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Atmocdepa amtoxu 6aseTa
B Ka)KJ0OM HOMepe

Xnem Bac B [lepmu!

y/1. besmHcKkoro,31
www.diagilevhotel.ru
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| MEPMb o/ TE/IEKAHAJ // CAVIT|

C HaMu NpUHUMAIDT pelleHms!

08:35 WHTEPBLID 17:30 HOBOCTH NPHKAMBR
08:50 CNELMANBHLIM PEMOPTAMK 18:30 HOBOCTH NPHHAMBR
| 15:30 HOBOCTH NPHUKAMBAR | 19:30 HOBOCTH NPHHAMLR

16:30 HOBOCTH NPHHAMBR 20:30 HOBOCTH NPHHAMBR
16:35 PAHYPC ¢ Axtonom Wubanoesnim
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PAHYPC ¢ AvtoHom WwuBaxoess 4 18:30 HOBOCTM NMPHHAMBR
HOBOCTH NPHHAMER 4 19:30 HOBOCTM NPHHAMLR
HOBOCTH NPHHAMBA 4 20:30 HOBOCTH NPHHAMBR

PAHYPC c AvtoHom Wanbarnosuim
HOBOCTH NPUHAMBA
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PAKYPC ¢ Avtosom Wwbawosem 4 17:30 HOBOCTH NPHHAMBR
HOBOCTH NPHHAMBA 4 18:30 HOBOCTH NPHMHAMBA
HOBOCTH NPHHAMBA 4 19:30 HOBOCTH NPHHAMBA
MHTEPBLID A 20:30 HOBOCTH NPHKAMBR
CNELUMANEHEIA PEMOPTAM

r. Mepme, yn. Nepmcyan, 69, 4 3tam
Pegawumn: B (342) 257-87-77, 257-93-92, e-mail: news@rbc-perm.ru
Ovpen npopaw: 8 (342) 257-B8-68, 257-89-88
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Hi-Fi and High End

Komcomonbckui npocnekr, 14
Ten.: +7 (342) 210 99 00

www.voltahifi.ru
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CoepemerHblii 3X0-0M3akHH * * Tuxuii ueHTp
-

Kamepras obcranoska = * Mpacropksie Homepa

KynunapHoe woy = * Benukonensii B4A Ha TOPOA
HENEHREIRTNG * CuiTHbIiA 30BTPOK (lWBEACKWA CTON)
Henostopumelii Bkyc v apomar *

* YnoBHos nopkoska
aaneyeHHLx Ha yrnax Bnioa

Gl s * Opradusauns TpaHodepa
BICKOHHBIE A2CepTH

Ten. +7 342 263-35-37, Ten. +7 342 261-90-91,
klen@gem-hotel.ru book@gem-hotel.ru
Bkien_restaurant_perm www.hotel-gem.ru
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napTHepbl heCTUBaNbHOrO Ky6a
M NPOEKTa «MECTO BCTPEUU»:

KepPdQ

BEYMATIK A

NpOEKT ABNIAETCA NoGeauTenem
XIX ropoacKOro KOHKypca
COLMaNbHO 3HAYMMbIX MPOEKTOB
«ropoj — 370 Mbi»
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BALLA NOMAEPHKA —
bYYLLEE TEATPA

Bbl MOETE OKA3ATb BJIATOTBOPUTEJIbHYIO MOMOLLb
MEPMCKOMY TEATPY ONMEPbI U BAJIETA UM. 1. K. YAMKOBCKOI0
C NOMOLLbH MOBWIbHOTO NPUNOKEHHA

«CBEPBAHK OHNAMH>

e 1. BbIBEPUTE PASLEN «[JIATEM N>
B MO6WJIbHOM NPUNOKEHUH

2. B CTPOKE NOUCKA HABEPUTE <«JIETKUE MOKYNKW»,
HAMMUTE «HAUTW>> U BbIBEPUTE YCIYTY

3. CKAHUPYUTE QR-KOL
W BBEAWTE
CYMMY NEPEYUCITEHMS
WK
BeAMTE 000888
W CYMMY NEPEYUCIIEHUSA

N0JAPOBHOCTU HA PERMOPERA.RU/DONATION
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AArnneBCKUA
tecTusanb
diaghilev

festival

NPOEKT NepMCKOr
TeaTtpa onepbl U
WM. M. U. YalKOBC

aAarvne
decTUB

MeXayHa
decTUBa
UCHKYCCTB
B ropoae
AAarunes

diaghilev
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Buonetta —
Hagemxnaa MNasnosa.
«TpaBuara» Bepau
B MOCTaHOBKe
pemuccepa
Po6epTa YuncoHa
W AUpUHKepa
Teonopa
KypeHT3uca.
MepmcKana onepa,
2016.

Nadezhda Pavlova
as Violetta. Verdi's
La traviata staged by
Robert Wilson and
Teodor Currentzis.
The Perm Opera,
2016.

Kaash Ha my3bIKy
CoyHu B
Xxopeorpachuu
AKpama XaHa.
Akram Khan
Company, 2015.

Kaash to music

of Sawhney
choreographed by
Akram Khan. Akram
Khan Company,
2015.

o hecTuBane

MexagyHapogHbin [laruneBcKum
thecTMBanb HaueneH Ha nogaepHa-
HWe U pa3BUTUE TPaaULMA Bblaa-
owerocsa UMNpecapuo M npo-
naraHaucTa pyCCKOM KynbTypbl
Cepresn NaBsnoBuua [arunesa.

Jlanexko He cny4yanHo, YTO UMEHHO
MepMCKMA akageMHUYeCKUIM TeaTp
onepbl U 6aneta um. M. U. Yankos-
CKOroO BbICTYNW/1 UHHALUATOPOM Nep-
Boro [larnneBcKoro ¢ectuBansa B
Poccuu. Nepmb — ropoa, B KOTOPOM
npowno aetcteo Ceprea Aarvnesa

M B KOTOPOM HaxoAMUTCA €4UHCTBEH-
HbiK B mupe [lom-my3en nereHgap-
Horo umnpecapuo. 3aaHue lMepm-
CKOro onepHoro teatpa 6b110 BO3-
LBWUIHYTO 6narogapsa 3Ha4YUTE/IbHOM
thnHaHCcOBOM nogaepHxKe AaruneBbix.

OTnnuntensHas 0CO6eHHOCTb Nepm-
CKOro pectuBans 3aKjo4yaeTca He
TO/IbKO B MeCTe NpoBeAEHHSA, HO

M B €ro MyJIbTUXaHPOBOM XapakK-
Tepe. PasHoobpa3Has neATeNbHOCTb
Cepresa [laruneBa, cBA3aHHasA C
onepHo-6aneTHbIM TeaTpom, My3bl-
KOM, U306pa3uTeIbHbIM UCKYCCTBOM,
MU3gaTeNbCKMM AEe/I0M, ABNAETCAH
CTPYKTYPHOM Mozenbio hecTuBans

M peasnu3yeTcAa Kak KOMMNIeKC Xyao-
HECTBEHHbIX COObITUM U Hay4YHO-
UcceaoBaTe/IbCKUX NPOEKTOB.

B cooTtBeTCTBMU C KOHLEeNUuen
thectuBana — «cBoeobpasHbiM OTpa-
HeHuem « PyccKux cesoHoB» Cep-
rea [larmneBa B 3epKasie BPeMEHWU»
(raseta «Begomoctu») — coBpemMeH-
Hble YHUKa/bHble NPOEKTbl B CaMbiX
pas/IMYHbIX BUAAX UCKYCCTB BCTpe-
4alTCcA B eAUHOM NMPOCTPAHCTBE C
MCHKYCCTBOM nepBoM TpeTu XX BeKa,
3MOXH, KOTOPOM NPUHaZNEMaT U
TBOpYECKMe cBeplueHua Jarunesa.

about
the festival

The International Diaghilev Festival
aims to maintain and develop

the traditions of the prominent
impresario and promoter of
Russian culture Sergei Diaghilev.

It is no coincidence that the Perm
Opera and Ballet Theatre initiated
the first Diaghilev Festival in Russia.
Sergei Diaghilev spent his childhood
in Perm, and the city is home to

the world's only house-museum

of this legendary impresario.

The building of the Perm Opera

and Ballet Theatre was erected
thanks to significant financial
support from Diaghilev himself.

A distinctive feature of the Perm
Festival is not only its venue, but
also the broad variety of genres
that the programme covers. Sergei
Diaghilev’s involvement in such a
diverse range of activities associated
with opera and ballet, music, visual
arts, publishing, is the basis for the
Festival’s structure which takes
the form of a series of artistic
events and research projects.

Keeping in line with the Festival’s
initial concept — “a reflection of
Sergei Diaghilev’s Ballets Russes
in the mirror of time” (‘Vedomosti’
newspaper), the festival uses
unique modern projects in a variety
of art forms alongside art from the
first part of the 20th century, the
era to which Diaghilev's creative
accomplishments also belong.
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Komnosutop
JleoHup,
JecATHUKOB nocne
aBTOPCKOro Beyepa
Ha [laruneBcKkom

tdectuBane — 2015.

Composer Leonid
Desyatnikov after
his jubilee concert
during Diaghilev
Festival 2015.

MupoBas npembepa
XOpOBOM onepbl
Tristia 9pcaHa.
OpraHHbIv 3an
MepmcKom
thmnnapmoHuu, 2016.

World Premiere of
Hersant"s chorus
opera Tristia. Perm
philharmonic organ
concert hall, 2016.

lMporpamma cdecTuBansa BKAOYaET B
ceb6A MMpPOBbIe NPeMbepbl ONMEepPHbIX
M 6aneTHbIX CreKTaK/en, BbICTyne-
HUA KOIJIEKTUBOB COBPEMEHHOIo
TaHUa, XyAOHeCTBEeHHble BbICTaBKH,
KOHLLepTbl CUM(OHUYECKON, Kamep-
HOM, OPraHHOM, AMa30BOMN MY3bIKH,
PETPOCMNEKTMUBbI XyA0KECTBEHHbIX
tunbmoB, hOTOBbICTaBKH U NPO-
yee. BaxHomn coctaBnaowen asnaA-
€TCA MeHAYHapOAHbIA CUMMNO3UYM
«laruneBCcKUe YTEHUAY, a TaKKe
nepBbii B KyJIbTYPHOU UCTOpUU Poc-
CHM KOHKYPC Ha NyyllMi npogtocep-
CKuM npoekt — [lpemua Aarunesa.
C 2014 roaa dectuBanb BbICTY-
naeTt coopraHM3aTopom NpemMuu Ans
MOJIOAbIX KPUTUKOB, MULLYLLMX O
My3blKasibHOM TeaTpe, « Pe3oHaHCy.

AaruneBcKkui hecTuBanb NpoBoO-
antca ¢ 2003 roga: nepBoHavaibHO
OH HOCU/ Ha3BaHue «JAarunes-
CKMe ce30Hbl: Mepmb — lMeTep-
6ypr — Mapwu», a ¢ 2012 roaa
o6pen 6onee NaKOHUYHOE U CBO-
604HO KOHBEPTUPYEMOE UMS.

Yupegutenem cdectuBana asnsa-
etca MUHUCTEePCTBO Ky/bTypbl
Mepmckoro Kpas. MaBHbIM opra-
HM3aTopOM BbicTynaet NepmcKkuin
aKaZeMHU4YeCKUi TeaTp onepbl U
6anera um. I. U. YanKoBcKoro.

Hukonac lNenH — npe3naeHT acco-
uMaummu Opera Europa, yneHom
KoTtopou aBnaetca lNepmMcKkum Teatp
onepbl U 6aneta, — B CBOEWN peyu
Ha OTKPbITUK TPAAULMUOHHOM KOH-
tepeHumn B MoHTe-Kapno B 2005
roay Hassan MexagyHapogHbin Aaru-
NIeBCKUI (hecTMBasb B YKUC/IE 3HAKO-
BbIX KYJIbTYPHbIX COObITUIM EBpoONbI.

The Festival programme includes
world premieres of opera and ballet
performances, contemporary dance
groups, art exhibitions, symphonic
concerts, chamber, organ, and jazz
music, retrospective showings of
feature films, photo exhibitions and
so on. An important component is
the Diaghilev Readings International
Symposium and the first contest
for the best producer's project

in the cultural history of Russia,

the Diaghilev Award. Since 2014
the Festival has also been a
co-organizer of the ‘Resonance’
Award for young critics.

The Festival itself has been
held since 2003. Originally
under the name ‘The Diaghilev
Seasons: Perm — Saint
Petersburg — Paris’, in 2012 it
took on its new snappy name.

The Festival’s founder is Ministry
of Culture of Perm Territory.

The main organizer is the Perm
Opera and Ballet Theatre.

In his speech at the opening of

the well-established conference

in Monte Carlo in 2005, Nicholas
Payne, President of the Opera
Europa association, of which the
Perm Opera and Ballet Theatre is a
member, mentioned the International
Diaghilev Festival amongst the
iconic cultural events in Europe.
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MaKCcuUum
peLeTHUKOB,
BPEMEHHO
UCTMONIHAIOLWNHA
06A3aHHOCTH
ryéepHatopa

NnepMCcROro Kpasa

maxim
reshetnikov,
acting governor

of the perm territory

NPUBETCTBUA

Aoporue
ApPy3bA,

paa NpMBETCTBOBaTb Bac

B Nepmu — ropoae, KoTopbli
TPaAWULMOHHO pas3 B roj, Ha

BpemA npoBeaeHuUA [arunescKoro
thecTuBana, CTaHOBUTCA KYNLTYPHOM
cToNnLen Bcero mmpa. Toukomn
NPUTAMEHUA AN 60NbLLIMX
npo¢ecCUoHanoB U UCKYLLEHHbIX
LeHUTeNeNn pasHbIX HanpaBneHUn 1
}aHpPOB UCKycCTBaA.

AAarnneBckui hecTuBanb AaBHO
ye He NpocTo cobbiThe, a — (heHo-
MEH Ky/JbTypbl, KOTOPbIA NpeBpa-
LaeT ropoA B YHUKanbHOe Npo-
CTPaHCTBO, rae uapuT ocobas
atMmoccepa — BAOXHOBEHMUA.

ExxerogHo 3gecb nepensietarTcA
pasHble UCMNOJIHUTE/IbCKMUE Tpa-
LWL, HaHpbl, NPOBOAATCA CMe-
Jible 3KCNEePUMEHTbI, POHKAAIOTCA
HOBble UAEU U TBOPYECKHE COO3bl.
MpoxoaaT MUpOBbIe NPeMbepbI,
pPeTPOCNEeKTUBHbIE NMOKa3bl, UCNOJ-
HAOTCA paboTbl BeAyLKUX poc-
CUHUCKUX U 3apybeHbIX MacTe-
poB. YBEepeH, U B 3TOM roay Kam-
OblA U3 HAC OTKPOET AnA cebA

M HOBbI€ UMEHAa, U COBbLITHA.

JAarnneBckui checTuBanb yauB-
nsaet, byaopaxuT, B4OXHOB/IAET.
M HUKoOro He ocTtaBnsieT paBHO-
OyWwHbIM. Henato Bcem y4yacT-
HWKaM U 3puTenam ectuBana
caMbIX APKUX U He3abbiBae-
MbIX 3MOLMUA U BneYaTNieHUN.

WELCOME MESSAGES

dear
friends,

| am delighted to welcome you to
Perm — a city which traditionally
becomes the cultural capital of
the whole world every year during
the Diaghilev Festival. Moreover,

it is a destination for major
professionals and connoisseurs of
different trends and art genres.

The Diaghilev Festival has long
been seen not merely as a cultural
event, but rather as a cultural
phenomenon. The city turns into

a unique space, in which a special
atmosphere — a truly inspirational
one — reigns throughout.

Every year different traditions

of performance and genres are
intertwined, bold experiments

are conducted, new ideas and
creative unions are born. Worldwide
premieres and retrospective shows
are held, the works of leading
Russian and foreign masters are
performed. | am sure that this year
each and every one of us are bound
to discover new names and events.

The Diaghilev Festival surprises,
excites, inspires. No one can fail
to be moved by it. | wish all festival
participants and spectators and
hope people come away full of the
most vivid, unforgettable emotions
and long-lasting impressions.
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Teoaop
KYpEeHT3HuC,
XYZLOMECTBEHHbIM
pyKoBOAUTEND
MeHAYHapoAHOro
AArUNEBCKOro

tdectmBansa

teodor
currentzis,
artistic director

of the international
diaghilev festival

NPUBETCTBUA

B 3TOM roay

JAarnneBcKui hectnBanb CHOKYCU-
pOBaH Ha NPOCBETUTEJIbCKOM COCTaB-
nawowen. OH o6beanHsAEeT Bblaa-
IOLMUXCA XYAO0KHUKOB U apTUCTOB,
KamAabli U3 KOTOPbIX cneayeT cob6-
CTBEHHOMY NMyTH B UCKyccTBe. B3au-
MOAENCTBUE ITUX apTUCTOB CO3aaeT
HacbIWEHHOe U UHTEepecHoe Npo-
CTPaHCTBO A1 MONOAbIX JIIOAEN,
KoTopble XOTAT pa3BuBaTbcA. Obpa-
30BaTe/ibHadA NnporpaMmma — OCHOB-
HOM MHCTPYMEHT A/1A 3TOro: y4yacT-
HUKOB B 3TOM roay 6osbLue, Yem B
npeabiaywemM, U 1 HageKC b, YTO U B
cneayouwiem rogy nporpamma éyaet
TONbKO WKUpUTbCA. A yoexaeH, Aarn-
NIEBCKUM (heCTUBasb AO/IHKEH pacnpo-
CTPaHATbLCA Ha BeCb ropoA U aanee.
Mb! XOTUM AOCTY4aTbCA 4O KaxK-
poro 3putena B Poccuun. Motomy 4to
MCKYCCTBO, KOTOPO€ Mbl NOKa3biBaem
34€eCb, HEO6X0AUMO ANA Pa3BUTUA

M BAOXHOBEHMSA HALLUMUX COrpamiaH.

JaruneBckmt hectMBanb — 310 none
LN1Fl 3KcnepuMeHToB. A cuMTalo, HeT
HUYero npeKpacHee MOMeHTa, Koraa
My3blKa nepecTaeTt 6biTb NPOCTO Kpa-
CUBbIM 3BYKOM, HO CTAHOBUTCA AeK-
CTBOM, CTaHOBUTCA MUCTEPUASIbHbIM
noceAweHueM. Ytobbl NpUATH Ha
KOHLEPT NoA Kynonaom 34aHuA Xpama,
3acTtaTb NepBbii YTPEHHUM CBET, MNpU-
XOAALWMK BMECTe C My3bIKOH, cCaylla-
TeNb AOMKEH UMETb ANA 3TOro BeCKUe
BHYTPE€HHHME NPUYMHBI. Torga KOHUEepT
nepectaeT 6bITb NPOCTO KOHLEPTOM, a
CTaHOBMUTCA HU3HEHHbIM COObITUEM.

AT0T hecTHBaNb NocBALLaETCA
namsaTh Moero 6JM3Koro Apyra

M copaTHuKa Onera PomaHoBH4a
JleBeHKOBa, BMecCTe C KOTOPbIM Mbl
ellle ycnenu caenatb 4acTb Npo-
rpammbl 2017 roaa. Oner Bcerga
6yaet yactbio [MepmcKoro Tea-
Tpa u [larmnescKoro ¢ectu-
BanfA, HalMM APYrom U BAOXHO-
BUTENIEM, YacCTbIO BCEX HaLLMX
XYZAOMHECTBEHHbIX 3aMbIC/I0B.

WELCOME MESSAGES

this year

the Diaghilev Festival focuses on

an educational component. The
festival brings together very different
outstanding artists and performers
each of whom leaves their unique,
remarkable imprint on art. The
collaboration between these artists
creates an intense and fascinating
field for young people who are
eager to develop. The educational
programme is a key instrument

to achieving this: there are more
participants this year than last, and

| hope next year the programme’s
reach will extend even further. The
Diaghilev Festival should span the
whole city — it is very important that
it does so. We want to reach out to
every spectator in Russia. Because
the art on display at the Diaghilev
Festival is vital in terms of its capacity
to aid in the development of our fellow
citizens, as well as inspire them.

The Diaghilev Festival is a field for
experiments. For me there is nothing
more beautiful than the moment when
music ceases to be just a pleasant
sound and instead becomes an
action, a mysterial dedication. To
attend a concert right beneath the
dome of a cathedral, to see the first
light which goes onto shine in parallel
with the music, the listener needs to
have very compelling inner reasons.
At that stage, the concert stops

being just a concert, it becomes a
milestone in that person’s life.

This festival is dedicated to the
memory of my close friend and
companion Oleg Romanovich
Levenkov who was still with us when
we started preparing this festival's
programme; indeed, we worked on
some of it together. Oleg will always
be a part of the theatre and the
festival, he will always be dear to our
hearts and shall continue to inspire us
and contribute to all our artistic plans.
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MOTOMOK peAroro
naemeHu nroaeu

namMATH osiera pomaHoBUYa ieBE€HKOBa

370 TaK TPyAHO — BbIUrpaTb GUTBY C IMCTOM 6enon Gymaru, Koraa
NnbiTaewbcA 3athMKCUpOBaTb BOCMOMUHAHUA 06 Onere. 3To 6bINIO TaK ke
TPYAHO, KaK B KOPOTKUX Nay3ax 6@ CKOHEYHbIX peneTULMA OAepKUBaTb
no6eay HaZa BpeMeHeM, KOTOpoe yrpoaroLle HaBucaao Haja HaMH, YTOGbI
NoroBopuUTb XOTA 6bl 0 caMmom rMaBHOM. Ho 310 «camoe rnaBHOe» Bceraa
TO camoe, YTO NepBbiM pPacchbinaeTca Npy 60abLLIMX CKOPOCTSX.

B Kopuaopax, Ha ynuuax, mexay Kopaebanetom U OpKeCTPOM, OPKECTPOBOM
AMoOM U 6anKkoHamu, KabuHeTamMM U Kynojsiamu, Mbl NbITaJIMCb HAUTU BCE 3TU
roabl BpeMs U NPOCTPAHCTBO, JIMWb TOLKO YTOObLI NoMeyTaTb. M3HypeHHble
B NOArOTOBKE CMEKTaK/Ien, KOTOpble Ka3alMCb HENOAbEMHbBIMMU, Mbl KaK
6yATO NbiTaNMCb NPOPLITb KaHal, COe4MHAIOLMIA Hall ropoj C OKeaHoM.
MbI NbITanMCb HAWUTK BbIXOA U3 NabUPHHTa peanbHOCTH, YTOObI CO34aTb

B Her Bosiwe6Hoe lMocyaapcTBo rpés, eJMHCTBEHHYIO CTpaHy, rae 6bl Mbl
XOTEJIU HHUTb.

Al 6narogapeH bory v }U3HU 3a TO, YTO MHE NOCYAaCT/IMBUJIOCb
NO3HaKOMMUTLCA U cOTpyAHUYaTb ¢ Onerom. MOTOMOK TOro pegKoro naeMeHu
nwaen, rae Yenosek nuwetca ¢ 60abLIOK OYKBbI U KOTOPOE B HallKU

LHW HaxoAUTCA NoA yrpo30i UCHe3HOBEHUA. APTUCTA MO MU3HU, U3 TeX,
KOTOpble «BbINPbIrMBaOT» U3 IMTEPATYPHbIX ab3auesB B peasbHOCTb,
BAOXHOB/IAIOLLEro Hac BCeX Ha MOUCKU BEpPbl, HaZeXabl U N06BM.
BcnomuHalo ero B3rnaa, noJiHbIA IOHOLLIECKOrO 3a40pa, ero *HUBYHO

YyNIbIGKYy — 3TO BCeraa MeHs BO3Bpaluaao € Nnoserd yToMIeHUA B Op6UTbI
3HEPruu U NIlobBHU, TO, YTO ABIAETCA €AUHCTBEHHbIM U HAaCTOALLMM Ha4anom
B UCKyCCTBe. Y MeHA Bceraa 6bi/10 TaKoe OLLyLeHUe, YTO BA6IEeHHOCTb
3TOro 4esioBEKa B HM3Hb HAaC He3aMeTHO NoANuTbiBaNa U Hac o6A3biBana

C AOCTOMHCTBOM COOTBETCTBOBATb C/IOHHbIM TPe60BaHUAM UMEHHO TaKoM
MeuTbl.

Al BcnoMuHalo cenyac, KaK nbitasca HauTU HOBble TePPUTOPHH

B ropoe, HOBbleé CNoCco6bl BblpaxeH!s, HOBble (hOpMbl NpeACTaB/IEHUHN,
BeLUU, KOTOPble Ka3a/JMCb 6ObLUMHCTBY MOUX COPaTHUKOB U Apy3en
HeOCYLEeCTBUMbIMH U BECbMa YTOMUYECKUMM.

Ho He ansa Onera.

Oner 6bin Bcerga paaom.

OH Bepun, Koraa BOKPYr HUKTO He BepwJl.

OH BcTynan ¢ asaptom B 601 ¢ HeBO3MOXHbIM. U Bceraa 6panca
npeBpaLLaTb YyTOMNUIO B peasibHOCTb.

HOHbIN cpeau IoHbIX.

Myapbi cpeau myapbix.

ToT, UbA MU3HEHHaA No3uuusa bblna 06pa3Lom TOro, YTO 3HAYUT bbITb
HacToATeneM MmeyTtatesie U paboTHUKOM NMPEKPACHOro.

Ha Aguncrom nebe nem cecooms 36e30.

Yauyor nycmet ...

Paszee ne cecoomst mvl dondicHbl ObLIU NO20BOPUMD
o cnedyrouem ghecmugane?
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Bcé 10, 4TO Mbl HE CMOI/I1 OCYLLECTBUTD,

BCE TO, YTO Mbl HeAOMeYTaNM,

BCE KasanocCb NOpameHUAMU B GUTBE C peasbHOCTbIO,

NPOCTO NepeHecsoChb Ha HeonpeaeneHHoe BpeMA.

lMpocTo nepeHecnocb Ha HeonpeAeneHHOe BPEMA. ..

A moeT 6bITb, 3TO «HeonpeaeneHHoe BpeMA» U eCTb Ta Jlydllana cueHa, Ha
KOTOPOM BCE AOJIHKHO 6b110 BOMJIOTUTLCA?

— He nepexuBainTte, caenaem 3T0O Ha C/eAYIOWMHA Fo4, — FOBOPUII OH,
ynbi6aAacb. M Bceraa aToT ganekuMn «cneayowui rog» 3Bydan B ero ycrax
Tak yTewarwuwle, Kak 6yaro 3to bygert 3aBTpa.

Ceiuac, Korga Mbl OCTa/IuCb OOHM...

Ceiuac, Korga Bce 0 Hac 3abblu...

Ceituac, Koraa He ocTanocb 60sblue BpeMeHU U HAYTO Hac He MOMHeT
YTELUUTb...

Ceityac, Koraa 3aHaBec OnycTUIICA B IMyOUHbI ieTa

M COUTbI NOracsivi B UIONIbCKYIO HOMb. ..

— A mooicem, y 8ac yoce 0a8HO DLLIO 20MOBO PeUieHUe. ..

— Moowcem 6blmb, mam, 2()6 Mbl NPOCMO He 3amedanu, y edac yokce 6bl]l K4

om 0gepu moeo I pada, Komopulil Mbl 8CIO JHCU3Hb UCKATU?

Ceiuac, Koraa Mbl O4HM...
Ceiyuac, Korga BpeMeHH 60/ibllie HET U HAYTO Ham 60/blle He YrpoMaer...

EC/11 Bbl BCITOMHUTE O HAC,

Tam, rae Bac MAeT oHbIM Cepea,

Tam, rae B 6eckpanHem He6e Bcerga CUAIT 3Be3abl:
HallK HEOCYLLECTB/IEHHbIe MeYThl,

HallM HECOCTOABLUMECA NpeACTaB/ieHuUs,

HalKn HEOKOH4YEHHbIe beceabl,

EC/11 Bbl BCITOMHUTE O HAC,

pacCCRaxuUTe O HUX.

PaccKamuTte 0 HUX
Ha BeceHHem ¢tecTtuBane MNapagusa.

Teonop KypeHT3uc
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o] naowaaKku

NnepmMcKkum teaTtp
onepbl U 6aneTta
neTponasnoBCKas,
25a

thecTuBaNbHbIA KNy6
TeaTpasibHbI CKBEp

YyacTHas (hMnapmoHuA
«TPUYyMd»
NeHuHa, 44

OpraHHbIM 3an
nepmMcKon
thrunapmoHum
NeHuHa, 516

nepmMcKum
aKageMU4YeCcKum
TeaTp-TeaTp
NeHuHa, 53

My3€eM COBPEMEHHOro
MCKyCCTBa permm
6ynbBap rarapuHa,
24

LIeHTP ropoACcKoM
RyNbTypbl
nywWwKuHa, 15

nepmMckas
XYZOMECTBEHHas
ranepes
KOMCOMOJIbCKUI
np., 4

LeHTpa/bHbIA
BbICTaBOYHbIN 3an
KOMCOMOJIbCKUI
np., 10

OOM asrunesa
cubupckas, 33

nepmMckas
apT-pe3uaeHums
MOHacTbIpcKasn, 95a

NMPOrPAMMA

14.05.8c

19:00

@ NepMCHKUMK TeaTp
onepbl U 6aneta

* OTHKPbLITUE PECTUBANA

KOHLepT hecTUBaIbHOIrO OpKecTpa

12+

CKpMNKa: anneH NpUTYUH
LUPUHKEP: Te0A0P KYPEHT3UC

B Nporpamme:

anbb6aH 6epr

KOHLLEPT A8 CKPUMKKU C OPKECTPOM
rycrtae manep

cumboHua N2 1 pe maxop

@  UeHTpasibHblK BbICTaBOYHbIMA 3an
BbICTaBKa « ypaBHEHWE C ABYMA
HEeU3BECTHbIMUY

(paboraer ¢ 5 mast)

16+
@ nepMcHaa apT-pe3vaeHumsa
BbICTaBOYHbIM NMPOEKT élévation
(pabotaer c 12 mast)

PROGRAMME

14.05.sun

7 p. m. 12+

@@ perm opera and ballet theatre
* OPENING OF THE FESTIVAL

concert of the festival orchestra

violin: aylen pritchin
conductor: teodor currentzis
the programme includes:
alban berg

violinkonzert (violin concerto)
gustav mahler

symphony no. 1 in d major

@ central exhibition hall
exhibition

‘equation in two unknowns’

(the exhibition is open from may, 5)

16+
fr  perm art residence
élévation exhibition project
(the exhibition is open from may, 12)
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& places

perm opera and
ballet theatre
petropaviovskaya
street, 25a

festival club
theatre square

philharmonic society
‘triumph’
lenin street, 44

perm philharmonic
organ concert hall
lenin street, 51b

perm academic
theatre-theatre
lenin street, 53

permm museum of
contemporary art
gagarin boulevard,
24

city cultural centre
pushkin street, 15

perm state art
gallery
komsomolsky
prospect, 4

central exhibition
hall
komsomolsky
prospect, 10

the house of
diaghilev
sibirskaya street, 33

perm art residence
monastyrskaya
street, 95a

NMPOrPAMMA

15.05.I'IH

03:30

@ fnepMcKas
XyAOXeCTBEHHasn ranepes

«npuaguTe BO3haTb XBasy

npecBATON AeBe Mapum»

KOHLUepT ensemble micrologus

(uTanua)

nupa: rabpuene pycco

ABOMHaA tnenTa,

tnenita 6ytTacdhyoko:

ropdpeno Aenbu 3CNOCTU

BOKan, 6ybeH:

3Hea COpUHMU

16+

B NporpamMmme:
cpeaHEBEKOBbIe UTaIbAHCKUE
nayabl XIlII—XV Bs..

16:00
@ OpraHHbIM 3an

nepMcKoun thunapmMoHUH
«KOMMEeHTapum1
K My3blKaJIbHOMY COYMHEHUIO»
K 135-neTuio uropsa CTpaBUHCKOIO
OTKPBITHUC BBICTABKU

12+

16:00

remote perm
CIICKTAKJIb-IIPOMECHA
nocTaHOBKa TeaTpa/ibHOM
KoMnaHuu rimini protokoll

16+

aBTOP KOHLEMNUWK U CLeHapus,
peruccep: wtedaH Karu

aBTOpP CLileHap1Aa NOCTaHOBKH

B NEPMMH, peruUccep:

nopr KappeH6ayap

BTOPOM pemuccep: aHTOH po3e
cayHA-Au3arHep: HUKOMac HUUKe
cayHA-Au3aKHepbl NOCTaHOBKU
B NMEPMMU: HUKONAC HUMKeE,

KaTA peLleTHUKOBa
ApamaTypru:

Hy/IbeH MeHHesb, anéwa 6erpuy
BbiMyCKatlowme npoarcepbl:
KapoOJ/IMH reHTL, Map1a n1AMUHa
nepeBOAYMK:

aHacTtacuAa KasaKoBa

PROGRAMME

15.05.mon

3.30 a. m. 16+

@@ perm state art gallery
‘venite a laudare

I’amorosa vergine maria’
concert of ensemble micrologus
(italy)

lira:

gabriele russo

flauto doppio, flauto e buttafuoco:
goffredo degli esposti

canto, tamburello:

enea sorini

the programme includes
medieval italian lauds

of the 13th—15th centuries

4 p. m.
@ perm philharmonic

organ concert hall
‘a comment to a musical piece’
to the 135th birthday of igor
stravinsky
opening of the exhibition

4 p. m.

remote perm

by rimini protokoll
promenade performance

concept, script and direction:
stefan kaegi

research, script and direction perm:
jorg karrenbauer

director assistance:

anton roze

sound design concept:

nikolas neecke

sound design perm:

nikolas neecke,

katya reshetnikova

dramaturgy:

juliane mannel, alyosha begrich
production management:
caroline gentz, mariya lyamina
interpreter:

anastasia kazakova



40

NMPOrPAMMA

19:00 12+
@ NepMCHKUMK TeaTp
onepbl U 6aneta
I otmenenne
BPpy4YeHWE NPEMUU « PE30HAHC»

II otmenenne

«W Y HaC TOXe KapHaBan»
KOHLepT ensemble micrologus
(uTanua)

pyKOBOAUTE/Ib aHCaMbnsA, AUPUHKED,
BOKan, apda:

naTtpuvuua 60BuU

¢nenTa u Tambyp, hnenTa
6yTTachyoKo, UTaNbAHCKAA BOJIbIHKA:
roddpeno Aenbu 3CNOCTU

Buona ga 6payyo, pebek:
rabpuene pycco

TEHOp, NIOTHA:

CUMOHE COPUHU

6ac, nepkyccua:

3Hea COPUHMU

apda:

na cTyTTapAa

JIIOTHA:

Kpoydopa AHr

LyNbLUMED, NEPKYCCHUA:

rabpuenb MUpaKb

BMOJIa ga ravba:

OaHHU na Mapka

B nporpamme:

BOKasbHble nbecbl XV—XVI BB.
(bpoTTONa, BUNOTTa U BUNAHECKA
B HeanoJIMTaHCKOM CTu/ie)

20:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

PROGRAMME

7 p. m. 12+
@ perm opera

and ballet theatre
part 1
ceremony of the diaghilev festival
award for young critics ‘resonance’
part 2
‘e pure noi facciam carnevale’
concert of ensemble micrologus
(italy)
canto, superius, harp, direction:
patrizia bovi
flute and tambour, flauto e buttafoco,
sordellina: goffredo degli esposti
viola da brazzo, rebec:
gabriele russo
tenor, lute: simone sorini
bass, percussions: enea sorini
harpe aux harpions: leah stuttard
lute: crawford young
dulcimer, percussions:
gabriele miracle
viola da gamba: gianni la marca
the programme includes vocal
pieces from the 15th—16th centuries
(frottola, vilotta and villanesca in the
neapolitan style)

8p. m. 16+
remote perm
promenade performance
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MPOrPAMMA
16.09.61

remote perm (Ha aHI/IMMCKOM fA3bIKE)
CIICKTAKJIb-IIPOMCHA
@ OpraHHbIM 3an

nepMcKoun thunapmMoH1H
KOHLLepT KBapTeTa
UM. AaBUAa OUCTpaxa
nepBas CKpunKa: aHapen 6apaHoB
BTOpasA CKpUMNKa: pOAMUOH NeTpoB
anbT: hegop 6enyruH
BMOJIOHYE/Ib: aNeKCeNn HUIUH
B Nporpamme:
neTp YamKoOBCKUH
kBapteT N2 1 pe maxop, op. 11
rua KaH4yenum
chiaroscuro anA CTpyHHOro KBapreTa
AMWUTPUHA LLOCTaKOBMY
KBapteT N2 9 mu-6emonb maxop, op. 117

20:00 16+

remote perm

CIICKTAKJIb-IIPOMCHA

21:00 12+

@ MNepMCHKUM akaaeMUYEeCKUH
TeaTp-TeaTp

KOHLLepT nog, BoAon aquaSonic

npoeKT between music (gaHus)

XYL O0HECTBEHHbIA PYKOBOAUTED,

KOMMO3MUTOP U UCNONHUTESb:

nanna cKkoBmaHp,

LUPEKTOp MO PasBUTHIO,

MUCMONHUTENb: po6epT KapsCCOH

MUCMONHUTENIU: PO6EpPT MOYJIbCEH,

[ea Mapua KbeNbACEeH, HaHHa 6eK

XYLOHHUK MO CBETY:

ajanbluTterH credaHCCOH

cayHA-Au3aKHep: aHgepc 6onn

3BYKOOMNepaTop: poOMaH Komap

NOMOLLHUK pexuccepa:

Knayc MaaceH

MexAyHapoaHbIM npoatcep

M NpeacTaBUTeNb:

futureperfect productions

npoatocep, baHapan3sep:

JINH HOPAEHTOMT

PROGRAMME

16.05 tue

4 p. m.

remote perm (in english)

promenade performance

7 p. m.

@ perm philharmonic
organ concert hall

concert of david oistrakh quartet

first violin: andrey baranov

second violin: rodion petrov

viola: foydor belugin

cello: alexey zhilin

the programme includes:

pyotr tchaikovsky

quartet no. 1in d minor, op. 11

giya kancheli

chiaroscuro for a string quartet
dmitri shostakovich

string quartet no. 9 in e-flat major, op. 117

8p. m. 16+
remote perm

promenade performance

@@ perm academic theatre-theatre
the aquaSonic

underwater concert

by between music (denmark)
artistic director, composer

and performer: laila skovmand
business director and performer:
robert karlsson

performers: morten poulsen,
dea maria kjeldsen, nanna bech
lighting designer:

adalsteinn stefansson

sound designer: anders boll
sound engineer:

roman komar

stage manager:

claus madsen

international producer

and representation:
futureperfect productions
producer, fundraiser:

line nordentoft




42

NMPOrPAMMA

17.05.cp

16:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

|

19:00 12+

@ MepMCHKUM akaaeMUYEeCKUH
TeaTp-TeaTp

KOHLLepT noa BoAOoM

aquaSonic

npoeKT between music (gaHus)

19:00 12+

@ My3er COBPeMEHHOro
MCHKyCcCTBa permm

«333 / 3anaxv 3ByKU 3aBOAbl»

OTKPBITUC BBICTABKU

20:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

21:00 16+
@ 4AOM AArunesa

nepopMaHC « CKpbITble U3PEeUYEHUA»
Tpynna UueHTpa €U rpOTOBCKOro

M ToMaca puyapaca (MTanus)
pexuccep: Mapuo bbaaKHUHU

PROGRAMME

17.05.wed

4 p. m. 16+
remote perm
promenade performance

7 p. m. 12+

@ perm academic
theatre-theatre

the aquaSonic

underwater concert

by between music (denmark)

7 p. m. 12+

@  permm museum of
contemporary art

‘ssf / scents sounds factories’

opening of the exhibition

8p. m. 16+
remote perm
promenade performance

9p. m. 16+
@ the house of diaghilev

the hidden sayings

by workcenter of jerzy grotowski
and thomas richards (italy)

directed by mario biagini
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NMPOrPAMMA

18.05.‘-IT

01:00 18+
@ MNepMCHKUMK TeaTp

onepbl U 6aneta
* MUpOBas rnpemMmbepa
afleKcen cromak
cantos
OTHOAKTHas Oriepa Ajisd CKpUIIKHU COJIO,
KaMEpHOI'o X0pa M yJapHbIX
HUCIIOJIHSCTCA Ha aHFﬂHﬁCKOM,
JaTUHCKOM, TpeueckoM, (paHIry3cKoM
" JPYTrux A3bIKax

NIMBPETTO asieKcen ClomMaka,

O/Nbl'1 B/1IaCOBOM, KPUCTUHDBI Hothhe
M aHacTaCuM HYTPUXHUHOM

Ha ocHoBe 6uorpacum

M Npou3BeAeHWIH 33pbl NayHaa

My3blKa/lbHbl PYKOBOAUTENb

MU AUPUMKEDP: TeOAO0P KYPEHT3UC
pexuccep-noCTaHOBLUMK:
CEeMeH aneKkcaHApPOBCKUM
XYAOMHUK-NOCTaHOBLUUK:
KCeHUA nepeTpyxmHa

XYAOKHUK NO KOCTIOMaM:

néwa nobaHos

XYAOMHHUK MO CBETY:

CEeMeH aneKkcaHApPOBCKUM
XOPMEHUCTepP-NOCTaHOBLUMUK:
BUTaIUA MOJIOHCKUMA
XOPMEMCTepbI:

BanepuAa cadoHoBa, onbra Bnacosa
ACCUCTEHT XyAOMHHUKa NO CBeTY:
aneKcen xopollies

CKPMIKa: KCeHUA ramapuc
XOpP U OPKecTp musicaeterna
yAapHble:

HUKONan AyNbCKUM,

poMaH poMallKUH

03:30 16+
@ fnepMcKas

XyAOXeCTBEHHasn ranepes
KOHLLepT Xxopa musicaeterna

B nporpamMmme AyxoBHaA My3blKa

& perm opera
and ballet theatre
* world premiere
alexey syumak
cantos
one-act opera for solo violin,
chamber chorus
and percussion
performed in english, latin, greek,
french and other languages

libretto by alexey syumak,

olga vlasova, kristina ioffe,

and anatasia nutrikhina

based on a biography and works
of ezra pound

musical director and conductor:
teodor currentzis

stage director:

semion aleksanderovskiy

set designer: ksenia peretrukhina
costume designer:

lyosha lobanov

lighting designer:

semion aleksanderovskiy
production chorus master:
vitaly polonsky

chorus masters:

valeria safonova,

olga vlasova

assistant lighting designer:
alexey khoroshev

violin: xenia gamaris

musicaeterna chorus and orchestra
percussion:

nicolai dulsky,

roman romashkin

3.30 a. m.
@ perm state art gallery
concert of musicaeterna chorus

the programme includes
sacred music
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16:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

17:00 12+
@ fnepMcKas

XyAOMeCTBeHHasn ranepen
«MNEePMCKHUHU LUKI»
OTKPBITUC BBICTABKU

19:00 12+
@ NepMCHKUMK TeaTp

onepbl U 6aneta
KOHLepT

1 otnenenue

aHcambsb anMma racbivMoBa
(a3epbaiaraH)

BOKan, gac: aaMm racbiMoB
BOKan, Aad: pepraHa racbiMoBa
6anabaH: pactaanb acKkepos
KemaHya: payd ncnamvos
Harapa: AxaBuAaaH Habues

Tap: 3aKu BenveB

KBapTeT musicaeterna
CKpMIKa: adpaHacuin YynuH
CKpMNKa: anneH NpUTYUH
anbT: UPUHA conoBa
BMOJIOHYE/Ib: MapuUHa UBaHOBa

II otnenenue
naHauT Xxapunpacaz yaypacus
(MHauA)

III otnenenue
grouper (cLua)

20:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

PROGRAMME

4 p. m.
remote perm
promenade performance

5p. m.
1 perm state
art gallery
‘perm cycle’
opening of the exhibition

7 p. m.
@ perm opera

and ballet theatre
concert

part 1

alim gasimov ensemble
(azerbaijan)

vocal, daf: alim gasimov
vocal, daf: fargana qasimova
balaban: rafael asgarov
kamancha: rauf islamov
naghara: javidan nabiyev
tar: zaki valiyev

musicaeterna quartet
violin: afanasy chupin
violin: aylen pritchin
viola: irina sopova
cello: marina ivanova

part 2
pandit hariprasad chaurasia
(india)

part 3
grouper (the usa)

8p. m.
remote perm
promenade performance

16+

12+

12+

16+
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19.05.I'IT

16:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA

19:00 12+
@  OpraHHbIM 3an

nepMcKoun thunapmMoHUH
COJIbHbIM KOHLEPT 6PIOHO KOKCe
(BMOMIOHYENb)
B Nporpamme:
MOraHH cebacTbsH 6ax
ctounta ana sBuonoH4yenu Ne 1
conb marop, bwv 1007
ciouta anqa suosioHyenu Ne 2
pe muHop, bwv 1008
ctouta anq suosioHyenu N2 3
A0 maxop, bwv 1009

20:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA

21:00 16+
@ yYacTHaAa punapmoHuA
«TPUymd»

*  poCCHiicKan npembepa

aHa COKONoBUY

cBaabba

orepa /IS IEeCTH KEHCKUX FOJI0COB
a cappella

HCIIOJNHSETCSI Ha CepOCKOM S3BIKE
6e3 TUTPOB

My3blKa/lbHbIA PYKOBOAUTESb:
TeoA0p KYPEHT3UC
pexuccep-noCTaHOBLUMK:
A@HTOH aAaCUHCKUHN
XOPMEHUCTepP-NOCTaHOBLUMUK:
o/nbra BnacoBsa
XYAO0HKHUK-NOCTAaHOBLUMK:
naBen CEMYEHKO

XYAOHHUK MO CBETY:
aneKcen xopollies
WUCMOJTHUTENN:

COJIUCTbI NEPMCKOM onepbl

M Xxopa musicaeterna,
npyrnalleHHble TaHLOBLUWKU

PROGRAMME

19.05 i

4 p. m.
remote perm
promenade performance

7 p. m. 12+

@ perm philharmonic organ
concert hall

recital of bruno cocset (cello)

the programme includes:
johann sebastian bach
cello suite no. 1in g major,
bwv 1007

cello suite no. 2 in d minor,
bwv 1008

cello suite no. 3 in ¢ major,
bwv 1009

8p. m.
remote perm
promenade performance

9 p. m. 16+
@  philharmonic society ‘triumph’
* russian premiere

ana sokolovi¢

svadba (wedding)

opera for six female voices a cappella
performed in serbian

musical director: teodor currentzis
stage director: anton adasinsky
production chorus master:

olga vlasova

set designer: pavel semchenko
lighting designer: alexey khoroshev

performed by

soloists of opera company
and musicaeterna chorus,
guest dancers



MPOrPAMMA PROGRAMME

20 05.c6 20.05. sat

@ LLeHTP ropoACKON KyNbTypbl f C|ty cultural centre

«napag — 100» ‘parade — 100’

K 100-neTuio npemMbepbl to the anniversary

6aneTta «napag» of the ballet parade

OTKPBITHE BBICTaBKU opening of the exhibition

16:00 16+ 4 p. m. 16+

remote perm (Ha aHrIMMUCKOM A3blKe) remote perm (in english)

CIICKTAKJIb-IIPOMCHA/] promenade performance

17:00 12+ 5p.m. 12+

@  OpraHHbIM 3an @ perm philharmonic organ
nepMcKomn thunapmMoHUH concert hall

* MUpOBas NpemMbepa * world premiere

aHTOH 6aTtaroB anton batagov

rOE HAC HET. WHERE WE ARE NOT.

nicbmMa UrymeHuu cepadumbl letters of mother seraphima

topTenMaHHbIM LUKN a piano cycle with excerpts

C OTPbIBKaMH M3 NMUCEM UF'YMEHUH from letters of mother seraphima

HOBO-AMBEEBCKOIro0 MOHaCTbIpA (natalia janson),

cepadurmbl (HaTaauKU AHCOH) an abbess of novo-diveevo convent
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20:00 16+
@ ¢ecTUBabHbIK KNYy6

KoHuepT three for silver (clia)

open air

aKyCcTU4ecKun 6ac, 6aHAHKO, BOKan:
nyKac sopdopa

aKKOpPAEOH, BOKaN: YUII0 CepTenH
CKpUNKa, MaHAONMHa:

rperopu 3sJIMCoH

20:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA

21:00 16+
@ yYacTHaAa hpmnapmoHuA
«TPUymd»

*  poCCHiicKan npembepa

aHa COKONoBUY

cBaabba

orepa /IS IEeCTH KEHCKUX FOJI0COB
a cappella

HCTIOJNHSETCSI Ha CePOCKOM SI3bIKE
6e3 TUTPOB

23:00 16+
@ AOM AArunesa

cello-gala

UCNONIHUTE/IU:

6pPIOHO KOKCe (thpaHuus),

HaTanu KnamH (BeNIMKOGPUTaAHUA)

PROGRAMME
8p.m___ 16+

concert of three for silver (the usa)
open air

acoustic bass, banjo, vocal:
lucas warford

accordion, vocal:

willo sertain

violin, mandolin: greg allison

8 p. m.
remote perm
promenade performance

9 p. m.
@ philharmonic society
‘triumph’

* russian premiere
ana sokolovié¢
svadba (wedding)
opera for six female
voices a cappella
performed in serbian

11 p. m.

@ the house of diaghilev
cello-gala

performed by

bruno cocset (france),
natalie clein (uk)
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21.05.5c

16:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

17:00 12+
@  OpraHHbIM 3an

nepMcKon thnunapmMoHUH
COJIbHbIW KOHLEePT HaTanu KnawuH
(BMOJIOHYE/b)
B Nporpamme:
Obépab KypTtar
hparmeHTbl
M3 signs, games and messages
6eHgHaMuH 6pUTTEH
ctouTa anqa suonoH4enu N2 3, op. 87
30/ITaH Koaam
CoHaTa 419 BUOJIOHYE I COJIo, Op. 8

19:00 18+

@ MNepMCHKUM akaaeMUYECKUH
TeaTp-TeaTp

* MUpOBas xopeorpagpuyeckasa
npemMmbepa

pacnag atoma

X0opeorpaduIecKuil CICKTaKIIb

peuccep-nocTaHOBLMK

M xopeorpad: nunma 6ypauHcKasn

cueHorpadbl: UIropb (hOMUH,

nunua 6ypaAuHCKasa

XYAOMHUK MO KOCTIOMaM:

MapuAa MmaHyunoBa

XYAOMHMUK MO CBETY: Uropb (hHOMUH

cayHA-aM3anHep:

alexis bauchain (akatana)

aCCUCTEHT xopeorpada:

Kacnep paBHXOM

aKTpMuca: anmMca xasaHoBa

TaHUOBLUUKMK: Kacnep paBHXOW,

e/fieHa 4yypunoBa, cepreu

(UIMMOHOB, KPeCTUHA E/IKMHA

B CMeKTaK/ie UCMOMNb3YITCA
TeKCTbl IWIMKU BYPAUHCKOM

PROGRAMME

21.05.sun

4 p. m. 16+
remote perm
promenade performance

5p. m. 12+

@@ perm philharmonic organ
concert hall

recital of natalie clein

(cello)

the programme includes:

kurtag gyorgy

fragments from

signs, games and messages

benjamin britten

cello suite no. 3, op. 87

zoltan kodaly

cello sonata, op. 8

7 p. m. 18+
@ perm academic
theatre-theatre
* world choreographic
premiere
atomic decay
choreographic performance
stage director and choreographer:
liliya burdinskaya
set designers: igor fomin,
liliya burdinskaya
costume designer: maria manuilova
lighting designer: igor fomin
sound designer: alexis bauchain
(akatana)
assistant choreographer:
kasper ravnhgj
actress: alisa khazanova
dancers: kasper ravnhgj,
elena churilova, sergei filimonov,
krestina yolkina

texts by liliya burdinskaya
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20:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA

21:00 16+
@ yYacTHaAa hpmnapmoHuA
«TPUymod»

*  poCCcHiicKan npembepa

aHa COKONoBUY

cBajab6a

orepa /IS IEeCTH KEHCKUX FOJI0COB
a cappella

HCIIONHSETCSI Ha CepOCKOM S3BIKE
6e3 TUTPOB

PROGRAMME

8p. m.
remote perm
promenade performance

9 p. m.
@  philharmonic society
‘triumph’

* russian premiere

ana sokolovi¢

svadba (wedding)

opera for six female voices
a cappella

performed in serbian
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22.09.nH

03:30 16+
@ fnepMcKas

XyAOXHeCTBEeHHasn ranepes
«pPacCBET Ha Kame-peKe»
¢thopTennaHHbie UMNPOBU3aL MK
aHTOHa 6artaroBa

16:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

19:00 16+
@  OpraHHbIM 3an
nepMcKon thnunapmMoHUH
liederabend
MeLL0-COoNnpaHo: nojia Mypp1xu
¢opTennaHo: TaHA 6nanx
B Nporpamme:
noraHHec 6pamc
HapoAHble necHU (M36paHHoe)
rycrtae manep
NeCcHU U3 LWKNa « BOJLLEBHbIN por
MaJsibYuKa»
Knoa aebroccu
«TPU NMEeCHU BUNINTUC»
3aBapg, rpvr
«eCTb NeceH», op. 48
Up/laHACKUEe HapoaHble NeCHU
19:00 18+
@ MepMCHKUM akaaeMUYEeCKUH
TeaTp-TeaTp
* MUpOBas xopeorpaguyecKasa
npembepa
pacnag atoma
X0opeorpadUIeCcKuil CICKTaKIIb

20:00 16+
remote perm
CIICKTAaKJIb-IIPOMCHA/]

PROGRAMME
22.05.mon
3.30 a. m. 16+
@ perm state

art gallery

‘dawn on the kama river’
piano improvisations
by anton batagov

4 p.m. 16+
remote perm
promenade performance

7 p. m. 16+

@@ perm philharmonic organ
concert hall

liederabend

mezzo-soprano: paula murrihy

piano: tanya blaich

the programme includes:

johannes brahms

selected folk songs

gustav mahler

des knaben wunderhorn (selections)

claude debussy

trois chansons de bilitis

edvard grieg

sechs lieder, op. 48

irish folk songs

7 p. m. 18+
@ perm academic
theatre-theatre
* world choreographic
premiere
atomic decay
choreographic performance

8p. m. 16+
remote perm
promenade performance
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22:00 16+
@ AOM AArunesa

vortex temporum

KOHLLepT MOCKOBCKOI0 aHcambns
COBPEeMEeHHOM My3bIKK (Macm)

conpaHo: osibra BiacoBa
ctnenTa: nBaH bywyes

KNapHeT: ofier TaHUuoB
thopTennaHo: muxaun ay6oBs
CKpMWNKa: Blagucnas NecuH
anbT: Hasap KoXyxapb
BUOJIOHYE/Ib: WU/bA PYOUHLITENH

B nporpamme:

ocKap 6bAHKHK

primordia return gnsa ronoca,
¢nenTbl, KNapHeTa, hoprenuaHo,
CKPUMKKU U BUONIOHYENHU

*  MMpoBas npembepa

anekceu cromak

«yyana» AnAa ronoca, GnemTsl,
KnapHeTa, hopTenrMaHo, CKpPUMNKHU U
BUOJIOHYENU

Hepap rpuse

vortex temporum ana dnenTol,
KnapHeta, (hopTenruaHo, CKPUNKH,
anbTa, BUOJIOHYEU

PROGRAMME

10 p. m.

@ the house of diaghilev
vortex temporum

concert of moscow contemporary
music ensemble (mcme)

soprano: olga vlasova
flute: ivan bushuev
clarinet: oleg tantsev
piano: mikhail dubov
violin: vladislav pesin
viola: nazar kozhukhar
cello: ilya rubinshtein

the programme includes:

oscar bianchi
primordia return

for soprano

and five instruments

* world premiere

alexey syumak

chuzhaya (she's a stranger)
for voice, flute, clarinet, piano,
violin and cello

gérard grisey
vortex temporum for flute, clarinet,
piano, violin, viola and cello
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23.095.51

16:00 16+

remote perm
(Ha aHrMUMMACKOM fi3blKe)
CIICKTAKJIb-IIPOMCHA/]

20:00 16+

remote perm
CIICKTAKJIb-IIPOMCHA/]

@  UEeHTPp ropoACKOM KynbTypbl
3aKpbITblM NMOKa3 NpoeKTa
«MopraHa»

UCNOJIHUTENIU: TeaTpasibHaA
HOMMaHMA praegressus

23:00 16+
@ 4AOM AArunesa
piano-gala

MUCIMOJIHUTENU: aHTOH 6aTaros,
aneKkcen NO6UMOB, aneKkcen 3yes

24.05.CB

@  NepMCKasa XyaoXeCTBEeHHas
ranepes

KOHLLEPT BOKa/lbHOM rpynnbl

interACTive

PYKOBOAUTE/b, COMPaHo:

oJibra BlacoBa

conpaHo: HagMA 3e/IAHKOBA

conpaHo: eKaTtepuHa 6akaHoBa

B Nporpamme:
MOPTOH (henbamaH
three voices ana Tpex conpaHo

16:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

PROGRAMME
23.05.ue

remote perm (in english)
promenade performance

remote perm
promenade performance

9p. m. 16+

@@ city cultural centre

private performance of the project
‘morgana’

performed by praegressus theatre
company

1 p. m. 16+
@ the house of diaghilev
piano-gala

performed by anton batagov,
alexei lubimov and alexey zuev

24 .05 wed

3.30 a. m. 16+
@ perm state
art gallery

concert of the interACTive vocal
ensemble

artistic director, soprano: olga
vlasova

soprano: nadia zelyankova
soprano: ekaterina bakanova

the programme includes:
morton feldman
three voices for three sopranos

4 p. m. 16+
remote perm
promenade performance
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19:00 12+

@ yYacTHaAa pmnapmoHuA
«TpUyMmd»

«3TO (He) COH. BoJILEBOHDbIN hoHapb

Ha My3bIKy CaTU U Kenamka»

thopTennaHo: anekcen nob6UMoB

pexuccep, aKTpuca: Jiyus MoaTtm

B nporpamme:

JMOH Kenax

«YyeTblpe CTeHbI». (hparmeHT
3PUK caTu

«Ha (hoHape»

3PUK caTu

«CTPOroe BHyLUEHUE»

JMOH Kenax

«BpemMeHa roaa».

Nnpentausa U « BeCHa»

3PUK caTu

«Ha Kopabne»

3PUK caTu

«CropT U pa3B/ie4eHUa»
3PUK caTu

«ManeHbKana yBepTiopa K TaHLy»
3PUK caTu

«TaHUYOLWKWA naau»

3PUK caTu

«CUHEeMa». pparmeHT

JMOH Kenax

«ClOMTa ANA UrPyLIEYHOro NUaHUHO»
JMOH Kenax

«KOMHaTa»

JMOH Kenax

«My3blKa 41A Mapcena AiolaHay
JMOH Kenax

«npenoaMa ana megutaumm»
3PUK caTu

«npeanocneaHrUe MbICauU»
JMOH Kenax

«YyeTblpe CTeHbI». (hparmeHT
JMOH Kenax

«COH»

JMOH Kenax

«YeTblpe CTEeHbI». TaHeL
JMOH Kenax

«4yyaecHada BaoBa»

JMOH Kenax

«onacHas Ho4Yb». YacTu 4 U 6
3PUK caTu

rHocueHHa N2 5

PROGRAMME

@  philharmonic society ‘triumph’
‘this is (not) a dream. magic lantern
for satie/cage’

piano: alexei lubimov

director, actress: louise moaty

the programme includes:

john cage

four walls. fragment

erik satie

sur une lanterne

erik satie

severe reprimande

john cage

the seasons. prelude and spring
erik satie

sur un vaisseau

erik satie

sports & divertissements
erik satie

petite ouverture a danser
erik satie

les pantins dansent

erik satie

cinema. fragment

john cage

suite for toy piano

john cage

a room

john cage

music for marcel duchamp
john cage

prelude for meditation
erik satie
avant-dernieres pensees
john cage

four walls. fragment

john cage

dream

john cage

four walls. dance

john cage

the wonderful widow
john cage

the perilous night. parts 4 and 6
erik satie

gnossienne no. 5
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20:00 16+
remote perm
CIICKTAKJIb-IIPOMCHA/]

21:00 12+
W 4AOM AArunesa

KOHLLEepPT COJIUCTOB

OpKecTpa musicaeterna

C y4yacTUeM apTUCTOB TaHLEeBa/IbHOM
KOMMaHWU UIUKU 6YpPAUHCKOM

I otmenenne
KNapHer:

BaJIeHTHH YPIONUH
CKpMIKa:

Japusa 3MatguMHoBa
anbT:

Haun 6aKkueB
BUOJIOHYE b:

aHHa Mopo30Ba
BasTOpHa:

NleOHUA BO3HECEHCKUH
topTenuaHo:
3apuHa WWMMaHCcKas

B Nporpamme:
KWwuUwTo® neHaepeLKun
CeKcTeT

II otmenenune

CHKpMIKa: aHApen curepa
CKpUMKa: apTem HaymoB
anbT: Haun 6aKkueB
BMOJIOHYE/Ib: UFOPb 6060BUY

apTUCTbI TaHUEeBaJIbHOM KOMMaHMH
JIUNUN BYPAUHCKOM:

KpeCTUHa E/IKMHa

efieHa 4YypunoBsa

cepred GUIUMOHOB

B Nporpamme:

KwuUwTo neHaepeLKun

CTPYHHbIX KBapTeT N2 3

«JIACTKU HEHanMcaHHOro AHeBHUKa»
Ab&pab NUreTu

CTPYHHbIX KBapTeT N2 1
metamorphoses nocturnes

PROGRAMME

8p. m. 16+
remote perm
promenade performance

9 p. m. 12+
@ the house of diaghilev

concert of musicaeterna orchestra
soloists with the participation

of the liliya burdinskaya dance
company artists

part 1

clarinet: valentin uryupin

violin: daria ziatdinova

viola: nail bakiev

cello: anna morozova

french horn: leonid voznesensky
piano: zarina shimanskaya

the programme includes:
krzysztof penderecki
sextet

part 2

violin: andrey sigeda
violin: artem naumov
viola: nail bakiev
cello: igor bobovich

liliya burdinskaya
dance company artists:
krestina yolkina

elena churilova

sergei filimonov

the programme includes:

krzysztof penderecki

string quartet no. 3

'leaves of an unwritten diary’'

gyorgy ligeti

string quartet no. 1 'métamorphoses
nocturnes'
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25.05.ut

19:00
@ MNepMCHKUMK TeaTp
onepbl U 6aneta
* 3AKPbITUE ®ECTUBANA

*  MMpoBas xopeorpagduyecKas
npembepa

6aneTbl CTPAaBUHCKOro
«Tonenty eny,
«TIETPYIIKa,

«OKap-TITHIIA» B Xopeorpaduu
BsTYECIIaBa CaMOypoBa,
BJIaJIMMUPA BapHABHI,
aJleKkcest MUPOIITHIYEHKO

My3blKa/lbHbIA PYKOBOAUTENb
NOCTaHOBKM:

TeoA0p KYPEHT3UC

B 3arsaBHbIX NapTUAaX:
AWaHa BULLHEBA,

HaTasbA OCUNoBa
WUCMOJTHUTENN:

apTUCTbl NepMCcKoro 6anera,
opKecTp musicaeterna

* B NporpamMmme BO3MOM¥Hbl U3MEHEHUA

12+

PROGRAMME

25.05.thu

i perm opera
and ballet theatre
* CLOSING OF THE FESTIVAL

* world choreographic
premiere

stravinsky's ballets

le baiser de la fée (the fairy's kiss),
pétrouchka (petrushka),

l'oiseau de feu (the firebird)

in choreography by

viacheslav samodurov,

vladimir varnava,

alexey miroshnichenko

musical director:

teodor currentzis

in the title roles:

diana vishneva,

natalia osipova
performed by

artists of ballet company,
musicaeterna orchestra

* the programme is subject to change



thecTuBaNbHbIA OPKECTP
TeoAop KYPEHT3UC

ensemble micrologus

KBapTeT UM. AaBUaa OUCTpaxa

Xop musicaeterna

aHcam6/b anMma racbiMoBa

KBapTeT musicaeterna

naHAUT Xapunpacaj 4yaypacua

grouper

6ploHO KOKce (BUOJIOHYE b)

LepThbl

aHTOH 6artaroB (hopTenuaHo)

cello-gala
6pIOHO KOKce
HaTanu KnamH

piano-gala

aHTOH 6artaroB
aneKkcen 1obMmMoB
aneKcen 3yeB

HaTanu KnamH (BUONIOHYENb)

liederabend
nona myppuxu (MeLLL0-conpaHo)
TaHA 6namx (bopTennaHo)

MOCKOBCKHWIM aHcamb/ib COBPEMEHHOW MY3blKH

BOKasibHbIX aHcamb6b interACTive

COJIUCTbI OPKecTpa musicaeterna

rpynna three for silver




festival orchestra
teodor currentzis

ensemble micrologus

the david oistrakh quartet

musicaeterna chorus

alim gasimov ensemble

musicaeterna quartet

pandit hariprasad chaurasia

grouper

bruno cocset (cello)

concerts

anton batagov (piano)

cello-gala
bruno cocset
natalie clein

piano-gala
anton batagov
alexei lubimov
alexey zuev

natalie clein (cello)

liederabend
paula murrihy (mezzo-soprano)
tanya blaich (piano)

moscow contemporary music ensemble

interACTlve vocal ensemble

musicaeterna orchestra soloists

three for silver
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14.05 /19:00

KOHLIEPTbI

@  NepMCKui Teatp
onepbl U 6aneta

*  OTKPbITUE ®ECTUBANA

KOHLLEPT (hecTUBasbHOro opKecTpa

CKPMUIKa: anneH NpUTYMH
AUPUKEDP: Teo40p KYPEHT3UC

B Nporpamme:
anbb6aH 6epr

KOHLLEPT AJ11 CKPUMKKU C OPKECTPOM
ryctae manep

cumeoHMa N2 1 pe maxop

Ha npoTtameHun nocneaHux Tpex net
JAarnneBckui chectuBanb B Nepmu
TpuymdanbHO 3aBepLuancsa OagHON
m3 cumdoHun N'yctasa Manepa:
cHavana TpeTtben, 3atem lNaTon

u LWecroi. Heckonbkumu rogamm
paHee, B KaHyH lNacxu 2012 roaa,
noa ynpasneHuem Teogopa KypeHT-
3uca B [lepmu 6bi1a UCNONHEHA U
Btopaa cumboHua « BockpeceHbe».
B atoT pa3 maacTpo obpaiiaerca K
MUCTOKam cumdoHmnama Manepa —
MepBor cMM(POHUU, U, CTOBHO COOT-
BETCTBYA CBOEMYy MeCTy B pAay
«rpaHAUO3HOM AECATKU», OHa 3BY-
YUT Ha OTKPbITUMK hecTuBans.

CONCERTS

@ perm opera
and ballet theatre

*  OPENING OF THE FESTIVAL

concert of the festival orchestra

violin: aylen pritchin
conductor: teodor currentzis

the programme includes:
alban berg

violinkonzert (violin concerto)
gustav mahler

symphony no. 1in d major

Over the course of the last three
years the end of the Diaghilev
Festival in Perm has been
marked triumphantly with one of
Gustav Mahler’s symphonies:
Symphony No. 3 and then No. 5
and No. 6. A few years earlier,

on the eve of Easter 2012,
Symphony No. 2 ‘Resurrection’
was performed in Perm under the
direction of Teodor Currentzis.
This time the maestro addresses
the origins of Mahler’s symphonic
style — Symphony No. 1, and,

as if reasserting its place in

the “grand dozen”, it marks

the festival opening.
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Teoa0p
KYPEHT3UC

Anpuep (rpeuus / poccus)

Teoaop KypeHT3uc 6e3 npeysenu-
YeHUA KRynbToBasA ¢urypa coBpe-
MEHHOro My3blKanbHOro Teatpa. Ero
BbICTYN/IEHUA BCErga HeopAuHapHbl,
a UHTepnpeTauumn HOCAT oTneya-
TOK MOYTU PUTYaNIbHOIO OTKPOBE-
HUA U UCNOJIHEHbI PEBOJTIOLIUOH-
Horo ayxa. Ero Bepcua «AUAoHbI

u dHena» MNépcenna (2008), 3anu-
CaHHasA C OPKECTPOM U XOPOM
musicAeterna n aHcambnem nes-
uoB Bo rnaBe ¢ CumoHoi Kepmec

u Jle6opoit Mopk Ha neit6ne Alpha,
OTKpbiJla HOBYIO CTPAHULY B UCTOPUMH
MUCMNOJIHEHMUA 3TOro NPOU3BEAEHUS.

OH poauncsa B AdmHax, yuunca

B HaunoHanbHOM KOHCepBaTo-
puu B peumn, ¢ 1994 roaa ero
MM3Hb TeCHO cBA3aHa ¢ Poc-
cuei. YueHuK npodeccopa CaHKT-
MeTepbyprcKkoi KOHcepBaTo-

pun aupuxepa Unom Mycuna. B
2004—2010 6bin rnaBHbIM AUPHU-
Hepom HoBocubMpCKOro TeaTtpa
onepbl U 6aneta, ¢ 2011 roga Bo3-
rnaenset MNepMCcKuit TeaTp onepbl
v 6aneta mum. . U. YankoscKoro.

KnioueBbie NOCTaHOBKK B €ro
Kapbepe: «/loH Kapnoc» Bepau
(2008) B MNapwucrom onepe; «lMac-
caxupKa» BanH6epra ¢ BeHCKUM
CUM(OHUYECKUM OpKecTpoMm B Bpe-
reHue (2010); Cosi fan tutte MouapTta
C XOpOM 1 opKecTpoMm Balthasar-
Neumann B BageH-bageHe (2011);
«Bouuek» bepra (2009) u «/JloH
Hyan» MouapTta (2010) B Bonb-
wowm Tteatpe Poccumn; «Jlean Marber
MueHcKoro ye3aa» LLloctakoBuuya B
Litopuxe (2012); auntnx « MonaHta»/
«[lepcedoHa» (2012; Kopones-
cKuii Teatp B Magpuae), « Koponesa
uMHAaenueB» (2013; KonpoayKuua

CONCERTS

teodor
currentzis

conductor (greece / russia)

Teodor Currentzis is no doubt

an extremely popular figure

of the modern music theatre.

His performances are always
extraordinary, and his interpretations
of music pieces are full of
revolutionary spirit and bring

some kind of ritual revelation.

His CD Dido and Aeneas (2008,
Alpha) by Henry Purcell with
musicAeterna Orchestra and Chorus
and sopranos Simone Kermes

and Deborah York has opened a
new page in the music history.

Teodor Currentzis was born in
Athens and studied in the Greek
National Conservatoire. He’s
been living in Russia since 1994.
He studied at the St. Petersburg
Conservatory under Professor
llya Musin. Between 2004 and
2010 he was principal conductor
at the Novosibirsk Academic
Opera and Ballet Theatre. Since
2011 — artistic director of the
Perm Opera and Ballet Theatre.

Key performances of his career:
Verdi's Don Carlos at the Opéra

de Paris (2008); Weinberg's

The Passenger with the Vienna
Symphony Orchestra in Bregenz
(2010); Mozart's Cosi fan tutte with
the Balthasar-Neumann Choir and
Orchestra in Baden-Baden (2011);
Berg’s Wozzeck (2009) and Mozart's
Don Giovanni at the Bolshoi Theatre
in Moscow (2010); Shostakovich's
Lady Macbeth of the Mtsensk
District in Zurich (2012); operatic
double-bill lolanta and Persephone
by Tchaikovsky and Stravinsky at
Teatro Real Madrid (2012); Purcell’s
The Indian Queen (coproduction of
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lMepmcKon onepbl, Koponesckoro
Teatpa, Magpua, u AHrUACKOM
HauunoHnanbHoi onepbl, JIOHAOH),
«Hocdepaty» Kypnanacrkoro (2014)
u Cantos Ciomaka (2016, NMepm-
CKan onepa); «3onoto PeiHa» Bar-
Hepa ¢ opkecTpoM musicAeterna
(2015, RUHRtriennale, Boxym).
CoBmecTHas ¢ pexuccepom Pobep-
TOM YUICOHOM MOCTaHOBKa « Tpa-
BuaTtbl» (2016, Konpoaykuua Mepm-
cKom onepbl, Unlimited Performing
Arts, laHuna, Landestheater Linz,
ABctpusa, n Les Théatres de la

Ville de Luxembourg, /Tiokcem-
6ypr) cTana HoBbIM C/IOBOM B UCTO-
P1UM TPAKTOBKU 3TOM onepbl Bepau
M NPUHECNa SUPUKEPY CeabMYIo B
ero Kapbepe «3onotyto MacKy».

Y maactpo 1 musicAeterna noa-
nucaH KoHTpaKT ¢ Sony Classical

Ha pAA NPOEKTOB. ITO TpPUAOrUA
MouapTa: Le nozze di Figaro (2014,
npemua ECHO Klassik 3a «Jlyu-
Wyl 3anucb roga: onepa XVIl—
XVIII BB.»), Cosi fan tutte (2014;
3anucb 2015 roga no BEPCUM HKyp-
Hana Opernwelt) 1 Don Giovanni
(2016), — a TaKe: 2014 — penus
Rameau: The Sound of Light,

2015 — «BecHa cBAuweHHaa» Ctpa-
BUHCKoro (npemua ECHO Klassik
KaK «Jlyywas 3anucb roga: cumeo-
HUYecKasa My3blKa XX—XXI BB.»),
2016 — «CBagebKka» CTpaBMUHCKOIo
1 KoHuepT AnA CKPUMNKKU C OpKe-
cTpom YaiikoBcKoro (conuctka —
Matpuumna KonaunMHcKas).

Teoaop KypeHT3uc — xyaome-
CTBEeHHbIX pyKoBoauTenb Mexay-
HapoaHoro arnneBcKoro ectu-
BanAa. OcHoBaTenb OpKecTpa U xopa
musicAeterna. OauH u3 cospare-
nen pectuBana « Tepputopua».
HaBanep OpaeHa [pyx6bl. Jlay-
peat npemun KAIROS ot ®oHpa
Anbtdpeaa Ténnepa LUTnudTyHra.

CONCERTS

the Perm Opera with Teatro Real
and the English National Opera,
2013), Kourliandski’s Nosferatu
(2014) and Syumak’s Cantos (2016,
the Perm Opera), and Wagner’s
Das Rheingold with musicAeterna
orchestra (2015, RUHRtriennale

in Bochum). La traviata staged by
Teodor Currentzis and a director
Robert Wilson (2016, coproduction
of the Perm Opera with Unlimited
Performing Arts, Denmark,
Landestheater Linz, Austria,

and Les Théatres de la Ville de
Luxembourg, Luxembourg) became
a new word in production history
of this Verdi’s opera and brought
to the conductor the seventh in

his career ‘Golden Mask’ Award.

Maestro Currentzis together

with musicAeterna have signed

a contract with Sony Classical

for several recordings. Among
them are releases of Mozart’s
operas: Le nozze di Figaro (2014;
the ECHO Klassik Award 2014 in
the category ‘Opera Recording

of the Year (17th/18th century
opera)’), Cosi fan tutte (2014), and
Don Giovanni (2016). Also include
Rameau: The Sound of Light (2014),
Stravinsky’s Le Sacre du printemps
(2015; the ECHO Klassik Award
2016 in the category ‘Symphonic
Recording of the Year (20th/21th
century music)’), and combined

in one CD Stravinsky’s Les noces
and Tchaikovsky's Concerto for
Violin and Orchestra (soloist —
Patricia Kopatchinskaja, 2016).

Teodor Currentzis is the artistic
director of the International
Diaghilev Festival. Founder and

art director of the musicAeterna
orchestra and chorus. One of the
founders of the ‘Territory’ festival.
Recipient of the Order of Friendship.
Winner of the KAIROS Prize of
Alfred Toepler Stiftung F.V.S.
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ycablwaTtb —
U cTaTb

APYrnmm

MepByto cumcoHUto pe maxop Manep

COYMHSA Ha NPOTHAMEHUU HECKOJIb-
Kux net (1884—1888) 1 B onpeae-
JNleHHoe BpemA rogaa (oH HasblBan
cebA «JIEeTHUM KOMMO3UTOPOM» —
6yayum neperpyxeH 0643aHHOCTAMMU
OMNEepPHOro AUpUHKepa, OH MOI TOJIbKO
BO BpeMS JIETHUX OTNYCKOB MOJIHO-
CTblO NOCBALWATb ce6A KOMMO3ULUH),
3aTeM HECKO/IbKO pa3 K Hel BO3Bpa-
wancsa. Npembepa NnpousBeaeHUs,
0603Ha4YeHHOro Kak « MysblKkanb-
HadA noama B ABYX 4acTAX», COCTO-
Anacb NoA ynpaejiieHWeM aBTopa

B ByaanewrTe B 1889 roay (hakTtu-
YeCKHM 3TO 6bln npoBan), B HoAGpe
1894-ro oHa npo3By4ana B [am6ypre,
3atem B Benmape. Manep npogon-
Han nepepabarbiBaTb CUMMOHUIO

BnioTb A0 1906 roaa v aAMpuxunpoBan

el NATHaALUaTb pas, B NOCAeAHUN
pa3 — B 1909 roay B Hbto-Uopke.

Ko BTOpOMY UCNONHEHHIO Y CUM-
(hOHUM NOABUJICA 3arosI0BOK
«TutaH: My3biKasnbHasa noama B
dhopme CUMMDOHUH», OTCbINAIOLWUIA
K pOMaHy HeMeLKOro CeHTUMEHTa-
NucTa n npegpomaHTria Had lNons,
OCTPO YYyBCTBOBaBLUEr0 KOH(JIUKT
MeHAy naeanbHbIMU YCTPEMIIEHU-
AMM U HECOBEPLUEHCTBOM }U3HU
(3aronoBoK « TutaH», Manepom
NOTOM CHATbIM, MHOr4a NPoAOoN-
aeT BCTpevaTbCA B KOHLepTax).

Hagescb, 4To 310 061€rYMUT NOHM-
MaHue ero cCUMMGOHUHU (4ero He npo-
M30LLI0), KOMMO3UTOP CONMPOBOAUN
ee NporpaMMHbIMU NOACHEHUAMM:
repor, HaMBHbIA IOHOLLA, HMUBYLL UK
B €4AUHEHWUU C NPUPOAOH, MPOXOAUT
nyTb Yepe3 Hecylwue pasoyapoBa-
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to listen —
and be
transformed

Mahler had been composing
Symphony No. 1in D major for
several years in a row (1884—
1888) and at a certain time of the
year (he called himself a “summer
composer” — being overwhelmed
by the duties of an opera conductor,
he could only devote himself to
the composition during summer
holidays), he would then revisit

it several times. The premiere of
the work, envisioned by Mahler

as a large symphonic poem in
two parts, was conducted by the
author in Budapest in 1889 (it was
actually a failure.) In November

of 1894 it was then performed

in Hamburg, and subsequently

in Weimar. Mahler continued to
rework the symphony up to 1906
and conducted it fifteen times, for
the last time in New York in 1909.

By its second performance, the
symphony had acquired the

title Titan — a Tone Poem in
Symphonic Form, referring to the
novel of the German sentimentalist
and pre-romanticist Jean Paul,
who deeply sensed the conflict
between ideal aspirations and life’s
shortcomings. The title ‘Titan’,
which Mahler later withdrew, is
sometimes still used in concerts.

Hoping that it would facilitate
understanding of his symphony
(which it largely did not), the
composer supported

it with explanations: the main
character, the naive youth living at
one with nature, in spite of having
to go endure some of life’s testing
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MHUXaun meunnax,
3aC/lyHKEeHHbIA
npodeccop
cTpac6yprckoro
yHUBEpcUTeTa
(ppaHuusn)
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michael meylac,
professor emeritus
of the university

of strasbourg
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HUe *U3HEHHbIe UCMNbITaHWUsA, OAHaKo
HaXoAWUT CUJ/bl NPEOAO/IETb 3TOT KOH-
(h/IMKT 1 BO3BpallLaeTca K naHTe-
M3MY, HO Ye YMyAPEHHbIHA OMbITOM.

B cooTBeTCTBUM C 3TOM pOMAHTHUYE-
CKOM CXeMOM 4YacTu cUMGOHUK obpa-
30BbIBa/M ABa pasgena: « U3 gHen
IOHOCTU» (C NoA3arosoBKoM « LiBeTbl,
nnoApl U Wwunbi») U « Commedia
humana»/ «YenoseuyecKasa Komeaua»
(Ha3BaHHWe, XOTb M AaHO Ha NaTUH-
CKOM fi3blke, O6peMeHeHo nnTepa-
TYPHbIMM CBA3AMM — Ha 3TOT pa3

C OAHOMMEHHbIM LIUK/IOM POMaHOB

1 noBecteit OHope ae banb3aka, 1
onocpegoBaHHO — ¢ « boxecTBeH-
HOM Komeauen» [laHte Anurbepu,
TaK e KaK 1 Ha3BaHue nocsiegHen
yactu «Dall'Inferno al Paradiso»/
«W3 aga B pan»). Yacten B AaH-

HOM peAaKuuK 6bII0 NATb, HO 3aTeMm
Manep 13ban Tpetblo 4acTb Andante
allegretto, HasBaHHyl0 pegKum cno-
BoM « Blumine» (no-suaumomy,
MCKYCCTBEHHbIM, CO 3Ha4YeHUEeM
«BornHA uBeToB»), NOYEpPMNHYTbIM
Manepom y Toro xe HaH lNona u
corsiacyrowmMmca ¢ noa3aro/ioBKOM
pasgena «LiBetbl, nnogbl U WKMbI»;
naptutypa « Blumine» 6bi1na o6Hapy-
HeHa nuvwb B 1966 roay). OaHako,
CO3HaBas, YTO My3blKaJibHOe « coaep-
HaHue» CUMMOHUM ropaszo 3Ha4u-
TeJibHee U He MOMET CBOAUTLCA K
C/I0OBECHOMY OMUCaHU1Io, nepes, cne-
AYLWKUM, 6ep/IMHCKUM, UCTMIOJTHEHUEM
1896 roga KOMMO3UTOP UCKJIIOYUI
BCAKYI0 « MPOrpaMMHOCTb» U CHAN
Ha3BaHUA YacTeM, roBopA, 4TO Npo-
M3BeZleHUEe UCKYCCTBA TaK e He
noAnaeTcd 06bACHEHHUIO, KaK U caMm
MUpP. ITO, BNPOYEM, HE 3HAUMT, 4YTO
KOMMO3UTOP OTKasasiCA OT KJIIO4YEBbIX
YCTaHOBOK, OnpeAensiowmnx ero Cum-
(HOHU3M — OT «MOCTPOEHUA MUPOBY,
OT NMOUCKOB OTBETa Ha 6bITUMHDbIE
BOMPOCHI O MeCTe Ye/I0BEeKa B MUpe
M ero Tparu4yeckom cygb6be. Ho oH
OAHOBPEMEHHO CYMTasl, YTO K HA4YU-
HaA ¢ berxoBeHa HeT TaKoOW HOBOM
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trials and tribulations, finds the
strength to overcome this conflict
and returns to pantheism, this
time hardened from experience.

In accordance with this romantic
scheme, parts of the symphony
formed two sections: From the Days
of Youth (with the subtitle ‘Youth,
Fruit, and Thorns’) and Commedia
Umana (Human Comedy). The name,
though in Latin, is peppered with
literary connections — this time with
the same cycle of novels by Honoré
de Balzac, and indirectly with the
Divine Comedy by Dante Alighieri,
as well as the title of the last part

of Dall’Inferno al Paradiso (From
Hell to Paradise). There were five
parts in this edition, but then Mahler
removed the third Andante allegretto
part, bearing the rather unusual
name Blumine (apparently made-up
and meaning ‘Flower Goddess’). It
was taken by Mahler from Jean Paul
again and is consistent with the
section subheading ‘Youth, Fruit,
and Thorns’. The Blumine score was
discovered only in 1966. However,
realizing that the musical content

of the symphony is much more
significant and cannot be reduced
to a verbal description, before the
next Berlin performance of 1896, the
composer ruled out any programming
and did away with the names of the
sections, inferring that a work of art
is just as incomprehensible as the
world itself. This, however, does not
mean that the composer gave up
the key attitudes that determine his
symphonic style — from “building
the worlds”, from seeking answers
to existential questions about the
place of a man in the world and his
tragic fate. But he also believed that
“since Beethoven, no new music

to have come to the fore has been
without an internal programme”,
and we should not dismiss the
original Mahler explanations.
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' BapcoBa U. CumdoHun
lyctraBa Manepa. 2-e
usganue. CMN6: Usa.
um. HoBuroBa, 2010.

C. 11—19.

Inna Barsova, Gustav
Mahler’s Symphonies.
2nd edition. SPb.:
Publishing House named
after N. I. Novikova, 2010.
P. 11-19.
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My3blKK, KOTOpasA He UMesna 6bl BHY-
TPEHHEer NporpamMmbl», U He CTOUT
ynycKaTb U3 BUAY 3TU NepBOHayvanb-
Hble MaJiepOBCKUE MOACHEHHUS.

B cBoen HeaaBHO neper3gaHHOM
KHure o cumcoHuax Manepa UHHa
BapcoBa 060CHOBaHHO OTHOCHUT €ro
TBOPYECTBO K ApeBHEHLIEen Tpaau-
MM UCKYCCTBA « aK/laCCUUYECKOron»:
€C/I1 Knaccu4yeCcKoe UCKYCCTBO OCHO-
BaHO Ha NpUHUMUNAX paBHOBECHS,
NPONOPLUOHANBHOCTH, COpa3mMep-
HOCTH YacTeKr, 3aKOHYEHHOCTH, TO
aKknacCU4YeCcKoe TAroTeeT K OTKPbI-
TOMW (hopme, AOMYCKAaIOLWEN 3/IeMEeHTbI
HenpeACcKa3yeMOCTU: HOBasA rapmo-
HUA BO3HWKAET B HEM Yepe3 60pbLOY
NPOTUBOMOJIOKHbIX Ha4Yan, KOTopble
MOFYT BbICTynaTb B pPas/IM4HbIX 3Ha-
YEHHUSAX, BMIOTb O UPOHUYECKUX

M FPOTECKHbIX, Ha X04Y MeHATbCA
MecTamMu, NapoaupoBaTbCA, nepe-
ocmbicnaTbea'. AMeHHO HenoHUMma-
HMUEe 3TOM 0CO6EHHOCTH ManepPOBCKOM
3CTETUKU U NPU HU3HU KOMIMO3U-
TOpa, U BNOCNeACTBUM NPUBOAUIIO

K HEMPUATUIO ero TBOpYECTBa KaK
«BapBapCHKOro» UIM « HerapMOHHY-
Horo». Henb3a He 3amMeTUTb, YTO K
3TUM 0COBEHHOCTAM CUMMDOHU3MA
Manepa gupuxep Teogop KypeHT-
31C NPOABNAET 0CO6YI0 YYTKOCTD.

MepBasa yactb MepBoi cumdo-

HWUKU, HOCUBLLAA aBTOPCKYIO NOMETY
«BecHa 6e3 KoHua» (3aTem U3Mme-
HEHHYI0 Ha 06bI4HOe 0603Ha4YeHue
TemnoB — Langsam, Schleppend.
Wie ein Naturlaut. Im Anfang sehr
gemachlich/ « MeaneHHo, pactaHyTo.
Kak 3By4yaHue npupoapbl. B Hauane
oYeHb CMOKOMHO»), He JIhLLeHa UNio-
CTPaTUBHOCTH, BMPO4YEM, TPOHYTOM
MPOHUEN: KPUK KYKYLUKWA, UMUTU-
pyemblii cono ro6os, daHdapHasn
«nobyaKka», NOBTOPEHHbIe BO BTOPOM
4YacTH « BOIOLLUE» NMaccarxKyu BaJaTOPH.
3aecb He06X0AMMO CKasaTb eLe 06
OAHOM 0COBEHHOCTU ManepoBCKOro
TBOPYECTBA, XapaKTepHOM AJ1 UCKYC-
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In her recently republished book on
Mahler’s symphonies, Inna Barsova
reasonably relates his work to the
ancient tradition of avant-garde

art. If classical art is based on the
principles of balance, proportionality,
equilibrium of parts, completeness,
the avant-garde gravitates toward
an open form allowing elements

of unpredictability: a new harmony
arises in it through the struggle of
opposing principles that can appear
in various meanings, down to the
ironic and grotesque, changing
places on the go, being mocked and
reinterpreted'. It is precisely the lack
of understanding of this feature of
Mahler’s aesthetics during the life
of the composer, that subsequently
led to the rejection of his work as
“barbaric” or “inharmonious”.

It must be noted that conductor
Teodor Currentzis is particularly
sensitive to these features of
Mahler’s symphonic style.

The first part of Symphony No. 1,
with the author’s note “Never-
ending Spring” (then changed to
the usual designation of tempos:
“Langsam, Schleppend. Wie

ein Naturlaut. Im Anfang sehr
gemadchlich.” (Slowly, dragging.
Very restrained at the begging.)

is not without its own forms of
illustration, albeit tinged with irony:
the cuckoo’s cry simulated by an
oboe solo, the fanfare ‘wake-up
call’, ‘howling’ horns passages
repeated in the second part. It is
necessary to mention one more
feature of Mahler’s creativity,
characteristic of modernist art —
its intertextuality: cross-references,
citations, roll-calls with the works
of other composers, and first and
foremost with his own compositions.
So, within the context of the original
‘libretto’, Mahler borrowed musical
material from his own Songs of a
Wayfarer, a collection for voice and
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CTBa MOZEepHU3Ma, — O ero UHTep-
TEKCTYyaJIbHOCTH: 3TO NepeKpecTHble
CCbUIKU, ULMTUPOBaHUE, NEPEKIUYKU
C YYHUMU U Npexae BCero ¢ cob-
CTBEHHbIMU COYMHEHUAMM. TaK, B
COOTBETCTBMU CO CMbICJIOM NEepBOHa-
yanbHoro «nuépetto», Manep 3anm-
CTBYET My3blKaJibHbliA MaTtep1an U3
cBOMX e «[lleceH cTpaHCTBYOLWErO
nogmMmacrepbA» — LMHKAA ANA roioca
M OPKecTpa, NMCcaBLUErocs B TO e
camoe BpeMs (B U3BECTHOM NpU6U-
HEHUM MOHKHO roBOpUTb 06 06LLHO-
cTU habynbl 060MX NPOU3BEAEHUHN,
CUMMOHMK LMKNA, KaK Ly6epToB-
CKOro NyTH « 0T 6€3MATEeXHOMN paso-
CTU Yyepe3 oT4YaAHMEe K rOpeCcTHOM Npo-
CBET/IEHHOCTH»?). JKCMNOo3ULMA NepBoM
YyacTH, 06bIYHO ONMMCbIBAEMOM B Tep-
MWHax « NpobyxaatoWwenca npupoabl
M C/IMAHHOCTBIO C HEW JIMPUYECKOIO
reposi», CTPOUTCA Ha Teme BTOpPOM
necHu uukna «LWen A HbiHYe yTpom
yepes none» (« ConHue BCTano Hag,
3eMei»), HO B 3KCMNO3ULMH, a 3aTeM
B pa3paboTke, ¢ HEOBbIKHOBEHHbIM
MacTepCTBOM He3aMeTHO 3aK/ajbiBa-
eTca ApamaTu4yecKas Tema (huHana.
B 6ypHOM penpu3e YCKOPEHHO Nnpo-
XO4AT BCe TeMbl 4acTH, a ee 3aBep-
LUeHMe B KaKOW-TO Mepe npeaBoc-
XvLaeT (hMHanbHbIKM anogeos.

BTtopas yactb (Kréftig bewegt, doch
nicht zu schnell/ « 9HepruyHo u xuBo,
HO He C/IMLLIKOM B6bICTPO») — CKepLo,
nepBoHa4yanbHO o3arnaeneHHoe Mane-
pom «Ha Bcex napycax» U onucaH-
Hoe UM cnoBamMu: « FOHowa uaeT no
CBETY, CTaB YHe CunbHee, rpybee,
HMU3Hecnoco6Hee». TO aBCTPUUCKUMA
NeHanep, BOCXOAALWMA K HapogHOMY
TaHUy (CBoero poaa BapMaHT MOTUBA
npupoAbl); aTmocctepa HanoMUHaeT
KPeCcTbAHCKWE Npa3gHUKU B U30-
6parKeHur macTepoB hnamaHACKOM
HuBonucu. MaeHaA Tema BOCXOAUT

K necHe Manepa «laHc u peta» U3
paHHero c6opHuKa «14 neceH AnA
ronoca 1 doprenuaHo» (1. 1, N2 3), HO
34ecb NpornAgbiBaeT U Tema U3 pas-
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orchestra, written at the same
time (Inna Barsova unearths the
communality of the plot of both
works, the cycle and symphony
as a journey “from serene joy
through to despair and sorrowful
enlightenment”?). The exposition
of the first part, usually described
in terms of “awakening nature and
the lyrical hero’s becoming at one
with it”, is based on the theme
of the second song in the cycle
As | walked this morning through
the field (The sun rose above

the ground), but in the exposure,
and then in the development,

the dramatic theme of the finale
is imperceptibly laid down with
extraordinary aplomb. In the
boisterous reprise, all the theme
components come to a head, and
its momentum in some measure
anticipates the final apotheosis.

The second part: “Kréftig bewegt,
doch nicht zu schnell.” (Energetic
and lively, but not too fast.) — a
Scherzo initially entitled by Mahler
At Full Sail and described by him
as: “The youth is travelling the
world, becoming stronger, tougher,
more resilient.” This is an Austrian
Landler, which derives from a

folk dancing (in itself a sort of
nature motif); the atmosphere is
reminiscent of peasant holidays as
depicted in the works of Flemish
masters. The main theme revisits
Mahler’s song Hans und Grete
(Hans and Grethe) from the early
collection of 14 Songs for Voice
and Piano (Vol. 1, No. 3), but here
the theme of development of the
first part also appears. The two
marginal sections of the scherzo
frame a completely different,
lyrical, idyllic trio, the themes of
which are repeated in the reprise.

According to Mahler’s original
commentary, the second section
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paboTKk1 nepBomn 4acTu. [iBa Kpam-
HUX pasgena cKepLo obpamnsalT
COBCEM UHOEe MO XapaKTepy, JIMpHUy-
HO€, UAUNNIUYECKOE TPHUO, TEMbI
KOTOPOro NoBTOPEHbI B penpuse.

CornacHo nepBoHa4yanbHOMy Mane-
POBCKOMY KOMMEHTapu1io, BTOPOH
pasaen cumboHMK («HenoseyecKasn
KomeAausa») OTKPbIBaJICA 4acTblo,
Ha3biBaBLlIeNCcA « TpaypHbIA MapLl B
maHepe Kanno» (3atrem — Feierlich
und gemessen, ohne zu schleppen/
« Top*eCTBEHHO U pa3MepeHHO,

He pacTtarusas»). Uccnegosatenu
HanpacHO UCKaIu UCTOYHUK Y hpaH-
Lly3CKOro pucoBaJibLLUKa NnepBoun
Tpetu XVIlI BeKa HaKa Kanno, 3Hame-
HUTOr0O CBOMMMW FPOTECKHBLIMMU, (haH-
TaCTUYECKUMMU PUCYHKaAMKU U ocop-
TaMu: Ha3BaHUe 3TO NoACKa3aHo
Manepy c6opHuKom « PaHTasuu B
maHepe Kanno» (1814—1815) HemeL-
KOro nucarenA-poMaHTHUKa U KOM-
nosutopa dpHcta Teoaopa Amasgen
lNodmaHa, Kyaa Hapsaay ¢ HoBelamu-
CKasKamu BOLL/IM HECOMHEHHO MHTe-
pecoBaslue Manepa npousBeseHus,
CcBA3aHHble C My3blKOM U My3blKaH-
TaMU — UMK O4YepKoB « Kpencne-
puaHa», a Takke HoBesibl « KaBa-
nep Miok» n «lod HyaH» (C60pHUK
HOCHUT NOA3aronoBoK «JINCTKU U3
AHeBHUKa CTpaHCTBYOLWEro QHTY3U-
acta», KOTOpbIM, B CBOIO o4yepeab,
HaBeAHO Ha3BaHWe YNoOMWHaBLLe-
rocA ManepoBCKOro Uukna «lMecHu
CTPaHCTBYIOLLErO NogMacTepba»).
Cawm e Manep B cBA3U C peanu-
3yeMblM B TPeTber 4acTU MOTUBOM
CTOJIKHOBEHMWA repos ¢ MMPOBOW
NOLWJIOCTbIO U IUL,EMEPUEM NMPU3Ha-
Bajs B O4HOM M3 MUCEM, YTO NONY4YUI
TONYOK K CO3AaHUIO « YTKOro, UPO-
HUYECKOro, rHeTyLLero CBOMM YHbl-
HueMm “TpaypHoro mapiua”» U3BHe,
OT U3BECTHOM AETCKOM, U Ny6oY-
HOM KapTUHKK, U306parkaloLLen
NOXOPOHHYIO NPOLIeCCUI0 3BEPEMN,
KOTOPbI€ XOPOHAT OXOTHUKA, NpPo-
NIUBanA IMLEeMepHbIe cnesbl, K Yemy

CONCERTS

of the symphony (The Human
Comedy) should be opened with
the part called Funeral March in the
manner of Callot. Then: “Feierlich
und gemessen, ohne zu schleppen.”
(Solemnly and measuredly, without
dragging). Researchers searched in
vain for the source in the works of
Jacques Cullot, a French draftsman
at the beginning of the 17th century,
famous for his grotesque, fantastic
drawings and etchings. Mahler

got the idea for the name from the
collection Fantasies in the manner
of Callo (1814—1815) by the German
writer Ernst Theodor Amadeus
Hoffmann, which, along with fairy
tales, contained works related

to music and musicians which
undoubtedly interested Mahler: the
Kreisleriana collection of essays,
as well as his novels Cavalier Gluck
and Don Juan (the collection bears
the sub-heading Pages from the
Diary of a Traveling Enthusiast,
which, in turn, inspired the name
of Mahler’s aforementioned cycle,
Songs of a Wayfarer). Mahler
himself, in connection with the
motive of the hero’s clash with the
world of vulgarity and hypocrisy in
the third part, acknowledged in one
of his letters that he had received a
push from the outside to create "an
eerie, ironic, depressing" mourning
march from a famous picture
depicting the funeral procession

of animals burying the hunter,
shedding disingenuous tears,
bound by decency (A Hunter’s
Funeral, while the Russian version
is called Mice Burying the Cat).

The march itself, extremely reduced
in comparison with the famous
funeral marches, like the funeral

of the character of Beethoven’s
Eroica, Siegfried from Wagner’s
Gétterddmmerung, not to mention
the famous Marche Funébre

from Chopin’s Sonata in B Flat
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HKak noKkasbiBaet MHHa BapcoBa, «3a 6e3-
06MAHOM AETCKOW KapTUHKOW... CKPbIT
OrpPOMHbIW NIAacT NOPOAMBLLEN €ro HapoAHbIM
06pa3HOCTH... 06pa3HOCTH KapHaBana...

B MepBoit cCMMOHUK Nlyuu, UayLKUe OT Hapoa-
HOro MMPOOLLYLLIEHUA, CKPECTU/IUCH C Jiy4aMu
Tparm4yecKom UPOHUU COBPEMEHHOIO XYAOHK-
HUKa-MbIC/IUTENA, CO34aB COBEPLUEHHO HOBbIM
Mo TOMY BPEMEHU acneKT TparnyecKoro,

B KOTOPOM CTOJIKHY/IUCb LIUHUYHO-LLIYTOBCKOE
nopyraHve uaeanoB U CKOp6b HabnoaatoLlero

3TO NMopyraHWe cosepuarens»®

According to Inna Barsova, “behind a
harmless children’s picture... The huge layer
of national imagery out of which it was born
is concealed...The imagery of the carnival...

2 Bapcosa M. In Symphony No. 1, the rays coming from
CumdoHum MycTasa the people’s outlook cross with those of
Manepa. C.62—63. the tragic irony of a contemporary artist and

thinker, creating a completely new aspect
Inna Barsova, of the tragic, in which the cynical jesting
Gustav Mahler's of ideals and the grief of the contemplative

Symphonies. P. 62—63. observer collide.”?
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MX 06A3biBatoT Npuanuma («Moxo-
POHbI OXOTHUKAa», PYCCKWUIA Bapu-
aHT — «MbIwn KoTa norpebatoT»).

Cam mapLu, Ype3Bbl4aiiHO CHUMEH-
HbiA B CPaBHEHHUU CO 3HAMEHUTbLIMU
TpaypHbIMK MapLlamu, KakoBbl « Tpa-
YPHbIA MapLll Ha CMepTb repoa»
(Marcia funebre sulla morte d'un
Eroe) — TpeTbA 4yactb 12-i coHaTbl
BbeTtxoBeHa, cTaBaA BTOPOMX HYacTblO
ero «leponyecKom» CUMMOHHUH,
MoxopoHbl 3urdpuaa U3 BarHepoB-
ckomn «l'mbenu 60ros», He roBops

o0 3HameHnToM Marche Funébre

M3 COHaTbl CU-6eMOJIb MUHOP
LloneHa, — BOCXOAUT K OGbLITOBOMY
hONIbKNOPY, @ UMEHHO: K NPOBeAEH-
HOMY B MMHOP€ NeCeHKe-KaHOHY
«BbpaTtey AK06, cnUWb KU TbI?»
(BapuaHT — «6paTtey MapTuH»).

« TopecTBeHHOCTb» AedopMUpyeTcA
«HEeYMEeCTHbIMW» OPKECTPOBbLIMU NPU-
emMaMM — HeOObIYHbIMU TeMbpamu,
3KCTpaBaraHTHbIMMU 418 UHCTPYMEH-
TOB perucrpamu. oyt He3ameTHbIM
obpasom mapu, Kotopomy Manep ¢
nopasuTesibHbIM MacTepCTBOM CMOr
npuaaTb HeKoe « oTpuLaTenbHoe oba-
fAHUEe», YCTynaeT Mecto eAUHCTBEH-
HOMY NpPOCBETY BO BCEX 3TOM 4acTu
— TPHO, YbA TEMa BOCXOAUT CHOBA

K nocnegHemy pasaesny nociegHen
e necHu umMrna «lecHu cTpaHcTBy-
towero nogmacrtepbsa» «lonybbie
rnasKkuy»: 34eCb LapuT NOAJIMHHOCTb
YyBCTBa, NPOTUBOCTOALLAA NOLIIOCTU
1 hasibluM NOXOPOHHOIO MacKkapaaa,
CHOBa 3aTeM BCTYNawLLero B CBOU
npasa, a MOTOM Ha KOPOTKOE Bpems
npepbiBaeMoro 6yMHbIM By/ibrapHO-
HaAPbIBHbIM LIbIFAHCKUM WJIX KNes-
MEPOBCKUM TaHLieBa/ibHbIM MOTUBOM
(B uHTepnpeTauuu Aptema Baprac-
TUKa — eBpencKoro « Ppeiinaxcanr).

UcnonHaembi 6e3 nepepbiBa thrUHan
(NnepBOHa4anbHO O3arfiaBfieHHbIN,
HanomHuM, « U3 aga B pair» 1 3atem
nomeyeHHbIn Stirmisch bewegt/
«BbypHO») — rpaHAMO3HOE COHATHOoe

CONCERTS

Minor — and dates back to the
folklore and namely to the song in
the minor canon, Brother Jakob,
are You Sleeping? (‘Brother

Martin’ is another take on the
name). “Solemnity” is deformed

by “inappropriate” orchestral
techniques — unusual timbres,
extravagant registers for the
instruments. Almost imperceptibly,
the march which Mahler, with
amazing skill, was able to imbue
with a certain “negative charm”,
gives way to a gleam of light within
this whole part: a trio, the theme of
which goes back to the last section
of the last song in the Songs of a
Wayfarer cycle — The Two Blue
Eyes of my Beloved. Here the
authenticity of feeling dominates,
opposing the triviality and falsehood
of the funereal masquerade, once
again assertive in its own right, and
then for a short time interrupted by
a violent, vulgar, grappling gypsy
dance motif (Jewish Freilachs in the
interpretation of Artem Vargatftik).

The finale (originally titled From
Hell to Paradise and then marked
as “Stirmisch bewegt.” (Wild)
performed without interruption is a
grand sonata allegro, beginning with
a short but powerful introduction:
according to Mahler, it is “the cry
of the wounded from the very depth
of the heart.” The theme of the
main part, born over the course of
its development, personifies will
and action, the secondary aspect
is that of the lyrical principle: one
and the other come into conflict
with each other upon the theme’s
introduction, echoing despair and
crisis. Almost all the themes of the
symphony are repeated in the finale.
"The theme of pristine nature" is
revisited from the first part, and,
merges and interacts with the
accompanying parties at the cost
of incredible tension (at some point
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annerpo, HayMHarwoweecsa KOPOTKUM, HO
MOLUHEHNLUM BCTynieHMeM: no Manepy,
3TO K KPUK PAHEHHOro B camylo ry6uHy
cepaua». Poxpawianca B pazpaboTke
TeMa /laBHOW NapTUMU ONIULLETBOPSAET
BOJIO U AeHACTBUE, Tema NOO6OYHON —
JIMpUYECKOe Havano: Ta U gpyras BCTy-
nawT B 60pbby C TEeMOM BCTYMJIEHUS,
BblpaMaloLen oT4aAHUEe U KPU3UC.

B ¢mHane npoxoaAT easa v He BCe
TeMbl cuMmtoHuK. Bo3Bpalyaerca « Tema
nepBo34aHHOM NPUPOAbI» U3 NEPBOH
4yacTH, U, CIMBAACb C Her U B3aUMO-
LENCTBYA C COMYTCTBYHOLWUMA NapTU-
AMU LLEHON HeBEePOATHOIrO HamnpsKeHUs
(B KAKOM-TO MOMEHT HaM KameTcs, YTo
Mbl y*Ke 6/IM3KK K pa3BA3Ke, HO, KaK
BcTpe4vaercAa y Manepa, 310 « 06maHy-
TOe OXMAaHUe»), raBHaA Tema pas-
pellaeTca repoMyecKum anoeosom.

MUHTepnpeTtaumm ManepoBCKUX CUM-
¢oHun Teogopom KypeHTancom BcA-
KWI pa3s CTaHOBU/IUCb MY3blKaJIbHbIMH
COObITUAMM: YPE3MEPHYIO 3K3asb-
TaLUUIO B HUX CMEHSAET YETKO BbiBe-
peHHas My3blKa/ibHaA 3KCNpeccus, a
BHUMaTe/IbHENLLEe NPOYTEHUE NapTm-
TYp BblABNAET 6€34Hbl HOBbIX CMbIC-
noB. Al o6paTuica ¢ Bonpocamu K
Ma3sCTPO, KOTOPOro 3acTan MexAay
ABYyMA UcnosHeHMaAvK epBon cum-
¢oHMn — B AdmHax u bproccene.

— Ko BTOPOMY UCMOMHEHUIO CBOEM
MepBoi cumaooHMM MAnEP caENAn npo-
FPAMMHBIE MOSACHEHWUA /1A CNYLILATENEM,
KOTOPBIE OH CAM }E MOTOM OTMEHWJI.

KAK Bbl MONATFAETE, HYMHbI /11 OHU?

— fl 6bl ckasan: U ga, U HeT. C TOUYKH
3pPEeHUA BHYTPEHHEro nepexuBaHuA

— a BbI3BaTb €ro ecTb LeJib My3bl-
KaJIbHOrO UCMOJIHEHUA, — 3TO AAET He
TaK y¥ MHOro, He BeAeT «B 6e34HbI».

— [Mavnb LLUTE®AH, NEPBbIA BUOTPAD
KOMMO3WUTOPA, CKA3AJI, YTO B MY3bIKE
MANEPA ¥W3Hb HAYMHAETCS HA VJIMLIE,

A KOHYAETCA B BECKOHEYHOCTM.

— C Apyroi CTOpOHbI, A Kak UCMONHU-
TeNb AO/IKEH 3HaTb O NPOM3BEAEHUU

CONCERTS

it seems to us that we are already
close to the denouement, but, as it
happens with Mahler, this is a “lost
expecttion”). The main theme is
resolved by a heroic apotheosis.

Interpretations of Mahler symphonies
by Teodor Currentzis every time
become an event: excessive
exaltation is replaced with refined
musical expression, and careful
reading of the scores reveals an
abyss of new meanings. | asked
questions to the maestro, whom

| found somewhere between the two
performances of Symphony No. 1

in Athens and Brussels.

— FOR THE SECOND PERFORMANCE OF

HIs SympHONY No. 1, MAHLER PREPARED
PROGRAM EXPLANATIONS FOR THE LISTENERS,
WHICH HE HIMSELF CANCELLED LATER.

Do YOU THINK THEY ARE NECESSARY?

— | would say: yes, and no.

From the standpoint of inner
experience — and to experience

it is the goal of a musical
performance — it does not give too
much, does not lead "to the abyss."

— PauL STEFAN, THE COMPOSER’S

FIRST BIOGRAPHER, SAID THAT IN
MAHLER’S MuSIC, LIFE BEGINS ON THE
STREET, AND ENDS IN INFINITY.

— On the other hand, |, as a
performer, must know everything
that can be learned about the work.
It is important to me that Mahler
wrote Symphony No. 1 when he
was young, and it contains the
experiences of a young man. That
the autobiographical impetus for
its creation was the composer’s
vehement love for his friend Carl von
Weber’s wife, and he, a man with
a broken heart, sought a way out
of this situation in composing the
symphony. And that its protagonist,
a young man stood the test of the
grotesque of the third part acquires
immunity and in the finale is able
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BCE&, YTO MO}HO y3HaTb. MHe BaxkHO,
yT0 MepByto cumdbonuto Manep Hanu-
can mMonozbiM, U B HE€ 3aJI0HEHbI
nepexmMBaHUA 4YesioBeKa MOOAOrO.
Y10 aBTOOGUOrpathMH4eCKUM TONYKOM

K ee co3aaHuio ABuMnacb 6e3ymHasn
NI60Bb KOMMO3UTOPA K HeHe ero
apyra Kapna ¢oH Bebepa, v Bbixog,
M3 3TOW CUTyaLMH OH, YeJIOBEK C pa3-
6UTbIM cepaueM, UCKan B COYUHEHUU
cumpoHmnun. U uto ee repomn, monoaomn
YeJIOBEK, BblAepraBLUMA UCMbITaHUe
rPOTECKOM TPEeTber 4acTu, Npruob-
peTaeT UMMYHUTET U B hHUHane yxe
MOMET cpaaTbCA C MOJIHUEN.
JApamaTtru3m 3ToM CUMGOHUM aBTO-
6uorpacduryeH u B gpyrom. Manep
HasbiBan ceba Tpuxabl 6e340-
MHbIM: KaK Yex cpeau aBCTPUILIEB,
KaK aBCTpHUeL, Cpean HEMLEB U KaK
eBpeir — BO BceMm mupe. Obpaule-
HUEM BO BTOPOM U TPETbEr 4acTu K
HapoAHOM My3blke — aBCTPUMUCKOM,
LUbIraHCKOMW, €BPEMCKON — OH KaK
6bl FOBOPUT « HET» HALMOHANBHOCTH.

— Y70 BbI Bbl MOMIM CKA3ATb MO
noBOAY MOTWUBA MPUPO/bLI B NMEPBOM
YACTU U BO3BPATA K HEMY B GUHANE?
— B nepBo# 4acTh 04eHb BaMHa
cama coHaTHas ¢opma, oTCbinato-
Lan, B YaCTHOCTHU, K BeTxoBeHy...

— K «[MacTopanbHOM» ?

— WU He TONbKO K Hel. B nep-
BOW 4aCTU U3 3TOr0 MepLaroLero
TyMaHa BblpacTtaeT MUCTEPHUA.
lMaH npocbinaeTcs... repon roeBo-
PUT C NTULAMU Ha UX 3CMEPAHTO...

— W 3uropua, Koraa kroBb Pad-
HUPA MNOMAJIA EMY HA A3blIK, CTA1 MOHU-
MATb A3bIK NTUL. V4 TPYBAAYPOB, KCTATU,
NTULbI USBACHAIUCb HA NATbIHWU.

— OTtcioaa — nyTb K « Bonwe6-
HOMY pOry Masib4yuvKa», Kk TpeTbei
cumcdoHnU. Ho cHayana K Tpuo BTO-
pOM 4acTH, YACTO BEHCKOMY — 3TO
weAaesp, rae belle époque yau-
BUTE/IbHO COYeTaeTCs C lOHoLle-
CKUM MUPOOLLYLLIEHUEM, KOTO-
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to have a fight with the bolt of
lightning. The drama of this
symphony is autobiographical in
another aspect as well: Mahler
called himself homeless in
three ways: as a Czech among
Austrians, as an Austrian among
Germans and as a Jew — all over
the world. By appealing to folk
music in the second and third
parts — Austrian, Gypsy, and
Jewish — he defies nationality.

— WHAT CcOULD YOU SAY ABOUT THE
MOTIVE OF NATURE IN THE FIRST PART
AND RETURNING TO IT IN THE FINALE?

— In the first part the sonata form
itself is very important, referring,
in particular, to Beethoven...

— You MEAN THE ‘PASTORAL’ SONATA?
— And not only that. In the

first part mystery grows out of
this flickering fog. Pan wakes
up... the protagonist speaks

their Esperanto to the birds...

— AND SIEGFRIED, WHEN FAFNIR’S
BLOOD HIT HIS TONGUE, BEGAN

TO UNDERSTAND THE LANGUAGE

OF BIRDS. BY THE WAY, THE
TROUBADOURS’ BIRDS SPOKE LATIN.

— From here there is a path

to The Boy’s Magic Horn, and
Symphony No. 3. But first to

the trio of the second part,

purely Viennese — this is a
masterpiece, where the belle
époque is surprisingly combined
with a youthful outlook that will
be preserved in Mahler’s first four
symphonies. In No. 5 and after —
there is already a different scale.

— CouLD WE SAY THE SAME ABOUT A TRIO
FROM THE THIRD MOVEMENT, ESPECIALLY AS
IT IS PUT IN AN ALIEN CONTEXT AND THAT’S
WHY ITS LYRICISM IS FELT SHARPER? THERE
ARE A LOT OF RECORDS OF THE COMPLETE
COLLECTION OF MAHLER’S SYMPHONIES —
UNDER THE DIRECTION OF KUBELIK,
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poe coxpaHutcAa y Manepa B nep-
BbIX YeTbipex cumdoHuax. B MNaton
Y Aanee — YM¥e MHOM pasmax.

—_— HABEPHOE, NOAOBHOE MOMHO CHA-
3ATb U O TPUO TPETbEM YACTU, TEM BOJIEE
YTO OHO CTOUT B YYHKAOM EMY KOHTEK-
CTE, U OTTOIO Er0 JIMPU3M OLLYLAETCA
ELLLE BOJIEE oCcTPO? ELLI,E A XOTEN Bbl CNPO-
CUTb: CYLLECTBYET HEMAIO 3AMWUCEN NON-
HOMO LUMKJIA CUMDOHUM Manepa — noa
ynPABNEHUEM KYBENMKA, TMNEHA, XAK-
TUHKA, Bynesa, JuweHsaxa, LWann; BEPH-
CTAMH 3AMUCAN ErO AAXKE ABAMAbI. COEVI-
PAETECb /I Bbl UICMOJIHUATb, A 3ATEM 3AMNKU-
CATb BCE MAJIEPOBCKWE CUMdOOHUN?

— lMnanupyeTcAa Hawa 3anucb

Bcex cumdboHmun Manepa ¢ cump-

mom Sony Classical. Haw opkecTtp
Kamgoe neto cobupaercsa Ha [aru-
neBcKom ¢tectuBane B lNepmn ana
MUCMOJIHEHUA O4HOM U3 CUMMDOHUMN,
noTom Mbl ee 3anucbisaem. Ho lNep-
BYIO CUM(OHMUIO XOTeNI0Ch Obl 3anu-
catb B BeHe — ¢ Helo cBA3aHbI
ocobble Tpe6OBaHUA K aKyCTHKe.

— Kortopyio 13 cumaooHuin Manepa

Bbl BOJIbLUE BCErO JIIOBUTE?

— LUecTyo, KOTOPYIO Mbl UCNOJI-
HAM B NpoLwwiom rogy. A 3Haw U
nobnto ee ¢ feTcTBa U, BOMPEKH
obLemy MHEeHHUI0, He cCYMTalo Bbipa-
HeHueM 6e3HafeHOCTU. B Hel
Manep Bbipa3zun BCO CBOIO Nt060Bb
K Anbme, a eC/ivM B 4eM-TO U pasyBe-
PWUICA, TO TONLKO B TOM, 4YTO OCTa-
€TCH B YeNI0OBEYECKUX CUax, Aaliblue
npeAocTaBnAA AencTBoBaTb 6oram.
N, KoHe4yHo, «llecHb 0 3emnex...

— MoHO N1 0iHOW ®PA30I BbIPA-
3UTb, KAKUE TPEBOBAHWA Bbl NPEADL-
ABMIAETE K UCMOMHEHUIO?

— Manep roBopuJi, YTO COYMHUTb
CUM(OHMIO PaBHOCU/IbHO CO34a-
HUIO MMpa CO CBOMMMU COBCTBEH-
HbIMW 3aKOHaMMH, a UCMONHATbL ee
HYXHO TaK, YTOObl YeNOoBeK, ee
npocaywasiuum, cTan Apyrum.

CONCERTS

GiELEN, HAITINK, BOULEZ, ESCHENBACH,
CHAILLY; BERNSTEIN EVEN RECORDED IT
TWICE. ARE YOU GOING TO PERFORM AND
THEN RECORD ALL MAHLER’S SYMPHONIES?
— We plan to record all Mahler’s
symphonies with Sony Classical. Our
orchestra gathers at the Diaghilev
Festival in Perm every summer to
perform one of the symphonies, and
then we record it. But | would like
to record Symphony No. 1in Vienna,
as it has special requirements

for acoustics connected with it.

— WHicH MAHLER’S SYMPHONY

IS YOUR FAVOURITE?

— No. 6, the one we performed
last year. | know and love it since
childhood and, contrary to popular
opinion, do not consider it an
expression of hopelessness. In

it, Mahler expressed all his love
for Alma, and if he had lost faith
in something, it was only in what
remained in human power, further
allowing the gods to act. And, of
course, The Song of the Earth...

— IS IT POSSIBLE TO EXPRESS WITH
ONE PHRASE, WHAT REQUIREMENTS

DO YOU HAVE FOR PERFORMANCE?

— Mabhler said that composing
a symphony is equivalent to
creating a world with its own
laws, and it is necessary to
perform it so that it changes the
person who had listened to it.
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anuneH
NMPUTYUH

CKpunKa (poccus)

CONCERTS

aylen
pritchin

violin (russia)

OauH U3 caMbix APKUX CKpUNa-
yeK CBOEro NoKoJsieHus, obnana-
IOWMA K TOMY e MHOrorpaHHbIM
TanaHToM. BbinyCKHUK MocKoB-
CHOM rocyaapCTBeHHOM KOH-
cepBatopuu um. . N. Yankos-
CKoro, Knacc npoceccopa day-
apaa paya. B HacToAwee BpemAa
aCCUCTEHT CBOEro negarora.

AKTMBHO ractponupysa B Poccuu n
3a pybexom, AineH MNputunH aasan
COJ/bHbIe KOHLEepTbl B bonbwiom
3ane MOCKOBCKOM KOHCepBaTOpH1H,
KoHueptHOM 3ane vm. . U. Yan-
KOBCKOro, BeHCKom KoHuepTtxayce,
amcTepaamckom KoHueptre6ay,
3anbubyprckom Mouapteyme, Tea-
Tpe Enucerickux nonen B Mapuxe.

Aylen Pritchin is one of the most
vivid and versatile violinists

of his generation. Graduated
from the Moscow Tchaikovsky
Conservatory (class of Professor
Eduard Grach). He is currently
Eduard Grach’s assistant.

Frequently tours throughout
Russia and abroad, Aylen has
given recitals at prestigious
concert venues including the
Great Hall of the Moscow
Conservatory, the Tchaikovsky
Concert Hall, the Konzerthaus
in Vienna, the Concertgebouw
in Amsterdam, the Mozarteum
in Salzburg and the Théatre des
Champs Elysées in Paris.
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CoTpyaHH4Yan ¢ TaKUMKU KONJIEKTU-
BaMM, Kak AKageMHUYEeCKUN CUM-
thoHnyeckun opkectp Mockos-
CKOM (hPMNapMOHHUM, rocyAapCTBEH-
Hbl CUMMOHUYECKUNA OPKECTP
«HoBas Poccusa», CumdboHHuye-
CKuM opkrectp Poccuu, AKagemum-
YEeCKUH CUMMOHUYECKUN OPKECTP
CaHKr-lNMeTepbyprckon unapmo-
HMKU, MOCKOBCKUI rocynapCTBeH-
Hbli akageMU4YeCKUM CUMBOHUYe-
CKuit opKecTp n/y MaBna KoraHa,
KamepHbli aHcambnab « Conu-

ctbl MocKBbl», CUMtOHUYECKHUH
opkecTtp BeHckoro paauwo, [loHa-
HbU-opKecTp byaacdoka (BeHrpua),
KaMepHbIi opKecTp « AMaaeyc»
(Monbwa). Beictynan noa ynpas-
NeHnem aupukepos tOpua Cumo-

HoBa, ®abuo MactpaHxeno, LLnomo

MwuHua, Po6epto BeHuu, KopHenu-
yca Mancrepa, [lopuaHa YuncoHa.

Jlaypeat 6onee AecATU Mexay-
HapoAHbIX KOHKYPCOB, cpeau
KoTOpbix — UM. Mapreput JIoHr,
Haka Tn6o 1 PexnH KpecneH
(Mpan-npu; dpaHuma, 2014), um.
Po6epta Kanettu (UTanua, 2009),
um. MaH4yo Bnagureposa (bon-
rapua, 2007), um. A. . Amnonb-
cKkoro (Poccusa, 2006) — | npemus;
um. ®puua Kpeiicnepa (ABcTpus,
2010), um. Jaeuga Oiictpaxa (Poc-
cusa, 2010), Sion-Valais (LUBen-
uapusa, 2009) — Il npemums.

CONCERTS

Works with renowned symphony
ensembles including the Academic
Symphony Orchestra of the
Moscow Philharmonic, the ‘New
Russia’ State Symphony Orchestra,
the Symphony Orchestra of

Russia, the Academic Symphony
Orchestra of the St. Petersburg
Philharmonic, the Moscow State
Academic Symphony Orchestra
under Pavel Kogan, the ‘Moscow
Soloists’ chamber ensemble,
Radio-Symphonieorchester Wien,
the Dohnanyi Orchestra Budafok
(Hungary) and the Amadeus
Chamber Orchestra (Poland). Has
appeared under such conductors as
Yuri Simonov, Fabio Mastrangelo,
Shlomo Mintz, Roberto Benzi,
Cornelius Meister and Dorian Wilson.

He has also won numerous awards
including the Long—-Thibaud—-Crespin
Competition (Grand Prix; France,
2014), the Canetti Competition
(ltaly, 2009), the Vladigerov
Competition (Bulgaria, 2007), the
International Yampolsky Competition
(Russia, 2006) — 1st prize; the
Kreisler Competition (Austria,

2010), the Oistrakh Competition
(Russia, 2010), Sion Valais
International Violin Competition
(Switzerland, 2009) — 3rd prize.
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KOHLepT ABUN
co60oi HOBbIN

war B pasBuTHUH
KOHLIePTHOro
HaHpa: Bnepsble

B UCTOPUU MY3bIKU
WHCTPYMEHTaIbHOMY
COYMHEHMIO NpUAaaH
Tparnyeckum

XapaKTep peKBuema.

Violin Concerto

is a milestone in
the development

of the concert
performance genre:
for the first time in
the history of music
an instrumental
composition
acquires the tragic
purpose of a
requiem.

KOHLIEPTbI

anobaH 6epr
HROHLUEepPT

ANA CKPUINKH
C OPRECTpOM

ABCTPUHCKUIA KOMMO3UTOP U MYy3bl-
KaNbHbl KPUTHUK AnbbaH bepr —
OAWH U3 Haubonee BblAAOWMXCAH
npeacraBuUTesIelM 3KCNpPeccUo-
HM3Ma B My3blke U HoBoOM BeH-
CHOWM LUKOJIbl, C/IOMUBLLUENCA B
Hayane XX BeKa BOKpYyr ¢urypbl
ApHonbpa LLIéH6epra. 3a cove-
TaHWe B CBOMX NMPOU3BEeAEHUAX
ManiepoBCKOro pomMaHTU3Ma m
LwéH6eproBcKkom goaeKatoHUM
NPy XMU3HU ObiN Ha3BaH « pOMaH-
TUKOM goaeKaOoHMUKUY», a 3a Kpau-
HIOIO CTeMNeHb BbIpa3UTENbHOCTH
My3blKanbHOro A3blka B onepe —
aBTOPOM «ApaMbl KpUKa».

CKPUNUYHBIA KOHLEPT — OAHO
M3 BepLUMHHbIX NpousBeae-

HMA B TBopYecTBe bepra. bonee
TOro, OHO npeAacTasaAeT cobomn
HOBbIM LWar B pa3BUTUU KOHLLEPT-
HOro *aHpa: BnepBble B UCTO-
PHUM MY3bIKKU UHCTPYMEHTab-
HOMY COYUHEHMIO NPUAAH Tpa-
rMYeCKU XxapaKTep pexkB1Mema.

B deBpane 1935 roga amepuKkan-
CKuK cKkpunad Jlyu KpacHep o6pa-
TUncA K bepry ¢ npocb6on Hanu-
catb anA Hero KoHuept. Komno-
3MUTOP, Ha TOT MOMEHT MOJIHOCTbIO
NOCBATMUBLLMIK cebsa pabote Haa
onepon «Jlyny», npeasioeHue He
OTHKJIOHWUJ1, HO U GONBLLOIO SHTY-
31Ma3ma He nposasaan. Umnynbcom
LN Havana pabotbl Hag KoHuep-
TOM MOCAyXMK/1a HOBOCTb O CMEPTH
OT NOJIMOMUENIUTa BOCEeMHaaLaTh-
netHen MaHoH — gouepu Anbmbli
Manep (BaoBbl l'yctaBa Manepa)

M ocHoBaTtena bayxayca Banbtepa

CONCERTS

alban berg

violinkonzert
(violin
concerto)

Alban Berg was an Austrian
composer and music critic. He
was one of the most outstanding
representatives of Expressionism
in music and the Second

Viennese School formed in the
early 20th century around Arnold
Schonberg. During his lifetime,
Alban Berg was called a “romantic
of dodecaphonic composition”
owed to his combining Mahlerian
Romanticism with an adaptation of
Schonberg's twelve-tone technique,
and a pioneer of the “scream
drama” for his highly expressive
musical language in opera.

Violin Concerto is one of the
highlights of Alban Berg's music.
Moreover, it is a milestone in

the development of the concert
performance genre: for the first
time in the history of music an
instrumental composition acquires
the tragic purpose of a requiem.

In February 1935, American violinist
Louis Krasner asked Alban Berg

to compose a Concerto for him.

The composer who was completely
immersed in his work on the

opera Lulu, did not decline the
commission, but was not particularly
enthusiastic about it either. What
triggered him to start composing
the Concerto was news of the death
from polio of 18-year-old Manon, the
daughter of Alma Mahler (Gustav
Mahler's widow) and Walter Gropius,
founder of the Bauhaus School. The
composer was so shocked by the
event that he drafted the structure
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ponunyca. lNMoTpAceHne KOMNoO3u-
Topa 6bI/10 HACTONLKO CUJ/IbHbIM,
YTO B TOT }Ke Beyep OH Habpo-

can popmy KoHuepTa, a B nUuCbMe
Anbve Manep coobuwmn, 4to Hame-
pPeH NOCBATUTb HOBOE COYMHEHUE
ee gouepn — «[llamATu aHrenay.

KoHuepT 6bi1 HanUcaH B KOPOT-
KHe CPOKM, U yHe B aBrycre bbina
rotoBa ero opKecTpoBKa. Hom-
NO3ULMOHHO OH COCTOMT U3 ABYX
yacTen U YeTbipex pasnenos, Kam-
OblA U3 KOTOPbIX, KaKk oTMe4aeT
My3bikoBea BaneHTtuHa Xono-
nosa, oTpaaeT «06pa3bl KOPOT-
KOM }U3HHU U BbICTPON CMEPTH
loHOro cyuwecrtBa»: «[pentoausa
nepeaaet owyLieHWe 3bI6OKOCTH,
XPYNKOCTU U HEKOTOPOM OTpELUEeH-
HocTU. CKepuo, CUMBOIU3UPYIO-
Liee pagoCcTy HMU3HH, NOCTPOEHO
Ha OT3BYKax Ba/bCOB, JieHA/1e-
pOB, COAEPHMUT HaPOAHYIO KapuH-
TUICRYIO Menoauio. KageHuuna
BOM/IOLLAET KPYLUEHHUE HU3HM,
NPUBOAMUT K APKOW 3KCNpeccuo-
HUCTUYECKOM KY/IbMUHALUU COYU-
HeHuA. XopasbHble Bapuauuu
BeAyT K ouMLlalowemMy Katapcucy,
KOTOPbIA CUMBOJIM3UPYET LUTaTa
xopana U. C. baxa (M3 AyxoBHOM
KaHTaTbl N2 60 Es ist genug)».

Hepeako B CKpUNUYHOM KOHLIEpTE
BUAAT « ABOMHOMW peKBUEeM», npea-
nonaras, 4To BO Bpems paboTbl
HaA nocnegHUM CBOUM COYMHE-
Huem Bepra nocewanu mbicau

0 61M3KOM KOHYMHe. lNpembepa
KoHuepTa cocTtoanacb nocne
cmepTH aBTopa — 19 anpensa

1936 roga Bo lBopue KatanoH-
CKOM My3blKM Ha MexayHapoa-
Hom decTuBane ObLliecTBa coBpe-
MEHHOM My3bikK B bapcenoHe.

Ha ckpunke urpan Jlyu KpacHep,
avpuxnposan lepman LLepxeH.

CONCERTS

of the Concerto the same evening
and wrote to Alma Mahler that

he was going to dedicate his

new work to her daughter — “to
the memory of an angel” (dem
Andenken eines Engels). The
Concerto was completed very
soon, and in as early as August

it was already orchestrated.

The composition is made of two
movements and four sections, with
each of them reflecting “images of
the fleeting life and abrupt death
of a young person,” as music
historian Valentina Kholopova
notes: “The prelude conveys the
feeling of unsteadiness, fragility
and a sort of detachment. The
scherzo, symbolising the joy of
life, is built on echoes of waltzes,
landlers and plays upon a
Carinthian folk tune. The cadenza
embodies the collapse of life and
leads to the bright, expressionist
culmination of the composition.
The chorale Variations lead to

a purifying catharsis which is
symbolised by a citation from
Bach's chorale (from Cantata
BWV 60, ‘Es ist genug’).”

The Violin Concerto is often
interpreted as a “double requiem”
implying that Berg was thinking
about his own imminent death
while completing the Concerto
which became his last work. The
Concerto premiered after the
composer's death on 19 April 1936
in the Palau de la Musica Catalana
at the International Society for
Contemporary Music Festival in
Barcelona. Louis Krasner played
the solo part while Hermann
Scherchen was the conductor.



KOHLIEPTbI CONCERTS

>
<
o
©
o
=3
L
©
=
o
4
3]
@
o
[ =
n
R
©
=
©




77

15.05 / 03:30

15.05 /19:00

KOHLIEPTbI

&l MepMcKas XyAoecTBeHHas ranepes

«npuaguTe BO3gaTb XBasny
npecBATON AeBe MapuUu»
KoHLepT ensemble micrologus
nuvpa: rabpuene pycco
ABOMHaA tnenTa, nenta
6yTTacdyoKko: roddpeno aenbu
3CnocTU

BOKaJ, 6yb6eH: 3Hea COPHUHU

B NporpamMmme:
CpeAHEBEHKOBbIE UTa/IbAHCKHUE
nayabl XIlI—XV BB.

@  NepMCKui Teatp
onepbl U 6aneta

I otpenenne
BpYy4Y€H1E NpemMuun
«pPe30HaHC»

II otnenenue
«W Yy Hac TOMe KapHaBan»
KoHUepT ensemble micrologus

PYKOBOAUTENIb aHCambnsa,
AWpUHep, BOKan, apga:
naTpuumsa 6o0Bu

c¢neiTta u Tambyp, hnenta
6yTTacthyoko, UTasbsaHCKan
BOJIbIHKa:

rodpeao Aesibvh 3CNOCTHU
BMoONa Aa 6payyo, pebekK:
rabpuene pycco

TEHOP, NIIOTHA: CUMOHE COPUHU
6ac, nepKyccusa: aHea COPHUHU
apda: nua cTtyTTapa

NIOTHA: KpoydopAa AHr
LyNbLUUMED, NePKYCCUA:
rabpuvenb MUpaK/b

BMONa Aa ramba:

LMaHHM na mapKa

B NporpaMmme:

BOKaJibHble nbecbl XV—XVI BB.
(tbpoTTONA, BUNOTTA U BUNIJIAaHECKA
B HeamnoJIMTaHCKOM CTU/e)

CONCERTS

@ perm state art gallery

‘venite a laudare

I’amorosa vergine maria’

concert of ensemble micrologus
lira: gabriele russo

flauto doppio, flauto e buttafuoco:
goffredo degli esposti

canto, tamburello: enea sorini

the programme includes medieval
italian lauds of the 13th—15th
centuries

@ NepMCKWUK Teatp
onepbl U 6aneta

part 1
ceremony of the diaghilev festival
award for young critics ‘resonance’

part 2

‘e pure noi facciam carnevale’
(‘we’re having a carnival, too’)
concert of ensemble micrologus

canto, superius, harp, direction:
patrizia bovi

flute and tambour,

flauto e buttafoco, sordellina:
goffredo degli esposti

viola da brazzo, rebec:
gabriele russo

tenor, lute: simone sorini
bass, percussions: enea sorini
harpe aux harpions:

leah stuttard

lute: crawford young

dulcimer, percussions:
gabriele miracle

viola da gamba:

gianni la marca

the programme includes vocal
pieces from the 15th—16th centuries
(frottola, vilotta and villanesca in the
neapolitan style)
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micrologus

(uTanua)

UTanbaHCKKMM aHcambsb cTapuH-
Hon My3bikM Micrologus ocHoBaH
B 1984 roay. Ero Ha3BaHue OTCbI-
naet K TpakTaty « Mukponor, unu
KpaTkoe HacTaB/iieHUe B My3biKe»
(oK. 1026) 0aHOro U3 KpynHeu-
LUMX My3blKaJibHbIX TEOPETUKOB
CpeaHeBekoBbA BMAO A’ApevLo.

lMocToAHHbIE YneHbl aHcambna —
nesuua 1 apcucTKka Matpuuma
Bbosu, notHUCT Agonbdo bperr
(1961—2006), dnenTrct MNoddpeso
Jenbu 3cnocTu U CKpMnay U ruTa-
puct lNabpuene Pycco. B 3aBucu-
MOCTHU OT TEMaTUYECKUX Nporpamm
K Y4acCTUIO B KOHLiEpTax U ayauo-
3anucax nNpurnawarTca U 4py-

rue neBUbl U UHCTPYMEHTA/IUCTbI.

B cBoux TeaTpann3oBaHHbIX Npea-
CTaBJIEHUAX MY3blKaHTbl UCNONb3YIOT
LOCTOBEPHbIe KOMUMU CTapHUHHbIX
MHCTPYMEHTOB, a TaK*Ke cpegHe-
BEKOBbIX KOCTIOMOB M JEeKOpaLUi.
Kaxabi rog oHu npegnaratot
ny6/MKe OAWH WK ABa HOBbIX CNEeK-
TaKknA, yepenys cakpasibHyl U npo-
thaHHy My3blKy XII—XV BeKoB.

Conuctbl Micrologus Takxke coTpya-
HUYaIOT C COBPEMEHHbIMHU KOMMO-
3uTtopamu: B 1991-m oHM 3anucanu
CayHATPEeK ANA OCKapOHOCHOro
¢unbma MNa6puane CanbBatopeca
«CpeaunsemHoe mope», a B 2007-m
ANnA aBaHrapgHoro 6aneta « Mud» B
noctaHoBKke Cugu Jlap6u LLiepKayu.

B aucKorpaduu KonnekTMBa

15 CD, KoTopble ABaxAabl 6bI/In
oTme4eHbl npemuen Diapason
d'Or de I'Année. C 1995 roaa
aHcambsb 3anMcbiBaeTcA Ha cob-
CTBEeHHOM nenbne ed.disc.

CONCERTS

micrologus

(italy)

Micrologus, the Italian ensemble

of early music, was founded in
1984. Its name refers to the treatise
Micrologus id est brevis sermo in
musica (‘Micrologus, or a Brief
instruction in music’; dating to
approximately 1026) by one of the
greatest music theorists of the
Middle Ages — Guido of Arezzo.

Amongst the ensemble’s permanent
members are singer and harpist
Patrizia Bovi, lutenist Adolfo Broegg
(1961—2006), flautist Goffredo
Degli Esposti and violinist and
guitarist Gabriele Russo. Depending
on the thematic programmes,

other singers and instrumentalists
are invited to participate in

concerts and recordings.

In their theatrical performances,

the musicians use authentic
replicas of ancient instruments,

as well as medieval costumes and
decorations. Every year they present
one or two new performances to
audiences, alternating between
sacral and profane music of

the 12th — 15th centuries.

Micrologus soloists collaborate
with contemporary composers as
well: in 1991, they recorded the
soundtrack for Gabriele Salvatores’
Oscar-winning film Mediterraneo,
as well as the soundtrack for

the avant-garde ballet Myth by

Sidi Larbi Cherkaoui in 2007.

The discography of the ensemble
includes 15 CDs which have twice
been awarded the French Diapason
d'Or de I’Année award. Since 1995
the ensemble has been recording
under its own label, ‘ed.disc’.
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@ OpraHHbIA 3an NepMCHOM1
thrnnapmoHumn

KOHUEPT KBapTeTa
MM. AaBUAa OUCTpaxa

nepBas CKpUnKa:
aHapemn 6apaHoB
BTOpasA CKpUNKa:
POAUOH NEeTpoB
anbT:

tdenop 6enyruH
BUOJIOHYE/b:
aNneKcern MUIUH

B nporpamme:

neTp YamKoOBCKUHN
KkBapteT N2 1 pe maop, op. 11

rMA KaH4yenun

chiaroscuro aAnA CTpyHHOro KBapreTa

AMWUTPUHA LLOCTaKOBMY
KkBapteT N2 9 mu-6emonib MaxKop,
op. 117

CONCERTS

@ perm philharmonic organ
concert hall

concert of the
david oistrakh quartet

first violin:
andrey baranov
second violin:
rodion petrov
viola:

foydor belugin
cello:

alexey zhilin

the programme includes:

pyotr tchaikovsky
quartet no. 1in d minor, op. 11

giya kancheli
chiaroscuro for a string quartet

dmitri shostakovich
string quartet no. 9 in e-flat major,
op. 117
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KBapTeT
MM. AaBKnAa
ovcTpaxa

(poccun)

Mog arnpon umenu laBmaa
OiicTpaxa BbICTynawT Monoablie
POCCUICKHE COJIUCTbI, Ve
[06UBLUMECA MUPOBOro NPU3HaHUA,
KOTOPbIX CBA3bIBAeT MHOIOJIETHASA
TBOpYEeCcKana ApyH6a U NnpegaHHOCTb
KBapTETHOMY HaHpy: AHApPeH
BapaHoB (nepBas CKpMIKa),
PoauoH lMeTpoB (BTOpaA CKpUMKa),
®depop Benyrud (anbt) U Anekcei
HunuH (BUonoHvenn). B 2012 roay
KBapTeT 6bla Y40CTOEH UMEHU
reHManbHOro ckpunava XX Beka, no
peLleH1I0 CEMbM My3blKaHTa. dTomy
cnocobcTBOBaNo TO, YTO CNYCTA

75 net nocne Tpuymda asuga
Oiictpaxa Ha MexayHapogHoMm
KOHKypce cKpunayei um. Koponesbl
EnusaBetbl, AHapen bapaHoB
oAepHan IMYHyI0 nobeay B TOM

e KOHRKypce B 2012 roay.

HKeaptet um. [laBuaa Oincrpaxa
perynfapHo AaeT KOoHLepTbl BO
®dpaHuuu, benbrum, Hugepnangax,
Lsenuapwuu, LBeuun, Hopseruu,
JaHuu, py3sun U Ha MHOrMx
M3BECTHbIX POCCUUCKMX MJIoLagKax.
HonnekTtue coTpyaHu4yan ¢ TakKUmMuU
Bbl4alOWUMUCA My3blKaHTaMM,

Kak dnnco Bupcanagse, dayapa
BpyHHep, JlnaHa UcaKaase,

UpnHa KaHauHcKkana, AnekcaHap
BoHaypaHckui, Bopuc AHapuaHoB,
Wura [J3ekuep v JaHnun ABCTpUX.
lMocne HegaBHEro ycnewHoro
ne6iota B ANOHUM U BbiNyCKa
nepsoro CD Tchaikovsky &
Shostakovich B cneaytowem
ce3oHe Keaptet um. laBuga
Oiictpaxa BbicTynuT B KOXHOM
AmepuKe v FOHKOHre.

CONCERTS

the david
oistrakh
quartet

(russia)

The David Oistrakh Quartet features
four outstanding Russian musicians,
they are all internationally known
soloists in their own right, united in
their artistry and their passion for
the art of quartet playing: Andrey
Baranov (the first violin), Rodion
Petrov (the second violin), Fyodor
Belugin (alto) and Alexey Zhilin
(cello). In 2012 the family of the
legendary 20th century violinist
honoured the quartet with his name.
This was facilitated by the fact that
75 years after David Oistrakh’s
triumph at the Queen Elisabeth
International Violin Competition, the
First Violinist of the Quartet, Andrey
Baranov, won the first prize in 2012.

The David Oistrakh Quartet
frequently performs in France,
Belgium, Netherlands, Switzerland,
Sweden, Norway, Denmark,
Georgia and at many recognised
Russian halls. They have had the
honour to have collaborated with
such celebrated artists as Eliso
Virsaladze, Eduard Brunner, Liana
Isakadze, Irina Kandinskaya,
Alexander Bonduryansky, Boris
Andrianov, Inga Dzekzer and
Daniel Austrich. Following the
recent success of their debut in
Japan and the release of their

first CD, featuring the works of
Tchaikovsky and Shostakovich, the
next season takes the Quartet to
South America and Hong Kong.
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tdenop 6enyruH,
aIbTUCT KBapTeTa
UM. faBupa

oUcTpaxa

fyodor belugin,
violist of the david
oistrakh quartet

KOHLIEPTbI

Peneptyap, HanMcaHHbIK AnA
aHcambnsa U3 YeTbIpex UCMOJIHU-
Teneu, cnpaBeasiIMBO CUMTaAETCA
«3010TbIM (hOHAOM» B TBOpYECTBE
MHOIMMX KOMMO3UTOPOB. KBapTeT-
HaA ¢opma, rae Kamabii My3bl-
KaHT — COJIUCT, C O4HOW CTOPOHDI,
JaeT BO3MOHOCTb 3a4yLLeBHOM
6eceabl «OAWH Ha O4MUH» UCTONHU-
TenAa v cnywartensa. C apyroi cro-
POHbI, 06beAUHMB YeTbIpe COIMPYIO-
WMX ronoca, oHa MOET CPaBHUTLCA
no macLitaby U cune Bo3aeu-

CTBUA CO CTPYHHbIM OPKECTPOM.

Kaxabi U3 Tpex KBapTeToB Yam-
KOBCKOI0O U NATHagLUaTh KBapTeToB
LocTakoBuua, 6€3ycnoBHO, ABNA-
eTcAa wenespom. 18 3TOro KoH-
uepTta Mbl Bblbpanu camblii paHHUH,
MepBbii KBapTeT YalKOBCKOro co
3HaMEHUTOW MeANeHHOM YacTblo,
B KoTtopo# Netp Unbuu ucnonb-
30BaJ1 NONYAAPHYIO rOPOACKYIO
HapogHyto necHio « Cuaen BaHsa

Ha gMBaHe». A TaKkke 3HaMeHUTbIA
JeBATbI KBapTeT (KOTOPLIA elle
HasbIBalOT CUMOHUEN) AMUTPUA
AmuTpueBunya, HanUCaHHbIA UM B
1964 roay v ABNAIOWMUACA, NOXHKa-
YW, cambiM NpaBAUBbLIM UCTOPU-
YEeCKUM KOMMEHTapueM K Cobbli-
TUAM NepBOM NMONOBUHbI XX BeKa.

'va KaHyenn — Haw 3HameHu-
TbIi COBPEMEHHUK U KOMMNO3U-
TOP, 4YbA My3blKa Kamxabli pa3
3aBOpaxKMBaeT U HENOBTOPHUMO
pPOKAAaeTCA U3 TULKHBI. Kaxk-

noe npousseaeHue Nin Anexcan-
LPOBUYA — 3TO UCTOPUA C HEOHMU-
LaHHbIMK BONPOCaMHU U TaMHaMM.
Ero KBapTeT OTKpbIBaeT 419 Hac
Mup, KOTOpPbIN CylecTByeT napan-
NlenbHO C HamMH, 34eCb U cenyac.

CONCERTS

The repertoire, composed for

an ensemble of four performers,

is rightly considered to be the
‘golden reserve’ in the work of
many composers. The quartet
form, when each musician is a
soloist, on the one hand, gives

rise to an intimate ‘one-on-one’
conversation between the performer
and the listener. On the other hand,
by combining four solo voices,

it can be compared to a string
orchestra in scale and strength.

Each of the three quartets of
Tchaikovsky and the fifteen quartets
of Shostakovich are undoubtedly
masterpieces. For this concert we
have chosen Tchaikovsky's earliest
String Quartet No. 1 with the famous
slow movement, for which Pyotr
llyich used the popular city folk
song Vanya was sitting on the sofa.
Also featured is the famous String
Quartet No. 9 (which is also called
a symphony) of Dmitri Dmitrievich,
composed by him in 1964, which is
perhaps the most accurate historical
commentary on the events of the
first half of the 20th century.

Giya Kancheli is a well-known
contemporary composer, whose
music continues to captivate
audiences and is uniquely born
from silence. Each of Giya
Alexandrovich’s works is a story
that brings to light unexpected
questions and is shrouded in
mystery. His quartet leads us into
a World which exists in parallel to
our own, to the here and now.
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@ nNepMCKasa XyaoecTBeHHas
ranepes

KOHLLepPT Xopa musicaeterna

XyaoxecTBeHHbIN PYKOBOAUTENb
xopa — Teoaop KypeHTt3uc. MnaBHbI
xopmvenctep — Butanun MNonoHCKU.

Cos3gaHHbit B 2011 rogy v npo-
WeALWNH UCMbITaHWe NpeMbepamMu
lMepmcKoro Teatpa onepbl U 6anera,
racTpoJibHbIMU U (heCTUBaJIbHbIMU
€BPONENCKUMM BbICTYMJIEHUAMM,
xop musicAeterna cerogHsa nerko
co6upaet nybsiMKy Ha CBOMU COJlb-
Hble KOHUepTbl. B penepTtyape Kon-
JNIEKTMBa COYEeTalTCA NPOM3BeAeHUA
pasHbIX CTUIEH U 3NOX, a B UCNON-
HUTENbLCTBE OTAaeTCA NpeanoyYTeHne
ayTeHTU4YHOM maHepe. B nporpam-
Max 3By4YaT COYMHEHUA 3apybe-
HbIX KOMMO3UTOPOB 3MOXHU 6GAPOKKO,
weneBpbl PYCCKOM XOPOBOM MY3bIKH
XVIII—XX BeKOB, a TaK#e Npou3-
BeZEeHUA COBPEMEHHbIX aBTOPOB.
34ecb Kamablii apTUCT — COJIUCT,

a BCe BMeCTe Nnoj pyKoBOoACTBOM
Butanua MNonoHCKOro oHU A0CTU-
raloT HeBEpOATHOM KOHLEHTpa-

LMK U aBCONOTHOM C/IarKeHHOCTH.

Xop musicAeterna nog pykosoa-
ctBoM [MoNOHCKOro — 4eTbipexabl
HOMMWHaHT Ha npemuio Opera Awards
(2014—2017). MNacTponbHanA KapTa
KOJINeKTUBA BKAOYaEeT ropoaa: bep-
NuH, AcduHbl, Mapux, JinccaboH,
Famé6ypr, CanKT-MNetepbypr, ®ep-
papa, MioHxeH, KénbH, Kparkos. B
2015-m xop BbICTYNuUA Ha decTuBane
B dKc-aH-lMpoBaHce, a B 2016-m —
Ha ¢ectuBane RUHRtriennale

B boxyme. U36paHHaa guckorpadumsa:
Le nozze di Figaro (2014, npemusa
ECHO Klassik 3a «Jlyywyto 3anucb
roga: onepa XVII—XVIlI BB.»), Cosi
fan tutte (2014; 3anucb 2015 roga no
Bepcuu RypHana Opernwelt), «Csa-
AebKa» CtpaBuHcKoro (2016) —

Bce Ha neiibne Sony Classical.

CONCERTS

@ perm state
art gallery

concert of musicaeterna chorus

Artistic Director of the chorus
is Teodor Currentzis. Principal Chorus
Master is Vitaly Polonsky.

musicAeterna chorus, formed in 2011,
has navigated with aplomb the testing
undertakings of the Perm Opera and
Ballet Theatre’s premieres, as well
as touring and giving performances
at European music festivals, and
now attracts audiences to its own
recital performances with ease.

The chorus’s repertoire brings
together works from different
musical periods and a variety

of styles, with a preference for
performing in an authentic manner.
Their repertoire consists of works
by European Baroque composers,
Russian choral music from the
18th—20th centuries as well as
works by contemporary composers.
Each artist of the musicAeterna
chorus is like a soloist and all
together under chorus master Vitaly
Polonsky they reach the incredible
concentration and absolute consent.

musicAeterna chorus under guidance
of Polonsky has been four times
nominated for the Opera Awards.
Chorus’s tour map includes Berlin,
Athens, Paris, Lisbon, Hamburg, St.
Petersburg, Ferrara, Munich, Cologne,
Krakow. In summer 2015 ensemble
performed on the Aix-en-Provence
Festival, and a year later became

a headliner of the RUHRtriennale.
Chosen discography: Le nozze di
Figaro (2014, ECHO Klassik Award
for the Opera Recording of the Year
(17th/18th century opera)), Cosi

fan tutte (2014; CD of the Year

by Opernwelt Magazine in 2015),
Stravinsky’s Les noces (2016) —

all released by Sony Classical.
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@  NepMCKui Teatp
onepbl U 6aneta

I otnenenue

aHcamb/b anMma racbiMmoBa

BOKan, aao:

a MM racbiMoB
BOKan, aao:
thepraHa racbiMoBa
6anabaH:
pacdaanb acKkepoB
KemaHua:

payd ucnamos
Harapa:
AaBugaH HabueB
Tap:

3aKu BenuveB

KBapTeT musicaeterna
CKpMIKa:

athaHacuM YynuH
CKpMIKa:

anneH NpuUTYUH

anbT:

MPUHa conoBa
BUOJIOHYE/b:

MapuHa UBaHoBa

II otnenenue

naHAUT Xapunpacag, yaypacus

III oTnenenune
grouper

CONCERTS

@ perm opera
and ballet theatre

part 1

alim gasimov ensemble
vocal, daf:

alim gasimov
vocal, daf:
fargana qasimova
balaban:

rafael asgarov
kamancha:

rauf islamov
naghara:

javidan nabiyev
tar:

zaki valiyev

musicaeterna quartet
violin:

afanasy chupin
violin:

aylen pritchin

viola:

irina sopova

cello:

marina ivanova

part 2

part 3
grouper
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aHcambJib
anuma
racbiMoBa

(azepbangraHn)

«OAuH N3 BeNMYanLLMX U3 HblHe
HMUBYLUUX NEBLOB, }ry4yaa Henocpea-
CTBEHHOCTb KOTOPOIro NMPOHU3aHa
CTPacTbi0 U NPOHUKHOBEHHOCTbLIO,
co3epLaHMeM U KONAOBCTBOMY, —
MOHO npountaTbh B The New York
Times B agpec asepbanaxaHCKOro
xaHeHAae Anuma lNaceivoBa. Ha ctpa-
Huuax The Guardian o Hem pac-
cyxaaet bbopk, Ha3biBasa ero ums

B pA4Y IO6MUMbIX UCNONTHUTENEN.

BcemupHy0 N3BeCTHOCTb Anrm
MacbiMoB nonyymn 6narogapsa UCNos-
HeHUulo myrama (BuA asepbans-
HaHCHKOW TPagULUOHHOM MY3bIKH),
KOTOpbI NpeacTaBnseT cobom
MeAUTaTUBHOE MHOro4YacTHoe
BOKaJ/IbHO-MHCTPYMEHTaJIbHOe Npo-
u3BeAeHWe Ha Nl60BHO-thUnocod-
CKHe TEeKCTbl NePCUACKUX MOITOB.

CONCERTS

alim
gasimov
ensemble

(azerbaijan)
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“Mr. Qasimov is simply one of

the greatest singers alive, with a
searing spontaneity that conjures
passion and devotion, contemplation
and incantation.” These were the
words of a New York Times review
about the Azerbaijani xanende Alim
Qasimov. Bjork talks about him in an
article in The Guardian, citing him
as one of her favourite performers.

Alim Qasimov garnered global fame
for his performance of mugham

(a type of traditional Azerbaijani
music), which is a meditative
multi-part vocal-instrumental

work based on the philosophical
texts of Persian poets.
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[acbiMOBY yaanocb He TOJIbKO COXpa-
HWUTb TPAAULMIO UCMOJIHEHUSA 3TOIO
YHUKaNbHOIO #aHpa, nepesato-
LLerocsa M3 ycT B yCTa, HO U BAOX-
HYTb B HEro HOBYIO HW3Hb. YUUTbI-
BaA MMMNPOBU3ALMOHHDIN XapaKTep
Myrama, KOTopbli, O4HaKoO, He A0~
EeH BbIXOAUTb 3@ PaMKK KaHOHa,
My3bIKaHT pacLUMPU/ ero BOKasib-
Hbl U UHCTPYMEHTa/IbHbIX COCTaB.
TaK, Ha KoHuepTax AHcam6na Anuma
[acbiMOBa Bceraa nowT ABa XaHeHAe
(neBewy 1 ero goyb depraHa), a 3By-
yaTb (MOMUMO TPaAULMOHHbIX Tapa,
KemaH4yu u 6y6Ha) moryT 6anabaH,
Harapa, TyTaK, 3ypHa U Aame Knap-
HeT. Kpome npouero, MacbivoBy
MHTEpPECHbl CUHTETUYECKUE (hOopMblI
npeAcTaB/IEHUIA BpoAe Myram-
6anerta, unn cyduicKroro 6anerta

C 3/1eMEeHTaMU MyramHOro neHus.

AHcambnb Anuma lNacbivoBa —
NOYETHbIN FOCTb NPECTUHHbIX
MeXAYHapoAHbIX My3blKanbHbIX
tecTuBanen v gaet KOHUepThl

Ha cambIX U3BECTHbIX NOLLaAKaX
mupa. B 2008-m KonneKkTuB BbICTY-
nan B KOHLepTHOM 3ane Barbican
Centre (JlongoH), B 2010-m —

B Carnegie Hall (Hbto-Mopkr),

B 2016-m — B Cité de la musique
MapuxKcKon hmunapMmoHuu, a B
2012-m — OTKpbIBan (hMHaNbHbIN
KOHKYpC « EBpoBMAeHUA» B baky.

JleaTtenbHOCTb pyKoBOAUTENA
aHcambna oTMeveHa pasiny-

HbIMK Harpagamu. Anum lacbl-

MoB — obnapartenb MemxayHa-
POAHOM MY3blKaNbHOM NMPeMUun
HOHECKO, uneH EBponeicKon
accambneu pegkux ronocos, Hapoa-
HbIA apTUCT A3epbaiaxaHa, KaBa-
nep opaeHa «WWoxpaTt» («CnaBan).

CONCERTS

Qasimov succeeded not only in
preserving the tradition of performing
this unique genre, passed down
through word of mouth, but also
breathing new life into it. Given the
improvisational nature of mugham,
which, however, should not go
beyond the framework of the canon,
the musician expanded its vocal
and instrumental composition.
Thus, at the concerts of the Alim
Qasimov Ensemble, two xanende
(the singer and his daughter
Fargana) always sing, and —
besides from the traditional tare,
kamanchi and tambourine —
balaban, nagara, tutak, zurna and
even the clarinet can be heard. In
addition, Qasimov is interested in
synthetic forms of representations
like mugham ballet, or Sufi ballet
with elements of mugham singing.

The Alim Qasimov Ensemble is

a frequent guest of honour at
prestigious international music
festivals and performs at world-
famous venues. In 2008, the
ensemble performed at the Barbican
Centre (London), in 2010 — at
Carnegie Hall (New York), in 2016 —
at the Cité de la Musique of the Paris
Philharmonic, and in 2012 it opened
the Eurovision contest finale in Baku.

The ensemble director has received
numerous accolades. Alim Qasimov
holds a UNESCO International
Music Prize, as well as being a
member of the European Assembly
of Rare Voices, a People's Artist

of Azerbaijan, and Chevalier of the
Shohrat Order (Order of Glory).
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naHauT
Xapunpacag
yaypacus

(MHAUA)

O4MH U3 caMbiX U3BECTHbIX UHAUN-
CKHUX MY3bIKaHTOB, UCMONHAIOLLUA
paru Ha 6ambyKoBoOM hnenTte —
6aHcypu. OH BHecC 60/bLIOKM BKNaA,
B NONyAAPU3aLMI0 K/TaCCUYECKOM
MHOUMCKOM My3blKK, 3anucas bonee
cTa afibboMOB U NMPUHAB y4yacTue
NPaKTUYECKU BO BCEX KPYMHEN-
LUMX MUPOBBIX (heCTUBaNAX AHa30-
BOM U 3THUYECKOM My3biKU. Kpome
TOro, naHgMT Xapunpacag Yay-
pacusa y4acTBOBa/ B pPas/iMyHbIX
(bblO¥KH-NPOEKTax, Urpas UMNpo-
BM3aLMKU Ha 6aHCYpHU COBMECTHO

¢ [xoHom MaknadnuHom, AHOM
Map6apekrom, The Beatles, Jethro
Tull u « AkBapuymom». N Bao6a-
BOK, COYMHUI MY3bIKY K HECKOJIb-
KMM 6011MBYACKUM DUbMam.

HecmoTpsa Ha NOYTEHHbIN BO3-
pacT, Yaypacua akTMBHO racTpo-
JIUpYeT, faBas COJibHble KOHLEePTbI
B NpecTUMHbIX 3anax CLUA, Ano-
HuM U EBponbl. OH opraHusoBan
ABe LLKOJ/bl Urpbl Ha 6aHCypU B
Mym6au u Bxyb6aHewBape U TaKxe
ABnAetcA npodeccopom Pot-
TepAaMCKOM KOHCepBaTOPUW.

3a Bbigatowmeca 3acnyru Yaypa-
cuA HarpamaeH OpgeHom UckyccTB
U nutepatypbl (PpaHuuna), Opae-
Hom OpaHcKux-Haccay (Huaep-
NaHAbl) U BTOPOM NO 3HAa4YUMOCTH
BbICLLEHX rocyaapcTBeHHOW Harpa-
aovi B Unaun NMNaama BubxywaH. B
2013 rogy ero cbiH Paaxus Yaypa-
CUA CHAN AOKYMEHTaNbHbIA OUNbM
O MWU3HU U TBOPYECTBE OTLLA —
«Typy 6aHcypu» (Bansuri Guru).

CONCERTS

Randﬂ
ariprasad
chaurasia

(india)

heralded as one of India’s most
famous musicians, who performs
ragas on a bamboo flute know

as a bansuri. He has made an
enormous contribution to the
popularization of classical Indian
music, by recording over a hundred
albums and taking part in almost
all the world's major festivals of
jazz and ethnic music. Aside from
this, Pandit Hariprasad Chaurasia
has participated in various fusion
projects, improvising on bansuri
with John McLaughlin, Jan Garbarek,
The Beatles, Jethro Tull and
Aquarium. He has also composed
music for several Bollywood films.

Despite his relatively advanced age,
Chaurasia actively tours, giving solo
concerts in the prestigious halls

of the USA, Japan and Europe. He
has set up two bansuri schools

in Mumbai and Bhubaneswar

and is also a professor at the
Rotterdam Conservatory.

Chaurasia has been awarded

the Order of Arts and Literature
(France), the Oran-Nassau Order
(Netherlands) and the Padma
Vibhushan, the second highest
state award in India. In 2013,

his son Rajiv Chaurasia made a
documentary about the life and work
of his father called ‘Bansuri Guru’.
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grouper

(cwa)

Grouper (C aHr1. K OKYHb») — COJb-
HblX NPOEKT aMepPUKaHCKOM NeBULbl
M rutapuctiu Jlus Xappwuc. Ero
Ha3BaHue aBTobuorpaduryHo. Xap-
puC Bbipocna B O6LIKHE nocneao-
BaTenen mnococta-mucTurka leop-
rua lypaxuea (1866(?)—1949),
rae Kamgoro ydacTHMKa HasblBau
oKkyHeM. OgHaKo 3TO He NoBOJ4 OTO-
MOECTBJIATb JIMYHOCTb NeBMULbI U

ee MpryecKoe «fa». B cBoux nec-
HAX JIn3 XappUc NbiTaeTcAa « NOHATb,
KaK HMU3HEHHbIe NepexuBaH1A
npeBpaLLaloTCA B My3biKy», HO B

TO e BpeMsA He XO4eT TUPaKHU-
poBaTb CBOMU MbIC/IU ANA LUMPO-

KoM nNy6auKKU. Bo3aMoHKHO, No3ToMy
nepBble ee afbboMbl BbIXOAUIU
NpaKkTUYECKU NOANOMNbHO, TUpa-
oM He 6onee 100 aK3eMnNApPOB.

My3bIKanbHbIX CTUIb XappUc He
noazaeTcA KOHKPETHOMY onpegene-
HUIO. DNEeKTPOaKYCTUYECKUE 3annUcH
Grouper, B KOTOPbIX « TYMaHHbI1
3BYK rosioca J/In3 nojioxeH Ha MUHU-
MaJIMCTUYHbIE CJIOU MPUITTYLLEHHOIO
rMTaApHOro Lyma 1 co3aaeT OLLy-
LeHHue HenpobuBaeMoOM CTEHbIY,
OTHOCAT TO K drone ambient, To K
Lo-fi, To K postfolk 1 gaxe K dream
pop. Bbiweawun B 2008-m ee
anbbom «Dragging a Dead Deer

Up a Hill» B peueH3uax 6bia oxa-
pPaKTepM30BaH KaK « HAPKOTHUYe-
CKWI U CeKcyalsibHbIA, BblYYPHbIA

W NpenecTHbIi», @ UHTEPHET-NOP-
Tan Drowned in Sound HasBan ero

OLHOM U3 HEeHHEWULWIMX 3anucen roaa.

CONCERTS

grouper

(usa)

Grouper is the solo project of the
American musician and artist Liz
Harris. Its name is autobiographical.
Liz Harris grew up in an intentional
commune inspired by the philosophy
of Armenian mystic George Gurdjieff
(1866(?)—1949), the members of
which were known as ‘groupers’.
However, this is no reason to delve
into the singer's personality and

her lyrical ‘self’. In her songs, Liz
Harris tries to “understand how life
experiences turn into music”, but

at the same time the artist does

not want to replicate her thoughts
for the general public. Perhaps

that is why her first albums came
out almost in secret, with no

more than 100 copies released.

Harris's musical style is not easily
defined. Electroacoustic recordings
of Grouper, in which “the vague
sound of Liz's voice is laid over
minimalistic layers of muffled guitar
noises and creates a sense of an
impenetrable wall”, reminiscent in a
sense to drone ambient, or lo-fi, post
folk and even dream pop. Released
in 2008, her album ‘Dragging a
Dead Deer Up a Hill* was described
in the reviews as “druggy and

sexy and arty and pretty”, while

the Internet portal Drowned in
Sound called it one of the most
tender recordings of the year.
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@ OpraHHbIA 3an NepMCHOM1

thrnnapmoHumn

CONCERTS

@ perm philharmonic organ

concert hall

COJIbHbIM KOHLLEPT 6pIOHO KOKce

(BMONOHYENDb)

B nporpamme:

recital of bruno cocset
(cello)

the programme includes:

MOraHH cebacTtbsfH 6ax
ctouTta anda suonoH4yenu Ne 1
conb Mmarop, bwv 1007

ctouTa anqa suonoH4yenu N2 2
pe muHop, bwv 1008

ctouTta anqa suonoH4yenu N2 3
A0 maxop, bwv 1009

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

cello suite no. 2 in d minor,
bwv 1008

cello suite no. 3 in ¢ major,
bwv 1009
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OpIOHO
KOKCe

(dbpaHumn)

Nma bpaHLy3CKOro BUOJIOHYENU-
cta bptoHo KoKkce accouuupyetca
B MepByl0 o4yepeab C penepryapom
3noxu 6apoKKo. byayumn ocHoBaTte-
JleM aHcambna CTapUHHOM My3bIKHK
Les Basses Réunies v npocecco-
pom Knacca 6apo4HOM BUOSIOHYENU
B KeHeBe, OH peryiapHo racTpo-
JIUpyeT Mo MUPY — CO CBOUM KOJ-
JIEKTUBOM WJI1 COJIBHO, U faeT
mMacTep-Kknaccbl. OH HeO4HOKpaTHO
BbiCTynan 1 B Poccuu, B yact-
HOCTU Ha cecTuBane Earlymusic,
3HaKOMA CO CTapUHHOM My3bl-

Koi ny6nury CaHKt-lNeTtepbypra,
MockBbl, lNepmun, EKaTepuHbypra,
HopunbcKka 1 gpyrux ropozos.

Y BpioHo Kokce penyTtauusa my3bli-
KaHTa-UHTENNIeKTyaNna U acKeTuy-
HaA MaHepa UcnonHeHUA. KpUTUKK
BbICOKO OLIEHW/IU ero TPaKTOBKH
BUOJIOHYE/bHbIX coHaT HaH-batucTa
Bbapbepa, AHTOHMO BuBanbau u
ctout UoraHHa CebacTbsAHa baxa.

Ha [Aarunesckom cdectnBane —
2017 bpoHO KoKce UCNONHUT Npo-

cnasuBLUME ero npousseaeHusn baxa.

LIuKkn 13 wectu ClouT ana BUO-
NoHyenu cono (BWV 1007—1012),
KoTopbli Bax couMHun 6yayum Ha
cnyxo6e y repuora AHranbt-KéteH-
CKOro, HepeaKo HasbiBaloT bubnuven
cpeau Bcex NpousBeaeHUur, Hanu-
CaHHbIX A8 3TOro UHCTpymMmeHTa. Hu
00, H1 nocne baxa B uCTopum BHO-
JIOHYEJIbHOIO UCKYCCTBa He 6bl10
€034aHO0 HU4Yero Nogo6HOro aTomy
YHUKanbHOMY UMKAY. My3bikoBes,
KoHcTtaHTUH Po3eHwmnbg otmevaer,
YTO KOMMNO3UTOP «C 60/bLLIOK CMe-
JIOCTbIO U BUPTYO3HbIM UCKYCCTBOM
obpartunca 3gecb K NoMoHHYe-

CONCERTS

bruno
cocset

(france)

The name of the French cellist
Bruno Cocset is associated
primarily with the repertoire of the
Baroque period. As the founder of
early music ensemble Les Basses
Réunies and a baroque cello class
professor in Geneva, he regularly
tours the world with his band or
solo, and gives master classes. He
has repeatedly performed in Russia,
in particular at the Earlymusic
Festival, introducing early music

to audiences in St. Petersburg,
Moscow, Perm, Yekaterinburg,
Norilsk and other cities.

Bruno Cocset is renowned for
being an intellectual musician with
an ascetic performance manner.
Playing with apparent detachment,
he transfers all his energy into

the hands and achieves striking
results: familiar works, as if liberated
from the weight encountered in

s0 many interpretations, acquire
an extraordinary lightness

and freshness. Critics have
applauded his interpretation of
cello sonatas by Jean-Baptiste
Barriére, Antonio Vivaldi and
Johann Sebastian Bach's suites.

At the Diaghilev Festival 2017
Bruno Cocset will perform some
of bach’s most famous works.

The collection of 6 solo Cello
Suites, BWV 1007-1012, which Bach
composed while serving the Duke
of Anhalt-Kéthen, is often called the
Bible among all the works written
for this instrument. Neither before
nor after Bach in the history of
musical composition for cello has
anything like this unique collection



KOHLIEPTbI

CKOMY HacCbILLEHUIO MeJIOAUYECKOro
oAHoronocusa. <...> CKpbiTble
rosnoca o6pasyloT CBOM KOHTpanyH-
KTbl, CBOU MeNogn4eCKUe BEPLUUHDI,
CBOM Nnejanu, Lenu 3agepHaHun.
OHM TaK He HenpUMeTHO BO3HU-
KaloT, KaK U paccemBalrTCAH, co3aa-
BaA BTOPY, IMYy6UHHYIO chepy 3BY-
YaHMA B OAHOIOJIOCHOM (haKType.
3710, MOMeT 6bITb, CaMaA TOHKanA
CTOpOHa 6ax0BCKOro UCKYCCTBa, rae
TOYHbIX pacyeT XyAOHHUKa co3aaeT
KaK 6yaTto o6paTHbIM 3thdheKT No4uTH
HEeYNOBMMbIX TEMaTU4ECKUX aHa-
NIOrMn, HAMEKOB U MeTamopdo3».

YT106bI NPEeAenbHO TOYHO nepe-
[aTb XapaKTep U TeKCTYpY Kamaoun
13 ciouT, bproHo Kokce, 3anuchbi-
BaA 3TOT 6ax0BCKMM LMKA B 2003
roay Ha neunbne Alpha, ucnonb3so-
Ba/1 YeTbipe BapyaHTa BUOJIOHYEH,
KOTopble ANA My3blKaHTa cneuu-
aNbHO U3rOTOBU/ U3BECTHbIN NIOTbEP
Lapnb Puwe. TaK, nepBylo U NATYIO
ctouTbl KOoKce ucnonHaeT Ha Konuu
uHcTpymeHTa Macnapo aa Cano 1600
roaa, BTopyto 1 yetBeptyio — [be-
Tpo BapHepu 1734 roaa, TpeTblo —
AHTOHMO Ctpaaueapu 1700 roga, a
LUEeCTY0 Ha BUOJIOHYENU MUKKONO,
BOCCO34aHHOM MO KONMWUKU AHTOHWO

v Oxunponamo Amatu 1700 roaa.

CONCERTS

has ever been created. Musicologist
Konstantin Rosenschild notes that
the composer “with great courage
and virtuosic composition addresses
the polyphonic saturation of the
melodic monophony. <...> Hidden
voices form their counterpoints,
their melodic peaks, their pedals,
restrained harmonical couplets.
They just as imperceptibly arise, as
they dissipate, creating a second,
deep sphere of sound in the single-
coloured texture. This, perhaps,

is the subtlest side of Bach's art,
where the artist's exact calculation
creates as if the reverse effect of
almost elusive thematic analogies
hints and metamorphoses.”

To accurately convey the character
and texture of each of the suites,
Bruno Cocset, while recording this
Bach collection in 2003 on Alpha
label used four different cellos,
specially made for the musician by
the famous luthier Charles Richet.
Thus, Cocset performs the first
and the fifth suites on a replica of
Gasparo da Salo's instrument from
1600, the second and the fourth —
of Pietro Guarneri's from 1734,

the third — of Antonio Stradivari's
from 1700, and the sixth on the
piccolo cello, recreated from a
replica of Antonio and Girolamo
Amati’s instrument from 1700.
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@ OpraHHbIA 3an NepMCHOM1
thrnnapmoHumn
* MUpOBas rnpemMmbepa

aHTOH 6aTtaroBs

rAE HAC HET.

nMcbMa UryMeHuu cepacdmmbl
chopTenrUaHHbIA LUK

C OTPpbIBKaMH U3 NMUCEM
UrymeHu1 HOBO-AUBEEBCKOIro
MOHacTbIpA cepadumMbl
(HaTanuu AHCOH)

@  nepmMmcKas
XyAOrKeCTBEeHHasnA ranepes

paccBeT Ha KaMe-peKe
¢dopTennaHHbie UMNPOBU3aLUU
aHToHa 6aTaroBa

CONCERTS

@ perm philharmonic organ
concert hall
* world premiere

anton batagov

WHERE WE ARE NOT.
letters of mother seraphima
a piano cycle

with excerpts from letters
of mother seraphima
(natalia janson),

an abbess of novo-diveevo convent

@ perm state
art gallery

‘dawn on the kama river
piano improvisations
by anton batagov
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aHTOH
6araros

(poccun)

PoccUMCKUI KOMNO3UTOP, NUa-
HUCT, 04Ha U3 cambiX 3HAaYUTE b~

HbIX (Uryp B MUpPE HOBOM KIACCHUHKMH.

B ero TBopyecTBe NPaKTUYECKHU
OTCYTCTBYET rpaHuL,a Mexay NoHsA-
TUAMM « COYMHEHUE» U K UCMOJIHE-
Hue». Jliobble NaacTbl UICTOPUU —
OT APEBHUX PUTYasIbHbIX NMPaKTUK
[0 POK/MON-KyNbTypbl U BUPTY-
aNbHbIX TEXHONOrMI — OpPraHU4yHO
CnieTarTCcA B e4AUHOoe Lenoe.

OKoHunn MocKoBCRyto rocyaap-
CTBEHHYI0O KOHCepBaTopuio um. [.
. YankoBcKoro, ogep:an nobeny
Ha MexayHapOAHOM KOHKypCe MM.
YaiikoBckoro (1986). Bbin nepBbiM
B Poccuun ucnonHutenem coumHe-
Hui ®ununa Macca, Ctuea Paitxa,
MopTtoHa ®enbamaHa, JHoHa
Kenaxa. B 1997-m otKkasancsa ot
BbICTYN/I€HUH, NOCBATUB 12 net
pa6ote B cTyauu, a B 2009-m Bep-
HyNICA Ha cueHy. « baTtaros nepe-
BOpayMBaeT Hallu NpeACcTaB/leHUsA
0 TOM, YTO TaKOe KOHLepT thopTe-
nuaHHoi my3blku» (The Gathering
note, 2009). « Bo3BpauieHue
AHTOHa BaTtaroBa Ha MOCKOB-
CKYIO CLieHy OKasasnocb CobbiTUEM:
CaMOM My3blKe CJIOBHO BEPHYJIOCb
yTpayeHHoe obLecTBeHHoe 3Ha-
yeHue» (« BeaomocTtu», 2013).

B HacToAuwee Bpema bataros
BbICTYNaeT ¢ UMKIaMH YHUKaJlb-
HbIX KOHLEPTHbIX Nporpavm. Ero
My3bIKy ucnonHstot lfocyaap-
CTBEHHbIW akageMU4YeCKUM CUM-
thoHUYecKkut oprectp Poccum

um. E. ®. CeetnaHoBa, YpanbCcKkumn
aKaZeMHUYeCKur unapmoHuye-
CKMM OpKecTp U apyrue. lNpembepsbl
€ero COYMHEeHUM Kamabln pas cTa-
HOBATCA 3HAaKOBbIMWU COOLITUAMM.

CONCERTS

anton
batagov

(russia)

Anton Batagov is a Russian
composer, pianist, one of the most
significant figures in the world of
new classical music. He eliminates
boundaries between ‘composing’
and ‘performing’ in his creative
work and makes everything, from
ancient rituals to rock/pop culture
and computer technologies,

into one harmonic piece.

A graduate of the Tchaikovsky
Moscow State Conservatory and

a prize-winner at the International
Tchaikovsky Competition (1986)

and other competitions, Batagov
introduced the music by John Cage,
Morton Feldman, Steve Reich, and
Philip Glass to Russian audiences. In
1997 he stopped performing live, and
since then, he had been focusing on
composition and studio recordings
for 12 years. In 2009, after twelve
years of studio seclusion, Batagov
returned to live performances.
“Batagov paints whole new worlds
on the piano” (Time Out New

York). “Anton Batagov’s return to
Moscow stage has appeared to be
a significant event: it’s like music

is given back its long lost social
meaning” (Vedomosti, Russia).

These days Batagov performs cycles
of unique concerts. His music is
played by State Academic Symphony
Orchestra ‘Evgeny Svetlanov’,

Ural Philharmonic Orchestra and
others. First performances of his
new works are always significant
events in the world of music.
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KOMMNO3UTOP,

nNUaHUCT

anton batagov,
composer,
pianist
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3T0 COYMHEHUE B KAKOM-TO CMbIC/e
MOMHO CYUTaTb NPOAOJIHHEHUEM
«lNnucem PaxmaHuHOBa», HanUcaH-
HbIX NOZ Bne4vaTt/ieHWeM OT nocelle-
HUA morunbl PaxmaHuMHoBa. OTnpas-
HOM TOYKOM ANA HOBOro hopTenuaH-
HOIO LKA CTano Brevyat/ieHUe He
MeHee CUJIbHOe, U ToXe B AMepuKe,
M TOXe cBA3aHHoe ¢ Poccuein: Hoso-
JunBeeBCKUI MOHACTLIPb U Knaa-
6u1Le. ITO PYCCKMIA NPaBOCNABHbIN
MOHACTbIPb, @ Ha Knag6éuile noxo-
POHEHbI B OCHOBHOM T€, KTO NMOKHU-
Hyn Poccuio nocne nepesopota 1917
roaa, U UX ceMbU — B 06LLEN C/IOH-
HOCTU OKOJIO 7 TbICAY YEJIOBEK.

Ho ecnu naea «Mucem PaxmaHu-
HoBa» 6bl1a NONHOCTLIO NpUayMaHa
MHOIO, TO €CTb MMCEM KaK TaKOBbIX B
«AEUCTBUTENIBHOCTHU» He 6bl1o, TO B
HOBOM COYMHEHWUU €CTb HeBblAYMaH-
HbI CIOMET U NOAJIUHHbIE NKUCbMa
M3 apxuBa O4HOM ceMbM. B Hux
OoTpasusiacb UCTOPUA PYCCKOWN 3MHU-
rpauuvm, UCTOPUA CTpaHbl, NoruéLuen
B 1917 roay v NnpogonHKaloLwwen K1UTb
B TeX NI0AAX, KOTOpble HaBceraa
COXpaHWIU B cebe CBET PyCCKOMn
KY/IbTYPbl U AYXOBHbIX TPAAULIUMA.

Mexgy yactamu hopTenMaHHoOro
LMKNa A 6yay YMTaTb OTPbIBKU U3
nucem Hatanuu AnexkcaHapOBHbI
AHcoH (1895—1988). MNocne
cMmepTH mya, Muxanna Anekcee-
BuYa AHcoHa (1887—1953), 6u1o0-
nora, negarora, pe/IMrMoO3HOro n1uca-
Tena U obLLeCTBEHHOro AeATens,
Hatanua AnekcaHgpoBHa NOCTpU-
rnacb B MOHaxuHU Nog UMeHeM
maTtepu Cepadumbl. B nocneaHue
roabl CBOEM XMU3HU Bblsia uryme-
H1en Hoeo-ZluBeeBCKOM 06uTENN.

A Tenepb — 0 TOM, OTKyAa
B3fJIUCb 3TU NUCbMa.

CONCERTS

This composition can in a sense
be regarded as a continuation

of Selected Letters of Sergei
Rachmaninoff, a piano cycle written
after visiting Rachmaninoff’s

grave. The starting point for the
new piano cycle was as strong an
impression, also in the US and also
Russia-related: visiting the Novo-
Diveevo Convent and Cemetery. It
is a Russian Orthodox convent, and
about seven thousand people are
buried in the cemetery — mainly
those who left Russia after the 1917
revolution, and their families.

However, while the idea of the
Letters of Rachmaninoff was totally
my invention, that is to say, such
letters never existed in ‘reality’,
the new composition builds on

a non-fiction plot and original
letters from a Russian family’s
archives. They reflect the history
of Russian emigration, the history
of the country that died in 1917
and continued to live in those
people, who forever preserved in
themselves the light of Russian
culture and spiritual traditions.

Between the parts of the piano
cycle, | will be reading excerpts
from the letters of Natalia Janson
(1895—1988). After the death of
her husband, Mikhail Alekseevich
Janson (1887—1953) — biologist,
teacher, religious writer and social
activist — Natalia Janson became
ordained under the name of Mother
Seraphima. In the last years of her
life she was the Mother Superior
of the Novo-Diveevo Convent.

Now, let me tell you a bit about
where these letters came from.
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5 aBrycrta 2016 roga
A Hanucan noct B PeicbyKe:

Buepa mbi 6b111 B HoBo-/JuBees-
CKom MoHacTbipe. 310 B 30 Km oT
Hbio-HopKa. Tam HaxoanTcA coBep-
LUEHHO HeBepOATHasA MKOHa npri.
Cepagpuma CapoBcKoro, Kotopas
6bl1a HanucaHa rpu ero ¥U3HM.
lNepea 3T0i MKOHOV MonHUaack Lap-
CKas cembA. U ewe Tam ecTb Knag-
éuLye, rae noxXopoOHEHb! TbICAYHU
niro4ed, yexasLmnx us Poccmn nocne
nepesBoporta 1917 roaa. Tbica4un
npaBocaBHbIX KpecToB. /BopsH-
CKUue ¢pammnanmn (Bce aTu arogam 6binu
6b1 NPOCTO YyO6UTbI 60/IbLUIEBUKAMM
«3a npoucxomageHner). U He aBo-
pAHCKHe. PyccKue, ykpauHCcKHe.

A BoKpyr — AmepuKa, ¢ ee ¥U3HbIO,
C ee UCTopHeEH, C ee npaBuiamu
WUrpbl, ¢ ee Win3uamn. A rge-to
Tam — Poccus, KOTOPOH HeT, NoTomy
4TO Mbl notepAnn ee 99 netr Hasas
MU C TeX Nop Tak U He HalL/IH, XOTH,
KamertcA, nbitaancb. M — Poccua,
KOTOpas eCTb CeroAHsA, Kotopas
CHOBAa Haxo4MUTCA Ha 04epeaHOM
BUTKE CBOEro Tparn4yecKoro nyTH.
Kak 310 06bI4HO 6bIBaeT C CHUJ/Ib-
HbIMW NepexUBaHNUAMM, NpUaaTb UM
KaKyo-To c/10BeCcHYIo popmMy cpasy
HEeBO3MOMHO. Tam, Ha 3TOM pPYCCKOM
octpose nocpean AmMepvkn, A npo-
cT0 cToAn n nnaxan. lNMorom noviman
cebsA Ha MbIC/IU, YTO MHE KaK-To
Jaxe He Xo4eTCcH yXxoAnTb OTTyAa.

A BOT ceryac CuKy m nuLly cj0Ba.
U, noxoe, U3 BCEro aToro C/0HMNTCA
My3blKa — KaK Korga-To MnoJy4m-
JI0Cb C «MUCbMaMH PaxmaHuHoBa».

N — B 04HOM U3 KOMMEHTap1eB
noA 3TUM Noctom A ymtar: « Mos
npa6abylwKa 6bls1a UTYMEHUEN ITOro
MOHacTbIpA». TO NULLET AeBYyLUKa
no umeHn Hatanua AHCOH. A He
3Hato ee IM4HO. A 3HaK TOJIbKO TO,
YTO HUYEro C/ly4yanHoro He 6biBaerT.
WM BOT, nocne 3Toro A Havan co4u-
HATb MY3bIKY, U B KAKOX-TO MOMEHT

CONCERTS

August 5, 2016, | wrote a post on
Facebook:

Yesterday we were at the Novo-
Diveevo Convent. It is 30 km outside
New York. An incredible icon of St.
Seraphim of Sarov — painted in

his lifetime — can be found there.
The Tzar's family prayed in front of
this icon. There is also a cemetery
where thousands of people who

left Russia after the 1917 Revolution
are buried. Thousands of Orthodox
crosses. Noble families (all of whom
would simply have been killed by
the Bolsheviks because of their
‘ancestry’). And non-noble families.
Russians, Ukrainians. And outside
is America, with its life, its history,
its rules of the game, and with its
illusions. And somewhere far away,
there is that non-existent Russia we
lost 99 years ago, and haven’t found
since, although it seems we tried.
And then, there is today’s Russia, a
country that is yet again at the twist
of its tragic path. As is usual with
strong emotions, it is impossible to
immediately give them any verbal
form. There, on this Russian island
in the middle of America, | was
standing and crying. Then | caught
myself thinking that somehow, I did
not want to leave. And so now | am
sitting and writing these words.

And it seems that music will come
out of all this — as once happened
with ‘Letters of Rachmaninoff’.

In one of the comments to this post
| read: “My great-grandmother was
the Mother Superior of this convent.”
A lady called Natalia Janson writes
this. | don’t know her personally. All
| know is that nothing happens by
accident. And so, after that | started
to compose music, and at some
point realized that | should contact
Natalia and ask if she had any of her
great-grandmother’s letters. | wrote
to her. She answered immediately.
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NOHAJ, YTO A AOMKEH HanucaTtb
Hatanuu 1 cnpocuTb, He COXpaHu-
JIUCb 11 NUCbMa ee npababyLuKu.
Hanucan. OHa TyT ®e oTBeTMNA.

Al ctan obwarbcA ¢ Hel U ¢ ee
otuom, Muxamnom AHcCOHOM —
«JIEHUHIPaLCKUMU NeTepbypHLuamMmm»
(KaK OHU camu cebAa HasbIBaloT),

M BOT TaKk NOCTeneHHO cchopmu-
poBascsa 31oT uuKki. C nrobesHoro
paspeweHua Muxamna n Harta-

JIUU A BHJIIOYUN B HErO OTPbIBKHU

M3 COXpaHMBLUMXCA NUcem. ITo
nucbma Hatanumn AnekcaHgpOBHbI
AHCOH (MrymeHuun Cepacdumbl) K
cblHy Onery (B cemMbe ero Hasbl-
Bann CBeTUK) U K XenbMmu Xyxta-
HeH, Apyry Ux cembu (oHa cBOGOAHO
Bnagena pycCKUM, No3ToMy nucbma
HanucaHbl NO-pyccKH). [lBa nMcbma
Hanucan myx Hatanuu AnekcaH-
ApoBHblI Mnxaun Anexkceesud, noa-
nucaBwucb « Muxann n Hatanuar.

N — nucbmo, KoTopoe cpasy nocne
cmepTh Hatanuu AnexkcaHApOBHbI
Hanucana Tamapa, MeHLUHa, YXaku-
BaBLlUaA 3a Her B NocnegHue roapl.

B 1921 rogy cemba AHCOH nepeexana
u3 lNetepbypra B TannuH, rae oHU

M MWW 0O Ha4yana BOWMHbI, Ha NIETO
Bble3xkana B PuHnaHauo. Coxpa-
HUNacb aHKeTa, B Kotopoi Muxaun
AnekceeBuny nuweT: « Moe 3Ba-

HMe — npodeccop 60oTtaHUKU. HaTta-
nua AneKcaHapoBHa — AMUMJIOMU-
poBaHHasA cectpa muaocepausa. Hu
B KaKMX MOJIMTUYECKMX NapTHUaAx o0ba
Mbl He cocTtosany. Muxann Anekce-
€BUY B MOJIOAOCTH YBJIEKA/ICA TE€O-
coctmen, a B 30-e roabl obpaTuica
K CBATOOTEYECKOM Tpaauumu. Hauum-
HaA ¢ 1931 roga BcA ceMbsA Kamgoe
neto nocewana Banaam. Muxaun
AHCOH Hanucan KHuru « Banaam-
CKMe cTapLbi» U « Bonblloh CKUT

Ha Banaame» v pag cTtaTen.

BoitHa ¢ dPuHNAHAKEN U npuUco-
eaAuHeHune dctoHun K CCCP nono-
MUK KOHel, noe3aKam Ha Banaam,

CONCERTS

| started to communicate with her
and her father, Mikhail Janson —
“Leningrad Petersburgers” (as they
call themselves) — and that’s how,
gradually, this work was created.
With kind permission of Mikhail and
Natalia, | have included excerpts
from several letters. Those are
letters from Natalia Aleksandrovna
Janson (Mother Seraphima) to her
son Oleg (the family called him
Svetik) and to Helmi Huhtanen,

a friend of the family (she was
fluent in Russian, so the letters

are written in Russian); two letters
written by Natalia Aleksandrovna’s
husband Mikhail Alekseevich, signed
“Mikhail and Natalia” and finally,

a letter written immediately after
the death of Natalia Aleksandrovna
by Tamara, a woman who cared

for her during her final years.

In 1921, the Jansons moved

from St. Petersburg to Tallinn
where they lived until the start

of the war, visiting Finland every
summer. Among the family’s
papers, there is a form, in which
Mikhail Alekseevich writes, “My
title is professor of botany. Natalia
Aleksandrovna is a licensed

sister of mercy. Neither of us is a
member of any political parties.”

In his youth, Mikhail Alekseevich
was interested in theosophy, and
turned to the patristic tradition in
the 1930s. From 1931, the whole
family visited the Valaam monastery
every summer. Mikhail Janson
wrote the books Valaam Elders and
The Great Monastery on Valaam,
as well as numerous articles.

The war with Finland and Estonia’s
accession to the Soviet Union put
an end to the Valaam pilgrimages,
and the World War Il separated
members of this family for decades.
The son joined the army and found
himself in the depths of war-torn
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a Benukaa OTteyecTBeHHanA pas-
Jly4una 4ieHoB 3TOM CEMbM Ha
pecarnnetus. CblH, NpU3BaHHbIN

B apMuI0, OKasasica B rnybuHe Poc-
CWUKU, OXBAa4€HHOW BOMHOM, a poaU-
Tenun — cpegu Tex, KTo 6bin BbiBe-
3eH B [epMaHu1Io ¢ OKKYNMUPOBaHHbIX
TEepPPUTOPUI B KayecTBe pabouen
cunbl. OKOHYaHWe BOMHbI OHU BCTpe-
TUINU, HAaXO4ACb B pa3HbIX CTpaHax
M HAYero He 3HaA Apyr O gpyre.

TpyaHble NoCneBOEHHbIe roabl

B MIOHXEHCKOW pYCCKOM obLmHe
3aBepLIU/IUCb BbIHYXAEHHbIM nepe-
esaom B CLA. Mo cnoBam Muxa-
una AnekceeBuya, «exaTtb B Ave-
PUKY HaM O4YE€Hb U OYEHb He XOoTe-
JNIOCb», HO Bbl6Opa He 6bls10: BO3BpaT
B CCCP 6bin 6bl AN HUX NPAMOW
[OpOoromn B CTa/IMHCKUE nareps.

CBA3b MeXAay CbIHOM U poauTe-
NAMM 6bl1a NOCTENEHHO U C 60/b-
MM TPYAOM HanameHa 6naroaaps
COAEeNCTBUI0 BaslaaMCKMX MOHaxXoB
(B yacTHocTM, ctapua Jlyku). OgHako
CBA3b 3Ta 6bl1a B AyXe BPEMEHMU:
OH — «34eCb», @ OHU — «Tamy,

M Henb3A Aare nucaTtb Apyr Apyry
nUcbma, NOTOMY YTO JIIO6OM KOHTaKT
C POACTBEHHUKAMU-3IMUIPaHTaMHM
HeMeZJIeHHO npuBen 6bl K apecTy.

B 1953 roay Muxaun AneKcee-
BWY ymep, nocne 4yero Hatanua
AnekcaHapoBHa NPUHANA MOHa-
wecTtBo. Ee npamaa nepenu-

CKa C CblHOM CTa/sla BO3MOM¥HOM
TOJIbKO BO BTOPOM NonoBuHe 50-x,
nocne pasobnayeHus KynibTa Jny-
HocTh CtanuHa. U TonbKo B 1970
roay Onery aanu paspewenue (!)
HaBecTUTb MaTb B AMepuKe. 310
6blna nx nepsas BCTpe4va nocne
ABajuaTHh AeBATU NET pas/lyKu.
lMepBasa u, yBbl, NOC/EAHAA.

HUcTopua matepu U cbiHa, OKa3aB-
LUMXCA MO pa3sHble CTOPOHbI Kenes-
Horo 3aHaBeca. U — ucrtopuna
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Russia. The parents were among
those who were sent to Germany
from the occupied territories as
part of the labour force. They
celebrated the end of the war in
different countries, without knowing
anything about each other.

After a few difficult post-war years
spent in the Russian community in
Munich, Mikhail Alekseevich and
Natalia Aleksandrovna had to move
to the United States. According to
Mikhail Janson, “we really and truly
did not want to go to America”,

but there was no choice: a return
to the Soviet Union would have led
them directly to Stalin’s camps.

The connection between the son
and his parents was arranged,
gradually, with difficulty, thanks

to the help of Valaam monks (in
particular, Luke the elder). However,
the communication was in the spirit
of the time: he is ‘here’ and they are
‘there’, and you could not even write
each other a letter because any
contact with emigrant relatives would
have immediately led to arrest.

In 1953 Mikhail Alekseevich died,
after which Natalia Aleksandrovna
went into convent. Direct
correspondence with her son
became possible only in the late
50s, after the denunciation of
Stalin’s cult of personality. And it
was only in 1970 that Oleg was given
permission (!) to visit his mother

in the US. It was their first meeting
after twenty-nine years of separation.
The first, and unfortunately, the last.

It is a story of a mother and a son
who found themselves on different
sides of the Iron Curtain. And it is

a love story in perhaps the highest
sense of the word. Just as the wives
of the Decembrists, having parted
with their titles of nobility and all
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© Irina Polyarnaya

No6BKU B CaMOM BbICLLEM, MOKa-
YR, cmbicne atoro cnosa. MNogo6Ho
TOoMy, Kak B XIX BeKe ®eHbl geKa-
6pUCTOB, paccTaBLUUCh C ABO-
PAHCKMMU TUTYIaMHU U CO BCEMM
aTpUbyTamMu NPUBbLIYHOMN HU3HM,
noexanu ¢ My*bsiMM B CCbUIKY, B
XX BEeKe pycCKas MeHLUUHa CTaHO-
BMUTCA MOHaxWHeK, He CUMTana BO3-
MOMHbIM NPOAO/IHKaTb MUPCKYIO
MU3Hb Nnocsie CMepTH ItobUMoro
YyesloBeKa, U BCA ee ¥U3Hb Nnpe-
Bpawaetca B MmonuTay. U B aToMm,
BOMNPEKU 3aKOHaM nparmMaTuy-
HOro MMpa, NPOABNAETCA HacToA-
LiaA LebHOCTb, Bepa U Jilo60Bb.

My3bIiKa He CNyXUT UANKCTPauuen
K 3TUM nucbMmaM. OHa cyulecTByeT
KaK 6bl napannenbHo, Kak pas-
MbILL/IEHXE O TOM, YTO NOC/I0BULA
«Tam XOpoLUo, rae Hac HeT» — 3TO
He TOJIbKO NMPO AaJibHUe CTPaHbl U
npo paccrosHue. 3To Npo BpeMms.
OHo yxoauT HaBceraa, a NoToM BO3-
BpawlaeTcs, Ytobbl NOKasaTb Ham
TO, YTO yHe 6bl10, HO TONBKO B ApY-
ron choopme U B ApPYyrom paxypce.
J1lo60Bb 1 MOJIUTBA Kak Hepas-
PbIBHOE LleJ1I0€, KaK CTepeHb BCeK
MU3HU, KaK Onopa U OPUEHTUP, KaK
COCTOSIHUE CO3HaHUA, 418 KOTO-
pOro He ABNAETCA NPenATCTBUEM HMU
BpeMSA, HU PpacCTOAHUE, HU CMEePTb.
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they were accustomed to, went

with their husbands into exile in the
19th century, in the 20th century a
Russian woman became a nun, not
deeming it possible to continue a
secular life after the death of her
beloved, dedicating the rest of her life
to prayer. And thus, despite the laws
of the pragmatic world, true integrity,
faith and love reveal themselves.

Music does not serve as an
illustration for these letters. It exists
in parallel, as a reflection on the
proverb “the grass is always greener
on the other side" (it is good where
we are not in Russian)” — and it is
not just about far-away countries or
about distance. It is about time. It

is gone forever, but then returns to
show us what has already happened,
but in a different form and from

a different perspective. Love and
prayer as an indivisible whole, as
the core of life, as a support and

a point of reference, as a state of
mind for which neither time nor
distance nor death is an obstacle.
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@ AOM AArunesa

cello-gala

MUCMONHUTENU:

6pIOHO KoKce (thpaHuuA),

HaTanu KnaiH (BeIMKOGPUTaHUA)

BAOXHOBMBLUMCL HEU3MEHHbIM ycne-
XOM HOYHbIX KOHLIEPTOB piano-gala,
6e3 KOoTOopbIX HeMbicaum Aarunes-
CKUM (hecTuBasb, €ro pyKoBOACTBO
€XeroaHo paclmpseT UHCTPYMEH-
Ta/IbHbIM COCTaB NpPoOeKTa. TaK, B
2014-m nossuauco violin-gala u
clarinet-gala, a B 2017-m B cO/bHOM
no3vuMu npeacTaHeT BUONOHYENb. o
C/I0XUBLUEHACA TPagMUUU NPOrpaMmmy
KOHLIepTa CayliaTesiM y3HaT B CaMOM
KOHL.

@ 4AOM AArunesa
piano-gala
WUCNOJTHUTENU:

aHTOH 6artaros,
anexkcen n6UMOB,
aneKceu syes (poccun)

Cobupanch 61uHe K NoyHOUU B
Jome [larnnesa, my3blKaHTbl UrpatoT
CBOM N106MMble NPOU3BEAEHUA B
TeMHOTE NMPU CBETe KPOXOTHbIX Aamn.
lMpuuyem nporpammy KOHLUepTa ciayLwia-
TENW Yy3HAKOT /IMLIb B CaMOM KOHLe,
nocne annogucveHToB. [lenaetca
3TO He pagu WYTKA UK NPOBEPKHU
3pyAMpPOBaHHOCTH Ny6auKK. MpocTto
CTepeoTUnbl, KOTOpPble BO3HUKAIOT
NPy aHOHCUPOBAHWKU TOFO UK UHOIO
npovsBefeHUA, MHOW pa3 mMeLlatoT
yCAblWwaTtb €ro NOAJIMHHYIO CyThb.

CONCERTS

& the house of diaghilev
cello-gala

performed by

bruno cocset (france),
natalie clein (uk)

Spurred on by the unfailing

success of the piano gala evening
concerts, the absence of which

at the Diaghilev Festival would

be inconceivable, each year the
festival’s management committee
extends the range of instruments
around which this project revolves.
Thus, in 2014 they introduced the
violin gala and clarinet gala, and in
2017 the solo part will be devoted to
the cello. In-line with the established
tradition, the audience will only find
out the concert programme right at
the very end of the performance.

@ the house of diaghilev
piano-gala

performed by

anton batagov,

alexei lubimov

and alexey zuev (russia)

Gathering at the House of Diaghilev at
nearly midnight, musicians play their
favourite pieces in the darkness

lit only by small spotlights, like
fireflies at night. The audience will
only receive the programme at the
end of the performance, after the
applause. The reason behind this is
not a joke or to test the audience's
knowledge, it is about eliminating
the stereotypes we might have
when a composition is announced,
which sometimes make us miss the
essence of the music.
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@  OpraHHbIK 3an
nepmcKoun hnnapmoHum

CONCERTS

@ perm philharmonic organ
concert hall

COJIbHbIM KOHLEePT HaTtanu KnawuH
(BMONOHYENDb)

B nporpamme:

recital of natalie clein
(cello)

the programme includes:

Obépab KypTtar
¢parmeHTbl U3 signs, games and
messages

kurtag gyorgy
fragments from signs,
games and messages

6eHaHaMuH 6pUTTEH
ctouta gna suonoHyenu N2 3, op. 87

benjamin britten
cello suite no. 3, op. 87

30/1TaH Kopau
coHarta A9 BUOJIOHYEN U coNo, op. 8

zoltan kodaly
cello sonata, op. 8
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HaTanu
KNanH

(BeNMKO6pPUTaHMA)

Nma 6pUTaHCKOM BUOJIOHYETUCTKHU
Hatanu KnaiiH BnepBblie rpOMKO
npo3By4asno B 1994 roay, Korga
LeCTHaALaTUNEeTHAA UCNONHUTEb-
Huua nobeaguna B KoOHKypce BBC
«Monogon My3bIKaHT roga» U Ha
«EBpoBUAEHUU ANA MONOABIX MY3bl-
KaHToB». [pecca atoro nepuoaa
OTMeyvana y Hee «yAUBUTENbHYIO
3penocTb» BO B/IaA€HUM UHCTPY-
MEHTOM U BO3MOMHOCTb nepe-
AaTb CBOEH UIrpoM « KarmAaylo YHUUIO
LpamMaTUYEeCKOro HamnpsxeHusa», a
My3blKanbHbli KPUTUK DUoHa Maa-
OOKC Ha cTpaHuuax The Observer
Ha3Bana KnaiH «oaHUM U3 rnae-
HbIX pacuBeTalLlUX TallaHTOB.

CeroaHa maHepy urpbl KnaiH onu-
CbIBaIOT KaKk « abCconoTHOE CNUA-
HUe C UHCTPYMEeHTOM», Korga « BUO-
JIOHYE/Ib ABNAETCA NPOAO/IHHEHUEM
Tena» My3sblKaHTa U nepegaet «yau-
BUTE/IbHbIA AUana3oH LBETOB U ...
LUMPOKMIA CMEKTP Bblpa3uUTesIbHbIX
ctunen» (Gramophone Magazine).
E¥ B paBHOM cTeneHu nogBnacTHbl
BUOJIOHYE/IbHbIE CloUTbl baxa, KOH-
ueptbl CeH-CaHca, dnrapa u WWocra-
KoBHu4a, coHaTtbl bpamca u LLy6epra,
pancogusa « LLlenomo» Bnoxa u
nbeca « Kon Huapen» bBpyxa.

Urpasa Ha BUONOHYeNnu « Cumn-
COH» pabotbl [}koBaHHU BaTUCTbI
BagaHuHu 1777 roga, B KayecTBe
conuctku KnawH Boictynana ¢ Lot
NaHACKUM CUMMOHUYECKUM OpKe-
ctpom BBC, HauuoHanbHbIMU OpKe-
ctpamu ®paHumm u Yexmun, Hauuo-
Ha/IbHbIM opKecTpoM Yanbca BBC,
CvmdoHUYecKum oprecTpom MoH-
peans, HaumMoHanbHbIM OPKECTPOM
JlnoHa, PMnapmMoHUYECKUM OpKe-
ctpom bysHoc-Apeca, Akagemuye-

CONCERTS

natalie
clein

(uk)

The name of the British cellist
Natalie Clein first became widely
known in 1994 when the 16-year-
old musician won the BBC Young
Musician of the Year competition
and the Eurovision Competition
for Young Musicians. In reviews
of the time, the press applauded
her “outstanding maturity” as

a musician and the capability

to express “every ounce of the
dramatic tension”, while the
music critic Fiona Maddocks

in The Observer called her “a
major burgeoning talent.”

Today Clein's performance manner
is described as “an absolute
merging with the instrument” when
“the cello is a continuation of the
body” and “produces an astonishing
range of colours and evokes the
widest variety of expressive styles”
(Gramophone Magazine). She
carries off cello suites by Bach and
concertos by Saint-Saéns, pieces
by Elgar and Shostakovich, sonatas
by Brahms and Schubert, Bloch’s
Schelomo rhapsody and Bruch’s
Kol Nidrei with equal aplomb.

Playing the “Simpson” Guadagnini
cello of 1777, Natalie Clein has
performed as a soloist with the
BBC Scottish Symphony Orchestra,
Orchestre National d'lle de France,
the Czech National Symphony
Orchestra, the BBC National
Orchestra of Wales, Montreal
Symphony, Orchestre National de
Lyon, Orquesta Filarmoénica de
Buenos Aires, Saint Petersburg
Philharmonic Orchestra, under
conductors such as Sir Mark
Elder, Sir Roger Norrington,
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CKUM CUM(OHUYECKUM OPKECTPOM
CaHKT-lNMeTepbyprckon hunapmMoHuu,
noa, ynpaBfeHUeM TaKUX AUPUKe-
poB, Kak cap Mapk dngep, cap Poa-
#Hep HoppuHrToH, NleHHaaum Poxpe-
CTBEHCKMH, JleoHapa CnaTkuH, leH-
pux Wudd, CtedaH JeHes, Mainkn
XodcretTep, beHaxkamuH LUBapu,.

Hatanu KnaiiH akTUBHO COTpPYAHU-
YyaeT ¢ COBPEMEHHbIMHU KOMMO3UTO-
pamu Tomacom Jlapxepom u bpai-
HOM JniMacoMm, a TaKXke yyacTByeT
B MEeXAUCLMUI/IMHAPHDbIX NPOEK-
Tax TaHUuoBLlMKa Kapnoca AKocCThbl,
nucartesibHULbl JHaHeT YUHTepCOoH
U pexunccepa [le6opbl YopHep.

CTyAeHTHOM OHa 6bl1a yAOCTOEHA
ctuneHgum Koponesbi-maTtepu B
HoponeBCKOM Konneae My3blKH,

a cerogHA ABNAETCA NOYETHbIM NPO-
teccopom atoro yye6HOro 3aBeae-
HuA. B 2015-m KnaiiH 6bina nsbpana
Ha yeTtbipe roga artist-in-residence
M My3blKaibHbIM JUPEKTOPOM B
OKcohopackom yHuBepcuTeTe. Kpome
TOro, OHa BO3r/1aBAfAET CO34AaHHbIN
el hecTuBasb KaMepHOr My3bIKU

B NepbeKe, rpacdcTBo AopcerT.

© Neda Navaee

CONCERTS

Gennady Rozhdestvensky, Leonard
Slatkin, Heinrich Schiff, Stéphane
Denéve, Michael Hofstetter

and Benjamin Schwarz.

Natalie Clein cooperates with
contemporary composers Thomas
Larcher and Brian Elias and
participates in interdisciplinary
projects of the dancer Carlos
Acosta, writer Jeanette Winterson
and director Deborah Warner.

As a student, she was awarded
the Queen Mother scholarship at
the Royal College of Music where
today she is Professor Emeritus.
In 2015 Clein was elected as an
artist-in-residence and musical
director for four years at the Oxford
University. In addition, she is the
founder and artistic director of
the Chamber Music Festival on
the Isle of Purbeck, Dorset.
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@  OpraHHbIK 3an
nepmcKoun hnnapmoHum

liederabend

MeL,LLO-COMpaHo: nosa Myppuxu
¢doprenrMaHo: TaHA 6namx

B nNporpamme:
MoraHHec 6pamc

HapoAHble NecHU (M36paHHoe)
rycraes manep

NecHW U3 LUKNa

«BOJILLEGHDbIM POr MasibYUKa»

Knoa aebroccu

«TPU NMEeCHU BUNIUTUC»

3aBapa rpyr

«ecTb NeceH», op. 48

npiaHaCcKUe HapoJHble necH!

Liederabend (¢ HeMm. «neceHHbIH
BeYep») — TaK B 3MOXy pOMaHTU3Ma
HasblBa/M Be4epPHUE KOHLLEPTbI, Ha
KOTOPbIX UCMOJIHANIUCb BOKaJibHble
npousBeAeHUsd, 06be4UHEHHbIe
o6Len naeen, aBTopomM TEKCTOB
WM My3bikM. Haxoadach Ha
nepece4yeHur KaMepHOro KoHuepTa
M MOHOCMeKTaKkns, Liederabend
YCTPOEH C/IOHHO U TOHKO. lNeBel,
34eCb O4HOBPEMEHHO U OH cam,

YU NIUPUYECKHUIU repor, npruyem
rpagaumsa, B KOTOPOM ABe JIMYHOCTU
C/IUBAlOTCA B O4HY, O4YeHb TOHKA, U
ee e[Ba JIu MOXHO OTpeneTUpoBaThb.
Ocobas ponb U y NMaH1CTa:

OH — He aKKOMMaHuaTop, He

¢OH AnAa onepHoM 3Be34bl, HO
y4yacTByeT B ApaMaTypruuv Be4yepa
HapaBHe C BOKa/IMCTOM, a MOMeT
6bITb — 60s1e€ aKTUBHO: NapTHA
¢opTenMaHo — OTAE/IbHbIA
Bblpa3uTe/ibHbIK NAaH, Ha KOTOPbIX
4acTo NPUXOAUTCA OCHOBHOWM Ipy3
CMbIC/IOB.

CONCERTS

@ perm philharmonic
organ concert hall

liederabend

mezzo-soprano: paula murrihy
piano: tanya blaich

the programme includes:
johannes brahms
selected folk songs
gustav mahler

des knaben wunderhorn
(selections)

claude debussy

trois chansons de bilitis
edvard grieg

sechs lieder, op. 48

irish folk songs

Liederabend (from Ger. ‘An Evening
of Songs’) is an evening of music
that dates back to romanticism. In
this tradition, musicians performed
vocal compositions of one poet or

a composer or united by the same
general idea. Liederaband has

an incredibly complex and subtle
structure. The singer here is both
himself and the lyrical hero, and the
state in which the two personalities
blend into one for the listener is very
thin, and it can hardly be rehearsed.
The role of the pianist is extremely
important: he is not an accompanier,
not the backing for an opera star,
but is involved in the drama of the
evening on a par with the singer,
and maybe even more actively: the
part of the grand piano in the songs
is a separate expressive plan, which
often carries the main weight of
meaning, from using the sounds to
describe the scene to a counterpoint
to the poem.
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nojia Myppuxu

(MpnaHgun)

B o6wupHOM penepTyape UpNaHA-
CKoM Meuuo-conpaHo lMonbl Myp-
pUXU — neBULbl, K TMOKOM, BONE-
BOW U BOKa/lbHO YHUBEpPCaJibHON»
(Frankfurter Rundschau), — meH-
CKHe 06pasbl COCEACTBYIOT C « 6pHoY-
HbIMKU ponAmMU»: lnaoHa B onepe
Mépcenna n OKTaBuaH B « KaBanepe
po3bi», [lopabenna B « Tak nocTy-
natoT BCE MKEHLUUHbI» U AHHWUI B
«Mwunocepauu Tuta», Megopo B
«HeuctoBom Ponange» n KapweH
Bbuse. Ecnv roBopuTb 0 KOHLEPT-
HOM COCTaBAAIOLWEN ee Kapbepbl,

TO 3aecb — «[nhopua» BuBanbaum,
ManeHbKan TopHecTBeHHasA mecca
Poccuuu, PekBnem Mouapra,
«Mnua» MeHaenbcoHa, « CtpacTtu no
NoaHHy» Baxa n apyrue npoussege-
HuA. MNeBuua perynapHo BbiCcTynaer
C XOPOM U KaMepHbIM OPKECTPOM
«O6LwectBo lNeHaena v MangHa» u
BOCTOHCKUM CUMGOHUYECKUM OpKe-
CTPOM, Ha ee cYeTy COBMECTHbIe
nporpammbl ¢ UpnaHaCcKUM Kamep-
HbIM OPKECTPOM U BPUTAHCKUM
OpKecTpom anoxu MpocBelueHuUs.

C 2009 roaa Nona Myppuxu asns-
eTcA coNUcTKon PpaHKdypTCHOM
onepbl, KPOMe TOro, OHa COTPYAHU-
YyaeT CO MHOMMMU eBPONerNCKUMU U
aMepUKaHCKUMU TeaTpamu. OceHblo
2016 roaa coCcToANnCcA ee KOHLUEepT ¢
nuaHuctom Mankonomom MapTuHO
Bo PpaHKdypTe-Ha-MaiiHe. B TeKy-
wem ce3oHe y lNMonbl 3annaHMpoBaH
ne6iotr B MetpononuteH-onepa —
naptua CtectaHo B onepe « Pomeo

v Jxynbetta» [YHO, BbICTYN/IEHUA

B Onepe CaHTta-®e — Pyamepo B
«AnbumHe» leHgena v KHA3bL Opno.-
CKMH B «JleTyyer mbiwny LLTpayca
u B Liopuxckon onepe — KepybuHo
B «CBagb6e durapo» MouapTa.

CONCERTS

paula murrihy

(ireland)

Numerous repertoire of the Irish
mezzo-soprano Paula Murrihy —
"svelte, characterful and vocally
versatile" singer (Frankfurter
Rundschau) — includes both
female parts and breeches roles:
Purcell’s Dido and Octavian from
Der Rosenkavalier, Dorabella in Cosi
fan tutte and Annio in La Clemenza
di Tito, Medoro in Orlando Furioso
and Bizet’s Carmen. On the concert
platform Paula’s extensive repertoire
includes Vivaldi’s Gloria, Rossini’s
Petite Messe Solennelle, Mozart’s
Requiem, Mendelssohn’s Elijah,
Bach’s St. John Passion, and many
others. She has appeared regularly
with the Handel & Haydn Society
and with the Boston Symphony
Orchestra, and has done recitals
with the Irish Chamber Orchestra
and with the British Orchestra of
the Age of Enlightenment. Since
2009, Paula is part of the Frankfurt
Opera ensemble. She also works
with various theatres in Europe and
the USA. In the autumn 2016 Paula
has given a recital with Malcolm
Martineau in Frankfurt. Season
2016/2017 features Paula’s debut at
the Metropolitan Opera as Stéphano
Roméo et Juliette, Ruggiero in
Alcina and Count Orlofsky Die
Fledermaus for Santa Fe Opera

and her debut at Zirich Opera as
Cherubino Le nozze di Figaro.
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TaHA 6namx

(cwa)

NMuaHucTKa 1 npenogasartesnb

Tana Bnavix — ceroaHa oauH U3
CaMbIX aBTOPUTETHBIX UCMOJIHU-
Tenen BOKanbHO-(hopTenMaHHOro
peneptyapa. OHa C OTIMYUEM OKOH-
yuna Konneax Yonna Yonna (wrar
BawwuHrtoH, CLLUA), a TaK#e obyua-
nacb B YHuBepcutete lMapu Cop-
60HHa. UHTEpEC K *HaHpy HEMELKOM
necHu lied npuBen ee B BeHy, raoe
OHa C OT/IMYMEeM OKOHuMNa BeH-
CKYl0 KOHCEpBaTOpHUIO, HanpasJie-
HUe « BOKa/IbHbIA aKKOMMNaHEeMeHT
M KamepHasa My3bika». BbinycK-
Hu1ua KoHcepBaTopmn HoBow
AHrnnm (CLLA), B 2006—2009
Tana Bnavx pykoBoguna onepHoM
CTyaMen npu By3e, a CerogHsa npe-
nogaet 3aecb Ha Kadeape BoKana
1 hopTeENUAHO U KOOPAMHUPYET
cepuio KoHuepToB Liederabend.

BbicTynana ¢ KamepHbIMKM aHcam-
6namu Lydian String Quartet,
Colorado Quartet n Miré6 Quartet.
CoTtpyaHuyaet ¢ nesuavu n3 CLUA
v EBponbl, cpeau HUX conpaHo
lynayna AHoBuUL, U 6ac-6apUTOHDI
Banbtep beppu n Tomac KBact-
xothe. C Capu MNpy6ep nMaHUCTKa
BbicTynana Ha PecTuBane Kamep-
HOM My3blkM B CKaHUTence. AKKOM-
naHMpoBana Tomacy XamMrnCoHy Ha
LlepeMOHWUU BCTYNeHUA neBua

B AMEPMKaHCKYI0 akaaemMuio
MCKYCCTB U HayK. B 2000-m ayat
Bnaiix ¢ 6aputoHOM KnemeHcom
lenepxoctepom 3aBoeBan rna.-
HbI NpU3 Ha KOHKypce MmeHH
Pob6epra LLlymaHa B lepmaHumu.

B KauecTBe Koy4ya U KOHLEepTMeEN-
cTepa coTpygHu4yaeT ¢ bocToH-
CKMM CUM(OHUYECKMUM OpKe-
CTPOM, a TaKkie ¢ «O6wecTBoM
lenaena u NanaHa» B bocToHe.

CONCERTS

tanya blaich

(the usa)

Tanya Blaich is widely respected
as a pianist and teacher with
particular sensitivity and expertise
in the song and collaborative
piano repertoire. She graduated
with high honors from Walla
Walla College, and attended the
University Paris-Sorbonne. Blaich
moved to Vienna to pursue her love
for the German Lied repertoire,
eventually earning a diploma with
distinction in performance from
the Vienna Conservatory in vocal
accompaniment and chamber
music. She subsequently completed
both her M.M. and D.M.A. from
New England Conservatory
(NEC). A faculty member of
Conservatory's collaborative piano
and voice departments, Blaich

is currently co-coordinator of the
Liederabend Series at NEC and
directed the Undergraduate Opera
Studio from 2006 to 2009.

Has performed as a chamber

music partner to members of the
Colorado, Lydian and Miro String
Quartets. She has worked with such
distinguished artists as Gundula
Janowitz, Walter Berry, Thomas
Quasthoff, as well as soprano Sari
Gruber at the Skaneateles Chamber
Music Festival. A recent highlight
was performing with Thomas
Hampson for the induction ceremony
of the American Academy of Arts
and Sciences. In collaboration with
baritone Klemens Geyerhofer, Blaich
won the top prize at the 2000 Robert
Schumann Competition in Germany.

Blaich has also served as a coach
and rehearsal pianist for the
Boston Symphony Orchestra and
the Handel & Haydn Society.
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@ AOM AArunesa

CONCERTS

& the house of diaghilev

vortex temporum
KOHLLePT MOCKOBCKOIo aHcambns
COBPEMEHHOM My3bIKK (Macm)

conpaHo: osibra BiacoBa
ctnenTa: nBaH bywyes

KNapHeT: ofier TaHUoB
thopTennaHo: Mmuxaun ay6oB
CKpUWNKa: Blagucnas NecuH
anbT: Hasap KoXyxapb
BUOJIOHYE/Ib: WU/ibA PYOUHLITENH

B nporpamme:

vortex temporum

concert of moscow contemporary

music ensemble (mcme)

soprano: olga vlasova
flute: ivan bushuev
clarinet: oleg tantsev
piano: mikhail dubov
violin: vladislav pesin
viola: nazar kozhukhar
cello: ilya rubinshtein

the programme includes:

OCKap 6bAHKHU

primordia return

ONA ronoca, ¢nenTbl, K1apHeTa,
thopTenmMaHo, CKPUMNKKU U BUOJIOHYENH

*  MMpoBas npembepa

oscar bianchi
primordia return

for soprano

and five instruments

* world premiere

anekceu cromak

«YyyHaar»

ANnA ronoca, nenTbl, KNapHeTa,
¢hopTenmMaHo, CKPUMKU U BUOJIOHYENH

alexey syumak

chuzhaya (she's a stranger)
for voice, flute, clarinet,
piano, violin and cello

Hepap rpuse
vortex temporum ana dnenTol,
KnapHeta, (hopTenruaHo, CKPUNKH,
anbTa, BUOJIOHYEU

npy noaaepkke
MUHUCTEPCTBA KyNbTypbl
poccuirckon deaepaumnmn

gérard grisey

vortex temporum

for flute, clarinet, piano, violin,
viola and cello

with the support
of the ministry of culture
of the russian federation
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MOCKOBCHKWH
aHcamb/b
COBpEeMeHHOM
MY3blKU

(poccun)

MACM 6bin ocHoBaH B 1990 roay
Komnosutopom KOpuem Kacnapo-
BbIM NPU HENOCPEACTBEHHOM y4a-
CTUM IMaepa OTe4YeCTBEHHOM LUKO/bI
HOBOM My3bikM 3aucoHa [leHucosa.
MACM nepBbim npopBan UHbop-
MaLMOHHBbIW BaKyyM M NpeacTaBui
Ha 3anaae HOBEeMLLYIO POCCHUIACKYIO
My3bIKY, @ Y HaC — TBOpPYECTBO
COBPEeMEeHHbIX 3apyberHbIX aBTO-
poB. Ha cueTty KonneKtusa 6onee
1000 MMpPOBbLIX U POCCUHUCKUX Npe-
Mbep, KOTOpble NPUHAANEHAT KOM-
no3MTopaM pa3HbiX MOKONIEHWUH, a B
Znckorpacdumn 6onee 40 KomnakT-
OWUCKOB, BbINyLLEHHbIX U3BECTHbIMH
nenbnamm — Olympia (Bennko6pu-
TaHuA), Harmonia Mundi (PpaHuun),
Triton (AnoHusa), Donemus (Huaep-
naHapl), Fancymusic (Poccus).

OA4HO U3 rnaBHbIX HanNpaBAeHUH
LeATeNbHOCTU KOIIEKTUBA — pery-
NAApHble NPOCBETUTENIbCKUE NMpPOo-
rpammbl, Kotopble MACM npoBoauT
B COTPYAHUYECTBE C Pas/IN4yHbIMMH
POCCUACKMMU U 3apy6GeKHbIMU
tdoHgamu. becnpeueneHTHbIM 4N
Poccuun npoeKTom cTtana exerog-
HaA aByxHeaenbHasa MexayHa-
poAHaA akaaeMuA MOJIOAbIX KOM-
NoO3UTOPOB B ropoae YarKoBCKOM
(MepmcKMiA Kpait), cTapToBaBLLas B
2011 rogy. B 2009 roay Konnektus
ctan naypeatom AKLUHUU no noa-
AepKe POCCUUCKUX TeaTpasbHbIX
uHUymatme, B 2013-m — naype-
atom « 305010l Macku» B HOMU-
HaUWU « DKCNEPUMEHT.

CONCERTS

the moscow
contemporary
music
ensemble

(russia)

MCME was founded in 1990 by Yuri
Kasparov, under the patronage

of the famous Russian composer
Edison Denisov. The ensemble
focuses on promoting 20th and 21st
century music. MCME was one of the
first groups to perform new Russian
music in the West and works by
contemporary European composers
in Russia. The ensemble’s
repertoire is quite extensive and

has included the premiere of almost
1000 different works. MCME has
recorded more than 40 CDs for
leading CD labels, including Olympia
(UK), Harmonia Mundi (France),
Triton (Japan), Donemus (The
Netherlands), Fancymusic (Russia).

MCME has strong educational
goals and works closely with both
Russian and international cultural
foundations 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). In
2009 MCME became the winner

of the Award ACTION in support of
theatrical initiatives. In 2013 MCME
got the ‘Golden Mask’ Award.
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aJleKcen cromak,
KOMMO3HUTOp

alexey syumak,
composer

KOHLIEPTbI

«Yyxana» — 31O He NPOCTO abCTpaKT-
HaA nbeca, a 3apucoBKa C O4YeHb
CTPaHHbIM clokeToMm. Bcé HaunHaetca
C TOro, YTO AeBYLUKa CTaJIKUBAETCA C
IOHOLLEN rae-TO Ha NeCTHULE oTend
WX MHOIO3TaxKHOro goma. byayum
60nTIMBOM, OHa Ha4YMHaeT 6€CKOHEYHO
M3BUHATbCA, (haKTUYECKH, He AaBas
IOHOLWIE CKa3aTb, YTO HUYEro cTpail-
Horo He npousowno. OHa paccKka-
3biBaeT BCE& HOBbIe UCTOPUH, HamMpU-
Mep, O TOM, YTO Y Hee eCTb Orpom-
HO€ KO/IMYECTBO POACTBEHHUKOB. TaK
BO3HUKAET MHOXECTBO pa3HbIX o4a-
roB, KOTOpble, COGCTBEHHO, U CTPYK-
TYPUPYIOT 3Ty cueHKy. CToNKHOBEHUE
MYUYUHbI U HEHLUHbI, KOTOpOe, Mo
uaee, AOJIHKHO BO YTO-TO BbUIMTbLCA,
TaKk He BO YTO U He nepeTtekaert. To,
YTO UMEET Ha4yano, He UMeET Jiornye-
CKOro KOHLA, NPUXOAUT K OTKPbITOMY
¢mHany. MNbeca Bcé 6onblue 3anyTbiBa-
€TCA B CIOETHOM MJ1aHe U AOXO4MT 40
AOBOJIbHO 04HOO6pPA3HOro anusosa —
Tak, 6yaATO NAeHKy 3aeno, U Npous-
BeJEeHWE He MOMET 3aBepLUUTbLCA.

Ana «Yyxon» A Bblbpan TaKon
cocTaB: (hnenTta, KnapHeT, opTenu-
aHoO, CKpUNKa, anbT, BUOJIOHYENb U
conupytowee conpaxo. NMpu BbiGope
BOKaJIbHbIX TEXHUK A OPUEHTUPO-
BaJICA Npexae BCero Ha UCMNOJIHU-
Tena — Onbry Bnacosy. BmecTte mbl
nogo6pann HECKONbLKO NPUEMOB,
KOTOpble, KaKk MHe KameTcsA, abco-
JIOTHO TOYHO 3By4YaT TO/ILKO B ee
ucnonHeHuu. OguH U3 HUX — neHue
B BbICOYaMLLEM pPEerucTpe, nNpu KOTo-
pPOM NoJly4aeTcs XpUNaoBaTbii, NOYTH
3NEeKTPOHHbIMA 3BYK. BTopon — 3to
peunTaumsa B 6bICTPOM TeMne ¢ onpe-
LEeNeHHbIM MOAYCOM, C Pe3KUMU 60/1b-
LUMMU CKauyKamK. 34eCb CTOUT C/IOMH-
HaA 3aga4a: TOYHO MHTOHUPOBATb U
nonagaTtb B HOTbl B OTCYTCTBUM NOA-
LEPHKU CO CTOPOHbI aHcambna. Tpe-
TUX NpUeM A0CTaTO4YHO U3BECTEH, 3TO
wrTpobac, Nnp¥ KOTOPOM 4YacTb CBA3OK
3BYYUT B O4E€Hb HU3KOM pPEerucTpe.

CONCERTS

Chuzhaya (She's a Stranger) is not
just an abstract play, but rather a
sketch with a very bizarre plot. It

all starts when a girl bumps into a
boy somewhere on the stairs of a
hotel or a multi-storey building. She
begins to apologise profusely, in
fact not letting the boy get a word

in edgeways to assure her that
everything is fine. She tells him more
and more stories, for example, that
she has a huge number of relatives.
So, there are a lot of different
directions, which, in fact, shape this
scene. The meeting of a man and

a woman, which, could have gone
in a different direction, yet nothing
comes of it. What has a beginning,
does not have a logical end, and
comes to an open ending. The plot
of the play becomes more entangled
and reaches a rather monotonous
episode — as if the film is stuck,
and the piece cannot get to the end.

I chose the following composition for
the Chuzhaya: flute, clarinet, piano,
violin, viola, cello and solo soprano.
When choosing a vocal technique,

| was primarily guided by the
performer — Olga Vlasova. Together
we devised a few methods, which,

it seems to me, are ideally suited to
the way in which she alone performs
the pieces. One of these techniques
is singing in the highest register,
which produces a husky, almost
electronic sound. The second one

is fast-paced recitation at certain
pitch intervals, with big sharp leaps
of sound. The challenge here is to
get the exact right intonation and

hit the notes without any support
from the ensemble. The third — the
strohbass — is a fairly well-known
method in which bundles of chords
are sung in a very low register.
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& nepMCKas XyAoMHecTBeHHas
ranepes

KOHLLepT BOKa/bHOro aHcaméns

interACTive

PYKOBOAUTE b, COMPaHo:
o/nbra BnacoBsa

conpaHo:

HaauA 3enAHKoBa
conpaHo:

exraTepyHa 6aKkaHoBa

B Nporpamme:
MOPTOH (henbamaH
three voices ana Tpex conpaHo

BokanbHbin aHcam6nb interACTive
6b11 ocHoBaH B 2013 rogy. Ero
OCHOBHas cneuuanusaumsa

NIeXUT B 0611aCTU COBPEMEHHOM
aKageMHUYeCKOMN MY3bIKH.

B cocTtaB KonneKkTuea BXoaAT
BbIMYCKHUKU MOCKOBCKOM
rocysapCTBeHHOM KOHCepBaToOp1H
um. . U. YanKoscKoro,

Naypeartbl pas/iMiyHbIX

KOHKYPCOB U (hecTUBanemn,
MOJI0Able NePCNeKTUBHbIE
My3blKaHTbl, BeAyllUe aKTUBHYIO
MUCMONHUTE/IbCKYIO A€ATENIbHOCTb Ha
My3blKanbHbIX naowaaxkax Poccuum m
3apyberba. AHcambnb interACTive
CTan NepBbIiM UCMOJIHATENIEM B
Poccuu counHeHna MopTtoHa
®denbamana Three Voices, npembepa
cocrtosanacb B 2014 roay Ha
TEPPUTOPUU LIEHTPa COBPEMEHHOIO
ucKycctea BUH3ABO/] B pamKax
npoekTta «[lnhatdopmar». Kpome
TOro, Ha CYETY KOJIJIEKTMBA
POCCUNCKME NpeMbepbl COMUHEHWUI
TaKMX KOMMNO3UTOPOB, KaK [lau
®dyaxuRrypa, Mackanb [iocaneH,
Anekcei Ciomak, AHHa KopcyH.
XyZ0HeCTBEeHHbIX PYKOBOAUTENb

M Y4aCTHUK aHcamb6na — Onbra
Bnacosa.

CONCERTS

@ perm state art gallery

concert of the interACTIve
vocal ensemble

artistic director, soprano:
olga vlasova

soprano:

nadiya zelyankova
soprano:

ekaterina bakanova

the programme includes:
morton feldman
three voices for three sopranos

The vocal ensemble interACTive
was founded in 2013. It specialises
mainly in contemporary academic
music. The ensemble comprises
graduates from the Tchaikovsky
Moscow State Conservatory, winners
of various competitions and festivals,
young promising musicians, who
actively perform on stages in Russia
and other countries. interACTive
was the first ensemble in Russia to
perform Morton Feldman's Three
Voices when they performed it in
2014 at the Winzavod Centre for
Contemporary Art as part of the
‘Platform’ project. In addition, the
ensemble has presented Russian
premieres of composers such as
Dai Fujikura, Pascal Dusapin, Alexey
Syumak, and Anna Korsun. Olga
Vlasova is an artistic director and a
member of the ensembile.
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MopTtoH ®PenbamaH (1926—1987) —
KOMMO3MTOP CamMO6bITHbIMA, OAUH U3
Ap4yanwumx npeacraBuTeNen Kyb-
Typbl XX CTONETHA, CO3AaTeslb YHU-
KaJIbHOro My3blKaJIbHOrO A3bIKa.

B ¢cBOMX COYMHEHUAX OH CTPEMMUIICA
«0CB0O60AUTLY» 3BYK, AaTb €My BO3-
MOM¥HOCTb « POAMUTbCA», NPO3BYy4aTb
M «ymepeTtb». Korga KapnxanHy
LLItokxay3seH cnpocun denbamaHa,
B YeM €ro CEeKpeT, TOT OTBETUJI:

« fl He nogTanKMBalw 3BYKKU». To eCTb
L1 Hero 3BYK 6bl/1 cCaMOLeHEH BHe
KaKon-1Mb60 CBA3U C Tpaguuuen

MU My3blKkaJlbHOX CUMBOJIMKOM.

B cBOMX NO3AHUX onycax, K KOTO-
PbIM OTHOCUTCHA NPOM3BEeAEHUEe
Three Voices, Komno3suTop cTpe-
MUTCA K aBTOHOMHOW 3BYKOBOW
peanbHOCTHU, NoMeLasa caywa-
Tens B paspexeHHoe My3blkasbHoe
BpPeMSA U NPOCTPaHCTBO, BbIXOA M3
KOTOPOro MOMEeT OKa3aTbCA TPyA-
Hee, Yyem npebbiBaHUEe B HEM.

CounHeHue Three Voices —
Ha3BaHWe KOTOPOro roBOpMUT 3a
cebsa — HanucaHo ANA Tpex roso-
coB a cappella v moxet ucnon-
HATbCA OT 45 a0 90 MUHYT, B 3aBU-
CMMOCTU OT BbIGpaHHOro Temna.

W 3T10, noxkanym, egMHCTBEHHOE
COUYMHEHUE ANA CONbHOro rosoca
6e3 ConpoBOHKAEHUA, KOTOPOE
3BYYUT HEMNPEPbIBHO B TEYEHUE
CTO/Ib AJIUTENIbHOIO BPEMEHH.

CONCERTS

Morton Feldman (1926—1987)
is an original composer, one of
the brightest representatives
of 20th century culture,
recognized as the creator of a
unique musical language.

In his compositions, he strives
toward “freeing up” the sound,
letting it be “born”, heard and
“die”. When Karlheinz Stockhausen
asked Feldman what his secret
was, he replied: “I don't push
sounds.” Thus, for him the

sound is valuable in its own right
without bearing any connection

to tradition or musical symbols.

In his later works, including Three
Voices, the composer aspires
toward an independent sound
reality, transferring the listener to a
vacuum in musical time and space
from which it can be more difficult
to extract oneself than to remain.

Three Voices, as the title suggests,
is composed for three a cappella
voices and can be performed for

a duration of 45 to 90 minutes,
depending on the tempo chosen.
Moreover, this is probably the only
composition for solo voice without
accompaniment whose sound goes
uninterrupted for such a long time.
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Oo/ibra BsacoBa,
XYAOMECTBEHHbIN
pyKoBOAUTENb
aHcambna
interACTive

olga vlasova,
artistic director

of the interACTive
vocal ensemble

KOHLIEPTbI

Kak n Bce nosgHue paboTbl KOMMO-
3uTopa, Three voices — Harpaga
LN BHAMATENIbHOro cnyliartens,
roTOBOro NOrpy3nTbLCA B My3blKaJlb-
HbIX KOCMOC TUXMX (henbaMaHOB-
CHKUX co3By4Mi (Kengk HasbiBan Ux
«HEeMHbIMU 3BYYHOCTAMMU») C HEBE-
POATHbIM e4Ba Y/IOBUMbIM PUTMOM,
pa3HoO06pa3HOM 3BYKOBOW haKTy-
PO, OKpaLLeHHOW 0CO6bIM 3MO-
LMOHaNIbHbIM COCTOAAHUEM OT MO3-
3un PpaHka O’'Xapbl. PenbgmaH
MCMONb30BaN B COYMHEHUU CNIOBA
M3 NOCBALEHHOMY eMy CTUXOTBOpe-
Hua O’Xapbl « Butok»/ Wind, a camy
paboTy HanpaBuia B aapec KOMMo-
3MTOpPa U UCMOJIHUTENIbHULLbI COBpe-
MeHHOM My3bikK [l#oaH Jla bap-
6apa. B napTuType OH yTO4YHWA, 4TO
My3biKa MOXET UCMOJIHATLCA KaK
COJIUCTHOM, MOIOLLEN BHUBYIO HUM-
HWUM FOJIOC, a OCTa/lbHbie ABa Npea-
BapuTe/IbHO 3anMcaB Ha M/IeHRY,
Tak U TpeMsA UCNONHUTENAMU Cpasy.
MN3BecTHa nvwb O4HA 3anuchb,
MUCMOJIHEHHaA TpeMsA CONUCTaMMU, —
3TO 3anUCb (hPaHLY3CKOro KoJ1eK-
TnBa Accroche Note Ensemble.

Taxeno nepexuBan cMepTb ABYX
6/IU3KUX APY3EeN — XYAOHHHUKA
®dununa MNactoHa v noata OpaHKa
O’Xapbl, — ®PenbamaH npegna-
raet [l}koaH 3anMcaTtb Ha MNJIEHKY
ABa BEepXHUX rosioca, KoTopble,

no ero npeacraBneH o, Nog406HO
«MOTMbHbIM NJIUTaM», JIOMATCA Ha
eLle ¥MBOM, ero, HUXHUM rosoc.
TpaHcAupyAa UX U3 ABYX PENPOAYK-
TOpPOB, KOMMNO3UTOP, TaKUM 06pa-
30M, NepCoOHUMULUPYET ronoca mu
BHOBb o6peTtaeT obLuieHue C ywea-
UMMM U3 HU3HU APY3bAMM.

CONCERTS

Like all later pieces of the composer,
Three Voices is a treat for the
attentive listener who is ready to
immerse themselves within the
musical cosmos of delicate Feldman-
esque chords (Cage used to call
them “tender sonorities”) with their
barely-perceptible rhythm, which
forms a versatile sound texture
tinged with a particular emotional
state derived from Frank O'Hara's
poetry. In his composition, Feldman
incorporated the words from O'Hara's
poem Wind, — which he dedicated
to the composer — and sent the
composition to contemporary vocalist
and composer Joan La Barbara. He
noted in the score that the music
could be performed both by a soloist
singing the lower part live with the
other two parts pre-recorded, and

by three singers at a time. There

is only one known record of three
soloists performing together —that
of the recording by the Accroche
Note Ensemble from France.

Mourning the death of his two close
friends — painter Philip Guston
and poet Frank O'Hara — Feldman
suggests that Joan record the

two upper voice parts which in

his view, would like tombstones
be laid over the ‘still living’ lower
part — his voice. Transmitting
them from two loud speakers,

the composer thus personifies

the voices and reconnects with
the friends he has lost.
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(P3HK o’xapa

BUTOH

Moptony ®envamaHy

Pa3Be MOXHO 6b110 NpeacTaBUTD,
4YTO CHer ynaget
OH BCeraa Jivilb KPYyXUJ U BUJCA
CNOBHO MbIC/Ib
B CTEKJIAHHOM Luape
BKPYr MEHA U MeaBeada BO MHe

M 310 Kasanocb NpeKpacHbIM. ..
CAepHaHHOCTb:
CHer BUACA
He nagas,
HX MOM MMULLKA...
U 3/1ble MbIC/IH
B 3aTOYEHWU B XpYCTa/IbHOM TIOpbMe

KpacoTa BAPYr CMeHWNacb NOPOKOM

N Tenepb CHer KpyxuTt
B BMXPSAX POKa
HO HeZoNro
3aTtem nagaer
OH Bcerga He ntobun 3Ty caepHaHHOCTb...
3BEpMm...
A 060rato NOpPOK

lMepeBoa AHHbI OpeLUHUKOBOH

LuT. no: The Collected Poems of Frank O’Hara. Edited by Donald Allen // University of California Press. 1995. P.269.
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frank o’ hara

wind

to morton feldman

Who'd have thought

that snow falls
it always circled whirling
like a thought

in the glass ball
around me and my bear

Then it seemed beautiful
containment
snow whirled
nothing ever fell
nor my little bear
bad thoughts
imprisoned in crystal

beauty has replaced itself with evil

And the snow whirls only

in fatal winds
briefly
then falls
it always loathed containment
beasts

| love evil
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@ AOM AArunesa

KOHLLEPT COJIUCTOB
OpKecTpa musicaeterna

C y4acTUeM apTUCTOB TaHLEBa/IbHOM
KOMMaHWU NUIUU 6YpAUHCKOM

1 oTnenenne

KNapHeT: BaJleHTUH YPIOMWUH
CKpMUIKa: gapvsa 3vatguHoBa
anbT: Haun 6aKkueB

BMOJIOHYE/Ib: aHHa MOpPO30Ba
Ba/ITOPHA: IeOHW BO3HECEHCKUN
thopTenrMaHo: 3apuHa LUMMaHCKas

B nporpamme:

KWHLWTOG® neHaepeLKun
CeKcTeT

II otmenenne

CKpMIKa: aHapen cureaa
CKpMWMKa: apTeM HayMmoB
anbT: Haun 6aKkueB
BMOJIOHYE/Ib: UTOPb 6060BUY

apTUCTbI TaHUEBaJIbHOM KOMMNaHUU
NN BYPAUHCKOM:

KpeCTUHa E/IKMHa

e/1eHa 4YypuioBa

ceprer (hbMaIMMOHOB

B nporpamme:

KWHLWTOG neHaepeLKun
CTPYHHbIX KBapTeT N2 3

«JIUCTKHU HEHANMUCAHHOIro AHEeBHUKa»

Obépab NUretu
CTPYHHbIX KBapTeT N? 1
metamorphoses nocturnes

CONCERTS

& the house of diaghilev

concert of musicaeterna orchestra
soloists

with the participation of the liliya
burdinskaya dance company artists

part 1

clarinet: valentin uryupin

violin: daria ziatdinova

viola: nail bakiev

cello: anna morozova

french horn: leonid voznesensky
piano: zarina shimanskaya

the programme includes:

krzysztof penderecki
sextet

part 2

violin: andrey sigeda
violin: artem naumov
viola: nail bakiev
cello: igor bobovich

liliya burdinskaya
dance company artists:
krestina yolkina

elena churilova

sergei filimonov

the programme includes:

krzysztof penderecki
string quartet no. 3
'leaves of an unwritten diary

gyorgy ligeti
string quartet no. 1
'métamorphoses nocturnes'
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OpPHKecCTp musicAeterna
musicAeterna orchestra
NepMCcKoro of the

TeaTpa perm opera
onepol and ballet

U 6anera theatre

(poccun) (russia)

© Anton Zavjyalov

OA4uH U3 camMbix BOCTPe60BaHHbIX One of the most in demand
POCCUIACKHUX OPKECTPOB B 061acTH Russian orchestras in the field of
ayTEeHTUYHOr0 UCMOJIHUTENbCTBA, period performance, also working
KOTOPbIM TaKike ycnewHo pabotaet U successfully with 20th century

¢ matepuanom XX BeKa. bbiin ocHo- music. The musicAeterna orchestra
BaH B 2004 roay B HoBocubupcKe was founded in 2004 by conductor
aunpuxepom Teogopom KypeHT3u- Teodor Currentzis in Novosibirsk
COM, B HacToswee BpeMa 6asupy- and currently based in Perm. The
etca B lNepmu. OpKecTp BbicTynan orchestra has performed in Vienna,
B BeHe, AmMcTtepgame, JloHgoHe, Amsterdam, London, Baden-

baaneH-baaeHe, Maapuae, Abu- Baden, Madrid, Athens, Berlin,
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Hax, bepavHe, MioHxeHe, MaH-
reime, [loptmyHae, JliuccaboHe,
Mapuie, XenbcUHKK, bploccene,
MockBe, CaHKkT-lNeTep6ypre. Pa6o-
TaeT Mo 3KCKA3UBHOMY KOH-
TPaKTy CO 3BYKO3aNMCbIBalOLLEN
ctyauvein Sony Classical: usgaHbl
onepbl Mouapta — Le nozze di
Figaro (2014, npemua ECHO Klassik
3a «Jlyywyto 3anucb roga: onepa
XVII—XVIII BB.»), Cosi fan tutte
(2014; 3anucb 2015 roaa no Bep-
cuu HypHana Opernwelt) n Don
Giovanni (2016). Cnucok gonon-
HAIOT cneaylme peansbl: Rameau:
The Sound of Light (2014), «BecHa
cBAweHHaaA» CtpaBuHCcKoro (2015,
npemua ECHO Klassik — 2016 3a
«Jlyywyro 3anucb roga: cumao-
HUYecKasa My3blKka XX—XXI BB.»),
«CBage6ka» CtpaBUHCKOro u KoH-
LepT 4/1F CKPUIMKKU C OPKECTPOM
YaiikoBckoro (2016, conucthka —
Matpuumna KonaunMHcKas).

B nepuvoa 2008—2010 opkecTp
musicAeterna cotpygHuuan ¢ neu-
6nom Alpha: «luaoHa u JdHei» Mép-
cenna, YetbipHaguaTtaa cCUMMOHUA
LoctakoBuua, PekBnem Mouapra.
OpkecTtp musicAeterna npuHuman
yyacTue B TaKUX MeMAYHapOAHbIX
tectuBanax, kak RUHRtriennale,
«Tepputopua», «larunes. P.S.»,
«3onotaa Macka», MexayHapoa-
HbIK [lAaruneBcKui ecTtuBab.

CONCERTS

Munich, Mannheim, Dortmund,
Lisbon, Paris, Helsinki, Brussels,
Moscow, Saint Petersburg. The
musicAeterna has signed an
exclusive contract with Sony
Classical to record Mozart's
operas: Le nozze di Figaro (2014;
the ECHO Klassik Award 2014 in
the category ‘Opera Recording
of the Year (17th/18th century
opera)’), Cosi fan tutte (2014;
‘CD of the Year’ by Opernwelt
Magazine in 2015), and Don
Giovanni (2016). Also include
Rameau: The Sound of Light
(2014), Stravinsky’s Le Sacre
du printemps (2015; the ECHO
Klassik Award 2016 in the
category ‘Symphonic Recording
of the Year (20th/21th century
music)’), and combined in one
CD Stravinsky’s Les noces and
Tchaikovsky's Concerto for
Violin and Orchestra (soloist —
Patricia Kopatchinskaja, 2016).

Between 2008 and 2010 the
orchestra released three discs

on the Alpha label: Purcell’s

Dido and Aeneas, Shostakovich’s
Symphony No. 14 and Mozart's
Requiem. The orchestra was

a participant of such festivals

as RUHRtriennale, ‘Territory’,
‘Diaghilev. P.S’, ‘Golden Mask’,
the International Diaghilev Festival.
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BaNeHTUH
VYPIOMUH,
KNapHeTUCT,
COJIUCT OpKecTpa
musicaeterna

valentin uryupin,
clarinet player,

soloist of the
musicaeterna
orchestra

KOHLIEPTbI

Kwuwrtod MeHgepeurmmn —
OTMEHHO MJI040BUTbIA KOMMO3U-
TOp — HEOAHOKpPAaTHO roBOpwI,
yTo cuuTaeT CeKcTeT O4HUM U3
CBOMUX BarKHEMLLUMX COYUMHEHUH,
€CJ/IK He cambiM BaxHbIMm. [en-
CTBUTENbHO, 3TO Npou3Beae-

HWE HarnMcaHo C HEeBEePOATHbIM
MacTepCTBOM U MPOHUKHOBEH-
HocTblo. MHe KaxeTca, CeKcrTer,
HUYYTb HE CHUasA NJaHKKU, Npo-
LOJIKaeT TOT e pAj, B KOTOPOM
HaxoauTca CenteT beTxoBeHa,
Okret LWy6epTa, KBUHTET C Knap-
Hetom Bpamca un apyruve wezgespbl
KaMepHOWM My3blKU AA CTPYH-
HbIX U ayxoBbiX. CoctaB CeK-
cTeTa o4eHb npumeyateneH. MHe
M3BECTHO JIULIb OAHO COYUHEHHUE
ANA TaKoro e cocrtaBa — 3ame-
yartenbHbli CeKcTeT JpHCTa hoH
JoHaHbu. CoyeTaHue CTPYHHbIX,
LYXOBbIX U (hopTENUAHO NO3BONAET
KOMMO3MUTOPY B pamMKax KamMepHOoro
aHcambna ucnonb3oBaTb CpeacTBa
BbIparKeHUA, He Bceraa AOCTyrHble
Aare OPKeCTpy, He roBopsA yxe

O CTPYHHOM KBapTeTe uau cdop-
TennaHHom Tpuo. [lna Hac 6onb-
Loe ya0BONbLCTBUE NPeACTaBUTb
Ha [laruneBckom cdectnuBane —
Bnepsble B [lepmn — 3Ty BEpLUMHY
KaMepHOM My3blKM HalMUX AHEW,
UCTUHHO « (heCTUBaNbHOE» COYU-
HeHWe, B TOM CMbIC/e, YTO UMEHHO
thecTuBanbHaa cuTyauuma no3Bo-
nfAeT cobpaTtb syylune TBopYe-
CKHEe CUNbl AJ1 ero UCMNOJIHEHUA.

CONCERTS

An outstandingly prolific
composer, Krzysztof Penderecki
on numerous occasions has said
that he considers the Sextet one
of his most relevant works, if

not the most significant. Indeed,
this composition is written with
incredible skill and sincerity. It
seems to me that the Sextet, in no
way lowering the bar, continues
the same line as Beethoven's
Septet, Schubert's Octet, Brahms's
Clarinet Quintet and other
masterpieces of chamber music
for strings and winds. The lineup
of the Sextet is very remarkable.
To the best of my knowledge there
is only one piece for the same line
up - the wonderful Sextet by Ernst
von Dohnanyi. The combination

of strings, winds and the piano
allows the composer within the
chamber ensemble to employ a
means of expression not always
attainable even for the orchestra,
not to mention a string quartet or
a piano trio. It is a great pleasure
for us to present at the Diaghilev
Festival — and for the first time

in Perm — what today constitutes
the pinnacle of chamber music, a
truly ‘festival’ composition, in the
sense that the festival situation
allows us to gather the best
creative forces for its performance.
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soloist of the
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KOHLIEPTbI

B pamrax npownoro Jarunes-
CKOro (hectuBana mMbl C Konne-
ramu ucnonHunm LLlecton CcTpyH-
HbIK KBapTeT benbl bapToKa, a

B 3TOM roay cbirpaem lepBbii
CTPYHHbIY KBapTeT Abépana Jiuretu
Métamorphoses nocturnes, Koto-
PbIA HEKOTOPbIE My3bIKOBeAbl
Ha3biBaoT « CeabMbIM KBapTeTOM»
BapToKa, HacTONIbKO 3TU NPoOU3Be-
LeHUA 6/IM3KM NO TEXHUKE U CTU-
nuctuke. Keapret Métamorphoses
nocturnes NpUHaANEXUT K YKUCNy
paHHUX NpousseseHun Jluretu (oH
HanucaH B Hayane 1950-x), u 6bino
6bl OrMYHO NPEANONOKMTb, YTO
MOJIOAOM KOMMO3UTOP pabotarn,
OnUpancb Ha TBOPYECTBO CBOEro
BEJ/IMKOIro CooTeYeCcTBeHHUKa. Eue
OAWH UHTEpeCHbIH (haKkT: bapTok
Hanucan csom LLlecTon CTPpYHHbIA
KBapTeT 3a rog 40 3MUIrpauuvu U3
BeHrpun — u Jluretu ceom lNep-
BbIA KBapTeT co3aan 3a napy nert
[0 TOro, KaKk HaBceraa NoKUHy
poAMHy (3TOT nepuo, A0 OTb-
e3ga us BeHrpuu, KOMNoO3uTOp
HasblBaa rpyCTHO-UPOHUYHO —
«0UCTOPUYECKUM JTureTu»).

CONCERTS

At the last Diaghilev Festival some
colleagues and | performed Béla
Bartok’s String Quartet No. 6,
while this year we are going

to play Gyorgy Ligeti’s

String Quartet No. 1 subtitled
Métamorphoses nocturnes, which
several musicologists refer to as
“Bartok's seventh string quartet”
insofar as this work so closely
resembles that of the latter

both technically and stylistically.
Métamorphoses nocturnes belongs
to a series of early works by Ligeti
(which he wrote in the 1950s), and
it would be logical to suggest that
as a young composer Ligeti drew
upon the creativity of his great
compatriot in his work. And here’s
another interesting fact for you:
Bartok wrote his String Quartet
No. 6 a year before he emigrated
from Hungary — and Ligeti

wrote his String Quartet No. 1

a few years before he left his
homeland for good (the composer
referred to this period leading up
to his departure from Hungary
rather sadly and ironically as

the “prehistoric Ligeti”).
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20.05 / 20:00

KOHLIEPTbI

@ ¢ecTUBaNbHbIK KNYy6
KoHLepT three for silver
open air

aKyCcTU4ecKu bac,
6aHaK0, BOKan:
nyKac sopdopa
AaKKOPAEOH, BOKan:
YUNNO CepTemrH
CKpMWINKa, MaHA0NMHa:
rperopv 3JUCOH

Ecnu 310 peTpo — HEBO3MOMHKHO
onpeaenuTb nepuoa BpemeHu. Ecnu
310 hOJIK — HEeMU3BeCTHa CTpaHa ero
npoucxoxaeHua. « Mbl ctpemumca
co3gaBaTb NeCHW, KOTOPbIe KaXyTcA
CTapbiMW, TaKUMU, BYATO OHU
Nleanu rae-to psaom, a noTom mux
BbIPbI/IK U3 3EM/IU», — FOBOPUT
Jlyrkac Bopdopa. AmMeprKaHCcKoe
Tpuo 13 Moptnenaa Three for

Silver yepnaet 3Hepruo 13
B3aMMOAENCTBMUA NPOTUBOMONOMHbIX
CUN: rpOoMoBOro 6aca U TMPUYHOM
Menoauu, pbiyalwiero 6apMToHa 1
HEXHOro conpaHo, COBpeMeHHOM
My3bIKU U peTpocTunen. C momeHTa
CcBOero BO3HMKHOBeHUA B 2013 rogy
rpynna ¢ YHUKaabHbIM 3By4YaHUEM
o6bexana yxe nosicBeTa U AaeT no
LBECTH, a TO U 60/iblLe KOHLEPTOB

B roa. Cneayiowiasa octaHoBKa —
AarnneBckuii chectuBanb — 2017,
Mepmb.

Mpu nopgaepxKe
[eHepanbHoro KoHcynbcTBa CLUA
B EKaTepuH6ypre

CONCERTS

& festival club
concert of three for silver
open air

acoustic bass,
banjo, vocal:
lucas warford
accordion, vocal:
willo sertain
violin, mandolin:
greg allison

If this is retro, it is impossible to
determine the time period. If it is
folk then the country of its origin is
unknown. “We try to write songs
that feel old, like they’d been
around and we dug them up above
the ground”, says Lucas Warford.
The American trio from Portland
Three for Silver draws energy

from the interaction of opposing
forces: thunderous bass and
lyrical melody, snarling baritone
and gentle soprano, contemporary
music and retro styles. Since the
moment of its inception in 2013,
the group and its unique sound
has already travelled around half
the world and gives more than two
hundred concerts a year. Their next
stop is the Diaghilev Festival 2017,
Perm.

With the support
of U.S. Consulate General
Yekaterinburg
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OMEPA

@ NepMCKWM TeaTp onepbl U 6aneTa
* MUpoOBas rnpemMmbepa

no 3aKkasy NepMCKoro Teartpa
onepbl U 6aneta

aneKxkceu cromak

cantos

OJHOAKTHas OIlepa I CKPUIIKU COJIO,

KaMEpHOI'0 X0pa U yAapHbIX

HCIOJIHACTCS Ha aHIIIHHCKOM,

JIATUHCKOM, TPEYECKOM, (YPAHITY3CKOM

U IPYTUX sI3BIKAX

NMBPETTO asieKcen ClomakKa,

OJIblr'1 B/1aCOBOM, KPUCTUHDbI Hodte
M aHacTaCUM HYTPMXUHOM Ha OCHOBE
6uorpacdum U NporM3BeaeHUM

33pbl NayHaa

My3blKa/lbHblA PYKOBOAUTE/b

U AUPUKEpP: TeoA0pP KYPEHT3UC
pexuccep-noCTaHOBLUMK:
CeMeH aneKkcaHapOBCKUM
XYAOMHMK-NOCTaHOBLUUK:
KCeHUA nepeTpyxmHa

XYAOMHMK MO KOCTIOMaM:

néwa nobaHoB

XYAOMHMUK MO CBETY:

CeMeH aneKkcaHApOBCKUM
XOPMEMUCTep-NoCTaHOBLUUK:
BUTa/IUMA MNOSIOHCKHUHN
XOpMencTepbl: Banepua cahoHoBa,
ofibra Bnacosa

ACCUCTEHT XyAOMHUKa No CBeTY:
aneKcen xopolies

COJ/I0 Ha CKpMIKe:
KCEHUsA ramapuc

yAapHble:

HUKONaM AYNbCKUK,

poMaH poOMaLlKHH

XOp U OpPKecTp musicaeterna
KOHL,epTMEHUCTepbl:
eKaTepuHa npeccnep,
KPUCTUHa 6acton

reHepasnbHbIM Npoatlocep:
MapK e MOHH
npoAalcep: 3jIMHa nonosa

OPERA

@ perm opera and ballet theatre
* world premiere

commissioned by perm opera
and ballet theatre
alexey syumak
cantos
one-act opera for solo violin, chamber
chorus and percussion
performed in english, latin, greek, french
and other languages

libretto by alexey syumak,

olga vlasova, kristina ioffe,

and anatasia nutrikhina

based on a biography and works
of ezra pound

musical director and conductor:
teodor currentzis

stage director:

semion aleksanderovskiy

set designer:

ksenia peretrukhina

costume designer:

lyosha lobanov

lighting designer:

semion aleksanderovskiy
production chorus master:
vitaly polonsky

chorus masters: valeria safonova,
olga vlasova

assistant lighting designer:
alexey khoroshev

solo violin: xenia gamaris
percussion: nicolai dulsky,

roman romashkin

musicaeterna chorus and orchestra
of the tchaikovsky perm academic
opera and ballet theatre
accompanists:

ekaterina pressiler,

kristina basyul

general producer:
marc de mauny
producer:

elina popova
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OMNEPA

33pa nayHA

(1885—1972)

AmMepUKaHCKMIK NucaTenb, OAUH U3
OCHOBOMOJIO}HMUKOB aHr/10A3bI4-

HOW MOAEPHUCTCKOW NUTepaTtypbl,

B YaCTHOCTMU OAUH U3 rMaBHbIX Npea-
cTaBUTENIeN NO3TUYECKOro Hanpas-
JIEHUA UMaMKKU3M, KOTopoe onpeae-
JIUNO pa3BUTUE MUPOBOM NO33UM

B XX Beke. Usaartenb, pegaktop U
NuTepaTypHbI¥ KpUTHK. penoaa-
Ba/sl pOMaHCKUe A3bIKKU, NUCaN NnuTe-
paTypoBeAvecKue CTaTbM U 3cce,
nepeBOAU/T UTAJIbAHCKMUX, KUTAUCKUX
M ANOHCKUX No3ToB. B roabi Mep-
BOM MUPOBOM BOMHbI lNayHa Havan
nucaTtb CBOM 3HAMEHMUTbIe Anrye-
ckue Cantos («llecHu»), HacblwweH-
Hble UMTaTamMmu U aaito3uaMHU U3
MHUPOBOIO Ky/JIbTYPHOIO Hacneaus.
[MepBble U3 HUX BbI/IN ONY6IMKOBAaHDI
B 1917-m, a nocnegHue B 1967-m.

B roabl BTopoii MMpOBOI BOMHDI
OH BCTa/j Ha CTOpPOHY (halunucToB, B
YacTHOCTH pexrma Mycconuuu, u
Be/n nponaraHgUCTCKUe nepegaqvu
aHTUCEMMUTCKOro xapaktepa Ha Pum-
CKOM paauo, 3a 4to B 1943-m 6bin
NvweH rpaxgaHctea CLUA, a no
OKOH4YaHWKU BOMHbI 6blJ1 OCYHAEH U
3aKkn4deH B Tiopbmy B NMuse. Tam
C HUM CJIy4MJICA NPUCTYN, NpUBeA-
LKA K KpaTKOBPEMEHHOM noTepu
namMATH, NocJsie 3aK/4YeHHUA Bpa-
yer OH 6bln NnepeBeAeH B NcUxMa-
TPUYECKUM rocnuTanb B BawmHr-
ToHe. B 1958-m no HacTosaHUIO
nucartesibCKoro coobwecrtea NayHa
6b1n BbiNyLeH U3 rocnuTand. Moar
BepHysncAa B Utanuio, rae B Ao6po-
BOJ/IbHOM MOJI4aHMH, OTPEKLLMUCH
OT CBOEro TBOpYECTBa, OH NpoBen
nocneaHuve rogbl CBOEM HU3HMU.

OPERA

ezra pound

(1885—1972)

Ezra Pound was an American writer,
one of the founders of the Anglo-
American modernist literature,

in particular one of the main
representatives of the imagism
movement in poetry, which defined
the development of poetry around
the world in the 20th century.

He was also a publisher, editor
and literary critic. Pound actively
taught Romance languages, wrote
literary essays and articles, and
translated works by Italian, Chinese
and Japanese poets. During World
War |, Pound began writing his
famous epic, Cantos (Songs) —

a long incomplete poem in 116
sections, each brimming with
citations and allusions to world
cultural heritage. The first of the
Cantos were published in 1917

and the last of them — in 1967.

During the years of World War Il, he
sided with the fascists, in particular
with Benito Mussolini’s regime, and
broadcast propaganda programmes
of an anti-Semitic nature over Rome
Radio, for which he was denied
American citizenship in 1943,

and after the war ended he was
convicted and imprisoned in Pisa.
Subsequently, Pound had a stroke
which led to brief memory loss and
following a medical examination

he was transferred to a psychiatric
hospital in Washington. In 1958,

on the insistence of the literary
society, Pound was released from
the hospital. The poet returned to
ltaly where he lived out the last
years of his life in voluntary silence,
having renounced his creative work.
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ajleKcen Clomak,
KOMMNO3UTOp

alexey syumak,
composer

OMNEPA

oBopsa 0 XX BeKe, HEBO3MOXKHO
060MTU BHAMaAHMUEM JIMYHOCTb
33pbl MayHaa. OH BoOGLLE yAU-
BUTE/IbHbINA YesioBeK. Ewe npu
MU3HU 6bl1 NPpU3HaH U 6e3ym-
LeM, U CBATbIM. XEMUHIy3M roBo-
pWN, YTO 3TO CBATEMLLHUIN YesIOBEK,
KOTOpbIX 3abnyxaanca B CBOMX
naesx. OH gaxe rotos 6bl1 OTKa-
3atbcA oT HobenescKom npe-
MWK B Nonb3y IA3pbl MayHaa.

3a cBo *M3Hb MayHa coBepLluunn
OrpOMHO€ KOJIMYECTBO OLLUMUOOK,

B TOM YMC/e NOALEPHUBaAN UaeU
HauMUoOHan-couuanmama, oT KoTo-
pbiX, OAHAKO, BNOC/EACTBUU OTKa-
3biBancA. OH 6bi1 CNOMHOMW U NPO-
TUBOPEYMBON (hMrypon. BClo HU3HDb
cosgaBan (haHTaCTUYECKUM ANOC Ha
OCHOBe CBOeobpa3Horo A3blka, co
CBOMM O6pa3HbIM CTPOeM, ¢ 0co60M
CEeMaHTUKOW. Bbin ABMKKUM naeen
06beaAUHUTb HapoAbl MMpa, OTMO-
TaTb UCTOPHUYECKOE BpeMS 40 CTPO-
uTenbcTBa BaBMIOHCKOM 6alUHK.

Tomac CtepH3 InuorT:
«layHa He co3aaBan
No3TOB, HO OH co3Aan
TaKylo cpeay, rae
BrepBble 3apoAnUIOCh
TeyeHue MoAepHU3Ma,
B KOTOPOM Yy4acTBOBa/U
KaK aHrMM1UCKuUe,

Tak U aMepUKaHCKHe
No3Tbl, 3HAKOMUW/IUCb

c pabotamu Apyr Apyra
W ApYyr Ha apyra Bavanm».!

OPERA

It would be impossible to talk about
the 20th century without mention
being made to Ezra Pound. He was
an altogether remarkable man.

He was revered, condemned, and
worshipped. Hemingway said that
he was the holiest man alive to have
been so deluded by his own ideas.
He was even prepared to refuse the
Nobel Prize in favour of Ezra Pound.

Throughout his life, Pound made a
lot of mistakes, including supporting
National Socialist ideas, from which,
however, he would subsequently
end up distancing himself. He was a
complex and controversial figure. All
his life he created fantastical epics,
all imbued with his idiosyncratic
language, with its signature structure
and semantics. He was driven by
the idea that the people of the world
would once again unite, and go back
to the historical period predating

the construction of the Tower of
Babel. Pound very much shied away

Thomas Sterns Eliot:
“Pound didn’t make poets
out of people, but he did
create the environment out
of which modernism was
born, of which American
and English poets alike
were members, they got
to know each other’s
work and influenced one
another.” 2
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! Eliot T.S. Introduction to
Literary Essays of Ezra
Pound // Literary Essays
of Ezra Pound. L., 1985.
P. XI. NMepeBoa AHa
Mpo6wTeiHa.

2 Eliot T.S. Introduction to
Literary Essays of Ezra
Pound // Literary Essays
of Ezra Pound. L., 1985.
P. XL

3 LuT. no: J3pa MayHa.
CTUXOTBOpPEHHMA U
u36paHHble Cantos.
CN6.: Bnagumup Janb.
2003. C. 56.

4 Ezra Pound’s known
phrase from an

interview in 1960s.

OMEPA

A3pa MNMayHAa;:

«IJTO He A AOoCTUT
MOJ/IYaHUA, 3TO OHO
HaCTUI/I0 MeHA».3

MayHa Bceraa asurancsa NpoTyB
TeuyeHusA. B Hauane XX BeKa B noa-
31U WeN NpoLecc NOUCKa HOBbIX
¢opwm, HOBOro A3bika. A lNMayHg aBu-
ranca Hasaa. OH He UCKan HOBbIN
A3bIK, OH NbITaJICA CO34aTb €ro

Ha no4se BCex CyLiecTByrowmx. To
€CTb HauynaTb MeTafa3blK, KOTO-
pbiA 6bl CTan KNeem, COe4UHALO-
MM BCe Hapoabl. YT1o Kacaetcs
ero obpasHoro CTpos, To B Ka4e-
CTB€ MarucTpasibHOro *aHpa cBo-
ero TBopyectsa lNayHa Bbi6pan
3M0C — KaK He4YTo Heaenumoe U
obwee o519 BCeX BUAOB UCKYCCTB.
TaK 6bin10 B [lpeBHewn peuun:
Hanpumep, CothoKn 6bin U aKTe-
pOM, U aBTOPOM MYy3bIKU U TEKCTOB.
3TOT HeOo6bIYHbIM CNaB ero Jny-
HOCTU MEHS COBEpPLLUEHHO MOTPAC.

EctecTBeHHO, A HEe MOr 060UTH
BHMMaHMEM HEKOTopble U3 (haK-
TOB ero 6uorpacdun. B yactHo-

CTU, 06eT MONYaHMUA, KOTOPbIN OH
Zan, BbliaA U3 rocnurans, Kyaa
€ro NOMecTW/I BMECTO 3/IEKTpUYe-
CKOro cTyna, nocsie Toro, Kaxk npu-
3Hanu cymacweawum. Ero monua-
HUe cTano npoobpasom Conupy-
IoWen NapTumM CKPUNKKU B onepe.
CKpUnKa CUMBOJIM3UPYET CO6OM
MayHga. A xop — 3TO €ro MbIC/I1 U
CTpObI ero cTUxoB, metadopa noa-
31K, KOTOPas BCerga ero OKpyana,
HEeCMOTPSA Ha BHELLHee MOJl4aHue.

OPERA

Ezra Pound:

“l did not enter

into silence,

silence captured me.”*

from trends. At the start of the 20th
century a process came about in
poetry in which people tried to look
for new forms and new language.
And Pound retreated from this
movement. He wasn’t looking for a
new language; he was attempting
to create one on the back of what
already existed. That is, to eke out a
metalanguage, which would become
the glue to bind the people together.
In terms of the imagery he was
creating, Pound chose to employ
the epic as the principal genre at
the heart of his creative work — as
something indivisible and which
encompassed all types of art. As it
was in Ancient Greece: for example,
Sophocles was both an actor and

a composer of music and texts.

Of course, | couldn’t help but

draw on several facts from his
biography. In particular, the vow of
silence he took, upon leaving the
hospital, where he had been placed
in an electric chair after being
certified as mad. His silence was
the foundation for the violin solo

in the opera. In Cantos, the violin
symbolises Pound, while the choir
represents his thoughts and stanzas
of his poems — a metaphor for the
poetry which always surrounded
him, despite the external silence.
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OMNEPA

MaBHoe npousBegeHue MNayHaa —
Cantos — KoTopoe OH nucan Ha
NPOTAMEHWUU BCEN MU3HU, ITO
nonbITKa co3AaTb HOBbIX 3MOC,
KOTOpbI 06beAUHUT BOCTOK U
3anag, BO3poAUT BEIMKMUX NO3TOB
M MbIC/IUTENIEN NPOLLJIOTO U CHIEUT
packonotbii mup. Cantos — aTto
HoBasA Oauccesn, nnaBaHWe 3a 3Ha-
HUeM, KaK Ha3blBaJl ero cam Mnoar.

370 nyTewecTBUE B MUP TEHEW,

B 3arpo6Hblii MUP, YTOObI BEp-
HYTbCA OTTyAa OGHOB/IEHHbIM,
HaWTU CBOIO YTPa4YeHHyIo 1to60Bb,
CBOI CBET U IBUTb Er0 MUPY.

To, uto MNMayHay oKaszanocb HeagoOCTa-
TOYHO MO33MU U OH YBIEKCH 3KOHO-
MHWKOM U KaK cneacTBUe NONUTUKOW,
CTaNl CTOPOHHUKOM MycconuHu, Ben
Ha UTa/IbAHCKOM paAuo aHTUCEMMT-
CKYIO nepeaady, BbiCTynasa NnpoTuBs
nonuTUKKU Py3BenbTa, 6bi1 NULIEH
aMepUKaHCKOro rpamgaHcrea 1
06bAB/IEH BparoMm HapoAa, OCyH-
LEH, NOMEeLLEeH B NCUXUATPHUYECKYIO
6onbHULY Ha 12 neT, cnaga B KOTOPOM
OH ony6nrMKoBan c6OPHUK CTUXOB,
NPU3HaHHbIN NY4YLIKUM MOSTUYECKUM
TEKCTOM AMEpPHKH, 3aKOHYU/ CBOIO
MU3HDb OTLLE/IbHUKOM B BeHeuun,
NpUYHAB 06eT MO/MaHUA — BCE 3TO
o4yeHb ApPKMK cnenok XX Beka. lNpe-
OblAYLWHWIA BEK NOCTaBUN nepes Hamu
BOMPOCHI, Ha KOTOPble Mbl A0 CHUX
nop MLEM U He Hax04AUM OTBETOB.

OPERA

Pound’s major work —

The Cantos — which he had been
writing over the course of his whole
life, is an attempt to create a new
epic which would unite the East and
the West, revive the great poets
and thinkers of the past and pull
together the old world. The Cantos
is the new Odyssey — a voyage

in search of the knowledge, as

the poet called it himself.

It is a journey to the world of
shadows, the other world in
order to come back renewed, to
find love once lost, to find the
light and reveal it to the world.

The fact that poetry was not
enough for Pound and he became
absorbed in economics and as a
result of his interest in politics,
became a supporter of Mussolini,
had an anti-Semitic programme
on the ltalian radio, stood against
Roosevelt’s policies, was denied
American citizenship and proclaimed
an enemy of the state, convicted,
put into a psychiatric facility for 12
years, during his time in which he
published a collection of poems,
considered the best poetic work
to come out of America, he lived
out the last years of his life in
solitude in Venice, having taken

a vow of silence — all of which
adheres to a very distinct model for
the 20th century. The last century
raised many questions for us,

the answers to which we are still
searching for and cannot find.
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OMEPA

LleHTpanbHaa metacdopa cneKra-
KnAa — nytewecteue. Mbl BoBne-
KaeM B Hero 3purens, KOTopbli
CTaHOBMUTCA NMPUYACTHbLIM K UCTO-
PHH, KOTOPYIO €My NpeaCcTOuUT
YBUAETb, U — LUUPE, K UCTO-
puu BoobLie — K uctopum XX
BE€Ka, OCMbIC/IEHUIO KOTOPOH U
nocesweHa onepa Cantos.

B cneKtakne 3agencTBoBaHbl BCe
YyeTblpe CTUXUMU: OFOHb, 3eMJIf,
BO34yX, Boga. Xy40oHKeCTBEHHOoe
peleHMe OCHOBaHO Ha MUCMO/b30-
BaHWKU NMPUPOAHDLIX MaTePUanoB.
370T BLIGOP He cny4vaeH. Mob6anb-
Hble KaTtacTpodbl XX BeKa, Bto-
paa mupoBas BOMHa C rpomaa-
HbIMU YE/I0BEYECKUMMU HepTBaMu,
XONIOKOCT — BCE 3TO pa3BepHyno
MCKYCCTBO OT NMOMCKOB NpeKpac-
HOIO K UCCNnesoBaHUI0 (HU3UYECKOM
npuvpoabl YenoseKa. NMpupoaHbie
MaTepuasibl — He BeYHble, Xpyn-
KMe — HanoMMHHAalT HaM O XpYnKo-
CTU U YA3BMMOCTU TENEeCHOM NpU-
poAbl YenoBeKa, 0 ero CMepTHOCTH.

OTa Mbicnb Noagep:aHa U Apyrum
peleHMeM CNeKTaKAa: nepemeLye-
HWe AeKopauMi Ha CueHe NMPOMUCXo-
OMT 6e3 nomoLumu paboymx cueHbl —
caMMMM y4acTHMKamu xopa. byayum
BeJ/IMKONENHbIMK NpoteccuoHanamm
B 06/1aCTU BlageHUA roI0COM, OHU
MCMOJHAIOT CJIOMHeNLue BoKaslb-
Hble NapTUX U NapasiesibHO CoBep-
WawT hM3MyecKue AeMUCTBUA Ha
cueHe — yHe He KaKk npogeccuo-
Hasbl, a Kak npocTto /iogu. N obbl-
LEHHOCTb UX ABUMHEHWUM NO3BONAET
3pPUTENIIO OCTPEee OLLYTUTb UCTOPUIO
XX BeKa He KaKk abCTpaKTHY UCTO-
PHIO YeNI0BEeYEeCTBa, a Kak UCTOPHIO
KOHKPETHOro XpYynKoro HecoBepLLEH-
HOrO YeJIOBEKA, KaK CBOIO UCTOPHMIO.

OPERA

The central metaphor of the
performance is the journey. We
engage the spectator in it. The
spectator becoming implicated in
the story which they are about to
observe, and in a broader sense —
to the history in general — to

the history of the 20th century,
comprehension of which the
Cantos opera is dedicated to.

All four elements — fire, earth, air
and water — are present in the
performance. The artistic solution
is based on the use of natural
materials. This choice is not
accidental. The global catastrophes
of the 20th century — World

War Il with a huge number of
fatalities, the Holocaust — all of
this has moved art away from the
search for beauty and towards the
investigation of the physical nature
of a person. Natural resources are
not everlasting, they are fragile
and remind us of the fragility and
vulnerability of the physical nature
of a person — of their mortality.

The same notion is embodied in
another solution of the performance:
the decorations at the stage

are moved without the help of

the backstage staff, but instead

by members of the chorus. As
outstanding professionals in the
sphere of mastering the voice, they
perform vocal parts of immense
complexity, while simultaneously
performing physical actions on stage
not as ‘professionals’ but merely as
‘people’. And the mundanity of their
movements allows the viewers to

be sharply drawn into the history of
the 20th century not as the abstract
history of humanity in general but
as a story of a particular imperfect
human being, as their own story.
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M’amour, m’ amour*

YTO e 610 A

U rae xe Tbi?

A notepAn ueHTp

C MUPOM Cpaancb
MeuTbl clumnbarotca

1 pasbuBarTca Bapebesrn* —
A a nbiTanca cospatb paradiso

terrestre*

lNepeBoa n KommeHTapuun AHa lNpobLuTteriHa
* M’amour (¢hp.) — «MOf NO60BbY.

* Meutbl <...> pa3buBaloTcs BApe6e3rn — OTCbiaKa K KHure nocna Utanuu B CLUA [lannensa Bape «/lBa camo3BaHua»,
rnaBbl KOTOPOM Ha3blBaUCh «[MoMMHaA MeuTy» U « Pa3GuTble MeuTbI».

Knura 6bin1a nocBeslleHa Tpuymdy 1 Katactpode Mycconunu.

La faillite de Frangois Bernourd, Mapu:

BaHkpotcTBo ®paHcya BepHyapa, Mapux

* Paradiso terrestre (MT.) — «3eMHOM pai».
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OMEPA

@ yacTHaa hMnapMoHuA
«TpUyMd»

*  pPOCCHWICKas npembepa

aHa COKOM0BMY

cBaabba

orepa JyIs MIeCTH KEHCKIX TOJI0COB

a cappella

UCTIOJHSCTCS Ha CEPOCKOM SI3BIKE

0e3 TUTPOB

My3blKa/lbHblA PYKOBOAUTE/b:
Teoa0p KYPeHT3UC
pexuccep-noCTaHOBLUMK:
aHTOH afaCUHCKUH
XOPMEMUCTEepP-NOCTaHOBLUUK:
ofibra Bnacosa
XYAOMHMK-NOCTaHOBLUUK:
naBen CeM4yeHKo

XYAOMHMUK MO CBETY:

aneKcen xopolies

AeucTByoWwmre n1mua U UCTNOSIHUTENN:
HeBecCTa

Hajaemga naBsnoBa

LEBYLUKH

3NeHU-NTNAUA cTamenny,

onbra Bnacosa / upMHa 6aruvHa,
anbua XxamuaynivHa,
aHacrtacuAa eroposa,

HaTanuA NIACKOBa

TaHLOBLLMKH

KCEeHUA 60HAAapEHKO,

eJieHa BepxosaHueBa,

KCEHUSA KUPbAHOBA,

MapuHa KpeMHeBa,

TaTbAHa Ny3aw,

Naypa xacaHLUMHa,

MHHa XYAEHbKHX,

anexceu nonos

npoatocep:

aHHa 6anaHguHa
acCUCTeHT npoatocepa:
aHHa aracgoHoBa

TeaTp BbipamaeT 61aro4apHOCTb KOMMaHUK
«apuc» (000 «apuc-npo»)

OPERA

@  philharmonic society
‘triumph’
* russian premiere

ana sokolovi¢

svadba (wedding)

opera for six female voices a cappella
performed in serbian

musical director:

teodor currentzis

stage director:

anton adasinsky
production chorus master:
olga vlasova

set designer:

pavel semchenko

lighting designer:

alexey khoroshev

characters and performers:
bride

nadezhda pavlova
girlfriends

eleni lydia stamellou,

olga vlasova / irina bagina,
alfia khamidullina,
anastasia egorova,

natalia lyaskova

dancers

ksenia bondarenko,

elena verkholantseva,
ksenia kirjyanova,

marina kremneva,

tatiana luzay,

laura khasanshina,

inna khudenkikh,

alexey popov

producer:

anna balandina
assistant producer:
anna agafonova

the theatre wants to thank
the company “aris”
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Camoe BaMHoe A9 MeHA B paboTe Haj
onepoi AHbl COKONOBHUY — MOHATb U

06BbACHUTL Ha ee npuMepe, Kak Moaep-

HU3M U, B YaCTHOCTHU, COBPEMEHHasA
My3blKa, NPOMAA CKBO3b JIOBYLLKH
onpeAeneHn U yCTaHOBOK 3CTeTHYe-
CKUX Teopui XX BeKa, MOryT HanTH
CBOM UCTOK, Ha4yano BCero UCKyc-
ctBa — 06psaa. Kak B MogepHU3me
MOMHO YBUAETb 3/IeMEHTbl KUKNaa-
CKMUX CHKYNbMTYP, KOTOPbIM 5 TbicAY
JIET, TaK U B COBPEMEHHOMN My3blKe
MOMHO YC/bilwaTb (DOJIbKIOPHbIE
MOTUBbI. Korga My3blKaHTbl U Chy-
LIaTenu, C/IOBHO apxeosiory, pacKka-
NbIBalOT 3CTETUYECKUIN PyHAAMEHT
COBPEMEHHbIX NPOU3BEAEHHUIA, OHU
BCeraa HaxoZAT HapOAHYIO My3blIKYy.

UckryccTBO, rNy6OKUMU KOPHAMM
CBA3aHHOe ¢ 06pAgamMM, CTaHo-
BUTCHA CBOEro poza TpaHCMNopToM.
OHO NepeHOCUT Hac K TOYKe, B KOTO-
pOM Ha4YMHanocb (hopmrUpoBaHue
uaeu npeaHasHa4YeHUs YeloBeKa,

K Hawemy obwemuposomy JHK.

C ApeBHUX BpeMEH CYTblo My3blKHK
6b11 puTyan. OHa cnyxuna nyTesoa-
HOM HWUTbIO AlyXa Ha BCeX rnaBHbIX 3Ta-
nax }M3HU Yenoseka. EcTb necHu ans
pagocTu, ANA nevanu, ANA POHKAEHUA
W anAa cmepTtu. BmecTe oHM cKnagbiBa-
IOTCA B OMepy Ye/I0BEYECKOM HU3HM.

Onepa «CBaabb6a» KpUCTaNbHO YecT-
Has, UCKPEHHAA, noanuMHHaA. OHa
rnomoraeT HalWTu TOT CaMbl UCTOK, CBA-
Ton UcTouHUK UcKyccTBa. OHa ocHo-
BaHa Ha XUBbIX Ye/I0BEYECKUX IMO-
LMAX U NponuTaHa MOTUBaMU ApPEBHEN
HapOAHOM KynbTypbl. [lpeBHUIM 06paL,
BbICTYNaeT 34eCb akKYMY/IATOPOM, OH
nomelLeH rny6oKo BHYTPb Npou3Beae-
HUA, HO UCMPABHO NUTaET BECb Mexa-
HU3M. HapoaHaAa KynbTypa npeacTas-
NeHa B «CBagbbe» 6aNKaHCKMM Meno-
CcoM, U 6narogaps KOMNO3UTOPCKOMY
BKycY AHbl COKON0BHY MOXHO YBUAETD,
yto BanKaHbl ABNAIOTCA BE/IMKMM Xpa-
HUAULWEM APEBHOCTEN, B KOTOPOM €CTb

OPERA

The most important thing for me
working on Ana Sokolovi¢’s opera,
is to use it as an example for
understanding and demonstrating
how modernism and modern music
in particular can get through all

the definition and directive traps

of aesthetic theories of the 20th
century and find its roots, the
beginning of all art is a ritual.

Same way you see elements of

five thousand years old Cycladic
sculptures in modernism, you hear
folk motives in contemporary music.
When musicians and listeners, like
archaeologists dig up aesthetic
foundation of modern pieces,

they always find folk music.

Art has rituals deeply rooted into it,
thus becoming a way of transporting
us to a point when the idea of
human purpose was beginning

to form, to our global DNA.

Since ancient times a ritual has
formed the essence of music. Music
itself, was like an Ariadne's clew

for man’s spirit on every important
step of a human life. There are
songs for happiness and for grief,
for birth and for death. They come
together into an opera of human life.

Svadba (Wedding) is an honest
to God, genuine, pure opera. It
helps to find that very origin, the
Holy Fount of art. It is based on
living human emotions and has
ancient folk culture motifs running
deep through it. An ancient

ritual is like a battery — it sits
deep inside, flawlessly powering
the whole machine.

Folk culture is presented through
Svadba by Balkan melos, and thanks
to Ana Sokolovi¢’s composer’s

taste we can see that the Balkans
are like a great vault of antiquities,
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Teoaop
KYPEeHT3MuC,
MY3blKa/ibHbIA
pyKOBOAMTEb

NOCTaHOBKHU

teodor
currentzis,
musical director

OMEPA

3NeMEeHTbl U OT3BYKU BCEH MUPOBOM
KYNbTYpbl. 9TO C OAHON CTOPOHbI.

C Apyroi CTOpOHbI, B OCHOBE
«CBaabObl» NEHUT PUTYaNbHbIN
Teatp. Boobwe, nobana ceaabba,
Oare COBPEMEHHas, COAEPHUT B
cebe anemeHTbl 06psaa. OHU ecTb
u y ateucToB. Moayac noau pae
He OCO3HaloT, YTO HaMOJHSAT CBOIO
HU3Hb TaKUMKU puTyanamu. Ecnu Bay-
MaTbCH, YTO MEHAET Ha caMoM gene
NOAMMCb, KOTOPYIO CTaBAT MEHUX U
HeBecTa B 3AICe? 3710 BCEro Nvuib
HEeMHOro YepHun Ha bymare. Ho

3TO caKpa/ibHoe AeMNCTBO, KoTopoe
OEJUT MU3Hb Ha «J0» U «Mocne».

Putyan aBnaeTca BaxHOM NOTpe6bHO-
CTblo Ntogen. Jlaxe 1e, KTO He BepuUT
B BbICLUME CUNIbI, CO3Aal0T cebe cBoe
6orocnosue. MonoaoHeHbl He Npo-
CTO TaK XOTAT choTorpadmpoBaTbCA

OPERA

storing elements and echoes
of all of the world’s culture.

On the other hand, ritual theatre lies
at the centre of Svadba. Any kind
of wedding, even contemporary,
has some ritual elements, even
for atheists. At times, people
don’t realise that they fill up

their lives with such rituals.

If you think about it, what actually
changes when a bride and a
groom put their signatures to
paper in a registry office? It’s just
some ink on a paper. But it is a
sacred action, that divides your
life into ‘before’ and ‘after’.

Ritual is an important human need.
Even those, who don’t believe in
a higher power, create their own
theology. Newly wedded couples

Ha ¢oHe OnepHoro Teatpa B Mepmu want to take a picture in front of the
unu y namatHuKa Metpy | B CaHKT- Opera House in Perm or the statue
MeTtepbypre. Y nogen ectb noTpe6- of Peter the Great in St. Petersburg
HocTb B HeBuaumoM. MycTb He Bcemn  for a reason. People need something
3TO OCO3HAETCA B MOJIHOM Mepe. that is somewhat intangible, even

though not everyone fully realises it.
Onepa «CBagbba» — 3TO OKHO,
yepes3 KOTOpoe COBPEMEHHOCTb Svadba is a window, through
M Be4HOCTb obuwialotca apyr ¢ apyrom.  which modernity and eternity
communicate with one another.

aHa COKOJI0BMY, «f 3aumcTBOBana uaetw «Cea- “I borrowed the idea of Stravinsky’s

KOMMO3UTOP ne6Ku» CTpaBUHCKOro: B3Ana masterpiece Les noces and | took
OPUrUHa/bHbI€ TEKCTbI CEPOCKMUX original texts from the Serbian and
M APYrMx 6anKaHCKUX HAapO4HbIX Balkan folk songs which are sung
neceH, KOTopble 06bIYHO UCNO- for the preparation of the bride
HAIOTCA BO BpeMA NOArOTOBKU K before the wedding. The texts |
cBaabbe. B pesynbrate nMbperTo used are 90% original, written in
onepbl Ha 90% noay4YMnochb us different dialects, from different
HapoAHbIX neceH, NpeAacTaBnA0- regions and from different eras
LKX AUaNEeKTbl pasHbixX 6anKkaH- (some of them are quite archaic),
CKMUX PErMOHOB U pasHble 3MoxXu and 10% | wrote myself”

ana sokolovi¢, (HEeKoTopble UX HUX AOCTATOYHO

composer apxauyHble), U TonbKo 10% TeK-

cTa 6blIM HaNUCaHbl MHOM JINYHO»
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3ayem HyY¥KHO HeHUTbCA?

OTMeTbTe rasiouKkomn

npaBuW/bHbIW 4N Bac OTBET
(MaKkcUMyM ABe rasoyku):

U] O6beAUHUTDL HU3HEHHDbIE NYTH
(vetap.)

O6beaAUHUTL KanuTanbl
O6beauHUTL cnaBy
Mpoaon:eHue poaa

Mopa ye

Mponucka

Jlto60Bb

Pogutenu 3acraBunu
3emMenbHbl BOoNpoc
(nonyapctBa B npuga4y)

TaK npuHATO

A paBan!

NHoe

EcTb cTepeoTunbl coLManbHOro
noseAeHUA, CTPacTHO MHOM
HeHaBUAUMbIE.

B pasHbIx KynbTypax U HapoAax
cBaabba BOCNpMHUMAaETCA no-
pasHomy.

[Ae-To 310 npasgHuK, rae-1o —
KOHeL, }XU3HH, rae-To NpocTo
LeNnoBoe cornalleHue.

[ae-1o nonvramus, rae-To
MOHOramms, rae-To MOHOXPOMHbIE,
rae-to — TPU B O4HOM.

Mpu AblpABbIX 3aKOHAX MOMXHO
MEHUTbCA Ha NOKOMHUKE WU BbIATU
3aMyX 3a KoTa.

Llenaa ucrtopus.

Cep6cKan Bepcua AHbl

CoOKONoOBUY — /UL OAHA U3
CTPOYEK 3TOro 3arnyTaHHOro
tdonunaHTa.

CoBepLieHHoe No My3blKa/ibHOM
tdopme, rapMOHUYECKU U
pPUTMHUYECKU oTOpachbiBaoLlee Hac B
Ty Cep6uio, KOTOPOM 60NbllUe HET, —
3TO aKanesbHOe NpPoM3BeAeHUe,
COAEPHUT HEMHOIO C/I0B, KaK
OOJIHHO 6bITb B (hopMax KaMnaHus,
HaneBoOB, FOBOPOB, NMPUYUTAHUN.
My3bika cama no ceb6e ectb
HenpPUKOCHOBEHHbIN Kocmoc. Ho
OAHaXAbl KTO-TO He yaepHanca u
BMUXHYN B HEe CNOBO, K CMbIC/».

OO0 oogdooon

OPERA

Why should people get married?

Check the answer

that is right for you

(two checks maximum):

UJ To unite two lives

(archaic)

To combine finances

To consolidate fame
Procreation

It's about time

For a residence permit

Love

Parental pressure

Land issues

(to get half the kingdom)
That's the way it goes

Why not!

Other

There are some social behaviour
stereotypes which | loathe.

In different cultures and nations,
weddings are viewed in different
ways.

In some social contexts a wedding
is viewed as a feast, in some,

it is seen as the end of life, while
in others it is just a business
agreement.

In some it means polygamy,

in some it is monogamy or
monochromy, in some others —

it is all three rolled into one.

What with all the legal loopholes,
you can so much as marry a corpse
or a cat.

End of story.

The Serbian version by Ana
Sokolovi¢ is but one line of this
labyrinthian tome.

Her a cappella composition is
perfect in its musical form, with its
harmonies and rhythms, referencing
the Serbia that no longer exists.
Just like shamanistic rituals, chants
or lamentations it does not abound
with words.

Music itself is an inviolable cosmos.
But one day someone couldn’t
resist themselves and shoved the
word ‘meaning’ into it.

o0 ogodododd
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a@HTOH
aZlaCUHCHKUH,
pexuccep-
MNOCTaHOBLL UK

anton adasinsky,
stage director

OMEPA

Onepa — ogHa U3 npecrapenbix
NOTOJICTEBLUUX HACNe4HUL, 3TOM
OLUMOBKMW.

N mHe noTpe6oBanochb ABa MUpa.
[MepBbIN — ABOPOBbLIM:

MUCTOPUA FMaBHOMN repOUHU U ee
noapyeK. UCTopusa }KU3HU.
Jpyro — onepHblii:

Tam My3bika v lonoc. 3T1o apyras
MMOCTaCb, BbIXO/IOLWEHHas.
Uctopua cumeonos,

TOXEe UMeKLLasa npaBo Ha
cywecTtBoBaHue, HO 6e3 NepBoro
MUpa — HeMHTepecHasd.

Al naBHO 3aHMMaKOCb
CLeHU4YECKMMHU UCKYCCTBaMM, HO
L0 CUX NMop ANnA cebsA He peLuun,
KaKas CBA3b MEMHAY Ye/I0BEKOM
u Teatpom. CoBmelLeHHe
peanbHOCTU U HepeasibHOCTU —
BOT 4YTO NpeACTaBAAeT ANA MeHsA
uMHTepec. U 3ta noctaHOBKa —
elle oaHa nonbiTKa pasobpaTtbcA
B TOM,

YTO TaKO€ UCKYCCTBO,

YTO TaKoe My3blKa,

YTO TaKoe NneHue,

YTO TaKoe MU3Hb YesioBeYeCKas.
Al He pexuccep. A aKTep npexae
Bcero. M TaHLoBLWMK. Y MeHA

B KomnaHun DEREVO meHA
Ha3bIBaAKOT «AypLuiar»:

A NponycKat 4yepes cebqa BCAKUMN
XJj1aM, U OCTaeTCA TO/IbKO camoe
ny4wee.

N He TaK yX BamKHO, 4TOObI
3pUTEsIb MEHA NOHAN AOCNOBHO.
BaHO, 4TO6LI 32 Bpems
peneTvuui B AEBYLUKAxX U NeBuUax
YTO-TO NMPOU3OLLJIO, U OHU
3anoMHU/IM 3TO BPeMs.
OcTanbHoe — Ha cueHe.

OPERA

Opera is one of the elderly
overweight heirs of this mistake.
It took me two worlds.

The first world is that of the
streets: the story of the main
character and her girlfriends. The
story of life.

The other one is the world of
opera, the realm of Music and
Voice. It is another meaningless
incarnation.

It is a story of symbols which is
also entitled to exist, but which
is of no interest without the first
world.

| have been in the dramatic arts
for a long time, but I still haven't
decided for myself what the
connection between the person
and the theatre is. It is merging
reality and unreality that interests
me. And this production is another
attempt to explore

what art is,

what music is,

what singing is,

and what a human life is.

I am not a director. | am first of
all an actor. And a dancer. In my
company DEREVO they call me

a ‘colander’ — | allow all kinds
of rubbish to drain through me,
retaining only the very best bits.
And it isn’t that important for the
audience to understand me in a
literal sense.

What’s important is for the girls
and singers to experience some
change during rehearsals and for
them to remember this experience.
The rest is on stage.



xopeorpadun

COBPEMEHHbIN TaHel,
pacnag atoma

6aner
CTPaBMHCKUM
nouenym ceu
neTpyLliKa
HMap-nrtuua




choreography

contemporary dance
atomic decay

ballet

stravinsky

le baiser de la fée (the fairy's kiss)
pétrouchka (petrushka)

l'oiseau de feu (the firebird)
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XOPEOI'PA®UA

@ NepMCKUHW aKkageMUYeCKUH

TeaTp-TeaTp

*  MUpOBas xopeorpaguyecKas

npembepa

pacnag, atoma
xopeorpadUIecKuii CIEKTaKIb

pexuccep-noCcTaHOBLUMK
M xopeorpad:

nunua bypauHcKas
cueHorpadbl:

Uropb OMUH,

nunua bypauHcKas
XYAOMHUK NO KOCTIOMam:
MapuAa MaHyunoBa
XYAOMHHUK NO CBETY:
Uropb OMHH
cayHA-Au3anHep:

alexis bauchain (akatana)
acCUCTeHT xopeorpada:
Kacnep paBHXOM1
aKTpuca:

anvca xasaHoBa
TaHUOBLUMKH:

Kacnep paBHXOMH,

eJieHa 4yypunoBa,

ceprer OUIMMOHOB,
KpeCTUHa éNKUHa

B CrMEeKTaK/ie UCTO/Ib3YI0TCA
TEeKCTbl JIMIUU BYPAUHCKOM

CHOREOGRAPHY

@ perm academic
theatre-theatre
* world choreographic premiere

atomic decay
choreographic performance

stage director and choreographer:
liliya burdinskaya

set designers:

igor fomin,

liliya burdinskaya
costume designer:

maria manuilova

lighting designer:

igor fomin

sound designer:

alexis bauchain (akatana)
assistant choreographer:
kasper ravnhgj

actress:

alisa khazanova

dancers:

kasper ravnhgj,

elena churilova,

sergei filimonov,

krestina yolkina

texts by liliya burdinskaya
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A Xxopeorpaad,
He CBA3aHHbIU
C HOBOCTHOM
NOBECTKOM

— «Pacnag ATomA» — HA3BAHME
BEPOCKOE W TPEBVIOLLEE MOACHEHWM.

KAK BALL CMEKTAK/Ib UM OB3ABE/ICA?

— CyllecTBYeT KHUra pOCCUMCKOro
nucartenda leoprua UBaHoBa, Hanu-
CaHHasA UM B 3MMUIpaLMu, C COOT-
BeTCTBYIOLLMM Ha3BaHWeM. U3Ha-
YyasibHO OHa BO3HUKJIA KaK NoBOj,
OJ19 CO3aHUA CMEeKTaKNIAa cneuu-
anbHo anA JaruneBckoro dectu-
BanA. Mbl 6ykBanbHO OTTa/IKUBaIUCh
OT Hee — CTPEMMUJIUCb KaK MOMHO
Janblue yuTH oT Tekcta UBaHoBa,
CIOMeTa pOMaHa U KyNbTYPHO-UCTO-
PHUYECKOro KOHTEKCTA, OKpY*HaB-
LIero KHUry B NepuoA co3aaHua m
ny6nukaumu. lNMotomy 4TO 3TO CoBEP-
LUEHHO HeTeaTpasibHbIA TEKCT, U OH
He nNpegHa3Ha4eH A[ YTeHUsA BCJyX.

— KaKoBA XE TOrAA ErO POJ1b

B BALLEM MOCTAHOBKE?

— TMOCKO/IbRY 3TOT POMaH C/yHMAN
OTNpPaBHOM TOYKOM, A €ero AOCHO-
HanbHO nayuuna. Morpysunacb B
TeKcT. CHayana oH MeHsA o4apo-
Bas, NOTOM pa3o4apoBaj. A noTom
A o6Hapy*una B Hem BeLlM, Ha
nepBblX B3rnaa, HezameTtHble. A
Hawynana ero U3n0a0rM4ecKyto
CcyTb. fl e Bce-Taku xopeorpad.
MHe Ba¥HO He NpPOCTO pacnono-
MUTb apTUCTOB Ha MJIOCKOCTH, a
BbICTPOUTb O6HEMHYIO KOMMO3U-
LMI0O B CLLeHUYECKOM NPOCTpaH-
ctBe. 1 Kpome KomMnosuumu, mHe
BaXHO NOHATb, YTO NPOUCXOAUT

C TEe/IOM YenoBeKa noj Bo3gen-
CTBMEM TOrO UJIK MHOIO MaTepuana.

CHOREOGRAPHY

I'm a
choreographer
who is as

far from the
current agenda

— Aromic DEcAY — IT IS A RATHER
CATCHY TITLE AND PERHAPS COULD DO
WITH AN EXPLANATION. How DID YOUR
PERFORMANCE COME TO ACQUIRE IT?

— There is a book by the Russian
writer Georgy lvanov, written while
he was in exile, with the same title.
So initially, it became a pretext for
the creation of the performance
especially for the Diaghilev Festival.
We literally took it as a starting point
and from there tried to move in a
direction that went as far away as
possible from Ivanov's text, the plot
of the novel and the cultural and
historical context surrounding the
book during the period of its creation
and publication. Because it’s a
completely non-theatrical text and
not meant to be spoken out loud.

— THEN WHAT ROLE DOES IT

PLAY IN YOUR PRODUCTION?

— As this novel was a starting point,
| studied it very carefully. | delved
deep into the text. At first it fascinated
me, and then disappointed me. And
then | found things in it, which at first
glance went unnoticed. | managed

to grasp its physiological core. | am
a choreographer, after all. For me

it is important not to just place the
artists on the plane, but to create a
three-dimensional composition within
the space for the stage. And apart
from the composition, it is important
for me to understand what happens
to the body of a person under the
influence of this or that material.
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B «Pacnage Atoma» ecTb NoBTO-
pAowmeca cnosa: « Cepaue nepe-
craet 6uTbeA. Jlerkne oTKasbl-
BatoTcA Ablwartb. MyKa, noxo-
anA Ha BocxuuweHue». MHe ato
OYeHb HANOMHWJIO NaHUYECKYIO
aTaKy. Korga a 310 noHsana, crana
poXAaTbCA MAeA CNeKTaknA.

MHe 3axoTeniocb COBEPLUMTb TPaHC-
ctopmaLmio U NOCTaBUTb CMEKTaK/b
He MO TEeKCTY U He Npo TeKcT UBa-
HOBa, a — An4 ero aBTopa. Noca-
OnTb UBaHOBa B nepBbli pAa U
noKasaTb eMy HeKoe AeHUCTBO,
CTaBLUee peaKLUuen Ha CreKTaKb,
NOCTaB/IeHHbIX O MOTUBaM €ro
pomaHa. Kak 6yaTto TOT, Apyromn
CMeKTaKJ/ib, UAET NapannenbHoO Ha
cocegHen naowaake. N ato cnek-
TakNb Aaxe He MOK, He Jlunnu byp-
AWHCKOM, a HeKoero coBepLUeHHOro
xopeorpada — vuaeana, K KOTo-
pomy A cama cTpemoch. o3-
TOMY B @aHOHCE A rOBOpPIO, YTO 3TO
«CMEeKTaKJ/ib BHYTPU CNEKTaKaA»...

— ... «ANO3UA, COEAUHAIOLLAA NO3TURY
MPOCTPAHCTBA WM BHYTPEHHWI MWUP XOPEO-
FPA®A, OTPA3MBLLASA, C/IOBHO YEPE3 PA3-
BUTOE 3EPKAJIO, OTBET HA BOMPOC: “3AYEM
MHE BECCMEPTME, EC/IM Al TAK OAMHOK? "' »
— B pomaHe repon cBOgMT CcYeThbl

C *U3HblO. B Moem cneKTakne oH
nonagaet B Apyrox mup. Mup, B
KOTOPOM Ha MrHOBEHHEe OKa3bl-
BalOTCA BCe, Korga NpoucxoauT
pacnag atoma. B atom mrHose-

HWUU U B 3TOM MUpPE BCE Mbl, apTU-
CTbl U 3pUTENIK, OKaKEMCA Ha non-
TOpa 4aca, NoKa UAET CNeKTaK/b.

— Bbl ynomsaHym WUAEANT XOPEO-

FPA®A, K KOTOPOMY CTPEMUTECbH. Kak

Bbl EFO CEBE I'IPED,CTABHHETE?

— [nAa meHA 3To xopeorpad,
JIULLEHHbIM NPOYUX YEeNIOBEYECKMX
HY¥J, U OTB/IeKaloLWMUX MOMEHTOB

B BUAE 6bITOBbIX YCNOBUIK. Y MeHA
ecTb cob6¢cTBeHHanA ctyama B MNetep-
6ypre, NPOCTOPHbIM TaHLEeBa/IbHbIM

CHOREOGRAPHY

In the Atomic Decay there are
some repeated words: “The heart
stops beating. The lungs refuse to
breathe. The pain is like rapture.”
This reminded me of a panic
attack. When | realised it, the idea
of the performance was born.

| wanted to make a transformation
and stage the performance not
according to the book and not about
Ivanov's text but for the author.

To leave a place for Ivanov in the
front row and show him a certain
action, which was a reaction to

the performance, based on his
novel. As if the other performance
is going on at the same time

on a different stage. And this
performance isn’t even mine — it’s
not by Liliya Burdinskaya but by
some perfect choreographer —

an ideal | am striving for myself.
That's why, in the press release,

| say that this is a “performance
within a performance...”

— ..."“AN ALLUSION CONNECTING THE
POETICS OF SPACE AND THE INNER WORLD
OF THE CHOREOGRAPHER, REFLECTING,

AS IF THROUGH A BROKEN MIRROR, THE
ANSWER TO THE QUESTION: ‘WHY woulb |
WANT IMMORTALITY, IF | AM SO LONELY?’”
— In the novel, the main character
takes his life. In my performance,
he enters another world. A world
into which everyone goes for a
moment, when the decay of an
atom happens. All of us — actors
and spectators alike — will find
ourselves in this moment and in
this world for the hour and a half
of the performance’s duration.

— YOU'VE MENTIONED THE IDEAL

OF A CHOREOGRAPHER TOWARD

WHICH YOU ARE STRIVING. How

DO YOU ENVISAGE IT EXACTLY?

— For me it's about the
choreographer, who is devoid of
other human needs and distractions
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3an ¢ WMPOKUMHU MaHCapAHbIMHU
OKHamM1. A NPOBOXKY B HEM O4Y€Hb
MHOI0 BpeMeHH, (haKTUYECKU HUBY
Tam. Ho Bce paBHO Tyga NPOHUKAIOT
pasHble 06CTOATENbCTBA U3 0ObIY-
HOM peanbHOCTU. B KOHLe KOHLOB,
Yy MEHSAl eCTb A04b, KOTOPOM HaZO0
3aHUMaTbcA. EM He 06bACHULWD,
YTO Mama He NPOCTO TaK CUAMT, 4YTO
Mama aymaeTt. C Apyroi CTOpPOHbI,
He 6yab 3TUX ObITOBbLIX KPAcoK, TO
M ¥U3Hb B npoteccuu bbina 6bl
JIULLIEHA 4Yero-To oboraliaroLlero.

- CnE,D,yH BALLEM JIOTUKE, UWOEAJTb-

HbI XOPEOIrPA® OCBOBOM/JEH HE TO/IbKO
OT OBCTOATE/IbCTB BbITA, HO U OT AKTY-
AJIbHOM MOBECTKM? OH HE PABOTAET

C AOKYMEHTAJIbHbIM MATEPUAZIOM?

— Al xopeorpach, He CBA3aHHbIA C
HOBOCTHOM NOBECTKOW. A MOM ngean
xopeorpacga — TOT He pearupyer
Ha Hee Boobwe. Ho A o4yeHb 61M3KO
COomnpuKacaloCb C JOKYMEHTaIbHO-
CTbH0, TaK KaK UMEHHO LOKYMEH-
TanbHOCTb ¥MU3HU ABNAETCA MOUM
BAOXHOBeHHeM. A o610 KUHO,
nutepartypy U otorpadmm, o4eHb
N6110 061WAaTbCA CO CBOEM KOMaH-
non. Mou TeKcTbl U xopeorpagu-
YECKUI A3bIK HaMOHAITCA AOKY-
MEHTa/IbHOCTbIO UX HMU3Hen. A mory
abcTparupoBaTtbCA OT TOro, 4YTo
NPOUCXOAUT 3@ OKHOM, HO He MOory
He YyBCTBOBAaTb TOrO, YTO NMPOUC-
XO4MT C MOUMM apTUCcTamu. B atom
M 3aK/l04aeTcsa KavyecTBO MOEro
uAaeanbHOro xopeorpada, KOTopbin
CNbIWUT U oborallaet CBOU naeu
MUSHDBIO T€X, KTO UX UCMNOJHAET.

«Pacnaa Atoma» — 3TO CMeKTaK/b BHY-
TPU CNEeKTaKNA, 3TO aNNo3UA, COeAUHSA-
loLwan NO3TUKY NPOCTPaHCTBA U BHY-
TPEHHUH MUP Xopeorpaca, oTpasuBLLaA,
C/IOBHO Yepe3 pa3buToe 3epKano, oTBeT
Ha Bonpoc: « 3ayeMm MHe 6eccmepTue,
€C/I1 A1 TaK OAUHOK?»

CHOREOGRAPHY

of everyday life. | have my own
studio in St. Petersburg — a
spacious dance hall with large
skylight windows. | spend a

lot of time in it, | actually live
there. But nevertheless, different
circumstances from ordinary
reality enter it. And | have a
daughter | need to take care of
too. It is hard to explain to her
that her mother is not just sitting
but thinking. On the other hand, if
there were no routine, professional
life wouldn’t be as enriching.

— FOLLOWING YOUR LOGIC, THE IDEAL
CHOREOGRAPHER IS FREE NOT ONLY

FROM EVERYDAY LIFE, BUT ALSO FROM

THE CURRENT AGENDA? Do THEY WORK
WITH DOCUMENTARY MATERIAL?

— I'm a choreographer who is

as far from the current agenda

as you can be. And my ideal of

a choreographer does not react

to it at all. But | get very close

to actuality, since it is actuality

that inspires me. | love cinema,
literature and photography; | love to
communicate with my team. My texts
and choreographic language are
filled with the actuality of their lives.
| can disregard what is happening
in my surroundings, but | cannot
help but feel what is happening to
my artists. This is a quality of my
ideal choreographer who hears

and enriches their ideas with the
lives of those who perform them.
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This is a spectacle inside the spectacle,
shining allusion that connects

space poetics and the inner world of
choreographer. The work was inspired by
a question “why do | need an eternity if |
am that lonely?” and as if through broken
mirrors it searches for the answer.

— A TAHLOBLUMKK BALLEW TPYMMbl — OHU
ANA BAC CKOPEE COABTOPbI U1IX1 UCNOJTHU-
TE/NIU, KOTOPbIE PEAJIU3VIOT BALL 3AMBICEN?
— B nnaHe xopeorpaduyecKoro
MaTepuana U CloxeTa TaHLOBLLMKU
He BbICTynawT coaBTopamu. na
MEHS 3TO UCKIoYEeHo. Bcé, uto npo-
MCXOAUT C apTUCTaMM, ITO MJI0A
Moero BoobpaxeHusa U pesynbtar
MOEro B3rnsa Ha TaHel,. [oatomy A
NpakTU4ECKU He paboTalo C NloabMH,
KOTOpbI€ He TaHLUEeBa/u y MeHsA XOTH
6bl neT NATb. C MOMMM TaHLOBLLMU-
KaMM Mbl pasgenaem o6Wun A3bIK,
o6lee BuaeHue. bes nx 6oratoro
BHYTPEHHEro Mmpa Mou nocra-
HOBKH He o6naaanu 6bl TOX rnyou-
HOM norpyxeHusa. A o4yeHb cyacT-
JIUBA, YTO MEHA OKPYHaloT TaNaHT-
JIUBbIe XY4OKHUKU U apTUCTbI, Y
MEHS NMpeKpacHble TaHLOBLLMKH,

a 3ameyvartesibHaA akTpuca Anuca
XasaHoBa YMTaeT MoM TeKCTbl. A
oyeHb 6bnarogapHa JarnneBckomy
tectuBanio u Teogopy KypeHTtaucy
3a npurnaweHue Ha ecTuBab.

— [AaTtb NET — 3TO BO/bBLUOM CPOK.

— Mos Tpynna cywectsyeT ¢ 2010
roga. fl cosgana ee nocne Bo3Bpa-
weHua B Poccuio us-3a rpaHuubl,
rae y MeHs 6bl1 XOpOLLKI CTapT B
nnaHe oby4yeHUsa U CTaxKMpoBOK. U
Korga A exana o6paTtHo (MHe 3Toro
He XOTeNOCb, HO TaK C/IOMUIIUCH
06CTOATENLCTBA JIMYHOM HU3HU), TO
NoHUMana, 4YTo MHe 34eCb HYyMHO
co3gaTb CBOM MUp, NepeHecTu B
Hero To, 4eM A 6bl/1a OKpPYHeHa B
EBpone. B Poccum ectb TpyaHOCTH

— AND THE DANCERS OF YOUR
TROUPE — ARE THEY MORE LIKE
YOUR CO-AUTHORS OR PERFORMERS
PUTTING YOUR PLAN INTO ACTION?

— In terms of the choreographic
material and the plot, the dancers do
not act as co-authors. For me it is
out of the question. Everything that
happens to the artists is the result
of my imagination and the result of
my vision of the dance. Therefore, |
pretty much won’t work with people
who haven’t danced with me for
at least five years. My dancers
and | share a common language,

a common vision. Without their

rich inner world, my productions
would not produce that depth of
immersion. | am very happy to be
surrounded by talented artists,
have amazing dancers, and the
wonderful actress Alisa Khazanova
reciting my texts. | am very grateful
to the Diaghilev Festival and Teodor
Currentzis for the invitation.

— FIVE YEARS — THAT’S A LONG TIME.
— My company was established in
2010. | created it after returning to
Russia from abroad, where | had a
good start in terms of training and
work experience. And when | came
back (It wasn’t what | wanted — it
was down to the circumstances

of my personal life), | realised that
| needed to create my own world
here, to transfer to it something

| was surrounded by in Europe.

In Russia, there are difficulties
with understanding contemporary
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C NoHMMaHKem contemporary dance.
YT10 3T0? Todes, unu dndmaH, Unu
MuHa Bayw, a moxker, « TaHubI» Ha
THT? Mano KTo 3HaeT, 4To 37O 3a
Ky/NbTypa, KaKk OHa yCTpoeHa 1 no
KaKuM 3aKoOHam pasBuBaetcsa. [lo
CHX NMOp TaKas cuTyauus, a Korga A
BepHy/siaCcb, Boo6Lle 6blJ1 BaKyyM.

WU Ttorpga s Hawna nogen, 3akpbinia
MX B 3aJie ¥ Ha4yana ¢ HUMH pabo-
TaTb. Y Hac 6bI/IM BbIJTa3KU Ha HEKO-
Topble (hecTUBanu, B HaCTHOCTH
«Context. lnaHa BuwHEBa», HO B
NpUHUMINE A He CTpeMuaacb pacchbl-
nartb application Bclogy, notomy 4to
npecnenoBana KOHKPETHYIO Lenb —
LOCTUYb OnpeaenieHHbIX HU3UYECKUX
BO3MOXHOCTEM C MOMMU apTUCTaMM.

— KAKMMM MPU3HAKAMM OBJIA-

JAAKOT BALLK TAHLI,OBLLI,VIKVI?

— V HUX APYrOW UHTENIJIEeKT Tena —
MX Tesla O4eHb YMHble. BHyTpH cBO-
€ro IBUXEHWA OHM AarKe BbIrns-
OAT KaKk ceepxatoau. OHU moryT
6bITb MOXOKKU TO HA KM6OPIroB.,

TO Ha aHreJsIoB — TO €CTb Y HUX
O4YeHb LIMPOKan rpajauus oLlylie-
HMUA U accoumnaLmin. Y HUX XOpOoLUO
pasBUTO MbllLJIEHUE, OHU NNa-
CTHUYHbI U MOGWJIbHDI, U eLLe OHHU
TEXHUYECKHU OYEHb BbIHOCJIUBbI

M 3anoMMUHalT OrpOMHbIe 06b-
€Mbl MaTtepuaina B CHaTblA CPOK.

— Bbl cavmu B HACTOALLEE

BPEMA TAHLI,VETE?

— TaHuyro. Kaxabii geHb. Ho

B NOCTaHOBKax Ha CBOIO Komna-
HUIO MHE BaMHO ObITb CHapYHH,
yTO6bI BUAETL pesynbrat. MHe
BaMHO KOHTPOJIMPOBaTb BeCb Npo-
Lecc — OT TaHua Ao cseta. A
co34ato0 CBOW MUpP, CBOKO aTMOC-
tepy. MoaTomy BO BpemMsa cneKkrta-
KNA Npeano4yvMTato CUAeThb B pybKe
PALAOM C XyAOMHUKOM MO CBETY.

— ,D,J'Iﬂ CAMOBbIPAEHUA BAM AOCTA-
TO4YHO TOrO0 COCTABA APTUCTOB, KOTO-

CHOREOGRAPHY

dance. What is it? TODES or
Eifman or Pina Bausch, or maybe
Dancing on the TNT channel?

Few people are familiar with this
culture, how it is arranged and what
the laws of its development are.

It is still like that, and back then
when | came back there was an
absolute void in understanding.

And then | came across the

right people, locked them in a
dancing hall and started working
with them. We took part in a few
competitions such as ‘Context.
Diana Vishneva’ but | wasn’t keen
to submit applications left, right and
centre as | had a precise target in
mind — to arrive at certain physical
capabilities with my artists.

— WHAT ARE THE PECULIAR

FEATURES OF YOUR DANCERS?

— They have a different body
intelligence — their bodies are
highly intelligent. Inside of their
movements, they even look
superhuman. They can look like
cyborgs or angels. That is, they
have a very wide scale of sensations
and associations. They have well
developed cogitation, they are
plastic and mobile, and they are
also technically very resilient and
can memorise a huge amount

of material in a short time.

— Do YOU DANCE YOURSELF

AT THE MOMENT?

— | do. Every day. But in my
company's productions, it's
important for me to maintain

a slightly outside perspective

to fully assess the result. It is
important for me to control the
entire process — from the dance
to the light. | create my own world,
my own atmosphere. Therefore,
during the performance | prefer to
sit next to the lighting designer.
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PbI ECTb CEMYAC, W/IX BAM Bbl XOTEJIOCb
PEKPYTUPOBATb ELLE TAHLI,OBLLI,VIHOB?

— MHe gocTtaTto4HO BCero, 4to 'y
MeHSA eCTb. U B TO e BpemA A
NOHMMALO, YTO, €C/IU Pa3/I0KHTb
Moto xopeorpaduio Ha 50 yeno-
BEK, 3T0 6yAeT COBCEM ApPYroH
3tdeKT. U 3T0 04eHb UHTEPECHO.
Tak 4TO A 6bI O4EeHb xOTena nopa-
6o1aTtb ¢ 60/1bLIOK TPYNNOM.

— BbIWE BbI FOBOPW/IN, YTO NPEAMNO-
YUTAETE PABOTATb TOJIbKO CO « CBO-

ummu» ApTUCTAMU. C Anmncor Xa3a-
HOBOW Bbl IABHO 3HAKOMbI?

— C Anuvcoit Mbl NO3HaKOMWUIUCb
3a ABe HeAenu A0 3anycKa npo-
eKTa. BcTtpetunucb, norosopunmn —
M CTaJI0 MOHATHO, YTO Mbl OY€Hb
MHTEepEeCHbI Apyr apyry. Anuca no
nepsomy o6pasoBaHUIO 6anepuHa

M xopeorpad, oKoH4ynna MocKoB-
CKOe xopeorpaduyeckoe yyunuuie

M MOCKOBCHKYI0 akaaeMUIo Xopeo-
rpacduu, yuunacb B wrone Maptbli
Mpam B Hblo-Mopke. YecTHo rosops,
MHEe CJIOMHO cebe npeacTaBuUTb, Kak
MO¥HO, 6yay4yn YeNIOBEKOM OT TaHLa,
COBCEM OTKa3aTbCA OT 3TOro Mupa.
na MeHA B 3TOM OTPEeYEeHUH eCTb
UHTpUra. [leno B TOM, YTO A TOHe
OAHaXAbl OTKasanacb OT TaHua, HO
BepHynacb. U MHe o4YeHb xOTenocb
CHOBa 3apa3uTb AnUCy TaHLeM.

Annca — caHTacTMYeCcKana akTpuca,
Halu C Her peneTUUuUM — 3TO CBO-
ero poaa nyrtelwiecTeue: Korga en
HeobA3aTeNIbHO NPUCYTCTBOBAaTbL B
3ane, A HacTpauBalo ee Ha aTMOC-
thepy CneKTakasa JUCTaHLMOHHO.
Hanpumep, npolly ee nonTH Tyaa,
rae e xopowo, U Kaxable nosayaca
OTNPAaB/AI el COO6LEeHHA C TeK-
CTOM, KOTOPbI B 3TOT XK€ MOMEHT
nuwy Tam, rae Xxopowwo mMHe. K
CBOWM TEKCTaM A NPUKPENAo U3o-
6pameHus, YTobbl BCE BbIrnAAesno
KaK TenerpamMmma ¢ OTKpbITKOW. MHe
BaXHO, 4YTOObl Kaxable nonyaca
OMUAaHUA HOBOM « TeNerpaMmmbi»

CHOREOGRAPHY

— |s THE NUMBER OF ARTISTS YOU HAVE
NOW ENOUGH TO EXPRESS YOURSELF OR
WOULD YOU LIKE TO RECRUIT MORE DANCERS?
— | am satisfied with what

| have. And at the same time,

| understand that if | were to tweak
my choreography and make it work
for 50 people, this would have a
completely different effect. And that
could be rather curious to see. So,
for that reason | would very much
like to work with a large company.

— You SAID EARLIER THAT YOU

PREFER WORKING EXCLUSIVELY WITH
“YOUR” ARTISTS. HAVE YOU KNOWN

ALisa KHAZANOVA FOR LONG?

— Alisa Khazanova and | met two
weeks before the project launched.
We met up, we talked — and we
just clicked. Alisa initially trained
as a ballerina and choreographer
at the Moscow Choreographic
College and the Moscow Academy
of Choreography, she studied

at the Martha Graham Center of
Contemporary Dance in New York
City. If I’'m honest, | struggled to
imagine how it was possible for
someone once so immersed in
dance, to completely turn their back
on this world. For me, there was a
certain intrigue in this renunciation.

The fact is that once | also
had quitted dancing, but came
back. And | wanted badly to
infect Alisa with dance again.

Alisa is a fantastic actress, our
rehearsals are some kind of a
journey when she might not be in a
room but | remotely inspire her to
a performance. For example, | ask
her to go to a place where she is
comfortable and text her every half
an hour from a place where | am
comfortable. | attach a picture to
every text so it looks like a telegram
with a postcard. It’s important for
me if Alisa expecting every new
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Anuca npeb6biBana B COCTOAHUU
JIMYHbIX BOCMOMMWHAHUM U C KaM-
[OW HOBOM OTKPbITKOM MepeHu-
Bajsia HOBble 3MOLUMH U Bena CBOU
3anucu, KOTopbie A NpoLly MHe
nokasbiBaTtb. [locne 3Toro A npouy
Anucy Bbly4MTb 3THU « TeNerpamMmmbly.

—_— nPEﬂCTABVIM, YTO PEYb UAET HE O
MOIYTOPAYACOBOM « PAcnAZE ATOMAY,
A O CNEKTAKNE A/IUTENbHOCTbKO KOPOYE,
M BOOBLE — O BEYEPE, B KOTO-

POM, HAPAZY C BAMW, BbICTYMAIOT APY-
'ME XOPEOIPA®bI. C KEM B KOMMNA-

HWW Bbl Bbl XOTE/IM OKA3ATLCA?

— VY MeHA yxe 6bIIn Takue cny-
yau. Hanpumep, B U3paune mon
CNeKTaK/Ib AEMOHCTPUPOBaANCH B
oAHOM npoekKTe ¢ 6anetamu Oxaga
HaapuHa u Martca SKa. Ho Boo6Le,
€CJIX YeCTHO, A O TaKUX CUTya-
LMAX crneunanbHO He Aymalo.

— OJHAKO MO MMEHAM, KOTO-

PbIE XYIOMHWK HA3BIBAET B KAYE-

CTBE CBOMX OPUEHTUPOB WK, HAOBO-
POT, OT KOTOPbIX OH OTTAJIKUBAETCH,
MOMHO YTO-TO MOHATb NPO EF0 COB-
CTBEHHbIM MOYEPK WU MPEAMNOYTEHMS.

— fl, HaBepHOe, NPOCTO O4YeHb
CUJIbHO 10610 NI04EeN, KOTOpble
TaHuytoT. A noTomy ¥ npuLwuna, cob-
CTBEHHO, B Xxopeorpaduio. MHe xote-
JIOCb CTaTb YacTblo 3TOro KNaHa.
Ve TaHUyA, yHe UMeA yCcrnexu Ha
3TOM nonpwuule, A Nnpuxoauna B 3al,
rae NoAU TaHUeBanau, U cMoTpena
Ha HUX LULUPOKO OTKPbITLIMU rNa-
3amu. OHM anAa meHsa 6bin — OHMU,
A xotena yuntbea y HUX u 6biTb €
HUMMW 3aogHo. Moatomy a nobnto
BCex xopeorpadoB, KOTOpble AeH-
CTBUTENIbHO 3aHUMAalOTCA Xopeorpa-
thureir, u 06O BCEX TAHLIOBLLMUKOB,
KOTOpble AENUCTBUTENbHO TaHLYIOT.

UHTepBblo: Hatanba OBYMHHMKOBA

CHOREOGRAPHY

“telegram” recollects her personal
memories and every new “telegram”
brings her new emotions. | ask

her to take notes and then show
them to me. And after while Alisa
learns these “telegrams” by heart.

— LET’S IMAGINE THAT WE AREN’T
TALKING ABOUT AN HOUR AND A HALF OF
PERFORMANCE TIME SUCH AS IN THE ATomic
DEecay , BUT A SHORTER PERFORMANCE
DURATION OR AN EVENING, IN WHICH YOU
PUT ON A PERFORMANCE ALONG WITH
OTHER CHOREOGRAPHERS. WHO wouLD
YOU LIKE TO PERFORM ALONGSIDE?

— I've been involved in something
similar before. For example, in
Israel my performance was put on
alongside ballets by Ohad Naharin
and Mats Ek. But to be honest,
| don’t deliberately set out to
engineer those kinds of situations.

— HoOWEVER, THE ARTIST’S ROLE
MODELS OR PERVERSELY THE PEOPLE
THEY AREN’T DRAWN TOWARD CAN GIVE
A GENERAL UNDERSTANDING OF THEIR
OWN STYLE AND PREFERENCES.

— I'd probably say | just really
love the people who dance.
That's basically why | got into
choreography, because | wanted
to be a part of this clan. When
| was already an established
dancer, | came into a hall, where
people were dancing and just
stared at them eyes agog. For me
they were GODS and | wanted
to learn from THEM and work
with THEM. That's why | love all
choreographers who truly live
and breathe choreography and all
dancers who really can dance.

Interviewed by Natalia Ovchinnikova
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@  NepMCKWUK TeaTp
onepbl U 6aneta

* 3AKPbITUE ®ECTUBANA

*  MUpOBas xopeorpagpuyecKas
npemMbepa

BANIETbl CTPABUHCKOI'O
naMsITh
oJiera pOMaHOBHYA JIEBEHKOBA

My3blKa/IbHbIX PYKOBOAUTENb
NOCTaHOBKU U AUPUHKEP:
TeoA0p KYPEHT3UC
XYAOMECTBEHHbIN
PYKOBOAUTENb NMPOEKTa:
anekcer MUPOLLUHUYEHKO
WUCMOJIHUTENN:

apTMUCTbl NepPMCKOro 6aneta
M OpKecTp musicaeterna

nouenym ceu

6aneT—aJmeropI/m B ABYX KapTHHaXx

C IPOJIOT'OM U 3ITHUJIOTOM

xopeorpac:

BAYec/NaB camoAaypoB
XYAOHHMUK-NOCTAHOBLUMK:
3HTOHW MaKWUNYIUH
XYAOHHUK MO KOCTIOMaM:
MpaHa 6enoycosa
XYAOHHMUK MO CBETY:
CarMoH 6eHHUCOH
aCCUCTEHT xopeorpacda:
Knapa AOBHUK
neAaroru-peneTuTopbl:
eneHa KysarvHa,
6axbITKaH cmarynos

CHOREOGRAPHY
@ perm opera
and ballet theatre
* CLOSING OF THE FESTIVAL

* world choreographic
premiere

STRAVINSKY'S BALLETS
the production is dedicated to the
memory of oleg romanovich levenkov

musical director and conductor:
teodor currentzis

artistic director:

alexey miroshnichenko
performed by

artists of perm ballet,
musicaeterna orchestra

le baiser de la fée (the fairy's kiss)
ballet-allegory in two scenes with
aprologue and epilogue

choreographer:
viacheslav samodurov
set designer:

anthony macilwaine
costume designer:
irena belousova
lighting designer:
simon bennison
assistant choreographer:
klara dovjik
répétiteurs:

elena kulagina,
bakhytzhan smagulov
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neTpyLiKa
HCITIOBeb / 4€PTOBA KIIOyHa1a

xopeorpad:

BnaguMup BapHaBa
Apamarypr:

KOHCTaHTUH (heaopoB
XYAOMHUK-NOCTaHOBLLUUK:
ranAa conoaoBHMKOBA
XYAOMHUK MO CBETY:
uropb (OMHH
aCCUCTEHT xopeorpada:
nojsitHa MUTPALLXHA
neparor-peneTuTop:
onbra NyKuHa

B 3arnaBHOW NapTuu:
AWaHa BULLHEBA

Map-ntuua
OﬂHOﬁKTHLIﬁ 6aneT

xopeorpad:

anekcen MUPOLIHUYEHKO
XYAOMHUK-NOCTaHOBLUUK:
anboHa NUKanoBa
XYAOKHUK NO KOCTIOMaM:
TaTbAHa HOrMHOBA
XYAOMHUK MO CBETY:
aneKcen xopolies
aCCUCTEHT
XYAOMHUKa-NOCTaHOBLUMKaA:
cBeT/laHa HeyaeBa
neaarorn-peneTuTopbl:
HaTanbA MOUCeeBa,
BUTaIUM MONELLYK,

onbra canuvbaesa

B 3arnaBHOW NapTvu:
HaTanbA ocunosa

CHOREOGRAPHY

pétrouchka (petrushka)
confession / devil's clownery

choreographer:
vladimir varnava
dramaturge:
konstantin fedorov
set designer:

galya solodovnikova
lighting designer:
igor fomin

assistant choreographer:
polina mitryashina
répétiteur:

olga lukina

in the title role:
diana vishneva

l'oiseau de feu (the firebird)
one-act ballet

choreographer:
alexey miroshnichenko
set designer:
alyona pikalova
costume designer:
tatiana noginova
lighting designer:
alexey khoroshev
assistant

set designer:
svetlana nechayeva
répétiteurs:

natalia moiseeva,
vitaly poleshchuk,
olga salimbaeva

in the title role:
natalia osipova
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6orpaH
KOpPONEK,
6aneTHblM KPUTHUK

bogdan
korolyok,
ballet critic

XOPEOI'PA®UA

camMmoAaypoB
/-

Xopeorpad CamoaypoB ABUACA

B Poccuu BapsHCKUM rocrtem.

B 2006-m 3arnanyn Ha « MacTep-
CKYI0 HOBOW xopeorpadumn» B bonb-
LLIOM TeaTpe, rae ero AyaT « +/-»Ha
My3bIKy [eHaena okasanca cambim
pPaAMKabHbIM, HO U CaMbIM K/1aCCHUY-
HbIM BbiCKa3biBaHWeM (MOTOM BblIfiC-
HWUNIOCb, YTO 3TO €/Ba JIh He nepBas
ero nocraHoBKa). Yepes yeTbipe roga
nokasan B netep6yprckom Muxain-
JIOBCKOM TeaTtpe cneKtakab « MuHop-
Hble COHaTbl» Ha My3biky CrapnaTTu:
napHu B CMOPTUBHLIX LUAMNKax, nu1a-
HUCT-OAUHOYKA B rNybMHe pasaeTom
CLeHbl, CTeHa U3 MeTa/l/IN4ECKOM
CeTKU — U CHOBAa KiaccuyecKasn
6aneTtHanA CTPyKTypa U Knaccuye-
CKHMM A3bIK, TONbKO pa3obpaHHbIi

Ha AeTaNu U NOLKIOYEHHbIN K 3J1eK-
TpoceTu. Takaa maHepa ob6palue-
HUA C TPAAMULMOHHBIM C/IOBapeM U
TaKkoe OTHOLIEHUE K CLLEHU4YECKOMY
OWU3aiHy — nnogbl y4eHOCTHU, NpUBe-
3eHHble CamoaypoBbiM U3 JIOHAOHa,
rae HakaHyHe OH BOCEMb JIET CJIYHUI
npembepom B KoponeBckom 6anete
KoBeHT-lapaeH. Bcé 310 6b1210 v
OY€eHb MO-BapAMCKU: MECTHbIE MOJIO-
Oble xopeorpadbl TaK 6aneToB He
CTaBW/IU U TaK UX He oZeBasu.

Mexay aTMMU ABYMA ABNEHUAMU B
Poccuu y3Hanu dotorpaca Camo-
pyposa: B 2009-m B TOM e lNeTtep-
6ypre npoluna ero nepcoHasabHas
BbICTaBHKa NoA Ha3BaHUWeM « Apxu-
TeKTypa Tena». MNoaobHble MmeTamop-
¢03bl Bbi3biBaNu yAUB/EHWUE, HELO-
YMEHUe, YCMeLUKY — HO TOJIbKO He Y
TeX, KTO XOpOLIO 3HaN TaHLOBLLMKA
CamoaypoBa, Ha4yMHaBLLEro Kapbepy
B MapuMHCKOM TeaTpe B AeBAHO-
ctble. Toraa oH ABMA NPUYYAIUBLIN
ONA HaleW CueHbl TUN TaHLOBLLUKa:

CHOREOGRAPHY

samodurov
+/-

Samodurov the choreographer
appeared in Russia as a Varangian
guest. In 2006 he took part in the
Workshop of New Choreography

at the Bolshoi Theatre, where his
duet "+/-" to Handel’s music turned
out to be the most radical, but also
the most classic statement (it later
transpired that this was hardly his
first production). Four years later

in St. Petersburg’s Mikhailovsky
Theatre he demonstrated his

Minor Sonatas performance to
Scarlatti’s music: men in beanies,
a solo pianist positioned right at
the heart of the bare stage, a wall
made of metal gauze and once
again a classical ballet structure
and classical language, which is
dissected only in part and connected
to the electrical grid. Such manner
of dealing with traditional vocabulary
and attitude to stage design are

the results of experience which
Samodurov had gained from his
time in London, where eight years
prior he had served as a premier at
the Royal Ballet of Covent Garden.
It was all very Varangian: local
young choreographers did not stage
ballets like it nor did they dress
performers in such a way either.

Between these two phenomena in
Russia, Samodurov the photographer
was discovered: in 2009 in St.
Petersburg his personal exhibition
called ‘The Body Architecture’ was
held. Such metamorphoses caused
surprise, bewilderment, grins —
but not from those who knew
Samodurov the dancer, who began
his career at the Mariinsky Theatre
in the nineties. He was a whimsical
kind of dancer for our stage back
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AxynbetTa —
ExatepuHa CanoroBa,
Pomeo — AneKcaHap
MepkryweB. « Pomeo
n [xynbetta»
MpoKodbeBa B
Xxopeorpacduu
BAayecnaBa
CamoayposBa.
EKaTepuH6Yyprckum
6aner, 2016.

Ekaterina Sapogova as
Juliet and Alexander
Merkushev as

Romeo. Prokofiev's
Romeo and Juliet
choreographed

by Viacheslav
Samodurov.
Yekaterinburg Ballet,
2016

« LiBeTogenuka:
VYnbTpacduoner»
Ha My3bIKY

ApBo lNapTa

B Xopeorpachuu
BAayecnaBa
CamoayposBa.
EKaTepuH6Yyprckum
6aner, 2014.

Tsvetodelika:
Ultraviolet to music
of Arvo Pért
choreographed

by Viacheslav
Samodurov.
Yekaterinburg Ballet,
2014.

XOPEOI'PA®UA

6eccTpallHblii BUPTYO3 + TOHKHUM
MHCTPYMEHTAJIUCT + UHTENNIEKTyal.
lMoKknoHHUKK BUgenu ero B Mapu-
MHCKOM Ha BCeX OMNepHbIX NpemMbe-
pax U 3amevanu B ApamMmaTUHECKUX
TeaTpax, MHTEePBbIOEpbl YAUBNA-
JIUCb HaJIM4YMIO B CMIUCKE €ro YTeHus
Bopxeca u ®aynsa, Konneru guBu-
JIUCb ero pasroBopam Ha Hay4Hble
Tembl. BaneTHble «nepBble CIOHETbI»
TaKMMU TOHe 06bIYHO He 6blBaloT.

Yepes rog nocne « MMHOPHbIX
CoHaT» ero 06Hapy*uamM pyKkoBo-
autenem 6anetHoun Tpynnbl B EKa-
TepUH6ypre — ropoae, KoTopbin
CYMTaNCA LEHTPOM POCCUMCKOIro
contemporary dance, HO ansa ccepbl
danse classique Kak 6bl He cyule-
crBoBasn BoBce. C Tex nop cro-
nuvua Ypana ctana mectom Cu/bl
oTeyecTBeHHOro 6aneta, a Bauec-
nas CamoaypoB — OAHWUM U3 €ro
rnaBHbIX AEACTBYIOLLUX JIULL,.

Mouepk CamoaypoBa cTan nerko
y3HaBaeM: HeOK/laCCU4eCcKas JieK-
CHKa, nogaHHasA BO B3BUHYEHHOM
Temne u npyvnpasieHHan HebaneT-
HbIM }aproHOM; JIOMKHE JINHWU;
XPYMKOCTb U YA3BMMOCTb, TLLATE/IbHO
CKpbiBaemMas 3a BHELUHEeN HecCT-
KOCTblO; HeO6bl4arHaa NIOTHOCTb
TeKkcta. POBHO TO, 4YTO Nnpeano4n-
Tan oH cawm, 6yay4u UCNONHUTENEM.

CamoaypoBa cuuTaloT abCTpaKLUm-
oHucTom par excellence, macre-
pPOM OAHOaKTHbIX 6anetoB. OagHaKo
nocnegHve ero paboTbl NOKasasu,
KaKoM NoTeHUUan CKpbiBaeTcA B
KPYMHOW (hopMe U KaK Henpasbl
Te, KTO rpy6o nogpasgensaer 6aner
Ha « CIOMETHbIN» U « 6ecclomeT-
Hbih». Beaombii e um EKaTtepuH-
6yprckum 6anet cerogHa Hasbl-
BalOT 4acCTbl0 «ypasibCKOM 6anet-
HOM aHOManuM» — UMeeTCH B
BUAY CBA3Ka ¢ cocegHum Nepm-
CKUM 6anetom, rae ceryac npo-
ucxoauT aebiot Camoayposa.

CHOREOGRAPHY

then: a fearless virtuoso + a subtle
instrumentalist + an intellectual.
His fans caught sight of him at the
Mariinsky at all opera premieres and
noticed him in theatres, interviewers
were surprised at the presence of
Borges and Fowles in his reading
list, colleagues marvelled at his
ability to converse on such a wide
range of scientific topics. These
kinds of "opening storyline" in ballet
don’t come along all that often.

One year after the Minor Sonatas he
was discovered working as head of
a ballet troupe in Yekaterinburg, a
city that was considered the centre
of the Russian contemporary dance,
but which was all but non-existent
within the danse classique sphere.
Since then, the capital of the

Urals has cemented its position

in terms of national ballet, as
equally has Viacheslav Samodurov
as one of its main characters.

Samodurov’s signature style became
easily recognizable: neoclassical
lexicon, delivered at an excited
tempo and flavoured with non-ballet
jargon, brittle lines, fragility and
vulnerability carefully hidden behind
the external rigidity and extraordinary
text density. Exactly what he

himself preferred as a performer.

Samodurov is considered an
abstractionist par excellence, a
master of one-act ballets. However,
his recent work has demonstrated
just how much potential there

is hidden within the large form,

and how wrong people are to
group the ballets crudely into the
ones with and without a plot. The
Yekaterinburg ballet lead by him
today is called a part of the "Ural
ballet anomaly", in reference to the
connection with the neighbouring
Perm ballet, where the debut of
Samodurov is currently taking place.
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UpUHa
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o6o3peBarte/ib
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arkhipenkova,
observer

XOPEOI'PA®UA

BJ1aAUMUP
BapHaBa:
MeXay
V/1IbIOKOWM
U KPUKOM

3a Bnagumupom BapHaBoii 3aKpe-
nunca obpas cyactTiMBYMKa. B
CBOU 28 OH y#e obnagatenb ABYX
«3onoTbix Macok». Bonee Toro,

OH CaMbli MONOAOM naypeaT-TaH-
LOBLUMK 3@ BCIO UCTOPHUIO Nnpe-
muu: B 21 rog BapHaBa, Toraa eule
conuct 6aneta My3bikanbHoro Tea-
Tpa Kapenuu, nonyumn « Macky»
3a naptmio MepKyuuo B « Pomeo 1
Axynbette» xopeorpacta Kupunna
CumoHoBa. Tenepb OH caM XOpeo-
rpad, 1 eMy 4OBEPAIOT CBOU Tena
BeAyLliMe COJICTbl OTEYECTBEHHbIX
TeaTpoB, B ToM ynicne Uropb Konb
u CBeTnaHa 3axapoBa, U nopy4atoT
HoBble npoeKTbl MHaH-Kpuctod
Maito u Cepreit laHunaH. Peakui
Jaxe no 6aneTHbIM MepKam npu-
Mep 6bICTPOro KapbepHOoro B3seTa.

OH aonro 6bln1 He Ha BMAY, NO3TOMY
KaMeTCA, YTO BO3HUK U3 HUOTKyAa.
Ho ato unno3una. Becé Bpems, 4to
BapHaBa HaxoauncA B TEHU, OH
ycepaHo pa6otan. lNeTpo3aBoAackK
6bln AnA Hero mecTom AnA npob

M OLIMOOK: Tam OH NOCTaBWU CBOM
nepBbiA KPynHblK 6aneT «Mynbyn-
Henna». MeTepbypr, Kyaa OH nepe-
exan B 2012 roay, cran nnathopmon,
rae xopeorpad o6pen cBoM A3bIK.

Mpy KpynHOM NPUGAUHKEHUU BUAHO,
yTO0 (hopTyHa BapHaBbl nget 60K o
60K ¢ Tpyaoronuamom. He BaxHo,
peneTUpyeT JIM OH B Knacce C aKka-
AeMUYECKUMU TaHLO0BLLUKaMH, CTa-
BUT NPOU3BOJIbHYIO Nporpammy Ans

CHOREOGRAPHY

vladimir
varnava:
halfway
between

a smile

and a scream

Vladimir Varnava looks like the cat
that got the cream. At the age of 28
he is the owner of no less than two
‘Golden Mask’ awards. Moreover,
he is the youngest dancer to win

the award in history: at the age of
21, Varnava — back then a soloist
at the Musical Theatre of Karelia
ballet — received the ‘Mask’ for the
part of Mercutio in Romeo and Juliet,
choreographed by Kirill Simonov.
Now he is a choreographer himself,
and the leading dancers of the
nation’s theatres including Igor Kolb
and Svetlana Zakharova, place their
bodies in his hands; Jean-Christophe
Maillot and Sergei Danilian put him
in charge of their new projects.

A rare example of a success

story, even by ballet standards.

He was under the radar for a while,
which is why he appears to have
emerged as if from nowhere. But
this is an illusion. During the time
that Varnava was keeping a low
profile, he was working flat out.

He saw Petrozavodsk as a place
for trial and error: it was there that
he staged Pulcinella — his first
major ballet. St. Petersburg, where
he moved to in 2012, became a
place where the choreographer
found his own language.

Upon closer inspection, it becomes
clear that Varnava's fortune goes
hand-in-hand with workaholism.
Whether that means rehearsing in
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turypuctiu Ennsasetbl TyKTambl-
LUEeBOW, BbIXOAUT Ha CLEHY B CO6-
CTBEHHbIX NOCTAaHOBKax, NPOBOAUT
BOPKLLOMN WX OL,eHUBAET BbICTY-
NJeHUA Konier Ha o4epeaHOM KOH-
Kypce. [laxe B Kacde ero ckopee
3acTaHelb B HaylHMKax, COYUHSAID-
MM HOBble KOMOUHaAUUK. YTO 3TO?
Hampga coBeplieHcTBa, cnaBbl, NPo-
CTO paboThbl, HEXBaTKa BpeMeHH!
WU HEKOHTPO/IMPYEMbIA TanaHT?

B KOHTeKcTe coBpeMeHHOM poc-
CUIMCKOM Xopeorpaduu ero no4yepK
He cnyTaewb ¢ Apyrumu. B 6anerte
NPUHATO FOBOPUTb O NapTHUKU TOrO
WJIM UHOTO NMepCOHaMKa, HO B CNy-
yae Bnaguvmpa BapHaBbl — 370
cKopee ponu. Ero cnekraknum crop-
peanrucCTU4eCKU MHOro3Ha4Hbl, a no
naacTUKe HarNnoOMHHAaIOT OXMBLLME
KapTUHbI Xy40KHUKOB-KYOGUCTOB.
BbicTpanBasa cono 1 gyatbl U3 Bpoae
6bl He3aMbICNOBaTbIX ABUMEHUN,
xopeorpad cosgaeTt 3aBopaMBato-
LKe naactuyecKkue obpasbl, B KOTO-
PbIX y¥}ac ¥ pagoCTb COCYLLECTBYIOT
B OAHOM NNOCKOCTHU. He cnyyaiHo,
0OAHa U3 NepsbiX ero paboT, B KOTO-
pOM coYeTarTCA U3/I0MaHHbIe ABU-
MEHUA U rpaumsa, a CKpexeT 3ybavu
CMEHSAET YelMPCKUM OCKa, TaKk U
Ha3biBaeTcA — « Y/IbIOKa U KPUK».

CTtpalHoe U Heo4HO3Ha4YHoe B 6ane-
Tax BapHaBbl BCTpeyaeTca nosce-
MECTHO, NpHUYeM camblie NoKasaTteJsib-
Hble poau xopeorpadg 4acTo Ucnon-
HAeT caM. CNnoKOMHbIN 06aATeNbHbIN
IOHOLLA B }XM3HMU — Ha CLieHe OH
npeobpakaeTtca A0 Hey3HaBaemo-
CTH, YU B NaJMTPe ero rpoTeCKHbIX
JIMYUH eCTb Te, NP1 O4HOM B3rnage
Ha KOTOpble CTbIHET B *UJ1aX KPOBb.
Apknit Tomy npumep — Canbepwm,
KOTOPOro OH Npuayman U TaHuyeT

B 6anete « MouapT n Canbepu».

UHTepec K NoACO3HAHUIO Yeno-
B€Ka, ero norpaHu4HbIM COCTOSA-
HUAM Urpaet 60/bLUYIO POJib BO

CHOREOGRAPHY

class with academic dancers, staging
an impromptu programme for skater
Elizaveta Tuktamysheva, appearing
on stage himself in his own
productions, conducting a workshop
or assessing his colleagues'
performances in a competition.

Even in a cafe, you'll most probably
find him with his headphones in,
composing new combinations.

Just what’s it all about? A thirst

for perfection, quest for fame,
simple act of working, lack of time
or endeavours of uncontrollable
talent? For a moment, it might seem
that he just can’t stop himself.

In the context of modern Russian
choreography his style is
unmistakable, with no comparison
whatsoever. In ballet, it is customary
to talk about the parts of one or
another character in a ballet, but
the in case of Vladimir Varnava
they are rather more like roles. His
performances are surrealistically
polysemous while the plastique
resembles the Cubists’ paintings
brought to life. Building solos and
duets from seemingly uncomplicated
movements, the choreographer
creates fascinating plastique
images in which horror and joy
coexist on the same plane. It is
not by chance that one of his first
works — which features jagged
movements juxtaposed with grace,
while the gnashing of teeth is
replaced by a Cheshire grin — is
called The Smile and the Scream.

The frightening and the shocking in
Varnava's ballets is everywhere, and
the choreographer often performs
the most provocative roles himself.

A quiet, charming young man in real
life — on the stage he is transformed
beyond recognition, and within his
palette of grotesque masks are
those that can make your blood
curdle in just one glance. A striking
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MHoOrmx pabéorax BapHaBbl — 6yab
TO CIOXETHbIM 6aneT Ui TaHel-
amouumsa (No cuie BO3AEACTBUA UX
MOMHO Ha3BaTb TAHLTPWUIEPOM
unu 6anetom-cacneHcom). Hau-
BbICLUEro MacTepcTsa B co34a-

HWUM amOUBaNEHTHOW KapTHHbI OH
pobunca B «IMNaccakupe» (coBmecT-
HaA pabota ¢ pexuccepom MaKcu-
Mom luaeHKo) — 6anete no nose-
ctu Amenu Hotomb « KocmeTuKa
Bpara». K rnaBHomy repoto, oxu-
Jaloliemy BblUieTa B 3a/e as3po-
nopTa, NoAcCarKMBaeTCA He3HaKomeL,
M paccKasbiBaeT UCTOPUIO CBOEH
MU3HU, HAYMHAA OT AETCKMX CTpa-
XOB U 3aKaH4yMBasA YOMHUCTBOM HEHblI
repos. K KOHLY CneKTakna ctaHo-
BUTCA ACHO, YTO 3TO 6blna BCTpe4a
peanbHOro 4yesioBeKa co CBOMM (haH-
TOMOM. HenpoweHbin roctb Tek-
ctop TeKcenb — 3a Hero B CMeKTa-
Kne cam BapHaBa, — 310 U anbTep
3ro rnaBHOIoO reposf, U conorybos-
CKUM Mesikni 6ec, U roroneBcKas
HEYUCTb, U KapaMa30BCKUM 4epT,
BbIpBaBLUMHCA U3 NOACO3HAHUA CBO-
ero xo3fuHa. A Bcé Bmecte — nyu-
LWaA My*CKanA poJib, 3a KOTOPYIO
xopeorpact-UCnoSHUTENb NMONYYUI
cBoto BTOpYyto «3on0Tyo MacKy».

Ewe ogHa 0co6€HHOCTbL NOCTaHO-
BOK Bnagummpa BapHaBbl — cue-
HorpadM4ecKM OHU BCcerga acke-
TUuHbI (B «Maccaxupe» 310 NULIb
CKaMeMHKa oXuaaHus, B «nruHe»
rUpAAHAbI 1aMnoYvek, B « KameH-
HOM 6epere» noAaBeLLeHHble 6all-
MakM, B « MouapTe u Canbepu»
rpaHeHble CTaKaHbl BAOJb KY/IUC),
HO IEKCUYECKHU U306UYI0T MeTado-
paMM U KyNbTYPHbIMU Koaamu. Bo
BCEX MHTEPBbLIO Xopeorpagd roBopwurT,
YTO YepnaeTt BAOXHOBEHWE B NpPO-
M3BeAEeHUAX aBaHrapAUCTOB Ha4vana
XX BeKa. OH aKTUBHO paboTaeT c
My3blKOM 3TOro nepuoaa U nepe-
OCMbICNIAET, Hanpumep, 6Momexa-
HUKY MeWepxonbaa u 6ychcoHany
®doperrepa («lUuHenb. Banet»),

CHOREOGRAPHY

example of this is Salieri, for whom
he created the ballet Mozart and
Salieri — and who of course performs
in it (Varnava was nominated for the
‘Golden Mask’ Award for both the
choreography and the performance).

An interest in man’s subconscious,
the boundaries of consciousness
plays a huge role in many of
Varnava’s works — be it as part of
a ballet’s storyline or the emotion
conveyed through the dance form
itself (owing to their sheer impact
you could call them dance-thrillers
or ballet suspense). His piece

de resistance when it comes to
painting an ambivalent picture is
The Passenger (a collaboration with
the director Maxim Didenko) — a
ballet based on Amélie Nothomb’s
novel Cosmétique de I'ennemi

(The Enemy's Cosmetique). A
stranger takes a seat next to the
main character in the departure
lounge at the airport, and recounts
his life-story to him, beginning with
his childhood fears and culminating
in the murder of his wife. By the end
of the performance it becomes clear
that it was a meeting of a real person
with his phantom. The uninvited
guest — Textor Texel — performed
by Varnava himself — is both the alter
ego of the main character, as well
as Sologub's petty demons, Gogol's
evil spirits, and Karamazov's devil,
that have escaped from his master's
consciousness (and all together it
makes for the best male part and
one for which the choreographer
and the dancer received his

second ‘Golden Mask’ Award).

Another feature of Varnava's
performances is that their
scenography is always austere (in
The Passenger it is just a bench;

in The Clay, it takes the form of
garlands of light bulbs, in The Stone
Shore shoes hang suspended from
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MIO3UK-XOJUIbHbIE€ OTKPbITUA lonen-
30BCKOro anqa aHcaménsa « 30 repac»
(«nuHa»), BCcTynaet B Ananor ¢
®oKuHbIM (« BugeHue posbi» 1
«[MeTpyliKa»). Bpaa 11 MOKHO cuu-
TaTb 3TO TONbLKO yAayen, He noa-
Kpen/IeHHOM JINYHbIM PBEHUEM.

Mpu 3tom, pabotaa ¢ cepbe3HbIM
maTtepuanom, BapHaBsa npu nto6om
BO3MOXHOCTH Npuberaet K 1omopy
M Jaxe Ha3biBaeT CBOM Nocra-
HOBKM « LIYTKaMK». 3a cYeT «LIyTo-
YyeK» xopeorpadgy yaaetca ogHo-
BPEMEHHO pa3pagUTb 06CTaHOBKY

M ycunnTb 3 eKT Tparudgapca.
Ero repov cMa4Ho HyloT XOT-40rU
(«Maccaxkup»), Xo4AT B « LLANOYKax
13 donbru» (« 3anUcKKU cymacluea-
Lero»), NaaCHUYaloT U « TPaABAT»
apyr apyra (« lLnHenb. Banet»), ¢
NOMOLLbIO NMPOMYCKAaLWMX 3BYK rpa-
HeHbIX CTaKaHOB BbIACHSAIOT, KTO
reHuanoHee (« Mouapt u Canbepu»).

O cepbe3HOM « Urparoymu» 6yayt

M ero bnunxaniume npembepbl.

B Hayane maa oH coBmecTHO ¢ Mak-
cumom lnaeHKo BbinycKkaeTt B Tea-
Tpe Hauun «petpo-tytypuctmuye-
CKUI» MIO3UKA « LIMpK» no moTtuBam
O4HOMMEHHOMN COBETCKOM Kome-
Onvn AnekcaHapoBa, a B KOHLe
MecsAua cTtaBuT gnqa lNepmckoro
6anerta «[lleTpyLLKy», KOTOPbIA MOJY-
YU OMNATb e CMEXOBYIO XapaKTe-
PUCTUHKY — «4YepToBa KioyHaza».

N BHOBb HanMUo ABOMCTBEHHOCTD:
onpegeneHve XaHpa T0 /i co06-
LLaeT O NPUHAANEHKHOCTU OAHOMY U3
repoes, TO JIU BblpaKaeT OTHOLLe-
HUe xopeorpaca K NpoMcxoasLlemy.

CHOREOGRAPHY

above, in Mozart and Salieri faceted
glasses standing along the curtains)
but lexically however, they abound with
metaphors and cultural codes. In all
his interviews the choreographer says
that he is inspired by the works of early
20th century avant-garde artists. He
actively works with the music of this
period and reinterprets, for example,
Meyerhold's biomechanics and
Foregger's buffoonery (The Overcoat.
Ballet), Goleizovsky's musical
discoveries for the ensemble ‘30 girls’
(The Clay), and strikes up a dialogue
with Fokin (Le Spectre de la rose/

A Vision of a Rose and Petrushka).
Were it not for his personal fervour,
they wouldn’t be quite so successful.

At the same time, working with serious
material, Varnava resorts to humour
whenever possible and even calls his
performances "jokes". Through these
jokes the choreographer manages

to defuse the situation and at the
same time enhance the effect of
tragic farce. His characters eagerly
gobble up hot dogs (The Passenger),
wear foil hats (The Notes of a
Madman), clown around and bully
one another (The Overcoat. Ballet)
and try to find out who is the most
talented with the help of faceted
glasses (Mozart and Salieri).

His next premieres also seek to

make light of the serious stuff. In

early May, in The Theatre of Nations
he is releasing, together with Maxim
Didenko, a "retro-futuristic" musical,
The Circus, based on the eponymous
Soviet comedy by Alexandrov, and at
the end of the month stages Petrushka
for the Perm ballet — again devil's
clownery". Once again there is duality
here too: the definition of the genre can
be read as either a reference to the
belongings of one of the characters,

or as expressing the choreographer's
attitude towards what's happening.
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HaTanbA
OBYUHHHUHKOBA,
ob6o3peBaTtesib

natalia
ovchinnikova,
observer

XOPEOI'PA®UA

HeJIOBEeK-
HeBUANUMHKaA

B ogHOmM M3 cBOMX HUNBMOB —
«LiBeT Hauun» 0 nepsonpoxojLe
uBeTHor dotorpacdmnmn Cepree Npo-
KyamHe-Topckom — JleoHug, MNap-
(heHOB 3ame4aeT: KaK coBpe-
MeHHaA MpeuuMsa He Ta, 4YTO Mbl
3Haem no Mudam U apxXUTeKTyp-
HbIM NaMATHUKaM, a COBPeMeH-
Hbin Erunet He [lpeBHuHA Eruner,
Tak U coBpemeHHasa Poccua —
He HacneAHULa UMNEepPaToOPCHOM.

To e camoe MOXKHO CKasaTb U O
6anete. Bcé, 4To Mbl ceroaHa npu-
HMMaeM 3a WIKCTPaLMIO 3MOXH
lMeTtuna, Ao 1 nocne Hero, AOCTO-
BEPHO SiUWb OT4acTU. B oCHOBHOM
nepeA Hamu NMoNbITKU PEKOHCTPYK-
LMK, CTUIN3aLUU, COOCTBEHHDbIE
npeAcTaB/ieHUsA pa3HbiX 6aneTtmen-
CTepoB O TeaTpajibHOM NpasAae.
PeBonouma 1917 roga nepenommna
€CTeCTBEHHbIW X04, UCTOPUH, couna
KyNbTYpPHble KoAbl. BoT nouemy
COBpPEMEHHbIN PYCCKUM 6aner, B
OCHOBY KOTOPOIO MOJIOXEH MyaHT-
HblX TaHel, He NPAMOM HacneaHUK
MMNEepaTopCKOro, BNpo4Yem, Kak u
coBeTcKkoro. CoBpeMeHHbIH pyc-
CKMK 6anetr — 3TO OTOpBaBLLEeecs
3BEHO B NMOUCKaX CBOEH Lienu.

PykoBoguTtenb lNepmcKoro 6aneta
Anekceit MMpOLWHMYEHKO, NOXOXKe,
cyutaet MHavye. OCo3HaHHO WU Heo-
CO3HaHHO OH BbICTpaMBaeT CBOK
JIUHUIO TaK, 6yaATO XO4YeT NepeKku-
HYTb MOCT U3 CEeroAHALIHEero gHA

B 6aneTHbIX «30/10TON BEK». ToY-
Hee — MNpPOJIOHKUTb TOHHE/Ib, NOTOMY
YTO AENCTBYET OH He B 06Xx04 COBET-
CKOM 3MOXM, a CKBO3b Hee. He oTpu-
Laf ee AOCTUHEHUH, a BbUpasa U umx.
lMpuHumMan Ha ceba HacneaCTBEH-
HOCTb KaK XIX BeKa, Tak n XX.

CHOREOGRAPHY

the invisible
man

In one of his documentaries —
Tsvet Natsii (‘Russia in Bloom’)
about Sergei Prokudin-Gorsky,

a pioneer of colour photography,
Leonid Parfyonov notes that
today's Russia is not heir to the
pre-20th century Russian Empire,
just like today's Greece is not

the same country we know from
Ancient Greek Myths and classical
architecture or modern Egypt is
not the same as Ancient Egypt.

The same could be concluded
about ballet. Everything that we
consider today as harking back to
the age of Petipa — both before
and after it — is only partly true.
We tend to be presented with
reconstruction attempts, stylizations,
and performances showcasing
choreographers' own ideas about
theatrical reality. The Russian
Revolution in 1917 reversed the
regular march of history and turned
cultural codes on their head.
Contemporary Russian ballet,
which is based on pointe work
and referred to as ‘neoclassical’,
is neither a direct successor

of the imperial classical dance
genre, nor that of the Soviet ballet.
Contemporary Neoclassicism is a
link which has been severed from
its chain and lies in search of it.

Artistic Director of the Perm Ballet
Alexey Miroshnichenko seems to
have a different opinion. Consciously
or subconsciously he is developing
his strategy as if he wants to build

a bridge from the present to the
‘golden age’ of ballet. Or more likely
build a tunnel, because he is not
trying to bypass the Soviet age, but
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MupOLLUHUYEHKO yuyuica elle B
JleHUHrpaacKom xopeorpacuye-
CKOM yuunuule, a pabotan (cHa-
Yyana TaHUOBLUUKOM, 3aTeM 6aneT-
MeWlCTepoM, 3aTeM PENeTUTOPOM
6anetoB Yunbama dopcaiita) yHe
B MapuuHCKOM TeaTpe — Korga
TOT TO/IbKO-TO/IbKO Ha4YMHaN BHOBb
accounnpoBaTbCA C AOPEBOSIO-
LMOHHbIM HasBaHuem. B 2009
roay oH, 35-netTHuit xopeorpad,
ycneBLlXA 3acBeTUTbCA B CaHKT-
MeTepbypre, Mockse n Hbio-Mopke,
Bo3rnasun lNepmcKui 6aner.

Mpu no60om yaobHom cnydae Mupo-
LUHWUYEHKO rOTOB 03BYYMTb CBOKO
XyLOHKECTBEHHYIo cTpaTteruio. Jep-
MUTCA OHa, NO ero cjoBam, Ha
YyeTbIpex « KUTax»: KnacCUKe A0Co-
BETCKOM, KJ1aCCUKEe COBETCHOW,
lweAeBpax eBPONeMCKOM Xxopeo-
rpad1vu U npemMmbepax coBpeMeH-
HbIX NOCTaHOBLWMKOB. K nocneaHen
KaTeropyMu npuHagJieuT U OH.

MocTtaHoBKM MUPOLIHMYEHKO pas-
Hoo6pa3HbI No thopme U coaep-
HaHUIO, HO MO OAHOMY NMPU3HaKY,
B TOM WX MHOM CTENEHU Npo-
AB/IEHHOMY BO MHOrux paborax,
OHM BbICTPAUBAIOTCA B JIMHUIO.

B 2011 rogy B Nepmu coctoanacb
npemMmbepa xopeorpagpu4ecKoro
Beuyepa « B ctopoHy [arunesa»,
nporpamMmma KOTOpOro BH/o4Yana
[Ba He3ae3XeHHbIx 6aneta [xop-
nxa banaHunHa 1 ABe NOCTaHOBKHU
AneKkcea MupowHuyeHKo. OgHa

M3 HUX — « Bapuauuu Ha Temy
POKOKO» — CJIy¥UN1a OMMarKem
BanaHuuHy, gpyraa — «Lyt» —
cTtana napadpasom 04HOMMEHHOro
6aneta lNpokodbeBa, Bnepsbie
npeacTasfieHHoro mypy B 1921 roay
Tpynnon Aarunesa. CueHorpacums
«LWyTa» 6b1na cnenkom oopmne-
H1UA Muxamna JlapnoHoBa, a xope-
orpacmio MUPOLIHUYEHKO COYMHUN
3aHOBO, nNpeAcTaBafAA cebe, KaK 6bl

CHOREOGRAPHY

to move through it, tapping into its
achievements instead of renouncing
them, and embracing the heritage of
both the 19th and 20th centuries.

Alexey Miroshnichenko graduated
from the Leningrad State
Choreographic School, and worked
(first as a dancer, then ballet
master, and after that as a tutor
for William Forsythe’s ballets)

at the Mariinsky Theatre when it
was beginning to associate itself
with its pre-revolutionary name
once again. In 2009, the 35-year-
old choreographer became the
head of the Perm Ballet.

Miroshnichenko is always ready to
elaborate on his artistic strategy
which is based on four principles:
pre-Soviet classics, Soviet

classics, masterpieces of European
choreography and premieres of
contemporary choreographers.
Working as a choreographer himself
Miroshnichenko is more than
prepared to relinquish the floor to
others when the occasion calls for it.

His own productions are varied in
form and content. However, there
is one common thread, that runs
through all Miroshnichenko's works,
which serves to unite them.

In 2011 Perm saw the premiere of the
choreographic programme Du cété
de chez Diaghilev composed of two
lesser known ballets by George
Balanchine and two productions by
Alexey Miroshnichenko. One of them,
The Buffoon, was a paraphrase of a
one-act ballet of the same title from
1921 composed by young Prokofiev
and staged by designer Mikhail
Larionov and dancer Tadeusz
Slavinsky. In the Perm premiere,

the set design mirrored that of
Larionov’s, while choreography

was created completely afresh
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MOr BbIrNAAEeTb B COOTBETCTBYHOLUX
AeKopauuax U KocTiomax 6aneTHbln
JYy60K, C NO3ULUK COBPEMEHHOro
aptucta. OH oKasasnca noa cratb
CBOEMYy co3aresilo: YMepPeHHO Npo-
CTOHapOAHbIA U C 3allM(pPOBaAHHbLIMH
YUCTO 6aNEeTHbIMU LYTOYKAMM.

Cnepyowui npumep — «Jlebe-
AWHOEe 03epo» ABYXJIeTHen AaB-
HOCTH, CKOJIOK «30/10TOro» 6aneta
Metuna — UeaHoBa 1895 roaa. [lo
HalKX AHEN COXPaHUJIUCD JIULLb
¢parMeHTbl TOM IereHAapHoOM nocra-
HOBKM: « 6enbli aKT», HeanoauTaH-
CKWUM U BEHrepcKkum TaHubl JlbBa
MUBaHoBa, pas de trois ¢ aHA poxge-
HUA NpUHLUA, «4epHoe» pas de deux,
MCMaHCKKM TaHel, U masypka Mapu-
yca lNetna. PapuTeTHble OTPbIBKU
MupoLLHUYEHKO «yKyTan» B aBTOp-
CKYI0 Xopeorpaduio, ymeno CTu-
JIU30BaHHYIO Mo CTapuHy. B atom
CrNeKTaKJ/ie BCE cAeNaHo C OriAaKoM
Ha 3noxy KoHua XIX BeKa: yaniuHeH-
Hble MNbIlWHbIE TIOHUKU «nebepen»,
aHcambneBble TaHLbl, COYMHEHHbIe
B CKPOMHOM «NPUABOPHOM» MaHepe
v apabecku Ha 80, a He Ha 180 rpa-
aycoB. EaMHCTBEHHOE OTKIOHEHHue
«OT HOPMbI» — HOBOE JIM6PEeTTO
Xxopeorpada, B KOTOPOM OH nepe-
OCMbIC/IAIET MMaBHbIX KOHM/IUKT
CMEeKTaK/1g U NEPEHOCUT aKLEHT C
npuHueccbl OaeTTbl Ha NpUHUa 3ur-
¢puaa u 3noro reHua Port6apra.

HakoHeu, HoBenwmn 6anet Mupo-
LWWHUYEHKOo — « 3onyLwiKka» 2016
roga, nocraB/ieHHAA Ha U3BECTHYIO
My3biKy MpoKodbeBa U N0 HOBOMY
nuépetTo. B aToT pa3 Anekcen
MupoLLUHUYEeHKO AeTanbHO BOCCO3-
[aeT «30/10TOM BEK» Ye COBeT-
CKoro 6aneta, nomewan cobbIiTUA
B 1950-e roabl. MHOrocnomHbIn
(He cnyyYarHO ero TyT e Npo3Bau
«TeaTpanbHbIM POMAHOM») CMeK-
TaK/ib NUTaeT pasHble KaTeropuu
3pUTEsIeN: apTUCTbI TAHLYIOT C/IOBHO
6bl NPO3y COGCTBEHHOM HHU3HM,

CHOREOGRAPHY

by Miroshnichenko. He wanted

to show how a folk story told in
contemporary ballet terms could
look — and it turned out remarkably
similar to its creator’s vision:

a picture that was moderately
Russian, moderately demotic, and
demonstrating purely ballet jokes.

The next example from 2015 is Swan
Lake — a ‘golden chip’ of the ballet
by Petipa and lvanov of 1895. Today
we only have fragments left from this
best-known ballet of all time: Lev
Ivanov's the white act, the Neapolitan
and Hungarian Dances, and Marius
Petipa's pas de trois from the
Prince's birthday celebrations, the
black pas de deux, the Spanish
Dance and Mazurka. Miroshnichenko
wrapped these valuable fragments

in his own choreography, skilfully
stylised to historical performances.
Everything here is paying homage to
the late 19th century — the longer
tutus of the ‘swans’ costumes, the
modest, ‘court style’ ensemble
dances and 80 degree arabesques
instead of those performed at 180
degree. The only thing not fitting

the ‘norm’ is the new libretto of the
choreographer, as he reinterprets
the main conflict of the ballet and
transfers the focus from Princess
Odette to Prince Siegfried and his
opponent, evil sorcerer Rothbart.

Finally, the latest of
Miroshnichenko's ballets today

is Cinderella from 2016, staged

to the famous music of Prokofiev
and once again to a new libretto
by the chorographer. In this ballet,
Alexey Miroshnichenko recreates
the ‘golden age’ of Soviet ballet by
setting it in the 1950s. This multi-
layered ballet (no coincidence

it was immediately christened

a ‘theatre novel’) gives food for
thought to different audiences:
ballet dancers experience their
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3HATOKK UCTOPUM MONYYAIOT UIJTIO-
CTpauMIo COBETCKOM NnponaraHAabl, a
LeHUTE/IN COGCTBEHHO TaHUa BUAAT,
KaKkuMm 6bl1 — a TouHee KaK Mupo-
LUHWYEHKO ero cebe npeacras-

nAeT — CTUAb ToM anoxu. MNony-
YyaeTcA: IMPUYECKUINA, HO MOTYUYUH,
My3blKa/bHblK, HO CUI0OBOM, CTUJb,

B KOTOpOM Apambanert, xopeope-
HMUCcypa U xopeocUMpOHUA cocea-
CTBYIOT B OAHOM npocTpaHcTee. U He
NPOCTO COCeACTBYIOT, a nepenserta-
IOTCA M 06pPa3yloT HOBYIO TEKCTYPY.

B aTom cocTouT 04HO U3 3ameva-
Te/bHbIX Ka4eCTB B HaType Xopeo-
rpacda MUpPOLIHUYEHKO — eMy CBOM-
CTBEHHAa Xy[0KeCTBeHHasA naacTuy-
HOCTb U CNOCOOHOCTb NepennaBnATb
3/1eMEeHTbI Pa3HOro B e4MHOe Liesoe.

Ero yBaxutenbHoe obpalieHue

C YYHUM MaTepuasioMm Bblpaa-
€TCA He B 6YKBa/lbHOM KOMUpO-
BaHWK, XOTH LMTaTbl TOYHbI U
y3HaBaeMmbl, a B Nepeocmbice-
HWUU KYNBLTYPHbIX KOAOB U nepe-
JIOME€HUM UX HA COBPEMEHHOCTb.
TaxkoBs, no MUpOLWHHUYEHKO, rnaB-
HbIA MPUHLUMMN HEOKaCCULM3Ma, K
KOTOPOMY OH ce64 NpUYMCIAET.

MopasutenbHo, Kak nerko Mupo-
LUHUYEHKO roTOB OTKa3aTbCA OT
«cebnay», cTatb Nosor hopmMon 1
Hano/IHUTb €e HOBbIM COoAepHa-
Huem. Ero ctunb HenpumeTeH —

B TOM CMbIC/1e, YTO AEPHUTCA He
Ha KaKOM-TO APKOM NpumeTe (NpU-
eme, XapaKTepPHOMW TeMe WJIN HaH-
poBbIX NpeanoyYTeHUAx). Ho «B
3TOM HEy/I0BUMOM CTWJIe — [1aB-
HasA LUEeHHOCTb, HO Y rnaBHasA TpyA-
HOCTb... 6aneTa, KaxyLeroca CTosb
HEC/NIOMHbIM. YI0BUTb 3TOT CTUJIb
B TaHuUe TPYAHO, KaK U 0603Ha-
YUTb B CJIOBaxX, — €ro Hago no4vyB-
CTBOBaTb, UM HaZ0 BOCXUTUTBLCA®'.
BbanetoBeg Bagum MNaesckui npo-
M3Hec 3TU cnosa B agpec Muxa-
una ®oKUHaA, HO OHWU NO-CBOEMY
YMECTHbI U B 3TOM CUTyaLMM.

CHOREOGRAPHY

own life in dance, historians see

an illustration of the ideological
propaganda using ballet as a tool,
and dance connoisseurs observe
the style of that era — lyrical and
vigorous, musical and powerful, or
rather the way Miroshnichenko sees
that style. A style in which dramatic
ballet, choreographic directing and
choreographic symphony coexist
within the same space. And they
don’t just coexist, but rather are
interwoven like threads, which come
together to form a new texture.

This is one of the outstanding
qualities of Miroshnichenko as

a choreographer: his intrinsic
artistic plasticity and ability to weld
different elements into one whole.

His respectful treatment of someone
else's legacy is not in any way
‘copycat’, albeit his citations are
precise and recognisable, but the
choreographer comes into his own
when it comes to reinterpreting
cultural codes and relating them

to modern day. According to
Miroshnichenko, this is the main
principle of Neoclassicism.

It is amazing how easily
Miroshnichenko can withdraw from
‘himself’ to become a hollow mould
ready to be filled with new content.
The words of ballet historian

Vadim Gajewski when talking
about Michel Fokine are no less
relevant here: "this imperceptible
style is the main asset, but also the
main challenge... of ballet which
seems so simple. It is as difficult
to detect this style in dance, as it
is to put it in words — it needs to
be felt, it needs to be admired."

One can feel this style in the
impressionist piece The Dying Swan
to the music of Saint-Saéns, in

the genre work I Don't Love You to
the music of Weill, in the graceful
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3T10T HeynoBUMbIN CTUNb MUPOLLHUK-
YEHKO YYBCTBYETCHA B €ro UMNpeccu-
OHUCTCKOM KapTHHe « YMUpaloLLUin
nebeab» Ha My3biky CeH-CaHca,

B 6bITOBOIM 3apUCOBKe O paccTa-
BaHWU BOONEHHbIX « Al Te6A He
n6ao» Ha My3biky Bannsa, B usALl-
HbIX « Bapnauuax Ha TeMy pOKOKO»
Ha My3blKy YanKoBcKoro. YyBcTBy-
€TCH OH U B ABYX BEJ/IMKONENHbIX
afakuo U3 « 30/1yLLKU», U3 KOTO-
PbIX UAYLWHUIK NepBbiM — Ay3T Bepbl
HaapemauHoi n ®paHcya («aaa-
MU0 C BO34YLIHBIM LUAPUKOM») —
CBOEW UBeToBOM raMmMoOM, TOMHbIM
HacTpoOeHMEM U ApamMaTU4EeCKOM rny-
6MHOM HanOMUWHaeT KapTuHy « Hag
ropogom» Mapka Llarana. Takown
e COH HasABY, TaKas e Lems-

LA rpyctb Npy co3epuaHuu ero.

Bot noyemy naesa, chopmynmpo-
BaHHaA AneKkceem MUPOLLUHUYEHKO

B « ap-nTuue», ye Ha ypoBHe
3aMbliC/ia BOCMPUHMMAETCH KaK
Ky/IbMMHaLUA ero cTtpaterum no coe-
OWHEHUIO 3MoX. DTO TOT cCaMbli CKO-
POCTHOM TOHHENb CKBO3b XX BEK.
Becb 6anet XX BeK — 3a 40 MUHYT.
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CHOREOGRAPHY

Variations on a Rococo Theme to
the music of Tchaikovsky. This
imperceptible style can be felt

in two magnificent adagios from
Cinderella: the one coming first,
the duet of Vera Nadezhdina and
Francois (which has already been
called an “adagio with a balloon”),
with its colour scheme, the unique
mood of the moment and true
experience shown by the dancers
reminds us of the painting Over the
Town by Marc Chagall. The same
kind of daydream, same piercing
sadness witnessing it provokes.

The idea formulated by Alexey
Miroshnichenko in The Firebird
already looks like a culmination
of his strategy combining eras.

It is that uncanny high-speed
tunnel which transports us
through the 20th century. Ballet
spanning the breadth of the 20th
century in a mere 60 minutes.
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remote perm

3TO (He) COoH.
BOJILLEOHbIN (hoHapb HAa MY3bIKYy CaTU U KerhaKa

CKpbITbl€ U3pevyeHunua

aquaSonic

MopraHa




performances

remote perm

this is (not) a dream.
magic lantern for satie/cage

the hidden sayings

aquaSonic

morgana
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remote perm
CMeKTaK/Ib-NpoOMeHas,
rimini protokoll

aBTOpP KOHLUENUMU U cueHapuAa,
peruccep:

wredaH Karu

aBTOp cueHapuA
NOCTaHOBKU B NepmMHu,
peruccep:

nopr KappeHbayap
BTOPOM peruccep:
aHTOH po3e
cayHa-Au3anHep:
HUKONAC HUUKe
cayHA-Au3anHepbl
NOCTaHOBKU B NepMHu:
HUKONAcC HUMKe,

KaTA pelleTHUKOoBA
ApamaTypru:

MY/NIbeH MeHHesb,
anéwa 6erpuy
BblNyCKalLiue npoarcepbl:
KapOoJIUH reHTU,
Mapus AMMHa
nepeBOAYMK:
aHacTacuA KasakoBa

Mpu noagaepKe LLBeluapckoro coseta
no KynbType «Mpo MenbBeuusa»

Remote X — npoekT, co3aaHHbIi Rimini
Apparat B konpoaykuuu ¢ HAU Hebbel

am Ufer Berlin, Maria Matos Theatre
Munucupal u lére-uHctutytom B MopTyra-
nuu, Theaterformen Hannover/Braunschweig,
Festival d'Avignon, Zircher Theater Spektakel,
Kaserne Basel. OH npoBoguTca npu noa-
nepHKe 6epnuHckoro Capital Cultural Fund,
a Tak#e Fachausschuss Tanz und Theater
Kanton Basel-Stadt, House on Fire 1 kynb-
TypHoI nporpammbl EBponeiickoro Cotosa.

PERFORMANCES

remote perm
promenade performance
by rimini protokoll

concept, script

and direction:
stefan kaegi
research, script
and direction perm:
jorg karrenbauer
director assistance:
anton rose

sound design concept:
nikolas neecke
sound design perm:
nikolas neecke,
katia reshetnikova
dramaturgy:

juliane mannel,
aljoscha begrich
production management:
caroline gentz,
mariya lyamina
interpreter:
anastasia kazakova

With the support of Swiss Arts
Council Pro Helvetia

Remote X is a Rimini Apparat GbR production.
In co-production with HAU Hebbel am

Ufer Berlin, Maria Matos Teatro Municipal

and the Goethe Institute Portugal, Festival
Theaterformen Hannover / Braunschweig,
Festival d'Avignon, Theater Spektakel Zurich,
Kaserne Basel. Supported by the Capital
Cultural Fund Berlin and Fachausschuss Tanz
and the Theater Kanton Basel-Stadt. A House
on Fire co-production with the support of the
Cultural Program of the European Union.
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remote x —
3TO...

¢ NMpomMeHaA-CrneKTak/lb B JeKO-
pauuAx ropoacHuX yiauL,

¢ 3KCKYpCUA-KBECT noj ynpasJie-
HUEeM UCHYCCTBEHHOIro UHTeI1IeKTa

* TBOPYECKUI IKCMEPUMEHT,
HarNnoMWHaIOLMUIA KOMMbIOTEeP-
HYIO Urpy B TOPOACKUX peanuax

* MONyAApHbIA aTTPaKLMUOH
0 cBob6ose U MUPO34aHUU

* nepgopmaHc 0 BOoCnpuA-
TUK cebd B ropoOACHKOM Npo-
CTPAHCTBE B pexMMme CTepeo

B pamkax MexayHapoaHoro Adaru-
neBcKoro ¢ecrusana — 2017,
ABaxAabl B AeHb, 50 3putenen-
YY4aCTHMKOB OAHOMO CMNeKTa-

KNA 6yayT coBepLlaTb nyTelue-
CTBUE BHYTPb ropoAa, B KOTOPOM
NpoLL/IO AETCTBO TeaTpa/ibHOro
HoBaTopa Cepres Jarunesa.

ABTopbl Remote X — apama-
TYPru U pexuccepbl U3 KOMaHAbI
Rimini Protokoll uccnegosanu yxe
6onee 30 KpynHbIX ropog0B MUpa:
ot bepnuHa go Can-lMayny, ot
MockBbl Ao Hbto-MopKa, ot A6y-
[abu no JlongoHa. na kaxaoro
HOBOIO ropoAa OHU MULIYT UHAU-
BUAYyaNbHbIA CLLeHapWui, COYU-
HAIT My3blKkaJibHble TPEKH, NPoO-
KNaAablBaloT 0co6bie MapLIpyThl.

B 3TOM cneKTaKne HeT aKkTepoB.
YyactHMKKM Remote X — oHM ke
LENCTBYIOLLUE /LA U UCTNONHU-
Tenu. MNepes ctaptom BCe Nosny-
YalT HayWHUKKU. CUHTETHYE-

CKWM rosioc, HanoMHUHarLWMn

ronoc GPS-HaBuratopa, npous-

PERFORMANCES

remote x Is...

* a promenade-performance
which takes place within the
urban surrounds of city streets,

* an excursion-quest managed
by artificial intelligence,

* a creative experiment that
resembles a computer game
set in an urban reality,

* a popular attraction on
freedom and the universe, and

¢ a performance on perception
of the self within the urban space
recorded in stereo mode.

Remote Perm will be held within
the framework of the International
Diaghilev Festival 2017. Twice

a day, between May 15 and 24,
50 spectators will be able to

go on a tour of the city in which
theatrical innovator Sergei
Diaghilev spent his childhood.

The authors of Remote X, which
comprises playwrights and
directors from the Rimini Protokoll
team, have already explored more
than 30 major cities worldwide:
from Berlin to Sdo Paulo,

Moscow to New York, and Abu
Dhabi to London. For each new
metropolis, they write an individual
script, compose a soundtrack,
and prepare special routes.

The performance has no actors.
The participants in Remote X
double up as its actors and
performers. Everyone gets
headphones before the start of
the performance. A synthetic
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HOCHUT neps.ylo dpa3sy: «lpuBer,
MeHA 30ByT AneKc!» — v npeana-
raet cnenoBaTb €ro yKasaHusM.

Remote X co3paet cayHATpPEK nap-
KOB, MJIOWAaA0K, TOProBbIX LLeH-
TPOB, LlepPKBEK, KnaaomLL U nabu-
puHTOB YnuL,. CTepeosanucu u
My3blKanbHoe otopmieHue npe-
BpallaeT ropoACKOM nemsamx B Y-
HblK OUIbM ANA KaKaoro yyacr-
HUKa. MCKYCCTBEHHbIA UHTENNEKT
MU3yyaeT HeBeAOMble TEPPUTOPUMH,
LOUCTAHLMOHHO MOBMIN3YA yyacT-
HUKOB Ha AencTBUA. U ¢ KaxKabim
LIaromMm ero rojloc CTaHOBUTCH BCE
60/1blLe NMOXOX Ha YeIOBEYECKUM.

Rimini Protokoll — KomaHga co3-
patenen Remote X — 6asupyerca
B bepnuHe. B 2002 roay Xenb-
rapa Xayr, lLtedan Karu u Jaum-
enb Betuenb cranu paboratb BMe-
cTe noj 3TUM Ien6710M, Ha3BaB
CBOEM MUCCUEN MOCTOAHHOEe pas-
BMTUE MHCTPYMEHTOB TeaTtpa 4Jid
HeO0b6bI4YHOro B3rns4a U ocMbicne-
HUA peanbHOCTU. 3a CBOMU TeaTpalib-
Hble pa6oTbl U nepcopmMaHchl Rimini
Protokoll HeogHOKpaTHO CTaHOBU-
NUcb obnagartenAaMu pasiMYHbIX
npemMuin B cthepe UCKYCCTBaA, B TOM
yucne: HaumoHanbHOM TeaTpanb-
Hoi npemuu Nepmanun « PaycT»,
EBponencKon TeaTpanbHOM npe-
MWU «3a HOBbl€ TeaTpaJibHblie
tdopwmbl», CepebpsaHoro sbBa BeHe-
LMaHCKoM 6ueHHane, XVIlI AnoH-
cKoro cdectmuBana Megua, LUsen-
LapCKOM TeaTpasibHOM NpeMUHU.

lMpoekT Remote X ctaBUT BOonNpoc o
3Ha4YeHUHU UCHKYCCTBEHHOro pasyma
ON[ ropogos byayuwero, 0 My3blKe
ropoza B HaCTOALLEM; O YaCTHOM U
06LLEeCTBEHHOM; O HMU3HU U CMEPTH;
0 CTepeoTunax U HoBaTopCTBe.

PERFORMANCES

voice resembling the that from a
GPS-navigator pronounces the
first sentence: “Hello, my name
is Alex!” and then proposes
you follow his instructions.

Remote X creates a soundtrack
for parks, squares, shopping
centres, churches, cemeteries
and the labyrinthine streets.
Audio recordings and music
turn the city landscape into a
personal film for each participant.
Artificial intelligence studies the
unknown territories, remotely
mobilizing the participants. And
its voice becomes more and
more human with every step.

Rimini Protokoll, the team of
creators behind Remote X, is based
in Berlin. In 2002 Helgard Kim
Haug, Stefan Kaegi and Daniel
Wetzel began to work together under
this brand, highlighting as their
mission the constant development
of theatre instruments for an
unusual vision and understanding
of reality. Rimini Protokoll has
received numerous awards for

their performances, including: the
German National Theatre Award —
‘Der Faust’, the European Prize for
New Theatre Forms, the Silver Lion
of the Biennale for Performing Arts
in Venice, the Excellence Award of
the 17th Japan Media Festival and
the Swiss Grand Prix of Theatre.

The Remote X project raises the
question of the meaning of artificial
intelligence for cities of the future
about the music of the city at
present; about the private and the
public; about life and death; about
stereotypes and innovation.
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@ yacTHaAa ¢unapMoHUA « TPUyMd»

PERFORMANCES

@  philharmonic society ‘triumph’

«3T0 (He) CoH. BonWwe6HbIM hoHapb
Ha My3bIKY CaTU U Kenama»

cdopTtenuaHo: anekcen 1Io6MmoB
peruccep, aKTpuca: 1yus MoaTtu

B nporpamme:

‘this is (not) a dream.
magic lantern for satie/cage’

piano: alexei lubimov
director, actress: louise moaty

the programme includes:

AMOH Kenax

«YyeTbipe CTeHbI». hparmeHT
3PUK caTu

«Ha hoHape»

3PUK caTu

«CTpOroe BHyLUEHUE»

AMOH Kenax

«BpeMeHa roaa».

npenausa U « BeCHa»

3PUK caTu

«Ha Kopabne»

3PUK caTu

«CrMopT MU pa3B/ie4eHUA»
3PUK caTu

«ManeHbKaa yBepTiopa K TaHuy»
3PUK caTu

«TaHUYOLWWM naau»

3PUK caTu

«CUHeMa». (hparmeHT

AMOH Kenax

«CIOUTa ANA UrpyLLEeYHOro NMaHUHO»
AMOH Kenax

«KOMHaTa»

AMOH Kenax

«My3blKa 4NnA mapcena AiowaHa»
AMOH Kenax

«rnpentoaua ana megutaumum»
3PUK caTu

«rnpeanocnegHue MblCaU»
AMOH Kenax

«YyeTbipe CTeHbI». (hparmMeHT
AMOH Kenax

«COH»

AMOH Kenax

«YeTblpe CTeHbI». TaHeL,
AMOH Kenax

«4yygecHaa BgoBa»

AMOH Kenax

«onacHas Ho4Yb». YacTU 4 U 6
3PUK caTu

rHocueHHa N2 5

john cage

four walls. fragment

erik satie

sur une lanterne

erik satie

severe reprimande

john cage

the seasons. prelude and spring
erik satie

sur un vaisseau

erik satie

sports & divertissements
erik satie

petite ouverture a danser
erik satie

les pantins dansent

erik satie

cinema. fragment

john cage

suite for toy piano

john cage

a room

john cage

music for marcel duchamp
john cage

prelude for meditation
erik satie
avant-dernieres pensees
john cage

four walls. fragment

john cage

dream

john cage

four walls. dance

john cage

the wonderful widow
john cage

the perilous night. parts 4 and 6
erik satie

gnossienne no. 5
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aJfieKceu
noo6mumoB

(poccun)

JlereHgapHbI POCCUMCKUIM NUa-
HUCT, OPraHMCT, AUPUHKEDP U Neja-
ror. HapoaHbin aptuct Poccum.

Mo okoH4YaHMK MOCKOBCKOM rocy-
LapCTBEHHOMW KOHCepBaToOp1H

um. M. U. YanKoBcKoro, Knacc len-
puxa Helraysa, y:e B Ha4yane cBoeu
Kapbepbl JllobumoB 06Hapy*un paB-
HYIO CTPACTb KaK K My3blKe 3MOXuU
6apoKKO, UCMOJIHAEMOW Ha CTapUH-
HbIX MHCTPYMEHTAaX, TaKk U K COYU-
HEeHMAM KOMMO3UTOPOB XX BeKa —
ot LLéH6epra go Cochmu Ny6anay-
nuHon u ApBo lNapTa. PykoBoaun
aHcambnem « Mysbika — XX BEeK»
(1969—1974), KoTopbIi NepPBbIM

B CCCP Hauyan ucnonHATb npous-
BeaeHuA bynesa, LLITokxay3eHa,
Kenga, Pannu. Mogan naeto cos-
naHua B MockoBCKol KOHcepBaTo-
pyK harkynbTeTa UCTOPUYECKOIO U
COBPEMEHHOI0 UCMOJIHUTENIbCKOro
MUCKYCCTBa, rae Bnepsblie B Poccuun
6bl/1n BBEAEHbI NporpaMmmbl 06y-
YEeHMA Ha CTapUHHbIX UHCTPYMEH-
Tax. o ero MHeHUI0, « CTapHUHHasA
My3blKa, KNaCcCHUKa, POMaHTU3M,
aBaHrap, — KaK pasHble A3bIKW.
Y106b1 OOUTLCA NOAJIMHHOCTH,
MY3bIKaHT OJIKEeH CTaTb NOJIUIIO-
TOM...» Bcemu aTumMn « A3bikamm»

MY3bIKaHT BlajeeT B CoOBepLUeHCTBe.

C 1998 roaa Jlio6nmoB sABnAeTcA
TaK#e npodeccopom YHMBepcuTeTa
Mozarteum B 3anbubypre. 3anucu
ero nNpousBeAeHUA BbIXOAW/IU Ha
nenbnax « Menoaus», Erato, BIS,
Sony, ECM n Harmonia Mundi.

PERFORMANCES

alexel
lubimov

(russia)

Alexei Lubimov is a legendary
Russian pianist, organist, conductor
and teacher; the People’s Artist

of Russia. After graduating from
Tchaikovsky Moscow State
Conservatory (class of Heinrich
Neuhaus), in the very beginning of
his career Lubimov revealed his love
both to baroque music performed
on traditional instruments and to
music of the 20th century — from
Schoénberg to Sofia Gubaidulina

and Arvo Part. He lead ‘Music

of the 20th Century’ Ensemble
(1969—1974) that was the first
ensemble in Russia to play pieces
by Boulez, Stockhausen, Cage,

and Riley. He spearheaded and
chaired the Department of Historical
and Contemporary Performance at
the Moscow Conservatory — the
first to offer teaching in period
instruments. He believes that “early
music, music of the Classical and
Romantic periods and the avant-
garde are like different languages.
In order to achieve authenticity

a musician should become a
polyglot...” This musician is

fluent in all these “languages”.

Since 1998 Alexei Lubimov has
also been a Professor at the
Mozarteum University of Salzburg.
His recordings have been issued
on the Melodia, Erato, BIS, Sony,
ECM and Harmonia Mundi labels.
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NyUus
MOaTH

(bpaHumn)

®dpaHLuy3cKana aKTpMca U perHuc-
cep, yB/ie4eHHanA uaeen CUHTe3sa
MCKYCCTB — JpamMaTU4eCKoro tea-
Tpa, My3blKU U NNACTUKK. Jlyus
Moatu oKOHuMna YHuBepcurter
Mapwu lll «HoBasa Cop6oHHa».

B TeyeHWe HEeCKONbKUX NIeT COTpyA-
HUYana B Ka4yecTBe aKTPUChbI C pas-
JIMYHBIMU peruccepamMu U Tea-
TpanbHbIMM KOMaHZAMM, @ NOTOM
co3gana co6CTBEHHYIO KOMMaHUIO
Les Mirages (« Mupaun»). Csoto
TBOpPYECKylo 3aga4y Jlyus Moatu
BMAWUT B TOM, 4YTOObI CO34aBaTb
HOBble (hOpMbl B3aUMOLENCTBUA C
ayauTopuen, npenocTaBnaa 3puUTe-
NAM abcontoTHyo cB060AYy UHTEpP-
npeTtaluyi U co3gaBan yc/IoBUA
ONA YHAKaNbHbIX 3KCMEepPUMEHTOB
Ha NyTU K HOBbIM FOPU30HTaM.

Cpeau npoektoB MoaTu ecTb,
HanpuMmep, NoayCcLeHU4YeCKue-nony-
KOHLepTHble npeacTtaBneHus Ela mn
Soyo, co3aaHHble B COaBTOPCTBE

¢ (hpaHUy3CcKo-6pa3nnbLCKON NeBU-
LeH, BbiCTynawLwen nog ncesao-
Humom Dom la Nena (2013, 2015).

A TaKe TeaTpa/iibHO-My3biKa/b-

Hoe nytewecTBue «lapux — Hblo-
Mopk — Opecca» (2015) ¢ yya-
CTUeM My3bIKaHTOB rpynnbi Les Yeux
Noirs, nocBsiLLLEHHOE TeMe MUrpaLmu
eBpenCcKux 6exeHueB U3 Ogeccobl

B Hbto-MopK B Hauane XIX BeKa.

PERFORMANCES

louise
moaty

(france)

Louise Moaty is an actress and
stage director from France,
passionate about fusion of theatre,
music and plastic arts. She got her
Master Degree at the University Paris
lll (The New Sorbonne University).
After performing with different
directors and theatre companies
she founded her own company

Les Mirages (‘Mirages’) in order to
create her own artistic adventures.
Working with contemporary and
classical texts, promoting in
particular poetry as a privileged
space for freedom of thought, Louise
Moaty's unyielding ambition is to
create new relationships with her
audience by offering them, with
great freedom and numerous artistic
mediums, unique experiments in
order to open up new horizons.

Louise Moaty is the author of semi-
staged productions such as Ela and
Soyo with French-Brazilian singer
Dom la Nena (2013, 2015) and

the show Paris New York Odessa
(2015) with musicians from the
group Les Yeux Noirs. The central
topic, migration, is addressed
through the long journey of the
Jewish refugees, from Odessa to
New York in the early 19th century.
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Haw gyat ¢ Jlyus Moatu cnoxunca
HECKOJIbKO NieT Ha3aa. Jlyus B ogHOM
nuvue pexuccep 6apoyHbIx onep,
AU3arHep KOCTIOMOB U aKTpuca.

B Hayane 2010-x oHa caenana npo-
eKT « Bonwe6bHblit hoHapb» C KnaBe-
CMHUCTOM Ha My3bIKY (hpaHLy3CKOro
Komnosutopa PpaHcya KynepeHa
(1668—1733). Uaen pecTtaBpa-

LMW U YCOBEPLUEHCTBOBAHUA BOJI-
webHoro oHaps, LWWMPOKO pac-
npocTtpaHeHHoro B XIX BeKe npea-
LIeCTBeHHUKA KMHOannapara, U
COEeMHEHUA ero C *UBOW MY3bIKOK
6blna Tenao npuHATa Bo PpaHuuK,
NoKasbl NPOLU/M NO BCEM CTpaHe.

Mocne ycnexa nporpammbl Kyne-
peHa Jlyns pewumna o6paTtutbca

K 9puRry Catn. CounHeHusa IpuKa
Catu (1866—1925) HocAT Bceraa
3abaBHble, UHOT4a ABYCMbIC/NIEHHbIE,
HepeAKo napaaoKcasbHble, abcypa-
Hble Ha3BaH1A, UMeloLLMe Mano
obuero ¢ coaepxaHnuem My3blKH.
lMopo# oHM faxke oTBOpaYMBalOT
yuTaTena-caywartensa oT My3bikU

M 4al0T BOJIIO ero BOOOpaKeHHUIo.
Co6CTBEHHO Nbecbl OpraHM30BaHbI
thopMasibHbIM, O4YEeHb HECTKUM, A
6bl gaMe CKasan, KOHCTPYKTUBUCT-
CKMM cnoco6om. NNoMMMO HeOoHu-
OaHHbIX Ha3BaHWK, B HUX NMPUCYT-
CTBYIOT CIOXKETbl, KOTOPbIE pOXKAaa-
IOTCA U3 peMapoK KomnosuTopa. ITu
TEKCTbI, TOMe pacCKasbliBalowme
CBOM ManeHbKue UCTopuu. OHU-TO
W NPUBNIEKNIU BHUMaHUe Jlyns.

Koraa y Hee co3pen niaH HOBOro
BoJsilLe6Horo hoHaps, Ha ABope 6bin
2011 roa. Al Torga TONbLKO Ha4YMHan
3aHumaTbeA CaTu, HO Y MeHA ye
6bin 3anucaH ero « CbiH 3Be3a» U
roToB OAHOUMEHHbIN CNEeKTaK/b C
MUBOW MY3blKOM, BOKaJIOM, TaHUaMH
M BUAEO0, NOKa3bl KOTOPOIro NPOLIU
B MocKBe u Nambypre. Jlyus npea-
JNIOMUNa MHe cAaeslaTb COBMECTHYIO
nporpammy. M Toraa a npeanoxun
€1 NpuBHECTU B Hee Kengxka.

PERFORMANCES

Our collaboration with Louise Moaty
started a few years ago. Louise is a
stage director of Baroque operas, an
actress and a costume designer all
in one. In the early 2010s, together
with a harpsichordist, she created
the project ‘Laterna magica’, set

to music by the French composer
Frangois Couperin (1668—1733).
The idea to restore and refine the
magic lantern — a predecessor of
the movie camera, popular in the
19th century — and to integrate

it with live music was warmly
received in France and shows

were held all over the country.

After the successful Couperin
programme, Louise decided to
approach Erik Satie (1866—1925).
His compositions all have humorous,
sometimes ambiguous, often
paradoxical titles, which have little to
do with the content of the music. In
some instances, they even turn the
reader/listener away from the music
leaving their imagination to run wild.
The music pieces themselves have
a formal, very rigid — I'd even go

as far as to say constructivist —
structure. Besides the unexpected
titles, they feature plots born from
the composer's remarks. These
texts, which also tell small stories

of their own. It was these that
attracted Louise's attention.

She came up with a plan for a
new magic lantern back in 2011.
At that time, | had just started
working on Erik Satie's music and
had already recorded his Le Fils
des étoiles (The Son of the Stars)
and devised a performance with
the same title featuring live music,
dance and video to be shown in
Moscow and Hamburg. Louise
suggested we created a joint
programme. And then | suggested
including John Cage in it.



193

aneKkceu
nobmumos,
NMAAQHUCT

alexei
lubimov,
pianist

I,@

A
;}

MNEP®OPMAHCbI

Ana meHa IxoH Kenax (1912—
1992) — oaHa U3 LeHTpasbHbIX
¢uryp B My3bike XX BeKka U B MOeW
JIMYHOM TBOpPYECKOM 6uorpactmm B
YacTHOCTU. Ero counHeHua a urpawo
BCIO CBOKO CO3HaTe/IbHYI0 HU3Hb.
HaunHas ¢ KoHua 1980-x a pery-
JNIIPHO OpraHM30BbIBa KOHLEPTbI

€ro UMeHH, K KOTOPbIM NOATArU-
BaJIUCb HEe TOJIbKO MY3bIKaHTbl, HO

M TaAHLOPbI, aKTEPbl U XYAOHKHUKH.
3ambicen Jlyus no Catu BKAOYan gBa
MOMeHTa — abCypAUCTCKUA U MUCTU-
yeckMn. U MHe NoOKasanocb, 4To ame-
PUKAHCKUI KOMMO3UTOP CTaHET He
TONbKO YMECTHbIM A0MNOJIHEHUEM, HO
M PacLUMPUT My3blKaJibHbI FOPU3OHT
nporpaMmbl U accouuaTUBHbIE pPAAbI.

Jlyu3 npugymana BRJIIOYMTb B Npea-
CTaB/ieHMe pa3Hbie MO XapaKTepy
nbecbl KelamKa — MexaHU4eCKoro

M MO3THUYECKOIro poAa, C YKJIOHOM

B CTOPOHY BOCTOYHOM 3CTETUKU. B
MUTOre y Hac C/I0XMIacb nporpammva, B
KOTOpPOM ABa aBTOpa B3aUMHO A0NOJ-
HAKOT U PacCLUMPAIOT KOHTEKCTbI Apyr
apyra. U paxe Ha3BaHWe « 31O (He)
COH» 6bIJI0 MPUAYMAHO C aKLEHTOM
Ha oAHy 13 nbec Keiama « Conr». Ana
ee AeMOHcTpaumu Jlyus counHuna
OpPUrMHaNbHbIA COBPEMEHHbIN NpUeMm,
KOTOpbIX He UCMNOJIb30BaJICA B paboTte
MCTOPUYECKOro BOJILLEOGHOro (hoHapA.

Kenax npuBHecC B nporpammy ABa
MOMeHTa. [lepBblii — CU/bHbLIA
3HepreTU4eCcKum, A 6bl CKasan, TaH-
LeBaJibHbIA, KoToporo y CaTtu npak-
TUYECKHU HeT. Y Hero mysblka 6onee
aHeMUWYHaA U noBecTBOBaTe/IbHaA,
ay Kenpxa — pencreeHHad. Bto-
pon — meguTaTtMBHbINA. Mbl yepe-
AyeM UX Npou3BeaeHus, a BCIO Npo-
rpammy 3aKkosbLoBbiBaem Kengxem,
octaenaa Catu BHyTpu. MoTomy 4TO
¢bpaHUY3CKUIA KOMMO3UTOP A0 CUX
nop OCTaeTcA 3aragKkou ANAA MHOIMUX.

Catu, cam TOoro He Besan, oKkasancsa
3ayMHaTeNIeM MHOIMMX HanpasieHUM

PERFORMANCES

To me John Cage (1912—1992) is
one of the central figures of 20th
century music and for me in my
personal music career. I've been
playing his music for as long as

| remember. Ever since the late
1980s I've been regularly organising
concerts dedicated to him which
would involve not only musicians,
but dancers, actors and artists alike.
Louise's idea on Satie involved two
perspectives — an absurdist and

a mystical one. And it seemed to
me that the American composer
would fit in well in this programme,
moreover, that he would extend the
musical horizon of the programme
and its associative sequences.

Louise came up with an idea to
include Cage's pieces varying in
nature within the programme, some
more mechanical or poetic than
others, with a tendency towards
oriental aesthetics. What we got
was a programme in which the two
composers are able to mutually
enrich and enhance one another’s
context. Even the title ‘This is (not)
a dream’ refers to one of Cage's
pieces — Dream. And Louise
invented an original contemporary
technique to demonstrate it which
had not previously been employed
in the history of the magic lantern.

Cage introduced two aspects into
the programme. The first of these

is highly dynamic which I'd say
possesses a dancelike quality,
hardly even present in Satie's
works, which are more anaemic and
narrative, while Cage's feature more
action. The second is a meditative
aspect. We alternate the composers'
works looping Cage around Satie.
Because the French composer

still remains a mystery to many.

Satie, without knowing it, initiated
various trends in music. Because
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CaTtu, cam Toro He

BeAan, oKkasasnca
3auynHaTenem
MHOTIMUX
HanpaB/ieHWH B
My3biKe. U3-

3a abcypaHbIX
Ha3BaHWM1, KOTOPble
OH JaBan CBOMM
Npou3BeAeHUAM,
MHOrMe cyuTanu ero
LUYTOM, KOTOPbIX
TOMbKO pa3BieKaeT
ny6nury. Ho B
JEeNCTBUTEIbHOCTU
peuyb wna o
nepeAoBbIX UAeAX.

NEP®OPMAHCBbI

B My3blKe. U3-3a abcypaHbIX
Ha3BaHWM, KOTOPble OH AaBan
CBOMM NPOU3BEAEHUAM, MHO-
rue CYMTaNM ero LyToM, KOTO-
PbIA TONbLKO pa3B/ieKaeT Ny6/IuKy.
Ho B neACTBUTENBHOCTU peyb
wia o nepenosbix uaeax. Hanpu-
mep, CaTu paHO OTBEpHY/CA OT
BarHep1M3ma, 3aTteMm, KaK TOJIbKO
MMNPEeCCUOHMU3M 06pesn ABCTBEH-
Hble O4YepTaHMsA, OH OTOLLEN U

OT Hero U ctan nNnponoseAoBaTb
KOHCTPYKTUBHO-AE/0BYIO, AaMHe
KOHCTPYKTUBUCTCKYIO MY3bIKY.
bonblue, yem KonnerM No KOMNo-
3UTOPCHKOMY LIEXY, Ha Hero oKa-
3blBana BAvAHUe atmocdepa
MoHmapTpa — ¢ ero nporynu-
BalOLWMMMUCA LLapMaHLLUKaMM,

C Me€XaHM4YeCKUMHU OpraH4u-
KaMu, ¢ 6€CKOHEYHbIMH NOBTO-
paMu OAHHUX U TEX Ke MeJIOAUN.
B atom cmbicne Catu okasanca
npeAwecTBEHHUKOM U peneTm-
TUBHOM MY3bIKKU, U CTUNA 3MOU-
eHT. UMeHHO OH npuayman *aHp
«MebIMPOBOYHON MY3bIKU» —
HEeHaBA34YUMBOWU MENIoAUM, 3BY-
Yawen (hoHOM B MarasuHax,

Ha BbiCTaBKax, B METPO — rae
yrogHo. CerogHsa Mbl BCTpe4yaem
3TO NOBCEMECTHO, a poAoHa4valib-
HUKoM ctan Catu. MNpuuem Tep-
MWH « ME6NMPOBOYHAA My3biKay
NoABWJICA BO BTOPOW MOJIOBUHE
1910-x roaoB, a CO6CTBEHHO Maes
poaunach eue paHbwe. B 1893
rogy Catu counHun nbecy «Pas-
ApareHusa» (apyron BapuaHT
nepeBoAa Ha pycCKun — « Henpwu-
ATHOCTU» (¢bp. Vexations)), KoTo-
pyIo0 NOCBATU CBOEN HeCro-
BOPYUBOM BO3NHOGNEHHON. Ty
nbecy ConpoBOXAaana capKa-
CTUYECKas aBTOPCKaA pemapkKa:
urpaTtb « 840 pa3s noapsaa, no
HeNnaHuio, HO He 6onbLuey.

Horaa B 1930-x JoH Kena npu-
exan Bo ®paHuMIo, OH BCTPETUN
B nvue Catn cBoero cobpara no

PERFORMANCES

of his absurd titles a lot of his
contemporaries saw him as a bit
of a clown who only served as light
entertainment for the audience.
However, in actual fact he was
promoting advanced ideas. For
example, Satie was among the
first to turn away from Wagnerism,
to distance himself later from
Impressionism too, as soon as it
became clearly defined, and to move
toward advocating constructive and
even constructivist music. More than
by his peer composers Satie was
influenced by the atmosphere of
Montmartre with its strolling hurdy-
gurdy men, mechanical organs and
endless repetitions of the same
tunes. In this sense, Satie’s work
was a precursor of both repetitive
and ambient music. It was he who
invented the genre of "furniture
music" (musique d’ameublement)
which is subtle background music
played anywhere — in shops,
exhibitions, the underground.
Today we hear it everywhere, but

it was Satie who created it. The
term "furniture music" appeared

in the late 1910s while the idea
itself was born even earlier. In
1893, Satie composed Vexations
dedicated to his unaccommodating
lover. The music piece bears

the sarcastic inscription: to be
played "840 times in succession,
as desired, but not more."

When John Cage arrived in France

in the 1930s he viewed Satie

as his brother in arms when it

came to their creative exploits.

This was particularly true of the

idea of impersonal music, which
was supposed to express not the
composer's emotions but be just a
fascinating and exciting composition.
Cage lent his philosophical approach
to the music through the use of

a dissected piano, electronics,
happenings, time lapses, and an
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CBoW hrunocotCcKuin

B3rnfAA Ha My3blKy
Kenax peanusosan
C NomoLLbIO
npenapupoBaHHOro
posns,
3/IEKTPOHUKMH,
XenneHWHros,
OCTaHOBKY BPEMEHH,
HecTaHAapTHOM
paccagku
MY3bIKaHTOB

no nepumeTpy
cueHbl. OH MHoro
3KCNepUMeHTUpOBan
M B UTOre npuwen

K 6yAAUACKOMN

naee nbecbl 4’33,
rae My3blKaHTbl

He UrpatoT HU

O HOM HOThbI, a BCe
3BYKM c/yyatoTca
He3aBUCUMO OT
UcnonHuTenen

Y 3anosiHAT
3aZlaHHbIA OTPE30K
BPEMEHU U3BHeE.

MNEP®OPMAHCbI

TBOPYECKMM HamepeHuaM. B yacT-
HOCTH, B TOM, YTO KacaeTca Uaeu
6e3/1M4YHOM MY3bIKW, KOTOpasA He
OOJIHA BblparaTb 3MOLMH aBTOpa,
a AoNM¥Ha 6bITb NPOCTO UHTEpPEC-
HOM 3axBaTbiBalOLWEN KOMMO3ULMEN.
Ceo# hunocopCcKU B3rNaa Ha
My3blKy Kengx peanusoBan ¢ Nnomo-
b0 NpenapupoBaHHOro posAnA,
3N1EeKTPOHUKHU, XeNMNEeHUHroB, OcTa-
HOBKY BpeMeHHW, HeCTaHAAPTHOM
paccagKku My3bIKaHTOB MO Nepu-
MeTpy cueHbl. OH MHOro aKcnepu-
MEHTMpPOBan U B UTOre NpuLlen K
6yaauiickon uaee noecobl 4’33, rae
My3blKaHTbl HE UrpalT HU OAHOM
HOTbI, @ BCE 3BYKM CNy4aloTCA He3a-
BMCUMO OT UCMOJIHUTENIEA U 3anoJi-
HAIOT 3a4aHHbIN OTPE30K BPEMEHH
u3BHe. Hy}HO OTMeTUTb, 4YTO B
KoHue 1940-x Kenax opraHnsoBan B
CLUA dectuBanb, Ha KOTOPOM 6biNU
MCMNOJIHEHbI BCe NPOMU3BEAEHUA
Catu. Cob6CcTBEHHO, U A cCam Npu-
wen K Catu UmeHHo Yepe3 Kenama.

Mbi ¢ Jlyu3 cownucb Ha nporpamMmme,
KoTopaa naet 1 yac 15 MUHYT U
BKJ/IOMAET NbecCbl ABYX KOMMNO3UTO-
pOB, BbICTPOEHHbIE B Nocnen0Ba-
TEeNIbHOCTb C JIErKO yragbiBaeMbiM
cloxeToMm. Tam eCTb CBOM NMUKK U
CBOW A0JIUHbI, CBOU BCMbILKH U
CBOM 3amupaHusA. EcTb nbechl, B
KOTOPbIX My3blKa U U306parKeHUs
BosilebHoro hoHapsA HaKiaabiBa-
IOTCA APYr Ha Apyra, U ecTb Te, B
KOTOPbIX 3BYYMT TOJIbKO My3bIKa.
[MocTeneHHO co3aaeTcA KapTUHa
HOYHOrO NyTelecTBUA, BO Bpems
KOTOPOro Mbl Yepe3 OKOLLKO BOJI-
webHoro oHapsa Habawgaem pas-
JINYHbIE UTrPOBbie CUTyaL MU, MeTa-
Mop0o3bl NpeaMeTOB, KYKO,
naen, MexaHM3MoB, pas/iMyHbIe
XUMUYECKHUE PeaKLUM, OTAe/IbHbIe
cnosa. lNponagaet owyuieHe Bpe-
MEHU U NPOCTPaHCTBA, Mbl NOrpy:Ka-
eMcA B 3bl6Koe COCTOAHUE — He TO
COH, He TO He COH — aTmocdepy,

B KOTOPOW LLapCTBYeT My3blKa.

PERFORMANCES

unconventional layout of musicians
around the perimeter of the stage.
He spent a lot of time experimenting
and finally came up with the
Buddhist idea of 4’33, a composition
where musicians do not play a
single note, and all sounds occur
independent of the performers,
filling a set period of time from the
outside. It’s worth noting that in the
late 1940s Cage organised a festival
in the US where works exclusively
by Satie were performed. | too
discovered Satie through Cage.

Louise and | came to a consensus
on the programme, which lasts for
an hour and 15 minutes and consists
of compositions by two composers
arranged in such a way as to make
the theme easily discernible. There
are ebbs and flows, there are bursts
and fade-outs. There are pieces

in which the music and the magic
lantern images are overlaid onto
one another, and there are others in
which there is only music. Gradually
the night journey scene is created,
and during this trip through the
window of the magic lantern we
observe different playful scenarios,
metamorphoses of objects, dolls,
people, and mechanisms, different
chemical reactions and separate
words... The perception of time

and space varnishes and we are
plunged into a state of flux —

half dream, half reality — to an
atmosphere where music reigns.
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17.05 / 21:00

WOIKCINTIR OF
HRETY GRSTOwR]
AR

THOHAS REDHARDS

Farmtrdee ol y

TE_ANTIRMON

r]r T AL AN

| L]
TTHOESAC AR ML,

MNEP®OPMAHCbI

@ AOM AArunesa

CKpbITble U3peYeHUs

Tpynna UueHTpa €U rpOTOBCKOro
M ToMaca puyapaca (MTanvs)

peruccep: Mapuo 6bAAKUHU

CneKTaknb C NneHueMm a cappella
The Hidden Sayings utanbAHCKoOM
Tpynnbi LleHTp ExuK poTOBCKOIO M
Tomaca Puuapaca ectb He 4TO MHOe,
KaK TBOpYEeCKoe NnepeocMbICeHHe
B3aMMOAENCTBMUA NECEH HMHHbIX
wTatoB AMEPUKU, NPUHAZNEHALLUX
athpo-aMepUKaHCKOM TpaguLuK, U
XPUCTUAHCKUX TEKCTOB, B OCHOBHOM
nepeBeAeHHbIX C KONTCKOro A3blKa.

LieHTp Exu MpoToBCKOrO

n Tomaca Puuapaca

aKTUBHO B3aMMoAeincTByeT

¢ LleHTpom TeaTpanbHoOro
WUCCNeAOBaHUA U 3KCNepUMeEHTa
TeaTtpa TocKaHbl

PERFORMANCES

@ the house of diaghilev

the hidden sayings

by workcenter of jerzy grotowski
and thomas richards (italy)

directed by mario biagini

The Hidden Sayings a cappella
singing performance by Workcenter
of Jerzy Grotowski and Thomas
Richards (ltaly) is a truly creative
rethinking of the interaction of
songs from the southern American
states which belong to the African-
American tradition and those of
Christian texts, mostly translated
from the Coptic language.

The Workcenter of Jerzy Grotowski
and Thomas Richards

is active within the structure of
Teatro della Toscana —

Centro per la Sperimentazione

e la Ricerca Teatrale
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"imitatio (nat.) —
nozpamanue,

u306pameHue, KOMus.

imitatio (lat.) — imitation,

image, copy.

2 creatio (nat.) —

co3saaHue, NopoHAeHHUe.

creatio (lat.) — creation,

generation.

NEP®OPMAHCBbI

MonbcKui pexuccep Exun MNpotos-
CKu (1933—1999) — oauH U3
pedopmartopoB TeaTpa XX BeKa.
CornacHo pa3paboTaHHOM UM
KoHuenuuu « beaHoro TeaTtpar,
aKTepbl AONKHbI He UrpaTb, a
cyliecTBoBaTh B cneKrakne. Onno-
3uumA meay imitatio' u creatio?
ycTpaHeHa. paHuubl mexay
aKTEpPOM U POJIbIO CTEPThI.

«Wcyesaet 6apbep mexay Mbic-
Jbl0 U YYBCTBOM, AYLLOW U TENIOM,
CO3HaHWEeM U NOACO3HAHUEeM, BUAe-
HUEM U UHCTUHKTOM, CEKCOM M
MO3romM; aKTep, COBepLUMB 3TO,
pocturaet nonHotbl» (Exu MpotoB-
CKMi, «TeaTp 1 putyan», 1968).

PERFORMANCES

Polish director Jerzy Grotowski
(1933—1999) is one of the leading
reformers of twentieth-century
theatre. According to his concept

of ‘Poor Theatre’, the actors

should not play, but exist in the
performance. The opposition
between imitatio' and creatio? is
eliminated. The boundaries between
the actor and their role are erased.

“The barrier between

thought and feeling, soul and
body, consciousness and
subconsciousness, vision

and instinct, sex and brain
disappears; the actor, having
accomplished this, reaches
completeness” (Jerzy Grotowski,
Theatre and Ritual, 1968).

© Agata Patola



199

MNEP®OPMAHCbI

CneKTaKknb, B NOHAMaHU poToB-
CKOro, NPOXOAWUT Nepea JIULOM 3pU-
TeNA He KaK 3peJiile — HO KaK
cobbiThe. 3pUTeNnb CTaHOBUTCA
cBuaeTenem, aktep — nepdopme-
poM, Urpa Ha cLeHe npeBpaliaeTcs
MUCTUYECKMIA aKT. UCKyccTBO npu-
HUMaeT Ha ce6A po/ib NPOBOAHUKA.

«MoHO NpUBErHyTb U K ApYyromy
A3bIKy, AaTb APYyroe Ha3BaHue:
nogbeMHUK. CneKkTakib — 4YTO-TO
BpoAe 60bLoro nMdra-nogbem-
HMUKa, onepaTopomM KOTOPOro ABNA-
eTcAa aKtep. B nogbeMHUKe Haxo-
LATCA 3pUTENIU; CMEKTaK/b Be3eT

MX OT O4HOM (hOPMbI CLLEHUYECKMX
Co6bITMM K Apyron. Ecnu 3ToT noagb-
€MHUK (byHKLMOHANEH AN 3pUTENEn,
3HA4YUT, MOHTa¥ cpaboTaH XOpPOLLO.
NCKycCcTBO KaK NpOBOAHUK NOAOOHO
NoAbEeMHUKY apXaudHOro CBOMCTBaA,
nepBO6bLITHOMY NOABLEMHHURY, Hamno-
MUHaKLemy no dopme KOpP3MHY Ha
BepeBKe, C NOMOLLbLIO KOTOPOMH NIOAM,
BKJ/IIOYEHHbIE B AeMCTBUE, NOAHU-
MaloTCA K YPOBHAM 60s1e€ YTOHYEH-
HOM 3HEpruu, 4Tobbl 3aTEM BMe-

CTe C HEeW CnyCTUTLCA B NTy6MHbI
Hallero MHCTUHKTUBHOro Tena. 3To
M €CTb 06BEKTUBHOCTb pUTyana.
Koraa ¢yHKUMOHMpyeT UCKyccTBO
KaK NPOBOAHMK, TOrAa U CyllecTByeT
3Ta 06BHLEKTUBHOCTb, U « KOP3HUHA»
LBUHETCA 419 TeX, KTO coBepluaeT
Jencteue, AKuuto» (Exu potos-
CKUH, « OT TeaTpanbHOM TPyNMbl K
MCHYCCTBY-NPOBOAHWKY», 1992),

[Mocne MHOroNeTHUX BbIHYHAEH-
HbIX CKUTaHUK No mupy B 1986-m
Exxu poToBCKUIM 060CHOBasNCA B
Wtanuu, B MNoHTeaepe, rae cospan
Workcenter (B Poccun ero nepe-
BOAAT WK KaK « MacTepcKasa», Uiun
«paboyui LEeHTP», UIU COBCEM
NTAKOHUYHO « LeHTp»). CerogHsa nog,
PYKOBOACTBOM NMPeeMHUKa PexUC-
cepa Tomaca Puuyapaca LeHTp npo-
LONKaeT pa3BuBaTb Uaen macrepa.

PERFORMANCES

The performance, in Grotowski's
understanding, happens in front
of the viewer not as a spectacle,
but as an event. The spectator
becomes a witness; the actor
becomes a performer, the
performance on the stage turns
into a mystical act, through which
art assumes the role of ‘guide’.

“One can resort to another
language, give it a different

name: ‘elevator’ let’s say. The
performance is sort of like a big
elevator, operated by the actor. The
spectators are in the elevator; the
performance takes them from one
form of scenic events to another.

If this elevator is functional for the
spectators, then the installation
worked well. Art as a conductor is
like an archaic hoist, a primitive lift
resembling a basket on a rope, by
means of which people involved in
the action, ascend to the levels of
a more vigorous energy, so as to
then descend with it later into the
depths of our instinctive body. This
is the integrity of the ritual. When
Art functions as a conduit, then this
integrity exists, and the ‘basket’
moves for those who commit

the Action” (Jerzy Grotowski,

From the Theatrical Company to
the art the conductor, 1992).

After many years of enforced
wandering around the world, in
1986, Jerzy Grotowski settled

in Pontedera (ltaly), where he
established his Workcenter.
Today under the leadership of his
successor — director Thomas
Richards, the Centre continues
to develop the master’s ideas.
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AQUASENIC

ABNE SCENE

FUTUREPERFZCT

il CITY OF AARHUS

&=

/N\/ARHUS—2017

EUROPEAN CAPITAL
OF CULTURE

DANISH ARTS FOUNDATION

KOMPONISTER
0G SANGSKRIVERE

MNEP®OPMAHCbI

@ NepMCKUHW aKkageMUYeCKUH
TeaTp-TeaTtp

aquaSonic
npoeKT between music

XYAOHECTBEHHbIA PYKOBOAUTEND,
KOMMO3UTOP U UCMOJIHUTESb:
nanna ckoBmaHj,

AUPEKTOP MO PasBUTHIO,
WUCMOJIHUTENb:

po6epT KapsCCOoH
reHepanbHbIi MeHeaxep

M UCNOJIHUTENDb:

po6epT noynbceH
WUCMOJTHUTENN:

[iea Mapua KbebACEH,
HaHHa 6eK

XYAOHHUK MO CBETY:
ajanbluTerH ctetaHCCOH
cayHa-Au3anHep:

aHaepc 6onn
3BYKOOMeparTop:

pomaH Komap

MOMOLLHUK pexuccepa:
Knayc MaaceH

MeXAyHapoAHbIM npoatcep
W npeacraBuUTe1b:
futureperfect productions
npoatocep, haHapamnsep:
JIUH HOpAEHTOMT

futureperfect productions — Hblo-opKcKan
MEeXAUCLMUINIMHapHaa NpoAatocepcKas
KOMNaHuA, NpuM3BaHHas (opMUpPOBaTb
NPOCTPaHCTBO AManora ¢ y4acTUeM pasHbIX
BUAOB UCKYCCTBa — HMBOro nepdopmaHca,
MeAua- U BUAeo-apTa U COBPEMEHHbIX
TexHonorui. futureperfectproductions.org

aquasonic — NPOEKT, CO3aHHbIN

no MHUUMaTMBE aAMUHUCTPALMK ropoja
opxyca (AaHu1A), KyIbTYPHOW CTONULbI
eBponbl 2017 roaa

npu noaaepxke danish arts foundation,
aarhus kommune, djbfa

PERFORMANCES

& perm academic
theatre-theatre

aquaSonic
by between music

artistic director, composer
and performer:
laila skovmand

business director and performer:

robert karlsson

general manager and performer:

morten poulsen
performers:

dea maria kjeldsen,
nanna bech
lighting designer:
adalsteinn stefansson
sound designer:
anders boll

sound engineer:
roman komar
stage manager:
claus madsen

international producer
and representation:
futureperfect productions
producer, fundraiser:
line nordentoft

futureperfect productions

is a new york-based interdisciplinary
production company creating dialogues
between the fields of live performance,

media, visual art and technology.
futureperfectproductions.org

the co-production
by aarhus 2017
european capital of culture

with support by danish arts foundation,

aarhus kommune, djbfa
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between
music

(aaHuA)

AquaSonic Ha ceroaHsa camblit aM6u-
LLMO3HbIN NMPOEKT AaTCKOro KoJ-
nexktuBa Between Music (« Mexay
MY3bIKOM»). ITO KyNbMUHaLMA
MHOrO/IETHEro UccneAoBaHUA yBie-
KaTe/IbHbIX BO3MOMHOCTEHW Noa-
BOAHOro nepdopmaHca, paspyLua-
rowero 6apbepbl U 6pocaroLLero
BbI30B CYLLECTBYHOLUM Napaaur-
Mam. ApTUCTbI NpoBenu 6eccyeTHoe
KOJIMYECTBO 3KCMNEPUMEHTOB BMECTe
C AanBepamMu, MacTepamMmu-u3roTo-
BUTENAMU My3blKaJibHbIX MHCTPY-
MEHTOB M Y4YeHbIMH, YTOObI CO34aTb
COBEpPLUEHHO HOBbl€ UHCTPYMEHTDI,
cnocobHble 3By4aTb NOA BOAOW.
Cpeau HUMX NoABOAHDbIN opraH, Uaun
rmaponodoH, KpuctannogoH, poTa-
KOpAa, yAapHble MHCTPYMEHTbI U
CKpunKa. KomaHga Takke ycosep-
LeHCTBOBasa 0cobylo BOKasbHYO
TEXHURY ANA NOABOAHOIO NEHUS.

MNHHOBaUMOHHDbIE NpoeKTbl Between
Music npeacrtaBnatoT cobon rubpua
MY3bIKH, FUBOIO BbICTYMJIEHUS,
BM3yaJIbHOIO UCKYCCTBA U HOBbIX
TEXHONIOrMU. Kamabii y4acTHUK
aHcambna — MyNbTUUHCTPYMEH-
TaNUCT, 3HAaTOK pa3HbIX KaHPOB U
3cTeTUK. CBOMU BbICTYM/IEHUA OHHU
HaMepeHHO CO34aloT Ha CTbiKe
MCKYCCTB, BUAA B 3TOM MPOMEHKY-
TOYHOM MPOCTPaHCTBE HAUBONbLLMH
noTeHuMan anqa pasBUTUA My3biKK
M camocoBepLUeHCTBOBaHUA. Bego-
Mble t0603HATENBHOCTbLIO U Hena-
HUeM pa3aBUHYTb FPaHULbl YenoBe-
YECKOro OMnbiTa — XyAOMECTBEHHO,
TEXHUYECKH, C HAay4HOMN TOUYKM 3pe-
HUA, — OHM CTPEMATCA pasragaTtb
TaWHbl YeNOBEYECKOM NPUPOAbI
yepes3 HeTPUBHUAJ/IbHLIMA 3BYK, HacCbl-
LLeHHbIX 06pa3aMm1 U 4acTo C Clop-
peanuCTU4ECKUMMU OTTEHKaMM.

PERFORMANCES

between
music

(denmark)

AquaSonic is the most ambitious
project to date from Danish
ensemble Between Music.
AquaSonic is the culmination of
years of research into the exciting
possibilities of submerged musical
performance, breaking barriers and
challenging existing paradigms.
The artists conducted countless
experiments in collaboration

with deep-sea divers, instrument
makers and scientists to develop
entirely new, highly specialized
subaqueous instruments. These
include an underwater organ or
hydraulophone, crystallophone,
rotacorda, percussion and violin.
The team also perfected a distinctive
vocal technique for underwater
singing. The result is a concert
experience completely out of the
ordinary; a deep dive into a magical
new universe of images and sounds.

Between Music create and produce
innovative performance concerts in
a hybrid of music, live performance,
visual arts and new technology.
The group masters a huge range

of aesthetics, skills and genres,
but finds the most potential in the
fluctuating spaces between them.
Driven by an endless curiosity and
desire to push the boundaries of the
human experience — artistically,
technically, scientifically — their
work explores the driving forces,
mechanisms and mysteries of
human nature, through a distinctive
sound and rich imagery, often

with surreal undertones.
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nanna
CKOBMaHz,
XYAOHEeCTBEeHHbIA
PYKOBOAUTENb
NMpoeKTa,
KOMMNO3UTOp

U UCNOJSTHUTENTb

laila skovmand,
artistic director,
composer and
performer

NEP®OPMAHCBbI

HauuMHaeTca nogBoaHasa necHs:
BOAa NogAepKMBaeT MeHs, A Cno-
KoKMHa u paccnabneHa. Habpas
BO34yXa B JIErKUe, A Norpyxatcb
B BoAy. A OTKpbIBalo poT, U Boaa
Ha4yMHaeT 3anoJIHATb MEeHSA, NoKa

Al He NepeKpbIBalo e NyTb K ner-
KuMm. BU6pauum ronocoBbixX CBA3OK
6onblie He MOryT co3gaBaTb Kone-
6aHuA Bo3ayxa — Tenepb BMECTO
Hero OHU CTa/IKUBaKTCA C BOAOMW.
Boaa Beaet ceba no-apyromy, oHa
HeTOpPON/IMBa, U ee CNoXHee npuBe-
CTU B ABUKeHUe. 3BYK NpA4YeTcH, U
CKOPO MHE NpUX04MUTCA OCTaHaBJ/IU-
BaTb €ro CoBceM, YTOObI yaepHaTb
BO34yX U He gaTb emy obpasoBaTtb
ny3bipy B Boge. MHe He MHTepeCHbI
ny3bipy. MHe xo4yeTca U3y4ynTb TOT
3BYK, KOTOpbIM A CO34al0, KaKUM Obl
KOPOTKMUM OH HU 6bin. B Kakom-TO
CMbIC/Nle €CTb OLUyLeH1E MOJSIHOM
eCTeCTBEeHHOCTHU B BOCNpoussese-
HWU 3BYKa Noj BOAOH, KaK HEKOM
M3BECTHOM U NOHATHOM Urpbl. C
APYyron CTOpOHbI, cama uaesf, 4to
ropJsio MOXeT noaaarbca Aasne-
HUIO BOAbI U NO3BOJIUTb €M 3ano-
HUTb JIerKUe, Bbi3blBaeT TPEBOry U
uHTepec. Y npamMo 3aecb, Mexay
3TUMHU ABYMSA NMPOTUBOMO/IOKHO-
CTAMMU, POXKAaeTCHa OCTpPoe U BOJI-
HyloLee OCO3HaHWe NpUcyTcTBmA!

PERFORMANCES

An underwater song begins: I'm
floating in the water, casual and
relaxed. Filling the lungs with air and
dive beneath the water surface. Here
| open my mouth and let the water
flow into until | shut off the water
onward its journey into the lungs.
The vibrations of the vocal cords no
longer have the air to fluctuate —
but meet instead of water. The water
is different, much sluggish and
slower to get to swing. The sound
becomes tucked away, and it does
not take very long before | have to
stop the sound to avoid air leaks
and make bubbles in the water.

I'm not interested in the bubbles.

It is the tone — the sound — how
short it may be, | want to examine.
In a way it feels completely natural
to produce sound under water, as

a recognizable and natural game.
On the other hand, the idea of the
throat suddenly gives in to the

water pressure and the lungs fill
with water, is anxiety provoking and
provocative. And right there — in
between the two extremes — there
are sharp and sentient presence!
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pob6epT
KapJICCOH,
HUCNOJIHUTEJIb

robert karlsson,
performer

MNEP®OPMAHCbI

UccneposaHue atoro COBEP-
LUEHHO HoBoOro anemeHTa B nnaHe
CO34aH1UA My3blKU — HEBEPOATHbIN
BbI30B. Bcé 3pecb HenpuBbIYHO. Tbl
pewaellb ogHy npo6nemy, a B3a-
MeH BO3HUKAET TPU HOBbIX. Y CTPYH
CKPMUMNKU NOA, BOAOK MEHAETCA TOH,
HO Y BCeX CTPYH no-pa3Homy! Cmbl-
BaetcA KaHudonb. Mbl ucnpo6o-
Ba/u, HaBepHoe, 50 pasHbIx cTe-
KNAHHDIX Yall B MOMCKax TexX, KOTo-
pbie 6yayT NPaBUIbHO U YUCTO
3By4aTb noa Boaow. B utore Hawnu
HeCKoJIbKO. Ho oHM BApyr nepectanu
3By4YaTb, U Mbl PELUU/IU, YTO ITO
M3-3a TOro, Kak OHU CToAT. Toraa mbl
M3roTOBWJIN U3 HEPHKABeKWLWen cTanu
npexKpacHoe AepeBo, Ha BETBAX
KOTOPOro MOXHO pacCTaBMTb YallM.
Huyero He nonyuunocb. A nonpo-
6oBan npocBep/IMTb OTBEPCTUE

B TPeX Yauiax, 4Tobbl NogBeCUTb

mx. CpaboTano ToNbLKO C OAHOM M3
Tpex... HakoHeLl, Mbl BbIACHW/IN, 4YTO
LEeNo He B NoJIoKeHUU Yaw. [leno B
ny3bipsax! MNy3bipu 06pa3yroTCAa Ha
NOBEPXHOCTHU U NpeBpaLlatoT Npo-
TAMHbIA YACTbIA 3BYK B CKpEKeT.
Ho cnycta aonroe Bpemsa A Hawen
MWKPOYCTPOMCTBO A/A YCTPaHEHUsA
nysbipen. B utore y Hac noABMIUCH
nowwMe yawu, ucnoitas 600-700
WITYK, Mbl HalWwI4M agBaguaTb asel..

PERFORMANCES

It is a fantastic challenge to explore
this COMPLETELY new element in
relation to making music. Nothing
is like it uses to. You solve one
problem and three new appears.
The strings on the violin changes
pitch under water, but differently
depending on the string! The rosin
comes off. We tried probably 50
glass bowls to find some that
sounds clean and well — under
water. We eventually found a
handful. But all of a sudden they say
nothing, we think it is the way they
stand. We welded a beautiful tree
made of stainless steel with arms
the bowls can stand on. No good,

| try to drill a hole in the three bowls
to hang them. The first succeeds

... but the other two ... Eventually
we found out that it is not the
suspension. It's bubbles! Forming
on the surface and transforms the
sound gonnnnng to squawk. After
long time | found a micro bubble
eliminator though. And we ended
up with singing bowls instead,
tried 600-700, and found 22...!
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rmaponogoH

nepBbli MHCTPYMEHT, NPOU3BOAA-
LIKIMA 3BYK C MOMOLLBIO BOAbI, @ He
Bo3ayxa. Hanpaenaa ctpyv Bogbl
yepes3 BapbMpyeMmylo CUCTEMY TPY-
60K U1 }KeNoBKOoB, Mbl MOXEM CTUMY-
JIMpOBaTb U KOHTPO/IMPOBATb TOHKKE
M3MEHEHUA TYPOYNEeHTHOCTH BOAbl,
noagaBas UX Ha MEXaHU3M 3BYKOU3-
B/IeYEHUA BHYTPU UHCTPYMEHTA U
co3jaBan 3axBaTbiBaloLUe aKyCTU-
YeCKHUE M Bbipa3uUTe/IbHble BO3MOMH-
HocTu. lNepBbli rMaPoNotoH 6bin
M306peTeH KaHaaCKUM yyYeHbiMm CTu-
Bom MaHHom B 1985 roay. C tex nop
MaHH u ero konnera PanaH AHueH
co34anu uenoe CeMeMCTBO UHCTPY-
MEHTOB, HEKOTOPbIE U3 KOTOPbIX 3BY-
yaT Ha KOHUepTax, a gpyrue 6biiu
M3roToBJIEHbI MO 3aKa3y NapKoB,
My3€€B U Hay4HbIX LLeHTPOB, BKJIIO-
yana «Jleronena», KanndopHUUCKUA
Hay4HbIH LeHTp, Hay4HbIl LueHTp
OHTapuo U « IKCNepuUMeHTapuym» B
KoneHrareHe. B 2014 roay no 3akasy
Between Music PanaHn AHLeH u3ro-
TOBWJ 3TOT YHUKAJIbHbIN FTMAPONO-
(hOH, KOTOPbLIX Mbl NPOAONKAEM
nopabaTtbiBaTb U COBEPLUEHCTBOBAaTb
C KamKAabIM HOBbIM NPOU3BEAEHUEM.

KpUCTannogoH

WM CTEKNAHHAA rapMOHMKa — 3TO
MHCTPYMEHT, COCTOALLMUN U3 CTe-
KNAHHbIX COCYAOB Pa3/IMYHOro pas-
Mepa M BpallalLenca oCH, B KOTO-
pPOM 3BYK pOMAaeTcsA B pe3ysbrate
TpeHuA. O6bIYHO Ha KPUCTaNO-
¢(hOHe MrpaloT nanbLamMu, KOTOPbIMH
BOAAT MO Kpako COCyAoB, NPOU3-
BOAA COBEpPLIEHHO HE3eMHOM, AeNu-
KaTHbIM 3BYK. M3Ha4yanbHO UHCTPY-
MEHT 6bl1 u306peTeH beHaKammuHoOM
®dpaHkanHom B 1761 roay. A ceid-
yac JHau Kasartopra, pa3pabot-
YUK NPOrpaMMHOro o6ecnevyeHus

1 usobpetarenb n3 Maccauycert-
CKOrO TEXHO/IOrMYECKOr0 MHCTUTYTA,
nepecTpamMBaeT ero KOHCTPYKLMUIO

M aKyCTU4YEeCKUe CBOMCTBA, 4YTOObI
MHCTPYMEHT MOr 3By4aTb Noj BOAON.

PERFORMANCES

hydraulophone

is the first instrument to use water
rather than air to produce sound.

By manipulating water jets through

a variable system of tubes and

flow vessels, we can stimulate

and direct subtle changes in water
turbulence to sounding mechanisms
inside the instrument, and create
compelling acoustic and expressive
possibilities. The Canadian scientist
and inventor Steve Mann invented
the first hydraulophone in 1985.
Since then, he and his colleague
Ryan Janzen have created a whole
family of instruments, some of them
used for musical concerts, while
other have been commissioned for
parks and science centers including
Legoland, California, Ontario Science
Center and the Experimentarium,
Copenhagen. In 2014 Between
Music commissioned Ryan Janzen to
make this unique hydraulophone that
we continue to develop and refine
along with each new composition.

crystallophone

or glass armonica as it is more
commonly called, is a spinning
instrument that uses a series of
glass vessels graduated in size to
produce musical tones by means

of friction. Usually played with the
fingers rubbing against the bowls’
rims, the crystallophone produces
the most ethereal and delicately
sweet sounds. Originally invented
by Benjamin Franklin in 1761, MIT
software developer and inventor
Andy Cavatorta is re-engineering its
structure and acoustic properties to
work in our underwater environment.
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poTakopaa
Mo 3aKa3y Between Music 9Haum
KaBatopta, usobpetartesnb, pa6o-
Tarowmn B MaccayyceTtcKkom Tex-
HOMOrMYECKOM MHCTUTYTE, co3zan
0CO6bIf CTPYHHbIM UMHCTPYMEHT Ha
OCHOBE CTapMHHOM LWapmaHKK. Mbl
HasBaJin ee poTaKopAon, 06bean-
HMB KOPHW NaTUHCKOro csioBa rota
(«Koneco») U UtanbAHcKoro chorda
(«cTpyHa»). 3BYK B poTaKkopae
poXAaaeTcAa B pe3ysibTaTte TPeHUA
Kosieca O CTPYHbl, NPUBOAUMOrO B
ABUWM¥eHUe NOBOPOTHOM PYKOATKOW.
Honeco npu aTom AeHcTBYET aHano-
FMYHO CMbIYKY CKPUMKH, U OTAENb-
Hble HOTbI, CO3ZaBaemMble poTaKkop-
LOW, 3By4aT nNoAo6HO CKpMUNKe.

KapboHoBaA CKpUIKa

CnepBa Mbl Ha4yanu 3KCNepUMEHTHU-
poBaTb NoA BOAOM C HEAOPOrom u
He OYeHb Ka4yeCTBEHHOM CKPUIMKOM.
M akcnepumeHT yaanca! 31o Koe o
yeM rosopuo. Kak mMbl U oxuganu,
TOH CTPYH MEHANCA HenocneaoBa-
TenbHo. CTpyHa MU MeHAnacb Ha
NONTOHa, CTPYHA 1A — Ha NoATopa,
CTpyHa pe — NpUMEepHO Ha MOJITOHaA,
a CTpyHa CO/ib — Ha TPU YEeTBEpTH.
Hawa ckpunKka nepexuna Tpu AHA
MUCMbITaHWK NO4 BOAOMH, NOC/e Yero
pacnanacb. Mbl He yauBunucb, Beab
KNeK, UCnonb3yemblii O6bIYHO NMpHU
NpoOMU3BOACTBE CKPUIMOK, Bogopac-
TBOPUMbIA. Mbl 3HanH, YTO HEKOTO-
pble CKPUMNKK NPOMU3BOAAT U3 yrne-
POAHOro BOJIOKHA, TaK YTO Mbl Hanu-
canuv BCeM NMpOU3BOAUTENAM TaKUX
CKPMMNOK B MMpe U B UTore Bblbpanu
HeMeLUKylo KomnaHuio Mezzo-

Forte. B aTtoit KomnaHuMu nocnegHue
BOCEMb JIET BEAYTCA IKCNEPUMEHTbI
M paboTta N0 PEKOHCTPYKLUM Khac-
CHUYECKUX CTPYHHbIX UHCTPYMEH-
ToB. OHM cneuunanbHO ANA Hac CO3-
Lanuv CKPUMNKY U CMbIYOK, KOTOPbIe
TOYHO MOIIK UrpaTb Noj BOL4OM B
Te4YyeHue AJIUTESIbHOrO BPEMEHMW.

PERFORMANCES

rotacorda

Between Music commissioned MIT
inventor Andy Cavatorta to build a
special string instrument adapted
from the old hurdy gurdy. We have
named it Rotacorda, a combination
of the Latin work rota for wheel
and the Italian word chorda for
string. It produces sound by a
crank-turned wheel rubbing against
the strings. The wheel functions
much like a violin bow, and single
notes played on the instrument
sound similar to those of a violin.

carbon violin

At first, we started experimenting
underwater with a very inexpensive
and poor quality violin. And it
worked! It actually said something.
As we anticipated, the strings
changed pitch inconsistently. The

E string changed a semitone, the

A string a tone and a half, the D
string around a semitone and the

G string changed three quarter
note. The violin survived three

days of tests underwater and then
it disintegrated. The glue is water
soluble, so that wasn’t a surprise
either. We knew violins were made
sometimes from carbon fiber, so
we wrote to all the carbon fiber
violinmakers in the world and finally
chose the German company Mezzo-
Forte. They had been experimenting
and redesigning classical stringed
instruments for the past eight years
and specially constructed our violin
and bow so it could play safely
underwater for long periods of time.
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yAapHbie
MUrpaloT BaXHY0 POJib B HaWIMUX NPO-
MU3BeAEeHUAX: 6eNn-NN1enTbl, FOHIU,
TPeyrosibHUKHK, aapbyKka U MHO-

rue apyrue, KOtopbie NoKa euie
HaxoAATCA B CTaAuM pa3paboTHM.
OpHaKko nog BoAOW MHOrue yaap-
Hbleé UHCTPYMEHTbI BeAyT ce6sA O4YeHb
HeCTabu/IbHO, 3a4acTyl0 MEeHAA TOH
M Temb6p, UHOrAa 3By4a NO-pasHOMY
B T€4eHuUe 04HOro AHA. B coTpyaHu-
yectBe ¢ Mattom HonaHom 13 Benu-
KOGPUTaHUU, ObIBLUUM UHHKEHEPOM
3/1IeKTPOHUKHU, KOTOPbIM nepewen

B cthepy Npon3BOACTBA My3blKalb-
HbIX MHCTPYMEHTOB, Mbl pa3pabaTtbl-
BaeM pAj cneumasibHO HaCTPOEeH-
HbIX y4apHbIX, KOTOpble 6yayT 6onee
npeAcKasyembl U Bblpa3uUTesibHbI.
MbI XoT€nu Ucnonb3oBaTb B CBOEM
TBOpPYECTBE yAapHble UHCTPYMEHTbI
C onpeaeneHHOM BbICOTOW 3By4a-
HUA, TaKMe KaK, Harnpumep, KCU-
NOMOH, FOHI MU MNMOKEHLLMWUIb.

nowLLMe valuum
Mbl 06HapPyXUIN, YTO CTEKJIAHHbIE
coCyAbl NPOM3BOAAT NMPUATHBLIN 3BYK
M TOH, HO OT/IMHAIOTCA 3aMEeTHOM
XPYNKOCTLI. [locne Toro Kak mbli
pa3bunu ogHy U3 HUX U HE CMOI/IU
HauTHU en 3aMeHy, Mbl MOHA/N, YTO
Ham HyXHO 6onee HajeMHoe pelle-
Hue. U Mbl HaWKM NoLWwMe Yawm —
a3UaTCKUM MHCTPYMEHT, Pa3HOBMUA-
HOCTb METa/IZIMYECKOro KOJIOKONa,
KOTOpbIM CO34aeT rapMOHUYECKHE
06epTOHbI, KOraa My3blKaHT yaapqaeT
B Yally WX BOAMUT NO HEMX NEeCTOM.

B A3uun OHU MHOrAa UCNONBb3YIOTCA
BO BpeMA MeAuTaLuH, pesIurmos-
HbIX NECHONEHHUH MU MOXOPOHHbIX
06pagoB. Ham noBess10, NOCKONbKY
KPYMHEHULLINK AUCTPUOBIOTOP NOIo-
LWKMX Yaw B ceBepHoi EBpone [xenH
YuHTep MuBet pagom. TaK 4to 3a
HECKOJIbKO NOCELLEHUI Mbl UCNPO-
6oBanu noutn 700 yaw B 60/bLLIOH
eMKoCTH ¢ Bogon. Mbl Hawnu 24
yawm ¢ yacrtortou 440 Iy, nonyuus
NPaKTUYECKHU MOJIHbIN 3BYKOPAA.

PERFORMANCES

percussion instruments

have an important role in our
compositions — bell plates, gongs,
triangles, darboukha and many
others in development. When played
underwater, however, percussion
instruments become very unstable,
frequently changing pitch and timbre
and sometimes differently from

one session to another. Working
together with former electronic
engineer turned musical-instrument
maker Matt Nolan from the UK, we
are developing a series of specially
tuned percussion instruments

that are more predictable and
expressive. We wanted to use
pitched percussion instruments in
our work like the xylophone, gongs,
or glockenspiel for example.

singing bowls

We discovered that glass bowls
produce a nice sound and pitch,
but they are quire fragile. After we
broke one of them and couldn’t
replace it, we decided to look for

a more reliable solution. We came
across the Asian singing bowl, a
type of metal standing bell that
produces harmonic overtones when
the user either strikes or rubs the
rim with a mallet. In Asia they are
sometimes used in meditation,
religious chanting, or funeral rituals.
Fortunately the biggest distributor
in northern Europe, Jane Winther,
lives close by. So we went there
several times and tested almost
700 bowls in a big bucket filled with
water. We found 24 bowls, having
a standard pitch of 440 Hz, which
formed an almost complete scale.
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f  LIeHTP ropOACKOM Ky/bTypbl

MopraHa
NIUTepaTypHO-My3blKanbHas
KOMMNO3ULMUA

MO0 MOTHUBAM IMbECHI «PO3a U KPECT»
aJICKCaHpa 6J10Ka

SaKpLITBIﬁ I10Ka3s3

pexuccep-noCTaHOBLUUK:
reoprui MaHcypos

WUCMOJIHUTENU:

TeaTpasibHaA KOMMaHUA praegressus

naBHbIM CMbICN 3TOrO 3aKPbITOro
noKasa He B AeMUCTBUMH, KOTOpOe
pa3BepHeTCA Ha KaMepHOM CLeHe,

a B Npe3eHTaLMu HOBOro Hanpas-
neHuna gedartenbHocTu MNepmcKoro
TeaTpa onepbl U 6aneta. TeaTtpanb-
HaA KomnaHua PRAEGRESSUS

(c nat. «3BoNOLUUA») — CTa/lKep

Ha NyTU K BOMJIOLEHHIO naeu
Teoaopa KypeHT3uca o co3gaHum
«musicAeterna Teatpa», peanusyio-
Lero Ha HOBOM 3Tane UCTOPUU UAEIHD
Gesamtkunstwerk.

«MopraHa» — 3TO 3CKU3 byay-
LLEero CrneKTaKk/ifA U B TO e Bpems
nabopaTtopHas pa6ota Nno U3y4YeHUto
Muda, Ha KOTOPOM NMOCTpoeHa nbeca
AnekcaHapa bnoka «Po3a n Kpect».
Co3paHHas B 1912—1913 rogax, oHa
npeABOCXUTWUIA HACTyMJIeHUe 3pbl
pexuccepckoro Teatpa. OT MomeHTa
3ambicna A0 IMTepaTypHOro Bo-
NOLWEHUA ITOT TEKCT NEepPexun He-
CKOJIbKO CYLLLECTBEHHbIX U3MEHEHUM:
3agyMaHHbIA KaKk nMbpetTo 6aneta o
npoBaHCcaibCKUX Tpybaaypax, OH no-
CTENEeHHO NnpeBpaTU/ICA B IM6PETTO
ornepbl U, HAKOHeL, NPUHAN hopmy
ApaMbl B CTUXaX. YYaCTHUKKU TBOP-
yeckoi KomnaHnu PRAEGRESSUS
BUAAT B HEX UAEaNbHYIO MOAesb ANA
NOMCKa OTBETOB Ha CBOU BOMPOCHI:
KaK pa3BMBa/IMCb UCKyccTBa B XX

m XXI| BeKax, Kak1Me HOBble CBA3MU
yCresii BO3SHUKHYTb MEeXAY HAMU U K
Yyemy 3TO NpuBeNo?

PERFORMANCES

@ city cultural centre
morgana

literary and musical composition
based on the piece

‘the rose and the cross’

by alexandr blok

private performance

stage director:

georgy mansurov

performed by

praegressus theatre company

The main idea of this closed show is
not action which will take place on

a chamber stage but presentation

of a new direction taken by the

Perm Opera and Ballet Theatre.

The theatre company named
PRAEGRESSUS (from Lat. —
“evolution”) is a stalker on the

road that leads to the embodiment
of Teodor Currentzis’s idea of
“musicAeterna theatre”. That’s the
realization the Gesamtkunstwerk
idea on a new historical stage.
Morgana is an outline of a future
performance and, at the same time,
a laboratory investigation of the myth
that Alexandr Blok’s The Rose and
The Cross is based on. This play by
“Orpheus of the Silver Age” written
in 1912-1913 anticipated the director-
centered theatre epoch. From

idea to its verbal embodiment, this
text came through some essential
changes. Conceived as a libretto of a
ballet about Provencal troubadours,
it transformed to an opera libretto
and, finally, to a drama in verse.
Participants of the creative company
PRAEGRESSUS see it as an ideal
model to look for the answers to
their questions. How were arts
developing in 20th—21th centuries?
What new connections had appeared
between them? What did it lead to?



BbICTABKHU

ypaBHeHue C AByMA HEen3BeCTHbIMU

BbICTaBOYHbIM NpoeKT élévation

NMEePMCKUIM LUKA
OTKPbITUE BbICTaBKHU

333 / 3anaxuv 3BYKMW 3aBOAbl
OTKpPbITUE BbICTaBKH

napag — 100
OTKpPbITUE BbICTaBKH

KOMMEHTap1H K My3blKaJlbHOMY COYUHEHUI0
OTKPbITUE BbICTaBKH




exhibitions

equation in two unknowns

élévation exhibition project

perm cycle
the exhibition opening

ssf / scents sounds factories
the exhibition opening

parade — 100
the exhibition opening

commentary for a musical piece
the exhibition opening
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EXHIBITIONS

© Nina Vorobyova .

© Marina Dmitrieva
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BbICTABKH

@  LeHTpanbHbIX
BbICTaBOYHbIN 3an

ypaBHeHWe C ABYMA HEU3BECTHbIMHU
BbiCTaBKa otorpacgos

HWHbI BOPO6LEBOM

¥ MapuHbl JMUTPUEBOM

¢ 5 mas o 4 urons 2017 roga

CoBmecTHas BbicTaBKa HuHbI
Bopo6beBoin U MapuHbl Jmu-
TPUEBOM — ITO OTPaxeHue ABYyX
NnosIt0COB TeaTpasibHOro NpocTpaH-
CTBa, TOYKM 3pEeHUA ABYX yyacT-
HUKOB npouecca, HaxoAALWMXCA
Nno pa3Hbleé CTOPOHbI OT CreKTa-
KnAa — ¢oTtorpada-nocTraHOBLUMKA
1 doTtorpacda-Habnogarens.

banned banners

HasBaHuWe BbiCTaBKU

HuHbl Bopo6beBoi B nepeBoge Ha
PYCCKMUI COXpaHAET yKpallaloLLyto
opuruHan annuvtepauuio: Banned
Banners — «3abaHHeHHble
6aHHepbI», UK « 3anpeLleHHble
nocrepbl», — 3TO cepusa 06pa3os.,
KOTOPbIM He CyXAEeHO 6bl10

HU CTaTb adMULLEl CreKTakNs,

HMW nonacTb Ha 06J10KY KOHLepPTHOM

NporpamMmmKH.

blackstage

BakcTtengK B 06beKkTUBe
MapuHbl ImuTpueBon —
oTpaxeHue CUTyauum U IMOLUMN,
KOTOpble HUKOraa He YBUAUT
3puUTenb, CUAAWMK B 3ane,
MaKCHMMasibHoe NpUGIUKEeHNe
B3rnaaa 6e3 BMewartenbCcTBa

B Npouecc — pesynbrar
TpexneTHero HabnwaeHusA
¢oTtorpaca 3a BHYTPEHHEN HU3HbIO

lMepmcKoro TeaTtpa onepbl 1 6aneta.

EXHIBITIONS

@ central
exhibition hall

equation in two unknowns
exhibition by photographers
nina vorobyova

and marina dmitrieva

opens may 5 — june 4, 2017

This joint exhibition of Nina
Vorobyova and Marina
Dmitrieva is a reflection of

two poles of theatre space,
two participants’ perspectives
of the process from different
sides of a performance — that
of the directing photographer
and observing photographer.

banned banners

Nina Vorobyova's exhibition

with its alliterative title "Banned
Banners" is a series of images
which were not destined to
become a theatre poster nor
end up on the cover of a concert
programme.

blackstage

Backstage through the lens of
Marina Dmitrieva is a reflection
of situations and emotions
which theatre audience would
never get to see; it is as up
close as one can get without
interfering in the process and
the result of the photographer's
three-year-long observation of
the inner workings of the Perm
Opera and Ballet Theatre.



BAOAQOION BUIN ®

%)
=
o
E
@
I
>
11

BbICTABKH

— A R

S L A e

SR e ——
VESL et
LU W R
D Ol




217

HUHa
BOpO6bLEBa,
doTtorpad,
pemxuccep

nina vorobyova,
photographer,
director

BbICTABKH

®dotorpacdma — still frame, Kak
still life — mepTBas ®u3Hb. PoTo-
rpacmMa — MUHYTa MONYaHUA.

Ha pecatb MuHyT ctapwe. He

Ha AecATb, Ha O4HY LiecTuae-
CATYI0 CEKYHAbI. MuUHyTa monua-
HUA MO 3TOK A0Ne CEKYHAbI.

Kaxpaoro aktepa Ha nepBbiX ypo-
Kax MacTepcTBa NpoCAT cbirpaTtb
3TI0A4, Ha MonYaHue. U 3T1o He TaK
NPOCTO — BCMOMHMWTb, a Yalle U30-
6pecTu cuTyaumio, rae He Tpe-
6ytotca cnosa. HaumMHaetca 6yp-
Hbl NOTOK (haHTa3MKU NPO CCOpbI U
co6MpaHue 4eMoLaHOB, MOMUHKH,
rMyXOHEMbIX AEBOYEK, CNALLUX
coceaer No KOMHaTe U npoyee.

B nocnegHee Bpems doTtorpadusa
HaCTOJIbKO NJIOTHO BOLL/MA B Hally
MWU3Hb, YTO NPAKTUYECKHU NepecTana
6bITb NPeAMETOM UCKYCCTBa, a CTana
yacTbio 6biTa. DoTorpacma Hecet
YTUIUTapHYIO YHKLUIO: KaK Y/IMKa,
JOKa3blBaeT Halle CyLecTBoBa-
HUe 1 61arococToAHne, 0CO6eHHO B
coucetax. Het cotorpadhmm — Het
noATBEPHAEHUA COCTOABLUErocs
CcobbITUA, Aare ANA CaMMUX YYaCTHU-
KoB. doTorpacma ABNAETCA caMbiv
6bICTPbIM CNOco6oM nepeaayu
MHhopMaLmK, NpU 3TOM cama OHa
0OCTaeTcA HenoABHUMHbIM COBbITUEM.
CrankuBasch ¢ doTorpacmen, 3pu-
TeNb CNPOBOLMPOBAH caenaTtb CO6-
CTBEHHbIX BbIGOP CKOPOCTU U ANN-
TEeNbHOCTU O6LEHUA C U306pae-
HUeM. TO CBOEro poga MeauTauums.

EXHIBITIONS

Photography is a still frame, like
still life, it is dead life. Photography
is a moment of silence. One

that’s ten minutes older. Except
it’s not ten minutes, but one
sixtieth of a second. A moment of
silence within this split second.

Every actor is asked to act out a
silent scene during their first acting
lessons. And it is not that easy

to remember — or more often to
invent — a situation where you
don't need words. Your imagination
darts between squabbles, packing
suitcases, wakes, deaf girls,
sleeping roommates and so on.

Recently photography has become
such an integral part of our lives,
that it has almost ceased being an
art and instead become part of the
routine. Photography has a utilitarian
function — as a piece of evidence
that reasserts our existence and
well-being, particularly on social
media. If there is no photo, there

is no proof of an event which has
taken place, even for its participants.
Photography is the fastest way to
share information, and at the same
time it remains static. When it comes
to photography, the viewer is urged
to make their own choice when it
comes to determining the speed and
duration of communication with the
image. It is a kind of meditation.
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MapHuHa
AMUTPUEBA,
toTorpadp,
XYZAOMHUK

marina
dmitrieva,
photographer,
artist

BbICTABKH

Cser, UBeT, geTtanu — BOT TpH
«RuTa» otorpacduun. Mol npu-
BbIK/IU K OCBELLEeHMWIO ToTa/lb-

HOMY — 3TO NMPaKTU4YHO, YA06HO,
noKasblBaeT cpasy Bcé. [lpyroe
AeNno — HanpassieHHbIh cBeT. OH
OTKPbIBAET KapTUHY He LieJIMKOM,
aKLUEeHTUpYeT BHUMaHWe Ha geTansax.

Boob6uie, KOHeYHO, CTPaHHO hoTo-
rpady roBopuTb O CBETE KaK UCTOY-
HUKe BAOXHOBEHMUA, Beab (hoTorpa-
¢unAa cama no ce6e ecTb CBET: NMy4YOK
¢OTOHOB, NaAalrLMUX Ha MaTpULyy.
TaK 4TO, MOMMMO CBEeTa, AOJIHKHO
6bITb 4TO-TO ewe. U ana meHsa 3To
LeTaln — NNaBHOCTb PYK, TEK-
CTypbl TKaHeKn, U3rubbl duryp. Bcé
3TO MOMHO BCTPETUTb U BHE Tea-
Tpa, HO UMEHHO 34eCb 3TH aNe-
MEHTbI CYLLEeCTBYIOT B €4UHCTBE.

TeaTtpanbHasa pyTMHa, €C/IM NOCMO-
TPeTb BHAMATENIbHO, BbIrNALUT
HeBepPOATHO KPacUBO U BpeMeHamMH1
CIOPPEanUCTUYHO. ITU CIOMETbI
CaMOObITHbI, BMELLMBATLCA B HUX —
TONbKO NOPTUTb KapTUHy. BbiBaer,
HamepeHue TpebyeT KOro-To noa-
BUHYTb WK 4YTO-HUBYAb NepecTa-
BWUTb, HO €C/IK 3TO caenatb — Npo-
nageTt marua MypaBeWHUKa, rae
BCE CnaeHHo, rae BCE cywecTsyet
no cBouM 3akoHam. CTouT Bme-
waTtbcA — U TebA cpa3sy 3amevaror,
U MypaBeWHHUK yTpayuBaeT ecTe-
CTBEHHOCTb, NEPexoAs Ha PEeHUM
«NOATAHUTECH, HAC CHUMAIOT».

Ocraetca HabnwAaTb U KaaTb
momeHTa. Mon aeBu3: NnpocTo xoau
M CMOTPU. XOAU U CMOTPHU, NOKa
He NoYyBCTBYELLb, YTO nopa. OaHa
U3 MOMUX NO6UMBbIX hoTorpadmum —
Ta, Ha KOTOpoM 6anepuHa B 6esom
TIOHMKEe 3aBuUcna B Bo3gyxe. Ee
6annoH TaKoOM eCTeCTBeHHbIN, 6e3
HanpsMxeHus, 6yaTo 3TO U He ABU-
HeHue BoBce. U HeHwmHa ¢ meT-
JIOM CMOTPUT Ha npoucxogsiuee ¢
TakuMM IMLOM, 6YATO y3pena 4yao.

EXHIBITIONS

Light, colour, detail — these are the
three pillars of photography. We are
used to total lighting — it is practical,
convenient, everything is shown all at
once. Directed light is another story.
It doesn't show the whole picture,

it focuses our attention on details.

It is actually strange for

a photographer to speak about light
as a source of inspiration, because

a photo is light as it is — a beam

of photons on the sensor. So, there
must be something else besides the
light. For me it is detail — the fluidity
of hands, textures of fabrics, curves
of bodies. All these things can be
seen outside the theatre as well, but it
is here that they harmoniously coexist.

The theatre routine, if looked at
carefully, appears incredibly beautiful
and sometimes surreal. These are
authentic stories — interfering in
them would spoil the whole picture.
You sometimes feel like moving
somebody or something around to
get a better shot, but if you do that,
the magic would disappear — that
magic of the ‘anthill’ where everything
is intricately organised and works
according to its own laws. It costs
you to intervene — as soon as you do
you are noticed, and the anthill loses
its natural state, moving instantly

into the ‘pull yourselves together,
they are taking pictures’ mode.

So, the only thing left to do is to
observe and wait for the moment. My
motto is just walk around and watch.
Walk around and watch until you feel
that it's time. One of my favourite
photos is the one where a ballerina
in a white overskirt is suspended in
the air. Her ballon appears so natural
and lightweight, free from any tension,
as though it is not movement at all.
Meanwhile a woman with a broom

is watching all this transfixed — as

if she were witness to a miracle.
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BbICTABKH

@ nepMcKasa apT-pe3uvaeHuusa

BbICTaBOYHbIM NMPOEKT élévation
¢ 12 mas no 13 urons 2017 roga

KypaTopbl BbICTaBKM:
TaTbsiHa HeYeyxuHa,
ofbra KAMMeHcKas

YYaCTHUKH:

NvnunaH BaH onaopn
(TpoHMHIeH, HUAEPIAaHbI),
MaKCUM HYPY/IUH

(epms, poccns),

NMANA epoxuHa
(caHKT-nIETEPOYPT, pOccHs),
pycnaH upvmos
(HanpumK, kabapaArHO-0aNKapus),
KOHCTaHTUH MeABeeB
(TBeps, poccus),

I0NIMA NepMAKoBa
(epms, poccns),

TaTbAHA HeyeyxuHa
(epms, poccns),

MWHe BanBep
(TpoHMHreH, HUAEPIAaHbI),
eJlieHa NoCTHOoOBa

(epms, poccns),

Mropb HOBUKOB

(xypran, poccus),

3PUH OpTaao

(rpeHoO1b, PpanIys),
KOHCTaHTUH HUKONaes
(epms, poccns),

MaKCHUM TUTOB

(epms, poccns),

aneKkcer AbiIMoB
(oHTapwmo, xaHazna),
thabreH 60HLM
(rpeHo6b, Gpanmys),
aneKcaHap HOBMKOB
(epms, poccns),

apTeM KyTepruH

(epms, poccns),

Basiepui XopoLiMnoB
(JIOH/I0H, BETTMKOOPUTAHMS),
osibra MonyaHoBa-nepMaKoBa
(epms, poccns),

eJieHa CTapuHoBa
(repmb, poccust)

EXHIBITIONS

& perm art residence

élévation exhibition project
opens may 12 — june 13, 2017

curators of the exhibition:
tatiana necheukhina,
olga klimenskaya

participants:

lilian van opdorp
(groningen, netherlands),
maxim nurulin

(perm, russia),

lidiya erokhina

(st. petersburg, russia),
ruslan tsrimov
(nalchik, kabardino-balkaria),
konstantin medvedev
(tver, russia),

julia permyakova
(perm, russia),

tatiana necheukhina
(perm, russia),

mine vaiver
(groningen, netherlands),
elena postnova
(perm, russia),

igor novikov

(kurgan, russia),

eric hurtado
(grenoble, france),
konstantin nikolaev
(perm, russia),

maxim titov

(perm, russia),

alexey dymov
(ontario, canada),
fabien bonzi
(grenoble, france),
alexander novikov
(perm, russia),

artem kutergin
(perm, russia),

valery khoroshilov
(london, uk),

olga molchanova-permyakova
(perm, russia),

elena starikova
(perm, russia)
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BbICTABKH

HasBaHuWe npoeKTta OTCbI-

naet K 6aneTHOMy TepPMUHY:

tp. élévation — cnoco6HOCTbL TaH-
LOBLLMKA UCMNOJIHATb BbICOKUE
NPbIXKKU C HDUKCaUUen B BO3ayxe
TOW UK MUHOM NO3bl. ITa 0COBEH-
HOCTb apTUCTa coBepLUaTb HEMbIC-
JIUMble TPIOKHU U MPU 3TOM 4YyB-
CTBOBaTb Ce6A eCTeCTBEHHO U
CBO60AHO HAaBOAUT Ha MbIC/Ib O
€AMHCTBE TBOPYECKOro npouecca
B pa3HbIX 061aCTAX UCKYCCTBA.

JINYHOCTb XyAOKHMKA — KaK U TaH-
uopa, My3blKkaHTa WM noata —
WUrpaeT BaHEMLUYIO posib B pas-
BMTUM UCKyCCTBa M obliectBa. Bcé
KaK B MNPbIXXKe — TONbKO 6€3 npu-
3eMNeHUn. AheKT AArMneBCKUX
«PyCCKMX C€30HOB» TOXE CpaB-
HUM C 3neBauuen: 3To 6bI1 Npbi-
MOK UCKyCCTBa Bnepea U BBepx, C
«3aBUCaHMEM» A0 HalUUX BpeMeH
MU pe30HaHCOM B COBPEMEHHOCTH.

BbicTaBo4YHbIM NpoeKT élévation —
3TO TBOp4YecKasn nabopartopusa eau-
HOMbILLJIEHHUKOB U3 pasHbIX CTpaH
MUpPa, YBJIEYEHHbIX UAeen Xyao-
MECTBEHHOro aHanu3sa élévation B
NpbI*XKe TaHLUOBLIMKAa, BO B3Maxe
PYK AMpUHKepa, B rosioce MnowLLero
M YMTaIOLLEro apTUCTa UK B JIEHU-
BOM JIe}KaHUMU MedTaTesNd, co3ep-
uatowero o6naka, U OTKpbIBAKOLLUX
B npouecce COBMECTHOM paboThbl
HOBbIe NYTHU A4JIA CAMOPas3BUTHUA U
NOArOTOBKU K HOBbIM « MPbIXKKaM».

BepHucaxk n dMHUcaK nponayTt npu
y4yacTUMU XyAOXHUKa-moaenbepa
Enexbl CtapvKoBOM, KoTOpasa npu
CO34aHUM CBOEHW KOJINEKUUN TaKHe
BAOXHOBAANACb 6aNeTHON TEMOM.

Mpu nopgaepxKe
MuHucTepcTBa KynbTypbl NepMcKoro kpasa

EXHIBITIONS

The name of the project refers
to the classical dance term
(from French élévation) used to
denote the ability of a dancer
to attain height in dancing. The
‘hovering’ of the dancer in the air
during the jump and the feeling
of being natural and free at the
same time, promoted the idea
of the similarity of the creative
process in various areas of art.

The personality of an artist, a
dancer, a musician, or a poet
plays an invaluable role in the
progress of art and society. Just
as in a jump, but without the
landing. The effect of the Diaghilev
Russian Seasons could also be
compared with elevation — it

was a breakthrough in space and
time, ‘hovering’ until now and
resonating onto the modern culture
with a powerful creative impulse.

élévation exhibition project is a
creative laboratory for like-minded
people from all over the world,
united by the idea of an artistic
study of élévation in a dancer's
jump, waving of a conductor's hand,
or a voice of a singer in process of
creation or just a lazy person lying
and contemplating the slow floating
of clouds in the sky. In process

of working together they discover
new ways for self-development and
preparation for ‘new leaps’ in art.

A fashion show by Elena Starikova
will take place on the opening

and closing days. While creating
her collection, the designer

was also inspired by ballet.

With the support of
Ministry of Culture of Perm Territory
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18.05 / 17:00

BbICTABKH

@  NepMCKasa XyaoMXeCTBEeHHas
ranepes

NepMCKMUM LUKN

BbICTaBKa BU3YyaJIbHOIO XyAOXHUKa

MHrpug byrre

OTKPBITHUC BBICTABKU

MynbTmegmMitHana BbiCTaBKa
«[epMCKHUI LUKN» BU3yallbHOM
XyAOMHULUbI U3 laHmu UHrpma
Byrre — coBmecTHas paborta
TBOPYECKMX KONNEeKTUBoB lMepmcKon
ranepewu, NepmcKoro Teatpa

onepbl 1 6aneta U NepmcKoro
rocy4apCTBeHHOrO MHCTUTYTa
KY/IbTYpPbl.

WHrpug Byrre Boibpana cemb 3KcC-
NOHaTOB U3 KOJUJIEKLUMU NEPMCKOM
LEepEeBAHHOM CHYJIbMTYPbl, KOTOPble
NOCNYKU/IM OCHOBOM 419 Hanuca-
HUA CEMM My3blKaNbHbIX KOMMO-
3ULUA-aIIIO3UK Ha 6UBNENCKMIA
ctoxkeT «Cemb cnos Cnacurtens

Ha KpecTte». pu yyactum aptu-
ctoB [lepmcKoro Teatpa onepbl U
6aneta Ha 3Ty My3blKy 6blIU CO3-
LaHbl xopeorpactu4yecke MUHUa-
TIOPbIl, KOTOPbIE€ NOC/YKUJIU OCHOBOM
Ana cepun hotopaboT U BUAEOUH-
ctannAaumii. Ha BbicTaBKE NOMUMO
cepuu ¢oTo- U BUaAeopaboT npea-
CTaB/ieHa UHCTaNNAUUA, co3aHHas
Ha OCHOBE PEHTFeHOBCKUX CHUM-
KOB NEPMCKHUX AepeBAHHbIX 60roB.

BbicTtaBKa «[lepMCKMI UMKN» — 3TO
NonbITKa aKkTyalM3upoBaTb BeJIMKOe
Hacneaue nepMcKoro AepeBAHHOro
3044eCcTBa Yepes3 CUHTE3 pas/iny-
HbIX A3bIKOB UCKYCCTBA: MY3blKH,
TaHua, otorpactuuv U BUAEO.

BricTaBka mpomuTes
1o 30 nronsa 2017 roma

Mpu nogaepxKe MoconbctBa AaHuu
B Poccuun

EXHIBITIONS

@ perm state
art gallery

perm cycle

exhibition of work

by the visual artist ingrid bugge

the exhibition opening

Multimedia exhibition ‘Perm
Cycle’ by the Danish visual artist
Ingrid Bugge is a collaboration
between the creative teams of
the Perm Art Gallery, the Perm
Opera and Ballet Theatre and the
Perm State Institute of Culture.

Ingrid Bugge selected seven items
from the Perm wooden sculpture
collection, which served the point
of departure for the composition of
seven musical compositions which
are allusions to the biblical story ‘The
Seven Last Words on the Cross’.
With the participation of artists
from the Perm Opera and Ballet
Theatre, choreographic miniatures
were created for this music, which
served as a basis for a series of
photos and video installations. In
addition to the aforementioned
exhibits, the exhibition features

an installation created using X-ray
photographs featuring wooden
sculptures of the Perm gods.

The Perm Cycle exhibition is

an attempt to actualise the

great heritage of Perm wooden
architecture through the synthesis
of various artistic language: music,
dance, photography and video.

The exhibition will run until
June 30, 2017

With the support of the Danish
Embassy in Russia
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17.05 /19:00

BbICTABKH

@ My3er COBpPeMeHHOro UCKyccTBa
permm

333 / 3anaxuv 3BYKW 3aBOAbl

NpoeKT Mmy3eedUKaLmnu

HemaTepUabHbIX Cy6CTaHUUM

3aBoA0B NepMU U NEePMCKOro Kpas

OTKPBITHUC BBICTABKU

XYAOHKHUKMU:
KatAa 6o4yaBap, neTp anay,

oner MmakapoB, Uropb BA3aHU4eEB,
tenop A0OAOHOB, KCEHUA NaHUKHUHA

3aBoAbl:
nepmcKas

LLeNNI0N03HO-6yMaHaA KOMMNaHu1A,
MOTOBWJIMXMHCKME 3aBOAbl,
TEHTOPUYM,

OAK-NepMCKMe MOTOPbI,

NnepMCKU MYKOMOJIbHbIX 3aBoJ,
MHKab,

thopBapa,

KpacHOKaMcKasn ¢abpuKa
AepeBAHHOW UrpyLUKH

MyseedmKauuma 3ByKOB, 3anaxos

M CBETOBbIX COCTOAHWIK 3aBO4OB
Mepmu 1 MNepmMmcKoro Kpaa — 310
YHUKaNbHOE KY/IbTYPHOE HauyuHaHue,
KOTOpoe BnepBble byaeT npeacras-
JIEHO B TaKOM O06beme He TOJIbKO

Ha Ypane, HO U BooGLLe B MUPOBOM
NpaKTUKe BbICTaBOYHbIX NPO-
cTpaHcTB. [NoceTuTenb oKkaxeTca B
My3ee, rae coaepxaHvem BbICTaBKU
CTaHOBUTCA « 6UBIMOTEKA 3BYKOBY,
«6mnbnnoteKa 3anaxoB» U « 6UO6INO-
TeKa CBeTa» 3aBOACKUX NMOMELLEHUN.
[Mpou3BeaeHUA cO34al0TCA Ha OCHO-
Be KaK 3MMNUPHUYECKUX NeperMBaHUn
XYAOMHUKOB — Y4YaCTHUKOB NPOEK-
Ta, TaK U 3ahKCUPOBaHHbIX NPUBO-
pPaMM TOYHbIX CBEAEHUI, COBPaHHbIX
B X04€ TBOPYECKOro gecaHTa B
paboyre NnomMeLleHUs 3aBo40B.

BricTaBka npoayutes
1o 16 aBrycra 2017 rona

EXHIBITIONS

@ permm museum
of contemporary art

ssf / scents sounds factories

a project aimed at the museumification
of non-material substances from
factories in the perm territory
exhibition opening

artists:

katya bochavar, peter aidu,
oleg makarov, igor vyazanichev,
fedor dodonov, kseniya lanikina

factories:

perm pulp and paper company,
motovilikha plants,

tentorium,

perm engine company,

perm flour mill,

incab,

forward,

krasnokamsk wooden toy factory

The museumification of the sounds,
scents and light conditions of

Perm factories is a unique cultural
undertaking to be presented for the
first time on such a vast scale not
only for the Urals, but also within the
worldwide exhibition space context.
The visitors will find themselves in

a museum, where the contents of
the exhibition are ‘library of sounds’,
‘library of scents’ and ‘library of light’
of the factory premises. The works
are created on the basis of both
empirical experiences of the artists
participating in the project, as well
as accurate information recorded

by recording devices used during
tours of the working premises of the
factories. The experience of getting
acquainted with the collected material,
transformed into works of art, can
only be obtained within the museum
walls, because neither a photo nor

a video can fully convey this exhibit.

The exhibition will run until
August 16, 2017
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20.05 / 15:00

AKpob6aTtbl —

JoH Kakkamo

v MneH 3aepToH.
Banet «MNapaa»

B MOCTaHOBKe
Joffrey Ballet, CLLA,
1973.

Dawn Caccamo

and Glenn Edgerton
as the Acrobats.
The ballet Parade by
Joffrey Ballet, USA,
1973.

BbICTABKH

@  LEeHTP ropoACKOM KyNbTypbl

napag — 100

K CTOJIETMIO NPeMbepbl

6anera «napaa»

OTKPBITHUC BBICTABKU

KypaTopbl BbICTaBKU:

BUTa/IUM NaLOKOB,

aHacTtacuf KO3a4eHKO-CTPaBUHCKas,
enrM3aBeTta MMPOLLUHUKOBA
YY4aCTHUKU: MUXaWUN NaBJIIOKEBUY,
onbra cy660TuHa,

anekceu nobUmos,

eKaTepyHa laBpeHTbeBa,
aneKcern KOHoMnes,

Konnekuma oHA0B My3eq
BMKTOPUU U anbbeprta
(BeNIMKO6pPUTaHMUA),

MOCKOBCKas LKoJa rpaU4yecKoro
AU3aiHa U COBPEMEHHbIX
XYAOMHECTBEHHbIX NPaKTHUK « T2»
(pyKoBOAUTENb MUXaW/1 BOJIOXOB),
3[eHKO racnapoBuy (xopBaTus),
KoA3u AMamypa (AnoHus),
aHMXeneH npenbxoKamk (hpaHuuma)

opraHM3aTop: LLeHTP ropoaCcKom
KyNbTypbl NPU NoaaepHKe oHaa
«HOBaA Ko/neKuua»

18 masn 1917 roga coctoanacb npe-
Mbepa 6aneta «[lapag» B NapuUHKCKOM
Teatpe LLlatne, B KOTOpOM BnepBble
o6beauHUnuck HKaH Kokto, IpuKk Catu
u MNa6no MNMuracco. My3sbiKka 6aneta
6bina HanucaHa dpuKkom CaTtu no cue-
Hapuio HHaHa Kokto ana « Pycckux
6anetoB» [arunesa. Xopeorpahom
BbicTynun Jleonna MAacuH, gexkopa-
LM U KOCTIOMbI 6bl1M co3aaHbl Mabno
MuKkacco. Moat Mwiiom AnonnuHep
Hanucan ANAa npeMbepbl MaHUtecT
nozg, 3aronoBKoM « HoBbIM Ayx», B KOTO-
poOM Ha3Ban CreKTak/b «6osiee npaBs-
OUBbIM, YEM CaMa XU3Hb», U, ONUcaB
€ro Kak «CBOero poga croppeanmsamy,
BnepBble B UCTOPUM ynoTpebun 3ToT
TEPMWUH, 0603HAYMBLLNUIA LieN0e XyAo-
HeCTBeHHOe TeyeHue Havana XX

BEKa, a TaKe NepBbli ONbIT paboTbl
¢ 6aneTom hpaHLy3CKOro aBaHrapaa.

EXHIBITIONS

@ city culture center

parade — 100

to the anniversary of the premiere
of the ballet parade

exhibition opening

curators of the exhibition:

vitaly patsyukov,

anastasia kozachenko-stravinskaya,
elisaveta miroshnikova
participants:

mikhail pavlyukevich,

olga subbotina,

alexey lubimov,

ekaterina lavrentieva,

alexey konoplev,

victoria and albert museum (uk),
moscow school of design t2
(headmaster — mikhail volokhov),
zdenko gasparovich (croatia),

koji yamamura (japan),

angelin preljogaj (france)

organizer of the exhibition:
city culture center

with the support of

‘new collection’ fund

On May 18, 1917 the ballet Parade
premiered at the Théatre du
Chatelet in Paris and was the first
collaboration between Jean Cocteau,
Erik Satie and Pablo Picasso. The
music was composed by Erik Satie
based on the scenario by Jean
Cocteau for Sergei Diaghilev's
Ballets Russes. The ballet was
choreographed by Léonide Massine,
and the sets and costumes were
designed by Pablo Picasso. The
poet Guillaume Apollinaire created

a manifesto for the ballet premiere,
entitled ‘The New Spirit’, in which
he described the ballet as “more
truthful than life itself” and “a kind
of surrealism”, coining the term that
would be used to define a unique art
movement of the early 20th century,
and the first experience of working
with the ballet of the French avant-
garde.
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®DOTOCHUMOK
OPUrMHaNbHOro
3aHaBeca K 6anety
«Mapaa» paboTbl
Ma6no MNMuracco.

Photo of Pablo
Picasso's original
curtain for the ballet
Parade.

AMepUKaHCKUI
MeHeaKep —
[Oxepen

Xunaunr. banet
«Mapaa» B
NocTaHOBKe

Joffrey Ballet, CLLA,
1973.

Jerel Hilding as the
American Manager.
The ballet Parade by
Joffrey Ballet, USA,
1973.

RuTanckum
(OKYCHUK —
MuTtep Hapb6yTac.
Banet «Mapag»

B MOCTaHOBHKe
Joffrey Ballet, CLLA,
1973.

Peter Narbutas as
the Chinaman. The
ballet Parade by
Joffrey Ballet, USA,
1973.

BbICTABKH

B pamKax BbicTaBKkMU «[lapag — 100»
6yayT npeacraBneHbl UICTOPUYECKHE
toTtorpavu U3 KONNIEeKLUU TIOHAOH-
ckoro Myses BuKTtopuu u AnbbeprTa,
a TaKMe UHCTannAaumuAa «lencrayto-
wue nuua» NepmMCcKUX Xy40HHMUKOB,
NaypeaTtoB MHOIMOUYMUC/IEHHbIX MeXAy-
HapoaHbix npemuit Muxauna MNa.-
NoKeBrya U Onbru Cy660TUHON. B
NPOCTPaHCTBE 3KCNO3ULMU AEMOH-
CTpUpyroTcAa potorpadmm peKoH-
CTPyKuUMH 6aneta «[Mapag» paH-
uy3cKum Konnektusom EUROPA
Danse (2007), naptutypbl Catu “
apXuBHble raseTHble JOKYMEHTbI
Havyana XX Beka. Oco6oe mecTo B
ApamaTypryum npoeKTa 3aHMMarT
aHUMaUuMWOHHble paboTbl MacCTePCKOM
«/1BUHKyLMECA KapTUHKKUY», BUAE-
othparmeHTbl U penjuk1 6anerta
Tpynnbl Joffrey Ballet (CLUA, 1973),
Avant la ParadeB xopeorpacuu
AHxeneHa lMNpenborama (PpaH-
uma, 1992) u omnbm «bonblue, Yem
N60Bb», pacCKasbliBawLKUM O B3a-
MMooTHoweHusAx Mabno MNMuracco u
Onbru Xoxs10B0M, NOBCTPEYaBLUMXCA
B NepuoA paboTbl Xy4OKHUKA Ha4
6anetom «[Mapaay. Mo cnyyato O6U-
nea cnektakna MockoBcKas wKona
rpacuyecKoro Au3amHa u cospe-
MEHHbIX Xy40HEeCTBEHHbIX NpaK-

TUK « T2» co3gana cneuunanbHyo
CepHI0 MJ1aKaToB, B KOTOPbIX NOA-
YepKHyTa CBA3b PYCCKOW U paH-
LY3CKOM Ky/bTYP U NO-HOBOMY
OCMbIC/IEH AU3alH OPUrUHalIb-

HbiXx aduw «[Mapaga» 1917 roaa.

EXHIBITIONS

The project will include exhibitions
of historical photographs from

the Victoria and Albert Museum
collection as well as the installation
The Characters by Perm artists —
international award-winners Olga
Subbotina and Mikhail Pavlyukevich.
The exhibition will also showcase
photographs of the Parade
reconstruction by the French troupe
EUROPA Dance (2007), Erik Satie's
scores, and archival documents
from early 20th century newspapers.
Proving a particular exhibition
highlight is the animation programme
by the Moving Pictures studio
(Moscow), videos and replicas from
Joffrey Ballet (USA, 1973), Avant la
Parade choreographed by Angelin
Preljocaj (France, 1992), and the film
Pablo Picasso and Olga Khokhlova,
from the series ‘More than Love’,
about the latters’ relationship which
began during Picasso's work on the
Parade ballet. For the anniversary
of Parade the Moscow School of
Design T2 has created a dedicated
series of posters depicting not only
the connections between French
and Russian cultures but also a
new interpretation of the original
Parade poster design from 1917.
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Uropb CTpaBUHCKUHA,
ExaTtepuHa
CTtpaBHHCKas,
Jloamuna HoceHko,
lypuit CTpaBUHCKHUNA.
c. MNeyecku, 1905.

Igor Stravinsky,
Ekaterina
Stravinskaya,
Lyudmila Nosenko,
Guri Stravinsky.
Pechesky. 1905.

Uropb CTpaBUHCKUIA.
JleHuHrpag, 1962.

Igor Stravinsky.
Leningrad (Saint
Petersburg), 1962.

BbICTABKH

@  OpraHHbIM 3an

nepMcKoun thunapmMoH1H
KOMMEHTapum
K My3blKaJIbHOMY COYMHEHHUIO
K 135-neTuio uropsa CTpaBUHCKOIO
OTKPBITHUC BBICTABKU

HypaTtop:

aHacTacuA KO3a4eHKO-CTpaBUHCKaA
ROOpPAUHATOP:

eKaTepuHa Tecsep

YYaCTHUKMU:
ceprev KaTpaH,

anna ypb6aH,

AapbA rycakosa,

HUKKUTaA CNUPUAOHOB,
eKaTepuHa echmmoBa,

MaKCUM eNIn3apos,

apxusbl hoHAa

MM. UropA CTPaBUHCKOIo
MacTepcKaa MHAUBUAYaNbHOM
pexuccypbl MUp-5

6opu1ca toxaHaHoBa

npy noanepKe

toHAa UMEHH

MUropAa CTPaBUHCKOIo B POCCUU
¢doHaa naynAa 3axepa

(6azenb, WwWBeLapun):

apxvB U. (h. CTPaBUHCKOrO,
rnaBHbIX XpaHUTENb —

Xangu uMmmMmepmaH

BBICTaBKa MPOIJIUTCS
1o 25 masg 2017 roma

BbicTaBKa NpoxoAvT B paMKax
loaa Uropsa CTpaBUHCKOroO

1 peanusyetca PoHAOM UMeHH
Uropa CtpasuHcKoro B Poccuun
B coTpyaHu4ecTBe ¢ PoHAOM
Mayns 3axepa B LBeiuapuu.

EXHIBITIONS

@ perm philharmonic organ
concert hall

commentary for a musical piece
to mark the 135th anniversary
of igor stravinsky

opening of the exhibition

curator:

anastasia kozachenko-stravinskaya
coordinator:

ekaterina tesler

participants:

sergei katran,

alla urban,

daria gusakova,

nikita spiridonov,

ekaterina efimova,

maxim elizarov,

the residents of oranienbaum
(currently — lomonosov)

the igor stravinsky
foundation archives

boris yukhananov's mir-5 studio
of individual directing

with support from

the igor stravinsky foundation

paul sacher foundation

(basel, switzerland):

stravinsky archive,

head curator — heidy zimmermann

the exhibition will run until
may 25, 2017

The exhibition is held as part
of the ‘Year of Igor Stravinsky’
put on in collaboration with
the Igor Stravinsky Foundation
(Russia) and the Paul Sacher
Foundation (Switzerland).
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Hu3HeHHbIM NyTb Uropa CTtpa-
BMHCHKOIO U ero TBOpYeCKUe NpuH-
LMNbl HEOTAENUMbI OT 06pa3HOCTH
MEHCKOro Hayana — KaK MHoro-
JIMKOro 6€CCMEeHHOro aHrena, xpa-
HUTENA CEMEeWHOro o4yara U Teppu-
TOopUK N6BKU. AHHa KupunnosHa
XonoaoscKkasa (matb), Ekate-

puHa MaBpunoBHa CTpaBUHCKas,
Jlioamuna u MuneHa (gouepm),
TatbAHa ¥ Kcenua (nnemsaH-
Huubl), Bepa CTpaBuHCKas.

TBOpYECKMI BEKTOP KOMMO3UTOPA
cchopmmpoBaH B 0c060M1, ry6oKo
JIMYHOM ApamaTyprumM U OpraHM4YHO
CBA3aH C }€HCKUMMK 06pasamu,
3a(pMKCUpPOBaAHHbLIMU B €ro npo-
u3BeaeHUAX: « BecHa cBALLeH-
Haa», « Hap-nTuua», « Maspa»,
«CBage6Kka», «[Mouenyi den»,
«lMepcedoHa» — rae packpbl-
BalOTCA HMBbI€ KOHCTPYKLUHU U
uaeanbl KeHcKoro Havyana. OHu
norpyatTca B rnyboxkue Tpa-
OWLUUA U BMECTe C TeM BbIXO-

OAT JaneKko 3a npeaesnbl apxe-
TUNOB « 6aLLlHN U3 CIOHOBOW
KOCTH» U «30/10TOr0 YepTorax.

HebecHoe mepLiaHue HEeHCKUX
o6pazoB Uropsa CtpaBMHCKOro npo-
ABNIFIETCA B BbICTaBOYHOM MPOEKTE
«KommMeHTapmi K My3blKaJlbHOMY
COYUHEHUIO» KaK UCTOPUYECKUI
KOHTEKCT, CBUAETE/IbCTBYIOLUHA

0O pPasBUTHMU TBOPYECKOM U HU3-
HEeHHOW rapMOHMU KOMMNO3UTOPA,

O NOCTOAHHOM [ MaJiore HEeHCKUX
¢huUryp, B3aMMOCBA3AX U COr/lacum.

Uccneaya tBopuyectBo Uropsa
CTpaBMHCKOro, 3puTenb nonaaaer
B MecTa npe6biBaHWA KOMMNO3U-
Topa, BOCCO34aHHble B BU3yaJibHO-
aKYCTUYECKUX UHCTaNNALMUAX:

— Hukuntbl CnupuaoHoBa « Caviar
et merde» (2017): roe Buaeo-
KUN, CHATbIN B }aHpe poya-MyBH
Ha My3blKy Scherzo a la Russe,

EXHIBITIONS

The life of Igor Stravinsky and
his creative background are
inseparable from the imagery

of the feminine principle —

a many-faced irreplaceable
angel, the keeper of the family
hearth and the realm of love.
Anna Kirilovha Kholodovskaya
(mother), Ekaterina Gavrilovna
Stravinskaya, Lyudmila and Milena
(daughters), Tatyana and Ksenia
(nieces), Vera Stravinskaya.

The composer’s creative vector
has been formed in a special,
deeply personal dramatic context
and is organically connected with
the female images depicted in his
works — Le Sacre du printemps,
The Firebird, Mavra, Les noces,
Le baiser de la fée (The Fairy's
Kiss), Perséphone — in which the
living structures and ideals of the
feminine principle are revealed.
They are immersed in deep
traditions and at the same time go
far beyond the archetypes of the
‘ivory tower’ and ‘golden palace’.

The celestial flicker of Stravinsky's
female images can be witnessed
in the exhibition project,
Commentary for a Musical
Composition, as part of the
historical context, evidencing the
development of the composer’s
life and creative harmony, which
revolves around the constant
dialogue between female figures,
interrelations and concordance.

Exploring the works of Igor
Stravinsky, the viewer ends up in
the places in which the composer
resided, recreated through
visual-acoustic installations:

— Caviar et merde (2017) by
Nikita Spiridonov: an exposition,
where the video shot in a road-
movie style to Scherzo a la
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CTaBMUT CBOEW 3aja4veu nepe-
OCMbIC/IEHUE KYyNbTYypOJsioruye-
CcKoro heHomeHa CTpaBHUHCKOIO
C NO3ULMUM ICTETUKU KUTYA;

— Ceprea KatpaHa — «Poxpe-
Hue my3biku» (2013): rae cnyyam-
Hbli 3BYK, CTO/b Y4a4HO COBMNaB-
LKA CO CbEMKOW BEHeLUUaHCKUX
BOA Y Npu4yana B ApceHane, ctan
«€A4MHCTBEHHO BO3MOMHbLIM KOM-
MeHTapuem» K My3blKa/lbHOMY
npousBeaeHuio Uropa Crtpa-
BUHCKOro Requiem Canticles
(«3aynoKoiHble NeCHONEeHUA»).

My3blKkanbHble 06pa3sbl CTpa-
BMHCKOIro, COCpeloTOYEHHbIE B
BM3YyaJIbHbIX XyA0XEeCTBEHHbIX
cUCTEMax — MHCTannAauuax Annbl
VYp6aH, [lapbu 'ycakoBoi, EKare-
pyHbl EhMOBOI, CTPYKTYPUPY-
I0TCA B €4UHYI0 Tonorpagu4ecKkyto
KapTy U YHUKaJIbHbIX OPraHU3m,
COCTOALMIK U3 03BYYEHHbIX MUCEM,
UCTOPUYECKUX (hoTorpadun,
CBETO-KMHETUYECKUX OOBHEKTOB.

lMonagaa B NnpoCTpaHCTBO Npo-
€KTa, 3p1UTe/b NoJly4aeT BO3-
MOMHOCTb BMECTe C KypaTopom
M XyAOXKHUKAMM OLLYTHUTb 6e3-
rPaHUYHYIO NEePCMNEeKTUBY BU3Y-
aNbHO-aKYCTUYECKMUX KOMMEH-
TapueB. B HarnAagHOCTH 3TUX
CBUAETE/IbCTB OTKPbIBAETCA CUH-
Te3 peasiuii HOBEHLero xyaoMHe-
CTBEHHOI0 CO3HaHUA U My3bl-
KanbHOM « HOTbI» XXI BeKa.

EXHIBITIONS

Russe, sets a goal to rethink
culturological phenomenon of
Stravinsky from the point of
view of aesthetics of kitch;

— The Birth of Music (2013)

by Sergei Katran: in which a
random sound which coincided
so well with the shooting of

the Venetian waters at the
Arsenal pier, became the

“only possible commentary”

to Igor Stravinsky's musical
composition Requiem Canticles.

Stravinsky's musical images
are concentrated in visual art
systems — in the installations
by Alla Urban, Daria Gusakova,
Ekaterina Efimova — they

are structured into a single
topographic map and a unique
organism consisting of voiced
letters, historical photographs,
light-kinetic objects.

Upon entering the project
space, the viewer, together
with the curator and artists,
gets the opportunity not only
to feel the limitless stream of
visual-acoustic commentaries
but also — within the clarity
of these testimonies — the
synthesis of the realities of the
newest artistic consciousness
and the musical ‘note’ of the
21st century is revealed.
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obpasoBartesibHaA nporpamma

LLepeMOHUA BpY4YEeHHUs
11l npemun ana monoabix
KPUTUKOB «pe30HaHC»

¢ecTUBaNbHbIN KNy6




projects

educational programme

the ‘resonance’ award
ceremony for young critics

festival club
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MPOEKTDI

o6pasoBare/ibHaA nporpamma
MeXAYHapoAHOro AAruaeBCKOro
dectuBana — 2017

JJIA CTYACHTOB TBOPYECKUX
CHeIII/IaHLHOCTeﬁ pOCCI/IfICKPIX BYy30B
nu BOHLHOCHYIHaTeJIeﬁ

HanpaesieHUs obpa3oBaTe/lbHOM

nporpammbl — 2017:

* onepHo-cUM(oOHHUYECKoe
OVUPUHUPOBaHUE

* XOPOBOE AUPUMUPOBaHUE

* CTPYHHOE MUCMONHUTENLCTBO
(CKpYNKa, BUOJIOHYE/b)

* chopTenmaHo

* aKaZeMHU4yecKoe neHue

* BU3ya/IbHOE UCKYCCTBO

B 2017 roay NepmcKuii Teatp onepbl
u 6aneta npogonxkaetr O6pasoBa-
TeNbHYIO NporpaMmy AN CTyAeH-
TOB TBOpYECKMX By30B Poccuun. OHa
cchopmupoBaHa U3 MacTep-Ki1accoB
WUCMONIHUTENEN, NEeKUUHA MY3blKOBe-
LOB U UCKYCCTBOBEAOB, OTKPbITbIX
LOUCKYCCHUH, LeNlb KOTOPbIX — AaTb
TBOPYECKOM MOJIOAEHKU BO3MOMKHOCTb
NOrpy3uTbCA B MUPOBOM KOHTEKCT
COBPEMEHHOM Ky/NbTypbl, paclUUpUTb
B3rnA4 Ha npodeccuio, Noy4YMTb
MH(OPMaLUIO 06 aKTyasibHbIX TEeH-
LEeHUUAX B UX chepe AeATeNbHOCTH.

OA4HO U3 rnaBHbIX COBbLITUA — npe-
Mbepa « bpaa6epu-onepbi», npo-
eKTa yyacTHuKkoB O6pasoBaTtesb-
HOM nporpammbl MexayHapogHoro
JAarnnesckoro ¢ectusana — 2016,
KOTOPbIMA OHU CO34a/Iu COBMECTHO

C BbINyCKHUKamu MexayHapogHOM
aKaZeMun MoJIoAbIX KOMMO3UTO-
poB B ropoge Yaiikosckom (Mepm-
CKUi Kpaii). NpemMbepa BKAOYaET

B ce6s nBe MMHU-OMEpPbI, HaNnUcaH-
Hble U NOCTaBJ/IEHHbIE CUJIaMKU MOJIO-
ObIX KOMMNO3UTOPOB, AUPUKEPOB,
WUCMOJNIHUTENIEN U PEeHUCCEPOB Crneuu-
anbHO AnA ecTMBanda 3TOro roaa.

PROJECTS

educational programme

of the international

diaghilev festival 2017

for students of creative specialties
in russian universities

and auditing students

fields of study:

* opera and symphonic
conducting

choral conducting
string performance
(violin, cello)

piano performance
vocal performance
visual art

In 2017 Perm Opera and Ballet
Theatre continues Educational
Programme for Russian

students majoring in creative
specialties. The programme
includes masterclasses of
leading performers, lectures of
musicologists and art historians
and open discussions so the
young artists could plunge into

a world context of contemporary
culture, broaden their professional
minds and get information about
relevant tendencies in their areas.

One more unique event is a
Bradbury-opera — a joint project of
graduates of Educational Programme
of the International Diaghilev
Festival 2016 and alumni of Young
International Young Composers
Academy in the town of Tchaikovsky
(Perm Territory). They will present
two mini-operas created and staged
by young composers, conductors,
artists and directors specially for
the Diaghilev Festival 2017.
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@ NepMCKui Teatp
onepbl U 6aneta

LepeMOHUA Bpy4YeHuUs

1l npeMuKn « pe3oHaHC»

ONF MOJIOAbIX MY3blKa/lbHbIX
KPUTUKOB

Bcepoccuinckaa npemusa « Peso-
HaHC» — MNpemMusa ANA MOJIOAbIX
My3blKa/lbHbIX KPUTUKOB, KOTO-
pbie NUWyT 06 akageMHUYeCKoM
My3blKe U My3blKaJibHOM TeaTpe.
Bpy4yaeTca 3a UICKYCCTBO Chy-
LWaTb My3blKY, OCMbICNATbL €e U
JOHOCUTb CBOU MY3blKa/lbHble
Bne4yaT/NieHUa 40 YydTaTeneu.

B 2014 roay npoekKT y4pe-
aunu MNepmMmcKui TeaTp onepbl
u 6aneta, PoHA NnoaAepPHKKHU
UcKyccTBa « Kamepa O6¢cKypa»
(CN6) u MUHAUCTEPCTBO KyNb-
Typbl [epmcKoro Kpas.

«Pe30oHaHC» noowpseT Mono-
ObIX aBTOPOB, CNOCO6HbIX YBU-
LETb COBPEMEHHYIO KyNbTyp-
HYI0 CUTYaLMIO NOZ HOBbIM
YIrIOM Y NPUB/IeYb K HEN BHU-
MaHue yuTaTesien. KpuTuKm,
YbM paboTbl N06eauIU B HOMU-
Hauun «Jly4wrmn KpuTUye-
CKHUM TeKCT», nony4atot 150
000, 75 000 u 50 000 py6nen
(npemuwu |, Il u lll ctenenn).

Kpome KOHKpPEeTHbIX UMEH, Npo-
eKT otmeyaetr CMWU, KoTopble
Ny6AUKYIOT aKTya/lbHble maTte-
pyanbl 0 My3blikaJlbHOM Tea-
TPe U akageMUUYECHOM My3biKe.
Oco6ana HomuHauua — «[lloyeT-
HaA npeMuUA» — MoCBALLeHa
KPYNHEHULLIMM KPUTHUKaM, KOTO-
pble Cbirpanau BaxHylo poJb B
COXpaHEeHWU U Pa3BUTHUH KyJb-
TYPHOro Hacnegua Poccuu.
JNlaypeat «[lMoyeTHOM npemum»
nonyyaet 100 000 py6nen.

PROJECTS

@ perm opera
and ballet theatre
lll ‘resonance’
award ceremony
for young
music critics

The All-Russian ‘Resonance’
Award was created for young music
critics writing about academic
music and musical theatre. It is
awarded in recognition of the art

of those who listen to music, who
are able to then conceptualize it
and communicate their musical
impressions to the reader.

The project was established in
2014 by the Perm Opera and
Ballet Theatre, the Camera
Obscura Arts Support Foundation
(St. Petersburg) and the Ministry
of Culture of Perm Territory.

The ‘Resonance’ Award encourages
young authors who are able to
interpret the contemporary cultural
situation from a new angle and
draw the readers' attention to it.
Critics, whose works win ‘The

Best Critical Text’ category receive
a cash sum award of 150,000,
75,000 and 50,000 roubles (for I,

Il and lll class category awards).

In addition to specific names, the
project gives recognition to media
publications who feature musical
theatre and academic music-related
content. A special nomination —
‘The Honorary Award’ — is awarded
to the major critics who have played
an important role in preserving and
developing the cultural heritage of
Russia. The winner of ‘The Honorary
Award’ receives 100,000 roubles.
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B 2017 roay Ha 3BaHue

«Jly4wnMn KPUTHUYECKHHA

TEKCT» npeTeHaoBanu 168

pa6oT ot aBTOpOB U3 [epmu,
HoBocubupcka, Yobbi, CapaToBa,
KpacHoaapa, Yensa6buHCcKa u
apyrux ropogos Poccuun. B
HoMMHauuM «Jlyywee CMU,
nuwyuiee 06 akageMu4yecKom
My3biKe€ U My3blKaJIbHOM TeaTpe»
CBOM KaHAUAaTypbl BblABUHYAU 17
U34aHUN.

HIOPU NPEMUU « pe30HaHC-2017»:

npeaceaaTesib ¥OpH
neTp nocnenos

MY3BIKaJIbHEBIN KPUTHK,
KOMITO3UTOP U KypaTop

BNaAuMup BapHasa
TaHIIOBILMK U Xopeorpad

AMUTPUN peHaHCKUH
MYy3BIKaJIbHBII KPUTHK,
TeaTpOBEI U KypaTrop

neB py6UHLWITEMH
IOST, CCEUCT

6opuUc hnnaHOBCKUH
KOMIIO3UTOP

¢oHA «Kamepa 06CKypa»

BbiparKaeT rnyboKyto

NpU3HaTeNbHOCTb

v 6narogapuTt

3a noAAepHHKy NpoeKTa:

— MBaHa AHOBMWYa CeNuno

— JeKaHa (harynbteTta cBO60HbIX
MCKYCCTB U HayK cnéry
anexkcen I€OHUAOBUYA KyapUHaA

— reHepanbHOro gupeKTopa ¢oHaa
NOALEPHKU NMbepanbHOro
obpasoBaHuA

PROJECTS

In 2017 168 works written by
authors from Perm, Novosibirsk,
Ufa, Saratov, Krasnodar,
Chelyabinsk and other Russian
cities were nominated for The
Best Critical Text. There also
were 17 editions nominated for
The Best Media About Classical
Music and Music Theatre.

jury of the 2017 ‘resonance’ award:

chairman of the judges
pyotr pospelov

music critic,

composer, curator

vladimir varnava
choreographer, dancer

dmitry renansky
music critic, theatre expert,
curator

lev rubinstein
poet, essayist

boris filanovsky
composer

the camera obscura

foundation would like

to express its deep gratitude

to the following individuals

for their support of the project:

— ivan yanovich selilo

— alexei leonidovich kudrin,
dean of the faculty of liberal arts
and sciences of st. petersburg
state university

— ceo of the liberal education
support foundation
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aHacTacus
3ybapeBa,
KypaTop npemMmuu
«Pe30HaHC»

anastasia
zubareva,
curator of the

‘resonance’ award

MPOEKTbI

Mb! Bpyyaem « Pe3oHaHC» B Tpe-
Tui pas. To, 4TO HaYMHaNOCb Kak
amMbULIMO3HbIN, HO PUCKOBAHHbIN
NPOEKT, BbIPOCJ/I0, MO MOWUM OLLY-
LEeHUAM, B aBTOPUTETHOE COObI-
THe, 3a KOTOPbIM CNeAAaT U KOTo-
poe xayT. Monogbie KPUTUKKU HAOYT,
Koraa OTKpOeTCcH npyvem 3afBOK,
MX COCTOABLUMECH KOMNEru — KTo
OKaXeTCA B HIOPHU, U BCE BMe-
CTe — KOro Ha3oBYT JlaypeaTom.

Horaa B 2014 roagy mbl 06bABUAU O
npeMuM, HUKTO He 3Han, byaet nm
OHa no-HacrtosLemy BocTpeboBaH-
HOM. HyXHa nn Takaa macwTtabHas
MCTOPUA MOJIOAbIM aBTOpaM, KOTO-
pbie Bbi6bpanu cheporn UHTepecoB
aKkageMUYeCcKyto My3biky? MHoro nu
1x? FoTOBbI 1M OHWU BbIHOCUTb CBOU
paboTbl Ha cya 3KcneptoB? CerogHaA
A BUHY, 4YTO « Pe3oHaHCc» aencTBu-
Te/IbHO NpPUAAET MOJIOAbIM KPUTHU-
KaM peLuInMMOCTH U CUJ1, AaeT NOBOZ,
BHATHO cchopmynupoBaTb COOCTBEH-
HYIO LLeHHOCTb. A ewe — nomoraet
OCMbIC/IUTb, HA KAKOM YPOBHE OHU
Haxo4ATCA U KyAa MOryT ABUraTbCsA.

Bnpouem, 310 KacaeTcA He TONIbKO
HayuMHawLWwmx aBTopoB. Kaxabin pa3
UTOMN NPEMUU aKTya/IM3UPYIOT Bark-
Hble AN19 NpotheCCUOHaIbHOIo CO06-
uiecTtBsa BONpoOChLI: r4e Mbl, Kakue
Mbl, 3a4€M Mbil. M 3acTtaBnsAT cHoBa
U CHOBA UCKATb OTBETbl HA HUX.

PROJECTS

We are presenting the ‘Resonance’
Award for the third time. What
started as an ambitious yet risky
project has grown, as | see it,

into a reputable event in its own
right, which is widely followed and
anticipated. Young critics eagerly
await the moment application
submissions are opened and as to
which of their colleagues will be
judging them, while everyone longs
to find out who will win the award.

When we announced the
establishing of the award back

in 2014, no one knew if it would

be that much of a success, that
people would really care. Do young
authors who chose academic music
as their sphere of interest really
need something as large-scale

as this? Are there that many of
them? Are they actually prepared

to have their work scrutinized by a
panel of experts? Nowadays, | see
that the ‘Resonance’ Award really
gives strength and determination

to young critics. It gives them a
pretext through which to assert their
intrinsic value. And it also helps
them comprehend the level they are
at and to raise the bar even higher.

However, this is true not only for
beginners. Every time the award
results are announced important
questions are raised for the
professional community: Where do
we stand? What are we? What are
we for? And they force us to look
for the answers again and again.
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neTp Mnocrnesnos,
npeaceaaTenb
HIOPU MPEMUU

«pe3oHaHc-2017»

pyotr pospelov,
chairman of the
juri of the 2017
‘resonance' award

MPOEKTDI

B 1990-e, Korga mbl Ha4anM akTUBHO
ny6/MKOBaTbCA, POCCUMCKaA Ky/b-
Typa 6bl1a 6poLweHHOon, y6orom u
HeKayecTBeHHOW. Hawa Kputuka
6bl1a UHTEepecHee My3biKH, KOTO-
pylo OHa KpuTMKoBasna. Mbl onucbl-
BasM NpUAyMaHHOEe HaMKU UCKYCCTBO.
CeroaHsa Bcé uHave. KoHueptoB

M CMEeKTaK/iel MHOro, UX ypoBeHb
HEeMU3MepPUMO BbIPOC. U3 HMU3HHK
YLK CNOBa « NPOBUHLMA» U « OpaK».
B atom mHoroobpasvu Hago COpUeH-
TUPOBaATb JIIDAEN, ero Haao 3athmK-
CUpoOBaTb, NPOaHaNU3UPOBaThb, AaTb
eMy CUCTEMHYIO0 KapTuHy. OHa co3-
LaeTcHa YCUIUAMU MHOTUX KPUTUKOB.

Nx He xBaTaeT. [0BOPAT, 4TO My3bl-
KaJIbHOMY W/IM TeaTpaibHOMY KpU-
TUHY TPYAHO HaWTKU paboty. OgHaKo
KaK peAaKkTop A 3Halo, YTO MHOoraa
B rasete eCcTb MeCTO, a Hane4aTaTtb
HeKoro. Mpemua «Pe3oHaHCc» —
LLeHHbIA UHCTPYMEHT, C NMOMOLLbLIO
KOTOpPOro npogeccua nonayyaer
Kagpbl, a KyJibTypa — JIETONMUCLIEB
M aHanuTUKOB. [laBanTe novys-
CTByeM Halue 3Ha4yeHue. Mbi 1obum
pasHyl0 My3blKy, HO NOYy4YUMCH Y
yexoB. Ha ux A3bike «xyaba» —
3TO My3blKa, a « BaHa xyaba» —
3TO K/laccUyecKas mysblKka!

PROJECTS

Back in the 1990s, when we began
actively publishing material, the
Russian culture was neglected,
miserable and on the whole, pretty
poor. Our reviews were more
interesting than the music itself. We
were chronicling art invented by us.
Nowadays, it’s entirely the opposite.
There are numerous concerts and
performances, and standards have
increased considerably. The words
‘provincial’ and ‘substandard’

are not applicable anymore.

People need to be guided in this
diversity, it must be pinned down,
analysed, and given a systemic
dimension. This is fostered by

the efforts of many critics.

But there aren’t enough. It is
generally thought that it is difficult
for a music or theatre critic to
find work. However, being an
editor, I'm aware that sometimes
there’s empty column space

but no one around to fill it.

The ‘Resonance’ Award is a
valuable tool through the help

of which the profession gains
new talent and culture — new
chroniclers and analysts. Let’s
get a sense our worth. We like
different music, but we learn from
the Czechs. In their language,
‘hudba’ means music, while
‘vazna hudba’ is classical music!
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KNy6 gAruneBcKoro thectmuBansa
@  NaBWIbOH « MECTO BCTPEYU»

Kny6 arunesckroro ectuBans
eLle B NpoLW/IOM roay craj 4acTblo
CaMOCTOATE/IbHOro NpoeKTa. Masu-
NboH « MecTo BCTpeun» B ny6amy-
HOM NpocTpaHcTBe TeaTpanbHOro
CKBepa 3agyMaH Kak MHOFOMYHK-
LMUOHaNbHaA naowasKka, cnocob-
CTBylOLLaA Pa3BMUTUIO OOLLECTBEH-
HOW }MU3HWU, FOPOACKOM KYNbTYpbl,
TEPPUTOPUU CKBEPA U Ka4yecTBy
opraHu3sauumM CBo60AHOro Bpe-
MEHU COBPEMEHHOr0 ropoxaHuHa.

B ocHoBy ngeu npoexra nono-
*eHbl MPUHLMMNblI COBMECT-
HOIO y4acTus, COTBOpYe-

CTBa U COABTOPCTBA.

Adumwa «Mecra BcTpeun» BRKO-
yaet B ceb6d HeCKOJIbKO cobbl-
TUHUHbIX HanpaBieHW:

1. Nnporpamma AnA WHKO/NbHUKOB
(6-8 xItaccer)

JlBe MHTepaKTUBHbIE NPOrpaMmbl
ANA WHKOJIbBHUKOB — 3KCKypCHUA-
KBECT C MHTEPHET-NPUJIOKEHHUEM U
MacTep-Kaacc no co3gaHuio Kapt-
cKetyen. U 10, M apyroe — B Npo-
cTpaHcTBe TeaTpasibHOro ckeepa.

2. ceMenHas nporpaMmma
OTKpbITble MacTep-Knacchbl AnA
AeTen U UX poauTenen Ha TeMmy —
pUCOBaHUA, TaHLUEB, MOAENN-
pPOBaHUA, KOHTAKTHOM UMNPO-
BM3aLMU, BOCNIPUATUA MY3bIKU

1 HabnwaeHUA 3a NPUPOAOH.

3. 3Ko-4yao

OKO-UCTOPHUYECKUE IKCKYP-
cun 1 buoApt/labopaTtopua ans
MJ1aALWNX LWWKOJIbHUKOB, OCHO-
BaHHble Ha NPUHLUMNE Kaye-
CTBa BM3YyaJ/IbHOW cpeabl.

PROJECTS

diaghilev festival club
@ the hall ‘meeting place’

The Diaghilev Festival Club has
become a part of a new stand-alone
project last year. The hall ‘Meeting
Place’ in the public space of the
Theatre Square was conceived

as a multifunctional platform

that promotes the development

of social life, urban culture, the
territory of the square and the
quality of the organization of the
modern citizen’s free time.

The project is based on the

idea of putting together the
principles of participation,
co-creation and co-authorship.
The programme of ‘Meeting Place’
project includes event areas:

Principal directions:

1. program for schoolchildren
(6-8 classes)

Two interactive programs
presenting quest excursions and
drawing map sketches will take
place in the Theatre Square.

2. family program

This program includes open air
creative workshops for children
with parents: drawing, dancing,
modeling, sensory interaction,
listening to music and birds’ voices.

3. eco-magic

Based on visual ecology, these
directions are presented by
eco-historical excursions and bio-art
laboratories for elementary classes.

4. volunteer program
Volunteers chosen on the first
stage of the project help conduct
free excursions and organize
events of the family program.
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4. BOJIOHTEpPCKasA nporpamMmmva
BonoHTtepsbl, BbiGpaHHble Ha Noa-
roTOBMTE/IbHOM 3Tarne NpoeKTa,
nomMorarT B NpoBeAeHuH 6ecnnat-
HbIX 3KCKYPCHUIK OpraHu3auum Mepo-
NPUATUA CEMEeHHON nporpamMmbl.

5. AyweBHaa 3apAgKa
E}xegHeBHble YTPEHHUE 3aHATUA
CMOPTOM U MOrOM Ha OTKPbLITOM BO3-
LyXxe HacTpauBalT Ha pabouun nap,
M CO34al0T XOpoLlee HacTpoeHHUe.

6. Hy/IbTYPHbIA HETBOPKUHI
Konnabopauua B KyJbTYPHO-COLIU-
anbHOM NPOEKTUPOBaAHMU, HAY4YHO-
nonynspHble IeKUUU, TeMaTHhye-
CKMe MapKeTbl U BCTpe4U Kiybos
no UHTepecam — CObbITUA CamMOM
pasHoM HanpaBJI€HHOCTU NPOXOAAT
B TENJ0M TBOPYECKOM aTmochepe.

7. zarpaHuLen cKBepa

BecnnaTtHbie 3KcKkypcuu no TeaTtpanb-
HOMY CKBEpPY U ero OKpPeCTHOCTAM

Ha PYCCKOM U @aHIIMACKOM A3blKax,

a TaKXe aBTOPCKME IKCKYPCUMU nep-
MSAKOB MO HEO6bIYHbIM MapLUpyTam.

8. hecTMBaNbHLIN KNY6

OpHa M3 cambix BOCTPe60BaHHbIX
COCTaBAALWMUX NpoeKTa. B Knybe
COCTOATCA TBOPYECKUE BCTPEYU U
06CyAEHUA CNEKTaKNen ¢ rnas-
HbIMK repoAMU thecTuBana: Teogopom
KypeHT3ucom, AHTOHOM AZACHUHCKUM,
aBTOpamu npoekTta AquaSonic u ap.

B uncne meponpuaTuii obpasoBartesib-
HOM NporpaMmbl — NeKuun AneKkces
MapwuHa, JleBoHa AKonsaHa, Onbru
MaHynkuHoi, Anekcesa Ciomaka.

Teatp, Hay4-non, negaroruka, ¢oTo,
OW3alH, 93KONOrusa, MyserHoe Aeno,
TaHel, hora, rparKaaHCKUM aKkTu-
BM3M — Ha rnepecevyeHuu 3TUX U Apy-
rmx ctep noABAAIOTCA HOBble hop-
MaTbl, pa3BuBaLime « TeatpanbHbli
CKBEp — MecCTO BCTpe4u» OT roga

K roay npu coaemcTBUU pas/iMyHbIX
06beAUHEHUI aKTUBHbIX FOPOMKaH.

PROJECTS

5. soulful fitness

Everyday open air exercises in parks
or squares will provide children

and adults with health, energy,
chatting and positive emotions.

6. cultural networking
collaborations based on social
and cultural projection, popular
science lections, theme markets
and other events will be carried
out in a cosy creative space.

7. zagranitsey skvera

Free tours over the Theatre
Square and its vicinity conducted
in Russian and English will be
added by author excursions
prepared by Perm natives.

8. festival club

One of the most popular directions
embraces meetings with Teodor
Currentzis, Anton Adasinsky,
AquaSonic team and other
speakers as well as lections by
Alexey Parin, Levon Akopyan, Olga
Manulkina and Alexey Syumak.

Theatre, popular science,
pedagogics, photography, design,
museum sphere, choreography,
yoga, civil activism — these and
other areas raise together new
formats which help evolution of the
‘Theatre Square — Meeting Place’
project through years with the
support by active citizens’ groups.
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HoBble dopmaTbi:

open air

KoHLepT three for silver (clia)
AmepuKaHcKoe Tpro u3 lNopT-
JNleHAa YepnaeTt 3Hepruvio U3 B3a-
MMOLENCTBUA NMPOTUBOMNONOMKHbBIX
CHW: TPOMOBOro 6aca v IMpury-
HOM MeNoAUuM, pblyallero 6apu-
TOHA M HEXHOro conpaHo, coBpe-
MEHHOW MY3bIKKU U PETPOCTUNEN.

ropoAcKue CBUAaHUA
TaK Ha3BaH UrpoBow thopmart, B
OCHOBE KOTOPOro JIEHUT uaes
3HaKoOMCTBa ApYyr C APyrom pas-
HbIX FOPOACKMX COOBLLECTB C
NOMOLLbIO CTOPUTENIUHIA.

3K0JIOrMYECKOe NpocBeLLeHue
lMporpammy cOCTaBAT 3KO-UCTOPU-
YeCKHUe IKCKypcuu no Teatpanb-
HOMy cKBepy U buoApt/labopa-
TOPUM — TBOPYECKHE IKCMEepU-
MEHTbI M0 UCC/IeA0BaHMIO NMPUPOAbI
CpPeACTBaMMU HayKU U UCKYCCTBA.

MapHKeT 3THUYECKHUX CNagoCcTen
MacTepa Ky/lMHapHbIX Tpaau-
UMM U3 pasHbIX CTpaH npeacra-
BAT CNaaoCTH, MPUroTOB/IEHHbIE
no ayTeHTUYHbIM peuenTtam.

TeaTpaJsibHasA NPOANEHKa

(s mereit 5-10 ser)

Urposas nnowaaKa ana aeten,
KOTOpble OTMYCTUIU CBOUX POAU-
Tenen B TeaTtp. B Kaxaow rpynne
noA PyKOBOACTBOM OrbITHbIX Npe-
noaasarenen 40 8 y4aCTHUKOB.

MpoeKT AaBnAeTcA nobeautenem
XIX ropoacKoro KoHKypca couuanbHo
3HaYMMbIX NPOeKToB « fopog — 3TO Mbi»

PROJECTS

New formats:

open air

three for silver (the usa)

This trio from Portland plays home-
made instruments and takes energy
from tension between opposite
sides: thunder bass and lyrical
melody, growling baritone and mild
soprano, retro and modern music.

city dating

Different city communities will
get in touch with each other
through storytelling meetings
organized as speed dating.

eco-education

the program includes eco-historical
excursions in the Theatre Square
and bio-art laboratories devoted

to the investigation of the nature
by means of art and science.

ethnical sweets market
desserts cooked using
original recipes gained from
different lands are expected
to add tastes and smells.

theatrical extra courses

(for children aged 5-10)

that is playground for children
who let their parents enjoy theatre
performances. Professional

tutors will work with groups up

to 8 children in each one.

The project is the winner of the 18th
city contest of socially important
projects ‘The City is Us’
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NMEPMCKWUW TOCYAAPCTBEHHbIN
AKAJEMUYECKUH TEATP
OMEPbI U BAJIETA

UM. M. U. YAUKOBCKOIO

Xy40HeCTBEeHHbIA
pyKOBOAUTENDb TeaTpa
Teonop KypeHT3uc

MnaBHbIM AupuUKep
Banepui MNnatoHoB

MhaBHbI 6aneTmencTep
Anekcer MUpOLIHUYEHKO

MnaBHbIA XOpMeKcTep
BuTtanui MNMonoHcKuH

HUcnonHuTenbHblM AUPEKTOP TeaTpa
AHapeit Bopucos

[eHepanbHbI MeHeaxep
Mapk ae MoHu

®PuHaHCOBbIN AUPEKTOP
TaTbAHa lNyWKHaA

JnpeKTop no pasBUTHIO
AHactacua KonuyaHoBa

TexHU4YeCcKu JUpeKTop
Cepreit TeneruH

JnpeKTop nNo NpoM3BoACTBY
Hatanba ManbKoBa

MOMOLHMK XyA0HEeCTBEHHOIO
pyKOBOAUTENA
Mapusa MuTtpowmuHa

TCHAIKOVSKY PERM
ACADEMIC OPERA
AND BALLET
THEATRE

Artistic
Director
Teodor Currentzis

Principal Conductor
Valery Platonov

Principal Ballet Master
Alexey Miroshnichenko

Principal Chorus Master
Vitaly Polonsky

Executive Theatre Director
Andrey Borisov

General Manager
Marc de Mauny

Financial Director
Tatiana Gushchina

Director of Development
Anastasia Kolchanova

Technical Director
Sergei Telegin

Production Director
Natalia Malkova

Assistant
Artistic Director
Maria Mitroshina
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OTAEN NO OPTAHU3ALIMA
WU NPOBEAEHMIO ®ECTUBAJIEN
N KOHKYPCOB

Mpoatocep
AarnneBcKoro ctectuBansa
Mapk ae MoHu

PyKkoBoguTtenb otaena

no opraH1M3aLMHu U NPOBEAEHUI0
KOHKYpPCOB U (hecTuBaneun

AHHa KacumoBa

MeHepaepbl otaena
AneHa KoctbineBa
OkcaHa CepreeBa

DEPARTMENT
FOR THE ORGANIZATION OF
FESTIVALS AND COMPETITIONS

Executive Producer
of the Diaghilev Festival
Marc de Mauny

Head of Department

for the Organization of Festivals
and Competitions

Anna Kasimova

Department Managers
Alyona Kostyleva
Oxana Sergeeva
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Btopo nepesoaos "BEPBYM"
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TUnorpacdua « Acrep»,
Mepmb, YconbcKkasn, 15
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onepbl U 6aneta

mumehnu I. U. YakoBcKoro
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