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Chapter 8
Pauline Viardot-Garceia’s ‘Ne poj, krasavica,
pri mne’ and the Genre of Russian Romance'

Kadja Gronke

Viardot-Garcia: The International Perspective

Singing was but one of the many artistic talents of Michelle Ferdinande Pauline
Viardot-Garcia (1821-1910) and not the first of her musical activities that she
pursued. Despite coming from a well-known Spanish family of singers, she
initially received composition lessons with Anton Reicha and instruction on the
piano from Charles Meysenberg and, in the period from 1836 to 1838, from
Franz Liszt. Nor did her talent for drawing go unschooled. She experienced the
singing lessons given by her father, Manuel Garcia, from the perspective of the
sight-reading répétiteuse, and made her first public appearances as a pianist and
piano accompanist to members of her family. Only after the deaths of her father
and her sister, the celebrated mezzo-soprano Maria Malibran, did she receive
vocal training.

Although Pauline Viardot-Garcia swiftly developed to become one of the
leading female singers of the nineteenth century, her manifold cultural interests
extended far beyond music. Thanks to her origins ina family of travelling musicians,
she spoke Spanish, French, Italian, German, English and Russian fluently; she
also learned Latin and Greek. All this not only facilitated communication in the

| This is the first of two chapters translated into English by Victoria Viebahn (see also
Chapter 11). Russian texts are reproduced here in accordance with the ISO transliteration
system, whereby as a rule, the ‘hard sign’ at the end of the word that was usual in the
nineteenth century is omitted. Russian names are given as they appear in GMO. Owing to
Viardot’s multilingualism and the practice of having works published in several countries,
the song examined here was published under the title ‘Géorgienne’, as well as under the
poem’s incipit ‘Ne poj, krasavica ... ", and its German translation (Pauline Viardot-Garcia,
‘Ne poj, krasavica ... "/ ‘O sing, du Schone, sing mir nicht ... > in Desjat’ stichotvorenij
Puskina, Lermontova, Kol 'cova, Tjutceva i Feta poloZennyja na muzyku Polinoju Viardo
Garsia (St Petersburg and Moscow: A. Johansen, 1865), no. 7, pp. 25-8). No date of
composition is known: Christin Heitmann conjectures in her catalogue of works that the
song was written in Baden-Baden in 1863 or between 1863 and its date of publication, 1865
(Christin Heitmann, Pauline Viardot. S_vstemarisch-bibliographisches Werkverzeichnis
(VWYV), Hochschule fiir Musik und Theater Hamburg (2012-), online database http://wWww.
puuline-viardm.de/Werkverzeichnis.htm, accessed 17 March 2013).
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countries where she performed, but it also opened up for her the intellectual
political life of these destinations and facilitated a fertile exchange of ideas
performers, composers, painters and writers from the European and Slavic cultu
areas. She shared her intellectual interests with her husband, the French w
Louis Viardot (1800-83), who was 21 years her senior. For the sake of his
he gave up his position as director of the Théatre Italien in Paris, becoming
personal impresario, and while they undertook their concert tours together he we
back to his professional roots as a journalist and art historian.?
Viardot-Garcia experienced the manifold languages and cultures wi
which she moved with a distinctly open mind. It is clear that her keen inte
in the individuality of her host countries found its most intensive expression
her compositions. Here she showed herself receptive to the most diverse natio
musical styles, approaching them in an artistic manner, and blending them in
music that is her own. Hence, although she was no Spanish, French, Germ
or indeed Russian composer, she nevertheless offered musical contributions
Spanish, French, German and Russian music.’ How she succeeded in doing

2 Viardot’s specialisms as a writer coincided with his liking for the visual arts, f§
hunting and for Spain. Among his works are the Geschichte der Araber und Mauren I
Spanien (1850); he translated Don Quijote into French ‘and published numerous museu
guides, amongst others concerning those countries where he travelled with his wife!
(‘und publizierte zahlreiche Museumsfiihrer u. a. fiir jene Lénder, die er mit seiner Fra
bereiste’): Beatrix Borchard, ‘Pauline Viardot’, in Musikvermittlung und Genderforschung!
Lexikon und multimediale Présentationen, ed. Beatrix Borchard, Hochschule fiir Musik
und Theater Hamburg (2003-), 18 July 2012, http://mugi.hfmthamburg.de/A_lexartikel/
lexartikel.php?id=viar1821 (accessed 17 March 2013). He also possessed a large collection
of paintings (see Nicholas G. Zekulin, The Story of an Operetta: Le demier sorcier by
Pauline Viardot and Ivan Turgenev, Vortrige und Abhandlungen zur Slavistik, vol. 15
(Munich, 1989), p. 2 ff.). The couple had four children. The eldest daughter (Louise Pauline ,}
Marie, 1841-1918) was born in the first year of their marriage, but initially given into foster
care as the scheduled tour of Russia was crucial for Viardot-Garcia’s growing reputation,
Claudie (1852-1914), Marianne (1854-1913) and Paul Louis Joachim (1857-1941)
were born only once their mother’s career had become sufficiently firmly established ~
deliberately, it seems. The couple also took charge of bringing up Turgenev’s daughter
Pelagaja (Paulinette), who was born out of wedlock.

3 Significantly, she also addressed folk music: ‘Dabei nahm sie zunéchst vor allem
die spanischen Traditionen ihres Elternhauses auf. Sie sammelte aber auch bei ihrer
Freundin George Sand, auf deren Anwesen Nohant, gemeinsam mit Chopin Volkslieder
und -melodien der Berri und iibergab ihre Aufzeichnungen spiter dem Musikethnologen
Julien Tiersot, der einen Teil davon in seinem Buch “La Chanson populaire et les écrivains
romantiques” (1931) verdffentlichte” (‘In so doing, she first documented above all the
Spanish traditions of her family. But together with Chopin she also collected folk songs and
melodies of the Berri at Nohant, the estate of her friend George Sand, later passing on her
records to the musical ethnologist Julien Tiersot, who published a part of them in his book
La Chanson populaire et les écrivains romantiques ( 1931)’): Borchard, ‘Pauline Viardot’.
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Pauline Wﬁmbj, krasavica, pri-mne:

with the romance ‘Ne poj, krasavica, pri mne’,

ill be consi in this chapter, .
mp———— . Aleksandr Pushkin, serving as case-study.

her setting of a text by the Russian poet

Viardot-Garcia and the Russian Romance

1853 Pauline Viardot made guest appearances
as an opera and concert singer in St Petersburg and Moscow, pe;lfor}:nln%imlt}:
resounding success at the Imperial Theat.res and the salons of th;:vI : 11(%1 ;1(2} - lz/a
Out of respect for her host country, she incorporated wqus by Mikhai mes,
Aleksandr Dargomizhsky and Aleksey Vgrstovsky mtp hpr progrelllmt wa;
performing these in the original Russian. In this way she paid ‘trlbut.e to wha o
still then the fledgling national music in its central genre, the “‘Russian romance-,

as Verena Mogl observes:

In the years 1843, 1844, 1846 and

zu einem festen Bestandteil ~ ihres

wurden ;
urteilte dariiber: “Wir wissen nicht, wo und

Russische Romanzen
Konzertprogramms, und ein Kritiker
wie Frau Viardot gelernt hat auf Ru
auf welchem Wege unser russisches Gefii

i delich ist, den natio
wir geben zu, dass es unmoglic ; . v
vollstandiger, vollkommener Zu verstehen ... Den Gesang €ines tollkithnen

Postkutschers scheinen wir zu horen, wenn sie ‘(.]lécl.(chen’ vqn \{erstov;klj
singt, die Stimme einer russischen Zigeunerin erklmgt.m derp Lied ‘Herzc .en
Midchen’, und das alles ist nicht iibernommen, 1st keine sklavenartllfle
Nachahmung der fremden Art und Weise, sonderr.l wurde versta'nden, erfiihlt
und wiedergegeben auf eigene Art, jedoch in genau ]e_ner Spréche, mfie(; R:sstin
singen und die Frau Viardots musikalische Verstiandlichkeit tief ergriindet hat.

ssisch zu singen, unterlassen es zu raten,
hl in ihr Herz geschlichen ist, aber
nalen Charakter unserer Musik

‘o An anonymous critic enthused in 1840: ‘Pauline Garcia verbipdet den sctll\:nsl‘c.l:‘
Kontralt mit den Registern des hohen Soprans; die Stimme ist Vf)ll, (;gl::)xc.hrl:]flﬁl:g‘{ Sl, |L;::|lg
i i itteltonen und der Tiefe; daber hochst geld )
und glinzend, besonders In den Mi r : achy e
gcs‘chgmeidig und fiir lebhaften Ausdruck aller Leldenschaft.en wie gesch:;ﬂun .(‘ P;:u'l::;lu
tarei i i ith the registers of a high soprano; the voice I 5
Garcia combines the finest contralto wt . o
i i cially in the middle range and low register; @ sa
even, silvery pure and radiant, especia : A ¢ e
ime it i i i th and is as if created for the livelie press
time it is exceptionally agile and smoo ookl y
of all the passions’), AmZ, 42/4 (1840), col. 67. As regarfis techmq‘uc, wrmpg |n.‘ IX?T
julius Becker even went so far as to call Viardot-Garcia ‘die grofte (Jcsangs\/(l:uosln de
l(}cgenwan’ (‘the greatest contemporary vocal vimfoso’), NZfM, 19 (1843), pt: ;] ot
s ‘Russian romances became firmly established as a component of her ¢ :
hrogrammes, apropos of which a critic made the following assess~m.em‘: We do‘ ‘1.101 : :mw
I here and h(;w Frau Viardot learned to sing in Russian and let us refrain from gucssmg"r\, lung
W 5 . R ) e .
what paths our Russian sensitivities crept into her heart, but we admit that !t le nnpu\;,sl 1::
1 = O (™ » sc »
understand the national character of our music more compl.etely, glczrukp;ric‘ub y .\‘,.‘Mtwgky
: ingi i 1 coachman when she sings ‘Glockchen by VEISTOVSR)s
to hear the singing of a daredevil coac L SIBELCEESY o
the voice of a Russian gypsy is heard in the song ‘Herzchen Midchen’, and all this is not




























