+ m m :\—\_ L _qu € m






1

2.

MWHUCTEPCTBO KYNbTYPbl
nepMCKOro Kpas

NMPOEKT AAruneBCcKoro oHaa
NOAAEPHKU KYNbTYPHbIX UHALMATUB

4—20.

AArun1eBCKUA
¢ecTuBaib

diaghilev
festival

AArnneB+

o
+

diaghilevfest.ru

NN
NS









e4.—Z0.
12

@ 3aBog WnaruvHa 24 HEKAEPH CE
coseemcka, 14 sxon Ha TeppuTopMio Lexa

OTKPbIBaeTCA 3a 45 MUHYT A0 Hayana MepoNpUATHA &  YactHaa dunapmoHua « Tpuymd»
@ YactHaa dmnapmoHua « Tpuymd» KBapTeThbl LLlocTakoBH4Ya cerogHs:
NeHuna, 44 KaK cayuwaTtb U 4TO C/iblilaTb
@ OpraHHbIi 3an sekyus [eopaus Kosanresckozo
MepmcKoi brnapmoHum
AeHuna, 516

@ YactHaa dunapmoHusa « Tpuymd»
KaMepHbIA KOHLEPT COJIMCTOB
opKecTpa musicAeterna
Amutpuii LLoctakoBuy

CTPYHHble KBapTeTbl N2 7, 10, 13

22:00 18+
@ YactHasa dunapmoHusa « Tpuymd»
My3blKa PO)KAeCTBa B Pa3HbIX
3THOKOHCDGCCI40HaJ1beIX

TPpaAULUUAX
saexyus Eezenus Bopobresa
23:59 18+

@  OpraHHbi 3an

MepMcKon hrunapmoHum
PoXAeCTBEHCKUA KOHUEpPT
xopa musicAeterna
npousBeaeHus HockeHa ae lMpe,
Tomaca Jlyuca ae Buktopum,
AnpvaHa Bunnapra,
HoraHHa CebacTbAHa baxa,
KnyTa Hiocteara, Anbtpeaa LUHUTKe,
HuKona Nom6epta, AHTOHUO J10TTH,
AHapeaca MycTyKuca,
denunkca MeHaenbcoHa,
®paHcuca lMyneHKka

rnaBHbIN XOPMENCTEP U AUPUHKED:
Butanuin MonoHcKKM




@

@

@

Shpagin Plant,

sovetskaya street, 1a

Private Philharmonic Triumph
lenina street, 44

Perm Philharmonic Organ
Concert Hall

lenina street, 51b

DECEMBER 24 SAT
17:30 12+
@& Private Philharmonic Triumph
Shostakovich’s quartets today:
how to listen and what to hear
lecture by Georgy Kovalevsky

@& Private Philharmonic Triumph
chamber concert

by the musicAeterna
orchestra soloists

Dmitri Shostakovich

string quartets No. 7, 10, 13

& Private Philharmonic Triumph
Christmas music in various
ethno-confessional traditions
lecture by Evgeny Vorobyov

23:59 18+
& Perm Philharmonic Organ
Concert Hall

Christmas concert by

the musicAeterna choir

works by Josquin des Prez,

Tomas Louis de Victoria, Adrian Willaert,
Johann Sebastian Bach, Knut Nystedt,
Alfred Schnittke, Nicolas Gombert,
Antonio Lotti, Andreas Moustoukis,

Felix Mendelssohn and Francis Poulenc

chief choirmaster and conductor:
Vitaly Polonsky
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25 HEHAEPFI BC

@ YactHaa dmnapmoHua « Tpuymd»
MacTep-Knacc

Teopopa KypeHTt3uca

no AMPUHHUPOBAHUIO

O/8 ONEPHBIX NEBY06 U OUPUNCEPOB

& YactHaa dunapmoHua « Tpuymd»
Kapn Opd,

unu Kak BosBpalyeHue

K TeaTpaJibHOW apxauKe
poMxAaeT ynbTpacoBpeMeHHbIN
My3blKaJ/ibHbIA TeaTp

Aekyus Apmypa 306Huna

20:00 18+
@ 3asog LUnaruHa, «Jlutepa A»
Kapn Opd

De temporum fine comoedia

onepa

perunccep: AHHa lNyceBa

XyAoHHUK: KOnua OpnoBsa

xopeorpad: AHacTtacus lNMeluKkoBa
XYAOMHUK MO KoCTIoMam:

Cepreit UnnapuoHoB

BUAEOXYAOHKHUKU: 2BLCK

My3blKa/lbHbli PYKOBOAUTE/Ib U AUPUIKEP:
Teoaop KHypeHT3uc

WUCMOJHAIOT XOp U opKecTp musicAeterna,
npurnalweHHble CONUCTbI, Neptopmepbl

26 AEKABPA TIH
18:00 12+
@& YactHaa dunapmoHusa « Tpuymd»
KomveAauAa UWin MucrTtepua.
KaK yCTpoeHa onepa
Kapna Opda?
saekyus Uavu laiicuna

20:00 18+
@ 3aBog LWUnaruHa, «Jlutepa A»

Kapn Opd

De temporum fine comoedia
onepa

perunccep: AHHa lNyceBa
XyAOHHUK: KOnua OpnoBsa
xopeorpad: AHacTtacusa lNMeluKkoBa
XYAOHHUK NO KOCTIOMaM:
Cepreit UnnapuoHoB

BUAEOXYAOHHUKU: 2BLCK

My3blKa/lbHblA PYKOBOAUTE/b U AUPUIKEP:
Teonop KypeHT3uc

MUCMOJNHAIOT XOp U opKecTp musicAeterna,
npurnaweHHble CONUCTbI, NeptopmMepbl

23:00 18+

@& 3aBopg LUnaruHa, uex N25
KOHLUEepT aanepHaTHBHOﬁ MY3bIKH



DECENBER 25 SUN
@&  Private Philharmonic Triumph
Teodor Currentzis’

masterclass

in conducting

for opera singers and conductors

18:00

@&  Private Philharmonic Triumph
Carl Orff,

or How a return to the theatrical
archaic produces an ultramodern
musical theatre

lecture by Artur Zobnin

12+

20:00

@ Shpagin Plant, Litera A

Carl Orff

De temporum fine comoedia
opera

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, guest soloists,
and performers

18+

DECENBER 26 MION
@& Private Philharmonic Triumph

a comedy or a mystery play:

how is Carl Orff’s opera
organized?

lecture by llya Gaisin

20:00

@ Shpagin Plant, Litera A

Carl Orff

De temporum fine comoedia
opera

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, guest soloists,
and performers

18+

23:00
@ Shpagin Plant, Hall No. 5
alternative music concert

18+

20
29
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24 neKabps cb
17:30 12+

@ YactHaa dmnapmoHua « Tpuymd»
leopruit KoBanescKkum

KBapTeTbl LLlocTakoBU4a cerogHs:
KaK caywaTtb U YTO C/biliaThb
NeKYUs

MaHp cTpyHHOro KBapTeTa — OAMH M3
CaMbIX C/IOMHbIX ANS BOCNPUATUA U MOHUMa-
HUA. WM3HayanbHO OH npeaHasHavancA
He ANA chywartenei, a AnA CaMMX WCnos-
HuTenei. B KBapTeTe 06bIYHO HET HM MbILL-
HOW BUPTYO3HOCTH, MPUCYLLEN COYMHEHUAM
AN CONbHOTMO MWHCTPYMEHTa, HWU Kpacou-
HOCTU 60/blLOr0 OpKecTpa. ATO cepbe3Has
6eceaa 0 BarKHbIX Bellax, B KOTOPOK BMECTO
CNoB — My3blKanbHble (pa3bl. KBapTeTsl
LocTakoBMYa cozpaBa/iMCb ANA KOHLEpT-
HOrO0 WCMOJIHEHWUA, HO COXPaHWIU POAOBOE
CBOMCTBO }aHpa: 3T0 pa3roBopbl Mo AyLiam
MeAay 61M3KUMU ApY3bsAMM, @ YacTb CO06-
LEeHUH B HUX — 3aluMdpoBaHa. UcKyccTBy
BOCMPUATUA CTPYHHOrO KBapTeTa W pas-
rasikam MmysblKa/bHbIX pe6ycoB OAHOro U3
KpYnHeMwwKnx mactepoB XX BeKa nocBsLleHa
3Ta NeKuus.

Feoprui KoBaneBCKUW — KaHauaar
MUCHKYCCTBOBEAEHUSA, My3blKOBEA, My3blKaJlb-
HbI KPUTUK. HayyHbIM cOTpyaAHUK Poccuin-
CKOr0 MHCTUTYTa UCTOPUU UCKYCCTB (CaHKT-
MeTtepbypr).




December 24 sat
17:30 12+

@& Private Philharmonic Triumph
Georgy Kovalevsky
Shostakovich’s quartets today:
how to listen and what to hear
lecture

The genre of string quartet is one of the
most difficult to perceive and understand.
Initially, it was intended not for an audience,
but for performers themselves. In a quartet,
there is usually neither the magnificent
virtuosity inherent in compositions for a solo
instrument, nor the colourfulness of a large
orchestra. This is an in-depth conversation
about important things, in which musical
phrases are used instead of words.
Shostakovich’s quartets were created for
concert performance, but they retained
the stem property of the genre: these are
heart-to-heart conversations between close
friends, and some of the messages in them
are encrypted. This lecture is dedicated to
the art of perception of the string quartet
genre and the solution of musical puzzles
created by one of the greatest masters of
the 20th century.

Georgy Kovalevsky is a PhD in Art History,
musicologist, and music critic. He is a re-
search fellow at the Russian Institute of Art
History (St Petersburg).
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24 neKabps cb
19:00 12+

@ YactHaa dmnapmoHua « Tpuymd»

COJIUCTbI OPKecTpa
musicAeterna
KamepHulii KOHYepm

Avutpuii WocTtakosuy (1906-1975)

CTPYHHbIX KBapTeT N27, op. 108
(1960)

Allegretto

Lento

Allegro — Allegretto

CTPYHHbIX KBapTeT N210, op. 118
(1964)

Andante

Allegretto furioso

Adagio (attacca)

Allegretto — Andante

WCMOIHUTENN:

Amutpuii BopoauH

Onbra AptioruHa

AunHapa MypaTtoBa
Bnaaumup CnoBayeBCKUit

CTPYHHbIA KBapTeT N213, op. 138
(1970)
Adagio — Doppio movimento — Tempo primo

WCMOIHUTENN:
Onbra BonkoBa
MBaH Cy660TKHH
Hawun BakueB
Mupuam Mpanam




December 24 sat
) K2 Holo) 12+

@& Private Philharmonic Triumph

the musicAeterna orchestra
soloists
chamber concert

Dmitri Shostakovich (1906-1975)

string quartet No. 7, op. 108 (1960)
Allegretto

Lento

Allegro — Allegretto

string quartet No. 10, op. 118 (1964)
Andante

Allegretto furioso

Adagio (attacca)

Allegretto — Andante

performers:

Dmitry Borodin

Olga Artyugina

Dinara Muratova
Vladimir Slovachevsky

string quartet No. 13, op. 138 (1970)
Adagio — Doppio movimento — Tempo primo

performers:
Olga Volkova
lvan Subbotkin
Nail Bakiev
Miriam Prandi
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B 3dHJ/IlO4HEeHUEe

OCTaKoBMY 6bln1 rnaBHOM (HUrypon No3pHECO-
BETCKOM MY3blKW, HaX0AW/ICA Ha BepllMHe ee
vepapxvu. Ha Hero pab6otana BCA ULeHTpanu-
30BaHHaA 3JKOHOMWMKA COLMANUCTUYECKOro
MUCKyccTBa. [Mo3TOMy OH MOr no3BO/IUTb Cebe «COYUHATb
CBO6OAHO», — KOHEYHO, B YCTAHOB/IEHHbIX UAEO0NOrMYECKUX
pamKax, O KOTOpbIX Y HEro ¢ BIaCTbi0 UMEeNOCb HenucaHoe
cornaweHue, cobnoaaslueeca AeCATUIETUAMM.

Moanyi, Mbl NPUBLIKAK AyMaTb 06 3TUX 06CTOATENbCTBAX
B OTpbIBE OT caMoi My3blku LLlocTakoBKua.

Bpoae 6bl 3TO M eCTb HOpManbHOe nonoxeHue aen?
LLleaeBpbl, KaxeTcs, TaK U AONKHbI BO3HUKaTh: 6e3 3aKasa,
6e3 noBoga, 6e3 ornsAKM Ha 06CTOATeNbCTBA, pa3Be 4To
no npocb6e Apy3en-UCNoONHUTENEen, — CNOBOM, ANIA U OT
Aywn. Ha noao6bHom cyry6o poOMaHTUYECHKOM YMOMYaHUMU
NnocTpoeHa CoBeTCKas UCTOPUA My3blKM, B KOTOPOM A0 CHUX
Nnop HEOCO3HaHHO Npe6biBaloT MHOrMe He TO/MbKO ChyLla-
TeNu, HO U My3blKaHTbI.

BmecTte ¢ npuBunernen 6biTb rNaBHbIM COBETCKUM HKOM-
no3uTopom (To eCTb, B CYLIHOCTH, 6biTb BHE 3KOHOMMHKHM
MCHYCCTBa; HaZ0 /iU FOBOPUTb, YTO 3TO Bellb U3 TOro e
pa3psana, 4YTo U GecnnatHaAa MeauuuHa...) LLoctakoBuu
NPUHAN COOTBETCTBYIOLWEEe 6pems: UAE0N0rMYEeCKYIo U MOoJU-
TUYECKYIO HEBO3MOKHOCTb AeNlaTb O4eHb MHOroe B My3blKe.
Jla OH U He xoTen, CKamkyT MHe, OH 6blU1 KNacCUKOM, eMy He
TpeboBanochb rMAAeTb U Tem 6osiee XoAUTb HaneBo (3CTETU-
yecKkH). Mbl He MO¥HeM 3Toro 3HaTb, OTBeYy f, MOTOMY YTO
€C/I1 TBOM CTWUNb MOAAEPHaH BCEM MOLLbI TOTa/IMTapHOro
rocyapctea — TBOM HeNlaHUA U BRYCbl MOTYT 6biTb TONbKO
CMATbLIMH, UCKaKEHHbIMM.

Kasanocb 6bl, NpyM YeM TYT TaKOW MHTUMHbINA HaHp, Kak
CTPYHHbIA KBapTeT, CO BpeMeHW no3gHero beTxoBeHa
CTaBLUWIA « MY3bIKON AJ1A MY3bIKAHTOB»? >

Bbopuc Punanoscruii



on a final note

hostakovich was the principal figure of late Soviet
music, he was at the top of its hierarchy. He was
powered by the entire centralised socialist art
economy. Therefore, he could afford to “compose
freely” — of course, within the established ideological
framework, which he and the authorities had tacitly agreed
upon and had been observing that agreement for decades.

Perhaps we got used to thinking about these circumstances
in isolation from Shostakovich’s music itself.

Doesn’t it feel like a normal state of affairs? Masterpieces, it
seems, should be generated just like this: without an order,
without a reason, with no regard to circumstances, except
for when it is the request of friends-performers — in a word,
for and from the heart. The Soviet history of music rests on
such a purely romantic avoidance which many not only lis-
teners, but also musicians still unconsciously resort to.

Along with the privilege of being the principal Soviet com-
poser (that means, in essence, existing outside the art
economy — needless to say, this is no different from free
medicine), Shostakovich accepted the corresponding
burden: the ideological and political incapability of doing a
lot of things in music. Then again, he did not want to, many
will say, he was a classic, he did not need to look and even
more so to play around (aesthetically). We cannot know this,
my answer will be, because if your style is backed up by the
full power of a totalitarian state, your personal desires and
tastes can only be crumpled, distorted.

One would think: what such an intimate genre as a string
quartet has to do with it — the genre which has become
“music for musicians” since the late Beethoven?

>

Boris Filanovsky
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Mo oTAeNbHOCTH KamAbld KBapTeT, HECOMHEHHO, cAenaH
Mo KnaccU4yecKomy peuenTy (He MyTaTb C KAacCHUYeCKOM
LMKIUYHOCTBIO — MO 3TOMY MPU3HaKY B KNacCUKW Urpaet
Tonbko JlecATbl KBapTeT). BcaAkui pas umelotca noso-
HeHHble TemMaTHyecKoe pa3Hoo6pasve U eAUHCTBO: HEKO-
TOpble MOTUBLI 60/1€e UHAMBUAYaANbHbI, 8 HEKOTOPbIEe MeHee,
€CTb MaTepu1an 3arnaBHbIA U MPOXOAHOM — U eCTb A0BOJIbHO
CNOMHOe W HenpsMoe pasBUTHE, 3aroJiHAIOWee KOrHu-
TUBHbIE MPOMEKYTKU MeHAY 3TUMU 3/IeMeHTaMH, CBoAsALLee
MX B OPraHU3m.

A ecnM nNogHATbLCA Ha ypoBeHb BCEro Koprnyca TeKCTOB
LoctakoBrua 1950-1960-x roaos, Mbl YCAbILLXUM OrPOMHbIA
KOHCTPYKTOP MpUMapHbIX (opM, MUrPUPYIOLMX MeRay pas-
HbiIMKM onycamu. K 3aTUm chopMam NPUHAANERUT U TO, YTO
B paMKax O4HOro onyca Mbl HasblBaeM pPa3BUTHUEM; OKa-
3blBaeTCA, YTO U OHO BMOJIHE TMMOBOE, YTO TeMaTU4eCKue
anemeHTbl LLlocTakoBUY onyc 3a onycom pasBuBaeT O4eHb
M O4YeHb CXOAHO, C/MIOBHO 6bl BpallaAcb B 3aMKHYTOM Kpyry
POACTBEHHbIX UAEN.

Mbl npebbiBaem cHapy®M — U nogo6HOe BOCNpPoOU3Be-
[eHUWe KOMMO3ULMOHHBLIX Mpoueayp BOCXBaNnAeM HKak
aBTOPCHKUI CTU/b, APKYIO MaHepy U T. A. (Tem 6onee Koraa
peyb uaer o durype noaobHoro macwitaba.) A U3HYTPU
TaKaA CTabWIbHOCTb MOria, BepOATHO, BOCMPUHUMATbLCA
KaKk npo6nema, KaK McYepnaHHOCTb HappatMBa. Mnu Kak
peaKkuus Ha Hacunue BnacTy (ToNbKO M UAEON0ruyecKoe?).
A B UTOre, MOXeET ObITb, Aake KaK 6e3BbIXOAHOCTb, Koraa
Tbl 3aKI04YeH B paMKHW COBCTBEHHOro anropyMTMa, ctaBLIero
YyacTblo Te6A camoro.

Moyemy TaKWe npeanosoKeHUA BO3MOMHbLI? [loTomMy 4TO
LLoctakoBMY pa3 3a pa3om MNbITaeTCA BbIMTU MNOKYPUTb
U3 CBOEro 3aKiouveHusa. M3, TaK cKasaTtb, abCONOTHOro
MeToAa — HaAEeMKHOoro, NpM3HaHHOro, 060aemMoro ny6JMKon
M My3blKaHTamM.

KN, HOHEeYHO, rae e ele 3TUM 3aHUMaTbCH, Kak He
B CTPYHHbIX KBapTeTax, CreuuanbHOM MaHpe ANA BblAC-
HEHUA BHYTPEHHUX (BO BCEX CMbICAax) HKOMMO3UTOPCKUX
OTHOLLEHWH. | 2



Taken separately, each quartet is undoubtedly made according to
a classical recipe (not to be confused with classical cyclicity —
only the Quartet No. 10 plays hopscotch with classics in this
regard). Every time there is a proper thematic diversity and unity:
some motives are more individual, and some are less, there is
primary and passing material — and there is a rather complex
and indirect development that fills the cognitive gaps between
these elements, converges them into a single organism.

And if we get on the level of the entire corpus of Shostakovich’s
compositions of the 1950s and 1960s, we will hear a huge con-
structor of primary forms migrating between different opuses.
These forms also include what we call development within the
framework of one opus; it turns out that it is quite typical, that
from opus to opus Shostakovich develops thematic elements
very, very similarly, as if revolving in a closed circle of related
ideas.

We remain outside that circle — and we praise such reproduc-
tion of compositional procedures as the author’s style, his bright
manner, and so on. (Especially when it comes to a figure of his
scale.) And from the inside, such stability could have probably
been perceived as a problem, as the exhaustion of the narrative.
Or as a reaction to the repression from the authorities (was it
only ideological?). And in the end — maybe even as hopeless-
ness, as if you are enclosed in the framework of your own algo-
rithm, which has become a part of yourself.

What makes such assumptions possible? The fact that Shosta-
kovich repeatedly tried to get out of his imprisonment for a
smoke. Out of his, so to speak, absolute method — reliable,
recognised, adored both by the public and musicians.

And, of course, where else one is supposed to do this, if not in
string quartets — a special genre for clarifying internal (in every
sense) composer relations.
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Cep,bMOﬁ KBApPTEeT — B TepMHUHAX KUHO — 3TO CL,eHapUMr, KOTOPbIK Xo4eT
npeBpaTUTLCA 06PaTHO B CLieHapHYH 3aABHY. « ConuKeHWe AaneroBaToro»
34€eCb MPOUCXOAUT OYKBasbHO, Yepe3 CHaTue BO BpeMeHU. U3 yeTbipex
yacTel CTPYKTYPHO 3aBepLueHa TOMbKO nepsas, coHaTHoe allegro 6e3 pas-
paboTku. OcTanbHble, BKAOYaA UHaN, — MO CYLLECTBY, OTKPbITble (HOPMbl,
B KOTOPbIX CIOKETHOe npeobnanaet Hag CTPYKTYPHbIM.

LLlocTakoBMY [0BOAWMT [0 COBEpPLUEHCTBA CKBO3HOE TeMaTW4yecKoe pas-
BuTHe. KaKk 06bI4HO B ero KBapTeTax, OTAe/ibHble 3/IeMeHTbl CNOCOGHbI
HeorpaHU4yeHHO TpaHCHOPMUPOBaTLCA. 3ariaBHbIM HAMYH (6AUMKaALLINK poa-
CTBEHHMK (ha-AUE3-MUHOPHOM NPentoaun U3 « 24 npentoaun U dyr») MOHKHO
npeBpaTUTb B TPMO/U Ha LbINOYKaX, KaK B Penpu3e NepBoi YacTu U thMHane,
a MOMHO NYCTUTb 3340M Hanepea, Kak B Hayase TpeTbel. Tema BTOPOM YacTw,
a-na « OAMHOKKUIA OCeHbIo» U3 ManepoBcKoK «llecHu o 3emne», noABNAETCA
B NapOKCU3MaNbHOM Ky/libMWUHaLUK GyrM B TpeTbel YacTu (a BnocneacTtsuu
oHa Hanaet cebe paboty B cKkepuo [ecATtoro Keapteta). MyHKTUPHbIA SOS
M3 HECOCTOABLUEMCA cepeanHbl BTOPOM YAacTU BOTKHYT B TeMy TOM e tyru
BTOpPbIM 3neMeHTOM. flpocTHaa Tema ¢yru cornawaeTtcAa noTaHueBaTb
XPOMOM Ba/ibC YETBEPTOM YacCTH.

Bcé npeBpaTtunocb BO BCE, U CBOMM COBEpLUEHHbIM MacTepCTBOM KOM-
No3UTOP MOMET oCcTaTbCA Tem 60siee YAOB/NETBOPEH, YTO B aIXMMUYECKHUX
3BOJIIOLUMAX OH AOCTUI CTPYKTYpPHOro 6anaHca, Ho u3beran 3CTeTU4EeCKOro:
KBapTeT 3BYYUT KaK BOMPOC, a He Kak oTBeT. Hafo 6b110 TONbKO NpaBUIbHO
CHOMKaTb hopmy.

N3 ucnonHAembIXx B KOHUepTe ﬂeCﬂTblﬁ KBApPTEeT — eAWHCTBEHHbIN
HanUCaHHbIX 6onee-meHee Kak TPaAWLMOHHbIM UuKA. lNepBaa yYactb —
CNOBHO 6bI coHaTHoe allegro, HO NoA CYpPAMHKY ABOMHbIX BapyUaLuMi, K TOMY
e He C/IMWKOM BapbUpYyIOLKUX, a CKopee cTpodUYHbIX. BTopas — 6elueHoe
CKepLo O Hacunuu, cpaBHMMOe, Harnpumep, C COOTBETCTBYIOWMMU YacTAMU
Bocbmoin cumdoHnMK unu BTtoporo goptenMaHHoro Tpuo: Y4To HasbiBaeTcs,
«BOWHa agorHana». TpeTbA — BapuvauMU Ha rApMOHUYECKUI OCTOB HaBpoae
naccaKasiby UKW YaKoHbl; KaK B ABYX NPUBEAEHHbIX MpUMepax (M He TONbKO
Tam), ocTMHaTHaA opma noasnAetcA y LLloctakoBuya B KayecTBe eaBa m
He ayTMYeCHKOM peaKuuKn Ha TpaBmy. PMHaN — coHaTHaA chopma ¢ YepTamu
poHAo (MO XxapaKTepy NonyTparMyecKoro 3arnaBHOrO nepensiAaca MpAMo
oTcbiialowan K duHany [leBATon cMM(POHMU) — BbICTaBAAET Ha TOPHHULLE
MOTMBHOIO Pa3BUTUA U OBMEHa aKTMBbI NpeAbIAYLLMX YacTen.

Moranyin, B 3TOM KBapTeTe LLUOCTaKOBMY MNpPaKTUYECKU HE BbIXOAUT
M3 mMeToAa, 3aTO AOCTUraeT UCKJIIOUUTENIbHOM adteKTUBHOM cunbl. B reHe-
panbHOM MPOTUBOPEYUM NII060M KOMMNO3ULMKM — CTPYKTYpa UK adherT —
OH Ha ceit pa3s Bbi6GUpaeT BTOpoOe.
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The Quartet No. 7 in the terms of cinema is a full screenplay that wants
to turn back into a plot outline. “The yoking together of the distant ideas”,
to cite Mikhail Lomonosov, here takes place literally, through compression
in time. Of the four movements, only the first is structurally complete —
the sonata-like allegro without elaboration. The rest, including the finale, are
essentially open forms in which the plot prevails over the structure.

Shostakovich hones cross-cutting thematic development to perfection. As is
customary for his quartets, individual elements are capable of unlimited
transformation. The title nigun (the closest relative of the F-sharp minor
prelude from 24 Preludes and Fugues) could be turned into trioli on tiptoe,
as in the reprise of the first movement and the finale, or you can play it back-
wards, as in the beginning of the third. The theme of the second movement,
a la The Lonely One in Autumn from Mahler’s The Song of the Earth, appears
in the paroxysmal climax of the fugue in the third movement (and later it will
find its way to the scherzo in the Quartet No. 10). The dot-and-dash SOS
from the failed middle of the second movement is inserted into the theme of
the same fugue as the second element. The furious fugue theme agrees to
dance the lame waltz in the fourth movement.

Everything has transformed into everything, and the composer can be all the
more satisfied with his perfect mastery, because in the course of alchemical
evolutions he has achieved a structural balance but avoided the aesthetic
one: the quartet sounds like a question, not an answer. One had only to
crumple the form correctly.

Of those performed in the concert, the Quartet No. 10 is the only one
written more or less as a traditional cycle. The first movement resembles a
sonata allegro but con sordino of double variations, which are not too varying,
in fact, but rather strophic. The second is a frenzied scherzo about violence,
comparable, for example, to the corresponding parts of the Symphony No. 8
or the Piano Trio No. 2, — so to say, “the war has caught him up.” The third
represents variations on a harmonic skeleton like passacaglia or chaconne;
as in the two examples given (and not only there), the ostinate form appears
in Shostakovich’s work as an almost autistic reaction to trauma. The finale —
a sonata form with the features of rondo (by the nature of its semi-tragic title
dance directly referring to the finale of the Symphony No. 9) — exposes the
assets of the previous movements to the fair of motivic development and
exchange.

Perhaps, in this quartet, Shostakovich practically does not go astray from
the method — but he achieves exceptional affective power. In the general
contradiction of any composition — structure or affect — he chooses the
latter this time. >



«lnasa noBepTbiBAlOTCA BO MpaKke 3payvyKamMu BHYTPb U CMOTPAT B Fﬂy6MHy».
3aKknounTensHble CTPOKM U3 CTHUXOTBOpPEHUA PunbKe «Mopr» C/IOBHO ©6bl
HanucaHbl npo I'IOSAHMFI HBapTeTHbIFI CTUNb UJOCTaKOBW-Ia, B 4YAaCTHOCTU Npo
TpuHagLUaTbIY KBapTeT.

MapKep 3Toro cTuns — urpa no Bce 60see C/OXHbLIM NpasuaamMm co Bce 6onee
npocTbiM maTepuanom. HacKonbKo Takas 3BonouuA 6bina cBA3aHa C pasBu-
TMem 60n1€3HM OMOpHO-ABMUraTensHoro annaparta LlocrakoBuua? Bpsaa nu
MOHO BbIBOAUTb OAHO U3 ZIPYroro; roMasyi, KOPPEeKTHO 6yAeT 3aMeTUTb, YTO
COUYMHATb MY3bIKY 3TOMY YEN0BEKY CTAHOBUJIOCb YACTO IU3UYECKU BCE TPYAHee.

Aonrne roapl LlocrakoBuy, 6yaTO 6bl NpeAYvYyBCTBYA MNO3AHEWLWYO 06e34BU-
HEHHOCTb, NPaKTUKOBaN YMEHUE BCOYUHUTb KaK MOMXHO 60Jblle CMbICNa B KaK
MOMHO MeHblLEee KOJIMYECTBO HOT. ITO C/bILHO TO B AO/ITMX Pa3sBMUBalOLLUX ABYX-
ro/IoCHbIX pasgenax CUM(GOHUI, TO B NCEBAOXOPaNIbHOW JTAMEHTO3HON aCKeTUKe
(3Ta NMHUA NpUBeAEeT Ko BTopoii YacTtu MAaTtHaauaTtoi cumboHun). K KoHuy 60-X,
Koraa nuwetca TpuHaguaTblid KBapTeT, cloga A06aBNAeTCA TeXHUKa anlo3uu,
HenpsAMOM OTCbIIKU K KaKOMY-HUOYAb My3blKa/lbHOMY CUMBOJY.

OaHum u3 HuX anAa LlloctakoBuuya 6Gbin 3arnaBHbIM MOTUB BarHepOBCKOMo
«TpucTaHa», U KBapTeT HaYUHAETCA C HEOAHOKPATHOrO HaNOMUHAHUSA O HEM,
3aMacKUpoBaHHOro nog, aHarpammy Baavuma BopucoscKoro, anstucta Keap-
Teta uM. BeTxoBeHa, K 70-1€TUI0O KOTOPOro HamMCcaHo codynHeHue. UHTep-
BaNlbHbIA COCTaB 3arnaBHOr0 MOTMBa MO3BOMAET FHYTb M (hOpPMOBaTb €ro
NOYTU KaK yroaHo, yem LLloctakoBuY M nonb3yeTcs, BbITArMBan BECb KBapTeT
NPaKTUYECKU M3 OAHOr0 UCTOYHMKA. O HEM MOMHUT Jame acTMaTUYECKUM
TOPOMJIMBLIN AMa3 B TpeTbei yacth. Unu B cepeavHe BTOpoi — KBapTeT
AENUTCA Ha 4acTU OYeHb YC/IOBHO, CKOpee MX MOMHO HasBaTb 60/bLuMMM
pasaenamu. HenpepbiBHaa TpaHc(opMauua 34eCb CUIbHEe, YeM KOHTPACT,
COMoCTaBNeHNe; NO3ITOMY U LMKN TArOTEET K C/AUSHWIO B OAHY OrPOMHYIO
yacTb.

Knaccuueckaa Komnosuuua (B ubMx pamKax Llocrtakoeuu, pasymeertcs,
HaxoAWUTCA LIeJIMKOM) 3UMAETCHA Ha Tpex MpuUHUMNax: pasBuBalowein Bapu-
auuMu, penpusHOCTU U cTpoduKe. OBbIYHO OHW JAENAT OTBETCTBEHHOCTb
3a pas/iMuHble npoueaypbl (PopMOCTpoUTENbCTBA. TaKoB U «30/10TOM CTaH-
AapT» camoro LLloctakoBuya.

34ecb 3TU TpPU NpUHLMNA UMEHHO 4TO (roBopA croBamu Punbke) nosep-
HYTbl BHYTPb NPaKTUYECKU Kawaoro pasgena. OHM AeMCTBYIOT pyKa 06 pyRy
Ha KOPOTKUX AUCTAHUMUAX, UX C/IOHHO OTAENUTb OAMH OT APYroro, CxsBa-
TUTb 3@ PYKY KOMMNO3UTOpa: MOJ, 34eCb OH pa3BUBaET, 34€Cb HanoMUHaeT
o 6biBLIEM, @ 34ecb npuberaeT K napannenusmy. OHU haKTUYEeCKU cnasHbl
B KamAOM KOMMO3WULUUOHHOM AEeMCTBUU, B CaMOW HappaTUBHOM MaHepe.
CTunb — nosMe Heryaa. n
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“Behind their lids, the eyes have turned their sense, till only what is inner
can be seen.” The final lines from Rilke’s poem Morgue seem to have been
written about Shostakovich’s late quartet style, in particular, about the

Quartet No. 13.

The marker of this style is playing a game according to increasingly complex
rules with increasingly simple material. To what extent was this evolution
related to the progression of Shostakovich’s musculoskeletal system dis-
ease? It is hardly possible to deduce one from the other; perhaps it would be
correct to note that composing music for this person was becoming physi-
cally more and more difficult.

For many years, Shostakovich, as if anticipating the later immobility, prac-
ticed the skill of putting as much meaning as possible into as few notes as
possible. This can be heard either in the long developing two-voice sections
of the symphonies, or in the pseudo-choral lamentative asceticism (this line
will lead to the second movement of the Symphony No. 15). At the end of the
1960s, when the Quartet No. 13 was being written, the technique of allusion,
an indirect reference to some musical symbol, was added here.

One of such symbols for Shostakovich was the title motif of Wagner’s Tristan
and Isolde, and the quartet begins with repeated reminders of him — dis-
guised as an anagram of Vadim Borisovsky, violist of the Beethoven Quartet,
for whose 70" anniversary this music piece was written. The interval com-
position of the title motif allows one to bend and shape it almost as one
wishes, which is what Shostakovich uses, pulling the entire quartet from
almost one source. Even the asthmatic hurried jazz in the third movement
bears its memory. Or in the middle of the second — the quartet is divided into
movements very conditionally, these rather be called large sections. Contin-
uous transformation is stronger here than contrast, juxtaposition; therefore,
the cycle tends to merge into one huge movement.

The classical composition (the framework Shostakovich, by all means,
belongs entirely to) is based on three principles: developing variation,
repriseness, and strophic form. These principles usually share responsi-
bility for various procedures of form shaping. This is the “gold standard”
of Shostakovich himself.

Here, these three principles are precisely (in Rilke’s words) turned their
sense in almost every section. They work hand in hand at short distances, it
is difficult to separate them from one another, to grab the composer by the
hand — to say that here he develops, here he reminds the listener of what
had already been heard, and here he resorts to parallelism. They are actually
soldered in every compositional action, in the most narrative manner. His
style couldn’t be later. |
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Onbra BosIKOBa — cHpunayka, KoHUepTMeHncTep opKecTpa musicAeterna ¢ 2022
roga. OkoHuMna LleHTpanbHy0 My3blKanbHylo wWKoay npu MOCKOBCKOM rocyaapcTBeHHOM
KoHcepBaTopuu uM. . U. YainKoBcKoro, KENbHCKY BbICWIYIO LIKOAY My3blKM M TaHUa,
obyyanacb B My3bikanbHOM Kanenne Koponesbl Enusasetbl (Batepnoo, benbrusa). Jlaypear
pAaa MexAyHapoAHbIX KOHKypcoB. B 2016 rogy ctana cambiM MOJIOAbIM KOHLEPTMENCTEPOM
cumdoHUYecKoro opkectpa MapuuHcKoro Teatpa. C 2021 roga — nepBblit KOHLEPTMENCTEP
opKecTpa MwuxainoBckoro TeaTtpa. CoTpyAHWYaeT KaK NpUIalleHHbIM KOHLEepTMencTep
¢ ®unapmoHuyeckum opKectpom CeBepo-3anagHoi lepmanuu, HKnaccuuyeckum dunap-
MOHUYECKUM OpKecTpoM BoHHa, KENbHCKMM MonoAeHbIM (hMNapMOHUYECKUM OPKEeCTPOM
U opKecTpoM «PunapmoHua Hauui». Urpaet Ha cKpunke paboTbl AnekcaHapa XasuHa
(2015).

Onbra ApTIOrMHa — cKpunadka, apTUCTKa opKkecTpa musicAeterna ¢ 2022
roaa. O6y4yanacb B CaHKT-leTep6yprcKoi rocyaapcTBeHHOW KOHCepBaTOpPUK
uMm. H. A. Pumckoro-KopcakoBa (2010-2017), Bbiclieii wWwKoie My3biKU
Koponesbl Cotmun B Maapuae (2016-2018), KoHcepBaTopun UTanbaHCKoM
LLseiuapuu B JlyraHo (2018-2020). Jlaypeat MonoaeHon npemun CaHKT-
MeTepbypra, BCEPOCCUNCKUX U MeHAYHAPOAHbIX KOHKYpcoB. CoTpyaHu4yaeT
C MHOTMMW POCCUHUCKUMU U 3apy6eRHbIMKU OPKeCTpaMu, racTposIUpyeT Kak
COJIUCTKaA.

AvuTtpuin BOpoAMH — cKpunay, apTUCT opKecTpa musicAeterna
c 2019 roaa. OKoHuMn MOCKOBCKYIO rocyAapCTBeHHYI0 KOHCepBaTopuio
um. M. WU. Yaikosckoro (2018). CtuneHaunatr MemayHapoaHoro 6naro-
TBOpUTeNbHOro toHaa Bnagumupa CnvBaKoBa, naypeaTr MemRAyHapoAHbIX
KOHKypcoB. B 2013—2017 roaax — HKOHUepTMenhcTep CUMMOHUYECKOro
opKecTpa cTyaeHToB MoCKOBCKOM KoHcepBaTopuu. KoHuepTmericTep
MupoBoro MonoAeHOro CUMMOHUYECKOro oOpKecTpa Ha BcemupHom
tdectuBane monoaexun u cryaeHtoB (Couu), nepBas CKpunKa aHcaméns
conuctoB Mobilis noa pykosoacteom P. 3amypyesa.

MUBaH Cy660TKMH — CcHpunay, apTUCT oOpKecTpa muscAeterna
c 2011 roaa. OKoHuYMn MOCKOBCKylO rocyAapCTBEHHYIO KOHCEpBaTOPMIO
nm. M. WU. YankoscKoro. JlaypeaT memAayHapoAHbIX KOHKypcoB. Pa6otan
B MocKoBCKOM TeaTpa/ibHO-KOHUepTHOM LUeHTpe [MaBna Cno6oakuHa
n MocKoBcKkom TeaTpe «HoBasa onepa» um. E. B. Kono6osa Kak conuct
M KoHuepTMmeicTep. BbicTynaeT B coctaBe KamepHbIx aHcambnein B Poccuun
M 3a py6erom. >



Olga Volkova is a violinist, the concertmaster of the musicAeterna
Orchestra since 2022. She graduated from the Central Music School of the
Tchaikovsky Moscow State Conservatory, the Cologne University of Music
and Dance, studied at the Queen Elizabeth Music Chapel (Waterloo,
Belgium). Olga Volkova has won a number of international awards. In 2016,
she became the youngest concertmaster of the Mariinsky Orchestra.
Since 2021, she has been the first concertmaster of the Mikhailovsky
Theatre Orchestra (St Petersburg). As a guest concertmaster, Olga Volkova
has collaborated with the North West German Philharmonic, the Bonn
Classical Philharmonic, the Cologne Youth Philharmonic Orchestra,
and the Philharmonia of the Nations. She plays a violin by Alexander Khazin
(2015).

Olga Artyugina is a violinist, an artist of the musicAeterna Orchestra since
2022. She studied at the Rimsky-Korsakov St Petersburg State Conservatory
(2010-2017), the Reina Sofia School of Music in Madrid (2016-2018),
and the University of Music in Lugano, Switzerland (2018-2020). Olga
Artyugina is a laureate of the St Petersburg Youth Award and a range of
all-Russian and international competitions. She has collaborated with many
orchestras in Russia and abroad, she also tours as a soloist.

Dmitry Borodin is a violinist, an artist of the musicAeterna Orchestra
since 2019. In 2018, he graduated from the Tchaikovsky Moscow State
Conservatory. Dmitry Borodin is a scholar of the Vladimir Spivakov Inter-
national Charity Foundation and a laureate of several international
competitions. In 2013-2017, he was the concertmaster at the Moscow
Conservatory Students Symphony Orchestra. Dmitry Borodin was the
concertmaster of the World Youth Symphony Orchestra at the World Festival
of Youth and Students (Sochi), as well as the first violin at Rodion Zamuruev’s

Mobilis Ensemble.

Ivan Subbotkin is a violinist, an artist of the musicAeterna Orchestra since
2011. He graduated from the Tchaikovsky Moscow State Conservatory. Ivan
Subbotkin is a laureate of various international competitions. He worked
at the Pavel Slobodkin Theatre and Concert Centre and the Kolobov “Novaya
Opera” Theatre of Moscow as a soloist and concertmaster. As a member
of chamber ensembles, Ivan Subbotkin has toured all over Russia and
abroad.
>
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Haun BakueB — anbtuct, aptTMcT opKectpa musicAeterna ¢ 2011 roga. OKoHuun
HoBocHU6UPCKUIM My3blKanbHbIA Konneax um. A. @. MypoBa, JIl06€KCKyYI0 BbICLLYIO LLUKOAY
My3blkM (FepmanuA). JlaypeaT MemAayHapoAHbIX KOHKypcoB. B 2004-2008 rogax pa6otan
apTuctom opKectpa HoBocubUpcHKoro TeaTpa onepbl U 6aneta, B 2010-2011 ropax
cTamupoBasica B opKecTpe Mambyprckoi rocyaapcreeHHoi onepbl. C 2012-ro — yyacTHUK
npoekTa « MOCKOBCKaa akaaeMuUs HKamepHoi My3biku». C 2021 roga — KoOHUepTMeMncTep
anbToB B opKecTpe MuxannoBcKoro TeaTpa. B coctaBe pasnnyHbIX OPKECTPOB U KaMepHbIX
aHcambnen akTUBHO KoHLUepTupyeT B Poccuu U 3a py6erom.

AuvHapa MypatoBa — anbTUCTHa, apTUCTKa opKecTpa musicAeterna
c 2022 ropa. B 2004-m oKoHuuna CaHKT-lMeTepbyprckoe My3blKkanbHoe
yuunmwe um. H. A. PumcKoro-Hopcakosa, B 2010-m — BepauHCKui
YHUBEPCUTET UCKYCCTB. JlaypeaT mexayHapoaHbIX KOHKypcoB. B 2010-2013
rogax pabortana 3amecTUTeNeM HKOHUepTMeWcTepa afbTOBOW rpynnbl B
Hemeukomn onepe B BepnnHe. B 2013-2021 roaax 6bi1a KOHLEPTMENCTEPOM
anbTOBOM rpynnbl cMMbOHUYECKoro opKkectpa MapuuHcKoro Teatpa. Urpaet
Ha anbTe aBCTPUMCKOro mactepa lMNetepa Mépra.

Mupuam NMpaHau — BUONOHYENUCTKA, apTUCTKa opKecTpa musicAeterna
c 2019 roga. OKoHuuna MemxayHapoaHylo topTeNUaHHYIO aKaaeMuio
B Umone (Mtanua) n BepHCKylo BbICLLYIO LWKOAY MCKYccTB. B KauectBe
COJIUCTHKM COTPYAHMYaANa C TaKUMU JUpUHKepamM, Kak Bnaauvup
®depoceeB, Heame fpBu, AHapuc Mora, AmaHnyka MapuuanHo, MuKene
MapuotTtH, Alyrnac Boctok 1 aAp. B 2015-2018 rogax BbicTynana B coctaBe
delian:quartett. Urpaer Ha BuonoHyenu macrtepa AxoBaHHU [paHYUHO
(Mwunan, 1712), nony4yeHHon ot Fondazione Pro Canale Onlus.

Bnaauvup CnoBayeBCKMM — BMONIOHYENIUCT, apTUCT OpKecTpa
musicAeterna ¢ 2018 roaa. OKOHYUAN CPeAHIo CneLranbHy0 My3blKalbHYHO
wKony CaHKT-lNeTepbyprckoi rocyAapCcTBeHHOW KOHCEpPBaTOPUWM WM.
H. A. Pumcroro-KopcakoBa (2005) U BeHCKUI1 YHUBEPCUTET MYy3blKU W
UCNoJIHUTENbCKOro UckyccTa (2010). JlaypeaT MeAyHapoAHbIX KOHKYPCOB.
B 2012-2017 ropaax Obi1 KOHLEPTMEMCTEPOM TIpynnbl BHOJIOHYENEN
MOCKOBCKOro  rocysapCTBEHHOro  akaAeMWUYeCKOro  CUMGOHUYECKOro
opKecTpa noa ynpasneHvem Nasna KoraHa. B HacToAwee BpemA — CONUCT
MocKoBcKor M [leTepbyprckon UNapmMoHWUM, CONUCT U KOHLEepTMEUCTep
KamepHoro opKectpa Kremlin B MocKkBe. Wrpaer Ha BHWOJIOH4YENU
uTanbAHCKoro macrepa JlopeHuo CtopvoHn. W



Nail Bakiev is a violist, an artist of the musicAeterna Orchestra since 2011.
He graduated from the Murov Novosibirsk Music College and the University
of Music Libeck (Germany). Laureate of international competitions.
From 2004 to 2008, Nail Bakiev worked as an artist of the Novosibirsk
Opera and Ballet Theatre Orchestra. From 2010 to 2011, he had an internship
in the Hamburg State Opera Orchestra. Since 2012, Nail Bakiev has been a
participant in the Moscow Chamber Music Academy project. Since 2021, he
has been the concertmaster of the viola group of the Mikhailovsky Theatre
Orchestra (St Petersburg). As a member of various orchestras and chamber
ensembles, he actively performs in Russia and abroad.

Dinara Muratova is a violist, an artist of the musicAeterna Orchestra since
2022. She graduated from the St Petersburg Rimsky-Korsakov College of
Music in 2004 and the Berlin University of the Arts in 2010. Laureate of
several international competitions. From 2010 to 2013, Dinara Muratova
worked as a deputy concertmaster of the viola group at the Deutsche Oper
Berlin. From 2013 to 2021, she was the concertmaster of the viola group of
the Mariinsky Orchestra. She plays a viola by the Austrian master Peter Mort.

Miriam Prandi is a cellist, an artist of the musicAeterna Orchestra since
2019. She graduated from the Imola International Piano Academy (ltaly)
and the Bern University of the Arts. Miriam Prandi has performed as a soloist
under the baton of Vladimir Fedoseyev, Neeme Jarvi, Andris Poga, Gianluca
Marciano, Michele Mariotti, and Douglas Bostock among others. Between
2015 and 2018 she appeared as the cellist of the delian::quartett. Miriam
Prandi performs on a cello by Giovanni Grancino (Milan, 1712), a generous
loan from the Fondazione Pro Canale Onlus.

Vladimir Slovachevsky is a cellist, an artist of the musicAeterna Orchestra since 2018. He
graduated from the Secondary Special Music School of the Rimsky-Korsakov St Petersburg
State Conservatory (2005) and the University of Music and Performing Arts Vienna (2010).
Laureate of international competitions. In 2012-2017, he worked as the concertmaster of the
cello group in the Moscow State Academic Symphony Orchestra conducted by Pavel Kogan.
Currently, Vladimir Slovachevsky is a soloist of the Moscow Philharmonic Society and the
St Petersburg Philharmonia, a soloist and the concertmaster of the Russian String Orchestra
(Chamber Orchestra Kremlin). He performs on a cello by Lorenzo Storioni. [}
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24 neKabps cb
22:00 18+

@& YactHasa dunapmoHua « Tpuymd»
EBreHut Bopo6beB

my3biKka PoXaecTBa B pa3HbIX
3THOKOH(ECCUOHA/NbHbIX TPaAULUAX
NeKYUs

Natale, Noél, Weihnachten, Christmas,
Xpiotodyevva, Pomaectso — Ha npoTame-
HWUMU ABYX C HE6ONbLUUM TbICAY NIET NPa3gHUK
B 4YeCTb OAHOrO0 U3 ABYX [N1aBHbIX TAWHCTB
XPUCTUAHCTBA WUMeN pasHble 06/M4bA
M COMPOBOMAANCA O4YEeHb Pa3HOM MY3bIKOW.
HeKkoTopble poXAEeCTBEHCKME My3blKalb-
Hble «NpuBbIYKU» XVI-XXI BEKOB, OTpareH-
Hble B KOHUepTe xopa musicAeterna, aBna-
I0TCA NPEeAMETOM JIEKLMH.

EBreHuin BopobbeB — xopmeKcTep
xopa musicAeterna (c 2022), ocHoBaTenb
M XYAOMECTBEHHbIA DPYKOBOAUTENb Xopa
Parma Voices (Mepmb, ¢ 2021), my3bikoBea.
B 2011-2014 ropax 6bin apTUCTOM Xopa,
OVPEKTOPOM Xopa U AUPEKTOPOM OpKecTpa
musicAeterna. B 2019-2022 roaax pa6otan
rnaBHbIM xopmenicTepom MepmcKoro TeaTpa
onepbl U 6aneTa.




December 24 sat
22:00 18+

@& Private Philharmonic Triumph
Evgeny Vorobyov

Christmas music in various
ethno-confessional traditions
lecture

Natale, Noél, Weihnachten, Christmas,
Xpwotodyevva, PompectBo — for more
than two thousand years, the celebration
in honour of one of the two main sacraments
of Christianity had different guises and was
accompanied by very different music. Some
Christmas musical «habits» of the 16"—21st
centuries, reflected in the musicAeterna
choir concert, are the subject of a lecture.

Evgeny Vorobyov is Choirmaster of the
musicAeterna Choir (since 2022), founder
and Artistic Director of the Parma Voices
Choir (Perm, since 2021), and musicologist.
From 2011 to 2014, he was an artist and
Director of the musicAeterna Choir and
Director of the musicAeterna Orchestra.
From 2019 to 2022, he worked as Chief
Choirmaster of the Perm Opera and Ballet
Theatre.




24 nexKabpsa co6
23:59 18+
& OpraHHbIi 3an NMepMmcKon drUnapmMoHUH
PoXXAeCTBEHCKUHA KOHUEepT

xop musicAeterna

rnaBHbIK XopMencTep U aupukep: Butanuit NMonoHcKuin

HockeH ae lMNpe (oK. 1450 — 1521)

Gaude virgo Mater Christi, motet (5o 1505)

Tomac Jlyuc ge Buktopusa (1548-1611)

Alma Redemptoris Mater a 8 voci, antucdoH (1581)
AapuaH Bunnaprt (oK. 1490 — 1562)

Ave Regina caelorum, motet (30 1539)

MoraHH CebacTtbaH bax (1685-1750)

Ich lasse dich nicht, moter BWV 1164 (1712, 1735)
KuyTt Hioctear (1915-2014)

Immortal Bach, op. 153 (1988)

Anbtpea WHuTKe (1934-1998)

«Tpu AyxoBHbIX xopa» (1984)

|. Boropoauue [JeBo, paayuca

Il. Tocnoan Uucyce Xpucrte

lll. OTye Haw

Hukona Mombept (oK. 1495 — oK. 1560)

Lugebat David Absalon, moteT (BpemMA co3aaHusA
HEU3BECTHO)

AHTOHMO JloTTH (1667-1740)

Crucifixus a 8 voci u3 Credo ca maxop (Ao 1717)
AHgpeac Myctykuc (p. 1971)

Jiutyprua ceartoro Jleoutus, Il yactb (2021)
®denukc MeHaenbcoH (1809-1847)

Warum toben die Heiden, ncanom N22 13 uukna
«Tpu ncanma», op. 78 (1843)

®dpaHcuc MyneHK (1899-1963)

O magnum mysterium; Hodie Christus natus est:
moTeTbl 1 U 4 U3 UUKNA «YeTbipe POMAECTBEHCKUX
moTteTa», FP 152 (1952)
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December 24 sat
23:59 18+
@ Perm Philharmonic Organ Concert Hall
Christmas concert
the musicAeterna choir
chief choirmaster and conductor: Vitaly Polonsky
Josquin des Prez (c. 1450 — 1521)
Gaude virgo Mater Christi, motet (before 1505)
Tomas Luis de Victoria (1548-1611)
Alma Redemptoris Mater a 8 voci, antiphon (1581)
Adrian Willaert (c. 1490 — 1562)
Ave Regina caelorum, motet (before 1539)
Johann Sebastian Bach (1685-1750)
Ich lasse dich nicht, motet BWV 1164 (1712, 1735)
Knut Nystedt (1915-2014)
Immortal Bach, op. 153 (1988)
Alfred Schnittke (1934-1998)
Three Sacred Hymns (1984)
I. Hail Mary, Full of Grace
Il. Lord Jesus Christ
lll. Our Father
Nicolas Gombert (c. 1495 — c. 1560)
Lugebat David Absalon, motet (undated)
Antonio Lotti (1667-1740)
Crucifixus a 8 voci from Credo in F Major (before 1717)
Andreas Moustoukis (b. 1971)
The Liturgy of St Leontius, part 11l (2021)
Felix Mendelssohn (1809-1847)
Warum toben die Heiden, psalm No. 2
from the cycle Three Psalms, op. 78 (1843)
Francis Poulenc (1899-1963)
O magnum mysterium and Hodie Christus natus est,
motets No. 1 and 4 from the
cycle 4 Motets pour le temps
de Noél, FP 152 (1952)




4.

12

(no)poxaeHue
MoTeTa

3TOA HKOHLEpTHOWM nporpamme — B 4ac

C He6o/iblUMM — cnpeccoBaH KpPyroBopoT

Ye/IOBEYECKOM HU3HU, OTpaMaembli B LUUKNE

NUTYpruyeckoro roga (OT/IOMM B CTOPOHY

BOMPOC O TOM, He Hao6opoT KU 06CTOAT Aena
M He Hawa M 6peHHasn HNU3Hb CAYHUT c1labbiM OT6NECKOM
BEYHO NPOUCXOAALLMX CaKpa/bHbIX COObITUIH, MOMUHAEMbIX
LlepkoBblo). lBUHKEHHE OT MOTeTa K MOTETY, OT aHTU(dOHa
K McasiMy YUTaeTCA KaK NYHKTUPHas, HO CBA3HaA UCTOPUA:
«noBecTBoBaHWe» HauuMHaeTcA ¢ PorpectBa M Poxae-
CTBOM e 3aKaH4YMBaeTCcA, a B cepeAuHe ero ecTb Yyaeca,
AylwieBHble Tpyabl, 601b yTpaTbl, THEB U YHac, YMUIEHUe
M BOCTOPr — BCe T€ COCTOAHMUA, YTO HeMUHyeMO ob6pa-
WwaT B30p YenoBeka K Hebecam. Kampoe 3By4alee
npou3BeAeHUe — CIOHETHbIN X0A4, Kamaoe — meTtadopu-
YecKoe, HO JOBOJIbHO AICHOe COoo6LLeHue.

Ouvea Komox

3a TpemAa 60ropoAMYHbIMA TMMHaMK, KoTopble elle
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c XIlI-XIlll BekoB notwTcA Ha PoxaectBo, cneayetr mMoTteT
Ha cnoBa, Kotopble MaKoB ckazan Camomy Bory Bo Bpems
TaUHCTBEHHOMW BCTpe4n-60pbobl. 3a HUM — HOBEWLUMIA onyc,
3BYYaWMA KaK 3X0 BCTPEYU C «60rom My3biKM» Baxom.
Janee nyTb cnywarento NPoKnaAbIBalOT TPU NpaBoCc/iaBHble
MOJIMTBbl Ha KamAabli aeHb. OHU NpMBOAAT K niadvy uaps
JaBupa Hag Tenom cbiHa ero Aseccanoma. NMpoH3UTeNbHbIN
XOpOoBOM CTOH « PacnATbIN» NpoAoKaeTcA B 6€CC/I0BECHOM
pacneBe XXI Beka. BTopon ncanom CypoBO BOMPOLLAET:
«3ayemM MATYTCA HapoAbl W nNJeMeHa 3aMblWAT
TweTHoe?» U ToNbKO 3aTeM Mbl C/IbILLMM O « BEJIMKON TalHe
WU BOCXUTUTENIbHOM TauHCTBe». HO peyb He 0 BOCKPECEHUM.
Ha ero mecte papyroe TauvHCTBO, pomaeHue — bora nu,
yenoBeKa nu? Kpyr 3amMKHyncA, CHoBa HacTynaeT BpemsA
pagocTu: «U Ha 3emne MUp, U B YenoBeEKax 61aroBosieHUe».



[ve/ge]neration
of the motet

Olga Komok

nto a little more than an hour of this concert programme
the cycle of human life is compressed, reflected in the
cycle of the liturgical year (let us put aside the question
of whether things are the other way around, and
whether our mortal life is not merely a pale shadow of
the eternal sacred events commemorated by the Church).
The movement from motet to motet, from antiphon to psalm
could be read as a dotted but coherent story: the “narrative”
begins with Christmas, and it is Christmas that concludes it,
and in between there are miracles, spiritual work, the pain
of loss, wrath and awe, adoration and delight — all those
states that inevitably turn one’s gaze to heaven. Each
sounding music piece is a pattern in a story, a metaphorical

but quite clear message.

The three Marian hymns which have been sung at Christmas
since the 12" and 13t centuries are followed by a motet set to
the words that Jacob addressed to God himself during their
mysterious encounter. After that, a modern opus sounds like
an echo of a meeting with the “god of music” Bach. Then,
three Orthodox quotidian prayers pave the way for a listener.
They lead to King David weeping over the dead body of his son
Absalom. The piercing choral moan of Crucifixus continues
in the wordless chant of the 21t century. The second psalm
asks sternly: “Why do the nations rage and the peoples
plot in vain?” And only then do we hear about “a great
sacrament and a delightful mystery”. But this is not about
the resurrection. In its place, there is another sacrament,
the birth of God, or maybe a man? The circle has closed;
the time of joy is coming again: “And on earth peace among
those with whom he is pleased!”
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CiomeT, BbiCTpauBaeMbl B TeKCTax, napanneneH (HO He
BMOJIHE) CIOMETY, HKOTOpblA pasBopayuBaeTCA B HOTax.
34ecb, B rOpHEM MUpe 3BYKOBOIO MPUTSAMEHUA U OTTa/IKU-
BaHUA, MEJIOAUKO-TaPMOHUYECKMUX HKOHCTPYKUUHU U HKOM-
NO3ULUMUOHHDBIX CTPYKTYP, MOMHO HabnwoaaTtb CBOW Kpy-
roBOpoT — XOMZAEHUA BOKPYr 30/10TO0 BEHKa XOPOBOWM
MY3bIKU U NOAUGOHUK 3noxu BospomaeHua. OaHaKo 3ToT
KPYr pasOMHKHYT: KaK 6bl HU GblIU MOLLHbI U 3aMeTHbI LeH-
TPOCTPEMUTENbHbIE CWJ/Ibl, 3acTaBNAOWUEe HKOMMNO3UTOPOB
XVII-XXI BeKOB BHOBb U BHOBb 06palLaTbCA K A3bIKOBbIM
MOAENIAIM, CO3JAaHHbIM WU «PasMATbIM» LWECTb CTOJIETUA
Ha3aa, MNyneHk — He ae Mpe, Jlorth — He Mom6epT, a KHyT
Hiocteatr — He Bbax. MoBTOpeHHMe HeBO3MOMHHO. PoxaeHue
KaMaoro HOBOro COYMHEHUA (MyCcTb U OCHOBbIBaLLErocs
Ha peHecCaHCHOM NO/IMMPOHUYECKON CTUXMU WU CCblnato-
Lerocq Ha Hee) — KaKk poXAeHWe HOBOro YesoBeKa: rnasa
OT Mambl, HOC OT Marbl, a JIMYHOCTb YHUKA/IbHaA.

KoHeuyHO, Bce BbllleCKa3aHHOe eCTb JIMlIb MO3THUYEeCcKoe
obobLieHue: U bor, U AbABON KpolOTCA B AeTansx.

Moter MockeHa ae MNpe Gaude virgo Mater Christi, HanucaHHbIi
Ha ManopacrnpoCTPaAHEHHYID MapUaHCKYID PUGMOBAHHYIO CEHKBEHLMIO,
NPOYHO CBA3aH C A3blIKoM No3aHero CpeaHeBeKoBbA U (hpaHKO-thAaMaHACKUX
npeawecTBEHHUKOB 3TOr0 «X03AMHA HOT» (KaK HKOMMO3UTOpa HasbiBan
MapTtuH Jliotep). MbiwHbIM ABYXOpHbIK aHTUdOoH Alma Redemptoris Mater
Tomaca Jlyuca e BUKTOpPUU U KpUCTanbHO Npo3payHbiii MoTeT Ave Regina
caelorum AgpuaHa Bunnaprta npeacTaBnfioT cO60iM COBCeM Apyrue rpaHu
NOAUMOHUU CTPOroro CTUNA.

CrtporoctunbHoe ronocoBegeHne y HoraHHa CebacTbsAHa
Baxa (Bnpoyem, [ABYXOPHbIH  TpexyacTHbid  MOTET
Ich lasse dich nicht gonro npunucbiBanu ero asotopoa-
Homy asae HMoranHy Kpuctody bBaxy, a npoucxoraeHue
M BpeMA co3AaHuA (hMHaNbLHOro Xopana A0 CUX Mop Moj
BOMPOCOM) BbIXOAWUT U3 NONAA KOMMO3UTOPCKOrO BHUMaHMUSA,
ocTaBafACb camMoO Cco60M pas’ymMerlMUMCA CBOWCTBOM ero
nucbma: Tak baxa u ero coBpeMeHHUKOB Y4naIn. HopBeHCKUIA
K/1aCCUK XOpoBOM My3blKU XX BeKa KHyT HiocteaT aosoauT
uaero nonndoHUKU A0 nNpeaena v npespawiaeT TekeT baxa —
Tpu pasbl u3 norpebanbHoro xopana Komm siif3er Tod
1736 ropa — B CUAKOWMUK KiacTep rosocoB, MOPTpeT
BEYHOCTH, B KOTOPOW BCE NPOUCXOAUT CUHXPOHHO. >
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The plot developed in the texts is parallel (but not quite) to the plot that is
unfolding in the scores. Here, in the heavenly world of sound attraction and
repulsion, melodic-harmonic constructions and compositional structures,
one can observe a cycle of its own — walking around the golden age of
choral music and polyphony of the Renaissance. However, this circle is
open: no matter how powerful and noticeable the centripetal forces that
make the composers from the 17*" to 215t centuries again and again refer
to the language models created and “mashed up” six hundred years ago,
Poulenc is not des Prez, Lotti is not Gombert, and Knut Nystedt is not Bach.
Repetition is impossible. The creation of each new composition (even if it
is based on the Renaissance polyphonic element or referring to it) is like
the birth of a new person: the eyes are inherited from mom, the nose —
from dad, but the personality is unique.

Of course, all of the above is just a poetic generalisation: both God and the
devil are in the details.

Josquin des Prez’ motet Gaude virgo Mater Christi,
written in a little-used Marian rhyming sequence, is firmly
connected with the language of the late Middle Ages and
the Franco-Flemish predecessors of this “master of notes”
(as Martin Luther called the composer). The magnificent
two-tone antiphon Alma Redemptoris Mater
Tomas Luis de Victoria and the crystal-clear motet Ave
Regina caelorum by Adrian Willaert represent completely

different facets of strict style polyphony.

In Johann Sebastian Bach’s work, strict
vocal studies (however, the three-part
motet Ich lasse dich nicht for two choirs
has long been attributed to his great uncle
Johann Christoph Bach, and the origin and
time of the creation of the final chorale is still
in question) leave the field of the composer’s
attention, remaining a self-evident property
of his writing: this is how Bach and his
contemporaries were taught. Norwegian
choral music classic of the 20* century Knut
Nystedt brings the very idea of polyphony
to the limit and turns Bach’s text —
three phrases from the funeral chorale
Komm siiBer Tod of 1736 — into a shining
cluster of voices, a portrait of eternity in
which everything happens simultaneously. >
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«Tpn AyxoBHbIX Xxopa» Anbtdpeaa LIHUMTKe cocToAT
B 6/IM3KOM POACTBE U C XOpaJibHbIMU rapmMmoHU3auuaAvK baxa,
M C MENOAMKOW 3HaMEHHOro pacrnesa (B YeM KOMMNO3WTOP
HacnezyeT IerMoHy nNpeALecTBeHHUKOB — OoT BopTHAHCKOro
W UiKe C HUM), @ Hayano BToporo xopa, « UMcycoBoi MONMTBbLIY,
nepefaer KOMMO3WLMOHHBIA MPUBET POMAECTBEHCKOMY
motety MyneHka O magnum mysterium.

Mnaun dpaHKo-bnamaHacKkoro nonudoHucta XVI crtonetus
Hukona lomb6epta M BeHeLMaAHCKOro 6apo4yHoro macrepa
onep W AyXOBHbIX OpaTopu AHTOHMO JIOTTU OCHOBaHbI
Ha OAHUX WU TeX e OCBALEeHHbIX BeKaMW MWHTOHaLMUAX:
y NepBOro peneTUTMBHAA TEXHWHKa XoYyellb He Xouelb
HaNoOMHUT O COBPEMEHHbIX MWHUMaNUCTax, BTOPOWH
noaaetr pyRy u xopy «Otye Haw» Anbtdpesa LUHUTKe,
M — napajoKcanbHO — 6eCCNnoBeCHOM TpeTben 4YacTu
Jiutyprumn catoro JleoHTua AHgpeaca MycTykuca.

MeHgenbcoH B cBoem ncanme «3auyem
MATYTCA Hapoabl?» (Warum toben die
Heiden), HanucaHHOM AnA poAecTBEHCKOM
cny#6bl 1843 roaa B bepanHcKkom cobope,
ApamaTUyYeH U NPAMOMIMHEEH: cTpax Boxui
DOJIHKEH YCMMPHUTb MATYLUMUXCA, BPasyMUTb
«BOCCTaBLUUX Lapen 3eMnu», U ANA TaKOro
npusbiBa roAATCA /UL PybneHble PUTMbI
M KOPOTKHE 3HEepruyHble BOCKIULAHUA.
OHM oT30BYyTCA B (UHANBHOM Mcanme
nporpammbl: B Hodie Christus natus est
®paHcuc lMyneHK nepeknagpiBaeT Nno-cBoemy
Becb 6arax npasgHU4YHOM HOUNALUOHHOMN
NOMUMOHUU  NpeALIecTBYIOWMUX  BEKOB.
Ho npexae — 8 O magnum mysterium —
Knaccuk XX  cronetMa  BbipawuBaet
M3 HavalbHOro 3aTaeHHOro peyuMTaTUBa
MEeNnoAuI  CTOMlb  CEepAeYHylo,  CTojb
CEeHTUMEHTaNbHO-IMPUYECKYI0, 4YTO  BCe
XOHAEHUA BOKpYr nonrncOoHUYECKOro
CEMEMHOro ApeBa OCTaHaBAMBAKOTCA CaMu
cobor: TaK CTON6EHEIT B CBALEHHOM
U3ymaeHun ceuaetenu vyaa Poxgenna. M
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Alfred Schnittke’s Three Sacred Hymns are closely
related to both Bach’s choral harmonisations and the melody
of the znamenny chant (which the composer succeeds to
a legion of predecessors from Bortnyansky and others like
him), and the beginning of the second chorus, Jesus Prayer,
sends compositional greetings to Poulenc’s Christmas motet
O magnum mysterium.

The lamentations of the 16"-century Franco-Flemish
polyphonist Nicolas Gombert and the Venetian Baroque
operas and spiritual oratorios master Antonio Lotti are
based on the same time-honoured intonations: while the
former uses a repetitive technique that will remind you of
modern minimalists, the latter shakes hands with the chorus
of Our Father by Alfred Schnittke, and — paradoxically —
the wordless third part of the Liturgy of St Leontius by

Andreas Moustoukis.

In his psalm Why Do the Nations Rage?
(“Warum toben die Heiden”), written for
the Christmas service of 1843 in the Berlin
Cathedral, Mendelssohn is dramatic and
straightforward: the fear of God must pacify
the rebellious, bring to reason the “rulers of
the earth”, and only chopped rhythms and
short energetic exclamations are suitable
for such an appeal. They will reverberate in
the final psalm of the programme: in Hodie
Christus natus est, Francis Poulenc
arranges all the baggage of the festive jubilee
polyphony of the previous centuries in his
own way. But prior to that — in O magnum
mysterium — the 20t century classic from
the initial hidden recitative nurtures a melody
so heartfelt, so sentimentally lyrical, that all
circumambulating the polyphonic family tree
comes to a halt: this is how the witnesses of
the miracle of Birth become numb in sacred
amazement. |
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HockeH pe Mpe (oK. 1450 — 1521) | Josquin des Prez
Gaude virgo Mater Christi, motet (4o 1505)

Gaude, virgo Mater Christi, Bospaayica, Boromatepb-JeBa,

Quae per aurem concepisti, 3ayaBLuaA HEMNOPOYHO

Gabriele nuntio. Ot 6naroi Bectu MNaBpuuna.

Gaude, quia Deo plena Bospaayica, néo, npeucnonHeHHasa borom,
Peperisti sine poena, Bbes 6onu poauna Tbl

Cum pudoris lilio. C nunveit HEBUHHOCTH.

Gaude, quia tui nati Bospaayicsa, néo CoiH Teon,

Quem dolebas mortem pati, Kotoporo Tbl onnakuBana,

Fulget resurrectio. BocKpec Bo cnase.

Gaude Christo ascendente, Bo3paayica: XpucTtoc BO3HOCUTCH,

Et in coelum te vidente, M Tbl BUAMLLbL, KaKk Ha Hebeca

Motu fertur proprio. Bocxoaut OH 6e3 ycunui.

Gaude quae post ipsum scandis, Bospaayica, 6o Bo3Hecelwbcs Benea 3a Hum
Et est honor tibi grandis, M 6yaewb npebbiBaTb BO cnaBe

In caeli palatio. B LlapctBun HebecHom,

Ubi fructus ventris tui, Fae Mnop upesa Teoero

Nobis detur per te frui, JlapoBaH Ham upe3 Tebs,

In perenni gaudio. K Be4yHoM pagocTH.

Alleluia. Annunyns!

Tomac Jlyuc ae Buktopusa (1548-1611) | Tomas Louis de Victoria
Alma Redemptoris Mater a 8 voci, antucoH (1581)

Alma Redemptoris Mater, Matepb-Kopmunuua Uckynutens,

quae pervia Caeli porta manes, oxpaHsfowan NpuBeTHble BpaTa HebecHble,

et stella maris, succurre cadenti, 3Be3aa nyteBoAHas, Nocnewuy Ha NOMOLLb
surgere qui curat, populo; najwemy Hapoay, KOTOPbIi }KamaeT NOAHATLCA.
tu quae genuisti, natura mirante, Tbl, poauBLIAA, K U3YMJIEHUIO NPUPOAbI,

tuum sanctum Genitorem, co6cTBeHHoro CeaTtoro Poaurtens,

Virgo prius ac posterius, JleBa Be4HO AeBCTBEHHas,

Gabrielis ab ore sumens illud Ave, npuHaBwasn U3 yct Maespuuna 6naryto BecCTb,
peccatorum miserere. CMMWAYHACA HaA rpeLlHbIMM.

36



AppuaH Bunnaprt (oK. 1490 — 1562) | Adrian Willaert
Ave Regina caelorum, motet (4o 1539)

Ave Regina caelorum,

ave Domina angelorum,
salve, radix, salve, porta,

ex qua mundo lux est orta.
Gaude, Virgo gloriosa,
super omnes speciosa.
Vale, o valde decora,

et pro nobis Christum exora.

Paayiica, Llapyua He6ecHas!
Paayiica, BnagbiumMua aHrenbcras!
3apaBcTBYH, UCTOK cBATOM,

oT KoToporo M1Mpy CBET poMAeH.
Paayiica, MNpecnaBHaA,

Tbl BCex NnpeKpacHee.

CnaBbcAa, baucratowas,

M monu Xpucta o Hac.

HoraHH Ceb6acTbAH Bax (1685-1750) | Johann Sebastian Bach
Ich lasse dich nicht, moter BWV 1164 (1712, 1735)

Ich lasse dich nicht,

du segnest mich denn,

Mein Jesu ich lasse dich nicht,

du segnest mich denn!

Weil du mein Gott und Vater bist,
dein Kind wirst du verlassen nicht.
Ich bin ein armer Erdenklof,

auf Erden weif ich keinen Trost.

Dir, Jesu, Gottes Sohn, sei Preis,
daB ich aus deinem Worte weif,
was ewig selig macht!

Gib das ich nun auch fest und true
in diesem meinem Glauben sei.

Ich bringe Lob und Ehre dir,
dab® du ein ewig Heil auch mir
durch deinen Tod erwarbst.
Herr, dieses Heil gewédhre mir,
und ewig, ewig dank ich dir.

He otnywy Te6s,

noKa He 61arocNoBULLbL MEHS.

Hucyc mon, He oTtnywy Tebs,

noKa He 61arocnoBub MeHsA!

Tl Bor mo# U otel, Aa He ocTaBUlb AUTA CBoe
Tbl co CBoeW oTe4YecKol No60BbIo!

Al HecyacTHbI KOM 3eMJIH,

Ha 3emJie He HAMTU MHe yTeLleHuA.

XBana Tebe, Uucyc, Boxunin CbliH,

3a 10, 4YTO U3 TBOMUX peyen A 3Halo,
KaK NoJIyYUTb Be4Hoe 61arocnoBeHUe.
Mo3Bonb, 4TO6LI A TOMHE 6blN HbiHE
TBEpPAbIM U CTOMKUM B Bepe.

Bo3Howy Tebe xBany 1 4ecTb

3a T0, 4YTO AapoBan MHe Be4YHOoe craceHue
yepes CBOIO cmepTb.

locnoab, Aapyi MHe 3TO craceHue,

W A BCceraa, Bceraa 6yay 6naroaapvtb Teba. P
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Kyt Hioctear (1915-2014) | Knut Nystedt

Immortal Bach, op. 153 (1988)

Komm, sifer Tod,
Komm, selige Ruh,
Komm, fiihr mich in Friede.

Mpuau, cnaagkaa cmepTb,
Mpwuau, 6nameHHbIA NOKOM,
Mpuan, ynoKon mMeHs.

Anbdpea WHuTHe (1934-1998) | Alfred Schnittke

«Tpu AyxoBHbIX xopa» (1984) | Three Sacred Hymns

|. Boropoauue AleBo, paayica | Hail Mary, Full of Grace
Il. Focnoau Uncyce Xpucre | Lord Jesus Christ

lll. OT4e Haw | Our Father

Boropoauvue AeBo, paayiica,
6naroaatHasa Mapus, Mlocnoab ¢ To6oto,
BnarocnoseHHa Tbl B HeHax,

1 6narocnoBeH Mnoa upesa Teoero,
AKo Cnaca poauna ecu Ayl HalUMX.

lNocnoau, Uucyce Xpucrte, CbiHe Boxuid,
NOMUAYHA MSA, rpeLuHaro.

OTt4ye Haw, Uxke ecn Ha Hebecex!

[Ja cBatuTtca uva Teoe,

Aa npuuaet Llapcteue Teoe,

na éyaet BonAa Teos,

AIKO Ha He6eCH U Ha 3eMM.

Xne6 Hall HaCYLWHbIA AaXab HaM AHECb;
M OCTaBM HaMm J0/rM Hawa,

fIKOMEe U Mbl OCTaBAAeM AO/IKHUKOM HaLUUM;
W He BBEAW Hac BO UCKyLLUEHHe,

HO u36aBU Hac OT JiyKaBaro.

fAAko TBoe ecTb LlapcTtBo 1 cuna,

1 cnaBa, Otua, u CbiHa, n CeaTtaro [lyxa,
HbIHE U MPUCHO, U BO BEKU BEKOB. AMUHb.

Mother of God, Virgin, rejoice.
blessed Mary, God is with thee;
blessed art thou among women
and blessed the fruit of thy womb,

thou hast given birth to the Saviour of our souls.

O Lord Jesus Christ, Son of God,
have mercy upon me, a sinner.

Our Father who art in heaven!

Hallowed be Thy name,

Thy Kingdom come,

thy will be done, as in heaven, so on earth.
Our daily bread give us this day

and forgive us our debts,

as we forgive our debtors.

And lead us not into temptation

but deliver us

from evil.

For Thine is the kingdom, and the power,
and the glory, for ever.

Amen.



Hukonsa Nom6ept (oK. 1495 — oK. 1560) | Nicolas Gombert
Lugebat David Absalon, moTeT (Bpemsa CO3AaHUA HEU3BECTHO)

Lugebat David Absalon, JaBua onnakuBan Aseccanoma,

pius pater filium, npaBegHblA OTel, — CblHa.

tristis senex puerum: lopeBan ctapuKk 0 CBOEM MaJslbYMKe:
“Heu me, fili mi Absalon, «Tope mHe! Mo cbiH ABeccanom,

quis mihi det ut moriar, KTO 6bl AaNn MHe yMepeTb,

ut ego pro te moriar, 4YTO6bI A MOl YMEepeTb BMecTo Tebs,

O fili mi Absalon?” 0 Mo# cblH ABeccanom!»

Rex autem David filium, Mnakan uapb aBug Hag CBOUM CbIHOM,
cooperto flebat capite: NOKPbIB roN0BY:

“Quis mihi det ut moriar, «[lan 6bI locnoab MHe ymepeTb BMeCTo Tebs,
O fili mi, O fili mi?” 0 MOWM CbIH!»

Porro rex operiut caput suum, WM Toraa uapb OTKpbL1 CBOKO FONI0BY

et clamabat voce magna: 1 BO33Ba/l F(POMKWM FOJIOCOM:

Fili mi Absalon, O fili mi. «0O Mo cbiH ABeccanom, 0 MOM CbIH!»

AHTOHHO JloTTH (1667—-1740) | Antonio Lotti
Crucifixus a 8 voci us Credo ¢a maxop (ao 1717)

Crucifixus etiam pro nobis sub Pontio Pilato, PacnAaTtbi 3a Hac npu MoHTuK Munarte,
passus et sepultus est. CTpajaBLui U NorpebeHHbINn.

Anapeac Myctykuc (p. 1971) | Andreas Moustoukis
Jutyprua ceatoro JleouTus, lll yactb (2021) |
The Liturgy of St. Leontius, part Il

6e3 cnos
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®Penurc MeHnaenbcoH (1809-1847) | Felix Mendelssohn

Warum toben die Heiden, ncanom N22

13 uMKna « Tpyu ncaama ANns COJIMCTOB U Xopax», op. 78 (1844) |
Warum toben die Heiden, psalm No. 2

from the cycle «Three Psalms», op. 78

Warum toben die Heiden,

und die Leute reden so vergeblich?

Die Konige im Lande lehnen sich auf,
und die Herren ratschlagen miteinander
wider den Herrn und seinen Gesalbten:
»Lasset uns zerreifien ihre Bande

und von uns werfen ihre Seile!«

Aber der im Himmel wohnet, lachet ihrer,
und der Herr spottet ihrer.

Er wird einst mit ihnen reden

in seinem Zorn,

und mit seinem Grimm wird

er sie schrecken.

»Aber ich habe meinen Konig eingesetzt
auf meinem heiligen Berg Zion.«

Ich will von einer solchen Weise predigen,
dah der Herr zu mir gesagt hat:

»Du bist mein Sohn, heute hab ich dich
gezeuget.

Heische von mir, so will ich dir die Heiden
zum Erbe geben

und der Welt Ende zum Eigentum.

Du sollst sie mit einem eisernen

Zepter zerschlagen;

wie Topfe sollst du sie zerschmeifien.«
So lafit euch nun weisen, ihr Konige,
und laft euch zlichtigen,

ihr Richter auf Erden!

Dienet dem Herrn mit Furcht

und freuet euch mit Zittern!

Kisset den Sohn, dab er nicht ziirne
und ihr umkommet auf dem Wege;

denn sein Zorn wird bald anbrennen.
Aber wohl allen, die auf ihn trauen!

3auem mATYTCA HapoApbl

W NJieMeHa 3aMbILWIAIT TLeTHoe?
BoccratoT uapu 3emnu,

M KHA3bA COBELLalTCA BMecTe
npoTtus locnoaa v NpoTuB
MomasaHHMKa Ero:

«PacTtoprHem y3bl Ux

M CBEpPrHeM ¢ ce6A OKOBbI UX!»
HuBylwnin Ha HeGecax nocmeeTcs,
locnoab NOTeWUTCA HaA HUMM.
Toraa ckaxet um Bo rHese CBoem

u ApocTbio CBoeto npuseseT

MX B CMATEHHUe:

«f nomasan Llapsa Moero Hag CuoHOM,
cBAToo ropoto Moeto».

BosBely onpeaeneHue,

lMocnoab ckasan MHe:

«Tbl CbiH Mo#; A HbiHe poaun Tebs;
npocu y MeHs, U gam Hapoabl

B Hacnegue Tebe

Y npeaenbl 3eM1U BO BnaaeHue Tebe;
Tbl NOpPa3sULLb KX HKE3/IOM HKeNne3Hblv;
COKPYLUMLLb MX, KaK COCY/ ropLU€YHUKa».
HUTtak, Bpasymutechb, LapH;
Hay4yuTecb, cyabMu 3emu!

CnyxuTe locnoay co cTpaxom

1 pagyutecb [npea Hum]

C TpeneTom.

MoutuTe ChbiHa,

4yT06bl OH He nporHeBancs

M 4YTO6bl BaM He NOrMbHyTb

B NyTH BalleM,

160 rHeB Ero Bosroputca BCKope.
BnareHHbI Bce ynoBatowme Ha Hero.



®pancuc MyneHk (1899-1963) | Francis Poulenc
O magnum mysterium; Hodie Christus natus est:
moTteTbl N21 1 4 U3 uMKna «YeTbipe pOXAESCTBEHCKUX MOTeTa»,

FP 152 (1952) |

O magnum mysterium, Hodie Christus natus est,
motets No. 1, 4 from the cycle «4 Motets pour le temps de Noél»,

FP 152

O magnum mysterium

et admirabile sacramentum

ut animalia viderent Dominum natum
jacentem in praesepio.

Beata Virgo cujus viscera

meruerunt portare Dominum Christum.

Hodie Christus natus est
Hodie Salvator apparuit,
Hodie in terra canunt angeli,
Laetantur archangeli,

Hodie exultant justi, dicentes:
Gloria in excelsis Deo,

Et in terra pax hominibus
bonae voluntatis.

O BenuKasn TariHa

W BOCXUTUTENIbHOE TauHCTBO,

Aa BUAAT 3eMHopoaHble locnoaga
POMAEHHOrO, Nexallero B ACNAX.

O 6nareHHas [JeBa, ypeBo Kotopoi

cnogo6unocb HocuTb Mocnoaa XpucTa.

CeroaHsa poaunca Xpucroc,
CerogHsa asuica CnacuTtenb,
CeroaHsa aHresnbl Moo,
ApxaHrenbl paayloTcs,

CerogHsa NIMKYIOT NpaBeAHUKK, roBOpPA:

CnaBa bory B BblILLHMX,
M Ha 3emne Mup, U B YesIOBEKAX
6naroBosieHUe.
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25 nexka6psa BC
14:00 12+

@& YactHasa dunapmoHua « Tpuymd»
macTtep-Knacc Teogopa KypeHT3uca
no AUPHUHUPOBAHUIO

O/ ONEPHBIX NEBY06 U OUPUNCEPOB

Teopop KypeHT3UC — oOcCHOBaTeNb U XYAOMECTBEHHbIM
PYHKOBOAMUTENb OpKecTpa M xopa musicAeterna, rnaBHbIM
avpuep CumdoHuuyeckoro opkectpa Hro-3anagHoro
paavo NepmaHuu.

Poaunca v Bbipoc B lpeuuu, rae Ha4anocb ero MysblKasbHoe
obpa3oBaHue. B 1994 roay npuexan y4yuTbCcA y nereHpap-
Horo npodeccopa CaHKT-lNeTepbyprckon rocyaapCcTBeHHOM
KoHcepBaTopuu Unbu MycuHa. C 3TUX NOp ero *M3Hb TECHO
cBA3aHa ¢ Poccuen.

B 2004 roay ctan rnaBHbiM Aupuiepom HoBocubup-
CKOro TeaTpa onepbl U 6anera, OCHOBan OPKECTP WU XOp
musicAeterna. B 2006-m yyactBoBan B co3aaHuu Memay-
HapoAHOro ecTuBanA-WHKONbI COBPEMEHHOr0 MCKYCCTBa
«Tepputopua» (Mockea). B 2011-2019 rogax 6bin xyaome-
CTBEHHbIM pyKoBoauTenem TeaTtpa onepbl U 6aneta B [epmu,
KyAa BMecTe C HUM nepeexanyd My3blkaHTbl musicAeterna.
C 2012-ro — xyaoMecTBeHHbIH pyKoBoauTenb JArunes-
ckoro ¢ectuBana B lMepmu. B 2019-m TBOpYecKoW pe3u-
AeHumven Teopopa HKypeHT3auca M musicAeterna cran [om
Pagno B CaHKkr-lNetep6ypre. C cesoHa 2018-2019 roaos
KypeHT3auc — rnaBHbiii aupukep CUMMDOHUYECKOrO OpHe-
ctpa lOro-3anagHoro paauwo lepmanuu B LUTyTrapre.

B HKauyecTBe AupUMHepa-NOCTAHOBLUMKA  COTpPyAHUYAeET
C BeayluMHU pexuccepamu mupa (Pobept YuncoH, Pomeo
Kacrennyyuu, Nutep Cennapc, Teoaopoc Tepsonynoc u Ap.),
KPYNHEWLWUMHU ONEepPHbIMKA TeaTpamK, KOHLEPTHbIMU 3anamu
U tectuBanamu EBponbl u Poccun. Teogop KypeHT3auc —
AeBATUKpPaATHbIX  naypeaT PoccMACKOM HauuoHanbHoOW
TeaTpanbHOM nNpemuu «3osi0Tas MacKa», naypeaTr npemMuu
KAIROS, KomaHzaop opaeHa PeHuKca (Mpeuunsa) U Kasanep
opaeHa Jpyx6bl. W




December 25 sun
14:00 12+

@& Private Philharmonic Triumph
Teodor Currentzis’ masterclass
in conducting

for opera singers and conductors

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 a laureate of the KAIROS Award, the Order
of the Phoenix Commander (Greece) and the Order of
Friendship Knight (Russia). H
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25 nexka6psa BC
18:00 12+

& YactHaa dunapmoHua « Tpuymd»
ApTyp 306HUH

Kapn Opd,

unu Kak Bo3BpalleHue

K TeaTpasbHOM apXauKe

poKAaeT yNbTpacoBpeMeHHbIH
My3blKa/NbHbIA TeaTp

NeKYUs

Kapn Opd wumeeT penyTtauuio nobumua
LUMPOKOW ayAUTOPHM, FOBOPSALLEro C Hew
Ha MOHATHOM fA3blke, 6narogapA 3Hame-
HUTOM KaHTaTe Carmina Burana. OTHioab
He TaKWUM NpeAcTaeT 3pesibli aBTOP B CBOMX
No3AHUX CLLEHUYeCKUX paboTax. Yxoana Bcé
Aanblle B rnybyvHy BeKOB, BAOXHOBIAACH
MAEAMU PEKOHCTPYKUMUU apXxauvyecKoro
TeaTpa W HeCTaHAAPTHbIMKU My3blKajb-
HbIMM COCTaBaMM, OH MPUXOAUT K MOMC-
TUHe pajuKalibHbIM TeaTpa/ibHbIM BbIiCKa-
3blBaHUAM — He MeHee paAuKa/bHbIM,
yemMm paboTbl KOMMO3WMTOPOB AapMLITaAT-
CKOM LLKOJMbl U UX MocneaoBaTesiei, KoTo-
PbIX NMPUHATO CYMTATb «MaBHbIMW» aBaH-
rapaAucTamu BTOPOM NnosioBUHbI XX BeKa.

Aptyp 306HMH — CHKpunad, HKOMMO-
3UTOpP, apTUCT U JAUPEKTOpP neTepbypr-
CKoro MonOT-aHcamébns, My3blKanb-

HblM pyKkoBoauTenb dectuBansa «Bpewms
CtpaBuHcKoro» B  CaHKrt-leTtepbypre,
NpurnalleHHbld Mactep obpa3oBaresb-
Horo npoekta «Macrtepckne MonOrTay,
Kypatop MexayHapogHoro cemuHapa Ans
MonoAbiXx KomnosutopoB B CaHKT-lleTep-
6ypre, npenoaaBatenb CaHKT-[leTepbypr-
CKOW TOCyAapCTBEHHOM KOHcCepBaToOpUH
umMm. H. A. Pumcroro-KopcakoBa.




December 25 sun
18:00 12+

@& Private Philharmonic Triumph
Artur Zobnin

Carl Orff,

or How a return to the theatrical
archaic produces an ultramodern
musical theatre

lecture

Thanks to the famous cantata Carmina
Burana, Carl Orff has a reputation of a
crowd-pleaser who speaks to itin a common
language. This is by no means what the
mature author is like in his later stage
works. Going further and further back into
the depths of time, inspired by the ideas of
reconstructing the archaic theatre and non-
standard musical compositions, he ends up
with truly radical theatrical statements — no
less radical than the works of the Darmstadt
School composers and their followers,
who are considered to be the ‘main’ avant-
gardists of the second half of the 20th
century.

Artur Zobnin is a violinist and composer. He
acts as an artist and Director of St Peters-
burg’s MolOt Ensemble, Music Director of
the Stravinsky Time festival in St Petersburg,
a guest master of the educational project
MolOt Workshops, and the curator of the
International Seminar for Young Composers
in St Petersburg. He teaches at the Rimsky-
Korsakov St Petersburg State Conservatory.




25 nexka6psa BC
20:00 18+

@ 3asog LUnaruHa, «Jlutepa A»

Kapn Opd (1895-1982) K 150-7IETHIO
- - CO AHA POXAEHUA

De temporum fine comoedia (1973) CEPIES ATUNEBA

onepa U K 300-IETHIO MEPMM

perunccep: AHHa lNyceBa
XyAOHHUK: HOnua Opnosa TPUCTA NET
xopeorpad: AHacTtacus lNMeluKkoBa rlepMn
XYAOHHUK no KocTiomam: Cepreit UnnapuoHos

XYAOMHUK no cBeTy: MBaH BuHorpagos

BUAEOXYAOHHUKU: 2BLCK

XYAOMHUK no rpumy: Mapbsa Kosnosa

cayHA-Au3aiHep: Makcumunuad Coion

NMOMOLLHUK peruccepa: 3axap 3aiiueB

ctengR-meHeKep: KpuctuHa Maneesa

63KCcTenaK-MeHeaep: EkaTtepuHa BeKacoBa

JIMHeHHbIU npoatocep: MonnHa OBCAHHUKOBA

TEXHUYECKUIM AMUPEKTOP NOCTaHOBKU: ApceHuit KOauH

reHepanbHblit NnpoAtlcep: EKatepuHa ApceHbeBa

My3blKa/lbHbli PYKOBOAMWTE/Ib U AUPUKEP:
Teoaop HypeHT3uc

WUCMONHAIOT XOp U opKecTp musicAeterna,
npurnalleHHble COJIMCTbI U NepdopmMepbl

CUBUNJbI: AHAXOPETDI: JNIOLUHUDEP:

TaTtbAHa BUKMyxameToBa Mpuropuit KysHeuoB AneHa Me6oBa

EnuzaBeta CBelHUKOBa Kupunn HudoHTOB

EKatepvHa UMcoKBa HuKonait ®epopos MNEP®OPMEPbDI:

lOnua CandynbmynoKoBa ApTtem Bonkos Tumyp Banees

AneHun-Nluaua Cramenny Cepreit Cunakos AneBTuHa pyHTOBCKasA

EneHa lypyeHKo MaBen XapanruH ApocnaB AuauH

EneHa TokapeBa Batop Ouupos AypAabiknbiy Barmypazos

MUpuHu Liupaknaunc AviuTtpuii LenkoBuH CaBBa Kopotbiy

AHapen Hemsep JaHuun YecHoKoB AHapen Jlazapes

Hukona MutAwmMH

TEHOP COJ10: Japbsa MnactyH
Cepreii NloauH Tumyp lMNaHeeB

Anekceit dpbepr
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TO COMMEMORATE

THE 150TH ANNIVERSARY

OF SERGEI DIAGHILEV’S BIRTH
AND IN CELEBRATION

OF PERM’S TERCENTENARY

THE SIBYLS:

Tatiana Bikmukhametova
Elizaveta Sveshnikova
Ekaterina Imsokva

Yulia Sayfulmulyukova
Eleni-Lydia Stamellou
Elena Gurchenko

Elena Tokareva

Irini Tsirakidis

Andrey Nemzer

December 25 sun
20:00 18+

@ Shpagin Plant, Litera A

Carl Orff 1895-1982)
De temporum fine comoedia (1973)
opera

director: Anna Guseva

production designer: Yulia Orlova
choreographer: Anastasia Peshkova
costume designer: Sergey lllarionov
lighting designer: Ivan Vinogradov

video design: 2BLCK

makeup artist: Marya Kozlova

sound designer: Maximilien Ciup
assistant director: Zakhar Zaitsev

stage manager: Kristina Galeyeva
backstage manager: Ekaterina Bekasova
line producer: Polina Ovsyannikova
technical director of the production: Arseniy Yudin
general producer: Ekaterina Arsenyeva

music director and conductor:
Teodor Currentzis

performed by the musicAeterna Choir
and Orchestra, guest soloists, and performers

THE ANCHORITES: PERFORMERS:

Grigory Kuznetsov Timur Valeyev

Kirill Nifontov Alevtina Gruntovskaya
Nikolai Fedorov Yaroslav Didin

Artyom Volkov Baymuradov Durdyklych
Sergey Silakov Savva Korotych

Pavel Kharalgin Andrey Lazarev

Bator Ochirov Nikolai Mityashin

Dmitry Shelkovin Daria Plastun

Daniil Chesnokov Timur Ganeyev

Alexey Erberg
TENOR SOLO:
Sergey Godin

LUCIFER:
Alyona Glebova




£9.
12

opd,
opduH4yecKoe,

opdo3anuyecKoe

apn Opd nuMcan npovusBeAeHUA ANSA My3blKaJlbHOro Aunexceit [lapun

TeaTpa, KOTOPbIe OH Cam ornepamMu He Ha3biBas. Ho oHu

B/IaCTHO BCTaBanM pALAOM C onepamMud aBaHrapgHbIX

KOMMO3UTOPOB U 3aHUMa/NU Ha LuKane TeaTpasibHbIX

LeHHocTen BUAHOe MecTo. Opd He NtoBUN « CIOHKHYIO
My3blKy», UCKan CBOM TeaTp B apXau4yeCKOM MenoauKe, npo-
CTbIX PUTMHUYECKUX rpynnax, adheKTUpoBaHHOM AeKnamauuu.
OH M cloxeTbl BblbUpan B AajibHUX, 3a4acTyl0 HENpOrNAAHbIX,
obnacrtax: 6pan TEKCTbl FPe4YecKUx Tpareaun, Npuyem UHoraa B
OpUruHane, CTUXM PUMCKUX NOITOB WU FOIMAPAO0B Ha NaTbiHU,
CpeAHEeBEKOBble HapoAHble NPUTYU B UCXOAHOM opme, poc-
CKasHU CUBWIJ1 Ha CMeCHU ApeBHUX fA3blKoB. CBA3biBan BCE
B HeAeNnmoe euHoe Lenoe, KoMap HOCY He NMOATOUMT.

®paHcyasa CaraH cnpawuBaeT B OAHOM M3 POMaHoOB: Jio6uUTe /U Bbl
Bpamca? A A Bac xouy cnpocuTb: nobuTte nn Bbl Opda? Bbl e HaBepHAKa
C/bilWwanu ero «cBeTcKUe necHu» Carmina Burana, rnaBHoe KpoccoBepHoe
npousBeaeHMe XX cToneTuA: TYT cpegHeBeKoBble 6alKM, GecHoBaHWA
¥ 6N4KM NpeBpaLLaloTca B MEMHCTPUMHBbIe cMMbONacoCHOCTU U B POKOBbIE
BOM/IN-3aKUHAHUA OAHOBPEMEHHO. 3TWM MeCHU HeNb3A He JIlo6UTb, OHMU
ob6peyeHbl Ha ycnex, UX Urpatot Bcerga ¢ 6elweHbiM aHwnarom. Mbl 06a3aHbl
NOHATb, YeM OHU 6epyT. [oyeMy UX 3aNPOCTO MOKHO UrpaTb Ha CTOTbICAYHOM
cTaguoHe, a «BecHy cBsAlleHHyo» CTpaBUHCKOro U «BouueKa» Bepra —
HU 3a 4YT0?

Mos niobumasn Tpareaua — « AHTUroHa» Codorna. 1 B MonosocTu nepesen
ee C rpevyecKoro, notomM, B KoHue 80-x, npuayman nMbpeTTo ANA onepbl Npo
coBeCTb U BnacTb, My3blky Hanucan Bacunuit Jlo6aHoB, U ee WMCMNONHUAU
B CBepanoBcKe. A caylialo 3anuch «nepenoeHusa ansa mysbiku» Opda, 1961
roa, ¢ deHomeHanbHoM UHre BopKk B rnaBHoM ponu (aupuxep PepauvHaH,
JIsAATHep) 1 nopamalocb, Kak yBepeHHo Opd yyBcTBYeT cebs B reHUabHOM
nepeBoge Ha Hemeukuint Ppugpuxa [énbgepnuHa («onepa» couuHeHa P>
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orff,
orphic,
orthoepic

Alexey Parin

arl Orff composed works for musical theatre, which

he himself preferred not to call operas. However, they

imperiously stood next to the operas of avant-garde

composers and occupied a prominent place on the

scale of theatrical values. Orff did not like “complex
music”, he was searching for his theatre in archaic melodies,
simple rhythmic groups, and affected recitation. As for his
plots, he also picked them in distant, sometimes impenetrable
areas — he took texts of Greek tragedies, and sometimes
in the original, poems by Roman poets or goliards in Latin,
medieval folk parables in their original form, stories of sibyls in
a mixture of ancient languages. He connected everything into
an indivisible whole, and nobody would smell a rat.

Francoise Sagan asks in one of the novels: “Do you like
Brahms?” So, I'd like to ask you: do you like Orff? You’'ve
probably heard his “secular songs” Carmina Burana, the main
crossover work of the 20" century: here medieval tales, frenzy
and fornication turn into mainstream symphonic pathos, and rock
screams-spells all at once. You can’t help but love those songs,
they are bound to success, and they are always performed with
a frenzied full house. We have to understand why they are so
gripping. Why can they easily be played at a stadium of one
hundred thousand people, whereas for Stravinsky’s The Rite of
Spring and Berg’s Wozzeck there’s no way to do that?

My favourite tragedy is Sophocles’ Antigonae. When | was
young, | translated it from Greek, then, in the late 1980s, | came
up with a libretto for an opera about conscience and power,
the music was written by Vasily Lobanov, and it was performed
in Sverdlovsk. | listen to the recording of Orff’s “musical setting”

Antigonae (1961) with the phenomenal Inge Borkh in the title role >
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B 1946-1947 ropax). Y Opda npaBu/bHbli, COBCEM HE POMaHTUYECKUM
OPKECTP: HUHKAKUX CHPWMOK, anbTOB U BUOJIOHYENIel, TONbKO AYXOBble,
apotbl (4), poanu (6), KoHTpabacbl (9), Be/IMKOEe MHOMECTBO YAapHbIX
(Hy#Ho oT 10 ao 15 yaapHuKoB!). Mbl NOHMMaeM, YTO OH U3y4yan My3blRy
MoHTeBepAaH, U CAbIWKM, YTO OH €e OpKecTpoBan 3aHOoBO. B « AHTUroHe»
MOLUHbIX TEeKCT 6e3yKOPU3HEHHO TOYHOro noata U nepeBoA4YMKa (A3bIK
6pOCKO apxauM3upoBaH) 3BYYMT BO BCEW MONIHOTe, AeHCTBUe JABUKETCA
MOLUHbIMX BoNAHaMKM. OTKas OT rpaMMaTUKKU FapMOHWMYECKON TOHaNbHOCTH
nossonsetr Opdy HanpAMy NpeBpallaTbh AeKnamauuio neB4YeCKUX rolocoB
B WHCTPYMEHT JApamaTU4yecCKoro AencTBuA. WU3bICKaHMA nocneaHux net
BbIIBU/IU CEpbe3HYI0 NoArotoBsieHHocTb Opda K NoA06HbIM aKUUAM: OH
KOHCY/IbTUPOBANCA C KpYyNHEMWWUMKU dunonoramm-KnacCukamm CBOEro
BPEMEHHW U OMNepHbiM pexuccepom BunaHgom BarHepom, BHYKOM
KomnosuTopa. Hago ckasatb, 4to « AHTUroHa» Opca yBepeHHO Bo3BpaLlaeTca
Ha NOAMOCTKM MOC/e AONIOro «JIeHKaHUA Ha NMOJMIKe» — B OT/IMYMUE, CKaMEM,
oT «AHTUroHbl» ApTiopa OHerrepa ¢ nubpetrto 6auctatenbHoro MaHa
Kokto (1927). « AHTUroHa» Opda AeHCTBUTEeNIbHO NPOU3BOAUT BrievyaTieHue
«rNbl6bl y6eraaolen KU3HEHHON CUMbI, YYHKAOW YXULLPEHUAM U U3JULLHE
HanpsAXeHHbIM noucKkam» (Mapkesu).

Mouyemy TeaTpanbHble NnpousBeaeHMa Opda Bo3BpalLalOTCA Ha NOAMOCTKU?
Y10 3a K/IOYM OTHKPbIBAOT HaM MeXaHU3Mbl WX PeKOHBanecueHuun?
MonbiTaeMcA UCKaTb UX HE TONIbKO B My3blKe U TeaTpe, HO U B CaMOM HU3HW.

Mbl Bcé 6onblie, BCE fAcCHee MOHWMaeMm, 3a4eM Ha CBeET
nosiBUACA MWUHUMaNU3M. Benukuii MysblKaHT AneKcei
JlobumoB ¢ ero dectuBanem «AnbTepHaTUBa» B HKOHLE
1980-x u B 1990-x npuvydyan Hac B MocKBe K TOMy, 4TO
nosTopstolMeca naTtepHbl B My3bike Teppu Paiinn u CtuBa
Painxa, Huxonaa KopHaopda M AnekcaHapa Pa6uHoBuua
(OHW Anunucb UHOrAa AONrMMM Yacamu!) coaeprar B cebe
opdhHUYECKUIA NOUCK HEKOMN BCENEHCKOW UCTUHDI, KOTOpas Ha-
MHOrO Bbllle HAWKWX BHYTPUYENOBEYECKUX MCUXONOrUYECKUX
TaiiH. CeroaHsa yxe u B Poccuun (B EKaTtepuH6ypre n MocKse)
3ByyaT Ha cueHax onepbl ®ununa Macca 1 JxoHa Aaamca,
rae cobbiTUA MWU3HM 060payYUBalOTCA B TaKYK MJIOTHYIO
060/104KY UEepPOrnUtHUYECKOro TauHCTBa, YTO HaM OCTaeTcA
TONbKO CEepbe3HENLUM 06pa3oM BCNYLUMBATLCA B 3By4allee.

Cama XMU3Hb HaMm Bce nocnegHee BpeMA MOCTOAHHO
HanoMMHaeT: MCUXOJIOTMYECKUI MOUCK Masio YTO AaeT Ans
NOHUMaHUA Hax/bIHYBLUEW Ha Hac peasbHOCTU. EcTb yTO-TO
CHpbITOe OT Hac, TO, Yero Mbl WHTE/UIEKTOM, NPAMbIMU
YyyBCTBaMHW, JAorajKkamMu MocTUYb He MoMeM. B aHTMuHoe
BpeMmsA CyLLeCcTBOBaN opU3M, Ybe HasBaHUE rOBOPUT O €ro
cBA3aHHocTH ¢ Opteem, cbiHOM AnonsoHa, xota Ha camom P>



(conducted by Ferdinand Leitner) and am amazed at how confident Orff feels
in its brilliant translation into German by Friedrich Holderlin (the “opera” was
composed in 1946-1947). Orff has a proper, not at all romantic orchestra:
no violins, violas, and cellos, only wind instruments, harps (4), pianos (6),
double basses (9), and a great many percussion instruments (you need from
10 to 15 percussionists!). We understand that he had studied Monteverdi’s
music, but we hear that he orchestrated it anew. In Antigonae, the powerful
text of an immaculately accurate poet and translator (the language is
catchingly archaic) sounds in its entirety, and the action moves in powerful
waves. The rejection of the grammar of harmonic tonality allows Orff to
directly turn the recitation of singing voices into an instrument of dramatic
action. Recent research has revealed Orff’s serious preparedness for such
actions: he consulted with the major classical philologists of his time and
opera director Wieland Wagner, the composer’s grandson. | must say that
Orff’s Antigonae has confidently returned to the stage after a long dust
gathering in the bottom drawer — unlike, say, Arthur Honegger’s Antigonae
with a libretto by the brilliant Jean Cocteau (1927). Orff's Antigonae really
gives the impression of “a lump of convincing vitality, alien to subterfuges
and unnecessarily strenuous searches” (Marchesi).

Why are Orff’s theatrical works returning to the stage? What kind of keys
open to us the mechanisms of their reconvalescence? Let’s try to look for
them not only in music and theatre but also in life itself.

We understand more and more clearly why minimalism was
born. The great musician Alexei Lubimov with his Alternative
festival in the late 1980s and in the 1990s taught us in
Moscow that repetitive patterns in the music of Terry Riley
and Steve Reich, Nikolai Korndorf and Alexander Rabinovitch
(they sometimes lasted for long hours!) contain an orphic
search for some universal truth, which is much higher
than our inner-human psychological secrets. Today, even
in Russia (in Yekaterinburg and Moscow) one can hear on
stage operas by Philip Glass and John Adams, where the
events of life are wrapped into such a dense mantle of
hieroglyphic mystery that we can only listen to them in the
most in-depth way.

Life itself has been constantly reminding us lately that
psychological search does little to understand the reality
that has surged over us. There is something hidden from
us, something that we cannot comprehend with our intellect,
direct senses, or guesses. In ancient times, there was
Orphism, whose name speaks of its connection with Orpheus,
the son of Apollo, although in fact it is connected by spiritual >



Jejie OH CBA3aH AyXOBHbIMU y3aMu CKopee ¢ JIMOHUCOM U ero
MWUCTEPUAMM. B 3TUX MUCTEPUAX NIACKK U PUTYasbl COBEPLUIAUCD
noA pacKaTbl yAapHbIX, MoA MOBTOPAOWMECA MaTTEPHbI U3
HEeCKO/IbKUX 3BYKOB. B TakoM « HarHeTatowen» atmoctepe Becb
OpraHU3M y4yacTHUKa nepexoaus B KaKoe-To 0coboe CoCToAHUe,
nossonswwee HeBep6anbHO NoCcTU4Yb HenocTuxumoe,
norpysMTbCA B BapeBO KOCMUYECKUX OTKPOBEHWH.

Otmevatot, yto Opd 6pan uyto-TOo Y CTpaBMHCKOro — BCNOMHUM «BecHy
CBAILLEHHYIO» U «3auna-uapsa», — HO B npousBeaeHUax Opcda «moaenu
CTpaBUHCKOro MpPeACTalT Hapo4yMTO OrpybsieHHbIMKM; TeM caMbiM B
My3blKe noAyepKuBaeTca “fA3blyecKoe”, TenecHo-Bo36yHaatlolee Havyano».
He 3Halo, He 3Halo, He TO e /iU camoe Ha4yaio 3acTaBifeT Hac ymupaTb
OT yaca, BCyliMBasAchb B 3aBblBaHUA « BecHbl cBAweHHOM»? Ho y Opoa,
AEACTBUTENbHO, U B 3amblneHHoi Carmina Burana, U B « AHTUroHe», nNpexae
BCero B ee xopax, U oco6eHHo B De temporum fine comoedia TenecHo-
BO30OyMAalolee Havyano 6epeT Bepx Hajg CTPaxoM M yHacom, Haj BCeMM
HaWWMH HU3HEHHbIMWU He3aAa4yamu.

Op He TONbKO KOMMO3WTOP, CO34aBLUMA CBOW HU Ha KOrO He MOXOMHWA
Werk, HO ewe W NpaKTUK, LeneHanpasieHHO CHOPMUPOBABLUMA CUCTEMY
My3blKanbHOro o6paszoBaHusa aetei. Ero Opd-LUynbBepK yBepeHHO BcCTaet
pagom c ero TeatpanbHbiM Werk’om. Bo MHOrux crtpaHax muvpa cucrtema
Opda B xoay. HauMHan oH paspabatbiBaTb CBOW MPUHLMIbI, BAOGUBLUMCH
B Teopuio putma IAvuna Mak-JanbKposa W B TaHUeBa/bHble OMbITbl
¢oH JlabaHa n BurmaH, rnaBHbIX HOCUTENNEN HOBOro B UCKYcCcTBe 6anera.

B npodeccum nnuHocTb Opdha KaK 6yaTo 6bl 3alLMLLeHa OT HanaaoK. Ho *U3Hb
Kapna Opda 6bi1a 6onee cBo60oAHa OT YETKOCTU U MNoc/ie40BaTe/IbHOCTH B
Bonpocax cosecth. OH Apy#un ¢ npodeccopom Kapnom Xybepom, oaAHUM
M3 OpraHM3aTopoB rpynnbl COMPOTMBAEeHUA «benaa posa», KasHeHHbIM
Haumuctamu B 1943 roay, — Opd, coTpyAHWYaBLUMK C pemMmMoM (HO He
BbICKa3sbIBaBLUMICA B €ro noaJepHKy), He caenan HU OAHOro Lara, YTobbl
cnactTu apectoBaHHoro. B To ke BpemA nocse OKOHYaHUA BOWHbI OH
yTBep®Aan, YTo cam Bxoaun B « benyio posy», XoTA HUKAKUMWU AOKYMEHTaMKU
3TO He noaTBepAaaeTca. Mma Opda nonano B 1944 roay B Gottbegnadeten-
Liste, KoTopbIX cocTaBnanca npu ydyactum Agonbcda MNTnepa; BKAOYEeHUE B
3TOT CMMCOK OCBOGOXAANO0 «AeATeNs KyNAbTypbl» OT 0653aHHOCTM NomMoraTtb
tpoHTy. Bb10 Y Opdha M NpsiMoe COTPYAHUYECTBO C PEXUMOM: Nocsie OTKasa
My3bike MeHaenbcoHa K nbece Lllekcnupa « CoH B IeTHIO HOYb» B NnpaBe
ucnosHeHnss B NfepmaHMM U OTKasa 60J/IbLUMHCTBA KOMMO3UTOPOB HanucaTb
3ameHy Opd nNpuUHAN NpeasioXeHWe U Hanucan CBOK, a/ibTEPHATUBHYIO
My3bIKYy. C TOYKM 3pEeHUA rpaxaaHCKON COBECTU OH He NMPUHAANEMUT K TUNY
BocrneBaeMbiXx UM repoeB — lNpomeTesn, AHTUrOHbI, auna, — AN KOTOPbIX
BeJIEHWUA COBECTH O3Hayasiu TaKe U BeNleHUs YECTH. >
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ties rather with Dionysus and his mysteries. In those mysteries, dances
and rituals were performed to the sound of drums, to repeated patterns of
several sounds. In this “charged” atmosphere, the whole body of the person
involved passed into some special state, allowing nonverbally to comprehend
the incomprehensible, to dive into the brew of cosmic revelations.

It is noted that Orff took something from Stravinsky — let
us recall The Rite of Spring and CEdipus Rex — but in Orff’s
works “Stravinsky’s models appear deliberately roughened;
thus, the ‘pagan’, bodily-arousing principle is emphasised in
the music.” | am not really sure, isn’t it the same principle
that makes us die of horror while listening to the howls of
The Rite of Spring? But in Orff, indeed, both in his jaded
Carmina Burana and in Antigonae, first of all in its choruses,
and especially in De temporum fine comoedia, the bodily-
arousing principle prevails over fear and horror, over all our
life’s misfortunes.

Orff is not only a composer who created his own unique “Werk” but also
a practitioner who purposefully formed a system of musical education for
children. His Orff-Schulwerk confidently stands next to his theatrical “Werk”.
In many countries of the world, Orff’s educational system is still in use. He
began to develop his principles, falling in love with Emile Jaques-Dalcroze’s
theory of rhythm and the dance experiments of Rudolph von Laban and Mary
Wigman, the main innovators in the art of ballet.

It seems that professionally, Orff’s personality is protected from attacks.
But Carl Orff’s personal life rather lacked clarity and consistency in matters of
conscience. He was friends with Professor Karl Huber, one of the organisers
of the resistance group White Rose, executed by the Nazis in 1943 — Orff,
who collaborated with the regime (but did not speak out in support of it),
did not take a single step to save the arrested man. At the same time, after
the end of the war, he claimed that he was a member of the White Rose,
although no documents confirm this. Orff’s name appeared in 1944 in the
Gottbegnadeten-Liste, which was compiled with the participation of Adolf
Hitler; inclusion in this list freed “cultural figures” from the obligation to
help the front. Orff also cooperated with the regime directly: after refusing
Mendelssohn’s music for Shakespeare’s play A Midsummer Night’s Dream
the right to be performed in Germany and the refusal of most composers to
write a replacement, he accepted the order and wrote his own alternative
music. From the civic conscience point of view, Orff does not belong to the
type of heroes he celebrated — Prometheus, Antigonae, CEdipus — for whom
the dictates of conscience also meant the dictates of honour. >
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B neiictBe Opca De temporum fine comoedia optHyHOCTb
BblpaeHa cambiM NPAMbIM CMOCO60M: 3AeCb CUBWIbI
BeLLaT Ha HEMOHATHbIX A3blKax, aHaXopPeTbl MOJIAT O « ACHO-
BMAEHUU B rpesax», a B UTOre 3puTeNid BUAAT NOCNEAHUX
Nlogen npu  HacTynieHMu KoHua cBeTa. Mbl  cibiwunm
onycTollalwmue U YHUYTOMKAloWMe 3BYKU U MPUHYHKAEHDI
BnacTtb B ctynop. Noyemy lep6ept hoH KapasaH, KoTopbli K
Ha nopor He xoTen NycTUTb B 3anbubypr 6apo4yHyio onepy
Amununo ae Kasanbepu «Urpa o aywe v Tene», BAPYr cam
B3A/ICA UCMNOJIHATbL ycTpaluatouee aeictBo Opca? HKapasH
C €ero «3aBOparKMBaLLUM cayHAOM» (Caylwaem 3anucb!)
NPOXoAMUT Yepes BCH OPHOBCKYHO MY3bIKY, He POTrHYB TesIoM,
M HUKAKOro «TeNecHO-BO36OyHAalowero Havana» Mbl He
yyBcTBYeM. BcnoMHUM namATHUK KapasHy, Takoi ManeHbKUi
W HeB3payHblii, B LieHTpe 3anbLbypra, Ha 6epery peyxu
3anbLax, 3a 3a60pyMKoM. TaKUM e HecMenbiM CAbILUTCA
M ero B3aumogeiictBue ¢ OpdOM-KOMMNO3UTOPOM, O4Y€Hb
nocsegoBaTe/ibHO HacTaMBaBLUMM Ha TOM, YTO ero crnoco6
COYMHEeHUA ANA My3blkalbHOMO TeaTpa — eAWUHCTBEHHO
BepHbIA. OH KaK 6yaTo 6bl HacTanBan Ha « OpPO3MUYHOCTU»
CBOEro BbIiCKa3blBaHUA.

Oph — cMenblii My3blKaHT, KOTOPbIA BCK MW3Hb MpO-
KnaabiBan COGCTBEHHbIM NyTb, Mano obpawad BHUMaHWe
Ha OLleHKU M3 YCT OKpyKatwmx. [la oHUM U 6biBanU BecbMa
pasHbiMU: Npu HauucTax Carmina Burana okasanacb Becbma
BOCTPe60BaHHOM, HO HaXOAUIUCH NPOMdHU, YTO NPUPaBHMBANH
3Ty My3blKY K «AereHepaTUBHOM» M TpeboBanu 3anpeTvuTb
ee wucnosHeHne. CerogHs OAHWM CYUMTAIOT 3TY MY3bIKY
HEeAO0CTOMHOW BHUMaHUA U OTKPOBEHHO MOMCOBOWM, a Apyrue
AICHO BMAAT B HeM NyTb K HOBOMY [MO3HaHUIO MMUpa.
MucTtepuanbHoe Ha4dano, Kotopoe Opcd UCKan BCKO HKU3HDb,
BO BCEX CBOMX OMycax, XOTb C @HTUYHbIMKU TEKCTAMH, XOTb
CO CpeAHEeBEKOBbIMM, OKa3a/JioCb CaMbIM HYXHbIM Tenepb,
Koraa Mbl My4YMTe/IbHO AyMaem, B KaKOM MUpe KUBEM.
Kamylwanaca BHeWHAA NpocTtoTa He oO3HayaeTr rny6uHHOM
npocTtoBaTocTU. B moBTOpAOWMXCA naTTepHax, B pacKarax
yAapHbIX, B Ayluepasavpalowux Bo3rinacax v B3BU3rax Tautca
CYTb Halero 6bITUA, KOTOpana He BCerga OTKpbiBaeTcA yepes
CamMylo0 C/IOMHYIO My3blKY, Kak 6bl UCKYCHO OHa HMU Oblna
yCTpO€eHa. |



In Orff’s De temporum fine comoedia, orphicity is expressed in
the mostdirectway: here sibyls broadcastinincomprehensible
languages, anchorites pray for “clairvoyance in dreams”,
and in the end audience is presented with the vision
of the last people when the end of the world comes. We
hear devastating and destructive sounds and are forced
to fall into a stupor. Why did Herbert von Karajan, who did
not even want to let Emilio de’ Cavalieri’s Baroque opera
The Representation of the Soul and the Body into Salzburg,
suddenly take it upon himself to perform Orff’s terrifying
extravaganza? Karajan with his “mesmerising sound” (just
listen to the recording!) goes through all the Orphic music
without flinching a muscle of his body, and we do not feel any
“bodily-exciting principle”. Let’s remember the monument to
Karajan, so small and nondescript, in the centre of Salzburg,
on the bank of the Salzach River, behind a little fence. His
interaction with Orff, the composer, who very consistently
insisted that his method of composing for musical theatre
was the only correct one, is also heard as timid. Orff seemed
to insist on the “orthoepicity” of his statement.

Orff was a brave musician who was making his own way
throughout his life, paying little attention to the evaluation
of others. Yes, these two were very different — under the
Nazis, Carmina Burana turned out to be very popular, but at
the same time there were music professionals who equated
this music with “degenerate” and demanded to ban its
performance. Today, some consider this music unworthy of
attention and frankly pop, while others clearly see it as a way
to a new knowledge of the world. The mysterial principle,
which Orff has been searching for all his life in all his opuses,
either with ancient texts, or with medieval ones, turned out
to be the most necessary today, when we are painfully
thinking about what kind of world we live in. Apparent
external simplicity does not mean deep simple-mindedness.
In the repetitive patterns, in the peals of drums, in the heart-
rending exclamations and screams, the essence of our being
is hidden, which cannot always be revealed through the most
complex music, no matter how skilfully it is arranged. |
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Carl Orff
DE TEMPORUM FINE COMOEDIA

Greek and Latin texts — from the Sibylline Books (2nd century BC — 4th century AD)
and the Orphic Hymns (3rd century BC — 2nd century AD)

Translated into German by Wolfgang Schadewaldt

Translated into Russian by Tatiana Khristolyubova and Larisa Yeremina

The end of all things will become obliteration of all sins.
Origen

I Die Sibyllen

Night. A fantastic landscape.
Nine oracular Sibyls — one by one and in groups.
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Kapn Opd
DE TEMPORUM FINE COMOEDIA

peyecKkre U naTUHCKUE TeKCTbl — U3 CUBUANUHDBIX KHUT (Il BeK A0 H. 3. — IV BeK H. 3.)
1 opduryecknx rumHoB (lll BeK 4o H. 3. — |l BEK H. 3.)

MepeBoa Ha HemeLKUH A3bIK: Bonbdrawr LagesanbaT

MepeBoa Ha pycCcKMi A3bIK: TaTtbAHa Xpuctonobosa, Jlapuca EpemuHa

HKoHel, Bcex Bellle — BCeX rpexoB 3abBeHWeM CTaHerT.

OpureH

l. CuBunabl

Houb. ®aHTacTuyecKui nensa:.

JeBAaTb Bewmx CUBUIN — 0 OZHOH M rpynnamm.
EauHbii Bor 6e3HayaneH, orpomMmeH, Be4YeH.
Bor eauHCTBEHHbIN, BceMorywmii, cotBopun OH He6O U COMHLUe, NYHY U 3Be3Abl,
NAOAOPOAHYIO 3EMJIIO U MYYUHbI MOPCKHUE.
EauHbii Bor 6e3HayaneH, orpomMmeH, Be4YeH.
EanHcTBeHHbIM Bor u Co3aartenb rocnoAacTesyeT Henob6eaumo.
CwmepTHbIX npupoay cotsopun OH U3 Bcero,
YTO paHblle co3aa.
M HU3Hb B HAX BAOXHYA.
BeccmepTHo #uBet OH, BeuHblM Co3aaTtenb, Ha Hebecax,
BCeM MO 3ac/iyram crnoJjiHa Bo3AaBas:
npaBeAHbIM 6n1aro B Aap NpUHOCA,
rpelHbIM U 31bIM 6eay Y4UHAA.
Mepea CrpawHbIM cyaom Bo3Bewaw A borbio Kapy
Y NMoBcCloay ee npeApeKar BCEM CMEPTHbIM NI0AAM.
Mpuaet OH NoyTpy, B HOYX UK gHeM, HO npuaeT OH BOUCTUHY,
M 6yaeT BCce TaK, KaK A npegpekKato.
M BouapuTca cMATeHbe NOBCIOAY B TOT Yac, Koraa Ha TpoH Cam Bor Bcemorywmin
BoccAAeT, YTobbl cyn CBOM BEpWUTbL — Hajh MepTBeLaMu, Haj TEMU, KTO HUB,
Y Hapg, BCe BCEJIEHHOW.
Bnusutca aeHb yXK NocneaHuin U cBeta KoHel,. fope BceM, KTO YBUAUT TOT A€EHb. >

Tbma HaKpoeT 6ecKpaiHei BCeleHHOM NpoCTopbl, U BOCX0AQ,
3aKaTta He GyAeT Y C lora Ha ceBep.
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Map v nnameHu MOLLHBIN NOTOK rPAHYT ¢ Heba
M YHAUTOMAT 3@ MUI BCIO MOBEPXHOCTb 3€MHYI0, TBEPAb, TeYeHWe BPEMEHH,
BOJIHbI MOPCKHe, 6bICTPO Mualuue peKu, Majeca LapcTBo U cam HEGOCHKIOH.

Bce cBeTuna HebecHble pa3om NoBepHeHbl 6yayT,
MUWpP NpeacTaHeT eaUHO TEMHOK MaccoM,

M60 cosHUe U 3Be3Abl B MOpe Toraa ynaayT.

M oxBaueHbl y:acom 6yayT BCe JIlOAU B CTPALLHOM,
HKry4eM MOTOKe OrHA Ha MYTKOW 3emie.

W Bce 6peHHOe nenen HaKpoeT.

Fécnoaa MenbHULbI MEAIEHHO MENIOT, HO TOHOK Nomon UX. Bcé oroHb nornoTuT

M OCTaBMWT NIULLb Mbib OT JIECUCTbIX BEPLUMH U OT KUBHOCTU BCAKOMW. 3/1a UCTOKU
BCceraa — 3TO MYMNoCTb U BOMAe/IeHbe: Koraa UCCAKaloT 6oraTcTBa 3anachl,
BO3HUWKAIOT enaHbs. JIloau cMepTHbIe HUYEro UX NpeBbllle He LLeHAT —

HU CUAHUA CONMHLA, HU Heba, HU MOPSA, HU NMPOCTOPOB 3eMJ/IU, KOTopasA BCE
nopoaaert, HU aaxe munoctei Bora, Cozaatens Bcex u Bcero. HU cmupeHbe,

HU Bepa ANA HUX He npeBblle. MopoxaeHbe rpexoBHOCTH, BO3MYTUTE/IU CMYTbl —
OHUW BOMH OpyAbe U CTPallHbIi HeAyr BCEro Mypa.

JenAaTt 3emto rpaHuubl, @ MOPA — CTOPOMa-Kopabnu: Mexay TeMHU, KTO 3/1aTOM
HenpaBo B/lajeeT, CJIOBHO BEYHO Ha 3eMJIIX KOPMSALLMX XO3AMHUYaTb 6YAyT OHM.
BegHbIx My4yaT OHM, 4TO6 3eMnU eLe 60/blue NPUCBOUTb U, 6axBaNACb, UCNOJIb30BaTb
cnabbiX U CUPbIX.

Tak 4TO ecnm 6 3emsie He AOCTaNOCh NPOCTOpa OT He6a, Aaxe CBeT AnA Noaen

He cuuTanca 6bl 6narom Bceobwmm. Kak ToBapbl Ha pbiHKe, NpoAaBanca 6bi

OH NvwWwb 6oraTtbiv, 6egHbIM Bory npuwnock 6bi MUP U BPEMA YCTPOUTb OTAENBHO.

Houb rpaaetr — u 6oratbiM U 6e4HbIM.

Harumu Ha 3emnto CTynNuB, HarMM e B 3eMJ/1I0 BEPHYTCA CMEpPTHbIE,
CPOK CBOM MUCMNOJIHMB. Kamabii fOMHEH OTBETUTb 3a TO, YTO CBEPLUMJI

B CMEpPTHOM *HU3HWU. Bce npoiayT CKBO3b ropsLMiA MOTOK U CKBO3b M/1aMs.
Te, KTO NpaBeAHO WA, cnaceHbl 6yayT.

PELHUKU CTUHYT HaBEKHM.

M notom B npeucnoaHew, rae MpaKk He USMEPUTD,

6yayT oTAaHbl YyaMLLaM, KOUX TaM MHOTO.

W cTeHaTb OHU CTaHYT, NPUYUTaRA O HpPebUU KYTKOM, U He ByaeT cne3am MUX KOHLa,
M He 6yZeT MX roJioc yc/bilwaH, NPUYUTAIOLUX B MYKaX.

A 6e3 BpemMmeHU B TEMHOM, FTHUIOLLEM aAy CTaHYT BbiTb, UCKyNasa BUHY, TPOEKPATHO
Tep3aAcb B OrHe 3a TO 3/10, YTO CBEPLUW/IA ogHaMAbl. U KpuyaTb OHU ByayT:

«/[lan Ham, Mocnoau, cmepTb!»

Ho lNocnoab He AapyeT UM cMepTH.

Hu cmepTb, HU HOYb He AaayT 06pecTh UM MOKOSA.
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KAD te 82 pov, péponeg, faciredq aidrviog dpyel. dnnétav EAOn, 6nnétav EAOn,
ndp EoTal oxoTéEVTL pécn T'EVi VOKTL pedaivr. KOVKETL PWoTAPWY Thaipdpata
xayyaléwvra, od v 0Ok WG, 00K fjpata Ttolla pepipvng, odx £ap, odxi 8£p0g,

00 eV, ob peténweov. VO Eotal oxotéecoa péor évi fipatog Hen; dotpa ar’
ovpavéobev Aeipel kal kOxAa oeAfvng, Yi 8¢ KA6vw oeiopoio Tivaccopévn peyaloto.
Xneevoel T6te mavta xpoévw orolyeia td k6apov, arjpe yaia 0alacoa ¢paog nvpég
aifopévoro, kai mélog ovpaviog kai vi kai fpata navta £ig £v ovppRfovot kai ig
popdiiv mavépepvov. Eotal §aiffplov mot’ v odpavev edpvv Lrepbev Bpovindov
xeladnpa, 80D pwviyv Emaxodoar.

‘Xw vévow yap Gravta xai eig kabapév drarilw, kai eig kabapév drarélw, odpavov
eildw, yaing xevBpdvag avoilw kai 6T’ dvacTiow vexpovg, poipav avardoag

xai Bavartov xévrpov, xai Votepov &ig xpioy REw, NEw, Kpivwy edoeféwv xal
Svooefiwy Biov avdpdv’. H&w, NEw

adtég pot tade navra 06¢ péyag dévvaég te sine npopnredom tade écoctar odx
dtédeota o drelevTnTOV 611 KEV PéVOV &V Ppeai Bein & Ppevotov yap mvedpa Beod
TEAETAL KATA KOGPOV. AAN’ OTE K6TPOG DAWAEY, Epervev §avastepog aibip, avépoug
82 16 ndp aidowv Eréyer

Vae, vae, vae, vae,

ibunt, ibunt, ibunt,

ibunt impii in gehennam...

ignis eterni, ignis eterni, ignis eterni,
eterni, eterni, eterni.

vae, vae, vae, vae!

il. Die Anachoreten

Rocky terrain rugged by gorges.
This is the domain of nine hermits.

Ov¥mnote pAnote pAnov pndémote...

Ewige Qual, ewige Marter, ewige Folter, ewige Pein...
hellische Pein! Ewig verloren, verworfen, verflucht

in abyssum infandum procul a lumine, procul a deo...
Ov¥mnote pAnote pAnov pndémnote...

Poena eterna, poena eterna, poena eterna.

Lug, Trug, Gaukelspiel, Blendwerk, Spuk, hellisch Gespenst,
Hirngespinst, uralte Ammenmiir. >



MeHsA Bbl ycAbiWwbTe, 0 CMEPTHbIe Nloau: 6/IM3UTCA CBeTa KoHel!

BeueH MpaButenb BeeBblwHuii. ABUTCA OH — M onycTUTCA TbMa.

CBeTuna He6ecHble 6o/blue He 6yaAyT CUATb, He ByAeT HA HOYM, HU YTpa,

HU AHA, HU COJIHLLA BECEHHEr0, HU *apKoro sieTa, HY JIMcTonaaa, HU 6ebiX CHeros.
TbMa HoYHas B NonAeHb CTaHeT LapvTb, 3Be34bl U KpYr JIYyHbl COMAYT ¢ He6ocBoAa.
M 3emna coTpAceTcA OT APOXU Be/IMKON. B KocMoce BApYr BCe CTUXMU UCHE3HYT:
3eMnA, BO3AayX, Boga U oroHb. CBoa HebecCHbI U AHel BepeHWla — BCe COJIbEeTCA
B €4AUHYI0 TeMHYI0 Maccy. M Toraa B BbllUMHE, HA LUUPOKOM HE6ECHOM NpoCTpaHCTBe
rpom pasgactcAa — ronoc locnoaa Bora:

«Bcé nepennasnio A AnA o4ULLEHbA.

Pa3Bep3Hy He60 f, 3eMan OTKpPOIO Hepna.

BoCKpecHYT mepTBble BOMPEKU POKY U HaJly CMEPTH.

U cya HauHy A Haa MU3HAMMU NpaBedHbIX U HEYeCTUBbIX. A nay».

OH npuKasan vHe, bor BeNMKWUA, BEYHbIA, BO3BECTUTD:

MCMONIHEHO BCe ByAeT U He OCTaHeTCs He3aBeplueHHbIM To, 4To OH noBeAan MHe.
BouctuHy, ectb Boxuii [lyx BceneHHOM, HO Koraa He CTaHeT U ee —

W 3Be3/ JIMWIMTCA He6O0 — MYYUTbCA rPeLlHUKaM B afCHOM OrHe 6€CKOHEeYHO.

lope, rope, rope, rope,

UayT, UayT, MayT,

rpPeLHUKU UAYT ropeThb B aay...
BEYHO ropeTb, Be4YHO ropeTh,
BEYHO, Be4YHO, BEYHO.

lope, rope, rope, rope!

1. AHaxopeTbl

U3spe3aHHasa ywenbaMH1, CKaaucTas MECTHOCTb.
lpocTpaHCTBO 3aHUMAIOT A€BATb OTLUE/IbHUKOB.

HuKoraa, HMKoraa, HUr4Ae, HUKoOrAa. ..

BeuHble MyKH, BeYHble MbITKU, BEYHble My4eHUsl, BeYHble CTpaAaHus...
AncKue ctpagaHua! HaBeKHn notepAHbl, OTBEepHKeHbl, NPOKNATHI,
BAaNu OT cBeTa, Baanu ot bora...

HuKoraa, HUKorAa, HUr4Ae, HUKoOrAa. ..

BeuHana Kapa, Be4yHas Kapa, Be4yHas Kapa.

Jloxb, o6maH, 3abny#aeHbe, HaBaMaeHbe, BUAeHbe, aICKUIM NpUspak,
XumMepa, ApeBHUI BbIMbICES.
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Vana vanidici fictio, fabula mendax, fabula falsa inepta, versutae praestigiae,
poena eterna, poena eterna, poena eterna, nefandissima fraus!

Ov¥note pAnote pAnov pndémnote...

Jedem Frevel und Verbrechen, jeder Untat in der Zeit folgt die Sithne in der Zeit.
Jeder Schuld folgt die Siihne in der Zeit.

b r 3 r
eqaei, £gaei,
unus solus deus ab aeterno in aeternum.

£qaei, £gasi, £gasi

Unnennbar, unaussprechlich,
unbegreiflich, unerforschlich,
unerschopflich, unermessen,
unergriindlich, undurchdringlich.

£qaei, £gasi, £gasi
Unerdenklich, unvergleichlich, unaufhérlich, unabwendbar, unaufhaltbar,
unerreichbar, ungeheuer, unerbittlich, unbegrenzt.

2 s 2 o2 e
£qaei, £qasi, eqaei

Unwiderleglich, unwiderruflich, unwidersprechlich, unwiderstehlich,
unausweichlich, unenrtrinnbar, unbezwinglich, unumsté8lich, unumschrinkt.

J s 2 r 3 r
eqaei, £qaei, eqael
ITavroxpatwe, Tavrtokpatwe, TAVIOKPATWE
J s 2 r 3 r
eqaei, £qaei, eqael
Nicht Satanas, der Widersacher, der Versucher
nicht, nicht Lucifer, nicht der Rebell, nicht der VerstoBne damnatus nunquam
condemnatus
in aeternum.
Omnium rerum finis erit vitiorum abolition.
- J ~ ” 4 ” 4
IIavta éx Oeod, Ilavta npog Oeov, Ilavra Oedg.
. [ Y
Mundus terrenus volvitur an’apyig,
mundus terrenus volvitur usque ad finem.

Der Teufel geht um; et ubique daemon, Gott hat es gewollt.

Und die Herzen der Menschen verhirten sich. >



TwecnaBHbIX peyen, HeObIIUL, COMMHEHbE — JIHUBBIW, 3anyTaHHbIW, Mynbiid 06MaH.
BeuyHas Kapa, Be4yHana Kapa, Be4yHaA Kapa, y*acHbli o6maH!

Hukxoraa, HUKoraa, HUrAe, HUKorAa. ..

3a Kamabli NPOCTYMOoK, rpex,
3a Bce 3/104eAHWUA BCKOpe rpsaaeT Bo3me3sabe, BCKope.

HaBceraa, HaBceraa,
OT BEYHOCTU K Be4yHocTu bor oguH.

HaBcerpa, HaBcerga, HaBceraa.
HeBbipasumbiii, HENOCTUMUMbIN,
HeO06bACHUMbIA, HEBOOOPA3UMBbIH,
HeAOCTYNHbIM, HEUCTOLLUMbIN,
HeM3MepUMbIH, HEUCNOBEAUMbIN.

HaBcerpa, HaBcerga, HaBceraa.
HeonpoBepX1UMbIA, HEOCNOPUMbIN, HEU36EHHbIW, Henob6eauMbIA, HEYKPOTUMbIN,
HenpenoXHbIA, HeorpaHUYEHHbIN.

HaBcerpa, HaBcerga, HaBceraa.

Heocnopumbit, HeCMeHsAeMbli, HENMPOTUBOPEUYMBLIA, HENPEOA0IUMbIM, HEMUHYEMbIH,
HeUu36eHHbIi, HEMPUCTYMNHbIK, HEMOKO1Ie6MMbIH, 6€3rpaHUYHbIN.

HaBcerpa, HaBceraa, HaBceraa.

Bceaep#utenb, Bceaepurenn, BceaepHurenn.
Haecerpa, HaBceraa, HaBceraa.

Hu CataHa — Bpar, UCKycuTenb, HU Jliouudep,
HU MATEXHUK, HA FPELUHUK NPECTYMNHbIN
HUKOr4a OCyHAeHbl

HaBEeYHO He 6yayT.

HoHel Bcex Belwen — Bcex rpexoB 3a6BeHUEM CTaHerT.
Bcé ot bora, Bcé ana bora, Bcé ectb bor.

LLlap 3emHOM BepTUTCA C Hayana,

Lap 3eMHOM BepPTUTCA A0 KOHLA.

U ucKycuTenb nosctoay, AbABOA noscioay, Tak bor nosenen.

N obpaluatotca B KameHb JII0ACKUe cepala. >
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Ubique daemon, der Teufel geht um, unter den Menschen, Gott hat es gewollt.
Und viele werden verfiihrt.
Ubique daemon, der Teufel geht um, unter den den Menschen, Gott hat es gewollt.

Hoffahrt ziindet ein neues Gedankenlicht an; sie heben sich hoch
die kleinen Geschopfe, die Taggeschopfe, sie heben sich,
und sie erheben sich gegen Dich.

Ubique daemon, der Teufel geht um.

Und treffen nur immer sich selber.

Ubique daemon, der Teufel geht um.

Und treiben es bis zur Vernichtung.

Der Teufel geht um, ubique daemon, Gott hat es gewollt.
Nihil contra deum nisi deus ipse.

Der Teufel geht um bis ans End aller Zeit.

Wann endet die Zeit?

Gott weild es, Gott weil} es, Gott allein weil3 es.
ti 20tiv 16 Télog?

Was ist unser Ziel, unser endlicher Sinn?

Gott weil} es, Gott weil} es, Gott allein weil} es.

Gott, schenk uns Wahrsagung, Weissagung,
Hellsicht im Traum, Gott, schenk uns den Traum.

KIKAROKWOE, paxap tavucintepe ovle *Oveipe
ayyele példoviwy Bvntoig xpropwide péyote

odAe "Oveipe

fovyiat yap brvov yAvkepod orynhog EnelOmhv

odAe "Oveipe

nEOGPWVAV Ppuyais Bvntdv véov adrtog Eysiperg
odAe "Oveipe

xai yvépag paxapwyv adtog kad’ brvog bronepnerg
odAe "Oveipe

oyQV ory@oaig Ppoyaiq péddovra tpodaivwyv

odAe "Oveipe >
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UcKycuTenb noscioay, AbABOA NOBCIOAY Cpeau noaen, Tak bor nosenen.
M MHOrve B UCKylLEHbEe Bnajaior.
UcKycuTenb noscioay, AbABOA NOBCIOAY cpeau noaen, Tak bor nosenen.

lopAblHA pasyM UX NOMYTHA, BOCNPAJIA OHM,
CO341aHbA HUYTOMKHbIe, OAHOAHEBKH, BOCMPSA/IM OHU
v npoTtuB Teba BoccTanu.

McKycuTenb noscloay, AbABOA NOBCOAY.

Hacturaiot nvwb camu cebs.

McKycuTenb noecioay, AbABO NOBCOAY.

Camu cebsa UcTpebnsioT.

JbsaBon noecloay, UCKYCUTeb NoBciloay, Tak bor nosenen.
Het Bora, Kkpome Camoro Bora.

JbABon noBcioay, A0 KOHLa BCeX BPEMEH.

HKorpa 3akoHuuTCA Bpema?

3HaeT bor, 3HaeT bor, TonbKo Bor 3Haer.

Y710 ecTb uenn?

Y710 ecTb Halwa Uue/b, Hall KOHEeYHbIX CMbICN?
3HaeT bor, 3HaeT bor, TonbKo Bor 3Haer.

Boxe, AapyH Ham NPoOpoYecTBO, NpeAcKasaHue,
npo3peHbe Bo cHe. boe, Aapyi Ham CoH.

Al B3bIBalo K Tebe, 0 6nameHHbIM, NapAawWwKUi Ha KpblibAX 60r CHa.
Japy# Ham COH.

Tbl NpeaBECTHUK rpAAYLLEr0, CMEPTHbIX MPOPOK BE/IUHAULLMUNA.
Japy# Ham COH.

Tbl 6ecluyMHO BUTaeLLb B TULUMHE CNAAKUX rpes,

CMEepTHbIM pa3yMm BO CHax Npobyxaasn,

COKpPOBEHHbIe TalHbl NoBepAA AyLle.

Japy# Ham COH.

Mbicnu myapbIX Tbl HACNOCbIaellb HE3PUMO

Aywam 6e3MOoNBHbIM, B MOJIYaHbWU OTKPbIBaA rpaayLiero ob/ukK.
Japy# Ham COH.
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1l. Dies illa

Out of the darkness and fog, on the left and on the right side,
and also in the foreground the last of people appear.

Wo irren wir hin, verloren, verlassen,

Alle Wege fiithren ins Nichts...
Wo bleibt die Sonne? Sie kommt nicht mehr...
Der Himmel ist eingestiirzt mit allen Sternen.

Wir sind gefangen, wir sind gefangen im Dunkel der Nacht, in eisiger Nacht.
Vergehen, zerfallen wird unser Stern.

Wir sind dem Tod ins Netz gegangen.
Weh, weh, weh,
Das ist das Ende der Welt.

Wie iiberfillt uns das Ende. Heimlich, tiickisch, bei nachtschlafender Zeit!
Kein Warner, kein Wichter, kein Notruf, kein Zeichen!

Wir sind nicht bereitet, parati non sumus...

Wir fallen, fallen,
fallen aus der Zeit, am Ende aller Zeit...
Nihil restat, nisi nunc, nihil aliud, nisi nunc...

Nunc, nunc, nunc,

Hic et nunc, hic et hoc, hic et hic, hicine, hicine, hicine...

Nunc, nunc, nunc,

Hic et nunc, hic et hoc, hic et huc, hucine, hucine, hucine...
Nunc, nunc, nunc,

hic et nunc, hic et hoc, hic et hac, hactenus, hactenus, hactenus...

Kyrie, kyrie, kyrie...

Serva nos, salva nos, eripe nos!

3 s 3 . .
dwaexdiexnepaiverv, Sragx nepaiv’tepaiverv,
KATATAVE...

Mach ein Ende, mach ein Ende, mach ein Ende!
Angor, timor, horror, terror, ac pavor invadit omnes...



1l. ToT AeHb

U3 TeMHOTbI M TyMaHa, ¢ 1eBOH M C NpaBoi CTOPOHBI,
a TaKe Ha nepegHeM naHe, NOAB/AITCA N0CAe4HNE JIIOAH.

Kyaa 6peaem mbl, 6nyxaasa HanpacHo?
Bce 6ny*AaHbA KOHEYHbI...

Fae Hawe conHue? Ero 6onblue HeT...
PyxHyno He60, 3Be3Abl ynanu.

Mbl noMMaHbl, NoMMaHbl TbMOIO KPOMELLHOM
B HO4M neasaHou. NMomepKkna, Mcyesna Hawa 3Be3ja.

Monanucb Mbl B CETU CMEPTH.
lope, rope, rope,

npuvllien KoHel MUpy.

HoHel Hac HacCTUrHeT BHe3anHo, KOBapHO, NOPO HOYHOM!
Hu 3HaKa, HM cTpaMa, HU KpuKa « Ha nomowb!».

Mb! He roToBbl, Mbl HE FrOTOBbL. ..
Mbl nagaem, nagaem,
BbiNajaem U3 BPpeMeHU B KOHLLe BPEMEH...

Bce npoxoauT, Kpome cernyac, HU4ero, Kpome cemuac...

CeMuac, cenyac, ceivac...

3aecb U ceityac, 34eChb U TYT, 34€Cb U 34€eCb, 34€Ch JI, 34eCb JI1, 34€eCb /...

CeMuac, ceiuac, cenyac,

3/1eCb U ceryac, 3/1eCb U TYT, TaK Wb UHAuYe, HEYHENU, HEeYHeNU, HEeYKeNu. ..

CeMuac, ceiuac, cenyac,

3/leCb U ceiyac, 3eCb U TYT, 10 CHX MOp, BCE eLle, A0 CUX Nop, BCE elle...

Mocnoau, Mocnoau, Mocnoa. ..
Momunyin, cnacu Hac, n36asu Hac!

HacKBo3b, HapyHy,
K KOHLY...

3aKOHYM, 3aKOHYH, 3aKOHYM!
Viac, cTpax, coaporaHbe, CMATEHbe, TpeneT Hac oXBaTUAW. ..
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Wir finden kein Wort, keinen Spruch, keinen Bann, keinen Eid,
keinen Fluch, keinen Schwur, keinen Zwang.

Omne genus daemoniorum caecorum, claudorum
sive confusorum attendite iussum meorum

et vocationem verborum:

anoldete derva dveipata

anoldete derva dveipata

anoldete deva dveipata.

From afar a powerful flash of Tartarus flame could be seen.

Vae, vae Portae Inferi...
Oculus aspicit nos tenebrarius, tenebris.

Lucifer appears high above the middle of the main stage.

Black are his robes and armour — a dragon helmet, a mask on his face,
and a cloak all sparkle. He is standing with his arms outstretched,
which resemble the wings of a bat.

Pater peccavi
A beam of light illuminates the falling mask.
Lucifer’s face is revealed to everyone’s gazes.
At the same time, the rest of the stage is darkened.

Pater peccavi

Again a beam of light falls from above.
The cloak and the claws fall down.

Pater peccavi

Lucifer is standing in a stream of light. He takes off his helmet.
A fiery red shock of hair bursts out from under the helmet.
He is again the samelLucifer.

Choir sings from afar.
Venio, venio, venio ad Te, Tu paraclitus es, et summus finis.

Very distant voices.
Ta Tavta vodg
ta navtavodg M



He HaxoauM HU 3BYKOB, HY C/IOB, HYU U3rHaHbA,
HU KNATB, HA NPOKNATUA, HU NPUroBOpPA.

BcAkuii AeMOHOB poa — cienbiX Ik, Kanek

Wb YMOM NOMpaYeHHbIX, — BHeM/IUTe NpU3biBY,
3aK/IMHalo Bac:

CrmHbTe, CTpallHble CHbl,

CrmHbTe, CTpallHble CHbl,

CrmHbTe, CTpallHble CHbI.

Uspaneka — MolyHasa BenbiwKa nanameHu Taprapa.

lope, rope! Bpata aaa...
OKo B3upaeT Ha Hac MmpayHoe. TemHoTa.

Jlroumchep nosaBnaeTcAa BbICOKO HaZ CEPEANHON rNaBHOH NioLWaaKH.
YepHble ero ogexabl M ocriexn — LieM APakoHa, MacKa Ha nuue,
nnaw, — cBepKawT. OH CTOMUT, LUNPOKO PAacKHUHYB PYKH,

KOTOpble HarnoOMHUHaKT KPbl/ibA 1E€TY4YEH MbILUH.

OTeu, A corpeLumn.
Jlyy cBeTa ocBeLyaeT nNagaioLLyro MackKy.
B3opam oTKpbiBaetca anuo JTrouyngpepa.
OgHOBpeMeHHO ocTa/lbHasA 4acTb CLieHbl 3aTeMHSAETCH.

OTeu, A corpeLumn.

BHoBb cBepxy nagaet syy cBeTa.
Mnaw HUcnagaet, o61eTalT KOrTy.

OTeu, A corpeLumn.

JTrouncpep cTouT B notoKe ceeta. OH CHUMaET LUem.
H3-nog wnema BbipbiBae€TCA OrHEeHHO-PbIMasa KoMHa BOJIOC.
OH cHoBa npexHui Jlrouymgep.

Xop usganexa:
A npuay, npuay, npuay K Te6e. Tbl — YTewunTeNb U KOHEYHasA LUefb.

O4eHb AaneKrune ronoca:
Bcé ectb ayx,
BCE ecTb Ayx. W
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AHHa TyceBa — XxyAOMHUK, pemuUccep TeaTpa, KUHO U MoAHON MHAYCTpUKU. C 2014 roaa
yneH TBop4yecKoro cot3a xyaoxHUKoB Poccuu (TCXP). YuyactBoBana B V MocKoBcKoM
6MeHHane coBpeMEHHOro UCKYCCTBa, BbicTaBKax B lMapuke, Aoccenbaopde, Bpiorre v ap.
Cos3paBana KapTUHbl U NabNUK-apT-06bEKTbI, KOCTIOMbI AR TeaTpa, BUAEO, NephopmaHca.
XyaoecTBeHHaA Kapbepa Nocny}una 0OCHOBOM ANA Havana paboTbl KpeaTUBHbIM AUPEKTO-
pPOM U pexuccepom elleH-BUACO0CbEMOK, NepdopmaHca U Teatpa. Buaeodunom Not Alice
Bowen B wopTt-nucTt ectuanei 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 ByaanewTe. PonvK 6bi1 BbiNyLWeH 3KCKI3UBHO AN
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 LLOPT-
nuct dectuBansa Berlin Commercial.

Onua OpnoBa — MynbTUAUCLMUMAWHAPHBIM XYAOMHUK KUHO, BUAeoapTa,
nepcdopmaHcoB, MOAHON UHAYCTPUMK, 3D-KoHUEeNnToB. XyAOHHWUK-NOCTAHOB-
LMK NnonHoMeTpaxHbIX dunbmoB « Apabi» (2019), «MepBblii cHer» (2020),
«Mo-myKcKku» (2021), KOpOTKOMETPamHbIX KUHOKApTUH «[lepenpaBa |
Crossing» (2019, HomuHaHT BpuTaHCcKoro dectuBana UILMOB YHKacoB,
naypeat npemuii KuHocdectusana B Hbtonopt-buy u HesaBucMMoOro KMHo-
tectuBana « entasa nMxopagKka» B bencacte), « Xouy somoin» (2020, nobe-
auTtenb tectuBana « Kopoue», HOMUHAHT NpemMur « 30/10TOM open» U Ap.),
«BbicoTka» (2020, HomHuHaHT hecTuBana « KMHoTaBp») U Ap. XyAOKHUK-NO-
cTaHoBLUMK nepdopmaHcoB Love Will Tears Us Apart (Jom Paauo, 2022).

AHacTtacus MewKoBa — xopeorpad 1 TaHuoswMua. C 2017 roga conucTka CoBpeMeHHOM
Tpynnbl TeaTpa «banetr MocKBa». Jlaypeat BcepoccuiicKoro KOHKypca apTUCToB 6aneta 1
xopeorpados (noa pykosoactsom 0. MpuropoBuya) U MexayHapoaHOro KOHKypca apTu-
cToB 6aneta U xopeorpactoB « Apabeck» B HOMMHauuu « CoBpemMeHHbIX TaHew». HoMUHaHT
npemMun « 3on0Tas Macka» B HOMUHaLUMKU «Jlydlliaa HeHcKasa ponb» (3a cneKktakib « CeaHc
OZAAHOBPEMEHHOW UrpbI»).

Ceprert UnnaprvoHOB — XyAOMHUK TeaTpa U KUHO. B 2006-2010 rogax
6bl1 XyAOKHUKOM No cBeTy B netepbyprckom Teatpe um. JleHcoBerta.
C 2008-ro pa6botaet B bonblom aApamaTtuyeckom TeaTtpe um. . A. ToBcTo-
HOroBa — B KayecTBe XyAOMHWKa no KocTiomam. C 2009 roga akTUBHO
COTPYAHUYAET C TeaTpa/ibHbIMU U TaHLEBa/IbHbIMKU KOMNAHUAMU KaK XYZAOH-
HUK-NOCTAHOBLUUK U XYAOKHHUK NO KocTiomaMm. 3a 12 net npuHAn yyactye B
co3gaHuu 6onee yem 60 noctaHoBOK B 30 TeaTpax Poccuu U 3apyberbA.
HomuHaHT npemun «3onotasa macka» (2016) 3a cueHorpaduio U KOCTIOMbI
K cneKktaknto «Kace Uanor» Teatpa «banet MockBa». XyA0OHHUK Mo KoC-
TIOMaM CNeKTaknA — naypeara npemuu « 3onotasa macka» (2017) «Bce nytu
BeAyT Ha ceep». W



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. Took
part in the 5" Moscow Biennale of Contemporary Art, exhibitions in Paris,
Disseldorf, 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 choreo-
grapher 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). m
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opKecTp U xop musicAeterna
XYAOMECTBEHHbIM PYKOBOAUTENb U aupukep: Teoaop KypeHTauc
rnaBHbl xopmencTep: Butanun MonoHcKkun

OAMH M3 caMbiXx BOCTPe6OBaHHbLIX POCCHUMACKWUX KONNEKTUBOB, MOCTOAHHO
paclMPAIOILMIA FPaHULIbl CBOMX TBOPYECKUX BO3MOMHOCTEM B o6nactu
CTapUHHOM MY3bIKH, aKaAeMUYECKOM KAaCCUKU U COBPEMEHHOM MY3bIKH.

OpKecTp U xop ocHoBaHbl AupuHepom Teoaopom KypeHT3aucom B 2004 roay
B HoBocubupcke, B 2011-2019-m 6blaM 4acTbio Tpynnbl [lepmcKoro
TeaTpa onepbl U 6Ganeta. C 2019 roaa musicAeterna — He3aBUMCUMbIH
KOJIeKTUB, (hMHaAHCUPYEeMbIX 3a CYET CPeACTB CnoHcopoB. Ero TBopuyecKom
pe3uaeHuMein crtan netepbyprckuii Jom Paauo. 3aecb no WHUUMaATUBE
Teogopa HypeHT3auca co3paH MeMAWUCLMUMIMHAPHBIA KYJAbTYPHbIA LEHTP,
00beAUHAIOWMI TBOPYECKHME U o6pas3oBaTtesibHbie NMporpammbl, aBTOPCKUE
3KCNepUMeHTaNbHble U UcCNeAoBaTe/IbCKUe NPOEKTbl, KOTOPble OXBaTbiBalOT
pasnu4yHble 061acTU COBPEMEHHOIO UCKYCCTBA.

Bmecte ¢ Teoaopom HypeHT3aucom musicAeterna perynAapHo ractponupyet
no EBpone u Mupy, BbiCTynas Ha caMmbiX NPECTUKHbIX MioLagKax, TakUx Kak
BeHcKuI KoHUepTxayc, BepnuHcKana, dnbbeckana, MioHxeHcKana u MapumcKasa
¢unapmoHmMM, KoHuepTHble 3anbl B KénbHe, Maapuae, ®decrtwnunbxayc
BapneH-BageHa U Teatp Jla Ckana. YuactByeT B PypcKoM TpueHHane,
Klarafestival B Bploccene, tectuBane B 3JKc-aH-[lpoBaHce, tecTuBane
«arnneB P. S.» B CaHKT-eTepbypre, Aarunesckom dectuane B MNepmu.
B 2017 roay musicAeterna ctan nepBbiM POCCUHCKHUM KOIJIEKTUBOM, KOTOPbIH
OTKPbU1 OCHOBHYIO nporpammy 3anbubyprckoro cdectuBans. OpKecTp U Xop
ucnonHunu onepy «Munocepgue Tuta» B nocrtaHoBKe [Mutepa Cennapca
M C TeX Nop CTa/u NOCTOAHHbLIMU y4acTHUKaMK thecTUBans.

Y musicAeterna u Teoaopa KypeHT3uca noanucaH 3KCK/IIO3UBHbIA KOHTPaKT
C O4HWUM U3 NernbnoB «6ONbLIOKA TPOMKU» MY3blKaNbHOW WHAYCTPUA —
Sony Classical. BbinyweHHble umu 3anucu MouapTa, Manepa, BetxoseHa,
YaiikoBcKoro, Pamo 1 CTpaBUHCKOro 6bI/1IM BbICOKO OLleHeHbl My3blKallbHOM
KPUTUKOM MU CcTanu naypeatamu npecTusHbix npemuin: ECHO KLASSIK,
Edison Klassiek, Japanese Record Academy Award, BBC Music Magazine’s
Opera Award.

B 2018-m xop musicAeterna ctan naypeatom npemuu International Opera
Awards n poccuitickmux npemuin Casta Diva U « 3onotaa macka».



the musicAeterna orchestra and choir
artistic director and conductor: Teodor Currentzis
chief choirmaster: Vitaly Polonsky

It is one of the most sought-after Russian collectives constantly expanding
the boundaries of its creative possibilities in the field of early music, academic
classics, and contemporary music.

The orchestra and choir were founded by conductor Teodor Currentzis in
2004 in Novosibirsk, from 2011 to 2019 they were part of the troupe of the
Perm Opera and Ballet Theatre. Since 2019, musicAeterna has been an
independent collective funded by sponsors. It has established its creative
residence at St. Petersburg Dom Radio. Here, on the initiative of Teodor
Currentzis, an interdisciplinary cultural centre has been created, combining
creative and educational programmes, and author’s experimental and
research projects that cover various fields of contemporary art.

Together with Teodor Currentzis, musicAeterna regularly tours Europe and
the world, performing at the most prestigious venues, such as the Vienna
Konzerthaus, Berlin, Elbe, Munich and Paris Philharmonic Halls, concert halls
in Cologne, Madrid, the Baden-Baden Festspielhaus and La Scala Theatre.
MusicAeterna is a regular participant in the Ruhr Triennial, the KlaraFestival
in Brussels, the Aix-en-Provence Festival, the Diaghilev P.S. Festival in
St. Petersburg and the Diaghilev Festival in Perm. In 2017 musicAeterna
became the first Russian music collective to open the main programme of
the Salzburg Festival. The orchestra and choir performed The Mercy of Titus
staged by Peter Sellars and have since become regular participants of the
festival.

MusicAeterna and Teodor Currentzis have sighed an exclusive contract with
one of the labels of the “big Three” of the music industry — Sony Classical.
Their recordings of Mozart, Mahler, Beethoven, Tchaikovsky, Rameau, and
Stravinsky are highly appreciated by music critics and have won prestigious
awards: ECHO KLASSIK, Edison Klassiek, Japanese Record Academy
Award, and BBC Music Magazine’s Opera Award.

In 2018 the musicAeterna choir became the laureate of the International
Opera Awards and the Russian Casta Diva and Golden Mask awards.
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conpaHo

MpuHa BarnHa

MaHHa BapbiwHWKoBa
Haaemxaa BoiKo
BukTtopusa BakcmaH
AneKcaHapa [JelwuHa
ExkaTtepuHa JloHayKoBa
ExkaTteprHa UmcoKkBa
KOnua CandynbmynoKoBa
Banepusa CacdoHoBa
EnusaBeta CBelHUKOBa
AneHun-Nluaua Cramenny
MUpuHa TepeHTbeBa
AHactacua PomuyeHKo
EneHa KOpueHKo

aNbTbl

Hagexaa BpycHuubIHa
AHacTacusa l'ynaeBa
EneHa lNypyeHKo
AHactacua EpodeeBa
MapuHa UHoBnouKan
ApuHa MupcaeToBa
AHapen Hem3zep
MBaH MNetpos
BuKTopua PyaakoBsa
Hatanba Pa6uKoBa
Onbra CtpenbHUKoOBa
EneHa ToKapeBa
Enena LllecTtakoBa
AHactacua LLlymaHoBa

TeHopa

Anexkcanap AMoceHKo
Hukonait Bacos

ApTtem Bonkos
Anexcanap MAMHyTAUHOB
Ceprei NoauH

UBaH lMNopuH

Mpuropuit KysHeuos
Anb6ept Kyuepbaes
Kupunn HudoHTOB
KoHcTaHTHH MNMorpe6oBcKui
Masen CemaruH

Cepreit CunaxoB
Anexcanap ComoB
HuKonan Crautok
HuKonait ®egopos

6achbl

Butanuit }aaHos
Hukronait Masaes
JNleB Muxanes
Batop OunpoB
BoraaH MeTpeHKo
BukTop MoryauH
Mpuropuii MbaHKoB
Anekceii CeeToB
PomaH TapxoB
MaBen Xapanrun
JaHuun YecHokKoB
Avinutpuit LenKkoBuH

aupeKTop xopa: EneHa PacnonoBa
MeHeAep xopa: AnexkcaHapa JéwunHa
MUHcneKTop Xopa: ApuHa MupcaeToBa



MUSICAETERNA CHOIR

sopranos

Irina Bagina

Ganna Baryshnikova
Nadezhda Boyko
Victoria Vaksman
Alexandra Dyoshina
Ekaterina Dondukova
Ekaterina Imsokva
Yulia Sayfulmulyukova
Valeria Safonova
Elizaveta Sveshnikova
Eleni-Lydia Stamellou
Irina Terentyeva
Anastasia Fomichenko
Elena Yurchenko

altos

Nadezhda Brusnitsyna
Anastasia Gulyaeva
Elena Gurchenko
Anastasia Yerofeyeva
Marina Inovlotskaya
Arina Mirsaetova
Andrey Nemzer

lvan Petrov

Victoria Rudakova
Natalia Ryabikova
Olga Strelnikova
Elena Tokareva

Elena Shestakova
Anastasia Shumanova

tenors

Alexander Amosenko
Nikolai Basov

Artyom Volkov
Alexander Gainutdinov
Sergey Godin

Ivan Gorin

Grigory Kuznetsov
Albert Kucherbaev
Kirill Nifontov
Konstantin Pogrebovsky
Pavel Semagin
Sergey Silakov
Alexander Somov
Nikolay Statsyuk
Nikolai Fedorov

basses

Vitaly Zhdanov
Nikolay Mazaev
Lev Mikhalev
Bator Ochirov
Bogdan Petrenko
Victor Pogudin
Grigory Pyankov
Alexey Svetov
Roman Tarkhov
Pavel Kharalgin
Daniil Chesnokov
Dmitry Shelkovin

choir managing director: Elena Raspopova
choir manager: Alexandra Dyoshina
choir inspector: Arina Mirsaetova
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BUOJbI Aa ram6a
AHaTonui MpUHAEHKO
AHrenuHa HuKonoBscKa
HOnua MNpab
AneKcaHap Mpo3opos

KOHTpabachbl
AHapein LUnMHKeBHY
Kapnoc HaBappo
ApTtem YupKoB
MaprapuTa Pbl6GKMHa
3ayap MaKapes
Avutpuii Paic
Muxann Hukonanumk
BuKtop OnblueBcKUi

thnenTnbl

MU HNEeATbI-MUKKONO
AHHa KomapoBa

Crac MuxaiinoBcKui
Mapusa MonuwyK
®denop YepHbilwos

KNapHeTbl
Cepreit Eneurum
leopruit MaHcypoB
JAaHuna JlykbaAHOB
JaHuna AHKOBCKKH

KOHTpadarot
Uropb Axcc

BaJITOPHbI

JleoHna BosHeceHCKUM
Xaipo XumeHo
AneKcen CakoBuy
CraHucnas ABUK

TpyO6bI

HacynaH A6abiKanbikoB
Masen Kypaakos

Hukuta UcToMmuH
Avnutpuii BoHaapeBcKUi
Hukonait CtpaHaTKOBCKUI
Anppen bBacos

Ceprei MeTpaluKkeBuy
Muxann XacuH

TPOMOGOHbI
Hepap Koctec
AHpapein CantaHoB
Bnaaumup KuiueHKo
ApmaH CyptaeB
Unba Berypawsunu
Amutpuii Kpbinos

Ty6a

MBaH CBaTKOBCKUI

apdbl
Mapusa 3opKuHa
TaTbAHa PenHuKoBa

¢opTrennaHo
AnekcaHnapa JluctoBa
HuKonait Maxapa
Anekceit CyuyKoB
Haranba CokonoBcKas
Anekceit LUBbIAKKH
AHapen BapaHeHKoO

opraH
AneKkcaHap PYAUHKUH

nuTaBpbl
Amutpuii KnemeHok

yAapHble
AHapein BonocoBcKuii
Anekceii AMocoB
Makcum CaHuH
HKapwuHa dapalusH
Kupunn JlykbAHEHKO
Unba Menuxos

Uropb PasymoBCcKuii
Amutpuii JlasapeB
Bnaaucnas Ocunos
HKceHusa YyiKo
Muxaun Tonanngu
AnekcaHapa Tonanuau
Anekceit KnMHywwuH
Tumodeit MaTseeB
VnbaHa LLlep6akoBa

reHepasibHbii AUPEKTOP, AUPEKTOP MO TBOPYECKOMY NaHUpoBaHUio: Unbsa LLaxos
AMPEKTOp Nno pa3BuTHIO: AHacTacua EnaeBa

AUpeKTop opKecTtpa: MaBsen Kypaakos

3amecTuTeNb AUPEKTOpa opKecTpa: AnekcaHap JleBKo
MeHeaHepbl opkecTpa: Mapua Caraguea, Onbra YykoBa
Typ-meHeaepbl: AHHa CongartoBa, AHacTtacua CyluKko
6ubnuorerapu: Cepreit CTpoiKkuH, dnuHa Jlebease
TeXHUYECKUI aupeKTop: MBaH lMewkKoB

3amMecTUTeNIb TeXHUYeCcKoro aupektopa: Muxann Komapos
pabouue cueHbl: Unba Benoxsoctukos, Kupunn EBcees, Muxaun AneKkcaHapoB



MUSICAETERNA ORCHESTRA

violas da gamba
Anatoly Grindenko
Angelina Nikolovska
Yulia Grab
Alexander Prozorov

double basses
Andrey Shinkevich
Carlos Navarro
Artem Chirkov
Margarita Rybkina
Edouard Macarez
Dmitry Rais
Mikhail Nikolaychik
Viktor Olshevsky

flutes

and piccolo flutes
Anna Komarova

Stas Mikhailovsky
Maria Polishchuk
Fyodor Chernyshov

clarinets
Sergey Eletskiy
Georgy Mansurov
Danila Lukyanov
Danila Yankovskiy

contrafagot
Igor Akhss

horns

Leonid Voznesensky
Jairo Gimeno

Alexey Sakovich
Stanislav Avik

trumpets

Zhasulan Abdykalykov
Pavel Kurdakov

Nikita Istomin

Dmitry Bondarevsky
Nikolai Stranatkovsky
Andrey Basov

Sergey Petrashkevich
Mikhail Khasin

trombones
Gerard Costes
Andrey Saltanov
Vladimir Kishchenko
Arman Surtaev

llya Bekurashvili
Dmitry Krylov

tuba
lvan Svatkovsky

harps
Maria Zorkina
Tatiana Repnikova

ceo and artistic planning director: llja Chakhov
development director: Anastasia Elaeva

orchestra managing director: Pavel Kurdakov

deputy orchestra managing director: Alexander Levko
orchestra managers: Maria Sagadieva, Olga Chukova
tour managers: Anna Soldatova, Anastasia Sushko
librarians: Sergey Stroikin, Elina Lebedze

technical director: Ivan Peshkov

deputy technical director: Mikhail Komarov
stagehands: llya Belokhvostikov, Kirill Evseev, Mikhail Alexandrov

piano

Alexandra Listova
Nikolai Mazhara
Alexey Suchkov
Natalia Sokolovskaya
Alexey Shvydkin
Andrey Baranenko

organ
Alexander Grudinkin

timpani
Dmitry Klemenok

percussion
Andrey Volosovsky
Alexey Amosov
Maxim Sanin
Karina Farashyan
Kirill Lukyanenko
llya Melikhov

Igor Razumovsky
Dmitry Lazarev
Vladislav Osipov
Ksenia Chuiko
Mikhail Topalidi
Alexandra Topalidi
Alexey Klinushin
Timofey Matveev
Ulyana Shcherbakova
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AaCCUCTEHT pexuccepa:

Unbsa Monbiranos

ACCUCTEHT XYAOMHHHUKa:

EBrenunit Kpyrnos

ACCUCTEHT XyAOMHHMKA No KOCTIOMaMm:

AHacTtacua OauHoKoBa

ACCUCTEHT XyAOMHHMKa No CBETY:

NUnba A6pameHKo

3BYKOpEeKUccep:

PomaH OnapuH

KOCTIOMepbl:

MonuHa ®ponosa, MonrvHa HUKoneHKo,

TaTtbAHa KaTtaeBa, EKaTepMHa CymeHKoBa
PEeKBU3UTOPbI:

Aptem HynaHoB, luaHa BUYMaHHU
MOHTHUPOBLUUKHU:

leopruit YypuH, Tumocden KatuH, Uropb KotenbHHUKoOB
MU3roToB/IEHUE KOCTIOMOB:

34dress

WUHMEHEeP NO KOHCTPYKUUAM:

Unba WapaBuH

WUHMEHep Nno CBeTy:

KoHcTaHTHH BareHoB

WUHMEHep Nno BMAEO:

AHapen Hyue

TeXHUKMU:

Hukonan Wa6anguH, IOpuin Tynaes, Buktop AauKkui,
JAanuna JlucuH, FOpuit bivm, Anekcanap Hockos,
Punat HypucnamoB, Anekcew lMntocHuH, UBaH Jlomunos
purrep:

Cepre#t JlyHeros

MocTtaHOBOYHAA KOMaHAa BbipaMkaeT 6arogapHoOCTb:
PomaHy UaHoBy, AmuTpUto MOCKBHHY,
KoHcTaHTMHY MaiiopoBy, EKaTepuHe Jeatone,
Banepuun Conogron, Anekcangpy MywwKuHy,
Cranucnase MupoHoBo#H, Eropy MewwKoBomy,
AnekcaHape UcakoBon, Anekcelo KoCTpOMHUHY
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stage manager:

llya Polygalov

assistant production designer:

Evgeny Kruglov

assistant costume designer:

Anastasia Odinokova

assistant lighting designer:

llya Abramenko

sound producer:

Roman Oparin

costumers:

Polina Frolova, Polina Nikolenko,

Tatiana Kataeva, Ekaterina Sumenkova
props masters:

Artyom Zhulanov, Diana Gvichiani

Set Design Assemblers:

Georgy Churin, Timofey Katin, Igor Kotelnikov
costume production:

34dress

set design engineer:

llya Sharavin

lighting engineer:

Konstantin Bazhenov

video engineer:

Andrey Kuchev

technicians:

Nikolay Shabaldin, Yuri Tulyaev, Viktor Datsky,
Danila Lisin, Yuri Dym, Alexander Noskov,
Rinat Nurislamov, Alexey Plyusnin, lvan Lomilov
rigger:

Sergey Lunegov

The production team thanks:

Roman Ivanov, Dmitry Moskvin,
Konstantin Mayorov, Ekaterina Dedyulya,
Valeria Solodkaya, Alexander Pushkin,
Stanislava Mironova, Egor Meshkovoy,
Alexandra Isakova, Alexey Kostromin
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26 neKabpsA nH
18:00 12+

@& YactHasa dunapmoHua « Tpuymd»
Mnba lMaicuH

KOMeAUs WIKN MUCTEepPHUA:

KaK ycTtpoeHa onepa Kapna Opga?
AEKYUL

Opkectp Kapna Opda B De temporum fine
comoedia Becbma HeoObl4eH: B cCOCTaBe HeT
CTPYHHbIX, KPOMe BOCbMW KOHTpPabacoB U HKOH-
copta Buon aa ramba; HeT ro6oes, HO €CTb
BOCeMb Tpy6 WU LecTb TPOMO6OHOB. B opKecTpe
3aHATbI WeCTb NMMAaHUCTOB U OPraHUCT, a TaKHe
15 NepKyCCUOHMUCTOB, KOTOPble UrpalT Ha NpU-
MEpPHO COTHe CaMbiX Pa3HbIX WHCTPYMEHTOB,
BHKJIIOYAA KOHIM, AapabyKKy, TUMMNAHETTO, XbO-
CUIM U APYIYI0 «3K30TUKY». BoKanbHble Tex-
HUKM B napTuax CuBUAN U AHAXOpPEeTOB HeTpaau-
LIMOHHbI, K TOMY e 3TU ponu TpebyoT 60/1bLLOro
aKTepPCKOro U xopeorpacdu4yeckoro Macrtepcraa.
HeyauButenbHo, 4to onepy Opca KpaiHe peaKo
CTaBAT Ha MUpPOBbIX cueHax. Mexay Tem, Teo-
nop KypeHT3uc obpawiancAa K 3TOW napTuTtype
Tpuabl: B 2008 roay Ha cectuBane «Teppu-
Topus» BMecTe ¢ peruccepom Kupunnom Cepe-
6peHHUKOBbLIM, B 2022 rogy Ha JaruneBcKkom
tectuBane c perxuccepom AHHoM [yceBoH, a
TaKKe Ha 3anbubyprckom ectuBane, rae nocra-
HOBKy ocyliectBUn Pomeo Kactrennyyun. UnbAa
lMaicMH packpbiBaeT cekpeTbl musicAeterna:
YyeM NepMcKanA NocTaHOBKa OT/IMYAETCA OT 3aJib-
uéyprckor, noyemy K naptutype Kapna Opda
po6aBneHa LWyMOBaA 3/IEKTPOHUKA M 3apaHee
cAenaHHble 3anucyM OpKecTpa M Xopa, Kakue
ocobble npuembl NOHaZ06UAUCL ANA ajanTauuu
onepbl K NOCTUHAYCTPUANbHOMY MNPOCTPAHCTBY
3aBoaa WnaruHa?

Unba MACUH — cKpunay, AUpUHep, aCCUCTEeHT
rnaBHOroO JAupuiiepa opKecTpa musicAeterna.
B 2021-2022 roaax — acCUCTEHT Aupuiepa
B OMepHbIX NocTaHoBKax musicAeterna u Teo-
nopa KypeHT3uca Ha 3anbLbyprckom decTtusane.




1 U VUV

December 26 mon
 E:Holo) 12+

&  Private Philharmonic Triumph

llya Gaisin

a comedy or a mystery play:

how is Carl Orff’s opera organized?
lecture

The orchestra in Carl Orff's De temporum fine
comoedia is quite unconventional: there are no
strings in its composition, except for eight double
basses and a consort of violas da gamba; there
are no oboes, but there are eight trumpets and six
trombones. Six pianists and an organist take part
in the performance, as well as 15 percussionists
who play about a hundred different instruments,
including congas, darbuka, timpanetto, hyoshigi
and other ‘exotic’ instruments. Vocal techniques
in the parts of Sibyls and Anchorites are also
unusual, besides, these roles require great acting
and choreographic skills. No wonder that Orff’s
opera is so rarely produced on world stages.
Meanwhile, Teodor Currentzis addressed this
score three times: in 2008 at the Territory Festival
together with director Kirill Serebrennikov, in
2022 at the Diaghilev Festival with director Anna
Guseva, as well as at the Salzburg Festival, where
the production was staged by Romeo Castellucci.
llya Gaisin is going to reveal musicAeterna’s
secrets: how the Perm production differs from
the Salzburg one, why noise electronics and
ready-made recordings of the orchestra and choir
were added to Carl Orff’s score, what special
techniques were used to adapt the opera to the
post-industrial space of the Shpagin Plant.

llya Gaisin is a violinist, conductor, and Assistant
to Chief Conductor of the musicAeterna Orchestra.
From 2021t0 2022, he was an assistant conductor
in the opera productions of musicAeterna and
Teodor Currentzis at the Salzburg Festival.




26 neKabpsA nH
20:00 18+

@ 3asog LUnaruHa, «Jlutepa A»

Rapn Opd (1895-1982) gsgglfgglgnfzwﬂ
De temporum fine comoedia (1973) CEPIER AATWNEBA
onepa U K 300-IETHIO MEPMM

perunccep: AHHa lNyceBa
XyAOHHUK: HOnua Opnosa TPUCTA NET
xopeorpad: AHacTtacus lNMeluKkoBa rlepMn
XYAOHHUK no KocTiomam: Cepreit UnnapuoHos

XYAOMHUK no cBeTy: MBaH BuHorpagos

BUAEOXYAOHHUKU: 2BLCK

XYAOMHUK no rpumy: Mapbsa Kosnosa

cayHA-Au3aiHep: Makcumunuad Coion

NMOMOLLHUK peruccepa: 3axap 3aiiueB

ctengR-meHeKep: KpuctuHa Maneesa

63KCcTenaK-MeHeaep: EkaTtepuHa BeKacoBa

JIMHeHHbIU npoatocep: MonnHa OBCAHHUKOBA

TEXHUYECKUIM AMUPEKTOP NOCTaHOBKU: ApceHuit KOauH

reHepanbHblit NnpoAtlcep: EKatepuHa ApceHbeBa

My3blKa/lbHbli PYKOBOAMWTE/Ib U AUPUKEP:
Teoaop HypeHT3uc

WUCMONHAIOT XOp U opKecTp musicAeterna,
npurnalleHHble COJIMCTbI U NepdopmMepbl

CUBUNJIbI: AHAXOPETDbI: JNIOUUDEP:

TaTtbAHa BUKMyxameToBa Mpuropui KysHeuos AneHa Me6oBa

EnuzaBeta CBelHUKOBa Kupunn HudoHTOoB

EKaTepvHa UMcoKBa HuKonait ®egopos NMEP®OPMEPbDI:

HOnua CandynbmynioKoBa ApTtem Bonkos Tumyp BaneeB

Anenu-Jluaua Cramenny Cepreit CunaroB AneBTHuHa PyHTOBCKanA

EneHa lNypyeHKo MaBen XapanruH Apocnas AnauH

Enena TokapeBa Batop Ouupos AypAabiknbiy Barmypazos

UpuHuu Uupaknamc Aviutpuii LenkoBuH CaBBa Hopotbiu

AHapein Hemszep JaHuun YecHokoB AHapen JlasapeB

HuKkonan MuTAwmMH

TEHOP COJ10: Japbsa MnactyH
Cepreii NloauH Tumyp MNaHeeB

AneKceii Jpbepr
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TO COMMEMORATE

THE 150TH ANNIVERSARY

OF SERGEI DIAGHILEV’S BIRTH
AND IN CELEBRATION

OF PERM’S TERCENTENARY

THE SIBYLS:

Tatiana Bikmukhametova
Elizaveta Sveshnikova
Ekaterina Imsokva

Yulia Sayfulmulyukova
Eleni-Lydia Stamellou
Elena Gurchenko

Elena Tokareva

Irini Tsirakidis

Andrey Nemzer

December 26 mon
20:00 18+

@ Shpagin Plant, Litera A

Carl Orff 1895-1982)
De temporum fine comoedia (1973)
opera

director: Anna Guseva

production designer: Yulia Orlova
choreographer: Anastasia Peshkova
costume designer: Sergey lllarionov
lighting designer: Ivan Vinogradov

video design: 2BLCK

makeup artist: Marya Kozlova

sound designer: Maximilien Ciup
assistant director: Zakhar Zaitsev

stage manager: Kristina Galeyeva
backstage manager: Ekaterina Bekasova
line producer: Polina Ovsyannikova
technical director of the production: Arseniy Yudin
general producer: Ekaterina Arsenyeva

music director and conductor:
Teodor Currentzis

performed by the musicAeterna Choir
and Orchestra, guest soloists, and performers

THE ANCHORITES: PERFORMERS:

Grigory Kuznetsov Timur Valeyev

Kirill Nifontov Alevtina Gruntovskaya
Nikolai Fedorov Yaroslav Didin

Artyom Volkov Baymuradov Durdyklych
Sergey Silakov Savva Korotych

Pavel Kharalgin Andrey Lazarev

Bator Ochirov Nikolai Mityashin

Dmitry Shelkovin Daria Plastun

Daniil Chesnokov Timur Ganeyev

Alexey Erberg
TENOR SOLO:
Sergey Godin

LUCIFER:
Alyona Glebova
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26 neKabpsA nH
23:00 18+

& 3aBoa LUnarvHa, uex N°5
KOHLUEepT aanepHaTMBHOﬁ MY3bIKH

3aBepweHnem «JaruneB+» no Tpaau-
UMU CTaHET KOHUEepT aJibTepHaTUBHOM
My3blKU. musicAeterna n Teogop KypeHT-
3UC aKTMBHO NOALEPHMBAIOT apTUCTOB,
paboTalolWmnX Ha CTbIKe BCEX BO3MOMHbIX
CTUNEeNH U HanpasneHun, 6yab TO BOCbMH-
KaHanbHbIA CayHA-apT, aBaHrapAHbliA HOMU3
WIX KNyb6Hoe Hyap-Kabape. [lnowaaKka
«aruneB+» npeacTtaBUT HOBbIX repoeB
3KCNEepPUMEHTa/IbHOW My3blKasibHON CLIEHbI.

NPW BNAFOTBOPUTE/IbHOM MOAMEPHKE MK KOPTPOC




December 26 mon
prHo o) 18+

@ Shpagin Plant, Hall No. 5
alternative music concert

Diaghilev+ will traditionally be concluded
with an alternative music concert.
musicAeterna and Teodor Currentzis
actively support artists working at the
confluence of various styles and trends,
whether this be eight-channel sound art,
avant-garde noise, or club cabaret noir.
At the Diaghilev+ venues new figures
of the experimental music scene will be
presented.

WITH THE CHARITABLE SUPPORT OF KORTROS GROUP OF COMPANIES
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AArUNEBCKUA
tdecTtuBanb
diaghilev
festival

XyAOMHeCTBeHHbI pyKoBoauTenb: Teogop KypeHTauc
AUPEKUUA AaruneBcKoro ecrtuBana

anpeKtop: AHHa KacumoBa

MeHeaepbl: Onbra AeptoruHa, OKkcaHa CepreeBa, Hatanua AtamaHoBa
TexXHU4YecKUe KoopauHaTopbl: ApceHuin KOauH, HOpuin YepHoB
KoopauHaTop MeponpuaTuii: EneHa 3aBeplunHcKas

pr, pabota co cmu: OKcaHa leKK

MapKeTUHr, peknama: UBaH HeuaeB

smm: NaBen Kataes

KypaTtop o6pa3oBarefibHOi nporpammbl: AHHa ®edenoBa

AArMNEBCKUI (hoHA NOAAEPHKKU KYNbTYPHbIX UHULMATUB

aunpeKTop: AHrenvHa MakueHKo

peaaKTop 6yKkneta: Onbra Komok

AWU3aiH, BEpCTKa, MOAroToBKa K neyaTtu: EBreHna MpauykoBcKasn
aBTOpbl TeKcToB: Bopuc ®PunaHoBckuin, Onbra Komok, Anexcei MapuH
nepeBoa: Codba AbalueBa

KoppekTop: AHapen BaymaH

toto: AmuTtpuii MNpaxuH

An3aiiH 0610KU: Mapua baTtypuHa

neyatb: Tunorpacua «Actep», Nepmb, YconbcKkasa yn., 15



artistic director: Teodor Currentzis
the diaghilev festival management

director: Anna Kasimova

managers: Olga Deryugina, Oksana Sergeeva, Natalya Atamanova
technical coordinators: Arseniy Yudin, Yuri Chernov

events manager: Elena Zavershinskaya

pr, media communications: Oksana Gekk

marketing, advertising: Ivan Nechaev

smm: Pavel Kataev

curator of the educational programme: Anna Fefelova

diaghilev foundation for support of cultural initiatives

director: Angelina Makienko

executive editor: Olga Komok

design, layout, preparation for printing: Evgeniya Mrachkovskaya
writers: Boris Filanovsky, Olga Komok, Alexey Parin

translation: Sofia Abasheva

proofreader: Andrey Bauman

photos: Dmitri Pryahin

the cover design: Maria Baturina

printed by Aster Printing House, 15 Usolskaya Street, Perm, Russia
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npu 61aroTBOpPUTENIbHOM NoAAEPHKe:

MAO C6epbaHK,

'K KOPTPOC,

MAO «K3MC»,

AO «Tlasnpom rasopacnpeaeneHue Mepmb»,
AO «Hbto MpayHay,

000 «CtpoinyHuBepcan-Iapmay,

000 «Jlatochnekc Mnatoc»

TexHU4eckuit naptHep | technical partner:

AON ~om.py

6uneTHbIM naptHep | ticketing partner:
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naptHep | partner:

BT nnioc |
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meaua-napTHepbl | media partners:
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TEAEKAHAA
PUPEN

101.1FM

with the charitable support of:
Sberbank PJSC

Kortros GC

Krasnkokamsk Metal Mesh Works JSC
Gazprom Gazoraspredelenie Perm JSC
New Ground JSC
Stroyuniversal-Parma LLC

Latoflex Plus LLC
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