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Vrops ®exoposira CTPABUHCKUN
(1882-1971)

CBAJIEBKA

Xopeozpagureckue cuenvl ¢ neHuem u My3biKoil
Ha pyccKue HApoOHble meKcmbt

Conp Muaga XYIOJIEN
Meno-comnp Onbra CABOBA
TeHop Anexcannp TUMYEHKO
Bac Anppeit CEPOB
Co710 Ha POPTENMHAHO. .......eevererenn Anexcanp MOTMIJIEBCKU
Csernana CMOJIVTHA

0ma SAMYKMHA

Makcum MOTMJTEBCKIN

CumonmdecKmit opkecTp 1 Xop MapiuHCKOro rearpa
MysbIKanbHBIii PyKOBORUTENb U AupinKep — Banepuit TEPTVIEB

TnaBubIit xopMericrep — Aupipeit IETPEHKO
OtsercrBennblit KoHepT™MericTep — Hatamsa TJOMCKAS

3amuch 6buta ocyijecTsiena 28 — 31 gexabps 2009 B Koniepraom
sae MapunHckoro tearpa, Cankr-Ilerep6ypr, Poccus

IIAPD SIUII
Onepa-opamopust 8 08yx deticmeusx no mpazeduu Cogoxna (1927)
JIu6perro Ha ppaniysckom ssbike XKana Kokro

o tpareguu Codokna «Llaps Daum»,
nepeBojl Ha IATUHCKMIL s3bIK ab6aTa YKana [Jauueny

Pacckasumk YKepap JIEITAPJIbE
Apun Cepreit CEMUIIKYP
Woxacra Exarepurna CEMEHYYK
Kpeonr. Esrennit HUKUTVH
Tupesmit Muxaiin IIETPEHKO
BecTHux Eprennit HUKUTUH
Iacryx Anexcaunp TUMYEHKO

Cumdonmdeckmit opkectp 1 xop Mapumuckoro teaTpa
MysbIKanbHBIiT pyKOBOAUTENb M AupInKep — Banepuit TEPTVIEB

I'masubit xopmeiicrep — Auppeit IETPEHKO
OrtsercrBennblit KoHepT™Mericrep — Hatamsa JOMCKAS
Konneprmeiicrep - Haramua MOPJTAIIIEBA

3amuch 6bima ocymectsiena 28 — 31 gekabps 2009 u
4 - 8 despans 2010 B KonriepTHoM 3ae MapumuHCKOTO TeaTpa,
Cankr-Ilerep6ypr, Poccus

Igor Fyodorovich STRAVINSKY
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CBAJIEBKA
Yacrs Ileppas

Kapruia 1-1. KOCA

Kaptuna 2-1. Y JKEHVXA

Kapruna 3-a. ITIPOBOJIbI HEBECTDI

Yacrs Bropas
Kapruna 4-1. KPACHBIV CTOJT

IAPh SIUIL
IIponor u [TeiictBue nepsoe

“3puremn! Ceitdac BBI yC/bIIATe
«Ilapst Spuma» Ha IATUHCKOM S3bIKe. ..”

“Kpeonr, mypus Opmma...”

- “Opurt yMoIAeT popuIaTeNs OTKPBITh VICTHHY. ..

IleiicTBue BTOpoe

“Criop Mexry IapCTBEHHBIMI MY>KaMH. ..~

“HakoHel [OSIB/ISIETCS CBUJETENb youiicTBa. ..”

OG6ugee epemst 36yuanus

“A Teriepb Bbl YC/IBILINTE BOIHYIOLMIT MOHOJIOL. ...

p32
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p60
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9:27
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73:49

MARIINSKY

LES NOCES
PartI
Scene 1: The Bride’s Chamber p22 4177
Scene 2: At the Bridegroom’s p25  5°08”
Scene 3: The Bride’s Departure p30 2’457
Part IT
Scene 4: The Wedding Feast p32 912"
OEDIPUS REX
Prologue and Act I
“Spectateurs, vous allez entendre une version p40  7°43”
latine d’Edipe-Roi...”
“Voici Créon, beau-frére d’Edipe...” p42 730”7
- “(Edipe interroge la fontaine de vérité...” p46 9277
ActII
“La dispute des princes attire Jocaste...” p50 12’18”
“Le témoin du meurtre sort de 'ombre...” p56  7°52”
“Et maintenant, vous allez entendre...” p60 7’377
Total duration 73497

READING THE RUSSIAN LIBRETTO...

Alphabet English equivalent Examples Russian is an almost completely phonetic language,
so in order to follow the Russian libretto in this

A,a A as in “part” booklet it should be sufficient to grasp the phonetic

B,6 B as in “banana” value of each letter in the Cyrillic alphabet as

B, B v as in “very” indicated to the left, and to heed a few basic rules

Lr G hard, as in “good” about Russian pronunciation.

on D as in “dart”

E, e Ye as in “yet” The values given above follow standard British

(E, &) (Yo) (as in “yo-yo”) pronunciation except where indicated. Each letter

XK, x Zh as in “seizure” in a Russian word is clearly pronounced, and there

3,3 Z as in “z00” are no diphthongs except in vowel pairs with the

u,n Ee as in “heed” letter it.

1, it I as in “Thai” or “koi”

K, x K as in “kite” ‘The soft sign and the rarer hard sign have no

In L as in “love” independent phonetic value, but merely slightly

M, m M as in “mop” alter the pronunciation of preceding consonants.

Hu N as in “normal” The vowels e, &, 10, and = also soften (palatalise)

0,0 o as in “home” preceding consonants, except for s, 1, m, and my.

IL, P as in “poem”

Pp R rolled, between an English “r” and “d” Each Russian word has one stressed syllable. All

C,c S as in “snake” other syllables are equal. Syllable stress has no effect

T, T T as in “tone” on the phonetic value of letters, with the exception

Yy Oo as in “shoot” of the letter o, which when unstressed is pronounced

[ON) F as in “fun” as an a. Thus, the word monoxo (“milk”) is

X.x “Kh” aspirated, as in “loch” pronounced ma-la-ko.

I, o Ts as in “cuts”

Y94 Ch as in “check” The only other significant exception to phonetic

10T, m Sh as in “should” pronunciation in Russian is the letter r in the

10T, Shch as in “fresh cheese” masculine genitive singular ending (-ero or -oro),

B hard sign makes consonant in front harder when it becomes a “V” sound, e.g. xoro, meaning

BL, 51 Ui as in French “puis” “of whom”, is pronounced ka-vo.

b soft sign softens the preceding consonant

9,93 E as in “epic”

10, 10 Yu as in “yule”

A, a Ya as in “yacht”
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TUITHO3 «CBAOJEBKI»

JIeounp lakkens

3ampbicen. Vicropusa. Eciu BOCIIONb30BaThCsA M3BECTHOI ITYLIKMHCKOI
MBICTIBIO 00 OJTHOM BEJIMKOM JINTE€PATyPHOM IPON3BEACHNN, MOXKHO
CKasaTb, YTO CaM 3aMbICe/l «CBa}Z[€6KM» CTPaBI/IHCKOrO €CTb IVIOJ
VICTUHHOTO I'e€HNA. M}Ie}l XOPOBOﬁ TapTUTYPhI HA TEMY pYCCKOﬁ
KPeCTbAHCKOI CBa/ibOBI cospena y Virops ®efoposuya B Hayaje
1912 ropma. B 1914-1921 ropax, npe6msaa B MaJIeHbKMX IrOpofiax
HeitrpanbHoi IIBeitijapin, KOMIO3UTOP POGOBAI PasHble BAPUAHTBI
MHCTPYMEHTA/IbHOTO (1)0(-(&1 «CBaJIC6I(]/D), IIPM TOM, 4YTO €€ BOKa/IbHasA
CTOpOHa OCTaBanach HEM3MeHHOI. HDCHE]Z[HM]Z BapMaHT OKa3aica
MCTUHHO T€HMAIbHBIM: Y€ThIpe qJOPTel'II/IaHO T JECATH yIapHbIX
MHCTPYMEHTOB; 3TO 03HAYAJIO, YTO JKMBDIE YeJIOBEYECKMe IO/I0ca
COMPOBOXK/AKTCA OFHOPOJHBIM MHCTPYMEHTaIbHBIM aHCaMb/ieM,
3By9aLMM 1104TH abcTpaKTHO. Herbsst 1 mpeicTaButh cebe KOHTpacTa
6onee OCTPOro U COAEPIKATETbHOTO, Y€M 3TOT. HE.'I[apOM «CBa}:(eGKa»,
CTaBy CTPaBI/[HCKOl'O BEHI[OM TaK Ha3bIBA€MOT'O «BTOPOTO PYCCKOTO
nepuopia» (KaMepHble COYMHEHNA Ha HAPOJIHOM MaTepuaie Ioce
paHHMX 6ajIeToB), MPUBJIEKaNa K cebe MHTePeC eBPOIEiCKOro
KOMITO3UTOPCKOTO COO0IIIeCTBa B TeueHue fecsaunernit; Meccuan,
Opd, ITpokodbeB B pasHbIX NAPTUTYPAX BOCIIONb3OBAIICH ee
MHCTPYMEHTA/IPHBIM PEIIEHNEM.

CosepieHHO meMAImMM 06pasom BocnpuHsan «Cpaie6Kky»
PYCCKMIT KYIbTYPHBI MUD, YK€ OTOPBAaHHbI OT PopmHb! K

Hayany 1920-X rofioB: /711 HEro 3Ta MAPTUTYPa CTaa IMOCIEAHUM
B3JIETOM CBDGO}Z[HOI'O 1 NOAIMHHO HAIMOHAIPHOTO MCKYCCTBA.
«Korpa 51 Biepsble ceirpan “Cage6ky” Jlarunesy..., — BCIOMUHAET
CTpaBUHCKMIT, — OH TUIAKaJI M CKa3aJl, 4TO 3TO CaMoe MpeKpacHoe u
YUCTO pyccKoe cospanme... O mo6un “Cpajiebky” 6ombire mo6oit
JpYyToit U3 MOMX Beleit. BoT moyemy st HOCBATII ee eMy».

JKanp. Kommosumus. 3pech Bce GecripenjenenTHO. CaM aBTOp
onpepem xxaHp «CBafieOKI» Kak «pyccKiie Xopeorpaduyeckie CLieHsl
C TIeHMEM ¥ MY3BIKOJi», HO ee Jallje HashIBAKT «XOpeorpaduyeckoit
KaHTaTOi1», Mes B BUJIY TPY COCTAB/IAIOLIMX aHCAMO/IEBOTO 3BYYaHMA:
TeHNe COMCTOB, TIeHNe XOPa, MHCTPYMEHTA/IbHYIO UTPY, @ TAKKe
Xopeorpaduueckuit 37eMeHT B BUJIe CTUIN30BAHHBIX [IBVDKEHIIT
NEBL{OB U TAHLIOPOB.

Dopma «Ceajie6Km» CTOMD Xe HeoObIYHa, a, BMECTe C TeM, I

OHA YKOPeHeHa B HAPOJIHOI TPaJiNIIMM: IIOBTOPbI MaTepuaa
npeo6/IaaioT, OfiHA YaCTh MOJAETCA KaK Perpusa JPyroii 4acTi,
ecTb 11 0611jast aCMMMeTPUS: IIEPBYIO YACTh KAHTATbI COCTAB/IAIOT
TpPM HeGOIbIIIIE KAPTHMHbI, BTOPYIO YaCTh — IPOTSDKEHHBII PUHAL.

CTPaBMHCKVH;[ TI0OKa3a/l OCHOBHbBIE 31IM30/Ibl KPECTHAHCKOTO
cBajie6HOT0 06psA/Ia, IPUYEM HeYeTHbIE KAPTHHBI CIIE/Iasl TI0
TIPEUMYIECTBY «KEHCKMMM», YeTHbIE — «MY>KCKMMM». [lepByio
KapTUHY aBTOpP Ha3Baax «Koca»: ato Dépﬂ]l pacnneTanuA BOIoc
Y HeBecCThI; XopoBas ncanmonus «Hecy, moyecy Hacracouny
KOCy» CTaHOBUTCA Peq)PeHOM, a tema «He KJIN4b, HE KIINYb,
ne6eTylKa» IOXKUTCA B OCHOBY CBOOOJTHOTO BapUaIIOHHOTO
LMK/Ia. 3aMeyaTe/IbHbl APKMUii BBIKPUK Xopa «Pait, pait» kak
KyIbMuHALMsA GOPMBI, 1 coto TeHopa «IIpeuncras MaTepb» —
C HUM B «CBaJI[EﬁKE» MOABNAETCA MY)KCKO€ Ha49amo.

Crnenyer xaptuna «Y scenuxa». 3nech Tema «[Ipedncras matepb»
BBICTYITAET KaK 3aK/IMHaHME CBATDIX; UX IPUTJIAIIAIOT Ha Oﬁpﬂ}l.
CUIbHBIN SMOLMOHATIBHBII TTOJIbEM CO3[[AETCA B IUIACOBOI KOHIIOBKE,
MYy3BIKa IyJUT, KaK 6071b1110i1 KO/IoKO/I. KoHTpacTHa Tperbs, camas
KOpOTKasi KapTuHa «I1posodul Hesecrmbi». D10 npogomketue «Kocow»,
TIOBTOPAIOTCA ¥ Pa3BUBAIOTCA €€ TEMBI, M BCE 3aBEPILIAETCA
MaTEPUHCKUM ITPUIETOM, Oﬁpaﬂ.[eHHblM K Hesecre: «PO]Z[MMOe
MOe IUTATKO, He TIOKMHD MEHsI, TOPEMBIYHYIO...

Haunnaercs ¢punansHas kaptuna «Kpacuuiii cmon». OHa umeet
CIOKHYIO KPYTOBYIO (pOPMY C MHTEPMEAMAMI ¥ IOBTOPaMI;
AVHaAMW3M MY3bIKI JIEJTAE€TCA MOYTU APOCTHBIM, COBEPIIAETCS
puTyan «o60rpeBaHus IOCTeN» — U Ha opore 6padHOi HOUM
JefiCTBO 3aMUpPaeT MOJ| THXMil TIePe3BOH POsIEt M yIapHBIX.

CTpaBMHCKMIT IOCTABIU/I 3AMETHbIE KOMIIO3MUIIVIOHHBIE BEXH, I MBI
VX 37ieCh HasBa/mu: 6e3 9TOro TPYAHO OPUEHTUPOBATHCSA BHYTPH
MY3BIKa/TbHOTO POU3BENIeHN, OpPMa KOTOPOTO HEBEPOATHO

1je/IbHa ¥ KOTOPOe B CBOEM MaTepuaIbHOM (3BYKOBOM) eIMHCTBE
CPaBHUMO C ABJIEHNEM IIPUPOLBI. Ecmn ):[OéaEV[Th, 4TO apxanqecxm?{
C/IOBECHBII TEKCT «CBa,ue6KM» HE IOMOTraeT Jaxke n PYCCKO]Z
HYG"MKQ pasnuyaTh OTTEHKU COAEPIKAHMSA, TO OCTAETCA BHOBb

¥ BHOBDb M3YMJIATBCSA CTUXMITHOMN CHJIE U, KAK C/IE/ICTBIUE, OYTH
usnyeckomy BospeiicTBII0 «CBafie6Ku» Ha IIOOBIX CITyIIaTesNeit,
BK/II04asA CaMbIX YTOHYEHHDbIX MHTE/IEKTyan0B.

CrnoBa. My3bIKanbHbIil MaTepnan. CTPaBIMHCKMIT COCTABU/ TEKCT
«CBajie6Km» Ha OCHOBE K/IaCCUYeCKol pOMbKIOPHOI aHTOIOTUI
I1.B. KupeeBckoro, HO OH 06palijazcs ¢ MaTepueli pOJHOTO A3bIKa
¢ TOI1 cBOGOJ[0i1, KOTOPasi GbI/Ia TIOACTATD ONBITAM COBPEMEHHOI
MMpPOBOII uTeparyphl (cam Virops PeopoBuy BIOCIEACTBUM
ykasbiBaz Ha J[XKoiica). BMecTo CBA3HOI peun CIbIaTcs 0OPBIBKI
PasroBOpa M/ OT/Ie/TbHbIE BBIPAKEHN, TTyTalolle JajeKue OT
3HAKOMBbIX A3bIKOBBIX HOPM: «Bac/aBure, 0Te4b ¢ MaTephi0, CBABO
1ajy...». B Mysbike BOKa/IbHBIX TAPTUii BCE 3TO U3/IATAETCA TIPU
TIOCPEICTBE KOPOTKUX, B OCHOBHOM TPEX3BY4HbIX, I10II€BOK,
BapUMPYeMBIX B Pa3HBIX PUTMaXx I 1afiaX, B KOHCOHAHTHBIX U —
yalle — AMCCOHAHTHBIX codeTaHmsaX. ConmbHbIe rooca TeMbpanbHO
OYeHb APKIe, HO OHV He IMEIOT CKXKETHBIX POJIeli, a JNIIb
OTOXIECTBJIAKTCA C TEM W/IM MHBIM IIEPCOHAXKEM B MOMEHT €ro
nosiBnieHns. To sxe M XOp: OH aKTUBU3UPYET MY3bIKY, HO HE IMeeT
ApaMaTyprudeckux GpyHKIMIL, eC/IM He CYUTATD TAKOBOI (QYHKI[MIO
CTOPOHHEro Hab/IIfATeNs — 10 06Pa3Ily AHTUYHBIX TPATe/Mil.

B utore «Cpajie6ka» OlIymaeTcs KaK yrpyras sByKoBas Macca,
TIOYTH HEBVOKHAA U «ApOXKallas IMO/THOTOK», €C/I BCIIOMHUTH
3aMeuvaTeNbHOE BbIPAKEHME ITPABOCTABHOTO CBAIIEHHMKA OTIA
ITaBna ®nopenckoro. ATo Kak pacTeHye: OHO POXKIACTCA U3
€AMHOTO 3€pHA M JKMBET, II0KA IIPOO/DKAETCA POCT.

Bpema. Purm. VIHCTpymMeHTOBKa. B orpoMHOM, Heoc/mabesaromem
KOHTpAcTe IPe6bIBAIOT 3/1€Ch MOKILE FO7I0CA M MHCTPYMEHTa/TbHOE
COIPOBOXK/IEHNE, ¥ 3TO KOHTPACT XXMBOTO M MEXaHMYECKOTO,
M3MEHYNBOTO I MEPHOTro. VIHCTpyMeHTBI GyATO OTCTYKMBAIOT BpeMst
65]TMX, He 3aBUCALLETO HU OT bell IMYHOI BOMNL. PaSYMEETCﬂ, putm
U METp Oénﬂ]:(ﬂ]OT cBOeIt M3MEHYMBOCTBIO, HO JIEJIO B TOM, YTO IJIABHBIE
MHCTPYMeHTb! «CBaJIeGKM» — 3TO POs/IN, @ POsi/Ib 06/IaIaeT yIapHoi
TIPUPOJION U, CTIEMIOBATENbHO, YOap eCTh 3BYKOBas OCHOBA MAPTUTYPBI
Crpasunckoro. Mory ckasarb, 4To B «CBajie6Ke» pogunoch
coBpeMeHHOe (POPTEINAHO C ero yapaMyt i 3BOHAMI, IPUYEM U TO,
M IPYTO€ BEMKOIETIHO OTBEYAET PYCCKOMY HAIIMOHAZIBHOMY YYBCTBY
3ByKa. Paxrypa «CBasie6Ku» Besfie PO3PAYHa, XOTS ITABEHCTBYIOT
AKKOP/Ibl OJTHOBPEMEHHO B YE€ThIpEX (bOPTeﬂMaHHle napTusax.
JInHeapHOTO MIChMa MaJIo, a TaM, IJie OHO €CTh, My3bIKa JIeTaeTCst
3noBelLeli, n6o B HaleM HApPOJHOM ITPEJaHMM ITYCTOTA TPeBEIaeT
éele (HE}Z[apOM TAKO€ MMMUCbMO IOABJIACTCA B TpETbEi{ KapTHUHE B
MOMEHT pacCTaBaHUA C HCBECTOIZ).

Tunnos «Ceane6xm». Ee 6eccmeprme. JTio60e Xy0KeCTBEHHOE
TBOPEHME YHUKA/IbHO, HO YHUKA/IbHOCTD «CBajieOKi» NposAB/IsAeT cebs
B KaXK/JIOM TaKTe, B KaXK/JOM 3BYKe, 4TO, BCe-TaKi, HeOOBIKHOBEHHO
[laXKe B PANY YHUKATbHBIX TBOPEHMUI U B PAY COUMHEHMIT CaMOTo
CTPBBI/[HCKO[‘O. BI[ECB yrioMmHanachb 6930CT8HOB0'—IHB}I Urpa MONeBOK,
a9To BOMCTMHY Marnm4eckKoe CoYeTaHyne — MEPHOTO JBVOKEHUA 1
HenpephIBHBIX U3MEHEHMIT. [UITHOTU3MPYeT KOHTPACT H#1UB020 1
MeXaHU1ecK020; MOXKET ObITh, B HeM KOPEHNTCS BakHeitias duyocoduist
«CBajie6Ki»: ObITUITHOE BpeMs 6e3y4acTHO K IMYHOMY BPEMEHM
4e/I0BEKa. HOPaSMTeTIeH eume n TaKoM (beHOMEH, KakK co4yeTaHue
YYBCTBEHHO HAIIPAKEHHOTO MEHUA 1 KpMCTa}IHM‘]eCKOﬁ YUCTOTBL
MHCTPYMQHTaﬂbe!X 3By‘{aH!/H7l C MIX TIOYTH MppaliMOHaTbHBIMI
Tem6pamu (poprennano). Vi, HakoHel, COKPYIIAIONIA Ta SPOTHYECKAs
9Heprus, KOTOPOI1 HAIlOJIHEHa i KOTOPYIo ucToyaeT «CBasie6Kar.
Ho 1 B cokpoBeHHbIe IyGuHbI XXU3HY yBOAUT Hac CTPaBUHCKMI,
HAIIOMUHAs O «Tpareguu crianbHu» (J1. TocToit), 0 MOXOPOHHOM
OTTEHKE PYCCKOﬁ CBa}Z[bébI cee PMTyanaMVI yXopia 1 npolaHus.
Tlocrte BCeX IMKOBaHMIT HABCTPEUY IPAAYLIEMY IIPOJIO/DKEHNIO POJA
caMolt TIPOH3UTENbHOI My3bIKOiT «CBafie6KM» 0CTaeTcst BhICOKMIA,
JIETKuii 3BOH ee 3aK/II0YMTeNbHbIX TakToB. O6ps cTan cysp6oit,

n HPOH_lZ\TIbHaX '-[epTa nmo3ajgun.

TIomHO MM HAMEKOM, HO 3TO OLIYI[AETCA BCEMHM, KTO C/TyIIaeT
«Crajie6Ky». CO3HATEbHO MM GECCO3HATENbHO, HO MUPOBAs
AYANTOPUS COITIAIIACTCS C TeM, YTO KOMIIO3UTOP, HAIMCABLINIL
«CBajie6Ky», «BbIPA3III ... CAMYIO ITTyOMHHYIO, CAMYIO HEYIOBUMYIO
cymHoCTb pycckoro Hapopa» (IT. CyBumHckmit). Mbl IIbITaeMcst

MpUOIU3UTHCA K Heil. JI/Is1 9TOT0, He 3a/jaBasti HUKAKIX BOIIPOCOB,
TIepEeXXMBAEM MY3BIKY «Csaneﬁku» BHOBb 1 BHOBb.

VIEAJIBHBIV CTUJID «IAPS SIVAIIA»

Jleonup lakkenb

CTpaBUMHCKMIT B COPOK IATH /1eT. Halur BemKkuit KOMIosuTop
Mofio1IesN K cepeinue Ku3Hu. VimenHo B 1920-e roipl ero HacTUr
KPUSJNC, TUIMYHBII 151 XYO)KHMKOB B 9TOM BO3PAcTe: CMEHMU/IACh
MOTHBMPOBKA TBOPYECTBA, MHBIMIU CTajIM XAHPOBBIE 1 CTH/IEBbIE
TIpefTouTeHNA. Bee 3T0 MPOMCXOANIO Ha POHE TAXKEIOTO CTATYCHOTO
KPU3ICA, EPEXMBABIIEr0Cs PYCCKO Ky/bTypHOI aMurparmeit. Bor
cnosa CrpasuHckoro: «...IToreps Poccun u ee sA3bika, ClT0OBECHOTO
M MY3bIKa/IbHOTO, BO3/Ie/iCTBOBa/Ia Ha BCe 06CTOATENbCTBA. .. MOEI. ..
SKM3HY, 9TO OYeHDb 3aTPY/IHAIO BO3BPaIljeHNe K HOPMaTbHOMY
COCTOAHMIO. JINIIb TTOC/IE ACATU/IETHYX IIOUCKOB. .. 5 HAIIIel

myTs K “Ilapio Opumy” 1 CuMboHMM TICanmMoBy.

Omnepa-oparopust «Ilapp Opum» Gbita 3aBepurexa B [Tapivke 11 mas
1927 ropa noce mecTHaALATH MecsieB paboTel. OHa MOsABUIACH
BHYTPM TOTO IIePUOJa, KOTOPbIit y CTPaBMHCKOr0-KOMIIO3UTOPA
TIPUHATO Ha3bIBATb HEOK/IACCUUECKUM VT KDTOPI:!]Z BCELIETIO ONPENENIANCA
HaCTPOEHNAMU TOFJZ[aLHHe!Z EBPOnb!, A UMEHHO: JX€JITaHMEM «II0CTaBUTH
BCe Ha MeCTO» ITOC/Ie KaTaKIM3MOB MIPOBOI BOITHBI, BHOBD
NPUOBIIMTCA K LIEHHOCTAM KIAaCCUYeCKOI Ky/IBTYPbI, 0GHAPY >KMBIIIeit
HEBEPOATHYIO XM3HECTOMKOCTD. B 1maHe 1M4HOro TBOpYeCcTBa
CrpaBUHCKuiT Hallen B ce6e CHUIIBL YIITH OT «PYCCKOTO TIePIOfa»

U ero 1IeIeBpoB (TaKux, kak «CBajie6ka») 1 HAYaTh COUMHATD II0
MHTEpHAMOHA/IbHBIM MOJIENIAM eBPOl’[eﬁCKOﬁ MY3bIKI.

Hosoe cnoso. Ho npousseenns CTpaBUHCKOTO He TepPAIn
CBEXXECTH, OHM OTKPbIBAIN ocobbie IyTH /1A KOMIIO3UTOPOB-
COBPEMEHHMKOB M IaXKe, €C/IN YTOTHO, croco6CcTBOBaIN HOBOII
MY3bIKa/IbHOIt Mofie. HauHy ¢ TOTO, 4TO C/TOBECHBIN TEKCT «IAmIar,
HaIVCAaHHBII ﬂO-(bpaHl.[ySCKM JKanom KOKTO, MOETCA B TATUHCKOM
nepeBojie. CTpaBMHCKMIT PU/IaBa 9TOMY pelliaioliiee 3HaueHMe:
6marofaps 06esM4YeHHOIl, OYTH a6CTPAKTHOI IATBIHY, OH MOT
JyMaThb O 3BYKOBOI1, a He O CMBICTIOBOIT cTopoHe peun. K Tomy e,
JIATBIHb HE JTOITYCKaeT HUKaKOI OHEPHO]Z TIaTeTUKHN, & 3TO BAXKHO,
TIOCKO/TBKY CTPBBMHCKM]?I XOTeJl nepecKasaTh MMCl)OHO[‘quCKMﬁ
cioxeT Cook/ia B BOSMOKHO 6O/IbIEM OT/ATIEHUN OT
KOMIIO3MTOPOB-POMaHTUKOB Hanofo6ue Bepyu u Barnepa.

910 Tem 3aMeyaTe/ibHee, YTO BEPLINHHbDIE EBPDHeﬁ[CKME OIepbI
cepenmHbI 1920-X rofioB, Hanpumep, «OTHEHHBIIT aHTe/»
TIpokodnera u «Borek» Bepra (mpu Bceit aBaHrapJIHOCTH €ro
CTUJISA) BO3BPAIIA/IICH K TPAUIMAM POMAHTHYECKOTO TeaTpa, I,
3HaunT, CTPaBMHCKMUII 11T HAIlepeKOP He TOIBKO COGCTBEHHOMY
KOMIIO3MTOPCKOMY MPOIIZIOMY, HO U OTIEPHOI COBPEMEHHOCTH.
Jo6asmo, uto B «Llape Spuie» BOCCO3RAETCA CMELIAHHBII KAHD
OIIEPBI-OPATOPUN U, BMECTE C TEM, 3/I€Ch I[APUT HeOObIKHOBEHHBI
KOMHO3MI.|MOHHI>H7[ TIOPAOK (He}:[aPOM MY3bIKOBE/IbI IMUIIYT O
reoMeTPUYECKOil KOHCTPYKIIMM 1 O «TIePeKPeCTKe» KaK ITIABHOII
CIOKeTHOI BenmunHe «aumna»). Tak Mor Tonbko CTpaBUHCKMI:
BO3BpalllaACh B MICTOPUYECKOE IIPOIIOE, UATI BIIEpE], YB/IeKad 3a
co6oit COBPEMEHHMKOB; OH MOT TOBOPUTH HOBOE CTOBO B MMPOBOM
KOMITO3MTOPCKOM TBOPYECTBE, BOCIIPOM3BOIA ONIEPHYIO0 MOJIENb
6apokko. VI B aToM cmbiciie Vropb ®eoposud GbIT COBEPIIEHHO
TpaB, yTBepK/as: «Moe MCKYcCTBO HUKOT/IA He BO3BPAIIAETCA».

3ByKOBOIT 06pas. 3BykoBoIi 06pa3 — 5T0 TO, G/1arofaps 4emy Bbl
Y3HaeTe My3bIKa/lbHOE TIPOV3BeJIeHMe, ellle He YCTIeB BCTYNIaThCA B
Hero. 3ByKOBOI o6pa3s «Ilaps Opuma» CYpOBDIit U TATMAPHBII; B
OCHOBHOM OH CO3JJaeTCSl TIeHMEM MY)KCKOTO Xopa Ha (hOHe JIyXOBBIX 1
YHapHbIX MHCTPYMEHTOB. BecbMa POCTOI Meonyeckuii MaTepyuan
«CU/TBHO 3BYYMT», KaK TOBOPU/IN KOT/IA-TO O Mysbike [eHpens u
BerxoBena. Putmsl xopa B «JiIIe» 4aCTO TPEXAONbHEIE (1, SHATNT,
TeKy4Me), HO TeMHble MUHOPHbIE TOHA/TbHOCTY HEM3MEHHO
OTSDKENAIOT APTUTYPY XOPOBbIX HoMepos. He yBepeH, uTo
HaIpsDKEHME MY3BIKI BO3POCTIO 6bl, €C7i 6bI MBI IOHMMATTI KXKJI0€
C710BO TeKCTa. Brarogaps naTbiiy «O[uIn» BHIUIPA B CUJIe 3BYKOBBIX
aKI[EHTOB, He 3aBUCAIINX OT C/IOB, XOTA X0op y CTpaBMHCKOTO
YeTKO IPOM3HOCUT KII0YeBOe CI0BO «trivium» (mepexpecTox

TPeX JOPOT, Ha KOTOPOM IHII COBEPIINT OTLEYOUIICTBO).
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MHOr0 UTpaloT y/lapHbIe, MeJJHbIE TyXOBble; KOHEUHO, «DIIUI»
3BYYMT MATYE [0 CPABHEHNIO C TIPEJIUIECTBYIONIEN BEMKOM
mapTutypoit CrpaBuHckoro («CBajie6Koii»), HO MMEHHO ero
3BYKOBasi 06PasHOCTb MOTy4nIa mpofomKenne B CuMboHmun
IICaZIMOB Ha JIATUHCKUIT TeKcT (1930) — 13 ee OpKeCTpa MCKII0YeHbI
TIeBy4dVie MHCTPYMEHTBI: CKPUIIK, a/TBThI U K/TAPHETBI.

«BepmHasa popmar. IT0 3aMeyaTeIbHOE BEIPAXKEHNE POCCUIICKOrO
¢dumonora o3HayaeT TaKoe TBOPYECTBO, B KOTOPOM Pajiit Iy XOBHOII
L{e/IM JJAeTCst JIUIIb CAMOe HeOOXOMMOe, CaMOe HAIJIAJHOE I IPOCTOE.
Dopma «Iapsa Iaumna» COOTBETCTBYeT CKasaHHOMY. B Heil coBcem
HEMHOTO TIO/IM(OHNI: TPe06/TaTaeT TAKOHNIHOE TOMODOHHOE
ncbMO. [APMOHNA CTPOTO TOHA/IbHA, PUTM MEPHBbIIf — BpeMeHaMu
OH HAIIOMMHAET O pacKauMBaHUM MasATHMKA. Kommosuims
COUMHEHNS /TaNUJIapHa: [IBa aKTa PACIIONOKeHbl Ha CIXKETHOI 0K
«IIpecTyIIeHNe 1 HaKasaHue» (OHA TPAJUIMOHHA /IS TPareun,
0Co6eHHO PYCCKOIt), 4eTKO pacdepueHa ¢abyma (ceMb CLeH-[yITOB)
M BBICBEYEHBI K/TIOYEBBIE MOMEHTHI B BUJle GOMBIINX COMbHBIX
HOMepoB (apuit Spua u VokacTsr). Pasymeercs, oueHb BaxkHa
dyHKIMA YTelfa, pasbACHAILIErO X0 AeCTBUA — IIPUTOM He Ha
JIATBIHM, @ HA OJfHOM M3 )KUBBIX €BPOIIEICKIX A3BIKOB (110 BHIGOPY).

B «Ilape Opuiie» HeMa/Io MEIOFIIECKOTO MaTePHaIa, BIIOHE
JIOCTYITHOTO ITy6/IMKe U JIayKe OTYACTY 3HAKOMOTO eif, 160
CTpaBMHCKMIT OTHION[b HE MACKMPYET CBA3EN C KITaCCUYeCKUM
HacnepueM. V Bce paBHO — «6eiHas popmar» TOpKeCTBYeT.
KoMrosuTop mposis/isieT HeBepOATHYIO BBIIEPIKKY (€r0 CII0BO), CIIefys
[paBM/IaM U 3aIPeTaM, OCTaBIeHHbIM UM ISt camMoro cebs. Bot
Kak Virops PeopOBUY OLieHUBAET Pe3y/IbTAT: «... 5] mpuien K
HanbONbIIEMy YIIPOIIEHNIO CBOETO CTUJISA U JIOBEN €ro 10 HanbobIeit
6/IM30CTY C TeM MJea/IbHBIM CTUJIEM, KOTOPbIi uMeeTcsl y [IHKM B
“YKusuu sa raps”». [1o-BUMMOMY, My3bIKa/IbHBII HI€a/IN3M C
CaMOro Hayasia GbiI 1Ie/IbIO HAILIETO MACTepa B €r0 Ollepe-0paTopui.

Ceropusa. CTpaBUHCKIUIT OXOTHO U 9acTO roBopui o cBoeM «Ifape
Opurie» U OJIHO U3 €ro BHICKa3bIBaHMIT 06pamieHo GyaATo 6bI IPAMO
K HaM: «fI 3Ha0, YTO IO HBIHEIIHUM IIPOTPECCUBHO-9BOMOLMOHHBIM
CTaHJapTaM Mysbika “Ofuia” OljeHUBAETCsA Hy/eBBIM 6ajioM, HO
JyMaro, 4TO, HeCMOTPS Ha 9TO, OHA CMOXKET IPOJIEP>KATBC ellle
HEKOTOpOe BpeMsi». BrlcKasbiBaHMe BeCbMa MPOHIYECKOE, I BCE JKe
He06XOMMO TIO/ITBEPANTD, YTO C TeX MOP, KaK OHO OBIIO C/ie/IaHo,
«OnUI» NPOOEPIKACS OKOJIO TOoTyBeKa. Ero ACHOCTD, CTPOITHOCTD
M YMCTOTA OKA3a/IMCh MOJIMHHOI My3bIKaIbHOI aHecTesuert

JUISA CBOEI STIOXM, 11 B TOM K€ 3HAYEHNUN OH BBICTYIIAET [/I
CErofHALIHEr0 MUpPa, HUYYTh He MeHee TpeBOXKHOTo. «I{apb Sxumm»
NO-TIPeXXHEMY CTOMT B PsiJly BBICOKVX L{eHHOCTeN! Hallleil Ky/IbTypbl
W, 9TO Y/IMBUTEbHEE, MBI 9TO IIO-IIPEXKHEMY TyBCTBYEM.

U.®. CTPABMHCKIN

Jleonup lakkenn

Virops ®egoposuy CrpaBuHCKMil pogucs 17 uions 1882 roga

B Opannenbayme (npuropogsie Caukr-Ilerep6ypra) B cembe
BBIJJAOIIETOCS OTIEPHOTO MEBIA. YUIICA Ha IOPUINIECKOM
dakynbrere Cankr-IleTepbyprckoro yHnsepcurera (Kypca He
oKOHuMI), B 1903-1905 rogjax 6pan yacTHbIe yPOKY KOMIIO3UIIMI
y H.A. Pumckoro-Kopcakosa.

HePBL!M 3aMETHBIM COYMHEHNEM CTPaBMHCKOTO CTaja OpKeCTpoBas
danrasus «Peitepepk» (1908). B 1910 roxy 6611 cospan Ganer
«Kap-nruia», nocranoska koroporo B ITapmke rpynnoit C.IT.
JlAruneBa npyuHecIa KOMIIO3UTOPY MEXAYHAPOIHYIO U3BECTHOCTD.
B tBOpuecTBe CTPaBMHCKOTO HAYa/ICs TaK HA3bIBAEMBIIT PyCCKULl
nepuod, IpocnasneHHslit 6anerom «IleTpyuka» (1911) 1 ocobeHHO
6anerom «BecHa csmenHas» (1913), CHITPaBIINM 3TIOXa/TBHYI0
POJIb B UCTOPUM XOPEOrpadhuIeckoro MCKycCTBa i B UCTOPUI
cumdonnyeckoit Mysbiki XX Beka.

C 1914 ropma Vrops PefopoBid IIOCTOSHHO IPOXKMBAET HA

3amage (B 1934 rogy oH mpuHMMaeT GPaHITy3CcKOe TPAKAAHCTBO, B
1945-m - rpaxkancTso CIITA). B miepBoe aMUTpaHTCKOe eCATHTIeTIE
MM CO3IAIOTCA TaKMe MApTUTYPBbI, Kak «VIcTopus conpata» mis
yTela U MHCTPyMeHTambHoro ancam6s (1918), npuyymmso
OTpasMBIIAA PeabHOCTb MUHYBLIEH MUPOBOIT BOIHBI, 1
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xopeorpaduyeckas kauTara «Csajebka» (1923), mpoHnkimas
B COKPOBEHHBIE J[YILIEBHbIE I/TyOUHBI PYCCKOro BONMbKIOpa.

C 1924-r0 110 1953-ii rof B KOMIIO3MTOPCKO¥ SKM3HI
CTPaBIHCKOTO IPOLO/DKACTCS HEOKNACCUHECK L nepuod,
OCHOBHBIM VMITY/TbCOM KOTOPOTO SABUIOCH JKe/TaHIe YIIPOINTD
MepapXUIo eBPOTENCKMX YXOBHbIX IIeHHOCTEIA, TOJJOPBAaHHYIO
MUPOBOIT BOITHOI. BaskHeNIIMI JOCTIMKEHUAMM STOTO NIePUOsia
6b1m KoHujept 1 oprenmano u yXoBbIX MHCTPYMeHTOB (1924),
onepa-oparopust «Laps Spumn» (110 Codoxkiy, 1927), 6aner
«Anomnon Mycarer» (1928), CuMdoHus 11canmMoB st xopa

u opkecTpa (1930). VIHTeHCHBHAS TBOpYeCKas TepepaboTka
K/TaCCUYECKOTO HAC/Ie/Is, NPOTA KYIbTYPHOTO TOPU3OHTA I
HOBM3HA CPEJICTB MICbMa 06eCIed I STUM COYMHEHUAM OCTPBIi
MHTEPeC COBPEMEHHMKOB ¥ HEYBA/[AEMYIO CTTaBY B Oy/ryIem.

B 1939 ropy CrpaBunckuit nepeesxaet B CIIIA (B 1940 rogy on
>keHuTcs Ha B.A. e Bocce - mocrte cmepTu cBoeit iepsoit xenbl E.I
Hocenko). ITpofiyKTBHOCTb KOMIIO3UTOPA C TOJJAMM YMEHBIIIAeTCA, 1
BCE Ke OH CO3/[aeT TaKue 3aMevaTe/bHble COUMHeHNs, Kak Cumponms
in C (1939), mosBonuBLIas eMy EPEKUTD OYEHD TSKE/bI MOMEHT
miraHoit 6uorpadun, 1 CumoHus B Tpex aBwKeHmsx (1942-1945) -
OHa 0KA3/1aCh eIUHCTBEHHBIM, HO BIEUAT/LIONINM OTK/INKOM Vrops
Denoposyya Ha co6bITHA BTopoit MupoBoit BoitHbL. Beeobmee
BHMMaHVe IpuB/ieKa onepa CrpaBuHCcKoro «IToxoxX/ieHie oBech»
(o MoTuBam rpasiop Y. Xorapra, 1948-1951), saBepuimpiuas
HeGOIbIIYIO, HO L{EHHEIIYIO CEePHIO IO OIePHbIX IPOU3BEEeHMIL.
TlosgHumit IepUO TBOPUECTBA CBA3AH C MHTEPECOM MacTepa K
ABaHTAP/HBIM KOMIIO3MTOPCKIM TEXHOMOTUAM, B YACTHOCTH, K
cepuanusmy. Viropp ®elopoBud muIeT MysbiKy Ha 6ubneiickue
TekcTbl («Canticum sacrumy fist CONMCTOB, XOpa M OpKecTpa, 1956,
«Threni» st TOro 5ke cocTasa, 1958, «ABpaam u Vicaak» s Gaputona
M KaMePHOro OPKecTpa, 1963) — ¥ epexoiuT K IPOLATbHBIM
COUMHEHNAM, BK/TIOYas BOKATbHO-MHCTPYMEHTAIbHbIE STt
Ha CMepTb Ipy3eii u Kojier. TBopueckye CUTbI He OCTAB/IAI0T
KOMIIO3UTOPA JI0 86-TIETHETO BO3PACTA; TIOC/IEJHIM €ro COUMHEHIEM
(He cuMTas BOKA/MbHOI MUHUATIOPDI) ObI/IN «3ayIOKOITHbIE
necHonenns» (Requiem Canticles) i conucros, xopa u

OpKecTpa Ha KAHOHMYECKMIT TaTUHCKMIT TeKCT (1966).

CrpaBuHCKUit CKOHUancs 6 anpens 1971 rona B Hoo-VMopke;
COITIACHO ero BOJIe TIOXOPOHeH Ha Knaa6ume Can-Mukene B
Benenuu. Ha MormibHoOI nmmte — iBa cnosa: «Igor Stravinsky».
Bect Mup 3HaeT 9T0 MM ¥ HUKOI[A He 3a0yjieT ero.

THE HYPNOTIC QUALITY OF LES NOCES
Leonid Gakkel

Concept. Story. To paraphrase Pushkin it could be said that the
concept behind Stravinsky’s Les Noces is a product of true genius.
The idea of a choral score on the theme of a Russian peasant wedding
blossomed in Stravinsky’s mind at the start of 1912. From 1914-1921,
while staying in small towns in neutral Switzerland, the composer
tried out various possibilities for an instrumental background in
Les Noces, while leaving its vocal part unchanged. The final version
was truly ingenious: four pianos and ten percussion instruments,
meaning that living human voices would be accompanied by a
homogeneous instrumental ensemble, creating an almost abstract
sound. A sharper, pithier contrast than this could not be imagined.
It is no wonder that Les Noces, the crowning glory of Stravinsky’s
so-called “second Russian period” (chamber compositions based on
folk material written after his early ballets), attracted the interest of
the European composer community for decades. Messiaen, Orff
and Prokofiev made use of his instrumental solution in various scores.

Les Noces struck a chord in the hearts of the Russian cultural world,
already torn from its motherland by the beginning of the 1920s:
for these Russians, this score was the final ascent of free and truly
national art. “When I first played Les Noces to Diaghilev... he
wept and said it was the most beautiful and the most purely Russian
creation of our Ballet... I think he did love Les Noces more than
any other work of mine. That is why it is dedicated to him.”

Genre. Composition. Everything here is without precedent. The
author defined the genre of Les Noces as “Russian choreographic scenes
with singing and music”, but it is more often named a “dance cantata’,
meaning there are three ensemble elements: the soloists, the chorus
and the instrumental playing, along with a choreographic element
expressed in the stylised movements of the singers and dancers.

‘While the form of Les Noces is so unusual, at the same time it is
rooted in folk tradition. Repetitions of the material predominate,
one part is played as the reprise of another part, there is a general
asymmetry: the first part of the cantata comprises three small
scenes, the extended finale forms the second part.

Stravinsky showed the principle episodes in a peasant wedding
ceremony, making the odd-numbered scenes mostly female, and
the even scenes male. The author named the first scene “The Braid”:
it is the ceremonial braiding of the bride’s hair; the choral psalmody
“T comb her tresses, her fair golden tresses, Nastasia’s bright hair”
becomes the refrain, and the theme “Weep not, O dear one, weep
not” forms the basis of a loose varying cycle. A magnificent effect is
created by the chorus’ striking call of “Heaven’, as the climax of the
piece, and by the solo of the tenor “Holy Mother”, which introduces
the male aspect in Les Noces.

This is followed by the scene “At the Bridegroom’s”. Here, the
theme “Holy Mother” acts as an invocation to the saints; they are
being invited to the ceremony. The dance finale creates a powerful
emotional uplift, the music booming like a huge bell. The third, and
shortest, scene, “The Bride’s Departure”, stands out in contrast. It is
a continuation of “The Braid”, repeating and developing its themes,
and everything ends in the mother’s lamentation addressed to the
bride: “My own, my child, dear child of mine. Ah, do not leave me”.

The final scene commences: “The Wedding Feast.” It has a complex
circular form with interludes and repetitions: the dynamism of the
music becomes almost furious; the ritual of the “bed warming” is
performed - and as the wedding night approaches, the action dies
away to the gentle chiming of grand pianos and percussion.

Stravinsky placed conspicuous compositional markers throughout,
and we have cited them here: without them, it would be difficult to
find one’s way through the musical work, whose form is extraordinarily
whole and which in the auditory unity of the material is comparable
to natural phenomena. If we add that the archaic text of Les Noces
does not help even a Russian audience to pick out the nuances of the
content, then all we can do is marvel over and again at the elemental
power and, consequentially, the almost physical effect of Les Noces
on its listeners, even on the most sophisticated of intellectuals.

Words. Musical material. Stravinsky compiled the text Les Noces
on the basis of Pyotr Kireyevsky’s classical folklore anthology, but
he treated the material in his native language with a freedom akin
to that found in contemporary world literature (Stravinsky himself
later mentioned Joyce). Instead of intelligible speech, fragments

of conversation or disconnected expressions eerily removed from
familiar linguistic norms are heard. In the music of the voice parts,
all this is conveyed by means of brief, principally triadic melodic
idioms, fluctuating between different rhythms and modes, in consonant
and - more often - dissonant combinations. The solo voices are
particularly bright in timbre, but they have no narrative roles, rather
they are merely identified with one or another of the characters at
the moment of their appearance. It is the same with the chorus: it
activates the music, but has no dramatic function save the function
of a detached onlooker, in the mould of the ancient tragedies.

As aresult, Les Noces feels like an elastic sound mass, almost motionless
and “shivering every which way”, to recall the wonderful expression
of the Russian Orthodox priest Father Pavel Florensky. It is like a

plant: born from a single seed, it lives as long as it continues to grow.

Time. Rhythm. Orchestration. Singing voices and instrumental
accompaniment dwell in a vast, relentless contrast, the contrast between
the living and the mechanical, the mutating and the measured. The
instruments seem to tap out the time of existence, which is independent
of any individual will. Of course, the rhythm and metre possess a
changeability of their own, but the fact remains that the most important
instruments in Les Noces are the pianos, and as the piano possesses a

percussive nature, hence percussion is the musical basis of Stravinsky’s
score. In Les Noces was born the modern piano, with its knocking and
chiming effects; moreover, both perfectly reflect the Russian national
feeling for sound. The texture of Les Noces is transparent throughout,
although chords sounding simultaneously in the four piano parts
predominate. There is scant linear writing, and wherever it does occur,
the music becomes sinister, for in the Russian folkloric tradition,
emptiness forebodes calamity (it is no accident that such writing
appears in the third scene at the moment of parting from the bride).

‘The hypnotic quality of Les Noces. Its immortality. All works of
art are unique, but the uniqueness of Les Noces is manifest in every
bar, in every sound; this work is unusual even among the ranks of
unique artworks and of Stravinsky’s compositions. Mention has
already been made of the ceaseless play of melodic idioms, and this
is truly a magic combination — measured movement and ceaseless
change. The contrast of the living and the mechanical hypnotises;
perhaps, rooted in this contrast is the key philosophy of Les Noces:
that existential time is indifferent to the personal time of human
beings. What is also striking is the combination of sensually tense
singing and the crystal purity of the instrumental sound with the
almost irrational timbres of the pianos. Then finally comes the
crashing erotic energy with which Les Noces is filled and which it
exudes. Yet Stravinsky also draws us into the innermost depths of life,
reminding us of the “tragedy of the bedroom” (Leo Tolstoy), of the
funereal flavour of the Russian wedding, with its rituals of parting
and farewell. After all the jubilation at the approach of the future
continuation of the family, the most penetrating music in Les Noces
remains the high-pitched, gentle chiming of the final bars. The
ceremony has become destiny, the valedictory point is left behind.

This is felt either fully or notionally by everyone who listens to

Les Noces. Consciously or unconsciously, the world’s audiences
agree that the composer who wrote Les Noces “has captured ... the
deepest, most elusive essence of the Russian people” (P. Suvchinsky).
We try to draw closer to this essence. To do so, without getting mired
in questions, we experience the music of Les Noces over and again.

THE IDEAL STYLE OF OEDIPUS REX

Leonid Gakkel

Stravinsky at forty-five. The great composer had reached mid-life.
In the 1920s he was struck by a crisis typical for artists of his age: his
creative motivation had changed, his preferred genre and style were
no longer the same. All this occurred against the backdrop of the grave
crisis in his status resulting from his cultural emigration. In Stravinsky’s
words, ... The loss of Russia and its language, verbal and musical,
affected every facet ... of my ... life, which made it exceedingly hard
to return to a normal state. Only after ten years of searching ...

did I find my way to Oedipus Rex and the Symphony of Psalms”.

He completed the opera-oratorio Oedipus Rex in Paris on 11 May 1927,
after sixteen months of work. It emerged during the period commonly
referred to as the composer’s neoclassical phase, which was shaped
entirely by the mood prevailing at the time in Europe, namely the
desire “to put everything right” after the devastation of the war, to
rediscover the values of classical culture which had demonstrated
such remarkable resilience. In his own personal creativity, Stravinsky
found the inner strength to leave behind his Russian period with

its masterpieces such as Les Noces and to start composing in
accordance with the international models of European music.

A new word. Yet Stravinsky’s work did not lose its freshness, rather
it opened up new avenues for his contemporary composers, even,
one might say, encouraging a new trend in music. To begin with, the
verbal text of Oedipus, written in French by Jean Cocteau, is sung
in Latin translation. Stravinsky attached enormous importance

to this: thanks to the impersonal, almost abstract Latin, he could
concentrate on the sound itself, rather than the semantic aspect

of the spoken words. Moreover, Latin allows for no element of
pathos, and this was an important point, for Stravinsky wished to
retell Sophocles’s mythological story in a manner as far removed
as possible from romantic composers like Verdi and Wagner.

MARIINSKY

It is all the more remarkable given that the finest European operas of
the mid-1920s such as Prokofiev’s The Fiery Angel and Berg’s Wozzeck
(despite all its stylistic innovation) were returning to the tradition of
romantic drama, meaning Stravinsky was defying not only his own
past work, but also contemporary opera. In addition the hybrid genre
of opera-oratorio was reborn in Oedipus Rex and, moreover, an unusual
compositional order reigns in the work (it is no accident that
musicologists write of the geometrical structure and the intersection as
the chief narrative value in Oedipus). Only Stravinsky was capable
of it: in returning to the past, he was moving forward, and bringing
his contemporaries along with him. He could offer a new word in the
world of compositional creativity, reproducing the baroque opera model.
In this sense, Stravinsky was absolutely right when he stated: “My
art never turns back.”

The sound picture. The sound picture is what enables us to recognise
a piece of music before we have had a chance to listen to it properly.
The sound picture of Oedipus Rex is austere and lapidarys it is primarily
evoked by the singing of the male chorus against the sound of the
wind and percussion instruments. The exceptionally simple melodic
material “sounds powerful’, as once could be said of the music of
Handel and Beethoven. The rhythms of the chorus in Oedipus are
often in triple time (and hence flowing), but the sombre minor
tonalities steadily weigh down the choral score. It is not certain that
the tension of the music would increase were we to understand every
word of the text. Owing to the Latin, Oedipus is a success on the
strength of the sound accents, independent of the words, although
Stravinsky’s chorus distinctly pronounces the key word “trivium” (the
intersection of three roads where Oedipus has committed patricide).

Much use is made of the percussion and brass instruments; of
course, Oedipus has a gentler sound when compared with Stravinsky’s
preceding major score (Les Noces), but its sound imagery found
continuation in the Symphony of Psalms to a Latin text (1930) —
melodious instruments, such as violins, violas and clarinets, are
missing from its orchestra.

“Poverty of form”. This wonderful expression, introduced by a Russian
philologist, denotes art in which for the sake of a spiritual goal only
the most essential, the most vivid and simple is given. The form of
Oedipus Rex fits this description. It contains little polyphony: laconic,
homophonous writing prevails. The harmony is strictly tonal, the
rhythm is measured - at times reminiscent of a swinging pendulum.
The composition of the work is lapidary: two acts take place along a
narrative axis of “crime and punishment” (which is traditional for
tragedy, especially Russian tragedy); the plot is clearly delineated (there
are seven duet scenes) and the key moments in the form of the big
solo numbers (the arias of Oedipus and Jocasta) stand out. Of course,
the reader explaining the course of the story - not in Latin, but a living
European language of choice — has a particularly important function.

In Oedipus Rex, a large part of the melodic material is reasonably
accessible to the public, and even somewhat familiar to it, for Stravinsky
makes no attempt to conceal the link with classical heritage. Yet,
nevertheless, “poverty of form” prevails. The composer shows
remarkable forbearing (as he said) in conforming to the rules and
restrictions he chose to set himself. This is how Stravinsky assesses
the result: “... T have arrived at the greatest simplification of my style
and brought it into the greatest proximity with that ideal style found
in Glinka’s A Life for the Tsar”. So it would seem that, right from the
outset, in this opera-oratorio, musical idealism was Stravinsky’s aim.

Today. Stravinsky spoke gladly and often about Oedipus Rex, and
one of his statements might have been made especially for today’s
audiences: “T know that the Oedipus music is valued at about zero
by present progressive-evolutionary standards, but I think it may
last awhile in spite of that”. An ironic statement indeed, and yet,
since Stravinsky spoke those words, Oedipus has lasted for around
half a century. Its clarity, harmony and simplicity seemed like a
genuine musical anaesthetic for its era, and it functions in the same
sense in today’s world, which is no less troubled. Oedipus Rex still
ranks among the high values of our culture and, what is yet more
astonishing, we still feel the same way about it.
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IGOR STRAVINSKY
Leonid Gakkel

Igor Fyodorovich Stravinsky was born on 17 June 1882, in
Oranienbaum, near St Petersburg, into the family of an eminent
opera singer. He read law at St Petersburg University but did not
graduate. From 1903 to 1905 he took private tuition in composition
with Nikolai Rimsky-Korsakov.

Stravinsky’s first notable composition was his orchestral fantasy
Fireworks (1908). In 1910 he composed The Firebird, premiered as
a ballet by Sergei Diaghilev’s Ballets Russes in Paris, which brought
the composer international renown. This marked the beginning

of Stravinsky’s creative phase known as the Russian period, famed
for the ballet Petrushka (1911) and in particular the ballet The Rite
of Spring (1913), which played a seminal role in the history of the
choreographic arts and of twentieth-century symphonic music. From
1914 Stravinsky was permanently settled in the West (adopting
French citizenship in 1934, and US citizenship in 1945). In his
first decade of emigration he produced scores such as The Soldier’s
Tale, to be read and for instrumental ensemble (1918), a bizarre
reflection of the reality of the recent world war, and the dance
cantata Les Noces (1923), which plumbed the innermost depths

of Russian folklore.

Stravinsky’s neoclassical period spanned the years from 1924 until
1953. The driving force behind this compositional phase was the
desire to reinforce the European spiritual value system which had
been undermined by the war. His major accomplishments in this
period were the Concerto for Piano and Wind Instruments (1924),
the opera-oratorio Oedipus rex (after Sophocles, 1927), the ballet
Apollo (1928) and the Symphony of Psalms, for chorus and orchestra
(1930). Stravinsky’s intensely creative adaptation of the classical
heritage, breadth of cultural horizons and novel writing method
secured for these compositions keen interest among contemporaries
and undying glory for the future.

In 1939 Stravinsky moved to the USA. He married Vera de Bosset
in 1940, after the death of his first wife Katerina Nossenko. The
composer’s output dwindled over the years, yet he still produced
remarkable compositions such as Symphony in C (1939), which
helped him to weather a very difficult moment in his personal life,
and Symphony in Three Movements (1942-1945), which was to be
the composer’s sole yet powerful response to the events of World
War II. Stravinsky’s opera The Rake’s Progress, based on the engravings
of William Hogarth (1948-1951), garnered wide attention, completing
the small but highly acclaimed series of his opera works.

The later period of Stravinsky’s creativity was linked to his interest
in avant-garde compositional techniques, in particular serialism. He
wrote musical works based on scripture passages (Canticum sacrum
for soloists, chorus and orchestra, 1956, similarly Threni, 1958, Abraham
and Isaac for baritone and chamber orchestra, 1963) then he moved
on to funereal compositions, including vocal and instrumental
elegies on the deaths of his friends and colleagues. The composer’s
creative energy continued into old age; at 86, he completed his final
composition (besides his vocal miniatures), Requiem Canticles for
soloists, chorus and orchestra, using the canonical Latin text (1966).

Stravinsky died on 6 April 1971 in New York. In accordance with
his wishes, he was buried on the cemetery island of San Michele in
Venice. His gravestone bears two words: “Igor Stravinsky.” A name
the whole world knows and will never forget.

CE QUI FASCINE DANS LES NOCES
Leonid Gakkel

Concept. Argument. Le concept derriére Les Noces de Stravinski
est, pourrait-on dire paraphrasant Pouchkine, le fait d’un véritable
génie. Lidée d’une partition chorale ayant pour théme une noce
paysanne russe nait dans lesprit de Stravinski au début de 'année
1912. De 1914-1921, durant son séjour en Suisse — pays neutre —, ol
il réside successivement dans plusieurs petites villes, le compositeur
explore différentes possibilités d'accompagnement instrumental

pour Les Noces, sans toutefois modifier la partie vocale. La solution
retenue dans la version définitive est tout a fait ingénieuse: quatre
pianos et dix instruments a percussion, la voix humaine étant

ainsi accompagnée par un ensemble instrumental homogéne aux
sonorités presque abstraites. On ne saurait imaginer contraste plus
vif, plus piquant. On ne sétonnera pas non plus que Les Noces, qui
marque le sommet de la « seconde période russe de Stravinski »
(des compositions de chambre écrites aprés les premiers ballets et
puisant leurs sources dans la musique populaire russe), aient suscité
intérét des compositeurs européens pendant plusieurs décennies.
Messiaen, Orff et Prokofiev, par exemple, ont utilisé cette configuration
instrumentale dans diverses partitions.

Les Noces toucha profondément les milieux culturels russes déja
coupés de leur patrie au début des années 1920 : car pour ces Russes,
Tceuvre représentait la derniére grande manifestation d’un art libre
et véritablement national. « Lorsque je lui jouai Les Noces pour la
premieére fois... Diaghilev fut ému et déclara que cétait la création
la plus belle et la plus Russe de notre ballet... Je pense qu’il préférait
Les Noces a toutes mes autres ceuvres. Cest pourquoi je la lui dédiai. »

Genre. Composition. Tout ici est nouveau. « Scénes chorégraphiques
russes avec chant et musique » est la définition générique quen propose
lauteur, mais on parle plus souvent de « cantate dansée », car Les
Noces comporte trois éléments: les solistes, le cheeur et la musique
instrumentale, auxquels vient sajouter une composante chorégraphique
manifeste dans les mimiques des chanteurs et des danseurs.

Quelle que soit son originalité, la forme des Noces nen est pas moins
ancrée dans la tradition populaire: les redites dominent, chaque
partie débutant par la reprise d’'une précédente, avec un effet
d’asymétrie générale : la premiére partie de la cantate se compose
de trois petits tableaux, et la seconde partie d’'un long finale.
Stravinski présente les moments significatifs d’'une cérémonie de
mariage paysanne, les tableaux au numéro impair étant chantés
essentiellement par des voix de femmes, et les pairs par des voix
masculines. Le premier tableau intitulé « La Tresse » évoque le
tressage rituel de la chevelure de la mariée ; la psalmodie chorale

« On tresse, on tressera la tresse a Nastasie » devient le refrain, et
le théeme « Ne pleure pas, Nastasie, ma chére » est a la base de toute
une série de variations laches. Le point culminant de I'ceuvre est
marqué par un superbe appel du cheeur et le solo ténor « Daigne,
aimable mére », qui introduit Iélément masculin des Noces.

Le tableau suivant est intitulé « Chez le marié ». Ici, « Daigne,
aimable mére » fonctionne comme une invocation aux saints, conviés
ainsi a la cérémonie. La danse finale crée un puissant sentiment
d¥élévation, la musique retentissant comme le son d’'une énorme
cloche. Le troisiéme tableau, « Le Départ de la mariée » est le plus
court et fait contraste. C'est une continuation de « La Tresse »,

dont il reprend et développe les thémes, le tout s'achevant sur

les lamentations que la mére adresse a la mariée : « Reviens vite,
reviens-t-en, enfant que j’ai mis au monde. »

Le dernier tableau, « Le Repas de noces », adopte une forme
complexe, circulaire, avec interludes et répétitions: la musique se
fait frénétique ; vient ensuite le rituel du lit que l'on réchauffe, puis
a lapproche de la nuit de noces, le calme s’installe et I'on nentend
plus que le motif des cloches répété par les pianos et les percussions.

Nétait-ce pour les jalons musicaux que Stravinski a placés tout au
long de la partition, il serait difficile de s’y retrouver. La composition
est d’une extraordinaire cohésion: il se dégage du matériau sonore
une unité acoustique comparable a celle d’'un phénomeéne naturel. Si
Ton ajoute a ceci que 'archaisme du texte des Noces ne permet pas a
lauditeur, méme russe, de saisir les nuances de sens, on ne peut que
sémerveiller encore une fois de la puissance élémentale des Noces
et, par conséquent de son effet presque physique sur l'auditoire,
méme le plus intellectuel et le plus sophistiqué.

Paroles. Matériel musical. Stravinski tire le texte des Noces de la
collection de chants populaires de Peter Kireyevski, mais en traitant
ce matériel dans sa langue maternelle avec une liberté comparable a
celle dont usent les grandes figures de la littérature contemporaine
internationale (Stravinski lui-méme mentionnera plus tard Joyce). On
a ainsi des fragments de conversation ou des expressions décousues
étrangement coupées de la langue commune, qui se traduisent dans

la partition vocale par de bréves mélodies en accords parfaits, aux
genres et rythmes fluctuants, dont 'assemblage crée la consonance
et - le plus souvent - la dissonance. Les solos sont particuliérement
éclatants par leur timbre, sans avoir pour autant de fonction
narrative ; ils servent plutot a identifier les différents personnages
au moment ou ils apparaissent. Il en est de méme du chceur, dont
la fonction est plus musicale que dramatique, a part qu’il joue le
role de lobservateur détaché, comme celui de la tragédie antique.

Les Noces est comme une énorme masse sonore flexible, presque
immobile et qui « frémit en tous sens », pour reprendre la merveilleuse
formule du théologien orthodoxe russe Pavel Florenski. Cest
comme une plante: issue d’'une seule graine, elle ne vit qu'aussi
longtemps quelle continue & croitre.

Temps. Rythme. Orchestration. Les voix et leur accompagnement
musical sont pris dans un vaste contraste permanent entre le vivant
et le mécanique, le labile et le calculé. Les instruments semblent
faire entendre le pouls de la vie, qui bat indépendamment de

la volonté individuelle. Les rythmes sont bien entendu sujets a
mutation, mais il nen reste pas moins que les instruments les plus
importants dans Les Noces sont les pianos, que le piano posséde des
possibilités percutives, et que la partition de Stravinski se fonde sur
des instruments frappés. Avec Les Noces, on assiste a la naissance du
piano moderne, qui cogne et sonne, reflétant ainsi parfaitement

la sensibilité musicale russe. La texture sonore des Noces est transparente
d’un bout a l'autre, malgré la prévalence d’accords simultanés par
les quatre pianos. La composition est peu linéaire, et quand elle

Test, la musique sassombrit, car dans la tradition nationale russe le
vide est présage de malheur (ce nest pas un hasard, si cest le cas

au troisiéme tableau au moment du départ de la mariée).

La magie des Noces. Son immortalité. Toute ceuvre d’art est unique,
mais loriginalité des Noces est manifeste a chaque mesure, a chaque
sonorité ; méme comparée aux grands monuments de l'histoire de la
musique et aux autres compositions de Stravinski, elle ne lasse pas de
surprendre. Au plan mélodique, il y a quelque chose de profondément
magique dans le mélange, évoqué plus haut, de mouvement calculé et
de mutation permanente. Il y a quelque chose de fascinant dans le
contraste entre le vivant et le mécanique et Cest peut-étre la que réside
lalegon des Noces car ils appartiennent I'un et l'autre & des temporalités
différentes qui s'ignorent entre elles. Ce qui frappe aussi cest le contraste
entre 'intensité sensuelle des voix d’une part et la pureté cristalline,
voire l'irrationnel, ou presque, des timbres des pianos. On mentionnera
enfin la puissante charge érotique qui se dégage des Noces. Pourtant
Stravinski nous plonge dans les profondeurs de lexistence, en nous
rappelant la « tragédie de I'alcove » (Léon Tolstoi) et la dimension
funébre des noces russes, avec leur rituel du départ et des adieux.
Outre le moment de jubilation a 'approche de la perpétuation de la
famille, la musique la plus pénétrante des Noces reste le tintement aigu
des derniéres mesures. Le rituel se fait destin, bascule dans le passé.

Clest ce que ressent, a divers degrés, tout auditeur des Noces.
Consciemment ou non, tout le monde convient que celui qui a écrit
Les Noces « est parvenu a saisir.... lessence méme du peuple russe »
(P. Souvchinski). On tente de sen approcher. Et pour y arriver, sans
se perdre dans des questions infinies, on se plonge dans Iécoute et
la réécoute des Noces.

(EDIPUS-REX : UN STYLE IDEAL
Leonid Gakkel

Stravinski a quarante-cing ans. Les années 1920 représentent pour
le grand compositeur une période de remise en cause typique chez un
artiste passé la quarantaine : la force motrice de sa créativité est autre, et
ses genres et styles de prédilection ont également changé. Cette crise
coincide avec de profonds bouleversements liés a sa situation démigré.
«La perte de la Russie et de son patrimoine culturel - linguistique
et musical — a affecté mon... existence dans... tous ses aspects,
explique Stravinski lui-méme. Elle a rendu tout retour 4 la normale
extrémement difficile. Il m’a fallu dix ans de recherches... pour me
frayer un chemin jusqua (Edipus-Rex et la Symphonie de psaumes. »
1l achéve lopéra oratorio (Edipus-Rex, le 11 mai 1927, aprés seize mois
de travail. Loeuvre correspond a sa période dite « néo-classique »,
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totalement déterminée par les aspirations qui dominent I'Europe a
Iépoque, a savoir une volonté de reconstruction aprés le désastre de
la guerre, et le désir de redécouvrir les valeurs de la culture classique
qui ont si remarquablement résisté. En ce qui concerne sa propre
créativité, Stravinski trouve la force intérieure d’abandonner sa
période dite « russe », marquée par des chef dceuvres comme Les
Noces, et de se mettre a composer selon les canons internationaux
de la musique européenne.

De nouvelles perspectives. La musique de Stravinski nen perd

pas pour autant sa fraicheur. Au contraire, elle ouvre de nouvelles
perspectives, favorisant méme l'apparition d’'une nouvelle tendance
musicale chez les compositeurs de Iépoque. D’abord, le texte d’ Edipus,
écrit en frangais par Jean Cocteau, est chanté dans une traduction
latine. Stravinski attachait une énorme importance a cela. En effet, le
caractére impersonnel et abstrait du latin lui permet de faire porter
toute son attention sur aspect phonétique plutdt que sémantique
du texte. Le latin exclut, par ailleurs - et cest important -, tout
sentimentalisme ; ainsi Stravinski peut narrer le mythe créé par
Sophocle d’'une maniére aussi éloignée que possible de celle des
compositeurs romantiques, tels Verdi et Wagner.

Cette approche est d'autant plus remarquable que vers 1925, les grands
opéras européens comme LAnge de feu de Prokofiev et, malgré son
style novateur, Wozzeck de Berg sont en train de renouer avec la
tradition du drame romantique. Cest dire que Stravinski se démarque
non seulement de sa production personnelle antérieure mais de
Topéra contemporain. En outre, avec (Edipus-Rex, il fait renaitre

le genre mixte de lopéra-oratorio et lui impose une structure
inattendue (ce n'est pas un hasard si les musicologues parlent

de mise en ordre géométrique a son propos et de la notion de

« carrefour » comme fondamentale dans la logique narrative
d’Edipus). Seul Stravinski était capable d’innover avec le regard fixé
sur le passé et dentrainer avec lui ses contemporains. Il inaugure un
nouvel idiome dans 'univers de la composition tout en renouant
avec le modele de l'opéra baroque. Stravinski avait absolument
raison de dire : « Mon art nest jamais rétrograde. »

Limage acoustique. Limage acoustique est ce qui nous permet de
reconnaitre un morceau de musique avant méme d’avoir pu Iécouter
attentivement. Une écoute superficielle d’ (Edipus-Rex donne un image
acoustique austére, voire lapidaire, surtout avec le chceur masculin
dont le chant séléve sur fond d’instruments a vent et a percussion.
Le matériau mélodique, exceptionnellement simple, est « puissant »,
comme on le disait de la musique de Haendel et de Beethoven. Dans
d’Edipus, le cheeur chante souvent sur un rythme a trois temps
(dot 'impression de fluidité), mais les tonalités mineures sombres
lalourdissent progressivement. Il nest pas certain que la musique
gagnerait en tension dramatique si lon comprenait les paroles. (Edipus
doit son succés au latin, a la force phonétique du texte indépendamment
de son sens, bien que le mot clé « trivium » (désignant le carrefour de
trois routes ott (Edipe commet son patricide) retentisse distinctement.
Stravinski fait grand usage des percussions et des cuivres, mais
comparé a son ceuvre majeure précédente (Les Noces), (Edipus est
fait, bien évidemment, de sonorités plus douces. Ces motifs sonores
se retrouveront plus tard dans la Symphonie de psaumes sur des
textes en latin (1930), mais ici manquent a lorchestre les violons,
altos et clarinettes qui la feront plus mélodieuse.

«Dépouillement de la forme ». Cest par cette merveilleuse expression
qu'un philologue russe désignait Iart a visée spirituelle, qui va a lessentiel,
au plus évident, au plus simple. Le style ' (Edipus-Rex correspond trés
précisément a cette description. Laconique, homophone, il est rarement
polyphonique. Les régles de la tonalité sont parfaitement respectées, le
rythme mesuré - allant parfois jusqua évoquer le mouvement d’un
pendule. La composition de Iceuvre est concise : deux actes suivant une
ligne narrative du type « crime et chatiment - canonique dans la tragédie,
etla tragédie russe en particulier — ; lintrigue est clairement exposée (avec
sept scénes avec duo), les moments clés étant marqués par de grands solos
(les arias d'(Edipe et de Jocaste). Le récitant qui commente l'action - non
pas en latin, mais dans une des langues vivantes européennes - est,
bien stir, investi d’'une mission particuliérement importante.

Dans (Edipus-Rex, le matériau mélodique est largement accessible,
voire déja connu des auditeurs, car Stravinski ne cherche nullement
a cacher ce qu’il doit au classicisme. Cest toutefois le dépouillement
qui prévaut. Le compositeur se conforme aux régles et contraintes



6 OEDIPUS REX - LES NOCES

qu’il sest imposées avec une remarquable constance. Stravinski
jugeait du résultat en ces termes : « ... Je suis parvenu a simplifier
mon style a lextréme et l'ai rapproché autant que possible de I'idéal
que représente pour moi Une vie pour le tsar de Glinka. » Ainsi
Stravinski vise demblée, semble-t-il, un certain idéal musical.

Aujourd’hui. Stravinski parlait souvent et volontiers d’(Edipus-Rex, et
dans des termes qui semblent particuliérement pertinents aujourd’hui :
«Je sais bien que selon les critéres actuels de progressisme, la musique
d’Edipus n'a pratiquement aucune valeur, mais je pense quelle perdurera
un peu malgré tout », déclaration ironique s’il en est. Prés d’'un demi-
siécle sest écoulé depuis que Stravinski 'a prononcée et (Edipus a bien
survécu. Charmonieuse clarté et le dépouillement qui le caractérisent
avaient de véritables vertus palliatives au moment de sa création, et elle
fonctionne de méme a Iépoque actuelle, tout aussi troublée. (Edipus-Rex
compte aujourd’hui encore parmi les grandes créations de notre
patrimoine culturel, et plus étonnant encore, ceuvre suscite toujours
les mémes réactions.

IGOR STRAVINSKI

Leonid Gakkel

Igor Fiodorovitch Stravinski nait le 17 juin 1882 a Oranienbaum,
prés de Saint-Pétersbourg, d’'un pére chanteur dopéra. Il s’inscrit
4 la faculté de droit de I'université de Saint-Pétersbourg, mais ne
termine pas ses études. De 1903 a 1905, il travaille la composition
en privé avec Nikolai Rimski-Korsakov.

La premiére composition importante de Stravinski est une fantaisie
pour orchestre : Feu dartifice (1908). Puis, en 1910, il écrit LOiseau de
feu, dont la création a Paris par les Ballets russes de Sergei Diaghilev
lui assure une renommeée internationale. Ce ballet marque le début
de ce qu'il est convenu d’appeler sa « période russe », rendue célébre
par Petrouchka (1911) et surtout Le Sacre du printemps (1913), deux
ballets qui font référence dans I'histoire de la chorégraphie et de la
musique symphonique du vingtiéme siécle.

En 1914, Igor Stravinski quitte définitivement la Russie (il est
naturalisé frangais en 1934 puis américain en 1945). Durant sa
premiére décennie dans un pays de I'Ouest, il compose, entre
autres, LUHistoire du soldat pour récitants et instrumentistes (1918),
curieuse évocation des réalités de la toute récente Premiére Guerre
mondiale, et Les Noces (1923), cantate dansée qui explore les
traditions folkloriques de la Russie profonde.

La période néoclassique de Stravinski sétend de 1924 a 1953. Durant
cette phase créative, le compositeur est mu par le désir de renforcer
les valeurs spirituelles européennes minées par la guerre. Les grandes
partitions de cette époque sont le Concerto pour piano et instruments
a vent (1924), lopéra oratorio (Edipus-Rex d’aprés Sophocle (1927),
le ballet Apollon musagéte (1928) et la Symphonie de psaumes pour
cheeur et orchestre (1930). Lintensité créative avec laquelle Stravinski
adapte la tradition classique, son immense culture et lécriture novatrice
dont témoignent ces compositions ne manquent pas déveiller I'intérét
de ses contemporains et lui assureront a tout jamais la gloire.

En 1939, Stravinski s'installe aux Etats-Unis. Il épouse Vera de Bosset
en 1940, suite au décés de sa premiére femme Katerina Nossenko.
Sa production se ralentit au fil des années, mais il nen écrit pas moins
des partitions remarquables comme la Symphonie en ut (1939), qui
lui permet de traverser les épreuves qu'il rencontre alors dans sa vie
personnelle, et la Symphonie en trois mouvements (1942-1945), seul
et néanmoins puissant écho chez lui des événements de la Seconde
Guerre mondiale. Trés largement apprécié, The Rake’s Progress (« La
carriére d'un libertin »), qui puise ses sources dans les gravures de
William Hogarth (1948-1951), achéve la liste, peu nombreuse mais
acclamée, des ceuvres de Stravinski pour la scéne lyrique.

Durant son ultime période créative, Stravinski manifeste un intérét
marqué pour les techniques de composition d’avant-garde, tel le
sérialisme. Il écrit des ceuvres musicales d’inspiration biblique (le
Canticum sacrum pour solistes, cheeur et orchestre, 1956 ; Threni, pour
solistes, choeurs et orchestre, 1958 ; Abraham and Isaac pour baryton
et orchestre de chambre, 1963), puis des hommages funéraires a des

amis et collegues disparus, sous forme notamment d’élégies vocales et
instrumentales. Son énergie créative ne samenuise pas avec le passage
du temps ; st ainsi qu’a 86 ans, il achéve sa derniére composition

(autre que ses miniatures vocales), le Requiem Canticles pour solistes,
cheeur et orchestre, qui sappuie sur le texte de la messe tridentine (1966).

Stravinski meurt le 6 avril 1971 & New York. Selon ses veeux, il est
inhumé au cimetiére de la ville de Venise, sur I'ile San Michele. Sa
tombe porte pour seule inscription « Igor Stravinski », nom connu
du monde entier et que personne jamais noubliera.

Booklet Notes

Notes translated from Russian to English by Anna Gunin.
Translated from English into French by Mireille Ribiére.
Translated from English into German by Ursula Wulfekamp.
Translation co-ordinator: Ros Schwartz.

For Ros Schwartz Translations Ltd.
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KPATKOE COJIEPYKAHVE OIIEPBI
«ITAPb DNIT»

IIpomor

Boixoput Pacckasumk u obpamtaercs B 3anm: «3purenu! Ceirdac BbI
yenpiumre “Lapst 9puma” Ha TaTHHCKOM s3bIKe. YT06BI M36aBUTH
BAIIl CTyX M TIAMSATD OT M3/TUIIHEl HarpysKu, TeM 6oree uTo
oIepa-opaTOpus COEPIKMT JIMIIL CaMble BaXKHbIE CLIEHDI, 1 6y1ry
[OMOTaTh BaM IIOCTEIeHHO BCroMuHarh Tpareuio Codoxra.

Bor xak passuBaercs fieiictsue: Pueb B cMaTenmn. [Tocne Cumkca —
yyma. Xop ymornseT Iuna criacty ropopt. Iy, nobenmrens Churkca,
obemaet 136aBUTb TOPOXKaH OT HOBOIT Gerpl. Ho oH He cosnaet Toro,
YTO HAXOJIUTCSA BO BIACTH CHJI, C KOTOPBIMU OOBIYHO CTA/KMBAIOTCA
JTIIID TI0 Ty CTOPOHY OBITHA. DT CUIIBI C CAMOTO €ro POYKCHIMS

TIOATOTOBM/IA €MY IOBYIIKY — BbI YBU/IUTE, KAK OHA 3aX/IOTTHETCS».

JeiicTBue nepsoe

Kpeonr, mrypun Spuma, BepHY/ICS OT OpaKysna, K KOTOPOMY MOChITAt
ero 3a coseroM Opuit. Opakyin TpebyeT, 4To6bI 6bII0 OTOMILEHO
y6mitctBo mapst Jlas, Torga YyMa MOKMHET Fopoji. YOuiilia CKphIBaeTcs
B PMBax, €ro Hy)XXHO HAITH IH60II LeHOI. DI TOPAUTCS CBOUM
yMeHyeM pasrajbiBath 3aragku. OH 0GHAPYXUT yGUITITy U M3TOHUT
ero u3 ®uB. 3a moMoIIbI0 DI 06palaeTcs K MPOPUIATETIO, OH
YMOJISIeT ero OTKpPBITh ucTuHy. Tupecnit usberaer orsera. OH He
MOJKET He BUIETb, YTO DIUII ~ UTPYIIKA B PyKaX 6e3)KaMOoCTHBIX
6oros. Ero Moruanue pasgpaxaer dnuma. On o6Bumser Kpeonra
B KeJTAaHNM 3aBIafieTh TPOHOM, a Tupecus - B cooGurHmdecTBe.
BosMyIIeHHbIIT HeCTIpaBeTMBBIM HaBETOM, IPOPUIATENH
pellaeTcs 3aroBopuTh. ¥ BOT OTKpOBEHMe: llapeyouiila — aphb.

JeiicTB1e BTOpoe

Crop MeX[y apCTBeHHBIMM MYy>Kamu mpuBiekaeT Vokacty. Oxa
YCIIOKAaMBAET MX, CTBIAUT 3@ TO, YTO OHU CCOPATCs, KOTJja Ha TOpoz
06pymImIOCh HecyacThe. VIoKacTa He BEPUT OPAKy/IaM: OPAKY/IBI ITYT.
Hanpuwmep, 65110 nIpezickasano, uto Jait yMper OT pyKiu co6CTBEHHOTO
CBIHa, a Befib J1ait 6b1 yOuT rpaGuTesaMu Ha riepeKpecTKe Tpex JOPOr.

Tlepexpectok! Tpusuym! O6pariTe BHUMAHME HA 3TO CZIOBO.

Ono npuBosuT B yxac Onuma. OH BCIIOMIHAET, YTO HA My TY U3
Kopunda, nepeyt rem, kak Bcrpetuthes co ChHunKcoM, oH youn
CTapyKa Ha MepeKpecTKe TPexX JOpor. A ecru 310 6bin Jlait —

4TO Tereph GyeT? AUITY HeMb3s OCTABATHCS 371€Ch, HO HEMb3s

u BepHyThCs B Kopund, - Befb opakys HeKorna mpeapex, 4To o
y6beT OTIIa ¥ CTAHeT MyKeM CBOell MaTepu. DU OXBAYEH CTPAXOM.

HaxkoHer, mosBisieTcs CBuieTeNb yoUiicTBa — macTyx. BecTHuk
o6paBnAeT Iuuiy o cMepTy [Tonnba, KOTOPOro TOT CYMTAN CBOUM
OTI[OM, U TYT OTKpbiBaeTcs, 4T0 I[Tonm6 He ponHoIt oter Dpuiry.

Vloxkacra Bce mousina. OHa mbITaeTcst yBeCTH 3):[[/[['[6, yroBapmBaeT
He BBIACHATD J1ajiblie Ta!‘/‘lHy CBOETO POXJIEHUA — HO TIIETHO. n
Torfa VokacTa yXoiuT oT Hero.

OJMII IyMaeT, 4TO el CTBIIHO ObITh SKEHOIT 6e3POJ[HOr0 CaMO3BaHIIA.
W ato 3}:[“11, BCerga FOPHMBmKﬁCX CBOMM YMEHMEM OTraJibIBaTh Bee!
Ous JIOBYIIKE, ¥ TOZIBKO OWMH OH 3TOr'0 HE BUANT. B]Z[pyT CTpalrHas
Jiorajika MOJIHMelt MpoH3aeT ero Mo3r. OH mafaer. ITajjaeT ¢ BRICOTHI.

Haunnaercsa Bonnyiommit MOHONOT «S1 Buien MePTBBII MK
GOX(ECTBQHHO]Z MOKaCTbI», B KOTOpOM Bectauk pacc](a3b15ae1‘ o
TOM, KaK ITOBECHU/IACh Iapuiia 1 KaK 3}1"1’[ BBIKOJION cebe 1a3a ee
30710TO¥1 3acTexxkoit. CTI0Ba €ro MojIXBaThIBAeT XOP.

Iapp nonasncs B nopyuky. ITycts Bce, Bce CMOTPAT Ha 9Ty HU3KYIO
TBApb, HA 9TOTO KPOBOCMeECHTE/Is, Ha 3T0ro 6esymiia! Ero nsroHsior.
VI3rOHAIOT ¢ HeOOBIYHOI KATOCTHIO, C munocepauem. ITpomaii,
npowait, Gegubrit dpun! Ipourait Dpur, Tebst 35ech MoOuIn.

SYNOPSIS OF THE OPERA OEDIPUS REX

Prologue

The Narrator enters and addresses the auditorium: “Ladies and
Gentlemen, You are about to hear a Latin version of King Oedipus.
In order to spare you all effort of ear and memory and as the
opera-oratorio preserves only a certain monumental aspect

of the play, I shall recall Sophocles’s drama as we go along.

This is the plot: Thebes is prostrate. After the Sphinx, the plague.
The chorus implores Oedipus to save the city. Since Oedipus has
vanquished the Sphinx; he promises. Without knowing it, Oedipus
is in the grip of those forces which keep watch on us from beyond
death. When he was born, they set him a trap which you will see
close here”.

Actl

Creon, Oedipus’s brother-in-law, has returned from consulting the
oracle, at Oedipus’s request. The oracle demands that King Laius’s
murder be punished, only then will the plague leave the city. The
murderer is hiding in Thebes; he must be found whatever the cost.
Oedipus prides himself on his ability to solve riddles. He will discover
the murderer and drive him from Thebes. Oedipus turns to the
prophet for help and begs him to speak the truth. Tiresias evades
the question. He is all too aware that Oedipus is a plaything in

the hands of the merciless gods. Tiresias’s silence vexes Oedipus.
He accuses Creon of wanting to seize the throne and Tiresias of
complicity. Enraged at this slander, the prophet decides to speak.
Thus comes the revelation: the king’s assassin is a king.

ActII

The royal dispute comes to the attention of Jocasta. She calms the
men, shaming them for arguing in a stricken city. Jocasta does not
believe in oracles: oracles always lie. For example, it was prophesied
that Laius would die by the hand of his own son, whereas Laius was
murdered by bandits at the intersection of three roads.

The intersection! Trivium! The word chills Oedipus. He recalls that
on his way from Corinth, before meeting the Sphinx, he killed an
old man at the intersection of three roads. And if that was Laius —
what next? Oedipus cannot remain here, nor can he return to
Corinth - for the oracle had prophesied that he would kill his father
and marry his mother. Oedipus is filled with dread.At last a witness
to the murder appears — a shepherd. A Messenger informs Oedipus
of the death of Polybus, believed by Oedipus to be his father, but now
it is revealed that Polybus was not in fact the real father of Oedipus.

Jocasta realises the truth. She tries to draw Oedipus away and
dissuade him from seeking to discover the secret of his birth —
but in vain. Jocasta flees.

Oedipus believes that she is ashamed to be the wife of a lowly
impostor. This is Oedipus, so proud of his ability to solve riddles.
He is ensnared, and only he fails to see this. Suddenly a terrible
supposition flashes through his mind. He falls from his great height.

A stirring monologue begins: “The divine Jocasta is dead.” In it
the Messenger describes how the Queen has hanged herself and
Oedipus has gouged out his eyes with her gold pin. The words are
taken up by the chorus.

The king has fallen into the trap. A lowly creature, an incestuous
person, a madman for all to see. Oedipus is exiled, but with unusual
pity and compassion. “Farewell, Oedipus, our poor Oedipus, I loved
you, Oedipus, I bid you farewell.”

ARGUMENT DE COPERA (EDIPUS-REX

Prologue

Le récitant entre et sadresse au public : « Mesdames et Messieurs,
vous allez entendre une version latine d’Edipe Roi. Afin de vous
épargner tout effort doreilles et de mémoire, et comme lopéra-
oratorio ne conserve des sceénes de la tragédie de Sophocle qu’un
certain aspect monumental, je vous rappellerai, a mesure, le récit.

« Tel est le drame : Theébes se démoralise. Aprés le sphinx, la
peste. Le cheeur supplie (Edipe de sauver la ville. (Edipe a vaincu
le sphinx. Il promet. Sans le savoir, (Edipe est aux prises avec

les forces qui nous surveillent de l'autre coté de la mort. Elles

lui tendent, depuis sa naissance, un piége que vous allez voir se
refermer sur ici. »

Actel

Voici Créon, beau-frere d(Edipe, qui revient de consulter loracle,
comme le lui a demandé (Edipe. Loracle exige que le meurtre du
roi Laius soit puni. Cest a cette condition que la ville sera délivrée
de la peste. Lassassin se cache dans Thebes : il faut le découvrir
colite que cofite. (Edipe se vante de son adresse a deviner les
énigmes. Il découvrira et chassera l'assassin. (Edipe va interroger
Tirésias, le devin, qui évite de répondre a ses questions. Tirésias
n’ignore pas qu'(Edipe est joué par les dieux sans coeur. Ce silence
irrite (Edipe. Il accuse Créon de vouloir le trone et Tirésias détre
son complice. Révolté par cette attitude injuste, le devin se décide
a parler. Voici ce qu'il révéle : Iassassin du roi est un roi.

Acte IT

La dispute royale attire Jocaste. Elle calme les hommes en leur
faisant honte de hausser le ton dans une ville malade. Jocaste ne
croit pas aux oracles : les oracles mentent toujours. Par exemple,

on avait prédit que Laius mourrait de la main de son fils, alors que
Laius a été assassiné par des bandits au carrefour des trois routes de
Daulie et de Delphes.

Trivium! Carrefour! Le mot épouvante (Edipe. Il se souvient
quiarrivant de Corinthe, avant sa rencontre avec le sphinx, il a tué un
vieillard au carrefour des trois routes. Et si cétait Laius — que faire ?
(Edipe ne peut ni rester a Thebes ni retourner a Corinthe - puisque
Toracle I'a menacé de tuer son pére et dépouser sa mére. Il a peur.
Enfin un berger témoin du meurtre se présente. Un messager informe
(Edipe de la mort de Polybe et lui révéle que celui-ci nétait que son
peére adoptif, et non pas son véritable pére, comme le croyait (Edipe.

Jocaste comprend. Elle tente de tirer (Edipe en arriére et de le dissuader
de découvrir le secret de sa naissance — mais en vain. Jocaste le fuit.

(Edipe la croit honteuse d’avoir épousé un imposteur d’humble
origine. Tel est (Edipe, toujours fier de tout deviner. Il est dans le
piége et il est le seul a ne pas sen apercevoir. Brusquement une
supposition terrible lui traverse Iesprit. Il tombe de trés haut.

Débute alors un monologue poignant : « La téte divine de Jocaste
est morte », dans lequel le messager raconte la fin de Jocaste. Elle
sest pendue et (Edipe sest crevé les yeux avec l'agrafe en or de son
épouse. Le cheeur répéte ce récit.

Le roi est dans le piége. Il veut se montrer a tous, lui, le parricide,
Pincestueux, le fou. Il est chassé, mais avec pitié, compassion.
« Adieu, (Edipe, pauvre (Edipe, (Edipe quon aimait, adieu. »

MARIINSKY
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CBAJJEBKA

LES NOCES

Mysvika V. Cmpasurckozo

Texcm u3 Hap pyccKozo ¢

YACTD IIEPBAS
Kap'rm-[a 1-1. KOCA

HEBECTA [COITPAHO]
Koca-np mos, kocbiHbKa pycas!
Bewop Te6s1, KOCbIHbKA, MarTyIlKa IUIANa,

TIOJPY>XKI
Maryuika nnsal

HEBECTA [COIIPAHO]
Cepe6psAHBIM KOJIEYKOM MATyILIKa BiIa!

TIOJPY>XKI
Maryuika Bual

HEBECTA [COITPAHO]
0-0 xo-x0! Emié oxtu mue!

TIOJPY>XKI

Yecy, nouecy Hacracbuny xocy,
Yecy, nouecy Tumodeesns! pycy,
A emé novecy,

A u xocy 3amery.

MATD [MELILIO-COIIPAHO]
AJTy NeHTy ymery.

TIOJIPYXXKKM

Yecy, noyecy Hacracbuny Kocy,
Yecy, nodecy Tumodeesns! pycy,
Yecy, mouecy pycy Kocy 4ecy,
YacTeiM rpe6HeM pacyecy.

HEBECTA [COITPAHO]

IIpuexana cBalleHbKa HEMUIOCTUBA,
YT0 He MMIOCTMBA

W ne xanocrmyBal

Hauasa KOCBIHBKY PBaTh U IIMIIATh!

TIOJPY KK
PBath u mumarh.

HEBECTA [COIIPAHO]
VI pBaTh, ¥ IIMIIATD, HA J{BE 3AIUIATATD.

TIOJPY KK
Ha piBe 3amisaTars.

HEBECTA [COIIPAHO]
0O-0 xo-xo! Emé oxtu mue!

TIOIPYKKIM

Yecy, noyecy Hacracbuny Kocy,
Yecy, mouecy Tumodeesns pycy.
A emé moyecy, a 1 KOcy 3arery.

MATBD [MELILIO-COITPAHO]
ATy IEHTY yIIeTY, TONMy60I0 MepeBbio.

TIOIPY)XKNM I MATDH
Tomy6oto mepesbio.

HEBECTA [COIIPAHO]
Koca-p Most KoCbIHbKa pycas.

Music by Igor Stravinsky

Texts from traditional Russian wedding rituals

PART I
nScene 1: The Bride’s Chamber

BRIDE [SOPRANO]
Tress, my tress, O fair tress of my hair!
My mother brushed thee, mother brushed thee at evening!

BRIDESMAIDS
She brushed your tress!

BRIDE [SOPRANO]
My mother plaited thee with a ring of silver!

BRIDESMAIDS
She plaited your tress!

BRIDE [SOPRANO]
O woe is me, O alas poor me!

BRIDESMAIDS

1 comb her tresses, Nastasia’s tresses,

I comb and I twine Timofeevna’s fair tresses,
T will again comb it

And plait her hair.

MOTHER [MEZZO-SOPRANO]
With a red ribbon I will plait it.

BRIDESMAIDS

I comb her tresses, Nastasia’s tresses,

I comb and I twine Timofeevna’s fair tresses,
I comb and twine her fair tresses,

With a fine comb I dress them.

BRIDE [SOPRANO]

Cruel, heartless, came the match-maker,
Pitiless cruel one,

She tore my tresses!

Tore my bright golden hair!

BRIDESMAIDS
Pulled it, tearing it.

BRIDE [SOPRANO]
She tore my hair that she might plait it in two plaits.

BRIDESMAIDS
Plaiting it in two.

BRIDE [SOPRANO]
O woe is me! O alas, poor me!

BRIDESMAIDS

I comb her tresses, Nastasia’s tresses,

I comb and I twine Timofeevna’s fair tresses,
T will comb it again and plait her hair.

MOTHER [MEZZO-SOPRANO]
With a ribbon of bright red, twine it with a ribbon blue.

BRIDESMAIDS & MOTHER
Twine it with a ribbon blue.

BRIDE [SOPRANO]
Golden tresses bright, O my tresses fair.

TIOZIPY KK

He kb, He Knub, 1e6ERyIIKa,

He kmmdb B none Genas.

He nnayp, ne Tyxu, Hacracpromka.

He mnaus, He rpycru, ayura TumodeesHa.

[TEHOP u BAC]
Tlo 6aTiomiKe, 110 MATYyIIKe.

TIOZIPYKKI
ITo I‘POMKOM COJIOBbE BO CBJIY.

OTEIl M HEBECTA [BAC u COITPAHO]
Vi Kak cBEKop /m Gariolka,

K rtebe 6yner Munoctins,

Kak cBexpoBb /i MaTymIKa

K Tebe 6yper munocrnsa,

K Te6e 6yper »xamocTmpa.

HEBECTA, MATD U TIOJIPY KK
Xseruc, cygapsb [lambunbesny,

Y 1ebs conoseit Bo cany,

Ba BrIcokoMm Tepemy,

Ba BbICOKOM MSYKPGHJCHHOM.
Jlenéuex OH CBUCTUT U BCIO HOYEHDKY TIOET.
Te6s-nu, Tebsi-nmu, Hacracbionika,
Te6s-mu, cBer Tumodeesny,
3abasiisier, yTeluaer,

CraTh I0/ITO HE MeIIIaeT,

K obenne pas6ysxaer.

HEBECTA, MATbD, POJICTBEHHIKH, XOP
Pait, paii! Yianbiit ckomopouiex ¢ cena 1o cena,
Pait, pait! Yt06 Hama Hacracpionixa,

Yro6 6bu1a Becena, paii!

OTEIL] [BAC]
V> 4r06 Gbia 3aBcerpa.
C nop Kamy1iKa, ¢ mog; 6enosa...

HEBECTA V1 MATD [COITPAHO n MEIIITO-COITPAHO]
C moyy Kamyiika, ¢ oy 6eosa
Pyueéx 6exuT, pydeék 6eXuT,

OTEL [BAC]
C mop; KamMy1Ika, ¢ oj 6emosa...

HEBECTA VI MATD [COITPAHO n MEIIIIO-COITPAHO]
C 1oj; KaMmy1Ka, ¢ oy Genosa

Tumbanamu 6bIOT, ¥ [BIOT, U JIBIOT

B rapenku 6pi0T.

TIOIPY XK
Bor, snarp manry Hacrromky,
3nath Haury TumodeeBHy, K BEeHYaHDIO BEfyT.

POICTBEHHMK [TEHOP]

TIpeuncras MaTepb, XOAM K HaM y XaTb, CBaXe IOMOTATh.
XonM K HaM y XaTh, CBaxe IIOMOTATh KOCY PacIieTaTh.
Hacracpromku kocy, TumodeeBHBI pycy.

HEBECTA [COIIPAHO]

3aneTn-TKO MHe pycy Kocy.

VX ThI, U3 KOPHIO TYTOXOHBKO, CPE/IN KOCBI MEIEXOHBKO,
Tlox KOHEL-TO ayry IEHTOUKY.

TIOJPYXXKM
Yecy, mouecy Hacracpuny kocy,
Yecy, nouecy TumodeeBHsI pycy.

HEBECTA [COITPAHO]

VK TBI, IEHTa, MOSI JICHTOYKA,
Ara nenTa 6yKeToBa,
Bykerosa-cduaneropa.

TIOIPY XK
Emé mouecy Hacracbuny kocy,

MARIINSKY

BRIDESMAIDS

Weep not, weep not, my swan,

Let no grief afflict thee, my dear one.

Weep no more, Nastasia.

O weep no longer, my heart, my Timofeevna.

[TENOR & BASS]
Of your father think, your mother’s care.

BRIDESMAIDS
And of the nightingale in the garden.

FATHER & BRIDE [BASS & SOPRANO]
Your father-in-law,

He will welcome you,

Your mother-in-law will bid you welcome,
And tenderly will love you

E’en as though you were their own dear child.

BRIDE, MOTHER & BRIDESMAIDS
Noble Fetis Pamfilievitch,

In your garden a nightingale is singing,
In the palace garden, all day

He whispers cooing notes.

At nightfall hear him singing a-loud his song of love.
“Tis for you, Nastasia, his singing,

My dear one, for you alone his singing,
For your delight, your happiness,

He shall not disturb you sleeping,

In time for Mass he’ll wake you.

BRIDE, MOTHER, RELATIONS, CHORUS

Heaven, heaven! Let us make merry from one village to another,
Heaven, heaven! Dear Nastasia shall be happy,

She must be gay and joyful. Heaven!

FATHER [BASS]
She should always be of good cheer.
‘Neath the little stones a brook flows ...

BRIDE & MOTHER [SOPRANO & MEZZO-SOPRANO]
Underneath the stones a little
Brook is flowing, underneath the stones,

FATHER [BASS]
Underneath the stones ...

BRIDE & MOTHER [SOPRANO & MEZZO-SOPRANO)]
Underneath the stones ...

Like pounding cymbaloms, and drinking, and pouring,
And smashing plates.

BRIDESMAIDS
So Nastasia Timofeevna,

So in marriage do we give thee, so we give thee.

RELATIVE [TENOR]

- O Mary, thou Virgin, come to us and aid us, come to our aid.

Ah, help us, plait her hair, aid us as we wed her,
Nastasia’s tresses, Timofeevna’s fair hair.

BRIDE [SOPRANO]

Plait, plait my fair tresses, plait my hair,

You bind it tightly at the roots, amongst the fine braids,
O plait my hair and bind it with a red ribbon.

BRIDESMAIDS
I comb her tresses, Nastasia’s tresses,
I comb and twine Timofeevna’s fair tresses,

BRIDE [SOPRANO]

Oh you, ribbon, my little ribbon,
Bright red like a bouquet of flowers,
A beautiful bouquet.

BRIDESMAIDS
I twine her tresses, again I will twine them,
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Emé mouecy TumodeeBHBI Kocy,
A ewé noyecy, a 1 Kocy 3aruiery,
Any nenty ymery.
Yecy, noyecy Hactacbuny Kocy,
Yecy, mouecy Tumodeesnsr pycy,
Yecy, mouecy, pycy Kocy decy,

. Yacrsm rpeGHeM pacuecy.

Bl Kapruna 2-5. V XKEHUXA

XOP

IIpeuncras mMatTh,

Xopu, XO[u K HaM y XaTb
Csaxe IIoOMOraTh,

Kynpu pacuecars,
XBeTHCheBBI KyApH,
Kynpu pacuecats,
TTamunbiya pycer.
Xozu, XOfu K HaM Y XaTb,
Kynpu pacuecars.

JOPYXXKH [TEHOP u BAC]
UYem vecaTb, UeM MaC/UTh, la XBETUChEBBI KypU?
Yem yecaTb, 4eM MacIuTh, a [Tamdunbuya pycor?

XOP
Xopu, Xoa1 K HaM Y XaTb, XO[[M K HAM Y XaTb,
Csaxe IIOMOTaTb, Ky/IpY PacyecaTs.

JIPY>KKV [TEHOP u BAC]
Kunewmcs, 6pocumcs,

Bo Tpu Topra ropopa;
PaC'ie].LIEM, PpasMacium
XBeTycoBbI Kyapu!

KYTH/[M MBI ITapaBaHCKOTO Macra,
Pacyernem, pasmacmnm
TTamunbuya pycer!

XOP
HPC‘H/ICTBH MaTh, XO[IM K HaM y XaTb
Caaxe IIOMOTaTh, Ky/JpU pacyecarhb.

MATDb
Buuop ca Buuopy cusien XBeTuc Bo TMpemy.

OTEL]
Cuien u ITamumbny, yecas pychl KyJpu.

POJIUTEJIN (IO OYEPE[IN)
[MELLIO-COITPAHO]
Bor komy-To
f/ Kynmpu focranerecn?
Oi1, BBI KOMY-TO
Pychl ocranerecn?
Bpr xomy-TO
Pycor focranerecn?
Yx 181, HacTiomka,
Tloneneit kynpu!
Toi noneneit pycoi!
3aBMBajIa NX MaTyIIKa,
3aByBaja la IPUroBapuBana:

[BAC]

JlocraneTech Ky/ipu KPacHoii ieBuIie,

Yro Hacracke TumodeeHe.

VK BUMUCH, HOBUIUCH Ha XBETHUCY KYIPU, BUTHUCD,
TloBunuce Ha ITamMmpuapudy pycer.

[COITPAHO]

ToI moneeit pycer!

To1, TuModeeBHa moseneit pycor!

VK BUMUCH, HOBUMUCH Ha XBETHUCY KYPU, BUTHUCD,
TloBunuch Ha ITamupudy pycer.

[TEHOP]
\ Ksac, 4T0 Ma/lMHOE, eCATHIO HaNNBaH!
...Jla npurosapusarna:

\

With ribbons entwine it, my Timofeevna,
Once more I comb it, and plait her hair,

And bind it with a red ribbon.

Again I will comb Nastasia’s fair tresses,

I comb them and twine them, my Timofeevna,
I twine her fair hair, with a ribbon I bind it,
And brush it with a fine comb.

Scene 2: At the Bridegroom’s

\

CHORUS

Virgin Mary,

Come, come to us,

To aid our wedding,

To aid us as we comb,

The fair curls of Fetis.

While we comb and brush the curls,
The fair curls of Pamfilievitch.
Come, come to us,

To comb the curls.

FRIENDS [TENOR & BASS]
Wherewith shall we comb and oil the curls of Fetis?
Wherewith shall we comb and oil the fair locks of Pamfilievitch?

CHORUS
Come, come to aid us, O come, Virgin Mary,
O come, Mary, aid us, uncurl his fair locks.

FRIENDS [TENOR & BASS]

Quickly let us go to the town

And buy some pure olive oil,

Let us buy some pure olive oil and curl,

And curl his fair locks.

Let us hasten there and let us buy pure olive oil for Fetis’ locks.
Let us buy some pure olive oil

And curl his locks, his fair locks.

CHORUS
Come, Virgin Mary, come to aid our wedding,
Aid us now as we uncurl the bridegroom’s locks.

MOTHER
Last night Fetis sat, sat within his house all the while.

FATHER
Last night Pamfilievitch sat brushing his fair curly locks.

PARENTS (IN TURN)
[MEZZO-SOPRANO]

Now to whom,

To whom will these curls belong?
Now, now, to whom,

To whom will these curls belong?
Do they now,

Now, belong to her, to the tall one?
Now, Nastasia,

Pour oil on them!

The fair and curly locks!

Thy mother curl'd them oft,
Saying then while she was curling them:

[BASS]

Now they will belong to a rosy lippd maiden,
To Nastasia, to Timofeevna.

O the fair, the curly locks of Fetis,

The fair and curly locks of Pamfilievitch.

[SOPRANO]

You pour oil on them;

You, Timofeevna, you pour oil on them!
O the fair, the curly locks of Fetis,

The fair and curly locks of Pamfilievitch.

[TENOR]
Kvas, fine as raspberry, poured ten times oer!
And she pronounced:

TIOIPYXXKKN
Byab TBI MOE FUTATKO 6710 ¥ PYMSHO.
Pymsno u Heypounmeo!

[TEHOP]
beno u pymsano.

POJICTBEHHMKU
[TEHOP]
Kamnoe mapuso!

[BAC]
Mamunoe cruparno!

HEBECTA [COITPAHO]

Ha koM kyzpu, Ha KoM pycbis?

Ha XBerucy xynpu pychis,

Ha ITamuipuay nopacyécaHubis,
TTopacuécanHble, pa3byMa>kKeHHBISL.

POJICTBEHHMKMU [BAC]
CriajaTh, CrajaTh OTIy MaTepy,
Xopomio IUTs BOCIOPOMIIN.

A B Mockse, B Mockse TO

Tam KyApsAM B3AUBOBAACA

MATD [MEIIIO-COITPAHO]
YMHaro u pasymHaro,
IToxopHaro u mocI0BHATO.

A B Mockse, B Mockse-TO
Tam KyApsaM B3AUBOBAINCA

>KEHVIX [TEHOP]

ITpusbikait gymra, Hacracpronixa,
K moemy ymy pasymy,

Jla 4TO K OGBIYBI0 MOJIOLIELIKOMY.

HEBECTA [COITPAHO]
Tpuneraiite Kypu pychis,

K moemy nuiy 6enomy,

K moemy ymy pasymy,

Jla 4TO K OGBIIBIO MOTIOMEIIKOMY.

XOpP

A B Mockse, B MOCKBe-TO TaM KyJpsIM B3JINBOBA/IUCS.
Jla 4TO K OGBIYBIO MOJIOJIELIKOMY.
ITpeuncras MaTb,

Xopau K HaM y XaTb

CBaxe 1oMorarb,

Kynpu pacuecarsn,

XBeTucheBbl Kyapu,

Kynpnu pacuecars,

TTamunpuga pycsr!

Xopau K HaM Yy XaTb,

Xomu K HaM y XaTb,

Kynpu pacuecats.

XOP U COMNCTBL

W Tb1, MaTepn 60Xbs1, cama Boropopnya,

TToxp Ha cBagbOY, mMOAL Ha CBaALOY.

U co Bcemn ITocromamu,

TTozb Ha cBafbOY, MTOZb HA CBAABOY.

W co Bcemu aHrensiMmu

TToxp Ha cBafbOY, MIOAb HA CBAABOY.

Bocnosu, Boxa, 6ociosu, Boxa, bBoxynbka.

TToxb Ha cBafbOY, I0Ab Ha CBaABOY, IOAb Ha CBafbOy!

JKEHUX U IPY)KKA

Bocnosure, orey ¢ marepnio,

CBaBo 1jajly KO CTONIbHOMY TPajly HPUCTYIHUTD.
KamenHy creny pas6urs.

CBOI0 Cy)XeHYI0 TIOHATb.

Bo co60p-uepKOBb CXOUTD,

CepebpsH KpecT I01Ie/I0BaTh.

BRIDESMAIDS
Little son, be you white and rosy cheekd, little son,
Rosy cheekd and pure!

[TENOR]
White and rosy cheekd!

RELATIVES
[TENOR]
Berry-red from the steam!

[BASS]
Raspberry-red and clean!

BRIDE [SOPRANO]

Curly fair locks, whose are they?

Fair curly locks on Fetis,

On Pamfilievitch, lovely curly locks,

The locks of Fetis, well oild and lovingly curld.

RELATIVES [BASS]

Glory to the father, glory to the mother,
Well have they brought up their child.
Ah, in Moscow, in the city,

They were impressed by his curls.

MOTHER [MEZZO-SOPRANO]
A clever prudent wise one obedient,
Obedient and wise one, obedient.
Ah, in Moscow, in the city,

They were impressed by his curls.

BRIDEGROOM [TENOR]

And you, Nastasia, now you must grow used
To my ways and thoughts,

To a young man’s habits.

BRIDE [SOPRANO]

Let my fair curls lie,

Upon my white face,

And grow used to my ways and thoughts,
To a young man’s habits.

CHORUS

Ah, in Moscow, in the city, they were impressed by his curls.

Dandy young habits are usual there.
Virgin Mary,

Come, come to us,

To aid our wedding,

Aid us to uncurl

The fair locks of Fetis,

Aid us to uncurl

The fair locks of Pamfilievitch!
Virgin Mary,

Come, come to us,

To uncurl the fair locks of Fetis.

CHORUS & SOLOISTS

Holy Mother, come to us, Thyself come, we pray Thee.
Come to the wedding, to the wedding.

And with Thee, all the Holy Apostles,

Come to the wedding, to the wedding.

And with Thee come all the angels.

Come to the wedding, to the wedding.

Now may God bless us, God bless us all and His Son,
Come to the wedding, to the wedding, to the wedding.

BRIDEGROOM & A FRIEND

Bless me, my father, my mother,

Bless me, your child who goes to the capital city
To break down the wall of stone.

~ There to win his bride, his lady.

To go to the church,
And to kiss the silver cross.
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TOCTU
Tne cupur Tak XBeTuc rocysapb.
Tam cBedeit CBETUK HAMJET.

“~ Boxbs MaTepb Goropopmyal

JPYKKA [BAC]
CMOTPEbIKY, TTIAENbIKA
3eBaKy ¥ Na/JIONUIHbI KOMKOAKM.

XOP
BocnoBuTe-TKO BCe KHA35 HOBOOpaIHaBa!

TIPY>KKW [BAC]
B myrb-nopoxennky exatn, CyxkeHo, psyKeHO B3ATD!

XOP
ITox 30710TOI BeHeIl CTOSITh.

BCE
Oii!

XOP I CONMMUCTDI

Jlebenunoe mepo ymagano! Vpan mamo!

Tlepen Tepemom ymamano! Vsan mano!

Vmagan XBeTuc nepej; pojHbIM 6aTiONIKOI,

Vmagan [Tampuibud nepej; poiHOI MaTYIIKOIA.
IIpocut u MeHe u 60cIOBY

Ko Boxbio cyly exaTi, K CBATOMY BeHYaHbMUILY.

Kaxk npusen Bor o KpecToM u Tak 6bl IO} BEHIIOM.

TIPY>KKA [TEHOP u BAC]
«~ BacmaBure Bce oT cTapoBa Jio Manasa!
Bacnasu, Boxa, 110 IByX mopakieH.

XOop
Kysbmy Jlembsany coirpats!
. Jla cTonmbKo e HaM cBaib0Oy chirparn! Ol

XOP I COMUCTBI

bacmasu, boxa, 1o AByx mopoxyeH,

Bacmasu, Boxa, o IByX mocaxéH,

Bacnasy, bBoxxa, MuknTa nomyrunk, Muxanuna ApxaHrern,
Bacmasu, Boxa, PoxxyiectBo Xpucrosa,

Bacnasu, Boxa, xpecTpiHb GacmaBnAT,

K Benny aTmymaru.

bacnas, boxa, boxyHbka, 6acnas, Boxxynbka.

Tlopp Ha cBags6y! [logs Ha cBab6y! Ilogs Ha cBajbOYy!
Caarpit JTyka, mojib Ha cBazib6y! Cearbrit JTyka!
Caarbiit Jlyka, cnynu cBafpby

Cryun cBazib6y, {ByX MONOJIEHHBIX, IBYX MOCAKEHBIX,
JIBYX 110Ca)KeHbIX, CITyL[ CBAAbOY ABYX Cy>KEHBIX,

VI mepBe1it Magen!

Bl Kaprusa 3-5. IPOBOJIBI HEBECTBI

XOP

Brarocnasmsancs cBeren

MecsIIT 0KOJIO SICHOTO COJTHYTIKA.
BrarocnaBnsnach KHATMHIOMIKA
Y rocynaps, y 6aTiomkm,

V rocysapbiHy MaTyLIKN.

SKEHUX [TEHOP]
Brarocnosu meHs, GaTromka,

XOopP
Jla Ha 4y>KyI0 CTOPOHYIIKY.

OTEL] [BAC]
'l Hmeanenaa: CBeIja BOCKY Aporo
Hepe}l 06Pa30M JO0IT0 CTOKLN.

MATb [COIIPAHO]
- HpucTo;ma KHATUHA — CKOpbl HO>XE€HbKMU.

GUESTS

See him, Fetis, the noble Fetis there.
So the candles are lighted.

To invoke our Lady’s blessing.

A FRIEND [BASS]
All you that come to see the bride passing by,
Did stay to see her taken away.

CHORUS
Give you blessing, bless the prince upon his way, the bridegroom...

A FRIEND [BASS]
Who is gone away to meet his bride, to wed her whose troth is plighted!

CHORUS
On his brow to set a golden crown.

ALL
Ah!

CHORUS & SOLOISTS

There falls a swan’s feather! Ivan has fallen!

Before the palace it falls! Ivan has fallen!

Fetis falls on his knee before his own father,

Pamfilievitch falls on his knee before his own mother.
Asking their blessing upon the son who goes to be married,
And may the saints go with him, guarding him.

May the saints go with him too, and keep him in their care.

A FRIEND [TENOR & BASS]
Lord, O bless us all from oldest to the youngest children!
Bless us, Lord, bless the bride and the bridegroom!!

CHORUS
Saint Damien, bless us also!
The oldest, the youngest, O bless us. Ah!

CHORUS & SOLOISTS

Bless us, O Lord, and bless now our wedding too,

Bless us, Lord, send Thy blessings upon us all,

Bless us, O God, Mikita the companion, Mikhail the Archangel,
Bless us, O God, birth of Christ,

Bless us, O God, blessed Christians,

Pass to the altar.

God protect us, aid us now, God be with us now.

Come to the wedding! Come to the wedding!

Saint Luke, do thou be with us, bless us, Saint Luke, Saint Luke!
Bless our marriage rites, we pray thee,

Bless the pair, Saint Luke, bless them whom thou hast chosen.
Bless them their bridal, give thy blessing to them for always,
And to their children!

Scene 3: The Bride’s Departure

CHORUS

Brightly shines the moon on high,

Beside the glowing sun, even so the princess
Livd within the palace happily

Beside her aged father and her mother,
Happily beside her father and her mother dear.

BRIDEGROOM [TENOR]
O grant me your blessing, father, dear,

CHORUS
For now I go to a foreign land.

FATHER [BASS]
See how bright the candles burn before the Ikon,
So I have stood before it long.

MOTHER [SOPRANO]
So the princess stood awhile and then, quickly, away she went.

JIPYXKKI
[MELIJO-COIIPAHO]
V3K KaK 60C/IOBU/IN OHY JIEBUILY.

[TEHOP]
Tlepep 6airycKoit rOPbKO IUTALYIIN.

JKEHMX I MATD [TEHOP u COIIPAHO]
Jla 4TO Ha YeThIpe Ha CTOPOHYIIKM,
I[a YTO Ha YEThIpe HA CTOPOHYU.“(M,
Xne6om-conbio, Crracom-06pasom.

BCE
Cesreii Kyspma, mogp Ha cBagp0y!
Casrsiit Kysbma-Jlempsn, moppb Ha cBagbGy!

MATbD [COTIPAHO]
Bo ropuue, Bo ceermiie
JIBa romy6s Ha TAGMMLIE.

XOpP

Caarpit Kysbma, noab Ha csanbéy!
Caarpiit KysbMa, ckyit Ham cBaip0y.
Caarpiit KysbMa, cKyit HaM KpeIKy,
Kpenky, TBEpay, [ONTOBETHY, BEKOBETHY
C MIAJOCTA U B0 CTapOCTM MATYIIKa,
TTo cenaM xofmma, TBO3AM cobMparna.

[TEHOP]
C MmajocTu 1 0 CTapocTi.

XOop
VI o MasbIX IeTyuIex.

MATD [COITPAHO]
Bo ropuuiie, Bo ropuuile, BO CBET/INIE,

XOop
JiBa romy6s Ha TAGMMIIE.

[TEHOP]
OHU IBIOT, OHY HBIOT U /IBIOT,

[COTIPAHO u MELILIO-COITPAHO]
B HOH"TMPB} 65!01‘, B ublM6aIIL! HOI[]:II‘Pb]Ba]OT.

XOP U COMNCTBL

Kysbma [leMbsiH, IO CeHAM Xoamma
T'Bo3pum cobupara, cBajie6Ky KoBaa.
Caarsiit Kyspma, moap Ha cBazp0y,
C M1aiocTy ¥ JIo CTapoCTH.

Caarprit Kysbma crynu csa}:(béy

C MajocTu 1 10 CTapocTi.

VI o Manbix feTymex.

U tB1, cama Matb Boxbst,

Ts1, Matb Boxxbs, cama Boropopirya,
TToxb Ha cBanbOy, cryrm cazboy.
Cryuu cBafib0y, CIylm Kpernky.

U co Bcemn ITocromamu,

W co Bcemu AHrenamm.

U kak BBETCS XMeEJTh IO THIIBIO,

Tax GBI HAIIN MOJIOABIE BUIICD JIPYT KOJIO IPYTa.

(ITposodvr Hesecmvt. Bce yoansomcs)

(Bxoosm DU HEHUXA U HEBECHbL C KAXOOTL CHOP cyenbl)

MATD HEBECTBI I MATD J)KEHMXA
[COITPAHO u MELIITO-COITIPAHO]

Popumoe M0€ IUTATKO, MOE MUTIOE,

He noknup MeHsA ropeMbIaHYIo.

Boporucs, BopoTuce, Mos AUTATKA,

BOPOTMC]:, MOA MUIAA.

3abbL1a, TH AUTATKO

Ha cromnke 3010ThI Kmtoun, Ha ménkosom nosce,
Poaumoe MOE IUTATKO.

(Mamepu yxodsm. Cuena nycma)

MARIINSKY

FRIENDS
[MEZZO-SOPRANO]

- So they gave their blessing to their daughter fair,

[TENOR]
So she before her father stood weeping,

BRIDEGROOM & MOTHER [TENOR & SOPRANO]
And so to ev’ry quarter of the world I go,

Holding the Ikon, holding bread and salt too,

Holding bread and holding salt too.

ALL
Thou Saint Kuzma come with us!
Saint Kuzma-Damien, O come with us!

MOTHER [SOPRANO]
To the room where the two little doves are sitting,
Two little doves in a small room.

CHORUS

Holy Saint Kuzma, O come to the wedding!

Holy Saint Kuzma, so the wedding may prosper,

Holy Saint Kuzma, do thou grant that the wedding may prosper,
Fast and firm, for many centuries,

Enduring from youth unto age, enduring,

Mother walked about the hall gathering nails from the hay.

[TENOR]
From youth to old age, to old age.

CHORUS
To our children een unto them.

MOTHER [SOPRANO]
In the little room, the happy room, the small room,

CHORUS
There are sitting two little doves.

[TENOR]
They are drinking, drinking and pouring too,

[SOPRANO & MEZZO-SOPRANO)]
Striking the drums, the cymbalom plays along.

CHORUS & SOLOISTS

Kuzma-Damien walked about the hay,

Gathering nails to make fast the wedding.

Holy Kuzma, aid the wedding,

From youth unto old age.

Holy Kuzma, aid the wedding,

From their youth unto old age.

And unto their little children.

And you, the Mother of God,

You, Mother of God, Mother of our blessed Saviour,
Aid this wedding, forge this union,

Forge this union, make it hold fast.

And all the Apostles,

And all the Angels,

As the hops entwine together,

So our newly married couple cling together, as one they two.

(Departure of the Bride. Everyone leaves)
(Enter the Mothers of the Bride and Bridegroom on each side of the stage)

MOTHER OF THE BRIDE & MOTHER OF THE BRIDEGROOM
[SOPRANO & MEZZO-SOPRANO)]

My own dear one, child of mine, little one, my little one,

Do not leave me, my dear one, little one.

Child of mine, do not leave me, my little one.

Come again to me, my little one.

Child you have forgot, dear one,

Have forgot the golden keys hanging, On a silk cord,

My child, my own little child, dear one.

(The Mothers leave, the stage is empty)
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YACTDb BTOPAA

XOP

sIropa ¢ ATo0It coKaTmIacsa

sIropa sArojie TIOKIOHMIACS

Ait momnu, moym! Jliomenbku, ait nromu!
Ait, monu!

JIPY>XKA [TEHOP]
Sropxa KpacHa, 3eMIAHIYKaA criena!l Ajf, monn!

XOP U1 CONMUCTBI

Aif, mioeHbKy rosmn!

- slropa sirojie CIOBO MOJIBUJIA,

SIroma oT ATO/BI He BAAMM POCIA.
OpHa-To sArofia — XBETUCYIIKA CyIaph,
A ppyras aropa - Hacracbromka gymra.

TOCTU
Becen, Becen xoput u ®Pepop Tuxnasmd.

. Hamén, Hamén 30710T mepCTiH, 30/10T C JOPOTUM Cbl KAMHEM. ~

IOHBIB, HOHBIB XOOUT

ITanaren CraHOBUY,

TToTepsn 30710T TIEPCTHH,

IManaren Cranosuy.

HDTEP)‘IT[ 307I0T MEPCTUH, 30/I0T C JOPOTUM Cbl KAMHEM.

XOP

TOHBIB, WOHBIB, WOHBIB [Tanarei,

TOupiB ITanareit, xogut CriaHbIy.

Xopur ITanareit, xogut CriaHbrd.

TloTepsn 30710T IePCTUH, 30/I0T C JAPATUM ChI KAMHEM.

TOCTU [COJIMCTBI]

Jlerana rycoins, neranal Jlerana cepas, nerana! '

XOP
A sAropa ATofie MOKIOHMIACH,
Sropa srojie COBO MONBU/IA

V-150- 7150~ JT¥0- JTFO- TTFO- TTH0, CObaKm! .
BCE
" Oii! Jlait! '

TOCTU [COJIMCTBI]

Jlerana rycoins, neranal Jlerana cepas, nerana!

Kpbll‘lb}l TIpMMaxara, Ma3onu MoTupana

Oit, ns1-1m, nist-nu 71sast! Cron6ol ckonmbixana. Ot 7!

Bosip npobyskaana. O, nsit! O, sa-nu nstit! .

OTEL] YKEHVXA [TEHOP u BAC]
Bor Tebe sxana! OT 6ora caxpaHa.

XOP [MY)KYMHBI]
Ceit 1éH f1a kaHarm! i
CrnpammBaii ¢ Heé py6aku fa mopTKu!

XOP [KEHIIVIHBI]
Ait, MpI Tebe, HacTromika, roBOpyin. ~

OTELI )KEHMXA [TEHOP]
...Py6amkn ga moprxu!

XOP [KEHIIVIHBI]
Oit, MbI Tebe, MUIasi, TOBOPUIIA.

(Mamv Hesecmbl n00600UM €€ K C60eMy 3AMI0)

MATD HEBECTBI [MELILIO-COITPAHO]
3aTHK MOJI Mo6e3HbIIT, Bpydako Tebe oYepio Mo6e3Hy.

IPYIXKA, MATD JKEHMXA, CBAT, CBAXA,
BCE 10 OYEPEIM

Ceilt 1éH fja 3aMallIKy, CIPALINBAIL C Heé pyGalKy,
TToit, kopmu, fja ofieBaif, 1a Ha paboTy OTIIPABIAIL.

PART II

Scene 4: The Wedding Feast

CHORUS

A berry rolls into another berry,

One berry bows to another berry.

Ai, louli, louli, louli! Louchenki, ai louli!
Ai, louli!

A FRIEND [TENOR]
Alittle red berry, and a strawberry did ripen. Ai, louli!

CHORUS & SOLOISTS
Ai, louchenki, louli.

- And one berry spoke sweetly to another,

One berry grew not far from another.
And one berry represents the noble bridegroom, Fetis,
And the other, Nastasia, ‘tis the white one.

GUESTS

So gaily, gaily goes he, Fyodor Tichnovitch.

Found, found a golden ring, gold with a precious stone.
A youth, youthfully goes

Palagey Spanovitch!,

Lost a golden ring,

Palagey Spanovitch.

Has lost a golden ring, gold with a precious stone.

CHORUS

Young, young, young Palagey,

Young Palagey, goes Spanich.

Goes Palagey, goes Spanich.

Has lost a golden ring, gold with a precious stone.

GUESTS [SOLOISTS]
Flying came a goose, flying! Flying came a grey one, flying!

CHORUS

One red berry bows to another red berry,
One red berry spoke to another red berry,
U-lyu-lyu-lyu-lyu-lyu-lyu, hounds!

ALL
Oi! Lai!

GUESTS [SOLOISTS]

Flying came a goose, flying! Flying came a grey one, flying!
Now its wings are beating, Its tiny feet are scratching,

Ai lulie! Ai lulie! Making clouds of dust rise. Oi lai!
‘Waking all the nobles. O4, la, oi, la, oi, la!

BRIDEGROOM’S FATHER [TENOR & BASS]
Now behold your wife, whom God hath given you.

CHORUS [THE MEN]
Plant flax and hemp!
Ask her for shirts and pants!

CHORUS [THE WOMEN]
Ai, we told you, Nastyushka.

BRIDEGROOM’S FATHER [TENOR]
...Shirts and pants!

CHORUS [THE WOMEN]
04, we told you, dear.

(The Mother of the Bride leads her to her son-in-law)

MOTHER OF THE BRIDE [MEZZO-SOPRANO]

To you I entrust her, my son-in-law, I entrust her, my daughter dear.

A FRIEND, THE MOTHER OF THE BRIDEGROOM,

THE MARRIAGE-BROKER AND HIS WIFE (IN TURN)
Plant flax and hemp, ask her for shirts,

Give her to eat and drink, clothe her - and send her out to work.

OTEL] [BAC]
Py6u nposa,

TOCTY PKEHIIVIHBI]
CrpammBart my

JIPY)KKA [TEHOP u BAC]
JIro6m, Kak fyury, 11061, KaK [yIry, TpsCH, KaK TPYILy.

TOCTU

Bospe BcTaBany, B 4apKy HalTuBaIu,

B yapku HanuBanM, B YapKu HaaMBAIM,
Tocreit o6xonunu, Mapbe IOHOCHIN.
Mapbe nogrocumm.

TOCTbD [BAC]
Boimeit, marymika. Ckymait, XapuToHoBHa!

MATYIIKA [COIIPAHO]
He mbio, He Kywaro, 605p He CIyLIaw.

TOCTbD [BAC]
Kak 651 6611 CriMeon?

MATYIIKA [COIIPAHO]
51 6b1 crmna, cKyluana, 60sp MOC/AyIIaa.

TOCTU [XOP u COMMCTBI]
Oit, TbI TYCbIHS 3BOHKAs, KuTaiicKas!
V3K ThI IJle, TYChIHA 3BOHKasA, I7le MOObIBa/Ia U 4TO BUje/a?

HEBECTA [COIIPAHO]

W 51 6bI1a HA CHHEM Ha MOPH, Ha MOpe Ha 3epe.
Ha tom nmu Ha Mmopu Ha 3epe

JleGenp Genas Kymanacs.

TOCTU
Jhionu! Jlionu! Ha mope, Ha 3epe,
JIronm! Ha 6erno manackanacs.

MATD HEBECTHI [MEIIIIO-COITPAHO u BAC]
Bout nu Genoit nebean Ha Mopu?
Bupen nu 11, Genoit, nebenky?

SKEHMX [TEHOP] 1 YKEHII[VIHBI
Jla u KaK >ke MHe JIla Ha MOpe, Ha Mope He GbIBaTh,
Jla 1 Kak >ke MHe 7eGEyIIKN He BUIATh?

TOCTb [BAC]

V nebeps me6émymiKa MO KPBIIOM.

V nebeps KocaTas MOJ KPBITOM.

Y XBeruca-to Hacrachionika oy 604KoMm,
V XBernca TumodeeBHa m0OJ; KPbIIOM.

MATD )KEHVXA [COIIPAHO]
IlBa nebens, nBa Gembix
ID1aBany Ha MOPH, IUIABA/IAL.

XOp
Oit 7x07m, 0it 1x0/m Gertble TIABAIM.

JPYXKA [TEHOP u BAC]
Oit, uém e b1, HacTacpiomika, ygana?

HEBECTA [COITPAHO]
S 110 1osic BO 30710Te 06BMIACD,
JKemuy>kHbIe MAXOPUMKM [0 3€MJIA.

CBAT [BAC]
OXx, moitHKK, nponoitauk HacTuu 6ariomka.
Ha BuHHOIT yapouyke, Ha MeJIOBOJ1 CTOIIOYKE.

Xop
TIpormn cBoMO Yajy, 32 BUHHYIO Yapy.

JIPY)XKA [TEHOP]
CBaTbIOIIKM, TOBOPAUMBaiiTeCh!

MARIINSKY

FATHER [BASS]
You saw the wood.

GUESTS [THE WOMEN]
Ask for cabbage soup.

A FRIEND [TENOR & BASS]
Love her, O love her, O love, shake her like a pear tree and love her.

GUESTS

They are come, our nobles, fill the flowing goblets,
Round the tables going, fill the flowing goblets,
Going round among the guests and toasting Mary.
Toasting Mary.

GUEST [BASS]
Drink thou, little mother. Eat thou, Maritovna.

MOTHER [SOPRANO]
1 do not drink, I do not eat, I listen here.

GUEST [BASS]
If our Simon were here!

MOTHER [SOPRANO]
Listen to the nobles as they eat and drink their wine.

GUESTS [CHORUS & SOLOISTS]
O you noisy chatt’ring Chinese goose!
O you noisy goose, where have you been and what did you see there?

BRIDE [SOPRANO]

T have been far away, upon the blue sea, on the lake.
In the sea, on the lake,

A white swan was bathing.

GUESTS
Louli! Louli! Away upon the sea, on the lake.
Louli! Was bathing there.

MOTHER OF THE BRIDE [MEZZO-SOPRANO & BASS]
A little white swan, did you see it there?
And did you see a little white swan?

BRIDEGROOM [TENOR] & FEMALE CHORUS
And how should I not have seen the sea, not have seen the sea?
How should I not have seen the sea, seen the little swan?

GUEST [BASS]

Ay, beneath his wing the swan doth hide his mate.
Ay, beneath his wing the swan doth hide his mate.
Ay, and Fetis holds Nastasia at his side,

Ay, and Fetis holds his bride under his wing.

MOTHER OF THE BRIDEGROOM [SOPRANO]
Two swans, two white swans in the sea,
‘Were swimming in the sea, two swans.

CHORUS
04, louli, oi, louli, two swans were swimming there.

A FRIEND [TENOR & BASS]
And you, Nastasia, what have you done?

BRIDE [SOPRANO]
T have donnd a golden belt, it is plaited with pearls
That trail and hang down to the ground, the ground.

THE MARRIAGE BROKER [BASS]
O you merry old rogue, Nastasia’s father, you,
Holding a goblet of rare old wine, a rare goblet.

CHORUS
He has sold his child for wine, for flowing goblets!

A FRIEND [TENOR]
Dear marriage brokers, don’t tarry!
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TlopaBaiiTe HeBeCTy, JKEHUX CKy4aeT.
Kpacnpr sesuiip!

IIuposxHble MacTepuiibl,

TopiueyHbie Mary6HMIIBI,

JKénymknu moccusbld,

JKénbr mopxmbls,

Marbie pe6sTa rOpOXOBBI TaTH,
MapkosHble nary6uuku! IToiire mechu!

(OKenuxos Opysicka 6vi6upaem u3 noesian 00H020 MyHa U HeHy U
8e0ém ux o6ocnamv 07 MONOObIX NOCMEND.)

JEBYIIKM, MATEPU U [IPY KK
Xserucymika ckaxer: «CraTb X0o4y».
Hacracbronika MonBuTt: «V s ¢ T06051».
XBerucymka ckaxer: «<KopoBaTb TecHar.
Hacracpronikxa monsut: «byger ¢ Hac».
XBerucymka cKkaxer: «Jlesmo XomoaHo».
Hacracpronika MonBuT: «Byper Termo».

TIOIIPY KK

To XBeTucy mecenka,

Jla 9TO ACHOMY COKOTTY

W co 6emoit nebemymkoit,

Cger Hacracoeit TumodeeHoii!
C/IBIINLIB /11, XBETUC TOCIIOANH,
Crpimuip v, [amunbesny?
Mpsr Bam necHio moém,

Mpsi Bam yectb Bospaém!

CBAT [BAC]

He nexmu y xpyre 6epere.

He cupu, CaBenpromika.

Bo Gecenyuuke, cpsikait cBaeOKy, Xserucasy. Ox!

IIOE3)KAHE

Ox, Ha u36e 3e/1bs, y BbI30e BeCe/bs.
3a cronoM 6ospe, OHYM ME-BMHO TN,
pedn TOBOPUIINL.

CBAT [BAC u TEHOP]

V MeHs cBaiebKa Ha IMBO CypsDKeHa.
[leBATH BapOB MMBO BapeHO,

A pecsTblit Bap 3eIeHa BUHA,

TIOIPY KK

BemyTr HacTacpioniky, Ha Ty>KyI0 CTOPOHY,
Ha 4y>xo0if CTOpOHe yMeroun jieBKe XXUTh!
Bcé moKOpHOIT fieBKe, BCE TOKOPHOI ObITh!

MATD [COITPAHO]
TIoxopHOIT TONIOBYIIKe Besfe 060, XOPOIIIO.

TOCTH (T1O OYEPE[IN) [XOP u COJIMCTBHI]

VI crapoMy 1 MajioMy — BCEHU3KMIT OK/IOH,
MormozibIM MOZIOZIYIIKaM — TIOHMYKE 3TOTO.

IIo ynuue, ronuie, Aa 1Mo MMPOKOIL I0O/INIIe

Xopun, Ty MOIOfIel] MOMIOMOTA.

TTo senénomy camy, mo Hactunbim cnepam,

Tnanen cmorpen Xserucyuika Ha Hactiomky csoro.
CBs13a1 CBOIO I'OJIOBY IUIATION ITyXOBOIO,

JIeHTOI MMIOBOIO.

SKEHUX [TEHOP]
VY moeit y HacTromku moxomo4ka vacras,
Illy6ouxa HOBas, omymKa 606poBas!

IPYXKKIU

Hacrs yepro6posas!

Hy-ka, poguMblii 6aTionika, ploMOYKY BBIINBait!
Promouxy BbimuBait!

Hammx Momnoypix ofapsit!

Monoppix ozapsit!

Haumm monosipiv MHOTO Hafto.

OHM XOTAT JOMUIIKOM >KUTb,

Jlomika mpu6aBuTh,

Ha yrny 6aHio ocTaBuTh.

\._ Lead the bride in, the bridegroom is waiting lonely.
You fair maidens!
You pastry cooks,
And you plate smashers,
You grey-headed old wives,
You weak wives,
Small children stealing peas,
Carrot-thieves! Raise your voices!

(One of the friends chooses among the guests, a man and his wife,
and sends them to warm the bed for the bridal pair.)

GIRLS, MOTHERS & FRIENDS

Fetisushka is saying: “I would sleep now”,
Nastasyushka is replying: “I'll go with you”.
Fetisushka is saying: “The bed is narrow”.
Nastasyushka is replying: “It’s enough for us”.
Fetisushka is saying: “The sheets are cold”.
Nastasyushka is replying: “They will be warm”.

BRIDESMAIDS

*Tis to thee, Fetis,

Sing we now this little song,

And to the little dove, the white one,
To Nastasia, to our Timofeevna, too!
Dost hear us, hearest thou, Fetis,
Dost hear us, Pamfilievitch?

We sing a song to you,

We are honouring you!

THE MARRIAGE BROKER [BASS]

Do not lie thus by the steep river bank.

Ay, sit down, Savelyouchka.

In a summer house, a wedding prepare now, for Fetis. Oy!

GUESTS

In the farmhouse see how jolly a feast is held.
Nobles sat at table drinking honey and wine,
And all the while made speeches.

THE MARRIAGE BROKER [BASS & TENOR]
Merrily, oh merrily, our wedding went truly.

Nine kinds of beer were brewed,

But the tenth is the strongest of all, as strong as vodka.

BRIDESMAIDS

Our Nastasia goes away, to dwell afar off,

In a distant country, wisely shall she live there in happiness.
Let her be an obedient girl, let her be obedient!

MOTHER [SOPRANO]
She who knows how to be obedient, always is happy.

GUESTS (IN TURN) [CHORUS & SOLOISTS]

Bow then courteously, both to the old and the young ones.

To the very youngest maidens you must bow lower

A smart young dandy, a dandy went awalking down the street,
Down the long wide street walking.

In the garden green there, Fetis stood and lookd

Upon the marks of his Nastasia’s feet, his own Nastasia.

On his head he wore a fine fuzzy cap for winter,

Tied it to his head with a lily ribbon.

BRIDEGROOM [TENOR]
My Nastasia walks very quickly and her new little coat,
It is lined with the fur of martens cosily.

FRIENDS OF THE COUPLE

Nastya the black-browed!

Now then, you old man, come and drink a little glass!
Drink a nice little glass!

Toast the happy married couple!

To our pair drink a health!

For our married ones need many things,

They want to have a little house,

Increasing their home,

A banya they will build for themselves there.

ThI 3ai11€1Ib /1a TTOMAPUIIBCS,
A TIOCTIelt TOTO TOXBA/IMIIbCS,
Bot kak cTanmm HallIy MOJIOJIbIE-TO KUTh!

TOCTU
Toppko, 0x roppko!
OX, He/b3s1 MUTH!

(OKenux u Hesecma yenyomcs)

Hy xe, ny xe, Hy,
Promouxy BeinmmBait,
A HaIIMX MOZIOABIX ofapsii!

TOCTbD [BAC]

Ota, 3Ta, 3Ta XOTh Ky/a!
OTa 1 Tanephb CTOUT py6Ist
A xax eit, et 60ka HaJyTh,
3a 9TaKy u fBa AaAyTh.

JIPY>KKI
Xotb 6bI TaK, XOTb 6bI TaK,
XoTb 6bI py6IMKOB.
Borra-pexa pasinBaercs,
3ATUK y BOPOT yOMBaeTcs:

JKEHIIVMHBI
«AX, Tella MO, TelIlla TackoBasi!»

XOop

A xorpa 6yfieT TBOs 4eCTb,
XoTb 6B py6/IMKOB,

XoTb ObI IIECTD.

OIVIH U3 JIPY)KEK [TEHOP u COIIPAHO]
Al BBI, JPY>KKH, CTIeTIBI,

Yro J€BKa JeTUHKE 6oka TIpOTOJIKana,

V ketouxy 3Baa?

CBAT [BAC]
(o6pawsasice Ko zperousum nocmens)
A oTpany HaM JeBKy — OTHATA IIOCTENbKy!

(O6ozpesarousue nocmenn svinesaom us nes. emuca u Hacmacvio
8edym K nocment, yKnao ux, ip 0sepb U oc

00HUX. PoOumenu j#enuxa u Heeecmvl yCaxruearmes Ha ckamve
neped 0sepvio. Bee o6pauyervt K HUM TULOM.)

BCE

Tlocrenbst Most KapaBaryka!

Ha kapapatyuike - nepunyuixa,

Ha nepunyuke - ysronmosbuia,

B usronospuiie - opusmmia.

Tlox AnsAnMLOM — BOGPBIT MOTOELL,
JTo6pbiit Momozer; XBeTHCyIIKa.
Bopobeit BOopobKky mapyer,
TTocapupin Ha KapaBath.
Xserucynika Hacracproniky memynr.
En uemyntb-Munynts, Ha pyuKy K1agéTh.
Ha pyuxy xmafe, Kbl cepAedKy sxme.

JKEHUX [BAC]

AX ThI, TylIKa XKEHYIIKa,

JlaHHasi MOs IOTTISI/{eHbs,

Hounas mos 3abaBa,

TTaxxnBém MbI ¢ TO60I XapalleHnyKa,
UTOOBI IOV HAM 3aBHBIBAIN.

(3anasec onyckaemcs mednenHo.)

MARIINSKY

You come and have a good steam,
Afterwards you will be satisfied.
So did our young pair start to live!

GUESTS
Bitter, oh it’s bitter (make it sweeter)!
Oh, enough drinking for you!

(The Bridegroom and the Bride kiss)

Nu, nu, nu, well, well,
Drink again, toast the pair,
Drink again, and embrace the two.

GUEST [BASS]

This one, this one, this one, this is good!
This one even now cost a rouble,

But if you squeeze it in your hand,
Squeeze it tightly it costs double that.

FRIENDS

I don’t care, I don’t care at all,
If only there was money.

Now the river Volga overflows,
The son-in-law cries out:

WOMEN
“Ah, my mother-in-law, my mother-in-law dear!”

CHORUS

- And when your time comes,

Might I get a few roubles,
Ev'n six.

ONE OF THE FRIENDS [TENOR & SOPRANO]

All you blind maidens,

Can’t you see the girl’s nudging the young man in the side,
Calling him to the little cage?

THE MARRIAGE BROKER [BASS]
(to the couple who warmed the bed)
You gave us the girl, now give us the bed!

(Those who are warming the bed go out. Fetis and Nastasia are
conducted to the bed and laid in it, after which they are left alone,
and the door is shut. The parents of the Bridegroom and Bride seat
themselves on a bench in front of the door, with everyone facing them.)

ALL

My lovely little bed!

On the little bed, a lovely feather mattress,
On the feather mattress, a place for my head,
In the place for my head, covered in blankets.
Folded in the blankets, a good young man,

A good young man that is Fetis.

The sparrow pairs with the sparrow,

Lays her down on the bed.

Fetis holds Nastasia and kisses her.

Kisses her and lays her on his arm.

Puts her in his arms and presses her to his heart.

BRIDEGROOM [BASS]

“Dear heart, little wife, my own
Dearest treasure, my sweet, my honey,
My nighttime fancy,

We'll live well together,

So that people may envy us.”

(The curtain is lowered slowly.)
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IDAPDb OOUII

OEDIPUS REX

Onepa-opamopus 6 08yx deiicmeusix no mpazeouu Cooxna.
Mysvika Veops Cmpasurckozo, nubpemmo XKana Koxmo.
Ilepesoo na namunckuii asvik XKana Janueny

IPOJIOT

PACCKA3YMK
3putemu! Ceraac bl ycbimte «Ilaps dnura» Ha TATUHCKOM SI3BIKE.

YTo6bI M36aBUTH BaIM CATYX ¥ TAMATD OT M3/IMIIHE Harpy3KHu,
Tem 6oree YTO OIepa-opaTOPMs COREPIKUT MAIIL CaMble
Ba)XHbI€ CLI€HBI, A 6Y}Z[y IIOMOTraTh BaM IIOCTEIIEHHO BCIIOMMHATH
tparepuio Codokra.

OnuI, He CO3HABAsA TOTO, HAXOUTCS BO BIIACTU CUJI, C KOTOPBIMMU
0GBIYHO CTATKMBAKOTCSA JIUIID I10 Ty CTOPOHY OBITHA. DTU CHIIBI C
CaMOTO €ro PO>K/IeHNSA TIPUTOTOBUIA €My NIOBYUIKY — Bbl YBUJIUTE,

KaK OHa 3aX/IOIHETCA.
Bor kak pa3BuBaercs fieiicTBue:

Dusbl B cMsTernn. [Tocne Churkca — yyma.
Xop ymonser Spuma CnacTy ropo,.

Spu, mobezmrens ChuHKca, obemaeT CracTu TOpof; OT HOBOIL Gefbl.

(Pacckazuux yxooum)

JIEVICTBUE IIEPBOE

XOP
V6usaer Hac yyma, PUBbI OT YYMBI BHIMUPAIOT.

OT 4yMBI CITacH, CIIacu HaC OT YyMb, OT KOTOPOit PUBbI BBIMUPAIOT.

Oy, MOABUIACH YyMa, yéymae'r Hac 9yMma,
Spu, OT YyMBI CITACH Hac, criacy Spui,

oT 4yMbI 0cBOGOAY rOpog, Dy,

TOPOJI CITACH yMMpAoLuit!

SANIT

JleTu Mou, 5 BaC 0CBOGOXKY,
OcBO6OKY BaC OT YyMBI.

51, mpocnaBenHbIit Spu,
S, Spum, Bac mob0.

S, Opum, Bac cracy.

XOP

Cracu Hac ele pas, CIracit Topog, Su,
CIIacy Hac, IPOC/IaBIeHHbI!

YTo HYXHO JieNlaTh,

UT06bI MBI 6B OCBOOOKIEHDBI?

SJINIL

S mocman 6para cynpyru.

On BompomaeT opakyrna,

K Bory nocnaun Kpeont.

On BOTIPOIIAET, YTO HY>KHO JI€/IaTh.
Kaxk 661 KpeonT He 3ajiepykarncs!

(Iosiensiemes Kpeonm)

Xop

Bynpb spopos, Kpeonr! Cryuraem.

3npascrByit, Kpeont! T'osopu, roBopu ckopee!
Cryurarenu Te6s IPUBETCTBYIOT.

Crymaem, crymaem.

PACCKA3YMK

KpeonrT, urypun 9numa, BepHy/ICsA OT OpaKysna, K KOTOPOMY
nochiia ero 3a coperom Axuir. Opakyi Tpebyet, 4To6bI GbIIO
oroMmuleHo y6uitctBo naps Jlas, Torga 4yma mOKMHeT FOPOf.
V6umita ckpeiBaercs B OuBax, ero Hy)KHO HaifTu M060IT L[eHOIt.
OJuII TOPANTCA CBOMM yMEHMEM pasrajibiBaTh 3arafgki. OH
OGHapYXUT yOUiflly u USTOHUT ero us Ous.

Opéra-oratorio en deux Actes d’aprés Sophocle
par I Strawinsky et ]. Cocteau
Texte de J. Cocteau, mis en latin par J. Danielou

PROLOGUE

LE SPEAKER
Spectateurs, vous allez entendre une version latine d’(Edipe-Roi.

Afin de vous épargner tout effort d’oreilles et de mémoire et
comme l'opéra-oratorio ne conserve des scénes qu'un certain
aspect monumental, je vous rappellerai, au fur et & mesure,
le drame de Sophocle.

Sans le savoir, (Edipe est aux prises avec les forces qui nous
surveillant de I'autre c6té de la mort. Elles lui tendent,
depuis sa naissance, un piége que vous allez voir se fermer la.

Voici la drame:

Thébes se démoralise. Apres le Sphinx, la peste.
Le cheeur supplie (Edipe de sauver sa ville.
(Edipe a vaincu le Sphinx, il promet.

(Exit)

ACTE UN

CHORUS

Kaedit nos pestis, Theba peste moritur.

E peste serva nos, serva, e peste qua Theba moritur.
Oedipus, adest pestis, kaedit nos pestis,

Oedipus, e peste serva nos, serva, Oedipus,

E peste libera urbem,

Urbem serva morientem.

OEDIPUS

Liberi, vos liberabo,
Liberabo vos a peste.

Ego clarissimus Oedipus,
Ego Oedipus vos diligo,
Ego Oedipus vos servabo.

CHORUS

Serva nos adhuc, serva urbem, Oedipus,
Serva nos, clarissime Oedipus,

Quid fakiendum, Oedipus,

Ut liberemur?

OEDIPUS

Uxoris frater mittitur,
Oraculum consulit,

Deo mittitur Creo,

Quid fakiendum consulit.
Creo ne commoretur.

(Creo apparit)

CHORUS

Vale, Creo! Audimus.
Vale, Creo! Kito, kito.
Audituri te salutant.
Audimus, audimus.

LE SPEAKER

Voici Créon, beau-frére d’Edipe. Il revient de
consulteur I'oracle. L’oracle exige qu’on punisse

le meurtre de Laius, I’assassin se cache dans Thébes ;
il faut le découvrir cotite que cotte. (Edipe se vante
de son adresse a deviner les énigmes.

11 découvrira et chassera I'assassin.

MARIINSKY

OEDIPUS REX

EDIPUS-REX

An opera-oratorio in two acts after Sophocles
by I. Stravinsky and ]. Cocteau
Text by J. Cocteau, translated into Latin by ]. Danielou

PROLOGUE

NARRATOR

Spectators, you are about to hear a Latin version of King Oedipus.

This version is an opera-oratorio; based on the tragedy by
Sophocles, but preserving only a certain monumental aspect
of its various scenes. And so (wishing to spare your ears and
your memories) I shall recall the story as we go along.

Oedipus, unknown to himself, contends with supernatural powers:

those sleepless deities who are always watching us from a world

beyond death. At the moment of his birth a snare was laid for him -

and you will see the snare closing.
Now our drama begins.

Thebes is prostrate. After the Sphinx, a plague breaks out.
The chorus implores Oedipus to save his city.
Since Oedipus has vanquished the sphinx; he promises.

(The narrator exits)

ACT ONE

CHORUS

The plague is upon us, Thebes is dying of the plague.

Save us from the plague of which Thebes is dying.
Oedipus, the plague is upon us, the plague is destroying us,
Oedipus, save us from the plague, save us, Oedipus,

and deliver the city from the plague,

deliver our dying city.

OEDIPUS

Citizens, I will deliver you,

I will deliver you from the plague.
1, distinguished Oedipus,

1, Oedipus, will deliver you,

1, Oedipus, will save you.

CHORUS

Save us once more, save our city, Oedipus!
Save us, far-famed Oedipus,

What is to be done, Oedipus,

That we may be delivered?

OEDIPUS

The Queen’s brother has been sent
To consult the oracle,

Creon has been sent to the God,
To ask what is to be done,

May Creon not tarry long.

(Creon appears)

CHORUS

Hail, Creon! We hearken.
Hail, Creon! Speak, speak!
We hearken and greet you.
We are listening.

NARRATOR

Creon, the brother-in-law of Oedipus, has returned from Delphi,

where he consulted the oracle. The oracle demands that Laius’
murderer be punished. The assassin is hiding in Thebes; at
whatever cost, he must be discovered. Oedipus boasts of his
skill in dealing with the powers of darkness. He will discover
and drive out the assassin.

Opéra-oratorio en deux Actes d’aprés Sophocle
par I Strawinsky et ]. Cocteau
Texte de J. Cocteau, mis en latin par J. Danielou

PROLOGUE

LE SPEAKER
Spectateurs, vous allez entendre une version latine d’(Edipe-Roi.

Afin de vous épargner tout effort d’oreilles et de mémoire et
comme l'opéra-oratorio ne conserve des scénes qu’un certain
aspect monumental, je vous rappellerai, au fur et & mesure,
le drame de Sophocle.

Sans le savoir, (Edipe est aux prises avec les forces qui nous
surveillant de 'autre c6té de la mort. Elles lui tendent,
depuis sa naissance, un piége que vous allez voir se fermer la.

Voici la drame:

Theébes se démoralise. Apres le Sphinx, la peste.
Le cheeur supplie (Edipe de sauver sa ville.
(Edipe a vaincu le Sphinx, il promet.

(1l sort)

ACTE UN

CHEUR

La peste s’abbat sur nous, Thébes meurt de la peste.
Préserve-nous de la peste qui dévaste Thébes.
(Edipe, la peste est 1a ; la peste nous détruit,
(Edipe, préserve-nous de la peste, (Edipe,

Libére la ville de la peste,

Sauve la ville angoissante !

EDIPE

Citoyens, je vous délivrerai,
Je vous délivrerai de la peste.
Moi, le célébre (Edipe,

Moi, (Edipe, je vous libérerai,
Moi, (Edipe, je vous sauverai.

CHEUR

Sauve-nous maintenant, sauve notre ville, (Edipe,
Sauve-nous, treés illustre (Edipe!

Que devons-nous faire, (Edipe,

Pour nous sauver ?

EDIPE

On a envoyé le frére de ma femme
Consulter 'oracle,

On a envoyé Créon vers le dieu ;

11 lui demande ce que nous devons faire.
Que Créon se hate.

(Créon parait)

CH@EUR

Salut a toi, Créon ! Nous t’écoutons.
Salut a toi, Créon ! Parle, parle !
Tes auditeurs te saluent.

Nous t’écoutons.

LE SPEAKER

Voici Créon, beau-frére d’Edipe. Il revient de
consulteur I'oracle. L’oracle exige qu’on punisse

le meurtre de Laius, I’assassin se cache dans Thébes ;
il faut le découvrir cotite que cotte. (Edipe se vante
de son adresse a deviner les énigmes.

11 découvrira et chassera I'assassin.
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(Yxooum)

KPEOHT

Ortserun Bor:

3a Jlasi — OTMCTHUTD, IPECTYI/IEHNE OTMCTUTD,
HaitTy youmiLy.

B ®usax y6miiija cKpbIBaeTcs,
CKpbIBaeTCA youiilia naps.
HeobxoamuMo ero HaiTu,
Ouncrurs OuBbl OT MOpPHN,
yOUIICTBO Lapsi OTMCTHTD,
naps Jlas ybuitne,

KOTOPOTo 60T BE/INT M3THATD:
oH 3apaxkaeT OuBbI.

Bor Anonnon Benen.

i

TbI He MOKENIb PACKPBITH CTAPOE MPECTYIUIEHNE.
DuBbI 51 U36ABITIO.

B ®usax xuBer HevecTuBell.

XOP
Bor ckasan, Tebe ckasai.

SONIT

Tebe ckasas.

Bbl TO/KHBI JOBEPUTDCSA MHE.

Bam crefyer 0 HEM JJOOKUTD.

51 ®uBeI N36aBTIO.

Visruats ero us ®us!

TbI He MOKENIb PACKPBITh CTAPOe MPECTYIIEHNe.

Xop
B ®uBax mpecTymHuK XK1UBET

SANIT

Bor ckasa.

51 Cdunkca COKpyLINII, 3aTajiKy pasraai,
S pasrapaio, CHOBa pasrajiaio.

51, mpocnaBeHHpIit Dpu,

DuBbI CHOBa cmacy,

A, DI, U3pedeHNe OPaKy/Ia pasrajao.

XOop

Pasrapait! Pasrapaii! Pasrapyaii!

SO

S obemaro, 4TO pasraar.

XOop

Pasrapait, Opu, pasrapait!

SO

51, IpOCTIaB/IeHHbII DN, 06eII[al0 pasrajiaTh.

PACCKA3YMK [ 7 |

DU yMOTIseT IPOPUIATe/is OTKPHITh ucTuHy. Tupecuit usberaer
orsera. OH He MOXXET He BUJIETh, YTO DJIUIT — UTPYIIKA B PyKax
GesxamocTHbIx Boros. Ero Momdanue pasgpaxaer Spuma.

On o6BuHseT KpeoHTa B )KeNaHuy 3aByiajieTh TPOHOM, a Tupecus —
B COOGUIHIYECTBE. BO3MyIeH DI TaKMM HeCTIPaBeIMBbIM
HABETOM, IPOPUIATENb PENIAETCS — OH 3aTOBOPUII.

VI BOT OTKpOBeHMe: IapeyOuiiiia ecTb Iapb.

(Yxooum)

XOoP

Jlenuens, MbI ¢ HeTepIIEHNEM OXKUAEM,
Munepsa, 5ounb FOmmrepa,

JlnaHa, Ha TPOHE CUAALIAsL.

W 11, De6, 6nucTaTeNBHBII CTPEIOK,
TIOMOTHUTE HaM.

CrpeMuTenbHo, Kak ITHIE, 06pyInIoch 6eficTue,
M TPYII IPUIABTINBAETCS TPYIIOM,

1 HerorpeGeHHbIe Te/a — APYTUMM TeTaMM.
VISroHuM, U3TOHNU ¥ HU3BEPTHU

B MOpe 3TOTO KeCTOKOro Mapca,

KOTOPBIIT HaC pasuT 6e30PyXKHbIX,

(Exit)

CREO

Respondit deus:

Laium ulkiski, skelus ulkiski.
Reperire peremptorem.
Thebis peremptor latet.
Latet peremptor regis:
Reperire opus istum,

Luere Thebas a labe.
Kaedem regis ulkiski,

Regis Laii perempti,

Quem depelli deus jubet peremptorem,
Peste infikit Thebas.

Apollo dixit deus.

OEDIPUS

Non reperias vetus skelus.
Thebas eruam,

Thebis incolit skelestus.

CHORUS
Deus dixit, tibi dixit.

OEDIPUS

Tibi dixit.

Mihi debet se dedere.
Opus vos istum deferre.
Thebas eruam.

Thebis pellere istum.
Vetus skelus non reperias.

CHORUS
Thebis skelestus incolit.

OEDIPUS

Deus dixit.

Sphynga solvi carmen solvi,
Ego divinabo, iterum divinabo,
Clarissimus Oedipus,

Thebas iterum servabo,

Ego, Oedipus carmen divinabo.

CHORUS
Solve, solve, solve!

OEDIPUS
Pollikeor divinabo.

CHORUS
Solve, Oedipus, solve!

OEDIPUS
Clarissimus Oedipus, likeor divinabo.

LE SPEAKER

(Edipe interroge la fontaine de vérité : Tirésias, le devin.
Tirésias évite de répondre. Il n’ignore plus qu’(Edipe
est joué par les dieux sans cceur. Ce silence irrite (Edipe.
1l accuse Créon de vouloir le trone et Tirésias d’étre

son complice. Révolte par cette attitude injuste,

Tirésias se décide. La fontaine parle.
Voici oracle : L’assassin du roi est un roi.

(Exit)

CHORUS

Delie, exspectamus,

Minerva filia Jovis,

Diana in trono insidens.

Et tu, Phaebe insignis iaculator,
Succurrite nobis.

Ut praekeps ales ruit malum

Et premitur funere funus

Et corporibus corpora inhumata.
Expelle, expelle everte in mare
Atrokem istum Martem

Qui nos urit inermis

(He exits)

CREON

The God has replied:

Avenge Laius, avenge the crime.

Seek out the murderer.

The murderer hides in Thebes.

The murderer of the King is in hiding:
He must be discovered,

To purge Thebes of its stain.

Avenge the murder of the King,

The slain King Laius,

The God decrees: expel the murderer,
Who brought the plague upon Thebes.
The God Apollo has spoken.

OEDIPUS

You cannot solve this ancient crime.
I will turn Thebes upside down,
The criminal dwells in Thebes.

CHORUS
God has spoken, he has spoken to you.

OEDIPUS

God has spoken to you.

He is obliged to give himself up to me.
You must deliver him to me.

I will turn Thebes upside down,

To drive that man from Thebes.

You cannot solve this ancient crime.

CHORUS
The criminal dwells in Thebes.

OEDIPUS

God has spoken.

I solved the riddle of the Sphinx,

T will solve, I will solve this once again,
Tllustrious Oedipus,

Again I will save Thebes,

1, Oedipus, will solve the riddle.

CHORUS
Solve it, solve it, solve it!

OEDIPUS
1 promise that I will solve it.

CHORUS
Solve it, Oedipus, solve it!

OEDIPUS

I, most brilliant Oedipus, promise that I will solve it.

NARRATOR

Oedipus questions that fountain of truth: Tiresias, the seer.
Tiresias will not answer. He already realises that Oedipus is a
plaything of the heartless gods. This silence angers Oedipus,
who accuses Creon of desiring the throne for himself, and
Tiresias or being his accomplice. Revolted by the injustice

of this attitude, Tiresias decides - the fountain speaks.

This is the oracle: the assassin of the King is a King.

(He exits)

CHORUS

God of Delos, we are waiting,
Minerva, daughter of Jupiter,
Diana enthroned.

And you, Phoebus Apollo, distinguished archer,

Hasten to our aid.
For winged evil swiftly rushes down
And death is followed by death

And corpses lie, unburied, upon each other.

Drive out, overturn into the sea
That cruel Mars
‘Who consumes us, we who are unarmed,

(1l sort)

CREON

Le dieu a répondu :

Venge Laius, venge le crime
Découvre I'assassin ;

L’assassin se cache dans Thebes.
L’assassin du roi se cache ;

il faut le découvrir ;

Purifie Thebes de cet assassin,
Venge la mort du roi,

Puni le meurtre du roi Laius ;
Le dieu veut qu’il soit expulsé !
Lui seul, a amené la peste a Thebes.
Ainsi a parlé Apollon.

(EDIPE

L’ancien crime, tu ne I'as pas découvert ;
C’est moi qui vais enquéter dans Thebes,
L’assassin est dans Theébes.

CHEUR
Ainsi le dieu t’as parlé.

EDIPE

Ainsi le dieu t’as parlé.

C’est @ moi qu’il doit se rendre,

Je promets s’aller jusqu’au bout.

Je vais enquéter dans Thébes.

Je vais I'expulser de Thébes.

Toi, tu n’as pas découvert 'ancien crime.

CHEUR
L’assassin est dans Thébes.

(EDIPE

Le dieu a dit ...

J'ai découvert I'énigme du Sphinx,
Jéclaircirai encore celle-ci.

Moi, lillustre (Edipe,

Je préserverai Thébes,

Moi, (Edipe, j’éclaircirai cette énigme.

CHEUR
Découvre-la, découvre-la, découvre-la !

(EDIPE
Je le promets, je I'éclaircirai.

CHEUR
Découvre-la, découvre-la, (Edipe !

(EDIPE

Moi, lillustre (Edipe, je le promets, je I'éclaircirai.

LE SPEAKER

MARIINSKY

(Edipe interroge la fontaine de vérité : Tirésias, le devin.

Tirésias évite de répondre. Il n’ignore plus qu'Edipe

est joué par les dieux sans coeur. Ce silence irrite (Edipe.

Il accuse Créon de vouloir le trone et Tirésias d’étre
son complice. Révolte par cette attitude injuste,

Tirésias se décide. La fontaine parle.
Voici I'oracle : L’assassin du roi est un roi.

(Il sort)

CHEUR

Dieu délien, nous attendons.
Minerve fille de Jupiter,

Diane a son trone,

Et toi, Phébus, tireur prodigieux,
Venez a notre secours.

Le mal avance avec fureur,

Les morts saccumulent

Et les cadavres gisent 4 méme le sol.
Projette a la mer

L’horrible Mars

Qui tue les pauvres désarmés
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6e3yMHO BOSI.

W b1, Bakx,

¢ (paxenoM, MPUMYKCH K HaM,

oKuras 6ora 6ecyecTHOro cpezu 60roBs.

(ITostenstemest Tupecuit)

XOopP

3npascrByit, Tupecniit, My>x 3HaMEHUTHIIA, TTPOPOK!
Cxaxu HaM, 0 yeM Bemjaer 6or!

ToBopu 6BICTPO, IPUYACTHBII K 6OXKECTBEHHOMY,
roBOpHM, ToBOpHI!

TUPECUN

51 He Mory roBOpUTB,

TOBOPUTD HENb3,

TOBOPUTD HEUECTHUBO,

Snu, He MOTy.

ToBoputb He mpuny>xpai!
Ocreperaiics, Kak Obl 51 He ckasa!
IIpocnasnenupit Iy,

MOTYaTh JO/DKHO, SUIL

SONIT
Moryanue Te6s1 06BUHSET:
THI yOuitIa.

TUPECUN

O, AOCTOIHBII KaMOCTH, TOBOPIO,
pas Tbl MEHA OGBMHHCLUB, TOBOPpIO.
Cxkasxy, 4To cKasarn 6or,

HI OJIHOTO C/I0Ba He yTaio;

Cpepu Bac youmiiia Haxo[UTCs;

¥ Bac youiilja HaXOUTCs,

C BaMH, C BAMM OH.

Tlapp - y6mitia maps.

Ilaps youn Jlas,

1[app yous maps.

Bor naps o6BuHseT;

Y6uiiia napn!

Heob6xopyumo 13 ®uB U3rHaTh Laps.
uapb HPeCTyHHb]ﬁ TOpOJi OCKBEPHSAET,
1[aph, Iapb — youiiia mnaps.

i

3aBucrb HEHAaBUUT YCIIEX.

Bl 136pany MeHs HapeM.

S cnac Bac ot 3axATHI

M BbI U30pa/M MeHs IlapeM.

Kro omken 6bu1 pasrafath sarafky?
T, ThI, My>K 3HAMEHUTBIIT, IIPOPOK;
S pasrapman sarazky,

¥ BBI M30PaIu MeHs IfapeM.

3aBuCTh HEHaBUJIUT YyCITEX.

Temneps ke KTO-TO KaXK/eT MOEro IOM0KeHNs,
KpeoHT »ask/eT 11apcKoro caHa.

T mopkymnes, Tupecnii!

9roT GecuecTHBII MOCTYIIOK A pasragarn!
KpeoHT Xouer craTh Ijapem.

Kro ocBo6om Bac Ot 3aKIAThA?
Jpysbal 5, cnaBubrit Spum, 5.
3aBucrb HEHaBUJUT yCIIeX.

XoTaT yaps morybuTh,

Balllero napsa ﬂOl‘yﬁI/{Tb,

C/TaBHOTO DJINIIa, BAIIEro Iaps.

(Iosiensiemcst Mokacma)

XOP

Cnasa, cmaBa, caBal
TIpocnapnsaem mapuiy Mokacry
B 3auyM/IeHHBIX DyBaXx.

CrnaBa, cnaBa, cinaBal
IIpocnapnsem mapuiry Haury

B 3a9yM/IEHHBIX dusax.

Cnasa, cnaBa, craBal
IIpocnasnsem cynpyry Onumna.
CraBa, cnaBa, cinasal

Dementer ululans.

Et tu, Bakke,

Cum taeda advola nobis

Urens infamem inter deos deum.

(Tiresias apparit)

CHORUS

Salve, Tiresia, homo clare, vates!
Dic nobis quod monet deus,
Dic kito, sacrorum docte,

Dig, dic!

TIRESIAS

Dikere non possum,
Dikere non liket,
Dikere nefastum,
Oedipus, non possum.
Dikere ne cogas!

Cave ne dicam!
Clarissime Oedipus,
Takere fas, Oedipus.

OEDIPUS
Takiturnitas t'acusat:
Tu peremptor.

TIRESIAS

Miserande, dico,

Quod me acusas, dico.
Dicam quod dixit deus:
Nullum dictum kelabo.
Inter vos peremptor est,
Apud vos peremptor est,
Cum vobis, vobiscum est.
Regis est rex peremptor.
Rex kekidit Laium,

Rex kekidit regem,

Deus regem acusat;
Peremptor rex!

Opus Thebis pelli regem.
Rex skelestus urbem foedat,
Rex, rex peremptor regis est.

OEDIPUS

Invidia fortunam odit.
Creavistis me regem.

Servavi vos carminibus

Et creavistis me regem.
Solvendum carmen, cui erat?
Tibi, homo clare, vates;

A me solutum est

Et creavistis me regem.

Invidia fortunam odit.

Nunc, vult quidam munus meum,
Creo vult munus regis.
Stipendiarius es,Tiresia!

Hoc fakinus ego solvo!

Creo vult rex fieri.

Quis liberavit vos carminibus?
Amiki, ego Oedipus clarus, ego.
Invidia fortunam odit.

Volunt regem perire,

Vestrum regem perire,

Clarum Oedipodem, vestrum regem.

(Jocasta apparit)

CHORUS

Gloria, gloria, gloria!
Laudibus regina Jocasta
In pestilentibus Thebis.
Gloria, gloria, gloria!

In pestilentibus Thebis
Laudibus regina nostra.
Gloria, gloria, gloria!
Laudibus Oedipodis uxor.
Gloria, gloria, gloria!

Shrieking madly.
And you, Bacchus,
Fly to us with torches,

Burning up this God, who is notorious among all Gods.

(Tiresias appears)

CHORUS

Hail, Tiresias, renowned man, prophet!

Tell us what God demands,

Speak quickly, you who is learned of holy things,
Speak, speak!

TIRESIAS

1 cannot speak,

T am not allowed to speak,

To speak is a sin,

Oedipus, I cannot speak.

Do not force me to speak!
Beware, lest I speak!

Tllustrious Oedipus,

Allow me to be silent, Oedipus.

OEDIPUS
Your silence accuses you:
You are the murderer.

TIRESIAS

Deplorable man, I speak,

Since you accuse me, I speak.

I speak what God has said:
Twill conceal no word.

The murderer is among you,
The murderer is near you,

He is with you, he is one of you.
The King’s murderer is a King,
A King killed Laius,

A King killed the King,

The God accuses a King;

The murderer is a King!

You must drive this King from Thebes.
A wicked King pollutes the city,
The King’s murderer is a King.

OEDIPUS

Envy hates fortune,

You made me King.

I saved you by answering the riddles
And you made me King.

Who should the riddle have been solved by?
By you, celebrated man, prophet;

But it was solved by me

And you made me King.

Envy hates fortune.

Now, there is one who desires my office,
Creon desires the office of Kingship.
You are his accomplice, Tiresias!

I will unravel this evil plot!

Creon desires to be king.

Who saved you from the riddle?
Friends, it was I, illustrious Oedipus.
Envy abhors fortune.

They desire that the King should die,
They desire that your King should die,
Great Oedipus, your King!

(Jocasta appears)

CHORUS

Glory, glory, glory!

All praise to Queen Jocasta
In plague-stricken Thebes.
Glory, glory, glory!

In plague-stricken Thebes,
Give praise to our Queen.
Glory, glory, glory!

All praise to Oedipus’s wife.
Glory, glory, glory!

En hurlent comme un fou.

Et toi, Bacchus,

Accours avec la torche

Et enflamme ce dieu, le plus ignoble de tous les dieux.

(Tirésias parait)

CHEUR

Salut 4 toi, Tirésias, homme glorieux, devin !
Dis-nous ce que le dieu demande,

Parle vite, prétre savant,

Parle, parle !

TIRESIAS

Je ne peux pas parler,

Je n’ai pas le droit de parler.
Cela serait un péché

(Edipe, je ne peux pas parler,
Ne m’oblige pas a parler,
Prends garde,

O trés illustre (Edipe,
Permets-moi de me taire.

EDIPE
Ce silence t’accuse ;
C’est toi, 'assassin.

TIRESIAS

Malheureux, je vais parler,

Je vais parler, parce que tu m’accuses.
Je vais dire ce que le dieu a dit

En omettant aucun mot ;
L’assassin est prés de vous,
L’assassin est chez vous,

11 est parmi vous.

L’assassin du roi est un roi.

Un roi a frappé Laius.

Un roi a frappé le roi ;

Le dieu accuse un roi ;

L’assassin est un roi !

On doit expulser de Thébes, un roi.
Un roi coupable salit notre ville.
L’assassin du roi est un roi.

(EDIPE

L’envie déteste la fortune.

Vous m’avez fait roi ;

Je vous ai sauvé du Sphinx.

Vous m’avez fait roi ;

L’énigme était a découvrir, qui I'a découverte,
Toi, homme glorieux, devin ?

Non, c’est bien moi

Et vous m’avez fait roi.

L’envie déteste la fortune.

Maintenant quelqu’un convoite mon trone.
Créon veut la trone du roi.

Tirésias, tu es corrumpu !

Je contrarierai ce complot.

Créon veut étre roi.

Qui vous a libéré du Sphinx ?

Mes amis ! C’est moi, moi illustre (Edipe.
L’envie déteste la fortune.

Vous voulez déchoir le roi,

Déchoir votre roi,

L’illustre (Edipe, votre roi.

(Jocaste parait)

CHEUR

Gloria ! Gloria ! Gloria !

Nous louons la reine Jocaste
Dans Thebes pestiférée!

Gloria ! Gloria ! Gloria !

Dans Theébes pestiférée !

Nous louons notre reine.

Gloria ! Gloria ! Gloria !

Nous louons la femme d’Edipe.
Gloria ! Gloria ! Gloria !
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IEVICTBUE BTOPOE
(Bxooum Pacckasuuk)

PACCKA3YMK

Criop Mex Ty IJapCTBEHHBIMU MY>KaMy TIpuB/ieKaeT Vokacry.

BbI yonpimmTe, Kak OHa YCIIOKaMBaeT UX, CTBIIUT 33 TO, YTO OHI
ccopsATcs, KOrjia Ha Topofi o6pyumioch HecyacTbe. OHa He BEpUT
opakynam. OHa JJ0Ka3bIBaeT, 4T0 OpaKy/isl nryT. Hampumep, 6p110
npejicKasaHo, ¥To Jlail yMpeT OT PyKi COGCTBEHHOTO ChIHA, a BEf[b
Jlait 6b11 yoUT rpabuTeAMM Ha IePEKPECTKE TPeX JOPOT.
TTepexpecrox! Tpusuym! O6paTnte BHUMaHNe Ha 3TO COBO.
Ono npusozuT B y>kac Oauna. OH BCIIOMUHAET, YTO Ha ITyTH U3
Kopunda, mepey; Tem, kak BcrpeTnthest co CHUHKCOM, OH youm
CTapyKa Ha nepekpecTke Tpex gopor. Eciu ato 6s11 Jlait, To

4TO Tereph 6yaer? EMy Heb3s 0CTaBaThCA 3[€Ch, HO HEMb3s U
BepHyThCs B Kopund, - Befjb Opakyn HeKOra mpefpex, YTo OH
YObeT OTIIa U CTaHeT My>KeM cBoeit MaTepy. OH OXBayeH CTPAXOM.

(Yxooum)

XOP

CrnaBa, caBa, cinaBa!
TIpocnapnsaem mapuity Mokacry
B 3a9yMJIEHHbBIX ®dusax.

CraBa, cnaBa, cinasal
IIpocnapnsem napuiy Haury

B 3a9yM/IEHHBIX Ddupax.

Crnasa, cnaBa, casal
TIpocnasnsem cynpyry Opuma.
Cnasa, cnaBa, craBal

VIOKACTA

Pasge He cThIIHO BaM, Iapu,

Kpu4aThb, BOIIUTDH B CTPAJAKOIIEM rOpoze
13-3a CEMEIHBIX pacrper?
BbIKpUKMBATD TIPY BCEX

BalllM CeMeliHble yIpeKu

B CTpajiaioieM ropope?

He myxHo 10BepsATh Opakynaam,

Pas oun BCeTa AryT.

OpaKypl JDKUBbI

Kro momken 6b11 youTh napa?

Moit cpin.

Hy, pomycrtum, napsb — youiiia.

Jlatt moru6 Ha mepeKpecTKe TPeX JOPOT.
He nyxHo oBepATh Opakynam,

Pa3 oHu Bcerja nryT.

Jlait moru6 Ha nmepeKpecTKe TPex JOpPor.

Xop
TTepexpecTox Tpex IOpoT, IePeKPECTOK TPeX JOPOT. ..

VIOKACTA
Boiicsi, ocreperatics opakynos!

Xop
...TIePeKPECTOK, TIePEKPECTOK. ..

SANIT

MHe Bipyr cTano crpauso, Mokacra,

OueHb cTpanHo.

Woxacra, mocmymait,

ThHI CKa3a/Ta O MepeKpecTKe?

Korpa ns Kopunda serxonu,

YOI Ha IIepeKpecTKe Tpex JIOpor.

Ha nepexpecrke Tpex fropor, VMokacra, s y6u crapuka.

VIOKACTA

Opaxybl 1ryT,

BCerJ[a OPaKyJIbl JITYT,

SnuIL, ocTeperaiics OpaKyios,

Pas onn nryr.

Opaxkybl 1ryT,

BCerfia OpaKysIbl TYT,

SpuI, ocTeperaiics OpaKy/nioB,
JlaBait ckopee BO3BPaTHUMCH JJOMOIL.
Ocreperaiicsi OpaKyJios. ..

ACTE DEUX
(Narratus introit)

LE SPEAKER

La dispute des princes attire Jocaste. Vous allez I'entendre

les calmer, leur faire honte de vociférer dans une ville malade.
Elle ne croit pas aux oracles. Elle prouve que les oracles mentent.
Par exemple on avait prédit que Laius mourrait par

un fils d’elle; or Laius a été assassine par des voleurs

au carrefour des trois routes de Daulie et de Delphes.
Trivium ! Carrefour ! Retenez bien ce mot.

11 épouvante (Edipe. Il se souvient qu’arrivant

de Corinthe, avant se rencontre avec le sphinx,

il a tué un vieillard au carrefour des trois routes.

Si C’est Laius, que devenir ? Car il ne peut retourner

a Corinthe, 'oracle 'ayant menacé de tuer son pére

et d’épouser sa mére. Il a peur.

(Exit)

CHORUS

Gloria, gloria, gloria!
Laudibus regina Jocasta
In pestilentibus Thebis.
Gloria, gloria, gloria!

In pestilentibus Thebis
Laudibus regina nostra.
Gloria, gloria, gloria!
Laudibus Oedipodis uxor.
Gloria, gloria, gloria!

JOCASTA

Nonn’ erubeskite, reges,

Clamare ululare in aegra urbe
Domestikis altercationibus?

Clamare vestros domestikos clamores,
Coram omnibus domestikos clamores,
In aegra urbe, reges, nonn’ erubeskite?
Ne probentur oracula

Quae semper mentiantur.

Oracula, mentita sunt oracula.

Cui rex interfikiendus est?

Nato meo.

Age rex peremptus est.

Laius in trivio mortuus.

Ne probentur oracula

Quae semper mentiantur.

Laius in trivio mortuus.

CHORUS
Trivium, trivium ...

JOCASTA
Cave oracula!

CHORUS
... trivium, trivium! ...

OEDIPUS

Pavesco subito, Jocasta,
Pavesco maxime.

Jocasta, audi:

Locuta es de trivio?

Ego senem kekidi,

Cum Corintho exkederem,
Kekidi in trivio, Jocasta, senem.

JOCASTA

Oracula mentiuntur,
Semper oracula mentiuntur.
Oedipus, cave oracula

Quae mentiantur.

Oracula mentiuntur,
Semper oracula mentiuntur.
Oedipus, cave oracula.
Domum kito redeamus.
Cave oracula ...

ACT TWO
(The narrator enters)

THE NARRATOR

The dispute of the princes attracts Jocasta. You will hear

her calm them, shame them for raising their voices in

a stricken city. She proves that oracles lie.

For example, an oracle predicted that Laius would perish by the
hand of a son of hers; whereas Laius was murdered by thieves,
at the crossing of three roads from Daulis and Delphi.

Three roads...crossroads — mark well those words.

They horrify Oedipus. He remembers how, arriving from
Corinth before encountering the Sphinx, he killed an old

man where three roads meet. If Laius of Thebes were that
man - what then? Oedipus cannot return to Corinth,

having been threatened by the oracle with a double crime:
killing his father and marrying his mother. He is afraid.

(He exits)

CHORUS

Glory, glory, glory!

All praise to Queen Jocasta
In plague-stricken Thebes.
Glory, glory, glory!

In plague-stricken Thebes,
Give praise to our Queen.
Glory, glory, glory!

All praise to Oedipus’s wife.
Glory, glory, glory!

JOCASTA

Are you not ashamed, princes,

To raise your voices, in a stricken city,
Howling in domestic strife?

To air your domestic grievances,
Your personal quarrels, before all,

In a stricken city, princes, are you not ashamed?
Nothing is proved by oracles,

Which always lie.

The oracles, they have lied.

By whom was the King to be slain?

By my son.

Well, the King was murdered.

Laius died at the crossroads.

The oracles are not to be trusted,

The oracles, who always lie.

Laius died at the crossroads.

CHORUS
The crossroads, the crossroads...

JOCASTA
Beware the oracles!

CHORUS
...the crossroads, the crossroads...

OEDIPUS

Suddenly I am afraid, Jocasta,

Tam greatly afraid.

Jocasta, listen:

Did you speak of the crossroads?

I killed an old man,

When I was coming from Corinth,

1 killed an old man at the crossroads, Jocasta.

JOCASTA

The oracles lie,

The oracles always lie.
Oedipus, beware the oracles,
For they lie.

The oracles lie,

The oracles always lie.
Oedipus, beware the oracles.
Let us return home swiftly.
Beware the oracles...

MARIINSKY
ACTE DEUX
(Entrée du Speaker)

LE SPEAKER

La dispute des princes attire Jocaste. Vous allez I'entendre

les calmer, leur faire honte de vociférer dans une ville malade.
Elle ne croit pas aux oracles. Elle prouve que les oracles mentent.
Par exemple on avait prédit que Laius mourrait par

un fils d’elle ; or Laius a été assassine par des voleurs

au carrefour des trois routes de Daulie et de Delphes.
Trivium ! Carrefour ! Retenez bien ce mot.

11 épouvante (Edipe. Il se souvient qu’arrivant

de Corinthe, avant se rencontre avec le sphinx,

il a tué un vieillard au carrefour des trois routes.

Si c’est Laius, que devenir ? Car il ne peut retourner

a Corinthe, 'oracle 'ayant menacé de tuer son pére

et d’épouser sa mére. Il a peur.

(1l sort)

CHEUR

Gloria ! Gloria ! Gloria !

Nous louons la reine Jocaste
Dans Thebes pestiférée!

Gloria ! Gloria ! Gloria !

Dans Thebes pestiférée !

Nous louons notre reine.

Gloria ! Gloria ! Gloria !

Nous louons la femme d’Edipe.
Gloria ! Gloria ! Gloria !

JOCASTE

N’avez-vous pas honte, princes,

De crier et hurler, dans une ville malade,

Vos querelles personnelles ?

N’avez-vous pas honte de vous livrer

A des plaintes personnelles dans une ville malade ?
N’avez-vous pas honte de crier et de dévoiler ainsi devant tous ?
Ne croyez pas aux oracles

Qui toujours mentent.

Les oracles sont menteurs.

Qui aurait donc frappé le roi ?

Mon fils ?

Le roi a été assassiné.

Laius est mort au carrefour.

Ne croyez pas aux oracles

Qui toujours mentent.

Laius est mort au carrefour.

CHEUR
Au carrefour, au carrefour ...

JOCASTE
Méfiez-vous des oracles !

CHEUR
... au carrefour, au carrefour ...

EDIPE

Soudain j’ai peur, Jocaste,

Jai trés peur.

Jocaste écoute :

Tu as parlé d’un carrefour ?

Jai tué un vieillard,

Quand je suis revenu de Corinthe,

J’ai tué un vieillard au carrefour, Jocaste.

JOCASTE

Les oracles mentent,
Toujours les oracles mentent.
(Edipe, méfie-toi des oracles :
Ils mentent.

Les oracles mentent,
Toujours les oracles mentent.
(Edipe, méfie-toi des oracles :
Rentrons vite a la maison,
Meéfie-toi des oracles :
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SANIT

CTpalHo, 04eHb CTPAIIHO.

Bupyr crano crpamno, Moxacra.

Crpax orpomublit, Mokacra,

V meHs BHYTpU.

Craro crpamrHo, xxena Vokacra.

Beib 51 Ha mepeKpecTKe Tpex JOPor y6usI crapuka.
Crpax orpoMHblIit, Vlokacra,

V MeHs BHYTpU.

Xouy 103HATbCA. ..

JMIOKACTA

He HaJ10 BbIACHATD.

Opu, faBait BepHEMCS TOMOIA.

Ocrepera’rics OpaKy/IoB, KOTOPbIE BCEr/a /ryT.
Ocreperaiicsi OpaKky/IoB.

[S)117888

Hapo BbracauTsb, VMokacra.

S xouy BusieTh macryxa.

JKuB cBuperenp nmpecrynnienus,
Vloxacra, Hajio BBIACHUTSD, Vokacra.
51 X04y BBIACHUTD.

S ysnaro!

PACCKA3YMK

Haxkomer; mosiBisieTcs CBujeTeNb youiicTsa — mactyx. BectHuk
obbsasier Onuiy o cmepty [lonmba 1 OTKPBIBAET eMy, YTO OH
JINIIb HPMCMHblﬁ cbid [Tonmba. Vlokacra Bce nonsiia. OHa IbITaeTcst
yBecTu Ouia, HO TIIETHO ¥ yOeraeT cama. DJIUII [yMaeT, 4To eif
CTBIJIHO GBITH JKeHOIT 6e3posiHOro camossanIia. VM aTo Oy, Beeraa
TOPAMBIIMIICA CBOMM YMeHMeM OTrajibiBath Bce! OH B 10BYIIKe,

M TOJIBKO O[IMH OH 3TOTO HE BUAMUT. BupyT CTpalllHaA A0TajjKa
MOJTHUEN IIPOH33AET €Tr0 MO3T. On nmajgaer. On TagaeT ¢ BbICOThI.

(Yxooum)
(Bxoosm Ilacmyx u BecmHuxk)

Xop
TIpu6bIn BceBemyIIMit MACTYX
M BECTHUK Y)KACHBII.

BECTHMK 1 XOP
Vwmep [Tomu6.
Vwmep craper; Ilomu6.

BECTHMK

TTomu6 - He poputenp dnumna;
TTonu6 npuHsAI ero oT MeHs,
5 TIPUHEC ero I1apio.

XOP
OH He 6bII HACTOAIIMM OTLIOM DUIIA.

BECTHMK
DapIMBKIA OTElI,
6naropapsi MHe oren!

XOP
DaIbLIMBBINA OTEll,
6narogaps Tebe orery!

BECTHMK

51 Hamren Ha Tope ManbuMKa OUIIA,

OCTaBJIEHHOTO Ha rope Masibila Sura

C IPOKOJIOTBIMYU HOTaMM, C U3PAaHEHHBIMU HOTAMU.
SI npuHec mactyxy Manbunka Snuia.

XOP

A HaMe€pEeH y3HAThb IyJI0,

5 Y3HAI0 4YJIO.

DI POXKJIEH OT CTIaBHOTO 6ora,
or 6ora 1 HUMGBbI TOp,

Ha KOTOPBIX OH [@30% HaﬁI[eH.

51 HamepeH y3HaTh 4yJi0,

5 y3HAI0 4YJIO.

OEDIPUS

Pavesco, maxime pavesco,

Pavesco subito, Jocasta,

Pavor magnus, Jocasta,

In me inest.

Subito pavesco, uxor Jocasta.

Nam in trivio kekidi, senem kekidi;
Pavor magnus, Jocasta,

In me inest subito.

Volo consulere ...

JOCASTA

Non est consulendum.

Oedipus, domum kito redeamus;
Cave oracula quae semper mentiantur,
Cave oracula.

OEDIPUS

Consulendum est, Jocasta,
Volo videre pastorem.

Skeleris super est spectator,
Jocasta, consulendum, Jocasta,
Volo consulere.

Skiam!

LE SPEAKER

Le témoin du meurtre sort de 'ombre. Un messager
annonce a (Edipe la mort de Polybe et lui révele

qu’il n’était que son fils adoptif. Jocaste comprend.
Elle tente de tirer (Edipe en arriére. Elle se sauve.
(Edipe la croit honteuse d’étre une femme de parvenu.
Cet (Edipe, si fier de deviner tout ! Il est dans le piége.
1l est le seul a ne pas s’en apercevoir. La vérité le frappe

sur la téte. Il tombe. Il tombe de haut.
(Exit)
(Pastor et Nuntius intrant)

CHORUS
Adest omniskius pastor
Et nuntius horribilis.

NUNTIUS ET CHORUS
Mortuus est Polybus.
Senex mortuus Polybus.

NUNTIUS

Polybus non genitor Oedipodis;
A me keperat Polybus,

Ego attuleram regi.

CHORUS
Verus non fuerat pater Oedipodis.

NUNTIUS
Falsus pater,
Pater per me!

CHORUS
Falsus pater,
Pater per te!

NUNTIUS

Reppereram in monte puerum Oedipoda,
Derelictum in monte parvulum Oedipoda
Foratum pedes, vulneratum pedes.
Attuleram pastori puerum Oedipoda.

CHORUS

Reskiturus sum monstrum,
Monstrum reskiskam.

Deo claro Oedipus natus est,
Deo et nympha montium

In quibus repertus est.
Reskiturus sum monstrum,
Monstrum reskiskam.

OEDIPUS

I am afraid, I am greatly afraid,

1 am suddenly afraid, Jocasta,

A great fear, Jocasta,

Is within me.

I am suddenly afraid, Jocasta, my wife.

For I killed an old man, I killed him at the crossroads;
A great fear, Jocasta,

Is suddenly within me.

I wish to speak...

JOCASTA

There is no truth there.

Oedipus, let us return home swiftly;
Beware the oracles, which always lie,
Beware the oracles.

OEDIPUS

I wish to speak, Jocasta,

1 wish to see the shepherd.

The witness of the crime still lives,
Jocasta, I wish to speak to him, Jocasta.
1 wish to consult with him.

1 must know!

THE NARRATOR

The witness of the murder steps from the shadows. A messenger,
announcing that King Polybus of Corinth is dead, reveals to
Oedipus that he is only an adopted son of the King. Jocasta
understands. She tries to draw Oedipus back - in vain. She flees.
Oedipus supposes that she is ashamed of being the wife of an
upstart. O, this lofty, all-discerning Oedipus! He is in the snare.
He alone does not know it. And then the truth strikes him.

He falls. He falls headlong.

(He exits)
(The Shepherd and The Messenger enter)

CHORUS
The all-knowing shepherd arrives
And the messenger of bad tidings.

MESSENGER & CHORUS
Polybus is dead.
The aged Polybus is dead.

MESSENGER

Polybus was not the father of Oedipus;
Polybus adopted him through me,

I took him to the King.

CHORUS
He was not the true father of Oedipus.

MESSENGER
His adoptive father,
A father by my doing!

CHORUS
His adoptive father,
A father by my doing!

NUNTIUS

I found the child Oedipus in the mountains,
Abandoned in the mountains, the little Oedipus,
His feet pierced, his feet wounded.

I took the child Oedipus to the shepherd.

CHORUS

We are about to learn of a marvel,

We are to learn of a misfortune.
Oedipus was born of a great God,

Of a God and a nymph of the mountain,
On which he was found.

We are about to learn of a marvel,

We are to learn of a misfortune.

MARIINSKY

(EDIPE

J'ai peur, extrémement peur ;
Soudain j’ai peur, Jocaste ;

Un peur horrible, Jocaste,
M’oppresse.

Soudain j’ai peur, Jocaste ma femme.
Au carrefour jai tue un vieillard.

Un peur horrible, Jocaste,
M’oppresse soudain.

Je veux parler ...

JOCASTE

Nous ne trouverons pas la vérité.
(Edipe, rentrons vite a la maison ;
Méfie-toi des oracles, ils mentent.
Meéfie-toi des oracles.

EDIPE

Je veux parler, Jocaste,

Je veux voir le berger.

11 vit encore, lui, le témoin du crime,
Jocaste, je veux connaitre la vérité, Jocaste,
Jocaste, je dois savoir,

Je dois connaitre la vérité !

LE SPEAKER

Le témoin du meurtre sort de 'ombre. Un messager
annonce a (Edipe la mort de Polybe et lui révéle

qu’il n’était que son fils adoptif. Jocaste comprend.
Elle tente de tirer (Edipe en arriére. Elle se sauve.
(Edipe la croit honteuse d’étre une femme de parvenu.
Cet (Edipe, si fier de deviner tout ! Il est dans le piége.
1l est le seul a ne pas s’en apercevoir. La vérité le frappe
sur la téte. Il tombe. Il tombe de haut.

(1l sort)
(Le Berger et Le Messager entrent)

CHEUR
Voici le berger qui sait
Ainsi que le messager de I'horrible.

LE MESSAGER ET CHEUR
Polybe est mort.
Le vieux Polybe est mort.

LE MESSAGER

Il n’était pas le pére d’Edipe,

Polybe I'a requ de mes propres mains.
C’est moi qui I'ait amené au roi.

CHEUR
11 n’était pas le vrai pére d’Edipe.

LE MESSAGER
A cause de moi,
1l est devenu pére.

CHEUR
A cause de lui,
1l est devenu pére.

LE MESSAGER

J’ai trouvé dans la montagne I'enfant (Edipe,

Abandonné dans la montagne, le petit enfant (Edipe,
Aux pieds troués, aux pieds blessés, le petit enfant (Edipe.
J'ai amené le berger 'enfant (Edipe.

CHEUR

Je viens d’entendre une histoire atroce

Et atroce va étre la suivante.

(Edipe est né d’un dieu glorieux,

D’un dieu et d’une nymphe de la montagne
Ou il a été trouvé.

Je viens d’entendre une histoire atroce
Etatroce va étre la suivante.
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TTACTYX

CriefioBazno 6bI MOTYaTh, HUKOT/IA HE TOBOPUTD.
B camom fene, Halen OH Masiblia Dauma.
OTIIOM U MaTepbIo Ha Tope GPOLIEHHOTO,

C HOraMi IIPOKOJIOTBIMM 3aCTEXXKaMM.

O, ecu 6bI THI He CKasall,

HaBCer/ia 0CTanoch 6bI CKPBITO,

YTO HalifleH 6bIT

Ha rope GPOIIeHHBIIT MaJIbIlll, KPOXOTHBII DJHIL.
CHE}Z(DBZ\HO 6b1 MOT4aTh, HUKOT/Ia HE TOBOPUTD.

(Moxacma yxooum)

SANUIT

Paspe He pasrajiaTh npe/isHaMeHOBaHNMeE,
Kro Spun?

IIponcxoxpenne Sauma s y3Haio.
Croigurcs Viokacra, y6exxarna.
Crpigutcs Onna — U3THaHHUKA,
CTBIJIUTCS SUTIOBA TIPOUCXOXK/IEHN.
V3Ha10 5AUIIOBO MPONCXOXK/EHNE,

PO MOJf M3THAHHUYECKNIT Y3HAIO0.
PasBe He pasrajiaTb Ipefj3HaMeHOBaHUE
TIpoucxoxnenne Snumna s y3Hamo.

S, M3THAaHHMK, Tperenry.

ITACTYX I BECTHMK

Ha rope on OB HAlifIEH,
MaTepbio OPOILEHHBIIT;
Marepbio 6pOIIEHHOTO

B TOPAX Mbl HAIIN €r0,
posxpiennoro Jlaem u Vokacroii.

XOP
Posxpennstit Jlaem n Vokacroit!

ITACTYX 1 BECTHUK
V6uiina Jlas — orua!

ITACTYX, BECTHMK 1 XOP
Cynpyr MokacTsl — matepu!

ITACTYX 1 BECTHUK

O, ecnu 6bI THI He CKasarl,
C/IeNoBano 66 MOTYATD,
HHMKOr/Ia HE TOBOPUTD 3TOT0.

ITACTYX, BECTHMK 1 XOP
VlokacToit 6poleHHblit,
OH ObI/I HalifieH Ha rope.

(Ilacmyx u Becmmux yxodsam)

SN
PoxjieHmeM ysKe IPOKIIAT A,
6paKoM IPOKJIAT £,
YOUIICTBOM IIPOKJIAT 5.
Packpeinoch Bee!

(90un yxodum. Bxooum secmuux)

PACCKA3YMK

A Temepp BbI yCIIBIIINTE BOMHYIOUMI MOHOTOT «SI Bujen
MepTBBbIIi MK 60)KeCTBeHHOIT VIoKacThl», B KOTOpoM BecTHuk
PAaccKasbIBaeT O ee KOHUNMHE.

TTepBble e C/IOBA €ro MOJXBATHIBAET XOP U IIOMOTaeT
pacckasbIBaTh eMy, KaK [OBECH/IACh LiAPHIia ¥ KaK Duil
BBIKOJIONT C56€ T71a3a ee 307I0TOM 3aCTEeXKOIA.

Terepsb — SIHIIOT.

Iapp nonascs B noBymky. I[TycTb Bce, Bce CMOTPAT Ha 3Ty HU3KYIO
TBaph, Ha 9TOTO KPOBOCMECHTe/Is, Ha 3Toro 6esymifa! Ero usrossior.
VISroHAIOT ¢ HeOObIYHOI KA/TOCTbIO, C munocepauem. Ilpomaii,
npowait, 6egubrit Spun! IIpowait, dxu, Tebst 3xech momm!

PASTOR

Oportebat takere, nunquam loqui.

Sane repperit parvulum Oedipoda.

A patre, a matre in monte derelictum,
Pedes laqueis foratum.

Utinam ne dikeres,

Hoc semper kelandum

Inventum esse in monte

derelictum, parvulum, parvum Oedipoda.
Oportebat takere, nunquam loqui.

(Jocasta exit)

OEDIPUS

Nonne monstrum reskituri,
Quis Oedipus?

Genus Oedipodis skiam.
Pudet Jocastam, fugit.
Pudet Oedipi exulis,

Pudet Oedipodis generis.
Skiam Oedipodis genus,
Genus meum skiam,
Nonne monstrum reskituri,
Genus Oedipodis skiam, genus exulis mei.
Ego exul exsulto.

PASTOR ET NUNTIUS
In monte reppertus est,
A matre derelictus;

A matre derelictum

In montibus repperimus.
Laio Jocastaque natus!

CHORUS
Natus Laio et Jocasta!

PASTOR ET NUNTIUS
Peremptor Laii parentis!

PASTOR, NUNTIUS ET CHORUS
Coniux Jocastae parentis!

PASTOR ET NUNTIUS
Utinam ne dikeres,
Oportebat takere,
Nunquam dikere istud:

PASTOR, NUNTIUS ET CHORUS
A Jocasta derelictum
In monte reppertus est.

(Pastor et Nuntius exeunt)

OEDIPUS

Natus sum quo nefastum est,
Concubui cui nefastum est,
Kekidi quem nefastum est.
Lux facta est!

(Oedipus exit. Nuntius apparit)

LE SPEAKER

Et maintenant, vous allez entendre le monologue illustre
<< LA TETE DIVINE DE JOCASTE EST MORTE >>,
monologue ot1 le messager raconte la fin de Jocaste.

11 peut & peine ouvrir la bouche. Le chceur emprunte son role
et 'aide a dire comment la reine s’est pendue et comment
(Edipe s’est crevé les yeux avec son agrafe d’or.

Ensuite c’est I'épilogue :

Le roi est pris. Il veut se montrer a tous, montrer la béte
immonde, I'inceste, le parricide, le fou. On le chasse avec
une extréme douceur. Adieu, adieu, pauvre (Edipe !
Adieu (Edipe ! On taimait.

SHEPHERD

I ought to have remained silent, I should never have spoken.
Indeed, he found the child Oedipus.

Deserted in the mountains by his father and mother,

His feet pierced by chains.

If only you had not spoken,

This always ought to have remained hidden

That the abandoned child,

Little Oedipus, was found on the mountain.

T ought to have remained silent, I should never have spoken.

(Jocasta exits)

OEDIPUS

Surely these are not ominous tidings,
Concerning Oedipus?

T will discover Oedipus’s lineage.
Jocasta is ashamed, and she flees.

She is ashamed of the exiled Oedipus,
She is ashamed of Oedipus’s lineage.

I shall discover the heritage of Oedipus,
I shall find out my heritage,

Surely these are not ominous tidings,

1 shall discover the heritage of Oedipus, the origin of my exile.
1, an exile, exult.

SHEPHERD & MESSENGER

He was found in the mountains,
Abandoned by his mother;
Abandoned by his mother,

We found him in the mountains.
He is the son of Laius and Jocasta!

CHORUS
He is the son of Laius and Jocasta!

SHEPHERD & MESSENGER
The murderer of his father Laius!

SHEPHERD, MESSENGER & CHORUS
The husband of his mother Jocasta!

SHEPHERD & MESSENGER

If only you had not spoken,

It would have been better to remain silent,
Never to have spoken this

SHEPHERD, MESSENGER & CHORUS
Abandoned by Jocasta,
He was found on the mountains.

(Shepherd and Messenger move away)

OEDIPUS

Sinful was my begetting,

Sinful was my marriage,

Sinful was my shedding of blood.
All is made clear!

(Oedipus exits. The Messenger steps forward)

THE NARRATOR

And now you will hear that famous monologue
“The divine Jocasta is dead”, a monologue in
which the messenger describes Jocasta’s doom.

He can scarcely open his mouth. The chorus takes his part
and helps him to tell how the queen has hanged herself, and
how Oedipus has pierced his eyeballs with her golden pin.

Then comes the epilogue.

The King is caught. He would show himself to all: as a filthy beast,
an incestuous monster, a fatherkiller, a fool. His people drive him
(gently, very gently) away. Farewell, farewell, poor Oedipus!
Farewell, Oedipus — we loved you.

MARIINSKY

LE BERGER

On aurait dd se taire, jamais parler.

Cest vrai, il trouvé 'enfant (Edipe

Abandonné dans la montagne par son pére et sa mére.

Avec des pieds troués et liés,

Tu n’aurais pas di parler ;

Toujours on aurait d cacher

Que I’enfant abandonné,

Le petit enfant (Edipe, abandonné dans la montagne, avait été trouvé.
On aurait dd se taire, jamais parler.

(Jocaste sort)

(EDIPE

Tu ne racontes rien d’atroce,

Moi, (Edipe,

Je veux connaitre 'origine d’Edipe.
Jocaste a honte, elle s’enfuit.

Elle a honte de 'exil d’Edipe,

Elle a honte de I'origine d’(Edipe.

Je veux connaitre 'origine d’(Edipe ;
Je veux connaitre mon origine.

Tu ne racontes rien d’atroce,

Je veux connaitre 'origine d’(Edipe, 'origine de mon exil.
Moi, I'exilé, je me réjouis.

LE BERGER ET LE MESSAGER

On I'a trouvé dans la montagne
Abandonné par sa meére ;

Par sa mére abandonné

Dans la montagne nous I'avons retrouvé.
1l est fils de Laius et de Jocaste !

CHEUR
1l est fils de Laius et de Jocaste !

LE BERGER ET LE MESSAGER
L’assassin de Laius, son pere !

LE BERGER, LE MESSAGER ET CH(EUR
Le mari de Jocaste, sa mére !

LE BERGER ET LE MESSAGER
Tu n’aurais pas di parler,

11 fallait garder le secret,

Jamais cela n’aurait dii étre dit :

LE BERGER, LE MESSAGER ET CHCEUR
On I'a trouvé dans la montagne
Abandonné par Jocaste.

(Le Berger et Le Messager s’éloignent)

(EDIPE

Ma naissance - bannie par les lois divines -
Mon mariage — banni par les lois divines —
Et j’ai tué mon propre pére.

La vérité s’est dévoilée !

(Edipe sort. Le Messager apparait)

LE SPEAKER

Et maintenant, vous allez entendre le monologue illustre
<< LA TETE DIVINE DE JOCASTE EST MORTE >>,
monologue ol le messager raconte la fin de Jocaste.

11 peut & peine ouvrir la bouche. Le chceur emprunte son role
et 'aide & dire comment la reine s’est pendue et comment
(Edipe s’est crevé les yeux avec son agrafe d’or.

Ensuite c’est I'épilogue :

Le roi est pris. Il veut se montrer a tous, montrer la béte
immonde, I'inceste, le parricide, le fou. On le chasse avec
une extréme douceur. Adieu, adieu, pauvre (Edipe !
Adieu (Edipe ! On t’aimait.
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BECTHMK
BoxecrBennas Vokacra meprTsal

XOP

JKennpyua Ha BXOZIE

BOJIOCHI Ha cebe pBaa.

Oma 3anepra ;iBepy Ha 3aCOB,
3arepia i pbijiana.

Spun BpbIBaNCs

M CTy4asI, BOIINIL

BECTHMK
BoxecrBennas Vokacra meprsal

XOop

V1, KaK TO/IbKO OH COpBaJl 3aCOBbI,
TIOBECHBIIYIOCA )KEHIMHY BCE YBULETN.

VI Opum cTpeMuTenbHO 6pocuics

ee 0CBOGO/IUTD, ee TIONIOKIIT,

ee 0CBOGOJIMI, ITaThe TIOTIPABIIIL.

V1 30710T0i1 3aCTEXKOI1, ¥ BHIPBAHHOI 3aCTEXKOI
I71a3a BbIKA/IbIBATh CTaT;

Y€pHas KpOBb X/IbIHY/IA.

BECTHMK
Boxecrsennas Mokacra meprsal

XOP

KpoBb uepHas xyemer i 6pbI3KeT.
OJuII CTam KpuyaTh u

TIPU3BIBATh Ha Ce6s MPOK/IATHA.
OH npejicTa nepej BceMu.

On xoyer nokasarb

CBOK0 4YJOBUIHOCTb.

CmoTpurte: IBepy OTKPBITHI.

Barnauute Ha 3penuiile, CaMoe yrKacaroliiee 13 BCeX.

BECTHUK
Boxecrsennas VMokacra MepTBa.

(90un sosspausaemcs. Becmuuk yxooum)

XOP

Bor! Iapp Ipum!

T'HycHeilIMM YyIOBUIIEM OH BbICTAB/IAET cebs,
Y?’KaCHbIM M3BEPTOM.

Bor 1aps ocnerrmmmii!

ITaps - oTney6wiiia, HecyacTHBI DpuT,
HECYACTHbII L[Apb DJINIL, 3araJloK TONKOBATE/b.
Bor on! Bor! Iapp Spumn!

TIpomyast, pun! A mo6un tebs. S couyscrsylo Tebe.

HecuacTablit Oum, A OMIAKMBAI0 TBONU I71a3a.
IIpourait, mpomrait, dxu,

HeCYacTHbIN Haul Dpui.

Tebs 1 mro6bum, aur.

C 1060i1 51 poaCh, puI,

C 106011 IPOLACH.

NUNTIUS
Divum Jocastae caput mortuum!

CHORUS

Mulier in vestibulo
Comas lakerare.
Claustris occludere fores,
Occludere exclamare.

Et Oedipus irrumpere

Et pulsare, ululare.

NUNTIUS
Divum Jocastae caput mortuum!

CHORUS
Et ubi evellit claustra,

Suspensam mulierem omnes conspexerunt.

Et Oedipus praekeps ruens

Illam exsolvebat, illam collocabat;
Illam exsolvere, illam collocare.
Et aurea fibula, et avulsa fibula
Oculos effodire;

Ater sanguis rigare.

NUNTIUS
Divum Jocastae caput mortuum!

CHORUS

Sanguis ater rigabat prosiliebat;
Et Oedipus exclamare

Et sese detestare.

Omnibus se ostendere.

Beluam vult ostendere.
Aspikite fores pandere,
Aspikite spectaculum

Omnium atrokissimum.

NUNTIUS
Divum Jocastae caput mortuum!

(Oedipus apparit. Nuntius exit)

CHORUS

Ekke! Regem Oedipoda,
Foedissimum monstrum monstrat,
Foedissimam beluam.

Ellum, regem okkeaetum!

Rex parrikida, miser Oedipus,

Miser rex Oedipus carminum coniector.

Adest! Ellum! Regem Oedipoda!

Vale, Oedipus, Te amabam, te miseror.
Miser Oedipus, oculos tuos deploro.
Vale, vale Oedipus,

Miser Oedipus noster,

Te amabam, Oedipus.

Tibi valedico, Oedipus,

Tibi valedico.

MESSENGER
The divine Jocasta is dead!

CHORUS

The woman was in her chamber
Tearing out her hair.

She closed the door with bolts,
Lamenting in seclusion.

And Oedipus burst in,

Banging on the doors, howling.

MESSENGER
The divine Jocasta is dead!

CHORUS

When he tore open the doors,

They all saw the Queen hanging there.
And Oedipus ran to her,

Loosened the cord, and laid her down;
He untied her to lay her down.

And snatching a golden pin,

Her scratched out his eyes;

The dark blood flowed.

MESSENGER
The divine Jocasta is dead!

CHORUS

The dark blood flowed forth;
And Oedipus cried out

And cursed himself.

He showed himself to all.

He wanted to show the horror.
Behold, the gates are opening,
Behold a sight,

Of all sights the most terrible.

MESSENGER
The divine Jocasta is dead!

(Oedipus appears. The Messenger exits)

CHORUS

Behold! Oedipus the King,

Shows himself the foulest of monsters,

The most loathsome beast.

Behold! The blinded King!

Wretched Oedipus, the King who slayed his father,
Wretched King Oedipus, the solver of the riddle.
He is here! Look! King Oedipus!

Farewell, Oedipus, we loved you, we pity you.
Unfortunate Oedipus, we lament for your eyes.
Farewell, farewell, Oedipus,

Our poor Oedipus,

We loved you, Oedipus.

We bid you farewell, Oedipus,

We bid you farewell.

LE MESSAGER
La téte divine de Jocaste est morte !

CHEUR

De chagrin la femme s’empoigne

Les cheveux dans la chambre.

Elle verrouille les portes,

Elle les verrouille et crie,

(Edipe accourt, il frappe contre la porte,
(Edipe frappe et hurle.

LE MESSAGER
La téte divine de Jocaste est morte !

CHEUR

Et quand la porte fut forcée
On vit la femme pendue.
(Edipe accourut,

La libéra de la corde

Et la déposa sur un lit.
Avec son agrafe d’or

1l se creva les yeux.

Un sang noir suinta.

LE MESSAGER
La téte divine de Jocaste est morte !

CHEUR

Un sang noir coula a flot ;

Et (Edipe criait —

Et se maudissait.

1l se montra a tous,

1l montra I’horrible spectacle,
Devant la porte ouverte
Voyez une vue

Le plus horrible de tous.

LE MESSAGER
La téte divine de Jocaste est morte !

(Edipe réapparait. Le Messager disparait)

CHEUR

Regardez ! le roi (Edipe,

11 se montre comme un monstre pourri !
Comme le monstre le plus pourri !
Regardez ! le roi aveugle !

Le roi parricide, pauvre (Edipe,

Pauvre roi (Edipe, déchiffreur d’énigmes.
Tl estla ! Regardez ! (Edipe le roi !

Adieu, (Edipe, ie t'aimais, j’ai pitié de toi.
Pauvre (Edipe, je souffre pour tes yeux,
Adieu (Edipe,

Notre pauvre (Edipe,

Je aimais, (Edipe.

Je te dis: adieu, (Edipe,

Adieu!

MARIINSKY
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Banepuii Ieprues

Xy/105KeCTBEHHbIIT PYKOBOUTEb-ANPEKTOP MapumHCKoro Tearpa
Banepwniit Teprues - ofgus 13 BeAyIMX Aupykepos Mupa. Ilomnmo
PYKOBOZICTBA MapuuHCKIM TeaTpoM OH paboTaeT ¢ JIOHZOHCKIM
CUMpOHMIECKUM OpPKeCTPOM, BeHckim dumapmonnyeckum
opkecTpoM, PorTepraMckuM pumapMOHIYECKIM OPKeCTPOM,
opkectpoM Tearpa Jla Ckana. VM cosianbl 1 BOSIIAB/IAIOTCS TaKue
3aMeTHbIe B MEK/TYHAPOHOI MY3BbIKaTbHON XKI3HNM (ecTuBa,
xax Ieprues-decrusans B Mukkemu (Ounsanans), leprues-
dectusans B Porreppame (Humeprnanpsr), «3Besabl 6embIx Houei»
(TTetep6ypr), Mockosckmit [TacxambHBbIil hecTuBab.

Cpenu 3acnyr MaacTpo Iepruesa — TBOpYeCcKoe COTPYIHUYECTBO
MapunHCKOro TeaTpa ¢ KpyIHEeIMMI ONePHbIMU CLieHaMu
MUpa, cpefii KoTopeix MeTpomnonuren-onepa, Koponesckuit
omnepHblit TeaTp KoBenTt-Tapaen, reatp Kapno ®emnue, Omnepa
Can-®pannucko, reatp /la Ckana, Hosasa Onepa Vspauns,
rearp Illate. OpkecTp u Tpynma MapuuHCKOro TeaTpa moj
pykoBozicTBoM lepruesa BoicTynany 6oree yem B 50 cTpaHax
Craporo n Hosoro Csera, ot Snonun u Kuras go CIIA.

VisBecten Banepuii Teprues u cBoeit akTMBHOI MO3UIIMEl B
3aIUTY TYMaHMCTUYECKMX MleaToB. TaK MasCTpO BBICTYIINT
VHUIMATOPOM MPOBEJIEHN MUPOBOII CepUM G/TarOTBOPUTETBHBIX
KOHIIEPTOB 10J; HazBaHueM “Becian. Mysbika BO MM XUSHN
KOTOpBbIE IPOII/IN B beo-]7lop|<e, IMapmxe, Jlonpjone, Tokno,
Pume n Mockse. B aBrycre 2008 roga moy ympaBieHeM MascTpo
COCTOS/ICS KOHIIEPT-PeKBUEM Tepef] Pa3pyIIeHHbIM 3JaHIeM
Joma nipaBurenbcTa K0xHoit Ocetun (ropop IxmuuBan).

Jluckorpadus Banepus lepruesa o61mpHa u HEO[HOKPATHO
YOCTaMBamach MPECTIDKHBIX MeX/YHAPOAHBIX Harpaj, B
wactHoCTH Harpazbl Record Academy Award 3a sammce muxma
cumdonuit Ipokodbera ¢ JIOHTOHCKUM CUMPOHMIECKUM
opkectpoM 1 mpusa «Académie du disque lyrique» 3a sarmcp
PYCCKUX orep.

Valery Gergiev

Valery Gergiev, one of the world’s finest conductors, is Artistic and
General Director of the Mariinsky Theatre. As well as managing the
Mariinsky Theatre, he works with the Vienna Philharmonic, the
London Symphony Orchestra, the Rotterdam Philharmonic, and
the Orchestre of the Teatro alla Scala. He founded and organises
musical festivals of world renown such as the Gergiev Festival
(Mikkeli, Finland), the Gergiev Festival (Rotterdam, The
Netherlands), Stars of the White Nights (Saint Petersburg)

and the Moscow Easter Festival.

One of maestro Gergiev’s accomplishments has been to involve the
Mariinsky Theatre in creative collaboration with major opera
houses around the world, such as the Metropolitan Opera in New
York, the Royal Opera House in Covent Garden, Carlo Felice

in Genoa, the San Francisco Opera, La Scala in Milan, the New
Israeli Opera and the the Théatre du Chatelet. Under Gergiev, the
Mariinsky Theatre Orchestra and Opera Company have appeared
in over 50 countries in the Old and New Worlds, from Japan and
China to the USA.

Valery Gergiev has achieved renown for his defence of
humanitarian ideals. The maestro initiated a worldwide series of
charity concerts entitled Beslan: Music for Life held in New York,
Paris, London, Tokyo, Rome, and Moscow. In August 2008 he
conducted a requiem concert in front of the ruined Government
House of South Ossetia (Tskhinvali).

Gergiev is also well known for the range of his recordings, for
which he has received many prestigious international rewards,
in particular the Record Academy Award for his recordings of
the complete Prokofiev symphonies with the London Symphony
Orchestra and the Académie du disque lyrique prize for his
recording of Russian operas.

Valery Guerguiev

Valery Guerguiev compte parmi les plus grands chefs dorchestre
du monde. Il est directeur artistique du Théétre Mariinski dont il
assure également la direction générale. Il travaille, par ailleurs, avec
la Philharmonie de Vienne, 'Orchestre symphonique de Londres,
I'Orchestre philharmonique de Rotterdam et I'Orchestre de La Scala
de Milan. Il crée et anime plusieurs festivals de renommée
mondiale, dont le Festival Guerguiev de Mikkeli en Finlande,

le Festival Guerguiev aux Pays-Bas, les Nuits blanches de Saint-
Pétersbourg et le Festival de Paques de Moscou.

Lune des grandes réussites du maestro Guerguiev est la
collaboration artistique du Théatre Mariinski avec les plus
importants opéras du monde, comme le Metropolitan Opera

de New York, 'Opéra royal de Covent Garden, le Teatro Carlo
Felice de Génes, 'Opéra de San Francisco, La Scala de Milan, le
Nouvel Opéra israélien et le Théatre du Chatelet. Sous sa direction,
Torchestre et la troupe du Théatre Mariinski se produisent dans
plus de 50 pays de 'Ancien et du Nouveau Monde, du Japon et

de la Chine aux Etats-Unis ¢’Amérique.

Valery Guerguiev est réputé pour ses initiatives au service de la
cause humanitaire. Il est a origine d’une série de concerts de
bienfaisance intitulée Beslan: Music for Life a New York, Paris,
Londres, Tokyo, Rome et Moscou. En aott 2008, il dirige un
concert de requiem en Ossétie du Sud, devant les ruines des
locaux administratifs de Tskhinvali.

Les enregistrements de Guerguiev regoivent de nombreuses
récompenses internationales de prestige dont le Record Academy
Award pour I'intégrale des symphonies de Prokofiev avec
I'Orchestre symphonique de Londres, et le Prix de 'Académie du
disque lyrique pour ses enregistrements dopéras russes.
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Cepreit Cemuuikyp
(tenop)

Sergei Semishkur
(tenor)

Ekarepuna Cemenuyk
(Meriio-conpaxo)

Ekaterina Semenchuk
(mezzo-soprano)

Esrennit Hukurun
(Bac-6apuToH)

Evgeny Nikitin
(bass-baritone)

Muxaun ITerpenko
(Bac)

Mikhail Petrenko
(bass)

Mpnana Xynoneit
(compano)

Mlada Khudoley
(soprano)

Onpra CaBoBa
(meryij0-conpaso)

Olga Savova
(mezzo-soprano)

Anexcauzip Tumyenko
(teHop)

Alexander Timchenko
(tenor)

Anppeit Cepos
(Bac)

Andrei Serov
(bass)

Y —
A

Anexcauap MoruneBckuit

(doprennano)

Alexander Mogilevsky
(piano)

Csernana Cmonuua
(dboprennano)

Svetlana Smolina
(piano)

Onusa 3anuxuua
(dboprennano)

Yulia Zaichkina
(piano)

Makcum Morunesckuit
(dboprennano)

Maxim Mogilevsky
(piano)

MARIINSKY
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MAPUVICKUI TEATP

Mapuckuit TeaTp — OfMH U3 CTapeifinx Tearpos Poccum.
Victopus ero cosjanus BeIET CBOE Hauaso oT ykasa ExarepuHbl
Benukoit 1783 roya 06 yTBep)K/IeHNM TeaTPabHOIO KOMUTETA
JUIA yIpaB/IeHys «3PeUIIaMI M MY3BIKOii». 3a BpeMs CBOero
CYIeCTBOBAHNSA OH CMEHII HeCKONIbKO HasBaHmi1 (Bombiuoit
Tearp, Mapunuckuit Tearp, TATOB, Kuposckmuit Teatp u

BHOBb — MapUuHCKui1), COXpaHss CIleHIYecKye TpafuIiin

M TIPEEMCTBEHHOCTD PerepTyapa Ha MPOTsKeHuu Gojee ueM
nBYX croneTuii. TpyTine TeaTpa NpUHA/IEXNT YECTh IEPBOTO
MCIIO/IHEHNA TAKMX omep, Kak «Cua cyap6bi» k. Bepan,
«Kussp Uropp» A. Bopopuna, «Bopuc Togynos» M. Mycoprckoro,
«IIckoButanka» H. Pumckoro-KopcakoBa, «[IukoBas fama»

T1. Yaitkosckoro. B nauane XX Beka MapuuHCKuit Tearp
OTKPBUI IS POCCUICKOI Iy6MKY BEPIIMHHOE IPOM3BENIeHIe
P. Barnepa — Terpanoruio «Konbiio Hubenysra». U cerogss
9TO eIMHCTBEHHBII TeaTp Poccum, B penepryape KOTOporo
TIpefiCTaB/IeHa BCA TETPaoris, MCIIOTHAIIAACA Ha A3bIKe
OpurMHana. Ha MapI/[MHCKOﬁ CILIEHE COCTOAMNMCh MUPOBbIE
TIpeMbepbl lereHjapHbIX 6aneTos Ietnma: «CriAnras KpacaBuIiay,
«Ilenkynunk», «basnepka», «Paiimonia». ViMeHHO 3j1ech Havamach
BCEMMPHAs C/IaBa, MOXKa/yil, CAMOrO 3HAMEHMTOTO PYCCKOTO
6anera — «/leGeguHoro o3epa». Bcé ato «301moroe» 6anetHoe
Hac/lefine COXpaHAeTCA B perepTyape MapumMHCKOro TeaTpa o
ceif ieHb. Beero ke B perepTyape TeaTpa B HACTOAIIEe BpeMs
6oree 80 orep pycCKMX 11 eBPOTIENCKIX KOMIIO3UTOPOB (0T
«Kusnu sa naps» M. Inuuku, MupoBasi npeMbepa KOTOPOro
CoCTOsAIach Ha ClieHe Torja emé Bonpiroro Tearpa B 1836 roxy
1o «Bparbes Kapamasosbix» A. CMenKoBa, MIPOBas IpeMbepa
KOTOpBIX mpota B MapumsckoM Teatpe B 2008 roxy) u 59
6anetos (or 6aneros M. Iletnna o 6aneros JIx. Baranunna,
V. @opcarira u [Ix. Hoiimaitepa).

THE MARIINSKY THEATRE

LE THEATRE MARIINSKI

The Mariinsky Theatre is one of the oldest theatres in Russia.

Its story starts in 1783, when Catherine the Great issued a ukase
(imperial decree) approving a committee for the direction of
‘spectacles and music. While the theatre’s company may have
changed its name several times during its history (the Bolshoi
Kammeny, the Mariinsky, the GATOV - the State Academic
Theatre of Opera and Ballet, the Kirov and, once again, the
Mariinsky), it has maintained its theatrical traditions and
continuity of repertoire over a span of over two centuries.

‘The Mariinsky has had the honour of staging the first production
of major operas like Verdi’s La Forza del Destino, Borodin’s

Prince Igor, Mussorgsky’s Boris Godunov, Rimsky-Korsakov’s

The Maid of Pskov and Tchaikovsky’s The Queen of Spades. At the
beginning of the 20th century the Mariinsky offered the Russian
public a supreme production: the four music-dramas of Wagner’s
The Ring of the Nibelung. It is still the only theatre in Russia which
has staged the entire cycle in the language of the original.

The stage of the Mariinsky Theatre has seen the world premieres
of Petipa’s legendary ballets: Sleeping Beauty, The Nutcracker,

La Bayadére, Raymonda. And it was here that what is perhaps the
best known Russian ballet, Swan Lake, was launched to world fame.
All this ‘heritage of gold’ has been preserved in the Mariinsky.
The company’s repertoire currently includes over 80 operas by
Russian and western European composers, ranging from Glinka’s
A Life for the Tsar which Bolshoi Kammeny, as the company was
called at the time premiered in 1836, to the first ever performance
of Smelkov’s The Brothers Karamazov in 2008 at the (renamed)
Mariinsky. The theatre is also home to 59 ballets, from Petipa

and Balanchine to Forsythe and Neumeier.

Le Théatre Mariinski est I'un des théatres les plus anciens de
Russie. Son histoire remonte a 1783, année ot la Grande Catherine
approuve par ukase (décret impérial) la création d’'un comité chargé
«des spectacles et de la musique ». Bien que la troupe ait changé
plusieurs fois de nom au cours de sa longue histoire — Bolshoi
Kammeni, Mariinski, GATOV (Académie nationale d’art lyrique

et de danse), Kirov et, a nouveau, Mariinski - elle n'en a pas moins
perpétué ses traditions théatrales et son répertoire. Ainsi cest &
elle que revient ’honneur d’avoir créé La Force du destin de Verdi,
Le Prince Igor de Borodine, Boris Godounov de Moussorgski, La
Jeune Fille de Pskov de Rimski-Korsakov et La Dame de pique de
Tchaikovski. Au début du vingtieme siécle, le Mariinski monte
également La Tétralogie, production absolument exceptionnelle
puisque cest le seul opéra de Russie qui ait, a ce jour, mis en scéne
Pintégrale du chef-dceuvre de Wagner dans la langue de loriginal.
Ceest sur la scéne du Mariinski que Petipa crée ses chorégraphies
légendaires : La Belle au bois dormant, Casse-Noisette, La Bayadére,
Raymonda. Clest également ici que le ballet russe le plus célébre au
monde, Le Lac des cygnes, a vu le jour. Lensemble de ce précieux
patrimoine continue a étre perpétué par la troupe du théatre
Mariinski, qui compte actuellement a son répertoire plus de 80
ceuvres lyriques de compositeurs russes ou d’Europe occidentale —
d’Une vie pour le tsar de Glinka créée au Théatre Bolshoi Kammeni
aux Fréres Karamazov de Smelkov lancé en 2008 sur la scéne

du Mariinski actuel - ainsi que 59 chorégraphies — de Petipa et
Balanchine a Forsythe et Neumeier.
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CUM®OHMNYECKNI OPKECTP
MAPUMHCKOTIO TEATPA

CUM®OHNYECKII OPKECTP MAPMIHCKOI'O TEATPA
— OJIVIH M3 CTapeilnX My3bIKa/IbHbIX KOMIEKTUBOB Poccum.

Ero ncropus Bocxoaut x Hayany XVIII Bexa, Ko BpeMeHn
BOBHUKHOBEHUS TPUIBOPHOI MHCTPYMEHTA/IbHOI KaIleJI/Ibl.

B XIX cTonmetun BaXkHeIy o pojb B CTAHOB/IEHUY OPKeCTpa
Mapunnckoro TeaTpa chirpana fiesarenbHoctb 9. Hanpasruka,
BOSI/IAB/IABIIEr0 OPKeCTp 6osee momyseKa. Boicokuit yposeHb
OpKecTpa He pPa3 OTMeYa/Ii CTOABIINE 33 erO My/bTOM MUPOBbIe
sHamenutoctu - I. bepnmos, P. Barnep, I. qu bronos, I. Manep,
A. Hukum u ap. B coBeTcKoe BpeMms 67ecTsiiyye TpaguiLun
TIPOJIO/KWJIN TaKUe UPUKepPBbl, Kak B. [[paHNIIHMKOB, A.
TTasoscknit, E. Mpasuuckuit, K. Cumeonos, f0. Temupkanos.
OpKecTpy MPUHA/IEXUT YeCTh MepBOTo UCIIOMTHEHNS MHOTUX
OIIEPHBIX ¥ 6a/IeTHBIX IIPoN3BefeHNit YailkoBCKOro u
IIpokodnesa, onep Immuku, Mycoprckoro, Pumckoro-Kopcakosa,
6anero Acadpesa, lllocTakoBida, XauaTypsiHa.

C 1988 ropa opkecTp MapumMHCKOTo TeaTpa BO3ITIaB/IAeT Bamepuit
Teprues — My3bIKaHT BBICOYAIIIIETO K/IACC, BEYLINIT IIMPOKYIO
MY3BIKa/IbHO-001eCTBEHHYIO [IeATeNbHOCTD. C IPUXOJ0M MasCTPO
Tepruesa penepryap opkecTpa CTPeMUTENbHO PACUIMPUICH 1
cocrasisieT Bce cumonun IIpokodnesa, lllocrakoBuya, Manepa,
Berxosena, PexBuembr Monapra, Bepau, TuieHko, mponsseeHns
Crpasusckoro, Illexpuna, [y6aiiaymmHoii, MOTOBIX POCCHICKIX
M 3apy6EeKHBIX KOMIO3UTOPOB. OpPKeCTp BBICTYIAET C
cumbonnyeckumu nporpaMmamu B Espore, Amepuke, Snounn,
Ascrpamuu. B 2008 rogy opkecTp MapumHCKOTo TeaTpa Iof
yrpaB/ieHneM MascTpo lepruesa Boen B TON-uCT 20 Tydimmx
OPKeCTPOB MUPa, OITy6/IMKOBaHHBII B XXypHane Gramophone.

THE ORCHESTRA OF THE MARIINSKY
THEATRE

LPORCHESTRE SYMPHONIQUE DU
THEATRE MARIINSKI

The Orchestra of the Mariinsky Theatre is one of the oldest musical
institutions in Russia. It traces its history back to the early 18th
century, to the development of the Court Kapelle. In the 19th
century, the orchestra flourished under Edouard Napravnik, who
was its ruling spirit for over half a century. The excellence of

the Orchestra was recognised by the world-class musicians who
conducted it including Hector Berlioz, Richard Wagner, Hans von
Biilow, Gustav Mahler and Arthur Nikisch. In Soviet times, these
dazzling traditions were continued by conductors like Vladimir
Dranishnikov, Ariy Pazovsky, Evgeny Mravinsky, Konstantin
Simeonov and Yuri Temirkanov. The Orchestra had the honour of
playing many premiéres: operas and ballets by Tchaikovsky and
Prokofiev, operas by Glinka, Mussorgsky, Rimsky-Korsakov, and
ballets by Asafyev, Shostakovich and Khachaturian.

Since 1988 the Orchestra has been under the baton of Valery
Gergiev, a musician of the highest order and an outstanding figure
in the music world. Gergiev’s arrival at the Mariinsky ushered in a
new era of rapid expansion of the Orchestra’s repertoire, which now
includes all the symphonies of Prokofiev, Shostakovich, Mahler,
and Beethoven, the Requiems of Mozart, Verdi, and Tishchenko,
and works by Stravinsky, Shchedrin, Gubaidulina, and young
Russian and foreign composers. The Orchestra regularly performs
symphonic programmes in Europe, America, Japan and Australia.
In 2008, The Orchestra of the Mariinsky Theatre, under the
leadership of Maestro Gergiev, was ranked in Gramophone’s Top 20
list of the world’s best orchestras.

LOrchestre symphonique du Thééatre Mariinski est une des plus
anciennes formations musicales de Russie. Son histoire remonte
au XVIIIe siécle et a la naissance de la « chapelle de la cour ».

Au XIXe siécle, orchestre prospére sous la direction d’Edouard
Napravnik, qui en est I'inspirateur pendant plus de cinquante

ans. Son excellence est reconnue par les musiciens de renommée
mondiale qui se succédent au pupitre, notamment Hector Berlioz,
Richard Wagner, Hans von Biilow, Gustav Mahler et Arthur
Nikisch. A Iépoque soviétique, cette brillante tradition se poursuit
avec des chefs comme Vladimir Dranichnikov, Ariy Pazovski,
Evgeny Mravinski, Constantin Simeonov et Yuri Temirkanov. Cest
a cet orchestre que lon doit de nombreuses grandes créations :
opéras et ballets de Tchaikovski et de Prokofiev; opéras de Glinka,
de Moussorgski et de Rimski-Korsakov; ballets d’Asafiev, de
Chostakovitch et de Khatchatourian.

Depuis 1988 lorchestre est dirigé par Valery Guergiev, musicien
hors pair et personnalité exceptionnelle du monde de la musique.
Avec l'arrivée de Guergiev au Mariinski, le répertoire de lorchestre
connait une rapide expansion et inclut désormais I'intégrale des
symphonies de Prokofiev, de Chostakovitch, de Mahler et de
Beethoven, les requiems de Mozart, de Verdi et de Tichtchenko,
ainsi que des ceuvres de Stravinski, de Shchedrin, de Goubaidoulina
et de jeunes compositeurs russes ou autres. Lorchestre donne de
nombreux concerts symphoniques en Europe, en Amérique, au
Japon et en Australie. LOrchestre du Théatre Mariinski sous la
direction de Guergiev est classé au Top 20 des meilleurs orchestres
du monde par Gramophone en 2008.
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CUM®OHMYECKIN OPKECTP MAPUMHCKOTO TEATPA

1-e cKpUnKu

Kupunn Tepentoes, konyepmmeticmep

Jleonup Bexcnep, konyepmmeticmep

Anron KosbMuH, 3amecmumens KoHyepmmeiicmepa
Enena Bepnuukosa, samecmumens konyepmmeticmepa
Muxaun Puxrep, sameci KOHUep icmepa
Cranucnas VI3Maitnos, samecmumens Konuepmmeiicmepa
Xpuctuan ApTaMOHOB, 3amMecmumens KoHyepmmeticmepa
JnHa 3ukeeBa

BceBonop Bacunses

Bopuc Bacunben

Anna I'myxoBa

Vipuna Bacunbesa

Tatbsna Mopo3

Kpuctuna Munocsu

2-e CKpUIIKM

Mapus Cadaposa, KoHuepmmeiicmep

Teopruit lllnpoxos, sacyxicennviii apmucm Poccuu, konuepmmeticmep
Bukropus Illykuna, samec KoHuepmmeticmepa
Amnacracus Jlykupckas, samecmumeny KoHyepmmericmepa
Enena Xaitrosa

Csernana Kypaskosa

Mapuen Bexxenapy

Anexceit KpaleHnHHIKOB

Cepreit Jlerarun

Enena Illupoxosa

VInHa JleMueHKO

Amnna Illoxa

AnbTBI

TOpuit AdonbkuH, sacnysennviii apmucm Poccuu, KoHyepmmeticmep
Bragumup JINTBUHOB, 3amecmumens KoHyepmmeticmepa
Jluna TonoBuna, samecmumens Konyepmmeticmepa
Anexcaunip IllenKOBHMKOB, 3amecmumens KoHuepmmeticmepa
Oner JIapnoHOB, 3amecmumens Koxyepmmeticmepa

Esrennit bapcos, same. KO licmepa

Kapune Bapcersin

Jropmuna EMenbsiimnaa

Onpra Heseposa

Anppeii ITerymkos

Csernana CagoBas

Anexceit Kmioe

Aep

Buononuenn

3eHOH 3aniaiino, saciysicertviii apmucm Poccuu, konuepmmeticmep
Oner Cenpienikuit, sacysicennoiii apmucm Poccuu, kKonyepmmeticmep
Huxkomait Bacunbes, samecmumens koHyepmmeticmepa

Tamapa Cakap

Oxkcana Mopos

Exarepuna Jlapuna

Anton Banbuep

Janunn Bpeickun

Huxomnait Orunery

Konrpabacer

Kupwnn Kapuxos, sacayscennuiii apmucm Poccuu, konuepmmeticmep
Bragumup Mlocrak, konyepmmeticmep

Anexcauzip Anekcees, 3aMeCTUTENb KOHIEPTMeiicTepa

HQHI/IC l(au.[m-(, 3aMeCTUTE/Ib KoHuepTMeﬁcTepa

Cepreit TpadgumoBuy

Eprennit MaMOHTOB

Jembsn I'opogHnunH

DrreiiTei

Hennuc Jlynmades, conucm
Huxonait Moxos, conucm
Mapus Apcenbesa

DrreiiTa-MUKKONIO
Muxann [Tobeguuckmit

Tobou

Anexcaunp Tpyuikos, sacysicennuiii apmucm Poccuu, conucm
Tasen Kynpsanok, conucm-pezynsimop

Buxrop Yxanuu, conucm-pezynsmop

AHITHIICKMIT POXKOK
Vinbs Vinbun, conucm

Knapuernr

Buxrop Kynbik, sacnyscennviii apmucm Poccuu, conucm
Viau Cron6oB, conucm-pezynsmop

Buranuit [Taneipun, conucm-pezynamop

Es-Knapuer
Imurpuit XapuToHOB, ConUCm-peeynsimop

®arotst
Popunon Tonmaues, conucm
Banentun Karrycrus, sacysicenmuiii apmucm Poccuu, conucm-peaynsimop

Konrpadarorst
Anexcaunp llapeikun, conucm

Banropusr

Cranucnas lec, Hapoonwiil apmucm Poccuu, conucm

Hmutpuit Bopounios, sacnyscennoiii apmucm Poccuu, conucm
Cranucnas ABUK, COMUCT

Bnapgucnas Kysueros, conucm

Anexceit ITosun, conucm-pezynamop

TOpuit AkuMKuH, sacrysienHviit apmucm Poccuu, conucm-peeynsmop
Banepwit [Tanbipus, conucm-pezynsmop

Ilerp Popun

Tpy6n1

Cepreit Kpioukos, 3acyxcennvtii apmucm Poccuu, conucm
Tennannit HukoHoB, conucm

Buranmit 3aitues, conucm-pezynsmop

Cranucnas VnbyeHko

Tpom6oHbI
Anppeit CMUPHOB, 3acayjicenHvtii apmucm Poccuu, conucm
Anexcannp [Dxyppu, conucm-pezynsmop

Bac-TpomGoH
Hukonait Tumodees, sacayxenHoiil apmucm Poccuu, conucm
Brnagumup Ilonesun, conucm-pezynsmop

Ty6s1
Huxonait Cnenues, sacnysennoiii apmucm Poccuu, conucm
Bopuc xnoes

Vmapusie

Amnppett XoTus, sacnyxenHoii apmucm Poccuu, conucm
Apcennii llynnsakos, conucm-pezynamop

10pun Anexcees, conucm-pezynsmop

TOpuit Munienko

Bragucnas ViBanos

Esrennit JKukanos

Muxaun Begyaxun

Apdst
Enena Bacunvesa, conucmxa-pezynsamop
Codps Kunpekas

Posms
Banepusa Pymsanuesa, conucm

MARIINSKY

THE ORCHESTRA OF THE MARIINSKY THEATRE

First Violins

Kirill Terentiev Concertmaster

Leonid Veksler Concertmaster

Anton Kozmin Associate Concertmaster
Elena Berdnikova Associate Concertmaster
Mikhail Rikhter Associate Concertmaster
Stanislav Izmailov Associate Concertmaster
Khristian Artamonov Associate Concertmaster
Dina Zikeieva

Vsevolod Vasiliev

Boris Vasiliev

Anna Glukhova

Irina Vasilieva

Tatiana Moroz

Kristina Minosian

Second Violins

Maria Safarova Principal

Georgy Shirokov Honoured Artist of Russia, Principal
Viktoria Shchukina Associate Principal
Anastasia Lukirskaya Associate Principal
Elena Khaitova

Svetlana Zhuravkova

Marchel Bezhenaru

Alexei Krasheninnikov

Sergei Letiagin

Elena Shirokova

Inna Demchenko

Anna Shoka

Violas

Yuri Afonkin Honoured Artist of Russia, Principal
Vladimir Litvinov Principal

Lina Golovina Associate Principal
Alexander Shelkovnikov Associate Principal
Oleg Larionov Associate Principal

Yevgeny Barsov Associate Principal

Karine Barsegian

Lyudmila Yemelyashina

Olga Neverova

Andrei Petushkov

Svetlana Sadovaya

Alexei Kliuev

Cellos

Zenon Zalitsailo Honoured Artist of Russia, Principal
Oleg Sendetsky Honoured Artist of Russia, Principal
Nikolai Vasiliev Associate Principal

Tamara Sakar

Oxana Moroz

Yekaterina Larina

Anton Valner

Daniil Bryskin

Nikolai Oginets

Double Basses

Kirill Karikov Honoured Artist of Russia, Principal
Vladimir Shostak Principal

Alexander Alexeev Associate Principal

Denis Kashin Associate Principal

Sergei Trafimovich

Yevgeny Mamontov

Demjan Gorodnichin

Flutes

Denis Lupachev Principal
Nikolai Mokhov Principal
Maria Arsenieva

Piccolo
Mikhail Pobedinsky

Oboes

Alexander Trushkov Honoured Artist of Russia, Principal
Pavel Kundyanok Associate Principal

Victor Ukhalin Associate Principal

English Horn
Ilya Ilyin Principal

Clarinets

Viktor Kulyk Honoured Artist of Russia, Principal
Ivan Stolbov Associate Principal

Vitaly Papyrin Associate Principal

E-Flat Clarinet
Dmitry Kharitonov Associate Principal

Bassoons
Rodion Tolmachev Principal
Valentin Kapustin Honoured Artist of Russia, Associate Principal

Contrabassoon
Alexander Sharykin Principal

Horns

Stanislav Tses People s Artist of Russia, Principal

Dmitry Vorontsov Honoured Artist of Russia, Principal
Stanislav Avik Principal

Vladislav Kuznetsov Principal

Alexei Pozin Associate Principal

Yuri Akimkin Honoured Artist of Russia, Associate Principal
Valery Papyrin Associate Principal

Piotr Rodin

Trumpets

Sergei Kryuchkov Honoured Artist of Russia, Principal
Gennady Nikonov Principal

Vitaly Zaitsev Associate Principal

Stanislav Ilchenko

Trombones
Andrei Smirnov Honoured Artist of Russia, Principal
Alexander Dzhurry Associate Principal

Bass Trombones
Nikolai Timofeev Honoured Artist of Russia, Principal
Vladimir Polevin Associate Principal

Tubas
Nikolai Slepnev Honoured Artist of Russia, Principal
Boris Dzhioev

Percussion

Andrei Khotin Honoured Artist of Russia, Principal
Arseny Shuplyakov Associate Principal

Yuri Alexeev Associate Principal

Yuri Mishchenko

Vladislav Ivanov

Evgeny Zhikalov

Mikhail Vedunkin

Harp
Elena Vasilieva Associate Principal
Sofia Kiprskaya

Piano
Valeria Rumiantseva Principal
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XOP MAPUMTHCKOTO TEATPA

Anppeii Ilerpenko, rmaBHbIil XOpMeiicTep

Comnpano 1 AnbThI 2

0mma Anronosa + Vinna Anekceesa +

Papa Bakynosa + Exarepuna Bopobbesa +
Haramusa Opnosa + Oxcana 3arpebenbHas +
Csernana [TeryxoBa + Haranps Kegposa +
Vipuna XaycTosa + Amma Kupudenko +
Oppra IllaxaHosa + Baitpra Kygunosa +

Comnpano 2 Tenopa 1

Anuna Ap3amaciesa + Anexceit Bypues +#

Jlapuca Bopucosa + Anexceit BennkaHos #

3anuna I'yanesa + Anexcaupp Topouikos +#

Bepa [Tabysuna + Hukura Ipubanos #

Anna [Manyumsa + Anexceit [IMuTpyk +#

Buxropusa Yrexuna + Cepreit 3apanuu #
Cepreit Kosnos +#

Anprer 1 Banepuit Cobanos #

Annma MapThIHEHKO +

Enena Ilerpenko +

Onbra CeménoBa +

Enena Tunbkepupmy +

Hapexpa Xampkea +

TOmusa Xpamiosa +

XOP MAPUMHCKOTO TEATPA

Xop MapumHCKOro Tearpa — My3bIKa/IbHbIi KOJIIEKTUB,

LIMPOKO M3BEeCTHbIN B Poccum u 3a pybexxom. OH sABnsAeTcs

He TOJIbKO MOCTOSHHBIM YYaCTHMKOM OIEPHBIX CrIeKTaK/el

1 GUIAPMOHNYECKNX KOHL[EPTOB B UCIIOMHEHNM OPKeCTpa
Mapunnckoro Tearpa, Hanpumep PexBuema MouapTa u Pexksuema
Beppu, 9-it cumbonny BerxoBeHa, HO 1 CAMOCTOATENLHO
BhICTymaeT a’cappella ¢ pasIIIHBIMU IIPOrPaMMaMIt CBETCKOI

M JTyXOBHOI My3bIKM, OT IPOM3Be/ieHuit BapTHAHCKOTO,
YecHokoBa n PaxmaHMHOBa 10 GOMBKIOPHBIX porpamMm. Xop,

B KAMEPHOM I ITOJTHOM COCTaBe, IIMPOKO raCTPOIMpPyeT IO
Poccun n 3a pyﬁe)l(oM: B Ounnangm, lseiiapun, AHramm,
Opannun, Utanun, Vicnanun u Vispaue, ABIA€TCA TOCTOSHHBIM
Y4aCTHMKOM MEX/yHapOJIHBIX (pecTUBasIell M MUPOBBIX TIpeMbep.
C yyacTneM MapunHCKOTro Xopa BbIITYI[EHO 3HAYNTENTbHOe
KOJIMYECTBO 3aMiceil, Cpefiu HUX TaKue IPOU3BEJIeHNMs, KaK
«Bopuc I'ogynos» Mycoprckoro, «VBa I'posblit» IIpokodbesa,
Peksuem Bepzu u kanTara «Anexcanzp Hesckuit» IIpokodnesa,
ucnonHeHHas Ha Ilepsom MockoBckoM [TacxanbHoM ecTuBane
1A 3ByKO3amuchiBatonieit kommanuy Philips Classics.

AHJIPEV IIETPEHKO

TIaBHBIN XOpMelicTep

Oxonyny JIeHMHTPAJICKYI0 KOHCEPBATOPUIO 110 CIIEINATbHOCTAM
XOpoBoe 1 onepHo-cuMonnyeckoe uprkuposanue. C 2002 roza
- I7IaBHbIIT XOpMeiictep Mapunuckoro Teatpa. Iloy ynpasnennem
Anppes Ilerpenko xop MapumHCKOro TeaTpa BbICTYIas C
nporpammamu a’cappella B Poccun, ®unmsapnu, Tomnangnm,
Benbrun, ®pantyn, seiiapun, Vitanuu, Bennkobpurann,
Vispanne. B aktuse Auppes IleTpeHKO Kak OIEPHOTO IUpIKepa
criexrakmn «Eprennit Onerun», «Tpasuara», «CaMcon un
JHamunay», «Jou ITackyasne», a TakKe KOHIIEPTHbIE IPOTPAMMbI C
y4acTMeM COICTOB OIEePBI, XOPa U CUM(pOHNYECKOTO OPKeCTpa
MapunHcKOro TeaTpa.

Tenopa 2

IOpuit Auppymiko +#
Ianuun Bacunpes +#
Poman Iubaros #
Braguvup Kusses #
Amnppeit Jleit6oB +#
Cepreit MeneHeBCKMit +#
Aptem Menuxos +#
Cepreit JOxmaHoB +#

Bacer 1

Anexkceit bapanos #
Anpipeit Bacun +#
Anexcanpp lopes +#
Huxomnait Kpyk +#
Jvutpuit Kycos #
Cepreit MarBees +#
Bsuecnas Husosues #
Anexcaupp IlepeTaTbko #
Koncrantun PoimoB +#
Denop YBapos +#
Eprenmit Ypcyn #

Bacer 2

TenHaguit AHUKUH +#
Muxann Kopubnur +#
Eprennit Koueperun #
Ilerp Kysueros #
Anexkcannp MakcUMeHKOB +#
Snyapn MaTees +#
Oner Mutypa #

Erop ITaBnos +#
Cepreii [Toausakos #
TTasen PaeBckuit +#
Cepreit CumakoB +#
Buranmit IHKoBCKuMIT #

+ Csajiebka
# Ilapp Opun

MARIINSKY
THE CHORUS OF THE MARIINSKY THEATRE
Andrei Petrenko, Principal Chorus Master
Soprano I Alto IT Tenor IT Bass II
Yulia Antonova + Inna Alexeyeva + Yuri Andrushko +# Gennady Anikin +#
Rada Baklunova + Natalya Kedrova + Roman Gibatov # Yevgeny Kocheregin #
Irina Khaustova + Alla Kirichenko + Vladimir Knyazev # Mikhail Kornblit +#

Natalia Orlova +
Svetlana Petukhova +
Olga Shakhanova +

Soprano II

Alina Arzamastseva +
Larisa Borisova +
Zalina Gudiyeva +
Vera Pabuzina +

Alla Papushina +
Viktoria Utekhina +

Alto I

Nadezhda Khadzheva +
Yulia Khramtsova +
Alla Martynenko +
Elena Petrenko +

Olga Semenova +

Elena Tilkeridi +

Bairta Kudinova +
Yekaterina Vorobyova +
Oxana Zagrebelnaya +

Tenor I

Alexei Burtsev +#

Alexei Dmitruk +#
Alexander Goroshkov +#
Nikita Gribanov #

Sergei Kozlov +#

Valery Sobanov #

Alexei Velikanov #
Sergei Zavalin #

THE CHORUS OF THE MARIINSKY

THEATRE

LE CH(EUR DU THEATRE MARIINSKI

Le chceur du Théatre Mariinski est renommeé dans toute la Russie

The Chorus of the Mariinsky Theatre is a musical company that
is widely known throughout Russia and the world. It is a regular
cast member in operatic productions and features in philharmonic
concerts as a member of the orchestra, for example in Mozart’s
Requiem, Verdi’s Requiem, and Beethoven’s Ninth Symphony.
The Chorus also gives its own concerts a cappella with a varied
programme of secular and sacred music, ranging from works by
Bortnyansky, Chesnokov and Rachmaninov to folk songs. As both
full choir and in chamber ensemble, it tours widely in Russia and
abroad and is a regular performer in international festivals. It

has appeared in world premiéres in Finland, Switzerland, Britain,
France, Italy, Spain and Israel. The Chorus of the Mariinsky
Theatre has made a huge number of recordings and is particularly
known for its contribution to Mussorgsky’s Boris Godunov,
Prokofiev’s Ivan the Terrible, Verdi’s Requiem, and Prokofiev’s
cantata Alexander Nevsky, which was performed at the First
Moscow Easter Festival for Phillips Classics.

et a travers le monde entier. Il fait partie intégrante de 'orchestre

et interpréte réguliérement, a ses cotés, opéras et musique de
concert — Requiem de Mozart, Requiem de Verdi, Neuvieéme
symphonie de Beethoven. Il donne également ses propres
concerts a cappella de musique profane ou sacrée, avec des
programmes variés allant de Bortnianski, Tchesnokov et
Rachmaninov a la chanson folklorique. Au complet ou en

formation de chambre, il effectue des tournées dans toute la Russie
comme a I'étranger, et figure réguliérement a l’affiche des festivals
internationaux. Il participe & de nombreuses créations en Finlande,

en Suisse, au Royaume-Uni, en France, en Italie, en Espagne

et en Israél. Le cheeur Mariinski a un nombre impressionnant
d’enregistrements a son actif, dont les plus connus sont Boris
Godounov de Moussorgski, Ivan le Terrible de Prokofiev, le
Requiem de Verdi et la cantate de Prokofiev, Alexandre Nevski,
gravée lors du premier Festival de Paques

de Moscou (Phillips Classics).

ANDREI PETRENKO

Principal Chorus Master

ANDREI PETRENKO

Chef de cheeur principal

Andrei Petrenko graduated from the Leningrad Conservatoire,
specialising in choral conducting and opera and symphony
conducting. He has been the Principal Chorus Master at the
Mariinsky Theatre since 2002. Under his direction, the Chorus of
the Mariinsky Theatre has performed in a cappella programmes
in Russia, Finland, the Netherlands, Belgium, France, Switzerland,
Italy, Great Britain, and Israel. Petrenko has conducted opera
performances of Eugene Onegin, La Traviata, Samson et Dalila
and Don Pasquale and concert programmes with soloists of the
Mariinsky Theatre, Chorus, and Orchestra.

Andrei Petrenko est diplomé du Conservatoire de Leningrad, ot
il a étudié la direction de chceur ainsi que la direction d’opéra et
d’orchestre. Il est chef de cheeur principal au Théatre Mariinski
depuis 2002. Sous sa direction, le Cheeur du Théatre Mariinski
donne des concerts a cappella en Russie, en Finlande, aux Pays-
Bas, en Belgique, en France, en Suisse, en Italie, au Royaume-
Uni et en Israél. Il est au pupitre de chef d’orchestre pour les

représentations d’Eugéne Onéguine, La Traviata, Samson et Dalila

et Don Pasquale; et dirige également les solistes, le Cheeur et
I'Orchestre symphonique du Théatre Mariinski en concert.

Andrei Leibov +#
Sergei Melenevsky +#
Artem Melikhov +#
Daniil Vasiliev +#
Sergei Yukhmanov +#

Bass1

Alexei Baranov #
Alexander Gorev +#
Nikolai Kruk +#
Dmitry Kusov #

Sergei Matveyev +#
Viacheslav Nizovtsev #
Alexander Peretyatko #
Konstantin Rylov +#
Yevgeny Ursul #
Fyodor Uvarov +#
Andrei Vasin +#

Pyotr Kuznetsov #

Edward Matveyev +#
Alexander Maximenkov +#
Oleg Mitsura #

Yegor Pavlov +#

Sergei Pozdnyakov #

Pavel Raevsky +#

Sergei Simakov +#

Vitaly Yankovsky #

+ Les Noces
Oedipus Rex

3
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ALSO AVAILABLE

Available on Super Audio CD or from the iTunes Store

RACHMANINOV PIANO CONCERTO NO 3
RHAPSODY ON A THEME OF PAGANINI
DENIS MATSUEV, VALERY GERGIEV
MARIINSKY ORCHESTRA

ARTISTIQUE 10 TECHNIQUE 10
ClassicsTodayFrance (Canada)

#kkk* ‘3 magnificent performance’
Classic FM Magazine (UK)

SACD MARO0505 (822231850526)

SHOSTAKOVICH THE NOSE
VALERY GERGIEV
MARIINSKY SOLOISTS, ORCHESTRA AND CHORUS

BEST OPERA MIDEM Classical Awards (France)

CHOC DE L’ANNEE Classica (France)

Nominated for two Grammy Awards (US)

Nominated for BBC Music I{Iagazine Award (UK)

DISCS OF THE YEAR Washington Post (US)

ey DISC OF THE MONTH BBC Music Magazine (UK)
AT DISC OF THE MONTH Opera Magazine (UK)

2SACD MARO501 (822231850120)
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SHOSTAKOVICH SYMPHONIES NOS 1 & 15
VALERY GERGIEV MARIINSKY ORCHESTRA

CHOC Classica (France)
Nominated for two Grammy Awards (US)

PERFORMANCE ###%*x SOUND ##*#%
BBC Music Magazine Award (UK)

SACD MAR0502 (822231850229)

SHCHEDRIN THE ENCHANTED WANDERER
VALERY GERGIEV
MARIINSKY SOLOISTS, ORCHESTRA AND CHORUS

»
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SR oy . OPERA CHOICE OF THE MONTH BBC Music Magazine (UK)
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2SACD MARO0504 (822231850427)
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TCHAIKOVSKY 1812 OVERTURE, MOSCOW CANTATA
MARCHE SLAVE ...

VALERY GERGIEV

MARIINSKY SOLOISTS, ORCHESTRA AND CHORUS

SACD MARO0503 (822231850328)




