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KOPOJIb BAPUTOHOB B MEJUIHUHCKOM XAJIATE: MATTHA

BATUCTHUHHA
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Puc. 1. Kopoaws bapumonoe — Mammua bammucmunu
Fig. 1. The King of Baritones — Mattia Battistini

Benukuii wuranesHckuii nesen Marttua battuctunu, Onuskuit npyr Bepaw,
OJiecTAIlEe MCHOJMHSABIIMNA BEIyIIHE MAapTHH B €ro OMNepax, MOKOPUIJ JYYIIUE CLIEHbI
MUpa ¥ 1O MpaBy 3aCiIyUJI TUTYJ KOpOJisi 0apUTOHOB.

Martua poausicsi B Pume B 1856 rogy B 3HaTHOW CEMbE M MOJIYUYHJI MPEKPACHOE
o0Opa3oBaHH€, OKOHYUB MEAUIMHCKUN (akynbTeT PuMmckoro yHusepcurera. B stom
bartucTuHM TPOAOKUII CeMEWHbIe TPaaulMU, TaK Kak U €ro JAel, U OTel ObLIn
JUYHBIMA BpayaMu puUMcKux nan. OJHAKo Kak MCTHHHBIA WTajbsHel, MaTtha c
JIETCTBA JIIOOWJI TIETh M YK€ B CTYJACHUECKUE TOJbl CEPbE3HO YBIEKCS BOKAJIOM,
MPOSIBUB HE3aypsAHbIE CIOCOOHOCTH.

HecmoTrpss Ha HEZOBOJIBCTBO pPOAMTENEH, II0 OKOHYAHUIO YHHMBEPCUTETA,
JUTUIOMUPOBAaHHBIA Bpad baTTHCTHHU, BCE K€ peIIM MOCBITUTH ce0sl MOJHOCTHIO
HCKYCCTBY M OTKa3aTbCsA OT MEIULIMHCKON KapbePBl.

K sToMy BpeMeHM OH ycCIel NPOWTH OTIWYHYI0 BOKaJIbHYIO IOArOTOBKY: Ha
IIEPBOM 3Talle, y OIbITHOTO neparora J. Tepumanu, 3aHuMaBLierocst ¢ Marrua, Kak ¢

TEHOPOM, 3aTeM y MadcTpo B. [lepcukunu, KOTOpbIN NiepeBen ero B OapuTOHBI.
160




[locnenHuM B ATOM CHHMCKE CTall BblAatouuiics nenaror — AHTOoHHO KoToHbH,
Cpeld  YYEHHKOB KOTOpOro B pa3zHoe Bpems Owbuin Jlxakomo Jlaypu-Bonbmu,
benbsiMuuo J[>)KUJIbU U IpyTHe MEBIBI MUPOBOTO YPOBHSI.

BbICOKOPa3BUTHIN MHTEJUIEKT 4YEJIOBEKAa C YHHUBEPCUTETCKUM MEIUIIMHCKUM
oOpa3oBaHMEeM, U TIOJy4Y€HHas MapaieNbHO (yHAAMEHTaldbHas BOKaJIbHAs
MOATOTOBKA, MO3BOJIMIN BaTTHCTHHM HACTOJBLKO MPEYCIETh B MaCTEPCTBE OEITLKAHTO
(KkpacuBOTO TIeHHU), 9YTO B Bo3pacTe 21 roga oH OBLI MPHHAT COIUCTOM B Pumckyto
KOPOJIEBCKYIO aKaJeMUYECKYIO (Pr1apMOHHUIO.

A yxe uepes rog barructuau 1e0I0TUPOBAN B pUMCKOM TeaTtpe « Ap/HDKEHTHHA» B

onepe Jonunertu «PaBopuTKay, IJie UCHOIHUI napTuio kopoist Ansdonca XI (puc.
2).

i

Puc. 2. M. bammucmunu 6 ponu koposas Aneghonca Xl
(onepa Jonuyemmu « Dasopumray)
Fig. 2. M. Battistini in the role of King Alfonso XI
(opera «La Favorite» by Donizetti)

Hano oTmeTuTh, 4YTO, HECMOTpPS Ha CBOE IMPOUMCXOXKJICHHE, OOpa3OBaHUE U
Pa3HOCTOPOHHUE ycrnexu, baTTUCTHHM HE CTpajxan «3BE3AHOW» OOJIE3HBIO U OYEHB
TpeboBaTeIbHO OTHOCWJCS K cebe. B »ToM acmekre ero ae0r0T ObLI BechMa
MOoKa3aTeNIbHBIM. [10 mMeroIuMcest TUTepaTypHBIM JaHHBIM MOJIOJIOTO TIEBIIA MMPUBEI K
nupmxkepy crektakns «®DaBoputkay madctpo Jlywmkn MaHUMHETH aHTpenpeHep

IIOCTAHOBKM CEHbOpP bOKKauuu, KOTOPOMY IpHIIa B TOJIOBY CMeEJas MBICIb
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nonpoOoBaTh B 3TOM POJIM 3HAKOMOTO €My M MOJIA0IIero OOJbIINe HajAeK bl MaTTia
bartuctunu.

WNnesa npuiuia He clly4ailHO, TaK KaK CE30H B TEaTPE HAYaJICs HE COBCEM YIAUHO.
HecmoTtpsa Ha yyacTue B ornepe M3BECTHBIX NEBLIOB — compaHo ['amiertu u TeHopa
Poccetn, my0mmka ocBHCTana CcHayajla OJHOTO OapHTOHA, YYacCTBOBABIIETO B
MIOCTAaHOBKE, 3aT€M JPYroro, 3aMEHHUBILIErO MEepBOro. B 1emom 3T0 mocTaBMiIO MOA
yIrpo3y cyap0y BCEro CHeKTakysl. Tak U poaniach NIl aHTPENpeHepa NPUrIacuTh
Ha rpoby Martua bartuctunm.

Ha cocTosiBIeMcs poCIylIMBaHUN AUPHUKEP MPEIJIONKUIT MOJIOIOMY IMEBIY CIETh
apurto u3 Il akra «A tanto amor», u 6ykBajabHO MPUIIET B BOCTOPT OT €r0 BOKAJIBHBIX
naHHbIX. OIHako Ma3CcTpo MaHYMHEIM JOJDKEH ObUl €lle TOCOBETOBATHCS CO
3HaMeHuTOou ["amnerTu, 6e3 0J00peHnss KOTOPO HE MOT B35Th Ha ce0sl pUCK BBOJA B
CIIEKTaKJIb HE U3BECTHOTO MIMPOKOUN MyOIUKE UCTIOTHUTES.

B npucyrctBuu nmpumagoHHbI MaTTHa HAaCTOJIBKO Pa3BOJHOBAJICS, YTO HUKAK HE
MOl HauyaTh IM€Thb. B KOHIE KOHILOB, MNOAAABIIMCH Ha YrOBOPHI JHUPHUKEPA,
bartuctuau nonpo6oBan BMecTe ¢ ["amieTTH MCMONHUTH AYST, U CAENal 3TO Tak
Onectdille, YTO 3HAMEHHUTas TMEBUIlAa C BOCTOPIOM COTJIacMjIach Ha COBMECTHOE
BBICTYIUJICHUE.

C Tex mop Hayajach yHUKJIbHAS MO JJIUTEIBHOCTH, YCTICITHOCTH U TBOPUECKOMY
OorarcTBy TmeBYeckas Kapbepa M. baructuau. B ero Oworpadum  Obuin
TpuyMQanabHble TaCTPOJIUM BO MHOTHX CTpaHax Mmupa, Bkiarodas HOxHyto AMepuky.
Opnako bartuctuHu otaaBan npeanourenue  Wcemanuu, ABcTtpuu, ['epmanum,
CxannunaBuu, AHriuu, beneruu, I'omnanaun u npyrum crpadam EBpomnsl. [loBcrogy
€ro CcomnpoBOXkaanu auupaMObl M 3BYYHBIE THUTYJbl, KOTOPHIMU Harpaxiaiu
bartuctuan kputuku: «KuBoe COBEpIIEHCTBO», «MascTpo BceX MajsCTpo
UTAJILIHCKOTO OeNbkaHTo», «Kopons 6apuToHOB» U T.1.

N »>T0 OBUIO BMOJIHE OMpPaBIAaHO, MOTOMY YTO HEMOBTOPUMBIA IO SIPKOCTH U
BBIPA3UTEIBHOCTH TOJIOC baTTHCTHHH 0000 BBIIETSIICS Cpenu OapUTOHOB TOTO
BpeMeHU. COXpaHUBIIHECS BOKAaJIbHbBIE 3allMCH, OTHOCAIIME K Hadyainy 20 Beka H
BeChbMa JaJ€Khe€ OT TEXHUYECKOrO COBEpIIEHCTBA, TEM HE MEHee, MepealoT
0JIarOpo/IHYI0 CUJTy, OJE€CK M OJIHOBPEMEHHO MSTKOCTh rojioca baTTUCTUHU, pOBHO
3BYYaIlleTO BO BCEX JIBYX OKTAaBaX, KOTOPOMY OBUIM IMOJIBJIACTHBI BCE HIOAHCHI — OT

MOIITHOI'O (bopTe JI0 He)KHEUIIETO TMaHUCCUMO.
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beutn, mpaBna OTAEHbHBIE KPUTHKH, KOTOPBIE CUMTANIM, YTO TOJOC NEBLA YACTO
3BYUYUT C TEHOPOBOM OKpackod. OHaxabl €My 3aJajid B JOBOJIBHO OECTaKTHOM
MaHepe Borpoc: «MadcTpo, ckakuTe, B KOHIIE KOHIIOB, Bbl OapuTOH UM TEHOP?».
Opnako meBell He pacTepsics W OTBeTWI: « — bartucTuHW», 4YeM NpHBEN
IIPUCYTCTBYIOIIMX B TMOJIHBIA BOCTOpr. J[a W B caMOM J€ne, MHOIO JIM Ha CBETE
NEBIIOB, KOTOpPbIE OJMCTANIM Ha CIIeHe 0e3 mepephiBa MATHACCAT JIeT? baTTUCTUHYU Ten
Ha CII€HaxX KPYMHEMUIIMX ONEPHBIX TEaTpOB MHpa BILIOTH 10 1925 roma. Korma emy
UCIIOJIHUJIOCh CEMBIECAT JIET, OH MPEUMYILIECTBEHHO CTal METh B KOHIIEPTAaxX, HO, C
TEM K€, HEU3MEHHBbIM ycrexoM. ['0jloc BeaMKOro mneBla ObUT Takke SPOK U
BBIPA3UTEJICH, B YEM MOTJIM YOEIUThCS BOCTOpXKEHHBIC ciymiatenu Bewsl, bepiuna,
Mironxena, Ctokronbma, Jlongona, byxapecra, [lapuxka u [paru.

[IpumeuarenbHO, 4TO baTTUCTHHM, BHECHIMK BBIJAIONIMKCS BKJIAJ B MHPOBOE
OMEpPHOE MCKYCCTBO, 0c000 Temio oTHocuics kK Poccuu, rae oH npomen 23 ce30Ha,
BILIIOTH A0 1917 roma. OH men HE TOJMBKO 3amaJHOEBPOINECHCKUN pernepryap, HO U
TpuyMQaiabHO BBICTYIIAT B ONIEpaxX PyCCKUX KOMIO3UTOPOB: Pycian B onepe «Pycnan
u Jlronmuinay M.U. T'nunku (puc. 3), EBrenuit Onerun u Enenkwuit B onepax I1.1.
YaiikoBckoro «EBrenuit Onerun» u «IlukoBas namay, JleMoH B OJJTHOMMEHHOU omnepe
A.I'. PyOunmreiina.

22k
Puc. 3. M. Fammucmunu 6 poau Pycnana
(onepa «Pycaan u Jloomunay M.U. I'nunxu)
Fig. 3. M. Battistini in the role of Ruslan
(opera "Ruslan and Lyudmila" by M.I. Glinka))
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Poccust otBeuana baTTuCTUHY B3aMMHOCTBIO, TZI€ €T0 BCEr/AA KAAJI TOPSYUH [TPUEM
U JTII0OOBB 3pUTEIICH.

3a CBOIO NIONTYIO U SIPKYIO TBOPYECKYIO KM3Hb MaTTma baTTHUCTMHU HMCHOJIHUI
JIECATKHU TJIABHBIX MTAPTUH MUPOBOIO pernepryapa B onepax B. Monapra, [x. Bepau,

I'. Jonuuertu, [x. Ilyyunnu,A. Toma, K. Maccue, JIxx. Poccunn, XK. buze (puc. 4)
v JIp.

Puc. 4. M. bammucmunu 6 poau Ickamuibo

(onepa K. Buze «Kapmeny)
Fig. 4. M. Battistini in the role of Escamillo
(opera «Carmeny by G. Bizet)

Ero mapTHepamu mo crieHe B TeueHHe MHOTHX JieT Oblin: Anenuna [lartu, Jluna
KaBanbepu, Antonno Koronwsu, ®panuecko Tamanbo, OHpuko Kapy3o m mHOTHE
JIPYTHUE 3BE3/bI OTMIEPHOUN CLICHBI IEPBON BEIIMUUHBI.

Oco0eHHO YAMBUTEIBHO, YTO KaK HUKTO JPYroil, T€pod HaIlEro ouyepka cyMes
COXpaHUTh Ha MPOTSHKECHUU TSATUACCATH JIET BETUKOJEITHYIO TIEBYECKYIO (hopMmy.

B cBoeii knure «Martua batuctuan» ®panyecko [lambmemxkanu MUIIET, 4To B
1922 ronmy, korna BEeTUMKUU MEBEll BIEPBbIE MOCIE ABAILUATUISTUICTHErO MEpEPhIBa
BBICTYIIUJI C KOHIIEpTOM B JIOHIOHE, OOJibllIasi 4acTh 3pUTeNcii Obljia yBEpeHa B TOM,
YTO «3TO ChIH TOTO OapuToHa barTucTuHM, KoTOphI nen B Jlongone B 1897 rony. 1

JJOHJOHIBI YIIOPHO OTKAa3bIBAJIMCb BCPHUTH, UTO B CCMBJACCAT JICT MOKHO BLBITIAACTD
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TaK MOJIOJI0 U UMETh TAaKOH CHUJIbHBIA TOJIOC, TAKyl0 TBEPAOCTb M BI0OABOK TaKylO
CBEXECTh U JIETKOCTbY.

Yro ke crnocoOCTBOBAIO YHUKAJIbHOMY TBOPUECKOMY JOJITOJETHIO bartuctuHu?
OTBeT OYEBUAECH — HE3aypsAOHBIA TalaHT IUIIOC BpadyeOHBIM 00pa3 MBIIUICHUS
BEJIMKOTO IeBua. M3 nurepaTypHbIX HMCTOYHMKOB HaM H3BECTHO, 4TO0 Marrtua
bartucTiHH, NPEKpacHO OPUEHTUPYSACh B aHATOMHM M (PU3MOJIOTHMU TEBYECKOIO
amnrapara, NPAaKTHUYECKHM €XKEAHEBHO BBIIOJIHI [JbIXATEIbHYI0 THMHACTHUKY, K
KOTOPBIM J00aBJISUINCh BOKAJIbHBIC YIIPaXKHEHUs BIOJIrojoca. KoHEeuHO ke, BaXKHYIO
POJIb Urpajl ONTUMAJIBHO NOJOOPaHHBIN PEXXUM TPYAa U OTIbIXa, CHOCOOCTBOBABILINI
Pa3BUTHUIO BBIHOCIMBOCTM OpraHW3Ma, a TaKKe IIpaBWIa TUIUEHBI, KOTOPHIM
HEYKOCHUTEJIBHO CJIEA0BAJI BEJIMKHUM IIEBELI.

Mpsl cuutaem, yto Oenblid XxanaT Kopois OapuToHOB MartTha baTTUCTHMHH, Kak
CHUMBOJI OJIarOpOACTBA U MYAPOCTU BpadyeOHOW CHEIUAIBHOCTH, B COBOKYIIHOCTHU C
(eHOMEHaNbHBIM TJYOOKO OCMBICICHHBIM TBOPYECTBOM, SBIIAETCS  JIYYIIUM

OJIMOCTBOPCHUCM INNIOAOTBOPHOI'O POACTBA MGIII/II_II/IHI)I )51 I/ICKYCCTBa.
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THE KING OF BARITONES IN A MEDICAL COAT: MATTIABATTISTINI

Fig. 1. The King of Baritones — Mattia Battistini

Puc. 1. Kopoaws bapumonoe — Mammua bammucmunu

The great Italian singer Mattia Battistini, a close friend of Verdi, who brilliantly
performed leading roles in his operas, conquered the best stages of the world and
rightfully earned the title of the king of baritones.

Mattia was born in Rome in 1856 to a noble family and received an excellent
education, graduating from the Faculty of Medicine at the University of Rome. In
this, Battistini continued the family tradition, as both his grandfather and father were
personal physicians to the popes. However, as a true Italian, Mattia loved to sing from
childhood, and already in his student years he became seriously interested in vocals,
demonstrating extraordinary abilities.

Despite his parents' discontent, after graduating from university, Battistini, a
qualified physician, nevertheless decided to devote himself entirely to art and abandon
his medical career. By this time, he had managed to undergo excellent vocal training:
at the first stage, with the experienced teacher E. Terziani, who taught Mattia as a
tenor, then with maestro V. Persichini, who transferred him to baritones.
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The last on this list was the outstanding teacher Antonio Cotogni, whose students at
various times included Giacomo Lauri-Volpi, Beniamino Gigli and other world-class
singers.

The highly developed intellect of a man with a university medical education, and
the fundamental vocal training he received in parallel, allowed Battistini to excel so
much in the mastery of Bel Canto (beautiful singing) that at the age of 21 he was
accepted as a soloist at the Royal Academic Philharmonic of Rome.

A year later, Battistini made his debut at the Teatro Argentina in Rome in
Donizetti’s opera La Favorite, where he performed the role of King Alfonso XI (Fig.
2).

Fig. 2. M. Battistini in the role of King Alfonso XI
(opera «La Favorite» by Donizetti)
Puc. 2. M. Fammucmunu 6 poau xopoas Anvgponca Xl

(onepa Jlonuyemmu « Pasopumray)

It should be noted that, despite his origins, education and diverse successes,
Battistini did not suffer from «star» disease and was very demanding of himself. In
this respect, his debut was very indicative. According to available literary data, the
young singer was brought to the conductor of the play «The Favorite» maestro Luigi
Mancinelli by the production's impresario, Signor Boccacci, who had the bold idea of
trying in this role Mattia Battistini, whom he knew and who showed great promise.
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The idea did not come by chance, as the season at the theater had not started very
successfully. Despite the participation of famous singers in the opera — soprano
Galletti and tenor Rossetti, the audience booed first one baritone who took part in the
production, then another who replaced the first. In general, this jeopardized the fate of
the entire performance. This is how the entrepreneur's idea was born: to invite Mattia
Battistini to try out.

At the audition, the conductor asked the young singer to sing the aria from Act I,
«A tanto amory, and was literally delighted with his vocal abilities. However, Maestro
Mancinelli still had to However, Maestro Mancinelli had to discuss with the Galletti,
without whose approval he could not take the risk of introducing a performer
unknown to the public into the performance with the Galletti.

In the presence of the Prima Donna, Mattia became so excited that he could not
begin to sing. Finally, succumbing to the conductor's persuasion, Battistini tried to
perform a duet with Galletti, and did it so brilliantly that the famous singer
enthusiastically agreed to perform together.

Since then, M. Battistini's singing career, unique in its duration, success and
creative richness, began. His biography included triumphant tours in many countries
of the world, including South America. However, Battistini preferred Spain, Austria,
Germany, Scandinavia, England, Belgium, Holland and other European countries.
Everywhere he was accompanied by dithyrambs and sonorous titles, which critics
awarded Battistini: «Living Perfection», «Maestro of all maestros of Italian Bel
Cantoy, «King of Baritones», etc.

And this was entirely justified. Battistini's uniqueness, in the brightness and
expressiveness of his voice, stood out among the baritones of that time. The surviving
vocal recordings, dating back to the beginning of the 20th century and very far from
technical perfection, nevertheless convey the noble power, brilliance and at the same
time the softness of Battistini's voice, which sounded evenly in all two octaves, and
which was capable of all nuances — from powerful forte to the most delicate
pianissimo.

There were, however, some critics who believed that the singer's voice often
sounded like a tenor. Once he was asked in a rather tactless manner: «Maestro, tell
me, in the end, are you a baritone or a tenor? ». However, the singer did not lose his
head and answered, «I am Battistini», which brought those present into complete
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delight.

And indeed, are there many singers in the world who have shone on stage without
interruption for fifty years? Battistini sang on the stages of the world's largest opera
houses until 1925. When he turned seventy, he began singing mainly in concerts, but
with the same unfailing success. The voice of the great singer was also bright and
expressive, as could be seen by the enthusiastic listeners in Vienna, Berlin, Munich,
Stockholm, London, Bucharest, Paris and Prague.

It is noteworthy that Battistini, who made an outstanding contribution to world
opera art, had a particularly warm attitude towards Russia, where he sang for 23
seasons, until 1917. He sang not only the Western European repertoire, but also
triumphantly performed in operas by Russian composers: Ruslan (Fig. 3) in the opera
Ruslan and Lyudmila by M.Il. Glinka, Eugene Onegin and Yeletsky in the operas
Eugene Onegin and The Queen of Spades by P.I. Tchaikovsky, the Demon in the
opera of the same name by A.G. Rubinstein.

Fig. 3. M. Battistini in the role of Ruslan
(opera «Ruslan and Lyudmilay by M.I. Glinka))
Puc. 3. M. bammucmunu 6 poau Pycraua

(onepa «Pycaan u Jlwoomunay M.U. ['nunxu)

Russia reciprocated Battistini's feelings, where he was always warmly welcomed and
loved by the audience. During his long and bright creative life, Mattia Battistini
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performed dozens of leading parts of the world repertoire in operas by W. Mozart, G.
Verdi, G. Donizetti, G. Puccini, A. Thomas, J. Massenet, G. Rossini, G. Bizet (Fig.
4), and others.

Fig. 4. M. Battistini in the role of Escamillo

(opera «Carmen» by G. Bizet)
Puc. 4. M. Fammucmunu 6 poau Ickamuibo

(onepa K. Buze «Kapmeny)

His stage partners for many years were: Adelina Patti, Lina Cavalieri, Antonio
Cotogni, Francesco Tamagno, Enrico Caruso and many other stars of the opera stage
of the first magnitude. It is especially surprising that, like no one else, the hero of our
essay managed to maintain a magnificent singing form for fifty years.

In his book Mattia Battistini, Francesco Palmegiani writes that in 1922, when the
great singer gave his first concert in London after a twenty-five-year break, most of
the audience was convinced that «he was the son of that baritone Battistini who sang
in London in 1897. And the Londoners stubbornly refused to believe that at seventy
years old one could look so young and have such a strong voice, such firmness and, in
addition, such freshness and lightnessy.

What contributed to Battistini's unique creative longevity? The answer is obvious -
extraordinary talent plus the medical way of thinking of the great singer. From literary
sources we know that Mattia Battistini, perfectly oriented in the anatomy and
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physiology of the vocal apparatus, performed breathing exercises almost daily, to
which vocal exercises in a half-voice were added. Of course, an important role was
played by an optimally selected work and rest regimen, which contributed to the
development of the body's endurance, as well as the rules of hygiene, which the great
singer strictly followed.

We believe that the white doctor’s coat of the king of baritones, Mattia Battistini,
as a symbol of the nobility and wisdom of the medical profession, together with his
phenomenal, deeply meaningful creativity, is the best embodiment of the fruitful
relationship between Medicine and Aurt.
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