Pyotr Ilyich Tchaikovsky (1840-1893)
IOLANTA
Synopsis

In the South of France, in the valley of the Vogaise Mountains, the palace of
King Rene is situated. Here lives Iolanta, the young daughter of the king. She is
blind from birth, but does not know it. Following the king’s orders, the people
surrounding the girl carefully conceal the secret from her, all strangers under pain
of death are forbidden to enter the palace. In blessed ignorance Iolanta spends
her days among her girl companions. However, since a short period of time ago,
a vague type of yearning disturbs her peace. Iolanta cries and feels sad, and in
vain her friends try to divert her from sad thoughts. The king invites the famous
moor doctor, Ibn-Hakia. In a state of agitation, Rene awaits for his answer. The
doctor says that a cure is possible, but in order to achieve it, Iolanta must learn
of her misfortune and to wish for recovery of her sight with all her soul. The king
remains adamant.

Having lost their way, two knights end up in the garden — Robert and
Vaudemont. Robert was betrothed to Iolanta during his childhood, he has never
seen her, and does not know that she is blind. All of his thoughts are turned
towards the Countess of Lotharingia, Mathilde, and he is going to King Rene to
ask him to annul the betrothal. Upon ascending onto the terrace of the wonderful
garden, he sees the sleeping Iolanta. Her beautiful appearance captivates the young
knight. An involuntary exclamation of admiration awakens the girl.

The young man’s emotion arouses a response in lolanta’s soul. The arising
feeling brings her into a state of trepidation and disturbance. Bidding the beautiful
stranger goodbye, Vaudemont asks her to give him a red rose in memory of her.
Instead of a red rose, Iolanta plucks a white rose. The knight realizes with horror
that the girl is blind. Struck with compassion, he tells her of how beautiful is light,
the eternal source of happiness and joy. Iolanta listens to his words in rupture
ecstasy. The king appears. Having found out that the strange visitor had opened
the secret to Iolanta, he is filled with indignation, but the doctor, Ibn-Hakia calms
him. Now the path towards the cure is set. The king, guessing about the love of

the young people, pretends to threaten Vaudemont with the death penalty if the
cure does not work out. For the sake of saving her beloved, Iolanta is ready to
undergo any form of torment. Having gained her vision, she views the world with
amazement and delight, recognizes her father, her companions and Vaudemont,
who is to become her protector from hence. All those present solemnly hail light,
the source of life and knowledge.

ABOUT THE OPERA

“Eight years ago I read the dramatic play of the Danish playwright, Henrik
Hertz, titled ‘King Rene’s Daughter’ The plot captivated me with its originality,
poetic qualities and abundance of lyrical moments. At that time I made a promise
to myself that I would sometime set it to music. As a result of numerous obstacles,
only last year I could carry out my resolution,” P.I. Tchaikovsky told the editors of
the journal “Peterburgskaya zhizn” (“St. Petersburg Life”) in 1892.

The composer entrusted the libretto to his brother, Modest Tchaikovsky, who
a year prior to that had brilliantly succeeded with creating the libretto to “The
Queen of Spades” “More than any time ever, [ am in love with the plot of ‘lolanta,
and your libretto is written absolutely perfectly...,” Tchaikovsky wrote to him,
“Oh, I will write such an opera that everybody will cry” The work on composing
the music took about two months, and then orchestrating it took as much time
afterwards. The first performance of the opera took place in St. Petersburg on
the stage of the Mariinsky Theatre under the direction of Eduard Napravnik
on 6 December, 1892. The same concert presented the first performance of
Tchaikovsky’s ballet “The Nutcracker”

The appearance of “lolanta” in Tchaikovsky’s operatic output presents an
unexpected and exceptional case. Beginning with “The Maid of Orleans,” the
composer’s music undergoes an intensification of tragic motives, a growth of
tension of situations. The height and culmination of psychological drama could be
witnessed in “The Queen of Spades,” Tchaikovsky’s next-to-last opera. It seemed
that the next operatic masterpiece would befit to become a tragic work, close
to the fatal spirit of the Sixth Symphony. However, Tchaikovsky unexpectedly
turns to a work that is one of his most radiant and most unclouded by conflict of



hostile forces. The opera does not contain a single negative character; the entire
dramaturgy of the composition revolves around the blindness of the beautiful
young girl, who does not perceive her handicap. Her condition brings pain and
suffering to her loving father, her faithful companions and to the knight who is
enamored with her. The pivotal moment of the work is the monologue of the
doctor, Ibn-Hakia: Iolanta would be able to gain her eyesight if she finds out
about her misfortune and wishes with all her heart to be cured. Thus, the opera’s
plot had a strong Christian tendency, and brought in the allegory between the
physical and the spiritual healing. During the Soviet period the opera’s libretto
was “edited” in correspondence with the predominating atheistic worldview. As a
result, the search for Divine Light, present in the development of the opera’s plot,
was reduced to mere discourses about the acquisition of purely physical sight. It
was in this version that the opera was performed in the 1970s on the stage of the
Bolshoi Theatre. So, for instance, the original version of the conclusive hymn of
the opera “Accept the Praise of Your Humble Servants,” — glorifying the Creator
of Heaven and Earth, was replaced with the words, “O, Radiant Dome of the Sky”
The original version of the text was restored in the productions of the post-Soviet
period; for instance, it can be heard in Valery Gergiev’s recording from 1994.

Nonetheless, the recording of “Iolanta,” carried out by the Bolshoi Theatre in
1976 under the direction of Mark Ermler has a set of invaluable merits. First of
all, it is distinct for its remarkable performers. Especially outstanding in among
the group of vocalists are the male characters — V. Atlantov, E. Nesterenko and
Yu. Mazurok and the beautiful, velvety mezzo-soprano of N. Grigorieva. The chief
performer of the part of Iolanta T. Sorokina is somewhat lacking in freedom in
her highest register of sound, however, this does not spoil the overall effect of the
opera. The instrumental voices can be discerned distinctly. Most importantly, the
orchestra is permeated with an atmosphere of remarkable congruence and accord,
which was an inseparable characteristic feature of the Bolshoi Theatre of the
USSR, and, unfortunately, turned out to be lost in the last few decades...

Translated by A. Rovner

Tetp Vabuy Yarnkosckuit (1840-1893)
MNMOAAHTA

Kparkoe copepkanue

Ha rore ®OpaHimn, B A0AMHe Boresckux rop, pacrnoAo)XeH 3aMOK KOPOAS
TTpoBanca PeHe. 3aech >xuBeT 10Hasg A0ub KOpoas MoaanTa. OHa caema oT pox-
AEHUs, HO He 3HaeT 06 sToM. [1o TpeOOBaHMIO KOPOASI OKPY>KAIOLIME TIATEABHO
CKPBIBAIOT OT Hee TallHy, HUKTO 13 IOCTOPOHHMX ITOA CTPAXOM CMEPTU He CMeeT
MPOHMUKHYTb B 3aMOK. B cuacTAMBOM HeBepAeHMM VoAaHTa IPOBOAUT AHU CPeAU
moapyr. OAHaKO C HEAAaBHErO BpeMeHU HesICHble CTPEMAEHMS HapYIIAlT ee
nokoit. VloaaHTa mAaveT, TOCKYeT, X HAallpacHO MOAPYTYM CTapaloTCs OTBAEYb ee
OT IPYCTHBIX MbIcA€il. KOpOAb IPUMBOAUT 3HAMEHUTOrO MaBPUTAHCKOTO Bpaya
J6u-Xakua. B BoaHeHuu PeHe xpeT ero orBeta. Bpau roBoput, 4to uclieAeHue
BO3MOJKHO, HO AAsI 9TOro VloAaHTa AOAXKHA Y3HATh O CBOEM HECYacTbe U BCeil
AYILIOI1 )KeAaTh po3peHnus. Kopoab 0CTaeTcst HEMPEKAOHHBIM.

COMBLINCD C ITYTH, B CaA NOMAAAIOT ABa pbiLjapsi — Pobept u BopemoH. Pobept
6b1a B AeTCTBe 00pyueH C VIOAQHTON; OH HUKOIAQ ee He BUAEA U He 3HAEeT, YTO
oHa cAemna. Bce ero momsIcAbl ycTpeMAeHbI K rpadguHe AotapuHruyu Matuabae, 1
OH €AET K KOPOAI PeHe, 4TO6BI IPOCUTD PACTOPTHYTh MOMOABKY. [TOAHSBLIMCH
Ha Teppacy YyAeCHOTo caAa, BopemoH BupMT crsimyio Voaanty. Ee npexpacHsiit
00AMK OYapOBBIBAET MOAOAOTO phbiljapsi. HeBOABHO BBIPBABIIUIICS BO3TAAC BOC-
XuieHust pasbyAuA AeBYIUKY. BoAHEHME MOAOAOTO pbiliapsi BbI3BIBAET OTKAUK
B Ayie VoaaHTbL. 3apo>kaaioljeecsi YyBCTBO NPUBOAUT €€ B TPEIeT U CMsTe-
Hue. Ilpolasick ¢ MpeKpacHOl He3HAKOMKOI, BoAeMOH IPOCUT MOAAPUTb eMy
HA MaMsATb KpacHyw posy. Bmecto kpacHoin VoaanTa cpoiBaeT Geayo posy. C
YXKacoM phiLapb ybexaaeTcs,, 4To AeBylka caena. OXBayeHHBI COCTPAAAHUEM,
OH PacCKasbIBaeT €l O TOM, KaK IIPeKPACeH CBET, BEYHBIN CTOYHUK PAAOCTH U
cyacTbsl. B ymoenun BHumaet MoaaHTa ero caoBaM. I10sIBASIETCST KOPOAD. Y3HaB,
YTO HE3HAKOMBIII IpUIIEAEL] PacKpbla JloAaHTe TallHy, KOPOAb INPUXOAUT B
HETOAOBaHMe, HO Bpad DOH-XaKua ycrokauBaeT ero. Temnepp IMyTb K UCLiEACHUIO
OTKpBIT. KOpOABb, AOTaABIBAsICE O AIOOBU MOAOABIX AIOA€, IPUTBOPHO yIPO’KaeT
BoAEeMOHY CMepTHOJ Ka3HbIO, €CAM A€UeHue He OMOXeT. Paau criaceHus Ao6u-



Mmoro VoaaHTa roroBa mperepneTb A0Oble MyKu. ITpospeB, oHa ¢ M3yMAeHUEM
U BOCTOPIOM BMAUT MUP, Y3HaeT CBOEro OTLA, MOAPYT U BopeMoHa, KOTOpPbI
OTHBIHE OYAeT ee 3alUTHUKOM. [IpyCyTCTByIOLIME TOP>KECTBEHHO CAABST CBET,
MICTOYHUK >XV3HU U TTO3HAHMS.

OB OIIEPE

«Bocemb AeT Hasap s MpouMTaA ApaMy AaTckoro mumcareast Ienpuxa lepiia
oA HazBaHMeM “Aoub Kopoas Pene”. CloKeT 3TOT 04apoBaA MeHsI CBO€II II03THY-
HOCTbIO, OPUTMHAABHOCTBIO ¥ 0OMAMEM AMPUYECKMX MOMEHTOB. fI Toraa e aaa
cebe CAOBO KOrpa-HUOYAb MOAOXKUTb €rO Ha MY3BIKY. BCAGACTBUME pasAMYHBIX
MPEeNATCTBUIA, AUIIb B MPOLIAOM TOAY 5 CMOT OCYLIECTBUTb CBO€ DelleHMe», —
pacckasbiBaa ILV. YaiikoBckuil mpepcTaBuTeAssM XypHaaa «Ilerepbyprckas
X13Hb» B 1892 roay.

HammcaTp onepHoe AMOPETTO KOMIIO3UTOD AOBEPUA CBOoeMy bpary Mopecty
YallkoBCKOMY, KOTODBII TOAOM paHblle IPeKPacHO CIIPAaBMACA C CO3AAHU-
em Ambperro K «IluxoBoit pame». «Boaee uyeM Korpa-HMOYAb s BAIOOAEH
B CloKeT “VloAaHTBI, ¥ TBOE AMOPETTO CAEAQHO BIIOAHE OTAUYHO... — IICAA €My
YarikoBckuit. — O, s1 HAIMILY TaKyIo OIEPY, YTO BCe MTAAKATb OYAYT».

Pabora Hap COYMHEHMEM MY3BIKAABHOTO MaTepuaAa 3aHsAAa OKOAO ABYX
MecslieB, M ellle CTOAbKO JKe YIIAO Ha OPKeCTpOBKYy. IlepBoe mpepcTaBAeHue
cocrosiaoch B IleTepOypre Ha cueHe MapuMHCKOTO TeaTpa IIOA YIpaBAEHMEM
3. HampaBHuKa 6 aexka0bps 1892 roaa. B aToM ke KoHLjepTe po3ByYaAa peMbepa
6aaera YaitkoBckoro «Il[eAKyHUMK».

IMTosiBrenne «VoAaaHTbl» B OmepHOM TBopyecTBe YallkOBCKOTO — CAyvail
HEOXXVMAQHHBIN U MCKAIOUNTeAbHbI. HaunHas ¢ «OpAeaHCKOIT AeBbI», B My3bIKe
KOMITO3UTOPA YCMAMBAIOTCS Tparmyeckue MOTHBBI, BO3PACTAeT HAIPSHKEHHOCTD
cutyaumit. KyabMuHaimel 1 BeplIMHON IICMXOAOTMYECKOTO ApaMaTuaMa CTa-
HoBUTCs «[TMKOBast AaMav», MpeATIocAeaHsis onepa Yaitkosckoro. Kazaaoch Obl,
CAEAYIOIMM OTIePHBIM IIEAEBPOM CY>KAEHO CTaTh TParn4ecKoMy HPOU3BEAEHUIO,
6anskomy K ¢paraapHomy Ayxy lllecroit cumdonmn. Ho YalkoBcKkmil BHE3AHO
obpalaeTcsi K COYMHEHMIO HAMCBETAEMIIEMY M HEOMpPAayeHHOMY KOH(DAUKTOM

BpaXAeOHBIX CHA. B omepe HeT HM OAHOIO OTPULIATEABHOIO MEPCOHAXKa; BCS
APaMaTyprusi COUMHEHMsI 3aBsi3aHa Ha CAENOTe NPEKPACHO MOAOAOI AEBYIIKY,
He Oco3Halolleil cBoeir yooroctu. Ee cocTosiHMe MpUMHOCUT OOAB M CTpapaHus
AIOOsIIIEMY OTLY, BEDHBIM ITOAPYTraM, BAIOOAEHHOMY PBILJApIO. Y3AOBBIM MOMEH-
TOM KOMIIOSULIMU SIBASIETCSI MOHOAOTI Bpaya JOH-Xakua: VloaaHTa MOXeT mpo-
3peTb, €CAU y3HAET O CBOEN Oeae M BCENl AYIION IOXKeAaeT McLeAeHus. Takum
00pa3oM, copep>KaHMe OIepbl MIMEAO CMABHYIO XPUCTUAHCKYIO HAllPpaBA€HHOCTD
Y IPOBOAVAO QAAETOPUIO MEXAY GU3UUECKMM U AYXOBHBIM MCLIEACHEM YEAOBe-
Ka. B coBerckoe BpeMst AMOPETTO Omepsl OBIAO «IIOAIIPABAEHO» B COOTBETCTBUM
C AOMMHMPYIOIMM aTeUCTUYEeCKUM MMUPOBO33peHMeM. B pesyabrare moucku
B0o>XeCTBEHHOTO CBETa, IIPEATIOAATABILIECS B OTIEPHOM Pa3BUTUM, CBEAVCD K pac-
CY)XAEHMSM O BO3BpAllleH!I AUIIb (HU3MOAOTMYECKOTO 3peHysl. VIMEHHO B TakoM
BapuaHTe oIepa UCHOAHsAACh B 70-e ropbl Ha cleHe Boabuoro tearpa. Tak,
HalpyMep, OPUTVMHAAbHASI BepCUsl 3aKAIOUMTEABHOTO TMMHA omepbl — «IIpumu
XBaAy paboB CMMPEHHBIX», — IIPOCAaBAsIIOLIast TBopLia Heba 1 3eMAM, OblAa 3aMe-
HeHa caoBami: «O KyIoA Heba AyuesapHblit». IlepBoHayaAbHasl BEPCUsT TEKCTa
6blAa BOCCTAHOBAEHA B MIOCTAHOBKAaX IIOCTCOBETCKOIO BPEMEHH, B YACTHOCTH, €€
MOJKHO YCABIIIATh B TeprueBcKoi samucu 1994 ropa.

Tem He MeHee, 3anKCh «/IOAQHTBI», OCYII[ECTBAEHHAsI KOAAEKTMBOM boablioro
TeaTpa B 1976 ropy moa ympaBaeHueM Mapka DpMAepa, UMeeT psip Heolle-
HUMBIX IpPEUMYIIeCTB. Bo-IepBbIX, OHa OTAMYAETCS BEAMKOAENHBIM VICIIOA-
HUTEABCKMM COCTaBOM. B mepByio ouepeAb, BBIACASIOTCSA MYXKCKME Mepco-
HaKu — B. Araanros, E. Hecrepenxko, 0. Masypok. IlpekpacHo GapxarHoe
Meritio-conpano H. IpuropbeBoit. [AaBHOM MCOAHUTEABHULIE MTAapTuy VoAaHTBI
T. CopoKMHOI1 HECKOABKO HE XBaTaeT CBOOOABI BEPXHMX 3BYKOB, OAHAKO 3TO He
MOPTUT OOlilee BIleyaTA€HMEe OT omepbl. OTYETAUBO NMPOCAYIIMBAIOTCS MHCTPY-
MEeHTaAbHBIE TOAOCA. A TAQBHOE, B OPKeCTpe LIApUT arMocdepa YAUBUTEABHO
CAQXEHHOCTM M COTAACHsi, KOTOpasi OblAa HEOTHEMAEMON XapaKTE€PUCTUKOI
KoaArekTHBa Boabmoro Tearpa CCCP 1, K CO’KaA€HUIO, OKa3aAach YTPAadeHHON
B [IOCAEAHVIE AECSITUAETHSL. .



Pyotr Tchaikovsky (1840-1893)
“IOLANTA’ a lyrical opera in one act, op. 69

Libretto by Modest Tchaikovsky based on
the dramatic play by Henrik Hertz “King Rene’s Daughter”

Disc 1

Introduction

No. 1. Scene and Arioso of Iolanta
“My Darling, Iolanta, Are You Tired?”

(Martha, Brigitta, Laura, chorus of servant-girls)

“Why Have I Not Known This Before?”

(lolanta)

No. 2. Scene and Chorus

“Enough, My Dear, You Must Not Let Your Soul Languish in Vain!”
(Martha, Brigitta, Laura)

“Here Are the Buttercups for You, Here Are the Cornflowers”
(Chorus of servant-girls)

No. 3. Scene and Chorus

“Brigitta, Is This You?”

(Iolanta, Brigitta, Laura, Martha)

“Sleep, Let the Angels Call up Dreams with Their Wings”
(Brigitta, Laura, Martha, chorus of servant-girls)

No. 4. Scene and Arioso of King Rene

“Calling Horn... Who Is This Unexpected Guest?”
(Bertrand, Almeric, Martha, King Rene, Ibn-Hakia)

“My Lord, if I Am Sinful”
(King Rene)
No. 5. Scene and Monologue of Ibn-Hakia

“Your Face Is Passionless, Unfriendly”
(King Rene, Ibn-Hakia)

2.37
543

2.33

2.07

141

4.21

7.50

3.39

2.32

10

11

12

13
14

“Two Words: That of the Flesh and of the Spirit”
(Ibn-Hakia)

“Oh, God! Is It True that I was Wrong until Now?”
(King Rene, Ibn-Hakia)

No. 6. Scene and Aria of Robert

“Do not Hurry, It Is So Dark”

(Robert, Vaudemont)

“Who Could Compare with My Mathilde?”

Vaudemont’s Romance
“No! The Charms of Passionate Tenderness”

Total playing time: 45.55

Disc 2

No. 7. Scene and Duet
“But Where Are We?”

(Vaudemont, Robert, Iolanta)

“You Appeared Before Me as a Vision”

(Vaudemont, lolanta)

“Your Silence Is Incomprehensible”
(Vaudemont, Iolanta)

“Wondrous Firstling of Creation”
(Vaudemont, lolanta)

No. 8. Scene

« »
Tolanta! Iolanta!

(Iolanta, Brigitta, Laura, Martha, King Rene, Vaudemont, Almeric,

Ibn-Hakia, Bertrand, chorus of servant-girls)

2.15

2.31

2.16
3.44

5.48

525

4.29

4.13

712
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“No! Name Torment, Suffering, Pain..”

(Iolanta, Vaudemont, Brigitta, Laura, Martha, King Rene, Almeric,
Ibn-Hakia, Bertrand, chorus of servant-girls)

No. 9. Finale

“Forgive Me for Having Deceived You”
(King Rene, Iolanta, Brigitta, Laura, Martha, Vaudemont, Almeric,
Ibn-Hakia, Bertrand, chorus of servant-girls)

“Gottfried, I Have Come to Save You!”
(Robert, King Rene, lolanta, Brigitta, Laura, Martha, Vaudemont, Almeric,
Ibn-Hakia, Bertrand, chorus of servant-girls, chorus of Robert’s attendants)

“lolanta Sees Light”
(everybody)

“O, Radiant Dome of Light!”
(Iolanta, everybody)

Total playing time: 43.50

Bolshoi Theatre Soloists, Chorus and Orchestra

Choirmasters: Stanislav Gusev, Alexander Rybnov
Conductor - MARK ERMLER
Recorded in 1976.

10

4.33

2.04

3.41

2.34

3.43

ITerp Yarkorckuii (1840-1893)

«VIOAAHTA», Aupuyeckast orepa B OAHOM AeMICTBUM, COY. 69

AubperTo Mopecra HailkoBCKOTo IO Apame
Tenpuxa Iepia «Aoub Kopoast Pene»

Auck 1
1  HnaTpoaykuus
2 Nel. Cuena u apno3so VioaaHTsr

«Mort nTeHuuk, VloaaHTa, Thl ycTara?»
(Mapma, Bpueumma, Aaypa, xop npucAymHuy)

«OTuero aTo IIpeXXAe HE 3HaAa»

(Morarma)

Ne2. Cuyena u Xop

«IToAHO, He HaAO, POAHAS, TIOMTYCTY AYIIY TOMUTB!»
(Mapma, Bpueumma, Aaypa)

«Bot Tebe AOTUKH, BOT BACUABKI»
(Xop npucaymruy)

Ne3. CueHa u xop

«bpururra, aTo TBHI?»

(Moranma, Bpueumma, Aaypa, Mapma)

«Cmy, IyCTh aHTeAbI KPBIAAMY HAaBEBAIOT CHBI»
(Bpueumma, Aaypa, Mapma, xop npucAymHu)

Ne4. Cuena u apuo3o Kopoas Pene

«[Tpu3bIBHBIIT POT... KTO 3TOT roCTh HEXXAAHHBIN?»
(Bepmpan, Arvmepux, Mapma, kopoab Pene, D61-Xakua)

«Tocnoab MoJ1, ecA rpeleH si»
(Kopoav Pene)
Ne5. Cuena u MoHoAOT D6H-Xakna

«TBoe AML[O0 6eCCTPACTHO, HEMPUBETHO»
(Kopoav Pene, S61-Xakua)

2.37
5.43

2.33

2.07

141

4.21

7.50

3.39

2.32
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10

11 «O, Boxxe moit! Yxean A0 cux mmop st ommnbaAcsi?»
(Kopoav Pene, S61-Xakua)
12 Ne6. Cuena u apus Po6Gepra
«He Topomnuce, 3pech Tak TEMHO»
(Pobepm, BodemoH)
13 «Kro moxeT cpaBHUTbCS ¢ MaTUABAOI MO€IT»
14 Pomanc Bopemona
«Het! Yapbl AacK Kpacbl MATEXHOM»
O6mee Bpems 3By4yaHus: 45.55
Auck 2
1 Ne7.Cuena m AyaT
«OAHAKO, TAE YK€ MBI?»
(BodemoH, Pobepm, Moranma)
2 «Bbl MHe mpeACTaAl, KaK BUAEHbE»
(BodemoH, Horanma)
3  «TBoe MOAYaHbE HEMIOHSITHO»
(Bodemown, Moranma)
4 «YyaHblil TepBeHel TBOPEHbS»
(BodemoH, Horanama)
5  Ne8. Cuena
«VloaanTa! VMoaanTal»
(Moranma, Bpueumma, Aaypa, Mapma, kopoav Pere, BodemoH,
Arvmepuk, D6H-Xaxua, Bepmpar, Xop npucAyHuy,)
6  «Het! HaszoBu My4eHbs1, cTpapaHbsi, 6OAB...»

«/A\Ba Mupa: MAOTCKMI1 U AYXOBHBIN»
(36H-Xakua)

(Morarma, Bod Bp Aaypa, Mapma, kopoav Pene,

Arvmepux, 6n-Xakua, Bepmpar, xop npuciyyHu,)

2.15

1.57

2.31

2.16
3.44

5.48

5.25

4.29

4.13

712

4.33

7 Ne9, ®dunaa

«ITpocTu MeHs1, st 0O6MaHyA TeOsI»
(Kopoav Pene, Moranma, Bpueumma, Aaypa, Mapma, Bodemon, Arvbmepuk,
S6n-Xakua, Bepmpan, xop npucryyHuy)

8  «lordpup, 5 BoIpyyarh TEOA ABUACA!»
(Pobepm, koporv Pere, Moranma, Bpueumma, Aaypa, Mapma, BodemoH,
Anvmepuk, S0H-Xakua, Bepmpar, Xop npucaymHuy, xop csumot Pobepma)

9  «lVoaAaHTa BUAUT CBeT!»
(8ce)

10 «O kymnoa HebGa Ayue3apHbIit!»
(Morarma, Bce)

O6wee Bpems 3Byuanus: 43.50

Coaucrsl, xop 1 opkecTp boabuoro rearpa CCCP
Xopmeticmepvi: Cranucaas I'yceB, AaekcaHap PriGHOB
Aupumep — MAPK SPMAEP

3amucp 1976 1.

2.04

3.41

2.34

343
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CHARACTERS AND PERFORMERS:

Rene, King of Provence — Evgeny Nesterenko, bass

Robert, Duke of Burgundy — Yuri Mazurok, baritone

Vaudemont, count, knight of Burgundy — Vladimir Atlantov, tenor
Ibn-Hakia, moor doctor — Vladimir Valaitis, baritone

Almeric, King Rene’s armor bearer — Alexander Arkhipov, tenor
Bertrand, the palace guard — Valery Yaroslavtsev, bass

Iolanta, King Rene’s daughter — Tamara Sorokina, soprano
Martha, Bertrand’s wife, Iolanta’s nurse — Nina Grigorieva, contralto
Brigitta, Iolanta’s companion — Clara Kadinskaya, soprano

Laura, Iolanta’s companion — Larisa Nikitina, mezzo-soprano
Servant-girls and friends of Iolanta, the king’s attendants,

the army and armor bearers of the Duke of Burgundy

The story takes place in the mountains of Southern France in the 15th century.

AEVICTBYIOIIVIE AVILIA I UCITOAHUTEAN:

Pene, xopoab IIpoBanca — EBrennit Hecrepenko, 6ac

Po6epr, repuor bypryuackuit — Opuit Masypox, 6apumon

Boaemon, rpad, OypryHAcKkuii poiiapb — BAapumup ATAaHTOB, meHop
J6H-Xakna, MaBpUTaHCKUi1 Bpad — Baapumup Baaaiiruc, 6apumon
AAbMepuK, opyXeHocel] KOpoAsi PeHe — AaekcaHAP ApXUNOB, MeHOp
BepTpaH, npuBpaTHuK ABopLa — Baaepmii SIpocaaBues, 6ac
MNoaanra, pooub Kopoasi Pene — Tamapa CopokuHa, conparo

Mapra, xxeHa beprpana, kopmuauia Voaaurter — Huna I'puropbeBa, konmpaivnio
Bpururra, noapyra MoaanTs — Kaapa Kapunckas, conparo

Aaypa, noppyra VoaanTs! — Aapuca Huxkutuna, meyyo-conparo
IpucAy>xuu1bl ¥ MOAPYTY VIOAQHTBI, CBUTA KOPOASI, BOICKO

" OpY>KeHoCLIbI repliora BypryHackoro

Aeticmsue npoucxodum 8 eopax Owroi Ppanyuu 8 XV seke.



