic outcome of the
operatic action is evidenced by its background music: only orchestral drones accompany the characters’ rep-
licas, making sure that the verbal text is pronounced as clearly as possible.

The lyrical arioso of Lyncée ("Give me your heart and your trustback"), who is begging his beloved
wife to return her feeling, seeking the ways to return the seemingly lost agreement, are of a reminiscent na-
ture. The intonation drama of Lyncée’s arioso is based on the intoneme of the love bond, which is associated
with the image of Hymen consecrating the marital union. The intonema of the love bond is developed not
only in the vocal part but also in the orchestra, whose role in the formation of the opera’s intonation drama
becomes significant once again.

The arioso of the mental commotion of Hypermnestre, who is in the center of the conflict between
Danalis and Lyncée, reveals the character’'s agonizing torments. The problem of choosing between her fa-
ther and her spouse, a daughter’s obedience and spousal love, is cruel torture to her. The abundance of de-
scending steps in the vocal part, both conjunct and abrupt ones, the movement along the sounds of the di-
minished sixth and the rhythmic pulsation in the orchestra convey the mental strain seizing the character.
Hypermnestre’s arioso gains the meaning of a vocal lacrimoso where the character’s sobs can be heard.

The idea of the struggle between emotion and duty in Hypermnestre’s soul is emphasized in the op-
era’s drama by the placement of her arioso in Act 3 of Les Danaides: the lacrimoso of the conflict-tortured
character is surrounded by the solo utterances of Lyncée, who is begging for the return of love (the embodi-
ment of emotion), and Danalis, who demands that his daughter get a hold of herself and get rid of the "in-
comprehensible whim" in the name of observing the duty of obedience to her father.

The theme of struggle between emotion and duty is developed further in Act 4 of the opera. Two
ideas of the sense of life clash here: the ruthlessness of revenge, represented by Danals, and the self-
sacrifice of love, embodied by the image of Hypermnestre.

In terms of structure, Hypermnestre’s extended monologue (Act 4, Scene 2) is a sequence of recita-
tive and prayer aria addressed to gods in the hope of saving her spouse at the cost of eternal separation
from him. The symbolism of lacrimoso shaped in Act 3 is developed further in Hypermnestre’s monologue.
New aspects of Hypermnestre’s attitude towards her father are shaped in the Adagio recitative. In his daugh-
ter's eyes he is a cruel barbarian insensible to pity. The establishment of the daughter’s negative attitude
towards the father’s desire for revenge evidences the fact that Hypermnestre has made her choice: it is not
with her father, not with the harsh duty of revenge preached by him that his daughter casts in her lot with
from now on. After ma king a painful choice between emotion and duty, she remains on the side of the
unlucky Lyncée, unjustly condemned to death by the pitiless father. The features of figurativeness introduced
by A. Salieri in the part of the orchestra play an important expressive role. At the words "the barbarian is on
the run, enraged", the theme of running that co-opts the features of the intoneme of rage is introduced into
the orchestra. The intonema of love in Hypermnestre’s recitative accompanies her decision to sacrifice the
joy of being with her beloved to his rescue at the cost of eternal separation ("he may leave me forever"). The
leitmotif of the flutter of the soul (at the words "we should part ways"), appeal to gods (steps into wide dis-
tances) and the intonema of mystery (in the orchestra’s part) — all of this evidences the semantization of in-
tonation drama in Hypermnestre’s scene. After making the decision to save her spouse, Danals’ daughter
addresses gods with a prayer (Andante Agitato), hoping for their help in the execution of her plan.

The prayer aria concludes Hypermnestre’s monologue. Its intonation drama is based on the opposi-
tion of the intonemas of doom, love and heroic drive. The inconsistency of the feelings raging in the soul of
the character, who has decided to sacrifice her happiness in the name of her beloved’s rescue, is evidenced
by the polyphonic development of contrasting themes-ideas in the mold of non-recurring contrast. For in-
stance, the descendant chromatic step is developed twice, surrounded by leaps into the ascend ant and de-
scendant eighth, in the orchestral introduction in the part of the low strings, symbolizing the idea of fatal res-
ignation, whereas one of the variants of the intoneme of love is developed in the clarinet’s part. The vocal
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part is also based on the contrast between the images of fatal predestination and the feeling of love. The
descendant steps forming the basis for the intonation symbols of love sickness are interrupted by a recitation
in one sound embodying the idea of doom. The ascendant steps into the perfect fifth in the oboe’s part, sym-
bolizing the idea of heroic drive, are supplemented by the intoneme of the flutter of the soul in the parts of
the violins and violas, whereas conjunct descendant steps symbolizing inescapability are developed in the
part of the suffering character (at the words "Remove my beloved from this palace"). The polyphony of
meanings, the multiplicity of images in the intonation drama of Hypermnestre’s prayer conveys the state of
the emotional confusion the character is experiencing. The introduction of descendant movement along the
sounds of the diminished triad in the character’s part, symbolizing the tragedy of separation she is experienc-
ing, is supplemented by the sigh-based cello solo, which symbolizes the tender feelings Lyncée’s unlucky wife
has ("in the name of my tenderness<...>do separate us forever"). An extraordinarily important role in the forma-
tion of the tragic content of the Prayer is played by the principle of non-recurrent contrast during the repetition of
the phrase "Remove my beloved from this palace." The shrill-sounding steps along the sounds of the ascen-
dant augmented triad and its inversions in the oboe’s part, the intonema of the flutter of the soul (orchestral
strings) and the theme of fatal predestination (in Hypermnestre’s part) developed vertically are aimed at con-
veying the idea of abnegation that becomes dominating in the development of the image of Lyncée’s loving and
courageous wife from now on. The basic musical semantic images in the Coda of the Prayer (Largetto) are the
symbolism of the lacrimoso in the orchestra (the tied staccato of the woodwinds) and the semantics of doom in
the character’s part represented in several variants. The introduction of the intonema of tenderness into the
vocal party (previously developed in the cello solo party) determines the composer’s task, which is to "decipher”
the feeling that has driven the character to sacrifice the happiness of love in the name of saving her beloved.
This feeling is the inescapable tenderness filling Hypermnestre’s soul.

Scene 3 of Act 4 is the dialog of Lyncée’s and Hypermnestre’s disconnect. Lyncée, unaware of the
trouble threatening him, faults Hypermnestre for growing cold for him, violating her oaths of loyalty and wishing
to get rid of him. The intonema of rage, previously accompanying the anger of Danaus, the intonema of the
oath of love and loyalty (from Act 1 — the nuptials) and entries of the intonema of doom penetrate the part of the
angry Lyncée. The formation of an idea new to operatic drama — that of superfluity of the love the characters
feel, resulting in the superfluity of the pain caused by the separation — is significant in this dialog between
Lyncée and Hypermnestre. Thus, the motif of inseparability of love and pain penetrates operatic drama, which
evidences the penetration of the features of Expressionist musical drama into 18th century opera.

Hypermnestre comes across as a true accuser of the "insidious tyrant", her father, in Scene 1 of Act
5 (the monologue of the strayed character). The aria following the recitative e is a kind of a "judgment of
conviction" passed by the daughter for her "barbarian father". Its three-section structure is based on the
threefold repetition of the verbal text, whereas its musical drama is an implementation of the method of cres-
cendoing: Hypermnestre’s accusations become more and more ardent.

Scene 2 of Act 5 is the duo of Danais’ and Hypermnestre’s disconnect, a clash of characters, the
first of them embodying the idea of revenge, and the second — that of suffering, compassion and courageous
resistance. Here Danalis has neglected the last opportunity given to him to mollify his anger, thus avoiding
the bloody outcome — the horrible murder of Aegyptus’ sons and the fatality of the eternal torture in Tartarto
which both the "barbarian father" himself and the daughters that have broken their marital oath to follow him
are going to be subjected.

The subsequent scenes of the opera are stages of the horrible out come — the horrible, lawless exe-
cution of Aegyptus’ sons performed by the pitiless Danalis and his daughters who have forgotten their mari-
tal duty, followed by the picture of the eternal torture in Tartar to which the culpable royal father and the
Danaids are condemned. Thus, the idea of duty in the arrangement of the key conflict of the opera has tri-
umphed in its final, where the supreme forces have arranged everything back to order. Revenge, barbarity,
cruelty were punished as in compatible with the idea of duty, as a result of its violation, whereas the feeling
of sacrificial love whose bearers were Hypermnestre and Lyncée, triumphed. Such a solution of the conflict
between emotion and duty evidences that A. Salieri foresaw its Romantic interpretation, according to which
emotion triumphs over duty, just like love defeats doom.
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YOK 74.01+398 CuBauw InoHa OneriBHa
acnipaHTka HauioHanbHOI akagemii
KepiBHUX KagpiB KynbTypy | MUCTELTB

TEOPETUKO-METOAOJONNYHI NiAXOA4U A0 PO3YMIHHA ETHOOAU3AUHY
HA CYHYACHOMY ETAInI KYJIbTYPOTBOPYOCTI

Meta po6otu. CtaTTio NPUCBAYEHO OBI'PYHTYBAHHIO Baromoi pori eTHOMMUCTELbKUX YKPaiHCbKUX Tpaauuin y
CTUINbOBUX BUPILLEHHSAX 00 ’EKTIB AM3anHy, po3rnagy cneundikm eTHoAM3anHy B KOHTEKCTI KyNbTYPHUX NPaKTUK, @ TakoX
BM3HAYEHHIO WMOr0 OCHOBHWX AedpiHiuin. MeTogonoria [OChiMpKeHHS nonsrae Yy 3acToCyBaHHI  ICTOPUKO-
MUCTELTBO3HaABYOro, COLOKYNbTYPHOTO Ta CUCTEMHO-CTPYKTYPHOrO METOAIB, SKi PO3KpMBAOTbL BNNMB AeKopaTUBHO-
YXXUTKOBOIO MUCTeLTBa Ha (POpMyBaHHsi €THOAM3alHy, BigobpaxatoTb KynbTypHi eTann po3BUTKY CyCninbCcTBa Ta 3abes-
nevylTb aHania eTHOAM3anHy K CUHTE3Y KyNbTYPHUX NPaKTUK, ETHOMUCTELLKUX TPaaULIiv i XyAOXHbO-NPOEKTHOI TBOP-
yocTi. HaykoBa HOBM3Ha po60TU. ETHOAM3aMH Y LUIMPOKOMY PO3YMiHHI PO3rNaAacTbCs B TPbOX 3HAYEHHSIX: SK 3a4yM, K
TBOPYMIN METOA, i 5K QiAnbHICTb, OCKINbKN XyAOXHLO-MPOEKTHA TBOPYICTb Ha 3acafax eTHoAM3ariHy BUCTYNae sk cuctema
KyTNbTYPHO-ECTETUYHKX 3B’sI3KiB, 3HAYHO PO3LLUMPIOE BMiHHSI TBOPYO MUCIUTK, 3abe3nevye NpodeciiHy KOMNETEHTHICTb i
KyNbTYPHUI PO3BUTOK 0COOMCTOCTi. BUCHOBKWN. OCMUCINEHHS €THOAM3AMHEPCHKOrO NiAX0AY B XYLAOXHbO-MPOEKTHIA TBO-
pYOCTi 3yMOBJIEHE MParHEeHHsIM [0 30EepeXeHHs1 HaLuioHamNbHO-KyNbTYPHOI iAEHTUYHOCTI, HeobXigHICTIO penpeseHTauii
YKpaiHCbKOI KynbTYpPHOI cnafLLMHN y Cy4acHOMY CBiTOBOMY npocTopi. [lnsaiiH B YkpaiHi 6a3yeTbCcsi Ha eCTETUYHUX MPUH-
uunax 4eKopaTUBHO-Y)KMTKOBOTO MUCTELTBA, TPAHCOPMOBaHUX ANSA KOHUENTyarbHUX BUPILLEHb B €THOAM3aMHi, SKUiA
NOBUHEH CTaTN OCHOBHWM KyIIbTYPOTBOPYUM €MEMEHTOM Y 3MiCTi BULLOT MUCTELILKOI OCBITU.

Knro4yoBi cnoBa: eTHOMUCTELbKI TpaauLi, ETHOAU3aNH, TEOPETUKO-METOAOSNONYHI NiAX0AM, KyIbTYPHI NPaKTUKW.

Cusaw UnoHa OnezoeHa, acriupaHmka HayuoHansHoU akademuu pyKogoosiuuXx kadpos Kyribmyphbl U UCKYcCcme

TeopeTuko-meTogonornyeckme noaxodbl K MOHMMaHUIO 3THOAU3aWHa Ha COBPEMEHHOM 3Tane KynbTy-
poTBopyecTBa

Llenb pa6otbl. CTaTbs NocesiLeHa 060CHOBaHMIO BaXKHOW PO 3THOXYAOXKECTBEHHbIX TPaAULMiA B CTUINEBbLIX
peLlleHnsax o6 bEKTOB An3ariHa, PaCCMOTPEHMI0 STHOAU3aMHaA B KOHTEKCTE KyNbTYpPHbIX MPAKTUK, @ Takke OonpeaeneHumio
€ro OCHOBHbIX AedumHuuuiA. MeTogonorus uccnegoBaHns COCTOMT B UCMOMb30BaHUM UCTOPUKO-UCKYCCTBOBELYECKOTO,
COLMOKYNbTYPHOrO Y CUCTEMHO-CTPYKTYPHOrO METOAOB, KOTOPblE PacKpbIBAKT BNUSIHNE AEKOPaTUBHO-MPUKINAAHOTO UC-
KyccTBa Ha (hOpMMPOBaHME STHOAM3ANHA, OTPaXatoT KyfbTypHble 3Tanbl pa3suTusa obliecTBa n obecneunBaroT aHanm3
3THOAM3aMHA Kak CUHTE3a KyNbTYpPHbIX MPaKTUK, STHOXYOOXKECTBEHHbIX TPaaMUUA U XyO0XKECTBEHHO-MPOEKTHOrO TBOP-
yecTBa. Hay4yHasi HoBU3Ha paboTbl. OTHOAU3AMH PaCLUMPEHHO paccMaTpMBaETCsl B TPEX 3HAYEHUSIX: Kak 3aMblcer, Kak
TBOPYECKUA METOA M KaK AeATeNbHOCTb, MOCKOMbKY XyOO0XeCTBEHHO-NMPOEKTHOE TBOPYECTBO Ha OCHOBE 3THOMOTMBOB
BbICTYNaeT Kak CUCTEMA KYTbTYPHO-3CTETUYECKMX CBA3EN, 3HAUUTENBHO paclUMpsieT YMEeHUe TBOPYECKU MbICUTb, 0bec-
ne4ymBaeT NPodEecCUOHanbHy0 KOMMNETEHTHOCTb U KyNbTYpHOE pa3BuTue NUYHOcTWU. BbiBogbl. OcMbicneHne 3THOAM-
3aiHEpPCKOro Moaxofda B XyAOXECTBEHHO-MPOEKTHOM TBOPYECTBE BbI3BAHO XEMaHWEM COXPaHEHWs HauMOHarbHO-
KyNbTYPHON WOEHTUYHOCTM, HEOOXOOMMOCTLIO penpe3eHTaunM YKPauHCKOTO KyNbTYPHOrO Hacnegusi B COBPEMEHHOM
MMPOBOM npocTpaHcTee. [n3anH B YkpauHe 6a3vpyeTcst Ha 3CTETMHECKMX MpUHLMNAaxX AeKOPaTUBHO-MPUKNAAHOIO WC-
KyCcCTBa, TpaHCOPMMPOBAHHbBIX ANA KOHLENTyarnbHbIX PELUeHW B 3THOAM3alHe, KOTOPbIA AOIMKEH CTaTb OCHOBHbLIM
KyINbTYpOTBOPYECKAM 3NIEMEHTOM B COAEPXKaHWU BbICLLENO XyA0XECTBEHHOro 06pa3oBaHusi.

KnioyeBble crioBa: 3THOXY4OXXECTBEHHbIE TPAAULMU, STHOAN3ANH, KyIbTYPHbIE MPaKTUKK.

Sivash llona, postgraduate, National Academy of Managerial Staff of Culture and Arts

Theoretical-methodological approaches to understanding of ethnodesign in the modern period of
culture creativity

The purpose of the study. The study determines the important role of Ukrainian ethnic art traditions in the style
solutions of the design objects. The author researches special features of ethno-design in the context of cultural prac-
tices and defines its concept. Methodology of the research. The following are the main methods of the study: historical
and art, social-cultural and system-structural. They reveal the influence of the decorative art on ethno-design develop-
ment, show cultural stages of the society development and help to study ethno-design as a synthesis of cultural prac-
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