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L6 uT

17:00 12+

& BOJIbLLOW 3AN

NMEPMCKOW ®UJIAPMOHUM

(POME TPETBEMO 3TAKA)
PaBenb, Pecnuru, Aarunes.
B nouckax MY3blKK KUHO
AEKYUSL
nekTop Unba KyxapeHKko

20:00 12+

& BOJIbLLIOW 3AN

NEPMCKOM ®UNAPMOHUM
PaBenb, Pecnuru
KOHLIePT opKecTpa musicAeterna
Aupuep Teogop KypeHT3uc

& BOJIbLLON 3AN
MEPMCKOM ®UNAPMOHWU
Kylibvimesa, 14

/7 nT

16:00 12+

& BOJIbLLIOW 3AN

MEPMCKOM ®UNAPMOHUU
Currentzis Lab
OMKPLIMAsL penemuyus
opKecTp musicAeterna
anpuep Teogop KypeHT3uc

19:00 12+

& BOJIbLLOWM 3AN

NEPMCKOM ®UTIAPMOHUM
PaBenb, Pecnuru
KOHLEepT opKecTpa musicAeterna
avpykep Teogop KypeHT3uc



/61 THU

17:00 12+

2 GREAT HALL OF
THE PERM PHILHARMONIC
(THE LOBBY OF THE 2° FLOOR)
Ravel, Respighi, Diaghilev.
In search of film music
lecture
lector llya Kukharenko

20:00 12+

& GREAT HALL OF
THE PERM PHILHARMONIC
Ravel, Respighi

concert of the musicAeterna Orchestra

conductor Teodor Currentzis

& GREAT HALL OF
THE PERM PHILHARMONIC
kuibyshev street, 14

/7] R

16:00 12+

& GREAT HALL OF

THE PERM PHILHARMONIC
Currentzis Lab
open rehearsal
musicAeterna Orchestra
conductor Teodor Currentzis

19:00 12+

& GREAT HALL OF
THE PERM PHILHARMONIC
Ravel, Respighi

concert of the musicAeterna Orchestra

conductor Teodor Currentzis
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2617
4T
20:00
2717
[T
19:00
17+

& BOMIbLIOM 3AN NEPMCKOM ®UNAPMOHUM
CUMPOHUYECKUTE KOHYepm

KOHLLEPT OPKECTPA MUSICAETERNA
aunpuep Teogop KypeHT3auc

Mopuc PaBenb (1875-1937)

Crouta N2 2 u3 6anera «adcdHuc u Xnosa», M. 57b (1912)
Lever de jour. Lent

Pantomime

Danse générale

«Banbc», xopeorpacduyeckaa noama ANA OpKecTpa,
M. 72 (1919-1920)

OTtTopuHo Pecnuru (1879-1936)

«MuHumn Puma», cumpoHnyecKkana noawvia, P. 141 (1924)
| pini di Villa Borghese | «MuHuu Bunnbl Boprese»

Pini presso una catacomba | «M1HKUK y KaTakom6»

I pini del Gianicolo | «MWHWUK xonma AHKUKYN»

| pini della Via Appia | «[MHUKM AnnueBoi Aoporu»




2617
THU
20:00
2717
FR
19:00
17+

& GREAT HALL OF THE PERM PHILHARMONIC
symphonic concert

CONCERT OF THE MUSICAETERNA ORCHESTRA
conductor Teodor Currentzis

Maurice Ravel (1875-1937)

Suite No. 2 from the ballet Daphnis et Chloé
(‘Daphnis and Chloe’), M. 57b (1912)

Lever de jour. Lent

Pantomime

Danse générale

La Valse (‘The Waltz’), a choreographic poem for orchestra,
M. 72 (1919-1920)

Ottorino Respighi (1879-1936)

Pini di Roma (‘Pines of Rome’), a symphonic poem, P. 141 (1924)
I pini di Villa Borghese | The Pines of the Villa Borghese

Pini presso una catacomba | Pines near a Catacomb

I pini del Gianicolo | The Pines of the Janiculum

I pini della Via Appia | The Pines of the Appian Way



AATNAEB+
MOPUNC PABE /b

HA CHET
« | Py

Bozdan Koporéx

MEHS eCTb Me4Ta», — Mor 6bl CKa3aTb MOI040N NeTepOYPrcKkUin TaHLLOBLUMK

Muxaun ®oKWH, Korga 3agyman MocTaBUTb GaneT Nno pomaHy ApeBHero
(( rpeka Jlodra. CueHapuit «[lacdHuca U Xnou» 6bln1 MaHU(PECTOM «HOBOIrO

6aneta», B HOTOPOM 60JiblLEe He BYAET YCIOBHOCTEM KIaCCUYECKOM LLKONbI:
UCKJIIOYMUTENBHO (DPOHTaANbHbBIX KOMNO3ULMI (TaHLyeM Ha pamny), WMtpPoBaHHOM NaHTOMUMbI,
OTpbiBa ApaMaTUYECKOM 4YacTWM OT TaHLEeBa/lbHOW, CaMO060BaHUA 6anepuH, YroxAaaromx
6aneTomaHam, a TaKke 3aApaHHbIX TIOHUKOB BriepeMmeLlKy ¢ AOCTOBEPHbIMU UCTOPUYECKHUMMU
Hapsaamu. Jlnaepom atoro HoBoro 6aneta ®OKUH HasHauyMn cedbss — W nepesan CLeHapun
«JadHuca U Xnou» C MOACHUTENbHOW 3anuMcHoW aupeKkTopy MmnepaTtopcKkux TeaTpoB
Bnaaumupy TensakoBckomy. ToT y6pan noa CyKHO pedopmaTopcKue BO33BaHUA.

Aatn K meute POKUHY npuwnocb oronvuamu. Cpeau ero nepBbiXx MOCTAHOBOK
6b110 HECKONBbKO 6aNeTOB Ha aHTUYHYIO TeMy. OAMH U3 HUX, « IBHUKY», HECKPOMHbII aBTOP
aTtTtectoBan: «Bce TaHUbI NPOU3BOAWNM BrneYaTieHWe KaKkoW-TO MNOAJMHHOM U HeBUAAHHOM
A0 TOro Ha 6aneTHOM cLeHe aHTUYHOCTU. Kpome Toro, TaHubl UMeNU CBA3b C APaMaTUHECKUM
cloeTom 6aneta U ero Bbipamanu»'. Pedopmbl Topmo3una My3blka: cyada MO BCEMY,
Monoaon HKomnosutop AHapein Lllep6auyéB Hanucan «6aneTHblid 6anet» C HOMEpPHbIM
YyepeaoBaHWEM BanbCcoB U Bapuauui. «adHUc U Xnoa» no npocbbe PoKMHa ToMe Obin
HanucaH (M ywen B CTON): CYAA NO €AUHCTBEHHOMY yueneswemy tdparMeHTy, KOMNO3UTOp
AHapei HKapneu TaK e orpaHuumiaca crapobaneTtHon Mmysbikow. Llen 1907 roa: muHyno
AEeCATb JIeT, KaK 4YexXOBCKUM TpenneB BrnepBble 3asgBUA C NOAMOCTKOB, YTO HYHHbl HOBble
topmbl. B Bo3ayxe KynbTypbl Naxjio cepoi, CTapbiii MUp pasnarajice, HOBblIi elle HeACHO
pasnuyanca, BUAUMOE U C/bIlMMOE BbIrNAAEN0 3KCTpaBaraHTHO, U Te XYAOMHWKH, KTO
NpyYHAN Ha ce6A NMAEpCTBO, 4acTo AeMCTBOBANM CHOMb PaAUKaNbHO, CTOb WU HaWBHO.

' ®oKuH M. MpoTtue TeyeHusa. BocnomuHaHua 6anetmeicrepa. 2-e UsA., ucnp. U gon. J1. : Uckyccteo, JIEHUHrp.
oTA-Hue, 1982. C. 92.
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ON THE COUNT
OF THREE

Bogdan Korolyok

he conceived the idea of staging a ballet based on the novel by the ancient Greek

Longus. The script of Daphnis et Chloé (‘Daphnis and Chloe’) was the manifesto

of the ‘new ballet’, which rejected the conventions of the classical school:
exclusively frontal compositions (dancing facing the ramp), separation of the dramatic part
from the dance, encrypted pantomime, self-admiration of ballerinas pleasing ballet lovers, as
well as upturned tunics mixed with authentic historical costumes. Fokine appointed himself
the leader of this new ballet and handed over the script of Daphnis et Chloé, supplemented
with an explanatory note, to Director of the Russian Imperial Theatres, Vladimir Telyakovsky.
He swept the reformist proclamations under the rug.

Fokine had to seek roundabout ways to achieve his dream. Among his first
productions were several ballets on an antique subject. One of them, Eunice, was criticised
by an immodest author: ‘All the dances gave the impression of something authentic and
unprecedented before on the ballet stage representing Antiquity. In addition, dancing had
a connection with the dramatic plot of the ballet and expressed it."' The reforms were
hampered by music: apparently, the young composer Andrei Shcherbachyov wrote a ‘ballet-
like ballet’, with a numbered alternation of waltzes and variations. Daphnis et Chloé was also
composed at Fokine’s request (and went straight into the desk drawer); judging by the only
surviving fragment, composer Andrei Kadlets limited himself to music typical of the old ballet.
It was 1907; ten years had passed since Chekhov’s Treplev first announced from the stage
that art was in need of new forms. The air in the realm of culture smelled of sulfur; the old
world was decaying, the new one was still indistinct, and the visible and audible appeared
extravagant. Those artists who took over the leadership often acted both radically and naively. »

‘ I have a dream,’ Michel Fokine, a young St Petersburg dancer, might have said when

' Fokine M., Protiv techeniya. Vospominaniya baletmeystera (‘Against the Current. Memoirs of a Ballet-master’),
Leningrad, 1982, p. 92.
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Amutpuin MepeKOBCKMA, npeaBapAa cBon nepeBos «JacdHuca M Xnou», C KOTOPbIM
pabotan U POKMH, — C/NOBHO Obl Ayman O Xxopeorpade M ero HoJnerax-HacTaBHMKax
u3 «Mupa ucKycctBan»:

OHU — 3TU CTpaHHble, OAUHOKUE U YTOHUYEHHbIe 3CTETUKU, PUTOPbI, CODUCTDI,
rHoctvku IV BeKa — noau ryboKo pasAaBoOeHHble, NIAU Mpowsoro U Gyayuiero,
TONbKO He HacToAwero. Jlep3HOBEeHHbI€ B MbIC/ISIX, POOKME B AeMCTBUAX, OHWU CTOAT
Ha py6ee ctaporo U HoBoro. OHM — ntoaM Ynaaka v Bmecte ¢ TeM BosporaeHus;
B O4HO W TO e BpeMA rMOHywWMe, AOBOASALIMUE YTOHYEHHOCTb APAXIOro Mupa
[0 6onesHu, Ao 6e3ymMUs — U BO3pOMAalolMecsd, npeapeKkalrolme 3HaMeHbAMM
M o6pa3amu TO, Yero Henb3A elle CKas3aTb C/loBamMM 2,

B03MOHO, MMEHHO MO3TOMY B O4YepefHOe BO3POHAEHWEe, KaKMM NpeAcTaBiANoCh
Hayano XX BeKa, CTOJ/Ib BaXHbIM OKa3ancA 6eccnoBecHbIi 6aneT.

«JladHucom» PoKuH yBrieK Cepres [larunesa, KOTOPbIN *aAHO UCKaN HOBbIW penep-
Tyap ANA CBOei HOBOPOMAEHHOW aHTpenpu3bl. B 1909 roay Aarunes caenan 3akas Mopucy
PaBento. B kKHUre memyapoB «[MpoTUB TeYeHUs» xopeorpad pUCYeT TBOPYECKYIO UAWUIUIO,
HO, KameTcA, PaBenb He Hawen ¢ HUM o6LLero A3blKka (6yKBaNbHO: B O4HOM M3 NMUCEM KOM-
nosuTop ceToBas, YTo MPOKUH MOYTU He roBOPWUI No-thpaHLY3CKK, a cam PaBesib NO-pycCKU
ymen nvwb pyratbcA). B otaMyme oT BU3aBWM, KOMMO3UTOP HE MCKan «MNOAJMHHOM aHTUY-
HOCTU» — W COYMHASI K OTPOMHYIO MY3bIKanbHYIO (hpeCcKy, CBA3aHHYI0 He CTO/IbKO C apxa-
MKOW, CKOJbKO... ¢ peLreir MOUX rpes, NOXOKen Ha Ty, YTO Boobpaxanu 1 3aneyatneBanu
tpaHuy3cKHUe xyaAoHHUKK KoHua XVIII Beka»3. OH He 6bln cBA3aH 6a/1eTHbIMU TPaAULUAMM,
eMy Heyero 6bl10 AOKasbiBaTb U pywuTb. B «JacdHuce M Xnoe», HeCcMOTpA Ha obwunue
OPKECTPOBbIX HOBUHOK WU TPYAHOCTEW, €CTb OLLYLIEeHWE BE/IMKOrO CMOKOWMCTBUA U OTCTpa-
HEeHHOro cosepLaHUA BeJIMKOM KpacoTbl (YTO BOOGLLE CBOMCTBEHHO (hpaHLy3CKOM 6aneTHoM
My3blKe — B3ATb XOTA 6bl Jleo Jenu6a, ubto « CUnbBUIO» NOAO3PUTENIbHO HaNOMWHaeT
nuépetTo «JadHucay).

Mpembepa «JadHuca u Xnou» npowna B 1912 roay, HO NepBYIO CEPUID « CUMO-
HUYECKUX (parmeHToB» U3 bGaneta PaBenb cobpan ewe Ao npembepbl. B 1913-m 6bina
ucnonHeHa Bropas ciouTa, KOTopas No ceit AeHb UMeeT 0co6yio NONyNAPHOCTb. PaKkTUUECKH
3TO BCA TPeTbA KapTWHa 6aneta: yTpo, nactyx JadHuc npuxoaut B ceba nocne o6MOpPoOKa,
TOBapuLLM NMPUBOAAT CMACeHHYI0 OT MOXUTUTeNer nacTywky Xnow, BAo6AeHHble BOccoe-
AUHATCA, obwana naAcka. Tpu HOMepa OopraHM3oBaHbl KaK MOHONIMTHasA CUMGOHWYECKas
KapTUHa U MOryT BOCNPUHMMATbCA BHE NporpaMmbl. JIMGPETTO /IMLLb NPOACHAET HeKoTopble
CTPYKTYPHble U TembpoBble pelueHUs PaBens. >

2 MepemKosckuii [. O cumBonuame «JadHuca u Xnom» // LadHuc n Xnoa. [ipeBHerpeyeckuit pomar JloHryca /
nep. A. C. MepexroscKkoro. CM6. : M. M. Jleaepne, 1895. C. 6. Kypcus aBTopa.
3 UuT. no: Morrison S. The Origins of Daphnis et Chloé (1912) // 19*"-Century Music. 2004. Vol. 28. No. 1. P. 57.
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In the foreword to his translation of Daphnis and Chloe, Dmitry Merezhkovsky, with whom
Fokine also collaborated, seemed to keep in mind the choreographer and his fellow mentors
from Mir iskusstva (‘World of Art’):

They are these strange, lonely and refined aesthetes, rhetoricians, sophists, gnostics
of the 4" century — deeply dichotomous people, people of the past and the future but
not the present. Daring in thought, timid in action, they stand at the boundary between
the old and the new. They are people of decadence and, at the same time, revival; they
are simultaneously dying, bringing the sophistication of the decrepit world to disease and
madness — while also being reborn, predicting with sighs and images what cannot yet be
said in words.?

Perhaps that is why in the next renaissance, as it seemed at the beginning of the
20t century, the wordless ballet turned out to be so important.

With Daphnis, Fokine captured the imagination of Sergei Diaghilev, who was eagerly
looking for a new repertoire for his newborn entreprise. In 1909, Diaghilev commissioned
Maurice Ravel. In the book of memoirs Against the Current, the choreographer draws
a creative idyll. However, it seems that Ravel did not find a common language with him —
literally, in one of the letters, the composer complained that Fokine hardly spoke French,
while Ravel himself could only swear in Russian. Unlike his counterpart, the composer was
not looking for ‘authentic Antiquity’ — and composed ‘a vast musical fresco, less concerned
with archaism than with faithfulness to the Greece of my dreams, which is similar to that
imagined and painted by French artists at the end of the eighteenth century’.®> He was not
bound by ballet traditions, he had nothing to prove and destroy. In Daphnis et Chloé, despite
the abundance of orchestral novelties and difficulties, there is a feeling of great calm and
detached contemplation of beauty (which is generally characteristic of French ballet music —
take, for example, Léo Delibes, whose Sylvia bears a suspiciously close resemblance to the
libretto of Daphnis).

The premiere of Daphnis et Chloé took place in 1912, but Ravel composed the
first series of ‘symphonic fragments’ from the ballet even before the premiere. In 1913,
the Suite No. 2 was performed, which is still very popular. In fact, it represents the entire third
scene of the ballet: morning, shepherd Daphnis comes to himself after fainting, comrades
bring shepherdess Chloe, rescued from kidnappers, the lovers reunite, and a unanimous
dance follows. The three movements are organised as a monolithic symphonic canvas and
can be perceived outside the programme. The libretto only clarifies some of Ravel’s structural
and timbre decisions. >

2 Merezhkovsky D., O simvolizme ‘Dafnisa i Khloi’ (‘On the Symbolism of Daphnis and Chloe’),
in: Dafnis i Khloya. Drevnegrecheskiy roman Longusa (‘Daphnis and Chloe. Ancient
Greek Novel by Longus’), St Petersburg, 1895, p. 6. Emphasis in the original.
3 Cit. ex: Morrison S., The Origins of ‘Daphnis et Chloé’ (1912), in: 19""-Century Music, 2004, vol. 28, No. 1, p. 57.
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«Havano agHA» NOHeMHOry 3anosHAET NPOCTPAHCTBO, 6YyATO peMHCKKe BOAbl B NepBoOi
KapTuHe « Konbua HU6enyHra» BarHepa. HoBbIlM AeHb LIaraet no opKecTpy, Kak Nno niaaHeTe:
CTPYHHbIM NPeAnUCaHO CHUMaTb CYpAMHbI MO o4yepeau, NynbT 3a NyAbTOM, BbicBO6OMAaA
NOJHbIA 3BYK. TPU COJIbHbIe CKPUNKKU — CJIOBHO TPU NpeKpacHble paicKue NTUlbl (04MH M3
xopoB PaBensa 6yaer HasbiBaTbcA Trois beaux oiseaux du Paradis) — notoT dnamoneTtHble
necHu, Bo3sBewlas paccBeT. Horaa OH HaKOHeL, HacTynaeT, K OPKEecTpy noAKovaeTcA
3aKy/IMCHbIM xop 6e3 cnoB. My3bika nepepacraeT CIOMETHYIO CUTYaLMIO, aHTUYHOE 3BYYUT
KaK BHEBPeMEeHHOe WU o06LlieYeNioBe4YeCKoe — KaK ocTpocoBpemMeHHoe ana 1912 ropa:
6/uKanLLen 3BYKOBOW aHasiorMeir oKasblBaeTcA MUcTepuasnbHblit «Mpometei» CKpAbuHa,
BrepBble UCMOJIHEHHDbIM rogoM paHble. Ha cnyyai, ecnn xop He BMeLLAETCA 3a@ KYJIUChbI
TeaTpa WM B KOHUEPTHbIX 3an, PaBenb npeaycMoTpen MHCTPYMEHTa/lbHble 3aMeHbl.

B «MaHTOMMMe» XnoA, cnaceHHaa 6narogapa BMelwlaTebCTBY CTpallHoro 6ora MaHa,
BMmecTe ¢ [ladHMcom pasbirpbiBaeT Uctoputo MaHa U HUMDbI CUPUHIK, NpeBpaTUBLLUEICA
B TPOCTHUK. lNpocTpaHHOe cono tnenTbl HanoMUHaeT 06 3TOM CIOMKETe, a TaKHe O TOM,
yto POKUH 3pA 60ANCA «6EeAHOCTU TeMaTUYECKOro MaTepuasia, KOTopas 4YacTo Mpucylia
MOZEPHUCTUYECKON My3biKe»*. 34ecb Haubonee CW/bHbl OTCTPAHEHHAsA WMHTOHALUA HKOM-
nosuTopa M Yaemas UM «nacTopasbHaf UAWIUA KNacCUYECKOM YUCTOTbI U HEBUHHOCTU»®,
BcKkope uaunnuio cmetaet « O6WUiA TaHeU», C KOTOPbIM PaBesb My4MncA: 3aKOHYMB nap-
TUTYPY, OH LIe/IMKOM nepenucan uHanbHbIM HOMep, caenas ero BABOe AJIMHHEe U CMEHUB
CTapopeXMMHbIA pasmep 3/4 Ha HeyAo6Hble 5/4 («...Ha4yan 6eCnoOKOUTLCH, YTO NapUKCKUe
LEHUTE/IM LUMKA COuTYyT 6aner crapomogHbiM...»®). OH ycnen ycnblwatb «Xap-ntuuy»
u «leTpylwKy» HOBOM My3blKanbHOW 3Be3abl, Mropa CTpaBWHCKOro. Bce rnaBHble TeMbl
6aneta BO3BpalLAlOTCA, OAHAKO MX ObICTPO YHOCUT XPOMATUYECKUMMH BOSHAMU U CTPeMU-
TeNbHbIM MOTOPHbIM TeyeHWeM. PaBena BonHoBan He ToNbKO CTpaBMHCKUM, HO U Apyrue
BELWM U3 penepTyapa AArMAEBCKOW Tpynnbl, Hanpumep «llexepasaga» Pumckoro-Kopca-
KOBa, U3 KOTOPOM NPULLAK y3HaBaemas NyHKTUpHasA daHbapa U peneTUUUU MeaHbIX AYXOBbIX
(B NpeAabIAyLLUX YacTAX COUTbI OHWU UCMOJIb30BaHbl O4eHb OCTOPOMHO). Xop 3abupaeTcA Bce
Bbllle MO XPOMaTUYEeCKOW NIeCTHULIE, OrPOMHbIM COCTaB WMHCTPYMEHTOB 3BYYMT MpeyBesu-
YEHHO KPacOYHO WM IKCTATUYHO, ITO OPKECTPOBbLIA FNyTamaT HaTPUA — MOHATHO, Movyemy
BTopyto ciouty U3 «labHUca» Aupuxepbl U Ny6arKa nobart 6onblue MNepBoid. >

4 @okunH M. MpoTue TeyeHus. BocnomuHaHua 6anetmeiictepa. C. 162.

% Mawer D. Ballet and the Apotheosis of the Dance // The Cambridge Companion to Ravel /
ed. by D. Mawer. New York : Cambridge University Press, 2000. P. 143.

¢ Cm.: Morrison S. The Origins of Daphnis et Chloé (1912). P. 64.

12




DIAGHILEV+
MAURICE RAVEL

‘The beginning of the day’ gradually fills the space, like the Rhine waters in Scene |
of Wagner’s Der Ring des Nibelungen (‘The Ring of the Nibelung’). A new day is marching
through the orchestra as if on a planet: the strings are instructed to take off the mute in turn,
musician by musician, releasing full sound. Three solo violins — like three beautiful birds
of paradise (one of Ravel’s choirs will be called Trois beaux oiseaux du Paradis (‘Three
Beautiful Birds of Paradise’)) — sing flageolet songs, heralding the dawn. When it finally
arrives, a backstage chorus without words joins the orchestra. The music outgrows the
plot situation, the antique sounds like timeless and universal — as cutting-edge for 1912:
the closest sound analogy turns out to be Scriabin’s mystical Prometheus, first performed
a year earlier. In case the choir does not fit behind the scenes of the theatre or in the concert
hall, Ravel has provided instrumental replacements.

In the Pantomime, Chloe, who was saved thanks to the intervention of the fearsome
god Pan, plays out the story of Pan and nymph Syringa, who turned into a reed, together with
Daphnis. The lengthy flute solo recalls this plot, as well as the fact that Fokine was wrongly
afraid of ‘the poverty of thematic material, which is often inherent in modernist music’.*
The composer’s detached intonation and his ‘pastoral idyll of classical purity and innocence’
are the strongest here.® Soon the idyll is swept away by the Danse générale (‘General Dance’),
which Ravel had a hard time with: after finishing the score, he completely rewrote the finale,
making it twice as long and changing the old-fashioned 3/4 size to an uncomfortable 5/4
(‘... started to worry that it would sound old-fashioned to Parisian connoisseurs of chic...’®).
He managed to hear L’Oiseau de feu (‘The Firebird’) and Pétrouchka by the new musical star,
Igor Stravinsky. All the main themes of the ballet return, but they are quickly carried away
by chromatic waves and a rapid motor current. Ravel was worried not only about Stravinsky
but also about other things from the Diaghilev troupe’s repertoire, for example Rimsky-
Korsakov’s Scheherazade, from which came the recognisable dotted fanfare and brass
repetitions (in the previous movements of the suite they were used very carefully). The choir
climbs higher and higher up the chromatic ladder, the huge composition of instruments
sounds exaggeratedly colourful and ecstatic, it is orchestral ‘monosodium glutamate’ — it is
clear why the conductors and the audience love the Suite No. 2 from Daphnis more than
the No. 1. >

4 Fokine M., Protiv techeniya. Vospominaniya baletmeystera, p. 162.
5 Mawer D., Ballet and the Apotheosis of the Dance, in: The Cambridge Companion to Ravel, New York, 2000, p. 143.
¢ See: Morrison S., The Origins of ‘Daphnis et Chloé’ (1912), p. 64.
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B 1919 roay PaBenb cHoBa pa6otan ana laruneBa M, CbirpaB 3a pPoOAsIEM HOBOe
COYMHEeHHe, YCNbllan OT 3aKas3uyuKa: «3JTo weaeBp, HO He 6anet. ATo nopTpeT Ganeta».
CkasaHo — cpgenaHo. lNbeca « Banbc» nonyynna noa3aronoBOK « Xxopeorpaduyeckas nosma
ANA OpKecTpa» — TaHeu, HO ANA My3blKaHTOB, MeTabaneT, KOTOPbli MOMET O0BGOMTUCH
6e3 TaHuoBWMKOB. Mpembepa coctoAnacb B KoHue 1920 roaa B lMapuike, B o4yepeaHOM
cumboHUYecKoM HKoHuepTe Jlamypé. C Tex nop B KOHUepTHble 3anbl «Banbc» npuxoaut
ropaszo 4awe, YeM Ha TeaTpasibHble CLEHbl, U Aae yaadyHaAa xopeorpadua, Hanpumep
B Ganete /[xoparma bBbanaHuMHa, KoTopbii coeauHUn «BanbC» W paBeNeBCKUA LMKN
«BnaropoaHble U CEHTUMEHTaIbHbIE BaNbCbl», HE KarKeTcA Heo6X0AMMOW PALOM C TaKOW
MY3bIKOK.

«Banbc» Hacneayet cumdoHryeckum noamam XIX BeKa, Ho o6a3aTenbHan ANd 3TOro
HaHpa nuTepaTypHan nporpaMma carta B 0OAWH ab3all, pasMelleHHbIA B NapTUType:

Cpeau Kny6awmMxcA o61aKoB BUAHbI Banbcupytlowue napbl. O6naka noHemHory

pacceMBaloTCA — Mbl BUAUM OFPOMHYIO 3aJly, 3aMOJIHEHHYIO KpyXKalleMca TONMNOM.

CueHa nocteneHHo ocsellaeTcA. CBeT NoCcTp BCnbixuBaeT Ha fortissimo.

Umnepartopckui asop, okono 1855 roaa.

3710 noprtpeT, HO He 6aneTa: No-thpaHLy3CKK NapTUTypa HasbiBaeTcA La Valse, Banbc
o Banbce, Bcem-Banbcam-Banbc. Heuto Bpoae noapo6HON UCTOPUK GONIE3HU: 3apoHAEHHe,
pasnoxeHue, paspyweHue. OTcioaa CTporoe CTpoeHWe: IKCNO3ULMA, LeHTpasbHbIM pasaen
B (hOpMe CIOUTbI BaslbCOB, ABOMHAA KyNbMUHaUUA, Koga. O6wuit moayc 0603Ha4YeH B NepBoi
pemapKe: mouvement de Valse viennoise, «B Temne BeHcKoro Banbca». OH HauyuHaeTcsA
3By4aHMeM HKOHTpabacoB divisi a 3, pa3buTbiMm Ha TpU NaApPTUU, U3 [JIYXOro TPEMOJIO,
«HaCTONIbKO [IYBOKOro, YTO YXO eABa pas/iMyaeT BbICOTY TOHOB, BO3HWKAaeT cepauebueHue,
HameKas, BO3MOKHO, Ha aTaBUCTUYECKHE U (DU3NONOrMYECKHEe, @ He TONbKO KY/bTYpHblE,
MCTOKKU Banbca»’. popacTtaloT nepBble 06PbLIBKU BanbCOBbLIX (Dpa3: BEHCKOMY HIAaCCHURY
BeTxoBeHy NOAKNIOYMAU CNYXOBOKM annapar, U TOT NOHeMHOry 0GMBaeTCA C HAM. Anno3uu
Ha BeTxoBeHa U Ha cKepuo ero leBATON CUM(MDOHWUM NPOMENbKHYT Aablue, HO LieHTPanbHYl0
Temy «Banbca» My3blKOBeAbl OTbICKMBAlOT KaK pa3 B «[ladHuce u Xnoe», rae aHTUYHOM
repovHe Toxe 6bin NpeanucaH BEHCKUI TaHel,. >

7 Last Dance. George Benjamin Revisits La Valse, and Argues the Case for Ravel’s Orchestral Masterpiece //

The Musical Times. 1994. Vol. 135. No. 1817. P. 432.
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In 1919, Ravel worked for Diaghilev again and, after playing a new composition at the
piano, he heard from the customer: ‘lt’'s a masterpiece but not a ballet. This is a portrait
of the ballet.” So said, so done. La Valse (‘The Waltz’) was subtitled ‘choreographic poem
for orchestra’ — a dance but for musicians, a meta-ballet that can do without dancers.
The premiere took place at the end of 1920 in Paris, in another Lamoureux symphony concert.
Since then, La Valse has been to concert halls much more often than to theatre stages.
Even successful choreography, for example in George Balanchine’s ballet, which combined
La Valse and another cycle by Ravel, Valses nobles et sentimentales (‘Noble and Sentimental
Waltzes’), does not seem necessary alongside such music.

La Valse inherits the symphonic poems of the 19t century, but the obligatory literary
programme for this genre is compressed into one paragraph placed in the score:

Through whirling clouds, waltzing couples may be faintly distinguished. The clouds

gradually scatter: one sees an immense hall peopled with a whirling crowd.

The stage is gradually illuminated. The light of the chandeliers bursts forth at the

fortissimo.

Set in an imperial court, about 1855.

This is a portrait but not that of a ballet: in French, the score is called La Valse,
a waltz about a Waltz, a waltz to all waltzes. Something like a detailed medical history:
origin, decomposition, destruction. Hence the strict structure: the exposition, the central
section in the form of a suite of waltzes, the double climax, the coda. The general mode is
indicated in the first remark: ‘mouvement de Valse viennoise’, meaning ‘at the pace of the
Viennese waltz’. It begins with the sound of double basses divisi a 3, divided into three parts,
from a dull tremolo, ‘so deep that the ear can barely distinguish the pitches, a heartbeat
evolves, intimating perhaps that the origins of the waltz are atavistic and physiological, not
merely cultural.’” The first fragments of waltz phrases sprout, as if the Viennese classic
Beethoven got a hearing aid, and he was gradually getting used to it. Allusions to Beethoven
and the scherzo of his Symphony No. 9 will flash onwards, but it is in Daphnis et Chloé
that musicologists find the central theme of La Valse, where the antique heroine was also
prescribed a Viennese dance. >

7 Last Dance. George Benjamin Revisits ‘La Valse’, and Argues the Case for Ravel’s Orchestral Masterpiece,

in: The Musical Times, 1994, vol. 135, No. 1817, p. 432.
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OpHKecTp, BHOBb KaryLMIACA U36bITOYHBIM U MHOTOKPacO4YHbIM, Ha Aefe UCNOoNb3yeTcs
ropaszao 6osiee 3KOHOMHO, 4yeM B «JlathHuce». MeTp He MeHAeTCA Ha NPOTAMEeHUU BCEH
noambl — 3TO Te CaMble « LMBUIKU30BaHHbIe» 3/4, KOTopbix PaBenb paHblue nyraaca, Ho 6e3
KOTOpbIX He 6biBaeT BanbcoB. OAHAKO PUTMHUYECKHME U CTPYKTYPHblE TPIOKU MOCTOSIHHO
c61BaloT € Hor: pasbl U NEPUOAbI CTPOATCA HA 3HAYEHUAX, KPaTHbIX ABYM, MPU 3TOM K HUM
NOCTOAHHO A06aBNAIOTCA «JIMWHWE» OAWHOYHbIe TaKTbl. lMpeanocneaHuit Takt «Banbca»
HanMcaH KaKk KBapTo/ib — 4eTbipe YeTBEpTH, Y/OHeHHble B TpU: Y PaBensa Banbc nuweH
nocneaHen HaHpoBOW NPUMETbI U NpeBpaLleH B CaMOYHUYTOKaOWMNCA MapLu.

1855 roa B anurpacde cévBaeT ¢ TonKy. B napTuType CAMWKOM SIBHO oTne4artancs
1920-#: MNepBaa mMMpoBaA BOMHA OKOH4YeHa, oapAxneBwUi XIX BEK CO CBOMMW BasibCaMM,
MMMNEPUAMU U NIOCTPaMuU norué, npuwam apyrve taHubl. Ewe B 1900-x Puxapg LUTtpayc,
aBCTPUMACKUIA Konnera Pasens, ycibiwan BanbC Kak TaHeL, CNafo0CTHOMO pasfiomeHUsA U Mu-
6enM — 1 Nopy4Mn ero AByM Noapsj onepHbIM repouHsAm: Canomee U Anektpe. Bnpouem,
3atem LUTpayc peaHumupoBan xaHp, caenaB ero U pymsaHeW, U 6enee: onepa «Kasanep
po3bl», €C/IM YroAHO, BCA HamnucaHa Npo MCKYCCTBO BEHCKOro Basnbca. [locne BUPTYO3HO-
MYTKOBaToro TplOKa PaBens MWp He nepectan BanbCUpoBaTb, 0CO6eHHO B 6anerax.
OaHaKo TpexAoNbHbIM X04 OKasascA HeobA3aTeNlbHbIM: K NpUMepy, BaibC U3 KUHOGUAbMA
«lMpoBUHUMaNbHbIN 6eHedUC», NO3AHAA HeMuyykuHa Banepua MaBpunnHa v nocnesHuin
6naroyxaHHbiv Basibc XX BEKa, HanMcaH Ha cYeT «NATb». [ |
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The orchestra, which again seems redundant and multi-coloured, is actually used
much more sparingly than in Daphnis. The meter remains constant throughout the poem —
these are the very ‘civilised’ 3/4 metres that Ravel used to fear, yet without which no waltz
could be imagined. However, rhythmic and structural tricks are constantly knocking you
down: phrases and periods are based on values that are multiples of two, while occasional
‘extra’ bars are constantly being added to them. The penultimate bar of La Valse is written as
a quarto — four quarters stacked in three: Ravel deprives the waltz of the last genre feature,
turning it into a self-destructing march.

The year 1855 in the preface is confusing. The 1920s were too clearly imprinted in
the score: World War | was over, the decrepit 19* century with its waltzes, empires and
chandeliers died, other dances arrived. Back in the 1900s, Richard Strauss, Ravel’s Austrian
colleague, heard the waltz as a dance of sweet decay and death — so he entrusted it to two
consecutive opera heroines: Salome and Electra. However, after that Strauss revived the
genre, making it both rougher and whiter: the opera Der Rosenkavalier (‘The Knight of the
Rose’), if you like, is all written about the art of the Viennese waltz. After Ravel’s masterly
creepy trick, the world did not stop waltzing, especially in ballets. However, the three-part
move turned out to be optional: for example, the waltz from the movie Provincial Benefice,
the late pearl by Valery Gavrilin and the last fragrant waltz of the 20t century, was written on
the count of five. [ |
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«BA/1bC»
BOKPYT
« A APHIIC Ay

N36pannas xponozpagpus

1906 7 heBpana KOMNO3UTOP NMCan CBOEMY CTapLueMy APYry, My3blKaibHOMY KPUTURY MRaHy
MapHo: «PaboTa, K KOTOPOM A ceiivac NpUcTynato, — 3TO He MUHUaTIopa, HO 60/1bLUOM
Banbc [sic!l, Kak 6bl AaHb namATU Benukoro LUTpayca, Tonbko He Puxapaa,
a apyroro — HWoraHHa. Bbl Beagb 3HaeTe Moe MpUCTpPacTMe K 3TUM Yapylolmm
puUTMaM; A CYMTalo, YTO PaAoCTb HWU3HW, BbiparKeHHasA B TaHue, Kyaa rny6xe, yem
nypuTaHU3m (PaHKMUCTOB...» (ppaHKUCTbI Yy PaBena — npuBepreHUbl ctuna Cesapa
®paHKka U agenTbl BO3POMAEHUA KaTOJIMYECKOM My3blKM, B LUMPOKOM CMbiCle —
KoHcepBaTopbl). B KaKoli-To MmomeHT PaBenb oTBneKcs oT 3ambicna. LLleageBpom 3toro
roga cran He « Banbc», Ha NPOTAMEHWU AONTOro BpEMEHU YNOMUHAEMbIA NoA, paboymum
HasBaHWeM « BeHa», a LMKn neceH « EcTecTBeHHble UCTOPUM» Ha cnoBa Hiona PeHapa.

1907 C atoro roaa my3biky PaBena ctanuM perynsapHo ucnonHATe B Poccun. B aBTO6MO-
rpacduu, HaguKkToBaHHOM B 1928-M, KOomMno3uTop yTBep#aan: «“AadHuc u Xnoa”,
xopeorpacuyeckas CUMGOHMA B Tpex 4acTax, 6bula 3akasaHa MHe Cepreem
AaruneBbivM, aupeKkTopoM Pyccroro 6aneta... Hauatbin B 1907 roay, “JdadHuc”
HECKO/MIbKO pa3 nepeaenbiBancA, ocobeHHO ero dwuHan. lNepBaA ero nocraHoBKa
6b1a ocywectBneHa Pycckum 6anetom...» BOSBLMHCTBO UCTOPUKOB CYUTAIOT 3Ty
[iaTy OrOBOPKOM: KOHTPaKT Ha co3aaHue 6aneta 6bin 3akntodeH netom 1909-ro, Toraa
e Hayanacb aKTWMBHaA pa6ota Hag HUM Bmecte ¢ Muxaunom PoKUHbIM U JlbBOM
Bakctom. Ho JaruneB B 04HOM U3 ra3eTHbIX MHTEPBbLIO 06MONBUACA, YTO «dacdHUC»
3aaymaH um U Pasenem B 1907-m, o Tom e nosgHee nucan Ceprei Jludapb. Tak uau
MHaye, BOMPOC O TOM, Koraa Havanacb uctopua «ladpHuca u Xnom», A0 CUX NOP He
3aKpbIT.

OCHOBHble COYMHEHUs 3TOro roga — opKecTpoBaa McnaHckas pancoaus W onepa
«HUcnaHcKkui 4vac». YcnewHasa npembepa nepBOro CUMGMOHUYECKOr0 COYMHEHUA
KomnosuTopa coctouTcA B mapte 1908-ro, onepa 6yaer 3aBeplieHa B 1908-m,
HO NocTaB/ieHa TONbKO B 1911-m. >
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ITHE VWALTZ
AROUND
DAPHNIS

Selected chronology

1906 On 7 February, the composer wrote to his elder friend, the music critic Jean Marneau,
‘The work | am now starting is not a miniature, it is rather a large waltz [sic!], as if
a tribute to the memory of the great Strauss, only not Richard but the other one —
Johann. You know my fondness for these charming rhythms; | believe that the joy
of life expressed in dance is much deeper than the Puritanism of the Franckists...’
(by Franckists Ravel means the followers of Cesar Franck’s style and adherents of
the revival of Catholic music, in a broad sense — conservatives). At some point,
Ravel was distracted from the conception. This year’s masterpiece was not La Valse
(‘The Waltz’), for a long time referred to under the working title Wien (‘Vienna’), but the
song cycle Histoires naturelles (‘Natural Histories’) based on texts by Jules Renard.

1907 Since that year, Ravel’s music has been regularly performed in Russia.
In his autobiography, dictated in 1928, the composer stated, ‘Daphnis et Chloé
(‘Daphnis and Chloe’), a choreographic symphony in three movements, was
commissioned by Sergei Diaghilev, director of the Ballets Russes... Begun in 1907,
Daphnis was reworked several times, especially its finale. The first production of it
was performed by the Ballets Russes...” Most historians consider this date to be
a reservation: the contract for the creation of the ballet was concluded in the summer
of 1909, at the same time active work on it began together with Michel Fokine and Léon
Bakst. However, Diaghilev mentioned in one of the newspaper interviews that Daphnis
was conceived by him and Ravel in 1907, and Serge Lifar later wrote the same thing.
Anyway, the question of when the story of Daphnis et Chloé began remains unresolved.
The main works of this year were the orchestral Rapsodie espagnole (‘Spanish
Rhapsody’) and the opera L’Heure espagnole (‘The Spanish Hour’). The successful
premiere of the composer’s first symphonic work would take place in March 1908,
the opera would be completed in 1908 but staged only in 1911. >
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1909 6 1 9 aHBapa Pukapao BuHbec ucnonHun npembepy oprenMaHHoro unkna « HouyHon
[acnap», oKoH4YeHHOro oceHbto 1908-ro.
JNletom Cepreit larunes BnepBble oULMaNbLHO 3aKa3an My3biKy Ana 6yaylumnx 6anetos
aHTpenpusbl Ballets Russes coBpemeHHbIM Komno3uTopam: B ero crnuvcKe 6b1in CeH-
CaHc, [lloka M A’3HAu, Ho 3aKasbl goctanucb Knoay Ae6ioccu u Mopucy Pasento.
MepBbii Konebanca, BTOPOM IHEPrMUYHO NPUHANCA 3a AeNo: « [lonHeH NpU3HaTh, Y MeHA
nosaau 6esymHan HeAenA — MNOArOTOBKa NM6peTTo Ganeta cneaytowero Pycckoro
ce30Ha. MouTH exkeaHeBHO paboTalo 4O TPEX HOYMN».
B KOHLe roaa KOMMNO3UTOP OTB/IEKCA OT 6asieTa: OH NepeopKecTpoBan CUMGBOHUYECKYIO
clouTy « AHTap» U pparMmeHT U3 onepbl-6aneta « Mnaga» Hukonaa Pumckoro-KopcakoBa
AN OPUEHTANIUCTCKOro peBto Tpynnbl TeaTpa OA4eoH — € y4acTUeM TaHUoBLMLbI MaTbl
Xapu, apabCKMX My3blKaHTOB W aKkpob6atoB U3 Amkupa — B Onepe MoHTe-Kapno
(npembepa coctoanachk B Havane 1910 roaa). Bnocneacteum « AHTap» B Bepcuu PaBena
MCMOJIHANICA U KaK CaMOCTOATE/IbHOe NPOU3BEeAEeHHE.

1910 20 anpena B nepBoM KoHuepTe My3blKasnbHOro obLecresa He3aBUCUMbIX COCTOANACH
npeMbepa uuKkna anAa coprenvaHo B YeTbipe pyKU «Moa Matywka lycbiHA». LiMKn
6yaeT opKecTpoBaH PaBenem B 1911-m, NpeAnonouUTenbHO No Npocbbe pycCKoro nua-
HUCTa U MeueHaTa AnekcaHapa 3u10TH, a 3aTeM CTaHeT 6aeToMm.

B mae Komno3uTop 3aBeplumn dopTennaHHyio Bepcuio «ladbHuca n Xnoum».

1911 2 anpena Opkectp KonoHHa noa ynpaBneHuem Mabpuensa MNbepHe BnepBbie UCMONHWUN
B Mapuike Mepsyto clouTy U3 6yayuiero 6aneta «adHuc u Xnosa» (N2 6-8). B Tom e
roay ata ciouTa 3By4yana B « KoHueptax AnexkcaHapa 3unotu» B Netepbypre.

9 manA cocTtoAnacb npembepa topTennaHHON ClouTbl « BraropoaHbie U CEHTUMEeHTaNb-
Hble BabCbl», KOTOpasa 6yAeT OPKeCTPOBaHa U NocTaB/eHa Kak 6aner.

1912 B atom rogy B [Mapu:e npownu npembepbl cpady Tpex 6anetoB Ha My3biKy PaBens.
29 AHBapA B TeaTpe UCKYCCTB MOKa3anu KOPOTKYIO NOCTAHOBKY Ha My3blKy uukaa «Mos
MartywKa lNycbiHa» — noa Ha3BaHueM « CoH PnopuHbI».

22 anpena B Teatpe Llatne panu npembepy 6aneta «Agenanga, unu AsbiK LBETOB»
Ha My3blKy ClouTbl «bBnaropogHble U CeHTUMeHTaslbHble BanbCbl» — C 6anepuHomn
Hatanbei TpyxaHoBOM B rnaBHOM ponu. PaBenb cToan 3a AUPUKEPCKUM NYILTOM.

8 uioHA npembepa «JadHuca U Xnou» coctosnacb B ToM e Teatpe Llatne: us-3a
pasHornacui Ceprea [arunesa U Muxanna PoKMHa cneKTakalo A0CTaNoCh JiMlb ABa
rnokasa, OH 6bln1 He C/MLIKOM XOPOLIO OTPEeneTUpoBaH, YaCTb KOCTIOMOB B3ANU U3
npownoroaHero 6aneta PoxkuHa « Hapumce» Ha aHTUYHbIN cloeT. BmecTe ¢ « lachHUcoM»
nokasbiBanu nepBbi xopeorpatduyeckui onbiT HUHKUHCKOro Ha My3biky Je6ioccu —
«[lMocnenonyaeHHblt oTAbIX (aBHa», U 3TOT CHKaHAaNbHblA 10-MUHYTHbLIA CMEKTaKab
nepeTsAHYN Ha ce6s MOYTU BCe BHMMaHWE UMNpecapyo, TPynmbl, NYG/IMKU U KPUTUKOB.
Cnycta napy netr ®OoKUH nomupuTcA ¢ JArvneBbiM, BEPHETCA B TPynny U Aaxe cam
CTaHeT UCnosiHATL naptuio [adHuca B BO306HOBNEHUU cneKTaknda. A B 1921 roay oH
nepeHeceT NOCTAHOBKY Ha cueHy lMapuKcKoin onepbl — npembepa coctouTca 20 UIoHA. >
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1909 On 6 and 9 January, Ricardo Vignes performed the premiere of the piano cycle Gaspard
de la nuit (Treasurer of the Night), completed in the autumn of 1908.
In the summer, Diaghilev officially commissioned music for the future Ballets Russes to
contemporary composers for the first time: Saint-Saéns, Dukas and d’Indy were on his
list, but orders went to Debussy and Ravel. The first hesitated, the second set to work
vigorously: ‘I must admit, | have a crazy week behind me — preparing the libretto of the
ballet of the next Saison Russe. | work almost daily until three in the morning.’
At the end of the year, the composer was distracted from the ballet: he rearranged the
symphonic suite Antar and a fragment from the opera-ballet Mlada by Nikolai Rimsky-
Korsakov for the orientalist revue of the Odeon Theatre troupe — with the participation
of dancer Mata Hari, Arab musicians, and acrobats from Algeria — at the Opéra de
Monte-Carlo (premiered in early 1910). Subsequently, Antar in Ravel’s version was
performed as an independent work.

19100n 20 April, Ravel’s Ma mere I’Oye (‘Mother Goose’), a four-hand piano cycle,
premiered at the Société musicale indépendante’s inaugural concert. The cycle would
be orchestrated by Ravel in 1911, presumably at the request of the Russian pianist and
philanthropist Alexander Siloti, and later it would become a ballet.
In May, the composer completed the piano version of Daphnis et Chloé.

1911 On 2 April, the Orchestre Colonne conducted by Gabriel Pierné performed for the first
time in Paris the Suite No. 1 from the future ballet Daphnis et Chloé (Nos 6-8). In the
same year, this suite was performed in the Concerts of Alexander Siloti in St Petersburg.
On 9 May, the premiere of the piano suite Valses nobles et sentimentales (‘Noble and
Sentimental Waltzes’) took place, which would be orchestrated and staged as a ballet.

1912 This year, three ballets to Ravel’s music premiered in Paris at once. On 29 January,
the Théatre des Arts showed a short production to the music of the cycle Ma mére
I’Oye — it was run under the title Florina’s Dream.

On 22 April, the ballet Adélaide, ou le langage des fleurs (‘Adelaide, or the Language of
Flowers’) to the music of the suite Valses nobles et sentimentales with ballerina Natalia
Trukhanova in the title role premiered at the Théatre du Chatelet. Ravel was standing at
the conductor’s podium.

On 8 June, Daphnis et Chloé premiered at the Théatre du Chatelet. Disagreements
between Sergei Diaghilev and Michel Fokine resulted in only two performances; the ballet
was inadequately rehearsed, and some costumes were repurposed from Fokine’s last-
year production on antique subject, Narcissus. Together with Daphnis, Nijinsky’s first
choreographic experience to Debussy’s music was shown — L’Aprés-midi d’un faune
(‘Afternoon of a Faun’), and this scandalous 10-minute performance attracted almost all
the attention of the impresario, the troupe, the public and critics. A few years later, Fokine
reconciled with Diaghilev, rejoined the troupe, and even took on the role of Daphnis in the
revived production. And in 1921, he transferred the production to the stage of the Opéra de
Paris — the premiere took place on 20 June. >
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1913 22 uioHA Ockap ®Ppua avpuxupoBan npembepoi Brtopoi cioutbl U3 «JadHuca

u Xnou» B Teatpe Llatne. Ee craHyT ucnonHATb ropasgo 4awle camoro 6aneta
v MepBo# CIOUTDI.

B 3Tom e rogy PaBenb coctaBui U3 My3blKM 6aneta CloUTy AnA (opTenraHo.

Ana onepHo-6aneTtHoro ce3oHa Ballets Russes Pasenb u CrtpaBWHCKUI nepe-
opKecTpoBanu onepy Mycoprckoro «XoBaHLMHa», (haKTUYECKU CO3JaB HOBYIO ee
peaakuuio. OHa UcnoNHANACb B TOJIbKO YTO OTKPbITOM napumcKom Teatpe Enuceit-
cKux Monen U NnoHAOHCKOM TeaTtpe Jpypu-JleiiH ¢ 60/bLLIMMU KyniopamKu, Ha KOTOPbIX
Hactosan Aarunes.

1914 21 aBrycta, B Hauvane [lepBoii mMupoBOW, PaBenb, noka elie He AONYLIEHHbIN

1919

K apMeWcKoW cnyxbe, nuwetr AneH HaH-Hasenna: «He xBataer mysecTBa BHOBb
NPUHATbCA 3a paboTy, Tem 6onee 4YTO ABa HayaTbiX NPOM3BEAEHWs, 3a KOTopble
A AOMKEH 6bin 3acecTb Nnocsie OKOHYaHWA TpUo, Tenepb OKa3bIBalOTCA HE KO BPEMEHHU:
nepsoe — “loOTOHYBLWIMIA KonoKon” B coTpyaHudecTBe ¢ epxaptom [ayntmaHom
(aTa onepa TaK U He 6yaeT HanucaHa PaBenem. — Peg.); BTopoe — cUMdOHUYECKasn
noama, Kotopaa o4yeHb Xopollo noasuranacb: “BeHa”!!! U ee HUMKaK He Ha3oBellb
“MeTtporpaa”’».

MepBaa MUpoBasA 3aKOHYKUIAaCb, BMECTE C HEO PYXHY/N BeCb CTapbli MUp, U [Arvnes
Hallynan HOBYIO KOHLIENLMIO ANA cneayowmux ce3oHoB Ballets Russes — pecraBpauusa
nNpUABOPHOMN KynbTypbl. B 3TOM pycne oH 3aKasan OTTtopuHo Pecnuru nepepaboTky
My3bIKK PoccuHu ana 6aneta « BonwebHaa naBka» 1 HOBYIO BEPCUIO onepbl YMmaposbl
«HeHcKHUe xuTpocTu», a CTpaBMHCKOMY Mnopyyun coszaHuve 6aneta «[llynbynHenna»
no motuBam My3biKU Mepronesu u apyrux utanbaHues XVIII Beka. B TaKyto KoHLenuuto
YKNaaplBaeTca U obpawieHue AaruneBa K PaBento ¢ Npocb60oi 3aKOHYMTb U NOKasaTb
emy «Banbcy»: nocne MNMepBoit MUPOBOI BOMHbI Ha3blBaTb COYMHEHUe « BeHoi» cTtano
HEKOMUNb()O, HO KOMMO3UTOP eLle MCMOoNb3YyeT CTapoe Ha3BaHWe MO MPUBbIYKE KaK
pabouee.

22 neKabpsa PaBenb nucan cBoemy Apyry 1 nepsomy 6uorpady, My3bikoBeay Anekcucy
PonaH-MaHtoanto, U3 mecrteuka Jlanpa Bo ®paHuy3cKkux Anbnax, rae npoBoAun BCHO
3uMmy: «fl cHoBa 3aHancA “BeHoi”. Jeno wnaer Ha naa. HakoHeu-To A cABWHyANCA
C MepPTBOM TOYKU U MUYYCb Ha YETBEPTOM CKOPOCTHU». >
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1913 On 22 June, Oscar Fried conducted the premiere of the Suite No. 2 from

Daphnis et Chloé at the Théatre du Chatelet. It would later be performed much more
often than the ballet itself and the Suite No. 1. In the same year, Ravel composed
a suite for piano from the music of Daphnis.
For the Ballets Russes opera and ballet season, Ravel and Stravinsky rearranged
Musorgsky’s opera Khovanshchina; as a matter of fact, they created a new edition.
It was performed at the newly opened Théatre des Champs-Elysées in Paris and at
London’s Drury Lane Theatre with major omissions, which Diaghilev insisted on.

1914 On 21 August, at the outset of World War |, Ravel, who had not yet been called up for
military service, wrote to Héléne Kahn-Casella, ‘I do not have the courage to get back
to work, especially as the two projects | began after completing the Trio now seem
untimely. The first, Die versunkene Glocke (‘The Sunken Bell’) — a collaboration with
Gerhart Hauptmann (this opera would never be written by Ravel. — Editor’s note);
the second is a symphonic poem that advanced very well: Wien!!! And you can’t call it
Petrograd in any way.’

1919 The end of World War | and the disintegration of the old world prompted Diaghilev to
search for a new direction for the Ballets Russes, focusing on the revival of court cult-
ure. In line with this vision, Diaghilev’s commissions included Ottorino Respighi’s ar-
rangements of Rossini for La Boutique fantasque (‘The Fantastic Toyshop’) and a new
version of Cimarosa’s Le astuzie femminili (‘Feminine Wiles’), as well as Stra-
vinsky’s Pulcinella, a ballet based on music by Pergolesi and other 18"-century Italian
composers. Diaghilev’s appeal to Ravel with a request to finish and show him La Valse
fitted into this concept. After the World War |, it became improper to call the piece
'Vienna', yet the composer continued to use it out of habit as a working title.

On 22 December, Ravel wrote to his friend and first biographer, musicologist Alexis
Roland-Manuel, from the town of Lapra in the French Alps, where he spent the whole
winter, ‘I’'ve been working on Wien again. Things are getting better. I’ve finally got off
the ground and I'm racing at fourth gear.’ >
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1920 B anpene, nepesa Bo3BpauweHWem B [lapux U BcTpeuyeir ¢ [arunesbim, PaBenb
coobwun maaemyasenb MapHo: «Vd! Buepa Beyepom A gonucan 76-10 CTpaHULYy
noA aKKOMMaHeMEHT CTPAaLLHOro JIBHA U rpomMa. Tenepb OCTaeTcs TOMbKO ele pas
npocmMoTpeTb napTUTypy. MHe NnoHaao6uTCA Lenbli AeHb, YTO6bl HanMcaTb OTBET XOTA
6bl Ha HeKoTopble M3 80 nUceMm, HAYWMKX yHe 6onblue MecsAua; Kpome Toro, Hago
C/IOMUTb YeMoAaHbI».

23 oKTAGpPA B BeHe cocToAnacb npembepa «Banbca» B Bepcun gna doprenuaHo
B YeTbipe PYyKWU. ABTOP UCMOJIHAN COYMHEHUe BMecTe ¢ Anbtpeao Kasennon.

12 pexabpA opKecTpoBbli «Banbc» 6bin BnepsBble cbhirpadH B [Mapume OprecTpom
Jlamypé. KoHuepTHasa cyabba npouM3BeseHUA OKasaslaCb OYEeHb CYacCT/IMBOM —
B nocneAayioLwue roabl OHO 3aBOeBasio NpusHaHue no Bcei EBpone.

1926 2 oKkTA6pA B AHTBepneHe, B KoponescKoi ®namaHacKom onepe, cocTosAnach npeMbepa
nocTtaHoBKU « Banbca» B xopeorpaduu CoHu Koptu.

1929 15 ausapa B MoHTe-Kapno yBuaen cueHy 6anet « Banbc», nocraBneHHbiit BpoHucnasom
HuxnHcKkon ana Tpynnbl Uabl PyGUHWTENH cpa3y nocne cos3aaHuA 6aneta Ha My3blKy
PaBens «bonepo». O6a cnexkTakna NoKasbiBaau BO BCEX ropoAax, rae ractpoaMpoBana
Tpynna; B BeHe u Mapuie opKecTpamu ynpaBnsan aBTop. [}
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1920 In April, before returning to Paris and meeting Diaghilev, Ravel informed Mademoiselle
Marneau, ‘Ah! Last night | finished the 76" page to the accompaniment of a terrible
downpour and thunder. Now all that remains is to review the score again. It will take me
a whole day to write an answer to at least some of the 80 letters that have been waiting
for more than a month; besides, | need to pack my suitcases.’

On 23 October, the premiere of La Valse in a four-hand piano version took place in
Vienna. The author performed the composition together with Alfredo Casella.

On 12 December, the orchestral La Valse was first played in Paris by the Orchestre
Lamoureux. The work enjoyed a highly successful concert history, achieving widespread
acclaim throughout Europe in subsequent years.

1926 On 2 October, in Antwerp, at the Koninklijke Vlaamse Opera (Royal Flemish Opera),
the premiere of a production of La Valse choreographed by Sonya Corti took place.

1929 On 15 January, La Valse, a ballet staged by Bronislava Nijinska for lda Rubinstein’s
company, premiered in Monte-Carlo. It followed closely upon the staging of Boléro to
Ravel’s music. Both productions were shown in all the cities where the troupe toured;
in Vienna and Paris, the orchestras were conducted by the author. [ |
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M3 cepun «BUBAEACKHI LukA» | KOHe 1970-x — Havano 1980-x | Gymara, ryaws, axsapens | 59,5 x 84
from the Biblical Cycle | late 1970’s — early 1980’s | watercolour and gouache on paper | 59,5 x 84
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DauHa AHdpuarosa

AOM

OTTOpUHO Pecnuru mMeuytan HuTb B AOME, OKPYHEHHOM BbICOKUMHU AEpeBbAMM.
YpoxeHel, BonoHbK, OH B Bo3pacte 34 net nepeexan B Pum. K Bbi6opy Munuwa ana cebs
M Cynpyru KOMNo3uTop noaollen ¢ 0coboM LweneTunbHOCTbo: Anb3a Pecnury BcnomuHana,
KaK nocne pa6oyero AHA OHU He pa3 CaAU/IMCb B MaLLMHY U 06be3Kaih OKPECTHOCTHU B MOMCKax
Aoma MeuTbl. OgHamAabl, rynAa B XUBONUCHOM cady Ha MoHTe-Mapuo, camom BbICOKOM U3
cemu xonmoB Puma, Pecnuru Habpen Ha BuANY, NPUHAAIEHKABLUYIO CEMbE apUCTOKPAaToB.
N3 ee OKOH BMAHeNnachb poua BeYHO3eNeHbIX coceH. [locne Toro Kak KOMMNO3UTOP C HeHOM
nocenuncsa 3aecb, Ha ynuue Kamunyyya, apxutektop Map4yenno MNbAYEHTU NPONIOHKKUN Yepes
pouly anneto, He cpy61B HA OAHOIO AepeBa, — TaKOBO 6bI10 YCNIOBUE HOBOFO X03fiIMHA. Jlom
ctanu HasbiBaTb | Pini («[MMHUK»). Pecnurn npoxun B HeM 40 CBOEro nocjieaHero AHA.

AEPEBO

B pacckasax o «[MuHMAXx Puma» 4acto UMTUMpYIOT cnoBa Pecnvri o Tom, 4TO nocne
nepeesga B Pum, cnyuuBweroca B 1913 rogy, ero co3HaHMem oBnagenud aBa ob6pasa:
thoHTaHbl U cocHbl. Be3 Tex U ApyrMx HEBO3MOMHO MPeACTaBUTb 06/IMK ropoja Ha cemu
xonmax. U 6onee Toro, NnMHUA 6bina ANA KOMNO3UTOPA YacTblo HALMOHANbHOIO KYNbTYPHOIO
Koga. LUuwKa nuHuKM, cnaBAwencA CBOeM YpOMKaMHOCTbLIO, YKpaluaeT ApeBKO MHesna 6ora
nnoaopoaua inoHuca. M3 aTo cocHbl coopyan norpebanbHblid anTapb dHein B « dHenae»
APeBHEepPUMCKOro noata Beprunua. YsHaBaemblidi CUNY3T NOSIBNSIETCA Ha Nersamax UTalb-
AHCKUX XYAOMHUKOB 3Moxu Bo3poxaeHna u 6apoKKo. [Jlaxe CKa3o4yHOro Majb4yMKa-rnosieHo
M1HOKKKMO nana Kapno BbiCTpyran U3 ApeBeCUHbl NMUHKUM. >
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UNDER THE SHADE
OF PINE TREES

Elina Andrianova

THE HOUSE

Ottorino Respighi dreamed of living in a house surrounded by tall trees. A native of
Bologna, at the age of 34, he moved to Rome. The composer was especially particular about
the choice of a home for himself and his wife. Elsa Respighi recalled how, after a day at work,
they would often get into a car to drive around the neighbourhood in search of their dream
home. One day, taking a stroll in a picturesque garden on Monte Mario, the highest of the
seven hills of Rome, Respighi came across a villa that belonged to a family of aristocrats.
Its windows overlooked a grove of evergreen pines. After the composer and his wife took
up their residence here, on Via della Camilluccia, architect Marcello Piacenti paved an alley
through the grove without cutting down a single tree — this was a condition imposed by the
new owner. The house came to be known as | Pini (‘Pines’). Respighi lived there until his
last day.

THE TREE

In the accounts of Pini di Roma (‘Pines of Rome’), Respighi is often quoted as saying
that after moving to Rome in 1913, two images captured his imagination: fountains and pines.
Without either of them, it is impossible to imagine the townscape of the city on seven hills.
Moreover, for the composer, the pine was a part of the national cultural code. A pine cone,
renowned for its abundance, adorns the shaft of the rod of Dionysus, the fertility god. It is from
pine wood that Aeneas built a funeral altar, as described in the Aeneid by the ancient Roman
poet Virgil. A recognisable silhouette appears in the landscapes of Italian Renaissance and
Baroque artists. Even the fairy-tale boy Pinocchio was carved by Papa Carlo from pine log. »
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AETHU

Haiiasa MUCTOYHMK BAOXHOBEHMA B OKPYMHAIOWEW ero apxMTeKType U npupoae,
a TaK¥e B pomaHe C o4apoBaTe/lbHbIMU 6/IOHAUHKaMU-cecTpaMu (BCTpeya ¢ to60Bblo BCer
MU3HKM dnb3on OnuBbepu-CaHakakoMo 6bina elie Bnepeau), Pecnurn, o6bIYHO KpailHe
MeANUTeNIbHbIKM aBTOp, BOLEN B NpeKpacHylo TBopyeckylo dopmy. B 1917 roay B aHTUYHOM
mMaB3oJsiee MMnepaTopa ABrycra cocrosiacb npemMbepa cCUMGOHUYECKON NO3Mbl « POHTaHDI
Puma». HecmoTps Ha XonoAHbli NepBblid NpUem y Ny6/IUKKU U NPOTUBOPEYUBbIE PELIeH3UH,
cnywarenu no Bceit UtTanumn u faneko 3a ee npegenamu BCKope MOMO6GUIN OPKECTPOBYIO
HOBMHHKY U ee aBTOopa. B « PUMCKOWM TpuiorMmn», B KOTOPYIO BMOCNEACTBUU BOWMU « [TUHUK
Puma» (1924) u «Pumckue npasgHectBa» (1928), Pecnuru cosgan cBoero poga HOBbIM
HauMOHaNbHbIM KaHOH: BrnepBble cO BpeMeH BuBanbau Utanusa nogapuna mupy 60sbLioro
MacTepa UHCTPYMEHTaNbHOM My3bIKH.

ONMEPA VS CUMDPOHHA

B Hauane XVIII Beka UTtanua no 6onbLioMy cUeTy noTepsia MHTEPEC KO BCEM HaHpam,
Kpome onepbl. MoKa MbicAKM UTanbAHUEB nornowan Teatp, B octanbHoW EBpone uHTepec
cmewanca B obnactb CMMGOHUYECKOro U KaMepHOro nucbma: 6aucratensHaa 200-neTHAA
WUCTOPUA UTaNbAHCKOW onepbl 06epHynacb UCTOPUEN HEHanUcaHHbIX CUMGOHUIN, KBapTETOB,
KOHLePTOB, BOKa/IbHbIX LIUKNOB U UHCTPYMEHTasIbHbIX CIOUT.

O6beanHUBLUMCE BOKPYr Komno3sutopa Anbdpeao Kasennbl, Pecnuru u ero eauHo-
MbILW/IEHHHUKK, KOTOPbIX Ha poauHe HasbiBalT Generazione dell’Ottanta («nokonexue
BOCbMWUAECATHUKOBY»), CTPEMMIUCb K BO3POKAEHWUIO CUMGBOHUYECKOW W KaMepHo-
WMHCTPYMEHTaNbHOW TPaAWLMW Ha POAMHE: M3y4anu NapTUTYPbl BblAAIOWMXCA COBPEMEH-
HUKOB, YCTPauMBaau KOHLEPTbl HOBOW MHCTPYMEHTaNbHOM MY3bIKU U NUCanu ee.

NPUCBOEHHUE NMPOLUJIOIO

He meHee oCTpo ANA «BOCbMWAECATHUKOB» CTOAA BOMPOC O CaMoOOGbITHOCTH
MTaNbAHCKOW MY3blKW: Kas3anoCb HEAOCTATOYHbIM MEPEeHATb aKTyasbHYl0 rpammaTury
Y MHOCTPaHHbIX aBTOPOB, C/ie40Bano CHopMUPOBaTb YHUKa/bHbIM HaLuWOHaNbHbIA CTU/b Ha
noyse 6oraterwlero KyabTypHOro Hacneaua npowsoro. Kak U HeKoTopble Apyrve « BOCbMM-
[eCATHUKW», Pecnuru usyyan npousBeneHUs UTanbsaAHCKUX mactepoB XIV-XVII ctronetui.
HauaB co cTyaeH4YecKMX 06paboToK 6apPOYHbIX CKPUIMMUYHbIX COHAT, OH Ha NMPOTAMEHWUU BCel
HMU3HM co3zaBan TPaHCKPUMNLUWUK U UHCTPYMEHTOBKU: MexAyHapoaHoe npusHaHue Pecnuru
Ha4anocb C aBTOPCKOM OpKecTpoBoM Bepcuu «lnavya ApuaaHbl», a 0O4HOM U3 ero NocieHUX
paboT ctana peaakuusa onepbl « Opden» Knayamo MoHTeBepam. >
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CHILDREN

Having found inspiration in the architecture and nature surrounding him, as well as
in an affair with charming blonde sisters — and with the meeting of the love of his life, Elsa
Olivieri-Sangiacomo, still ahead — Respighi, who was usually an extremely slow author,
achieved a great creative shape. In 1917, the premiere of the symphonic poem Fontane di
Roma (‘Fountains of Rome’) took place in the ancient mausoleum of Emperor Augustus.
Despite the ivy welcome from the public at first and contradictory reviews, listeners across
Italy and beyond soon embraced the orchestral novelty and its composer. In his Roman
Trilogy, which later included Pini di Roma (1924) and Feste romane (‘Roman Festivals’)
(1928), Respighi established a new kind of national canon: for the first time since Vivaldi, Italy
presented the world with a great master of instrumental music.

OPERA VS SYMPHONY

At the beginning of the 18t century, Italy by and large lost interest in all genres except
opera. While Italians were preoccupied with the theatre, interest in the rest of Europe shifted
towards the realms of symphonic and chamber music writing: the brilliant 200-year history of
Italian opera transformed into a narrative of unwritten symphonies, quartets, concerti, vocal
cycles and instrumental suites.

Uniting around composer Alfredo Casella, Respighi and his like-minded fellow
authors, known as Generazione dell’Ottanta (‘generation of the eighties’), sought to revive
the symphonic and chamber-instrumental tradition in Italy. They studied the scores of
outstanding contemporaries, organised concerts of new instrumental music and composed
their own works.

APPROPRIATION OF THE PAST

No less pressing for the ‘generation of the eighties’ was the question of originality
in ltalian music. It seemed insufficient to simply adopt the prevailing music ‘grammar’ from
foreign composers; it was essential to develop a unique national style based on the rich
cultural heritage of the past. Like some other men of the eighties, Respighi studied works
of Italian masters from the 14t to the 17" century. Beginning with student arrangements of
Baroque violin sonatas, he continued to create transcriptions and orchestrations throughout
his life. Respighi’s international recognition began with his orchestral version of Lamento
d’Arianna (‘Ariadne’s Lament’), and one of his final works was a revision of Claudio
Monteverdi’s opera L’Orfeo (‘Orpheus’). >
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Bonee TOro, KOMMNO3WUTOP BHKJOYAN 3/IEMEHTbI MY3blKM MNPOLWJIOr0O B COGCTBEHHbIe
COYMHEHUA U B KOHTEKCT CBOEro My3blKaJlbHOMO A3blKa, HEe TOIbKO LUTUPOBaN UCTOYHUKMU,
HO U CBO6OAHO o6paljanca ¢ BOKabynApoM AaBHO yweawux anox. B KoHue 1910-x, Hesa-
Aonro go cosganuAa «lMuHun Puman, PecnurM 3anHTepecoBancA CpeaHEeBEKOBOW NIUTYPru-
YecKoKn Tpaauumen. MpuroprnaHcK1e xopasbl 3a3By4anu B ABYX YacTaAx « PUMCKOM Tpunorum»
M BO MHOTUX 60/1ee NO34HMX NPOU3BEAEHUAX KOMNO3UTOpa. ITO YB/IeYEHUE OTPa3UIOo obLme
TeHAEHLMUU eBPOMNernCKOro UCKyccTBa, BcTynuBwero B 1920-x rogax Ha nyTb HEOKNaccu-
uusma. B 1o e BpemA OHO OpraHW4HO MPOAO/IHKMIO NMOUCKU Pecnuru B KOHTEKCTe uaen
Generazione dell’Ottanta — rpuropvaHckoe neHve KOMMNO3UTOP HasbiBaa «3ary6neHHowm
coBecTbto UTanum».

NPOIYJIKA

CumdoHHnyecKaa noama «lMuMHMKM Puma» 6bina oKoH4YeHa netom 1924 roga. Kak m
Apyrue 4actu « PUMCKOM TpUIOrMM», OHa COCTOMT U3 YeTbIpeX KapTWH: Kamayo Pecnvru
CHabaun nporpamMmMHbiM Ha3BaHWEM WM aBTOPCKUM HKOMMEHTapueM, PacKpbiBaloWUM
cioxert. Mo xoay npousBeaeHUA cnywarenb 6yATO coBepLiaeT MPOryaKy AJIMHOI0 B CYTKM
no oKpecTtHocTAM Puma — ot Buanbl Boprese yepes xonm AHUKYN K AnnveBow aopore.

O6pas Nporysku MOMeT HanoMHUTL 0 LuKNe Mogecta Mycoprckoro « KapTUHKM € Bbi-
cTtaBKu» (1874), KOTOpPbIA, BNOJIHE BEPOATHO, 6bl1 U3BecTeH U Pecnuru. O Mycoprckom oH mor
CAblWwaTh OT cBoero yuutens: B 20-netHem Bo3pacTte Pecnuru aBa ce3oHa CnyXua KOHUEpPT-
MeMCTepoM rpynnbl anbToB B OpKecTpe UTanbaHCKoM onepbl (BbicTynaBlei B MapMMHCKOM
TeaTpe) U HECKOMIbKO MecALEeB 6pan YacTHbie YPOKKU Mo KoMno3uuuu y HUKonaa PumcKkoro-
KopcakoBa. bnaroaapa netep6yprcKkoMy HacTaBHUKY, UTaNbAHEL, MPUOGBLLMACA K TPaAULMAM
PYCCKOM LWKONbI, NepeHAn (aHTaCTUY4ECKU TOHKOE MOHUMaHWe BO3MOMKHOCTEM OpKecTpa
M BKYC K MBOMUCHO-MOBECTBOBATENbHOM 06pa3HOCTU — rnociegHee OCOB6EHHO POAHWUT
Pecnuru ¢ Mycoprckum.

34ecb YMECTHO YNOMsAHYTb U aBTopa CUM(OHMYECKON peaakumn (1922) « KapTMHOK
c BbicTaBKkM» Mopuca PaBena. B Hauane 1920-x roaoB, MoManyWh, TONbKO OH OAMWH
Bo Bcen EBpone mor conepHuyatb ¢ Pecnuri B mMacTepcTBe OPKECTPOBKU. K Tomy e
WTanbAHeL, HaxoAWNCA NOA BAMAHUEM (hpaHLY3CKOro MMnNpeccuoHusma B avue Pasensa
U ero eauHomblwneHHUKa HKnoaa [Aebioccu — y HUX co3aartenb «PUMCKoOM Tpunoruu»
no3avMmMcTBOBas MHOrMe 3ByKOBble KPacKW CBOeM NanuTpsbl.

CHOMETDI

MNepBana yacTb, «MuHUM BUANBI Boprese», NepeHOCUT cayllaTena B 3HAMEHWUTbIN
PUMCKUM NapK Ha xonme MuHyo. ConHeyHbIM AHEM B COCHOBOM poLue AeTU BOAAT XOPOBOAbl,
UrpaloT B COMAATHMKM, MO BbIPAaMEHUIO aBTopa — lWebeya U KpUya, CNIOBHO NaCTOYKM.
C nepBbIX CEeKYHZ OPKECTp B3MbIBaeT B BEPXHWUI Peructp nog 61ecTAlWMin 3BOH YAaPHbIX
U thaHchapbl TPY6, U3-3a Yero BO3HWKAET OLLyLeHWe NPOCTPaHCTBa, 3a/IMTOr0 CBETOM. >
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Moreover, Respighi incorporated elements of past music into his own compositions
and the context of his musical language. Not only did he quote sources, but he also freely
manipulated the vocabulary of bygone eras. In the late 1910s, shortly before the creation of
Pini di Roma, Respighi took interest in the medieval liturgical tradition. Gregorian chorales
are manifested in two parts of the Roman Trilogy and in many of the composer’s later works.
This passion reflected the broader trends of European art, which embarked on the path of
neoclassicism in the 1920s. At the same time, it organically continued Respighi’s search
in the context of the ideas of Generazione dell’Ottanta — the composer called Gregorian
singing ‘the ruined conscience of ltaly’.

THE STROLL

The symphonic poem Pini di Roma was finished in the summer of 1924. Like other
parts of the Roman Trilogy, it consists of four orchestral canvases; Respighi provided each
with a programmatic title and an author’s commentary that reveals the plot. As the music
piece unfolds, the listener seems to take a day-long stroll around the environs of Rome —
from the Villa Borghese over the Janiculum to the Appian Way.

The image of the stroll may remind you of Modest Musorgsky’s cycle Pictures at
an Exhibition (1874), which, quite likely, was also known to Respighi. He could have heard
about Musorgsky from his teacher: at the age of 20, Respighi served for two seasons as the
concertmaster of the viola section in the orchestra of the Italian Opera (which performed at
the Mariinsky Theatre) and took private composition lessons from Nikolai Rimsky-Korsakov
for several months. Thanks to his mentor in St Petersburg, the Italian composer embraced
the traditions of the Russian school, adopted a remarkably subtle understanding of orchestral
possibilities, and developed a taste for pictorial and narrative imagery — the latter particularly
linking Respighi to Musorgsky.

It is necessary to mention here Maurice Ravel, the author of the symphonic
arrangement (1922) of Pictures at an Exhibition. In the early 1920s, perhaps, he was the only
composer in all of Europe who could compete with Respighi in the mastery of orchestration.
In addition, the Italian was influenced by French impressionism through Ravel and his like-
minded colleague Claude Debussy — it is from them that the creator of the Roman Trilogy
borrowed many of the sound colours of his palette.

THEMES

The first movement, I Pini di Villa Borghese (‘The Pines of the Villa Borghese’),
takes the listener to the famous Roman park on the Pincian Hill. On a sunny day in a pine
grove, children do a circle dance, play soldiers, according to the author, chirping and
shouting like swallows. From the very first moments, the orchestra soars into the upper
register, accompanied by the brilliant ringing of drums and trumpet fanfare, creating a feeling
of space flooded with light. >
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B capax Boprese 3By4yaTt MenogmMu U3 AeTCTBaA HeHbl Pecnuru: KomnosuTop nonpocun
Anb3y BCMOMHUTb, KaKWe MeCHU OHa Mnena AEBOYKOW, Urpas B 3TOM e NnapKe, U BHEC MX
B NapTUTypy. [NaBHaA posiib B NepBOM 4acTU NPUHAANEHWUT LUUTaTe U3 LUYTIMBOW MECEeHKH
0 cBaToBCTBe K Aovepam Kopona Oh quante belle figlie, Madama Doré: menoauio B ayxe
CTApMHHOMO TaHUa JIErKo y3HaTb MO 3aTaKTy, MYHKTUPHOMY PUTMY U MHCTPYMEHTaNbHOMY
HapAay — e€e HEeCKONbKO pa3 MNOBTOPAIT MeAHble U AepeBAHHble AayxoBble. My3sbika
pasberaeTcA naccaxamu B pa3Hble CTOPOHbl, P€3BO CMEHAET TOHA/NIbHOCTU U AblXaHue,
HabMpaeT CKOPOCTb BC/es 3a TEMNOM AETCKOM Urpbl U, pa3orHaBLUMCb, O6pbIiBaeTCA.
CueHKa, NpoMcxoauBLUAs B COJIHEYHOM polle, HEOHUAAHHO CMEHAETCA BeYepHUM
nensaxem ¢ Mpa4yHbIMKU KaTaKkoM6aMK: BO3MOHKHO, NPUEM PE3KOro KOHTpacTa cBeTa U TeHU
Pecnuru noacmotpen y Mycoprckoro B « KapTUHKax ¢ BbICTaBKM» (BCMOMWHAETCA COCEACTBO
«Capa Tiounbpu» U «Bbiana»). Bropana yacTb, « TMHUKM Yy KaTaKOM6», HauMHaeTcA ¢ eaBa
CNbILIHOFO FPUropuaHcKoro xopana. UHCTPYMEHTbl NPUrAylieHbl CYypAWHaMM WU CNOBHO
M306paraloT ronoca nepBbiX XPUCTHUAH, OHOCALLMECHA U3 INTY6UH newepbl. O6pas noasemenbs
Pecnuru pucyet ryctbiMM TAHYLMMUCA TeMOpaMu HU3KUX CTPYHHbIX U AyxoBbiX. OgHO M3
KpacUBEMLWKUX MEeCT — TMMH B WCMOJIHEHWU COJIMpPYIOLLEN TPpybbl, CKPbLITOM 3a CLEHOM:
TAMXenasa NocTynb 3aTuxaeT, My3blka Ha KOPOTKUA MMUI OTpbIBaeTcs OT 3eMau. B cpeaHem
pasaene OpKecTp noApamaet nacTopy U nactse, YATAIOLWMUM HapacneB CBALLEHHbIA TEKCT BO
Bpemsa 6orocnyxeHua. K peuyMtaumm oaHon M ToW Ke (pasbl NOCTENEHHO NPUCOEANHAETCA
BCe 60/1bLUe MHCTPYMEHTOB, NOKa TOPHEeCTBEHHAsA MOIMTBA He NPOrpeMUT BO BCeyC/bilaHHe.
HokTiopH TpeTber 4actTh — «lMHUHUKM Ha Xxonme HAHUKYA» — 3TO nemsaxk
roJIOBOKPYHUTENBbHOM MMINPECCUOHUCTCKOM KpacoTbl. Pa3BepHyTOe CO0 KNapHeTa 3By4YMUT Ha
(hoHe TUXMX 3aCTbIBLUMX CTPYHHbIX, U3peAKa NPUXOASALLUX B HECNELIHOe ABUKEHWUEe: C/IOBHO
cnabblii BeTEp NOKAYUBAET BEPXYLUKU COCEH, Pa3HOCA Haj HOYHbIM Mei3axeM OAUHOKUM
ronoc conosbA. Paccnavsalowmeca akkopAbl, FTMNHOTU3UPYIOWMIA aKKOMNAHEMEHT YenecTbl
M apdbl, napAwWMe CKPUNKU BOMJIOWAIOT paccBeT NpupoAabl U 4yBCTB. B penpuse necHb
KNnapHeTa noaxBaTblBaeT APYroWd COMOBEH, 3amnucaHHbld Ha rpamMmMOGOHHYIO MIaCTUHKY.
AMepUHKaHCKMA KOMMNO3MTOP, a B Te rogbl ctyaeHT Pecnurv, HopmaH JIokByA BCNOMMWHanN:
KaKk TONbKO Ha NpeMbepe BK/YMAU rpaMMOOHHYIO 3anMcCb rosoca cosoBbs, 3an ABrycreo
BO3MYLUEHHO 3aryien — W OpKecTpaHTaM MPULWJIOCh OCTaHOBUTLCA WU HAaTb, KOrda e
OHKW CMOryT NpoaonkuTb. Mo pacckasy apyroro oyesuaua, Pecnuru Akobbl oTpearvpoBan
Ha peaKkuuto 3ana cnoBamu: «M nycTb ocBUCTbLIBAOT, MHE-TO Kakoe Aeno?» Ho B duHane
OTHOLIEHUE MY6/JIMKKU NEepPEeMeHUNIOCb — MoCNeAHUe TaKTbl MO3Mbl OblNK  3arnyLieHbl
annogucMeHTamu.
®duHan uukna, «MuHMM AnNUEeBOW [OPOru», BOCKpelwaeT o6pasbl JpeBHero
Puvma: CKBO3b YTPEHHMM TymaH BOWHbI MaplUMpylOT MO MOLLEHOMY TpaKTy K Kanutonwuio.
dTa yacTb NOCTpPOeHa MO MPUHLMNY MepMaHEeHTHOro KpelleHao, KOTopoe OKaH4YMBaeTcA
rpaHAMO3HOM KyNbMUHaUMen (Takoh Nnpuem noske ucnonbsyet PaBenb B cBoem « Bonepon).
YT106b1 cnywartenn B ¢hMnapMOHHUYECKOM 3ane BCEM TE/IOM MOYYBCTBOBasMU MPUGIUKEHUE
apMWKW, KOMMO3UTOP BBOAWUT CaMble HU3KWE OpraHHble neaanu, AONONHUTENbHbIK Ha6op
MeAHbIX MHCTPYMEHTOB, BHOYasA OYKUWHbI — MeAHble AyXOBble, KOTOpble MNPUMEHANN
B APEBHEPUMCKOW apMH1K. [ ]
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Melodies from Respighi’s wife’s childhood resonate in the Borghese Gardens;
the composer asked Elsa to recall the songs she sang as a girl playing in this very park and
incorporated them into the score. The leading role in the first movement is taken by a quote
from a playful courtship song dedicated to the daughters of the king, Oh quante belle figlie,
Madama Doré. The melody, reminiscent of an ancient dance, is easily recognisable due to
its off-beat, dotted rhythm and instrumental embellishments; it is repeated several times by
the brass and woodwinds. The music scatters in passages in different directions, briskly
changes key and tempo, and picks up speed, mirroring the pace of children’s play, before
coming to an abrupt stop after its acceleration.

The scene set in a sunny grove is suddenly replaced by an evening landscape
featuring gloomy catacombs; perhaps Respighi was inspired by the sharp contrast of light
and shadow in Musorgsky’s Pictures at an Exhibition (one recalls the adjacency between
Tuileries and Bydfto (‘Cattle’)). The second movement, Pini presso una catacomba (‘Pines
near a Catacomb’), begins with a barely audible Gregorian chant. The instruments are
muffled by mutes, creating the impression of the voices of the first Christians echoing from
the depths of the cave. Respighi depicts the image of the underground with thick, prolonged
timbres of low strings and wind instruments. One of the most beautiful places is the anthem
performed by a solo trumpet hidden behind the stage: the heavy tread subsides, the music
briefly lifts off the ground. In the middle section, the orchestra imitates the pastor and
the congregation as they chant the sacred text during the divine service. More and more
instruments are gradually added to the recitation of the same phrase, until the solemn prayer
thunders loudly.

The nocturne in the third movement — I pini del Gianicolo (‘The Pines of the
Janiculum’) — is a landscape of dizzying impressionistic beauty. The expanded clarinet solo
resounds against the background of quietly frozen strings, occasionally coming into unhurried
movement — like a gentle wind swaying the tops of the pines, carrying the lonely voice of a
nightingale across the night landscape. Stratified chords, the hypnotising accompaniment of
celesta and harp, and aerial violins embody the dawn of nature and feelings. In the reprise,
the clarinet’s song is taken up by another nightingale recorded on a gramophone. The
American composer, in those years a student of Respighi, Norman Lockwood recalled that
as soon as the gramophone recording of the nightingale’s voice was played at the premiere,
the Augusteo hall began to hum indignantly, and the orchestra had to stop and wait before
continuing. According to another eyewitness, Respighi allegedly reacted to the audience’s
response with the words, ‘And let them boo, for all | care!’” However, in the finale, the
audience’s attitude changed — the last bars of the poem were drowned out by applause.

The finale of the cycle, I pini della via Appia (‘The Pines of the Appian Way’),
resurrects images of ancient Rome: through the morning fog, soldiers march along a paved
highway to the Capitol. This movement is based on the principle of a permanent crescendo,
which ends with a grandiose climax (this technique was later used by Ravel in his Boléro).
In order for the audience in the philharmonic hall to fully experience the approach of an army,
the composer introduces the lowest organ pedals and an additional set of brass instrument®
including buccins — brass horns used in the ancient Roman army.
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W3bpannas xporozpagus

1891 OtTopuHOo Pecnuru noctynun B My3sbikanbHblt nvuen BonoHbM, rae 4yetbipe roaa
obyyancsa urpe Ha CKpunKe v anste. [penoaasateny KOMNO3ULIMK U UCTOPUU MY3bIKH,
KomnosuTtop [ysenne MapTtyyun U my3sbikoBes Jlyuamun TOPKU COOTBETCTBEHHO,
OoKasa/ii Ha Hero orpoMHoe BJ/IUAHWE: NEepBblA NPUBUA UHTEPEC K CUMMDOHUYECKUM,
a He onepHbIM, NPOM3BeAEHUAM (B OTIMYME OT OBLUENPUHATBLIX UTaNbAHCKUX MpU-
CTPacTUA TeX JIET), BTOPOM YB/IEK penepTyapoM 3MoxXy UTaNbAHCKOro 6apoKKo.

1900-1902 [Ba ce3oHa Pecnuru pa6otan B CaHKT-leTepbypre. B 310 BpemA oH 6pan
YacTHble YPOKM KOMMNO3WLMK M UHCTPYMEHTOBKM Yy HuKonaa Pumckoro-Kopcakosa,
nosHakomunca ¢ Cepreem JaruneBbiMm U Kpyrom «Mupa uckyccrBa». B uioHe 1901-
ro Pecnuru ucnonnan Mpentoguio, xopan U ¢yry, HanMcaHHyO Mo4 PYKOBOACTBOM
Pumckoro-HKopcaKkoBa, Ha BbiNyCKHOM 3K3ameHe B Mys3bikasbHOM nvuee BonoHbu U
CHUCKan o406peHne CO CTOPOHbI YYUTENEN.

1906-1908 Pecnuri oCBOWST UCTOPUYECKUH WMHCTPYMEHT — BWOJNY A’amMyp, 4YTOObl Wr-
paTb Ha HEX U anbTe B KBUHTETE BpyHO MyAKenuHW, WCMONHABLUEM CTapUHHYIO
My3biKky. B 1908 rogy Pecnuru Hanucan opuruHanbHblii KOHUEPT B CTapMHHOM CcTUne
ANA CKPUMKKU C OPKECTPOM — MNEPBbIM U3 MHOMMUX OMbITOB « BIUBJIEHUA» CTapUHHOM
JIEKCUKU B MO3AHEPOMAHTUYECKU-UMINPECCUOHUCTCKUM A3bIK, CBOMCTBEHHbIA €ro
KOMMO3ULUOHHOMY MbILL/IEHHUIO.

1913 Pecnuru cran npodeccopoMm Komnosuuuvu B My3bikanbHOM auuee (no3xe — AKa-
aemuun) ceaton Ueuunun B Pume. Cpean ero yyeHMKoB — 3nb3a OnuBbepu-
CaHaaKkoMo, neBuLa, HKOMMO3UTOP MEKCHUKAHCKOro npoucxomaeHus. OTTOpUHO
¥ dnb3a noxeHunucb B 1919 roay: pesynLTatoMm MX B3aWMHOM N06BU U 6paKa cTano
cpeau nNpoyero cepbesHoe yBneyeHue Pecnurv rpuropuaHCKMM XopasioMm, nepeHsaToe
y 9nb3bl. >
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THE ROOTS OF
FINI DI ROMA
PINES OF ROME')

Selected chronology

1891 Ottorino Respighi entered the Musical Lyceum of Bologna, where he studied violin
and viola for four years. The teachers of composition and music history — composer
Giuseppe Martucci and musicologist Luigi Torchi, respectively — had a significant
influence on him. The first instilled an interest in symphonic, rather than operatic,
works (which contrasted with the generally accepted Italian preferences of the time),
while the second was fascinated by the repertoire of the Italian Baroque era.

1900-1902 Respighi worked for two seasons in St Petersburg. At this time, he took private
lessons in composition and instrumentation from Nikolai Rimsky-Korsakov, met
Sergei Diaghilev and the circle of the Mir iskusstva (‘World of Art’) magazine. In June
1901, Respighi performed the Prelude, Chorale and Fugue, written under the direction
of Rimsky-Korsakov, at the final exam of the Musical Lyceum of Bologna, earning the
approval of the teachers.

1906-1908 Respighi mastered a historical instrument — the viola d’amour — in order
to perform it alongside the viola in the Bruno Mugellini quintet, which specialised
in early music. In the same year, 1908, Respighi wrote the original Concerto all’antica
(‘Concerto in the Old Style’) for violin and orchestra, marking the first of many
experiments in ‘implanting’ ancient vocabulary into the late Romantic-impressionist
language characteristic of his compositional thinking.

1913 Respighi became professor of composition at the St Cecilia Lyceum of Music (later
the Academy) in Rome. Among his students there was Elsa Olivieri-Sangiacomo,
a singer and composer of Mexican descent. Ottorino and Elsa got married in 1919: the
result of their mutual love and marriage was, among other things, Respighi’s serious
fascination with the Gregorian chorale, adopted from Elsa. >
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Jletom Pecnuru 3arnouun gorosop ¢ Cepreem [AruneBbiM Ha co3faHue My3bl-
KW K OAHOaKTHoOMy 6anety «Bonwe6bHaa naBKa», ANA KOTOPOro KOMMO3WUTOP pe-
apaHXupoBan U opKecTpoBan opTenuaHHble Nbecbl U3 NO3JHEro c6opHuKa A#o-
aKKUHO PoccuHM «pexu moeit ctapocTu» (npembepa 6aneta coctoanacb B 1919-m).
B atom e rogy 6bwia HanucaHa nepBaA CUM@OHMYecKas noama U3 «PumcKon
Tpunorum»: B « PoHTaHax Puma» BnepBble BOMIOTUAUCH XapaKTepHble ansa Pecnuru
WMHCTPYMeHTaNbHas 3BYKOMWUCb, MWUBOMUCHAs MNOBECTBOBATE/IbHOCTb, BWPTYO3Has
MHCTPYMEHTOBKa.

—-1920 Mo 3aKasy Jarunesa Pecnuru agantuposan onepy-6anet ZlomeHMKo Yumaposbl
« }HeHCKUe XuUTpocTu» (Npembepa crnekTakna coctosanack B 1920-m). Cneayiolueit
pabotoit anAa Ballets Russes crana apaHxupoBKa onepbl [oBaHHU [lausuenno
«CnymaHKa-rocnoma»: [arunes oTkasanca oT NoNHO(OPMaTHOM MOCTAHOBKU U MUC-
nonb3oBan My3blky Pecnuru B page auBepTUCMeHTOB. [lonroe BpemsA cuyuTaBLUAsCA
yTepAHHOMK NapTUTypa 6bia UCNONHEHA LeMKoM nvwb B 2014 roay.

1924 Pecnuru Hanucan BTOPYIO CUMMOHUYECKYIO NO3IMY U3 « PUMCKOM Tpunorum», « MuHum

Puma». 14 nekabpsa npembepa « [NMuHunii Puma» nog ynpasneHnem bepHapanHo MonuHa-
pu cTana ycnexom, COMMHeHWe NOBTOPUIM B TOM e 3ane Asrycteo 28 aekabpa npu
NONHOM aHLunare.

B atom e roay Pecnuru pa6otan Hag nonynApHOM KHUIMOM MO MCTOPUM U TEOopUHU
My3bIKU « Opcei».

1928 MocneaHolo Noamy Tpuaoruu Pecnurn Hanvcan Bcero 3a AeBATb AHEW. « PUMCKue

npasAHecTBa» 6biiM  Bnepsble WCMONHeHbl Hblo-MOpHCKUM  (hMNapMOHUYECKUM
opKecTpoM noa ynpaeneHnem Aptypo TockaHuHU B KapHeru-xonne 21 ¢despana 1929
roga. B 3aToii 4eTblpex4yacTHOW KOMMO3WUUMKM PAAOM C BaKXUYECKUM MTaNbAHCKUM
(hoNbKNOPOM BHOBb MNOAIBAAIOTCA IPUrOpUaHCKME Xopasbl, MMMNPECCUOHUCTHUYHAA
HOYHas cepeHaja U KapTUHbl Boo6parkaeMoi aHTU4HOCTU. KoMmno3uTop npusHaBancs,
YTO MUcYyeprnan KONOPUCTUYECKUE BO3MOMHOCTM OPKECTpa, U CTONb MacluTabHbIX
CUMMDOHHYECKKX NonoTeH 6onee He nucan. [ |
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1916 In the summer, Respighi signed a contract with Sergei Diaghilev to create music for
the one-act ballet La Boutique fantasque (‘The Fantastic Toyshop’), for which the
composer rearranged and orchestrated piano pieces from Gioacchino Rossini’s late
collection Péchés de vieillesse (‘Sins of Old Age’) (the ballet premiered in 1919). In the
same year, Respighi composed the first symphonic poem from the Roman Trilogy:
Fontane di Roma (‘Fountains of Rome’) embodied for the first time his signature style
of instrumental sound writing, picturesque narrative and virtuoso instrumentation.

1919-1920 On Diaghilev’s commission, Respighi adapted Domenico Cimarosa’s opera-
ballet Le astuzie femminili (‘Feminine Wiles’), which premiered in 1920. The next
work for the Ballets Russes was Respighi’s arrangement of Giovanni Paisiello’s
opera La serva padrona (‘The Maid Turned Mistress’). Diaghilev declined a full-scale
production and instead used Respighi’s music in several divertissements. For a long
time considered lost, the score was performed in its entirety only in 2014.

1924 Respighi composed the second symphonic poem of the Roman Trilogy — Pini di Roma.
The premiere, conducted by Bernardino Molinari on 14 December, was a success, and
the composition was repeated in the same venue, the Augusteo, on 28 December
to a full house.

In the same year, Respighi worked on a popular book on the history and theory
of music, Orfeo (‘Orpheus’).

1928 Respighi wrote the last symphonic poem of the trilogy in just nine days. Feste romane
(‘Roman Festivals’) was first performed by the New York Philharmonic conducted by
Arturo Toscanini at Carnegie Hall on 21 February 1929. In this four-part composition,
Gregorian chorales, an impressionistic night serenade and pictures of imaginary
Antiquity reappear alongside Bacchanalian Italian folklore. The composer admitted
that he had exhausted the orchestra’s colouristic possibilities, and he no longer wrote
such large-scale symphonic canvases. [ ]
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TEOAOP KYPEHT3UC

XyAoMecTBEHHbIM PYKOBOAUTENb OpPKecTpa U xopa musicAeterna

Poaunca v Bbipoc B peunu, rae Havyanocb ero My3sbliKasibHoe ob6pa3oBaHue. B 1994
roZly npuexan y4uTbcA y nereHaapHoro npogeccopa CaHKT-INeTep6yprckoi rocyaapcTtBeHHOM
KoHcepBaTopuu Unbu MycuHa. C 3TUX NOp ero M3Hb TeCHO cBA3aHa ¢ Poccuei.

B 2004 roay ctan rnasBHbiM aupuxepom HoBocubUpCKoro Teatpa onepbl U 6aneTa,
ocHoBan opKectp U xop musicAeterna. B 2011-2019 rogax 6bin1 XyAOHECTBEHHbIM PYKOBO-
autenem TeaTpa onepbl U 6aneta B lepmu, Kyaa BMecTe C HUM nepeexanu apTUCTbI
musicAeterna. C 2012-ro — XyZ0eCTBEHHbIM pyKkoBoauTenb AAruneBcKoro tectuBans
B Mepmnu. C 2018 no 2024 roa 6bin rnaBHbiM AupUKepom CuMbOHUYECKOro opKecTpa
Oro-3anaaHoro paaguo lepmanHuu. B 2019 rogy Teoaop KypeHT3auc v musicAeterna nepe-
exanu B CaHKT-lNeTepbypr, ux TBopUyecKom pesuaeHuuen cran [jom Paauo.

B KavecTBe AUpUKepa-NoCTaHOBLUMKA COTPYAHWYAeT C BeAyLWMWMMU peruccepamu
mupa (Po6ept YuncoH, Pomeo Kactennyyuu, NMutep Cennapc, Teogopoc Tep3onynoc U ap.)
W KPYNHEWLIUMKU onepHbiMU TeaTpamu EBponbl U Poccun. Bosrnaenaa Mepmckyio onepy,
npeAcTaByMN HOBble COYMHEHUA, HanNUCaHHble No ero 3aKkasy: onepy « Hocteparty» AMUTpUA
HKypnaxackoro (2014), KoHuepT AnA cKpunKku ¢ opkectpom Ceprea Hesckoro (2015), onepy
Cantos Anekcena Ciomaka (2016), xopoByto onepy Tristia (« CKop6Hble aneruu») dununna
3dpcaHa (2016).

Bmecte ¢ musicAeterna U ApyruMu OpKecTpamu peryiasipHo ractposiupyeT no mMupy,
BbICTYNnasa Ha TaKux niowlaaxkax, Kak bepnuvHcKana, dnbbcKan, MioHxeHcKaa U MapuicKan
¢runapmMoHuH, KoHuepTHble 3anbl B KénbHe U Magpuae, BeHckuit KoHuepTtxayc, The Shed
B Hbio-Mopke, CaHTopu-xonn B Tokno, KoponeBckuii Anb6epT-xonn B JlonaoHe, PecTwinunb-
xayc BbaaeH-BageHa, Teatp Jla CKana, Bonbwoi 3an MocKoBCKOM KoHcepBaTopuu, 3an
3apaabe U CaHKT-Metepbyprckas dunapmoHus. Teogop KypeHT3Uc — MOCTOSIHHbIM yyacT-
HUK becTuBanen B 3anbubypre, JliouepHe, Akc-aH-NpoBaHce, Boxyme u CaHKT-MeTepbypre.

BbinyweHHble musicAeterna u Teogopom KypeHTaucom Ha neibne Sony Classical
3anucu Mouapta, Manepa, BetxoBeHa, YaikoBcKoro, Pamo u CTpaBMHCKOro 6biM  yao-
CTOEHbI NPECTUHKHbIX NPeMUA.

B 2024 roay Teoaop KypeHT3uc B Konnabopauuu ¢ 6eNbrMMicKo He3aBUCUMON KOM-
naHuei Outhere Music ocHoBan co6¢cTBeHHbIN neiion Theta (©), hoKycupyowwMiica Ha Usaa-
HUMU 3anUCen, caeNlaHHbIX Pa3HbIMU KONJTIEKTMBAMU NMOA, ero My3blKalbHbIM PYKOBOACTBOM.

Teogop KypeHT3uC — pAeBATMKpaTHbIM naypeat POCCUMMCHKOM HauuoHanbHOM Tea-
TpanbHOM NpeMun « 3os10TaA Mmackay, naypeat npemun KAIROS, komaHaop opaeHa DeHUKca
(Mpeuunn) 1 KaBanep opaeHa [pyKobl. |
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TEODOR CURRENTZIS

Artistic Director of the musicAeterna Orchestra and Choir

Was born and raised in Greece, where he began his musical education. In 1994, he
entered the Rimsky-Korsakov St Petersburg State Conservatory to study under the legendary
professor llya Musin. Since then, his life has been closely connected with Russia.

In 2004, Currentzis became Chief Conductor of the Novosibirsk Opera and Ballet
Theatre where he founded the musicAeterna Orchestra and Choir.

From 2011 to 2019, he was Artistic Director of the Perm Opera and Ballet Theatre,
where artists of musicAeterna followed him from Novosibirsk. Since 2012, Currentzis has
been Artistic Director of the Diaghilev Festival in Perm. From 2018 to 2024, he was Chief
Conductor of the SWR Symphonieorchester (Southwest German Radio Symphony Orchestra).
In 2019, Currentzis and musicAeterna moved to St Petersburg, taking up creative residence
in the Dom Radio.

As a conductor and music director, he collaborates with the world’s leading stage
directors (Robert Wilson, Romeo Castellucci, Peter Sellars, Theodoros Terzopoulos, etc.)
and largest opera houses in Europe and Russia. While heading the Perm Opera, he presented
new works commissioned by him, including the opera Nosferatu by Dmitri Kourliandski
(2014), the Violin Concerto by Sergej Newski (2015), the opera Cantos by Alexey Sioumak
(2016) and the choral opera Tristia (Mournful Elegies) by Philippe Hersant (2016).

Together with musicAeterna and other orchestras, Currentzis regularly tours the world,
performing at such venues as the Philharmonie Berlin, Hamburg’s Elbphilharmonie, Munich’s
Philharmonie am Gasteig and the Philharmonie de Paris, concert halls in Cologne and Madrid,
the Wiener Konzerthaus, New York’s The Shed, Tokyo’s Suntory Hall, London’s Royal Albert
Hall, the Festspielhaus Baden-Baden, La Scala, the Grand Hall of the Moscow Conservatory,
the Moscow Zaryadye Hall and the St Petersburg Philharmonia. He is a regular participant in
festivals in Salzburg, Lucerne, Aix-en-Provence, Bochum and St Petersburg.

The recordings of Mozart, Mahler, Beethoven, Tchaikovsky, Rameau and Stravinsky
made by the musicAeterna Orchestra and Teodor Currentzis with Sony Classical have won
prestigious awards.

In 2024, Teodor Currentzis, in collaboration with the Belgian independent company
Outhere Music, founded his own label, Theta (©), focusing on publishing recordings made by
various ensembles under his musical direction.

Has awarded nine ‘Golden Mask’ Russian National Theatre Awards; he also is a laur-
eate of the KAIROS Award, the Order of the Phoenix Commander (Greece) and the Order of
Friendship Knight. |
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OPKECTP MUSICAETERNA
XyAoxecTBeHHbIN pyKoBoauTenb U aupukep Teoaop KypeHT3uc
AccucteHT aupuxepa Unba Macuu

OAWH U3 caMbiX BOCTpe60BaHHbIX POCCUMCKUX KOJIEKTUBOB, MOCTOAAHHO PacLUMpsA-
IOLWMI FPaHMLbl CBOMX TBOPYECKMX BO3MOKHOCTEM B 06/1aCTU CTapPUHHOW MY3bIKKM B UCTOPU-
YeCKM UH(OPMUPOBAHHOM UCMOJIHEHUHU, aKaAEMUYECKOM KNTAaCCUKU U COBPEMEHHON MY3bIKH.

OpHKecTp ocHoBaH aupuepom Teogopom KypeHTsvcom B 2004 rogy B HoBso-
cubupcKe, ¢ 2011 no 2019 roa 6bin YacTbio Tpynnbl MepmcKoro Teatpa onepbl U 6aneTa.
B 2019-m TBOpuYecKoM pe3ugeHuueir musicAeterna cran netepbyprckmin om Paguo, rae
no uHvumatTuse Teogopa KypeHT3anca co3gaH MeRAUCUUNINHAPHBIA KYABTYPHbIA LLEHTP.

Bwmecte ¢ Teogopom KypeHT3ancom musicAeterna perynapHo ractponupyet no Poccuu
M MUPY, Y4acTBYET B TaKUX MexAyHapoAHbIX decTuBanax, kak Pypckasa TpueHHane, Klara-
festival B Bptoccene, dectuBanb B AKc-aH-lpoBaHce, «Aarnnes P. S.» B CaHKT-lNeTepbypre,
AaruneBckuit hectuBanb B MNMepmu. B 2017 rogy musicAeterna cran nepBbiM pOCCHMIACKUM
KO/IEKTUBOM, KOTOPbIA OTKPbI1 OCHOBHYO nporpammy 3anbubyprckoro cectuBans.
OpkecTp U xop ucnonHunu onepy « Munocepaue Tuta» B noctaHoBKe MuTtepa Cennapca 1
C Tex Nnop cTajiu NOCTOAHHbLIMU Yy4acTHUKamK ectuBansa. B 2019—2020 coctoanuch nepsble
ractponu B fnoHun u CLUA. Maseta "Hbio-Mopk Taiimc" Ha3Bana BbICTYNAEHWE OpKecTpa
OAHUM U3 BaHeMWLKUX cobbITUM roaa.

BbinyweHHble musicAeterna u Teogopom KypeHTaucom Ha neibne Sony Classical
3anucu Mouapta, Manepa, BetxoBeHa, YaiKoBckoro, Pamo u CTpaBUHCKOro 6blU1M BbICOKO
OLEeHeHbl KPUTUKOM U yaocToeHbl npecTuHbIX npemuii: ECHO KLASSIK, Edison Klassiek,
Japanese Record Academy Award, BBC Music Magazine’s Opera Award. [ |
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MUSICAETERNA ORCHESTRA
Artistic Director and Conductor Teodor Currentzis
Assistant Conductor llya Gaysin

musicAeterna is one of the most in-demand Russian ensembles that is constantly
pushing the boundaries of its creative capabilities in the field of historically informed
performance of early music, academic music of the classical period, and contemporary
compositions.

Together with Teodor Currentzis, musicAeterna regularly tours Europe and the world
with performances in numerous prestigious venues including the Wiener Konzerthaus,
the Philharmonie Berlin, Hamburg’s Elbphilharmonie, Munich’s Philharmonie am Gasteig,
the Philharmonie de Paris, the Kélner Philharmonie, the Festspielhnaus Baden-Baden and
La Scala.

The musicAeterna Orchestra is a frequent guest at international festivals, such as
the Ruhrtriennale, the Klarafestival, the Aix-en-Provence Festival, the Lucerne Festival and
the Diaghilev Festival. In 2017, musicAeterna became the first Russian ensemble to have
the honour of opening the main programme of the world’s most prestigious music festival
in Salzburg. The musicians performed Mozart’s “La Clemenza di Tito” (directed by Peter
Sellars) and “Requiem”. Since then, musicAeterna has been regularly featured at the festival.
In 2019-2020 the ensemble’s touring geography was expanded with debutes in Japan and
USA. The New York Times later called that performance one of the key events of the year.

Conducted by Teodor Currentzis, musicAeterna has recorded with Sony Classical the
works by Mozart, Mahler, Beethoven, Tchaikovsky, Rameau and Stravinsky. These recordings
have received prestigious music awards: ECHO KLASSIK, Edison Klassiek, Japanese Record
Academy Award and BBC Music Magazine’s Opera Award. [ ]
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MEPBbLIE CKPUINKHA
Bnaaucnas MecuH
Anekcangp KotenbHuKoB
AmuTtpuit Yenuvra
AmuTtpuin BopoauH
Baaum TenduKos

WUBaH Cy660TKUH
AHapen Curepa

Onbra ApTiorvHa

Enena Paiic

Mapua CtpaTtoHOBHY
Anicbiny CandynnvHa
AHapei PocumKk
Anacrtacua CtpenbHUKOBa
Makcum KysuH

Anekcen Bacunbes
EkarepuHa UnbyeHKo
MapK 3uHrep

BTOPbIE CKPUMNKHA
WUnba MancuH
Aptemuit CaB4YeHKO
JlnHa BapTtaHoBa
Po6ept Bpem

MeTp YoHKyLIeB
EneHa XaputoHoBa
ApmeH MorocsaH

WuHa MpoKonbeBa-Paiic
EneHa UBaHoBa
Mapua OxyHeBa
ExkarepuHa lopenoBa
KpucTtuHa Taxa
ExraTtepuHa PomaHoBa
EBreHus paHoBa
Jlna MpocKypsKoBa
ApruHe CtenaHsiH

AATNAEB+
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AJIbTbI

Haun Bakues
puropmit Yekmapés
HpuHa Conosa
JAuHapa MypaToBa
AHapen CepAaloKOBCKUM
JleB CepoB

MapuHa AHTOHOBa
Jlto6oBb JlazapeBa
AHacTtacua PbibuHa
Anenb EcuHa
AnekcaHap MUTUHCKUI
AnekcaHngp Yuos
Onbra BaraHoBa
EsreHuit Cokonos

BHUOJIOHYEJ/IU
Anekceit unuH
Mupuam lNMpangm
EBreHun PymsaHueB
Pa66aHu1 AnpaHrop
Anekcangp Mpo3opos

Bnagumup CnoBayeBCKUIA

Makcum AK4ypUH
AHapen EcMmoBCKUi
Amutpuin EpemuH
Anekcangp Kynn6abun
AmuTtpuit NaHeHKo
Anekcangpa lMepnosa

KOHTPABACDI
AHape# LLnHKeBUY
ApTtem Yupkos
Naeen CténuH

XanK XavartpsH

MBaH UBaHuYMK
Aunasep MeHameTOB
HukuTta MakuH

MBaH MacHuKoB

44




FIRST VIOLINS
Vladislav Pesin
Alexander Kotelnikov
Dmitry Chepiga
Dmitry Borodin
Vadim Teifikov

Ivan Subbotkin
Andrey Sigeda

Olga Artyugina

Elena Rais

Maria Stratonovich
Aisylu Saifullina
Andrej Roszyk
Anastasia Strelnikova
Maxim Kuzin
Aleksey Vasilyev
Ekaterina lichenko
Mark Zinger

SECOND VIOLINS
llya Gaysin

Artemy Savchenko
Lina Vartanova
Robert Brem

Pyotr Chonkushev
Elena Kharitonova
Armen Poghosyan
Inna Prokopyeva-Rais
Elena Ivanova

Maria Okuneva
Ekaterina Gorelova
Kristina Taha
Ekaterina Romanova
Evgenia Granova

Lia Proskuryakova
Argine Stepanyan

AATVAEB+
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VIOLAS

Nail Bakiev

Grigoriy Chekmaryov
Irina Sopova

Dinara Muratova
Andrey Serdyukovsky
Lev Serov

Marina Antonova
Lyubov Lazareva
Anastasia Rybina
Adel Esina
Alexander Mitinsky
Alexander Chizhov
Olga Vaganova
Evgeny Sokolov

CELLOS

Alexey Zhilin

Miriam Prandi
Evgeny Rumiantsev
Rabbani Aldangor
Alexander Prozorov
Vladimir Slovachevsky
Maxim Akchurin
Andrey Efimovsky
Dmitry Eremin
Alexander Kulibabin
Dmitry Ganenko
Alexandra Perlova

DOUBLE-BASSES
Andrey Shinkevich
Artem Chirkov
Pavel Stepin

Hayk Khachatryan
Ivan Ivanchik
Diliaver Menametov
Nikita Makin

lvan Myasnikov



GNENTA-NMUKKONO
CraHucnaB MuxainoBcKum

GNEUTDI
AHHa KomapoBa
®denop YepHbliwos

AJIbTOBAAl ®JIEUTA
MaprapuTa lNankuvHa

roeou
MaKcum XoabipeB
®pon MepacumoB

AHITIMMCKUM POXKOK
Anekcangp BbikoB

KJIAPHET-NMUKKONO
JaHuna JlykbsaHoB

KJIAPHETbDI
Ceprei Eneuruin
Hukuta BaraHos

BAC-KJIAPHET
JaHuna AHKOBCKUit

DAroTbl

Tanrat CapcembaeB
Uropb Axcc

Onac AwmpmartoB

KOHTPA®GAIOT
Muxaun KpotoB

BAJITOPHbI

JleoHup Bo3HeceHCKUM
Xainpo XumeHo
Hukonait ly6poBuH
Anekceit CakoBuY

DIAGHILEV+
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TPYBbI

HacynaH A6abikanbikoB
Anekceit HUKudopos
Hukuta UctommnH
MaBen Kypaakos

TPOMBOHDI

Hepap Koctec / ApmaH Cypraes
AHppei CantaHoB

Bnaaumup KuueHKo

TYBA/MUMBACCO
MBaH CBaTKOBCKUI

JIUTABPbDI
AMuTpuit KnemeHok

VYAAPHbIE

AHapeit BonocoBcKui
Anekceit AMocoB
Makcum CaHuH
KoHcTaHTHH KonecHukoB
BnagucnaB 3aBapblKMH
KapuHa ®PapawsH

MaBen MNMpoxopos

OPTAH
AHapen BapaHeHKo

®OPTEMUAHO
Hukonan Maapa

YEJNIECTA
AneKkcaHngpa Jluctosa

AP®bI
Mapusa 3opKuHa
Jlynza MuHuaeBa




PICCOLO FLUTE

Stanislav Mikhailovsky

FLUTES
Anna Komarova
Fyodor Chernyshov

ALTO FLUTE
Margarita Galkina

OBOES
Maxim Khodyrev
Frol Gerasimov

ENGLISH HORN
Alexander Bykov

PICCOLO CLARINET
Danila Lukianov

CLARINETS
Sergey Eletskiy
Nikita Vaganov

BASS CLARINET
Danila Yankovsky

BASSOONS

Talgat Sarsembayev
Igor Akhss

Olzhas Ashirmatov

CONTRABASSOON
Mikhail Krotov

HORNS

Leonid Voznesensky
Jairo Gimeno

Nikolai Dubrovin
Aleksei Sakovich

DIAGHILEV+
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TRUMPETS
Zhassulan Abdykalykov
Alexey Nikiforov

Nikita Istomin

Pavel Kurdakov

TROMBONES

Gerard Costes / Arman Surtaev
Andrey Saltanov

Vladimir Kishchenko

TUBA/CIMBASSO
Ivan Svatkovsky

TIMPANI
Dmitry Klemenok

PERCUSSIONS
Andrey Volosovsky
Alexey Amosov
Maksim Sanin
Konstantin Kolesnikov
Vladislav Zavarykin
Karina Farashyan
Pavel Prokhorov

ORGAN
Andrey Baranenko

PIANO
Nikolai Mazhara

CELESTA
Alexandra Listova

HARPS
Maria Zorkina
Luiza Mintsaeva
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leHepanbHbIii AUPEKTOP, AUPEKTOP MO TBOPYECKOMY NJIlaHUpoBaHUIO musicAeterna —
Unba LWaxos

naBHbIM xopMeKcTep xopa musicAeterna — Butanuii NonoHcKun
JAuvpeKTop no pasBuTMio — AHactacusa EnaeBa

JMpeKTop No KoMMyHUKauuam — OHKcaHa MeKK

AupeKrTop opkecTtpa musicAeterna — [lNaBen Kypaakos
3amecTuTenb AMpeKkTopa opkecTpa — AneKcaHap JleBKo
MeHeaepbl opkectpa — Mapua CaraaueBa, Onbra YyxkoBa
Typ-meHeaepbl — Oneca MuxeeBa, AHHa Lyranesa
Buénuotrekapu — Ceprent CTpoiKUH, dnuHa Jlebease
TexHuuyeckut gupexktop — MBaH lMewKoB

3amecTuTeNb TeXHUUYECKOro aupeKTopa — Muxaun Komapos
Crapwuit paboumit cueHbl — UnbAa BenoxsocTMKkoB
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CEO, Artistic Planning Director of the musicAeterna — llja Chakhov
Chief Choirmaster of the Choir — Vitaly Polonsky

Director of Development — Anastasia Elaeva

Director of Communications — Oksana Gekk

Director of the Orchestra — Pavel Kurdakov

Deputy Director of the Orchestra — Alexander Levko
Managers of the Orchestra — Maria Sagadieva, Olga Chukova
Tour Managers — Olesya Mikheeva, Anna Shugaleva
Librarians — Sergey Stroykin, Elina Lebedze

Technical Director of the Orchestra — Ivan Peshkov

Deputy Technical Director of the Orchestra — Mikhail Komarov
Senior Stagehand — llya Belokhvostikov
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& BOJIbLLIOW 3AJ1 NEPMCKOM ®UAPMOHUU (GOME TPETBEIO 3TAMA)

PaBenb, Pecnuru, iarunes.
B noucKax my3bIKKU KMHO
AeKYus

nektop Unba KyxapeHKo

ecnuru, PaBenb, [aruneB U Ap.: TeaTpoBes, My3blKa/lbHbIH

KPUTHUK U apamaTtypr Unba KyxapeHKo pacckameT o My3biKkalib-

HOM fAI3blKE KOMMO3UTOPOB «Kpyra [aruneBa», 0 TOM, KaK MUX

npousBeAeHUA NpeacKasbiBasiu U hOPMYyIMPOBanU A3bIK KUHO.
«MuHun Puma» OtTOopuHO Pecnuru u «JadHuca u Xnowo» Mopuca
PaBens o6beauMHAET MHOro pasHbiX O6CTOATENbCTB: COTPYAHUYECTBO
¢ JaruneBbim 060MX HKOMMO3UTOPOB; Yy4yeHU4ecTBO Yy PumcKoro-
HopcakoBa, BupTyanbHoe B cny4yae PaBenAa M peanbHoe B ciyyae
Pecnuru; nporpamMmHbiA HEOKNAacCULM3M, 3@ KOTOPbIM CKpbiBaeTcs
COBCEM He HKnacCuyeCKasa 3KCMEePUMEHTaNbHOCTb My3bIKaJbHOro
A3blKa. Ho ecTb elle 04HO CBOMCTBO 3TOM MY3biKU, U O HEM ByAeT CKa-
3aHO OTAeNbHO: Aame cam JaruneB «ob6BUHAN» «JladpHUca» B TOM,
4YTO CUMMOHUYECKON 3(PPEeKTHOCTU TyT 6oNblue, 4YeM TaHLeBa/bHOM.
BusyanbHaa cuna ynomsAHYTbIX COYMHEHWH YHe TMOYTU KMUHEeMaTo-
rpacduyecKasn, ux cneuadeKTbl U MOHTaMKHbIE CKNEMKHU NOYTHU NpeacKa-
3bIBalOT KMHeMaTorpacd coBceMm Apyrux, Kyaa 6onee no3gHUX anox. N

(hecTUBaNbHbIM NNEUTUCT

Q) 3BYK

HiFi- CTOUMUHI
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& GREAT HALL OF THE PERM PHILHARMONIC (THE LOBBY OF THE 2"° FLOOR)

Ravel, Respighi, Diaghilev.
In search of film music
lecture

lecturer llya Kukharenko

espighi, Ravel, Diaghilev and others: theatre researcher, music
critic and playwright llya Kukharenko will discuss the properties
of the musical language of composers belonging to the Diaghilev
circle and how their music predicted and shaped the language
of cinema.
Ottorino Respighi’s Pini di Roma (‘Pines of Rome’) and Maurice Ravel’s
Daphnis et Chloé (‘Daphnis and Chloe’) are united by many different
circumstances. Both composers collaborated with Diaghilev; they both
shared apprenticeship with Rimsky-Korsakov, virtual in the case of
Ravel and real in the case of Respighi. Also, their works are united by
programmatic neoclassicism, which hides a completely non-classical
experimentation of musical language. However, this music has another
feature that is worth mentioning — even Diaghilev himself ‘accused’
Daphnis of containing more symphonic effect than that of dance.
The visual power of the works in question is already almost cinematic,
and their special effects and cuts almost predict the cinematography of
completely different, much later eras. [ |

The festival playlist

Q) 3BYK

HiFi- CTOUMWUHI
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nJ1IbA KYXAPEHKO

TeaTpoBeA, My3blKa/ibHblA KPUTUK, OMEpPHbIA ApaMaTypr U npoatocep.

OKoHuMN TeaTpoBeaYeCKUM tharynbTeT POCCUIACKOM akaaeMuu TeaTpaibHOro UCKYyC-
ctBa — N'MTUC, 3atem acnupaHTypy locyaapCTBEHHOro MHCTUTYTA UCKYCCTBO3HAHUA.

B KayecTBe KpUTUKA U peAaKTopa OTAENOB KyNbTypbl COTPYAHUYAN C TAKUMU U3Aa-
HUAMM, KaK «laseTta», «U3BecTua», Vogue, «Tpya», « CHo6», Colta, «Teatp», « Kommep-
caHTb». Ben nporpammbl « BniokHoT» U « CobpaHue UCnoNHeHU» Ha TenekaHane « Poccua-
Kynbtypa».

B 2011-2012 rogax 6bin aupeKtopom PR-genaptameHTta lNepmcKoro Teatpa onepbl
v 6aneta.

B cesoHe 2012/2013 pa6oTtan NOMOLIHUKOM AUPEKTopa No pas3suTU0 HoBocu6Up-
CKOro TeaTpa onepbl U 6aneTta, a Tak¥e apT-AUPEKTOPOM KMHOKOHLEPTHOrO KOMIMIeKca
«[Mob6ena» B HoBocubupcKe.

B KayecTBe Apamartypra, KypaTopa W KOHCY/lbTaHTa COTPYAHM4Yan C PeXRUCCEpPOM
U cueHorpacdom Pununnom MpuropbAHom, xopeorpadom AHHOM AGaNUXUHOMW, peruccepom
Tumocdeem KynsabuHbiM B onepHbIX U ApaMaTUYECKUX TeaTpax.

Bbin KypaTopom M ApamMaTyproM onepHbIX U MeXRAUCLUINIMHAPHBIX MPOEKTOB, cCpeau
KoTopbix — «HKaHTaTa Lab» B Bonblom Teatpe Poccuu ¢ yqyactvem apTUCTOB MOIOAEHKHOM
onepHoit nporpammbl FTABT U cTyaeHTOB peruccepcKUx Mmactepckux Onera KyapsAwosa
U Amntpusa BpycHUKMHA, cnekTaknb «3aKpol MHe rnasa», nocraBfieHHblt AHHOW A6anu-
X1uHow B NepMcKoM TeaTpe onepsbl U 6aneTa B pamKax « Apt-nabopatopum» MexayHapoaHoro
thecTuBaNA-WHKO/bl COBPEMEHHOIO UCKYCCTBA « TeppUTOPUAY», @ TaKHKe YYpemaeHHbI! hecTU-
Banem «3os0TaA mMacKa» U BbnarotBopuTenbHbiM ¢oHaoM Bnagumupa MoTtaHWHa NpoeKT
Theatrum-2023, B pamKax KOTOpPOro npotuaa npembepa onepbl « Bucauune cagbl» pexuccepa
Bopuca KOxaHaHoBa no BoKanbHoMmy LKAy ApHonbaa LLIéH6epra. [ |

54




DIAGHILEV+
EDUCATIONAL PROGRAMME

ILYA KUKHARENKO

llya Kukharenko is a theatre historian, music critic, opera playwright and producer.

Graduated from the Faculty of Theatre Studies at the Russian Academy of Theatre
Arts — GITIS, and then completed a postgraduate school at Moscow’s State Institute for Art
Studies.

As a critic and editor of cultural departments, he collaborated with such media
as Gazeta (‘The Gazette’), Izvestiya (‘News’), Vogue, Trud (‘Labour’), Snob, Colta,
Teatr (‘Theatre’) and Kommersant (‘The Businessman’). Has hosted the shows BlokNot
(‘NoteBook’) and Sobraniye ispolneniy (‘Collected Performances’) on the TV channel
Rossiya-Cultura (‘Russia-Culture’).

From 2011 to 2012, llya Kukharenko was the director of the PR Department of the
Perm Opera and Ballet Theatre.

In the 2012-13 season, he worked as an assistant director for the development at
the Novosibirsk Opera and Ballet Theatre, as well as Art Director of the Pobeda (‘Victory’)
Cinema and Concert Complex in Novosibirsk.

As a playwright, curator and consultant, he collaborated with director and set designer
Philip Grigoryan, choreographer Anna Abalikhina, director Timofey Kulyabin in opera and
drama theatres.

Was the curator and playwright of various opera and interdisciplinary projects. Among
them are: the Cantata Lab at the Bolshoi Theatre of Russia, which featured artists from
the Bolshoi Theatre’s Young Artists Opera Programme and students from the directing
workshops of Oleg Kudryashov and Dmitry Brusnikin; the play Close My Eyes, staged by
Anna Abalikhina at the Perm Opera and Ballet Theatre as part of the Art Laboratory of the
International Festival-School of Contemporary Art ‘Territory’; and the Theatrum 2023 project
established by the ‘Golden Mask’ Festival and the Vladimir Potanin Charitable Foundation.
Within this framework, the premiere of the opera Hanging Gardens, directed by Boris Yukha-
nanov and based on a vocal cycle by Arnold Schoenberg, took place. [ |
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2 BOJIbLLIOM 3AJ1 NEPMCKOM ®UNIAPMOHUU

Currentzis Lab
omkpuimas penemuyus opkecmpa musicAeterna

eozop KypeHT3uc npoBeaeT ¢ opkecTpoM musicAeterna oTHpbI-
TYI0O peneTvumio CUMGOHUYECKOW nporpaMmbl «Aarunes+».
®dopmar Currentzis Lab npegnonaraer He TONbKO pa6oTy
C OPKECTPOM, HO U EMKUE NMOACHEHMA ANA LUUPOKOW ayauTOPUHU
K WUCMOJIHAEMbIM COYMHeHUsAM. B nnaHe penetMuuMn — dparmeHTbl
XopeorpauyecKkorn nNoambl AnA opKecTpa « Banbc» 1 BTopoit clontbl na
6aneta «JadHuc n Xnosa» Mopuca PaBensa, a TaKie CUMMOHUYECKOM
noambl «MuHMM Puma» OttopuHO Pecnuru. Mporpamma MoMeT 6biTb
M3MeHeHa.
®dopmart Currentzis Lab — 3T0 yHUKanbHbIA LWAHC y3HaTb, YTO BHK/a-
AblBaeT AUPUIKEP B UHTeprnpeTauuio COYMHEHUA, U YyBUAETb, Kak OH
[o6uBaeTca BOIMJIOWEHUA COGCTBEHHbIX WAer BMecTe C OpKecT-
paHTaMWU. 3puUTeNM CTaHyT CBUAETENAMW TOro, KaK My3blKaHTbl
paboTtaloT Hag CBOMMW NapTUAMM, HAXOAAT HYyMKHble WHTOHALMM,
LOCTUraloT TOYHOCTU MENIOAUHYECKUX, PUTMUYECKHUX, AWHAMUYECKHUX
HI0AHCOB, BOIMJIOWAIOLWMUX 3aMbiCesl KOMMNO3UTOpa M MHTepnpeTauuio
avpuepa. MorpyxeHue B AeTanu NapTUTYpbl BMeCTe C AUPHUKEPOM
M UHCTPYMEHTa/MCTaMM MNO3BOJIAET MOJYYUTb ONbIT BHUMAaTE/IbHOro
C/lyllaHUA U 3aTeM — Ha KoHuepTe — Ha HOBOM YPOBHE MPOHUKHYTb
B CYTb 3ByYalller My3blKH. |

56




2712
FR
16:00
17+

DIAGHILEV+
EDUCATIONAL PROGRAMME

&t GREAT HALL OF THE PERM PHILHARMONIC

Currentzis Lab
open rehearsal of the musicAeterna Orchestra

eodor Currentzis will host an open rehearsal of the
Diaghilev+ symphony programme with the musicAeterna
Orchestra. The Currentzis Lab format involves not only working
with the orchestra but also succinct comments on compositions
performed for a wide audience. The rehearsal plan includes fragments of
the Suite No. 2 from the ballet Daphnis et Chloé (‘Daphnis and Chloe’)
and La Valse (‘The Waltz’), a choreographic poem for orchestra by
Maurice Ravel, as well as the symphonic poem Pini di Roma (‘Pines of
Rome’) by Ottorino Respighi. The programme is subject to change.
The Currentzis Lab format offers a unique opportunity to explore the
conductor’s intention underlying the interpretation of the composition,
and to see how he realises his ideas in collaboration with the orchestra.
The audience will witness how the musicians work on their parts, find
the right intonations, achieve the accuracy of melodic, rhythmic and
dynamic nuances that embody the composer’s idea and the conductor’s
interpretation. Diving into the details of the score alongside the conductor
and instrumentalists allows the audience to develop an attentive listening
experience and, during a concert, to grasp the essence of the music at
a new level. n
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U3 cepun «ABCTPaKuM» | 1990-e | Gymara, ryaws, axsapens | 61 X 86

from the series Abstraction | 1990s | watercolour and gouache on paper | 61 x 86

Opuit 3N10THUKOB — XYAOKHUK GYKNEeTa

6yknete «AaruneB+» 2024 roaa npeacrasneHa rpacduka lOpua 3notHukoBa (1930-

2016), 04HOro U3 KNAaCCUKOB OTEYECTBEHHOr0 UCKYCCTBA, KOTOPbIM pa3BUBan A3bIK

abcrpakumn ¢ 1950-x rogoe. CospgaHHasa lOpuem 310THUMKOBLIM XyAOMeCcTBeHHas

KOHLENUMA, OCHOBaHHaA Ha Hay4YHO-aHa/IMTUYECKOM NOAXOAE, NPOAO/IHAET Moaep-
HUCTCKME TPaAULMM aBaHrapAa U OKasbiBaeT OrpoMHOe B/IMAHUE Ha pa3BUTUE COBPEMEHHOro
POCCUMCKOro UCKyccTBa. B GyKneTe ony6arMKoBaHbl paboTbl U3 HECKOJIbKUX CepUi, MOMOJHAB-
LWMXCA aBTOPOM C KoHua 1970-x ao 1990-x rogos.

KnioueBble nepcoHanbHble BbicTaBKM KOpua 3n10THMKOBa npowv B MocyaapCTBEHHOM
TpeTbAKoBcKoin ranepee (2004), NocyaapctBeHHom Pycckom my3see (2008), MocKkoBCKOM
My3ee coBpeMeHHoro uckyccrtea (2011), Mynbtumeamna Apt Mysee (MockBa, 2016). Pa6oTbi
3noTHMKoBa xpaHATcA B HauuoHanbHOM My3ee coBpemMeHHoro uckycctBa (LleHTp Mom-
nuay, Mapuxk), Mysee 3ummepnu Patrepcroro yHuBepcuteta (wtaT Hbilo-Aepcu, CLUA),
FMHUU um. A. C. NywrrHa, MMOMA (MockBa), locyaapctBeHHoW TpeTbAKOBCKOW ranepee,
FocypapcTBeHHOM PyccKOM mMy3ee, B APYrMX My3eMHbIX KOIEKUMUAX U B YacTHbIX CO6paHMAxX
no BCeMy MUpy.

My6nukauua npousseaeHuin KOpra 3n0THMKOBA cocToANach NPU NOALEPHKe ranepeu
pop/off/art.
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Yuri Zlotnikov is the booklet’s artist

he booklet of the Diaghilev+ 2024 is illustrated with graphic works by Yuri Zlotnikov

(1930-2016), one of the Russian classics who developed the visual language

of abstract art since the 1950s. Based on a scientific and analytical approach,

the artistic concept developed by Yuri Zlotnikov follows the modernist traditions
of the avant-garde and has had a huge impact on the development of modern Russian art.
The booklet contains works from several series, which were expanded by the author from
the late 1970s to the 1990s.

Yuri Zlotnikov’s key solo exhibitions were hosted at the State Tretyakov Gallery
(Moscow, 2004), the State Russian Museum (St Petersburg, 2008), the Moscow Museum of
Modern Art (2011), the Multimedia Art Museum (Moscow, 2016). Zlotnikov’s works are kept
at the National Museum of Modern Art (Centre Pompidou, Paris), the Zimmerli Art Museum
at Rutgers University (New Jersey, USA), the State Tretyakov Gallery (Moscow), the State
Russian Museum (St Petersburg), the Pushkin State Museum of Fine Arts (Moscow), MMOMA
(Moscow) and other museums and private collections across the world.

The publication of Yuri Zlotnikov’s works was possible due to the support of the pop/
off/art gallery.
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