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Abstract. This article explores the role of Italian opera in Soviet musical
life from the end of World War II through the beginning of the Cold War. Italian
opera provided inspiration for Soviet musical careers, exemplars against which
Soviet musical development was measured, and simple musical enjoyment for
Soviet audiences.

The article analyzes two archival source bases that shed light on these
dynamics. One source is box office data from the opera and ballet theaters in
Moscow, Leningrad, and the Soviet Union's national republics. Analysis of this
data demonstrates that operas by Italian composers provided a solid backbone
of consistency in opera programming against which the tumultuous pursuit of
a distinctively Soviet, multinational opera played out. Some especially famous
operas were also so popular that they kept audiences coming to the theaters.
The other archival source is bureaucratic correspondence regarding an effort
to recruit Italian opera pedagogues to visit the USSR’s conservatories. Analysis
of the correspondence uncovers Soviet bureaucrats’ insecurity about cultural
development just as Soviet influence was expanding into Eastern Europe. It
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also reveals Soviet perceptions of Italian musical elites facing the complexities
of the Cold War division of Europe.

The article contributes to our understanding of the connection between
performances of Italian opera and the construction of a Soviet musical culture
that placed a very high value on opera as an advanced form of musical
expression. It reveals that even during a period often considered the most
insular in Soviet history, Soviet musicians and cultural administrators were
engaging with their counterparts in the West. Finally, it demonstrates that the
distinction between “international” and “transnational” cultural exchange that
is often key to the way scholars of globalization analyze interactions that cross
national borders is not as important in a Soviet context in which society was
essentially embedded in the state bureaucracy.
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HNraabaHCKaA onepa B CTAJINHCKOM COBETCKOM
Corose

Kupua Jlomodp
KanudopHuiickuil yHUBEPCUTET,
2. Pusepcaiio, CIIIA,
kiril.tomoff@ucr.edu

AnHoTtanus. B craTbe paccMmaTpuBaeTcs 3HaUeHNE UTATbIHCKOMN OIlePhI
B COBETCKOM MY3BbIK&JIBHON KyJbType C KOHIIa Besukoin OteuecTBeHHOU
BoliHbl /10 Hayasia XOJIOAHON BOWHBI. MTajibsHCKas oIllepa IIOCHyKHIa
HCTOYHUKOM BJOXHOBEHMS /I MY3bIKAJIbHOUW JI€ATEJILHOCTH, OHA CTaja
obpas31omM, Ha KOTOPHIM POBHSJIACH COBETCKAs MYy3bIKa B CBOEM Pa3BUTHU.
U, Kpome TOro, oHa IPOCTO Japuja COBETCKHUM 3PHUTEJAM My3bIKaJbHOE
HacCJaXK/eHue.

B cTaThe aHATM3UPYIOTCA BA BU/1a aDXUBHBIX HCTOUHUKOB, OCBEIAIOIINX
3TH mpoiliecchl. [IepBbIil 13 HUX — KaCCOBbIe COOPBI TEaTPOB OIlEPhI U HasieTa
B MockBe, JIEHUHTpa/ie ¥ HaIlMOHAJIBHBIX PECITyOJINKaxX. AHAIN3 3TUX JIaHHBIX
IIOKa3bIBAET, UTO ONEPHI UTATBIHCKHUX KOMIIO3UTOPOB 00€eCeuUnBai IPOUHOE
AP0 OIEPHOTO pemnepTyapa, Ha (oHE KOTOPOTO Pas3bIIPHIBAIIOCH OypHOE
CTpeMJIEHHE K COBETCKON, MHOTOHAITMOHAJIbHOU oriepe. HekoTopblie 0cO6eHHO
HM3BECTHbBIE OTIePhl ObLIU HACTOJIBKO ITOMYJIAPHBI, UYTO MPUBJIEKATN 3pUTEIEH
MIPUXOAUTh B TeaTpbl HAa MPOTSKEHUMU BCEr0 STOTO Iepuoja. [pyrum
apXUBHBIM HCTOUHUKOM SIBJISE€TCSI YMHOBHUUbS IMEPENUCcKa, OTpaKarolias
IIONBITKH IIPUBJIEUYb HTAJIBSHCKUX OIIEPHBIX II€JarOrOB K IIOCEIeHUI0
koHcepBaTopui CCCP. AHaju3 3TOM  Iepenuckd  oOHApPY:KUBAET
HEYBEPEHHOCTh COBETCKHUX OIOPOKPATOB B Pa3BUTHHU KYJIBTYPHl B TO camoe
Bpems, korja BausiHue Coperckoro Corsa pacipocTpaHuIoch Ha BocTouHyto
EBponry. Kpome TOro, B 5THMX IHCbMax OTPa’K€HO COBETCKOE BOCIPUSATHE
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WUTaJIbTHCKUX MY3bIKAHTOB, CTAJIKUBABIINXCSA CO CJIOKHOCTAMU, BO3HUKIIINMU
B pas/leJIeHHOU B pe3yJIbTaTe X0JI0/THOU BOWHBI EBpOMEI.

CraTpa pacmiupseT HOHUMaHHe POJIU UTAJIbAHCKOU OIlephbl B IOCTPOEHUNU
COBETCKOM MY3BIKUIbHOUN KYyJbTYPbI, KOTOpPasi BBICOKO OIl€HWJIA OIepy Kak
1epeoByio GOpMy My3bIKJIBHOTO BhIPa*KeHUA. ABTOP IIOKA3bIBAET, UTO JAKe
B IEPHOJ], CYUTAIOIUICA CAMBIM 3AMKHYTBHIM B COBETCKOU NCTOPUU, COBETCKUE
My3BIKQHTHl ¥ UYHMHOBHHUKH B KYJIBTYPHOU cdepe OOIaJuCh CO CBOUMU
KoJuleraMu Ha 3anazie. HakoHen, B cTaTbe IOKAa3aHO, UTO Pa3jinyue MeXKAy
«MEX/IYHAPOJHBIM» U «TPAaHCHAIMOHAJIBHBIM» KYJIBTYPHBIM OOMEHOM,
KOTOpOE YacTo fABJIAeTCA KJII0UOM K TOMY, KaK UCCJIe/loBaTesu TJ100a1n3anuu
QHAJIM3UPYIOT B3aUMO/IENCTBUS IEPECEKAIONINXCA HAITMOHAIbHBIX TPAHUII, HE
TaK Ba)KHO B COBETCKOM KOHTEKCTe, B KOTOPOM OOII[eCTBO MO CYIIeCTBY OBLIO
BCTPOEHO B TOCYZIAPCTBEHHYIO0 OI0POKPATUUECKYIO CUCTEMY.

KiaroueBble cj1oBa: oniepa, COBETCKas MY3bIKa, COBETCKAs HUCTOPUA —
CTaJINHU3M, TPAHCHAI[MOHAJIbHBIN KYJIbTYPHBIN 00MEH, COBETCKOUTATbIHCKUE
OTHOIIIEHU I, My3bIKAJIbHBIU IIPHEM, COBETCKAs KyJIbTypHasl MOJIUTUKA
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