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Onepa B 4 yelicrBusax 

Onepy «Opaeanckaa esa» no Tparenuu ©. Iuanepa I. H. Uatixos- cK Hanucam B 1879 rony, Korga yxe Obl 3aKOHUeH 1 nmocTaBudleH «Esrennit Oxerun>. Ilo crumo nu mo Bcemy crpoio «Opseanckan nepa>» — noanaa mpo- THBONOMOKHOCTH «Oueruuy», ero TulyOOKOMy BHYTPpeHHeMy JUpu3My u «KaMep- HocTH». IIpHHuMascb 3a COUMHeHHe «OpuieaHckow esp», Uaiixosckuii NpHwear K yOeKJeHHI0, YTO «onepHBIi cTHMb omKeH OTAMUATHCA IWHpHHOH, mpocto- TOH M HekKOTOpO MeKopatuBHoctsio», Jina tTaKoro NOHHMaHHA -clowKeT «Op- Aeavckoli Deshi» mpekcraBasn wupoKue BO3MOXKHOCTH, KOTOPble KOMMO3HTOP HCHOuIb3OBad, CO34aB MHOFOKpacouHoe, yBuJeKaTebHOe TeaTpadibHoe «AelicTBOD. Ho He 970 ObINO raaBHEIM yaa aBTOpa, He STO ONpeszemu0 ero oOTHOMeHHe « cloxKeTy. C mepBol cBoeli MbIcau 06 omepe, repowHeH KoTOpol jouxKHa Oblla cratb PKauna m’ApK (Voanna — y UWnauepa u Ualixoscxoro), Komno3u- TOP Obl/I B3BOJHOBaH cyAbOOH cKpOMHOlt KPeCTbAHCKOH MeBYIKM, Qa KOTOpOL POAHHa CTawa Mopoxe xu3HH. VM sro He Oplmo0 cayuaiiHoctTbIO: elile B MeTcTBe, y3HaB o nogBure )KaHHE! g’Apk, oH MocBsaTua eit BOCTOP2KeHHbIe CTHXH; BHO- CIENCTBHU, KaK BCAKHM XYMOMXHMK, KOTOPbIii He MOxKeT ObITb paBHOaylweH kK CTpawauHlo, HECNpaBeAAHBOCTH M 3vly, MIA KOTOPOrO BCAKOe BeJUKOe COObI- THe AeMaeTch COObITHeM cOOcTBeHHOM 2xu3HU, Uaiixosckuli MY4HTeAbHO nepe- *KUBA TpareQulo, CYYMBUIYIOCA HECKOMbKO cTOMeTHI 0 Hero, BOCXHUlaJca aHHO, couyBcTBoBan eli. Yxe Hauas paOoraTb Hay su6petto Oyaymek oncpbl, OH NHCad B mucbMe x M, M. Ualikosckomy: «Uurasa KHHTy O JKaHHe AVApK... uw Qoiiga go mpouecca OTPpeveHHA HM CaMO Ka3HH (OHA yxacHO KpH- Talia Bce BpeMA, Kora ee Bev, H YMONAMa, YTOOH elf oTpyOuaH romoBy, HO He XPM), A CrpaliHo paspeBesca, Mue BAPyr Chelaloch TaK Kako, OOub- HO 3a BCe YeJIOBeYeCTBO, H B3Ala HeBbIPa3iMas Tockal..» 
VimenHo pocxumenue auuHoctbio TepOHHH dpakuysckoro Hapoya u ray- Ookoe COuyBCTBHe K ee cyfbOe HaBenu UaiiKoscKoro na MBICIb O CO3QaHHH onepbl <Opmeanckan feBa>; TOJMKOM xe K OcylecTBeHMIO 3aMbIcNa mocuy- Kuda Tparetua Uluanepa. )Kupa ocenpw 1878 r. B Kamenke B cemeiicrse cpoel cectrppt A, HM. Jlasprnozoii, KOMNO3HTOp HepeunTbiBan B. A. JK yKoscxo- ro H, Haliqa ero nepepog «OpvieancKoli esl», TOpAyO yBJIeKCA mpoussese- HvemM. C oOOnm4HOH gaa UalikoscKoro CTP€MHTCJbHOCTBIO 3akuNMea paodora. Komnosutop peulum cam Hamucath JIMOpeTTO HM Cc Hay4HOH oOpocoBectHocTbIO 3aHAJICA HCCeNOBAHHeM JHTepaTYPHbIX H MCTOPHYeCKHX HCTOMHUKOB: u3yya Tpyost Muuite u Banaona, 4yutTam Apamy Kors BapObe «Kanna JI’Apx», 

Mepeuntpipan Wnanepa, sHakomusca c AMOpeTTO Onepbl dpaHuy3scKoro KoOM- 

1 



nosutopa Mepme «)KanHa J’Apx», npoomaTpuBam onepy Bepau «]>KoBaHHa: 
I/Apxo». CmeaoctTb MBICIM, HCTOPHuecKad MPOHHIaTebHOCTb, a TlaBHOe, 4e- 
wopeyHocTb nomoraH UalikopexomMy nNocrurnyTb xapakTep ?KaHHbI, OcO3HaTb. 
ee NOMBur Wyle, 4YeM 39TO YaBaOCb HEKOTOPbIM YUCHBIM, aBTOPaM BCeBO3- 
MOXKHBIX HCTOPMYecKHX KOHUenWu. Huxorga He cyulecrBoBama faa Ualtkos- 
cKOrO MHCTHYeCKad CTOpOHa OOMHKa TepOHHH; OH YyCMaTPHBan B Hel JHUIb 
OObIMHYIO AIA KPeCTbAHCKOH eBYIWIKH PeHTHO3HOCTb, MpocTOxyliMe Hu WOBep- 
qHBOCTb AylH. OH pellnuTedwbHO ocBOoOoOduA O6pa3s PKaHHbI OT MHCTHKH, KOTO- 
pylo Tak yCepAHO HaBa3biBatM eli Mp 2%usHH u MOcce cMepTu. Komno3urop 
C HeCKPbIBAeMOl HPOHHell TOBOPHA O MOMbITKaX HCTOPHKOB CemaTb U3 KaH- 
Hbl HKOHONMCHYIO TepOHHIO, HeKOerO CyCawbHOTO anHYreda: «Bo3Bpaltlalocb K 
KHHTre Basona... BMecto Toro, uTOOL! MOcTapaTbcCaA OObACHHTb HaM BCce Be- 
JMunve WakTa, TrepowHelO KOTOpOrO ABAAeTCH MeBATHAMMATHMeTHAA MeBylWka, 
eCTeCTBEHHHIM O6pa3oM, T. Bano TUuTca BOKa3saTb, uTO HoanHa B caMOM 
[ele eKeHeBHO pasroBapMBawla c apxaHTetom Muxauaiom u ~ApyrumMu HeOdec- 
HbIMH CHJaMH WH UTO OHA TOBOPHa HM NocTyuadla MO HavTHIO CBATOTO Ayxa. 
Ho tTorgza oTyero Ke 9Ta MOTyecTBeHHad MpOTeKUHA He H3BJIeKMa ee H3 
KOrTeli. HHKBH3HUNH?.. T, Bannon peluTenbHO He JaeT HaM OOBACHEHUA, M0- 
yemy 3a BCe ee BeduKHe Jena apxanren Muxanl u [pyrue HuCHOcAalu elt B 
Harpaly TIOpbMy uM kKocTep» (nucbmMo «x H. ®, @ou-Mexx orf 10 nexa6pa 
1878 r.). 

Tepounsa onepst Ualikopcxkoro — BnomHe «3eMHaA>, MOMHaA KUSH, OOas- 
HUA, BbICOKOOMapeHHad MeByWiKa H3 HapOJa, KaKOM OHa Oblla Ha CaMOM Jlewe. 
CsBoel «OpeaHcKoH JeBol» KOMNO3HTOp BO3ABUr BeJIMKOJICNHbIM MaMATHHK 
(paHlly3cKoli MaTpHoTkKe, COBePWHBWell BeNMKH MOABUT BO HMMs (pOMMHBI: 
HCTOPUA ee KOPOTKOM KU3HH — KUBAH MereHa, BOleLWaA B ucTOpHIo DpaH- 
wun. WM gelicrBHTeIbHO, TPyYHHO NOCTHFHYTb BCe BeHYHe MOABUTa MOMOZeHb- 
Kol MeBYIKH, elle MOApoctKa, B3aBUei Ha ceOa KOMaHZOBaHMe BOLCKaMH, 
3aMeyaTedbHad nodema PKaHHbl nom Opmeanom B 1429 r. 3HaMeHOBasla HOBO- 
port B Cromerueli Boiive. Cnycta Ba roa, 24 mas 1431 r., MeBaTHaqwaTu- 
JeTuaa )Kanwa noruGJla My¥eHHuecKOli CMepTbIO Ha KOCTpe, OOBHHeHHad B 
KOMJOBCTBe H CHOIWeHHAX c HeuMcTOM cumol. Tak pacnpaBiucb WepKOBb H 
upapuTein Mpanunu c HallWOHAaMbHOH TepouHeli crpaHbl. CnycTa BagaTb 
yeTbipe rofa, B 1456 r., oHa GbINa MOCMepTHO ONpaBaHa HM BO3BeHYUeHA, a B 
1920 rony Ta caMaxd WepKOBb, TO Nory6usa W;WHYIO NaTpHOTKY, KaHOHH3HpOBa- 
Jia ee, MpH4YHCIHB K JIMKY CBATBIX, — TPyYHHO MpHAyMaTb uTO-mH00 Oovwee 
OcKOpOuTeIbHOe Za MaMATH GeccMepTHOH salluTHHUb! Dpanunu. 

Ho uctHHHoe Gecemeptue )Kanup J’Apk — He B WepKOBHBIX yKa3ax H 
He B OMMNaIbHbIX YeCTBOBAHHAX ee MaMATH; e€ 2KH3Hb UpOMOMKaerca BOT 
y2xKe HeCKOMbKO BeKOB B MaMATH MOZeli — cHauana mpocrbix moxeii Opannun, 
TlepeaBaBluX HCTOPHIO ee XKH3HH H CMEPTH H3 MOKOJeHHA B MOKOJIeHHEe, a 
3aTeM Hauadlocb ee MoGeqHOe WecTBHe B ucKyccTBe. MHOxecTBO 3aMeuaTeJIb- 
HbIX YMOB B pa3HOe BP@MA H B pa3HbIX KOHMAaAX 3€MAH OTLaIH ell ab CBOero 
BOCXHUeHHA Hu couyBcTBuA. Mb 3HaeM KHurMd oO )Kanne Mapka_ Tsena, 
A. ®pauca, Tparequio ®, UWuanepa, mbecy Bepnapna Woy «Caataa Kanna» 
WH MHOMKECTBO APyrHX JMTepaTypHbIX MpOH3BeeHHH, OTMeCYCHHbIX BeHYHeM 
mpicaH. Baer «)Kanna JY Apk» Hanucam cosercKkuii komno3suTop Huxonait 
Tlefiko. B paay 9THX Tpou3sBefeHHH ONepe BewMKOrO pyccKero KOMMO3HTOpa- 
ryMaHHcTa MpHHagwexvt omHO U3 NMoueTHbIX ect. MmenHo UaiikoscKuil, 
HCKyCCTBO KOTOpOro OOpallleHO K CaMOMY CBeTJIOMyY H JyulleMy B YeJOBeKe, 
cO3fa BOJHYIOWMM My3bIKaJbHbIi noprper PKaHHbl, 3aneuaTien ee oOpas B 
TapMOHHYHON HW BOS3BbILMeHHOM MY3bIKe. 

Kakoe 3HaueHHe cam UalikoBckHH MpHaaBal STOMy cBOeMy IIpowsBeme- 
HHIO BHZHO H3 Toro, 4TO oceHbIO 1893 roa, cnycta 14 mer Nocme OKOHYaHHA 

omepbl H 3a ZeHb 2O Havawa CMepTeJIbHOH OOMe3HH, OH MHOTO TOBOPHJ C Opa- 
rom Mogectom Mabuuem o cBoeM HaMepeHuH NepezenaTh unas. ON xoTed 
pwaTbh MOCWeRHMM CWeHaM ONepbl YepTh! OOMbWOH FrepOH4HOCTH; WIA 9TOTO 
eMy IIPeAcTaBAAOch WenecooOpasHbIM CielaTb @unan no Wiuanepy (B Tpa- 
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requn Iuanepa Moanna moru6aerT B cpamwenun). «C stoi membio — mHuert 
M. VW. Uaiikopcxuli — OH kKyNHA TomHOe coOpaHue counnennit B. A. )KyKos- 
cKOrO, HO Wave He ycrem nepeuectb Tparesuto». 

* ¥* * 

Onepa «Opmeancxas jeBa> cocTovT u3 4YeTbIpex jelicrBuli u wWecru Kap- 
THH. Tlocue Oombuiok mpenBapuTembHo paOotH II. UalixoscKuli pemua B3ATb 
3a ocHOBy Oyayuleli oneppl tpareguio ©. UIuanepa, JIu6perro Kommo3uTop 
Hanmucasl CaM, He MpuOerad kK ycyraM cueHapucToB. «SH He 3HalO HM: OHOrFO 
yeIOBeKa, KOTOPOMY @ Obl OXOTHO 3aKa3al JMOpeTTO, — npH3HaBasica OH. — 
Hav6ouee TalaHTauBble CTHXOTBOPUL THyWaloTcA MOOGHOM paboToli, a ecaH 
uM OepyT ee Ha ceOs, TO 3a OFpOMHOe BO3Harpaxkenne, KOTOPOe MameKo He 
COOTBETCTBYeT MOCTOHHCTBY BellM, MOTOMY 4TO HeMocTaTOUHO ObITb CTHXO- 
TBOPH@M; HYKHO 3HaTb CIleHY, a 9TH TOCMOMa TeaTpOM HMKOrga He 3aHuMa- 
Jucb... BooOule cocraBlenue AHOpeTTO CaMHM aBTOPOM MY3bIKH HMeeT HM CBOH 
XOpOUIMe CTOPOHbI, HOO OH COBepeHHO cBOOOMeH pachOdaraTb CIUeHbI, Kak 
eMy yrofHO, OpaTb Te pa3Mepbl CTHXa, KOTOPbIe NOTpeOHEI eMy B TOM HJM 
pyroM cayuae...» 

Cocrapus oGmui man culeHapus, Ualikosckuli padoranm OHOBpeMeHHO 
Hall MY3BIKOH HM TeKcTOM. He cayualino KOMMO3HTOp OCTaHOBHJIcA Ha Tpare- 
quu IUuntepa, pel6paB ee u3 4NCMa Apyrux u3BeCTHBIX emMy npon3BezeHnit, 
HecMoTpa Ha TO uTo Iluamep nowayamy cmyllam ero cBouM mpeHeOpexennem . 
K ucTOpHyeckoH mpaBge. Ualtkopckoro noxopuia Apyrad mpaBla, mpapna 
ApaMatuueckas, «rmyOuHa mwcenxomornueckolt npaByabl O6pa3sa Moanuniy, Kak 
OH TIpH3HaBaJicd B OMHOM M3 MmMCeM. 

Bor kpatkoe u30x%xeHHe cleHapun «OpmeancKas JeBa». 

JleiicrBue nepsoe. 

Flepesua Jlompemu. Ileppaa cuena — necna (xop): weBywiex, yxKpaltato- 
WX BeHKAaMH WH THPAAHZaMu saBeTHbIh nyO. Ilospasiotca Tu6o (ore VMoan- 
Hbl) H loHOIWa mo uMeHU Paiimonna. C numu Moanna. Cuena Palimonna, Tu6o 
4 Moannpr (oreu yropapuBaet VMoanny orgatb pyxy Palimougzy, Woauna ort- 
Ka3bIBaeTCH; PasrHeBaHHbl Tu6o ocbimaeT foub ympekamu). BHe3sanHo caE- 
WaTcA 3ByKH HaOaTa, Ha TOPH30HTe pa3ropaetca 3apeno. Ciena 3anouHserca 
HapOOM — 9TO 6exKeHIIbI U3 COCEAHHX JepeBeHb, pasopeHHble BOMHOH, OcTaB- 
uvecd 6e3 KpoBa. OnH paccka3bIBaloT 06 ocaze Opmeana. Yxac u_ pacte- 
PHHHOCTb OXBaTHH OfHOcebYaH VoaHHbl; HO OHA OJIHa BOOmylleBeHHs 
HW MpeAcka3biBaeT rpafyilyio mobexqy pogxuEIx BolicK u ru6eJb BparkecKoro 
BoeHauadbHuka CaviucOiopu. Efi ne BepaT; oTelm momospepaeT. ee B col0se 
¢ AbxBosom. Ho sor mpopouecrso Moannbl noarBepxmaerca: BOHH H3 OcaK- 
HeuHoro 104 Opseanom solicka cayyaiiHo oKkasbiBaetcx B Jlompemu. Ou pac- 
cKasbipaeT 0 ruOemm CanucOiopu. Hapogx Haumuaer Beputb Moaune (3fecb 6oab- 
MOH aHcaMOJb — MoJuTBa). Ona, OcTaBIIMCh OfHa, cOOupaercs c Cuslamu: MOpa 
AEHCTBOBATb, NOPa MOKMHYTb POAHYIO MepeBHIO HM MpHCOCAHHUTHCA K BOlicKy. 
M xora ona novHa pelMMOcTH BHINOJHUT MaTpMoTMYecKHit Lor, Ha KpaTKHit 
MU ee OfONeBaeT TOCKa: OHA YYBCTBYeT, HTO HaBcerfa paccTaeTca c MecTaMH, 
re Upolu ee Merckwe MH 1OHOWeCKue FOfbl. ITH YyBCTBa OTPaxKeHbI B 3HaMe- 
HUTOH apuu «I IpocruTe BbI, XOJMbI, NOJIA pogHble». Ileppoe peiicrBue 3aBep- 
WaeTCH BAOXHOBCHHOM cueHo mpopouects Moauust. 

JlelictBve Bropoe. 

B xopomesckom 3amMKe Lunon. Kopomb Kapa VII, ero sosmo6nennan 
(Arneca Copenh), rpac ionya Opneancxuii, Kopomb B cmatenuu. On muita- 
€TCA PasBeAT OMONeBaioulNe ero 3a60TbI HM TOCKY: 3BYYHT ecHA MeHecTpenA 
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‘(«Mayt 3a gHamu gun»). Y Uaiikopckoro ara mecua mopyyena xopy. B pe- 
makwuu Teatpa uM. Kuposa mecuio ucnomHser comuct. Mobic mpucytcTByt0- 
WIHX HeH3MeHHO OOpaulaioTca K OeACTBHAM MU CTpawaHHuamM poguHH. Tpycan- 
BOrO H HepelwHTeMbHOrO KOpONA MbITaeTcA BOOZyWeBUTS JttoHya. Bropas mo- 
NOBHHA WeHCTBHA JHHAaMH4Ha; CTPeMHTebHO pa3BHuBaloTcA coObITHa. PaHeHbili 
Pbillapb MpHHOCHT BecTb O NpOHrpaHHOM cpaxKeHun HW rHuOedu Bolicka. OH yMu- 
paeT, e1Ba OKOHYMB paccKas. 

Kopoab npegnouutaer GercTBo cpaxKeHuIo u 3alllHTe poduHbl. Bosmymlex- 
Hbiii Zonya xouer nmoKuHyTb ero; ArHeca HexkHO ero oOOonpaeT (apuo3o Ar- 
HecbI). Ho BoT MpHBeTCTBeHHbIe KpHKH H @aHtapbl BosBellaioT MpHxog 
Voanubl; apxXvemHcKON paccKa3bIBaeT O HeEBEPOATHOM uye: MoGene OesBect- 
HOH TepOHHH, MOMOAOH MeBYWIKH, CYMeBWeH MpeOTBpaTHTb MopaxkeHne H rH- 
Gemb Bolicka. Tlocme storo paccKka3a B 3ae noaBasetca Moanna. Cuaenyer 
3HAMEHHTAA CIeHA: OHA Y3HAeT KOPOJIA, CKPbIBABLUeTOCA B TONE MPHABOPHbIX, 
XOTA HHKOra ero. npexkge He BHAata. Paccka3 Moanubl, mocie KoTOporo 
3aKJIOUHTeEIbHbIH aHcaMOIb H una. Kopoub mpusHaet Moanny uw mopyyaer 
el BOlicKo. 

Jielicraue tperbe. 

TlepBpas kapruHa. Tlonmana 61u3 noma cpaxkenus. B OutBe c Moan- 
Holi paHeH OypryHAckuli pbilapb JInoHedb, cpakKaBlulica Ha CTOpOHe aHrun- 
gqaH, MoanHa roToBuTca HaHecTH eMy CMepTeJbHbIi yap, HO BHe3anHO Jy4 
JIYHHOFO CBeTa MawaeT Ha ero AMLO, H OHA, NOPaxKeHHaA ero KpacoTOH, pOHAeT 
opyxne, Cuena (aysT) Moanup u JIMoHema: oHa TULeTHO MbITaeTCA OOpoTb- 
caf co cBouM uyBeTBoM. M Jinonenb He B CHax c Hel pacctaTbces. Apasetca 
Zronya c u3BecTHem O MOmHOM noGeme naTpHoToB. JIHOHeTb chaeTcA B NMeH. 

Btopasa kaptTuHa. Koponauua Kapaa VII Bp Petmce. TopaecrBex- 
Had MpOWeccus, BbIXOA KOPOJA H NpHABOPHBIX. Smecb %Ke Moana, noqaBJen- 
Had H MevasbHad: OHA CUHTaeT, YTO H3MeHHa cBOeMy oary, nomo6uB JIno- 
Hema. B tomne Haxonutca Tu6o, oten MoanHHbl, yBepeHHbi mo-npexHemy, 
4TO 2OUb ero KOJAyHbA. On BceHapogHo u306mnuuaeT ee; Moanna. mount, 
CuHTaad ce6a 3anaTHaHHOu mOGoBbIO. HaynHaetca rpo3a; HapOA CcyeBepHO BH- 
WuT B 3TOM 3HameHue HeGec. ITnoutagh mycteet. MoanHa ona. Ona npHHu- 
MaeT pelleHHe: yiTH u3 ropoja. 

TleiicrBue YeTBepToe. 

Ileppasa kaptTuua. YenuHenHoe mecTo B secy. Smecb CKpbIBaeTcA 
Woauna, onunoKas H u3mMyyeHHas, Ee waxogut JInovemb. OTO ofHa U3 WeH- 
TPaJIbHBIX CIleH OMePbI, OOMbINOH MyIT, NOCBAWLEHHBIM PaCKPBITHIO 4yBCTB re- 
poes. Crenyioulaa clleHa — BHe3amHOe HanafeHue anrauuan, ruben Jinonena 
H TteHeHve Moanuet. i 

Bropas KapTuua. Tinomangh 8B Pyane. Cuena ka3sHu Moanup. En 
BC@ BP€MA CIBIWHTCA XOp rowocoB, KOTOPbI NoAMepxKuBaeT B He CO3HAHHe 
HCNOMHeEHHOrO Moura, OGoApseT u ytTewaer ee. TlomHad cum HM pelINMOCTH, 
OHa BcTyMaeT Ha KOCTep. 

* * * 

Kak BHaHO yoke H3 Camoro clleHapua, OOpa3s Voannbl OKpyxkeH B omepe 

ocobol aTmociepoii BosBbllwenHocTH u BeaHuHs. IIpH 9TOM OH He JIMMICH 

OoubuIMx YeNOBeuecKHX uyBcTB. YxKe c MepBoli cuenbt onepp! VMoanua mper- 

cTaeT meped cayllaTeiamMu BO BCeM GoraTcTBe cBOelf BbICOKOOMapeHHOH Ha- 

Typbi. Monosoru, rae 3aneuaTmena repowyeckad cTOpoHa ee XapakTepa, THMH, 
TOPKECTBCHHO-MPHNOAHATEI, CMeHAeTCH apvell — MpolllaHneM C POHBIMH 

Mecramu. [lpocrad menoqus, nouHad Tena u AyWesHoro TpeneTa, — OMHH 
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43 JyulHx OOpa3sloB onmepHo Apamatypruu Ualikoscxoro. He6oubmaa mo 
pasMepy, OHa MeHHeT pa3HOOOpa3sHeM BOMMOMWEHHBIX YYBCTB, Kak Obl Mepe- 
awlwux Belo rayOuHy yXOBHOTO MHpa repoHHH. Takxe HHTepeceH paccKa3 
Yoauub Bo Bropom Zelicrsun (<Caatoi orTeu, MeHa soBpyr Voanna; a o04ub 
mpoctoro mactyxa»). LenTpambHad clleHa QA pa3BuTHA ee O6pa3a — Goub- 
won tysT c JImoHeneM B YeTBepTOM JeHCTBHH. 

Apamatyprua «OpweaHckol JeBbI> B 3HaUHTeIbHOM Mepe OCHOBaHa Ha 
MaACCOBELIX cleHax. I[bIWIHbIe, HMMO3AHTHBI€ XOPbI, WeCTBHA, HAPADHBIN DMBep- 
THCMCHT BO BTOPOM JelicTBHH (3ecb OcoOeHHO H3BeCTeH XOp MeHecTpeweH, 
OCHOBaHHBIH Ha OMIMHHOH HapowHoH dpanuy3sckoH  MmMeJloquMN — -Bce 
9TO OOycAOBUO OCOObI CTHb ONepbl, HaNHCaHHbili WHPOKHMH Ma3KaMH, 
«KPYNHBIM MaHOM», 4TO TpeOOBaTOCh LAA BONMOWLEHHA TeponyeckOli MpaMbl. 
Ho sddextubie XOpbl, 3BY4HBIC THMHBI HUre He 3aryllaloT MY3bIKH cepla. 
OTa BOMHa MOMJIMHHOH YeNOBeYHOCTH, MOZHHMaACbh co CTpaHul, mapTHTypbl 
onepbl, COXPpaHHT JX MHOFHX MOKOJeHHH OHO H3 BbIPAaSHTebHeHMIMX Cco3qa- 
HHH BeMHKOTO pycckoro XYJO%KHHKA. : 



P. TSCHAIKOVSKY 
(1840—1893) 

“THE MAID OF ORLEANS” 

Opera in Four Acts 

Tchaikovsky wrote his opera “The Maid of Orleans”, after Schiller’s tra- 
gedy of the same name, in 1879, when “Eugene Onegin” had already been 
produced on the stage. In its style and entire structure “The Maid of Orleans” 
is an absolute contrast to the earlier “Onegin,” to the profound inner lyri- 
cism and “chamber-like” quality of the latter’s music. In his work on “The 
Maid of Orleans” Tchaikovsky reached the conclusion that “opera style should 
possess wide scope, simplicity and a certain decorativeness”. From this 
point of view the subject of Schiller’s tragedy offered the composer many op- 
portunities, which he used to advantage, for creating a colourful, attractive 
theatrical production, But this was not the cardinal quality which the com- 
poser strove to attain, nor was it this which determined his attitude toward 
his subject, From the very first conception of the opera, whose heroine was 
to be Jeanne d’Arc (Joanna in Schiller’s tragedy and in Tchaikovsky’s opera), 
the composer was deeply drawn to the story of the modest peasant girl for 
whom country came to mean more than life itself, 

His interest in Jeanne d’Arc went back to his childhood, when after first 
reading of her heroism he wrote a poem about this French patriot. Later, like 
every artist who cannot remain indifferent to suffering, injustice and evil, for 
whom each great event in history becomes an event of his own life, Tchai- 
kovsky again lived through the tragedy that took place centuries ago, was 
thrilled by Jeanne d’Arc’s valour, felt a deep sympathy for that heroic figure. 
After he had already begun working on the libretto of the opera, he wrote in 
a letter to his brother Modeste: “I have been reading a book about Jeanne 
d’Arc... when I came to the trial and the actual execution (she cried terribly 
all the time she was being led to the stake and begged that they cut her head 
off but not burn her) I couldn’t keep back the tears. I suddenly felt such a 
deep pity, such pain for all mankind, utter depression!...” 

Tchaikovsky’s admiration of the famous French heroine and sympathy for 
her tragic fate prompted the composer to write his opera “The Maid of 
Orleans,” The idea first came to him in the autumn of 1878 when he was 
staying with his sister A, I. Davidova and her family in Kamenka, Rereading 
the works of V. A. Zhukovsky he came across the latter’s translation of 
Schiller’s “Maid of Orleans,” The tragedy immediately interested him and, 
as always with Tchaikovsky, he set to work on the opera with the utmost 
enthusiasm, He decided to write the libretto himself and with his usual 
thoroughness turned to literary and historical sources, studying the works of 
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Michelet and Wallon, read Jules Barbier’s drama “Jeanne d’Arc,” again 
read Schiller, then the libretto of the opera “Jeanne d’Arc” by the French 

composer Mermet, and Verdi’s “Giovanna d’Arco.” Tchaikovsky’s mental 

courage, historical insight and, most of all, profound humaneness helped him 

to comprehend the character of Jeanne d’Arc and understand her feat better 
than many scholars and authors of historical treatises. The mystical aspect 
of his heroine simply did not exist for Tchaikovsky. He brushed aside all 

such conceptions of the French heroine. To him she was a simple peasant girl, 
religious, sincere, and trustful, He cleansed her image of all the mysticism 
which had grown up around her during her lifetime and after her death, With 

unconcealed irony the composer wrote of historians’ attempts to make a-re- 
ligious heroin a tinsel angel of the French maiden: “...To come back to 
Wallon’s book... instead of giving us a natural explanation of actual happen- 
ings of which this nineteen-year-old girl was the heroine, Wal‘on makes 
futile attempts to prove that Joanna really conversed daily with the Archan- 
gel Michael and other heavenly beings and that everything she said and did 
was directed by the holy spirit. But why, then, did this almighty protection 
fail to rescue her from the clutches of the Inquisition?... The author offers no 
explanation whatever why the only reward for her brave deeds from the 
Archangel Michael and the others was imprisonment and death at the stake”, 
(Letter to N. F. von Meck, December 10, 1878). 

The heroine of Tchaikovsky’s opera is completely “of the earth,” full of 
life and charm, a talented maiden of the people, just such a person as she 
was in real life. In his opera the composer created a splendid monument to 
the French patriot whose heroic feat saved her country, The story of her short 
life is a living legend which has become part and parcel of the history of 
France. Indeed, it is difficulf to understand how this young girl, hard'y more 
than a child, took upon herself the command of the French army. The victory 
which she won at Orleans in 1429 marked a turning point in the Hundred 
Years’ War. Two years later, on May 24, 1431, the nimeteen-year-old Jeanne 
d’Arc was burned at the stake as a sorceress and heretic. Such was the fate 
dealt out to the heroine of their country by the church and the rulers of 
France. After a lapse of twenty-four years, in 1456, her name was cleared of 
guilt and she became a national heroine and in 1920 the very same church 
which had sentenced her to death canonised her, One can hardly think of 
anything more insulting to the memory of this immortal defender of France, 

The real immortality of Jeanne d’Arc does not lie in the decrees of the 
church or in the official honors paid to her memory; her exploit has lived on 
for several centuries now in the minds of people in the simple folk of France 
who passed on the story of her life and death from generation to generation, 
and in works of art. Many of the finest minds of the world, at various pe- 
riods and in various parts of the world, have paid tribute to this wonderful 
heroine. Among the many books written about Jeanne d’Arc are the biogra- 
phies by Mark Twain and Anatole France, Schiller’s tragedy, Bernard Shaw’s 
play “St. Joan.” The Soviet composer Nikolai Peiko has written a ballet 
“Jeanne d’Arc.” The opera by the great Russian composer Tchaikovsky occu- 
pies an important place among the works of art inspired by this heroine. 
Tchaikovsky, whose art always served the most radiant and finest qualities 
of mankind, created a stir ring portrayal of Jeanne d’Arc immortalishing her 
in harmonious and lofty music. 

Tchaikovskv’s deep concern for this opera can be judged by the fact that 
in the autumn of 1893, fourteen years after its completion on the eve of the 
illness which led to his death, he had a long talk’ with his brother Modeste 
about his plans for rewriting the finale. 

He wanted to make the last scenes of the opera even more heroic and to 
achieve this decided to keep to the conclusion of Schiller’s tragedy, in which 
Joanna dies in battle. “With this intention”, writes Modeste, “he purchased 

the complete works of Zhukovsky but fell ill before he had time to reread 
the translation of Schiller’s tragedy”. 



The opera “The Maid of Orleans” consists of four acts and six scenes. 
After lengthy preliminary work Tchaikovsky decided to use Schiller’s tragedy 
as the basis of the opera. He wrote the libretto himself since, as he admitted, 
he knew no one to whom he would willingly entrust this task. “The more 
talented poets look with disdain upon such work”, he wrote, “and when they 
do agree to undertake it, it is only for a huge fee which their work rarely 
deserves. To write a libretto it is not enough to be a poet. It is necessary to 
know the stage and these peop'e as a rule have never had anything to do with 

- the theatre... In general, there are many advantages in a composer’s writing 
his libretto himself, for he is absolutely free to do as he wishes, to use what- 
ever metre of verse best suits the needs of one scene or another...” 

After drawing up a general plan of the libretto Tchaikovsky worked simul- 
taneously on the music and the text. It was not more chance that he chose 
Schiller’s tragedy as the basis for the opera. Dispite the fact that at first 
Tchaikovsky had some qualms about Schiller’s disregard of historical truth, 
the impact of dramatic truth in Schiller’s drama, “the profound psychological 
Ee in the portrayal of Joanna,” dispelled his doubts and confirmed his 
choice, 

Here follows a brief synopsis of the book of Tchaikovsky’s opera. 

Act I. 

The village of Domremy. The first scene opens with a song sung by a 
chorus of girls as they decorate a sacred oak tree with wreaths and garlands. 
Thibault, Joanna's father, appears with a youth named Raymond, then Joanna. 
He urges Joanna to accept Raymond’s offer of marriage, she refuses, 
angry Thibault heaps reproaches upon her, Suddenly the peal of the tocsin 
rings out, the glow of a distant fire is seen on the horizon. People come in, 
refugees from the neighbouring villages whose homes have been burned 
by the enemy. They tell of the siege of Orleans. Joanna’s fellow villagers are 
terrified and distraught, but she, full of inspiration, prophecies the coming 
victory of the French troops and the death of Salisbury, leader of the enemy 
forces, No one believes her, her father suspects her of alliance with the devil, 
But Joanna’s prophecy comes true: a soldier from the besieged army near 
Orleans comes to Domremy with news of Salisbury’s death. The peop!e now 
begin to believe Joanna (here there is a large ensemble — the people in 
prayer). Left alone, Joanna summons all her strength. The time has come to 
act, to leave her native village and join the troops. Even though she is strong 
in her resolve to do her patriotic duty, sadness overcomes her for a moment: 
she feels that she will never again see the places where she was born and 
grew up, These feelings are expressed in the famous aria “Fare you well, 
hills ae fields of mine.” The first act concludes with her inspired prophecy 
of victory, 

Act IT. 

The royal castle at Chinon. King Charles VII, his mistress Agnés Sorel, 
Duno‘s, Count of Orleans. The King is perturbed. He tries to forget his 
troubles and melancholy in listening to the song of a minstrel (“Day after 
day passes’’), Although Tchaikovsky wrote this song for the chorus, it is sung 
by a soloist in the production of the opera at the Kirov Opera Theatre. The 
thoughts of all those present dwell on the sufferings of their country. Dunois 
tries to cheer the timid, vacillating king. The second half of the scene is very 
dynamic in the swift development of the plot, A wounded knight brings news 
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of the battle just lost and the rout of the army. He dies before finishing 
his story. 

The king prefers to flee rather than resume the fight to save his country. 
The indignant Dunois resolves to abandon him; Agnés tenderly encourages. 
the king (the arioso of Agnés). Cries of greeting and the sound of trumpets 
herald the approach of Joanna. The Archbishop describes the miraculous feat 
of this unknown girl who turned almost certain defeat into victory and saved 
the army, When he finishes his story Joanna appears. There follows the famo- 
us scene when she. recognises the king, concealed among his courtiers, although 
she has never seen him before. Her story is followed by the concluding 
ensemble and finale. The king acknowledges Joanna’s victory and entrusts 
her with the command of the army. 

Act IIL. 

Scene 1. A clearing near the battlefield, Lionnel, a knight of Burgundy 
who is fighting on the English side, is wounded in combat with Joanna. She 
is ready to finish him with a blow but the moonlight falls on his face and 
Joanna, amazed by his beauty, drops her sword, In the duet of Joanna and 
Lionnel she tries in vain to overcome the feelings awakened in her by the 
knight. Lionnel, too, is powerless to leave her. Dunois appears with news of 
the complete victory of the French, Lionnel gives himself up as a prisoner. 

Scene 2, The coronation of Charles VII in Reims. A solemn procession, 
the appearance of the king and members of the court, Joanna is here too, sad 
and depressed. She feels that she has been false to her duty in falling in love 
with Lionnel, Among the crowd is Joanna’s father, still convinced that his 
daughter is a sorceress. Before the whole gathering he declares her to be in 
alliance with the Devil, Joanna is silent, tormented by the thought her love 
for Lionnel has cast a stain upon her character, A storm comes up. The su- 
perstitious public regards this as a divine sign. The people disperse, the 
square is empty. Joanna stands alone. She resolves to leave the city. 

Act IV. 

Scene 1, Joanna, alone and tormented, is in hiding. Lionnel finds her, 
This is one of the central scenes of the opera, a large duet revealing the in- 
nermost feelings of the two leading characters. Then comes a sudden attack 
of the English in which Lionnel is killed and Joanna is taken prisoner. 

Scene 2. A square in Rouen, where Joanna is to be burnt at the stake. 
Throughout the scene she keeps hearing a chorus of voices which encourage 
and comfort her. She goes to her death full of courage and resolve, conscious 
that she has done her duty. 4 

* * * 

As this synopsis shows, the figure of Joanna is surrounded in the opera by 
an atmosphere of lofty patriotism and courage. At the same time the com- 
poser has portrayed his heroine as a person of deep, human emotions. From 
the very first scene Joanna appears before us in all the richness of her ta- 
lented personality. This is brought out particularly in the monologues depict- 
ing the heroic aspect of her character, in the solemn, but buoyant anthem, in 
the aria in which she says farewell to her beloved hills and fields. This simple 
melody, full of warmth and emotional appeal is one of the finest examples 
of Tchaikovsky’s opera dramaturgy. Although not large, it charms the listener 
by its gamut of emotions conveying the innermost feelings of the heroine. 
Equally impressive is the story told by Joanna in Act II (“Holy father, my 
name is Joanna; I am the daughter of a simple shepherd”). The central scene 
in the development of her character is her large duet with Lionnel in Act-IV. 

The dramaturgy of “The Maid of Orleans” is based in great part on mass 
“scenes, Pompous and imposing choruses, processions, the gala divertisse- 
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ment in Act II (the best known detail is the chorus of the minstrels, based on 
the original melody of a French folk song) all lend the opera a special style 
that suits the heroic drama it depicts. However, the effective choruses and 
sonorous anthems are nowhere obtrusive, Throughout the score of the opera 
‘we hear the deeply emotional. music which has made “The Maid of Orleans” 
one of the most popular works of the great Russian composer for generations 
of music lovers, 

PIOTR TCHAIKOVSKI 
(1840—1893) 

LA PUCELLE D’ORLEANS 

Opéra en 4 actes 

Piotr Tchaikovski composa la «Pucelle d'Orléans» en 1879 d’aprés la 

tragédie de F: Schiller, alors qu'il avait déja terminé et réalisé «Eugéne Oné- 

guine». Par son style et sa structure la «Pucelle d’Orléans» est lopposé 

d’«Onéguine» avec son profond lyrisme et son caractére «de chambre», En 

s'attaquant a la «Pucelle d’Orléans», Tchaikovski en est venu a la conviction 

que «l'opéra, de par son style, doit étre simple et imbu d'une certaine déco- 

rativité». 
C’est dans le cadre de cette conception que le sujet méme de la «Pucelle 

d’Orléans» présentait de grandes possibilités mises a profit par le composi- 
teur qui réussit A créer un «acte» thédtral passionnant et haut en couleurs. 
Mais ce n’était pas 14 l’essentiel pour le compositeur et ce n’était pas cela 

qui avait déterminé son attitude envers son sujet. Dés le début, Tchaikovski 

fut ému et bouleversé par le destin de cette modeste paysanne pour laquelle 
la Patrie était plus chére que la vie. Ceci non plus, n’est pas df au hasard. 
Dans son enfance, ayant connu l’exp!oit de Jeanne d’Arc, Tchaikovski lui 
consacra déja une poésie enflammée. Par la suite, de méme que tout artiste, 

qui ne peut étre indifférent devant. la souffrance, l'injustice et le ma! et pour 

qui tout grand événement entre dans sa propre vie, Tchaikovski subit lui-mé- 

me la tragédie qui s’était déroulée ily a plusieurs siécles, I] admirait Jeanne 
et compatissait A son destin. Tout au début de son travail sur le livret de ce 
qui allait devenir un opéra, il écrivait dans une lettre adressée a son frére 

Modeste Tchaikovski: «En lisant un livre sur Jeanne d’Arc... et notamment 
les passages ayant trait au procés, au reniement et au supplice (tout le long 
du chemin elle criait terriblement et suppliait qu’on lui coupe le cou au lieu 

de la briiler vive), je me suis mis tout A coup a pleurer a chaudes larmes. Je 

ressentis soudain de la pitié et de la souffrance pour l’humanité et je sombrai 

dans une mélancolie sans nom!..». 
C'est précisément cette admiration 4 l’égard de la personnalité de Vhéroine 

du peuple francais et sa profonde compassion pour son sort qui conduisirent 

Tchaikovski a l’idée de composer l’opéra la «Pucelle d'Orléans», Mais c'est 
la tragédie de Schiller qui donna le coup de pouce supréme. En automne 
1878, se trouvant A Kamenka, dans la famille de sa sceur A. Davydova, le 
compositeur relisait les ceuvres de V. Joukovski et tomba sur sa traduction 
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de dissiper le poids de l’angoisse et des préoccupations. On entend Ja-chan- 
son du ménestrel «Les jours se suivent», Tchaikovski a confié ce chant au 
choeur. Au théatre Kirov, cette méme chanson est interprétée par soliste. Les 
pensées des protagonistes sont préoccupées par les malheurs et les souffran- 
ces de la Pairie. Dunois tente de dissiper la peur et l’indécision du roi. La 
deuxiéme partie de l’acte est dynamique. Les événements se précipitent, Un 
chevalier blessé apporte la nouvelle de la défaite de l’armée, II meurt sur les 
derniéres paroles de son récit, 

Le roi préfére la fuite au combat et 4 la défense de la Patrie. Dunois,. 
indigné, veut le quitter alors qu’Agnés lui rend courage, (Arioso d’Agnés). 
Mais voila que retentissent des cris de joie et des fanfares annoncant la venue 
de Jeanne, L’archevéque conte le miracle inespéré. La victoire d’une jeune in- 
connue qui a su éviter la défaite et le massacre de l’armée. C’est aprés ce 
récit que Jeanne fait son entrée dans la salle. C’est 14 que s’inscrit la scéne 
célébre ot Jeanne reconnait le roi caché parmi ses courtisans, bien qu’elle ne 
Y'ait jamais vu auparavant. Vient le récit de Jeanne suivi des choeurs et du 
finale. Le roi investit Jeanne et lui confie son armée. 

Acte trois 

Premier tableau, Une clairiére non loin du champ de bataille, Le 
chevalier bourguignon Lionel a été blessé en combat singulier avec Jeanne. 
Jeanne s’appréte a lui porter le coup de grace, lorsque soudain un rayon de 
lune lui dévoile la beauté du visage ennemi. L’épée lui tombe des mains. Duo 
de Jeanne et de Lionel, Jeanne tente, mais en vain, de se reprendre. Lionel 
lui aussi est incapable de se séparer d’elle. Arrive Dunois qui annonce la vic- 
toire des patriotes. Lionel se rend prisonnier. 

' Deuxiéme tableau, Le sacre de Charles VII 4 Reims. La proces- 
sion, apparition du roi et de ses courtisans. Jeanne est 1a, opprimée et triste. 
Elle croit avoir trahi son devoir en aimant Lionel. Son pére Thibault est con- 
vaincu comme auparavant que sa fille est une sorciére. Il la démasque publi- 
quement. Jeanne garde le silence, se croyant tarée par son amour. L’orage 
survient sur ces entrefaites et le peuple, superstitieux, y voit un mauvais pre- 
sage, La place se vide. Jeanne reste seule. Elle décide de quitter la ville. 

Acte quatre 

Premier tableau. Jeanne, harassée, se cache, délaissée de tous. Elle 
retrouve Lionel, C’est la une des scénes maitresses de l’opéra. Le duo ou se 
découvrent dans leur plénitude les sentiments des personnages, Sur ces entre- 
faites surviennent les Anglais et nous assistons 4 la mort de Lionel et A la 
capture de Jeanne. 

Deuxiéme tableau. Une place 4 Rouen, Le supplice de Jeanne, Du- 
rant tout son supplice, elle entend le choeur qui raffermit en elle la conscience 
du devoir accompli. Pleine de forces et de résolution, elle monte au biicher. 

* * * 

Comme on le voit, d’aprés la synopsis, le personnage de Jeanne est entou- 
ré d’une ambiance de grandeur. Mais il n’est pas privé pour cela des grands 
sentiments humains, Dés la premiére scéne, Jeanne apparait devant le specta- 
teur dans toute la richesse de sa nature. Les monologues expriment les as- 
pects héroiques de son caractére, L’hymne solennel se transforme en air, ce- 
lui des adieux au village. Mélodie simple, pleine de chaleur et de tendresse, 
c'est un des meilleurs spécimens de la dramaturgie musicale de Tchaikovski. 
Cet air, quoique pas trés grand, charme par la variété des sentiments qu'il in- 
carne et qui reflétent toute la profondeur de l’Ame de Jeanne. Le récit de Jean- 
ne au second acte est lui aussi digne d’intérét («Saint Pére, je m’appelle- 
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Jeanne, la fille d’un simple berger»), La scéne mattresse de l’opéra sur le plan 

de l’évolution du personnage est sans doute le grand duo avec Lionel au 
fas ie 

ss Ne oL ane de la «Pucelle d’Orléans» se fonde pour une grande Age 

sur les scenes populaires, Des chceurs imposants, et le divertissement bariolé 

et munificent au second acte (notamment le choeur des ménestrels composé 

d’aprés une mélodie folklorique frangaise) — tout cela a conféré un style Us 

ticulier A cet opéra. Toutefois, ces chceurs et les hymnes solennels ye 

pent pas la musique de l’4me. C’est une véritable vague d’humanité am s'éléve 

des pages de la partition et qui conserve pour de nombreuses générations une 

des ceuvres les plus expressives du grand compositeur russe. 
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