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@ NPOWIBOACTED KAPKAGHLIX IOMOB
KapKaCHblE AomMa Nog KNy C HOCTEEKDH
[0 MecTa c6opkM B NobYyI0 TOYKY MUpa.

8-800-550-54-33
Nemo-gom: MNepme, yn.25 Okragpsa, 113/

domprostodom.ru
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MUHUCTEPCTBO KYNbTYpbl
nepMCcKoro Kpas

JilenapTamMeHT KynbTypbl
q Y MOJIOAEKHOM MOMUTUKM
ASTMNEBCHUA aZMMHUCTPaLMK ropoga nepmu
thecTvBaib

diaghilev

festival NepMCKMIA akaieMUYECKHI

TeaTp onepbl U 6aneTa
WM. M. K. YaHKOBCKOro

o1uManbHbIKM NapTHep

TPYMNMA OPFTAHU3ALIUA
MAO «JIYKOWJI»

B MEPMCKOM KPAE
nykomn
othrumnanbHbIn raCTPOHOMUYECKUM
aBTOMOGUNb naptHep

pecTOopaH-3HOTeKa
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napTHepbl (heCTUBaNILHOrO KNy6a :

MWUHUCTEPCTBO RY/NbTYpbI
nepmMcKoro Kpaa

gallaDance

LIFESTYLE DANCE CLUB

SAAAN
AN

JieCHbIe gaum

nocenok B napke



cosaKa

HYPHAAN O AKDARK B NEPMIA

Bo eropoi paz xypHan o mogax s MNepmu «Cobaka.run
npoeogut npemuio « 1O 30. CAMBIE 3HAMEHMTBIE NKOOM MEPMW ».
B ee pamKkax HArpaxaaioTCs GKTUBHBIE, HECTAHAUPTHO MBICAALLME,
KPeaTMBHEIE NEPMAKM, OKA3OBIIME 3HOUMTENBHOR BNWAHME HO XU3HB ropoaa
WNK COBEPLUMBLUMX CTPEMMTENLHLIM NPOPLIB B CBOEH obnacTy.

Mob6eguTtenu B HomuHaumax « OBLLIECTBO», « MY3bIKA»,
«MCKYCCTBO», « MOA», «BM3HEC», « CTTOPT», « TEATP»,
«MPOPbIB», « ME[JMA», «IT» ByayT onpegenexs B Xofe MHTEPAKTMBHOTO
rONOCOBAHMWS, KOTOPOE YXe Ha4Yanocs!

lonocywTe Ha www.sobaka.ru/perm
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POLYTOPE

Ofexaa 01 Nepmckux AW3aiiHepos

IEHIHE 44 CTapoKkMpnuUHbIi Nepeynok

@polytope_shop
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BJIAAUMUP
KO3UH

NOYYBCTBYW CEBS
NTULEN

18.05-14
2019

KYPATOPbI:
Anekcaupap dawes
AHactacus KoTtbinesa

MY3EN COBPEMEHHOIO
WCKYCCTBA PERMM

bynbeap FTATAPWHA 24

BT-BC — 12:00-21:00
BbIXOAHOW — NOHEQENBHUK
254-35-73, 254-35-52
WWW.PERMM.RU




CbEPBAHK

CBEPBAHK XXEJTAET
BAM NMPUATHOTIO
NMPOCMOTPA!

MAC CBEPBAHK MTEHEPANBHAA NMLIEH3MA BAHKA POCCHIA HA OCYLLECTBENEHME BAHKOBCKMX CNEPALIMIA
M2 1481 OT 11.08.2015. CBEPEAHK BBICTYNAET MAPTHEPOM TPAHCNALMIA OTAENbHLIX COBLITHIA
MEXOYHAPOOHOMO ORMMNEEBCKOND LECTUEANA < 2019,
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NArmn1eBCKUA
decTUBab

MEHAYHAPOAHbIM eerieoeer
dectBaib M. 1. . YaFKOBCHOTO
UCKYCCTB

B ropoje

AAarunesa 18+

diaghilevfest.ru
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MaKCUM
peweTHNUKOB,
ry6epHaTop
nepMcKoro Kpas

maxim
reshetnikov,
governor

of the perm territory

NPUBETCTBUA

aoporue apy3bs!

Pap npuBetcTBOBaTh Bac
Ha [JaruneBcKom thecTrBane!

Mepmb, ropoa, Ha Kame 1 mecTto
IOHOCTU BE/IMKOro UMnpecapuo
Cepres Aarvnesa, B 13-# pas3
NPYHUMAET CTO/Ib MacLUTabHbIN,
APKUMA U JONTOMAaHHDbIM hecTUBanb.

Ero nporpamma HeM3MeHHO
npuBneKaeT NnpoteccUoHanoB U
LleHUTeNler UCKyCcCTBa CoO BCEro
Mupa. Takoe pasHoobpasue
TaNlaHTOB, SKCNEPUMEHTOB,
Bne4YyaT/ieHU U IMOLUMN, KaK 34€ecCb,
Mano rae BCTpeTuwb. ExeroaHo
BOKpYr AaruneBcKoro ectuBansa
Ha4yMHaeT BpawaTbCA HU3Hb
ropoaa U Kpas, noacTpaMBascCb
noa ero cobbITUA U NpemMbepbl.

Paayert, 4to hecTuBanb pacwmpsaeTt
rpaHuLbl KYIbTYPHOIO NPOCTPaHCTBA,
BbIXOAMUT Ha HOBbIe MJIOWAAKH.

B atom rogy, NnOMUMO TPagULMUOHHDIX,
KNOYEeBOM JIOKaUUen cTaHeT apT-
NPOCTPAHCTBO Ha MecTe O4HOro

M3 cTapeuwwux 3aBogoB B Poccuu.

N BnepBble oauH AeHb hecTuBansa
nponaet 3a npeaenamu lNepmu, B
ropoge OxaHcKe, BOSHUKHOBEHWE
KOTOPOro HepaspbIBHO CBA3aHO

C UCTOpHEeN B3neTa 3HaMeHUTbIX
CrporaHoBbix. Kpome Toro, ato

elle U « poAuHa CIOHOBY»: He TaK
AABHO 34eCb 6biNK HakAEeHbI
OCTaHKKU TPOroOHTEepPHUeBOro

C/IOHa, NpeAKka MamoHTa.

Bcaxkui pa3 [laruneBckun ectuBanb
coBepLuaeT HeBO3MOXKHOe —
NPeBOCXOAUT OXUAAHUA 3pUTENEN.
VBepeH, B 3TOM roZly Hac HAyT
HOBble He3abblBaeMble 3MOLMH,

M BHOBb (heCTUBa/b CMOMET

YAMBUTb BCEX U Kamaoro.

Jo6po noxanosatb B Nepmb!

WELCOME MESSAGES

dear friends,

Welcome to
the Diaghilev Festival!

The city on the bank of the Kama
river and a place where a great
impresario Sergei Diaghilev spent
his youth, Perm for the 13th time
hosts such a large, striking, and
eagerly anticipated festival.

Year after year it has been attracting
professionals and connoisseurs of
art from all over the world. Such a
richness of talents, experiments,
impressions, and emotions one can
hardly experience anywhere else.
Every year the Diaghilev Festival
becomes the center of attention in
Perm and the region, as the city’s life
adjusts to its events and premieres.

We are happy to see that the festival
extends the borders of cultural space,
covers new locations. This year the
festival presents a new venue — the
territory of one of the oldest factories
in Russia — which will become the
key art-space. And for the first time,
one day of the festival with all its
events will take place outside Perm,
in the city of Okhansk, the origin

of which is inextricably connected
with the historical rise of a famous
Stroganov family. In addition, Okhansk
turned out to be a ‘homeland of
elephants’: recently the remains of
the steppe elephant, the ancestor

of mammoths, were found here.

Each time the Diaghilev Festival does
its utmost to exceed the audience
expectations. I’m sure that this

year we are going to experience

new unforgettable emotions, and
once again the Festival will amaze
each and every one of us.

Welcome to Perm! .
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Teoaop
KYPEHT3uC,
XYAOMHECTBEeHHbIN
pyKoBoAUTENb
MeRAYHapOAHOro
AArUNEeBCKOro
tectuBana

teodor
currentzis,
artistic director

of the international
diaghilev festival

NPUBETCTBUA

YTO TaKoe AArnieBCKUMU
decTuBanb?

JAruneBcKuit (hecTMBanb — 3TO He Npo-
CTO nporpamma, coctosiliasa U3 npembep,
KOHLIepTOB U nepopmaHcoB. ITo Tec-
Hoe O6LLeHHe XYA0HHUKOB U 3puTeNen,
NpPOCTPaHCTBO, r4e eABa YN0BUMble Uaeu
cTaHoBATCA 60nee ACHbIMM, a TO, O YeM
Mbl TOJIbKO MeuTa/Nu, — peasibHbIM.

Mo cyTH, 3a 3TU HECKOJILKO JIeT Mbl CO3-
Aa/ln HOBbIM CNOCO6 KOMMYHUKaUWKU

B cthepe KyabTypbl. Mbl HalWAK HOBble
BO3MOMHOCTH TOrO, Kak paccKasbl-
BaTb NIOAAM O My3blKe U NpeacTaB-
NATb NpousBeaeHUna UcKyccTea. MHo-
rue copmatbl U NOAXOAbI, KOTOPbIE Mbl
Bnepsble nonpobosanu Ha ecTtusane,
Tenepb UCMONb3YIOTCA NoBcioay B Poc-
cuu. A nporpamma ctectuBansa — 3To
TO, YTO MOMOraeT Ham LarHyTb B 3TO
NPOCTPAHCTBO MOMCKa U O6LLEHUA.

Hanpumep, KOHUEPTLI KaMepPHOH
My3blKM — 3TO He NMPOCTO BbICTyMJie-
HUA, r4e My3blKaHTbl Cbirpanu, NOKIO-
HUJIUCb M YLWIKU. DTO KaKasa-TO OYeHb
[aBHAA MeYTa 0 TOM, Kak MOXHO UrpaTb
KaMepHYI0 My3bIKy. ITO 4YTO-TO 60/b-
wee. Unu KoHUEpPTbI B cepeiHe HOYM.
OHM o4eHb BaMHbl. MoMeT 6bITb, 3TO HE
camble fipKUe cobbITUA hecTUBans, HO
310 ero aywa. Hu oauH Beuep He npo-
XoAUT B 6aHanbHon hopme. Jyx KOH-
LepToB, UX aTMocthepa Bcerga 0cob6eH-
Hble. U ana mMy3blKaHTOB U 3pUTeNnen
OHU CTAaHOBATCA 0COGEHHbIM COGbITUEM.
MHe, no KpailiHeil Mepe, TaK KameTcs.

B aTom M ecTb cuMna v cyTb thecTUBans.

Jlioau npueskaloT cloga, YTobbl BCTpe-
TUTbCA U NOrOBOPUTb, AyMaTb U CO3MU-
Aatb. B 310 OKasbiBaeTcA BOBNeYeH BECb
ropoa, ¥ Takoe peKo BCTPETULLb rAe-To
euwle. MHe xouetca, 4TO6bI NOAU Ye3kanu
OT Hac nocsie hecTUBana o4eHb TPOHY-
Tble U paaocTHble. C He6o/bLIOK rope-
YblO OT TOr0, YTO BC& 3aKOHYUNIOCb, U

C NpeABHyLIEHUEM CNeayolen BCTpeyu.

WELCOME MESSAGES

what is the diaghilev
festival?

The Diaghilev Festival is not just a
programme of premieres, concerts and
performances. It is a close connection
between artists and spectators; it is a
space where elusive ideas gain clear form
and where our very dreams come true.

Over the past few years, we have
essentially created a new means of
communication within the cultural
realm. We have found new opportunities
to educate people about music

and to present works of art. Many
formats and approaches that we first
introduced at the festival are now
widespread all across Russia. The
festival programme is our guide to this
space of search and communication.

For instance, chamber music concerts
are more than mere performances where
musicians play their part, take a bow, and
leave the stage. Instead, they feel more
like an old dream of how chamber music
should be played; they are on a different
level. Or concerts in the middle of the
night — they are crucial. They might not
be the most eye-catching events of the
festival, but they represent its soul. Not a
single evening feels ordinary. The spirit
and atmosphere of those concerts are
something special. And they do become
special to the people — both to the
performers and to the audience. That is
how | see it, at least. That is what makes
the festival so prominent and unique.

People come here to meet and
communicate with others, to think

and to create. The whole city is

involved — you will hardly see anything
like that elsewhere. When the festival
programme comes to its end, | want
everyone to leave in high spirits and

with long-lasting impressions, feeling

a little sad that it is over and eagerly
looking forward to next time. .
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NMPOrPAMMA

20.05.MH

@ ABopeL KynbTypbl

UM. congaroBa
* OTHKPbLITUE PECTUBANA
KOHUEepPT (hecTUBaNbHOIO OpKecTpa
AUpPUKEDP: Teo40p KYPEHT3UC

* poccuicKana npembepa
MaJiIMH GOHI
splinters of ebullient rebellion

PROGRAMME
20.05.MON
& soldatov culture

palace

* OPENING OF THE FESTIVAL
concert of the festival orchestra
conductor: teodor currentzis

* russian premiere
malin bang
splinters of ebullient rebellion

rycrtae manep
cumdoHua N2 9 pe maxop

23:00 18+
@ 4AOM AArunesa

piano-gala

WUCMONTHUTENN:

nosiMHa OCETUHCKas,

anekcen nobumos,

BaAUM XOJIOAEHKO

@ naowaakv

nepmMcKui TeaTp onepbl U 6aneta
neTponasnoBCKasn, 25a

yacTtHaA UNapmMoHUA « TPUyMd»
NleHuHa, 44

opraHHbIMX 3an

NepmMcKon (hMnapmMoHuuU

NleHuHa, 516

nepmMcKMim aKageMU4eCcKUmn
TeaTp-TeaTp

NleHuHa, 53

nepmMmcKas rocygapcrBeHHas
XyZOeCTBEeHHasn ranepes
KOMCOMOJIbCKUM np., 4

LBOpeL, Ky/IbTypbl UM. CONiAaToBa
KOMCOMOJIbCKMH Np., 79

LOM Aasarunesa

cubupckasn, 33

3aBog, WnarvHa /
¢tecTuBanbHbIM KNY6

coBeTCKasn, 1a

LETCKas LLUKO/1a UCKYCCTB
ropoza oxaHcka

KupoBa, 27

gustav mahler
symphony no. 9 in d major

1 p. m. 18+
@ the house of diaghilev
piano-gala

performed by

polina osetinskaya,

alexei lubimov,

and vadym kholodenko

@ venues

perm opera and ballet theatre
petropavlovskaya street, 25a
private philharmonia ‘triumph’
lenin street, 44

perm philharmonic

organ concert hall

lenin street, 51b

perm academic
theatre-theatre

lenin street, 53

perm state

art gallery

komsomolsky prospect, 4
soldatov culture palace
komsomolsky prospect, 79
the house of diaghilev
sibirskaya street, 33

shpagin plant /

festival club

sovetskaya street, 1a
okhansk children’s art school
city of okhansk;

kirov street, 27
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NMPOrPAMMA

21.05.8T

16:00 12+

@ MepMcKaAa rocygapcrtBeHHas
XyAOXeCTBEHHasn ranepes

NyAbCaLuM.

NpousBeAeHUA U3 cobpaHuA

MUxauna anwmbana (MocKBa)

OTKpPBITHE BBICTABKH

18:00 6+

@ OpraHHbIM 3an
nepMcKoun thunapmMoHUH

KOHLIepPT BagMma XOJIOAEHKO

(dbopTtenuaHo)

B NporpaMmme COYUMHEHUA

naBura BaH 6eTxoBeHa,

ceprefl npoKodbeBa

M (peaepuKa LoneHa

20:00 12+

@ yYacTHaAa punapmoHuA
«TPUymd»

KOHLepT afieKkces nobmmoBa

(xammepRnaBup)

B NporpaMmme COYMHEHUA

BOJib(hraHra amageA mouapra,

AHa nagMcnaea AloCCeKa,

MUXauna rUHKM,

naBura BaH 6eTxoBeHa

22:00 18+
@  3aBoj wnarvHa

NOJINTONOH

nepcgopmMaHCc B Tpex Yyactax

qacThb 1

scenes from a novel /

CueHbl U3 poMaHa

qacThb 2

a concept / a KoHuenT

yactb 3

bel aqua / 6enakBa

WUCMOJTHUTENIN:

CONIUCTbI OPKecTpa musicaeterna,
npurnawleHHble apTUCTbl,
TeaTpa/ibHasA KOMMaHUA praegressus

PROGRAMME

21.05.TUE

4 p.m. 12+

@ perm state
art gallery
pulses.
works from mikhail alshibaya’s
collection (moscow)
opening of exhibition

6 p. m.

@ perm philharmonic
organ concert hall

vadym kholodenko, piano.

recital

the programme includes works
by ludwig van beethoven,
sergei prokofiev,

and frédéric chopin

8p. m.
@ private philharmonia
‘triumph’

alexei lubimov, hammerklavier.
recital

the programme includes works
by wolfgang amadeus mozart,
jan ladislav dussek,

mikhail glinka,

and ludwig van beethoven

10 p. m.

@ shpagin plant
polytopon

performance in three parts
part 1

scenes from a novel
part2

a concept

part 3

bel aqua

performed by soloists

of musicaeterna orchestra,
guest artists,

praegressus theatre company
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NMPOrPAMMA

22.05.cP

@ NepMCcKuM Teatp

onepbl 1 6aneta
* npemMmbepa
waxepesaaa
OHHOHKTHLIﬁ 0ajer Ha MY3BIKY CIOUTBI
HHUKOJIasi pPUMCKOT'0-KOPCAaKOBa «IIeXepa3aia»
My3blKaJIbHbIA PYKOBOAUTESb
NOCTaHOBKHU U AUPUHEp: apTeM abalueB
aBToOp /IM6peTTO U Xopeorpad:
anekcerm MUPOLLHUYEHKO
XYLAOHHUK-TIOCTAHOBLUMK: &/1bOHa NMUKasioBa
XYZOHHUK MO KOCTIOMaM: TaTbsHa HOMMHOBA
XYOOHHUK MO CBETY: a/IeKCen XopoLles
B [1aBHbIX NAPTUAX:
nonuHa 6ynaakosa
reoprui eHanagues

21:00 18+
@ yYacTHaAa punapmoHuA
« TPUYMD»

KaMepHbIii KOHLEepT
aHcamb6nen musicaeterna

CKpMIKa: BaauM TeU(pUKOB
CKpMIKa: ekaTepMHa pomaHoBa
anbT: rPUropmvn YeKMmapen
BUOJIOHYE/1b: BNaguMUp C/I0Ba4eBCKUM

CKpMUIMKa: AMUTPUIN 60POAMH
CKpMWMKa: AapuysA 3uatauMHoBa

BMOJIOHYE/Ib: UFOPb 6060BUY
anbT: Haun 6aKkueB
CHKpMIKa: aHApen cureaa
CKpMWIMKa: eJieHa MBaHoBa

CKpMUIMKa: Map1sa CTpaTOHOBMY
¢topTennaHo: MMxana MOopABUHOB

dopTenMaHo: MmmMxana MOpABUHOB
CHKpMUIMKa: aHacTtacuvAa wanosan
CHKpUIMHKa: eneHa ueaHoBsa

anbT: rPUropmvn YeKMmapen
BUOJIOHYE/Ib: pOMaH ehumoB

PROGRAMME

22.05 WED

a perm opera and ballet

theatre
* premiere
schaherezade

one-act ballet to the music of suite
‘scheherazade’ by nikolai rimsky-korsakov
musical director and conductor:
artyom abashev

author of libretto and choreographer:
alexey miroshnichenko

set designer: alyona pikalova
costume designer: tatiana noginova
lighting designer: alexey khoroshev

in the leading roles:

polina buldakova

georgy enaldiev

9 p. m. 18+
@@ private philharmonia
‘triumph’

chamber concert
of musicaeterna ensembles

violin: vadim teyfikov

violin: ekaterina romanova
viola: grigory chekmarev
cello: vladimir slovachevsky

violin: dmitry borodin
violin: daria ziatdinova

cello: igor bobovich
viola: nail bakiyev

violin: andrei sigeda
violin: elena ivanova

violin: maria stratonovich
piano: mikhail mordvinov

piano: mikhail mordvinov
violin: anastasia shapoval
violin: elena ivanova
viola: grigory chekmarev
cello: roman efimov
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23.05M4T

03:30 18+

@ MepMcKaAa rocygapcrtBeHHas
XyAOXeCTBEHHasn ranepes

KOHLLEPT CECWJIb 1apTUIo

(BOJIHbI MapTeHO)

B NporpaMmme COYMHEHUA

MWKa3Aa iIeBUHaca, aHTyaHa TUCHe,

Knoga 6annuca, cunbBaHo 6yCCOTTH,

LapnAa KéKNeHa, 0iuBbe MeccuaHa

18:00 6+
@ OpraHHbIM 3an

nepMcKoun thunapmMoHUH
KOHLepT MaTtTruaca xédca (Tpyba)
MU KpUCTUaHa WMUTTa (opraH)
B NporpaMmme COYMHEHUA
TOMa3s0 ajbOUHOHM,
MoraHHa cebacrtbsHa 6axa,
Lapsib-mapu BMaopa,
Ay3enne TapTUHH

20:00 12+

@ MNepMCHKUM akaaeMUYEeCKUH
TeaTp-TeaTp

3PHECT XeMUHIy3Hn

CTapuK U Mope

CIIEKTaK/JIb

K 100-neTuio co AHA PORAEHUA
topua no6mMmoBa

OT aBTOpa: anna Aemuaosa
ajanTtauusa TeKcTa, cueHorpahumsa
M NocTaHOBKa: aHaTONNI BaCUNbeB
My3blKa: BlagUMUP MapTbIHOB

23:00 12+
@ yYacTHaAa hpmnapmoHuA
«TPUymd»

KOHLLepT MUXauia MopABUHOBa
(dbopTtenuaHo)

B NporpaMme COYMHEHHUA

AMopAaxa Kpama

1 pobepTa WymaHa

PROGRAMME

23.05 THU

03.30 a. m.

@@ perm state art gallery
cécile lartigau, ondes martenot.
recital

the programme includes

works by michaél lévinas,

antoine tisné, claude ballif,
sylvano bussotti, charles koechlin,
and olivier messiaen

6 p. m. 6+

@ perm philharmonic organ
concert hall

concert of matthias hofs (trumpet)

and christian schmitt (organ)

the programme includes works

by tomaso albinoni,

johann sebastian bach,

charles-marie widor,

and giuseppe tartini

8p. m.

@ perm academic
theatre-theatre

ernest hemingway

the old man and the sea

performance

in celebration of yuri lyubimov’s
centenary

author’s note: alla demidova
adaptation of the text, set design,
direction: anatoly vasiliev

music: vladimir martynov

1 p. m. 12+
@  private philharmonia ‘triumph’

mikhail mordvinov, piano.
recital

the programme includes works
by george crumb and robert
schumann
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24.05.01

18:00 18+
@  OpraHHbIM 3an
nepMcKon thnunapmMoHUH
hyena / rueHa
KOHLLepT aHcambnsa
COBPEMEHHOM MY3blKH
klangforum wien

COJIUCTHKA:
MOJI/IeHa N1 YUNbAMc-xaac
LupuKep: 6ac Burepc

B nNporpaMmme COYUHEHUA

reopra ¢ppuapuxa xaaca:

CcTpYHHbIX KBapTeT N2 3 «in iij. noct»

* poccuicKasa npemMbepa

hyena / rueHa

HCIIOIHSIETCST Ha aHTJIMICKOM SI3BIKE
C PYCCKMMU TUTPaMU

20:00 12+

@ MNepMCHKUM akaaeMUYECKUH
TeaTp-TeaTp

3PHECT XeMUHIy3Hn

CTapuK U Mope

CIIEKTaK/JIb

20:00 12+
@ yYacTHaAa pmnapmoHuA

« TPUYMD»
KOHLLEPT AHKOBaHHU COM/IMMA
(BMONOHYE/b)
B NporpaMmme COYMHEHUA
LHOBaHHU CONMNMMA,
LHYIMO ae pyBo,
OHUMU XeHOPUKCa,
MoraHHa cebacTtbsHa 6axa,
umocuda (aysenne) genb abako,
thpaH4yecKo KopbeTThl

PROGRAMME

24.05. FRI

i) perm philharmonic organ
concert hall

hyena

concert of klangforum

wien ensemble

soloist:

mollena lee williams-haas
conductor:

bas wiegers

the programme includes works
by georg friedrich haas:

streichquartett no. 3 ‘in iij. noct’

* russian premiere

hyena

performed in english with russian
subtitles

8p. m. 12+

@ perm academic
theatre-theatre

ernest hemingway

the old man and the sea

performance

8p. m. 12+

@@ private philharmonia
‘triumph’

giovanni sollima, cello.

recital

the programme includes works

by giovanni sollima,

giulio de ruvo,

jimi hendrix,

johann sebastian bach,

joseph (giuseppe) dall* abaco,

francesco corbetta
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05.C6 ]

@ nepmcuaﬂ rocyAapCTBeHHaﬂ

XyAOXeCTBEHHasn ranepes
KOHLLEPT CeCcUb NapTMro
(BOJIHbI MapTeHO)

@ AeTCKadA WwKona UCKYCCTB
ropoza oxaHcKa

KOHLLEPT MUXauna MOpABUHOBA

(dbopTtenuaHo)

B NporpaMmme COYMHEHMUA NoaBuUra

BaH 6eTxoBeHa, pobepTta LymaHa,

6opuca prunaHoBCKOro, hpeaepuKa

LoneHa, anexkcaHapa CKpAbrHa

18:00 12+
@ MNepMCHKUMK TeaTp

onepsbl U 6aneta
BO/IbhraHr amagen mouapTt
UaomMeHen
KOHIEPTHOC UCIOJHEHUE OIICPbI
Ha UTAJIBAHCKOM S3bIKE
C PYCCKMMH TUTpaMH
LOUPUKEDP: TeoA0P KYPEHT3UC
rnaBHbIX XOpMencTep:
BUTaIUA MOJIOHCKUMA
XOPMEHUCTep: apuHa MUpcaeToBa
pexuccep: HUHa BopobbeBa
XYLOMHHUK MO CBETY:
aneKcen xopolies
B I1aBHbIX NAPTUAX:
ceprei roauH (TeHop)
Mapu1-K0z4, Wwanou (MeLLo-conpaHo)
MWHb haH (conpaHo)
aneoHopa 6ypaTTo (conpaHo)

XOp U OPKecTp musicaeterna

23:00 18+
@ AOM Afrunesa

CTPYHHbIW rana

MUCMNOJIHATENU:

OHOBaHHU coniiMma (BUOJIOHYEND),
aneKkcaHap pyauH (BUONOHYENDb)

PROGRAMME

25.09.SAT

03.30 a. m.

@@ perm state

art gallery
cécile lartigau, ondes martenot.
recital

2 p. m.

@ okhansk children’s
art school

mikhail mordvinov, piano.

recital

the programme includes works

by ludwig van beethoven, robert

schumann, boris filanovsky, frédéric

chopin, and alexander scriabin

6 p. m. 12+
@ perm opera and ballet

theatre
wolfgang amadeus mozart
idomeneo
concert performance of opera
in italian with russian subtitles

conductor: teodor currentzis
principal chorus master:

vitaly polonsky

chorus master: arina mirsaetova
director: nina vorobyova

lighting designer:

alexey khoroshev

in the leading roles:

sergei godin (tenor)
marie-claude chappuis (mezzo-soprano)
ying fang (soprano)

eleonora buratto (soprano)

musicaeterna chorus and orchestra

1 p. m. 18+
@ the house of diaghilev
string-gala

performed by

giovanni sollima (cello),

alexander rudin (cello)
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26.05.8C

@ OpraHHbIA 3an

nepMcKon thnunapmMoHUH
KOHLepT 6pacc-aHcambéns
OArMneBcKoro ectusans
B NporpaMmme COYMHEeHUA
MoraHHa cebacTtbsHa 6axa,
BoJibhraHra amageA mouapra,
puxapga BarHepa,
HaKa oddeHbaxa,
AMy3enne Bepau U ap.

21:00 12+
@ NepMCHKUMK TeaTp

onepbl U 6aneta
festina lente —
NocBfALEHMEe apBo NAPTY
MUCMONIHUTE/IU: XOP, COJIUCTDI
opKecTpa musicaeterna v xop
byzantiaeterna
LUPUHKEDP: Te0A0P KYPEHT3UC
rnaBHbIX XOpMencTep:
BUTaIUA MOJIOHCKUMA
B Nporpamme
COYMHEHUA apBO nApTa
M BU3AHTUMACKME NMEeCHOMNeHUA

23:30 18+
@ 4AOM AArunesa

midnight-gala

MOCKOBCKHM aHCamb6/b
COBPEMEHHOM MY3blKH

onbra 6oposguHa
(BuaeonepthopmaHc)

nosnHa oceTUHcKas (chopTennaHo)

PROGRAMME

26.05.SUN

i) perm philharmonic organ
concert hall

concert of the diaghilev

festival brass

the programme includes works by

johann sebastian bach,

wolfgang amadeus mozart,

richard wagner,

jacques offenbach,

giuseppe verdi, and others.

9p. m. 12+
@ perm opera and ballet
theatre

festina lente —

dedication to arvo part

performed by musicaeterna chorus,
soloists of musicaeterna orchestra,
and byzantiaeterna choir
conductor: teodor currentzis
principal chorus master:

vitaly polonsky

the programme includes works

by arvo pért, and byzantine chants

11.30 p. m. 18+
@ the house of diaghilev
midnight-gala

performed by

moscow contemporary music
ensemble

olga borozdina (video performance)

polina osetinskaya (piano)
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27.05.MH

18:00 12+
@  OpraHHbIM 3an
nepMcKoun thunapmMoHUH
tria ex uno
KOHLLepT MOCKOBCKOIo aHcambns
COBPEeMEHHOW MY3bIKU
B NporpaMmme COYUMHEHUA
reopra ¢phpuapuxa xaaca,
thayCTo pOMUTENIIH,
AHKUCA KCeHaKu1ca,
canbBarTope LappuHo,
ruioma ae mawo

20:00 12+
@ yYacTHaAa hpmnapmoHuA
«TPUymd»

«TaMm, rae 3By4YMT NpoLLabHbIN
por...»

WUCMOJTHUTENIN:

Hagemaa naenosa (conpaHo),
aneKceu ropubonb (poprenvaHo)
B Nporpamme

COYMHEeHMA paHua wybeprTa,
uoraHHeca 6pamca,

ryctaBa masnepa,

apHosnbaa WwéHbepra,
anekcaHgpa oH ueMAUHCKOro

PROGRAMME

27.05.MON

6 p. m. 12+

@ perm philharmonic organ
concert hall

tria ex uno

concert of moscow contemporary

music ensemble

the programme includes works
by georg friedrich haas,

fausto romitelli,

iannis xenakis,

salvatore sciarrino,

guillaume de machaut

8p. m.

@ private philharmonia
‘triumph’

‘wo die schonen trompeten

blasen...’

performed by

nadezhda pavlova (soprano),
alexei goribol (piano)

the programme includes
works by franz schubert,
johannes brahms,

gustav mahler,

arnold schénberg,

alexander von zemlinsky
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28.05.BT

03:30 18+

@ MepMcKaa rocygapcTtBeHHasa
XyAOXHeCTBEeHHasn ranepes

TUXUHA CBET

KoHLepT xopa byzantiaeterna

B nporpamme BU3aHTUHCKHE
necHorieH1sa

15:00 16+
@  3aBoj wnarvHa

musica fugit / my3biKanbHbIX nober
COEKTAaKJIb-IyTECHIECTBUE

Teatp kamchatka
3NeHU-nngua-ctamenny (conpaHo)
CONUCTbI OPKEeCcTpa musicaeterna
npurnaweHHblie My3blKaHTbl

19:00 12+
@ OpraHHbIM 3an

nepMcKoMn thunapmMoHUH
KOHLEPT K obunero KomnosuTopa
34UCOHa AeHucoBa
conpaHo: aneHa napcgeHoBa
CHKpunKa: enop pyavH
BMOJIOHYE/b: aJleKCer HUIUH
copTenMaHo: MmMxamn MOpABUHOB
MOCKOBCKHM aHCamb6/b
COBPEMEHHON MY3blKH

AvpuHep: heaop pyArH

PROGRAMME

28.05 TUE

03.30 a. m.

@@ perm state art gallery

gladdening light
concert of byzantiaeterna choir

the programme includes byzantine
chants

3p.m. 16+
@ shpagin plant

musica fugit

itinerant performance

performed by

kamchatka theatre company
eleni-lydia stamellou (soprano)
soloists of musicaeterna orchestra
guest musicians

7p. m 12+.
@ perm philharmonic organ
concert hall

concert dedicated to edison
denisov’s anniversary
soprano: alyona parfyonova
violin: fedor rudin

cello: alexey zhilin

piano: mikhail mordvinov
moscow contemporary music
ensemble

conductor: fedor rudin
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19:00 16+
@  3aBoj wnarvHa

musica fugit / my3biKanbHbIX nober
CIIEKTaKJIb-IyTEeIIeCTBHE

21:00 12+
@ MNepMCHKUM TeaTp

onepbl U 6aneta
larmes de résurrection /
cNe3bl BOCKPECEHUA
KOHLLepT aHcaMbnAa CTapuHHOM
My3biKHK la tempéte

AUpHKep: CUMOH-Nbep 6eCTUOH
B NporpaMmme COYMHEHHUA
reHpuxa worua

M MOraHHa repMaHa LwwanHa

23:00 18+
@  3aBoj wnarvHa

hammerschlag / yaap monora
nepdopmaHc ammer & einheit
HCIIOJTHSIETCS HA PYCCKOM,
HEMEIKOM U aHTJIMICKOM SI3bIKax

PROGRAMME

7 p.m.

@ shpagin plant
musica fugit

itinerant performance

9 p. m. 12+

@ perm opera and ballet theatre

larmes de résurrection
concert of la tempéte ensemble

conductor: simon-pierre bestion
the programme includes works by
heinrich schiitz

and johann hermann schein

1 p. m. 18+
@ shpagin plant

hammerschlag

performance by ammer & einheit
performed in russian,

german, and english
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@ MepMcKaa rocygapcTtBeHHasa
XyAOXHeCTBEeHHasn ranepes

TUXUHA CBET

KoHLepT xopa byzantiaeterna

15:00 16+
@  3aBoj wnarvHa

musica fugit / my3biKanbHbIX nober
CMeKTaK/b-nyTelecTeue

19:00 12+
@  OpraHHbIM 3an

nepMcKon thnunapmMoHUH
BOJIHEHME
KOHLepT aHTOHa 6aTtaroBa
(bopTenuaHo)
B NporpaMmme COYMHEHUA
¢paHua wybeprTa,
¢dunmna rnacca
M aHTOHa 6aTaroBa

19:00 16+
@  3aBoj wnarvHa

musica fugit / my3biKanbHbIX nober
CIIEKTaKIIb-IyTEIIeCTBHE

PROGRAMME

29.05.WED

03.30 a. m. 18+

@ perm state art gallery
gladdening light
concert of byzantiaeterna choir

3p.m. 16+
@ shpagin plant

musica fugit

itinerant performance

7 p. m. 12+

@@ perm philharmonic organ
concert hall

disquiet

anton batagov, piano. recital

the programme includes works
by franz schubert,

philip glass,

and anton batagov

7 p. m. 16+
@@ shpagin plant

musica fugit

itinerant performance
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30.054T

19:00 12+
@ MNepMCHKUMK TeaTp

onepbl U 6aneta
* 3AKPbITUE ®ECTUBANA
KoHuepT mahler chamber orchestra
M Xopa musicaeterna

COJIUCTbI:
HaZeraa nasnoBa (conpaHo)

BUO6Ke NeMKy/ib (KOHTPaNbTO)
OAMUTPUC TUNMaKoC (6apUTOH)
XOPMEeUCTep: BUTaNINK NOJOHCKHUHA
AUPUKep: TeoAop KYPEHT3UC

B NporpaMmme COYUHEeHHUd

MOpPTOHa hengmaHa U noraHHeca
6pamca

pCH o) 18+
@  3aBoj wnarvHa

diaghilev festival party

CONIUCTbI OPKecTpa musicaeterna,
TeoA0pP KYPEHT3MUC,

kaelan mikla

* B NporpamMmme BO3MOM¥Hbl U3MEHEHUA

PROGRAMME

30.05.THU

7 p. m. 12+

& perm opera and ballet theatre

* CLOSING OF THE FESTIVAL
concert of mahler chamber orchestra
and musicaeterna chorus

soloists:

nadezhda pavlova (soprano)
wiebke lehmkuhl (contralto)
dimitris tiliakos (baritone)

chorus master: vitaly polonsky
conductor: teodor currentzis

the programme includes works by
morton feldman

and johannes brahms

11 p. m.

@ shpagin plant
diaghilev festival party
performed by soloists

of musicaeterna orchestra,

teodor currentzis,

kaelan mikla

* the programme is subject to change
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thecTUBanbHbIA OPKECTP
OUPUHKEpP: Teo40P KYPEHT3UC

piano-gala

nosiMHa OCeTUHCKan
aneKkcen 1o6MMoB
BaZAWUM XOJIOAEHKO

KaMepHble aHcamb6M musicaeterna

CTPYHHbIM rana
LMOBaHHU CoJ/IUMA
aneKkcaHap PyAuH

midnight-gala

MOCKOBCKHUI aHCamb/lb COBPEMEHHON MY3bIKU
onbra 6opo3guHa

nosiMHa OCeTUHCHKasn

BaAUM X0n04eHKo (opTennaHo)

anekceu nobumMoB (xammepHKaaBup)

cecunb napTuro (Bo/siHbl MapTeHO)

mMaTTHhac xédc (Tpy6a)
KPUCTHUaH WMUTT (OpraH)

MUXann MopABHUHOB (hopTennaHo)

OMOBaHHU connnuma (BUOJIOHYEND)

6pacc-aHcambsb AArUIEBCKOro ectusana

MOCKOBCKMH aHCamb6Jib COBPEMEHHOM MY3blKH

aHTOH 6artaroB (popTenuaHo)



concerts

festival orchestra
conductor: teodor currentzis

piano-gala

polina osetinskaya
alexei lubimov
vadym kholodenko

musicaeterna chamber ensembles

string-gala
giovanni sollima
alexander rudin

midnight-gala

moscow contemporary music ensemble
olga borozdina

polina osetinskaya

vadym kholodenko, piano

alexei lubimov, hammerklavier

cecile lartigau, ondes martenot

matthias hofs, trumpet
christian schmitt, organ

mikhail mordvinov, piano

giovanni sollima, cello

the diaghilev festival brass

moscow contemporary music ensemble

anton batagov, piano
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20.05 /19:00

KOHLIEPTbI

@ ABopeL KynbTypbl
UM. congaroBa

*  OTKPbITUE ®ECTUBAJIA

KOHLLepT (hecTUBaNbHOIrO OpKecTpa
AUPUEpP: Teo40p KYpeHT3Uc

* poccuicKana npembepa
MaJIUH 6OHr

splinters of ebullient rebellion
rycras manep

cumdoHuna N2 9 pe maxop

H 6yab Manep cTonb cyeBepeH,
E ero JesATtasa cMmMOHUA Bbina
6bl [lecAaTon. Ho B My3bIKaHTCKOM
cpee 6bITyeT MUM O « MPOKIATUA
JeBATon», KOTOpasa B KU3HU
KOMMO3UTOpPa HEU36EHHO CTaHOBUTCA
nocneaHen. Tak 6110 ¢ berxoBeHom,
3arem BpyKkHepowm, [lBopKaKoM,
BoaH-Yunbamcom, LLUHUTKe.
M3BecTHbI cnoBa, CKa3aHHbIe
Manepom o cBoew [leBATOM B CBA3M

¢ 6eTxoBeHCKoM [leBATON pe MUHOP:
«OHa naet Toxe B pe! U meHbLle
BCEro — B MarKope». « POKoBOM»
Homep 'yctaB Manep mor 060MTH
6naroaapsa «lecHu o 3emne» —
npeaLwecTBYIOWEMY COYUHEHUIO

ONA ABYX FOJIOCOB U OPKEeCTpa Ha
CcTUXHU KuTanckux noatos Vil Beka,
KOTOPO€E HEOXUAAHHO A1 CaMOoro
aBTOpa « pa3pocsocb A0 CUMMBDOHUNY,
HO M3-3a Ha3BaHHOIo CyeBepUs CNI0BO
«cuMboHUA» 6bi10 cnyweHo Manepom
B NoA3aronioBok. bbin 661 Manep
6onee nocnegosareneH, leBATan
oKasanachb 6bl [lecaTon, HO «lMecHb

0 3emne» ocTanacb «NecHbIo»,

a Cumdonua N2 9 ctana nocnegHei
3aKOHYEeHHOM BeLbl0 KOMNO3UTopa.

CONCERTS

@ soldatov
culture palace

*  OPENING OF THE FESTIVAL

concert of the festival orchestra
conductor: teodor currentzis

* russian premiere

malin bang

splinters of ebullient rebellion
gustav mahler

symphony no. 9 in d major

Gustav Mahler been less
superstitious, his Ninth

Habp

Symphony would actually be his

Tenth. But musicians believe in ‘the

curse of the Ninth’, a myth about any

symphony of this number doomed

to be its author’s deathbed oeuvre.

This is what happened to Beethoven,

then to Bruckner, Dvofréak, Vaughan

Williams, and Schnittke. It is known
how Mahler once compared his Ninth

to Beethoven’s Ninth Symphony in D

minor: ‘It is also in D! and least of all
in major.” Mahler could have avoided

the fatal number with his Das Lied von

der Erde (‘The Song of the Earth’),

a previous composition for two voices
and orchestra, texts taken from
Chinese poetry (8th century AD), which
surprisingly for the author himself
‘grew into a symphony’ — but the
above-mentioned superstition made
Mahler send the word ‘symphony’

down to the subtitle. Had Mahler been

more consistent, his Ninth would have
become his Tenth, but Das Lied von
der Erde remained a ‘Lied’ (‘song’),
and the Ninth Symphony, ironically,
became his last finished work. >
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"Arnold Schénberg:
Mabhler. In: ders.: Stil und

Gedanke. Hrsg. von Ivan

Vojtech. Frankfurt am Main:

Fischer, 1992. P. 37.

KOHLIEPTbI

CumboHUA 6bina HanMcaHa B NeEpUOL,
mexay 1908 u 1910 roaamu. Cnycta
eule ABa roga nocse ee 3aBepLUeHUnA
Manep, TAMeNno nepexuBLLIMIA CMEPTb
YyeTbIpexIeTHEN JOYEPHU U UBMEHY
HeHbl, U3MYYEHHbIA AUPUKEPCHKON
Harpy3Kom, cTaBLlei HENMOCUIbHOMN
M3-3a cepAe4yHon 60n1e3HHM, ywen us
HMU3HU. TaK UK MHaYe — «Te, KTO
Hanucan cBoto [1eBATYI0, C/IULLIKOM
611M3KO NOAXOAAT K NOTYCTOPOH-
HeMy», — 3aMeTHh/1 N0 3TOMY NnoBoAy
ApHonba LLIEHGepr B cBOeH 3HamMe-
HATOM «NPa*CKOM» peyu namaTu
Manepa 12 oktA6pa 1912 roga'. Hesa-
AO/Ir0 A0 3TOro NOCMEPTHOM NpemMbe-
poi cMMGOHMKU NPOAUPHUIKMPOBAN B
BeHe y4eHUK U nponaraHgucT TBOp-
yectBa Manepa BpyHo Banbtep.

B BBeaeHuu K cBOEH KHUre

o cumoHmax Manepa UHHa
BapcoBa npoHuuUaTenbLHO U
MOTUBUPOBAHHO OTHOCHT €ro
TBOPYECTBO K CYLLECTBYIOLLEHN C
APEeBHeMNLWnX BpeMeH Tpaauuuu
MCKYCCTBA « aK/1aCCUYECKOrom.

Ecnn KnaccruyecKoe UCKYCCTBO
OCHOBAaHO Ha NpUHLUMMNax
paBHOBECHS, NPOMOPLUUOHANILHOCTH,
copa3MepHOCTH YacTen,
3aKOHYEHHOCTH, aknaccuyecKoe
TAroteeT K OTKPbITOKW thopme,
AOonycKalLen 3n1eMeHTbl
HenpeAcKa3yemMoCTH: HOBasA
rapmMoHUsA BO3HUKaeT B HeM yepes
60pbLOY NPOTUBOMOJIOHHDbIX Havan,
KOTOpbl€ MOTyT BbICTYyNnaTb B
pa3nn4YHbIX 3HAa4YEeHHUAX, BMJIOTb

[0 UPOHUYECKHMX U FPOTECKHbIX,
MeHATbLCA MecTaMM, napoaupoBaTbCA,
nepeocmbicnATbeA. Ho ecnu

B NpeALIeCcTBYIOWMUX CUMGBOHUAX
rPOTECKHbIe (hparmMeHTbl OTYET/IUBO
oTaeneHbl, To B JleBATON rpoTeCK Kak
6bl « AUDDY3HbINY — « cepbe3Hoe»
Ha xo4y NepexoauT B UPOHUIO U
obpaTHO: Hanpumep, Tema HeHaa0/1ro
HayuMHaeT pa3pabaTtbiBaTbCA
Bbi3biBatowe 6aHanbHO, 3aTem
NOBTOPAETCA YHKe B MHOM KJitoye.

CONCERTS

This symphony was written between
1908 and 1910. Two years after it
had been completed, Mahler — who
took very hard his four-years-old
daughter’s death and his wife’s
infidelity, and who was exhausted
by conducting which had become
too arduous for him due to his heart
disease — met his death. Anyway,
‘those who have written their Ninth
come too close to the otherworld,’
as Arnold Schonberg put it in his
famous ‘Prague’ speech in Mahler’s
memory on October 12, 1912/,
shortly after Bruno Walter, Mahler’s
pupil and promoter of his music,
had conducted the posthumous
premiere of this symphony.

In the Introduction to her book on
Mahler’s symphonies Inna Barsova
with every subtlety and reason
classifies his music as belonging to
an ancient tradition of non classical
art. While classical art is based
upon balance, proportion, adequacy,
and finality, non classical art
gravitates towards open form which
allows certain unpredictability: here
new harmony is born in a struggle
between opposites which may
assume various forms not excluding
irony and grotesque, and may be
switched, parodied, or reinterpreted.
But while in Mahler’s earlier
symphonies grotesque fragments
are clearly segregated, now in

the Ninth grotesque is seen to be
‘diffused’ — the ‘serious’ turns
there into irony and back in a blink
of an eye: for instance, a theme
begins to be developped for a

short while in a provocatively banal
way, and after that is repeated in

a completely different manner.
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2 3pecb v aanee uuTathbl
WUHHbI BapcoBoit 13 Masbl
AecAton (JesaTan
CUMMOHUA) KHUMM:
Bapcosa U. CumdoHun
lycraBa Manepa. —

Cné6: Usa. umenn
H. U. HoeuKkoBa, 2012,

passim.

Hereinafter quoted
from Chapter Ten
(‘Symphony No.9’)
from The Symphonies
of Gustav Mahler

by Inna Barsova
(Izdatel’stvo

im. N. I. Novikova,

St. Petersburg, 2012).

3 Anb6aH Bepr. Mucbmo
K #eHe, HOA6PbL (?) 2012 //
Berg, Helene (Hg.): Alban
Berg. Briefe an seine Frau.
Minchen, Wien: Langen/

Miiller, 1965. S. 238.

Berg, Helene (Hg.): Alban
Berg. Briefe an seine Frau.
Minchen, Wien: Langen/

Miiller, 1965. S. 238.

4 TycraB Manep. Mucbma.
Moa o6, pea.
W. A. BapcoBoi. —
Cné6: Usa. umenn
H. WU. HoBuKoBsa, 2006.
C. 654.

Gustav Mahler.
Letters. Ed. by Inna
Barsova. Izdatel’stvo
im. N. I. Novikova,
St. Petersburg,
2006, p. 654.

KOHLIEPTbI

B JeBAaTton Manep cHoBa BepHynaca

K (hbOpMe YeTbIPEXHaCTHOro LMKNa
YUCTO OPKECTPOBOM CUMMOHUMU, OAHAKO
TeMMNOBbIe OTHOLEHUA TPaAULMUOHHOIO
COHaTHO-CUM(OHUYECKOro LUUKNa
34€eCb nepecrtaB/eHbl: MeAJ/IeHHbIe
YyacTu, obpamnsAoLmue CKepLo 1

poHAO, 3aecb nepBasa (AHAaHTe)

v yeTBepTana (Aaaxkuo).

Tema [eBATON CUM(OHUMU, KaK

u «lecHn o 3emne» — npowaHue

C }u3Hblo. Cam Manep aaBHO ye OTHa-
3ancA OT «NMPOrpaMMHOCTH» (C nep-
BbIMHU YeTbIpbMA CUMMOHUAMU OH
rotoBUN UX Noapo6Hoe onucaHue Ansa
ny6/MKKU, NOBTOPUB 3TO TOJIbKO ANA
BocbMoi4), HO He OT KYEeBbIX yCTa-
HOBOK, OnpeAenALmX BCE ero TBop-
4eCcTBO — OT «NMOCTPOEHMSA MUPOBY,
NOUCKOB OTBETa Ha GbITUMHbIE BOMNPOCHI
0 MecCTe 4yesioBeKa B MUpPE U O ero Tpa-
ruyecKomn cyabbe. bapcoBa nuier no
noBOAY O4HOMO U3 CaMbIX TParM4eCKUx
3NU3040B NEPBOM YACTHU, KOHAYKTA
(TopkecTBeHHas NOXOPOHHAaA npouec-
CUA — «MeperMBaHUe npegHavepTaH-
HOro»), O4HAKO 3TO MOMHO OTHECTU U K
APYrMM 3nu3oaam CUMMOHUMU: «34eCb
NPUCYTCTBYIOT TPU NMCUXONOrUYECKHUX
niaHa: oguH — rny6oKo JIMYHbIN, ApY-
rol — BHE/IMYHbIK, 0603Ha4YEeHHbIM Anb-
6aHom Bbeprom Kak «pbilapCTBEeHHbIe
3BYKU: CMepTb B Aocnexax», U TPETUH,
OCTaBNAKLWMI BrieYyaT/ieHUe UPOHHU-
YeCHKOro cosepuaHuAa 3TOro TpaypHoro
LLECTBUA CO CTOPOHbLI»Z2. [epBylo 4YacTb
cumdoHnn AnbbaH Bepr cuutan nyu-
KM, 4yTo Hanucan Manep: « 310 —
BblpaxeHWe HeC/bIXaHHOW N6BU K
3emsie, CTPacTHOE HeJlaHHe HUTb Ha
HEeW B MUpe, eLlle U elle pas Ao ry-
6oyarien rnybuHbl HacNaguUTbCA €elo,
NpPUPOAOHA — MOKa He NPUAET CMepThb.
M60 OHa HeyaepHUMO NpUBUKaeTCA»S.
A cam Manep nuwIeT No OKOHYaHUU
OCHOBHOM paboTbl Ha4 CUMMOHUEN B
NUCbMe XyAOHKHURY U apyry Anbdpeay
Ponnepy ot 21 unun 22 asrycra 1909
roga: «A A TeM BpeMeHeM Hun CBoel
HU3HbIO MU YMUPan CBOe CMepPTbio»*.

CONCERTS

In his Ninth, Mahler returned to the
four movement symphonic cycle,

yet its usual tempi are inversed:

the slow movements are the first
(Andante) and the fourth (Adagio)
with Scherzo and Rondo in between.

The main subject-matter of the

Ninth Symphony is the same as that
of Das Lied von der Erde, namely,

a farewell to this world. By that time
Mahler had long renounced any
programmatic descriptions (more than
detailed for his first four symphonies,
but again, for the Eighth), but he never
abandoned the key determinants of
all his music, being the ‘construction
of worlds’ and a search for answers
to existential questions of a man’s
place in the universe and of his tragic
destiny. Barsova describes one of
the most tragic episodes of the first
movement, the conductus (a solemn
funeral procession ‘foretelling the
preordained’, but the same could
refer to some other episodes as
well), as bearing three psychological
levels: one deeply personal, another
impersonal, described by Alban Berg
as ‘knightly sounds: death clad in
armour,’ and the third leaves an
impression of an ironic contemplation
of this funeral procession, as if seen
from outside.’2 Alban Berg considered
the first movement to be the best
music ever written by Mahler: ‘This
is a profession of an incredible love
for the earth, an ardent desire to live
there in peace, to delight in it and

in Nature to the utmost over and

over again, until death comes. For it
is inescapably approaching.’® And,
having finished the symphony, Mahler
himself wrote to the artist Alfred
Roller, his friend on August 21 or 22,
1909: ‘Meanwhile | was living my
own life and dying my own death.’*
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Mo mbicnn BapcoBo#, B cpeaHUx
yacTtax cumboHuu Manep
BO3BpallaeTca K ABYM BarKHEWLIUM
OJ1A1 HEro acneKkTam HU3HHU:
«BTopas 1 TpeTbA YacTb, CKepLo

M POHAO0-6ypiecK, 3T0 BHOBb

MWUP HAUBHOCTU U MUP AEUCTBUA,
YBUAEHHbIE€ PETPOCNEKTUBHO,

...CO CTOPOHbI, U3BHe... TaKk
CMOTPAT Ha HU3Hb, KOrga CHUratoT
Kopabnu». Bo BTOpoM 4acTu,
BblaepKaHHOU B 6€CKPaco4YHOM A0
Maxope, TPaAUUUOHHDBIN NeHanep
(HapoAHbIM TaHew) CMeHAT
6eCKOHEeYHO BapbMpyeMble BasbC,
MEHY3T, 0HAaKO BCKOPE « CKBO3b
NO3TU3UPYIOLLYIO UAWUIIIUIO
npocTynaeT TparMyecKkas rpMmaca,
...CapKacTU4YeCKHU pa3BeHYUBaloLLan
TONbKO 4YTO C 6/1IeCKOM U IOMOPOM
CO34aHHbIM MUP... TpeTbA YacTb
JeBATON — ApamMaTU4eCKUH

LEeHTp UMKNa. 3TO eAUHCTBEHHAnA
4yacTb CUM(OHUM, NOCBALLEHHasn
AeAHuAM, 6opbbe. OgHaKko 6opbba
M AeAHUA NPeACTaloT 34eCb KaKk 3/10M
6ypnecK, KaKk BpamaeObHbI HU3HU
nepneTtyym mMo6une, ...KOTOPbIi Kak
6bl OTHa3blBaeT MUPY HaUBHOCTH

B WJIIO30PHOX BO3MOMXHOCTH
paspeLmnTb 3Ty TparM4ecKyto
6e3bICXOAHOCTb CyeTbl cyeT. TaK,
BO3HUKLLAA Gbl10 IMpUYEcKas Tema
CTPYHHbIX TYT e BbicMeuBaeTcs
«XOXOTOM» (hJIEMT; yCTpalLaeT CBOeHr
6eccepaeyHor MexaHUYHOCTbIO
6elwweHoe accelerando (yCKOopeHue)
K KOHLY poHA0-6ypnecKa.

CONCERTS

According to Barsova, Mahler once
again turns in the central movements
to the aspects of life that were of
greatest importance to him: ‘The
second and the third movements,
Scherzo and Rondo-Burleske,
represent once again the world of
naivety and that of action seen in
retrospect... from a distance, from
outside... One views life this way
when burning one’s bridges.’ In the
second movement composed in a
colourless C major, a traditional
Landler (a folk dance) gives place

to an endlessly varying waltz and a
menuet, but soon ‘a tragic grimace
shows through a poeticic idyll... and
sarcastically discredits the world
that has just been created with such
brilliance and humour. The third
movement is the only one that is
dedicated to action and struggle. But
this struggle and action appear here
as some kind of perpetuum mobile,
hostile to life ... which seems to deny
this world of naivety any possibility,
illusory as it may be, to quit the
tragic hopelessness of this vanity

of vanities. So, the strings’ arising
lyrical theme is immediately ridiculed
by the flutes’ ‘burst of laughter,’

and the heartless mechanics of a
frenzied accelerando at the end of
Rondo-Burleske is intimidating.
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... IMoLMOHaNbHOe coaepiKaHue
®duHana npeacrTaeT B KOHLUENUUH
JeBATON CUMMOHUM KaK
ocBo6OMAEHMEe OT MUpa AeAHUMN.
3T0 — BHYTPEHHWIA AUaNOr, B KOTOPOM
CTpacTHoOe nepermMBaHWe KpacoTbl U
rapMOHHWM CYyLLEro, 0JIMLETBOPAEMbIX
Tenepb O4HOM NHLLb NPUPOAOH,
cMeHseTcA BCE 6onee ACHbIM
oLlyleHUEM CMEPTHU, KOTOpan TaKkKe
YyacTb NPUPOAbI, HO U KOHEL, 3eMHOWM
HU3HU, NOITOMY €€ HaZO0 OTCPOUUTD,
OTTAHYTD... ». [PaHAMO3HOCTb
Afa¥no — B BblpameHUH A3bIKOM
MCKYyCCTBa NnapaAoKCcasibHOro
NPUHATUA OLHOBPEMEHHO U HU3HH,
M CMepTH, COCTaBNAIOLIMUX IMaBHOe
NpoTUBOpeYUe ANA pasyma.

®duHan 3aBepliaeTca 6€CKOHEYHO
npeKkpacHoOM, MHOXeCTBO pas3
NoBTOPAIOLWENCA Mea/IeHHON
TeMo# (0AHa U3 aBTOPCKUX

NOMET — O4YeHb HEHHO, HO 6e3
Bblpa*eHus), B NOCNEeAHUX TaKTax
CTPYHHbIX CHabeHHOM CToNb

e KpacHOpe4YMBbIMK NOMETaMH

C CYPAUHOH, npeaesibHO MeA/IeHHO,
nMaHUCCUMO, a B NOCNeAHeM TaKTe —
3amupan (ymupas, ersterbend).

CONCERTS

...The emotional content of the Finale
appears as liberation from the world
of action. This is a dialogue though
which the passionate experience

of beauty and harmony of being,

now only represented by Nature,
gives way to expectation of death
which is part of Nature too, but also
the end of this life, so it has to be
postponed, deferred...’ The greatness
of the Adagio is in its paradoxical
acceptance of life and death at one
time, making a unity of opposites
foreign to human understanding.

The Finale ends up with a gentle
theme, repeating over and over,
marked at one instance very tenderly,
but without expression, then with
mute, very slowly and pianissimo

at the last bars of the strings,

and dying out (or simply dying —
ersterbend) at the very last bar.
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KOHLIEPTbI

ManuH BOHr muser

B CToKronbme u fAiBNsieTcA
COOCHOBaTe/IbHULEN
KOMMNO3UTOPCKOro KpyHKa
Curious Chamber Players. OHa
NULET My3blKY A/1f KAMEepPHbIX
aHcaménei U cMMMOHHUYECKOro
OPKEeCTpa, a TaKHe 3NEeKTPOHHYIO
My3blKYy Ha OCHOBE 3BYKOB
OKpYyaloLuen cpeabl.

OHa obyyanacb KOMMO3WULIUU

B My3bikanbHol akaaeMmuu
Muteo, BepanHcKkom
YHUBEPCUTETE UCKYCCTB,
HKoponeBcKoit akageMuu My3biKK
B Ctokronbme, [éTe6oprcKom
YHUBEpPCUTETE, a TaKkKe npowsa
CepuHIo KypcoB U MacTep-
Knaccos: Voix Nouvelles B
PainmoHe, JleTHAA akagemuaA

B 3amKe Conutioa, ®opym
MOJI0A4bIX KOMMO3UTOPOB

ot Ensemble Aleph, JleTHue
Kypcbl B JapmwTaare. ManuH
BOHr yunnacb y Takux MacTepos,
Kak BpaiaH ®&épHuxoy, Hepap
Mpuse, ®ununn Manypu, Pununn
KangeHa, Xasa YepHoBuH,
Banbtep UummepmaHnH, Ppuapux
FonbamaHH, One JlioT30B-
Xonbm, Mep JiunarpeH, AH
CaHactpém u Mutep JlaitH.

KoHuepTHaA nporpamma
OTKpbITHUA [lArnneBcKoro
tectuBana — 2019 BKAloyaeT
ee Mbecy, HanucaHHyK B

2018 roay, noa HasBaHUEM
splinters of ebullient rebellion,
KOTOpPOe MOHO nepeBecTy
Ha PYCCKHUM KaK « OCKOJIKH
OT4YaAHHOro CONPOTUB/IEHUAN.

CONCERTS

Malin Bang is residing in
Stockholm, Sweden. She is
the composer in residence
and a founding member of
the Curious Chamber Players.
Her work includes music

for instrumental ensembles,
orchestra, electronic music
based on field recordings.

She has studied composition
at the Academy of Music in
Pitea, Universitat der Kiinste
in Berlin, the Royal Academy
of Music in Stockholm, the
Goteborg University and in
several master classes and
courses for example Voix
Nouvelles at Royaumont,
Summer Academy Schloss
Solitude, Forum for Young
Composers by Ensemble
Aleph and Darmstédter
Ferienkurse, with teachers
such as Brian Ferneyhough,
Gérard Grisey, Philippe
Manoury, Philippe Capdenat,
Chaya Czernowin, Walter
Zimmermann, Friedrich
Goldmann, Ole Litzow-
Holm, Pér Lindgren, Jan
Sandstrom, and Peter Lyne.

The programme of the
Diaghilev Festival 2019
opening concert includes her
extraordinary piece splinters
of ebullient rebellion, which
was written in 2018.



KOHLIEPTbI

ManuH BoHr:

— [oka A nucana splinters of
ebullient rebellion, yHukanbHOCTb
MNOJIMTUYECKOM 3MOXU, B KOTOPYIO
Mbl }UBEM, NPOABAANacCb BCE
otyetnusee. MoNUTURK UK
npeacraBUTeNIM rMob6anbHOro
pbiHKa, 6€3YyC/I0BHO, He
€AIUHCTBEHHbIE, KTO CerogHs
onpeaensaeT pa3BuTHe ob6liecTBa.
MpopbiBHbIE pelweHUna 1
COO06LLEeHHA OT « 06bIYHbIX»
NoAen, NOCTOAHHO BAUAIOLLUE
Ha NOJIMTUYECKUM AUCKYPC, AEeHb
OTO AHA CTAHOBATCA BCE 6onee
3Ha4YMMbIMH. JIOKaNbHble, HO
MOLLHbIE MHULMATMUBLI PacTyT,
KaK CHeXHbIM KoM, 6narogapsa
COLCEeTAM M CTaHOBATCA

HeoTbeMJIEMOM 4YaCTblo MeAUHNHOro

nonAa.

Bo BpemeHa, Koraa
YYaCTHUKHU OthrMLHUanbHON
OUCKYCCHUU CTPEMUTENBHO
OBUHYTCA B AUaMeTpaibHO

NPOTUBONOJIOXKHbIX Hanpas/ieHUAX,

Mbl HabnogaeM, Kak NONUTUKHU
HeyCTaHHO CeTyloT Ha njiavyeBHoOe
COCTOAAHUE aKTya/IbHOW MOBECTKU

CO CTOPOHbI OMNMOHEHTOB, HO KaKUX-

JIN60 KOHCTPYKTUBHbIX UAei Ha
6yayliee, Koraa Te Heo6xoaAUMbI,

OHM He npeanaratoT. MoHo TaKKe
BMAETb, KaK MHOrWe B/UATE/IbHbIE

WMHCTUTYLMUK, OPraHrMsaLuu u
JAame npaBUTeNbCTBa TEPNAT

nopameHue, Koraa UX UHULMATHUBBI

CTaNKUBaloTcA ¢ 6a3oBbIMU
LLeHHOCTAMM NI0AeN, KOTOPbIM
OHU NpU3BaHbl CNyHUTb. Ha
HalLMX rnasax 3TYM pasHornacusa
MOpPOXAAOT HOBbIX BUTOK
naeanusma, Haue/ieHHOro Ha

cmelleHue (hoKyca C YNpoLLEHHbIX,
O/ZlHOMJ1aHOBbIX UHTEprpeTaLui Ha
KOHTEKCT, B KOTOPOM MpeAcTaB/ieH

BeCb CMNEKTP Y3/10BbIX BOMPOCOB U
MHOMeCTBO MHEeHWMN.

CONCERTS

Malin Bang:
— During my composition period of

splinters of ebullient rebellion,

the unique political era we
experience at the moment has
manifested itself in more and more
fierce ways. Politicians or global
market forces are certainly not

the only ones who influence the
development of society nowadays.
Innovative methods and messages
from ‘ordinary’ individuals that
leave a sustainable impact on the
political discourse are increasing
day by day. Humble but bold
initiatives spread like snowball
effects through social media and
have become an obvious part of
the news reports.

In times when the official
discussion is moving with
accelerating speed in diametrically
opposed directions, we hear
politicians tirelessly lament

the deplorable status of the
opposite side’s agenda while
constructive ideas for the future
are conspicuous by their absence.
We are also seeing many influential
institutions, organizations, even
governments gradually facing
collapse when their actions and
manifestations are colliding with
the core values of the individuals
they are made up by. We see how
this friction generates a new spine
of idealism with the aim to shift
back the focus from simplified,
one-dimensional explanations to
contexts where the full spectrum
of intricate details appear and
where the multitude of voices that
surround us are present.
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B moem noHMMaH1H, OpKecTp —
3TO NoABUIKHAA naaThopma,
pacKpbiBaloLwas CyTb OTHOLIEHUH
MeXAY UHAMBUAYANbHbIM U
KOJIJIEKTUBHbIM, NpoBepAloLan
Ha NMPOYHOCTb XPYMKYIO
KOMMYHWUKaLMIO MeRay
MHCTUTYLUUEHN U €ee YIeHaMM.

[B moei KoMNo3uuuu]
OpKeCTpoBanA CTPYKTypa
CKNlaablBaeTcA M3 ABYX rpyo6blX,
MeXaHUYECKUX, KOHTPACTHUPYIOLMUX
APYr ¢ apyrom 6/10K0B,

KOTOpPbIe MNOCTeNeHHO MEeHATCA
noa, AeUCTBUEM PasJIMyHbIX
3N1eMEHTOB, NOATa/IKUBAIOLLMX UX
K B3aMMOAEHNCTBUIO U CMJIETEHHIO.
OAUH U3 3TUX 3/IEMEHTOB
CKNlaabiBaeTcAa M3 hparmeHTOB
HOBbIX NMeCeH, CTaBLWKUX CUMBOJIaMH
OeMOKpaTUU 1 NpaB YesioBeKa,
YHUBEPCaibHOW CUJION B

60pb6e NPOTUB pasHbIX TUMOB
OVUCKPUMHHALMK MO BCEeMY MUPY.

BTopo# caKTop BAUAHUA —

3TO rosioca y4acTHUHKOB OpPKecTpa,
npeacraBnfAtoLLue cob6omn
WHAMBUAYaSIbHbIE UHULMATUBBI,
KOTOpble Ha pacCTosHWUK
BOCMNPUHUMAIOTCA KaK eanHoe
3BYKOBOEe 06/1aK0.

TpeTun hakTop — neyaTtHas
MalKWHKa; 417 MEHA 3TO
a6Co/IIOTHbIN pernpe3eHTaTUBHbIN
CUMBOJ1, OTPaaloLWwmim npowecc
YBNE€YEHHOro HanuMcaHus
TwaresbHO 064yMaHHbIX TEKCTOB,
K KOTOPOMY CMe/ibYaku npuberatoT
B MOJIYa/IMBOM COMNPOTUBJ/IEHWUH
BHELLHeMY AAaB/IeHUIO.

Y10 HanonHAET MeHA AYXOBHbIM
3apAaA0M — TaK 3TO TOT (haKT,

YTO CerogHA Kamabli MOHeT
Bbl6paTb CBOIO «MeYyaTHYIo
MAaLLUHKY» U CUIOK cnoBa
3anycTUTb BOJIHY O6LWMUX AeACTBUIA
ONA NOAAEPHKA AeMOKPaTHH.

CONCERTS

The orchestra is for me a dynamic
platform for exploring the relation
between the individual and the
collective, and for examining

the vulnerable communication
among an institution and its
members. The orchestral structure
consists of two harsh, mechanic,
contrasting blocks that are
gradually transformed by different
influencing elements that trigger
the blocks to interact and entwine.

One of these elements consists

of fragments of recent songs

that have become symbols for
democracy and human rights,

a unifying force in the fight against
different types of discrimination
around the world.

The second influencer is the voices
of the orchestral members,
consisting of individual initiatives
that appear from a distance as
collective clouds of noise.

The third influencer is the
typewriter; for me the ultimate
symbolic representation of
dedicated writing of carefully
reflected texts, used by
courageous individuals who
are quietly opposing a current
oppression.

Something that keeps my spirit
ebullient is the fact that today,
anyone can make their own choice
of ‘typewriter,” and by the power of
the word start a wave of supportive
actions for maintaining democracy.
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@ AOM AArunesa
piano-gala

WUCMNOJIHUTENU:
no/siMHa OCETUHCKas,
anekceu nobUmos,
BaZAUM XOJIOAEHKO

CoBuPAACH

K nonyHouu B lome Aarunesa,
My3bIKaHTbl UFPalT CBOU
No6MMbIe NPOU3BEeAEHUA

B TEMHOTE NPU CBETE KPOXOTHbIX
namn. Cnywarenu y3HawoTt
nporpaMmy Jiullib B CaMOM
tuHane. Mo 3ambicny, AenaetcA
3TO He paau WYTKU UK
NPOBEPKU 3PYAUPOBAHHOCTH
ny6aukun. NpocTo ctepeoTunbl,
KOTOpPbI€ BO3HUKAIOT MpHU
AHOHCUPOBaHWUU TOFO MUJIU
MHOIro NPou3BeAeHUsA, UHOM
pas MeLLaloT yC/blwaTb ero
NOAJIUHHYIO CyTb. pembepa
KamepHoro npoekrta Piano-gala
cocTosnacb Ha JJarnneBcKom
tectuBane B 2012 rogy, u ¢ Tex
nop nNporpaMma Kaxaoro
cnegyloLlero roga HembicaiMMa
6e3 3Toro hMpmeHHOro
KOHLepTa-MeauTaLmH.

CONCERTS

& the house of diaghilev
piano-gala

performed by
polina osetinskaya,
alexei lubimov,
vadym kholodenko

T musicians gather
HE in the House of
Diaghilev at midnight to play
their favourite pieces almost in
darkness, the space illuminated
by just a few small lamps.

The audience has no idea of
the programme content right up
until the concert finale. And it’s
not a joke or an erudition test.
It’s the way to cleanse people’s
minds from stereotypes:
sometimes it’s hard to hear

the essence of a piece when

its name is preannounced.

The premiere of the chamber
project Piano-gala took place
at the Diaghilev Festival in
2012. Ever since then it has
remained a firm fixture on the
programme to the point at which
it would be seen as unthinkable
not to include this brand-name
meditation concert.
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YHUKaNbHOCTb UCKYCCTBa
MonuHbl OCETUHCKOM B ToMm,
4YTO OHO YHMBepcanbHO. LleHuTenu
Ka4yecTBa (hopTenrMaHHOM Urpbl
HanAayT B HEeM npumep bnecraAwen
BMPTYO3HOCTH, PaBHO NPOABAAIOLLEN
ceb6s U B C/IOMHEHNLIUX CONbHbIX
COYMHEHUAX, U B 60raTbiX NbiWHbIX
napTuTypax anfa ¢opren1MaHo

¢ opKectpom. Te, Komy

[opora B My3blKaHTe Ayluia,
NPOHUKHOBEHHOCTb, HE MOTryT

He yBJie4bCHA B3BOJIHOBaHHbIM,

TO HEXHbIM, TO TPEBOKHbIM
paccKasoM O NMPUKIYEHUAX ITOM
OYLWN, BbipaXeHHbIX 3BYKaMU.
Jliobutenu UHTENNEKTyanm3ma

C yB/ie4yeHnem byayT cneauTb

3a U3bICKaHHbIM U 4acTo
napazoKca/ibHbIM MOCTPOEHUEM
€e KOHLepTHbIX Nporpavm,

3a nepeK/IMYKamMmm pasHbIX
npou3BeaeHUin, AUanorom
KOMIMO3MTOPOB Yepe3 BeKa U
CTpaHbl, KOTOPbIA yCTpauBaeT
MUCNONHUTENbHMUA. HaKkoHel,
3/1eraHTHOCTb, OrPOMHOE
obasAHue, cueHMYeCcKana xapuama
NMOKOPSAIOT B paBHOM CTENEHU BCEX.
COBOKYNHOCTb 3TUX CBOMCTB AenatoT
MonuHy OCETUHCKYIO OAHUM U3
HEeCOMHEHHbIX IM4EPOB CBOEro
NOKONI€HMUA NMUaHUCTOB.

CONCERTS

The uniqueness of music of

Polina Osetinskaya is in its
universality. Real connoisseurs of
the piano music will see her playing
as an example of brilliant virtuosity,
equally manifesting itself both in

the most complicated solo pieces
and magnificent scores for piano

and orchestra. Those for whom the
soul of the musician, his emotions
and feelings are valuable, cannot

but be inspired by the exciting,
sometimes gentle, then anxious

story about the adventures of this
soul, which find their expressions
through the sounds. The admirers of
intellectualism with high enthusiasm
will follow the sophisticated and often
paradoxical structure of her concert
programmes, the interchanging of
different compositions, the dialogue
of the composers through centuries
and countries, performed by this
virtuoso player. Finally, elegance,
colossal charm, and scenic charisma
mesmerize everyone. The combination
of these features makes Polina
Osetinskaya one of the incontrovertible
leaders of her generation of pianists.
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«Urpa Anekces JllobrumoBa
POMaHTHUUYECKH Bblpa3uTeNbHa U
KNlaCCUYECKU YpPaBHOBELLEHHA;
c/nywas ee, UCNbiTbiBaellb ABOMHOE
HacnamaeHue B3BOJIHOBAHHOIoO
BOCMPUATUA U CMOKOMHOIO
noHumaHuA. C 0AHOM CTOPOHbI,
nopaaeT MHOIFOYMCIIEHHOCTb
OXUBaKLWMUX NOA ero naabluamu 1
NPOHUKAKLWMNXCA CYGHLEKTUBHON
Bblpa3vTe/NIbHOCTbIO AeTaneu.

C 4pyron CTOpoHbl, yAUBNAET
06BbEKTMBHAA raPMOHUYHOCTb
BO3HMKaloLWero uenoro, M6o He
TONIbKO «AyX», HO U « ByKBa» CTUNA
cobntoaeHbl — BCe TOHKOCTH
(oKa3blBaeTcA onATb, B MUJIMOHHDIN
pa3!) 3an0eHbl B HOTHOM TEKCTe,
HY}EH JIULLb CBEMUMU B3rNAa U
HenpeaB3AaTaA MbiCb... OrpomHoe
KOJINYeCTBO BMUTbIBAeMbIX UM
My3blKa/bHbIX, TIMTEPATYPHbIX,
(UNOCOGCKUX NO3HAHUI, NPOMAA
yepes UHAUBUAYAJIbHOCTb 3TOMO
My3blKaHTa (Ype3Bbl4aiHO CTpOro,
JIULLEHHOro aMmbULMO3HOCTU

M CynepMeHCHKUX MaHep),
nepennaBnAlTCA B gparoueHHbIA
cnnaB ry6uHbI U NPOCTOThIY.
(Anbppes LLIHNTKe)

«0OaHO U3 Haubonee APKUX
npodeccruoHanbHbIX KayecTB
nuanucta Bagmuma XonoaeHKo —
3TO ero nopaarLme CBOUM
3BOHKUM 3By4YaHWeM AJIMHHbIE HOTbl,
KoTopble 6yATO 3aBUCAlOT B BO34yxe
Jonblle, Yem TOoro npeanonaraet
aKycTuKa. [lpyras ocob6eHHOCTb

ero Urpbl — 3TO BheyaTtaAwLan
BUPTYO3HOCTb... HeT HUKaKux
COMHEHHHM, 4YTO nepes HaMu NMUAHUCT
BbICOKOIO YPOBHAM.

(Los Angeles Times)

CONCERTS

‘Alexei Lubimov’s play

is romantically expressive and
classically balanced; while listening,
one experiences the double pleasure
of anxious perception and calm
conception. On the one hand, what
really amazes is the rich variety of
details which liven up under his
fingers being penetrated by the
subjective expressiveness. On

the other hand, the true and real
harmony of the growing one whole
astonishes, since not only the ‘spirit’
but also the ‘letter’ of the style are
honoured — all the subtleties (as

it turns out again, for the millionth
time!) are embedded in the music
text, one needs just to look with

a fresh eye and an unbiased
thought... A vhuge amount of musical,
literary and philosophical knowledge,
passing through the individuality

of this musician (exceedingly
disciplined, free of ambitions and
superman manners), are melted

into a precious fusion of depth

and simplicity.’ (Alfred Schnittke)

‘One of Vadym Kholodenko’s
two most notable qualities as a
pianist are his stunning ringing tone,
which allows him to leave notes
hanging in the air longer than the
physics of acoustics would suggest

is possible. The other is an opposite
crisp and spectacular digital speed...
There is little doubt that he is a pianist
of stature.’ (Los Angeles Times)
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KOHLIEPTbI

@ yYacTHaAa hpmnapmoHuA
«TPUyMd»

KaMepHbli KOHLepT

aHcambnen musicaeterna

CKpUIKa: Bagum TeMtUKoB

CKpMUIKa: eKatepMHa poMmaHoBa

anbT: rPUropmvn YeKMmapen
BUOJIOHY€E/1b: BNagUMUP C/I0BAY€BCKUMA

CKpMMKa: AMUTpuin 60poavH
CKpM1MKa: Aapuvsa 3uatauHoBa

BMOJIOHYE/Ib: UFOPb 6060BUY
anbT: Haun 6aKkueB
CKpUIMKa: aHapen cureaa
CKpMIKa: efieHa uBaHoBa

CHKpM1IMKa: Mapusa CTpaTOHOBUY
opTennaHo: MmMxana MopABUHOB

¢opTenmMaHo: mmxauwn MOpABHUHOB
CKpMUIKa: aHacTtacuA wanosan
CKpMUIKa: efleHa uBaHoBa

anbT: rPUropmvn YeKMmapen
BUOJIOHYeNb: poMmaH eddMMOB

Musica
CHAMBER o —
Be4Yep Heob6bIYHOro opmara,
Ha3BaHWE KOTOPOro MOMHO
TpaKToBaTb NO-pa3HOMy. ITO U
KOHLEepT UHCTPYMEHTaIbHON KaMepHOM1
MY3bIKHU, KOTOPYIO UCMOMHAIOT
COOTBETCTBEHHO KamepHble aHcambu
WNU Ay3Tbl, TaK WK MHa4Ye CBA3aHHbIe
C npocnaBNeHHbIM OPKECTPOM
musicAeterna nog ynpaBneHuem
Teoaopa KypeHTt3uca. U KoHuepT-
MapadoH, B CTPYKTYpe KOTOPOro
3aJ10}eH NPUHLMN 6ECKOHEYHOCTH,
BapUaTUBHOCTU U NPEEMCTBEHHOCTH
My3bIKM B niaHe TeM, (hpa3MpoBOK,
*aHpoB U HanpaBneHun. OcHoBy
opKecTtpa musicAeterna cocraBnaior
My3blKaHTbl C 60raTbiM OMNbITOM
COJIbHbIX BbICTYMJIEHHUH, YTO
no3BosifieT UM 06beAUHATBCA B Camble
pa3Hoo6pa3sHble, YHUKaNbHbIe Mo
COCTaBy U penepryapy aHcambsu.

CONCERTS

@ private philharmonia
‘triumph’

chamber concert

of musicaeterna ensembles

violin: vadim teyfikov

violin: ekaterina romanova

viola: grigory chekmarev

cello: vladimir slovachevsky

violin: dmitry borodin
violin: daria ziatdinova

cello: igor bobovich
viola: nail bakiyev

violin: andrei sigeda
violin: elena ivanova

violin: maria stratonovich
piano: mikhail mordvinov

piano: mikhail mordvinov
violin: anastasia shapoval
violin: elena ivanova
viola: grigory chekmarev
cello: roman efimov

Musica
CHAMBER rorm
is an unusual music evening, and the
name of it also has a few secrets.
On the one hand, it is a concert
of instrumental chamber music
performed by chamber ensembles and
duets in this or that way connected
with famous musicAeterna Orchestra
conducted by Teodor Currentzis.
On the other hand, it is a concert-
marathon, the whole concept of it is
built on the idea of infinity, flexibility,
and succession of music in terms
of themes, phrasings, genres, and
styles. The essential part and basis
of musicAeterna Orchestra are
musicians with a wide experience
of solo concerts and performances,
which allows them to band into
variable ensembles unique in their
instrumentation
and programmes. .
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KOHLIEPTbI

@ AOM AArunesa
CTPYHHbIW rana

WCMONIHUTENU:
AMOBaHHU connuma,
aneKkcaHap pyauvH

B 10XHOBMBLLMCH

ycnexom HoyHbIx Piano-gala, 6e3
KoTopbix ¢ 2012 roga HeMbIC/IUM
JAaruneBcKMiA hecTUBanb, AUPEKUUA
€eroAHo ULLET HOBble BapUaHThbI
paclmMpeH1sa KoHuenuuu. Tak,

B 2014-m nosasunuck Violin-gala

u Clarinet-gala, B 2017-m B conbHoM
no3uuu1u Brnepsble NpeacTana
BUOJIOHYENDb. 1o cnoxuBLIeicA
TPaAULMUU KOHLIEPT NPOXOAUT

B [lome [larnnesa, B TEMHOTE,

a nporpaMmy caywiatenu ysHawoTt
TONbKO B CaMOM hHUHane.

CONCERTS

@ the house of diaghilev
string-gala

performed by
giovanni sollima
and alexander rudin

by success
INSPIRED & van
Piano-gala, which since 2012 one
can hardly imagine the Diaghilev
Festival without, every year
the direction searches for new
variants and options for concept
extension. Thus, in 2014 Violin-
gala and Clarinet-gala got their
birth, and in 2017 the cello got its
solo position as well. Due to the
tradition, the concert takes place
in the House of Diaghilev, in the
dark, and the programme which
is kept a secret, will reveal to the
audience just in the concert finale.
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AnexkcaHap PyauH —

OAMWH U3 CaMbIX APKUX
npeacraBuTesIed COBPEMEHHOro
OTeYeCTBEHHOro My3blKaJIbHOro
MUCKyccTBa. Buononuyenucr

C MUPOBbIM UMEHEM,

LUPUKEDP, COTPYAHUYAIOLWMH
KaK ¢ CUM(OHUYECKUMHU, TaK

M C KaMepHbIMHU OPKeCTpamH,
NMUaHUCT, BblAaloLWMUHCA
aHcambnucT, negaror,
uccnepoBaTesib CTapUHHDBIX
napTUTyp, aBTOpP OPKECTPOBbIX
peAakuun KamepHbIX
npou3BeAeHUI, CoCTaBUTE/b
YHUKa/IbHbIX TEMaTUYECKUX
LMUKNOB, — BO BCEX 3TUX
TBOPYECKMX UNOCTACAX OH
peanusyet cebA ¢ OAUHAKOBbLIM
ycnexom. PyauH npuHagnexur
K TUNY MY3bIKaHTOB-
yHuBepcanos. Ho paxe B paay
CBOMX MPOrpeccuBHbIX Konner
OH npeAacTaeT JIMYHOCTbIO
HeopAWHAPHOM: Pa3HOCTOPOHHE
0JapeHHOM, C YAUBUTEIbHOMN
MHTEHCUBHOCTbIO paboTatoLlen
B CaMbIX pa3HbIX cepax
My3bIKa/lbHOrO UCKYyCCTBa

M BMECTe C TeM — O4YeHb
LeNbHOM U OpraHM4HoOn. B cBoem
TBOpPYECTBE MY3blKaHT CTPOro
cneayet usbpaHHomy nNyTm —
NMyTU NOUCKOB U IKCMNEPUMEHTOB
B pyc/sie YACTOW aKageMU4eCHOMN
Tpaauuun. « MysbiKa
CyLLecTBYeT He Ha 6uc», —
cuutaet AnekcaHgp PyauH.

CONCERTS

Alexander Rudin is one of the
most prominent representatives
of contemporary national

music art. The world-famous
cellist, conductor, collaborating
with both symphonic and
chamber orchestras, pianist,

an outstanding ensemble player,
tutor, specialist in researches

of authentic scores, author of
orchestral editions of chamber
pieces, author of unique thematic
cycles, — in all these artistic
images he realizes himself with
equal success. Rudin belongs to
the type of musicians-generalists.
But even among his promising
and progressive colleagues he
appears to be an extraordinary
person: multi-talented, showing
high intensity work skills in
diversified areas of music art,
together with being a whole and
highly structured figure. In his
work the musician strictly follows
the chosen path — the path of
searches and experiments in
compliance with pure academic
tradition. ‘Music does not exist
for ‘encore’,’” believes Alexander
Rudin.
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«TanbAHCKUIA BUONIOHYENUCT
AxoBaHHU Connmvma —
MUCMOJNIHUTE/Ib K/TaCCUYECKOM
My3bIKHX CO CTaTyCOM POK-
3Be3/bl; OH CBOEro poaa
AHuMn XeHZpUKC, HO U3 MUpa
CUMGMOHUYECKON MY3bIKU.

Emy yoanocb BAOXHYTb HOBYIO
MU3Hb B UHCTPYMEHT, KOTOPbIA
cywecTByert yxe 6onee 300 net
M NpeBpaTUTb ero BO 4TO-TO
LENACTBUTE/IbHO OLLeIoMIfALLee.
Mog ero BUPTYO3HbIMK NanbLamMu
BMOJIOHYE/Ib NpeBpaLlaeTca U3
3/1eraHTHOro KOHCepPBaTUBHOIO
KNacCHUYEeCKOro MHCTPyMEHTa

B CTOHYLLYIO U PbIAAIOLLYIO
6aHLWwK, NnocblnarLwyo BCaes,
NIO60MY CBOU 3NEKTPUYECKUE
NOTOKM... «YTO MHe HpaBMUTCA
B BUOJIOHYENH, TaK 3TO TO,

YTO Tbl CTAHOBULLbLCA YacCTblO
3ByKa, — rosoput ConnmMma. —
N3 BCeX MHCTPYMEHTOB
BMOJIOHYE/Ib HAXOAUTCA K Teny
6nuKe ocTanbHbIX. HacTb 3BYKa
BO3BpallaeTca K tebe, U Tbl

YYBCTBYELUb 3TO B palioHe }UBOTa,
Tbl ollyLlaelb 3TO Ha PU3UYECKOM

ypoBHe. BuonoHuenb cosgaer
BOKPYI MEHSA NPOCTPaHCTBO,

KaK KOMHaTa, U Tbl OTKPbIBaeLlb
OKHO Y OTNyCKaelb 3BYK Ha
BOIO. BUonoH4Yeno — Mon aom».
(The Sydney Morning Herald)

CONCERTS

‘Italian cellist Giovanni
Sollima is a classical player
with a rock star status; the Jimi
Hendrix of the orchestra world
who has breathed new life into
an instrument that's been around
for more than 300 years and
turned it into something wicked.
Under his rapidly scuttling
fingers, the cello morphs from
elegant old-timer into screaming
banshee flinging electrical
spangles at anyone in its wake...
‘What | love about the cello is
that you become part of the
sound,’ Sollima says. ‘The cello
is the most connected instrument
to the body. Part of the sound
comes back at you and you feel
it in the stomach; it is a very
physical sensation. The cello
makes a space for me like a
room, and you open the window
and let the sound out. The cello
is my home.’ (The Sydney
Morning Herald)
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@ AOM AArunesa
midnight-gala

MOCKOBCKHM aHCamb6/b
COBPEeMEHHOW MY3bIKU
M onbra 60po3amHa
(BuaeonepdopmaHc)

nosvHa oceTUHcKasa (choptennaHo)

DoPMAT

NepmMcKUX hecTuBasbHbIX gala —
He MbIWHbIX MHOIOJIIOAHbIX
KOHLIEPTOB-MOKAa30B, a KaMepHbIX
BCTPEY UCNoJIHUTENEeN

CO 3pUTEeNsIMU — MOJIy4yaeT HOBble
Bapuauuu. B atom roay ato
Midnight-gala — «nonyHo4HbIM»
KOHLepT ¢ yyactuem MocKoBCKOro
AHcam6na CoBpemMeHHOM

Mysbiku (MACM) B coapyecTBe
C BUAeoXyaoxHUuen Onbrom
Bopo3anHOi, U NMAHUCTKH
MonuHbl OCEeTUHCKOMN.

My3bIKaHTOB U cnylwiaTenen

no TpaauLUMK NpUMHUMaeT

JAdom laruneBa — 0COGHAK

B AyXe No3agHero pyccKoro
Knaccuuusma, rae nposen

CBOM LEeTCKHUe robl BE/IMKHUA
uMmnpecapuo. Jlom npuHaanexan
AAruneBbiM Ha NPOTAMEHUU TPeX
DeCATUNETUN U 6bln Npo3BaH
coBpeMeHHUKaMK « [lepMCKUMU
AdurHamu» 3a TO, 4YTO MO YeTBEpram
3aecb cobupanuch nobutenu
MUCKYCCTB, YTO6bl My3ULMPOBaTb,
neTb M pasbirpbiBaTb

AOMAaLLHWE CMEeKTaK/u.

CONCERTS

@ the house of diaghilev
midnight-gala

performed by

moscow contemporary
music ensemble

and olga borozdina,
video performance

polina osetinskaya, piano

T format of the Perm
HE festival gala — not

the pompous mass concerts-shows,
but the chamber meetings of the
performers with the audience —
gets new variations. This year, this
is the Midnight-gala — a ‘midnight’
concert with the participation

of Moscow Contemporary Music
Ensemble (MCME) in collaboration
with video artist Olga Borozdina,
and pianist Polina Osetinskaya.

Traditionally, musicians and
audience are welcomed by the
House of Diaghilev, a mansion in
the spirit of late Russian classicism,
where the great impresario spent
his childhood years. The house
belonged to the Diaghilev family for
three decades and was named by
his contemporaries ‘Perm Athens’
since the admirers of art gathered
there on Thursdays to play music,
sing and stage home performances.
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npyu NoAAepHKe
MHWHUCTEpPCTBa
KY/NbTYpbl POCCUHUCKOM
theaepauuun

with the support
of the ministry
of culture

of the russian
federation

P

POCKOHLEPT

CTEMCTRO KYALTYPM
CHICKON SEAEPALLIMM

KOHLIEPTbI

MACM — MockoBcKuit
AHcam6nb CoBpemMeHHOM

My3bIKM — He3aBUCUMbIH
npogeccUoHanbHbIX KONJIEKTUB,
06beAMHMUBLUMI NYYLLINX
POCCUMACKUX MY3bIKAHTOB —
3KCMNepToB B 061aCTH
COBPEMEHHOIr0 UCMOJIHUTEILCKOIO
ucKycctBa. Co3aaHHbIN

B 1990 rogy KOMNO3UTOPOM
Opuem KacnaposbiM npu
HenocpeACTBEHHOM y4acTUH
nugepa poCCUMCKOro aBaHrapga
daucona [leHucosa, MACM

cTan nepBbiM POCCUACKUM
aHcambnem, HaLeNneHHbIM

Ha NpoABUMKEHUE MY3bIKU

XX n XXI BeKoB U NoanepHKy
COBpPeMEeHHbIX KOMMO3UTOPOB.
BbasoBas ctpyktypa MACM —
KBUHTET ((hNierTa, KNapHeT,
CKPMMKa, BUOJIOHYEb,
cthopTennaHo), Np4 3TOM COoCcTaB
yacTo pacwupseTca 40 601blIoro
aHcamM6nA U KaMepHOro OpKecTpa.

ApceHan aHcambnsa BKAOYaeT
npousBeAeHMA CaMbiX pasHbIX
3M0X OT 6aPOKKO A0 HALUMX

OHeH, YHUKanbHble NporpamMmbl,
3KCHJ/II03UBHbIE UHCTPYMEHTaJIbHble
Bepcun. OaHAKO OCHOBHOM
3ajavyen KonneKkTuea

ABNAETCA NpeacTaBNeHUe
aKTyanbHOro TBOp4YecTBa
POCCHUIACKUX U 3apyberHbIX
KOMMNO3MUTOPOB, BK/IOYasA
MOIOAbIX aBTOPOB — Ha ero cuyety
6onee 1000 poCcCUMCKHUX

M MUPOBbIX NpeMbep.

OAHO U3 rnaBHbIX Hanpae/ieHU
LeATeNbHOCTU KOJJIEKTUBA —
perynfipHbleé NpoCBETUTE/IbCKUE
nporpammbl. BecnpeueaeHTHbIM
ana Poccun npoexkTom ctana
exerogHas AByxHeAeNbHasnA
MexayHapoaHaa akagemus
MOJI0AbIX KOMMO3UTOPOB B ropoae
YarikoBckoM (MepmMcKUA Kpai),
ctaproBaBLuan B 2011 roay.

CONCERTS

Moscow Contemporary
Music Ensemble (MCME)

is an independent professional
team, bringing together the best
Russian musicians — experts

in the field of contemporary
performing art. Created in

1990 by composer Yuri Kasparov
with the direct involvement of
Russian avant-garde leader
Edison Denisov, MCME became
the first Russian ensemble
aimed at development and
promotion of music of the 20th
and 21st centuries and support
of contemporary composers.

The basic structural form of
MCME is a quintet (flute, clarinet,
violin, cello, piano), while the
instrumentation often expands
to a large ensemble and chamber
orchestra.

The arsenal of the ensemble
includes pieces and works

of various periods, from the
Baroque to the present days,
unique programmes, exclusive
instrumental versions. However,
the principle purpose of the team,
who released more than 1,000
Russian and world premieres,

is to present the currently central
works of Russian and foreign
composers, including young
authors.

MCME has strong educational
goals to bring contemporary
music to a wide range of
audiences. In 2011 MCME initiated
a project that was unprecedented
in Russia: an annual International
Young Composers Academy

in the town of Tchaikovsky

(Perm Territory).
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KOHLIEPTbI

@  OpraHHbIM 3an
nepMcKoun thunapmMoH1H

KOHLIepPT BagMma XOJIOAEHKO

(dbopTenunaHo)

noaBuUr BaH 6eTxoBeH

coHaTa ansa doprenuaHo N 14
A0-Aue3 MUHOp, op. 27, N2 2
(«lyHHanA»)

cepreuv npoxkotbLes
coHaTa N¢ 6 ana cdoprenuaHo
A Maxop, op. 82

thpenepuK LwoneH
coHaTta ansa doprenuaHo N2 3
CHU MHUHOp, op. 58

« B3BELLEHHAA

BUPTYO3HOCTb W IOHOLIECKUHA OrOHbY, —
nucana o Bagume XonogeHKo

The Guardian B 2015 roay. «Ype3BbI-
YyalHaA Bbipa3vTeNbHOCTb, HaCbIWEH-
HaA o6pa3amu, C NOBECTBOBATE/IbHO-
NNacTUYHOW arorMKoi», — panopTo-
Ban noptan bachtrack.com B 2017-m,
oTAaBasA My3blKaHTYy BCe NATb 3Be3A.
3onotoit meganuct MexayHapoaHOro
KOHKypca nuMaHucToB UM. BaHa Knu-
6epHa (2013), XonoaeHKO 3apeKoMeHA0-
Ban ce6A KaK OQUH U3 caMbiX BAYMYU-
BbIX MUCNOJIHUTENEN HOBOIO MOKOJIEHHUS.

Ero eBponeicKuMi ycnex Hadyasncs

c no6ea Ha KOHKypcax MMm. Mapuu
Kannac B AduHax (2010) u dpaHua
LLy6epta B JopTmyHae (2011).

B ce3oHe 2013/2014 my3blKaHT gan
60nbLion racTponbHbiA Typ no CLUA,
ctpaHam EBponbl U A3uu U BbINyCTUN
nepBbii CD — ¢ TpemsaA hparmeHTamu
u3 6aneta «Metpywka» CTpaBUHCKOro
¥ « TpaHCUEeHAEHTHbIMU 3TIOAAMU»
Jlucta — Ha nei6ne harmonia mundi.
B 2015-m n 2016-m ero 3anucu dopre-
nUaHHbIX KoHuepTtoB Mpura, CeH-CaHca
1 MNMpokodbeBa nonanu B Ton « Bbi6op
peaakTopa» MypHana Gramophone.

CONCERTS

@ perm philharmonic

organ concert hall
vadym kholodenko, piano.
recital

ludwig van beethoven

piano sonata no. 14

in c-sharp minor, op. 27, no. 2
(‘moonlight sonata’)

sergei prokofiev
piano sonata no. 6 in a major,
op. 82

frédéric chopin
piano sonata no. 3 in b minor,
op. 58

‘INTELLIGENT

virtuosity and youthful fire,” that’s

how The Guardian described Vadym
Kholodenko’s performance in 2015.
‘Extreme expression, rich in imagery
and full of figurative storytelling
agogics,’ Bachtrack.com reported

in 2017, rating the pianist with five
stars out of five. 2013 Van Cliburn
International Piano Competition

Gold medal winner, Kholodenko has
established himself as one of the most
thoughtful musicians of his generation.

His European career began after he had
won the 2010 International Maria Callas
Grand Prix in Athens and the 2011
International Schubert Piano Competition
in Dortmund. During the 2013/14 season,
he made a grand tour around the

USA, Europe, and Asia and released

his first CD with harmonia mundi
featuring three movements from Igor
Stravinsky’s Petrushka and Franz Liszt’s
Transcendental Etudes. In 2015 and 2016
his recordings of piano concertos by
Grieg, Saint-Saéns, and Prokofiev were
awarded Gramophone ‘Editor’s Choice’.

>
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CerogHa B AUCKOrpaduu nUaHUcTa
Takie: CD c npousBeaeHuamu bana-
KupeBa, YalikoBcKoro, Hypb6aTtoBa 1
YannbirwHa (« Menogusa», 2015), a
TaKHKe KOHLEepTHaA 3anucb COYUHEHUN
XuHgemuta, Bepra u Bonbta (« Meno-
aua» U Apriori Arts Agency, 2017).
Auck ¢ pabotamu CKpsAbuHa (harmonia
mundi) 6b11 Ha3BaH 3anucbio 2018
roaa no sepcuu Diapason d’Or.

Csou nporpammbl Baaum XonoaeHko
PaHMHUPYET C aIXMMUYECKOHU Npoay-
MaHHOCTbIO: K TLaTe/IbHO B3BeLUeH-
HOM ApamaTtypruuv gobasnseT «NATbIM
3/IeMEHT» — 3KCNPECCUI0, KOTOPYIO
OTMEpPUBAET UCKIIOYUTENIbHO TOYHbIMM
no3amu. [lna BbiCTynneHusa Ha [aru-
neBcKom tectuBane Bagum XonoaeHKo
BblGpan u3BecTHble U, 6onee Toro, —
OOBONBHO NMONyApHble COHaTbl: «JIyH-
Hyto» beTxoBeHa, LLlectyto MpoKodbeBa
1 TpeTbio LLoneHa, — 4To, 0A4HaKO,
TONbKO Ao6aBnseT rpagyca oTBeT-
CTBEHHOCTH A1 UCTIONHUTENA. « 3a4yeM
3TO HYMHO, pa3 3TO Cbirpanu yxe 150
pa3?» — 3azaBancs BONPOCOM My3bi-
KaHT ewe B 2013-m B 04HOM U3 UHTEP-
BblO, KOrZla TOJILKO NoACTynancs K
MUCNOIHEHMIO BCeX 32 hopTenraHHbIX
coHat betxoBeHa. U TyT e napupoBan:
OHU «HUKOTZAa He NoTepsAIoT LLeHHOCTH.
HKorza s OTKpbIN caMylo « XMTOBYIO» U3
HUX, «JIyHHYIO», 1 6bIlN B O4YepeaHOH
pa3 NoTpsCeH TeM, Kakas 3TO FreHu-
anbHas my3blKka. OHa A0oCToMHa Toro,
4yTOGbI 3By4aTb MO CTO pa3 B AeHb».

«JlyHHasA» coHara (Ha3BaHue, K C/OBY,
AaHo He BbeTxoBeHom, a yXe nocne ero
cmepTu noatom Jlioasurom PenbluTa-
60M, « pasrnAgeBWUM» B My3biKke ee
nepBoM YacTu nensam OupBanbawTeT-
CHOro o3epa B NIYHHYIO HOYb) OKa3ana
OrpoMHOE B/IMAHUE Ha TBOPYECTBO
nocneAyLmMx KomnosuTopos. TaK, no
cune o606LWeHUA U XxapaKkTepy TemaTu-
YeCKOM yrny6a1eHHOCTU C 6€TXOBEHCKUM
¢thopTenMaHHbIM TBOPYECTBOM 3pesion
nopbl NepexkInKaeTca Tpuaaa dopre-
nuaHHbIx coHaT Cepres MNpokodbeBa'.

CONCERTS

Today his discography includes also
a CD of compositions by Balakirev,
Tchaikovsky, Kurbatov, and Chaplygin
(Melodiya, 2015) and a live recording
of works by Hindemith, Berg, and
Wolf (Melodiya and Apriori Arts
Agency, 2017). His CD with Scriabin’s
compositions was named the ‘Record
of the Year’ by Diapason d’Or.

Vadym Kholodenko programmes

his recitals with a forethought of an
alchemist: he combines carefully
balanced dramaturgy with ‘the fifth
element’ — expression, measured out
in the most precise quantities. For his
performance at the Diaghilev Festival,
he has chosen three well-known
sonatas: Beethoven’s ‘Moonlight’,
Prokofiev’s Sixth, and Chopin’s Third
Sonatas. However, the fact that

they are so popular only increases
the performer’s responsibility. ‘Who
needs it, if it has been performed

150 times already?’ he wondered

in an interview back in 2013, when
he was only preparing to perform

all thirty-two Beethoven’s piano
sonatas. And added right away that
they ‘will never be irrelevant. When

| opened the score of the biggest
‘hit’, ‘Moonlight Sonata’, | once
again was struck by the greatness

of this music. It could and should be
performed a hundred times a day.’

‘Moonlight Sonata’ (which was
given this name after Beethoven’s
death by a poet Ludwig Rellstab
who ‘saw’ a moonlit landscape of
Lake Lucerne in the music of the
first movement) had an enormous
influence on the music of all the
subsequent composers. The level
of generalization and the nature of
thematic depth link Beethoven’s
mature piano compositions with
Sergei Prokofiev’s three War
Sonatas'. Mira Mendelssohn-Prokofiev
recalled that a thought to write
three sonatas — Sixth, Seventh,
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' lenbcoH B. ®oprenuaHHoe

TBOPYECTBO U NMUAHW3M
MNpokodbeBa. —

M.: CoBeTcKui
KomnosuTop, 1973. C. 195.
Delson, Viktor. Prokofiev’s
Piano Compositions

and Pianism. Sovetsky
Kompositor, Moscow,

1973. P. 195.

2C. C. NMporodbes.
Marepuansbl. [JOKyMeHTbl.
BocnomuHanua. —
M.: FocyaapctBeHHOe
My3blKabHoe
usaarenbcTso, 1961.

C. 393.

S. S. Prokofiev. Data.
Documents. Memoirs.
Gosudarstvennoye
Myzykal’noye lzdatel’stvo,

Moscow, 1961. P. 393.
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Mo BocnomuHaHuAmM Mupbl MeHaenb-

coH-TpoKothbeBOH, « MbIC/Ib O HaNUca-
HUMU Tpex coHaT — Llectoi, Ceabmoi u
Bocbmo#, Bo3HUKLAA y Ceprea Cepre-
eBuya B 1939 r., B [ee] namATH cBA3bI-
BaeTcA C YTEHUWEM UM JIETOM 3TOro roga
KHUrM PomeHa PonnaHa o BetxoBeHe»?.

TpeTbsa YacTb 6€TXOBEHCKOro onyca —
C noa3arosioBKoM quasi una fantasia
(«B Ayxe haHTa3suKU»), NOCKOJbKY
COHaTa pelleHa KOMMO3UTOPOM He

B TPaAULMOHHOM NocneaoBaTe/lbHOCTH
(6bICTPO — MeaNeHHO — 6bICTPO),

a pa3BuBaeTCcA OT MeZAJIeHHOW NepBOW
4yacTu K 6ypHOMY thMHany — nocayxuna
o6pa3uom ana daHTasuU-aKcnpomTa
®peaepuka LLoneHa. C TpeTbei xe
€ro CoOHaTol COYMHeHUe, 3ajaillee
TOH BCeMy Beuepy, CBA3blBaeT
6/1U30CTb B YXOBHOM MJ1aHe: Kak

u betxoBeH, HanucaBwKi «JIyHHYIO»

B 60pbbe C HEeHMHbIM YYBCTBOM K
AwynbetTte NBUY4Yapau, Tak 1 LLoneH
BO BpeMs paboTbl NyGOKO nepemuBan
HenpocTble oTHoweHUA ¢ Hopx CaHa.

Baaum XonoaeHKo oby4vanca B Knes-
CKOM cpeaHel cneunanmsupoBaH-
HOM My3blKanbHOM LUKONe-UHTepHaTe
M. H. B. JlbiceHKo noa pyKkoBoa-
ctBom Hatanuu MpuaHesoi n bopuca
degoposa. B 2005 roay nepeexan B
MocHKBy 1 noctynun B MOCKOBCKyO
rocyfapcTBeHHY0 KOHCEPBaTOPHIO
um. M. KU. YainKoBcKoro, Knacc Bepbli
lopHocTtaeBoi. CoTpyaHuyan c LLot-
NaHACKUM CUMMDOHUYECKUM OpKe-
ctpom BBC, CumdoHU4eCKUM OpKe-
ctpom KpuctuaHcaHHa (Hopserus),
CumcoHMYecKUm opKecTpom Manbmé,
HKatapckum hunapmMoHUY4ECKUM OpKe-
cTpom, CUMhOHMYECKUM OPKECTPOM
HopBexcKoro pagno, CUAHENCKUM
CUM(GOHUYECKUM OPKECTPOM, OPKe-
cTpom musicAeterna nog ynpasne-
HUEM TaKMUX AUPUKEPOB, Kak Jleo-
Hapa CnatkuH, Murenb Xapt-begows,
Kapn CeHnT-Knep, IOpuit bawmer,
Bnagumup CnuBakos, Bnagumup
depoceeB U Teogop KypeHTauc.

CONCERTS

and Eighth — which came to Sergei
Prokofiev in 1939, was in her memory
linked with his reading that summer
Romain Rolland’s book on Beethoven?.

The third movement of Beethoven’s
opus is subtitled quasi una fantasia
(‘like a fantasy’) as in this sonata the
composer drops the traditional (fast —
slow — fast) order and increases the
tempo consecutively from the slow
first movement to the turbulent finale.
It inspired Frédéric Chopin to create
his Fantaisie-Impromptu. And his Third
Sonata has a spiritual connection to
the headlining piece of the recital:
Beethoven wrote his ‘Moonlight
Sonata’ while struggling with his
affection for Giulietta Guicciardi, and
Chopin composed his Third Sonata
while having a difficult relationship
with his lover George Sand.

Vadym Kholodenko began his musical
training in Kiev at the Lysenko Music
and Drama School under Natalia
Grydneva and Borys Fedorov. In 2005
he moved to Moscow to study at

the Moscow State Tchaikovsky
Conservatory under Professor Vera
Gornostaeva. He has worked with the
BBC Scottish Symphony Orchestra,
Kristiansand Symphony Orchestra,
Malmé Symphony Orchestra, Qatar
Philharmonic Orchestra, Norwegian
Radio Orchestra, Sydney Symphony
Orchestra, and musicAeterna Orchestra
conducted by Leonard Slatkin, Miguel
Harth-Bedoya, Yuri Bashmet, Carl

St. Clair, Vladimir Spivakov, Vladimir
Fedoseyev, and Teodor Currentzis.
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@ yYacTHaAa hpmnapmoHuA
«TPUyMd»

KOHLLEPT aneKkces lobUMoBa

(xamMmepRniaBup)

BO/IbhraHr amagen mouapTt
¢aHTa3nA 40 MUHOP, K. 396

AIH Nagucnae ACCeK (AYCUK)
coHaTta ansa doprenuaHo N2 18
MU-6emMonb maxop, op. 44
(«npoLaHue»)

MUXaun MUHKa

BapuvaLuM Ha Temy MouapTa
MU-6eMOoJIb MaKop

(U3 «BONWEGHOM (DNIENTDIN)

NoABUr BaH 6eTXoBeH
coHaTta anqa doprenuaHo N¢ 21
[0 Maxop, op. 53

XAMMEPKIABUP

(c HeMm. 6YKB. — «MOJIOTOHKOBOE
cthopTenMaHo») — CTapuUHHasA
pa3HOBUAHOCTb (hopTENUaHo,

a AneKce# JllobumoB — Haul
COBPEMEHHHUK, OAUH U3 NyYLLIUX

UCNONHUTENEN Ha 3TOM UHCTPYMEHTE.

Oco06eHHOCTLIO XaMMepKiaBupa,

pacnpoctpaHeHHoro B XVIll — Hayane
XIX BeKa, ABNAETCA U3bICKAHHOCTb
3BYy4YaHH1s, NEBYYECTb U BO3MOMHOCTb

NPOPUCOBKK 3BYKOM Me/bYarLLIMUX
Aetanen. B pasHbix cTpaHax ero
Ha3biBa/X No-pasHomy: B Utanum,
rae UHCTPYMEHT C MOJIOTOYKOBOM
MexaHUKoM 6bln1 U306peTeH, B
xoay 6bin clavicembalo con piano
e forte, T. e. KNaBeCHH C NUaHO U

topTte — otcloga pianoforte (Mtan.,

¢paHu.). B AHrnuu — fortepiano.

CONCERTS

@ private philharmonia
‘triumph’

alexei lubimov, hammerklavier.

recital

wolfgang amadeus mozart
fantasia in ¢ minor, k. 396

jan ladislav dussek
piano sonata no. 18
in e-flat major, op. 44
(‘the farewell’)

mikhail glinka

variations in e-flat major
on a theme from mozart’
die zauberflote (for piano)

ludwig van beethoven
piano sonata no. 21 in ¢ major,
op. 53

HAMMERKLAVIER

(‘hammer piano’ in German)

is an ancient type of piano, and
Alexei Lubimov is one of the best
living hammerklavier players.
Hammerklavier was popular in
the 18th — early 19th century, its
main features being its refined
sound, melodiousness, and ability
to accentuate even the subtlest
musical detail. This hammer-based
instrument had different names

in different countries: in ltaly,
where it was invented, they called
it clavicembalo con piano e forte,
which means ‘harpsichord with
piano and forte’ — thus the name
pianoforte in Italian and French.
In England, it was called
fortepiano.
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B 'epmanuu ¢ KoHua XVIII BeKka
MCNONIb30BaIu UTaNo-hpaHLy3CcKoe
cnoBo pianoforte, HauuoHanbHoe

e HasBaHuMe hammerklavier BBen
BerxoBeH — B U3gaHuWK cBOeH
CoHartbl ana ¢oprtenvaHo N¢ 28

na maxop, op. 101 (a He CoHatbl N2 29,
op. 106, Kak MHOrMe npeanonarator).
B Poccuun oo cepeauHbl XIX Beka
ynoTpe6Nsanu C/IOBO « KNaBUKOPAbI»,
KOTOpoe B AeNCTBUTENIbHOCTH

He COOTBETCTBYET YCTPOMCTBY
MHCTPYMEHTA, a NOTOM MepeLIU Ha
aHIIMACKoe NOHATHUE « (hopTenuaHo».

060 Bcem atom Anekceit Jllo6MmoB
MOMET paccKasbiBaTb Yacamu, Beab
MMEHHO OH B CBO€e BpemsA nogan

naeto cosgaHua B MockoBcKom
KOoHcepBaToOpuK haKkynbTeTa
MCTOPHUYECKOIO U COBPEMEHHOro
MCMNOJIHUTENIbCKOrO UCKYCCTBA, rae
Bnepsble B Poccuu 6biiu BBEAEHDI
nporpaMmbl 06y4eHMA Ha CTapUHHbIX
MHCTpyMeHTax. o ero MHeHuo,
«CTapUHHaA My3blKka, KNaccuKa,
pPOMaHTU3M, aBaHrapg, — KaK pa3sHble
A3bIKKU. YTOObI AOGUTBLCA NOAJUHHOCTH,
MY3bIKaHT AOJIHKEH CTaTb MOJIUIIOTOM...»
Bcemu aTuMK « A3biKamu» Jllo6MmoB
B/lafieeT B COBEPLUEHCTBe.

CONCERTS

In Germany, they used the Iltalian/
French word pianoforte since the late
18th century, and the domesticized
term Hammerklavier was introduced
by Beethoven as he published his
Piano Sonata No. 28 in A major,
Op. 101 (not Sonata No. 29, Op. 106
as it is believed). In Russia, the
word clavichords was used until

the mid-19th century, which didn’t
actually match the instrument’s
construction, but then the English
term fortepiano was adopted.

Alexei Lubimov can spend hours
discussing these things: it was he
who first came up with the idea to
open a faculty of historically informed
and contemporary performance at
the Moscow Conservatory, which
was the first academic course of
playing early musical instruments in
Russia. He thinks that ‘early music,
Classicism, Romanticism, and
avant-garde are like languages we
speak. A musician has to become a
polyglot to be authentic...’ Lubimov
has mastered all these languages.
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Anekceit Jliobumos ana

MHOIMX B My3blKaJIlbHOM MUpe
npumep ANA NoApakaHuA.

Mo okoH4YaHun MocKkoBCKOM
rocyAapCTBeHHOM KoOHCepBaTopuu
um. . U. YanKoBcKoro, knacc
leHpuxa Heiraysa, yxe B Hayane
CBO€M Kapbepbl OH OGHAPYHKH
paBHYI0 CTPACTb KaKk K My3blKe
3noxu 6apoKKO, UCMOJIHAEMOM Ha
CTapUHHbIX MHCTPYMEHTAX, TaK

M K COYMHEHUAM KOMMO3UTOPOB

XX BeKka — ot LLIéH6epra ao Codumn
ly6araynuHoi u Apso lMapra.
PykoBogun aHcambnem « Mysbilka —
XX Bek» (1969—1974), KoTOpPbLIA
nepsbiM B CCCP Ha4yan UCnonHATb
npousseaeHun LLIEH6epra, BebepHa,
BapToKa, LLUToKkxay3eHa, Keiaa,
Paiinu. C 1998 roaa asnaerca
TaKke npocdeccopom YHUBepcUTETa
Mozarteum B 3anbubypre. 3anucu
ero npousBeAeHui BbIXOAUIU

Ha nenbnax « Menoauna», Erato,

BIS, Sony, ECM, Alpha u ap.

Ha AaruneBcKom tecTuBane
Jllo6UMOB MrpaeT Ha XxamMmepKiaBupe,
M3roToBJIEHHOM U3BECTHbIM
pectaBpatopom Nonom MakHanTw.
HecKonbKo net Hasag aToT
MHCTPYMEHT 6bI/1 NpUobpeTeH
MepmcKKMM TeaTpom onepbl U 6aneTta
cneuuyanbHO AnA macwTabHoro
npoekra « Tpunorua Mouapta —

Ja MNoHTte B NMepmu». OH ABnAeTcA
penanKon xammeprnaBsupa AHTOHa
Banbrepa, npeacraBuTens Tak
Ha3blBaeMOM BEHCKOWM LUKOJIbI
cthopTennaHHbIX MacTepoB, KOTOPOro
BbICOKO LeHMn MouapT, KynuBLUKK Y
Hero UHcTpymeHT B 1782 roay. Caenas
coBpeMeHHyto Konuto, MakHantu

B O4HOM OTOLLEN OT OpUruHana —
pacwuvpun guanasoH xammepKnasupa
¢ 5 no 5,5 oKraB, 6narogapAa 4emy Ha
3TOM UHCTPYMEHTE MOMHO UCMONHATD
1 6onee No3aHUN, pPOMaHTUYECKUIA
penepTyap. 3Ty BO3MOXHOCTb
AneKce# J1lo6MMOB UCNOb3YeET

B CBOeM (hecTUBaNbHOM nporpaMmme.

CONCERTS

Alexei Lubimov is a role model

for many in the musical world.
Having finished the Moscow
Conservatory where he studied
under Heinrich Neuhaus, he soon
developed an equal passion for
Baroque music performed on

early musical instruments and

for the 20th-century music: from
Schonberg to Sofia Gubaidulina to
Arvo Pért. He was the leader of the
ensemble ‘Music — 20th Century’
(1969-1974), the first in the USSR
to perform music by Schénberg,
Webern, Barték, Stockhausen,
Cage, and Riley. Since 1998, he has
been a Professor of the Mozarteum
University Salzburg. He has recorded
with Melodiya, Erato, BIS, Sony,
ECM, Alpha, and other labels.

At the Diaghilev Festival, Lubimov
will play a hammerklavier made by
a famous fortepiano maker Paul
McNulty. This instrument was
purchased by the Perm Opera

and Ballet Theatre a few years

ago especially for a major project:
Perm production of the Mozart/

Da Ponte trilogy. It is a replica of

a hammerklavier owned by Anton
Walter of the so-called Viennese
piano making school, a manufacturer
greatly appreciated by Mozart who
bought one of Walter’s instruments
in 1782. McNulty’s replica is different
from the original in one aspect:

its range is 5.5 octaves instead

of 5, so it is suitable for the later,
Romantic repertoire as well. Alexei
Lubimov’s Festival programme
thrives on this improvement.



78

"Napow I.

[MuUHKa 1 ero 3Ha4yeHue

B UCTOPUM My3bIKU. —

M.: YHuBepcuteTcran
Tunorpacma Ha CTpacTHoM

6ynbBape, 1867. C. 79.

Laroche, Herman.

Glinka and His Importance
in the History of Music.
University Press on
Strastnoy Boulevard,

Moscow, 1867. P. 79.

2 Tam e. C. 80.
Ibid. P. 80.
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KoHuepT oTKpbiBaeT ®aHTasua 40 MUHOP
MouapTa, KOTOPYI0 KOMMO3UTOP Havan
nucartb NnpubnusutensHo B 1782 roay,
cpasy nocne HeHuTbbbl Ha KoHCTaHUUK
Beb6ep. OH 3aaymbiBan nbecy ansa
cthopTeNUaHo U CKPUNKK, Hanucan 28
TaKTOB U OTNOXUN paboty. B cneaytowme
OEBATb NIET }KU3HU OH 60/ibLue He
BEPHETCA K 3TUM YepHOBUKaM. Yike nocne
ero cmept Makcumunuan Wraanep
3aKOHYU Nbecy, OrpaHUYMBLUUCH

OZLHUM UHCTPYMEHTOM (MapTUIO CKPUIKH
Mouapt eaBa ycrnen HaMeTUTb).
HecmoTpsa Ha KnacCUYECKyo COHaTHYIO
topmy, cO4MHEHWe crocobeTByeT
MMMNPOBU3aLMH, YTO OTPAHKEHO B CaMOM
HasBaHWH, KoTopoe aan Ltaanep. B 1802
roay kKnasup 6bin usaaH B BeHe nog,
3aronoBKoM: « PaHTasuA ANA KnaBecuHa
WU XaMMepHKaaBupa, NoCBALEHHasn
maaam KoHctaHuuu Mouapt» / « Fantaisie
pour le Clavecin ou Pianoforte,

dédiée a Mad. Constanze Mozart».

Bnagumup CtacoB ogHamabl CKasan,
yT1o MMKHKa ana Poccun — 1O e
camoe, 4yto Mouapt — ana lepmaHum,
4yeM CrpoBOLMPOBaa Maccy CnopoB 1
Teopuin. OaHaKko lepmaH Jlapow, oauH
M3 Nyqywnx Kputuros XIX BeKa, ero B
3TOM NoAAepHMBa, HaxoAsa Meay
ABYMA KOMMNO3UTOPaMKU CXOACTBa B
M3ALLHOCTH U YUCTOTE rO/I0COBEAEHUA,
MYCTb MUHKUHCKOE U « MEHEE CJIOKHO
MU CMENIo», B CKJIOHHOCTU 060MX « K
MMHUTaUUAM, K ABOMHbLIM KOHTPanyHKTam,
K 3HepreTUYECKMM 3a4epHKaHuAMm,

K CMeJIbIM U OTAaNEHHbIM, HO PeAKO
npeanpUHMMaeMbiM XPOMaTUYECKHUM
MOAYNALMAMY'; @ elle — «B NeBy4YeCcTH
M BOKa/IbHOCTU MHCTPYMEHTaIbHOro
roniocoBeaeHUA»2. [NMUHKUHCKUE
«Bapuaumn Ha Temy MouapTta» —
TeMy U3 onepbl « BonwebHan

¢tnerta» — NoBOA NPOBEPUTb Ha
y6eauTenbHOCTb A0BoAbI Jlapowa 1
CracoBa. [M1HKa co3aan aABe pedaKuuu
«Bapuauuin»: ana doprenuaHo Uau
apdbl. AneKkceit Jllo6MMOB UCNONHAET
nepsyto, 60nee 06LEMUCTYIO
peaaKuuto 1821—1826 roaos.

CONCERTS

The recital will begin with Mozart’s
Fantasia in C minor. The composer
started writing it about 1782, right
after his wedding to Constanze
Weber. His original thought was

to compose a piece for piano and
violin, but he set it aside after 28
bars. He never returned to this
draft in the remaining nine years of
his life. After his death, Maximilian
Stadler completed the piece but
made it for one instrument only
(Mozart hardly began writing the
violin part). Despite its classical
sonata form, this piece encourages
improvisation, as follows from the
title (given by Stadler). In 1802,

it was printed in Vienna under the
title Fantaisie pour le Clavecin ou
Pianoforte, dédiée a Mad. Constanze
Mozart (Fantasy for harpsichord

or hammerklavier dedicated to
Madame Constanze Mozart).

Vladimir Stasov, a famous Russian
critic, once said that Glinka in

Russia is like Mozart in Germany,
which aroused lots of arguing and
speculation. However, Herman
Laroche, one of the best critics of
the 19th century, supported this
opinion; he found that the two
composers shared the similar
subtlety and purity of voice motion,
although Glinka’s might have been
‘less sophisticated and bold.’

It’s also the similar inclination ‘to
imitations, to double counterpoints,
to energetic suspensions, to brave
and remote, however rare, chromatic
modulations’,” and the similar
‘melodiousness and vocal-like quality
of instrumental voice motion?2.’
Glinka’s Variations on a Theme from
Mozart’s Die Zauberfléte invite us to
put Stasov and Laroche’s opinion to
a test. Glinka created two versions of
the Variations, for piano and for harp.
Alexei Lubimov will perform the first,
longer version written in 1821-1826.
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Ax Nagucnas ioccek (JycuK),
KPYMNHbIA NpeACTaBUTE b YELLUCKOMN
MY3bIKX BTOPOM nosioBuHbl XVIII —
Ha4vana XIX BeKkoB, 6bl1 OAHUM U3
nepBbIX NMAaHUCTOB-BUPTYO30B,

KTO BbICTyNasn ¢ racTponsfmMM no
Bcen EBpone — ot JloHAOHa A0
CaHkTr-lNMeTtep6ypra u MunaHa. Kak
KOMMO3UTOP, OH CTaN NPeABECTHUKOM
poMaHTM3Ma, B YacTHOCTH, LLloneHa,
LUlymaHa n MeHaenbcoHa. BamHyto
pO/ib B UCTOPUM MY3bIKHK Cbirpana
ero apy#6a c IxxoHom Bpoasyaom,
dopTenMaHHbIM MacTepom M3
JloHaoHa, Kotoporo [lioccek
npyMepamMM CBOMX COYMHEHUN
no6yaun K paclMpeHUto aguana3oHa
MHCTPYMEHTAa U CO34aHUI0 NepBbIX
LLeCTUOKTaBHbIX thopTenuaHo. Ero
CoHaTta N? 18 mu-6emonb maxop
6blna HanucaHa B 1799 roay no
cny4yaro otbesza 13 JloHgoHa
Komno3utopa Myuuo KnemeHTu.

B Helt UCKyCHO coyeTatoTca

CTUIU pasHbIX 3MOX U CTPaH:
HemeLKaA 6apoyHasa NoUtOoHHKA,
MOL.apTOBCKasA Npo3payHoCTb,
6EeTXOBEHCKHUM « repoUYECKUN»
CTU/b, NpeapOMaHTHUYeCcKasn
YYBCTBUTE/IbHOCTb, 3JIEMEHTbI
YELUCKOro TaHueBasnbHOro osibKkaopa.

Mporpammy 3aBepluaeT 6eTX0BeHCKas
CoHarta ana doprenraHo N 21

A0 maxop. HanucaHHasa B 1804

roay, oHa 6bla co3aHa B pacuyeTte
Ha TeXHUYECKUe OTKPbITUA

CBOEro BpeMeHW — WUHCTPYMEHT

C AiMana3oHOM OKTaB, 60/IbLUUM
nAaTtu. Ewe oaHa oco6eHHOCTb
npousBeseHUA — BUPTYO3HbIA
npuem, 3agymaHHbli KOMMO3UTOPOM:
NUaHUCCHUMO TIMCCAHAO B OKTaBax
ANnA 06erx pyK, ABUKYLLIUXCA B
NPOTUBOMNOJIOKHbIX HanpaB/leHUSAX.
He cnyyaiHo Bunbrenbm JleHu,
aBTOP MOHYMEHTaNIbHOro Tpyaa
«BbeTtxoBeH U ero Tpu cTuna»
(Beethoven et ses trois styles, 1855)
Ha3Ban aty CoHaTty «eponyecKoi
cUMbOHHUEeN ana bopTenmaHo».

CONCERTS

Jan Ladislav Dussek (also Dusik,
Duschek or Diissek) was one of

the greatest Czech musicians of

the late 18th — early 20th century.
He was one of the first virtuoso
pianists to tour entire Europe, from
London to St. Petersburg to Milan.

As a composer, he preceded the
Romanticists, such as Chopin,
Schumann, and Mendelsohn. His
friendship with John Broadwood,

a London piano maker, was an
important point in the history of music
because Dussek’s compositions
inspired Broadwood to broaden the
instrument’s range and make the
first six-octave pianos. Dussek’s
Sonata No. 18 in E-flat major was
written in 1799 on occasion of the
composer Muzio Clementi’s departure
from London. It was a masterful
combination of various styles:
German Baroque polyphony, Mozart’s
transparency, Beethoven’s ‘heroic’
style, pre-Romanticist emotion, and
elements of Czech folk dances.

The final piece of the programme is
Beethoven’s Piano Sonata No. 21

in C major. It was created in

1804 and intended for the latest
technical achievement of the day:
an instrument of more than five-
octave range. Another feature of
the piece is a virtuoso passage with
the octave glissando pianissimo

for both hands moving in opposite
directions. Wilhelm von Lenz, author
of a monumental book Beethoven
et ses trois styles (Beethoven and
His Three Styles, 1855), did have

a good reason to call this Sonata

‘a Heroic Symphony for piano.’
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@ fepMcKaa rocygapcrtBeHHas

XyZOXeCTBEHHasn ranepes
KOHLLePT CECWJIb 1apTUro
(BOMIHbI MapTEHO)

CONCERTS

@ perm state

art gallery
cécile lartigau, ondes martenot.
recital

MUWKaaNb fIeBUHAC
«LIeNecCT KpbUIbEB»

ANA rnonepeyHon hnenThbl,
apaHHUPOBKa A1 BOJIH MAapTEHO

michaél lévinas
froissements d’ailes
(for transverse flute)

CUNbBaHoO 6yccoTTU
breve

sylvano bussotti
breve

0JiuBbe MeCCUaH
ABeé MOHOAWU B YeTBEPTUTOHAX

olivier messiaen
deux monodies en quart de ton

Knoa 6annuo
«oYyapoBaTe/ibHasA NecHsaA»

claude ballif
chant de charme

aHTyaH TUCHe

«OMMaX MeccuaHy»,
moHoaua VI u3 umkna
«CBAILLEHHOE NPOCTPaHCTBO»

antoine tisné
hommage a messiaen,
monodie VI

from espace sacré

Lap/ib KEKNeH

«TMOKOM»

U3 CIOUTbI KK CONHLY»,

CeéMb MOHOAWM ANA BOJIH MapTeHo,
op. 174

charles koechlin

repos

from vers le soleil,

7 monodies for ondes martenot,
op. 174
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E MCTOMHO-ApoKaliue
(( ro 3BYKM MOJIHbl KAKOIO-TO
HYTKOro o4apoBaHuA»'. Tak onucan
my3bikoBeg, EBrenuii Bpayao ceou
OLUYLLEHUA OT KnaBUKopaa B 1916
rogy. Bnpouyem, ero meTkue csoBa
KaMyTCA BMOJIHE NOAXOAALUMHU

ANA onpeaeneHua U Apyroro,

60nee No3aHEro My3biKaJibHOro
MHCTpYMeHTa — BosH MapteHo.

CBouM nosBNEHUEM UHCTPYMEHT

C IMKOBUHHbIM Ha3BaHUEM 06A3aH
ctbpaHuy3y Mopucy MapteHo. My3sbIKaHT
no o6pasoBaHuio, [epByl0 MUPOBYLO
BOMHY OH NpoLen pagucTtom 1
6narogapsa aToMy OnbITy 3aropencsa
naeen cosgaHna MOHOGOHUYECKOro
cuHTe3aTtopa. HecmoTpsa Ha pasnuyHble
AanbHeNLMe YCOBEPLUEHCTBOBAHUA,
cyTb BonH MapTeHo ocTanacb
HEU3MEHHOM: 3TO OAHOMOJIOCHbIN
3NEeKTPOHHbIM MY3blKabHbIM
MHCTPYMEHT C CEeMUOKTaBHOM
KnaBuatypon ¢hopTenruaHHoro

TUNAa, a TaK¥e C HUTbIO U KONbLIOM,
HaZleBaeMblM Ha yKa3aTe/lbHbln

nanew, pyKu UCMNOJIHUTENS.

BnepBble MHCTPYMEHT 6bin
npeacrtasneH nyénvke B 1928

roay: MapTeHO UCMONHUA COMBHYIO
NapTUIO U3 HaNUCaHHOW No cay4ato

« CuMdOHUYECKO NO3MbI»
AumuTtpuoca Jleeuanca — v npoussen

CONCERTS

1 I languidly wavering

TS sound is full of some
uncanny charm,’ Evgeny Braudo,
a Russian musicologist, wrote about
his experience of the clavichord in
1916'. Yet, these words might as
well be used to describe another
musical instrument, of later
invention: the ondes Martenot.

This instrument with a bizarre name
is a creation of a Frenchman Maurice
Martenot. A trained musician, he had
been a radio operator during World
War |, which inspired him to invent

a monophonic synthesizer. Despite
various further improvements, the
ondes Martenot has maintained its
initial structure: this is a monophonic
electronic musical instrument

with a seven-octave piano-like
keyboard, a wire, and a ring put

on the player’s index finger.

The new instrument made its public
debut in 1928, when Martenot
performed Poéme symphonique
composed by Dimitry Lévidis for
that very occasion — and it was a
tremendous success in Paris. One
of the city’s newspapers mentioned
in a review that ‘it was ethereal,
supernatural, inexplicable,” and a
reporter of the New York Herald
wrote that had he lived in the
Middle Ages, Martenot would have
been accused of witchcraft and
burned alive in the town square.

Beautiful like a song of an undine,
so voice-like yet embracing things
eerie and ethereal, the sound
fascinated all the listeners of the
time, including the composers. The
ondes Martenot gradually made its
way into the scores of André Jolivet,
Charles Koechlin, Darius Milhaud, and
Arthur Honegger. Russian audience
had a chance to experience the
magic of the instrument during the
last year’s premiere of Honegger’s
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' Bpayao E. M. Knasukopa
1 KNaBecuH //
My3blKanbHbIi
COBpPEMEHHHUK. 1916, N2 6

(teBpanb).

Braudo, Evgeny.

The clavichord and the
harpsichord. Muzykal’ny
sovremennik, No. 6,

February 1916.
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cpeau napukaH HacToALLMIA

typop. OgHa U3 CTONIMYHBIX

raset otMevasna: « 9To He4YTo

3(MpHOe, CBEPXHECTECTBEHHOE,
Heo6bACHUMOEY, a XKypHanucT New
York Herald noguepKuBan: ecnu 6bl
MapteHo ®un B CpegHue BeKa, OH 6bin
6bl 06BMHEH B KOJIAOBCTBE U COMMEH
3aMBO Ha rOPOACKOM MJoLlaau.

3BYK pycasioyHOM KpacoThbl,
HaNOMWHaIOLWMIA YeNoBEe4YECKUI ronoc 1
OZlHOBPEMEHHO XpaHSALWHUIK B cebe HeuTo
TaUHCTBEHHOE U HE3EMHOe, 3aBOPOMUII
TOrAa BCeX cayliatesiel, B TOM YKCne

M KOMMNO3MTOpoB. BonHbl MapTeHo
NocTeneHHO BOLLW B NapTUTYPbI

Angpe Honuse, LLapna Kéxknexa,
Japuioca Muito u Aptiopa OHerrepa.
Poccuitickaa nybnuKka yéeamnacb B 3ToM
Ha NpuMMepe NpOoLLIOrogHen NpeMbepbl
«HaHHa Ha KocTpe» OHerrepa
(pernccep Pomeo Kactennyuum,
aunpuep Teoaop KypeHTauc). Maptua
BonH MapTeHo npo3By4ana Toraa

B ucnosHeHnn Cecunb Jlapturo, 1
BO3HMWHKILLUWI cpeau 3puTenieit MHTepec

K MY3bIKaHTY U €e UHCTPYMEHTY 6bin

He MeHbLUe, YeM K UCMNOJIHUTENbHULE
3arnasHoi ponu Oapu BoHHe.

Mporpammy ConbHOro KoHUepTa Ha
JAarunescKom cdectuBane Cecunb
JlapTuro BbiCTpaMBaeT BOKPYr
¢urypbl OnuBbe MeccuaHna, 1

BbIGOP 3TOT, KOHEYHO, He C/ly4aeH.
OOUH U3 HEMHOIMX (hpaHLY3CKMX
KOMMO3UTOPOB, KOTOPbIA TaK aKTUBHO
paboTan ¢ 3TUM UHCTPYMEHTOM,
MeccuaH Hanucan gna Hero oKoso
DEeCcATKa CouMHeHuM: «MpasgHuK
npeKpacHbIX BoA» A/ CeKcTeTa

BonH MapTteHo (1937), My3blKa

ANA cueHbl «9aun» (1942),

«TpH ManeHbKUe IMTYPrum Ha
BoecTBeHHOe NpUCYTCTBUE»

(1944), TypaHranuna-cumoHusA
(1948), «HeuspaHHble TUCTHU»

Ana BonH MapteHo u copTenvMaHo
(BnepBble ony6ankosaHo B 2001 roay)
u ap. be3 BonH MapTeHo cerogHsa

CONCERTS

Jeanne au bucher (director Romeo
Castellucci, conductor Teodor
Currentzis). There the part of the
ondes Martenot was played by Cécile
Lartigau, and the ondist and her
instrument were of no less interest
to the public than the actress Audrey
Bonnet who played the title role.

Cécile Lartigau arranges the
programme of her recital at the
Diaghilev Festival around the

figure of Olivier Messiaen, which

of course is no coincidence. One

of the very few French composers
who wrote prolifically for the ondes
Martenot, Messiaen is the author

of about a dozen compositions for
this instrument: Fétes des belles
eaux for an ensemble of six (1937),
Musique de scéne pour un CEdipe
(1942), Trois petites Liturgies de

la Présence Divine (Three small
liturgies of the Divine Presence,
1944), Turangalila-Symphonie (1948),
Feuillets inedits for piano and ondes
Martenot (published posthumously

in 2001), etc. His fresco of an opera,
Saint Francgois d'Assise (1983), is also
inconceivable now without the ondes
Martenot. Jeanne Loriod remembered
that this instrument had attracted the
composer with its unusual musicality
and above all with its celestial sound
which soars over the entire orchestra:
Messiaen was a catholic and imagined
heaven should sound like this.

The sacred space of the Perm
State Art Gallery is to be filled by
Messiaen’s early Deux Monodies
en quart de ton (1938), unpublished
in his lifetime and now interesting
for two reasons. Inspired in the late
1930s by Ivan Wyschnegradsky’s
microchromatism, in this work
Messiaen starts a dialogue with the
main proponent of the technique,
but later ‘leaves this fancy for the
musicians of the future.” Another
thing is that these Monodies,
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HeMbIC/IMMa U ero onepa-tppecka
«CBATOM PpaHUMCK ACCU3CKUIt»
(1983). Mo BocnomuHaHMAM HaHHbI
Jlopno, UHCTPYMEHT NpUBNEK
KOMMNO3UTOpa HeobblYalHOM
MY3blKaJIbHOCTbIO U CBEpPX TOro
He3eMHbIM 3BYKOM, NapALUM Hag0
Bcem opKectpom: MeccuaH 6bin
KaToJIMKOM U NPUMEPHO TaKOM 3BYK
oXuAan ycnblwartb Ha Hebecax.

PaHHHWe ¥ He U3aaHHbIe NpU

HM3HU MeccuaHa [lBe MOHOAMMK B
yeTBepTUTOHax (1938), KoTopble
Npo3ByYaT B CaKkpasibHOM
npocTtpaHcTBe [epMmcKon
XyAOXECTBEHHOM ranepeu, Nto6onbITHbI
B ABYX OTHOLWIEHUsAX. BAOXHOBNEHHbIN
B KoHuUe 1930-Xx MUKPOXpOMaTUKOMN
MBaHa BblwHerpaacKkoro, B 3Tom
npo13BeAeHUU KOMMNO3UTOP BCTynaer
B AManor ¢ ee anonioretomM, Ho

nocne «OTKNaAblBaeT yBAeYeHUe

ANA My3blKaHTOB byayLuiero».

C apyroi ctopoHbl, B MoHoausAX,
KoTopble B MOHOrpaduax HepeaKo
UrypupytoT Kak « BoctouHas» 1
«ApabcKana»?, obHapyHMUBaeTca He
CTOJIb AIBHOE, KaK B « flpaBu» Unu

« TypaHranuna-cumcoHUM», TAroTeHUe
KOMMO3UTOPa K OPUEHTaIUu3my.

foaom nose K hoopme MOHOAUM
o6patunca v Lapnb KéxneH,

¢ nomolubto BonH MapteHo
3athMKCUpPOBaBLLUMK B CEMUYACTHOM
ctouTe «K conHuy» paa BneyatneHun
OT MOPCKOI0o NyTELeCcTBUA U3
MapoKKo Bo ®paHuuto.

Ha ypoBHe hopmbl U coaepaHuA

¢ MeccuaHom BcTynaet B guanor

u AHTyaH TucHe. OgHy M3 cemu
MOHOAMM LMKNa « CBALLeHHoe
npoctpaHcTBo» (1994) OH TaK U
Ha3biBaeT « Ommax MeccuaHy». B
HeH, KaK U BO MHOTUX APYrMX CBOUX
pab6orax, 6narogapa BonHam MaprteHo
C « KOCMHUYECKMM» 3By4aHuem TucHe
ayaAUONIN3UPYET MUCTUYECKHUE CBA3U
MeMay YenoBekom U BceneHHOW.

CONCERTS

often referred to by musicologists
as ‘Oriental’ and ‘Arab’?, reveal
the composer’s inclination
towards orientalism, but less
straightforward than in his Harawi
or Turangalila-Symphonie.

A year after that, Charles Koechlin
also turned to monodic form

and used the ondes Martenot to
capture his impressions of a sea
voyage from Morocco to France

in his 7-part suite Vers le soleil.

Antoine Tisné is another composer
to enter into a dialogue on form and
substance with Messiaen. He even
names one of his monodies of the
7-piece cycle Espace Sacré (1994)
‘Hommage a Messiaen’. In this work,
and in many other compositions, the
‘extraterrestrial’ sound of the ondes
Martenot allows Tisné to make audible
the mystical connections between
the humankind and the Universe.

Michaél Lévinas’ Froissements
d’ailes (The Rustle of Wings) is
sometimes interpreted as ‘a bird’s
cry/agony.’ This comparison is
especially interesting if we keep

in mind that Lévinas studied
composition under Messiaen, who
was a devoted ornithologist.

Breve by Sylvano Bussotti and
Chant de charme by Claude Ballif,
both composed in the 1970s,
disprove the myth about the French
composers of the 1930-1940s being
the most eager to compose for the
ondes Martenot. Anyway, by now
over a thousand (!) scores have
been created for this instrument,
and its potential is being explored
by the popular culture as well.

Cécile Lartigau graduated from the
Paris and Lyon Conservatories.
She is a winner of the Fondation de
France and the Meyer Foundation
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2 Hanpumep,
ExumoBcrumit B.
Onusbe Meccuah:
Mu3Hb 1 TBOpyYecTBO. —
M.: CoBeTckui
Komno3uTop, 1987.

C.134.

For example,
Ekimovsky, Victor.
Olivier Messiaen.

Life and Art. Sovetsky
Kompozitor, Moscow,

1987. P. 134.
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Mbecy « Wenect KpbiibeB» (1975)
Murasana JleBMHaca HepeaKo
TPaKTYIOT KaK « KPUK WK aroHus
nTUubi». U Takoe cpaBHeHUe
KameTca No60MNbITHbIM, 0CO6EHHO
€C/I1 YYECTb, YTO KOMMO3UTOP
oby4yanca B KOHCEPBAaTOPCHKOM
Knacce MeccrMaHa — cTpacTHOro
opHuTONOra-NbUTens.

JBe pabotbl — Breve CunbBaHoO
ByccotTh u « OyapoBartenbHas
necHa» Knoga bannuda, cosaaHHble
B 1970-e, — onpoBeprawT MU o
TOM, YTO UHTepec K BosiHam MapTeHo
NPoAABNANNU NPEUMYLLECTBEHHO
hpaHuy3cKkrue Komnosntopbl 1930—
1940-x. Bnpo4yewm, cerogHsa Kopnyc
COYMHEHUI ANA 3TOr0 UHCTPYMEHTa
HacyuTbiBaeT cBbilwe ThicAYU(!)
NapTUTYP, @ K ero BO3MOMHOCTAM
o6paliaetcs U macc-KynbTypa.

Cecunb JlapTuro — BbINYCKHULA
MapucKkon 1 JIMoHCKOM
KOHCepBaToOpWi, naypear npeMumn
®doHaa PpaHuun n donaa Meiiepa.
B uncne Hanbonee 3HaKoBbIX
KOMMNO3ULUIK U3 ee penepTyapa
KoHuepT ana sonH MapteHo,
CTPYHHOIO OpKecTpa U yaapHbIX
Mapcena JlaHAOBCHKH, a TaKKe
YeTbipe CUMMPOHUYECKHKX hparmeHTa
AnA BofH MapTeHo U YyeTbipex

topTtenuaHo MBaHa BbllwHerpaacKkoro.

OHa coTpyaHu4ana c aupuxepamu
Teopopom KypeHT3aucom 1

Kaasycu OHo, perxunccepamu
Pomeo Kactennyyuu u XanHepom
[é66enbcom, xopeorpadom Cabypo
Tewwurasapa. Kpome Toro, Jlapturo
3aHMMaeTcA uccneaoBaHueM
My3biKU [}oHa Kenamka, Kak
My3blKOBeZ BbICTYNaeT C JIeKUUAMHU
Ha tecTuBanax. He NEKLUOHHbIMN,
HO AIBHO NMPOCBETUTENIbCKUIA
XapaKTep AN LWWMPOKON Ny6AUKK
HOCHUT U ee COJbHbII KoHLepT

Ha JAarnneBcKom decTuBane.

CONCERTS

prizes. Her repertoire features the
Concerto for ondes Martenot, string
orchestra and percussion by Marcel
Landowski, and the Four symphonic
fragments for ondes Martenot and
four pianos by lvan Wyschnegradsky.
She has worked in collaboration with
conductors Teodor Currentzis and
Kazushi Ono, stage directors Romeo
Castellucci and Heiner Goebbels, and
choreographer Saburo Teshigawara.
Besides, Cécile Lartigau is doing

a research into John Cage’s music
and, as a musicologist, is giving
lectures at various festivals. Even
though that won’t be the case at

this year’s Diaghilev Festival, her
recital will definitely be quite an
educating event for the audience.
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@  OpraHHbIX 3an
nepMCcKoMn chmnaapMoHUU

KOHLEepT

MaTTHaca xédca (Tpyba)

M KpUCTHaHa WwmMuTTa (OopraH)

CONCERTS

@ perm philharmonic organ
concert hall

concert

of matthias héfs, trumpet,

and christian schmitt, organ

TOMa30 afbObUHOHHU
KOHUEPT ¢a maxop

tomaso albinoni
concerto in f major

MOraHH cebacTbsH 6ax
TOKKaTta ha maxop, bwv 540

KoHUepT da maxop, bwv 978
(NnepenoxeHue KoHuepTa
conb maop, rv 310

aHTOHWO BUBaNbAM)

tyra cha maxop, bwv 540

KaHTaTa « BnaJblka MUpa,
rocnoau uucyce xpucrte», bwv 116

XopanbHasA Npenausa « B3biBato
K Tebe, rocnogm MUcyce Xpucrte»,
bwv 639

johann sebastian bach
toccata in f major, bwv 540

concerto in f major, bwv 978
(after violin concerto

in g major, rv 310

by antonio vivaldi)

fugue in f major, bwv 540

‘du friedefirst, herr jesu christ’,
bwv 116

‘ich ruf’ zu dir,
herr jesu christ’,
bwv 639

Lap/ib-Mmapu BUA0P

TOKKaTta, agaxuo U pmHan

13 cumdoHMmn ana opraHa N? 4
¢a muHop, op. 13

charles-marie widor
toccata, adagio, and finale
from organ symphony no. 4
in f minor, op. 13

Ay3erne TapTUHU
KOHLLEPT pe Mamop

giuseppe tartini
concerto in d major
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O Halen noaxoAslime

(( H Tembpbl, YTOGbI
yauenaTte», — xsanut HpUcTUaHa
LLIMmUTTa Wiener Zeitung. U3 Bcex
My3blKa/lbHbIX 3MOX HEMELKHUA
OpraHUCT NpeanoYMTaeT pPOMaHTMU3M,
XOTA ero AenCTBUTENbHbIA penepTyap
HamHoro wupe. OH Urpan Ha MHOrux
MCTOPUYECKUX opraHax EBponbl n
6bin otmeuveH npemuet ECHO Klassik
3a AUCK C 3anUCAMM OpraHHbIX
cumboHMn Bugopa ¢ bambeprckum
CUM(OHUYECKUM OPKECTPOM.

KpuctraH LUMUTT BbIXOAUT Ha CLEHY
C NMpOociaBNeHHbIMU My3blKaHTaMM,
cpeaur KOTOpbIX AUPUHEPb] CIP
CaiimoH Pattn, AKy6 Mpywa, Mapek
AHoBCKU, BoKanucTbl KOnvaHa
BaHnse, Cubunna Py6eHc, MaraaneHa
HomeHa, BuonoHyenuct BeH CuHb AHr,
nepryccuoHUcT MapTtuH py6uHrep.
OpraHu1CT racTposiMpyeT no Bcemy
MMUPY, BbICTyNasa B TaKUX 3HAKOBbIX
MecTax, KaK 3anbLubyprcKun U
JliouepHcKui ectuBanu, bepanHcKas
1 BeHcKkaa ¢mnapmoHuu, « ToHxanne»
B Litopnxe, BeHcKkuin KoHuepTxayc,
KOHLepTHbIM 3an MapuuHCKoOro Teatpa
B CaHKT-leTepbypre v ap. A ero
AUCKorpadus HacuuTbiBaeT 6onee

30 anb60MOB My3biKU B Auana3oHe
OT CTapuUHHOM A0 COBPEMEHHOMN.

CONCERTS

[ H has found the right colors
E to puzzle,” Wiener Zeitung
lauded Christian Schmitt. The
German organist’s preferred period in
the history of music is Romanticism,
though his actual repertoire is
much wider. He has played many
of Europe’s historic organs and has
won ECHO Klassik’s award for his
CD of Widor’s symphonies for organ
recorded with the Bamberg Symphony.

Christian Schmitt has shared the stage
with world-renowned musicians, such
as conductors Sir Simon Rattle, Jakub
Hras, and Marek Janowski, singers
Juliane Banse, Sibylla Rubens, and
Magdalena KoZena, cellist Wen-Sinn
Yang, and percussionist Martin
Grubinger. He has given concerts
around the globe, including the
Salzburg Festival, Lucerne Festival,
the Berliner Philharmonie, the

Wiener Musikverein, the Tonhalle

in Zurich, the Konzerthaus in

Vienna, and the Mariinsky Theatre
Concert Hall in St. Petersburg. His
discography already includes over

30 CDs of various genres, from

early to contemporary music.

© uwe arens
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Ero Konnera no KoHLepTy Ha
AarnneBckom decTtuBane —
MaTtnac Xédhc — co «csoum»
My3blKaNbHbIM MHCTPYMEHTOM
onpeaenuica ewe B AeTCTBe,

Korza B LIeCTb JieT 3aABWJ1, YTO
cobupaetca urpatb Ha Tpy6e,
«MOTOMY YTO OHa TaK YyAHO CUAET».

C Tex nop ero oTHOWeHUe K
NIO6MMOMY MHCTPYMEHTY HUYYTb He
M3MEHU/IOCb, U NPU 3TOM COBCTBEHHOE
MCMOJIHUTENIbCKOEe MacTePCTBO
3aurpano 6aMcrate/ibHbIMU KpacKamu.

B BocemHaguatb MaTttnac Xédc
BCTa/l Ha NO3ULMUIO « NepBON TPYObI»

B [ambyprckom thmuiapMoOHUYECKOM
OPKeCTpe M 0CTaBaJICA ero y4aCTHUKOM
Ha NPOTAMEeHMMU LecTHaguaTH

net. LLMpoKyio N3BECTHOCTb
MY3bIKaHTY NPUHEC/IA BbICTYNJIEHUA

B COCTaBe 3HaMEHUTOro aHcaméns
MeZAHbIX AyxoBbix German Brass,

C KOTOpPbIM OH 3aBOeBa NPEMUIO
ECHO Klassik. Xédc He ycTaet
COBEpPLUEHCTBOBATLCA U PacUpPATb
CBOM perieptyap, B YaCTHOCTMH,
COTPYAHUYAA C KOMMNO3UTOPaMM,
KOTOPbIX BAOXHOB/AET €ro BUPTYO3HasA
MUCMNONIHUTE/IbCKaA MaHepa 1
OTKPbITOCTb 3KCNepumeHTam. Ha ero
cyeTty 6onee 20 AUCKOB, 3aNMUCaHHbIX
CcoNbHO U B cocTaBe German Brass.

CONCERTS

Schmitt’s co-performer at the
Diaghilev Festival, Matthias Hofs,
chose his musical specialization at a
very early age: he was but six years
old when he declared the trumpet
his instrument, ‘because it shines
so nicely.” And he’s been faithful

to the trumpet ever since, being a
brilliant, ‘shining’ player himself.

At the age of eighteen, Matthias Hofs
secured a position of the first trumpet
at the Hamburg Philharmonic State
Orchestra, where he then worked for
sixteen years. He achieved worldwide
success as a member of German
Brass Ensemble, with whom he

has won the ECHO Klassik award.
Hofs is constantly mastering his
skills and expanding his repertoire,
collaborating with composers who are
inspired by his virtuosity and love for
experiments. He has recorded over
20 CDs, solo or with German Brass.
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MepBbiMm HoMepom — KoHuepT

ANA Tpyobl U opraHa ¢a maxop
Tomaso Anb6UHOHU. CbiH 6oraToro
TOpProBLa, KOMMO3UTOP A0JIroe BpemA
CTaBWN Noj CBOMMU NapTUTYpamu
noAanucb « BeHeunaHCKUA aunetaHT»
W NLWLb FroAbl CMYCTA NpU3Han

ceba npodeccruoHanom. B rnasax
COBPEMEHHUKOB OH CTasl UM paHbLue:
He cny4YarHo Ha CoHaTbl ANb6UHOHU
opueHTHpoBasca cam bax npu cosgaHum
CBOMX KJIaBMPHbIX ¢hyr, a onepbl
WUTaNbAHCKOro mactepa 3By4asu, B
TOM YucCne, Npu ABOPe eBPONENCKUX
MOHapxoB. Toma3o ANb6UHOHU COYMHUN
oKono 50 onep, 0AHaKO A0 HaWMUX
AHEeN Ao NPenuMyLLEeCTBEHHO ero
WMHCTPYMEHTaNbHble NPOU3BEAEHUA.
Cpeau HYx KoHuepT ana Tpyobl

M opraHa — o6pas3eL, CTporow

1 c6anaHCUpOBaHHOM

6apo4HON KOMMO3ULIUM.

Jpyroe npousseaeH1e NnporpamMmmbl —
HKoHuepT ana Tpybbl pe maxop
[xysenne TaptuHU. Boigalowmica
KOMMO3UTOP, UCMOJIHUTENb, TEOPETUK
1 negaror, TapTUHU He cpasy Hawen
cBoe npussaHue. Ero monogoctb
6blna Wweapa Ha NPURJIIYEHUA:
ynpaxHeHus B (hexToBaHUU U

My3blKe BMECTO LepPKOBHOM Kapbepbl,
TaWHbIA 6paK CO CBOEW YYEHULIEH,
6ercTso oT pa3rHeBaHHOM CeMbM
MOJI0A0M HeHbl. /b B MOHACTbIpe

B Accusu, rae TapTUHU CKpbiBascA

OT NnpecneaoBaHKA, OH PeLIn
NPUHLUMNUANBHO U3MEHWUTb CBOIO
U3Hb M Ha4Yan CoBEepLUeHCTBOBATLCA
B UCMONHUTENbCKOM MacTepcTBe.
MpocnaBuBLUXCD BUPTYO3HOM UrpoM
Ha CKPUMKe, OH NOCTOAHHO CTPeMUIICA
K elle 60nbluei TEXHUYHOCTU U B
pesynbraTte npuLien K naee yBeaMyeHus
A/MHbI CMbIYKa. KoHuepT anAa Tpy6bl
pe Maxop — OAHO U3 HEMHOIMX
npo13BeAeHUH, HanMcaHHbIX JKy3senne
TapTUHU He ANA CBOEro OCHOBHOIO
MHCTPYMEHTA, HO OTpaaroLmuX

Ty e TAry aBtopa K ACHOM
BbIPasnTe/IbHOCTU COMbHOM NapTHM.

CONCERTS

The first piece these two maestros
have chosen for their concert is
Concerto in F major by Tomaso
Albinoni. Son of a wealthy merchant,
this composer used to sign his scores
as ‘Venetian amateur’; it took him
years to eventually consider himself a
professional. His contemporaries were
less hesitant: no wonder even Bach
looked to Albinoni’s sonatas when
writing his clavier fugues, and the
Venetian’s operas were welcome at
courts of European monarchs. Though
Tomaso Albinoni composed about

50 operas, the surviving part of his
output includes mainly instrumental
works. His Concerto for trumpet and
organ is an example of a concise and
balanced Baroque composition.

Another piece of the concert is
Giuseppe Tartini’s Concerto in

D major. An outstanding composer,
performer, musicologist and teacher,
Tartini had a long and winding road
to his vocation. His youth was a
most adventurous one: music and
fencing instead of an ecclesiastical
career, a secret wedding with his
student, and then running away
from his young wife’s furious family.
Sheltered in a monastery in Assisi,
Tartini eventually decided to change
his life completely and started
improving his skills as a violinist.

He became famous as a virtuoso
player; seeking ceaselessly for ways
to develop his technique, he finally
came up with the idea to lengthen the
bow. Trumpet Concerto in D major
is one of the few pieces Giuseppe
Tartini composed for a different
instrument than his beloved violin,
but it maintains the same aspiration
for a clear and expressive solo part.



a1

KOHLIEPTbI

3HauuTeNbHOE MECTO B Nporpamme
3aHMmaeT My3bika MoraHHa
Ceb6acTtbAHa baxa: KoHuept

tha maxop (nepenoxeHue
CKpUNUYHOro KoHUepTa AHTOHMO
BuBanbau conb maxop), ToKKarta u
dyra ha maxop, a TaKk¥e XopoBble
coyuHeHua Du Friedefurst, Herr Jesu
Christ u Ich ruf’ zu Dir, Herr Jesu
Christ. HanncaHHble B pa3HbIx
aHpax ¥ B pasHble rogpbl, NapTUTYpblI
(HUKCUPYIOT MHOXKECTBEHHOCTb
rpaHer KOMMNO3UTOPCKOro

ctuna. OT KoHuepTta BuBanbam,
o6paboTaHHOro AnA KnaBupa

ero HeMeLUKUM COBPEMEHHUKOM,
Ao KaHTtatbl «Du Friedefiirst... »,
pacc4YUTaHHOM Ha MOLLHOCTH

Xopa, CONUPYIOLLUUX r0N0CoB

M UHCTPYMEHTaNbHOro

aHcamé6nsn; ot ToKkKaTbl U dyru,
MOHYMEHTa/IbHOW U LieNIbHOMH

B CBOEM TOPHECTBEHHOCTHU, A0
npentoauu «lch ruf' zu Dir...»,
noacBeTUBLLEN BNOCNEACTBUMU
CBOMM KPOTKMUM JIMPU3MOM

tdunbm AHapea TapKOBCKOro
«ConAapuc» — opraH Kak LeHTp
My3blKasbHOM BceneHHon baxa
OoTpaaeT 3TU U Apyrue CTOPOHbI
ero TBOp4YeCKon hruaocoum.

YetBepTtaa cumbonua Lapnb-Mapu
Buaopa — Haubonee nosgHee
COYMHEHHE U3 TeX, YTO Npo3By4aT
Ha KoHuepTe. ®paHLy3CKUit
KOMMO3MUTOP U neaaror, 6onblue

60 neTt UrpaBLLUUIA Ha opraHe B
napucroi uepken CeH-Cronbnuc,
Hanucan 3To npousBeaeHue B 1872
rozay B ¥aHpe CUMGbOHUU, He BMOJIHE
06bIYHOM A1l TAKOrO UHCTPYMEHTA.
CoeauHAA TpagMLMOHHbIE AN
6apo4YHOro opraHa TOKKaTty U dyry
C NPUBbIYHBIMU 3/1IeMEHTaMHU
CUM(MOHMA: CKepLO, aAaxKHo U
¢MHanom — Bugop oTKpbiBaeT
HeoMXuaaHHble BO3MOKHOCTH
LLapCTBEHHOro MHCTPYMEHTa

B 3MOXy, KOrAa B akaAeMUYeCKOM
My3blKe rocrnoAcTBoOBa OpKecTp.

CONCERTS

A large part of the concert consists
of Johann Sebastian Bach’s music:
Concerto in F major (after Violin
Concerto in G major by Antonio
Vivaldi), Toccata and Fugue in

F major, and ‘Du Friedefiirst, Herr
Jesu Christ’ and ‘Ich ruf’ zu Dir, Herr
Jesu Christ’. Composed in different
genres over a span of many years,
these scores testify to the diverse
nature of the composer’s style.

From Vivaldi’s concerto set for the
clavier by his German contemporary
to the cantata ‘Du Friedefirst...’, a
Lutheran hymn for a powerful chorus,
solo singers, and an instrumental
ensemble. From Toccata and Fugue
with its monumental and wholesome
solemnity to ‘Ich ruf’ zu Dir...’ which
shone its gentle lyricism over Andrei
Tarkovsky’s Solaris — the organ, the
center of Bach’s musical universe,
projects these and many other facets
of the composer’s artistic philosophy.

Charles-Marie Widor’s

Symphony No. 4 is the latest
composition among the concert’s
pieces. The French composer and
teacher, who for 60 years was an
organist at Saint-Sulpice church

in Paris, wrote this piece in 1872,
choosing a form less than common
for this instrument. Here Widor
combines typical for Baroque organ
toccata and fugue with traditional
elements of a symphony: scherzo,
adagio, and finale — thus discovering
the unexpected potential of the regal
instrument in the era dominated

by the symphonic orchestra.
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B pamMKax peanusauuu
nporpammbl
«NEepPMCKUM Kpan —
TEPPUTOPHUA KYNbTYPbI»

within the
implementation

of a programme

'perm krai is a territory
of culture’
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TEPPHTOPHE
KYN6TYPL

KOHLIEPTbI

@ yYacTHaAa hpmnapmoHuA
«TpUyMmd»

KOHLLepT MMUXauia MopABUHOBA

(dbopTenuaHo)

CONCERTS

@  private philharmonia
‘triumph’

mikhail mordvinov, piano.

recital

LHOPAXK Kpam
«MaKpPOKOCMOC»,

TeTpaasb |,

ONA YCUNEeHHoro copTenuaHo

george crumb
makrokosmos,
volume 1,

for amplified piano

po6epT WymaH
«KpeucnepuaHa» gna doprenuvaHo,
op. 16

@ AeTCHKaA WKOoMa UCKYCCTB
ropoja oxaHcKa

KOHLIepT MMUXauia MopABUHOBA

(dbopTenuaHo)

1 oTnenenue

robert schumann
kreisleriana for piano,
op. 16

@ okhansk

children’s art school
mikhail mordvinov, piano.
recital

part 1

naBUr BaH 6eTxoBeH
anadante favori ca maxop,
woo 57

ludwig van beethoven
andante favori in f major,
woo 57

po6epT WymaH
«KpeucnepuaHa» gna doprenuvaHo,
op. 16

II oTnenenue

robert schumann
kreisleriana for piano,
op. 16

part 2

6opurc thnnaHOBCKUM
supremus #1

boris filanovsky
supremus #1

dpenepuykK WoneH
yeTbipe Ma3ypKHu, op. 30
¢aHTasnAa a muHop, op. 49

frédéric chopin
mazurkas, op. 30
fantaisie in f minor, op. 49

anekcaHgp CKpA6uH
nATb Npentaun, op. 16
ABe Mnoambl, op. 32
ABa TaHua, op. 73
no3mMa «K niamMmeHu»,
op. 72

alexander scriabin

5 preludes, op. 16

2 poémes, op. 32

2 danses, op. 73

vers la flame

(towards the flame), op. 72
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BEAMKONENHOE

MacTepCTBO U OCMbIC/IEHHOCTb
KarKaoro ecra He pa3 NPUHOCHIIU
Muxanny MopasuHoBy nobeay

Ha KOHKypcax, B TOM Yuc/ie

uM. Po6epra LLlymaHa B LiBUKKay
(1996) n dpaHua Llly6epta B
JoptmyHae (1997). 3Ty 0co6eHHOCTb
CTUNA NHWaAHUCTaA NoAYepKUBaeT

M Nporpamma, KOTopylo OH

BblGpan AnA UCNOJIHEHMA Ha
AarnneBckom dectuBane — 2019.
Y Hero B pyKax 04Ha U3 YeTbIipex
TeTpaaen opTenMaHHoOro UMKna
«MaKpoKocmMoc» amepuKaHCKOro
Komno3uTtopa Jxopara Kpama,
naypeara NynuTuepoBCKOW NpeMuu
n «pammu», 90-neTHK tO6Unen
KOTOPOro B TeKyLLeM rogy otme4yaer
Becb mup. U « KpercnepuaHa»
Po6epra LlymaHa.

PacuBeT TBOop4yecTBa kopAara
Kpama npuwencsa Ha 1970-e, HO ero
TBOPYECTBO NO Cer AeHb OCTaeTcA
npeaMmeTom AUCKYCCUi And
My3blkoBegoB. OgHU NpUyMcnatoT
ero K NocTMoAepHUCTaM,

ApYyrue — K HeoOpoMaHTHUKam

M npeacTaBUTENAM HOBOM
3KNEeKTUKU. Ero pabotbl —

3TO CBOEro poAa My3blKa/bHbIA
«Xa3apCKui cnoBapb», BNIUTaBLLMH
NpoLU/ble 3MOXU B NPesIOMJIEHHOM
BOCMPUATUU COBPEMEHHUKA.

®dopTenraHHbIU LUKN
«MaKpoKocmoc» Kpam nucan

¢ 1972 no 1979 roa, noa BAUAHUEM
«MuKpoKocmoca» Benbl BapToKka
1 24 npenoaun ana oprenvaHo
Knoaa [e6ioccu. OH cOCTOUT U3
yeTbipex TeTpaaen (Kaxaaa u3
KOTOpbIX pa3buTa Ha 12 yacten —
Nno KonrMyecTBy 3HaKoB 304MaKa)
M LleMOHCTPUPYET rN1aBHble YepTbl
aBTOPCKOro CTUAA.

1) O6palleHue K KocMmU4yecKomy
3BYKOBOMY MUPY, NOJIHOMY

e/iBa y/IOBUMbIX LLOPOXOB.

CONCERTS

D to his unsurpassed skill
U E and precise command
of the instrument, Mikhail Mordvinov
has won multiple competitions,
including the Robert Schumann
Competition in Zwickau (1996) and
the Franz Schubert Competition

in Dortmund (1997). The pianist’s
unique style is highlighted by

the programme which he has
chosen to present at the Diaghilev
Festival 2019. He is holding in his
hands one of the four volumes of
Makrokosmos, a piano series by
American composer George Crumb,
who is a Pulitzer Prize winner and

a Grammy laureate. The other part
is Robert Schumann’s Kreisleriana.

Having reached its peak in the
1970s, George Crumb’s creative
output still commands the
attention of musicologists. Some
consider him a postmodernist,
while others classify his music as
an example of neo-romanticism
and new eclecticism. In a way,
George Crumb’s works are

a musical Dictionary of the
Khazars, absorbing the past eras
and passing them through the
contemporary prism of perception.

Created over the period of 1972-
1979, Crumb’s Makrokosmos

was influenced by Béla Barték’s
Mikrokosmos and Claude
Debussy’s 24 piano preludes.
Makrokosmos consists of four
volumes — each split into 12 parts
by the number of Zodiac sighs —
and highlights the key features of
the composer’s style:

1) Focus on the cosmic sound
world, full of barely audible noises;
2) Original notation, which is a
reference both to graphic poetry
and to experimental compositions of
Luciano Berio, Morton Feldman and
John Cage. In each particular case,
the individual notation helps to
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2) OpurMHanbHas HoTauuA,
BU3yasibHO OTCbl1alowas, ¢ 04HOM
CTOPOHbI, K rpahM4eCKUM CTUXaM,
a C Apyron — K KOMMNO3UTOPCKUM
onbitam JlyuaHo Bepuo, MoptoHa
®denamana unu xoHa Kenaxa.

B KaxaoM KOHKpPEeTHOM ciyyae
Han4yMe UHAUBUAYANbHOW HOTaLMH
BblpaMaeT aBTOPCKYIO UAelo.

TaK, B nbece «PacnaTtue» U3
nepBou TeTpaau Kpam ucnonb3syet
CUMBOJ1 KpecTa, a B « CnupanbHoi
raflakTuke» — crnupanu.

3) HeTpaauumnoHHble

TEXHUKHU UCMOJIHEHUA U

npyUeMbl 3BYKOMU3B/IEYEHHS,
CBA3aHHble CO CTPEeM/IeHHUeM
aBToOpa, B TOM 4UCne, K
TeaTpajbHOCTHU. Hanpumep,

Kpam npeanaraet UCNONHUTENIO
OCBOMTb: NMULLHUKATO, Urpy

Ha 3aCypAMHEHHbIX CTPYHaXx,
M3BJIe4YEHUE 06EepPTOHOBbBIX
3BYKOB U T. 4., a ANA CO34aHuA
HEO6bIYHbIX (POHUYECKHMX

3 eKTOB BOCNO/Ib30BaTbCA
LOMONHUTE/IbHLIMU NpeAMeTaMu.
Ha6op 4nqa nepBbiX ABYX TeTpagen
BKJIIOYAET: NIETKYI0 MeTa/lJIMYECKYIO
uenb (Hanpumep, aNlOMUHUEBYIO),
KOHLbl KOTOPOK AOJIHHbI ObITb
NPUKpeneHbl K MeTaNn4yecKom
pame posns; ABa-TpU
MeTa/l/IM4eCKMUX HanepcTKa;
KaHLENAPCKYIO CKpenKky cpeaHero
pasmepa, nuMcT bymaru ansa
CO34aHUA « HYMKalero adpeKTa»
(npu 3aTOM Bec 1 pasvep bymaru
noabupaetca ANA KamKAoro posna
UHAUBUAYANbHO).

4) My3blKanbHble, CMbICNOBbIe

M CIOXEeTHble PEMUHUCLEHLUUHU

M CBA3aHHbIA C HUMU MOTHB Urpbl.
Hanpumep, nbeca « CHoBUAEHUAY,
no 3ambiC/ly KOMNO3uTOpa —
«eaBa npynoMMHaemMas

My3blKa», BOCNPOU3BOAUT

TeMbl « JKcnpomTa-thaHTasumn»
®peaepura LoneHa, a

B «[pn3payHOM roHaoNbepe»
aBToOp 3awudpoBan camoro cebs.

CONCERTS

channel the composer’s idea. For
instance, Crumb uses the symbol
of the cross in the Crucifixus piece
from the first volume and the spiral
sign in Spiral Galaxy;

3) Non-traditional playing and
sound-producing techniques,
stemming in part from the
composer’s vision of a

theatrical performance. To play
Makrokosmos, the performer
needs to employ unusual
techniques (pizzicato, playing
muted strings, producing
overtones, etc.) and to use extra
items to create peculiar sound
effects. The set of items needed
to play the first two volumes
includes: a light metal (aluminium)
chain with its ends attached to the
piano’s frame; two or three metal
thimbles; a medium-sized paper
clip; a sheet of paper to create
the ‘buzzing’ effect (the size and
weight of the sheet depends on
the particular piano);

4) Reminiscences of music,
meaning or plot, and the playing
motives resulting from them.

For example, the Dream Images
piece is implied by the composer
as ‘vaguely reminiscent music’
that recreates the themes of
Frédéric Chopin’s Fantaisie-
Impromptu, while The Phantom
Gondolier is Crumb’s veiled
depiction of himself.
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«KpencnepunaHa» — uukn Pobepta
LLymaHa, obpeTatowmica B
NPOCTPaHCTBE MEXAY 3KCTaTUYECKUM

NopbIBOM BAOXHOBEHMWSA, NPUYYA/IMBOM

CKa3KoM U ropsAY€YHbIM CHOM.
HanucaHHasa Bcero 3a HECKOJIbKO
AHen B anpene 1838 roaa

3Ta (hoprenMaHHan aHTasuA
6yaTO 3anevyarniena CBOeH
OVWHaMUKOM TeMIbl CO34aHuA, HO

B IGACTBUTENIbHOCTU OTpaMaet
CNOMUBLUEECHA K TOMY MOMEHTY
MupooluyuieHue LLlymaHa, 6n11M3Koe
MMPOOLLYLLEHHIO APYrOro HEMELIKOro
XYAOMHUKA, HMUBLUEro Ha pybeme
XVIII—XIX BeKoB. « KpercnepuaHa»
Ha3BaHa B 4eCTb OAHOUMEHHOro
uMKna HoBenn ApHcta Teogopa
Amagen NdmaHa 1 BAOXHOBNEHA
06pa3om MX rnaBHoOro repos
HNoraHHeca Kpencnepa. B noptperte
0ZlapPeHHOro U 3KCLeHTPUYHOIO
My3blKaHTa, BbIHY}AEHHOIo XUTb

B OKPY¥EHWHU 06biBaTeIbCKOM
NoOLUNOCTH, yraablBaeTca cam
lodmaH, a B My3blKa/lbHOM
MHTepnpeTauuu KHru — Llyman.

Ha npoTameHMn BocbMU YacTen
pa3BopayYMBaETCA HapKUA KOHMBIUKT
MenoAuK, TeMNOB, MHTOHaUMK. Tak,
NOTOK B36yAopameHHbIX aKKOPAOB
B NepBOM Nbece BO3BpallaeTcsa

BO BTOpoW AByMmSA intermezzo, a B
npeaenax o4HOM TONbKO LUECTOMH
3NerMyeckyu ymMpoTBopstowas
CU-MaxKopHasa Tema nepeckakusaer
BO B36yA0paxeHHbIH 40 MUHOP.
«KpencnepuaHa», paBHO KaK U ee
NUTepaTtypHaa ocHOBa, A0BOAAT
AYyX HeMeLKoro pomaHTu3ma

[0 TOM TOYKM, rae cTUpatoTca
rpaHuubl MeXxay CKasKon U

ABbIO, YYBCTBOM U pacCyaKOM.

CONCERTS

Kreisleriana is a cycle by Robert
Schumann, existing in the space
that borders on ecstatic inspiration,
eerie fairy-tales, and fever dreams.
Written over just several days

in April 1838, this piano fantasy
seemingly captures the dynamic
rate of its own creation. But in
reality, it reflects Schumann’s
perception of the world at that
time, which is close to that of
another German artist of the 18-19th
century: Ernst Theodor Amadeus
Hoffmann. Kreisleriana is named
after the same-titled novel cycle

by Hoffmann and is inspired by its
protagonist, Johannes Kreisler.
The gifted and eccentric musician
cursed to live amidst common
vulgarity is an allusion to Hoffmann
himself; the same character in

the novel’s musical interpretation
is a depiction of Schumann.

The eight parts of Kreisleriana
witness a fierce clash of melodies,
tempos and intonations. The flow
of disquieted chords in the first
piece returns as two intermezzos
in the second one; in the sixth
part alone, the elegiacally peaceful
theme in B major suddenly
springs into tremulous C minor.
Just like its literary inspiration,
Kreisleriana takes the spirit of
German Romanticism to the

point where borders cease

to exist between fantasy and
reality, feeling and reason.
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Muxann MopaBHHOB, C OTIMYHUEM
OKOH4YMUB POCCHUHMCHYIO akaaemuto
My3bIKX UM. MHeCHUHbIX, ¢ 1999

no 2004 rog cTaxupoBanca B
YHUBepcHTETE MY3bIKK U TeaTpa
MaHHoBepa. C 2000 roaa oH conucT
MocKoBcKoM rocyaapCTBeHHOM
akaaeMU4YeCKon (hUnapmMOHUHM,

¢ 2004-ro — npenoagaBaresb
cneumanbHOro oprenMaHo

B AKazemMur My3biKHU UM. HECHUHBIX,
a ¢ 2016-ro — Bbicluen WHKonbI
My3bIKU UM. MaHca Jiicnepa (bepavH)
1 MexayHapoaHOM My3blKa/lbHOM
aKagemuu um. AHToHa Py6uHLWITeMHa
(Qioccenbaopd, BepnuH).

B peneptyape my3blKaHTa
npousBeaeHun berxoseHa, LLly6epTa,
LymaHa, WWoneHa, Bpamca, Jlucra,
YaiikoBcKoro, CKpsabuHa, MpoxkodbeBa
u PaxmaHuHoBa. Oco60oe BHUMaHWe
UCMONHUTENb YAENAET KaMmepHOMY
My3uuupoBaHuio. B 2013-m oH
BbICTYNWA OAHUM U3 OCHOBaTenewn
aHcambnsa Arteunita B BaneHcun n
Tpyo umenu MeuucnaBsa BanH6epra B
BepnuHe. B 2017-m Ha My3blKanbHOM
KapTte nosiBunocb TpMo UMeHHU
LLy6epta, B nnaHax KOTOpPOro B
6nuaiilume rogbl UCNONHUTL BCe
Nbecbl BEJIMKOrO aBCTPUIACKOIo
KOMMO3MTOpa, HanucaHHble AN
¢topTennaHo, CKpPMNKKU U BUOJIOHYENH.

CONCERTS

Having graduated from the Gnessin
Russian Academy of Music with the
highest honours, Mikhail Mordvinov
interned at the Hannover Music
and Theatre University in 1999-
2004. Since 2000, he has been

a soloist at the Moscow State
Academy Philharmonic. In Mm2004,
he became an assistant Professor
of piano at the Gnessin Academy
of Music. Since 2016, he has been
a Professor of piano at the Hanns
Eisler School of Music (Berlin) and
the Anton Rubinstein International
Music Academy (Diisseldorf, Berlin).

Mikhail Mordvinov’s repertoire
includes works by Beethoven,
Schubert, Schumann, Chopin,
Brahms, Liszt, Tchaikovsky, Scriabin,
Prokofiev, and Rachmaninoff. The
pianist is particularly focused

on chamber music. In 2013, he
became one of the founders of the
Artenuita ensemble in Valencia and
the Mieczystaw Weinberg Trio in
Berlin. The year 2017 witnessed the
birth of the Schubert Trio, which
aims to perform all piano, violin and
cello pieces by the great Austrian
composer in the coming years.
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@ yYacTHaAa hpmnapmoHuA
«TpUyMmd»

KOHLLEPT AHOBaHHU COMIMMA

(BMOIOHYE )

CONCERTS

@ private philharmonia
‘triumph’

giovanni sollima, cello.

recital

AMOBaHHM conuma
concerto rotondo aAnAa BUONOHYENU
coJso

giovanni sollima
concerto rotondo for cello
solo

JMYNUo Jie pyBo

giulio de ruvo

pomaHenna romanella
YaKoHa ciaccona
TapaHTenna tarantella
OMUMU XeHAPUKC jimi hendrix
angel angel

MOraHH cebacTtbsfH 6ax
ctouTta anda suonoH4enu Ne 1
co/nb marop, bwv 1007

johann sebastian bach
cello suite no. 1in g major,
bwv 1007

TpagMUMOHHAA My3blKa CasleHTO
santu paulu

traditional salento
santu paulu

nocud (arxysenne) Aanb abako
Kanpuyyuo N2 1 AnA BUONIOHYENU
coJso

joseph (giuseppe) dall’abaco
capriccio no. 1 for cello
solo

thpaH4yecKo KopbeTtTa
caprice de chaconne
(apaHXMpOBKa AMHOBaAHHU COJJIUMA)

francesco corbetta
caprice de chaconne
(arr. by giovanni sollima)

LHOBaHHU CoMuMMa
natural songbook, N2N2 1, 4, 6

giovanni sollima
natural songbook, no. 1, 4, 6
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o6pasoBaHue
[MonyymB :reveone
3anbubypre u LWTtyTrapre,
BUONOHYENUCT [3KoBaHHH
Connvma c HOHOCTH BbiCTynasn ¢
Npoc/iiaB/iieHHbIMU UCTONIHUTENIAMM:
nuaHuctamu Moprom lemycom u
MapTtoi Aprepux, AUpUKepavu
Knayauo A66aa0o n [xysenne
CuHononu. Ero unaueuayanbHbli
CTU/Ib ChOPMUPOBAsCA NOA BIMAHUEM
MUHUMaNM3mMa, 6apoKKo, PoKa,
3NIEKTPOHHON MY3bIKU U 3THOKY/LTYP.
B uucne conucToB, C KOTOPbIMU
3a CBOI Kapbepy Bbictynan Connuma,
He TO/MIbKO BblAaloLUECHA UCTIOSTHUTENU
KJTaCCUYECKOro peneprtyapa, Takue
Kak: Mo-Mo Ma, Muwa Maiickuir,
MaoH Kpewvep, Pukkapao Mytu, —
HO U 3BE34bl AKa30BOM,
nor- U pok-cueHbl: Mattu Cvur,
Nappu Kopbenn, CtedbaHo Bonnanu.

Connvma nucan mysbliKy Ans ¢UnbMoB
MuTepa MNpuHy3a («4YemoaaHbl Tynbca
Jionepa» n « HouHon fo3op»),
HKapnoca Caypbi (Jota de Saura),
AoHa Typtyppo («Penetuumsa
CULM/IMMCKON Tpareauu»), AHaTtonusa
Bacunbesa («Ocen»), Mapko Tynnuo
AxopaaHbl («Cto waros» U «Jlyywue
roabl MOJI0AOCTHY), Jlacce MbepueHa
(«Meuta»). B TeaTpe coTpyaHuuan

c peruccepamu PobepTtom
YuncoHom, AneccaHapo bapukko,
Metepom LLITatHOM 1 xopeorpadamu
KaponuH KapncoH, Kaponb Apmuta
v be6e Munnep. B 2006 roay
My3bika JxoBaHHM Connuma 6bina
Mcnonb3oBaHa AN UHCTaNNALUN
MuTtepa MNpUHY34, NOCBALLEHHOM
400-neTturio co AHA

poxaeHuna PembpaHaTa.

CONCERTS

Giovanni Sollima
CELLIST Somin
Palermo, Salzburg, and Stuttgart,
and since his youth, he has been
performing with such renowned
musicians as pianists Jorg Demus
and Martha Argerich, conductors
Claudio Abbado and Giuseppe
Sinopoli. His idiosyncratic style has
been formed under the influence
of minimalism, ethnic cultures,
the Baroque, rock, and electronic
music. He has performed not only
with the outstanding classical
soloists, including Yo-Yo Ma, Misa
Maiskis, Gidons Kréemers, and
Riccardo Muti, but also with jazz,
pop, and rock stars: Patti Smith,
Larry Coryell, and Stefano Bollani.

Giovanni Sollima has composed
music for films by Peter Greenaway
(The Tulse Luper Suitcases and
Nightwatching), Carlos Saura

(Jota de Saura), John Turturro
(Rehearsal for a Sicilian Tragedy),
Anatoly Vasiliev (L’Asino), Marco
Tullio Giordana (One Hundred
Steps and The Best Youth), and
Lasse Gjertsen (Daydream).

In theatre, he has collaborated

with directors Robert Wilson,
Alessandro Baricco, and Peter
Stein, and choreographers Carolyn
Carlson, Karole Armitage, and Bebe
Miller. In 2006, Sollima’s music
was used in Peter Greenaway’s
digital installation dedicated to
Rembrandt’s 400th anniversary.
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C CcOonbHbIMK KOHLEpTaM1 U B COCTaBe
aHcambner My3bIKaHT BbicTynan

B KapHeru-xonne, MepKuH-xonne

¥ BpyKIMHCKOM aKaaeMUn My3blKU

B Hito-Mopke, Teatpe Jla Ckana

B MunaHe, 3ane KoponeBbli
EnusaBeTbl U YUrmop-xonne

B JloHaoHe, 3ane MaBo B MNapuike,
HoHuepTHOM 3ane YanKoBCKOro B
Mockee u My3blkanbHOM akazemuu
®depeHua Jlucra B Byaanewre.
«/A*MUMU XeHAPUKC C BUOIOHYENBIOY,
Ha3Ba ero My3blKa/lbHbIA

KPUTUK KacTuH [13BUACOH.

Ha JaruneBckom chectuBane
NpoCnaB/ieHHbIA BUOJIOHYE/IUCT
MCMOJIHUT NporpamMmmy, Kotopas
npeacTaBnfAeT co60M HaCTOALLMH
KpoccoBep — NecTpylo cMecCb
}aHpOB, CTUNEN U IMOX.

U3 peaKroctei 3gecb — Caprice

de Chaconne ®paHuyecko Kop6eTThbl,
Kanpuuyuuno Uocuda (Jysenne)
Aanb A6ako U PomaHenna, YakoHa

v TapaHTtenna Axynuo ae Pyeo.

N3 wnAarepoB — 3HameHUTas
MepBana ciouta UoraHHa CebacTbAHa
Baxa n komnosuuua Angel Jxumu
XeHApUKCca B NepenoKeHun

ANA BUONIOHYENIU. ITOT CNIUCOK
Connvma A0NOSHUT CO6CTBEHHbLIMM
counHeHusamu: Concerto rotondo

1 nbecbl U3 unkna Natural Songbook.

JAxoBaHHU Connuma urpaer

Ha BUONOHYeNnn dpaHyeckKo

Pyaxepu 1679 roaa. B 2012 roay
My3bIKaHT BbICTYNW/1 aBTOPOM U
XYZ0XeCTBEHHbIM PYKOBOAUTE/IeM
npoeKrta « CTo BUOJIOHYENEN»,
KOTOpbI FacTPOIMpOBan B pasIUiHbIX
ropoaax Esponbl. B aucKkorpadum
Connuma pag CD Ha nenbnax Point
Music/Universal, Sony, Glossa Music,
Egea Music n Decca. C 2010 roga

OH npenoaaet B Akagemuu « CaHTa-
Yeuyunua» (Pum). Obnagatenb
Mpemun AHHepa Buncma.

CONCERTS

The cellist has given concerts and
recitals at Carnegie Hall, Merkin Hall,
and Brooklyn Academy of Music in
New York, Teatro alla Scala in Milan,
Queen Elisabeth Hall and Wigmore
Hall in London, Salle Gaveau in
Paris, Tchaikovsky Concert Hall in
Moscow, and Liszt Ferenc Academy
of Music in Budapest. He was even
called ‘The Jimi Hendrix of the cello’
by the music critic Justin Davidson.

At the Diaghilev Festival, the famous
cellist will perform a genuine
crossover of a programme —

a patchwork of genres, styles and
time periods. It includes such rare
gems as Francesco Corbetta’s
Caprice de Chaconne, Joseph
(Giuseppe) dall’Abaco’s Capriccio,
Giulio de Ruvo’s Romanella,
Ciaccona, and Tarantella, and such
well-known hits as Johann Sebastian
Bach’s Cello Suite No. 1 and Jimi
Hendrix’ Angel arranged for cello.
Sollima will add his own compositions
to this list: Concerto rotondo and
pieces from Natural Songbook.

Giovanni Sollima plays a 1679 cello
by Francesco Rugeri. In 2012, he
launched the 100 Cellos project which
has toured various cities of Europe.
Sollima has worked with Point Music/
Universal, Sony, Glossa Music, Egea
Music, and Decca record labels.
Since 2010, he’s been teaching

at the National Academy of Santa
Cecilia in Rome. Giovanni Sollima has
received the Anner Bijlsma Award.
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@  OpraHHbIM 3an
nepMcKoun thunapmMoH1H

KOHLepT 6pacc-aHcambéns

AAruneBcKoro ectuBansa

Tpyb6a:

maTtTuac xédc

Tpyb6a:

naBen KypAaKoB

Tpyb6a:

MacynaH abablkanblKoB
Tpyb6a:

MaHy3/1b MULIENb
BanToOpHa:

CTaHUCNaB aBUK
BanToOpHa:

anekcaHap MapLuUHKeBUY
TPOMOOH:

Hepap Kocrtec
TPOMOOH:

aHgpen canTtaHoB
6ac-TpomM60OH, 3HOHUYM:
BNagUMHUP KULLEHKO
Tyba:

MBaH CBaTKOBCKWUK
yAapHble:

poMaH poMallKUH
yAapHble:

KOHCTaHTHUH rpayveB

B NporpaMmme COYMHEHUA
MoraHHa cebacrtbsHa 6axa,
BOJib(hraHra amageA mouapra,
puxapga BarHepa,

HaKa oddeHbaxa,

AMy3enne Bepau U ap.

CONCERTS

@ perm philharmonic

organ concert hall
concert of the diaghilev festival
brass

trumpet:

matthias hofs

trumpet:

pavel kurdakov
trumpet:

zhassulan abdykalykov
trumpet:

manuel mischel

french horn:

stanislav avik

french horn:

alexander martsinkevich
trombone:

gerard costes
trombone:

andrey saltanov

bass trombone, euphonium:
vladimir kishchenko
tuba:

ivan svatkovsky
percussion:

roman romashkin
percussion:

konstantin grachev

the programme includes works
by johann sebastian bach,
wolfgang amadeus mozart,
richard wagner,

jacques offenbach,

giuseppe verdi, and others.
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Tpaguuua —
XOPOLLAS rovesmars
Ha ecTUBasb CO CBOUMU MPOEKTaMH
M YHe Ha MecTe Haxo4MTb NOBOJ,
ANA COBMECTHOMW nporpammbl.
TaKo# BO3MOMHOCTbIO B MNepmu
NoJib3YIOTCA UCMOJIHUTE/IA Ha AYXOBbIX
MHCTPYMEHTaxX — B 3TOM rogy OHU
BHOBb 06beaMHUIUCL B 6pacc-
aHcam6nb [larunescKoro chectuBans.

KoHuenuuA Mx HbIHELWHero
BbicTynneHua — «[l1podeccop

M YYEeHUKU». Uoea BO3HMKNA B CBA3U
¢ npuesgom Tpy6aya MartTtnaca Xédca,
npodeccopa Mambyprckom BbiCLUEH
LUKONbI MYy3bIKU U TeaTpa. Cpeau
y4aCTHUKOB (hecTuBanbHOro 6pacc-
aHcambnA ecTb Te, KTO 3aHMMancA

Yy HEero HenocpeAcTBEHHO, U Te, KTO
Habnwgan 3a ero TBOpYECTBOM B
coctaBe German Brass: « anxumuKm,
npespallalLle Meab B 30/0TO» —
TaK Npo3BaJii My3blKaHTOB

3TOro NereHAapHoOro HeMeLKoro
aHcam6na 3a 0cobblii KONOPMT,
OWHAMUKY M MbIWHOCTb 3By4YaHUA
MeZHbIX AYXOBbIX MHCTPYMEHTOB.

He o6onaetca 6e3 maruu 3ByKa

M KOHUepT Ha [laruneBcKoM
tecTuBane, obellaoT My3blKaHTbI.

CONCERTS

I is a great tradition to come

T to the Festival with your own
projects and to search for the concept
to unify them in one collaborative
programme right on-the-spot. In Perm
brass players have such an amazing
opportunity — this year they gather
together again to be united in the
Diaghilev Festival brass ensemble.

This time the concept of the concert
is ‘Professor and his Students.’ The
idea got its birth in relation to the visit
of the Professor from Hochschule

fiir Musik und Theater Hamburg,

the trumpet player Matthias Hofs.
Among the participants of the festival
brass ensemble there are musicians
who worked with him personally,

and those who followed his work as
the member of the German Brass
ensemble: ‘Alchemists who morph
copper into gold,’ such a colourful
description was given to this legendary
German ensemble for the special
charm, dynamics and magnificence of
the sound of the brass instruments.
The audience of the Diaghilev
Festival will hear the real magic of
sound, promise the musicians.
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lMporpamma coctaBneHa us
Npou3BeZeHUI YeTbIpex BEKOoB.
BupTyo3bl MeAHbIX AyXOBbIX
npeacTaBAT Cpe3 HeMeLKoro
6apOKKO U NO3AHEro poMaHTM3Ma,
NlereHAapHON KUHOMY3bIKK

M 6pOABENCKON KNACCUKMK.
Bonblias YacTb COMMHEHWI NPO3BYUYUT
B apaHXUPOBKaXx, NOAroTOB/IEHHbIX
caMUMM y4acTHUKaMK aHcambns,

B ToM yucne Martuacom Xédcom.

Mo Tpaauuun oxunaaerca u 6u1c.
OcTtaBnana Ha3BaHWe hUHANbHOIO
npousBeZieHUA B TaliHe, My3blKaHThI,
0AHaKo, obeLualoT: caywartenu
Y3HaloT ero ¢ nepBbIX HOT.

CONCERTS

The programme contains the works of
four centuries. The virtuosi of brass
instruments will show the slice of the
German Baroque and late Romantic
period, legendary film music and
Broadway classics. The essential

part of the compositions will be
performed in arrangements, prepared
by the musicians of the ensemble
themselves, including Matthias Hofs.

Traditionally at the end of the
concert we expect encore. Keeping
the name of the final composition

a secret, the musicians, however,
can promise: the audience will
recognize it from the first notes.
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npyu NoAAepHKe
MHWHUCTEpPCTBa
KY/NbTYpbl POCCUHUCKOM
theaepauuun

with the support
of the ministry
of culture

of the russian
federation

P

POCKOHUEPT

KOHLIEPTbI

@ OpraHHbIA 3an NepMCHOM1
thrnnapmoHumn

tria ex uno

KOHLLepT MOCKOBCKOI0 aHcambns

COBpPEeMEeHHOM MY3blKH

thneurTa:

MBaH 6yliyeB
KNapHer:

oJier TaHUoB
dopTennMaHo:
Muxaun ayéos
yAapHble:
anekcaHgp CyBopoB
CKpUNKa:

€BreHum cyb660TUH
BUOJIOHYE/b:

WNbA PyOUHLITENH

CONCERTS

@ perm philharmonic organ
concert hall

tria ex uno

concert of moscow contemporary

music ensemble

flute:

ivan bushuev
clarinet:

oleg tantsov
piano:

mikhail dubov
percussion:
alexander suvorov
violin:

evgeny subbotin
cello:

ilya rubinstein

taycTto poMmuTenu
domeniche alla periferia
dell’impero

AnA dnenTbl, KNapHeTa,
CKPUWIMKKU U BUOJIOHYENU

fausto romitelli
domeniche alla periferia
dell’impero

for flute, clarinet,

violin, and cello

AHUC KCEeHaKMC

plekto

AnA dnenTbl, KNapHeTa,
topTenraHo, yaapHbIX, CKPUIMKH
Y BUOJIOHYENU

iannis xenakis

plekto

for flute, clarinet,

piano, percussion, violin,
and cello

canbBaTope LapprHO
lo spazio inverso

ANA NenTbl, KNapHeTa, CKPUIMKM,
BUOJIOHYE/IU U YenecTbl

salvatore sciarrino

lo spazio inverso

for flute, clarinet, violin,
cello, and celesta

rMMom Ae mawo

riches d’amour

et mendians d’amie

4NA 6ac-hNenTbl, CKPUMKH,
BMOJIOHYENU U (hopTEenMaHo

guillaume de machaut
riches d’amour

et mendians d’amie
for bass flute, violin,
cello, and piano

reopr ¢puapux xaac
tria ex uno

AnA dnenTbl, KNapHeTa,
thopTenrnaHo, yaapHbIX,
CKPUMKKU U BUONIOHYENHU

georg friedrich haas

tria ex uno

for flute, clarinet,

piano, percussion, violin,
and cello
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MACM —

MocKoBckuit AHcambnb CoBpeMeHHOM
My3blKM — He3aBUCUMbIW Npogec-
CUOHAJIbHbIN KOJIeKTUB, 06beAUHUB-
LKA NTYYLWKUX POCCUHCKUX MY3bIKaH-

TOB — 3KCNepToB B 06/1aCTU COBPEMEH-
HOrO UCMONHUTENIbCKOro UCKYCCTBA.

Ha3BaHuWe HbiHewHeMy theCTUBa/IbHOMY
KoHuepty MACM — Tria ex uno — gan
3KCMNepUMEHTasIbHbIA CEKCTET aBCTPUM-
CKoro Komnosutopa leopra ®puapuvxa
Xaaca, npegHasHa4YeHHbIA ANna GnenTol,
K/lapHeTa, (hopTeNUaHo, YAapHbIX,
CHKPUIMNKK U BUOJIOHYenU. OTnpaBHOM
TOYKOM ANA 3TON « My3blKa/lbHON NAU-
oMbI» nocnyxuna yactb Agnus Dei ll
meccbl Missa L’homme armé super
voces musicales HocKeHa [lenpe, thpaH-
LLy3CKOro KOMMO3MUTOPa, HMBLUEro Ha
py6ere XV—XVI BeKoB, ¢ KoTopbiM Xaac
BCTynaeTt B auanor. [lna aBCTpUIUCKOro
KOMMO3UTOpa 3TO AaNEeKO HE eAUHCTBEH-
HbIA cny4yan obpalleHUsa K Hacneauio
npeALlecTBeHHUKOB. B cBoux pa6oTax
Xaac uuTtupyet Mouapta, BeTxoBeHa,
MeHaenbcoHa, LLipeKepa, Bnnetasa ux
TeMbl B CO6CTBEHHbIA CTUNb, B 3Ha-
YATENIbHOM CTerneHU NOCTPOEHHbIN Ha
MUKPOTOHAX U FTMOKOM KOMMO3ULIMMK.

KoHTpanyHKTOM COBPeMEHHOCTHU CTaHeT
6annaga Riches d’amour et mendians
d’amie cpeagHeBEKOBOro No3Ta U KOM-
nosutopa Miiioma ae Mawo. MNpeacra-
BUTENIb NO3ZHEro ars nova, cosgaresib
nepBoOM aBTOPCKOM MECChI, a TaKHe
OECATKOB NeceH pa3HbiX }KaHpoB, Ae
Mawo pa6otan co 3HauuTenbHO 6onee
LUMPOKMMU BO3MOKHOCTAMU KOMMO3U-
LUMKU U YCNOKHEHHbIMU PUTMUYECKUMH
CTPYKTYpaMHM, XOTA AaNeKo He Bce U3
ero CO6CTBEHHbIX My3blKa/lbHbIX OMNbITOB
COXpaHWIUCb B 3anucu. B atom cmbicne
CYaCT/IMBOE UCKJIlDYEHUe — My3blKalb-
HbIA apTedakT «Riches d’amour...»,
AolealWwnid 40 HalKX AHEeN B BUAE MaHy-
CHKpMNTa, — NPO3BYYMT Ha KOHLlepTe
MACM B ucnonHeHuu 6ac-nenTsbl,
CHKPUIMKK, BUOJIOHYENU U (hOPTENMMAHO.

CONCERTS

IVI C IVI E or Moscow

y Contemporary
Music Ensemble, is an independent
professional ensemble of the best

Russian musicians specializing
in contemporary music.

The title of the ensemble’s Festival
concert — Tria ex uno — is the name
of an experimental sextet for flute,
clarinet, piano, percussion, violin,
and cello by the Austrian composer
Georg Friedrich Haas. This piece
was inspired by Agnus Dei Il from

a mass Missa L’homme armé super
voces musicales by Josquin des
Prez, a French composer of the

late 15th — early 16th century, with
whom Haas enters into a dialog.
The Austrian composer has turned
to his predecessors’ legacy before:
he has quoted Mozart, Beethoven,
Mendelsohn, and Schreker, weaving
themes from their works into his
own style which is based mainly on
microtones and flexible composition.

Riches d’amour et mendians d’amie,
a ballad by a medieval poet and
composer Guillaume de Machaut,
has become a counterpoint to
contemporary music. Practitioner

of the late ars nova, the author of

the first mass attributed to a single
composer and of dozens of songs in
various genres, de Machaut exploited
wider possibilities of composition
and played with complex rhythmic
structures. Sadly, many of his musical
experiments have been lost. Riches
d’amour belongs to the fortunate
part of his legacy in this respect:

it has survived to our time as a
manuscript and will be performed

by a bass flute, a violin, a cello,

and a piano at the MCME concert.

The other part of the concert includes
music of the Italian avant-garde. It
will commence with two pieces from
Domeniche alla periferia dell’impero
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[Apyraa yacTb KOHUepTa 6yaeT NocTpo-
€Ha Ha COYMHEHMUAX UTAJIbAHCKUX aBaH-
rapaucToB. [epBbiM HOMepoOM Npo-
3By4yarT ABe 4YacTu uukna Domeniche

alla periferia dell’impero ®aycto Pomu-
TeNM, TBOPMBLLEro BO BTOPOM NOJIO-
BUHe XX BEKa Ha CTbiKe aKageMHU4YeCKOoH
Y NMONy/ISIPHOM My3blKHU, TPAAULUOHHDbIX
MHCTPYMEHTOB U 3/IEKTPOHUKHM, Tea-

Tpa 1 BUAeoapTa. Bropbim Homepom —
Lo spazio inverso CanbBartope LlappuHo,
HbIHE MMUBYLLEro KOMMNO3UTopa U Teope-
TUKa, aBTOpa COTEH COYUHEHUA, aKTUBHO
3KCMEePUMEHTHUPYIOLLEro C TEXHUKOM,
MUCTOYHUKaMU U bunocoduen 3ByKo-
u3Bne4YeHun. Ana o6oux npoussese-
HUM XapaKTepHbl AUCCOHAHCbI U YeTKUe
KOMMO3ULMOHHble nepexoabl. Ho ecnun
pabota Pomutennu ana conenTtobl, Knap-
HeTa, CKPUIMKKU U BUOJIOHYENHU, CO3aaH-
HaA B nepuoa ¢ 1996 no 2000 roa, npo-
HUKHYTa SHEpruen ABUKEHUA U Henpe-
PbIBHbIX M&JIoAUYECKUX MeTaMop(do3,

TO naptuTtypa LLlapp1Ho, Han1McaHHan

B 1985 roay ana dnenTtbl U KNapHeTa,
OCHOBbIBAETCA Ha «ropax 6e3MoNBUA».

CosaaHHbIM B 1990 rogy KOMMNO3UTO-
pom KOpuem KacnapoBbiM Npu Heno-
CpeACTBEHHOM y4yacTuM ivaepa poc-
CUICKOro aBaHrapaa daucoHa [leHu-
coBa, MACM ctan nepBbiM POCCUHCKUM
aHcam6nem, Haue/leHHbIM Ha NPoABU-
HeHue My3biku XX u XXI BeKoB U noa-
OEPHKY COBPEMEHHbIX KOMMNO3UTOPOB.
B 2009 roay KonnekTus cTan nay-
peatom AKLIMU no noaaepkKe poc-
CUMCKHUX TeaTpanbHbIX UHULUATHMB, B
2013-m — naypeatom « 3onotoi MacKu»
B HOMMHaLMKU « DKcnepuMeHT». B 2015
rogy no Bepcuu rasetbl « Mysbikanb-
Hoe 0603peHUe» KOJIIEKTUB Bbln Npu-
3HaH Nly4ylKM aHcambnem roaa.

MACM no6biBan ¢ ractponamu B 80 poc-
CUMCKUX ropogax u 28 cTtpaHax mMupa,
NPUHUMAN y4yacTUe B KPYMHEWLIUX MeK-
AYHApPOAHbIX (heCcTUBaNsAX, TAKUX KaK:
«pyroe npoctpaHcTBo» (MocKBa, Poc-
cusA), Radio France Présences (dpaH-
uunA), « BapwascKkaa oceHb» (Monblua).

CONCERTS

by Fausto Romitelli, a composer
of the late 20th century whose
works combined academic and
popular music, traditional and
electronic instruments, theatre
and video art. The second piece
is Lo spazio inverso by Salvatore
Sciarrino, a living composer and
musicologist, author of hundreds
of works who loves experimenting
with the techniques, sources, and
philosophy of sound production.
Both pieces feature dissonances
and distinct transitions between the
movements, but while Romitelli’s
Domeniche for flute, clarinet, violin,
and cello created in 1996-2000

is full of energy of motion and
constant melodic metamorphoses,
Sciarrino’s score for flute and
clarinet created in 1985 rests

on ‘mountains of silence’.

Founded in 1990 by the composer
Yuri Kasparov under the
patronage of the main Russian
avant-garde composer Edison
Denisov, MCME became the

first Russian ensemble to focus
on promoting the 20th and the
21st-century music and supporting
contemporary composers. In
2009, the ensemble became the
winner of the ACTION in support
of theatrical initiatives Award. In
2013, MCME got the ‘Golden Mask’
Award in the Experiment category.
In 2015, a Russian newspaper
Muzykal’noye Obozreniye named
MCME ‘the Ensemble of the Year’.

MCME has toured eighty
Russian cities and twenty-eight
countries around the world

and has participated in major
international festivals, such as
Another Space (Moscow), Radio
France Présences (Paris), and
Warsaw Autumn (Poland).
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BOJIHEHME

KOHLepT aHTOHa 6aTtaroBa

(chopTenuaHo)

CONCERTS

@ perm philharmonic organ
concert hall

disquiet

anton batagov, piano.

recital

tpaHL, wybept

franz schubert

noeca N° 1 klavierstiicke 1

u3 drei klaviersticke, from drei klaviersticke,
d. 946 d. 946

cdunmn rnacc philip glass

distant figure
(passacaglia for piano)
HamucaHa B 2017 rony
IJIs aHTOHA OaTaroBa,
peMbepa cocTosach
B Ho0pe 2017 roga

B JaHUK

distant figure
(passacaglia for piano)
written for and premiered
by anton batagov in 2017,
the premiere took place
in november, 2017,

in denmark

hpaHL, wybepT
noeca N 2

u3 drei klaviersticke,
d. 946

franz schubert
klavierstiicke 2

from drei klaviersticke,
d. 946

aHToOH 6aTaros

BOJIHEHWE

My3bIKa HanucaHa B 2018 rogy
JJISL CIEKTaKJI GOJIBIIOrO
ApaMaTU4eCcKOro TeaTpa

UM. T. a. TOBCTOHOI'OBA,
CaHKT-1eTepOypr.

ApaMaTypr U pexuccep:

UBaH BBIPBINAEB.

IpeMbepa CIEeKTAKIISL:

18 anpens 2019 ropa.
KOHIIEPTHAs IpeMbepa MYy3bIKHU:
5 ampenst 2019 ropa,

MOCKBa

anton batagov

disquiet

music was written in 2018
for a performance

of tovstonogov

bolshoi drama theater
(st. petersburg).
playwright and director:
ivan vyrypaev.

theatre premiere performance:
april 18, 2019.

concert music premiere:
april 5, 2019

(moscow)
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aHTOH 6aTarosB:
— B nepBom oTaeneHMn — My3blKa

anton batagov:
— In the first part of a recital | will

ABYX KOMMNO3UTOPOB, Y KOTOPbIX
OEeHb POMAEHUA B O4MH AeHb:
®paHua Wy6epta u Pununa
nacca. Kctatn, Macc roBopur,
4YTO ero N6UMbIA KOMMNO3UTOP —
LLy6epr.

ABe nbecobl Ly6epTa, HanUcaHHbIe
B MOCJIEAHUN IOJ, €ro XU3HU
(1828), — my3blka HeBepOATHOM
KpacoTbl U My6uHbI, HanoJIHeHHanA
OAUHOYECTBOM U CBETOM.

MeHsa Bceraa Bocxuiuano,

yto Lly6ept Kak 6bl 3aBUC

MeHXAy T. H. KNacCULU3MOM

M T. H. pOMaHTU3MOM. OH CJ/IULLKOM
CYyObeKTUBEH, 4YTO6bI 6bITb
KNnaccu4yecKU-6e3ynpeyHbiM,

M CJINLLKOM CAepKaH, YTOObI
OKasaTbCA Ha TePPUTOPUU
POMaHTHUYECKUX 6YpPb U NOPbLIBOB.
OH Bceraga ocrtaeTcs rae-T1o B
CTOPOHE, U OAUH UAET N0 CBOEeMYy
6eCKOHEYHOMY 3UMHEMY MYTH,
HUKOMY HUYEro He HaBA3bIBas.

Mexay ABymA nbecamu LLly6epta
Al cbirpato coynHeHue dununa
Iacca, KoTopoe OH Hanucan
cneuuanbHo AnAa meHa B 2017
rogy. HasbiBaetca oHo Distant
Figure / Passacaglia for piano
(«durypa sganeke / Naccakanua
AnA doprenvaHo»). U B aTon
My3blKke — TOMe HeBepoATHasA
KpacoTa, rnybuHa u ceet. Kak,
Brnpoyem, U Bcerga y Macca.

Wy Ly6epta, ny Nacca —
yAUBUTENbHOE coeguHeHHe
HaAMWUPHOIO NOKOA U — BOJIHEHMUSA,
B KaXaon HOTe, B Kamaomn
MHTOHauuK. BonHeHMA 3a Bcex Hac.

Bo BTOpOM oTAeneHuu A cbirpao
My3bIKYy, HanUCaHHY0 MHOI AN
cneKktakna UBaHa BbipbinaeBa

«BonHeHue». BecHoi 2018 roaa

be playing music written by two
composers who were born on
the same day: Franz Schubert
and Philip Glass. Glass actually
mentioned that Schubert was his
favourite composer.

Written in Schubert’s last year
(1828), these two pieces, strikingly
beautiful and profound, are filled
with loneliness and light. | was
always amazed by Schubert
balancing between so called
classicism and romanticism: his
music is too personal to be perfect
as classical music is supposed

to be and at the same time too
contained to be blown away with
the romantic storms. He is always
by himself, wandering on his
endless ‘winterreise,’ but letting
others have their own way.

Between these two pieces | will
be performing Philip Glass’
composition that he wrote for me
back in 2017. It’s called Distant
Figure / Passacaglia for piano.
And it too is full of true beauty,
meaning, and light, but that’s what
all of his music is like.

Both Schubert and Glass have two
opposite sensations combined in
their music: unearthly peace and
disquiet. Disquiet that is heard in
every note, every tone — disquiet,
as they worry for all of us.
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MHe No3BOHWN BaHAa Bbipbinaes
M CKasan: «3Haellb, A Hanucan
HOBYIO Nbecy U xoTen 6bl AaTb
Tebe ee npounTaTb. A 6yay

ee crtaBuTb B lNuTepe, B BAT,

Y NpeacTaBnfellb — B [/1aBHOM
ponu 6yaet Anvca bpyHoBHa
®dpeinHannx! MHe 6bl 04eHb
XOTeJI0Cb, YTO6bI Tbl HANUCan
MY3bIRY».

fl yKe MHOro neT He NULLY My3biKK
HU ANA KKUHO, HU A4N1A TeNeBUAEHHUA,
HW AnA Teatpa. bbin Takon

nepuoa, B MOEM HU3HU, Koraa

Al B OCHOBHOM 3aHUMasCA KakK pa3s
MMEHHO TaKOW MY3bIKOM, a NOTOM,
roay B 2009-m, 3TOT Nepuoz,
KaK-To cam co60M 3aKOHYMU/ICA,

M Hayvasncsa coscem apyron. C tex
nop A OTKa3biBalOCb OT BCEX
noAo6HbIX NpepnoxeHnn. Ho geno
B TOM, 4TO BaHAa BbipbinaeB — 3To
4yenoBeK, KOTOPbIA He BNUCbIBaeTcA
B MOHATHUA O TOM, YTO Takoe
«pexruccep», « Apamartypr»,
«noaT». ATO YeNnoBeK, KOTOPbIH
MEHAETCA C KaXaoW CEKYHAOM.
YenoseK, KOTOPbIM CMOTPUT Ha
3TU U3MEHEeHHUA U pacCKasbiBaeT

0 HUX cebe U NaAM — U OHU
TOXe MeHATCA. YenoBek,
KOTOPbIA CMOTPMT Ha MUP U 3ajaeT
BOMNPOCHI, HA KOTOPbIe HeT OTBEeTa,
HO KaXAbl¥ cneaylowmi war B
KaMAoM nonbiTKe 3agaTb caMoMy
cebe BONpoc — 3TO ABUMKEHUE

no cnupanu Beepx. U ¢ Kamabim
warom BCE nyywe v nydwe

BMAHO, — He NOTOMY, YTO OTBET
HaWAeH, a NoTomy 4YTo BOMNpocC
nepecraet MMeTb 3Ha4YeHHe.

A npouuTtan nbecy. Mo3BoHMN
BaHe 1 ckasan: «3T1o o4yeHb
cunbHas Belwwb. Cnacu6o. A Toxe
ouYeHb Xouy, YTo6bl A Hanucan
ANA 3TOWU Belwr My3blKy».

BoT, co6¢cTBEHHO, U BCE.

CONCERTS

In the second part | will be playing
the music | composed for Ivan
Vyrypaev’s drama called Disquiet.
In the spring of 2018 Ivan called
me: ‘You know, I’ve written a new
play and I'd like you to read it. I’ll
be staging it in St. Petersburg, in
Bolshoi Drama Theater. And can
you imagine, leading actress —
Alisa Brunovna Freindlich! | would
very much like it if you wrote the
music.’

| had not written any music for
film, television or theatre for years.
Though there was a certain period
in my life when that was mostly
what | have been doing, but then,
in 2009 | guess, it just came to
its end — and then a completely
different period has begun. Since
then | have been refusing such
offers. The thing is Ivan Vyrypaev
is someone who is bigger than
just a ‘director,’” a ‘playwright,’ or
a ‘poet.”’ He is a person who is
changing with every second, and
who also observes this change
and then tells a story about it both
to himself and to others — and it
changes them too. A man who is
looking at the world and asking
questions which have no answers
to them. But with every attempt to
ask himself one of these questions
he moves higher up the spiral.
And the higher you get the clearer
you can see, and not because the
answer is finally found but because
the question just doesn’t matter
anymore.

| read the play. Then | called
lvan: ‘This is very powerful.
Thank you. | too would very
much like to write the music
for it.” And that’s basically it.
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BonHeHMe — 3TO peKa, U peKa CTPeMUTCA Tyaa, IAe yHe HET rpaHul, — B OKeaH.
Tam ye HeT rpaHuL.

Tam A 4yBCTBYIO TONIbKO NOTPE6GHOCTb NIOOUTD.

BonHeHMe — 3TO NOTPE6HOCTb NIO6UTL TOrO, KOrO HET.

Toro, KOro HeT B *MBbIX.

BonHeHWe — 3TO 3HAYUT NOOUTb TOrO, KTO CTPYUTCA py4beM, U

BCcerga, Bceraa, ABNAETCA TeM, YTO HeJib3Al YXBATUTb.

Tem, yem Henb3A oBlaLeTb.

Tem, 0 YeM HEBO3MOKHO MONYaTb U O YEM HEJIb3fl FOBOPUTD.

MoTomy 4TO C/loBa — 3TO TOJILKO JIMLWb TO, YTO A FOBOPIO Te6e 0 NI06BU, HO He NID6OBb.
370 TO/IbKO NULWb TO, O YeM Mbl MOIY4MM, HO BPSiA U 3TO NHOGOBb.

370 coBCceEM He NO60Bb.

TUlIMHA, KaK U c/lIoBa, NPOU3HECEHHbIe BCAYyX, — 3TO BPAA /i1 J1l060Bb.

370 coBCcEM He No60Bb.

MoTtomy 4TO NMO60BL — 3ITO Thl.
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Disquiet is a river, and the river is flowing where

there are no boundaries — to the ocean.

There are no more boundaries.

There | only feel this urge to love.

Disquiet is this urge to love someone who doesn’t exist.

To love someone who is not alive.

Disquiet is to love someone who is flowing like a stream and

who is always, always something you just cannot grasp.

Something you cannot own.

Something you can’t be silent about and also something you can’t talk about.
Because words are just what | tell you about love, but they are not love.
It is just something we are silent about, but this is hardly love.

This is not love, not at all.

Silence, as well as the words spoken out loud, is hardly love.

This is not love, not at all.

Because love is you.

from Disquiet, drama by Ivan Vyrypaev




My3blKa U rosioc

rMeHa
aHcambnb coBpeMeHHon My3biKkU klangforum wien

festina lente — noceAweHWe apBo nAapTy
Xop musicaeterna

xop byzantiaeterna

opKecTp musicaeterna

«Tam, rae 3By4YMT NpOLLAJIbHbIA POr...»
Hazexaa nasnosa (ConpaHo)
aneKkcen ropubonb (hoprtenuaHo)

TUXUM CBeT
xop byzantiaeterna

to6rMnen KomMno3uTopa 34MCcoHa AeHUcoBa
AWpuxep: deop pyauH

cne3bl BOCKpeceHUs
aHcamb6/b cTapyuHHOM My3bIKHK la tempéte

3aKpbiTHe hecTuBana
mahler chamber orchestra
XOop musicaeterna



music & voice

hyena
klangforum wien ensemble

festina lente — dedication to arvo part
musicaeterna chorus

byzantiaeterna choir

musicaeterna orchestra

‘wo die schonen trompeten blasen...’
nadezhda pavlova, soprano
alexei goribol, piano

gladdening light
byzantiaeterna choir

edison denisov’s anniversary
conductor: fedor rudin

larmes de resurrection
la tempéte ensemble

closing of the festival
mahler chamber orchestra
musicaeterna chorus
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klangforum wien
nonb3yetca no6e3Hon
NoAAEPHKON

erste bank

klangforum wien
is kindly supported
by erste bank

MY3bIKA&IOJ10C

@ OpraHHbIA 3an NepMCHOM1
thrnnapmoHumn

rueHa

KOHLLepT aHCambnAa COBPEMEHHOH

My3blKMU klangforum wien

IupuKep: 6ac Burepc

COJIUCTKA: MOJUIEHA JIU YU/IbAMC-Xaac

KNapHeT: 0/iuBbe BMBapec
KnapHeT: 6epHxapAa 3axblobep
¢harot, KoOHTpacdarort:

nopenawv gaynvHr

CaKCO(MOH: Axepanba NperHdanbK
TPOMOOH: Hepap KocTtec
AKKOPAEOH: MUPKO €BTOBUY
NepPKYCCUA: JTyKac LUMCKe

CKpUnKa: cotu wadnentTHep
CKpMIKa: K060 apHaHAeC SHPUKeC
anbT: AUMATPUOC NOJIMCOUAUC
BMOJIOHYE/Ib: 6E@HEAUKT NANTHEP
BUOJIOHYE/b:

aHapeac nMHgeHb6aym

BMOJIOHYE/b: J1Ie0 MOPENo
KOHTpabac: AMOH 3KXxapAT
KOHTpabac: LWMMOH Map4YUHbAK

B nNporpamMmmve COYHMHEeHUA
reopra ¢ppuapuvxa xaaca:

CTPYHHbIW KBapTeT N2 3
«in iij. noct»

* poccuicKas npemvbepa

rueHa

HCIIOJIHSICTCS HA aHTJIMACKOM SI3bIKE
C PYCCKUMU TUTPaMHA

TEKCT: MOJIIeHa /1M yUbAMC-xaac

Main sponsor

ERSTES

Sponsoring VALUE

MUSIC&VOICE

@ perm philharmonic organ
concert hall

hyena

concert of klangforum

wien ensemble

conductor: bas wiegers

soloist: mollena lee williams-haas

clarinet: olivier vivarés

clarinet: bernhard zachhuber
bassoon, contrabassoon:
lorelei dowling

saxophone: gerald preinfalk
trombone: gerard costes
accordion: mirko jevtovic
percussion: lukas schiske
violin: sophie schafleitner
violin: jacobo hernandez enriquez
viola: dimitrios polisoidis

cello: benedikt leitner

cello: andreas lindenbaum
cello: leo morello

double bass: john eckhardt
double bass: szymon marciniak

the programme includes
works by georg friedrich haas:

streichquartett no. 3
‘in iij. noct’

* russian premiere

hyena

performed in english

with russian subtitles

text: mollena lee williams-haas

EUROPE
INTEGRATION
FOREIGN AFFAIRS

FEDERAL MINISTRY
REPUBLIC OF AUSTRIA
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KLANGFORUM

Wien — 310 24 My3blKaHTa U3
OECATU pasHbIX CTpaH, KOTopbie
CBOEW AeATeNIbHOCTbIO CTPEMATCA
BOCCTAHOBUTb B UCKYCCTBE TO, YTO,
KaKk UM KameTcs, 6bl10 NOCTENEHHO
yTpayeHo B TeyeHUe XX BeKa:
MCMNOJIHEHUE COBPEMEHHOM MY3bIKH,
HanNUCaHHOM ANA TEKyLlero MomMeHTa
M ANA CEerogHfAHEN ayaAUTOPHM.

AHcam6nb 6b1n ocHoBaH B 1985 roay
avpukepom Beatom dyppepom.

Co BpemMeH cBOero nepBoro
KoHUepTa (KOTOPbIM KOJNEKTUB

Aan Bo [sopue JIuxreHwTenHoB
noA nepBoHa4yanbHbIM Ha3BaHUEM
Societé de I’Art Acoustique /
«OO6LLUEeCTBO akyCTUYECKOro
uckyccrBa») Klangforum Wien
npeacraBsvn Mupy okono 500 HoBbIX
NpousBeAeHUn COBpeMeHHbIX
KOMMO3UTOPOB C TPeX KOHTUHEHTOB,
3anucan 6onee 70 CD, cHucKan
Maccy Npu3oB U Harpag 1

6onee 2000 pas BbIiCTYNUA

Ha rnaBHbIX (hecTUBaNbHbIX

M KOHLEPTHbIX naowaaKax

EBponbl, AnoHuH, CeBepHoi

u HOxHOM AMEpUKH, a TaKHKe
WHULMMPOBAN pAA OPUrHHaNbHbIX
XYAOMHKECTBEHHbIX NMPOEKTOB, B

TOM YMCNe ANA MONOAEHH.

Moao6HO UCKYCCTBY B YUCTOM

Buae, Klangforum Wien ecTtb He

4YTO MHOE, KaK cuia, HanpaBieHHas
Ha yny4yweHue mupa. Koraa
My3bIKaHTbl BbIXOAAT Ha CLIEHY,

OHM LeJIMKOM OTAATCA My3blKe.

Nx 6e30oroBopoyHan BAO6IEHHOCTb
B UCKYCCTBO MU MUCCUOHEPCKOE
NOABUKHUYECTBO AeNaloT KOHLEePTbI
Klangforum Wien yHUKanbHbIMW.

VYyactHuKM Klangforum Wien
npubbINn U3 ABCTpanuu,
Bonrapuu, lrepmaHun, PUHAAHAUM,
®paHuum, Mpeunu, Utanum,
ABcTtpuu, LLBeunu u LLisenuapuu.

MUSIC&VOICE

24 musicians from ten
different countries
represent an artistic idea and a
personal approach that aims to
restore to their art something that
seems to have been lost, gradually,
almost inadvertently, during the
course of the 20th century: music
which has a place in the present,
in the community for which it was
written and that wants to hear it.

The ensemble was founded in 1985
by conductor Beat Furrer. Ever since
its first concert, which the ensemble
played under its former name, the
Societé de I’Art Acoustique, at the
Palais Liechtenstein, Klangforum
Wien has made musical history.

The ensemble has premiered roughly
500 new pieces by composers from
three continents, giving voice to
their music for the first time. If given
to introspection, Klangforum Wien
could look back on a discography

of over 70 CDs, a series of honours
and prizes and around 2,000
appearances at renowned festivals
and in the premiere concert and
opera venues in Europe, Japan, and
the Americas, as well as various
youthful and original initiatives.

Like art itself, Klangforum Wien

is nothing but a force, barely
disguised by its metier, to improve
the world. The moment they step
onto the podium, the musicians
know that only one thing counts:
everything. Love of their art and the
absoluteness of this conviction are
what makes their concerts unique.

The members of Klangforum Wien
come from Australia, Bulgaria,
Germany, Finland, France,

Greece, ltaly, Austria, Sweden and
Switzerland. Sylvain Cambreling,
Friedrich Cerha and Beat Furrer are
three outstanding musicians who
have been awarded an honorary
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Mo eanHOAYLWHOMY peLUEHUIo
MY3bIKaHTOB, TPU BblAaloOLLMXCA
neAtena uckyccrea: CunbBaH
Kam6peneH, ®puapux Liepxa u
Beat dyppep — 6biNK YAOCTOEHbI
no4yeTtHoro YneHcrtea B Klangforum
Wien. HauuHan c ce3oHa
2018/2019 Kam6peneH nepegan
NnasioyKy r1aBHOrO NPUrnAaleHHoro
avpuepa bacy Burepcy. Moa
ero pykosoacteom Klangforum
Wien ucnonHsaeTt Ha [arnneBcKom
¢thecTBane ABa COYMHEHUA
COBPEeMEHHOro KoMno3uTopa
leopra ®puapuvxa Xaaca,

O4HOro U3 NInAepoB B o6nactu
3KCMepUMeHTaNbHOro 3By4YaHMs.

B cBoem TpeTbem CTPYHHOM
KBaprteTte (In iij Noct) Meopr
®puapux Xaac npogonHaer
3KCNepuMeHTUpOBaTh

C BO3MOMXHOCTAMMU MY3bIKH,
MUCMNONHAEMOM B TeMHoTe. TemHoTa
3AeCb O3Ha4yaeT He NpoCcTo
OTCYTCTBUE CBeTa, a CTAHOBUTCA
K/IIO4EBOM TEMOM: UCNONHUTENU
He MOryT BUAETb HA CBOM HOThI,
HU HOTbI NAPTHEPOB U CUAAT
HaCTONbKO AaneKo Apyr OT Apyra,
HaCKOJIbKO NO3BONAET NMOMELLEHHE.
lMpousBeaeHne He npeanonaraet
ne4yaTHOM BEPCUM NapTUTYpPbI

C YKa3aHUAMMU My3blKaHTaM, Kak UM
urpatb. OHU B3aMMOAENCTBYIOT
WUCHJIIOUYUTENBbHO Yepes

3BYKMW, BOBNEKanA Apyr Apyra

B My3blKa/lbHbIli Npouecc
MrHOBEHHbIMW peakLUAMM,

M BCEraa camu peLuatoT, KaK
JaNeKo rotoBbl 3alUTH, Npexae
YyeM NoBepHYTb o6paTHO.

MpoaoNKUTeNbHOCTL NPOU3BeAEeHUA
onpeaensaeTcA HenocpeaCcTBeHHO
BO BPeMsA MUCMNOJIHeHUA:

3anABNeHHaA MUHUMaNbHasA
ONUTENBbHOCTb — 35 MUHYT,

HO, B 3aBUCUMOCTHU OT AEUCTBUI

U peaKLuuHn UCTIONIHUTENEN, BpeMSA
3BYYaHUA MOMKET YBEJIMYUTbLCA.

MUSIC&VOICE

membership of Klangforum Wien
through an unanimous decision
by the ensemble. Starting with
the 2018/19 season, Bas Wiegers
takes on the role of principal
guest conductor from Sylvain
Cambreling. At the Diaghilev
Festival under the baton of Bas
Wiegers Klangforum Wien plays
two works by Georg Friedrich
Haas, who is one of the leaders in
the field of experimental sound.

In his third string quartet (‘In iij
Noct’), Georg Friedrich Haas
continues his experiments with the
possibilities of music performed

in the dark. Darkness, however, is
not present in this piece merely as
an absence of light, but becomes
the key theme of the work: the
whole piece is played in complete
darkness, the musicians can

see neither their music nor their
fellow performers, and are seated
as far apart from one another as
possible — for example they might
be seated around the audience in
the four corners of the auditorium.
The string quartet is composed

as a verbal score, with many
details and decisions left to the
performers. They communicate
solely through the sounds produced
by their instruments, inviting one
another into musical processes,
accepting these invitations or
responding in kind with an invitation
of their own — and always
deciding for themselves how far
they choose to go down each path
together, before turning back.

The duration of the piece is only
decided during the performance:
the minimum length is 35
minutes, but the piece can also
last considerably longer.
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Ha3BaHuWe KoHLUepTa NOBTOPSAET 3ar/iaBue
HeZAaBHeW Nbecbl Xaaca, HanNnUCaHHOM
Ha TEKCT aKTPUChI, NUCaTe/IbHULbI

M cynpyru komno3utopa MonneHb! Jn
Yunbamc-Xaac. B aBTo6uorpaduyecromn
WCTOPUU OHa C Npeae/ibHOM
WCKPEHHOCTbIO PacKpbIBaeT BHYTPEHHUI
Aunanor ¢ CO6CTBEHHOMN « FTMeHON» —
a/Ikoro/IM3MoM, — KOTOPYIO el yaanocb
oponeTb, a Xaac noaaepuBaet

ee Ha My3blKa/lbHOM YPOBHe.

leopr ®puapux Xaac:

— C Tex Nop KakK A cTas KOMNO3MTOPOM,
Al CTapaloCb MHTErpMpoBaThb B CBOM
Npovu3BeAEeHMA Pa3roBOPHYIO peyb —
HayuHaA ¢ « OTpbiBKa ana 29
Pa3roBOPHbLIX rO/I0COB», HAaNUCaAHHOIO
B 1979 roay ANnA WKONBbHOIO Xopa,

M 3aKaH4MBaA onepou « YTpo

Y Beyep», rae ogHa M3 rMaBHbIX
poJsiel UCNONHAETCA ApaMaTUYECKUM
aKktepom, U « ManeHbkuint A-3ato-A»
ONA pa3roBOpHOro rosioca

MU KamepHoro aHcaménsa (2015 u 2016
roabl, cooTBeTcTBEHHO). MosA HeHa
MonneHa YunbaMc BbICTynaeT Kak
npodeccUoHabHbIM pacCKas4uK.
YyuTbiBaA Takoe poACTBO AyLu,
6b1710 O4EBUAHO, YTO HYHKHO

Aenatb COBMECTHbIW MPOEKT.

MonneHa Jlu Yunoamc-Xaac:

— V meHA HUMKoraa He 6bIno KenaHusa
o6cy®aaTb CBOe Jie4eHue
OT aJIkorosi3ma. JTo C/MLLKOM
JIMYHOE, a caMa TemMa U3be3HeHa
BAO/b U nonepek. OaHakAabl
A NoNy4nna npyriawieH1e Ha oYeHb
NPecTUXHbIX BeYep paccKasoB
B CaH-®paHuucKo, « PaccKasbl
Ha KpblieyKe», U Koraa MeHA
CNpPOCU/IH, O YeM A Byay roBOpUTb,
MOSl NepBas MbIC/ib BHE3aMnHO
OKasanacb Takou: «Hy y TouHo
He 0 peabunuTaumnmn». U KOHEYHO Ke,
MHE CTaJIo CTPALLIHO, U KOHEYHO HXKe,
Al NOHANA, 4YTO 06 3TOM U AO/IKHA
paccKasartb. Y opraHM3aTopoB
6b1I1 Te e apryMeHTbl NPOTUB
3TOM 3aAYMHKH, YTO U Y MEHA CaMOH,

MUSIC&VOICE

The title of the concert is duplicated
by the title of the work, created
by Haas on the text of his wife.

A very personal story written by
the actress, and writer Mollena
Lee Williams-Haas, who is by
herself performing her inner talk
with her very own ‘Hyena’ —

her abuse of alcoholism —
intensified by her husband Georg
Friedrich Haas’ composition.

Georg Friedrich Haas:

— Ever since I’ve begun working as
a composer, my focus has been
on integrating spoken language
into my music — starting with
the Fragment for 29 Speaking
Voices for school choir in 1979
up to my opera Morgen und
Abend [Morning and Evening],
in which one of the central roles
is performed by an actor, and
das kleine ICH BIN ICH [the little
| AM ME] for speaking voice
and chamber ensemble (2015
resp. 2016). My wife Mollena
Williams appears publicly
as professional storyteller.

It seemed natural to make use
of our personal closeness to
create a joint artistic project.

Mollena Lee Williams-Haas:

— | never wanted to talk about
my recovery from alcoholism. It
feels too personal and, in a way,
already explored in every medium,
ad nauseam. | had been invited
to a very prestigious storytelling
evening in San Francisco —
Porchlight Storytelling — and
when | was asked what | wanted
to talk about my first thought
out of nowhere was ‘Definitely
NOT about going to rehab.” And
so of course | was terrified, and
so of course | HAD TO do it.
The folks who hosted that event
were hesitant for many of the
same reasons | was, but then
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HO A1 BAPYr 0CO3Hana, YTo AOJIKHa
«MpoAaTb» UM 3Ty UAEl0, NyCTb
Lare MHe Y CTpaLIHO Ae/IUTbCA
CBOMM onbiToM. Ha 3TomM napaaokce
BbICTYIJIeHUE MOJIy4YMUI0Cb O4YeHb
MoLWHbIM. Mocne Hero nATbAECAT

C JIULLIHMUM YeNOBEK BbICTPOUIUCH

B o4epenb, YToObl JIMYHO 06CYAUTDL

CO MHOW, KaKOW OTHJIMK Bbi3Bana B HUX

MOA UCTOPUA... KTO-TO U3 HUX CaM
60poncA ¢ 3aBUCUMOCTbIO, Y KOro-To
C Hel 6oponucb 6nusKKe. A Gbina
OYeHb TPOHYyTA. Cpep,u cnyl.uaTeneﬁ
6b1a NpoAtocep NoTpscaloLLen
paaguonepeaayu Snap Judgement,

M OHa NMpUracuna MeHs pacckasarb

CBOIO UCTOPHIO B 3thupe. ITo yiKe 6bin

BbIX0Z, Ha COBCeM ApYror YpOBeHb.
HKoraa Meopr npeanoxun caenarb
COBMECTHbIM NPOEKT, MeHA CHoBa
3aTpACNO OT CTpaxa, U BHYTPU BCE
Kpuuano: «391o nnoxasa uaea!» Tak
Al U NOHSANA, YTO cAeNnaTb 3TO HYHHO.

leopr ®puapux Xaac:

— MHe npouie: A KOMNO3UTOP,
a My3blKaJlbHbIA A3bIK He TaK
NPAMOJIMHEEH U OHO3HAYEH.
MHe He Hy¥HO onucbiBaTb HUKaKUe
AeTaNu WK pacKpbiBaTb ce6A
B cnoBax. Mbic/b, BbipameHHas
B My3blKe, CKO/Ib OTKPOBEHHOM
OHa 6bl HU Oblna, Bcerga ocraeTcs
abctpaKkTHOM. Kak A cebe
npeacTaBnAl, MoA 3ajadya —
coszatb anAa ucrtopun MonneHol
3MOLMOHaNbLHOEe o6pamneHue,
KOTOpOe MOr/o 6bl NOCNYXRUTb
el 3aWKnToN. IMOLIMOHA/IbHYIO
ornopy, KOTopan ee NOAAEPHMUT.

MonneHa Jln Yunbamc-Xaac:

— U3 moei UCTOPUM Kamabli U3BneveT
TO, YTO HY}XHO UMEHHO eMy. l o4eHb
nepexuBalo, KakuM Noay4YMTCA ITOT
NPOEKT M KaK ero NpPUMyT, HO A BCé
paBHO YyBCTBYIO, YTO AOJIHKHA BO YTO
6bl TO HY CTal0 NOAENIUTLCA CBOEH
MCTOPHEN U pacCKasaTb, KAKOBO 3TO:

YBUAETb CBOIO CaMyto TEMHYIO CTOPOHY,

nepeXuTb 3TO U NoBeAaTb APYrum.

MUSIC&VOICE

| found myself having to ‘sell’ them
an idea that | really was terrified

to share. The paradox drove the
performance. Afterward, over 50
people stood in a line to personally
talk to me about how they related
to my story... either people
themselves in recovery or who had
a loved one in the same struggle.
It was humbling. The producer

for an amazing radioshow called
‘Snap Judgement’ was in the
audience and she invited me to
tell the story for their program.
That took it to a whole new level.
When Georg suggested to make
this a collaboration, | was again
dizzy with fear and absolutely
screamed on the inside that

this was a Bad Idea. Therefore,

| knew it had to be done.

Georg Friedrich Haas:

— For me as composer this is easier.
The language of music is not that
direct or unambiguous. | don’t have
to describe any details or expose
myself with words. The musical
expression’s truth — however
exhibitionistic it may be — always
remains abstract. As | see it, my
task consists in generating an
emotional framework for Mollena’s
story which protects you. An
emotional basis to support her.

Mollena Lee Williams-Haas:

— Everyone will take away what
they need from my story. | am
apprehensive about this project,
about how it will be received, and
yet mightily compelled to share,
to tell the story, to talk about
what it means to see your darkest
aspect and live to tell the tale.
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@ MNepMCHKUMK TeaTp
onepsbl U 6aneta

festina lente —

NocCBfALEHMEe apBo NAPTY

LUpUHKep:
TeoA0p KYPEHT3UC

rnaBHbIX XOpMencTep:

BUTaIUA MOJIOHCKUMA

WUCMOJTHUTENN:

XOp U OpKecTp musicaeterna,

xop byzantiaeterna

B NporpaMmme COYMHEHUA apBoO
nApTa, BU3aHTUMCKUE NeCHOMNEeHUs

[MrorrAMMA

nocesfeHa COBPEMEHHOMY KOMIMO3M-
TOPY, OAHOMY U3 rypy mMy3biku XX—XXI
BeKkoB ApBo MApTy. YpoxeHey, AcTo-
HWM, 3HAKOMbIX C BeAyLLMMU MUPO-
BbIMW My3bIKaHTaMW U HEPEAKO OTK/IU-
KalLWwMUCA My3bIKOM Ha COBPEMEHHbIe
cobbiTuA, MApT, ogHaKo, B 60/bLIEN
CTeneHu cneayet co6CTBEHHOM TBOP-
YeCHKOM TPaeKTOpUH, paBHOYAANEH-
HOM OT NMPUBA3OK K HALUMUOHA/bHbIM,
MCTOPUYECKUM, MOJIMTUYECKUM U Jae
XYAOKECTBEHHbIM KOHTEKCTaMm.

JBurasacb B TeYeHUe }U3HU OT cepua-
IM3Ma K MMHMUMaNuM3My, OT aBaHrapaa
XX BeKa K no3gHecpeaHEeBEKOBOM
nonrMdOHUK, OT NIIOTEPAHCKOM K NpaBo-
cnaBHOM Tpaauuuu, Apso MAapT npo-
nycKaeT BCe 3TU BHELUHUE KyNbTyp-
Hble KoAbl rNy6oKo Yepe3 (hUnbTpbl
cobcTBEHHOrO onbiTa. Jlaxe ero opm-
rMHasbHasA KOMMO3UTOPCKasa TEXHUKA
tintinnabuli (aBTopckaa dopma mMHO-
ECTBEHHOro Yicna OT IaTUHCKOro
tintinnabulum — «Konokon»), nocTpo-
€HHas Ha MaTeMaTU4YeCKU BbiBEPEH-
HOM COYeTaHUM ABYX roJIOCOB: NEPBOro,
PUCYIOLLLEr0 OCHOBHYIO TEMY, U BTO-
poOro, PUTMUYHO « 3BEHSALLEro», —
Nno3BONAET CO34aBaTb KamepHbie
LeaeBpbl 04YXOTBOPEHHOM NMPOCTOTbI.

MUSIC&VOICE

@@ perm opera and ballet
theatre

festina lente —

dedication to arvo part

conductor:

teodor currentzis

principal chorus master:

vitaly polonsky

performed by musicaeterna chorus,
musicaeterna orchestra,

and byzantiaeterna choir

the programme includes arvo pért’s
works and byzantine chants

T concert is dedicated to a
H E living composer, one of
the pillars of the 20th — 21st-century
music: Arvo Pért. Estonian-born,
familiar with all the contemporary
musicians and often reacting to
current events with his music, Pért,
however, is much more inclined to
follow his own path which is equally
distant from any national, historic,
political, and even artistic context.

Moving throughout his life from
serialism to minimalism, from the
20th-century avant-garde to the late-
Medieval polyphony, from the Lutheran
to the Orthodox tradition, Arvo Pért
internalizes all these external cultural
codes via his own experience. Even
his unigue composing technique,
tintinnabuli (customized plural

form of the Latin tintinnabulum, a
bell), based on the mathematically
calculated combination of two voices:
one delineating the main theme, the
other ringing rhythmically. All this
allows creating amazingly simple
ethereal chamber masterpieces.
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MpowusseneHun MNMaApta pasHbix

NeT U anA pasHbIX COCTaBOB,
BblGpaHHble XOPOM U My3blKaHTaMH1
opKecTpa musicAeterna ansa
MCMOJIHEHMA Ha hecTmnBane,

B NOJIHOW Mepe OoTpaKatoTt
LEeNIbHOCTb €ro My3biKaJIbHOro
MbiwieHUsA. TakoBa, Hanpuvep,
CTaBlUanA AN KOHLUepTa 3arnaBHOM
Komno3uuua Festina lente (1988—
1990), B KOTOPOM TPH ronoca,
pacnpezeneHHble Mexay rpynnavu
CTPYHHbIX, Pa3BMBalOT O4HY U Ty
e MenoauIo B pa3Hbix TeMnax,

HO B YAUBUTE/IbHOW rapMOHUMH,
ornpaBAbiBasn MbiIC/lb, 3a/I0MEHHYIO
B NTaTUHCKOM Ha3BaHWM:
«rocnewam MmeaneHHo».

JyxoBHasa nbeca Drei Hirtenkinder
aus Fatima, HanucaHHan

B 2014 roay, BAOXHOBNEHa
ucTopueii o BuaeHuMu boropoauupl
MasieHbKMM NacTywKam B6/ 13U
nopTyranbcKoro ropoga ®aruma,
HO NocBsLleHa HeMeLKOMY
XYZAOHHUKY-a6CTPaKLUOHUCTY
[epxapay Puxrtepy.

Jpyroe cBoe npousBeaeHUe Ha
TeKcT ncanvios, De Profundis
(1980), Mapt nocBATUA
aBCTPUMACKOMY KOMMO3UTOPY
lotdpuay toH JiHemy. Ita
napTuTypa, paBHO KaKk U An
den Wassern zu Babel safien
wir und weinten (1976—1984),
npeacrtaBnAeT cobour ApKUn
obpasel, TexHUKH tintinnabuli,

B KOTOPOM XOp MArKo
noAcBeYnBaeTcA 3By4aHUEM
opraHa. HeopauHapHbie
noAaxoAbl K aHIIMACKOMY TEKCTY
Mapt peannsyet B My Heart’s
in the Highlands, counHeHuun
2000 roaa Ha ctuxu Pobepra
BepHca, u The Deer’s Cry 2007
roga Ha 6orocnyxe6bHblA TEKCT,
HanMcaHHbIK, NPEANONOKUTENBHO,
CeAatbiM MaTpuKom.

MUSIC&VOICE

Part’s compositions of various
years and for various choruses,
chosen by musicAeterna chorus
and musicAeterna orchestra for the
Festival, totally represent the integrity
of his musical thought. Thus, for
example, the title piece of the
concert, Festina lente (1988-1990),
truly justifies its meaning — from
Latin ‘make haste slowly’: three
voices distributed between the
groups of strings develop the same
melody in different tempi while
maintaining amazing harmony.

A sacred piece Drei Hirtenkinder

aus Fatima, composed in 2014, was
inspired by the appearance of the
Virgin Mary to the little shepherds
near the Portuguese city of Fatima
but is dedicated to the German
abstractionist painter Gerhard Richter.

Another piece, De Profundis (1980),
a psalm set to music, is dedicated
to the Austrian composer Gottfried
von Einem. This score, along with
An den Wassern zu Babel saf3en
wir und weinten (1976-1984), is a
brilliant example of the tintinnabuli
technique where the chorus is softly
highlighted by the organ. Pért’s
unusual approach to English texts
is displayed in My Heart’s in the
Highlands (2000), to the poem by
Robert Burns, and The Deer’s Cry
(2007), to a liturgical text written
supposedly by Saint Patrick himself.
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BTopas 4yactb KOHLUepTa, OTAaHHaA
ByzantiAeterna, nonHocTtbio
COoCTaB/IeHa U3 NpaBoC/iaBHbIX
rMMHOB, B YMCJIe€ KOTOPbIX

«[lMacxa cBALleHHaaA», « AHren
BonusALley, « TpuceAToe», « Ceete
TUXUIN», « BOCKpeceHua aeHb».
BocxoaAwan K paHHeXpPUCTUAHCKOWM
Y BU3AHTUUCKOW Tpaauuuam,

3Ta My3biKa NPO3BY4YMT Ha
rpeyYecKoM A3biKe, YTO TOXe
CBA3aHO C *u3Hbto Apso lapTa.
Ewe B 1970-x rogax KOMNo3uTop
nepeLen U3 NpoTecTaHTU3Ma B
npaBocnaBue, YTO 3HAYUTEJSIbHO
NOBJIUANIO Ha Hanpas/ieHue

€ro TBOPYECKHUX NMOUCKOB.

MUSIC&VOICE

The second part of the concert is
performed by ByzantiAeterna and
consists entirely of the Orthodox
hymns, including A Scared Easter,
The Angel Cried, the Trisagion,

O Gladsome Light, and Day of
Resurrection. This music that
stems from the early Christian
and Byzantine traditions will

be sung in Greek, which has a
close connection with Arvo Pért’s
biography. His conversion from
Protestantism to Orthodoxy way
back in the 1970s had a great
impact on his artistic explorations.

>
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CosaaHHbit B 2011 rogy

M NPOLUEALINIA UCTIbITaHUE
npembepamu MNepmcKoro Teatpa
onepbl U 6aneTa, raCTposibHbIMU U
thecTUBaNbHbIMKU €BPOMNEeNCKUMH
npoektamu, XOp musicAeterna
NPOYHO 3aHUMaeT MecTo

cpeau cambix BOCTpe60BaHHbIX
KonneKkTuBoB mupa. TonbKo B 2018
rogy OH CTan slaypeaTom cpasy
Tpex npemuii: Opera Awards,
Casta Diva u «3onortaa Mackany.

B peneptyape musicAeterna
coYeTaloTCA NPOU3BeAeH A
pasHbIX CTUNEN U 3MOoX, a

B UCMOJIHATENIbCTBE OTAAETCA

npeAnoyTeHne ayTeHTUYHON MaHepe.

B nporpammax 3By4aT COYMHEHUA
3apy6erHbIX KOMMO3UTOPOB 3MOXH
6apoKKo, LeaeBpbl PYCCKOM
xopoBor My3blKKU XVIII—XX
BEKOB, a TaKKe NpousBeseHus
COBPEMEHHbIX aBTOpOB. 34ecb
KaXAabl4 apTUCT — COJIUCT, a

BCe BMECTe NoA PyKOBOACTBOM
rnaBHOro xopmeicrepa Butanua
[MONOHCKOro OHM AocTUraloT
HEeBepPOATHOM KOHLeHTpauuu

M aBGCONIOTHOM CNarKeHHOCTH.

lacTponbHaA KapTa KoNeKTUBa
BH/IIOYaET TaKWe ropoaa, Kak
MockBa, CaHKT-eTepbypr, BepauH,
AdwuHbl, Mapwuk, JluccaboH,
Fambypr, ®eppapa, MioHxeH, KénbH,
KpakoB. B 2015-m xop BbiCTynun
Ha decTuBane B dKc-aH-lpoBaHce,
B 2016-m — Ha cdecTuBane
RUHRtriennale B Boxyme. C 2017
roza Xop — eMHerogHbli y4acTHUK
3anbubyprckoro dectusansa. B
yucne KONNEKTUBOB-NapTHEPOB
Xopa — NepMCKUMA OpPKecTp
musicAeterna, dpaHuy3cKui
aHcamb6ab Le Poeéme Harmonique

M UHTepHaLUuoHanbHbIM Mahler
Chamber Orchestra. Ana
AaruneBcKoro dectuBana — 2019
xop musicAeterna noarotrosun

COBMECTHYIO Nporpammy ¢ KUMPCKUM

KonnektuBom — ByzantiAeterna.

MUSIC&VOICE

Founded in 2011 and forged

in the premieres of the Perm
Opera and Ballet Theatre and
tours and festivals in Europe,
musicAeterna Chorus has
firmly established itself as one
the most sought-after ensembles
in the world. Within a single year,
2018, it won three major prizes:
Opera Awards, Casta Diva, and
the ‘Golden Mask’. The chorus’s
repertoire comprises pieces of
various genres and time periods,
its singing technique is mostly
authentic. Its programmes include
Baroque compositions, Russian
choral music of the 18th—20th
centuries, and contemporary
music. Each singer here is a
soloist, and together they reach
incredible focus and perfect
synergy, guided by their principal
chorus master Vitaly Polonsky.

The chorus has toured Moscow,

St. Petersburg, Berlin, Athens,
Paris, Lisbon, Hamburg, Ferrara,
Munich, Cologne, and Krakow.

In 2015, the chorus performed at the
Aix-en-Provence Festival; in 2016,
at the RUHRtriennale in Bochum.
Every year since 2017, musicAeterna
Chorus has been taking part in

the Salzburg Festival. The chorus
collaborates with such ensembles
as the Perm musicAeterna
Orchestra, the French Le Poéme
Harmonique, and the international
Mahler Chamber Orchestra.

At the Diaghilev Festival 2019
musicAeterna shares the stage with
the Cyprian choir ByzantiAeterna.
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Hassanue xopa ByzantiAeterna
(c rpeyeckoro « BeyHaa BusaHTua»)
roBopuTt camo 3a ce6a. CosaHHbIM
no UHUUUaTUBE aupuepa Teogopa
HKypeHT3uca B 2018 roay Kak

yacTb «cemencTBa» musicAeterna,
HOBbIM KOJIEKTUB NPU3BaH
OTKPbITb 6GOraTCTBO My3blKa/IbHOM
KynbTypbl BU3aHTMK, B TOM Yncne
APEeBHErpe4yecKmx LLepKOBHbIX
NecHomneHun. Xop BbICTyNaeT noa
PYKOBOACTBOM TeHopa AHTOHMWOCA
KyTpynuca — BbINyCKHUKa
BOKaJIbHOrO (haKynbTeta CaHKT-
MeTepbyprcKkom rocyaapcTBeHHOM
KoHcepBaTtopuu um. H. A. PumcKoro-
HopcaKkoBa, no4eTHOro npaBoro
nes4yero KadeapanbHoro co6opa
Cs. leoprua B BeHeuum.

B cocTtaB xopa Bowau agBeHaguaTb
JYYLLIMX BbINYCKHUKOB LUKO
BM3aHTUUCKOMN My3bikK B Mpeuuu.
Y Bcex He NPOCTO MHOIONETHUM
OMbIT UCMONHEHUA BU3AHTUMUCKUX
NecCHOMNeHUN — Kamabl¥ U3 NeBYUX
cnywan mMy3blKy C Konblbenu u
npoLuesa HECKO/IbKO CTyNeHen —
OT NMPOCTOro YTeua A0 rMaBHOro,
npasoro rneB4Yero BUSaHTUMCKOM
TpaguumMnu. CoBMECTHbIA KOHLEPT C

xopom musicAeterna Ha [larunescKkom

thecTuBane — nepBoe BbICTYMN/JEHUE
KonneKktuea B Poccuu.

MUSIC&VOICE

The choir’s name, ByzantiAeterna
(‘Eternal Byzantium’ in Greek),
speaks for itself. Founded by the
conductor Teodor Currentzis in 2018
as a member of the musicAeterna
‘family,’” the new choir is meant to
rediscover the treasures of Byzantine
musical culture, including the ancient
Greek church singing. The choir
works under the tenor Antonios
Koutroupis, an alumnus of the vocal
department of the Rimsky-Korsakov
St. Petersburg State Conservatory,
and an honorary right-side cantor

of the Greek Orthodox Cathedral

of Saint George in Venice.

The choir consists of twelve best
graduates of schools of Byzantine
music in Greece. Apart from
having many-year experience of
singing Byzantine chants, each

of them has been listening to this
music since childhood and has
come a long way from a common
reader to a right-side cantor, the
principal position in a Byzantine
Choir. The concert at the Diaghilev
Festival together with musicAeterna
Chorus is ByzantiAeterna’s

first performance in Russia.
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@l YyacTHaAa hpmnapmoHua
«TpUyMmd»

«Tam, rAe 3BYYMT NPOLUAbHbIN POr...»

MUCMNOJIHATENU:

HaZeraa nasnoBa (conpaHo)

anekceu ropubosnb (choprenuaHo)

MUSIC&VOICE

@ private philharmonia
‘triumph’
‘wo die schénen trompeten blasen...’
performed by
nadezhda pavlova (soprano)
alexei goribol (piano)

thpaHL, wybepT

«OHa 6blna 3gecby, op. 59,

Ne 2, d. 775

Ha cTuxu ppuppuxa proKKepTa

franz schubert

‘daP sie hier gewesen’, op. 59,
no. 2, d. 775

on friedrich riickert’s poems

MoraHHec 6pamc

«TOCKa no poaute lI»

(«0 ecnu 6 3HaN A NyTb Hasaay)
Ha CTHXH KJjlayca rpoTa U3 OUKJIa
«JIeBSITh TIECEH W HATIEBOB», Op. 63
«aeBHUYbA NecHA»

Ha CTUXM NayJis Xen3e u3 IMuKia
«ISITh IeceH», op. 107

johannes brahms

‘heimweh II’

(‘o wiidt ich doch den weg zuriick’)
on klaus groth’s poems

from 9 lieder und gesénge, op. 63
‘méadchenlied’

on paul heyse’s poems

from 5 lieder, op. 107

rycrae masnep

«Tam, rae 3BYYUT MPOLLA/bHbIM por»
13 BOKAJIBLHOTO IUKJIA

«BOJIIEOHBIN POT MaTbUAKa»

gustav mahler
‘wo die schonen trompeten blasen’
from des knaben wunderhorn

apHosNbA WeéHb6epr

JIBC TIECHU Ha CTUXU pUxapjia AeMeJIst
W3 IUKJIA «9E€ThIpE MECHU», Op. 2:
«OoMUaaHue»

«HUHUCYC BbiManuBaeT»

(«noagapy MHe CBOM 30J10TOM rpebeHb»)

arnold schénberg

two songs on richard dehmel’s
poems from 4 lieder, op. 2:
‘erwartung’

‘jesus bettelt’

(‘schenk mir deinen goldenen kamm’)

rycrtae manep
adagietto, Bepcua ana cdoprenmaHo

gustav mahler
adagietto, piano transcription

anexkcaHap oH LeM/IMHCKUHA

TPH IIECHU U3 BOKAJILHOTO LIUKJIA
«CBaJIeOHBIN BaJIbC U APYrue NeCHI»,
op. 10:

«6narKeHHbIX Yyac»

Ha CTUXH IayJs BepTxaiMepa
«MNTUYKA NO MMEHU TOCKa»

Ha CTUXU XpPUCTHAHA MOPTEHIITEPHA
«CTyval,emy OTKpoeTcsaA»

Ha CTUXH TEKJIbI JUHTEeH

alexander von zemlinsky

three songs from ehetanzlied und
andere gesinge, op. 10:

‘selige stunde’

on paul wertheimer’s poems
‘voglein schwermut’

on christian morgenstern’s poems
‘klopfet, so wird euch aufgetan’
on thekla lingen’s poems

apHo/bA WéHb6epr

IBE IIECHU 13 BOKAJBLHOI'O IIUKJIA
«KabapeTHbIE TIECHU»:
«ranartea»

Ha cTuxu (PpaHKa BeIeKNHA
«Kaxaomy cBoe»

Ha CTUXHU KOJIIIN

arnold schénberg

two songs from brettl-lieder:
‘galathea’

on frank wedekind’s poems
‘jedem das seine’

on colly’s poems
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Hapewpa NaBnoBa, ube uma

y BCeX Ha ycTax nocsne rpaHauo3HOM
NnepMCKoM npembepbl « TpaBUaTbI»
B NOCTaHOBKe pexuccepa Pobepra
YuncoHa v gupukepa Teogopa
KypeHT3uca B 2016 roay, u AneKkcen
lopu6osb, BbiAaOWMACA MacTep
KamepHOro aHcaméns, BTOPOK pas
BbICTYNAT C COBMECTHOM NpOrpaMmomn.
OHM npeacTaBAT NaHOpamMy BEHCHKOM
KaMepHOW BOKaNlbHOW MY3bIKH

XIX — Hayana XX BeKa ot ®paHua
LLy6epTta Ao AnexkcaHapa

¢thoH LlemnuHcKoro.

BHyTpeHHAA MHTOHaUMA NporpamMmbl
BblpaeHa B ee HasBaHUU —

«Tam, rae 3By4YMUT NpoLLabHbIA
pOr...», — OTCblNaKwLeM K necHe

M3 LUMKNa « Bonwe6HbIn por
ManbyuKka» Manepa, Ybe TBOpYECTBO
Ha NPOTAMHEeHWUH BOT YHe HECKONbKUX
CE30HOB C/IYHUT IEUTMOTUBOM
AarnneBckoro dectuBans.

®paHy, LLy6ept, MoraHHec Bpamc,
lyctaB Manep, ApHonbpg LLIEHGepT,
Anekcanap ¢oH LemanHcKkuimn —
KarKablX U3 BblOPaHHbIX 41F 3TOro
KOHLiepTa KOMMNO3UTOPOB OCTaBW
3aMeTHbIW cnej B UCTOPUMA
HeMeLKOA3bIYHOrO BOKaNbHOIO ¥aHpa
Lied. Liederabend (c Hem. « neceHHbI
BeYyep») — TaK B 3MNOXy pOMaHTU3Ma
Ha3biBa/IN BE4€PHUE KOHLEPTbl, Ha
KOTOPbIX UCMOJIHAJIMCb BOKaJ/lbHble
npousBeaeH1A, 06begUHEHHbIe
obLen naeei, aBTOpOM TEKCTOB WU/IU
My3blKU. Liederabend ycTpoeH cnoxHo
M TOHKoO. lNeBeL, 34eCb 0AHOBPEMEHHO
M OH caM, U IUPUYECKUN FrepoMn.
Oco6ana ponb U Yy NHaHUCTa:

OH — He aKKoMMnaHuaTtop,

He ¢OH ANA onepHoM 3Be3abl,

HO y4yacTByeT B ApamaTtypriu

BeYepa HapaBHe C BOKa/IUCTOM,

a MOMeT 6blTb — 60/1ee aKTUBHO:
naptua opTennaHo — OTAe/bHbIA
Bblpa3uTe/ibHbIM NNaH, Ha

KOTOPbIM YacTO NPUXOAMTCA
OCHOBHOM Ipy3 CMbICJIOB.

MUSIC&VOICE

Nadezhda Pavlova, whose
name is on everyone’s lips

since the triumphal 2016 Perm
premiere of La traviata staged

by Robert Wilson and conducted
by Teodor Currentzis, and Alexei
Goribol, an outstanding chamber
performer, are collaborating at

the Festival for the second time.
They will present almost the whole
spectrum of Viennese chamber
vocal music of the 19th — early
20th century, from Franz Schubert
to Alexander von Zemlinsky.

The spirit of the programme

is expressed in its very title:
‘Where the Fair Trumpets
Sound...’ a reference to a song
from Des Knaben Wunderhorn
cycle by Gustav Mahler, a
composer whose works have
been a keynote of the Diaghilev
Festival for several years now.

Franz Schubert, Johannes Brahms,
Gustav Mahler, Arnold Schonberg,
and Alexander von Zemlinsky —
each of the composers on the
programme made a great impact
on the Lied genre. In the era of
Romanticism the term Liederabend,
an evening of songs, was used

for evening concerts where

songs were united by a common
idea, a composer, or a poet.

A Liederabend is both subtle

and sophisticated. The singer
here is being herself and her
character at the same time.

The pianist has a very special part,
too: not that of an accompanist
serving as a background for

an opera star, but of an active
participant in the dramaturgy.

The musician’s contribution
equals or even exceeds the

one of the singer: the piano

part has its own dimension

of expression, sometimes
conveying most of its meaning.
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Cnasy Anexcesa lopubonsa
COCTaBNAIT MUMEHHO TaKoro

THMNa KOHLEePTbl, B KOTOPbIX OH
pacKpbIBaeTCA Kak OPUrMHaNbHbIN
MHTEpNpeTaTop, MCKPOMETHbIH
NUaHUCT U BHAMATE/bHbIM NapTHep.
lopubonb — obnaaarenb YHUKaNbHOIO
peneptyapa. Heytomumblii
nponaraHaucT TBopyecTBa JleoHuaa
JecATHUKOBA; NepBbiii UCNONHUTENDb
MHOIMX COYMHEHU AneKcaHapa
YanKoBcKoro, Meoprua MNeneuuca,
Bnaaumupa MaptbiHoBa, M'mn KaHuenu,
Opua KpacaBuHa; NpoBOAHUK
My3biku MaBna KapmaHoBa,
Bnaaumupa PaHHeBa, Anekcen Airu,
Cepres AxyHOBa; 3KCKJIIO3UBHbIM
MCNONHWUTENb hopTenrMaHHOM

M KMHOMY3blKM MuKaana
TapusepauneBa 1 Ucaaka LLsapua.

Momumo npoyero, Nopubonb

M3BECTEH KaK KypaTop U BeAyLUUiA.
CoBmecTHO ¢ CaHKT-leTepbyprckum
¢oHaom PRO ARTE oH npeacTtaBun
LMK/ KOHLLEPTHbIX NporpaMm
«KoHcoHaHcbl XX BeKa», NPU3HaHHbIN
OZHUM U3 LEeHTpasibHbIX COObITUA
tnnapMoHHUYECKOro ce3oHa
2002/2003. B nep1og 2009—2010
noAroToBWA W NpoBen 6osiee TpUaLaTu
TenenporpamMm noz HassaHuem « Houb.
3ByK. lopubonb» Ha MATom KaHane.

C 2004 no 2007 roa, pykoBoAun
decTBaNeM KamepHOro UCKyccTBa

B KoctomyKLue. B 2008-m 6bin
XYZ0XEeCTBEHHbIM PyKOBOAUTEIeM
JleBUTAHOBCKOIO My3blKanbHOIo
tdectuBana B Nnéce n PoccuncKo-
(hMHCKOro My3blKasbHO-NO3TUYECKOIO
tectuBana «B cropoHy Bbi6opra».

B pasHble roabl BbicTynan « MOTOPOM»
MOHorpadu4ecKkux ectuBaneum B
yecTtb lNeTpa Unbuua HYankoscKoro,
AHa Cubenuyca, AmuTtpua
LLlocTtakoBuua, BeHaxkamuHa BputTeHa
B MocKBe u CaHKT-lNeTepbypre.

MUSIC&VOICE

Alexei Goribol is famous for
this very type of performance,
where he shows himself as an
original interpreter, a brilliant
pianist, and a gallant partner. His
repertoire is unique. He is a zealous
promoter of Leonid Desyatnikov’s
music; the first to perform a
number of works by Alexander
Tchaikovsky, Georgs Pelécis,
Vladimir Martynov, Giya Kancheli,
and Yury Krasavin; a proponent of
music of Pavel Karmanov, Vladimir
Rannev, Alexei Aigui, and Sergey
Akhunov; the only performer of
piano and film music by Mikael
Tariverdiev and Isaac Schwartz.

Goribol is also a well-known curator
and TV host. Together with the St.
Petersburg PRO ARTE foundation,
he produced a concert cycle 20th
Century Consonances acknowledged
as one of the key events of the
Philharmonic season 2002/03. In
2009-2010, Goribol produced and
hosted more than 30 episodes of
the talk-show Night. Sound. Goribol
on the Petersburg — Channel 5.

In 2004-2007, he was the director
of the Kostomuksha Chamber Art
Festival (Karelia, Russia). In 2008,
he became the artistic director of
the Levitan Music Festival in Plyos
and the Russian-Finnish Poetry and
Music Festival Towards Vyborg.
Alexei Goribol initiated monographic
festivals devoted to Pyotr llyich
Tchaikovsky, Jean Sibelius, Dmitri
Shostakovich, and Benjamin Britten
in Moscow and St. Petersburg.
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Kpome Toro, Anekcei lpubonb —
My3blKa/lbHbI PYKOBOAUTENb pAAa
M3BECTHbIX (hUNbMOB: « JHEBHUK

ero xeHbi» (pexuccep Anekcen
Yuutenb), « MockBa» (pexuccep
AnekcaHap 3enbaoBud, MpaH-npu

IV MexayHapoaHon 61MeHHane MysblKkU
B KMHO B BoHHe) n «Het cmepTtu anna
MeHs» (pexuccep PeHara JIutBuHOBA).

«lMpumeyaTtenoHoe ob6asaHUe CUJbl

M cnaboCcTH, TMPUKKU U KPEMNKOro
Tparusma, YyTKasa ppasupoBKa,
rmbKan KaHTUNEeHa, CBeT/IbiM,
cuAoWwun Tem6p, CMenocTb U
AIDKOCTb Ha BEPXHUX HOTax M
6ucepHaa BUPTYO3HOCTb HaMneBHbIX
KonopaTtyp» — TaKoMn MnopTpeTr
conpaHo Haaexabl MaBnoBow
HapucoBan « KommepcaHTb» nocne
ee MOCKOBCKOro coJibHoro aeétora

B 2017 roay, U CXO4HOro ONUCaHuA
BMOPY ¥AaTb OT BbICTYM/I€HUA
neBuubl Ha [laruneBcKom checTuBane.
BbiCOKOe MacTepCcTBO U HEU3MEHHOoe
KayecTBO — B 3TOM OHa Bceraa
BepHa u cebe, U nybnuke.

MUSIC&VOICE

Besides, Alexei Goribol was the
musical director of several popular
films: His Wife’s Diary by Alexei
Uchitel, Moscow by Alexander
Zeldovich (Grand Prix of the 4th
International Film and Media Music
Biennale in Bonn), and No Death
for Me by Renata Litvinova.

‘Remarkable charm of weakness and
strength, of lyricism and profound
tragedy; empathic phrasing, nimble
cantilena, bright and shiny timbre,
bold and brilliant high notes, and
virtuosity of melodious coloraturas,’
that is a portrait of the soprano
Nadezhda Pavlova ‘painted’ by the
Russian paper Kommersant after her
solo debut in Moscow in 2017. Her
performance at the Diaghilev Festival
is likely to get a similar appraisal.
With her impeccable prowess and
unfailing quality, she is always true
to herself and to her audience.

© nikita chuntomov
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Beaywas conuctka lMepmcKoi onepbil,
MaBnoBa Bnageer penepryapom,
6oratbiM U pa3HOO6pasHbIM KaK B
BOKaJIbHOM, TaK WU ApaMaTU4eCKOM
nnaHe: Mapda («Llapckaa HeBecTa»
Pumckroro-KopcakoBa), Llep6uHeTTa
(«ApnagHa Ha Hakcoce» LTpayca),
JoHHa AHHa (Don Giovanni/ « loH
HyaH» Mouapta), Onumnua (« CKasku
lodmana» OddeHb6axa), DpackuTa
(«KapmeH» buse), Jlynsa (« lyaHbaA»
MpokodbeBa), Pea (« CuHaepenna»
MaccHe), Agenb («JleTyyasa Mbilb»
Lrpayca), Mapra («[Maccamxupra»
BaitH6epra), Cectpa KoHcTaHc
(«Ananorn KapmenuToKk» lNyneHKa),
HeBecrta («CBagb6a» CoKonoBUY),
MioseTtTa (« Borema» My4y4ynHm),
Butennua (« Munocepaue Tuta»
Mouaprta), Jlioumsa («Jlrouna gu
JNlammepmyp» [loHnueTTH), Maprapurta
(«¥aHHa Ha KocTpe» OHerrepa),
doopaunuau (Cosi fan tutte/ « Tak
nocTynawT Bce *eHuwuHbl» Mouaprta).
B ee KoHLepTHOM penepTyape:
«Ctpactu no Matcdeto» Mutpononura
WUnapuoHa (AnceeBa), « HelHOCTb»
[y6apeHKo, couMHeHua baxa, Pamo,
Mouapra, BarHepa, WTpayca,
BOKaJibHble LMKAbl Mycoprckoro,
LocTakoBuya, TULeHKO U JIOKWKHa.

C 2017 roga Hapexnaa MasnoBa
ABNAETCA NpUrnaweHHOM COJIMCTKOM
Bonbluoro Tearpa onepbl U 6aneta
Pecnyénukun benapycb, ¢ TeKkywiero
ce3oHa — bonbluoro tearpa
Poccuu. B ceaoHe 2017/2018 oHa
6bina aHraupoBaHa MocKoBCKMM
My3biKanbHbIM TeaTpoOM MUM.
CraHucnascKoro u HemupoBuya-
JlaHuyeHKo, B AeKabpe 2018-ro
NpUHANa y4yactue B NnpeMbepe
Kupunna CepebpeHHHUKOBa
«BbapoKkKo» (lforonb-LieHTP).

MUSIC&VOICE

The leading soloist of the Perm
Opera, Nadezhda Pavlova has a
wide and multifaceted repertoire,
both singing- and acting-wise: Marfa
(Rimsky-Korsakov’s The Tsar’s
Bride), Zerbinetta (Strauss’

Ariadne auf Naxos), Donna Anna
(Mozart’s Don Giovanni), Olympia
(Offenbach’s Les contes d’Hoffmann),
Frasquita (Bizet’s Carmen), Louisa
(Prokofiev’'s The Duenna), La Fée
(Massenet’s Cendrillon), Adele
(Strauss’ Die Fledermaus), Marta
(Weinberg’s The Passenger),

Sister Constance (Poulenc’s
Dialogues des Carmélites), Bride
(Ana Sokolovi¢’s Svadba (Wedding)),
Musetta (Puccini’s La bohéme),
Vitellia (Mozart's La clemenza

di Tito), Lucia (Donizetti’s Lucia

di Lammermoor), Marguerite
(Honegger’s Jeanne au bicher),
Fiordiligi (Mozart's Cosi fan tutte).
Her concert repertoire includes
Metropolitan Hilarion Alfeyev’s
oratorio St. Matthew Passion, Vitaliy
Hubarenko’s Nizhnist (Tenderness),
works by Bach, Rameau, Mozart,
Wagner, and Strauss; vocal cycles
by Modest Mussorgsky, Dmitri
Shostakovich, Boris Tishchenko,
and Alexander Lokshin.

Nadezhda Pavlova has been a guest
soloist of the Bolshoi Theatre of
Belarus since 2017, and since the
2018/19 season of the Moscow’s
legendary Bolshoi Theatre (Russia).
In the 2017/18 season, she was a
guest soloist of the Stanislavsky
and Nemirovich-Danchenko Moscow
Music Theatre. In December

2018, she was in the premiere

cast of Barocco staged by Kirill
Serebrennikov at the Gogol Center.
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28.05 / 03:30
29.05 / 03:30

npu NoaAepHKe
aksenov family
foundation
otduunanbHbIA
npeacrasvTenb
xopa byzantiaeterna
B pOCCHUK —
KoMnaHua rdi.
creative

with the support
of aksenov family
foundation

the official
representative

of byzantiaeterna
choir in russia:
rdi.creative

MY3bIKA&TO10C

@ fepMcKaa rocygapcrtBeHHas
XyZOXeCTBEHHasn ranepes

TUXUHA CBET

KoHLepT xopa byzantiaeterna

XYZOHECTBEHHbIH PyKOBOAUTESb:
TEOAO0P KYPEHT3MUC

AUpUHKep:

aHTOHMOC KYTpynuc

MUSIC&VOICE

@ perm state
art gallery
gladdening light
concert of the byzantiaeterna choir

artistic director:
teodor currentzis
conductor:
antonios koutroupis

B nporpamme
BM3aHTUMCKUE NecCHOMNEeHUA

«annunymna»

«Ce HeHUX rpaaeT B NOJIYHOLUMU...»

«paBwy Teb6e UM, cobepyr...»

«CBeTe TUXUH»

«BCAKOE AblXaHWe Ja XBanuT
rocroaa...»

«B3blJle MMCYC BO Uepycainum
Ha OBYYIO Kynenb...»

«4a MONYUT BCAKaAA NNOTb
yesioBeya...»

«BOCHKpeCeHHA AeHb»

the programme
includes byzantine chants

hallelujah

idu o nymfios erhete
(‘behold, the bridegroom comes
at midnight’)

anixantaria
(‘when you give it to them,
they gather it up’)

fos ilaron
(‘o gladsome light’)

pasa pnoi
(‘let everything that has breath
praise the lord’)

anevi o jesus
(‘the lord jesus entered into
jerusalem by the sheep gate’)

sigisato
(‘let all human flesh be silent’)

anastaseos ymera
(‘day of resurrection’)
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HA3BAHUE o

ByzantiAeterna (c rpeyeckoro
«BeyHaa BusaHTHUA») roBopuT camo
3a cebsa. Co3paHHbIM NO UHMULMATUBE
avpukepa Teogopa KypeHT3uca B
2018 roay KaK 4acTb « ceMencTBa»
musicAeterna, HOBbIA KONJIEKTUB
NpU3BaH OTKPbITb 60raTcTBO
My3blKaJIbHOM Ry/bTYpbl BUsaHTUM,

B TOM YnC/e ApeBHErpeYecKmx
LLlePKOBHbIX NeCHONEHUH. Xop
BbICTynaeT noj pyKkoBOACTBOM TeHopa
AHTOHMOCa KyTpynuca — BbINyCKHUKa
BOKanbHoOro axkynbreta CaHKT-
[MeTepbyprcKkon rocyaapCTtBeHHOM
KoHcepBaTopuu UM. H. A. Pumckoro-
KopcaKkoBa, no4eTHOro npaBoro
nesyero KadeapanbHoro cobopa

C.. 'eoprva B BeHeuuu.

Jdonrni nytb pa3BuTUA BU3AHTUMNCKOMN
LLlePKOBHOM MY3bIKX HaYUMHaAeTCA BO
BpemeHa ocHoBaHWUA BocTouyHoM
PumcKoi Mmnepuu CBATbIM
umnepatopom KoHcTaHTUHOM
Benuknm (c 330 roga). Ee KopHU
06HapyHMUBaIOTCA U B My3blKa/lbHOM
Kynbtype ApeBHei Meuun. C Tex nop
HUTb UCTOPUU HEe npepbiBanach, U
BU3aHTUMCKaA My3blKa NO-NpexHeMYy
3BYYMT Ha BOrOCNYHEHUAX
MpaBocnaBHoM LepKkBu Kunpa, Npeuuun
1 B Apyrux NMomecTHbix LlepKBax.

B coctaB xopa Bowau ABeHaAUaTb
JIYYLIKX BbINYCKHUKOB LWKO/
BM3aHTUMCKOM My3biKU B peLuu.

VY Bcex He NpOoCTO MHOMONIETHUM

ONbIT UCNOJIHEHUA BU3AHTUACKUX
NEeCHOMEHUN — Hamabli U3 NeBYUX
cnywan My3blKy C Kosbi6enu u
npoLes HECKO/bKO CTYNeHen — oT
NpoOCTOro yTeLa A0 rnaBHOro, NpaBoro
neB4Yero BU3aHTUMCKOM TpaauLUK.

MUSIC&VOICE

T h choir’s name,

e ByzantiAeterna
(‘Eternal Byzantium’ in Greek),
speaks for itself. Founded by
conductor Teodor Currentzis
in 2018 as a member of the
musicAeterna ‘family,” the new
choir is meant to rediscover
the treasures of Byzantine
musical culture, including the
ancient Greek church singing.
The choir works under tenor
Antonios Koutroupis, an alumnus
of the vocal department of the
Rimsky-Korsakov St. Petersburg
State Conservatory, and an
honorary right-side cantor of
the Greek Orthodox Cathedral
of Saint George in Venice.

The long-time journey of Byzantine
sacred music begins at the

times when the holy emperor
Constantine the Great was laying
the foundations for what would
become the Eastern Roman
Empire (330 AD). The roots of
this music can be traced back

to that of ancient Greece. This
heritage has been continuing ever
since, and Byzantine music is still
sung during divine services of the
Orthodox Churches of Cyprus,
Greece, and other countries.

The choir consists of twelve best
graduates of schools of Byzantine
music in Greece. Apart from
having many-year experience of
singing Byzantine chants, each

of them has been listening to

this music since childhood and
has made a step-by-step way to
perfection: from a common reader
to a right-side cantor, the principal
position in a Byzantine choir.
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PeneTUUMOHHLIM NpoLecc xopa
ByzantiAeterna coBmelyaet
aKkajeMU4YecKue BOKaJlbHble NPaKTUKH
Y ApeBHWE TPaAMLUU rPedYecKUx
LLepKOBHbIX necHoneHWn. MMybuHa

M €MKOCTb TEKCTOB Kamaoro
BU3aHTUICKOro ruMHa nepegaHa
HEeNOBTOPUMbIMU MeIoAUYECKUMU
y30opamMu, Tpe6YIoLUMU TOHKOM
paboTbl Hag, (hpa3MpoBKaMH,
3BYKOBOM 3KCMNpeccuen,
BblBEPEHHbIMW YHUCOHAMM.
3By4yaHUe ApeBHErpeYecKmx

NazoB NepeHoCUT cywaTtens,
NPUBbLIKLIErO K TeMnepauuu, Bo
BpeMeHa, Koraa My3blKa KaK HUKoraa
OTKPOBEHHO NPOABAAIa CBOE
caKpanbHoe npejHa3Ha4yeHue.

Teonop KypeHT3uc,
XYyAO0HECTBEHHbIM PYKOBOAUTENDb
xopa ByzantiAeterna:

— fl cuuTalo, 4TO ApeBHAA My3biKka
BocToka nomoraet Ham UHa4e
NOHATb BCIO OCTaJIbHYIO MY3bIKY.
Ipeyeckan npaBocnaBHas My3blka
npouvsousia oT ApeBHel My3biKH,
Tam He rOBOPAT « A MOIO», eCTb
CNOBO «NCaNoOM», « YaAAw».

370 Apyroe HanpaBneHue U
Apyras uenb. Jlpyro cnoco6b
B3aumogencTeua. A uveto B
BUAY: A He Urparo My3blKy, YTOObI
Bbl C/lyLWIanu, U A He MbITalCb
urpatb Kpacueo; A o6Hamalchb
nepes, Moen HaaeRaoun Ha

Bora. 310 Hagexaa Ha cBeT.

MUSIC&VOICE

The rehearsals of ByzantiAeterna
Choir combine classical vocal
training and ancient traditions of
Greek sacred singing. Depth and
significance of each Byzantine hymn
are embodied in the unique melodic
patterns which require careful work
on phrasing, vocal expression, and
precise unisons. The sound of ancient
Greek scales takes the listener, who
is accustomed to temperament, to
the times when music was as openly
sacred in its purpose as ever.

Teodor Currentzis,

artistic director

of the ByzantiAeterna Choir:

— | think the ancient music of the
Orient allows us to see music
in general from a different
perspective. Greek Orthodox
music takes its origin in ancient
music, where they don’t say ‘I
sing,’ they use the word ‘yaA\w,’
‘a psalm.’ This is an entirely
different way of communicating
with a different purpose. What |
mean is, | am not playing music
for you to enjoy, | am not trying
to do it beautifully; | am standing
here unveiled before my hope for
God. And that is hope for light.
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@  OpraHHbIM 3an
nepMcKoun thunapmMoH1H

KOHLLEPT K tobuneto

KOMMo3uTopa

34MCOHa AeHUCoBa

AvpuvHep: heaop pyaArH

conpaHo: aneHa napcgeHoBa
CKpUnKa: ¢enop pyavH
BMOJIOHYE/b: aleKCen HUNUH
dopTenMaHo: MmMxana MopABUHOB

MOCKOBCKHUM aHCamMb/b
COBpPEMEHHOW MY3bIKHU:

thopTennaHo: muxaun ay6oB
KNapHeT: ofier TaHUoB

ctnenTa: neBaH 6ywyes
CKpUNKa: eBreHnn cy660THH
BUOJIOHYE/Ib: WU/IbA PYOUHLITENH

MUSIC&VOICE

@ perm philharmonic
organ concert hall

concert dedicated

to edison denisov’s

anniversary

conductor: fedor rudin

soprano: alyona parfyonova
violin: fedor rudin

cello: alexey zhilin

piano: mikhail mordvinov

moscow contemporary music
ensemble:

piano: mikhail dubov
clarinet: oleg tantsov
flute: ivan bushuev
violin: evgeny subbotin
cello: ilya rubinstein

B NporpaMmmMe COYUHEHUs
3/IMCOHa JleHUCcoBa
(1929—1996)

TIEpBOE OT/EIIEHUE
Tpro N2 1 AnA CKPUNKMU,

BUOJIOHYENU U hopTennaHo,
NMOCBSALLEHHOE /. A. LUIOCTaKoBUYY

coHaTa /1l CKPUMKK U hopTennaHo

Bapuauuu Ha Temy Liy6epTa
AJ191 BUOJSIOHYENIU U (hopTennaHo

BTOPOC OTHAEJICHUE

coHaTa A1fl KnapHeTa U dopTennaHo

«U3Hb B KPacHOM LiBETE»
AJ1A COMpaHo U aHcambnsa
Ha CTHUXH OOpHca BHaHa

the programme includes

works by edison denisov
(1929-1996)

part 1

trio no. 1 for violin,

cello, and piano,

dedicated to dmitri shostakovich

sonata for violin and piano

variations on a theme of schubert
for cello and piano

part 2
sonata for clarinet and piano
la vie en rouge (the life in red)

for soprano and ensemble
on boris vian’s poems
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H 3anage ero HasbiBanu

A «MouapTtom XX BeKa»,

Ha poauHe — «AUCCUAEHTOMM.

OH 6biN BHE NOMUTUKU U CTOJIKHOBEHUIA
C BNacTbio, U TEM HEe MeHee BMIOoTb
b0 cepeauHbl 1980-x B ohrLManbHbIX
Kpyrax 3a HAM 6bl1 3aKpernJieH cTaTyc
OTCTYNHUKA. Ero MysbiKka npakTU4eCKu
He 3By4ana B CoBeTcKkom Colo3e,

OH 6bl/1 HEBbIE3AHbIM, HO LUMPOKOM
ny6nuke [leHucoB 6bl1 3HAKOM

no uesomy paay KMHOKapTUH, cpeau
KOTOpbIX « Be3biMAHHaA 3Be3aa»
Muxauna KosakoBa, « UaeanbHbli
My*» U « CunibHbIEe AyxoM» BuUKTOpa
leopruesa. « CnaceHuem» 6bUH

M cOBMeCTHble paboThi ¢ FOpuem
J1to6MMOBbIM, C KOTOPLIM KOMMO3UTOP
BbINYCTUN OKOJIO AECATKA, NOManyu,
Ny4WKX crneKTaknen Teatpa Ha
TaraHke: « Mactep u MaprapuTa»,
«/lom Ha HabepeHOWN, «[pecTynneHue
M HakasaHue», « tKuBom»,
«MocnywarTe!», « Tpu cecTpbi».

MUSIC&VOICE

T called him ‘Mozart of
HEY the 20th century’ in
the West, and a dissident at home.
He stayed out of politics and never
confronted the authorities, yet up
until the mid-1980s he was officially
considered a recusant. His music
was almost never performed in the
Soviet Union, he was not allowed
to go abroad, but he was known to
the general audience as the author
of soundtracks to such films as
Nameless Star by Mikhail Kozakov,
and Strong with Spirit and An Ideal
Husband by Viktor Georgiyev. He
would also ‘escape’ into work with
the director Yuri Lyubimov; they
collaborated on a dozen of the best
productions at Lyubimov’s Taganka
Theatre: The Master and Margarita,
The House on the Embankment,
Crime and Punishment, Alive,
Listen!, and Three Sisters.

Having chosen his own way — to
create music that is new, but not
fashionable (one of his articles
published in the Italian magazine

Il contemporaneo in 1966 even had

a title ‘The new technique is not a
fashion’) — Edison Denisov never
stepped away from it. Moreover,
despite all the barriers set by the
authorities, he acted as a link between
the composers from all over the world,
thus renewing the musical thought

of the young authors and creating a
new school of composition in Russia.
It’s amazing how he could get from
abroad scores and recordings of
Berio, Nono, and Ligeti who were not
necessarily banned, but definitely not
known in the USSR. He would study
them with his students at the Moscow
Conservatory or at home. He was

not allowed to teach composition,

so he taught instrumentation, and
many of today’s composers, such as
Vladimir Tarnopolsky, Dmitri Smirnov,
and Elena Firsova, acknowledge
Denisov as their teacher.
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' Cit. ex. Kholopov, Yuri, and
Tsenova, Valeria. Edison
Denisov. Translated from
the Russian by Romela
Kohanovskaya. Harwood
Academic Publishers,

Switzerland, 1995. P. 172.
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N36paB «cBOM» NyTb — coO34aBaTb
«HOBYIO», HO «He MmogHyto» (1)
My3bIKYy (04Ha U3 ero crtaTeu,
BblLIEALNX B UTAIbAHCKOM ypHane
Il contemporaneo 3a 1966 roa, Tak
M Ha3biBanacb « HoBasa TexHMKa —
37O He moaa!») — daucoH JleHucos
OoCTaBaJiCA BepeH eMy A0 KOHLua
MU3HU. bonee Toro, Bonpexku

BCEM nperpagam Co CTOPOHbI
YUHOBHUKOB OH BbICTYMW/1 CBA3HbLIM
MeXAay KOMMO3UTOpaMu CO BCEro
MUpa U, 06HOBNAA TaKUM 06pa3om
My3blKaJlbHO€ MblILL/IEHWe MONOoAbIX
aBTOpOB, CTaJl co3aaTesieM HOBOM
KOMMNO3UTOPCKOM WKosbl B Poccuu.
MOKHO TONbKO YAUBNATLCA,

KaKk OH nosy4yan us-3a rpaHuubl
NapTUTYpbl U 3aMUCKU He CTOJIbKO
3anpeLeHHbIX, CKO/IbKO COBEPLUeHHO
HeusBecTHbix B CCCP Bepwuo,

HoHo, Jlvretu... u paséupan ux
BMeCTe CO CBOMMM CTyAeHTaMKH

B MOCKOBCKOM KOHCEepBaTopuu1

unu goma. JIMeHHbIA NpaBa
npenogaBaTb KOMMNO3WULUIO, OH BeN
K/lacC UHCTPYMEHTOBKH, U MHOIUe
CeroAHsLWHWe KOMNO3UTOPbl —
Hanpuwmep, Bnagumup
TapHononbcKkuii, AMmutpnin CMUPHOB,
EneHa ®upcoBa — npusHaioT

B [leHMCOBe cBOEro y4yuTens.

MUSIC&VOICE

Edison Denisov’s path has crossed
with those of many of the major

artists and musicians, but only three
of these encounters actually became
the turning points of his life. The first
one was with Dmitri Shostakovich,
whose expert opinion was so much
needed by the 20-years-old student

of the Tomsk University who showed
good results in advanced mathematics
but was greatly interested in music

as well. Could Denisov imagine

that his letter addressed ‘to D.D.
Shostakovich, Moscow’ would get

a quick reply and a 16-page review

of the manuscripts he had sent, and
an encouragement: ‘Dear Edik, your
compositions have astonished me. [...]
| believe that you are endowed with a
great gift for composition. And it would
be a great sin to bury your talent'.’
Supported by Shostakovich, Denisov
entered the Moscow Conservatory,
though it was his second attempt,

and studied under Vissarion Shebalin.
His attitude to Shostakovich’s music
would change over the years, but
Denisov would always hold him in

high regard and maintain a musical
dialogue with him: DSCH (1969),
Sonata for saxophone and piano
(1970), and Flute Concerto (1975). P>



148

1 LUuT. no u3a.: Xononos
0., LleHoBa B. 3aucoH
JeHucos. — M.:

Komnoswutop, 1993. C. 9.

2 HeBbIroAHbIM KNACCUK /
K 85-netuio co aHA
pomAeHuA daucoHa
Jenucosa (https://
urokiistorii.ru/
article/52086 / aata
o6palyeHun: 04.05.2019)

An impractical classic.
In celebration of Edison
Denisov’s 85th birthday
(https://urokiistorii.ru/
article/52086, retrieved
on 04 May 2019)
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JluHnAa wu3Huu damucoHa [leHucoBa
nepeceKanacb cO MHOrMMHM
KPYNHENLUUMU KYSILTYPHBIMA AeATENIAMU
M My3blKaHTaMM, HO, MOMKanywu, BCTPEUH
C TpeMA U3 HUX CTanu AeUCTBUTENbHO
NOBOPOTHLIMU B ero cyab6e. OauH

13 HUX — AmuTpumi LLloctaroBmy,

B aBTOPUTETHOM MHEHUHU KOTOPOro

Tak OCTPO Hy®Aanca ABaauaTUneTHUA
CTyAeHT TOMCKOro yHMBepcuTeTa,
noAarowunin 6onblune HageRabl

B BbICLUEM MaTEMaTHUKe U B TO XKe
BpemsA yBneYeHHbI My3bikon. Mor nu
JleH1coB NpeanosioKUTb, YTO BCKOpe
Ha ero nMcbmo ¢ agpecatom « Mockea.
A. A. WocTtakoBu4y» OH Nony4uT
16-cTpaHUYHbIA pa36op oTnpaBiEHHbIX
Ha CyA4 PYKOMMCer U HanyTCTBEHHOe
cnoso: «Jloporoi 3auK, Bawum
COYMUHEHHUA Nnopasuau MeHsa. <...> MHe
KareTcs, YTo Bbl 06nagaerte 601blLIMM
KOMMO3UTOPCKMM apOBaHUEM.

W 6yaet 6onbluoii rpex, ecnu Bbi
3apoete Baw TanaHT B 3emnio»’. Mo
npoTeKkumu LLloctakoBKua, NycTb U CO
BTOPOW MOMbITKK, JIeHUCOB NOCTYNMWA

B MOCKOBCKYIO KOHCEepBaTopHIo,

B Knacc Buccapuona Llle6anuHa.

Co BpeMeHeM ero OTHOLLUEHUe

K TBOpyecTBy LLlocTakoBHYa MeHANOCD,
HO ero aBTopuTeT AnA [leHucoBa

6bl/1 HEOCMOPMUMbIM, a « AUANOr»

C MacTepoM NPOAOTHUTENbHbIM:

DSCH (1969), CoHata ans cakcodoHa
1 doptenuaHo (1970), KoHuepT ana
tnenTtbl ¢ oprectpom (1975).

BTopoi 3HaKOBOW BCTpe4Yen CTano
3HaKOMCTBO Komno3uTtopa ¢ leHHaguem
PoMaeCTBEHCKUM, KOTOPbIM NPUIOKKN
HEMbIC/IUMble YCUNUSA, YTOBbl UCTIONHWUTD
B JIeHUHrpaaCcKoi (hunapmMoHUK ero
KaHTaTy Ha cTuxu Mabpuansl Muctpanb
«ConHue uHKoB» (1964). B ato BpemA
JleHncoB ¢ ronoBoM NOrpy3ucs B
camoo6pa3oBaHue, Usyyasa paboTbl
«HoBoBeHUeB» — LLIéH6epra, Be6epHa,
Bepra, a Takie CTpaBUHCKOrO,
Je6toccn, baptoka, LLITokxayseHa,
Oiotuite, XuHaemuTta. 310 NO3BONMUIIO
eMy UCNob30BaTb BECb CMEKTP

MUSIC&VOICE

Denisov’s another life-changing
encounter was with the conductor
Gennady Rozhdestvensky who took
inconceivable trouble to perform

his cantata Le soleil des Incas

(The Sun of Incas, 1964) with

texts by Gabriela Mistral at the
Leningrad Philharmonia. By that time
Denisov had plunged into studying
the Second Viennese School’s

works — Schonberg, Webern, and
Berg, as well as Stravinsky, Debussy,
Bartok, Stockhausen, Dutilleux, and
Hindemith. It allowed him to employ
the entire range of existing techniques,
from atonality and serialism to
twelve-note system to electronic
experiments; to internalize them and
to consciously make them his own.

By the way, Le soleil des Incas with
its burning brightness of sound palette
and novelty of thought attracted the
attention of the Viennese Universal
Edition publishing house. The score
slipped abroad. In 1965, the cantata
was performed in Darmstadt and
Paris at the concert series Domaine
musicale (‘World of music’) on the
initiative of Pierre Boulez (under
the baton of Bruno Maderna) as
‘the first serialist composition by a
Soviet composer in the West.’ This
was the beginning of a life-long
friendship between Denisov and
Boulez which allowed Denisov’s
compositions to be performed in
France fairly often, and the author
called Le soleil des Incas the first
work where he was fully responsible
for each and every note he wrote.
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3 ®dupcosa E., CvurpHos A.
®parmveHTbl 0 [leHucose
(http://wikilivres.ru/
®parmeHTbl_0_J/leHucose_
(Pupcosa,_CmupHoB)/
OT_aBTopoB / AaTta

o6paueHun: 04.05.2019)

Firsova, Elena, and
Smirnov, Dmitri.
Fragments on Denisov
(http://wikilivres.ru/
®parmeHTbl_0_J/leHucose_
(Pupcosa,_CmupHoB)/
Ot_asTopos / retrieved

on 04 May 2019)
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yHe UMEIOLMUXCA KOMMO3UTOPCKUX
TEXHUK — OT aTOHaJIbHOW,
CEePUAHOM MY3bIKH, AoaeKaOHUH
[0 3KCMNEePUMEHTOB B 3/IEKTPOHHOM
3BY4YaHUM — W, NPOMYCTUB Yepes
cebd, caenatb OCMbIC/IEHHO CBOMMM.

K cnosy, « ConHue UHKOBY,
NpouraioLlee APKOCTbIO 3BYKOBbIX
KPacoK ¥ HOBU3HOW MbIC/IH, NMPUBJIEK/IO
BeHcKoe usgatenbctBo Universal Edition.
TaK HOTbI OKa3anucb 3a rpaHULEN.

B 1965-m ¢ hopmynMpoBKOM «nepBoe
CepuiHoe Npou3BeaeHUe COBETCKOro
KOMMo3uTopa Ha 3anaje» KaHTaTa 6bina
ucnonHeHa B lapmwrtaare u Mapuke

Ha cepun KoHuepToB Domaine musical
(«B Mupe my3blKW») N0 MHULMATHUBE
Mbepa bynesa (nog pyKkoBoACTBOM
BpyHo MaaepHbl). Mexay aAsymaA
KOMMNO3MTOpaMH 3aBfA3anacb
MHOrONETHAA ApyH6a (bnharogaps
KoTtopow JleHUCOB BNOCNeACTBUM He pa3s
«npo3By4an» Bo ®paHuuu), a « ConHue
MHKOB» aBTop HasBsan onycom N? 1, nocne
KOTOPOro OH B NO/IHOM Mepe oTBevan

3a Kamaylo HanucaHHy0 UM HOTY.

W 3T1 HOTbI NogapyUnu MUpY My3blky —
C OZHOM CTOPOHbI, OYEHb CAEPHAHHYIO,
a C Apyron — YyBCTBEHHYIO.

He cnyyaiiHo Bnaaumup TapHononbCcKumn
B OHOM U3 6ece/ Ha3blBaeT

JeHucoBa « cambiM YyTOHYEHHbIM,
CaMbIM « CEHCUOENbHbIMY» PYCCKUM
KOMMO3WUTOPOM CBOEro BPEMEHU»?,

a Enena ®upcosa u Amutpuit CMMpHOB
onpeaenalT ero CTU/b Kak «0bnacTtb
MHTMMHbIX AYLUEBHbIX ABUMEHWUH

M XPYNKKX OUAUrpaHHbIX 06pa3os,
HEeXHbIX Nepe/IMBOB 3BYKOBbIX OTTEHKOB
M HEOMMAAHHbIX BCbILLEK-BCMOJIOXO0B,
U3ALLHeNLen XpOMaTUYECKON BA3U
MenoAUYECKUX JIMHUI U NJIOTHON
MHOIOC/I0MHOM NonntoHUU. 34ecb
OpraHU4YHoO C/IMBalOTCA 6apoYHble
KOHTPanyHKTUYE€CKHUE NMPUHLMMbI

M KpacoyHas naauTpa paHLy3CKoro
MMMNPECCUOHU3MA, IN1EMEHTbI TEXHUKH
HOBOBEHLIEB U O6bEKTUBHOCTb
6apTOKOBCKOIO KOHCTPYKTUBU3MAaxS.

MUSIC&VOICE

These notes were his gift to the
world, a gift of music discreet and
passionate at the same time. Vladimir
Tarnopolsky once called Denisov ‘the
most exquisite and the most sensitive
Russian composer of his time2,” and
Elena Firsova and Dmitri Smirnov
characterize his style as ‘an area

of intimate impulses, and delicate,
intricate images and sudden flashes,
of the subtlest chromatic patterns of
melodic lines and dense multi-layered
polyphony. Here Baroque contrapuntal
devices seamlessly merge with

the colourful palette of the French
Impressionism, the elements of the
Second Viennese School, and the
objectivity of Bartok’s constructivism?®.’

This probably was what won the
French audience on March 15, 1986,
when his opera L'écume des jours
(‘Froth on the Daydream') based

on Boris Vian’s novel had its world
premiere at the Opéra de Paris. This
production revealing a tragic story of
tender and fragile love between Chloé
and Colin, two defenseless people
exposed to the cruel reality, gained
Denisov outright acclaim in Europe.
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4pym-Tpumarino T.
Mapw. Mepmb. MockBa //
U3BecTua ot 22 Honbps

1989.

Paris. Perm. Moscow.
Grum-Grzymaijto,
Tatiana in Izvestiya,

22 November 1989.
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OueBuaHO, 3TUM My3biKka [leHUcoBa
M NoKkopuna paHLy3CKyo Ny6/MKy
15 mapra 1986 roga — Korga Ha
cueHe Opéra de Paris coctosnacb
MWUpOBasA NpemMbepa ero onepbl
«[leHa aHel» NO O4HOUMEHHOMY
pomaHy Bopuca BuaHna.
lMocTraHoBKa, 3anevyatnieBlias
Tparu4yecKylo UCTOPHIO XPYMHKOM U
HeXHOM n6BU Xnou u KoneHa,
6e33alMTHbIX Nnepes HKeCTOKUMHU
peanuaMMU HU3HHM, cTana
6e30roBOpOYHbLIM NPU3HAHHUEM
Komno3uTtopa B EBpone.

HecmoTpa Ha KonoccanbHbIA ycnex
onepsbl B [Mapuke, coBeTCKMe
TeaTpbl He NPOABAAAN 0CO60ro
MHTepeca K naptutype [leHucoBa.
M nuwb cnycta HECKONbLKO neT
rnaBHblK pexuccep NMepmckoro
TeaTpa onepbl U 6aneta Avunnb
MacbIHKOB, cny4yalHO yBUAEB
3anucb NapyUXCKOro CrneKTaKkns,
3aropesica naeen Crnexkraxknsa.

B KoHLe oKTA6pA 1989 roga B
lMepmu cocTosanacb poCCUMCKan
npembepa «[lleHbl AHel», a B
HoAGpe TOro e roga eauHCTBeHHasn
OoTeyecTBeHHasA NocCTaHOBKa

Ha ceroAaHA 6bla NoKa3saHa Ha
ractponsax B bonbluom Teatpe. U3
MHOeCTBa TOrAalHUX peLeH3un
N060NbITHOM KaxeTcA ogHa AeTalb:
CMNeKTaK/b «u3ny4aet ceert... Ceer
JI1 3TO NPO3pavyHOMN MY3blKH, C

ee MMpoM nonytoHoB? CseT n

OT Urpbl OFPOMHbIX 3€PHKanbHbIX
NIOCKOCTEHN, peLuatoLmx
CLeHHUYeCKoe NPOCTPaHCTBO
cneKTaKkna (3epKano BO BCHO
BbICOTY KYJIUCbI, « BTArMBaloLLee»
Ha CLeHy Bce Apycbl bonbuoro
TeaTpa)? A MOMeT, CBET YACTOM
XpYNKOW N06BU repoes... ?»*

W pencTBUTENBHO, KOrAaa
BC/YLUMBaeLIbCA B My3bIKY
JeHucoBa, y6emxaaellbea:
OHa C/IOBHO cO3AaHa, YTobbl
ynaBAuBaTb CBET B pasHbIX

MUSIC&VOICE

Despite the enormous success in
Paris, Soviet theatres had no interest
in Edison’s opera. It was only a few
years after the premiere that Emil
Pasynkov, the principal director of
the Perm Opera House, accidentally
came over a recording of the Paris
production and decided to stage his
own version. At the end of October
1989 L'écume des jours had its
Russian premiere in Perm, and in
November that year, the only Russian
production to date visited the stage
of the Bolshoi Theatre. One of the
numerous reviews of that tour seems
especially interesting: the show is
said to ‘radiate light... Is it the light
of this transparent music with all its
world of undertones? Is it the light
from the enormous mirrors that form
the set (a mirror as high as the wings
seems to draw all the circles of the
Bolshoi Theatre auditorium onto the
stage)? Or maybe it is the light of the
protagonists’ pure and fragile love?¥

When you listen to Edison Denisov’s
music, you too get a feeling that

it was created to capture the light
in the variety of forms. Different
instruments — from violin to flute
to celesta, harp or vibraphone —
seem to create a single ‘shining’
colour or to ‘gleam’ with various
‘sparky shards’s. Even the titles
he used for his works seem

to ‘shine’: Silhouettes (1969),

La vie en rouge (The Life in Red,
1973), Signes en blanc (The Signs on
White, 1974), Watercolours (1975),
On a Bonfire of Snow (1981), Light
and Shadows (1982), O Gladsome
Light (1988), Christmas Star
(1989), Des ténébres a la lumiére
(From Dusk to Light, 1995)...

His Requiem (1980) is also full

of spiritual light, with its opening
‘Licht, light, la lumiere’ and final
‘Lux aeterna luceat eis...’
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5MNoapo6Hee cM. cTaTbio
AmuTpusa CMupHoBa:
Edison Denisov —
Composer of Light //
Classical Music Magazine,

22 April 1995.

Edison Denisov —
Composer of Light.
Smirnov, Dmitri in
Classical Music Magazine,

22 April 1995.
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unocracax. PasnuyHbie

MHCTPYMEHTbI — OT CKPMIKH

Y hnenTbl A0 YenecTbl, apdbl AU
BMbpachoHa — 6yATO CO34al0T €AUHbIN
«CUAOLLUN» TEMOP WU « CBETATCA»
pPas3IMYHbIMU « UICKOPKaMM-
OCKoJIKamu»®. [lame Ha3BaHUA
HEeKOTOPbIX PaboT KOMNo3uTopa
«cuaT»: «Cunyatb» (1969), « MusHb
B KpacHom uBete» (1973), «3HaKku

Ha 6enom» (1974), « AkBapesib»
(1975), «Ha cHexHOM KocTpe» (1981),
«CBeT U TeHU» (1982), «CBeTe
TUxuit» (1988), « PormaecTBeHCKas
3Be3ga» (1989), «OT cymepeK K
ceety» (1995)... [lyxoBHbIM CBETOM
NPOHUKHYT U ero « PekBnem» (1980)

¢ HavanbHbIM Licht, light, la lumiere u
tbnHanbHbIM Lux aeterna luceat eis...

B AaHHOM KOHTEKCTe KaeTcA
NpPoBMUAYECKUM Bbl6Op OTUA
KOMMO3MUTOpa, YBJEYEHHOIro
paauotU3nKa, NpU perucTpaumm
MMEHHU CblHa — B YECTb U3BECTHOIO
y4eHoro U usobpetatens namnbl
HaKanuBaHuA Tomaca 3aucoHa.
«9AUCOH [leHUcoB» — UMA U
tamunma 6yaTo B3aMMOOTpamaloTcH,
NPenoMIATCA U YCUIMBAIOT Apyr
apyra. JleHUCOB He TONbKO 3aHOBO
n3o6pen CBET B My3blKe, OH
TaKMHe BbICTYNKA nNponaraHaucTom
v npoCBETuTenem B my3biKe.
Komno3suTtop 6bin MHULMATOPOM
ABYX KOHLEPTHbIX UMKNoB « My3blKa
XX BeKa» (BCKope 6bin 3anpeLueH)
u «HoBble nponsBeaeHUs
Komno3uTopoB MocCKBbI»
(npocyliecTBoBan A0 Havyana
1990-x). B 1990-m oH Bo3rnaBun
Accoumnanmio coBpeMeHHOM My3blKU
M cTan uaeirHbIM BAOXHOBUTENEM
AanAa co3aaHua MocKoBCKoro
AHcamébna CoBpemeHHOM My3bIKK
(MACM) nopa, pykoBoACTBOM CBOEIO
«othruManbHoro» yyeHuka KOpus
KacnapoBa. KonneKktuB ucnonHaet
COYMHEHHUS HblHE MUBYLUUX
aBTOPOB, K YeMy U CTpeMUICA
JleHUCOoB BCIO CBOIO HU3Hb.

MUSIC&VOICE

Thus it seems that the composer’s
father, a keen radiophysicist,
made a prophetical choice for his
son when he named him after the
great scientist Thomas Edison,

the inventor of the incandescent
bulb. ‘Edison Denisov’ — the
name and the surname almost
reflect, refract and amplify one
another. Not only did Denisov
re-create LIGHT in music: he also
was a great musical proselytiser
and enLIGHTener. He launched
two concert cycles: ‘20th Century
Music’ (it wasn’t long before it was
banned), and ‘New Works of the
Moscow Composers’ (ran until the
early 1990s). In 1990, he chaired
the Association for Contemporary
Music, and he inspired the
foundation of the Moscow
Contemporary Music Ensemble
(MCME) under his ‘official’ student
Yuri Kasparov. The ensemble has
been performing the works of the
living composers, which was one
of Edison Denisov’s life goals. .
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CrnoHcopamu aHcaméns

la tempéte BbicTynatot
mécénat musical sociéte
générale — ¢ 2015 roaa

U caisse des dépots —

¢ 2019-ro.

npu noaJepHKe
MWHUCTEPCTBA KyNbTYpbl

M KOMMYHWKaLMUK paHLuK,
aAMMHUCTPALMWIA HOBOM
aKBUTaHWM, Koppesa,
AenapTameHTa ropoza
6pu1B-na-raiapa 1 oara
(xyaomecTBeHHOe 610pO
pervoHa HoBas aKBUTaHUA).
aHcambnb ABnsetca
pe3ugeHTom fondation
singer-polignac

1 Nonb3yeTcA NoAAEPHKOM
opraHusauum musique
nouvelle en liberté.

la tempéte — yyacTHuK
thesepaLMn BOKaIbHO-
MHCTPYMEHTa/bHbIX
aHcamb6nei (fevis) u corosa
profedim union.

la tempéte has been
sponsored by mécénat
musical sociéte générale
since 2015 and caisse des
dépdts since 2019.

it also has the support

of the french ministry of
culture and communication,
the region of nouvelle-
aquitaine, the department of
corréze, the town of brive-
la-gaillarde and the oara.
the company is in residency
at the singer-polignac
foundation and has the
support of musique
nouvelle en liberté.

la tempéte is a member of
the federation of specialist
vocal and instrumental
ensembles (fevis) and of
the profedim union.

AMBASSADE DE FRANCE
EN RUSSIE

FRNEL's [EEEI

MY3bIKA&IOJ10C

@ MNepMCHKUMK TeaTp
onepsbl U 6aneta
cNe3bl BOCKPECEHUA
KOHLLepT aHcambnAa CTapUHHOM
My3biKkHK la tempéte

LOUPUKEP: CUMOH-Nbep 6€CTUOH
conpaHo (MapuAa, Mapysa MarganuHa):
KN3ap neunarp

MeLL0-ComnpaHo

(mapuf, Mapu1sa maraanuvHa,

aHren rocrnoAeHb):

6peHga nynap

TeHop (MUcyc):

BEHCaH /ineBpe-nuKap

TeHop (My*H4MHa B rpo6HU1LE,
aHren, NepBOCBALLEHHUK, Keona):
cebacTtbAH obpexT

TeHop (My*4MuHa B rpo6HULE, UKCYC,
NepBOCBALLEHHUK):

JIMCaHAPO Hecuc

MUCMNOJIHATENb BU3AHTUMCKUX NeceH
(eBaHrenucr):

HOpXK abaanna

6ac-6apUToH

(aHren, nepBOCBALEHHUK):

peHo 6pe

KOPHETbI:
6eHya TeHTIOpbe, capa Alo61o0
TEHOP-CaKbyTbI:

abenb popbax, aNleKCUC laeHC
6ac-caKoyT:

onusbe atobya

CKPMIKa U anbT:
KoZA3Mu Hoaa, Kamuib obpe
6acoBbie BUO/bI:

po6eH thapo,
Mapu-Clo3aHH ae nya,
HIONU AecceH

KoHTpabac:

l0aHb Kagblo

Ba/l/IMKCKanA apga:
6epaHxep capaeH
Teop6a:

nbep PUHAEPKHEXT
opraH:

MOaHH MyneH

MUSIC&VOICE

@@ perm opera and ballet
theatre

larmes de résurrection

concert of

la tempéte ensemble

conductor: simon-pierre bestion
soprano

(mary, mary magdalene):

claire lefilliatre

mezzo-soprano

(mary, mary magdalene, angel of god):
brenda poupard

tenor (jesus):

vincent lieévre-picard

tenor

(man in tomb, angel, high priest,
cleophas):

sébastien obrecht

tenor

(man in tomb, jesus, high priest):
lisandro nesis

byzantine chanter (evangelist):
georges abdallah

bass-baritone (angel, high priest):
renaud bres

cornets a bouquins and cornets
muets:

benoit tainturier, sarah dubus
tenor sackbuts:

abel rohrbach, alexis lahens
bass sackbut:

olivier dubois

violin and viola:

koji yoda, camille aubret
basses de violes:

robin pharo,

marie-suzanne de loye, julie
dessaint

double bass:

youen cadiou

triple harp:
bérengére sardin
theorbo:

pierre rinderknecht
organ:

yoann moulin
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reHpUX LIoTL,
opaTopUA « UICTOPUA BOCKPECEeHUA
Mucyca Xxpucrta», op. 3, swv 50

heinrich schiitz
historia der auferstehung
jesu christi, op. 3, swv 50

MOraHH repmMaH LamH
thparmeHTbI C60PHUKA
LYXOBHbIX Mazpuranos
«U3PaAUNbCKUMA UCTOYHUK»

johann hermann schein
extracts from israélis brinnlein

reHpuX LLIoTL,
BCTYN/IeHUe

heinrich schitz
introitus

MOraHH repmMaH LamH
« M OKOHYMJT MAKOB 3aBeLLaHue»

johann hermann schein
‘da jakob vollendet hatte’

reHpUX LIoTL,
«racxajbHoe yTpo», 4yacTtb |

heinrich schiitz
der ostermorgen, part 1

MOraHH repmMaH LamH
«He A0POroM Jiu Y MeHs CbiH etpem?»

johann hermann schein
‘ist nicht ephraim mein teurer sohn

reHpUX LIoTL,
«racxanbHoe yTpo», 4yacTb |

heinrich schiitz
der ostermorgen, part 2

MOraHH repmMaH LamH
«rocnoau, A pab TBoM»

johann hermann schein
‘o herr, ich bin dein knecht’

reHpMUX LUIoTL,
«AB/IeHHUEe UMcyca
Mapuu margajmHe»

heinrich schiitz
jesus erscheint der
maria magdalena

MOraHH repmaH LiauH
«K rocnozy Bo33Ba/l i B CKOp6U MOeM»

johann hermann schein
‘herr, lass meine klage’

reHpUX LUIOTL
«IOHOLLA B rpo6bHULEe»

heinrich schiitz
der jiingling im grabe

MOraHH repmMaH LamH
«W yTELLamca HeHOoK IHOCTU TBOEM»

johann hermann schein
‘freue dich des weibes deiner jugend’

reHpuX LLIoTL,
«COBET MNepBOCBALLEHHUKOBY

heinrich schiitz
rat der hohenpriester

MOraHH repmMaH LamH
«MWNOBMUAHOCTb O6MaHu4YuBa
M KpacoTa CyeTHa»

johann hermann schein
‘lieblich und schéne sein ist nichts’
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reHpUX LUIOTL
« fIBJIEHUE UUCYCa YHEeHUKaM
Ha NyTU B AMMaycy,

yactb |

heinrich schiitz
jesus erscheint

den emmausjiingern,
part 1

MOraHH repmMaH LamH
«n36aBb MeHs,
[rocnoam,]

M MOMUNYHA MEHA»

johann hermann schein
‘wende dich,

herr,

und sei mir gnadig’

reHpUX LUIOTL
« fIBJIEHUE UUCYCa YHEeHUKaM
Ha NyTU B AMMaycy,

yacTtb Il

heinrich schiitz
jesus erscheint

den emmausjiingern,
part 2

MOraHH repmaH LauH
«cewwue B cnesax»

johann hermann schein
die mit trdnen saén

reHpUX LUIOTL
« fIBJIEHUE UUCYCa YHEeHUKaM
Ha NyTU B AMMaycy,

vactb lll

heinrich schiitz
jesus erscheint

den emmausjilingern,
part 3

reHpuX wrTL,
«AB/I€HHUEe UMcyca
OoZWHHaAUaTU anocroaam»

heinrich schiitz
jesus erscheint
den elf jlingern

MOraHH repmaH LauH
«a CAOH roBOpU:
“ocTaBW/1 MeHsA rocnoab’ »

johann hermann schein
‘zion spricht:
der herr hat mich verlassen’

reHpUX LLIOTL,
«HanyTCcTBUE YYEHUKam»

heinrich schiitz
der sendungsbefehl

reHpUX LWITL,
3aH/ito4yeHue

heinrich schitz
conclusio
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IMPEXAE

4YeM OCHOBaTb BOKa/lbHO-
MHCTPYMEHTa/bHbIA aHCambJ/ib

La Tempéte (c dp. — «6ypa»)
CumoH-INbep BectroH nonyunn
o6pa3oBaHue opraHucTa

M KnaBecuHUcta. Co BpemeHeM
N060Bb K CTapUHHOM My3blKe
NOATOJIKHYNA €ro K CO34aHuIo B

2007 roay AHcamb6na KamepHoM1
My3bikM Europa Barocca npu yyactum
rambuctiu Hionu [ecceH. 3atem
NOAIBUJ/ICA TaKMe BOKasbHbIN
aHcamb6nb Luce del Canto Choir,

B KoTopblii BecTMoH npurnacun
nonynpocteccUoHasbHbIX NeBLOB.
JOCTUTrHYB UCMONHUTENIbCKOM
3PenocTH, KOJIIEKTUBDI

B 2015 rogy o6beaAUHUAUCD

M obpasoBanu La Tempéte.

®dopmupysa cBoi penepTyap,
My3blKaHTbl La Tempéte
NPOHU3bIBAIOT 3MOXU U ICTETUYECKUE
HanpaB/eHUA, HO MaBHbIM

obpasom oTAaloT nNpeanoyTeHue
CTapyUHHOM U Jae TpaAULMOHHOM
My3blKe, a TaKKe BAOXHOBNAITCA
couynHeHuaMU XX—XXI BeKoB.

XyZAoKeCTBEHHbIW 3amMbicen

MX KOHLlepTOB noapasymeBaeT
YyBCTBEHHOE NorpyeHue
cnywarenen B My3blKy, onpeaesnieHHyo
CBAi3b C NPOCTPAHCTBOM,

apTMCTaMH U, pa3ymeeTca, LyXoMm
npousseseHUA. MMeHHO noaTomy
aHcamb/b He orpaHU4YUBaeTcA
paMKamu TPaAULMOHHbIX
KOHLepTHbIX (hopmMaToB U BbiCTynaeT
3a COTPYAHUYECTBO C APYrHUMH
BUAAMWU UCKYCCTBA, TAKUMU KaK:
3/IeKTPOaKyCTUYECKaA My3blKa,
TeaTp, TaHel, CBeT, BUAeOManNUHr
v ap. Ha larunescKkom cectuBane
B NMepmu aHcambnb npeacraBnaer
OYXOBHblE COYMHEHUA ABYX
KPYMHEHULKUX KOMMO3UTOPOB
HemeLKoro 6apoKkKo — leHpuxa
LLUtoTua n UoraHHa MNepmaHa LaiiHa.

MUSIC&VOICE

P to founding

RIOR the La Tempéte
(‘Tempest’ in French) music group,
Simon-Pierre Bestion had been
formally trained as an organist and
harpsichordist. In 2007, his love
towards early music led him to
creating the Europa Barocca chamber
music group together with viola da
gamba player Julie Dessaint. Next
came the Luce del Canto Choir vocal
group, which Bestion formed out of
semiprofessional singers. Having
matured as performers, the two groups
merged to form La Tempéte in 2015.

La Tempéte’s repertoire encompasses
various eras and aesthetics;

however, the group draws its

biggest inspiration from early and
traditional music along with pieces
from the 20th and 21st centuries.

From an artistic standpoint,

La Tempéte’s performances imply
the listeners’ sensory immersion

in the music in order to establish

a certain connection to the space,
the performers, and the spirit of the
particular piece. For this reason,

the group does not limit itself to
traditional performance formats and
advocates the inclusion of other
types of art: electroacoustic music,
theatre, dance, light performance,
video mapping, etc. At the Diaghilev
Festival in Perm, La Tempéte is going
to perform pieces of sacred music by
two of the most prominent German
Baroque composers: Heinrich Schitz
and Johann Hermann Schein.

Schiitz is one of the most outstanding
figures in the history of German
music and Baroque art in general,
comparable in this regard to his
contemporary, Claudio Monteverdi.
Paving the way from Renaissance
aesthetics through the Protestant
culture paradigm, Schiitz made a
substantial contribution to the future
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Loty — oavH U3 Hanbonee
3HaYMTe/bHbIX aBTOPOB B UCTOPUU
HeMeLKOM My3bIKKU U 6apOUYHOTo
MCKYCCTBa B LI€JIOM, CTOALUNMA

B 3TOM CMbICJie B OZAHOM psay CO
CBOMM COBpPeMeHHUKOM HKnayauo
MoHTteBepau. NpoKnaabiBas nyTb

OT 3CTeTUKU PeHeccaHca B napaaurve
NPOTECTaHTCKOM Ky/NbTYpbl, UMEHHO OH
B 3HA4YUTENIbHOM CTeMNeHU NoAroToOBWU
nouBy AnA O6yAyLMX JOCTUKEHUA
HEeMeLKOH My3bIKHU, B TOM YUC/e
CTaHOBJIEHUA 6aXOBCKOI0 reHus.
CoxpaHunocb 6onee 500 HanMcaHHbIX
LLoTueM CoOuMHEeHUH, U, NO OLeHKaM
uccnepoBartenein, OKONo TPETU
napTuTyp 6610 yTpayeHo. OpaTtopus
«WcTopua Bockpecenusa Uucyca
Xpucta» — 0AUH U3 MHOIMX 06pasLoB
[OYXOBHOM MY3bIKMU €ro aBTopCTBa.

B otnnuue ot Katanora leHpuxa LioTua,
coxpaHuBlueecA Hacnegue MoraHHa
lepmana LaiHa npeactaBneHo He
TONbKO LEPKOBHBLIMU, HO U CBETCKUMU
npousBeAeHUAMU. 3a CBOK HeAO/ryIo
*u3Hb LLaiH ycnen nposABuTh

ce6a npu asope lNotdpuaa hoH
Bonbthepcaopta 1 Ha 4OMKHOCTH
KaHTopa Llepksu cB. Pombl B Jleiinuure,
Hanucatb CIOUTbI ANs1 6apOYHOro

TaHua (« MysblKanbHOe NUpLIECTBO»)

M CTPOrue AyXOBHblE COYMHEHMS.

K HMUM oTHOCUTCA U CEOPHUK
«3pannbCKUA UCTOYHUK», B KOTOPOM
aBTOp UcuepnbiBaloLLe peanusyeT
CTW/b UTaNbAHCKOro Magpurana

B HEMELKOM U3BoAe, CO CTPOrMM
cnepoBaHueM 6UGEUCKOMY TEKCTY.

O6a npousBeaeHUA ObINK CO3AaHbI

B 1623 rogy B 04HOM HaLMOHaIbHOM
XYAOMECTBEeHHOM KOHTEKCTe. YuuTbiBan
3710 06¢cTOATENLCTBO, La Tempéte
nonpo6yeT nourpatb ¢ KOM6MHaLUAMU
thparmMeHTOB ABYX NapTUTyp. BAo6asok,
HanucaHHyto LUoTuem naptuto
nosecTBOBaTeNs UCMONHUT MHOPK
A6aanna — neseLl, U3 MeJIbKUTCHOM
LlepKOBHOM 06LLMHbI, NpeACTaBAAIOLLNA
BOCTOYHbIM B3rnfAj Ha XpPUCTUAHCTBO.

MUSIC&VOICE

achievements of German music,
including the emergence of Bach’s
genius. Over 500 pieces written by
Schiitz have survived to this day;

by estimates, about one third of his
scores were lost. The Historia der
Auferstehung Jesu Christi (‘History
of the Resurrection of Jesus Christ’)
oratorio is one of the many examples
of sacred music written by Schitz.

In contrast to Heinrich Schiitz’s
catalogue, the remaining legacy of
Johann Hermann Schein includes both
sacred and secular music pieces. Over
the course of his short life, Schein
made a name for himself at the court
of Gottfried von Wolffersdorf and as

a cantor at St. Thomas Church in
Leipzig. His artistic output includes
Baroque dance suites (Musical
Banquet) and strict sacred music
pieces. The latter include the Israélis
Briinnlein (‘Fountain of Israel’)
compilation, in which the composer
perfectly executes the German variety
of the Italian madrigal style while
strictly observing the biblical text.

Both pieces of music were created

in 1623, within the same national
artistic context. Taking this into
account, La Tempéte will attempt

to combine parts of the two scores.
Additionally, the Evangelist part
(written by Schiitz) will be performed
by Georges Abdallah, a representative
of the Melkite Church providing

an Eastern view of Christianity.
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'Morton Feldman. Give
my Regards to Eighth
Street. Collected
writings of Morton
Feldman. Exact Change,
Cambridge, 2000. P. 3.

MY3bIKA&IOJ10C

@  NepMCKui Teatp
onepbl U 6aneta

* 3AKPbITUE ®ECTUBANA
KoHuepT mahler chamber orchestra
M Xopa musicaeterna

COJIUCTbI:
HaZeraa nasnoBa (conpaHo)

BUO6Ke NeMKy/b (KOHTPaNbTO)
OAMUTPUC TUNMaKoC (6apUTOH)
XOPMEeUCTep: BUTaNINIKA NOJOHCKHUHA
AUPUKep: TeoAop KYPEHT3UC

B NporpaMmme COYUHEeHHUd

MOpPTOHa hengmaHa

M UoraHHeca 6pamca

H bl‘O' MOPH, 1938 roa.

JABeHaauatunetHu MopToH
dengmaH Ha4uuHaeT 6paTb
¢topTennaHHble ypoKu y Bepbl
MBaHoBHbI MaypuHo-lpecc.

Ee my® — ckpunay Muxaun MNpecc.
C HMM M ero 6patom magam lMpecc
Urpaet B TPMO U AaeT YacTHble
YPOKU — TeM W 3apabaTbiBaeT Ha
HU3Hb B amurpauuu. OHa OKOHuYMNa
MoCKOBCKyI0 KOHCEpBaTOpHIO,
apy#una co CKpsabMHbIM, 3aHMManacb
c By30oHM 1 No3TOMY, CKaXeT NoToMm
dengmaH: «A Urpan TpaHCKpUNUUK
Bbaxa [®eppyyuo BysoHu], xoTa

B OCHOBHOM YMTan ero npMmevaHus,
a He urpan my3biky»'. Magam Mpecc
npuBWiIa emy My3blKalbHOCTb, 3TO OH
oyeHb LeHun. X ypoKHu anunuchb
HECKONbKO NeT, 3aTem PenamaH
nepeiuen K Apyromy y4uTesnio,

notom nonan K LUrtedaHy Bonbne,
KOTOpbI MO3HAKOMW/ ero ¢ darapom
Bapesom. Mocne 3HakomcTBa

c Bapeszom dengmaH oKoH4aTeNbHO
pewwun 6biTb KOMMNO3UTOPOM.

MUSIC&VOICE

& perm opera and ballet
theatre

* CLOSING OF THE FESTIVAL
concert of mahler chamber orchestra
and musicaeterna chorus

soloists:

nadezhda pavlova (soprano)
wiebke lehmkuhl (contralto)
dimitris tiliakos (baritone)

chorus master: vitaly polonsky
conductor: teodor currentzis

the programme includes works by
morton feldman

and johannes brahms

NEW YORK, s

12-years-old Morton Feldman
begins his piano lessons with Vera
Maurina-Press. She is married

to the violinist Michael Press.
Madame Press performs with

her husband and his brother as

a trio and, being an immigrant,
gives private lessons to earn her
living. She graduated from the
Moscow Conservatory, was a
friend of Scriabin’s, and studied
with Busoni, which later will

entitle Feldman to say: ‘I played
Busoni’s transcriptions of Bach,
and spent more time reading his
footnotes than playing.’' Madame
Press instilled him with musicality,
something he valued a lot. Their
lessons continued for several
years, then Feldman got another
teacher, then he began studying
with Stefan Wolpe who introduced
him to Edgard Varése. After meeting
Varése Feldman made his final
resolution to become a composer. »
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Maaam lNMpecc ymepna B 1969-m,

el 6bI10 AeBAHOCTO TpU. [oaom
nos#e MoptoH PenamaH 3aKOHUUA
12-cTpaHWYHYIO Nbecy ANA KaMepHOro
aHcam6na «Magam Mpecc ymepna Ha
npownon Heaene B Bo3pacte 90 ner».

Ha3sBaHWe HanOMWHaeT 3aros0BOK

B raseTHoOM HeKposore. B ogHow 13
CBOUX NeKuuin dengmaH paccKasbiBan:
«Kak-to B The New York Times A
npouen Hekposnor. CoobLanock, 4To
ymep muctep MUNeTT, KOTopbIK, O

4yeM A He 3HaJl, M306pen Kpem AnA
6puTbA. U MM BoOGLUE Heyero 6bino
CKasaTb 06 3TOM 4YenoBeKe. Ho oHu
ero npounTMpoBanu. KoHe4HO e, 3To
6b11 paccKkas o0 TOM, YTO, Koraa Kpem
ANA 6pPUTbA TONIbKO MOABUIICA, HUKTO
He 3Hai, Kak UM nonb3oBatbcA <...>
HyHO BbIMbITb IULIO TENION BOAOH,
noc/sie CKasaHo, KaK NpaBu/IbHO HaHeCTH
Kpem gnA 6puTbA, a 3atem Hunetrt
roBopuT: “Tenepb NOAOHKAUTE MUHYTY,
3aTteM NpUcTynamTe K 6pUTblo, OHO
6yaet uaeanbHbiv!” A nonpo6osan. A
caenan BCcé B TOYHOCTH. A 1... A 6petocb
B Aaywe. f cToAn B gywe M Ha4an
OTCUMUTbIBaTb MUHYTY. Yepe3 Tpuauatb
CEeKyHZ, A Bbinanun: “Zla Hy K yepty!”».

B Hauane nbecbl BocxoaALwasa Menoaus
yenecTbl 6yATO NPUOTKPLIBAET HaM
BOJILLEGHYIO LKATY/KY C UrpyLLUEYHOMN
KYKYLLUKOW BHYTPW. [0/10COM AepeBAHHbIX
[OYXOBbIX KYKYLUKa NPOU3HOCUT POBHO
[EeBAHOCTO (nocyMTamnTe) nevanbHbIX
«HKy-Ky». BOKpyr mepuaroT 3Byku
KOJIOKONa U CTPYHHbIX — HO 3TO He
NnoMUWHa/IbHaA peyb U He HeKposor. 3To
3bl6Koe BOCMOMUHaHUE U3 AeTCTBa
KOMMO3UTOPa, B KOTOPOM KpaTKo

M BECKO NofiIBUNacb NPUBUBLLAA eMy
My3blKanbHOCTb Maaam lMpecc.

B 3tom BOCMOMWHaHUKU BCE HAaMEpPEHHO
pa3mMbITo. C/bILLEH KOMOKO/, CKOPOb,
CTPYHHbIE NbITalOTCA YXBaTUTb
ouyepTaHuA 06pasoB AaBHO YLIeALHUX,
KYHYLLKa C COMa/leHUeM OTCUUTbIBaEeT
roAbl AONroM XusHu magam Mpecc...

MUSIC&VOICE

Madame Press died in 1969 at

the age of 93. A year later Morton
Feldman finished a 12-page score for
a chamber orchestra titled Madame
Press Died Last Week at Ninety. This
title reminds of a newspaper obituary.
In one of his lectures, Morton Feldman
said: ‘l once read in The New York
Times an obituary where Mr. Gillette,
who | didn’t know invented the shaving
cream, died. And they really had
nothing to say about the man. But
they did quote him. Evidently, it was a
story about how when shaving cream
first came out nobody really knew
how to use it properly. <...> So you
need to wash your face with warm
water, after that you apply the shaving
cream, and then Mr. Gillette advised:
‘Wait one minute, and then shave it
all off, and it’s going to be perfect!’

| tried it. Tried to do everything
exactly as he said. But I... | shave

in the shower. So | was standing in
the shower and | started to count

up. After thirty seconds | thought,

‘To hell with this!” and just gave up.’

At the beginning of the piece, an
ascending melody of celesta seems
to half-open the lid of a magic box
with a toy cuckoo inside. Through
woodwinds, this toy bird calls out
exactly ninety (you may count for
yourself) mournful ‘coo-coos’. Bell
and strings twinkle around, but this
is no obituary or a funeral speech. It
is a dim memory of the composer’s
childhood graced by a short and
powerful appearance of Madame
Press who developed his musicality.

This memory is deliberately vague.
One hears a bell and feels sorrow; the
strings try to capture the images long
gone, a cuckoo pitifully counts the
years of Madame Press’ long life...
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C MoranHeca Bpamca
Bﬁ3b ¢ cemben LLlymaHoB
onpeaenuna MHOroe He TO/bKO B
JINYHOWM HMU3HU KOMMO3UTOPA, HO U B
XapaKTepe ero Kartanora. B gaHHom
cny4yae peyvb UAET He TOJIbKO O ApyH6e
M coTpyaHunyecTBe ¢ Po6eptom
LLlymaHOM — 04HOI M3 UeHTpabHbIX
(HUryp HeMeLKoro mMy3biKaJibHOro
pOMaHTM3Ma — WU NAAaTOHUYECKOM
NPUBA3aHHOCTH K €ro xeHe —
6nucratenbHOM NUaHUCTKe Knape
LLlymaH, HO U HEKOTOPbIX APYrUX
HEOMXHUAaHHbIX 3NU304aXx.

Bpamc 6biBan B fJoMe CBOMUX
Apy3ein U BUAen, Kak pacTtyTt

MUX AETU, HO NOPOK He 3amevan,
KaK OHM BbipacTatoT. TaK, B 1869
rogy, npyexaBs K y¥ke oBAOBEBLUEH
Knape B J/IuxteHTanb, KOMNO3UTOP
yBuaen, 4to ee aoyb Onums,
KOTOpOM UCNoNHUNOCL 24 roaa,
cTana nopasuTtesibHOW KpacaBuLEew.
Bpamc gonroe Bpemsa He gaBan
BOJIIO BCMbIXHYBLUEMY YYBCTBY,

HO y3HaB oAHaxabl oT Knapebl,

yto KOnuA BbLIXOAUT 3aMyH 3a
UTaNbAHCKOro rpada, easa

CMOr caepHaTb oropyeHue.

CBOIO rpyCTb KOMMNO3WUTOP Bblpasui

B NojapKe K 6pakocoyeTaHulo —
«Pancoaun» AnAa KOHTpanbTo
(nobrumoro rosnoca aBTopa), MyHCKOro
Xopa U opKectpa. Knapa LUymaH
nucana B AHeBHUKe: «... AoraHHec
NPUHEC MHe YyAEeCHYIO Bellb...

OH Ha3Ban 3To cBoei cBagebHOM
necHe. OHa HacToNbKO NoTpAcna
MeHSA rnyb6oKon CKop6blo cnoB

M My3blKH, YTO A AABHO YiKe He

NOMHIO NOA06HOro BrneYaTneHusa»'.

Ana «ckop6HOM My3blkKM» nogobpanacb
coobpasHasa NoaTUYecKana OCHoBa —
TPU CTPObl U3 « SUMHEN NOEe3AKU B
lapu» éte. JlIupuka nepuoga «bypu

M HaTUCKa» B NOJIHOW Mepe oTpakaet
POMaHTUYECKOE MMUPOOLLYLLIEHHE: FePOW
6eXUT OT NIloZer Ha IOHO NPUPOoAbI,
OXBa4eHHbIX AyLLEBHON MYKOM.

MUSIC&VOICE

Brahms’s
JOHANNES comecion
to the Schumann family determined
much of the composer’s personal life
and also had a substantial influence
on his catalogue. This connection is
not limited to Brahms’s friendship
and partnership with Robert
Schumann — one of the key
figures of German Romanticism in
music — or his platonic attraction to
Schumann’s wife, Clara Schumann
(who was an outstanding pianist).
It also encompasses other,
quite unexpected episodes.

Brahms was a frequent guest at his
friends’ home and witnessed their
children grow up and turn into young
adults — but he did not always
realize it. In 1869, while visiting Clara
(who was already a widow at that
point) in Lichtental, the composer
was struck by the beauty of her
24-year-old daughter, Julie. Brahms
suppressed this attraction for a long
time afterwards, but he could hardly
keep in his regret when he eventually
learned from Clara that Julie was
going to marry an ltalian count.

The composer channelled his
sadness into the wedding present:

a Rhapsody for contralto (Brahms’s
favourite singing voice), male chorus
and orchestra. Clara Schumann
later wrote in her diary: ‘...Johannes
brought me a wonderful thing...

He called it his wedding song.

The massive grief of its lyrics and
music struck me like nothing did for
a long time.’! The ‘grieving music’
had a matching poetic basis: three
verses of Goethe’s Harzreise im
Winter (‘Winter Trip to Harz’).

The Sturm-und-Drang-period lyrics
are a perfect reflection of Romantic
perception of the world: with his
mind in turmoil, the protagonist
escapes from the society and

seeks shelter in vast nature. »
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3ToMy BHeLIHE HEXUTPOMY CIOMKETY
Bpamc cnegyet noyty 6yKBanbHO.
«Pancoaua» oTKpbiBaeTCA Mpa4yHOM
NMOCTYNbIO CTPYHHbIX, U306parkaloL X
TEeMHble JIeCHble YepToru — ugeanbHoe
MecCTO ANA CTpaAaHWi OAUHOKOIO
reposi, KOTopbii NOABNAAETCA

BMECTE C Iro/IOCOM KOHTPaJbTO.
MorpyXeHnIo B 3NerM4ecKyto
aTtmocgepy nocsdALleHa nepeas

yactb « Pancoaunu», coBnagatowasn

C nepBow cTpodon oTpbiBKa. Bo
BTOPOM 4YacTH, HarNMMCaHHOW KaK

apus da capo, pa3pacrtaeTca 60/b
OTUYYHAEHUA OT NI0AEA U HEHAaBUCTH

K Mupy. HaKkoHeL, B TpeTben 4actu
MArKO BCTYNaeT MYXCKOWM Xop,
KOTOPbIA NMOMOraeT KOHTPanbTo
yPaBHOBECUTb TParM4ecKyto nosy
HaAemaon Ha « 6ecYMcNeHHble
POAHUKHUY» YTELIEHUsA, KOTOpbIe repoto
ocTaeTcA TONbKO pasrnaaeTb. B utore,
OTYET/IMBO POMAHTHMUYECKaA KapTUHKa
obpamnsaeTca KOMMNO3ULMOHHOM
CTPYKTYPOM, NapaaoKcaabHO
HanomMuHatowen 6apoyHyI0 KaHTaTy —
cthopmo#, 60nbLUe NpUCYLLEr CTPOromy
CUMBOJIU3MY LLePKOBHOM CNYHO6bI.

MepBoe, «Npo6HOE», UCNOIHEHUE
«Pancoauun» cocrtoanocb 6 oKTAGPA
1869 roga B Kapncpya. MonHoueHHan
e npembepa npowna 3 maprta 1870
roga B MeHe nog, ynpaeneHvem
3ApHcTta HaymaHa. J1t060mnbITHO, 4TO
COJIbHYIO NapTUio ucnonHuna MonunHa
Buapao — #eHuwuHa, octaBUBLLAA
rny6oKUi cnea B cepaue Apyroro
60nbLIOro XyaoXHUKA. K coraneHuio,
cyab6a KOnuu LymaH cnoxunacb
TparuyHee, 4YeM y KOMMNO3MTOpa,
NOCBATMUBLUErO €M MeNaHXOJIMUYHYIO
«Pancoauio»: cnycta Tpy roga nocne
cBaabObl OHa ymepnia npu poaax.

MUSIC&VOICE

This seemingly simple plot is executed
by Brahms almost to the letter.

The Rhapsody opens with a solemn
pace of the string section, creating
an atmosphere of a dark forest —
an ideal location for the mental
suffering of the lone protagonist, who
appears together with the contralto
voice. Matching the first verse of the
poem, the first part of the Rhapsody
immerses the listener into an elegiac
atmosphere. The second part,
written as aria da capo, captures

the protagonist’s growing pain of
disengagement from society and

his emerging hatred towards the
world. Finally, the male choir makes
a soft entrance in the third part,
helping the contralto to balance the
protagonist’s tragedy with hope for
‘countless sources’ of joy which

he just has to find. The resulting
Romantic image is framed by the
peculiar compositional structure
which is characteristic of Baroque
cantata — a form more typical of the
strict symbolism of a church service.

The first ‘test’ performance of the
Rhapsody took place on October

6, 1869 in Karlsruhe. The actual
premiere happened on March 3,
1870 in Jena, conducted by Ernst
Naumann. Interestingly enough, the
solo part was performed by Pauline
Viardot — a woman that another
outstanding artist was strongly
attracted to. Alas, Julie Schumann’s
fate was more tragic than that of
the composer who had devoted the
Rhapsody to her: she died while giving
birth three years after the marriage.
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l_l o3HayaeT, npexae

TO BCero, Ha3BaHWe —
«HemeuKuit pekBuem»? Cnoso
«PEeKBUEM» COAEPHMTCA B Ha4yalbHbIX
CTPOKax 3aynoKOMHOM KaToJIMYEeCKOM
Mecchbl: « BeyHbin nokon (Requiem
aeternam) aapym um, locnogu».
My3blKanbHble COYMHEHUA Ha
TPaAWUMUOHHbIA NTaTUHCKUKU TEKCT
3TOM MecCCbl NMcanu MHorue
Komno3suTtopbl: Mouapt, Bepau, ®ope,
JBopxkaK, CTpaBMHCKMA, MapTbIHOB...
Y Bpamca yKkasaHue « HeMeLKUH»

B Ha3BaHUM OOBACHAETCA TeM, 4YTO
nocne nportecrtaHTcKon Pechopmaumm,
Korga nosiBUJICA JIIOTEPOBCKUM
nepesoa bnéauu u Bo3HUKNA
NIOTepaHcKan LepKoBHas cnyxba Ha
HeMeLKOM f3blKe, CTa/lM BO3HUKaTb

M HEMELIKOA3bIYHbIEe « PEKBUEMbI» —
KomMmno3uTopoB Muxaansa NMpeTtopuyca,
leHpuxa LioTua v apyrux.
«HemeLKomy pekBuemy» Bpamca c
pasHuLUen B NosiBeKa npeawecrtsoBaso
O4HOUMEHHOEe CoYnHeHHe DpaHua
LLy6epTta, U3BECTHOE TaKMHKe noa
Ha3BaHueM « HemeuKana TpaypHasa
mecca» (1818). Mo cen aAeHb
NPOAONHKAOTCA AUCKYCCHUU O TOM,
npuaasaTtb JIM Npunarate/ibHoMy
HaLUUOHANIUCTUYECKUIM CMbIC/I, — HO
[OCTaTO4YHO BCMOMHMTb C/l0Ba CamMmoro
Bpamca 13 nucbma aupusepy Kapny
PaiHTanepy o Tom, 4TO B CBOEM
Ha3BaHWMU OH «C PafOCTbIO OMYyCTHN
6bl “HemeLKUIn” U npocTo Ao6aBuUn —
“PeKkBrem no yenoBeKy” »'.

Bpamc Ha4yan paboTy Hag OAHUM U3
NY4YLWKX CBOUX TBOPEHUM B 1857 —
1859 roaax, rny6oKko neperuBasn
cMepTb yuuTena u apyra Po6eprta
LLlymaHa (KoTopbIA, KCTaTH, NOGyHAaan
Bpamca nucaTb COUMHEHUA AnA xopa

M OPKeCTpa; ia U Cam OH B KOHLe
HMU3HU COYUHUI TaKOM PEKBUEM, HO Ha
NaTUHCKME TeKCTbl, a TpemA rogamu
paHee — «PekBueM no MUHbLOHE»

Ha cTuxu éte). 3aTem KoMNo3uTop
OT/IOMN PYKOMAUCb U BEPHYJICA K HEH
nvwb B 1865-M, nocne cMepTH MaTepu.

MUSIC&VOICE

of all, what does this
FIRST title, Ein deutsches
Requiem (‘A German Requiem’),
mean? ‘Requiem’ is the first word
of the Catholic mass for the dead:
‘Requiem aeternam dona eis,
Domine’ (‘Eternal rest, grant unto
them, O Lord’). Its traditional Latin
text has inspired many composers:
Mozart, Verdi, Dvorak, Stravinsky,
Martynov... The word ‘German’ in
Brahms’ title is easily explained:
after the Reformation, when Luther
translated the Bible into German
and the Lutheran mass began to be
conducted in German, Requiems
in German by such composers
as Michael Praetorius or Heinrich
Schitz also appeared. Brahms’
Ein deutsches Requiem was preceded
by Franz Schubert’s work of the
same title, written 50 years earlier
and alternatively known as Deutsche
Trauermesse (1818). It has been a
matter of dispute whether the word
‘German’ should be regarded as a
nationalistic, but one might simply
remember Brahms’ own words as he
wrote to the conductor Carl Reinthaler
that he would have gladly dropped
the adjective in the title and merely
added: ‘A Requiem for the Man.”

Brahms started working on one of his
best creations in 1857-1859, when

he was grieving over the death of his
friend and teacher Robert Schumann
(who was the one to encourage
Brahms to compose for chorus and
orchestra, having by the end of his
life himself written a requiem to the
Latin texts, and Requiem fiir Mignon to
Goethe’s verses three years earlier).
Then the composer set the score
aside and continued the work only

in 1865, after his mother had died.
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TekcTbl M3 Betxoro u HoBoro

3aBerTa, UMelolMe Mano obLero

C KAHOHUYECKOKN NaTUHCKOM
3ayNnOKOMHON MEeCCOMU, KOMNO3UTOP
cam Bbi6pan U3 NlTepoBCKOW bubnuu
(caenaHHbiv B XVI BeKe, 3TOT nepeBoA,
KaK U OKpaLLeHHbIM cnaBAHU3MaMH1
pyccKkuin CuHoaanbHbii XIX BeKa,
CeroAHsa ycrapen, ogHaKo ne4yatb
BPeMeHU npuaaet ocoboe No3TMHecKoe
cBoeobpasue um o6oum). Mo cnosam
UCTOPUKa My3biku Muxauna [lpyckuHa,
otiMumuA « HemeuKoro pekBuema» ot
TPaAULMOHHDIX JIJAaTUHCKUX HE TONbKO
JIEKCUYECKHUE, HO U CMbICJ/IOBbIE: « OHU
3aK/1I04alTCA B HOBOM CoAepHaHuU
«PexkBuema». Bpamc He ®uBonucyet
yxacoB « CTpaluHoro cyaa», He
obpaliaeTtca ¢ MoIb6OHM O NoKoe

ONA YyCOMWKUX — OH HaxoAuT cnoBa
laCKMY Y Tenna, uaywue ot cepaua K
cepAauy, ANA TeX, KTo notepsan 6/1U3KUX,
<...> OH CTPeMMUTCA BCENUTb B AyLUU
CTpamAayLWMX U HecYacTHbIX 604pOCTb
1 Hagexay. CnagocTHas nevanb U
3anuYecKas MolWb — OCHOBHbIe ctepbl
BbIPa3UTENIbHOCTU 3TOM NapPTUTYPbI»Z2.
Kpome Toro, B Bbibope TEKCTOB ANA
«PeKkBMema» Bpamca B 3Ha4YUTeNIbHOM
Mepe oTpasunacb U NPoTeCTaHTCKanA
3TUKa C ee LUEeHHOCTAMU —
TPYAON06MA U BO3HArpamaeHus,

M 3Ha4yeHuA Bepbl KakK 3asora
cnaceHus, YTO Bbi3Bano HeNpUATHe
COYMHEHUA BarHepom-A3bl4HUKOM.

Mpembepa cocTtosanacb B bpemeHe

10 anpensa 1868 roga, B CTpacTHyto
NATHULY, AUpURUpoBan cam bpamc.
«PekBMeM» CHUCKan HeBEepPOATHbIN
ycnex y ny6nuru (2500 — pexkopgHoe
KOJIMYECTBO CJlyliaTtesie) U KPUTUKOB.
CnycTs HECKOJIbKO MecALeB
KOMMNO3UTOP AONMCaN K LWeCTH
MMEIOLWMMCA elle OAHY 4acTb,
Haubosee IMPUYECKYIO, KOTOpas B
MUTOrOBOWM CTPYKTYype cTana NATow.

B oKoH4aTeNbHOM BUAE COYMHEHUe
6b1110 UcnonHeHo B Jlennuure B
ceHTAbpe Toro e roga. Ho ewe
paHee, Noc/ie UCMNOJIHEHMA NepPBbIX

MUSIC&VOICE

Texts from the Old and the New
Testament, which have little in common
with the canonical Latin mass for the
dead, were selected by the composer
himself from Luther’s Bible (his
translation, made in the 16th century,
is as out-of-date now as the Russian
Synodal Bible translated in the 19th
century and full of Church Slavonic
words and expressions, but the dust
of time only makes both texts sound
intrinsically poetic). According to

the music historian Mikhail Druskin,
Ein deutsches Requiem differs from
the traditional Latin requiems not only
in its texts, but also in its meaning:
‘they [the differences] are in the
Requiem’s different subject. Brahms
doesn’t picture the hardships of the
Last Judgement nor does he implore
peace for the dead — he rather finds
words of kindness and care, going from
heart to heart, for those who have lost
their beloved ones, <...> he tries to
inspire hope and courage in the souls
of the anguished and the desolate.
This score’s principal modes of
expression are sweet sorrow and epic
power.?’ Besides, the texts chosen for
Brahms’ Requiem distinctly reflect the
Protestant ethics and its main values
of diligence, just reward, and faith as
a key to salvation, which made pagan-
minded Wagner reject this composition.

The premiere was conducted by
Brahms himself in Bremen on Good
Friday (April 10, 1868). The Requiem
had enormous success, both with an
audience of 2,500 people (a record-
breaking number) and critics. In a few
months the composer enlarged his
six-part work by adding one more part
which in the new version became the
fifth. This final revision was played

in Leipzig in September that year.

But even after the first three parts

had been performed in Vienna back
in 1867, the critic Eduard Hanslick
praised the new piece: ‘The art

of harmony and counterpoint that
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Tpex yacTtei B BeHe B 1867 roay,
KPUTUK ayapa MaHCAUK oTMeyan
JOCTOUHCTBA COYMHEHUA: « UCKycCcTBO
rapMOHUM U KOHTPanyHKTa, KOTOPOMY
Bpamc Hayuunca y baxa u ero
nocnegoBaresien, B4OXHOBJIEHO Y HEro
AbIXaHWeM HacCTOALLEro BpEMEHHM... »°.

K apxuTeKTOHUKe npou3BeAeHUA
MOMHO NOAXOAUTb, NO KpanHen

Mepe, ABoAAKo. HeKkoTopble
uccnegoBarenu obpalLaroT BHUMaHUe
Ha KOHLEHTPUYECKOEe MNOCTPOEHHUE
«PekBMeMa» BOKpPYr YeTBEPTOM 4acTu.
KpaiHue yactu, nepsas U cegbmas,
OCHOBbIBAIOTCA Ha CXOAHbIX TEKCTaX —
M3 eBaHrenbckon HaropHou
nponoBeau (« bnareHHbl nhavywme,
M60 OHMU yTewarca») U OTKpoBeHHUA
HNoaHHa BorocnoBa («...6nameHHbI
MepTBble, ymMpatowue Bo focnoae»).
OHM KaK 6bl CO34al0T BHELLHUI KPYT.
BTopas v wecraa 06bLeaAUHAIOTCA B
06pasHylo apKy — Be/IMYECTBEHHOEe
TpaypHoe LeCTBUe U BOCKpeceHue

M3 MepTBbIX. JINPUUYECKYIO YETBEPTYIO
06pamMnAoT pasmbllieHUa 06
yTeleHUHU U3 TPETbEN U NATOM YacTewn.

HecKonbKo nHauye noaxoaut

K pacCMOTpPeHUI0 TpextasHOM
CTPYKTYpbl « HeMeLKoro pekBueman
Muxaun JpyckuH. «NepBas yactb, —
OoTMe4aeT OH, — MOCBALeHa NamATH
yconwux. MaBeHCTBYIOT 06pas3bl
caepraHHOW CKop6M, xapaKTep
KOTOpbIX NpeaonpeaesieH HadalbHbIM
CymMmpay4HbiM MOTUBOM anbTOB; 34eCb
NOJIHOCTbIO OTCYTCTBYIOT CBET/Ible
3BYYHOCTH CKPHUIMOK, KNapHeTa, Tpy6.

BTtopas yacTtb roBopMT ... 0 HeU36eHHOCTU
cmepTtu. 3noBeLlasa capabaHaa
BOCCO3aeT NPU3paYyHO-CTPaLLHYIO
TpaypHyto NocTynb (My3biKka

3TOM YacTu nepBoHa4vaJbHO
npeaHasHavanacb and NepsBoro
thopTenuaHHoro KoHuepta). Pe3kuii
nepesiomMm B HaCTPOEHUU: BO3HUKAIOT
TeMbl PO6KOM HaAeHabl, HO OHM

He nony4aloT 3aBepLUeHHUs.

MUSIC&VOICE

Brahms learned from Bach and his
followers, is inspired in his music
by the essence of our time... "3

The structure of the piece can be
viewed from two different angles

at least. Some researchers note

the concentric composition of the
Requiem around the fourth part. The
bookending parts, the first and the
seventh, are based on very similar
texts from the Gospel: one out of the
Sermon on the Mount (‘Blessed are
those who mourn, for they will be
comforted’), the other from the Book
of Revelation (‘Blessed are the dead
which die in the Lord’). These two
parts form a kind of an outer circle.
Parts two and six make a metaphoric
arch: a solemn funeral procession
and resurrection. The lyrical fourth
part is framed by reflections on
comfort from parts three and five.

Mikhail Druskin takes a different
approach to the three fold structure
of the Requiem. ‘The first part is
dedicated to the memory of the dead.
It is predominated by the images of
constrained grief predefined by the
initial murky melody of the violas; it
is totally deprived of lucid sounds

of violins, clarinet, or trumpets.

The second part speaks of ...

the inevitability of death. A sinister
sarabanda re-creates a ghostly and
terrifying funeral pace (the music
of this part was originally intended
for the First Piano Concerto). An
abrupt change of mood: themes

of shy hope emerge, but they

don’t come to a coclusion.

The third part begins with expression
of fear and doubt (baritone solo); they
are confronted by a mighty fugue of
the chorus supported by the orchestra
and organ over a rolling thunder
created by timpani; this is how the
persistent power of life is asserted.
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4 ApyckuH, M. C.
WUoranHec Bpamc.
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1988. C. 49—50.
Druskin, Mikhail.
Johannes Brahms.
Muzyka, Leningrad,
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MY3bIKA&IOJ10C

TpeTbsA YacTb HaYMHaeTcA

C BbipaxeHUs YyBCTB CTpaxa,
COMHeHHUs (cono 6apuToHa), KOTOPbIM
NPOTUBOCTOMUT MOLLHaA ¢yra
XOPOBbIX r0JI0OCOB, NOAAEPHaHHanA
OPKECTPOM U OpraHOM Ha CIMJ/IOLHOM
rpome NUTaBp; TaK yTBEpHAaeTcA
HeU36bIBHAA CHUMA HKU3HU.

3TK TpU YacTu 06pasyioT NepBbIi
pasaen « PekBuema». Cneayowme
ABe — ero IMPUYEeCKUIN LIeHTp.
YeTBepran 4yacTtb, B Ayxe
KONbl6e/IbHOW, NPOHUKHYTa NECEeHHbIMU
obpa3zamu Hapo4HOro cCKiaga
(BCMOMMHAIOTCA 3aKNIOYMTE/IbHbIE
xopbl « CTpacrteit» baxa).

B nATOM 4acTU UCKNIOYMUTENIBHOH
3a4yLWEeBHOCTbIO OTMEYEHO COMo
COoMnpaHo; emy OTBETCTBYIOT
NlacKoBble pedpeHbl Xxopana.

HauuHaeTca nocnegHuit pasgen:
ApamMaTuyecKas JIMHUA 3aBepLuaeTca
B LUECTOM YacCTH, a IMpuyecKkaa —

B ceabMoi. B nepBoi nonosuHe
LIeCTOM YacTu nepesaHbl 06pas3bl
CMATEHUA, rHeBa U npoTecta
(conupyet 6apMTOH), OTAA/IEHHO
HanoMuHalowue obpasHoe
coaepaHue tuHana Yerseprtoin
CUM(MOHHUN. ITO — C/IOBHO BbI30OB
cyab6e. Bo BTOpoi NonoBuHe,

B LUMPOKO pa3BepHyTOM cyre,
yTBepKaaeTca nobesa HU3HU Haa
CMEepTbIo, CUJIbl AyXa Hag COMHEHUAMMU
M cTpaxom. B uenom ke aaHHasA
4yacTb MO 3aMbIC/ly COOTBETCTBYET
pasaeny Dies irae («/leHb rHeBa»)
KaHOHUYECKMUX PEKBUEMOB.

Ceabmas 4acTb — 3anunor. BHoBb
MbIC/Ib BO3BpaLLaeTCA K yMmepLUIMMm,
npeobnasgaeT Y4yBCTBO CKOPOM,

HO OHO HOCHUT NPOCBETNEHHDIN
xapakTtep. MNoBTOpAeTcA U rnaBHas
Tema nepBoOi 4acTU, KOTOPOX NpUAaaH
6o51ee CBET/IbIA KOJMIOPHUT... »%.

Oco6eHHO YMUPOTBOPEHHO
3By4aT nocneaHue CTpaHULbl
«HemeuKoro pekBueman.

MUSIC&VOICE

These three parts form the first
section of the Requiem. The next

two parts make its lyrical center.

The fourth, lullaby-like part is full of
folk-song imagery (reminding of the
final choruses of Bach’s Passions).

In the fifth dominates an exceptionally
intimate soprano solo with
corresponding gentle choral refrains.

The final section begins: the dramatic
argument is concluded in the sixth
part, and the lyrical one in the seventh.
The first half of the sixth part conveys
images of dismay, wrath, and protest
(baritone solo) which slightly remind
of the Finale of the Fourth Symphony.
It sounds as a challenge to fate. Then,
a wide-open fugue announces the
victory of life over death, of spirit over
doubt and fear. Altogether this part
equals to the Dies irae of canonical
requiems. The seventh part makes an
epilogue. Once more reflection returns
to the dead, grief predominates,

but it is lucid now. The main theme

of the first part is repeated, also
sounding brighter now...’*

The last pages of Ein deutsches
Requiem come to be
especially peaceful.
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CMOHCOP NOCTaHOBKM:
hoHA noaaepHKHU
nepMcKoro

6aneta anekces

MUWPOLUHUYEHKO

sponsor:
alexey
miroshnichenko
perm ballet

support foundation
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Ilepmeroro oanera

NEP®OPMAHCBbI

@  NepMCKUM TeaTtp
onepbl U 6anerta

*  npembepa

lwaxepesasga

OTHOAKTHBIN GalleT

Ha MY3bIKY CIOUTBI

HUKOJ1asi pPUMCKOT0-KOpCaKoBa
«1Iexepasafa»

K 175-neTunio co AHA poxaeHuA
HUKONaA PUMCKOro-KopcakoBa

My3blKabHbIA PYKOBOAUTESb
NOCTaHOBKU U AUPUHKED:
apTem abalueB

aBToOp JIMGPETTO

M xopeorpad:

anekcer MUPOLLHUYEHKO
XYAOHKHUK-NOCTaHOBLLMK:
aNboOHa NUKanosa
XYAOHHUK MO KOCTIOMaM:
TaTbAHa HOrMHOBA
XYAOHHUK MO CBETY:
aNleKkceu xopolues
AaCCUCTEHT
XYA4OHHUKA-NOCTaHOBLLMKA:
cBeT/laHa He4yaeBa
Hay4HbI KOHCY/IbTaHT
CrMeKTaKnNA:

naHa paBaHau-thagau

B MNaBHbIX NapTUAX:
umMmnepartpuua dapax nexieBu:
nonvHa 6yngaxkosa
MOXamMMeZ pe3a-liax NnexaeBu:
reoprui eHanaues

UCMNOJIHUTENMU:
apTUCTbl NEPMCKOro 6anerta
apTUCTbl MMMaHca

[eTCKasA cTyauna Teartpa
OpHKecCTp TeaTpa

Anexcess MUpOUIHIYEHKO

PERFORMANCES

perm opera and ballet theatre
6+

* premiere

schaherezade

one-act ballet

to the music of suite
‘scheherazade’

by nikolai rimsky-korsakov

to 175th anniversary of the birth of
nikolai rimsky-korsakov

musical director

and conductor:

artyom abashev
author of libretto

and choreographer:
alexey miroshnichenko
set designer:

alyona pikalova
costume designer:
tatiana noginova
lighting designer:
alexey khoroshev
assistant set designer:
svetlana nechayeva
production science consultant:
lana ravandi-fadai

in the leading roles:

empress farah pahlavi:

polina buldakova

mohammad reza shah pahlavi:
georgy enaldiev

performed by

artists of the perm ballet company
extras

children’s theatre studio
orchestra of the theatre
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« ANEKCEM

MWpoOLLUHKYEeHKO — macTep 6aNeTHbIX
6nok6actepoB: 60/bLKX, C 3PGHEKTHLIMU
AEeKopauMAMU U KOCTIOMaMM,

C HanucaHHbIM 3aHOBO JIMOPETTO,

HO 3HaKOMbIM C AETCTBa CIOMETOM,

C KpYyeBOM HOBOM Xxopeorpacuu,

He OTKa3aBLLeMCA Npu 3TOM OT
KJIACCUYECKMX MYaHTOB, C JIMPUKOH

M rPOTECKOM, C IOMOPOM M NacdoCcom», —
XapaKTtepu3ayeT xopeorpaca AHHa
lanaiipa Ha cTpaHuuax Vogue.

BbinycKHMK Akagemuun PyccKoro 6aneta
M. BaraHoBOH U 3KC-TaHLOBLUMK
MapuuHcKoro Teatpa, MUpOLIHHUYEHKO —
OAMH U3 BeAyLUUX POCCUNUCKUX
xopeorpagoB HEOKNaCCUYECKOoro
HanpasneHuA. leHe3unc ero xopeorpadvu
BH/o4aeT ctunn Hoseppa, TanboHu,
Meppo, MeTtuna, BanaHuyrMHa, Popcaiita
M HaXOAMT BbipameHue B pasHbIX
HaHpax 6aneTHoro Teartpa: naHTOMUMe,
[EeNCTBEHHOM, XapaKTepHoOM,
KNlaccM4ecKoM TaHue. « Knaccuyeckan
JIeKCUKa C a/IeMeHTaM1 CTUIN3auun», —
oyepThia KOMOPTHYIO A/1A Hero cpeay
Jlapuca A6bi3oBa elue B 1997 roay, 1 Ha
NPOTAXEHUN BCEN CBOEN Kapbepbl OH
BepeH 3Toi maHepe. OAHaKo B 3TOT

pas, B «LLlaxepesaae», OH pelunn
o060MTHCb 6€e3 NnyaHTHOro TaHua.

Ero « lLlaxepe3aga» obpauieHa

Ha BauxHui BocToK. MoBogom

K COYMHEHMUIO CMeKTaKNA cTana
6uorpacdua umnepatpuubl MUpaHa
dapax MNexnesu — nepsoit

¥ nocneaHen KOPOHOBAHHOM
npaBuTeNbHULbI B cTpaHe. byayuu
3amyem 3a Moxammeaom Pesa-
waxom MexneBu, oHa Haxoaunacb

y BNacTu B APKUIA Nepuoa UCTOpUH
XX BeKa, KOTOpbIit CTan TakoBbIM

BO MHOrom 6narogaps ee genaw.

Mo usBecTHocTU dapax MNexneBu He
ycTynana Koposiese BenMko6putaHuu
Enuszasete Il, no nonynAapHocT® —
nepsoi neau CLUA MarknvH KeHHegu.

PERFORMANCES

& Miroshnichenko
ALEXEY is a master
of full-scale ballet blockbusters
with spectacular scenery and
costumes, with brand new librettos
on old-time stories, with laces of
new choreography still danced
on classical pointe shoes, with
lyric enchantment and grotesque,
with humour and pathos,’ that’s
how Anna Galayda portrayed the
choreographer on pages of Vogue.

A graduate of the Vaganova Ballet
Academy and the ex-dancer of the
Mariinsky Theatre, Miroshnichenko
is one of the leading Russian
choreographers working in the
neoclassical style. The genesis of
his choreography includes the styles
of Jean-Georges Noverre, Filippo
Taglioni, Jules Perrot, Marius Petipa,
George Balanchine, William Forsythe,
and was expressed in different
genres of ballet theatre: pantomime,
pas d’action, character dance,
classical dance. ‘Classical vocabulary
with elements of stylization,’ that
that is how Larisa Abyzova would
characterize his manner back in
1997, which he has remained faithful
to throughout his whole career.
However, in Schaherezade he does
not use the pointe technique.

In his Schaherezade Miroshnichenko
refers to the Middle East. The play
was inspired by the biography of the
Empress of Iran Farah Pahlavi, the
first and the only Queen regnant of
the country. Married to Mohammad
Reza Shah Pahlavi, she was in power
during a bright period of the 20th
century history, and she certainly
contributed to that. Farah Pahlavi
was no less famous than Queen
Elizabeth Il of Great Britain and almost
as popular as the first lady of the
United States, Jacqueline Kennedy.
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Ana MUPOLWHWYEHKO 3TO BTOPOWH
CMNeKTaK/b, BAOXHOB/IEHHbIN
HeXyA0MeCTBEHHbIMU haKTaMu
nuctopuu: B 2016-M OH BbINYCTUN
«3onywKy» MpoKodbeBa no
CLleHapHIO U3 HMU3HU 6aneTHbIX
apTUCTOB COBETCKOro BpeMeHH (3a
3TOT CNEeKTaKJ/b OH 6bl1 OTMEeYeH
HauuoHanbHOM TeaTpanbHOM
npemuen « 3onotasa MacKar). na
«Lllaxepe3aabl» xopeorpac Hanucan
NUOPETTO, B KOTOPOM NepeMekarTca
COObITUA HAaCTOALLEro U NpoLL/Ioro,
peasibHOCTb YCTyrnaeT Mecto
BOCMOMWHAHUAM U Ha060pOT.

B naptHepax y xopeorpada ero
NOCTOAHHbIE XyAOHHUKU-COABTOPbI.
CueHorpad AnboHa MuKanosa
BUPTYO3HO BNuUcana fOKyMeHTa/bHble
06BbEeKTbI U NpeaMeTbl MPaHCKOro
MCKYCCTBA B XYAO0XECTBEHHble
KoopAuHaTbl cnekTakna. TatbAHa
HorvHoBa macTtepcKu oTpasuna B
6aneTHbIX KOCTIOMax AU3anHEepPCKUH
06/1MK Bbl6paHHOM 3noxu. A ceeT

OT XyAoHHUKa AneKcea XopolueBa
pyucyeT Boob6parkaemMblii MUP Ha
rpaHvue mexay AeUCTBUTENIbHOCTbLIO
M cKasKkoi. CBOIO Urpy C oLlyLLEHUEM
BPeMeHHU U NPOCTpaHCTBa BegeT

M My3blKaJibHbI PYKOBOAUTE b
npembepbl Aptem A6alleB, B pyKkax
KOTOPOro cuMmeoHMYECKan clouTa
PumcKoro-KopcakoBa mepLaet
BCEBO3MOHbIMU OTTEHKaMM.

PERFORMANCES

For Miroshnichenko, this is the
second production inspired by
the non-artistic facts of history:
in 2016, he produced Prokofiev’s
Cinderella, based on a description
of ballet artists’ life in the

Soviet era (Miroshnichenko is

a winner of the ‘Golden Mask’
National Theatre Award for that
performance). For Schaherezade,
the choreographer wrote a
libretto in which the events of the
present and the past alternate,
reality gives way to reminiscing.

Choreographer’s partners again are
his permanent artistic co-authors.
Alyona Pikalova, a set designer,
masterly inserted documentary
objects and pieces of Persian

art into the creative coordinates

of the performance. Tatiana
Noginova skillfully reflected the
design image of the chosen age

in ballet costumes. The lighting
created by Alexey Khoroshev
pictures imaginary world on the
borderland between reality and fairy
tale. Artyom Abashev, a musical
director of the premiere, carries

his own play with the perception

of time and space, in his hands

a symphonic suite composed

by Nikolai Rimsky-Korsakov

glitters of every possible shade.
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AneKceir MUpOLLUHHUYEHKO,

Xopeorpad:

— C camoro Ha4ana mMbl NOHUMaNu,
YTO HOBbIA 6asieT Ha My3blKy
ctouTbl Pumcroro-KopcakoBa
«lllexepazaga» AoneH 6bITb
no motMBam 6uorpacduu HeKoewn
BbIAaOWENCA HEeHLUHDI.

BmecTe ¢ MOMMM NOCTOAHHBLIMH
coaBTopamu TaTtbAHOM HornHoBo#H

1 AnboHor NMMKanoBoi Mbl U3Y4YUNH

MHOMECTBO UCTOPHUA U OCTAaHOBWIIU
Bbl6op Ha Papax Mexneswm,
uvmnepaTtpuue UpaHa, cynpyre
Moxammeaa Pe3a-wwaxa Nexneswy,
€AUHCTBEHHOW KOPOHOBaHHOM

npaBuTe/ibHULE B UICTOPUU CTPaHDbI.

Ceituyac BCé BbIrNIA4MT TaK, YTO Mbl
MPOCTO HEe MOr/IN NPOATU MUMO

Hee, MNOTOMY YTO €€ HMU3Hb MOX0OHa
Ha CKasHy, M TaKoro yke He 6yaerT.

Joub 06eaHeBLLEro ABOPAHMHA,
®dapax Jub6a otnpaBunacb y4ynuTbCcA
BO ®paHLUIO MO CTUNEHAMUH,
yYpeRAEeHHOW UPaHCKUM LLUaxoMm,

Y ofHaMAbl 6blna npurnaweHa

Ha othMLManbHbIK NpUem, rae
NO3HAKOMMNACh C LIAXOM JIMYHO U
COBepLUEeHHO o4YapoBasna ero CBoeun
KpacoTon, yMOM U 61aropoacTBoM.
CornacuvBLUMCb CTaTb €ro eHow,
OHa BO3J10}KWUJ1a Ha CBOMU XpynKue
njae4yn oTBETCTBEHHOCTb 3a
KY/ILTYPHYIO U COLMAJIbHYIO HU3Hb
B cTpaHe. OHa cTpouna 60/bHULbI,

WKOJIbI, IeTCKUE caabl, oblianach ¢

NPOKaMeHHbIMHU, OpraHM30BbIBana
AN HUX KOMMYHbI, B KOTOPbIX
OHU MOI/IU XUTb MOSIHOLLeHHOWM
*u3Hblo. Boponacbk 3a npaBa
MeHwWwuH. MNoaaepxuBana
TPaAULMOHHYIO KYNbTYpY M

COBpeMeHHOe UCKYCCTBO; nomorana

My3efAM; BepHy/ia Ha POAUHY
OECATKU papuTeToB; Noay4ymB
apXUTeKTypHoe o6pa3oBaHue,
pa3BuBana ropoAcKylo cpeay.
OHa 6bina KpacuBa, BE/IMKONENHO
obpa3oBaHa, roBopuna

Ha HECKOJIbKUX A3blIKax...

PERFORMANCES

Alexey Miroshnichenko,

choreographer:

— We knew right away that the
new ballet to music of suite
‘Scheherazade’ by Nikolai Rimsky-
Korsakov would need to be based
on a biography of an outstanding
woman. Together with Tatiana
Noginova and Alyona Pikalova,
with whom we very often work in
collaboration, we have gone through
a long list of personal stories and
have chosen Farah Pahlavi. She
was a wife of Mohammad Reza
Shah Pahlavi and the Empress of
Iran, actually, she was the only
Queen regnant in the history of the
country. Now, as we think of it, it
looks like our choice was inevitable:
her life journey is as remarkable as
a fairy tale and is completely unique.

The only daughter of an officer
whose family, once affluent, was

in a difficult financial state, she
moved to study in France, and like
many Iranian students who were
studying abroad at this time was
on scholarship established by the
Shah. During his official visits to
foreign countries, he met with most
accomplished local Iranian students,
and that is when Farah Diba (her
maiden name) charmed the Shah
with her beauty, intelligence, and
dignity. After having become his
wife, she placed the heavy weight
of being responsible for cultural
and social life in the country on

her frail shoulders. Throughout her
reign she was building hospitals,
schools, kindergartens, she was
speaking with lepers and organized
communes for them where they
could live life more fully. She was
fighting for women’s rights. She
supported both traditional culture
and modern art, through her
patronage, dozens of artifacts from
foreign collections were returned
to Iranian museums. As a former
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XoTa noyemy «6bina»? Yyao aton
WUCTOPUU B TOM, YTO OHa elle He
OKOHYeHa. Bo BpemAa ucnamckou
peBonouun 1979 roaa dapax
MexneBu Bcnen 3a cynpyrom
6blna BbIHY}XAeHa NOKUHYTbL UpaH
HaBceraa. Bpema oTHANO ee
My}a, ABOUX U3 YeTbipex AeTeu,
HO camMa OHa HblHe HaxoAuTCA B
Aobpom 3apaBuun. PasymeeTtcs,
Mbl CBAA3a/IUCb C HEW, NOKa3anu
nuMbpeTTo, U OHa ero oaob6puna.

MbI He 3aHMMaemcsA NOJIUTUKOM,
Hall CMeKTaK/b O N06BH,
CTOMKOCTH, Bepe, Hajewae,
camootaaye. MNpumep dapax
MexneBu cTan AnA Hac KPacUBbIM
3CTETUYECKUM NOBOAOM.

3T0 MO NepBbIii CNEKTaK/Ib,

B KOTOPOM A obouienca 6e3
nyaHTHOro TaHua. Bce apTucTbl
TaHUYIOT B MArKUX Tydnax,

a oAHa TaHUOBLUMLA — Aaxe
60CUKOM. ITO, ECTEeCTBEHHO,
MCMNONIHUTENIbHULA [NTaBHOW NapTuu,
Y 3Ta geTajnb — OT/IUHYUTENbHasA
yepTa repouHU, XapaKTePUCTHKA
ee U36paHHOCTU U YeNoBEeYeCKOM
Xpynkoctu. B atom 6anete Het
TPaAULMOHHBIX apabCKUX TaHLEeB,
BCE, YTO 3pUTENIU YBUAAT, COMMHEHO
no MOTUBaM, B acCCOLLUAaTUBHOM
KJlloYe, HO, A HaZeloChb,
NoJIy4unochb AOCTaTOHHO
y6eaUTeNbHO B XyAOHKECTBEHHbIX
KOOpAMHaTax CrneKTakns.

PERFORMANCES

architecture student, Farah Pahlavi
took an active interest in promoting
urban development. She was
beautiful, highly educated, she
could speak several languages...

But why the past tense? The
beauty of this story is also in the
fact that it is not over yet. During
the Iranian Revolution of 1979,
Farah Pahlavi, together with her
family, was forced to leave Iran
forever. Time took her husband
and two of her four children away
from her, but she herself is now in
good health. Of course, we have
contacted Farah Pahlavi, and she
has approved the libretto.

This ballet has nothing to do with
politics, we don’t do that, the
performance is about love, courage,
faith, hope, and dedication. For us,
this is simply a good opportunity

to tell Farah Pahlavi’s amazing
story via aesthetic means of
choreography.

This is the first performance

i’ve done where choreography
doesn’t involve pointe work. All
artists dance in soft shoes, and
one dancer — even barefoot.
Naturally, she is the one who

does the leading part, and this
detail is a distinctive feature of

the heroine, which symbolizes
that she is a chosen one but,

at the same time, she is human
and fragile. The choreography

has been inspired by the Arab
dances, but there will be no true
traditional Arabic dancing in the
ballet, but | hope it turned out to be
convincing enough as a part of the
conventionality of the performance.
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@ MepMCHKUMK TeaTp

onepbl U 6aneta
BO/IbhraHr amagen mouapt
UaomMeHen
KOHIEPTHOC UCIOJHEHUE OIIEPbI
Ha UTAJIBSAHCKOM S3bIKE
C PYCCKMMHU TUTpaMH

LUPUHKep:
TeoA0p KYPEHT3UC
rnaBHbIM XOpMeEMCTep:
BUTaIUA MOJIOHCKUMA
XOpMeuncTep:

apuHa mMupcaeToBa
pexuccep:

HWHa BopobbeBa
XYZOHHHUK MO CBETY:
aneKcen xopoLues
BOKaJibHbIA KOyu:
MeneA ACOHUAMU

B I1aBHbIX NAPTUAX:
UAOMEHEeMN:

ceprev roguH
UAAMAaHT:
Mapu-KnoA Larnou
ANeKTpa:

3neoHopa 6ypaTto
WUnms:

MUHDb baH

XOP U OPKecTp
musicaeterna

PERFORMANCES

@ perm opera and ballet
theatre

wolfgang amadeus mozart

idomeneo

concert performance of opera

in italian with russian subtitles

conductor:
teodor currentzis
principal chorus master:
vitaly polonsky
chorus master:
arina mirsaetova
director:

nina vorobyova
lighting designer:
alexey khoroshev
vocal coach:
medea iassonidi

in the leading roles:
idomeneo:

sergei godin
idamante:
marie-claude chappuis
elettra:

eleonora buratto

ilia:

ying fang

performed by

musicaeterna chorus
and orchestra

¥ s famous
JOSEPH I reproach:
‘Too many notes, my dear Mozart,’
was popularized as an example of
the Emperor’s narrow-mindedness;
in fact, it was right what the

SHAMEHUTDBIN yrper

Hocuda Il — «cnvwKkom MHoro
HOT, Mo goporoi Mouapt», —
pacTUparUpPOBaHHbIA Kak NpUmep
orpaHM4YeHHOCTU UMMnepaTopa, Ha

camMoM AeJie O4eHb TOYHO Bbipakal
Brnevart/ieHMe COBPEMEeHHUKOB.
MHTEHCUBHOCTb CMbIC/IOBOIrO NOTOKAa
B My3blKe Mouapta 6bl1a ANna HUX
Ype3Bbl4anHOM: TaKk paHbLue He
nucasnu, U 3To, KOHe4Ho, c6MBano

C TOJIKY, Neperpy*ano peuenTopbl.

audience of that time thought of
Mozart’s music. The information
conveyed by his music was too

intense for them to follow: nobody
had composed like this before,
and it was really confusing and
overburdening.
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' U3 cTaTtbu
He3aBUCHUMOro
3anbubyprcKkoro
*ypHana Pfeffer
und Salz, umuTtaTa
no: Jlyukep M.,
Cycuako U. Mouapt
U ero Bpema. — M.:
UspaTtenbckuii aom
Knaccura—-XXI,
2008. C. 258.

From Pfeffer

und Salz, and
independent Austrian
magazine.

Cit. ex. Lutsker,
Pavel, and Susidko,
Irina. Mozart and His
Time. Klassika-XXI,
Moscow, 2008.

P. 258.

2MpuBoAnA 3TY OLEHKY
COBpeMeHHUKa
MouapTa UoraHHa
Poxnuua, Masen
Jlyukep 1 UpuHa
CycuaKo oTmevalor,
YTO UX 3HAKOMCTBO
«MpULLNIOCb
Ha BpeMs, Koraa elue
He 6blIM HanucaHbl
nosaHue onepbl
<...>, — TaK 4To
K KOHLLY }WU3HU
B3rNs4 KOMNo3uTopa
MOr NepeMeHUTbLCA,
HO 3TO YMe Apyron
Bonpoc. 34ech e
CTOWUT UCXOAUTDb
M3 TOro, 41O NO
KpaiHen mepe
Ha AecATuneTHe
B CO3HaHWU
camoro aBTopa
yTBEpAUNOCb MHEHUE
06 06pasLoBoOM
BbIpPa¥eHUH B
«pomeHee» ero
CO6CTBEHHOIO
B3rnsAa Ha
cepbe3Hylo onepy —
HKaKoM el HagNneXuT
6bITb» (Jlyukep M.,
Cycuaro WU.. C. 253).

MNEP®OPMAHCbI

OaHoWM U3 nepBbIX NAPTUTYP,
NnopasumBLLMX CTOJIMYHOE O6LLECTBO,
ctan «UpomeHnen» — utor
[LOBEHCKOro nepuosa 1 ogHa us
HEOCMOPMMbIX BEPLUMH B TBOPYECTBE
MouapTa: onepa, npo3By4aBLuas

B 1786 roay B KOHLEPTHOM
MCNOJIHeHUH, NpoU3Bena
BrneyvaT/ieHWe « CBepX Mepbl
nepenoJIHeHHOW akKoMMNaHeMeHTOM»'
M He CHUCKana ycnexa. BeHckue
cnywarenu, BepoATHO, YAUBUIIUCH
6bl, y3HaB, YTO B pAAY CaMbIX
CMe/bIX U FreHUasIbHbIX NPO3PEHUH
3TOro COYUHEHUA UMEHHO
OPKEeCTpOBOE MUCbMO CEroaHA CTOUT
eZiBa /i1 He Ha NepBOM MecTe.

Mpembepa « UaomeHeA», KoToporo
cam MouapT ueHun Bbiwe
OCTa/IbHbIX CBOMX OMnep — HapaBHe
¢ «/JloH HyaHom»2, cocTosnack npu
MIOHXeHCKOM aBope B 1781 roay:
3TOT 3aKas cTan AN KoMMno3uTopa
6onblon yaayen. Bo-nepsblx,

OH JAaBHO y}e MeuyTasn U 6bin

rotToB HanucaTb onepy, HO BCE

He NpeACTaB/IANOCh BO3MOKHOCTH.
BpemeHa, Koraa nATHaAUaTUIETHUA
Mouapt cBoum « Mutpuaarom»
NOKOPWJ B3bICKATE/IbHYIO MUJIAHCKYIO
ny6JIMKy, OCTaJIUCb B MPOLLIOM.
Tenepb emy gBaguaTb 4eTbipe,

OH 60/blle He BYHAEPKHUHA U

He AMKOBMHKA, 3a ero nje4yamuv —
HeyaadHaaA noesgka B Mapui,
KOTOpas 3aKoOH4YMIaCb HEe TOJIbKO
apTUCTUYECKUM NPOBasnoM,

HO U cMepTbio MaTepu. Tam OH

cTan cBuaeTenemM 3HaMeHUTOM
3CTETUYECKOM NOJIEMUKHK O cyabbax
onepbl, U3BECTHOM KaK « BOMHa
FMIOKUCTOB U NMUYYUHUCTOBY. C oaHOM
CTOPOHbI NPOTUBOCTOAHMUA HaX0AU/ICA
[nioK ¢ ero naeen MysblKanbHOM
ApaMbl U NOAYUHEHUA MY3bIKU
cnosy, ¢ Apyron — MrUYYUHM,
KOTOPbIX A0/roe Bpemsa 6bin Yy Hac
CHUMBOJIOM UTa/IbAHCKOIO YNOeHUA
KonopaTypamu, 3aC/OHABLUMMH
CMbICN NPOUCXOAALLErO Ha cueHe®.

PERFORMANCES

One of the first scores to shock
the Viennese society was
Idomeneo — one of Mozart’s
greatest achievements, a pinnacle
of pre-Viennese period of his life;
performed in 1786 in concert, this
opera left an impression of being
‘overfilled with accompaniment!,’
and was no success. Viennese
audience would probably have
been surprised to know that the
long list of all the bold and genius
insights of this work is topped
exactly by its orchestral writing.

The premiere of Idomeneo,
considered by the composer one

of his best operas along with Don
Giovanni?, took place in 1781 at

the imperial court in Munich. The
composer was very lucky to get this
commission. First and foremost,

he had long dreamt to write an
opera, and was more than ready
for this task, but there had been

no opportunity for that. Gone were
the times when Mitridate created
by the fifteen-year-old Mozart
conquered the sophisticated
Milanese audience. At 24 he no
longer was a child prodigy to marvel
at; behind him was an unsuccessful
trip to Paris which ended both in an
artistic failure and in his mother’s
death. There he witnessed the
famous aesthetic dispute on the
future of opera, known as the war
between Gluckists and Piccinnists.
One camp supported Gluck and

his ideas of musical drama and
primacy of text over music, the
other prefered Piccini who was

a long-time icon of the Iltalian
infatuation with coloraturas which
would obscure the meaning of
what was happening on stage?®.
However, Mozart never mentioned
this dispute in any of his numerous
letters to his father: ‘he prefered to
write operas, not to discuss them.#’
He answered with Idomeneo.
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Quoting Mozart’s
contemporary Johann
Rochlitz, Pavel
Lutsker and Irina
Susidko specify

that at the time of
their acquaintance
‘[Mozart’s] late
operas had not yet
been written [...],

so the composer’s
opinion might have
changed by the end
of his life, but that is
a different question.
Here we should rather
note that the author
was for at least a
decade convinced
that Idomeneo was

a model of his own
view of what a serious
opera should be.’
Ibid., p. 253.

He BCé B 3aTOM UCTO-
PUK NpU GaKKanLem
paccMOTPeHUH
BbIMNAAWUT Tak
OAHO3HAa4HO, Aa U BHe
3TOM 60pbLOLI ONepa
6blna coTpAcaema Ho-
BbIMU TEHAEHLUUAMM,
MEHABLWMU ee 06-
JIMK: HauWOHaNbHble
TpaguuMu — uTa-
NbAHCKaA U paH-
uy3ckaAa — gonroe
BPeMA 3aMKHyTble B
cBOei mcamogocTa-
TOYHOCTH, Ha4YUHaNU
BMUTbIBaTb UAEU APYr
Apyra.

Looking closer, one
may notice that this
situation is not that
unambivalent; apart
from this dispute,
opera was also
shaken by new trends
that were changing
it: Italian and French
national traditions,
for a long time
isolated in their self-
containment, were
now beginning to
absorb each other’s
ideas.

MNEP®OPMAHCbI

MouapT, TeM He MeHee, HA CNOBOM
He ynoMsiHyn 06 3TOM NoJIEMUKE HU
B O4HOM U3 MHOIMOYMUC/NEHHbIX MUCEM
K OTLY: «OH NMpeAnoYuTan nucartb
orepbl, @ HE TOBOPUTb O HUX»*.

Ero otBeTom ctan « UaomeHem».

BTopbIiM cyacTiuMBbIM 06CTOATE/ILCTBOM
B MeCALbl CO34aHMA onepbl CTano
coTpyaHuyectso MouapTa ¢ oaHUM

M3 Ny4YlimMx opKecTpoB EBponbi.

C yTBepxaeHveM Ha BaBapcKom
TpoHe Kapna Il, paHee usBecTHOro

Kak ncanbuckuin Kypdropct Kapn IV
Teonop, B MioHxeH nepeexana

M cO3ZaHHaA UM 3HaMeHUTan
MaHrermcKas Kanenna, KoTopyto
COBpPEeMEHHWUKHU OMUCHIBaNN Kak
«apMHIO, COCTOALLYIO U3 FreHepasoBy.
«Ewwe HM 0auH OpPKeCTp MUpa He
OOCTUran TaKoro CoOBepLUEHCTBaA.

Ero cdopTte nogo6HO rpomy, KpeweHa0
C/IOBHO Bogonaz, AUMUHYIHAO —
Hyp4aHUe XpycTasbHOro pyveiHa,
y6eraiouiero Baab, MMaHO — AblXxaHUe
BECHbI», — MUCan No3T U My3blKa/bHbIH
HypHanuct Kpuctman ®puapux
LLly6éapt. MouapTt npeKkpacHo y3Han
3TOT KOJJIEKTUB 3a Bpems NpebbiBaHWsA
B MaHreiive, Korga pasBuBanucb

ero oTHolleHusa ¢ Anousueir Bebep —
nesuLIEN U CeCTPOM ero yaylien
HeHbl, no3tomy B MioHXeHe OH

C pafoCTbio BCTPETUICA CO MHOTMMU
XOPOLIMMHK 3HAKOMbIMM, a FnaBHoe —
C KOJINEKTUBOM, CMOCOBHbLIM
BOMJIOTUTb N06ble ero uaewu.

He BblKasbiBas HU Maneuiuero
HeyAO0BOJIbCTBUSA MO NOBOAY
HeO06X0AUMOCTH NUCaTb B XaHpe
seria (TakoB 6bln 3aKka3) — TOro
camoro, 4To Tenepb No4YUTancsa
yCTapeBLUMM U KOTOPbIA NbiTancsa
pedopmupoBatb MoK — MouapTt
3HAYUTE/IbHO BUAOU3MEHWT €ro
M3HYTpU. YTO 3a ®aHp nonyyunca
«ae-thakto»n? ITo, Noxanyi, cambln
AUCKYCCUOHHbIA BOMNPOC, KacaloLwminca
«AaomeHesn»; eAUHOAYLLHOIO
OTBETa Ha Hero He CyLLeCTBYeT.

PERFORMANCES

Another happy coincidence during
the months of creating the opera
was Mozart’s collaboration with
one of the best orchestras in
Europe. When Karl Theodor, former
Prince-elector and Count Palatine,
became Prince-elector and Duke
of Bavaria and moved to Munich,
he took with him his famous
Mannheim orchestra, described

by its contemporaries as ‘an

army of generals.” ‘No orchestra

in the world has ever achieved
such perfection. Their forte is like
thunder, their crescendo is like

a waterfall, their diminuendo is

a murmur of a crystalline brook
running away, their piano is a
breath of spring,’ wrote a poet

and a music journalist Christian
Friedrich Schubart. Mozart became
familiar with this orchestra during
his time in Mannheim when he was
in a relationship with Aloysia Weber,
a singer and sister of his future
wife; so in Munich he was glad

to meet many of his good friends
and, above all, to find an orchestra
able to fulfill any of his ideas.

Showing no reluctance whatsoever
to have to write an opera seria
(which was the commission) —

by that time considered out-of-date,
and subject to Gluck’s reform —
Mozart transformed the genre

from the inside. What genre did

he in fact come up with eventually?
This is the most debatable
question about Idomeneo; there
hasn’t been a consensus yet.
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4 Yurapesa E.
Onepbl Mouaprta B
KOHTEKCTe Ky/bTypbl
ero spemeHd. — M.:
YPCC, 2000. C. 86.

Chigareva, Evgenia.
Mozart’s Operas in
the Cultural Context
of His Time. URSS,
Moscow, 2000.

P. 86.

o

Jlyurep M.,
Cycuaro WU..
C. 254.

Lutsker and Susidko,
p. 254.
¢ LIuT no: Yvrapesa

E.. C. 90.

Cit. ex. Chigareva,
Evgenia, p. 90.

~

AHTOH Paac —
nepebli
WUCMONIHUTENb NapTUX
UpomeHen. OTpbIBOK
13 nucbma Mouapta
K OTLY NPUBOAUTCA
no: Yurapesa E..

C. 90.

Anton Raaf created
the part of Idomeneo.
Mozart letter to

his father, Cit. ex.
Chigareva, Evgenia,
p. 90.

MNEP®OPMAHCbI

Ecnu B cepbe3HOM onepe «cTaporo
o6pasua» « MUctonorMieckue
60ecTBa, KOTOPbLIM AaBanu obeT
WU NOCBALLANMN XKepTBbl, BCceraa
OoCTaBaJICb BHE AEUCTBUA, TO
34€eCb OHW BCTYNaloT B HEro, TaKk#e
KaK U noaBnacTHble UM CTUXUHU

Y Aare MUDUYECKUe YyauLia.
YparaHbl, JIMBHA, rPOMbl U MOJIHUH
NPUCYTCTBOBA/IU U B K/TaCCUYECKOMN
seria — Ho 60/bLIer YacTblo

B apuAax cpaBHeHUA B hopme
MeTahop 4YesnoBe4YEeCKUX CTpacTen
M HUKOrAa Kak cneuuanbHbie
CL@HHUYECKUE MNOJIOHKEHHUA.
CoBepLueHHO UHOoe aeno — 6ypsa

B «UaomeHee». TaKKe U Hapoga,
ero oTAeNbHble CouunabHbie
rpynnbl B UTaIbAHCKOMW CEpbe3HOM
ornepe Bceraa octaBajUCb BHe
nona 3peH1a UKU NOABNANIUCD Ha
noAMOCTHax KaK Tosina 6e3mMosBHbIX
ctatucTtoB. B « UaomeHee»

poNb Xopa He CoKpaThnach,

a, HanNpoTUB, TONIbKO YCHUUNAcb»®.

Bce 3TW U3MeHeHHUA, KaK HECNIOKHO
3amMeTUTb, YCUIUBANU AUHAMUKY
NMPOMUCXOAALLEro Ha CLEeHe, a 3HauuT,
Y npousBoaunu 6onee cunbHoe
BO34EHUCTBME Ha Ny6nunKy. U3 nucem
MouapTa u3BeCTHO, HaCKOJIbKO
TOHKO U TOYHO OH YyBCTBOBas
npUpoay CLUEeHUYECKOro, Kak
NPUCTPACTHO OTHOCUICA

K y6eaAUTeNbHOCTH AeMCTBUA

M MOTUBaUuUK repoes. Hanpumep,
OH HECKOJIbKO pa3 CoKpalan «peyb
noA3eMHOro rosoca» («M3-3a ee
OJIMHDbI cnywaTtenu BCcé 6onblie

1 6onblue 6yayT y6exaarbca

B ee HepeanbHOCTM»®), a oaHyY

M3 apun NaomeHeAa 3ameHUN Ha
peynTaTtMB, MOTUBMUPYA 3TO TEM,

YTO «Ha cLueHe 6yaeT CTOATb TaKoM
WYM M TaKkoe CMATEeHHe, YTO apuA

B 3TOM MeCTe NPOoU3BeAET MNJiIoxoe
Bne4vartneHue, U, Kpome Toro,
NPOMUCXOAMT rpo3a — M OHA-TO

YH TOYHO He MpeKpaTuTcA

M3-3a apuu . Paada»’.

PERFORMANCES

While in the serious opera of old
‘mythological deities to whom vows
or sacrifices were made invariably
stayed out of the action, here they
are involved in it directly, and so

are the elements in their power,

and even mythological monsters.
Hurricanes, rains, thunder and
lightning did figure in the classical
seria, but mostly as metaphors of
human emotions in the arias of
semblance, and never as stage
occasions. The storm in Idomeneo is
an entirely different matter. Likewise,
the people and certain social groups
in the Italian opera seria would
always remain invisible or appear as
silent extras. In Idomeneo the role
of the chorus wasn’t diminished;
instead, it was only enhanced.?®’

It’s easy to notice how all these
changes would intensify the stage
action, thus making greater impact on
the audience. We know from Mozart’s
letters how sensitive he was to the
histrionic, and how exacting he was
about the credibility of action and the
characters’ incentives. For example,
he would cut the lines of the Voice of
the Oracle over and over again (‘its
length will convince the audience
more and more in its irreality®’),

and he replaced one of Idomeneo’s
arias with a recitative, with a reason
that ‘there will be such racket and
such commotion on stage that an
aria here will make poor impression,
and, besides, there is storm going
on, which definitely isn’t going to
stop because of Mr. Raaff’s aria 7.’

The composer created each

number of the opera in the same
careful way. ‘Gluck would have
generalized it: that is, he would

have reduced everything to the
simplest structures; Mozart, on the
contrary, individualizes it®’: he uses
his plethora of themes to show the
psychological mobility and complexity
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8 A6epT I.
B. A. Mouapr.
Yactb I. KH. 2. —
M.: MysbiKka, 1980.
C. 359.

Abert, Hermann.

W. A. Mozart. Part I.
Book 2. Muzyka,
Moscow, 1980.

P. 359.

® XapaKTepHasn
ANA onepbl seria
TpexyacTHaa dopma,
B nocneAHen yactu
KOTOPOW NOBTOPANCA
HayanbHbIA
Martepuan, a 3HaumT,
Y BO3BpalLanocb
ncuxonoruyecKoe
cocTofHue,
B KOTOPOM repou
HaynHan apuio.

A three-part form
typical of the opera
seria, where the
last part would
repeat the musical
material of the first,
thus returning the
character to the
initial emotion.

® HacoHos P.
Jlekuma
«“UpomeHen,
uapb Kputckun”.
He oKy,
pasmelleHHas
Ha caiTe Magisteria
(https://magisteria.
ru/mozart-operas/
idomeneus / parta
obpalleHun:
10.05.2019)

Nasonov, Roman.
Idomeneo, Re di
Creta. No Gluck.
Lecture posted

at the Magisteria
website (https://
magisteria.ru/
mozart-operas/
idomeneus /
retrieved on 10 May
2019)

MNEP®OPMAHCbI

C TaKo# e TLaTe/IbHOCTbIO
KOMMO3UTOP NOAOLIEN U K HanoJIHEHUIO
Kamaoro Homepa. « oK 3aecb
TUNU3UpoBan 6bl, TO ecTb cBes 6bl BCE
K npocTterdwunm opmynam, Mouapr,
HanpoTMB, MHAUBUAYANUIUPYET»E:
TeMaTU3M U36bITOYEH,

M306UJIeH, U 3TO MHOroo6pasue
KOMMO3UTOP UCMONb3YeT ANA
OTpaMeHUs NMCUXOJIOrM4YeCKoMn
NOABUMHOCTU U CJIOKHOCTH
nepcoHaxen. UHbIMKM cnoBamu,

OH aobuBaeTcA gpaMaTU4YeCKOMn
y6eanuTeNbHOCTH, O KOTOPOH

meuTan [MioK, He orpaHU4UBasn,
noao6Ho emy, cBo604y CBOEro
My3blKaJIbHOr0 BbICKa3bIBaHMA.

Ha cmeHy cTtatuyHoOM hopme

da capo® npuxoaAat dopmbl 6onee
OWHaMUYHbIe: oAHOYacTHasA,
AByX4acTHasA, BCe pa3HOBUAHOCTH
COHaTHOW. Boob6Lle xapaKkTepHas
A1 MOLLAPTOBCKOro MbILWIEHUA
COHaTHOCTb, ONepUpoBaHUe AOBOAAMU
My3blKaJIbHOM JIOTMKKU B Pa3BUTUMH
uenoro, npossnsetrca B « UaomeHee»
TaK, KaK HUKoraa npexae. dHeprus
OpKecTpa, BbIl/IeCKMBaETCA 3a
npeaesbl BOKaJbHbIX HOMEPOB:
thparMeHTbl akKOMMNaHUPOBaHHbIX
pe4yMTaTMBOB Noa4vac npeBpaLLarTcsA
B MaNeHbKHWe apuu C CONUPYIOLLUMH
MHCTPYMEHTaJIbHbIMW FOJI0CaMM.
HacblIweHHOCTb peuruTaTMBoB
TeMaTU3MOM, NEPERIUYKHA MeRay
HUMH U apUAMU NpeBpaLLalT
cneaoBaHWe HOMEPOB B KpenKko
CLUMTYIO TKaHb, OT Ha4yana 4o KoHua
NPOHU3aHHYIO CMbICNOBbIMKU HAUTAMM.

«[llopoi <...> HameTcA, 4YTo 3T0 —
YyTb JIM He ornepa CKBO3HOIo AEWUCTBUA,
YTO MO NMOCNeA0BaTeNIbHOCTU CBOEro
My3blKaJIbHOr0 pasBUTUA OHA He
YCTynaeT TakuM, Kasaochb Obl,
HoBHHKaM XIX BeKa, KaK NpeooneBLUNH
HOMEPHYIO CTPYKTYypy BarHep wnu
Bepau. Kaxerca, OoHU HU B 4eM He
npeB3oLwM B 3ToM nniaHe MouaprTa,
TOro, KOTOpbIii ecTb B “UaomeHee”»"©,

PERFORMANCES

of his characters. In other words,
he achieves the same dramatic
credibility Gluck dreamt about,
but, unlike him, he doesn’t have
to constrain his musical thought.

The motionless form of da capo®
aria gives place to more flexible
forms: one-part, two-part, all types
of sonata form. Overall, Mozart’s
characteristic keeping in mind the
principles of sonata form, and his
use of the arguments of musical
logic in developing the structure
are revealed in Idomeneo like
never before. The orchestra’s
energy expands beyond the

vocal numbers: fragments of
accompanied recitatives sometimes
turn into little arias underlined

by solo instruments. Recitatives
rich in musical themes and linked
to arias turn the succession of
musical numbers into a well-knit
fabric thread with meaning.

‘Sometimes [...] it almost seems
to be a through-composed opera,
seems that the consistency of

its musical development equals
to that of such novelties of the
19th century as Wagner’s or
Verdi’s transgressions of the
structure based on separate
numbers. Seems like they simply
didn’t outrival Mozart, the one
who composed Idomeneo™.’
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MeXAYHapOoAHbIN
TeaTpasibHbIK
thecTtnBanb

MM. a. N. YexoBa

AenapTtameHT
KYNbTypbl ropoaa
MOCHKBbI

npu CoaencTBUU
pervoHanbHoro
o6LecTBEHHOro
(hoHAa NnoanepPHKHU
MeXAyHapoaHoro
TeaTpasibHOro
thectnBana

MM. a. N. YexoBa

chekhov
international
theatre festival

department
of culture of the city
of moscow

in association

with the regional
public fund in
support of chekhov
international theatre
festival (chekhov
festival fund)

MNEP®OPMAHCbI

@ NepMCKUHW aKkageMUYeCKUH
TeaTp-TeaTtp

3PHECT XeMHUHIyaHr
CTapuK U Mope
YUTKa U nepgopmaHc

K 100-neTuto co AHA poXAEHHUA
op1a nobéumoBa

OT aBTOpa:
anna gemmgoBa

ajanTtauma TeKCTa,
cueHorpacuma U nocTtaHoBKa:
aHaTo/IMM BacuUNbeB
My3blKa:

BNaguMMUp MapTbliHOB

XYOOHHUK:
neTp nonos
XYAOHHMUK MO CBETY:
Tapac MMUXaneBCKUH
KOCTIOMbI:

BaguM aHApeeB

B aNu3o0jax:
BagMm aHgpeeB (adpuka),
TUMYP Kabunos,

ceprem 4epHbix (Mope)

B CMEeKTaK/e
My3blKa 3BY4YMT

B 3anMcu aHcambénsa onyc nocr
n/p TaTbfiHbl FPUHAEHKO

MHpOBasi IpeMbepa MOCTAHOBKHI
cocrosiack 19 uromns 2017

Ha MEXITYHAapOAHOM T€aTpaJbHOM

q)eCTI/IBaJ'[e HM. a. II. Y€XO0Ba

PERFORMANCES

& perm academic
theatre-theatre

ernest hemingway

the old man and the sea
the read-through

and the performance

in celebration of yuri lyubimov’s
centenary

author’s note:

alla demidova
adaptation of the text,
set design, direction:
anatoly vasiliev
music:

vladimir martynov

designer:

pyotr popov
lighting designer:
taras mikhalevskiy
costumes:

vadim andreyev

featuring:

vadim andreyev (africa);

timur kabilov,

and sergey chernykh (the sea)

the music in the performance
is recorded by

the opus posth ensemble
conducted by tatiana grindenko

the world premiere of this
production took place on july 19,
2017, at the chekhov international
theatre festival
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« CTAPUK 1 woper —

nepBbli Noc/sie ANUTENbHOIO
MOJIYaHUA POCCUMCKUIN CNEKTaK/Ib
pexuccepa AHaTtonuAa BacunbeBa.
CneKTak/ib Npo TeaTp Kak

cyabby, HU3Hb U 4yao. OH
noceALweH pexuccepy HOpuio
Jllo6umoBy, ¢ UMEHEM KOTOPOro
CBA3aHa anoxa teaTpanbHO1

Y rpaMaaHcKon cBoboabl B
Poccuun Bo BTOPOK NonoBUHE

XX BeKa. B noctaHoBKe 3By4ar
ABa rojioca: gpaMmaTU4eCKUmn —
NlereHAapHoOM aKTp1cCbl Annbl
JemuaoBo#, cbirpaBLuen
BeAyLliMe poJiv B IOOGUMOBCKUX
CNeKTaKNsaX B MOCKOBCKOM TeaTtpe
Ha TaraHKe, U My3blKa/lbHbI —
Ky/IbTOBOIrO KOMMO3uTOpa
Bnagumupa MaptbiHOBa.

AneHa Hapacb, Colta.ru:

— B nyyax cBeToBOro 3aHaBeca,
3HaMEeHUTOro 3aHaBeca
Jlio6rMmoBa, Mbl TepsAem
M3 BUAY aKTPUCY, rosioc ee
oTAeNAeTCA OT TeNla U BXOAUT
B YeKaHHbIX aKyCTUYECKUH
cnappuHr ¢ my3bikor Bnagumupa
MapTbiHoBa. CxBaTKa CTapuKa
C aKkyflaMu — nocnegHsAs,
6e3HazerHanA U 6e3ynpeyHan ero
6uTBa 3a KPacoTy U HU3Hb —
NnoxoMa Ha MexaHU4YeCKMH banert:
wynanbua, CnpATaHHble nog,
rony6oi TKaHblO 4O BPEMEHH,
BAPYr NpOCbINalwTcA
M Ha4YMHAIOT NMOroHIO 3a JIOAKOW.
XpycTanbHbli 6Mcep MOPCKUX
6pbI3r, pa3byKeHHbIN 3TON
TaHOM MeXaHUKOM, B3NleTaeT
Haj NOBEePXHOCTbIO CLEHbI,

M B KaKOM-TO MOMEHT KameTcsa,
4YTO OHa OTCTynMna, ctana
mopeM. TaK, nocne MHoOXecTBa
MeXaHU4YECKUX YCUIIUI A3blIKa

MU HéGa, BAPYr poraaerca obpas,
KUBasA *U3Hb. Bacunbes 3HaeT
LleHy 3TUM KoHTpacTtam. OH cam
KaK pbli6ak — AaBHO Hay4M/CA

PERFORMANCES

T h Old Man and the Sea
e is the first Russian
production directed by Anatoly
Vasiliev after a long period of silence.
The production is about theatre
as destiny, as life, and a miracle.
It is dedicated to the director Yuri
Lyubimov whose name is associated
with an era of stage and civil liberty
in Russia in the second half of the
20th century. There are two voices
in this performance: the spoken
one, belonging to the legendary
actress Alla Demidova who played
leading parts in Lyubimov’s
productions at the Taganka Theatre
in Moscow, and the musical
one, provided by the emblematic
composer Vladimir Martynov.

Alyona Karas, Colta.ru:

— The beams of the curtain of
light, Lyubimov’s iconic curtain,
steal the actress from our sight;
separated from her body, her
voice begins an acoustic sparring
with Vladimir Martynov’s music.
The Old Man’s fight with the
sharks — his very last, hopeless
and flawless battle in the name
of life and beauty — is a sort of a
mechanical ballet: the tentacles,
hidden previously beneath the
blue cloth, suddenly awaken and
start chasing the boat. Disturbed
by this secret mechanics, crystal
pearls of the seawater drops are
bursting above the stage, and
at a certain point, it seems that
the boards have given way to the
sea. That’s how after countless
mechanical efforts of the tongue
and the palate real life suddenly
begins. Vasiliev knows the value
of such contrasts very well. He is
like a fisherman himself, having
long learnt to wait patiently for the
bait to work. Together with the
conjurer of space Pyotr Popov,
he devised so many ‘baits,’ so
many incredible mechanisms and
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TepnenvmBo ¥AaTb, Koraa
HaMUBHKa cpaboTtaeT. Bmecte

C 3aK/MHaTeneM NpocTpaHcTBa
MeTtpom MonoBbIM OHKU NpUAyManu
CTOIbKO « HAXXUBOK», CTO/IbKO
BOCXUTUTE/IbHbIX MEXaHU3MOB

M OOBEKTOB, YTO U3 HUX MOMKHO
6b1710 6bI COCTaBUTL LieNblid My3en.
Ecnu 3aHumaellbcAa TeaTpom

KaK }U3HbIO, TO OKa3biBaeLbCA

y nocneaHen 4yepTbl, pAAOM

¢ camum TBopeHuem. OHU
3annblM CIUWKOM Aaneko. IT1oT

PERFORMANCES

objects, that they could have
filled up a museum. When you
do theatre like you live a life,
you reach the ultimate limits, the
creation itself. They have sailed
too far. It seems that this deadly
exaltation of art has always been
Vasiliev’s theme. The Old Man
and the Sea can tell the story

of his entire life as an artist in

a single scroll, with a soft touch
of cloth, wind, wave, and fate.

rnéenbHbIA BOCTOPI UCKYCCTBA, Alla Shenderova,

KareTcA, Bceraa 6bl1 TeMoHn
BacunbeBa. B npuTtye o ctapuke
M MOpe MOMHO Npo4YuTaTh BCIO
ero XU3Hb B UCKYCCTBE KaK
OZIMH CBUTOK, Kak TUXOe KacaHue
TKaHW, BeTpa, BOJIHbI, CyAb6bI.

‘Kommersant’:

— Vasiliev dedicates this requiem
to all great stage explorations.
There is an hommage to the
Chinese opera (a ‘real’ lion
who enters the stage once the

Old Man falls asleep with his
line tied to his leg), and effects
worthy of the Nouveau Cirque
that frequents the Chekhov

Anna LLleHagepoBa,
«KommepcaHTb»:
— BacunbeB nocesLLaeT 3ToT

PEeKBUEM BCEM BEJIMKUM
TeaTpaJibHbIM UCKaHUAM. 34ecb
€CTb U NOK/IOH KUTaUCKOM
onepe — «HaCTOALUN» nes.,
BbIXOAALIUK Ha CLEHy, eaBa
CTapuRy yaaeTca 3aCHyTb,
NpUBA3aB K HOre JIECKY, U
cneuaddeKTbl, 4OCTOMHbIE
HoBoro uupka, KoTopbIi Tak
4acTo NPUBO3AT Ha YeXOBCKUM;
HapucoBaHHaA Ha 3aHaBece
JIoAKa HanoMUHaeT uepornueg —
3T0 06 YBJIEYEHUU PYCCKUX
pexuccepoB BocTokom, a
JemuaoBa, 3acTbiBatowwan

B NPMU3paYHOM CBeTe KaK
Tparu4yecKoe UsBafaHue, —
AIBHbIA OMMa CreKTaknAm
Po6eprta YuncoHa. Ectb

B CNEeKTaK/1e U MHOIo 4Yero

ewe. U3 JliobumoBa. U3
Jevunaoson. U3 Bacunbesa.

N3 Hawen co6CTBEHHOM HU3HM,
KOTOpasn /iMleHa CMbicna,

HO MWTb, KaK AOKa3biBaeT

3TOT CNeKTaK/b, CTOUT Tak,
6yATO 3TOT CMbICN €CTb.

fests. The boat drawn on the
curtain looks like a Chinese
character — a reference to the
Russian directors’ attraction
to the Orient — and Demidova
freezing against the ghostly
light like a tragic statue is a
clear tribute to Robert Wilson’s
productions. The production
contains many other things
contributed by Lyubimov,
Demidova, Vasiliev. And things
from our own life, which is
essentially meaningless,

and still this production only
proves that it is worth living
like there is a meaning.
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28.05/15:00
28.05 /19:00

29.05 / 15:00
29.05 /19:00

BHUMaHUIO
3puTenen:
nocraHoBKa
fABnAeTcA
CMNeKTakneM-
nyteliecTBUeMm.

He peKoMeHAayeTcA
ANA AeTein mnaawe
7 net, a Takxe gnA
ManoMo6UIbHON
KaTeropuu
3puUTenen.

ANA y4acTus

B CMeKTaKne
pexkomeHAayeTcA
Bbl6UpaTb yA06HYIO
06yBb.

audience: itinerant
performance.

not recommended
for children 7 y/o
and under and not
suitable for people
with impaired
mobility.

we highly
recommend

the audience come
with comfortable
walking shoes.

KamcHaTKka

M AL

MNEP®OPMAHCbI

@ 3aBoA wnarvHa
My3blKanbHbIA nober
CreKTaK/b-nyTewecTeme
Korja Kjlaccuvieckasi My3blKa
BCTpEYaeTCAa

C UMMCPCUBHBIM T€aTPOM

My3blKasibHaA KOHLenuma:
MaKrKN Xenn
U agpuvaH WBapLLTanH

HoHUenuuA, cCoBMeCTHoe co3gaHue:

aApvaH LWBapuLwTanH
KPUCTMHA aruppe
MauKa 3rrepmKc
cepu actebaHenb
Knaygumo nesaTtu
aHAapea JIopeHLeTTH
LHYAUT OPTU3

NyUC neTu

AMo3en poka

34y poaunna

CaHTH poBUpa

rapv wodart

NPUCKa BUNa

TeaTp kamchatka
Knaygumo nesaTtu
aHAapea JIopeHLeTTH
amamAa MUHres

34y poaunna

rapv wodart

HopAau cone

conpaHo
ANeHn-nnanAa ctamenny

COMUCTbI OPKecTpa musicaeterna
nepBsasi CKPUIKa: 101ns raikonosa
BTOpas CKpPWMKa: apTeM HaymoB
BWONa Aa ramba: eBreHui CUHULbIH
KOHTpabac: AunsABep MeHameToB

npUWrnaweHHble My3bIKaHTbI
anbT: MIMAUA curega

6apo4yHaa TpaBepc-tenTa:
acAa cactuxaHoBa

KNaBeCUH: Mapus wabawoBsa
Teopba, rutapa: ABOp reHoB
NIOTHA:

KOHCTaHTUH LLEHUKOB-apXxapoB

PERFORMANCES

@ shpagin plant
musica fugit

itinerant performance
when classical music
meets

immersive theatre

musical concept:
michael hell
and adrian schvarzstein

concept, joint creation:
adrian schvarzstein
cristina aguirre
maika eggericx
sergi estebanell
claudio levati
andrea lorenzetti
judit ortiz

lluis petit

josep roca

edu rodilla

santi rovira

gary shochat
prisca villa

kamchatka theatre company
claudio levati

andrea lorenzetti

amaya minguez

edu rodilla

gary shochat

jordi solé

soprano
eleni-lydia stamellou

soloists of musicaeterna orchestra
1st violin: julia gaikolova

2nd violin: artem naymov

viola da gamba: evgeny sinitsyn
double bass: diliaver menametov

guest musicians

viola: lidia sigeda

baroque flute:

asia safikhanova

harpsichord: maria shabashova
theorbo, guitar: yavor genov
lute:

konstantin shchenikov-arkharov
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musica fugit ABnsaerca
NnocTaHOBKOW TeaTpa
kamchatka c yuactuem
Teatpa melando.
conpoatocep: LeHTp
CTapUHHOM My3bIKU
zamus, (KénbH,

repmaHus)

‘musica fugit’

is a production of

the kamchatka company
assisted by melando.
co-producer: zamus,

cologne, germany

NMEP®OPMAHCDI
HEKOTOPbIX oaen

(( ﬂ[lﬂ KOHLepTbl paHHen

MY3bIKHU AB/IAIOTCA CBOE06Pa3HbIM
y6euiLemM, OCTPOBKOM
CMOKOMCTBUA B LUYMHOM MMpe.
JnAa Hac Ke oHa A0MKHa CcTaTb
NOJIHOM NMPOTHUBOMOIOKHOCTDIO:
aKTya/lIbHOM, COBPEMEHHOM U
nonuTUYeCcKom», — cnosa Tomaca
Xédra (ZAMUS / KénbHCKKIA
LeHTP CTapUHHOM My3bIKH) CTalu
Kpeao cneKkrakna Musica Fugit.

Musica Fugit — nnu « MysbikanbHbI
no6er» — 310 peAaKUUA TPETbEro
cnekTakna Fugit Teatpa Kamchatka.
B cneKrakne Fugit ctpemneHue
NPOAOHKUTDb XyAOHECTBEHHOe
uccnegoBaHue TeaTpa v NpuaaTtb
HOBbIM CMbIC/1 COCPEAOTOUYNSIOCH

Ha uaee nonerta/nobera, KOTOPbIi1
ABNAETCA 4YacTbio 60n1ee KPYnHoro
(eHoMmeHa — 4yenoBe4yeCcKon
Murpauuu. B ueHTpe BHMMaHUA
no6er, HO 3T0 nober He AnA TOro,
4yT06bl CNACTHUCb OT Yero-To, a AN
TOro, 4To6bI 60POTLCA 3a HaZeKAY
Ha nyqywnin mup. CnekTaKknb
MU3y4aeT cTeneHb cBo60Abl,
KOTOPYIO KaXAbli oLlyLlaeT

BHYTPH ceba; cBo60Abl, KOTOpas
NPUBOAMUT K TOMY, YTO Ye0BEK
NOKUZAET MECTO, K KOTOPOMY OH
NpUHaanexuT. 3To nober, KOTOPbIM
HaBOAMT Ha pasmblwieHus; nober,
KOTOpbI TpebyeT connuaapHoOCTH
cocesen U KOMNaHbOHOB ANA

TOro, 4YTo6bl BbIXUTb. TO Nnober,

B KOTOPOM Mbl AOJIHHbI U36aBUTLCA
OT U3/IULLKOB U abcypaa, KoTopble
CTanun OCHoBOMONarawLwWMmu

B Haller HMU3HM.

B cnexTakne Musica Fugit

K aKTepam TeaTpa Kamchatka
NPUCOEAUHSAIOTCA MY3bIKaHTbI,
KOTOpble He3aMeTHO B/IMBAIOTCA

B 06LLYI0 rpynny, TaKxe u3obparasn
«MMMWUIpaHTOB BHE BPEMEHWY.

PERFORMANCES

[ F some people, concerts
OR of early music are
retreats, small islands of relaxation
in a noisy world. For us it should be
the opposite: current, contemporary
and political,” Thomas Hoft's
(ZAMUS, Cologne) statement became
the credo of the Musica Fugit.

Musica Fugit is an adaptation

of Kamchatka Company’s third
production: Fugit. In Fugit the desire
to continue the company’s artistic
investigation and give it new meaning
has led to focus on the idea of flight/
running away as part of a greater
phenomenon: Human Migration.

The focus is on fleeing, yet it is
fleeing not as a way of escaping, but
as a means of fighting for hope of a
better world. It examines the grade of
freedom one senses within, freedom
which drives one to abandon the
place one belongs to. A suggestive
and evocative flight in which we will
need solidarity from our neighbours
and travel mates in order to survive,
a flight where in order to exist we
will need to first get rid of the excess
and the absurdity which nowadays
seems fundamental in our life.

In Musica Fugit the Kamchatka
actors are joined by an orchestra of
musicians who blend in un-noticed
into the group and together

with whom they all portray the
same ‘timeless immigrants.’
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CneKTaknb norpyaeTt 3apuTens

B MUP, B KOTOPOM CYLLECTBYIOT
6eccueTHble NMYTH U, KameTcH,
6eCKOHEeYHOe KOJIMYeCTBO JIOKaUUi;
nepcoHaxu, KOTopbie TO NOABAAKOTCA,
TO UCYE3al0T; HECMETHOE KOJIMYEeCTBO
UHCTPYMEHTOB, 3BYKU OT KOTOPbIX
HUKOrA4a He CTUXaloT; nepen
3puTenieM pasBopaduBatloTcA

CUEeHbI, NO/IHbIe MO33UMN U HaZeMabl,
FPYCTHble U HENPUATHbLIE... BEeCb
CMNEeKTp 4YyBCTB NPOHUKAET Noa

KOMY M Bbi3blBaeT 6ypto IMOLUMN.

HacbiweHHasa noctaHoBKa
npesBpaLwaeT NpMUBbIYHbIe MecTa
obuTaHUA B TeaTpasibHble NOAMOCTKH
M 06BbeAUHAET MY3bIKY U TeaTp
CamMbIM HeOMAAHHbIM 06pa3oM.

3710 TeaTpanbHO-My3blKanbHOE
LEeNCTBO, HaleneHHoe NpodyauTb
YyBCTBa CONNAAPHOCTH, WeAPOCTH

M COCYLUECTBOBaHH1A.

PERFORMANCES

The show immerses the audience

in a world with numerous paths

and seemingly infinite locations,
characters which come and go,
boundless instruments whose
chords refuse to cease being played,
poetic, sad, hopeful and painful
images and scenes... a hoard of
sensations which enter your guts
and move you beyond words.

An intense production which
transforms public space into a stage
and which unites music and theatre

in a rare and unique way. This a
theatrical and musical show which
aims at waking up a sensation of
solidarity, generosity and coexistence.
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21.05 / 22:00

YYaCTHUKKU NPOEKTa
BblpaawTt
6narogapHoCTb
BEHrepcKomy
KY/IbTYPHOMY L€HTPY
B MOCKBE MY JIM4YHO
aTTalle no KynbType
rocnoAuHy WaHaopy
KO3/10BY

the project
participants are
grateful to the
hungarian cultural
centre in moscow
and personally the
cultural attaché
mr. sandor kozlov

NEP®OPMAHCBbI

@  3aBoA LnarvHa
NOJINTOMNOH
nepgopMaHC B TpeX 4acTsx

yacTtb 1
CLIEHbl U3 pOMaHa

aBToOp uaeu: Bnagucnas NecHUH

ConpaHo: HaTanbA 3aropuHCKasn
uumbanbl: 3HUKE rMH3epHU
CKpMWNKa, nuna: BlaauciaB NeCUH
KOHTpabac: Kap/0Cc HaBappo

PERFORMANCES

@ shpagin plant
polytopon
performance in three parts

part 1
scenes from a novel

ideologist: vladislav pesin

soprano: natalia zagorinskaya
cimbalom: enikd ginzery
violin, saw: vladislav pesin
double bass: carlos navarro

KpUcTOod wWTayae
«3anerna» ANnAa CKPUNKKU cono

christoph staude
elegie for violin solo

Abépab KRypTar

«UrpbI» U K OCKOJIKU»

4nq yMmban cono

«TeHU» N9 KoHTpabaca cono

gyorgy kurtag

‘games’ and ‘splinters’

for cimbalom solo

shadows for double bass solo

[MOH [I0y/IeH],
«He niaybTe, rpyCTHble (hOHTaHbI»,
Bepcusa 4N rosoca, nunbl, uumban
M KOHTpabaca

Ha CJIoBa aHOHUMa

john dowland

‘weep you no more, sad fountains’,
version for soprano, saw, cimbalom,
and double bass

lyric by anonym

6ena 6apTok

ABe BeHrepCKue HapoaHble NeCHU
U3 LUUKNa « 4eTAMY,

sz. 42,

BepCcHUA 414 NWJibl U uumban

béla barték

two hungarian songs

from a gyermekeknek (for children),
sz. 42

version for cimbalom and saw

LMOH MYKKU
«CTPAaCTHbIA NMUAUFPUM»

ANA ronoca U KoHTpabaca
Ha CJIOBA YWJIbsIMA LIIEKCIUpPa

john mucci

the passionate pilgrim

for voice and double bass
lyric by william shakespeare

0ao neapo onMBbepa
«BOZAOBOPOT» ANA Luumban

jodo pedro oliveira
maelstrom for cimbalom

Abépab KRypTar

«CLEeHbl U3 pomaHa», op. 19
ONA COnpaHo, CKPUMKHK, Lumban
M KOHTpabaca

Ha CJI0Ba PUMMBI JIaJIONI

gyorgy kurtag

scenes from a novel, op. 19
for voice, violin, cimbalom, and
double bass

lyric by rimma dalos
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Bnagucnas NecuH,
aBTOpP MJeu NMpoeKTa:
— MesI npeacraBum CueHbl 3 PomaHa,

KOTOPbIA HUKOr4a He 6yaeT Hanu-
caH. Ho, BO3MOXHO, OH KOMY-TO NpU-
CHUTCA BO BCEW MOJIHOTE BHYTPEH-
HUX KOMJIU3UIK B HEKMMA CHACTUBbIN
MOMEHT, 6narogapa My3blKe, BOO6G-
PaEeHUIO U Haller Cnoco6HOCTU
C/bilWwaTb CBOU BHYTPEHHUE rosioca.
Bce npousBeaeHUA UCNONTHAIOTCA
6e3 nepepbiBa B ONpeAe/eHHOM
nopsiike Ha HECKOJIbKUX CLieHaXx.
OTtpagHo, ecnu y cnywartenei Bos-
HUKHET OLLyLIEeHHe, YTO My3blKa
Abépana Kyprara, Kpuctoda LTayzae,
Benbl BapToka, Hoao Meapo Onu-
Bbepo, oHa MykKu u [xoHa [oy-
JleHaa Kak 6yaTo cneuManbHO co3aa-
BaJiacb A1 3TOr0 NPOCTPaHCTBa.
TekcTbl LeKkecnupa, Janow v aHo-
HuMa XVI BeKa 06pasyloT NnpUyyaiu-
Bbli BEHOK (KOMY-TO OH MOKaMeTcsA
TepHOBbIM), B KOTOPOM KaxKaoe U3
COLBETUH — BapuauuA Ha TeMy
HepasAeneHHOro YyBCTBa, MHaye
roBopsi — HeCOCTOAIBLUErocs CHOBMU-
LeHus.

Urpasa Ha CKpunKe ¢ NATH C NOJIOBU-
HOM NET, yKe He MbIC/ULb ee, KaK
HeyTo OT ce6a oTaenbHoe. Hecmo-
TPA Ha TO YTO OTHOLLUEHUA C HEr He
Bcerga 6e306n1a4Hbl, MHOrONETHUE
COBMECTHbI€ NMOUCKU Bblpa3vTesib-
HOCTWU MHOIOMY HacC Hay4u/u, a
MMEHHO — W raBHoe — 6bITb Kak
MOKHO 6epemHee Apyr K apyry
WUrpa e Ha nune — cTpaHHoe
X066U. ITO, KOHEYHO, OYeHb cre-
LM(UYECKUIA MHCTPYMEHT, HO Bblpa-
3UTeNbHOCTb ee vibrato 1 portamento
TaK POAHUT €e C Ye/IOBEeYECKHUM
rosoCoM, YTO, PUCKHY 3aMEeTHTb,

B 3TOM OHa He YCTYNnaeT HeXHenLwwen
KaHTUNEHe CTPYHHbIX.

OAHaKo HECHOJbKO NIeT Hasaj MHe
NPUCHUNCA My3blKa/lbHbIM UHCTPY-
MEHT, Urpas Ha KOTOpOM, f, Noa-
Ny, mor 6bl NOJIHOCTbLIO BbIpasvTb
ceba. Popma ero HanomuHana steel
pan (drum)', HO 3BYKH OXUBaNIU

PERFORMANCES

vladislav pesin,
the project idea author:
— We will show the ‘Scenes from a

Novel,” which will never be written.
But it may happen that probably it
will appear in someone’s dream
with the whole fullness of its inner
collisions in some happy moment,
together with the music sounds,
imaginations and the power to hear
our inner voices.

All the pieces go without pause

in a certain order on different
locations. It would be rewarding

if the audience has the feeling

as if the music of Gyorgy Kurtéag,
Christoph Staude, Béla Bartok, Jodo
Pedro Oliveira, John Mucci, and John
Dowland was created intentionally
for this very space.

The texts of Shakespeare, Dalos
and anonymous author of the 16th
century form the fanciful crown

(to someone it could seem thorny),
each bloom of which is a variation
on unrequited feeling, otherwise
speaking — failed dream.

When you play the violin since you
are five years old you can’t think

of it as of something separate,

it becomes a part of you. Despite
the fact that relationships with this
instrument are far from being always
rosy, a long-term mutual search for
expressiveness have taught us many
essential things, namely — and most
importantly — to treat each other
with all possible gentle care.

Playing a musical saw is a very
weird hobby. Without any doubt it

is a very specific instrument, but
expressiveness of its vibrato and
portamento makes it so similar

to the human voice that | dare to
note — in this it would not disgrace
the gentlest cantilena of strings.
However, a few years ago | had a
dream where | played a musical
instrument which, | felt, playing

on, | could totally express myself.
Its shape resembled a steel pan
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! CtanbHow 6apabaH
(aHrn. steelpan) —
yAapHbIA
MHCTPYMEHT
C onpeaenieHHON
BbICOTOM 3BYKa.
Ucnonbayetca
B acdpoKaprubCKoMn
My3blKe TaKuX
HanpaBeJ/ieHWH,

KaK KaJIMnco M cKa.
U306peTeH

B 1930-e roabl,
HeKoTopble
uccnegosartenu
CYMTAIOT CTaNlbHOM
6apabaH
€AUHCTBEHHbIM
HE3/IEKTPOHHbIM
My3blKa/IbHbIM
MHCTPYMEHTOM,
M306peTeHHbIM

B XX Beke.

Steel pan is

a percussion
instrument with

a certain pitch
sound. It is used

in Afro-Caribbean
music in such
music genres as
calypso and ska.

It was made

in 1930s, and some
researchers believe
the steel drum

is the only
non-electronic
musical instrument
invented in the
20th century.

MNEP®OPMAHCbI

HeMnocpeACTBEHHO NoZA NajnbLaMM.
M 6biIM OHU TATYYMU U paccbinyaTbl
OAHOBPEMEHHO, C/IOBHO NOTYCTO-
POHHAA 3Ta My3blKa NepenuBa-
JlaCb BCEMM KpacKaMu U OTTEeHKaMH1
LWesiKa, pa3byKEeHHOro NPUKOCHO-
BEHUAMU B OTBET Ha NOAMUIUBaHUA
TaHUYIOWKWX KYpaHTy CBETIAKOB.
370 6bINO rNYGOKOE U COKPOBEH-
HOE nepeuBaHue, U, KameTcs,
OJIMNIOCb OHO, Aaxe No MepKam

CHa, o4eHb A0nro. [TOMHIO MOMEHT,
Korga A novyyecTBoBan ceba abco-
JIIOTHO CYACT/IMBbIM, My3blKka 6blna
NoBClOAY, U Kamaoe HOBOe NPUKOC-
HOBEHWE K MHCTPYMEHTY CTaHOBM-
JI0Cb NMPOAOIKEHUEM YAUBUTEJIbHBIX
CO3BYYUI U FONOCOB, B NY/IbCUPYIO-
LWKX NeperJieTeHUAX KOTOPbIX BpeMs
TepASI0O CBOKO HEYMOJIMMOCTb.

M nogymanocb: 4To 3a He06X0AU-
MOCTb 3acTaB/ifieT Hac BHOBb U
BHOBb BbI3blBaTb B NaMATU Te yau-
BUTE/bHbIE r010Ca, YTO C/blWaTcsA
Ham BO cHe? BnacTtHaa ux marusa
6yATO A0 CUX NOP OT3bIBaETCA B
NabUpUHTaX YLIHbIX PaKOBUWH, NPoA-
leBas pe3oHaHC, OTMepAA y4yalleH-
HbIM cepALe6UeHUeM MrHOBEHHS,
pPOMAEHHbIe TULLKMHOW... U MHe cTano
KasaTbCA, YTO B 3BY4aHWUU MUJbI A
C/bily TOT COBEPLUEHHbIH UHCTPY-
MEHT U CJIOBHO HaxXOXyCb Ha rpa-
HULE ABYX MUPOB, B HEXAAHHO 06pe-
TeHHOM 3asepKarsbe.

Ho HasABy Kamaoe NPUKOCHOBEHHUe
o6peTano NJIOTHOCTb, CMbIYOK YyB-
CTBOBaJ CONPOTUB/IEHUE MeTanna —
YYTKOW M Kanpu3HOW MembpaHbl,
NPY*¥MUHHbIMK U3rM6amu oTBeYa-
olen Ha noset menoauu. B Tom
MecTe, r4e OHa poXAaeTcA, Kpan
6eneet oT KaHUMONH, ByATO cam
3BYK, HEMHOIO X0JIO4HOBATbIN, C
NepLMHKON B ropsie 0T MOPO3HOIro
BAOXa, 06pa3yeT KOPKY UHeA, —

M BOT Y€ C/IbILLHO, KaKk CTOHET
BblOra, rie-To BAanu NOKT CUPEHbI,
a 34ecb ronoc Nunbl BeaeT Aua-
Jior ¢ conpaHo, uMmb6anamu, CKpun-
KOM, KOHTpabacom U AyXxom MecTa.

PERFORMANCES

(drum)', but the sounds came to

life right under the fingers. Those
sounds were both viscid and friable,
as if this transcendental music was
iridescent with all the colours and
shades of silk, woken by touches in
response to the winks of the dancing
courante fireflies.

It was a very deep and intimate
experience, and seemed to have
lasted far too long even for a dream.
| remember the moment when | felt
absolute happiness, music was all
around, and each new touch to the
instrument turned into continuation
of miraculous harmonies and voices,
in the pulsed interlacing of which the
time lost its inexorability.

And | thought: what kind of need
forces us again and again to recall
those miraculous voices that are
heard in our dreams? Their powerful
magic still seems to echo in the
labyrinths of the auricles, prolonging
the resonance, measuring by

the rapid heartbeat the moments
produced by the silence... And

| began to feel that in the sounds of
the saw | heard that perfect absolute
instrument, as if | found myself on
the line between the two worlds, in
an unexpectedly discovered universe
behind the Looking Glass.

But in reality, every touch acquired
substance, the bow felt the
resistance of the metal — a sensitive
and capricious membrane, the
spring bends of which responded

to the melody flight. In the place it
takes its birth, the edge becomes
white from the rosin, as if the

sound itself, a bit coldish, with

a slight rasp in the throat from a
frosty breath, forms a crust of silver
thaw, — and you hear the moan of
the blizzard, somewhere far away
the singing of the sirens can be
heard, and right here the voice of the
saw conducts a dialogue with the
soprano, cimbalom, violin, double
bass and the spirit of this place. >
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yacTtb 2 part 2
a KoHuenT a concept
aBTOp UAEMU: ideologist:

AUMUTPUC aecunnac dimitris desyllas
yAapHble: percussion:
AUMUTPUC aecunnac, dimitris desyllas,
aHApen BONOCOBCKUH, andrey volosovsky,
HUKONaM KOHaKoB nikolay konakov
xopeorpac: choreographer:
KpeCTUHa E/IKMHa krestina yolkina
XYAOHHUK MO KOCTIOMaM: costume designer:
aHacracuAa Baumap anastasia vaimar

pexuccep: director:

HWHa BopobbeBa nina vorobyova
npurnaweHHble TaHLOBLLUKU guest dancers
AHUC KCEeHaKH!c iannis xenakis

psappha for percussion
rebonds a for percussion
okho for percussion
rebonds b for percussion

psappha gna yaapHbIx
rebonds a AnAa yaapHbIX
okho ana yaapHbIx
rebonds b ana yaapHbIx

dimitris desyllas,

the concept author:

— Walking in a Xenakian Polytopon.
Attraction of sound,
attraction of energy,

AUMUTPUC Aecunnac,

aBTOpP KOHLenTa:

— lporynKka no NoAUTONOHY
AHuca KceHakuca.
BneueHue 3ByKa,

B/ieYeHHUe 3Heprum —
3HEepPruu KPaco4yHOM NO33UM.
3T0 apxeTUNUYeCKUM 3BYK?
Wnu 3BYK Gyaywero?

EcTb N1 cBA3b MeXKAy HUMKU?
Marua nepKyccuMM CKBO3b
MHOrOroIoCHbIM npouecc.

HanpaBneHHOCTb Hawero nynbca.

B noucKax Hawero 3ByKa...

the energy of a colorful poetry.

Is this the archetypic sound?

Is this the sound of the future?

Is there a connection in between?
The magic of percussion through
a polyphonic process.

Our inner pulse in movement.

In the search of our sound...
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npy NoAAEpPHKe
MacTepCKon
WHAMBUAYabHOM
pexuccypbl (MUp-5)
6opuca toxaHaHoBa

with the support

of studio

of individual
direction (mir-5)

of boris yukhananov

© georgy mansurov
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yactb 3
6enakBsa

aBToOp Uaeu:
reoprui MaHcypos

TeaTpasibHaA KomnaHuA
PRAEGRESSUS

XYAOMECTBEHHbIA PYKOBOAUTEND,
pemuccep, KOMNO3UTOP:
reoprui MmaHcypos

Xopeorpad, akTep:

aneKkcaHgpa pyauvk

aBTOp MbeChl, aKkTep:

naeen Kpasew
XYAOMHUK-NOCTaHOBLUUK:
eHaTepuHa panxoBCHKanA

aBTOp NpoeKTa septemairis
(NPOEeKT TeaTpasbHOW KOMMNaHUU
PRAEGRESSUS):

MBaH CBaTKOBCKWUK

KOMMO3UTOP, UCMONHUTENb, apda:

CUCH pajda

PERFORMANCES

part 3
bel aqua

ideologist:
georgy mansurov

performed by PRAEGRESSUS
theatre company

artistic director, stage director,
composer:

georgy mansurov
choreographer, actress:
alexandra rudik

playwright, actor:

pavel kravets

set designer:

ekaterina raikhovskaya
ideologist of septemairis project
(by PRAEGRESSUS

theatre company):

ivan svatkovsky

composer, performer, harp:
sissi rada
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reoprui MaHcypos,
aBTOp UAEU NpoeKTa:
— ... KaK-To CTpaHHoO, corna-

PERFORMANCES

georgy mansurov,
the project idea author:
— ...you know, it seems a little bit

CUCb, B PEHUME, CKaKeM, POK-
KOHLIepPTa UCMNOJIHATL KaKylo-To
K/1aCCHUYECKYI0 My3bIRy. po-

CTO MOTOMY, YTO TPaAULMUA U
«3TaJIOHHOCTb» KPUCTaN/IM30BaIu
3TU HOPMbl B HEYTO, YEeMY Mbl KaK
6bl CYHKUM U 4YTO XpaHUM. U nos-
TOMY HaM B HUX CBO604HO, U Mbl
3HaeM, 4YTO M KaK B HUX CKasaTb.
A BOT KaK NMPUKOCHYTbCA KO Bpe-
MeHU? 3To BoOnpoc.

CTtporo rosops, 3aBoj, y#e Toxe
CTaHOBUTCA YeM-TO 4OCTaTOYHO...
yctapeBWUM? PasmbiTbiM [MMeto
B BUAy camo noHAaTtue]? Ceii-

Yyac BeAb 04eHb 6bICTPO hop-
MUpPYEeTCA TPaAULUA, NOCKONIbKY
MHdOPMaUUA CTPEeMUTESIbHO
nepeTeKaeT U3 O4HOM cpeapbl

B Apyryto. Ho B To e Bpemsa Ha
3aBoge ecTb NpaBUbHbINA KOH-
TeKCT. Bo-nepBbIX, KOHTEKCT
uccneaoBaHuA. Bo-BTopbIX, Kak
6bl KOHTEKCT MaTepPUaNbHOCTH,
NOTOMY 4YTO 3TO CBOEro poAa
NPOTMUBOMNOJIOKHOCTb Xpamy.

WU rkoraa 3aBoa ctaHoBUTCA Xpa-
MOM — 3TO Ye noteHuuan anq
akumu. Mbl Kak 6bl ULLEM HOBbIA
Xpam A4ns HOBOro BpeMeHHM.

Bnagucnas NecuH:
— W 10, 4em mbI Tam 3aHKMa-

eMcfl, MOXHO 6bls10 6bl Ha3BaTb
HOBOWM XPamMOBOM My3bIKOM?

reoprui MaHcypoB:
— Hy, B KakoM-To cmbicne Aa.

Mouyemy BooGLLe TpebyeTcA
HoBbIA Xpam? MoTomy 4TO ero
TpebyeT HoBoe BpeMA. Peyb He o
penvruu, a UMeHHo 06 UCKyccTBe
M O KAKOM-TO CBSILLEHHOAENCTBUH
Ha TeppPMUTOPUM, KOTOPOM CcTan
3aBoa. Mbl He MoXeM He pearu-
poBaTb Ha 3TOT 3anpoc BPeMeHHM.

weird to play, let’s say, classical
music in the format of a rock-
concert. Just because that
tradition and ‘gold standards’
crystallized these forms into
something, what we serve for and
cherish. That’s the reason why we
feel so free, working with these
forms, and that’s why we know
what to say and how to say.

And how to touch the time? That
is the question to think on.

In essence, the Plant is also
turning into something...
outmoded? Washed out [| mean
the concept]? Today the tradition
gets a fixed form very fast, since
the information flows rapidly
from one sphere into another
one. But at the same time the
Plant has the proper context.
First of all, it is the context of
research. Secondly, it is a sort
of the context of corporeality,
because in some way it is an
antipode to a Temple. And when
the Plant becomes a Temple —
this reveals action potential.

We are in a kind of a search for
a new Temple of the new Era.

vladislav pesin:

— And do you think it is reasonably
to name what we do there
a sort of new temple music?

georgy mansurov:

— Well, yes, in some way. Generally,
why do we need the new Temple?
Because we live in a new Era
which requires it, | mean new art.
| am not talking about religion, but
about art and some sacral actions
and performing in the space which
the Plant has turned into. We can’t
ignore this requirement of time.
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BnagucnaB NeCHH:
— o 6onbwomy cyeTy, TO, YeM Mbl

BnagucnaB NeCHUH:
— Generally speaking what we do

Tam [B HoBOoM Xpame] 3aHUMaeMcs,
ecTb cnyxeHue? U B aTom cocTouT
Hawe npeaHa3HavyeHue. Mbl KaK
6bl TBOPUM HOBYIO JIMTYPTrUIO
3BYKa, C/I0Ba, CBeTa, NPOCTpaH-
cTBa. Tak 3aBog ob6peTaeT BTOpylO
HMU3Hb, 61arogapa coBpeMeHHOMY
MCKYCCTBY, 1 Bpemsa, BO3MOXKHO,
«YBEHYaeT Hallu roJsioBbl NaB-
pOM», €C/IM HaM yAacTcsA yXBaTUTb
B KpacKax ero HbIHeLLHIO CYTb.

there (in the new Temple) is
ministration? And that appears

to be our mission. We are kind of
creating a new liturgy of the sound,
word, light and space. And the
Plant finds the second life, thanks
to contemporary art, and the Time
will probably bring us laurels if we
succeed to catch its substance

in the full range of colours.

georgy mansurov:
— That’s true.
An interesting question: how do

reoprui MaHcypoB:
— [Mla, BepHo.

MHTepecHo, 0TKyaa BooGLLe NPUXO-
LAT HOBble Uaeun?

Bort, K npMmepy, B HalleM CneKTa-
Kne coeauHAtoTcA bekKer, [laHTe

1 «JlomocTpoi»... Kak oHu BcTpe-
TMAUcbL? Moyemy? IT0 ONAThL HKe
CBfi3aHO C 0CO6EHHOCTAMM peab-
HOCTH, B KOTOPOM Mbl }KUBEM.
Mupa, rae Bcé co Bcem CBAI3aHO

Y NnepernieTeHo camblM NPUYYAIU-
BbiM 06pa3oMm. A elle — JIMYHO ANA
MeHA — C MEeHTa/IbHbIMK Pas/iuyu-
AIMU U KaKUM-TO NTYGUHHbIMU hrUno-
CO(hCKUMU OCHOBaMM, Ha KOTOPbIX
CTPOMTCA BOOGLLE JIOTMKA HU3HW.

Al paccmaTpuBalo 3TOT nNpouecc Ha
npuMepe KaToJIM4EeCKOoro U npaBo-
C/1aBHOrO MMpOB, KOTOPbIe cenyac
HEKUM 06pa3oM ABUMHYTCA K 06b-
eauHeHuo. Peub 0 TOM, KaK Mbl
(Poccus, pycckue) ctpemumcs 6bITb
4YacTblo €BPONENCKOro KOHTEKCTa
(310, BNpo4yeM, 6blJI0 Ha NPOTSAHKe-
HWUWU BCEX UCTOPUMU HaLleM CTpaHbl)
Y NMO3TOMY NEepPeHUMaEM « YyKUe»
topmbl. ITO BbipaxkaeTcs, B 4YacT-
HOCTH, B TOM, KaK Mbl }MBEM, rae
BCTpe4Yaemcs.

Bo3bmeM, Hanpumep, Takonh 06b-
eKT, Kak ToproBebii LieHTp. Mo naee,
3TO CBOEro poAa CBETOY LUBU-
NIU30BaHHOM MU3HU, MECTO, Kyaa
YyCTPEeMJIEHO YYBCTBO €BPONENCKOro

new ideas come to mind?

For example: in our performance
we merged Beckett, Dante and
Domostroi (Homebuilding)... How
are they connected? Why? Again it
refers to the distinctiveness of the
reality we exist in. To the world,
where everything is connected and
interlaced in the most charming
and wonderful way. Moreover —
personally for me — to mental
differences and to some profound
philosophic principles which the
logic of life is generally based on.
| consider this process on the
example of two worlds — Catholic
and Orthodox — which nowadays
tend to come to unification. I'm
talking about us, Russian people,
who aim to become a part of
European context (well, this, must
be said, was happening through
all the periods in the history of our
country) what makes us to adopt
‘alien’ forms. It comes out in the
way we live, the places we meet.
Let’s take, for example, such

an object as Shopping Centre.
Basically it is a kind of bastion of
civilized life, a place where the
sense of European conscience
heads for. It is directly connected
with the perception of the world
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co3HaHuA. OHO HanpAMYylo CBA3aHO

C BOCMpPUATUEM MUPA U BO3MOKHO-
CTblo ycTaHOBNeHUA Pasa Ha 3emne.
KaTonuku BepAT B Hee, NO3TOMY B MX
cucteme npucytcTByeT Mana PUMcKui,
HaMmecTHUK Bora Ha 3emne. A y Hac,
npaBOC/IaBHbIX, HET TaKOro 3eMHOro
HaMeCTHUKa — a BCE MOoTOMY, YTO HeT
MbICJIA O TOM, YTO Ha 3eM/ie BO3MO-
HeH Paii. U 310 oueHb cepbesHbii,
thyHAaMeHTaNIbHbIM BOMPOC, KOTOPbIM,
Koraa Mbl Ha4MHaeM UM 3ajaBaTbCA,
KaKMM-TO 0CO6EHHbIM CBETOM O3apseT
Hawy AeNACTBUTE/IbHOCTb.

Mostomy [laHTe C ero YMCTUIMLEM
coeauHAeTcA ¢ «JJomocTpoem» € ero
CMUPEHHbIM BOCMPUATUEM HU3HH,
0COGEHHO B ee Te/leCHOM thopme U
aKTe NMOKasHHOro XepTBOMNPUHOLLE-
HUA. A 3TU ABe KOHLUENUWU CTaNIKU-
Balo, OHM, KaK ABa BeLeCcTBa, CMeLUu-
BalOTCA — W BbIXOAWUT CTPaHHas, HO
No6onbITHaA Bellb.

He meHee cTpaHHas 1 He MeHee 060-
NbiTHaA Belb — AYXOBOW MHCTPYMEHT,
KOTOpPbI Mbl BNiepBbie NpeabsBUM
mMupy. MyTb Mo co3aaHUI0 3TOro YAUBKU-
TENbHOro MHCTPYMeHTa 6bin gonrum. OH
NoABW/CA B BOOOPaKEHUH, KaK HUBOE
CYLLECTBO, Koraa Mbl paséupanu BTO-
poi akT «Po3bl u Kpecta». Ocobbii
KJIOY K AieUcTBUI0. U yauBUTENBHO,
KaKMMHU NYTAMU Mbl M0Jly4aem BOT
Takue Kpuctannbl Teatpa. OH CNOBHO
CKeJleT KaKoro-To ApeBHEro CylecTsa
WM NOILMM MTMraHTCKUA LBETOK. TauH-
CTBEHHbIH }UTe/Ib HaLlero 3aBoAa, POH-
[OEHHbIX B OrHe. JTO KaKk AyX MecTa,
XO3fIMH NPOCTPAHCTBA, B KOTOPOM Mbl
oKaxemca! BaHa [CBaTKOBCKWIA] U
HacTta [Baumap] BNOMWAK CTONBKO
NIIo6BU B €ro poMaeHMe — U poauioCb
HEeYTO COBEPLUEHHO YHUKanbHoe. Mbli
HeAaBHO NOAy4YUnU nbecy U3 bepnuHa,
cneuuanbHO HanMcaHHY Halueu noa-
pyro ana dectusana. OHa apducT u
3/IEKTPOHHbIA MY3bIKaHT, U Mbl FOTO-
BUM eLLe MHOrO MHTEpeCHOro: 6yayT
3KCMNEPUMEHTAJIbHbIE MHCTPYMEHTbI
POCCUIMCKOro NPOM3BOACTBA U Lie/IbIH
PAA PEAKUX INEKTPOHHBIX « 3BepeM».

PERFORMANCES

and the opportunity of setting the
Paradise on the Earth. Catholics truly
have such faith, that’s why in their
system of beliefs they have Papa, the
vicar of God on the Earth. But for us,
Orthodox Christians, there is no such
a vicar, and the reason is that we

do not have a thought that Paradise
on the Earth is possible. And this

is quite a fundamental and serious
question, which once we think on —
illuminates out reality with some
unusual different light.

And that’s why Dante with his limbo
connects with Domostroi with its
acquiescent perception of life,
especially in its material form and
act of repentant sacrification. | push
these two conceptions together,
they mingle like two liquids, and

as a result we witness a weird but
interesting piece.

No less weird but no less interesting
thing is a new wind instrument,
which we will first show to the

world. This wonderful instrument
took much effort to create. Its idea
came to us — almost like a living
being — while we were working on
the second act of Alexandr Blok’s
The Rose and the Cross. It gave

us a push to act. Isn’t it amazing
how the theater sometimes grants
us its gems? This one resembles a
skeleton of an ancient being, or a
giant singing flower. The mysterious,
flame-born inhabitant of our plant. It
is the spirit of the place, the keeper
of the location! Vanya [Svatkovsky]
and Nastya [Anastasia Vaimar] put
so much love into its creation — and
it came out as something absolutely
unique. We have recently received a
piece written specially for the festival
by our friend in Berlin. She is a harp
player and electronic musician. We
have much more in store: there

will be Russian-made experimental
instruments and a whole array

of rare electronic ‘beasts.’
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MBaH CBaTKOBCHKMUMH, ivan svatkovsky,
aBToOp NpoeKTa septemairis: ideologist of septemairis project:
— Septemairis — TaK Mbl ee Ha3Banu. — Septemairis. That is the name
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Bbino paboyee HasBaHUe «Tpy-
631pa». ITOT UHCTPYMEHT poaunca
B 2017 roay B xoae Hawewn paboThbl
Haa nbecoi BaoKka. Yto cumBonusn-
pyeT 3ToT UHCTPYMeHT? OH, a Touy-
Hee OHa, TaK KaKk Septemairis KeH-
CKOro poaa, CUMBOJ/IU3UPYET Mnpe-
ogoneHue. OHa noAeBnaAnachb Yepes
npeogonieHre. Kamabli 3anom, Kam-
AObli U3rub ee MeaHbIX LBETKOB —
310 60nb. MpHyem 3aecb 60nb?
OTKyaa 6onb? Bonb 3a nogen, 3a
WX YecTono6ue, KOTopoe oTpama-
eTcA WwpaMmaMu Ha ee Tene. 3ByK
Septemairis uaet ot agpa 3emnu u
HeceT B cebe naBy, KOTOpas BbIXU-
raeT Halu Nopoku. Bot Takaa nony-
yunacb AeBo4YKa — Septemairis.

we have given to it. The working
title was ‘trubeira.” An instrument
was born in 2017, while we were
working on Blok’s play. What does
it symbolize? It — or rather she,
as Septemairis is feminine —
symbolizes endurance. Endurance
of all the struggles of its creation.
Each bend, each curve of its brass
flowers is an embodiment of pain.
Why pain, you ask? Where did pain
come from? The pain she feels for
mankind and its ambition — the
pain that has left scars all over her
body. The sound of Septemairis
comes from the Earth’s core

and cleanses our sins with lava.
Septemairis is quite a peculiar girl!




MNEP®OPMAHCbI PERFORMANCES

c
[]
£
c
<
X
£
<
8
k]
=
'—
©




207

28.05 / 23:00
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@ 3aBoA wnarvHa

yAap mosoTa

nepcopmaHc ammer & einheit
HUCIIOJIHSETCA Ha pyCCKOM, HEMEIIKOM
n aHI‘.HI/IfICKOM A3bIKaX

Ha TeKCTbl
KHUI'M CTUXOB « Mayka opAepoB»
aneKkces racrteBsa

C Nponorom,

LUYMOBOW OPKeCTpOBOM
UHTEepoguen

M 3MNUI0rOM

WUCTMONIHUTENU:
aHgpeac ammep

pPUKa BNYHK

fm einheit

cackua (OoH KIAUTUMUHI
thonbKep Kamn

BOKan:
apTUCTbl Xopa musicaeterna

NOCTaHOBKA, KOCTIOMbI:
cTedaHu remrep
Xopeorpadp:

pPUKa BNYHK
XOpMeHncTep:

aHTOH 6arpoB

NOMOLLHUKU peruccepa:
nouma 6040B, 3JIbKe JIMHK
nepeBOAYMK:

po3Mapu Tuue

PERFORMANCES

@ shpagin plant
hammerschlag

performance by ammer & einheit
performed in russian, german,

and english

on the texts

of pachka orderov

(a packet of orders)

by aleksei gastev

with a prolog,

a noise orchestra interlude,
and an epilog

performers:
andreas ammer
rica blunck

fm einheit

saskia von klitzing
volker kamp

vocal:

artists of musicaeterna chorus

stage, costumes:
stephanie geiger
choreographer:
rica blunck
chorus master:
anton bagrov

production assistants:
lucia bochow, elke link
interpreter:

rosemarie tietze
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H AH co34aTb My3bIKy? I_hlv to make music?

B cBoem «Opaepe 06» pycCKMi In his Order 06 the Russian
noaT-aBaHrapauct AneKcei lNacres avant-garde poet Aleksei Gastev
TaKk OTBETWU/ Ha 3TOT BOMPOC: made a proposal:

A3ua — BcA Ha HoTe pe. Turn Asiato D

ONEeKTPOCTPYHbI K 3€MHOMY LIEeHTPY. E strings to the centre of the Earth

Jep*aTb Ha ByNKaHO nonroaa. keep the noise of a vulcano for half a year.
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MNEP®OPMAHCbI

B cBoem nepctopmaHce
Hammerschlag / «Yaap monorta»
AHapeac AMMep COBMECTHO

¢ FM Einheit (akc-rpynnon
Einstlirzende Neubauten)

Npo6yoT NPUGAU3UTLCA K
ocyLecTB/ieH1Io 3ambicna lMacrteBa,
cthopMy/IMPOBaAHHOIO UM B

«[Mayxe opaepoB» B 1921 roay.

Anekce# MacreB (1882—1939) —
PYCCKUM peBOJIIOLUOHED,

noaT v y4eHblin. OcHoBaTeNb
LleHTpanbHOro UHCTUTYTa

TpyAa, rae BenoCb U3yyeHue
NCUXOTEXHUKU U OpraHu3auuu Tpyaa,
KoTopyto [acteB BOCNpUHUMan
KaK «[e3aMTKYHCTBEpK»
(Bceo6bemiouiee NpousseseHue
MCKyccTBa). Ero Takxe HasbiBanu
«6apaom BeKa MallMH» 3a
hyTYPUCTHUYECKHUE CTUXH, Cpeau
KoTopbix « Mbl pactem U3
Henesa» Unu «llayka opaeposy,
KoTopas ctana rlaBHOM

TemMoH «Yaapa monota».

PERFORMANCES

In their piece Hammerschlag /
A Hammer Blow Andreas
Ammer & FM Einheit
(Ex-Einstlirzende Neubauten)
try to get as close as possible
to Gastev’s Pachka Orderov
(A Packet of Orders) from 1921.

Aleksei Gastev (1882-1939)
was a Russian revolutionary,
poet and scientist. He was

the founder of the Central
Institute of Labour (CIT),
dealing with Psychotechnics
and the Organisation of

Work, which he considered a
Gesamtkunstwerk. He was also
called the ‘Bard of the Machine
Age,’ because he wrote
futuristic poems like We Are
Built From Iron and the famous
Pachka Orderov (A Packet of
Orders), which are the main
topic of Hammerschlag.




NPOEeKTbI

BbICTaBKH
nyabcauuu.
npousBeJeHusa U3 cobpaHua MmrMxaunna anwmbas (MOCKBa)

Koaa

ob6pasoBaresibHaA nporpaMmma

thecTUBaNbHbIA KNy6

diaghilev festival party



projects

exhibitions
pulses.
works from mikhail alshibaya’s collection (moscow)

coda

educational programme

diaghilev festival club

diaghilev festival party



NPOEKTbI

PROJECTS




213

21.05—23.06

EBrenni
MuxHos-
Boritenko.
W3 cepun
«TroOuKMm».
1960-¢.

Bymara, macno.

54x40.

Evgeny
Mikhnov-
Voitenko.
From the
‘Tubes’ series.
1960s.

Paper, oil.
54x40.

MPOEKTDI

@ fepMcKaa rocygapcrtBeHHas
XyZOXeCTBEHHasn ranepes

nynbcauuu

npou3BeAeHUs U3 cobpaHums

MUxauna anwmban (MocKBa)

Mwuxamn Muxannosuy

Anwwubas (p. 1958) —
npodgeccop,

LOKTOP MeAMLMHCKUX HayK,
PYKOBOAMTE/Ib OTAENEHUA
KOPOHapHON XUPYpPruu
HayuyHoro ueHTpa
CepAeYHO-COCYAUCTON XUPYPrun
uMm. A. H. Barynesa PAMH.

B CBOWX

O BCEX unocracsx
(Bpaya, y4eHoro U cobuparens)
Muxaun Anwmbaa — 3KcnepuMeHTaTop.
OH Hayan KonNeKuMoHMpPOBaTb
nNpou3sBeAeHUA COBETCKUX
HOHKOHopmucToB B 1986 roay,
[0BOJIbHO 6bICTPO NMOHAB, HACKO/IbKO
NOBEPXHOCTHO U3Y4YEHO 3TO
MCKYCCTBO, a BCKOpe pacLuMpun

CBOM KpPyr UHTEPECOB U B CTOPOHY
coBpemeHHocTU. Konnexkuma Muxauna
Anwmnbaa — 3TO aBTOPCKUM B3rnaa
Ha nepuoa B UCTOPUU OTEYECTBEHHOIo
MCKYCCTBa AJIMHOIO B NOJIBEKA.
CerogHsa ero cobpaHue HacuYuTbiBaeT
HECKOJIbKO TbICAY NPOM3BEeAEHUN.

Ha BbicTaBKe npeacTaB/eHbl OKON0
100 aKkcnoHatoB. Cpeau HUX He TOMbKO
npousBeAeHUA XyA0MHUKOB-
HOHKOH(OPMUCTOB, HO U PaboThbl
npeacTaBuTened COBPEMEHHOMO
(aKTyanbHOro) UCKYCCTBA, a TaKKe
3CKU3bl TeaTpa/bHbIX KOCTIOMOB
1920-x 1 1960-x roaos.

PROJECTS

@ perm state
art gallery
pulses
works from mikhail alshibaya’s
collection (moscow)

Mikhail Alshibaya (b. 1958)

is a Professor,

Doctor of Medicine,

Head of Coronary

Surgery Department

of the Bakulev Scientific Center
for Cardiovascular Surgery.

he acts as
WHETHER oo
a scientist, or a collector, Mikhail
Alshibaya is always experimenting.
He started collecting works of Soviet
Nonconformist art in 1986, and it didn’t
take him long to realize how poorly it
was explored. Very quickly his interest
expanded onto contemporary art as
well. Mikhail Alshibaya’s collection
is his own perspective on a 50-year
period in the history of Russian art.
Today he owns thousands of works.

The exhibition displays about
100 items, including works
of Nonconformist as well

as contemporary art, and
designs of stage costumes
of the 1920s and 1960s.
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MPOEKTbI

onua nebenesa,

KypaTop BbICTaBKMU:

— HasBas npoeKTt «llynbcauumn», mbl
XOTeNIM Nopa3MbIWAATbL O TOM, 4YTO
MUCKYCCTBO U KOMNEKUUA — HUBOMN
OpraHu3Mm, Hano/HEHHbIA 3MOLMU-
AIMW, NY/IbCUPYIOLWUI U BblOLIMICA
nogo6Ho cepauy. Ha npumepe npo-
M3BeAEeHUN, CO34aHHbIX B pasHoe
BpeMA, pa3BopayuBaeTca cpasy
HEeCKO/IbKO napanfiefibHbIX UCTO-
PUM — UCKYCCTBA, JII06BMU K UCKYC-
CTBY U, KOHEYHO e, CaMOM HU3HU.

3aecb — M Marus usobpameHui,

M Marua csioB, U marua uucen. po-
M3BeAeHUsA B IKCMO3MLUU KaK 6yaTo
«6eceayom™ Apyr ¢ Apyrom. Mbl
BbICTPOWJIU, BO3MOMHO, HECKOJ/IbKO Ha
nepBbli B3rNA4 CTpaHHbIe, HO KpaiHe
MHTEpecHble guanoru. TeaTpab-

Hble 3CKMU3bl NePeK/IUKAIOTCA C Kap-
TUHaMM, B CIOMETax KOTOPbIX NpU-
CYTCTBYIOT 3/IeMEHTbI TeaTpa/ibHO-
CTU: Hanpumep, aKBapesb AmMUTpuA
MnaBuHCKOro « BeHeuus» BbIrNAaUT
KaK AeKopauusa, CIOXeTbl }UBO-

nucu AHapesn [lemblkMHa U AHaTonuA
CnenbiweBa — KaK TeaTpa/ibHble
NOCTaHOBKM, a WlOCTpaunu Buk-
Topa NuBoBapoBa K cTMxam Uropsa
XonrMHa — KaK TparM4yeckue MacKH.

3a4ecb BCTpeyalTca KOMMNO3ULMH
M3 UrpanbHbiX KapT Bnaguvupa
HemyxuHa, uBetbl Bnagumupa
AxoBneBa, nopTpeTbl KUCTU Uropa
Bopowwunosa, AHaTonuna 3BepeBa

v Hatanumn TypHOBOM, HaTIOPMOPTbI
Amutpua KpacHonesuesa, Muxauna
Mpo6bmaHa, dayapaa LUTeiH6epra 1
3aHOBO OTKPbLITOM KOJIIEKLMOHEPOM
Hartanbu KacaTkuHoOM, TpeBOMHbIe
ropoAcKue CLUEeHKM B KapaHAallHbIX
pucyHKax Bnagumupa MatHuukoro,
nensaxu Anexkcea KameHcKoro,
Bennbl JleBukosor, Knapbl Monvubl-
HoM, Butaca CracioHaca v BUA U3
«OKHa» Muxauna PoruHckoro, cno-
BecHble urpbl AHapesa A6pamoBa,

PROJECTS

yulia lebedeva,

curator of the exhibition:

— By naming our project Pulses we
wanted to reflect upon art and
the collection being a living thing,
full of emotions and pulsing like
a heartbeat. Works created at
different periods of time unfold
a bunch of parallel stories about
art, love of art, and, of course, life
itself.

The magic of image, the magic of
words, the magic of numbers —
are all here. The works of the
exhibition seem to ‘converse’

with one another. We arranged

the dialogues that at first sight
might appear strange, but they are
extremely interesting nonetheless.
Stage designs resonate with the
paintings that have stage elements
in them: for example, Dmitri
Plavinsky’s watercolor Venice looks
like a piece of scenery, paintings
by Andrey Demykin and Anatoly
Slepyshev resemble stagings, and
Victor Pivovarov’s artwork for Igor
Kholin’s poetry remind us of the
tragedy masks.

Here one can find compositions
made of playing cards by

Vladimir Nemukhin; flowers by
Vladimir Yakovlev; portraits by
Igor Voroshilov, Anatoly Zverev,
and Natalia Turnova; still life by
Dmitry Krasnopevtsev, Mikhail
Grobman, Eduard Steinberg, and
Natalia Kasatkina (rediscovered
by the collector); disturbing urban
sketches drawn in pencil by
Vladimir Piatnitsky; landscapes

by Alexey Kamensky, Bella
Levikova, Klara Golitsyna, and Vitas
Stasiunas, and a view from Mikhail
Roginsky’s Window; wordplay

by Andrey Abramov, Yuri Albert,
Sergey Volkov, and Dmitry Gutov,
and a lot more.



MPOEKTDI

Opua Anbbepta, Ceprea BonkoBa

v Amutpua ytoBa U MHoroe Aapyroe.

Oco6an Tema B KONNeKLUU

M Ha BbICTaBKe — «/Jefia cepaey-
Hble»: HECKOJIbKO U306parKeHUn
cepAaua, B TOM YKc/ie COBMeCT-
HaA pa6bota Mapuu ApeHAaT

u camoro Muxanna Anwubasn
«KypcCbl KPOMKH U WUTLA» —
UHCTannAuuA-nepcopmaHc, NoKa-
3aHHbIM B TpeTbAKOBCKOM ranepee
B 2012 roay, Koraa Kapauoxupypr
OCTaBW/1 HECKOJ/IbKO Creuuanb-
HbIX MEAULIMHCKUX CTEHKOB Ha
paboTax XyAOHKHHULbl U3 TKaHU

C BbIlWWWBKaMH, U306paralo-
LWKMMKU onepaumu Ha cepaLe.

PROJECTS

A special place in the collection
and the exhibition holds an ‘affair
of the heart’: several images of
the heart, including a work by
Mikhail Alshibaya in collaboration
with Maria Arendt, titled Sewing
courses — an installation-
cum-performance shown in the
Tretyakov Gallery in 2012, when
the surgeon made a few medical
stitches on the artist’s works:
pieces of cloth with scenes of heart
surgery embroidered on them.

MUXaun anwmbasn, mikhail alshibaya,
KONIeKLUOHED: collector:
— Mos KonneKuusa nocesALLleHa Tak — My collection is devoted to the

na rostunova

Ha3blBaeMOMY HOHKOH(OPMHUCT-
CKOMY UCKYCCTBY — MCHYCCTBY,
KOTOpOe B COBETCKOe BPeMSA CYM-
Tanocb « aHTUCOBETCKMM», a B
LEeNCTBUTENIbHOCTU CTPEMMUIIOCh

K rnaBHOMY, YTO €CTb B YesioBe-
YECKOM MU3HU U MU3HU UCKYC-
cTBa, — K cBo6oge. Ha BbicTaBKe
6y4eT NoKasaH SUlb MaJleHbKUH
thparmeHT mMoero cobpaHus, Ho,
YUYUTbIBasA, YTO UCKYCCTBO TeaTpa —
rnaBHaa Tema ecTuBans, Mbl
npeacTaBMM B KayecTBe anurpada
TeaTpa/bHble paboTbl XyAOHKHUKOB.
OpHaKo cBoeobpasHana ApamMaTtyp-
rusa Npucylla U CTaHKOBbIM }UBO-
NUCHbIM, U rpatrU4YecKUm pabo-
Tam. CTO/IKHOBEHWE MJTaCTUYECKUX
Macc onpeaenset 3Ty Apamartyp-
rMi0, HO U KOHLUENTYyaNbHbIA MOMEHT
Toxe. U3Hb ecTb TeaTp — roBO-
pUNU Be/IMKMe ApamaTypru npo-
wnoro KanbaepoH u LLeKkcnup,
MU3Hb €CTb COH — MOBTOPA/IU

OHM e. TeaTp U CHOBUAEHMHS,
NpesIoM/IEHHbIE B UBOMWUCHU U
nyibcUpylowe, — BOT [NaB-

HasA TeMa 3TOM 3KCMO3ULIUM.

so-called Nonconformist art, the
art thought of as ‘anti-Soviet’
during the Soviet times, but actually
committed to the most important
thing in human life and in the life
of art: to freedom. The exhibition
displays just a tiny part of my
collection, but, keeping in mind
that the Festival’s main theme is
theatre, we will present the artists’
stage works as an epigraph.
However, | think easel works and
graphic art also involve a certain
kind of dramaturgy, defined by
the collision of plastic masses,
and by the concept, too. All the
world’s a stage, according to

the great playwrights of the past,
Calderén and Shakespeare;

and life is a dream, the same
gentlemen claimed. Theatre

and dreams, reflected in fine

art and pulsing — that is the
main theme of the exhibition.




Banentuna
XomaceBuy.
Ocku3bl
KOCTIOMOB

K OaneTy

Bb. Aca¢resa
«baxuncaparckuit
(1)OHTaH».

TeaTp onepsl

u Ganera

uM. C. Kupoga,
1934.

Bymara,
KapaHpalll,
aKBapelb, TYIIb.

PROJECTS

Valentina
Khodasevich.
Sketches

of costumes

for Boris Asafyev’s
The Fountain of
Bakhchisarai.
Kirov State
Academic
Theatre of Opera
and Ballet, 1934.
Paper, pencil,
watercolor, ink.
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Cepreii Sergey
Andepos. Alferov.
Tpoe. Three.
1981. Bymara, 1981.
CMellIaHHast Paper,
TEXHUKA. mixed
64x86. technique.

64x86.
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Burapumup
SAxoBines.
OpuHoKui
npeTok. 1970.
XO0JICT, MacJIo.
46x52.

Vladimir
Yakovlev.
Lonely flower.
1970.

QOil on canvas.
46x52.

NPOEKTbI

PROJECTS
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22.—30.05

Ounspra
MoiruanoBa-
ITepmsikosa.
TOUR
CHAINES.
2019.

XoJicT, Maclio.

150x100.

Olga
Molchanova-
Permyakova.
TOUR
CHAINES.
2019.

Oil on canvas.

150x100.

MPOEKTDI

@ 3aBoj wnarvHa
uex «auTtep “a’»
Koza
KypaTop: aJIEKCaHJp HOBUKOB

Koga — AononHUTENbHbIN

pasaen B NpousBeseHWUH, HeKUi
BbIX04, nocneBKycue. Ee MoHHO
HabnaaTb B Kl1acCUYECKOM banere,
B KNlacCUYECKOMN My3blKe, BO BCEM
YTO UMeeT BpeMeHHble pamKu. EcTb
JIU Koga B BU3yaslbHOM UCKycCcTBE?

COpOK XyAOMHUKOB U3 pPa3HbIX
CTpaH NpeacTaBasAloT CBOKO
MHTepnpeTauuio Kogbl. Bonnowasn
3Ty UAEI0 B UBOMUCH, rpacdurKe,
toTorpacdmm U COBpeMEHHbIX
MeAuaTeXHUKaX, OHU
npeobpasoBanu Koay B KOA,
HEKUMN WKdpP, KOTOPbIM NPeaCTOMUT
pasragatb 3puUTento. YH4acTHUKHU
BbICTABKU — MPOBOAHUKM,
KOTOPbI€ MOKaMKyT, YTO HET HUYEro
KOHEYHOro, AaKe nocne Kogbl oyger
NPOAOJIHKEHHE.

PROJECTS

@ shpagin plant
letter a
coda
curator: alexander novikov

Coda is a musical term given to the
additional passage that brings a
musical piece to the end, a peculiar
way to provoke afterword. It can be
seen in classical ballet, in classical
music, in everything that has a time
frame. May ‘Coda’ exist in visual art?

Forty artists from different countries
present their interpretation of what
can be a Coda in art. Using paint-
ings, graphics, photography and
modern media techniques, they will
create their own Coda. Spectators
will have to guess and to understand
how did artists represent Coda.



MPOEKTHI PROJECTS

© gyunai musaeva
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20.—30.05

MPOEKTDI

i YyacTHaa PUNapMOHHUA « TPUYMD»

@ 3aBoA WnaruvHa
obpasoBaresibHasA nNporpamMmma

HanpaBneHuna 2019 roaa:

* onepHo-cUM(oOHHUYECKOe
LOUPUKMUPOBaHHE

* chopTenmaHo

CTPYHHOE MUCMNONIHUTENLCTBO /

CKpMUINKa

CTPYHHOE MUCMNONIHUTENLCTBO /

BUOJIOHYE/b

MeZAHble AyXOBbl€ MHCTPYMEHTbI

KOMMNO3uuMA

* aKagemMMuyecKoe neHuve

«UMMNpecapuoy,

My3blKa/lbHbIA MEHEAHKMEHT

3A BPEMA

cyuiectBoBaHuA O6pasoBaTenbHOM
nporpamMmmbi lAarnnescKoro
thectuBansa (B 2019 roay oHa
NPOXOAUT B YeTBEPTbIN pa3)
cocroanucb 40 mactep-Knaccos,
30 neKuui, nBe MUPOBbIE ONepHble
npembepbl, OAUH Open air-KoHLEpT,
a TaKKe MHOMEeCTBO NIeKUUH-
3KCKYPCHUHU, TBOPUYECKHUX BCTpeY,
3aHATMH B chopmaTte workshop,
06CyHAEeHUM U BUAEONOKa30B.
OcTaBasicb cnyTHUKOM thecTuBans,
O6pa3oBaTenibHasA nporpamma
OTpaMaeT K/yeBble TeHAEHUUH
HacTosLero u 6narogapA
YyYaCTHUKaM, CTyAeHTaMm
My3blKaJibHbIX By30B CO BCEW
CTpaHbl, GopMUpYeT byayLuee.

PROJECTS

@  private philharmonia ‘triumph’
@ shpagin plant
educational programme

streams 2019:

* opera / symphony conducting

* piano

* string performance / violin

* string performance / cello

* brass instruments

* composition

* academic singing

* impresario, music management

S its beginning, the
INCE Diaghilev Festival
Educational Programme, which is
held for the fourth time in 2019,
has run forty workshops, thirty
lectures, world premieres of two
new operas, an open air concert,
and countless excursions, meet-
the-artist events, talks, and video
screenings. Remaining a satellite
of the Festival, the Programme
reflects today’s key trends and,
by inviting students of musical
colleges from all over the country
to participate, shapes the future.
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B atom roay mactepamu nporpamMmbl
cTaHyT JxoBaHHM Connuma 1
Aumutpruc Tunuakroc, MonuHa
OcetuHcKasa U Muxamn MopaBHUHOB,
AneoHopa bypatTo, Mapu-Knog
Lantoun, Anekcen Mopubonb

1 Meaesa Aconuan. Mattnac Xédc
BO3I/1aBUT BNepBble NoABUBLLEECA
HanpaBneHue «MegHble ayxoBble
WHCTPYMEHTbI», My3blKaHTbl
aHcam6nsa Klangforum Wien
noAenAaTcs CBOUM neaarorM4eckum
OMbITOM, @ NOCTOSAHHbIA NapTHep
O6pa3oBaTe/ibHOW NporpamMmmbl
MocKoBcKMiA AHcambnb CoBpeMeHHOM
My3bIKM NO3BONUT CTyAEeHTaMm

BOMTU B ero TecHble pAaabl AnA
COBMECTHOIo My3uMuMpoBaHUA. MoToK
HOBOWM MY3blKM, a TaKHe y4acTue B
thecTUBaNbHOM NporpamMmme Liesoro
pAAa BblAaOLWMXCA aBTOPOB,

cpeau Kotopbix Meopr puapurx
Xaac, AxoBaHHU Connuma, AHTOH
Bartaros, npeacTaBnfAeT YHUKa/bHble
TBOPYECKMWE BO3MOMHKHOCTU U ANA
MOos1I04bIX KOMNo3uTopoB. OaHUM U3
LleHTPaNbHbIX CO6bLITUI NPOrpaMmbl,
npUBAEKaoWMM BHUMAHUE He TONbKO
CO CTOPOHbI CTYAEHTOB-AUPUKEPOB,
KaK 06bI4HO CTaHeT MacTep-Knacc
XYAOHKECTBEHHOIr0 pyKoBOAUTENA
tectnBana Teoaopa KypeHT3uca.

Bnaropgapa noaaepke
6eHetdurUMapHOro Bnagenbua

MAO «Metadpake» CeideananHa
PyctamoBa BTOpOW roa
npoaonxaetca cneunpoekt Women
in Art (« }HeHLWKHbI B UCKyCCTBEY),
NPU3BaHHbIK NOMOYb CTYAEHTKaMm
POCCUMACKUX MY3blKaibHbIX

BY30B B OCBOEHMWM, KakK elle
HeAaBHO Obl/1I0 NPUHATO FOBOPUTD,
«TPAAULIUOHHO HE HEHCKMX»
npodeccumn B chepe UCKycCTBaA.

PROJECTS

This year the Programme’s teachers
are Giovanni Sollima and Dimitris
Tiliakos, Polina Osetinskaya and
Mikhail Mordvinov, Eleonora Buratto,
Marie-Claude Chappuis, Alexei
Goribol, and Medea lassonidi. Matthias
Hofs will take charge of the newly
opened brass section, musicians

of Klangforum Wien will share their
pedagogical experience, and the
Programme’s regular partner Moscow
Contemporary Music Ensemble will
let the students into their narrow
circle to play music together. A
stream of new music and a range

of brilliant composers taking part

in the Festival — Georg Friedrich
Haas, Giovanni Sollima, Anton
Batagov among them — provide
unique creative opportunities for
young authors. Traditionally, a
major event of the Programme and
an irresistible magnet, especially
for those who study conducting,

is a workshop by the Festival’s
artistic director Teodor Currentzis.

Thanks to the support of Seyfeddin
Roustamov, the beneficiary owner

of the PJSC ‘Metafrax’, our special
project Women in Art is running for
the second consecutive year. It is
aimed at encouraging Russian female
students of music to master artistic
professions traditionally thought

of as ‘unsuitable for women.’
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AHHa PedhenoBa,

Kypatop O6pasoBaTefibHOM

nporpaMmbl:

— Kamkabiii roa cTyaeHTbl
O6pa3zoBaTesibHOW NporpamMmbi
npeapblayLero Bbinycka
BO3BpaLLalTCcA Ha hecTUBab
C CO6CTBEHHbIM NPOEKTOM —
MUCMNOJIHEHWEM HOBOIO COYUHEHMS.
B 3TOT pa3s TaKUX COYMHEHUI NoA
pyKoBoAcTBOM npoatocepa EneHbl
®ponosoit U aupuxepa Mapuu
KYpOYKHMHOM, BbINMYCKHML NPOEKTa
Women in Art — 2018, paxe
HecKonbKo. Moa 06wum Ha3BaHMeM
« ToHKaa xumua» (Hecny4yamHoe
coBnazeHue c tobuneem
MepuoanyecKorn cucTembl
XUMUYECKUX 31eMeHTOB AMUTpUA
MeHaeneeBa) 6yayT npeAcTaBieHbl
npembepbl ABYX CTYAEHYECKUX
onep — «[llepnognyeckasn
cuctema» U «Lllarm» —

M HECKOMIbKMUX MHCTPYMEHTa/bHbIX
nporpamMm, co3ZiaHHbIX cneuuanbHO
ana [larmnesckoro cectuBans.

HoBoBBeaeHWem 3Toro roga crano
HanpaBneHue « Umnpecapuo».
Cneuunanuctbl U3 MockBbl, BeHbl,
JliouepHa, BepnvHa 1 MioHxeHa
Ha NPOTAMEHWUU NATU AHEHN 6yayT
3aHMMaTbCHA TEOPUEN U MPAKTUKOM
My3bIKa/IbHOrO MeHeAMMeHTa

C POCCUMCKUMM MONOAbLIMH
cneuranuctamu. BoamorHo,
MMEHHO 3TWU MOJIOAble KypaTopbl
BCKoOpe 6yayT onpeaenaTtb

061MK becTnBanbHor Poccum,
HayuuBLKCb B lNepmMu No-aAruneBcKU
YAUBNATLCA U YAUBNATD.

PROJECTS

Anna Fefelova,

curator of the Diaghilev Festival

Educational Programme:

— Each year alumni of the
Educational Programme revisit
the festival and present new
compositions created as their own
projects. This year there will be
more than one such composition.
Producer Elena Frolova and
conductor Maria Kurochkina,
graduates of Women in Art
2018, will present two students’
operas — Periodic System and
Steps — and several instrumental
pieces composed specially for
the Diaghilev Festival under one
common title Delicate Chemistry
(not accidentally coincided with
the 150th anniversary of Dmitri
Mendeleev’s periodic table).

A new feature of this year’s
Educational Programme is the
introduction of a new section

called Impresario. For five days
professionals from Moscow, Vienna,
Luzern, Berlin, and Munich will be
teaching music management to
Russian students. And it is very
likely that these young managers will
soon shape the country’s festival
landscape, as the city of Diaghilev,
Perm, is the perfect place to learn
how to surprise and be surprised.
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TOHKaA XMMUA
HOPOEKT
BBIITyCKHUKOB
00pa3oBaTeIbHOM
OpOrpaMMBbl
JISITAIEBCKOTO
(pectuBast

delicate
chemistry

a project of
graduates of the
diaghilev festival
educational
programme

npy noaAepKe
6eHedULUapHOIro
Bnagenbua

nao «metacgpaxc»
cendesamHa
pyctamoBa

with the support
of seyfeddin
roustamov,

the beneficiary
owner of the
pjsc ‘metafrax’

MPOEKTbI

20.05.1H

@ yactHaAa ¢unapmoHua

« TPUYMD»
* MUpOBas rnpemMmbepa
anvHa noasoposa
nepuvogMyecKasa cucrema
OJTHOaKTHas Oolepa-nmpurda
10 MOTHUBaM OJJHOI/IMCHHOﬁ KHUT'n
IIpUMO JI€eBU

aBTOP JIMGPETTO U peruccep:
acAa YyalluHcKanA
XYAOMECTBEHHbIA PYKOBOAUTE/b
npoeKTa U AUpUMKep:

AMepeMH yonkep

aBToOp UAEU U Npoalocep:

efleHa ¢posnoBa

23.05M4T

15:00
@  3aBOA WnaruvHa
KOHLLePT MOJ10AbIX KOMMO3UTOPOB

6+

MHUpocC/iaB 4YepHOyCcoB
ANeMeHTbl
CIOUTa 151 KaME€PHOTO aHcaMOIst

anuHa noasoposa
cnupanb MonYaHuA
mis 12 uHCTpyMEHTOB

aHHa nocnesnosa
cepebpo
JJIs1 aHcaMOu1d U3 13 HHCTPYyMEHTOB

uUcnonHuTenu: leggiero orchestra
XYZAOMECTBEHHbIA PYKOBOAUTE/b
W AUPUKEDP: AHEPEeMU YOKep

PROJECTS
20.05.MON
3.30 p. m. 18+
@ private philharmonia

“triumph’

* world premiere

alina podzorova

periodic system

one-act opera parable based on
primo levi’s il sistema periodico

author of libretto and director:
asya chaschinskaya

artistic director

and conductor:

jeremy walker

author of idea and producer:
elena frolova

23.005.THU

5 shpagln plant
concert of young composers

miroslav chernousov
elements
suite for chamber ensemble

alina podzorova
the spiral of silence
for 12 instruments

anna pospelova
silver
for the ensemble of 13 instruments

performed by leggiero orchestra
artistic director and conductor:
jeremy walker
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24.05.01

15:30 6+
@  3aBoA WnaruvHa

3BYKOBas peaKkuus

AMUTPUHA LLOCTaKOBMY
¢oprenmMaHHoe Tpuo N2 2 MU MUHOP,
op. 67

anekcen Kypbartos

cdopTenMaHHoe Tpro N2 2

*  MWpoBas npembepa
MUPOC/IaB YEPHOYCOB
t¢opTenMaHHoe TpUo

CKpMMKa: AapbA ylwaKoBsa
BMOJIOHYESb: Aapbf HUKUTHUHA
cdopTenMaHo: aneKkcaHapa wepbakosa

25.05.c6

@ 3aBoA LnarvHa

* MUpOBas npemMmbepa

pamasaH IoHycoB

warm

OJTHOAaKTHas OIlepa

10 MOTUBaM .HI/I6peTTO TOMaca
MopeJlia K OpaTOpuu «Teofgopa»
reopra (ppugpuxa reHens

aBTOpP /IMGPETTO: pamasaH HYCOB
AUpUKEp: MapyUAa KYPOUYKHHA

* B nporpaMmme BO3MOHblI
M3MEHEHHUA

PROJECTS

24.05.FRI

3.30 p. m. 6+
@ shpagin plant

sound response

dmitri shostakovich

piano trio no. 2 in e minor,

op. 67

alexey kurbatov

piano trio no. 2

* world premiere
miroslav chernousov
piano trio

violin: daria ushakova
cello: daria nikitina
piano: alexandra scherbakova

25.05.5AT

@ shpagm plant

* world premiere

ramazan yunusov

steps

one-act opera

based on the thomas morell’s
libretto of theodora

by george frideric handel

author of libretto: ramazan yunusov
conductor: maria kurochkina

* the programme is subject to
change B




eASLjWP BULERW ©

n
-
O
Ll
-
o
o
o

MPOEKTDI




229

20.—30.05

npy NoaAepHKe
MHWHUCTEpPCTBa
KYNbTYPbl NEPMCKOro
KpasA W AenapTtameHTa
KYNbTYpbI

U MOJIOAEHRHOMN
NONIUTUKKU
aAMWHUCTPaLMK

ropoaa nepmu.

supported by the
ministry of culture
of perm territory
and department
for culture

and youth policy of

perm city administration

BXOJ
Ha OOJIBIINHCTBO
MEpONPUSTHI
decTuBaIbLHOrO
Ki1y6a cBOOOHBII.

NOAPOOHOCTH —
Ha cailTe
diaghilevfest.ru
1 Ha adumax

admission to most
festival club events

is free of charge

for more details,
visit diaghilevfest.ru
or read the posters.

MPOEKTDI

@ 3aBoA WnaruvHa
¢ecTuBaNbHbIM KNY6

B atom roay

®decTUBanbHbIM KNy6 Ha Bce
OAMHHaAUAaTb AHEW pa3MecTUCA

Ha TeppuTOpMM 3aBoaa um. LLinarnHa.
5000 KBaapaTHbIX MeTpoB, 6onee
180 cobbITMiM — nporpamma
HacblWeHHasA U OPUEHTUPOBaHHAA Ha
MaKCUMasIbHO LUMPOKYIO ayAUTOPMIO,
YTOObI NIO6OK HUTENb [epmMHU U rocTb
ropoza mMor cratb 4actblo hecTuBans.

Mporpamma PecTtuBanbHOro
Kny6a — 2019 pacKuHynacb
Mo HECKOJIbKUM JIOKaLMUAM.

Llex N2 4 3aBoga um. LLnarvua
BMeLLaeT TPagULMOHHYIO KIy6HYIO
nporpaMmy, TeCHO CBA3aHHYIO C
OCHOBHOM nporpammon tecTtusans.
3Aecb NPoxoAAT TBOpYeCKUe
BCTPEYH, 06CYHAEHUA, NIEKLIUM,
npsAmMbie TPaHCAALUU U36PaHHbIX
COObITUIA OCHOBHOM NMporpamMmbl U
KuHonpembepbl. B uncne dunbmoB —
«Ceprei Mpokodbes» (2018)
pexuccepoB Cepresa AngoHuHa

v BukTopa BpaHawTérrepa.

Jna yBne4yeHHbIX coTorpaduen B
3TOM NPOCTPaHCTBE OpraHU30BaHbl
MacTtep-Knaccbl. lnA NOKNOHHUKOB
MoAabl — pedune Konnekuumn

OT NEepPMCKHUX AU3aUHEpPOB.

MepMcKui TeaTp onepbl U 6aneTa
B paMKax KjlybHOM nporpaMmbl
thecTMBanA opraHU3yeT YyeTbipe
cneuuyanbHbIX BUAEOMNOKasa

ANnAa cnaéoBugAlmMX U cnabo-
C/blWaLLMUX NOCPEACTBOM TUMDIO-
M CYPAOKOMMEHTUPOBaHMUA.

PROJECTS

@ shpagin plant
diaghilev festival club

THIS YEAR, ™

Diaghilev Festival Club are taking
place at the Shpagin Plant location.
Spanning across 5,000 square
metres and more than 180 events,
the programme is tailored towards
the broadest audience. Every

Perm citizen and every guest can
become part of the Festival!

The programme of the Festival
Club 2019 is taking place at
the following locations.

Shop 4 of Shpagin Plant is home to
the traditional club programme closely
related to the main programme of the
festival. This is the place for creative
meetings, discussions, lectures, live
streams of selected events from the
main programme, and film premieres.
Among movies there is Sergei
Prokofiev (2018) directed by Sergei
Aldonin and Viktor Brandshtetter.

Here, photography enthusiasts
can take part in master classes.
Fashion followers can visit

the fashion show presenting
collections from Perm designers.

For the Festival Club programme,
the Perm Opera and Ballet Theatre
has prepared four special video
showings using audio description
and gesture language for viewers
with vision and/or hearing loss.
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3A4aHue 3aBoaoynpaBsieHus
CTano OCHOBHOM NaowaaKkon aAna
LETCKOMU U o6pa3oBaTe/ibHOM
nporpamm. 3To MecCTo, rae MOMHO
eeaHeBHO C AeCATH yTpa 40
[eCTH Beuepa genartb 3apsaHy,
MacTepUTb NOAENIKHU, PUCOBATD,
neTb, COBMECTHO YMTaTb U CTaBUTb
CKa3KH, Urpatb Ha CBeXeM Bo3ayxe
M elle Maccy apyrux seuien. Ha
ABa AHA OeTHU OKYHyTcA B TeaTp
MrHOBEHHbIX OTKPbITUMA OT « Blopo
haHTaCTUYECKUX UCCNefoBaHUNY,
rae NnpuaymaloT CBOK CO6CTBEHHYIO
MCTOPHIO, BOMJIOTAT €€ B peasibHOCTb
M YCTPOAT B (hMHaNe wymHoe
LIeCTBME NOA OTKPbITbIM HEGOM.

Te, KTO KOrAa-TO XOTeN CTaTb
My3blKaHTOM, HO TaK W He cTan,
CMOrYT BOMJIOTUTb CBOIO MeYTy
BMecTe ¢ Mmactepamu LLIKonbl My3bIKK
AnA B3pocblX « BocbMaa HoTa»

B NpoeKTax « BocbMHUAHEBHbIA XOp»
M « BoCbMUAHEBHbIA OPKECTP».

3a BoceMb AHel y4aCTHUKHU

pasy4yar ABa NOJNHOLEHHbIX
npousBeAeHMA U AaayT KOHLUEpT.

Cob6biTua O6pa3oBaTesibHOM
nporpammbl AN1A CTYAEHTOB
MY3bIKaNbHbIX U TBOPYECKHUX
cneuuanbHOCTER OpraHU30BaHbI
Ha TPeTbeM 3Tame 34aHusA
3aBogoynpasneHus. Jlekuuu

M MacTep-Kiacchbl OTKPbITbI AN
BCEX 3aUHTEPeCOBaHHbIX, BXO4 —
Mo CMMCKaM pervcTpaLmu.

Camblit 60NbLUOK U CBET/bIN

uex «Jlutep “A”» smectun
nobutenei yTpeHHerh Moru 1
coLManbHbIX TaHLEB, a TaKKe U
cTan njowaaKon AnsA KoHuepTa
MOJI0AbIX NEPMCKMX rpynn. 3aecb
e oTKpoeTcA BbicTaBKa « Koganr.

YnuyHoe npocTpaHCcTBO
TOXe He nycTyeT. YTo6bl Nyye
NO3HAKOMMUTLCA C MPOCTPAHCTBOM
3aBoga LnarvHa v y3HaTtb

PROJECTS

The plant headquarters

is the main area for the children’s
and educational programmes.
Every day from 10 a. m. till 10 p.
m., visitors to this location can
engage in physical exercise,
handicraft, outdoor games,
drawing, singing, collective reading
and staging of fairy-tales, and
many other activities. For two days
kids will plunge into a Theatre of
instant discoveries by ‘Fantastic
Exploration Bureau’ where they
will create their own story, make

it real and arrange an open-air
noisy procession at the end.

Those who wanted to be

a musician but missed this chance
will make their dreams come true
at the Diaghilev Festival together
with masters of a music school
for adults ‘The Eighth Note’ within
two projects ‘The Eight-Day Choir’
and ‘The Eight-Day Orchestra.’
Over eight days participants

will learn two full-score pieces
and eventually play a concert.

The third floor of the headquarters
is home to the Educational
programme for students of
musical and creative degrees.
Lectures and workshops are

open to anyone interested.
Admission is by registration lists.

Letter A, the largest and best-
illuminated shop of the Shpagin
Plant, is the place for morning yoga
enthusiasts and social dances.

In addition, young groups from
Perm perform here. Also there

will be an exhibition ‘Coda’.

The street space is buzzing
with activity, too. Learn more about
the Shpagin Plant location and its
history by taking part in a special
tour. Tours start at 12 p. m. and

5 p. m. on each Festival day.
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60nblue O ero UCTOPUU, MOHKHO
OTNPaBUTLCA HAa 3KCKYPCHU, KOTOPble
B (hecTMBa/ibHble AHW NPOXOAAT
exeaHeBHo B 12:00 1 17:00.

MOMHMMO 3KCKYPCHUH, yIMYHAA Tep-
puTOpUA 3aBoaa byaeT 3a4encTBO-
BaHa B crneKktakne « LUMpK B Kap-
ToHe» Jlaypbl XacaHLUUHOW.

B cnucKe «obsa3aTtenbHO

K y4acTUIO» U aBTOPCKMUE IKCKYPCUM
no NMepmcKkomy TeaTpy onepbl

u 6anety, TeaTpaibHOMY CKBepy

v Mepmu — «ropoay Aarunesan.

Monto6uBLIMACA rocTAM ecTUBanA
W HUTENAM ropoaa IeTHUM1
naBWJIbOH Ha N/oLWaaU nepes,
TeaTpom BO3BeZEH U B 3TOM

rogy — 34€eCb No-NpexHeMy MOHHO
cobpartbcA WU 06CYyaUTb YBUAEHHOE,
BbINUTb Kode oT Kacde Lemon

Tree, neperkycuUTb U HacnagUTbCA
thecTuBanbHoOM atmocdepoii. PaboTa
naBWJIbOHAa Ha nowaau nepea
TeaTpoMm cTasia BO3SMOKHOM NMpH
nogAaep:HKke NepMCKUX KOMMNaHUA
rpynnbl « Fa3npomM mMeXperMoHras»
M KomnaHuu «lpoctoZlom».

AHacTtacusa YekneuoBa,
KOOpAMUHATOpP NporpaMmbl
®decTrMBanbLHOro Knyba:

— HKamabli rog B KOHLLE BECHbI
WX Havane jieta ropog,
nepexoauT B APYron pexum
*U3HU. HacTynaet nAatoe BpemA
roaa, Koraa yTpo Ha4yMHaeTcA
B 4 yaca ¢ neHMeM xopa, a Ho4Yb
He NPUXOAMT, NoKa nocneaHum
3puUTeNb He NOAENUTCA CBOMMU
BnevatneHuamu. 3asog LnaruHa
npeBpaTuUiCA B NPOCTPaHCTBO
cocpeAoToyYeHUA hecTMBasbHOM
HMU3HU. B 31O Bpema ayx
3aBoja U 3Heprua gectmBans
COEAUHAIOTCA B HOBYIO
aTmocdepy, pacrnonararoLlyto
K Nporysikam no UCTopuu
M CMeNbIM 3KcnepumeHTam!

PROJECTS

Besides guided tours outdoor
territory of the Plant will be set in
motion in Laura Khasanshina’s
performance ‘Cardboard Circus.’

Other must-see tours include those
around the Perm Opera and Ballet
Theatre, the theatre square, and
Perm (‘the city of Diaghilev’).

Though the summer pavilion on

a theatre square was built this
year again. Being one of the most
favorite spots among guests and
citizens it welcomes everyone to
discuss, get some coffee from
Lemon Tree cafe, have a bite and
enjoy the festival atmosphere here.
The work of the summer pavilion

is supported by joint-stock Perm
company ‘Gazprom mezhregiongaz’
and ‘ProstoDom’ company.

Anastasia Chekletsova,
coordinator of the Festival Club
programme:

— In late spring or early summer
every year, the city switches to a
different living schedule. The fifth
season begins, where morning
comes at 4 a.m. with the choir
singing, and night does not fall
until the last spectator shares their
impressions with others. Shpagin
Plant has become the central
point where the festival activity
is condensed. At this time, the
spirit of the plant and the festival’s
energy merge into a whole new
atmosphere, inviting visitors to
take retrospective history trips and
engage in brave experiments!
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@ 3aBoA WnaruvHa
diaghilev festival party

I-I .  OpKecTp
EPMCHMM musicAetrna
ceroaHsA U3BecTeH No BCEMY MUpPY

KaK CMJIoYEHHbIA aHcamb/b BUPTYO30B,
CNOCOGHbIX CMPaBUTLCA C CaMbIiMH
HEeOPAUHAPHbLIMU XYAOHECTBEHHbIMU
3aZja4aMM Ha BbicoYalilueM YypOBHe.

B akTMBe musicAeterna peneptyap,
NPOCTUPAIOLMIACA OT LeAEeBPOB
MouapTta 40 My3blKU COBPEMEHHUKOB.
Ha c¢MHanbHOM KoHUepTe My3blKaHTbI
MCNONHAT Komnosuuuio K-hole/
schwarzer horizont.Drone (with song)
cep6cKoro Komnosutopa Mapko
HuKoaueBMua, Ybu PaboThI yHKe ycnenu
nopasutb Ny6/UKY Ha thecTMBane

B NPOLL/JIOM roay.

MEHCKOE .

Keslan Mikla noasunocb B
PelikbsaiBuKe B 2013 roay. Jlayden
Codduma (Bokan), ConbBenr
MaTtunbayp (vAapHble, CUHTE3aTopbl)
u Maprpet Poca (6ac-rutapa)
Ha4YuHaIM C MpPaYHbIX CTUXOB M
arpeccyMBHOM My3blKHU, 3aMellaHHbIX
Ha NoAPOCTHOBbLIX KommieKkcax. C Tex
nop UCNaHACKOM KOMaHAe A0BeoChb
Aenutb cueHy ¢ King Dude, Drab
Majesty, Placebo, BbicTynuTb Ha
Meltdown Festival no npurnaweHuto
camoro Po6epta Cmuta u3 The Cure
W 3anucartb Tpu anbboma. CerogHs
Keelan Mikla urpaloT CUHT-NaHK U
DapKBerB C X0/I04HbIM FOTUHECKUM
tnepom, NUTasAcb aTMmocthepoi
3anoBegHOM 3eMJIM pyCasioKk U NIeCHbIX
AYyXOB B CTU/IEBOM NPOCTPaHCTBe

ot New Order ao Crystal Castles.

PROJECTS

@ shpagin plant
diaghilev festival party

T musicAeterna Orchestra
HE based in Perm is now
famous as the cohesive virtuoso
ensemble which is able to reach the
most extraordinary artistic goals on
the highest level. The musicAeterna
has in its background the repertoire
spread form Mozart’s masterpieces to
music by contemporary composers.
At the Diaghilev Festival Party the
musicians will perform the K-hole/
schwarzer horizont.Drone (with
song) piece by Serbian composer
Marko Nikodijevic whose works the
audience has already been amazed
by to the previous year’s programme.

T female trio Keelan Mikla
HE was formed in Reykjavik

in 2013. Laufey Soffia (vocal), Sélveig
Matthildur (synths, drums) and Margrét
Rosa (bass) started with dark poetry
and furious music stuck in teenage
tensions. Things have changed since
that time so the Icelandic band has
shared the stage with King Dude, Drab
Majesty and Placebo; performed at
the Meltdown Festival due to invitation
from Robert Smith of The Cure, and
released three LP’s. Today Keelan
Mikla play synth-punk and darkwave
with cold gothic aura nourished by the
distant land of mermaids and elves in
stylistic space somewhere between
New Order and Crystal Castles.
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MEPMCKUH
rOCYAAPCTBEHHbIN
AKAAEMUYECKHUH
TEATP OMEPbI U BAJIETA
UM. N.U. YAUKOBCKOIO

XyA0MeCTBEHHbIN
pyKoBOAUTENb TeaTpa
Teonop KHypeHT3uc

naBHbIA 6aneTmencTep
Anekcer MUpOLIHUYEHKO

naBHbIA XOpMmeicTep
Butanui MonoHcKun

HUcnonHUTeNnbHbIA
OVUPEKTOp TeaTpa
AHapei Bopucos

®dUHaHCOBbIN AUPEKTOP
TatbAHa lNywmMHa

JMpeKTop nNo pasBUTUIO
Anna MNnatoHoBa

TexHUYeCKU AUpPEeKTop
Cepreit TenervH

JMpeKTop No Npou3BoOACTBY
HaTtanba ManbKoBa

PERM
OPERA

AND BALLET
THEATRE

Artistic Director
Teodor Currentzis

Principal Ballet Master
Alexey Miroshnichenko

Principal Chorus Master
Vitaly Polonsky

Executive Theatre Director
Andrey Borisov
Financial Director

Tatiana Gushchina

Director of Development
Alla Platonova

Technical Director
Sergei Telegin

Production Director
Natalia Malkova
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ANPERLNA
AArMNEBCKOIO ®ECTUBANA

AupekTop
JarnneBcKoro ¢ectusansa
AHHa KacumoBa

Mpoatocep
JarnneBcKoro tectusBansa
Mapk ae MoHu

TexHUYeCKU JUpPEKTOP
JarnneBcKoro tectusansa
KOpuit YepHoB

KoopauHaTtop npoBeaeHUsA
MepOornpUATUHA
EneHa 3aBepLluMHCKan

MeHeaepbl
JarnneBcKoro tectusansa
AneKkcaHapa JlompayeBa
EkatepuHa KoconanoBsa

THE DIAGHILEV FESTIVAL

MANAGEMENT

Director
of the Diaghilev Festival
Anna Kasimova

Producer
of the Diaghilev Festival
Marc de Mauny

Technical director
of the Diaghilev Festival
Yuri Chernov

Events coordinator
Elena Zavershinskaya

The Diaghilev Festival
managers

Aleksandra Domracheva
Ekaterina Kosolapova
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AArnNeBCKUA
thectnBanb
diaghilev
festival

U3patenb:

[MepMCKMiA rocyaapCTBEHHbIN
aKaZeMUYeCKU TeaTp

onepbl U 6aneta

mm. M. U. YaiiKkoBcKoro

PykoBoauTenb otgena

no CBA3AM C 06LLEeCTBEHHOCTbIO

Bacwunuii Ecdhpemon

naBHbIM peaaxkTop

MU3gaTenbCKoro otaena

Hatanbsa OBYMHHUKOBaA

Jn3aiiH, BepCTKa,

NoAroToBKa K nevaru

EBreHusa MpaukoBcKas

BbinycKatowmin peaaktop

WUpuHa ApxmneHKoBa

ABTOpbI TEKCTOB

MpuHa ApxuneHKoBa, lNaBen Kartaes,
MapuHa MoHaxoBa, Muxaun Mennax,
HaTtanba OBYMHHMKOBaA, AnekcaHap PAGUH
MepeBoa

Exatepuna BabypuHa, Poctucnas MoH4apos,
MaBen Kartaes, Muxavnn Meinax, EBreHus PbiyaroBa,
Jlro6oBb CrapueBa, Onbra CyaHuwmKkoBsa
®doto

W3 JIMYHbIX apXMBOB Y4aCTHUKOB (ecTuBans,
U3 OTKPbITbIX UCTOYHUKOB

Ha o6bnoxKe

ManeBuy K. C. «YepHbli cynpemaTUYecKUii KBagpaT»
13 cobpaHuna lMocyaapctBeHHOM TpeTbAKOBCKOM ranepeun
Mevatb

TUnorpadua « Actep»,

Mepmb, YconbcKan, 15

[MepMCKuiA rocyaapCTBEHHbIN
akaZeMUYeCcKui Teatp

onepbl U 6aneta

umenu I. U. YaitkoBcKoro

B CETU UHTEPHET

WWwWw.permopera.ru

OTaen no cBA3AM C 06LECTBEHHOCTbIO

+ 7 (342) 212 92 44
pr.permopera@gmail.com

AArnneBcKku hectMBanb B CETU UHTEPHET
www.diaghilevfest.ru
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