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E.B. Ilankuna
Elena V. Pankina

«CKA3AHME OF OP®EE» AHJZKEJIO ITIOJIMIIUAHO:
OT IMO2MBbI K JIMBPETTO

FABULA DI ORFEO BY ANGELO POLIZIANO:
FROM POEM TO LIBRETTO

Annoranms. Jlokian nocssineH paccMorpenuto «Ckazanust 00 Opdee» AHmKe-
10 IMonmumano ¢ no3uruii GOpMUPOBAHUS CICINPHUISCKUX KadeCTB JINOPETTO My-
3bIKaTbHO-PAMaTHIECKOTO COUMHEHNS. MccenoBanme mpoBeIeHO B OMIOPe Ha HCTO-
PUYECKH CIIOKMBILIYIOCS CUCTEMATHKY UTAIILIHCKUX MO3THYECKUX (POPM, a TAKKe Ha
pe3yNbTaThl H3y4eHUs! )KAaHPOBBIX XapakTeprcTuk «Opdes» B padorax H. [Tupporrsr,
A. Tucconn benenytu, Y. @anranuu, M. bo3usuo.

Texcr Ilonuuuano, Oyaydn pe3ynbTaToOM CIOXKHBIX JKAHPOBBIX M CTHJIEBBIX IEpe-
IUIeTeHN, 00J1a1aeT HOBBIM KaueCTBOM B CHJIY NpeAHa3HaYeHus st cueHsl. Cpean
MHOTOYHCIIEHHBIX HCTOUHHKOB «Opdesd» OTCYTCTBYIOT CLIEHUUECKHE IPON3BEICHS,
— MOAT OOBEUHSET YAaCTH CIOKETa, TPAKTOBKHM, OMHPAsICh HA COOCTBEHHBIH OIBIT CO3-
JaHKS MAaCIUTAOHbIX IOBECTBOBATENIBHBIX M JIMPHYECKUX UTAIbIHCKHX U JIATHHCKUX
TekcToB («CTaHCH! Ha TypHUPY, «Jlap kopmmtuney). [Ibeca xapakTepusyeTcst HEKOTO-
POii HeTIOCIIeIOBATENBFHOCTBIO IPAMaTHIECKOTO Pa3BUTHS, KOHTPACTHOCTHIO TTOITHYE-
CKHX METPOB, ()OPM M CTUIIEBBIX PETHCTPOB, MPEAHA3HAYECHHBIX [UIS Pa3HBIX TANOB
neiictBust. Cpenyt pa3BepHyTHIX (pparMeHTOB, HATUCAHHBIX TEPIIMHAMH WIJIH OKTaBa-
MH, «BCTaBHBIX» KaHI[OH M JIATHHCKUX CTUXOB, BBIJEIACTCS CIIEHA YTPaThl DBPHUJIH-
KH, B KOTOPOH TTOJTHOCTBIO HAPYIIAETCS M3T0KEHHE HOPMAaTUBHBIMHU cTpodamu, 1mo-
BECTBOBAHHE BBITECHSACTCSI APAMOIi, a CII0XKHAsI TIO3THYECKast OPraHu3alysl OTPpaKaeT
B3aUMOZCHCTBUE IIEPCOHANKEH.

Amnamn3 «Cka3zanus 00 Opdeey Kak THOPETTO My3bIKAIBHOTO CIIEKTAKIIS 1aeT BO3-
MOKHOCTb 0003HAYNUTh HOBBIN B3IV HA COUMHEHHE, CTUINCTUYECKAs U KOMIIO3H-
I[OHHAs IECTPOTa KOTOPOro 0OYCIIOBICHBI HE TOJNBKO CIOKHOH KOMOMHATOPHUKOM
HCTOYHHKOB, TOITUYECKUX MAHEP U SI3BIKOB, HO ¥ IIEPEXOIHOI ’KaHPOBOH MPUPOIOH
Tpou3BeeHNs, B KoTopoM [lonunuano mpoiaraer myTh OT JINTEPATypPHOTO MOBECTBO-
BaHUsI K TIOJTHOLICHHOMY CLICHUUECKOMY JICHCTBY.

KuroueBble ciioBa: Anpkesno TTonunuiano, HTanbsHCKas ApaMaryprisi, My3blKajib-
HBII TeaTp, «Ckazanue 06 Opdeey», KaHIIOHA, OKTaBa, TEPLUHA

Abstract. The paper is devoted to Angelo Poliziano’s La Fabula di Orfeo from
the position of the formation of specific qualities of a libretto for a dramatic musical
composition. The research is carried out in reliance on the historically emerged
systematization of Italian poetic forms, as well as on the results of study of the genre
characterizations of Orfeo in the works of N. Pirrotta, A. Tissoni Benvenuti, C.
Fantazzi and M. Bosisio.
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Poliziano’s text, being the result of complex intertwinements of style and genre,
possesses a new quality, being meant for the stage. Among the numerous sources
of Orfeo there is an absence of stage compositions — the poet unites parts of the
plot and its different interpretations, relying on his experience of the creation of the
scalar narrative and lyrical Italian and Latin texts (Stanzas on a Tournament, The
Gift of the Foster Nurse). The play is characterized by a certain inconsistency of
dramatic development, contrast of poetic meters, forms and stylistic registers meant
for various stages of the action. Among the unfolded sections written in thirds or
octaves, the ‘inserted’ canzonas and Latin verses, most conspicuous is the scene of
the loss of Eurydice in which the exposition with normal stanzas is entirely violated,
the narration is superseded by drama, while the complex poetical organization reflects
the interaction between the protagonists.

Analysis of Fabula di Orfeo as a libretto for a musical production gives the
possibility to denominate a new angle of this composition the stylistic and
compositional variety of which is conditioned not only by a complex combinatorial
set of the sources, poetical manners and languages, but also a transitional genre-based
nature of the composition, in which Poliziano paves the way from literary narration
to a full-fledged stage action.

Keywords: Angelo Poliziano, Italian drama, musical theater, «Fabula di Orfeo»,
canzone, ottave, terzina

HameHuTOoe npomsBencHue Anmkeno [Honumumano «Fabula di Orfeo» («Cxka-

3anue 00 Opdeer, 14807?) BOIILIO B HICTOPUIO HTANIBSIHCKOTO TeaTpa Kak rnep-

Basi CBETCKas Ibeca Ha POIHOM si3bIke. Ho 3TUM 00Ien3BecTHBIM (hakTOM
JlaJIeKo He McUepIbiBaeTcsl ucropudeckoe 3HadeHue «Opdest», onpenensronieecs
1 YKaHPOBOI IPUPOJION, U TIEPBBIM OIBITOM Pa3padOTKH MPOpeCCHOHATLHBIM HTa-
JIBSTHCKUM JIATEPATOPOM CBETCKOTO CIOXKETa [UISl My3BbIKQJIBHOTO MPEICTABICHUS.

JKanpoBble HCTOKM IbECHl YHUBEPCAIBHBI ISl (DIIOPEHTHICKOro (HII0II0-
ra KBarpoueHTo: CBSIICHHOE MpeICTaBICHIE, KOMETUs, IPHIBOPHOE 3aCTOIBHOE
npencrasienne, — Tak, H. [Tupporra Bugut B «Opdee» sBomrormio «padym», nc-
MOJHIEMBIX BO BpeMs nupiiectsa [13, /4], A. I. Kopobosa — mactopais [1, 80].
A. Tucconu beHBeHyTH paccMaTpHBaeT MbeCy KaK yHUKAIBHBIN ClTydail BO3poxk/ie-
HUS CTapoit caTupoBcKoit Apamsl [ 14, §9—-103]. C et monemusupyet Y. @anrai-
1M, TT0J1arasi, 4To «OECIIOIE3HO MBITaThCsl OTHECTH 9TO IPOM3BEICHNE K KAaKOH-JI00
OJIHOW yCTaHOBJICHHOM KaTeropuu. bonee yTOHUEHHBII U yMECTHBIN IIOAX0A, <...>
3aKJIFOYAETCSI B TOM, YTOOBI pacCMaTpPHBATh MOIMY KaK OPUTHHAIBHYIO CMEChH T10-
931U U MY3BIKH, “depe/JOBaHHE YHCTO CIOBECHOMU AeKIaMalluu U NEHUs”, TO €CTb
MHenne Huno ITupporte» [9, /24]. HakoHer, HemmocpeiCTBEHHBIMU HCTOYHUKA-
Mu «Opes» ABIAIOTCS CTONb pa3HOKaHPOBBIE TEKCTHI, Kak «Ieoprukm» Bepru-
must (IV kanra), «Metamopdoszsny Osuanst (X u X1 kauru), sxiorn Beprumms u
Kanbnyprus, «[Tup» Jante (rnasa I), «O mo6sm» Mapcunino @uunao'. [Tpu aTom

! B kauecTBe MMOArOTOBUTENIBHOTO dTamna K paspadorke croxera 00 Opdee [x. Topemno-Xumr npen-
JIaraeT paccMaTpuBaTh cocTaBiaeHHOe [Tonmnmnuano cobpaHne rpedecKux U JaTHHCKHX TeKcToB «De
poesi et poetis», a UMeHHO u3BiIedeHus u3 Juorena Jlasprckoro u IlaBcanus [15, 112—114].
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TekcT Ilonmumano, 6ymydn pe3yabTaToM CIIOKHBIX JKaHPOBBIX M CTHUIJIEBBIX Iepe-
TUIETEHUH, 001a/1aeT HOBBIM KaueCTBOM M B CHUTy NPEAHA3HAYCHUS VISl CIICHHYE-
CKOro McroyiHeHus. Ero paccMoTpenue Kak JHOPETTO My3bIKAJIBHOIO CIIEKTaKIIs
MMO3BOJIMT 0003HAYNTH HOBBIN B3IIsII Ha «Ckazanue 00 Opdeey.

Kaxk «Opdeit» aBnsercst NepBbIM U €JUHCTBEHHBIM IPaMaTHIECKUM OIIBITOM
[TonuuuaHo, Tak ¥ CPeAU €ro UCTOYHUKOB HET HU OJHOTO CLIEHHUYECKOTro MpOM3-
BEJICHUS, — IT03T OOBEANHSACT Pa3INYIHbBIC YACTH CIOKETa, TPAKTOBKH, HO JTaKe OT-
JIaJICHHO HE BOCTIPOM3BOIUT KaKyl0-THOO0 MbECY, OMUPasich HA COOCTBEHHBIN OTIBIT
CO3IaHUsI KPYITHOMACIITAOHBIX TEKCTOB.

Hawu6onee 6mm3kn «Opdero» Kak B I3HIKOBOM OTHOIICHNH, TaK i CBETCKUM CO-
nep>xanueM «CraHchl Ha TypHEPY («Stanze per la giostra», 1475-1476). B «Cran-
cax» OJIHAKO, IIPU BCEHl IPKOI TeaTpalibHOCTH 00pa3oB, MpeodiiaiacT MoBECTBOBA-
HHUE paccKa3dnKa, y9acTKu ke mpsiMoit peunt FOmust u CHMOHETTHI, BBIKPUKH TOJITH,
oOpareHust K 00)KeCTBaM MOTPYKEHBI B OHOTHITHBIC §-CTPOYHBIE CTPOQBI, a IPO-
CTpaHHbIE BBICKA3bIBAHUS 4aCTO U3MEPSIIOTCS LIETIOCTHBIMU OKTaBaMu. Henocpen-
CTBEHHBIC TUAJIOTH EPCOHAXKEN MPAKTUIECKH OTCYTCTBYIOT — MX PEUH IepeMeska-
I0TCs TOSICHEHUSIMU TI03Ta. B cozteprkarenbHOM T1ane «pezonancom» Opdest cramm
JIBa JIeCATKA CTPOK M3 JIATUHCKON AuaakTHuueckoit nosmsl ITomunuano «/lap xop-
mumure» («Nutriciay, 1486) [3].

Cxkaroe mznoxenue ucropuu Opdest nmpeasapser [poror, B koTopom Mep-
KypHii KpaTko, BCEro B JIByX OKTaBax, IIOBECTBYET 00 OCHOBHBIX COOBITHSX. Jla-
THHCKHU TEKCT, OJTHAKO, MIPEJICTABISIET COOO0H He TOCNIe0BaTeNIbHbIN pacckas, HO
HalOMHUHAHUE O HEKOTOPBIX AMN30/aX CIOKETa, B KOTOPOM BBIJICIISIOTCS CHIIA HC-
kycctBa Opdesi, ocBOOOXKIeHHE U yTpaTra IBpUIMKH, pactep3anue Opdes u, Ha-
KoHell, (hMHaIbHBIN 00pa3 oTpe3anHoi roioBsl Opdes, TUIBIBYIIEH PAIOM C €ro
JIPOH U TIPOIOIDKAIOIIEH BOCIICBATH yTPAYCHHYTO JTFO00Bb.

SApkoe TearpansHoe Hauano IIponora Mepkypus — «Monuanbe. Buemnure»
(«Silentio udite») — mapkupyeT GYHKINH U pa3aeiia, U IePCOHaXa: «IIePCOHAK
MTOCTaHHHUKA TIOJTHOCTHIO BKITIOYEH B TPAAUIIMOHHBIN ITyTh HOBOPOTA K KITACCHKE)
[4, 4]; BupoYeM, B CHI)KCHHOM BUJie (DYHKIMIO OOBSIBICHHS HaYajla CIEKTaKIs 1
npezcTaBieHus y:xe Mepkypus BeinoiHset [lactyx, 3asepmaromumii [Iponor aBy-
MsI TUAJIEKTHBIME CTpokamu [9, /26]. B To ke BpeMsl HECKOJIBKO CyXOBaThIii MO-
HoJIor MepKypHst IPU3BaH MPOAEMOHCTPUPOBATh (QHIIOIOTHYECKYIO SPYIUIIHIO
[NonumuaHo MOCPEACTBOM SIBHOTO M CKPBITOTO IUTHPOBAHMS KJIaCCHYECKUX (hpar-
MEHTOB B IIEPBOii OKTaBe’.

? IyGMHHOE 3HAYEHHE HTOr0 U TOCIEAYIOUMX aHATOTHYHBIX MecT 1uIst [ToNHIMaHo 3aKI0Yaioch,
HECOMHEHHO, B BO3MOXKHOCTH BOBJICUCHHSI B COBPEMEHHBIN TEKCT «IATHHCKOH U IPedecKoil TuTepa-
TYPBI, KOTOPYIO APYTHe MOIIN Obl CYUTATh BTOPOCTENIEHHOM, HO OH, HAalIPpOTUB, CUUTAJ, YTO OHA 00-
JaJaeT BHYTPEHHEH IEHHOCTBIO, COOTBETCTBYIOIIEH €r0 COOCTBEHHOMY KyABTYpPHOMY MOMEHTY» [8,
314]. KombuHaToprka pa3sHOBPEMEHHbIX M Pa3HOKAHPOBBIX AHTUYHBIX HCTOUHUKOB Julst [Tomuimano
03HaYaeT BBUBICHUE HX CBsI3€il, MOqUac HEOUEBUAHBIX: «AHTUYHOCTS B yueHuH [lomuimano ¢op-
MHpyeTCsl KaK MOOHMJIbHAs KOHLIETIIIHS: OHa MOXKET MMETh Pa3HbIC IPAHMIIBI B 3aBUCUMOCTH OT cdep,
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Pa3BepHyTast macTopasiibHas ClIEHa OTPaXKaeT J[Ba OCHOBHBIX Ka4eCTBa TEKCTa
[Nonumuano kak TeaTpaabHOrO COUMHEHUS — HEMOCIIEI0BATENBHOCTD APAMATHYECKO-
IO Pa3BUTHS, YHACIIEOBAHHYIO OT CBSILIEHHOTO IPECTaBJICHUS U CONPSHKEHHYIO CO
CKPOMHOM CLIEHMYECKOH peayln3aluei, a TAkKe KOHTPACTHOCTb IIOATUYECKUX METPOB,
(OpM ¥ CTHIIEBBIX PETHCTPOB, MpeIHA3HAUCHHBIX [1oMHIIaHo A1 pasHBIX STAroB
JeicTBust. [109T MBICIUT CLIEHBI KaK OTHOCUTEIBHO 3aMKHYTbIE U CAMOJIOCTaTOUYHBIE,
UX JJpaMaTtypriayeckas v Jorudeckas CBsi3b HeoOsi3arelibHa, HO BEIOOP KaHPOBO-CTH-
JIMCTUYECKON OCHOBBI BIIOJIHE SICEH M MOTUBUPOBAH MO3TUUYECKON TPaIHIIHEH.

Taxk, auanor Morco u Apucres Hanucas 11-cnokHbiMu TepuuHam, 1yt [onu-
LIMaHO O3HAYaBILMMU CBSI3b C CAMOW BBICOKOM M CEPbE3HOM TpaluLMeH, O YeM CBU-
JICTENBCTBYIOT /IBA €TI0 KaInToNIo Ha cMepTh JIopeHrio Menudan. OTtoMy, Ka3axoch Obl,
[IPOTHBOPEYHT NepBast cTpoda, B KOTOpoit MoIico onuckiBaeT MPU3HAKK OTEPSIHHO-
ro ObIuKa; TaJbHEHIINE BHICKAa3bIBAaHNS ApucTest 1 MOIICO BITOJHE COOTBETCTBYIOT
JIMPUYECKON TPAKTOBKE TEPIMHEI, Bocxomsmmer k dolce stil novo. Oxgnaxo anmmTens-
Has Ko BpeMeHH cozzanust «Opdes» uctopust ocBOeHUs (POPMbI TOCKAHCKUMU KOMH-
YEeCKUMH MTO3TaMH TIPHUBENa K €€ TBOWCTBEHHOMY TOJIOKEHHIO MEKTy BHICOKON JIH-
PHKOI 1 CMEXOBOH KYJIBTYpOH, €M OTYACTH 00YyCIIOBIICHAa HOPMAaTHBHOCTB TEPIIUHBI
JUISL TOCKAQHCKOM 9KJI0TH [9, 126], OT KOTOPOM MPOTATUBAETCS HUTh K MOIUIIAHOBCKOM
meece. B CTpyKTypHOM OTHOIIIEHNH HY>KHO OTMETUTh HEHAPYIIAeMYIO IIETTOCTHOCTD
TEPLMH, CTPOKU KOTOPBIX HE Pa3phIBAIOTCSA MEXKIY MNEPCOHAXKAMMU.

BesyciioBHO, «BCTaBHOI» sBIIIETCS KaHIOHA ApHUCTes, B TEKCTe KOTOPOH OT-
CYTCTBYET IpsiMas CBSI3b C CIOKETOM. B comeprkaTeqbHOM OTHOIIEHHH KaHI[OHA
IIPOCTa M OCHOBAHA Ha OOIINX MECTaxX COBPEMEHHOM MOA3HH (T€ 5K MBICIIH COIEp-
JKarcsi, Hanpumep, B kanoHax [lomunuano «I’mi trovai fanciulle un bel mattino»
i «Ben venga maggio»), XoTs1 1 BOCXOIUT K pparmMenram u3z deokpura, Bepru-
TS ¥ TIO3JJHENIaTHHCKON 1o3MBI «De rosis nascentibusy, k kotopoit [Tonnummano Ha-
nucay kommeHTapuil. He koHTpacTupys npeaslayIiuM TepIUHaM 10 TUITy CTHXa,
niecHst Apucrest, CO31aHHasi Kak OajuiaTa minima, BbIJIeJIeHa B )KAaHPOBOM IUIaHE.

Crnenyromuii nonunor Monco, Apucress 1 Tupcruca npeacTaBiIseT UHTEPEC
C TOYKH 3pEHUsI JJpaMaTH3aluy 8-CTpouHOi cTpodsbl. JInib nepBast okTaBa 1eu-
koM oTnaHa Morico, a TpeThst — Tupcucy. Ilpu 3ToM obmenpuHATass CMBICIOBas
JIOTHKA OKTaBbI HapyIIEHa CIIEHMYECKOH HEOOXOIMMOCTBIO: BMECTO HOPMAaTHBHO-
TO JIByCTPOYHOTO pPe3loMe B KOHIIE cTpodbl, MOIICO Ha MPOTSHKEHUH CEMHU CTPOK
nonbITokKBaeT IlecHs Apucresi, B mocienHel ke CTpOKe BBOIUT B CIieHy Tupcu-
ca. B okraBe Tupcuca, HeCMOTps Ha CaMblil HEIPUTA3ATENbHBIN SI3bIK, HATPOTHB,
MIPUHIUI CMBICJIOBOM OpraHU3alMM OKTABhI YAEP:KaH: B MIOCIEAHEM JIBYCTPOUHU-
Ke KOHIIEHTPHPOBAHHO MEPEUNCIIAIOTCS JOCTOMHCTBA HUM(HI. Bo BTOpOi#, ueTsep-
TOH U IISITON OKTaBaX JMaJIOTH BUIMBAIOTCS B HEPABHOMEPHBIC 110 00BEMY TPYIIITH-
poBku cTpok ctpod (Apucreit u Tupcuc 1+5+2 crpoku; Apucteit u Morico 2+2+4

K KOTOPBIM OTHOCHUTCSL. <...> [10JIHIMaHO HHTEpECYeT PeKOHCTPYKIUS INTEPATyPHOI aHTHYHOCTH B
ee nenoctHoctu» [12, 150-151].
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ctpoxu; Morco u Tupcuc 4+4 cTpokn), HO pa3psIBEI CTPOK HE HAOIIOIAIOTCA, BCE
MIEPCOHAKH BBICKA3BIBAIOT 3aKOHUCHHBIC MBICIH B 3aBEPIICHHBIX MPEATIOKCHHUSAX.
Hecmortpst Ha oTcyTcTBHE IEHICTBUS KaK TAKOBOI'O, TeATpaau3alys MOIUIIOora CBs-
3aHa CO CTWJIMCTHYECKUM KOHTPACTOM MIPOCTOHAPOIHOM, comeprkariel ToCKaHu3-
MBI pean Morico u Tupcuca [9, /27], ¢ OTHOM CTOPOHBI, U JIUTEPATYPHOTO S3BIKA
Apuctest u Mectamu Tupcuca — ¢ Ipyrou.

JlanbHeliniee 1eicTBUE HE BBIMUCAHO MOCJIEIOBATEIHFHO U CBSI3HO, — OT/IEIb-
HBIE BBICKa3bIBAHHSI MEPCOHAXKEH SBHO JOJDKHBI OBUIM B peaibHON ITOCTAHOBKE
oOpactu coObITHAME U clieHaMu. Tem He MeHee, IpecieioBaHe ApucreeM JB-
PUIMKHU COXPAHUIIOCH B BHJIE €0 TIECHU, MPEICTABISIIONICH cOO0H POJCTBEHHYIO
KaImToJI0 KOMOMHAINIO 3-CTPOYHBIX CTPO( C 3aBEPIIAIOIINM KaTPEHOM C PHU(MOB-
KoH azbrci asbren drerdun esfrfrenn. JlocraTtouno nmpocrast B CTHIIMCTHYECKOM OTHO-
IICHUU TIECHS OpTaHWYHA MPEAbIIyIIeli MacTOpaabHON ClieHe, OJHAKO B Jpama-
TYypPTUYECKOM IUTAHE SBIISICTCS TAKOHN JK€ aBTOHOMHOHN KaHI[OHOH YHHBEPCAIEHOTO
COZIepKaHUs, KaK U Mpeblylas necHs Apucres.

To, uTO Mbeca B ITOI ee YacTH MaKCUMAJIbHO OJIHM3Ka 3aCTOIEHOMY TPE/ICTaB-
JICHUIO, TIO/ITBEPIKAAETCS BKIIOUCHHEM B IIpon3BesieHHe «in stilo vulgare» 6osb-
moit 52-cTpouHo JaTHHCKOM ol Opdesi, UMEIOIIEeH SBHO «BCTaBHOW» Xapak-
Tep U COXpaHUBINEHCs 6Iarofapst OTACTBHBIM HCTOYHIKAM, B TOM YHUCIIE TEPBOMY
0ooHCKOMY M3aHHIO mbeckl (1494). KakoBbl ObI HU OBUTM IPUYHHBI H JATHPOB-
Ka BBEJICHUSI B CIIEKTaKJIb STOH «ITOJMTU3UPOBAHHOW» [ 14, 43] canduyeckoii o1b1
(anbriciids), mocBsIEeHHOM ciaBieHuIo KapanHana [onsaru [14, 43; 9, 128; 5, 123—
128], mokazaTenpHa camMa BO3MOKHOCTb TIepephiBa B Pa3BUTHH AcicTBUs. [lome-
LIEHUE B KyJbMHHAIMOHHBI MOMEHT Ie€pe]] U3BECTUEM O CMEPTU DBPUIUKH ITO-
rO CBUJIETENLCTBA yueHOCTH Opdest U ero UCTIOIHUTEIBCKOTO MacTepCTRa (B JIUIIE
neBna bauydo Yroanno) BHOBB IEMOHCTPUPYET MEPEXOAHYIO KAHPOBYIO TPUPOLY
«Opdes», ero NorpaHNYHOE TMOJIOKEHHE MEXK/TY ITUKETHBIM MPUIBOPHBIM 3pEJIH-
memM’ ¥ OMy3bIKaJE€HHOM MbECOH.

B rpymme crien, Bkmouaromux rnoiayderne Opdeem ropecTHOro U3BECTHS, €T0
repoMUYEeCcKOe PEelleHHEe U yBellaHne Moja3eMHbIX Ooros, ITosminano BHOBb OMNM-
paeTcs Ha IPUBBIYHOE M3JIOKEHHE OKTaBaMH, BO3BPAIIAsICh K MaHEPE TMOIMUIIOTa
MIaCTYXOB M3 MEPBOH clieHbl. BMecTe ¢ TeM, B 3TOM pasziesie ecTh HEKOTopas Jpa-
Marypruueckas JlakyHa, a MMEHHO «CTBIK» MKy AByMs coio Opdest — oriakuBa-
HUEeM DBPUANKH U MOJB00M K aJICKUM CHJIaM, HACHIIIICHHBIMA aHTHYHBIMH 1M TAa-
TaMU 1 aumo3usami [9, 129]. B ycnoBHUsIX MPUIBOPHON TOCTAHOBKH MTEPEMEIIICHIE
Opdoest k Bparam napcrsa [IimyToHa ObII0, KOHEYHO, YCIIOBHBIM, HO BCE e Tpe0o-
BaJI0O MHHUMAIJIBHOTO JICHCTBHSL.

3 Kax rncan [k, @epponn, «ata caduueckas ofa — eAHHCTBEHHOE MecTo U3 “CkazaHus”, Tie IpsMo
YTIOMHHAETCS MECTO, JIBOP, CHHBOP, JUIsl KOTOPOTO OHO TIOCTABJIEHO; B OMOTHEHNE K 3TOMY, YTOOBI
MOYEPKHYTh KJIaCCHYECKYIO IIPUPO/TY IIPOU3BEICHNUS aBTOPA-TYMaHKUCTa, OHO 3aKPEIIAeT BEIUKOJIe-
HBIH JIBOP B TIONIOKEHUN JIBOWHOTO BUJICHHMS, CIICHBI JAPYTOTO, OoNee 61aropoHoro sA3bIka (JIaThIHH)
BHYTPH YK€ 3aKOHUCHHOI CLICHbI CKa3aHMs Ha poiHOM si3bike [favola volgare]» [uur. mo: 5, 123—124].
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LleHTpaNbHbII AMTU30/1 BCeH Mbechl — MacIuTaOHbI MOHOJIOT Opdesi, 0XBaThI-
BAIOIIU MATH OKTaB. Kak M Moty Bce BBICKA3bIBAHMS TIEPCOHAXKEH CIICHBI B a1y,
OH OCHOBaH Ha ITyOOKOM repepaboTKe MBICIEH W OTAEIBbHBIX BhIpaxkeHUiH OBH-
nusi, Tubymna, Beprumust, JlanTe, B mpenenbHON CTETEHU OTpakast IOTPYKEHHOCTh
[Monmumuano B Tpagumuio o0paboTKH MHUQOIOTHIECKOTo clokera [9, 129—131].
KynpMuHanmoHHOE TOJIOKEHHE MOHOJIOTa BIICUET 32 COOOW CIOKETHO-/IpaMaryp-
rudeckoe HoBiiecTBo [lonunuano, a umenHo guanor [Ipozepnunsl u [nyToHa, ot-
CYTCTBOBABIIINH B KIIACCHYECKUX MCTOYHUKAX.

DOINu30[] CYACTIMBOIO CIACEHUS DBPUAUKU II09TOM HE BBIMHUCAH, HO OT/IaH Ha
YCMOTpPEHHE UCTIOTHUTEINS, KOTOPOMY TpeIaraeTcs CIeTh «HECKOIbKO pajocT-
HBIX CTUXOB» («certi uersi alegri»). B mepBoM m3qaHum CeaytoT 9eThIpe JTATHHCKUE
cTpokH, o MHeHHIO A. Tucconu benBenytu u U. danTaniy, He mpUHaIekKaIUe
Tlonumuano U, BO3MOXKHO, J00aBaeHHbIE mo3aHee. OKKUIaeMbIM U €CTECTBEHHBIM
Ob1T0 OBl IMEHHO B 3TOH CHIEHNYECKOH CUTyalllH JOBEPUE TAIAHTY W OTBITY BbI-
JIAfOLIErocsi UMIIPOBU3aTopa U (uiopeHTHiickoro nHTeekryana baudo Yronuuu;
BBEJICHHE YK€ JIATMHCKO# CTPO(dbI MOIIIO OBITH 0OYCIIOBICHO OTCYTCTBHEM HCIIOIHH-
tesst portt Opdest yposust Yromuuu. [penycmorpennas [Tonumano BO3MOXXHOCTb
MY3bIKaJIbHO-NI0ATUYECKON UMITPOBU3ALIMH ITOJTHOCTHIO OTBEYAET UTAJIBSHCKOM Tpa-
TN TPUABOPHOTO MY3UIIMPOBAHUS; OCTAHOBKA JCHCTBHS 34€Ch KOMIICHCHPYET-
Cs1 €ro MPEIBIIYIINM U TTOCIETYIOINM aKTHBHBIM Pa3BUTHEM.

JpamaTyprudeckuil «1oBOpOT OT CUacThbsl K HecuacTbio» Ilomuruano BbI-
JeJISIET PE3KOH CMEHOM TOATHYECKOH peun®. DToT smu301 «CKa3aHusD BKIIOYAET
TpH HEOOJIBIINX MOHOJIOTA, BO BPEMS IIPON3HECEHHUS IEPBOTO M3 KOTOPBIX — MO-
HOJIOTa DBPUJIUKHU — MPOUCXOAUT Pa3BUTHE JEHCTBUS, @ UMEHHO POKOBasi BCTpe-
Ya B3IVISIIOB M MCYE3HOBEHHE HUM(BI. B oTiMYKe 0T BCero npeplIyniero TeKcTa
ITBECHI, 3/1€Ch MOJHOCTHIO HAPYIIACTCS N3JI0KEHHE HOPMATHBHBIMU CTpOhamH,
— pedb NepcoHa)kel COMBUMBA, C YEPEAOBAHNUEM JTMHHBIX U KOPOTKUX CTPOK H
«PUTOPUYECKUMI» TaBTOJOTHUecKUMHU pudmamu («uale» B 5 u 6 crpokax cTpo-
w1 OBpuankw, «furore» B 3 ctpoke DBpuauku u 2 ctpoke Opdes, «fermay» B 1 u
4 ctpokax Pypun):

Iepconaix Ho3Tnuyeckas popma MoHoOI0TA
DBpuanKa asbranbrciicn
Opdeit asbucubniascn
CDypI/Iﬂ aububran

[TosTHueckas TEXHUKA B 3TOM (pparMeHTe IbEChl, KaK HUTIE Ha BCEM €€ IPo-
TSDKCHUH, IPHOOPETACT IpaMaTypriuyeckoe 3HaYCHUe: TTOBECTBOBAHHE BBITCCHSI-
eTcs ApaMoii, a Haubosee CII0XKHAs, 10 CPABHEHUIO ¢ KOHTEKCTOM, IIO3THYECKas
OpraHU3alHs OTPAXKAET CaMOe HEIIOCPEACTBEHHOE B3aNMOICHCTBHE IIEPCOHAKEH.

4 Anmxeno [Monmnnumano. «Ckazanue 06 Opdee». Cuena yrparst Opdeem DBpuuku: Le cose volgari
de M. Angelo Politiano. Bologna: Platone delli Benedicti, 1494 (Biblioteca Nazionale Centrale di
Firenze. Pal. E.6.4.36)..
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Iocnennss ¢ppaza Oypun — «tua leggie e ferma» — CIIOBHO BOILIOIIACT 3arperia-
FOILMH JKECT.

B ¢dunaneHol cuiene [Tonuirano Bo3BpamaeTces K H3IH00ICHHBIM OJIaropoj-
HBIM OKTaBaM B TiocieaHeM 4-ctpodroM MoHostore Opdest u 1Byx cTpodax cou-
pytomeii Bakxanku. Mononor Opdest npuMedaTeNieH He TOIBKO MepepabdoTKoH aH-
TUYHBIX TEKCTOB [9, /33], HO ¥ )KEHOHEHABUCTHUYECKUMU Maccaxamu 13 «CTaHey.
ABTOITUTHPOBAHNE C MUHUMAJILHBIM JIEKCHIECKIM BapbUPOBAHUEM B MIEPBOI CTPO-
KE CBHJICTEIHCTBYET O HEOKOHYATEIIEHOCTH JKaHPOBOH TPaHUIIBI MEXKITy TIOPMOHU H
MbECOM, O JIOMYCTUMOCTH MEPEHOCa JIMPUKO-TIOBECTBOBATEIBHOIO TEKCTA B JIpa-
MaTHYeCKOE TIPON3BEICHHE:

«Stanze per la giostra» [10, Aiiir| «Fabula di Orfeo» [10, Fiv]
Ah quanto e huom meschin chi cangia uoglia Quanto e misero lhuom che cangia uoglia
Per donna o mai per lei sallegra o dole Per donna o mai per lei sallegra o duole
Et qual per lei di liberta sispoglia O qual per lei di liberta si spoglia
O crede a suoi sembianti o sue parole O crede a suo sembianti o sue paruole
Che sempre e piu leggier chal uento foglia ~ Che sempre e piu leggier chal uento foglia
Et mille uolte el di uuole et disuuole Et mille uolte il di uuole et disuuole
Segue chi fugge achi la uuol sasconde Segue chi fuggie a chi la uuol sasconde
Et uanne et uien come alla riua londe. Et Vanne et uien come alla riua londe.

OxraBbl BakxaHku, HAPOTHUB, HATIOTHEHBI IEHCTBUEM: HETTOCPE/ICTBEHHBIH OT-
KIMK Ha mocnenaioro ¢pasy Opodest («Et ciaschun fuggha il feminile consortio») ¢
ykazanueM Ha rpymniy Bakxanok («Ecco quel che lamor nostro disprezay), obparme-
nue k nmoapyram («O o sorelle o o diamoli morte»), u qanee KapTHHA PACUICHEHHSI
tena Opdest. Hakorery, 3akirounTensHas ecHs BakxaHOk co3aHa sSIBHO IO BO3/ICH-
CTBHCM KapHABaJIbHBIX Mackepar (1o HaomroneHussM T. BOTTeKKbH, Takxke BEeHEIHaH-
CKHX TIPa3HUYHBIX [IECTBUI — momarie [6, 7/—72]), ¢ CIIOIb30BaHUEM XapaKTep-
HOU (OPMBI OAPIIEIIIETTHI, IIPOCTOHAPOTHOTO S3bIKA H TUATICKTH3MOB.

CruucTiyeckast ¥ KOMITO3UIMOHHAs niecTpota «Ckazanus 06 Opdee» 00y-
CJIOBJICHBI, Ha HAIII B3IVISI, HE TOJIBKO CJIOKHON KOMOMHATOPUKON HCTOYHUKOB, TIO-
STHYECKUX MaHep, SI3bIKOB, BUIOB CTPOQBI, MCTPUKH, HO H TICPEXOTHOM KAaHPOBOH
MPUPONIOH Mpou3BeAeHUs, B KOTOpoM [lonuinano nposaraer myTh OT JUTEpaTyp-
HOT'O NTOBECTBOBAHMS K ITOJIHOLIEHHOMY CLIEHUYECKOMY JIEHCTBY.
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A. CTeneHko
Anna STETSENKO

IIEYATHBIE U3JIAHUSI PYCCKHUX OIEPHBIX JIUBPETTO:
ITOIIBITKA KATAJIOT'H3AIINA

PRINTED OPERA LIBRETTOS IN RUSSIA:
ATTEMPT AT CATALOGUING

AuHOTaIus. I3BeCTHO, Y4TO MOJ] TEPMHHOM «JIHOPETTO» MOAPAa3yMEBACTCs HE TOJb-
KO BepOaJIbHBII TEKCT ONepbl, HO M €ro MaTepHalibHOE BOILUIOLICHUE — TeaTpajbHas
«KHIDKEUKay, TPAJUIHIOHHO ITpHodpeTaeMas 3puTeiieM Hepes CHeKTaKklIeM U 3HaKo-
MSIIIAs €0 ¢ Pa3bIrPhIBACMBIM Ha CLICHE CIOXKETOM. KpoMe Toro, «KHMKEUKH» 4acTo
CITy’KaT HOCUTEISIMH JJOTIOJHUTEIEHOW HH(POPMALMK O TOM WJIM MHOM HpEACTaBIIe-
HHH, 33/IeHICTBOBAHHBIX B HEM apTUCTaX, UCIIONb3YeMOW TeXHHUKe U pod. Takum 00-
pa3oM, CUCTeMaTH3aIHs U MOCIIeAyIOee H3yUeHUE «KHIKEIEK) TT03BOJISIET BEISIBUTH
caMble Pa3HOOOpa3HbIE ACHIEKTHI My3bIKAJIFHOTO TeaTpa KaK KOMMEPYECKOTO IPEIIpH-
SITHS ¥ OTIEPHOTO YKaHpa KaK KyJIbTypHOro eHoMeHa.

B 3anagHBIX cTpaHax MOMBITKA KaTAJIOTU3aLMHY [IEYaTHBIX U3JaHui THOPeTTo ObLIH
MPEANPUHATH HEOJHOKPATHO. MHOIHE M3 HUX MPHUBEIN K CTOJb 3HAYUTEIBHBIM pe-
3y/bTaTaM, KaK, HalpuMep, IMyOIuKalus MOHyMeHTainbHoro karanora Kmaymmo Cap-

topu (1990-1994) wnm co3nanue >1eKTpoHHBIX moptanoB Dalibmus u Libretto Portal.
OO0beM Marepualna, HAaKOIUIEHHOTO Ha MPOTSDKEHUH CTONETHUH, 3aTpyIHsAET MU 3TOM
BKJIIOYEHHE B TIOJJOOHBIE KaTaJOrH TeKCTOB, M3IaHHBIX BHE TEaTPAILHOIO KOHTEKCTa, B
cocTaBe COOPHMKOB, aHTONIOTHH | T.1. OJJHAKO YUNTHIBAsK IBOMHOE 3HAUYCHUE TEPMUHA
«HOPETTO» (TEKCT M €T0 BOILUIOUIEHHE) U B TO JKE€ BpeMs MpeHeOperast STUMH H3IaHUs-
MH, OUOIHOrpaUUeCcKuii METO TMOPETTOTIO MY — HAYKH O JIMOPETTO — 0OHAPY)KUBACT
COOCTBEHHYIO HEKOMIIETEHTHOCTh ¥ KPYITHBIE IIPOOEIIBI B ONMCAHUH OOBEKTA N3y YEHHUSL.

JInst co3maHmst KaTajgora, BKIIIOYAIOMIETO BCe IMTyOMMKauy ONEePHBIX JINOPETTO, J0-
CTaTOYHO MEPCTIEKTUBHBIM MPECTABISETCS PYyCCKOSI3bIUHBIN THOPETTHBIH MaTepHal.
B crarbe onucanbl KpUTEPUU ¥ NPUHIUIIEI COCTABICHUS TAKOTO KaTajiora, a TaKkxKe
€0 ITOTEeHINANbHAasl HayqHasl IEHHOCTh U OPUTHHAIBHOCTE.

KuroueBble ci1oBa: uOpeTTO, TEATpaIbHAs «KHIKEUKA», U3IaHUE JTUOPETTO, Ka-
tanor, bubnrorpadus, TMOPETTOIOTHs, PyCCKasl OTepa, pyccKas JIuTeparypa.

Abstract. As it is known the term “libretto” has double meaning: the verbal text of
the opera and the “small book” containing this text and usually printed on the occasion
of theatrical performances. The paper is aimed to describe and analyze the processes
of opera librettos collection, as from the beginning of the 20th century Western
countries saw a lot of attempt to systemize printed opera texts.

In the main part of the article a new criterion of cataloguing is offered. This criterion
is based not only on the first meaning of the word “libretto”, but also on the second
one. So, as libretto in its full expression is considered only complete text of the opera,
published not necessary in the theatrical context, but also as a part of anthologies,
miscellaneous and other editions.
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The results that can be expected from this innovative method of texts collection
consists in the possibility to study the history of literary dignity of the libretto genre,
especially if it is remembered that its “literariness” still remains one of the most
discussed question in the research field of librettology.

Keywords: libretto, small book, libretto edition, catalogue, bibliography,
librettology, Russian opera, Russian literature.

1. SOME OBSERVATIONS ABOUT LIBRETTO CATALOGUES

very dictionary or encyclopedia of music confirms the double meaning of
Ethe term “libretto”: libretto is the verbal text of the opera (or other genre

of Music Theater) and the “small book” containing this text and usually
printed on the occasion of theatrical performances. Except of the drama itself, these
books usually provide very useful information about the spectacle. That perfectly
explains scholar’ and collectors’ interest towards them. Libretto as a “small book”
is considered to be quite reliable attestor of the event, some sort of its accurate
record, “the face of the opera” [4, 7].

From the beginning of the 20" century Western countries saw fairly large
number of attempts to catalogue printed opera librettos. Some of them flowered
in such meaningful results as Alfred Wotquenn’s (1901), Oscar Sonneck’s (1914)
or Ugo Sesini’s (1943) catalogues. The monumental catalogue of Claudio Sartori /
libretti italiani a stampa dalle origini al 1800 was published in 1990-1994 and gave
an impulse not only to increase of collecting activity, but contemporary (in the light of
the technological development) to the conversion of collected data into digital form.
Yet, in the same 1994 Eleanor Selfridge-Field underlined: “In the next incarnation,
1 libretti italiani should appear on CD-ROM with search software” [11, 578]. As a
matter of fact, the first tentative to create the digital catalogue of opera librettos had
taken place even earlier, in 1983, within the framework of U.S. RISM Libretto project.
Nowadays among the largest electronic libretto databases can be named Database dei
libretti per musica (Dalibmus), Libretto Portal, Corago and others.

Due to enormous quantity of the material, all compilers of mentioned
catalogues had necessarily to apply some limits to the collection of texts.
Prevalently we can speak about four limits that regard time, language, genre or
space. So, Sartori’s catalogue provides information only about pre-1800 librettos
(pre-1850 in the case of Dalibmus). Language limit results to be the most popular,
so one can always distinguish catalogues of Italian, German, French or other
librettos. As to the genre, meanwhile Sartori’s collection includes not only opera
librettos, but also those of oratorios, cantatas and ballets, the experimental digital
archive of the University of Bologna Corago is concentrated on the gathering
of information referring to Italian melodrama. Another digital archive Libretto
Portal extends the time and the genre frame but restricts the area of data giving
only description of the material conserved in the Bavarian State Library and in the
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German Historical Institute of Rome. The list of restrictions could be continued
but it worth mentioning the main one, that rather to be a limit can be seen as guide
principle of every libretto collection — the type of the edition. Starting with the
Guidelines for cataloguing elaborated by U.S. RISM Libretto project it is generally
assumed that “libretto would be defined as any text representing an actual musical
performance or production, including operas, oratorios, cantatas, Singspiele, and
ballets” [9, 19]. In 2010 Pierluigi Petrobelli still insists on the importance of “the
many printed booklets, produced on the occasion of specific musical performances”
[10, /36]. For this reason even the most exhaustive catalogues do not contain extra-
theatrical editions of librettos published for example in anthologies, miscellaneous
or authors’ collections of works.

However, turning to the beginning of the article, it must not be overlooked that
also the verbal text of the opera adopted the name “libretto”. This adoption cannot
be seen only in terms of pure language rationalization or vocabulary economy.
“Libretto” is a specific literary genre, and its specificity consists also in fact that
the genre was born inside the cover of the material object — the theater booklet [12,
28—42]. The synecdoche chosen also for the genre name, even if seemed offensive
for theatrical poets in the early history of Opera Theater [3, /89], is actually a very
quintessential nature of the libretto

Now, considering that librettology as a discipline puts in the centre of the
attention not the performance, but the libretto in its full expression, a new criterion
of librettos cataloguing could illustrate the story of the genre in a different light. This
new method is described bellow on the examples of Russian opera librettos.

II. CRITERIA AND PRINCIPLES OF RUSSIAN OPERA LIBRETTOS CATALOGUING

a) Taking into account all the above, the guide principle of the new type
of cataloguing should be based not only on the first sense of the word “libretto”
(libretto = object), but on both of them (libretto = object = verbal text of the
opera). Considering thereby libretto as a unique formation of its external and
inner substance the key criterion will consist though in the completeness of texts.
The study of every published (and supposedly red) opera text is able to reveal
a lot about the popularity of the genre in different periods, about its role and
position in the context of Russian literature and society and about processes of its
transformation during the transition from one context to another. Thus, librettos
containing the text in abridged form or in the form of simple argomento, even if
edited for theatrical events, will be left aside. At the same time the catalogue should
comprise all of the editions offering the whole text of the opera, also those that are
maximally distanced from the stage context.

b) As regards Russian opera librettos, the main difficulty in appliance of the
language criterion consists in the presence among operas of the 18" century (and
exceptionally later works) of so-called “transpositions to Russian manner” (nepeso-
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orcenue Ha pycckue Hpasol). What is meant by that is the technique of the translation
with carrying the time and the place of the action in Russian environment, together
with changing of characters’ and cities’ names. It is as difficult to call these works
translations as to call them original Russian plays. The selection of texts that
could be included in the catalogue of Russian opera librettos could be built then
on the measure of the librettist’s participation on the creation of the drama. It is
well known that, according to the hierarchy of Russian Music Theater of the 18
century, the main author of the opera was the author of the text. Hence, as original
Russian librettos could be qualified those which authors had more poetical and
dramaturgical freedom. For example, it would be consistent to exclude from
the collection The kind girl (JJobpas neBka, 1781) of Ivan Dmitrievsky, based
on Goldoni’s La buona figliola and put on stage with the music of the original
Italian opera. At the same time the text of Jealosy in Vain, or The Boatman from
Kuskovo (TuietHast peBHOCTB WiH TiepeBo3unk KyckoBckoit, 1781) written by Vasily
Kolytchev for Sheremetev’s theater was also based on different plots of French
operas, but the librettist had chosen himself musical pieces and their order, which
gave him a wide range of language and poetic choices. So, Kolytchev’s play has an
understandable reason to be included in the catalogue. It might be as well evidenced
that for the formation of Russian Theater the language as a structural element had
primary importance. Not coincidentally in some editions of music dramas of the
18th their authors tried to underline the proper language intentions. For example,
bellow the title of Mikhail Kheraskov’s The Good Soldiers (Jlobpsie conumarsl,
1799) is indicated that the drama was “invented” in Russian language. Meanwhile
translations served firstly for processes of the reception and interpretation [6].

¢) The question of genre. Working on the catalogue of opera librettos, the
main problem of genre consists in difficulty to separate with undeniable preciseness
opera from other forms of Music o Drama Theater. Regarding to this problem the
most contradictory genre in the history of Russian opera is comic opera of the 18®
century, as it is presented by the texts written in prose with some musical and vocal
numbers that could not be really compared with traditional opera arias or duets.
At the same time thanks to their musicality comic operas stand out from the texts
of Drama Theater. Pavel Berkov writes about the closer attention of censorship
towards these plays because of faster diffusion of their verses carried outside theaters
by music [1, 252]. Difficulty of definition increased with the birth of the genre of
vaudeville on Russian stage in the early 19" century. According to some historians
of theater, comic opera was the precursor of this new genre. Fittingly in the first
half of the 19" century dramas with musical numbers were often called “opera-
vaudevilles”. The similarity between two genres was perceived also by librettists
of that period who in a certain point began to reflect about the distinctions trying to
separate this misleading double word. This distinction is perfectly described in the
preface to the play of IvanVelikopolsky Surprise written in 1823 and republished in
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1830. In his preface, appeared in later version, the librettist clarifies that in the opera
poet and musician have an equal participation, meanwhile in the case of vaudeville
the domination is concentrated in poet’s hands. Consequently music results to be
“light” and almost “meaningful” [13, 73—15]". That’s why it would be consequent
to consider as librettos the texts written for significant music works. Actually, this
conception is quite well-established in Russian musicology. The Opera Dictionary
of Grigory Bernandt indicates: “The term “libretto” is used only for the operas
of advances type, composed from the beginning of the 1830s. For earlier works
we conserve the term “text” [2, 3]. This quite clearly drawn border let us use two
different methods in genre definition of Russian music dramas. The texts written
before 1830s will be classified with the help of deductive method (definition based
on name). The later texts — with the use of inductive method (definition based on
concept)’. So, before 1830 as librettos will be considered the texts called: opera (orte-
pa), music drama (My3bIkanbHas Apama), drama with music (qpama ¢ My3BIKOIO),
drama with voices (1pama c romocamu) and optionally some others. After 1830, the
year that as it has been demonstrated was tacitly chosen as a watershed between early
and advanced opera, as librettos will be considered the texts belonging to the concept
of the opera in the traditional sense of word, even if they may have different genre
indications: lyric scenes Eugene Onegin of Pyotr Tchaikovsky (upuueckue ciieHsr),
The legend of the invisible City of Kitezh (;iererna) or “fiction in faces” The Golden
Cockerel (neopumnua B nmuuax) of Nikolai Rimsky-Korsakov.

Examples bellow show the possible structure of the catalogue. In addition to
basic information about every opera included in it (such as names of the composer
and the librettist, place and time of the premiere, indication of the source of the
plot and bibliographical data), it is important also to give a short description of
each edition, including such elements as prefaces, notes, accompanying articles
or illustrations. These elements could define in an illustrative way the role of the
libretto as a genre in the given period and trace the transformation of the text during
the process of its republication. Beyond that, from the additional information we
can learn about the author’s aim and intention. For example, in the first version
of the libretto of Alexander Verstovsky’s opera Gromoboy (Ex.1) verses imported
from the text of the poet Vasily Zhukovsky are marked with asterix. Furthermore
the librettist Dmitry Lensky underlines that events described in the text are based
on real historical episodes. Knowing that Verstovsky competed with Michail
Glinka for the title of the founder of Russian national opera we can suppose that the
refinement of the authenticity of his libretto and its faith to literary and historical
sources had certain aims. Especially if it is remembered that Glinka was accused

! Tt is interesting to compare editions of vaudeville texts with comic opera librettos of the 18" century.
From the end of 1820s Russian vaudeville begins to lose its musical form in typographical aspect that
was conserved in editions of the texts of comic opera (even if in Russian comic Music Theater there
was no tradition to enrich librettos with notated music, as it was in France of the 18" century [8, 200].

2 The principle of two methods was briefly described by Albert Gier in 1999 [7, 42]
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of distorting of the source text in the case of Ruslan and Ludmila and the historical
reality in the case of 4 life for the Tsar.

Considering the detergency of types of editions it is indispensable to indicate

also the function and the sort of the book containing every libretto text. On the
examples of the drama Ilya Bogatyr (ex.2) of Ivan Krylov we can see that only in
the beginning of the 20™ century his opera texts were revaluated and began to be
published again, almost one hundred years after the premier.

Ex. 1.
TPOMOBOM

JIubperruct Jlerckuit Imutpuit Tumodeesnd (1805-1860)

KommosnTop BepcroBcknii Anekceit Hukonmaesuu (1799-1862)

[Ipembepa 1857, Mockaa / bosb1ioii Tearp

[lepBoucTOUHNK XKyxosckuii B. A., moBects «/IBeHamarh crsmux aes» (1817)

H3JJAHNA JINBPETTO
Buixoounvie oannvie Tun uzoanus Ipumeuanus

1857 | I'pomo6oii / bonpmas dan- | JIubperro B moacTpouHBIX MpUMEYaHHUAX
TacTHyeckas ornepa B 4-x | (OTX. M3naHue) | yka3aHbl CCHUIKHM Ha CTHXH JKy-
nerictBusax / CrOKeT He- KOBCKOT'O, a TaK)Ke OOBSICHEHHS
CKOJIBKO 3aMMCTBOBaH W3 HEKOTOPBIX UCTOPUYECKUX CO-
n3BECTHOM Oammansl B. A. OBITHI, O KOTOPBIX PacCKa3aHo
XKyxosckoro / Crnosa /. B JIUOPETTO.

Jlenckoro / My3ssika A. H. [IpuBeneH cUCOK WCIOTHHUTE-
Bepcrosckoro. Je.

M.: tunorp. JI. Crenano-

BoH, 1857. - 69 c.

1873 | I'pomoGoii / bonbiuas dau- | JIndbperro B noacTpouHbIX MpUMeYaHHUsIX
TacTHYecKas ornepa B 4-x | (OTX. M3naHue) | yKa3aHBI CCHUIKH Ha cTHXH JKy-
neticrBusx / Crnosa [I. T. KOBCKOTO.

Jlenckoro / My3sika A. H.
Bepcrosckoro.
Kues: Tunorp. Jo6pxan-
ckoro, 1873. - 51 c.
Ex. 2.
NJbs BOTATBIPb

JIubperruct Kpsuto MBan Aunpeesud (1769-1844)

Komrmozutop Kagoc Karepuno Ans6eprosuu (1775-1840)

[Ipembepa 1806, CI16 / ITpuaBopHsIii TEaTp

ITepBOMCTOYHHUK OpHruHanbHOE JTMOPETTO 10 MOTHBAM HAPOJIHOIO TBOPYECTBA
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H3JJAHNUA JIMBEPETTO

Boixoonwie oannvie

Tun uzoanus

Ilpumeuanusa

1807

Wnbs Oorareips / Bonmeonas
orepa B YEThIPEX JICHCTBUAX.
CII6.: Tearp. Tumorp., 1807.
-113c.

JIubperro
(ota. nznanue)

[IpuBeneH CIMCOK MCTIOTHHU-
TeNe.

1904

Wnps 6orareips / 1807 / Bon-
nieOHasi ornepa B 4YeTHIPEX
IEUCTBUSIX.

B xn.: U. A. Kpsuios. [Toin-

Co0p. cou. aB-
TOpa JIMOPETTO

Berynurenshas crates B. B.
Kannama.

JlocTtynHo oHJaliH Ha caiite
PI'B.

Hoe cobpanue 1. A Kprutosa
/ Tlox pen. B. B. Kannama. T.
IT - Ipamarudeckue counHe-
Hust. [Toura jpyxoB.

CII6.: [Tpoceemenue, 1904. —
C. 95-177.

Winbst 6orateips / BonebHas
orepa B UeThIpeX JCHCTBHSX.
B xn.: 1. A. Kpeios. Coun-
Henus. T. II -

Jpamatyprus.

M.: OT'13, 1946. — C. 489-
555.

Wnbs 6orareips / Bonmeonas
ornepa B 4-X IeHCTBUSIX.

B xn. : U. A. Kpstos, Coun-
HEHUSL.

M.: XynoxxecTBeHHas JIUTe-
parypa, 1984. — C. 388-457.

Wnbs Oorareips / Bonmmeonas
orepa B YeThIPEX JICHCTBUSX.

1946 Co0p. cou. aB-

TOpa JIMOPETTO

[leuaraercs B pasnene «Ilbe-
CBD).

1984 W36p. cou. aB-

TOpa JIUOPETTO

[Newaraercsa no texcry [1CC,
1946, 1.2.

2001 U36p. cou. aB-

TOpa JIMOPETTO

[Tewaraercs o nepBoMy H3-
JTAHUIO.

III. CONCLUSIONS

Italian musicologist Fabrizio Della Seta notices that “in the last thirty years
literary critics as well as musicologists and those in theatre studies have recognized
the non-literary values of the libretto and have reappraised it functions in musical
dramaturgy” [5, 80]. In studying opera libretto, the question of its literary dignity
results to be one of the most discussed ever. That’s exactly why the new type of
catalogue, based in the first place on the collection of full-text editions, could be
useful for better boundary of the genre’s “literariness”. The map of libretto editions
gotten from the collected data, could reveal more demonstrably when and why
opera texts needed to establish a direct contact not only with the listener, but also
with the reader. In what way they were presented to the reader and why in different
periods this presentation required introductions of various figures (librettists,
composers, music and literary critics). What texts of Russian opera literature were
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never published and what can be the reason of this omission? How do librettists
try to diffuse their texts today, when the concept of the “small book” red before the
performance became archaic? These and other questions cannot have a relevant
answer without researching in the bibliographical field. Another innovational and
fruitful result of the catalogue consists in the possibility to construct on its basis a
digital archive with the open access to every libretto edition.
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A.C. MakcuMoBa
Antonina S. MAKSIMOVA

«BAPBIINTHA-KPECTBSIHKA» VS “MISTRESS INTO MAID”’:
JBA JJUBPETTO OINEPBI BJIAJJUMHUPA JYKEJIBCKOI'O

BARYSHNIA KRESTYANKA VS MISTRESS INTO MAID: TWO LIBRETTI
OF VLADIMIR DUKELSKY’S OPERA

Aunnortanmsi. B 2015 roxy B pamkax ¢ecruBains «OT aBaHrapja 10 Hallux JTHE»
COCTOSUIaCh POCCUICKasi peMbepa eAMHCTBEHHOM onepsl Braaaumupa Jlykenbcko-
10 «bapBIITHA-KPECThIHKA) Ha aHIIHHCKOM si3bIke. OJTHAKO aHMIOSA3BIYHOE JIHOpeT-
TO — HE €AMHCTBEHHOE. B apxnBe KOMIO3UTOpa COXpaHUIACh OOJIEe PAHHSS, PyCCKO-
s3pI4HAst Bepeusi. Hauano paboter Hajx onepoii narupyercst 1928 rogom. Jlykensckuit
BCIIOMHHAJI, CKOJIb «YBJICKATEIFHO OBLIO CO31aTh COOCTBEHHOE JIHOPETTO, HCIIOb3Ys
Oomnbime (hparMeHTHI IPUTATATENbHO Tpo3s! [lymknHa, koTopas moeT 6e3 My3bIKH,
W COYHHSS JTIOOOBHBIE CTUXHU B MaHepe Bomaﬂoana JUIS apn171 u chaM6HeBbIX HO-
MepoBy. [Iporecc paboThI Hasl ONepoil pacTsHyics Ha MHOTHe rofbl (1928-1967) n
MIPOXOANII B HECKOJIBKO 3TarnoB. [Ipnunna Bo3BpameHus K OIEpHOMY 3aMBICITy OblTa
CBsI3aHA C MOSBJIEHUEM MEPCIIEKTUB BO3MOXKHOM nocTanoBku. B 1936 rony Cepix JIu-
(dapb MIaHUPOBAJ BKIIIOYHUTD II0KA3 OIEPhI B CEPUI0 MEPOIIPHATHIL, TPUYPOUCHHBIX K
100-netuto co aust cmeptu [Tymkuna (1937), onHako mocraHoBKa He cocTosutack. Cy-
LIECTBEHHYIO MepepaboTKy onepa npereprena B 1950-e, mocne nepeesna Jykeabeko-
ro Ha 3anaziHoe nodepesxbe CIIA. B kHUIe 0 My3bIKJIBHOH KM3HH AMEPUKH KOMITO-
3UTOp CETOBAJI Ha OTCYTCTBUE HAIIMOHAIBHON CETH PEIepTyapHBIX OIIEPHBIX TEaTPOB
1 KpaifHe Maible BO3MOKHOCTH I Pa3BUTHS KaHpa. JIaKyHy YaCTHIHO 3aTIOIHSIN
OIepHBIE CTYUHU U My3bIKaibHbIe (axysnbreTsl. C 1953 exeroHbie HOCTAaHOBKH OIep
ocymecTBsIMCh U B Kanudopuuiickom yrusepcutere Canra-bapbaps! (mox pyko-
BonctBoM K. JKurtoscku). imenHo 3neck B 1958 coctosimace mpembepa onepst [y-
KeJIbCKOTO0, TIPaB/ia, Ha AaHIIMICKOM SI3bIKE M [0 Ha3BaHueM “Mistress into Maid” (B
KauecTBe nepeBoqurka 3Hauures I. ['omyOeB, u3BecTHbII coTpyaHuuecTBOM co CTpa-
BHUHCKNM). PyKomucn HOT coXpaHMIN aBTOPCKUH MepeBoj Ha3BaHWS U Ha (hpaHIry3-
ckuif 131K — “Demoiselle-Paysanne”. YaurteiBast hakTsl HCTOPHH CO3IAHUS OTICPHI,
MMEIOIHECs] BEPCUH JIHOPETTO MPECTABIISIIOT HE TONBKO MCCIIEI0BATENbCKHIA HHTE-
pec, HO U OTKPBIBAIOT BO3MOXKHYIO ITEPCIICKTUBY MCIOIHEHHS ONepHI B TEPBOHAYAITb-
HOM 3aMBbICTIe, TaK ¥ HE BOIIOIICHHOM Ha CIICHE.

Kunarouessie cioBa: .

Abstract. Vladimir Dukelsky’s sole opera Baryshnia Krestyanka was premiered in
Russia in 2015 with English libretto in a framework of the festival ‘From the Avant-
garde to the Present Day.” However, the opera’s English libretto is not the only one in
existence. There exists an earlier version of the opera libretto, preserved in Dukelsky’s
archives. Dukelsky started working on his opera in 1928. He wrote ‘how exciting [it
was] to create one’s own libretto, using big hunks of Pushkin’s delectable prose, the
kind that sings without music and writing love poems in the Bogdanovitch manner
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for arias and concerted numbers.” The composing process took up numerous years
and went in several stages (1928-1967). Dukelsky resumed his work on the opera
as soon as perspectives of its production had appeared. In 1936 S. Lifar planned to
stage the opera in the framework of celebration of the centenary of Pushkin’s death
(1937), but the premiere did not take place. In the 1950s, after moving to the West
Coast, Dukelsky rewrote the opera essentially. In his book on American musical life,
Dukelsky lamented at the lack of a national network of repertoire theatres, as well
as at the limited opportunities for development of the genre of opera. According to
Dukelsky, the problem was being partly solved by virtue of opera workshops and
music departments of universities. In 1953 the University of California at Santa
Barbara established annual opera productions (under the directions Carl Zytowski)
and Dukelsky’s opera was among those produced (1958). The opera was staged in
English with the title Mistress into Maid. The English libretto was written by G.
Golubev, known for collaboration with Stravinsky. The French title of the opera was
Demoiselle-Paysanne. 1t survived on the title page of one of the manuscript copies of
the opera’s piano-vocal score. Considering the historical background of the opera, the
existent English and the Russian libretti not only are valuable historical documents,
but present material which makes it possible to reconstruct the conception of the opera
in its original version, which has never been performed.
Keywords: .

occuiickas IpeMbepa eAMHCTBEHHOU onepsl Bnaaumupa Jlykensckoro «ba-

PHIIIHSA-KPECThsIHKa» cocTosiack B 2015 roay B pamkax MexIyHapOIHOTO

(ectuBans uckycctB «OT aBaHTapaa 10 Hammx aHel. [Iponomkenue 4» Ha
CIIEHE CaHKT-NeTepOyprckoro JpMUTAXHOTO Tearpa. /st mocTaHOBKM ObuIa M3-
OpaHa ofiHa M3 MO3JJHUX aBTOPCKHUX PENAKIMK Olepbl ¢ JTMOPETTO HA aHIINICKOM
si3pike’. OpKECTPOBKY M PSAAKIIHIO ISl POCCUICKO TPeMbEPHI BBITOIHILIT XyI0MKe-
CTBEHHbII1 PyKOBOIUTEIb U FeHEepalbHBbIil AupekTop dectusans Urops Poranés’.

TPUIIATE JIET W3 )KU3HU OTTEPBI

AHTITOA3BIYHOE THOPETTO OTEPHI HE ABISIETCS eANHCTBEHHBIM. B apXxuBe Kom-
MIO3UTOPa COXPAHMIOCHh HECKOIIBKO PYCCKOSI3BIYHBIX Bepcuii mmdperTo. Hauano pa-
60Tl HaJ orepoii narupyercs 1928 ronom. B To Bpems Jlykenbckuii sxuin B EBporte,
paboTast MpenMyIIeCTBEHHO JUTS IOHJOHCKOTO MIO3MK-Xoiuia. [locne ycmenHoro
nebrora B Pycckux ce3zonax (1925) xommo3urop momydun oT JldruneBa 3aka3 Ha
HOBBII Oajer, OJHAKO UMITPECapuo PEBHOCTHO BOCIPHHSI KOMMEPUYECKYIO Jesi-
TenbHOCTh Jlykenbckoro B JIoHI0HE, UTO TIPUBETIO K KPU3HUCY B MX B3aHMOOTHOIIIE-
Husix. Jimst JlykenmbCcKoro 3TOT pas3phiB ObLT BechMa O0JIE3HEHHBIM KakK B IpodeccH-
OHAJIbHOM, TakK M B JMYHOM I1ane. OjHako BcTpeua ¢ JsaruneBslM B anpene 1928
rojla Jiaja KOMITO3UTOPY HaASKIy Ha BO30OHOBJICHHE COTpyaHMYecTBa’. B mHch-

! Jlykenbckuit 3aBepiui paboTy Haj KinaBupom B 1957 romy.

? [onpoGHee o npembepe cM. B periensnn Haranun CypuuHoit [2].

* B a10 Bpemst JlsruiieB miaHnpoBas MOCTaHOBKY Oasera-oparopun «Ona» Hukonas HaGokoBa, 3ambI-
CeJl KOTOPOTO OTChIIAN K €ITM3aBETHHCKOM 3110Xe, BocreToi JJoMoHocoBbIM. MI3BeCTHO, 4TO ITOCTAaHOBKA
HEOIHOKPATHO OTKIafbIBanack. [lo Bocmomunanmsm HabGokoBa, JIsaries Obl KpaiiHe HEJOBOICH He-
3HAYMUTEIILHOM C ero TOUKU 3PeHHsT 3aNHTEPECOBaHHOCTBIO B pabote bopuca Koxuo (bperto), Cepixa
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Me K Matepu JlyKenbCKuil COOOIIIIT O «CeplIeuHON) BCTpeue U JOOABHI: «HUIpal
JsiruneBy cBoro CuMQoHHIO, KOTOpast MPOMU3BEIa Ha HETO OYEHb XOPOIee BIe-
yarieHue. CiaBa bory, OTHOLIIGHHS y HAC Terephb HANAIHINCh CHOBay®. Yike oce-
HbI0 1928 rona B muceMe Kk Opary Jykensckuil mucain: « ToabKo 94TO 3aKOHYMI Op-
KeCTpOBKY ““/lyIIeHbKkH” — BBIIIUIO OYEHB TPOCTO U MPo3padHo. [lomxyMbIBaro 00
orepe Ha CIoKeT “BapbIlIHI-KPECThSIHKA »°.

[TymxuH B KagecTBe anurpada K MoBeCTH UCIIONb30Bal CTPOKY M3 MOAMBI bor-
nanosnua «Jlymenska» («Bo Bcex b, Jlymenbka, Hapsiax xopomay). JlyKkeinb-
CKHH HCIIOIb30BaI ()ParMEeHT IT0OMBI B OJHOMMEHHOM JIydTe JJIsl )KEHCKHUX T'0JI0COB
u opkecTpa. Panee, B 1925 rony oH Hammcan MK MUHHATIOP IS Tojioca ¢ Gop-
termuano «Tpu ctuxoTBopenus Mnmomura bornanoBuyay, omyoiaukoBaHHBIA Poc-
CHHCKHMM MY3bIKaJIbHBIM M31aTeIbCTBOM. Takum 00pa3oMm, 3aMbICEI OIIEphI Ha CIO-
kKeT «bapbllIHU-KPECThIHKIY OKa3aJICs CBSI3aHHBIM U C 11033uel bornanosuua, u ¢
obpazom lymensku. bosee Toro, Bce Tpy COUMHEHUS aleJUIMPYIOT K €IN3aBETHH-
CKOH 3110Xe, HO HE K MapagHoMy «acay» UMIIEPCKON KYJIBTYPBI, a K «IOMaIIHEei»
CTHITHCTHKE PYCCKOTO CeHTUMeHTann3Ma’, OOpalieHneM K MyIIKHHCKOMY TEKCTY
KOMITO3UTOP SIBHO HAJESIICS MPOJOJDKHUTH JIMHUIO, HAYaTyI0 JICOI0THBIM OaieToM
«3edup u dnopa». My3blKalIbHOMY BOIUIOIIECHHIO ITYIIKHHCKON TEMBI — Ollepe
«bapsIHI-KpecThsiHKa — OblJIa MpegHa3HaYeHa POJIb KyJIbMUHALINH.

B kuure «Passport to Paris» Jlykenbckuii BCIOMIHAN, CKOJb «YBJIEKaTSIFHO
ObLI0 co3/1aTh COOCTBEHHOE JINOPETTO, UCIIOIB3Ys OOJbIINE PparMeHThl IPUTSTa-
TeIbHOM mpo3s! IlymikuHa, koTopast moeT 0e3 My3bIKH, ¥ COYMHSS JIIOOOBHBIE CTH-
xu B MaHepe bormanoBnya ist apuii u ancamOIeBsIX HoMepoBy [5, 214]. TIpormecc
paboThI Hal OMEPOH PACTSHYJCS Ha MHOTHE T'OJbl U MTPOXO/MI B HECKOJIBKO 3Ta-
moB (1928-1967). Ilepras 3aBepiieHHast (B pyKOIMCH') PEIAKITHS ONEPbI aTHPO-
BaHa 1931 rogom. HotHOMy TekcTy npeanociano nocssienue Ceprero JaruneBy
Y YKa3aHbI JaThl pabOThI HaJl ipou3BeneHueM: ¢ Mast 1928 mo despans 1931. Jly-
KeTbCKUH, Ha3BaB Mail Kak MOMEHT Havajia paboThI HaJl ONIEPOi, BEPOSTHO, UMET B
BHTy BO3HHIKHOBEHHE 3aMbICIIa TTOCIIE YIIOMSHYTOro Bu3uTa K Jarunesy. Ha nep-

JIndapst (mpembep), [Tapna Yennmesa (nexoparmn), Jleonnna Msicuna (xopeorpadus) [1, 743].
4 Bnagumup Anexcanaposud Jlykenbckuii — Anne AsekceeBne Jlykenbckoit. Ampens 1928. bubmu-
oreka konrpecca CIIA. The Vernon Duke Collection. Box 112.
S B.A. Iykenbckuit — A.A. Jlykenbckomy. 19 centsiopst 1928. Tam xe.
% «Pycckast TeMay ¢ HOCTAJIbIMUECKUM o0palieHneM K obpa3am u cuMBoiiaM Kyiabrypsl X VIII Beka co-
XpaHsIa aKTyalbHOCTB Il JIyKenbCKoro B TeUCHHE BCeH XKU3HU, HO ¢ cepennns! 1930-x xommo3u-
TOP TPAKTOBAJ 3Ty TEMy MHA4Y€ — MCTOPUYECKH, TTOJ[BOALS HTOT YIIE/IICH B IIPOILIOE SMOXHU (KaHTaTa
«Onuradusy, oparopust «Konen Canxr-IletepOypray); coeqUHSs OTAAICHHOE IPOLLIOE C CHMBOJIA-
MM 310XH MOJIEpH (OaneT «AHTPAKT»); OCTPAHEHHO, BHE KOHKPETHOI 0Opa3HocTn B Bapnauusx Ha
crapunHoe pycckoe necnonenue X VIII Beka.
B donnax bubnmorekn Konrpecca xpanurcs JiBe pykorucu, raruposatnHbie 1931 ronom. YepHoBuk
Jyxensckuii gomonaun B 1950-¢ roxs! mist mocTaHoBKH oreps! B Canta-bapbape, a unctoBas pyko-
THCh, BEPOATHO, Obl1a HanpasieHa Jlndapro 1 Bo3BpamieHa komrno3utopy. KocBeHHO Ha 3TO yKa3bl-
BAIOT COXPAHMBIIHECS CBUACTENbCTBA Jykennckoro i aBrorpad Jlndaps Ha mepBoii cTpaHUIE PyKO-
nvcu. Jlanee peub moiaeT 00 TOM JIOKyMEHTE.

<
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BOI CTpaHMIIe €CTh TaKKe yKa3zaHHe Ha TO, YTO JIUOpeTTo «110 Ilymkuny» Hamu-
CaHO CaMHUM KOMITO3UTOPOM «TIOMHMO BBIIEPXKEK U3 OpUTHHANIAY. Pykomuicu HOT
COXPaHMJIM J[BA aBTOPCKUX IE€PEBOJIa HA3BAHMS: Ha aHIIIMHCKHHM sI3bIK — “Mistress
into Maid” u Ha ¢paniysckuit — “Demoiselle-Paysanne”.

[TpuarHBI BO3BpAIICHUH KOMITO3UTOPA K ONIEPHOMY 3aMBICITY OBLIH CBS3aHBI C
MOSIBJICHUEM IEPCIIEKTUB BO3MOXKHON MOCTaHOBKU. M3BecTHO, uTo yxke B 1930 romy
Jykenbckuii 00yMbIBaJl BO3BMOXKHOCTb IEPEBO/Ia TMOPETTO Ha aHIINICKUH S3bIK.
Cyns mo uMeroIMes TOKYMEeHTaM, TepeBo obcyxaancs ¢ Hukomaem CrnoHUM-
ckuM. K tomy Bpemenu kommnosutop nepeexan B CIIA u, BeposTHO, muTa Haje-
KTy Ha aMepUKaHCKYIO TIpeMbepy ornepbl. OQHAaKO TOUYHBIE JaHHBIE, KAaCAIOUTHECS
TepeBoIa M MoKa3a OIepHl, TI0Ka He yeTaHOBJICHHL. [1o cBuaeTenscTBy JyKembcko-
ro B 1936 rony Cepix Jlucaps riiaHupoBail BKIFOYHUTH TTOCTAHOBKY OIEpPBI B CEPHIO
MepOnpuATHiA, MpuypoueHHBIX K 100-neTwro co aus cmeptu Ilymxkuna (1937), Ho
1 TOT/Ia TIpeMbepa He COCTOSIACK.

CylecTBEeHHYIO IiepepaboTKy orepa nperepriena B 1950-¢ romsl, mocie nepe-
e3na Jykenbckoro Ha 3amanHoe nmodepexbe CIIIA. B kHUTE 0 My3bIKQIBHOM KU3-
HU AMEpHUKH KOMIIO3UTOP CETOBAJNl HA OTCYTCTBHE HAI[OHAIEHOU CETH peepTy-
apHBIX ONEPHBIX TEATPOB U KpailHe Majble BO3MOXKHOCTH A7 pa3BUTHS xaHpa. [1o
MHEHHIO AapoHa 3uresns, TOBOPOTHBIM B HCTOPHH aMEPHKAHCKOM OMephl OKa3aJcs
nepuog ¢ 1910 no 1912 rox, korna Hayancss MHTEHCUBHBIA OUCK HALMOHAIBHOTO
OIIEPHOTO CTHJIS «C LIEJIBIO CO3aHMs IIPOU3BEACHHN, KOTOPBIE MOIIIN OBl OJIHOBpE-
MEHHO COCYIIIECTBOBATh HapaBHE C MIPHU3HAHHBIM €BPONEHCKUM PEIepTyapoM, BMe-
CTe ¢ TeM yOerx1as CirymaTeiel B Ka4ecTBE YHUKAIIBHOTO, HCTHHHO aMEPUKAHCKOTO
110 3ByYaHUIO BKJIaJa B [pazsutue] xanpa» [9, 20]. OnHako TBOpUECKHE UCKAHUS
HE MOBJICKJIX 3a OO0 MMepeMeHbI B MYy3bIKAIbHOW HH(YPACTPYKTYPE U MPEATOUTE-
Husx ayauropud. B 1963 rony Jlykenbckuil onucan cBO€ BUIEHHUE CIOKUBIICHCS
cutyauuu: «Bce MbI 3HaeM, YTO B Halllel CTpaHEe UMEETCs] HEMaJIo TOKJIOHHHUKOB
orepsl (opera-thirsty), [...] IpogoDKaT I OHU POKIATHCS B YCIOBUSAX ITPOBEPEH-
HOTO perepTyapa ¢ 3aTepThIM A0 IbIp KBUHTCTOM H IBYMSA-TPEMsI JTFOOMMIIAMU B
JIOTIONTHEHHEe — 0oJiee YeM COMHHUTENBHO®. Hallin Ipe3nIeHTs mpe/IiecTBOBABILICH
Kenneau spbl He OBUTH OPUEHTUPOBAHBI Ha omepy (opera-oriented), U, MOCKOIb-
Ky JIO CHIX TIOp HE TIOCTYIIAIO HU TOCYIapCTBEHHBIX, HA PErHOHATBHBIX CYOCHINH,
aMEepUKaHCKHE ONEpHbIe JoMa BCE eIl€ 3aBUCAT OT MUJIOCTU YACTHBIX MOPYYH-
tenein»’ [4, 282—283]. YnomsiHys oneprbie kammanun Can-®paniucko, Yukaro,
Hurnuaaath, OrtanenbGuu 1 psiI qpyTHX, KOMIIO3UTOP TTOJYEPKHYII, YTO HHA OTHA
U3 HUX «HE MOXKET CYMTATHCS PENEepPTyapHBIM ONEPHBIM TEaTPOM C CE30HHOHU au-

¥ HenaBHue MCCIe0BAHNUS OKA3bIBAIOT, YTO OMAceHUst JlyKenbCKoro ObLIH ONMPaBIaHHbL: «II0 JaHHBIM
HaronansHoro ¢ounna mogaepxku uckycers (National Endowment for the Arts) B 2014 roxy nums
JIBa MPOIICHTA aMEPUKAHIIEB COOOIIMIIH, YTO TIOCEMAIH OTIepy B KMBOM MCIIONHEHHI [6, 24].

° ITox «kBUHTETOM» H30paHHOro JlyKenbckuii umen B Biy orepsl «Kapmeny, «Purosnerron, « TpaBua-
Tay, «borema» 1 «Anna». MpoHnsnpys Ha «I0KHBIMY aKIIEHTOM, Ha3BaHus onep «borema» u «Anma»
aBTOp NPUBEN B crenyonieil Tpanciautepanyu: Lah Beau Aim v Eye-ee-dah.
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IICH, TOCTOSTHHBIM 1ITaTtoM (salaried) ucronHuTenei u corpynaukony [ibid, 283].
[To muEeHMIO J[yKETBCKOTO, €CTECTBEHHBIM B 3TOW CHTYaIlUH CTAHOBHUIICS OTTOK M3
CIIA nmpogheccrHoHANIBHBIX ONEPHBIX MEBIIOB, HE HMEBIINX BO3MOXKHOCTHA HAUTH
MTOCTOSHHYIO PaboTy Ha poauHe. Kpome 3Toro, onepsl aMepuKaHCKHUX KOMITO3UTO-
POB OKa3bIBaJICh HEBOCTPEOOBAHHBIMH, ITOCKOIBKY TIPH (HOPMHUPOBAHUH PETICPTY-
apa MPEeANOYTUTEIIEHBIMHE JIJISI TEATPOB OKA3bIBAIUCH CBPOIICHCKUE Onepsl. JlyKerb-
CKUH MPHUBEN W BHYIIUTEIBHBIA CIHCOK HEYTAYHBIX MOCTAHOBOK aMEPUKAHCKUX
orep (BKJIIOYast TOCTaHOBKH MeTpOIOIUTEH-0TIepa), KOTOphle He UMEITH ycIexa
y nyomuku. [Tyctory, 00pa3oBaBIIyrOCS BOKPYT HOBOW aMEPHUKAHCKOM OTIEpPhI, Ha-
pany ¢ Heto-Mopkekum Curi LIeHTPOM, YaCTHUHO 3aONHSIN OIEPHbIE CTYIHH
1 MYy3BIKaJIbHBIC (haKyITBTeTHI (KOMITO3UTOp yromsHyn FOsxuro-Kamndopruiickuit
yauBepcutet, Kanmudopuuiickuit yausepcurer B Jloc-Anxenece, 100aBHB, 4TO
Ha Bceil Tepputopun CoennHeHHBIX [1ITaTOB MMEIOTCS «IITKOIBI, TPHUBICKAOIIIE
BHHMaHHE CBOCH BBICOKOKJIACCHOW OmepHOW padoToit» [ibid, 289]). [TocneBoen-
HBII PACIBET OMEPHBIX CEKIMI B BHICIINX yucOHBIX 3aBencHusx CIIIA koHcTaru-
poBan Jlxeiimc BepxOunkuii B nccieqoBannu 00 aMepuKaHCKOr My3bike 1950-
x: «Hacto uMeHyeMble “ONepHbIMU Te€aTpaMU’ WIH “ONEPHBIMH MAaCTEPCKUMU U
HEPE/KO BO3MNIABIISICMbIC BETEPAaHAMHU OTICPHBIX JJOMOB, KOTOPBIC HIMMUTPHPOBAJIH
B Coenunennsie lITarel nepes Havamom BTopoit MUPOBOIl BOWHBI WIIH BO BPEeMS
He€, 9TH MPOTrpaMMbl OBIITH YacTHI0 00Pa30BaTEILHOTO TIPOIIecca, IIOATOMY B HUX
Y/IGNSIIOCh BHUMaHKE IIPOBEPEHHOMY ONEpHOMY penepryapy. Bmecre ¢ tem, Oymy-
YH Y9acThIO 00Pa30BATENFHOTO MPOIIECcCca, OHN OBUIM OTHOCHTEIHHO CBOOOIHBI OT
Takux 3a00T, KaK “BBICOKask CTOMMOCTH TPY/a, OTCYTCTBHE PENICTUIIHOHHOTO Bpe-
MEHU U HEOOXOIUMOCTb YrOJUTh MaccoBoi ayauropun’'’. Tloatomy 31ech aomy-
CKaJIMCh HKCIIEPHIMEHTHI C HOBBIMH NPOU3BEICHNUAMH U JIaJEKO HE KAHOHHYECKH-
MU COYMHEHMSIMH NPEXKHUX 2110X» [8, 131].

C 1953 rozma exeronHbie MOCTAHOBKHU OIEpP OCYIICCTBISUIACH U B Kamudop-
HutickoM yHuBepcurere Canra-bapoapsi (mox pykoBoactBoM Kapma JKutoBckn).
Nmenno 31eck B 1958 rony cocrosuiack npembepa onepsl Jlykenbckoro. st mo-
CTaHOBKH OTIEPHI TUOPETTO OBLIO MEPEBEICHO HA aHTIIMHCKHIA S3bIK, & OPUTHHAIb-
HOE Ha3BaHMe OBLJIO 3aMeHEeHO Ha3zBaHueM “‘Mistress into Maid”. Hecmotps Ha To,
410 JIyKenbCKHii caM NepeBOMII CTUXH AMEPUKAHCKUX MMOJTOB!!, IIepeBojI TEKCTOB
COOCTBEHHBIX MY3bIKAJIBHBIX MPOU3BEICHHUI KOMIIO3UTOP JOBEPsuT mpodeccuo-
HaJBHBIM TIEPEBOAYMKAM, IPHYEM B OMYOJMKOBAHHBIX U PYKOITMCHBIX HOTAX IIe-
PEBOIYMK YKa3bIBAJICS KaK aBTOP aHTITHIICKOTO TeKcTa (TMOpeTTO, crieHapus). [le-
peBoj ubpetTo onepsl Jykenbckoro BermonamI [ puropuii Tomyoes (1891-1958),

Y {utnpyembrit aBropom (parmenta ucrounnk: RePass R. Opera Workshops in the United States //
Tempo. New Series. 1953. Vol. 27. P. 11.

"Pycckos3prambie epeBobl cTuxoB M. bompuxaiima, O. Homra, V. Crusenca, P. @pocra u apyrux
MI03TOB M3/1aHbI B TpeThell 1 ueTBepToil kHHUrax cruxos Jlykensckoro («Kaprunnas ranepes», 1965
u «Iloe3nka kyaa-To», 1968). Yactuuno omy0OiaukoBaHbl Ha caiite «Bek nmepeBoma» (https://www.
vekperevoda.com).
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U3BECTHBIN COTPYAHINUECTBOM cO CTpaBUHCKUM, aBTOp TiepeBojia TeKcTa «baitkny
U psijia cTateil KoMIo3uTopa, BKIoUas gokian «[Iymkus, mossust 1 Mmy3sikan'%. X.
K. Cium npuBomut dparmMeHT or36iBa CTPaBUHCKOTO O BHICOKOM KauecTBE Iepe-
BonoB [omy0eBa: «mepBasi MBICIb, KOTOPAsi IPUXOAUT B TOJIOBY MIPU YTEHHUH ITYyTI-
KHHCKOW T033uH B mepeBomax [ peropu [omybeBa — 3T0 HEOOBIYAHEIN yCTIEX B
BOCCO3/JaHUU HEM3MEHHOM “ITyIIKUHCKON My3bIKH, My3bIKH €TO CJIOTa, INaCHBIX
1 (ppa3upoBku. YuTaems (Mo-aHMUHCKN) U H3yMIISEIIbCs 00asHUI0 OPUTHHATIBHO-
ro TekcTay (uut. mo: [7, 175]). laHHbIe 00 00CTOATETHCTBAX 3HAKOMCTBA JyKeIb-
ckoro ¢ ['oiryGeBbIM 1OKa He BBISIBIICHBI, HX BCTPEYa MOIVIA COCTOSTHCS B [ OJIMBY -
JIe 3aJI0JITO JI0 COBMECTHOM paboThl Haj TMOpeTTOo onepsl. B apxuse Jlykembckoro
COXPAaHMJIOCH aHIVIOS3BIYHOE JINOPETTO OHOAKTHOM onepsl «BricTpen» mo ITyrm-
kuny (1957) ¢ npyxecTBEHHOI 1 BOCTOp>KEHHOH (“to a great musician <...> from
his admirer”) napcTBeHHO# HA/IMUCHIO aBTOPa — OYEBUAHO, [0yOeB HaaesIcs Ha
MIPOJIOIKEHHIE COTPYTHUIECTBA C KOMIIO3UTOPOM.

JIMBPETTO U ETO TIEPEBO/I: B TIOMCKAX YTPAUEHHOTO

Paboras Hanm mbperTo, JlyKenbCKuil NeHCTBUTEIBHO «HCIIOJIB30Ba 00JIb-
e (parMeHThl NpUTSITraTenbHON po3bl [lyikuHay, nepepadarbiBast U BKIIAIbI-
Bas WX B yCTa IepcoHaxkel omepsl. [lepBas ciieHa OTKpBIBacTCs JTy3ToM JIU3bI
Mucc YKakcoH, B MapTUAX KOTOPBIX HETPYAHO Y3HATh TEKCT pacCcKazduKa U3 MyIi-
kuHCcKo moBectH (Tab. 1). Kaxkmas u3 reponHs (OMHOBPEMEHHO) Pa3MbIIUIIET O
CBOCH JKHM3HU, 3aMCHSISI TEM CaMBIM aBTOPCKYIO IIpeaMOyITy.

Tabnuma 1.

B nosecrtu Ilymxuna B smbperto [lykenbckoro
(o pyxormcu 1931 rona,

€CJIM He YKa3aHO HHOE)

B oxHOIt 13 OTAANEHHBIX HAIINX ryOepHHI Jusza:

Haxoawiioch umenue Meana Ilerposuua bepe-
croBa. |...]

He nagun ¢ Hum oxnun I'puropuii lBanosuu
Mypomckuii, ommxaimmii ero cocen. [...] U3
JIIOZIEH, OCy»K/1aBUIMX ero, bepecToB oT3bIBAJ-
csl CTpO:Ke Beex. [...]

TakoBBI OBITH CHOIICHUSI MEKTY CUMH JBY-
M BIaJIeNbIIaMH, Kak ChIH bepecToBa nmpuexan
K HEMY B JICPEBHIO. |...]

TOCKIMBO 3TO BEYHOE CHACHBE!

Yto yncThIii BO31YX, A010HH B caxy?
3BOH KOJIOKOJIBYHKA YK€ €CTh MPH-
KJII04YeHbe:

BBITb MOXKET «OHY» MEHS HaMIeT, UJIb 5
«eroy» Haiiy?

Bort neHs yien, u cHOBa Beuep,

W cHOBa racHET COJIHIIA CBET,

12YromsiHy ThIH TeKCT ObuLT HarmcaH it CTPaBUHCKOTO MO-(paHIly3cKH ero 3siteM AHape MapruoHoM
[7, 175] no ciywaro 200-netust nmamsaty ITymkuna B 1937 romy. Mims I'omyGeBa B aHIIOS3BIYHBIX HCTOY-
HUKaxX BCTpedaeTcs B IByX TpaHckpuniusx: Gregory Golubev [7] u Gregory Golubeff (Hanpumep, B
cnpaBounnke Who is Who in California 1942-1943). CortacHo 1aHHBIM cripaBouHuKa, [01y6eB ne-
peBoaua IuTeparypHsle npoussenenus [lymxuna, KpsuioBa, MepeXKoBCKOTo, a TakKe TEKCTHI BO-
KaJbHbIX couMHeHui YalikoBckoro, I1a3yHoBa Ha aHIIIMHCKUHN SI3bIK.
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BapeIHu monisAbIBaIM HA HEro, a HbIE U 3a-
DI ABIBANINCE; HO AJIeKcel MaJIo MU 3aHHMAJI-
51,  OHU IIPUYINHON €r0 HeTyBCTBUTENBHOCTH T10-
Jlarajiu JII000BHYIO CBA3b. |...]

Te n3 Moux yMTarenell, KOTOpbIe HE )KUBAJIH B
JIePEeBHSX, HE MOTYT cebe BOOOpas3HuTh, UTO 3a Ipe-
JIECTb 3TH ye3aHble OapbimHu! BocnuraHHble Ha
YHCTOM BO3/IyXe, B TCHH CBOHX CAJOBBIX SI0JIOHb,
OHU 3HAHHE CBETA W JKU3HM ITOYEPIIAIOT U3 KHH-
KeK. YeanHeHue, cB0Ooa U YTEeHHE PaHO B HUX
Pa3BMBAIOT YYBCTBA H CTPACTH, HEU3BECTHBIC
paccesiHHBIM HaIllluM Kpacasuiam. st OapbImH
3BOH KOJIOKOJBYHKA eCTh yike MPUKJIOYeHHe,
noe3/jka B ONMKHUI ropoji MOoIaraercsi SMOX0k0
B )KM3HH, U ITOCEIICHNE TOCTS OCTABIISIET JIONT0e,
WHOTJIA ¥ BEYHOE BOCIIOMHUHAHHUE. |[...]

Jlerko BooOpa3nTh, Kakoe BIEUATICHUE AJIEK-
ceif oyKeH ObUT IPOU3BECTH B KPYTy HaIInX Oa-
poimens. OH MEepBBIH 1epesl HUMU SIBHIJICS Mpad-
HBIM H Pa309apOBaHHBIM, [ ...]; CBEPX TOTO HOCHJI
OH YepHoe KOJIbIO ¢ H300paskeHHeM MepTBOii
TOJIOBBI. |...]

Ho Bcex 6oxee 3ansTa OblIa UM JOUb aHITIOMA-
Ha Moero, JIuza (mnu bercu, kak 3Basl ee OOBIK-
HoBeHHO ['puropwuii MBanosu4). OTIBI IpyT KO
IpYTy HE e3[MJIH, OHa AJIeKcesl ellle He BHjala,
MEXIy TeM KaK BCE MOJOJbIE COCeAKH TOJIbKO
00 HeM u roBopwin. Eii Obu10 ceMHAIATD JIET.
[...] Ee pe3BocTh U MOMHHYTHBIE ITPOKA3bl BOC-
XHIIAIN OTI[A U IPUBOIIIIH B OTYASHBE €€ MaJlaM
mucc JKakCoH, COPOKaIETHIOK YOMOPHYO JIEBUILY,
KOTOpast feJuaach U cypbMuia cebe OpoBH, ABa
pa3a B rog nepeuntoiBaia «Ilameay», noryqa-
J71a 32 TO JIBE THICSIUM pyOInel u ymupaJja co cKy-
KM B 3T0li BapBapckoii Poccun.

W nens ymenmuii, ciopy Her,
Huuewm, xak npexse, He OTMEUEH.
HeyxTo MHe, B ceMHaALATD JIeT,
JKenanHol He AOXIaTbCs BCTpeun?
AX, MHE TIOCTBIJIa 3Ta TUIIIb,

Moii cToi ¢ MepLarolei CBeYolo,
[Ipen ryBepHaHTKOIO HE CKPOIO:
CBocii MEUTHI: OH HOCHT, CJIBIIIb,
Koneuxo ¢ mepTBOii 10/10B010 —
Ero Huuem He 000/1bCTHIID.

Mucc Kaxcon:

Kaxkas ckyka! /IBazkasl B roa

MHoii nepeuntana «Ilamemna»...

ITo nenbiM THSIM CHXKY Oe3 mena —

Kakoii 0ecuyBcTBeHHBII Hapoa!

Kax nu 6eancs — Oenee mena —

X0351H 3aMyX He OepeT.

/mucc Xakcon yrimyOmnseTcs B uTe-
Hue/

Juza:
Cocenkn Bce TBepAAT 00 Asek-
cee —
MsHe HaJoOHO ¢ HUM BCTPETUTHCS:
XHPEIO
51 6e3 mro6Bu. Ho BepecroB cTa-
pHUK
/x mmyOixe/
Otua He Tepnut. [oBOpro BaM Ha-
HPSIMUK —
OH Hac He xanyer. S xaxay ma-
CTBA...
beiTh MOXeET, BepHas nomoxkeT Ha-
cral®?

Kaxk BuHO U3 puBelieHHBIX B Tabnuie 1 ¢pparmeHToB, Jlykenbckuii cBoboa-
HO 00paInacs ¢ TEKCTOM IEPBOMCTOYHHKA, BBOS OT/EIbHBIC (DPa3bl IMyIIKMHCKON
IIPO3BI B COOCTBEHHBIE CTUXU B M3MEHEHHON TTOCIIEI0BATEIBHOCTH.

Crnemyer OTMETHUTb, UTO JINOPETTO ONEpPHl, HaMMCaHHOE J{yKeJTbCKUM MOo-pyc-
CKH, M3HAYaJIbHO COAEPIKAJIO PEIUIMKH Ha aHITIMICKOM s3bIKe. B HEKOTOPBIX CLiEHaX
Ha aHIIMHCKUH repexom anrodmn MypoMckui, ero gous JInza (ona xe Betsy)
u ryBepHaHTKa JIu3el mucc JKakcon. B nosectu [lymknHa peniuky Ha aHDINH-
CKOM SI3BIKE OTCYTCTBYIOT, JIUIIIb SITM30JMUECKH HCIIOIb30BaHa (DPaHITy3CKast pedb

PBerymtenue JIuzst 10 cios «Bot geHb ymrem» u pparmenT nocie gysTa («COCEAKH BCE TBEP/UIT. .. »)
no6asieHbl no3auee. Vimerores B kinaBupe 1 aubperto 1957 roaa.
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(B perutnkax Anexces u JIu3sl). BBeneHne aHTITHIICKOTO s3bIKa B TAPTHH OTHEIb-
HBIX NIEPCOHAKEW HE TOIBKO MApKUPYET X CBSI3b C AaHIIMHCKON KyIbTypOH, HO U
UCIIOJIB3YEeTCs KaK XyJI0KeCTBEHHBIH npuéM. Tak, B IEpBOH CLieHE, OTKPBIBAIOLIEH-
cst ;yatoM JInsel n mucc YKakcoH (Ha pycckoM s3bIke) mosiBisieTcst Hacts, kotopas
JIeTUTCS CBOMMHM BredamieHUssMu 00 Auekcee bepecrose. B BoomymieBineHHbINH
nauanor Hactu n JIussl Ha «3anpeTHYI0» TeMy BILIETEHBI PEIUIMKN MHCC JKaKkcoH:
“Betsy, your father shall hear of this!”, “Shocking!”, “The shameless hussy!”, co-
MIPOBOXK/IAEMbIE PEMapKaMH «CEPIUTO», KBO3MYIIIEHHOY», «IIOTEPSIB TEPIICHUE).
Pycckuit 1 aHIIMHCKUI SI3BIK 31€Ch 3BYYaT B OJIHOBPEMEHHOCTH, €CTECTBEHHO, B
AHIVIOSI3BIYHOM JIMOPETTO AaHHBIH MPUEM CTAHOBUTCS HEAKTYaJIbHBIM.

B kagectBe mposora k omnepe JlykenbCKui Hamucan Xop, Ha (JOHE KOTOopo-
ro «JIuza, Ha GaskoHe oMa MypoOMCKHX, pa3orpaeT pyKOAEIHNs JIBOPOBBIX JIEBY-
mex». TekcT Xopa AeByIIeK B3SAT U3 cBaaeOHOM HapomHON UTPHl «O TOHCKOM Ka-
3ake». MI3BeCTHO, 4TO TEKCT UIPHI IIEYaTasICs BMECTE C TyOOUHBIM H300paKeHUEM
UTPAIOIIEro Ha CKPUIIKE Ka3aka, OKPYKEHHOT'O Ie€PEBEHCKUMHU JieBylIKkaMu. B ap-
xuBax JlyKelbCKOT0 HCTOYHHK TEKCTa JUT IPoJIora Toka He oOHapyskeH. I1pu co3-
JIAaHUH aHIIOS3BIYHOTO JIMOPETTO TEKCT MpoJiora ObIT MepeBecH Ha aHITMHCKHUN
s3bIK (Tab. 2).

Tabnuma 2.
3anesana:
Aii nma stecy, na TeMHoMy IenikoBa TpaBa. | O’er the forest, the somber forest, over
Xop: silken grass.

O#i-1111, OM-JIH, JIIOIIEHBKH, 111EJIKOBA TpaBa.
3anesana:

Xonui Tymsis TOHCKOHM Ka3ak, Ha CKpHII-
Ke urpai,

HWrpain, urpan, BBIUTPBIBaJ, HEBECT BBIOH-
pan.

Xop:

Ofli-J11, O-Ji, JIFOIIEHbKH, HEBECT BBIOU-
pan.

3anesana:

Berixajunna TyT 1eBUIa TOHKA, BBICOKA,

C xopowm:

TanemmHbKa, 6enemHpKa coooit xopormal

Oii-111, 0¥i-1TH, JIFOIIEHBKH, COOOH XOpoIa.
3anesana:

Xopouas, Ipuroxas, MoWIu 3aMyx 3a
MeHst!

C xopom:

He noigemmb, cnokaubes, CIIOMSHUIIb
U MEHSI.

Aye da, aye da, tra la la, o’er the silken
grass.

Walked a handsome Don Cassack and
played on his fiddle for us;

And while he played a merry tune, he
looked about for a bride...

Aye da, tra la la, he looked about for a
bride.

A fair maid sauntered out, beautiful,
straight, and slender, and tall

Her skin as white as snow, she made all
men surrender.

Aye da, aye da, tra la la, she made all men
surrender.

Oh, my darlingest darling, I love you and I
hope you’ll marry me!

Don’t fail him, you’ll be sorry, you’ll be

sad — they don’t grow on a tree...
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Oii-nu, OM-JIH, JTIONIEHbKH, CIIOMEHMIIE
U MCHSI.

3anesana:

[ToiiTu 6bUTO, COCEAYIIEK CIPOCUTH PO
TeOst:

C xopom:

CocenymkH, ToayOyIIKH, KaKoB OH ye-
J10BeK?

Xop:

OH 100peHbKUH, Tpe10OPEHBKHIA, TOIH

Aye da, aye da, tra la la, they don’t grow
on a tree...

I must go ask my neighbors, what manner
of man are you?

Oh, trusted friends, oh, girlhood chums,
shall I take him for my own?

He is very kind, make up your mind, take

3a Hero! him for your own'*

[Ipu comocTaBIeHHH TEKCTA MPOJIOTa B IBYX JUOPETTO BO3HUKACT BOIIPOC O
HEOOXOIMMOCTH TAaKOTO TiepeBoaa — (OHETHKA MPUIIEBOK W CTHIIN3AIINS HApOI-
HOW peYd MPH 3TOM YTPAuUBAOTCS. MOXKHO TIPEAIIONIOKHTE, YTO, C OHOM CTOPO-
HBI, TICPEBOJT TPEOOBAJICS, TIOCKOJIbKY OTlepa CTAaBHJIACH CHJIAMH HE OIBITHBIX CB-
1IOB, a (MTPEUMYIIECTBEHHO) CTYICHTOB, Il KOTOPBIX ITEHUE HA PYyCCKOM SI3BIKE
MOTJIO OKa3aThCsl pobieMoii. C Ipyroi CTOPOHBI, TEKCT X0pa M30paH KOMITO3U-
TOPOM Kak ayieropus Jro0Bu JIu3sl U AJleKcesi, U CMBICI CJIOB TEKCTa TakK K€ Ba-
JKeH, Kak ux GoHernka. Kpome Toro, kak mumet Jlrocnis ecOmamt, HeCMOTps Ha
TO, YTO BBICKA3bIBAHUS B 3aIIUTy UCIIOJIHEHHS OIEp Ha SI3bIKE OPUTHHAIIA 3By4Ya-
I Ha npoTshkeHuu Bcero XX Beka [3, 178], «Bmioth 10 1970-X, 3a UCKITIOUEHHU-
€M MEXIYHApOIHBIX OMEPHBIX TOMOB, OOJBIIMHCTBO OTIEP MCIIOMHIUCH B TIepe-
BOJIaX, 0COOCHHO B IMPOBHUHIMAIBLHBIX Tearpax» [ibid, /81].

BMECTO 3AKJTIOUEHUSA

CpaBHUTENBHBIN aHAIHM3 BEPCUN JTUOPETTO ornepsl JlyKembCcKkoro — Tema, He
YKJTaIBIBAIOIIASICS B pAMKH OJHOH cTaThi. CIOBOCOUYCTAHHUE «/[BA THOPETTO» B 3a-
IJIaBHH JAHHOW CTaThU YKa3bIBACT Ha JIBE S3BIKOBBIC BepcuM TuOperTo. UHTpUra,
OJTHAKO, COCTOHUT B TOM, YTO B JEHCTBUTEIHLHOCTH COXPAHUIOCH HECKOJIBKO peJlak-
U OTIephl, Kak Ha PyCCKOM, TaK M Ha aHTITUIICKOM s3bIKe. J100aBIss TC WIH MHEIC
CLIEHBI U HOMEPa, JyKelbCKHil KOPPEKTUPOBAT U CLIEHUYECKYIO KOHIEIIIUIO OTIe-
pol. Tak, moutn Bce JOOaBIEHHbBIE IPH PEAAKIIMN OTIEPHI PETUINKH M (PHHATHHBIHA
XOp 00paIaroTcs K 3pUTEITIO, 10 aHAJIOTHH C aBTOPCKUMHE PeMapKaMH K YATATEITIO
B nioBecTH [IyliKrHa, KOTOPBIC B CBOKO OYEPEIb HATOMUHAIOT 00 aHTUYHOM TeaTpe
1 POMAHTH3UPOBAHHOM JIHANIOTe ¢ AHTHYHOCTHIO B KynbType Poccun XVIII Beka.
HewnsMeHHBIM BO BCeX peIaKIUAX HOTHOTO U JINTEPATyPHOTO TEKCTOB OCTABAIOCHh
MOCBSIIIICHHE OTephl namstu Jlsrunesa. Takum 00pa3oM, MOKHO TOBOPUTH O JIBYX
OCHOBHBIX BEPCHSX JTHOPETTO omepsl «baphIIHI-KpeCThsIHKa» W BapuaHTax Ka-
KJIOH U3 ATUX Bepcuit. MHO)KECTBEHHOCTh BapHAHTOB JIETaeT CyAb0y 3TOU OMephl
HCOOBIYHON M HAXOJSAIICHCS B MPSMON 3aBUCHMOCTH OT BO3MOXKHOCTH ITOCTAHOB-

4Teker npuBouTes 10 KiaBupy 1957 roza.

43



kxu. K coxanenuio, B aBTOPCKON peIakIliK Ha PYCCKOM SI3bIKE IPOM3BEICHHE TaK
1 He OBIJIO BOIUIOIIEHO Ha clieHe. BO3MOXHO, JaHHAS CTAThsl CTAHET HAYAJIOM H3-
MEHEHHI B CLIECHUYECKOH Cy/ib0e onepbl « bapblIHA-KPECThIHKAY.
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I'.B. I'puropseBa
Galina V. GRIGORIEVA

OnEPBI 3. AEHHUCOBA:
K IMPOBJIEME «KKOMITO3UTOPCKOT'O JIMBPETTO»

THE OPERAS BY EDISON DENISOV:
CONCERNING THE ISSUE OF ‘THE COMPOSER’S LIBRETTO

AHHoTanms. B cratee paccmoTpens! Tpu onepsl 3. Jlenucosa — «lBaH-connary,
«Ilena nueit» u «Yerslpe nesyukny. HoBu3Ha moaxona cOCTOUT B pacCMOTPEHUH
OIlep B PaKypce «KOMIIO3UTOPCKOT0» JIMOPETTO» U B CBS3M ¢ (PEHOMEHOM COBPEMEH-
HOH «IMTEpaTypHOH onepb». B TakoM pakypce 1aHHbIE IPOU3BEACHUS HE aHAIU3H-
poBaimck. PaccmarpuBaetcst pabora D. JleHncoBa ¢ MepBOMCTOYHUKAMH, KaK pycC-
CKMMH (CKa3KH U3 coOpannst Adanackesa), Tak U (paniry3ckumu (poman b. Buana,
nbeca [1.IIukacco) — BBeieHne UM COOCTBEHHBIX CTHXOB, CTUXOB COBPEMEHHBIX M03-
TOB, TCKCTOB KaTOJIMYECKOM JIMTYpPruu. Otmeuaercst YHUKAJIBHOCTD «aBTOPCKUX» JIN-
operto D. /] eHncoBa, CO3aHHBIX Ha S3bIKE OPUTHHATA — (PpPaHITy3CKOM.  ABTOPCKHE
THOPETTO» AaHATN3UPYIOTCS B CBSI3H C PA3HBIMHU )KaHPAMU: B TPEX Ha3BAHHBIX IPOM3-
BEJICHUSIX MPECTaBICHBI Onepa-Ty0oK, Tupuyeckas apama u onepa-urpa. Koncra-
TUPYETCS] aKTHBHAsS ITO3MIMSI KOMIIO3UTOPA B W3MEHEHUH KOHILICTIIMH [1EPBOUCTOY-
nuka («IleHa mHE»), a TaKKe B PACIIMPEHHHU €TO «JIUTEPaTypPHOTO MPOCTPAHCTBAY.
Co3nanne «KOMITIO3UTOPCKUX JTHOPETTO» paccMaTpUBaeTCs Ha OCHOBE aBTOOMOTpa-
¢uueckux marepuanos — kHUrH «HeusBecTHbIl J[eHHCOB» Ha OCHOBE 3alTMCHBIX
KHIKeK komrozutopa (M., 1997) u kuuru J1. llyneruna «IIpusnanne Dnncona [le-
HucoBay (M., 1998).

KiroueBbie ciioBa: Dnucon [lenncos, bopuc Buan, [1abno [Tukacco, coBpemen-
Has oIepa, «KOMIIO3UTOPCKOE JTMOPETTO», «aBTOPCKOE JIMOPETTO», «INTEepaTypHast
orepay, «JIMTepaTypHOE IPOCTPAHCTBOY.

Abstract. The article examines three operas by Edison Denisov — Ivan the Soldier,
L’ecume des jours and Four Girls. The novelty of the research is the consideration
of the operas from the perspective of the composer’s libretto. From this perspective
these works have not been not analyzed before. The relevance of the problem lies
in its links with the phenomenon of modern literary opera. The article considers
the work of Denisov with primary sources, both Russian (tales from the collection
of Afanasyev) and French (a novel by Boris Vian, a play by Pablo Picasso) — the
implementation of his own poems, poems by modern poets, as well as texts of the
Catholic Liturgy. The uniqueness of ‘the composer’s libretto” by Denisov, created
in the original language — French, is noted. ‘The composer’s libretto’ is analyzed in
connection with different genres: in the three mentioned works there are: the opera-
lubok [rustic opera], the lyrical drama and the opera-play. The active position of
the composer is stated in changing the concept of the primary source (L’ecume des
Jjours), as well as in expanding its ‘literary space.’ The creation of ‘the composer’s
libretto’ is regarded on the basis of autobiographical materials — the book ‘Neizvestny
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Denisov’ [‘The Unknown Denisov’] based on the composer’s diaries (Moscow, 1997)

and Dmitri Shulgin’s book ‘The Recognition of Edison Denisov’ (Moscow, 1998)..
Keywords: Edison Denisov, Boris Vian, Pablo Picasso, modern Opera, ‘the

composer’s libretto’, ‘the author’s libretto’, ‘literary opera’, ‘literary space’.

pu omepsl J. JleHncoBa SPKO TEMOHCTPHUPYIOT 0COOEHHOCTH (peHOMEHa

«KOMIIO3UTOPCKOTO JIMOPETTO», XapaKTepHOTo JUIsl MHOTHX orep XX cro-

nerus'. Jloctatouno BcnoMHHTE «Bortreka» u «JIymy» A. Bepra, «Yepro-
ron» H. CuznenpHNKOBA, «3amucku cymacuieamero» u bensie Houn» 0. Byrko. B
Ka)KJJOH M3 HUX [10-CBOEMY IPEIOMIISIETCS aKTyaslbHasi TeHACHIMS TaK Ha3blBae-
MO¥ JIUTePaTypHO OTEphI>.

«ITena mueit» u «Yetsipe neBymkm» J. JIeHHCOBa YHUKAIBHBI — HX JTHOPETTO
HaIMcaHbl Ha SI3bIKE JINTEPaTyPHOIO0 OPUTHHAIA, TIOJOOHBII OIBIT HE MMEET aHaJIo-
TOB B HCTOPHHU OTEPBL. DTH «(PPAHILYy3CKHE» ONEePhI ObLTH CO31aHbl B 80-¢ TO/IbI, B
3penblii IepruoA TBOPUIECTBA KOMIIO3UTOPA; OJHAKO OIBIT CO3/IaHMs «aBTOPCKOTO)
JOPETTO CIIOXKMIICS TOPa3lo paHbllle, elle B cTyieHYeckue rojsl. Y ecian o mosn-
HUX onepax, 00 ux J'II/I6peTTO TaK WINW UHAYC UICT pE€Yb B pas3/IMYHbIX MaT€puaiax
[6, 93-96; 7, 193-203; 8, 203-206] TO 0 TEPBOI «pyccKoi» onepe «lIBaH-coi-
JlaT» 70 HeJJaBHEro BPeMEHH COBCEM HHUYero He Obu1o n3BecTHO. B 1956 rony ee
nepBasi KapTHHA Urpajach Ha BBITYCKHOM 3K3aMeHe B MOCKOBCKOI KOHCEpBaToO-
puH, OCTaNbHBIC YeThIpe ObUTH 3aKOHYEHHI B acnupaHType (1959). U3 tpex ak-
TOB aBTOPOM OBIII OPKECTPOBAH TOJILKO MEPBBIH, JBa IPYTHX OCTAINCH B KIIaBUPE.
1O. KacnapoB caenan moiHyto OpKeCTPOBYIO BEPCHIO OTEPHI, U B €r0 PeAaKIUI
«WBan-commary 011 moctasied B 2016 roxy Ha poxuae 2.B., B Tomcke [1, 52-58].

JIuGpeTTo HaYMHAIOMMI KOMIIO3UTOP HAIKCAJ CaM, CMEJIO B3SBLINCH 3a CIO-
KET M3 CKa3oK coOpanust AdaHackeBa — Kak U3BECTHO, OTTY/IA JKE 3aMMCTBOBAII
ciokeT «Mcropun comnaray u . CtpaBuHCKHUi, TormamHnii kymup lenncosa u
JPYTHX KOMITIO3UTOPOB €ro IMOKOJIeHUs. My3bIKa OIepsl elie JOCTaTOuHO Mojpa-
JKaTeNbHa, OHA — «IUIOTh OT IUIOTHY» MY3bIKH KIACCHUECKUX PYCCKUX Omep, KOTo-
pbie JIeHNCOB THIATEIBHO MITYINPOBAI B T€ TOJBI.

«ABTOPCKOE» JIMOPETTO JABAJIOCH MOJIOZOMY KOMITO3UTOPY HE 03 TPYAHOCTEH.
Ckaska AdaHacheBa 3aHUMaeT BCEro JIBE CTPAHMIIBI, — BCIIOMUHAN OH. «<...> [T
KapTUH OIIEPbl Ha 3TOM HE BBICTPOMIIIB, <...> TaM OTPOMHBIN MOHTaXX MaTEePHAJIOB,
<...> J1a ellle MHOTUE TEKCTHI 5 JOCOUMHMI cam» [6, 52]. B TekcTax SBHO 4yBCTBYETCS
Bistaue «IIpudayTox» CrpaBHHCKOTO, YacTyiiek. Bot oOpaselr JeHHCOBCKUX CTHXOB:

! TTo OTHOIIEHHIO K TMOPETTO, CO3AHHOIO CAMMMH KOMITO3UTOPAMHU HA OCHOBE JIHTEPATyPHBIX COYMHEHHIA,
0c00yI0 aKTyaJTbHOCTh IPHOOPETAIOT BOTIPOCHI, 33/IaHHbIE B IPEMCIOBIN COOPHHKA CTATeH, MOCBSAIIEHHO-
TO TIPoOIEMaM U31aHNUs CIIOBECHBIX TEKCTOB OIIEPHOIO COUMHEHHS: MOKHO JIM CUUTATh JTHOPETTO 0COOBIM
JKaHPOM; HACKOJIBKO ATOT YKaHp YUCTO JiuTeparypHbiid [8, VII]. Tlo oTHOMEeHHTO K TMOpeTTO ornep J{eHuco-
BA OTBET HA 9TH BONPOCKI COBMNA/IAET C TEM, KOTOPBII 1a)l HEMEIIKUE YUEHBIE, OLIEHHUBAsH IPAMATHUECKYIO
OCHOBY MY3bIKaJTbHO-TEATPATBHOTO IPON3BE/ICHNS B IIETIOM, — /14, 9TO OCOOBII THIT TEKCTA, CYIIECTBYFOIIMI
B YCJIOBHSIX «r1porieBanus» [9, VIII], mpuyeM aBTOPCTBO KOMIIO3UTOPA eliie Oonee yCHIIMBAET TEKCTO-MY-
3BIKATTEHYIO CBSA3b.

2 Ananu3 Teopun aureparypHoii onepst y K. Jlanbxaysa cm. crarsto I. 3aaHenposekoii [2].
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Wsan:

Bcewm xoportio ObITh BO conarax,
TosbKO BOT OXOTHHKOB MaJlOBaTo:
JIpIMOM Tpeemcs, IUIIOM Opeemcsl,
Harmen mens — BOT u IOCTEb,

VYBuEI 3200p — BOT U COJIATCKUI JIBOD.
JlatoT Tpu rpuBHBI B I€Hb —

Kyna xormb, Tyna v 1eHb.

CrOMOMHHMPOBAHHBII N3 pa3HBIX CKA30K CIOJKET BOIUIOIICH B IISITH KapTHHAX,
YepeAyIOIX KOHTPACTHBIE CLIEHBI — B IIAPCKUX I1ajlaTtax, B kabake, Ha IPUCTaHH,
B CIIaJIbHE [TAPEBHBI M BHOBD B [TAPCKUX ITAJIaTaX, IJe CYACTINBO 3aBEPIIAIOTCS 3710~
KJroueHus Opasoro MBaHa-coniara Ha IMyTH K HEBecTe — Iapckoit nouepu. Komro-
3UTOP CTPOMUT OIEPHBIN CIOXKET, YMEJIO Uepeysl apuo30 U MAaCCOBBIE CLIEHBI, TUISICKH
1 XOPbI — IIyTOYHbIE, BeNYAIbHBIE, CBaieOHbIe. [leficTByeT U crcTeMa JISHTMOTH-
BOB, 00beANHSIONAs CKBO3HOE AelicTBre. CTHIINCTHKA TEKCTa BBIIEPKaHa B Ma-
HEepe PYCCKOM CKa30uHON TPaJUIMHU, & My3bIKa OPTaHUYHO BIIMCHIBAETCS B PYCIIO
TaK Ha3bIBa€MOH «HOBOH (hOIBKIOPHON BOTHED 50-X TOOB. «ITO Omepa-ryooK»,
— 1o onpeaenenuto FO.Xononosa u B.Llenootii 5, /8]. [ToctpoeHHOE BO MHOTOM
I10 3aKOHAM PYCCKOHN KJIaCCUYeCKOH orepsl, TnoperTo «lBaHa-congara» B MOTHOM
Mepe MOJKHO CUUTATh KOMNO3ZUMOPCKUM, NOO BECh X0 COOBITHH, TEKCTBI COTBHBIX
U XOPOBBIX HOMEPOB COYMHEHBI U CKOMIOHOBAHBI CAMUM aBTOPOM.

Onepy «Ilena nueit» Jlenncos 3akonumi B 1981 rony. [TyTh k Helt ObLT O4eHB
noiruM — ¢ pomanoM boprca Buana oH mo3Hakommics eme B KoHIe 60-X rooB,
YHUTAJ €r0 B OPUTMHAJIE, ¥ TOINA e Y HEr0 BO3HUK 3aMbICEN HEMPEMEHHO HAIU-
catb onepy. Ero moTpsicia 1 3axBaTuia MHOTOIpaHHas IMUHOCTh MUCATENIs — aBTO-
pa ¥ UCTIOHUTENS MAHCOH, IPKAa30BOT0 TpyOada, mosta. Cama naes poMaHa C ero
«IIPOH3HTENBHOI», TT0 ci1oBaM Pamona Keno, Temoii 1100BM 1 cMepTH, «IICHXOJIO-
THYCCKUM CIOppCaIi3MOMY OKa3aiach eMy OucHb Onn3koii [6, 271] . Pabota Hax
OTIepOil MPOIOIKATIACh AONTHX 14 JIeT, HCTOPHIO ee CO3MaHMsI KOMIIO3UTOP IOJ-
po6Ho ommckiBaeT B «becemax» ¢ 1. LynbruHbM, B «3aUCHBIX KHIDKKAX» [6; 4].

CTpOKH, KOTOPBIE MOCBSIIECHBI JINOPETTO, PACKPBIBAIOT CYTh KOMIIO3UTOPCKOM
paboTeI Haj CIOKETOM. B HEM MPpHUYIIHBO CIIETaeTCs peanbHoe U (haHTacTHde-
CKoe, abCyp/IHOE U JIETCKH HauBHOE, OBITOBOE M BO3BBIIICHHOE — Ta «IIEHA )KU3HNY,
KOTOpast 6e3)KajI0CTHO MOMIOIIAET MOJIOABIX repoeB. CloppeanncTuueckas Ipupo-
JIa TIEPBOMCTOYHMKA C €r0 BHE3AIMHBIMH ITEPEKITIOYECHISIMH ITAHOB, KOHTPACTAMHU 1
HETIPEe/ICKa3yeMOCTBIO CIOKETHBIX KOJTM3UH, Ka3aJI0Ch ObI, TPOTHBOPEUHUT IPHUPOIIE
OTIEPHOM ApaMaTypruu: MpU YTEHHH POMaHa CKJIa/(bIBACTCSl BIEYATICHUE O HEBO3-
MOYKHOCTH pPeIIeHHS OI00HOM 3ama4n. B camom siene: kak MOJKHO Ha OTIEpHOH ciie-
He MPEJICTaBUTh MIEPHUIIETHH JII0O0BHOH JTMHUK TepoeB — Konena n Xiou, AJnce! 1
[ITuxa, B peaJbHbIN U YUCTHIH MUP KOTOPBIX BMEIINBAIOTCS TO OE3YIIHBINA MUP Ma-
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IIWH U KapUKATYPHBIX HOJ’[I/IHGfICKPIX, TO 06p33 TUJIBOTUHBI, TO OAYHICBJICHHBIC I10-
mycka3odnble purypsl Memmm u Kota, mo-cBoemMy pa3permaromux B (fHHajIe OCHOB-
HYIO KOJUTH3UIO crokeTa? M TyT jke — CMepTh [IaBHOM FePOMHU OT (haHTaCTUUCCKOM
KYyBILIMHKH, pa3pacTrarouieiics B ee jgerkux. [1o cioBaM KoMo3uTopa, OH MHOTOE CO-
KpaTuil B CIOJKETE, OCTaBUB ITIABHYIO JIMHUIO — <...> KOH(IUKT MEUTHI — KPaCHUBOH,
MOYTH JIETCKOM CKa3KM M CTPAILHON HAallel MOBCEIHEBHOCTUY M OINPEEIINII JKaHP
OTIEPHI KaK «JIMPUUECKYIO Apamy» [4, 24-25]. OTciona — CyIecTBEeHHbIE U3MEHEHHS
B TEKCTE MEPBOMCTOUHUKA, IPUHIINII, KOTOPBIM NOSCHSIET caM KOMITO3UTOP: 3TO MOJI-
Hasl aBTOPCKasi CB0OO/1a, TIOMYNHEHUE TEKCTAa MY3bIKAILHOMY 3aMBICITY, IIPOCIIHPO-
BaHHE TEKCTa Ha ce0s», 0COOEHHO B TEX CIIydYasix, KOTJIa «HE yCTpanBaeT KOHIICTIIHD)
[TaMm xe]. OH mocTyman Tak ke, padoTasi ¢ MOAITUIECKIMH TekcTamu [lymkuna, bo-
Ka, TOro sk¢ BuaHa — B BOKaJIbHBIX IMKJIaX, CTPEMSICh C/ICNIATh TEKCT «CBOUM)» [TaM
ke]. Tak ObII0 ¥ ¢ poMaHOM BraHa, B KOHIIEMITHIO KOTOPOTO KOMIIO3UTOP BHEC Kap-
JTUHaIbHOE U3MeHEHHEe. OHO KacaeTcsl peIMrHO3HOM JIMHUU U CBSI3aHO C BBEICHUEM
¢urypsr Xpucra, ¢ TSKCTaMH U3 KaTOJIMYESCKOTO PEKBUEMa U MECChI B CIICHE OTIIC-
BaHUs XJIOM U, KOHEYHO, C TEKCTOM 3aKITIOUNTENLHON TIECHH CIIETIBIX JIEBOUYEK. DTa
MECHS KapIMHAJILHO MEHSET CMBICI IECCUMUCTUYECKON KOHLENMK Buana, B koTo-
poli cMepTh U 3710 OOk IAI0T; y JICHHCOBA KOHEII OIIEPhI 03ByYHBACT AHOHHUMHBIN
TEKCT CTAPUHHON PEIMTHO3HON MECHN 0 XPHUCTE M TOBOPUT O T00pe 1 beccMepTH:

C paccBeTHBIX JHEH HaC MIJIOCTB k1eT [ocmoaas,
U mpI k CrTacuTento uaeM. ..

OH caj 3eMHOI1, Kak pas OTpaKeHbe,

OT Mpaka orpaxkaas,

Cepnaua Jtofckue, TalHy TaliH TBOPEHbS,
beccmepTHbIMU CO311aIL.

[To mpu3HAHNIO KOMITO3UTOPA, OH MCKAJl ATOT TEKCT IIECTh JICT M HAIIEN eTo
B KHHUTE PEIUTHO3HBIX TTECEH.

OTH BCTAaBKU — HE CIUHCTBEHHBIC B JIMOpeTTo. KoMmosurop roBopmi, 4to
TPYIHOCTH C €T0 CO3JJaHHEM BO3HUKAIHU M3-3a «<...> OTCYTCTBHSA KaKOTO-JIHOO
TeaTpaJbHOTO JICIIEHHs MaTepraia Ha OTACIbHBIC aKThl U, TEM OoJiee, OT/IeIIbHbIE
MU3aHCIeHbl. MiHOTIa 1axe 1 TeKcTa CHIIbHO He XBaTajo: y Buana Obutn GonbIry-
1€, OTPOMHBIE BaXKHBIC ITIABBI C CAMBIM Pa3HBIM TEKCTOM, HO TIPH 3TOM BOOOIIIE
He OBIIO HU OIHOTO Anasiora (O4eBHIHO, KOMIIO3UTOP UMEET B BUJLY IVIaBbI OITH-
CaTeNIbHOTO CKJIaJa, IpyTHe TIaBbl, HAIPOTHB, COJICPIKAT Pa3BEPHYTHIC ANAIIOTH).
OTtkyna ux 0buto B3sTh? [IpHILIOCH MOWTH HA OYEHb OOJIBIION JIUTEPATYPHBI
MOHTaX U BBECTH JIOBOJIBHO MHOTO CTHXOTBOPHBIX TEKCTOB U3 IPYTMX COUMHEHUH
Buana, B yacTHOCTH, U3 €ro maHcon» [6, 272]. Te nuaiaoru, KOTOpble CoJlepKaT-
Csl B pOMaHe, aBTOp JTMOPETTO COXPAHMUII, TIIATEIIFHO BOCTIPON3BEAS X CTUIIMCTH-
Ky, IOMOp, Hapo4HuThle OBITOBU3MEIL. [103Ke, ToTOBs onepy K mocraHoBke B [lepmu
(1989), /lenncos cam crenan nepeBo] JMOPETTO Ha PyCcCKUit S3bIK. MarmHommc-
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HBIN 3K3eMITISIP 3TOTO JTHOPETTO OH nmogapui 6ndarmoTexe MOCKOBCKOHM KOHCEpBa-
Topuu. B oTmudne ot mapmkckol moctaHoBKH 1986 roma, B IepMCKoOil He OBLITO
KyTIOp, OHa TOYHO BOCIIPOU3BENA CTPYKTYPY ONEpPbl, KOTOPYO JIEHHCOB BOILUIOTUII
B TPEX aKTax, YeThIPHAIATH KapTUHAX U MSATH MHTEPMeIo. B HUX — 00prcoBka
OKpY KaroIel 00CTaHOBKH, CO3MaHNE KOHKPETHOTO TICHXOJIOTHIECKOTO HACTPOS,
BKJIIOYAs CLIEHBI CTpafaHuil Xiou, ctpaxoB Konena, cmeptu Anucsl B I1aMeHU
moxapa, noxwuparorero kauru XKana Comns ITaptpa.

3. Jlenncon cuntan «[leHy mHEI» CBOMM «OCHOBHBIM COUMHCHUEM;<. ..> BCE
OCTaJIbHOE MHUCAJIOCH JIN0O Mepel HUM, JIN00 BOKPYT Hero)» [4, 90] .

B 1986 romy on Hamucan kamepHyro ornepy «UeTsipe neBymKu» 1o nbece [a-
6710 [Trkacco, «KKOMIO3UTOPCKOE THOPETTOY» KOTOPOH MO-CBOEMY OTPA3UIIO €€ KOH-
nenuuto. Coneprkanue npechl JleHNCOB OMUCHIBAET TaK: «3€Ch HET HUKAKOTO MpH-
BBIYHOTO OTIEPHOTO CIOKETa — TOJIBKO Urpa-MieHUe, TONBKO UTpa-TaHem» [6, 326].
UeThIpe IOHBIX IEBYIIKHA PE3BATCS B Caay, IPUAYMBIBas BCE HOBBIC HTPBI, 0OMe-
HUBAsICh PEIUIMKAaMU, U3Ty4as CBET U BKyIlask pafoCcTH *KU3HU. Oepa OIHOAKTHA,
COAEP)KUT IIECTh KapTHH, COOTBETCTBEHHO ITEPBOMCTOYHHKY, U HAlMCaHa Ha €ro
HEU3MCHCHHBIN, HO 3HAYUTEIFHO COKpAIICHHBIA TeKCT. KoMIo3uTop BBENI B JH-
operro cruxu Pene Illapa 1 AHpr MuIo B XOpOBBIX CIIEHAX; 11€JIb 3TUX BCTaBOK,
— 110 clioBaM J[eHMcoBa, — CMATYUTH HEKOTOPYIO KECTKOBATOCTh TekcTa [Inkacco,
YCHIIUTH €r0 MOATHIHOCTE. U eme: «Y MeHs Takoe Obl10 B PexBueme, e s Toxke
PpacIIMpUII IUTEPATYPHOE MIPOCTPAHCTBOY [6, 325] — K 9TOMY BBIPAKEHHUIO KOMIIO-
3UTOpa MBI €IIIe BEpHEMCSL.

Crnemyer HaIOMHUTD, 4TO «YeThIpe AeBYNIKM» ObUTH HamucaHbl J.J[eHnco-
BBIM 10 Ipeioxkenuto I. PoxnecTBeHckoro, MascTpo npeanokuil eMy HalnucaTb
OJIHO-aKTHYIO OIepy U MPeACTaBUTh €€ B OJHOM KOHIEpTe ¢ omnepoil Mouapra
«Amnomnmon u ['manuaTY, U1 Hee J{eHrCOB NODKEeH OB COUMHNUTE KaICHIINH U pe-
YUTATUBBI, OTCYTCTBYIOLIHE Y MolapTa. DTOMY HCIIOJIHEHHIO HE JaHO OBUIO OCY-
IIECTBUTHCSA, HO «CIIEABD) 3TOH UIEH €CTh B My3bIKe «YeThIpex JAeByIIek» — «<...>
LEeTbId My4oK LUTaT u3 “Anoiiona u ['manunra” — <...> MOH NOKJIOH JOPOrOMY
Juig MeHst Monapty», — roBoput JleHucos [6, 324].

Wrak, Tpu onepsl JleHrncoBa 1eMOHCTPUPYIOT pa3Hble BapUaHThI ATOTO HE0O0-
XOIIUMOTO «CIIOSD» OTIEPHI, €€ CIOYKETHOW OCHOBBI, BOSHUKAIOIIHNE B CTAIIH «IIPE/I-
CIbIIaHusy Oymyieit My3biki. OHO MOXKET OBITh aBTOPCKOW KOMITOHOBKOH pa3HbIX
TEKCTOB, MOJYNHEHHBIX N30pPaHHOMY CIOXKETY — TaK MOCTYIII J[eHHCOB B cBOEH
paHHEH «pycCKoiD» orepe. « ABTOPCKOE» TMOPETTO MOKET CYIICCTBEHHO MEHSTh
TEKCT U KOHIETINIO IEPBOMCTOYHUKA — ITOJOOHBIN MpuMep Mbl BUIUM B «[lene
nHeiy. HakoHerl, «KOMITO3UTOPCKOE JTHOPETTO» MOXKET OBITh MOJYMHEHO TEKCTY
MIEPBOMICTOYHUKA JTO TAKOH CTEIICHH, YTO BO3HUKACT (PEHOMEH JIMTEpaTypHOMH Ole-
psl («Yetsipe neBymkn»). O0 3TOM CTOUT CKa3aTh 4yTh HOxpoOHee.

B ucropun My3sIkn oniepa BcerJa Obl1a TUTEpaTypPHOH, TOCKOJIBKY €€ CIOKET,
KaK TPaBHJIO0, 3aMMCTBOBAJICS JIOO M3 POMaHa, IIOBECTH, paccKasa, T00 U3 IHECHI.
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[IpuBeny B cBs3u ¢ 3TuM cioa JI. Kupummunoit: « TeHIeHnns K CHHTe3y KaHpOB
Pa3HBIX BUIOB MCKYCCTBA IO 3HAKOM HEKOEH 00IIe — B CBOE BpeMsl Ka3aBIICHCs
€IMHCTBEHHO BEpHOM M MEPEeIoBON — CTETUKH HapacTaia K koHIy XIX Beka. Jrta
9CTETHKA MOTJIa MBICTUTHCS KaK POMAaHTHUYECKast FJTH PeaTUCTHYeCKast, HCTOpHYECKast
WA CHMBOIIUCTCKAS, HO BCSAKHUH pa3 UL OMPEICIICHHOTO TMOKOJCHHS WA TPYIIITBI
€IMHOMBIIIUIEHHUKOB OHA PAcIpOoCTpaHsIach Ha BCE UCKYCCTBO B LIEJIOM: MOI3UIO,
Mpo3y, My3bIKY, Tearp, KUBOMUCH U T.J. Ha 3TOM MyTH OBIIH U BEIMKHUE XYIIOXKe-
CTBEHHBIC OTKPBITHS, Ml PUCKOBAHHBIC SKCTICPUMEHTBI, U KPAaifHOCTH, 1 3a0ITyKICHUSL.
Tak, HanpuMep, BOHUKILAS BCIEACTBUE PACIIPOCTPAHEHHSI HA MY3bIKaIbHBIN TeaTp
3aKOHOB Pa3TOBOPHOM JIpaMBbI U SMHUKO-ITOBECTBOBATENBHBIX KAHPOB ‘iumepanmyp-
Has onepa” (KypcuB Moii — [T, sBIsTIOascs Kak OBl JOCTOBEPHOU MY3bIKAIbHOL
sepcuett (Kypceus Mol — [.I7) 110 BOSMOKHOCTH TOYHO MEPEHECEHHOTO B JIMOPETTO JIU-
TepaTypHOTO HIIH APAMaTHIECKOTO TIEPBOMCTOUHIKA) Jjajla HeMaJo 3aMedaTeIbHbIX
TIPOW3BEICHIIA, OTHAKO B IIEJIOM OBITa UpeBaTa OIIaCHOCTHIO YTPaTHI ONIEPOHi €€ CIiel-
ndukn. Mys3bIKa 3/1€Ch MOIJIA ITPEBPATUTHCS (M MHOT/IA MTPEBpAILaiach) B 3ByKOBOE
COIIPOBOYK/ICHUE TEKCTA, B UIUTIOCTPAITUIO “uy»oro” ciioBa. Ho 3auem Toraa ormepa?
U3 cocenanx “HUII” ee 00S3aTENBEHO BEITSCHHUT 3aKOHHBIA “XO3SMH™ — IIpama HJIH
pOMaH, IOCKOJIbKY B ATUX XaH-pax CJIOBO — INIaBHOE, a B OIIEPEe OHO — JIMIIb BCIO-
MOTaTeJIbHOE CPEICTBO BhIpaKeHUs cMbIchay [3, /12]. OgHako B onepax XX cToe-
THS OTIEPHBIH KaHp Bce OONBIIe CBUACTEIHCTBOBAI O BCE BO3PACTAOIIECM 3HAUCHUH
JIUTEPaTypHOIl onepsl. B wupokom cmbicie c108a MHOTHE TIPOU3BEICHUS, UCIIONb-
3YIOIINE B BUJIE TIEPBOMCTOYHNKA HEU3MEHHBIN WM B TOW WJIM MHOW CTETIEHH U3Me-
HEHHBIN JIUTEPATYPHBIM TEKCT, OTHOCATCS K 3TOW pazHOBUAHOCTH — «lleny qHei»,
0e3yCcII0BHO, MO)KHO OTHECTH K HEl. B TecHOM, cneyuguueckom 3HaYEHUN 3TOTO TEP-
MHHA JIUmMepantypHotl onepoti CeyeT CUUTaTh me o0pasybl H#caupa, 20e mexkcm nep-
BOUCMOYHUKA He HAPYULEH, MY3bIKA 8NpsamMYIo ciiedyem 3a Hum (UICKITIOYCHUE COCTaB-
JISTFOT HE3HAUUTENbHBIE KYIIOPBI UM MIOBTOPbI CJIOB M CUHTArM). TakoBbI, K [IPUMEDY,
«Urpoxm» [locrakoBuua mim «ber» CuienbHUKOBA, HATMCAHHBIE Ha TEKCTHI [ orosis
u Bynraxosa mouru 6e3 kymrop. B aTom ke psany — u «Uetsipe neBymikm» JleHrcosa.
OueBUIIHO, YTO HAMOOJIEE SCTECTBCHHOW ITOYBOH ISl CONMKCHUS JIUTEPATYPHOTO H
MY3BIKAJIHOTO JKaHPOB SIBIISIETCSI UMEHHO MeKc nbec, TAe THATIOTH ¥ TapThuH Aei-
CTBYIOIIHX JIUI] «3aIIPOrPAMMHUPOBAHBD) CAMUM JIUTEPATYPHBIM JKAaHPOM.

Criennpuueckoil 0COOEHHOCTBIO «aBTOPCKHUX» JIMOpeTTO JleHncoBa, Kak Mbl
BH/JICNH, SIBISIETCS PACIIUPEHUE «IUMepamypHo2o NpoCmpancmeay BBEJCHHUEM
CTHXOB M WHBIX TEKCTOB, BBI3BAHHOE M3MCHEHUEM KOHIICTIIINHU ITEPBOUCTOYHHKA;
OHU OTJIMYAOTCS TAKXKE PACHIUPEHUEM «MY3bIKATbHO20 NPOCMPAHCIMEAY, €CIIH TIe-
pedpasupoBars 3T0 BeIpakeHue JleHncoBa: o xoay coobITHit B «[leHe aHEeH» OH
HEOJHOKPATHO BBOIWT MY3BIKY [Ifoka DITMHTTOHA KOTOPYIO, KaK SIBCTBYET M3 TCK-
CTa poMaHa, Tak JIoOUT X105, a TAKIKE MY3BIKY B JPKa30BOM CTHJIE, aJIIO3UIO Ha
onepy Barnepa B cuiene urenus sereHapl o Tpucrane u M3onbae, MoliapToBckue
IUTaThl B «YeThIpex EBYIIKAX».
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XoueTcst MOBTOPHUTH B 3aKiroueHne ciosa J.B.Jenncosa: «KoHeuyHO, OCHOB-

CXL)

HOE Moe counHeHue — 370 “[leHa gHeir”» — u 100aBuTH: <...> Ho MHE HYXKHO erie
Hanmcatb «Meikoro 6eca» u maBHoe — «Mactepa u Maprapury» [4, 90]. OqHako
STHM TBOPUYCCKUM IIAaHAM yXKe HE TaHO OBLIO OCYIIECTBUTHCSL.
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