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naowaaxku

JOM My3blKM (uTepa a
3aBoja lnarvHa)
coBeTckas, 1a

AOM AAruneBa
cnbupckas, 33

6onbLUOKW 3an
nepmcKoM tuaapmMoH1H
Kynbblwesa, 14

opraHHbI¥ 3an
nepmMcKom ruiapmMmoHUm
neHvHa, 516

NnepMCKUI TeaTp onepbl U 6aneTa
neTponasnosckas, 25a

TeaTp-TeaTp, «CL,eHa-MOJ0T»
NneHuHa, 53

yacTtHasa ¢uiapMoHUA
«TPUYyMd»
NneHuvHa, 44

ABopeL, KybTypbl UM. congatoBa
KOMCOMOJIbCKUIA Np., 79

My3eW COBpPeMeHHOro UCKyccTBa
nepmm
KpucaHoBa, 4

13.06 nr

20:00 12+

[OM MY3bIKN

OTKPbITUE ®ECTUBANA
heendel: uepemoHus
nocBALLEeHUA

ovpuxep Teogop KypeHT3unc
pexunccep Ennsaseta Mopos
CONUCTbI akagemMmm

M. AHTOHa PyOuHwWTeMHa
opkecTp 1 xop musicAeterna
Tpynna musicAeterna dance

14.006 c6

17:00 12+

©onbLo 3an nepMckon hrnapmMoHUn
¢oprenuaHHbIi peunTan

BapBapa MArkoea

LymaH, Bpamc, MeTHep, lNMpokodbes,
Ckapnattn

20:00 12+

AOM MY3blKN
heaendel: uepemoHua
nocBsLLeHUA

23:00 18+

yacTHas GUNAPMOHUS «KTPUYMb»
KamepHbIV KOHLEPT

MBaH HaboOpPLLUKOB,

lopyiA NaHoB

BebepH, Mpokodbes, Kenax, bapTok

venues

house of music (liter a
of the shpagin plant)
sovetskaya street, 1a

house of diaghilev
sibirskaya street, 33

perm philharmonic great hall
kuibyshev street, 14

perm philharmonic
organ concert hall
lenin street, 51b

perm opera and ballet theatre
petropavlovskaya street, 25a

theatre-theatre, stage molot
lenin street, 53

private philharmonic “triumph”
lenin street, 44

soldatov culture palace
komsomolsky prospekt, 79

museum of contemporary art
permm
krisanov street, 4

13.06 fri

20:00 12+

house of music

OPENING OF THE FESTIVAL
haendel: dedication
ceremony

conductor Teodor Currentzis
director Elizaveta Moroz

soloists of the Anton Rubinstein
academy

musicAeterna orchestra and choir
musicAeterna dance company

14.00 sat

17:00 12+

perm philharmonic great hall
piano recital

varvara myagkova
Schumann, Brahms, Medtner,
Prokofiev, Scarlatti

20:00 12+

house of music
heendel: dedication
ceremony

23:00 18+

private philharmonic “triumph”
chamber concert

ivan naborshchikov,

yuri panov

Webern, Prokofiev, Cage, Bartok



15.06 &c

17:00 12+

OpraHHbIv 3an

nepmckon punapmoHum

KaMepHbIVi KOHLEepT

CONUCTbI OpKecTpa musicAeterna
PaBenb, Hnkoamnesuny, LLloctakoBny

18:00 6+

YyepablHb
BUOJIOHYENbHbIV peynTa

aHapen eMMOBCKUMA

Mape, bax, labpuenu, Mnattun, llureTn,
Kaccapo, bapTonomey, XeHpu1coH

20:00 12+

4yepablHb

CKPUMUYHBIA peumnTan
AMUTPUIA Yenura

bax, MaraHnHwn, Népcenn

20:00 16+

nepmckum Teatp onepsbl 1 baneTta
MPEMbEPA

onepa

Kamunb CeH-CaHc

«CaMCOH U ganuvna»
My3blKabHbI/ PyKOBOAUTENb

n anpuxep Bnagnmup TkayeHko
pexunccep-noctaHoBLWMK AHHa lyceBa
xopeorpag AHactacus lNewkosa
CONUCTbI, XOp 1 opkecTp MNepmckoro
TeaTpa onepbl 1 baneTta

apTucTbl TeaTpa «baneTt

EBreHuns lMaHdunosa»
Konpopaykuns Nepmckoro Teatpa
onepsbl 1 baneTta 1 AsaruneBckoro
dectnBans

21:00 12+

YyepablHb

KaMepHbI KOHLepT

conucTbl opKkecTpa musicAeterna
fanpH, MouapTt

23:59 18+

[OM aaruneBa

peuntan

Moproc Kanyauc (rpeuums)
Knaccnyeckaa Kputckasa nupa

Bax. CionTbl ona BuonoH4vyenm conoNe 2 n 4

16.06 n+

19:00 16+

nepMcKuii TeaTp onepbl 1 GaneTa
MPEMbEPA

onepa

Kamunb CeH-CaHc

«CaMCOH U Januvuna»

23:00 16+

Oonbluor 3an NepmMcKor punapmMmoHmm
rnepgopmMaTUBHbIN KOHLEPT
«npubbiTUE Kopabna»

MeTp MaBaTckmx, aBTOP UAEWN, yOapHble
Wpwus CapaH (UHaus), TeKCT, TaHew,
pexuccep Bacunuii MNocnenos
aHcaMbnb TPaaNLMOHHOWM UHANNCKON
My3bIKW XUHIYCTaHU

CTPYHHBIN KBapTET M. BaliHGepra

15.06 sun

17:00 12+

perm philharmonic

organ concert hall

chamber concert

soloists of the musicAeterna
orchestra

Ravel, Nikodijevi¢, Shostakovich

18:00 6+

cherdyn

cello recital

andrey efimovsky

Marais, Bach, Gabrielli, Piatti, Ligeti,
Cassado, Bartolomeu, Henryson

20:00 12+

cherdyn

violin recital

dmitry chepiga
Bach, Paganini, Purcell

20:00 16+

perm opera and ballet theatre
PREMIERE

opera

Camille Saint-Saéns

samson et dalila

musical director and conductor
Vladimir Tkachenko

director Anna Guseva
choreographer Anastasia Peshkova
soloists, orchestra and choir

of the Perm opera and ballet theatre
artists of the Evgeny Panfilov ballet
company

a co-production by the Perm opera
and ballet theatre and the Diaghilev
festival

21:00 12+

cherdyn

chamber concert

soloists of the musicAeterna
orchestra

Haydn, Mozart

23:59 18+

house of diaghilev

recital

yiorgos kaloudis (greece)
classical Cretan lyra

Bach, Cello suites Nos. 2 and 4

16.06 mon

19:00 16+

perm opera and ballet theatre
PREMIERE

opera

Camille Saint-Saéns

samson et dalila

23:00 16+

perm philharmonic great hall
performative concert

the arrival of the ship

Petr Glavatskikh, idea and percussions
Shriya Saran (India), narration

and dance

director Vasily Pospelov

the Hindustani traditional Indian music
ensemble

Weinberg string quartet



17.06 &r

18:00 6+

OonbLluon 3an nepmMckor punapmMmoHmm
KOHuepT

musicAeterna brass

«bax n axas»

21:00 12+

opraHHbIV 3a1 NepMCKon UNnapMoHnn
KaMeprlﬁ KOoHLUepT

MOCKOBCKWIM aHcamb/b
coBpemeHHoM My3biku (MACM)
Anepruc, Kpam, PxxeBcku

23:00 16+

AOM MY3bIKMN
rnepgopmaHc

«BeYyepHee cobpaHue
MapUWHbI LLBETAaEBOM»
ompwvixep EBreHnii Bopobbes
peXuccep-nocTaHOBLLMK
Ennsaseta Mopos

flHMHa Jlakoba, akTpuca
CONUCTbI XOpa W opKecTpa,
xop musicAeterna

18.06 cp

19:00 18+

TeaTp-TeaTp

TaHLeBasbHbIV CreKTaK/b

«CTbIA»

xopeorpad AHactacus NMewkoBa
XYAOXHWK-NocTaHOBLMK KOnnsa Opnosa
Komno3untop Kupunn Apxmnos

JDapbs MaBneHko, npuma-6anepuHa
Tpynna musicAeterna dance

22:00 18+

«CLeHa-mMonoT»

ApamMaTudeckmm crekTaksib

Yuneam Wekcnvp

«KOpPOJ1b JIUP»
pexmnccep-rnocTaHOBLUMK U cLieHorpad
[eHunc bokypaase

ApamaTtmnyeckmnin Teatp «lpaHb»
(HoBOKyMObILWEBCK)

19.06 ur

18:00 18+

«CLeHa-MonoT»
ApamMaTndeckuil criekTaksb
Yunesam lWexkcnvp
«KOPOJIb JIUP»

19:00 16+

0K UM. conpaToBa

MPEMbEPA

BepTonbT BpexT, KypT Baninb
«TpexrpowioBas onepa»
My3blKanbHbI PyKOBOAUTESb

n pupuxep Unbs FancmH
pexwuccep HuHa BopobbeBa
ApamaTtmyeckue apTUCTbl
CONNCTBI XOpa 1 opKecTpa musicAeterna
MONOAEXHbIV XOP

[Asrnnesckoro pectmsana — 2024

23:30 18+

LOM My3bIKU
rnepgopmaHc

«MaKOEeT B YyHOKh 3emner
peXuccep-nocTaHOBLLMK U nepdopmep
Codpumsa Xunn (Tpeuus)

17.06 tue

18:00 6+

perm philharmonic great hall
concert

musicAeterna Brass

bach and jazz

21:00 12+

perm philharmonic

organ concert hall

chamber concert

moscow contemporary
music ensemble (MCME)
Aperghis, Crumb, Rzewski

23:00 16+

house of music

performance

marina tsvetayeva’s

evening assembly

conductor Evgeny Vorobyov
director Elizaveta Moroz

Yanina Lakoba, actress

soloists of the musicAeterna choir
and orchestra; musicAeterna choir

18.06 wed

19:00 18+

theatre-theatre

dance performance

shame

choreographer Anastasia Peshkova
set designer Yulia Orlova

composer Cyrille Arkhipov

Daria Pavlenko, prima ballerina
musicAeterna dance company

22:00 18+

stage molot

drama performance
William Shakespeare
king lear

director and set designer
Denis Bokuradze

Gran’ drama theatre
(Novokuybyshevsk)

19.06 thu

18:00 18+

stage molot

drama performance
William Shakespeare
king lear

19:00 16+

soldatov culture palace
PREMIERE

Bertolt Brecht, Kurt Weill
the threepenny opera
music director and conductor
llya Gaisin

director Nina Vorobyova
drama artists

soloists of the musicAeterna
choir and orchestra

youth choir of the Diaghilev
festival 2024

23:30 18+

house of music

performance

macbeth on foreign land
director and performer Sofia Hill
(Greece)



20.06 nr

19:00 16+

[K MM. congjaToBa
MPEMbEPA

BepTtonkT BpexT, KypT Bannb
«TpexrpoLwioBan onepa»

23:30 16+

OOM aarunesa

KOHLepT 3THM‘JeCKOI;I MY3bIKU
Hacup wamma (Mpak)
apabckas noTHNA

21.06co

12:00, 14:30, 17:00
16+

«CUByp-xnmnpom»
canT-cneunpuK-crekTaksb
«cegbmMman nevyaTtb»
pexunccep ®epop Pepotos

18:00, 22:00 12+

My3eW COBPeMEHHOro NCKYCCTBa
nepmm

MYSIbTUMELNVIHbBIV KOHLIEPT
«afleKcaHAp KHaudenb. opKecTp
rPOMKOroBOpUTENEN»

aBTop npoekTta Oner Hecrepos
KpeaTuBHbIV Npoatocep

Cawa AxmagwmHa

AVpPUKEP aKyCMOHUYMa

Mnbsa SymphoCat

3KCMO3ULMOHEP U BULEOXYAOXHUK
AvHa KapamaH

22.06 &c

12:00, 14:30, 17:00
16+

«CUByp-Xnmmnpom»
canT-crneynpuKk-crnekTakb
«cegbman neyvyaTtb»

15:00, 22:00 18+

[OM My3bIKN
KOHLepT-3HUrMa

esperia

anpuxep Teogop KypeHT3nc
pexuccep AHHa lyceBa

XOpP W CONUCTbI opkecTpa musicAeterna
Tpynna musicAeterna dance

pacnucaHme NpoeKTa «FrOPU3OHTbI 4»
cMm. Hac. 173-181

pacnucaHue obpasoBaTesibHOM
nporpaMmsi:

20.06 +ri

19:00 16+

soldatov culture palace
PREMIERE

Bertolt Brecht, Kurt Weill
the threepenny opera

23:30 16+

house of diaghilev

ethnic music concert
naseer shamma (iraq)
arabic oud

21.00 sat

12:00, 14:30, 17:00
16+

sibur-khimprom
site-specific performance
the seventh seal
director Fedor Fedotov

18:00, 22:00 12+

permm museum of

contemporary art

multimedia concert

alexander knaifel. loudspeakers
orchestra

project author Oleg Nesterov
creative producer Sasha Ahmadshina
conductor of the acousmonium

llya SymphoCat

exposition and video artist

Dina Karaman

22.06 sun

12:00, 14:30, 17:00
16+

sibur-khimprom
site-specific performance
the seventh seal

15:00, 22:00 18+

house of music

enigma concert

esperia

conductor Teodor Currentzis
director Anna Guseva
musicAeterna choir and soloists
of the musicAeterna orchestra
musicAeterna dance company

the schedule of the project Horizons D
see on pp. 173-181

the educational programme
open events schedule:




OTKpbITUE (hecTUBANA
handel




13.06 nT
14.06 c6
20:00

12+

JOM MY3bIKH
OTKPbITUE
OECTUBANA

14

haendel

LepeMOHUA NOCBALLEHUA
reopry opuapuxy reHaento

My3blKaJlbHbIV PYKOBOAUTENb U AUPUXKEP
Teopop KypeHT3uc

pexwuccep Ennsaseta Mopos

aCCUCTEHT gupuxepa EBreHnn Bopobbes
XYAOXHUK-MOCTaHOBLLMK

M XyLOXHUK no kocTiomam Cepren NnnaproHos
XyLOXHWK ro ceBeTy AnekcaHap PomaHoB
MegmaxyaoxXHuk MopraH Koponbkos
3ByKopexuccep Mapat bapues

xopeorpad BaneHTtuHa JlyueHko

crenpx MmeHepxep KOnus bBponpgo

accmcTeHT pexxnccepa AHHa CanoBa
KoHLUepTMmencTepbl EkaTepuHa Mpeccnep,
KoHctaHTUH N30TOB

KOYY Mo aHrnnmnckomy a3biky Mansi KpuyeHs
XyLOXHWK rno rpumy Mapbsa Ko3nosa
npogtocep Kata Kapnbiwesa

HUCNOJIHUTEJIN:

apTUCTbl akagemMun M. AHToHa PyGuHLWwTenHa
Codbs LibiraHkoBa, conpaHo

[vaHa HocklpeBa, conpaHo

MBeTa CMMOHSH, conpaHo

KceHns Jopoposa, conpaHo

TaTbsiHa BukMyxameToBa, conpaHo

KOnnsa Bakyna, MeLL0-CONMpaHo

COJIUCT 1 BOKaNbHbIN KOyd AKageMnum nm. AHTOHa
PyOuHwTeHa AHgpen Hemsep, KOHTpaTeHop

opkecTp 1 xop musicAeterna
TaHueBanbHas Tpynna musicAeterna dance

CneKTaKJb Co34aH Npu NoAAepPXKe
AHppes PaBeneBunya KyssieBa

¥®) DP-TENEKOM

XONAVHI

haendel

dedication ceremony
to george frideric handel

music director and conductor

Teodor Currentzis

director Elizaveta Moroz

assistant conductor Evgeny Vorobyov
set designer and costume designer
Sergey lllarionov

lighting designer Aleksandr Romanov
media artist Morgan Korolkov

sound engineer Marat Bariev
choreographer Valentina Lutsenko
stage manager Julia Broido

assistant director Anna Salova
accompanists Ekaterina Pressler,
Konstantin lIzotov

english language coach Maya Krivchenya
makeup designer Marya Kozlova
producer Katya Karlysheva

performers:

artists of the Anton Rubinstein academy
Sofia Tsygankova, soprano

Diana Nosyreva, soprano

Iveta Simonyan, soprano

Ksenia Dorodova, soprano

Tatyana Bikmukhametova, soprano

Yulia Vakula, mezzo-soprano

soloist and vocal coach of the Anton Rubinstein
Academy Andrey Nemzer, countertenor

musicAeterna orchestra and choir
musicAeterna dance company

the performance is created with support
of Andrey Ravelevich Kuziaev

¥®) DP-TENEKOM

XONAWHI

13.06 fri

14.06 sat

20:00

12+

house of music
OPENING

OF THE FESTIVAL

1DV

15
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musicAeterna

XYO0XXECTBEHHbIV PYKOBOAUTENb
n gupuxep musicAeterna Teogop KypeHT3unc

reHepanbHbIN [UPEKTOP, AUPEKTOP

no TBOpYeckomy nnaHmposaHuto Unes Llaxos
rnaBHbIV xXopMencTep Butanum MonoHckni
anpekTtop opkectpa Nasen Kyppakos
anpekTtop xopa Enena Pacnonosa

AMpeKTOop no pa3suTtuio AHactacus Enaesa
ANpPEeKTOp No KoMMyHMKaumam OkcaHa lekk
KypaTop ob6pa3oBaTenbHbIX IpOrpamMm

AHHa ®Pedenosa

opkecTp musicAeterna

3amMecTuTens gupektopa AnekcaHgp JleBko
MeHepxepbl Mapus Caragnesa

1 Onbra YykoBa

Typ-meHepxepbl Onecs MuxeeBa

1 AHHa llyraneBa

onbnuotekapu Ceprent CTPOMKUH

v dnuHa Nlebepze

TexHM4Yeckum aupekTop VeaH MNewkos
3aMecTuTesNlb TEXHNYECKOro AnpeKTopa
Mwuxann Komapos

CTapLUMM PaboyUnI CLUEHBI

Unba benoxsocTtnkos

paboune cueHbl AnekcaHap Abaykanbipos,
Knpwnn EBceeB, Hukonaw banaHguH,
KoHctaHTUH Mariopos 1 PomaH MBaHoB

xop musicAeterna

MeHegxxep BuonetTa JInTBUH
nHcnekTop MBaH lopuH
omnbnuoTtekapb Hukonam bacos

TaHLUeBanbHas Tpynna musicAeterna dance
XY[,0XeCTBEHHbIN pykoBoauTenb AHHa lyceBa
rnaBHbIV xopeorpad AHactacms MelwkoBa
npogtocep fapbsa TpeTbaKoBa

mMeHegxep Munpocnasa KoceyeHko

akapgemus AHToHa PyOuHLwITeMHa
anpekTtop AnekcaHgpa déwmnHa
MeHegxep OJapbs MloHoBa

musicAeterna

artistic director and conductor
of musicAeterna Teodor Currentzis

CEOQ, artistic planning director llja Chakhov
chief choirmaster Vitaly Polonsky

director of the orchestra Pavel Kurdakov
director of the choir Elena Raspopova
director of development Anastasia Elaeva
director of communications Oksana Gekk
curator of the educational programmes
Anna Fefelova

musicAeterna orchestra

deputy director Alexander Levko
managers Maria Sagadieva

and Olga Chukova

tour managers Olesya Mikheeva

and Anna Shugaleva

librarians Sergey Stroykin and Elina Lebedze
technical director Ivan Peshkov

deputy technical director Mikhail Komarov
senior stagehand llya Belokhvostikov
stagehands Alexandr Abdukadyrov,

Kirill Evseev, Nikolay Balandin,

Konstantin Mayorov, and Roman Ivanov

musicAeterna choir
manager Violetta Litvin
inspector Ilvan Gorin
librarian Nikolay Basov

musicAeterna dance company

artistic director Anna Guseva

chief choreographer Anastasia Peshkova
producer Darya Tretyakova

manager Miroslava Kosechenko

Anton Rubinstein academy
director Alexandra Deshina
manager Darya lonova

1"T:s VOV
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handel

hparmeHTbI

Pena tiranna, apua [lapaaHo 13 onepobl
«Amaauc Mnbckumn», HWV 11 (1715).
nuébpetto xaxkomo Poccu

JKectokas myka

Tep3aeT Moe cepaue,

M 9 He HaJeloCb

Korga-nMbo HalTu cocTpagaHue.
Jio6oBb U3HYpSET MeHs,

1 mos 6onb

cpenv cTonbkux bep,

He 3HaeT NoKos.

O Love divine, thou Source of Fame,
Xop u3 opatopumn «Deosopay,

HWV 68 (1750).

nubpetto Tomaca Mopenna

O, parickas 1tloboBb, UCTOYHUK CJ1aBbI,
BeNnYns N BCer oTpaabi!

MycTb B Ayliax HALWWX OFOHb OAWH MbINAET,
OAHO CTPeMEHbE HaC HaMpPaBuT,

YyTOO Mbl NO3HATL MOMN Ty CNABHYIO BECHY,
YbW CBET/bIE PYYbM Y HALWINX HOT BeryT.

handel

fragments

Pena tiranna, aria of Dardano from
the opera Amadigi di Gaula, HWV 11
(1715). libretto by Giacomo Rossi

Pena tiranna

io sento al core,
neé spero mai
trovar pieta.
Amor m'affanna,
e il mio dolore

in tanti guai
pace non ha.

O Love divine, thou Source of Fame,
chorus from the oratorio Theodora,
HWV 68 (1750).

libretto by Thomas Morell

O Love divine, thou Source of Fame,

Of Glory, and all Joy,

Let equal Fire our Souls inflame,

And equal Zeal employ:

That we the glorious Spring may know,
Whose Streams appear’d so bright below.

19
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peuent Nnactu4y4o

Jlana KaHpgaypoBa

HeT HapexHee cnocoba HaBneyb Ha cebs HacmeLwnBoe Heonob-
peHM1e Co CTOPOHbI My3blKanbHOFO MHTENNeKTyana, Yem CpaBHUTb
My3bIky ¢ egou. KynmuHapHble MeTadopbl TpaguLUMOHHO (1 cnpa-
BeAJINBO) CUYMTAIOTCS B aKafeMuyeckoun cpepe ByNbrapHbIMU.
W Bce xe cobnasH racTpOHOMMUYECKOM aHanormm He NpocTo yme-
CTeH, HO 1 OMpaBAaH, Koraa peyb 3aX0AMT O XaHpe NacTuyyo —
OapoyHOM criekTakJie-KOMMUASLUM, COCTaBIEHHOM U3 My3bIKU
O[HOTO WS HECKOMNbKMX aBTOPOB, KOTopask 0ObeAnHNETCs HO-
BbIM CIOXXETOM U pamaTypruen.

NTanbsiHckoe cnoBo pasticcio 3akpenunocb B My3blKalbHO-
TeaTpanbHOM Jiekcuke OapokKo MO3QHO, BO BTOPOM TpeTU
XVIII Beka. Ero nepsoe 3HayeHue — «nupor». O4eBUAHO, HTO OHO
NPULWIO U3 KYNMHaPUM, OTCbIas K 3HaKOMOMY apuUcTokpaTuye-
ckon nybnnke ocobomy CnoXHOCOCTaBHOMY Gntoay, NogaBaBLue-
MyCSl Ha Mpa3gHUKax. XoTs HauMeHOoBaHMe XaHpa yTBepAnIoCh
nosgHo, cnoBo pasticcio ewe B XVII Beke MOrno nepeHoCcmUTbCA
Ha NPoU13BeaeHNS UCKYCCTBA, HaNprUMep M300pa3nTenbHOro, Kak
MeTaopa AeKOPaTUBHOM HACbILEHHOCTU U TWATENbHOW «cae-
NaHHOCTU», KOTOPasi cYMTanacb [OCTOMHCTBOM. [MpakTuka «cbop-
HOM» onepbl pa3BMBanacb Torga xe. Yxe B 1650-x aponouus
KOMMepYeckon TeaTpalibHON MHAYCTpUM NoTpeboBana ckopocTu
M rMbBKOCTM B CO3JaHUM NapTUTYp: Npou3BefeHu s nepeaensiBa-
NUCb, JOMONHANUCL N afanTUPOBaNUCh AJiI HOBbIX KOHTEKCTOB,
ropofoB, TPYMM 1 NyGANKM.

Mys3blkanbHOe MacTu4yo, Kak 1 ero cbefobHbIM Npoobpas,
OblIO «CMecbio» (MMeHHO TakoBO BTOPOE 3HayeHue CJioBa) —
B 3HAa4YeHWU He MPOU3BONIbHOM MeLlaHWHbl, HO U3bICKAHHOIO
COeIMHEHUNs1 BCEro Co BCEM, apPeCOBAHHOIO UCKYLUIEHHOMY ryp-
MaHy. B cBoen pabote «UckycctBo “npurotoBneHus” pasticcio:
My3blKaNibHble peuenTbl U MHIrpeaneHTbI» My3bikoBe bepTonbpg
OBep NpuBOAMT MpUMep HearnonuTaHckoro nubpeTTo, roe na-
CTMYYO HaNpPsIMYO COMOCTaBNEHO C CanaTomM, Kyia «pa3Hble oam
KnagyT TpaBbl, MacJio 1 yKCyc». OTa MeTadopa, B CYLHOCTU, XO-
polua B onmMcaHUM OMepHOro AencTBa Kak TakoBOro, BeAb B HEM
HensbexxHO B3aMMOJENCTBYIOT BKYCbl M pelleHUs MHOTUX CO3-
faTenen: KomMnosuTopa, NUMbpeTTUCTa, pexuccepa, uMmmnpeca-
pvo 1 T. N. B obpase «MHOXeCTBa pyk», AOOABASIOWMX «CNeLmmn
B Ontopo», yragbiBaetcs n GapoyHas acteTuka B Lenom. Knaccuk
WNCKYCCTBOBEAEHUS, LIBEULLAPCKUN yyYeHbln [eHpux BénbdnuH,

a recipe of pasticcio

Lyala Kandaurova

There is no better way to incur the mocking disapproval of a mu-
sical intellectual than to compare music to food. In the academic
community, culinary metaphors are traditionally — and rightful-
ly — considered vulgar. Nevertheless, the temptation of a gastro-
nomic analogy is not only appropriate, but also justified when it
comes to the pasticcio genre — a Baroque compilation perfor-
mance composed of music works by one or more authors, which
are combined by a new plot and drama.

The Italian word pasticcio was fixed in the musical and theat-
rical vocabulary of the Baroque quite late, in the second third of
the 18™ century. The term’s first meaning is “a pie”. It is obvious
that it came from culinary art, referring to a special complex dish
served at festivities, familiar to the aristocratic public. Despite
the fact that the name of the music genre was established late,
as early as in the 17t century the word pasticcio could be trans-
ferred to works of art — for example, painting — as a metaphor
for decorative saturation and careful “craftsmanship”, under-
stood as a merit. The practice of an “assemblage” opera devel-
oped at the same time. Already in the 1650s, the development
of the commercial theatre industry required speed and flexibility
in creating scores — music pieces were reworked, supplemented,
and adapted to new contexts, cities, troupes, and audiences.

The musical pasticcio, much like its edible prototype, was
a “mixture” — this is the second meaning of the term — not as
a haphazard blend, but of an exquisite combination of everything
with everything, crafted for a discerning gourmet. In his work
The Art of “Cooking” a Pasticcio: Musical Recipes and Ingre-
dients for Pasticcio Operas (2021), musicologist Berthold Over
gives an example of a Neapolitan libretto where pasticcio is di-
rectly compared to a salad, to which “different persons add
herbs, oil and vinegar”. In fact, this metaphor effectively captures
the essence of an opera performance, as it showcases the inter-
play of the tastes and decisions of various creators — compos-
er, librettist, director, impresario, and more. The image of “nu-
merous hands” adding “spices to the dish”, evokes the essence
of Baroque aesthetics. An art history classic, the Swiss scholar
Heinrich Wolfflin in his work Principles of Art History (1915) de-
scribed unity, as opposed to multiplicity typical of the Renais-
sance, as one of the key “methods of vision” of the Baroque era.
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B cBoeM Tpyae «OCHOBHbIE MOHATUS UCTOPUN UcKyccTB» (1915)
onucan LenocTHocTb (MO CpaBHEHUIO C MHOXECTBEHHOCTbIO, TU-
nuyHom gnea PeHeccaHca) kKak oguMH U3 KJIOYEBbIX «METOAO0B BU-
AeHusa» 3noxm b6apokko. CroXHble MIaHUPOBKU, YepedoBaHue
Macc U obbeMOB, ApamMaTnyeckas CBETOTEHb, MONUGMOHUSA dne-
MEHTOB B apXUTEKType TOW Mopbl MU300WUMbHbI, Pa3HOPOAHbI,
M30bITOYHbI, HO MOAYEPKMBAIOT €€ LeNbHOCTb. JuHamuka du-
ryp, CNOXHble PaKypcbl, UMIO3UM U UTPbI C FPaHMLAMN «Kagpa»
B 6apoOYHOM XUBOMMUCU CTPOro NoJYMHEHbl Komno3nunun. Mpean
eNHCTBAa B MHOroo0pa3unmn, KOTOPbIM Tak BOCXMLLANOCh DapoK-
KO, noApasymMeBan MMEHHO UCKYCHYIO OpraHM3auuio 3JIeMeHTOB
B POCKOLUHOE Liefioe, a CJIOBO COMpPOsizione 03Ha4yano 1 «cocrtas-
neHme», «coyeTaHme», N «[XygoXecTBEHHOE] Npon3BeaeHme.

KoHeyHO, koMnunsiTuBHas Mpupoda MacTM4y4o npepno-
naraeTt M3BeCTHbIN puck. byaydun TeaTpanbHbIM TEKCTOM, CO-
OpaHHbIM K3 pPa3HOPOAHbLIX UCTOYHUKOB, OHO OanaHcupyeT
Ha rPaHU 3KJIEKTUKWU, CTPYKTYPHOW HECOrnacoBaHHOCTU. Yxe
B XVIIl Beke MOXHO BCTPETUTb MPOHUYHbIE NN CKENTUYeCcKue
CYXAEHUSI O NacTUY4O KakK O YeM-TO «COCTPSIMAHHOM Ha CKo-
pyto pyky». B ynomsHyToln pabote Beptonbg OBep noapobHo
OMUCbIBAET peLenTypy NUpora «13 BCEro Cpasy», OTHOCALLYIO-
¢ K 1690-M: «Ecnin oTAeNbHblE MHIPEeAUEHTbI OblNY CONEeHbIMY,
TO CaM NMUPOr — CIaAKUM U HaMOJIHEHHbIM KycO4YKamm caxapa
(ghiaccio). NHorpa poGaBnanu NUMOHHBLINM coK. Takum obpa-
30M, nNupor-pasticcio npeacraBnan cobom cmecb Ha HECKOJNbKMX
YPOBHSX, MOCKOJIbKY BKJtoYan B cebsi pa3Hble BUAbl COJIEHO-
ro msaca (TeniTMHa, NTULA, KPONUK, KabaH, NoTpoxa, konbachl,
BeTYMHaA, 6eKoH 1 np.), pbiby (a paBHO U KanbMapoB, yCTpUL,
KpeBeTokK), opexu (KeppoBble U ducTawkun), npunpassl (B Tom
yucne Tprodenn), cnagkoe Tecto 1 gecepTbl (MapumnnaH, caxap),
CoNieHble N KUCble coycbl (M3 a1, MUHAANBHOIO MONOKa NnMbo
NMMOHOB)». Y COBPEMEHHOIo YnTaTeNs 3TO onMcaHme Cnocob-
HO BbI3BaTb CKOpee TPeBOry, YeM anneTuT, n He 6e3 OCHOBaHUN.
HapyLweHne mepbl U NIOFUKU FPO3UT U My3blKafbHOMY NacTUY4o,
ecsin 3a KOMMUASILMEN He CTOSIT ACTeTUYecKas AUCLUUMINHA U Xy-
LOXeCTBEHHbIN pacyeT.

BonblWWHCTBO TEKCTOB O MacTtuy4o (yBbl, OTHACTM M 3TOT)
CTPEMATCA B3BECUTb JOCTOMHCTBA M HEAOCTaTKM XaHpa, AoKa-
3aTb €ro «OnaropofHylo» MpUpoay WM, HAaoOOPOT, YNNUYUTb
BO BTOPUYHOCTU. DTO >XeflaHue roBOpUT O TOM, HaCKOJIbKO CO-
BpeMeHHOEe MbllfIeHNEe YKOPEHEHO B MOHATUMHOM CTpOe, ele
HeBegoMoOM BGapoyHoM KynbType. Halum npeacraBneHms o npous-
BeAeHNU KaK repMeTUYHOM U LefIbHOM BbICKa3blBaHMW TBOPLA,
O rpaHuLax ero MHTepnpeTauum n yMecTHOCTU «Mepencnonb3o-
BaHUS», 0O aBTOPCKOM MpaBe U T. 4. — BCe 3T KOHLeNnuum ab-
CONIOTHO HECOCTOATENbHbI AN 6apoYHOM 3Moxu. TeKCTbl, My3bl-
KanbHble U NTepaTypHble, CYLLEeCTBOBAJIN TOrAA B HEMPEPbLIBHOM

Complex layouts, alternating masses and volumes, dramatic
chiaroscuro, and the polyphony of elements in the architecture
of that time are abundant, heterogeneous, and redundant —
yet they emphasise its unity. The dynamics of figures, complex
perspective angles, illusions, and playing with the boundaries
of the “frame” in Baroque painting are all meticulously sub-
ordinated to composition. The ideal of unity in diversity, which
the Baroque so admired, meant precisely the skillful organisa-
tion of elements into a magnificent whole, and the word com-
posizione meant both “compilation”, “combination”, and “[ar-
tistic] work”.

Of course, the compilative nature of pasticcio comes with
risks. As a theatrical text compiled from diverse sources, it tee-
ters on the edge of eclecticism and structural inconsistency.
Already in the 18t century, one can find ironic or sceptical judge-
ments about pasticcio as something “concocted in a hurry”.
In the above-mentioned work, Berthold Over describes in de-
tail the recipe of a pie containing “everything at once”, dating
back to the 1690s: “Whereas the ingredients were salty, the pie
was sweet and filled with pieces of sugar (‘ghiaccio’). Moreover,
lemon juice was sometimes added. Thus, the pasticcio was a mix-
ture on different levels, since it was composed of different kinds
of salty meat (veal, poultry, rabbit, boar, giblets, sausages, ham,
bacon, etc.) or fish (incl. squid, oysters, prawns), nuts (pine nuts,
pistachios), spices (also truffles), sweet pastry and other sweets
(marzipan, sugar), salty and sour sauces (made of eggs, almond
milk, or lemons).” For a modern reader, this description may cause
anxiety rather than appetite — and for a good reason. The viola-
tion of measure and logic poses a risk to the musical pasticcio if
it lacks the support of aesthetic discipline and artistic calculation
during the compilation process.

Most of the texts about pasticcio (alas, this one as well,
to an extent) seek to weigh the advantages and disadvantag-
es of the genre, to prove to the reader its “noble” nature, or,
conversely, to expose its secondary nature. This desire demon-
strates that modern thinking is rooted in a conceptual frame-
work still unknown to Baroque culture. Our ideas about a work
as a hermetic and integral utterance of the creator, the limits
of its interpretation, the appropriateness of “recycling”, and
copyright — all these concepts are utterly untenable for the Ba-
roque era. Texts, musical or literary, then existed in continuous
motion. The composers freely borrowed their own and others’
material; librettos were reused by different authors for dec-
ades, and singers contributed their signature, pre-prepared
numbers to the operas — known as arie di baule (literally “ari-
as from the suitcase”) — which were quickly “unpacked” and
inserted into the performances. However, perhaps it is now,
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ABvXeHnn. Komnosmtopbl cBOOOAHO 3aMMCTBOBANM COOCTBEH-
HbIl U YyXOW MaTepuan; NMOPETTO MCMONb30BaNNCh Pa3HbI-
MW aBTOpPaMM Ha NPOTAXEHUN OECATUNETUN, a NeBLbl BHOCUIU
B OMnepbl CBOM KOPOHHbIE, 3apaHee NMpPUroToB/ieHHble HOMepa —
3HamMmeHuTble arie di baule (bykBanbHO «apun U3 YemogaHa»), KO-
Topble ObICTPO «PaCNakoBbIBANNCL» U BCTABASNUCL B CNEKTaK/Ib.
BmecTe ¢ TemM, noxanym, UMeHHO Terepb, Nocne NOCTMOAEPHA,
OTMEHMBLUErO pasfeneHne Ha BbICOKOE U HU3KOE, Ha OpUrMHan
M KOMuio, BOMPOC O «BnaropoacTee» MacTUY4yo yTpaTun 3Ha-
YMMOCTb. HM 0OBUHEHME, HU 3alUTa STOMY XaHpPY yXe He Tpe-
OyloTcs — MHTepecHee HabnoAaTh 3a TeM, Kak Takas MpakTuKa
ajanTupyeTcsa K TeaTpy, rae MynsTUMeOUMHOCTb U MHTEPTEKCTY-
aNbHOCTb CTajIn HOPMOMW.

«OcTaeTcs 3aragkon, rnoyemMy MMeHHo leHpenb okasancs
CTONb Heobxoaum cnywartento Havana XX| cronetns, — CJIOBHO
BTOPS 3TOWN MbIcnuK, nmucan Anekc Pocc, KpynHenwnim amepukaH-
CKUI My3blKaNibHbIM KpUTKK, ewe B 2006-m. — Mpegbiaywmin,
XX Bek co3gan kynbT baxa, 4bd My3blka oTnpaBnseT Hac B bec-
KOHEYHbIN KOHTPANYyHKTUYECKUI TaOUPUHT. BO3MOXHO, B 3moxy
VH(MOPMAaLMOHHbIX NMeperpy3ok U NoCToAsHHOM (OHOBOM TPEBO-
M Mbl HYXA3eMC UMEHHO B COYETAHUM MSAMKOCTU U He3bibne-
MOCTU, KOTOPbIMW MPOHUKHYTO FreHAeNneBckoe UCKyccTBo». Mo-
Xanym, 3a noytn 20 neT, Npolueawmre ¢ MOMEHTA HanMCaHUs 3TUX
CJIOB, NocCnefHune cTanu ewle bonee akTyanbHbIMU.

PoamBwnce Tpyu € NONOBUHOW Beka TOMY Hasapj, Ha npoTs-
XXEHUU ponron XusHu lfeopr ®pugpux feHpens HeyToMMMO Mne-
peunzobpeTtan cebq. MHoroobelatowui TeaTpanbHbIA 4eOoTaHT
B lambypre, BUPTYO3HbIM KJIaBECMHUCT U MOJIogon JNobumel,
PUMCKOM 3HaTW, aBTOP CEHCALMOHHbIX UTaNbAHCKUX orep B JIOH-
[OHe, co3paTenb BEeNIMYECTBEHHbIX aHTMUUCKUX OpPaToOpUN, OH
OpraHWYHO MepemeLLasncs Mexay KynsTypamMu 1 XaHpaMu, octa-
BasCb BHYTPEHHE He3aBUCMMbIM. YpoxeHel, fanne — yHuBepcu-
TeTckoro ropopka B lepmaHuu, rae paHHee NpoceeleHue cocea-
CTBOBAJIO C MaTpuapxasibHbIM NIOTEPAHCKUM yKNagaoMm, — leHaenb
XPaHWUI AUCTaHLMIO U B KaTonMyeckon MiTanmm c ee NbilwHOM repo-
HUCTUYECKOM KYNETYpPOW, U B BpUTaHUM, OOLECTBEHHbIN KNuMaT
KOTOPOW coeamnHsN NPOTECTaHTCKYIO CTPOroCTb, KOMMEpPYECKUNM
nparmMaTuaM U CBeTCKoCTb. OH CTporo obeperan CBOO YacTHYLO
>KM3Hb: Mbl O OOMAHOrO MaJio 3HAaeM O ero XapakTepe U JINYHbIX
nepexmBaHmaX, OPYXECKUX CBA3SAX, NOOOBHbIX TN MPOYUX yBNE-
YyeHusx (pa3Be 4YTO 0 CJ1aboCTu K XopoLuer KyxHe 1 BUHyY). CoBpe-
MeHHOMY cyluaTesio B Hanbonbluen cterneHn 6M30K reHaenes-
CKUM TeaTp — NCUXONOFMUYECKM AOCTOBEPHbIN, MOMHbINA CUNBbHbIX
XapaKTepoB, OMAacHOCTU M ApaMbl, OfHAKO 3aKJloYaloWni Bce
3TO B COBEpLIEHHblIe KOHCTPYKUMU. OTBeYaowmr notpebHocTH
B MOANMHHOCTM U CTPACTU — HO U B JOCTOUHCTBE, CTPYKTYPHOM
ACHOCTU M yTelatlowweM YyBcTBe (hopMbl.

after the postmodern era, which abolished the division into high
and low, original and copy, that the question of the “nobility” of
pasticcio has lost its significance. Neither accusation nor defence
of this genre is now required — it is more interesting to observe
how this practice adapts to the theatre, where multimedia and
intertextuality have become the norm.

“It's a bit of a mystery why Handel has become so crucial
for early-twenty-first-century listeners,” Alex Ross, the larg-
est American music critic, wrote as if echoing this thought back
in 2006. “The prior century made a cult of Bach, whose music
takes the form of an endless contrapuntal quest. Perhaps, in an
age of information overload and ambient fear, we have more
need for Handel's gentler, steadier art.” In the almost twenty
years since these words were written, they have become even
more relevant.

Born almost three and a half centuries ago, throughout his
long life, George Frideric Handel tirelessly reinvented himself.
A promising theatrical debutant in Hamburg, a virtuoso harp-
sichordist and a young favourite of the Roman nobility, the au-
thor of sensational Italian operas in London, the creator of ma-
jestic English oratorios, he organically moved between cultures
and genres, remaining internally independent. A native of Halle,
a university town in Germany where the early Enlightenment
coexisted with the patriarchal Lutheran way of life, Handel kept
his distance both in Catholic Italy with its lush hedonistic culture
and in Britain, where social climate combined Protestant rigour,
commercial pragmatism, and secularism. He strictly guarded his
private life — we know disappointingly little about his character
and personal experiences, friendships, love affairs or other pas-
sions (except for a weakness for good cuisine and wine). How-
ever, Handel’s theatre is most close to the modern listener — it is
psychologically convincing, full of strong characters, danger, and
drama, but enclosing all this in perfect constructions. It responds
to the need for authenticity and passion — but also for dignity,
structural clarity, and a comforting sense of form.

In the 1720s and 1730s, Handel willingly resorted to
the genre of pasticcio. He adapted the Italian opera repertoire
for the London stage or reworked his own compositions. Per-
haps the most famous is Catone — his pasticcio based on Leon-
ardo Leo's opera Catone in Utica, which was staged in Venice in
the 1728-29 season. Handel had hardly heard the Venetian de-
but of the great castrato Farinelli in this work (characteristically,
it was in itself an opera impasticciata, a reworking of pre-exist-
ing music), but he was aware of its success. The London score of
Catone shows that Handel started from the music of his Italian
colleague, shortening the recitatives and “peppering” Leo’s arias
with others, apparently based on their scenic, spectacular nature
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lfeHpenb B 1720-x n 1730-x oxoTHO npuberan K >XaHpy na-
ctmuyo. OH aganTMpoBan Afs NIOHAOHCKOW CLEHbl UTanbSIHCKUIN
onepHbI pernepTyap UnM nepepabatbiBan COOCTBEHHbIE COYM-
HeHus. Moxanyn, Hanbonee n3BecteH «KaToH» — ero nmactuy-
4O Ha ocHoBe onepsbl JleoHapao Jleo «KaToH B YTuKe», koTopas
wna B BeHeuun B ce3oHe 1728-1729 ropos. leHpens Bpag nuv
CnblWan BeHeumMaHknn aebioT Benvkoro kactpata ®apuHennu
B 3ToM paboTe (4TO XapakTepHO, OHa NpeacTaBnsana cobom opera
impasticciata — nepepaboTky yxXe CywecTBOBaBLIEN MY3biKU),
HO 3Han o ee ycrniexe. JlJoHgoHCKaa NnapTmuTypa «KaToHa» rnokasbl-
BaeT, 4YTo leHAenb OoTTankuBancs OT My3blKWM UTaNbSIHCKOrO KO-
nern, yKopoTuB peymTaTUBbl U «nepeckinae» apuu Jleo gpyrumu,
MCXOAs, BUANMO, U3 NX CLLEHUYHOCTU, 3PPEeKTHOCTU 1 C TeM pac-
4yeToM, YTOObI KaXAbIM N3 3aAeNCTBOBAHHbLIX apTUCTOB MOT Grec-
HyTb B cBoeu crieunduke, Oyap To KonopaTypa, KaHTUIeHa Ux
ApamaTunyeckas sKcnpeccums.

Mactnyyo Obino ansa feHaens He ToNbKO HOPMOM, HO 1 KOM-
nosnTopckmm metofaom. C camoro Havana OH MPOSABASAN CKNOH-
HOCTb K aganTaLumm COOCTBEHHbIX paboT, a MHOTrAA — OTAENbHbIX
peyeBbix 0OOPOTOB, KOTOPbIE NMEPEMELLANINCL U3 OJHOIO COYU-
HeHWs B Apyroe, NIerko «Lwaras» yepes rpaHuLbl 13bikoB (feHpenb
COYMHSAN Ha HEeMELKKOM, UTaNbSHCKOM, aHMMNCKOM, NaTbliHW),
KaHPOB N CTUIINCTUYECKUX PErucTpoOB, OJHAKO He Tepss Bblpa-
3UTENbHOCTU N YMECTHOCTU. VIHOorga peyb Wwna o NpsMoM 3anm-
CTBOBaHUU. Yalle — o nepepaboTke, «BOCMOMMUHAHUN» B HOBOM
ApamMaTypruyeckom kntode. Tak, capabaHga n3 KnasupHon nap-
TUTbl conb maxxop HWV 450, co3gaHHas, no-BMAMMOMY, OKOJMO
1700-1705 ropoB, npeactaBnsgeT cobon oguH U3 paHHUX 3adurK-
CMPOBaHHbIX 0OpPa3LOB PUTMUYECKOTO MOTMBA, KOTOPLIW CTan
rnosgHee 4em-To Bpoge «pnpmMeHHoro 3Haka» lfeHgensa. B 1703-m
18-neTHMI Komno3uTop npuexan B lambypr. Kak cBngeTenscray-
0T Ouorpadbl, TaM OH Urpasn B ONepHOM OpPKecTpe, AaBan ypoku
WUrpbl Ha KNaBeCMHe 1, BEPOSITHO, MMcan Nbecbl Ans CBOUX CTyAeH-
TOB. KnaBupHble paboTbl TeX NET TECHO CBSi3aHbl C MaTepManom
«ANbMUPbI» — KPYNHENLWNM TeaTpasbHbIM COYUHEHUEM 3TOFO
3Tana. MNapTutypa «AnbMUpPbI» COQEPXUT ABe capabaHibl, oc-
HOBaHHble Ha y3HaBaeMOM LIaraloleM pUTMe, «UCCeYEHHOM»
naysamu-B30XaMu: NMo3gHee OH OyAeT accoLMMPOBaTLCS Y MUJT-
NVOHOB CJyLlIaTenen ¢ NpocnaBneHHoM apuen Lascia ch'io pianga
13 «PuHanbgo» (1711) — nepBou reHaeneBCckon onepbl Ans NOH-
LOHCKOW CLeHbI. B oencTBUTENbHOCTU 3Ta apys OTHOCUTCS K Ynciy
NoO3AHENLINX UTepaLMi B ANMHHOW Yepeae BO3BpaLleHum eHpe-
nsi K yNOMSIHYyTOMY pUTMY U SIBASieTCs aganTaunen bonee paHHewn
apuu Lascia la spina n3 opatopuu, HanucaHHow B Pume B 1707
rogy; Ta pasBMBaeT MaTepuan ogHoM 13 capabaHp «AnbMUPbI»,
co3pgaHHou B 1704-M, @ OHM BOCXOZAT K TEM CaMbIM KNaBUPHbIM
naptutam 1700-x, B TOM 4ncne K cofib-MaxopHon HWV 450.

and so that each of the artists involved could shine in their own
specifics — be it coloratura, cantilena, or dramatic expression.

For Handel, pasticcio was not only a form, but also a method
of composition. From an early age, he demonstrated a tendency
to adapt his own works, often transferring individual phrases of
speech seamlessly from one composition to another. He effort-
lessly navigated the boundaries of languages — composing in
German, ltalian, English, and Latin — as well as genres and stylis-
tic registers, all while maintaining a sense of expressiveness and
relevance. Sometimes direct borrowing took place. More often
it was processing, “remembering” in a new dramatic way. Thus,
the sarabande from the Clavier Partita in G major, HWV 450,
which was probably composed quite early, at around 1700-1705,
stands as one of the earliest recorded examples of a rhythmic
motif that later became a hallmark of Handel's style. In 1703,
the 18-year-old composer came to Hamburg. According to bio-
graphers, there he played in an opera orchestra, gave harpsichord
lessons, and probably wrote plays for his students. The keyboard
works of those years are closely related to the material of Almi-
ra, the largest theatrical composition of this period. The score of
Almira features two sarabandes based on a recognisable walking
rhythm, punctuated by pauses that evoke sighs. Later, millions of
listeners would come to associate this motif with the famous aria
Lascia ch’io pianga from Rinaldo (1711), Handel's first opera for
the London stage. In fact, this aria is one of the latest iterations in
a long line of Handel’s returns to this rhythm. It is an adaptation
of an earlier aria Lascia la spina from an oratorio written in Rome
in 1707; it develops the material of one of the Almira sarabandes
created in 1704, and they, in turn, go back to the same keyboard
scores of the 1700s — including the G major, HWV 450.

The recycling principle concerned not only abstract for-
mulas, but also quite specific musical numbers in terms of con-
tent. One of the most striking examples is the aria Augelletti,
ruscelletti, originally put into the mouth of the biblical heroine
Mary of Cleophas in the oratorio La resurrezione (Rome, 1708).
This later appeared in the opera I/ pastor fido (London, 1712).
The pious meditation, in which one of the myrrh-bearing wives
lovingly calls nature — birds and streams — to witness and par-
ticipate in the Easter mystery, received a second life in the form
of an unambiguously secular aria entrusted to an amorous Ar-
cadian shepherd. In the already mentioned Rinaldo, Almirena’s
famous aria is just one example of self-borrowing. In the second
act of the opera, the sorceress Armida, who has vainly attempted
to enchant the knight Rinaldo by transforming into his beloved
Almirena, finds herself alone. Accompanied by a sombre, ob-
ligatory bassoon, she laments the inaccessibility of the crusader
while simultaneously plotting her revenge in the famous aria
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MPUHLMN MOBTOPHOIO MCMOJSIb3OBaHUS Kacancs He TONbKO
abCTpakTHbIX QOPMYJl, HO U My3blKaJibHbIX HOMEPOB, BMOJHE
KOHKPEeTHbIX Mo cofepxaHuio. K 4ncny apkmx npuMepoB OTHO-
canTea apusa Augelletti, ruscelletti, nepsoHayanbHO BNOXeEHHas
B ycTa bubnenckon repouHun, Mapum Kneonoeomn, B opatopum
«BockpeceHune» (Pum, 1708). Mo3gHee oHa 3a3By4ana B onepe
«BepHbIn nactyx» (JloHgoH, 1712). bnaroyectmBoe pasmbliwne-
HUe, B KOTOPOM OfHa U3 XXeH-MUPOHOCUL, YMUNIEHHO MPU3biBaeT
npupoay — NTUL, U Py4bn — B CBUAETENU N YHAaCTHUKW nacxasb-
HOW MMUCTEPUMU, MONYYUNO BTOPYIO XWU3Hb B BUAE HeABYCMbIC-
NEeHHO CBETCKOM apwuu, NMopy4yeHHOW BNOOGNEHHOMY apKapcko-
My nactyxy. B ynomsiHyTom yxe «PuHanbgo» 3HameHuTas apus
AnbMUpPEHbl He eAWHCTBEHHbIN MPUMeEP CaMo3aMMCTBOBaHMUS.
Bo BTOpoM akTe onepbl BonwedOHULa ApMmnaa, HanpacHo cTpe-
MUBLLASICA MPUBOPOXUTL pbllapsa PUHanbao, npeBpaTUBLINCH
B AnbMUpeHy (ero nobumMyto), OCTaeTcs OfHa; B COMPOBOXAE-
HUN MpayHoro obnuraTHoro garoTa oHa CeTyeT Ha HEeMpUCTyn-
HOCTb KpecToHOCUa, MOMyTHO MeyTas O MeCcTW, B W3BECTHOW
apum Ah! Crudel, il pianto mio. Jo Toro leHaenbs ncnonb3osan
3Ty My3blKy Kak MUHUMYM [Baxzbl: B KaHTaTe Un sospir a chi si
muore (1707) n onepe «ArpunnuHa» (1709). B cBoto o4vepeps,
«ArpunnuHa» — XyTKoBaTas, efBa N1 He rpoTeckHas, UCTopus
0 YecTontoObMBOM XeHe pUMCKoro nmnepatopa Knaegus, otya-
AHHO WMHTPUryIoLEen, YToObl NocaanTb Ha TPOH COOCTBEHHOrO
CblHa OT npepplayllero 6paka, HepoHa, — coctosna ns Mysbiku,
HanncaHHou leHgenem B 1700-x, No4YTK Ha gBe TpeTwu. B yacTHo-
CTW, BCTYNUTENbHbLIN pa3fen yBepTiopbl — parMeHT U3 KaHTaThbl
Donna, che in ciel di tanta luce splendi, koTopas 6bina nocesweHa
boromatepu v 3By4ana B Pume B 1707-m. MNMpoponxatb pacnyTbl-
BaTb 3TU HUTU MOXHO BeckoHeuHo.

He cTpemsacb K 3aMKHYTOCTU CBOUX TeKCTOB, leHaenb, ofHa-
KO, Uckan Toro ocoboro 6apoyHOro eguHCTBa, O KOTOPOM MU-
weT BénbdhnuH, — He cTaTU4YeCKOM 3aBepPLUEHHOCTU UAeasNbHbIX
QHTUYHbIX MPOMOPLMN, @ ANHAMMYECKOro LLeNoro, XpaHsLWwero
OpraHuKy, HO CJIOBHO MynbcMpytollero, konebnowerocs U ans-
werocs, 6yab To acan 3maHUs, XXMBOMUCHAA KOMMO3ULUS UK
TeaTpanbHoe pencteue. leHaeneBckaa NpakTMKa cTpaTtera v ap-
XUTEKTOpa CLEeHbl U 34eCb HeOXMAaHHO cOnmXaeTcs ¢ coBpe-
MeHHbIM TeaTpoM, rae Gopma YacTo poxaaeTca B paboTe ¢ Ha-
ceguem: ero nepemMHTOHMPOBAHWM, MOHTaXxe, HanpaBneHUK
BHUMaHUS 3pUTeNa NocpeacTBOM cBeTa. MiIMeHHO Tak paboTatoT
CErofiHa KypaTop, Pexmnccep Unm apamatypr, a MOXeT ObITb, Mpo-
CTO YMenbI MNPOXHUK.

Ah! Crudel, il pianto mio. Before that, Handel had used this mu-
sic at least twice: in the cantata Un sospir a chi si muore (1707),
and then in the opera Agrippina (1709). In turn, almost two-
thirds of Agrippina — a creepy, almost grotesque story about
the ambitious wife of the Roman emperor Claudius, desperate-
ly scheming to put her son from a previous marriage, Nero, on
the throne — consisted of music written by Handel in the 1700s.
In particular, the opening section of the overture is a fragment
from the cantata Donna, che in ciel di tanta luce splendi, dedicat-
ed to the Virgin Mary and performed in Rome in 1707. It would
be possible to continue to unravel these threads indefinitely.
Without striving for the closedness of his texts, Handel, how-
ever, sought that special Baroque unity Wolfflin described —
not the static completeness of ideal antique proportions,
but a dynamic whole that preserves organics, but seems to pul-
sate, fluctuate and last, whether it be the facade of a building,
a composition a a painting or a theatrical action. Even here, his
practice as a strategist and stage architect unexpectedly con-
verges with modern theatre, where form is often born in work-
ing with heritage — its reintoning, cutting, directing the viewer’s
attention, like theatrical light. That's how a curator, director, or
playwright works today — or maybe just a skilled pastry chef.
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TeoAop KYPEHT3HUC

OcHoBaTenb 1 XyAOXECTBEHHbIN PyKOBOAMTESIb OPKECTpa U xopa
musicAeterna.

Poawuncs n Bbipoc B [peunu, roe Havyanocb ero MysblkanbHoe
obpasoBaHue. B 1994 ropy npuexan y4mTbca y nereHgapHoro
npocdeccopa CaHkT-MeTepOyprckon KoHcepBaTopun Mnbu My-
cnHa. C 3TUX MOp ero Xm3Hb TECHO CBsi3aHa ¢ Poccuen.

B 2004 ropy ctan rnaBHbIM gupuxepom HoBocnbupckoro
TeaTpa onepbl 1 BaneTa, ocCHOBan opkecTp U xop musicAeterna.
B 2011-2019 ropax 6bin XygoXecTBeHHbIM pykoBoauTenem Tea-
Tpa onepsbl 1 baneTa B MNepmu, Kyga BMeCTe ¢ HAM rnepeexanu ap-
TUCTbl musicAeterna. C 2012-ro — XyAoXeCTBEHHbI PyKOBOAN-
Tenb Oarunesckoro ¢ectrBans B Mepmu. B 2019 roay TBopyeckom
pe3npeHumnen Teopgopa KypeHT3aunca n musicAeterna ctan lom Pa-
ano B CaHkT-lMeTepOypre.

B 2018-2024 ropax Obin rnaBHbIM gnpuxepom CumdoHu-
yeckoro opkecrpa KOro-3anagHoro pagumo lepmaHuun. B kave-
CTBE AMpUXKepa-NoCTaHOBLUMKA COTPYyAHMYAET C Beaywmmu pe-
Xuccepamm mmpa (Pobept YuncoH, Pomeo Kactennyyuu, Mutep
Cennapc, Teogopoc Tep3onynoc v Ap.), KPYNHENWNUMIN OnepHbI-
MW TeaTpaMu, KOHLEPTHbIMU 3anamMu U ¢ectuBansmu EBponbl
n Poccun.

Teopop KypeHT3nc — peBATUKPATHLIN NlaypeaTt Poccumckon
HauVOHaNbLHOW TeaTpanbHOM NpeMumn «3on0Tas Macka», naypeat
npemun KAIROS, komaHzop opaeHa ®eHukca (Mpeumsa) u kaBa-
nep opaeHa ApyxObl.

opKecTp U xop musicAeterna

XyAOMeCTBEeHHbIW pyKoBoauTenb Teogop KypeHT3uc
rnaBHbli xopmenctep Butanum MonoHcKum
acCUCTeHT aupukepa Unba MNUcKHH

OAnH 13 caMblix BOCTpeBOBaHHBIX POCCUNCKUX KONNEKTUBOB, MO-
CTOSIHHO pacLUIMPSOLWUNIA FPaHMLbI CBOUX TBOPYECKMX BO3MOXHO-
cTer B 00nactv crapmMHHOM My3biKW B UCTOPUYECKN MHDOPMUPO-
BaHHOM UCMONHEHNM, aKaJeMUYECKOM KITaCcCUKN U COBPEMEHHOM
MYy3bIKW.

OpkecTp 1 xop OCHOBaHbI agupuxepom Teogopom KypeHT3u-
com B 2004 ropy B HoBocnbumpcke, B 2011-2019-m Obinin yacTbto

teodor currentzis

is the founder and Artistic Director of the musicAeterna Orchestra
and Choir.

He was born and raised in Greece, where he began his mu-
sical education. In 1994, Currentzis entered the Rimsky-Korsakov
St Petersburg State Conservatory to study under the legendary
professor llya Musin. Since then, his life has been closely connect-
ed with Russia.

In 2004, Currentzis became Chief Conductor of the Novosi-
birsk Opera and Ballet Theatre where he founded the musicAe-
terna Orchestra and Choir. From 2011 to 2019, he was Artistic Di-
rector of the Opera and Ballet Theatre in Perm, where the artists
of musicAeterna moved with him. Since 2012, Currentzis has been
Artistic Director of the Diaghilev Festival in Perm. In 2019, Teodor
Currentzis and musicAeterna moved their creative residence to
St Petersburg’s Dom Radio (House of Radio).

During 2018-2024, he was Chief Conductor of the SWR Sym-
phonieorchester in Stuttgart. As a music director and conductor,
Teodor Currentzis collaborates with the world’s leading stage di-
rectors (Robert Wilson, Romeo Castellucci, Peter Sellars, Theodor-
os Terzopoulos, etc.), the major opera houses, concert halls, and
festivals in Europe and Russia.

He has so far been awarded nine Russia’s Golden Mask Na-
tional Theatre Awards, he is a laureate of the KAIROS Award,
the Order of the Phoenix Commander (Greece) and the Order of
Friendship Knight (Russia).

musicAeterna choir and orchestra

artistic director and conductor Teodor Currentzis
chief choirmaster Vitaly Polonsky
assistant conductor llya Gaisin

musicAeterna Choir and Orchestra is one of the most sought-af-
ter Russian collectives constantly expanding the boundaries of its
creative possibilities in the field of early music in historically in-
formed performance, academic classics, and contemporary music.

The orchestra and choir were founded by conductor Teodor
Currentzis in 2004 in Novosibirsk; from 2011 to 2019, it was part
of the troupe of the Perm Opera and Ballet Theatre. Since 2019,
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Tpynnbl Mepmckoro Teatpa onepsl 1 6baneTa. B 2019 rogy TBopue-
CKon pe3ugeHumern musicAeterna crtan netepbyprckmmn Jom Pa-
avo, rae no nHnumnatmee Teogopa KypeHT3nca co3gaH Mmexguc-
LMMANHAPHbIN KYNBTYPHbBIN LEHTP.

Bmecte ¢ KypeHT3ncom musicAeterna perynsipHo ractponvpy-
eT no Poccum 1 Mupy, y4acTByeT B TaKMX MeXAYHapPOaHbIX hecTun-
Banax, kak Pypckas TpueHHane, Klarafestival B Bptoccene, dectu-
BaNib B Jkc-aH-lNpoBaHce, «darunes P. S.» B CaHkT-lMeTepbypre,
OaruneBckun dectmBanb B Mepmu. B 2017 rogy musicAeterna
CTan nepBbIM POCCUUCKUM KOMNEKTUBOM, KOTOPbIN OTKPbIT OC-
HOBHYIO Mporpammy 3anbubyprckoro dectvsans. B 2018-m xop
musicAeterna nonyyun npemuio International Opera Awards,
poccuinckue npemun Casta Diva n «3onotas macka».

BoinyweHHble musicAeterna n Teopgopom KypeHT3mncom
Ha nenbne Sony Classical 3anncn MouapTta, Manepa, betxo-
BeHa, YankoBckoro, Pamo v CTpaBMHCKOTO ObIIN BbICOKO OLIEHE-
Hbl My3blKanbHOW KPUTUKOW N yAOCTOEHbI MPEeCTUXHbIX Harpag:
ECHO KLASSIK, Edison Klassiek, npemun finoHckon akagemum
3ByKO3anucu, npemum xypHana BBC Music Magazine.

musicAeterna dance

XyZAOMECTBEHHbIM pyKoBoguTenb AHHa l'yceBa
rnaBHbli xopeorpad AHacTtacus lNeluKoBa

TaHueBanbHasa Tpynna musicAeterna Dance cdopmmnpoBaHa
B 2022 rogy v 6a3upyeTcs B netepbyprckom flome Paguo. B oc-
HoBe KoHuenuum musicAeterna Dance — MeXANCLMMANHAPHbIN
noaxop. PaboTa TaHLOBLIMKOB C My3blKaHTaM1 OpKecTpa 1 xopa
musicAeterna npeBpaliaeTcs B TBOPYECKMA CMMOMO3, OMbIT
No BOCCO3[aHUIO APEBHErpeyeckoro TpueanmHCTBa «KMyCUYeCcKmX
WNCKYCCTB»: MO33UK, TaHUA@ M My3blkn. B xopeorpaduun akage-
MUYeckmMe 1 HeakajgeMuyeckue HamnpasneHus corpuKacaloTcs
c usnyeckmm TeaTpoM UK GbiToBOM nnactmkon. MusicAeterna
Dance obpaliaeTcs K pasfmnyHbIM TEXHWKAM U s3blkaM COBpe-
MEHHOrO TaHLa, ULLET HOBbIE, ellie He OTKPbITblE CMOCOObI nna-
CTUYECKOW BbIPa3nUTENbHOCTMU.

musicAeterna has been an independent, privately financed en-
semble. Its creative residence is now located at St Petersburg’s
Dom Radio, where, on the initiative of Teodor Currentzis, an in-
terdisciplinary cultural centre was created.

The choir and orchestra regularly tour Russia and Europe,
participate in such international festivals as the Ruhrtriennale,
the Klarafestival in Brussels, the Festival d'Aix-en-Provence,
the “Diaghilev P.S.” festival in St Petersburg, and the Diaghilev
Festival in Perm. In 2017, musicAeterna became the first Russian
music collective to open the main programme of the Salzburg
Festival. and have since become regular participant of the fes-
tival. In 2018, the choir received the International Opera Award
and Russian prizes Casta Diva and Golden Mask. The recordings
of Tchaikovsky, Mahler, Stravinsky, Mozart, and others, released
by the musicAeterna Orchestra and Teodor Currenzis on Sony
Classical, have been awarded prestigious prizes: ECHO KLASSIK,
Edison Klassiek, the Japanese Record Academy Award, and the
BBC Music Magazine Award.

musicAeterna dance

artistic director Anna Guseva
chief choreographer Anastasia Peshkova

The dance company was formed in 2022 and is based at Dom Ra-
dio in St Petersburg. The musicAeterna Dance concept is based
on an interdisciplinary approach. The collaboration of dancers
with musicians of the musicAeterna Orchestra and Choir turns
into a creative symbiosis, an experience in recreating the ancient
Greek trinity of “muse arts”: poetry, dance, and music. In choreo-
graphy, academic and non-academic directions come into con-
tact with physical theatre and vernacular plastics. MusicAeterna
Dance turns to various techniques and languages of modern
dance and is looking for fundamentally new, yet to be discovered
directions.
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aKaaemusa
MM. aHTOHA PYOMHLITEeHHA

aupeKkTop AnexkcaHapa JéwuHa

musicAeterna HaunmHaeT paboOTy Hag HOBbIM MPOeKToM — AKa-
aeMmuen nm. AHToHa PyOuHLILTEeMHa ans BOKanucToB. MNpoekT nog,
pykosofctBom Teogopa KypeHT3nca Ha3BaH B YeCTb KOMMO3UTO-
pa, oupuxepa 1 NMaHUCTa, co3paTenst cUCTeM NpodeccnoHanb-
Horo obpasoBaHMS U MPOGhECCUMOHANbHON KOHLEPTHOW XU3HU
B Poccum n npogonxaet ero ugen. Akagemms um. AHTOHa PyOuH-
WITENHA — 3TO TPEXJIETHUM KypC, MPU3BAHHbIN BOCMUTAaTb HOBOE
NOKONEHNE OMEepHbIX COMIMCTOB, OTKPbIThIX K 3KCrepuMeHTaM
M CNOCOBHBIX U3MEHUTb My3blKanbHbI MUP. OBydYeHne Kaxagoro
apTuCTa BbICTPaMBaETCs Ha OCHOBE WHAMBUAYaNbHOW CTpaTernm
pa3BuTUS, paspabotaHHon Teopopom KypeHTaucom. Mommmo
y4eOHbIX M MPaKTUYECKMX 3aHATUI, OOLLIMPHOM NPOrpaMmbl 3cTe-
TMYECKOro BOCMUTAHWSA, apTUCTbl aKaleM1UM BOBJIeYEHbl B ornep-
Hble, KOHLEepTHble 1 NnepdopMaTMBHbIE NPoeKTbl musicAeterna,
COBMECTHYIO paboTy C pexuccepamu, aupuxepamu, xopeorpa-
dhamn, KommnosMTopamu-pesngeHTaMn, apTuctaMm oOpKecTpa
1 xopa. AKkaileMusl BOCMUTbIBAET He Y4EeHUKOB, @ €AUHOMBILLTIEH-
HUKOB, U MpUrNaLlaeT K COTPYAHUYECTBY NEPCNEKTUBHbIX CTYAEH-
TOB CTapLIMX KYPCOB KOHCEPBaTOPWUN, HEAABHUX BbIMYCKHUKOB
M HauYMHaLWMX apTUCTOB OMNEPHbIX TEATPOB.

Cpenwu apTuctoB AkagemMun nepBoro Habopa:

— accucteHT-cTaxep CaHkT-MeTepOyprckon rocyaapcTBeH-
HOoM KoHcepBaTopuu JmaHa HocblpeBa, pebioTnpoBasLias
¢ musicAeterna B YeTblpex nocneaHux necHsx Puxapgaa Wrpayca;

— CONUCTKa MOCKOBCKOro Teatpa «lenvkoH-onepa» Codbs
LbiraHkoBa, BbicTynaBllas ¢ musicAeterna B obuneriHom Type
no Poccun, Utanum n McnaHmm Bo BTopon cumdoHun Manepa
M UCMOJIHUBLLASA CONbHYIO NapTuto B YeTepTon cumdoHmnn Mane-
pa B KoHLepTe PoccMincckoro HaLMoHanbHOro MOJIOAEXHOro op-
KecTpa nog ynpasneHnem Teogopa KypeHT3uca;

— lOnusa Bakyna, BbicTynaBwas Bo Bropon cumpoHnm Ma-
nepa B POCCUNCKOM YacTu Typa musicAeterna;

— CONUCTKa onepHou Tpynnbl MpuMopckon cueHbl MapunH-
ckoro TeaTpa MiBeTa CUMOHSIH;

— BbINYCKHULA YpaNibCKOW FroCyfapCTBEHHOM KOHCepBaTO-
pun KceHusa [lopoposa;

— conuctka aHcambns coBpemMeHHon My3biku Ile Théléme
Ensemble n AcTtpaxaHckoro TeaTpa onepbl u baneta Tatbs-
Ha BukmyxameToBa, ncrnonHsaswasa naptuio Mepsor CMbunnbl
B onepe Opda De temporum fine comoedia Ha nokase B pamkax
¢ectuBans-cnyTHUKa «darunes+» B 2022 ropgy.

anton rubinstein
academy

director Alexandra Deshina

A new project for vocalists, the Anton Rubinstein Academy, is set
to launch under the leadership of Teodor Currentzis. Named in
honour of Anton Rubinstein — a composer, conductor, and pianist
who established the professional education system and concert
life in Russia — the academy aims to continue his visionary ideas.

This three-year programme is designed to cultivate a new
generation of opera soloists who are open to experimentation
and capable of transforming the musical landscape. Each vocal-
ist's training is tailored to an individual development strategy
crafted by Teodor Currentzis.

In addition to practical workshops and a comprehensive aes-
thetic education programme, the academy’s artists will partici-
pate in opera, concert, and performative musicAeterna projects.
They will collaborate with directors, conductors, choreographers,
resident composers, and members of the orchestra and choir.
The academy focuses not just on training students but on nurtur-
ing a community of like-minded individuals. It invites promising
undergraduates from conservatoires, recent graduates, and as-
piring opera theatre artists to join in this collaborative journey.

Among the artists of the academy’s first enrollment are:

— Diana Nosyreva, an assistant trainee at the St Petersburg
State Conservatory, who made her debut with musicAeterna in
the Four Last Songs by Richard Strauss;

— Sofia Tsygankova, a soloist at the Helikon Opera (Mos-
cow), who joined musicAeterna in its anniversary tour of Russia,
Italy, and Spain with Mahler’s Symphony No. 2 and performed
a solo part in Mahler’s Symphony No. 4 in a concert by the Rus-
sian National Youth Symphony Orchestra conducted by Teodor
Currentzis;

— Yulia Vakula, who performed in Mahler's Symphony No. 2
in the Russian part of a musicAeterna tour;

— Iveta Simonyan, a soloist with the opera troupe of the Pri-
morsky Stage of the Mariinsky Theatre;

— Ksenia Dorodova, a graduate of the Ural Conservatoire;

— a soloist of the fle Théléme Ensemble and the Astrakhan
Opera and Ballet Theatre Tatyana Bikmukhametova, who per-
formed the role of the First Sibyl in Carl Orff's opera De temporum
fine comoedia at the Diaghilev+ satellite festival in Perm in 2022.
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opKecTp musicAeterna

nepBble CKPUMNKN
MapuHa KatapxHoBa
KpuctnHa Taxa
Bnapucnas lNecnH
Mapwusa CTpaToHOBMY
ExkaTepuHa PomaHoBa
Ancbiny CandynnmHa
Onbra ApTiornHa
Omutpun Yenvra

BTOpble CKPUMKUN
ApTemuin CaB4eHKO
PobGepT bpem

MeTp YoHkywes
ExkaTepuHa lopenoBa
EBreHuns [paHoBa
MBeaH Cy660TKMH
Bagum Tendukos

anbTbl
lpuropumn Yekmapén
AHactacusi PoibuHa
MapuHa AHTOHOBA
Jles Cepos

JlioboBb Jlazapesa

BUOJIOHYENN
PabbaHun AngaHrop
AnekcaHgp lNpo3opos
(+ BMona ga ramba)
Moproc Kanyamnc

(+ kpuTCKasa nmupa)
EBreHunn PymsHueB
BceBonop ly3os

KOHTpabachbl

AHgpen lnHkeBnY
Ounasep MeHameTOB
Huknta MakuvH

dnenta
AHHa KomapoBa

robou
AHgpen MaTioxuH
MNetep Tabopu

daroTbl
Tanrat CapcembaeB
Nropb Axcc

BaJITOPHbI
Xanpo XnumeHo
Anekcen CakoBuy

TpyObI

JleoHnp lypbes
XacynaH AbabikanbikoB
[MaBen Kypaakos

TPOMOOHDI

ApwmaH CypTtaes
AHgpen CantaHos
Bnagnmunp KnuweHko

nuTaBpbl
Omuntpun KnemeHok

yAapHble
Anekcen AMocoB

GapouHas apcpa
Mapwvsa 3opkunHa

KflaBeCcuH
AnekcaHgpa KopeHeBa

opraH
AHppen Konomunues

NIOTHN
MapwviHa benoBa
KoHcTaHTUH
LLleHnkoB-ApxapoB

musicAeterna orchestra

first violins

Marina Katarzhnova
Kristina Taha
Vladislav Pesin
Maria Stratonovich
Ekaterina Romanova
Aisylu Saifullina
Olga Artyugina
Dmitry Chepiga

second violins
Artemy Savchenko
Robert Brem

Petr Chonkushev
Ekaterina Gorelova
Evgenia Granova
Ivan Subbotkin
Vadim Teifikov

violas

Grigory Chekmaryov
Anastasia Rybina
Marina Antonova
Lev Serov

Lyubov Lazareva

cellos

Rabbani Aldangor
Alexander Prozorov
(+ viola da gamba)
Yiorgos Kaloudis

(+ Cretan lyra)
Evgeny Rumiantsev
Vsevolod Guzov

double basses
Andrey Shinkevich
Diliaver Minametov
Nikita Makin

flute
Anna Komarova

oboes
Andrey Matyukhin
Peter Tabori

bassoons
Talgat Sarsembaev
Igor Akhss

horns
Jairo Gimeno
Alexei Sakovich

trumpets

Leonid Guryev
Zhasulan Abdykalykov
Pavel Kurdakov

trombones

Arman Surtaev
Andrey Saltanov
Vladimir Kishchenko

timpani
Dmitry Klemenok

percussions
Aleksey Amosov

baroque harp
Maria Zorkina

harpsichord
Alexandra Koreneva

organ
Andrey Kolomiytsev

lutes

Marina Belova
Konstantin
Shchenikov-Arkharov

37



38

xop musicAeterna

cornpaHo

WpuHa barnHa

laHHa bapsbiwHWKOBA
KaTta JoHaykoBa
KaTepuHa MimcokBa
Tamapa KoHcTaHTMHOBAa
Enena NMopkacuk
NpunHa TepeHTbeBa
Anbduna XamugynnmHa

TeHopa

AnexkcaHap AMOCEHKO
Hwkonawn bacos
Nropb lopbaHb

MBaH lopuH
Mpuropun KysHeuos
Erop CemeHkoB
AnexkcaHgp Comos
Hukonan ®epopos

anbTbl

Hapexpa bpycHuubiHa
AHHa mapgkoBa

Enena lypyeHko
AHacTtacuns Epogeesa
MapwuHa MIHoBnoukas
Mapwus OnapuHa
BukTopusa Pypakosa
Hatanbs Pabukosa
AHactacus lllymaHoBa

bachbl

Makcnm AkceHoB
Amuntpun Kocos
Hukonan Ma3aes
baTtop Ounpos
Anekcen CBeToB
Amutpun LWenkoBmH
Snyapa XapuUTOHOB
OaHunn YecHokoB

TaHueBaJibHaA Tpynna
musicAeterna dance

Avirynsa bysaeBa
Tumyp laHees
EBreHun Kanauyés
Makcum Kno4vHeB
CasBa KopoTbIy

EneHa JlncHasa

Avicbiny MupxadusxaH
Anekcen Cnyuknm
Hapbsa Tarunbuesa

musicAeterna choir

sopranos

Irina Bagina

Ganna Baryshnikova
Katya Dondukova
Katerina Imsokva
Tamara Konstantinova
Elena Podkasik

Irina Terentyeva
Alfiya Khamidullina

tenors

Aleksandr Amosenko
Nikolay Basov

Igor Gorban

Ivan Gorin

Grigory Kuznetsov
Egor Semenkov
Aleksandr Somov
Nikolay Fedorov

altos

Nadezhda Brusnitsyna
Anna Gladkova

Elena Gurchenko
Anastasia Erofeyeva
Marina Inovlotskaya
Maria Oparina
Viktoria Rudakova
Natalya Ryabikova
Anastasia Shumanova

basses

Maksim Aksenov
Dmitry Kosov
Nikolay Mazaev
Bator Ochirov
Aleksey Svetov
Dmitry Shelkovin
Eduard Kharitonov
Daniil Chesnokov

musicAeterna dance

company

Aigul Buzaeva

Timur Ganeev
Evgeny Kalachov
Maksim Klochnev
Savva Korotych
Elena Lisnaya

Aisylu Mirkhafizkhan
Alexey Slutskii

Daria Tagiltseva
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BapBapa MArkoBa
heendel

MBaH HabopLLUUKOB,
IOpUM NaHoB
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dhrnnapmoHum
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BapBapa
MArKoBa

nporpamma:

PobepT LymaH (1810-1856)
dopTenuaHHbIv uukn «KpencnepmnaHa,
op. 16 (1838)

AuBerst bewegt

Sehr innig und nicht zu rasch
Sehr aufgeregt

Sehr langsam

Sehr lebhaft

Sehr langsam

Sehr rasch

Schnell und spielend|

NoraHHec bpamc (1833-1897)
Tema c Bapuauusmu pe MuHop, op. 18b (1860)

Hukonan MetHep (1879-1951)

Mbeca N2 1 n3 umkna «Tpu ckasku

ansi optennaHo», op. 42 (1914)

Mbecbl N2 2 1 4 n3 unkna «Llectb ckasok
ans oprenmnaHo», op. 51 (1928)

Mbecbl N2 3 1 1 U3 umkna «YeTbipe ckazku
ansi doptennaHo», op. 26 (1912)

Cepreu NMpokodbes (1891-1953)

dopTennaHHbIn unkn «Capkasmbl», op. 17 (1914)
Tempestoso

Allegro rubato

Allegro precipitato

Smanioso

Precipitosissimo

HomeHunko Ckapnattu (1685-1757)

CoHatbl ana knasupa K. 213 pe muHop,

K. 95 po maxop, K. 1 pe muHop, K. 9 pe mnHop,

K. 519 da muHop, K. 27 cn muHop, K. 87 cu muHop,
K. 451 na muHop, K. 470 conb maxop

varvara
myagkova

on the programme:

Robert Schumann (1810-1856)
Kreisleriana, Op. 16 (1838)
AuBerst bewegt

Sehr innig und nicht zu rasch
Sehr aufgeregt

Sehr langsam

Sehr lebhaft

Sehr langsam

Sehr rasch

Schnell und spielend|!

Johannes Brahms (1833-1897)
Theme and Variations in D minor, Op. 18b
(1860)

Nikolai Medtner (1879-1951)

Piece No. 1 from Three Fairy Tales for piano,
Op. 42 (1914)

Pieces Nos. 2 and 4 from Six Fairy Tales

for piano, Op. 51 (1928)

Pieces Nos. 3 and 1 from Four Fairy Tales
for piano, Op. 26 (1912)

Sergei Prokofiev (1891-1953)
Sarcasms, Op. 17 (1914)
Tempestoso

Allegro rubato

Allegro precipitato

Smanioso

Precipitosissimo

Domenico Scarlatti (1685-1757)

Keyboard sonatas K. 213 in D minor, K. 95

in C major, K. 1in D minor, K. 9in D minor,
K.519 in F minor, K. 27 in B minor, K. 87 in

B minor, K. 451 in A minor, K. 470 in G major

perm philharmonic
great hall

piano recital

1"T:s VOV
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14.06 BapBapa MArkoBsa

Bapeapa MsirkoBa BoO3BpalwaeTcs Ha [ArvneBckuin dectnBarnb
C HOBOM COMbHOM MPOrpPamMmoun, B KOTOPOW NpeacTaBUT poMaH-
Tuyeckun konnax: ot «Kperncnepmanbl» LymaHa n Tembl ¢ Ba-
puauusammn bpamca go pycckux cka3ok MeTHepa. NMporpammy 3a-
BEPLUMT NapafoKcanbHOe conocTaBieHne uykna popTenmaHHbIX
MuHuaTiop MNMpokodbeBa «Capkasmbl» U AEBATU COHAT Bapo4HO-
ro komnosutopa lomeHnko Ckapnattu.

Llenb nMaHNCcTKM — 0GHapY>XUTb U PacKpbITb IBHbIE U HEOYE-
BUAHbIE CBA3M MeXAY COYMHEHUSIMU Pa3fNYHbIX CTUNEN U 3MOX:
«CobpaB BoeanHO, Ka3anocb Obl, CTONb Pa3Hble, COBCEM HEe Mo-
XOXWe Apyr Ha gpyra NpousBeAeHus, 1 He TONIbKO Jana BO3MOX-
HOCTb PaCKpPbITbCS BCEMY CBOEMY OfbITY, HO U HE MOrfla MPOUTU
MWMO MHTOHAaLMU rofioca — HepaBHOAYLIHOrO, ropsYyero, He rno-
3BonigloLLero cebe oTCTPaHUTLCA, rofloca BeCKOPLICTHOM U MNpe-
JaHHom nobBu. Tonbko «Capkasmbl» lNpokodbeBa MOryT no-
3BONUTL Ce0e MPOHUIO B MOEW NporpamMmMe, BbicMeurBas dasbLib
1 paBHogywmne. MHe xo4yeTcsi CNOBHO 3aHOBO OTKPbITb 3TU MpPoO-
M3BeAeHMS — KaK COYMHEHMS COBEepLUIEeHHO coBpeMeHHble. Mbl
He ABNemMcsi MOTOMKaMu 3TUX HOT. OHKM XMBYT B HaC C MOMEHTa
CO34aHus MO HACTOSALLMIN, TONbKO YTO HACTYMUBLUUIA MUM».

BapBapa MsirkoBa, BbiNyckHMUA MOCKOBCKOM KOHCepBaTo-
pun, Ha NPOTSXKEHUN MHOTUX JIET — KOHLLepTMENCTep AeTCKOro
Xopa, pa3BuMBaET conbHYylo Kapbepy ¢ 2019 ropa. Cenyac BapBa-
pa MsarkoBa BbICTyNaeT B Ny4LWMX KOHLEPTHbIX 3aiax U Ha cambIX
KPYMHbIX My3blKanbHbIX pectuBansax Poccnun. Ee peneptyap mak-
CMManbHO WMPOK: OT Npon3BegeHn baxa fo counHeHum cospe-
MEHHbIX KOMMO3UTOPOB, MULIYLMX B AyXe KHOBOW MPOCTOThI»,
B TOM YumcCie cneumanbHO Ans MMaHUCTKu.

14.06 varvara myagkova

Varvara Myagkova returns to the Diaghilev Festival with a new
solo programme — a romantic collage that moves from Schu-
mann's Kreisleriana and Brahms’ Theme and Variations to
the Russian fairy tales by Medtner. The programme closes with
a surprising contrast: Prokofiev's sharp and witty miniatures in
the cycle Sarcasms paired with Baroque sonatas by Domenico
Scarlatti.

The pianist’s goal is to uncover and highlight the visible and
hidden connections between works from different styles and
eras: "By bringing together pieces that seem so different and
unrelated, I've not only shared my entire artistic experience, but
also couldn’t ignore the voice that runs through them — a voice
that is passionate, engaged, and full of selfless devotion. | want
to rediscover these works as if they were freshly written today.
We are not just inheritors of these notes. They live within us from
the moment they were created to this very moment.”

Varvara Myagkova, the Moscow Conservatory graduate,
who spent many years working with a children’s choir, is devel-
oping a solo career since 2019. Today, she performs in top concert
halls and at major music festivals across Russia. Her repertoire is
vast, ranging from Bach to contemporary composers writing in
the style of “new simplicity”, some of whom have written pieces
especially for her.
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yacTtHaA unapmMoHUA
«TPUYyMd»

KaMepHbIX KOHLepT
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UBaH
HAaOGOpPLIUKOB
IOPUU NAHOB

My3blKa ANA CKPUMNKKU U hopTenruaHo

nporpamma:

AHTOH BebepH (1883-1945)

YeTbipe nbecbl Ang CKpuUnku v popTenmaHo,
op.7(1910/1914)

Sehr langsam

Rasch

Sehr langsam

Bewegt

Cepreu NMpokodbes (1891-1953)
CoHata ansa ckpunkm n poptenmaHo Ne 1
¢a muHop, op. 80 (1938-1946)
Andante assai

Allegro brusco

Andante

Allegrissimo

IOxoH Kenpyx (1912-1992)
HokTopH ans ckpunku u poptenmaHo,
JC.93(1947)

Bena bapTok (1881-1945)

CoHata ansa ckpunku n doptenmaHo Ne 1
Lo-pues muHop, BB. 84 (1921)

Allegro appassionato

Adagio

Allegro molto

ivan

14.06 sat
23:00 18+

naborshchikov

yuri panov

music for violin and piano

on the programme:

Anton Webern (1883-1945)

Four Pieces for Violin and Piano, Op. 7
(1910/1914)

Sehr langsam

Rasch

Sehr langsam

Bewegt

Sergei Prokofiev (1891-1953)

Sonata for Violin and Piano No. 1 in F minor,
Op. 80 (1938-1946)

Andante assai

Allegro brusco

Andante

Allegrissimo

John Cage (1912-1992)
Nocturne for Violin and Piano,
JC.93(1947)

Béla Bartok (1881-1945)

Sonata for Violin and Piano No. 1
in C-sharp minor, BB. 84 (1921)
Allegro appassionato

Adagio

Allegro molto

private philharmonic

“triumph”

chamber concert
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14.06 uBaH HabopLLUKOB, OPUA NAHOB

MBaH HabopLMKOB — OAMH U3 CaMbIX APKUX CKpUMaYer 1 KoM-
MO3NTOPOB MOJIOQOrO MOKONEHUs, naypeat MeXAyHapoAHbIX
KOHKYPCOB, LWWPOKO ractponupytowmm B Poccum un EBpone.
OH npepcTaBnsieT HOBYIO KaMEpPHYIO MporpaMmmy BMecTe C nua-
Huctom Opuem lMaHoBbIM. B KOHLEpTe NPO3ByYaT COYMHEHMS,
CO3[aHHbIe B NepBOM nosioBnHe XX Beka.

[Ba KpynHbIX LUMKna — anun4yeckas NepBas ckpunuyHas coHa-
Ta NpokodbeBa N HeodonbknopHas lNepBas coHaTa Ana CKPUMNKN
1 opTenmaHo bapToka, B KOTOPOW KOMMNO3UTOP 3KCNEPUMEHTU-
pyeT C aTOHaNbHOCTbIO, — YepeayloTcs C MyaHTUNUCTUYEeCKM-ab-
CTPAKLMOHUCTCKUMU YeTblpbMs NMbecaMu BebepHa v paHHUM,
MMMPECCUOHUCTUYHBIM HokTiopHOM Kenpxa.

MNBaH HabopLluMKOB Tak MOACHAET 3aMblCeN MporpamMmmbl: «ns
MeHsi caMoe BaXkHOe — 00pa3 HOYM U CBA3AHHbIE C HUM OLLyLle-
HUS, IBNEHUS, MbICIIN, AENCTBUSA, KOTOPble MOXHO HaWTW B Ka-
XKAOM COYMHEHMM nporpaMmbl. KOHLEepT MHe BUAMTCS Kak eauHoe
BblCKa3blBaHWe, 6e3 annoAnCcMeHTOB MeXy NPou3BeAeH UMM Y.

14.06 ivan naborshchikov, yuri panov

Ivan Naborshchikov is one of the most remarkable violinists and
composers of his generation, a prizewinner of international
competitions and an active performer across Russia and Europe.
He presents a new chamber programme together with pianist
Yuri Panov. The concert features works composed in the first half
of the 20™" century.

Two major cycles — Prokofiev’s epic First Sonata for Violin and
Piano and Bartok's First Sonata, rooted in neo-folklore and rich
in experiments with atonality — are juxtaposed with Webern's
pointillist and abstract Four Pieces and Cage's early, impression-
istic Nocturne.

Ivan Naborshchikov explains the concept behind the pro-
gramme: “For me, the most important idea is the image of
the night and the sensations, phenomena, thoughts, and actions
associated with it — all of which can be found in each piece of this
programme. | envision the concert as a single statement, with no
applause between the works.”
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15.06 BC
17:00
12+

OpraHHbIW 3an
nepmMcKom
dhrnnapmoHum

KaMepHbIX KOHLepT
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COJIUCTDI
OpKecTpa
musicAeterna

Avntprun BopoauH, cKpunka

AHapen PocumK, CKpunKa

Aunapa MypatoBa, anbt

Bnagumup CnoBayeBCKWUM, BUONIOHYEND
AHppen BapaHeHKo, opTennaHo

nporpamMmma:

Mopwuc PaBenb (1875-1937)

®dopTenraHHoe Tpuo N MuHop, M. 67 (1914)
Modéré

Pantoum: Assez vif

Passacaille: Trés large

Finale: Animé

Mapko Hukoamerud (p. 1980)
CTpyHHbIN kKBapTeT N2 2 (2019)
Introduzione

Ruvido e animato

Tango. Oscuro e minaccioso
Vivace

Adagio mesto

Prelazak no¢nog mora / Schattenraum
(mit Gesualdo) | «[epecekas HOYHYIO CUHEBY»
ans opTtenmnaHHoro kemHTeTa (2020)

OmuTtpun Woctakosumy (1906—1975)
dopTenraHHbIN KBUHTET COflb MUHOP,

op. 57 (1940)

Prelude: Lento — Poco piu mosso — Lento
Fugue: Adagio

Scherzo: Allegretto

Intermezzo: Lento

Finale: Allegretto

soloists of oo
the musicAeterna
orchestra

perm philharmonic
organ concert hall

Dmitry Borodin, violin chamber concert
Andrej Roszyk, violin

Dinara Muratova, viola
Vladimir Slovachevsky, cello

Andrey Baranenko, piano

on the programme:

Maurice Ravel (1875-1937)

Piano Trio in A minor, M. 67 (1914)
Modéré

Pantoum: Assez vif

Passacaille: Trés large

Finale: Animé

Marko Nikodijevi¢ (b. 1980)
String Quartet No. 2 (2019)

Introduzione

Ruvido e animato

Tango. Oscuro e minaccioso
Vivace

Adagio mesto

Prelazak nocnog mora / Schattenraum
(mit Gesualdo) | Crossing the Night Blue
for piano quintet (2020)

Dmitri Shostakovich (1906—-1975)

Piano Quintet in G minor,

Op. 57 (1940)

Prelude: Lento — Poco piu mosso — Lento
Fugue: Adagio

Scherzo: Allegretto

Intermezzo: Lento

Finale: Allegretto

1):J
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15.06 conucTbl opKkecTpa musicAeterna

Conuctbl opkectpa musicAeterna npeacraBnsaioT HOBYIO Kamep-
HO-MHCTPYMeHTalNbHYIO NporpaMmmy ¢ counHeHnsamm Mopuca Pa-
Bens, Amutpusa WoctakoBnya 1 coBpeMeHHOro cepbckoro Kom-
no3suntopa Mapko Hukoguesuya.

OT Tpno — K (popTenrMaHHOMYy KBUHTETY: TaK, MO MPUHLN-
My NOCTENEHHOro YNAOTHEHUS (PaKTypbl U 3BY4HOCTW, MOCTPOEH
KoHUepT. Ero oTkpbiBaeT ®oprennaHHoe Tpmo Pasens — Bup-
TYO3HbIM LMKJI, 06paseL, 3penoro nucbmMa KomrnosuTtopa. B Hem
Dackckme, HeNpUBLIYHBIE A1 EBPOMENCKOro yxa pUTMbl BCTpeya-
IOTCS € 3K30TUYECKUMU hopMaMKM Mananckomr noasmnm, a rpaduny-
HOCTb MHCTPYMEHTasIbHbIX JIMHUIA — C rNyboKOM 3MOLMOHaNb-
HOCTbIO. VICMONHEHMEM 3TOr0 COYMHEHMUS My3blKaHTbl OTMeYatoT
150-neTuve co gHA poXAeHN KOMNO3nTopa.

3aBeplaeTt nporpammy PopTenmaHHbI KBUHTET OMUTPUS
LloctakoBnya — npoussegeHve, TpuyMmdanbHas npemMbepa Ko-
Toporo coctosnack B 1940 roagy. MonndoHUYHOCTL GaxoBCKo-
ro TUMa CoeguHAEeTCs 34eCb C «HAPOAHbLIM» MEeNIocoM, BN3KNUM
K onepHomy fi3blky Mycoprckoro, nupuka v gpama criiaasfieHbl
BOEAMHO, a 0bpa3bl HEYTOMMMOIO 3/1a MOYTU He JaloT o cebe
3HaTb. My3bikoBep, JleBoH AKOMSIH OTHOCUT K My3blKe KBUHTETa
(hpasy, ckazaHHylO BpPUTAHCKUM KpUTUKOM [xepanbgom Abpa-
xamoMm o MMaton cumdoHun: «...BoT LloctakoBuY, N3 KOTOPOro
n3rHanu 6ecos...»

Mexay AByMS KnacCMYeCcKMMU KaMepHbIMW OmnycaMu Hava-
na v cepeamHbl XX Beka pacrnonaratoTcs ABa COYMHEHUS Halero
coBpemeHHMKa Mapko HukogueBmnya — CTpyHHbIN KBapTeT N2 2
M nbeca ansi GopTenmaHHOro KBMHTETa, MO3TMYHOE Ha3BaHWe
KOTOPOW MOXHO nepeBecTn Kak «[lepecekasi HOYHYIO CUHEBY».
flpkasi, sHeprn4yHas, 4acto CBfi3aHHas C HacnegvieM MpOoLUIoro
WX, HanpoTuB, C dNeMeHTaMUu 3N1eKTPOHHOro TEeXHO, My3blka
3TOro KOMMoO31UTOpPa XOPOLIO 3HakoMa ayauTopum arnnesckoro
decTtmnBans.

15.06 soloists of the musicAeterna orchestra

Soloists of the musicAeterna Orchestra present a new chamber
music programme featuring works by Maurice Ravel, Dmitri Shos-
takovich, and contemporary Serbian composer Marko Nikodijevic.

The concert is built on the principle of growing musical tex-
ture and density — from trio to piano quintet. It opens with Rav-
el’s Piano Trio, a virtuosic cycle, a brilliant example of mature
composer’s style. The music blends Basque rhythms unfamiliar to
the Western ear with exotic structures inspired by Malay poetry,
combines sharp instrumental clarity with deep emotional reso-
nance. This performance also celebrates the 150" anniversary of
Ravel’s birth.

The programme concludes with Shostakovich’s Piano Quin-
tet, a work that was met with great acclaim at its 1940 premiere.
It mixes Bach-like polyphony with folk-style melodies reminiscent
of Mussorgsky’s operatic language. The lyrical and dramatic el-
ements are seamlessly fused, while the dark, aggressive under-
tones so common in Shostakovich’s music are almost absent. Mu-
sicologist Levon Hakobian (Akopyan) quotes British critic Gerald
Abraham’s description of Shostakovich’s Fifth Symphony, which
fits the quintet as well: “...it is Shostakovich exorcised...”

Between these two 20%-century chamber classics are two
works by our contemporary, Marko Nikodijevic: the String Quar-
tet No. 2 and a poetic piece for the piano quintet titled Crossing
the Night Blue. Nikodijevi¢'s music — energetic, vivid, and of-
ten influenced either by historical traditions or techno-inspired
sounds — is well known to the audience of the Diaghilev Festival.
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yepAbiHb

BUOJIOHY€E/IbHbIN

peuuTan

5

12 N2

aHApeun
e(pMMOBCKUH

nporpamMmma:

MapeH Mape
(1656-1728)

Les folies d'Espagne
(McnaHckas donms)

C Bapuaumnsimu

13 BTopoit KH1rm nbec
N1 BUONbI fa ramba
(1701)

MoraHH CebactbaH bax

(1685-1750)

Cionta N2 1 conb maxop
[19 BUONOHYENN Cono,

BWV 1007 (1717-1723)
Prelude

Allemande

Courante

Sarabande

Menuet /11

Gigue

JlomeHuko Mabpuenu
(1651 nnn 1659 — 1690)
KaHoH gns aByx
BUonoHvenen (1689)

Kapno Anbdpeno
MnaTttn (1822-1901)
Kanpuc Ne 7 go maxop
13 umkna «12 kanpucos
ANS BUONTOHYENM CONo»,
op. 25 (1865)

Obeépab Jluretun
(1923-2006)

CoHaTa ansi BUoNIoH4Yenu
cono (1948-1953)
Dialogo — Adagio,
rubato, cantabile
Capriccio — Presto

con slancio

lacnap Kaccago
(1897-1966)

CionTa gna BMONOHYEnun
cono (1926)
Preludio-fantasia
Sardana

Intermezzo e danza
finale

MaTtTtmnac baptonomey
(p. 1985)

Fernambuk 13 anbboma
Solo (2024)

CBaHTe XeHpUCOH

(p. 1963)

Black Run u3 ciontbl
Colors in D gna
BUonoH4enu cono (2001)

andrey

efimovsky

on the programme:

Marin Marais
(1656-1728)

Les folies d’Espagne
from the Pieces de viole,
Livre I1(1701)

Johann Sebastian Bach
(1685-1750)

Suite No. 1in G major
for Solo Cello, BWV 1007
(1717-1723)

Prelude

Allemande

Courante

Sarabande

Menuet /11

Gigue

Domenico Gabrielli
(1651 or 1659 — 1690)
Canon for two cellos
(1689)

Carlo Alfredo Piatti
(1822-1901)

Caprice No. 7 from
the cycle 12 Caprices
for Solo Cello, Op. 25
(1865)

Gyorgy Ligeti
(1923-2006)

Sonata for Solo Cello
(1948-1953)
Dialogo — Adagio,
rubato, cantabile
Capriccio — Presto
con slancio

Gaspar Cassado
(1897-1966)

Suite for Solo Cello
(1926)
Preludio-fantasia
Sardana
Intermezzo e danza
finale

Matthias Bartolomeu
(b. 1985)

Fernambuk from

the album Solo (2024)

Svante Henryson

(b. 1963)

Black Run from the suite
Colors in D for solo cello
(2001)

15.06 sun
18:00

6+
cherdyn
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CKPUMWUYHDbIA
peuuTan
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AMUTPUN
yenura

nporpamMmma:

MoraHH CebactbsiH Bax (1685-1750)
MaptuTa gna ckpunkm cono N2 2 pe muHop,
BWV 1004 (1717-1720)

Allemande

Courante

Sarabande

Gigue

Chaconne

Hukkono MaraHnHum (1782-1840)
Kanpuc Ne 24 na mnHop 13 umkna «24 kanpuca
4Nsi CKpunkum cono», op. 1 (1802-1817)

lfeHpwn Népcenn (1659-1695)
Mpentogns conb muHop, ZN. 773

dmitry
chepiga

violin
recital

on the programme:

Johann Sebastian Bach (1685-1750)
Violin Partita No. 2 in D minor, BWV 1004
(1717-1720)

Allemande

Courante

Sarabande

Gigue

Chaconne

Niccolo Paganini (1782-1840)
Caprice No. 24 in A minor from the cycle
24 Caprices for Violin Solo, Op. 1 (1802-1817)

Henry Purcell (1659-1695)
Prelude in G minor, ZN. 773
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COJIUCTDI
OpKecTpa
musicAeterna

MeTp YoHKywWweEB, CKPUMNKa
Ancbiny CandynnnHa, CKp1nKa
Jlro60Bb JlazapeBa, anbT
EBreHui PymaHLEeB, BUO/IOHYE/b

nporpamMmma:

Woszed FanaH (1732-1809)

CTpYHHbIN KBapTeT CoJib Maxop, op. 33 N2 5,
«Kak TBOM nena?» (1781)

Vivace assai

Largo cantabile

Scherzo

Finale. Allegretto

BonbgpraHr Amagen Mouapt (1756-1791)
CTpyHHbIN KBapTeT Ao maxop, Ne 19, K. 465,
«[unccoHaHe» (1785)

Adagio — Allegro

Andante cantabile

Menuetto. Allegro

Allegro

soloists of o
the musicAeterna
orchestra ....

Petr Chonkushev, violin chamber concert
Aisylu Saifullina, violin
Lubov Lazareva, viola

Evgeny Rumiantsev, cello

on the programme:

Joseph Haydn (1732-1809)

Quartet in G Major, Op. 33 No. 5, Wie geht
esdir? (1781)

Vivace assai

Largo cantabile

Scherzo

Finale. Allegretto

Wolfgang Amadeus Mozart (1756—1791)
String Quartet in C major No. 19, K. 465,
Dissonance (1785)

Adagio — Allegro

Andante cantabile

Menuetto. Allegro

Allegro

61



62

15.06 conucTbl opKkecTpa musicAeterna B yepAabiHU

AarvneBcknn dectmBanb Mo TpaguLMM BbIXOAUT 3a Mpenensbl
NMepmu. B nepsoe BockpeceHbe hecTrBans cpa3y HeCKObKO KOH-
LLepTOB apTUCTOB opkecTpa musicAeterna nponaet B YepablHW —
O[LHOM U3 CTapenLLMX ropoakoB Nepmckoro kpasi.

BuonoH4yenuct opkectpa musicAeterna AHpgpen Edunmos-
CKUIM nNpeBpalLlaeT CBOW peumTan B 3KCKYpPC MO UCTOPUM BU-
ONOHYENbHOW My3blKM W BbICTYyNaeT C TPeMs BUOJIOHYENSIMMU:
NMPUBbLIYHON BCEM KNaCCUYecKolr, OapO4YHOM U INEeKTPUYECKON.
HauyaB ¢ BUpPTYO3HbIX Bapuaun MapeHa Mape, oH npogonxaeT
LefeBPOM, Ha KOTOPOM BUOJIOHYENUCTbI BCEro MUpa yyaTcs Ma-
CTepCTBY, — OQHOW U3 CONbHbIX CtouT MoraHHa CebacTbsaHa baxa.
3aBepLllaeT nNepBoe OTAENEHUE OPUTMHANbHbIN 3KCMEPUMEHT —
KaHoH ansa gByx BMonoH4Yenen 6apoyHoro komnosuntopa Jome-
Huko labpuenun OyaeT UCNONHEH Ha OAHOW 3NEKTPOBUOJIOHYE-
nn. Bo BTopom oTaeneHun AHgpen EdmnmoBckmn npepcrasnsaeT
CBOEro pofa Aanpaxect BUPTYO3HOW BUONOHYENbHOW nuTepaTy-
pbl XIX-XXI| BeKOB: OT pOMaHTM4eCKOro Kanpuca ntanbsaHCKOro
BuonoH4yenucra Kapno Anbdpepo lNunattn go ApKmMx nbec Hawmx
COBPEMEHHMKOB — aBCTPUNCKOrOo KOMMO3UTOpPa-BUONOHYENM-
cta MaTtTnaca baptonomey u ero crapwero konneru ns Lseunn
CBaHTe XeHpUCoHa.

Ckpunay Omutpun Yenura dokycmpyetcs Ha CKPUMUYHOM
penepTyape 6apoKKO M paHHero knaccuumama. Havas ¢ MapTtu-
Tbl N2 2 MoraHHa CebactbsHa baxa, B ¢MHane KoTopow 3By4uT
npocnaeneHHas YakoHa, oH obpaTuTCcs K caMOMy W3BECTHOMY
M CNOXHOMY M3 KanpucoB Hukkono lMNaraHMHW: 3TOT KOMMNO3u-
TOP-BMPTYO3 OMNMpasncs Ha CKpUNMYHOE MacTepPCTBO CBOUX MpPea-
LECTBEHHUKOB, UTaNbSHLEB DAapPOYHON 3MOXM, U B TO Xe BpeMs
pedopmMmnpoBan ero, paclmpss NCNOAHUTENLCKYIO TEXHUKY 1 JO-
cTurasi HeoObIKHOBEHHOM 3MOLMOHANbLHOM Cunbl. 3aBepluaeT
nporpamMmy fnbeca cTapLiero coepemMeHHuka baxa — GputaHcko-
ro komno3sutopa leHpu Mépcenna, B Yben My3blke OPUTMHANBHO
CrnaBfieHbl YePTbl UTANbAHCKOrO, hpPaHLy3CcKOro 1 cyrybo Haumo-
HaNbHOrO, aHIMUIMCKOro GapoKKo.

HakoHey, conuctbl opkecTtpa musicAeterna NcnonHAT ABa
M3BeCTHbIX KBapTeTa langHa n MouapTa.

15.06 soloists of the musicAeterna orchestra in cherdyn

The Diaghilev Festival traditionally extends its reach beyond Perm.
On the first Sunday of the festival, several concerts featuring art-
ists from the musicAeterna Orchestra will take place in Cherdyn,
one of the oldest towns in Perm Krai.

An artist of the musicAeterna Orchestra Andrey Efimovsky
turns his recital into a journey through the history of cello music,
performing on three different instruments — the classical cello,
the Baroque cello, and the electric cello. The concert opens with
virtuoso variations by Marin Marais, then moves to a cornerstone
of cello repertoire: one of Johann Sebastian Bach’s solo cel-
lo suites. The first half of the concert ends with an unusual ex-
periment — Domenico Gabrielli's Baroque Canon for Two Cellos
will be performed on a single electric cello. The second half pre-
sents a kind of digest of virtuoso cello literature from the 19* to
the 21+ century: starting with the romantic caprice by Italian cel-
list-composer Carlo Alfredo Piatti, and concluding with pieces by
contemporary composers — Austrian cellist-composer Matthias
Bartolomeu and his senior Swedish colleague Svante Henryson.

Violinist Dmitry Chepiga presents a programme focused on
the violin repertoire of the Baroque and early Classical periods.
The concert begins with Johann Sebastian Bach’s Partita No. 2,
culminating in the renowned Chaconne. The programme contin-
ues with one of Niccold Paganini’'s most famous and technically
demanding caprices — virtuoso compositions that draw upon
the techniques of Italian Baroque masters while also pioneer-
ing new expressive possibilities. Paganini’'s work exemplify his
mastery in expanding violin technique and delivering profound
emotional impact. The violinist concludes with a piece by Henry
Purcell, an English composer from Bach’s era, whose music seam-
lessly blends Italian, French, and native English Baroque stylistic
features.

Finally, the musicAeterna Orchestra soloists perform two
well-known quartets by Haydn and Mozart.
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NMPEMbEPA

15.06 BCc 20:00
16.06 nH 19:00
16+

NnepMcKUM Teatp
onepbl U 6aneTa

onepa
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KaMuJib CE€H-CaHC

CaMICOH
U AdJIna

KonpoAayKuua
NnepmMcKoro teaTtpa onepbl U 6anera
U AAruneBcKoro gecrtmsans

My3blKaJibHbIV PYKOBOAUTENb U AUPUXKEP
Bnagnmup TkayeHko

pexuccep-noctaHoBWMK AHHa lyceBa
xopeorpad AHactacus NewkoBa
XYAOXHUK-MOCTaHOBLLMK U BUAEOXYLOXKHNK
KOnna Opnosa

XYLOOXHWK Mo KocTioMamMm AHHa YucroBa
XyBoOXHWUK rno rpyumy Mapbsa Ko3snosa
XyBOXHWK ro ceeTy MBaH BuHorpagos
XxopMeucTep-noctaHoBLWwuK Banepus CadgoHoBa
xopmewnctep JaHuun Xypunos

anpuxep lNMetp benaknH

accmcTeHT pexxnccepa Pepgop PepoTos
ACCUCTEHT XyAOXHMKa MO KOCTIOMaMm

Onecsi MenbHUK

Koyd no Bokany Mepes AcoHngm

KOyY Mo paHLy3CKOMY fi3blKy, aBTOP NepeBoAa
nubpeTtTo 1 TUTpoB AHuTa Monnkapnoea
NMOMOLLHUNKN pexuccepa Masen [lydeHko,
Omutpun Ycmkos, BaneHTtnHa Konbinoea,

Oner Nocoxos

KOHLepTMmencTepbl XaHHa McxakoBa,

®niopa MycmHa, Hatanba Kupunnosa,

dmunma JonraHoBckas, lannHa 3HameHcKas,
AHactacms MiBaHoBa, KpuctnHa PaccagHUKOBa,
Enncen Kpotos

BblNyckatowmmn npoatocep EereHns BaBununHa

camille saint-saéns

samson
et dalila

co-production by
the perm opera and ballet theatre
and the diaghilev festival

musical director and conductor

Vladimir Tkachenko

director Anna Guseva

choreographer Anastasia Peshkova

set designer, video designer Yulia Orlova
costume designer Anna Chistova

makeup designer Marya Kozlova

lighting designer Ivan Vinogradov
production chorus master Valeria Safonova
chorus master Daniil Zhurilov

conductor Petr Beliakin

assistant stage director Fedor Fedotov
assistant costume designer Olesya Melnik
vocal coach Medea lassonidi

french language coach, libretto and surtitles
translation Anita Polikarpova

stage managers Pavel Dubenko,

Dmitry Usikov, Valentina Kopylova,

and Oleg Posokhin

accompanists Zhanna Iskhakova,

Flyura Musina, Natalia Kirillova,

Emilia Dolganovskaya, Galina Znamenskaya,
Anastasia lvanova, Kristina Rassadnikova,
and Elisey Krotov

executive producer Evgenia Vavilina

PREMIERE

15.06 sun 20:00
16.06 mon 19:00

16+

perm opera and ballet
theatre

opera

10 JO
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AENCTBYIOWME NIMLA U UCNONTHUTENN:

Hannna — Hatanbsa byknara,

CeeTtnaHa KawwupuHa

CamcoH — bopuc Pypak, laBupg EcasH
BepxoBHbivi xper — dpyapa Mopo3os,
BukTop MoryanH

Abumenex — Tumoden MaBneHko,
AnekcaHgp Eropos

Crapbivi nynevi — Pyctam Kacumos,
Oner bypapaukum

lToHey — AHaTonun LUnumaH,

Cepreu Koctapes

MepBbivi punnctumnaHH — OaHuc Xy3uvH,
Cepreu Bnacos

Btopovi ¢puanctumMnsgHuH —

Anexcen [epacumoB, pHect bargacapos
Manb4mk — OMuTpuin JobpsHCKUX,
MwupoH TkayeHko

Apyrasa Jannna — EnnsaBeTta YepHoBa,
AHacTtacns AbpamoBa

Apyrovi CamcoH — PycnaH inb3nruTos,
AnekcaHgp CywwuH

xop n opkectp lNepmckoro
rocyfapCrBeHHOro akageMmnyeckoro Teatpa
onepsbl 1 baneta um. M. N. Yankosckoro

apTUcTbl TeaTpa «baneTt EBreHus
MaHdwnnosa»

Mepmckuii TeaTp onepbl 1 baneTa
reHepanbHbIM pupekTop AHHa Bonk
rnaBHbIN gnpwxep Bnagnmunp TkayeHko
pyKoBOAMTENb ONEPHOM TPYNMbl

Jlapuca Kennb

pykoBoauTenb GaneTHoOM Tpynnbl
Anekcen MMPOLIHMYEHKO

rnaBHbIV xopMencTep Banepus CacdoHoBa
NMporpamMMHbIV AUPEKTOP

OMnTpun PeHaHcknm

TeaTp «banet EBreHus NaHdunosa»
XY[,0XECTBEHHbIN PyKOBOAUTESb
Anekcen Pactopryes

anpekTop MapuHa HeceHuyk

cast:

Delilah — Natalia Buklaga, Svetlana Kashirina
Samson — Boris Rudak, David Yesayan

High Priest — Eduard Morozov,

Viktor Pogudin

Abimelech — Timofey Pavlenko,

Alexander Egorov

Old Hebrew — Rustam Kasimov,

Oleg Budaratsky

Messenger — Anatoly Shliman,

Sergey Kostarev

First Philistine — Danis Khuzin, Sergey Vlasov
Second Philistine — Alexey Gerasimov,
Ernest Bagdasarov

Boy — Dmitry Dobryanskikh,

Miron Tkachenko

Other Delilah — Elizaveta Chernova,
Anastasia Abramova

Other Samson — Ruslan llzigitov,

Alexander Sushin

Chorus and Orchestra of Perm Opera
and Ballet Theatre

artists of the Evgeny Panfilov Ballet company

Perm Opera and Ballet Theatre

general manager Anna Volk

principal conductor Vladimir Tkachenko
head of the opera troupe Larisa Kell
head of the ballet troupe

Alexey Miroshnichenko

principal choirmaster Valeria Safonova
programme director Dmitry Renansky

Evgeny Panfilov Ballet company
artistic director Aleksey Rastorguev
director Marina Nesenchuk

1V VJVO
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CaMCOH U AaJinNna

nubpetTo depauHaHaa nemepa
nepeBsoj, aHUTbl MNOJIMKAPNOBOM
hparmMeHTbl

XOop eBpeeB., aKT |, cueHa 1

locnopgb! bor N3pauna! Ycnbiwb monutey
TBoux geten, kK Tebe B3bIBalOLWMX Ha KONEHSAX.
Cxanbcq Hag TBOMM HapoAOM 1 ero cTpagaHuamu!

MycTb ero 6onb 06e30pyXNT TBOW FHEB!
OpHaxpbl OoT Hac Tbl oTBpaTUn CBOW NUK,
M c Toro gHs TBon Hapopa nobexaeH!

Kak! xoyelwb Tbl, 3Ha4YUT, 4TOO HaBCcerga ctepnm
C NnLa 3eMnu Hapop, No3HaBwun Tebs!

Ho HanpacHo Becb feHb 1 Ero ymonsio;

rnyx Kk Mmoemy ronocy, OH MHe He oTBeyvaeT!

M Bce X Takun c Be4epa 1 Jo 3apu

1 yMonsio 3gecb o nomolwu Ero gecHuubi!

apua Janunbl, akT |, cueHa 6

BecHa, 4TO HaunHaeTcs,
NPUHOCA HageXxay
BNtoONeHHbIM cepauam,
TBOE AblXaHMe NPOHOCUTCS

M C IMLLa 3eMJIN CTUpaeT
HecyacTHble AHW.

Bce ropuT B Hawew ayLue,

M TBOE HeXHoe nnams
NPUXOANT, YTOObI OCYLUUTbL HALIK Cre3bl;
Tbl AAPULLb 3eMIIE,

CJIOBHO CNIafKYHo TaliHy,
GpPYKTbI N LBETHI.

HanpacHo 1 kpacuBa!

Moe ceppue, nonHoe niooeu,
njayeT o HEBEPHOM,

XAeT ero Bo3spalleHus!
XXuesa Hagexaown,

MOe Hec4acTHoe cepjLe
XPaHUT BOCMOMMHaHNe

00 ywepwem cyacTbe!

samson et dalila

libretto by ferdinand lemaire
fragments

chorus of hebrews, Act |, scene 1

Dieu ! Dieu d’Israél ! Ecoute la priére
de tes enfants t'implorant a genoux.
Prends en pitié ton peuple et sa misére !

Que sa douleur désarme ton courroux !
Un jour, de nous tu détournas ta face,
et de ce jour ton peuple fut vaincu !

Quoi ! veux-tu donc qu’a jamais on efface
des nations, celle qui t'a connu !

Mais vainement tout le jour je I'implore ;
sourd a ma voix, il ne me répond pas !

Et cependant, du soir jusqu’a I'aurore,
j'implore ici le secours de son bras !

aria of Delilah, act |, scene 6

Printemps qui commence,
portant I'espérance

aux coeurs amoureux,
ton souffle qui passe,

de la terre efface

les jours malheureux.
Tout brile en notre ame,
et ta douce flamme

vient sécher nos pleurs ;
tu rends a la terre,

par un doux mystére,

les fruits et les fleurs.

En vain je suis belle !
Mon cceur plein d’amour,
pleurant I'infidéle,
attend sou retour !
Vivant d'espérance,

mon coeur désolé

garde souvenance

du bonheur passé !
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15.06, 16.06 camcoH U ganuna

AmMutpun PeHaHCKUM

Bubnenckas ncropus o nereHpapHom repoe CamcoHe U KOBap-
Hon obonbcTuTenbHULEe [anune, XUTPOCTbIO Y3HaBLUEW cekpeT
ero HeobObl4YanHOM CuJibl, HE pa3 NMpuBieKana BHMMaHMe KOMMo-
3UTOPOB — MepBas Aollellas A0 HAC orepa Ha 3TOT CIOXEeT Obina
HanucaHa ewe B 1709 rogy Hemuem Kpucrtodpom [paynHepom.
3amebicen CeH-CaHca KOPHSAMU yXOoAuI K ABYM APYrMM GapoyHbIM
«CamMcoHam»: onepe XXaHa ®dununna Pamo Ha nMbpeTTo Bonktepa
(1734) n ocHoBaHHOM Ha no3me [xoHa MwunstoHa «CamcoH-60-
peu» opatopuun leopra Ppupgpuxa leHgens (1743). icnonHeHne
3TOW OpaTOpPUKN CTaNio BaXHbIM CODLITUEM KOHLEPTHOM XWU3HMU
Mapuxa BTOpOM nonosBuHbl 1850-x; cornacHo NpeanosioXeHMIO
uccnepoBatenien, UMeHHO oHo noaTosikHyno CeH-CaHca K co3pa-
HUto «CamcoHa v Danunbi». Tak Unn nHadve, reHaeneBckoe Bin-
fiHWEe 3aMeTHO B NapTUTYpe: yAeNbHbIN BeC XOPOBbIX 3MU3040B,
VX CKyNbNTYpHas KpacoTa, akLueHT Ha MonMpOHNYECKOM MUCbME,
NUTYPruyYeckni xapakTep NepBOro akTa CBUAETENLCTBYIOT O TOM,
yto B 1859 rogy CeH-CaHC, KOTOPbIA TOJIbKO-TONBKO 3aKOHYMI
PoxpaecTBeHCKyl0O OpaToOpuiO M MOCNeAoBaTeNlbHO LWTyAnpoBan
B TO BpeMsi My3bIKy CTapbiXx MacTepoB, 3agyMbiBan csoero «Cam-
COHa» Kak Npou3BeAeHNE Npexae BCero Ans KOHLEPTHOW CLEHbI.

MpeBpatute dparmeHT KHuru Cypem B onepy ybeaun
CeH-CaHca noaT-niobutens @®epauHaHg Jlemep: oTnpaBHOM
TOYKOW B paboTe Hap NUMOPeTTO CTan Afis Hero TeKCT BoJibTe-
poBckoro «CamcoHa». Onepa Pamo Obina gBaxabl 3anpeLyeHa
K MOCTaHOBKE, Tak YTO KOMMO3UTOPY MPULLNOCL UCMOJMb30BaTb
My3biky «CamMcoHa» Mpu co3paHuM onepbl-6aneta «lanaHTHble
WNHammn» n gpyrnx ceoux TeaTpanbHbix NnpousBeaeHnn. LieHsypa
Jep>kana My3blKallbHbI MPOLECC Mof HeyCbiMHbIM KOHTpOnem
n B XIX Beke — onepbl Ha Gubnenckue croXeTbl JOMYCKaNMUCh
K moctaHoBke nuwb nspepka. Kamunbe CeH-CaHc nucan «Cam-
COHa u Januny» Ha npoTsxxeHun 18 neT, oTknagbiBasi paboTy Hag,
napTUTYpPO 1 BO3BpalLascb K Hell CHoOBa — 0e30 BCAKOM, ofHa-
KO, HafieXAapbl Ha TO, YTO OHa Korga-Hubyab yBUAUT OrHU paMribl.
Mpou3BeaeHue bbino BRepBble NpeactaBneHo B 1877 roay B Be-
Mape no npotekuum PepeHua Jlncra, a npembepbl B Mapux-
ckon onepe CeH-CaHc goxganca nuwb 15 net cnycrs, B 1892-m.
3a nsATb NepBbIX NeT NpokaTa Ha 3Ton cueHe «CaMcoH» Obin no-
Ka3aH bonee 100 pa3; oH ObICTPO 3acNyXun naBpbl UKOHUYE-
CKOrO COYMHEHMS 13 ppaHLYy3CKOro penepTyapa, napanienbHO
TpuymdanbHO WeCTBYS MO MUpYy: OoT noHAoHckoro KoseHT-lap-
geHa (1893) po munaHckoro Jla Ckana un Hblo-rMopkckon MeTtpo-
nonuteH-onepa (1895).

15.06, 16.06 samson et dalila

Dmitry Renansky

The biblical story of the legendary hero Samson and the treach-
erous seductress Delilah, who ferreted out the secret of his ex-
traordinary strength, has repeatedly attracted the attention of
composers. The earliest known opera on this subject was writ-
ten back in 1709 by the German composer Christoph Graupner.
Saint-Saéns drew inspiration in two other Baroque Samsons —
Jean Philippe Rameau’s opera set to a libretto by Voltaire (1734)
and George Frideric Handel’s oratorio based on John Milton’s
poem Samson Agonistes (1743). The performance of Handel’s
work became a landmark event in the concert life of Paris in
the second half of the 1850s. Scholars suggest it was this oratorio
that pushed Saint-Saéns to compose Samson et Dalila. Regard-
less of direct influence, Handel's impact on Saint-Saéns’ score is
noticeable. The prominence of the choral episodes, their sculp-
tural beauty, the emphasis on polyphonic writing, and the litur-
gical character of Act I all indicate that, in 1859 — shortly after
completing his Oratorio de Noél — Saint-Saéns, who was deeply
engaged in studying the music of the old masters at that time, en-
visioned Samson primarily as a work for the concert stage.

It was Ferdinand Lemaire, an amateur poet, who convinced
Saint-Saéns to adapt a fragment of the Book of Judges into an
opera. While working on the libretto, he used the text of Vol-
taire’s Samson as a starting point. Rameau’s opera was twice
banned from production, which led the composer to incorpo-
rate elements of Samson into his later works, such as the opera-
ballet Les Indes galantes and other theatrical compositions. Cen-
sorship maintained a strict control over the musical and theatrical
process, and in the 19* century, operas based on biblical themes
were allowed to be staged only occasionally. Camille Saint-
Saéns dedicated eighteen years to Samson et Dalila, postpon-
ing work on the score and returning to it again — without any
hope, however, that it would ever see the stage lights. The opera
was premiered in 1877 in Weimar under the patronage of Franz
Liszt. Saint-Saéns lived to see its Opéra de Paris debut only fif-
teen years later, in 1892. During its initial five years at the Opéra,
Samson was performed more than a hundred times, quickly es-
tablishing itself as an iconic work within the French repertoire,
simultaneously triumphantly marching on the world stage from
London’s Covent Garden (1893) to Milan’s Teatro alla Scala and
New York's Metropolitan Opera (1895).
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npo 3peHue

AHHa l'yceBa, Onbra KomoK

OpaTopumanbHaa npupoga onepbl CeH-CaHca «CaMCOH
v [Januna» nexuT B OCHOBE HOBOW NepPMCKOM NOCTaHOB-
KW. 3Ta Npupopa npocMaTpmuBaeTcs BO ppeckoBom Mo-
HYMEHTanbHOW BU3yanbHOCTW, HECMELIHOW CMeHe Kap-
TVH, NOAYEPKHYTO YCJIOBHOM, MeTathOPUHHOM «KU3HU»
nepcoHaxewu Ha cueHe. Ho oTHIoAb HE TONbKO B 3TOM.

3aKkpblBas rnasa Ha LWOoKMpyoLylo 3n100oaHeB-
HOCTb UCTOPUM NMPOTUBOCTOSIHUS NyLIEEB U HAPOJa, Ybe
1Ms fano HasBaHwue ManectuHe, — ucropun, pasBopa-
ynBatoLencsa B ropoge lasa, — pexuccep AHHa lyceBa
BO3BPAaLLaeT MUP 3TON ornepbl K €ro uctokam, K codbl-
Tnam X Beka fi0 H. 3. [loCTaHOBLLMKW CTPOAT apXxanyHoe
NMPOCTPaHCTBO, MakKCMManbHO Janekoe oT ntobon co-
BPEMEHHOCTM 1 TeM caMbIM Hanboree NpubnmxeHHoe
K abctpakunu muda. ITOT MUP CTUCHYT KaMeHHbIMU
CTeHaMu, HamnosjHeH OAWHAKOBO OAeTbIMW ToNMnaMmu,
ellBa NN He CNMBaOWUMUCA C rpybo BbiCEYEHHBIMU
Oapenbedamu-ToTeMaMu, KOTOpble Kak Masf ckiagpl-
BalOTCs B orpoMHoe 6oxecTBo. Mexay TsxXensiMu cTe-
HaMK eCTb NMPOCBETbI. B HUX BUASATCA nMopasuTenbHble
nensaxm, BeNMYeCcTBEHHbIe U BeckpalriHMe, HO Noau,
Hacensiowme CLeHy, He 3aMeyaloT 3TON KpacoTkl, Cus-
lolLen HeBeYepHUM cBeToM. OHU NPEeANnoYnTaloT Xano-
BaTbCsl Ha CcyabOy M MPOKNIMHAaTbL BParoB, HaCMexaTbCs
HazJ clabbIMU 1 CTPALINTLCS CUMBbHbIX, XaXaaTb BacTu,
HEeHaBUAETb U MCTUTb, MpefaBaTh BAN3KMX U OOMaHbI-
BaTb camux cebs. HakoHel, yomBaThb.

lpexu. BoT 4To HakannneaeTca Ha CUeHe Ha Mnpo-
TSOKEHUU BCEX TPEX aKTOB onepbl. [pexu, Kak KaMHu,
najatoT B Yally BeCOB — BCero ogHy. Mup ctaHoBuUTCS
BCE TeCHee, ero 3aroJIOHSIOT He TOJIbKO «peasibHble»
nepcoHaXxu, HO U TeMHble cuibl, bykBanbHO BU3yanu-
3vpyloLmMe Npupoay YUCTOro 3ma. ITOT MUP obpeYeH.
W oH BypeT paspyLueH.

OnepHbIN TeaTp MpeanoynTaeT UMeTb [eNio
CO CJIOXHBIMU KOJIIM3USMU N IPKUMU JINYHOCTSIMU.
Bce 310 ecTb y CeH-CaHca, Yblo ornepy MOXHO Oblio Obl
Ha3BaTb «[Janunon n CaMcoHOM» — Tak sipKa, pa3Ho-
obpa3Ha, KpacoyHa U mMenoguyecku obonbCTUTENbHA

on (in)sight

Anna Guseva, Olga Komok

At the heart of the new Perm production is the ora-
torical nature of Saint-Saéns’ opera Samson et Dalila.
This is reflected in its mural-monumental visual aes-
thetic, the slow succession of tableaux vivants, and
the emphatically conventional, metaphorical “life” of
the characters on stage. However, these elements are
by no means the sole focus.

Turning a blind eye to the shocking topicality of
the history of the confrontation between Jews and
the people whose name gave the name to Palestine,
unfolding in the city of Gaza, stage director Anna Guse-
va brings the world of the opera back to its origins — to
the events of the 10t century BC. The production team
constructs an archaic space, deliberately distant from
any modern influence, thus bringing it closer to the ab-
straction of myth. This stage-world is enclosed by stone
walls and populated by crowds dressed identically, al-
most merging with crudely carved bas-reliefs — totems
that, like pieces of a puzzle, coalesce into a colossal de-
ity. Gaps between these heavy walls reveal breath-tak-
ing landscapes — majestic and boundless — yet the in-
habitants within this scene remain oblivious to this
beauty shining in ethereal light. Instead, they are con-
sumed by their struggles: they complain about fate,
curse their enemies, mock the weak, fear the strong,
crave power, harbour hatred, and seek revenge. They
betray loved ones and deceive themselves — ultimately
culminating in violence and death.

The sins — that is what accumulates on stage
throughout all three acts of the opera. Like stones, they
fall into the scales — on just one plate. The world grad-
ually shrinks, becoming increasingly confined, filled not
only with “real” characters, but also with dark forces
that visually embody the very essence of pure evil. This
world is doomed, destined for destruction.

The opera theatre often prefers to explore complex
conflicts and luminous personalities. Saint-Saéns’ Sam-
son et Dalila encompasses all of these; its main fema-
le role is so vivid, diverse, colourful, and melodically
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HanmMcaHHas UM rnaBHas >XeHckas naptus. Opatopus
no cBoeun npupone npefHasHavyeHa Afs UHbIX, JyXOB-
HbIX MepexunBaHun. N nepMckun cnekTaknb cnegyet
MMEHHO B 3TOM pycsie. [lanuna v 34eck CUibHa U npe-
KpacHa. EMm — 1 ee Mmpy — He xBaTaeT INLb OOHOrO:
3peHunst. BHyTpeHHero AyXOBHOro 3peHusi, KOTOPOro
Henb3s NUWKUTb NPOCTbIM BblKaNibiIBAHMEM rnas. Toro,
YTO NO3BONAET BUAETb CBET CKBO3b KAMEHHbIE CTEHHBI.

006 3ToM 1 nocTaBUna onepy pexuccep AHHa lyce-
Ba: «3a30p MeXay CTeHaMU AeKOpPaLUm, CKPbIBAIOLLNI
OeckpanHmMe NpoCTopbl, — CMMBOJ HALMUX COOCTBEH-
HbIX OrpPaHWUYeHU, HaleWn HecrnocobHOCTM MOCTUYb
OoxecTBeHHoe. Hawu OencTBusa BAUSIIOT Ha LWMPUHY
3Toro 3asopa. Kaxgabln 3n104encknii NocTynok, Kax-
Obl HAaMepeHHbIW rpex cyxalT ero, oTaansas Hac
OT BO3MOXHOCTU COMPUKOCHYTLCA C Y4EM-TO BbICLUMM.
CaMCOH — efUHCTBEHHbIN XVUBOW YeNOBEK Cpean cy-
LLeCTB, YTO HAaNOMUHAIOT NepPCOHaxen U3 y4ebHNKOB
nctopumn. JInwb OH NbITaeTca paclMpUTh 3a30p, Yepes
KOTOPbIV BUAEH OOXecTBeHHbI cBeT. CaMCOH ocme-
nuBaeTcs nonobuTb “He Ty" XeHLWKWHy, Ho pa3Be bor
He ecTb NoboBbL?»

seductive that it could almost be titled Dalila et Sam-
son. By its very nature, the oratorio aims for a differ-
ent kind of experience — spiritual rather than purely
theatrical. The Perm production follows this tradition
precisely. It presents Delilah as strong and beautiful —
her world and she herself lack only one thing: vision.
Not physical sight, but inner spiritual vision — an in-
sight that cannot be taken away by simply gouging out
the eyes. It is something that allows one to see beyond
stone walls.

This is what director Anna Guseva emphasises in
her staging of the opera. She comments, “The gap be-
tween the walls of the scenery, hiding the boundless ex-
panse beyond, symbolises our own limitations — the in-
ability to comprehend the divine. Our actions influence
the width of this gap. Every villainous act, every delib-
erate sin narrows it further, distancing us from the pos-
sibility of encountering something supreme. Samson is
the only living person on stage who stands apart from
the other characters — figures that resemble mere his-
tory textbook illustrations. He is the only one striving
to widen this gap through which he perceives divine
light. He dares to fall in love with the ‘wrong’ woman —
yet isn't love itself divine? After all, God is love.”
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Hoproc
Kanyauc

HRnaccnuyecKkaAa KPUTCHaA npa

nporpamma:

MoraHH CebactbaH bax
(1685-1750)

CiouTa gnsi BUonoH4venum cono N2 2 pe MuHop,
BWYV 1008 (1720-1723)

Prelude

Allemande

Courante

Sarabande

Minuet /1]

Gigue

CionTa gnsa BuonoH4yenu cono N2 4
Mn-6emonb Mmaxop, BWV 1010 (1720-1723)
Prelude

Allemande

Courante

Sarabande

Bourree 1/1]

Gigue

viorgos
kaloudis

classical cretan lyra

on the programme:

Johann Sebastian Bach
(1685-1750)

Cello Suite No. 2 in D minor,
BWYV 1008 (1720-1723)
Prelude

Allemande

Courante

Sarabande

Minuet /1]

Gigue

Cello Suite No. 4 in E-flat major,
BWV 1010 (1720-1723)
Prelude

Allemande

Courante

Sarabande

Bourree /1]

Gigue

15.06 sun

23:59

18+

house of diaghilev

recital
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15.06 noproc Kanyauc

lpeyecknin BUONOHYENNCT, KOMMO3MTOP, MMNpoBu3aTop Moproc
Kanyanc MHoro net uccnegyet BO3MOXHOCTU UIPbl Ha Kaccuye-
CKOU KPWUTCKOW NMpe, OQHOM U3 CaMbIX APEBHUX My3blKalbHbIX
VMHCTpyMeHTOB. OH BbINYCTU/ CeMb anbbOMOB, BbICTYMNasn C COfb-
HbIMU KOHUepTaMun B aduHCcKOM 3ane «MerapoH», Ha decTmBa-
NAX CTapUHHOM, aKageMmn4yeckon 1 AKa3oBOW My3blKU B Pa3HbIX
cTpaHax EBponbl 1 B Poccun, HeCckonbko neT coTpygHuyaet ¢ -
rmneBcknm dectmBanem n musicAeterna.

Kputckas nupa — kanneBUAHbIN, KaK MpPaBUIIO TPEXCTPYH-
HbIM, CMbIYKOBbIA MHCTPYMEHT, HEepeaKo C AOMONHUTENbHbIMU
pe3oHaTOpPHbIMWU cTpyHaMmu. CTPyHbl Ha HEM 3aXXWMMaloT HOrTH-
MW, @ He MPMXMMaIOT Nanbuamu K geke. OAMH 13 caMbIX APEBHUX
CNOCOOOB 3BYKOM3BNEYEHUS JAET HEMpUBLIYHO pPa3pexXeHHbIN
NOCBUCTbIBAOWMN TOH. OH COXPaHUICS B HEMPUKOCHOBEHHO-
cT1 Bnarofapsi TOMy, YTO 3TOT NMPeAOK MHOXECTBA €BPOMNeNCcKNX
CMbIYKOBbIX Ha MPOTSXEHUN BEKOB «XKMW» B NOKAJIbHOWN Tpagu-
LMOHHOM KynbType, 3ByYaNl Ha TaHuax (Ha CMbIYOK MPUTOM He-
penko npuBeLINBaNn KOJIOKONbYMKN) U HE BXOAMW B NMONE 3peHUnst
npodeccMoHanbHbIX My3bIKaHTOB.

Woproc Kanyamc yrnybuncs B uccnegoBaHUs U MpaKTUKY
urpbl Ha kpuTckon nupe B 2004 rogy. CoegnHaAs TEXHUKN BUOSOH-
YyeslbHOW Urpbl U 0COBEHHOCTU TPAAULIMOHHOIO MHCTPYMEHTA, OH
yCOBEpPLUEHCTBOBAN NPy, 4OOABMB YeTBepTyto (6acoBytO) CTPYHY.
bnaropapsi aBTOPCKMM HOBaLMAM, Klaccuyeckas KpuTckas nmpa
Onecrdwe cnpanseTcss ¢ TaKUMU BapOYHbIMU LieJeBpaMu, Kak
BMOJIOHYeNbHble ctouTbl MoraHHa CebacTbsaHa baxa.

Ha Adsrunesckom ectusane Moproc Kanyamc ncnonHuT Aga
COYMHEeHUs U3 NpocnaBneHHoro cobpaHus. Linkn ns wectm conb-
HbIX CIOUT, HanncaHHbIM baxom B KETEHCKUIM Nepuoa, NpeacTaB-
nsiet cobon cBoero popa «o6MbNNI0» COBPEMEHHbIX BUOTOHYENN-
CTOB, B KOTOPOW CKpbITas NOAUGPOHUS HacbIWAET TaHLEBaNbHYIO
OCHOBY CIOMTHbIX YacTen, @ UCMONHUTENbCKAs CNOXHOCTb NoAYM-
HeHa CO3JaHuI0 MeNnoAMyYeckoro Toka OrpPOMHOM 3MOLMOHaNb-
HOW CUnbI.

15.06 yiorgos kaloudis

For many years, Greek cellist, composer, improviser, and research-
er Yiorgos Kaloudis has been exploring the expressive potential
of the Cretan lyra, one of the world’s oldest bowed string instru-
ments. He has released seven albums and given solo performanc-
es at the Athens Concert Hall (Megaron), as well as at prominent
early music, classical, and jazz festivals across Europe and Russia.
He is a regular collaborator with the Diaghilev Festival and the
musicAeterna Orchestra.

The Cretan lyra is a teardrop-shaped, traditionally three-
stringed bowed instrument, often accompanied by sympathetic
strings. Unlike the violin, its strings are stopped not by pressing
with the fingertips, but by touching them with the nails — a tech-
nique that produces a distinctive, ethereal tone with whistling
overtones. This ancient method of sound production has survived
thanks to the lyra’s continued role in Cretan folk traditions, where
it was primarily played at social dances, often with bells attached
to the bow, and remained outside the domain of professional
classical music for centuries.

Kaloudis began his in-depth study and performance practice
of the lyra in 2004. Drawing upon his background as a cellist, he
expanded the traditional instrument by adding a fourth string,
adapting the baroque techniques of the bow thus specially cello
techniques for the left hand, but also extending its range and ad-
aptability.

His innovations and transcriptions have enabled the classical
Cretan lyra to interpret Baroque and Early music repertoire, most
notably the Cello Suites by Johann Sebastian Bach, with clarity
and emotional depth.

At the Diaghilev Festival, Yiorgos Kaloudis performs two
works from this iconic collection. Written during Bach’s time in
Kothen, the six suites are often regarded as the Bible of modern
cello playing. Each suite blends dance forms with intricate polyph-
ony, offering a sublime balance between technical mastery and
expressive power — a balance that Kaloudis brings to life through
the voice of a uniquely ancient instrument.
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nepmcKom
dbrnnapmoHum

nepdgopma-
TUBHbIA
KOHL,epT

npUobITHUE
Kopab6ns

My3blKanbHasa deepusa No MOTUBaAM COYUHEHUH
AxebpaHa xanuna axkebpaHa

aBToOp naeun

MeTp MaBaTckmx
pexuccep-nocTaHOBLLMK
Bacunum Nocnenos
XYAOXHUK MO CBETY
Hwvkunta YepHoycos

HUCNOJIHUTEJIN:

MeTp MaBaTCcKMX, yoapHble
Wpwusa CapaH (UHans),
TEKCT, TaHeL,

aHcamMbnb TpagLMIOHHOM
MHONNCKOW MY3bIKUN
XUHAYCTaHU

MNasen lMpaBuH, gyxoBble
leHHagu1 JlaBpeHTbEB,
Tabna

Nnbpap XabmnbynnuH,
KNaccmyeckum MHAUNCKNIN
BOKaJ, YtTeHne

MBaH MNasntokos, cntap

CTPYHHbIN KBapTeT
M. BariHOepra
KceHnsa lfamapuc,
nepsas ckpunka
AHHa fAH4YMWKMHA,
BTOpas ckpunka
EBreHun Wérones, ansTt
MeTp KapeTHMKOB,
BMOJIOHYeNb

npw yyactum JleoHnpga
BakynuHa, koHTpabac

nporpamMmma:

lpuropumn CMnpHOB
(p. 1982)

«3epkana nycroTbI»
AN MapuMOBbI

W 3NEKTPOHHOIo
apdekTa delay (2008)

Xaspat MiHaunat XaH
(1882-1927)

CionTa 13 My3bIKKn

K cneKTakto
«lllakyHTana»,
apaHXmnpoBKa

ANsi CTPYHHOrO KBUHTETA
Bnagumupa Mons (1914)

MNMeTp MaBaTCckmx

(p. 1979)
«lMocBaweHne
Xanunio IxebpaHy»
Ans yaapHbIX CONno

TPpagnMuMOHHasa My3blkKa
XUHOYCTaHU

TPaAVULMOHHbINV TaHeL,
KaTxak

yTeHune

the arrival
of the ship

musical fantasy based on the writings

by gibran khalil gibran

idea by Petr Glavatskikh
director

Vasily Pospelov

lighting designer

Nikita Chernousov

performers:

Petr Glavatskikh,
percussions

Shriya Saran (India),
narration and dance

the Hindustani

Indian traditional music
ensemble

Pavel Pravin, winds
Gennady Lavrentyev,
tabla

Ildar Khabibullin,
classical Indian vocals,
reading

Ivan Pavlyukov, sitar

Weinberg string quartet
Xenia Gamaris, first violin
Anna Yanchishina,
second violin

Evgeny Shchegolev, viola
Petr Karetnikov, cello
with participation of
Leonid Bakulin,

double bass

on the programme:

Grigory Smirnov

(b. 1982)

Mirrors of Emptiness
for marimba and delay
effect (2008)

Hazrat Inayat Khan
(1882-1927)

Suite from the music
for the play Shakuntala,
arrangement for string
quintet by Vladimir Pol
(1914)

Petr Glavatskikh
(b. 1979)
Dedlication

to Khalil Gibran
for solo percussion

traditional Hindustani
music

traditional Kathak dance

reading

16.06 mon
23:00

16+

perm
philharmonic
great hall

performative
concert
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AXeobpaH xanunb AxeobpaH
«MPOPOK»

nepeBoj, cepreq Tacka
parmeHTbl

0 no68M

Y no6BM eCTb OAHO XenaHne — OCyLeCTBUTHCS.
Ecnu xe Bbl NtobUTE 1 Y BaC NOABUINCH XeNaHus,
nycTb OHW ByayT TaKUMMU:

PactasTb 1 NpeBpaTUTLCA B py4Yen,

KOTOPbIN NOET B HOYM CBOIO MECHIO.

Mo3HaTb 60Nb Ge3MepHOM HEXXHOCTMU.

Mony4nTb He OfHY paHy, MoCTMras Hayky nobsu,
N ncTekaTb KPOBLIO OXOTHO U PAAOCTHO.

O CMepTH

Bbl XO0TUTE NO3HaTb TaliHy CMepTHU.

Ho kak Bbl ee HarpeTe, eCsiv He ULEeTe B cepaLe cCaMom XXMU3HN?
CoBa, cienasi AHEM, He MOXET MNOCTUTHYTb MUCTEPUIO CBETa.
Ecnu Bbl BENCTBUTENBHO XOTUTE YBUAETD AyLly CMEpTH,
OTKPOWTE BallM CepaLa HaBCTpeYy Teny XXU3HMU.

NGB0 XM3Hb U CMepTb eIMHbI, KaK e4MHbl peka 1 Mope.

0 6pake

JliobuTe ppyr ppyra, HO He NpeBpaLyanTe NtoOOBL B y3bl:

MycTb oHa OypeT MopeM, rynsownM Mex beperos AByx AyLu.
HanonHwuTe Yyawwm gpyr apyra, HO He NenTe N3 OAHOW YaLlu.
JenuvTtech Apyr c ApyromM xysiebamu, HO He eLlbTe OfMH U TOT Xe Xneo.
MoliTe, 1 TaHLyNTe, 1 pafynTecb BMecTe,

HO MyCTb KaxabIn OyaeT cam no cebe;

Kaxkpasi cTpyHa NioTHU ToXe caMa Mo cebe,

a BMecTe X TpeneT poXAaeT eANHY0 My3bIKY.

o cBobose

Y FOpO,D,CKVIX BOpOT n y BalWlnX o4aroB Bngen 1 Bac,
CMUpPEHHbIX U BOroTBOPSLLMX CBOIO cBOGOAY,

OyATO pabbl NPEKTOHSALWMXCA U NPOCNaBfoWUX TUPaHa,
KOTOPbIN MOXET U yOUTb.

[a, B polwax Kpenocten 1 B TeHU UUTagenen g suaen,

KaK CaMble CBO60,IJ,HbIe M3 BaC HECYT CBOIO c3060p,y
CNNIOBHO FlpMO N OKOBHBbI.

N moe ceppue 06ﬂI/IBaﬂOCb KPOBbIO,

VI6O Bbl MOXeTe CTaTb CBO6OJJ,HbIMI/I,

b KOrga Me4yTta 06peCTVI CBO60p,y CTaHeT BaM NMoCoOXoM B I'IyTl/I
N Korga Bbl nepeCTaHeTe FOBOpI/ITb (o] csoGop,e KakK uenu.

gibran khalil gibran
the prophet

fragments

on love

Love has no other desire but to fulfil itself.

But if you love and must needs have desires,

let these be your desires:

To melt and be like a running brook

that sings its melody to the night.

To know the pain of too much tenderness.

To be wounded by your own understanding of love;
And to bleed willingly and joyfully.

on death

You would know the secret of death.

But how shall you find it unless you seek it in the heart of life?
The owl whose night-bound eyes are blind unto the day

cannot unveil the mystery of light.

If you would indeed behold the spirit of death,

open your heart wide unto the body of life.

For life and death are one, even as the river and the sea are one.

on marriage

Love one another, but make not a bond of love:

Let it rather be a moving sea between the shores of your souls.
Fill each other’s cup, but drink not from one cup.

Give one another of your bread, but eat not from the same loaf.
Sing and dance together and be joyous,

but let each one of you be alone,

Even as the strings of a lute are alone

though they quiver with the same music.

on freedom

At the city gate and by your fireside | have seen

you prostrate yourself and worship your own freedom,

Even as slaves humble themselves before a tyrant

and praise him though he slays them.

Ay, in the grove of the temple and in the shadow of the citadel

| have seen

the freest among you wear their freedom as a yoke and a handcuff.
And my heart bled within me; for you can only be free

when even the desire of seeking freedom becomes a harness to you,
and when you cease to speak of freedom as a goal and a fulfilment.
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16.06 npubbITUE KOpabnd

«MpurbbITME KOpabnsa» — MNPOeKT MOCTOSIHHOro yyacTHuKa [s-
rMneBckoro @ecrmBansi, MOCKOBCKOIO MYJBTUNEPKYCCMOHWUCTA,
KomMno3uTopa 1 npogatcepa MNetpa MaBaTckmx. 3TO My3biKasb-
HOe MpUHOLIeHME NMBAHCKOMY NucaTento [ykebpaHy Xanuntio
IkebpaHy n ero kHure «Mpopok», COOPHUKY PUNOCOPCKUX CTU-
XOTBOPEHMI B Npo3e. B ocHoBe Nputyn — npeacraBieHne o dyH-
JaMeHTanbHoM epuHcTBe penuruii. MpoekT MeTpa MaBaTckux
Tak>Xe€ OCHOBaH Ha 0ObeaVHEHUM — HO He KOHdEeCcni, a KynsTyp-
HbIX TPAANLMN U My3blKaJibHbIX MUPOB.

AxTpuca bonnueypa Wpwns CapaH TaHUyeT B TPaANLMOHHOM
VHAWIACKOM CTUIE KaTXakK U YMTaeT dparmeHTbl KHUrK [xebpaHa
Xanuns OxebpaHa Ha aHIMMNCKOM s3bike. nbaap XabubynnuH,
MacTep TPagMUMOHHOIO MHANIMCKOrO BOKana, NoeT 1 YnTaeT pyc-
CKWI NMepeBog.

B awnanor ¢ kiaccmyeckom MHAUMUCKOM MY3blKOW CEBEPHOMN
TPaanLMN XMHAYCTaHW BCTYMNaloT NMpou3BefeHus nereHgapHoro
¢purnocoda n mysbikaHTa Xa3pata MiHanaTa XaHa. B 1913 rogy oH
ceMb MecsueB Npoxun B MockBe, UCNONHAS UHANWCKYIO Knac-
CMYECKYI0 MY3bIKy WM pacnpocTpaHas opurnHanbHble dunocod-
ckve ngen. Poccuiickme Konneru nomMorinv emMy nsfatb COOpHUK
«lMecHN XMHAYCTaHU» C UHOAUNCKUMU MENOAUSIMU B Mepesioxe-
HUSX and GopTennaHo, a HEKOTOPbIE U3 HUX — B apaHXWMpPOB-
Kax Ans CTPYHHOro KBMHTeTa — BoLWKN B baneT-mucreputio «Lla-
KyHTana», noctaBneHHbinn AnekcaHgpom TavpoBsbim B 1914 rogy.
BmecTe ¢ hparmeHTamu 3Toro 6aneta npo3ByyaTt NpounsBegeHme
lpuropmsi CMnpHoBa «3epkana MycTOTbI» U HOBOE COYMHEHMUE
MeTpa MMaBaTCckUX Ang NepKyccmn, CO3gaHHOE Mo MOTUBaM KHUT
IxebpaHa.

16.06 the arrival of the ship

The Arrival of the Ship is a project by Petr Glavatskikh, a regular
participant in the Diaghilev Festival, Moscow-based multi-percus-
sionist, composer, and producer. Itis a musical homage to the Leb-
anese writer Gibran Khalil Gibran and his book The Prophet, writ-
ten as a collection of philosophical prose poems. At the heart of
the parable lies the idea of the fundamental unity of religions.
Petr Glavatskikh's project is also based on unification — not of
faiths but of cultural traditions and musical worlds.

Bollywood actress Shriya Saran dances in the traditional In-
dian Kathak style and reads excerpts from Gibran Khalil Gibran’s
book in English. lldar Khabibullin, a master of traditional Indian
vocal music, performs and reads the Russian translation.

The dialogue with the classical North Indian Hindustani tra-
dition is kept by works by the legendary philosopher and musi-
cian Hazrat Inayat Khan. In 1913, he lived in Moscow for seven
months, performing Indian classical music and spreading his orig-
inal philosophical ideas. Russian colleagues helped him publish
the collection Songs of Hindustani, which included Indian melo-
dies arranged for piano. Some of them, in arrangements for string
quintet, became part of the mystery ballet Shakuntala, staged by
Alexander Tairov in 1914. Alongside fragments from this ballet,
the programme includes Grigory Smirnov’s Mirrors of Emptiness
and a new percussion piece by Petr Glavatskikh inspired by Gi-
bran’s writings.
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cbrnapmMmoHuu

KOHLepT
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6ax U Axa3s

musicAeterna brass

Maeen Kypaakos, HuKuta UcTtomuH

u Anekcer Hukndopos, Tpy6bl

Erop bynrakos v Hukonaw ly6poBWH, BanTopHbI
ApmaH CyptaeB, AHapen CantaHoB

1 Bnaaumump KuULLEHKO, TPOMOOHDI

MBaH CBaTKOBCKUM, Tyba
Makcum CaHuH, yaapHble

XyAOMeCTBEeHHbIM pyKoBoauTenb NaBen Kypaaxkos

nporpamma:

MoraHH CebactbaH bax
(1685-1750)

KoHuepT ans knaBecnHa
pe maxop, BWV 972
(1713-1714)

Allegro

Larghetto

Allegro

YakoHa, yactb 5

13 MapTuTbl gNsi CKPUNKU
cono pe MmuHop Ne 2,
BWV 1004 (1717-1720)

Allegro, yactb 3

13 bpaHaeHOyprckoro
KOHLIepTa AJif CTPYHHbIX
1 6acco KOHTUHYO COMb
maxop Ne 3, BWV 1048
(1718)

Erbarme dich, mein Gott,
apus ansta Ne 39 (47)

13 AyXOBHOW opaTopumn
«Crpactn no Matdeto»,
BWV 244
(1727-1729/1736)

Wachet auf, ruft uns
die Stimme, xopanbHas
npentoaus ans opraHa
Mn-0eMonb Maxop,
BWYV 645 (1747-1748)

TokkaTa n dyra
pe MWHOp A5 opraHa,
BWV 565 (1703-17077?)

BTOpOe OTAeNeHune:
[)Ka30Bble KOMMO3ULUK
pa3HbIX cTUnen

B nporpamme ncnonb3oBaHbl apaHXUPOBKU U NepenoxeHns AHgpes
CanTaHoBa, dnbaapa bapxanoea, Mapka HaiTuHrena, Pnuiapaa
daBappaca, Jasupa Mépcepa, dHpuke Kpecno, Puyapga buccunna.

bach and jazz

musicAeterna brass

Pavel Kurdakov, Nikita Istomin,

and Alexey Nikiforov, trumpets

Egor Bulgakov and Nikolai Dubrovin, horns
Arman Surtaev, Andrey Saltanov,

and Vladimir Kishchenko, trombones

Ivan Svatkovsky, tuba

Maxim Sanin, percussions
artistic director Pavel Kurdakov

on the programme:

Johann Sebastian Bach
(1685-1750)

Concerto for Harpsichord
in D major, BWV 972
(1713-1714)

Allegro

Larghetto

Allegro

Ciaccona, part 5 from
the Partita for Violin Solo
in D minor No. 2, BWV
1004 (1717-1720)

Allegro, part 3

from the Brandenburg
Concerto for Strings
and Basso Continuo
No. 3 in G major,

BWV 1048 (1718)

Erbarme dich, mein Gott,
aria of alto No. 39 (47)
from the sacred oratorio
Matthdus-Passion,

BWV 244
(1727-1729/1736)

Wachet auf, ruft uns
die Stimme, chorale
prelude for organ

in E-flat major, BWV 645
(1747-1748)

Toccata and Fugue
for Organ in D minor,
BWYV 565 (1703-1707?)

second part:
jazz compositions
of various styles

The programme includes arrangements and transcriptions of
Andrey Saltanov, Eldar Barkhalov, Mark Nightingale, Richard
Edwards, David Purser, Enrique Crespo, and Richard Bissill.

perm
philharmonic
great hall

concert
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17.06 musicAeterna brass

Bax n gxas — xopolwo u3BecTHasa pudma: MHOrne axasoBble
M aKagemMmyeckme My3blKaHTbl 3KCMepUMeHTUPOBanun, CoegnHas
3TN [Be CTUXMU B MPOCTPAHCTBE OJHOrO KOHLiepTa UNM OJHOW
Komnosunuumn. CekpeT ycnexa Takoro Kpoccosepa — B cOHeTaHUU
MMMPOBM3aLMOHHON CBOOOABI U KOMMO3ULMOHHOW CTPOrocTy,
KOTOpOe NEeXUT B OCHOBe M OapoyHoro, U AXa3oBOro WCMon-
HUTenbcTBa. HOBbIN KONNEKTUB cemencTBa musicAeterna — aH-
cambb MeJHbIX IyXOBbIX UHCTPYMEHTOB MOA PyKOBOACTBOM TPY-
Oaua MNaena KypaakoBa — ucnonHUT baxa v gxas, He cmeluvBas
MY3bIKY pa3HbIX 3MOX.

B nepsom oTgeneHun KoHLepTa Mpo3BydaT Khaccnmyeckue
apaHXWpPOBKM npousBeaeHnn baxa: TpaHCKpUNUUS paHHero
KnaBnpHoOro koHuepTa pe Maxop, KoTopas, B CBOIO o4epefb,
fBNsieTcs GaxoBCKOW TPaHCKPUMLMEN CKPUMMYHOIO KOHLepTa
BuBanbau; dparmMeHTbl 13 3penibiX MHCTPYMEHTalbHbIX COYMHE-
HUI — ckpunuyHou MapTuTbl N2 2 v BpaHaeHOYprckoro KoHUep-
Ta Ne 3; 3HameHuTas apusa u3 «Ctpacren no MaTdeio»; xopanb-
Has npenoans Ans opraHa; HakoHel, camMoe U3BeCTHOe B Mupe
counHeHue baxa — TokkaTa u ¢yra pe mmHop BWV 565, koTtopoe,
BO3MOXHO, BOBCE He MPUHAaANIeXUT nepy BENKOro HeMeLKoro
KomnosuTopa.

Bropoe oTaeneHue OyaeT NMoOCBsLWEHO [AXKa30BbIM CTaHAap-
TaM pasHbIX CTUJIEN B HOBbIX MepeNioXeHUaX, cneunansHo cae-
NaHHbIX Mo 3aKka3sy aHcambns.

17.06 musicAeterna brass

Bach and jazz are a well-known pairing. Many classical and jazz
musicians have explored the mix of these two styles, combining
them in concerts or even within a single piece. The secret of this
crossover’s success lies in the balance between improvisation and
structure — a shared feature of both Baroque and jazz music.

The new brass ensemble of the musicAeterna family, led
by trumpeter Pavel Kurdakov, will perform Bach and jazz — but
without blending the styles. The first half of the concert will
feature classical arrangements of Bach’s music: a transcription
of the early Harpsichord Concerto in D major, which, in turn, is
a Bach transcription of Vivaldi’s violin concerto; excerpts from
mature instrumental works — specifically, the Violin Partita No. 2
and the Brandenburg Concerto No. 3; the famous aria from
the Matthdus-Passion; a chorale prelude for organ; and finally,
Bach’s most renowned composition — the Toccata and Fugue
in D minor, BWV 565 — which might, intriguingly, not actually be
the work of the great German composer.

The second half will be dedicated to jazz standards in differ-
ent styles, arranged specially for the ensemble.
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KaMepHbIX KOHLepT
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MOCKOBCKHUM

aHCaMbnb

COBpEMEeHHOM

MY3bIKW

KoHcTaHTHH EchumoB, cdnenTa
Oner TaHUOB, KNapHeT
Mwuxaun [ly6oB, bopTtenmaHo
EBceBui 3y6KOB, yaapHble
EBreHunit Cy660THUH, CKpUNKa
Onbra 1émuHa, BUOOHYENb

nporpamma:

Xopx Anepruc (p. 1945)
«[padduTnc» ans nepkyccmoHmcta cosno (1980)

Ixoppx Kpam (1929-2022)
«OaMHHaALATh OTrOIOCKOB OCEHU»
ons hnenTol, KNapHeTa, CKPUMKM

n popTennaHo (1966)

Dpepepuk Pxeckn (1938-2021)
KapmaHHas cumdoHuns gna pnenTsl,
KnapHeTa, popTenmaHo, yaapHbIX, CKPUMKU
1 BUonoH4yenu (1999-2000). Poccuickas
npemMbepa

KoHuepT npoBoanTca nNpu nogaepxke
MuHucTepcTBa KynsTypbl PO

MOoSCOWwW

17.06 tue
21:00 12+

contemporary

music
ensemble

Konstantin Efimov, flute
Oleg Tantsov, clarinet
Mikhail Dubov, piano
Evsevy Zubkov, percussions
Evgeny Subbotin, violin
Olga Demina, cello

on the programme:

Georges Aperghis (b. 1945)
Graffitis for solo percussionist (1980)

George Crumb (1929-2022)
Eleven Echoes of Autumn for flute, clarinet,
violin, and piano (1966)

Frederic Rzewski (1938-2021)

Pocket Symphony for flute, clarinet, piano,
percussion, violin, and cello (1999-2000).
Russian premiere

The concert is supported by the Ministry
of Culture of the Russian Federation

perm philharmonic
organ concert hall

chamber concert

14V
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17.06 macm

MACM — MockoBckunm aHCaMbib COBPEMEHHOWN My3bl-
KW — MOCTOSIHHbIM y4acTHUK [daruneBckoro dectmsa-
ns. OTO He3aBUCUMbIA MPOdECcCUOHaNbHbIA KOMNeK-
TMB, co3paHHbin B 1990 ropy, nepBbi POCCUMNCKUN
aHcambnb, cOKYCMPOBABILUICA HaA MPOABUXEHUMU
My3blkn XX 1 XXI BeKoB 1 nogaepxke cCOBpeMeHHbIX
KOMMO3UTOPOB. Ha cueTy KonnekTnBa — CBbILE ThICS-
YN POCCUMCKUX U MUPOBbLIX MPEMbEP, KPYMHble MpPo-
CcBeTUTeNbCKMEe MPOoeKThl, Anuckorpadus ns bonee yem
50 anbOOMOB, MPECTMXXHbIe Harpaabl.

B HoBown nporpamme MACM npo3ByyaT npou3Be-
[LeHUs Tpex KNacCMKOoB 3anajHoro aBaHrapaa, CBsi3aH-
Hble€ CO CTUXMEWN MHCTPYMEHTaNbHOro TeaTpa 1 npesBpa-
LaloLmMe NpoLecc cosgaHmsa My3biku B 3penuLe.

®DpaHUy3CKUA KOMMO3UTOP FpPeyvyeckoro npouc-
xoxpaeHus dXXopx Anepruc bonee BCero U3BecTeH Kpyn-
HbIMW MPOU3BEAEHUSIMU i MYy3blKalbHOrO TeaTpa.
Ero cpaBHUTENbHO HebosbllOE KOHLEPTHOE COYUHEe-
Hue Graffitis — 3To TeaTp ofgHOro akTepa: UCNONHUTENb
uUrpaeT Ha ydapHblX U OOHOBPEMEHHO Aeknamupyet
3MOLIMOHANbHbIN TEKCT, pacnajaloWwmncs Ha coru,
B KOTOPOM rpaHuvLa MeXay peyblo U My3blKanbHbIM
3BYKOM COBEpPLUEHHO ucYe3aeT. APTUCT JOMKEH 00b-
€VHUTb TEeNI0O U FroNoC B OAMH WUHCTPYMEHT, COXPaHss
npeaenbHyl0 KOHLEHTPAUMIO Ha MPOTSXEHUU BCEro
WCMOSIHEHUS: MHOXECTBO Lie3yp, OCTaHOBOK W mnay3
NUWb YCUNNBAIOT BHYTPEHHEE HamnpsiXeHWe Mbechl.
Ha cueHe TakXe [OMXeH HaxoauTbCs HeKUM OObekT
no BbIOOPY My3blkaHTa — XefaHHbIM, HO Hejocsrae-
MbIlA MO HEU3BECTHOM 3pUTENAM MpPUYMHE. IBHas Unu
CKpbiTass 6bopbba 3a obnagaHve 3TUM OOBLEKTOM CO-
CTaBnsieT gpamMaTypruto nbecbl, OAHaKo huHan ee octa-
€TCsl OTKPbITbIM.

B unkne «OamMHHaguaTb OTrONOCKOB OCEHU» ame-
pPUKaHCKOro aBaHrapgmcta M MNepBOMPOXOALA >XaHpa
MHCTpyMeHTanbHoro Teatpa [xoppxa Kpama wuccne-
[JOBaHME HOBbIX TEMOPOBbIX BO3MOXHOCTEN (NEeNnThI,
KNnapHeTa, CKpUMKU 1 popTennaHo npeacTaBnseT co-
Ool cBOero poja «cayHA-TeaTp», F4e MepcoHaxamu

17.06 mcme

MCME — the Moscow Contemporary Music Ensem-
ble — is a regular participant in the Diaghilev Festi-
val. Founded in 1990 as an independent professional
group, it was the first Russian ensemble devoted ex-
clusively to promoting 20*"- and 21%t-century music and
supporting living composers. The ensemble has pre-
miered over a thousand Russian and world works, led
major educational projects, released more than 50 al-
bums, and received prestigious awards.

In this new programme, MCME performs works
by three iconic figures of the Western avant-garde, all
linked by the spirit of instrumental theatre — where
the process of creating music becomes a spectacle.

French composer of Greek descent Georges
Aperghis is best known for his large-scale music theatre
works. His concert piece Graffitis is essentially a one-
man theatre: the percussionist plays and simultaneous-
ly delivers an emotionally charged text disintegrating
into syllables, blurring the line between speech and
musical sound. The artist must fuse his body and voice
into a single instrument, maintaining the utmost con-
centration throughout the performance, as an abun-
dance of caesura, stops and pauses only increase the in-
ner tension of the piece. There should also be an object
of the performer’s choice present on the stage — desir-
able, but inaccessible for a reason unknown to the au-
dience. The explicit or implicit struggle for possession
of this object constitutes the drama of the play, but its
finale remains open.

In Eleven Echoes of Autumn, the American
avant-gardist and instrumental theatre pioneer
George Crumb explores new timbral possibilities of
flute, clarinet, violin, and piano. The result is a kind of
“sound-theatre” where the protagonists are the mes-
merising and eerie sounds conjured from classical in-
struments. Pianist Mikhail Dubov who suggested to
include this opus in the MCME programme, adds, “This
listening to autumn, the world around us, and the po-
etry of Federico Garcia Lorca is interesting not only
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BbICTYMalOT YapyloLime 1 nyratolme 3BykKu, Ha KOTopble
0Ka3bIBalOTCs CMOCOOHBI Kiaccnmyeckme My3blKasbHble
VHCTPYMeHTbl. MuaHucr Muxaun [Oy6oB, vHUUMATOP
BKJItOYeHUs1 onyca B nporpammy MACM, pobGaenser:
«3TO BUIyWIMBaAHME B OCEHb, OKPY>aloWMA MUP, MO3-
3umio Pepgepumko Mapcmm JIopkm MHTEPECHO He TONbKO ay-
AVanbHO, HO U BMU3yanbHO; K NPMMepY, caMa NapTUTypa,
Kak Yacto ObiBaeT y Kpama, npencraBnset cobomn HOT-
Hble CTPOKMU, 3aKpy4MBatoLLMECs B CMpanm».

AmepukaHck komnosutop Ppepepuk Pxes-
ckn B cBoen KapmaHHOM cMM@OHMM OTKa3biBaeTCs
OT MPUBBIYHOW ANSi HEro rpaxzaHckon M nonauTuye-
CKOV TEMATMKM B MONb3Y YACTO MYy3blKanbHOMO «TeaTpa
CTUNen» — OCTPOYMHOW Urpbl CO CTUAEBbLIMU U A3bl-
KOBbIMM MaTTepHaMu eBPOMenckor Knaccuyeckom
M HeKJlacCM4yeckon My3blku. B urpy BkntoyeHbl camu
ucnonHutenu. Ckpunay EBreHun CyOOOTUH yTOYHS-
eT: «My3bIkaHTbl CTAaHOBSITC COAaBTOpPaMu npousBene-
HUs. B napTuType npegycMoTpeHbl CONbHbIE KageHLUnmn
LNSl KaXJOro y4acTHMKA aHcambns — 3TO MOMEHTHI
HeorpaHMYeHHON CBOOOAbI, B KOTOPLIX KaXAbli BOJEH
BbICKa3aTbca B nobom ctune, niobon TexHuke, ¢ Nio-
OblM 3MOUMOHaNbHbIM MockiioM. CoOYMHEHUE MOAKY-
naeT 1 aBTOpPCckMM toMopom. K npumepy, B nocnegHemM
TakTe McTauBatolero duHana KOMNo3uTop MocTaBui
pemapky just like that, To ecTb “kak-To Tak" ».

in the audible aspect, but also in the visual — for ex-
ample, the score itself, as is often the case with Crumb,
represents musical lines that coil into a spiral.”

In his Pocket Symphony, American composer
Frederic Rzewski departs from his usual political and so-
cial themes, instead creating a purely musical “theatre
of styles” — a witty play with stylistic and linguistic pat-
terns drawn from both European classical and non-clas-
sical music traditions. The performers themselves be-
come involved in the game. Violinist Evgeny Subbotin
clarifies: “Musicians become co-authors of the piece.
The score provides solo cadenzas for each member of
the ensemble — these are moments of unlimited free-
dom, when everyone is free to express themselves in
any style, any technique, with any emotional message.
The work also impresses with the author’s sense of hu-
mour. For example, in the last bar of the fading finale,

o

the composer put the remark ‘just like that'.
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BeyepHee

AOM MY3bIKH c06 pa H " e

MapHWHbI LLBETaeBOW

nepcdopmaHc
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ovpuxep EBreHnii Bopobbes
pexmnccep-nocraHoBLWmK Ennsaseta Mopos
XYAOXHUK-NnocTaHoBWUK Cepren KpeTeHuyk
XYAO0XHUK no cBeTy AnekcaHap PomaHoB
BUAeoxyfoxHUK Mapusa BapaxanuHa

kocTiombl Ennsaeeta Mopos n Cepren KpeTeHuyk
3ByKopexwuccep PomaH OnapuH

TexHn4Yecknn gupektop Anekcert boHpapeHko
3aBefyloLias NoCTaHOBOYHOM YacTbio

EkaTepnHa AcTpaxaHueBa

NOMOLLHNKN pexuccepa Mnbsa Monbiranos

1 AHacTtacusa Pa3opeHoBa

AnpekTop opkectpa Nasen Kypaakos

MeHemxkep opkectpa Mapus Caragvesa
TEeXHUYeCcKnn prupekTop opkecrtpa MBaH Mewkos
3amMecTuTeNlb TEXHNYEeCKOro AupeKTopa opkecrpa
Mwuxann Komapos

ctapwmn pabounn cueHbl nbs Benoxsoctnkos
pabouue cueHbl AnekcaHap Abaykaabipos, Kupunn
EBceeB, Hukonau banaHguH, KoHctaHTH Mariopos
1 PomaH MBaHOB

6ubnunotekapn Cepreit CTporikuH, dnnHa Jlebense
1 Hukonan bacos

npoptocep PomaH CanamaTtoB

UCNONHUTENN:

AlHMHa Jlakoba, akTpuca

conuctbl Xopa musicAeterna

Xxop musicAeterna

xopmenctep laHHa bapbiwHMKOBa
CconucTbl opkecTpa musicAeterna

marina
tsvetayeva’s
evening assembly

conductor Evgeny Vorobyov

director Elizaveta Moroz

set designer Sergey Kretenchuk

lighting designer Alexander Romanov

video artist Maria Varakhalina

costume designers Elizaveta Moroz

and Sergey Kretenchuk

sound engineer Roman Oparin

technical director Aleksey Bondarenko

head of the production department

Ekaterina Astrakhantseva

stage managers llia Polygalov

and Anastasia Razorenova

director of the orchestra Pavel Kurdakov
manager of the orchestra Maria Sagadieva
technical director of the orchestra Ivan Peshkov
deputy technical director of the orchestra
Mikhail Komarov

senior stagehand llya Belokhvostikov
stagehands Alexandr Abdukadyrov, Kirill Evseev, Nikolay
Balandin, Konstantin Mayorov, and Roman Ivanov
librarians Sergey Stroykin, Elina Lebedze,

and Nikolay Basov

producer Roman Salamatov

performance

performers:

Yanina Lakoba, actress

soloists of the musicAeterna choir
musicAeterna choir

choirmaster Ganna Baryshnikova
soloists of the musicAeterna orchestra

2
-
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nporpamma:

Knpunn ApxunoB

«CO MHOW He Hago rOBOPUTbLY»
COJIUCTBI:

Kupunn HugoHTOoB, TEHOP
Hukonan bacos, 6apuToH
OmuTpun LenkoBuH, Gac

BukTopusa Xapkesuy
«benoe conHue 1 HMU3KME,
HU3KME TYUU...»

CONUCTKMU:

KaTta oHaoykoBa, conpaHo
AnekcaHgpa JéwuHa,
conpaHo 3a cueHoun
BOKaJIbHbI aHCaMbb:
Hapexpa bonko, Buktopus
BakcmaH, Tamapa
KoHcTaHTUHOBA, baTop
OuunpoB, PomaH Tapxos,
AnekcaHgp Comos, aHuun
YecHokoB

Anekcen Ciomak
«beccoHHnua»

conuctka AHactacums
EpodeeBa, meuLo-conpaHo

BaHrenuHo KypeHT3uc

«§l yBugena Bo cHe»
conuctka Katsa JloHaykoBa,
conpaHo

AHppeac MycTykunc

«He TaXKM nu B3[0XM ycTanom
rpyan»

BOKaJIbHbIV aHcaMbnb: MipuHa
MwuxavnoBa, EneHa lypyeHko,
MapwvHa MIHoBnoukas,

EneHa WecrakoBa

Erop AHaHKO

«[1noTn — NNoTb, Qyxy —
ayX...»

conucTtka Arcbiny
MwupxadusxaH
BOKaJibHbIN aHcambb:
BukTopusa BakcmaH,
Tamapa KoHcTaHTUHOBA,
Hapexpa bownko

Anekcen PeTnHcknn

«[1po 3TOT nec u 3To aepeBo»
BOKaJIbHbIM aHCaMbnb: MpuHa
barvHa, laHHa bapbIWwHMKOBA,
Hapexpa bowko,

BukTopusa BakcmaH, MapuHa
MHoBnoukasa, AHHa MapkoBa,
MBaH lopuH, AnekcaHgp
Comos, Hukonan ®epopos,
Omuntpun Kocos, PomaH
Tapxos, JaHnnn YecHokoB

AHppeac Kamepuc
«3Banu meHs MapuHomn»
conuct AHppen Hemsep,
KOHTpaTeHop

Teopop KypeHT3uc
«Bcé noBTOpSsito NepBbIn
CTUX...»

conuctka Enena lypyeHko,
MeLLo-CconpaHo
BOKaJIbHbI/ aHCaMb1b:
KaTta [loHaykoBa,
WpwHa TepeHTLEBA,
AnekcaHgpa [éwuHa,
MpuHa Muxannosa,
AHactacus llymaHoBa,
AHactacus EpocdeeBa

on the programme:

Cyrille Arkhipov

You Shouldn’t Talk to Me
soloists:

Kirill Nifontov, tenor
Nikolay Basov, baritone
Dmitry Shelkovin, bass

Victoria Kharkevich

White Sun and Low Rain
Cloudes...

soloists:

Katya Dondukova, soprano
Alexandra Deshina,
backstage soprano

vocal ensemble: Nadezhda
Boyko, Viktoria Vaksman,
Tamara Konstantinova, Bator
Ochirov, Roman Tarkhov,
Alexander Somov, and Daniil
Chesnokov

Alexey Sioumak

Insomnia

soloist Anastasia Yerofeyeva,
mezzo-soprano

Vangelino Currentzis

I Saw in a Dream

soloist Katya Dondukova,
soprano

Andreas Moustoukis

Is Not the Breath of

a Tired Chest Heavy

vocal ensemble: Irina
Mikhailova, Elena Gurchenko,
Marina Inovlotskaya,

and Elena Shestakova

Egor Ananko

Flesh to Flesh, Spirit to Spirit...
soloist Aisylu Mirkhafizkhan
vocal ensemble:

Viktoria Vaksman,

Tamara Konstantinova,

and Nadezhda Boyko

Alexey Retinsky

About This Forest

and This Tree

vocal ensemble: Irina Bagina,
Ganna Baryshnikova,
Nadezhda Boyko,

Viktoria Vaksman, Marina
Inovlotskaya, Anna Gladkova,
Ivan Gorin, Alexander Somov,
Nilolay Fedorov, Dmitry Kosov,
Roman Tarkhov, and Daniil
Chesnokov

Andreas Cameris

My Name Was Marina
soloist Andrey Nemzer,
countertenor

Teodor Currentzis

| Keep Repeating the First
Verse

soloist Elena Gurchenko,
mezzo-soprano

vocal ensemble:

Katya Dondukova,

Irina Terentyeva,
Alexandra Deshina,

Irina Mikhailova,
Anastasia Shumanova,
and Anastasia Yerofeyeva
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MapWHa uBeTaeBa
3dlNMUUCHbIe KHUXKKHU
(hparmMeHTbI

14 mapta 1919 roga

OnbIT 3TON 3UMBbI:  HUKOMY Ha cBeTe, Kpome Ann n Cepexu (ecnn
OH XWB), HE HY>Ha.

B kakom yapy s xuna!

1 npekpacHo npepacTaBnato cebe, YTO B OANH NPEKPACHbIN AeHb
COBCEM MepecTaHy NucaTb cTUXu. NMpUYNH MHOXECTBO:

1) Y MeHs cenyac B HUX (B MMCaHUKN UX) — CPOYHOM Heobxoanmo-
ctn (Imperativ’a) <HeT>. Mory HanucaTb U He HanucaTb, CiefoBa-
TeNbHO He nuLly.

2) CTnxu, Kak BCKOE TBOPYECTBO, — camoyTBepXaeHue. Camo-
yTBEPXAEeHMe — cyacTbe. 1 ceryac OeckoHeYHo aaneka oT caMo-
yTBEPXAEHUS.

3) Cenyac Bce NeTUT, U MOU TETPAAKM TaK DECKOHEYHO JIerko Mo-
ryT noneteTb. 3a4eM 3anucbiBaTb?

4) 4 notepsana pynb. OgHa BofiHa CMbIBaeT apyryto. Mpumep: cTn-
X1 00 aHrenax: «AHrenbl cnenbl U Fyxm». Yto ganbwe? — Bcé!
Xaoc. OanH 00Opas BbITECHSAET APYroun, Cly4arHOCTb pUMbI 3aBO-
AnT MeHd Ha 1 000 BepcT OT TOro, YTO A XOTeNa paHblue, — yXe
Apyrve CTUXK, C HUMM Ta Xe UCTOpUS, — YXe TPEeTbU — U B UTO-
re — YUCTbIM INCT U MOW 3aKPbITble — OT Bcero! — rnasa.

5) YTo xouy ckasaTtb? — Mup. — Mup cam cebsi ckaxer.

1, KOHeYHo, KOH4Yy CaM0y6Ml}‘ICTBOM, nbo Bce Moe XenaHue
nobBu — xenaHue CMepPTH. 210 ropasfgo dJioXHee, YeM «Xo4y»
N «HE XO4y».

M, MOXeT ObITb, yMpy He OTTOro, 4TO 34€eCb NNOXO, a OTTOro, 4TO
«TaM XOopoLuo».

CeHT6pb 1940 roga
O cebe. MeHs Bce cUMTalOT MYXEeCTBEHHOW. fl He 3Halo yenoBe-
Ka pobue cebs. botocb — Bcero. Mas, YepHoOTHI, Wara, a bonble
BCcero — cebs, cBoel ronosbl. HUKTO He BUOUT — He 3HaeT, — 4To
A rof y>e (NpMbnm3nTenbHO) ULLY rnasaMy — KPIOK, HO ero HerT,
NOTOMYy 4YTO Be3fe 3neKTpu4yecTBo. Hukakmx «ocTp»... 9 rog
npumepsito — cMepTb. [pornoTMTe — Mep30CTb, MPbIFHYTb —
BpaXaebHOCTb, NCKOHHAas OTBPaTUTENIbHOCTb BOAbI. Sl He xouy —
yMepeTb, 1 Xo4y — He ObITb. B3gop. Moka s HyXHa... Ho, lfocnopgu,
Kak i Mano, Kak i Huyero He mory!

JoxmnBaTb — JOXEBbIBATb

fopbKytO MOMbIHL —

Ckonbko cTpok, MyuHoBaBLwux! Huyero He 3anuceiBalo.

marina tsvetayeva
diaries

fragments

14 March 1919

This winter’s learnings: nobody in this world needs me except Alya
and Seryozha (if he is still alive).

What a mess I've been living in!

I can well imagine that one day | will stop writing poetry alto-
gether. To that there are many reasons:

1) | have no urgent need (no imperative) for it (in writing poet-
ry). | might write and might as well not write, therefore | am not
writing.

2) Poetry, like all creative work, is self-affirmation. Self-affirmation is
happiness. At the moment, | am infinitely far from self-affirmation.
3) Now everything is going up in smoke, and my notebooks might,
too, so infinitely easily. Why write down anything?

4) | lost the steering wheel. One wave washes away the other.
For example: verses about angels: “Angels are blind and deaf.”
What's more? — That's it!

Chaos. One image ousts another, the randomness of the rhyme
takes me 1,000 miles away from what | wanted at first, there are
other poems — same story, there are already third ones, and in
the end — a blank sheet and my closed — to everything! — eyes.

5) What do | want to say? — The world. — The world will tell itself.

Sure thing | will commit suicide, because all my desire for love
is a desire for death. It's much more complicated than “I want”
and “l don't want”.

And maybe I'll die not because it's bad here, but because it's “nice
there”.

September 1940
About me. Everyone considers me courageous. | do not know
a person more timid than myself. I'm afraid of everything. Eyes,
blackness, footsteps, and most of all, myself, my own head.
No one sees — or knows — that I've been looking around for
a hook for (about) a year now, but it's not there, because it's
electricity everywhere. No ‘chandeliers’... I've been trying it on for
a year — death. To swallow <poison> is an abomination, to jump
<off a bridge> is hostility, the primordial disgust of water. | don't
want to die, I. | want not to be. Nonsense. As long as I'm needed...
But, Lord, how little | can do, | can do nothing!

To live out — to chew

Bitter wormwood —

How many lines that have passed! Writing nothing down.
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17.06 BeyepHee cobpaH1Me MapUHbl LiBETaeBOM

«BeyepHee cobpaHre MapwuHbl LiBeTaeBon» — 3To crieumanbHbIn
npoekT musicAeterna, B KOTOPOM COBpeMeHHas akagemuyeckas
My3blKa U CayHA-apT COEAMHAIOTCA C MO33Nen U gpaMaTUieckum
TeaTpoM. B ocHoBe nepdopmaHca — HOBbIE COYMHEHUS HA CTUXN
MapwuHbl LiBeTaeBOM, HanMcaHHbIe KOMMO3UTOPaMU — pPe3naeH-
Tamn [loma Pagno Anppeacom Mycrykucom, Anekceem Cioma-
koM, Eropom AHaHko, BukTopunen Xapkesud, Knpunnom Apxu-
rnosbIM, Anekceem PeTnHckMM, a Takxxe AHgpeacom Kamepucom,
BaHrennHo KypeHt3sucom n Teopgopom KypeHT3incom. lpounsse-
LEHUS N1 HEOObIYHbIX BOKaNbHO-WMHCTPYMEHTaNIbHbIX COCTaBOB
WHKOPMOPUPOBaHbI B ApaMaTN4eCcKnii MOHOCMNEeKTaKb.

CTuxoTBOpeHUs, OTPbIBKM U3 MUCEM WU JHEBHMKOB LiBeTa-
€BOW B WCMONHEHMM aKTPWCbl TeaTpa U KMHO fAHMHbI JlakoObl
CKNTafbIBaOTCS B MCMOBEAANbHYIO UCTOPUIO XM3HWU 1 NtobBKM Tpa-
rmyeckoro noata. ConncTbl xopa 1 opKecTpa, a Takxke KaMepHbI
coctaB xopa musicAeterna nopg ynpasneHvem anpuxepa EsreHums
BopobbeBa MrpaioT B 3TOM CMeKTakfie pofib «CUMMaTUYeCKmX
CTPYH» — OHW OTBeYaloT ApamMe, Pe30OHUPYIOT C HelO 1 NPOBOLM-
pyIOT ee HOBble BUTKMW.

«BeyepHee cobpaHue MapuHebi LiBeTaeBon» nocrasuna Enu-
3aBeTa Mopo3 — pexwuccep M KypaTop HOBOroO TeaTpanbHOro
HanpaBneHus musicAeterna ABeatpov (AdeaTpoH): «MacwTab
ANYHOCTU M TBOop4yecTBa MapwuHbl LiBeTaeBon HeobObsTeH. OHa
©e3yCNIoBHbIN FeHUN, YbM NPOU3BEAEHMS HE YKNafblBaloTCs B 06-
LenpuHaTbie GopMbl. B Hallem npoekTe Mbl Uccnegyem nepece-
YyeHWe peanbHOro U HGeccosHaTeNlbHOro MUPOB €€ NIMPUYECKON
repovHM, Ybsl IMHHOCTb ABOUTCA, TPOUTCSH, CIMBAETCH C OKpPYyXa-
oMM MUPOM U pa3obluaeTcs ¢ HUM. OHa nonagaeT Ha BCTpeyy,
rOe ee He XAyT, rAe ee HUKTO He xoueT ciylwatb. OHa abcontoT-
Hbl @HTaroOHUCT U aKLMOHMUCT MO OTHOLIEHUIO K Nybnvke 1 my-
3blkaHTaM. Jlupuryeckas repovHs 3TOro AencTBa HaxofuTcs B Mo-
CTOSIHHOM MOWCKe TOYKW YCOKOEHWS B MPOCTPaHCTBE, FAe en HeT
MecTa B NPSMOM M MePeHOCHOM CMbICNEeY.

«BeuepHee cobpaHue MapuHbl LiBeTaeBon» npopomkaeT
Ccepuito NOCTaHOBOK-OMMadKen B YeCTb KPYMHBIX MO3TOB U My3bl-
KaHTOB, KoTopytlo musicAeterna Havana B 2020 rogy. Ha [Osaru-
neBckoM cecTmBane yxe Obinv npepctaBneHbl nepdopmaHcbl
M cnekTaknm, nocesweHHble lMaynio Lenany, Wapnio boanepy
1 KypTy Bannio, co3gaHHble B pamMmKax 3TOMN CEPUMN.

17.06 marina tsvetayeva’s evening assembly

Marina Tsvetayeva’s Evening Assembly is a special project by
musicAeterna, where contemporary academic music and sound
art meet poetry and drama. The performance is built around new
musical works based on Marina Tsvetayeva's poetry and written
by Dom Radio’s resident composers — Andreas Moustoukis, Alex-
ey Sioumak, Egor Ananko, Viktoria Kharkevich, Cyrille Arkhipoy,
Alexey Retinsky — as well as Andreas Kameris, Vangelino Cur-
rentzis, and Teodor Currentzis. These pieces, written for unusual
vocal and instrumental combinations, are woven into a dramatic
monologue.

Poems, letters, and diary excerpts by Tsvetayeva are per-
formed by theatre and film actress Yanina Lakoba, creating a con-
fessional narrative of life and love from the perspective of a tragic
poet. musicAeterna Choir, as well as the Choir and Orchestra so-
loists under the button of Evgeny Vorobyov, act as “sympathetic
strings” in the performance — responding to the drama, resonat-
ing with it, and provoking its further development.

The production is directed by Elizaveta Moroz, head of
the new theatrical platform musicAeterna ABeatpov (Atheatron):
“The scale of Marina Tsvetayeva’s personality and creativity is im-
mense. She is a true genius whose work cannot be confined to
conventional forms. In this project, we explore the boundary be-
tween reality and the subconscious world of her lyrical heroine —
a figure who splits, multiplies, merges, and drifts apart. She ar-
rives at a meeting where no one expects her, where no one wants
to listen. She’s an antagonist, a provocateur in relation to both
the audience and the musicians. This heroine is constantly search-
ing for a place of peace — in a world where there is no place for
her, both literally and figuratively.”

This production continues a series of musicAeterna’s tributes
to major poets and composers, launched in 2020. Previous perfor-
mances in the series — presented at the Diaghilev Festival — have
honoured Paul Celan, Charles Baudelaire, and Kurt Weill.
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COJIUCTDI
opKecTpa
musicAeterna

MaprapwuTa lankuHa

1 ®epgop YepHbIWwos,
nenThbl

Omutpun KnemeHok,
AHppen BonocoBckun,
Anekcen AMOCOB,
Makcnum CaHuH

1 Mapwus JlenbxoBa,
yAapHble

EkaTepuHa MNpeccnep,
¢opTennaHo 1 Yyenecra
Cawa JlucroBa,
¢opTennaHo, opraH

M CMHTe3aTop

Mwxaun [ly6os,
¢opTennaHo

Mapwusa 3opkuHa, apda
Codbsi PunsaHuHa,
rutapa

Anekcen YnumnuH,
rutapa, 6ac-rutapa

M aneKkTporuTapa
Codbsa Ckobenesa,
BaHrennHo KypeHT3uc
n Erop AHaHkKo,
3NeKTPOHMKa

Bagnm Tendurkos

n EkaTtepunHa PomaHoBa,
CKpUNKK

AHactacns PoibuHa, anst
AnekcaHgp Npo3opos,
Makcm AKYypUH

n AHppen Epumosckun,
BMOJSIOHYENN

Angpen LLnHkeBny

v Junasep MeHameTOB,
KOHTpabacsl

Bnapucnas lNecnH, nuna
Onecsa PocTtoBckas,
TepMEHBOKC

108

xop musicAeterna

cornpaHo
MpurHa barnHa

laHHa bapsbiwHWKOBA
Hapexpa Bonko
BukTopua BakcmaH
KaTta JoHaykoBa
KaTepuHa MimcokBa
Tamapa KoHcTaHTMHOBAa
Tamapa KotomeHkoBa
WpnHa Muxannosa
Enena NMopkacuk
NpunHa TepeHTbeBa
Anbduna XamugynnmHa
EneHa KOpyeHko

TeHopa
AnekcaHap AMOCEHKO
Hukonaw bacos
ApTem Bonkos

Uropb lopbaHb

MBaH lopuH

Mpuropun KysHeuoB
Kupunn HugoHToB
KoHCcTaHTUH
MorpeboBckni

Masen CemaruH

Erop CemeHkoB
AnekcaHgp Comos
Hwukonan Crautok
Hukonan ®epgopos

anbTbl
Hapexpa bpycHuubiHa
AHHa [MagkoBa
AHactacus [ynseBa
Enena lypyeHko
AHacTtacns Epodeesa
MapuHa MlHoBnoukasn
AHppen Hemsep
MonuHa HoBnkoBa
Mapwusa OnapuHa
BukTopusa PypakoBa
HaTanbs Pabukosa
EneHa WecrakoBa
AHactacus llymaHoBa

b6acbl

Makcnm AkceHoB
OmuTtpun Kocos
Hukonanm Ma3aes
NeB Muxanés
batop Oumnpos
Anekcen CBeToB
PomaH Tapxos
MNaBen XapanrvH
Spnyapa XapuUTOHOB
HaHnnn YecHokoB
Omutpun WenkoBunH

soloists of the
musicAeterna
orchestra

Margarita Galkina

and Fyodor Chernyshov,
flutes

Dmitry Klemenok,
Andrey Volosovsky,
Aleksey Amosov,
Maksim Sanin,

and Maria Lelkhova,
percussions

Ekaterina Pressler, piano
and chelesta

Sasha Listova, piano,
organ, and synthesiser
Mikhail Dubov, piano
Maria Zorkina, harp
Sofya Filyanina, guitar
Alexey Chichilin, guitar,
bass-guitar, and electric
guitar

Sofya Skobeleva,
Vangelino Currentzis,
and Egor Ananko,
electronics

Vadim Teyfikov

and Ekaterina Romanova,
violins

Anastasia Rybina, viola
Alexander Prozorov,
Maxim Akchurin,

and Andrey Efimovsky,
cellos

Andrey Shinkevich

and Dilyaver Menametov,
double basses

Vladislav Pesin, saw
Olesya Rostovskaya,
theremin

musicAeterna choir

sopranos
Irina Bagina

Ganna Baryshnikova
Nadezhda Boyko
Viktoria Vaksman
Katya Dondukova
Katerina Imsokva
Tamara Konstantinova
Tamara Kotomenkova
Irina Mikhaylova
Elena Podkasik

Irina Terentyeva
Alfiya Khamidullina
Elena Yurchenko

tenors

Aleksandr Amosenko
Nikolay Basov

Artem Volkov

Igor Gorban

Ivan Gorin

Grigory Kuznetsov
Kirill Nifontov
Konstantin Pogrebovsky
Pavel Semagin

Egor Semenkov
Alexander Somov
Nikolay Statsyuk
Nikolay Fedorov

altos

Nadezhda Brusnitsyna
Anna Gladkova

Elena Gurchenko
Anastasia Gulyaeva
Anastasia Yerofeyeva
Marina Inovlotskaya
Andrey Nemzer
Polina Novikova
Maria Oparina
Viktoria Rudakova
Natalya Ryabikova
Elena Shestakova
Anastasia Shumanova

basses

Maksim Aksenov
Dmitry Kosov
Nikolay Mazaev
Lev Mikhalev
Bator Ochirov
Aleksey Svetov
Roman Tarkhov
Pavel Kharalgin
Eduard Kharitonov
Daniil Chesnokov
Dmitry Shelkovin
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CTbia

aBTOP MAEU, PeXUnccep-rnoCTaHOBLLMK

n xopeorpad AHactacus lNMewkoBa
XyAOXHUK-MocTtaHoBLWmK KOnnsa OpnoBa
kKomno3utop Knpunn Apxmnos

cayHh-apTucT AHgpei Bopobbes

XyooxHwuK rno ceety KceHunsa KoteHeBa
XyLOXHUK-TeXHonor rno ceety Hatanbsa Ty3oBa
XyBoOXHWK rno rpumy Mapbsa Ko3snosa
3ByKopexwuccep eHnc Ogym

apamatypr Onbra [ToTanoBa

TexHu4eckune gmpektopa Anekcen boHgapeHko,
ApceHun MNonos

Bblnyckatowmm npoatocep dapbs TpeTbsakoBa
mMeHegxep Munpocnasa KoceyeHko

UCNONHUTENN:

Hapbs MaBneHko, npuma-6anepunHa
Onbra Komok, ronoc, konecHas nmpa, opraHeTTo
Avicbiny MupxadumsxaH, ronoc

TaHUeBanbHasa Tpynna musicAeterna Dance
Avirynsa bysaeBa

Tumyp laHees

EBreHun Kanauyés

Makcum Kno4vHes

CaBBa KopoTbIy

EneHa JlncHasa

Avicbiny MupxadunsxaH

Anekcen Cnyukumm

Hapba Tarunbuesa

XyLOXeCTBEeHHbIN pykoBoanTenb AHHa lyceBa
rnaBHbIN xopeorpad AHactacums lMNewkosa

shame

author of the concept, director,

and choreographer Anastasia Peshkova
set designer Yulia Orlova

composer Cyrille Arkhipov

sound artist Andrey Vorobyov

lighting designer Kseniya Koteneva
lighting technical designer Natalya Tuzova
makeup designer Marya Kozlova

sound engineer Denis Odum
playwright Olga Potapova

technical directors Alexey Bondarenko
and Arseny Popov

executive producer Darya Tretyakova
manager Miroslava Kosechenko

performers:

Daria Pavlenko, prima ballerina
Olga Komok, voice, hurdy-gurdy, and organetto
Aisylu Mirkhafizkhan, voice

musicAeterna Dance company
Aigul Buzaeva

Timur Ganeev

Evgeny Kalachov

Maksim Klochnev

Savva Korotych

Elena Lisnaya

Aisylu Mirkhafizkhan

Alexey Slutskii

Daria Tagiltseva

artistic director Anna Guseva
chief choreographer Anastasia Peshkova

theatre-theatre

dance
performance

>
2
~
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CTbiA

KUPUNI apXUNoB. NEeCHU
parmeHTbl

necHA N2 1
OCHOBaHa Ha TekcTe KaHTurm o lese Mapuu Ne 303

Xuna-6bina gesoyka 1 Bce Bpems npokasHuyana
OfHaXAbl AeBOYKA CAenana Yto-To gypHoe

TeTKa MUIeT ee, YyTobbl HakasaTb

ncnyraHHas Masnblwka nogbexana k cratye [lesbl
Mapwuun 1 nonpocuna,

4TOObI MPOCTYMNOK CTEPCs U3 MaMATU TETKU

M TeTKa ee He nobwuna

M TeTKa ee He nobwuna

M TeTKa ee He nobwuna

He nobuna...

necHa N2 3
OCHOBaHa Ha TekcTe KaHTurn o flese Mapuum N2 261

OfHa XeHLUMHa OTrpaBuiachk K CBITOMY ENUCKOMNY
OHa HUKOrAa He BUAENa ero npexae

ncrioBeganacb emy

M CKa3ana, YTo XoueT yBUAeTb

BCEX CBATbIX

OH Benen e BO3BpaLLaThCs JOMOM,

NMOCTUTBLCA U XAaTb

W Ha [eBATbIA IeHb OHa yBUAena. ..

My4YEHUKOB U aHTenoB

OHa pblgana, pbigana u

B3Monunacb Xpucrty n lese, 4tobbl ee B3anm ¢ Cobon
n ymepna

OHa HuKorga He BcTpeyana Ee npexpe?

shame

cirille arkhipov. songs
fragments

song no. 1
based on the text of Cantiga de Santa Maria No. 303

there was a little girl who played foolish pranks

one day the girl did a very noughty thing

her aunt looked for her so that she could punish her
terrified, the girl ran to the statue of the Virgin and
asked her to erase the deed from her aunt’s mind
her aunt did not beat her

her aunt did not beat her

her aunt did not beat her

her aunt did not beat...

song no. 3
based on the text of Cantiga de Santa Maria No. 261

a lady summoned a holy bishop
she had never met him before
and she made her confession
that she always wanted to see
holy men and women

he said her to stay in her room,
fasting and waiting

and on the ninth day she saw...
martyrs and angels

she wept and, wept and

asked Jesus and the Virgin to take her with Them
then she died

she had never met Her before?
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18.06 cTbif,

«CTblg» — 3TO CNeKTaKfb-uUccnegoBaHMe OJHOMo M3 CaMbIX My-
YMTENbHbIX U CNOXHbIX YYBCTB B XM3HW KaXAoro 4yenoseka. Pas-
roBop 0e3 cnoB, Ha s3bike Tena, — Hambosnee 6e30one3HeHHbIN
cnocob paccmoTpeTb Nobnmxe peHOMEH CThifa Kak coLmalibHO-
ro, nepcoHasnbHOro, GU3nyecKoro nepexmnBaHus.

lfepoviHs npuma-6anepuHbl Japbu MaBieHKO NPOXoauT 3K-
3UCTEeHUManbHbIN NyTb BCTPEYN CO CTbifoM. CTankmBasch C COLM-
yMOM, OHa obHapyxuBaeT B cebe CTbif Kak YyBCTBO, HaBsi3aHHOe
M3BHe, a coBepLUlas Te WY UHble MOCTYMNKWN, OHa UCMbITbIBAET ero
KaK JINYHYIO MYKY.

B HoBOoM xopeorpaguyeckom cnektakne AHactacum lew-
KOBOW KaXAabll — U CBUAETENb, U CyAbsl, U cornagatan, U oobekT
HabniopeHUs. 3a obMTaTEN MM CLLEHNYECKOTO NMPOCTPaHCTBA crie-
VT elle oauH HabnopaTtenb — cama ncropus. Cosgatenm nocra-
HOBKW OTCTPaHAIOTCS OT 3100bl AHSA, BrAsSAbIBascb U3 rAyOuHbI
BEKOB B TEMY CMeKTaKns.

B anekTpoOHHYIO My3blky KOMMNo3uTopa — pesugeHTa [loma
Pagno Kupunna ApxunoBa BKJIlOYE€Hbl MOTUBbI U3 UCMAHCKUX
6annap Xl Beka, Cantigas de Santa Maria, a KpyroBopoT ucTO-
PV, NOMHBIX CTbIAA, BpallaeTcsd Kak KoNeco Nupbl — cpepHe-
BEKOBOrO WHCTPYMEHTa C HanpsiXeHHbIM 3ByvaHuem. Kupunn
ApXx1MoB paclumpsaeT none CTUANCTUYECKUX N CMbICIOBbIX KOHHO-
Taunn: «B My3blkanbHylo ApamMaTypruo BrieTeHa “napannenb-
Haa" ncTopus, CIOXeT KOTOPOW B3auMMOAENCTBYET C HPaBOYy4U-
TeNbHbIMW TEMaMM1 KaHTUT U 0cobbiM 0Opasom npenomnsieT mx
MOTWBbI, LOBOAS MX A0 abcypha v 3agaBasi BOMPOC: 3TO Tak Obino
nnn nHa4ve? B mMysbikanbHO-CEMaHTUYECKOM CMbICIIE MOW MeCHU
HaxopaaTcs B Amanore ¢ dopmon BapoyHbIx apui, KabapeTHbIM
HoMepoMm B gyxe paHHero LLIEéHGepra unu ornywaiowen nycro-
TOW — B apuu NoJ, akkOMMNaHeMEeHT KHyTa».

18.06 shame

Shame is a dance-based exploration of one of the most painful
and complex emotions in human experience. This is a wordless
conversation — a physical language that gently opens up the na-
ture of shame as a social, personal, and physical feeling.

Prima ballerina Daria Pavlenko's character goes on an exis-
tential journey through encounters with shame. Society impos-
es this emotion on her from the outside, while her own actions
bring it as an inner torment.

In Anastasia Peshkova’s new choreography, every viewer be-
comes both witness and judge, observer and observed. Watch-
ing over the performers is another silent presence — history it-
self. The creators take a step back from modern-day concerns and
look at shame through the lens of time. Composer Cyrille Arkhi-
pov weaves 13"-century Spanish ballads (Cantigas de Santa Ma-
ria) into his electronic score, while the cycle of shame-filled stories
spins like the wheel of the hurdy-gurdy — a medieval instrument
known for its tense, resonant sound. Cyrille Arkhipov expands
the field of stylistic and semantic connotations: “A ‘parallel’ nar-
rative is woven into the musical dramaturgy, a storyline that en-
gages in dialogue with the moral themes of Cantigas, refracting
their motifs in a unique manner, pushing them to the point of
absurdity and raising the question: was it this way, or another?
In a musical-semantic sense, my songs converse with the form
of Baroque arias, cabaret numbers in the spirit of early Schon-
berg, or the deafening void — as seen in an aria accompanied by
the crack of a whip.”

17



18.06 cp 22:00
19.06 uyT 18:00
18+

«cueHa-monot»

ApamaTU4yeCcKum
CMNeKTaK/b
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YUNbAM WEeKCnUp

KOpPOJib IUP

ApamMaTU4eCcKui TeaTtp «rpaHb»
(HOBOKYMObILLEBCK)

nepeBof, Ha pycckmi a3bik bopuca MactepHaka
pexuccep-nocTaHOBLUMK U cueHorpad

HeHnc bokypapase

XyAOXHMK no kocTiomam EneHa ConoBbeBa
XYLOXHMK Mo cBeTy EBreHunn faH30ypr
KomMno3uTop ApceHun MNnakcnH

pexwuccep no nnacrtmuke Nasen Camoxsanos

AeNCTBYIOLWME LA U UCNONTHUTENN:

Jlup (koponb bputaHum) — NeHuc EBHeBUY
PeraHa (goyb Jlnpa), Lyt — Onus bokypapa3ze
loHepunbs (goub Jlupa) — EneHa lonnkoea
Kopaenus (goys Jlupa), OcBanba

(aBopeukuvi loHepunbn) — Bepa ®epoToBa
SamoHyg (MoboYHbIV cbiH [noctepa), rpag KeHT —
ApceHunn Wakupos

Sarap (cbiH noctepa), repyor KopHy3nbcknu,
koposnb ®paHuy3ckni, lMpuaBoOPHbIN —
Knpunn Crepnukos

Ipag Mocrep, repyor AnbbaHckum,

repuyor bypryHackui, KypaH (npugBopHbIv) —
Makcum LbiraHkos

npembepa: 10 pekabps 2016 roga
npemMbepa Bo3ob6HoBNeHUs: 29 anpensa 2025 roga

18.06 wed 22:00
19.06 thu 18:00

king lear ...

william shakespeare

gran’ drama theatre drama
(novokuybyshevsk) performance

russian translation by Boris Pasternak
director and set designer Denis Bokuradze
costume designer Elena Solovyova
lighting designer Evgeny Ganzburg
composer Arseny Plaksin

body plasticity director Pavel Samokhvalov

cast:

Lear, King of Britain — Denis Evnevich
Regan (Lear’s daughter) and Fool —

Yulia Bokuradze

Goneril (Lear’s daughter) — Elena Golikova
Cordelia (Lear’s daughter) and Oswald
(Goneril’s steward) — VVera Fedotova
Edmund (Gloucester’s illegitimate son)

and Earl of Kent — Arseny Shakirov

Edgar (Gloucester’s son), Duke of Cornwall,
King of France, and Courtier — Kirill Sterlikov
Earl of Gloucester, Duke of Albany,

Duke of Burgundy, and Curan (courtier) —
Maksim Tsygankov

premiered: December 10, 2016
revival premiere: April 29, 2025
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YUNIbAM LWWEeKCNUp
«KOPOJIb IUP»

cdbparmeHT

JInp. Yypak! YToObl BUAETH XOA, BELLEeN Ha CBETE,

He Hapo rna3. CMoTpu ywamu. Buamiub, Kak cyabs
n3geBaeTcs Hag Xankmm Bopuwkomn? Cenyac g nokaxy
Tebe dokyc. 4 Bcé nepemewato. Pa3, gBa, Tpu! Yragan
Tenepsb, rae Bop, rae cyabs. Bugen Tbl, Kak LenHoun nec
naeT Ha HuLWero?

Mocrep. [a, rocygapeob.

Jlnp. A bpogsra oT Hero yaupaet. 3ameTb, 3TO
cumBon Bnactu. OHa TpebyeT noBnHoBeHMs. MNec 3ToT
n300paxkaeT JOMKHOCTHOE NULLO Ha C1y>KeOHOM MOCTy.
Tbl YINYHYIO XEHLIMHY NNEeTbMMU

3ayem cevellb, NogJieL, 3anieyHbln mactep?
Tbl © Nny4ywe cam xnecran ceds KHyTOM

3a TO, YTO BTaMHe XO4ellb COrpeLlmnTb C HEN.
MolweHH1Ka NoBeCun POCTOBLUMK.

CkBO3b pybuLLa rpelloK HAYTOXHbIN BULEH,
Ho GapxaT MaHTUI NpUKpPLIBaeT BCE.
Mo30n0TK NOPOK — O NO30M0TY

Cyabs KoMnbe CIOMaeT, HO OfeHb

Ero B NOXMOTbsi — KaMbILLIOM MPOKOEeLb.
BWHOBHbIX HET, NOBEPb, BUHOBHbIX HET:
HuKTO He coBepluaeT NpecTynieHnn.

Bepycb Tebe nioboro onpaepathb,

3aTeMm 4YTO BrpaBe PoT 3aXaTb Nobdomy.
Kynu cebe cTeknsiHHbIE rNasa

M nenan BUA, Kak Herogam-nonnTuk,

Y70 BMAMLIb TO, YErO HE BUAULD Thl. <...>
Mpu ycnoBby, 4TO onnavellb

Moto cyab0y, BO3bMM MOU Fnasa.

fl 3Hato xopoLwo Tebs: Tbl — MocTep.

Tepnu. B cne3ax ABUANCL Mbl Ha CBET.

W B nepBbIV MUT, eBa BAOXHYNU BO3yX,

Mbl cTanu xanoBaTbCs U KPUYaTb.

1 nponoBenpb ckaxy Tede. Mocnywan.

Mbl nnakanu, npyweawn B M1p.

Ho 3To — npepcraBneHue ¢ wytamu. —
Kakas wnana cnasHaa! — BoT mbicnb!

CTa KOHSIM B BOWNOK 3aMOTaTb KOMbITa.

N — Ha 3aTbeB! Bpacnnox! N pesatb, 61Tb
Be3 coxaneHbs! bUTb 6e3 coxaneHbs!

william shakespeare
king lear

fragment

King Lear. What, art mad? A man may see how this

world goes with no eyes. Look with thine ears: see

how yond justice rails upon yond simple thief. Hark,
in thine ear: change places; and, handy-dandy, which

is the justice, which is the thief? Thou hast seen
a farmer’s dog bark at a beggar?

Gloucester. Ay, sir.

King Lear. And the creature run from the cur? There

thou mightst behold the great image of authority:
adog’'s obeyed in office.

Thou rascal beadle, hold thy bloody hand!

Why dost thou lash that whore?

Strip thine own back;

Thou hotly lust’st to use her in that kind

For which thou whipp'st her.

The usurer hangs the cozener.

Through tatter'd clothes small vices do appear;
Robes and furr'd gowns hide all.

Plate sin with gold,

And the strong lance of justice hurtless breaks:
Arm itin rags, a pigmy’s straw does pierce it.
None does offend, none, | say, none; I'll able ‘em:
Take that of me, my friend, who have the power
To seal the accuser’s lips. Get thee glass eyes;
And like a scurvy politician, seem

To see the things thou dost not.

(...)

If thou wilt weep my fortunes, take my eyes.

I know thee well enough; thy name is Gloucester:
Thou must be patient; we came crying hither:
Thou know’st, the first time that we smell the air,
We wawl and cry. | will preach to thee: mark.
When we are born, we cry that we are come

To this great stage of fools: this a good block;

It were a delicate stratagem, to shoe

A troop of horse with felt: I'll put ‘t in proof;

And when | have stol'n upon these sons-in-law,
Then, kill, kill, kill, kill, kill, kill!
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18.06, 19.06 Koponb nnp

Ha [JsruneBckun cectvBanb BO3BpallaeTcss HOBOKYMObILLEB-
Cckmn gpamatunydeckmin Teatp «lpaHb». OH CcTan M3BecTeH Nno Bceun
Poccun B 2010-x, KOorga cnekTakiv ero HOBOroO Xyapyka u pe-
Xunccepa [eHuca bokypagse oamH 3a ApyrvMm Ctanu nonapatb
B JIOHT- U LWOPT-NUCTbI «30M10TOM Mackm», yaocTamBaTbCs 3TOMU
MU OpPYrux POCCUMCKUX npemMun. TeaTp MonyyYun rocynapcTBeH-
HbI CTaTyCc, MPUTOM He yTpaTun CTYAUMHOro Ayxa U CTpacTu
K 3KCNepUMEHTaNIbHbIM MPOYTEHMUSIM BEYHOM Knaccuku. Ha aToT
pa3 Tpynna nokaxeT wekcnuposckoro «Kopons Jinpa» — Bo3-
obHoBneHMe cnekTakns, Kotopbii B 2018 rogy Obin YeTbipexabl
HOMUWHMPOBAH Ha «30/10TYlO Macky» WU CTan naypeaTomM B OAHOM
13 HOMUHaLUUN.

Pexuccep [leHnc bokypaase ctporo cnefyeTt 3a pa3BUTUEM
LLIEKCMMPOBCKOrO ClOXeTa, HO ¢ 0COObIM MHTEPEeCOM BbICBEYMBA-
€T OTHOLIEeHMS MeXJy JoAbMU B YCJIOBUSIX TOTarbHOW 60pbObI
3a Bnactb: «lfocypapcTBo, BnacTb Hap cyabbamu gpyrux, abco-
NOTHasi yBEPEHHOCTb B MPaBOTE CBOMX MOCTYMKOB, MyCTb Aaxe
CaMbIX OMPOMETUYMUBLIX, — BCE 3TO ObINO B pacnopsixeHuu Jlvpa.
Ho Bce 37O yTekaeT cKBO3b KOPONEBCKME ManbLibl, U TOT, KTO BEp-
Wwurn cyabbbl MUpa, HE B COCTOSIHUWU PacnopsauTbCs MPOCTbIM
0benoM. JIup HaYMHaEeT KPeCTHbIN MyTb UCMbITAHUN, B KOTOPOM
ero conposoxpgaet Wyt — BTOpOe “a” Koponsa, TOT, KTO MbITa-
eTca orpaguThb, 3aWnTUTb JlInpa oT Hero camoro. Ho kak Tonbko
KOpOJib BXOAUT B cocTosiHne 6e3ymus, LyT ncyesaet, nbo cam
KOpOJib CTAaHOBUTCS WyTOM. lMoTepsB abcontoTHO BCE, BMOThb
[0 paccyfka, MMWUBLIMCL OMa, BEPHOMOAAAHHbIX U JoYepeln,
JIp HaYMHaeT NPOXMBATb XN3Hb, KOTOPOW Db IMLLIEH NpeXe.
OH HayMHaeT YyBCTBOBATb YeJloBeYecKylo 6onb».

18.06, 19.06 king lear

Gran' drama theatre from Novokuybyshevsk returns to the Di-
aghilev Festival. Gran’ rose to nationwide fame in the 2010s
when director Denis Bokuradze took the helm. His bold inter-
pretations of classical works regularly made it into the long and
short lists of the Golden Mask — Russia’s top theatre award —
and earned multiple nominations and wins. Despite gaining offi-
cial state status, the theatre has preserved its experimental spirit
and studio energy.

This time, the troupe presents a revival of King Lear, which
received four Golden Mask nominations in 2018 and won one.
In his production, Denis Bokuradze closely follows Shakespeare’s
plot but puts a strong focus on human relationships under
the pressure of absolute power and control: “A state, the power
to shape others’ fates, absolute belief in the rightness of one’s
choices — even reckless ones — all of this was once in Lear’s hands.
But it slips through his royal fingers, and the man who once
ruled the world can no longer manage a simple meal. Lear em-
barks on a painful journey, accompanied by the Fool — the king’s
second self, the one who tries to protect Lear from himself.
But once Lear descends into madness, the Fool vanishes, because
the king himself becomes the fool. Having lost everything —
his mind, his home, his loyal followers, even his daughters — Lear
begins to live a life he had never truly known. He begins to feel
what it means to be human.”

123



KOpOoJib IUP
TpexrpoLioBas onepa
MaKbeTt

B YY*KOM 3emne




NMPEMbEPA

19.06 ut
20.06 nT
19:00

16+

OK

MM. congaTtoBa

10 AL

12

6epToNbT OpEexXT, KYpT Banb

TpexrpoLwoBas
onepa

My3blKalibHbI pykoBoauTenb 1 gupunxep Unbsa fancmH
pexwnccep HnHa BopobbeBa

aCCUCTEHT gmpmuxkepa Amutpumn bopoanH
xopmMmencrep-nocrtaHoBwuk Cepadum flkosnes
XYAOXHUK-MOCTaHOBLUMK U XYJOXXHMK MO KOCTIOMaMm
Acst MyxnHa

XYLOXHUK no ceeTy PycnaH Manopos

xopeorpad AHHa lapadeeBa

3ByKopexuccep Mapat bapues

aCCUCTEHT XyAOXHMKa rno kocTioMmam HOnus Mpowesa
TexHonor-koHcTpykTop EBreHus NoHomapesa
XyAOXHUK no rpymy Onbra CtepxoBa

MOMOLLHMKMN pexunccepa EneHa Kekcenb

n EkatepuHa HukntmnHa

accmcTeHT pexxunccepa KOnua KoHgpawmnHa
nepeBOAYNK TEKCTA Ha PYCCKMN A3bIK

MapTtuHa MapkapoBa

KOy4 No HeMeLKoMy f3biKy HaTawa KoHcTaHTMHOBA
ACCUCTEHT XyA0XHMKa no ceeTy [apbs lopbyHoBa
pekBuanTop AMUTpmn XXMXKXMKNH

KocTiomep Hagexpaa NepmsikoBa

KoHLepTMmencTep ExkaTepuHa Mpeccnep

MeHekep no apTucram KOnus psaKkoHoBa
npoptocep Onbra KanuHa

TexHuYecknn gupektop PycnaH 3ansnutavHoB

bertolt brecht, kurt weill

PREMIERE

the threepenny

opera

music director and conductor llya Gaisin
director Nina Vorobyova

assistant conductor Dmitry Borodin

chief choirmaster Serafim Yakovlev

set designer and costume designer Asya Mukhina
lighting designer Ruslan Mayorov
choreographer Anna Garafeyeva

sound engineer Marat Bariev

assistant costume designer Yulia Grosheva
design technologist Evgenia Ponomaryova
makeup designer Olga Sterkhova

stage managers Elena Keksel and Ekaterina Nikitina
assistant director Yulia Kondrashina

russian language translator Martina Markarova
german language coach Natasha Konstantinova
assistant lighting designer Darya Gorbunova
prop master Dmitry Zhizhikin

costumier Nadezhda Permyakova

accompanist Ekaterina Pressler

troupe manager Yulia Dyakonova

producer Olga Kalina

technical director Ruslan Zalyalitdinov

19.06 thu
20.06 fri
19:00

16+

soldatov
culture palace

127



12

oan Ne

MUCNOJIHUTEJIN:

conucTbl xopa musicAeterna
Makxut — Knpunn HudoHTOB
lMuyem — NleB Muxanés

®pay lNnyem — Enena KOpyeHKo
Monnu MNMudem — NpnHa Munxannoea
bpayH — MNaBen XapanruH

Jlrocu — Tamapa KotomeHkoBa
xeHHn — dnenun-Nngma Ctamenny

MOJIOAeXHbIV Xop aaruneBckoro pectuBana — 2024
AHHa KoguHeuy,
ExaTepuHa lWanawwnHa
EBreHus 3ybkoBa

NpnHa Koba

Onunsa KpiokoBa

UbipeHa bBonoToBa
Cogbsa Opnosa

KceHus HawatbipeBa
AnekcaHpp babaes
AHTOH AHOpeeB
Bnagmncnas bapeblwHMKOB

apTuCcTbl opkecTpa musicAeterna

Hwvknta 3nmuH 1 Bnagnmup lMeukyc, cakcodoHbl
AHHa KomaposBa, dnenta n pnenta-nmkkono
HaHuna AHKOBCKUN, KNapHeT

leoprun PagseBuy, arot

Anekcen Hukndopos n Hukuta NctomuH, Tpy6Obl
Xepap Kocrec, TpomboH

AHaTtonun N3oToB, rutapa, 0aHaKo, raBanckas rutapa
1 MaHJoNMHa

AHppen bapaHeHko, dopTennaHo, Yenecra

1 pucrapmoHums

MaBen NMpoxopoB 1 BaneHTuH [ankuH, yaapHbie
MBaH TanaHuH, baHOOHEOH

Bnagumunp CnoBayeBCckui, BUONOHYENb

Maeen CTénuH, KOHTpabac

performers:

musicAeterna choir soloists
Macheath — Kirill Nifontov
Peachum — Lev Mikhalyov

Frau Peachum — Elena Yurchenko
Polly Peachum — Irina Mikhaylova
Brown — Pavel Kharalgin

Lucy Brown — Tamara Kotomenkova
Jenny — Eleni Lydia Stamellou

youth choir of the diaghilev festival 2024
Anna Kodinets
Eketerna Shalashina
Evgenia Zubkoba
Irina Koba

Yulia Kryukova
Tsyrena Bolotova
Sofya Orlova

Ksenia Nashatyreva
Aleksandr Babayev
Anton Andreev
Vladislav Baryshnikov

musicAeterna orchestra soloists

Nikita Zimin and Vladimir Petskus, saxophones

Anna Comarova, flute and piccolo
Danila Yankovsky, clarinet
Georgy Radzevich, bassoon

Alexey Nikiforov and Nikita Istomin, trumpets

Gerard Costes, trombone
Anatoly Izotov, guitar, banjo, Hawaii guitar,
and mandolin

Andrey Baranenko, piano, celesta, and harmonium
Pavel Prokhorov and Valentin Galkin, percussions

Ivan Talanin, bandonion
Vladimir Slovachevsky, cello
Pavel Stepin, double bass
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6epTonbT 6pexT
TpexrpowoBas onepa

nepeBso MapTUHbl MapKapoBoM
cdparmeHT

Muccuc Muuem: dButbca 0e3 npurnaweHus. Mocpegn Houw.
B Tpu yTpa BBanuTbCa B NpunnYHbi gom! Bbl Obl Nydwe npocna-
NNCb NOCne TPYLOBbIX TArOT. BeirnsgmnTe Kak ckucliee MOosokKo.
JOkeHHN: To eCTb YCTaHOBNEHHbIN FOHOPaPp 3a TO, YTOObI Mbl CMO-
cobcTBOBaNM apecty mucrepa MakxmTta, Mbl He MONy4YMUM, He Tak
nun, rocnoxa?

Mwuccuc MNMuyem: NImeHHO Tak, Bbl 34eCb MOy4YnUTE TONIBKO XPeH
C MacJIoM, a He TpUALaTb TpU cpedpeHunka.

J>keHHU: VI noyemy xe, munegn?

Mwuccnc Muyem: MoToMy 4TO Ball NMPeYUCTbin MuUctep MakxuT
CHOBa MNpoBanuicsa Kak CKBO3b 3eMsto. BoT noyemy. A Tenepb
ybupanTecb U3 MOelr CKPOMHOM obuTenu.

IbkeHHN: Hy, 3To yxe npegen. He Hago ¢ HaMK Tak cebsa BecTu.
BoT uto 5 Bam ckaxy. C KeM yrogHoO, HO He C HaMW.

Muccuc NMuyem: duny, gambl XenatoT, YTOObI X MPOBOAUNMN.
duny naget K gamam, >XeHHU TONKAET ero.

J>KeHHM: § Bac yxx monpoLly 3aTKHYTb Bally FPS3HYIO NacTb, @ TO
MOXET TakK MONy4YnUTbCS, YTO...

Bxogut rocnogut Muyem.

Muyem: Y1o xe nponcxoamt? 4 HagetoCb, Tbl UM He Jana geHer?
Hy, B uem pgeno, gambl? Cugmnt mmucrep MakxuT unm He cugnt?
J>keHHU: OcTaBbTE HaC B MOKOE C BaWMM MUCTepoM MakxmTom.
Bbl emy B nogmeTKu He roanTecb. CerogHs HOYbIO MHE NMPULLIOCh
OTKa3aTb OLHOMY FOCMOAVHY, MOCKOMNbKY f pblgana B NMOAYLIKN,
JymMas o TOM, YTO cAana Bam Takoro AXeHTNbMeHa, Kak oH. [a,
JaMbl, N Mo-BalleMy, YTO npousowno ¢ ytpa? locne Houn pbl-
JaHWW §1 yCHyNa, HO M Yacy He MpPOoLUo, Kak pa3gancs CBUCT, U 5
ObOHapyXxuna — 3a OKHOM — TOFO CaMOro YenoBekKa, O KOTOPOM
A pblAana 1 KoTopbI TeNepb NPOCUN COPOCUTL eMy KJTtoY. B Mounx
pykax XoTen OH 3abbiTb COBEPLIEHHYIO MHOW HecrnpaBennu-
BOCTb. DTOT YeNlOBeK — eAUHCTBEHHbIN OCTaBlInnNCca B JIOHOOHEe
IKeHTNbMeH, gambl. U ecnn Hawa konnera Cotoku Toapu cenyac
He 3eCb, TO UMEHHO MOTOMY, YTO OT MEHSI OH OTMPABUJICS K HER,
[abbl 1 ee ToXe yTelWwnTb.

bertolt brecht
the threepenny opera

fragment

Frau Peachum. Mir auf die Bude zu ricken. Mitten in der Nacht.
Drei Uhr frih in ein anstandiges Haus zu kommen! lhr solltet euch
lieber ausschlafen von eurem Gewerbe. Aussehen tut ihr wie ge-
spiene Milch.

Jenny. So, wir kénnen also unser kontraktliches Honorar dafur,
daB wir Herrn Macheath dingfest gemacht haben, nicht bekom-
men, gnadige Frau?

Frau Peachum. Ganz richtig, einen Dreck bekommt ihr und kei-
nen Judaslohn.

Jenny. Und warum, gnadige Frau?

Frau Peachum. Weil dieser saubere Herr Macheath wieder in alle
Winde verstreut ist. Darum. Und jetzt marsch aus meiner guten
Stube, meine Damen.

Jenny. Also, das ist doch die Hohe. Machen Sie das nur nicht mit
uns. Das mochte ich lhnen gesagt haben. Mit uns nicht.

Frau Peachum. Filch, die Damen wuinschen hinausgeflihrt zu
werden.

(Filch geht auf die Damen zu, Jenny st6Bt ihn fort.)

Jenny. Ich mochte Sie doch bitten, Ihre dreckige Fresse zu halten,
sonst konnte es passieren, dal — — —

Auftritt Herrn Peachums.

Peachum. Was ist denn los, du hast ihnen doch hoffentlich kein
Geld gegeben, na, wie ist’s, meine Damen? Sitzt der Herr Mache-
ath oder sitzt er nicht?

Jenny. Lassen Sie mich mit Ihrem Herrn Macheath in Ruhe. Dem
kénnen Sie nicht das Wasser reichen. Ich habe heute nacht einen
Herrn weggehen lassen mussen, weil ich in die Kissen weinte als
ich daran denken muBte, daB ich diesen Gentleman an Sie ver-
kauft habe. Ja, meine Damen, und was glauben Sie, was heute
morgen geschah? Vor noch nicht einer Stunde, ich hatte mich
eben in den Schlaf geweint, pfiff es, und auf der StraBe stand
eben dieser Herr, um den ich geweint hatte und wiinschte, daB
ich ihm den SchlUssel herunterwerfe. In meinen Armen wollte er
mich die Unbill vergessen machen, die ich ihm zugefligt habe. Das
ist der letzte Gentleman in London, meine Damen. Und wenn un-
sere Kollegin Suky Tawdry jetzt hier nicht mitgekommen ist, dann
ist es, weil er von mir noch zu ihr ging, um auch sie zu trosten.
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a y MEeHA Koneeyka ecTb

borpaH Koponéxk

dabyna «TpexrpolwoBon onepbl» bepTonsta bpexTa ymeluaetcs
B MepBOM pemapke nbecbl: «HulmMe HULLEHCTBYIOT, BOPbl BOPY-
10T, rynawme rynsatot»'. B 1928 rogy HemeuKMn ApamaTtypr-mapk-
cUCT nepenucbiBaeT «Onepy HULWEro» BPUTAHCKOro Mo3Ta-KOH-
cepsaTtopa [IxoHa les, BnepBble NcnofHeHHyto B 1728-m. bpexT
OCTaBNsieT OCHOBHbIX FePOEB: KOPOMb HULWMX [Tnyem, ero foyb
Monnu n ee cynpyr, 3HaMeHUTbIN BaHAUT MakxUT MO NPO3BULLY
M>akkn-Hox. CoxpaHsieTcs mecto fenctBus — JIoHOOH. Bpems
casuraetca Ha 100 net Bnepep, KO AHIO BOCIIECTBUA Ha NpecTon
koponeBbl Buktopun. Camo cobown, MeHsieTcs onTuka: Ha Bce
XapakTepbl U MOCTYNKW aBTOp CMOTPUT B paKypce Kanutanu-
CTUYECKOM 3KOHOMMWKM U KiaccoBon mopanu. «B obuem, byp-
XyasHas uaunnma» — elle ofHa pemMapka: OHa npegBapsieT
cueHy B NybGNMYHOM fOoMe M BMoJIHe OMNUCbIBAET XapakTep Aeu-
CTBa U OOBLEKT aBTOPCKOW KpUTUKMK. MepBble 3puTenn B 6epnivH-
ckoMm TeaTtpe Ha Wnddbayspgamm — nocne Bropon mmposomn
OH npeBpatuTca B «[lom Bpexta», 3HameHUTbIN TeaTp Berliner
Ensemble, — obeckypaxeHbl BecenbiM nonpaHuemM TpaguLunoH-
HbIX LeHHOCTEN 1 Mopanbio Bpoge «JInlb TOT XUBET MPUATHO,
KTO Gorat» unu «B yenoseke ckypeH / JobpoThl 3anac. / bente
cmeno, noay, / BavxHux npomMex rnas». Kputuka nukyet nmbo
3510paacTByeT.

Co3paHHasd leem «Onepa Huwero» — aHTMonepa, Napoans
Ha nontobuBluMecs OpuTaHckon nybnuke 1720-x wnemobnery-
wure n rnybuHHoMy4YnHHbIe onepbl leopra Ppugpuxa leHgens.
el coxpaHWn reHOENEeBCKYO CTPYKTYPY C TpeMs akTamu, copocun
repoeB C aHTUYHbIX OIMMMOB Ha JIOHAOHcKoe aHo B Coxo, cae-
nan npo3payHbIMU HepeaKue Ans onepbl OTCbINKWN K MOBCEAHEB-
HOCTW, @ BMECTO U3bICKAHHOW aBTOPCKOW My3blKalbHOM BSI3U CO-
Opan matepuan ¢ 6Gopy No COCEHKE: CHUTAETCS, YTO MOMyNsipHbIe
Oannagbl U HapoZHble MeNoAuMU AJi MpeMbepbl apaHXUpoBan
Komno3sutop MoraHH Kpucrod Menyw.

«TpexrpolwoBas» bpexta — He onepa 1 He Nnapoausi Ha Hee,
HO 3aronoBok o06si3biBaeT, U bpexT Kak co4YuHuUTEnb onepsbi
TOXe co4yeTaeT My3blky U CNOBO Ansi Hanbonee 3 dheKTUBHOMO

! 34ech 1 janee, ey He ykasaHo nHoe, — nepesof ConomoHa AnTa.
MpuBoanTca no nsgaHuio: bpext b. Teatp. MNbecbl. CTaTbn. Bbicka3biBaHUS :
B5T.T. 1. M. : UckyccTBO, 1963.

I’'ve got a penny

Bogdan Korolyok

The plot of Bertolt Brecht's The Threepenny Opera is succinct-
ly captured in the opening stage direction: “Beggars are beg-
ging, thieves thieving, whores whoring.” In 1928, the Marxist
German playwright rewrites John Gay's The Beggar’s Opera,
a work by the British conservative poet first performed in 1728.
Brecht keeps the protagonists: the king of the beggars, Pea-
chum; his daughter Polly; and her husband, the infamous ban-
dit Macheath, nicknamed Mackie the Knife. The setting remains
unchanged — it is London, but the timeline shifts forward by
a century to the day of Queen Victoria's ascension to the throne.
Naturally, the perspective changes: the author views all char-
acters and actions through the lens of capitalist economics and
class morality. In general, “a middle-class idyll,” reads anoth-
er stage direction that precedes a scene in a brothel, aptly de-
scribing the nature of the action and the target of the author’s
critique. The first audiences at the Berlin Theatre on Schiffbau-
erdamm — after World War Il to become the House of Brecht,
the famous Berliner Ensemble — were taken aback by the cheer-
ful subversion of traditional values and morals such as “Only
the well-to-do can take their ease” or “Since men are just no
good / Pick up a piece of wood / And hit them on the head with
it!" Critics either rejoiced or gloated.

Gay's The Beggar’s Opera is an anti-opera, a parody of
the armour-brightly-shining and swelling-ocean-deep operas
of George Frideric Handel that were beloved by the British pub-
lic in the 1720s. Gay preserved Handel’s three-act structure but
knocked the characters off their ancient Olympian heights to
the London underbelly of Soho. He made the frequent allusions
to everyday life transparent and, instead of the refined musical
intricacies typical of opera, assembled material from the folk
tradition — it is believed that popular ballads and folk melodies
for the premiere were arranged by composer Johann Christoph
Pepusch.

Brecht's The Threepenny Opera is neither an opera nor
a parody of one, yet the title implies certain obligations, and
Brecht, as an opera composer, also combines music and word for
maximum impact on the audience. The vocal numbers, referred
to by the Anglo-German term song, are generated by the action
and disrupt it. Here, Brecht systematically employs one of the key
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BO3JEeNCTBMS Ha nybnuky. BokanbHble HoMmepa, Ha3BaHHblE
aHrNo-HEMELKKVMM CIIOBOM «30HM», MOPOXZAlOTCs [AeNCTBUEM
M pasnambiBaloT ero. 3gecb bpexT BrnepBble nociefoBaTefibHO
NPOBOAUT OAWH U3 BaXKHEMLIMX MPUEMOB CBOEFO «3MUYECKOrO
TeaTpa» — OCTpaHeHue. i UCMOSIHEeHUs 30HIOB aBTOpP Mpea-
MUCbIBAET 3aXUraTb «OCOObIN 30M10TUCTbIN CBET», OCBeLLaTb 001~
3aTeNlbHbIN Ha CUEHe OpraH, «kak Obl HaMOMMHAaIOWMWIA 3pUTENIO
O MbIWHOMN aKafeMnyeckon orepe», onyckaTb TPEXPOXKKOBbLIN
CBETUINBHUK W MyiakaT ¢ Ha3BaHWEM o4yepefHOro Homepa, a uc-
MONIHUTENIO — BbIXOAWUTb Ha aBaHCLeHy K 3puTensim: «...MeHune
BKJIIOHAETCS B IENCTBME BOBCE HE MOTOMY, YTO OT M30bITKa YyBCTB
He XxBaTaeT (JIoB. AKTep JOMXEH He TONbKO MeTb, HO U n3obpa-
XaTb notoLero yenoseka. OH He aKLEHTUPYET 3MOLMOHANIbHOMO
coflepXaHusi CBoer necHU (MOXHO NN NPeasioXuTb APYromMy Ky-
LWaHbe, KOTOPOE Thl yXXe Cben cam?), a LEMOHCTPUPYET XECTbI, SiB-
nsowmecs, Tak ckasaTb, 0OblYasiMy U HpaBaMu Tena.

3TO He COBCEM MEHWE: MO NEereHae, B peneTULMOHHOM 3ane
BpexT BbiBewwmBan Tabnuuky «leTb CTPOro BOCMpPELLAETC».
B npumeyaHumax k «TpexrpolloBolr onepe» OH HacTanBan Ha UC-
NMoJib30BaHUM OKONOMY3blKanbHOro roeopa: «CekpeT 3Toro -
(bekTa — yrnopHasi, He CHMTAIOLLANACSA C My3bIKOW U PUTMOM, He-
noakyrnHas Tpe3BOoCTb. Eciv e peyb akTepa BXOAUT B pycsio
MeJIoMK, 3TO JOMKHO BOCMIPUHUMATBLCS KaK CObbITHEY.

He 6b1n0 © HY 3TUX MaHUGECTOB, HU Mbecbl, HE OKaXMCb pPa-
4oM ¢ gpamaTtyprom KypTt Bamnb. Monogoin kKomnosntop — B roj
CounHeHUs1 «TpexrpowoBomn» emy 28 — CHUCKan ycrnex He KOH-
LEePTHbIMU COYMHEHUSIMU, CPeaM KOTOPbIX ObiNo ABa CTPYHHbIX
KBapTeTa, CMMMOHUS U HECKOJIbKO BOKasbHbIX LIMKIOB, @ UMEHHO
TeaTpanbHOMN My3blkOW. Bannb yTBepXgan, YTo «My3blka He Mo-
XeT cnocobCTBOBaThL Pa3BUTUIO AENCTBUS Mbecbl UKW CO34aBaTb
ero OH, HO JOCTUraeT UCTUHHOWM LEHHOCTU, KOraa rnpepbiBaeT
LeNCTBUE B HYXHble MOMEHTbI»?, IMEeHHO Tak paboTaeT My3bika
B Nbece bpexTa.

Onepe, faxe TPeXrpoLlLIOBON, MOMOXEHO MMETb YBEepTIopY,
M aKajeMun4yecku BblydyeHHbIM Bamnb nuweT ee ¢ nopobatoluen
Cepbe3HOCTbIO N HEOTPA3UMbIM HULLEHCTBOM. Pa3ymeeTcs, non-
HbI/ OMEepPHbIN OPKECTP He HYXEH B paMaTUyYeckoM TeaTpe U He
NMOMecTUTCS B HeM, HO BaXXHO MoobpaTb NMpaBUJIbHbLIA COCTaB.
Mapwesyio Temy yBepTiopbl (N2 1) BKOnauymBatoT conpaHOBLIN
W anbTOBbIA CakCcodOHbI, ABe TpyObl ¢ TPOMOOHOM, NUTaBpbI
M cKopOHasa ducrapmoHusi, kKotopas OyneT MsobpaxaTb Liap-
MaHKy B pyKax MOMOLMX aKTePOB U CONNPOBaTh B NULEMEPHOM
«YTpeHHeM xopane» rocnogunHa MNuuema (N2 3) — egUHCTBEHHOM
HoMepe, rae My3blika B3dTa U3 «Onepbl HUWero». TemMa yBepTio-

2 LUwuT. no: Taruskin R. Music in the Early Twentieth Century. Oxford :
Oxford University Press, 2010. P. 535.

techniques of his “epic theatre” for the first time — defamiliari-
sation. For the performance of the songs, the author prescribes
that “a golden light” be lit, illuminating the obligatory organ on
stage, “as if to remind the audience of the lavish academic op-
era,” lowering a three-light lamp on a bar and displaying a board
with the title of the next number, while the performer steps in
front of the curtain: “...In no circumstances will singing take over
where words fail for excess of emotion. The actor must not only
sing, but show a man who is singing. He does not attempt so
much to project the emotional content of his song (can one offer
others food which one has already eaten?) as to display gestures
which are, so to speak, the customs and usages of the body.”

This is not quite singing: legend has it that Brecht hung
a sign in the rehearsal room that read “Singing strictly prohib-
ited”. In the Notes to The Threepenny Opera, he insisted on
the use of a quasi-musical vernacular: “...there is a way of speak-
ing-against-the-music which can be very effective just because of
an obstinate matter-of-factness, independent and incorruptible
by the music and rhythm. If he drops into the melody, this must
be an event.”

There would have been no such manifestos and the play
itself, unless Kurt Weill had been by the playwright's side.
The young composer — he was only 28 at the time of writing
The Threepenny Opera — had gained recognition not through
concert compositions, which included two string quartets, a sym-
phony, and several vocal cycles, but rather through theatre music.
Weill claimed that “music cannot further the action of the play
or create its background, but achieves its proper value when it
interrupts the action at the right moments.”" This is precisely
how music functions in Brecht's piece.

An opera, even one as lowly as this, is expected to have an
overture, and the academically trained Weill composes it with
appropriate seriousness and irresistible beggarism. By all means,
a full orchestral ensemble is unnecessary in a dramatic thea-
tre and would not fit within it; however, selecting the right in-
strumentation is crucial. The march theme of Overture (No. 1) is
hammered out by soprano and alto saxophones, two trumpets
and a trombone, timpani, and a mournful harmonium that will
mimic a hand-cranked organ in the hands of the singing actors
and will take centre stage in the hypocritical Peachum’s Morn-
ing Anthem (No. 3) — the only number where music is borrowed
from The Beggar’s Opera. The theme of the overture is simple
yet striking, followed by an erudite polyphonic trio reminiscent
of Bach on saxophone. Its brevity that borders on stinginess;

g Taruskin, R., Music in the Early Twentieth Century, Oxford : Oxford
University Press, 2010, p. 535.
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pbl — HemygpeHas, HO 3ddekTHas, a ee CMeHsIeT y4eHoe Monm-
¢doHunyeckoe Tpuo, bax Ha cakce. KpaTkocTb Ha rpaHu CKynocTu,
KaxyLiasacs He3aBepLEHHOCTb GOpPMbI, MHMMasi MPOCTOTa MaTe-
puana — 1 My3blka HafieXXHO 3aCTPEeBAET B yLIax NMoYTeHHOM Oyp-
Xya3Hou nNybvku. 3amax Ha Konenky — yaap Ha MUMIMOH.

Tak ycTpoeH Kaxpabl U3 Homepos, a ux 21. Bropon, «ban-
naga o Makkn-Hoxe», — abConOTHbIN XUT U Hamnbonee wus-
BeCcTHasi nbeca Bawmnsi, HanucaHHas nepep camon MpeMbepown
M YCTPOeHHas [0 Henpunuyus 6aHanbHO: Bocxoasllas norneBka
Ha Tpex ToHax C MOBTOPOM TPETbEro, 3aTBEPXXEHHAs HECKOJbKO
pa3 1 onpokunHyTas BHU3. (Hepes rog Bannb caenaeT n3 Hee cBon
BTOPOW MO CTeNeHn NonynsipHOCTU XUT, NecHto Surabaya Johnny.)
Ha Takmx noBTOpax KOPOTKUX MOTUBOB, BBUHYMBAIOLIMX MaTEPU-
an B ronoBbl ciyliaTenemn, NocTpoeHbl U lWwapMmaHoyHas «bannapga
o TweTe yenoBedeckunx ycunum» (N2 17), n «bapbapa-30oHr» (N2 9),
npuneB KOTOPOU MOXET HaMOMHUTb 3a4MH NecHU «OUn YepHbie»
(kak 3HaTb, XBaTKUM cNyx Bannsa mor nogLennTb ero B KaKoM-Hu-
Oyab GepnnMHCKOM pecTopaHe OT PYCCKUX SMUTPAHTOB).

B npyrux 3oHrax u ©annapgax — 4actb U3 HUX bpexT 3aum-
ctBoBan y ®paHcya BuimoHa, 3a 4To Obin O0OBMHEH B mnaruva-
Te, — Bannb cBfi3aH ANMHHOW CTUXOTBOPHOM CTPOKOW, HO BCerpa
BbIXOAUT M3 MoJioXxeHus bnectswe. B «bannage o cekcyanbHOM
BnedeHnn» (N2 12) BbiNucbIBaeT rMOKYO OMEPHYKO KaHTUMEHY.
MpeacmepTHyto peub Makxuta (N 19) cTpouT Kak peuymTaTvs
accompagnato. [pyrue TeKkCTbl HaHW3bIBAae€T Ha MOMynsipHble
TaHUeBasNbHble pUTMbI: B «bannage o Makku-Hoxe» ctout obo-
3HayeHue Blues-Tempo, B «JlloboBHOM necHe» (N2 7) — Boston-
Tempo, «He-xoTaT-30HM» (N2 4) n «bannaga cyteHepa» (N2 13) —
TaHro, «bannaga o NpmMaTHOM XM3HU» — WMMU. KabapeTHbIn
OPKecCTp Mop, cTaTb: cakcoOHbI U KNapHeT, TPYObl ¢ TPOMOOHOM,
BMOJIOHYENb C KOHTpabacoM (M HMKAKUX CKPUMOK C anbTamu),
HeyMmorKalolee AxaszoBoe dopTenuaHo B KOMMaHMKU GaHAXo
M rMTap, eBponenckon 1 raBamckon. OnucbiBasi BAKTOPUAHCKUIA
JloHpoH, Bannb gaeT nopTpeT coBpemMeHHoro BaBunoHa-bep-
NMHa — TOro CamMoro, YTO KPaco4yHO Moka3aH B OQHOMMEHHOM
cepunane. 3To OTBET HEMELKOA3bIY4HOW onepe MociefHero no-
nyBeka, 3K3ansTMpoOBaHHOW rMraHToMaHun BarHepa u WTpayca,
HO ellle — anbkTepHaTMBa «HOBOW CIIOXHOCTU», KOTOPYIO B COBpE-
MEHHOWN aBCTPO-HEMELIKOW My3blke yTBepxaan ApHonbg LUEH-
Oepr. Kabape KypTa Banina — BTopoe My3blKanbHOe Mnonylapue
Benmapckon pecnyonuku.

Tpn akTa 3aBepliatoTcd Tpems «TpexrpowwoBbIMU (pUHa-
namu». 3gecb BKIIOYaeTcss BeCb OpKecTp, BO BTOpoM duHane
BriepBble rONIOCUT XOP, B TPETbEM OH AENUTCSH Ha MYXXCKOWN U XKEH-
CKMI COODpa3HO MOMEHTY: BaHAUT MakxuT 3a MUHYTY O MoBe-
WeHUsa nosy4yaeT MOMUNOBaHWE, ABOPSAHCKUN TUTYN U MOXU3-
HEeHHyIo peHTy. BMecTe ¢ 3TOM HOBOCTbIO KOPONEBCKUN BECTHUK

its apparent incompleteness of form; its seemingly simple mate-
rial — all ensure that the music firmly lodges itself in the ears of
respectable bourgeois audiences. A backswing worth a penny —
a strike worth a million.

These features characterise each of the twenty-one numbers.
The second one, The Moritat of Mackie the Knife, is an absolute
hit and Weill's most famous work, written just before the pre-
miere and arranged in an outrageously banal manner: an ascend-
ing melody on three notes with a repeated third, recited several
times before being abruptly dropped downwards. (A year later,
Weill will transform it into his second most popular hit, Sura-
baya Johnny.) Such repetitions of short motifs that din material
into listeners’ minds also underpin both the hand-cranked organ
Song of the Futility of All Human Endeavour (No. 17) and Barbara
Song (No. 9), whose refrain may remind one of the opening lines
of a Russian romantic song Dark Eyes (who knows? Weill's keen
ear might have picked it up from Russian émigrés in some Berlin
restaurant).

In other songs and ballads — some of which Brecht borrowed
from Francois Villon, leading to accusations of plagiarism —
Weill is bound with long poetic lines but always finds brilliant
solutions. In The Ballad of Sexual Submissiveness (No. 12), he
crafts a flexible operatic cantilena. Mackie's death speech (No. 19)
is structured as an accompagnato recitative. Other texts are set
to popular dance rhythms: The Moritat of Mackie the Knife is
marked as Blues-Tempo; Wedding Song (No. 7) has Boston-Tem-
po; The I-for-One Song (No. 4) and The Ballad of a Fancy Man
(No. 13) are tangoes; while The Secret of Gracious Living is a shim-
my. The cabaret orchestra matches this style: saxophones and
clarinet, trumpets with trombone, cello with double bass (and no
violins or violas), along with an incessant jazz piano accompanied
by banjo and guitar — both European and Hawaiian. In depicting
Victorian London, Weill offers a portrait of contemporary Bab-
ylon-Berlin — the very one vividly portrayed in the eponymous
series. This serves as a response to German-language opera over
the past half-century — a counterpoint to Wagner’s and Strauss’
exalted gigantomania — but also as an alternative to the “new
complexity” championed by Arnold Schénberg in modern Aus-
tro-German music. Kurt Weill's cabaret represents the second
musical hemisphere of the Weimar Republic.

The three acts culminate in three Threepenny-Finales. Here,
the entire orchestra is brought into play; in the second fina-
le, the chorus makes its first vocal appearance, and in the third,
it divides into male and female voices according to the mo-
ment: the bandit Macheath receives a pardon, a noble title,
and a lifetime annuity just a minute before his execution. Along
with this news, the royal messenger brings a recitative secco
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NPUHOCUT U3 aKafeMMUYeckou onepbl peynmTaTuB secco, a Mak-
Kn-Hox npeBpalwaeTca B GnaropogHoro TeHopa. HapounTtbii
nacdoc d1HaNoOB CHNXAETC NHCTPYMEHTOBKOW — C TPEHbKaHbeM
OaHmXO MM rnTapbl, ¢ MUINTAPUCTCKOW pPa3Basioyukon TPyObl
1 TPOMOOHa — 1 NapOANNHBLIM aKKOMMaHEMEHTOM, TO CJINLIKOM
OnepHbIM, TO COBCEM YK OMEPETOYHbIM.

Cniyctst noytr 100 neT my3bika cOnBaeT KpuTudeckun nacdoc
TeKCTa, KOTOPbIM CEroHA MOXET Ka3aTbCs MPEeTEHLMO3HbIM. Yem
OVpaKTU4Hee bpexT, Tem Ooniee nNpekpacHbI MaTepuan BblgaeT
Bannb, 1 3To nrpaet ¢ «TpexrpoLLIOBOM ONepomn» 3Myt0 U CIIOXHYIO
LIYTKY: CyObeKT N 0ObEKT CaTUPUYECKOro 0BNMYEHNS COBMAAloT.
To, yTO BbICTaBNsIeTC Ha NMapogumnHoe obo3peHue, Bnaropaps
KOMMO3UTOPY OKa3blBaeTCs CaMblM MpuBReKaTeNibHbIM. My3bl-
Ka Bannsi n ectb OypxyasHasa ngunnus. OHa nerko oTopsanach
OT KOHTEKCTa WM 3aXuna OTAENbHOW, HEKPUTUYECKOW XXU3HbIO.
Ha cnepytowui rog nocne npemeepsbl, B 1929-m, Bannb BbiTawmn
M3 3TOWN OYNKM caMbil KPYMHbIN U3IOM U COCTaBUIT OPKECTPOBYHO
ctouTy 6e3 neHuss — nop HasBaHMeM «ManeHbkas TpPexrpoLo-
Bas My3blka»; NpeMbepoun B bepnuHe ampuxuvpoBan He KTO-HU-
Oyab, a OTTO0 Knemnepep. «bannaga o Makkn-Hoxe» pasownacb
Ha nnacTMHKax C HenoapaxkaeMblM HaATPECHYTbIM ronocom JloT-
Te JleHbs, cynpyru Bamns v nepBOM WUCMOMHUTENbHULBI POU
I>XKeHHW; oHa npeBpaTunacb B [)Xa30BblX CTaHAapT, nonana
B peneptyap Jlyy ApmcTpoHra, dnnbl ®uumxepanbg n ®paHka
CuHaTtpbl. My3bika, MOPOXAEHHAs CJIOBOM, CJIOBHO CTPEMUTCS
CTPSIXHYTb € cebsi 3TO C/1oBO. Jlerko n NpuUaTHO UrpaTb HOMepa
13 «TpexrpolloBoy OMnepbl» B KOHLEPTe, HO OYeHb TPYAHO CTa-
BUTb CaTUPUYECKYIO Mbecy, pa3pbiBaeMyto NerkMMm 1 NpUSTHbI-
MW 3CTPagHbIMU XMTamMu, — NOTOMY TpyAHO, 4To n B 2025 roay
HULLME HULLEHCTBYIOT, BOPbI BOPYIOT, a Fynslume rynsioT.

from an academic opera, transforming Mackie the Knife into
a noble tenor. The intended pathos of the finales is undercut by
the instrumentation — with the twang of banjo or guitar, and
the militaristic swagger of trumpet and trombone — and by a pa-
rodic accompaniment that oscillates between being overly oper-
atic and distinctly operetta-like.

Nearly a century later, the music undermines the critical pa-
thos of the text, which may now seem pretentious. The more
didactic Brecht becomes, the more exquisite material Weill pro-
duces, creating a wickedly complex irony with The Threepenny
Opera: the subject and object of satirical exposure coincide. What
is put on display for parody becomes, thanks to the composer,
irresistibly appealing. Weill's music embodies bourgeois idyll. It
has easily detached itself from its context and taken on a life of
its own, devoid of criticism. The year after its premiere, in 1929,
Weill plucked the largest raisins out of this bun and composed an
orchestral suite without vocals titled Little Threepenny Music; it
premiered in Berlin conducted by none other than Otto Klem-
perer. The Moritat of Mackie the Knife spread on vinyls featur-
ing the unmistakable cracked voice of Lotte Lenya — Weill's wife
and the first performer of Jenny’s role — transforming into a jazz
standard that found its way into the repertoires of Louis Arm-
strong, Ella Fitzgerald, and Frank Sinatra. The music born from
words seems to strive to shake off those very words. It is easy
and enjoyable to perform numbers from The Threepenny Opera
in concert; however, staging a satirical play that is torn apart by
light and pleasant popular hits proves to be quite challenging —
because even in 2025, beggars are still begging, thieves thieving,
and whores whoring.
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on foreign
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adaptation of shakespeare’s play

director and performer Sofia Hill

film direction, cinematography, editing,
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costume designers Hussein Chalayan,
and Loukia

masks Niki Theoka

lighting designer Kostas Bethanis
sound designer Vasilis Drougas
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YUNbAM WEeKCnUp

«mMaKoéetT»

nepeBoj MUxauna 103UHCHKOro
parmeHTbl

...Mbl 6€3BUHHbI,
Ho cTpax n3obnuyaeT Hac B U3MeHe.

34ech TOJIbKO CTPax U HUKaKOM NoOBMU.

B 3TOM cMepTHOM MMpe 3/10 HepeaKo
Becbma noxeanbHO, a fOOpo ObiBaeT
OnacHol bnaxbto.

YT10 HK yTpO,
BHOBb — BAOBUI CTOH, BHOBb — KPUK CUPOT,
BHOBb ckopbu ObIOT HEGO Mo NnLy.

Tak ncTekan xe KpoBblo, 6eaHbIN Kpawn!
TupaHmsa!

fl 3Hato, Kpan Hall yrHeTEH IPMOM;
Tam KpOBb 1 cnesbl; YTO HW AeHb, TO paHa
3uaeT HoBaA.

TupaH, Ybe NMS HaM A3bIK BONALIPUT,
CymTancs 4YeCcTHbIM.

B nernoHax
TbMbl NpencriogHen HeT npoknsaTen beca
N xyxe, yem Makber.

BbecuyncneHHble «3aBTpa», «3aBTpa», «3aBTpa»
KpagyTca menkum warom, geHb 3a JHEM,

K nocnepgHewn OykBe BNMCaHHOIO CPOKa;

N Bce «BYepa» GesyMuam ocBeLLanm

MyTb K NbINbHOW cMepTw. UctneBal, orapok!
KnsHb — yckonb3atowas TeHb, hpurnap,
KoTopbIl Yac KpUBRAeTCcs Ha CLeHe

M HaBcerga cMonkaer.

william shakespeare
macbeth

fragments

When our actions do not,
Our fears do make us traitors.

All is the fear and nothing is the love.

I am in this earthly world, where to do harm
Is often laudable, to do good sometime
Accounted dangerous folly.

Each new morn
New widows howl, new orphans cry,
New sorrows strike heaven on the face.

Bleed, bleed, poor country!
Great tyranny!

I think our country sinks beneath the yoke;
It weeps, it bleeds; and each new day a gash
Is added to her wounds.

This tyrant, whose sole name blisters our tongues,
Was once thought honest.

Not in the legions
Of horrid hell can come a devil
More damn’d in evils to top Macbeth.

Tomorrow, and tomorrow, and tomorrow,
Creeps in this petty pace from day to day

To the last syllable of recorded time,

And all our yesterdays have lighted fools

The way to dusty death. Out, out, brief candle!
Life's but a walking shadow, a poor player
That struts and frets his hour upon the stage
And then is heard no more.
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19.06 MaK6eT B YyHoH 3emsie

3Be3gHoe Hebo Hago MHOWU,
MoOpasibHbIV 3aKOH BO MHE.

UmmaHyun KaHT

Yenosek, npupoAa u 3xo 3na — TeMbl HoBoro nepdopmarca Co-
¢un Xunn, Begywen akTpucol Teatpa «ATTUC» B [lenbdax.

MakbeT bpefeT no Yy>Kon 3emsne — 3TO ero BHyTPEHHEE U3-
rHaHue, rge naMaTb U HPABCTBEHHOCTb YCTYMalOT CTPaxy U Xaxzae
BnacTu. YenoBek BEYHO CTOUT Ha rpaHu: Mexay Nnpupoaomn, AaB-
Len eMy XM3Hb, U MPUPOAOM, KOTOPYIO OH CaM paspyLLaeT; Mex-
[ly CBOeW COBEeCTbIO U XenaHnem BnactBoBaTb. OTka3 cnefoBaTb
HPaBCTBEHHOMY W KOCMUYECKOMY PUTMYy — MpPOsiBNIEHNE ropAbl-
HU, Hen30bexHOo BefyLlee K NajeHuto.

B «MakbeTe» paspylmTenbHas pOoCTb Bbi3blBA€T BHYTPEH-
HUI packon. 3710 — 3TO He 3aKOH NpUPOAbI, a BbIOOP CO3HaHUS,
He NPUHMMaIOLLErO CBOEWN XPYMKOCTU U CMEPTHOCTU. HeHacbITHas
Xaxga BNnactu, KOHTpons, 3HaHWs, beccmepTus — BCe 3TO OTAa-
nsieT YyenoBeka OT ero ecrtecTBeHHOW, TenecHon npupopnpl, Ces-
3aHHOW C BpEMEHEM U MaMATblO.

ConbeTca N1 YenoBek ¢ MalwMHOM? MoaBUTCS U NocTYeno-
Bek — be3 KopHel, 6e3 BpeMeHu, b6e3 namsaTK, 0e3 Tena, NnLeH-
HbIW TPArM4YHOCTN?

KTo nobeput B 3TOM OOpLOE?

Mpupoaa — 3To NOAJIMHHOE BpeMs: BEHHOE 1 Hepa3pyLLUMMOe.

Yenosek — nNuLb MUMONIETHas MOTPELIHOCTb.

19.06 macbeth on foreign land

the starry heavens above me,
the moral law within me.

Immanuel Kant

Man, nature, and the echo of evil — these are main subjects
in the new performance of Sophia Hill, the leading actress of
the Attis Theatre in Delphi.

Macbeth wanders through foreign land — an inner exile
where memory and morality give way to fear and thirst for power.

Man forever stands at the threshold: between the nature
that gave him life and the nature that he threatens to destroy;
between his inner morality and his thirst for dominance. His de-
tachment from the moral and cosmic rhythm of nature is an act of
hubris that inevitably leads to downfall.

In Macbeth, destructive rage reveals an inner fracture. Evil is
not a law of nature but the result of a consciousness that refus-
es to accept the measure and frailty of mortal existence. The in-
satiable hunger for power, control, domination, knowledge, and
immortality leads to alienation from the natural body — the body
bound by time and memory. Will man merge with the machine?
Will the post-human emerge — rootless, timeless, memoryless,
bodiless — stripped of all tragedy?

Who will survive this struggle?

Nature is true time — eternal and indestructible.

Man is nothing but a fleeting deviation.
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lamMmma

apabcKas NoTHA

nporpamMmma:

Hacup WWamma (Upak, p. 1963)

«Mwup 6e3 cTpaxa»

«lapusa Jlopka»
«YbbIBatoLLasn yHa»
Ishraq

«OT Accupum go CeBUnbU»
Helal AlUla

Helal lkmah

«Hapnucn»

«MyTn nro6BU»

naseer

shamma

arabic oud

on the programme:

Naseer Shamma (Iraq, b. 1963)

A World Without Fear
Garcia Lorca
Departing Moon
Ishraq

From Assyria to Seville
Helal AlUla

Helal kmah
Inscriptions

Path of Love
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20.06 Hacup wamma

BblgaloWwmmcs mactep Urpbl Ha KJlaccMyeckomn apabckom NoTHe —
yae — Hacmp lWamma paet conbHbIM KOHLEpT. OanH 13 caMblx
M3BECTHbIX B MUPE UCMONMHUTENEN, UTPAIOLLUMX HA 3TOM UHCTPY-
MeHTe, poauncs, obyyanca U npocnaeuncs B Mpake, HO JaBHO
yXe fIBNSeTC UCTUHHBIM rpaxgaHMHoM Mupa. Hacmp Lamma
C NerkocTblo nepecekaeT rpaHuubl ctpaH n ctunen. CospaBas
CBOW KOMMO3MUMU, OH ODObeaMHSeT Krhaccmyeckme apabckue
TpaguuMm C rapMoHMEN U pUTMaMU McnaHckoro donbkiopa
1 eBpONencKon Knaccmkm. Ero noaTuyHbele COMMHEHUS, HEPEAKO
OCHOBaHHble Ha CypUNCKUX naeax, N3oounyoT TeMaTuyeckumm
KOHTpacTamMu U BUPTYO3HENLUMMM Naccaxamu. Pa3BmBas TeXHU-
yeckme BO3MOXHOCTM yaa, Hacup Llamma pa3spaboTtan HOBbIN
TWM 3TOr0 UHCTPYMEHTa — C JOMONHUTENbHbBIMU CTPYHaMM.

My3bIKaHT BbICTyMaeT No BCEMY MUPY, Urpas B KPYyMHEMLWNX
KOHUEepPTHbIX 3anax A3uu, EBponbl n CeBepHon AMEPUKN COMb-
HO WM CO CBOMMMU KOMNIeKTMBaMU — OT HebonbLOoro aHcambis
[0 nonHodopMaTHoro apabckoro opkectpa. OH nony4mn Gonee
70 npectmxHbIX Harpag. B 1999 rogy Hacup Wamma ocHoBan
BbICLUYO LIKONY Urpbl Ha yae Bayt al-Ud al-Arabi («Jom apabckon
noTHU») B Kanpe — 3To nepBas WKona, NOJHOCTLIO MOCBSILLEH-
Has yay Kak CONbHOMY, @ He aKKOMMaHMpPYoLWeMY MHCTPYMEH-
Ty. Ee oTpneneHuns pabotatoT B Aby-[abu, AnekcaHgpumn, barga-
ae, XapTtyme, dp-Pusage n Mocyne. My3bIKaHT Tak)Ke BbINONHAET
MHOFOUYUCIIEHHbIe BnaroTBOpUTeNibHbIE MUCCUMU U aBRsieTcs [o-
ciom mmpa KOHECKO, Mocnom gobpon Bonu MexayHapogHoro
aBuxeHus KpacHoro Kpecra n KpacHoro MNonymecsiua, 3alwmTHum-
KoM 3g0poBbsi BO3 (c 2023 roga).

20.06 naseer shamma

Naseer Shamma, a brilliant master of the classical Arabic oud, is
giving a recital. One of the most renowned solo oud performers
in the world, Shamma was born, educated, and became famous
in Iraq but has long been a true citizen of the world. He freely
crosses borders — both geographical and stylistic.

In his compositions, Shamma brings together classical Arabic
traditions with the harmonies and rhythms of Spanish folk music
and European classical music. His poetic pieces, often inspired by
Sufi ideas, are full of thematic contrasts and incredible virtuosi-
ty. Expanding the technical possibilities of the oud, he has devel-
oped a new type of instrument with additional strings.

Naseer Shamma actively performs around the world — in
major concert halls across Asia, Europe, and North America —
both solo and with various ensembles, from small groups to full-
scale Arabic orchestras. He has received more than 70 prestigious
awards. In 1999, he founded the Bayt al-Oud al-Arabi (“House of
Arabic Oud”) in Cairo — the first school fully dedicated to the oud
as a solo instrument. Today, the school has branches in Abu Dha-
bi, Alexandria, Baghdad, Khartoum, Riyadh, and Mosul.

Shamma is also deeply involved in humanitarian work. He is
a UNESCO Artist for Peace, a Goodwill Ambassador for the Inter-
national Red Cross and Red Crescent Movement, and, since 2023,
a WHO Health Champion.
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21.06 c6

22.06 BC

12:00, 14:30, 17:00
16+
«CUBYP-XUMMPOM>»

cavT-cneunduK
CMNeKTaK/b
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ceAbMan
nevyaTtb

pexunccep-nocraHoslmnk @epop Gegotos
XYAOXHUK-NocTaHoBLWMK Punmnn WenH
BMAeOoXyaoXHUK AnaH MaHgenbwtam
XYLOXHUK no ceeTy Anekcent XopbkoB
KOMMO3UTOP U CayHA-AM3anHep
AHpgpen NMnatoHoB

xopeorpad Bnagnmump KnpbaHos
BUaeounHxeHep Bnagnmup lywmH
NMOMOLLHUK pexunccepa MNasen ybeHko
aCCUCTEHT pexunccepa

Amutpuin KamanetanmHoB

the seventh

seal

director Fedor Fedotov

set designer Filipp Shtein

video artist Alan Mandelshtam
lighting designer Aleksey Khorkov
composer and sound designer
Andrey Platonov

choreographer Vladimir Kiryanov
video engineer Vladimir Gushchin
assistant director Pavel Dubenko
stage manager Dmitry Kamaletdinov

21.06 sat

22.06 sun

12:00, 14:30, 17:00
16+
sibur-khimprom

site-specific
performance

= 1: UV
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UHrviap 6eprmaH
nbeca «PoCNUCb NO AepeBy»

nepeBoj noarotosuna
rnepmMcKasa ToproBo-npomMbIlLNEHHasa nanata
hparmeHT

Pbiuapb. [po3Hbin MoBenuTtensb, Bbichywanm MmeHs! Kaxpoe yTpo
M Kax bl Beyep A NpocTupato pyku K Hebecam, K bory. {1 B3bi-
Balo K CBATHIM, fl HAMOMHSAO UX yLWIXW CBOMMWU Mofnbbamu, 1 pas
3a pa3oM Moe cepgLe neperonHaeTcs Bepour. Yepes ayxoBHYO
NyCTbIHIO A YyBCTBYlO Gnmn3octb bora, kak konebaHus MoOLHOro
Konokosna. BHe3anHo Mosi NycToTa HanonHaeTcss 6becopmeHHOM
My3bIKOW, KOTOpas HamnmblBaeT Kak BOJHbl OECYUCIEHHbIX To-
NocoB. B kpomelHOM TbMe i KpU4y, U1 MOW KPUK MOXOX Ha Xa-
NnoOHbIN cTOH. Bo cnaBy Teoto, boxe! 1 xuBy paan Teoen cnasbi!
M npusbiBato flocnoga Bo Mpake. M TyT B KaXAoW KNleTo4YKe MOero
Tena NpoucxoamT y>XKacHas Bellb... NiamMs MOelr Bepbl BHE3anHo
racHeT, CJIOBHO KTO-TO 3agyn ero. Benukun konokon 3amonkaer,
TbMa CrywaeTcs, JibHeT K MOUM yCTaM U MPOHMKaeT MHe B FN10T-
Ky. I Torga npoknTns BblpbIBAlOTCA M3 MOEro YypeBa, U3 MOUX
rnas, U3 Moux BONoC, Kak peB ANKNX 3BEPEN, LUMMNEHNE SAO0BUTbIX
3Meun, XpUnnble KPUKKU XULLHBIX MTUL... U TbMa OKpalluBaeTcs
KPOBbBIO... M U3 MOMUX CTapbIX PpaH Ha4YMHAET COYNTBLCA FTHOMW.

MoHc. Mpu Bcem yBaxeHun Kk lpo3Homy Mosenutenio, xsaTuT
KyfaxTaTb. Bbl roBopuTe, YTO XMBETE BO MpaKe, — YTO Xe, Mbl
BCe 3[1eCb XXMBEM KaK MbUIMHKMW, NNaBalolme B BO34yxe, — U YTO
B 3TOM Mpake HeT HUKOro, KTO Obl BbIC/yLIan BaWy CTEHAHUS UK
pa3xanobuncs BawmnmMm ctpagaHnsamu. Tak yTpuTe cnesbl, U NycTb
Ha BalleM Nnue oTpaxkaeTca Bawe be3pasnuume. 4 mor Obl gaTb
BaM Koe-Kakux TPaBOK, YTOObl M30aBUTb OT 3a00T O BEYHOCTH,
Ja, BUOHO, yXe CMWKOM Mo3gHo. Tak UM MHadve, Hacnaxaam-
Tecb NocnegHUMM MUHYTaMU, NMoKa elle MOXeTe MoBOpavymBaThb
rnasa v LWeBenuTb NnanbLamMm HOT.

ingmar bergman
wood painting: a morality play
translation by

randolph goodman and leif sjéberg
fragment

The Knight. Stern Master, will you listen to me! Every morning
and evening | rich out towards heaven, towards God. | call on
the Saints, | fill their ears with my cries, and again and again my
heart overflows with faith. Across a spiritual desert, | feel God's
nearness like the vibrations of a mighty bell. Suddenly my emp-
tiness is filled with music of no tone, as if in wave of innumer-
able voices. In the great darkness | cry out, and my cry is like
a whimper. For your glory, oh God! | live for your glory! For your
glory! So I call out in the dark. That a terrible thing happens in
every fiber of my body... the flame of my faith dies suddenly as
if someone had blown it out. The great bell falls silent, the dark-
ness throbs and thickens, it presses against my mouth and forces
itself down my throat. Then the curses explode out of my bel-
ly, out of my eyes, out of my hair, like the roars of wild beasts,
the hisses of poisonous snakes, the hoarse shrieks of evil birds...
and the darkness is splattered with blood... and my old wounds
run with pus.

John. With all due respect for this Grave Gentleman, | wish you
would stop squawking. You say, you live out there in the dark-
ness — well, we all live right here like silly little specks of dust
floating in space — and in that darkness you find that there is no
one who listens to your complaints or is moved by your suffer-
ings. Well, wash away your tears and let your face reflect your in-
difference. | could have given you some herbs to clean out your
troubles with eternity, but | suppose it's too late now. Anyway,
in your very last minutes, you will teel a terrific triumph at being
able to roll your eyes and wiggle your toes.
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21.06, 22.06 ceabmad neyartb

AarvneBcknn decTMBanb BO3BpaLLaeTCs Ha 3aBOfA: Ha TeppUTo-
puY [EencTBylOLLEro MnpoMbllieHHOoro npeanpustus «Cubyp-
Xvmnpom» pa3BepHETCs HOBbIN CnekTakib-nyTewecrsne «Ceppb-
Mas ne4vaTb», CO3AAHHbIA MO MOTMBaM nbeckl U dunbma (1957)
MHrmapa beprmaHa.

CpenHeBeKOBbe, MOBCIOAY CBMPENCTBYET YymMa. Pbiuapb AH-
TOHWYC BO3BPALLLAETCs B POAHbIE Kpas nocsie AONrnX NeT, npoBe-
[LeHHbIX B KpecToBOM noxoge. OH pa3oyapoBaH B Xu3Hu u bore,
O[iHAaKO XO4eT MOoMbITaTbCsl CHOBa 0b6pecTn Bepy U cMbic. Ha ny-
CTbIHHOM MOpPCKOM Gepery AHTOHMYyca yxe nogxuaaet CmepTs,
HO OH MPOCUT OTCPOYKY, NMpeaniaras CbirpaTb B LIAXMaTbl: MNOKa
npoJonxaeTcs napTus, y HEro eCTb HECKONbKO AHEW Ha MOWUCKU
CTONb XeJlaeMbIX OTBETOB. ..

WHrmap bBeprmaH npuaymbiBan 3Ty uUcTopuio, ©Opopas
no uepkeu T36t0 B LBeuunn n pasrnsgsiBas cpeiHEBEKOBbIe PO-
cnucKn xypoxHuka AnbbepTyca MNMukTopa. Knioyesor obpa3s nbe-
cbl U punbma «Cefpmas neyaTb» pexuccep yBuaen Ha gpecke
«CMepTb, urpatowas B waxmatbi». CnekTak/ib [ArvneBcKoro
dhecTuBans npogonxaeT 3Ty «POAOCSIOBHYIO» U CTAHOBUTCSA CBOE-
0bpa3HbIM HabOPOM XUBbIX HPECOK.

Cnepys 3a TeKCTOM MbeCbl, KOTOPbIN 3BYYUT B HayLIHMKAaX,
3puTeNnn NPouayT Yepes ceEMb MPOCTPAHCTBEHHbIX NHCTaNASALUN.
Kaxxpas 13 HUX M3MeHsAeTcs NMoj BO3AENCTBUEM CIOXETHbIX Me-
puneTnn — ABUXYTCS CBET, obCTaHOBKa, apTUCTbl. MepcoHaxu
NMOSIBAIAIOTCS B Pa3HbIX MHCTaNNAUUSX, CBA3biBas Mexay cobou
NPOCTPaHCTBa 1 CO3[aBas OLyLLeHME LLeNIbHOrO Xy40XXECTBEHHO-
ro mupa. A cnekTakib CTaHOBUTCS BU3yasbHbIM, NepdopmaTmB-
HbIM U KMHETUYECKMM OMbITOM, B KOTOPOM MPOCTPaHCTBO CaMo
pacckasbiBaeT UCTOPUIO.

21.06, 22.06 the seventh seal

The Diaghilev Festival returns to the factory: a new immersive
production titled The Seventh Seal will unfold on the grounds of
the functioning industrial complex Sibur-Khimprom. Inspired by
the play and the iconic 1957 film by Ingmar Bergman, the produc-
tion offers a journey through image, sound, and space.

The story is set in the Middle Ages, where the plague ravag-
es the land. Knight Antonius Block returns home after years of
crusading. Disillusioned with life and God, he nevertheless hopes
to find meaning and faith once again. On a desolate seashore,
Death awaits him, but the knight challenges her to a game of
chess. While the game continues, he earns a brief reprieve to seek
answers to his existential questions.

Bergman conceived this tale while wandering through
the Taby Church in Sweden, studying medieval frescoes by artist
Albertus Pictor. The film’s iconic image — Death playing chess —
was lifted directly from one of these paintings. The Diaghilev Fes-
tival’s performance continues this lineage, unfolding as a series of
living frescoes.

Guided by the text of the play — heard through head-
phones — audience members move through seven spatial instal-
lations. Each transforms in response to the unfolding narrative:
lighting shifts, settings change, and actors move. Several charac-
ters appear in each installation, linking the spaces and creating
a unified visual world. The result is a visual, performative, and ki-
netic experience — a story told by space itself.
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MYNbTUMEAUMNHbIN KOHLEepPT

C NPOCTPaAHCTBEHHbIM 3BYKOM

B paMKax rpoeKTa « TpU cTeneHu
cB060AbI. My3blKa > KMHO > CCCp»

aBTop npoekTa Oner Hecrepos

KpeaTmBHbIN Npogtocep Cawa AXmMagLmHa
Avpuxep akycMoHunyma Unbsi SymphoCat
3Bykopexwuccep JleoHung lpueHko
pectaBpaumus u pemacrepuHr bopuc Anekcees
(Classic Multimedia Group)

3KCMO3MLMNOHEP N BUAEOXYAO0XHMUK

OvHa KapamaH

pexmccep 1 aBTOP CBETOBLIX PeELIEHUN
EBreHum NoTtaneHko

MeAnaxyaoXHUK U aBTOP anropuTMMUYecKoro
mogenuposaHuna KoHctaHTUH [JoBXnk
TexHu4yecknn gupektop Oner WnanHukos
TexHuYeckoe peweHune Dark — Light x afterglow
ansanHep ApuHa Xypaenesa

KoppekTop AHHa M3akap
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alexander
knaifel.

21.06 sat

18:00, 22:00

12+

permm museum of
contemporary art

loudspeakers

orchestra

multimedia concert with spatial sound
as part of the project three degrees
of freedom: music > cinema > ussr

project author Oleg Nesterov

creative producer Sasha Ahmadshina
conductor of the acousmonium

Ilya SymphoCat

sound engineer Leonid Grishchenko
restoration and remastering Boris Alekseev
(Classic Multimedia Group)

exposition and video art Dina Karaman
director and lighting decisions author
Evgeny Potapenko

media artist and algorithmic modelling
author Konstantin Dovzhik

technical director Oleg Shlyapnikov
technical solutions Dark — Light x afterglow
designer Arina Zhuravleva

editor Anna Izakar

multimedia concert

= 1: UV
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nporpamma:

AnekcaHap KHandenb
(1943-2024)

«AMNHaHa, 17 Bapuaunim Ha UMsi NMPaMULON FONOCOB,
yAapHbIX 1 MarHuTogoHa» (1978)
lnaHeta

Myxckoe

XeHckoe

Pykun

Po>xneHuns

TeHéTa

bnenns

Heapa menogun

Moberun menogun

lonoca pyk

CHbI

Menoagunsa

CrBon

Pyku ronocos

Jlnk menognmn

Menoausa nnaHeTbl

lyTb

OpwurrnHanbHas 3ByKoBasi JOPOXKa K dunbmMy «Cnef, pocomMmaxm»
(pexxunccep leoprun Kponayes, «JleHdunom»). 3annce 1978 roga,
cryamnsa BTA, «JleHdwunbm», 3Bykopexwuccep Anuaknep lacaH-
3age. UcnonHutenn: KamepHbii xop JleHWHrpagckon rocypap-
CTBEHHOW akagemuyeckon kanennbl M. M. W. MUHKK, conuUCT-
kn TaTbsiHa MeneHTbeBa U AHHa KHandenb, AHcambnb ygap-
HbIX MHCTpyMeHTOB Hukonas MockaneHko, aupuxep Apkagun
WrenHnyxT.

on the programme:

Alexander Knaifel
(1943-2024)

Ainana, 17 variations on the name with a pyramid of voices,
percussions, and tape recorder (1978)
Planeta (Planet)

Muzhskoye (Male)

Zhenskoye (Female)

Ruki (Hands)

Rozhdeniya (Births)

Tenyota (Toils)

Biyeniya (Beats)

Nedra melodii (Bowels of Melody)
Pobeghi melodii (Shoots of Melody)
Golosa ruk (Voices of Hands)

Sny (Dreams)

Melodiya (Melody)

Stvol (Trunk)

Ruki golosov (Hands of Voices)

Lik melodii (Face of Melody)

Melodiya planety (Melody of the Planet)
Put’ (Path)

Original soundtrack for the film The Wolverine’s Trail (directed by
Georgy Kropachev, Lenfilm). Recording from 1978, BTA studio,
Lenfilm, sound engineer Aliakper Gasan-zade. Chamber Choir of
the Glinka Leningrad State Capella, soloists Tatiana Melentyeva
and Anna Knaifel, Percussion Ensemble of Nikolai Moskalenko,
conductor Arkady Shteynlukht.
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aneKkcaHAp KHaudenb

¢parMeHTbl U3 UHTEPBbLIO, 3aMUCaHHOIO OJ1Ierom
HeCTepoBbIM AJIA KHUIU «TPU CTeNneHUu cBo6oAbl.
My3blKa > KMHO > CCCp. aJleKcaHAp KHandenb»
(u3paTenbLCTBO «NOPAAOK cnoBy», 2025)

Ha «JleHdunbme» BO3HUK MPOEKT PpuibMa YyKOTCKOro numca-
Tensa n nosta tOpusa PbiTxay, pexunccep — leoprun Kponauyes.
OH ObIN nMpeKkpacHbIM Xy#OXHUKOM, paboTtan ¢ Ko3uHueBbIM
Ha «famneTte», genan ¢ EpwoBbimM «Busin. V1 BoT Kponayes pewunn
CHATb punbM Kak pexunccep. Punbm HasbiBanca «Cnep poco-
Maxu». [insi cueHapus PbITX3y B3/ MOTMBbI U3 YYKOTCKOIO 3roca:
«ToT, KTO UAET NO Clefy pocomMaxu, — UAeT no cnegy UCTUHHOMU
no6sm». Kponayes B3rnsiHyn Ha MeHs: «[lMWIMTE YTO XOTUTEY.
TyT 9 1 Haxan Ha akcenepaTop! <...>

fl NpocHyncs — GenbIn CHer, U 1 nay

Mo 6enocHexxHOMY Moo

JTio6BU 1 Hagex bl

Cnep, oOMHOKNIA, ene 3aMeTHbIN.

M none 6e3 kpas

W nyTb Hayrapg

M nyTb 6e3 KoHLua...
3710 kak pa3 Kponaues, ero Tekct. 1 oboxato B MapTe XoAuUTb
Ha nbikax no 6eckoHeyHoMmy PUHCKOMY 3anmBy, Korga Bce 3TO
3aCHEeXeHHOEe NPOCTPAHCTBO CNMBaeTCsi ¢ HeboM. U HEeT ropn3oH-
Ta. gy v He 3Hato kyaa... OTOT obpas, KCTaTu, CyLLecTBYeT NMoYTH
y BCEX Ha pa3Hbiv nag. MpocHynucb yTpom — nepepj BaMu AeHb,
KOTOPOro HUKOrfja U HU y Koro He Obino. W Balwe eguHCTBEH-
HOe — 3TOT GeNIoCHeXHbIN MyTb MPOWTN TPENETHO, OCTOPOXHO,
BHUMaTenbHeuwe... Korga Bcé Ha cBeTe Npo3payHo, U, raBHoe,
Mbl MPO3payHbl, — HaM gapyeTcs 6enmsHa. A Genbii LBeT — 3TO
MOJIHOTA XW3HU, 3TO NOJIHOTa BCeX LBeTOB. [Npo3payHocTb 1 be-
NU3Ha — MOHSATUS, KOTOPbIE M3HAYalIbHO BCE onpeensior. <...>

MMaBHas repouHs dunbMa — AnHaHa. OTO — YyKOTCKOE UMS,

B KOTOPOM Tpu OyKBbI «a», ABa «H» U OQHO «M». Ha MX ocHO-
Be §1 cAenan Bapualuu, BCero cemMHaguatb. 970 Obino HauTue!
B «AMHaHe» npocTenime coveTaHua eanHuULbl, ABOUKN U TPOU-
KW JAloT CTPYKTYPHYto cBoOoay. Bcé Ha Takux Bpoae Obl 0TKpo-
BEHHO KOHKPETHbIX Bellax, HO TKaHb CTAaHOBWUTCS Onaropaps
3TON KOHKPETHOCTU HEYNTOBMMO OPraHUYHOM, XUBYLLEN Mo coO0-
CTBEHHbIM 3aKOHaM. <...>

alexander knaifel

excerpts from an interview recorded by oleg nesterov
for the book three degrees of freedom. music >
cinema > ussr. alexander knaifel

(poryadok slov publishing house, 2025)

Lenfilm launched a film project by the Chukchi writer and poet
Yuri Rytkheu, directed by Georgy Kropachev. He was an excellent
artist, worked with Kozintsev on Hamlet, and made Viy with Yer-
shov. So, Kropachev decided to make the film as a director. The ti-
tle of the film was The Wolverine’s Trail. For the script, Rytkheu
took motifs from the Chukchi epic: “The one who follows the trail
of the wolverine is following the trail of true love.” Kropachev
looked at me and said, “Write whatever you want.” That's when
| hit the accelerator! (...)

| woke up to white snow, and I'm walking

Across a snow-white field

Of love and hope

The trail is lonely, barely visible.

And the field is boundless,

And the path is at random,

And the path has no end...
This is Kropachey, it is his text. | love skiing in the endless Gulf
of Finland in March, when all this snow-covered space merg-
es with the sky. And there is no horizon. I'm going and | don't
know where... This image, by the way, exists in almost everyone's
mind in a different way. When you wake up in the morning, you
have a day ahead that no one has ever had. And your only wish
is to tread this snow-white path reverently, carefully, and with
utmost attention... When everything in the world is transpar-
ent, and most importantly, we ourselves are transparent, we are
gifted with this whiteness. White colour is the fullness of life, and
it is the fullness of all colours. Transparency and whiteness are
the concepts that initially define everything. (...)

The main character of the film is Ainana. This is a Chukchi
name with three letters “a”, two “n”s and one “1”. Based on
them, | made variations, seventeen in total. It was a hunch! In Ai-
nana, the simplest combinations of one, two, and three provide
structural freedom. Everything seems to be based on such frankly
concrete things, but thanks to this concreteness, the fabric be-
comes subtly organic, living according to its own laws. (...)
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CoctaB xopa B «AlHaHe» — OoTKpbITUe. OgHO conpaHo (nap-
Tuto nena TaHa [TaTbaHa MeneHTbeBa]), oka3blBatoLLLeecs e TCKUM
ronockom AHHyWKW [KHavdenb], ABa ansta, TPY KOHTPAnNLTo, Ye-
Tblpe TeHOpPa, NsAiTb OapUTOHOB U LWecTb GacoB. Takas NUpamuaa
roslocoB, NMoj, KOTOPOW HU3KWE yaapHble U MarHUTOMOHHas NeH-
Ta C 3anucblo BCEBO3MOXHbIX 3D@deKkToB, 3a HMUX oTBe4van Anu
lacaH-3age. AHcambnem yaapHMKOB Ha 3anucu pykosoaun Kons
MockaneHKo, My3bIKaHT BbICOYAMLLEFO YPOBHS, «PUXTep yAapHbIX
VHCTPYMEHTOB», OH paboTan B opkectpe MpaBuHckoro. MeBuos
npurnacMnm 13 kKanemnbl, gupmxuposan Apkagun LUtenHnyxT,
3To OblNla Halwa nepBasi CoBMecTHas paboTa. MNprxoxy Ha 3anucb
B BTA [Bonbluoe ToH-aTenbe] «JleHdunbma», TaMm y MUKPOGOHOB
NATHaALATb MYXMKOB, MOYTEHHbIX OTLLOB CEMEWCTB, MbITAlOTCS
M3BJleYb BbINMNCaHHbIE MHOW «a3blMoY, Oyasbin»... Takue, NoHU-
MaeTe, 3BEpUHble PbIKW. Bbirnageno 3Tto, KOHEYHO, XYTKOBAaTo.
MomHio, nogyman: «focnoamn, 3a YTo A MX Tak». B KoHUe Obina
KaTacTpoda BceNeHcKas: BeCb XOp HOCWUIICS MO CTYAUMW, YAapss
BO BCE MbICJIUMOE U HEMbICIMMOE, BOMWIIU, KpUYanu, CBUCTENN —
BCe MpOoBanMBanoch B 6e3gHy... <...>

TyT elle HY)XHO HEYTO BaXKHOe 3aUKCMPOBATb, NpMbMXa-
AICb KOHKPETHO K «AMHaHe». KTo-To o4eHb yaauyHO obMonBuncs:
«YTOObI pOANTL 3B€3Y, HY>XHO HOCUTHL B cebe Xxaoc». Xaoc ObiBaeT
pasHbin. BbiBaeT xaoc pa3pyLieHus. Ho cyliecTByeT n3HadanbHbI
xaoc, n3 kotoporo locnoagb cotBopun Mmup B KHure bbitnsa. Xaoc
packpblBaeTcsi OT rnaBbl K FaBe, U nocie kaxgoro aHs focnoab
MonBun: «Xopowo». To eCTb XaoC — 3TO COBOKYMHOCTb BCEX BO3-
MOXHoCTeW. HavyanbHbIN, JapoBaHHbIM HaM xaoc. Mbl ero nyra-
€MC$l, OH Hac cTpawmnT. Y Bnaablkym AHTOHUS eCTb YyaecHas KHUX-
Ka «Xaoc. 3akoH. CBobopga», roe oH roeBopuT: «Kaxabli nopon
MOXET OLLUYTUTb 3Ty FyOWHY, BHYTPEHHUI XaoC, KOTOPbIN CTpe-
MUTCS BbIpa3nTb cebs. Bonnb Bcero Toro, 4To Morno ObiTh, AOJIXK-
HO ObINIO ObITb, HO Yero He ObiNo. M, MOXeT ObITb, yXXe HMUKOoraa
He OyneT. CkopOHbIV BOMb, NorpebanbHas necHb 0 HeCObIBLLIEM-
Cs U JIMKYIOLLMIA BOMJb BCEX TEX CUM, KOTopble pa3dyauno Bon-
HeHue xaoca». B «ArHaHe», yCIIOBHO FrOBOPS, — XaoC U CTaHOB-
neHue. To, 4TO Mbl MOXeM MpPU BHMMAaTENbHOM U BGeccTpaluHoOM
OTHOWEHUN (GOPMMPOBATb, UYTO OYEHb XMBUTENbHO. CTaHOB-
neHve B JaHHOM cilydae — 3TO MyTb Ha OLLyMb, 3TO MyTb NOOBU
1 Hagexabl. CTaHOBNEHME U3 Xaoca BOT 3TOr0 TOHKOTO CJiefa, ene
3ameTHoro. To ecTb NyTW Hayrag. <...>

KnHowHmMkn mHe rosopunm: «OT Hawmx GuUnbMoOB Hen3BecCT-
HO, YTO OocCTaHeTcsl, @ hoHOorpaMmMbl OyayT XuTb». f HasbiBan UX
dunbmodoHUAMMN.

The composition of the choir in Ainana is a revelation: one
soprano, sung by Tanya [Tatiana Melentyeva], who turns out to
be Annushka [Anna Knaifel]’s childish voice, two altos, three con-
traltos, four tenors, five baritones, and six basses. Such a pyra-
mid of voices, under which low drums and a tape recording of all
kinds of effects, which Aliakper Gasan-zade was responsible for.
The percussion ensemble on the recording was led by Kolya [Ni-
kolai] Moskalenko, a musician of the highest level, “the Richter
of percussion instruments”, he worked in Mravinsky's orchestra.
The singers were invited from the Capella, Arkady Steinlukht
was conducing, it was our first collaboration. | arrive to record
at BTA [Big Tone-Studio] Lenfilm, there fifteen men, respectable
fathers of families, with microphones are trying to extract my
“aeiou”, "ouaeii”... Those, you know, bestial growls. It certainly
looked creepy. | remember thinking, “God, why am | doing this to
them?” In the end, there was a universal catastrophe: the whole
choir was rushing around the studio, hitting all conceivable and
inconceivable, screaming, shouting, whistling — everything fell
into the abyss... (...)

There is still something important to stipulate here, ap-
proaching specifically Ainana. Someone put it very well as “To
give birth to a star, you need to carry chaos in yourself”. There are
different kinds of chaos. There is a chaos of destruction. But there
also is a primordial chaos, from which the Lord created the world
in the Book of Genesis. The chaos unfolds from chapter to chap-
ter, and after each day the Lord says, “This is good.” That is, chaos
is the totality of all possibilities. The initial chaos granted to us. We
are afraid of it, it scares us. Archbishop Anthony [of Sourozh] has
a wonderful book Chaos. Law. Freedom, where he states, “Every-
one can sometimes feel this depth, inner chaos, which seeks to
express itself. The scream of all that could have been, should have
been, but didn't happen. And maybe it will never happen at all.
A mournful cry, a funeral dirge for the unfulfilled, and the exult-
ant cry of all those forces that were awakened by the excitement
of chaos.” In Ainana, relatively speaking, there is chaos and be-
coming. What we can form with careful and fearless attitude is
very life-affirming. Becoming in this case is a path by touch, it is
a path of love and hope. The emergence of this thin, barely no-
ticeable trail from the chaos. That is, path at random. (...)

The filmmakers told me, “We don’t know what's left of our
films, but the soundtracks will live on.” | called them “filmo-
phonies”.
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21.06 opKecTp rpoMKoOroBopuTenem

AnekcaHap KHandenb — HOBbIM repon npoekTa Onera Hecrepo-
Ba «Tpu cteneHu ceoboabl. Mysbika > kmHo > CCCP», nocesLeH-
HOro (eHoMeHy COBETCKOW KMHOMY3bIKW, FeposMu KOTOPOro
[0 3Toro craHoBunuck Anbdpep LHnTKe n Oner KapaBanuyk.

«AnekcaHpp KHandenb. Opkectp rpoMkoroBoputenem» —
MYNETUMEANNHBIA KOHLEPT, B KOTOPOM MPOCTPaHCTBEHHas My-
3blka COeAnHAETCs C MefMaapToM. B ocHoBe npoekTa — «AHaHa,
17 Bapmaumn Ha UMs NMPaMULON rONOCOB, YAAPHbIX U MarHUTO-
(poHa» BbIAAIOLLLErOCs COBETCKOrO M POCCUMMNCKOrOo KOMMO3MUTOpa
Anekcanpapa ApoHoBunya KHandens.

OH Hanwncan my3biky 6onee yem k 40 punbmam. Mponssene-
Hue «ArHaHa» OblNo co3paHo Ans KapTuHbl «Cnep pocomaxm»
(kvHocTyamns «JleHdunom», 1978 rop), cHATOM MO CUeHapwio
lOpus PbiTx3y. B ee ocHOBe neXUT CTapvHHaN YyKoTCKas NiereH-
Aa o NobBM, a cama My3blKa BASETCH APKUM MPUMEPOM paboThl
KOMMO3MTOpa C NPOCTPaHCTBEHHbLIM 3BYKOM.

OpwurmnHanbHas 3BYyKOBasi [AOPOXKa K 3TOW KapTWUHe Mpo-
Wwna TWaTenbHbIM peMacTepuHr U B pamkax dectuBans Oyaet
WCMOJTHATLCA Ha aKyCMOHWYMe, KOTOPbIN COCTOUT U3 pacrpepe-
NUTENbHOM KOHCONIM U FPOMKOrOBOPUTENEN PasfiNyHbIX hopmM,
pasMepoB M YacCTOTHbIX XapaKTepUCTUK (FpOMKOroBopuTenu
pacrnonoxeHbl 0cobbiM 06pa3omM no Bcemy npocTpaHcTay). C no-
MOLLbIO aKyCMOHMYMa AVUPUXEP B pPeXUMe peanbHOro BpemMeHu
Co3[aeT NMPoCTPaHCTBEHHOE 3BYyKOBOE MONOTHO.

Mys3biKanbHbIM NaniB JOMONHAIOT BUAEOVHCTaNNALNA N CBe-
ToBas apxutektypa. WHctannsums «PoTtoHpa» Mysesa cospe-
MeHHoro mnckycctBa NMEPMM, coBMecCTHbIM NMPOEKT XyAOXHMKa
AnekcaHgpa bpopackoro u Kypatopa AnekcaHgpa JleoHoBa, cTa-
HOBUTCS «HEBECHbIM TenoM» Ha opbuTe CBETOBOM BCENIEHHOW.
B 3ToM «HebecHOM Tene» BO Bpems KOHLEpTa MeAneHHO pas-
ropaeTcs Tenfbl CBeT-Aylia, MOCTEMNeHHO HamoNHAS apXuTek-
TYPHbI OObEM UM BbIXOAs 3a ero npegensbl. «[ywa» BbineTaeTt
13 POTOH/bI B NPOCTPAHCTBO B TeMJIbIX CMOMIOXax CBeTa, KOTopble
oKpy>aloT 3puTenein. PoToHga ¢ ee TekCTypamu fepeBa U MHO-
XeCTBOM [ABepen oKa3blBaeTcs mMeTaopon 3eMHOro, rnoasven
noBcefHEeBHOCTU: B Takon no3smmn KHandenb BuAaen MCTOYHUK
KOCMMYECKOW rapMOHNKN 1 TOHKMX MaTepuid. My3sbika CTaHOBUTCS
CBETOM, CBET MepexoamT B My3biKy, 3pUTefb ABSETCA He NPOCTo
HabniopaTenem, a YacTblo MPOM3BEAEHUS UCKYCCTBA.

21.06 loudspeakers orchestra

Alexander Knaifel is a new hero of the Oleg Nesterov’s project
‘Three Degrees of Freedom: Music > Cinema > USSR’, which is de-
voted to the phenomena of Soviet music for cinema and has pre-
viously appealed to Alfred Schnittke and Oleg Karavaychuk.

Alexander Knaifel. Loudspeakers Orchestra is a multimedia
concert where spatial music merges with media art. The project
is based on Ainana, 17 variations on the name with a pyramid of
voices, percussion, and tape recorder, by the outstanding Soviet
and Russian composer Alexander Aronovich Knaifel.

He wrote music for more than forty films. The piece Ainana
was created for the motion picture The Wolverine’s Trail (Lenfilm,
1978), based on a screenplay by Yuri Rytkheu. It is based on an
ancient Chukchi legend about love, and the music is a vivid exam-
ple of the composer’s work with spatial sound.

The original soundtrack for this film has been carefully re-
mastered and will be performed on the acousmonium during
the festival. The acousmonium consists of a distribution con-
sole and loudspeakers arranged in a special way throughout the
space, with different shapes, sizes, and frequency characteristics.
Together, they form an instrument that allows the conductor to
create a spatial soundscape in real time.

The live music is complemented by video installation and
lighting architecture. The Rotunda installation of the PERMM
Museum of Contemporary Art — a collaborative project by artist
Alexander Brodsky and curator Alexander Leonov — trans-
forms into a “celestial body” orbiting a universe of light. During
the concert, a warm light — representing the soul — slowly ig-
nites within it, gradually filling the architectural space and ex-
tending beyond its boundaries. The “soul” emerges from the Ro-
tunda into the surrounding space in warm flashes of light that
envelops the audience. The Rotunda, with its wooden textures
and numerous doors, serves as a metaphor for the earthly, em-
bodying the poetry of everyday life, in which Alexander Knaifel
saw the source of cosmic harmony and subtle materials. Music
becomes light, light transforms into music, and the spectator is
not merely an observer, but a part of the artwork.
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22.06 BC
15:00, 22:00
18+

ZI0M MY3bIKH

ROHLUEePT-
3HUIMa

nn Ne

17

esperia

My3blKaJlbHbIV PYKOBOAUTENb U AUPUXKEP
Teopop KypeHT3uc

pexwuccep AHHa lyceBa

xopmenctep Butanum MonoHckum
xopeorpad AHactacus NewkoBa
XyBOXHWK ro ceeTy BaH BuHorpagos
aCCUCTEHTLI XyAoXHMKa rno ceeTy HaTtanbsa Ty3oBa
1 Unbs ABbpameHko
XyAOXHUK-MocTtaHoBLWMK KOnnsa OpnoBa
3ByKopexwuccep PomaH OnapuH
XyBoXHUK rno rpumy Mapbsa Ko3nosa
npoptocep PomaH CanamatoB
BbIMyckatoLwasa kKoMmaHaa cm c. 98

HUCNOJIHUTEJIN:

xop musicAeterna (coctaB cM. Ha c. 106)
TaHuUeBanbHas Tpynna musicAeterna Dance
(coctaB cm. Ha c. 110)

CONUCTbI opKecTpa musicAeterna
AnekcaHgp Mpo3opoB., BUona ga ramoda
Moproc Kanyauc, kpuTckas nupa

Mapwus 3opknHa, apda n nesepcHas apda
Hukonan Masaes, opraH

ApceHunin KNptoxvH, akkopaeoH
AnekcaHgpa Jlncrosa, popTtennaHo
AHppen BonocoBckun, Anekcenn AMocoB
n Makcum CaHUH, ygapHble

KoHuepT-a3HMUrMa Esperia ¢ yyactem xopa, apTUCTOB
opKecTpa M TaHueBanbHOM Tpynnbl musicAeterna nopg
ynpasneHnem Teogopa KypeHT3nca NpoaomXuT Tpa-
anuuio Aarunesckoro dectuBansa: nporpaMmma crtaHeT
M3BeCTHa TOJIbKO MO OKOHYaHWM Bevepa.

CnTyauma YMCTOro BOCMPUATUS, B KOTOPOW OKaxeTcs
3puTenb, 0cOOeHHO BaXHa B 3TOM MUCTepUM, 3aTpa-
rmBaloLle — nocpeacTBOM JyXOBHOM My3bIKWM pa3HbIX
CTUNEeN WM 3MOX, aKKypaTHbIX BKpParjeHWn nnacTuku
M cneumanbHon paboTbl CO CBETOM — Camble rnybokue
YyBCTBA KaXAoro yenoseka.

esperia

musical director and conductor Teodor Currentzis
director Anna Guseva

choirmaster Vitaly Polonsky
choreographer Anastasia Peshkova
lighting designer Ivan Vinogradov

lighting designer assistants Natalya Tuzova
and llya Abramenko

set designer Yulia Orlova

sound engineer Roman Oparin

makeup designer Marya Kozlova

producer Roman Salamatov

stage management see on page 99

performers:

musicAeterna Choir (the cast see on page 107)
musicAeterna Dance company

(the cast see on page 111)

soloists of the musicAeterna Orchestra
Alexander Prozoroyv, viola da gamba
Yiorgos Kaloudis, Cretan lyra

Maris Zorkina, harp, lever harp

Nikolay Mazaev, organ

Arseny Kiryukhin, accordion

Sasha Listova, piano

Andrey Volosovsky, Aleksey Amosov,
and Maksim Sanin, percussion

The enigma concert Esperia, featuring the musicAeter-
na Choir, orchestra soloists, and dance company under
the direction of Teodor Currentzis, continues a Diaghi-
lev Festival tradition: the programme will remain a mys-
tery until the end of the evening.

This concept of “pure perception” — where the audi-
ence experiences the performance without prior knowl-
edge — is especially important for this piece. Esperia is
a kind of modern mystery play, touching the deepest
human emotions through sacred music from differ-
ent styles and eras, subtle choreography, and carefully
crafted lighting.

22.06 sun
15:00, 22:00
18+

house of music

enigma
concert

.
2
N
N
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MPOEKT
«rOpHU3O0HTbLI A»

cambli O4UHOKHUHN YeNoBeK
Ha 3emne

3BYpbl

yNeTalT NTULbI

BOKPYI 3X0

LIecTepo YyBCTBYIOT
LWecCTb pas

YyepHbIXA KBagpat
TaHLYW KaK 4YenoBeK,
KOTOPOro Tbl NO6ULLDb
6onblle BCero Ha ceeTe




ropu3oHTbI A

WckyccTtBO YncToe n cBobogHoe — TakoB Obin Maean y4acTHUKOB TBOpYe-
CKoro obbeanHeHus, cioxusluerocs B 1898 rogy Bokpyr >xypHana «Mwup
MCKYCCTBa», pelakTopoMm KoToporo ctan Cepreu srunes.

CerogHsi OsirnneBcknn dectnanb B npoekte «fopu3oHTbl [» obbe-
AVHAET MONOAbIX XYAOXHWKOB, PeXuccepos, ApaMaTypros, KOMMO3UTO-
poB, baneTmencrepos 1 npoptocepo 13 Mepmu, Mockebl, HoBocnbupcka,
KpacHosipcka, CaHkT-lMNeTepbypra, byaanewTa, Mapuxa 1 EpeBaHa Bokpyr
TOW Xe ugemn.

KomaHpa npoekTa npeacraBnseT cepuio KpoCc-ANCUMMNIMHaPHbIX Mo-
CTaHOBOK, B KOTOPbIX KOHLUenuuu [sirnnesa nepeocMbIC/ISIOTCA Yyepes He-
NnpepbIBHbI IKCNEPUMEHT, akTyasnbHble 1 HOBble hOpMbl TeaTpa.

CanT npoekTa

13.06 nT — 22.06 5c CaMbli OAUHOKHUM

13:00, 15:00,

17:00. 19:00 4Ye10BEeK Ha 3emMne

16+ )

anTeKa KoHLUenTMenkep Cau‘Ja WymnnuH

6apTMUHCKOTO, KOMMO3UTOP :AHp,peM MNnaTtoHoB
MHTepbepHbIN apxutekTop EneHa bauypuHa

neHuHa, 54 accicteHT AHHa CeipoBaTckas

nepdgopmaHc UcTtouHnK nepdopmaHca —  NNMYHOCTb

B KBapTupax M ucrtopusa XusHm BayecnaBa KopoTkoro,

npodeccMoHanbHOro nosisspHuKa, cneLmanm-
CTa-MeTeoposiora 1, BO3MOXHO, CaMOro oau-
HOKOro YenoBeka Ha nnaHete. B wectu yacT-
HbIX KBapTMpax NpeaMeTbl MHTEPbepPa, 3BYKMN
W CBET BbICTPAMBAIOT ApamMaTypruio 1 HaBo-
OST Ha pa3MmblluneHns 00 OfHOW U3 rNaBHbIX
npobnem Halero BpeMeH — OfMHOYeCTBe.
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horizons d

Pure and free art — this was the ideal of the participants of the creative as-
sociation that formed in 1898 around the magazine Mir iskusstva (“World
of Art"), with Sergei Diaghilev as the chief editor.

Today, the Diaghilev Festival in the Horizons D project gathers around
the same idea young artists, directors, playwrights, composers, choreogra-
phers, and producers from Perm, Moscow, Novosibirsk, Krasnoyarsk, St Pe-
tersburg, Budapest, Paris, and Yerevan.

The project team presents a series of cross-disciplinary productions
that reinterpret Diaghilev’s concepts through ongoing experimentation
with both current and emerging forms of theatre.

site of the project

the loneliest man 12'83 fri 7)022.06 sun
13:00, 15:00,

AL earth 17:00, 19:00
16+

conceptmaker Sasha Shumilin apteka bartminskogo,

composer Andrey Platonov
interior architect Elena Bachurina
assistant Anna Syrovatskaya

54 lenin street

The source of the production is the person- performance
ality and life story of Vyacheslav Korotky, in apartments
a professional polar explorer, meteorologist,

and perhaps the loneliest man on the planet.

In six private apartments, furnishings, sounds,

and lights develop dramatics and provoke re-

flection on one of the main problems of our

time — loneliness.
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13.06 nT — 22.06 BC
16:00, 18:00

16+

ABOp
CTapOKUPMUYHOro
nepey’ska,
JIeHWHa, 44

3BYKOBaA Nporysaxka
Ha RKOMU-NepMALKOM
A3bIKe

13.06 nT

14.06 c6

15.06 BC
18:00, 20:00
16+
60TaHU4YECKUIM
caz nepmcKoro
YHUBEPCUTETA,
reHkens, 76

cavT-cneunduK
nepdcoonepa
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3BYpbl

pexwuccep Hukunta CongatoB
MeHemkep AnaHa CapKuCbsH
npogtocep JoHHa-Mapua ABpamumgmc
cayHa-menmnatopbl AHppen LLeeenés,
Hukunta Kapatarckum

kypaTtop Cawa WymununH

accicreHT AHHa CeipoBaTckas

3ByKoBas Mporynka «3Bypbl» — WCCIeno-
BaHMe ropoackon cpenbl Yyepes 3BYK, MOUCK
MPUCYTCTBUS KOMMU-MEPMSKOB B MPOCTPaH-
ctBe Mepmun. MpoekT HaXo[UTCS B pycie naemn
akycTnyeckom akonormn. OcosHaHHoe ayLa-
HVe MPOCTPaHCTBa, Pa3BUTUE 4YyBCTBUTENb-
HOCTM K ero 3ByKOBOW cpefe — 3TU MOHATUSA
BBE/l M pas3BMBan KaHaACKMN KOMMO3UTOP
PanmoHp Mioppen Ladep, aBTop KOHUeN-
UMM aKycTmyeckon skonormn. OH u3lydan To,
KaK oKpyXatolme 3BykKM HOPMUPYIOT Hally
KyNbTypY, BOCNPUATUE U MOBCEAHEBHbIV OMbIT.

yneTalT NTULLbI

pexunccep Cawa WymunumH

nmbpeTTuct JapuHa Ympkosa
komnosuTop JleoH LlenebpoBcku
3BYKOUHXXeHep Bnagncnas PybuHYMK
JIMHeNHbIN Npopatocep MpuHa CumakoBa
nepesogyuk lapbs KanuHa

accnucteHT Bnagnmump KonotoBKUH

CanTt-cneundunk nepcdoonepa HamnmcaHa
no BOCMOMUHaHUAM Pawncbl CTenaHOBHbI,
xutenbHuubl Komu-lepmsiukoro okpyra.
EovHcTBEHHaa conuctka cnekTakna [Japbs
KannHa noet B npocTpaHcTBe boTaHnyeckoro
caja rnoj akkoMnaHeMeHT opKecTpa M Xopa
ayguonneepos, KOTOPbIMU  AUPUXMpPYET
ApamaTypr crekTakns.

zvury

director Nikita Soldatov

project manager Diana Sarkisian
producer Donna-Maria Avramidis
sound-mediators Andrey Sheveley,
Nikita Karataysky

curator Sasha Shumilin

assistant Anna Syrovatskaya

The sound promenade Zvury is a study of
the urban environment through sound,
a search for the presence of Komi-Permyak
people in the space of the city of Perm.
The project is conceived in line with the ideas
of acoustic ecology. Conscious listening to
space and developing sensitivity to its sound
environment are concepts introduced and
developed by Canadian composer Raymond
Murray Schafer, the pioneer of acoustic
ecology. He studied how ambient sounds
shape our culture, perceptions, and everyday
experiences.

birds fly away

director Sasha Shumilin

librettist Darina Chirkova

composer Leon Tselebrowsky
sound engineer Vladislav Rubinchik
line producer Irina Simakova
translator Daria Kalina

assistant Vladimir Kolotovkin

Site-specific performance opera is based on
the memoirs of Raisa Stepanovna, a resident
of Komi-Permyak Autonomy. The only soloist
of the play, Daria Kalina, sings in the space of
the Botanical Garden to the accompaniment
of an orchestra and a choir of audio players
conducted by the playwright and director of
the performance.

13.06 fri — 22.06 sun
16:00, 18:00

16+

the courtyard of
starokirpichny lane,
44 lenin street

sound promenade
in the komi-permyak
language

13.06 fri

14.06 sat

15.06 sun

18:00, 20:00
16+

perm university
botanical garden,
7b genkel street

site-specific
performance opera
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15.06 BC, 22.06 BC
22:30

19.06 ut

22:00

16+

pe4yHoKn BOK3an,
MOHacCTbIpCKas, 2

CrNeKTaK/lb 3BYHOB
Ha peKe

16.06 nH

17.06 BT

18.06 cp

19:00

16+

AOM Moga,
cubupcKasn, 32

napTuumunaTopHbIr
nepcopmaHc
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BOKpPYrI 3X0

pexwuccep Cawa WymunnH
KoHUenuusa Tekcta lapuHa Ymnpkosa
3BYKOUHXeHep Bnagucnas PybuHYMK
cayHa-amsanH A

CnekTak/ib pa3birpblBaeTcs Ha CygHe «JKO-
xoab-2» BO BpeMsi pPeYHOM MpPOrynKku
rno Kame. B ocHoBe 3ByKOBOro 1 gpamaTypru-
yeckoro nosiotTHa — 3ddekT peBepbepaunm
M 3XO: COBPEMEHHasl Mo33usa yepe3 Npusmy
Oecco3HaTenbHOro CNMBaeTcs CO 3BYyKaMu
OKpYy>KatoLwwero BOAHOIO U BO3AYLIHOro npo-
CTPaHCTBa W, MHOIOKPAaTHO OTpa)kasicb, ne-
pexoauT B My3blKasibHble 0Opasbl.

LecTepo YyBCTBYIOT
WwecTb pas

pexwuccep-noctaHoBWMK lapnHa HYupkoBa
cayHA-am3anHep OraHec YunuHrapsH
accmicreHT AHHa CeipoBaTckas

[O3nra BepTtoB B CBOEM KuHemaTtorpagwu-
YyecKOM MaHudecTe onpegensan MCKYcCTBO
HacTosWero Kak yMeHWe BUAETb YUCTOTY
MOMEHTa M XWU3Hb, 3aXBa4YE€HHYIO B HenocTa-
HOBOYHOM ABuxeHun. lMNepdopmaHc «lle-
CTepo 4yBCTBYIOT LWeCTb pas» MpojosxaeT
ero uaeu u CTaBuT IKCMEPUMEHT, B KOTOPOM
LeCTb XyAOXXHUKOB YyBCTBYIOT U UKCMPYIOT
OAMH M TOT Xe MOMEHT 4Yepe3 pa3Hble CMno-
cobbl BocnpusaTns. MoMeHT B nepdopmaHce
OCMbICNSIETCS, CTAHOBUTCA OCA3aeMbIM U NpU-
obpeTaeT dusnyeckyo dpopmy. 3puTenb He-
NMPOV3BONbHO OKa3bIBAETCH YaCTbio «KTKaHU»
nepgpopmMaHca M ero Kito4YeBbIM XyOoXecT-
BEHHbIM MeANYMOM.

echo is around

director Sasha Shumilin

text concept Darina Chirkova
sound engineer Vladislav Rubinchik
sound design Al

The performance takes place on the boat
Ekokhod 2 in the course of a trip along
the Kama River. The sound and dramatic can-
vas is built upon the effects of reverberation
and echo. Modern poetry, viewed through
the lens of the unconscious, merges with
the sounds of the surrounding water and air,
transforming into musical images as it reflects
and reverberates.

six people feel six times

director Darina Chirkova
sound designer Oganes Chilingaryan
assistant Anna Syrovatskaya

Soviet avant-garde documentary film direc-
tor Dziga Vertoy, in his manifesto, defined
the art of the present as the ability to per-
ceive the purity of the moment and life cap-
tured in continuous motion. Six People Feel
Six Times builds on his ideas, creating an ex-
periment where six artists interpret and cap-
ture the same moment through different
modes of perception. In this performance,
the moment is not only comprehended but
also becomes tangible, taking on a physi-
cal form. The spectator, in turn, involuntarily
becomes a part of the “fabric” of the perfor-
mance, serving as a key artistic medium.

15.06 sun, 22.06 sun
22:30

19.06 thu

22:00

16+

river station,

2 monastyrskaya street

play of sounds
on the river

16.06 mon

17.06 tue

18.06 wed

19:00

16+

fashion house,

32 sibirskaya street

participatory
performance
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19.06 ut
20.06 nT
20:00

16+
nepmMCcKUm
nJaHeTapum,
rarapuvHa, 27a

nepcopmaHc
reHepaTUBHOM
rpauru

21.06 c6
22.06 BC
23:55

18+

cropt3an
AArnneBCKOM
rMMHa3suu,
cubupcKas, 33

KOHLenTyaJbHbIA

6anet

182

YyepHblA KBaapart

pexuccep-rnocTaHOBLLMK
AHacTtacus Koponesa
cayHA-amsanHep OraHec YunuHrapsH
KOHLenT TaHua EBreHnn Kanauyés
accucteHT Bnagummp KonotoBkuH

3ToT nepdopmaHc — nccnefoBaHUe rpaHuL,
Tena u pasyma, HOBbIM CNOcod BbipaXeHUs
4yBCTB. [MaBHbIN WMHCTPYMEHT criekTaknsg —
reHepaTMBHas rpacdwvka, KoTopas co3jaeT
BM3yasbHble 00pa3bl B NpsMom 3dupe. MNep-
cdopmep NepeBoAMT YyBCTBa B TaHel, a Ta-
Hel, — B 06beMHOE BUAEOMONIOTHO.

TaHUYN KaK YesiOBEK,
KOTOpPOro Tbl JIOOULIb
60/blie BCEro Ha cBeTe

banetmencrep AHHa X1puHa
cayHA-amsanHep Ennsaeeta JlobaH
accucreHT KceHnsa CmmpHoBa

TaHueBanbHas napTUTypa SBNSEeTCA OTBe-
TOM Ha BOMPOC: Kak BOCMOMWHAHUSA O HalLUX
OnNU3KMX CO3[aloT Hac U, WKMpPe, XU3Hb BHY-
TPEHHIOI0 1 BHeLWHIo? @uHan cnekTakng —
TUXUN MeLNeHHbIN penB, B KOTOPOM MOTYT
y4acTBOBATb 3pUTENN.

the black square

director Anastasiya Koroleva

sound designer Oganes Chilingaryan
dance concept Evgeny Kalachev
assistant Vladimir Kolotovkin

This performance explores the boundaries
between body and mind, offering a new way
to express emotions. The primary tool used
is generative graphics, which creates visual
images live in real time. The performer trans-
lates feelings into dance, transforming that
dance into a three-dimensional video canvas.

dance like the person
you love most

choreographer Anna Khirina
sound designer Elizaveta Loban
assistant Ksenia Smirnova

The dance score addresses the question of
how memories of our loved ones shape our
identities and influence both our inner and
outer lives. The performance culminates in
a quiet, slow rave, inviting the audience to
participate and engage with the experience.

19.06 thu

20.06 fri

20:00

16+

perm planetarium,
27a gagarin street

generative
graphics
performance

21.06 sat

22.06 sun

23:55

18+

diaghilev
gymnasium gym,
33 sibirskaya street

conceptual ballet
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¢decTuBanbHbIA KNy6 — 2025
acdup

Bbi nyTelwecrsyete no apyromy

U3MEPEHUNIO — M3MEPEHMIO HE TOJILKO 3PEHMS 1 3BYKa,
Ho v pa3yma. lyTelwecTsue B CTpaHy, rpaHuLbl KOTO-
POV — rpaHuLibl BOOBPaXeHUs. ..

Pop CepnuHr

B a3Tom ropy dectmBanbHbIN Knyd obpen dopmy anneropmyecko-
ro teneadupa, rae cobbITUS MEHSIOTCS TakK Xe CTPEeMUTENbHO,
KaK nepekto4yatoTcs KaHarnbl.

Kny6 BbipBancs 13 ceTku BeLLaHWs 1 3aXWi Mo CBOMM 3aKo-
HaM — OH He CJieflyeT npaBuiaM 1 He NPocuT obbacHeHU. OH
nepepaeT cUrHan, ynaBnvBaeT UMIMyNbCbl, POXAaeT HOBble (op-
Mbl Ha Mepece4yeHnn NPOCTPaHCTBa, BPEMEHU N YyBCTB.

Kaxgabln feHb — HoBasl YactoTa. To nokasbl COBPEMEHHOIO
KWHO, TO HOBbI€ ornepHblie GopMbl N NepdOpPMaTUBHbIE SKCNepu-
MEeHTbI, TO TBOPYECKMe BCTPeYU U IEKLMN.

Knyb BewiaeT B npocTpaHcTBe YacTHOW hunapMoHumn «Tpu-
ymd» — TaMm, rae Bce 3By4UT YyTb Bivdxke 1 YyThb sicHee. OH coeau-
HSIeT rocTen, apTUCTOB, TOPOXaH, TeX, KTO MAeT MUMO, U TeX, KTO
XaeT Becb rof. OH OTKPbIT, HO HE OYEeBUAEH.

W kaxpapbln, KTO okasancs BHyTpM Hawero adupa, CTaHOBUTCS
€ro 4acTblo.

KypaTtop dectnansHoro knyba — pexuccep Penop Pegotos.

pacnucaHve EL".-’ ',E cnylwanTe AruneBckmnin
decTBanbHoro Cry B My3blkallbHOM CepBHce

Kny6a ;

Q) 3BYK

festival club 2025
on air

You're travelling through another

dimension — a dimension not only of sight and sound
but of mind. A journey into a wondrous land whose
boundaries are that of imagination...

Rod Serling

This year, the Festival Club has taken the form of an allegorical tel-
evision broadcast, where events change as rapidly as one switch-
es the channels.

The club has broken free of the broadcasting grid and has
started living according to its own laws — it neither follows
the rules, nor asks for explanations. It transmits a signal, captures
impulses, and creates new forms at the intersection of space,
time, and feelings.

Every day is a new frequency. There are screenings of modern
cinema, new opera forms, and performative experiments, artist
talks and lectures.

The club broadcasts in the space of the Private Philharmon-
ic “Triumph”, where everything sounds a little closer and a little
clearer. It connects guests, artists, townspeople, those who are
just passing by, and those who have been waiting the whole year.
Itis open but not obvious.

Everyone who finds themselves inside our broadcast be-
comes a part of it.

The curator of the Festival Club is director Fedor Fedotov.

the festuval club
schedule

listen to the diaghilev festival
with the musical service
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obpa3oBaTesibHaA nporpavma

Obpa3zoBatenbHas nporpamma Asrunesckoro dectveans — 2025
BKJIOYaeT B cebsi NpoekT «Hayano», XOpoByto 1 BOKaJIbHYIO Na-
OopaTtopuu. Kak 1 npexpae, oHa ClyXUT NIOLWaaKoW ANl TBopYe-
CKOro pocTa 1 paeT TaNaHTNVBbIM y4aCTHUKAM MMMYNbC B Kapbepe.
Tak, B uepeMoHun Heendel, oTkpbiBatowen AarnneBckun dectu-
BaJib, BMeCTe C OPKeCTPOM, XOPOM 1 conuctaMm musicAeterna nog
yrpaeneHuem Teogopa KypeHT3uca BbICTynaeT BbiNycKHULA obpa-
30BaTenbHOM nporpammbl 2024 roga conpaHo AunaHa HocbipeBa.
A MonopexXHbI hecTrBanbHbIN XOP NPOLLOro CO3blBa NoA yrpas-
neHnem Cepadurma flkoBneBa NpuUHMUMaET y4acTme B HOBOM MocTa-
HoBke «TpexrpoloBow onepbl» bepTonsta bpexta n KypTta Banns.

B ueHTpe BokanbHou nabopatopum — MacTep-knacc
XyLooOXecTBeHHOro pykosoautens gectmsans Teogopa KypeHT-
3uca. C neBuamu paboTtaeT HaTanbs 3aropuHckas, onepHas ne-
BMLA M NeJaror MONoAEXHOW NPOrpaMMbl ONEPHOM NOAFOTOBKU
TeaTpa «lennkoH-onepa». YyacTHMKaM npegnaraeTcss mccnepo-
BaTb B3aMMOCBSA3M rofnoca 1 Tena — Ha NpakTU4eckKnx 3aHATUAX
C akTpucon Teatpa «ATTUC» Codmen Xunn, aBTOPOM METOAMNKMN
OCO3HaHHOW My3bikanbHoOW npakTukn WMoprocom Kanyaucom
1 3MboANMEHT-NPaKTUKOM AHTOHUHON CTepUHOW.

XopoBasi nabopatopusi nopg pykoBoactBom Butanus Mo-
NOHCKOro npefHa3HayeHa npexje BCEero MONOAbIM XOpMeW-
ctepaMm. B pamkax nabopatopum npoxoasT MacTep-Kiacchl,
BOPKLLOMbI MO BOKay, TeNleCHbIM MpakTUKaM W MHOCTPaHHbIM
f3bikam. K y4yactmio B TBOpYEeCKMX BCTpeyax MnpurialeHbl us-
BeCTHble MacTepa XOPOBOro mckyccrBa: EkatepnHa AHTOHEHKO,
Tumoden Tonbbepr n MpuHa BonocoBueBa. MpakTuyeckune 3a-
HATUS Mo Bokany BeaeT AHppen Hemsep, a rnaBHbIN XopMmeMu-
crep musicAeterna Butanun MonoHCKNM roTOBUT C MOJIOAEXHbIM
(ecTmBanbHbIM XOPOM MPOrpaMMy UTOrOBOro KOHLepTa, KOTo-
pbivi cocTouTcs B [lepMcKon KpaeBou creLmanbHOM My3blKailbHOMN
wkone (MKCMLL), npuHUMatoLwen B 3TOM rofly oOpa3oBaTesibHyio
nporpammy. bnarogapsa Tomy, 4to KomnaHusa «MeTadpakc Kemu-
Kanc», BXoAaliaa B XonanHr «Pocxmm», Ha NPOTAXEHUM MHOMUX
neT nopaepxuBaeT HanpasneHne Women in Art, B xopoBoW na-
OopaTopuu npepocTaBneHbl AONONHUTENbHbIE MecCTa Afis neja-
roroB-XOpPMencTepPoB, a B COCTaBe MOJIOAEXHOrO pecTBanbHOro
XOpa paclMpeHO KONNYEeCTBO XEHCKMNX FONI0COoB.

B pamkax nporpammbl «Hadano» AsaruneBckun dectmBanb
B coTpyaHuyectee ¢ NMKCMLU npoBegeT UMK 3aHATUIW gns nepa-
roroB 3TOro y4eOGHOro 3aBefeHUst U APYrnx My3blKanbHbIX LIKOJ
lMepmckoro kpas.

Kypatop obpa3oBaTenbHoOM NporpaMmmbl sarunesckoro dec-
TUBans — KaHgMpaaT uckyccresosegeHnsa AHHa OedenoBa.

educational programme

The Educational Programme of the Diaghilev Festival 2025 in-
cludes the project Starting Point as well as the Choral and Vocal
laboratories. As before, the Educational Programme serves as
a platform for creative growth and offers its talented participants
a boost in their careers. For example, soprano Diana Nosyreva,
a graduate of the last year’'s Educational Programme, performs
at Heendel: Dedication Ceremony, the opening concert of the Di-
aghilev Festival, together with the musicAeterna Orchestra, Choir,
and soloists conducted by Teodor Currentzis. The Youth Festival
Choir of the last season, conducted by Serafim Yakovley, is tak-
ing partin a new production of The Threepenny Opera by Bertolt
Brecht and Kurt Weill.

The Vocal Laboratory will host a masterclass by Artistic Direc-
tor of the festival, Teodor Currentzis. The participant singers will
work under the guidance of Natalia Zagorinskaya, an opera sing-
er and mentor of Moscow’s Helikon Opera Youth Opera Training
Programme. Mentees are invited to explore the relationship be-
tween voice and body in workshops with the Attis Theatre actress
Sofia Hill, the author of the Mindful Musical Practice method Yior-
gos Kaloudis, and embodiment practitioner Antonina Sterina.

The Choral Laboratory led by Vitaly Polonsky is intended pri-
marily for young choirmasters. The laboratory hosts masterclass-
es, workshops on vocal, body practices, and foreign languages.
The famous masters — Ekaterina Antonenko, Timofey Golberg,
and Irina Volosovtseva — are to give artist talks on choral art. Vo-
cal classes are taught by Andrey Nemzer, while Vitaly Polonsky,
Chief Choirmaster of musicAeterna, is preparing the programme
for the final concert with the Youth Festival Choir. This concert
is scheduled to take place in the Perm Krai Special Music School,
which is hosting the Educational Programme this year. Thanks to
the long-term support of Metafrax Chemicals, a part of the hold-
ing company “Roskhim”, of the Women in Art track, additional
places for choirmaster teachers have been provided in the Choral
Laboratory, and the number of female voices has been expanded
in the Youth Festival Choir.

As part of the Starting Point programme, the Diaghilev Festi-
val, in cooperation with Perm Krai Special Music School, will con-
duct a series of classes for teachers of Perm Krai music schools.

The curator of the Educational Programme of the Diaghilev
Festival is Anna Fefelova, Doctor of Art History.

pacnvcaHve obpasoBaTenbHoOn
nporpammsi

the educational programme
open events schedule
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aneKkcaHapa rapt —
XYAOMHUK OGYKNeTa

Cionta kcunorpadum AnekcaHapbl lapT, caenaHHas
cneumanbHoO gnsi musicAeterna, — 3TO pa3MbiWieHne
O Npupofae My3blku, ee pusmke n metapusnke.

AnekcaHgpa lapt: «/300paxeHns NUHUIA, ToYek,
nATeH — NOUCK BM3yanbHOro Wndpa Ans nepegayv my-
3bIKW. 3puTenb BbIHYXAEH BCMaTpPMBaTbCs B YEPHOTY
rpaBlopbl, Mlwa y3HaBaemble ob6pasbl 1, CJIOBHO B MO-
nympake KOHLEPTHOro 3ana, BbixBaTbiBas B3rS40M
OnecK MHCTPYMEHTOB, TPAeKTOPUIO B3Maxa CMblYKa Un
Oenun3Hy HOTHbIX nuctoB. Obnagatowasa cneunduye-
CKOW nnactukomn keunorpacdus (rpaBiopa Ha aepese) —
3TO pe3ynbTaT COTPYAHNYECTBA Xy[OXKHMKA U MPUPOAHI,
OykBanbHO M3BNeYeHne N30bpaxeHns U3 epeBAHHOMN
[AOCKMW, YTO B HEKOTOPOM CMbIC/ie CPOAHMU U3BJIEYEHMUIO
3ByKa U3 AepeBAHHOI0 MHCTPYMEHTa».

AnekcaHgpa lapT — neTepbyprckas XyAoXHULA,
paboTatowas ¢ rpadmnkon, XMBOMUCbIO, CKYNbNTYPOM
M HcTannaunamm. Metog lapT ocHOBaH Ha ackeTusme
XyAOXeCTBEHHbIX CPeACTB: MaKCMMYM CUMbl BU3yalbHO-
ro obpasa focrTuraeTcs Npy MUHUMYMe BUAVMbIX NpU-
NOXEHHbIX ycunumn. AnekcaHgpa lapt — naypeart npe-
Mum «TOIM-50. Camble 3HameHUTbIe ntoau MeTepOypra»
(B cocTaBe kypaTopckor KOMaHAbl pocTpaHcTea STYD),
«XyJOXHUK roga» no sepcmm MexayHapogHowm spmap-
K1 coBpemeHHoro nckyccrsa Cosmoscow-2024.

alexandra gart is
the booklet artist

A suite of woodblock prints by Alexandra Gart is made
specially for musicAeterna and contemplates the na-
ture of music, its physics and metaphysics.

Alexandra Gart: “Lines, dots, and spots represent
the search for a visual code to convey music. The view-
er is forced to peer into the blackness of each print in
search of recognisable images, as if in the half-light
of a concert hall, catching the gloss of instruments,
the trajectory of a bow stroke, or the whiteness of mu-
sic sheets. Woodblock printing with its specific plasticity
is the result of the collaboration of the artist and na-
ture, literally, it is extracting an image from a wooden
board, which, in a sense, is akin to extracting sound
from a wooden instrument.”

Alexandra Gart is a St Petersburg-based artist who
works with graphics, painting, sculpture, and installa-
tions. Gart’s method is based on the scarcity of artis-
tic means: the maximum impact of the visual image is
achieved with a minimum of visible effort. Alexandra
Gart is the winner of ‘'TOP 50. The Most Famous Peo-
ple of St Petersburg’ (as part of the curatorial team of
the STYD Space), and she is the ‘Artist of the Year’ ac-
cording to the International Contemporary Art Fair
Cosmoscow 2024 awards.
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AAruneBCKUn
thecTuBaib
diaghilev
festival

XYLOXeCTBeHHbIN pykoBoauTenb Teopop KypeHT3auc

AWUPEKLUA AAruneBcKoro ectusans

anpektop AHHa KacumoBa

npogtocep fapbsa 3arkosa

TeXHUYecknm anpektop KOpui YepHos

TEXHUYeCKNN koopanHaTop ApceHunn KOanH
KoopAuHaTop MeponpuaTuin EneHa 3aBepLlumHckas
MeHegxepbl KOnus Cepebposa, MonvHa MakcMMOBCKMX,
Hatanua ®epoceesa, VMipnHa lonoBkoBa,

BepoHuka ®paHukeBuY, TaTbsHa [lemakoBa,

AHTOHMHa JlykbsiHOBa, AHacTacus boraTbipeBa,

Tamapa be3syknagHukoBa

KypaTop obpa3oBaTtenbHou nporpaMmmbl AHHa Pedenoa
KypaTop nporpammbl pectmBanbHoro knyba

®depop PepoTos

pr n mapketnHr OkcaHa lekk, UBaH HevaeB, Onbra Komok,
TaTbsiHa KaTaeBa v EneHa CeupugoBa

AArUNEeBCKUIM hoHA NoAAepHKH
KYNbTYPHbIX UHULMATUB

anpektop AHrennHa MakneHko

penakTop bykneTta Onbra Komok

LM3anH, BepcTka, NoaroToBka k nevyatn Muka Canamaxa
aBTopbl TekcToB Jlana KaHpgaypoBa, borpaH Koponék,
AmuTpuin PeHaHckmin, Onbra Komok, AHHa lyceBa
nepeso Codbsi Abawesa, AMUTPUi JIbiICEHKOB
KoppekTop AHapen baymaH

Au3ariHep uMmupxa decrtmana AMutpum MpaxmH

oTneyaTaHo B TMnorpadun «Actep», Nepmsp, Yconbckas yn., 15

artistic director Teodor Currentzis

the diaghilev festival management

director Anna Kasimova

producer Darya Zaykova

technical director Yuri Chernov

technical coordinator Arseniy Yudin

events manager Elena Zavershinskaya

managers Yulia Serebrova, Polina Maksimovskikh,
Natalia Fedoseeva, Irina Golovkova, Veronika Frantsevich,
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pr and marketing Oksana Gekk, Ilvan Nechaev,

Olga Komok, Tatyana Kataeva, and Elena Sviridova

diaghilev foundation
for support of cultural initiatives

director Angelina Makienko

executive editor Olga Komok

design, layout, preparation for printing Mika Salamakha
writers Lyala Kandaurova, Bogdan Korolyok,

Dmitry Renansky, Olga Komok, and Anna Guseva
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festival image designer Dmitry Pryakhin
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