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The Issue of Handel’s Collaboration
with the Librettists for his Oratorios

The article is devoted to the issue of Handel’s collaboration with the librettists for his oratorios as one of the
most important for the comprehension of his creative process. By revealing the diverse relationships of the composer
with literati, the author demonstrates, how in intensive combined work during the times of Handel’s mature and late
periods fundamentally important features had crystallized: tragic intensification of the plot, conveyance of feelings
of catastrophism and, in connection with this, the deepening of the psychological essence of the main protagonists.
Most of Handel’s librettists comprehended their librettos through the prism of predicatory pathos. This was manifested
especially distinctly in the late oratorios, in which lamenting and religious tendencies prevailed, having comprised two
sides of the ethical-psychological issue. His music standing at the pinpoint of the aesthetics of Classicism connected
with the Enlightenment, the composer presented himself not only an active participant in the creation of his librettos,
but also as a conceptual leader who directed the creative process in collaboration with the librettists.

Keywords: Georg Friedrich Handel, Charles Jennens, Thomas Morell, Newburgh Hamilton, Thomas Browton,
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lNpob6Aema coTpyaHnuecTBa leHaeas
C AMOpeTTUCTaMM OpaToOpMIit

Crarbst OCBsillleHa Mpo0inemMe coTpyaHu4ecTBa [eHnmens ¢ nUOpeTTHCTaMu OpaTopuil Kak OJHOM U3 IVIaBHBIX
JUIsl IOHMMAaHUsI TBOPUECKOIO IpoLecca. BBIABIAS OTHOLIEHHS KOMIIO3UTOpA C JIMTEPATOpaMH, aBTOP IIOKAa3bIBACT,
KakuM 00pa3oM B HampsDKEHHOW COBMECTHOH paboTe B TEpPHOAb 3pEoro W MO3IHEro TBopyecTBa [eHnens
OTKPUCTAJUIM30BAJINCh IPUHLUINNAIBHO BAXXKHBIE 4YEPTHI: TParcUiiHOE 3a0CTPEHUE CIOXKETA, Ieperadya 4dyBCTB
KaracTpou3mMa U B CBSI3H C OTUM YIIyOJIEHHWE NCUXOJIOTHYECKOW CYIIHOCTH IVIaBHBIX repoeB. BONBIIMHCTBO 13
TeHJICTIEBCKUX JTUOPETTUCTOB OCMBICIUBAIN JTHOPETTO CKBO3b MPU3MY HMPOMOBEJHUYECKOro Hadoca. IT0 0COOEHHO
SPKO TPOSIBLJIOCH B TO3JHUX OpaToOpuUsiX, TZie BO300JIafany CKOpOHAs M PETUruo3Hasi TEHIICHIIMH, COCTaBHBIIHME
JIBE€ CTOPOHBI HPABCTBEHHO-TICUXOJIOTHUECKOH mpoOiembl. Haxossick Ha OCTpUE ICTETHKH HPOCBETHTEIBCKOTO
KJIaCCHIIM3Ma, KOMIIO3UTOP OKa3aJiCs HE TOJIbKO aKTHBHBIM YYaCTHHKOM CO3/IaHMs JIMOPETTO, HO U KOHLIENTYaIbHBIM
JINZIEPOM, HAaIIPABJISBIIUM COBMECTHBIM TBOPYECKUHN ITpoLIECC.

Kiroueseie ciiosa: I. @. Tennens, U. Txennens, T. Mopet, H. Xamunsron, T. BpoyTon, . Muiiep, muoperto
OpaTopUii, THOPETTUCTHI, TPATEANS/TPArHICCKUH.

for his oratorios presents one of the most  and Jennens together created a vivid picture of his

crucial issues in the aspiration to disclose  apparently decline” [Ibid., p. 244]. Both of them in
the principles of his creative process, although  September 1738 “went carefully through the score
Donald Burrows assumes that the composer had  of Saul,” and as the result of their interaction greatly
a very reserved attitude towards developing the  benefited in many ways [Ibid., p. 246].
literary-dramatic foundation of his oratorios [7, Moreover, Jeffrey Barnouw writes that when
p. 372]. However, in his analysis of the history  the energetic director of the Haymarket Royal
of the creation of the oratorio Sau/ the scholar  Operatic Theaterin London, Aaron Hill, before Saul

l l andel’s collaboration with the librettists  writes that in depicting Saul’s jealousy, “Handel
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had been composed (1736), suggested to Handel
to dynamicize the first act of the story of Saul,
David and Jonathan as an example of a possible
Biblical drama, it must be observed, both Handel
and Jennens accepted Hill’s challenge. And for the
sake of developing the British oratorio, they both
brought into it new features of interaction between
the character and the compositional structure [6,
p- 63].

Young-Shim Chang is convinced that the
work of Handel and his librettist testified of their
deep knowledge of the principles of the structure
of librettos [9, p. 1]. Moreover, the composer
actively interfered in the librettist’s work. From
Jennens’ letter from September 19, 1738, we can
be certain that his nephew is aware that Handel
changed the placing of separate numbers in the
libretto of Saul. In particular, he transferred the
chorus “Alleluia” from the end of Act I to the
finale of the oratorio, explaining that otherwise
it may have created the impression of being too
long [2, p. 158-159].

Consequently, when the issue was the logic of
form and, most importantly, as it seemed, — of the
content, especially, of the protagonists’ emotional
experience, Handel involved himself into the work
on the libretto, solving important conceptual-
ethical questions (concerning the ethical element
in Handel, see: [13, p. 83]). Is this not because the
composer, having continually been exposed to the
buffets of fate, had acquired the experience of when
particularly, during which critical periods of his life,
the human being appeared in his true guise?

To answer the question of Handel’s attitude
toward the work on the librettos, let us focus our
attention on several indicative examples of his
collaboration with his librettists. At the beginning
of his artistic path the composer used ready
librettos, and example of which was the text of
the well-known German poet Barthold Heinrich
Brockes. His poetical libretto about the story of
Christ was published in 1712. Almost 4 years
later Handel wrote his Brockes-Passion [7, p. 79].
In comparison with preceding German poets, for
example, Menantes (the literary pseudonym of
Christian Friedrich Hunold), Brockes’ libretto was
less heavyweight, affected and sentimental, and
turned out to be adequately composed, permeated
by a single through action with expressive, dramatic
episodes [3, p. 41].

The first librettists in England with whom the
composer worked enthusiastically in the genre
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of oratorio were poets pertaining to conservative
political circles [7, p. 452], who asserted the
principles of the national art of Great Britain. One
of the librettists of the oratorio Acis and Galatea
(2nd version — 1718, 3rd version — 1732) was the
English educator, writer and satirist Alexander
Pope. At the moment of his turning to the present
plot, he had already written his first, Neapolitan
version, Aci, Galatea e Polifemo (1708), composed
by Handel on the libretto of Nicola Giuvo'. The two
other librettists of Acis and Galatea were poet and
playwright John Gay, who wrote the greater part
of this libretto, and scholar, physician and literary
satirist John Arbuthnot. Already during their first
stages of work on the libretto, Handel interspersed
it with Italian musical insertions.

Handel’s work with Cardinal Benedetto
Pamphili also passed in peaceful collaboration,
the latter virtually compared him to Orpheus [11,
p. 26], while the young composer, although not
flattering himself excessively with this appellation,
wrote several cantatas for the cardinal. Pamphili
was the author of the libretto of the first version of
the oratorio The Triumph of Time and Truth (Rome,
1707), of which the composer subsequently made
two more versions (1737, 1757). Such attention
to allegorical oratorio, including L’Allegro, Il
Penseroso ed il Moderato (libretto by Charles
Jennens) and The Choice of Hercules (libretto by
Thomas Morell), testified of the sturdy interest on
the part of Handel in the philosophical-instructive
subject matter.

Handel had a more exigent attitude towards
work on librettos for the oratorios, which were
written in the 1730s. The outstanding master
Charles Jennens became his main librettist for
the oratorical genre of his central period (1738-
1744). Ruth Smith writes that in the artistic
sphere he was a progressive figure, studied well
the drama of Shakespeare, whose complete works
he published for the first time in Great Britain
at that time [17, p. 3]. The work on redacting
Shakespeare’s plays, as well as his thorough
knowledge of literature — all of this could not but
have an effect on the tragic interpretation of the
libretto of Handel’s oratorios.

Handel’s work with Jennens marked a turning
point in the history of the composer’s oratorios.
According to Barrows, Saul became the first
composition “that realized the full potential of
Handel’s talents, combining opportunities for
extended arias and choruses with a coherent
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dramatic framework and a strength of character
portrayal that allowed Handel to draw fully on his
operatic experiences” [7, p. 242]. The libretto for
Saul presented many concrete opportunities for
Handel to exercise his musical fantasy. Considering
the context, these innovations did not play the role
of finesse, but served as a means for perfecting the
plot and established an image-bearing dramaturgy
[Ibid., p. 244].

In such a manner the productivity of the joint
efforts of Jennens and Handel revealed itself in the
manner that the rich creative imagination of the
librettist served as an impulse for the composer’s
ingenuity.

They also collaborated in the oratorios Messiah
and Belshazzar. Despite the fact that Jennens for the
most part used the Bible for his source, as Barrows
notes, the poet was guided “by his own imagination
and a perspective of how the potentials of Handel’s
theatrical oratorio could be used in the best way”
[Ibid., p. 243].

Nonetheless, the vanity, which Jennens was
known for, at times hindered their collaborative
work. He wrote a great deal more poetry for
Belshazzar than was required. At the same time,
Handel’s autograph score of this oratorio contained
numerous detailed corrections put in by Jennens.
“affecting the scene-descriptions, the verbal text
and the musical declamation” [Ibid., p. 280].

In general, in the work on Belshazzar Handel
carried out the role of a strict editor controlling the
implacable fantasy of the librettist, but regarding
one issue they turned out to be of one mind: they
intensified the edificatory-ethical foundation of the
Biblical source by means of bringing in the mournful
images of the Babylonian king’s mother Nitocris, as
well as Gobrias, the father of the warrior killed by
Belshazzar, both of whose spiritual leader became
the prophet Daniel. Thereby, in his aria “Lament
not thus, O Queen, in vain!”, where he consoles
Nitocris, his describes the true essence of virtue:
“Lament not thus, O Queen, in vain! Virtue’s part is
to resign All things to the will divine, Nor of its just
decrees complain. The sins of Babylon urge on her
fate; But virtue still this comfort gives, On earth she
finds a safe retreat, Or bless’d in Heav’n for ever
lives.”

The prophet’s moral creed is expressed in the
aria “O sacred oracles of truth [O living spring of
purest joy! By day be ever in my mouth, And all
my nightly thoughts employ. Whoe’er withhold
attention due, Neglect themselves, despising you].”

48

Notwithstanding the generally productive
collaboration with Jennens, Handel, as a result
of the somewhat clouded relationship with
him, readily made the acquaintance with other
librettists, such as, for instance, Newburgh
Hamilton, who subsequently became his friend
[7, p. 236]. In the opinion of Katherine Hobbs,
unlike the writers of librettos for Italian opera
as an entertainment genre in a language not
understood by the British, turned to John
Milton’s tragedy Samson Agonistes, where in
the expression of the main protagonist’s tragic
feelings the poet’s autobiographical features
could be discerned. Interpreting the text in an
especially serious manner, Hamilton penetrated
into the emotional states of the main characters.
He depicted Samson in prison and concentrated
his attention on his spiritual unrest and blindness,
and then demonstrated how with the appearance of
Delilah his sufferings were felt with new strength.
To reveal the insincerity of the Philistine woman
in her speech, he brought out the most significant
words from Milton’s text “hear me” [12, p. 50],
which in the hidden force of their infusion, in our
opinion, are comparable to supplication addressed
to the Almighty. Thus, in Psalm 102:1, there is
a plea for Divine assistance: “Hear my prayer, o
Lord; let my cry for help come to you®.” In his
analysis of Hamilton’s libretto, Hobbs justly
marks that he reduced the Philistine woman's
guilt to a minimum, presenting her with the
opportunity to defend herself with assurances of
the sincerity of her feelings. As if having realized
her guilt, Delilah entreats Samson to hear her.

In contrast, Handel did everything to intensify
her guilt. This intensification may be seen in the
fact, according to Hobbs, that Delilah’s supplication,
addressed to Samson, unlike Milton’s texts and,
especially, Hamilton, is aimed not at justification
of her own guilt, from which Delilah elegantly
departs, but on the promise how well Samson
may sense himself beside her; moreover, such
an attempt of manipulation is repeated numerous
times, constantly attracting attention to her sweetly
sounding voice, as the result of which the appeal of
the seductress becomes somewhat obtrusive.

And, indeed, such an impression is created
in the music as the result of frequent vocal and
instrumental extractions of descending sequences,
creating the effect of a cheerless echo. In this
obtrusive quality the researcher discerns traits of
Delilah’s insincerity — the changes of moods in
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her subsequent aria “To fleeting pleasures make
your court [- No moment lose, for life is short!]”
(D major) happen too swiftly. For this reason
Handel’s Delilah with her appeals is characterized
by Hobbs as being more straightforward that
Milton’s and, even more so, Hamilton’s [12,
p. 53-54].

Delilah’s aspirations demanded an ethical
evaluation, which is given on an unfolded moral
platform, formulated in Micah’s aria (in the original
version, entrusted to an Israelite woman, sung
by a soprano): “It is not virtue [, valour, wit, Or
comeliness of grace That woman’s love can truly
hit, Or in her heart claim place. Still wav’ring where
their choice to fix, Too oft they choose the wrong:
So much selflove does rule the sex, They nothing
else love long].”

Froman overview of Handel’s work with Jennens
and Hamilton, it becomes obvious that in their joint
work their librettos acquired dramatic, efficacious
and at the same time lamenting, tragic features. As
a result, profound psychological characters were
created, with which Handel endowed the genre of
oratorio with “Shakespearean” features.

Frequently the librettists in Handel’s oratorios
were priests endowed with considerable literary
skills. In the mid 1740s such were James Miller (the
author of the libretto for the oratorio Joseph and
his Brethren) and Thomas Browton (the compiler
of the libretto of Hercules). In their work, as Leslie
Robarts writes, both librettists turned out to be
drawn into literary projects which compelled the
composer to make various structural adjustments
and corrections.

At the beginning of Miller’s collaboration with
Handel (1731) the poet had a critical opinion of the
composer. He was of the opinion that the right thing
for Handel to do was to return to the ideals of Purcell,
while instead he adhered to a pompous art promoted
by foreign “singing girls” and “vocalizers,” passing
of extroversive entertainment inherent to “shows”
for the noble style.

Such criticism of Handel persisted until 1735,
the year of composition of his oratorio the Feast
of Alexander, set to poetry by British poet John
Dryden, i. e., when the source for the libretto was
found in the national literature [Ibid., p. 140].

The oratorio Joseph and his Brethren (1744),
which includes two scenes taking place in prison
— of Joseph and of his eldest brother Simeon — is
distinguished for its heightened predicatory pathos,
which is expressed in moral preachment, extolling
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the potency of the Creator. God directs fates of
the rulers of the world (the prayers of the chorus
“0 God, who in thy heav’nly hand [Dost hold the
hearts of mighty kings]” and “Eternal monarch of
the sky [, Our cruel crime thou didst descry]”),
of Joseph, and later of Simeon, confined in jail.
At the same time, the oratorio extols the virtue of
modesty (exemplified by Joseph’s conversation
with the Pharaoh “Oh mighty Pharaoh! It is not
me: Interpretation belong to Heav’n; and may the
Lord Jehovah give the King a gracious answer”
and the conversation of Joseph’s wife Asenath
with Phanor: “Phanor, we mention not his highest
glory!”), as well as self-sacrifice for one’s neighbor
(exemplified by Simeon’s moralizing: “Give, give
him [father] up the lad in whom his life is bound.
Oh, let me suffer whatever punishment is doom’d
for him”).

In the choruses of the Egyptians, “Immortal
pleasures crown this pair” and “Hail, thou youth,
by Heav’n belov’d! Now thy wondrous wisdom’s
prov’d” we may hear the laudation of Joseph and
Asenath as being anointed by God.

Such a powerful predicatory platform in Miller’s
libretto conformed to the essence of the Biblical
revelation: “And the Lord was with Joseph,” here
based on a demonstration of unique codices of
virtues, on which Handel’s contemporaries were
apparently oriented.

It was difficult for Browton to work with
the volitional Handel on the oratorio Hercules
[15, p. 145]. The process was, in all probability,
very problematic. It was necessary to search in
the libretto for the most acceptable answers to
the demands of the composer, since this oratorio
never acquired completed forms, even when it was
performed for the first time. Nonetheless, Hercules
by Browton and Handel went down in history as a
specimen of the greatest tragedy>. Robarts considers
it “a tragedy of alleged adultery” [Ibid., p. 145],
Burrows characterizes it as a classical example
of tragedy, since the development of the images
of the main protagonists has a tragic outcome [8,
p- 2]. Paul Henry Lang evaluates it in the context
of the history of the genre as the culmination of late
Baroque musical drama [14, p. 524].

Winton Dean, in drawing parallels between
Sophocles’ Deianira in his tragedy The Women of
Trachis and the heroine of Browton and Handel,
shows how far more tragic her fate turns out to
be in the oratorio. In Sophocles’ tragedy Deianira
is possessed of the direct motivation of jealousy,
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whereas the scholar sees her death exclusively
being the result of an accident. In Handel’s
rendition the heroine consciously leads herself to a
catastrophe, the cause of which turns out to be her
own imagination. In connection with this, according
to Dean, it would be hardly possible to find a more
tragic concept than that created by the ingenious
musician [10, p. 417].

And this is not an accidental occurrence. Many
things are explained by the libretto of Hercules.
Among its sources (Ovid’s Heroides and Sophocles’
The Women of Trachis, Seneca’s Hercules on Eta
and P. Matthew’s Hercules, where Deianira changes
from a woman who committed suicide to a mad
woman, as the result of which her characterization
presents a peculiar compendium of medical opinions
and diagnoses concerning insanity), Browton
added observations adopted from the practice of
addressing mental patients in jails, where they were
led to states of nervous attenuation by whips and
manacles, and from whom he received confessions
before their deaths as part of his practice as a pastor.
In addition, the poet brought in the materials of his
lectures on the subject of Dryden’s Aeneid (iron
beds and chains of furies in Hades, when Aeneas
descended there) [15, p. 157].

In such a manner Browton sharpened the
conflict-related content of the sources he made
use for his libretto for the oratorio by means of
bringing in horrifying realistic details and infernal
elements, as the result of which the fusion of tragic
images expressed by Deianira in her half-mad state
conveyed an experience unique to the music of
that time, that of an erupted catastrophe which had
caused a destructive effect on her psyche.

Starting from 1747 the regular librettist for
Handel’s operas was the priest Thomas Morell,
a friend of two famous Englishmen — the painter
William Hogarth and the Shakespearean actor
David Garrick. Morell was introduced to Handel
by the Prince of Wales as a presumable librettist
for his oratorios*. Handel remained in very good
relations with this poet [6, p. 451], although far from
everything in their mutual work went smoothly. An
example of an irritating partnership was described
by Morell, who had first-hand knowledge of how
Handel execrated the abundance of iambic rhythms,
after which the exhausted and nobly obedient poet
corrected the poetical text which had undergone
criticism (Handel always expressed his critical
remarks explosively and temperamentally) [15,
p. 145]. The readiness on the part of Morell to
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replace phrases with other ones in the text made
their collaboration unusually effective’.

With the appearance of Morell Handel’s
oratorios began to demonstrate a prevalence of a
lamenting and tragic rendition of the plots. They
raised the issues of life and death, the role of
personality in history, as well as fate and chance.
They were all comprehended through the prism of
religious ethics. In his work with Morell, just as
before with Jennens, Handel manifested himself
very actively. Burrows, notwithstanding his
initial affirmation of a reserved role on the part
of Handel on the work on the libretto, wrote as
such: “It is difficult to believe that the composer
himself was not behind the change in subject
matter and emphasis... In Theodora he rejected the
opportunity for an unclouded, even triumphalist,
ending that might have been implied by Morell’s
libretto, and in doing so he repeated a trait apparent
in several other works — Tamerlano, Orlando and
Solomon” [Ibid., p. 338].

Frequently the composer went ahead of the
librettist, playing on the harpsichord the future
episodes of the oratorios, such as, for instance,
“So fall thy Foes, O Lord” from the oratorio Judas
Maccabeus [2, p. 212]. Or he would insist on the
omission of a text glorifying the army’s victory in a
war in the finale of the oratorio Alexander Ball — so
painful for him were his associations of the Thirty
Years War in Germany, the resonances of which
overshadowed his childhood [7, p. 321]. While
redacting the libretto of this oratorio, the composer
also focused his attention on another peculiarity
— the intensification of the tragedy of Cleopatra
in counterbalance to Morell’s initial conception
of the extolling of the true faith. Such a semantic
accent made it possible to disclose her image as
a volitional heroine, who does not renounce her
personal convictions [Ibid., p. 320].

The lamenting-tragic interpretation of the
libretto in Handel’s oratorios made it possible to
reveal in the plot not as much the protagonists’
action as their emotional states. At that, each one
of them necessarily expressed his or her attitude
towards virtue. In the oratorio Jephtha, where the
catastrophe erupts in happiest moment in the life of
the main protagonist, 18 of the musical numbers are
devoted to clearing the ethical idea, and during their
course the overall resistance to the oath of the leader
of Gilead is replaced with conscious consent (in
Jephtha’s aria “Waft her, angels, through the skies
[Far above yon azure plain]”).
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In this manner, the predicatory essence, which
revealed itself earlier in the oratorio Joseph and
his Brethren, in Jephtha passed onto a more active
stage of psychological inculcation of ecclesiastical
maxims, since the concepts of virtue are not simple
asserted here — each participant expresses his or her
own moral creed in regard to it.

A similar situation may be observed in the
oratorio Theodora, where after a demonstration of
the approaching catastrophe at the beginning of the
dramaturgy the germination of the religious-ethical
idea takes place. And the more it is threatened,
the more fanatically it is defended by the main
protagonists. Such is the recitative of Theodora’s
friend Irene prior to the finale “Ere this, their doom
is past [and they are gone To prove that love is
stronger far than death]” and Theodora’s recitative
“Deluded mortal! [Call it not rebellion, That thus
we persevere in spirit and truth, To worship God: it
is his dread command, His whom we cannot, dare
not, disobey, Though death be our reward].”

The religious-ethical idea is asserted in
Theodora’s exit aria “Fond flatt’ring world, adieu!
[Thy gaily-smiling pow’r, Empty treasures, Fleeting
pleasures, Ne’er shall tempt or charm me more.
Faith inviting, Hope delighting, Nobler joys we
now pursue].”

Gy —

I Pope also wrote the scenario for Semele (1744),
based on a previously known libretto by William
Congreve, in its turn, written on the basis of motives
from Ovid’s Metamorphoses for the opera with the same
name by John Eccles. It appeared about 40 years prior to
the completion of Handel’s Semele.

2 Psalm 102:1. The prayer signifies addressing
oneself'to God and a call for help, whereas an outcry [cry.
— G. K.] means a request for something [1].

3 L. Kirillina calls Hercules “an ingenious musical
tragedy” [4, p. 70]. The researcher asserted herself in this
opinion 10 years after its representation by the author of
the present study [5, p. 31, 56].

4 Morell was the author of the librettos for all of
Handel’s late oratorios: Judas Maccabeus, Occasional
Oratorio, Alexander Ball, Theodora, Jephtha, Solomon,
Joshua, Hercules’ Choice, as well as the third version of
The Triumph of Time and Truth.
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Based on Morell’s specific line of thought in
the librettos of Handel’s late oratorios, one may
observe two tendencies situated on different planes:
the lamenting and the religious; these turned out to
present two sides of a single moral and psychological
issue situated at the pinpoint of the aesthetics of
moral classicism.

Upon examination of the collaboration between
the composer and his librettists we perceive that their
work on the librettos revealed the evolution from
dramatically active interpretation of the plots to the
tragic and lamenting-psychological variety with a
considerable intensification of religious didactics.
Along with this, the study of Handel’s oratorio
librettos brought out the lyrical-philosophical line,
connected with allegorical plots. The turn to the high
ethical ideas generated a predicatory pathos. Handel
turned out to be not only an active participant of
the combined creative process together with his
librettists, but their undoubted spiritual leader.

The author of the article wishes to express his
heartfelt gratitude to the Handel scholar and researcher
of the genre of the oratorio Irina Konson for the numerous
valuable comments and considerations expressed by her
during the period of preparation of the present material
for publication.

NOTES —o(<

5 According to R. Smith the thoroughness in the
creation of the literary basis for the oratorios was in
many ways conditioned by the circumstance that both
librettists asserted the inherent value of the libretto, in his
evaluation, developing the Dryden tradition. Both Morell
and Miller objected against the thoughtless subservience
of the librettos to the whims of musicians, because of
how this affected the artistic level of the entire work. It
is not impossible, nonetheless, that a certain role in the
perfection of the quality of the librettos particularly of
Handel’s oratorios was played particularly by particular
commercial considerations, since, unlike Jennens, who
could allow himself to offer to the composer the libretto
of Belshazzar as a present, both holy fathers (despite all of
their successful material circumstances) were financially
motivated by working with the composer, although their
honorariums could not exert a considerable effect on
their conceptions [16, p. 30, 31].
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oTpynHHUYecTBO leHmens c imbperTHcTa-

MM OpaTropuil SIBISIETCS OJNHOW M3 IIaBHBIX

MpoOJeM B CTPEMIIGHWH BBIABUTH IPHH-
LUIBI TBOPYECKOTO IIpoIiecca KOMIO3UTOPA, XOTS
. Bappoy3s cuutaer, yto [ eHaenb BecbMa caep kaH-
HO OTHOCHWJICSI K pa3paboTKe JNTepaTypHO-Ipama-
THYECKON OCHOBHI [7, p. 372]. OgHako, aHAIH3UPYS
HCTOPHUIO co3naHus oparopun «Caymy, ya¢HbIN TH-
meT, uto Juopertuct Y. JxenHens u cam [ eHnens,
Bomutomas peBHOcTh Cayna, «BMECTE IOCTaBHIIN
e€ Ha QyHIaMEHT SIpKO KapTHHBI HEKOHTPOJHpPYe-
MOTO HPAaBCTBEHHOTO Ma/I€HUSI KOHKPETHON JIMIHO-
ctu» [Ibid., p. 244]. OGa ouu B centsi0Ope 1738 roma
«THIATEIbHENUIITIM 00Pa30M aHAIU3UPOBAIHU MAPTHU-
Typy “Caymna”», u Onaromapst X B3aNMOAEHCTBHUIO
KOHEYHBII pe3yaprar BO MHOroMm Bbmmrpan [Ibid.,
p. 246].

bonee Ttoro, k. BapHbIO mUIIET, 4TO KOTAa
SHEpPruuHblii aupekrop KoposeBckoro omnepHoro
Tearpa XaiimapkeTr B Jlonmone AapoH Xwin emé
1o coznanus «Caynay npemioxun [ enaento quHa-
MHU3HUPOBATh MEPBBIN akT uctopuu o Cayne, lasune
n Nonadane xak nprMep BO3MOKHOU OmOnenckon
npamsl, ['eanens u JkeHHEH3, 3aMETHM, 00a TIPU-
HSJTH BBI30B Xwiuta. M 9To0BI pa3BUTh aHIIIMICKYIO
OpaTropuio, OHH 06a BHECIH B HE€ HOBBIE YEPTHI
B3aUMOJICHCTBUSl XapaKTepa U KOMIIO3UIIMOHHOU
CTPYKTYPpHI [6, p. 63].

. Yanr yBepeH, uro pabora [enmens u au-
OperTtrcTta TOBOpWIA OO0 WX TIIYOOKOM 3HAHHWH
MPUHIMIIOB CTPYKTYphI mubperTo [8, p. 1]. Cepx
TOTO, KOMIIO3MTOpP aKTHUBHO BTOprajics B paboTy
nubpertucta. M3 muceMa [xxernensa ot 19 ceHts-
Opst 1738 rona ieMsIHHUKY W3BECTHO, UTO | eHenb
B mubperTo «Cayna» MEHsJT MECTOIONOKEHHE OT-
JENbHBIX HOMEPOB. B wacTHOCTH, XOp «AITIITYHsD
¢ koH1a | nefictBus oH iepenéc B huHAI OpaTopuH,
0OBSICHUB, YTO MHAYE OHA MOIJIA KAa3aThCSI CIUIIKOM
TUTHHHOH [2, p. 158—159].

CrenoBarenbHO, KOTa pedb a0 JIOTHKe Qop-
MBI Y IJJABHOE — Kacajach COAEp)KaHHs, B 0COOEH-
HOCTHU NEPEXKUBAHUNA repoes, [eHnuens BKIIOYAICs
B paboTy Haj THOPETTO, peliasi BaXKHbIE KOHIIENTY-
ATBHO-3TUIECKHUE BOIIPOCH (00 sTMaeckoM y I'eHne-
a5 eM.: [13, p. 83]). He motomy 11, 9TO KOMITO3HUTOD,
HEOJHOKPATHO MEPEeXUB YIaphl Cyab0bI, CaM HCIIbI-
TaJl, KAK IMEHHO B TaKHe KPUTHYECKUE TIEPHOJIBI de-
JIOBEK MPE/ICTaBall B CBOEM HCTUHHOM OOTHYIbe?

g orBera Ha Borpoc 06 oTHomIeHNH | enaens
K paboTe Haj JTUOPETTO OCTAHOBHMCS HAa HEKOTO-
PBIX TOKa3aTeNbHBIX MPUMEpPax €ro COTpyAHHYE-
cTBa ¢ IMOperTHcTaMu. B Hayane cBoero TBopue-
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CKOTO TYTH KOMIIO3HTOP MOJB30BAJICS TOTOBBIMHU
TUOPETTO, TMPUMEPOM KOTOPBIX MOXKET CIYXKHTb
TEKCT U3BECTHOrO Hemelkoro nosta b. I'. bpokeca.
Ero cruxotBopHOE JIMOpETTO 00 MCTOpPUU XpHUCTa
06110 OMyONHKOBaHO B 1712 romy. A cIycTs MouTH
4 ronma I'ennens Hammucan «Ilaccnonst mo bpokecy»
[7, p. 79]. Ilo cpaBHEHHIO C MPEAIIECTBYIOIIIMEI
HEMEIKUMH TI03TaMH, Hanpumep, MeHanTtoM (Min
MeHnaHTeCOM — JINTEpaTypHBIA IICEBJOHUM II03TA
K. ®©. Xynonpna), mubperro bpokeca 6puto MmeHnee
TSKETIOBECHBIM, MaHEPHBIM, CEHTHMEHTAJIbHBIM
Y OKa3aJIOCh HEIIOXO COCTaBIEHHBIM, MPOHU3AH-
HBIM €IMHBIM JEWCTBHEM C BBIPA3UTEIHHBIMHU JIpa-
MaTHYEeCKAMH du3onamu [3, c. 41].

[lepBeiMu nHOpeTTHCTAMH B AHIVIMH, C KOTO-
pPBIMH KOMITO3UTOP YBIEUEHHO paboTas B KaHpe
opaTopuH, CTaJld MO3THI, MPHUHAJIEKABIINE K TO-
JUTHYECKOMY KpyTy KOHcepBaTopoB [7, p. 452],
OTCTaMBaBUINX MPHUHLHUIIBI HAIMOHAJIHHOTO UCKYC-
ctBa Aunmu. OHAM W3 JTMOPETTHCTOB OpaTOpUU
«Amuc u lanares» (2-s1 pen. — 1718, 3-1 — 1732)
OKa3aJICid AHIVIMICKUN IPOCBETUTEND, JIUTEPATOP
u catupuk A. [Toym. K MmoMeHTy oOpaiieHus K qaH-
HOMY CIOXKETy yXe Oblja ero mepBasi — HEaroiu-
TaHCKasg — Bepcusi «Anuc, 'amares u [lomudem»
(1708), cozmannas I'enmenem na mudbperTo H. JIxy-
Bo'. JIByMst apyrumu uOperrucramu «Anuca u Ia-
naren» ObUTH 1T03T U npamarypr JIx. e, Hanrcas-
muii OOJBIIYI0 YacTh 3TOTO JIMOPETTO, U YIEHBIH,
MeNuK, JuTeparop-catupuk k. ApoerHor. Mx yu-
Operto I'eHzenp Torna Jierko pa30aBUil My3bIKallb-
HBIMU HTATBSHCKUMH BCTABKAMH.

B MupHOM coTpynHHUYecTBE IpoTekana padbora
lennmenst u ¢ kapauuanoMm b. IMambuim, xoTopbiid
¢daxTryecku cpasauBai ero ¢ Opdeem [11, p. 26],
a MOJIOZOH KOMITO3UTOP, XOTS M He 00O0JbIIaJCs Ha
3TOT CY€T, HAIKCAJ IS KapJUHAaIa HECKOJIBKO KaH-
tat. [lam¢unmu ObUT aBTOPOM JTHOPETTO IIEPBOH pe-
nakuuu oparopun « Tpuymd Bpemenu u IlpaBab»
(Pum, 1707), mo KOTOPOH KOMITO3UTOP BIIOCIE-
crBuH caenan emé nee Bepcuu (1737, 1757). Takoe
BHHMMAaHHE K aJUIETOPHYECKOW OpaToOpvH, BKIIOUAs
«O Pagocru, INewanmu u YMmepeHHOCTH» (JIHOpET-
to Y. J[xennensa), «Bwibop ['epaxmay (mmbperTo
T. Mopenna), CBUIAETEIBCTBOBAIIO 00 YCTOWYHUBOM
untepece [ennmens k ¢purocodcko-Ha3uaaTeIbHON
TEMaTHKe.

K pabote Hanm nubperTo Oparopuii, co3m1aBaB-
muxcs B 1730-x rogax, I'eHmens oTHOCHICS Oolee
TpeboBarenbHO. OCHOBHBIM €ro JHOPETTHCTOM
B OpaTOpHajbHOM JKaHpE LEHTPAIBbHOTO MEeproaa
(1738-1744) cran Beimatomuiics mactep Y. [xen-
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Hens. P. CMUT nuieT, 4To B UCKYCCTBE OH OBLI ITPo-
TPECCUBHOM (HUTypO, XOPOIIO U3y4YMI IpaMaTyp-
ruto llekcrnimpa, cobpaHue COYMHEHMI KOTOPOTO
BIIEpBBIE B TO BpeMs u3nai B bpurtanuu [17, p. 3].
Penaxtypa meec lllekcnupa, mrybokoe 3HaHUE JIH-
TepaTypsl — BCE 3TO, BO3MOXHO, HE MOTJIO HE CKa-
3aThCsl Ha TpareMWHOW TPaKTOBKE JIMOPETTO T'eH-
JIETIEBCKUX OPaTOPH.

Pabora Ienpens c¢ J[)KeHHEH30M 0003HAYH-
Jla TIOBOPOT B MCTOPUHU TEHIENEBCKOW OpaTOpHU.
«Cayn», kak nuieT bappoys, cran nepBbIM MPOU3-
BEJICHUEM, «PEaJM30BABIINM IIOJHBIA MOTEHIIMAI
TaJAaHTOB KOMITO3UTOPA, COBMECTHUB BO3MOXKHOCTHU
JUTSL pacIIMPEHHBIX aphil U XOPOB CO CBA3HOM Jipa-
MaTyprueu U CHJION XapaKTepHOTO ONKUCaHUs, KOTO-
poe mo3BonnIIo [ eH1enio MOTHOCTRIO HCITOB30BaTh
CBOM omepHBIN onbIT» [7, p. 242]. JIubperro k «Ca-
yAay» MpeaoCTaBUio [ eHAET0 MHOTO KOHKPETHBIX
BO3MOXKHOCTEH IOYHPAXHATHCS B MY3bIKAaJIbHOU
(danTa3uiHOCTU. YUUTHIBas KOHTEKCT, 3TH HOBO-
BBEJICHUS HE OBUTH YXMIIPEHUSMH, OHH CIYKHUIU
CPEICTBOM yCOBEPIIEHCTBOBAHUS CIOXKETa, BHICTpPa-
uBanu oOpasuyto Apamatypruio [Ibid., p. 244].

Takum 00pa3oM, MI0A0TBOPHOCTE cOt03a J[KeH-
HeH3a W [eHjens nposBuiach B TOM, 4TO Ooraroe
TBOPUYECKOE BOOOpaKEHHE THOPETTHCTA CITY>KUIIO
UMITYJIbCOM K NU300peTaTeIbHOCTH KOMITO3UTOPA.

TecHO coOTpyAHHYAM OHHU M B OPATOPUAX
«Meccus» u «Bantacap». HecmoTpss Ha TO, 4TO
JI>keHHEeH3 U3 IePBOUCTOYHHUKOB ITOJIH30BAJICA B OC-
HOBHOM bubnuei, mo3t, kak orMmeudaeT bappoys,
PYKOBOJICTBOBAJICSI «COOCTBEHHBIM BOOOpaKCHUEM
Y BUJICHHEM TOTO, KaK HAWIY4IIHM 00pa3oM MOTIH
OBITh WCIOJB30BAHBI BO3MOXKHOCTH TeaTpajIbHOMN
reHJIeNeBCKOM opatopum» [Ibid., p. 243].

OpHako THIECNaBHE, KOTOPBIM  OTJIMYAJICS
JI>keHHEeH3, NHOTIa MEIIAI0 UX COBMECTHOMY Tpy-
ny. K mubperro oparopun «Bantacap» oH Hamucan
ropaszio OoJbIlle CTUXOB, 4eM TpeboBasioch. [eH-
JICJICBCKHIA Jke aBTOrpad 3TOM OpaToOpUH CojepIKall
MHOXECTBO BHECEHHBIX JIMOPETTHCTOM JeTalu3U-
POBaHHBIX HCHPABICHUHN, «3aTparuBaBIIMX CIie-
HBI-OTIMCAHUs, CIIOBECHBIH TEKCT M MY3bIKAJIBHYIO
nexaamanuioy [Ibid., p. 280].

B nenom B pabote Hag «Banracapom» [eHnens
BBIMIOJIHATT POJIb JKECTKOTO pEaakTopa, CAEPKU-
BaBIIEr0 HeyEMHYIO (aHTa3uio JTUOPETTHCTa, HO
B OJHOM OHM OKa3ajlCh EIWHOAYIIHBI: YCHIHIU
Ha3HUIaTEIBbHO-ITHYECKYI0 OCHOBY OHOIEHCKOro
HMCTOYHUKA IMOCPEACTBOM BBEACHHS CKOPOHBIX 00-
pa3oB MarepHu BaBHJIOHCKOro mapsi — Hwurokpuc,
a taxke [00pust — orita youtoro Banracapom Bou-
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Ha, TyXOBHBIM BOXKIEM KOTOPBIX CTall Mpopok /Jla-
num. Tak, B ero apun «Lament not thus, O Queen,
in vain!», e on yremaeT Hutokpuc, roBoputcst 06
HUCTUHHOW CyTH nobponerenu: «He mmads, napwuia,
roprsko Bcye! To moOpoaeTeNnbHBIX yael — Kak mpa-
BeaHo [ocnoas Benen (!), Tak MyCTh CTEHAHbA UX
MUHYIOT. I pex BaBuiioHa pOK peBHYET; JOCTONHBI
B3BIIIAT YTEIIEHbS — B MUPY HalIyT OTIOXHOBEHBE
— Wb B BEYHOCTH X KOPOHYIOT» .

MopaiibHOe KE Kpemo MpPOpoKa BBIPAKEHO
B apuu «O sacred oracles of truth» — «Casien, o,
HUCTUHBI O€CIICHHON TTPO3PaYHON PaJOCTH PacIBET!
Tel gHSAMH BCACTh yCTa HAMOJIHUWIIb, a HOYBIO
IyMBI B COH KJIOHUIIb. OTBEprHET Jap KTO Aparo-
LIEHHBII — AYIIU IIPE3PEET CAMOLIBETY.

Hecmotpsi Ha MPOAYKTUBHOE B IIETIOM COTPY/-
HU4eCcTBO C J[KeHHeH30M, [eHmenb, BCIEICTBHE
BECbMa HENPOCTHIX C HUM OTHOIIEHUH, OXOTHO
3HAKOMMJICSI C IPYTMMHU JHOPETTUCTAMH, HaIlpH-
Mep, ¢ H. XaMuinbsToHOM, KOTOpBIM BIOCIEACTBUU
cTaun ero apyrom [7, p. 236]. [loat, mo muenuto Kos-
TepuH X000c, B OTIIMYKE OT co3/areiei JIUOpeTTo
WTATbSHCKON OTephl KaK pa3BIeKaTeIbHOTO XKaHpa
Ha HETIOHSATHOM /I aHIIMYaH S3bIKe, 00paTHiICs
K Tparenun J[x. Munsrona «CamcoH-0oper, Te
B Ilepeaye TParndeCcKux YyBCTB Ieposi MPOSIBUIIACH
u aproOnorpaduueckre depTel modTa. Ilomoiias
K TEKCTY OCOOEHHO CepbE3HO, XaMHIIBTOH MPOHUK
B OMOLIMOHAIIFHOE COCTOSTHHE [EHCTBYIOIIMX JIHILI.
CaMcoHa OH 3amedarsiesl B TEMHHUIIE W COCPEHOTO-
YIJI BHUMaHUE Ha €ro JYIIEBHBIX MyKaX W CIIEIo-
Te, a 3aTeM IOKa3aJl, KaKk ¢ mpuxoaoM Jlammisl ero
CTpajiaHusi OBLIN MEPEXKUTHI ¢ HOBOH cHiI0i. UTOOKI
BBISIBUTh HEHCKPEHHOCTh (DHIMCTUMIISTHKH, Xa-
MWIBTOH B €€ pedd BBIJEIUI HanOosee 3HAYUMEbIC
CJIOBa MHJIBTOHOBCKOTO TEKCTa «YyCIBIIIb MEHS»
[12, p. 50], xoTOpbIe 1O CKPBITOW CHIIE MX BHYIIE-
HUS, Ha HaIll B3TJISI/I, COIIOCTABUMBI C TIPOCHOOiA, 00-
paménnoii k BeeBpimuemy. Tak, B [lcamome 101:1,
IIOMHMO TIpopodecTBa 00 MyneHcKoM Hapofe, Co-
JEPKUATCS MOJIb0a 0 OOXKeCcTBEHHOH mmoMorTu: «lo-
CIIOZH, YCIBIIIH MOJTUTBY MOIO, M BOTIb MOH K TeOe
Ja IPUAIET’.

AHanm3upyd JHOpeTTo XaMWIbToHa, Xo00c
CIPAaBEIJINBO OTMEYAET, YTO TOT MUHUMUIUDOBATL
BUHY QuUIUCMUMIAHKU, 1TaB BO3MOXKHOCTh €U 3a-
LIIUTHTH ce0sl 3aBepeHUsIMH B HCKPEHHOCTH CBOMX
4yyBCTB. bynro oco3HaB cBoro BuHY, [lanmna ymons-
et CaMcoHa, 9TOOBI TOT €€ BBICITYIIIA.

l'enpens xe cmenam BcE, YTOOBI ycuaumo eé
6uHy. DTO YCWJIEHWE BUAWTCA B TOM, YTO MOJIIb-
6a Hammmer, obpaménnas k CaMCOHY, B OTJIUYHE,
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cortacHo Xo00c, OT TeKCTOB MMIIETOHA U B OCO-
O6eHHOCTH XaMWIJIBTOHA, HalleleHa He Ha OlpaBla-
HUE COOCTBEHHOM BHHBI, OT Yero [lanuia sjieraHTHO
YXONIHUT, a Ha obemranue Toro, kak CaMCOHY MOXET
OBITH C HEll XOpoIIo, TPUYEM MONOOHYIO TOMBITKY
MAaHUITYJISIAA TTOBTOPSIET MHOTOKPATHO, TOCTOSH-
HO TIpHBIIEKas BHUMaHHE K CBOEMY CIIaJKO3BYyYHO-
My TOJIOCY, B CBSI3U C U€M IIPHU3BIB 00OJIBCTUTEIHHU-
16 CTAHOBUTCS HECKOJIBKO HABSI3UHUBBIM.

W neiicTBUTENBHO, TAaKO€ BIIEYATIECHHUE B MY-
3bIKE CO3JIAETCS 3a CUET YaCThIX BOKAJIBHBIX U MH-
CTPYMEHTAJBHBIX BBIWICHECHUN W3 HUCXOISIICH
CEKBEHIIUH, MPOU3BOIAIIUX IPPEKT CHPOTIMBOTO
5Xa. B 3TOM HaBA34YMBOCTH HCCIIENOBATENIb BUJIUT
HaMEKM Ha HEUCKPEHHOCTh Jlanmibl — CIUIIKOM
YK JIETKO OCYIIECTBIISIETCSI CMEHA HaCTPOEHHI B €
cnenytromieit apun «To fleeting pleasures make your
court» — «Ku3Hb KOpOTKa, YIOBOJILCTBUS MIPEXOIS-
M, JToBU MoMmeHT» (D dur). IlosTomy TeHeneB-
ckyto [ammry c e€ mpussiBamu X000C XapakTepu-
3yeT Kak OoJiee MpSAMOIUHENHYI0, yeM y MunbToHa
u TeM Oojiee XamunbToHa [12, p. 53-54].

Yerpemnenns: Janunsl moTpeOoBaiy 3THUECKOM
OLICHKH, KOTOpas JaHa B pa3BEPHYTOH HPABCTBECH-
HOW iathopme, chopMyIMPOBaHHOM B apru Muxu
(B opuruHasie mopy4eHHoll M3pannsTsHKe — col-
pano): «It is not virtue» — «He gobponetens [, 100-
JIECTh, YM WIIb CBETa ONlarofarh, MPEKpPacHBIX JIEB
cepAla CBoM MoOynaT HaM oTaaTh. Kapkac KIIOHHT,
YTO BBIOODP 3pUT — PEUICHhE TPUHUMATD; TAIET JIFO-
OOBb B MEUTAHHUSIX CaMOM ceOs J1003aTh |».

Hcxons uz 0030pa pador ['enpens ¢ JxkeHHEH-
30M © XaMHJIBTOHOM, CTaHOBHUTCS OUYEBHIIHEIM,
4TO B HUX COTPYAHHYECTBE JIHOpETTO mpUoOpe-
JI0 JApaMaTUYeCcKU-IEHCTBEHHbIE W BMECTE C TEM
CKOpOHO-Tparndyeckue 4uepThl. B pesynprare ObLTH
CO3JIaHbl IIyOOKHE TICHXOJIOTHYECKHE XapaKTephl,
KOTOpBIMHA [ €HJenp «IeKCITMPU3NPOBAI» Oparo-
puto.

Hepenxo nubpeTTrcTaMu B FeHIENEBCKUX Opa-
TOPUSX OKA3bIBAINCH CBSIIICHHUKH C HEMAaJIbIM
JIUTEpaTypHBIM OonbITOM. B cepenune 1740 romoB
TakOBBIMH SBWIHCH J[kK. Mwmiep (aBrop aubper-
To K oparopuu «Mocud u ero opares») u T. bpoy-
TOH (cocTaBuTeNb JuOperTo «[epakna»). B padore
¢ I'eanenem, kak numrer Jlecnmu Pobapre, oba mu-
OpeTTHCTa OKa3ajJKCh BOBJIECUECHHI B JINTEPATYPHbBIE
MIPOEKTHI, KOTOPbIe TTOOYIMIIM KOMITO3UTOpA JIeJaTh
B WX CTUXaX pa3HbIe CTPYKTYpPHBIC MEPEKOMITOHOB-
KU W UCTIPABJICHUSI.

B Hauane corpynHuuectBa Muuiepa c I'en-
neneMm (1731) mOAT OTHOCWIICS K KOMITO3UTOPY
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kputnaHO. OH cuuTal, 4to ['eHens JomKeH ObLT
BEPHYTHCS K NEPCEIUIOBCKUM HeajaM, a He clie-
JI0BaTh HAIBIIIEHHOMY HWCKYCCTBY, HACa)KCHHOMY
WHOCTPAaHHBIMH «IIEBUYKAMI» W «BOKAIIOKKAMI,
BBIJIABABIIUMH 32 OJIATOPOIHBIA CTHJIb BHEITHIOKO
pa3BJEKaTENbHOCTD «II0Y». Takas kputuka ['enpae-
151 Ipozokanack A0 1735 roza, moka He MOsIBUIIACh
ero oparopust «[IpazaHuk AnekcaHupay, MoJI0KeH-
Hasl Ha CTUXM aHIuickoro noata JIx. Jpaiinena,
TO €CTh KOTJa B KayecTBE MCTOYHHUKA JHOPETTO
cTajla MCIONb30BaThCsl HAIIMOHANIBHAS JTUTEPaTypa
[Ibid., p. 140].

Oparopust «Mocud u ero Opares» (1744), roe
MOKa3aHbl JIBe CIeHBI B TIOpbMe — Hocuda u ero
crapmiero 6pata CUMeOHa, OTIIMYACTCS NOGbIULEH-
HbIM NPONOBEOHUYECKUM NAGOCOM, KOTOPBIA BBI-
paKEH B HPABOYYCHHUSX, MPOCIABISIONIUX MOTY-
mectBo Co3nmarens. bor pacmopsixaeTcs: cyar0amMu
npaButeneit mupa (MomuTBBl Xopa «O God, who
in thy heav’nly hand» — «O Bor, B pyke HeGecHO
9TO [3aMKHYJN cepama mapei moryuux |» u «Ilose-
JUTENb BEYHBIH Heba [, 3HaelIb, TSHKKO MPECTy-
IJICHBE|»), HaXoAsAImUMuUcS B y3wnuiie Mocudom,
a morom CumeonoM. [Ipu 3TOM B OpaTopuu mpe-
BO3HOCHUTCSI CKpOMHOCTh (Oecena Mocuda ¢ dapa-
oHoM «Oh mighty Pharaoh!» — «MoryiecTBeHHbIH
naps! TIpuHAUIEKUT HE MHE TO3HAHBS IYTh, HO
Heb6ecam, n mums [ocmons [lpenBeunsiii mo mu-
JIOCEP/IbI0 CBOEMY OTBET CHOCOOEH JaTh» M Pasro-
Bop xeHbl Mocuda Azenar ¢ @anopom: «Phanor,
we, mention not his highest glory» — «®anop,
HE OCKBEPHHM K€ BCYE €r0 Mbl BBICIIY CIIaBy»),
a TaKKe CaMOTIOKEPTBOBAaHUE paau ONMKHETO (MO-
pamuzupoBanue Cumeona «Give, give him [father]
up the lad» — «OtmycTy K OTIy TOTO, BOBEK, B KOM
JKH3HH CMBICII €T0, IyCTh BHINBIO S CTPAJJAHUN JHO
TOU Kapbl — IPOYHIIH JIJISI HETO).

B xopax xe eruntsH «Ilmmortal pleasures
crown this pair» — «Jlapyi KOpoHy BEUHBIX HACIaX-
nenmit» U «Hail, thou youth, by Heav’n belov’d!»
— «[IpuBer Tebe, roHOWmA, MOONMBIH Hebecamu!
[yAMBHUTEIbHASI MyAPOCTH TBOS TEIIEPh J0Ka3aHa! |»
3ByudT BocxBaneHue Mocuda u Azenar kak 6oro-
M30paHHBIX.

Takast MOII[HAS PONIOBEAHNYECKas IUTaThopMa
B muOperTo Mujuiepa oTBedana cyTH OMOIeHCKOTO
otkpoBenust «1 6611 ['ocnions ¢ Mocudom», dysau-
POBaHHOTO 3/I€Ch MTOKAa30M CBOEOOPA3HOTO KOIEKCa
no0OpozeTeel, Ha KOTOpbIE, 10 BCel OUeBUIHOCTH,
OBbLT OPHEHTHPOBAH I'CHJICICBCKHI COBPEMEHHUK.

T. BpoyTony TpynHO OB17I0 pabOTaTh C BOJIEBBIM
l'eanenem Han oparopueit «lepaxm» [15, p. 145].
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IIporecc, BeposSITHO, OBUI TOBOJIBHO MPOOIEMaTHY-
HBIM. B nmubpeTrTo mpuxoauiochk Mckarh Hambosee
IpueMJIeMbIe OTBETHI Ha TPeOOBaHHU KOMIIO3UTOPA,
MIOCKOJIBKY 3Ta OpaTOpHs HUKOT/Ia HE MMeJia 3aKOH-
YeHHBIX (HOpM, J1axe Korna Oblia ocTaBlieHa BIep-
Bble. 11 Tem He Menee «lepakm» bpoyrona — I'en-
Jiesid BOIIEN B HCTOPHIO Kak oOpasel] BeTnyanIien
tparequn®. JI. Pobaprc cumMTaeT €ro «rparemmeit
MHUMOTO nipemoboaesaus [Ibid., p. 145], bappoys
XapakTepru3yeT Kak KJIACCHYECKHUW MpUMeEp Tpare-
JIVH, TIOCKOJIBKY pPa3BUTHE 00pa30B TNIABHBIX Iepo-
€B UMEET TParudecKyro pa3ss3ky [8, p. 2]. II. Jlaanr
OIICHHMBAET €ro B KOHTEKCT€ MCTOPHM KaHpa Kak
KyJbMHUHALIMIO B IMO3AHE0APOYHON MY3BIKATbHOMN
npame [14, p. 524].

V. JuH, npoBozas napauieny mexny [desHupoit
Codoxna B ero tpareqnu « TpaxuHSHKN» U Tepou-
Hell bpoyToHa — I'enpens, OKa3bIBa€T, HACKOJIBKO
B oparopun €€ cyap0a OKa3bIBae€TCS TparnvHee.
VY Codoxmna [esaupa uMeeT NPsSIMYIO MOTHBAIHIO
peBHOCTH, a €€ THOenb Y4YEHBIH BUAWUT HCKIIIOYH-
TEJIbHO B pe3yJbTaTe HeCUacTHOro ciyyas. Y len-
JIeNd )K€ TepOHMHSI CO3HATeNbHO BeAET cels K Ka-
TacTpode, UCTOYHUKOM KOTOPOW OKa3bIBaeTcs eé
coOcTBeHHOE BOOOpakeHWe. B cBs3m ¢ aTHM, 110
MHeHUIo J(uHa, Bps U MOKHO HAWTH KOHIIETIIUIO
Ooree TparmyHylo, Y€M 3Ta, CO3JaHHas MY3BbIKaH-
tom-reruem [10, p. 417].

W 310 HE cayuaitHo. MHOTOE B HEH OOBSICHSICT-
cs mbperto «I'epakiay. B 4McI0 €ro HCTOYHUKOB
(«epounpry OBuamsa u «Tpaxuusukm» Codokia,
«l'epkynec Ha Ote» Ceneku u «lepakm» II. Mat-
ThiO, THe JlesHupa mpeBpamieHa U3 caMOyOWHIIBI
B CyMAaCIIEAMIYIO, B CBSA3H C UeM €€ XapaKTepPUCTHKA
SBIISIET CBOEOOPA3HBIN KOMIIEHINYM METUIIMHCKIX
MHEHUU O cyMacIiecTBUU) bpoyToH mo0aBui Ha-
OJroZIeHNs1, 3aMMCTBOBaHHBIE U3 TIPAKTHKH O0paliie-
HUSI B TIOPBME C YIIEBHOOOJIHHBIMH, TJI€ MX IIJIETh-
MU U IIyTaMU JTOBOAMJIM JIO HEPBHOTO HCTOINEHUS
Y KOMX OH IIOTOM B CBO€H MMaCTOPCKOM MPaKTUKE UC-
IIOBEA0OBAJ Iepes cMepThio. KpoMme Toro, moaT BBéEN
MarepHalibl CBOMX JIEKIINI Ha TeMy «DHeua» [[paii-
neHa (kernesHsle moctenu u nenu Gypwii B [lomse-
MeJbe, KoTJa Tyaa ciyckancs Juei) [15, p. 157].

Takum o0pazom, bpoyTon 060CcTpuT KOHGIUKT-
HOE COAepKaHWE TPHUBICUEHHBIX B OPATOPHIO
MCTOYHUKOB 3a CYET BHEPEHHUS B HUX y>KACAIOIINX
peaMCTHYECKUX MOAPOOHOCTEN M MH(PEPHATBHBIX
3JIEMEHTOB, BCJIEACTBHE YEro CIUIaB TParHdeCcKHux
00pa30B, BBIPAKEHHBIX B IOIYOE3YMHOM COCTO-
aHAN JlesHUpBI, Tepeaan YHUKaJIbHOE B MY3BIKE
TOTO BPEMEHH IMEepeKUBAHIE pa3pa3uBIIeiics KaTa-
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cTpodBbl, OKa3aBIIei pa3pyIIUTEIbHOE IEHCTBIE HA
€€ IICUXHUKY.

C 1747 roga MOCTOSTHHBIM JTHOPETTHCTOM TEH/IE-
JIEBCKUX OpaTopui craj cBilieHHUK Tomac Mopen,
OpyT IBYX 3HAMEHHUTBHIX aHIIMYaH — XYIOKHHKA
V. Xorapra u mekcnuposckoro aprucra Jl. I'appuka.
Mopenn kak mpeanonaraeMplid TuopeTTuct I enmens
ObUT TIpe/CTaBiIeH €My NPUHIIEM Y3JIbCKUM B Ce-
pemure 1740 romos’. C stum moatom [eHmens ObLT
B OYEHb XOpOIIMX OTHOmIeHusx [6, p. 451], xorsa
JaJieko He BCE B MX COTPYOHUYECTBE OBUIO IIIAJIKO.
[Ipumep pazmpakarorero mapTHEPCTBA OBLT 3aITd-
caH Mopeuiom, UCTIBITAaBIIUM Ha cebe, kak [eHnensb
MIPOKJIMHAN O0MITHE AIMOMYECKUX PUTMOB, ITOCIIE YETO
yCTaBIIMK 1 ONaropoHO-TIOKOPHBIN TO3T CKOPPEK-
THUPOBAJI PaCKPUTUKOBAaHHBIN cTuX (I'eHmens Bcerna
JieNiall 3aMeYaHWs BCTBUIBYMBO M TEMIIEPAMEHTHO)
[15, p. 145]. TotoBHOCTH MOpEIIIa MTHOBEHHO 3aMe-
HUTP B TEKCTE OJHU (Ppa3bl APYTHUMH JIeNIala X COI03
HEOOBIYAHO Pe3yIbTaTUBHBIMC.

C nosiBnennemM Mopenia B TeHIEeIeBCKUX Opa-
TOPUSIX CTajla JIOMUHHUPOBATh CKOPOHO-Tparmde-
CKasi TPAaKTOBKa CIOKETOB. B HUX MOTHUMAIUCH
BOMPOCHI KU3HU M CMEPTH, POITU TUIHOCTH B HCTO-
puH, a Takxke cyapObl U ciydas. Bce oHM ocMbic-
JINBAJIMCh CKBO3b IPU3MY PEIUTHO3HOM STUKU. [ €H-
nennb B pabote ¢ MopesuioM, Kak u ¢ JPKeHHeH30M,
MpOsIBIII ce0st 04eHb aKTUBHO. bappoys, HecMoTps
Ha IIEPBOHAYAJIBHOE CBOE 3asIBJIICHHUE O CAEP’KAHHOMN
ponu I'ernens B pabote Haa TUOPETTO, THUCANT TaK:
«TpyaHo moBepuTh, 9TO KOMIIO3UTOP CaM HE CTOST
3a IepeMeHaMH1 TEKCTa B CIOKETHUKE U B CMBICIIOBBIX
aKueHTax... B “@eogope” OH OTBEpr BO3MOXXHOCTh
0e3001a4HOTO U TpUyMQalIbHOro GrHaja (OHA MOT-
n1a OBITH 3aJI0KeHa B THOpeTTo Mopeina) U, TakuM
oOpasom, [ eHienb TOBTOPHII TOT K€ MIPUHIIUII, TTPO-
auBmImiics [panee. — /. K.] B “Tamepnane”, “Op-
nauao” u “Comomone”» [Ibid., p. 338].

Hepenxo xommo3uTtop mén Bnepenu TuOpeTTH-
CTa, HaUTPHIBasl Ha KIABECHHE OYAyIIHE SIH30/IbI
oparopuu, Kak, Hampumep, xop «Tak mamgyT TBom
Bparu, o, I'ocnone» u3 oparopun «Myna Makka-
Bei» [2, p. 212]. inu HacTanBai Ha CHATHH TEKCTA,
MIPOCJIABIISIBIIETO B (PMHAJIE OPAaTOPUU «AJIEKCaHIIP
bam» mobeny apmun B BOifHE — HACTOJIBKO HEIMPH-
STHBIMU OBUTH €TO accoruanuu ¢ TpuanaruneTHei
BOIHOM B [ epMaHuM, OTTOJIOCKU KOTOPO OMpadmiid
ero aetctBo [7, p. 321]. Pemaktupys auOperto 3T0#
oparopuH, KOMIO3UTOp c(oKycupoBan BHHUMaHHUE
Y Ha JIpyroil 0coOEHHOCTH — yCHJICHHH Tpareanu
Kieomarpsl B mpoTHBOBEC H3HAYAIEHON MOPEIITIOB-
CKOM KOHUEMIUHU MPOCIABIEHUA WUCTUHHOW BEPHI.



G/\S\

MeXxAyHapoAHbIM oTaAeA ® International Division

2018, 1

Takoil CMBICIIOBOM aKIIEHT MO3BOJIUI PACKPBITh €€
00pa3 Kak BOJICBOW TePOUHH, HE OTPEKAOIIEHCS OT
CBOMX JINYHOCTHBIX yoexaenuii [Ibid., p. 320].

CropOHO-Tparnyeckass TpakTOBKa JHOPETTO
B I'CHACJIICBCKUX OpaTopudax Jajla BO3MOXHOCTH
PACKpBITh B CIOJKETE HE CTOJNBKO JICHCTBHE, CKOJIBKO
3MOLIMOHAILHOE COCTOSIHUE TepoeB. Kaykaplii U3 HUX
MPU 3TOM HEMPEMEHHO BBIKA3aJl CBOE OTHOIICHUE
K noopozerenu. B oparopuun «Ueddait», roe B ca-
MbIH CHACTIIMBBIA MOMEHT XU3HU T'€pos pa3pakaeT-
cs1 karacTpoda, Ha MPOSICHEHNE STHYESCKON HJICH OT-
BezleHO 18 HOMepoB, B TEUEHHE KOTOPBIX BCeoOIee
CONPOTHBJIEHHE KIIsTBE ['amaaickoro BOX/Isi CMEHsI-
€TCs 0CO3HaHHBIM coracueM (apus Meddas «Waft
her, angels, through the skies» — «Ha kpbubsix BeTpa
JlyYHOBEHBSI [e€ HeCHUTE B 1aTh HEOECHY |»).

Takum 00pa3oMm, MPOTOBEIHUYECKAS CYII-
HOCTh, IPOSIBUBIIAsACS paHee B oparopun «Mocud
u ero Oparbs», B «Meddae» Bomuia B 6oiee akTuB-
HYIO CTaJUI0 TICHXOJIOTHYECKOTO BHYIICHUS IEep-
KOBHBIX MaKCHUM, ITOCKOJIBKY ITOHATHA I[O6p0):[eTeJ'H/I
3[IECh HE MPOCTO JCKIAPUPYIOTCS — KaXKIbIi ydacT-
HUK B OTHOIIICHUM He€ BBIpaXkaeT CBOE COOCTBEH-
HOE HPaBCTBEHHOE KPEJIO.

Cxonnast cuTyanusi HaOJIOIAeTCs B OPaTOPUH
«®Deosiopay, TAe Mocie MoKa3a TpSHYBIIEH Kara-
cTpo(bl B Havase ApaMaTypruu HAET npopacmariue
peNUTno3HO-3THYeCKOl uaen. U uem Oonblie oHa
HAXOJUTCS MO/ YIpo30ii, TeM (paHaTHYHEee 3alInIa-
eTCsl NIaBHBIMU TeposiMu. TakoBbI npenduHaIbHBIN
peunrtatu noapyru ®Deomopbr Upsusl «Ere this,
their doom is past» — «Teneppb cynpba npezaperie-
Ha [— yMpYT, 4TO0 J0Ka3aThb MOTYIIECTBO JIIOOBU
npes cMepThio» U peuntatie Oeomopsl «Deluded
mortal!» — «[O,] cmepTHBIN [cTOMKMIT] B 3a0iy-
xnenpr! He OyHT, 4TO B MCTHHBI XpaHEHbU — Oec-

ctpamHo bora Bo moutenbu, npen Kem, easa Jjib 4To
B JICP3HOBEHBH 3a0bLIM O MbI TIOBUHOBEHBE, XOTS O
Y THOETh — HATPaXKICHBE.

Penuruo3no-sTrdeckas ujies BBISABIICHA B BEIXO-
Holt apun ®eonopsr «Fond flatt’ring world, adieu!»
— «OOMaH4mB, JIbCTHUBBIA MHp, TpoImraid. Morrsb
VIBIOKH, CMEXa CHJIA, IIYCTHI JIapH, Yap CTPEMHUHA
— cepatie B30op oTBopoTuiio. B Bepe HblHYe yTomait
1 k Hamex e BocTbUTal, pagoCTh YyBCTB CTOJIH OJla-
TOPOJHBIX OOPETEM TOTIA MBI paii».

Ucxons w3 crnennuyaeckoro MBIIUICHUS Mo-
penta, B IMOPETTO MO3AHUX opaTopuid lennens Ha-
OJIFOMArOTCS JIBE JISKAIME B Pa3HBIX IUIOCKOCTIX
TEHICHIIUM: CKOpPOHAs ¥ PEIMTHO3HAs, KOTOpPHIE
OKa3bIBAIOTCS IByMSI CTOPOHAMH €TUHOU HPABCTBEH-
HO-TICUXOJIOTHYECKOM MPOOJIeMBbI, HAXOAUBIIICHCS HA
OCTPHE ICTETUKH MPOCBETUTEILCKOTO KIACCUIT3MA.

[To paccMoTpeHUU COTPYTHUYECTBA KOMITO3H-
TOpa U JTUOPETTUCTOB HaM TMPENCTaBISCTCSA, YTO
B UX paboTe HaJ JUOPETTO PACKPhLIACH IBOJIOLUS
OT JIpaMaTUYECKU-IEUCTBEHHON TPAKTOBKH CIOXKE-
TOB K TpareguilHOH U CKOPOHO-TICHXOIOTHYECKON
C CYIIIECTBEHHBIM YCHJICHUEM PEIUTHO3ZHOM U IaK-
Tuku. Hapsigy ¢ aTuM B opaTtopuanbHoOi THOpeTTH-
ctuke [eHaens BhIIEIHIACH TUPUKO-QUITOCOPCKas
JIWHUS, CBSI3aHHAS C aJJICTOPUUSCKUMH CIOKETaMHU.
B oOpaiiieHuu K BBICOKUM 3TUYCCKUM HIICIM POXK-
naJics mpornoseaanyeckuit madoc. [enmens okaszan-
Csl HE MIPOCTO aKTUBHBIM YIACTHUKOM COBMECTHOTO
C IMOPETTHCTaMHU TBOPYECKOTO MpoIiecca, a ux 0e3-
YCJIOBHBIM JYXOBHBIM JIHJICPOM.

Aemop cmamvu evipadicaem CcepoeyHyl0 NpUsHa-
menvHocmb 2enoenesedy Upune Koncon sa yennvie 3a-
MEUAHUsL U COOOPANCEHUS, BLICKAZAHHbBLE €10 8 Npoyecce
Nn0020MOGKU OAHHO20 MAMEPUANd K nyonuKayuu.

< MPUMEMAHUA (<

! Tloyn Taxoke co3nain cienapuii «Cemensn» (1744),
COCTaBJICHHBIN 10 M3BECTHOMY panee auoperto Y. KoH-
TpuBa, KOTOpOe OBLIO HAIHCAHO 110 MOTHBaM «MeTaMop-
¢o3» OBuamsa Ui OJHOMMEHHOW omepsl JIK. DKKi3a.
OHO TOSBUIIOCH TPAMEPHO 3a 40 JIeT 10 BOSHUKHOBSHHS
reujeneBckoi «CemMenbDy».

2 3peck U Jgajee MepeBol aBTOPa CTaThH.

3 Tlcamom 101:1. MonuTBa O3Ha4aeT oOpamieHue
k bory u nmpu3siB Ha oMo, a BOIwib [mwrad. — I K.] —
mpock0y 0 uém-mmbo [1].

4 JI. KupninHa HasbiBaeT «l epakiia» «reHHaIbHOM
My3BIKaJbHOH Tparemuein» [4, c¢. 70]. B momoOHOM MHe-
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HHUM WCCIEA0BaTeNb yTBepauiIachk ciycts 10 yer mocie
pernpe3eHTanny 3TOi HIeH aBTOPOM HACTOSIIIIETO HCCIIe-
noBaHus [5, ¢. 31, 56].

> Mopem1 cran aBTOpOM JHOPETTO IMOYTH BCEX
MO3AHMX TeHJAeNeBCKUX opatopuil: «Wyna MakkaBei,
«Oparopus Ha cinyyaily, «Anexcanap bam», «Deogopay,
«Heddait», «Comomon», «HMucyc HaBun», «Bribop Te-
pakia», a TaKxe TpeTbel pemakin oparopun « Tpuymd
Bpemenu u IlpaBasi».

¢ CormacHo P. CMmHT, THIaTETBHOCTH B CO3IAHHUHU
JUTEpaTypHOI OCHOBHI OpaTopuu ObITa BO MHOTOM
00ycIoBiieHa TeM 00CTOATEIHCTBOM, YTO 00a ITHOpeT-
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THCTA OTCTaWBaJH CAMOICHHOCTH JTUOPETTO, pa3BUBAs
B €T0 OIlIEHKE JApaiieHOBCKylo Tpaaunuio. 1 Mopem,
1 Muep pe3ko BO3paskaiu MPOTUB OC3TyMHOTO IOJI-
YUHCHUS TUOPETTO MY3BIKAHTCKUM HPUXOTSIM, TOTOMY
KaK dTO CKa3bIBAJIOCh Ha XYI0)KECTBEHHOM YpOBHE BCe-
ro mpowusBeqeHus. He HCKIIOYEHO, OHAKO, YTO CBOIO
POJb B YAYUYIICHUN Ka4eCTBa JIMOPETTO UMCHHO TCHJIC-

YyecKasl COCTaBIIIONIAsA, TaK KakK, B omin4yue oT JkeH-
HEH3a, KOTOPHI MOr ceOe IO3BOJHUTH IIPENOIHECTH
KOMIO3UTOpY JINOpeTTo «Banracapa» B momapok, oda
CBSTBIX OTHA (TP BCEH MX MaTepHabHOW oOecrieueH-
HOCTH) ObUTM (PUHAHCOBO KOMITO3UTOPOM MOTHBHPOBa-
HBI, XOTS CYIIECTBEHHOTO BIIMSHUS Ha MUX KOHIICIIIUH
TOHOpapsl OKa3bIBaTh U HE Moru [16, p. 30, 31].

JICBCKHUX OpaTOpI/Iﬁ urpaiaa I/IOHpeﬂeHéHHaH KOMMEp-
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