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The article characterizes the reception of Russian music in Riga in the 1860s and 1870s and
highlights the reasons for such a reception. For this purpose, a contextual analysis of the main
positions manifested by music critics and their historical background is carried out.

Already since the 13th century Germans had dominated the economic, cultural and language
spheres of Riga. In the 1860s the situation began to change significantly. This was because of
active migration on the part of representatives of other nationalities (Latvians and Russians) to
Riga, resulting in an increase in the influence of their communities. In the 1870s, there was a sharp
exchange of opposing views between the Russian and German press, for example, the discussion
described in this article about the need to open a Russian theater with its own opera troupe in Riga.
The reception of several works by Russian composers (Serenade Russe and Caprice Russe by
Anton Rubinstein, 4 Life for the Tsar by Mikhail Glinka), performed in Riga, is also examined.

A comparative analysis of the press reviews makes it possible for us to conclude: notwithstanding
the manifold political disagreements between the Baltic German and Russian communities of Riga,
both sides also tried to search for shared values, and music presented a field not only of rivalry and
controversies, but also of a search for mutual understanding.
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Bocnpustue pycckon my3biku B Pure 1860-1870-x roaos:
00630p nNyOAMKaLIMit NepPUOAMUYECKON NeYyaTH

B crarpe naércsa xapakTepucTuka BOCHPUATUSL pyccKoi My3biku B Pure B 1860—1870-¢ roasl,
a TakKe M3JIararoTcsl MPUYUHbBI JaHHOU pereniuu. C 3TOH 11eJIbI0 MPOBOJUTCS KOHTEKCTYaJIbHbIN
aHaJIM3 OCHOBHBIX MO3ULUMN, NPEICTABIECHHBIX MY3bIKaJbHBIMU KPUTHUKAMU, U PACKPBIBAIOTCS UX
HUCTOPUYECKUE OCHOBBI.

Hauunas ¢ XIII Beka, mpeacTaBUTEIM HEMEIKOW OOUIMHBI BO3IIABISIN CPEpbl SKOHOMHKH,
KyJBTYpHI U s3bika B Pure. B 1860-x rogax cutyanus Hadana CyleCTBEHHO MEHITHCS. ITO OBLIO
pe3ynbTaTOM aKTUBHOM MHIpalMM IPEICTABUTENEeH JpYyrux HAIMOHAJIbHOCTEW (JaThiliel U
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pycckux) B Pury. B 1870-e roas! mporcxo it pe3kuii 00MeH MHEHUSIMU MEX/1y PYCCKOM U HEMELIKOH
MIPECCOii, K MpuMepy, Mo BOIPOCY, 0OPUCOBAHHOMY B JJaHHOM CTaThe, 0 HEOOXOIUMOCTH OTKPBITh
B Pure pycckuii Tearp co cBoeil coOCTBEHHON Tpymmoil. PaccMatpuBaeTcs Takke BOCIPHITHE
psiia COUMHEHUH pycCcKUX KoMmno3uTopoB («Pycckas cepenanay u «Pycckoe kanpuyuno» AHTOHA
PyOuniureitna, « Kuznp 3a naps» Muxauna [uHkr), BiepBble HCIIOTHEHHBIX B PUre B T€ rofpl.

CpaBHUTENbHBIA aHAIU3 PELEH3UIl, OMyOIMKOBAHHBIX B MEPUOJUYECKON IeyaT, MO3BOIMII
IIPUATU K CIECAYIOLIEMY 3aKIOYEHHUIO: BOIPEKM MHOIMM IOJUTUYECKUM HECOITIACUSM MEXIY
o0ImKHaMK OaJITUICKMX HEMILIEB U PYCCKUX B Pure, 00e cTOPOHBI, TEM HE MEHEe, IBITAINCh HAUTH
o01111e IEHHOCTH, U My3bIKa ITPeJIcTaBUiIa cO00M cepy He TOIBKO COIEPHUYECTBA U TPOTUBOPEUHH,
HO TaKXe U MOMCKa HOBBIX (DOPM B3aUMOIIOHUMAHMSL.

KitoueBble cioBa: 6anTUHCKHUE HEMIIBI U PYCCKUE, COLMOKYIIBTYPHBIA KOHTEKCT, My3bIKallbHAs
Kputuka, AHTOH PyOunmreitn, Muxawun [uHka.

music critics of Riga in the 19th century  or differences in the attitudes toward Russian

merits research for several reasons, music delivered by the Russian and Baltic
one of the most notable and interesting German critics? Were the residents of
ones being the multicultural environment Riga able to evaluate the currently famous
of the city. At that time, Riga was a part composers and compositions and to forestall
of the Russian Empire, but, nevertheless, their future significance? In order to answer
already since the 13th century, Germans these questions, a contextual analysis of the
were dominating the economic, cultural historical background and the main opinions
and language spheres. Their role in the manifested by music critics shall be provided.
Baltic governorates, as a whole, is pointedly
characterized by the researchers Per Bolin The 19th century was the time when
and Christina Douglas: the Baltic Germans  Russian, as well as Latvian' migration to
“constitued an elite group with a strong sense ~ Riga, became more and more intense. The
of national identity and Baltic ‘Germandom’,  dataregarding Russians in the city and based
they drew clear boundaries toward ‘Others’”  on the audits and censuses of the population
[1, p. 20]. Thus, the Riga music scene of isas follows: in 1806, the number of Russian
the 19th century was not significantly much  Riga dwellers was 5 000, in 1867 — already
different from what could be found in many 25 800, in 1881 — 31 900, and in 1897 —
German cities: its central institution was 43 300 [8, p. 143].
the City Theater (‘Stadttheater’), which Of course, the active migration was
featured both dramatic and opera troupes, caused not only by economic circumstances.
and hosted symphonic and chamber music  Asitisnoted by Vladislav Volkov, a historian
concerts. And, obviously, the repertoire was  and researcher of the Russian community
dominated by German music. However, in Latvia, the liberal reforms of Tsar
occasionally, works by Russian composers Alexander Il were closely intertwined
were also performed, especially in the with the policy of unification regarding the
second half of the 19th century. The goal of  outskirts of the Russian Empire. The date
this article is to characterize the reception of June 1, 1867, when the tsar ordered the
of Russian music in Riga in the 1860s and immediate introduction of Russian-language
1870s and to reveal the reasons determining  record keeping in Baltic institutions, became

The reception of Russian music by the this reception. Were there more similarities
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an important historical milestone [8, p.
152]. For many Baltic Germans, this new
turn was an unpleasant surprise: as historian
Katja Wezel states, “In the second half of the
nineteenth century <...>, their rootedness in
German culture and language brought them
into conflict with national perceptions of
‘Russianness’in the Russian Empire”[9, p. 1].
Other researchers, such as Ulriche Plath [6,
p. 64—65] and Karlis Cirulis [2, p. 67], also
highlight the second half of the 19th century
as the period when Baltic Germans felt an
increasing threat to their dominant position
in the Baltic governorates.

The music criticism in Riga was not
entirely dependent on politics, however,
a certain degree of influence cannot be
denied. It could also be found in the articles
on Russian music published in both the Baltic
German and the first Russian periodicals?
in the 1860s and 1870s. At the same time,
they contain many interesting and valuable
insights also from a pure musical viewpoint.
Further, the most interesting reviews shall
be discussed in detail.

At the beginning of the researched
period, Russian music was performed in
Riga only occasionally and was represented
mainly by vocal and instrumental chamber
works. The composer and pianist from
St. Petersburg Anton Rubinstein was a
particular favourite. He visited the city
several times, each time being a major
success. An anonymous reviewer from
the newspaper Zeitung fiir Stadt und Land
(1869, October 11) even compares him to
Franz Liszt (the latter visited Riga in 1842):

“Is there anyone who has not heard of
the good old times, a coach carrying Franz
Liszt would stop in our beloved city, and
our ladies would form a passageway in the
theater hall to see their darling as close as
possible. Now we have Anton Rubinstein,
the ‘star of the north,” and the enthusiasm,
in its modern form, runs just as high; <...>
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his name is being spoken by everyone, his
wonderous music is heard by everyone™.

From Rubinstein’s repertoire, the
reviewers have pointed out his own works
Serenade Russe and Caprice Russe. Friedrich
Pilzer from Rigasche Zeitung (1869, October
14) describes the latter as follows: “<...>The
composer <...> had selected possibly one of
the most unrewarding Slavic motives, quite
poor on its own, as the basis for his Caprice
Russe; however, he varied it so masterfully
in the sense of form, that he has created
‘a pineapple out of a crabapple’™.

Richard Taruskin in his monograph
Defining Russia Musically notes that
Rubinstein, as a composer of German
schooling, “saw the future of Russian music
in terms of professionalization under the
<..> stewardship of imported teachers
and virtuosos” [7, p. 123]. In the Russian
metropolis of St. Petersburg, his musical
“Germanism” was met with particularly
strongresistance fromtheleader of The Mighty
Five Miliy Balakirev and the music critic
Vladimir Stasov, who initiated, as Taruskin
notes, an “anti-Rubinstein backlash” [7,
p. 124]. However, the lack of Russianness (as
claimed by The Mighty Five) was certainly
not an obstacle to Rubinstein’s popularity
in Riga. Possibly, he was a favourite of the
Baltic German public not only because of his
personal charisma and an outstanding piano
virtuosity, but also because of the already
noted “German schooling”.

A significant turning point in the attitude
towards Russian music in Riga came at
the end of the 1860s. It was caused by the
aforementioned attempts on the part of
the Russian government to ‘Russify’ the
Baltic region, diminishing the influence of
the Baltic Germans. To support the newly
arrived Russians, the first Russian daily
newspaper titled Rizhskiy Vestnik was
published in Riga in 1869. The views of its
first editor, Evgraf Cheshikhin, were strongly
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influenced by the movement of Slavophilia.
As historian Volkov states, Rizhskiy Vestnik
had frequently published the articles by
Yuri Samarin and Ivan Aksakov [8, p. 165].
In 1875, this newspaper repeatedly (see
No. 88,90, 95,103, 110, etc.) insisted that the
Riga City Theater should possess not only a
German, but also a Russian troupe. This idea
sparked protests among the members of the
local Baltic German community and began a
rivalry with the newspaper Rigasche Zeitung,
which argued that the Russian troupe would
not receive enough profit with two to three
performances a week, while the German
artists — both the dramatic and opera troupes
— will be dispossessed of essential rehearsal
space’. Rigasche Zeitung also makes the
point that the Russians simply had to create
their own theater, which could have not only
a Russian but also a Latvian-speaking troupe.
This drew ire from Evgraf Cheshikhin, and
his sarcastic response shows a dissatisfaction
with the dominance of German culture in
Riga, as well as the fact that Latvian culture,
which was at the state of its infancy at the
time, was compared to the Russian heritage.
A characteristic quote follows:

“Latvians do not yet have their own
dramatic literature, but we can let the
‘Rigasche Zeitung’in on alittle secret: Russian
dramatic literature, as well as the Russian
school of composers, is rather abundant.
‘Rigasche Zeitung’ will find it interesting to
learn that someone called Gogol has written
a few comedies which are not all that bad and
can even compare to works by Birch-Pfeiffer;
someone called Griboedov has created a
rather interesting play called ‘Woe from
Wit,” which some people rate even higher
then Benedix <..>. Glinka, Dargomizhsky,
Serov and Tchaikovsky have not attained the
popularity of the Marschners and Lortzings,
but they are still youthful, albeit deceased®,
and it allows one to hope that one day, they
will also be understood in Riga. Alongside
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these insignificant news, we would also like
to note for the ‘Rigasche Zeitung’ that, if
the Russian theater is to receive its deserved
space in Riga, it cannot and must not exist
only on small and poorly equipped stages.
The strength of the Russian theater is in its
harsh, realistic poetry, dramas and comedies,
intertwined by bitterness, but also by light
humour, the rich melodies of its folk operas™”.

At the same time, since the end of the
1870s, the role of Russian music in Riga’s
cultural life grows rather significantly. The
first composer whose works have been noted
by critics for featuring the Russian national
colour, although much later than in Russia
itself, is Mikhail Glinka. 4 Life for the Tsar
was the first Russian opera staged in the
Riga City Theater in 1879, on February 28.
It was performed in German and became a
widely discussed event.

Overall, this opera was received very
well. When comparing the reviews in the
Russian and Baltic German periodicals, we
see that the latter seek more parallels with the
music of composers from other countries.
So, while discussing specific excerpts,
Friedrich Pilzer from Rigasche Zeitung
(1879, March 5) finds in Antonida’s rondo
a similarity with Donizetti, and he holds the
majestic polyphony of the choral numbers in
high regard, drawing parallels with Handel’s
choral numbers; and the orchestral language
reminds him of Beethoven. The critic also
notes the oratorial character of the work®.

In another article of the Rigasche Zeitung
(1879, March 8), Pilzer also discusses the
manifestation of Russian national musical
motives in the opera. In this publication, he
highlights the church bell imitation: “One of
the characteristics of the opera ‘A Life for the
Tsar’ are the bell sounds, which undoubtedly
stress the festive and grandiose impression
from the finale. <..> He [Glinka] is the first
composer who has made use of it [the bells
in the opera], and maybe he as the Russian
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was so easily attracted to do this, because
bell sounds have a far greater significance for
members of the Greek Catholic Church than
for representatives of other confessions™.

Aless detailed and, at the same time, more
critical point of view is manifested in the
article of another influential Riga newspaper,
the Neue Zeitung fiir Stadt und Land (1879,
March 2; the signature R. probably points to
Moritz Rudolph, a long-term music reviewer
of'this newspaper). The main objections to the
opera are in the storyline, which the reviewer
believes is lacking a dramatic tension: “The
sacrifice of the peasant Sussanin for the
newly elected Tsar, <..> the salvation of
the latter from the danger threatened by the
Poles, is depicted as smoothly as possible
and without any real intrigue. An incidentally
running amorous story is related to the main
dramatic plot only as far as Antonida is
Sussanin’s daughter. The opera could almost
start with the third act'®.” However, this
critic also praises the contribution of Glinka
as a composer: “‘A Life for the Tsar® is <...>
worth the interest of every non-national too.
Exceptionally characteristic and largely full
of unique beauty is also the music''.”

The Russian newspaper Rizhskiy Vestnik
pays little attention to the music of 4 Life
for the Tsar, possibly assuming that the
most intelligent members of the Russian
community of Riga already know this work
from their visits to St. Petersburg. More
attention 1s paid to the understanding of
Russianness by Baltic German artists, and
the review of the opera begins as follows:
“We were feeling curiosity and a kind of
distrust on the third day when we went to
the opera hall of the City Theater, where the
long-promised and eagerly awaited opera
‘A Life for the Tsar’ was staged'.”

Later in the article, the anonymous
reviewer from the Rizhskiy Vestnik generally
appreciates the staging, especially the
performance of Eduard Thiimmel in the role
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of Sussanin and Frida Bontemps as Vanya.
However, the Russian newspaper also notes
that the chorus was rather weak, and this
objection is significant, considering the
important position the choral numbers held
in Glinka’s opera. The Rizhskiy Vestnik also
criticizes the lack of Russian authenticity in
certain details of the staging: “<...> so, instead
of sarafans, all peasant women wore skirts
that looked a little like Swedish [national]
costumes <..>. We were particularly
surprised by the monks of the Ipatyevo
monastery, they were somehow dressed in
cassocks of the Franciscan Catholic Order”".

It should be added that the Rizhskiy
Vestnik kept sight on the production of
A Life for the Tsar also in the weeks following
the premiere, and expressed a concern that
the numbers of the audience on the second
and especially on the third evening were less
than at the first performance', which had
been sold out. Looking for ways to improve
attendance, the newspaper gives certain
suggestions to the German artists of the
City Theater. For example, the performers
of the famous trio Ne tomi, rodimyy (Grieve
not, beloved) received the following
recommendation: “Try to use a slower tempo,
to highlight Sabinin’s passion towards his
bride. <...> You will see that it will be fine.”

The comparative analysis of the views
on Russian music expressed both in the
German and Russian press of Riga leads to
following conclusions.

In the Russian metropolises, the national
romantic music flourished at least since the
1840s, e.g. from the culminating phase of
Glinka’s activity. In Riga this music was
represented poorly up to the 1870s, and it
proves that Cheshikhin’s sparkling irony
about the partiality of the Baltic Germans in
their cultural preferences was not unfounded.

At the same time, when such a significant
composition as Glinka’s 4 Life for the Tsar
was finally premiered in Riga, it turned
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out to be of great interest not only for the
Russian but also for the Baltic German
music critics. Among the cited reviews, the
articles written by Friedrich Pilzer could be
highlighted as being the most erudite and
even the most lucid. Some of the parallels
mentioned by Pilzer correlate well with the
contemporary views on the music by Glinka
— for example, the influence of Donizetti
is also noted by many musicologists who
have researched the biography of Glinka,
including Rutger M. Helmers [3, p. 23],
Richard Taruskin [7, p. 66], etc. Significant
is also the highlighting of the use of bell
sounds as a link to the Russian identity —
thus, Pilzer has revealed a symbol that
is important in later Russian music (by
Modest Musorgsky, Sergey Rachmaninoff,
etc.) too and is also frequently mentioned in
this regard by contemporary musicologists
[see, for example, 4, p. 361; 5, p. 8-9; etc.].

The views of the German and Russian
communities on certain events of music life,
were, obviously, frequently quite different —
the Russian reviewers had stricter demands
regarding the Russian authenticity of the
performance, and they did not hesitate to
criticize this aspect. However, the general

tone of the Rizhskiy Vestnik reviewing the
performance of the ‘Rigaer Stadttheater’ is far
from being negative —even if the objections are
expressed (for example, about the previously
mentioned trio Ne tomi, rodimyy), their goal is
to bring German artists closer to the desirable
understanding (from the viewpoint of the critic)
of this opera and thus to improve its reception.
It lets us conclude that, notwithstanding the
political disagreements between the German
and Russian communities of Riga, both sides
also tried to look for common values, and
music was a field not only of rivalry and
controversies but also of a search for mutual
understanding.

Inthefollowingdecades, Riga’smusiclife
was also significantly enriched by the works
of other Russian composers — Tchaikovsky,
the members of The Mighty Five, etc. Thus,
the thematic scope discussed in this article
is undoubtedly worth further study, which
could deepen the awareness not only of
the music history of this particular region,
but also that of all of Europe. Indirectly,
it also helps to understand contemporary
processes — the similarities and differences
in the views on various musical events in a
multicultural environment.

Gy NOTES oo

' The intensive migration of Latvian
peasants to Riga in the 19th century was
conditioned by the rapid industrialization and
the labor shortages in the city, as well as by the
much wider educational opportunities emerging
after the abolition of serfdom (in Curonia
1817, in Livonia 1819, in Vitebsk governorate,
including current Latgale, 1861).

2 Music criticism in the Latvian-language
press of this time was still in its wake, and the
first critics paid more attention to Latvian rather
to Baltic German or Russian music, therefore,
Latvian-language reviews are not discussed in
my article.
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3 Original: “Wer erinnert sich nicht der
naiv iiberschwenglichen Zeit, oder nicht hat
wenigstens von ihr gehort, als Franz Liszt in
unserer guten Stadt die Pferde ausgespannt
wurden und unsere Damen im Corridor des
Theaters Gasse bildeten, um den Liebling ihrer
Herzen aus néchster Nidhe sehen zu konnen.
Gegenwirtig weilt Anton Rubinstein, “der Stern
des Nordens” bei uns, und der Enthusiasmus,
natiirlich in unsere Zeit iibersetzt, ist kaum ein
geringerer; <...> der Name Rubinstein ist auf
Aller Zungen, seine zauberhafte Musik in Aller
Ohren.” See the article: Anton Rubinstein’s
Concert [Concert by Anton Rubinstein]. Zeitung
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fiir Stadt und Land [Newspaper for City and
Country]. 1869. October 11, p. 2.

* Original: “<..> so hatte der Componist
<...> zu der “Caprice russe” vielleicht eines
der undankbarsten, an sich iiberaus armen
slawischen Motive gewéhlt, dasselbe aber in
so meisterhafter Formenbehandlung variirt,
daf} “aus dem Holzapfel eine Ananas” wurde.”
See the article: Fr. P. [Friedrich Pilzer]. Anton
Rubinstein. Rigasche Zeitung [Newspaper of
Riga]. 1869. October 14, p. 1.

> Noch einmal die Russische Biihne im
Stadttheater [Once More About the Russian
Scene in the City Theater]. Rigasche Zeitung
[Newspaper of Riga]. 1875. May 10, p. 1.

¢ Tchaikovsky was still alive at this time,
but his music was hardly performed in Riga in
1870s.

7 Original: «Ecnu narelm He UMEOT enié
CBOCH JpaMaTHYecKOl IUTepaTypbl, TO MbI
MoxkeM cka3ath “Puwxkck. ['a3.” mo cekpery,
4TO CYyILECTBYET JOBOJBHO Ooraras pycckas
JIpaMaTUdecKas JTuTepaTypa U Iienas MIKoJa
PYCCKHX MY3BIKIBHBIX KOMIO3UTOPOB. Jlist
“Puxck. l'azeTsl” MOXeT ObITh He Oe3MHTE-
pecHo OyneT y3HaTh, 4YTO HEKTO [oroip Hamm-
caJ O4YeHb HEIYpHbIE KOMEIUH, HE YCTYIalo-
mue noxanyi paxe neecam bupx-Ildeiidep;
HeKTo [puboenoB TOXKE COUMHWI JOBOJIBHO
MHTEPECHYI0 Bellb “lope oT yma”, KOTOpYrO
HEKOTOpBIE CTaBIT JAake Bbiciie beHemukca.
<...> Uro kacaercsa [nunku, JlaproMmpiKCcKoro,
Ceposa u YaiikoBckoro, To XoTb OHU B Pure u
HE TOCTHUIIHU claBbl MapiHepoB u JIOpIUHTOB,
HO BCE-TaKH OHM KaK JIIOIU MOJIOJbIE (XOTS U
yMepIIHe) MmoaaT emeé HaASKIbl (Ha TO, YTO
UX CO BpeMeHeM mnoimyT u B Pure). CooOmuB
3TU MajieHbkue cBefeHus “‘Pukck. ['azere” mbl
3aMEeTHM, YTO €CJIH PyCCKOMY TeaTpy CYXkJIEHO
B Pure 3ansaTh nopobaroiiee eMy MecTo, TO OH
HE MOXET M HE JIOJIKECH JIePIKaThCsl HA MaJICHb-
KHX CIIEHaX CO CKyIHOIO0 oOcTaHOBKow. Cuia
PYCCKOTO TeaTpa — B CypOBOM MOI3HMH MPABIBI,
B €ro JpaMax U MPOHUKHYTHIX TOPEYbIO, HO
CBETJILIM IOMOPOM KOMENHUSX, B OOraThIX Me-
JOAMsIX ero HapoAHbIX omep». See the article:
E[vgraf] Cheshikhin. Eshche raz russkaya
stsena v gorodskom teatre [Once More About
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the Russian Scene in the City Theater]. Rizhskiy
Vestnik [ The Riga Herald]. 1875. May 16, p. 2.

8 Fr. P. [Friedrich Pilzer]. Glinka’s Oper
“Das Leben fiir den Zaren” [The Opera by
Glinka “A Life for the Tsar”]. Rigasche Zeitung
[Newspaper of Riga]. 1879. March 5, p. 1.

® Original:  “Eine der besonderen
Eigenthiimlichkeiten in der Oper “Das Leben
fiir den Zaren” ist das Glockengeldute, durch
welches die feierlich groBartige Wirkung des
Finale unstreitig sehr erhoht wird. <...> er
ist eben einfach der erste, der es angewendet
und konnte als Russe um so leichter dazu
gefiihrt werden, als das Glockenlduten bei
den Angehdrigen der griechisch-katholischen
Kirche eine weit hohere Bedeutung hat, als bei
denen anderer Confessionen.” See the article:
Fr. P. [Friedrich Pilzer]. Michael Iwanowitsch
Glinka. Rigasche Zeitung [Newspaper of Riga].
1879. March 8, p. 1.

10 Original: “Der Opfertod des Bauern
Sussanin fiir den neuerwéhtlten Zar, <...> die
Errettung des letzteren aus der ihn durch die
Polen bedrohenden Gefahr vollziehen sich mit
unbehinderter Glitte und ohne jene eigentliche
Verwickelung. Eine nebenbei laufende
Herzensgeschichte steht mit dem eigentlichen
dramatischen Gedanken nur insofern in
lockestem Zusammenhang, als Antonida
Sussanins Tochter ist. Die Oper kdnnte beinahe
gleich mit dem dritten Acte anfangen.” See the
article: R. [Moritz Rudolph?]. Oper [Opera]. Neue
Zeitung fiir Stadt und Land [New Newspaper for
City and Country].. 1879. March 2, p. 3.

' Original: “ “Das Leben fiir den Zar” verdient
<...> das Interesse auch jedes gebildeten Nicht-
Nationalen. AuBerordentlich charakteristisch
und fast durchweg von origineller Schonheit
ist auch die Musik.” See the article: R. [Moritz
Rudolph?]. Oper [Opera]. Neue Zeitung fiir
Stadt und Land [New Newspaper for City and
Country]. 1879. March 2, p. 3.

12 Original: «JIx000MBITCTBO ¥ POJ HEIOBE-
pHsL — BOT T€ YyBCTBa, O BIUSHHEM KOTOPBIX
MBI OTIIPABIISIMCH TPETHETO JHA B 3]y TOPOI-
CKOTO Tearpa, Ha CLIEHE KOTOpOro JaBajach B
9TOT Beuep JaBHO OOCLIaHHAs M C TAKUMH He-
TEpIEHUEM >KJaHHas BceMu orepa ‘“Kusup



MeXXAyHapoAHbIM oTaeA ® International Division

3a napsa”». See the article: Gorodskoy teatr
[The City Theater]. Rizhskiy Vestnik [The Riga
Herald]. 1879. March 2, p. 1.

3 Original: «<..> Tak, BCe KpPECTbSHKH
BMECTO capa(aHOB SBUIHNCH B I00OKaX, HECKOJIb-
KO HaITOMUHAIOIINX HIBEJICKUI Hapan. <...> bo-
Jiee BCero rnopasuiu Hac MoHaxu MnarbeBckoro
MOHACTBIPsI, KOTOpPBIE MOYEMY-TO MPEICTABIS-
JUCh B psAcax (PpaHIMKAHCKOTO KaTOJINYECKO-
ro opaeHa». See the article: Gorodskoy teatr
[The City Theater]. Rizhskiy Vestnik [The Riga
Herald]. 1879. March 2, p. 1-2.

2019,4

14 “Zhizn' za tsarya” na stsene rizhskogo
gorodskogo teatra [“Life for the Tsar” on the
scene of the Riga City Theater]. Rizhskiy Vestnik
[The Riga Herald]. 1879. March 8§, p. 2-3.

P «IlonpoOyiiTe HECKOIBKO 3aMEIUINTh
Temi, npunaiire CabuHuHy 6osee cTpacTHOro
yBIIeueHHsI K cBoeil HeBecte <...>. Bbl yBUIM-
Te TOTJa, 4TO BhIIeT Xopooy. See the article:
Primechaniya dlya g. Rutkhardta [Notes for Mr.
Ruthardt]. Rizhskiy Vestnik [The Riga Herald].
1879. March 10, p. 2. The conductor Julius
Ruthardt is referred to here.
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