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Zgodba o vojaku je nastala med prvo svetovno vojno, ko sta bila skladatelj Stravinski 
in njegov libretist C. F. Ramuz brez tantiem (avtorskega honorarja), zato sta želela na-
pisati delo, ki bi ga bilo mogoče preprosto producirati (na primer v obliki potujočega 
gledališča). Ramuz, ki ni bil dramatik, temveč romanopisec, je napisal zgodbo, v sre-
dišču katere so pripovedovalec, igralec in plesalka – paradoksno gre torej za opero 
brez petja. 

Vojak Joseph Dupraz, ki se vrača domov z dopusta, med potjo vzame iz torbe violino in 
začne igrati. Nenadoma se mu prikaže hudič v podobi ostarelega popotnika. Spretno 
ga pregovori, da violino zamenja za čudežno knjigo, ki naj bi svojemu lastniku prinašala 
bogastvo in uspeh. Nato vojaka povabi na svoj dom, kjer naj bi ga tri dni učil igranja 
na violino, v zameno pa mu obljubi hrano, pijačo in prenočišče. Vojak privoli, ne da 
bi slutil posledice svoje odločitve. Ko se po treh dneh vrne v domačo vas, ga pričaka 
pretresljivo spoznanje: nihče ga ne prepozna, niti lastna mati. Trije dnevi so se namreč 
spremenili v tri leta. Šele tedaj dojame, da je ves čas bival v hudičevi družbi, in spozna 
strašno resnico: »Mrtev sem med živimi.« (»Je suis mort parmi les vivants.«) Obupan znova 
prisluhne hudiču, ki mu svetuje, naj uporabi čudežno knjigo. Z njeno pomočjo si kmalu 
pridobi neizmerno bogastvo, vendar ga to ne osreči. Njegovo življenje postane prazno 
in brez pravega smisla, zato se odpravi na novo pot, ne da bi vedel, kam ga bo vo-
dila. Nekega dne prispe v kraljestvo in tam izve za hudo bolno princeso. Hudič se mu 
ponovno prikaže, tokrat v novi podobi, in mu svetuje, naj se izdaja za zdravnika. Če 
bo princeso pozdravil, bo osvojil njeno roko. Toda za to bo potreboval svojo violino. 
Med partijo kart mu uspe hudiča premagati: namerno izgubi bogastvo, ki ga je prido-
bil s čudežno knjigo. Nazadnje si pribori nazaj še svojo violino. S pomočjo njene glasbe 
pozdravi princeso in kmalu se poročita. Toda hudič ga še zadnjič posvari: nikoli ne sme 
prestopiti meja kraljestva, sicer bo znova padel v njegovo oblast. Ko princesa pozneje 
izrazi željo, da bi obiskala njegovo rojstno vas, ji vojak ne more odreči. Tudi sam si želi še 
enkrat videti mater in jo povabiti, naj zaživi z njima. Verjame, da bi lahko združil preteklost 
in sedanjost, da bi hkrati imel vse, kar je nekoč izgubil, in vse, kar je pridobil. Toda človek 
ne more imeti vsega. Ko se približa domači vasi, izgubi tako princeso kot svojo violino. 
Hudič znova zmaga.

V Zgodbi o vojaku nastop pripovedovalca odreši odrsko dogajanje in glasbo nalo-
ge ustvarjanja dramatičnega procesa. Njuni dramaturški funkciji sta zdaj scensko-gla-
sbeno ponazarjanje tistega, kar je pripovedovalec povedal. Glasba se je osvobodila 
funkcije ustvarjanja dramatike tudi s pomočjo komornega orkestra, ki igra na sceni 
in s tem postane del scenarija. Glasbena govorica dela ohranja surov, oster izraz, ki 
odločno zavrne še zadnje sledi romantične estetike. V ospredje stopi ironičen in me-
stoma sarkastičen glasbeni svet, zaznamovan z nenehno spreminjajočimi se ritmičnimi 
poudarki, vztrajnim ponavljanjem ostinatnih vzorcev – enim od značilnih postopkov, 
ki jih je Stravinski razvijal vse svoje ustvarjalno življenje – ter disonancami, ki z ostrino 
zarežejo v sicer pretežno diatonično harmonsko tkivo. Prav napetost med navidezno 
preprostostjo tonalne osnove in nepričakovanimi ritmičnimi ter harmonskimi premiki 
ustvarja enega najbolj prepoznavnih zvočnih pečatov Stravinskega in pomeni po-
memben prelom z glasbenim jezikom poznega romantizma. 

L’histoire du soldat was conceived during the First World War, when Stravinsky and 
his librettist C. F. Ramuz found themselves without any royalty income. They therefore 
set out to create a work that could be staged with minimal resources (for example by 
a travelling theatre company). Ramuz, who was a novelist rather than a playwright, 
devised a story centred on a narrator, an actor and a dancer. Paradoxically, it is there-
fore an opera without singing. 

The soldier Joseph Dupraz is returning home on leave when he takes his violin from 
his knapsack and begins to play. Suddenly the Devil appears in the guise of an elderly 
traveller. He cunningly persuades the soldier to exchange his violin for a magical book 
reputed to bring its owner wealth and success. He then invites him to his home, where 
the soldier is to stay for three days and teach him to play the violin in return for food, 
drink and accommodation. The soldier agrees, unaware of the consequences of his 
decision. When he returns to his home village three days later, he is met with a dev-
astating revelation: no one recognises him, not even his own mother. The three days 



have in fact become three years. Only then does he realise that he has spent the 
entire time in the Devil’s company and comes to understand the terrible truth: “I am 
dead among the living.” (“Je suis mort parmi les vivants.”) In despair, he once again 
listens to the Devil, who urges him to make use of the magical book. With its help, he 
soon acquires immense wealth, but it brings him no happiness. His life becomes empty 
and devoid of purpose, and he sets off once more without knowing where the road 
will lead him. One day he arrives in a kingdom, where he learns of a princess who 
has fallen gravely ill. The Devil appears to him again, this time in a different guise, and 
advises him to pose as a physician. If he succeeds in curing the princess, he will win 
her hand in marriage. To do so, however, he needs his violin. He gets the better of the 
Devil by deliberately losing to him at cards and relinquishing the wealth he acquired 
through the magical book. He is then able to recover his violin. With the aid of its music, 
the soldier cures the princess, and before long they are married. But the Devil issues 
one final warning: he must never cross the borders of the kingdom, or he will once 
again fall under his power. When the princess later expresses a wish to visit his native 
village, the soldier cannot refuse her. He, too, longs to see his mother once more and 
invite her to live with them. He believes he can unite past and present, possessing at 
once everything he has lost and everything he has gained. But no one can have ev-
erything. As he approaches his home village, he loses both the princess and his violin. 
The Devil triumphs once again.

In L’histoire du soldat, the presence of a narrator frees the stage action and the music 
from the task of carrying the drama unaided. Instead, their dramaturgical function is 
to give theatrical and musical expression to the narrator’s account. The presence on 
stage of a chamber orchestra further reinforces this approach, as the ensemble itself 
becomes part of the dramatic action. The musical language of L’histoire du soldat 
retains a raw, uncompromising edge that resolutely rejects the last vestiges of Roman-
tic aesthetics. Instead, an ironic, at times even sarcastic musical world comes to the 
fore, characterised by constantly shifting rhythmic accents, the persistent repetition of 
ostinato patterns – one of the characteristic techniques that Stravinsky continued to 
develop throughout his creative life – and dissonances that cut sharply into an other-
wise predominantly diatonic harmonic fabric. It is precisely the tension between the 
apparent simplicity of the tonal foundation and the unexpected rhythmic and har-
monic shifts that creates one of Stravinsky’s most recognisable musical fingerprints and 
marks an important break with the musical language of late Romanticism.


