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10 UIOHA nT
17:00 12+

@ lNMepmcKasa xyaomecTBeHHas ranepes
Mup ucryccrea

Omkpvimue 6bicmaski

11 MIOHA Cb
& /lBopel KynbTypbl MM. ConaaTtoBa
OTKPbITUE ®ECTUBANA

KoHuepT opkecTpa musicAeterna
avpuep: Teogop KypeHT3uc
Puxapga LTpayc
CUM(OHHUYECKUH 3TIOA
«Metamopo3bi»

Metp Unbuy YaikoBCKUMH
CumdoHua N2 6 cu MHUHOp,
MateTnyeckasn, op. 74

@ JBopel KynbTypbl UM. ConaatoBa
Komcomonvckuii npocnexm, 79

@ 3aBog WnarvHa
coseemcka, 14 sxon na Tepputopuio 3asona
OTKpbIBaeTcA 3a 45 MUHYT A0 Ha4Yana MeponpUATHA

@& Jom Aarunesa
cubupcxas, 33

@& YactHasa dunapmoHua « Tpuymd»
JNieHuHa, 44

@  OpraHHbi 3an
MepmcKoin hmnapmoHuun
NeHuHa, 516

@&  «CueHa-Monot»
NeHUHa, 53

@ [epMcKana xyaoxecTBeHHas ranepes
Komcomonvckuii npocnexm, 4

& LUBeHHbIN Lex
KpdCMHa, 37/] npeAocTaBAAETCA TpaHchep

| 1./ &V,

12 UIOHA BC

@ [epMmcKana xyaomecTBeHHan ranepes
Ite, missa est
KoHuepT aHcambna conuctoB Parma Voices

& LUBeHHbIN Lex *
TPYA.MAH
Tanynepgopmarnc

pexuccep, xopeorpad, XyaA0HKHUK:

Cepreii JlapvoHoB

TeKcT: UpuHa Edumosa, Cepreit JlaproHoB
KOMNO3UTOP: AHTOH AXOHTOB
BUAeocueHorpadc: AHactacua BploxaHoBa

@ 3aBog WnaruHa, 5-# uex

*  peMbepa

AbIXAHUE

Cnexmakav 041 Manyo8UUK08 U UX ObIXAHUSL
xopeorpadbl:

AHHa MapadeeBa, luHa XycenH
KOMNo3uTop: ::vtol::

apamatypr: AHHa CemeHoBa-laHL
XyAOHHUKMK: MonnHa baxTuHa,

JAnHa BopoBUK

@ YactHasa dunapmoHusa « Tpuymd»
Otyanuswasn Pycb

MNoama ana ronoca ¢ doprenvaHo Meoprua
CsupugoBa Ha cnosa Ceprea EceHnHa
Bepcus Anexces Clomaka 048 Kameprozo
ancambns

conuct: Anapeit Hemsep

yTeu: Enena MoposoBa

KaMepHbli aHcambnb «MpaKTUKa»



JUNE 10 FRI
@ Perm State Art Gallery

Mir iskusstva (“World of Art”)
Opening of the exhibition

JUNE 11 SAT
@  Soldatov Culture Palace

OPENING OF THE FESTIVAL
musicAeterna Orchestra concert

conductor: Teodor Currentzis

Richard Strauss

Metamorphosen, a symphonic study

Pyotr llyich Tchaikovsky
Symphony No. 6, Pathétique, B minor,
op. 74

JUNE 12 SUN
@ Perm State Art Gallery

Ite, missa est

Soloists of the Parma Voices Choir concert

15.00, 18.00
@ Sewing Shop
LABOUR.MAY
Dance-performance
director, choreographer, stage designer:
Sergey Larionov (sergo nespi)
text: Irina Efimova, Sergey Larionov
composer: Anton Yakhontov (Patrick K.-H.)
video set designer: Anastasia Bryukhanova

18+

20.00 16+
@ Shpagin Plant, Hall No. 5
BREATHING

Performance for dancers and their breathing
choreographers: Anna Garafeeva,

Dina Khuseyn

composer: ::vtol::

playwright: Anna Semenova-Ganz

stage designers: Polina Bakhtina,

Dina Borovik

22.00
@& Private Philharmonic Triumph
Russia Cast Adrift
A poem for voice and piano by Georgy Sviridov
to the lyrics by Sergei Yesenin
soloist: Andrey Nemzer
reciter: Elena Morozova
Praktika Chamber Ensemble

18+
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13 UIOHA n
20:00 6+
@  OpraHHbi 3an

MepmcKon mnnapmoHuu
KamepHbIi KOHLEpT CO/IUCTOB
opKecTpa musicAeterna

ApHonba, LLIEHGepr
CTpPYHHbIN CeKcTeT
«lMpocBeTneHHasa HO4YbY», Op. 4

®paHy, LUy6epT
CTpyHHbI KBapTeT N2 14
«CmepTb U AeBylIKa», D 810

23:30

@& Jom [arunesa

dunbm «3a4em CHATCA CHbI»
TBOPYECKOro 06beANHEeHUsA
«MaHudect»

U BOKa/IbHbIA LKUKN AneKcaHapa
KHandensa «Mynaa nowagb»
conpaHo: EKkatepuHa [loHayKoBa
¢opTtenuaHo: HuKonan Maapa

18+

| 1./ &V,

14 UIOHA BT
@ WnarunHa, 5-1 yex

Cepusa nepchopmaHcoB

Moipaw FM
TBopuecKkoe 06beanHeHUe
«My3bIiKa n Tepmoc»

Bride Song
xopeorpad: HaHWUH JIMHHUHI

Soulwhirl
xopeorpad: Onbra LiBeTKoBa

23:30

& Jom [arunesa

MecHu TpaB U LuBeToB
KoHuepT BoKanbHOro aHcamoénsa
musicAeterna4

18+

B nporpamme: HapoAHble NecHu
Ha PpyCCKOM, apMAHCKOM, C10BEHCHOM,
BEHMepCKOM, afil6aHCKOM U TaTapCKOM

15 UIOHA CP

& YactHaa dunapmoHua « Tpuymd»
Love Will Tear Us Apart
Konyepm-nepgpopmanc 6 06yx uacmsax
Yactb |

22:30

@ 3aBog WnaruHa, uex At
Love Will Tear Us Apart
Konyepm-nepgpopmanc 6 06yx uacmsax
Yactb Il

18+



JUNE 13 MO

@  Perm Philharmonic Organ Concert
Hall

Schénberg & Schubert

musicAeterna Orchestra soloists

Arnold Schénberg

String sextet Verklédrte Nacht, op. 4

Franz Schubert

String Quartet No. 14,

Der Tod und das Médchen, D 810

23.30

@ The House of Diaghilev
The film Why Dreams

by the creative association
Manifesto

and a vocal cycle

by Alexander Knaifel

A Silly Horse

soprano: Ekaterina Dondukova
piano: Nikolai Mazhara

18+

JUNE 14
@ Shpagin Plant, Hall No. 5
Series of performances

Movpar FM
Music and Thermos art group

Bride Song

choreographer: Nanine Linning
(Netherlands)

Soulwhirl

choreographer: Olga Tsvetkova

23.30

@ The House of Diaghilev
The Songs of Herbs and Flowers
musicAeterna4 Vocal Ensemble concert

18+

On the programme: folk songs in Russian,
Armenian, Slovenian, Hungarian, Albanian,

and Tatar languages
JUNE 15 WEN

@& Private Philharmonic Triumph
Love Will Tear Us Apart
Concert-performance in two parts
Part |

22.30

& Shpagin Plant, Hall D1
Love Will Tear Us Apart
Concert-performance in two parts
Part Il

18+
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16 MIOHA

19:00

@  OpraHHbi 3an
MepmcKoin hmnapmoHuun

...in the pause of the night time...

KoHuepT xopa Parma Voices

Npy y4acTUU KamMepHOro opKecTpa

Rosarium

Avpuep: EBrennii Bopobbes

qT

12+

Mutep YopnoK
The Full Heart

leHpu MNépcenn
YaKoHa conb muHOp Z.730

AapoH KonneHg

Help Us, O Lord
Have Mercy on Us, O My Lord

ApBo Mapt
BepnuMHcKasa mecca

21:00 18+
@ «CueHa-Monot»

*  npembepa

CMNOPbI’N’sa / *cnopbiHbA
THosmuueckuii carom

perxunccep: Jinusa Mopos

Apamatypr: Unnonut Xapnamos

KomnosuTop: Kupunn Apxunos

| 1./ &V,

17 UIOHA M

@ OpraHHbi 3an

MepmcKon thmnapmoHumn
KoHuepT KamepHOro opKecrtpa
Rosarium
avpuKep: MapuHa KatapsHoBa
Feopr ®ununn TenemaH
Ciouta Ana BMOsbl Aa ramba
C OPKEeCcTpom
YBepTiopa-ClouTa ANA CTPYHHOro
opKecTtpa Burlesque de Quixotte
HoranH CebactbaH bax
Ciouta ana opkectpa N2 2 cu mrHOp
BpaHaeH6YprcKkui KoHuept N2 3

@& YactHasa dunapmoHusa « Tpuymd»

*  npembepa

TOUAMOTU AKU AKU HIWA OA
OANU RARAKU TOTO MATUA
TOUAMOTA

Iepghopmanc Azexces Tapyya

22:30 18+
@ «CueHa-Monot»

*  npembepa

CMNOPbLI’N’sa / *cnopbiHbA
Tosmuueckuii casm



JUNE 16 THU

@ Perm Philharmonic Organ Concert
Hall

...in the pause of the night time...

Parma Voices Choir concert

feat. Rosarium Chamber Orchestra

conductor Evgeny Vorobyov

Peter Warlock

The Full Heart

Henry Purcell
Chaconne in G minor, Z2.730

Aaron Copland

Help Us, O Lord
Have Mercy on Us, O My Lord

Arvo Pért
Berliner Messe

21.00

@ Stage-Molot

* premiere
SPORY’N’ya / *ergot
Poetic slam

director: Liza Moroz
playwright: Ippolit Kharlamov
composer: Kirill Arkhipov

18+

18.00 6+
& Perm Philharmonic Organ Concert
Hall
Rosarium Chamber Orchestra
concert
conductor: Marina Katarzhnova

Georg Philipp Telemann

Suite for viola da gamba with orchestra
Overture-Suite for strings

Burlesque de Quixotte

Johann Sebastian Bach
Orchestral Suite No. 2 in B minor
Brandenburg Concerto No. 3

21.00

@ Private Philharmonic Triumph
premiere

TOUAMOTU AKU AKU HIWA OA
OANU RARAKU TOTO MATUA
TOUAMOTA

Performance of Aleksei Taruts

18+

22.30

@ Stage-Molot

* premiere
SPORY’N’ya / *ergot
Poetic slam

18+




| 1./ &V,
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18 UIOHA Cb 19 UIOHA BC

01:30 18+
@ [epmcKana xyaoecTBeHHan ranepea @  YactHaa dumnapmoHua « Tpuymd»
The Sunset *  npembepa .

KoHuept Rosarium broken consort ANOJIT10H CUHUU BOTI'

03:30 18+ OdHoaxmupiii nepgopmanc

@ [epMcKana xyaoxecTBeHHas ranepes

The Sunrise 18:00 12+
KoHuepT Rosarium broken consort @ 3aBog WnaruHa, 5-# uex

18:00 18+ MoceaweHue AHncy KceHaKkucy

& 3aBog LLnaruHa, 5-1 uex KoHuepT nepKyccHoHUCTa

*  npembepa Metpa MaBaTcKux

Tepputopua FaMneT
My3svikanrvnpiii cnexmakap B nporpamme:

noctaHoBKa: Kata BouaBap coymHeHua AHuca KceHaKuca,
KomMmno3uTtop: Anekceit CiomaK MeTtpa MaBaTcKux, Jlepbl Ayapbax,

BoKan: Onbra BnacoBa, ApvHa 3BepeBa, MapTtbl MTawunHbcKkon, Mnaopu Takaaa,
Onbra Poccunu dancoHa [leHucoBa, puropua CmupHoBa
cayHa-au3anH: Mapar Bapues

21:00 18+
@ 3aBog LnaruHa / «Jlutepa A» @ 3aBog LUnaruHa, «Jlutepa A»

*  npembepa *  npembepa

Kapn Opd Kapn Opd

De temporum fine comoedia De temporum fine comoedia
Onepa-mucmepus Onepa-mucmepus

perunccep: AHHa lNyceBa
XyAOHHUK: HOnua Opnosa 20 M I'OHH n H
xopeorpach: Anactacus Mewkosa
XYAOMKHUK NO KOCTIOMaM: & YactHaa dunapmoHua « Tpuymd»
Cepreit UnnapuoHoB Be3BbiIXxoAHbIE aKYyCTUYECKHE
BUAEOXYAOHHUKU: 2BLCK cuTyauuu

My3blKaNbHbI PYKOBOAUTENb U AUPUKEP: KoHuept MACM 1 CEAMMC
Teomop KYPeHT3UC e
WUCMOJHAIOT XOp U opKecTp musicAeterna B nporpamme:

npy y4yactum conpaHo Haaexabl MaBnoso, couynHeHUsa AneKcaHaepa LUy6epra,
MpuHu Lupaknamc Mbepa HoanoBcKH,
JAmutpus Kypnasackoro,
& YactHaa dunapmoHua « Tpuymd» AHuca KceHakuca, Muxaana bannsa
*  npembepa
AMNOJIJZIOH CUHUHA BOIr 22:00 18+
OdHoaxmupiii nepgpopmanc @ 3asog LWnaruHa, 5-i uex
apT-aupekTop: Mowa Py64YUHCKUM Diaghilev Festival Party

TeKCTbl U geictBue:: HUKUTa BobKoB

3BYK: BaneHTnH ®ydhaes,

BukTtopua XapkeBuy

nNpocTpaHCTBEHHaA 06paboTKa 3ByKa:
10 Erop AHaHKO



JUNE 18 SAT

@ Perm State Art Gallery
The Sunset
Concert of the Rosarium broken consort

@ Perm State Art Gallery

The Sunrise

Concert of the Rosarium broken consort

@ Shpagin Plant, Hall No. 5

* premiere

Territory Hamlet

Musical performance

director: Katya Bochavar

composer: Alexey Sioumak

vocalists: Olga Vlasova, Arina Zvereva,
Olga Rossini

sound design: Marat Bariev

21.00

@ Shpagin Plant, Litera A

* Diaghilev Festival premiere

Carl Orff

De temporum fine comoedia
Opera-mystery

director: Anna Guseva

production designer: Yulia Orlova
choreographer: Anastasia Peshkova
costume designer: Sergey lllarionov
video design: 2BLCK

music director and conductor:
Teodor Currentzis

performed by the musicAeterna
Choir and Orchestra

featuring sopranos Nadezhda Pavlova
and Irini Tsirakidis

23.00

@&  Private Philharmonic Triumph
* premiere

APOLLO THE BLUE GOD
One-act performance

art director: Gosha Rubchinsky
texts and action: Nikita Bobkov
sound: Valentin Fufaev, Victoria Harkevich
spatial sound processing: Egor Ananko

18+

18+

JUNE 19 SUN
@& Private Philharmonic Triumph

* premiere

APOLLO THE BLUE GOD

One-act performance

18.00

@ Shpagin Plant, Hall No. 5
Dedication to lannis Xenakis
Petr Glavatskikh solo concert

12+

On the programme: lannis Xenakis,
Petr Glavatskikh, Lera Auerbach,
Marta Ptaszynska, Midori Takada,
Edison Denisov, Grigory Smirnov

21.00

@ Shpagin Plant, Litera A

* Diaghilev Festival Premiere
Carl Orff

De temporum fine comoedia

Opera-mystery

20.00 18+
@& Private Philharmonic Triumph
Unsolvable Acoustic Cases

Concert of the MCME and CEAMMC

On the programme: Alexander Schubert,
Pierre Jodlowski, Dmitri Kourliandski,
lannis Xenakis, Michael Beil

22.00
@ Shpagin Plant, Litera A
Diaghilev Festival Party

18+
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20:00 12+
& [ABopeL KynbTypbl UM. cONAaToBa

OTKPbITUE ®ECTUBANA
OpKectp musicAeterna

avpuep: Teogop KypeHT3uc

Puxappa LTpayc (1864-1949)
CUM(OHHUYECKUH 3TIOA
«Metamopo3bi»

ANnA 23 CTPYHHbIX UHCTPYMEHTOB,
TrV 290, AV 142 (1945)

Metp Unbuy Yaiikosckui (1840-1893)
Cumdonua N2 6, MarteTnyeckKasn,
CU MUHOp, op. 74 (1893)

Adagio — Allegro non troppo

Allegro con grazia

Allegro molto vivace

Finale: Adagio lamentoso




" AV VAV

June 11  sat
20.00 12+

@  soldatov culture palace

OPENING OF THE FESTIVAL
musicAeterna Orchestra

conductor: Teodor Currentzis

Richard Strauss (1864-1949)
Metamorphosen,

a symphonic study for 23 solo strings,
TrV 290, AV 142 (1945)

Pyotr llyich Tchaikovsky (1840-1893)
Symphony No. 6, Pathétique,

B minor, op. 74 (1893)

Adagio — Allegro non troppo

Allegro con grazia

Allegro molto vivace

Finale: Adagio lamentoso
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OoTpaB/iIeHHbIX MeJlaHXOJ/IUeu,
U «o60Bb pa3opseT
Hac Ha KYCKW»

Teodop Kypenmasuc I1. U. Yalikosckomy, 6Mmecmo nucvma

CTb I0AM, KOTOPbIe, NePeXUB Kpax, NoTepnesB NopaeHue,

HaxoAAT Hekoe ocob6oe MecTo, ocoboe y6exuuie. CBoe

MeCTo nocpegu CyMATULbI 3TOro mupa. Ecnu Kpywenue

HacTUraeT UX MHOFOKpPaTHO, TO YOeHMLle NOCTeneHHo CTa-
HOBUTCA Bce 60siee POAHLIM: OHO AapyeT UM 4YYBCTBUTEJ/IbHOCTD,
KaKoi HeaocTaeT BHellHemy MUpy. Koraa Bac NpoOH3alT HOMOM
BnepBble, Bbl UCMbITbIBaeTe 60/1b; BO BTOPOK pa3 NepeHecTU 3To yike
Nlerye; B TPETUMA pas, YTO6bl BbIKUTb, Bbl NpeBpaLlaeTe 3TOT ONbIT
B NpousBeaeHUe UCKyccTBa. Horaa feno Kacaetcsi OTKPbITbIX paH,
CTaHOBUTCA He [0 3CTETUKM.

CTOMT HauaTb C camoro Ha4yana. Mnu y nydwe He HauMHaTh BOBCeE.
B yyBCTBEHHOM OMbITe NafieHUsl KOHTPacTbl 06peTalT 0Co6YI0 pes-
KOCTb. A OTCYTCTBME 3CTETUKM CTaNKUBaeTca ¢ Mopanvuamom. Menan-
XONUA — BecbMa aMopasbHOe YYBCTBO. ITO JIULLEHHBIM MOPabHbIX
NPUHLMMOB rBO3/b, KOTOPbIM Mbl KOBbIPAEM A3BY, Nosaras, 4YTo Tak
OHa ucuenutcsa 6bicTpee. MenaHxonusa oTpasnser.

«CTaNIbHOM K/IMHOK BOLLE/ MEe JIONaToK B CMUHY 6blKa, epTBbl KOp-
pUabl, NOrPy3U/CA MO Camylo PYKOATb, U OCTOB 3BePs COAPOrHyncH,
KaK ropHbii xpebeT B 3eMmneTpsaceHue. Heneso Tak Npo4Ho NPUPOC/o
K }MBOMY TeJly, YTO 10 CHUX NOP HUKOMY He yaanoch useneub ero. Kto
TONbKO 3a 3TO He 6pasnca: Bpauu U CUNadu, MexaHWku u dunocodbl,
M KaKWUX TONIbKO CPeACTB OHU He nepenpo6osanu. 60 He Beaanu,

4YTO 310, NMPUYUHEHHOE YEeI0OBEKOM, HEUCKOPEHUMO» — TaK MULeT 1 Mepesoa
JlotpeamoH B «[MecHAXx Manbaopopa»'. H. MaBnesuu.
LunT. no: MNoasua
Bbl HaxoauMTe paBHOBecHWe, AOCTUraeTe 3eHWTa C/iaBbl Ha CBepKa- paHLy3cKoro
IOWKUX BepLlUMHax, HO Bce paBHO Bbl 3HaeTe, 4To ecnu ynagete — cuMBONHMaMa.
BePHETECb K UCXOAHOM TOYKe. JloTpeamoH.
MecHun
Metp Unbnu! 3areo3gKa U B TO e BPeMA Lie/lb COCTOUT B TOM, YTOObI Manbaopopa /
AaTb nlaav yBuaeTb cBeT Bawero y6exuwa. Beab Bce o6eltaHHoe noa. pea.
Bam — Bca Bawa cnaBa, Bce Bawu namATHUKM — 3TO NIMLLb OAU- I. K. Kocukosa.
HoyecTBo. OHU He nomoratoT. Aarap AnnaH Mo cKasan 6bl No aTOMy M. : Usa-8o
nosoay: «ny6oKko B 3eMne nexuT mos n160Bb. A MoK yaen — nnay MY, 1993.
B OAWHOYECTBEY. | 2



poisoned by melancholy,
or “love will tear us apart”

To Tchaikovsky, in lieu of a letter
By Teodor Currentzis

here are people who, after experiencing a fall, after surviving defeat, find some kind

of special place, a special sanctuary. Their place amid the confusion of this world.

If they fall repeatedly, then this refuge gradually becomes more and more familiar:

it regales them with the sensuality that is lacking in the world above. The first time
one is stabbed with a knife, it hurts; the second time, it is borne more easily; the third time,
in order that one may survive, it becomes a piece of art. There are no aesthetics when
it comes to open wounds.

One needs to begin at the very beginning. Or it is better not to begin at all. In the sensuality
of a fall contrasts become more acute. And a lack of aesthetics comes into conflict with mor-
alism. Melancholy is a very amoral feeling. It is an amoral nail that picks at a sore, thinking
that it will get better faster that way. But melancholy is a toxic feeling.

“This sharp dagger plunged in, right to the hilt, between the shoulder blades of the bull, and
the beast’s body shuddered, like a mountain range during an earthquake. The metal became
so embedded in the living body that no one so far has been able to extract it. Athletes and
mechanics, philosophers and doctors, one after the other, tried every means they could. They
did not know that evil which has been inflicted by a person cannot be undone,” so writes
Lautréamont in his Les Chants de Maldoror.

You find your equilibrium, you achieve glory on shining peaks, but all the same, you know
that, if you fall, then you will return to the same place.

Pyotr llyich! The problem and at the same time the aim is them to perceive the light of your
sanctuary. Because everything that was promised to you, all your glory, all the monuments
to you, are but loneliness. They don’t work. Edgar Allan Poe would have said at this point:
“Deep in earth my love is lying. And | must weep alone.”

Music is not notes overlaying silence, it is the silence between sounds. And you understand
this astonishing thing so well, the absolute zero of the abyss, the edge of the void. This is
the tragic beauty of the violation of dark by light, of silence by sound. At the beginning of the
Sixth you reveal to us the writing table in your sanctuary, where you and your kindred spirits
conceal the themes of the symphony. You begin at the very end. “In my beginning is my end”
(T.S. Eliot). The abyss is covered with layers of wallpaper. And, for each new layer, the layer
below is the void. Just like the layers of wallpaper in your flat on Malaya Morskaya Street.

There is no point turning to philosophy for explanations. The kind of gravity that you would
need for it to exist has not been invented yet. >

17
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My3bika — He HOTbl, NepeKpbiBalLUEe TULLUHY, a TULLMHA MeKAy 3BYHKaMM.
M Bbl TaK XOpowoO MOHUMaeTe 3Ty YAWUBUTENbHYIO Belb — abCoNOTHbIN
HOMb 6e3AHbl, rpaHMUy MNyCcTOTbl. DTO TparMyecKasa KpacoTa paspylueHUs:
TeMHOTbl — CBETOM, TULWIWHblI — 3BYKOM. B Hauyane Llectoii Bbl gaete Ham
B3INIAHYTb HA MMCbMEHHbIW CTON B CBOEM y6exuLue, rae Bbl U poacTBeHHbIE
Bam aywwu cKkpbiBaeTe TeMbl 3TOM CUM(POHUU. Bbl HaUMHaeTe ¢ camoro KoHua.
«B moem Hauyane moi KoHeu» (T. C. dnuot). Be3aHa npuKpbiTa cnoAMU
060eB. U ¢ KaxabiM HOBbIM CNOeM C/I0M Npeabiaylunin — nyctoTta. Kak cnou
o6oeB B Baluen kBaptupe Ha Manon MopcKo#n.

Het cmbicna o6pallatbea K mnocodurn 3a o6bACHEHUAMU. BUa TAroteHus,
Heob6X0AUMbIN ANA ee CYLEeCTBOBaHUA, elle He U3BECTEH HayKe.

Mopa3uTtenbHo, 4YTo Bbl HauMHaeTe 3KCNO3WLUIO B COHATHOM copme:
paxe Bam npuxoauTtca roBopuTb Ha A3blKe, MOHATHOM A1 BCeX, YTOObI
06BbACHUTL BeLM, HeAOCTYMNHble NMOHUMaHUI. Bbl roBopuTe Ha A3blKe
Tex, KTo yéuBan Bac, Ha A3biKe Tex, KTo yunn Bac roBoputb. EBponein-
CKUM A3bIK B hopMe, KOTOPOM MOKHO onucaTb xaoc. YTobbl ero uccneaosarb.

[Jonroe Bpema A cTapanca NoHATb, NoyeMy Hayano Bawen cumdoHuM cTonb
HEeNnoBOPOT/IMBO; A MPEAMNPUHAN MOMbITKU CaMOCTOATE/NIbHO €€ apaHMu-
poBaTb, enaa U3YunTb BCE BO3MOMHOCTU. C KaKoM CTaTW rnaBHYlO Temy
HauuHaloT anbTbl? Ho Bce MOM NonbITKK 6biK 6€CnoAHbl U MPUMUTUBHDI:
Baw acKeTM3M — eAMHCTBEHHbIM BEpHbI NYyTb K TOMY, YTO He MO3HaHo,
TOro, YTO He MOJIHOCTbIO 0CO3HaéTcA. Mnockaa HOPManbHOCTb CUMMETPHM
3acTaBnfAeT BCeX Hac NPUBBLIKHYTb K camum cebe B aTomMm Mupe. B mupe,
KOTOPbIMA MeAJIeHHO rpy6eeT, CTaHOBACH KaKk 6bl Hallei CO6CTBEHHOM TEHbIO,
Y€ OTAeNbHOM OT HalMX Ten. TeHblo, YTO HaUUHAET He TOJIbKO MUTb CBOeW
U3HDbIO, HO U YrpoXaTb HaMm.

Takoe 4yBCcTBO, 6yATO Bbl CMOTpUTECb B 3€pKano, Mlia, Kak O06bI4YHO,
B3rNSA0M rna3a CBOEro oTpameHus, U BApyr Bawe orpaieHue HauuHaeT
ABUratbCcsl HesaBUMCMMO OT Bawero Tena, a notom AaeT Bam nolyeuuHy.
Cnesbl He NOABATCA A0 Hayana Nno6o4HOM TeMbl. TaK e, Kak B NyCTbiHE HET
BoAbl. HUKaKoro notpsaceHunA. TonbKo nevanb. Kak nnay Baanexe, KOTOpbIA
NnocTeneHHO CTaHOBUTCA 6/iMMKe, rpoMye M B HOHLE KOHLOB BpbiBaeTcs
B KOMHaTy. M BaApyr Mbl MOHUMaeM, 4YTO a4y BbipbiBaeTCA U3 Hallen rpyau.

[Mo6o4yHble TeMbl NOABNAAITCA KaK JlaCKalolMe NMPUKOCHOBEHUA BOCMOMM-
HaHWK, MeANeHHO 060payYnBaloOLLMECA HOXKEBLIMU PAHEHUAMM.

OHM TaK HeMHbl U NErk1, YTO MX HEBO3MOMHO BblHeCcTU. CyacTbe — 3TO
npasaHoOBaHWe 4yZecHOro, BOCXBaJieHWe CBeTa U3 MNpeucrnoHen Halewn
LMBUNN3ALMK, UCCNIel0BaHWE BCEro CMEKTPa, KOTOPbIA CNocobHa UcnbITaTb
yenioBeyeckas ncuxuka. [ 2



It is astounding that you begin the exposition in sonata

form: even you must speak in a language that everyone

understands, in order to explain the things that they do

not grasp. You speak in the language of those who killed
you, the language of those who taught you how to speak.
A European language in a form that can describe chaos. In order
to explore it.

For a very long time | tried to understand why the beginning of
your symphony is so clumsy; | attempted to orchestrate it myself,
wanting to examine all the possibilities. Why on earth should the
violas begin with the main theme? But all my attempts were
hopeless and primitive: your ascetism is the only true way to
tell a story of that which is not known, that which is not fully
understood. The flat normality of symmetry forces all of us to
become used to ourselves in this world. In a world that slowly
becomes tougher, becoming, as it were, our own shadow,
already distinct from our bodies. A shadow that not only takes
on a life of its own, but begins to threaten us.

This feels as though you are looking in a mirror, searching, as
usual, with your eyes for the eyes of your reflection, but suddenly
your reflection begins to move independently of your body, and
then it gives you a slap across the face. No tears exist until the
second theme. Just like there is no water in the desert. No tur-
moil. Only sadness. Like a faraway cry, which gradually comes
closer, which grows louder and, by the end, enters our room.
And suddenly we understand that this cry came from us.

The secondary themes arrive like the caresses of memories,
which slowly turn into knife wounds.

They are so tender and light that it is impossible to bear.
Happiness is about celebrating what is wonderful, praising the
light in the underworld of our civilisation, exploring the entire
spectrum that the human psyche can experience.

You take us by the hand and comfort us, as Mozart comforted
us all: “You, lepers, you are not alone! We feel for you, we
have been where you are now. And it matters not that nothing
worked out. It matters not that our childhood boats have not
sailed. It matters not that the faces of those most dear to us
remain indifferent to a fragile sound or poem that was dedicated
at some time to them. We have fallen, but we will not lose our
pride.” >
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Bbl 6epeTe Hac 3a pyKy, yTewaeTte, Kak BCeX Hac yrtewan
MouapTt: «Bbl, npoKkaMeHHble, Bbl He 0gHM! Mbl BaM co4yB-
CTBYEM, Mbl TOXe Yyepe3 3TO NpoLiv. He BaXKHO, YTO HUYEro
He BbiWw10. He BaXHO, YTO HallM AETCKUE KOpabiUKU TaK
M He OTNpaBWAUCL B NnaBaHWe. He BaxHO, 4TO NMua Tex,
KTO HaM A0pOHe BCEero, 0CTalMCb 6€3pas/iniHbl K XpYNKomy
3BYHY WK CTUXY, KOrAa-To UM noceAleHHoMY. Mbl nanu, HO
Mbl He YTPaTUM CaMOYyBaHeHHUA».

M notom, Korga Bawa no6o4yHas TemMa BO3BpaLlaeTca B 3BY-
YaHUU NONHOro opKecTtpa, Bbl He faeTe nepBbIM TaKTam
OCHOBbl B aKKomnaHemeHTe. Menoausa cama CTaHOBWUTCA
ocHoBOM. U 3TO BCero NMllb WYMHbIe CNe3bl Halien 4yB-
CTBUTENbHOCTH, KOTOpble MHOrMe ocyaAT. M TONbKO oyeHb
HeMHorue noMMyT Hac.

KaKk roBopuTb nocpeau To/nbl, YMEIOLLEN WLLb KPUTUKOBATb
M CYAUTb NO 3aKOHAM 3CTETMKM BEKa CEro, ABIEHHbIM B CBOEMN
MCTUHHOCTU? KaK B 3TOM MamaylleM KpOBHU MUPEe 3CTETUKH
roBOPUTb O CO6CTBEHHOM CTbiae? OHM BUAAT TONBKO TO, YTO
XOTAT BUAETb, TONBLKO TO, YTO NpUemMIeMo. ITO NOMMET NULLb
TOT, KOMY CYMAEHO NOHATb. ByaeT neyanbHew, HO W nyulle,
€C/U 3TOr0 He MOMMET HUKTO.

C ronocom KnapHeTa U HAU3KUM AblXaHWeM CTPYHHbIX Npoby-
MAaeTcA HeOCTUHMUMAA MeyTa, U 3aTem maTtepuan Tpebyet
AanbHenllero pasBUTUA — K BenWYailiemy B3pbiBY, Orny-
LUMTENbHOMY pacKaTy rpoma. Bam yaanocb 3aKaounMTb rpom
u 6e3mMo/IBUe B OAHOM CEeKyHAe.

A npeacraenAo cebe Bac B IOHOCTU: BUHY, KaK Bbl urpaete
(hpaHLUY3CKYI0 MEeCeHKY M Kak C nepBOro akKopaa paspa-
60TKM Bac oxBarbiBaet ctpax. B paspa6ortke Bbl cTtpoute
6allHM U3 CypOBOM MAEONOIMKU, a 3aTeM B OAHO MrHOBEHUEe
obpallaeTte Ux B npax.

MosBnaetcA ouwyweHue, 4To Bbl 6exuTe OT 3epKana
K 3epKany, pasébuBas OAHO 3a APYrMM OKpOBaB/IeHHbIMU
pyKamu. haBHble TeMbl MpeBpaLWialTCA B HKeCToYaWLUA
UHepHanbHbIM BU3r. M 3TO — ronoBOKpyKeHUe, KoTopoe
Bbl ucnbiTbiBaeTe, Kak KameTcA, nagaa B Heb6biTUe
CO CHOpOCTblO cBeTa. Tema, KoTtopyto Bbl TaK 6eperHo
ornjlakuBaau B 3KCMNO3ULMMK, NpeBpalLaeTca B 6ecnolagHyio
yrposy, 6UTBY MerAay KOHeYHbIMU cunamu yenoseKa U Dies
irae. >



And then, when your second theme returns with the full orchestra, you do not
have the foundation of the first beats in the accompaniment. The melody itself
becomes the foundation. And these are just the noisy tears of our sensuality,
which many will condemn. And only the very few will understand us.

How does one talk while in a crowd that only understands how to criticise
and judge by the aesthetic laws of the age, exposed in their truth? How does
one talk, in the bloodthirsty world of aesthetics, about one’s shame? They
see only what they want to see, only what is acceptable. Only he who is
destined to understand this will comprehend it. It would be sadder, though
better, for no one to understand it.

With the sound of the clarinet and the low breathing of the strings, an
unattainable dream awakens, and then this material has to be developed
further — to the largest explosion, the loudest peal of thunder. You manage
to compass thunder and silence in the same second.

| imagine you at a young age: | see you playing a French song, and how,
from the first chord of the development, you become frightened. In the
development you build towers out of a harsh ideology, and then you smash
them into dust in an instant.

A sense emerges that you are running from mirror to mirror, smashing them
with your bloodied hands. The main themes become the cruellest infernal
screech. And this is vertigo, which you experience when, it seems, you fall
into nothingness at the speed of light. The theme that you so sensitively
lamented in the exposition becomes a ruthless menace, a battle between
finite human strength and the Dies irae.

How the violins lift this line in the heart of the hurricane, while the brass section
destroys it and plunges it into the abyss of the basses’ rage. A dangerous
feeling arises from all this: it seems that you are sitting in the centre of a
tornado, awaiting the blow of the second theme to your chest. Then everything
falls apart, and the burbling triplets of the cellos and double basses begin.
And the Orthodox chant, May he repose with all good souls, emerges from
the brass section. Humanity’s struggle with a fate decided by aesthetics
begins. But this absurd waltz accompaniment by the French horns sounds
like a cold, pitiless Tuba mirum! All the cults of the world lose face. One
terrible, ruthless rhythm remains. From these ashes your first theme arises
once again. With overwhelming dread.

Before the reprise the human capacity for agony reaches its highest possible
pitch. | think that, in the pages that follow, the instruments already begin
to lose their formal roles: humanity’s protest overrides its own identity.
The reprise of the first movement cannot end unless the entire orchestra
sheds blood. >
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CHpPUNKK BO3HOCAT 3Ty JIMHUIO B caMoe cepaLle yparaHa, a rpynna MeaHbIX
AYXOBbIX PYLIAT ee W norpy:aet B 6e3gHy ApocTh 6acoB. OTcioaa BO3HUMKaeT
onacHoe 4YyBCTBO: KameTcsd, 4To Bbl cumaute B LieHTpe BO3AYLIHOIO cCMepua,
oXuaan yaapa no6o4yHoi TeMbl B rpyab. 3aTem BCce pacnajaetcad — W HauyuHa-
loTCA 3axsebbiBalowMecs TPUOJIU Y BUOSIOHYENEN U KOHTpabacoB. A B rpynne
MeZHbIX BO3HUKAET norpe6abHblit KOHAAK « CO CBATLIMU YNOKOM, XpUCTe, AyLUK
pab6 TBoux». HaunHaetrca 6opbba 4yenose4yectBa C daTymom, onpesesieHHbIM
acTeTMKor. OpHaKo 3TOT abCypAHbld BaNbCOBbIA AKKOMMAHEMEHT BaNTOPH
3BYYMT KaK X0JI0AHbIN 6e3}anocTHblii Tuba mirum! Bce penvrun mupa tepsawoT
nruo. OcTtaeTcs O4UH CTpallHbIK, 6ecnowaaHblii puTM. M3 3Toro nenna BHOBb
BoccTaeT Balwa rnaBHaAa Tema. C HenpeoAoNMMbIM CTPaxoMm.

Mepepa penpuson YenoBeyecKkasa CNOCO6HOCTb K arOHWK AOCTUraeT CaMoro BbiCO-
Koro npeaena. A Aymato, YTO Ha NOCNEAYIOLMUX IMCTAaX UHCTPYMEHTDI YiKe TepPAIoT
CBOMU TpaAHUUMUOHHbIE€ PONKU: NMPOTeCT 4yesioBeyecTBa BbIXOAUT 3a rpaHuulbl ero
CO6CTBEHHON WAEHTUYHOCTU. Penpu3a nepBOM YaCTU HE MOMET 3aKOHYMTbCA,
NOKa BeCb OPKeCTp He NpoJibe€T KPOBb.

Ho Kak Metpy Unbuuy 06BACHUTbL BCe 3TO HaM, MPOCTbIM CMepTHbIM? HKak
eMy O6bACHUTb CBOW apXUTEKTYPHbIA NiaH No JIMKBMAAUMUU BCEX NaMATHUKOB
camomy cebe B mMMUpe, rae UMBWAU3ALMUA OTpe3ana noaen ot ropa? B atom
anoKanunTUYeCKOM 3abbiTbU ABNAKTCA CHbl. YTOObI OTMCTUTL Y€N0BEYeCTBY.
Mepea penpv3oi NOGOYHOM TEMbl BO3HMKAET YYBCTBO, YTO BCE 3aKOHYMNOCH.
Tpom60HbI CNOBHO 6bl OTBEYAIOT Ha 3TO rOpe CBOen Menoauein U3 Yetbipex ¢pas.
M 3atem nuuuuKaTo... M NOTOM... BOUCTHHY... BC€ KOHYeHO. JIMHNA nob6o4HoMn
TeMbl BblpacTaeT U3 HUOTKyAA, HO Ha 3TOT pa3 6e3 amouui. EcTb owlyleHue, 4to
M3 npaxa Halwlen co6CTBEHHON CMEPTU POHAAETCA CBET, IOHOLLECKUM AyX NI06BH,
XpYCTasibHbIA U Npo3payHblii. C Bawero paspelueHus, A NONPoOCHU My3biKaHTOB
urpatb TaK, Kak ecnu 6bl OHWU, yMepeB, OrnAAbIBaIMCb Ha3aA U BUAENU CBEPXY,
KeM OHH 6biNIn, NepexrBas CBOIO NepByto Nto60Bb. KaKon IMYHOCTLIO OHK GbiNn
Toraa, a He TO, YTO OHM Aymanu O cebe B NocneaHUe AHU nepes CMepTbio.

MpoHW3aHHOe cBeTOM YyTpO HOCTanbrMu martepuanusyerca. Ceet oHOCTH, lNeTp
MUnbny, noAsBnAeTcA TOJMIbKO NMpU caMoM nocjsegHem npowaHuu. Tpemono 6a-
Nanaek conpoBoXAaaeT nocseaHee nyrellecTsye no ynavuam Bawero npownoro.
AX, ecnu 6bl TOJIbKO MOXHO 6b1/10 BepHYTbCA TyAa elle pa3! TonbKko oAWH pa3oK!
3aecb menoaua No60YHOM TeMbl BblipacTaeT 40 CBOEro aMOLMOHA/IbHOro MUKa,
ouyvllaeT Hac, npeobpakaeT HallKM 60poAaBKM B IOBeJIMPHble YKpalleHUA.
He Bce 6b1n10 TweTHO. BCcé He TweTHo. U Bbl ocTtaBnAete 3TOT MUP C TaKUM
LOCTOMHCTBOM, TaK NMOKOMHO. BcAa Hawa ucTopuA cTaHOBUTCA 6nedHbIM oTne-
YaTKOM B 3abbITOM NeBYECKOW KHUre. OcTaeTcA TOJIbKO YepPHU/IbHBIA POCYEPH
Ha 6ymare. BykBanbHbIi nepeBos obelaHHbIX EnMceiCKUX nonei Hallei }U3HM.

MHe Bcerza 6b1710 CNOMHO NOHATL, YTO Bbl MOrnK nNocne nepBow YacTu NPoAos-
MUTb 3TY CUMMOHHUIO TaK. >



But how can Pyotr llyich explain this all to us, mere mortals? How can he
explain his architectural plan to liquidate all monuments to himself in this
world, where civilisation has cut people off from grief? In this apocalyptic
slumber dreams come. To take revenge on humanity. Before the reprise of
the second theme the feeling emerges that everything is finished. It is as if
the trombones are responding to this grief with their melody of four phrases.
And then this pizzicato... And then... truly... it’s all over. The line of the
second theme grows out of nothingness, but this time there is no emotion.
There is a sense that, from the ashes of our own death, the light, adolescent
spirit of love emerges, crystal and transparent. With your permission,
| asked the musicians to play exactly as if they, after death, were looking
back and seeing, from above, who they were when they experienced first
love. What kind of a person they were then, and not what they thought of
themselves in the days before death.

The translucent morning of nostalgia materialises. The light of youth, Pyotr
llyich, comes only at the very last goodbye. The tremolo of the balalaikas
accompanies the final journey along the streets of your past. If only one could
return there just one more time! Just once! Here the melody of the second
theme develops to its emotional maximum, cleanses us, transforming our
warts into fine jewellery. Not everything has been in vain. Everything is not in
vain. And you leave this world in such a dignified fashion, so calmly. All our
history becomes a faint print in a forgotten chant book. Only the ink inscrip-
tion on the paper remains. The literal translation of the promised Elysian
Fields of our life.

It was always difficult for me to understand that you could continue this sym-
phony after a first half like that.

In the second movement | always thought: death comes with a

waltz, and no one, to be honest, wrote a better one than you, no

one has celebrated beauty and happiness so. You are aware of the

contrasts and the counterbalances. All of the second movement is
autobiographical, created in a different kind of mode, in high society, where
you tried to exist, enjoy life, to be like everyone else. There you experience
forbidden passions. In the middle this waltz rhythm, together with the tim-
pani, turns into the beating of the heart. And you sing your sad melody.
Your forbidden melody. As if you had closed your ears, you do not hear the
noise around you, and you sink into your internal, tender sadness. And, when
the waltz returns, you begin to smile, you reappear in the reality of your
surroundings, you combine these two worlds, you say: “You see, nothing
has happened to me, you see, everything is fine.” As if your dead relatives
visit you in your dreams and say: “Quiet, nothing has happened to me, | am
still alive.” When you think forbidden thoughts, it always seems to you that
everyone can hear your thoughts. >
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Bo BTOpoOM YacTH, Kak A Bceraa gymas, CMepTb NPUXOAUT B BasbCe,

MU HUKTO, NMPU3HATbCA, He Hanucan Banbca ay4dwe Bac, HUKTO TaKk

He npasAHoBaN KpacoTy M cyacTbe. Bbl 3HaeTe TOMK B KOHTpacTax

M npoTuBoBecax. BcAa BTopasa yacTb aBTO6MOrpacmMyHa, cosgaHa B
APYroM pexume, B BbiClieM obliecTse, rae Bbl nbiTanuchb CywecTBoBaTh,
pagoBaTbCA MU3HKU, ObiTb Kak Bce. Tam Bbl UcnbiTbiBaeTe 3anpeTHble
cTpactu. B cepeanHe puTMm Basbca BMeECTe C fiMTaBpaMyi npeBpallaeTca B
6ueHune cepaua. 1 Bbl noete cBoo nevyanbHyto menoauio. Bawy 3anpetHyto
menoauo. Kak ecnu 6bl Bbl 3aTKHYNM yWK, He cayllaete LYM BOKPYr U
TOHeTe B CBOEeW BHYTPEHHEN HEeHHOM nevanun. A Koraa Bo3BpallaeTca Bajbc,
Bbl ynbibaetecb, Bbl Bo3Bpalwjaetecb K OKpyHawlwen Bac peanbHocTy,
coBMelLaeTe 3TU ABa MUpa, Bbl roBopute: « CMOTpUTE, CO MHOM HUYEro He
C/ly4nNIoCb, CMOTPUTE, BCE B nopaaKe». KaKk 6yaTo K Bam Bo cHax npuxoaaTt
Bawwu ymepline poaCTBEHHUKU U roBOPAT: « TULLE, CO MHOM HU4Yero He ciy-
yunocb, A Bce elle *uBy». Koraa aymaelwb 0 3anpeTHOM, BCeraa Kamertcs,
YTO 3TU MbIC/IU C/bIWHbI BCEM BOKPYT.

MoMHI0, KaK MHOrMe NpeHUue MoU Npodeccopa Bceraa XoTesiM Npo-
O/UTb 3TO TparuyHoe, MU3HeyTBepKaaLee COCTOAHME B TPETbEN
yacTu. 3ta cumhoHMA NonHa cTpacTei; oHa 06 dpoce U TaHaToce.
TpeTbA YacTb HE MOMET 6biTb PaAOCTHOW. HeT, HeT U Her.

Korpa-To y meHs 6bin aApyr. Koraa oH Bnan B rny6oKyto Aenpeccuto, OH cKasan
MHe: «fl obelan cebe, 4To yMpy Yepes ABa AHA. A 6yay MUTb 3TU ABa AHA,
3Has, 4Yto nocne ympy. A 6yay *¥1Tb B nocneaHun pas». M toraa ero o6bana
HenepeaaBaemas pPafoCTb — M OH CTan YyBCTBOBATb BCe 4YyAeca MHU3HW.
MuU3Hb KaK 6ecKoHeyHanA yepeaa oKTaB. HHU3Hb Kak OAMH OrPOMHbIN TaKT.
KunomeTtpoBble NpbiXKU. BApyr noABnAAeTcA YyBCTBO, YTO C TOGON rOBOPUT
TBopeL, npMpoabl, ApXUTEKTOP BCEX 3aMbIC/I0B, C/IOKMBLUMA 3TY MO3auKy BO
BCeX BO3MOMHbIX KOMOUHaUUAX. HeuTo BpoAe NOIHOrO NOrpyKeHUA B HHU3Hb,
B npupoay bora, npupoay yenoseka, He6a, 3emnn. KpectbAHe, conaarhbl,
HapoAHble My3blKaHTbl, 3anax ynuu, 3anax letepbypra. [lomHUTE, KaK Tam
naxHeT X0JI0Z0M U NJiIeCeHblo C NPUX0A0M BeCHbI? OLLylieHWe, YTO TaK naxHeT
He6eCHbI NOKOMOTUB, TOT, YTO MOCTOAHHO NPUbbIBaeT U oTbbiBaeT. ToT, 4TO
HUKOrAa He ocTaHaB/MBaeTcA. ATO He «MNPUPOAHbLIN» ropoa: Npupoaa ero
NpocTO NMOXWUTWNA MU 3aHAna cobon. U Bce 3TU NpUMMeETbl CKNaAabIiBalOTCA B
OrpOMHbIM ABOpEL, HaNnOMUHAIOLWMUA PYCCKYIO Aylly, FAe CMeLueHWe niemMeH
NPULLNO K 6IUCTaTeNbHOM 30/10TOM cepeauHe. AnbTepHaTUBHaA CTpaTteruvs,
HOBOE NpoYTeHMUE UCTOPUMU K Byayliero EBponbl. UTaK, B Te4eHUe ABYX AHEN,
roBopua MOW ApYr, BCce BpeMsA UrpaeT 3ata My3bika. OHa ciblluHa BCe BpeMs.
M oHa cambiMm y6eauTenbHbiM 06pa3omM NMOATBEPHKAAET, YTO HALLUKU YCTOU He-
06bl4alHO KpenKU. YTo Mbl HUKOrAa He ucyesHeM. U TONbKO COBEPLLUB 3TO
nyTewwecTBMe HUBOIo Ayxa, NOHUMaeLb, YTO TaKoe nevaib.

HeB03MOMHO 6bl10 6bl 3aKOHYMTb 3Ty cumpoHuio Adagio lamentoso, ecnu
6bl Nepea, HAM He 6bIJ1I0 AOCTAaTOYHO CUNbHOro Scherzo. p



| remember that many old professors always wanted

to continue this tragic, life-affirming state in the third

movement. The symphony is passionate; it is about

Eros and Thanatos. The third movement cannot be
cheerful. That’s wrong, wrong, wrong.

| once had a friend. When he fell into a deep depression, he
told me: “I promised myself that | would die in two days. | will
live these two days, knowing that | will then die. | will live for
the last time.” And then a magnificent feeling of joy sprang
up in him, and he began to perceive all the wonders of life.
Life is like a continuous movement of octaves. Life is like one
enormous upbeat. Kilometre-long leaps. Suddenly you have
the feeling that the Creator of all of nature, the Architect of
intentions, who puts together this puzzle in all its possible
permutations, is talking to you. A kind of full engagement with
life, with the nature of God, the nature of humanity, of the sky,
of the earth. Peasants, soldiers, folk musicians, the smell of
the streets, the smell of St Petersburg. Do you remember
how it smells of cold and of mould, when the spring comes?
The sense that that is how the heavenly locomotive smells,
the one that is always coming and going. That never stops.
This is not a “natural” city: nature has simply stolen it, and
then taken it over. And all these small features combine into a
huge palace, which resembles the Russian spirit, where the
mixing of tribes results in the glorious golden mean. An alter-
native strategy, a new reading of history and of the future of
Europe. So, for two days, my friend told me, this music is
always playing. It is always playing. And it confirms in the
most powerful way possible that our foundation is extremely
strong. That we will never disappear. And only by making
such a journey of the vital spirit, only after such a journey do
you understand what sadness is.

It is impossible to end this symphony Adagio lamentoso if,
preceding it, there has not been a strong enough Scherzo. p
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YT1o ocTaetcs, Koraa ucuyesaeT A3bIK? YTo moMeT

noATBEepAWTL Balle CyllecTBOBaHWe, Koraa 6oblue

HeT ¢unocodun? Kak MOHKHO MpoAonKaTb HUTb,

Koraa Bbl oAHU? Kamablit KOMMNO3UTOP ornsaabliBa-
eTcA Hasag, OT KoHua K Hadyany. MwyT cBolo nepBylo 4acTb.
Korga A 4yBCTBYlO, Y4TO BCe C/ioBa KOHYM/IUCb, A OTNpaB-
NAlCb B y6eruile, rae meHA ®Kaet leHpu Mépcenn.

Ha npowaHue noaenaeTca capabaHaa, rae ronoca CTPYHHbIX
KaK 6yATO norpyalwT Te6A B NoNU(MOHUIO, Y KOTOPON HeT
€IMHOIO UCTOYHMKA. YeMm rny6re Thl Najaellb B 3Ty 6€3/Hy,
TeM 60/ibLUe 3aTUXaloT 3BYKHU peasibHoro Mypa.

3TO CMNOHTaHHbLIMA TaHel: TaHuUyellb, 3aMMpaellb, NPoAOS-
Haewb. OulylweHue, YTO nocsie NepBoi 6e34Hbl OTKpbIBa-
I0TCA BTOpas, TPEeTbA, YeTBepTad, B KOTOPOW BOAa CTaHO-
BUTCA 4YepHon. YepHoi. Kak Bawe cepaue. U Bapyr BHOBb
noABNAETCA 3TOT BanbC, NepBbli Banbc U3 Baluen OHOCTH.
N cHoBa 6e3 nepBoro Takta. Kak e TpyaHO MHe Aaetcs
3Ta CEKBEHUMA «NpoLiasbHOro BasbCa»: NJAaHOMEpHO ee
pa3sBUTb, CAEPHaTb €€ 3IMOLMOHA/bHbIMA HaKan, 40BeCTU A0
npeaena.

MU cHoBa capabaHpa. U cHoBa CTaHOBMUTCA ACHO, Y4TO
Ha 3TUX Hebecax HeT necTHMUbl. U cHOBa npuaeTcAa npone-
TeTb NO BO34yXy CO6CTBEHHOrO TBOPEHUA, OT OKHA K OKHY.
M cHoBa BO3HMKaeT YyBCTBO, YTO BCE yMepLUMe KOMMO3M-
TOpbl NPULIAKM Hac HaBeCTUTb. OHM MpUWAM C namnagamu
MU cenu paaom ¢ Hamu. Y oHM rotoBbl 3abpaTb Hac ¢ CO60M.
3aecb A Bceraa BCMOMMWHalO CBOEro npodeccopa, KOTopbli
3acTaBfiAn CTPYHHble urpatb sforzando TaK, Y4TO Mbl Hauu-
Hanu onacatbCA 3a ero 340poBbe. ITO ykKe He rosioc UHCT-
PYMEHTOB — 3TO KPUK 6e3yMHOM MYKHU. [onbiTKa 6biTb
YC/IbILWaHHbLIM B MNJIOXOM aKYCTUKe 6eCKOHeYHOCTU. Ho B KOH-
LOBKe BCce 3TO uc4yesaeT. Bmecte ¢ Bamu v Bawumu mao-
Nnamu. Bbl 6pocaeTe Ham NATb NUULUMKATO, YKpPaAeHHble
y nepBbIX TakToB. U yxoauTe.

A 00 cux nop He BMOJIHE MOHAN, HAaCKONbKO HEMbIC/IUMO
WUCMONHATb 3Ty My3blKy. Hy}HO 1 ee ucnonHATL? He 3Hato.
A He yBepeH, 4YTO ee BOO6GLLE MOHHO UCMONHATL. HO HUTb
B MUpe, B KOTOPOM Mbl YTpaTWU/IU CMOCOBHOCTb MJaKaTb
B NPUCYTCTBMU KPacoTbl, HE TaK NPOCTO — He MnpaBAa JiM,
Apaxanwun Metp Unbuy? |



When language disappears, what remains? When
there is no more philosophy, then what can confirm
your existence? When you are alone, how can you
go on living? Every composer looks backward, from
the end to the beginning. They seek their first movement.
When | feel that all words have been exhausted, then | will
set off for the sanctuary, where Henry Purcell awaits me.

At the farewell a sarabande appears, in which the voices of
the strings seemingly plunge you into polyphony, which does
not have one particular source. The deeper you fall into the
abyss, the more the real sounds disappear.

This is a spontaneous dance: you begin to dance, you stop,
you continue. There is a sense that, after the first abyss,
a second, third, and fourth open up, in which the water
turns black. Black. Like your heart. And suddenly this waltz
appears once again, the first waltz from your youth. Again,
without the first beat. How difficult it was for me to do this
“farewell waltz” sequence: to gradually develop it, to restrain
the emotional intensity, to push it to the limit.

And, once more, the sarabande. And again it is clear that
there are no steps in this heaven. And again one must fly in
the air of our creation, from window to window. And again
the feeling arises that all the dead composers have come to
visit. They have come with icon lamps and have sat down by
our side. And are ready to take us with them. Here | always
remember my professor, who made the strings play sfor-
zando in such a way that we always feared for his health.
This is already not the voice of the instruments — it is a cry
of insane anguish. An attempt by a person to be heard in the
poor acoustics of infinity. But all this disappears in the finale.
Together with you and your idols. You fling five pizzicatos at
us, which you stole from the first beats. And you leave.

| still have not fully understood how incredible it is to play this
music. Should it be played? | don’t know. | am not certain
that it can be played at all. But to live in a world where we
have lost the ability to cry in the presence of beauty is not
that easy — would you not agree, dearest Pyotr llyich? |
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a lecTtoit cumdoHMen HYalKoBCKOro TAHETCA C/IMLLKOM

OJMHHbIN Wneid, 4Tobbl Ha HEro He HacTynUTb. PekBueM

camomy cebe, 3aBellaHWe reHWsA, paHblle BpPeMeHH

3aBa/leHHbIM CbIPbIM CHErom OKTAGpPbCKMKA [leTepbypr,

CTaKaH ¢ xonepHou Bogoi, MHHOKeHTUH CMOKTYHOBCKUM
B NOPTPETHOM rPUME HENOBKO AUPHUKUPYET B hunbme Uropa TanaH-
KWHa, cneayeT TUTP «Yepe3 BoceMb AHEW MOCne 3TOro KoHuepra
Metp WUnbny ymep». OauH TonbKko Bopuc ddmaH ucnonb3oBan
LLecTyto cMmhoHMUIO MUHUMYM B Tpex 6anetax. lepBbiM U3 HUX Bbln
«Hamnot», n ecTb cobnasH OTOXAECTBUTbL YaMKOBCKOro ¢ nepco-
Haxem pomaHa. CMMOHUA ynnoLlaeTca A0 NPOTUBOCTOAHUA Xpyn-
KOro repofi U XecToKoro catyma, Ha fo6poro MbIlKMHA HacKaKU-
BaloT 35101 PoroxuH ¢ Hactacben PuanMnnoBHoM (3HaMeHUTbIN yaap,
KOTOPbIM HayMHaeTcA pa3paboTka nepBoi Yyactu). OTeyeCTBEHHbIM
cnywarensam TpyaHO U36aBUTLCA OT 3TUX acCoLUaLUi.

«Teogop [KypeHT3uc] ee urpaetr Kak 6bl U3 APYroro BPEMEHW.
M3 6yaywiero, B KOTOPOM MCTOPUYECKUE OBCTOATENbCTBA €e BO3-
HUKHOBEHUA He TO YTO6bl 3abblIUCb, @ CTa/Iu NPOCTO O6GCTOATE/b-
ctBamu. MNepectanu 6bITb aypoi, TpaBmMoM, “Hawmm Bcem”, 605blo,
Tpareauen. 10 6yayliee 06A3aTeNlbHO KoOraa-HUMGYAb HACTYMMT,
npu4yem o4YeHb CKOpo <...> WU Toraa ee CTaHyT urpatb NpPUMEPHO
TaK, KaK cerogHa urpatt eponyeckyto betxoBeHa. To ecTb Usaa-
NleKa, Nyywe WM Xyxe, Ho 6e3 HaapbiBa, 6e3 3NUYEeCKOM 06UAbI
U peceHTUMeHTa» — Bopuc dunaHoscKuit nucan 3to o Ceabmon
cumeboHun LoctakoBruya (KypeHT3UC UCMONHUA ee B HEeCKOJIbKUX
ropoaax Poccuu B KoHue 2017 ropa). PoBHO Toraa e Bbiwna
ero ¢ opkectpom musicAeterna 3anucb Lllectoit YanKoBcKoro —
C HEKOTOPON OroBOPKOW csioBa PUNAHOBCKONO MOMHO OTHECTH
1 K Hel. CeroaHA Bce elle TpebyloTcA 3Ha4YuTebHble YCUNUA, YTOObI
npoyecTtb LLlecTylo KaK « YUCTYIO0 My3bIKy» — 4YTOObI CayllaTe/IbcKas
namATb « MOAK/IIOYUNACh K UCTOPUU MY3bIKM, K ee cayHA-3rperopy».

bozdan Kopoaéx

>



that’s
not an end

Bogdan Korolyok

chaikovsky’s Symphony No. 6 has left a trail way too long
to avoid stepping on it. A requiem to himself, a testament
of a genius, October Petersburg choked with wet snow
before the proper season, a glass of cholera-infected
water, Innokenty Smoktunovsky with portrait makeup is
awkwardly conducting in Igor Talankin’s film, the title follows: “Eight
days after this concert, Pyotr llyich died.” Boris Eifman alone used
the Symphony No. 6 in at least three of his ballets. The first of them
was The Idiot, and it is tempting to identify Tchaikovsky with the
novel’s protagonist. The symphony flattens to the confrontation of
a fragile hero and the cruel fate, the evil Rogozhin and Nastasya
Filippovna jump on the good Myshkin (the famous blast that the
development of the first movement starts with). It is difficult for the
Russian listeners of the symphony to get rid of these associations.

“Teodor [Currentzis] plays it as if from a different era. From the
future when the historical circumstances of its occurrence have not
exactly been forgotten but have become mere circumstances. They
have ceased to be an aura, a trauma, ‘our everything’, pain, tragedy.
This future will surely arrive someday and very soon (...) And then it
will be played more or less the same way that Beethoven’s Heroic
Symphony is being played today. That is, from afar, better or worse
but without anguish, without epic resentment and ressentiment,”
Boris Filanovsky wrote this about Shostakovich’s Symphony No. 7:
Currentzis performed it in several Russian cities at the end of
2017. Precisely at the same time, his recording of Tchaikovsky’s
Sixth with the musicAeterna Orchestra was released — with some
reservation, Filanovsky’s words can also be attributed to that. Today
considerable efforts are still required to read the Symphony No. 6
as “pure music” — so that the listener’s memory “connects to the
history of music, to its sound egregore”. >
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Meay JleHMHrpaackoin U MNaTteTUyeCcKor ecTb CylLleCTBEHHasa pas-
Huua. bnokaga JleHuHrpaaa Hayanacb 81 rog Hasaa, U BOMpocC ee
BOCNPUATUA — BOMPOC CMeHbl MOKoJIeHU. YalMKoBCKUI ymep 129
NleT Hasaj, 3HaBLUMX ero JIMYHO AaBHO He ocTanocb. PoccuicKumm
chywarensimu no-npeHeMy ABUHET UppauUoHasibHOe OTHOLLUeHue
K YalKOBCKOMY KaK K MUBOMY YesIoBeRy, 6/IM3KOMy U 6e3mMmepHO
yBaxKaemoMy Apyry: 3TO €AWHCTBEHHbIH KOMMO3MUTOP, KOTOPOro
Ha3biBalOT WCKIIOYMUTENIbHO MO WMEHU-oTyecTBy. HeusbemHoe
paHHee 3HAKOMCTBO C €ro My3blKOW W C/IOMMUBLLUACA B €ro COYU-
HEeHUAX TONoC AeTcTBa AenatoT YaMKoBCKOro aHresioM-XxpaHuTenem
ManbiX M CTapbiX poccusaH, Ao6pbim [Jeaom Moposom (ob6pas
[OMONHAET NpeaeBpeMeHHasa ceuHa, BbiBOAALLAA KOMMNO3UMTopa
M3 HKaTeropui usMyeckoro Bospacta). [lpu KamkaoM MCNONHEHWUH
LLlectot cUMBOHUM MblI NepermBaeM CUMBOJIMYECKYID CMepTb
[0pOororo 4yenoBeKa, YTobbl 3aTeM BHOBb 06peCcTH ero HeBpeAUMbIM,
HanpuMep OTNpaBUBLLUCL Ha «Jle6egnMHoe 03epox». Ham ero xanko.
M Ham HanKko nuMwartbca 3Toro pytyana.

YaliKoBCKMIK coobluan cobeceaHUKaMm, 4YTO Y CUMMOHHUU eCTb Npo-
rpamma, Ho ytauBan ee. MHble Memyap1CTbl HacTauBasiM Ha BEPCUM,
YTO 3TO My3blKanbHasA aBTo6MOrpadmaA: OT « CMYTHbIX YCTPEeMIEeHUH
K My3blKe» B NEPBOM YaCcTU — Yepe3 CBETCKYI0 MOJIOA0CTb U 6YPHYIO
cnaBy — K ¢mHanbHomy De profundis (3aynokoiHyio mMonutey B
pasroBope C Ky3MHOM AKO6bl ynomAHyn cam YanKkoBcKui). MoxHO
B3M/IHYTb MHa4ye U OBGHAPYHUTb He JIUTePaTyPHYIO «MKU3Hb XYAOH-
HUKa», @ KOMNO3UTOPCKMUIA aBTOMOPTPET.

B LWlectoit cumboHnn YaMKOBCKUM CNOBHO HEHaAOAro OTCTPaHA-
eTcA OoT CO6CTBEHHOM COYMHMTENIbCKOW MaHepbl, 6epeTca ee Onu-
caTb, N0 KpanHen Mepe B CpeaHUX YacTaXx. Bropasa U3 HUX — Banbc,
BOCMOMWHaHUE O ABYX HeAaBHUX 6anetax — « CnAwen KpacaBuLe»
U « LLlenkyHuMKe», TONbKO Tenepb B HEYyAO0OHOM A/1A TaHLA pasmepe
5/4: u3AawHbIA (con grazia) U Becenbiii oTBET BopuiMBomy Mapuycy
Metuna. (CegoBnacomy 6aneTmencTepy My3bika YallKOBCKOro ABHO
[ocTaBnana Heyno6¢rso: «CnAwyo» OH nocTtaBun, oT «LLlenKyH-
YuKa» noA npeasorom 60sie3HU OTKasasncA. TBOPYECKYIO UAWIUIO
ABYX FreHUEB PUCYIOT TOJIbKO COBETCKHME UCTOPUKU BaneTta Aa mano-
KPOBHbIM 6alONUK « TpeTbA MONOAOCTbY.) BpaBypHoe U neHsALleecA
Allegro molto vivace HanomuHaeT tMHaNbI CUMMOOHUI U hopTenu-
aHHbIX KOHUEepToB, 6aneTHbie KOAbl, Aare KOpPOHAUMWOHHbIM MapLu:
Te CTpaHWUbl, rae UuapuUT UpMeHHasa YalKOBCKaA aMuTauua, BOC-
TOpr, 3K3anbTauusa. Tenepb OHU JIMWb OCTpee Mnpo4yepuyeHbl, eaBa
3aMeTHO LWapXUpPOBaHbl, OKUHYTbI B3rNALOM UPOHUYHOIO U YBEPEH-
HOro macrepa (Hanpumep, 3T0 eAUHCTBEHHas 4YacTb CUMMOHUH, rae
BCTYNalT TapenKku U 6onblion 6apabaH). >



A significant difference exists between the Leningrad and
Pathétique symphonies. The siege of Leningrad began 81 years
ago, and the question of its perception is a matter of generational
shift. Tchaikovsky died 129 years ago, and people who knew him
personally are long gone. Russian listeners are still driven by an
irrational feeling towards Tchaikovsky as if he was a living person,
a close and immensely respected friend: he is the only composer
who is called exclusively by his first name and patronymic — Pyotr
llyich. The inevitable early acquaintance with his music and the
topos of childhood formed in his compositions make Tchaikovsky
a guardian angel for Russians both young and old, a kind Santa
Claus (the image is complemented by premature grey hair, which
exempts the composer from the categories of physical age). At each
performance of the Symphony No. 6 we experience the symbolic
death of a dear person, in order to then find him unharmed again —
for example, by going to watch The Swan Lake. We feel sorry for
him. And we are sorry to be deprived of this ritual.

Tchaikovsky mentioned to his interlocutors that the symphony did
have a programme, yet he kept it a secret. Other memoirists insisted
on the version that this is a musical autobiography: from “vague
aspirations for music” in the first movement, through high society
youth and stormy fame to the final De profundis (Tchaikovsky himself
allegedly mentioned the funeral prayer in a conversation with his
cousin). One can take another perspective and instead of a literary
“artist’s life” find a composer’s self-portrait.

In the Symphony No. 6 Tchaikovsky seems to take a step back from
his own composing manner and undertakes to describe it — at least
in the middle movements. The second of them is a waltz, a memory
of two recent ballets, The Sleeping Beauty and The Nutcracker,
only now in a 5/4 measure uncomfortable for dancing: an elegant
(con grazia) and cheerful response to the grumpy Marius Petipa.
(The grey-haired choreographer clearly found a lot of inconvenience
in Tchaikovsky’s music: he staged The Sleeping Beauty but refused
The Nutcracker on the excuse of illness. The creative idyll of the
two geniuses is portrayed solely by Soviet ballet historians and the
anemic biopic La Nuit des adieux.) The rumbustious and foaming
Allegro molto vivace recalls the finales of symphonies and piano
concertos, ballet codes, even the Coronation March — those pages
where Tchaikovsky’s signature agitation, delight, and exaltation
reign. Now they are even more sharply drawn, barely noticeably
caricatured, looked at by an ironic and confident master (for example,
this is the only movement in the symphony where cymbals and the
bass drum enter). | 2
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Bce 310 cTaHOBMUTCA elle fiCHee B pame KpahHUX 4acTeH, Heobbl-
YalHO OCTPbIX U pa3peMeHHbIX, — B TeaTpe OPKECTPOBbLIX TEHEW,
K KoTopomy YanKoBcKkui npuiien B «MuKoBoi game», « MonaHTe»
1 «LLlenkyHunKe». BonpeKu ctepeotunam cUMMGOHHUYECKOro Happa-
TUBa, YUHAN He MPUBOAUT K UTOrY, HE CTAaBUT TOYKY: BO3HWUKHYB
B NEepBOM 4YaCTU M3 HUYEro, My3blKa PacTBOPAETCA B MyCTOTe,
B YyeTBepHOM piano. Komnosuuua 3aKkonbuoBbiBaeTcs, UHaNbHaA
ABOMHaA 4epta CTAaHOBUTCA YCNOBHOCTbIO — B 3TOT MOMEHT
CUM(GOHMA MOMET HayaTbCA 3aHOBO (YTO OCOGEHHO OLLYTUMO
B OH/JIaH-CepBMUCax, KOTOpble MO 3aBeplieHWH asbboma aBToMma-
TUYECKU 3anycKaloT cUMGOHUIO cHavana). MaTtepuan HenpuBbIYHO
aTomMu3upoBaH. 3To nepBas cMMbOHMA YalKOBCKOro, yaoBNETBO-
pAoLWwasa CTPOromy HeMeLKOMY NMOHMMaHMUIO aHpa, COrnacHoO KOoTo-
pOMY BCe 4acCTHU AOJIHHbI BblpacTaTb U3 €AUHOro, NpeaenbHO Kpar-
KOro MOTUBHOro 3epHa. C TOUYKU 3peHus hopManbHOM LLeNbHOCTH
MaTeTyecKan cTana nepBoi HacToAwen cumdoHren B Poccuu.

Puxappa LUTpayc B « MeTamopdo3ax» 6yaTo noaxsaTtua nepo y Yan-
KOBCKOro, HayaB TaM, r4e ero pyCCKUM NpealecTBEHHUK 3aKOHYU:
JlaMeHTO CTPYHHbIX, «camoe TArydyee adagio», Kak Metp WUnbuu
aHoHcUpoBan ¢GuHan cBoer cuUMbOHUU. [lyxoBble WU yaAapHbie
oTnpas/ieHbl Nojanblle — B CTpaHy-no6eauTenbHUUy, B «Oay Ha
OKOH4YaHWe BOMHbI», KoTopyto NMpoKotbeB Hanucan B ToM e 1945
rogy U B KOTOPOW OTKasa/iCA OT CKPUIMOK, a/ibTOB U BUOJIOHYENEN.
Metamopco3am noaBepraloTcA NATb KPaTKUX MOTUBOB, 3anycKa-
eMbIX B poTauuio B camoM Hadyane. OguH U3 HUX — CTYK CyAb6bl
u3 Maroi cumdoHun BetxoBeHa. [lpyrol — paHHasa B o6palleHuH
TeMa TpaypHOro mapiLua M3 ero e Tpetberh CUM(OHUU: HUCXOAALLAA
NYHKTUPHaA ¢urypa BHOBb BbI3biBaeT accouuauuio ¢ duHanom
MateTyeckon. BonHooGpa3sHoe ABUMEHWE CO C/IOMHOM KOHTpa-
MYHKTUYECKOM UrPOU TOJIbKO €4UHOHAbl NPepbiBaeTcA reHepasbHOM
nay3om — 4ToObl YCTPeMMTbCA K (uHanbHoMy In memoriam:
peMapKa BnucaHa B NapTUTYpy PSAOM C o4epeaHbiM NpoBeAeHUEM
6eTXOBEHCKOro MaplLua, Koraa OH BrnepBbie 3By4YMT B OPUrHMHAJIbHOM
BMAEe — KaK uuTara.

Ceou atioa ana 23 cTpyHHbIX LLUTpayc counHan Ha pyuHax lepma-
HUK. [OBOAOM CTana KOHKpeTHasA PyWHa: KOMMO3WUTOP MPUCTYNUA
K paboTte, y3HaB O pas3pylleHWU cBoeh poaHon BaBapcKoi onepbl
B xoge aBuaHaneta. [puMHATO cuuTatb, 4YTO 3ITO — MpoOLAHUE
80-neTHero crapua ¢ Be/IMKOM HEMELKOMN KY/IbTYPOW... WU C Kyfb-
Typoi BoobLe. OaHaKo thopmManbHOe YCTPOMCTBO Mbecbl HaBOAWUT
Ha NPOTMUBOIMO/IOHHYIO MbIC/Ib: Ky/IbTypa HenpepbiBHA, €€ 3/1IeMEHTbI
HEepPacCTOPHUMbl, MOCTOAHCTBO HAEWA 3aK/OYEHO B MX M3MEH4YU-
BoCcTWU. PemapKa In memoriam TaK e o6maHuuBa, Kak De profundis
YarkoBcKoro. |



Allthis becomes more evident in the frame of the extreme movements,
unusually sharp and sparse — in the theatre of orchestral shadows,
which Tchaikovsky arrived at in The Queen of Spades, lolanta,
and The Nutcracker. Contrary to the stereotypes of the symphonic
narrative, the finale does not lead to a result, does not put an end:
having emerged from nothing in the first movement, the music
dissolves into emptiness, into a quadruple piano. The composition
loops, the final double line becomes a convention — at this point
the symphony can begin anew (which is especially noticeable in
online services with automatic replay: the symphony starts from the
beginning after the album ends). The material is unusually atomised.
This is Tchaikovsky’s first symphony that satisfies the strict German
understanding of the genre, according to which all movements
should grow out of a single, extremely succinct motif grain. From the
point of view of formal integrity, Pathétique is the first real symphony
in Russia.

Richard Strauss in Metamorphosen seemed to pick up the pen
from Tchaikovsky, starting where his Russian predecessor finished:
the lamento of strings, “the most viscous adagio”, as Pyotr llyich
announced the finale of his symphony. The brass and percussion
instruments were sent away — to the victorious country, into
The Ode to the End of the War which Prokofiev wrote in the same
1945 and in which he desisted from violins, violas, and cellos.
Five short motives launched at the very beginning are subjected to
metamorphosis. One of them is the fate’s knock on the door from
Beethoven’s Symphony No. 5. The other is the theme of the funeral
march from his Symphony No. 3 given in reverse: the descending
dotted figure once again evokes an association with the Pathétique’s
finale. The undulating movement with a complex contrapuntal play
is interrupted only once by a general pause — in order to rush to
the final In memoriam: the remark is inscribed in the score next to
another passage of Beethoven’s march, when it sounds for the first
time in its original form — as a quote.

Strauss composed his study for 23 strings on the ruins of Germany.
The trigger was a specific ruin: the composer got to work after
learning about the destruction of his native Bavarian Opera during
an air raid. It is generally believed that this is the farewell of an
80-year-old senior to the great German culture — or to culture
in general. However, the formal structure of the piece suggests
the opposite idea: culture is continuous, its elements are indissoluble,
and the constancy of ideas lies in their variability. The In memoriam
remark is as deceptive as Tchaikovsky’s De profundis. [ |
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Teopop KypeHT3UC — ocHoBaTe/llb U XYAOMECTBEHHbIM PYKOBOAWUTE/b OPKEcTpa M Xxopa
musicAeterna, rnaBHbIt Aaupuep CumdboHuveckoro opkectpa HOro-3anagHoro paavo
FepmaHuu.

Poaunca v Bbipoc B lpeuuu, rae Havyanocb ero MysbiKanbHoe obpasoBaHue. B 1994 roay
npuexan yuuTbcsa y nereHgapHoro npogeccopa CaHKT-MNeTepbyprcKkoi rocyaapCTBEHHOM KOH-
cepBaTopuu Unbu MycuHa. C 3THUX Nop ero Xu3Hb TeCHO cBA3aHa ¢ Poccuen.

B 2004 roay ctan rnaBHbIM aupuxepom HoBocubupcKoro Teatpa onepbl U 6anera, ocHoBan
OpKecTp U xop musicAeterna. B 2006-m yyactBoBan B co3gaHuM MexayHapoaHoro
thecTMBanA-WHKoONbl COBpEMEHHOro Uckycctea « Tepputopua» (Mocksa). B 2011-2019 roagax
6bin XyAOMECTBEHHbIM pyHoBoauTenem TeaTpa onepbl U 6aneta B [lepmu, Kyaa BmecTe
C HUM nepeexanu My3blkaHTbl musicAeterna. C 2012-ro — XyZAorKecTBEHHbl1 pyKOBOAUTENb
Aarunesckoro dectuBana B [lepmn. B 2019 roay TtBOpuYecKon pe3unaeHuuen Teogopa
KypeHT3anca M musicAeterna ctan Jom Paano B CaHkr-lNetepbypre. C ce3oHa 2018/19
KypeHTanc — rnaBHbit aupuep CumdoHuyecKkoro opkectpa Hro-3anagHoro paauo
lepmanuu B LUTyTrapre.

B KayecTBe AupuHKepa-NOCTaHOBLUMKA COTPYAHUYAeT C BeAyWMMWU peruccepamu mupa
(PobepT YuncoH, Pomeo Kactennyuyuu, Mutep Cennapc, Teoaopoc Tep3onynoc U Ap.), Kpyn-
HEMLIMMH ONEepHbIMK TeaTpaMH, KOHLEPTHbIMU 3anamu U tdectuBanamu Eeponbl U Poccum.
Teopop KypeHT3uc — peBATUKpaTHbIA naypeaT PocCMUCHOM HauMOHaNbHOM TeaTpanbHOM
npemuu «3on0TaA Macka», naypeart npemud KAIROS, komaHaop opaeHa PeHuKkca (Mpeuums)
1 KaBanep opaeHa Jpy+6bl.

Opkectp musicAeterna — oguH 13 cambix BOCTpe60BaHHbIX POCCUMCKUX
KOJIIEKTUBOB — MOCTOAHHO paclUMPAET rPaHULIbl CBOMX TBOPYECKUX BO3MOMK-
HocTeid B 061acTM CTapUHHOW My3blKMU B UCTOPUYECKM MHGDOPMUPOBAHHOM
MCMONIHEHUH, aKaZleMUYECKOM KNaCCUKU U COBPEMEHHOM MY3bIKH.
OpKecTp ocHoBaH aupuxepom Teoaopom KHypeHt3aucom B 2004-m B HoBOCH-
61pcKe, ¢ 2011 no 2019 roa 6bin yacTbio Tpynnbl NepMcKoro Teatpa onepbl
CEHEPATHLI n 6aneta. C 2019 roaa musicAeterna — He3aBUCUMbIN KONNEKTHUB CO CNOHCOP-
MUSICAETERNA CKOI noasepKoi. Ero TBopyecKoi pesnaeHuMeit ctan netepbyprckuin lom
Paauvo, rae no uvHuuMatuBe Teoaopa KypeHT3nca co3aaH MemAWUCLUMIU-

—
—i BTB HapHbIX KYNbTYPHbIN LEHTP, 06 bEAUHAIOLLUIK TBOPYECKHUE HOBpa3oBaTebHbie
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nporpaMmbl, aBTOPCKUE IKCMNEepPUMEHTa/IbHble U UCCNea0BaTeIbCKUE MPOeK-
Tbl, KOTOPbI€ OXBAaTbIBAOT Pas/iMyHble 06/1aCTU COBPEMEHHOIO UCKYCCTBA.
OpKecTp perynapHo ractponupyet B Poccuu u EBpone, B 2019-2020 roaax
cocToanucb nepsble ractponu B CLUA v AnoHuKU. YyacTBYeT B TaKUX MeXAY-
HapogHbIX hecTuBansx, Kak Pypckaa TpueHHane, Klarafestival B Bploccene,
tdectuBanb B IHKc-aH-lMpoBaHce, «AaruneB P. S.» B CaHKrt-leTepbypre,
AaruneBckui dectuBanb B NMepmu. B 2017 roay musicAeterna crtan nepsbim
POCCUACKUM KONNEKTUBOM, KOTOPbIA OTKPbIT OCHOBHYK nporpammy 3asnbli-
6yprcKkoro dectuBansa. OpKecTp U xop ucnonHunu onepy « Munocepaue Tuta»
B noctaHoBKe [Mutepa Cennapca U ¢ Tex NOp CTa/M NOCTOAHHbIMKU YYaCTHU-
Kamu hectuBans.

HonneKktue paboTaeT No 3KCKIIO3UBHOMY KOHTPAKTY CO 3BYKO3anucblBaowWwen
ctryaven Sony Classical. BbinyweHHble Ha neirbne 3anUcKh YAOCTOEHbI
NPECTUHHbIX My3blKa/ibHbIX NPEMUI.



Teodor Currentzis is the founder and Artistic Director of the musicAeterna
Orchestra and Choir and Chief Conductor of the SWR Symphonieorchester
Stuttgart.

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

In 2004 Currentzis became Chief Conductor of the Novosibirsk Opera
and Ballet Theatre where he founded the musicAeterna Orchestra and
Choir. In 2006 he participated in the creation of the International Festival-
School of Contemporary Art “Territory” (Moscow). From 2011 to 2019 he
was Artistic Director of the Opera and Ballet Theatre in Perm, where the
musicians of musicAeterna moved with him. Since 2012 Currentzis has been
Artistic Director of the Diaghilev Festival in Perm. In 2019 Teodor Currentzis
and musicAeterna moved their creative residence to St Petersburg’s Dom
Radio. Since the 2018/19 season he has been Chief Conductor of the SWR
Symphonieorchester Stuttgart.

As a music director and conductor, Teodor Currentzis collaborates with the
world’s leading stage directors (Robert Wilson, Romeo Castellucci, Peter
Sellars, Theodoros Terzopoulos, etc.), the major opera houses, concert
halls, and festivals in Europe and Russia. He has so far been awarded nine
Russia’s “Golden Mask” National Theatre Awards, he is the laureate of
the KAIROS Award, the Order of the Phoenix Commander (Greece) and the
Order of Friendship Knight (Russia).

The musicAeterna Orchestra is one of the most sought-after Russian orchestras constantly
expanding the boundaries of its creative possibilities in the field of early music in historically
informed performance, academic classics, and contemporary music.

The orchestra was founded by conductor Teodor Currentzis in 2004 in Novosibirsk, from
2011 to 2019 it was part of the troupe of the Perm Opera and Ballet Theatre. Since 2019
the musicAeterna has been an independent, privately financed ensemble. Its creative
residence is now located at St Petersburg’s Dom Radio, where, on the initiative of Teodor
Currentzis, an interdisciplinary cultural centre was created, combining creative and
educational programmes, as well as experimental and research projects covering various
fields of contemporary art.

The orchestra regularly tours Russia and Europe; in 2019 and 2020 the first tours took
place in the USA and Japan. The orchestra participates in such international festivals
as the Ruhrtriennale, the Klarafestival in Brussels, the Festival d’Aix-en-Provence,
the “Diaghilev P.S.” festival in St Petersburg, and the Diaghilev Festival in Perm. In 2017
the musicAeterna became the first Russian music collective to open the main programme
of the Salzburg Festival. The orchestra and choir performed La clemenza di Tito staged
by Peter Sellars and have since become regular participants of the festival.

The ensemble has signed an exclusive contract with Sony Classical Records. The recordings
released on the label have been awarded prestigious music prizes.
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12 UIOHA BC
03:30 18+

i MepMcKas Xy4oMecTBeHHas ranepes

Ite, missa est
aHcambnb conuctoB xopa Parma Voices

HouHble HKoHUepTbl-3HUIrMbl B [lepmcKoi
XYZ0¥KEeCTBEHHOM rasjepee — ojHa U3 Tpa-
Avumin - [laruneBcKoro ecTtuBans, onpe-
pensawowmx ero atmocdepy. Moa Kynonom
ranepev, B OKPYHeHUHU NepMCKUX 60rop —
YVHUKaNbHbIX AepeBAHHbIX CHYAbNTYp —
3BYYMT My3blKa: KaKaAa UMEHHO, CTAaHOBUTCA
M3BECTHO /IMWb MNOC/ie 3aBepLUeHUA Npo-
rpamMmmbl. 3a 3TO BpeMs MoOJiyMpaKk B 3ane
NnocTeneHHo ycTynaetT MecTo CBeTy, U cpasy
nocse KoHuepTa 3pUTE/IM MOryT BbIMTH
Ha 6eper Kambl, 4TO6bl BCTPETUTL paccBeT.




June12  sun |
03.30 18+

@& perm state art gallery

Ite, missa est
soloists of the Parma Voices Choir

Nocturnal enigma concerts at the Perm Art
Gallery are one of the Diaghilev Festival tra-
ditions that define its atmosphere. Under
the gallery dome amidst Permian gods —
the unique wooden sculptures — music
sounds: what kind of music it is becomes
known only after the programme has been
performed. In the meantime the twilight in
the hall gradually gives way to light, and
immediately after the concert the audience
can come out on the Kama River bank to
meet the dawn.
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12 UIOHA BC
15:00, 18:00 18+

& LWBEWHbIX Lex

TPYA.MAHA
Tanyneppopmarnc

pexuccep, xopeorpad, XyaA0HKHUK:
Cepreit JlapuoHoB (sergo nespi)
TEKCT:

UpuHa EcdmmoBa, Cepreit JlapuoHoB
KOMMO3MUTOP:

AHTOH AxoHTOB (Patrick K.-H.)
BUAeocLeHorpadc:

AHacTacua BploxaHoBa
nepgopmepbl:

AHacTtacua AHTOHLeBa,

KOnua BopoHoBcKas,

MapuHa UelKas,

BaneHTtnHa JlyueHKo,

Anuna CamapuHa,

TatbAHa LLlep6aHb

ronoc:

MonuHa ManukoBa (ToNcTyH)
(apTrcTKa bonbLuoro ApamaTtH4ecKoro
Teatpa um. . A. ToBcToHOroBa)
npoatocep:

EKaTteprHa CTpoKUHa
KpeaTUBHbIW Npoatocep:
BepoHuKka MenKoHsAH
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June 12 sun |
15.00, 18.00 18+

& sewing shop

LABOUR.MAY
Dance-performance

director, choreographer, stage designer:
Sergey Larionov (sergo nespi)
text:

Irina Efimova, Sergey Larionov
composer:

Anton Yakhontov (Patrick K.-H.)
video set designer:

Anastasia Bryukhanova
performers:

Anastasia Antontseva,

Yulia Voronovskaya,

Marina Izhetskaya,

Valentina Lutsenko,

Alina Samarina,

Tatiana Shcherban

voice:

Polina Malikova (Tolstun)

(artist of St Petersburg’s Tovstonogov
Bolshoi Drama Theatre)
producer:

Ekaterina Strokina

creative producer:

Veronika Melkonyan
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ceprev 1apyuoHOB:

MEHSA OrpOMHbIM OMbIT NPUAYMbIBAHUA KOCTIOMHbIX
peLLeHUn ANA CreKTakaen Nno BCen cTpaHe, A Nocro-
AHHO KOMMYHULMPYIO C I0AbMHU, KOTOpPble CBOUMM
pyKamu AenalwT MatepuasibHbli MUP MOCTaHOBOK.

M MHe no-yenoBeyecku 3a HUX o6uaHO. Beab Kak
06bIYHO B TeaTpe npoucxoauT? CunTaeTcsa, YTo N0ANU, KOTOpble MPOU3BOAAT
BeLLEeCTBEHHYI0 060/104KY AJIA aKTEPOB U TaHLLOPOB, — KaKOro-To TPETbero
coprta. TeaTp Kak TOTa/IbHO MepapxuyecKkas MalluMHa WX NPOCTO He BUAWT:
peMmuccepomM CTaBATCA 3a/ayM, a KTO UX BbIMNOJIHAET — He BaHo. B npo-
rpamMMKax cHayana MMs pemuccepa, NOTOM XyAOMHWKA-NoCTaHOBLUUKA,
KOMMo3uTopa, apTUCTOB, MOTOM I/yXOoiM MoABan C UMEHaMU TeXHUYECKOM
KOMaHZbl, HO ZlaMe TaM HeT ycioBHbIX Mapbu MeTpoBHbI U Bepbl UBaHOBHBI,
KOTOpbIe LWbLIOT KOCTIOMbI U 1eNaloT PeKBU3MUT.

MHe cTano BaXHO HaxoAUTbCA B LUBEAHOM LieXy, MOHUMaTb, YEM HUBYT 3TU
JI0AU, KTO OHU TaKMue, 4YTo 3TO 3a MUp. Koraa ana nepdopmaHca Mbl Hadanu
6paTb UHTEPBbLIO Y MOPTHBIX, 3aKPOMLLUKOB, KOHCTPYKTOPOB-MOAE/IbEPOB,
BbIACHWIOCb, YTO TaK NMPOMCXOAMUT He TO/IbKO B TeaTpe. Bce u Bcioay ux
BOCMPUHUMAIOT KaK HEKYIO MalunHy, 3D-npuHTep, KOTOPbIA BbiAaeT roToBble
usgenua. OHU 06e3/1M4eHbl — B CO3HaHWKU NOTpPebUTena ecTtb HEKUU COBU-
paTenbHbIM 06pas3s MeHLUHbI, KoTopas WbeT. A Beab B 3TOM ctepe 3aHATO
MHOMECTBO NI04el cambiX pasHbIX crieLrManbHOCTEeN.

Mb! B3anu 6onee 40 UHTepBbLIO. 1 HE MOry CMOTpPeTb Ha HUX 6e3 cnes —
TaKkue MUBble U TerJible roBOPAT C HaMu ntoau. Ho Ana 4yero OoHWU HUBYT
1 pabotaT? Bo Mma yenoseKka. A yenoBek — 310 ero Tteno. Moatomy Haw
nepdopmaHc — nnacTuyeckuin. OaHaKO B HEM HeT TaHLa Kak TaKoBOro, OH
O4YeHb NPOCTOW. TaHLOpPbl — HOCUTENU YHUBEPCAJIbHOM TENeCHOCTU: ABe
PYKH, ABe HOI'Y, BOT TaK Mbl XOAUM, TaKk cuauMm... Bo Bpemsa peneTtuuuii Hac
NYCTWU/IM B LWIBEMHbIA LieX O4HOr0 KPYNHOro npeanpuaTvs, U AeBYLIKU-NEep-
¢opmepbl 060BHO BCE paccMaTpyMBali, CaAUIUCb 3a LUBEWHble MaLlUHbI,
a NnopTHble C TaKOW TEMNJIOTOM BCE MOKasblBa/iU: 3TO ObIIO NMO-HACTOALLEMY,
B 3TOM He 6bIJI0 HUKAKOWU Urpbl. TaK 4TO U Y Hac He TeaTtp. CoBpeMeHHbIA
TeaTp — 3TO BblAyMbIBaHWE HECYLLECTBYIOLLEro MMpa, a 34eCb BCe CyllecT-
BYeT Ha camoMm aene. Hawa ocHoBHaa 3ajada — MNOKasaTb, YTO 3TOT MUP
ecTb, 6bln Bceraa, y Hero cBos namATb, HacToslllee U 6yayuee. U 3aecb
HUYEro He HY}XHO COYUHATL U UrpaThb.

Jns MmeHsA 3To oueHb TM4HaA Uctopms. MoA maMa — KOHCTPYKTOp-MoAenbep,
M MOM NnepBble BOCMOMUHAHUA — KaK fl CUMKY Y MaMbl Ha KOJIeHKax, Koraa
OHa YTO-TO KOMY-TO LWILET, NpbiraeT uria, mama AsuraeT THaHb. [epBble
3BYKH, KOTOpbIe A CTaN pasnyaTb, — 3TO CTYK LUBEMHOW MaLUMHKKUY.



sergey larionov:

‘ ‘ have a wealth of experience devising costume solutions

for performances all overthe country; | constantly communicate

with people who create the material world of productions with

their own hands. And on a human level | feel bad for them.

After all, what is usually the case in the theatre? It is assumed

that the staff who produce the material environment for actors and dancers

are a kind of third-class people. Being a totally hierarchical machine,

the theatre simply does not see them — the director sets tasks, and it does

not matter who performs them. In the programme booklets the name

of the director comes first, then that of the production designer, composer,

performers, and finally comes the footer listing the names of the technical

team, but even there no trace of, say, Maria Petrovha and Vera Ivanovna
who sew costumes and make props can be found.

It has become important for me to hang around the sewing shop,
to get to know how these people live, who they are, what kind of world
this is. When we started interviewing tailors, cutters, and costume
designers for the performance, it turned out that this is the case not only
in the theatre. Everyone and everywhere perceive the sewing shop staff
as a kind of machine, a 3D printer that churns out ready made products.
They are depersonalised — in the consumer’s mind there is a collective
image of a woman who sews, though many people of various specialties
are employed in this field.

We have conducted more than 40 interviews. | can’t watch them without
crying — people that talk to us are so lively and warm. But what do they
live and work for? They do that in the name of human. And a human is the
body. Therefore, our performance is plastic. However, there is no dance
in itself, it is very simple. Dancers are the carriers of universal physicality:
two arms, two legs, this is how we walk, this is how we sit... In the course of
rehearsals we were allowed into the sewing workshop of a large enterprise,
and the girls performers watched everything so lovingly, sat down at sewing
machines, and the seamstresses showed them around with such warmth:
it was real, there was no theatrical acting. So what we have here is no theatre
either. Modern theatre is an invention of a non-existent world, whereas here
everything exists for real. Our main task is to show that this world exists,
it has always been, it has its own memory, present, and future. And there is
nothing to compose and act out here.

This is a very personal story for me. My mother is a fashion designer, and
my first memories are of how | sit on my mom’s lap while she is sewing
something for someone, the needle is jumping up and down, mom is pulling
the fabric. The first sounds that | began to distinguish were the rattling of
a sewing machine.”
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Cepren JTapuoOHOB — peruccep, xopeorpad, XyAoKHUK. JlaypeaT creu-
npu3a CaHKT-lNMeTepbyprcKkom TeaTpanbHOU NPeMUr AN monoabix « MpopbiB»
3a co3aaHue cneKrtakna #MotherFatherSistersBrother (2017). HeogHoKkpat-
HblA naypeaT U HOMUHAHT NPeMUU « 30/10TaA Macka» B HOMUHaLUMAX «Jlyy-
WKW cneKTaknb 6onbluoi topmbi», «JIy4lIKIA CNeKTakab Manor ¢opMbi»,
«Jly4yWwKii cNeKTaK/Ib COBPEMEHHOro TaHLa» — KaK YY4aCTHUK NOCTaHOBOY-
Hon rpynnbl. B 2006-2010 rogax pa6ortan XyAo:KHUKOM no cBeTy B locy-
[lapCTBEHHOM aKkagzeMu4yeckom Teatpe uUM. JleHcoBeta. C 2008-ro pa6otaeT
B Bbonblwom apamatuueckom Teatpe uM. I. A. ToBCTOHOroBa — B KayecTBe
XyAOHHUKa no KocTiomam. C 2009 roga akTMUBHO COTPYAHUYAET C TeaTpaib-
HbIMWU W TaHUeBa/ibHbIMA KOMMaHUAMMU: B KayecTBe XyAOMHWKa-MoCcTaHOB-
LWHUKa, XyAOHKHMUKA MO KOCTIOMaMm, XyA0MHUKa Mo CBETY U xopeorpada. 3a 12
JIeT NPUHAN y4yacTMe B co3aaHUM 6onee yem 60 noctaHoBOK B 30 TeaTpax
Poccuu v 3apyberbA.

Mepdopmepbl:

AHacTtacua AHTOHUEBa — TaHUXyAOXHUUA, nepdopmep, npenoaasaTtenb
COBPEMEHHOro TaHLa, MHKII3UBHbIN crneuuanucT. MpurnaweHHaa apTUCTKa
BAT vm. I. A. ToBcTOHOrOBA.

IOnMa BOpPOHOBCKAA — TaHUXYAOMHWLUA, nepdopmep, npenoaasaresib
COMaTUYECKUX AUCLMMANH U MPaKTUYECKOM aHaTOMWK ANA TaHLOBLLMKOB.

MapuHa UxeLKaa — xopeorpad, TaHUXYAOKHULA, UCCieaoBaTeNb U nep-
topmep. YyacTHMLUA U opraHu3aTop KMHoTaHua Silent place, TaHLeBanbHOro
neptopmaHca «Mbl», uMmmepcuBHoro neptdopmaHca «JIEC», MHKNO3UBHOIO
nepcdopmaHca FORTE-PIANO co cnenbivu U cnaboBuasawmMmmu AetbMu Cum-
¢tepononbLCKOM cneunanbHoM LWKoNbl-MHTepHaTa N2 1 U MH. Ap.

BaneHtHa JlyueHKO — xopeorpad), npenogaBaTtenb, neptopmep.
CotpyaHuyana ¢ Jomom Paauo (CaHkT-MeTtep6ypr), Kny6om aHOHUMHO TaH-
uytowux, BAT um. I. A. ToBcToHoroBa, doHgom V-A-C (MockBa), cTyanen
«Caur» (CaHKTt-leTepbypr).

AnvHa CamapuHa — TaHUoBLWMLA, Xopeorpad, nepdopmep. YyacTBoBana
B npoexkte KatpuH PelieTHuKoBon « COMpUKOCHOBEHUE», TaHLeBaJibHOM
nepdopmaHce « BogHaa nMHuA» B pamkax npoexkta PER FORMA vol. 2 (npo-
rpamma BAT «TO STAGE 2 CLIEHA»). Xopeorpad TaHueBanbHoro nepgop-
MaHca « TaHel, He Ha yiuue», NOKa3aHHOro B pamKax JlabopaTopyMu TaHue-
BaJIbHbIX BbICKa3biBaHUX Ha HoBoW cueHe AneKcaHApPUHCKOro Tearpa.

TatbsAHa Lllep6aHb — TaHUXyAOMHULA, xopeorpad, neaaror B o61actu
COBpeMeHHOro TaHua. anFnaLIJeHHaFl aApPTUCTHKA U peneTuTop No ABUHMEHUIO
B BAT um. I. A. ToBcTOHOrOBA.



Sergey Larionov is a director, choreographer, and artist. He won a special
prize of the St Petersburg Theatre Award for the Young “Breakthrough” for
the stage production #MotherFatherSistersBrother in 2017. He repeatedly
became the winner and nominee of Russia’s “Golden Mask” National
Theatre Award in the nominations “Best large form stage production”, “Best
minor form stage production”, and “Best modern dance performance” as
a member of the production group. From 2006 to 2010 Sergey worked as
a lighting designer at the Lensoviet St Petersburg State Academic Theatre.
Since 2008 he has been working at the Tovstonogov Bolshoi Drama Theatre
as a costume designer. Since 2009 he has been actively cooperating with
theatre and dance companies as a production designer, costume designer,
lighting designer, and choreographer. For 12 years Sergey has participated
in the creation of more than 60 stage productions in 30 theatres both in
Russia and abroad.

Performers:

Anastasia Antontseva is a dance artist, performer, teacher of modern
dance, an inclusive approach specialist. She is a guest artist at the
Tovstonogov Bolshoi Drama Theatre.

Yulia Voronovskaya is a dance artist, performer, teacher of somatic
disciplines and practical anatomy for dancers.

Marina lzhetskaya is a choreographer, dance artist, researcher, and
performer. She is a participant and organiser of the Silent place film
dance, the dance performance WE, the immersive performance FOREST,
the inclusive performance FORTE-PIANO with blind and visually impaired
children of Simferopol Special Boarding School No. 1, and many others.

Valentina Lutsenko is a choreographer, teacher, and performer. She
collaborated with Dom Radio (St Petersburg), the Club of Anonymous
Dancers, the Tovstonogov Bolshoi Drama Theatre, the V-A—-C Foundation
(Moscow), the “Shift” Performative Art Studio (St Petersburg).

Alina Samarina is a dancer, choreographer, and performer. She participated
in Katrin Reshetnikova’s project Touch, the dance performance Water Line
within the framework of the project PER FORMA vol. 2 (the Tovstonogov
Bolshoi Drama Theatre’s programme TO STAGE 2 STSENA). She was
the choreographer of the dance performance Dance Is Not on the Street
presented as part of the Laboratory of Dance Utterances at the New Stage of
the Alexandrinsky Theatre.

Tatiana Shcherban is a dance artist, choreographer, and teacher in the
field of modern dance. She is a guest artist and movement tutor at the
Tovstonogov Bolshoi Drama Theatre.
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12 UIOHA BC
20:00 16+

@ 3aBoj wnaruHa, 5-u uex
*  pembepa

AbIXAHUE
Cnexmarib 045 MAHYOBUWUKOE U UX OPIXAHUSL

xopeorpadbl:

AHHa MapadeeBa, luHa XycenH
KOMMNO3MUTOP:

zvtol::

ApamaTypr:

AHHa CemeHoBa-laHL,
XYAOHHWUHKH:

MonuHa BaxtuHa, luHa BopoBuUK
XYAOHHHUK MO CBeTy:

EneHa MNMepenbmaH
TaHUOBLUUKH:

Tapac bypHales,

AnekcaHap Lyickui,

Kara KaniomHas,

Anéna LWyToBa,

Kata BonkoBsa,

Anekceit HapytTo,

Erop CaBuH,

Hatanba O6enbuak,

leopruii MNoULLEHKOB

* Mpu noaaepke MexayHapoaHoro
thecTUBanNsa AOKYMEHTaNbHOMo TeaTpa
M. Amutpua BpycHukuHa BRUSFEST,
tectuBana « Tepputopua», MMOMA
n LCHU «Tapam»




AV VLV

June12  sun |
20.00 16+

@ shpagin plant, hall no. 5

* premiere

BREATHING
Performance for dancers and their breathing

choreographers:

Anna Garafeeva, Dina Khuseyn
composer:

z:vtol::

playwright:

Anna Semenova-Ganz

stage designers:

Polina Bakhtina, Dina Borovik
lighting designer:

Elena Perelman

dancers:

Taras Burnashev,

Alexander Shuisky,

Katya Kalyuzhnaya,

Alyona Shutova,

Katya Volkova,

Alexey Narutto,

Egor Savin,

Natalia Obelchak,

Georgy Grishchenkov

* Under support of the Dmitri Brusnikin
International Documental Theatre

*  Festival BRUSFEST, the Territory
Festival, MMOMA, and the Garage
Museum of Contemporary Art
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aHHa rapadeeBa:

Hallem CreKTakne AblXxaHWe CTaHo-
BUTCA elle OAHUM AEeNUCTBYIOLUM
JIMUOM — CAbIWKMbIM, BWAUMbIM,
ocA3aeMbIM. 3pUTeNb MOMET (U3U-

YEeCKU MNepeMuTb JblXxaHWe TaHLOoB-
LLMKOB CBOMM COGCTBEHHbIM TesioM. Koraa noau TaHuyioT,
06bIYHO UX AbIXaHWe COrlacoBaHO C ABUMEHUAMM, B HaLLEM
e CMeKTaKk/ie ABUKEHWEe U AblXxaHUe HaXOAATCA B pasHbIX
OTHOLLEHUAX APYr C APYroM — OT MOJIHOM COr/lacoBaHHOCTH
[0 npeAenbHOW OTAeNeHHOCTU ApYr OT Apyra.

3puTenb YCAbIWWT AblXaHWe YesoBeKa 3aZblxalowerocs,
MCMyraHHOro, pasrHeBaHHOro, MoJy4arLero yaoBoabCTBUE
MU 3KOoHOMSALLero Kucnopoa. Mbl npeactaBnfem norpa-
HUYHbIe CMUTYaLUWUW, TOCKOJIbKY COYMHANM nepthopmaHc
BO Bpems OCTpoi (hasbl 3NMAeMUU KOpOHaBUpyca, Koraa
oA nornbanu oT Toro, YTO OHU NPOCTO He MOIU AbllaThb.
CneKTaK/lb COCTOUT U3 OTAE/bHbIX CLieH, CBA3aHHbIX 06LLEeM
APaMaTypruyeckor JIMHWEeW: Mbl HayuMHaeM C CUTyauuM
HeXBaTKU KUC/IOpoAa, JAOXOAMM A0 KynbMWHaUWMW, rae
HalWuW repou TpaHchopMUpyloTCH, obpeTass HOBble OpraHbl
AblXaHWUA, a 3aKkaHuyuMBaem TeM, YTO CamMoO MPOCTPaHCTBO
HauyuMHaeT AblwaTtb».

ANHA XYCEeUH:

(( ' LMO)KST NPOCHaHMpoOBaTb

bIXaHWe — TO, Ha uYeM CTPoUTCA
MU3Hb. [blaT He TONbKO NIOAM.
Abllat pacteHvn, AbIWMT MnaHeTa.
Bo Bpema nepdopmaHca 3puTenb

cebsA, HacKO/MbKO ero AbixaHWe CBO60AHO, HACKOJIbKO OH
YyBCTBYET ceb6A HMBbIM — B 3TUX 06CTOATENIbLCTBAX, B 3TOMN
cembe. [Ae OH nepeKpbiBaeT cebe AbiXxaHWUe, WM KTO emy
nepeKpbiBaeT AbixaHue? He 3abyaem, 4To AbixaHMe — 3TO
elle U peyb, Mbl FOBOPUM Ha Bblaoxe. B 3ToM KOHTeKcTe
CTOMT 3a4aTb ce6e BOMPOC: CBOGOAEH /I A B BbipameHUH

CBOMX YYBCTB U MbICNIeH?»



anna garafeeva:

‘ ‘ n our performance breathing is becoming

its active participant — audible, visible, tan-

gible. Spectators are able to experience the

dancers’ breathing physically with their own

bodies. When people dance their breathing

is usually coordinated with the movements, whereas in our

performance movement and breathing are in diverse rela-

tionships ranging from complete consonance to the utmost
apartness from each other.

The audience will hear the breathing of a person suffocating,
frightened, angry, having fun, or saving oxygen. We present
borderline situations because we were creating the perfor-
mance during the acute phase of the COVID-19 pandemic
when people died because they simply could not breathe.
The performance consists of separate scenes connected by
a common dramatic line — we start with a situation of lack
of oxygen, reach the climax, where our characters transform
acquiring new respiratory organs, and conclude with the fact
that the space itself begins to breathe.”

dina khuseyn:

‘ ‘ reathing is what life stems from. It is
not just people who breathe. Plants

breathe, the planet breathes. During

the performance spectators are

welcome to scan themselves: how
free their breathing is, how much alive they feel — in these
particular circumstances, in their family. Where are they
blocking their breathing, or who is blocking their breathing?
Let us remember that breathing is also speech — we speak
as we exhale. In this context the question to yourself is worth
asking: am | free in expression of my feelings and toughts?”
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AHHa lNapadeeBa — xopeorpad, TaHuUoBLMLA, Nepdop-
Mep, neaaror. TpUKAbl HOMUHAHT NpeMUU « 30/10Tasi MacKa»
(2017, 2019, 2022). MNpenogasatens NTMTUCa (2017-2018;
Kypc AHgpesa KoHyanoBcKoro, knacc TaHua 6yto). B 2001-
2015 rogax 6bln1a nnacTU4ecKom akTpucom B TeaTpe « LLIKkona
ApamaTuyecKoro UckycctBa» AHaTtonua Bacunbesa. B 2011
rogy cotpyaHuyana ¢ MapuHon A6pamoBMY B paMKax npo-
eKktTa «B npucytctBuM xyaoxHuKa» B LICU «lapam» —
B ponu penepcdopmepa paboTt « O6HarKeHHasa CoO CKeNeToM»,
Luminosity. Kak xopeorpacd pasBuBaeT cBOi TaHLeBasb-
HbIM A3bIK Ha rPaHULEe MeHAY TaHUeM, TeaTPOM U NOI3UEN.
YyacTByeT B MermAyHapoAHbIX (hecTUBaNsAX COBPEMEHHOIo
TaHua B Poccun u 3a pyberom. Ee noctaHOBKM HaxoaAaTcA
B peneptyape BAT um. . A. ToBCcTOHOroBa, dneKTporeaTpa
CraHucnaBckui, «LUKonbl ApamaTU4eCKOro WMCKycCcTBa»,
Teatpa Ha TaraHKe, LleHTpa um. Bc. Meiepxonbaa, Kasan-
ckoro THO3a.

AvHa XycerMH — xopeorpad, KypaTtop, TaHLAKTUBUCTKA,
TaHLOBLLMLA, neaaror. OkoHunna  Pottepaamckyio
akaZeMuI0 TaHUa W MporpaMMy MO 3KCMepUMEHTasIbHOM
xopeorpadum EX.E.R.CE noa pykosoactBom Martunbabl
MoHHbe Bo ®PpaHuuK. B KayecTBe TaHUOBLUMLUbLI paboTana
C TakKMMU Xopeorpadamu U XyAOoHKHUKaMK, Kak TuHo Ceran,
Kannu CnyHep, Jlouk Ty3e, AHyK BaH [JeiKk, dunaunn Hame.
KypaTop uccneaosartensckor nporpammbl COTA, MpocTpaH-
cTBa nepdopMaTUBHbLIX MPaKkTUK, Cbesza COBPEeMeHHOro
TaHua. C 2005 roga cospaeTr co6CTBEeHHbie paboTbl
B 061aCTU COBPEMEHHOIO TaHua M nepdopmMaHca.



Anna Garafeeva is a choreographer, dancer, performer,
and teacher. She was thrice nominated for Russia’s
“Golden Mask” National Theatre Award (2017, 2019, 2022).
From 2017 to 2018 at GITIS (Russian Institute of Theatre
Arts, Moscow) she taught buto dance class to Andrei
Konchalovsky’s course. From 2001 to 2015 Anna worked in
Anatoly Vasiliev’s theatre School of Dramatic Arts as a plastic
actress. In 2011 she collaborated with Marina Abramovi¢ in
her project The Artist Is Present at the Garage Museum
for Contemporary Art as a re-performer of the works Nude
with Skeleton and Luminosity. As a choreographer, Anna
Garafeeva develops her own dance language, working at
the intersection of dance, theatre, and poetry. She regularly
participates in international contemporary dance festivals
in Russia and abroad. Her productions are included in
the repertoire of the Tovstonogov Bolshoi Drama Theatre,
the Stanislavsky Electrotheatre, the School of Dramatic Arts,
the Taganka Theatre, the Meyerhold Centre, and the Kazan
Theatre for Young Audiences.

Dina Khuseyn is a choreographer, curator, dance activist,
dancer, and teacher. She graduated from the Rotterdam
Dance Academy and the EXE.R.CE programme in
experimental choreography under the direction of Mathilde
Monnier in France. As a dancer, she has worked with
such choreographers and artists as Tino Sehgal, Callie
Spooner, Loic Touzé, Anouk van Dijk, and Philippe Jamet.
She is the curator of the SOTA research programme,
the Performative Practices Space project, and the Congress
of Contemporary Dance. Since 2005 she has been creating
her own productions in the field of contemporary dance and
performance.
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12 UIOHA BC
22:00 18+

& YyacTtHaA unapMoHUA « TPUYMD»

leopruit Ceupuaos (1915-1998)

OTtyanuswasn Pycb

Iloama da4 2040¢ca ¢ hopmenuaro Ha cmuxu

Cepees Ecenuna (1977)

*  Bepcua Anekces Ciomaka (p. 1976)
ANA CONMCTa U KamepHOro aHcam6ns
(2022)

1. Ocenp
2. A nokunya podumviii oM. ..
3. Omeopu mHe, cmpasic 3a00Aa4HbII. ..
4. Cepebpucmas dopoza
5. Omuaausmas Pyce
6. Cumone, [lemp. .. [De mui? [Tpuou. ..
7. e mui, 20e mut, omuuii dom?
8. Tam, 30 MACUHVIMU XOAMAMY. ..
9. Tpybum, mpy6um nozubesvuniii poz!
10. Io-ocennemy kviuem coéa. ..
11. O, sepro, sepio, cuacmve ecmp!..
12. O, Poduna, cuacmauguiii
U Heucx ool uac!
MCNOJIHUTENMU:
KOHTpaTeHop: AHapei Hem3ep
yTeu: Enena MoposoBa

KamMepHbIX aHCam6/1b « NPaKTUKa»
AVUPHKEDP, My3blKkallbHblA PYKOBOAUTESb:
Onbra Bnacosa

¢nenita: Japba Mopo3oBa

KnapHet: Codba CacdpoHoBa

Tpy6a: AneKcaHap Jlebenes
CKpunKa: PomaH BuKynoB
BUOJIOHYeNb: AneKkcen MoBopoB
KoHTpabac: Tamapa MyKoBa
aKKopAaeoH: Hapexaa PeytoBa
¢opTtenuaHo: Hatanba CoKkonoBcKan
yAapHble: AnexkcaHap TbIHAHCKMX,
MpackoBbA TbIHAHCKUX




June12  sun |
22.00 18+

@ private philharmonic
triumph

Georgy Sviridov (1915-1998)

Russia Cast Adrift

A poem for voice and piano to the lyrics

by Sergei Yesenin (1977)

*  Alexey Sioumak’s (b. 1976) version
for soloist and chamber ensemble
(2022)

1. Autumn

2. 1 Left My Home Behind...

3. Open Before Me, O My Guardian Angel...
4. Silver Path

5. Russia Cast Adrift

6. Simon, Peter... Where Are You? Come to Me...
7. Where Are You, O My Father’s House?

8. Over There, Beyond the Milky Hills. ..

9. The Sound of the Deadly Horn

10. An Owl Cries in Autumn

11. Oh, I Believe, I Believe in Happiness!

12. O Motherland, O Happy and Eternal Hour!
performers:

countertenor: Andrey Nemzer

reciter: Elena Morozova

praktika chamber ensemble
conductor, music director: Olga Vlasova
flute: Daria Morozova

clarinet: Sofia Safronova

trumpet: Alexander Lebedev

violin: Roman Vikulov

cello: Alexey Govorov

double bass: Tamara Zhukova
accordion: Nadezhda Reutova
piano: Natalia Sokolovskaya
percussion: Alexander Tynyanskikh,
Praskovia Tynyanskikh
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OJibra Bj1acoBa:

yKoBoguTeNnb TeaTtpa “lpaktuka” MapuHa BpycHu-
KWHa obpaTunacb KO MHe U AneKceto C NpeasioKeHuemM
npuaymaTtb KoHUepT K 9 Mas. 3To 0cobbi NpasaHUK,
06bEeAUHAIOWMK pa3Hble MOKOJIEHUA C UX BOCMOMM-

HaHUAMMU, 60NAMU, CMbICnamu. XOTenocb oTpediek-
cUpoBaTb 3TO 4Yepe3 My3blKy, M3berada U yIbTPAaCOBPEMEHHOCTHU, U BCe-
BO3MOMHbIX K/IULLIE, XOTeNOCh AYLIEBHOro Auanora, BO3MOMXHO C CaMUMM
co6oi. AneKcei npeanoxun obpaboratb AnA aHcamb6na noamy CeMpuaoBa
“OtyanuBwasn Pycb”. B 3Tol CTporoi, acCKETUYHOM My3blKe MHOIO PYCCKUX
MHTOHALMUK, KOTOpble NMPUTOM JIMLEHbl CNalaBOCTU U CerogHa ob6petatoT
0Cco6bIi pe3oHaHcC.

Hamaasa u3 neceH CBUPUAOBCHKOINO LMKAA — MEMUYKUHA, U MEeHAY HAMU
notpe6oBanvcb naysbl, Aalole BO3MOXKHOCTb pacyyBCTBOBaTb UX Moc/e-
BKycue. Mbl noBTOpsieM UCMNO/Ib30BaHHble B My3blKe CTUXOTBOpeHUs Ece-
HUHA: OHU HACTOJIbKO NPEKPACHbI, NOJHbI INTYGOKOro CMbIC/1a U OTTOYEHHbIX
¢hpas, YTo Xxo4eTcAa MX paccibiwartb nony4ywe. HeKkoTtopbie CTUXOTBOPEHUA
WU OTAe/NbHble CTPOKK NMPUCYTCTBYIOT TPUMADI: B NecHe, B IeKNamMmaLluu U B
¢thopme TeKcTa Ha BUaeo. Nonoc EneHbl Mopo30Boi — CTPOrMi, Kak My3bika
CeBupugoBa, — NPUHLMNMANBHO BaMeH B HalleM MPOEeKTe Ha rpaHU HKOH-
LepTa U TeaTpa: B KOHLe KoHUoB, “Pycb”’, “Poccua”, “PoauHa” — cnoBa
KEHCKOro poga».

azleKceun CloMaK:

oama “OrtvyanuBwan Pycb’, BO3-
MOHO, OAHO U3 INTaBHbIX COYUHEHU I
leoprusa CBupuaoBa, C/I0}KHOE
no cmbicnam. B Hem 3By4aT paHHue,
ManousBecTHble CTUXU EceHuHa,
B KOTOPbIX TOT NPeACTaeT KaK CUMBOJIUCT U Aame MUCTHK.
CBupraoB Bmecte ¢ EceHuWHbIM paccyxpaer o cyabbe

Poccun, o ee oauHOYecTBe, HO C Bepoi B HacTosliee
M B cyacTauBoe 6yayliee.

A noctaBun cebe 3ajavyy He TMPOCTO OPKeCTpPoBaTb
BOKaJ/IbHbIM LMKA, a BCTYNUTb B pas3roBop ¢ EceHWHbIM
1 CBMPUAOBbLIM, 6bITb MAaKCUMaJIbHO AE€/IMKATHbIM MO OTHO-
IUIEHUI0O K FeHWasIbHOW My3blKe U B TO e BpeMsa BHEeCTU
CTONIbKO ce6A, YTOObl 6bINI0 C/bIWHO, YTO A TOME Aymal
o Poccuu. My3blKM Moeii A0BOJIbHO MHOIO, HO Ha NpemMbepe
B TeaTpe “lMpaKTUKa” 3Ha4YUTENIbHOE YHUCNO NI0AEN CKa3alM,
410 CBUPKAOB 6bIN OGbl MHe 6naroaapeH».



olga vlasova:

‘ ‘ he head of the Praktika Theatre, Marina Brusnikina,

approached Alexey and me with an offer to come

up with a concert in celebration of May 9, the Victory

Day. This is a special day uniting different generations

with their memories, pains, and meanings. | wanted to

reflect on it through music avoiding both ultra-modernity and all kinds of

clichés; | wanted a sincere dialogue, perhaps with myself. Alexey suggested

arranging Sviridov’s poem Russia Cast Adrift for the ensemble. In this

austere, ascetic music there are many Russian intonations which at the
same time are devoid of schmaltz and acquire a special resonance today.

Each of the songs in Sviridov’s cycle is a gem, and pauses were needed
between them to provide an opportunity to feel their aftertaste. We repeat
Yesenin’s poems used in music: they are so beautiful, so full of deep
meaning and sharp phrases that | want to hear them more distinctly. Some
poems or individual lines could be heard thrice — as a song, as a recitation,
and as a text on the video. Elena Morozova’s voice — as austere as Svir-
idov’s music — is fundamentally important to our project on the intersection
of concert and theatre: after all, the words ‘Rus’, ‘Russia’, and ‘Motherland’
are all feminine in the Russian language.”

alexey sioumak:

‘ ‘ he poem Russia Cast Adrift is perhaps
one of the major works by Georgy
Sviridov, it is very complex in its

meanings. It contains the early
Yesenin’s poems, relatively unknown,
that present him as a symbolist and even a mystic. Together
with Yesenin Sviridov speculates on the fate of Russia, on its
loneliness but with faith in the present and in a happy future.

| set myself the task not just to orchestrate the vocal cycle
but to enter into a conversation with Yesenin and Sviridov,
to be as delicate as possible with regard to the brilliant
music, and at the same time to make a contribution sufficient
enough to hear that | was also thinking about Russia. There
is quite a lot of my music, but at the premiere at the Praktika
Theatre many people said that Sviridov would be grateful
to me.”
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Onbra BnacoBa — aupusep, neBvua, My3blKa/bHbI PYKOBO-
auTenb Teatpa «[lpakTUKa» M BOKaJIbHO-UHCTPYMEHTaNbHOro
aHcambnsa «lMNpaKkTuKa». YaocToeHa MerayHapoAHOM CTUNEHAUH
uM. MuTuko Xupaambl oT PoHaa Usabennbl LLenbcu, NpUcyH-
[AaeMOW BblAaloWUMCH UCMNONHUTENAM B 061aCTU COBPEMEHHOM
BOKanbHOM My3blkM (Pum, 2018-2019). JlaypeaT pasnuyHbIX
KOHKYPCOB U (hecTMBanen, y4acTHULLA KYpCcoB U MacTep-K1accoB
Nno UCMNOJIHEHUIO HoBeWLWen U 6apo4yHON My3biKku B Jlapmwitaare,
Crtpacbypre, [paue, [wvyHaeHe W MocKkBe. PykoBoautenb
M y4acTHUK BoKanbHoro aHcam6ns interaACTive. My3blKanbHbIH
PYKOBOAMTENIb, XOPMEWUCTEP-NMOCTAHOBIUMK CMeKTaKknem —
HOMMHAHTOB U JlaypeaToB NpemMuu « 3onoTtasa macKka»: « Mopos,
KpacHblit Hoc» (MockBa, 2019), «3aHoc» (MocKBa, 2019),
«Hopma» (MocKBa, 2019), onepbl Cantos (Mepmb, 2016), onepbl
«CBaabb6a» (Mepmb, 2017). MpenoaaBaTtenb nabopartopmm Gnesin
Contemporary Music Week (MocKkea, 2018, 2019). B KayecTtBe
CONIbHOIO UCMONHUTENA COTPYAHMYANa U NPoAOC/IKAaET BbICTynaTb
C aHcambnem cpeaHeBeKoBOM My3blKM Labyrinthus, Crtyauen
HOBOM My3blKU, MOCKOBCKMM aHCaM6i1eM COBPEMEHHOM MY3bIKH
(MACM), OpensoundOrchestra, aHcaménem fle Théléme.

Anekceir Clomak — KomnosuTop, KypaTtop. [lo6eau-
Tenb MeAyHapoAHOrO HKOHKypca MO/OAbIX KOMMO3UTOpPOB
um. M. U. KOpreHcoHa (2003, 2005) u Mudurinckmx urp (2006).
YneH Komnosutopckux rpynn «ConpotusneHue Marepuana»
(CoMa) v «MnacTtuKa 3ByKa». Npenoaaet B MocKoBCcKoii rocyaap-
CTBEHHOMU KoHcepBaTopuu uM. . U. YaiKoBcKkoro. CounHeHun
MCNONHANIUCb Ha BeayluUX (hecTUBaNAX COBPEMEHHON My3blKU
B Poccuun, Bennkobputanuu, lrepmanunun, Huaepnavgax, Monbiue
TaKUMU HONJIeKTUBAMMK, Kak [ocyaapCTBeHHbIH aKaaemuye-
CKUM cuMbOHUYeCcKUt opKecTp Poccun um. E. @. CBeTtnaHoBa,
MACM, Ctyama HoBoi my3biKU, eNsemble, Ensemble Modern
(Fepmanuna), Schénberg Ensemble (Huaepnanapl), De Ereprijis
(Huaepnangbi). CotpyaHuyan ¢ pexuccepom Kupunnom Cepe-
6peHHUKoBbIM: onepa «CtaHuuA» (hectuBanb « TeppUTOPUAY,
2008), cneKktaknb «HKuwe» (MXT um. A. M. Yexosa, 2009)
1 opaTtopusa « PekBuem» (MXT mm. A. M. Yexosa, 2010). Jlaypear
npemun «3onotas macka» (2018) 3a my3biKy K onepe Cantos
(MepmcKui TeaTp onepbl U 6aneTa, pexuccep CemeH AnekcaH-
APOBCKUM, aupukep Teoaop KypeHT3suc, 2017).



Olga Vlasova is a conductor, singer, musical director of
the Praktika Theatre and the Praktika vocal and instrumental
ensemble. She was the bursar of the Scholarship Michiko
Hirayama from the Isabella Scelsi Foundation, awarded to
outstanding performers in the field of contemporary vocal
music (Rome, 2018-2019). She is a laureate of various
competitions and festivals and participant of courses and
masterclasses on modern and Baroque music performance
in Darmstadt, Strasbourg, Graz, Gmunden, and Moscow.
Olga Vlasova is the leader and member of the vocal ensemble
interaACTive. She is the musical director and choirmaster of
performances nominated for and awarded Russia’s “Golden
Mask” National Theatre Award: the theatre productions
Frost the Red Nose (Moscow, 2019), Spin (Moscow, 2019),
The Norm (Moscow, 2019), the opera Cantos (Perm, 2016),
the opera Svadba/Wedding (Perm, 2017). She lectured at
the Gnesin Contemporary Music Week Laboratory (Moscow,
2018, 2019). As a solo performer, she has collaborated and
continues to perform with the Labyrinthus Medieval Music
Ensemble, the New Music Studio, the Moscow Contemporary
Music Ensemble (MCME), the OpensoundOrchestra, the ile
Théléme Ensemble.

Alexey Sioumak is a composer and curator.
He is the winner of the International Jurgenson Competition
for Young Composers (2003, 2005) and the Pythian
Games (2006). Alexey is a member of the composer
groups “Resistance of Material” and “Plastics of Sound”.
He teaches at the Tchaikovsky Moscow State Conservatory.
His compositions were performed at the leading festivals
of contemporary music in Russia, Great Britain, Germany,
the Netherlands, and Poland by such collectives as
the State Academic Symphony Orchestra of Russia
(Svetlanov Symphony Orchestra), the MCME, the New Music
Studio, the eNsemble, the Ensemble Modern (Germany),
the Schonberg Ensemble (Netherlands), De Ereprijis
(Netherlands). Alexey Sioumak has collaborated with director
Kirill Serebrennikov: the opera Station (Territory Festival,
2008), the theatre production Kizhe (Moscow Art Theatre,
2009), and the oratorio Requiem (Moscow Art Theatre,
2010). He is the laureate of Russia’s “Golden Mask”
National Theatre Award (2018) for the music for the opera
Cantos (Perm Opera and Ballet Theatre, directed by Semyon
Alexandrovsky, conducted by Teodor Currentzis, 2017).
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20:00 6+

@ OpraHHbIA 3an
nepMcKon MnapMoHUU

LLIén6epr & LLyb6epTt
conucTbl opKecTpa musicAeterna
ApHonba, LLIEHGepr (1874-1951)
CTPYHHbIN CeKcTeT
«MpocBeTneHHana HOYbY,

op. 4 (1899)

®paHy Ly6ept (1797-1828)
CTpyHHbIX KBapTeT N2 14
(«CmepTb ¥ AeBYLUKa»),

D 810 (1824)

Allegro

Andante con moto

Scherzo: Allegro molto

Presto

WUCNOJIHUTENHN:

nepsas ckpunka: Amutpuin BopoauH
BTOpasA cKkpunKa: UBaH Cy660TKUH
nepebli anbT: Mpuropun Yekmapés
BTOpOM anbT: [luHapa MypatoBa
(anbT B KBaptete LLly6epta)
nepBas BUOJIOHYESb:

Bnaaumnp CnoBayeBCKUit
(BrosnoHyenb B KBaprtete Llly6epta)
BTOpas BUOJIOHYEIb:

Makcum AK4ypuH

oYa¥raVYa



June13  mon |
20.00 6+

@ perm philharmonic
organ concert hall

Schénberg & Schubert
musicAeterna Orchestra soloists
Arnold Schénberg (1874-1951)
String sextet

Verklédrte Nacht,

op. 4 (1899)

Franz Schubert (1797-1828)
String Quartet No. 14

(Der Tod und das Madchen),
D 810 (1824)

Allegro

Andante con moto

Scherzo: Allegro molto

Presto

performers:

first violin: Dmitry Borodin
second violin: lvan Subbotkin
first viola: Grigory Chekmarev
second viola: Dinara Muratova
(viola in Schubert’s quartet)

first cello: Vladimir Slovachevsky
(cello in Schubert’s quartet)
second cello: Maxim Akchurin
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nporpamme CO/JIMCTOB oOpKecTpa musicAeterna o6beauHeHbl ABa KaMepHO-

aHcaM6/1eBbIX COYMHEHMUSA, KOTOpble OTKPbLIBAOT W 3aKPbLIBAOT BCIO 3MOXY

My3blKanbHOro pomaHTuama. CTpyHHbIi KBapTeT LLly6epta « CmepTb U AeBYLUKa»

BMYCKaeT NO33UI0 B CTPOrUIM KIaCCULIUCTCKUM HaHp YUCTOM My3bIKU. B cTpyHHOM

ceKcreTe «lpocBeTneHHasa Houb» LLIEH6epr roBopUT Ha NO3AHEPOMaHTUYECKOM
A3blKe, HO BBOAMUT B HEro « HEOJIOrM3Mbl», KaKOBbleé B CKOPOM BPEeMEHHU NPUBEAYT K pomae-
HUIO aToHanbHOM My3blKU. O6a weaeBpa 061a4al0T CKPbITbIMA IUTEPaTYPHbLIMKU Nporpam-
MaMH, KOTopble U MPOACHSAIOT U 3aTYMaHUBaIOT UX COAEpHKaHHe.

®paHy Wy6ept nucan CTpyHHbIM KBapTteT N2 14 B mapte 1824 roaga, mocne MHo-
rMx MecAueB TAMeNolW 60ne3HU, NpuBeALIed ero K OCO3HaHWUI0 CKopoh cmepTh. OH He
AaBan nNporpaMMHOro Ha3BaHWA CBOEMY COYMHEHMIO, OAHAKO Tema ero necHu «Cmeptb U
AeBywKa» (1817) Ha ctuxn MaTtTtnaca Knayauyca, Kotopasa fierna B OCHOBY BTOPOW 4YacTu
KBapTeTa, CTana BOCMPMHMMATbCA HKak Tema Bcero npousBeseHuA. MccnepgoBatenn —
M, KOHEeYHO, MOKONIEHUA cnyliaTesield — BbICTpauBaloT BOKPYr Auasnora cTpajalowen AeBbl
¥ npywesleni 3a Heto CmepTu CBA3HbIKM HappaTKB. B nepBoi YacTy KBapTeTa pa3Bopa4y1Ba-
eTcA No-6eTXOBEeHCKU HanpsAXeHHasA KapTUHa 6UTBbI repoA ¢ Hen3beKHoMn cyab6oil. BTopas
YyacTb — Bapuauuu Ha TeMy O4HOMMEHHOM NecHU — Konbl6enbHas CmepTy B hopme Tpayp-
Horo mapuwa. TpeTb — CKepuo — AeMOHWYECKUHN TaHel, C HEOXRUAAHHO YMUPOTBOPEHHbIM
TpHo. HaKoHeu, tMHan — TapaHTenna — HeucToBblM dance macabre, TUNMYHaA NAAcCKa
cmepTh. HanomHUM, 3TOT 06pa3 / TemaTUYeCKUI KoMMNeKe 6bi1 pacnpocTpaHeH B U306pa-
3UTeIbHOM UCKYCCTBEe U My3bike EBponbl MHOrMe BeKa, Kak U -UBOMMUCHBIA CIOXET O CMEPTH
W AeBYLUKe.

ApHonba, LLIEHGEPr counHAN CTPYHHbBIW CEKCTeT, BAOXHOB/ASCH N0GOBLI0 K cecTpe
cBoero yuyutena AnekcaHapa doH LiemnvHckoro Matunbae u ctuxotBopeHuem «lMpoceeT-
NeHHaA Houb» (ecnn ToyHee — «[1peobpareHHaa Houb») Puxapaa Ademena. OaHoyacTHoe
npousBeAeHUe COCTOUT M3 NMATU pasAenoB — Mo YUCAY CTpod B CTUXOTBOpeHWU. B nosa-
HUWe roabl KOMMNO3UTOP NPAMO YKa3sbiBaJl Ha COOTBETCTBME KOHKPETHbIX My3blKa/bHbIX (hpas3
CTPOKaM TEeKCTa — Auanora *eHLUHbl U MY}KUYMHbI B HOYHOM JIeCy: MeHLMHa NpU3HaéTca
MY}KUYMHE B TOM, YTO 6epeMeHHa OT ApPYroro; My*4uMHa OTBe4YaeT, YTO UX B3auMHas 1060Bb
npeobpaikaeT BCE, U ee N0, CTaHOBUTCA ero pe6eHKoM. B My3biKaslbHOM OTHOLLEHWH Npe-
obpaieHue coBeplLaeTcs ¢ NO3AHEePOMaHTUYECKUM cTunem: LLIéHGepr oTTankuBaeTca OT
cumdoHmMsama Bpamca u BarHepa, Mcnonb3yet NpUHUMN pasBUBaIOLWKUX Bapyauuin NnepBoro
M YCNOMHEHHbIA rapMOHUYECKUIN A3bIK BTOPOro, HO co3aeT HOBAaTOPCKoe Npou3BeAeHue,
KoTopoe npeagellaet byayuiee My3biku XX BeKa.



he programme by the musicAeterna Orchestra soloists combines two famous

chamber ensemble compositions, one of which opens, and the other closes the

era of Romanticism in music. Schubert’s string quartet Der Tod und das Maddchen

(“Death and the Maiden”) lets poetry into the formerly strict classicist genre of

pure music. Schonberg in his string sextet Verkldrte Nacht (“Enlightened Night”)
speaks late Romanticism language but introduces “neologisms” into it, which later would
lead to the birth of atonal music. Both masterpieces have hidden literary programmes that
clarify while at the same time obscure their complex content.

Franz Schubert wrote his String Quartet No. 14 in March 1824, after many months
of serious illness, which made him come to terms with his imminent death. He did not
give his composition a programmatic name, but the theme of his song Der Tod und das
Médchen (1817) set to the verses by Matthias Claudius, which formed the basis of the second
part of the quartet, has been perceived as the theme of the entire work. Researchers —
and, of course, generations of listeners — have built a coherent narrative around the
dialogue of the suffering maiden and the Death that came for her. In the first part of the
quartet a tense Beethovenesque picture of the protagonist’s struggle with inevitable fate
unfolds. The second part presents variations on the theme of the song of the same name —
a lullaby of Death in the form of a funeral march. The third part, a scherzo, is a demonic
dance with an unexpectedly peaceful trio. Ultimately, the finale, a tarantella, could be
perceived as a frenzied dance macabre, a typical dance of death. One should recall that this
image / thematic complex has been widespread in the European visual arts and music for
many centuries, as well as the picturesque narrative about the death and a maiden.

Arnold Schonberg composed a string sextet inspired by his love for his teacher’'s —
Alexander von Zemlinsky — sister Matilda and the poem Verkldrte Nacht (“Enlightened
Night”, to be more precise — “Transfigured Night”) by Richard Dehmel. The one-part music
piece consists of five sections — in accordance with the number of stanzas in the poem.
In later years the composer directly pointed out the correspondence of specific musical
phrases to the lines of the text — a dialogue between a woman and a man in the forest at
night: a woman confesses to a man that she is pregnant with another man’s child; a man
replies that their mutual love transforms everything, and her yet unborn baby becomes his
child. Musically, the transfiguration is accomplished in a late Romantic style: Schénberg
starts from the Brahms and Wagner symphonism, employs the principle of developing
variations of the former and the complicated harmonic language of the latter, and creates an
innovative work that foreshadows the future of music in the 20" century.
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23:30 18+
& 4AOM AAaruvnesa

®dunbm «3a4yem CHATCA CHbI»
TBOPYECKOro Oﬁ'beAMHeHMﬂ
«MaHudect»

U BOKaJIbHbIHX LUHUKN

Anekcanapa Knandensa (p. 1943)
«nynasa nowapab»

(quasi sinfonia)

15 uctopuit 4nqa neBuulbl U NHAHUCTA

Ha cTuxu Baguma JleBuHa (1981)

1. O6bikHO8eHHAL UCMODPUS

2. Cynodyx

3. Mucmep Keaxau

4. Yukxu-ysku-yoxu

5. 3enenas ucmopus

6. [ynas romadv

7. Hecocmosgueecs 3Haxomcmeo

8. 3umHAS KorvibeavHASL UCOPUS

9. Mucmep Croy

10. Briwox

11. Jlorco buan

12. Kax npogpeccop Jocon [lyn becedosan
¢ npogheccopom Kaodom byrem

13. Hounas ucmopus

14. Manenvrxas necenxa o 6oavuom 00xcde

15. IpycmHuas necenka 0 cAoHeHKe

conpaHo: EKatepuHa JloHayKoBa
¢opTtenuaHo: HuKona Marapa

€y , M



June13  mon |
23.30 18+

@& the house of diaghilev

The film Why Dreams

by the creative association
Manifesto

and a vocal cycle

by Alexander Knaifel (b. 1943)
A Silly Horse

(quasi sinfonia)

15 stories for a singer and a pianist
based on poems by Vadim Levin (1981)

1. An Ordinary Story

2. The Chest

3. Mr Quakley

4. Wiki-waki-woki

5. A Green Story

6. The Stupid Horse

7. A Failed Acquaintance

8. A Winter Lullaby Story

9. Mr Snow

10. The Bull Calf

11. Joe Bill

12. A Conversation Professor John Dool
Had with Professor Claude Boule

13. A Night Story

14. A Light Song About a Heavy Rain

15. A Sad Song About a Baby Elephant

soprano: Ekaterina Dondukova
piano: Nikolai Mazhara
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TUXOH NEeHAIOPUH:

AHaMxAbl A ycnbiwan, Kak EKatepuHa
JoHaykoBa M  Hueona Maxkapa
peneTupytoT “Inynyto nowaap”’ Anek-
caHapa KHandensa, un pewun nonpo-

6oBaTb caenatb BUAEO AJiIA 3TOrO
BOKa/IbHOro UuKNa. MNepBble CbeMKU NOKasasu, YTo My3blKa
KHandena tpebyer MHOro noaxoaa, U Mbl C MOUM ApPYrom
U coaBTopoM [JlaHWunom 3MHYEHKO 06paTUIUCh K TaKoMy
M3BeCTHOMY cnocoby, KaK co3jaHuMe HOBOro tuabma
M3 apxuBHbIX nneHoK. Mbl noabupany Kaapbl U3 COBET-
CKOM KHUHOXPOHUKKU 1950-1970-x 6yKBaNbHO MO caoBam
neceH. K npumepy, y noata Baauma JleBuHa nosiBnaeTtcA
LWEHOK — W Mbl MLEM CHOMKeTbl C cobakamu. ITU Kaapbl
CTa/lu KOHTPaNyHKTOM K My3blKe, COBETCKaA KUHOXPOHWUHKa
U COBETCKMM My3blKa/lbHbli aBaHrapZ BCTYMWIW B MCUXO-
Aenn4yecKku auanor. Hemoe KMHO ANA MUBOrO UCMONIHEHUA
ExkatepuHbl JoHaykoBor U Hukonasa Mamapbl 3a3By4ano
¥ camo no ceb6e.

CMOHTUPOBaHHbIK (hU/IbM KpoMe Hac ¢ [laHuunom aonroe
BpeMs HMKOro He yBniekan. fl pewun nNokasaTb YepPHOBYIO
CO60pHY dunbma KomnosuTopy, U AnexkcaHap HKHakdenb
CKasan, 4To 370 KpyTo. Tak AnekcaHap ApOHOBHY ABarAbl
[an MA3Hb Hallel KapTUHe: OHa poAaunacb Ha cBeT 6naro-
[aps ero Mysbike U ero oa06peHuio».



tikhon pendyurin:

‘ ‘ nce | heard Ekaterina Dondukova
and Nikolai Mazhara rehearsing

Alexander Knaifel’'s A Silly Horse

and decided to try to make a video

for this vocal cycle. The first filming

demonstrated that Knaifel’s music requires a different
approach, so my friend and co-author Daniil Zinchenko and
| turned to such a well-known method as creating a new
moving picture from archival films. We selected footage from
the Soviet newsreels of the 1950s-1970s literally matching
the words of the songs. For example, the poet Vadim Levin
introduces a puppy in his text, so we were looking for stories
with dogs. Those shots became a counterpoint to the
music, the Soviet newsreel and the Soviet musical avant-
garde entered into a psychedelic dialogue. A silent movie
accompanying the live performance by Ekaterina Dondukova
and Nikolai Mazhara resounded on its own.

For a long time the edited film did not capture anyone’s
interest, except for Daniil and me. | decided to show the
rough build of the film to the composer, and Alexander
Knaifel told me it was cool. Thus, Alexander Aronovich gave
life to our picture twice: it was born thanks to his music and
his approval.”
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«lnynaa nowaab» — nonynspHbIA AETCKUA CTUXOTBOPHbIM UMKA Baauma JleBuHa
(p. 1933), co3aaHHbIA B hopme NepeBOoAOB U MEPEecKasoB HECYLLEeCTBYIOLWMUX aHMTUMCKUX
«OPUrMHANOB», a TaKe BOKa/lbHbIM LUMKN AneKcaHapa HKHaindensa Ha 3th 15 TeKcToB.
«lMpupoaa Toro, YTo Ha3bIBAKOT AHIJIMMCKUM HOMOPOM, aHIMTMMCKUM MUPOBOCMPUATUEM, —
3Ta BbIBEPHYTOCTb MWUpaA, 3TO XOMAEHWEe BBEPX HOraMM — MHe HaMeTCA OYEeHb MHMBU-
TenbHoW», — nucan KHaidenb. OH co3aan cBou «15 uctopuit AnA neBuUbl U NUAHUCTa»
K 15-netnio goyepu, AHHbl. Mexay TeM cneundUYecKU IOMOP IMMEPUKA, CMbIKalOLWKUKCA
C napajoKcasibHOM C/IOBECHOM 3KBUNMOPUCTUKOM [laHumna Xapmca, ier B OCHOBY Cyry6o
Cepbe3HOM KOMMNO3UTOPCKOM pPaboTbl.
Knaccuk coBeTcKoro aBaHrapAa BTOpoi BoJiHbl, AneKkcaHap KHaidenb B KoHue 1970-x —
Hayane 1980-x opraHM30BbIBa/N CBOM COYMHEHWUA C MOMOLLLID YMUCNOBOM JIOFTUKU U Hyme-
ponorui. KomnosuvumMmu Tex NieT aBTOp HasblBajl « TAXUMU FTMraHTaMW»: OHU BecbMa Npo-
ponxuTenbHbl («nynas nowagb» ANUTCA OKOMO 70 MUHYT), @ TULUMHA B HAX PaBHO3Ha4yHa
M paBHOBECHa 3ByKam. B3aMMOOTHOLIEHUA TeKCTa U My3biKK, NAapPTUTYPbl U UCNONTHUTENEN
KOMMO3MUTOP caMm 0603Ha4yMN B NEPBOM M3AAHUU LMKNA: « B 3TOM COYMHEHUU AOMHHUPYET
MHCTPYMeHTanbHOoe Havano. Bce cocraBnAwowmMe nuTepaTypHOro TeKcTa (Cnosa M C/OrM)
LO/MKHbI CYLLEeCTBOBaTb KaK 6bl BTOPbIM NaaHoM. B ¢BA3M ¢ aTUM xoTenocb 6bl 06paTUTh
BHMMaHWe Ha Me/ibYaMlliMe COCTaBNAKLINE MY3bIKaNIbHOrO TEKCTa: KamAblA 3BYK, KamAayto
naya3y, Kaxayto aetanb. Kaxgoe MrHoBeHUe 3By4aHWUA U TULLIUHDBI 34€Cb O4YeHb BaXHO. XapaK-
TepHbIMU NMPU3HAKaMHU CTUNA 34eCb ABNAIOTCA 060CTPEHHOE OLLYLEeHUe Nybca-puTMa (3BYy-
yaliero U BHYTPEHHEro), a TaKkke aKLeHTUpoBaHWe BceX 6e3 UCH/IIYEHUA 3BYKOB M Mnays
(BCTynieHWe U Tex U Apyrux Heo6xoaAUMO TOYHO (hUKcUpoBaTb). Bce nay3bl paccmartpuBa-
I0TCA KaK 3By4allas TUWWHA. DTU NPUHLMUMbI XapaKTepPHbl ANA BCeX NATHaAUATU UCTOPUM,
XOTAl U CYLUECTBYIOT B Pa3HOM NpenoMaeHuu. NeBuua ¥ NMaHUCT [AOMKHbI CTPEMUTBCA He
NPOCTO MCMOJIHATb BCHO KOMMO3ULIUIO, HO KaK 6bl NPOMWUTb €e — B MakCUMaJIbHO TECHOM
C/IYXOBOM U 3BYKOBOM KOHTaKTE».
B «lnynoi nowaau» NpUCyTCTBYIOT He TOJIbKO KOHBEHLMOHAJIbHbIE MYy3biKaJ/ibHble 3BYKM,
HO M WYMbl, MOCTYKMBaAHUE MO POAI0, yAapbl MO nejanam, LiesKkaHbe A3bIKOM, «LuenoT
PYK», TO €CTb PUTMUYECKU TOYHOE TPEHUE JTaloHeN APYr O Apyra, U HacBUCTbiBaHWe. Cpasy
nocne npemMmbepbl 9 aeKabpsa 1981 roga 3aMcoH [leHUCOB Ha3Bas 3TOT LMK/ «CaMbIiM YTO-
NUYECKUM COYMHEHUEM B UCTOPUU My3blKM». A cam AneKcaHap HKHaldenb MHOrokpaTtHo
YKasbiBan Ha TO, 4TO «[lynas nowagb» nNpeaBeLliaeT ero opus magnum — onepy «Anuca
B CtpaHe 4yaec» (1994-2001).

lynan no ynuue WeHoK —

He To MywokK, He To [IpyKOK,

lynan B meTenb U CONHUENEK,

W nop, poxaem rynsn v Mok,

W ecnu pame e CHEMOK,

l'ynan no ynvue LEeHoK.

l'ynan B *apy, B MOPO3 U B CbIpOCTb,
T'ynan,
T'ynan,
rynan

Y BbIPOC.



A Silly Horse is a popular children’s poetry cycle by Vadim Levin (b. 1933) created in the
form of translations and retellings of non-existent English “originals”, as well as a vocal
cycle by Alexander Knaifel on these 15 texts. “The nature of what is called English humour,
English perception of the world — this inversion of the world, this walking upside down —
seems to me very invigorating,” Knaifel wrote. He created his “15 stories for a singer and
a pianist” for his daughter Anna’s 15" birthday. However, the specific humour of a limerick
combined with the paradoxical verbal juggling in the spirit of Daniil Kharms, formed the basis
of an utterly serious compositional work.
A classic of the Soviet avant-garde of the second wave, Alexander Knaifel in the late
1970s and early 1980s organised his compositions using numerical logic and numerology.
The author called the compositions of those years “silent giants”: they are very long (A Silly
Horse lasts about 70 minutes), and silence in them is equivalent and balanced to sounds.
The composer himself outlined the relationship between the text and the music, the score
and the performers in the first edition of the cycle: “The instrumental element dominates in
this composition. All the components of a literary text (words and syllables) should exist as if
in the background. In this regard, | would like to draw attention to the smallest components
of the musical text — every sound, every pause, every detail. Every moment of sound and
silence is very important here. The characteristic features of the style here are an acute
sense of pulse-rhythm (sounding and internal), as well as the accentuation of every single
sound and pause (the entrance of both must be accurately captured). All pauses are treated
as sounding silence. These principles are characteristic of all fifteen stories, although they
exist in different interpretations. The singer and the pianist should strive not just to perform
the whole composition, but to live it through — in the closest possible auditory and sound
contact.”
In A Silly Horse one can hear not only conventional musical sounds but also noises, tapping
on the piano, hitting the pedals, clucking with one’s tongue, “hands whisper”, that is,
rhythmically precise rubbing of palms against each other, and whistling. Immediately after
the premiere on December 9, 1981, Edison Denisov called this cycle “the most utopian
composition in the history of music”. And Alexander Knaifel himself repeatedly pointed
out that A Silly Horse foreshadowed his opus magnum, the opera Alice in Wonderland
(1994-2001).

A puppy was strolling down the street —

His name either Fluff, or maybe Chuck,

He strolled in a blizzard and under the sun,

And even he strolled in the rain until soaked,

And even when the snow fell,

The puppy strolled down the street.

He strolled in the heat, in the cold, and in drizzle,
He strolled,

And strolled,

AND STROLLED

and grew up.
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@ 3aBoj wnaruHa, 5-u uex

Moipai FM

TBOpuYeCKOEe 06beaAUHEHHE

«My3bika u Tepmoc»

aBTOpP MAeHn, KOMMNO3UTOP, KNaBULLHble: AneKcein Ciomak
aBToOp UAeU, cayHA-aAu3arHep,

6ac-rutapa: Avutpuii Masypos

aBTOp UAEU U TeKCTa, pexunccep: Jinza Mopos
cBeT: AHaTtonui JlanuH

KocTiombl: Cepreit UnnapuoHoB

AeKopauuu: Cepadumma LLiBegumkoBa
3ByKoperuccep: Mapat bapues

BoKan: Onbra BnacoBa, Hatanba CoKkonoBcKas,
ExatepuHa MNanaruHa

aKKopAaeoH: Hapexaa PeytoBa

yAapHble: AHapei BonocoBcKUi

aneKTpoHuKa: Kupunn Apxunos

ronoc [ssuaa JinHua: Aptem Kapnos

Bride Song

xopeorpad: HaHuH JIMHHUHT (HuaepnaHabl)
My3blka: Anekcen PeTUHCKUI

cBeT: HaHuH JIUHHUHT, AHaTonuK JlanuH
KocTiombl: Cepreit UnnapuoHoB
avpuep: ®eaop JleaHés

conpaHo: EKatepuHa JloHayKoBa
TaHUoBLMKU: KceHna MuxeeBa, Anexkcanapa CepreeBa,
Hukuta MapkenoB, Makcum KnoyHeB
CONMUCTbI OpKecTpa musicAeterna
¢oprenuaHo: HuKonan Maapa

apta: Mapua 3opKuHa

yAapHble: AHapei BonocoBcKUi
BUONOHYeNb: Bnaanvup CnosayeBcKUi
KonecHas nupa: Onbra Komok

Soulwhirl

xopeorpad, nepcdopmep: Onbra LiBeTKoBa
pexuccep: Bnaaummp Huronysoc
KomMmno3uTtop: BaHrennHo KypeHT3uc




June 14 tue
20.00 18+

@ shpagin plant, hall no. 5

Moipai FM

Music and Thermos art group

author of the idea, composer, keyboards: Alexey Sioumak
author of the idea, sound designer, bass guitar:
Dmitry Mazurov

author of the idea and text, director: Liza Moroz
light: Anatoliy Lyapin

costumes: Sergey lllarionov

set design: Serafima Shvedchikova

sound engineer: Marat Bariev

vocals: Olga Vlasova, Natalia Sokolovskaya,
Ekaterina Palagina

accordion: Nadezhda Reutova

percussion: Andrey Volosovsky

electronics: Kirill Arkhipov

voice of David Lynch: Artyom Karpov

Bride Song

choreographer: Nanine Linning (Netherlands)
music: Alexey Retinsky

light: Nanine Linning, Anatoly Lyapin
costume designer: Sergey lllarionov
conductor: Fedor Lednev

soprano: Ekaterina Dondukova

dancers: Ksenia Mikheeva, Alexandra Sergeeva
Nikita Markelov, Maxim Klochnev
musicAeterna Orchestra soloists

piano: Nikolai Mazhara

harp: Maria Zorkina

percussion: Andrey Volosovsky

cello: Vladimir Slovachevsky

hurdy-gurdy: Olga Komok

Soulwhirl

choreographer, performer: Olga Tsvetkova
director: Vladimir Nikolouzos

composer: Vangelino Currentzis
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Moipai FM — nepdopmaHc B hopmaTte nogkacta. ABTopbl — TBOpYecKoe o6beauHeHUe
«My3biKa U Tepmoc», Kyaa BXxoaAaT Komno3uTopbl AneKkcei Ciomak u Amutpuii Masypos,
a TaKie ApamaTtypr U pexuccep Jlusa Mopos. 3abbitad, paspylleHHas paauoCcTaHLMA
BeLlaeT U3 napasnesibHoro Mupa ToJIbKO Mo 0co6biM ciayyaam. dduUpbl BeAyT IKCLEHTPUY-
Hble AaMbl, MONMBAIOLLUE Yaii U3 TEPMOCa U paccy:aatloline 0 My3blKe, UICKYCCTBE, HU3HH,
CMepTH, HaZemxae U oT4assHUM OAHOro u3bpaHHoro repof. Hak BbiACHAETCA, 3TO MOMPbI —
ApeBHerpeyeckne 60rMHU cyabbbl, HenoABnacTHble camomy BpeMeHU. OgHa nNpsaAeT HUTD,
BTOpaA aKKypaTHO HaKNaAblBaeT ee Ha BepeTeHo, ¥ TPETbeN eCTb BO3MOMKHOCTbL 06pe3aTb
HUTb B N060M MOMeHT. Ho rae e oHa? B oxuaaHMM TpeTbel MOWMpLbI Beayliue nogKacra
YB/IEKAIOTCA MY3bIKOM U MO33UEN, HAMOMHSAIOLWUMMU }KU3Hb repos, U MOJIOAEIOT Ha rnasax.

Bride Song — TaHueBanbHas MMHUWaTIOpa HUAepnaHACKOro xopeorpada HaHUH JIMHHUHT.
OHa noctaBneHa NoO OAHOMMEHHOMY COYMHEHUIO pe3ugeHTa musicAeterna Anekces
PeTUHCKOro Ansa conpaHo M KamepHOro aHcam6nsa Ha CTuxu Avuau JukuHcoH (2020).
My3bika v aBuKeHUe B nepcdopmaHce Bride Song He nnnocTpupytoT, a B3aMMHO oboraliatot
APYr Apyra, UMeloT O4MHaKOBbIM Bec, HO pasHble (hopMmy U coaepaHue. XpynKkoe obasHUe
necHu AnexkceAa PeTMHCKOro morpy:aetcs B « 0GbeKTUBHbIM» MPOCTPaHCTBEHHO-3BYKOBOWM
KOHTMHYYM W CTaHOBMUTCA HKy/lbMWHaLWeN TaHueBanbHOM napTutypbl. HaHWH JIMHHUHT:
«MNepthopmaHc KameTca cUAIWMM CHOM. [IBYX AEBYILUEK BbICBEYMBAIOT ABe NMpU3payHble
urypbl, KoTopbie NMOBTOPAIOT UX ABUMEHUA, KOMUPYA TeM caMbiM WX AYLUEBHble MOPbIBbI.
Bes33awuTHanA *KEeHCTBEHHOCTb AEBYLUEK MPOTUBOMOCTaB/eHa TEMHOM, HO MPUTAraTe/bHOM
3Hepruu. EKatepuHa JloHayKoBa U aHcambsb coiMcToB musicAeterna BocneBawT AeBHUYbIO
HEBUHHOCTbY.

Soulwhirl — TaHueBanbHbIM nepdopmaHc, aBTopaMM KOTOPOro BbICTYMUAWU Xopeorpad U
TaHuoswMua Onbra LiBeTkoBa, peruccep Teatpa U KMHO Bnaaumup Hukonysoc n Komnosu-
Top BaHrennHo KypeHTt3uc. HazsaHue Soulwhirl — «omyT Aylum» — oTcbiNaeT K nepemu-
BaemMOMYy Ye/IOBEKOM OMbITY NMyTeleCTBUA, B KOTOPOM OH MOrpy}KaeTcsa B rNy6UHbI NCUXUKH
M O6Hapy*KMBaeT CBOK CYLLHOCTb, YTOGbl BbITH 3a ee Npeaesbl U Jae 3a npeaesnbl cob-
CTBEHHOro Tena.



Moipai FM is a performance in podcast format. The authors are the Music and Thermos art
group that includes composers Alexey Sioumak and Dmitry Mazurov, as well as playwright
and director Liza Moroz. An abandoned and destroyed radio station broadcasts from a
parallel world only on special occasions. On air there are eccentric ladies drinking tea from
a thermos and talking about music, art, life, death, hope, and despair of one chosen hero.
As it turns out, these are Moirai — ancient Greek goddesses of fate who dwell beyond the
control of time itself. One spins the thread, the second carefully winds it around a spindle,
the third is free to cut the thread at any time. But where is she? While waiting for the third
Moira, the podcast hosts get carried away with music and poetry that fill the hero’s life, and
they are getting younger right in front of our eyes.

Bride Song is a dance miniature by the Dutch choreographer Nanine Linning. It is set
to the composition of the same name by the musicAeterna resident Alexey Retinsky for
soprano and chamber ensemble based on poems by Emily Dickinson (2020). Music and
movement in the Bride Song performance do not illustrate but mutually enrich each other,
have the same weight but different form and content. The fragile charm of Alexey Retinsky’s
song plunges into the “objective” space-sound continuum and becomes the culmination
of the dance score. Nanine Linning: “The piece feels like a lucid dream. Two women
are being lit by ghostly figures, as echoes of their movements, as future echoes of their
spirits, placing their femininity and vulnerable sisterhood against a dark and magnetic field
of energy. Their innocence is sung by soprano Katya Dondukova, surrounded by musicians
of the musicAeterna.”

Soulwhirl is a dance performance created by choreographer and dancer Olga Tsvetkova,
film and theatre director Vladimir Nikolouzos, and composer Vangelino Currentzis. Soulwhirl
refers to the journey of the human experience through which man descends into the depths
of the psyche finding the essence to rise above it, and even his own body.
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& AOM gAarunesa

MecHu TpaB U LuBeToB
KoHuepT BoKanbHOro aHcamoénsa
musicAeterna4

WUCNOJIHUTENU

conpaHo: Anbtua XamuaynivHa
MeuLo-conpaHo: EneHa lypueHko
MeuLo-conpaHo: EneHa LlectakoBa
KOHTpanbTo: AHacTacusa lynaeBa
npu y4actnu UpuHbi lNbibAHOBOMH
(3aTHoBOKan, apga)
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The Songs of Herbs and Flowers
musicAeterna4 Vocal Ensemble

concert

performers:

soprano: Alfia Khamidullina
mezzo-soprano: Elena Gurchenko
mezzo-soprano: Elena Shestakova
contralto: Anastasia Gulyaeva

feat. Irina Pyzhyanova (ethnic vocal, harp)
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«lMoaem, neBKKU, BO NYrU rynaTby,
X0posodnas necra us Teepcroii obaacmu

«BcenncTtBeHHbIM MOW BEHOKY,
mpouykas necus u3z beazopodcxoii o6racmu

«3a peyeHbKOM, 3a HeBaroi»,
AupuuecKas nechHa
u3 Apxaueenvckoil obaacmu,
apanscuposxa Anvghuu Xamudyaunou

Aj, zélena je vsa gora

(« AR, 3eneHbl Bce ropbi»),
CAOBECHCKAS HAPOOHAS NECHS,
apanacuposxa Ypoua Kpexa

«Jlyromy»,
xoposodnas necrs u3 [cxosckoil obnacmu,
apanxcuposxa Upunvi [viorcvano6oii

«benbin AeHb,
Mmysvika Arexcandpa Marnoykoea
Ha cmuxu Apcenus Tapkosckozo

«OpHble BepLUUHbI»,
mysvika Aaexcandpa Marnoykosa
Ha cmuxu Muxauaa Jlepmonmosa

« OR, KYMYLLKH, KyMUTECAY,
dyxosckas necus us lcxosckoii obracmu,
apanscuposxa Eaenvt [lodxacux

«Boropoauua Bory monutcaA»,
pycckuil dyxoenviii kanm,
apanscuposxa Anvghuu Xamudyaunou

«lpe Tbl, arHALA, COKpbI1acby,
pycckuii kanm, asmop Heusgecmer

«Cubens yayem»
(«Paccbinatotca Mou BONOChI»),
mamapckas HapooHAas necHs

Shkoj e vij flutrim si zogu

(«A nay, neta cnoBHO NTULAY),
anbauckas Hapoonas necus,
apancuposxa Paxpu bexupu

«/la nokaTMnacb AMBbA KpacoTay,
céadebuuiii npuuem [lepmckozo kpas,
apanxcuposxa Upunwi [viorcvanoeoii

«YuHap ac» (« BbICOKMH, KaKk Tononby),
apMAHCKAL HAPOOHAS NeECHS,
apanscuposxa Anvghuu XamudyAaunol

Segélj el Uram isten

(«Momoru Ham, Mocnoab»),
C8a0eBHAS NECHA 6EH2EPCKUX YbleaH,
apanscuposxa Anvghuu XamudyAaunou

«/IbIMHO B noney,
c8a0ebHas necHa
u3 Apxaneenvckoil obaacmu

« BUHrénby,
apMAHCKAL HAPOOHAS NeECHS,
apanscuposxa Anvghuu Xamudysaunou

«Jlanerkay,
«Rak y nece, nece,
dyxoeckue neciu uz Teepckoii obaacmu

«MepgyHuuay,
beaopycckas Xopo8ooHas necHs

« 3bl6ato-no3bi6aoy,
Koavibeavnas u3z Kuposckoii obnacmu,
apanxcuposxa Anacmacuu Iy13e601

«Tbl 3apA, mosa 3apay»,
X0p060dHas necns u3z Kyneypckoeo pationa
Tepmcxozo kpas



Poydyom, devki, vo lugi gulyat
(“Let’s Go Gals to the Meadows

for a Walk”),

a circle dance folk song from Tver Region

Vselistvennyi moy venok
(“My Leafy Wreath”),
a Russian folk song from Belgorod Region

Za rechenkoy, za Nevagoy

(“Beyond the River,

Beyond the Nevaga”),

a lyrical folk song from Arkhangelsk Region
arranged by Alfia Khamidullina

Aj, zélena je vsa gora
(“Ay, Green Are All the Highlands”),
a Slovenian folk song arranged by Uros Krek

Lugom (“By a Meadow”),
a circle dance folk song from Pskov Region
arranged by Irina Pyzhyanova

Belyj den (“A White Day”),
music by Alexander Manotskov
based set to the poem by Arseny Tarkovsky

Gornyye vershiny

(“The Mountain Peaks”),

music by Alexander Manotskov

set to the poem by Mikhail Lermontov

Oy, kumushki, kumitesya

(“Oh, My Good Women, Be Good”),
a folk song from Pskov Region arranged
by Elena Podkasik

Bogoroditsa Bogu molitsya
(“The Virgin Prays to God”),

a Russian spiritual chant arranged
by Alfia Khamidullina

Gde ty, agnitsa, sokrylas
(“Where Have You, Ewe, Hidden”),
a Russian chant, author unknown

Sibele chechem
(“My Hair Is Tumbling Down”),
a Tatar folk song

Shkoj e vij flutrim si zogu
(“l Go and Fly like a Bird”),
an Albanian folk song arvanged by Fahri Begiri

Da pokatilas divyya krasota

(“Let the Maid’s Beauty Roll”),

a wedding folk song from Perm Krai

(Perm Region) arranged by Irina Pyzhyanova

Chinar es (“Tall as a Poplar”),
an Armenian folk song arranged by
Alfia Khamidullina

Segélj el Uram isten (“Help Us, Lord”),
a Hungarian Gypsy wedding song arranged
by Alfia Khamidullina

Dymno v pole
(“There’s Smoke in the Field”),
a wedding folk song from Arkhangelsk Region

Bingél,
an Armenian folk song arranged
by Alfia Khamidullina

Lyaleika and Kak u lese, lese
(“Once by a Forest, by a Forest”),
folk songs from Tver Region

Medunitsa (“Lungwort”),
a Belarusian circle dance folk song

Zybayu-pozybayu

(“I’'m Rocking the Cradle”),

a lullaby from Kirov Region arranged
b Anastasia Gulyaeva

Ty zarya, moya zarya

(“Oh You Dawn, My Dawn”),

a circle dance folk song from Kungursky District
in Perm Krai
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anbhua xammaynnuvHa:

awa nporpamma crnjieTeHa W3 neceH pasHbiX
HapoAOB W KOHTPACTHbIX (DONBKAOPHBLIX TPaAULMIA:
OT PYCCKUX U 6EOPYCCKUX A0 TaTapCKHUX, LibIrAHCKUX
M apMAHCKUX. 3Ty  3HNEKTUYHYIO  NOAGOPKY

06beAUHAET Tema: Mbl PeluIu crneTb FMMH JNeTy.
B nporpamme MHOro KaneHAapHO-06pPAAOBLIX, CBaAe6HbIX, JIIOO6OBHbIX
neceH. Xota Mbl pa6oTaem B NPMBbLIYHOM ANA cebA MaHpe, B KOHUepTe
rpAAyT NpemMbepbl: Mbl HAlIM HEe UCMNOMHABLUMECA Nperae (hO/IbKAOPHbIe
weAeBpbl, MULWEM AN HUX apaHHUPOBKH, a UHbIe ByaeM UCTONHATDL B AyXe
noAroToB/I€HHOM UMNPOBU3aLUUK. BnpoueM, ecnu 6bITb YeCTHOM, MEeCHU caMH
Hac HaxoAAT, CNOBHO NMPUTArMBaKOTCA K HaM. BmecTe ¢ 3THOBOKa/JIMCTKOM
MpuHo#i MbiKbAHOBOM Mbl 6anaHcUpyeM MexXay PoIbKNOPHOMU TpaauLuuen U
akaaeMUyeCKon neceHHOM MaHepor UCMONHeHUsA, paboTaeM Ha KOHTpacTe
M Haxo4MM B 3TOM HeMUCCAKaeMbld UCTOYHUK BAOXHOBEHUS».
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musicAeterna4 — BoKanbHbI aHcambnb a cappella — cosgaH B 2012
rogy apTMctkamu xopa musicAeterna, Bnageowmmn He TONbKO aKajeMu-
YECKOM, HO U 3CTPaAHO-AKa30BOM BOKaNbHOW TeXHUKOW. OcHOBY penepTy-
apa CoCTaBNAIT aBTOPCKUE apaHXMPOBKU HALMOHAJIbHbIX NeceH (PYCCKMUX,
LbIrAHCKMX, FPEYECKUX, TaTapCKUX, UICNTAHCKHUX U Ap.), TPOU3BEAEHUA CoBpe-
MEHHbIX KOMMNO3UTOPOB, NEPEOEHNUA AHa30BbIX U 6/1I030BbIX KOMMNO3ULMA
M3 6pOABENCKUX MIO3UKJIOB, CayHATPEKOB K KMHodunbmam. B 2018 roay
musicAeterna4d u «TpuronOc» (Mepmb) npeacTaBUIN COBMECTHYIO NpO-
rpammy « BcenucTBeHHbI MO BEHOK», KoTopas 6bisia BnepBble NOKasaHa
Ha [aruneBcKom decTuBase, 3aTeM Ha KPYMHEMWLIUX KOHLEPTHbIX, My3eWn-
HbIX U (hecTMBaNbHbIX NoOWaAKaxX, a TaKkKe B paMKax npoekta Unbu Xpka-
HoBcKoro DAU — B MapuiKe: Ha cueHe TeaTpa Ae na Bunb v Teatpa Latne.

UpuHa TbiKbAHOBA — WCNOJHUTENbHULA PYCCHKOrO
thonbKnopa, 3THOBOKanMCTKa, apducTtka. Conuctka npo-
eKkToB «BopoHoBO Kpblno», «TpuronOc», KOSMONAVTY.
JlaypeaT MeHAyHapoAHbIX KOHKYPCOB, NpoteCcCUOHanbHOU
npemMuu 3THU4YecKorM My3bikk RWMA 2019 B HOMWHauuu
«JlyqWwuii ayTeHTUYHbIA NpoeKT». Y4yacTHUua [aruneBcKoro
tectuBana B epmu, NpeMbepHbIX NMOKA30B KUHeMaTorpa-
thnyecroro npoexkta DAU B lMapuike U ApyrMx nNpoeKTOB.
[MocToAHHO CcOTpyAHU4YaeT C KosieKTUBOM musicAeterna
M BOKaJIbHbIM aHcambiem musicAeterna4.



alfia khamidullina:

‘ ‘ ur programme is woven from songs of different
peoples and contrasting folklore traditions —

from Russian and Belarusian to Tatar, Gypsy, and

Armenian. This eclectic selection is united by one

theme: we decided to sing a hymn to the summer.
The programme is full of calendar-ritual, wedding, love folk songs. Although
we are working in a genre familiar to us, there will be premieres in the concert:
we have found folklore masterpieces that have not been performed before,
we are writing arrangements for them, and we will perform some of them
in the spirit of prepared improvisation. However, to be honest, the songs
find us on their own account, as if they are attracted to us. Together with
the ethno vocalist Irina Pyzhyanova, we balance between the folklore
tradition and the academic song style of performance, work on contrast and
find an inexhaustible source of inspiration in this.”

The musicAeternad4 is an a cappella vocal ensemble created in 2012
by the artists of the musicAeterna Choir who have mastered not only
academic but also pop/jazz vocal technique. Their repertoire is based
on original arrangements of folk songs (Russian, Gypsy, Greek, Tatar,
Spanish, etc.), works by contemporary composers, arrangements of jazz
and blues compositions from Broadway musicals and movie soundtracks.
In 2018 the musicAeterna4 and TrigolOs (Perm) vocal ensembles presented
a joint programme Vselistvennyi moy venok (“My Leafy Wreath”), which was
first presented at the Diaghilev Festival, then at the largest concert, museum,
and festival venues, as well as in the framework of llya Khrzhanovsky’s
DAU project in Paris — on the stage of the theatres de la Ville and du Chatelet.

Irina Pyzhyanova is a performer of Russian folklore,
ethno vocalist, and harpist. She is the soloist in the projects
Voronovo Krylo, TrigolOs, KOSMONAVTY. She is the
laureate of international competitions and the professional
award for ethnic music RWMA 2019 in the nomination “Best
authentic project”. Irina has participated in the Diaghilev
Festival in Perm, the premiere screenings of the DAU
cinematographic project in Paris, and other projects.
She constantly collaborates with the musicAeterna collective
and the musicAeterna4 vocal ensemble.

81









1 J.
)6

84

20:00 18+

@ YyacTtHaAa mnapmMoHuA
«TPUyMd»

Love Will Tear Us Apart.
Yactb |

Konyepm-nepghopmarc

pexunccep: Nikia Highkey
XYAOMHUK-NOCTaHOBLUUK,

XYAOHHUK no ceeTy: [lapba Kop3ioKoBa
xopeorpad: ApuHa MNaHdwunoBa
3BYKOBOM XyAOHHUK: Erop AHaHKO
wymoocdopmaeHue: kraaa

CONMUCTbI U XOop musicAeterna
conpaHo: EkaTtepuHa JloHayKoBa,
Anenu-Jlnaua Cramenny,

EneHe MBpUTHUILIBUIN
MeuLo-conpaHo: AHactacua EpodeeBa
6apuToH: BuKTtop LLlanoBanoBs
CONUCTbI OpKecTpa musicAeterna
tnenta: MapuaHHa Myp3uHa
cKpunKa: Onbra ApTioruHa
BUOJIOHYeNb: EBreHuin PymsaHues
toprenuaHo: AnexkcaHapa JlucToBa,
Hukronan Makapa

aKkKkopaeoH: Bnaaumup PosaHoB
KosiecHas nupa: Onbra Komok

HasBaHue KoHuepTa-nepcdopmaHca Love Will Tear Us Apart — cTpoKku
M3 MeCHU HyNbTOBOM 6pUTaHCKOM nocTnaHK-rpynnbl Joy Division. Aapo
nporpamMmbl — o06pa3 paspyluTenbHOM no6BU. JIlo6O0Bb Kak paHa U
ucueneHuve, no60Bb KaK BOCMOMMHAHMWE WM MeyTa O HeCObITOYHOM,
CTpallHble U npuTAraTe/ibHble CHbl — BOT Te€Mbl, KOTOpble TaKk WK UHa4e
TPaKTYIOTCA B KaMepHO-BOKaJIbHbIX COYUHEHUAX pe3naeHToB Joma Paguo
Anekcesn PeTuHcKoro U AHgpeaca MycTyKuca, COBpeMeHHbIX KOMMO3UTOPOB
Anexkcea Ciomaka, MWHHbI HKyTtpynu, OKtopaca TaprtaHuca, HuKoca
CKankortaca, Teopaopa HypeHT3suca, BaHrennHo HKypeHT3uca, a TaKiKe
KnaccuKoB: oT ®paHua Lly6epta u lNyctaBa Manepa no Jleowa flHauyeKa,
Abépaa Jluretn n Oxopaxa Kpama. Knaccuyeckas M HoBas My3bika
norpyeHa B 3JIEKTPOHHble cayHACKeunbl kraaa, a nn1acTMyecKkasa napTuTypa
nepdopmaHca AOMNOJHAET U pa3BUBaET My3blKa/lbHYIO.
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June15  wen|
20.00 18+

@ private philharmonic
triumph

Love Will Tear Us Apart.

Part |

Concert-performance

director: Nikia Highkey

set design, light: Darya Korzyukova
choreographer: Arina Panfilova

sound design: Egor Ananko

noise design: kraaa

soloists and the musicAeterna Choir
sopranos: Ekaterina Dondukova,
Eleni-Lydia Stamellou, Elene Guvritishvili
mezzo-soprano: Anastasia Erofeyeva
baritone: Viktor Shapovalov

soloists of the musicAeterna Orchestra
flute: Marianna Murzina

violin: Olga Artyugina

cello: Evgeny Rumyantsev

piano: Alexandra Listova, Nikolai Mazhara
accordion: Vladimir Rozanov
hurdy-gurdy: Olga Komok

The title of the concert-performance Love Will Tear Us Apart is a line from
a song by the iconic British post-punk band Joy Division. At the core of
the programme is the image of destructive love. Love as a wound and
healing, love as a remembrance or a dream of the unattainable, scary
and seductive night dreams — these are the themes that are interpreted
in various ways in the chamber-vocal compositions of the Dom Radio
residents Alexey Retinsky and Andreas Moustoukis, contemporary
composers Alexey Sioumak, Inna Koutroupi, Ektoras Tartanis, Nikos
Skalkottas, Teodor Currentzis, Vangelino Currentzis, as well as classics

from Franz Schubert and Gustav Mahler to Leo$ Janacek, Gyorgy Ligeti,

and George Crumb. Classical and new music is immersed in kraaa’s
electronic soundscapes, and the plastic
performance score complements and
develops the musical one.
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22:30 18+

&  3aBoj wnaruvHa, uex al

Love Will Tear Us Apart.

Yactb 1l

Ilepgpopmarnc

perunccep-noctaHoBLMK: AHHa lyceBa
xopeorpag-rnocTaHOBLUUK:

MonuvHa MuTpAwMHa

BTOpOMH xopeorpad: AnesTuHa MpyHTOBCKasA
apT-AUPEKTOP, XYAOHHUK-NOCTAHOBLLMK:
KOnua Opnosa

accucteHT: JaHuun lytaH
wymoocopmneHue: kraaa
NPOCTPaHCTBEHHbIM 3BYK: Erop AHaHKo
KocTiombl: Cepreit UnnapuoHoB

cBeT: AHaTtonui JlanuH

nepcdopmepsbl: Erop Ka6aHos,

AneBTuHa MpyHTOBCKaA, Makcum KnouHes,
lOnnana AHdumoBa, Bnagucnas MNnatoHoB,
Japba MnacTtyH, AHape#n Jlasapes,
AnekcaHapa CepreeBa

dHHa rycesa:

ecHU Joy Division n TparvyecKkas c¢urypa BoKanucra
rpynnbl MaHa KépTrMca HaTONKHYNIU MEeHSA Ha pa3MblLl-
NleHnss 0 6eCKOHEeYHOM Kpyre NO6BU U paccTaBaHus,
KOTOPbIA Mbl NMPOXMUBaeM BHOBb U BHOBb. [lepdop-

MaHC co3ZaH Mo NPUHLUMY CPpeAHEeBEKOBOro nowaza-
HOro TeaTpa, KOraa MUTUA CBATbIX U 6MGNENCKMUe CLeHbl pasbirpbiBaiuCh
OAHOBPEMEHHO: B OZLHOM Yr/y CLieHbl CBATOM POAUIICA, B APYrOM — OH Npo-
noseJyeT, B TPETbeM — npeTeprneBaeT MyKW, B Y4eTBEPTOM — OH Ve B palo.
MNepdopmaHc — cBoero poAa yn, B HeM 3pUMO, B (hOpMe Kpyra BOMJ/IOLLEHO
KOJIeco caHcapbl, BHYTPU KOTOPOro NMPOXOAMT BCA 3eMHas MM3Hb YeoBeKa,
BCA MU3Hb O0AHOro N060BHOro YyBcTBa. He BbIMAA U3 3TOro Kpyra, HeBO3-
MOMHO YBUAETb €ro AYpHYl0 6€CKOHEYHOCTb WM YTO-TO U3MEHUTb B cebe.
Y 3putenei, B oTIMUME OT NepdopMepoB, €CTb 3TOT AParoLeHHbIN LWaHC».




June15  wen|
22.30 18+

@& shpagin plant, hall di

Love Will Tear Us Apart.

Part Il

Performance

director: Anna Guseva
choreographer: Polina Mitryashina
second choreographer:

Alevtina Gruntovskaya

art director, production designer:
Yulia Orlova

assistant: Daniil Gutan

noise design:: kraaa

spatial sound: Egor Ananko
costume designer: Sergey lllarionov
lighting designer: Anatoly Lyapin
performers: Egor Kabanov,

Alevtina Gruntovskaya, Maxim Klochnev,
Juliana Anfimova, Vladislav Platonov,
Daria Plastun, Andrey Lazarev,
Alexandra Sergeeva

anna guseva:

‘ ‘ oy Division songs and the tragic figure of the band’s

vocalist lan Curtis prompted me to reflect on

the endless circle of love and separation that we live

over and over again. The performance was created

on the principle of a medieval street theatre where the

lives of saints and biblical scenes were performed simultaneously:

in one corner of the stage the birth of a saint was shown, in the other

he was seen preaching, in the third he was tortured, in the fourth

he was already in paradise. Performance acts as a kind of loop;

the wheel of samsara is embodied in it visibly in the form of a circle

inside which the entire earthly life of a person passes, the whole

life of one love. Without leaving this circle, it is impossible to see

its sinister infinity and change something in yourself. The audience,
unlike the performers, has this precious chance.”
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19:00 12+

@ OpraHHbIMA 3an
NnepmMcKon (hmMnapmMmoHuu

...in the pause of the night time...
KoHuepTt xopa Parma Voices

npu yuacmuy kameproz0 opxecmpa Rosarium
Avpuep: EBrennii Bopobbes

Mutep YopnokK (1894—1930)

The Full Heart

ANl XOpa Ha CTUXM

Po6epta Hukonca (1916/1921)
cono: Mpanyw BaraacapoBa
leHpu MNépcenn (oK. 1659—1695)
YaKoHa

conb MUHOp Z.730 (oK. 1680)
AapoH KonneHa (1900— 1990)
YeTbipe moTeTa

ANA cMellaHHoro xopa (1921)

1. Help Us, O Lord

3. Have Mercy on Us, O My Lord
ApBo Mapt (p. 1935)
BepnnHcKaa mecca (1990/1997)
A5l Xopa U CTPYHHOrO OpKecTpa
conucTtbl: AHTOH Barpos,
AneKkcen ®UTUCEHKO

Xop Parma Voices — HOHLepTHbIA Kon-
JIeKTUB NoA PYKOBOACTBOM AUpUMKepa M
Mmy3blkoBeaa EBreHus Bopo6beBa, B npo-
waom auvpektopa musicAeterna, a HblHe
rnaBHoro xopmeucrepa lepmMcKkoro TeaTtpa
onepbl U 6aneta. «lapma» B Ha3BaHUU —
3T0 U TEMHOXBOWHbIe Jieca, U NepMCKUe
3eMu.




June 16 thu
19.00 12+

@& perm philharmonic organ concert
hall

...in the pause of the night time...
Parma Voices Choir concert

feat. Rosarium Chamber Orchestra
conductor: Evgeny Vorobyov

Peter Warlock (1894—1930)

The Full Heart

for chorus to the poems by Robert Nichols
(1916/1921)

solo: Granush Bagdasarova

Henry Purcell (ca. 1659—1695)
Chaconne

in G minor, Z.730 (ca. 1680)

Aaron Copland (1900—1990)

Four Motets

for mixed choir (1921)

1. Help Us, O Lord

3. Have Mercy on Us, O My Lord

Arvo Part (b. 1935)

Berliner Messe (1990/1997)

for choir and string orchestra

soloists: Anton Bagrov, Alexey Fitisenko

The Parma Voices Choir is a concert
ensemble headed by the conductor and
musicologist Evgeny Vorobyov, formerly
Director of the musicAeterna and now Chief
Choirmaster of the Perm Opera and Ballet
Theatre. The word “Parma” in the choir’s
name signifies both dark coniferous forests
and Permian lands.
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oHuepT xopa Parma Voices oxsaTtbiBaeT Becb XX BEK C MOMOLLbIO PEAKO UCMOJI-
HAEMbIX COYMHEHUN GPUTAaHCKOro, aMepPUKaHCKOrO U 3CTOHCKOrO KOMMO3UTOPOB.
WUHcTpyMeHTanbHaa YakoHa Beayllero aHrMMCHKOro macrepa 3Moxu 6apoKKo
leHpu lMépcenna CnyUT KamepTOHOM, MO KOTOPOMY «HacTpauBaloTCA» Mecca
MapTa 1 xopoBble counHeHUnA Yopsioka u KonneHaa.

Mutep Yopnok (Peter Warlock, To ectb MNutep KonayH) — TBOpYeCKUit NceBAOHUM 6pU-
TaHCKoro komnosutopa ®Pununa ApHonbaa Xe3enTtarHa, }UBLUEro B NepBoi TpeTu XX BeKa.
YOopnoKk UHTepecoBancA OKKY/IbTHbIMU MPaKTUKaMU U KeJIbTCKUMU A3biKaMM, 6bin Uccne-
JoBaTenemM U nponaraHaMcTom ctapuHHon mysbikd. The Full Heart, oaHo 13 paHHuUX ero
COYUHEHWH, HanucaHoO Ha TeKCT YHUBEepPCUTETCKoro apyra Yop/sioKa, noata Po6epta HuKonca.
Xop nocBseH « 6eccCMepTHOM NaMATU KHA3A BeHo3bi». B ero Mysbike, 6IM3KOM K My3biKe
Jwesyanbao No Ayxy, KpacuBble YC/IOXHEHHble FrapMOHWM NMIAaBHO CMEHSAIT Apyr Apyra,
o6pasys « Mesiog1I0 akKopAOoBY.

YakoHa conb muHop lMeHpu Mépcenna HanucaHa okono 1680 roaa, Koraa Mépcenn
3aHUMaNn AOMKHOCTb « KOMMNO3UTOpPa A1 CKPUNOK» npu Aope Kapna Il. YakoHa, no-Buau-
MOMy, 6blla 3aZlyMaHa Kak aKKOMMaHEeMEHT K TaHLUy: U3 cBoero (paHLy3CKOro U3rHaHus
KOpo/sib NpUBe3 MpPUCTPacTUe K My3blke, KOTOpYH YAOOHO caywaTtb, CTOA U NPUTONbIBaA
Horoit. BmecTe ¢ TeM xpomaTuyeckaa 6acoBas IMHUA U AUCCOHAHTHOE CrJ/ieTeHWe NapTUit
NpeABOCXMLLAIOT HaNUCaHHbIA HECKONBKUMUK roAamu no3se 3HameHUTbln «Mnay AuaoHbI»
13 onepbl «AuaoHa U dHenn».

YeTbipe MOTETa ANA CMewaHHoro xopa AapoHa KonneHaa npuHagnemxar K 4ucny
COYMHEHWH, cO3AaHHbIX UM BO Bpems yyebbl B Mapuke y Hagu BynaHe, KoTopasa MHOro-
KpaTHO UHWLMKPOBAana Ux ucnonHeHue. MorteTbl, HanUcaHHble KOMMNO3UTOPOM Ha CO6CTBEH-
Hble napadpa3sbl 6UBNEHNCKUX TEKCTOB, MPOYHO BOLLW B XOPOBOW pernepTyap B AMepuKe M
Espone. Cam aBTOp roBOpw/, 4YTO B 3TUX NPOU3BEAEHUAX YYBCTBYETCA HEKOTOpPOE BAUAHUE
MycoprcKkoro, ogHako UccrieioBaTe/lM ero TBOpYeCTBa C/bilaT B HUX CBA3U C XOPOBbIM
nucbmom CTtpaBuHcKoro, dPope, OHerrepa, My3biKoi 3noxu Bo3pomwaeHus, a TaKke uyaemn-
CKUMMW DPEIMrUO3HBbIMKU MECHOMEHUAMU W TPAAULMUOHHLIMM aMEePUKAHCKUMMU JYXOBHbIMU
rMMHaMMU.

BepnuHcKaa mecca Apeo lMApTa HanucaHa anAa HemMeuKWUx KaToNMYeCcKUX AHel, cocTo-
aswuxca B bepnanHe B mae 1990 roga — BnepBble nocne nageHUsa BepnuHCKOM CTeHbl.
MNpepHasHayaa 310 NpousBeAeHUe ANA NUTYPruu, MApT NoAYUHUN ero CTPYKTypy 6orocny-
HebHbIM 3ajavyam. B cTpyKTypy mMecchbl BK/IIOYEHbl AOMNONHUTE/IbHbIE YacTU A1 UCTOJHe-
HUA B AHU KOHKPETHbIX LLlePKOBHbIX Npa3aHUKOB: MNMatuaecaTHUubl unn PoxaectBa. My3bika
usberaer gpamaTtu3aMa U KapTUHHOCTWU. UcnonHUTenAM AaeTcA MUMHUMYM MHCTPYKLUMA, UX
OCHOBHas 3aja4a — MUCMbITaTb U BbiPasuTb PEIMrMO3HbINA onbiT. Menoauu u puTMbl NPOCTDI
Y BbiBeAeHbl U3 NapaMeTpoB TeKcTa. Cama TexHMKa KOMNo3uuuKu ctaHoBuTcA And MNapra
PeNUrno3HbIM CUMBOIOM, UCTOYHUKOM e CBOEH MY3bIKU OH CHMTAET «He TaK HasblBaemoe
BAOXHOBEHWe, a HeYTo 6osee 06 bEKTUBHOEY.

Anmon Ceemauunplii



he concert by the Parma Voices Choir embraces the entire 20" century through
rarely performed works a British, an American, and an Estonian composers.
The instrumental Chaconne of the leading English master of the Baroque era,
Henry Purcell, serves as a tuning fork to which Part’s mass and choral works
by Warlock and Copland are “tuned”.

Peter Warlock is the stage name of the British composer Philip Arnold Heseltine who
lived in the beginning of the 20* century. Warlock was interested in occult practices and
Celtic languages, he was a researcher and promoter of early music. The Full Heart, one
of his early compositions, is based on the text by Warlock’s university friend, the poet
Robert Nichols. The choir is dedicated to “the immortal memory of Prince Venosa”. In his
music, which is close in spirit to Gesualdo’s one, beautiful complicated harmonies smoothly
succeed each other forming a “melody of chords”.

Henry Purcell’s Chaconne in G minor was written around 1680 when Purcell held the
position of “composer-in-ordinary for the violins” at the court of Charles Il. The Chaconne,
apparently, was intended as an accompaniment to a dance — from his French exile the
king brought a passion for music which is convenient to listen to while standing and tapping
his foot. At the same time the chromatic bass line and dissonant interweaving of the parts
anticipate the famous Dido’s Lament from the opera Dido and Aeneas written a few years
later.

Aaron Copland’s Four Motets for mixed choir belong to a range of compositions
he created while studying in Paris with Nadia Boulanger who repeatedly initiated their
performance. Motets based on paraphrases of biblical texts have become part of the choral
repertoire in Europe and North America. The influence of Mussorgsky in these works was
acknowledged by the author himself, however, the researchers of his work recognise
connections with the choral writing of Stravinsky, Fauré, Honegger, Renaissance music, as
well as Jewish religious chants and African American spirituals.

Arvo Part’s Berliner Messe was written for the German Catholic Days held in Berlin
in May 1990 — for the first time since the fall of the Berlin Wall. Intending the mass for
church service use, Part subordinated its structure to liturgical tasks. The structure of the
mass includes additional parts for performance on the days of specific church holidays —
Pentecost or Christmas. Music avoids drama or picturesqueness. Performers are given a
minimum of instructions, their main task is to live through and express religious experience.
Melodies and rhythms are simple and derived from text parameters. The technique of
composition itself becomes a religious symbol for Part as he indicates the source of his
music to be “not so-called inspiration but something more objective”.

Anton Svetlichny
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21:00 18+
& «CcueHa-monoT»
* npembepa

CMNOPbI’N’a / *cnopbiHbA
Hosmuueckuii carom

pexunccep: Jinusa Mopos

Apamatypr: Unnonut Xapnamos
KomnosuTtop: Kupunn Apxunos
ctunuct: Enena XarbpaxmaHoBa
npoatocep: BepoHnka MenKoHsAH
noatbl: Cando, Kpuctannu MuHuagaku,
ButTtopusa KononHa, Mbep Maono
MasonuHu, AHpu ae PeHbe,

KpucTtuaH MpukaH, Bopuc Pbixkui,
dpuapux FénbaepnuH, Notdpua BexH,
MUnnonut Xapnamos, MaHTtenuc bykanac,
Codorn, Monb dntoap, Hepap ae Hepsans,
Maynb UenaHn, HoBanuc, Teoaop
KypeHTt3uc, AnHo KamnaHa,

JlaHTe ¥ HeU3BeCTHble aBTOpbI

CcnoBo (aKTPMCbI):

Meaea AcoHunam,

KpuctruHa 3abopckux (Mepmb);

AHaut KasapsH,

Anuca OneiHuK,

lFana Camoinosa,

YnbaHa ®omunyeBa,

Bapsapa NaBnoB.a,

AHuHa Jlakoba (CaHKT-MeTepbypr);
Cepaduma KpacHuKoBa,

Jo6oBb TonkanuHa (MockBa)

ronoc (apTUCTKU xopa musicAeterna):
Banepusa CadoHoBa,
ExkaTtepuHa UmcokBa

Teno (TaHUOBLUMLbI):
BaneHTtnHa JlyueHKo,
AHacTtacua AHToHUeBa (CaHKT-eTepbypr)




e 1 : UV

June 16 thu
21.00 18+

@ stage-molot

* premiere

SPORY’N’ya / *ergot

Poetic slam

director: Liza Moroz

playwright: Ippolit Kharlamov
composer: Kirill Arkhipov

stylist: Elena Khaybrakhmanova
producer: Veronika Melkonyan

poets: Sappho, Kristalli Gliniadaki,
Vittoria Colonna, Pier Paolo Pasolini,
Henri de Rainier, Christian Prigent,
Boris Ryzhy, Friedrich Hoélderlin,
Gottfried Benn, Ippolit Kharlamov,
Pantelis Boukalas, Sophocles, Paul Eluard,
Gérard de Nerval, Paul Celan, Novalis,
Teodor Currentzis, Dino Campana, Dante,
and unknown authors

word (actresses):

Medea Yasonidi,

Kristina Zaborskikh (Perm);

Anahit Kazaryan,

Alisa Oleynik,

Gala Samoylova,

Ulyana Fomicheva,

Varvara Pavlova,

Yanina Lakoba (St Petersburg);
Serafima Krasnikova,

Lyubov Tolkalina (Moscow)

voice (soloists of the musicAeterna Choir):
Valeria Safonova,
Ekaterina Imsokva (St Petersburg)

body (dancers):
Valentina Lutsenko,
Anastasia Antontseva (St Petersburg)
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Jiu3a Mopoa3:

03TUYECKMH TeaTp B Halle Bpems TpebyeT HEKOM cneLuu-

anbHOW (hOpMbl, U Mbl, AymMasA O HeMl, OTTOJIKHY/JIUCb

OT HEeCKONbKUX ucTopui. lNepBaAa — JapeBHerpeuye-

CKUEe 3N1eBCUHCKUE MMUCTEPUH, KOTOpble MPOBOAWIUCH

B ropoaKe dneBcuHe noa AbuMHaMu B 4ecTb 60rMHU Nio-
nopoaua [lemetpbl B 1-M TbICAYENETUU A0 H. 3. KaK KalleHAapHO-06pAA0BbIA
npa3gHUK. OCHOBHbIM YC/IOBUEM Y4acTUA B 3TUX MUCTepUsX 6bl10 Hepasrna-
LeHMUe UX coaepKaHua, MO3TOMY 0 CUX NOP TOJIKOM HEU3BECTHO, YTO NPOUCXO-
[WNo 3a ABEPbMU 3anepToro Xxpama Ha NnpoTAMeHUn aeBAaTU aHen. OT MNomepa
Mbl JIULWb 3HaeM, YTO MUCTEPUU 6binIM cBA3aHbl ¢ MUdom o Jemertpe u lMNepce-
thoHe, ee AoYEPH, KOTOPYIO HEHWUN Ha ce6e NoBenuTeNb LapcTBa MepTBbIX Aua.
Kak Bce nomHAT, [lemeTpa B réope nvwuna 3emio niogopoausa. Aua otnyctun
MepcectoHy 06paTHO B MMUP HMBBIX C YC/IOBUEM BO3BpALLATbCA K HEMY Ha O4HY
TpeTb roga. [lemerpa BHOBb pa3pellu/ia yporaaM BCXOAUTb U Benesa Nioaam
B dNeBCHUHEe 3anOMHUTb 3TY UCTOPUIO, Hay4yusia, Kakue puTyasibl CoBepLuaTb
MU KaKue HepTBbl NPUHOCUTL. [N Hac BaHbl cama 3arafloMHOCTb 3/1€BCUH-
CKUX MUCTEPUI, NOCBALLEHHbIX KPYrOBOPOTY MU3HWU U CMEPTH, U TO, YTO BOrUHA
cTana, B CyLLHOCTH, UX NepBbIM PEHUCCEPOM.

BTopoit BaMHbIM ANA Hac MOTUB COAEPHMTCA B Komeaun ApucTtodaHa
“Narywkn”. B ogHOM M3 3nNM3040B repou CrycKawTcA B UapcTBo Auaa,
BCTPEYalOT MMUCTOB — Te€X, KTO MpPU MU3HM MNO3HAN TalHbl 3NE€BCUHCKUX
MUCTEPUH, — a TaKMKe MepTBbIX No3ToB Acxuna U EBpunuaa, Kotopble BeayT
nosTuyeckui cnop. HakoHeu, “cnopblHbA”, C/NOBO, MOJIOKEHHOE B Ha3BaHWe
npoeKTa, coaepxuUT B cebe U “cnop”, U Has3BaHUe AA0BUTOro rpuba, pacry-
wero B xnebHbix Konocbsax. MNpeanonaraercs, YTO y4aCTHAKA MUCTEPUIA yNo-
TPebnAnu HanNnMTOK — HKWUKEOH. ITOT HaNMMUTOK Ha OCHOBE AYMeHA Mor 6biTb
3apareH cnopblHbel U OKa3sbliBaJl NCUXOAEe/IMYEeCKOoe BO3AEUCTBHE.

C apamatyprom Unnonutom XapnamoBbiM Mbl NPUAYMAAA MO3TUYECKUWA C/IIM
MeXAYy MMpaMH HUBbIX U MepTBbIX. BeayT ero *eHWUHbI KaK npAmMble BOMJIO-
weHua lemetpbl U MNepcedoHbl. AKTPUCHI U TAHLLOBLLMLbI BbICTYNaOT 6YKBabHO
CTEeHKa Ha CTEHKY, U3 UX CTOJIKHOBEHUA POXAaeTcA C/I0BO, CNOp YBEHYMBAETCA
MWUPOM, @ 3aTeM M KaTapCUCOM-ouulieHUeM. HKUBble HeHLMHbI 06peMeHEeHbI
Tenom, Becom, 6biTom, 60nblo. MepTBble, 0CBO60AUBLLUMCE OT 3€MHOro 6pe-
MEHH, CJIOBHO NapAT. Ho roBopAT OHM 06 OAHMX M TEX }e OCHOBOMOAaralLmMx
MaTepuaAx: N060Bb, YTpaTa, KU3Hb, CMepTb. B UX cnope cTankuBalTCA CTUXM
No3ToB, MUBLUUX B pa3Hble BpemeHa: [laHte — c MasonunHu, Caho — c coBpe-
MEHHbIMWU Frpe4yecKUMHK noateccamu. U3 atoro poxaaerca oco6oe CMbICI0BOE
HanpsxeHuWe. Meauymom MeAy MUPaMKU HMMUBbIX U MEPTBbIX CAYMUT e4uH-
CTBEHHbIX MYXCHKOM NepCcoHaK neptopmaHca, a KataiM3aTopom U3SMEHeHUH —
HeKoe cobbiTe. CnoBo M MNacTUKY B neptopmaHce CBA3blBaeT 3BYKOBasA
naptutypa Kupunna ApxunoBa, a TaKke rosoca nesLoB — MO OAHOMY Ha MUP
HUBbIX U MUP MEPTBbIX».



liza moroz:

‘ ‘ oetic theatre today requires some special form, and while

devising it we built upon several stories. The first is the

ancient Greek Eleusinian Mysteries which were held in the

town of Eleusis near Athens in honour of the goddess of

fertility Demeter in the first millennium BC as a calendar and

ritual holiday. The main participation requirement in these mysteries was the

non-disclosure of their contents, so it is still not quite known what was happening

for nine days behind the locked temple doors. We only know from Homer that

the mysteries were connected with the myth of Demeter and Persephone, her

daughter, who was married by force to the king of the underworld Hades. As may

be recalled, Demeter in grief deprived the earth of fertility. Hades released

Persephone back to the world of the living on the condition that she returns

to him for one-third of the year. Demeter again allowed the crops to sprout and

told the Eleusis people to commemorate this event, taught them what rituals

to perform and what sacrifices to make. For us, the very secrecy of the Eleusinian

Mysteries dedicated to the cycle of life and death is important, and the fact that
the goddess became indeed their first director.

The second important motive for us is contained in Aristophanes’ comedy
The Frogs. In one of its episodes, the heroes descend into the kingdom of Hades,
meet the mystics — those introduced to the secrets of the Eleusinian Mysteries
during their lifetime — as well as the dead poets Aeschylus and Euripides who
are engaged in a poetic dispute. Finally, “sporynya” (Russian for “ergot”),
the word in the title of the project, contains both “spor” (Russian for “dispute”)
and the name of a poisonous fungi parasitising grain ears. It is assumed that
the mysteries participants consumed a special drink — kykeon. This barley-
based drink could have been infected with ergot and have had a psychedelic
effect.

Together with the playwright Ippolit Kharlamov we came up with a poetic slam
between the worlds of the living and the dead. It is held by women as direct
incarnations of Demeter and Persephone. Actresses and dancers engage literally
in a wall-to-wall fighting from their collision, the word is born, the dispute is
crowned with peace, and then comes catharsis — purification. The living women
are burdened with body, weight, life, pain. The dead ones, freed from the earthly
burden, seem to float. However, they both talk about the same fundamental
matters — love, loss, life, and death. In their dispute, poems of poets who
lived at different times collide: Dante with Pasolini, Sappho with modern Greek
poetesses. A special semantic tension is generated through this juxtaposition.
The medium between the worlds of the living and the dead is the only male
character of the performance, and the catalyst for change is a certain event.
The word and body plastics in the performance are connected by the sound
score by Kirill Arkhipov, as well as the voices of the singers — one for each of
the worlds.”
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Jinza NMopo3 — TeaTpanbHblii pexuccep. Peruccep onep-
Hoi Tpynnbl Bonbworo Teatpa (MocKBa). Y4acTHUK MOCTaHo-
BOK «AnbuuHa», « ban-mackapaa», «[llytewectsue B Peiimcy,
«Upgnot», «JloaHrpuH», «JuaoHa U IHen», «Canomesn».
YyacTHUK poccuiickoi npembepbl Outland Ceprea HescKoro
B paMKax npoekta «[lnatdopma». OcywecTBnna nocTaHOBKHU:
«Mouapt u Canbepu B LIKONE» B TBOPYECHKOW JslabopaTtopuu
«Yenosek mupa» (Cy3sganb), MIO3UKN «8 HeHWUH» (YyebHbIn
Teatp FTMTUCa), « BonbluoM KOHLLEPT» U « BpexToBCKUe YTeHUA»
(Teatp.doc, MocKBa), mo3nKkn «Busat, MioHxray3en!» (Kanu-
HUHIPaACKHUI 061acTHOM My3blKa/ibHbIM TeaTp), onepa «Houb
B Mmy3ee» (KpacHoApCcKUi TeaTp onepbl U 6aneTta) u Ap. Peruc-
Cep-NoCTaHOBLUUK KOHLIePTHbIX NporpaMmM Ha cueHe bosbluoro
TeaTpa U 3ana 3apaabe. Y4acTHUK nabopaTopvu cCOBpeMeHHOMU
onepbl Cooperation-Lab: 2020-2021. OaHa u3 co3aatenen M
peruccep-noctaHoBLWMUK onepbl «Opa». Jlaypeat Il npemuun
MeayHapoAHOro KOHKypca MOJIOAbIX OMEPHbIX PerMCCepoB
«HaHo-onepa».

Unnonut XapnamoB — noar, nucartenb, NepeBOAYUK Fpe-
YeCKOM NnuTepaTypbl Ha PYCCKUM A3bIK. HomuHaHT Hauuo-
HanbHOM NuTepaTtypHon npemuu Mpeuunn (2020) U npemuun
«Mactep» (Poccusa, 2021).

Kupunn ApXvnoB — KOMMNO3WTOP, My3blKajbHblA KypaTop
XYZAOMecTBeHHOro npocrtpaHctBa lle Théléeme, aBTop Kamep-
HOM, CUM(OHUYECKON, INEKTPOHHOM MY3biKW. JlaypeaT MexAay-
HapogHoro KoHKypca International Rostrum of Composers
(IRC), MemxayHapogHoro copyma My3blKalbHbIX pPaAUOMYpPHa-
nuctoB U npoatocepoB (bBenrpaa, 2021), KoHKypca «[lapTu-
Typa» B HOMMHauun « CUmMbOHMYECKOe NpousBeAeHUe Kpyn-
Hoh copmbl», VI MerayHapoAHOro KOHKypca KOMMO3WTOPOB
B pamkax Xlll 3umHero mexayHapoaHoro ¢ecTtuBans UCKYCCTB,
VI Jlabopatopuu MonoAblXx KOMMO3UTOPOB « OTKPbITbIA KOC-
Moc». O4MH U3 NATU KOMMNO3UTOPOB, KOTOPbIE NO6eAUIU B KOH-
Kypce [lporpaMmmbl NOAAEPHKU POCCUMCKUX MY3bIKaAHTOB,
WHULMUPOBAHHON PYCCKUM KOHLIEPTHbIM areHTcTBoM U KOpuem
BawmeTtom. Y4yacTBoBan B NpoeKkTax «AKycTUYecKas 4YUTKa»,
«Komnosutopckne untku», «HKoOPERAuua Art&Science»,
VIIl CaHKT-lNeTepbyprckom mMexayHapoaHOM decThBasie HOBOM
My3blKKU reMusik.org, CEAMMC Multimedia Lab, o6pa3oBarenb-
HOW nporpamme AaruneBcKoro cectuBana — 2021.
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Liza Moroz is a theatre director. She is the director of the
Bolshoi Theatre opera troupe (Moscow). She participated
in the production of Alcina, Un ballo in maschera, Il viaggio
a Reims, The ldiot, Lohengrin, Dido and Aeneas, Salome.
She is a participant of the Russian premiere of Sergej
Newski’s Outland in the Platform project. Liza has staged
Mozart and Salieri at School in the Chelovek mira (“Man
of Peace / Man of the World”) creative laboratory (Suzdal),
the musical 8 Women (GITIS Theatre), The Big Concert
and Brecht Readings (Theatre.doc, Moscow), the musical
Vivat, Munchausen! (Kaliningrad Regional Musical Theatre),
opera A Night at the Museum (Krasnoyarsk Opera and Ballet
Theatre), etc. She is the director of concert programmes on
the stage of the Bolshoi Theatre and the Zaryadye Hall. She
participated in the laboratory of modern opera Cooperation-
Lab: 2020-2021. Liza is one of the creators and director of
the opera Yura. She was awarded 3™ prize of the International
Competition for Young Opera Directors “Nano-Opera”.

Ippolit Kharlamov is a poet, writer, and translator of Greek
literature into Russian. He was nominated for the Greek
National Literature Award (2020) and the Master award
(Russia, 2021).

Kirill Arkhipov is a composer, music curator of the art
space fle Théleme, author of chamber, symphonic, and
electronic music. He is the laureate of the International
Rostrum of Composers (IRC), the International Forum for
Music Radio Journalists and Producers (Belgrade, 2021),
the Score competition in the nomination for a symphonic work
of large form, the 6 International Competition of Composers
within the 13t Winter International Arts Festival, the 6" Open
Space Young Composers Laboratory. He is one of the five
composers who won the competition of the Russian Musicians
Support Programme initiated by the Russian Concert
Agency and Yuri Bashmet. He participated in the projects:
Acoustic Readings, Composer Readings, CoOPERAtion —
Art&Science, the 8™ St Petersburg International New Music
Festival “reMusik.org”, the CEAMMC Multimedia Lab,
the Diaghilev Festival 2021 Educational Programme.
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17 UIOHA nrt
18:00 6+
@ OpraHHbIMA 3an
nepmcKou
thrunapmMoH1un

KoHuepT KamepHoOro
opKecTpa Rosarium

BWONa Aa ramba:

®denuKkc AHTUNOB
cnenTa-TpaBepco:

VnbaHa HuBuUKanA
XYAOMECTBEHHbIN
PYKOBOAUTENb U AUPUHKEP:
MapuHa KaTtap:HoBa

Feopr ®ununn TenemaH (1681-1767)
CiouTa Ana BMOAbI Aa ramba
C OpPKeCTpOM

TWV 55:D6 pe marop (1733)
Ouverture

La Trompette

Sarabande

Rondeau

Bourrée

Courante

Gique

VYBepTiopa-ciouTa

ANA CTPYHHOro opKecTpa
TWV 55:G10,

Burlesque de Quixotte (1761)
Ouverture

Le réveil de Quichotte

Son attaque des moulins d vent
Ses soupirs amoureux aprés la Princesse
Dulcinée

Sanche Panse berné

Le galope de Rosinante

Celui d’ane de Sanche

Le couché de Quichotte

WoraHH CebacTtbsaH bax (1675-1750)
CrouTta ansa opKectpa N2 2

cu1 MmuHop, BWV 1067 (1738-1739)
Ouverture

Rondeau

Sarabande

Bourrées I, 11

Polonaise

Menuett

Badinerie

BpaHaeH6yprckuin KoHuept N2 3,
BWYV 1048 (1718)

(Allegro)

Adagio

Allegro




1 O VUV

Georg Philipp Telemann (1681-1767)

Suite for viola da gamba with orchestra
TWV 55:D6 in D major (1733)

@& perm philharmonic Ouverture

organ concert hall La Trompette

Sarabande

Rosarium Chamber Rondeau

Orchestra concert Bourrée
Courante

viola da gamba: Gique

Felix Antipov

transverse flute: Overture-Suite for strings

Uliana Zhivitskaya TWV 55:G10,

artistic director Burlesque de Quixotte (1761)

and conductor: Ouverture

Marina Katarzhnova Le réveil de Quichotte

Son attaque des moulins d vent

Ses soupirs amoureux apreés la Princesse
Dulcinée

Sanche Panse berné

Le galope de Rosinante

Celui d’ane de Sanche

Le couché de Quichotte

Johann Sebastian Bach (1675-1750)
Orchestral Suite No. 2

in B minor, BWV 1067 (1738-1739)
Ouverture

Rondeau

Sarabande

Bourrées I, 11

Polonaise

Menuett

Badinerie

Brandenburg Concerto No. 3,
BWV 1048 (1718)

(Allegro)

Adagio

Allegro
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MapuHa KaTapxHoBa:

omaH Mwurena pe CepBaHTeca CaaBeapbl
“XutpoymMHbIM uaanbro JoH HKuxor JlamaHu-
CKUI” 6bln Ha3BaH Ho6eneBCKUM UHCTUTYTOM
Jlydller KHUron YenoseyecTBa 3a BCO UCTOPUIO

BCEMUPHOM nuTepatypbl. O6pa3bl pomaHa
BAOXHOBNA/IM TBOPLOB B CMEMHbIX chepax UCHKYCCTBa Ha NpoTA-
WeHuu crtonetuin. Neopr dPununn TenemaH ABamKAabl obpaiwianca K
aton Teme. OAHO M3 ero nociefiHWX COYMHEHUA — HKOMMUYecCHas
onepa (cepeHaaa) “loH KuxoTt Ha cBaab6e Kamauo”.

LeHTpanbHasa nbeca Halled HKOHLEPTHOM nporpaMMbl — ClOMTa
Tenemana Burlesque de Quixotte. Camo HazBaHWe NnpousBeaeHuUA
(oT uTanbsAHCKoro burlesco) npeanaraeT HacTPOUTLCA Ha MHaHp
KOMUYECKOW N033uM, chopMUpPOBaBLLUMIACA B anoxy BospomaeHnus.
KomnosuTopy yaanocb ¢ HeBepOATHOM TOYHOCTbIO U306pa3UTb BCeX
nepcoHamen, U Kamaana nbeca HeceT onpeaeneHHbld addeKT, non-
HOCTbIO COOTBETCTBYIOLLMI XapaKkTepam AUTEPaTYPHbIX MEPCOHAKEN.

CilouTa HauMHaeTca ¢ npobyaeHusa [loH Kuxora — addeKra noby-
HAEHWUA repoA K AencTBuilo. BUTBa C BEeTPAHLIMA MeNlbHULAMU —
KNIOYEBOM MOMEHT CIOMUTbI: 34eCb repor AeNCTBYeT B OTYaAAHHOM
penmocT 60poTbCA C BPpaMAeObHbIMKU BHELWHUMU cunaviu. JInpu-
YEeCKMM LEeHTPOM CloMTbl fABNAeTcA 4acTb “JlIlo60BHble B340XU
no npuHuecce AynbcuHee”. B Hel CTONbKO HEXHOCTH, NOGBU
M KpacoTbl, YTO HaMm He COCTaB/ifeT TpyAa NpeAcTaBUTbL cebe 3Ty
repouHio. MNbeca “Hacmelwka CaHyo MaHcbl” 6yKBaNbHO XKUBOMNUCYET
rnymaeHue, KOTOPOMYy MOABepraeTcA rnaBHblM reporl, U peaxuuio
BHELUHero MMpa Ha ero noctynku. KoHeyHo e, B pamKax aHpa
He MOr/io 060MTUCb U 6€3 KOMWUYECKUX MepCOoHarKeh: ANA KOHA
PocuHaHTa 1 myna CaH4o MaHcbl HanucaHbl cneyyanbHbie ranonbl
C 6necTAWMMA IOMOPUCTUYECKMMU 3thcdeKTaMu. B KoHLe CHoUTbI
JoH KuxoT oTnpaBnaeTcA Ha NOKOM, KaK 3TO, CO6CTBEHHO, U NMPOUC-
XOAMUT B pOoMaHe.

MaTtTepHbl, 3anoeHHble B ciouTe “ZloH KuxoT”, AOBONLHO Nerko
npuBenuM MeHA K Bbl6opy npousBeaeHui-coceaei. MamoéoBan
ciouta TenemaHa — npoaon:eHue obpasa JoH Kuxorta, coBep-
LWEeHHO UCKPOMETHOE COYUHEHUe, Tae 3Heprua ABUHEeHUA conps-
eHa C YTOHYEHHOW ranaHTHocTbl. ClouTa HanucaHa BO (paHLy3-
CKOM CTWU/ie: NMopasvuTeslbHO MacTepCTBO KOMMO3WUTOpa, KOTOPbIM
CTUJIUCTHUYECKU 6e3ynpeyHo BOCCO3AaeT A3blK APYror KynbTypbl Ha
TaKoOM BbICOYaMLLUEM YPOBHeE. | 2



marina katarzhnova:

‘ ‘ he Nobel Institute acknowledged The Ingenious

Gentleman Don Quixote of La Mancha by Miguel

de Cervantes Saavedra the best book of mankind

in the history of world literature. For centuries

the images of the novel have inspired people of

the arts in related fields. Georg Philipp Telemann addressed this

theme twice. One of the last works by Telemann is the comic opera
(serenade) Don Quixote at Camacho’s Wedding.

The central piece of our concert programme is Telemann’s suite
Burlesque de Quixotte. The very name of the work (from Italian
‘burlesco’) suggests tuning in to the genre of comic poetry formed in
the Renaissance. The composer managed to depict all the characters
with incredible accuracy, and each piece conveys a certain affectus
that fully corresponds to the literary characters’ personalities.

The suite begins with the awakening of Don Quixote — the affectus
of prompting the hero to action. Fighting windmills is the key moment
of the suite: here the protagonist acts in desperate determination
to destroy hostile external forces. The lyrical centre of the suite
is the part Sighs of Love for Princess Dulcinea. There is so much
tenderness, love, and beauty that there is little difficulty for us
in imagining this heroine. The piece Sancho Panza Mocked literally
depicts the mockery to which the protagonist is subjected, and the
reaction of the outside world to his actions. Of course, the genre
could not do without comic characters — special gallops with
brilliant humorous effects were written for Rosinante the horse and
Sancho Panza’s mule. At the end of the suite Don Quixote goes
to rest as it actually happens in the novel.

The patterns in Burlesque de Quixotte led me quite easily
to the choice of accompanying works. Telemann’s Suite for viola
da gamba continues the image of Don Quixote, it is an absolutely
sparkling composition in which the energy of movement
is combined with refined gallantry. The suite is written in French
style: the composer demonstrates amazing mastery recreating
the language of another culture with such stylistic impeccability.

In Johann Sebastian Bach’s Orchestral Suite No. 2 the flute
solo is the perfect embodiment of Dulcinea’s image. Our soloist —
touching and beautiful — could be the perfect Dulcinea on stage.

>
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B OpkecrtpoBoi cioute N2 2 UoraHHa CebactbAHa Baxa conu-
pvert (hneiTa — 3TO CoBeplUeHHOe BomnoleHWe obpa3a JyibCcUHeu.
M Hawa conuctha — TporatesibHaAa U NpeKpacHaAa — Morna 6bl
6bITb Mﬂ,eaanOﬁ ,ﬂyﬂbCMHeeVI Ha TeaTpa/ibHbIX NOAMOCTHKax.

Tpetun BpaHAeHOYPrcKMM KOHUepT Baxa o6beauHAeT Bcex * Broken consort —
nepcoHaxeil CepBaHTeca: 3TO MHOrOUrypHad MMU3AHCLEHA,  <GIOMAHHBLI KOHCOPM».
B HKOTOPOW Y KamAoro ecTtb CONMpPYOWMA ronoc. [laHHaAa nbeca  Ycmoiiuuswlii mepmun
CTaHOBMUTCA MOCTMKOM K Mporpamme Hallero HOYHOro KOHLepTa: 6 My3blke SN0XU PaHHe20
MMEeHHO B TBopyecTBe bBaxa KOHcopTHas Tpaauvuusa npuobpena 6apokko, obosHauaruuil

HOBYIO (hOPMY M3/IOMEHUA U Npeobpa3oBanach B HaHP KOHLEpPTa. ancambau, 6 komopuix
VUACHUKY UZPalom

HA UHCIMPYMEHMAX
pasuplx cemeticmes
(cmpynnpie u depessnuvie
dyxosvie, 6U0b1 0a 2amba

LleHTpanbHaAa 4acTb HOYHOW nporpammbl — “PaccBet”, nbeca
Yunbama Jloyza. OHa 3agaeT HacTpoeHWe Npou3BeAeHUAM, pacno-
JIOXEHHbIM BOKPYr Hee. [lpamaTyprua BCero KOHLepTa OCHOBaHa Ha

COJIbHbIX BbICKa3blBaHUAX MY3blIKAHTOB U MUCMONbL30BAHUU Konu4ye- U CRPUNKLL/8U0AOHUEA
CTBa ro/I0COB OT OA4HOro A0 ceMW. B Hawem coctaBe ecTb U thnen- UM, 1), CMEWUEAS UX
Ta-TpaBepCco, U CTPYHHble, Mbl CMellMBaeM TeM6pbl, U noJjiyyaeTcsa memepu.

cambli HaCTOAILLMMA, ayTeHTHUYHbIK broken consort *». |

Rosarium — 310 KamepHbI OpKecTp haKy/ibTeTa UCTOPUYECKOro U CoBpe-
MEHHOro MCMOJIHUTENbCKOro MUcKyccTBa MOCKOBCKOW rocyaapcTBeHHOM
KoHcepBaTtopuu uM. . U. YaKkoBcKoro. OH Hayan cBolO AeATeNbHOCTb
C nepBbIX AHEN cyulecTBoBaHUA arynbTeTa, B 1997 roay. OpKecTp KOH-
LepTUpoBas CO MHOIMMU BCEMMPHO M3BECTHbIMU My3blKaHTaMHW, TaKUMH
KaKk Curuceanbg KénkeH, MapTuH Xa3zenb6éK, Kpuctothep Xorsya, AHApec
MyctoHeH, Py6eH [y6poBcKH, AneKcei JliobumoB, AneKkcaHap PyawuH,
Haszap Komyxapb 1 ap. My3biKy 3roxv 6apoOKKO OPKECTP UCMNOJTHAET B CTpoe
415 repu Ha UCTOPUYECKUX MHCTPYMEHTAaX, My3blKy KlacCMUU3Ma — B CTpoe
430 repu, pomaHTuama — 435 repu. C 2021 roga KONNeKTUB BbICTynaeT
noa HasBaHueM Rosarium. OH BeZeT KOHUEPTHYIO AeATENbHOCTb B 3anax
MocKoBCKOM KOHCepBaTOpUU U MOCKOBCKOM 3ane 3apaabe.

B 2019 roay pyKoBOACTBO OpKecTpoM B3fAna Ha ceba aoueHT MocKkoBcKoM
KoHcepBaTtopuu NMapuHa HaTtapHOBa — cHKpunayka M anbTUCTKa,
npenogasaTtesb tharynbTeTa MCTOPUYECKOIro 7 COBpPeMeHHOoro
MUCNONHUTENbCKOrO UCKyccTBa ¢ 2007 roaa, CONMUCTKA U KOHLEpTMEncTep
aHcambnsa «[lepcumdaHc», conuctka CTtyaunM HOBOM My3blKM M aHcambna
cTapuHHOM My3blKM Gnessin Baroque. C 2017 roga oHa coTpyaHU4aeT
¢ MockoBcKMM aHcam6nem coBpemeHHOU My3biki (MACM).
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* Broken consort is
an early Baroque
music term denoting
ensembles in which
participants play
instruments of
different families
(strings and
woodwinds, violas da
gamba and violins/
cellos, etc.), mixing
their timbres.

Bach’s Brandenburg Concerto No. 3 unites all Cervantes’
characters: this is a multi-figure mise en scéne where everyone has
a solo voice. This piece is a bridge to the programme of our night
concert: it was in Bach’s work that the consort tradition acquired
a new form of presentation and transformed into the concerto genre.

The central part of the night programme is The Sunrise, a piece
by William Lawes. It sets the mood for the works collected around
it. The dramaturgy of the entire concert is based on the solo
presentations of the musicians and the use of the number of voices
from one to seven. We have both a transverse flute and strings
in our cast, we mix the timbres and we get a real, authentic broken
consort.*” |

Rosarium is the chamber orchestra of the Faculty of His-
torical and Contemporary Performance at the Tchaikovsky
Moscow State Conservatory. It started its concert activity
from the faculty’s foundation in 1997. The orchestra has
performed with many world-famous musicians, such as
Sigiswald Kuijken, Martin Haselbock, Christopher Hogwood,
Andres Mustonen, Rubén Dubrovsky, Alexei Lubimov, Alex-
ander Rudin, Nazar Kozhukhar, and others. The orchestra
performs Baroque music in a 415 Hz tuning on historical
instruments. Classical era music — in 430 Hz, Romantic
era music — in 435 Hz. Since 2021 the orchestra has been
performing under the name Rosarium. The ensemble per-
forms in the halls of the Moscow Conservatory and in Mos-
cow’s Zaryadye Hall.

In 2019 the leadership of the orchestra was taken over by Marina
Katarzhnova, an associate professor of the Moscow Conservatory,
a violinist and violist. She has been teaching at the Faculty of His-
torical and Contemporary Performance since 2007. She is a soloist
and concertmaster of the Persimfans ensemble, a soloist of the New
Music Studio and the Gnessin Baroque ensemble of early music.
Since 2017 Marina has been collaborating with the Moscow Contem-
porary Music Ensemble (MCME).
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17 UIOHA nr
21:00 18+

@ YyacTHaa unapmoHUA « TpUym»
*  npeMbepa

TOUAMOTU

AKU AKU HIWA

OA OANU RARAKU

TOTO MATUA TOUAMOTA
Ilepgpopmarnc

aBTOp UAEH, peruccep:

AneKcei Tapyu

nepgopmepbl:

Onbra HaymoBa, HOnua Eroposa,
MapuHa [sakuHa, HeHa ®paHueBa,
Nunua XamparynblieBa, HuKa BonbiHel,
ApuHa CKoBopoakep, Mapua KocrtapeBa,
AneHa EnbKkuHa

aBTOP CKY/NbNTYpPbI:

AHTOH CaeHKo

*

MepdopmaHc conpoBoaaeTca
rPOMKUMM 3BYKaMH, KPUKOM

M UCnosb30oBaHWEM reHeparopa
MCKYCCTBEHHOrO TyMaHa.

Mpocum Bac BHUMATENLHO OTHECTUCH
K 3TUM (haKTopam fpu MoKynKe 6uneta.
Mbl HaCTOATENLHO NPEA/IOKUM BaM
3aKNenTb Kamepbl CBOUX CMapT(hOHOB
Ha BXoZe B 3pUTENbHbIN 3a.
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June 17 fri
21.00 18+

@ private philharmonic triumph

* premiere

TOUAMOTU

AKU AKU HIWA

OA OANU RARAKU

TOTO MATUA TOUAMOTA
Performance

author of the idea and director:
Aleksei Taruts

performers:

Olga Naumova, Yulia Egorova,
Marina Dyakina, Zhenya Frantseva,
Lilia Khamrakulyeva, Nika Volynets,
Arina Skovorodker, Maria Kostareva,
Alyona Yelkina

author of the sculpture:

Anton Saenko

*

The stage action in the performance
involves loud sounds, shouting, and the
use of a mist generator. We kindly ask
you to give due consideration to these
factors when buying a ticket.

We highly recommend you to glue up
your smartphones’ cameras at the
entrance.
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azlekcen Tapyu:

TO CO6bITUE TONBKO ANA TeX, KTO OKaMeTcs

B 3puTenbHOM 3ane. Mbl npocum 3puTtenen

He CHUMaTb BoobWe — JsM60 3aKNeUTb

Kamepbl NoJlynpo3payHom NaeHKoM Npu Bxoae,

M TOrAa Y HUX OCTaHeTCA ayAWOAOKYMEHT WU
nepecKas Toro, YTo OHW YBUAENU U YC/bILWAMW.

1 npoAonkalo NPakTUKY PaboTbl C 3KCTPEMasbHbIMA BOKa/bHbIMM
TexHuKamu. Monoc B nepdopmaHce nepecraeT 6biTb UHCTPYMEHTOM
peyn U CTaHOBUTCA 3BYKOBbIM crieL3(deKToM, 03BY4YMBalOLLMM MPU-
CYTCTBUE TeNa, HO PasMbIBalOWMUM €ro NnepcoHasibHyl0 areHTHOCTb.
U nepdopmepbl U 3puTenu 6yayT HaxoAUTbLCA Ha OAHOM cLeHe,
KoTopasA caMa CTaHeT UCTOYHMKOM 3BYKa.

EAWHCTBEHHasA cpaBHUTENbHO CBA3HaA (pasa, npeabABnseMasn
B nepdopmaHce, — 3TO CTPOKa TeKCTa NMeCHWU MO3AHECOBETCKOMU
naHk-rpynnbl “UbiraHata v A ¢ Unbmua”. B Helt napoaupyetca
BbINYCK HOBOCTEN: AUKTOP COObLLaeT, 4To Ha ocTpoBe lMNacxu HalaeH
pbiLuapb B NoHOM 60eBOM 061a4eHUU, BOKAIUCT NOBTOPAET pasy
“He BepbTe!”, NOTOM 3BYYUT peurMTaTUB C (hpa3or Ha A3bIKE MaoOpPH,
KOTopasn Y BbiHeceHa B Ha3BaHWe paboTbl. Ee MallMHHbIA nepeBoa —
“a yctan oT Ballei CTapol KPOBU KPOBU”, XOTA HECKOJIbKO NeT
Hasaa Google npeanaran Apyryio Bepcuio — “Bbl AOMKHbI CO34aTb

CBOUX poauTenen .

MHTepnpeTUpoBaTh NepeBos, C/y4anHO CreHepUpOBaHHbIA Hevesno-
BEYECKWUM UHTE/INIEKTOM, MOHO No-pa3HoMy. BnonHe BepoATHO, OH O
NPUOCTaHOBKE MHU(a Kak UCKONaemoro pecypca UCTOPUU, KOTOPbIN
roBOpPUT Ha A3blKe adeKTa, ABAAACb CNOCO60M U conMAaapusauuu
W pasaeneHua. BoamoxHo, 3ToT nepcopMaHC — O TOM, YTO MPULLIO
BpeMA paccTtaBaHUA C NpU3pakamm».



aleksei taruts:

‘ ‘ his event is intended only for those who will be
present in the auditorium. We ask the audience
not to record video at all, or to seal their cameras

with a translucent foil at the entrance, so that
they end up with an audio document or a verbal
account of what they saw and heard.

| continue to practice working with extreme vocal techniques.
The voice in the performance ceases to be an instrument of speech
and becomes a sound special effect that vocalises the presence
of the body but blurs its personal agency. Both the performers and
the audience will be located on the same stage, which itself will
become an audio source.

The only relatively coherent phrase that is presented
in the performance is a line from the song of the late Soviet punk
band Tsyganyata i ya s llyicha (‘Little Gypsies and | from llyich’).
It parodies a news broadcast: the anchor reports that a medieval
knight in full combat gear was found on Easter Island, the vocalist
repeats the phrase ‘Don’t believe it!’, then a recitative sounds
with a phrase in the Maori language which gave the name to the
work. Its machine translation is ‘I’m tired of your old blood blood’,
although a few years ago Google offered a different version — ‘you
have to create your parents’.

One could interpret the translation randomly generated by artificial
intelligence in many ways. Perhaps it is about the suspension
of myth as a fossil resource of history, which speaks the language
of affect, being both a way of association and separation. Perhaps
this performance is about the fact that the time has come to part
with ghosts.”
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Anekcen Tapyu (p. 1984) — coBpemeH-
HbIA POCCUUCKUN TpaHCMeAUaXyAOHKHUK,
Ybsl NPaKTUKa B OCHOBHOM BKJIlOHAEeT B ce6A
nepcdopmaTUBHblE U CUTYaTUBHbIe PaboThl,
a TaKike MHCTa/NAUMM B CMELUAHHOW Tex-
HUKe. KnioyeBoi BOMpoc B ero uccneaoBa-
HUAX — nNpobnemaTu3auuna NOHATUI « CObbI-
TUEe», «MPUCYTCTBUE», «CBUAETE/IbCTBO»
KaK eAWHWUL, CUMBOJIMYECKOro ob6MeHa.
XYAOMHUK UHTEpNpeTUpyeT crnocobbl Npu-
CYTCTBUA U PacCTOAHMA OTHOCHUTENIbHO
cobbiTnA, chopmupoBaHHble addeKkTamu
KY/IbTYPHOA WMHAYCTPUM 3MOXU MO3AHEro
KanuTtanuama. B chepy mHTepecos Tapyua
BXOAAT, KPOMe TOro, UppauUoHaJsibHble Npo-
AIBIEHUA COBPEMEHHOW KOMMYHWKaLWH,
BbI3BaHHble TEXHOJIOTMUAMWU  MIHOBEHHOWM
penpe3eHTauMM WU pacCeuBaHUA BHUMa-
HUA, a TaKXe TUN NamATH, co3gaBaeMblH
HEeYCTOMYMBBLIMU CBA3AMM.

Cpeau KntoyeBbix pabot Anekcea Tapyua —
«PelBbl, Ha KOTOpbIX A He 6bl» (2014,
ranepea «Tpuymd» / LB3 «MaHem»
(MockBa)), «YnTpamyT ABYHaAecATU A3bl-
KoB» U « Bantota Ha aTapaKkce» (2019, 2022,
ranepen «CueHa»), «[lpoyb U3-noa 3eMnu,
3BOH M3 o6naka» (2019, Mysei Baguma
Cuaypa/MMOMA), «laBpycca HPI™» (2020,
CCA/Cosmoscow), «Bce TeMHWUbl naayT»
(2020, «lapa»), YOU ARE NOT THE ONLY
ONE CURSED WITH KNOWLEDGE,, YOU
ARE NOT THE ONLY ONE CURSED WITH
KNOLWDGHE (2021, Akaaemus LUturnuvua),
Undertow (2021, BaaeHCKUI KyHCThepaliH).



Aleksei Taruts (b. 1984) is a contemporary
Russian transmedia artist whose practice
mainly involves performative and situational
works along with mixed-media installations.
The key issue in his artistic research is
the problematisation of the concepts of
“event”, “presence”, “testimony” as units
of symbolic exchange. The artist interprets
the ways of presence and distance from the
event formed by the affects of the cultural
industry of the late capitalist era. The sphere
of Taruts’ interests also includes irrational
manifestations of modern communication
caused by technologies of instantaneous
representation and dispersion of attention
focus, as well as the type of memory created
by unstable connections.

Among major works in Taruts’ artistic
practice are Raves | Haven’t Been To (2014,
Triumph Gallery / Central Exhibition Hall
“Manege” (Moscow)), The Ultramute of the
Twelve Languages and Currency on Atarax
(2019, 2022, Stage Gallery), Away from
the Ground, Ringing from the Cloud (2019,
Vadim Sidur Museum / MMOMA), Lavrussia
NRG (2020, CCA/Cosmoscow), All
Dungeons Will Fall (2020, Garage Museum
of Contemporary Art), YOU ARE NOT THE
ONLY ONE CURSED WITH KNOWLEDGE,,
YOU ARE NOT THE ONLY ONE CURSED
WITH KNOLWDGHE (2021, St Petersburg
Stieglitz State Academy of Art and Design),
Undertow (2021, Badischer Kunstverein).
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17 UIOHA nr
22:30 18+

& «CcueHa-monoT»
* npembepa

CMNOPbI’N’a / *cnopbiHbA
Hosmuueckuii carom

pexunccep: Jinusa Mopos

Apamatypr: Unnonut Xapnamos
KomnosuTtop: Kupunn Apxunos
ctunuct: Enena XarbpaxmaHoBa
npoatocep: BepoHnka MenKoHsAH
noatbl: Cando, Kpuctannu MuHuagaku,
ButTtopusa KononHa, Mbep Maono
MasonuHu, AHpu ae PeHbe,

KpucTtuaH MpukaH, Bopuc Pbixkui,
dpuapux FénbaepnuH, Notdpua BexH,
MUnnonut Xapnamos, MaHTtenuc bykanac,
Codorn, Monb dntoap, Hepap ae Hepsans,
Maynb UenaHn, HoBanuc, Teoaop
KypeHTt3uc, AnHo KamnaHa,

JlaHTe ¥ HeU3BeCTHble aBTOpbI

CcnoBo (aKTPMCbI):

Meaea AcoHunam,

KpuctruHa 3abopckux (Mepmb);

AHaut KasapsH,

Anuca OneiHuK,

lFana Camoinosa,

YnbaHa ®omunyeBa,

Bapsapa NaBnoB.a,

AHuHa Jlakoba (CaHKT-MeTepbypr);
Cepaduma KpacHuKoBa,

Jo6oBb TonkanuHa (MockBa)

ronoc (apTUCTKU xopa musicAeterna):
Banepusa CadoHoBa,
ExkaTtepuHa UmcokBa

Teno (TaHUOBLUMLbI):
BaneHTtnHa JlyueHKo,
AHacTtacua AHToHUeBa (CaHKT-eTepbypr)
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June 17 fri
22.30 18+

@ stage-molot

* premiere

SPORY’N’ya / *ergot

Poetic slam

director: Liza Moroz

playwright: Ippolit Kharlamov
composer: Kirill Arkhipov

stylist: Elena Khaybrakhmanova
producer: Veronika Melkonyan

poets: Sappho, Kristalli Gliniadaki,
Vittoria Colonna, Pier Paolo Pasolini,
Henri de Rainier, Christian Prigent,
Boris Ryzhy, Friedrich Hoélderlin,
Gottfried Benn, Ippolit Kharlamov,
Pantelis Boukalas, Sophocles, Paul Eluard,
Gérard de Nerval, Paul Celan, Novalis,
Teodor Currentzis, Dino Campana, Dante,
and unknown authors

word (actresses):

Medea Yasonidi,

Kristina Zaborskikh (Perm);

Anahit Kazaryan,

Alisa Oleynik,

Gala Samoylova,

Ulyana Fomicheva,

Varvara Pavlova,

Yanina Lakoba (St Petersburg);
Serafima Krasnikova,

Lyubov Tolkalina (Moscow)

voice (soloists of the musicAeterna Choir):
Valeria Safonova,
Ekaterina Imsokva (St Petersburg)

body (dancers):
Valentina Lutsenko,
Anastasia Antontseva (St Petersburg)
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18 uioHA cb
01:30 18+

i MepMcKas Xy4oMecTBeHHas ranepes

The Sunset
KoHuepT Rosarium broken consort

18 uioHA cb
03:30 18+

i MepMcKas Xy4oMecTBeHHas ranepes

The Sunrise
KoHuepT Rosarium broken consort

tnenta-TpaBepco: YabAHa HuBuuKasa
cKkpunKa: Codua Kosanesa

cKpunKa: Mapua OKyHeBa

CKpunHKa: KpuctuHa Taxa

CKpUnKa, anbT: MapvuHa KaTtap:HoBa
BUONa Aa ramba: Penukc AHTUNOB
BUONOHYeNb: Unba AwnH

HouHble HKoHUepTbl-3HUrMbl B [lepmcKoi
XYZ0MEeCTBEHHOM ranepee — ojHa U3 Tpa-
Avumin  [laruneBcKoro ecTtuBans, onpe-
Aenqawwmx ero atmocdepy. Moa Kynonom
ranepen, B OKPYHeHWUHU NepMCKUX 60roB —
YHUKa/NbHbIX AEPEeBAHHbIX CHKYIbNTyp —
3BYYMT My3blKa: KaKaA UMEHHO, CTAaHOBUTCA
M3BECTHO /IMWb MNOC/ie 3aBeplUeHUA Npo-
rpaMmmbl. 3a 3TO BpeMs MoJiyMpak B 3ane
NnocTeneHHo ycTynaetT MecTo CBeTy, U cpasy
nocse KoHuepTa 3pUTE/IM MOryT BbIUTH
Ha 6eper Kambl, 4TO6bl BCTPETUTL paccBeT.




June 18 sat
(0] I {0) 18+

@& perm state art gallery

The Sunset
Rosarium broken consort

June 18 sat
03.30 18+

@& perm state art gallery

The Sunrise

Rosarium broken consort
transverse flute: Ulyana Zhivitskaya
violin: Sophia Kovaleva

violin: Maria Okuneva

violin: Kristina Takha

violin, viola: Marina Katarzhnova
viola da gamba: Felix Antipov
cello: llya Yashin

Nocturnal enigma concerts at the Perm
Art Gallery are one of the Diaghilev Festi-
val traditions that define its atmosphere.
Under the gallery dome amidst Permian
gods — the unique wooden sculptures —
music sounds: what kind of music it is
becomes known only after the programme
has been performed. In the meantime the
twilight in the hall gradually gives way to
light, and immediately after the concert the
audience can come out on the Kama River
bank to meet the dawn.
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18 uioHA cb
18:00 18+

@ 3aBoj wnaruHa, 5-u uex
* npemMmbepa otianH-BePCUH

Tepputopusa Navner
Cnexmakav

MoceAwaetca Anne JlemuaoBon —
aKTpuce, HeHwuHe U Mamnety

noctaHoBKa: Kata BouaBap

KomMmno3uTtop: Anekcei CiomaK
BoKanucTbl: Onbra Bnacosa,

ApuHa 3BepeBa, Onbra PoccuHu
cayHAa-au3anH: Mapar bapues
xopeorpad: Kcenua KnpbaHosa
XYAOHHHUK no ceety: AnekcaHap PomaHoB
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June 18 sat
18.00 18+

@ shpagin plant, hall no. 5
* premiere of the offline version

Territory Hamlet
Musical performance

Dedication to Alla Demidova — actress,
woman, and Hamlet

production: Katya Bochavar
composer: Alexey Sioumak

vocalists: Olga Vlasova,

Arina Zvereva, Olga Rossini

sound designer: Marat Bariev
choreographer: Ksenia Kiryanova
lighting designer: Alexander Romanov

1 U VUV
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Kata 6o4aBsap:

npuaymana 3TOT MPOEKT, Korga B ranepee
“ConAHka” wen /[JemuaoBa-dect. MeHsa
notpAcno, Kak Anna [lemuwgoBa — COBCEM
MonoAas MeHuwuHa — ewe B 1960-x HacTon-

YUBO XOTesIa CbirpaTb MYMHCHKYIO ponb. MOHATHO
noyemy: Mamner — rnaBHasA B MUpe TeaTpasibHasA PoOJib, HEHCKUX
nepcoHamen Takoro macwTtaba npocTo He cywecTtByeT. U mMbl cae-
nanv ommax lemmaoson — eHcKkoro Mamnera.

B nbece LUllexkcnupa lamner HUKOroO He KPUTUKYET, He KOoJeT,
He A3BWT, HUKOMY He OTPaBJIfET HM3Hb TO/IbKO B OAHOM Cly4yae —
Korga CTaBMUT CMEKTaK/b ¢ 6pPoAAYNMU aKTepaMK. DTO HaBeNO MeHA
Ha MbIC/Ib, YTO OH XYAOMHWK B LUMPOKOM CMbICNe C/NOBa U TOJIbKO
B COCTOSlHAU TBOPYECTBA OH MNpoABAAEeT cebA KOHCTPYKTUBHO.
MepdopMaHc Nony4uncsa o Tom, YTO BCe Mbl, KaKk Mamnert, xuBem
OT NpOEeKTa A0 MNPOEKTa, C KamAabiM CneayloWwmnM XyA0HKeCTBEHHbIM
NPOEKTOM Halla }U3Hb Ha4YMHaeTCcA, a NOTOM U 3aBepluaetca. TBop-
YeCKUe LMHK/bl KOHEeYHbl, B (hMHane Bceraa HacTtynaeT c/iom, a 3a
HMM Hayano 4yero-to HoBoro. [o3aToMy rnaBHbIM repoemM nepdop-
MaHca CTan 3ByK — 3BYK C/IOMAaHHOM BETKW, TaKOW XapaKTepHbIU
XpYCT. AneKcen BBeN 3TOT 3BYK B MapPTUTYPY, U OH CTan PUTMHUYECKOMN
OCHOBOW BCEW CTPYKTYpbI.

Haw nepdopmaHc — npousBeAeHUEe, B KOTOpOe KamAblid BOJeH
B/IOMUTb COGCTBEHHbIM CMbIC/. [TOCKONBKY A XYAOMHUK C MIOWAAKH
COBpPEeMeHHOro UCKYCCTBa, a He TeaTpa, Y MeHA ecTb CBoe Nnpea-
CTaB/ieHUWe O caMOM aHpe nepdopmaHca. g MeHA KaKk peruc-
cepa BaMHO, YTOGbl JIIOAU HE WCMOJIHANW MO0 BOJIIO, @ BJIOKWIU
COGCTBEHHYI0 B TO, YTO Mbl Aenaem Bce Bmecte. [pu 3Tom 3putenu
TOMe BKJIIOYEHbl B Mpouecc cotBopyecTBa. Kamablit cmomxeT B3ATb
BETKU — OZHY WM LLeNIYI0 OXarkKy, Mo *enaHuio, — WU c/iomaTb ee
TOorAa, Koraa MOCYUTAeT HYMKHbIM, BHeCHA, TaKMM 06pa3om, CBOWM
BKNazZ B PUTMUYECKYIO MapTUTYPY BCEro NpoeKTanr.



katya bochavar:

how insistently Alla Demidova — a very young woman

at the time — wanted to play a male role back in the

1960s. One can see why: Hamlet is the main dramatic
role in the world, female characters of the same scale simply do not
exist. So we paid homage to Demidova — a female Hamlet.

‘ ‘ came up with this project when the Demidova Fest was
in progress in the Solyanka Gallery. | was astounded by

In Shakespeare’s play Hamlet does not criticise anyone, does
not prick, does not sneer, does not poison anyone’s life only in one
case — while he is staging a play with wandering actors. This led
me to think that he is an artist in the broadest sense of the word, and
it is only in creative activity that he manifests himself constructively.
The performance turned out to be about the fact that we all, like
Hamlet, live from project to project, with each subsequent artistic
project our life begins and then ends. Creative cycles are finite, there
is always a break down in the final, and then comes the beginning
of something new. Therefore, the main character of the performance
was the sound — the sound of a broken branch, such a characteristic
crackling sound. Alexey introduced this sound into the score, and it
became the rhythmic basis of the entire structure.

Our performance is a work which everyone is free to invest with their
own meaning. Since | am an artist from a contemporary art scene,
not a theatre, | have my own idea of the performance genre itself.
For me as a director, it is important that people do not fulfil my will
but put their own will into what we do together. At the same time the
audience is also included in the process of co-creation. Everyone
will be able to pick branches — just one or a whole armful, as one
chooses — and break them when they feel it fit, thus contributing to
the rhythmic score of the entire project.”
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OJibra BJjlacoBa:

amMneT B HaleM CreKTaKkie — 3To 3epKaso, KoTopoe
OTpaMaeT M pPaCKpbIBaeT HKaMaoro mMepcoHama
nbecbl Lllekcnupa, oH npu3ama, Yepe3 HKOTOPYIO
Mbl BUAUM, KTO ecTb KTo. CyllecTBYeT M OH Ha

camoMm gene — 60/bLIOW BOMPOC: Mbl ULEM ero
B 3a3epHKaJibe NocTtaHoBKU. Ha cueHe — 3epKana u BeTKWU. B 3epKanax
MHo}atcA Odenuu: Tpu nesBuuUbl U Nephopmep CTaHOBATCA Pa3HbIMM
oTpaxeHUsAMU oaHoro obpasa. JlomawLlmMecs BeTKM B HaLLUX pyKax —
3TO CNOMaHHbIM nog Horamu Odenuu CyK, cnomaHHas *MU3Hb. U necHu
Anekcesa Ciomaka, CTUAM3OBaHHblie Moj, 6apOKKO, TOMEe MNOCTOAHHO
“pasnambiBaloTcA” Ha 4YacT, Ha (hoHeMbl, oTAeNbHble 3BYKU. OHU TO
TOHYT, TO BHOBb BCM/IbIBAlOT M3 TOJM My3blKaJIbHON 3/1EKTPOHUKM,
KoTopyto AneKcel cosgaBan BmecTte ¢ Amutpuem MasypoBbiM Ans
3TOro Aencrea».
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azieKceun CloMaK:

nepeuntan “lFamnera” B opuruHane U 6bin
NOTPACEH, HACKOJIbKO 3TO COBPEeMEHHas Nbeca.
MaBHbIA nepcoHax Tpareguu He [amner,
a Odenua. Mamnet npocTo BpallaeTcsa BOKPYr
3TOro nepcoHara. Bosbmem cueHy cymacLuecT-
BUA: Beab Ocdenua He cowna ¢ yma, oHa npebbiBaeT B KpaiiHen cTe-
neHu otyasaHua. Ewe B noctaHoBKe CTaHMCIaBCKOro oHa Bbixoauna B
3TOM cLieHe 6epeMeHHOo1, NPUMMEPHO Ha NAToM-LecToM Mecsue. U Mbl
noHnmaem novyemy. Ocdenra noeT WecTb CTPaHHbIX NeceH, KamKaana us
KOTOPbIX C/lIoXKHee npeabiayliel. CHayana oHa pacneBaeT CTUXM NpPo
cBAToro BaneHTuHa, U 310 Npo no60Bb. MocneaHAsa necHA 3aKaH-
yuBaeTcA MaTtoM (A KOHCY/ILTUPOBAJICA C aHINoA3bIYHbIMM, CJIOBa
LLlekcnupa HUKaK UHa4ve He nepeBoAATcA), To ecTb Odennsa noet npu

ABope MaTepluuHHble necHU. Moyemy?

A BCNOMHWM cLieHy, Koraa J1aspT NoAX0AUT K KOPO/ieBe U CNpaLlUBaer,
Kak ymepna Odenua. KoponeBa emy oTBe4YaeT: oHa rynsna no 6epery
PEeKu, nena necH!, pa3selunBana no AepeBbsAM LBETbI, MOTAHYNACb 3a
BbICOKOWM BETKOM, BCTa/sla Ha CyK, CYK 06/I0OMWJICA, OHa ynana B BoAY,
TAMeNble oAeXabl NOTAHY/IM ee KO AHY, HO OHa NpoAoiKana nethb...
Bam He KameTcAa cTpaHHbIM, YTO KOPOJIEBa 3HAET TaKUe NoTpAcalLMe
noapo6Hoctn? OTKyaa? Odenua — camblit 3arafoyHbli MEpPCOoHaX
LLlekcnupa, U Mok “lamnetr” — 310 NnecHu Ocenun».



olga vlasova:

‘ amlet in our performance is a mirror that reflects
and reveals every character of Shakespeare’s
play, he is a prism which allows us to see who is

who. Whether he really exists is a big question:

we are looking for him in the mirror-world of the
production. There are mirrors and branches on the stage. Ophelia
multiplies in mirrors: three singers and a performer become different
reflections of the same image. The breaking branches in our hands are
a broken branch under Ophelia’s feet, a broken life. Alexey Sioumak’s
songs, too, stylised as Baroque, are constantly ‘breaking’ into parts,
into phonemes, individual sounds. They sink and then resurface from
the depth of musical electronics which Alexey created together with
Dmitry Mazurov for this event.”

alexey sioumak:

not Hamlet but Ophelia. Hamlet is just revolving around

this character. Take Ophelia’s mad scene: after all, she

has not gone mad, she is in the extreme of despair. Even
in Stanislavsky’s production she appeared in this scene pregnant,
at about the fifth or sixth month. And we understand why. Ophelia
sings six strange songs, each of them more complicated than the
previous one. First, she sings verses about St Valentine — and this
is a song about love. The last song ends with an obscenity —
| consulted with native speakers, Shakespeare’s words cannot be
translated in any other way — that is, Ophelia sings obscene songs

‘ ‘ reread Hamlet in the original and was shocked at how
modern the play is. The protagonist of this tragedy is

at court. Why?

Let us remember the scene when Laertes approaches the Queen
and asks how Ophelia died. The Queen answers him: she was
walking along the riverbank, singing songs, hanging flowers on
trees, then to reach for a high branch she stood on another branch,
it broke off, so she fell into the water, heavy garments pulling her to
the bottom, but she continued to sing... don’t you think it’s strange
that the Queen knows such amazing details? How did she learn
them? Ophelia is Shakespeare’s most mysterious character, and my

Hamlet is Ophelia’s songs.”
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Kata BoyaBap — XxyAOMHWK, COYeTalOWWA B CBOEM TBOPYECTBE CTPEMIEHUE K
KPOCC-AUCLMIMJIMHAapPHOCTU U CHJIOHHOCTb K HKonsiabopauuaM C APYrMMU aBTOpaMM,
a TaKike noaxoA «34ecb U celyac» B paboTax Ha niowazKax COBPEMEeHHOro MCKYyC-
CTBa, B My3blKka/lbHbIX U NepdopMaTUBHbIX NpoeKTax. Ee NpoeKTbl LUIMPOKO M3BECTHbI
B Halleh cTpaHe U 3a pyberom.

Onbra BnacoBa — auvpuiep, neBuua, My3blKalbHbIN
pyKoBoauTenb Teatpa « [IpaKTUKa» U BOKanbHO-UHCTPYMEH-
TanbHoro aHcaména «[lMpaKTuKa». YaocTtoeHa mexayHapoa-
HoM ctuneHann um. Muturo Xupasawvibl ot PoHaa Usabennbl
LLlenbcH, npucyxaaemoin BblAAOWUMCH MUCMOJIHUTENAM B
061acTU COBPEeMEeHHOM BOHKaNbHOW My3blKM (Pum, 2018-
2019). JlaypeaT pa3nu4HbIX KOHKYPCOB U hecTUBaNen, y4acT-
HULLA KYPCOB M MacTep-KaaccoB MO UCMOSIHEHUIO HOBEWLIEN
M 6apoyHor My3biKM B [dapmwTaare, Ctpacbypre, paue,
MvyHaeHe n MocKBe. PyKoBoauTeNb U Y4aCTHUK BOKasb-
Horo aHcam6ns interaACTive. My3blKanbHbl PYKOBOAUTEND,
XOPMEeMCTEP-NOCTAaHOBLUUK CMEKTak/ied — HOMMWHAHTOB M
naypeatoB npemuu «3onotad macka»: « Mopos, KpacHbii
Hoc» (MockBa, 2019), «3aHoc» (MockBa, 2019), « Hopma»
(MockBa, 2019), onepbl Cantos (Mepmb, 2016), onepbl
«CBaabba» (Mepmb, 2017). MpenoaaBsaTenb nabopaTtopuu
Gnesin Contemporary Music Week (Mocksa, 2018, 2019).
B KauecTBe COJIbHOrO WMCMONHUTENA COTpyAHWYana U npo-
OOJIKaeT BbICTynaTb ¢ aHcambniem CpeAHeBEKOBOM MY3bIKH
Labyrinthus, Ctyaueit HoBo# My3bikKM, MOCKOBCKMM aHCamM6-
nem cospemeHHon my3blkM (MACM), OpensoundOrchestra,
aHcam6nem Ile Théleme.

Anekcen CioMaK — KomnosuTop, Kypatop. Mobeautens MemayHapoAHOro KOHKypca
monoabix KomnosutopoB MM. . U. KOpreHcoHa (2003, 2005) 1 Muduinckux urp (2006).
YneH Komno3suTopcKux rpynn « ConpotusneHue Matepuana» (CoMa) u «lMnactuka 3ByKan.
Mpenoaaet B MocKoBCKOWM rocyaapcTBeHHOM KoHcepBaTopuu uM. . K. YaiikoscKoro. Couu-
HEeHUA MUCMONHAMIUCb Ha Beayliux hecTMBanfAX CoBpemMeHHOM My3bikM B Poccuu, Benuko-
6puTaHuu, Ffepmanmn, Huaepnangax, Monblie TaKUMKU KONNEKTUBaMM, Kak locyaapcTBeH-
HblA aKaJeMU4YeCKUH cumMmboHUYecKuin opKectp Poccun um. E. ®. CeetnaHoBa, MACM,
Ctyaua HoBoir my3bikW, eNsemble, Ensemble Modern (fepmanusa), Schénberg Ensemble
(HuaepnaHabl), De Ereprijis (Huaepnavapl). CotpyaHuyan ¢ pexuccepom Kupunnom Cepe-
6peHHMKOBbLIM: onepa « CtaHuuA» (thectuBanb « Tepputopua», 2008), cnexktarknb « Kure»
(MXT um. A. . YexoBa, 2009) u opatopusa « PekBuem» (MXT mum. A. IN. Yexosa, 2010). Jlay-
peat npemun « 3onotasa macka» (2018) 3a my3bIKy K onepe Cantos ([lepMcKuii TeaTp onepbl
u 6aneta, pexuccep CemeH AnekcaHapoBCKUM, aupuxep Teogop KypeHTtsuc, 2017).



Katya Bochavar is an artist who combines in her
work striving for interdisciplinarity and a penchant for
collaborations with other authors, as well as the “here and
now” approach in her works at contemporary art venues,
in musical and performative projects. Her projects are
widely known both in Russia and abroad.

Olga Vlasova is a conductor, singer, musical director of the Praktika Theatre and the
Praktika vocal and instrumental ensemble. She was the bursar of the Scholarship Michiko
Hirayama from the Isabella Scelsi Foundation, awarded to outstanding performers in the field
of contemporary vocal music (Rome, 2018-2019). She is a laureate of various competitions
and festivals and participant of courses and masterclasses on modern and Baroque music
performance in Darmstadt, Strasbourg, Graz, Gmunden, and Moscow. Olga Vlasova is the
leader and member of the vocal ensemble interaACTive. She is the musical director and
choirmaster of performances nominated for and awarded Russia’s “Golden Mask” National
Theatre Award: the theatre productions Frost the Red Nose (Moscow, 2019), Spin (Moscow,
2019), The Norm (Moscow, 2019), the opera Cantos (Perm, 2016), the opera Svadba/Wedding
(Perm, 2017). She lectured at the Gnesin Contemporary Music Week Laboratory (Moscow,
2018, 2019). As a solo performer, she has collaborated and continues to perform with the
Labyrinthus Medieval Music Ensemble, the New Music Studio, the Moscow Contemporary
Music Ensemble (MCME), the OpensoundOrchestra, the Tle Théleme Ensemble.

Alexey Sioumak is a composer and curator. He is the
winner of the International Jurgenson Competition for Young
Composers (2003, 2005) and the Pythian Games (2006).
Alexey is a member of the composer groups “Resistance
of Material” and “Plastics of Sound”. He teaches at the
Tchaikovsky Moscow State Conservatory. His compositions
were performed at the leading festivals of contemporary
music in Russia, Great Britain, Germany, the Netherlands,
and Poland by such collectives as the State Academic
Symphony Orchestra of Russia (Svetlanov Symphony
Orchestra), the MCME, the New Music Studio, the eNsemble,
the Ensemble Modern (Germany), the Schonberg Ensemble
(Netherlands), De Ereprijis (Netherlands). Alexey Sioumak
has collaborated with director Kirill Serebrennikov: the opera
Station (Territory Festival, 2008), the theatre production
Kizhe (Moscow Art Theatre, 2009), and the oratorio
Requiem (Moscow Art Theatre, 2010). He is the laureate
of Russia’s “Golden Mask” National Theatre Award (2018)
for the music for the opera Cantos (Perm Opera and Ballet
Theatre, directed by Semyon Alexandrovsky, conducted by
Teodor Currentzis, 2017).
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18 uioHA cb
21:00 18+

@ 3aBoA WnaruHa. «aMrtepa a»
*  npembepa JarunescKoro ectusansa

Kapn Opd (1895-1982)

De temporum fine comoedia
Onepa-mucmepus

(peaakuma 1981 roaa)

pexuccep:

AHHa lyceBa

XYAOMHUK:

KOnua Opnosa
xopeorpad:

AHacTacua lNewkKoBa
XYAOHHUK MO KOCTIOMaM:
Cepreit UnnapuoHoB
XYZAOMHUK MO CBeTy:
MBaH BuHorpaaos
BUAEOXYA0MHUKM:
2BLCK

NOMOLLHUK pexuccepa:
3axap 3anues
JIMHEWHbIX npoatocep:
AnekcaHppa McaKoBa
TeXHUYECKHUIM AUPEKTOP NOCTaHOBHKM:
Cranucnasa MupoHoBa
reHepasbHbiii Npoatocep:
EKaTepuHa ApceHbeBa

My3bIKa/lbHbI PYKOBOAUTE/Ib U AUPUKEp:
Teogop HypeHT3uc

WUCMOJIHAIOT XOP U OpKecTp
musicAeterna

npu yyacTuu

conpaHo Haaexabl MaBnosow,
Mpunu Uuparuamc

130




June 18 sat
21.00 18+

@ shpagin plant, litera a
* Diaghilev Festival premiere

Carl Orff (1895-1982)

De temporum fine comoedia
Opera-mystery

(1981 edition)

director:

Anna Guseva
production designer:
Yulia Orlova
choreographer:
Anastasia Peshkova
costume designer:
Sergey lllarionov
lighting designer:
lvan Vinogradov
video designers:
2BLCK

assistant director:
Zakhar Zaitsev

line producer:
Alexandra Isakova
technical director:
Stanislav Mironov
general producer:
Ekaterina Arsenyeva

music director and conductor:
Teodor Currentzis

performed by the musicAeterna
Choir and Orchestra

featuring sopranos Nadezhda Pavlova
and Irini Tsirakidis
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dHHa rycesa:

awa nocTtaHoBKa He cneayeT cLEeHapuio
Kapna Opda B TO4YHOCTU. Mbl HauuHaem
nepBbli aKkT ¢ Toro, 4Yto nau yéunu Bora.
Bo BTOpOM aKTe OHM Bora nomuHawT —

nocTeneéHHoO nNpuxoAAT K OCO3HaHWK TOro,
YTO HaTBOPWJIK, MOITOMY B NepdopmaHce MHOIO 3/1IeMEHTOB pa3HbIX
HapoAHbIX PUTYyaNoB, CBA3aAHHbIX C KyJibTaMHX NPeaAKOB.

Op CTPOUT MOCT MeHAY BEKaMU — B €ro MUCTEPUU €CTb aHTHUYHbIE
npopuvuaTtesbHULbI U PaHHEXPUCTUAHCKMe MoHaxu. Mbl npogon-
aem 3TOT MOCT — KOHeL, CBeTa NPOUCXOAUT 34eCb U ceryac, B TOT
MOMEHT, KOorZa pasbirpbiBaeTcs Halla MUCTepusa. BoT Tpu TOUYKKU BO
BPeMeHHU, MeMAy KOTOPbIMM BeAeTcs Be4yHbld pa3roBop o bore u
¢ borom. CuBunnbl galT YepHO-6enyl0 KapTUHY MUpa, B HEW €CTb
npaBeAHUKU U eCTb IPELIHUKU, KOTOopbIX Bor nokapaet. AHaxopeThbl
BBOAAT Ba*KHEHLINE XPUCTUAHCKUE NMOHATUA: UCMOBEAb U NOKasAHHUeE.
MpouleH 6yaeT BCAKUM, KTO 06 3TOM MCKPEHHE MOMPOCUT, — 3TO
OCHOBHOM MOCbIN onepbl, Ha MoK B3rNAA. KoHel cBeTa npoucxoaut
C HaMM NOCTOAHHO, U aKT MPOLLEHUA — K/IIOYEBOU MOMEHT B HU3HU
KamAoro: KaxAabln pas, Korga Mbl MPOCUM NPOLLEHMA Y APYIFUX UK
npowaem camu cebs, BHYTPU Hac HacTynaetT ManeHbKUr pan.

B TpeTtbei yactu muctepun Opda Jlioundep TpUHKAbI NPOCUT NPO-
weHuna y bora. Mbl He cabilwuMm rnaca c He6ec: “/lla, A Teba npoctun”,
HO B OTBET U3JaJieKka 3BYy4YMT Xopas co cioBamu “A npuay K Tebe, Tbl
eCTb yTellnTe/lb U KOHeYHasd uenb”’. To eCTb BO BpeMs NOKaAHUA Mbl
nojsiyyaem BO3MOMHOCTb COeAuHeHUA ¢ Bborom, cnoco6HOCTb 0CO-
3HaTb Ero B ce6e U No4yyBCTBOBaTb CBOIO 6OKECTBEHHYIO MPUPOAY.
B cueHuuyeckux pemapKkax Opcda npAmo onucaHa TpaHcthopMaLuA
Jliouundepa. C KaxabiMm BOCKAULAHUEM “A corpewunn” oT Hero otne-
TalT Macka, naTtbl, AOCMEXU, U OH MpeAcTaeT nepea 3pUTENAMU
aHrenom, Kakum ero cosgan bor. B Hawel noctaHoBKe TpaHcdop-
MaLUuA OXBaTblBaeT BCEX MPUCYTCTBYIOLWMX — TPaHCHOPMUpPYeTCs
camMo NPOCTPaHCTBO cLeHbl. KoHel cBeTa He OTMeHsAEeTCA, HO CTaHO-
BUTCA BCEOOLLMM NpeobpaeHuem.



anna guseva:

‘ ‘ ur production does not follow Carl Orff’s script
to the letter. We begin the first act with the
fact that people have killed God. In the second

act they mourn God — they gradually come to

realise what they have done, so there are many
elements of various folk rituals associated with ancestor worship in
the performance.

Orff builds a bridge between the centuries — his mysteries feature
ancient sibyls and early Christian monks. We extend this bridge —
the end of the world is happening here and now, at the moment
when our mystery is being performed. Here are the three points in
time between which there is an eternal conversation about God and
with God. The sibyls give a black-and-white picture of the world in
which there are the righteous and there are the wicked who will be
punished by God. Anchorites introduce the most important Christian
concepts — confession and repentance. Anyone who sincerely asks
for forgiveness will be forgiven — this is the main message of the
opera, as | see it. The end of the world happens to us all the time,
and the act of forgiveness is a key moment in everyone’s life: every
time we ask forgiveness from others or forgive ourselves, a little
paradise flourishes within us.

In the third part of Orff’s mystery Lucifer asks God for forgiveness
three times. We do not hear a voice from heaven — ‘Yes, | forgive
you’ — but in response a chorale sounds from afar with the words
‘I will come to You, You are the comforter and the final objective’.
That is, through repentance, we get the opportunity to connect
with God, the ability to perceive Him in ourselves and feel our
divine nature. Orff’s stage remarks directly describe Lucifer’s
transformation. With each exclamation ‘Il have sinned’, his mask
and suit of armour fall off, and he appears before the audience as
an angel, as God created him. In our production the transformation
embraces all those present — the space of the stage itself is
transformed. The end of the world is not cancelled, but it becomes
a universal transformation.”
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9TO KOHEeU

MP TaK Pe3KO YCNOHKHU/ICA U YCKOPWUIICA K Hadany bozdan Koporéx
XX BeKa, 4To ¢ HUM noTpeboBasochb paguKkanbHoe
o6pauleHne. MOAUTUKKA yCTpOUNU MoApAA ABe
MWUPOBble BOWMHbI U MOCTaBWIU BOMPOC pebpom:
YC/IOMHATLCA JAalblle WAWM CaMOYHUYTOMAaTbCA.
B 3TOoi cuTyauuu KOMMO3WUTOPbl MPeAJIOMWUIM ABe MOAEeNU
(bYHKLUMOHUPOBaAHUA My3blKW: OHa JIM60 Crnoco6CTBYeT nepe-
yctpoiictBy Mupa (CKpsGUH U ero HecocCTosBLUAACA rMManam-
cKkaa «Muctepua», npyuaymaHHasa, Bnpo4yem, ewe A0 lNepBo#
MWUPOBOM), TM60 BbICKa3bIBAaeTCA O MPOUCXOAALLEM C nocnea-
HeHl NpAMOTON, Npunagasa K CO6CTBEHHbIM KOPHAM.

Kapn Opd peanusoBan BTOopylo Mogenb. CnaBy emMy NpPUHEC/M CLEHU4YecKasa KaHTaTa
Carmina Burana, BnepBble ucnonHeHHasa B 1937 rogy, U cuctema My3blKaJIbHOrO BOCMUTa-
HuA getern — Orff Schulwerk. CouMHeHue U negaroruka Opda cyTb CTOPOHbI OAHOW MeAanu:
BO3BpalleHhe K My3blKaJibHbIM NepPBOOCHOBAM, O6HaMeHUe pUTMa, MomnbiTKa NpeBpaTUTb
cnywarensa B COy4YaCTHUKa. PoraeHWe My3blKU Bbi3blBaeT TPYAHOOObACHUMbIA, UMEHHO
AETCKUIM BOCTOPI.

B nocneaHem counHeHuM, De temporum fine comoedia (« Komeausa Ha KoHeL, BpeMeHW»),
Opd aoBen cob6CTBEHHbIM METOA A0 JIOrMYEeCcKoro npeaena. Tema cBeTonpecTaBaeHUA Tpe-
60Bana KonoccasbHbIX MacliTaboB Tpyaa U MbiciM. PaboTta npogon:kanacb 10 net, cMHanb-
HYIO pefaKkuuIo aBTop caenan 3a roj Ao KoOH4YMHbI. [NpeaycMoTpeH OrpoMHbIA COCTaB UCMON-
HuTenen: 20 CONUCTOB, ABa YTeua, TPU Xopa U AETCKUM XOp, LUeCTePHOW COCTaB AYXOBbIX,
TPU poANa U TpU apdbl, Ay61MPOBaHbl HEKOTOPbLIE yAapHble. B KOHLe BpeMeH Bce paBHbl —
U B €BPOMENCKUN OPKECTP, JIMWEHHbIH BbICOKUX CTPYHHbIX, ro60eB U ¢harotoB, BMMCaHbI
NIMTO(hOH, UHAOHE3UUCKUIMA aHTKNYHT, GINKHEBOCTOYHbIE AapOyKHU, KY6MHCKasa KOHra, AMnoH-
CKHUMA XpaMoBbli roHr Ao6ayn. Bce 3To HanomuHaeT rnob6anbHoe 3aHATUe Orff Schulwerk.
KcTtatu, B OpKecTpe eCTb MHCTPYMEHTbI, co3aaHHble Opdom AnA ypoKoB: MUHUATIOPHbIE
KCUI0(hOH-TEHOP U KCUo(hoH-6ac.

®DYHKLMOHANLHO 3TO BCe TOT e MexaHU3M, 4To AeincTtBoBan B Carmina Burana u He meHee
6necTsLLen, HO MeHee U3BeCTHOM KaHTaTe « Tpuymd Adpoautbi». Ecnm 3arnaabiBatb rnybe
B MpoLu/ioe — 3anyleHa Ta ¥e ApaM-MalluHa, 4To B «CBagebKke» CTtpaBUHCKOro. Moxox
Jae nepBbii 3BEHALLE-KOCTAHOW yaap — CUrHan K Hadany putyana. Habop tem6poB, Kyaa
YMECTU/IUCb, KPOME MepPeYUCIEHHDIX, LLEPKOBHbIA U 3NIEKTPUYECKUI OpraHbl, YenecTa, CTeK-
NIiHHaA rapMOHMKa U BeTpoBaA MallMHa, ropaszo 6osblue Bne4yartnsaeT Kak uaed. Ha cayx
3TO pasHoobpasue TPpyAHO YCBOUTbL: Opd o4YeHb 3IKOHOMHO UCMONb3yeT BO3MOXHOCTH CTOJb
OrpPOMHOI0 OPKECTPa, JIMLLb NoA4YePKUBAA UM CKaHAUPOBaHUE XOpa U NcaiMOAMIO COJIUCTOB. P>
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this I1s the end

Bogdan Korolyok y the beginning of the 20" century the world had
become so dramatically complicated and accel-
erated that it required radical treatment. Politi-
cians staged two world wars in a row and put the
question point-blank — to complicate further or

self-destruct? In this situation the composers proposed two
models for the music to function — it either contributes to
the reconstruction of the world (Scriabin and his failed Him-
alayan Mysterium, however, conceived before World War 1),
or speaks about what is happening with the utmost direct-
ness, going to its own roots.

Carl Orff opted for the second model. Fame came to him with the stage cantata Carmina
Burana, first performed in 1937, and the system of musical education for children, Orff
Schulwerk. Orff’s composition and pedagogic approach are two faces of the same coin:
a return to the musical fundamentals, the exposure of rhythm, an attempt to turn the listener
into a participant. The birth of music causes an inexplicable, precisely childish delight.

In his last composition, De temporum fine comoedia or Comedy on the End of Time, Orff
brought his own method to the logical extreme. The theme of the Judgement Day required
a colossal scale of thought and labour. The work continued for 10 years, the author made
the final revision a year before his death. A huge cast of performers is required: 20 solo-
ists, two reciters, three choirs and a children’s choir, a wind ensemble increased sixfold,
three grand pianos and three harps, some percussion doubled. At the end of time, everyone
is equal — so a European orchestra, devoid of high strings, oboes and bassoons, has a
lithophone, an Indonesian angklung, Middle Eastern darbukas, a Cuban conga, a Japanese
temple bell dobachi. All this is reminiscent of the global class in Orff Schulwerk. By the way,
the orchestra has instruments created by Orff for his lessons — miniature tenor xylophone
and bass xylophone.

Functionally, this is still the same mechanism that operated in Carmina Burana and the
equally brilliant but less well-known cantata The Triumph of Aphrodite. If one looks deeper
into the past, the same drum machine is running here as in Stravinsky’s Les Noces. Even
the first bone-ringing knock is similar — the signal for the ritual to begin. The set of tim-
bres, which includes, in addition to those listed, church and electric organs, celesta, glass
harmonica, and wind machine, is much more impressive as an idea. It is difficult to perceive
this diversity by ear: Orff uses the capabilities of such a huge orchestra very sparingly, only
emphasising the chanting of the choir and the psalmody of the soloists. >
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MoyepK aBTOpa HETPYAHO Y3HAaTb, HO MO CPAaBHEHUIO C NMpeAblAYLMMK OnycaMyi My3blKailb-
Hoe BpeMA 3HauyuTe/lbHO 3amMeAJ/IeHO, CBAA3U MeMAy YacTaAMMU ocnabneHbl, axkTtypa paspe-
#eHa. Llaput opaTopuanbHasa ctatuka. MaccuBHble tutti u 3ByKoBble 06Basnbl NpUNaceH.l
K camomy thrMHany. B otanMuMe ot MHOrMxX Konsier-coepemMeHHUMKoB, Opd pUcyeT KoHel, cBeTa
C UCKJIIOYUTENbHBIM CMOKOWCTBMEM W MYAPOCTbIO — B €ro MOHWUMaHWKU 3TO CHACT/IMBbLIN
KoHel. CnoBo «KomeauA» ynotTpebsfaeTca B aHTUHHOM U CPeHEBEKOBOM 3Ha4YeHWU: Aen-
cTBUe 6e3 KaTacTpoduyeckoro ucxoaa. CtepHeM KaHTaTbi-MUCTEPUU CTanM paboTbl rpe-
yecKoro 6orocnoBa lll Beka OpureHa, KOTopbli pa3BUBan UAE anoKaractacMca — «BOC-
CTaHOB/IEHUA» U UTOrOBOro NpoLleHUA Beero cylero. Cnosa OpureHa BbiHeCeHbl B anurpad
¥ noBTOpPAOTCA B hHHane: « KoHUuoM Bcero 6y4eT YHAUTOKEHHUE NMOPOKOBY.

Komno3uuma npocta — Tpu YacTh. CUBUI/IbI 06BABAAIOT O CKOPOM KOHLe cBeTa. AHaxopeThbl
oTtpuuatoT ero. lNMocneaHue noau npocAT Boxben MUNOCTH, NAALWKUA aHren npeBpallaeTca
B M3HavanbHoro Jlioundepa. HeHCKMA aHcambib — MYMHCHKOW aHcambib — Xxop. JlaTbiHb,
APeBHerpeyecKkmMii U HeMeL KU CMeLLliaHbl JaMe B Npeaesiax 0AHOro NPeA/IoKeHUs, HO TEKCT
NPaKTUYECKHU HE UMEeT 3HayeHUs, BO BTOPOM U TPETber YacTAX OH CBEAEH A0 3aK/IUHa-
TeNbHbIX (hopMy/, 6eCKOHEeYHO noBTopAwmMxcA. C amepuKaHCKON peneTUTUBHOW MY3bIKOM,
coBpeMeHHon Opdyy, « Komeanio» pOAHAT He TOJIbKO NOBTOPAIOLWMUECA CTPYKTYPbI, HO U TEM-
6p0OBO-aKyCTUYECKUIM NPOMDUIb, PaCCUUTaHHbIA CKOpee Ha 3/1IeKTPOHHOE BOCNPOU3BeAEHHE.

De temporum fine comoedia anurca Bcero 4yac: AnA MMCTepUanbHbIX yCTpemaeHun XX BeKa
(«CBAToM dpaHuuck Accusckuin» MeccuaHa, « Ceet» LLToKxayseHa) n aame XIX («Mapcu-
¢anb» BarHepa) — coBcem HeMHoro. Yem 65uiie K KOHUy, Tem 60osiee NpU3pavyHO 3BYyYa-
HUe. BmecTo oMAaeMon NUPOTEXHUKU ClyllaTeNied NPOBOMKAET KBApPTET AaMe He aNbToB,
a CTapyHHbIX BHOA. Jllouudep npoleH, yaap Kak OCHOBHOM NPUeM 3BYKOU3B/IEYEHUSA CMe-
HAETCA C/NUTHbIM BeAeHUeM CMbIvKa, a Opcd Bo3BpallaeTcA K COOCTBEHHOW MOJIOAOCTU —
MUCMONb3YyeT PaHHIo Nbecy Ha MOTUB 6axoBcKoro xopana Vor deinen Thron tret’ ich hiermit
(«MNepen TBOUM NpecToNOM NpeacTalo»).

«Homeauio» — B CUy ee TeXHOJIOFMYECKOW IKCTPaBaraHTHOCTU — UrpaloT KpamhHe peaKo.
Mpembepy B 1973 roay npoBen TorAalwHWK Xo3fAWH 3anbubdyprckoro dectuBana lepbept
¢oH KapasaH — oaHa U3 peAKUX Bbi1a30K Ma3aCTPO Ha TEPPUTOPUIO COBPEMEHHOM MY3bIKH.
B Poccun nepBbiv 6bin1 Teogop KypeHT3MC: Ha 3akpbiTUM hecTtuBana « TeppUTopUsa»
B 2007-m ero coaBTopoM cTan pexuccep Kupunn CepebpeHHUKOB. OpraHM3aTopbl LUTH-
poBanu nporpamMHyto cratblo Meiepxonbaa « Banaran»: « fl yéemaeH, 4To A0 TeX nop, NoKa
co3gaTtesiu HEOMUCTEPHUIM He NMOPBYT CBA3U C TeaTPOM, MOKa OHU OKOHYATe/IbHO He YUAYT U3
TeaTpa, 40 TeX Nop MUCTepUA 6yaeT MellaTb TeaTpy, a TeaTp — MUCTEPUM».

CnekKraknb KypeHtanuca — CepebpeHHMKOBa noa Ha3BaHWeM « MUcTepuoH» urpanu B KoH-
uepTHoOM 3ane YanKoBcKoro. Tenepb MECTOM MOCTUHAYCTPUAJIbHbIX MUCTEPUA CTaHOBUTCA
3aBoJ;: U3 NOCNEAHUX CXOMUX MPUMEPOB MOMHO BCNOMHUTL « CTpacTu no MapteHy» B BbiKce
(xoTA aBTOPbI CAEpHaHHO Ha3Banu CBOKW paboTy canT-crneunduk-nepcopmaHcom). Mocne
3aBoga LLinarMHa cuBuNNbl U aHaxopeTbl NnepeeayT B 6bIBLUMK KOHHbIM MaHe, rae nosseKka
Hasaz crenu Bnepsble: Ha 3anbubyprckom tdectuBane 2022 roga nposiorom De temporum
fine comoedia craHeT «3amoK repuora CuHAA Bopoga» Baptoka. ByaTto repouHsa onepbl
KOanbb 1 Bbi3aBana KoHel CBeTa, OTKPbIB CEMb 3anpeTHbIX ABepei. [ |



The author’s handwriting is not difficult to recognise but compared to previous opuses,
the musical time is significantly slowed down, the connections between the movements are
weakened, and the texture is sparse. Oratorical statics reigns. Massive tutti and sound col-
lapses are reserved for the very end. Unlike many of his colleagues and contemporaries, Orff
recounts the end of the world with exceptional calmness and wisdom — in his understanding
this is a happy ending. The word “comedy” is used in the ancient and medieval meaning: an
action without a catastrophic outcome. At the core of the mystery cantata were the works of
Origen, a Greek theologian of the 3 century AD who developed the idea of apokatastasis —
“reconstitution” and the ultimate forgiveness of all existing things. Origen’s words are put into
an epigraph and repeated in the finale: “The destruction of vices will be the end of everything.”

The composition is simple — there are three parts. The sibyls announce the imminent end of
the world. The anchorites deny it. The last people ask for God’s mercy, the fallen angel turns
into the original Lucifer. Female ensemble — male ensemble — choir. Latin, ancient Greek
and German are mixed even within the same sentence, but the text practically does not mat-
ter, in the second and third parts it is reduced to incantatory formulas, endlessly repeating.
Comoedia is related to American repetitive music, contemporary to Orff, not only in repetitive
structures but also in its timbre-acoustic profile designed rather for electronic reproduction.

De temporum fine comoedia is only an hour long: for the mystical aspirations of the 20" (Mes-
siaen’s Saint Francois d’Assise, Stockhausen’s Lichf) and even the 19" century (Wagner’s
Parsifal) — quite a bit. The closer to the end, the more ghostly the sound becomes. Instead
of the expected pyrotechnics, the audience is bid farewell by a quartet of not even violas but
ancient viols. Lucifer is forgiven, striking as the main method of sound production is replaced
by connected bow strokes, and Orff returns to his own youth — uses an early piece to the
tune of the Bach chorale Vor deinen Thron tret’ ich hiermit (“| Stand Before Your Throne”).

Due to its technological extravagance Comoedia is rarely played. The premiere in 1973 was
conducted by Artistic Director of the Salzburg Festival Herbert von Karajan — one of the maes-
tro’s rare forays into the territory of modern music. In Russia its first performance belongs
to Teodor Currentzis: at the closing ceremony of the Territory Festival in 2007, director Kirill
Serebrennikov became his co-author. The organisers quoted Meyerhold’s major article Bala-
gan: “l am convinced that until the creators of neo-mysteries break ties with the theatre, until
they finally leave the theatre, until then the mystery will impede the theatre, and the theatre
will impede mystery.”

The production by Currentzis — Serebrennikov called Mysterion was performed in the Tchai-
kovsky Concert Hall. Now the factory is becoming the stage for post-industrial mysteries:
among the latest similar examples, one can recall the Passions on an Open-Hearth Furnace
at the Vyksa Festival (although the authors discreetly called their work a site-specific per-
formance). After the Shpagin Plant sibyls and anchorites will move to the former equestrian
arena where they sang for the first time half a century ago: at the Salzburg Festival in 2022
the prologue of De temporum fine comoedia will be Bluebeard’s Castle by Bartok. It’s as if the
heroine of the opera Judith caused the end of the world by opening seven forbidden doors.
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AHHa TyceBa — XxyAOMHUK, pemuUccep TeaTpa, KUHO U MoAHON MHAYCTpUKU. C 2014 ropa
yneH TBop4yecKoro cotsa xyaoxHWUKoB Poccuu (TCXP). YuyactBoBana B V MocKoBcKoM
6uMeHHane coBpeMEHHOro UCKYCCTBa, BbicTaBKax B lMapuke, Aoccenbaopde, Bpiorre v ap.
Cos3paBana KapTUHbl U NabNUK-apT-06bEKTbI, KOCTIOMbI 4N1A TeaTpa, BUAEO, NephopmaHca.
XyaoecTBeHHaA Kapbepa Nocny}unaa 0OCHOBOW ANA Hayana paboTbl KpeaTUBHbIM AUPEKTO-
pPOM U pexuccepom elleH-BUAC0ChEMOK, NepdopmaHca U TeaTpa. Buaeodunom Not Alice
Bowen B wopTt-nucT dectusanei Film in Focus 1 SHORT to the Point B Byxapecte, Short
Shot Fest B MocKkBe 1 nonyunn aunnom B Kateropuu Experimental Music Video cectuBansa
International Music Video Awards B ByaganewTe. PonuK 6bi1 BbiNyLWeH 3KCKA3UBHO ANA
HypHana PAP Magazine B MunaHe. Pexuccepckaa pabora What Bothers Me no6eauna B
HomuHauuu Visual Art Ha poccuiickom Unknown Film Festival 2021, a TaKe Bowna B LWOPT-
nuct dectuBansa Berlin Commercial.

Onua OpnoBa — MynbTUAUCLMUMAWHAPHBIM XYAOMHUK KUHO, BUAeoapTa,
nepcdopmaHcoB, MOAHOM UHAYCTPUMK, 3D-KoHUEeNToB. XyAOHKHWUK-NOCTAHOB-
LMK NonHOMeTpaxHbIX dunbmoB « Apabi» (2019), «MepBblii cHer» (2020),
«Mo-mycKku» (2021), KOPOTKOMETPamHbIX KUHOKApTUH «[lepenpaBa |
Crossing» (2019, HomuHaHT BpuTaHCcKoro dectuBanad UILMOB YHKacoB,
naypeat npemuii KuHocdectusana B Hbtonopt-buy u HesaBucumoro KuHo-
tectuBana « entasa nMxopaaKka» B bencacte), « Xouy somoi» (2020, nobe-
auTtenb tectuBana « Kopoue», HOMUHAHT NpemMur « 30/10TOM open» U Ap.),
«BbicoTKa» (2020, HomHuHaHT hecTuBana « KMHoTaBp») U Ap. XyAOKHUK-NO-
cTaHoBLMK nepdopmaHcoB Love Will Tears Us Apart (Jom Paauo, 2022).

AHacTtacusn MewKoBa — xopeorpad 1 TaHuoswMua. C 2017 roga conucTka CoBpeMeHHOM
Tpynnbl TeaTpa «banetr MocKBa». Jlaypeat BcepoccuiicKoro KOHKypca apTUCToB 6aneta 1
xopeorpadoB (noa pykosoactsom 0. MpuropoBuuya) U MexayHapoAHOro KOHKypca apTu-
cToB 6aneta U xopeorpactoB « Apabeck» B HoOMMHauuu « CoBpemMeHHbIX TaHew». HoMUHaHT
npemMun « 3on0Tas Macka» B HOMUHaLUMKU «Jlydlliaa HeHcKasa ponb» (3a cneKktakab « CeaHc
OZIHOBPEMEHHOW UrpbI»).

Ceprert UnnaprvoHOB — XyAOMHUK TeaTpa U KUHO. B 2006-2010 rogax
6bl1 XyAOKHUKOM No cBeTy B netepbyprckom Teatpe Mm. JleHcoBerta.
C 2008-ro pa6botaet B bonblom ApamaTtuyeckom Teatpe um. . A. ToBcTo-
HOroBa — B KayecTBe XyAOMHWKa no KocTiomam. C 2009 roga akTUBHO
COTPYAHUYAET C TeaTpa/ibHbIMU U TaHLEBa/IbHbIMKU KOMNAHUAMMU KaK XYZAOH-
HUK-NOCTAHOBLUUK U XYAOKHHUK NO KocTiomaMm. 3a 12 neT npuHAn yyactue B
co3gaHuu 6onee yem 60 nocrtaHoBOK B 30 TeaTpax Poccuu U 3apyberbA.
HomuHaHT npemun «3onotasa macka» (2016) 3a cueHorpaduio U KOCTIOMbI
K cnektaknto «Kade Uanor» Teatpa «banetr MockBa». XyA0OHHUK Mo KocC-
TIOMaM CNeKTaknA — naypeara npeMmuu « 3onotasa macka» (2017) «Bce nytu
BeAyT Ha ceBep».



Anna Guseva is an artist, theatre, film, and fashion director. Since 2014
she has been a member of the Creative Union of Artists of Russia. She
took part in the 5" Moscow Biennale of Contemporary Art, exhibitions in
Paris, Dusseldorf, Bruges, etc. She created paintings and public art objects,
costumes for theatre, video, and performance. Her artistic career served as
the basis for her work as an artistic director and director of fashion video
filming, performance, and theatre. The short film Not Alice was shortlisted
for the festivals Film in Focus and SHORT to the Point in Bucharest, Short
Shot Fest in Moscow. The work received a diploma in the Experimental
Music Video category at the International Music Video Awards Festival in
Budapest. The video was released exclusively for PAP Magazine in Milan.
Her director’s work What Bothers Me won the Visual Art nomination at the
Russian Unknown Film Festival 2021 and was also shortlisted at the Berlin
Commercial.

Yulia Orlova is a multidisciplinary artist in the field of film, video art, performances, fashion
industry, and 3D graphic design. She is the production designer of the feature films Yards
(2019), The First Snow (2020), Like a Man (2021), the short films Crossing (2019, nominee
of the British Horror Film Festival, winner of the Newport Beach Film Festival and the Yellow
Fever Independent Film Festival), | Want to Go Home (2020, winner of the Koroche Short
Film Festival, nominee of the Golden Eagle award, etc.), High-rise (2020, nominee of the
Kinotavr Festival), etc. She is the production designer of the performance Love Will Tears
Us Apart (Dom Radio, 2022).

Anastasia Peshkova is a contemporary dance
choreographer and dancer. Since 2017 she has been
a soloist of the contemporary dance troupe of the
Ballet Moscow Theatre. Anastasia is a laureate of Yury
Grigorovich’s All-Russian Competition for Ballet Dancers
and Choreographers, the International Competition for
Ballet Dancers and Choreographers “Arabesque” in the
contemporary dance category. She nominated for Russia’s
“Golden Mask” National Theatre Award in the “Best female
role” category in the performance Simultaneous Game.

Sergey lllarionov is a production designer in the field of film and theatre. From 2006 to
2010 he worked as a lighting designer at the Lensoviet State Academic Theatre. Since 2008
he has been working at the Tovstonogov Bolshoi Drama Theatre as a costume designer.
Since 2009 Sergey has been actively cooperating with theatre and dance companies as a
production designer and costume designer. In 12 years he has participated in the creation of
more than 60 stage productions in 30 theatres both in Russia and abroad. In 2016 Sergey
was nominated for Russia’s “Golden Mask” National Theatre Award for the set and costume
design in the performance Café Idiot at the Ballet Moscow Theatre. He was the costume
designer of the Golden Mask winner performance Every Direction Is North (2017).
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Hapexaa MaBnoBa — nupuyeckoe conpaHo. MpurnaweHHas apTUcTHa musicAeterna,
c ce3oHa 2012/13 — aptucTKa lNepmcKoro TeaTtpa onepbl U 6aneta. PerynapHo BbicTynaer B
KPYMNHEHLLMX ONepHbIX TeaTpax U KOHLUEPTHbIX 3anax EBponbi: Anb6ckasa punapmoHun B Mam-
6ypre, Famb6yprcKana rocyaapcrBeHHas onepa, KénbHckasa ctmnapmorusa, KoHuepTxayc JopT-
MyHAa, Bonbloi Teatp Jllokcembypra U BeHcKkuin KoHueptxayc. C 2017 roga — npurnaileH-
HaA conucTrka bonbuoro Tearpa benapycu, ¢ cesoHa 2018/19 — npurnalleHHaa ColUCTKa
Bonbloro Teatpa Poccuun. B 2017 roay nonyumna npemuio «3onotad Macka» 3a rnaBHYHO
ponb B onepe « TpaBuaTta» (perunccep Pobept YuncoH, aupukep Teoaop KypeHTt3uc). Cpeau
Apyrux ee Harpaa — [paH-npu MUHCKOro MexAyHapoAHOro pPOMAECTBEHCKOro KOHKypca
BoKanuctoB (2015), npemua Accouuaumn My3bikaibHbIX KpUTUKOB MocKBbl (2016), npe-
mua Casta Diva B HomuHauuu «leBuua roaa» (2020). Haaexaa MasnoBa — 3acnyeHHasn
apTucTKa Poccuitickoi Pepepauuu.

UpuHu Limpakuauc — meuuo-conpaHo U3 Mpeuuu. MobeautenbHUua MeAyHapOAHbIX
KOHKYpCOB, BHJto4asa «IpaH-npu Mapuu Kannac» B AduHax U KOHKypc um. kakomo Apa-
rana B Ucnanuu. JebotupoBana Ha cueHe HauuoHanbHoM onepsbl Mpeunn B AdurHax, ¢ Tex
nop BbiCTynana Ha KpynHeMIIUX MUpPOBbIX naowaaKkax: Jla Ckana (MunaH), KoponeBckuit
Teatp KoBeHT-FapaeH u Anb6ept-xonn (JlonaoH), KapHeru-xonn (Hbto-MopK), Teatp Jiuceo
(BapcenoHa) u MH. ap. Umesa 17-neTHUit NpenoaaBaTe/IbCKUIM OMbIT, COTPYAHUYAET CO MHO-
rMMHU KOHcepBaTopuaMU peunn. OaHa U3 oCHOBaTe/IbHUL, HEKOMMEPYECKOM OpraHu3auuu
PhonoQuest, nogaepxuBatoLleit KynbTypy, HayKky U o6pa3oBaHue B 06/1aCTU 4€/I0BEHECKOIro
ronoca. COBMECTHO C MUaHWUCTKONH JUMUTPoi KOKKWMHOMYNY M BUMONOHYenMcToM Moprocom
Kanyancom BbicTynaeT B cocTase Tpuo Thesis. B ayate ¢ Moprocom Kanyavcom ucnonHser
CTapUHHYIO MY3bIRY.

Xop musicAeterna

XvaoMecTBeHHbIN pyKoBoauTenb: Teogop KypeHT3unc

ThaBHbIY xopmesicTep: Butanuit MonoHcKmi

Xop musicAeterna 6bin co3aaH Teoaopom KypeHT3ancom B 2004-m B HoBocubupcke, ¢ 2011
no 2019 roa 6b1n YacTbio Tpynnbl MepmcKoro Teatpa onepbl U 6aneta. C 2019 roaa — Hesa-
BUCHUMbIA KONJIEKTUB C TBOpYEeCKOM pe3uaeHumen B Jlome Paauo B CaHKT-IeTepbypre.

B peneptyape xopa musicAeterna coyetalotca pycckas U 3anagHoeBponencKan cpeaHeBe-
KoBafA My3blKa, WeAeBpbl 3M0XU 6apOKKO, KNacCUYECKUM XOPOBOWM M OMEpHbIM penepTtyap,
COYUHEHMSA COBPEMEHHbIX aBTOPOB.

Xop musicAeterna npvHMMan y4acTMe B NOCTaHOBKax pexuccepa [Mutepa Cennapca
«HKoponeBa uHaenues» MNépcenna (2013; KoponescKkuit Teatp Maapuaa), « Munocepauve
Tuta» (2017) u «UnomeHen» (2019) MouapTa Ha 3anbubyprckom tecTuBasne; B CNeKTakie
Po6epta YuncoHa « TpaBuata» (2016; NMepMcKuit TeaTp onepbl U 6aneTa, AaTcKaa KOMNaHUA
Unlimited Performing Arts, MlocyaapctBeHHbIM TeaTp JIMHUA U TeaTp ropoaa Jllokcembypra);
B cneKtaknax Pomeo Kactennyyun « aHHa Ha Koctpe» OHerrepa (2018; lNMepmcKuii Teatp
onepbl U 6aneta, JIMOHCKaA HauuoHanbHaa onepa, KoponeBckuit Teatp Jla MoHHe, TeaTp
Bbasena) u «JloH HMyaH» Mouapta (2021; 3anbubyprckuii dectuBanb). CneunanbHo AnA
xopa musicAeterna 6b111 HanucaHbl onepbl « Hochepaty» Amutpua Kypnauackoro (2014),
Tristia dununna ApcaHa (2016), Cantos Anekces Ciomaka (2016).

B 2018-m xop musicAeterna ctan naypeatom mexayHapoAaHoi npemun Opera Awards v poc-
cuiickux npemuin Casta Diva u «3onortaa mackan.



Lyric soprano Nadezhda Pavlova is an associated artist of the musicAeterna. Since 2012/13
she has been a member of the Perm Opera and Ballet Theatre troupe. She has been invited
to perform at major European opera and concert halls including the Elbphilharmonie in
Hamburg, the Hamburg State Opera, the Kélner Philharmonie, the Konzerthaus Dortmund,
the Grand Théatre de Luxembourg, and the Wiener Konzerthaus. Since 2017 Nadezhda
Pavlova has been a guest soloist at the Bolshoi Theatre of Belarus, since 2018/19 — a guest
soloist at the Bolshoi Theatre of Russia.

She won Russia’s “Golden Mask” National Theatre Award in 2017 for the title role in Robert
Wilson’s La traviata (conducted by Teodor Currentzis). Her other awards include Grand Prix
at the Minsk International Christmas Singing Competition (2015), the Moscow Music Critics
Association Award (2016), the Casta Diva award as the singer of the year (2020). She is
Merited Artist of the Russian Federation.

Irini Tsirakidis is a mezzo-soprano from Greece. She has won several competitions including
the Maria Callas International Grand Prix in Athens and the Giacomo Aragall International
Singing Competition in Spain. Ms Tsirakidis made her professional debut with GNO (Greek
National Opera in Athens), since then she has performed at major world venues: La Scala
in Milan, Covent Garden and the Royal Albert Hall in London, Carnegie Hall in New York,
the Gran Teatre del Liceu in Barcelona, and many others. Ms Tsirakidis collaborating with
many conservatories in Greece. She is a founding member of the Non-profit Organisation
“PhonoQuest”, promoting culture, science, and education of the human voice. Irini is a
member of the Thesis Trio with pianist Dimitra Kokkinopoulou and cellist Yiorgos Kaloudis.
With Yiorgos Kaloudis, as duet, they perform early music.

musicAeterna Choir

Artistic Director: Teodor Currentzis

Chief Choirmaster: Vitaly Polonsky

The musicAeterna Choir was founded by conductor Teodor Currentzis in 2004 in Novosibirsk,
from 2011 to 2019 it was part of the Perm Opera and Ballet Theatre troupe. Since 2019 it has
been an independent ensemble with a creative residence at Dom Radio in St Petersburg.
The repertoire of the musicAeterna Choir includes Russian and Western European
medieval music, the Baroque era masterpieces, classical choral and opera repertoire, and
compositions by modern authors.

The musicAeterna Choir took part in the productions directed by Peter Sellars — Purcell’s
The Indian Queen (2013; Teatro Real in Madrid), La clemenza di Tito (2017) and Idomeneo
(2019) by Mozart at the Salzburg Festival; in Robert Wilson’s La traviata (2016; Perm Opera
and Ballet Theatre, Unlimited Performing Arts, Landestheater Linz, and Théatres de la Ville
de Luxembourg); in Romeo Castellucci’s productions Jeanne d’Arc au Bucher by Honegger
(2018; Perm Opera and Ballet Theatre, Opéra National de Lyon, Théatre Royal de la Monnaie,
and Theater Basel) and Don Giovanni by Mozart (2021; Salzburg Festival). The opera scores
Nosferatu by Dmitri Kourliandski (2014), Tristia by Philippe Hersant (2016), and Cantos by
Alexey Sioumak (2016) were written on a special commission for the choir.

In 2018 the musicAeterna Choir won the International Opera Awards and the Russian “Casta
Diva” and “Golden Mask” awards.
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18 uioHA cb
23:00 18+

@ YyacTHaa unapmoHUA « TpUym»

*  npembepa

AMNOJIJIOH CUHUHA BOIr
O0Hoakmubili nepPOPMAHC, CUnmMe3 NOI3UL,
MY3bLKY U NAGCUKY

apT-AUPEKTop:

lMowa Py64YuHCKUM

TEeKCTbl U AeHUCTBUE:

HuKkuta BobKoB

3BYK:

BaneHTuH ®Pythaes, Buktopua XapKesuy
KpeaTUBHbIM NpoAtocep:

KpuctuHa Manbko

npocTpaHCTBeHHaA o6paboTKa 3BYKa:
Erop AHaHKO

MNowa PYyGYMHCKUA — auszaiiHep oaemxabl,
tdoTorpad, Xy40HHUK TeaTpa U KUHO

Hukuta BO6GKOB — no3T, neBeL, y4aCTHUK
npoekta GRUPPA

BaneHTUH dycdaeB — XyaoHHUK, My3bl-
KaHT, y4acTHUK npoekta GRUPPA

BuKkTOprAa XapKeBUY — 3BYKOBOM XYAOH-
HUK, pe3uaeHT SA

KpuctuHa MNanbKo — Kypatop cneunpoek-
ToB [loma Paauo v 6peHaa Teogopa KypeHT-
3uca Utopia Lab

Erop AHaHKO — My3blKaHT U 3BYKOBOM
XYAOMHUK, pa3paboTyuKk reHepaTUBHOM
My3bIKU U CayHACKEHNNoB




June 18 sat

23.00 18+
@ private philharmonic triumph

* premiere

APOLLO THE BLUE GOD
One-act performance, synthesis of poetry,
music, and plastics

art director:

Gosha Rubchinsky

texts and action:

Nikita Bobkov

sound:

Valentin Fufaev, Victoria Harkevich
creative producer:

Kristina Galko

spatial sound processing:

Egor Ananko

Gosha Rubchinsky is a fashion designer,
photographer, theatre and film set designer

Nikita Bobkov is a poet, singer, participant
in the GRUPPA project

Valentin Fufaev is an artist, musician,
participant in the GRUPPA project

Victoria Harkevich is a sound artist, res-
ident of SA

Kristina Galko is the special projects cura-
tor at Dom Radio, the curator of Teodor Cur-
rentzis’ Utopia Lab brand

Egor Ananko is a musician and sound
artist, generative music and soundscapes
developer
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HUKKUTA 60OKOB,
BaNeHTUH (ycdaes,
rowa pybyUMHCKUM:

bl [ielaeM MOHOCMNEKTaKlb O MOJIoAOM,
HeNI0BKOM, TporaTe/lbHOM repoe, KOTOpbii
NbiTaeTCA [AOCTUYL HEAOCTUMMMOM LeSH.

(( M Haw cuHTe3 naHTOMMMbI, MO33UU U MHOFO-
KaHanbHOro cayHA-naHgwadTa Hacneayet

OATUNEBCKOMY CUHTE3y MCHKyccTB. B aHTpenpuse [aruneBa 6biiu
nocrtaeneHbl 6anetbl “CuHuK 60or” PokuHa v “AnonnoH Mycaret”
BanaHuyuHa. Mbl 06bEAUHUNU ABA Ha3BaHUA BHE CBA3U C COAEPHa-
HUeM 6aneToB: OLWYLLEHUA OT COYETAHUA ITUX CJIOB CXOAHbI C CaMo-
oljylieHMeM Hallero repos, ero noJiAipHoCTblO, AyanbHocTbio. OaHa
ero CTopoHa — anoJUlIoHMYeCKas, co3epuarte/ibHO-co3uaaTtesbHas,
Apyraa — AWOHUCHUIMCKaA, camopaspywuTenbHad. CUHUMKM — UBeT,
KOTOpPbIM NepezaeT 4YyBCTBa repos U COeAUHAET ABa €ro Hadana.
C nomoLubio N033uK NepBoi YeTBepTU XXI BEKa Mbl Haxo4UM pUDMY
C Kabape nepBoi 4yeTBepTU XX BeKa. TeaTp B cBO60AHOW KNyO6HOMU
aTmoccepe poaHUT nepcdopmaHc ¢ acTeTUKorn 1970-x. TexHonoruye-
cKoe HoBatopcTBo 2000-x BOM/IOWEHO B MHOrOKaHa/lbHOM UHCTanN-
NIFIUUKU, B KOTOPOM MMUBOM rosoC Nno3Ta TpaHCthOpMUpPYeTCs, Norpy-
HanACb B 3BYKOBbI€ KOJJIaXH, CO34aloWMecs B pealbHOM BpeMeHU».

HUKUTA 6O0BKOB:

MATHOM poAMMbIM Ha BeKa Tbl/IbHOM CTOPOHE — TBOE MMH.
CepBUbHbIM KPUKOM Jieneyy, CTETOCKONMUYECKH Bpayy:

«Ycnbiwb mMa».
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nikita bobkov,
valentin fufaev,
gosha rubchinsky:

‘ ‘ e are presenting a one-man performance
about a young, awkward, touching hero
who is striving for an unattainable goal.
Our synthesis of pantomime, poetry, and
multi-channel soundscape succeeds to
Diaghilev’s synthesis of the arts. In Diaghilev’s entreprise Fokine’s
The Blue God and Balanchine’s Apollo Musagetes ballets were
staged. We have combined two titles with no regard to the content
of the ballets: the sensations from the combination of these words
are similar to the self-perception of our protagonist, his polarity,
duality. His one side is Apollonian — contemplative and creative;
the other is Dionysian — self-destructive. Blue is the colour that
conveys protagonist’s feelings and connects his two sides. In the
poetry of the beginning of the 21t century we have found a rhyme
with the cabaret of the beginning of the 20" century. Theatre in a
free club atmosphere makes performance similar to the aesthetics
of the 1970s. The technological innovation of the 2000s is embodied
in a multi-channel installation in which the poet’s live voice is
transformed, immersing in sound collages created in real time.”

nikita bobkov:

Your name is the birthmark on the century’s rear.

In a servile cry | babble stethoscopically to the doctor:

“Hear me.”
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19 UIOHA BC
00:30 18+

@ YyacTHaa unapmoHUA « TpUym»
*  npeMbepa

AMNOJIJIOH CUHUHA BOIr
O0Hoakmubili nepPOPMAHC, CUnmMe3 NOI3UL,
MY3bLKY U NAGCUKY

apT-AUPEKTop:

lMowa Py64YuHCKUM

TEeKCTbl U AeHUCTBUE:

HuKkuta BobKoB

3BYK:

BaneHTuH ®Pythaes, Buktopua XapKesuy
KpeaTUBHbIM NpoAtocep:

KpuctuHa Manbko

npocTpaHCTBeHHaA o6paboTKa 3BYKa:
Erop AHaHKO

148




June19  sun |
00.30 18+

@ private philharmonic triumph

* premiere

APOLLO THE BLUE GOD
One-act performance, synthesis of poetry,
music, and plastics

art director:

Gosha Rubchinsky

texts and action:

Nikita Bobkov

sound:

Valentin Fufaev, Victoria Harkevich
creative producer:

Kristina Galko

spatial sound processing:

Egor Ananko




| J.
)6

19 UIOHA BC
18:00 12+

@  3aBoj wnarvHa, 5-u uex

Metp MaBaTcKux
ConbHbIM KOHLUEpPT
Tocesuenue Anucy Kcenakucy

AHuc KceHakuc

Rebonds A ansa yaapHbix

Metp MaBaTCcKUX

Intro ana cantypa

Jlepa Ayap6ax

* POCCUICKanA npembepa
Mpentoauna, TokkaTa u MocTaoaua
AnA BubpadoHa

Maprta MTawurHbcKan

Graffito gna mapumési

Mwaopu Takaga

«dneKTpa» Ana yaapHbIX

3ancoH AeHucos

«YepHble o6naka» ansa subpadoHa
Mpuropuit CmupHoB

«3epKana nycroTbi» Ansg Mapum6bl
U delay-adhdeKTa

Metp MaBaTCKUX

«dnutadura» Ana cemaHTpoHa
AHuc KceHakuc

Rebonds B ana yaapHbix cono
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June19  sun |
18.00 12+

@  shpagin plant, hall no. 5

Petr Glavatskikh
Solo concert
Dedication to lannis Xenakis

lannis Xenakis

Rebonds A for percussion solo
Petr Glavatskikh

Intro for santur

Lera Auerbach

* Russian premiere

Prelude, Toccata, and Postlude
for vibraphone

Marta Ptaszynska

Graffito for marimba

Midori Takada

Electra for percussion

Edison Denisov

Black Clouds for vibraphone
Grigory Smirnov

Mirrors of Emptiness

for marimba and digital delay
Petr Glavatskikh

Epitaph for semantron

lannis Xenakis

Rebonds B for percussion solo
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OHUepTHaA  nporpaMma  MYJIbTUNEPKYCCUOHUCTA Anmon Céemauunnlii

Metpa MaBaTcKkux noceAweHa AHucy KceHakucy —

KOMMNO3UTOPY, MaTeMaTUKY U apXUTEKTOPY, O4HOMY U3

BaKHEWLUUX TBOPLLOB BTOPOM NOJIOBMHbI XX BeKa, Ybe

100-neTre co AHA POMAEHUA OTMEeYaeTCcHa B 3TOM roay.
Bonpeku nonynAapHomy o6pasy, KceHaKUc 6bin He cyxoBaTbiM,
OTBJIeYEHHbIM MaTeMaTUKOM, a YEJIOBEKOM CUJIbHOIO XapaKTtepa
W ApaMaTU4HOM cyab6bl. Y4acTHUK ABUKeHUA ConpoTUBAEHUA
BO BTopoii MMpOBOW, OH noTepsAn rnas, nonae noz o6cTpen
WpanHenblo B YJIUYHOM 6010, U Obin BbIHYHAEH 6exarb U3
CTpaHbl NO NoAAEe/IbHbIM AOKYMeHTaMm, nocsne 4yero 20 neT Xun B
cTaTtyce 3a04HO NMPUroBOPEHHOrO Ha PoAUHE K CMEPTHOM Ka3HM.
YucneHHble BbIKNaAKH, Ieallnue B OCHOBE MHOIMMX ero COYMHe-
HWUWA, — 3TO CpeAaU Npoyero nonbiTKa BBECTU 60JblUME IMOLIUU
B PaMKK UCKYCCTBa, yNnopsAo4YMTb BHYTPEHHHUHA Xaoc.

JByxyacTHaa nbeca Rebonds ana yaapHbix — oaHa M3 Haubonee NoOnynsapHbIX BelueH
KceHaKuca U, BO3MOMKHO, CamMoe Mrpaemoe COYMHEHUe B penepTyape ANs MyAbTUMNepKyc-
cun cono. Mbeca NvlieHa ApaMaTUYecKoro U3MepeHus, AUHaMUYHa U NpeaesibHO C/oMHa
ANnAa ucnonHeHus. Ee TKaHb COCTOUT U3 HECKOJIbKUX NapasnsesibHO pa3BUBaIOLWMUXCA JIMHUN,
Kamaana — co CBOMM TeM6poM U xapaKkTepoM. CO/IMCT 34eChb A0/MHKEH 3By4aTb KaK HECKOIbKO
Ye/loBEK cpa3sy — MO CYTH, Ha BpeMs NpeBpaTUTLCA B OMUBLLYIO ApaM-MaluuHy. MaBaTckux
urpaet Rebonds Ha cneuuanbHO CKOHCTPYMPOBAHHBIX AJ1A 3Toro 6apabaHax.

LLeaesp KceHakuca cnoBHO 06HMMAaET COYMHEHUA APYrUX aBTOPOB, B TOM 4YMC/ie CamMoro
ucnonHutens. Mbeca Masartckux Intro ucnonHsAeTcA Ha caHType U « BABUJIOHCKUX TYC/IAX».
OHa, no cnoBam aBTOpa, NPM3BaHa CTaTb « KAMEPTOHOM BEYHOCTH, KOTOPbI COEAUHUT aBaH-
rapa KceHaKuca U 4TO-TO coBCeM BHeBpeMeHHoe». « AnUuTadmuaA» HanucaHa ANA ceMaH-
TPpOHa — 3By4allen AepeBAHHON AOCKH, KOTopas B MOHACTbIPAX NPaBOC/IaBHOM TPaAULIUU C
APEBHOCTH U A0 HaLMX AHEW C/YHUT aHaNoroM KOJIOKoJ1a U UCMoNb3YyeTcA A4S TOro, YTobbl
co3biBaTb 6paTHio Ha CNyKoy.

Mpentoauna, Tokkata U MoctTaoama ana Bu6pacdoHa — TpexyacTHoe codnHeHue Jlepbl
Ayap6ax 2003 roga: co3epuartefibHble pa3ae/ibl OKPYHaloT NOABUMHYIO cepeaunHy. B Kom-
nosuTopckom Kartanore MapTbl MTaWMHLCKOM MHOrO COYMHEHWH ANA yAapHbIX: OT COJMb-
HbIX NbEeC A0 Y/IMYHbIX aHcaMbner Ha 70 4yenoBeK U aeTcKoM onepbl « Muctep Mapum6a».
MNbeca Graffito HanucaHa B MogepHUCTCKOM cTUIe, TMGKOM NO PUTMY U XapakTepy. Muaopm
Takaga — ANOHCKaA NEePHYCCUOHUCTKA, Yelt AebtoTHbIA anbbom Through the Looking Glass
CUYUTaAETCA BepLUIMHOM AMOHCKOro aM6UeHT-MUHUManu3ama 1980-x. Mbeca « ANeKTpa» ocHo-
BaHa Ha My3blke K O4HOMMEHHOMY crneKTakro Teatpa Tagacu Cyasyku M norpyaert ciny-
waTenAa B 0co60ro poga MeauTaTUBHbINA TpaHc. « YepHble o6naka» ans subpadoHa dau-
coHa [leHucoBa — abcTpakTHasA My3biKkanibHasA MUBOMUCb B y3HaBaeMoOM NO34HEM CTune
KOMNo3uTopa. 3TO MOAEPHUCTCKUIA HOKTIOPH, COCTaB/IeHHbIM U3 3blIGKUX reoMeTPUYECKUX
¢uryp ¢ pasmbITbiMM rpaHAmMU. HakoHel, B « 3epKanax nycTotbl» Mpuropua CmuMpHoBa
POMaHTUYECKUA MWHMMANU3M BOMJIOWEH C MOMOLLbIO PaBHOMEPHO Ny/ibCUpYIOLLer TeK-
CTYpPbl Mapumbbl U BTOPALLMX €/ OT3BYKOB B 3/IEKTPOHUKE.



ulti-percussionist Petr Glavatskikh has dedicated Anton Svetlichny

his concert programme to lannis Xenakis —

a composer, mathematician, and architect, one

of the major artists of the second half of the

20* century whose centenary is celebrated this
year. Despite the popular image, Xenakis was not an aloof,
speculative mathematician but a man of strong character and
dramatic destiny. A member of armed resistance in World
War Il, he lost an eye after being hit by shrapnel in a street
battle, was forced to flee the country on forged documents,
and lived for 20 years sentenced in absentia to death at home.
The numerical calculations underlying many of his music
works represent, among other things, an attempt to introduce
great emotions into the framework of art, to order the internal
chaos.

The two-part piece Rebonds for percussion is one of Xenakis’ most popular pieces and
perhaps the most played composition in the repertoire for multi-percussion solo. The piece
lacks any dramatic dimension, it is dynamic and extremely difficult to perform. Its fabric
consists of several parallel developing lines, each with its own timbre and character.
The soloist here should sound like several people at once — in fact, for a while turn into
a living drum machine. Glavatskikh plays Rebonds on specially designed drums.

Xenakis’ masterpiece seems to embrace the works of other authors, including those of the
performer himself. The piece Intro by Glavatskikh is performed on santur and “Babylonian
gusli”. According to the author, it is intended to become “a tuning fork of eternity, which will
connect the avant-garde of Xenakis and something completely timeless”. The Epitaph was
written for semantron — a sounding wooden board, which from the ancient times and to the
present day has served as an analogue of a bell in the Orthodox monasteries to summon
the brethren to service.

The three-part composition Prelude, Toccata, and Postlude for vibraphone was written
by Lera Auerbach in 2003: contemplative sections surround the fast-paced middle. Marta
Ptaszynska’s composer catalogue contains many works for percussion, from solo pieces to
street ensembles for 70 people and the children’s opera Mr Marimba. Flexible in rhythm and
character, the piece Graffito is written in a modernist style. Midori Takada is a Japanese
percussionist whose debut album Through the Looking Glass is considered the pinnacle of
Japanese ambient minimalism of the 1980s. The piece Electra is based on the music for
the eponymous production by Tadashi Suzuki’s theatre company and immerses the listener
in a special sort of meditative trance. Edison Denisov’s Black Clouds for vibraphone is
an abstract musical painting created in the recognisable composer’s later style. This is a
modernist nocturne drawn up from shaky geometric shapes with blurred edges. Finally,
in Grigory Smirnov’s Mirrors of Emptiness Romantic minimalism is embodied in uniformly
pulsating marimba texture and echoing electronic reverberations.
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Metp MaBaTCKUX — KOMMO3UTOpP, UCTION-
HUTeNb, NpoAlocep — paboTtan ¢ TeaTpaib-
HbiIMKU pexuccepamu lOpuem Jllo6MMOBbBIM
u Taaacu Cyasyku, aktpucamu UHre6oproi
JankyHante u KOnuen Mepecunba, MaTPOM
pycckoro conbKnopa Cepreem CrapocTu-
HbIM, COTPYAHMYAET C HKOMMO3UTOpPaMH
Anexkceem Ciomakom, Anexceem PetuH-
ckum, lpuropuem CmUpHOBBLIM, AnexcaH-
Apom MaHouKoBbiM, MNaBnom KapmaHoBbIM,
BayecnaBom [aiiBopoHcKuM, Wpauaoi
KOcynoBo# 1 ap. Mo npurnawieH1o TOHAOH-
CKOM KomnaHuu Intermusica urpaet B npo-
eKTe Sacred Imagination. YaocTtoeH npemuu
«3o0n0TanA MacKa» 3a y4yacTue B CMeKTaK/e
Teatpa «[paKkTuKa» «MeTp n DdeBpoHUA
MypomcKue». ConbHbI auUcK MeTpa MasaT-
ckux The Unfound Sound, BbinyLlweHHbIH Ha
nenbne FANCYMUSIC, nonan B wopT-1ucT
npemuu International Music Awards.



Petr Glavatskikh — a composer,
performer, and producer — has worked
with theatre directors Yuri Lyubimov and
Tadashi Suzuki, actresses Ingeborga
Dapktnaité and Yulia Peresild, the maitre
of Russian folklore Sergey Starostin;
he collaborates with composers Alexey
Sioumak, Alexey Retinsky, Grigory Smirnov,
Alexander Manotskov, Pavel Karmanov,
Vyacheslav Gaivoronsky, Iraida Yusupova,
and others. At the invitation of the London
agency Intermusica he performs in the
Sacred Imagination project. Glavatskikh
was awarded Russia’s “Golden Mask”
National Theatre Award for his participation
in the production Peter and Fevronia of
Murom by the Praktika Theatre. His solo
CD The Unfound Sound recorded on the
FANCYMUSIC label was shortlisted for the
International Music Awards.
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19 UIOHA BC
21:00 18+

@ 3aBoA WnaruHa. «aMrtepa a»
*  npembepa JarunescKoro ectusansa

Kapn Opd (1895-1982)

De temporum fine comoedia
Onepa-mucmepus

(peaakuma 1981 roaa)

pexuccep:

AHHa lyceBa

XYAOMHUK:

KOnua Opnosa
xopeorpad:

AHacTacua lNewkKoBa
XYAOHHUK MO KOCTIOMaM:
Cepreit UnnapuoHoB
XYZAOMHUK MO CBeTy:
MBaH BuHorpaaos
BUAEOXYA0MHUKM:
2BLCK

NOMOLLHUK pexuccepa:
3axap 3anues
JIMHEWHbIX npoatocep:
AnekcaHppa McaKoBa
TeXHUYECKHUIM AUPEKTOP NOCTaHOBHKM:
Cranucnasa MupoHoBa
reHepasbHbiii Npoatocep:
EKaTepuHa ApceHbeBa

My3bIKa/lbHbI PYKOBOAUTE/Ib U AUPUKEp:
Teogop HypeHT3uc

WUCMOJIHAIOT XOP U OpKecTp
musicAeterna

npu yyacTuu

conpaHo Haaexabl MaBnosow,
Mpunu Uuparuamc
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June19  sun |
21.00 18+

@ shpagin plant, litera a
* Diaghilev Festival premiere

Carl Orff (1895-1982)

De temporum fine comoedia
Opera-mystery

(1981 edition)

director:

Anna Guseva
production designer:
Yulia Orlova
choreographer:
Anastasia Peshkova
costume designer:
Sergey lllarionov
lighting designer:
lvan Vinogradov
video designers:
2BLCK

assistant director:
Zakhar Zaitsev

line producer:
Alexandra Isakova
technical director:
Stanislav Mironov
general producer:
Ekaterina Arsenyeva

music director and conductor:
Teodor Currentzis

performed by the musicAeterna
Choir and Orchestra

featuring sopranos Nadezhda Pavlova
and Irini Tsirakidis
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[20mioHA ____ NH |
20:00 18+

@ 4YacTHaa unapmMoHUA
«TPUyMd»

Be3BbIXxoAHbIE
aRyCTU4YeCKHue CuTyaumuum
MpoeKT MocKoBCKoro aHcaménsa
coBpemeHHon My3biku (MACM)
U LleHTpa aneKkTpoaKycTUyecKom
My3blKKM MoCcKoBCKOWH
KoHcepBaTtopun (CEAMMC)

AHunc KceHakuc
Psappha ansa yaapHbix

Avutpuii KypnanacKku

* npemMbepa sepcuu
«Bbe3BbixoAgHbIE
aKyCTUYeCKHe CUTyaLUunu»
ON1Al YeTbIPEX CayHATPEKOoB
M aHcambns

AnekcaHaep LUy6ept
Weapon of Choice ans anbta,
3JIEKTPOHUKU U BUAEO

MACM

Mbep Hoanoscku

*  poCCHUICKanA npembepa ronoc: AneHa BepuH-Fanuukas
Lesson of Anatomy n°1 6ac-knapHet: Oner TaHuoB

ANA KNaBeCcUHa, 3N1eKTPOHUKHU CKpM1IKa, anexkTporutapa: [ne6 Xoxnos
1 BUAEO anbT: Ceprei MontaBcKUA

e BUONOHYenb: KOnua MuryHoBa
Muxaanb Bainb yAapHble: AmuTpuii Bnacuk

Batterie K/laBeCHH, hopTenuaHo:

ONA yAapHbIX, 3/1eKTPOHUKH Muxaun [ly6oB

1 BUAEO
..... 3NeKTpoHuKa: HuKkonaw Monos

AnekcaHaep LUy6ept
Star Me Kitten

ANA ConucTa, aHcambns,
3JIEKTPOHUKU U BUAEO
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MCME:

soloist: Alena Verin-Galitskaya
bass clarinet: Oleg Tantsov

violin, electric guitar:

Gleb Khokhlov

viola: Sergey Poltavsky

cello: Yulia Migunova

percussion: Dmitry Vlasik
harpsichord, piano: Mikhail Dubov

electronics, video: Nikolay Popov

June20  mon |
20.00 18+

@ private philharmonic triumph

Unsolvable Acoustic Cases
Project of the Moscow
Contemporary Music Ensemble
(MCME) and the Moscow
Conservatory Centre for
Electroacoustic Music (CEAMMC)

lannis Xenakis
Psappha for percussion

Dmitri Kourliandski

* premiere of the version
Unsolvable Acoustic Cases
for four soundtracks

and an ensemble

Alexander Schubert
Weapon of Choice
for viola, electronics, and video

Pierre Jodlowski

* Russian premiere
Lesson of Anatomy n°1
for harpsichord, electronics,
and video

Michael Beil

Batterie

for percussion, electronics,
and video

Alexander Schubert
Star Me Kitten

for soloist, ensemble,
electronics, and video
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OCKOBCKUM aHCamb6/ib COBPEMEHHOM MY3blKU —
NPOEKT, MacluTabbl KOTOPOro Maso KTO OCO3HAET
B nonHon mepe. 30-neTHAA UCTOpUA aHcamb6ns
noKka He HamucaHa: CTaTbU U UHTEPBbLIO O HEW,
Aare eCc/li U Ha4YMHaTCA C pacckasa O nosy-
MUHUYECKUX BpemMeHax OCHOBaHUA HKonneKtuBa (1990 roa,
COUMaNbHbIA ONTUMMU3M, CHATHE UAEOJIOFMYECKUX 3arpeToB),
06bI4YHO 6bICTPO CBOpPAYMBalOT K TEHylen noBecTHe. Memay
TEM YMHe HECKO/SIbKO MNOKOJIEHUA My3bIKaHTOB BbIPOC/IO C
ouwyweHuem, yto MACM «6bin Bceraa». Ero mecto B cpeae
COBpPeMEeHHOM POCCUICKOM MY3bIKK KameTcs camo coboi pas-
yMeLWMUMCH, B ONpeae/sieHHOM CMbIC/ie OH U AABNIAETCA 3TOM
cpenoii, He3aMeTHOM U eCTeCTBEHHOM, Kak BoAa AN pblbbl, —
HO 3TO, KOHEYHO, KNlaCCUYECKUM cny4yan abeppaumm 61U30CTH.

Ha caite aHcambnAa ecTb apXuB CbirPaHHbIX HKOHLIEPTOB;
JIUCTaTb ero — OnbIT KpalHe 3aHUMaTeNbHbIA. [lade B He3a-
BepLUeHHOM Buze (NoAPOGHO AOKYMEHTUPOBAaHbl nocnegHue
NATb-LWECTb JIET, ele CTOJIbKO e — TO4Ye4HO) CYXOW nepe-
YeHb AaT U NporpamMM CHIaAbiBaeTCA B KOHTYP Yero-To Be/u-
yecTBeHHoro. Harpysky, Kotopylo HbiHewHUA MACM TAHeT B
OAUHOYRY, B EBpone memxay co6oi aenvnu 6bl, Noxanym, Kon-
NIeKTUBOB NATb. EC/M B NopsAZAKe MbICNEHHOrO 3KCNepMMeHTa
BbI4YeCTb U3 UCTOPUYECKOIrO YypaBHEHMA BCE OCTaJIbHbIe apT-UH-
CTUTYUMH, ocTaBluicAa B oauHovectBe MACM Bce paBHO
OKaMeTcA NyCTb U ManeHbKOM, HO BMOJIHE (YHKLMOHANbHOM
«COBpPeMeHHOM My3blKoin»: K 2022 roay y aHcambna 3a nne-
yamu 6osiee TbICAYU NPEMbEpP, COTHU raCTPOJIbHbIX NOE340K No
CTpaHe U 3a py6eKom, AECATKU CBOUX U YYHKHUX KypaTOPCHKUX
NPOEKTOB, y4acTUe BO Bcex 6e3 MUCH/IYEHUA decTUBansx,
CBA3aHHbIX C COBPEMEHHOM MY3blKOW NMPAMO WK KOCBEHHO,
NpPOCBETUTE/IbCKUE KOHLEPTbl B PeruoHax, Macrep-Kiacchbl,
nabopaTtopuM, MpPaKTUKYMbl, OTKPbITble peneTuuuu, reading
sessions, anbb6ombl, METOAUYECKHUE NOCOBUA U AUCCEepTaLUK.

>

Anmon Céemauunwlii



Anton Svetlichny

he Moscow Contemporary Music Ensemble is the pro-
ject of a scale few people fully grasp. The 30-year his-
tory of the ensemble has not yet been written: articles
and interviews on the matter, even if they begin with a
story about the semi-mythical times of the foundation
of the ensemble (1990, social optimism, the lifting of ideological
bans), usually quickly turn to the current agenda. Meanwhile, sev-
eral generations of musicians have matured with the feeling that
the MCME “has always been there”. Ilts place in contemporary
Russian music environment seems self-evident, in a sense it con-
stitutes this environment, imperceptible and natural, like water for
the fish — but this, of course, is a classic case of recency bias.

On the ensemble’s website there is an archive of concerts played;
scrolling this page through is an extremely engaging experience.
Even in its incomplete form (the last five or six years have been
documented in detail, an equal period is just outlined), a matter-
of-fact list of dates and programmes falls into a contour of some-
thing majestic. The load that the current MCME cast bears alone
would be shared among five teams in Europe. If, as a thought
experiment, all other art institutions were subtracted from the his-
torical equation, the MCME alone would still turn out to be, albeit
small but quite functional “contemporary music” — by 2022
the ensemble has had more than a thousand premieres, hundreds
of tours around the country and abroad, dozens of proper and
guest curatorial projects, has participated in all, without excep-
tion, festivals related to contemporary music either directly or indi-
rectly, has given educational concerts in the regions, conducted
masterclasses, laboratories, workshops, open rehearsals, read-
ing sessions, has recorded albums and written manuals and dis-
sertations.

The musicians themselves comment on this abundance with a
hint of grim humour: “We are just an ensemble that is trying to
survive.” Although the MCME is older than a couple dozen states
on the planet (including the Russian Federation), its present and
future are by no means stable. In matters of survival, you have
to rely on your own initiative and the ability to adapt to circum-
stances. As a result, the MCME is one of the most flexible teams in
the world, constantly and inventively pushing the limits of their art.
In recent years it has enthusiastically immersed in the post-digi-
tal revolution, increasingly introducing electronic and multimedia
components in concert programmes. The concert at the Diaghilev
Festival prepared jointly with the electronic studio of the Moscow
Conservatory clearly demonstrates this trend. S
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CaMn My3blKaHTbl KOMMEHTUPYIOT 3TO M306UIMe He 6e3 MpayHOBaATOro
tomopa: «Mbl npocTo aHcam6/1b, KOTOPbIX NblTaeTcA BbiKUTb». Xota MACM
cTaplue napbl AeCATKOB rocyAapcTB nnaHeTbl (BKAtovasa Poccuiickyio Pege-
pauMio), ero Hacrosiuiee U 6yayuiee OTHIOAb He cTabunbHo. B Bonpocax
BbI}XMBaHUA NPUXOAUTCA NoJslaraTbCA Ha COH6CTBEHHYI0 UHULIMATUBY U yme-
HWe NpUcnocobuTbeA K obcToAaTenbcteam. B pesynstate MACM — 3710 oauH
M3 caMbIX TMOKUX KOJIIEKTUBOB Ha CBeTe, NMOCTOAHHO U U306peTaTesibHO
pasaBuralowmnin pamku cBoero pemecna. B nocneaHue rogbl oH yBne4yeHHO
yyacTByeT B NOCTUM(POBOIM PEBOJIIOLUUU, BCE aKTUBHee BHJOYasA B Mpo-
rpaMMbl 3/1IEKTPOHHbIE U MY/IbTUMEAUIMHbIE KOMNOHeHTbl. KoHuepT Ha JAaru-
JNIeBCKOM ¢hecTuBane, NoAroToBlIEHHbIM COBMECTHO C 3/IEKTPOHHOMU CTyAUEN
MocKOBCKOM KOHCepBaTOPWUK, HarnA4HO AEMOHCTPUPYET 3TOT TPEHA.

LleHTpanbHOM ¢Urypod B nporpaMme oOKasblBaeTcA Hemel, AnekcaHaep
LLly6epr — oauMH M3 nupepoB nokonenusa digital natives. Ha ero caite
MOMHO OTbICKaTb KHUIy 06 3CTEeTUKE NOCTLU(POBOM KOMMNO3ULMK, OTNpaB-
HaA TOYKa KOTOPO — NpeACcTaB/IEHUe O TOM, YTO LMpoBasa peBOJIIOLUA YHKe
3aBepuweHa. byayuiee HacTynuMno, Ucnosb3oBaHUe LUU(PPOBbLIX UHCTPYMEH-
TOB U (hOpM penpe3eHTauuu Tenepb HOpMa, a He aHoOManuA, cobbiTUeM
ABNAETCA UX OTCYTCTBUE, a He Hanuuve. Tem6p UK anroputMm o6paboTKU
camu no cebe 60blue He Cny¥aT AOCTaTOYHbIM OCHOBaAHWEM A/l COYMHe-
HUA Nbecbl. BHUMaHWe cmelnaeTcA Ha LUMUGPOBYIO cpeay KaKk couManbHbIA
theHOMEeH — NpOCTPaHCTBO, rAe NoAU paboTaloT, pa3BieKatoTcsa, oblatoTca
Y BbIpamalwT cebs, — a TaKiKe Ha ero aHasiM3, KPUTUKY U JEeKOHCTPYKLMUIO.

MNbeca Ly6epta Star Me Kitten, craBlias eBponeicKMm XMTOM, HauyMHa-
eTcA KaK napoaviHaa otUCHaA npe3eHTauusa U NoCTeNneHHO TpaHchopMHU-
pyeTcA B (Toe NapoAUiHbINA) 3POTUHECKUIA XOPPOP NP0 TEHHUC U CeMeiHble
y3bl. B cloxeTte cMeHAOT Apyr Apyra c60M TeXHUKWU, BUPTYas/ibHbIA 3KCIU-
6MLMOHU3M, TeaTpasibHbli «C/IOM YE€TBEPTOM CTeHbl» U CMOTbIKaOLWMACA
abCcypAUCTCKUIM HappaTWMB. ABTOp B KOMMEHTapuAX Xpabpo NpU3Ha&éTcA B
nnarvarte, NpojaeT B COMMHEHUW MECTa Nnoj peKnamy U npegnaraer CKa-
yaTb nyylwure pparmeHTbl B BUAE PUHITOHOB. My3blKa cmellMBaeT BoeguHO
XapAKop, hpU-Amkas, TEXHO, 3/IEKTPONon U MUTY. MHToOHauuA 6anaHcupyeT
Mexay (Camo)UPOHUEN U HOBOM UCKpPeHHOCTblo. Ecnv meTtamogepH cyuie-
CTBYET, TO Jiyulue 6bl 3TO 6bl1 UMEHHO OH, @ He TO, YTO OTYero-To MPUHATO
NoHUmaTb nog metamogepHom B Poccum.

Weapon of Choice, apyraa nbeca Llly6epra, HanMcaHa Ha wecTb feT
paHblle, MeHee OTBA3HA U CHOKyCMpoBaHa CKopee Ha TexXHonoruu. ABTop
coeAMuHAET NpU6opbl C TeIOM UCMONHUTENA B €AWHbIM CBEPXUHCTPYMEHT:
annapatypa UKCUpPYeT ABUHEHWUSA PYKU cO CMblYKOoM. O6paboTaHHoe BUAEO
3TUX ABUMEHUI nonajaaeT Ha 3KpaH, a caM MY3blKaHT, MEHAs OpPUEeHTaLuI0
M YCKOpPEHWe CMblYKa, ynpaBnaeT ayauoAOPOMKKOM — U He 3abbiBaeT npwu
3TOM UrpaTb Ha anbTe. >



The central figure in the programme is the German composer Alexander
Schubert, one of the leaders of the digital natives’ generation. On his web-
site you can find a book on the aesthetics of post-digital composition which
is grounded in the idea that the digital revolution has already been accom-
plished. The future has come, the use of digital tools and forms of representa-
tion is now the norm, not an anomaly, and it is their absence that is out of
ordinary, not their presence. The timbre or processing algorithm itself is no
longer a sufficient basis for composing a piece. Attention is shifting towards
the digital environment as a social phenomenon — a space where people
work, have fun, communicate, and express themselves — as well as its anal-
ysis, criticism, and deconstruction.

Schubert’s piece Star Me Kitten, which has become a European hit, begins
as a mock office presentation and gradually transforms into (also parodic)
an erotic horror about tennis and family ties. Technical failures, virtual exhibi-
tionism, theatrical “breaking the fourth wall”, and stumbling absurdist narrative
alternate in the plot. The author bravely admits to plagiarism in the comments,
sells advertising space in the composition and offers the listeners to download
the best bits in the form of ringtones. The music merges hardcore, free jazz,
techno, electropop, and glitch. Intonation balances between (self-)irony and
the New Sincerity. If metamodern exists, then it better be this — and not that
what for some reason is commonly understood by metamodern in Russia.

Weapon of Choice, another Schubert’s piece, was written six years earlier
and is less badass and more focused on technology. The author connects
the instruments with the performer’s body into a single super-instrument:
the instrument records the movements of the hand with the bow. The pro-
cessed video of these movements is demonstrated on the screen, and the
musician controls the audio track changing the orientation and acceleration
of the bow while playing viola at the same time.

Lesson of Anatomy n°1 by Frenchman Pierre Jodlowski is dedicated to
the desacralisation of the performer’s attitude to the instrument. Rock musi-
cians’ approach (in the presentation of the piece there is a photo of Jimi
Hendrix burning a guitar) or that of DIY electronic engineers assembling new
synthesisers from the wreckage of old ones is taken as a model. To film this
video, the composer specially purchased a cheap harpsichord so that he
could do with it whatever he wanted. The plot of the piece is pretty medical —
the harpsichord is “sick” and is taken to the hospital. As in the human body,
the harpsichord consists of many components, and even simple gestures they
produce together. The destruction that these components undergo over time
causes a natural interest in the fate of the instrument captured on video. Who
did it belong to? What happened to it? Is it true that only what you can break
actually belongs to you? If so, then the composition in artistic form exercises
the right of ownership, which turns out to be a very destructive force. S

165



&V,
)6

166

Lesson of Anatomy n°1 ¢dpaHuysa lMNbepa *oanoBCKU NocBAWEH Aeca-
Kpanu3aLuu OTHOLLUEHUSA UCMOJIHUTENA K UHCTpPYMeHTy. 3a o6pasel 6epetcsa
noAxo4 POK-My3blKaHTOB (B Mpe3eHTauuu nbecbl ecTb oTo UMK XeH-
APHKca, cluraowero rutapy) wam DIY-3neKTpoHLWwKWKoB, co6MpaloLwwmx HoBble
CUHTe3aTopbl U3 06JIOMKOB cTapbiX. 1A CbeMoK BuAeopsAza KOMMO3WUTOP
cneuyanbHO NpUOGpen AelleBbld KaBeCUH, 4To6bl MMeTb BO3MOMHOCTb
Aenatb ¢ HUM Bce, 4To 3axo4yeTcs. CloMeT nbecbl BNojiHe MeAULIMHCKUM: Kna-
BECHH «60neH» U oTnpaBaseTcA B rocnutanb. Kak U B YenoBseyeckom Tene,
B HEM MHOIO KOMMOHEHTOB, Aaxe NPOCTbIe HeCTbl OHU NMPOU3BOAAT coobLla.
JleCTpyKLMA, KOTOPO CO BpEMEHeM MoABEPraloTCA 3TU KOMMOHEHTbI, Bbi3bi-
BaeT 3aKOHOMEpPHbIM MHTepec K cyabbe WMHCTPYMeHTa, CHATOrO Ha BWAEO.
Komy oH npuHaanean? 4Y71o ¢ HMM ctano? BepHo nM, 4YTo Tebe no-HacrTosA-
LLeMy NPUHAANERUT TONIbKO TO, YTO Thl MOMellb cnomaTtb? Ecnu aa, To coun-
HeHWe B apTUCTMYECKOW thopme peanusyeT NpaBoO COGCTBEHHOCTHU, KOTopoe
OKa3blBaeTcA BeCbMa pa3pyLUUTE/IbHOW CUJION.

«Bbe3BbIxoAHble aKyCTUYECKUE CUTyauuu» Amutpua Kypnanackoro —
npuMep KOMMNO3UTOPCKOro peuuKarMHra. CounHeHue ¢ Ha3BaHuem Unsolvable
acoustic case (B eauHcTBeHHOM uucne) KypnaHacKuii Hanucan ewe B 2007
rogy. 31o 6biN WYMOBOWM OMYC B XapaKTepHOM ToraallHeM maHepe aBTopa,
KOTOpPYIO XO4eTcH Ha3BaTb NaHK-caTypanuamom. C Tex nop oT MOMCKOB cayHAaa
OH nepeluen K 6onee 06WKUM BOoNpocaM, B NocneAHHe roabl NOAHOCTbIO Norpy-
3UBLUIUCb B HOBOEe LUMtpoBoe HacToAwee. K nepemeHam, KOTopble HECeT C
co6om nepexoa UckyccTBa B digital-uamepeHue, OTHOCATCA NO-pasHOMY: 06b-
ABNAIOT KaTtacTpohoi, KPUTUYECKU OCMbICIAIOT, MbITAOTCA HaNpaBUTb B TO
unu nHoe pyco. Mosuuma KypnaHacKoro npocta U pagukanbHa — ToTaslbHOe
NPUHATHE, CBoero poaa tyTypoKoHdbopmuaM. HacTynneHne HOBOM TEXHOKpa-
TUYECKOM YTOMMMK, KOTOPas BCEX HAaC YHUUTOHMUT, KOMMNO3UTOP BCTPEYaeT Npu-
BETCTBEHHbIM 6JI0K4YeMH-TMMHOM. HblHelwHWe « Be3BbixogHble akycTUYECKUe
cutyauum» — npexae Bcero NFT-06beKT, cepusa U3 YyeTbipex reHepaTUBHbIX
3BYKOBbIX NaHAWadToB, *Ayllaa CBOEro rNnokynaTtesif B rajiepee KpUnTouc-
KycctBa OpenSea. Mbeca BbiCTynaeT oAHUM U3 3TanoB nepepaboTKU 3TOro
reHepaTUBHOro MaTepuana.

Psappha Axuca KceHaKuca HeoHUAAHHO KameTcs YyTb JI He caMbiM Tpaau-
LMOHHbIM COYMHEHUEeM B nporpamme. BmecTte ¢ Tem 31O ToMe obpasel, anro-
PUTMHUYECKOro UcKkyccTBa. HasBaHMe — apxauyecKuit BapMaHT umeHu Cado,
rpeyeckoi noatecchbl ¢ octpoBa Jlec6oc, KoTopasa Hayana nucatb CTUXM OT
NnepBoro Jivla U paccKasbiBaTb B HUX MPO JIMYHble adheKTbl: N11060Bb, 60/b,
notepu U T. 4. OHa Ucnosb3oBana 0cobbli NO3TUYECKUNA pasmep, NONYYMBLLIUHA
Ha3BaHUe canduyecKon cTpotbl. PUTMUUECKHE CTPYKTYPbI B Nbece KceHaKku-
ca BbiBeAeHbl U3 A4YeeK 3TOU CTPOodbl, @ TEMOP HYXHeH TONbKO ANA TOro, YTo6bl
Aenatb pUT™M HarnaaHbiM. Bmecte ¢ Rebonds, KoTtopyio B Apyrom KoHuepTte
cbirpaert NeTtp MaBaTtcKkux, Psappha ucuepnbiBaeT CMCOK co4MHeHU KceHna-
KUca ANnA cono nepryccuu. Ux ncnonHeHnem AaruneBcKui hectuBaib OTME-
yaeT npuweawumnca Ha 2022 roa 100-neTHU robunen KomnosuTopa. |



Dmitri Kourliandski’s Unsolvable Acoustic Cases
is an example of composer’s recycling. A composition
entitled Unsolvable acoustic case (in singular form) was
written by Kourliandski back in 2007. It was a noise opus
in the author’s characteristic manner of that time which
| would like to call punk saturalism. Since then he has
moved from the search for sound to more general issues,
and in recent years completely immersed himself in the new
digital present. The changes that the transition of art into
the digital dimension brings about are treated in different
ways: some declare them a catastrophe, others critically
interpret them, and try to direct them in one direction
or another. Kourliandski’s position is simple and radical —
total acceptance, a kind of futuroconformism. The composer
welcomes the onset of a new technocratic utopia that will
destroy us all with a salutatory blockchain anthem. The new
Unsolvable Acoustic Cases are, first of all, an NFT object,
a series of four generative soundscapes, which is waiting
for its buyer in the OpenSea CryptoArt Gallery. The piece
is one of the stages of processing this generative material.

lannis Xenakis’ Psappha unexpectedly seems to be almost
the most traditional composition in the programme. Having
said that, it is also an example of algorithmic art. Its title
is an archaic variant of the name of Sappho, a Greek
poetess from the island of Lesbos, who was the first to write
poems in the first person and to describe personal feelings
in them: love, pain, loss, etc. She used a special poetic
metre which was called the “sapphic stanza”. The rhythmic
structures in Xenakis’ piece are derived from the feet of this
stanza, and the timbre is needed only to make the rhythm
visual. Together with Rebonds, which will be performed
by Petr Glavatskikh in another concert, Psappha exhausts
the list of Xenakis’ compositions for percussion solo.
By the performance of these pieces the Diaghilev Festival
celebrates the composer’s centenary in 2022. [ |
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MWHUCTEPCTBO KVAbTYPbI
POCCUMNCKON GEAEPALIMN

MACM — NMOCKOBCKUM aHCamMb/ilb COBPEMEHHOM
MY3bIKM — He3aBUCUMbIK NPOGEeCCUOHANbHBINA KOJINEKTUB,
KOTOPbIM 06beAMHWUNT BeayluUX POCCUMUCKUX MY3bIKaHTOB,
3KCMNepToB B 06/1aCTU COBPEMEHHOIO MCMOJIHUTENBCKOMO
nucryccrBa. Co3gaHHbi B 1990 roay Komnosutopom KOpuem
KacnapoBbiM Npy HenocpeACcTBEHHOM y4acTUMU anaepa poc-
CUACKoro aBaHrapaa daucoHa JeHucosa, MACM crtan nep-
BbIM POCCUMCKUM aHcambnem, HaueNeHHbIM Ha NpoABUHKe-
HUe My3blKMU XX U XXI BeKOB U NoAAEPHKY COBPEMEHHbIX
KOMMO3MTOPOB: Ha €ero cyety 6onee TbICAYM POCCUMCKUX
¥ MUPOBbBIX NpemMbep.

OaHO M3 rnaBHbIX HanpaBleHUH AeATe/IbHOCTU KOJIEK-
TUBa — MPOCBETUTE/IbCKUE NMPOEeKTbl. AHCambnb y4yacTByeT
B nporpamme «BcepoccuiicKuii aboHemeHT “CoBpemeHHas
My3bIKa”», a TaK#e NPOBOAUT emeroaHyto MexayHapoaHyo
aKkaZeMUI0 MONoAbIX KOMMNO3UTOPOB B ropose YaiiKoBCKOM
(MepmcKuit Kpa, ocHoBaHa B 2011-m). MACM aKTuBHO
yyacTByeT B MEMAUCLMIIMHAPHDBIX MPOEKTax, WHULMUPYA
CMeJible 3KCMepuMeHTbl B 06/1aCTU My3blKanbHOro Teartpa,
TaHua, U306pasnUTeNbHOro UCKycCTBa, My/bTUMeaua.
Konnexktus ractponuposan B 80 poccUiCKUX ropogax u 30
CTpaHax MUpa, BbICTynas Ha KpynHeMnwux cectuBansax. Exe-
roaHo MACM paet 6onee 70 KoHuepToB B Poccuu U 3a pybe-
#oMm. Ero auMcKorpacdumsa HacuuTbiBaeT 6onee 50 anb60MoB,
BblleLMX Ha BeayLUX MUPOBbIX ieibnax B Poccun, PpaH-
uMH, Bennkobputanmm, Huaepnavgax v AnoHuu.

B 2009 roay KonnektuB crtan naypeatom AKUMM MO noA-
AepHKe POCCUMCHKUX TeaTpaibHbIX WUHUMUMATUB, B 2013-m
yAOCTOMUNCA NpeMun «30/10Tad Macka» B HOMUHALMKU « DKC-
nepuveHT». B 2015-m raszeta «My3blKanbHoe 0603peHue»
Hassana MACM ny4ywum aHcamébnem roga. B 2021-m oH cTtan
naypeatom MoCKOBCKOM apT-Npemui.

CEAMMC Multimedia Lab — wmynsTMMeauitHaa nnart-
¢topma LleHTpa anexkTpoaKkycTuyecKon My3bikM MocKoBCKoM
KOHCEpBaTOPMKU, B paMKax KOTOPOM peannu3yoTCA NPOEeKTbl C
MCNONb30BaHMEM Pa3/IMYHbIX BU3YalibHbIX XYAOHECTBEHHbIX
cpea ¥ HoBbiXx Meaua. Llenbto nnatdopmbl ABNAOTCA pas-
BUTUE U NONYNApU3aLMA 3CTETUKU 3NEKTPOAKYCTUYECKON U
MY/IbTUMEAUNHOM KOMMO3ULMKU, NPUBNEYEHHUE KOMMO3UTOP-
CKOro coobLiectBa K HOBbIM TEXHONOrMAM, Konnabopauusa
C HEe3aBUCUMbIMU MHCTUTYLMUAMMU, UCNONHUTENAMU, BUAEO-
XYAOKHUKaAMM.



The MCME (Moscow Contemporary Music Ensemble)
is an independent professional collective bringing
together leading Russian musicians, experts in the field of
contemporary performing art. Founded in 1990 by composer
Yuri Kasparov with the direct involvement of the leader of the
Russian avant-garde Edison Denisov, the MCME became
the first Russian ensemble aimed at promoting music of
the 20" and 21t centuries and supporting contemporary
composers: it has produced more than 1,000 Russian and
world premieres.

Educational projects constitute one of the main directions
of the ensemble’s activity. The ensemble participates in the
All-Russian Modern Music Subscription programme and also
hosts the annual International Young Composers Academy
in the town of Chaykovsky (Perm Krai (Perm Region), event
established in 2011). The MCME actively participates in
interdisciplinary projects, initiating bold experiments in the
field of musical theatre, dance, fine arts, and multimedia.
The ensemble has toured in 80 Russian cities/towns and
30 countries across the world, and has performed at major
festivals. The MCME gives more than 70 concerts annually
both in Russia and abroad. The MCME’s discography
amounts to more than 50 CDs recorded at the world’s leading
labels in Russia, France, Great Britain, the Netherlands, and

Japan.
In 2009 the collective won the Action to Support Russian
Theatre Initiatives award, in 2013 — Russia’s “Golden

Mask” National Theatre Award in the category “Experiment”.
In 2015 the MCME became the best ensemble of the
year according to the Russian newspaper Muzykalnoye
obozreniye (“Musical Review”). In 2021 the MCME became
a laureate of the Moscow Art Prize.

CEAMMC Multimedia Lab is a multimedia platform
of the Centre for Electroacoustic Music of the Moscow
Conservatory (CEAMMC) for projects to be implemented
using various visual art media and new media. The purpose
of the platform is to develop and popularize the aesthetics of
electroacoustic and multimedia composition, to attract the
professional composer community to new technologies, and
to collaborate with independent institutions, performers, and
video artists.
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22:00 18+
@  3aBoj wnaruvHa, 5-u uex¢

Diaghilev Festival Party
KoHuepT anbTepHaTUBHOW MY3bIKK
Phurba (Mocksa)

Ploho (HoBocu6u1pck)

Super Collection Orchestra
(CaHKT-lMeTepbypr)

Phurpa

KonneKkTB XyAOMHUKOB U My3bIKaHTOB MOA PYKOBOACTBOM
Anekcen TerunHa ewe B 1990-x Hayan uccnegoBaHWUa B 06/1acTH
PUTYaNbHOM MY3bIKU APEBHUX TPaAULMUIKA U NOCTENEHHO Bblllen
3a npejesbl NPUBBIYHOIO 3/IEKTPOAKYCTUYECKOro UHAAcTpUana.
Ceiyac rpynna ¢oKycupyeTca Ha My3blke TUGETCKOMW TpaauLMH
60H ¥ ropJIOBOM NeHUHU TUBETCKUX MOHacTbipen MbtoTo U Mbloma.
MoMUMO 3N1eKTPOAPOYHA U HU3KUX FONIOCOB, B 3BYKOBOW Nasu-
Tpe NPUCYTCTBYIOT TUOETCKMUE TPAAULMOHHbIE YAapHbie U AyXO-
Bbl€: AYHYEH, FbAJIUHI, LWAHT, POJIMO U MHOTUe Apyrue.

Ploho

CUBUPCKMA TaHUEeBaNbHO-AENPECCUBHbLIM MOCTNAaHK / new
wave. pynna, co3gaHHasa B HoBocubupcke B 2013 roay, Bbiny-
CTUNa WeCTb NOoMHOMOPMAaTHbIX albbOMOB, OAWH U3 KOTOPbIX
nonazan B YapTbl NOPTIEHACKOM paauoctaHumu XRay FM. Tpuo
BOCCO34aeT My3blKasibHyt0 atmociepy 90-X C UX HEYCTPOEHHO-
CTbl0 U CBO60OAON, KAaCCETHUKAMMU U AUCKOTEKAMU B MECTHOM
AK: «Motom Bce, HaBepHoOe, CTaHeT Jiyylue, HO TO/IbKO He 34eCb
M cenyacy.

Super Collection Orchestra

MeTepbyprcKkoe TpUO Ha3biBaeT CBOM CTU/b freepop — «0CBO-
60xaeHHaA non-my3bika». OHa npeacTaBnseT co6oi 604pbin
MUKC WHAM, MaHK-pOKa W AAPK-AUCKO, M3ALUHbIX ABYCMbIC-
JIeHHbIX TEKCTOB W HEMNPOCTbIX apaHXUPOBOK. OpKecTp yHe
3anucan Tpu freepop-c60pHUKA, ABa JOHr-Mnes, HECKObKO
CUHINOB, cayHATPeKu Aana c¢unbma «Maiop Mpom: YymHoM
JoKTop», cepuana Happy End, a TaKie BbinycTun anbbom Ha
nenbne Masterskaya UBaHa [lopHa.
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@ shpagin plant, hall no. 5

Diaghilev Festival Party
Alternative music concert
Phurba (Moscow)

Ploho (Novosibirsk)

Super Collection Orchestra
(St Petersburg)

Phurpa

A group of artists and musicians led by Alexey Tegin began
research in the field of ritual music of ancient traditions back in
the 1990s and gradually moved beyond the usual electroacoustic
industrial. Now the group focuses on the music of the Tibetan Bon
tradition and the throat singing of the Tibetan Gyuto and Gyume
monasteries. In addition to electro-drone and low voices, the
sound palette includes Tibetan traditional percussion and wind
instruments: dongchen, gyaling, sheng, rolmo, and many others.

Ploho

Ploho represents the Siberian dance-depressive post-punk / new
wave. Formed in Novosibirsk in 2013, the band has released six
full-fledged albums, one of which hit the charts of the Portland radio
station XRay FM. The trio recreates the musical atmosphere of the
1990s with their despondency and freedom, cassette players and
discos in a local community centre: “Later everything will probably
get better but not here and now.”

Super Collection Orchestra

The St Petersburg trio calls their style freepop — “the pop music
set free”. It is a cheerful mix of indie, punk rock, and dark disco,
elegant suggestive lyrics, and tricky arrangements. The orchestra
has already recorded three freepop compilations, two longplays,
several singles, soundtracks for the film Major Thunder: The Plague
Doctor, the TV series Happy End, and also released an album on
Ivan Dorn’s Masterskaya label.
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& nepmcKasa
rocyaapcTBeHHas
XyAoMecTBeHHan
ranepes

Mup ucryccrea
BbicTaBka

Pucynox, axeapeaw,
2pasropa,
dexopamusro-npuxAadHoe
UCKYCCMBO, KHU2U

u3 gpondos I[NMIXT

bicTaBKa U3 (oHA0B lNepMCHKOW XyaoMHeCTBEH-

HOW ranepeu nocsfAweHa ABym aatam: 150-ne-

TUIO co AHA poxaeHua Ceprea [laBnoBuua

Aarnnesa 1 100-netuto ob6paszoBaHua NMepmcKor

rocyAapCTBEHHOM XyAOMECTBEHHOW ranepeu.
B 3Kcnosuuuu npeactaBfieHbl NMPOUM3BEAEHUA rpacdrKu
(PUCYHOK, aKBapesib, rpaBlopa), AEKOPaTUBHO-NIPUKNAAHOE
MCKYCCTBO M KHWIU.

XYAOHHUKK 06beanHeHus « MUp UcKyccTBa» co3ganu CBO-
ero poja KynbT rpaduku: npo6iembl neyaTHoM rpaduKU
3auHTepecoBasu UX B CBA3U CO CTPeMJIeHUEeM BO3POAUTb
B Poccyuy XyA0MEeCTBEHHYIO KHUTY.

3KcnosuuMa AeMOHCTPUPYET MPOU3BEAEHUS aBTOPOB,
KoTopble o6pa3oBanuM AAPO 06beauHeHUA: AnexcaHapa
BbeHya, Anb6epta beHya, EBreHusa JlaHcepe, MctucnaBa
Jo6yxuHcKoro, KoHctanTuHa ComoBa, 3uHaunabl Cepebps-
KOBOM; NPUMKHYBLIKUX K « MuUpy uckycctBa» AHHbI OcTpo-
ymoBon-Jlebeaesor, BaneHTuHa CepoBa, AneKcaHapa
CaBHWHOBA; XYAOMHWUKOB — YYaCTHUKOB MHOIOYMCJIEHHBbIX
BbICTaBOK 06beaUHEHHUSA.

B 3Kcnosvuuu BnepBbie NOJIHOCTbIO NpeACcTaB/ieHbl JIUCTbI
M3 anbbomoB nuTorpacmii Mctucnasa [o6yHHUHCKOro
(«lMeTepbypr B ABaaLaTb NepBOM roay»), aBTonuTorpacdum
AHHbI OcTtpoymoBoi-JlebeaeBon («IlNetepbypr»), KoHCcTaH-
TUHa bBoraeBcKkoro («ABTonutorpacmm»). ITU anb6oMbI
6bi211 BbiNyLeHbl B cBeT 06wWunHon CBAaTon EBreHun, uspa-
TeNbCKUMM Aenamu KoTopoi 3aHuMancsa AnexkcaHap beHya.
Ha BbicTaBKe TaKe AeMOHCTPUPYIOTCA KHUTU U3 pesKoro
¢oHaa 6UbnMOoTERHU ranepeun, MsbpaHHble HOMepa KypHana
«Mup UcKyccTBay.



@ perm state
art gallery

Mir iskusstva
(“World of Art”)
Exhibition

Drawing, watercolour,
engraving, decorative
and applied art,
books from the PSAG
collection

he Perm Art Gallery collection’s exhibition is

dedicated to two memorable dates: Sergei

Pavlovich Diaghilev’s 150" birth anniversary and

the 100" anniversary of the Perm State Art Gallery

foundation. The exhibition will feature graphic
works (drawing, watercolour, engraving), decorative and
applied art, and books.

The artists of the Mir iskusstva (“World of Art”) group have
created a cult of graphics: the problems of printed graphics
concerned them in connection with the desire to revive art
book in Russia.

The exhibition presents works by the artists who formed
the core of the group — Alexandre Benois, Albert Benois,
Eugene Lanceray, Mstislav Dobuzhinsky, Konstantin
Somov, Zinaida Serebryakova; as well as Anna Ostroumova-
Lebedeva, Valentin Serov, and Alexander Savinov flanking
the Mir iskusstva; artists who participated in numerous
exhibitions of the group.

It is for the first time that the sheets from albums of
lithographs by Mstislav Dobuzhinsky (Petersburg in the
Twenty-First Year), autolithographs by Anna Ostroumova-
Lebedeva (Petersburg), Konstantin Bogaevsky’s
Autolithographs will be presented in the exhibition in
full. These albums were published by the Community of
St Eugenia whose publishing activity was managed by
Alexandre Benois. The exhibition also presents books from
the gallery’s library rare collection, selected issues of the
Mir iskusstva magazine.
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obpa3oBaTesibHadA nporpamMmma

6pasoBaTenbHana nporpamma AaruneBcKkoro ¢ectuBana — 2022 coOCTOUT U3
HECKOJ/IbKMUX TPAAULMOHHDBIX U 3KCNEPUMEHTAJIbHbIX HanpaBAeHU U NPOXOAUT
B Jome JaruneBa. TpaAULMOHHDbIM 610K COGLITUI BHKIOYAET MacTep-Kiacchbl
ONA CTYAEeHTOB TBOPYECKUX BY30B PoccuM, KoTopble MPoOBOAAT YYACTHUKM
OCHOBHOWM nNporpammbl hectuBans. Bnepsbie B macTtep-knacce Teogopa KypeHT-
3uca no cMMOHUYECKOMY AUPUKMPOBAHUIO MPUHUMAET y4yacTue opKecTp musicAeterna.
BbinyCKHMKK o6pa3oBaTtesibHOM NMporpamMMbl MPOLWJ/IOro roja BO3BpaLllaldoTCA C COGCTBEH-
HbIMKU NpoeKkTamu: aupukep Ennsaseta KopHeeBa coO CBOMM OPKeECTPOM NpeAcTaBUT Npo-
rpaMmy COBpPeMeHHOM My3blKkKU « ducopusa», a AnekcaHapa JyHaeBa U1 Makcum BetexTuH
MCMOJIHAT KaMepHO-BOKaJibHble LMKJbl NOZ 06LKMM Ha3BaHUeM « [leTCcKue».
B pamKax HoBoro oopmata — MacTepPCKOM — CTYAEHTbl pa3HbIX creuManbHOCTEH BMeCTe
6yayT 3aHMMaTbCA ABUKEHUEM, PUTMOM U COBMECTHbIM NEeHUeM NoA PYKOBOACTBOM y4yacT-
HUKOB [laruneBcKoro ¢ectuBana. [e6ioT npoLwsioro roaa — nporpamMmma Ans NoApOoCTHKOB
«My3blKa TBOMMU rnmasamuM» — B 3TOM rogy npogonmxkaetrcsa B Buge « Opd-nabopatopum»,
NPUYPOYEHHOM K npemMbepe onepbl-mucTepun Kapna Opda De temporum fine comoedia.
Bce cob6biTMa o6pa3oBaTe/ibHOM NporpamMMbl AOCTYMHbI AN NY6/UKA. Peructpauma oTKpbI-
BaeTcs Ha calTe ecTUBana 3a CyTKU A0 TOro UM UHOIO COBbITUA.
Mpu noaaep:Ke GeHeduuuapHoro Bnagenbua «Metadpake» CeideaanHa PyctamoBa
npoAoKaeT cBolo pa6oty U nporpamma Women in Art, 3To AononHUTeNbHble MecTa AN
HEeHLUMH, Bbl6paBLIMX Npodeccun B chepe UCKYCCTBA, peanM3auua NpoeKTOB BbiMYCKHMUL
NPOLL/IOro roAa, a TaKKe CTyAeH4YeCKUe KoHuepTbl B [lepMCKoM Kpae.
B 2022 roay Ha [laruneBcKoM hecTUBane NpoxoauT Heny6auyHaA nporpamma And neaa-
roroB [IeTCKUX My3blKanbHbIX WKON «Hayano»: Ha Hee BnepBble MpUesMaloT npenoaasa-
Tenu conbearno U3 pasHbIX YroJIKOB CTpaHbl U [lepmMcKoro Kpas, 4to6bl MPUHATL y4acTue
B KPYI/bIX CTONAX, NPAKTUYECKUX 3aHATUAX NO NCUXosioruu U Opd-meToaMKam.

aHHa dedenosa, 5
KypaTop obpa3oBaTesibHOM NporpamMmmbi:

PUHATO CYUTATb, YTO K OKOHYaAHUIO KOHCep-
BaTopun CKpunavyam rnaBHoe — HAy4YUTbCA
urpaTtb Ha CKpunkKe, a Aupuxepam — AUPHUHKHU-
poBaTtb. OgHaKo ANA Toro, YTo6bl NO-HacToA-

LLeMY UCMOJIHATb TO UK UHOE NpPOoU3BeseHHe,
K npuMepy 6apo4Hyl0 CIOMTY, HY}HO TEOPeTUYEeCKU U NPaKTUYECKH
OCBOWUTb CMEMHHbIe BUAbI UCKYCCTB, B YaCTHOCTU 3HaTb, KaKk TaHLe-
BaTb Te TaHLbl, U3 KOTOPbIX 6apoyHasa ctouta coctouT. O6pasoBa-
TenbHaA nporpamma JaruneBcKoro ectuBans AaeT BO3MOMHOCTb
yHe LUEeCTOMY MOKOJIEHUIO CTYAEHTOB MCMbITaTb 3TOT YHUKa/bHbIA
OMbIT: BbIATU 3@ pamMKU NMPO(ECCUU U CUCTEMbI U OLLYTUTb cebA
4YeJIOBEKOM UCKYCCTBA B OKPYMEHWUHU €AUHOMbILLNIEHHUKOBY.
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educational programme

he Diaghilev Festival 2022 Educational Programme consists of several
traditional and experimental streams and takes place in the House of Diaghilev.
The traditional block of events includes masterclasses for students of higher
artistic educational institutions of Russia conducted by the participants of the
festival’s main programme. It is for the first time that the musicAeterna Orchestra
takes part in Teodor Currentzis’ masterclass on symphony conducting.
The last year’s Educational Programme graduates come back with their own projects:
conductor Elizaveta Korneeva and her orchestra will present a programme of contemporary
music Euphoria, and Alexandra Dunaeva and Maxim Betekhtin will perform chamber vocal
cycles under the general title Children’s.
As part of the new format — a workshop — students of different specialties will work
together on movement, rhythm, and singing under the guidance of the Diaghilev Festival
participants. The debut of last year — the programme for teenagers Music Through Your
Eyes — continues this year in the form of Orff Laboratory, timed to coincide with the premiere
of Carl Orff’s opera-mystery De temporum fine comoedia.
All events of the Educational Programme are open to the public. Registration opens on the
festival’s website the day before an event.
The support of Seyfeddin Rustamov, the beneficial owner of PJSC Metafrax, has made it
possible to continue the Women in Art programme it provides additional places for young
women who have chosen professions in the field of art, realizes projects of the last year
graduates and supports the students’ concerts in Perm region.
In 2022 the Diaghilev Festival hosts a non-public programme for teachers of children’s
music schools The Beginning: for the first time solfeggio teachers from different parts of the
country and of Perm Krai (Perm Region) come to take part in round tables, practical classes
in psychology, and Orff’s pedagogical techniques.

anna fefelova,
the educational programme curator:

‘ ‘ t is generally believed that by the time they graduate

from the conservatory, the main thing for violinists is to

learn to play the violin, and for conductors — to conduct.

However, in order to truly perform a particular work —

for example, a Baroque suite — it is necessary to master

related art forms in theory and practice, in particular, to know how to

dance those dances of which a baroque suite consists. The Diaghilev

Festival Educational Programme provides an opportunity for the sixth

generation of students to live this unique experience through: to go

beyond their profession and the system and feel like a man of art
surrounded by like-minded people.”




12.06

14:30 Mactep-Kknacc Teogopa KypeHT3uca (cuMmdoHUYECKOe AUPUHKUPOBaHHE)
18:00 MacTtepcKasn: TaHuapamaTtyprusa ¢ AHHoi CemeHoBoM-IaHL,

13.06

12:00 MacrepcHKan: asuseHue ¢ AHHom MapadeeBoin
17:00 Mactep-Kknacc Bnaaucnasa MecuHa (CKpunKa)

14.06

15:00 MacTtepcKas: ucnonHeHue coBpeMeHHOM My3blkKh ¢ Bnaaucnasom MecuHbim
17:00 Mactep-Kknacc Amutpua bopoaunHa (CKpunKa)
19:00 MacTtep-Kknacc EBreHnsa PymaHueBa (BUOIOHYENb)

15.06

11:00 MacTepckasn: putm ¢ AHApeem BonocoBcKUM
17:00 KoHuepTt «dndopusa». Mysbika coBpeMeHHbIX KOMMO3UTOPOB.
MpoeKT EnnzaBsetbl KopHeeBo#

16.06

15:00 Mactepckasn: xop ¢ Butanuem NMonoHckum

17.06

16:00 HoHuepTt «Jetckmne». KamepHo-BoKanbHasA My3blKa.
MpoeKT Makcuma BetexTuHa u AnekcaHapbl [lyHaeBon

18.06

16:00 /JeiictBo « AnemeHTapHo, Opd!». * B nporpamme
Moka3s pa6otbl Opdh-nabopaTopuu ANA NOAPOCTHOB BO3MOMHblI
noa pykosoactBoMm Hatanbu BanbyeHKo U3MEHeHMUA.

AKTyanbHas
19.06
| Mauua —

11:00 Macrtep-knacc Ceprea Eneuxoro (KnapHer) Ha canTte

13:00 Macrep-knacc AHapesa BonocoBcKoro (yaapHbie) tecTuBans:

16:00 /JeiictBo « AnemeHTapHo, Opd!». diaghilevfest.
Moka3s pa6otbl Opdh-nabopaTopuu A1 NOAPOCTHOB ru/educational.

noA pykosoactBoMm Hatanbu BanbyeHKo

20.06 A%

11:00 Macrep-knacc Metpa MMaBaTtcKkux (yaapHble) E
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The pro-
gramme

is subject

to change.
Up-to-date
information is
on the festival
website:
diaghilevfest.

ru/educational.
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June 12

14.30 Teodor Currentzis’ masterclass (symphony conducting)
18.00 Workshop: dance-drama with Anna Semenova-Ganz

June 13

12.00 Workshop: movement with Anna Garafeeva
17.00 Vladislav Pesin’s masterclass (violin)

June 14

15.00 Workshop: contemporary music performance with Vladislav Pesin
17.00 Dmitry Borodin’s masterclass (violin)
19.00 Evgeny Rumyantsev’s masterclass (cello)

June 15

11.00 Workshop: rhythm with Andrey Volosovsky
17.00 Concert Euphoria. Music by contemporary composers.
Elizaveta Korneeva’s project

June 16

15.00 Workshop: choir with Vitaly Polonsky

June 17

16.00 Concert Children’s. Chamber and vocal music.
Maxim Betekhtin’s and Alexandra Dunaeva’s project

June 18

16.00 Extravaganza Elementary, Orffl.
Demonstration of the work prepared in the Orff Laboratory
for teenagers under the guidance of Natalia Valchenko

June 19

11.00 Sergey Yeletsky’s masterclass (clarinet)

13.00 Andrey Volosovsky’s masterclass (percussion)

16.00 Extravaganza Elementary, Orffl.
Demonstration of the work prepared in the Orff Laboratory
for teenagers under the guidance of Natalia Valchenko

June 20

11.00 Petr Glavatskikh’s masterclass (percussion)
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decTUBaNbHbIU KNYy6

ny6 [AaruneBcKoro ectMBanA — 3TO MeCTO BCTpeuu
BCEX ero y4aCTHUKOB U LUIMPOKOM ayautopyu. KoHuenuuio
®decTuBanbHoro Kayé6a — 2022 MOMHO 0603HAYUTb CJIO-
BOM live, TO €CTb MPOCTO « }UBOEX: HMUBOE 0bLLeHHe, Nps-
MaA KOMMYHWKaLMA U OTKPbITble hopmaTbl BCTPeY.

B 2022 roay kny6 pa3meliaetca B YacTHoM munapmoHuu « Tpuymd».

B ®dectuBanbHOM HKnybe 3aniaHUWpoBaHbl nepdopmMaHCbl, HKOH-
LepTbl, Mactep-Knaccbl N0 aKTEPCKOMY MacTepcTBY U My3blKasib-
HOM MMNPOBU3ALMH, IEKLUUU 06 UCKYCCTBE U COBPEMEHHOM TeaTpe,
BCTPEYU C Y4YaCTHUKaMKU hecTMBanA B opmarte Kode-6peirKos,
3aHATHA MOron, a TaKkke cneuuanbHana geTcKana nporpamma. B doie
YacTtHoi mnapmoHunu « Tpuymd» paboTatoT Kade ¢ nayHAK-30HOM,
CYBEeHUPHasa U KHUKHaA NaBKU. BonbluMHCTBO co6bITUI PecTUBanb-
HOro Kny6a MOXHO NOCeTUTb 6ecnaTHo.

MonHyto nporpammy PecTuBanbHOro Kayba cM. Ha caiTe:
diaghilevfest.ru/club.

oo
. I




festival club

he Diaghilev Festival Club is a gathering place for all

its participants and wider audience. The concept of the

Festival Club 2022 can be outlined by the word “live”:

live communication, face-to-face contact, and open

meeting formats. In 2022 the club is hosted by the Private
Philharmonic Triumph.

Performances, concerts, masterclasses in acting and musical
improvisation, lectures on art and modern theatre, meetings with
festival participants in the format of coffee breaks, yoga classes,
as well as a special children’s programme are too be held in the
Festival Club. In the Private Philharmonic Triumph foyer there is a
café with a lounge area and a gift and a book shops. The entry to
most of the Festival Club events is free.

Explore the full programme of the Festival Club on the website
diaghilevfest.ru/club.
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Cepuio dotorpacduin ana 6yknera Aarunesckoro ectuBana — 2022 caenan
Amutpuii MpAaxuH, doTtorpad, pexuccep, noctaHoBLWKUK U3 CaHKT-eTepbypra.

He HpaBUTCH, YTO BCE BOKPYr, B TOM YMC/e Ye/IOBEeK U TO, YTO OH Aenaet, —
(( M CTPEMUTCA K NPOCTbIM (hopMam WM HanpaB/ieHUsAM: Kpyr/KBaapart, BBepx/

BHW3, BHYTpb/Hapyy. Koraa yenoBeK cYacT/IMB WM HecCYacTIUB, OH HUKaK
He OT/IMYaeTCA OT OKPYMaloLLero ero MMpan».

A photographic series for the Diaghilev Festival 2022 booklet was made by
Dmitri Pryahin, a photographer and director from St Petersburg.

he does, gravitates to simple shapes or directions:

circle/square, upwards/downwards, inside/outside.
When a person is happy or unhappy, they are in no way
different from the world around them.”

‘ ‘ I like that everything around, including human and what
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AArMNEBCKUA
thecTuBanb
diaghilev
festival

XyAoeCTBEHHbIW PyKOBOAUTEb
Teopop KypeHT3uc

AWUPEKLHA
AATMNIEBCKOIo ®ECTUBAJIA

AuvpeKkTop

AHHa KacumoBa

Mpoatocep

AnekcaHgpa [lompayeBa
TexHU4YEeCKHUM AUPEKTOP
HOpuit YepHos

TexHU4YeCKUi KoopauHaTop
ApceHunt KOauH
KoopauHaTop npoBeseHUA MeponpUATUA
EneHa 3aBepluMHCKan
MeHeaxepbl

Onbra [eptorunHa

EBreHusa Pbiyarosa

Hatanba AtamaHoBa
AHactacua KasakoBa
OKcaHa CepreeBa

PR, pa6ota c CMU

OkcaHa ek

MapKeTuHr, peknama

MBaH Heyaes

SMM

MaBen Kataes
daHapan3uHr

Onua Kosnosa

AHrennHa MakueHKo
KypaTop o6pa3oBaTte/ibHOM nNporpamMmbl
AHHa DechenoBa

KypaTtop nporpammbi
decTUBaNbHOro Knyba
Oner Kpoxanes

JArMNEBCKUHM ®OHA, MOAJAEPHKKU
KYJIbTYPHbIX UHULUATUB
AuvpeKkTop

JAnana KonmoropoBa

PepakTtop 6yknerta Onbra KomoKk
Aun3aiiH, BepCcTKa, NOAroToBKa K neyaTtu
EBreHua MpaykoBcKas

ABTOpbI TEKCTOB BoraaH Koponéx,

AHTOH CBeTnunuHbIM, Onbra Komok
MepeBoa CotdbAa AGaleBa

PepakTtop Anapeit BaymaH

®oto AmuTpui MpaxuH

Mevatb Tunorpadua « Actep»,
Mepmb, YconbcKas yn., 15
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MWUHUCTEPCTBO KY/IbTYPbl MEPMCKOIO KPAA
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FTPYNMNA KOMMAHWA

Ot ngen go peannsaunn!
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