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3 LUCIA DI LAMMERMOOR

JTIO4YnA 11 TAMMEPMYP

xepemu Kommonc

Korpa Jouunerru B 1835 ropy counnsin B Heanone «/Ixoumio an
JlammepMyp», OH yiKe GbI aBTOpOM 6o71ee yeM copoka orrep. CerogHs
MBI CYMTAEM €r0 IPEBOCXOAHBIM MEIOMCTOM, ORHUM U3 Ty4LINX
OIIEPHBIX KOMIIO3UTOPOB, BUPTY030M CIIeHMYECKOTO MCKYCCTBA, HO
B €r0 COOCTBEHHBIX I71a3aX OH ObII POCTO-HATIPOCTO PAGOTAIINM
MY3BIKAHTOM, KOTOPOMY IOCTOSHHO IIPUXOLMIOCH IPEOJOIEBATh
TpysHOCTH. 3a60Ta 0 3apabOTKe HMKOIZA He IOKMIA/IA ero, X OH He
Mor ce6e II03BOMUTb A6CTPAKTHO PasMBIIIATD 06 OIepe Kak 06
nckycctBe. Ero saHnMMan HelmocpeCTBEHHBIIT yCIeX B Tearpe,
TPe6OBaBIINIT COUMHEHMI C YB/IEKATETbHBIMU CIOKeTaMM, CTIOCOGHBIX
BOJIHOBATD ITyO/IMKY TMPIYECKMMI U BBIPA3UTENbHBIMU MENOUAMM
M APKO Pa3sBOpaYMBaThCA Ha ClieHe. B ormmune ot Bepan, ansa
JIOHMLIETT TOBI «Ta/IePHOTO PabCTBA» TAK HIKOI/A U He 3aKOHYIIVCD,
B €T'0 TIeperpy>KeHHOIt paGoTOil KI3HI, IO CYTHL, He GbUIO BOSMOKHOCTH
OTOMTH U 6eCIPUCTPACTHO OITAAETD TO, YeM OH 3aHMMAJICH.

Cioxet «JIr0umin» oH BHIOPaT caM, 06BACHSIS, YTO PACCUNTBIBAT TAK
OTBJIEYLCA OT «yKaca» (COIMACHO APUCTOTEIIO, TPATeius IIOPOXKIAET
«y>Kac» B COSHAHMM ITyO/IMKM) CBOEIT IIpefbIyLest onepsl «MapyuHo
Danbepo» (ITapmx, MapT 1835). B anpere, Korza OH BEpHY/ICA B
Hearorp, ero y»e JO/KeH GBI 0XKMUEATh TeKCT HOBOJT OIIepbI,
OJI06PEHHbIIT LeH3Y POt U TIO/ITOTOB/IEHHBIT K TOMY, YTOGBI OH MOT
HayaTh mucarh My3biky. Oraako Compagnia d’Industria e Belle
Arti, oprauusanus, KoTopas pykosoauna rearpom Can Kapro,
HAXOWM/IaCh Ha TPAaHM GaHKPOTCTBA, U B €€ [IeIaX LAPU/I OTHBIL
Gecrropsox. JInbpeTTICTa He MOI/IN HA3HAYNTD /{0 CEPeMHBI Masl,
J1a VI TOT/a Ha3HAYV/IM PAKTIYeCKy HoBIYKa, Cambeagiope Kammapano.
Opako Havas pabory, KaMMapaHo MpesicTaBuI roToBOE TMOPETTO
B LIeH3YPy Yy>ke 29 Mas, a [IOHMIETTH, KaK NIO[CYUTA/IN, COYMHITI BCIO
MYS3BIKY OIepbI 3a COPOK JiHeit. Brraromaps samucy Ha mocenHeMm
JTICTE PYKOIIMCH MBI 3HAeM, UTO orepa GbiIa 3aKOHYeHa 6 MIO/.

3ameTum HOHYTHO, YTO CKOPOCTb COYMHEHUSA HE CneI[yeT CYNUTATH
NPU3HAKOM HeGPeXXHOI Wy HeKadecTBeHHON paboTsl. [TorpeGHoCTh
B HOBBIX OIlepax B VITa/mmy [IeBATHAALIATOTO BeKa Obl/Ia TAKOBA, 4TO
HpaKTM‘IeCKM BCe KOMHOSMTOP]}I Bb[Hy)K]:[eHbl 6]:1}"/] MOJ/Ib30BAaTbCA
TPMHATBIMM CKOPOCTHBIMM METOJTAMIA. BonpumucTBO KOMITIO3UTOPOB
B IIEPBOM ITOPBIBE BJIOXHOBEHNA COYMHAINA 32 OJJMH IPUEM BCIO OCHOBY
oIIepbl — BOKA/IbHbIE ITAPTHH, TAPTHIO KOHTpabaca (A1t 0603HaYeH s
TapMOHN) U HECKOTIBKO (pa3 CONBHOI MHCTPYMEHTOBKM, ¥ TOTBKO
T03/IHee, BEPHYBIINCH K PaboTe, 3aTIONHS/IN IPOOe/bl B My3bIKaTbHOM
TKaHN OPKCCTPOBKI/I. Bonee TOr0, OHM HUKOTIa HE TpaTuIn BPEMX
Ha IpONMUChIBaHE BTOPO]Z qacTtu KaﬁaHeTTb} W ee 6]>ICTPOY7[
(bMHaJIbHO]Z YacTH, a MpOCTO OTMEYA/IN IIOBTOP HECKOMBKUX
ﬂpOHyMepOBaHHle TAKTOB.

Opnaxo 1 JJOHMIIETTH CKOPOCTDb COYMHeHNs OblIa B elie B Go/bILeit
CTEIIEHN YaCThIO €ro XapakTepa. «Moxet 6])[Tb, 3To n nOCTDﬁHO
OCYXJIEHUA», — IIMCAN OH, — «HO BCE, YTO A JIE/IAl0 XOPOIIIO, A Ie/Iai0
GBICTPO, ¥ MHE MHOTO Pa3 JOBOJIOCH C/IBIIIIATH YIIPEKI B HEOPEKHOCTI
MMEHHO B TeX C/Ty4asX, KOI/ia A TPaTuI Ha paboTy 6orbllle BpeMeHI».
B 9TOM 6€3yC/TIOBHO CKa3bIBa/ICsl POMAHTIYECKMIA IIOXOJ} K TBOPYECTBY,
npe;:mucmsaiomuﬂ COYMHATD TO/MBKO I10 BJOXHOBEHUIO, 4TOGBI
YXBAaTUTD IIBIT U YYBCTBO MOMEHTA IIPEXKE, YEM OHM OCTBIHYT.

PeneTuiyy HavaMMCh B CepeNVHE aBIYCTa, HO 5-TO CeHTAOPs (depes
JiBa MecsIja IIOC/Ie JaThl, Ha KOTOPYIO NIePBOHAYAIbHO HAMeYaIach
nocTaHoBKa) JIOHMIIETTH, KaK ABCTBYET U3 €ro IMCeM, BCe ellje
6ecriokomics: «”Societd” Bor-Bot pyxHer. Ilepcuann [Panuu
Taxkunappu-Ilepcran, mpuMagoHHa, KOTOPOII Obl/Ia IOPyYeHa
TapTusa HK)‘H/H/I] HE ITOTy4Yn/Ia HUKAKNX JIEHET ¥ OTKa3bIBA€TCA
PpeneTupoBarh, ¥ 3aBTPa A Uy 60poThca... Bor 3Haet, sanarar m
MHe... A My3bIKa TOTO 3aC/Ty>KMBAeT — BUJUT 60T, OHA HEJlypHa».

«OHa HeftypHa» («non & infame») - BOT e{MHCTBEHHBIIT pa3 10
IIpeMbepbl OIlepbl, COCTOSBILENCS, B KOHIe KOHIIOB, 26 CEHTAODS,
Korzia JJOHMIIEeTTH KaK-TO BbICKa3a/l COOCTBEHHOE OTHOLIEHNE K
HANMCaHHON UM My3bike. CKPOMHBIII 110 HAaType, OH PEIKO TOBOPUIT
0 CBOEM YCIIexe, a eC/IU YK Hafio ObII0 COOGIIMTD O HeM JAPY3baAM,
TIPeANOoYNTA/l BKIa/IbIBaTh B MMUCbMa ra3eTHbIe Bbipesku. Crano
6bITb, OH HAPYILI/T COGCTBEHHOE MIPABIJIO — U BIIOJIHE 9TO OCO3HAIL, —
KorAa 29 ceHTsA6psi mucas cBoeMy usparento JxoBaHHM Puxoppu o
TpuyMdanbHOIt mpeMbepe:

«JTroums gy JlaMMepMyp» IIOCTaB/IeHa, I IO3BOJIBTE, XOTh
MHe 11 COBECTHO, CKa3aTb BaM, KaK Apyry, BCio IIpaBy.

OHa IIOHPABIIACH U TIOHPABIIACH OUEHb, €C/II BEPUTD
OBAILNAM ¥ IOy YEHHBIM MHOK KOMIUTMMEHTaM. MeHs
MHOTO Pa3 BbI3bIBA/IM Ha IIOK/IOHBI I TIEBLIOB TOXe... Ha
BTOPOM CIIEKTaKJIe IIPOU3OILIIO HEUTO MOYTH HECThIXaHHOE
B Hearnorne: B [mepBoii] 3aK/I104mTe/IbHOI CLieHe, IOCTe
6ypHoro ycrexa agaxuo [cexcrera], Jionpe [Tun6ept Jlyn
Ilroripe, GpaHIfy3cKitit TEHOP, KOTOPBII ITe/ TapTuio Jarapa]
BBI3BAJI GelIeHbIe ANUIOAVUCMEHTDI B CLieHe IIPOK/IATIA —
elnie 10 cTpeTThl. Kaskjyro apuio cyimany B 6aroroBeitHolt
TUILNHE, KOTOPast 3aTeM B3PBIBA/IACh HEPOUSBOLHBIMM
BBIKpUKaMH «evvivar... Takkunapzu, Jionpe, Koccenmm
(Tenpn) u ITopto (PaiiMoHz) moKasau ce6s ¢ mydinest
CTODPOHBI, TIepBbIe JIBOE GBI 0CO6EHHO M3YMUTETbHBI».

«JTiouns» ¢ IepBoro AHA 6bia onepoit MeBIoB. JInb mo3iHee oHa
npro6perna penyTaruio onepsl mpuMagoHH. Ipy my6mkarmm
TapTUTYypbl, [loHimierTy noceaTw ee Ilepcuanm u [lronpe BMecTe, HOTOMY
UTO MIMEHHO OHI BIBOEM CIIOCOGCTBOBA/IN IIEPBOHAYATbHOMY TPpUyMay.

EcTb Hekas [apajjoKcanbHOCTh B TOM, YTO JIOHUIIETTH 06peNT CBOIO
upeasbHyto JTiownio B [Tepcuann. «OHa 6bUIa He TO YTO HeB3PavHa Ha BULTI,
HO O/1efjHa, HeKpacuBa ¥ 6eCIOKONHa 1 IPOM3BOAN/IA BIIEYAT/IEHIEe
JKEHIIVMHBL, Y KOTOPOﬁ JioMa rnevyasib 1 6GonesHn». Omycanye aHIIMIACKOTO
KpuUTHKa Feru “IOP}IM 0COGEHHO TIECTHBIM He Ha30BeIllb, HO Y€PThI
JIrounyt OHO ompefieNnAeT TOYHO. JIumsA MPUHAIEXNT K Taepee
repouHb [IOHUIIETTH, HETIOBIHHDIX HY B KaKVX IIPECTYIVIEHNAX, HO
HeyMOJIMMO JBIDKYIMXCA HaBcTpedy rubemt. AHHa Boreiin, [Tapususa,
Mapus CTioapT ToXe B 9TOM s/, HO €C/IM OffHa U3 HUX TMOHeT,
COIPOTUB/IAACH CYJILb6C, appyras — B COCTOAHMN PETUITIO3HOIO 3KCTa3a,
T0 JTrouns TopakaeT CBOEIT TAaCCUBHOCTBIO. B]’[E)Z[H()e CO3[JaHlE B
POMaHTITYECKOM CBETe JIyHbI, OHa, KaK 6y/IT0 6€3 0COOBIX BO3paXKEHMIA,
TofiaeTCA HaXXuMy 6para IeHpy u ceMeitHOro IyXoBHMKa PaiiMon/a.
JKamocts - BOT YYBCTBO, KOTOpO€ OHa BbI3bIBAET.

Terpu Yopnu He 6511 GO/IBIINM IIOKIOHHMKOM 1 rozioca Ilepcuann.
«9T0 6BITO BHICOKOE COTPAHO, — CBUJIETETbCTBOBAI OH, — Pe3KOe

¥ IPOH3UTENTbHOE, CKOPee 4eM 6/1aro3ByqHoe, CUIbHOE, CKopee
YeM COYHOe, M BCer/ia CKIOHHOE B3/IeTaTh BCe BBILIE U BbIILIE».
CrnipaBe/IMBOCTH Pajiil, HAZIO CKA3aTh, YTO B OL|EHKE I0/10CA IIEBULI
Yopru siBHO 66171 B MeHbLIMHCTBe. Teopuip [oThe mucan, 4To ee
TO/I0C «06/IajiaeT MOPasUTENbHBIM AUANIA30HOM, 61aro3BydreM

¥ PE30HAHCHOCTDIO; TO OFMH 13 HanGoIee IyeCHBIX TOMOCOB,
KOTOpbIEe TONbKO BbINajiaeT ycapiiarh dillettantix.

Ecnu BHemHocTb Iepcnann, Ka3anock, Gbia co3[jaHa [is MapTUI
JTroumu, [Tronpe, OX0xKe, IPUIOKITT 6onbIie YCuiA, BBICTpanBasi CBOKO
Pponb. MsHoro et CITYCTA, IPUHABIINCH 3a MEMYaphbl, OH BCIIOMMHAT:

«Yacro 1o Xozy pa6oThI [[loHMIeTTH] CIIpalBa; MOero
MHEHUS 110 TIOBOJIY TOM M/IM MHOJ YacTy U B LIYTKY
HAa3bIBA/l MEHS «HEYMeXOl», IOTOMY YTO s 3aCTaBJIA €ro
MEHATD WK [OOABIATL TO Ppasy, TO TAKT, TO HECKOIBKO
HOT. Hampumep, BeMKO/eNHAS CIjeHa B IIOC/TEIHEM aKTe,
KOTOpOJi 3aBepIIIaeTCs Orepa, MepBOHAYA/IbHO 3aKAHYMBA/IACh
TaK JKe, KaK BCe OCTa/IbHble 60ombiuye apuu. 5 mocoseToBan
eMy 3Jiech CHOBA MIO/IXBATUTh ITABHYIO TEMY, YTOOBI
BUOIOHYE/T BE/IM ee TIOf, PhIJAHMsA U IIPEePbIBUCTHIE
Kanmo6br Sxrapa. EMy Tak IOHpaBIIACh 9Ta MBICTIb, YTO

OH HeMeJ/IeHHO GPOCH/ICS MICATh MY3BIKY M IIPUCTIAT BCIO
YacTh, COGCTBEHHOPYYHO MM NEPENNCAHHYI0, MHE Ha
yrBepxiene. 5 ee oo6puII, 0 4eM TYT Xe eMy U HaIuca,
a ero aBTorpad octaBu cebe. BHI3y KOMIIO3UTOp HamuMcan
MHe Ha HearolTUTAHCKOM JMaseKTe caegyioutee: « Tbr
YHApseNIbCs U Mafaellb, HO ThI Iaf{aellb OfjuH, 160 ecrmu
6bI MHe TOXe CYXIEHO 6BIIO YIIACTD, 3TO GBI yIKe CITyIMIOCh>.

JTrorpe ocTaBumI 110 ceGe ITaMATD KaK [epBbIii TEHOP, KOTOPHIil OKa3ascs
Croco6eH MOAHATHCS B IPYJHOM PETUCTPE 1O BEPXHETo «10». Takum
06pasoM OH 06peTas ropasio GOMbIIYI0 MOLIb M APAMATHIECKYIO
CHIy, 9€M eC/mn 6}:[, HD]IOéHO CBOMM IIpEALIECTBEHHIKAM, Ha 6onee
HU3KMX HOTaX MEPEXOIUIT K TOIOBHOMY PETUCTPY. o}:[HOBPeMeHHO
OH C/IaBUJICA T/IABHOCTBIO CBOETO JIEFATO, U TIEHNE €ro MOHAYaTy
OT/INYAIOCH JIETKOCTBIO ¥ GOIKOCTBIO, IPUOOPETEHHBIMIU BO BPeMs
obyueHns B KoMideckoi orepe. Yem Jlronpe 0co6eHHO HOPOXKMIT

B My3bl](e HOHMueTTM CTAHOBUTCA ACHO M3 €r0 OLIEHKM OIEePhI
«[TapusuHa», COYMHEHHOI! CrIENMAbHO JIA Hero B 1833 ropy:

«OHa coefinHseT B cebe U3AIIECTBO ¥ IPAL1IO3HOCTD
JIETKOTO >KaHpPa, KOTOPOMY 51 00y4asicsi B Hadase Moeit
AEATENbHOCTH, C IPUMIOAHATOCTBIO I[PaMaTV[‘{eCKOﬁ OIlEPHI,
l'lpl/lHeCll!Eﬁ MHe TaKue ‘IYI[QCHB]C pe3y7[bTaTI>[ B IocnegHue
nontopa ropa. «[Tapusuna» kaxercst MHe «zreducom»,
CBA3BIBAIOLIMM 062 3TU CTUJIA»

C"IMTaETCﬂ, O[ITHAKO, 4YTO 6onbIle BCex APYTHX MEBLOB MOIIYIAPHOCTH
orep HOHV[UQTTM 3a npenenamMmmu Wranun cnioco6cTBoBana ®aHHN
HepCMaHI/L W o Bceit BEPOATHOCTH, UIMEHHO OHa BK/TIOYI/IA B CIIEHY
6esymns B «Jx04mu» JUIMHHYIO KaJIeHIIO TO7Ioca C (rIeiiTolt, KoTopast
C TOTO MECTA, I'ZJ€ TO/IOC U MHCTPYMEHT PacXOAATCA U HaYMHAIOT
TIOApaKaTh APYT APYTY, He AB/AETCs cosfanmeM Jonuierti. bonee yem
mobas Apyras, OTAENbHO B3ATaA NE€TaJIb, 3Ta KaACHINA BHECIA CBOI
BKJIaJ] B COKPBITHE 3a;T[yMaHHOTO XapaKTepa OIEPhI M MPEBPAIIEHNA
e B IVTON[AIKy [/ TIPUMA/{OHH.

31eCh HY>KHO ellle OTMETHTD, YTO CLieHa 6e3mei, CTOJIb IPOC/IAB/IEHHAS
B OIIEPHOI1 /IMTepaType MMeHHO Gnarofaps ¢yieiite 061MAraTo, HOHAYAIY
COYMHSA/IACh BOBCE He st (rieiiThl. B pykomucu JOHMIEeTTH mapTust
06HMT3TO npeaHasHavyanach CTEKJIAHHOM TapMOHMKE, MY3bIKa/IbHOMY
MHCTPYMEHTY, COCTOAIIEMY U3 CTEK/IAHHBIX nonycd)ep. BCHKM[;[, KTO
YCTBILIAT HBIHEIIHee UCTIONHEH e, B KOTOPOM, KaK U B psifie APYTUX
COBpEMEHHBIX 3aIMCeil, CTeK/IAHHAsA TaPMOHMKA BOCCTAHOB/IEHa,
COI/TacuTCA, YTO usnasaeMmﬁ €10 )KyTKDBaTbl]Z, nepenmsammmﬁcﬂ
3BYK KaK HE/Ib3A Ty4IlIe ITOIXONUT, YTOGBI nepenaTb OUyIieHne
663YMMH. Ho YAMBUTENbHBIM 06Pa30M, 9Ta MapTus B PyKOIIUCH
PpEemNTENBHO BPIYEPKHYTA U MEpENUcana st (b]lel‘/‘[TbL Yro xe
npousomio? HeaBuue nccnefoBaHms yCTaHOBU/IM, YTO MY3BbIKAHT,
UIpaBIINIi Ha CTeK/IAHHON rapMOHNKe 1 pereTupoBapumii ¢ Ilepcuanm,
TIOCCOpUIICA C a}Z[MMH]/ICTpa]_H/[e]Z M3-3a TOTO, YTO €MY HE 3aIIaTU/IN
TOHOpapa u, OYE€BUIHO, OTKa3a/ICA y4aCTBOBATh B CIIEKTAKIIE.

VimeHHO TOr/a, Korfja napto JIrouny neya Ilepcuari, B camble NepBbie
TOfIbI CYIIIeCTBOBAHNIS OTIEPbI, B Heil CTa/M MOSBIATBCA KYIIOPBL. Y3Ke
B 1839 rojry, TOHIOHCKMIT KPUTHK CETOBAJ, YTO CLieHy MeXiy PaiiMoHIoM
1 JIiounest BO BTOPOM aKTe «HEM3MEHHO IPOITYCKAIOT» ¥ UTO «B 9TOM
ropy ayat Py6usu u TaM6ypunu B Hadajte BTOPOTO aKTa [creHa y
6Gamny Byndxpar] onarh BeI6pocumin». X0Ts CBEJIeHNIT O TOM, 4TO 33
STUMM M3MEHEHUAMN CTOsUTa [lepcuaHi, y Hac HeT, Mbl He MOXeM He
TIOHMMATb, YTO UX CMBICTT GbIT B yMEHbIIEHNI YMCTTA MY>KCKIX MapTiit
u BBIABIDKeHu JII0unn Ha IepBblit iaH. VI B TO Xe Bpems y Hac
ecTb cBefiens, 4To [lepcnan mepBoit BeiGpocuma apuio «Regnava
nel silenzio» («Tuxas HOYb LAPUITA BOKPYT»), M 3aMeHM/Ia ee Goree
6recTslLeit, HO MeHee caMOObITHOIT apueit «Perché non ho del
vento?» («ITouemy HeT BeTpa?») us 6onee panHeii onepsl «PosMoHzIa
Anrmmiickasy» (Propennys 1834), HanncaHHoOi 1 Hee JIOHNLIETTH.
OT0 U3MeHeH e OYEBM/IHO OBIIO BHECEHO C OFOOPEHMS KOMIIO3UTOPA,
IIOCKO/IBKY OHO CTA/I0 HEOTBEM/IEMOIT YaCThI0 (PPaHIy3CKOi
Bepcuu «JI10unm», B IOATOTOBKE KOTOPOI JIOHMIIETTH IIPUHIMATT
aKTMBHOE yJacTue.

Hernye BonHa noIIIA B IPYTYIO0 CTOPOHY M PENIMTENbHO HATIPaB/IeHa Ha
BOCCTaHOB/IEHNE TIePBOHAYA/IBHOrO TeKcTa. Apus «Regnava nel silenzio»
3aHA/Ia CBOE 3AKOHHOE MECTO, apyisi PaitMOH/a BO BTOpOM aKTe U ClleHa
y 6amsu Byndxpar B OCHOBHOM, XOTb 1 He BCET/Ia, MCIIOMHAIOTCA,
a B HEKOTOPDIX 3aIMCAX HE TOIbKO BOCCTAHOBJIEHDI BCE KYITIOPBI, HO
JlaXke OTMEHEHDbI CTaBIIMe IPUBBIYHBIMY MIePEMEHbI KITIoYeil, KOTopble
KOI/[a-TO [IeIa/TACh, YTO6bI 06/IerINTh KI3HD UCTIOTHITENAM.

C ToukM 3peHNA Kapbepbl HOHM].‘CTTI/[, «JIroumsA» CTajma CaMbIM
671eCTSIMM 13 eT0 MHOTOYMC/IEHHBIX cBepleHuit. Ho aTo 6b10 emte
He BCe — OHa OTKPbI/Ia eMy HoBoro nmbperrucra. B CanpBagope
Kammapano JIOHMIETTH IPAKTHIeCKH 06pes ePBOK/IACCHOrO
JIMOPETTICTA, Yell MHTepeC K TOMY, KaK OIlepa pasBOpadnBaeTCs Ha
CIIeHe, COBIafiaa C ero cobcTBennbiM. Hu B OTHOM JIPyTOM IH/I6PE.'TTO
JEBATHAALATOrO BE€Ka ﬁ[eﬁCTBMC HE pa3sBMBAIOCh CTO/Ib CTPEMUTENIBHO,
Kaky KaMMaPaHO. On OrpOMHBIMM CKa4YKaMM I€PENphIrnBal oT
Ky/IbMMHAIMY K KY/IbMUHALUM, CBOJIA HECYII[eCTBEHHbIE TIOPOGHOCTI
K Kpa‘rqaﬁmum peduTaTuBaM M 3aMeJIAA TEMII TOJIbKO I/
SMOLMOHAIbHbBIX B3/IETOB, KAKMMU B «JIrounm» ABIAIOTCA CueHa
3aMY>KeCTBa, ClieHa 6e3ymust, 1 KIagOuIeHCKas ClieHa Drapa.
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Kammapaso MHOTO pyram 3a GecliepeMOHHOE O6pallieHIe C CEKETOM
Banbrep CKOTTa, 0CO6EHHO 32 TO, YTO OH OTKA3a/ICA OT CTOJIb BAKHBIX
nepcoHaxeit Kak Math Jliounu, BractHas Jlemy S1ITOH, M CTapblit
nBopeukuit Kane6 BongepcroyH, a kpoMe TOro, M3MeHMI
o6crositenbcTBa rubenn Sarapa. Bipouem, crefyer npusHaTh, 9T0
3TO CACJITAHO 6bIHO SIBHO BBIHYXXJIEHO, ITIOCKONIbKY CMEPTD B 35]6Y‘{MX
necKax l'lyCTbIHM BpAL T MOTJIa 6l>lTb II0Ka3aHa Ha ClLIeHe. Ho OTAAAUM
eMy JIOJDKHOE — OH COCPEJJOTOUM/ICA Ha JIBYX IVIABHBIX reposx — Jliocu
u prape, ¥ 371eCh APaMaTNYECKIit MHCTMHKT €r0 He MOJBel. Bpo6asok,
OH Cymen Y}IOBTIETBDPV[Tb €1e OQHO Xe/laHne HDH]/[L[CTT]/I, COYMHUB
CTUXM, B KOTOPBIX JIbIIIA/IA IIOAIMHHAA CTPACThb. «Mmue HYXHa
M060Bb,— KaK-TO HamMcas JJOHUIIETTH, — 6e3 Hee BCe CIOKeThI
XOJIOJTHBI, ¥ ITyCTh Mo60Bb 3Ta Gy/ieT HemcToBoit». He cryyaitHo, yto
Kammapano, KOTOpbIit 10 Harmmcanus «/Tio4nn» GbUT TpakTHYecKu
HMKOMY HEMU3BECTEH, BIIOCIEACTBUN COUYMHNT HM6PCTTO €ellle K mecTtn
HOBBIM JIpaMaTU4Y€CKMM OnepaMm HOH]/[HETTI/[; He c}Iy'-xaﬁmo TAKXKe, 4TO
ero rocnegHee npousseenne — « Tpy6agyp» — Tak BEOXHOBIIO Bepmm.

51 KaK-TO CIIPOCHII OFHOTO M3BECTHOTO UTA/IbAHCKOTO IMCATENIS

M MY3BIKOBEJIa, YTO, Ha €ro B3IVIAL, fieNaeT [IOHMIIeTTH BETMKIM
KOMII03UTOpOM. B oTBeT, on nponen mue Alfin son tua («Tbl MHe
HaBeKM OTHAH CyAb60it»), dpasy Jlrounu us cueHs! Ge3ymus, rae e
IyZMTCA BeHuaHue ¢ ORrapoM. 51 He Mory 3a0BITh 9TOT OTBET, IIOTOMY YTO
B HeM, COOCTBEHHO, COfIEPXKITCS BCe, UTO HY)KHO 3HATh O JIOHMIeTTH.
Xorts 0H, 6€3yC/IOBHO, yMe/T BHITOJHO TI0Ka3aTh IEBIOB C IIOMOIIBIO
GrecTsiinieit My3BIKH, TPeGyIoleit BUPTYO3HOTO MCTIOTTHEH ST, B MOMEHTBI
TOZ/IMHHOI! IPABUBOCTH €r0 My3blka — IIpocTa. Ero memogumu
BO3HMKAIOT M3 PUTMOB ¥ MHTOHALMIT )KIBOII PA3TOBOPHOIL peyn,
TPOCTOTA JIe/IAeT VX HeOGHIKHOBEHHO SMOLOHA/IBHO IIPUTSATATEbHBIMIA,
2 3a4aCTYI0 HAPOJHBII XapaKTep HePA3PHIBHO CBA3AH C KPaeM, NX
nopoauBuMM. ECriu 6b1 MeHs TOMPOCHIN IPUBECTH TIPUMEp U3
Jlounuert, s npepnoxun 61 «Tu che a Dio spiegasti I'ali» («Ts1, Ha
He6o oT/1eTas») U3 KIafOMIEHCKOI CIlIeHB! DArapa, HOTOMY 4TO B
STON APUH CIIETAIOTCS ABE CTUXUM, IOHAYATY KaXKYIIIeCs Pe3Ko
PA3IITIHBIMI — XXMBOCTD M PUTMIIHAS AKL[EHTHPOBKA MEIOLM,
TIpUILE/IINE U3 HAPOIHOI YIMYHON TIeCEHKN, U Jlyliepasaupaolee
BBIPaXKEHIE TOPS U yTPAThI.

BOSPO)I(}IEH]/[E MHTEpeca K HOHMI!ETT[/[ B IIOCTIeAHME IIECTbAECAT JIET
TIPMBEIO K BOCCTAHOBJIEHIIO MHOTUX HE3ACTY)KEHHO 3aﬁbIT]>IX ormep,
HO 3HAMEHATEeIbHO, YTO 3HaYeHNe «/Irounn gu Jlammepmyp», ero
TIPU3HAHHOTO IIIefieBPa, HMKOT/IA HUKEM He OCTIapyuBajIoch. To orepa,
KOTOpasi YeM Jja/iblile, TeM CU/IbHEN! 3ajieBaeT CTPYHBI HALero cepia.
A ecit KOMIIO3UTOP BO3JIE/ICTBYET Ha HAC TaK M IO Ceil JIeHb, 6ornpiue
Yem Jepes 175 neT mocrie HaMMCaHNUs OIIEPDI, OH BHE BCAKOIO COMHEHIA
3aCTy>XKIJI CBO€ MECTO B IIAHTEOHE C/TaBbI.

TASTAHO JOHUIIETTU

xepemu Kommonc

JlounuerTn popucs 29 Hosi6ps 1797 roja B oueHb GeHOIT ceMbe.

Tlomy4uTs My3bIKa/IbHOE 06pa30BaHIte eMY YAA/I0Ch TONBKO G/1arofapst
TOMY, YTO HeMelKuit Kommnosurop Vorans Cumon Maiip, maestro di
cappella B uiepksy Canra-Mapust Mapkope, OCHOBaJI «6/IarOTBOPUTENIbHbIE
3aHATHA», HA KOTOPBIX MA/IbYMKOB 13 MA/IOUMYILMX CeMeit 06ydann
neBYeCKOMy MacTepcTBy. B 1815 rogy on ornpasunca B Bononsio,

4TO6BI IIPORO/DKUTH 00y4deHne ¢ ab6atom Marren, yunrenem Poccusn.

Jle6rot TonuueTTn cocrosncs B Benenyn B 1818 rogy, rae 6puma
TOCTaB/IeHa ero onepa «JHpPUKO, rpad BypryHckmit», ofHako
M3BECTHOCTb IPUIIJIA K HEMY TO/bKO B 1822 noc/ie IOCTaHOBKM
«3opanppr Ipanarckoit» B Pume un «Ipiranku» B Hearone.

Hacrosamuit ycriex sxman [Jorunertu B koxne 1830 ropa, xorga B
Munane nponuia onepa «AHHa boneitn», cienaBuas KOMIO3UTOpa
3HAMEHUTBIM 110 Bceit EBpone. Brarosiapst aTomy nouTu Bce ero
OIIephl TPUJLATBIX TOf{0B — «/I060BHbI HammMTOK» (Muan, 1832),
«JIykpeuus Bopmka» (Munan, 1833), «/Iouns au Jlammepmyp»
(Heamnorns, 1835) n «Po6eprt [leBepo» (Heamonsp, 1837) - mmpoko
CTaBUJINCD U C BOOAYILIEB/IEHNEM IIPUHUMA/IUCD Iy G/IMKOIA.

JIn4Has ero >KM3Hb OJJHAKO OKa3aach OMpaveHa Tpareaueit. B 1828
ropry JoHMLeTTV xeHuncs Ha Bupmpxuumm Baccenm, royepy puMcKoro
I0PUCTa, HO IPUOTM3UTEILHO B TO XKe BPEMsl, @ MOXKET ObITb, Jaxe
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U paHblIle, OH, CaM TOTO He IOfl03peBast, 3apasucs cudpumcom. Ilo
9TOJi IPUYMHE TPOE €0 JIeTeil yMep/M B M/IaJIeHYeCTBe, & BCKOpe
TOCTIe TPETHUX POMOB yMep/a i cama Bupmxuuns. [lonuuertn 6501
B OTUASAHMM I HEe HAXOAMT cebe MecTa, i IOTOMY, IOC/IE TOTO KaK

B 1838 rory B Heamorne sanperuu ero onepy «IlonmeBKT» u3-3a
€€ Pe/TUTMO3HOTO COflepXKaHMs, KOMIIO3UTOP MOKUHYN ViTamuio u
nepecenncsa B [Tapux.

Tam on nepepaboran «[TommeskTa» B onepy «Myuennknu» (1848) u

Hanucan onepsl «[lous nonka» (1840), «PaBopurka» (1840), «Jon

TTackyarne» (1843) u «JJon Cebactbsin ITopryramsckuit» (1843). Kpome
TOTO, OH COYNMHINT /IBe 3HAYNTE/TbHBIE OIlePhI IS IOCTAHOBKY B Bere,
IJie OH CTa/l KOMIIO3MTOPOM Ipy VIMIIepaTopcKoM ABOpE, 9T0 Gbuiu
«JIunpa gu Mamynn» (1842) u «Mapus iu Poran» (1843).

K atomy BpemeHn 60/1e3Hb y)Ke CTaja OKasbIBaTh BO3/ENCTBIE HA
€ro ICUXIYecKoe cocTosAHMe. B auBape 1846 rofja ero HaIpaBuIn B
NCUXMATPIIecKyIo TedeGHinty B peamectsbe Ilapioka, Vispu. B
ceHTAGpe 1847 rojja pemeHo 6bII0 TIepeBe3Ty ero o6paTHO B VTammo
B TIIETHOJ Ha/IeXJIe, YTO POJTHOI BO3/TYX MOMOYKET €My IONPABUThCA.
OH go6parncs o Bepramo, HO yMep TaM 1O/Tofa CIycTs, 8 anpens
1848 ropa.

LUCIA DI LAMMERMOOR

Jeremy Commons

When Donizetti wrote Lucia di Lammermoor in Naples in 1835 he had
already composed more than forty operas. We nowadays recognise
him as a supreme melodist, as one of the finest of all composers for
the voice, and as a master of the theatre, but he himself would have
thought of himself simply as a hard-working, struggling musician.
Never free from monetary worries, he could not afford to fill his head
with abstract theories of opera as art. He was concerned, quite simply,
with theatrical success: with producing works that were appealing in
their subjects, that stirred the emotions of their audiences through
their use of lyrical and expressive melody, and that moved well and
effectively on stage. Unlike Verdi, he never emerged from his ‘galley-slave’
years: rarely if ever was there time in his overworked life for him to
stand back and take a dispassionate view of what he was doing.

He chose the subject of Lucia himself, saying that he did so to distract
his mind from the ‘terrible’ - he is thinking of Aristotle’s dictum that
tragedy arouses ‘terror’ in the minds of an audience - of his previous
opera, Marino Faliero (Paris, March 1835). In April, when he returned
to Naples, he should have found the text of his new opera written,
approved by the censors, and ready for him to compose. But the
Compagnia d’Industria e Belle Arti, the society which ran the Teatro
San Carlo, was close to bankruptcy, and all its affairs were in disorder.
No librettist was assigned to the project until mid-May, and then it was a
comparative beginner, Salvadore Cammarano. Once appointed, however,
Cammarano had a synopsis of the plot ready for submission to the
censors by May 29th, while Donizetti, it has been estimated, composed
the whole of the music in about forty days. From a note at the end
of the manuscript, we know that the opera was finished on July 6th.

This speed of composition, let us note in passing, should not be taken
as a sign of careless or inferior work. The demand for new operas in
nineteenth-century Italy was such that nearly all composers were
obliged to make use of recognised shortcuts. Most of them, in a first
burst of activity and inspiration, would compose an entire opera in
skeletal essentials - vocal lines, double-bass line (as an indication of
the harmony) and a few phrases of solo instrumentation; and then
at a later date would return to fill in the textures of orchestration.
Never, moreover, would they waste time in writing out the second
verse of a cabaletta or final fast section: they would simply mark a
repeat of a series of numbered bars.

In Donizetti’s case, however, speed of composition was even more part
and parcel of his character as a composer. ‘It may be blameworthy;
he once wrote, ‘but what I have done well has always been done quickly;
and many times the rebuke of carelessness has fallen on what cost me
a greater length of time’. This was, in fact, a feature of the romantic
approach to composition: one should write in the white heat of
inspiration; one should seize the fervour and emotion of the moment
before ever it had time to cool.

Rehearsals began in mid-August, and on September 5th (already two
months after it had originally been hoped to produce the opera), we
still find him writing that ‘the Societd is about to fail. Persiani [Fanny
Tacchinardi-Persiani, the prima donna who was to sing Lucia] has
not been paid and does not want to rehearse, and tomorrow I shall
protest... God knows if I shall be paid... And if the music deserves
this, by God it’s not bad.

Non ¢ infame - ‘it’s not bad’ - this is the only time before the first
performance finally took place on September 26th that he gave any
indication of his own judgment of the music. Self-effacing by nature,
he rarely reported his successes and preferred, if friends had to be told,
to enclose press-clippings with his letters. He broke his own rule,
therefore — and fully realised it - when on September 29th he described
to his publisher Giovanni Ricordi the triumph of the first night:

Lucia di Lammermoor has been performed, and

between friends let me bring shame on myself and

tell you the truth. It pleased, and pleased very much,

if I am to believe the applause and the compliments

I have received. I was called on to the stage many times,
and the singers too... On the second night I saw
something almost unheard of in Naples: in the [first]
finale, after great cheers at the adagio [the sextet],
Duprez [Gilbert Louis Duprez, the French tenor who
created the role of Edgardo] in the curse - before the
stretta — elicited the wildest applause. Every piece was
heard in religious silence and followed by spontaneous
shouts of ‘evviva’... Tacchinardi, Duprez, Cosselli [Enrico]
and Porto [Raimondo] gave an excellent account of
themselves, and the first two, especially, were prodigious.

Lucia from the first was a singer’s opera. But it was not until later that
it became known as a prima donna’s opera. When the music was
printed, Donizetti dedicated it to Persiani and Duprez together,

for it was they who had shared the initial triumph.

In Persiani, somewhat ironically, Donizetti had the perfect Lucia. ‘She
was not precisely insignificant to see, so much as pale, plain and anxious.
She gave the impression of one who had left sorrow and sickness at
home’ Chorley’s description may not be complimentary, but it describes
Lucia’s characteristics most aptly. For Lucia is one in a line of Donizettian
heroines who, innocent of crime, are driven inexorably to undeserved
death. Anna Bolena, Parisina and Maria Stuarda are others, but whereas
one may die protesting against her fate, and another in a state of religious
ecstasy, Lucia is a heroine who is peculiarly passive. A wan creature
of the romantic moonlight, she succumbs, we may feel, without any
great remonstrance, to pressures brought to bear on her by her brother,
Enrico, and by the family chaplain, Raimondo Bidebent. Pathos is
the quality that surrounds her.

Chorley was not a great admirer of Persiani’s voice, either. ‘It was an
acute soprano;, he recorded, ‘acrid and piercing rather than sweet,
penetrating rather than full, and always liable to rise in pitch’ It is only
fair, however, to insist that this was a minority opinion. Théophile
Gautier wrote that her voice ‘has a surprising range, sweetness and
resonance; it is one of the most marvellous that it has ever been given
to the dilettanti to hear’.

If Persiani’s appearance lent itself to the part of Lucia, Duprez seems
to have played a more active part in shaping his role. Years later, when
he came to write his memoirs, he recalled that:

Many times, in the course of his work, [Donizetti]
consulted me on this or that piece; so jokingly he used
to call me his ‘bungler} because I used to make him
change or add, sometimes a phrase, sometimes a bar

or several notes. For example, the great scene of the last
act, which finishes the opera, used to end up just like any
other big aria: I advised him to take up the main theme
again in the cellos, underneath the sobs and broken
lamentations of Edgar. He was so pleased with the idea
that he put it into execution at once and sent me the
whole piece, copied out in his own hand, to ask me

for my approval. I sent back the approval and kept the
autograph, at the bottom of which the composer had
written these words in Neapolitan dialect: ‘And you

strike yourself, and fall, but you fall alone; for if I had
to fall too, I would have fallen already’.

Duprez is generally remembered as the first tenor to carry his chest
voice up to high C, so gaining greater power and dramatic force
than he could have done had he, like his predecessors, changed at a
considerably lower pitch to head voice. But at the same time he was
famed for the smoothness of his legato, and had initially sung in a
light buoyant style as a result of an early training in opéra comique.
‘What he particularly saw and valued in Donizetti’s music is revealed
by what he had to say of Parisina, composed for him in 1833:

It unites the grace and elegance of the light genre, in
which I had trained myself at the beginning of my career,
with the elevated qualities of opera seria, which had
produced such good results for me in the previous
eighteen months, and it seems the ‘hyphen-mark’
between the two.

More than any other singer, it is said to have been Fanny Persiani who
made Donizetti’s operas popular outside Italy. And it was probably she
who introduced into the mad scene of Lucia the extended flute-and-voice
cadenza, which, from the point where voice and instrument separate
and begin to imitate each other, was not the work of Donizetti. More
than any other single feature, this cadenza contributed towards
disguising the original character of the opera and turning it into

a vehicle for prima donnas.

At this point we may note that the mad scene, so celebrated in operatic
literature for its flute obbligato, was not initially composed with flute
in mind at all. In Donizetti’s manuscript the obbligato line was originally
written for a glass harmonica, a set of musical glasses. Anyone who

hears the present performance, which like a number of other modern-day
recordings reverts to glass harmonica, will agree that its eerie shimmering
sound is just right to convey a sense of madness. But surprisingly this
line in the manuscript has been firmly crossed out, and re-written for
flute. What was the reason? Recent research has revealed that the glass
harmonica player, after rehearsing his part with Persiani, quarrelled
with the management because of non-payment of fees owing to him,
and presumably withdrew his services.

It was while Persiani was singing Lucia, in the very early years, that
cuts began to appear in the text. As early as 1839 a critic in London
complained that the Act IT scene for Raimondo and Lucia ‘has been
invariably omitted; and that ‘in this year too, the duet between Rubini
and Tamburini, at the opening of the third act [the Wolf’s Crag scene],
has also been suppressed’. While there is no evidence that Persiani
was personally responsible for these changes, we must realise that they
contributed to reducing the men’s roles and highlighting Lucia’s. At the
same time there is evidence to suggest that it was she who first omitted
‘Regnava nel silenzio’ and substituted a more brilliant but less distinctive
aria, ‘Percheé non ho del vento?’ from an earlier opera which Donizetti
had written for her, Rosmonda d’Inghilterra (Florence, 1834). The change
evidently met with Donizetti’s approval since it became an integral feature
of the French version of Lucia which he took an active part in preparing.

Nowadays the tide has turned and runs strongly in the direction of
restoring the original text. ‘Regnava nel silenzio’ has regained its
rightful place; Raimondo’s Act II aria and the Wolf’s Crag scene are
generally if not invariably performed; while a number of recordings
not only restore all cuts but even reverse some traditional changes
of key which were made for the ease of the performers.

In terms of Donizetti’s career, Lucia was the most brilliant in a long line
of successes. But this was not all: for him it represented the discovery
of a new librettist. In Salvadore Cammarano he came as close as he was
ever to come to finding a librettist of the first order whose interest
in the way operas move on stage coincided with his own. No other
nineteenth-century libretti move as fast as those of Cammarano,
leaping from climax to climax, relegating inessentials to the shortest of
recitatives, and relaxing the pace only for emotional climaxes such as,
in Lucia, the marriage scene, the mad scene, and Edgardo’s tomb scene.

Cammarano has been much criticised for his cavalier handling of Scott’s
story, particularly for his omission of key figures such as Lucia’s mother,

the domineering Lady Ashton, and the old butler Caleb Balderstone,
and for the manner in which he changed Edgardo’s death - necessarily,
we may think, since being swallowed up by quicksands hardly lent
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itself to stage presentation. But let us give him his due: he concentrated
on the two central figures, Lucy and Edgar, and in this his dramatic
instinct was right. He was also able to provide something else Donizetti
wanted: verse that was genuinely passionate. ‘T want love, Donizetti
once wrote, ‘without that all subjects are cold - and let it be violent
love’ It was not by chance that, almost unknown at the time he wrote
Lucia, Cammarano should have gone on to supply the texts of Donizetti’s
next six serious operas; no mere chance, either, that Verdi should
have been fired by his last work, I trovatore.

I once asked a distinguished Italian author and musical scholar what
it was that in his opinion made Donizetti a great composer. His reply
was to sing me ‘Alfin son tua, Lucia’s phrase from the mad scene when
she imagines that she and Edgardo are married. It was an answer I
have never forgotten, for it tells us virtually everything we need to know
of Donizetti. Capable though he was of flattering his performers with
brilliant music that calls for virtuoso singing, in moments of absolute
truth his writing is essentially simple. His melodies grow out of the
rhythms and inflections of the spoken word; their simplicity gives them
maximum emotional appeal; their frequently popular character links
them indissolubly with the land of their origin. If I myself were asked
to choose an example, I think I would suggest “Tu che a Dio spiegasti
ali’ from Edgardo’s tomb scene, for it succeeds in combining what
would initially seem two markedly disparate elements: a buoyancy
and lilting accentuation of melody, ultimately deriving from popular
street-song, and a heart-rending expression of grief and loss.

The Donizetti revival of the last sixty years has seen the revival of
many undeservedly neglected operas, but it is significant that the
acknowledged place of Lucia di Lammermoor as his masterpiece has
never been challenged. Increasingly, as it goes on, this is an opera which
tugs at our heart-strings. And if a composer can still speak to us in
this way, more than 175 years after his opera was written, surely he
deserves his place in the hall of fame.

GAETANO DONIZETTI

Jeremy Commons

Born in Bergamo on 29 November 1797, Donizetti came from an
extremely humble background. The only reason he was able to receive
a musical education was that the German composer Johann Simon Mayr,
maestro di cappella of the church of S. Maria Maggiore, instituted
‘Charitable Lessons’ to train the sons of impecunious families as
choirboys. In 1815 he proceeded to Bologna to continue his studies
with Padre Mattei, the teacher of Rossini.

He made his debut in Venice in 1818 with Enrico di Borgogna, but
really began to attract attention only in 1822 when he composed
Zoraida di Granata for Rome and La zingara for Naples.

His great break-through came at the end of 1830 when he wrote
Anna Bolena for Milan, an opera which established his reputation
all over Europe. As a result most of his operas of the 1830’ — works
like Lelisir damore (Milan, 1832), Lucrezia Borgia (Milan, 1833),
Lucia di Lammermoor (Naples, 1835), and Roberto Devereux (Naples,
1837) — were widely produced and warmly received.

Meanwhile his private life became overshadowed with tragedy. In 1828
he had married Virginia Vasselli, the daughter of a Roman lawyer, but
about that same time or even earlier he contracted, without realising
it, syphilis. Consequently the couple’s three children all died at birth
or soon thereafter, and Virginia herself died shortly after the birth of
the third. Donizetti was left disconsolate and restless, so that in 1838,
when Poliuto was prohibited in Naples on account of its religious
subject-matter, he left Italy and moved to Paris.

There he revised Poliuto as Les Martyrs (1840), and produced La Fille
du Régiment (1840), La Favorite (1840), Don Pasquale (1843) and
Dom Sébastien roi de Portugal (1843). He also composed two important
operas for Vienna, where he became Imperial Court composer: Linda
di Chamounix (1842) and Maria di Rohan (1843).

By now his illness was seriously affecting his mental capacities. In
January 1846 he was committed to an asylum at Ivry on the outskirts
of Paris. In September 1847, in an ineffectual attempt to improve his
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condition, it was decided to try a return to his native air. He reached
Bergamo, but died there six months later on 8 April 1848.

LUCIA DI LAMMERMOOR

Jeremy Commons

Lorsque Donizetti compose Lucia di Lammermoor a4 Naples en 1835,
il a déja écrit quarante opéras. Ce musicien, que fon qualifie aujourd’hui
de mélodiste dexception, de compositeur vocal émérite et de maitre
de la scéne lyrique, ne se considérait sans doute lui-méme que comme
un simple artisan sacharnant au travail pour subsister. Toujours accablé
de soucis financiers, il n’a guére le loisir de théoriser sur Iart lyrique.
Limportant pour lui est, avant tout, de réussir a produire des ceuvres
qui plaisent au public et le mettent en émoi par leur thématique, leur
lyrisme et leur expressivité mélodique, tout en se prétant efficacement
4 la mise en scéne. Contrairement a Verdi, Donizetti néchappera jamais
a cette « galére » : il n'aura que rarement, voire jamais, le temps de

prendre du recul et de s’interroger sur son activité de compositeur.

S'il prend Lucia pour théme, cest pour se distraire, dit-il, de son « terrible »
opéra précédent, Marino Faliero, créé a Paris en mars 1835 — « terrible »
selon la définition aristotélicienne de la tragédie, censée inspirer de la
« terreur ». A son retour a Naples en avril, Donizetti croit y trouver le
livret du nouvel opéra terminé, approuvé par la censure et prét a étre
mis en musique. Malheureusement la Compagnia d’Industria e Belle
Arti en charge du Théatre San Carlo est au bord de la faillite et ses
affaires sont dans le plus grand désordre. A la mi-mai, aucun librettiste
n'a encore été chargé du projet, qui sera finalement confié 4 un relatif
débutant, Salvadore Cammarano. Cammarano se met rapidement au
travail. Le synopsis est soumis au comité de censure dés le 29 mai et
moins de six semaines plus tard, la partition semble achevée : d'apreés
la note qui conclut le manuscrit, Donizetti termine lopéra le 6 juillet.

Précisons que la rapidité avec laquelle Donizetti compose cet opéra
ne saurait s interpréter comme une marque de légéreté ou une faiblesse
du travail. En Italie au dix-neuviéme siécle, lengouement pour fopéra
et lafflux de demandes pour de nouvelles ceuvres sont tels que la plupart
des compositeurs sont obligés, on le sait, de prendre des raccourcis.
Ainsi la majorité dentre eux composent la structure densemble dans
la frénésie - lignes vocales, basse chiffrée (pour indiquer les accords)
et bréves indications orchestrales pour instruments solos — et reprennent
le tout plus tard pour le peaufiner. Jamais ils n'auraient perdu leur
temps & écrire dans le détail la seconde partie d’'une cabaletta ou
son finale plus rapide, se contentant au contraire d’indiquer par leur
numérotation la répétition d’un certain nombre de mesures.

Plus que chez tout autre, la rapidité a laquelle Donizetti compose est
une des caractéristiques de sa personnalité de créateur. « A tort ou a
raison, écrit-il, ce que jai fait de mieux, je l'ai toujours fait vite ; et
bien souvent quand on m'a accusé de négligence, cétait pour des piéces
qui m'avaient pris du temps. » Cette attitude refléte en partie lattitude
romantique : il s'agit de composer dans le feu de I'inspiration pour
saisir sur le vif [élan et 'émotion du moment.

Les répétitions démarrent a la mi-aofit et le 5 septembre (deux mois
apres la date prévue a lorigine pour la création de lopéra) Donizetti
écrit : «la Societd est au bord de la faillite. Persiani [Fanny Tacchinardi-
Persiani, la soprano qui devait chanter Lucia] n'a pas été payée et refuse
de répéter, et demain je vais me plaindre... Dieu sait si je serai payé...
et si ma musique mérite cela. Mon Dieu, elle nest pas mauvaise. »

Non ¢ infame — « pas mauvaise » — cest la premiére fois que Donizetti
nous livre son sentiment sur cet opéra, dont la premiére représentation
naura finalement lieu que le 26 septembre. Modeste de nature, le
compositeur évoque rarement ses succes et préfére, pour en informer
ses proches, leur envoyer des coupures de presse. Il rompt néanmoins
avec ses habitudes — et il en a conscience - dans la missive qu’il envoie
le 29 septembre a son éditeur, Giovanni Ricordi, pour lui annoncer
le triomphe de Topéra :

On a joué Lucia di Lammermoor et, entre nous,
permets-moi sans fausse honte de te dire que

mon opéra a plu, et beaucoup a en croire les
applaudissements et les compliments reus. On m’a

rappelé plusieurs fois sur la scéne de méme que les
chanteurs... Lors de la deuxiéme représentation, jai
assisté & quelque chose quon navait encore presque
jamais vu & Naples : dans le [premier] finale, aprés les
applaudissements qui ont accueilli 'adagio [le sextuor],
Duprez [Gilbert Louis Duprez, le ténor frangais qui
créa le role] dans la scéne de la malédiction - avant

la stretta — a provoqué un véritable déchainement.

La salle a écouté chaque aria dans un silence religieux
suivi dexplosions spontanées de bravos... Tacchinardi,
Duprez, Cosselli [Enrico] et Porto [Raimondo]
donnérent le meilleur deux-mémes, surtout les deux
premiers qui furent prodigieux.

Lucia est demblée pergu comme un opéra de chanteurs. Ce nlest que
plus tard quon y verra un opéra de prima donna. Dans sa version
imprimée, la partition est dédiée a la fois & Persiani et 4 Duprez, qui
contribuérent tant a son triomphe initial.

Pour Donizetti, Persiani est, un peu paradoxalement, la Lucia idéale.
« Ce nlest pas tant quelle a un physique anodin, mais quelle est péle,
ordinaire, inquiéte, comme si elle avait laissé maladie et chagrin derriére
elle. » La description que Chorley donne delle nest guére flatteuse,
mais néanmoins apte. Car Lucia est une de ces héroines donizettiennes
fonciérement innocentes qu'un destin injuste et inexorable conduit
ala mort. Comme Anna Bolena, Parisina et Maria Stuarda. Mais alors
que I'une meurt rebelle a son sort et lautre dans un moment dextase
religieuse, Lucia est remarquablement passive. Héroine romantique
fragile, elle succombe sans grande résistance aux pressions de son
frére, Enrico, et du chapelain de la famille, Raimondo Bidebent. Ce
qui la caractérise, cest le pathos.

Chorley n'admire pas non plus sans réserve la voix de Persiani : « Elle
a une voix plus 4cre et pergante que douce, plus pénétrante que pleine,
et dont le timbre tend toujours vers les aigus ». Précisons toutefois

que lopinion de Chorley est loin détre représentative. Ainsi Théophile
Gautier admire Iétendue, la douceur et la résonance de sa voix, « 'une
des plus merveilleuses qu'il ait été donné aux dilettanti dentendre ».

Si le physique de Persiani sied au réle de Lucia, il semble que Duprez
ait contribué plus activement a définir les roles. Bien des années plus
tard, il écrira dans ses mémoires :

[Donizetti] me consultait souvent ; il me traitait en
plaisantant de « saboteur », parce que je lobligeais a
effectuer des changements ou a ajouter, ici une phrase,
la une mesure ou quelques notes. Par exemple, dans

la grande scéne du dernier acte, I'aria du finale se
terminait comme un grand aria ordinaire : je lui
conseillai de reprendre et récrire le théme principal
pour les violoncelles afin daccompagner les sanglots
et les cris d’Edgar. Lidée lui plut tellement qu’il la

mit & exécution tout de suite et menvoya le tout pour
approbation, recopié de sa main. J'approuvai, et
conservai le manuscrit au bas duquel le compositeur
avait écrit dans son dialecte napolitain : « Tu te frappes
et tu tombes, mais tu tombes seul ; car si javais da,
moi aussi, tomber, ce serait déja fait. »

Duprez doit lessentiel de sa renommée a son « contre-ut de poitrine ».
11 fut le premier a l'utiliser systématiquement pour gagner en puissance
et en intensité dramatique au lieu de passer plus tot, comme ses
prédécesseurs, a une voix de téte. Il était également réputé pour la
fluidité de son legato car, formé a l'opéra comique, il avait d’abord
chanté dans un style plus léger et alerte. Clest a propos de Parisina,
composé a son intention en 1833, qu'il révéle ce qui I'intéresse et
Pattire dans la musique de Donizetti :

Elle allie la grace et Iélégance de I'opéra léger, auquel

je me destinais au début de ma carriére, aux hautes
aspirations de 'opera seria, qui m’avait particuliérement
bien servi au cours des dix-huit mois précédents, et cest
ce qui fait, me semble-t-il, le trait d’'union entre nous.

On attribue le succes des opéras de Donizetti hors d’Italie a Fanny
Persiani, plus qu'a toute autre. C'est probablement elle qui, dans la
scéne de la folie, introduisit le long dialogue voix-flitte, ou la voix et

Pinstrument finissent par s'imiter I'un lautre, car ce nest certainement
pas le travail de Donizetti. Cette cadence a surtout contribué a masquer
Toriginalité de I'ceuvre et a en faire un opéra de prima donna.

Ajoutons également que 'obbligato de la scéne de la folie, qui a tant
fait couler dencre, nétait pas pour fliite a lorigine. Dans la partition
autographe, il est écrit pour ’harmonica de verre - version mécanique
des verres musicaux. Comme nombre de gravures modernes, la présente
production fait appel & ’harmonica de verre, dont les étranges sonorités
chatoyantes évoquent incontestablement la folie. Dans ces conditions
on ne peut pas manquer de s’interroger sur les raisons pour lesquelles
le compositeur a rayé le passage concerné a grands traits de sa main
afin de le récrire pour la fliite. Selon certaines recherches récentes,
le joueur d’harmonica de verre se serait disputé avec la direction du
théétre pour cause de non paiement aprés le début des répétitions
avec Persiani, et leur aurait ensuite refusé ses services.

Clest au moment ot Persiani incarne Lucia, dans les toutes premiéres
années, que commencent a apparaitre des coupures dans le texte. Dés
1839, a Londres, un critique regrette que la scéne de l'acte II entre
Raimondo et Lucia soit « réguliérement supprimée », et note que cette
année-la « le duo entre Rubini et Tamburini, au début du troisiéme
acte [dans la scéne située a Wolf’s Crag], a également disparu ». Rien
ne prouve que ces coupures soient le fait de Persiani, mais force est de
constater quelles réduisent 'importance des roles masculins et mettent
en valeur celui de Lucia. On sait par ailleurs que cest Persiani qui, la
premiére, a remplacé « Regnava nel silenzio » par « Perché non ho
del vento? », air plus brillant mais moins spécifique extrait d’un opéra
que Donizetti a déja écrit pour elle, Rosmonda d’Inghilterra (Florence,
1834). Ce changement a manifestement I'approbation de Donizetti
puisqu’il fait partie intégrante de la version frangaise de Lucia, préparée
avec la participation active du compositeur.

De nos jours, la tendance sest fortement inversée avec le retour a la
version d'origine : « Regnava nel silenzio » y occupe a nouveau une
place de choix ; au deuxiéme acte, l'air de Raimondo et la scéne de
‘Wolf’s Crag sont le plus souvent repris ; et nombre denregistrements
annulent non seulement toutes les coupures mais les changements
de clefs introduits pour accommoder les chanteurs.

Avec Lucia, Donizetti remporte le succés le plus retentissant de

sa carriére. Mais ce nest pas tout : lopéra marque le début de sa
collaboration avec un nouveau librettiste. Le compositeur trouve en
Salvadore Cammarano, plus quen tout autre, un librettiste de premier
plan qui partage sa passion pour la dramaturgie. Dans aucun livret
dopéra du dix-neuviéme siécle, l'action ne progresse avec autant de
rapidité que dans ceux de Cammarano : multipliant les temps forts,
il relégue les détails a des récitatifs trés succincts et ne ralentit le pas
que dans les moments les plus intenses comme la scéne du mariage, la
scéne de la folie et celle ot Edgardo se donne la mort 4 la fin de Lucia.

Cammarano fut trés critiqué pour son adaptation du roman de Walter
Scott, jugée par trop cavaliére en raison notamment de la suppression
de personnages clés comme la mére de Lucia, la tyrannique Lady
Ashton, et le vieux serviteur Caleb Balderstone, et de la maniére dont
il fait mourir Edgardo - changement qui s'imposait, pourrait-on dire,
vu la difficulté qu’il y aurait & mettre en scéne des sables mouvants.
Soyons juste, Cammarano centre I'intrigue sur les deux personnages
principaux, Lucy et Edgar, ce qui démontre la stireté de son instinct
dramatique. Il est également capable, élément essentiel, de donner &
Donizetti un texte plein de passion. « Il faut de Famour, écrit Donizetti,
sans quoi tous les sujets manquent de vie - et cet amour, il le faut
violent. » Pratiquement inconnu au moment ou il écrit Lucia, Cammarano
produira le livret des six opéras sérieux suivants de Donizetti, et Verdi
trouvera l'inspiration dans le dernier dentre eux, Il trovatore — ce nest
pas un hasard.

J'ai demandé, un jour, & un éminent auteur et musicologue italien ce
qui faisait, d’aprés lui, la grandeur de Donizetti. Pour toute réponse,
il sest mis a fredonner « Alfin son tua », phrase prononcée par Lucia
dans la scéne de la folie au moment ot elle s'imagine mariée 4 Edgardo.
Si cette réponse miest restée en mémoire, cest quelle dit lessentiel de
ce qu’il faut savoir sur Donizetti. Capable de flatter les chanteurs par
des partitions brillantes qui exigent de la virtuosité, son écriture reste
simple dans les moments de vérité absolue. Ses mélodies se nourrissent
du rythme et des inflexions de la parole ; leur simplicité est porteuse
d’une expressivité maximale ; et par leur caractere souvent populaire,
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elles senracinent irrémédiablement dans la culture italienne. Si lon me
demandait, @ mon tour, den donner une illustration, je prendrais le
« Tu che a Dio spiegasti 'ali » ' Edgardo dans la derniére scéne, car
s’y allient avec succés deux éléments qui sembleraient plutot disparates :
une certaine légéreté, un balancement de la mélodie issus de la ballade
populaire, mais aussi lexpression déchirante du chagrin et de la perte.

Le regain d'intérét pour Donizetti depuis une soixantaine années a permis
de redécouvrir nombre dopéras tombés a tort dans Ioubli, mais Lucia
di Lammermoor n'a jamais vu sa réputation de chef dceuvre remise en
question. Au fil du temps, cet opéra continue & nous parler de plus en
plus. Et sl nous parle encore ainsi, plus de 175 ans aprés sa création, cest
que son compositeur mérite bien sa place au Panthéon de la musique.

GAETANO DONIZETTI

Jeremy Commons

Né a Bergame le 29 novembre 1797, Donizetti est issu d’'une famille trés
modeste. S'il regoit une éducation musicale, cest grace au compositeur
allemand Johann Simon Mayr, maestro di cappella 2 Santa Maria
Maggiore, qui a créé des « Cours charitables de musique » a I'intention
des enfants de cheeur fils de parents pauvres. En 1815, le jeune Donizetti
se rend a Bologne pour y poursuivre ses études sous la direction de
Padre Mattei, dont Rossini fut également Iéléve.

Sa carriére de compositeur dopéra débute a Venise en 1818 avec Enrico
di Borgogna, mais il ne connait ses premiers succés quen 1822 avec
Zoraida di Granata 3 Rome et La zingara 4 Naples.

En décembre 1830, il triomphe enfin a Milan avec Anna Bolena, opéra
qui fait sa renommeée dans toute I'Europe. La plupart de ses opéras des
années 1830 — Lelisir damore (Milan, 1832), Lucrezia Borgia (Milan,
1833), Lucia di Lammermoor (Naples, 1835), et Roberto Devereux

(Naples, 1837) — seront trés largement joués et chaleureusement accueillis.

Sa vie personnelle est toutefois assombrie par la tragédie. En 1828,
il a épousé la fille d’'un avocat romain, Virginia Vasselli ; a la méme
époque, ou quelque temps auparavant, il a toutefois contracté, sans
le savoir, la syphilis. En conséquence, leur trois enfants mourront a
la naissance ou peu apres, et Virginia ne survivra pas au troisiéme.
Donizetti en est si profondément affecté que lorsque Poliuto est interdit
a Naples a cause de sa thématique religieuse en 1838, il quitte I'Italie
et s'installe a Paris.

Clest 1a qu'il reprend Poliuto sous le titre Les Martyrs (1840) et écrit
La Fille du Régiment (1840), La Favorite (1840), Don Pasquale (1843)
et Dom Sébastien roi de Portugal (1843). Il compose également deux
opéras importants pour Vienne, ot il est nommé maitre de chapelle
de la cour : Linda di Chamounix (1842) et Maria di Rohan (1843).

Mais déja ses facultés mentales sont gravement altérées par la maladie.
En janvier 1846, il est interné dans un asile d’aliénés a Ivry, aux environs
de Paris. Dans l'espoir daméliorer sa santé, on le ramene chez lui, a
Bergame, en septembre 1847, mais en vain. Il y meurt six mois plus
tard, le 8 avril 1848.

LUCIA DI LAMMERMOOR

Jeremy Commons

Als Donizetti 1835 in Neapel Lucia di Lammermoor schrieb, hatte
er bereits {iber vierzig Opern verfasst. Heute schétzen wir ihn als
herausragenden Melodiker, als einen der besten Komponisten fiir
die menschliche Stimme und als Meister des Theaters, er selbst jedoch
hitte sich lediglich als hart arbeitenden Musiker bezeichnet, der sein
Leben lang kimpfen musste. Stets hatte er Geldsorgen, und so konnte
er es sich gar nicht leisten, sich mit abstrakten Theorien iiber Oper
als Kunst zu beschiftigen. Thm ging es schlicht um Biihnenerfolge:
Werke iiber spannende Stoffe zu schreiben, die das Gefiihl des Publikums
durch den Einsatz lyrischer und ausdrucksstarker Melodien ansprachen
und sich auf der Bithne wirkungsvoll inszenieren lieSen. Im Gegensatz
zu Verdi kam er nie iiber die Jahre als ,,Galeerensklave* hinaus: Nur
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ganz selten, wenn iiberhaupt, fand er in seinem arbeitsreichen Alltag
Zeit, einen Schritt zurlick zu treten und einfach zu betrachten, was er tat.

Den Stoff zu Lucia wihlte er selbst, und zwar, wie er sagte, um sich
von der ,,Furcht” - dabei dachte er an Aristoteles’ Diktum, eine Tragodie
rufe bei den Zuschauern Furcht hervor - seiner vorhergehenden Oper
Marino Faliero (Paris, Mérz 1835) abzulenken. Eigentlich sollte bei
seiner Riickkehr nach Neapel im April der bereits von den Zensoren
gebilligte Text fiir seine neue Oper vorliegen, damit er sofort mit dem
Komponieren beginnen konnte. Doch die Compagnia d’Industria e
Belle Arti, die das Teatro San Carlo betrieb, stand vor dem Bankrott,
im Geschiftsbetrieb herrschte vollige Unordnung. Erst Mitte Mai
wurde ein Librettist fiir das Projekt bestimmt, mit Salvadore Cammarano
zudem ein relativer Anfanger. Dieser setzt sich jedoch, kaum hatte
er den Zuschlag erhalten, an die Arbeit und hatte am 29. Mai eine
Zusammenfassung der Handlung zur Vorlage bei den Zensoren
abgeschlossen. Donizetti wiederum, so die Schétzungen, komponierte die
ganze Musik in rund vierzig Tagen. Einer Notiz am Ende des Manuskripts
konnen wir entnehmen, dass er die Oper am 6. Juli fertig stellte.

Allerdings darf man die kurze Kompositionszeit nicht als Indiz
dafiir werten, dass es sich dabei um ein nachldssig gearbeitetes
oder zweitklassiges Werk handeln konnte. Im 19. Jahrhundert war
die Nachfrage nach neuen Opern in Italien derart gro}, dass sich
praktisch alle Komponisten gezwungen sahen, tradierte Abkiirzungen
zu nehmen. So skizzierten sie meist in einem Aufwallen von Inspiration
und Tatendrang das gesamte Geriist der Oper — Vokallinien,
Kontrabasslinien (als Umriss der Harmonie) sowie einige Passagen
der Soloinstrumentierung; erst spiter machten sie sich dann daran,
die Klangfarben des Orchesters auszuarbeiten. Zudem vergeudeten
sie nie Zeit damit, die zweite Strophe einer Cabaletta oder eines
letzten schnellen Abschnitts auszuschreiben sondern gaben lediglich
die Wiederholung einer Abfolge nummerierter Takte vor.

Bei Donizetti allerdings war schnelles Komponieren ein inhédrenter
Wesenszug. ,Man mag mich darob tadeln®, schrieb er einmal, ,,doch
was ich gut machte, habe ich stets schnell gemacht, und haufig wurde
ich der Sorglosigkeit gescholten bei Dingen, iiber die ich weit linger
gesessen hatte.“ Das war allerdings natiirlich eine Qualitit, die einen
Komponisten der Romantik auszeichnete: Er musste im Fieber der
Inspiration arbeiten, musste das Feuer und die Gefiihlsgewalt des
Moments nutzen, ehe sie erlahmen konnten.

Die Proben begannen Mitte August, am 5. September (bereits zwei
Monate {iber die anfinglich geplante Premiere hinaus) schrieb er:
»Die Societa steht vor dem Bankrott. Persiani [Fanny Tacchinardi-
Persiani, die Primadonna, die die Lucia singen sollte] ist nicht bezahlt
worden und will nicht proben, morgen werde ich Einspruch erheben ...
Weif3 Gott, ob ich bezahlt werde ... Und wenn die Musik es verdient,
sie ist bei Gott nicht schlecht.

Non ¢é infame - ,,sie ist nicht schlecht“: Dies ist das einzige Mal, dass
Donizetti vor der Premiere, die schliefllich am 26. September stattfand,
ein Urteil iiber seine Musik abgab. Er war von Natur aus bescheiden,
erzihlte selten von seinen Erfolgen und zog es vor, wenn er denn
Freunden davon berichten musste, seinen Briefen Rezensionen
beizulegen. Das heifit, er verstief} gegen seine eigene Regel, als er — im
vollen Bewusstsein dessen - am 29. September seinem Verleger Giovanni
Ricordi von der triumphalen ersten Auffiihrung berichtete:

Lucia di Lammermoor ist aufgefiihrt worden, und
unter Freunden erlaube mir, Schande auf mich

zu laden und dir die Wahrheit zu sagen. Sie gefiel,

sie gefiel sehr, wenn ich dem Beifall und den
Komplimenten, die ich bekam, Glauben schenken
darf. Ich wurde viele Male auf die Bithne gerufen,

und auch die Singer ... Am zweiten Abend sah ich
etwas, das in Neapel praktisch ungekannt ist: Im
[ersten] Finale, nach groflem Jubel beim Adagio

[dem Sextett], bekam Duprez [Gilbert Louis Duprez,
der franzosische Tenor, der die Rolle des Edgardo spielte]
beim Fluch - vor der Stretta - stiirmischsten Applaus.
Jedem Stiick wurde mit heiliger Stille gelauscht, darauf
folgten spontane ,evviva“-Rufe ... Tacchinardi, Duprez,
Cosselli [Enrico] und Porto [Raimondo] machten sich
herausragend, wobei insbesondere die beiden
erstgenannten wirklich famos waren.

Lucia galt von Anfang an als eine Sdngeroper, als Primadonnenoper
wurde sie jedoch erst im Lauf der Zeit betrachtet. Bei der Drucklegung
der Musik widmete Doniczetti sie Persiani und Duprez gleichermaflen,
denn die beiden waren es gewesen, die den ersten Triumph mit ihm
geteilt hatten.

In der Persiana hatte Donizetti ironischerweise seine perfekte Lucia
gefunden. ,,Sie war weniger unscheinbar anzusehen als vielmehr blass,
unauffillig und dngstlich. Sie machte den Eindruck einer Person, die
Leid und Krankheit zu Hause gelassen hatte.“ Chorleys Worte mogen
zwar wenig schmeichelhaft klingen, beschreiben aber Lucias Wesen
zutreffend. SchliefSlich ist die Lucia eine von mehreren Donizetti-
Heldinnen, die keines Verbrechens schuldig sind und doch unverdient
in den Tod getrieben werden. Anna Bolena, Parisina und Maria Stuarda
sind andere Beispiele, doch wihrend die eine sterbend gegen ihr
Schicksal aufbegehrt und die andere in religiose Ekstase verfallt, bleibt
die Heldin Lucia vollig passiv. Als bleiches Wesen des romantischen
Monds gibt sie, nach heutigem Dafiirhalten ohne nennenswerten
‘Widerstand, dem Druck nach, den ihr Bruder Enrico und der
Familienkaplan Raimondo Bidebent auf sie ausiiben. Pathos umgibt sie.

Chorley hatte auch wenig fiir Persianis Stimme tibrig. ,,Ein schriller
Sopran', berichtete er, ,,spitz und grell anstatt lieblich, durchdringend
anstatt voll, und nur allzu gern steigt ihre Tonhohe an.“ Allerdings
war das beileibe nicht die generelle Meinung seiner Zeitgenossen.
Théophile Gautier schrieb, ihre Stimme habe ,.einen {iberraschenden
Umfang, eine Siile und Resonanz; sie ist eine der herrlichsten, die
den dilettanti je zu Ohren dringen kann.

Fanny Persiani eignete sich vielleicht optisch fiir die Rolle der Lucia,
Duprez hingegen beteiligte sich offenbar aktiver an der Gestaltung seines
Parts. In seinen Memoiren, die er Jahre spiter schrieb, erinnerte er sich:

Oftmals im Laufe der Arbeit konsultierte [Donizetti] mich
bei diesem oder jenem Stiick. Im Scherz nannte er mich
seinen ,,Pfuscher® weil ich ihn dazu veranlasste, etwas

zu verdndern oder hinzuzufiigen, bisweilen eine Phrase,
dann wieder einen Takt oder einige Noten. Zum Beispiel
die grofle Szene im letzten Akt, zum Abschluss der Oper -
sie endete wie jede andere grofle Arie auch. Ich gab ihm
den Rat, unter dem Schluchzen und den gebrochenen
Klagen Edgars in den Celli noch einmal das Hauptthema
aufzugreifen. Er war von der Idee so angetan, dass er sie
sofort umsetzte, mir das ganze Stiick in eigenhéndiger Kopie
zusandte und um meine Billigung bat. Diese schickte ich
ihm zuriick und behielt das Manuskript, unter das er im
neapolitanischen Dialekt folgende Worte geschrieben hatte:
,Und du triffst dich selbst und fillst, aber du fillst allein,
denn miisste auch ich fallen, wire ich bereits gefallen.

Duprez gilt gemeinhin als der erste Tenor, der mit der Bruststimme
das hohe C erreichte, wodurch er weit mehr Kraft und Dramatik
vermitteln konnte als wenn er, wie seine Vorganger, schon viel frither
auf die Kopfstimme iibergegangen wire. Gleichzeitig war er gerithmt
wegen der Geschmeidigkeit seines Legato, und aufgrund seiner
anfinglichen Ausbildung fiir die opéra comique war sein Gesangsstil
urspriinglich leicht und frisch gewesen. Was er an Donizettis Musik
insbesondere erkannte und schitzte wird ersichtlich aus seinen
Bemerkungen zu Parisina, 1833 fiir ihn komponiert:

[Die Oper] verbindet die Anmut und Eleganz des leichten
Genres, in dem ich mich zu Beginn meiner Karriere
ausgebildet hatte, mit den erhabenen Qualititen der opera
seria, die mir in den vergangenen achtzehn Monaten so
sehr gute Ergebnisse bescherte, und sie scheint mir der
»Bindestrich“ zwischen den beiden Genres zu sein.

Angeblich war es insbesondere Fanny Persiani, die Donizettis Opern
auflerhalb von Italien zu Bekanntheit verhalf. Vermutlich war sie es
auch, die in der Wahnsinnsarie der Lucia die ausgedehnte Kadenz von
Flote und Stimme einfiigte, die ab der Stelle, wo sich Singstimme und
Instrument voneinander l6sen und zu imitieren beginnen, eindeutig
nicht das Werk Donizettis war. Diese Kadenz trug mehr als jeder
andere Einzelaspekt dazu bei, das urspriingliche Wesen der Oper zu
iiberlagern und sie zu einer Primadonnenoper zu machen.

Hier sollten wir vielleicht festhalten, dass die Wahnsinnsszene, die
wegen der Soloflotenbegleitung in der Opernliteratur ihresgleichen
sucht, zunéchst mitnichten fiir die Flote geschrieben war. In Donizettis
Manuskript ndmlich war dieser Part urspriinglich fiir Glasharmonika
geschrieben, ein Instrument aus ineinander geschobenen Glasglocken.
Jeder, der die vorliegende Auffithrung hort, bei der — wie bei einer
Reihe anderer zeitgenossischer Aufnahmen - an dieser Stelle die
Glasharmonika einsetzt, muss zugeben, dass sich der unheimlich
schimmernde Ton grof3artig dazu eignet, ein Gefiihl von Wahnsinn
zu vermitteln. Uberraschenderweise jedoch wurde diese Zeile im
Manuskript dick durchgestrichen und fiir Fléte umgeschrieben.
Weshalb nur? Neuere Forschungen haben ergeben, dass sich der
Glasharmonikerspieler, nachdem er seinen Part mit der Persiani
einstudiert hatte, mit der Theaterverwaltung wegen Nichtbezahlung
seiner Gage tiberwarf und daraufhin wohl seine Mitwirkung aufkiindigte.

Noch wihrend Fanny Persiani die Lucia sang, also in den ersten Jahren,
wurden Textkiirzungen vorgenommen. Bereits 1839 beschwerte sich
ein Londoner Kritiker, die Szene von Raimondo und Lucia im 2. Akt
werde ,unweigerlich ausgelassen und dass ,,in diesem Jahr auch das
Duett zwischen Rubini und Tamburini zu Beginn des 3. Akts [die
Szene beim Turm von Wolfcrag] unterdriickt wurde.“ Zwar kann man
nicht nachweisen, dass die Persiani persénlich fiir diese Veranderungen
verantwortlich war, doch ldsst sich nicht leugnen, dass diese Kiirzungen
dazu beitrugen, die Méannerrollen zu schmilern und Lucias Part in
den Vordergrund zu riicken. Zudem deutet einiges darauf hin, dass
sie als Erste ,,Regnava nel silenzio“ durch eine brillantere, aber weniger
prignante Arie ersetzte, ndmlich ,,Perché non ho del vento?* aus einer
fritheren Oper, die Donizetti fiir sie geschrieben hatte: Rosmonda
d’Inghilterra (Florenz, 1834). Diese Verinderung fand offenbar
Doniczettis Billigung, denn sie ging in die franzosische Version der
Lucia ein, an deren Erarbeitung er aktiv beteiligt war.

Seit einiger Zeit kehrt sich diese Tendenz um, zunehmend wird auf
den Originaltext zuriickgegriffen. ,Regnava nel silenzio ist wieder
an seinen angestammten Platz gekehrt, Raimondo’s Arie im 2. Akt am
‘Wolfcrag wird fiir gewohnlich, wenn auch nicht immer gesungen. Bei
einer Reihe von Aufnahmen wurden nicht nur alle gekiirzten Stellen
wieder eingefiigt, sondern auch einige traditionelle Verdnderungen
in der Tonart riickgangig gemacht, die man der leichteren Spiel- und
Singbarkeit halber vorgenommen hatte.

Uber Donizettis gesamte Laufbahn hinweg gesehen war Lucia der
brillanteste in einer ganzen Reihe von Erfolgen. Aber mehr noch, durch
sie fand der Komponist auch einen erstklassigen neuen Librettisten,
dessen Interesse an der Art, wie Opern sich auf der Bithne entwickeln,
der seiner so nahe kam wie bei keinem Librettisten zuvor: Salvadore
Cammarano. Keine anderen Libretti aus dem 19. Jahrhundert
bewegen sich so schnell vorwirts wie die Cammaranos. Sie springen
von Héhepunkt zu Hohepunkt, verbannen Unwesentliches in ein
knappes Rezitativ und verlangsamen das Tempo nur bei emotionalen
Hohepunkten, in Lucia etwa bei der Hochzeitsszene, der Wahnsinnsszene
und Edgardos Szene bei den Grabern.

Cammarano wurde hiufig ein riicksichtsloser Umgang mit der
Erzéhlung Scotts vorgeworfen, vor allem, weil er auf Schliisselfiguren
wie etwa Lucias Mutter, die dominante Lady Ashton und den alten
Diener Caleb Balderstone verzichtete und Edgardos Tod veranderte -
zwangsldufig, konnte man meinen, da sich ein Sterben im Treibsand
kaum zur Bithnen-wirksamen Inszenierung eignete. Zu Cammaranos
Verteidigung sei gesagt: Er konzentrierte sich auf die beiden Hauptfiguren
Lucy und Edgar, und mit seinem dramatischen Instinkt lag er
goldrichtig. Zudem erfiillte er Donizettis Wunsch nach einem wahrhaft
leidenschaftlichen Text. ,,Ich will Liebe", schrieb der Komponist einmal.
»Ohne sie sind alle Themen kalt - und diese Liebe soll heftig sein.*
Es war kein Zufall, dass Cammarano, der nahezu unbekannt war,
als er Lucia schrieb, die Libretti fiir die nachsten sechs opere serie
Doniczettis verfasste, und ebenso wenig ist es Zufall, dass Verdi sich
von seinem letzten Werk, Il Trovatore, begeistern lief3.

Einmal fragte ich einen angesehenen italienischen Autor und
Musikwissenschaftler, was in seinen Augen Donizettis Grofie als
Komponist ausmache. Zur Antwort sang er mir ,,Alfin son tua“ vor,
Lucias Zeile aus der Wahnsinnsarie, in der sie glaubt, sie und Edgardo
wiirden vermihlt. Die Antwort habe ich nie vergessen, denn sie besagt
fast alles, was wir {iber Donizetti zu wissen brauchen. Zwar verstand er
es, seinen Sangern mit brillanter Musik zu schmeicheln, die virtuose
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Gesangskunst verlangt, doch in Momenten absoluter Wahrheit ist seine
Musik im Grunde sehr schlicht. Seine Melodien erwachsen aus dem
Rhythmus und der Modulation des gesprochenen Worts, durch ihre
Einfachheit gewinnen sie ein Maximum an emotionaler Ausdruckskraft,
und durch ihr haufig populidres Wesen sind sie eng mit dem Land ihrer
Herkunft verbunden. Miisste ich selbst ein Beispiel anfiihren, wiirde
ich wohl ,,Tu che a Dio spiegasti l'ali“ aus Edgardos Griberszene nennen,
denn dieser Phrase gelingt es, zwei im Grunde gegensitzliche Elemente
zu vereinen: eine Lebendigkeit und schwingende Betonung der Melodie,
die letztlich auf das italienische Volkslied zuriickgehen, gepaart mit

einem herzzerreilenden Ausdruck von Trauer und Verlust.

Durch das Donizetti-Revival der vergangenen sechzig Jahre erlebten
zahlreiche zu Unrecht vergessene Opern eine Neuauffithrung, doch
ist es bezeichnend, dass der Rang von Lucia di Lammermoor als sein
anerkanntes Meisterwerk nie angezweifelt wurde. Es ist eine Oper,
die uns im Lauf ihrer Entwicklung zunehmend ans Herz rithrt. Und
wenn ein Komponist noch 175 Jahre nach Entstehung eines Werks
auf diese Art zu uns sprechen kann, dann hat er seinen Platz in der
Ruhmeshalle zweifelsohne verdient.

GAETANO DONIZETTI

Jeremy Commons

Doniczetti, geboren am 29. November 1797 in Bergamo, stammte
aus einer sehr armen Familie. Eine Musikerziehung konnte er nur
bekommen, weil der aus Deutschland gebiirtige Komponist Johann
Simon Mayr, maestro di cappella an der Kirche S. Maria Maggiore,
»wohltitige Stunden" abhielt, um die S6hne mittelloser Familien zu
Chorknaben auszubilden. 1815 ging Donizetti nach Bologna, wo er
seine Studien bei Padre Mattei, dem Lehrer Rossinis, fortsetzte.

Sein Debiit fand 1818 in Verona mit Enrico di Borgogna statt,
Aufmerksambkeit erregte er aber erst 1822 mit der Oper Zoraida di
Granata fiir Rom und La zingara fiir Neapel.

Der Durchbruch gelang ihm schliefSlich Ende 1830, als er fiir Mailand
die Oper Anna Bolena schrieb, mit der er sich in ganz Europa einen
Namen machte. Entsprechend wurde das Gros seiner Werke der 1830er
Jahre - etwa Lelisir damore (Mailand, 1832), Lucrezia Borgia (Mailand,
1833), Lucia di Lammermoor (Neapel, 1835) und Roberto Devereux

(Neapel, 1837) - vielfach aufgefithrt und gefeiert.

Sein Privatleben allerdings war von einer Tragodie {iberschattet. 1828
hatte er Virginia Vasselli geheiratet, die Tochter eines romischen
Juristen, doch etwa zur selben Zeit, wenn nicht bereits friiher, hatte
er sich unwissentlich Syphilis zugezogen. Als Folge davon starben die
drei Kinder des Paares gleich bei oder bald nach der Geburt, und nach
der Geburt des dritten starb auch Virginia. In seinem Ungliick wurde
Doniczetti rastlos und zog 1838, als Poliuto wegen des religiésen
Inhalts in Neapel verboten wurde, nach Paris.

Dort iiberarbeitete er Poliuto zu Les Martyrs (1840) und schrieb La
Fille du régiment (1840), La Favorite (1840), Don Pasquale (1843) und
Dom Sébastien roi de Portugal (1843). Zudem komponierte er zwei
bedeutende Opern fiir Wien, wo er zum Hofkomponisten ernannt
wurde: Linda di Chamounix (1842) und Maria di Rohan (1843).

Zu der Zeit beeintrichtigte seine Krankheit seinen Geisteszustand
bereits zunehmend. Im Januar 1846 wurde er in Ivry am Rand von
Paris in eine Anstalt eingewiesen. Im September 1847 beschloss
man, ihn in der Hoffnung auf eine Besserung seines Zustands in die
italienische Heimat zuriickzubringen. Er kam zwar nach Bergamo,
starb dort jedoch sechs Monate spdter am 8. April 1848.



7 LUCIA DI LAMMERMOOR

JTI0YMA o TAMMEPMYP:
KPATKOE COJEPXAHUE OIIEPBI

Jleiicmeue npoucxodum Ha 80cmouHom nobepexcve lllomnanouu 6
xonue XVII sexa.

Heiictue nepsoe. Cuerna nepsas.

Hopwman, rnasublit necananit mopa Ienpu S1mToHa, HIHENIHETO
BIIafienbIia 3aMKa PaBeHCBYZI, BMeCTe CO CTyraMit MIIIET TAMHCTBEHHOTO
He3HaKOMIIa, KOTOPOTO y)Ke HeCKO/IbKO Pas BUJE/N Ha Mobepexbe
B OKPECTHOCTAX GanrHu Byndkpar.

Tenpu npushaercs Paiimonzy Busie6eny, cBoeMy yXOBHUKY U
HACTABHMKY €ro cecTpbl JIF0uiL, 4TO 6/IAroOTydye CeMbM TIOf YTPO3Oit.
Sprap PaBeHcByp, ObIBIUMIT BIIajiefiel] 3aMKa, Tellepb MOXKET BEPHYTh
cebe CBOI0 COOCTBEHHOCTH U IIOIUTIYECKOE BIIMAHNE, €C/TN JTrouns
He IOMpPaBUT ITOI0XKEHNE JIENT BBITOJJHBIM 3aMy>KE€CTBOM. OI(HGKO
Jliouns, TOX0>Ke, He HAMEPEeHa Ha Hero CoramaThes. Paiimonyy
TIO/IaraeT, 4TO OHa MO-MPEKHeMY CKOPOUT O CKOHYABIIeNCs MaTepi,
OJJHAKO HOPMZH PaccKasbIBaeT, YTO JEBYIIKa 6e3 mamMATH BIo6eHa
B yJK€ YIIOMAHYTOr0 TAMHCTBEHHOTI'O HE3HAKOMIIA, KOTOprﬁ HEIaBHO
CITac ee OT Pa3bAPEHHOTO ObIKa.

BepryBumecs mocye MOMCKOB CYTH COOGIIAIOT, YTO Y3HA/N B
HesHakoMIe rapa PaBencsyna. [enpu — B spocTu.

HeiicrBue mepsoe. Cuena smopas.

JTzoumst, B CONPOBOXIEHNM CBOEIT CTy)KaHKM AJINChI, TPUXOJUT Ha
TaiiHOe CBUIaHMe ¢ DATapOM K paspylieHHOMY poHTany CHpeHbI.

9T0 MeCTO CTPAILIIT €€ TeM, UTO 3[ieCh OPOIMT IPU3PAK JKEHBI OIHOTO
U3 IPEXHIX BIIajieNblieB PaBeHCBy/a, U3 PeBHOCTM YOUTOI My>KeM.

a}:[I‘aP 06’B}IB7IXQT, 4UTO IIOKUAaeT I_HOTZIGH}IMIO M OTHPAB/IAETCA C
TIO/IUTMYECKUM TTOPYYEHUEM BO (DpaHLU/I!(). On HaMepeH HEMEVIEHHO
npocuts y Terpu pyku JTioumi, HO OHa B CTpaxe YMOJISIET €r0 COXPaHUTH
ux mo6oBb B TaliHe. Dfrap rOBOPUT O CBOEIT ITy6OKOIT 06u/e Ha
DLITOHOB U pacckaspIBaeT HIO"H/H/[, YTO KOTAa-TO IMOK/IANCA HABEKN
OBITb UX Bparom. KHﬂTBY OJHAKO BbITECHM/IA M1060Bb K HIO‘!M]/[,
BCIIBIXHYBIIAsI C TIEPBOTO B3T/IANA. MOHO}]]}IE JIOAV KTIAHYTCA B
BEPHOCTU APYT APYTY U 0OMEHNBAOTCA KOJ/IbIIaMU.

HeiictBue BTopoe. Cuena nepsas.

HPOI.L[TIO HECKOJIbKO MEeCALEB. POJI[CTBeHHMKM ChE3)KAKTCA Ha
cBazb6y JIiounu ¢ 4eTOBEKOM, KOTOPOTO BBIGpan s Hee lenpn,
nopiom Aprypom Bexnoy. Tenpu, ofHako, mo-npexHeMy oracaercs,
4TO CecTpa eMy OTKaxkeT. HopmaH ero ycrokausaet: Bce miucbMa
Oprapa k JIrounu repexsayeHbl 1 IPUTOTOB/IEHO MOJIOXKHOE IICHMO,
fie Oprap coobIaeT o CBOeit IIOMOMBKE C APYTOIL.

HPO‘!MTBB MO/IOKHOE MUCBbMO, Jlrounst TIPpUXOJIUT B CMATEHUE.
Yrosopbi PaiiMOH/[a, MMEIOIEro Ha Hee BIMsAHNE, JOBEPUIAIOT JIe/I0,
M OHA B KOHIIe KOHI[OB CIaeTCH.

HeiicrBue BTopoe. Cuena smopast.

Toctu npuBetcTByIoT ApTypa Bekoy, KoTopbiit obemaeT lenpu moMounb
BEPHYTDb €I0 COCTOSAHME, OJTHAKO OCBEJOM/IAETCS, IPABAMBBI JIN
JIOLIE/IIINE IO HErO CTYXM, YTO K JIrounu npossser unTepec arap
PapencByy. [enpy He ycrieBaeT OTBETHUTB, IIOCKOTIbKY B 3371 HEYBEPEHHO
BxopuT JIouns. Ee HACHIbHO ONBOMAT K CTOIY, Ifie IeXXNUT OPauHbIit
KOHTPAKT, KOTOPBIif OHa HEOXOTHO TIOJIVCHIBAET. B 3TOT MOMEHT CHapy»u
JOHOCHUTCS IIIYM U TIOSABIAETCA Drap, TOMBKO YTO BEPHYBIIMIACS U3
@panuym. [IpoTuBHMKN 06HAKAIOT Meuu, a JTiouns majgaeT B 06MOPOK
Ha PYKM CBOMX TIPUCTY>KHUIL. PaitMOH/| IIbITaeTCA BOCCTAHOBUTD
CIIOKOJICTBIE I IOKA3bIBaeT Drapy OpadHblit KOHTPAKT. Jliounms
TIPU3HAETCSA, YTO MOJMMCD TI0]] KOHTPAKTOM — €e, TOTfja Arap CHUMAeT
C e IMaJIblla CBOE KOJIBIIO ¥ C IIPOK/IATIEM 6POCaeT ero eif oj| Horm.
HeiictBue Tperbe. Cuyena nepsas.

Bo Bpemst cTpaliHoOIl rposbl k Orapy B 6auiHio Byndkpsr npuxogut
FCHPM, KDTOPin[ BBI3bIBAET €I0 Ha AY3/Ib. Onn J[IOTOBapMBAIOTCA
BCTPETUTBCS YTPOM Ha (aMIIBHOM Kiaafouiie PaBeHCBYOB.

HeiictBue Tperbe. Cuyera smopas.

ITpasaHuk B 3aMKe PaBeHCBYJ| IPOJIOMKaeTCsA, HO BCKOPE ero
npepsiBaeT PaiiMOHJI, KOTOpBIit 06'bsIB/IsIeT, 4TO JIr04nst IMmmnIach
PpaccysiKa 1 3aK0/I0/Ia CBOETo MyXKa.

Bxopur JTiouns B o6arpeHHON KPOBbIO HOYHOI py6ake. Eit KaxeTcs,
YTO OHA CHOBA XK/ET CBUAAHMA ¢ DfrapoM y ¢porTaHa CHpeHsl, HO
PafioCTh CMEHSIETCs1 Y)KACOM — €l YyAMTCs OOUTAIOLMIT TaM IPU3PAK.
Omua ymornsier Oarapa CIIPATAaThCA U BEJIET €rO K... a/ITapio, YChITTAHHOMY
posammn. B BOO6P&)K€HM" OHAa BUJUT O6PHJZ[ CBOETO BEHYAHNs, TOTbKO
JKeHMX — He ApTyp, a nirap. besymue ee pacTeT, 1 B KOHIle KOHIIOB
OHa MajiaeT 6e3 YyBCTB.

HeiictBue Tperbe. Cyena mpemos.

Oprap NpUXORNUT Ha Kmabuie PaBeHCBY/IOB, T/ie IOJDKEH COCTOAThCA
ero moeymHok ¢ fenpu. OH co6MpaeTcst 6pOCUTHCS Ha MeY CBOETO
Bpara. JlepeBeHCKMe XUTEMM IPUHOCAT BECTb O TOM, 4To Jlouns
TpU CMePTH, a BCKOPE MepHbIe yAaphl KOIOKO/IA BO3BEINAIOT ee
KOHYMHY. HeBSMPa}l Ha IONBITKN PaﬁMOH}Ia OCTAaHOBUTD €T0, 3]1[‘2p
AOCTAeT KMHXAJI M 3aKa/IbIBA€TCA.

LUCIA DI LAMMERMOOR: SYNOPSIS

The opera is set on the east coast of Scotland in the late 17th century.
Act L Scene 1.

Normanno, the head forester of Lord Enrico Ashton, the present
owner of Ravenswood Castle, is, with his fellow-retainers, scouring
the shores around the Tower of Wolf’s Crag, for on several occasions
a mysterious stranger has been seen there.

Enrico confides to Raimondo Bidebent, his chaplain and the tutor
of his sister Lucia, that the family fortunes are under threat: Edgardo
of Ravenswood, the previous but now dispossessed owner of the
Ravenswood estates, may well recover his property and his political
influence unless Lucia can be brought to secure matters through an
advantageous marriage. Lucia, however, shows no signs of acquiescing.
Raimondo suggests that she still mourns the death of her mother, but
Normanno relates that, recently saved from being gored by a bull by
the mysterious stranger already mentioned, she has fallen passionately
in love with him.

The retainers, returning from their foray, declare that they have just
identified the stranger as Edgardo of Ravenswood. Enrico gives vent
to his rage.

Act L. Scene 2.

Lucia, accompanied by her maid Alisa, comes to a ruined fountain,
the Fountain of the Siren (a spot she dreads because it is haunted by
the ghost of the wife of a previous Ravenswood, murdered there by
her jealous husband) to keep a tryst with Edgardo.

Edgardo announces that he is leaving Scotland on a political mission
to France. He proposes asking Enrico for her hand immediately, but
she fearfully begs him to keep their love a secret. Voicing his resentment
against the Ashtons, he tells how he swore eternal animosity against
them, but suppressed his vow when he saw her and fell in love. They
swear lasting fidelity to each other and exchange rings.

Act II. Scene 1.

Some months have passed. With his relatives arriving to celebrate
Lucia’s marriage to the man he has chosen for her, Lord Arturo Bucklaw,
Enrico is still apprehensive lest she refuse him. Normanno reassures
him: all Edgardo’s letters have been intercepted, and a forged letter
has been prepared, announcing his betrothal to another woman. Lucia
is dismayed to read the forged letter. Her capitulation is finally secured
when Raimondo brings his influence to bear upon her.

Act II. Scene 2.

The wedding guests greet the arrival of Arturo, who promises to help
Enrico restore his fortunes, but also enquires whether there is any
truth in rumours that Edgardo has set his sights upon Lucia. Before
Enrico can reply, Lucia falteringly enters. Forced towards the table
where the marriage contract stands prepared, she reluctantly signs it.
At this moment a commotion is heard outside, and Edgardo appears,
just returned from France. Swords are drawn, and Lucia faints into the
arms of her attendants. Raimondo seeks to keep the peace by showing
Edgardo the contract. As Lucia confesses that the signature is indeed
hers, he seizes his ring from her finger and casts it at her feet, solemnly
cursing her.

Act IIL Scene 1.

In the Tower of Wolf’s Crag, in the midst of a raging storm, Edgardo
receives a visit from Enrico, challenging him to a duel. They agree
to meet the following morning in the graveyard of the Ravenswoods.
Act IIL. Scene 2.

The festivities at Ravenswood Castle are still in progress, but are soon

interrupted by Raimondo, who announces that Lucia has gone out
of her mind and stabbed her husband to death.

MARIINSKY

Lucia enters in a blood-stained nightdress. She imagines that she and
Edgardo are meeting once more at the Fountain of the Siren, but her
joy gives way to terror as she thinks she sees again the ghost that haunts
the place. She beseeches Edgardo to take shelter with her at the foot
of the altar, all strewn with roses, and in her imagination she enacts
her marriage, not to Arturo but to Edgardo. Becoming increasingly
distraught, she eventually collapses.

Act III. Scene 3.

Edgardo comes to the graveyard of the Ravenswoods to keep his
appointment with Enrico, intending to throw himself upon his
adversary’s sword. Villagers bring news that Lucia is dying, and soon
a tolling bell announces her passing. Despite Raimondo’s efforts to
restrain him, Edgardo draws a dagger and kills himself.
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LUCIA DI LAMMERMOOR: ARGUMENT

Laction se situe sur la cote est de 'Ecosse vers la fin du XVIIe siécle.
Acte . Scéne 1.

A la téte d’une petite troupe de chasseurs, Normanno, grand veneur
de Lord Enrico Ashton, propriétaire du chateau de Ravenswood,
parcourt les abords de la tour de Wolf’s Crag, ou l'on a apergu a
plusieurs reprises un rodeur.

Enrico confie 8 Raimondo Bidebent, chapelain de la famille et tuteur
de sa sceur Lucia, que 'avenir des Ashton le préoccupe : Edgardo de
Ravenswood, ancien propriétaire du lieu est, en effet, susceptible de
recouvrer les terres dont il a été dépossédé ainsi que son crédit politique.
Seul le mariage de Lucia & un bon parti sauvera la situation. Or Lucia,
semble nullement préte a se laisser convaincre. Raimondo suggére &
Normanno que la raison en est le deuil encore récent de leur mére,
mais celui-ci le détrompe : sa sceur brile damour pour un mystérieux
inconnu qui I'a sauvée d’un taureau en furie.

Les chasseurs de retour reviennent annoncer qu’ils ont identifié le
rodeur : il s'agit d’Edgardo of Ravenswood. Enrico fulmine.

Acte 1. Scéne 2.

Accompagnée par sa confidente Alisa, Lucia vient attendre Edgardo
aupres des ruines de la Fontaine aux sirénes - lieu hantée par le fantome
de Iépouse d’un ancétre des Ravenswood assassinée par celui-ci dans
un accés de jalousie.

A son arrivée, Edgardo lui déclare qu’il sappréte a quitter I'Ecosse

pour une mission politique en France et souhaite, sans plus attendre,
demander sa main en mariage & son frére. Apeurée, elle le supplie de
garder leur amour secret. Il lui rappelle que si malgré son ressentiment,
il a retiré son serment de vengeance contre les Ashton, cest par amour
pour elle. Les jeunes gens échangent des anneaux, gage de fidélité éternelle.

Acte II. Scéne 1.

Quelques mois ont passé. Des invités arrivent pour assister aux noces
de Lucia et de Lord Arturo Bucklaw, époux qu’Enrico lui a choisi a

son insu. Il redoute le refus de sa sceur, mais Normanno le rassure :
toutes les lettres d’Edgardo ont été interceptées et un faux annongant le
mariage du jeune homme a une autre a été préparé a I'intention de Lucia.

Ecrasée par cette nouvelle, Lucia finit par capituler sous la pression
de Raimondo.

Acte II. Scéne 2.

Les invités saluent l'arrivée d’Arturo. Il promet son soutien a Enrico,
en lui demandant néanmoins s'il est vrai qu’Edgardo a des vues sur
Lucia. Avant méme qu’Enrico ait pu répondre, Lucia entre d’'un pas
mal assuré. Poussée vers la table ot I'attend le contrat de mariage, elle
le signe & contrecceur. A ce moment précis, des bruits d’agitation en
provenance de lextérieur se font entendre et Edgardo, de retour de
France, apparait. Chacun tire son arme et Lucia seffondre dans les
bras de ses suivantes. Raimondo cherche a rétablir le calme en montrant
a Edgardo le contrat de mariage. Lucia confesse que cest sa signature.
Edgardo jette alors son anneau 4 terre en la maudissant solennellement.

Acte IIL. Scéne 1.

Seul dans la tour de Wolf’s Crag tandis que, dehors, rage la tempéte,
Edgardo regoit la visite d’Enrico, venu le provoquer en duel. Il conviennent
de saffronter le lendemain & l'aube prés des tombeaux des Ravenswood.
Acte III. Scéne 2.

La féte nuptiale, qui bat son plein & Ravenswood, est soudainement
interrompue par Raimondo venu annoncer que Lucia a sombré dans

la démence et assassiné son époux.

Les vétements maculés de sang, Lucia fait son apparition. Elle divague,
s'imaginant en compagnie d’Edgardo 4 la Fontaine aux sirénes, mais

la joie fait bientot place a la terreur car elle croit apercevoir le fantome
qui hante le lieu. Elle supplie Edgardo de prendre refuge au pied de
lautel recouvert de roses et s'imagine épousant Edgardo au lieu
d’Arturo. Puis elle seffondre en proie aux plus terribles tourments.

Acte IIL. Scéne 3.

Edgardo arrive prés des tombeaux avec la ferme intention de se
précipiter sur 1épée de son adversaire. Les villageois viennent lui
annoncer que Lucia est mourante, et bient6t le glas retentit. Malgré
les efforts de Raimondo pour le retenir, Edgardo se poignarde.

LUCIA DI LAMMERMOOR:
DIE HANDLUNG

Die Oper spielt Ende des 17. Jahrhunderts an der Ostkiiste Schottlands

1. Akt - 1. Szene

Normanno, der Oberférster Lord Enrico Ashtons, des gegenwirtigen
Besitzers von Ravenswood Castle, sucht mit seinen Gefolgsleuten
die Kiisten rund um den Turm von Wolf’s Crag ab, denn dort wurde
mehrfach ein geheimnisvoller Fremder gesehen.

Enrico gesteht Raimondo Bidebent, sein Kaplan und der Erzieher seiner
Schwester Lucia, dass der Familienbesitz in Gefahr ist: Edgardo di

Ravenswood, der ehemalige Eigentiimer der Lindereien von Ravenswood,
konnte seinen Grundbesitz und seinen politischen Einfluss zuriickgewinnen,
wenn nicht Lucia dazu gebracht werden kann, durch eine vorteilhafte
Heirat Einfluss zu gewinnen. Lucia jedoch zeigt keinerlei Absicht, den
‘Wunsch ihres Bruders zu erfiillen. Raimondo meint, sie betrauere noch
den Tod ihrer Mutter, doch Normanno erzihlt, dass der geheimnisvolle
Fremde sie kiirzlich davor bewahrt habe, von einem Stier durchbohrt zu
werden, und sie sich daraufhin leidenschaftlich in den Mann verliebt habe.

Die Gefolgsleute kehren von ihrer Suche zuriick und berichten, dass
sie den Fremden als Edgardo di Ravenswood identifiziert haben. Enrico
hilt mit seiner Wut nicht hinter den Berg.

1. Akt - 2. Szene

In Begleitung ihrer Zofe Alisa kommt Lucia zu einer zerfallenen
Quelle, der Fountain of the Siren (ein von ihr gefiirchteter Ort, wird
er doch vom Geist der Frau eines fritheren Ravenswood heimgesucht,
die von ihrem eifersiichtigen Gemahl ermordet wurde), wo sie mit
Edgardo ein Zusammentreffen vereinbart hat.

Edgardo erkldrt, dass er Schottland verlassen und auf politische
Mission nach Frankreich reisen miisse. Er schlagt ihr vor, sofort bei
Enrico um ihre Hand anzuhalten, doch 4ngstlich bittet sie ihn, ihre
Liebe geheim zu halten. Darauthin lasst er seinem Groll gegen die
Ashtons freien Lauf und erzahlt, er habe ihnen ewige Feindschaft
geschworen, diesen Schwur aber unterdriickt, als er sie, Lucia, sah und
sich in sie verliebte. Sie schworen sich ewige Treue und tauschen Ringe.

2. Akt - 1. Szene

Einige Monate sind vergangen. Die Verwandtschaft trifft ein, um Lucias

Verméhlung mit dem fiir sie Erwéhlten, Lord Arturo Bucklaw; zu feiern.

Enrico ist nach wie vor unruhig und fragt sich, ob seine Schwester die

Hochzeit auch wirklich durchfiihren werde, doch Normanno beruhigt
ihn: Alle Briefe Edgardos seien abgefangen und ein gefalschter Brief
vorbereitet worden, in dem er ihr von seiner Heirat mit einer anderen
Frau schreibe.

Benommen liest Lucia den gefalschten Brief. Als dann Raimondo
sie noch unter Druck setzt, willigt sie in die Hochzeit ein.

2. Akt - 2. Szene

Die Giste begriifien den ankommenden Arturo, der Enrico seine Hilfe
dabei verspricht, seinen Besitz zuriick zu gewinnen, sich aber auch nach
dem Wahrheitsgehalt der Geriichte erkundigt, dass Edgardo ein Auge
auf Lucia geworfen habe. Ehe Enrico antworten kann, tritt Lucia zogernd
in den Raum. Mit Zwang wird sie zu dem Tisch gefiihrt, auf dem der
Ehevertrag liegt, und unterschreibt widerstrebend. In dem Moment
ist von drauflen ein Aufruhr zu héren, Edgardo tritt ein, er ist soeben
aus Frankreich zuriickgekehrt. Schwerter werden gezogen, Lucia fallt
ohnmichtig in die Arme ihrer Zofen. Im Versuch, den Frieden zu wahren,
zeigt Raimondo Edgardo den Vertrag. Als Lucia gesteht, dass es
tatsdchlich ihre eigenhéndige Unterschrift ist, zieht Edgardo ihr seinen
Ring vom Finger, schleudert ihn ihr vor die Fiile und verflucht sie.

3. Akt - 1. Szene
Wiihrend eines heulenden Sturms sucht Enrico Edgardo im Turm von

‘Wolf’s Crag auf und fordert ihn zu einem Duell heraus. Sie vereinbaren, sich
am kommenden Morgen bei den Grébern der Ravenswoods zu treffen.

MARIINSKY
3. Akt - 2. Szene

Die Feiern im Ravenswood Castle sind noch im vollen Gange, finden
aber ein Ende, als Raimondo verkiindet, dass Lucia den Verstand
verloren und ihren Brautigam erstochen habe.

Lucia tritt in einem blutbesudelten Nachtgewand ein. In ihrer Vorstellung
treffen sie und Edgardo sich wieder an der Fountain of the Siren, doch
ihre Freude wandelt sich zu Grauen, als sie den die Quelle heimsuchenden
Geist wieder vor sich zu sehen glaubt. Sie fleht Edgardo an, mit ihr
Zuflucht zu suchen am Fuf} des Altars, der mit Rosen iibersit ist,
und in ihrer Phantasie vollzieht sie die Hochzeit nicht mit Arturo,
sondern mit Edgardo. Sie ist zunehmend von Sinnen und bricht
schliefllich zusammen.

3. Akt - 3. Szene

Edgardo kommt zu den Gribern der Ravenswoods, um sich wie
vereinbart mit Enrico zu treffen, er will sich in das Schwert seines
Feindes stiirzen. Herbeieilende Dorfbewohner berichten, dass Lucia
im Sterben liegt, und bald kiindet eine Glocke von ihrem Tod. Trotz
Raimondos Versuch, ihn davon abzuhalten, zieht Edgardo einen
Dolch und ersticht sich.

Booklet Notes

Notes translated from English to Russian by Masha Karp.
Translated from English into French by Marie Riviére.
Translated from English into German by Ursula Wulfekamp.
Translation co-ordinator: Ros Schwartz.

For Ros Schwartz Translations Ltd.
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LUCIA DI LAMMERMOOR

LUCIA DI LAMMERMOOR

Dramma tragico in tre atti

Libretto di Salvatore Cammarano e Gaetano Donizetti,
dal romanzo The Bride of Lammermoor di Sir Walter Scott

PARTE PRIMA - LA PARTENZA

ATTO PRIMO (Atto Unico di Parte Prima):
SCENA 1 - Giardino nel Castello di Ravenswood

-No 1 - Preludio e coro d’Introduzione

NORMANNO
Percorrete le spiagge vicine,

CORO (abitanti del Castello in arnese da caccia)
Percorriamo le spiagge vicine,

NORMANNO
... della torre le vaste rovine:

CORO
... della torre le vaste rovine:

NORMANNO
... cada il vel di si turpe mistero
lo domanda, lo impone I'onor,

CORO
... cada il vel di si turpe mistero,

NORMANNO, POI CORO
... lo impone I'onor.

NORMANNO E CORO
Splendera I'esecrabile vero
come lampo fra nubi d’orror,

NORMANNO
Cada il vel di si turpe mistero,
Si, di si turpe mistero,

CORO
Cada il vel di si turpe mistero,

NORMANNO, POI CORO
... lo domanda, lo impone I'onor,

NORMANNO E CORO (TENORI)
... cada il vel, cada il vel,

CORO (BASSI)
... che 'impone l'onor,

NORMANNO E CORO
... si 'impone, 'impone I'onor,

NORMANNO E CORO (TENORI)
... cada il vel, cada il vel,

CORO (BASSI)
... che 'impone I'onor,

NORMANNO E CORO
... si'impone, 'impone 'onor,

NORMANNO
Cada,

CORO (TENORI)
... lo domanda, lo impone I'onor,

A tragic drama in three acts

Libretto by Salvatore Cammarano and Gaetano Donizetti,
based on Sir Walter Scott’s Bride of Lammermoor

PART ONE - THE DEPARTURE

ACT I (The Only Act of Part One):
SCENE 1 - Grounds near the castle of Ravenswood

-Nu 1 - Prelude and Introductory Chorus

NORMAN
Search through the neighbouring shores

CHORUS (Sir Henry Ashton’s retainers, in hunting array)
Let us search through the neighbouring shores

NORMAN
... the vast ruins of the tower;

CHORUS
... the vast ruins of the tower;

NORMAN
...let the veil fall from this mystery so shameful
honour asks it, honour demands it

CHORUS
... let the veil fall from this mystery so shameful

NORMAN, THEN CHORUS
... honour demands it.

NORMAN AND CHORUS
The horrible truth will blaze
like lightning through clouds of horror,

NORMAN
Let the veil fall from this mystery so shameful,
Yes, from this mystery so shameful,

CHORUS
Let the veil fall from this mystery so shameful,

NORMAN, THEN CHORUS
... honour asks it, demands it,

NORMAN AND CHORUS (TENORS)
... let the veil fall, let the veil fall,

CHORUS (BASSES)
... as honour demands it,

NORMAN AND CHORUS
... yes, honour demands it,

NORMAN AND CHORUS (TENORS)
... let the veil fall, let the veil fall,

CHORUS (BASSES)
... as honour demands it,

NORMAN AND CHORUS
... yes, honour demands it, honour demands it,

NORMAN
Let it fall,

CHORUS (TENORS)
... honour asks it, wills it,

CORO (BASSI)
Cada, cada,

NORMANNO

... lo vuol I'onor,

CORO
... lo domanda, lo vuole I'onor,

NORMANNO E CORO

... lo vuol Ponor.

Il Coro parte rapidamente. Entrano Enrico e Raimondo.

No 2 - Scena (Recitativo) e Cavatina

NORMANNO (accostandosi rispettosamente ad Enrico)
Tu sei turbato!

ENRICO (fieramente accigliato)

E n’ho ben d’onde.

11 sai: de’miei destini impallidi la stella ...
Intanto Edgardo ... quel mortale nemico
di mia prosapia, dalle sue rovine

erge la fronte baldanzosa, e ride!

Solo una mano raffermar mi puote
nel vacillante mio poter ...

Lucia osa respinger quella mano!
Ah! ... suora non m’¢ colei!

RAIMONDO BIDEBENT (in tono di chi cerca calmore Ualtrui collera)
Dolente vergin,

che geme sull’'urna recente

di cara madre,

al talamo potria volger lo sguardo?

Rispettiamo un core,

che trafitto dal duol,

schivo ¢ d’amore.

NORMANNO (con ironia)
Schivo d’amor! ... Lucia d’amore avvampa.

ENRICO
Che favelli!

RAIMONDO (in disparte)
(Oh detto!)

NORMANNO

Mudite: Ella sen gia cola del parco

nel solingo vial dove la madre giace sepolta ...
Impetuoso toro ecco su lei s’avventa,

quando per I'aria rimbombar si sente un colpo,
e al suol repente cade la belva.

ENRICO
E chi vibro quel colpo?

NORMANNO
Tal che il suo nome ricopri d’un velo.

ENRICO
Lucia forse?

NORMANNO
L’amo.
ENRICO

Dunque il rivide?

NORMANNO
Ogn’alba ...

ENRICO
E dove?

CHORUS (BASSES)
Let it fall, let it fall,

NORMAN
... honour wills it,

CHORUS
... honour asks it, wills it

NORMAN AND CHORUS
... honour wills it.

The Chorus exit rapidly. Henry and Raymond enter.

No 2 - Scene (Recitative) and Cavatina

NORMAN (respectfully approaching Sir Henry)
You are disturbed!

HENRY ASHTON (frowning haughtily)

I have good reason.

As you know, the star of my destiny is waning ...
Meanwhile Edgar ... that deadly enemy

of my family, raises his bold brow

from his ruined hold, and laughs!

One hand alone can sustain me
in my unsteady power ...

Lucy dares to refuse that hand!
Ah! ... No sister of mine is she!

RAYMOND BIDE-THE-BENT (in a conciliatory tone)
Should a sorrowing maiden,

who is still moaning at the fresh grave

of her beloved mother,

turn her gaze to the nuptial couch?

Let us respect a heart which,

transfixed by sorrow,

is averse to love.

NORMAN (ironically)
Averse to love! ... Lucy is ablaze with love.

HENRY
‘What are you saying!

RAYMOND (aside)
(What has he said!)

NORMAN

Listen to me. She was walking in the park,

on the lonely path, where her mother lies buried ...
There, a wild bull came rushing at her,

when a shot rang out through the air

and in an instant the beast fell to the ground, dead.

HENRY
And who fired that shot?

NORMAN
One who shrouded his name in mystery.

HENRY
And Lucy?

NORMAN
Fell in love with him.

HENRY
Then, she saw him again?

NORMAN
Every dawn ...

HENRY
‘Where?

MARIINSKY
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NORMANNO
In quel viale.

ENRICO
Io fremo!
Ne tu scovristi il seduttor?

NORMANNO
Sospetto io n’ho soltanto.

ENRICO
Ah, parla!

NORMANNO
E tuo nemico.

RAIMONDO (in disparte)
(Oh ciel!)

NORMANNO
Tu lo detesti.

ENRICO
Esser potrebbe ... Edgardo?

RAIMONDO (in disparte)
(Ah!)

NORMANNO
Lo dicesti.

ENRICO

Cruda> funesta smania,

tu m’hai svegliata in petto!

E troppo, & troppo orribile,
questo fatal sospetto!

Mi fa gelare e fremere ...
solleva in fronte il crin, ah! ecc.

ENRICO
Colma di tanto obbrobrio
chi suora a me nascea!

NORMANNO
Pietoso al tuo decoro,
io fui con te crudel.

RAIMONDO (in disparte)
(La tua clemenza imploro;
tu lo smentisci, o ciel!)

ENRICO (con terribile impulso di sdegno)
Ah! pria che d’amor si perfido

a me svelarti rea,

se ti colpisse un fulmine,

NORMANNO E RAIMONDO
Ciel!

ENRICO

... se ti colpisse un fulmine,
fora men rio dolor, ah!

fora men rio dolor!

NORMANNO
To fui con te,
con te crudel, crudel.

RAIMONDO (in disparte)
(Tu lo smentisci, o ciel,
ah! o ciel, o ciel!)

Scena: Coro di Cacciatori

CORO DI CACCIATORI (rientra; a Normanno)

11 tuo dubbio & omai certezza.

NORMAN
On that path.

HENRY
I am furious!
And did you not recognise the seducer?

NORMAN
T have only a suspicion.

HENRY
Ah, speak!

NORMAN
It is your enemy!

RAYMOND (aside)
(Oh, heaven!)

NORMAN
The man you hate.

HENRY
Could it be ... Edgar?

RAYMOND (aside)
(Ah!)

NORMAN
You have said it.

HENRY

You have aroused raw,

baleful fury in my breast!

It is too, too horrible,

this fatal suspicion!

It chills me, it makes me tremble ...
my hair stands on end, ah! efc.

HENRY
That one filled with such infamy
could be born sister to me!

NORMAN
Out of respect for your honour,
1 spoke cruel truth to you.

RAYMOND (aside)
(I beseech your mercy;
refute it, O heavens!)

HENRY (with a terrible impulse of rage)
Ah! Before revealing yourself guilty

of such treacherous love,

if you had been struck by lightning

NORMAN AND RAYMOND
Heavens!

HENRY

... if you had been struck by lightning,
it would be less dreadful sorrow, ah!

it would be less dreadful sorrow!

NORMAN
I spoke cruel,
cruel truth to you!

RAYMOND (aside)
(Refute it, O heavens,
ah! O heavens, O heavens!)

Scene: Huntsmen’s Chorus

HUNTSMEN (returning; to Norman)

Once and for all your suspicion is a certainty.

NORMANNO (ad Enrico)
Odi tu?

ENRICO
Narrate.

CORO DI CACCIATORI
(Oh giorno!)

Come vinti da stanchezza,
dopo lungo errare intorno,
noi posammo della torre
nel vestibolo cadente:

ecco tosto lo trascorre

in silenzio un uom pallente.

Come appresso ei n’¢ venuto
ravvisiam lo sconosciuto:

ei su rapido destriero

s’invold dal nostro sguardo ...

Qual s’appella un falconiero
ne apprendeva, qual s’appella ...

ENRICO
E quale?

CORO
Edgardo.

ENRICO
Egli! ... Oh, rabbia che m’accendi,
contenerti un cor non pud.

RAIMONDO
Ah, no, non credere, no, no ...

ENRICO
No, contenerti un cor non pud
no, non puo! No, no!

RAIMONDO
deh sospendi! ...
ella... Ah!

RAIMONDO
M’odi!

ENRICO
Udir non vo!

La pietade in suo favore
miti sensi invan mi detta ...
Se mi parli di vendetta
solo intenderti potro.
Sciagurati! Il mio furore
gia su voi tremendo rugge ...
Pempia fiamma che vi strugge
io col sangue spegnerd! ecc.

CORO

Ti raffrena, al nuovo albore
ei da te fuggir non puo,

no, no, non puo,

RAIMONDO (in disparte)
(Ah! qual nube di terrore ...)

CORO

Ti raffrena, al nuovo albore
ei da te fuggir non puo,

no, no, non puo!

RAIMONDO (in disparte)
(... questa casa circondo!
Ah, qual nube di terror,
questa casa circondo! Ah, si!)

NORMAN (to Henry)
Do you hear?

HENRY
Speak.

HUNTSMEN
(Oh, day of woe!)

‘When, overcome by fatigue

after long searching,

we stopped to rest in the crumbling
entrance to the tower,

suddenly a pallid man

passed through it silently.

As he passed close,

we knew him for the unknown man.
He fled from our sight

on swift steed ...

A falconer informed us
what his name is, it is ...

HENRY
And what is it?

CHORUS
Edgar.

HENRY
He! ... Oh, fury that inflames me,
a heart cannot contain you.

RAYMOND
Ah, no, do not believe it, no, no ...

HENRY
No, a heart cannot contain you,
no, cannot contain you! No, no!

RAYMOND
Come, stop ...
she ... ah!

RAYMOND
Listen to me!

HENRY
I will not listen!

Pity for her vainly
enjoins tender feelings ...
I can understand you
only if you speak to me of revenge.
Wretches! My rage already
roars about you terrible ...
the impious flame that consumes you,
I will quench with blood! etc.

CHORUS

Calm yourself, at the next dawn
he cannot escape from you,

no, no, he cannot,

RAYMOND (aside)
(Ah, what a cloud of terror ...)

CHORUS

Calm yourself, at the next dawn
he cannot escape from you,

no, no, he cannot!

RAYMOND (aside)

(... has encompassed this house!

Ah, what a cloud of terror,

has encompassed this house! Ah, yes!)

MARIINSKY
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CORO
Ti raffrena, al nuovo albore, ecc.

ENRICO
Tacete! Tacete! Ah!

ENRICO
La pietade in suo favore, ecc.

RAIMONDO
Ah! Ah! non credere! Ah!

ENRICO
Sciagurati! il mio furore ...

ENRICO

... gia su voi tremendo rugge ...
I'empia fiamma che vi strugge
io col sangue spegnero ...

RAIMONDO
Qual nube di terrore circondo! Si! si! ...

ENRICO
... io col sangue,
P’empia fiamma che vi strugge spegnero ...

RAIMONDO
... questa casa circondo!

CORO
Egli a te fuggir non puo,
no, non puo, non pud.

ENRICO
... Pempia fiamma che vi strugge
io col sangue spegnero ...

RAIMONDO
Qual nube di terrore questa casa circondo,
s, circondo!

ENRICO
... 8i, col sangue spegnero,
I’empia fiamma che vi strugge, ...

CORO
Ei da te fuggir non puo.

ENRICO

... Pempia fiamma che vi strugge

io col sangue spegnerd, si, ...

... spegnero, si, col sangue spegnero,
si, col sangue spegnero!

RAIMONDO
Ah, questa casa circondo,
si, circondo, si questa casa circondo!

CORO
Fuggir non puo, no, no, non puo!

Partono tutti.
ATTO PRIMO (Atto Unico di Parte Prima):
SCENA 2: Ingresso d’un Parco.

[l No 3 - Scena e Cavatina
Nel fondo, porta praticabile. Sul davanti, una fontana. Lucia
viene dal Castello seguita da Alisa: sono entrambe nella massima
agitazione. Ella si volge d’interno, come in cerca di qualcuno;

ma observando la fontana, ritorce altrove lo sguardo.

LUCIA ASHTON
Ancor non giunse!

CHORUS
Calm yourself, at the next dawn, etc.

HENRY
Be still! Be still! Ah!

HENRY
Pity on her behalf, etc.

RAYMOND
Ah! Ah! Do not believe it! Ah!

HENRY
Wretches! my rage ...

HENRY

... already roars about you terribly ...
the impious flame that consumes you
T will quench with blood ...

RAYMOND
What a cloud of terror has encompassed! Yes, yes! ...

HENRY
1 will quench with blood,
the impious flame that consumes you ...

RAYMOND
... has encompassed this house!

CHORUS
He cannot escape from you,
no, he cannot, he cannot.

HENRY
... the impious flame that consumes you
T will quench with blood ...

RAYMOND
What a cloud of terror has encompassed,
yes, encompassed this house!

HENRY
... yes, I will quench with blood
the impious flame that consumes you ...

CHORUS
He cannot escape from you.

HENRY

... the impious flame that consumes you
I will quench with blood, yes ...

... I'will quench, yes, quench with blood,
yes, quench with blood!

RAYMOND
Ah, has encompassed this house,
yes, has encompassed, yes, encompassed this house!

CHORUS
He cannot escape, no, no, he cannot!

They all exit.

ACT I (The Only Act of Part One):

SCENE 2: The entrance of a park on the grounds of Ravenswood Castle.
[@ No 3 - Scene and Cavatina

At the back, a practicable gateway; towards the front, a fountain.

Lucy comes out of the castle, followed by Alice; both are greatly

agitated. They look around, as though seeking someone and,

perceiving the fountain, turn away from it.

LUCY ASHTON
He still has not come!

ALISA

Incauta! ... A che mi traggi!
Avventurarti, or che il fratel
qui venne, ¢ folle ardir.

LUCIA
Ben parli! Edgardo sappia

qual ne circonda orribile periglio ...

ALISA
Perché d’intorno il ciglio
volgi atterrita?

LUCIA

Quella fonte, ah! mai,

senzar tremar, non veggo.
Ab, tu lo sai:

un Ravenswood, ardendo

di geloso furor, 'amata donna
cola trafisse, e I'infelice cadde

nell'onda, ed ivi rimanea sepolta ...

M’apparve 'ombra sua ...

ALISA
Che dici?

LUCIA
Ascolta.

-Regnava nel silenzio

alta la notte e bruna ...

colpia la fonte un pallido
raggio di tetra luna ...

quando un sommesso gemito
fra 'aure udir si f&

ed ecco, ecco su quel margine,
T'ombra mostrarsi a me, ah!

(coprendosi il viso colle mani)
Qual di chi parla, muoversi

il labbro suo vedea,

e con la mano esanime
chiamarmi a sé parea;

stette un momento immobile,
poi ratta dileguo,

e 'onda pria si limpida,

di sangue rosseggio, ecc.

ALISA

Chiari, oh Dio! ben chiari e tristi
nel tuo dir presagi intendo!

Ah Lucia, Lucia, desisti

da un amor cosi tremendo.

LUCIA
Egli & luce a’ giorni miei,
¢ conforto al mio penar.

Quando rapito in estasi

del pili cocente ardore,
col favellar del core,

mi giura eterna fe,

gli affanni miei dimentico,
gioia diviene il pianto ...
parmi che a lui d’accanto,
si schiuda il ciel per me.

ALISA

Ah! giorni d’amaro pianto
Ah! s’apprestano per te, si, si,
giorni d’amaro pianto
s’apprestano per te!

Ah! Lucia! ah! desisti!

LUCIA

Ah! Quando rapito in estasi, ecc.
... alui d’accanto par

si schiuda il ciel per me.

MARIINSKY

ALICE

Imprudent girl! ... Where are you leading me?
It is madness for you to venture here

now that your brother has returned.

LUCY
You speak the truth, but Edgar must know
what horrible danger surrounds us ...

ALICE
Why do you gaze wildly about
in such terror?

LUCY

That fountain, ah!

I never see it without trembling.

Ah, you know the story.

Over there, a Ravenswood, burning

with jealous rage, stabbed the woman

he loved, and the poor woman fell

into the waters, and there remained entombed ...
Her ghost appeared to me ...

ALICE
What are you saying!

LUCY
Listen.

-The deep, dark night brooded

over the silence ...

and a pale ray from the dim moon
struck the fountain ...

whereupon a low moan breathed
through the air;

and here, here on the brink of the pool
the ghost appeared to me, ah!

(hiding her face in her hands)

I saw her lips move

as if she were speaking,

and she seemed to beckon me

with her lifeless hand;

for a moment she stood motionless,
then swiftly vanished,

and the water, so clear until then,
turned red with blood, etc.

ALICE

Oh, God, most clear and painful
forewarnings do I see in what you say.
Ah, Lucy, Lucy, abandon a love

so filled with peril.

LUCY
He is the light to my days,
he is solace to my suffering.

When carried away in the rapture

of the fieriest ardor,

with heartfelt words he swears
eternal faith to me,

1 forget my afflictions,

my tears turn to joy ...

it seems to me that by his side
the heavens open for me.

ALICE

Ah! Days of bitter weeping,

ah! are approaching for you, yes, yes,
days of bitter weeping

are approaching for you!

Ah! Lucy! Ah, refrain!

LUCY

Ah! When carried away in the rapture, efc.
... by his side the heavens

seem to open for me.
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ALISA
Giorni d’amaro pianto,
si, s’apprestano per te.

Nﬂ 4 - Scena (Recitativo) e Duetto - Finale 1

ALISA
Egli s’avanza! ...
La vicina soglia io cauta vegliero.

Alisa rientra nel Castello. Entra Edgardo.

EDGARDO

Lucia, perdona se ad ora inusitata

io vederti chiedea: ragion possente

a cio mi trasse. Pria che in ciel biancheggi
Ialba novella, dalle patrie sponde

lungi saro.

LUCIA
Che dici?

EDGARDO

Pe’ franchi lidi amici

sciolgo le vele; ivi trattar m’¢ dato
le sorti della Scozia.

LUCIA
E me nel pianto
abbandoni cosi?

EDGARDO

Pria di lasciarti Ashton mi vegga ...
io stendero placato

alui la destra, e la tua destra,
pegno fra noi di pace, chiedero.

LUCIA

Che ascolto!

Ah no ... rimanga nel silenzio sepolto
per or l'arcano affetto ...

EDGARDO (ironico)

Intendo! Di mia stirpe

il reo persecutor de’ mali miei

ancor pago non ¢!

Mi tolse il padre,

il mio retaggio avito ... Né basta?

Che brama ancor quel cor feroce e rio?
la mia perdita intera, il sangue mio?
Egli m’odia ...

LUCIA
Ah, no!

EDGARDO
M’abborre ...

LUCIA
Calma, o ciel, quell’ira estrema.

EDGARDO
Fiamma ardente in sen mi scorre!
M’odi.

LUCIA
Edgardo! ...

EDGARDO
M’odi, e trema!

J0 Sulla tomba che rinserra
il tradito genitore
al tuo sangue eterna guerra
io giurai nel mio furore; ...

ALICE
Yes, days of bitter weeping
are approaching for you.

No 4 - Scene (Recitative) and Duet - Finale I

ALICE
He is coming! ...
1 shall keep a careful watch at the nearby entrance.

Alice returns to the castle. Edgar enters.

EDGAR

Lucy, forgive me for asking to see you

at this unwonted hour: strong reasons

have forced me. Before the next dawn whitens
the sky, I shall be far from the shore

of my homeland.

LUCY
What are you saying?

EDGAR

T am setting sail for the friendly
shores of France; there I am being
sent to act for the fate of Scotland.

LUCY
And you are abandoning me,
like this, to my tears?

EDGAR

Before I leave you Ashton shall behold me ...

I shall hold out my right hand

to him in peace, and I shall ask for your right hand
as a pledge of peace between us.

LUCY

What do I hear!

Ah, no ... our secret love must remain
buried in silence for now ...

EDGAR (ironically)

I understand! My sufferings

still do not satisfy the infamous

persecutor of my family!

He caused my father’s death,

he stole my ancestral inheritance: is it not enough?
What else does that fierce and wicked heart desire?
My total destruction? My blood?

He hates me ...

LUCY
Ah, no!

EDGAR
He detests me ...

LUCY
O heavens, subdue this violent rage.

EDGAR
A searing flame runs through my breast!
Listen to me.

LUCY
Edgar! ...

EDGAR
Listen to me, and tremble!

m0n the tomb where my
betrayed father lies buried,
1 swore eternal warfare,
in my rage, against your line ...

LUCIA (strido)
Ah!

EDGARDO

... ma ti vidi, e in cor mi nacque
altro affetto, e I'ira tacque.

Pur quel voto non ¢ infranto ...
io potrei, si, si, si, si,

potrei compirlo ancor!

LUCIA
Deh! ti placa, deh! ti placa,
deh! ti frena! ...

EDGARDO
Ah Lucia!

LUCIA

Puo tradirne un solo accento!
Non ti basta la mia pena?
Vuoi ch’io mora di spavento?

EDGARDO
Ah! no, no, no, no!

LUCIA

Ceda, ceda ogn’altro affetto,

solo amor t'infiammi il petto;

un pili nobile, pil1 santo

d’ogni voto & un puro amor.

Ah, solo amore t'infiammi il petto,
ah, solo, si, solo amor! ecc.

EDGARDO

Pur quel voto non ¢ infranto,

io potrei, si, potrei compirlo ancor.
No, non ¢ infranto, ecc.

EDGARDO
... io potrei compirlo ancor.

LUCIA
Cedi, cedi a me, ...

EDGARDO
... si, potrei compirlo ancor!

LUCIA
... cedi, cedi all’amor!

EDGARDO (con subita risoluzione)
Qui di sposa eterna fede,

qui mi giura al cielo innante.

Dio ci ascolta, Dio ci vede;

tempio ed ara € un core amante;
(ponendo un anello al dito di Lucia)

al tuo fato unisco il mio: son tuo sposo.

LUCIA (porgendo a sua volta il proprio anello ad Edgardo)
E tua son io.

LUCIA ED EDGARDO
Ah! soltanto il nostro foco
spegnera di morte il gel.

LUCIA
A’miei voti amore invoco,
a’miei voti invoco il ciel.

EDGARDO
A’miei voti invoco il cielo.

EDGARDO
Separarci omai conviene.

LUCIA
Oh parola a me funesta!
11 mio cor con te ne viene.

MARIINSKY

LUCY (crying out)
Ah!

EDGAR

... but I saw you, and another

passion was born in my heart, and my wrath abated.
Yet that vow is not broken ...

I can, yes, yes, yes, yes,

I can still fulfil it!

LUCY
Oh God! Calm yourself! Come, calm yourself!
come, restrain yourself! ...

EDGAR
Ah, Lucy!

LUCY

A single word can betray us!

Is my suffering not enough for you?
Do you want me to die of fright?

EDGAR
Ah! no, no, no, no!

LUCY

Renounce, renounce all other feelings,
let only love inflame your breast;

pure love is more noble,

more sacred than any vow.

Ah, let only love inflame your breast,
ah, only, yes, only love! efc.

EDGAR

Yet that vow is not broken,
I can, yes, I can still fulfil it.
No, it is not broken, etc.

EDGAR
... T can still fulfil it.

LUCY
Yield, yield to me ...

EDGAR
... yes, I can still fulfil it!

LUCIE
... yield, yield to love!

EDGAR (firmly)

Here in the sight of Heaven,

here, swear to me eternal faith as my wife.
God hears us, God sees us;

aloving heart is church and altar;

(placing a ring on Lucy’s finger)

T unite my fate with yours; I am your husband.

LUCY (in turn, putting a ring on his finger)
And I am yours.

LUCY AND EDGAR
Ah! only the ice of death
can extinguish our fire.

LUCY
I invoke love to my VOows,
Tinvoke Heaven to my vows.

EDGAR
To my vows I invoke Heaven.

EDGAR
Now we must part.

LUCY
Oh, saddest words!
My heart goes with you.
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EDGARDO
Il mio cor con te qui resta.

LUCIA
Ah! Edgardo! Ah! Edgardo!

EDGARDO
Separarci omai convien.

LUCIA

Ah! talor del tuo pensiero
venga un foglio messaggiero,
e la vita fuggitiva

di speranza nudriro.

EDGARDO
Io di te memoria viva
sempre, 0 cara, serbero.

LUCIA, POI EDGARDO
MAh! Veranno a te sull’aura

i miei sospiri ardenti,

udrai nel mar che mormora

'eco de’ miei lamenti ...

Pensando ch’io di gemiti

mi pasco e di dolor,

spargi un’amara lagrima

su questo pegno allor, ah! ecc.

LUCIA
Ah! si su quel pegno allor, Edgardo ...

EDGARDO
Ah! su questo pegno allor.

LUCIA
11 tuo scritto sempre viva ...

EDGARDO
Cara!

LUCIA
... la memoria in me terra!

EDGARDO
Si, si, Lucia, si, si.

LUCIA
Ah! Verranno a me sull’aure, ecc.

EDGARDO
Ah! Verranno a te sull’aure, ecc.

LUCIA

Pesando che di gemiti
mi pasco e di dolor,
spargi ...

EDGARDO
Spargi un’amara lagrima ...

LUCIA ED EDGARDO
... su questo pegno allor, ah!

EDGARDO
Io parto.

LUCIA
Addio.

EDGARDO
Rammentati, ne stringe il ciel!

LUCIA
Edgardo!

EDGAR
My heart remains here with you.

LUCY
Ah! Edgar! Ah! Edgar!

EDGAR
Now we must part.

LUCY

Ah! Send a letter now and then
as messenger of your thoughts,
and I will maintain

my fleeting life with hope.

EDGAR
1 shall always keep the memory
of you alive, O dear one.

LUCY, THEN EDGAR
mAh! My ardent sighs will be wafted
to you on the breezes,
in the murmuring of the sea
you will hear the echo of my laments ...
When you remember that groans
and sorrow are my fare,
then shed a bitter tear
on this pledge then, ah! efc.

LUCY
Ah! yes, on this pledge then, Edgar ...

EDGAR
Ah, on this pledge then.

LUCY
Your letters will always keep ...

EDGAR
Dear one!

LUCY
... remembrance alive within me.

EDGAR
Yes, yes, Lucy, yes, yes.

LUCY
Ah! Your ardent sighs will be wafted, etc.

EDGAR
Ah! My ardent sighs will be wafted, etc.

LUCY

When you remember that
groans and sorrow are my fate,
shed ...

EDGAR
Shed a bitter tear ...

LUCY AND EDGAR
... on this pledge then, ah!

EDGAR
Tam leaving.

LUCY
Farewell.

EDGAR
Remember, Heaven binds us together.

LUCY
Edgar!

EDGARDO
Addio!

Lucia ritira nel Castello. Edgardo parte.

PARTE SECONDA - IL CONTRATTO NUZIALE

ATTO SECONDO (Atto Primo di Parte Seconda):
SCENA 1 - Appartamenti di Lord Ashton

[#] No 5 - Scena

NORMANNO
Lucia fra poco a te verra.

ENRICO (seduto presso un tavolino)
Tremante 'aspetto.

A festeggiar le nozze illustri,

gia nel castello i nobili parenti
giunser di mia famiglia;

in breve Arturo qui volge ...

(sorgendo agitatissimo)
E s’ella pertinace osasse d’opporsi? ...

NORMANNO

Non temer: la lunga assenza del tuo nemico,
i fogli da noi rapiti, e la bugiarda nuova
ch’egli s’accese d’altra fiamma, in core

di Lucia spegneranno il cieco amore.

ENRICO
Ella s’avvanza. Il simulato foglio porgimi ...

Normanno gli da il foglio.

ENRICO

... ed esci sulla via che tragge
alla citta regina di Scozia,

e qui fra plausi e liete

grida conduci Arturo.

Normanno esce.

J&) No 6 - Duetto
Entra Lucia e si arresta presso la soglia.

ENRICO
Appressati, Lucia.

Lucia si avanza macchinalmente, e figge lo sguardo immobile negli
occhi di Enrico.

ENRICO

Sperai pit lieta in questo di vederti,
in questo di che d’'Imeneo le faci

si accendono per te.

Mi guardi, e taci?

LUCIA

11 pallor funesto, orrendo,
che ricopre il volto mio,

ti rimprovera tacendo

il mio strazio, il mio dolore.
Perdonare ti possa Iddio
Pinumano tuo rigor,

e il mio dolor!

ENRICO

A ragion mi fé spietato,

quel che t’arse indegno affetto;
ma si taccia del passato;

tuo fratello sono ancor.
Spenta ¢ I'ira nel mio petto,

MARIINSKY

EDGAR
Farewell!

Lucy retires to the castle. Edgar leaves.

PARTE SECONDA - THE MARRIAGE CONTRACT

ACT II (Act One of the Second Part):
SCENE 1 - Lord Ashton’s Apartments

[#] No 5 - Scene

NORMAN
Lucy will come to you soon.

HENRY (sitting at a table)

T await her with trembling.

The noble kinsmen of my family
have already arrived at the castle

to celebrate this illustrious wedding;
very soon Arthur will arrive ...

(rising in agitation from his chair)
And if she stubbornly dares to oppose it? ...

NORMAN

Do not fear; your enemy’s long absence,

the letters we have seized, and the false news
that he is in love with another woman,

will extinguish this blind love in Lucy’s heart.

HENRY
She is coming. Give me the forged letter ...

Norman hands him the letter.

HENRY

... and go along the way that
leads to Scotland’s queenly city,
and lead Arthur here

amid cheers and shouts of joy.

Norman leaves.

J&I No 6 - Duet

Lucy enters and stands on the threshold.

HENRY
Come here, Lucy.

Lucy comes forward listlessly, focussing her stare on Henry’s eyes.

HENRY

T hoped to see you happier on this day,
on this day when Hymen’s torches

are being lighted for you.

You look at me and are silent?

LUCY

The awful, deathly pallor
that covers my face has
reproached you silently
for my pain, my sorrow.
May God pardon your
inhuman harshness,

and my sorrow!

HENRY

With right did that ignoble passion
that burned in you make me cruel,
but let us be silent about the past;
Tam still your brother.

The wrath in my breast is spent,
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spegni tu I'insano amor.
Nobil sposo ...

LUCIA
Cessa! Cessa! ...

ENRICO
Come?

LUCIA
Ad altr’'uom giurai mia fé!

ENRICO (iracondo)
Nol potevi ...

LUCIA
Enrico! ...

ENRICO
Nol potevi!

LUCIA
Ad altro giurai mia fe.

ENRICO (raffrenandosi)
Basti! Questo foglio appien ti dice
qual crudel, qual empio amasti.

(porgendole il foglio che ebbe da Normanno)
Leggi.

Lucia legge: la sorpresa ed il piit vivo affanno si dipingono nel suo

volto ed un tremito linveste dal capo alle piante.

LUCIA
Ah! II core mi balzo!

ENRICO (accorrendo in soccorso di lei)
Tu vacilli!

LUCIA
Me infelice!
Ahi! la folgore piombo!

Soffriva nel pianto ... languia nel dolore ...
la speme, la vita riposi in un cor,
Pinstante di morte ¢ giunto per me!
Quel core infedele ad altra si die!

ENRICO
Un folle t'accese, un perfido amore:
tradisti il tuo sangue per vil seduttore ...

LUCIA
Oh Dio!

ENRICO
... ma degna dal cielo ne avesti mercé:
quel core infedele ad altra si dié!

LUCIA
Ahime!

ENRICO
Un folle t'accese, un perfido amore; ecc.
... ad altra, ad altra si dié!

LUCIA

L’istante tremendo & giunto per me,
si, quel core infedele ad altra si diede,
quel core infedele, ecc.

... ad altra, ad altra si dié!

Si ascoltano echeggiare da lontano festivi suoni.

LUCIA
Che fia?

stifle your mad love.
A noble husband ...

LUCY
Stop! Stop! ...

HENRY
What?

LUCY
1 have pledged my faith to another man.

HENRY (becoming angry)
Impossible ...

LUCY
Henry! ...

HENRY
Impossible!

LUCY
1 have pledged my faith to another man.

HENRY (restraining himself)
Enough! This letter will tell clearly
what a heartless scoundrel you loved.

(handing her the letter, which Norman gave him earlier)
Read it.

Lucy reads it: her dismay and horror become so intense that she
appears to be on the point of swooning.

LUCY
Ah! my heart has burst!

HENRY (rushing to her assistance)
You seem faint!

LUCY
Unhappy me!
Woe! the thunderbolt has struck!

[B] [ suffered in tears ... languished in sorrow ...
my hope, my life reposed in one heart.
The moment of death is come for me!
That faithless heart has vowed love to another!

HENRY
A mad, treacherous heart set you afire,
you betrayed your family for a vile seducer ...

LUCY
Oh, Lord!

HENRY
... but you have received a fitting reward from Heaven;
that faithless heart has vowed love to another.

LUCY
Alas!

HENRY
A mad, treacherous love set you afire; efc.
... has vowed to love another!

LUCY

The dreadful moment is come for me,

ves, that faithless heart has vowed love to another,
that faithless heart, etc.

... has vowed love to another!

From the distance come sounds of music and rejoicing.

LUCY
What is happening?

ENRICO
Suonar di giubilo senti la riva?

LUCIA
Ebbene?

ENRICO
Giunge il tuo sposo.

LUCIA
Un brivido mi corse per le vene!

ENRICO
A te s’appresta il talamo.

LUCIA
La tomba a me s’appresta!

ENRICO
Ora fatale & questa!

LUCIA
Ho sugl’occhi un vel!

ENRICO

M’odi! Spento ¢ Guglielmo ...
ascendere vedremo in trono Maria ...
Prostrata & nella polvere

La parte ch’io seguia ...

LUCIA
Ah! io tremo!

ENRICO
Dal precipizio Arturo puo sottrarmi,
sol egli ...

LUCIA
Ed io? Ed io?

ENRICO
Salvarmi devi!

LUCIA
Enrico!

ENRICO
Vieni allo sposo.

LUCIA
Ad altri giurai.

ENRICO
Devi salvarmi.

LUCIA
Ma ...

ENRICO (in atto di uscire)
11 devi!

LUCIA
Oh ciel! Oh ciel!

ENRICO (ritornando a Lucia e con accento rapido ma energico)
Se tradirmi tu potrai,

la mia sorte ¢ gia compita ...
tu m’involi onore, e vita,

tu la scure appresti a me ...
Ne’ tuoi sogni mi vedrai,
ombra irata e minacciosa:
quella scure sanguinosa
stara sempre innanzi a te!

LUCIA (volgendo gli occhi gonfi di lagrime al cielo)
Tu che vedi il pianto mio,
tu che leggi in questo core,

MARIINSKY

HENRY
Do you hear the sounds of rejoicing on the shore?

LUCY
‘What does it mean?

HENRY
Your bridegroom is arriving.

LUCY
A chill ran through my veins.

HENRY
Your nuptials are being prepared.

Lucy
My tomb is being prepared for me.

HENRY
A fateful hour is this!

LUCY
A veil hangs before my eyes!

HENRY

Listen to me! William is dead ...

we shall see Mary take the throne ...
The side which I have followed

lies prostrate in the dust ...

LUCY
Ah! I tremble!

HENRY
Arthur can save me from the precipice,
he alone ...

LUCY
AndIZand I?

HENRY
You must save me!

LucYy
Henry!

HENRY
Come to your bridegroom.

LUCY
Tam sworn to another.

HENRY
You must save me.

LUCYy
But...

HENRY (preparing to leave)
You must.

LUCY
Oh heavens! Oh heavens!

HENRY (turning back to Lucy, addressing her with determination)
If you can betray me,

my fate is already sealed ...

you rob me of honour and life,

you prepare the executioner’s axe for me ...

You will see me in your dreams,

a wrathful and menacing shade:

that blood-stained axe

will always be before you!

LUCY (weeping and turning her eyes towards Heaven)
You that see my tears,
you that read my innermost heart,
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se respinto il mio dolore,
come in terra, in ciel non &
tu mi togli, eterno Iddio,
questa vita disperata ...

io son tanto sventurata,

che la morte & un ben per me!

ENRICO
A te s’appresta il talamo!

LUCIA
Ah! la tomba!

ENRICO
Salvarmi devi.

LUCIA
Ho su gl’occhi un vel!

ENRICO
Ah! Se tradirmi tu potrai, ecc.

LUCIA

Ah! mi togli, eterno Iddio
questa vita disperata,

io son tanto sventurata,

che la morte & un ben per me.

ENRICO

Mi vedrai, ombra irata,
Quella scure sanguinosa stara
Sempre innanzi a te.

Lucia si abbandona su d’una seggiola. Enrico parte affrettatamente.

No 7 - Scena (Recitativo) ed Aria

LUCIA (vedendo giungere Raimondo, gli va incontro ansiosissima)
Ebben?

RAIMONDO

Di tua speranza I'ultimo raggio tramonto.
Credei, al tuo sospetto,

che il fratel chiudesse

tutte le strade onde sul franco suolo,
all’'uom che amar giurasti,

non giungesser tue nuove:

io stesso un foglio da te vergato,

per secura mano recar gli feci ... invano!
Tace mai sempre.

Quel silenzio assai d’infedelta ti parla!

LUCIA
E me consigli?

RAIMONDO
Di piegarti al destino.

LUCIA
E il giuramento?

RAIMONDO

Tu pur vaneggi!

I nuziali voti che il ministro

di Dio non benedice,

ne il ciel, né il mondo riconosce.

LUCIA
Ah! cede persuasa la mente,
ma sordo alla ragion resiste il core!

RAIMONDO
Vincerlo ¢ forza.

LUCIA
Oh sventurato amore!

if Heaven, like earth,

does not reject my sorrow;
take away, eternal God,

this life of despair;

I am so wretched that death
would be a blessing for me!

HENRY
Your nuptials are drawing near!

LUCY
Ah! the tomb!

HENRY
You must save me.

LUCY
A veil hangs before my eyes!

HENRY
Ah! If you can betray me, efc,

LUCY

Ah! Take away, eternal God

this life of despair,

Tam so wretched

that death would be a blessing for me.

HENRY

You will see me, a wrathful shade,
that blood-stained axe will always
be before you.

Lucy collapses tearfully into a chair. Henry strides out angrily.

No 7 - Scene (Recitative) and Aria

LUCY (seeing Raymond approaching she anxiously runs to meet him)
Well?

RAYMOND

The final glimmer of your hope has disappeared.
1 believed, as you suspected,

that your brother has closed

all the routes so that in France

no news from you would reach

the man whom you swore to love;

I myself had a letter written by you

carried to him by a safe hand ... in vain.

He keeps unvarying silence.

This silence tells you enough of his faithlessness.

LUCY
And what do you counsel me to do?

RAYMOND
To submit to fate.

LUCY
And my vow?

RAYMOND

You are out of your mind.

Neither Heaven nor earth
acknowledges nuptial vows

that a minister of God has not blessed.

LUCY
Ah! my mind yields, convinced,
but my heart resists, deaf to reason!

RAYMOND
You must overcome it.

LUCY
Oh miserable love!

RAIMONDO

Ah! cedi, cedi, o piu sciagure
ti sovrastano, infelice ...

Per le tenere mie cure,

per Pestinta genitrice,

il periglio d’un fratello

deh ti mova, e cangi il cor ...
O la madre, nell’avello
fremera per te d’orror.

Ah, cedi, cedi, il periglio d’un fratello
ti commova, e cangi il cor.

LUCIA
Taci ... taci ...

RAIMONDO
No, no, cedi ...

LUCIA
Ah! ah! taci ...

RAIMONDO
La madre ...

LUCIA
Ah!

RAIMONDO
... il fratello!

LUCIA
Ah! taci ... Ah! vincesti ...
Non son tanto snaturata.

RAIMONDO
Oh! qual gioia in me tu desti!
Oh qual nube hai dissipata! Ah! Qual gioia!

EAI ben de’ tuoi qual vittima offri,
Lucia, te stessa;
e tanto sacrifizio
scritto nel ciel sara ...
Se la pieta degli uomini
a te non fia concessa,
v’¢ un Dio che tergere
il pianto tuo sapra.
Se la pieta degli uomini, ecc.

LUCIA

Guidami tu, tu reggimi,

son fuori di me stessa!

Lungo, crudel supplizio la viat a me sara!

RAIMONDO
Si, figlia, coraggio!
Qual nube hai disgombrata!

RAIMONDO
Oh, figlia mia, coraggio!

LUCIA
Si, guidami, si, si.

RAIMONDO

Ah! Al ben de’ tuoi qual vittima offri,
Lucia, te stessa, e tanto sacrifizio scritto
nel ciel sara, nel ciel sara.

LUCIA
Nel ciel sara, si.

RAIMONDO
Offri, Lucia, te stessa,
e tanto sacrifizio scritto nel ciel sara.

LUCIA
Ah!

RAYMOND

Ah! yield, yield, or more misfortunes
threaten you, unhappy girl ...

By my compassionate ministrations,
by your deceased mother,

let the danger to your brother

move you and change your heart ...
Or your mother, will turn

in her grave with horror for you.

Ah, yield, yield, let the danger to your brother
move you, and change your heart.

LUCY
Be quiet ... be quiet ...

RAYMOND
No, no, yield ...

LUCY
Ah! Ah, be silent ...

RAYMOND
Your mother ...

LUCY
Ah!

RAYMOND
... your brother!

LUCY
Ah! Be silent ... Ah! You have won ...
Iam not so unnatural.

RAYMOND
Oh, what joy you awaken within me!
Oh, what clouds you have scattered! Ah, what joy!

You are offering yourself,

Lucy, as victim for your family’s good;
and so great a sacrifice

will be noted in Heaven ...

If human mercy

is not granted to you,

there is a God

who can dry your tears.

If human mercy, etc.

LUCY

Guide me, direct me,

I am beside myself!

A long, cruel punishment my life will be to me!

RAYMOND
Yes, daughter, have courage!
What clouds you have dispelled!

RAYMOND
Oh my daughter, have courage!

LUCY
Yes, guide me, yes, yes.

RAYMOND

Ah! You are offering yourself,

Lucy, as a victim for your family’s good,

and so great a sacrifice will be noted in Heaven.

LUCY
Noted in Heaven, yes.

RAYMOND
You are offering yourself, Lucy,
and so great a sacrifice will be noted in Heaven.

LUCY
Ah!

MARIINSKY
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RAIMONDO

Se la pieta degli uomini,

a te non fia concessa,

v’¢ un Dio che tergere il pianto tuo sapra.

LUCIA
Oh Dio! Son fuor di me! Ingrato!

(piangendo)
Edgardo ingrato!

RAIMONDO
Se la pieta degli uomini, ecc.
... ah, si, sapra, il pianto tuo sapra.

LUCIA
Guidami, vincesti! Ah! Ah! Ah!

ATTO SECONDO (Atto Primo di Parte Seconda):

SCENA 2 - Sala nel Castello
I8} No 8 - Finale II - Coro e Cavatina

Sala preparata pel ricevimento di Arturo.
Nel fondo, porta praticabile.

CORO

Per te d’'immenso giubilo
tutto s’avviva intorno,
per te veggiam rinascere
della speranza il giorno;
qui 'amista ti guida,

qui ti conduce amore,
tutto s’avviva intorno,
qui ti conduce amor,
qual astro in notte infida,
qual riso del dolor.

ARTURO

Per poco fra le tenebre
spari la vostra stella:
io la faro risorgere
piu fulgida, pit bella.
La man mi porgi, Enrico,
ti stringi a questo cor,
a te ne vengo amico,
fratello e difensor.

CORO
Ah! Per te d’'immenso giublio, ecc.

ARTURO
A te ne vengo amico,
fratello e difensor.

CORO

... qual astro in notte infida,
qual riso nel dolor ...
fratello e difensor.

No 9 - Scena e Quartetto nel Finale IT

ARTURO
Dov’e¢ Lucia?

ENRICO
Qui giungere
or la vedrem ...

(in disparte ad Arturo)

Se in lei

soverchia ¢ la mestizia,
maravigliarti, no, no, non déi.
Dal duolo oppressa e vinta,
piange la madre estinta ...

RAYMOND

If human mercy,

is not granted to you,

there is a God who can dry your tears.

LUCY

Oh God! I am beside myself! Ungrateful man!

(crying)
Ungrateful Edgar!

RAYMOND
If human mercy, etc.
... ah, yes, can, can dry your tears.

LUCY
Guide me, you have won! Ah! Ah! Ah!

ACT II (Act One of the Second Part):
SCENE 2 - A festive hall in the castle

I8 No 8 - Finale II - Chorus and Cavatina

A festive hall, prepared for the arrival of Sir Arthur Bucklaw.

At the back, a practicable door.

CHORUS

Through you there is

great rejoicing all around,
through you we see

the day of hope reborn;
friendship guides you here,

love leads you here,

everything takes heart all around,
love leads you here,

like a star on a treacherous night,
like a smile in the midst of sorrow.

ARTHUR

I€] Your star almost vanished

in the darkness.

1 shall make it rise again

more dazzling, more beautiful.
Give me your hand, Henry,
press yourself to this heart,

I come to you as friend,
brother and defender.

CHORUS
Ah! Through you there is, etc.

ARTHUR
I come to you as a friend,
brother and defender.

CHORUS

... like a star on a treacherous night,
like a smile in the midst of sorrow ...
brother and defender.

Na 9 - Scene and Quartet of Finale II

ARTHUR
Where is Lucy?

HENRY
We shall soon see
her coming here ...

(aside, to Arthur)

If she seems

overpowered by sadness,

you must not wonder at it, no, no.

She is subdued and oppressed by sorrow,

she weeps for her late mother ...

ARTURO
M’¢ noto, si, si, m’é noto.

ENRICO
Soverchia ¢ la mestizia,
ma piange la madre.

ARTURO

Or solvi un dubbio;

fama suono, ch’Edgardo

sovr’essa temerario

alzare 0so0 lo sguardo ... temerario.

ENRICO
E vero, quel folle ardia, ma ...

ARTURO
Ah!

CORO
S’avanza qui Lucia.

ENRICO (ad Arturo)
Piange la madre estinta ...

Entra Lucia, sostenuto da Raimondo ed Alisa:
essa ¢ nel massimo abbattimento.

ENRICO (presentando Arturo a Lucia)
Ecco il tuo sposo ...

Lucia fa un movimento per retrocedere.

ENRICO (sommessamente a Lucia)
(Incauta! Perdermi vuoi?)

LUCIA (ad Enrico)
(Gran Dio!)

ARTURO
Ti piaccia i voti accogliere
del tenero amor mio ...

ENRICO (accostandosi al tavolino ov’é il contratto e troncando le
parole ad Arturo; a Lucia)
(Incauta!)

(a tutti)
Omai si compia il rito.

LUCIA (ad Enrico)
(Gran Dio!)

ENRICO (ad Arturo)
T’appressa.

ARTURO (si accosta al tavolino e firma il contratto)
Oh dolce invito!

RAIMONDO (a se stesso)
(Reggi buon Dio I'afflitta.)

LUCIA (a se stessa; tremante, viene condotta da Raimondo ed
Alisa verso il tavolino)

(Io vado al sactrifizio! Me misera!)

ENRICO (piano a Lucia, scagliandole furtive e tremende occhiate)
Non esitar! Scrivi, scrivi!

Lucia segna latto.

LUCIA (a se stessa)
(La mia condanna ho scritta!)

ENRICO (a se stesso)
(Respiro!)

MARIINSKY

ARTHUR
I am aware of it, yes, yes, I am aware of it.

HENRY
Her sorrow is excessive,
but she is weeping for her mother.

ARTHUR

Resolve a doubt for me now;
Rumour has claimed that Edgar
brashly dared to cast desirous eyes
upon her ... upon her brashly.

HENRY
It is true, the madman dared, but ...

ARTHUR
Ah!

CHORUS
Lucy is approaching.

HENRY (to Arthur)
She is weeping for her dead mother ...

Lucy totters in, supported by Raymond and Alice.
She is in great despondency.

HENRY (presenting Arthur to Lucy)
Here is your husband ...

Lucy recoils.

HENRY (quietly to Lucy)
(Heedless girl! Do you want to ruin me?)

LUCY (aside, to Henry)
(Great God!)

ARTHUR
May it please you to accept
the vows of my tender love ...

HENRY (cutting him short, and walking over to the table where the
marriage contract lies; aside to Lucy)
(Heedless girl!)

(to the others)
Now let the contract be signed.

LUCY (aside)
(Great God!)

HENRY (to Arthur)
Come nearer.

ARTHUR (approaching the desk and signing the contract)
Oh, sweet invitation!

RAYMOND (to himself)
(Good Lord, sustain the suffering girl.)

LUCY (to herself; shaking, she is assisted to the table by
Raymond and Alice)

T am going to the sacrifice! Unhappy me!

HENRY (impatiently to Lucy, giving her furtive and terrible glances)
Do not hesitate! Sign, sign!

Lucy signs the deed.

LUCY (to herself)
(I have signed my death warrant!)

HENRY (to himself)
(I can breathe again!)
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LUCIA (s’appoggia a Raimondo)
(To gelo ed ardo! io manco!)

Si ascolta dalla porta in fondo lo strepito di persona che, indarno
trattenuta, si avanza precipitosa.

TUTTI
Qual fragor!

La porta si spalanca.

TUTTI
Chi giunge?

Entra Edgardo.

EDGARDO (con voce terribile, ravvolto in gran mantello da viaggio)
Edgardo!

LUCIA
Edgardo! Oh fulmine!

GLI ALTRI
Ah! Edgardo! Oh terror!
Edgardo! Oh terror!

Lucia cade tramortita. Lo scompiglio é universale. Alisa solleva
Lucia e l'adagia su una seggiola.

EDGARDO (a se stesso)

(Chi mi frena in tal momento?
Chi tronco dell’ire il corso?

11 suo duolo, il suo spavento
son la prova d’un rimorso!
Ma, qual rosa inaridita,

ella sta fra morte e vita!

Io son vinto, son commosso!
T’amo, ingrata, t'amo ancor!)

ENRICO

(Chi raffrena il mio furore,

e la man che al brando corse?

Della misera in favore

nel mio petto un grido sorse!

E mio sangue! I'ho tradita,

ella sta fra morte e vita!

Ah! che spegnere non posso

i rimorsi del mio core, del mio cor!)

LUCIA (riavendosi, ad Alisa)
(Io sperai che a me la vita
tronca avesse il mio spavento,
ma la morte non m’aita,

vivo ancor per mio tormento!
Da’ miei lumi cadde il velo,
mi tradi la terra e il cielo!
Vorrei piangere, e non posso,
m’abbandona il pianto ancor!)

RAIMONDO (a se stesso)
(Qual terribile momento!
Piti formar non so parole.
Densa nube di spavento
par che copra i rai del sole!
Come rosa inaridita

ella sta fra morte e vita ...
chi per lei non ¢ commosso
ha di tigre in petto il cor.)

ENRICO
(E mio sangue! ecc.)

EDGARDO
(Chi mi frena in tal momento? ecc.)

ALISA E CORO
(Come rosa inaridita, ecc.)

LUCY (leaning on Raymond)
(I am freezing and burning! I feel faint!)

From the door in the background is heard the noise of someone
who, after unsuccessfully being held back, storms forward.

ALL
What a noise!

The door is flung open.

ALL
Who has come?

Edgar enters.

EDGAR (loudly and menacingly, his features concealed by a cloak)
Edgar!

LUCY
Edgar! Oh, heaven!

THE OTHERS
Ah! Edgar! Oh terror!
Edgar! Oh horror!

Lucy faints. Amid the horrified confusion of the crowd, Alice and
other female attendants help her to a chair.

EDGAR (to himself)
(Who restrains me at such a moment?
Who cuts short the outpouring of my wrath?
Her anguish, her terror
are proof of remorse!
But like a wilting rose,
she hovers between life and death!
T am overcome, I am moved!
1 love you, thankless girl, I still love you!)

HENRY

Who restrains my fury,

and the hand that grasps for the sword?
A cry of sympathy for the poor

girl has sprung up in my breast!

She is my blood! I have betrayed her,
she hovers between life and death!

Ah! that I cannot quench my heart’s,
my heart’s remorse!

LUCY (recovering, to Alice)

(I hoped my terror would cut

short my life, but death does

not come to help me,

1 keep on living in my misery!

The veil has fallen from my eyes,
Heaven and earth have betrayed me!
I would weep but I cannot,

even weeping forsakes me.)

RAYMOND (to himself)

(What a dreadful moment!

I cannot find words for it.

Thick clouds of terror seem

to cut off the rays of the sun!

Like a wilting rose,

she hovers between life and death ...
whoever is not moved for her

has a tiger’s heart in his breast.)

HENRY
(She is my blood! efc.)

EDGAR
(Who restrains me at such a moment? etc.)

ALICE AND CHORUS
(Like a wilting rose, efc.)

ARTURO

(Qual terribile momento,
pitt formar non so parole,
denso velo di spavento
par che copra i rai del sole.
Come rosa inaridita, ecc.)

ENRICO
(Ah! & mio sangue, I'ho tradita, ecc.)

LUCIA
(... vorrei piangere, ah, vorrei piangere, ecc.)

RAIMONDO
(Chi per lei non & commosso, ecc.)

EDGARDO
(Ah! son vinto, son commosso, ecc.)

EDGARDO
ingrata, t’amo ancor, si, ancor.

ENRICO
... ah, spegner non li posso, ahime!

LUCIA
... ancor!

GLI ALTRI
...l cor!

No 10 - Seguito e Stretta del Finale II

ARTURO ED ENRICO (scagliandosi con le spade snudate
contro Edgardo)

T’allontana, sciagurato,

o il tuo sangue fia versato!

CORO
T’allontana, sciagurato ...

EDGARDO (traendo anch’egli la spada)
Morird, ma insiem col mio
altro sangue scorrera.

RAIMONDO (in tono autorevole, mettendosi in mezzo alle
partie avversarie)

Rispettate in me di Dio

la tremanda maesta.

In suo nome vel comando:

deponete I'ira e il brando.

Pace, pace ... egli abborrisce

Tomicida, e scritto sta:

“Chi di ferro altrui ferisce,

pur di ferro perira
Tutti ripongono le spade.

RAIMONDO
Pace, pace.

ENRICO (avanzandosi verso Edgardo)

Sconsigliato! in queste porte

chi ti guida?

EDGARDO (altero)
La mia sorte, il mio dritto.

ENRICO
Sciagurato!

EDGARDO
Si; Lucia la sua fede a me giuro.

RAIMONDO (frapponendosi)
Ah! questo amor funesto obblia:
ella & d’altri.

MARIINSKY

ARTHUR

(What a dreadful moment,

I cannot find words for it!

A dense veil of terror seems
to cut off the rays of the sun.
Like a wilting rose, efc.)

HENRY
(Ah! she is my blood, I have betrayed her, etc.)

LUCY
(...I would weep, ah, I would weep, efc.)

RAYMOND
(Whoever is not moved for her, etc.)

EDGAR
(Ah! I am overcome, I am moved, etc.)

EDGAR
... thankless girl, I still love you, yes, still!

HENRY
... ah, I cannot quench it, alas!

LUCY
... even!

THE OTHERS
... heart!

No 10 - Recitative and Last Scene of Finale IT

ARTHUR AND HENRY (rushing towards Edgar with
drawn swords)

Be gone, villain,

your blood will flow!

CHORUS
Be gone, villain ...

EDGAR (also drawing his sword)
1 shall die, but other blood
will stream forth along with mine.

RAYMOND (in an authoritative tone, throwing himself between
the conflicting parties)

In my person respect God’s

tremendous majesty.

I command you in His name,

lay aside your anger and your swords.

Peace, peace ... He abhors

killing; it is written that,

“he who lives by the sword

shall also die by the sword”.

The others sheathe their swords.

RAYMOND
Peace, peace.

HENRY (approaching Edgar)
p& Rash fellow! who let
you within this door?

EDGAR (haughtily)
My destiny, my right.

HENRY
Villain!

EDGAR
Yes; Lucy swore faith to me!

RAYMOND (coming between them)
Ah! forget this fatal love:
she belongs to another.
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EDGARDO
Draltri! ... no.

RAIMONDO (presentandogli il contratto nuziale)
Mira.

EDGARDO (dopo averlo letto, e figgendo gli occhi in Lucia)
Tremi ... ti confondi ...
Son tue cifre? A me rispondi:

(mostrandole la firma di lei)
son tue cifre? Rispondi!

LUCIA (con voce simile ad un gremito)
Si...

EDGARDO (soffocando la sua collera, le rende I'anello)
Riprendi il tuo pegno, infido cor.

LUCIA
Ah!

EDGARDO
1l mio dammi.

LUCIA
Almen ...

EDGARDO (glielo strappa dal collo)
Lo rendi!

LUCIA
Edgardo! Edgardo!

Lo smarrimento di Lucia lascia divedere, che la mente turbata della
infelice intende appena cio che fa: quindi si toglie tremando I'anello
dal dito, di cui Edgardo s’impadronisce sul momento.

EDGARDO (sciogliendo il freno del represso sdegno getta I'anello,
e lo calpesta)

Hai tradito il cielo e amor.

Maledetto sia I'istante

che di te mi rese amante,

stirpe iniqua, abbominata,

io dovea da te fuggir!

Abbominata, maledetta,

io dovea da te fuggir!

LUCIA
Ah! ...

EDGARDO
Ah! ma di Dio la mano irata vi disperda ...

ENRICO, RAIMONDO E CORO
Insano ardir!

CORO
Insano ardir! Insano ardir!

ENRICO
Esci! Esci!

RAIMONDO
Pace!

ARTURO, ENRICO E CORO

Esci, fuggi, il furor che m’accende
solo un punto i suoi colpi sospende ...
ma fra poco pil atroce, pit fiero

sul tuo capo abborrito cadra.

Ma fra poco ecc.

RAIMONDO

Infelice, t'invola, t'affretta ...

i tuoi giorni, il suo stato rispetta ...
vivi e forse il tuo duolo fia spento:

EDGAR
To another! ... no!

RAYMOND (showing him the marriage contract)

Look!

EDGAR (having read it, fixing his eyes on Lucy)
You tremble ... you are confused ...
Is this your writting? Answer me:

(pointing to the signature)
is this your writing? Answer!

LUCY (her voice sounding like a groan)
Yes ...

EDGAR (stifling his anger, he gives her his ring)
Take back your pledge, perfidious heart.

LUCY
Oh!

EDGAR
Give me mine.

LUCY
At least ...

EDGAR (snatching it from her neck)
Give it back!

LUCY
Edgar! Edgar!

Lucy’s distraction shows that her confused mind is hardly able
to grasp what she is doing: trembling, she takes the ring from her

finger, whereupon Edgar snatches it from her.

EDGAR (in a fit of rage he throws the ring down and

stamps on it)

You have betrayed Heaven and love.
Damned be the moment

when I became your lover,
loathsome, abominated race,

1 should have fled from you!
Abominated, damned race,

1 should have fled from you!

LUCY
Ah! ...

EDGAR
Ah! may God’s outraged hand shatter you ...

HENRY, RAYMOND AND CHORUS
Insane boldness!

CHORUS
Insane boldness! Insane boldness!

HENRY
Begone! Begone!

RAYMOND
Peace!

ARTHUR, HENRY AND CHORUS
Begone, fly, the rage that inflames me
delays its blows only for an instant ...
but soon it will fall more dreadfully,
more fiercely on your hated head.
But soon etc.

RAYMOND
Unhappy man, depart ...

make haste, respect your life and her position ...

live on and perhaps your sorrow will be spent:

tutto & lieve all’eterna pieta.
Vivi e forse ecc.

LUCIA (cadendo in ginocchio)
Dio, lo salva, in si fiero momento
d’una misera ascolta il lamento.

E la prece d’'immenso dolore,

che pit in terra speranza non ha ...
E Pestrema domanda del core,

che sul labbro spirando mi sta, ecc.

EDGARDO (gettando la spada ed offrendo il petto a’ suoi nemici)
Trucidatemi, e pronubo al rito

sia lo scempio d’un core tradito.

Del mio sangue coperta la soglia

dolce vista per 'empia sara!

Calpestando I'esangue mia spoglia

all’altare piu lieta ne andra, ecc.

RAIMONDO
Infelice!

(a Edgardo)
Deh, ti salva!
Vivi, forse il tuo duolo, ecc.

ARTURO, ENRICO E CORO
Esci! Va!

ALISA (a Edgardo)
Infelice! t’invola, ecc.

ENRICO

Va. T’invola, va, va.

La macchia d’oltraggio si nero,
ah! lavata col sangue sara.

ARTURO E CORO
Va, col sangue tuo lavata sara,
si, si, sara, va, va!

ALISA E SOPRANI
Infelice, t'invola, t'affretta, ecc.

RAIMONDO
Ah! vivi e forse il tuo duolo, ecc.

LUCIA
Dio, lo salva! ecc.

ARTURO E CORO
Esci, fuggi! Il furor che m’accende, ecc.

ENRICO
Esci, fuggi ... fuggi, vanne.
La macchia lavata col sangue sara, ecc.

EDGARDO
No, no, no, trucidatemi, ecc.

ATTO TERZO (Atto Secondo di Parte Seconda):
SCENA 1 - Sala del Castello di Lammermoor

No 11 - Uragano, Scena (Recitativo) e Duetto

Salone terreno nella torre di Wolferag, adiacente al vestibulo.
Una tavola spoglia di ogni ornamento ed un vecchio seggiolone ne
formano tutto Parredo.

In fondo una porta ed un finestrone aperto. E notte, si sente il
temporale. Edgardo é seduto presso la tavola, immerso ne’ suoi
melanconici pensieri: dopo qualche istante si scuote e guarda a
traverso della finestra.

EDGARDO
Orrida ¢ questa notte come il destino mio!
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everything is easy to eternal mercy.
Live on etc.

LUCY (falling to her knees)

God, save him, at such an awful moment
hear a wretched girl’s plea.

It is the prayer of great suffering

that has no more earthly hope ...

It is the last wish of my heart

that now hovers on my lips, efc.

EDGAR (tossing away his sword and offering himself to his enemies)
Kill me and let the slaughter of a betrayed

heart give away the bride at the ceremony.

The threshold covered with my blood

will be a pleasant sight for this vile woman!

Over my trampled, bloodless body

she will walk happily to the altar, etc.

RAYMOND
Unhappy man!

(to Edgar)
Come, save yourself!
Live on and perhaps your sorrow, etc.

ARTHUR, HENRY AND CHORUS
Begone! Go!

ALICE (to Edgar)
Unhappy man! depart, etc.

HENRY

Go. Depart, go, go.

The stain of so black an outrage,
ah! will be washed away with blood!

ARTHUR
Go, it will be washed away with your blood,
yes, yes, washed away, go, go!

ALICE AND SOPRANOS
Unhappy man, depart, make haste, etc.

RAYMOND
Ah, live on, and perhaps your sorrow, etc.

LUCY
God, save him! etc.

ARTHUR AND CHORUS
Begone, fly! The rage that inflames me, etc.

HENRY
Begone, fly ... fly, go away.
The stain will be washed away with blood, efc.

EDGAR

No, no, no, kill me, etc.

ACT III (Act Two of the Second Part):
SCENE 1 - Hall at the Castle of Lammermoor

No 11 - Storm, Scene (Recitative) and Duet

A ground-floor room in the Wolf’s Crag tower, adjacent to the
hall. A table without any decorations and an old chair are the
only furnishings.

At the rear is a door and a large open window. It is night and a
storm can be heard raging. Edgar is seated at the table, pensive with
his melancholy thoughts; after a while he stirs himself and looks out
of the window.

EDGAR
This night is as horrid as my destiny!
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Scoppia un fulmine.

Si, tuona, o cielo ...

Imperversate, o fulmini ...

sconvolto sia 'ordin di natura,

e pera il mondo ...

Ma non m’inganno!

Scalpitar d’appresso odo un destrier! ...
Sarresta!

Chi mai della tempesta

fra le minacce e I'ira,

chi puote a me venirne?

Entra Enrico.

ENRICO (gettando il manto)
To.

EDGARDO
Qual ardire!
Ashton!

ENRICO
Si!

EDGARDO

Fra questa mura osi offrirti al mio cospetto?

ENRICO
To vi sto per tua sciagura.

EDGARDO
Per mia?

ENRICO
Non venisti nel mio tetto?

EDGARDO

Qui del padre ancor respira
P'ombra inulta, e par che frema!
Morte ogn’aura a te qui spira!
1l terren per te qui trema!

Nel varcar la soglia orrenda
ben dovresti palpitar,

come un uom che vivo scenda
la sua tomba ad albergar, ecc.

ENRICO (con gioia feroce)
Fu condotta al sacro rito,
quindi al talamo Lucia.

EDGARDO (a se stesso)
(Ei pit squarcia il cor ferito!
Oh tormento! Oh gelosia!)

ENRICO
Ella ¢ al talamo.

EDGARDO (a se stesso)
(Oh gelosia!)

Ebben? ebben?

ENRICO

Ascolta!

Di letizia il mio soggiorno

e di plauso rimbombava;

ma piu forte al cor d’intorno

la vendetta mi parlava!

Qui mi trassi, in mezzo ai venti,
la sua voce udia tuttor,

e il furor degli elementi
rispondeva al mio furor, ecc.

EDGARDO (a se stesso)
(Oh tormento, oh gelosia!)

A thunderclap is heard.

Yes, thunder, O heavens ...

rage forth, O lightning-bolts ...

let the laws of nature be overturned,
and let the world perish ...

But I am not mistaken!

I hear a horse’s hooves close by! ...
It is stopping!

Who can have come to me

in the midst of the storm’s,

dangers and wrath?

Henry enters.

HENRY (throwing back his cloak)
T have.

EDGAR
What bold insolence!

pE] Ashton!

HENRY
Yes!

EDGAR

You dare to present yourself to me within these walls?

HENRY
It is to your misfortune that I stand here.

EDGAR
To mine?

HENRY
Did you not come under my roof?

EDGAR

The spirit of my unavenged father

still breathes here, and seems to rage!
Every breeze here whispers death to you!
The earth, the earth here trembles for you!
You ought well to have quaked at crossing
this fearful threshold,

like a living man who has gone

to dwell in his tomb, etc.

HENRY (with savage joy)
Lucy has gone through the holy ceremony
and thence to her nuptial bed.

EDGAR (to himself)
(He further rends my wounded heart!
Oh, torture! Oh, jealousy!)

HENRY
She is in her nuptial bed.

EDGAR (to himself)
(Oh, jealousy!)

Well then? Well then?

HENRY

Listen!

My residence was resounding
with gaiety and cheers;

but round about me vengeance
spoke more loudly to my heart!

1 betook myself here, in the midst of the gale,

T heard its voice continually,
and the rage of the elements
gave reply to my rage, etc.

EDGAR (to himself)
(Oh, torture! Oh, jealousy!)

EDGARDO (con altera impazienza)
Da me che brami?

ENRICO

Ascoltami:

Onde punir l'offesa,

de’ miei la spada vindice
pende su te sospesa,

onde punir l'offesa ...

ma ch’altri ti spenga, mai ...
chi dee svenarti il sai!

EDGARDO
So che al paterno cenere

giurai strapparti il core.

ENRICO
Tu!

EDGARDO
Si.

ENRICO
Tu!

EDGARDO (con nobile disdegno)
Quando?

ENRICO

Al primo sorgere del mattutino albore.

EDGARDO
Ove?

ENRICO
Fra l'urne gelide di Ravenswood.

EDGARDO
Verro. Si, verro! Si, si!

ENRICO
Ivi a restar preparati.

EDGARDO
Ivi tuccidero.

ENRICO
Al primo albore.

EDGARDO
Al primo albore.

EDGARDO ED ENRICO
Ah! O sole, piu ratto

a sorger t'appresta,

ti cinga di sangue
ghirlanda funesta ...

con quella rischiara
Porribile gara d’un odio mortale,
d’un cieco furore.

O sole, pit ratto risorgi

e rischiara d’un odio
mortale il cieco furor.

EDGARDO
Giurai strapparti il core.

ENRICO
La spada pende su te.

EDGARDO
Fra l'urne di Ravenswood ...

ENRICO
All’alba verro.

EDGAR (with an icy impatience)
What would you have of me?

HENRY

Listen to me:

To punish your offense,

my people’s avenging sword hangs
suspended over you,

to punish your offense ...

but should another kill you? Never ...
you know who must take your life!

EDGAR
I know that I swore by my father’s
remains to tear out your heart.

HENRY
You!

EDGAR
Yes.

HENRY
You!

EDGAR (with noble disdain)
‘When?

HENRY
At the first glimmer of dawn.

EDGAR
Where?

HENRY

Among the chilly tombs of Ravenswood.

EDGAR
I shall come. Yes, I shall come! Yes, yes!

HENRY
Be prepared to remain there.

EDGAR
I shall kill you there.

HENRY
At the first rays of dawn.

EDGAR
At the first rays of dawn.

EDGAR AND HENRY
Ah! O sun, make haste

to rise more quickly,

may a funeral wreath
encircle you with blood ...
and with it illuminate the
dreadful strife of a deadly hate,
of a blind fury.

O sun, rise more quickly
and illuminate the blind
fury of a deadly hate.

EDGAR
I swore to tear out your heart.

HENRY
The sword hangs over you.

EDGAR
Among the tombs of Ravenswood ...

HENRY
I shall come at the dawn.

MARIINSKY
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EDGARDO ED ENRICO
Ah! Fara di nostr’alme atroce
governo gridando vendetta
lo spirto d’Averno.

(Puragano é al calmo)
Del tuono che mugge,

del nembo che rugge

piu lira é tremenda

che m’arde nel core.

O sole, piu ratto risorgi

e rischiara d’'un odio
mortale il cieco furor, ecc.

Partono.

ATTO TERZO (Atto Secondo di Parte Seconda):
SCENA 2 - Sala come nell’Atto Primo

pII No 12 - Coro

Dalle sale contigue si ascolta la musica di liete danze. 1l fondo
della scena é ingombro di invitati ed abitanti del castello di
Lammermoor. Sopraggiungono cavalieri che s'uniscono in crocchio.

CORO

D’immenso giubilo
s’innalzi un grido:
corra la Scozia

di lido in lido,

e avverta i perfidi
nostri nemici

che a noi sorridono
le stelle ancor.

Che piu terribili,
che piu felici

ne rende 'aura
d’alto favor ...

e avverta i perfidi, ecc.

.No 13 - Gran Scena con Cori

RAIMDONO (entrando, trafelato ed avanzandosi a passi vacillanti)

Cessi, ah cessi quel contento!

CORO
Sei cosparso di pallor!

RAIMONDO
Cessi, cessi ...

CORO
Ciel! che rechi?

RAIMONDO
Un fiero evento!

CORO
Tu ne agghiacci di terror!

RAIMONDO (accenna con mano che tutti lo circondino)
Ah! Dalle stanze ove Lucia
tratta avea col suo consorte,
un lamento, un grido uscia,
come d’'uom vicino a morte!
Corsi ratto, in quelle mura ...
ahi! terribile sciagura!

Steso Arturo al suol giaceva,
muto, freddo, insanguinato! ...
E Lucia l'acciar stringeva,

che fu gia del trucidato! ...
Ella in me le luci affisse ...

“Il mio sposo ov’¢?” mi disse,
e nel volto suo pallente

un sorriso baleno!

EDGAR AND HENRY

Ah! The spirit of Hell,

shrieking vengeance,

will become fierce ruler of our souls.

(the storm is calm)

The wrath that smolders

in my heart is greater

than the thunder that roars,
than the storm that howls.
O sun, rise more quickly
and illuminate the blind
fury of a deadly hate, etc.

They depart.

ACT III (Act Two of the Second Part):
SCENE 2 - The hall as in Act One

4 No 12 - Chorus

From the adjoining rooms merry dance music is heard. The back
of the stage is littered with guests and residents of the caslte of

Lammermoor. They are joined by knights who mingle with them.

CHORUS

Raise a shout

of great rejoicing:

let it sweep over Scotland

from shore to shore,

and warn our treacherous enemies
that the stars smile on us again,
and warn our treacherous enemies
that the starts smile on us again.
That the aura

of high favour makes

us more awesome,

more fortunate ...

and warn our treacherous enemies, etc.

.No 13 - Grand Scene with Chorus

RAYMOND (entering; advancing with faltering steps)
Stop, ah, stop your merrymaking!

CHORUS
How pale you are!

RAYMOND
Stop, stop ...

CHORUS
Heavens! What is the matter?

RAYMOND
A dreadful happening!

CHORUS
You turn us cold with fear!

RAYMOND (gesturing with his hand for them all to gather round)

Ah! From the rooms where

1 had led Lucy and her husband,

a wail, a shriek rang out,

as of a man in the throes of death!

I ran quickly into those apartments ...
woe! a dreadful catastrophe!

Arthur lay sprawling on the floor,
silent, cold, weltering in blood! ...
And Lucy was clutching the blade
which belonged to the dead man! ...
She fixed her eyes on me ...

“My husband, where is he?” she said to me,
and her ashen face

lit up with a smile!

Infelice! della mente
la virtude a lei manco! ... Ah!

CORO

Oh! qual funesto avvenimento! ...
Tutti ne ingombra cupo spavento!
Notte, ricopri la ria sventura

col tenebroso tuo denso vel.

RAIMONDO
Ah! quella destra di sangue impura
Pira non chiami su noi del ciel.

RAIMONDO E CORO
Ah! quella destra, ecc.

RAIMONDO
Ella in me le luci affisse,
e l'acciar, l'acciar stringeva!

CORO
E lacciar, Iacciar stringeva!

RAIMONDO E CORO
Ah! quella destra, ecc.

RAIMONDO
Eccola!

No 14 - Scena ed Aria

Entra Lucia in succinta e bianca veste; ha le chiome scarmigliate ed

il volto coperto da uno squallore di morte. E delirante.

CORO
Oh giusto cielo!
Par dalla tomba uscita!

LUCIA

11 dolce suono

mi colpi di sua voce! ... Ah! quella voce
m’e qui nel cor discesa! ...

Edgardo! io ti son resa,

Edgardo! Ah! Edgardo mio! ...

Si, ti son resa;

Fuggita io son da’ tuoi nemici ...

Un gelo mi serpeggia nel sen! ...
Trema ogni fibra! ... Vacilla il pié!
Presso la fonte meco t’assidi alquanto,
si, presso la fonte meco t’assidi ...

& Ohime! ... sorge il tremendo
fantasma e ne separa!
Ohime! ohime! Edgardo! ... Edgardo! Ah!

(spaventata)

1l fantasma ne separa! ...

Qui ricovriamo, Edgardo,

a pié dell’ara ... Sparsa & di rose!
Un’armonia celeste, di’, non ascolti?

Ah! I'inno suona di nozze!

Ah! Ah! Ah! 'inno di nozze! ...

1l rito per noi s’appresta! Oh, me felice! ...
Edgardo! Edgardo! Oh, me felice!

Oh gioia che si sente, e non si dice!

Ardon gl'incensi ... Splendon

le sacre faci, splendon intorno!

Ecco il ministro! ... Porgimi

la destra! ... Oh lieto giorno, oh lieto!
Alfin son tua, alfin sei mio,

a me ti dona un Dio.

NORMANNO, RAIMONDO E CORO
Ambi in si crudo stato!
Di lei, Signore, di lei pieta.
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Unhappy girl! her mind
has failed her! ... Ah!

CHORUS

Oh! what a frightful happening! ...
Dark fear engulfs us all!

Night, conceal the criminal tragedy
with your dense, impenetrable veil.

RAYMOND
Ah! may that right hand, unclean with blood,
not call down the wrath of Heaven on us.

RAYMOND AND CHORUS
Ah! may that right hand, efc.

RAYMOND
She fixed her eyes on me,

and clutched the blade, the blade!

CHORUS
And clutched the blade, the blade!

RAYMOND AND CHORUS
Ah! may that right hand, etc.

RAYMOND
There she is!

P No 14 - Scene and Aria

Lucy enters, dressed in a flowing white gown; her hair is disheveled

and she is deathly pale. She has taken leave of her senses.

CHORUS
Oh, good heavens!
Like someone risen from the tomb!

LUCY

The sweet sound

of his voice struck me! ... Ah! that voice
has sunk into my heart here! ...

Edgar! I am yours again,

Edgar! Ah! my Edgar! ...

Yes, I am yours again;

I have escaped from your enemies ...

A chill is crawling through my breast! ...
Every nerve quivers! ... I am unsteady on my feet!
Sit near the fountain with me a while,
yes, sit near the fountain with me ...

g Alas! ... the awful phantom
emerges and separates us!
Alas! Alas! Edgar! ... Edgar! Ah!

(scared)

The phantom separates us! ...

Let us take refuge here, Edgar,

at the foot of the altar ... It is strewn with roses!

Tell me, do you not hear heavenly music?

Ah! the wedding-hymn sounds forth!

Ah! Ah! Ah! the wedding-hymn! ...

The ceremony is being prepared for us! Oh, happy me! ...
Edgar! Edgar! Oh, happy me!

Oh, joy that I feel, and cannot express!

The incense is burning ... The sacred
torches are shining, shining everywhere!
Here is the minister! ... Give me

your right hand! ... Oh, blissful, happy day!
At last T am yours, at last you are mine,
God bestows you on me.

NORMAN, RAYMOND AND CHORUS
In such a cruel state!
Lord, have mercy on her.
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LUCIA

Ogni piacer pili grato,

si, ogni piacere mi fia con te diviso, ...
... con te, con te.

CORO
Signor, pieta.

LUCIA

Del ciel clemente un riso
la vita a noi sara, ecc.

... anoi sara,

sara.

NORMANNO, RAIMONDO E CORO
Pieta!

RAIMONDO
S’avanza Enrico!

ENRICO (accorrendo)
Ditemi;
Vera & l'atroce scena?

RAIMONDO
Vera, pur troppo!

ENRICO (scagliandosi contra Lucia)
Ah! perfida!

ne avrai condegna pena! ...

CORO
T’arresta! ...

RAIMONDO
Oh ciel! ... Non vedi lo stato suo?

LUCIA (sempre delirando)
Che chiedi?

ENRICO (fissando Lucia)
Oh, qual pallor!

LUCIA
Che chiedi?

RAIMONDO
Ha la region smarrita.

ENRICO
Gran Dio!

LUCIA
Ah, me misera!

RAIMONDO

Tremare, o barbaro, tu déi per la sua vita.

LUCIA
Non mi guardar si fiero ...
segnai quel foglio, ¢ vero, si, & vero ...

(in visione)

Nell'ira sua terribile calpesta,

oh Dio, I'anello! Mi maledice! ...
Ah! Vittima fui d’un crudel fratello:
ma ognor, ognor t’amai,

ognora, Edgardo. Si, ognor,

t’amai, ah! e tamo ancor ...

... Edgardo mio, si, te lo giuro,
ognor t’amai e t’'amo ancor, ecc.

ENRICO
Ah! di lei, Signor, pieta! ecc.

RAIMONDO
Pieta di lei, Signor, pieta! ecc.

LUCY

Every most pleasurable delight,

yes, every delight I shall share with you ...
... with you, with you.

CHORUS
Lord, mercy.

LUCY

Kindly Heaven will smile
upon our life, efc.

... upon our life,

life.

NORMAN, RAYMOND AND CHORUS
Mercy!

RAYMOND
Henry is coming!

HENRY (rushing in)
Tell me:
Is this terrible story true?

RAYMOND
All too true!

HENRY (flinging himself at Lucy)
Ah, treacherous girl!
you shall suffer for it as you deserve! ...

CHORUS
Stop! ...

RAYMOND
Oh, heavens! ... Don’t you see her condition?

LUCY (still delirious)
What do you want?

HENRY (staring at her closely)
Oh! How pale she is!

LUCY
What are you asking?

RAYMOND
She has lost her reason.

HENRY
Great God!

LUCY
Ah, wretched man!

RAYMOND
You ought to fear for her life, O cruel man!

LUCY
Do not glare at me so fiercly ...
1 signed that paper, it is true, yes, it is true ...

(as if in a trance)

In his fearful rage he tramples,

oh God, upon the ring! he curses me! ...
Ah! I was the victim of a cruel brother:
but I have always, always loved you,
always Edgar. Yes, I always

loved you! ah! and I love you still ...

... my Edgar, yes, I swear it to you,

T always loved you, and I love you still, efc.

HENRY
Ah! Lord, have mercy on her! etc.

RAYMOND
Have mercy on her, Lord, mercy!

LUCIA
Chi mi nomasti? Arturo!
Tu nomasti ... Arturo! ...

Ah! non fuggir! ... Ah, per pieta! ...

... No, non fuggir! ah perdon! ecc.

ENRICO
Infelice! Ah, pieta, Signor, pieta!
Lucia! Lucia, gran Dio! Ah, Lucia!

RAIMONDO E CORO
Infelice! Ah, pieta, Signor, pieta!
Qual notte di terror! ecc.

LUCIA (s’inginocchio)
Ah! No, non fuggir, Edgardo!

Spargi d’amaro pianto
il mio terrestre velo,
mentre lasst nel cielo
io preghero per te.

Al giunger tuo soltanto
fia bello il ciel per me!
Ah si, ah si! ecc.

ENRICO
Giorni d’amaro pianto

serba il rimorsso a me, ah, si, a me.

RAIMONDO E CORO
Pit raffrenare il pianto
possibile non ¢, ah no, non &.

LUCIA
Ah! Spargi d’amaro pianto, ecc.

Ah, ch’io spiri accanto a te, appresso a te, ecc.

ENRICO

Ah, vita d’amaro pianto serba il rimorso a me, ecc.

RAIMONDO E CORO

Ah, piu raffrenare il pianto no, no, possibile non ¢, ecc.

Lucia resta quasi priva di vita fra le braccia di Alisa.

ENRICO
Si tragga altrove. Alisa ...

(a Raimondo)
Uom del Signor, deh!
voi la misera vegliate ...

Alisa e le dame conducono altrove Lucia.
Io pit1 me stesso in me non trovo! ...

Enrico parte nella massima costernazione.

RAIMONDO (a Normanno)
Delator! Gioisci dell’opra tua!

NORMANNO
Che parli?

RAIMONDO

Si, dell'incendio che divampa

e strugge questa casa infelice,

hai tu destata la primiera scintilla!

NORMANNO
To non credei ...

RAIMONDO

Tu del versato sangue,
empio, tu sei la ria cagion!
Quel sangue al ciel t'accusa;
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LUCY

‘Whom did you mention? Arthur!

You mentioned him ... Arthur! ...

Ah! do not flee! ... Ah, for pity’s sake! ...
... No, do not flee! ah, forgive me! etc.

HENRY
Unhappy girl! Ah, mercy, Lord, mercy!
Lucy! Lucy, great God! Ah, Lucy!

RAYMOND AND CHORUS
Unhappy girl! Ah, mercy, Lord, mercy!
What a night of dread! etc.

LUCY (falling to her knees)
Ah! No, do not flee, Edgar!

Sprinkle my earthly substance
with bitter tears,
while up there in Heaven
1 shall pray for you.
Not until you join me
will Heaven be beautiful for me!
Oh, yes, oh, yes! etc.

HENRY
Days of bitter tears my
remorse holds for me, ah, yes, for me.

RAYMOND AND CHORUS
To refrain any longer from weeping
is not possible, ah, no, it is not.

LUCY
Ah! Sprinkle my earthly substance, etc.

Ah, let me die beside you, close by your side, etc.

HENRY
Ah, a life of bitter tears my remorse holds for me, efc.

RAYMOND AND CHORUS
A, to refrain any longer from weeping, no, no, it is not possible, etc.

Lucy falls lifeless into Alice’s arms.

HENRY
Carry her to another place, Alice ...

(to Raymond)
Man of God, come!
attend the unhappy girl ...

Alice and other ladies take Lucy away.
I am no longer myself! ...
Henry leaves, strongly concerned.

RAYMOND (to Norman)
Informer! Rejoice over your work!

NORMAN
What are you saying?

RAYMOND

Yes, you struck the first spark

of the fire that is blazing

and consuming this unhappy house!

NORMAN
1 did not think ...

RAYMOND

You, wicked man, are the cause

of this blood that has been spilled!
That blood condemns you to Heaven;
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e gia la man suprema

segna la tua sentenza!

Or vanne, e trema!

Raimondo segue Lucia; Normanno esce per 'opposto lato.

ATTO TERZO (Atto Secondo di Parte Seconda):
SCENA 3 - Tombe dei Ravenswood

4 No 15 - Aria Finale

Parte esterna del Castello di Wolferag. Porta practicabile; si scorge
un appartamento illuminato. E notte.

EDGARDO

Tombe degl’avi miei, I'ultimo avanzo
d’una stirpe infelice, deh! raccogliete voi!
Cesso dell’ira il breve foco ...

sul nemico acciaro abbandonar mi vo’.
Per me la vita & orrendo peso! ...
Puniverso intero & un deserto

per me senza Lucia! ...

Di faci tuttavia splende il castello ...
Ah! scarsa fu la notte al tripudio!
Ingrata donna! mentr’io mi struggo

in disperato pianto, tu ridi,

esulti accanto al felice consorte!

Tu delle gioie in seno, io della morte!

Fra poco a me ricovero

dara negletto avello; ...

una pietosa lagrima non scendera su quello!
Ah! fin degli estinti, ahi,

misero, manca il conforto a me!

Tu pur, tu pur dimentica

quel marmo dispregiato:

mai non passarvi, o barbara,

del tuo consorte a lato, ah!

Rispetta almen le ceneri

di chi moria per te!

Mai non passarvi, tu lo dimentica,
rispetta almeno chi murore per te! ecc.
... 0 barbara, io moro per te.

CORO (uscendo dal castello)
Oh meschina! Oh fato orrendo!
Piti sperar non giova omai!
Questo di che sta sorgendo
tramontar pill non vedrai!

EDGARDO
Giusto cielo! ... Rispondete, rispondete ... Ah! ...

CORO
Oh meschina!

EDGARDO
Di chi mai, di chi piangete?
Rispondete, rispondete, per pieta!

CORO
Di Lucia.

EDGARDO (esterrefatto)
Lucia diceste!

CORO
La meschina ...

EDGARDO
Su parlate.

CORO
Si; la misera sen muore.

EDGARDO
Ah!

and already the supreme hand
is signing your sentence!
Now go, and tremble!

Raymond follows Lucy; Norman leaves in the opposite direction.

ACT III (Act Two of the Second Part):
SCENE 3 - The tombs of the Ravenswoods

B2 No 15 - Aria Finale

A place outside the Castle of Wolf’s Crag. There is a practicable
gateway; an illuminated hall is in the distance. It is night.

EDGAR

Tombs of my forebears, last remnant

of an ill-fated line, come, give shelter to me!
The brief fire of my wrath is out ...

1 will give myself up to my enemy’s sword.
Life is a horrid burden to me! ...

the whole universe is a wasteland

for me, without Lucy! ...

The castle is still aglow with lights ...

Ah! the night was too brief for their merrymaking!
Thankless woman! while I waste away

with hopeless weeping, you are laughing,
rejoicing at your fortunate husband’s side.
You in the bosom of joy, I in death’s!

Soon a neglected grave

will give me shelter; ...

no pitying tear will fall on it!

Ah! even the comforts of the dead, alas,
wretched man, are denied to me!

Do you, even you, forget

this despised monument:

never pass through here, O cruel woman,
at your husband’s side, ah!

At least respect the remains

of the one who died for you!

Never pass through here, forget this place,
at least respect the one who is dying for you! etc.
... O cruel woman, I die for you.

CHORUS (coming from the castle)

Oh, wretched girl! Oh, what dreadful fate!
From now on it is useless to hope any more!
She will not see the end of this day

which is now dawning!

EDGAR
Great heavens! answer me, answer me ... Ah! ...

CHORUS
Oh, wretched girl!

EDGAR
Who, who is it you are weeping for?
Answer, answer, for pity’s sake!

CHORUS
For Lucy.

EDGAR (appalled)
You said Lucy!

CHORUS
The wretched girl ...

EDGAR
Go on, speak.

CHORUS
Yes; the poor girl is dying.

EDGAR
Ah!

CORO

Fur le nozze a lei funeste,
di ragion la trasse amore,
s’avvicina all’ore estreme,
e te chiede, per te geme ...

EDGARDO
Ah! Lucia! Muore! ... Lucia! ... Ah! ...

CORO

Questo di che sta sorgendo
tramontar piti non vedra!
Di ragion la trasse amore,
e te chiede, per te geme ...

EDGARDO
Questo di che sta sorgendo
tramontar pili non vedra la mia Lucia?

CORO
Di ragion la trasse amore,
per te, si, si, per te.

EDGARDO
Ah!

CORO
Rimbomba gia la squilla in suon di morte!

EDGARDO
Quel suono al cor mi piomba!
E decisa la mia sorte! ...

CORO (trattenendolo)
Oh Dio!

EDGARDO
Rivederla ancor vogl’io ...

(incamminandosi)
... rivederla e poscia ...

CORO
Qual trasporto sconsigliato!
Ah! desisti, ah, riedi in te.

Entra Raimondo.

RAIMONDO
Dove corri, sventurato?
Ella in terra piti non &.

EDGARDO
Lucia!

RAIMONDO
Sventurato!

EDGARDO
In terra piti non &? ...
Ella dunque ...

RAIMONDO
E in cielo.

EDGARDO
Lucia piti non ¢! ...

CORO
Sventurato! Sventurato!

EDGARDO (scuotendosi)

k&) Tu che a Dio spiegasti I’ali,

o bell’alma innamorata,
ti rivolgi a me placata,
teco ascenda il tuo fedel.
Ah! se I'ira dei mortali
fece a noi si cruda guerra,

CHORUS

Her nuptials were fatal to her,

love deprived her of her senses,
she is nearing her last hours,

and asks for you, moans for you ...

EDGAR
Ah, Lucy! She is dying! ... Lucy! ... Ah! ...

CHORUS

She will not see the end of this

day which is now dawning!

Love deprived her of her senses,

and she is asking for you, moaning for you ...

EDGAR
Will my Lucy not see the end
of this day which is now dawning?

CHORUS
Love deprived her of her senses,
love for you, yes, yes, for you.

EDGAR
Ah!

CHORUS
Already the bell is echoing the tones of death.

EDGAR
That sound sinks into my heart!
My fate is settled! ...

CHORUS (restraining him)
Oh, God!

EDGAR
I want to see her again ...

(about to leave)
... to see her, and then ...

CHORUS
What passion, misguided fellow!
Ah, stop, ah, compose yourself.

Raymond enters.

RAYMOND
Where are you rushing, wretched man?
She is no longer on earth.

EDGAR
Lucy!

RAYMOND
Wretched man!

EDGAR
She is no longer on earth? ...

Then she ...

RAYMOND
Is in Heaven.

EDGAR
Lucy is no more! ...

CHORUS
Wretched man! Wretched man!

EDGAR (shaking)

You that have spread your wings to God,

O beautiful, loving spirit,
return to me in peace,

let your faithful lover ascend to Heaven with you.

Ah! if the wrath of mortals
waged so cruel a war against us,
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se divisi fummo in terra,

ne congiunga il Nume in ciel,

o bell’alma innamorata,

ne congiunga il Nume in ciel, ecc.

(trae rapidamente un pugnale)
To ti segno ...

RAIMONDO
Forsennato! Forsennato!

RAIMONDO E CORO
Ah! Che fai? Ah! Che fai?

EDGARDO
Morir voglio, morir voglio!

RAIMONDO E CORO
Ritorna in te, ritorna in te!

EDGARDO
No, no, no!

Se immerge il pugnale in core.

RAIMONDO E CORO
Ah!

RAIMONDO
Che facesti?

EDGARDO (con voce fioca)
A te vengo ... o bell'alma ...

RAIMONDO
Sciagurato!

EDGARDO
... ti rivolgi, ah!
al tuo fedel.

RAIMONDO
Pensa al ciel.

EDGARDO
Ah, se l'ira ... dei mortali ...

CORO
Quale orror! Quale orror!

EDGARDO
... si cruda guerra ...

RAIMONDO
Oh Dio, perdona ...

EDGARDO
... 0 bell’alma, ne ...

RAIMONDO
Pensa al ciel.

EDGARDO
... congiunga il Nume in ciel ...

EDGARDO
O bell’alma innamorata, ecc.

CORO
Oh tremendo, oh nero fato!
Dio, perdona tanto orror! ecc.

RAIMONDO
Pensa al ciel, ah,
sciagurato, pensa al ciel. ecc.

if we were divided on earth,

let God unite us in Heaven,

O beautiful, loving spirit,

let God unite us in Heaven, etc.

(quickly drawing a dagger)
1 shall follow you ...

RAYMOND
Madman! Madman!

RAYMOND AND CHORUS

Ah! What are you doing? Ah! What are you doing?

EDGAR
I want to die, I want to die!

RAYMOND AND CHORUS

Come to your senses, come to your senses!

EDGAR
No, no. no!

He plunges the dagger into his heart.

RAYMOND AND CHORUS
Ah!

RAYMOND
What have you done?

EDGAR (weakly)

T am coming to you ... O beautiful spirit ...

RAYMOND
Wretched man!

EDGAR
... return to me, ah!
to your faithful lover.

RAYMOND
Reflect upon Heaven.

EDGAR

Ah, since the wrath ... of mortals ...

CHORUS
How horrible! how horrible!

EDGAR
... so cruel a war ...

RAYMOND
Oh, God, forgive, ...

EDGAR
... O beautiful spirit ...

RAYMOND
Reflect upon Heaven.

EDGAR
... let God unite us in Heaven ...

EDGAR
O beautiful, loving spirit, etc.

CHORUS
Oh, terrible, oh, black doom!
God, forgive such a crime! etc.

RAYMOND
Reflect upon Heaven, ah,

wretched man, reflect upon Heaven. etc.

EDGARDO
Se divisi fummo in terra,

ne congiunga il Nume in ciel.

CORO
Dio, perdona tanto orror!

Edgardo cade a muore.

EDGAR
If we were divided on earth,
let God unite us in Heaven.

CHORUS
God, forgive such a crime!

Edgar falls and dies.
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Banepuii Ieprues

Xy0>KeCTBeHHBIII PYKOBOIMTENb-IUPEKTOP MapUIHCKOro TeaTpa
Banepwnii Teprues — ofuH 13 BeAyIMX AUpIKepoB Mupa. Ilomnmo
PYKOBOZICTBAa MapuuHCKIM TeaTpoM OH paboTaeT ¢ JIOHLOHCKIM
CUMQpOHMYECKUM OPKeCTPOM, BeHckim dumapmonnyeckum
opkecTpoM, PorTepraMckuM pumapMOHIMYECKIM OPKECTPOM,
Hbio-Vlopkckum pumapMOHMYecKIM OPKeCTPOM 1 OPKeCTPOM
Tearpa Jla Ckarna. VM co3/iaHbI ¥ BO3ITIaBNAIOTCA TaKue 3aMeTHbIe
B MEK/yHAPOJHOI My3bIKaIbHOI SKM3HM (pecTuBamt, Kak
Teprues-dectusans B Mukkenu (Ouusagns), leprues-¢dectuBans
B Porrepriame (Hupepnanppr), «3Besyipl 6embix Houeit» (IetepGypr),
Mockosckuit ITacxambHblil pecTuBab.

Cpenut 3acyr MascTpo lepruesa — TBOpYECKOE COTPYAHMIECTBO
Mapunnckoro Tearpa ¢ KpymHeIIMMY OTIePHBIMY CLieHAMIU MUPa,
cpenu KoTopeix MeTpomnonuren-onepa, Koponesckuit onepHsrit
Tearp Kosent-Tapnen, reatp Kapno ®emirde, Oniepa Can-@panimcko,
Teatp Jla Ckama, HoBas Onepa Vspanns, Teatp Illarne. Opkectp

u Tpynna MapumHCKOro TeaTpa oj pykososictBoM lepruesa
BbICTyIamu 6onee yeM B 50 crpanax Craporo u Hosoro Caera,

ot Anonuu u Kuras go CIIIA.

WsBecten Banepuii Ieprues u cBoelt akTMBHOI ITo3uuues B
3AIUTY TYMaHMCTUYECKUX MjieaioB. Tak Ma3cTpo BBICTYIMI
MHUIMATOPOM MIPOBEJIEHNs MUPOBOIT CepuM 6/1aroTBOPUTETbHBIX
KOHIIePTOB IOJ HasBaHueM «Becman. Mysblka BO MMs XU3HN»,
KOTOpbIe IPOLIIK B Hblo»]7[0pi<e, ITapke, Jlonpone, Tokno,

Pume u Mockse. B aBrycte 2008 rofa nost ynpaBieHeMm MascTpo
COCTOSI/ICSL KOHIIEPT-PEKBIEM TePeNl pa3pyIleHHbIM 3aHueM Jloma
npasutenscra KkHoit Ocerun (ropox Lixuusan).

Juckorpadus Banepus leprieBa o61MpHa U HEOJHOKPATHO
YAOCTanBaIaCh MPECTIKHBIX MEX/TYHAPOAHBIX HATPaJ], B YaCTHOCTIH
narpagst Record Academy Award 3a 3amich nukma cuMdoHmit
TIpoxodnesa ¢ JIOHAOHCKUM CMMPOHIYECKIM OPKECTPOM U TIpy3a
«Académie du disque lyrique» 3a samucp pycckux omnep.

Valery Gergiev

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

Among Maestro Gergiev’s accomplishments has been to involve the
Mariinsky Theatre in creative collaboration with major opera houses
around the world, such as the Metropolitan Opera (New York), the
Royal Opera House, Covent Garden (London), Carlo Felice (Genoa),
the San Francisco Opera, La Scala (Milan), the New Israeli Opera
and the Théatre du Chatelet. Under Gergiev, the Mariinsky Theatre
Orchestra and Opera Company have appeared in over 50 countries
around the world, from Japan and China to the USA.

Valery Gergiev has achieved renown for his defence of humanitarian
ideals. The maestro initiated a worldwide series of charity concerts

entitled Beslan: Music for Life held in New York, Paris, London, Tokyo,
Rome, and Moscow. In August 2008 he conducted a requiem concert
in front of the ruined Government House of South Ossetia (Tskhinvali).

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

Valery Guerguiev

Valery Guerguiev compte parmi les plus grands chefs dorchestre du
monde. Il est directeur artistique du Théatre Mariinski dont il assure
également la direction générale. Il travaille, par ailleurs, avec 'Orchestre
symphonique de Londres, la Philharmonie de Vienne, les Orchestres
philharmoniques de Rotterdam et New York, et 'Orchestre de La Scala
de Milan. Il crée et anime plusieurs festivals de renommeée mondiale,
dont le Festival Guerguiev de Mikkeli en Finlande, le Festival Guerguiev
aux Pays-Bas, les Nuits blanches de Saint-Pétersbourg et le Festival
de Paques de Moscou.

Lune des grandes réussites du maestro Guerguiev est la collaboration
artistique du Théétre Mariinski avec les plus importants opéras du
monde, comme le Metropolitan Opera de New York, 'Opéra royal
de Covent Garden, le Teatro Carlo Felice de Génes, 'Opéra de San
Francisco, La Scala de Milan, le Nouvel Opéra israélien et le Théatre
du Chatelet. Sous sa direction, lorchestre et la troupe du Théatre
Mariinski se produisent dans plus de 50 pays de ’Ancien et du
Nouveau Monde, du Japon et de la Chine aux Etats-Unis dAmérique.

Valery Guerguiev est réputé pour ses initiatives au service de la cause
humanitaire. Il est a lorigine d’une série de concerts de bienfaisance
intitulée Beslan: Music for Life 8 New York, Paris, Londres, Tokyo, Rome
et Moscou. En aott 2008, il dirige un concert de requiem en Ossétie
du Sud, devant les ruines des locaux administratifs de Tskhinvali.

Les enregistrements de Guerguiev regoivent de nombreuses récompenses
internationales de prestige dont le Record Academy Award pour
Pintégrale des symphonies de Prokofiev avec I'Orchestre symphonique
de Londres, et le Prix de 'Académie du disque lyrique pour ses
enregistrements dopéras russes.

Waleri Gergiew

Waleri Gergiew, einer der herausragendsten Dirigenten unserer Zeit,
ist kiinstlerischer Leiter und Generaldirektor des Mariinski-Theaters.
Neben dieser Titigkeit arbeitet er zudem mit dem London Symphony
Orchestra, den Wiener Philharmonikern, der Philharmonie Rotterdam,
der New York Philharmonic und dem Orchester des Teatro alla Scala.
Er griindete und organisiert weltberiihmte Musikfestspiele wie etwa
das Gergiew-Festival (Mikkeli, Finnland), das Gergiew-Festival
(Rotterdam, Niederlande), Stars der weiffen Néchte (St. Petersburg)
und das Moskauer Oster-Festival.

Eine der groflen Leistungen Maestro Gergiews ist die kreative
Zusammenarbeit des Mariinski-Theaters mit anderen bedeutenden
Opernhiusern wie etwa der Metropolitan Opera in New York, dem
Royal Opera House in Covent Garden, London, dem Carlo Felice in
Genua, der San Francisco Opera, der Maildnder Scala, der New Israeli
Opera und dem Théétre du Chatelet. Unter Gergiew sind das Mariinski-
Orchester und das Ensemble in iiber fiinfzig Lindern in der Alten
und der Neuen Welt aufgetreten, von Japan und China bis zu den USA.

Waleri Gergiew steht auch wegen seines Einsatzes fiir humanitare
Ideale in hohem Ansehen. So veranstaltete er eine Reihe von
weltweiten Benefizkonzerten mit dem Namen Beslan: Music for Life,
die in New York, Paris, London, Tokio, Rom und Moskau stattfanden.
Im August 2008 leitete er vor dem zerstorten Regierungsgebdude in
Siidossetien (Zchinwali) ein Requiemkonzert.

Gergiew ist iberdies bekannt wegen der Bandbreite seiner
Einspielungen, fiir die er zahlreiche renommierte internationale
Auszeichnungen erhalten hat, allen voran den Record Academy
Award fiir seine Aufnahme des Zyklus der Prokofjew-Sinfonien mit
dem London Symphony Orchestra sowie den Preis der Académie
du disque lyrique fiir seine Einspielungen russischer Opern.
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Bnapucnas Cynmumckmii (6aputon) ¢ 2004 ropa sBnseTcs
comucrom Mapunnckoro teatpa. Cpefn HapTuil, NCIIOTHSIEMbIX
Ha clieHe MapuuHckoro Tearpa: Erennit Onerun («EBrenmit
Omnerun»), Enenxmit («IInkoBas gama»), Kosanes («Hoc»), Anera
(«Bparpa Kapamasobi»), I'enpu Ourron («/Iroums mm Jlammepmyp»),
Kopsk XKepmon («Tpasuara»), Ixanun Cxukku («[Ixanan CKUKKI»),
Ilapnnec («4no-Yno-can»), Oueit («Iunona u JHeii»). Bnagucnas
Cy/IMMCKuit BBICTYIIa/l B KOHLIEPTHBIX IIporpamMmax ¢ Jlapucoit
Tepruesoii B ITapuke, JlongoHe, Bocroune, Bombee, Pume u
Xenbcunku. B cocrae Tpyminbl MapuiHCKOTo Tearpa racTponmpoBa
B CIIA, Anonun, Anrmun, @unnsaupum u Gpannmn. Jlaypear
HECKOJIbKMX MEX/JYHAaPOJHbIX KOHKYPCOB, B TOM 4MC/Ie KOHKyPCa
uMm. k. Jlaypu-Bonbmu (I npemust, Pum, 2010).

Vladislav Sulimsky (baritone) has been a soloist with the Mariinsky
Theatre since 2004. Some of the roles he has interpreted at the
Mariinsky are: Onegin (Eugene Onegin), Prince Yeletsky (The Queen
of Spades), Kovalev (The Nose), Alyosha (The Brothers Karamazov),
Lord Henry Ashton (Lucia di Lammermoor), Giorgio Germont (La
Traviata), Gianni Schicchi (Gianni Schicchi), Sharpless (Madame
Butterfly), and Aeneas (Dido and Aeneas). Sulimsky has performed
in concerts with Larissa Gergieva in Paris, London, Boston, Bombay,
Rome and Helsinki and he has toured with the Mariinsky Opera
Company in the United States, Japan, Britain, Finland and France.
He has been a prize-winner in many international competitions,
including the Giacomo Lauri-Volpi Competition (1* prize, Rome, 2010).

Vladislav Soulimski (baryton) est soliste au Théatre Mariinski depuis
2004. 11 y campe, entre autres réles, Onéguine (Eugéne Onéguine),
le prince Eletski (La Pique Dame), Kovalev (Le Nez), Aliosha (Les
Fréres Karamazov), Lord Henry Ashton (Lucie de Lammermoor),
Giorgio Germont (La Traviata), Gianni Schicchi (Gianni Schicchi),
Sharpless (Madame Butterfly) et Enée (Didon et Enée). Soulimsky
se produit en concert aux c6tés de Larissa Guergieva a Paris, Londres,
Boston, Bombay, Rome et Helsinki, ainsi qu’en tournée avec la troupe
du Théatre Mariinski aux Etats-Unis, au Japon, au Royaume-Uni,
en Finlande et en France. Il est lauréat de nombreux concours
internationaux, y compris, entre autres, en 2010 le Premier prix
au concours international Giacomo Lauri-Volpi.

‘Wladislaw Sulimski (Bariton) ist seit 2004 als Solist am Mariinski-
Theater. Zu den Rollen, die er an dem Haus dargeboten hat, gehoren
Onegin (Eugene Onegin), Fiirst Jeletzki (Pigue Dame), Kowaljow
(Die Nase), Aljoscha (Die Briider Karamasow), Lord Henry Ashton
(Lucia di Lammermoor), Giorgio Germont (La Traviata), Gianni
Schicchi (Gianni Schicchi), Sharpless (Madame Butterfly) und
Aeneas (Dido und Aeneas). Zudem gab Sulimski mit Larissa Gergiewa
Konzerte in Paris, London, Boston, Bombay, Rom und Helsinki und
reiste mit der Operntruppe des Mariinski in die Vereinigten Staaten,
nach Japan, Grofibritannien, Finnland und Frankreich. Er hat bei
zahlreichen internationalen Wettbewerben Preise gewonnen. Im Jahre
2010 gewann er den ersten Preis beim Internationalen Wettbewerb
»Giacomo Lauri Volpi“ in Rom.
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Haranu Jecceii (cormpaHo) moeT B oIepHbIX Tearpax ot [lapika 10
Bensl. B ee penepryape — Mouapr, Puxapy IlItpayc («ApuagHa Ha
Haxkcoce», «KaBasep pos», «Mor4anBas yeHIHa»), CTpaBMHCKMit
u TonuuerTy. OffHaKO Havama OHa ¢ pPaHITY3CKOTO perepTyapa.
Haranu Jlecceit Bbictynana B Teatpe IllaTyie, B HbI0-HOPKCKOI
Merpononuren-onepa, B Canra ®e, B mapmxckoit Onepa, B
mumanckoit Jla Ckana u B nonpoackom Koponesckom OnepHom
teatpe Kosent-T'appien. B pernepryape 6e/bKaHTO OHa MCIIOMHSIA
mapruyt AMuHE! B «CoMHaMOyie», Jliowrmi B «JTroumm u Jlammepmyp»
(B 06enx pepaxiusx) u Mapuu B «JJouepu monka». Kpome toro
oHa nesa naptuu Miosersl («Boremar), Menusaupst («Ilemneac u
Menusanga») 1 MatoH B onepe Maccxe. Hatamm [lecceit mpucoeso
noderHoe 3Banne «Kammepsenrepun» BeHckoit rocyapcTBeHHOI
omepsl. Ee ob6mmpHast guckorpadus BKIOYAET 3amucu Ansa Gupm
EML, Virgin Classics, ERATO u Decca.

From Paris to Vienna, Natalie Dessay (soprano) has sung Mozart,
Richard Strauss (Ariadne auf Naxos, R kavalier, Die sch

Frau), Stravinsky and Donizetti, but it is in French repertoire that
she made her début. Among others, she has appeared at the Théatre
du Chitelet, Metropolitan Opera (New York), Santa Fe Opera, Opéra de
Paris, La Scala (Milan) and the Royal Opera House, Covent Garden
(London). Her bel canto repertoire includes Amina (La Sonnambula),
Lucia di Lammermoor (both versions), and Marie (La Fille du Régiment)
and she has also sung Musetta (La Bohéme), Mélisande (Pelléas et
Meélisande) and Massenet’s Manon. Natalie Dessay is a Kammersangerin
at the Wiener Staatsoper, and her extensive discography includes
recordings for EMI, Virgin Classics, ERATO and Decca.

Natalie Dessay (soprano) débute dans le répertoire frangais puis, de
Paris a Vienne, chante Mozart, Richard Strauss (Ariadne auf Naxos,
Der Rosenkavalier, Die schweigsame Frau), Stravinski et Donizetti.
Elle se produit notamment au Thééatre du Chételet, au Metropolitan
Opera (New York), 4 'Opéra de Santa Fé, a 'Opéra de Paris, 4 La Scala
(Milan) et au Royal Opera House, Covent Garden (Londres). Elle
compte parmi ses réles de bel canto : Amina (La Sonnambula), Lucia
(dans les deux versions de Lucia di Lammermoor), Marie (La Fille
du Régiment), Musetta (La Bohéme), Mélisande (Pelléas et Mélisande)
et Manon dans 'opéra éponyme de Massenet. « Kammersingerin »
a 'Opéra d’Etat de Vienne, Natalie Dessay a réalisé de nombreux
enregistrements, pour EMI, Virgin Classics, ERATO et Decca notamment.

Zwischen Paris und Wien hat Natalie Dessay (Sopran) Mozart, Richard
Strauss (Ariadne auf Naxos, Der R kavalier, Die schweiy Frau),
Strawinski und Donizetti gesungen, ihr Debiit machte sie allerdings
mit dem franzosischen Repertoire. Aufgetreten ist sie unter anderem
am Théitre du Chatelet, an der Metropolitan Opera (New York),
Santa Fe Opera, Opéra de Paris, La Scala (Mailand) und am Royal
Opera House, Covent Garden (London). Zu ihrem Belcantorepertoire
gehoren die Amina (La Sonnambula), Lucia di Lammermoor (beide
Versionen) sowie die Marie (La Fille du régiment), dariiber hinaus
sang sie die Musetta (La Bohéme), Mélisande (Pelléas et Mélisande)
und Massenets Manon. Natalie Dessay ist Kammersingerin an der
Wiener Staatsoper, zu ihrer umfangreichen Diskografie gehdren
Aufnahmen fiir EMI, Virgin Classics, ERATO und Decca.

Ilerp Bevana, 4acTo BBICTYNAIOLINMIT HA CIIEHAX BEYIMX OTEPHBIX
TEaTPOB, MOIb3YeTCA y MyOIUKY I IIPECChI PeITyTaluest OfHOTO U3
BBIJTAIOIINXCA TMPUYECKUX TEHOPOB Halrero BpeMeny. OH pouwmics
B [TotbIIte M TOTY4M/T TAM My3bIKa/TbHOE 0Opa3oBaHIte, a 3aTeM CTajl
BBICTYIIaTh B BU/JHENIIMX OTEPHDIX Te€aTpax, KOHLIEPTHBIX 3a/1aX 1
Ha MY3bIKaTbHBIX ecTuBanaX mo BceMy Mupy. B ero pemepryape
TMpUYeCcKIie TEHOPHbIE TAPTUM, TaKye Kak Ixrap B «JIroumu an
Jlammepmyp», Teprior MaHTyaHckuit B «Puronerro», Anbbpen B
«TpaBuate», Pynonbd B «Boreme», sarnmaBuble pou B «Paycre»

u «Beprepe», Jlenckuit B «Erenuu Onernne», BogemoH B
«VMonante», Enuk B «IIposanHoit Hesecte» u Kuasb B «Pycanke».
Ero MHOrouMC/IEHHbIE 3aIMCH BK/II0YAK0T my6mukanmu Gpupm EMI,
DG, Decca, TDK u Orfeo. B Mapunsckom tearpe Iletp Beuana
nebrotuposan B onepe Jouumerryu «/Irouns au JlammepMyp».

Frequently appearing at the world’s leading opera-houses, Piotr
Beczala has a reputation with audiences, press and media alike as
one of the foremost lyric tenors of our time. Born and musically
educated in Poland, he has performed with the most important
theatres, festivals and concert halls of the world. His stage repertoire
mostly consists of operatic lyric tenor roles such as Edgardo (Lucia di
Lammermoor), Duca di Mantova (Rigoletto), Alfredo (La Traviata),
Rodolfo (La Bohéme), Faust and Werther (title roles), Lensky (Eugene
Onegin), Vaudémont (Iolanta), Jenik (The Bartered Bride), and
Prince (Rusalka), and his numerous recordings include releases
with EMI, DG, Decca, TDK and Orfeo. He made his debut with
the Mariinsky Theatre in Donizetti’s Lucia di Lammermoor.

Souvent a l'affiche des opéras les plus prestigieux du monde, Piotr
Beczala est considéré par le public, la presse et les médias comme I'un
des plus grands ténors lyriques actuels. Aprés des études musicales
en Pologne, son pays natal, il se produit sur la scéne des plus grands
théatres, festivals et salles de concert mondiaux. Son répertoire &

la scéne comprend essentiellement des roles de ténor lyrique, dont
Edgardo (Lucia di Lammermoor), le duc de Mantoue (Rigoletto),

Alfredo (La Traviata), Rodolfo (La Bohéme), Faust et Werther dans
les opéras éponymes, Lenski (Eugéne Onéguine), Vaudémont (Iolanta),
Jenik (La Fiancée vendue) et le Prince (Roussalka) ; et il a, par ailleurs,
une riche discographie a son actif (EMI, DG, Decca, TDK, Orfeo). Il a
débuté au Théatre Mariinski dans Lucia di Lammermoor de Donizetti.

Piotr Beczala ist haufig an den fithrenden Opernhiusern der Welt
zu Gast und gilt bei Publikum, Presse und Medien als einer der
fithrenden lyrischen Tenore unserer Zeit. Er wurde in Polen geboren,
wo er auch seine musikalische Ausbildung erhielt, und trat in den
meisten bedeutenden Héusern und Konzertsilen und bei praktisch
allen groflen Festspielen auf. Zu seinem Bithnenrepertoire geh6ren
vorwiegend Opernrollen als lyrischer Tenor wie Edgardo (Lucia di
Lammermoor), Herzog von Mantua (Rigoletto), Alfredo (La Traviata),
Rodolfo (La Bohéme), Faust, Werther, Lensky (Eugene Onegin),
Vaudémont (Iolanta), Jenik (Die verkaufte Braut) und der Prinz
(Rusalka), zu seinen zahlreichen Einspielungen zihlen Aufnahmen
fiir EMI, DG, Decca, TDK und Orfeo. Sein Debiit machte er am
Mariinski-Theater in Donizettis Lucia di Lammermoor.

MARIINSKY

Tenop JImurpuit Boponaes — comucT AKaieMuyt MOJIOJbIX OTIEPHbBIX
TeB10B MapumHcKoro teaTpa. Ha MapumHCKOII ClleHe MoeT Takye
maprun, kak Jlenckuit («EBrenuit OHernn»), VIHAMICKMIT TOCTD
(«Capko»), rpad AnbmaByBa («CeBIWIbCKII LMPIOIbHIK») VoMeHeit
(«Vipomeneit, apb Kpurckuit»), Anbdpen («Tpasuarar), Hemopuzo
(«JIro60BHBIIT HanuTOK»). Tout le Monde BbifenMIa «<HEeBEPOATHYIO
MSATKOCTD, TMPU3M ¥ IJTACTUYHOCTb» UCIIOTTHEHMs [IMUTpuemM
Bopomaespim napun VMnaca («Tposiaiibl» Bepnnosa), a Takxke
TeHOpOBbIe napTuu B Pexsrueme Mouapra, «Meccun» Tenpiens, Stabat
Mater lly6epra, «ITecHnu o 3emne» Manepa. Ha cuery neBria mo6ezst
B HECKO/IbKMX MeX/YHapOJHBIX KOHKypcax, B ToM uncie Operalia
IInacupo Jomunro (2004). BeicTyman B Oneprom TeaTpe I'para
(ABcrpus), earpe Illatye (ITapik), HalioHabHOM ONepHOM TeaTpe
Bopro (Ppanims), Burmop Xomwr (Jouzon), Konneprrebay (Bpiorre).

Tenor Dmitry Voropaev is a soloist with the Mariinsky Academy
of Young Singers. At the Mariinsky Theatre he sings such roles

as Lensky (Eugene Onegin), the Indian Merchant (Sadko), Count
Almaviva (Il barbiere di Siviglia) Idomeneo (Idomeneo, ré di Creta),
Alfredo (La traviata) and Nemorino (L’elisir d’amore). Tout le Monde
wrote of “the incredible delicacy, lyricism and flexibility” of Dmitry
Voropaev’s performance of the role of Hylas (Berlioz’s Les Troyens),
as well as tenor roles in Mozart’s Requiem, Handel’s Messiah, Schubert’s
Stabat Mater and Mahler’s Das Lied von der Erde. He has won prizes
at several international competitions including Placido Domingo’s
Operalia (2004) and has performed at the Graz Opera House (Austria),
Théatre du Chételet (Paris), Opéra National de Bordeaux (France),
Wigmore Hall (London) and the Concertgebouw (Bruges).

Le ténor Dmitry Voropaev est soliste au sein de I’ Académie des jeunes
chanteurs du Théétre Mariinski, ou il interpréte de nombreux réles
dont Lenski (Eugéne Onéguine), le Marchand indien (Sadko), le comte
Almaviva (Il barbiere di Siviglia), Idomeneo (Idomeneo, ré di Creta),
Alfredo (La traviata) et Nemorino (L’elisir d’amore). « La délicatesse,
le lyrisme et la souplesse extraordinaires » de sa voix lui valent les
louanges de Tout le Monde dans le role de Hylas (Les Troyens de
Berlioz), ainsi que pour ses prestations dans le Requiem de Mozart,
le Messie de Haendel, le Stabat Mater de Schubert et Das Lied von der
Erde de Mahler. Lauréat de plusieurs concours internationaux, dont
I’Operalia de Plicido Domingo (2004), il s’est produit a 'Opéra de
Graz (Autriche), au Théétre du Chatelet, a ’Opéra National de
Bordeaux, au Wigmore Hall (Londres) et au Concertgebouw (Bruges).

Der Tenor Dmitry Voropaev ist Solist bei der Mariinski-Akademie
Junger Singer. Am Mariinski-Theater singt er Rollen wie den Lensky
(Eugene Onegin), den indischen Kaufmann (Sadko), den Grafen
Almaviva (Il barbiere di Siviglia) Idomeneo (Idomeneo, ré di Creta),
Alfredo (La Traviata) und Nemorino (L’Elisir d’amore). Tout le Monde
schwirmte von der ,,unglaublichen Zartheit, Lyrik und Geschmeidigkeit*
von Dmitry Voropaevs Interpretation der Rolle des Hylas (in Berlioz’
Les Troyens), dariiber hinaus iibernahm er Tenorrollen in Mozarts
Requiem, Héndels Messias, Schuberts Stabat Mater und Mahlers
Das Lied von der Erde. Bei mehreren internationalen Wettbewerben
wurde er mit Preisen ausgezeichnet, unter anderem bei Plicido
Domingos Operalia (2004). Seine Auftritte fiihrten ihn unter anderem
an das Opernhaus Graz (Osterreich), das Théatre du Chatelet (Paris),
die Opéra National de Bordeaux (Frankreich), die Wigmore Hall
(London) und das Concertgebouw (Bruges).
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Bac Vinps Bannuk Ha ciieHe MapumHCKOTo TeaTpa MCIOHSET TaKie
mapTuy, Kak Jlenoperno («Jou JKyan»), lon Basumo («CeBumbckumit
LUpIONBHNUK»), Oy («Jou Kapnoc»), kuasp I'pemun («EBrenmit
Ownerun»), 1apb Jlopion («3omoToit netymok»). KonnepThbIii perepryap
neslja BKIOYaeT 6acosble mapTun B «Cpage6ke» CTpaBUHCKOTO,
Pexsueme Bepan, Pexsueme Monapra, Cumdornu Ne 9 BerxoseHa,
npamatideckoit cumbonmn «Pomeo u Jxynverra» Bepmmosa,
Magnificat Baxa u Stabat Mater Illy6epra. Kak mpuriaueHHsrit
comict Vnbst BaHHMK BbICTyTIaeT B Y3/IbCKOJ HAIMOHANIbHON OTiepe,
JiBopiie nckyccts koponessl Codun (Banencus), Onepa Bacrub,
tearp Illarye, Tearp Kapno ®ennde (FeHys), MpuMHUMAN yyacTie B
ecrusane Bepuu B Vitammu u IaitHa6opHckoM decTyBate, HCIIONTHIB
napruio Banko («Mak6er»). JlaypeaT MeXyHapoIHOrO KOHKypca
um. CranucnaBa Monmomko (Bapmasa, 2004) 1 MeXgyHapogHOTO
KoHKypca uM. Hukomas Pumckoro-Kopcakosa (ITerep6ypr, 2000).

At the Mariinsky Theatre, bass Ilya Bannik performs roles including
Leporello (Don Giovanni), Don Basilio (Il barbiere di Siviglia),
Filippo (Don Carlo), Prince Gremin (Eugene Onegin) and Tsar Dodon
(The Golden Cockerel) and his concert repertoire includes Stravinsky’s
Les Noces, Verdi’s & Mozart’s Requiems, Beethoven’s Ninth Symphony,
Berlioz’s Roméo et Juliette, Bach’s Magnificat and Schubert’s Stabat
Mater. He has appeared at the Welsh National Opera, Palau de les
Arts Reina Sofia (Valencia), Opéra Bastille, Théatre du Chételet and
the Teatro Carlo Felice (Genoa), and as well as at a Verdi festival in
Italy and the Glyndebourne Festival, where he performed the role
of Banco (Macbeth). He has won prizes at the International Stanistaw
Moniuszko Competition (Warsaw, 2004) and the International
Rimsky-Korsakov Competition (St Petersburg, 2000).

Ilya Bannik (basse) incarne Leporello (Don Giovanni), Don Basilio
(Il barbiere di Siviglia), Filippo (Don Carlo), le prince Grémine (Eugéne
Onéguine) et le roi Dodon (Le Coq d’or) au Théétre Mariinski et, en
concert, chante Les Noces de Stravinski, les Requiem de Verdi et de
Mozart, la Symphonie n° 9 de Beethoven, Roméo et Juliette de Berlioz,
le Magnificat de Bach et le Stabat Mater de Schubert. Il se produit au
Welsh National Opera, a 'Opéra de Valence en Espagne, a 'Opéra
Bastille, au Théitre du Chatelet et au Teatro Carlo Felice de Génes,
ainsi qu’au Festival Verdi en Italie et au Festival de Glyndebourne
au Royaume-Uni en Banco (Macbeth). Il est également lauréat du
Concours international Stanistaw Moniuszko (Varsovie, 2004) et du
Concours international Rimski-Korsakov (Saint-Pétersbourg, 2000).

Am Mariinski-Theater singt Ilya Bannik (Bass) unter anderem den
Leporello (Don Giovanni), Don Basilio (Il barbiere di Siviglia),
Filippo (Don Carlo), Fiirst Gremin (Eugene Onegin) und Konig
Dodon (Der goldene Hahn), zu seinem Konzertrepertoire gehoren
Strawinskis Les Noces, Verdis und Mozarts Requiem, Beethovens
Neunte Sinfonie, Berlioz’ Roméo et Juliette, Bachs Magnificat und
Schuberts Stabat Mater. Auftritte fiihrten ihn an die Welsh National
Opera, Palau de les Arts Reina Soffa (Valencia), Opéra Bastille,
das Théatre du Chatelet und Teatro Carlo Felice (Genua) sowie
zum Verdi-Festival in Italien und zum Glyndebourne Festival, wo
er in der Rolle des Banco (Macbeth) auftrat. Beim Internationalen
Stanistaw-Moniuszko-Wettbewerb (Warschau, 2004) und dem
Internationalen Rimski-Korsakow-Wettbewerb (St. Petersburg,
2000) wurde er jeweils mit einem Preis ausgezeichnet.

JKanna JTom6poBckas (conmpano) ¢ 2003 rofja BXOJUT B COCTaB
orepHolt TpyTbl MapunHckoro Teatpa. Cpeny IapTuii, UCTIONHSAEMBIX
Ha MapMUHCKoI1 cliene: AHToHMza («Kusup 3a naps»), Togmumna
(«Pycnan u Jliogmuna»), Bonxosa («Caako»), Okcana («Houp
nepep PoxxectBom»), JTrouns («JIrouns au Jlammepmyp»), Ibxunbaa
(«Puronerro»), dnekrpa («Vgomeneii») u MHorue gpyrue. Ileuma
BBICTyTIa/Ia Ha cljeHax Merpornommren-onepa (Hbio-Jlopk), Borboro
sayma Gpumapmonnn B Mazpupe, Bonbioro Tearpa Poccuu;
racrporposana B Pume, bayien-Baziene u pyrux ropozax I'epmannn,
T0xnoit Kopen, Vrtamun, Anonun, Kopen u Ilseitapun. Ilnpoxo
TacTpO/MpOBana ¢ COMbHBIMI KOHLjepTamMu 1o Poccum.

Zhanna Dombrovskaya (soprano) has been with the Mariinsky
Theatre Company since 2003. Some of the many roles she has sung
at the Mariinsky are Antonida (A Life for the Tsar), Lyudmila (Ruslan
and Lyudmila), Volkhova (Sadko), Oksana (Christmas Eve), Lucia
(Lucia di Lammermoor), Gilda (Rigoletto) and Electra (Idomeneo).
She has appeared at the Metropolitan Opera (New York), the
Auditorio Nacional (Madrid) and the Bolshoi (Moscow), and has
toured to Rome, Baden-Baden and other cities in Germany, South
Korea, Italy, Japan, and Switzerland. She has toured extensively as
a solo artist in Russia.

Zhanna Dombrovskaya (soprano) rejoint la troupe du Théatre
Mariinski en 2003. Elle y interpréte notamment Antonida (Une vie
pour le tsar), Lioudmila (Rousslan et Lioudmila), Volkhova (Sadko),
Oxana (Les Souliers de la reine), Lucia (Lucia di Lammermoor), Gilda
(Rigoletto) et Electra (Idomeneo). Elle se produit au Metropolitan
Opera (New York), a I’Auditorio Nacional (Madrid) et au Bolshoi
(Moscou), ainsi qu’en tournée & Rome, 4 Baden-Baden et autres villes
d’Allemagne, en Corée du Sud, en Italie, au Japon, et en Suisse. Elle
donne également de nombreux récitals en Russie.

Schanna Dombrowskaja (Sopran) gehort seit 2003 zum Ensemble
des Mariinski-Theaters. Zu den vielen Rollen, die sie dort gesungen
hat, zihlen Antonida (Ein Leben fiir den Zaren), Ludmilla (Ruslan
und Ludmilla), Wolchowa (Sadko), Oksana (Die Nacht vor
Weihnachten), Lucia (Lucia di Lammermoor), Gilda (Rigoletto) und
Elektra (Idomeneo). Die Sopranistin gastierte an der Metropolitan
Opera (New York), im Auditorio Nacional (Madrid) und im Bolschoi
(Moskau) und stand bei Konzertreisen in Rom und Baden-Baden
auf der Biihne sowie in anderen Stidten in Deutschland, Siidkorea,
Italien, Japan und der Schweiz. Als Solistin hat sie tiberdies
ausgedehnte Tourneen durch Russland unternommen.

Cepreiit CkopoxopoB (teHop) ¢ 2007 rofia BXOAUT B COCTaB OIEPHOI1
Tpynmbl Mapunsckoro Teatpa. Cpesjy mapTuii, MCIIONHSAEMBIX Ha ClieHe
Mapuunckoro rearpa: Basu («Pycnan u Jlrogmmna»), CamosBaHer;
(«Bopuc F'opyHoB»), Bakyna («<Houb mepen PoxxpgectBom»), Dnrap
(«JIrouns au Jlammepmyp»), Maxnyd («Makber»), Ipuk («Jleryamit
romtanpeny), Iacryx («Koponb Porep») u Muorue ipyrue. C onepHoit
Tpymnmoit Mapunuckoro teatpa Cepreit CKOPOXOJIOB BBICTYTIaT Ha
cuenax Konueprrebay (Amcrepaam), bapbukan-xomna, Konmmseyma
(Jlonpon), Koponesckoro oneproro tearpa Crokronbma, Kennemu-
nenTpa (Baururron); npuanman yyactue B Pecruane KpacHoro
Mops B itnare (Vspawns) u dectusane B Mukkenu (PUHIAHIN).

Sergei Skorokhodov (tenor) joined the Mariinsky Theatre Company
in 2007. Some of the roles he has performed at the Mariinsky are
Bayan (Ruslan and Lyudmila), the Pretender (Boris Godunov),
Vakula (Christmas Eve), Edgar (Lucia di Lammermoor), Macduff
(Macbeth), Erik (The Flying Dutchman) and the Shepherd (Kro!
Roger). Skorokhodov has appeared with the Mariinsky’s Opera
Company at the Concertgebouw (Amsterdam), Barbican Hall and
Coliseum (London), Royal Opera (Stockholm) and the Kennedy
Centre (Washington) and has taken part in the Red Sea Festival in
Eilat (Israel) and the Mikkeli Music Festival (Finland).

Serguei Skorokhodov (ténor) rejoint la troupe du Théatre Mariinski
en 2007. I y interpréte Bayan (Rousslan et Lioudmila), le Prétendant
(Boris Godounov), Vakoula (Les Souliers de la reine), Edgar (Lucie
de Lammermoor), Macduff (Macbeth), Erik (Le Vaisseau fantome)
et le Berger (Le Roi Roger). Il se produit avec la troupe du Théatre
Mariinski au Concertgebouw (Amsterdam), au Barbican Hall et au
Coliseum (Londres), au Royal Opera (Stockholm) et au Kennedy
Centre (Washington) ; il participe également au Festival de la Mer
rouge (Eilat, Israél) et au Festival de Mikkeli (Finlande).

Sergei Skorochodow (Tenor) ist seit 2007 Ensemblemitglied des
Mariinski-Theaters. Zu den Rollen, in denen er dort zu héren war,
zdhlen Bayan (Ruslan und Ludmilla), der Pritendent (Boris Godunow),
‘Wakula (Die Nacht vor Weihnachten), Edgar (Lucia di Lammermoor),
Macduff (Macbeth), Erik (Der fliegende Hollinder) und der Hirte
(K6l Roger). Mit der Operntruppe des Mariinski gastierte Skorochodow
iiberdies im Concertgebouw (Amsterdam), in der Barbican Hall und
im Coliseum (London), in der Kéniglichen Oper (Stockholm) und im
Kennedy Centre (Washington). Zudem war er beim Red Sea Festival
in Eilat (Israel) zu Gast sowie beim Mikkeli Musik-Festival (Finnland).

MARIINSKY
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MAPUVCKUI TEATP

THE MARIINSKY THEATRE

Mapuuckuit TeaTp — OffvH U3 cTapeiiimx Tearpos Poccun. Victopusa
€0 CO3/IaHMsA BEMIET CBOE HavasIo oT ykasa Exarepunbr Benmkoii 1783
rofia 06 yTBEpPXK/ICHUM TeaTPaTbHOTO KOMUTETA [T YIIPaB/IeHUs
«3peUIAMY 1 MY3BIKOI». 32 BpeMs CBOETO CYIECTBOBAHNUSA OH
CMEeHM/I HeCKO/IbKO HasBaHuii (Bobiioit Tearp, MapumHckuit Teatp,
TATOB, KupoBcknit TeaTp i BHOBb — MapUMHCKMil), COXpAHSIA
CIOEHMYIECKNE TPAMIINN U IPEEMCTBEHHOCTD pEeTlIepTyapa Ha
TpOTsDKeHMM 60TIee YeM IBYX CToneTnit. TpyTine TeaTpa MPUHAILTEKNT
4eCTb IIePBOTO UCTIONHEHMS TaKMX omep, Kak «Cuma cyipob»

Jx. Beppu, «Kusasp Miropb» A. Bopopuna, «bopuc Iogynos»

M. Mycoprckoro, «IIckoButanka» H. Pumckoro-Kopcakosa,
«[Tnkosas mama» I1. HaitkoBckoro. B Hayane XX Bexa Mapumnckuit
TeaTp OTKPBUI /1A POCCMﬁCKOﬁ l'ly67lMKl/l BEPIIMHHOE IIPOU3BENICHNE
P. Barnepa — Terpanoruio «KonbIio HuGemyHrar. VI cerogus ato
eIMHCTBEHHDII Tearp Poccuu, B penepryape KOTOPOro npejicTap/ieHa
BCA TETPAIOTsA, VICTIONHsAeMas Ha sA3bike opuruHana. Ha Mapynnckoit
ClLieHe COCTOS/INCh MUPOBbIE IIPEMbepBI IeTeHJAPHBIX Ga/IeTOB
Tleruma: «Crsmas KpacaBuia», «Ilenkynunk», «Basgepkar,
«PaitMoH/Ta». VIMEHHO 37lech Ha4aach BCEMMPHAs C/TaBa, MOXKANyii,
CaMOTo 3HAMEHUTOTO PyCccKoro 6arnera — «/lebemHOro 03epar.

Bce 210 «30110TOE» GajeTHOE HaCTIEe COXPAHAETCA B pernepTyape
MapunHckoro TeaTpa Io ceii ieHb. Bcero ke B perepTyape TeaTpa
B HacTosillee BpeMs 6oree 80 OIep PyCCKMX 1 eBPOIENCKIX
KxoM1031TopoB (0T «Kusuu 3a naps» M. [IMHKY, MUpPOBast IpeMbepa
KOTOPOTO COCTOAA/IACh HA ClieHe TOTAa elle Bonpiuoro Teatpa B
1836 ropy, o «Bparpes Kapamasosbix» A. CMenkoBa, MUpOBast
npeMbepa KOTOPBIX Mpoliia B MapunHckoM Tearpe B 2008 rozy)

u 59 6aneros (ot 6aneros M. [letuna o 6anetos [Ix. Bananunna,
V. ®opcaiira u [Ix. Hosimaitepa).

The Mariinsky Theatre is one of the oldest theatres in Russia. Its story
starts in 1783, when Catherine the Great issued an ukaz (imperial
decree) approving a committee for the direction of ‘spectacles and
music. While the theatre’s company may have changed its name several
times during its history (the Bolshoi Kammeny, the Mariinsky, the
GATOB - the State Academic Theatre of Opera and Ballet, the Kirov
and, once again, the Mariinsky), it has maintained its theatre traditions
and continuity of repertoire over a span of over two centuries. The
Mariinsky has had the honour of staging the premiéres of major operas
like Verdi’s La forza del destino, Borodin’s Prince Igor, Mussorgsky’s
Boris Godunov, Rimsky-Korsakov’s The Maid of Pskov and Tchaikovsky’s
The Queen of Spades. At the beginning of the 20th century the Mariinsky
offered the Russian public a supreme production: the four music-dramas
of Wagner’s The Ring of the Nibelung. It is still the only theatre in Russia
which has staged the entire cycle in the language of the original. The
stage of the Mariinsky Theatre has seen the world premiéres of Petipa’s
legendary ballets: Sleeping Beauty, The Nutcracker, La Bayadére,
Raymonda. And it was here that what is perhaps the best known Russian
ballet, Swan Lake, was launched to world fame. All this ‘heritage of
gold” has been preserved in the Mariinsky. The company’s repertoire
currently includes over 80 operas by Russian and western European
composers, ranging from Glinka’s A Life for the Tsar which the Bolshoi
Kammeny Theatre, as the company was called at the time, premiéred
in 1836, to the first ever performance of Smelkov’s The Brothers
Karamazov in 2008 at the (renamed) Mariinsky. The theatre also has
a repertoire of 59 ballets, from Petipa and Balanchine to Forsythe
and Neumeier.

MARIINSKY

LE THEATRE MARIINSKI

DAS MARIINSKI-THEATER

Le Théatre Mariinski est 'un des théatres les plus anciens de Russie.
Son histoire remonte & 1783, année ol la Grande Catherine approuve
par ukase (décret impérial) la création d’'un comité chargé « des
spectacles et de la musique ». Bien que la troupe ait changé plusieurs
fois de nom au cours de sa longue histoire - Bolshoi Kammeni,
Mariinski, GATOB (Académie nationale d’art lyrique et de danse),
Kirov et, & nouveau, Mariinski - elle nen a pas moins perpétué ses
traditions théatrales et son répertoire. Ainsi cest a elle que revient
I’honneur d’avoir créé La Force du destin de Verdi, Le Prince Igor de
Borodine, Boris Godounov de Moussorgski, La Jeune Fille de Pskov
de Rimski-Korsakov et La Dame de pique de Tchaikovski. Au début
du vingtiéme siécle, le Mariinski monte également La Tétralogie,
production absolument exceptionnelle puisque cest le seul opéra de
Russie qui ait, a ce jour, mis en sceéne I'intégrale du chef-dceuvre de
Wagner dans la langue de Ioriginal. Cest sur la scéne du Mariinski
que Petipa crée ses chorégraphies légendaires : La Belle au bois dormant,
Casse-Noisette, La Bayadére, Raymonda. C'est également ici que le
ballet russe le plus célébre au monde, Le Lac des cygnes, a vu le jour.
Lensemble de ce précieux patrimoine continue a étre perpétué par la
troupe du théatre Mariinski, qui compte actuellement a son répertoire
plus de 80 ceuvres lyriques de compositeurs russes ou d’Europe
occidentale — d’Une vie pour le tsar de Glinka créée au Théatre Bolshoi
Kammeni aux Fréres Karamazov de Smelkov lancé en 2008 sur la
scéne du Mariinski actuel - ainsi que 59 chorégraphies - de Petipa et
Balanchine a Forsythe et Neumeier.

Das Mariinski-Theater ist eines der altesten Hauser Russlands. Seine
Geschichte begann 1783, als Katharina die Grof3e einen ukas erlief3,
eine kaiserliche Anordnung, und ein Komitee fiir die Leitung von
»Inszenierungen und Musik billigte. Seitdem hat die Truppe zwar
hiufiger den Namen gewechselt (Bolshoi-Kammeny, Mariinski,
GATOB - Staatliches Akademisches Opern- und Balletttheater —,
Kirow und nun wieder Mariinski), ihrer Theatertradition ist sie jedoch
iiber zweihundert Jahre treu geblieben, und ebenso lange hat sie
die Kontinuitit im Repertoire gewahrt. Das Theater hatte die Ehre,
zahlreiche bedeutende Opern zur Urauffithrung zu bringen, etwa
Verdis La forza del destino, Borodins Fiirst Igor, Mussorgskis

Boris Godunow, Rimski-Korsakows Das Midchen von Pskow und
Tschaikowskis Pique Dame. Zu Anfang des 20. Jahrhunderts bot
das Mariinski dem russischen Publikum eine wahre Sensation:

alle vier Musikdramen von Wagners Der Ring des Nibelungen.

Kein anderes Haus in Russland hat seitdem den gesamten Zyklus
in der Originalsprache dargeboten. Dariiber hinaus wurden auf
der Biithne des Mariinski-Theaters die Weltpremieren von Petipas
legendiren Balletten getanzt: Dornrdschen, Der Nussknacker, La
Bayadére, Raymonda. Und von hier aus trat das wohl beriihmteste
russische Ballett aller Zeiten zu seinem Siegeszug um die Welt

an: Schwanensee. Dieses gesamte ,,goldene Vermachtnis“ wird

im Mariinski bewahrt. Zum Repertoire des Ensembles gehoren
gegenwiirtig iiber achtzig Opern russischer und europdischer
Komponisten, von Glinkas Ein Leben fiir den Zaren, das das
Bolshoi-Kammeny - wie die Truppe zu der Zeit hief3 -, 1836 zur
Urauffithrung brachte, bis hin zu Smelkows Oper Die Briider
Karamasow, die 2008 im (umbenannten) Mariinski Weltpremiere
feierte. Und auch 59 Ballette von Petipa und Balanchine bis hin zu
Forsythe und Neumeier sind hier zu Hause.
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MARIINSKY

CUM®OHMNYECKNI OPKECTP
MAPUMMHCKOTIO TEATPA

THE ORCHESTRA OF THE MARIINSKY
THEATRE

Cumbonmdeckmii opkecTp MapumHCKOro Tearpa — OfjVH 13
CTapeitimx My3bIKaabHbIX KOneKTuBoB Poccun. Ero ncropus
BocxoauT K Hadany XVIII Beka, KO BpeMeHM BOSHUKHOBEHMS
TIpUIBOPHOIT MHCTPYMeHTaIbHOI Kanemnsl. B XIX crometun
BaXHEJIIYI0 PO/Tb B CTAHOB/IEHNM OPKecTpa MapumMHCKOTO TeaTpa
chirparna fiesTenbHoCTh O. HarpaBHuKka, BO3IIAB/IABILETO OPKECTP
6ornee monyBeKa. BbICOKMIT ypoBEHb OpKeCTpa He pas OTMedan
CTOABILIME 32 €TO Iy/IbTOM MUPOBbIe 3HaMeHuTocTH — I. Beprmos,
P. Barnep, I. ¢pou Bronos, I. Manep, A. Huxuw u ip. B coBerckoe
BpeMs1 671ecTsIMe TPAAULUY KO/UIEKTUBA IIPOKODKIIIN TaKue
nupuKepsl, Kak B. [Ipannniankos, A. ITasosckuit, E. MpaBuHckmit,
K. Cumeonos, I0. Temupkanos. OpKecTpy NPUHAIEKUT YeCTh
TIePBOTO UCTIONTHEHN MHOTYX OIIEPHBIX M Ga/IeTHBIX POV3Be/IeHMit
YaiikoBckoro, onep Imnuku, Mycoprckoro, Pumckoro-Kopcakosa,
6aneros lllocrakoBuya, Xayarypsina, Acadbesa.

C 1988 roga opkecTp MapuIHCKOro TeaTpa Bo3Iap/iseT Bamepuit
Teprues — My3bIKaHT MUPOBOTO YPOBHS, BEYIINI IIMPOKYIO
MY3BIKa/IbHO-001[eCTBEHHYIO [IeATeNbHOCTD. C IIPUXOJI0M MasCTPO
Tepruesa penepryap opKecTpa CTPEMUTENBHO PACIIMPU/ICS U HbIHE
BK/IIO4aeT Bce cuMonnn BerxoBena, Manepa, YaitkoBCKoro,
TIpoxodbesa, IllocTakoBuya, PexBuembr Momapra, Bepan, Tumenko,
nipousBenienns CrpaBuHcKoro, Illenpuna, Ty6aiiymiHol, MOIOIBIX
POCCHIICKHUX U 3apyOEKHBIX KOMIIO3MTOPOB. OPKECTp BBICTYIAaeT

¢ cumonmyeckumu nporpammamu B EBporte, Amepuke, Snoxnu,
Asctpamu. B 2008 roxy opkecTp MapumuHCKOro TeaTpa 1oz
yrpaBeHneM MadcTpo lepruesa Boruen B TONn-muCT 20 Tydmmx
OpPKeCTpOB MIpa 1o Bepcuu xypuana Gramophone.

The Orchestra of the Mariinsky Theatre is one of the oldest musical
institutions in Russia. It traces its history back to the early 18th century,
to the development of the Court Kapelle. In the 19th century, the
orchestra flourished under Edouard Napravnik, who was its ruling
spirit for over half a century. The excellence of the Orchestra was
recognised by the world-class musicians who conducted it including
Hector Berlioz, Richard Wagner, Hans von Biilow, Gustav Mahler and
Arthur Nikisch. In Soviet times, these rich traditions were continued
by conductors like Vladimir Dranishnikov, Ariy Pazovsky, Evgeny
Mravinsky, Konstantin Simeonov and Yuri Temirkanov. The Orchestra
had the honour of playing many premiéres: operas and ballets by
Tchaikovsky and Prokofiev, operas by Glinka, Mussorgsky, Rimsky-
Korsakov, and ballets by Asafyev, Shostakovich and Khachaturian.

Since 1988 the Orchestra has been under the baton of Valery Gergiev,
a musician of the highest order and an outstanding figure in the music
world. Gergiev’s arrival at the Mariinsky ushered in a new era of rapid
expansion of the Orchestra’s repertoire, which now includes all the
symphonies of Prokofiev, Shostakovich, Mahler, and Beethoven, the
Requiems of Mozart, Verdi, and Tishchenko, and works by Tchaikovsky,
Stravinsky, Shchedrin, Gubaidulina, and many young composers. The
Orchestra regularly performs symphonic programmes in Europe,
America, Japan and Australia. In 2008, The Orchestra of the Mariinsky
Theatre, under the leadership of Maestro Gergiev, was ranked in
Gramophone’s Top 20 list of the world’s best orchestras.

LPORCHESTRE SYMPHONIQUE DU
THEATRE MARIINSKI

DAS SINFONIEORCHESTER DES
MARIINSKI-THEATERS

LOrchestre symphonique du Théatre Mariinski est une des plus
anciennes formations musicales de Russie. Son histoire remonte au
XVIIle siécle et a la naissance de la « chapelle de la cour ». Au XIXe
siécle, lorchestre prospére sous la direction d’Edouard Napravnik, qui
en est I'inspirateur pendant plus de cinquante ans. Son excellence est
reconnue par les musiciens de renommeée mondiale qui se succedent
au pupitre, notamment Hector Berlioz, Richard Wagner, Hans von
Biilow, Gustav Mahler et Arthur Nikisch. A [époque soviétique, cette
brillante tradition se poursuit avec des chefs comme Vladimir
Dranichnikov, Ariy Pazovski, Evgeny Mravinski, Constantin
Simeonov et Yuri Temirkanov. Cest & cet orchestre que I'on doit de
nombreuses grandes créations : opéras et ballets de Tchaikovski et
de Prokofiev; opéras de Glinka, de Moussorgski et de Rimski-
Korsakov; ballets d’Asafiev, de Chostakovitch et de Khatchatourian.

Depuis 1988 lorchestre est dirigé par Valery Guerguiev, musicien hors
pair et personnalité exceptionnelle du monde de la musique. Avec
larrivée de Guerguiev au Mariinski, le répertoire de lorchestre connait
une rapide expansion et inclut désormais I'intégrale des symphonies
de Prokofiev, de Chostakovitch, de Mahler et de Beethoven, les
requiems de Mozart, de Verdi et de Tichtchenko, ainsi que des ceuvres
de Tchaikovski, Stravinski, de Shchedrin, de Goubaidoulina et de
jeunes compositeurs russes ou autres. Lorchestre donne de nombreux
concerts symphoniques en Europe, en Amérique, au Japon et en
Australie. Orchestre du Théatre Mariinski sous la direction de
Guerguiev est classé au Top 20 des meilleurs orchestres du monde
par Gramophone en 2008.

Das Sinfonieorchester des Mariinski-Theaters zahlt zu den éltesten
Musikinstitutionen Russlands. Seine Wurzeln reichen in das frithe
18. Jahrhundert zuriick, auf die Herausbildung der Hofkapelle. Im
19. Jahrhundert erlebte das Orchester eine erste Bliite, als Eduard
Napravnik {iber fiinfzig Jahre lang die Geschicke des Ensembles leitete.
Die erstklassige Qualitit des Orchesters erkannten auch damals
fithrende Musiker an, die bei dem Klangkorper am Pult standen,
unter anderem Hector Berlioz, Richard Wagner, Hans von Biilow,
Gustav Mahler und Arthur Nikisch. In sowjetischer Zeit setzte sich
diese Tradition fort mit Dirigenten wie Wladimir Dranischnikow,
Arij Pasowski, Ewgeni Mrawinski, Constantin Simeonow und Juri
Temirkanow. Das Orchester hatte die Ehre, zahlreiche Werke zur
Urauffithrung zu bringen: Opern und Ballette von Tschaikowski
und Prokofjew, Opern von Glinka, Mussorgski, Rimski-Korsakow
und Ballette von Assafjew, Schostakowitsch und Chatschaturjan.

Seit 1988 steht das Orchester unter der Leitung von Waleri Gergiew,
ein Musiker erster Giite und eine herausragende Personlichkeit der
Musikwelt. Mit Gergiews Antritt am Mariinski begann eine neue Phase,
in der sich das Repertoire des Orchesters rasch erweiterte. Heute
zéhlen dazu alle Sinfonien von Prokofjew, Schostakowitsch, Mahler
und Beethoven, die Requiems von Mozart, Verdi und Tischtschenko
sowie Werke von Tschaikowski, Strawinski, Schtschedrin, Gubaidulina
sowie von jungen russischen und auslindischen Komponisten. Das
Orchester trat mit sinfonischen Programmen in Europa, Amerika,
Japan und Australien auf. 2008 stand das Orchester des Mariinski-
Theaters unter Maestro Gergiew auf der Gramophone-Liste der
zwanzig weltbesten Orchester.
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1-e cKpUNIKM
Kupunn Tepentoes
Anexceit Jlykupckmit
Jleonny Bexcnep
Anron KospMun
Muxaun Puxrep
BceBonopn Bacunpen
Enena Jlydeposa
Vipuna Bacunbesa
TarpsHa Mopos
Kupunn Mypaiko

2-e CKpMIIKM

Mapus Cadaposa
Buxropus yxknna
Anacracus Jlykupckas
Anppeit Tsan

Anppeit ITokatos
Anexceit KpanreHnHHIKOB
Enena Illupoxosa

VInHa JleMueHKO

Anbrer

10puit Adonbkuu
Oner JlapnoHoB
Esrenmit bapcos
ArnesTuHa Anexceesa
Ornpra Heseposa
Amnppeit ITerymkos
Anexceit Kmoen

Buononuenn

Oner Cenperkmit
Tamapa Cakap
Oxcana Mopos
Anron Bambaep
Hanymn Bpeickua
Brapuvup OHOBIY

Konrpabacsr
Kupunn Kapukos
Cepreit Tpapumosny
Esrennit MamonToB

DeiiTr
Hukomnait Moxos
Mapus ApcenbeBa

DrreiiTa-NMMKKOIO
Muxann Iobenuuckuit

Tobou
Anexcannp Tpymkos
Buxrop Yxanuu

Knapuerst
ViBan Cron6os
Buranmmit [Tanbipun

®darorst
Popnon Tonmauen
Apcennit Makapos

Banropusr
Jmutpuit Bopontos
IOpwuit AkumkuH
Ilerp Popuu
Hmutpuit Yenkon

Tpy6sr
TOpwnit ®oxun
Buranuit 3aiiies

Tpom6oHBI
Amnppeit CvupHOB
Anexcaunp JIxyppu
Bnagumup ITonesun

VYmapHsie

Anppeit Xotun
Apcennit llynnakos
Esrenmnit )Kukanos
Muxaun Begynxun

Apda
Codps Kunpckast

CrexnsiHHass TapMOHMKa
Cama Pexept

JupIokép ClieHIIecKoro opKecTpa
Anexceiit Pennukos

BaITOpHA
Cepreit ITonsanako

Tpom6oHBI
Cranucnas Iac
Banenrun Oruit
Anexcanp Kosanbuyk

Konokon
Anppeit Kosues

ORCHESTRA OF THE MARIINSKY THEATRE

First Violins
Kirill Terentiev
Alexei Lukirsky
Leonid Veksler
Anton Kozmin
Mikhail Rikhter
Vsevolod Vasiliev
Elena Luferova
Irina Vasilieva
Tatiana Moroz
Kirill Murashko

Second Violins

Maria Safarova
Viktoria Shchukina
Anastasia Lukirskaya
Andrei Tyan

Andrei Pokatov

Alexei Krasheninnikov
Elena Shirokova

Inna Demchenko

Violas

Yuri Afonkin
Oleg Larionov
Yevgeny Barsov
Alevtina Alexeeva
Olga Neverova
Andrei Petushkov
Alexei Kliuev

Cellos

Oleg Sendetsky
Tamara Sakar
Oxana Moroz
Anton Valner
Daniil Bryskin
Vladimir Yunovich

Double Basses
Kirill Karikov
Sergei Trafimovich
Yevgeny Mamontov

Flutes
Nikolai Mokhov
Maria Arsenieva

Piccolo
Mikhail Pobedinsky

Oboes
Alexander Trushkov
Victor Ukhalin

Clarinets
Ivan Stolbov
Vitaly Papyrin

Bassoons
Rodion Tolmachev
Arseny Makarov

Horns

Dmitry Vorontsov
Yuri Akimkin
Pyotr Rodin
Dmitry Chepkov

Trumpets
Yuri Fokin
Vitaly Zaitsev

Trombones
Andrei Smirnov
Alexander Dhzurri
Vladimir Polevin

Percussion

Andrei Khotin
Arseny Shuplyakov
Yevgeny Zhikalov
Mikhail Vedunkin

Harp
Sofia Kiprskaya

Glass Harmonica
Sascha Reckert

Conductor of the off-stage band
Alexei Repnikov

Horn
Sergei Polyanichko

Trombones

Stanislav Tses
Valentin Ogii
Alexander Kovalchuk

Bell
Andrei Koziev
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Anppeii Ilerpenko, rmaBHblil XOpMelicTep

Comnpano 1

Awnrenuna JlaiikoBcKas
Enena Jlykonnna
Haramua Opnosa
Ceernana ITeryxoBa
Onbra Popoka

Vipuna Xaycrosa
Onpra Illaxanosa

Comnpano 2

Jlapuca Bopucosa
Enena Iopenosa
Oxcana [loH10Ba
Mapus JIuanckas
Bepa ITabysuna
Csernana CraBpoBa
Vipuna IllenpeBuikas

Anprer 1

Haranbs VMupkosa
Japuna MeneneBckas
Enena ITerpenko
Onpra CemeHOBa
Enena Tunpkepupn
IOmusa Xasanosa
TOmusa XpamiioBa
Eprenns IllamamoBa

AnpThI 2

Mapuna Bosnas
AnToHMHa [laBbITOBa
Oxcana 3arpe6enbHas
Anna Kupuyenko
Baiipra Kynunosa
Mapuna Mapeckuna

Tenopa 1

Anexceit Bypues
Anexceit Benukanos
Anexcannp Topouikos
Hukura [pubanoB
Cepreit 3aBamua
Banepuit Co6anos
Buranmmit lllenn

Tenopa 2

IOpwuit Anppymiko
Ianuun Bacunben
Pomawn [6aToB
Cepreit MeneHesckmit
IOpuit Opnos

Wrops Cunakos
Cepreit J0xmanos

Bacer 1

Anexceit Bapanos
Anpipeit Bacun
Anexcaupp Iopes
Huxomait Kpyx
Cepreit MarBees
Muxann Mosonb
BsuecnaB HuszoBues
Koncrantun Poitos
Eprenmit Ypcyn

Bacer 2

TeHHaMii AHUKUH
Muxann Kopabnur
Ilerp Kysueros
Oner Muiypa
Cepreit Cumaxos

MARIINSKY

CHORUS OF THE MARIINSKY THEATRE

Andrei Petrenko, Principal Chorus Master

Soprano I

Angelina Dashkovskaya
Irina Khaustova

Elena Lukonina

Natalia Orlova

Svetlana Petukhova
Olga Roroka

Olga Shakhanova

Soprano IT

Larisa Borisova
Oksana Dontsova
Elena Gorelova
Maria Livanskaya
Vera Pabuzina

Irina Shendevitskaya
Svetlana Stavrova

Alto I

Natalya Inkova

Yulia Khazanova
Yulia Khramtsova
Darina Melenevskaya
Elena Petrenko

Olga Semenova
Yevgenia Shalamova
Elena Tilkeridi

Alto IT

Antonina Davidova
Alla Kirichenko
Bairta Kudinova
Marina Mareskina
Galina Smirnova

Tenor I

Alexei Burtsev
Alexander Goroshkov
Nikita Gribanov
Vitaly Shein

Valery Sobanov
Alexei Velikanov
Sergei Zavalin

Tenor IT

Yuri Andrushko
Roman Gibatov
Sergei Melenevsky
Yuri Orlov

Igor Silakov
Daniil Vasiliev
Sergei Yukhmanov

Bass1

Alexei Baranov
Alexander Gorev
Nikolai Kruk

Sergei Matveyev
Mikhail Mozol
Viacheslav Nizovtsev
Konstantin Rylov
Yevgeny Ursul
Andrei Vasin

Bass 11
Gennady Anikin
Mikhail Kornblit
Pyotr Kuznetsov
Oleg Mitsura
Sergei Simakov
Yakov Strizhak

Tamuna CvupHOBa

SxoB Crpinkak

XOP MAPUMTHCKOTO TEATPA

Xop MapumHCKOro Teatpa — My3bIKa/IbHbI KOJIEKTUB, LINPOKO
u3BecTHbIT B Poccuu n 3a py6exxom. OH ABIAETCS He TOMBKO
TIOCTOSHHBIM YYACTHIKOM OEPHBIX CIIeKTAK/Iel 1 (IIapMOHITIECKIIX
KOHIIEPTOB B MCIIOTHEHNM OPKeCTpa MapumMHCKOTO TeaTpa, HalpuMep
PexBuema Monapra 1 PexBuema Bepyiu, 9-it cumponnn BerxoseHa,
HO M CaMOCTOATE/IbHO BbICTyIaeT a’cappella ¢ pasmmynbiMu
TIpOrpaMMaMM CBETCKOI 1 IyXOBHOJ MY3bIKM, OT IIPOM3BENIeHIIt
Baprusauckoro, YecHokoBa i PaxmManuzoBa 10 GOTBKIOPHEIX
niporpamMM. Xop, B KAMEPHOM 1 TIOJTHOM COCTaBe, IIMPOKO
racTponupyet 1o Poccym u 3a pybexxom: B Ourmnsanmm, [seiiapy,
Anrmn, ®pannyn, Utamuu, Vicnanum u Vispanne, sBnsaerca
TIOCTOAHHBIM YYaCTHUKOM MeX/TyHapOJHbIX (ecTyBaeit i MUPOBBIX
nipembep. C yuacTreM MapiiHCKOTO X0Opa BbIITYIEHO 3HAYNTeTbHOE
KO/IMYECTBO 3aIIVCeil, CpeIN HIX TaKye MPOM3BeNIeHNs, KaK
«Bopuc F'ogyroB» Mycoprckoro, «VIBan I'posuslit» IIpokodbesa,
Pexsuem Bepyv u kanTaTa «Anexcansp Hepckuit» IIpokodbesa,
ucnonuenHas Ha IleppoM Mockosckom ITacxanbHoM dectusane
1A 3ByKo3anuchbiBatouieit komnanuu Philips Classics.

THE CHORUS OF THE MARIINSKY
THEATRE

The Chorus of the Mariinsky Theatre is a musical company that
is widely known throughout Russia and the world. It is a regular
cast member in operatic productions and features in philharmonic
concerts as a member of the orchestra, for example in Mozart’s
Requiem, Verdi’s Requiem, and Beethoven’s Ninth Symphony.
The Chorus also gives its own concerts a cappella with a varied
programme of secular and sacred music, ranging from works by
Bortnyansky, Chesnokov and Rachmaninov to folk songs. As both
full choir and in chamber ensemble, it tours widely in Russia and
abroad and is a regular performer in international festivals. It

has appeared in world premiéres in Finland, Switzerland, Britain,
France, Italy, Spain and Israel. The Chorus of the Mariinsky
Theatre has made a huge number of recordings and is particularly
known for its contribution to Mussorgsky’s Boris Godunov,
Prokofiev’s Ivan the Terrible, Verdi’s Requiem, and Prokofiev’s
cantata Alexander Nevsky, which was performed at the First
Moscow Easter Festival for Phillips Classics.

AHJIPEV IIETPEHKO

TTIaBHBI XOpMeiicTep

ANDREI PETRENKO

Principal Chorus Master

Oxonunn JIeHMHIpaficKylo KOHCEPBATOPMUIO 110 CIIeLMaTbHOCTAM
XOpOBOe 11 OnepHO-cuMpoHmYeckoe aupivkuposarne. C 2002 roza —
T7IaBHBI XopMeiicTep MapuuHckoro TeaTpa. [log ympasnenemM
Anpipes TTerpenko xop MapuMHCKOTO TeaTpa BBICTYTIAN C
nporpammamu a’cappella B Poccun, ®@unnsaupmu, Fommanamm,
Benbrum, @panimu, seiiapun, Vrammm, Bennkobpurannn,
WVspanne. B axtuBe Auzpes IleTpeHKo KaK OIePHOTO AMpIKepa
criexrakmy «Esrennit OHern», «TpaBuara», «Camcon u Jlanmmmar,
«[lon ITackyane», a Tak)Ke KOHI[ePTHbIE TTIPOTPAMMBI C yJacTUeM
COJINICTOB OTIEPHI, XOPa U CUM(OHNYECKOTO OPKeCTpa
Mapunnckoro Tearpa.

Andrei Petrenko graduated from the Leningrad Conservatoire,
specialising in choral conducting and opera and symphony
conducting. He has been the Principal Chorus Master at the
Mariinsky Theatre since 2002. Under his direction, the Chorus of
the Mariinsky Theatre has performed in a cappella programmes
in Russia, Finland, the Netherlands, Belgium, France, Switzerland,
Italy, Great Britain, and Israel. Petrenko has conducted opera
performances of Eugene Onegin, La Traviata, Samson et Dalila
and Don Pasquale and concert programmes with soloists of the
Mariinsky Theatre, Chorus, and Orchestra.

Marina Voznaya
Oxana Zagrebelnaya

LE CH(EUR DU THEATRE MARIINSKI

Le cheeur du Théatre Mariinski est renommé dans toute la Russie
et & travers le monde entier. Il fait partie intégrante de 'orchestre et
interpréte réguliérement, a ses cotés, opéras et musique de concert —
Requiem de Mozart, Requiem de Verdi, Neuviéme symphonie de
Beethoven. Il donne également ses propres concerts a cappella de
musique profane ou sacrée, avec des programmes variés allant de
Bortnianski, Tchesnokov et Rachmaninov 2 la chanson folklorique.
Au complet ou en formation de chambre, il effectue des tournées
dans toute la Russie comme a Iétranger, et figure réguliérement a
Taffiche des festivals internationaux. Il participe a de nombreuses
créations en Finlande, en Suisse, au Royaume-Uni, en France, en
Italie, en Espagne et en Israél. Le chceur Mariinski a un nombre
impressionnant d’enregistrements a son actif, dont les plus connus
sont Boris Godounov de Moussorgski, Ivan le Terrible de Prokofiev,
le Requiem de Verdi et la cantate de Prokofiev, Alexandre Nevski,
gravée lors du premier Festival de PAques de Moscou (Phillips Classics).

DER CHOR DES MARIINSKI-
THEATERS

Der Chor des Mariinski-Theaters ist nicht nur Russland-weit, sondern
in der ganzen Welt bekannt. Er wirkt in zahlreichen Opernproduktionen
mit, aber auch bei philharmonischen Konzerten mit etwa Mozarts
Requiem, Verdis Requiem oder Beethovens Neunter Sinfonie. Zudem
gibt der Chor A-capella-Konzerte mit einem vielféltigen Programm,
das geistliche und weltliche Musik umfasst und von Werken
Bortnjanskis, Tschesnokows und Rachmaninows bis hin zu Volksliedern
reicht. Als grofer Chor sowie als Kammerensemble unternimmt
die Truppe Konzertreisen durch Russland und ins Ausland und ist
regelmifig bei internationalen Festspielen zu Gast. Dariiber hinaus
wirkte er bei Weltpremieren in Finnland, der Schweiz, Groflbritannien,
Frankreich, Italien, Spanien und Israel mit. Der Mariinski-Chor
hat zudem zahlreiche Einspielungen vorgelegt und ist insbesondere
bekannt wegen seiner Darbietungen von Mussorgskis Boris Godunow,
Prokofjews Iwan der Schreckliche, Verdis Requiem und Prokofjews
Kantate Alexander Newski, die im Rahmen der 1. Moskauer
Osterfestspiele fiir Phillips Classics dargeboten wurde.

ANDREI PETRENKO
Chef de cheeur principal

ANDREI PETRENKO

Erster Chorleiter

Andrei Petrenko est diplomé du Conservatoire de Leningrad, ot
il a étudié la direction de cheeur ainsi que la direction d’opéra et
d’orchestre. Il est chef de cheeur principal au Théatre Mariinski
depuis 2002. Sous sa direction, le Cheeur du Théatre Mariinski
donne des concerts a cappella en Russie, en Finlande, aux Pays-
Bas, en Belgique, en France, en Suisse, en Italie, au Royaume-
Uni et en Israél. Il est au pupitre de chef d’orchestre pour les
représentations d’Eugéne Onéguine, La Traviata, Samson et Dalila
et Don Pasquale; et dirige également les solistes, le Cheeur et
I’Orchestre symphonique du Théatre Mariinski en concert.

Andrei Petrenko besuchte das Konservatorium in Leningrad mit
den Fachgebieten Chorleitung und Dirigieren von Opern und
Sinfonien. Erster Chorleiter des Mariinski-Theaters ist er seit 2002.
Unter seiner Agide gastierte der Chor mit A-cappella-Programmen
in Russland, Finnland, den Niederlanden, Belgien, Frankreich, der
Schweiz, Italien, Grof3britannien und Israel. Uberdies dirigierte
Petrenko Auffithrungen von Eugene Onegin, La Traviata, Samson
et Dalila und Don Pasquale sowie Konzertprogramme mit Solisten
der Mariinski-Oper, des Chors und des Sinfonieorchesters.
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MARIINSKY

ALSO AVAILABLE

Available on Super Audio CD or from the iTunes Store
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SHOSTAKOVICH THE NOSE
VALERY GERGIEV
MARIINSKY SOLOISTS, ORCHESTRA AND CHORUS

CHOC DE L’ANNEE Classica (France)

ORPHEE D’OR Académie du disque Lyrique (France)
BEST OPERA Edison Awards (Netherlands)

BEST OPERA MIDEM Classical Awards (France)
BEST OPERA Caecilia Awards (Belgium)

DISCS OF THE YEAR Washington Post (US)

DISC OF THE MONTH BBC Music Magazine (UK)

2SACD MARO0501 (822231850120)

SHCHEDRIN THE ENCHANTED WANDERER
VALERY GERGIEV
MARIINSKY SOLOISTS, ORCHESTRA AND CHORUS

OPERA CHOICE OF THE MONTH BBC Music Magazine (UK)

LA CLEF Res Musica (France)

CHOC DE CLASSICA Classica (France)

CD OF THE WEEK - 10 Klassik Heute (Germany)

“The three soloists are excellent ... Valery Gergiev, who prepared the score
in the presence of the composer, leads the forces masterfully’
International Record Review

2SACD MARO0504 (822231850427)

STRAVINSKY OEDIPUS REX - LES NOCES

VALERY GERGIEV

SERGEI SEMISHKUR, EKATERINA SEMENCHUK, EVGENY NIKITIN
GERARD DEPARDIEU (NARRATOR)

MARIINSKY SOLOISTS, ORCHESTRA AND CHORUS

FFFF ‘Emportées par un Gergiev ardent, deux ceuvres-clés de Stravinsky
recoivent le sacre du bouillonnement’ Télérama (France)

LA CLEF Res Musica (France)

skskkk The Guardian (UK)

skskkk Opéra Magazine (France)

SACD MARO0510 (822231851028)

WAGNER PARSIFAL

VALERY GERGIEV )}

GARY LEHMAN, VIOLETA URMANA, RENE PAPE
MARIINSKY SOLOISTS, ORCHESTRA AND CHORUS

DISC OF THE MONTH - PERFORMANCE **%¥%% SOUND s**¥%
BBC Music Magazine (UK)

EDITOR’S CHOICE Gramophone (UK)

FFFF Télérama (France)

CDs OF THE YEAR New York Times (US)

DIAMANT Opéra Magazine (France)

4SACD MARO0508 (822231850823)

RACHMANINOV PIANO CONCERTO NO 3
RHAPSODY ON A THEME OF PAGANINI
DENIS MATSUEV, VALERY GERGIEV
MARIINSKY ORCHESTRA

ARTISTIQUE 10 TECHNIQUE 10
ClassicsTodayFrance (Canada)

#3kkk* ‘3 magnificent performance’

Classic FM Magazine (UK)

SACD MARO0505 (822231850526)

SHOSTAKOVICH SYMPHONIES NOS 1 & 15
VALERY GERGIEV
MARIINSKY ORCHESTRA

CHOC DE CLASSICA Classica (France)
Nominated for two Grammy Awards (US)

PERFORMANCE **¥¥% SOUND ***x% BBC Music Magazine (UK)
DISC OF THE WEEK Sunday Times (UK)

SACD MARO0502 (822231850229)


http://clkuk.tradedoubler.com/click?p=23708&a=1106467&url=http%3A%2F%2Fitunes.apple.com%2FWebObjects%2FMZStore.woa%2Fwa%2FviewAlbum%3Fi%3D316627417%26id%3D316627292%26s%3D143444%26uo%3D6%26partnerId%3D2003
http://clkuk.tradedoubler.com/click?p=23708&a=1106467&url=http%3A%2F%2Fitunes.apple.com%2Fgb%2Falbum%2Fthe-enchanted-wanderer-pt%2Fid366069078%3Fi%3D366069420%26uo%3D6%26partnerId%3D2003
http://clkuk.tradedoubler.com/click?p=23708&a=1106467&url=http%3A%2F%2Fitunes.apple.com%2Fgb%2Falbum%2Fwagner-parsifal%2Fid389039079%3Fuo%3D4%26partnerId%3D2003
http://clkuk.tradedoubler.com/click?p=23708&a=1106467&url=http%3A%2F%2Fitunes.apple.com%2Fgb%2Falbum%2Fstravinsky-oedipus-rex-les%2Fid368837781%3Fuo%3D4%26partnerId%3D2003
http://clkuk.tradedoubler.com/click?p=23708&a=1106467&url=http%3A%2F%2Fitunes.apple.com%2Fus%2Falbum%2Frhapsody-on-theme-paganini-i-introduction%2Fid348433152%3Fi%3D348433367%26uo%3D6%26partnerId%3D2003
http://clkuk.tradedoubler.com/click?p=23708&a=1106467&url=http%3A%2F%2Fitunes.apple.com%2FWebObjects%2FMZStore.woa%2Fwa%2FviewAlbum%3Fi%3D320906625%26id%3D320906608%26s%3D143441%26uo%3D6%26partnerId%3D2003

