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o ecTuBane

MexayHapoaHbin laruneBcKum
thecTUBaNb HaLeNeH Ha NoAAepKa-
HWe WU pa3BUTHUE TPaaULUIA Bbiaa-
IOLLEerocs UMNpecapuo U npo-
naraHAucCTa PyCCKOM KynbTypbl
Cepresn NaBnosnya Jarnnesa.

JaneKo He cny4yanHo, YTO UMEHHO
MepMCKMA akageMHUYEeCKUI TeaTp
onepbl U 6aneta um. M. U. Yan-
KOBCKOro BbICTYNMUA MHULIUATOPOM
nepsoro JlarunescKoro hecTu-
BanAa B Poccuu. Nepmb — ropoa,
B KOTOopom npousio aetctBo Cep-
rea larmneBa U B KOTOPOM Haxo-
ANTCA eAUHCTBEHHbIM B MUpe
Jom-my3eii nereHaapHOro UMnpe-
capvo. 3aaHue lNepmcKoro onep-
Horo TeaTtpa 6b110 BO3ABUIHYTO
6narogaps 3Ha4uTeNbHOM (hUHaH-
COBOM noaznepHKe Jarnnesbix.

OTnnuntenbHas 0Co6eHHOCTb Nepm-
cKoro decTuBana 3aKkao4aeTca He
TO/IbKO B MEeCTe NpoBeAeHHUsA, HO

M B €ro MyJIbTUXaHPOBOM XapaK-
Tepe. PasHoob6pa3Has neATeNbHOCTb
Cepresa [laruneBa, cBA3aHHasA C
onepHo-6aneTHbIM TeaTpoMm, My3bl-
KoM, U306pa3nTesIbHbIM UCKYCCTBOM,
M34aTeNIbCKUM Ae/IOM, ABNAETCA
CTPYKTYPHOM MoAenbio hecTusana

M peasiu3yeTcA Kak KOMMNIEKC XyAo-
MECTBEHHbIX COObITUM U Hay4YHO-
uccneaoBaTe/IbCKUX NPOEKTOB.

B cooTtBeTCTBMU C KOHUEeNuuen
dectuBana — «cBoeobpasHbiM
oTpareHueM « PycCKUx ce30HOB»
Cepresa [laruneBa B 3epKane Bpe-
MeHu» (raseta « Beaomoctu») —
COBpeMeHHble YHUKa/lbHble Npo-
€KTbl B CaMbIX Pas/IMyHbIX BUAAX
MCKYCCTB BCTPEYaloTCA B eau-
HOM MNMPOCTPaHCTBE C UCKYCCTBOM
nepBon TpeTu XX BeKa, anoxu,
KOTOPOM NpUHaANEeHaT U TBOp-
yecKue cBeplueHusa Jarunesa.

about the festival

The International Diaghilev Festival
aims to maintain and develop

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

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

the world's only house-museum

of this legendary impresario.

The building of the Perm Opera

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

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

Keeping in line with the Festival’s
initial concept — “a reflection of
Sergei Diaghilev’s Ballets Russes
in the mirror of time” (‘Vedomosti’
newspaper), the festival uses
unigue modern projects in a variety
of art forms alongside art from the
first part of the 20" century, the
era to which Diaghilev's creative
accomplishments also belong.
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lMporpamma checTuBansa BHAOYaAET B
ceb6s MUpPOBbIe NPeMbepbl OMepPHbIX
M 6aneTHbIX CreKTaKlen, BbiCTynne-
HUA KOMIEKTUBOB COBPEMEHHOro
TaHuUa, Xyl0MeCTBEeHHble BbICTaBKH,
KOHLLepTbl CUM(hOHUYECKON, Kamep-
HOW, OPraHHOM, AMa30BOMN MY3bIKH,
PEeTPOCMNEKTMUBbI XyAOMECTBEHHbIX
rUnbMoB, (HOTOBbICTaBKH U NPO-
yee. BaxHol cocraBnsaiowen asna-
eTcA MeXAyHapoAHbIA CUMMNO3UYM
«laruneBcKUe YTEHUA», a TaKKe
nepBbii B KyJIbTYPHOW UCTOpUKU Poc-
CHMMU KOHKYPC Ha JIyMLIWIK npoAlocep-
CKui npoekT — lMpemua Aarunesa.
C 2014 roga cdectuBanb BbICTY-
naet coopraHM3aTopom npemMuu AnA
MOJIOAbIX KPUTUKOB, MULLYLLMUX O
My3blKanbHOM TeaTpe, « Pe3oHaHcy.

JAarnneBcKuit chectMBaib NPOBO-
autea ¢ 2003 roaa: nepBoHa4yasibHO
OH HOCWN Ha3BaHue «larunes-
CKUe ce30HbI: Nepmb — [MeTep-
6ypr — Mapu», a ¢ 2012 roaa
obpen 60nee NaKOHUYHOE U CBO-
604HO KOHBEPTUPYEMOE UMS.

Yupeagutenem hectuBana ABnAeTcA
MuHucTepcTBO KynbTYpbI MNepm-
cKoro KpafA. OCHOBHbIM OpraHu3a-
Topom BbicTynaet lepmMcKuiA aKa-
AeMUYeCKMH TeaTp onepbl U 6aneta
um. M. U. YanKoBcKoro. MocTosiHHbIE
naptHepbl ectuBana: NepmcKas
rocyapCTBeHHas Xy40HKeCTBEeH-
HaA ranepesn, epmcKana KpaeBas
tunapmonus, Jom-my3sen Aaru-
nesa, Myseit coBeTCKOro Hamsa —
HblHe LleHTp ropoACKoM KynbTypbl.

Hukonac MelH — npe3uaeHT acco-
uMaummu Opera Europa, yneHom
KoTtopo#u aBnAetca lNepmMcKkum Teatp
onepbl U 6aneta, — B CBOEMH peyu
Ha OTKPbITUK TPAAULUOHHOMN KOH-
tepeHumnn B MoHTe-Kapno B 2005
roay Hassan MexayHapogHbin [aru-
JNIeBCKUM (hecTMBasb B YUCIE€ 3HAKO-
BbIX KYJIbTYPHbIX COObITUM EBpoOnbI.

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

in the cultural history of Russia,

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

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

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

The main organizer is the Perm
Opera and Ballet Theatre. Regular
partners of the Festival include
the Perm State Art Gallery, Perm
Regional Philharmonic Society,
The Diaghilev House Museum, and
the Soviet Naive Art Museum —
now City Cultural Centre.

In his speech at the opening of

the well-established conference

in Monte Carlo in 2005, Nicholas
Payne, President of the Opera
Europa association, of which the
Perm Opera and Ballet Theatre is a
member, mentioned the International
Diaghilev Festival amongst the
iconic cultural events in Europe.
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NPUBETCTBUA

WELCOME MESSAGES
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NMPUBETCTBUA

py3ba! MexayHapoaHbIn

JAAaruneBcKui thectMBanb —

3To ropaoctb MNepmcKoro
Kpasd. 3TUm cobbiTuem Mepmb
LUMPOKO 3anABnsAeT o cebe B Poc-
CHM U JaneKo 3a ee NpeaesiaMu.

B atom roay cectuBanb Nnpoxogut
B AeCATbIA pa3 U He nepecTaeT Hac
yausnAaTtb. Cornacurecb, 3TO O4eHb
Nno-AArUNEBCKU: KamabIW, KTO XOTA
6bl pa3 no6biBan Ha 3TOM hecTu-
Base, 3HaeT 3HaMeHUTYIo (hpasy,
KOTOPYIO MPUIMUCHIBAIOT BEJIUKOMY
umnpecapuo, — « YauBU MeHA!».

f He NnpocTo yAuBNeH, a nopareH

M1 BOCXMULLEH TeM, KaK paboTaeT
KomaHaa [laruneBcKoro tectuBans.
370 npyMep MbILIEHHUA U opra-
HW3aLKUK CTOJIMYHOrO U MUPOBOIO
ypoBHsA. [lepmMcKuin TeaTp onepbl U
6aneta COBMECTHO C KyNbTYPHbIMH
WHCTUTYLMAMM, BbICTYNAOLWMUMHU
naptHepamu ¢ectMBans, He NPOCTo
NPUTArUBalOT K cebe BCE nydllee B
COBPEeMEHHOM KY/IbTYPHOM KOHTEK-
cTe, OHU (hOPMUPYIOT My3blKaslbHO-
TeaTpasbHylo noBecTHY Poccum.
3aecb, Ha [larunescKom decTtuBane,
BbICTYNAOT UCMONHUTENN, KOTOPbIe
CerogHa 3aHUMMaloT nepBble CTPOYKH
B MMPOBBbIX CNIMCKax, U Npeo6naaaloT
topmaTthbl, KOTOpble X04YeT BUAETb

M UCMbITbIBaTb Ha cebe coBpeMeH-
HaA ny6nuKa. 3aecb BCE KUBO,
HenoaAeNbHO, NO-HaCTOoALLEMY.
34ecb LapuUT UCKYCCTBO, a He
WUCKYCCTBEHHOCTb MU3HU.

K coxaneHuo, MHe He CTOJ/Ib 4acTo,
KaK XoTenochb 6bl, BbiNaaaeT BO3-
MOMHOCTb 6bITb rocteM Ha JAarunes-
cKom dectuBane. Ho 10, ¢ Kakum
BOCTOProm paccKasbiBaloT 0 HEM
OKpy:atoliue, 6e3 Kakoro-1160
npeyBeJINYeHUsa NPUBOAUT B COCTO-
fIHWe B3BOJIHOBAHHOIO OMWAAHUA.
OMnaaHMA HeobblYHbIX KOHLLEP-
TOB, MUPOBbIX U POCCUMCKUX Tea-
TpanbHbIX NpemMbep, HapKUX AuUcC-
Kyccuil. HHaaTb ocTtanocb HeAO0Nro.
A nosapaBnAo BCex rocreu U yyacT-
HUKOB ¢ Havyanom X MemayHapoa-
Horo JlaruneBcKoro ¢ectuBansa!

WELCOME MESSAGES

ear friends,
The International Diaghilev

Festival is the pride of the
Perm Territory. Perm is making a
bold statement with this event — not
only in Russia, but across the globe.

This year the festival takes place for
the tenth time and it continues to
amaze us year after year. I’'m sure
you would agree that it is truly in
the Diaghilev style — anyone who
has visited the festival surely comes
to know the great impresario’s
famous phrase — “Amaze Me!”

Not only | am amazed, but also
impressed and delighted with the
way Diaghilev Festival team works.
This is an example of thinking and
organization of a global level. The
Perm Opera and Ballet Theatre
together with many cultural institu-
tions act as partners for the duration
the festival, not only attracting the
best in the contemporary cultural
context, they also create the musical
and theatrical agenda across the
country. Here at the Diaghilev
Festival, top international musi-
cians perform and dominate in the
formats that today’s audience wants
to see and experience. Everything
that takes place here feels alive,
genuine, real. Not the artificialness
of life but true art reigns here.

Unfortunately the opportunity to be a
guest at the Diaghilev Festival does
not occur as often as | wish. But
the admiration with which people
speak about the festival speaks
volumes. There is an atmosphere

of anticipation of unusual concerts,
international and national premieres,
heated discussions. We do not have
long to wait. My warmest greet-

ings to all the guests and partic-
ipants at the opening of the 10th
International Diaghilev Festival!
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NMPUBETCTBUA

ArneBCKUM hecTtuBanb —
37O cobbITUE, CNOCOBHOE
npeo6pasutb ropoa. 1o
NPOCTPaHCTBO, B KOTO-
poMm, NPenoMnASACL Yepes aBTop-
CKO€E UCKYCCTBO, NpeobparkaeTcs K
Nyywemy 6yayliee NHOAEN, HUBYLLUX
B [epmu u 3a ee npegenamu. MNpo-
CTPaHCTBO, B KOTOPOM BCE C034aHO0
AN BHYTPEHHEro pocTa 3puTenen
W cnywareneun, ans ux pabotbl Hag,
cobor. UmMeHHO anAa 3Toro Mbl Aenaem
JAAaruneBcKn hecTBanib — HMUBOM
MCTOYHWUK MHOPMaLUKU O pasHbIX
HanpaBNeHUAX B UCKYCCTBE, LIEHTP
obmeHa MHeHUAMH, 60/1bLLOK 06pa3o-
BaTe/IbHbIM NPOEKT (B 3TOM roay Mbl
cneuranbHO co3aanu O6LLIMPHYIO0 NpPo-
rpammy JIeKLUM U MacTep-K1accoB).

Ana cectnBana otéMpanucb Npo-
M3BeAEeHUA U CNeKTaK/n, crnoco6-
Hble CTaBMTb BONpPOCHI O 6yayLiem.
3apaBaTb UX He06X0AMUMO, YTOOLI
oAU Ha4YUHAIN CaMOCTOATENIbHO
MCHKaTb Ha HUX OTBETbI U pa3MbiLl-
nAatb. Oco3HaHMe TOro, rae Mbl Haxo-
AAMCA, co3haeT Ananor U AUCKyC-
CHI0 C 6yAyLKM, U TaK Mbl MOMKEM
BblIGUpPaTb NYYLUUIA NYTb BRepea.

HUCKycCTBO HE MOMET UrHOPUPO-
BaTb TO, YTO TBOPUTCH B HalleKr
*MU3HU. Ho A He Bepto B noanTHYe-
CKoe UCcKyccTBo. UcKyccTBO — aAnA
Ayxa. PeBosloLMOHHOCTb UCKYC-
CTBa HaleNeHa Ha U3MeHeHUe BHY-
TPeHHero Mmpa 4yesoBeKa B y4-
LIYIO CTOPOHY — Yepe3 0CO3HaHue.
B ncuxotepanuun ocosHaHUe yie
nonosuHa ne4veHun. Ecnm Kakoe-To
npou3BeAeHUe UCKyccTBa NomMoraeTr
Tebe 0CO3HaTb U PacLUUPUTb CBOM
noTeHLuMan NoHMMaHMA M— Toraa
Tbl HAYMHaellb CBOIO JIMYHYIO peBo-
nouuto. YTobbl caenartb 3TOT MUP
Jlyudlle, He HyHHbl rnobanbHble peBo-
JIIOLUKU, KOoTopble 06bIYHO MaHUMy-
JIUPYIOT OAHOK CUIOX NPOTUB ApPY-
ron cunbl. Hy}XHO UCKaTb BHYTpH
cebs To, YTO CcO34acCT HOBble npa-
BWN1a }U3HU. A Beplo, YTO CHa4yana
[OJHEeH U3MEeHUTbCA MUKPOKOCMOC,
a y¥e 3aTeM — MaKpOKOCMOC.

WELCOME MESSAGES

he Diaghilev Festival

is an event capable of

transforming the city. It is

a space in which the future
of the people living in Perm and
beyond is changing for the better,
refracted through independent
art. A space in which everything
is created for the internal growth
of the audience, for their self-
improvement. This is why we put
on the Diaghilev Festival — a live
source of information on different art
movements, a place for exchanging
opinions, a major educational
project (this year we have specially
created an extensive collection
of lectures and workshops).

The festival will include
compositions and performances
raising questions about the future. It
is important to ask these questions,
so that people start looking for

the answers independently and
reflecting. Understanding where

we are, creates a dialogue and a
discussion with the future so we
can choose the best way forward.

Art cannot ignore what is happening
in our life. But | do not believe in
political art. Art is for the spirit. The
revolutionary nature of art is aimed
at changing the internal world of

a person for the better through
awareness. In psychotherapy,
awareness is half of the cure. If a
piece of art helps you realise who
you are — then you begin a personal
revolution. To make this world a
better place we do not need global
revolutions manipulating one force
against the other. We must look
within ourselves for something which
can create new rules of life. | believe
that the microcosm must change
first and only then, the macrocosm.

The variety and multi-genre nature
of the festival allows us to look at a
person from different angles. What
is a person? What is inspiration?
What is freedom for a person, what
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NMPUBETCTBUA

MHoroo6bpasue U MynbTUKaH-
pPOBOCTbL thecTUBaNA NO3BONAOT
NOCMOTPETb Ha YesloBeKa ¢ pas-
HbIX CTOPOH. YTO TaKoe 4yenoBeK?
Y10 TaKoe BAOXHOBEHME? YTO TaKkoe
cBoboaa ANA YeNnoBeKa, YTO TaKoe
penpeccusa NpoTUB YenoBeKa?
UcKyccTBO NO3BONAET AUCKYTU-
poBaTb Ha 3TU TeMbl. 1 Kaxabii
MOET OTBETUTb Ha 3TU BOMPOCHI
npo cebsa: cBo6oaeH U A, NOKa y
MeHA eCTb CTpacTH, KoTopble He
JaloT MHe 6bITb co6oi? HaKkoB moi
NyTb JIMMHOIO OCBO6GOHKAEHUA?

OG6bIYHO Mbl anyemcsa Ha NPUYUHbI
BHe Hac — BcerAaa KTo-TO BUHO-
BaT, a Koraa HUKTO He BUHOBaT —
CTaHOBMUTCA CTpaLLHO, MOTOMY YTO
Mbl BUAUM: 3TO Mbl CamMH Aenaem
ceb6a HecBo60oaHbIMU. [NaBHaA
3aja4a atoro JaruneBcKoro ¢ecTu-
Ba/fidl — CTaBUTb BOMNpochbl U 06pa-
waTb B3rnAAbl Jl04Aer K caMmuMm
cebe, K CBOeMY BHYTPEHHEMY MUpY.

[MoKau MHe TBOI Ky/IbTypy — U

Al CKay, KTO Tbl ecTb. [MoKaxH,
KaKaf KyNbTypHaA cpesa B TBOEM
ropoze — M A CKamy, 4To 3TO 3a
ropoa. bes npeyBenuuyeHus, ot Kyib-
Typbl B CAMOM LUMPOKOM CMbIC/e,

OT €€ YPOBHA 3aBMUCHUT HKHU3Hb
noaen B Nepmu, U A roBopto He
TO/IbKO 06 apTUCTax UK My3blKaH-
Tax, A roBopto 060 BCeX roporKa-
Hax. [loTomy 4YTO ropoz C BbICOKOM
Ky/IbTYPOM Ha4YUHAET NpUTAruBaTb
nogen BbICOKOW AyxoBHOCTU. OuyeHb
BaXHo, 4To [epmMb cTaHOBUTCA
TaKoOW OCHOBOM, @ KOPHU UCKYC-
CTBa 34eCb NpopacTalT BCE rnybike,
YTO6bI APEBO BHYTPEHHEN KY/bTypbl
MOI/10 pa3pacTtaTbCA LUpe U nepe-
XOAMUNO K HOBbIM NMOKONE€HUAM.

WELCOME MESSAGES

is repression against a human
being? Art allows us to discuss
these matters. And each individual
can answer these questions
about themselves: am | free while
| have passions preventing me
from being myself? What is the
path of my personal liberation?

We often complain about external
causes — there is always
somebody else to blame, and when
nobody is to blame, it frightens

us, because we realise that we
constrain ourselves. The main
purpose of the Diaghilev Festival

is to put questions to the audience
and draw people’s attention to
themselves, to their inner world.

Show me your culture and | will

tell you who you are. Show me the
cultural environment in your city and
| will tell you everything about the
city. It is not an exaggeration to say
that the people of Perm — and |

am not only talking about the artists
or musicians, but all citizens —
depend on culture, in the broad
meaning of the word. Because a city
with a high level of culture starts
attracting highly spiritual people. It
is very important that Perm becomes
such a space and that the roots of
art here grow deeper so that the
tree of inner culture grows wider
and serves future generations.



18

neTponassoBCKasn,
25a

TeaTpasbHbl CKBEp

NeHuHa, 516

NeHuHa, 44

raseTbl «3Be3ga», 5

KOMCOMOJIbCKUI
np., 4

cubupckas, 33

MPOrPAMMA

17.06.nr

19:00
@ MNepMCHKUMK TeaTp
ornepsbl U 6anerta

16+

Axysenne sepau

oIepa B TPeX IEUCTBUAX
HCIIOJIHAETCS

HA UTaJIbsHCKOM SI3bIKE
C PYCCKHMU TUTPAMHU

KonpoAyKuusa
nepMcKoro Teatpa

onepbl U 6aneta, unlimited
performing arts (aaHus),
landestheater linz (aBcTpuA)
U les théatres de la ville de
luxembourg (n1tokcem6bypr)
My3blKa/lbHblA PYKOBOAUTENb
W AUpUHKeD:

TeoAop KYPEHT3UC
pexuccep, cueHorpad

M aBTOP CBETOBOr0O PELUEHUA:
po6epT YU/ICOH

coperuccep:

HUKONA NaHuep
cueHorpatusa U PEKBU3MUT:
cTtedaHu aHrenH

KOCTIOMbI U FPUM:

yashi

COaBTOp CBETOBOM NapTUTYPbI:
[LHOH TOppec

Apamartypr:

KOHpaZA KyH

XOpMencTep:

BUTa/IMA MNOJIOHCKHUH
MUCMOJHAIOT:

COJ/IUCTbI NEPMCKOM onepbl,
npurnalwieHHble apTUCTbI,
XOP U OPKecTp musicaeterna

PROGRAMME

1706 i

7 p. m. 16+
@& perm opera and ballet
theatre

giuseppe verdi

opera in three acts
performed in italian
with russian surtitles

a co-production by

perm opera and ballet theatre,
unlimited performing arts (denmark),
landestheater linz (austria)
and les théatres

de la ville de luxembourg
(luxembourg)

musical director

and conductor:

teodor currentzis

director, set design

and light design:

robert wilson

co-director:

nicola panzer

associate set designer:
stephanie engeln

costumes and make-up:

yashi

associate light designer:

john torres

dramaturge:

konrad kuhn

chorus master:

vitaly polonsky

performed by:

artists of opera company,
guest artists,

musicaeterna orchestra and chorus
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petropaviovskaya
street, 25a

lenin street, 51b

lenin street, 44

gazeti ‘zvezda’, 5

komsomolsky
prospect, 4

sibirskaya street,
33

MPOrPAMMA

18.06.c6

19:00 16+
@ MNepMCHKUMK TeaTp
onepbl U 6aneta

JiKy3erne sepam

orepa B TPEX IEUCTBUSAX
HUCIIOJIHACTCA

Ha UTAJIbSIHCKOM fA3BbIKC
C PYCCKMMU TUTPaMU
AUpUHep:

BaseHTUH YPIOMNK1H

19.06.5c

19:00 16+
@ MNepMCHKUMK TeaTp
onepbl U 6aneta

ZiKy3erne sepam

orepa B TPEX IEUCTBUSAX
HUCIIOJIHACTCA

Ha UTAJIbSIHCKOM fA3BbIKC
C PYCCKHMMU TUTPAMU
AUpUHep:

TeoAop KYPEHT3UC

PROGRAMME

18.00.sat

7 p. m.
@& perm opera and ballet
theatre

giuseppe verdi
opera in three acts
performed in italian

with russian surtitles

conductor:
valentin uryupin

19.06.sun

7 p. m.
@& perm opera and ballet
theatre

giuseppe verdi

opera in three acts
performed in italian
with russian surtitles

conductor:
teodor currentzis
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MPOrPAMMA

20.06.nH

19:00 6+
@  OpraHHbIM 3an
nepMcKon thunapmMoHUH

B nporpavme:

AOMEHUHO CHapnaTtTtu

HUKONAM METHep

22:00 16+
@ YyacTtHaAa dunapMoHuUA
« TPUYMD»

B nporpamMmme Co4YnMHeHuA ANnA Xxopa
n Majgpuranbl HANpHUaHoO Ae pope

PROGRAMME

20.06.mon

7 p. m. 6+
@  perm philharmonic
organ concert hall

the programme includes:

domenico scarlatti

nikolai medtner

10 p. m. 16+
@  philharmonic society
‘triumph’

the programme includes
works by cipriano de rore
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MPOrPAMMA

21 .O6.BT

17:00 18+

&  LLeHTp ropoACHKOM KyNbTypbl

OTKPBITHUC BBICTABKU

19:00 6+

@  OpraHHbIM 3an
nepMcKom hunapMoH1H

B nporpamme:

(hpaHK mapTeH

MUCMOJHAIOT:
aHAape LWysH (6apUToH),
AaHnanb xanae (thoprennaHo)

PROGRAMME

21.06.tue

5p. m. 18+

@ city cultural centre

@ perm philharmonic
organ concert hall

the programme includes:

frank martin

performed by
andré schuen (baritone)
daniel heide (piano)
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MPOrPAMMA

22.06.cp

16:00 6+
@ nepmMmckas
XyAOXeCTBeHHasA raneped

OTKPBITUC BBICTABKHU

19:00 6+
@  OpraHHbIM 3an
nepMcKon thunapmMoHUH

B nNporpamme:

dunun rnacc

CIONTA U3 MY3bIKH K QHIbMY

MUOraHH naxenobenb

19:00 6+
@ NepMCHKUMK TeaTp
onepbl U 6aneTta

neTp YanKoOBCKUH

(anTacTuueckuii 6aner
B TpeX JEHCTBHAX
(JeThIpex KapTHHAX)

C TIPOJIOTOM H 3ITHIIOTOM

Xopeorpadgua

mMapuyca nertuvna,

/ibBa UBAHOBA,
afleKcaHapa ropckoro,
KOHCTaHTUHA cepreesa,
anexkcea MMUPOLIHUYEHKO

peaakunAa aieskcea MMPOLHUYEHKO

PROGRAMME

22.06.wed

4 p. m. 6+
@ perm state
art gallery

7 p. m. 6+
@ perm philharmonic
organ concert hall

the programme includes:

philip glass

music from the film

johann pachelbel

7 p. m. 6+
@ perm opera and ballet
theatre

pyotr tchaikovsky

ballet fantastique

in three acts

(four scenes)

with prologue and epilogue

choreography

by marius petipa,

lev ivanov,

alexander gorsky,
konstantin sergeyev,
alexey miroshnichenko

edited by alexey miroshnichenko



MPOrPAMMA

My3blKa/lbHblii pYKOBOAUTE b
NOCTAHOBHKMU:

TeoAop KYPEHT3UC
AUpUHKep:

apTem abalueB
6aneTMencTep-noCcTaHOBLUUK:
aneKcei MUPOLLHUYEHKO
XYAOHHUK-NOCTaHOBLLMK:
a/lboHa NUKanoBa
XYAOHKHUK MO KOCTIOMaM:
TaTbsiHa HOrMHOBA
XYAOMHUK MO CBETY:
aneKcei xopolleB

assistant set designer:
svetlana nechaeva
producer:

oleg levenkov

MUCMNOJIHAIOT:

apTUCTbI NepMcKoro 6anera,
60NbLLOM CUMDOHUYECKUHA
OpKecTp TeaTpa

22:00
@  OpraHHbIM 3an
nepMcKomn thunapmMoHUH

16+

¢dununn apcaH

XOpoBas omepa
(KOHIIEPTHOE UCIIOTHEHHE)

HCTIONHSACTCS Ha ()PAHITy3CKOM
1 pyCCKOM SA3BIKAX

C PYCCKMMH TUTPAMH
AUpUKeDp:

TeoA0p KYPEHT3UC
XOpMeHcTep:

BUTaIUA NMOJIOHCKUH

UCMOJIHAIOT:
XOp ¥ OpKecTp musicaeterna

PROGRAMME

musical director:
teodor currentzis
conductor:

artyom abashev
choreographer

and stage director:
alexey miroshnichenko
set designer:

alyona pikalova
costume designer:
tatyana noginova
lighting designer:
alexey khoroshev
assistant set designer:
svetlana nechaeva
producer:

oleg levenkov
performed by

artists of ballet company,
symphony orchestra

10 p. m.
@& perm philharmonic
organ concert hall

philippe hersant

chorus opera
(concert performance)

performed in french
and russian

with russian surtitles
conductor:

teodor currentzis
chorus master:
vitaly polonsky

performed by
musicaeterna chorus and orchestra
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MPOrPAMMA

23.06.t

19:00 6+

& NMepMCKUM TeaTp onepbl U 6aneTta
neTp 4YamKoBCKUH

(anTacTHUeCKHil OaJeT B Tpex
JEeHCTBUAX (YETHIpEX KapTHHAX)

C MPOJIOTOM H AIIHIIOTOM

pefaKuuA anekcesa MUPOLUHUYEHKO
OUpUKep: apTeM abalueB
MCNOJNTHAIOT: apTUCTbI MEePMCKOro
6aneta, 60s1blIOM CUMPOHUYECKHUHA
OpHecTp TeaTpa

23:00 18+

@ OpraHHbIM 3an
nepMcKom thunapmMmoH1HU

AUDPHIKEp: TeoA0p KYPEHT3UC
B nporpamme:

(paHK mapTeH

24.06.I'IT

20:00 12+

@ YacTHaA mnapmMOHUA « TPUYMBD»

23:30 18+
& AOM AdAruvneBa

MUCNONHUTENN:
aHTOH 6aTtaroB, NosiMHa OCETUHCKasA,
MHUxamn mopaBuUHOB

23.006.thu

@ perm opera and ballet theatre
pyotr tchaikovsky

ballet fantastique in three acts
(four scenes) with prologue and
epilogue

edited by alexey miroshnichenko
conductor: artyom abashev
performed by artists of ballet
company, symphony orchestra

1 p. m. 18+
@ perm philharmonic
organ concert hall

conductor: teodor currentzis
the programme includes:

frank martin
24006 fi

@  philharmonic society ‘triumph’

11.30 p. m. 18+
@& the house of diaghilev

performed by:
anton batagov, polina osetinskaya,
mikhail mordvinov
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MPOrPAMMA

25.006.c6

17:00 6+
@  OpraHHbIMA 3an
nepMcKomn thunapmMoHUH

B nporpamme:

MOraHH cebacTtbAH 6ax —
¢eppyy40 6y30HHU

ceprei npokodbeB

20:00 12+
@  MNEepMCKUHK TeaTp
onepbl U 6aneta

AUpUKep:
BEHCaH AloMecTp
XopMencTep:

BUTa/IMA MNOJIOHCKHUM

B Nporpamme:
npousseaeHus

Knayauo MOHTEBEpPAM,
aHgpea halbKOHbEepH,
aHHUbGane rperopu,
LHOBaHHU rabpuenu

23:00 18+

@ YacTtHaAa dunapMoHuA
«TPUyMd»

CayHITPEK U COBPEMEHHAs KJIaCCHUKa

PROGRAMME

25.00.sat

5p. m.
@  perm philharmonic
organ concert hall

the programme includes:

johann sebastian bach —
ferruccio busoni

sergei prokofiev

8p. m.
@& perm opera and ballet
theatre

conductor:

vincent dumestre

chorus master:

vitaly polonsky

the programme includes:
works by

claudio monteverdi,
andrea falconieri,
annibale gregori,
giovanni gabrieli

1 p. m.
@&  philharmonic
society ‘triumph’

the soundtrack and modern
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MPOrPAMMA

26.06.5c

19:00 6+
@  OpraHHbIM 3an
nepMcKon thunapmMoHUH

B nporpavme:

npousBeAeHuUd
Knayauo MOHTEBEpAM,

uoraHHa cebacTtbsAHa 6axa,
BoJibraHra amagea mouapTa,
noaBura BaH 6eTxoBeHa,

HaKa oddeHbaxa,

Mopuca paBefns,

Baw/1aBa TpoAHa

B apaHXUpPOBHKe aHApeA canTaHoBa

22:00 18+
@ NepMCHKUMK TeaTp
onepbl U 6aneTta

KaMEpHBIA KOHLIEPT

PROGRAMME

26.006.sun

7 p. m. 6+
@  perm philharmonic organ
concert hall

the programme includes:

and works by

claudio monteverdi,
johann sebastian bach,
wolfgang amadeus mozart,
ludwig van beethoven,
jacques offenbach,

moris ravel,

vaclav trojan

(arr. by andrey saltanov)

10 p. m. 18+
@ perm opera and ballet
theatre
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MPOrPAMMA
27.06.I'IH

&  MepMCKUMK TeaTp onepbl U 6aneTa
I ornenenne

II oTnenenue

B Mporpamme:

thenukc meHaenbLcoH-6apTonbam

11T otnenenne

Xopeorpapua:

cuau napbu wepkKaym

My3blKa:

KNnoa Ae6loccHU, HUTUH COYHU
KOCTIOMbI: XyCCeMH YanaaH
cueHorpaguva U cBeT:

ajam Kappe

peneTULMUOHHDbIN AUPEKTOP:
MOH hunmn hanbCTpém

npy noanepHHKe:

AHeAMC o’xapa, AeHn3u duaunc,
HUHKE PEXOpCT U HUKONA NIUn
WUCMOJTHUTENN:

apTUCTbl KOPONIEeBCKOro 6anera
cdnaHapuu

OpUruHanbHaA NocTaHoBKa
sadler's wells theatre

B Kosnabopauum ¢ eastman

PROGRAMME

27.06.mon

7 p. m. 16+

@ perm opera and ballet theatre
part 1

part 2

the programme includes:

felix mendelssohn bartholdy

part 3

choreography:
sidi larbi cherkaoui
music:
claude debussy,
nitin sawhney
costumes:
hussein chalayan
set design and lighting:
adam carrée
rehearsal director:
jon filip fahlstrom in collaboration
with james o’hara, daisy philips and
nienke reehorst
(with thanks to nicola leahey)
performed by:
artists of koninklijk ballet
van vlaanderen
original production
sadler’s wells theatre in
collaboration with eastman
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MPOrPAMMA

28.06.51

19:00 6+
@  OpraHHbIM 3an
nepMcKon thunapmMoHUH

UCMNOJIHUTENU:

MULLENIb pocc (CKpUMNKa)

AapuA 3uatauHoBa (CKpuUnKa)
cepren noATaBCKUM

(anbT, aNEKTPOHHUKA)

aneKkceu HUIuH (BUOJIOHYE D)
NeoHu, 6axkynrH (KoHTpabac)
Ba/IeHTUH YpIonuH (KnapHeT)
Tanrat capcembaesn (¢aror)

Xoce BUCEeHTe KacTenno (BanTopHa)

23:00 18+
& AOM AAruvneBa

WUCMONIHUTENN:
TOoMac uenTmamep,

Kapo/IMH BUAMAaH,
anvHa ubparmmona

29.06.cp

19:00 6+
@  OopraHHbIX 3an
nepMcKon hunapmMoH1u

B nNporpamme:

pobepT WymaH

PROGRAMME

28.006.tue

7 p. m. 6+
@  perm philharmonic organ
concert hall

performed by:

michelle ross (violon)

daria ziatdinova (violin)

sergei poltavsky (viola, electro)
alexei zhilin (cello)

leonid bakulin (double bass)
valentin uryupin (clarinet)

talgat sarsembayev (bassoon)
jose vicente castello (french horn)

1 p. m. 18+
@& the house of diaghilev

performed by:
thomas zehetmair,
carolin widmann,
alina ibragimova

29.06.wed

7 p. m. 6+
@ perm philharmonic organ
concert hall

the programme includes:

robert schumann
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MPOrPAMMA

30.06.ur

19:00 6+
@ MNepMCHKUMK TeaTp
onepbl U 6aneta

AVpUKep:
TeoAop KYPEeHT3UC

B nporpamme:

rycraB manep

PROGRAMME

30.06.thu

7 p. m.
@& perm opera and ballet
theatre

conductor:
teodor currentzis

the programme includes:

gustav mahler
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performances

OPERA

verdi
la traviata

BALLET

tchaikovsky
swan lake

CONTEMPORARY DANCE

debussy, sawhney
faun

CONCERT PERFORMANCE OF THE OPERA

hersant
tristia



w
N

17.06 / 19:00
18.06 /19:00

19.06 /19:00

HUCIIOJIHACTCA HaA
HUTAJIBAHCKOM
SA3BIKC

C PyCCKMMH
TUTPaMH
NU6peTTo
thpaH4yecKo
MapuA nbsABe
no pomaHy
aneKkcaHapa
AOMa-CbIHa
«Aama

C KaMeIMAMU»

performed

in italian
with russian
surtitles
llibretto

by francesco
maria piave,
based on
alexandre
dumas-fils’s

play la dame aux

camélias

MamAatn
Hepapa MopTbe

The production
is dedicated

to the memory
of Gerard Mortier

CMNEKTARJIN

@& [MepMcKui TeaTp onepbl U 6aneta

Axy3enne sepau (1813—1901)

orepa B Tpex AercTBusx (1853)
AEWCTBYIOLMUE NTULA U UCTNIONIHUTENMN:
HazexAa nasnosa / pe6eKKa HesceH
avpam 3apHaHgec / 6op1c pyaax

AAMUTPUC TUAMaAKoC /
aHaen 6eneurumn

HaTanbA 6yknara / HaTanua NACKoBa

3neHu-nnuaguAa ctamenny /
eJieHa Iop4YeHKOo

HUKonan esopoB / ceprei Bnacos
BMKTOp LUanoBasioB / eBreHuii MKaToB

aneKceu ceetos /
anekcen GUTUCEHKO

BnaguMUp Tancaes /
aseKcaHAap eropos

KOHCTaHTUH Norpe6oBCKUI
aneKkcaHap MoXKaeB
apceHuHn 6yTopuH

XOp U OPKecTp musicaeterna

Teo40pP KYpPpeHT3uUC

po6epT YUICOH
BaNE€HTUH YPIONUH
HUKONa NaHuep
cTedaHu aHresH
yashi

AHOH TOppecC

PERFORMANCES

& Perm Opera and Ballet Theatre

giuseppe verdi (1813—1901)

opera in three acts (1853)

characters and performers:
nadezhda pavlova / rebecca nelsen
airam hernandez / boris rudak

dimitris tiliakos /
andjey beletsky

natalia buklaga / natalia lyaskova

eleni lydia stamellou /
elena yurchenko

nikolay fyodorov / sergei vlasov
victor shapovalov / evgeny ikatov

alexey svetov /
alexey fitisenko

vladimir taisaev /
alexander egorov

konstantin pogrebovsky
alexander mozhaev
arseny butorin

musicaeterna chorus and orchestra

teodor currentzis

robert wilson
valentin uryupin
nicola panzer
stephanie engeln
yashi

john torres
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KonpoayKuusa
MepmcKoro Teatpa
onepbl U 6anera,
Unlimited Performing
Arts (JaHun),
Landestheater

Linz (ABcTpuA) n
Les Théatres de la
Ville de Luxembourg
(JTrokcembypr)

A co-production

by Perm Opera

and Ballet Theatre,
Unlimited Performing
Arts (Denmark),
Landestheater Linz
(Austria) u Les
Thééatres de la Ville
de Luxembourg
(Luxembourg)

npeacTaBuTeNlb
po6epTa yuncoHa
KomnaHusa rw work, Itd.
(www.robertwilson.com)

robert wilson

is represented by

rw work, ltd.
(www.robertwilson.com)

CNEKTAKJIN

ApamMarypr:
KOHpaA KyH
XOPMEeNCTepP-NOCTaHOBLLUK:
BUTaIUMA NMOJIOHCKUH

ACCUCTEHT AuUpuUKepa:

aHapen AaHunoB

aCCUCTEHTbI peruccepa:

MOXaHH MUTTMaHH,

AMoBaHHK upno,

HWHa BopobbeBa

dACCUCTEHT XyA4O0¥HUKA MO KOCTIOMaMm:
nayna Kamnep

ACCUCTEHT XYAO0HKHUKA NO rpumy:
MaHy3/1a XaJi/IuraH

oneparop CBETOBOro ny/bra:
Map4esnno NymaKa

AUpUHKEpP CLEeHUYECKOro opKkecTtpa
(6anabl):

athaHacuM YynuH

BOKa/IbHbIA KOYM:

MeaeA ACCOHUAU

JINYHbIX MOMOLLHUK
po6epTa yuacoHa:

OY3H nay6

reHepasbHbI Npoatocep:
MapK A& MOHHU
npoAatocep:

aHacTtacus YeKneLoBa
nepeBOAYUKMH:
aHacTacuA KasaKoBa,
TaTbAHA NELIKOBA,
asleKcaHapa AoMpadveBa,
aHHa MUHeeBa,

pOMaH POMHKOB,

oJibra TIOTIOHLLMKOBA
3aBeAyOLLUNA PEHUCCEPCHUM
ynpaB/iieHUeM:

MHHa HeKpacoBa
3aBeAyloLlnii ornepHour
TPynnow Teartpa:

BUKTOP Xpe6ToB
NMOMOLLHUKHK pexuccepa,
BeAyLlUe CNeKTaK/b:
MMUXaun KoOMapoB,

WNbA MoJbiranos
NMOMOLWWHUK pexHuccepa no MUMaHcy:
KOHCTaHTUH OJIIOHUH
KOHL,epTMEeNCTEpbI:
raJMHa 3HaMeHcKas,
}aHHa UCXaKoBa,
3MWUUA A0NraHOBCKasA,
HaTa/bA KUPW/IJIOBa,
KpUCTHHa 6acton
toTorpad:

JIIOCU AHLWL

PERFORMANCES

dramaturge:

konrad kuhn

chorus master:
vitaly polonsky
assistant conductor:
andrey danilov
assistant directors:
johann mittmann,
giovanni firpo

opera house director:
nina vorobyova

assistant costume designer:

paula keiller

assistant make-up designer:

manuela halligan
lighting board operator:
marcello lumaca

stage band conductor:
afanasy chupin

vocal coach:

medea iassonidi

personal assistant

to robert wilson:
owen laub

general producer:
marc de mauny
producer:

anastacia checkletsova
interpreters:
anastasia kazakova,
tatiana peshkova,
alexandra domracheva,
anna mineeva,

roman rozhkov,

olga tyutyunshchikova
head of director's
department:

inna nekrasova

opera company
manager:

victor khrebtov
assistants

stage manager:
mikhail komarov,

ilya polygalov

extras manager:
konstantin olyunin
accompanists:

galina znamenskaya,
zhanna iskhakova,
emilia dolganovskaya,
natalia kirillova,
kristina basyul
photographer:

lucie yansch
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CMNEKTARJIN

PERFORMANCES

© Olaf Struck



CMNEKTARJIN

Awysenne sepau

orepa B TPeX JeHCTBHSIX

Mocne npoaonutenobHoM 60s1e3HU
hama nonycseta Buonetra

Banepwu npurnawaet rocteu B
csou gowm B Mapuxe. Hapsaay c ee
BpayoM, AOKTOpOM peHBUNEM, Ha
npasaHuvKe npucyTtcTeytoT Pnopa
Bepsya 1 mapKkus 4'0O6UHbHU, 6apoH
JAodonb, NoKpoBUTeNb BuonerTol,
M BUKOHT MacToH ae JleTopbep.
[acToH NpUBOAUT CBOEro Apyra
Anbdpeaa epmoHa, KOTOPbIA
BTaWHe BocxullaeTca BuonerTton.
B 3actonbHoOM necHe Anbtpes
Bocrnesaet 1060Bb, B TO Bpems
KaK xo3fiKa AoMa NpoBo3riallaeT
TOCT BO C/1aBy HacnamAeHWH.

BHezanHo BuonetTta yyBCcTBYET
pe3Kui ynaaoK cun. Caenas

BWA, YTO HUYEro He CAYy4YUnocCh,
OHa npurnaiwlaeT Bcex B 3ain AN
TaHUeB, a cama TAHET BpeMs, YTo6bl
NpUNUTU B ceba. Anbdpes ocTaetcA
C Heit. OH 06eCnoKoeH COCTOAHUEM
340poBbA BuonerTtbl U ymonsaer

ee paspelnTb eMy 3aboTUTbCA

0 Hei. LWytnnBbIM TOHOM OHa
OTKJ/IOHAET €ro NpuUsHaHue B
no6BK, HO NpeanaraeT HaBeCTUTb
ee Ha cneaylolwmii AeHb.

Ceertaer. lpa3gHUK NoaxoauT K
KOHLY, rocTu yxoanaT. Buonetra
NOHMMAEeT, YTO pa3roBop C
Anbtpeaom rny6oKo TPOHyA ee.
Ero ronoc euie cnbllieH Ha yauue.
Ei KameTca, YTO OHa MOXKeT
nonto6uTb Brnepsble B XU3HU. Ho,
Co4TA 3Ty MbIC/Ib 6e3paccyaHou,
OHa pelLlaeT, YTo ee yaen — HU3Hb,
nosHasA NbAHALWKWX YAOBOILCTBUN.

PERFORMANCES

giuseppe verdi

opera in three acts

Violetta Valéry, a courtesan,
famous in Parisian high society,
throws a party in her home after
a long illness. Along with her
doctor Grenvil, the other guests
at the feast are Flora Bervoix
and Marquis d'Obigny, Violetta's
current lover Baron Douphol,
and Gastone de Letoriéres.
Gaston introduces a new
secret admirer to Violetta —
Alfredo Germont. Alfredo sings
a brindisi — a drinking song

in which he glorifies love,

while the hostess toasts in
honour of the joys of life.

Suddenly, Violetta almost faints.
Pretending it was nothing she
asks everyone to go to the
next room for a dance. Alfredo
stays with her. He is worried
about Violetta's health and
implores her to let him take
care of her. She rejects his
declaration of love in a playful
manner, but invites him to
come back the next day.

Dawn is breaking. The party is
coming to an end, the guests
leave. Violetta realises that
her conversation with Alfredo
has touched her deeply. His
voice can still be heard in the
street. She realises that she
might be falling in love for

the first time in her life. But,
considering the idea recklessly,
she decides that her destiny is
a life full of heady pleasures.
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Hactynuna 3uma. Buonetta 1
Anbtdpea Tenepb Bmecte. OHU
nepeexasau B 3aropogHbli A0M
Heaaneko ot Mapuxa. OT ropHUYHOH
AHHUHbI Anbdpes, y3HaeT, 4To
Buonetta cobupaetca pacnpoaatb
BCE CBO€ MMYLLECTBO, YTOObI
obecneyrmTb UX 3aropoaHy0 UAUIUIO,
M HaMepeH NpeAoTBpPaTUTb 3TO.

MoaBnaetca oteu Anbthpeana, Hopx
HepMOoH, OH xo4eT yBe3TH CblHa
aomon. Ctapwuii HepMoH coobuiaeT
BuonetTte, 4TO NpeacToAwan cesaabba
€ero Ao4epu OKasasacb Nnoj, yrpo3omn
u3-3a Me3anbAHca Anbtpeaa.
BuonetTta noHMMaET, 4YTO ee NonbITKa
OCTaBUTb MPOLUAYIO HU3Hb TEPNUT
nopaxeHue. M xota oHa 3HaeT, 4To
€M oCcTaeTCcA HUTb COBCEM HeZAOro,
BuonetTta yctynaet HepmoHy, nas
cornacue paccratbca ¢ Anbtpeaom.
Mpu ycnoBuu — 41O nocne ee
CMepTH OH Y3HAaeT O ee HepTBe.

Yepes AHHUHY Bronetta coobuiaer
CBOEMY MOKpOBUTENIO 6aPOHY
Jodonio, 4To rotoBa BEpHYTLCA

K HEMY U Be4epOoM NoABUTLCH B

€ro ConpoBOXAEHMUU Ha payTe y
®nopbl BepBya. Anbtpeay oHa
NULLIET NMCbMO, B KOTOPOM JaeT
NOHATb, YTO 60/IbLLE He JIIOOUT ero.
MepeaaBs NUCbMO Yepe3 NoCblUIbHOrO,
BuonetTta yesxkaert B Napu.

HanpacHo Hop: HepmoH nbiTaeTcs
YyTEeLWUTb CbiHa, €ro yroBopbl O
BO3BpaLLEHUH JOMOM TLLUETHbI.
Anbthpea HamepeH BCTPETUTLCA C
BuonetTton. Hanga npurnaweHue
oT ®nopbl, OH goragbiBaeTca, rae
cneayeT UCKaTb BO3/IOGJIEHHYIO.

Ha npasgHuke y ®nopbl —
MacKapag, YCTPOeHHbIn acToHoMm:
CHayana upbiraHKku npeacKasblBaloT
6yayliee, 3aTeM BbICTynalwT
MCnaHcKue maTtagopbl. Kak
TO/IbKO HA4YMHAETCA Urpa B

PERFORMANCES

Winter has come. Violetta and
Alfredo are together. They have
moved to a country house outside
of Paris. Alfredo learns from
Violetta's maid Annina, that Violetta
is selling all her belongings to
secure their country idyll, and

is determined to prevent this.

While Alfredo is away, his father,
Giorgio Germont, arrives at the
house. He wants to take his son
home. The elder Germont tells
Violetta that his daughter’s wedding
is at risk because of Alfredo's
misalliance. Violetta realises that
her attempt to leave her previous
life behind is failing. And even
though she understands that

she does not have long to live,
Violetta succumbs to Germont
and promises to part with Alfredo
under the condition that after her
death he learns of her sacrifice.

With Annina's help, Violetta

informs Baron Douphol that she is
prepared to come back to him and
accompany him to Flora Bervoix's
ball. She writes a letter to Alfredo,
explaining that she does not love
him anymore. Handing the letter to a
messenger, Violetta leaves for Paris.

In vain Giorgio Germont attempts to
console his son and his requests

to return home are futile. Alfred is
determined to confront Violetta.
Seeing Flora’s invitation, he guesses
where he might find his beloved.

At Flora's masked ball arranged
by Gaston, at first the gypsies
predict the future, then the
Spanish matadors perform. As
soon as a game of cards begins,
to everyone's astonishment,
Alfredo arrives. Violetta, arriving
shortly afterwards accompanied
by the Baron, is stunned.
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KapTbl, K BCEOOLLEMY U3YMIIEHUIO
noasnaerca Anbthpes. Buonetra,
KoTopanA np1MbbiBaeT Ha Be4yep B

KomnaHuu 6apoHa, owenomieHa.

Anbdpes BbIMrpbiBaeT y 6apoHa
KPYMNHYyO cymMmy AeHer. B oTBeT Ha
OoTKa3 BuoneTTbl BepHYTLCA K HEMYy
Anbthpea KoMNpoOMeTUPYET ee: OH
nepeAaeT e BbIUrpbill B KayecTBe
KOMMEHCcaLun 3a NnoTpavyeHHble Ha
Hero Bpems U cpeacTtBa. HeoxuaaHHO
noaocneBwui Hopx HepmoH
YHOPSIET CblHa 3@ ONPOMETYUBOCTb.
MpucyTcTBYIOLLUE TOMKE YyNpeKatoT
ero. HecmoTpsa Ha cBoto 60/b,
Buonetta ymanuuaetr 06 UICTUHHOM
NPUYUHE CBOMUX NMOCTYNHKOB. Anbtpea
OCO3HaeT COBEPLUEHHYID UM OLUUGRY,
HO 6apoOH Ye Bbi3BaN ero Ha Ayafb.

AHHWHa AeXypuT Yy NocTenu
6onbHoOM BuonetTtbl. JJoKTOP
[peHBUb cOObLLAET FOPHUYHOM,
YTO ee XO3AWKa NpPU CMEpTH.

BuonetrTta npocUT AHHUHY CXOAUTb
Ha NOYTY U Y3HaTb, €CTb /I HOBOCTM.
PaHee oHa nonyynna nucbmo

ot Kopxa HepmoHa o Tom, 4yTO
Anbtpes nerko paHun 6apoHa Ha
AY31U, Nnoc/e Yero yexasn 3a rpaHuLLy.

VY3HaB OT oTua nNpaBAay O
camornoepTBoBaHMU Buonetrhl,
Anbtpep 6pocaetca Ha ee NMOUCKMH,
yTO6bI NPOCUTL O npouieHun. Ha
ynuuax MapuKa LapuT KapHaBain.

Koraa Anbtpea npues:kaer,
BuoneTta BHOBb 06peTaeT HaAeKAay.
E# xoueTcsa BbIATU Ha yauLy, HO

OHa yHe C/MLIKOM cnaba. Bpau,
BbI3BaHHbIM AHHWUHOM, 60sblue
HUYero He MOMKeT caenaTtb. Buonetra
Bpy4aeT Anbtpeay cBoi NopTpeT

M NPOCUT ero, Koraa npuaer

BpeMsA eMy EeHUTbCA Ha ApPYrou,
paccKasaTb CBOeM byaywien
HeBecTe O ee OTPe4YeHHUU BO UMSA
no6BU. 3aTem oHa yMUpaeT.

PERFORMANCES

Alfredo wins a large amount of
money from the Baron. In response
to Violetta turning him down, Alfredo
publicly humiliates her, throwing
money at her feet as compensation
for her time and efforts. Giorgio
Germont, who witnesses the scene,
rebukes him for his imprudence.
The other witnesses reproach

him too. Despite her pain, Violetta
refuses to reveal the real reason
behind her actions. Alfredo realises
his mistake but the Baron has
already challenged him to a duel.

Annina tends to the sick Violetta
at her bedside. Doctor Grenvil
tells Annina that Violetta has
merely a few hours left to live.

Violetta asks Annina to go to the
post office to see if there are
any new messages. She reads
once more a letter from Giorgio
Germont that had arrived earlier,
in which he reports that Alfredo
lightly injured the Baron in the
duel and then travelled abroad.

After having learned the truth about
Violetta's sacrifice from his father
Alfredo is now on his way to her

in order to ask for forgiveness.
Meanwhile carnival is being
celebrated on the streets of Paris.

When Alfredo arrives, Violetta
regains hope. She wants to go out
but is too weak. The doctor, called
by Annina, cannot do anything to
help her. Violetta gives Alfredo
her portrait and asks him to marry
another woman when the time
comes and to tell his future bride
about her sacrifice in the name of
love. A moment later, she dies.
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CTa/IbHOM
6apxaTt

Moii Teatp — 310 (hopmasbHbIA
Teatp. [nA MeHA BCe 3/1eMeHTbl
TeaTpa: cnoBa, My3blKa, ABUHKe-
HWe, TaHel, KOCTIOMbl, FPUM, apXu-
TEeKTypa, CKy/bNTypa, AU3auH,

CBET — B PaBHOM CTEMEHW BamHbI.
Bce BUAbl UCKycCcTBa 06beaAUHSA-
loTcA B TeaTpe. Bbl MoXeTe Ha3BaTb
310 « Benukum yHuBepcanb-

HbIM NMPOU3BEAEHUEM UCKYCCTBa»
(Gesamtkunstwerk), kak Puxapa
BarHep, uan « AnuyecKkum Tea-
Tpom», Kak beptonbT Bpext. ChoBo
«ornepa» B NnepeBoe C JIJaTUHCKOro
O3Ha4vaeT «Tpya», «onyc», oOHO
BKJ/IloYaeT B cebs o4eHb MHOroe.

Mou paHHHe nbecbl 6bUIU « TUXUMHU
onepamu» (Tak Ha3Bana UX OAUH
¢paHLYy3CKUIM KpUTHK). Cpeau

HUX, Hanpumep, « Barnaa rny-

XOro» — CeMU4yacoBOM CMEeKTaK/b
6e3 cnos., «HU3Hb 1 anoxa Uocuda
CranvHa» — ABeHajuaTuyaco-

BaA NocTaHoBKa, «lopa Ka u Ttep-
pacbl rapaeHMn» — paboTta npo-
JOIHUTENIbHOCTbIO B CEMb 4YacoB,
nocrasneHHas B UpaHe. « Camyto
KpacuBYO My3bIKY MOHO HaUTU B
TULLIKMHE», — y4un Hac JoH Kenas.
B TMwuHe ecTtb putM. TUWMHA —
3T0 My3blKa. K Hel Bbl MoeTe
[06aBUTb MHCTPYMEHT, OPKecTp,
CO/IKUCTa, caywaTtenen. ATo KOHCTPY-
MpOBaHWe BPeMEHU U NMPOCTPaHCTBA.

MHorue pexuccepbl U3y4alT TOJIbKO
NMACbMEHHbIX A3blK, KOraa CTaBAT
nbecy unu onepy. Kak nucan AHape
Manbpo, B KynbType 3anaga teaTtp
«OrpaHu4eH nutepaTtypou». banui-
CKUM TeaTp, UHAUNCKUIM KaTxaKanm,
[MeKUHCKasA onepa U ANOHCKUI TeaTp
Ho — cdopmanbHbl. KaKk cToATb Ha
cLieHe, CUAETb KaKk My3blKaHT, ABU-
raTb PyKoW Wauv rnasamm — BCé@

3TO U3y4aeTcA Kak hopMaJsibHbIA
A3blK. Bo3MOHO, camoe cnioxHoe

PERFORMANCES

steel
velvet

My theater is a formal theater.

For me, in theater all elements are
equally important: words, music,
movement, dance, costume,
make-up, architecture, sculpture,
design, light. All the arts come
together in theater. You may

call it “Gesamtkunstwerk” like
Richard Wagner or “Epic Theater”
like Bertolt Brecht. “Opera”
comes from the Latin word for
“work”: “opus”, all inclusive.

My early plays were “silent operas”
(as a French critic called them);
like Deafman Glance, a seven hour
play with no words, The Life and
Times of Josef Stalin, a twelve
hour play, or KA MOUNTain and
GUARDenia Terrace, a play created
in Iran with a duration of seven
days. “The most beautiful music
can be found in silence”, as John
Cage has taught us. The silence
has a rhythm. It is music. You

can add layers: an instrument, an
orchestra, a singer, the audience.
It is a time/space construction.

Many directors tend to study only
the written word, starting there
when trying to stage a play or an
opera. In Western culture, as André
Malraux has said, theater “has been
bound by literature.” The Balinese
theater, the Indian Katakali, the
Peking Opera and the Noh Theater
of Japan are all formal. How to stand
on a stage, sit as a musician, or to
move a hand or an eye is studied as
a formal language. Maybe the most
difficult thing is how to stand on

a stage. Most Western actors and
singers have never thought about or
studied standing. One must know
the unique feeling of the weight of
one’s own body in order to stand.

It is the source of everything.
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B 3TOM — Hay4yuTbCH AepHaTbcA
Ha cueHe. bonblwKHCTBO 3anaa-
HbIX aKTepoB U NeBLIOB HUKoraa 06
3TOM He 3a4yMblBa/IUCb U HE U3Y-
yanu atoro. Ho Kaxablv AonmKeH
MOHATb, YTO TeNo obnagaeT yHU-
KaJibHbIMU BO3MOKHOCTAMM TOJIbKO
AN[ Toro, Ytobbl HAXoAUTbLCA B Npo-
ctpaHcTBe. OHO UCTOYHUK BCero.

Ana meHA TeaTp — 370 TaHel,. KaK
Bpemsa AnAa bactepa KutoHa wnum
Yapnu YannuHa. 310 Ta NEKCHUKa,
KOTOPYIO HYXHO MOBTOPATb HA Ka-
[OW peneTuLUUn: Koraa AoBeellb
ee [0 aBTOMaTM3Ma, OHa JaeT Te6e
cBo6oay. B onepe mosa rnaBHas
Le/lb COCTOUT B TOM, 4YTObbI cae-
NaTb NpoLlecc BOCNPUATUA NpolLue 3a
cuYeT AEUCTBUA; B MPOTUBHOM CJy-
yae 6yaeT nyylle BRIOYUTb AUCK
WK cNyliaTb onepy, CUAA Ha CreK-
TaKne C 3aKpbITbIMU [N1a3amu.

MHe He MHTepecHa NCUXONOorusa Ha
cueHe. f HM4Yero He «Xxo4y CKasaTb
cBOen nocTaHOBKOM». CneKTaknb —
3TO He NPOo « UHTepnpeTayuo». Hu
A1, HA aKkTepbl He 06A3aHbl HaBA3bI-
BaTb KaKylo-TO «UAelo» 3pUTeNIo.

fl HUKOrAa He roBopua apTUCTam,

0 YeM OHM AOJIKHbI AYMaTb WK YTO
yyBcTBOBaTb. fl 3a4al0 HecTKue
pPaMHKH, HO apTUCTbI BOJIbHbI HaMos-

HATb UX COBCTBEHHbIM CoAEepHaHUEM.

OnbIT apTUCTOB U NY6JIMKU — BOT
YTO BaxHO. [13eH-6yaAU3M yuynuT Hac,
4YTO NPUOBPETEHME HOBOIO OMbiTa
€CTb OCHOBa obpasa MbILEeHUA.

Al ctapatocb ocTaBaTbCA OTKPbITLIM.

MHe He HpaBUTCA Uaea «yco-
BepLUeHCTBOBaHMA» Onepbl: cTa-
BUTb « TpaBuaTy» B cynepmMmapKeTe
AN Toro, 4Tobbl OHa Bbirnsaaena
6onee « COBPEMEHHOW» — B 3TOM
HeT cMmbicna anqa meHs. A ysa-
alo KoMMno3uTopa U ero TBope-
Hue. Bce 3Hanu, 4To onepa pac-
CHKasblBaeT UCTOPUIO COBPEMEHHOM
(hpaHLy3CKOM KypTU3aHKK, HECMO-
TPA Ha TO, YTO LIEH30pPbl 3aCTaBU/IU
Bepau v ero nnbperTucTta nepeHe-
ctu mecto gencteua B XVII Bek.

PERFORMANCES

To me, all theater is dance. Like
Buster Keaton or Charlie Chaplin:
timing is everything. It is a
vocabulary rehearsed over and over
again. Then it becomes mechanical
and gives you freedom. In opera,
my main objective is to make it
easier to LISTEN to the music by
what you see; otherwise it is better
to listen to a CD or close your eyes
when sitting in the opera house.

| am not interested in psychology
on stage. | have no “message”.
It is not about “interpretation”.

It is not my responsibility or the
actors’ to impose an “idea”

on the spectator. | have never
told an actor or singer what he
should think or feel. | give a strict
frame but it is up to the individual
to fill it in. The experience of

the performers and the public

is what is most important. To
experience something is a way
of thinking; Zen philosophy tells
us this. | try to stay open.

| dislike the idea of “updating”
an opera: playing La traviata in
a supermarket to make it look
more “modern” does not make
sense to me. | respect what the
composer writes in his score.
Everyone knew that the opera
was about a contemporary
French courtesan despite the
fact that the censor had urged
Verdi and his librettist to situate
the action in the 17*" century.

Verdi’s Violetta is not an ordinary
woman. The music makes her
appear as a noble figure. Her
sacrifice of love transforms her
into a tragic heroine. If something
is tragic and dark like Violetta’s
death at the end of La traviata
you have to stage it with light,
even with a smile. We must
laugh a little bit for it to be a real
tragedy. Violetta dies with the
word “joy” on her lips. A little bit
of light makes the dark darker.
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BuonetTa, KoTopyto co3gan Bepau, —
HeoOblyHasA HeHwuHa. OHa ABneHa

B My3blKe 6naropogHon Aamoi. Ee
HepTBa pagu nobBU Aenaet ee repo-
MHel TparMyeckoro nnaHa. Tparuvue-
CKHUe U TeMHble CLieHbl, N0A06HbIe
cueHe cmepTy BuonetTthl B huHane
«TpaBuaTbI», HY}HO CTaBUTb CO
CBETOM, C yNbl6KOW. Mbl f0MKHDI
JaMe paccMeATbCA HEMHOro, YTobbl
No4YyyBCTBOBaTb peasibHylo Tpare-
Auvto. Buonetta ymupaeTt co cnoBom
«paaocTb» Ha rybax. HemHoro cBeta
caenaeT TeMHOTY elle TEMHee.

B 2013 roay, Koraa Mepap Mop-
Tbe npurnacun meHsa B Maapupa cra-
BUTb « TpaBMaTy», Mbl COLLJIUCb C
HMM B TOM, YTO 3Ta NOCTAHOBKa
OOHHA 6bITb MaKCUMabHO yAa-
JlIeHa OT CeHTUMeHTabHOro MeToAa,
B KOTOPOM O06bI4YHO NpeAcTaBAAIOT
3Ty onepy. HHepap He 6bi/1 NOKNOHHU-
Kom lMy4y4ynHU, HO eMy NOHpaBUNacb
mosa « Magam Battepdnaii»: MUHU-
MasIMCTCKanA, abCTpaKTHaA, Xonoa-
HafA, HO 3MOLMOHaNbHO rNyboKas.

My3sbiKa « TpaBUaTbl» MOMET

6bITb OYeHb CnallaBoH, U, eciu
Bbl6paTb BU3Yya/IbHO NMPUTOPHYIO
pexuccypy, SMOLMOHANIbHOM rny-
6UHbI He A06UTbcA. Ho ecnu cTa-
BWUTb €e B X0/104HOW U hopmanbHOMN
MaHepe, NPoMCXoAsLlee Ha CLieHe
KaMKeTCA OTCTPAHEHHbIM U HEeU3-
6eHbIM. BCé umeeT cBOO Npo-
TUBOMOJIOKHOCTb: CBET — TEHb,
XOonoA — Mapa, ctanb — 6apxar...
Ha 6anaHce npoTUBONONOMHOCTEN
noABNAETCA NPOCTPaAHCTBO, B KOTO-
poMm 3puUTenb petIEKCUPYET U Nepe-
MUBaeT CO6GCTBEHHbIU OMbIT.

Mocne cmeptu Hepapa MopTbe
MaapuacKui Teatro Real pewun
OTMEHMUTb NOCTaHOBKY HOBOM « Tpa-
BuaTbl». U 340poBo, 4YTO TeaTpbl

B JlnHue, Nepmu u Jllokcembypre
coBmecTHO ¢ Unlimited Performing
Arts B3Anuch 3a Hee. A xouy noceA-
TUTb 3TY NOCTAHOBKY NaMATH
Hepapa MopTbe — HacTosLLEero npo-
BMALIA My3blKanbHoro teatpa. Ero
YyX04 — HEeBOCMOJHMMasnA yTpara.

PERFORMANCES

In 2013 when Gerard Mortier asked
me to direct La traviata in Madrid
we agreed that this production
should be as far as possible from
the sentimental way in which it is
often seen. Gerard was not much
a fan of Puccini, but he liked very
much the way | staged Madama
Butterfly: minimally, abstractly, and
coldly, but with emotional depth.

The music of La traviata can be so
sweet, and if the direction is also
visually sweet, there is no deep
sense of emotion. Staging it coldly
and formally makes the action on
stage seem distant and inevitable.
Every opposite has its opposite: light
and dark, cold and hot, steel and
velvet ... This balance of opposites
creates space for the audience to
reflect on what they experience.

After Gerard Mortier passed

away, the Teatro Real Madrid
decided to cancel the project of
this new La traviata. It is great
that Landestheater Linz and

the partners from Perm and
Luxembourg, together with Unlimited
Performing Arts, stepped in.

| want to dedicate this production
to the memory of the late Gerard
Mortier, a true visionary of musical
theater. He is greatly missed.
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« f xo4y NOCBATUTL 3Ty NOCTAHOBKY NaMATH
Hepapa MopTbe — HacTosALLero npoBuaLa
My3blKa/ibHoro Teartpa. Ero yxoa —
HeBOCMO/IHUMasnA yTpaTar.

Pob6ept YusncoH

“l want to dedicate this production

to the memory of the late Gerard Mortier,
a true visionary of musical theater.

He is greatly missed.”

Robert Wilson

© Yiorgos Kaplanidis



CNEKTAKU PERFORMANCES

>
°
©
2
S
o
N
c
2
c
<<
©




43

22.06 /19:00

23.06 /19:00

CMNEKTARJIN

@ NepMCKui Teatp
onepbl U 6aneta

neTp YamKoBCKUM

(anTacTHUeckuii 6aner
B TpEX NEUCTBUAX
(ueTbIpex KapTHHaX)

C TIPOJIOTOM H STIHIIOTOM

NIM6PeTTO anexKces MUPOLUHUYEHKO
no cueHapuio BnagMuvupa 6ervyesa

Xopeorpadua

mapuyca netuvna,

NlbBa UBaHoOBaA,
aneKkcaHapa ropcKoro,
KOHCTaHTUHAa cepreesa,
aneKkceda MUPOLUHUYEHKO

peAaKLMa anexKces MUPOLUHUYEHKO

TeoA0p KYPEHT3UC
aptem aballeB

aneKcen MUPOLIHUYEHKO
aZlbOHa NMUKanoBa
TaTbAHa HOrMHOBA

aneKcen xopoweB

cBeT/laHa HeYyaeBa

oner neseHKoB

B rNaBHbIX NAPTUAX:
Mapat daaeeB / cepreit MepLUMH
MHHa 6unauw / nonuHa bynaaKkosa

HUKUTA YETBEPUKOB / ONler KyJIMKOB
MUCMOJIHAIOT:

apTUCTbI NepmMcKoro 6anerta
apTUCTbl MUMaHca

JeTCKas CTyaunA TeaTpa

60/1bLION CUMBOHUYECKUI

OPHKEeCTp TeaTpa

PERFORMANCES

@ perm opera and ballet
theatre

pyotr tchaikovsky

ballet fantastique
in three acts (four scenes)
with prologue and epilogue

libretto by alexey miroshnichenko
based on the script
by vladimir begichev

choreography by
marius petipa,

lev ivanov,

alexander gorsky,
konstantin sergeyev,
alexey miroshnichenko

edited by alexey miroshnichenko

teodor currentzis

artyom abashev

alexey miroshnichenko

alyona pikalova

tatyana noginova

alexey khoroshev

svetlana nechaeva

oleg levenkov

inthe leading roles:
marat fadeev / sergei mershin

inna bilash / polina buldakova

nikita chetverikov / oleg kulikov

performed by:

artists of perm ballet company
extras

children's theatre studio
symphony orchestra
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neTp YaMnKoBCKUH

(anTacTHueckuit 6aner
B TpeX JEHUCTBUSIX
(JeTrIpex KapTHHAX)

C IIPOJIOTOM U 3IHJIOTOM

OnouynBanbHA B poAOBOM 3aMKe
3urdpuaa. MpuHL meyetca U
BOpOYaeTcs BO CHe, KaK 6yaTto
4YTO-TO Tep3aeT ero. Bapyr ot
CWUIbHOIO NopblBa BeTpa OKHO
pacnaxuBaeTcA U pa3buBaeTcs.
MpuHU B Ucnyre npocbinaertcs.
B npoeme oKHa pasnnynma 4yeno-
BeyecKana turypa — 3to 3noi
reHn PoT6apTt, oH oxoTuTcA

3a Aywon npuHua. ToMMMbli
TPeBOMXHbIMK NPeAyYyBCTBUAMM,
3urdpua, TepaeT co3HaHue.

POCKOLUHbIM BHYTPEHHUI ABOP
3amkKa. MpuHy, 3urcdpug npasa-
HyeT CBOe COBepLUEeHHO/ETHE.
MpuAaBOpPHbLIE MUPYIOT 32 CTO/IOM,
a 3HaTHaA MOJIOAEHb pasBre-
KaeT NpuHUa TaHuamu. 3aecb

M 3a40pHbiK LLYT, U BEpHbIA
apyr beHHo. Bce xoTAT, 4TO6bI
npasgHUK yaanca Ha chasy.

B pasrap npasaHuKka Bberator

Lyt n BeHHO, OHU coO6LLAIOT, UTO
cloAa U3BOIMa No}anoBaTb MaTb
npuHua. Becenbe paccrpauBaetcs,
BCE roTOBATCA MNOYTUTENIbHO BCTpe-
TUTb BnaaertenbHyio MpuHUeccy.
OHa coobLlaeT CbiHy, YTO Kenaet
€ro ¥eH!Tb, Ha3aBTpa Ha3Ha4eH
6onbLuoi 6an, Ha KOTOpOM

NPUWHL, AO/1KeH 6yaeT Bbi6GpaTb
cebe HeBecTy. Korga martywika
YXOAM1T, orneyvyaseHHbIA MpUHL,
coobLuaeT Apy3bAM, YTO CKOPO
HacCTyNUT KOHeL, ero ceo6oae.

CBuUTa BO306GHOBNAET Becesbe.
Bo Bpem#A npollanbHOro TaHua

c KybKamu 3urcdpua Bapyr
3amMe4aeT cpeau rocten Toro, KTo

PERFORMANCES

pyotr tchaikovsky

ballet fantastique

in three acts

(four scenes) with prologue
and epilogue

Bedchamber in Siegfried’s ancestral
castle. The Prince tosses and turns
in his sleep as if something is
tormenting him. Suddenly a window
swings open by a strong gust of
wind and breaks. The Prince wakes
up frightened. A figure is seen in
the window opening — it is the

Evil Sorcerer Rothbart, hunting

for the Prince's soul. Tormented

by a sense of foreboding,

Siegfried loses consciousness.

A splendorous castle courtyard.
Prince Siegfried is celebrating his
coming of age. The courtiers are
feasting at the table, and the noble
youths are dancing and entertaining
the prince. The provocative Jester
and faithful friend Benno are both
there. Everyone wants the feast to
go well. The Jester and Benno rush
in in the midst the feast reporting
that the Prince's mother is coming.
The fun is over and everyone is
getting ready to respectfully meet
the Reigning Princess. She informs
her son that she wants to marry
him off, a grand ball at which the
Prince would have to choose a
bride is planned the next day. When
the mother leaves, the saddened
Prince tells his friends that his
freedom would be over soon.

The retinue resumes having fun.
During the farewell dance with the
cups Siedfried suddenly notices
among the guests the man he
saw in the window that night. The
Evil Sorcerer appears in different
spotsbowing to him respectfully
as if pursuing the Prince.
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ABUJICA €My B OKHe 3TOMU HOYbIO.
35101 reHuit 6yaTo npecneayet
npuHUa, NOABAAACH B pasHbIX
MecTax U MOYTUTENbHO KIaHAACH
emy. FOHolua B cmATEHUM.

TemHeeT, npasgHUK yaancs,
oaHaKo 3urcpug, rpyctut. beHHo
npeanaraer npyHLY pa3BefTb
TOCKY Ha 0XOTe C NMpUbAUKEH-
HbiMK. HacTaBHUK nogaet
npuHUy ap6anet. 3urdpua Benut
HauyuHaTb oxoTy. Korga Bce pacxo-
AATCA, NPUHL, 3aMevyaeT BAanu
nponeTawLLyto ctaw nebenen

M NOCMeLLHO ycTpeMaseTcs
BC/ie, 3a ne6eIMHON CTaeM.

Hu3meHHasa AMKaA MecTHOCTb,

CO BCEX CTOPOH OKpYKeHHas
NlecoM, HeBAaneKke 61eCTUT 03epo.
CBeTuT nyHa. Y o3epa yepHeloT
pa3BajivMHbl APEBHEN YaCOBHMU.
MoaBnAloTCA Apy3bsA NpUHLA,

OHU Y}e roToBbl HayaTb OXOTY.
B6eraert npuHL, OH BCTPEBOHEH:
B pa3Ba/JiMHax emy nomepeLumncs
TOT, U3-3a KOO OH Ve Aonroe
Bpems He 3HaeT nokod. Ctapaschb
CKpbITb OT Apy3en TpeBory, NPUHLL
oTnpaBnsAeT UX OXOTUTbLCA.

B 3to Bpems no o3epy nponsbiBaeT
ctas nebepen, Bcnep 3a ctaen —
nebéeab B KopoHe. 3Urdpua BCKU-
AblBaeT ap6aneTt, 4Tobbl BbICTpe-
JIUTb, KaK BAPYr: U3 pa3BajuH
4acoBHMU NosABNAETCA AeBYyLIKa. ITo
KoposnieBa ne6eaeit Oaetra. MpuHL
nopaeH 3TUM NpeBpaLleHHUeM.

OpeTtTa ymonseT ero He CTpenAaTb U
paccKasblBaeT nevyajabHylo NOBeCTb
cBoen XU3HU. Boneto 3noro reHms
OHa U ee NnoApyru npesBpalleHbl B
nTvu. JlIuwb no Hoyam 6113 ITUX
pa3BanuvH neéeau MOryT NpuHU-
MaTb 4YenoBe4YeCKUi 061K, HO
rPO3HbIM NOBENUTENlb — Mpa4Hbli
Pot6apT — HeoTCTynHoO cneauT

3a HUMW. Yapbl CHUMET NULb TOT,
KTo nonto6ut OaeTTy 6e33aBeTHOM
M CamMOOTBEPHKEHHOM JI060BLIO.

PERFORMANCES

The young man is confused.

It is getting dark. The feast has
been a success but Siegfried
is sad. Benno suggests lifting
his moodby going hunting with
his friends. Benno hands the
crossbow over to the Prince.
Siegfried orders the hunt to
begin. When everybody leaves,
the prince sees a flock of
swans flying in the distance
and hurries after the flock.

Lowland wilderness surrounded

by the forest, the lake is glistening
not far away. The moon is shining.
Ruins of an ancient chapel appear
black by the lake. The Prince's
friends appear, ready to begin the
hunt. The Prince rushes in, he is
anxious: it seemed to him that he
had seen in the ruins someone
who had been making him restless
for a long time. Trying to hide his
anxiety from his friends, the Prince
sends them off on the hunt.

Theflock is floating on the lake,
followed by a swan wearing

a crown. Siegfried raises his
crossbow to shoot when suddenly
a girl appears from the ruins

of the chapel. It is Odette, the
Queen of the Swans. The Prince
is amazed by this transformation.

Odette begs him not to shoot and
tells the sad story of her life. She
and her friends have been turned
into swans by the Evil Sorcerer.
The swans can take human form
only by night close to these ruins,
but the powerful Rothbart, is
always watching them closely.
Only the one who would fall in
love with Odette unconditionally
and selflessly, would break the
spell. The Prince swears that
from now on he will never Kkill

a single swan. Mesmerized by
Odette's beauty, he makes an
oath of eternal love. Siegfried
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MpWHL KNAHETCH, YTO OTHbIHE He
3acTpesuT HU ogHy nTuly. Ovapo-
BaHHbIM KpacoToi OaeTThbl, OH
JaeT elle o4HY KNATBY — BEYHOM
no6su. 3urcbpuaa u Ogerty
OKpyatoT nebeau U BmecTe C
HUMMU PadyIOTCA UX CYACTbIO.

CKpbiBaAcb B pa3BajiMHax,
Pot6apTt noacnywmBaeT pasroBop
B/IIOG/IEHHbIX.

B napaaHom 3ane 3amka Bnage-
TenbHou lNMpuHUeccbl BCE rotoBo

K npyemy rocter. LlepemoHuiimen-
cTep o6bABNAeT 06 UX Npuesae.
BxoaAaT npeTeHAeHTKU Ha PYRY
npuHua, Ho 3urdpusa paBHO-
AYLEH K NpoUCXoAsLLEMY: BCE ero
MbICU ycTpemaeHbl K OaeTTe.

Paspaetcsa 3BYK Tpy6bl, U NOAB-
NAIeTCA HOBbIM rocTb. 1O rpac
Pot6apr, ¢ HMM ero aoub Ogunnua
M MHOroYyMcneHHas ceButa. 3urcpus,
nopaxeH cxoactesom Oannnuu c
ero nob6umoit Ogettoit. OH peluaer,
YTO 3TO AeBYLIKa-nebeab, HEOKHU-
JaHHO ABMBLUAACA Ha 6an, U
BOCTOP}EHHO NPUBETCTBYET €e.

Bo BpemA TaHua npuHLa C
Oauvnnuvei B OKHe nosABnsAeTcA
OpeTTa B o6bpase nebeasd, nbiTadchb
npeaocrepeyb NpUHLLA OT KoBap-
cTBa 3710ro reHus, HO yBJIeYEHHbIN
3urcdpua HUKOro He CAbIWUT U

He BUAMT, Kpome OAUNNIUN.

BnapgetenbHas NpuHuecca, BUAA
MHTEpPeC CBOEro CbiHa K Ao4Yepu
Pot6apTta, 06bABAAET, YTO OHa
[O¥Ha cTaTb HeBecToMn 3urdpuaa.
Pot6apT NpocUT nNpuHLa Tope-
CTBEHHO MNOKNACTbLCA B /IIO6BU K
Oaunnuun, U ToT C roTOBHOCTbIO
Aenaet 310. TpUHKAbI NOBTOPAT
PoTt6apt cBoM Bonpoc, U BCe TpH
pasa Npu1HL, oTBeYaeT corjiacuem.

BHe3anHo 3an norpyxaeTcsa BO
MpaK, U 3urdpua BUAUT B OKHE

PERFORMANCES

and Odette are surrounded
by swans rejoicing at their
happiness together with them.

Hiding in the ruins, Rothbart
overhears the lovers' conversation.

In the ceremonial hall of the
Reigning Princess's castle
everything is ready for the
reception of the guests.

The Master of Ceremonies
announces their arrival. Potential
brides enter the ballroom, but
Siedfried is indifferent to what

is happening — all his thoughts
are directed to Odette.

The sound of the trumpet is heard
and a new guest arrives. It is
Count Rothbart, accompanied

by his daughter Odile along

with a large retinue. Siegfried is
struck by the similarity of Odile

to his beloved Odette. He thinks
that she is the swan-girl, who
suddenly appears at the ball,

and welcomes her exuberantly.

While the Prince is dancing
with Odile, Odette appears in
the window in the form of a
swan, trying to warn the Prince
of the Sorcerer’sdeception, but
Siegfried can neither hear nor
see anyone except Odile.

Seeing her son's interest in
Rothbart's daughter, the Reigning
Princess announces that Odile
should become Siegfried’s bride.
Rothbart asks the Prince to
solemnly swear of his love for
Odile, and he does that eagerly.
Rothbart repeats his question
three times, and each time

the Prince confirms eagerly.

Suddenly the room sinks into
darkness and Siegfried sees
Odette in the window. Horrified
he realizes that he had been
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OpeTTy. C y}Kacom OH NMOHMMAET, 4YTO
€ro }eCTOKO 06MaHyNnu, HO 0CO3-
HaHWe BUHbI NPUXOAUT C/ULLKOM
nosaHo. KnATBa HapylueHa,
AeBylUKa-nebeab HaBeKU ocTa-
HeTCcA BO BNacTU TEMHbIX CUA.

Pot6apt 1 Oaunnua ucyesator.
MpUHL, B oTYaAHUU cneLuT
K o3epy nebenei.

Houb. Beper ne6eaunHoro osepa.
Moapyrn OAeTThbl rPyCTAT, AOKU-
JanAcb ee Bo3BpalleHuA. B6eraet B
cnesax U otyasaHuMu OaeTTa: NpUHL,
HapyLWA KNATBY U He BblAepHKan
ucnbiTaHuA. MNoasnaerca 3urcppua.
B cmATeHUU U rope OH ULeT
OpeTTy, 4TO6bI BLIMOIUTL Y HEe
npoiueHue. Moapyru yrosapusaioT
ee HaBcerja ynertetb oTcloaa, HO
OpetTa pelwaeT B NocneaH1n pas
yBUaeTbca ¢ 3urcpuaom U NPocuT
OCTaBUTb €e C HAM HaeguHe.

OpeTTa npocTyMna npuHua, Ho
pPafoCTb OT UX CBUAAHUA AJIUTCA
Heaonro — noseyieHue Pot6apra
CO CBMTOM M3 YepHbIX iebeaen
HanomMuHaeT O HenonpaBUMOCTH
npousowegwero. Oaerta npouia-
eTcAa ¢ 3urdpruaom: Us-3a Hapy-
LUEHHOM UM KNATBbI, OHa A0/MKHa
yMepeTb, NpeHae YemM HacTynuT
yTpo. Ho npuHL npeanoynTaer
CMepTb pasnyKke ¢ nobumon: B
6naropogHOU APOCTU OH Habpa-
cbiBaeTcA Ha 3noro reHus. Cunbi
C/IULLKOM HepaBHbl, NPUHL, Nornbaer.

CBeTaert. Ha o3epo npuberator
ApYy3bA NPUHLLA, OHU UCKaNH

ero BCH HO4Yb. 3urcpua MepTB.
[opecTHO onnakuBaet ero beHHo,
CKop6AT Apy3bA. OHU He BUAAT,
KaK BAanu, NnogHUMasAaChb Haj pa3py-
LWeHHOW CTapUHHOK YacOBHEWN,
aywu OaetTbl U 3urcpuaa, Henoa-
BNacCTHble 3/IbIM CU1aM, yaeTatoT

B XpamMm BE4YHOro cHacTbA.

PERFORMANCES

deceived, but the understanding of
guilt comes too late. The oath is
broken — the swan-girl will forever
remain in the grip of the dark forces.

Rothbart and Odile disappear.
The Prince rushes off to the
swan lake in despair.

It’s the night at the bank of the swan
lake. Odette's friends are sad, they
are waiting for her return. Odette
rushes in in tears of despair: her
Prince has broken his oath and has
failed the test. Siegfried appears.
He is looking for Odette in grief
and dismay to beg her forgiveness.
Her friends try to persuade her

to fly away and leave this place
forever, but Odette decides to
meet Siegfried for the last time and
asks them to leave them alone.

Odette has forgiven the Prince,

but the joy of their meeting does
not last long — the appearance of
Rothbart and his retinue of black
swans reminds of the irreparability
of what has happened. Odette says
goodbye to Siegfried — the oath
has been broken and she is to die
before the morning comes. But the
Prince prefers death to separation
from his beloved: in a noble rage
he attacks the Sorcerer. The forces
are too uneven, the Prince dies.

Dawn is breaking. The Prince's
friends come to the lake — they
have been searching for him for
the whole night. Siegfried is dead.
Benno is mourning him bitterly,

his friends are grieving. They do
not see that in the distance, rising
above the ancient ruined chapel,
the souls of Odette and Siegfried,
uncontrolled by evil forces, are flying
to the Temple of eternal happiness.
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nereHaa
o No6BU

VY «JlebeaunHoro osepa» camas
CNoXHasA cyabba U3 Bcex Kiaccu-
YeCKUx 6aneToB, ero NOCTOAHHO
peAaKkTUPYIOT, PEKOHCTPYUPYIOT, pas-
6upalot Ha ¢parmeHTbl U cobUpaloT
no-HoBoMy. Y KOro-To 3710 nony-
yaeTcs Jiyylle, Y KOro-To xyxe, B
OCHOBHOM BC& 3aBUCHUT OT 3aMbicna
M Bbl6Opa OCHOBHOM CHOXETHOM
nuHnKU. He octaHaBnauBasch noa-
pO6HO Ha pas3/IM4YHbIX BepCcUAX Apy-
r'MX NOCTAHOBLUMKOB, CKaMy TOJIbKO,
4YTO My3blKa YalKoBCKOro nosBsonqer
HEKOTOpble MOMEHTbI B CreKTaKNe
caenaTb NoHachblWeHHee, noboraye,
novHdopmaTtuBHee. M mbl nocra-
panucb npopaboTaTb UX B HOBOM
NocTaHOBKe, KOTOPYIO peLuu/iv CTHU-
nusoBaTtb noA anoxy MNMetuna —
MBaHoBa, TO ecTb KOHel, XIX BeKa.

B pesynbTaTte cnekTaknb NPOLEHTOB
Ha ceMbAEeCAT MOoJY4YUICA C Moei
xopeorpacduen. Octanucb nNpex-
HUmHU: Pas d’action u3 Il akTa (Koto-
pblii A NpuBen K BapuaHTy MapuuH-
cKoro Teartpa), Pas de trois co gHAa
poXAeHusa nNpuHLUa (xopeorpacbusa
Metuna), NonoHes, oH *e «TaHeL C
Ky6Kkamu» (xopeorpacdusa KoHcTtaH-
TuHa CepreeBa, abCconOTHO AaH-
CaHTHaA BepcuA), «6eNnbli akT»
Le/IMKoM (NOTOMY YTO 3TO HEMPUKOC-
HOBEHHbIHM WweaeBp MBaHoBa, HEBO3-
MOMHO NMpUAymaTb YTO-TO yulle),
CIOMTa XapaKTepHbIX TaHLUeB Ha 6any
u3 Il akta (McnaHckun — lopcKoro,
Maszypka — [letuna, BeHrepcKuii

u HeanonutaHckuin — UsaHoBa).
Bcé octanbHoe moe. B clouTy xapak-
TepHbIX TaHUeB A no6aBun PyccKu
TaHel. Mponucan Mponor B cnanbHe
3urdpuaa, rae NnpuHLY Brnepsbie
asnsaetcA Por6apt. Pot6apt BoobLe
npuo6peTaeT B 3TOM CMNEKTaK1e
COBEpPLUEHHO 0CObYI0 (hYHKLMIO.

MHorue y6exaeHbl, 4To «Jlebean-
HOe 03epo» — 3TO CKasKa. ATo He
coBceM BepHoe NoHuMaHue. Cromer

PERFORMANCES

a legend
of love

Having been endlessly rewritten,
reconstructed, fragmented and built
a new, Swan Lake has had the most
turbulent life of all classical ballets.
Some are better in their efforts,
others are worse, but in general all
depends on the concept and choices
made of the main storyline. | don’t
want to discuss here versions of
other choreographers; instead |

will only note that Tchaikovsky’s
music allows that certain moments
in the ballet can be made deeper,
richer and more meaningful. And

we did our best to improve such
moments in our new version, which
is a stylized imitation of the Petipa-
Ivanov era, i.e. the late 19" century.

As a result, the choreography in
the ballet is seventy percent mine.
| have left parts unchanged: the
Pas d’action from the second act
(Mariinsky Theater’s version), the
Pas de trois from the Prince’s
birthday (Petipa’s choreography),
the Polonaise or Dance with

Cups (Konstantin Sergeyev’s
choreography, a brilliant dancing
piece), the entire White Act (it’s an
Ivanov’s masterpiece which should
never be touched, because it’s
impossible to create anything better
than this), the suite of character
dances at the ball from the second
act (Spanish dance by Gorsky,
Mazurka by Petipa, Hungarian

and Neapolitan by Ivanov). All the
rest is mine. | added a Russian
dance to the suite of character
dances and wrote the prologue in
a Siegfried’s bedroom where he
meets Rotbart for the first time.
Actually Rothbart has a completely
unique function in our version.

Many people think that Swan Lake
is a fairy tale. This is not completely
true. The story is based on a
Medieval German legend. What is
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3aMMCTBOBaH U3 CpeaHEBEKOBOW
HeMmeLKoM nereHabl. B yem pas-
HULA MEHAY CKa3KoM U nereHaon?
CKasKka — 3T0 noBecTBOBaTe/b-
HbIX DONBbKNOPHbLIN *aHP, B KOTO-
pPOM NO3TUYECKMIK HapOAHbIM BbIMbI-
Cen coyeTaeTcA C YCTOMYMBOCTLIO
NOBTOPAIOLLMNXCA CloXKeTOoB. JlereHaa
e — 3TO NpousBeneHue, OTIn4a-
loweecsa No3TUYECKUM BbIMbIC/IOM U
OZHOBPEMEHHO npeTeHAyollee Ha
[OCTOBEpPHOCTb. Unn Boweawui B
TPpaAuLMIO YCTHbIA HapOAHbIA pac-
CKas, B OCHOBE KOTOpOro aHTacTu-
YeCKUI obpas unu npeacTtasfieHUe,
BOCMPUHUMaeMble pacCKa34YuKoM

M cnywatenemM Kak AOCTOBEpPHbIE.
Mo npegbiaywui 6anet «lony-
6as nTiua 1 npuHuecca dno-
pyvHa» — 3TO CKasKa. «JlebegnHoe
03epo» — Yie siereHaa, B OCHOBe
KOTOPOM NOBECTBOBaHWUA cpeaHe-
BEKOBbIX 6aBapCKUX MEHECTpesien,
BOCNEeBalLWMX NOABUIU «iebeau-
HbIX pbilape», COBepLUEeHHble B
3TUX Kpaax Bo umsa Ceatoro Mpa-
anAa. [ina 6aneta CloXeT HEeCKOJ/IbKO
M3MEHEH, XOTA K/lo4YeBbie MOTUBbI
ocTatotcA. Y Hac loHowa He cna-
CaeT repouHIO U He BO3Bpalla-
etca K Ceatomy Mpaanio — ero
HaxoAAT MepTBbIM Ha o3epe.

TaKol BOT NO34HWUA POMaHTU3M.

AToT 6anetr — nereHAa o MMporno-
3HaHWKU, O AYXOBHOM OrbITe, O AyXe,
KOTOpPbIH 06/1e4eH B YYBCTBEHHYIO
cdepy. Mo cytM MUCTHMKa, KoTopas
fABNeHa B o6pa3se PorbapTa u ero
B3aUMOOTHOLLEeHUAX ¢ 3urdpuaom,
3TO Ta ¥e 06beKTUBHAA peasibHOCTb,
TOJIbKO BblpaxeHHas 4yepe3 BHy-
TPeHHWe, AYXOBHble NepeXMUBaHUSA.
HuKTO He 3HaeT, noyemy OHOLWa
OoKasaJicA MepTBbIM Ha 6epery
o3epa. BoamoxHo, notomy 4to y
Hero B Aylle LWia HeKasa 6opbba,
HEKUM AYXOBHbIM NMpoLecc, KOTo-
Pbli U NpUBEN ero Ha 3TO 03epo.

MbI He 3HaeM, YTO UMEHHO, HO
4YTO-TO 6bis10. [MpaKkTUKa Hawero ayxa
€CTb He 4YTO UHOe, KaK BCE Ta e
06beKTUBHAA peaslbHOCTb, TONIbKO

C Apyroro paxkypca. Ecau mbl yero-to

PERFORMANCES

the difference between a fairy tale
and a legend? A fairy tale is a
narrative folk genre combining poetic
folk fiction with repetitive storylines.
A legend is a piece of work which
is characterized by poetic fiction
and yet claims to be true. Or a
traditional oral narrative based on

a fanciful image or idea which is
believed to be true by the story
teller or the audience. My previous
ballet — The Bluebird and Princess
Florine — is a fairytale. But Swan
Lake is a legend based on narratives
of Medieval Bavarian minstrels

who sang about swan knights and
their heroic deeds performed in

the name of the Holy Grail. For the
purpose of the ballet, the story has
been changed a little, but its key
themes remain untouched. In our
ballet, the youngster fails to save
the heroine and never returns to
the Holy Grail, instead he is found
dead at the lake. This is very much
in the style of late romanticism.

This ballet is a legend about
understanding the world around us,
spiritual experience, and the soul
hidden in a material form. In fact, the
mysticism presented in the image

of Rothbart and his relations with
Siegdfried is also objective reality, but
expressed through internal spiritual
feelings. Nobody knows how the
Siegfried ended up dead at the
lakeside. Maybe he was undergoing
a kind of inner struggle or spiritual
process which led him to the lake.
We cannot say for sure what it was,
but there was something. Our spirit
practice is nothing more than the
objective reality, only from another
perspective. If we cannot see
anything with our eyes, it doesn’t
mean that it doesn’t exist. Let’s take
an example: staging a new ballet.
You haven’t seen it yet, but it already
exists: inside me and in my mind.
This is also a reality, but so far in a
form of projection or idea which | am
materializing. The Apostle Paul once
said: “Now faith is the substance
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He BUAUM HEBOOPYHEHHbLIM FNa3oM,
He O3HayaeT, YTo 3TOoro HeT. Bo3b-
MWUTE KOHKpPEeTHbIM Npumep: nocra-
HOBKa HoBoro 6aneta. Bbl ero ewe
He BUAE/IH, a OH Ve eCTb: BO MHe,
B MOEM CO3HaHWU. ITO TOMe peab-
HOCTb, HO MOKa 4YTO B BUAE NPOeK-
UMM, B BUAE 3aMbiC/ia, KOTOPbIM A
ocywectensato. Anocton Naeen cka-

3an: «Bepa ke ecTb ocywecTBneHue
oxunaaemoro U ypepeHHOCTb B HEBU-

Aumom». B npuHUMne, nocTaHoOBKa

No6oro CrnexKTakna — 3TO aKT Bepbl.

B atom cneKkrakne Pot6apt abco-
JIIOTHO aBTOHOMHas TeMHas cuna.
CyuwecTtBo, 310i reHuit, KoTopbIit
OXOTUTCA 3a Aywoit 3urcdpuaa. Pot-
6apT ocA3aem, OH BO MJIOTHU NOSAB-
naetca Ha 6any, yctpoeHHom Bna-
AetenbHor MpUHLEccom, U C HUM
NPUXOAMT ero cBuTa. XapaKktepHbie
TaHubl — 3TO cBUTa PoTtbapra, cum-
BOJIU3UpPYIOLLAA BeCb MUP, KOTOPbI
3noi reHnin npeanaraet 3urdpuay.
MomMHUTE MUCKRylleHUe XpUcTa B
nyctbiHe? Koraa cataHa npeanaraet
Mucycy Bce uapcrtea mupa v cnaBy
MX, U TOBOPUT: BCE 3TO Aam Tebe,
€C/i1, nas, NOKNOHULIbCA MHe. Bot
U 34ecb 35101 reHuit BblKnagbiBaeT
nepej, npuHUeMm « Lweapbiv noaa-

POK», /IWLLb 6bl TOT HAPYLIKWA KNATBY.

HKaKo#l ueHHocTblo o6nagaet aywa
3urdpuaa? Bcé npocTo: oHa Hau-
6onee pasBuTan, Haubonee 4yB-
CTBEHHasn, Haubonee ycTpem/eH-
HaA. Jlpyr1e He CTpeMATCA HU K
yeMy, U MOTOMY CaMW UAYT B PYKH
Pot6aprty. A y 3TOro ectb Bosfl K
«TMOJETY», OH ULLET CMbIC/ }U3HH.

O6pa3 OgeTTbl Y MEHA NPOMNMCaH,
BEpPOATHO, YyTb cnabee, yem Pot-
6apta 1 npyHua. Oaetta AnA MeHsA
0606LLUEHHbIA CUMBOJ1 YACTOTbI U
weptBa Pot6apra. Ee aywa B nneHy
y 3na. lpeBpalleH1e 4yenoBeKa B
MUBOTHOrO — 3TO yAepHaHue AyLun
B NMOrpaHU4YHOM COCTOAAHHUU, MEKAY
MWUPOM HMBbIX U MUPOM MEpPTBbIX.
PoTt6apt He cpasy y6uBaet OaeTTy,
OH 3anupaert ee B Tefe NTULbl A0

PERFORMANCES

of things hoped for, the evidence
of things not seen.” Generally,
staging any play is an act of faith.

In this ballet, Rothbart is an
absolutely independent wicked
power. A creature or evil genius
hunting for Siegfried’s soul. One
can feel Rothbart, he appears

at the ball held by the Reigning
Princess in the flesh bringing
his entourage with him. The
character dances are Rothbart’s
entourage representing the
whole world which the evil genius
offers to Siegfried. Remember
the temporal of Christ in the
wilderness? When Satan offers
Christ all the kingdoms of the
world and their glory, while saying:
all these | will give you, if you
fall down and worship me. Here
also the evil genius shows the
prince a generous gift, so that
to make him break the oath.

What is so special about Siegfried’
soul? It’s simple to explain: it is
the most developed, sensual and
determined of all. Others have

no aspirations of their own and
therefore are easy to catch. But
Siegfried has the will to fly, he is
searching for the meaning of life.

The image of Odette is perhaps
less detailed than the ones of
Rothbart and the Prince. For me
Odette is a generalized symbol
of purity and a victim of Rothbart.
Her soul is captured by the evil.
The transformation of a human
into an animal means keeping a
soul in transit, i.e. between the
world of the living and the world
of the dead. Rothbart does not kill
Odette immediately; he locks her
up in a body of a bird for a while.
There is only one feeling which

is above all human passions and
that is love. Siedfried’s love for
Odette, which is at its peak when
he becomes furious, saves them
both from evil at the last moment.
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nopbl A0 BpeMeHU. EcTb eaAUHCTBEH-
HOe YyBCTBO, KOTOPOE BO3BblilUa-
eTcA HaZ BCeMM CTpacTAMM YenoBe-
YeCKUMHU — 3TO Nto60Bb. J1lo60Bb
3urdpuaa K Oaette, AgocTuriias
HaKana B MOMEHT ero «6naropoa-
HOM APOCTU», B NOCIeAHUA MOMEHT
BbIXBaTbIBaeT UX 060UX U3 nlan 3na.

B Hawewm cnekTakne OpetTy 3aKkne-
BbIBalOT YepHble nebeau, npucneLl-
HUKKU Potbapra, cam e Pot6apT
yéuaeT 3urdpuaa. OaHuUmM yaapom
OH YHUYTOXKaeT 060UX NPOTUBHUKOB,
HO B UTOre NPoOUrpbIBaeT, NOTOMY
YTO MUX AYLUM OCTalOTCA CBO6OAHBLIMM.
TaKo# thrHan KoppecnoHAUPYET U

C HeMeLKUM POMaHTUYEeCHKUM 3no-
COM, U C 6pUTaHCKMMHU Npepadas-
JIMTaMH, NO3TU3UPYIOLLMMU CMEpPTb,
M C XPUCTUAHCKOM Uaeen o cnace-
HUK AylWn. XOTA, B NpUHUUNe, AnA
npaBAUBOIo BXMBaHUA B 06pa3
crneKTakna KoHua XIX BeKa 6b110 6bl
[0CTaTO4YHO, YTO6bl NPUHL, NPOCTO
6bin HakAeH MepTBbIM Ha o3epe.

MHe KaeTtcs, A Bbllen Ha ¢uHan,
KOTOpbI BCerga noaco3HaTe/IbHO
MCKan B 3ToM cneKrtakne. CloxeTHO,
XYyAOMECTBEHHO U (HhUT0COWCKU BCE
cnoxunocb. Mbl octanucb B napa-
AUrMe poMaHTM3Ma: Koraa Tpa-
rMyecKas }usHb c obpbliBatoLei

ee (hM3U4YEeCKON CMepTblo — Mnpe-
KpacHa. Haw HoBbIl CreKTaKk/b C
TaTtbaHoi HornHoBoM U AnbOHOM
MukanoBo — 3TO YUCTOM BOAbI
npepadaanutbl. KoTopbix Mbl Hanon-
HAEM eLle U PYCCKUM coAaepHaHueMm:
uaeen o NPOTUBOCTOAHUU 310My
reHuio U cnaceHuu ayw. U rnaesHoe,
Yy Hac, XOo4eTCcHa BepUTb, NOJIY4HUJIOCb
COOTBETCTBOBAaTb K/1aCCUYECKOMY
CMeKTaKIo « 60nbLIOK POpPMbI»,

4YTO, A HaZAelCb, OLLEHHUT He OAHO
NOKONIeHUE NEePMCKUX 3pUTENEN.

PERFORMANCES

In our version, Odette is pecked to
death by black swans, Rothbart’s
accomplices, while Rothbart kills
Siegfried. Although he kills both

his opponents in one blow, he
loses in the long run, because their
souls remain free. This ending
corresponds to German romantic
epic and British Pre-Raphaelites
who poeticized death and the
Christian idea of salvation. Though
actually it would be enough to simply
have the Prince found dead at the
lakeside to truthfully reproduce

a ballet of the late 19t century.

| think | made the ending which

I’'ve always been intuitively looking
for. It was a perfect match in every
respect: story, form, and concept.
We remained within the romantic
paradigm which tells us that a tragic
life ended by a physical death is
beautiful. Our new version which

| created together with Tatyana
Noginova and Alyona Pikalova is
pure Pre-Raphaelitism, which we
further enriched with the Russian
component — an idea of struggle
against the evil genius and salvation.
And more importantly, | hope our
version may be referred to as a
classical ballet on a grand scale
which will be appreciated by many
generations of Perm audiences.
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55 CNEKTAK/U PERFORMANCES
27.06 / 19:00 @ MepMCKUI TeaTp @ perm opera and ballet
onepbl U 6aneta theatre

cuAau napbu wepKaym

Knoa ae6loccu,
HUTUH COYHM

XYCCeWH YyanasH
ajam Kappe
MOH hunmn hanbCTpém

LHeAmC o’xapa,
Aensu dununc,
HUHKEe pexopcT
M HUKONA NIUK

WUCMNOJIHUTENU:
apTHUCTbl KOPOJIEBCKOIO
6anerta naHapuu
BUPAMUHUA XEHAPUKCEH
M eBreH KOJIECHUK

OpUruHasabHaA NOCTaHOBKA

sadler's wells theatre
B Kosnabopauuu
c eastman

sidi larbi cherkaoui

claude debussy,
nitin sawhney

hussein chalayan
adam carrée
jon filip fahlstrom

james o’hara,

daisy philips

and nienke reehorst

(with thanks to nicola leahey)

performed by:

artists of koninklijk ballet
van vlaanderen

virginia hendricksen

& yevgen kolesnyk

original production
sadler’s wells theatre
in collaboration

with eastman

npembepa: 13 oKkTaA6pAa 2009 roaa, premiere: october 13, 2009, london
JIOHAOH
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MacTep
YAUBIIATD

BenbrunckmMn TaHLOBLUMK U XOpeo-
rpa MapoOKKaHCKOro npouc-
xoxaeHusa Cuam Jlapbu LLep-

Kayn — OAUH U3 HEMHOIUX npea-
cTaBUTeENIe COBPEMEHHOro TaHua,
KOTOpbIi gonylieH K paboTe B
KPYMHEMLLIUX KNacCUYECKUX KOM-
NaHUAX U OT KOTOPOro BCeraa MAayT
O4HOro — HernpeacKasyeMoCTH.

MacTtep yauBnaTb — B CBOMX NOCTa-
HoBKax (a Ha ceroaHs Ux 6onee
20) OH 6yATO « KOJUTIEKLUOHUPYET
CTpaHbl U 3MOXH, CTU/IU U Hanpas-
JNieHuA», cBO60AHO TenenopTupyA
3putenen us XXI Beka, crkaxem, B
XIlll, a us mupa EBponbl — B npo-
cTpaHcTtBa BocTtoka. He cnyyaiiHo
ycnex LWepKkayu npuHecnu nocra-
HOBKM, B KOTOPbIX OH OGHapPYHU-
BaeT COBPeMEeHHYI0 TeaTpa/bHy0
¢topmy, Hanpumep, ANA CTapUHHOIo
MHAUMCKOro TaHua Katxak (Zero
degrees, coBMeCcTHO ¢ AKpamom
XaHowm, 2005), AYXOBHbIX NPaKTUK
mMoHaxoB LlaonuHa (Sutra, 2008),
tnameHKo (Dunas, coBMeCTHO

¢ Mapueii MNaxec, 2009), MUNOHIH
(milonga, coBmecTHo ¢ CaTtowuu
HKyao, 2013) nnau anAa anbAHca pas-
NNYHbIX KynbTyp (Puz/zle, 2012).
Kpowme Toro, LLlepkayu nssecrteH
KaK aBTop xopeorpacdun B hunbme
«AHHa KapeHuHa» (peruccep Ao
PaiiT, 2012), COBMECTHO C peUc-
cepom JluHacu TépHep noctaBun
OBWKEHUA AN aKTepoB B CNeK-
Takne «famnet» (c BeHeauKTOM
Kam6ep63TtyemM B 3arnaBHOM POJiM;
Barbican Centre, 2015), a B mapte
2016-ro BmecTe ¢ Aptypom MnuToM
1 dayapom JIOKOM COYMHWUN XOpPEeOo-
rpacduio ana auntuxa « MonaHta/
LLlenkyHunK» (pexuccep Amu-
Tpuit YepHaros, Opéra de Paris).

HauyaB Kapbepy xopeorpada B
cocTtaBe 6e/IbrMMCKOM KOMMNaHUH
Les ballets C de la B, B 1999-m
LLlepkayu noctaBun « cCOBpeMEH-

PERFORMANCES

expert
In surprises

A Belgian dancer and choreographer
of Moroccan origin, Sidi Larbi
Cherkaoui is one of the few
representatives of contemporary
dance able to work with the major
classical ballet companies and

of whom only one thing is always
expected — unpredictability.

An expert in surprises — in his
productions (presently of which
there are more than 20) he seems
to "collect the countries and epochs,
styles and movements", easily
teleporting audiences from the

21t century to the 18", and from
the European world to the Eastern
lands. It is no coincidence that the
productions that bring him success
are the ones in which Cherkaoui
discovers modern theatrical form
for an old Indian dance Kathak
(Zero degrees, together with Akram
Khan, 2005), spiritual practices of
the Shaolin monks (Sutra, 2008),
flamenco (Dunas, together with
Maria Pagés, 2009), milonga
(milonga, together with Satoshi
Kudo, 2013) or for an alliance of
various cultures (Puz/zle, 2012).
Besides, Cherkaoui is well known
as the choreographer for the film
Anna Karenina (directed by Joe
Wright, 2012), together with the
director Lindsey Turner he staged
movements for the actors in Hamlet
starring Benedict Cumberbatch
(Barbican Centre, 2015), and in
March 2016 together with Arthur
Pita and Edouard Lock he created
the choreography for the diptych
lolanta/The Nutcracker (directed by
Dmitry Chernyakov, Opéra de Paris).

Having started his career as a
choreographer at the Belgian
company Les ballets C de la B,

in 1999 Cherkaoui staged Andrew
Wale's 'contemporary musical'
Anonymous Society, and in 2008
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HblA MIO3UKI» DHAPo Benna « AHo-
HUMHOe 06LecTBO», a B 2008-m
CcTaN NOCTOAHHbIM pPe3naeHTOM
Sadler’s Wells Theatre (JloHaoH).
CnycTta aBa roaa oH co3aan B AHT-
BeprneHe TaHUeBa/bHYIO KOMMNaHUIO
Eastman v ctan XynoXeCTBEHHbIM
pyKkoBoauTenem dectuBansa HOBOro
TaHua Equilibrio (Pum). B ceHTAbpe
2015 ropa xopeorpad Bo3rnaBsun
HoponeBcKuit 6anet ®naHapuu.

Banet Faun («®aBH») Cuau Jlapbu
Leprayu counHun B 2009 roay
AN aBCTPaIMMCKOro TaHLOBLUWKA
Axenmca O'Xapa. Ero napTtHep-
Len Ha NpeMbepe cTana aMepu-
KaHKa [Aeisu dunnunc. Nosoaom
nopasMbIWAATL HA TEMY U3BECTHOIO
M nNpoBoKaTuBHoro «lMocnenony-
JeHHoro otabixa ¢aBHa» BawnaBsa
HUXKHUHCKOro ctano npeaioeHue
Sadler’s Wells Theatre co3aatb
anbTepHaTUBHbIN BapuaHT 6aneta

K npasgHoBaHuio B JloHaoHe 100-
netuna « Pycckux cesoHoB» Cep-
resa JarnneBa. Bo Bpema pa6otbl
LLlepkayu MHTepecoBan He CTOJIbKO
MOTUB NMEepBOro OCO3HaAHUA IOHO-
Ler cBOeHn CeKCyasbHOCTH, KaK

B Bepcuu HUHKMUHCKOro, CKoNbKo
coeAuHeHue B (haBHe HUBOTHOIO

M YenoBeYeCKoro Hayan U ux B3a-
MmonpoHuuaemocTb. lMoatomy
ABUHeHUAa PaBHa 6onee guKuKe,
'UBOTHbIe U 6e33ab60THble, a ero
LyaT ¢ Himdon, TaHuyowen cono
noa, BCTaBHYO My3biky HUTUHaA
CoyHH1, CHa4yana KameTcA HeBUH-
HbIM U NO-AETCKU UrpusBbiM. U nuLb
Nnos3:e HanoJHAeTCA 3POTU3MOM,
3a/10}KeHHbIM OPUrHHaNbHOM Xope-
orpacmein HuxuHcKoro. Cnyyai-
HaA BCTpeva 3aKaH4YMBaEeTCA KaKk B
HMU3HU: «NONY4YUB Henaemoe, PaBH
OTBOpa4YMBaeTCA OT CBOEN HepTBbl
B LLAPCTBEHHOM No3e 6anaH4YmnH-
cKoro AnonnoHa»(TaTtbsAHa Ky3He-
uoBa, « HommepcaHTb»). Tak nepeg,
3puTenem npeacraroT, C O4HOM CTO-
poHbl, 06pa3bl-apXeTunbl, KOTOpble
Mbl NMPUBbLIKAK BUAETb, B TOM 4YUCNE
M Ha aHTU4YHbIX Ba3ax, a C Apyrom —
peanbHble cyllecTBa, KOTopble
MOTYT }UTb CEroAHA U CPeau Hac.

PERFORMANCES

he became an Associate Artist

of the Sadler’s Wells Theatre
(London). Two years later in Antwerp
he founded the Eastman dance
company and became an artistic
director of the Equilibrio Festival
(Rome). In September 2015 he

was appointed as artistic director

of the Royal Ballet of Flanders
(Koninklijk Ballet van Vlaanderen).

Sidi Larbi Cherkaoui created

the ballet Faun in 2009 for the
Australian dancer James O'Hara. The
American dancer Daisy Phillips was
his partner for the premiere. The
reason to reflect on the theme of the
famous and provocative L’aprés midi
d'un faune of Vaclav Nijinsky was the
proposal from Sadler's Wells Theatre
to create an alternative version of
the ballet for the celebration of the
100th anniversary of Diaghilev’s
'Russian Seasons' in London. During
his work Cherkaoui was not so

much interested in a young man’s
first understanding of his own
sexuality, like in Nijinsky's version,
but the connection of the animal

and the human in the faun and how
these two sides become mutually
permeable. Therefore, the Faun’s
movements are more of a wild
carefree animal and his duet with the
Nymph, dancing solo to the music by
Nitin Sawhney, seems innocent and
childishly playful at first. Only later

it fills up with eroticism, foreseen

by the original choreography by
Nijinsky. An accidental meeting

ends as in real life: "the Faun is
turning away from his prey in a
kingly pose of Balanchine's Apollo."
(Tatiana Kuznetsova, 'Kommersant')
So, on one hand, the audience
observes the archetypic images

that we are accustomed to seeing,
for example on antique vases,

and on the other — real beings

that could live among us today.
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22.06 / 22:00
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@  OpraHHbIK 3an
nepmcKoun hnnapmoHum

o 3aKa3sy rnepmMcKoro
aKageMHn4yecKoro tearpa
onepbl U 6aneta

UM. M. U. YaHKOBCKOIro

¢dununn apcaH

XOpoBas orepa
(KOHIIEPTHOE HUCTIONHEHHE)

Ha CTUXMU (DpPaHLY3CKUX
M POCCUNCKUX 3aK/OYEHHbIX
HCTIONHACTCS Ha (QPaHITy3CKOM U

PYCCKOM A3bIKaX C PYCCKHMMHU TUTPaMHU

My3blKa/lbHbl PYKOBOAUTENb
WU AUPUHKEP:

TeoAop KYPEHT3UC
XOpMeUcTep:

BUTaIUA NMOJIOHCKUH

TEKCT YMTaEeT: MUXaun Mennax
UCNONHAIOT:

apTuCcTbl Xopa musicaeterna
CONUCTbI OpKecTpa musicaeterna

PERFORMANCES

@ perm philharmonic
organ concert hall

commissioned by
tchaikovsky

perm academic

opera and ballet theatre

philippe hersant

chorus opera
(concert performance)

based on the poems by
french and russian prisoners
performed in french

and russian

with russian surtitles

musical director and conductor:
teodor currentzis

chorus master:

vitaly polonsky

reciter: mikhail meilakh

performed by
artists of musicaeterna chorus

and soloists musicaeterna orchestra
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XOTeslI0Cb,
YTOObI

B npoJiore
3ByYyan TeKCT
lasiamoBa»

— WUpena poaunacb 6narogapsa AHH-
Mapu Cane. HecKonbKo net Hasap,
OHa npuaymana dectuBanb «CBeT U
TeHu» B ab66atcTBe KnepBo, KoTopoe
HaxoAUTCA Ha TEPPUTOPUU COoBpe-
MeHHoro hpaHLy3CKoro genapra-
MeHTa WWamnaHb. 310 a66aTcTBO
6b1n10 ocHoBaHo 900 neT Hasag cBA-
TbiMm BepHapaom KnepBocKkum, a B
XIX BeKe cTano Tiopbmoit. CeroaHs
3aHK/IlO4EHHbIe NPe6bIBaloT YiKe He

B CAMOM MOHacCTbIpe, a B HOBOM
3[aH1M TIOPbMbI, MOCTPOEHHOM
HenoZAaneKy COpoK JeT Hasaj.

PaspabaTbiBaa KoHUenuuto hecTu-
Bana, AHH-Mapu Cane cuuTana,
YTO HET CMbIC/1a NPOBOAUTb KOH-
LepThbl B abbaTcTBe, He 3aTparu-
BasA TIOPEMHYIO YaCTb €ro UCTOPUM.
MoaTtomy oHa pelunna opraHU3o-
BaTb TBOPYECKYO 1abopaTopuio

B TIOPbME U NPeAIoKn/Ia KOM-
nosutopam (nepsbiMm 6bin1 Tbepu
Mawyen, a 3aTem NOAKIOYUICAH

fl) HanucaTb COYUHEHUA ANA

XOpa Ha CTUXMU 3aK/IOYEHHbIX.

MepBoe npousBeseHue Instants
limites («Mpeaenbl MrHOBEHU»)
6b110 3anMcaHo Ha AUCK. Ero

v npocnywan Teogop KypeHT-

3UC, NOC/Ie Yero NpeasioKui MHe
HanucaTb NPOAO/IKEHUE YKe Ha
OCHOBE TEKCTOB POCCUMCKUX Y3HU-
KoB. TaK U BO3HUKNA « TPUCTHUAY.

— A1 nuyHo BcTpevanca B Knepso
C 3aKJ/Il0YEHHbIMH, YbU CTUXOTBOpE-

PERFORMANCES

“we wanted
to put the text
by shalamov
in the
prologue”

— The idea came from Anne-
Marie Sallé. Several years ago
she created the ‘Shadows

and Light Festival’ in Clairvaux
Abbey, in the French Cham-
pagne region. This abbey was
founded 900 years ago by

St. Bernard of Clairvaux, and
in the 19t century it became

a prison. Today prisoners no
longer reside in the monastery,
but in a new prison building
built nearby 40 years ago.

While developing the festival’s
concept, Anne-Marie Sallé
considered it important to include
the prison part of its history when
arranging concerts at the abbey.
So she decided to organize a
creative laboratory in the prison
and invited composers (the first
was Thierry Mashuel and then

| joined them) to write choral
musical to the prisoners' poetry.

The first composition Instants
limites was recorded on disc.
Teodor Currentzis listened to it
and suggested | write a contin-
uation based on the texts by
the Russian prisoners. That
was how Tristia was created.

— | personally met with the
prisoners of Clairvaux, whose
poems formed the basis of the
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HUWA NerNh B OCHOBY My3blKanbHbIX
nbec. f 3Han, YTo BCe OHU YronoB-
Hble NpecTynHWKK. Ho Koraa npownu
MOM nepBble onaceHus, A NOHA,
4YTO 3TU BCTPEYM AalOT MHE HaMHOro
6onblle, YeMm A oxuaan. Bctpeun
6b17IM OYeHb coAeprHaTe/lbHbIMU, U
OHU MOMOI/IU MHe 3a4aTbCA BOMPO-
caMM, KoTopble npeMJe HUKoraa

He NMPUXOAWIN MHE B rosioBy.

AHH-Mapu Cane Tak pe3toMmupyeT
MAEI0 3TOro npoeKTa: «3a oWnbKU
HY¥XHO N1aTuTb, HO NaaTa B BUAE
HaKa3aHUA AO0/1KHa 6bITb OCMbIC-
JNIEHHOWM, YTO6bl YeNOBEK MOHU-
Mas, YTO UCKYMW CBOIO BUHY He
TONbKO (PU3UYECKHU, HO U AYXOBHO».

B Tiopbme BCe AHM NOXOXM OA4MH
Ha APYron U TAHYTCA 6eCKOHeuY-
HoM Yyepegon. Al npeacTaBnsio,
KaKUM 3Ha4YuTe/IbHbIM CO6bITUEM

B *MU3HU 3aKJIIOYEHHbIX CTana NnosTU-
yecKan nabopatopusa. Koraa yeno-
BEeK JiMLiaeTca ¢cBob6obl, TO 3a4a-
CTYI0 TO €4UHCTBEHHOE, YTO Y HEro
oCTaeTcs, — 3TO BO3MOMHOCTb
nucaTtb U, TEM CaMbiM, BbIpa3uTb
elle COXpaHMUBLLYIOCA B HEM YeJo-
BEYHOCTb. [103TOMY HU O4MH TEKCT
He OCTaBW/1 MeHSA PaBHOAYLUHbIM.
Horga A cOYMHAN My3bIKY, MOUM
BbI30BOM 6bIJI0 — HaWTH cripaBea-
JIUBYIO MHTOHALMIO, NOcTapaTbCcA
6e3 nuwHero nacdoca Bbipa3uTb
MHTEHCUBHOCTb 3MOLUI, KOTO-
pbie A owyuian, Yy4aTasa 3TU CTUXU.

JApyrum BbI30BOM CTasna nepcrnex-
TUBa NpousBeaeHUA 60/bLLIOM
¢opmebl. Instants limites coctout
13 13 neceH U AnUTCcA 4YyTb 6onee
15 muHyT. [lna 6onee macwitabHomn
«TprUCTUM» MHe NpULLNOCh nepe-
paboTaTb HEKOTOpble NMECHH, YTOObI
YBE/IMYUTb NPOAOIKHUTENBbHOCTb
Co4uHeHuA. Npn 3TOM MHe XoTenocb
COXpaHUTb MHTUMHbIM XapaKTep
My3bIKH, MO3TOMY A He BOCMNOJ/Ib30-
Ba/ICA BO3MOMHOCTAMU 60/1bLUOIO
OpHKecCTpa, a 0CTaBWA NIULLIb XOp U
12 my3biKaHTOB. KamxAablii MHCTPY-
MEHT B « TPUCTUU» KaK JIMYHOCTD.

PERFORMANCES

musical pieces. | knew they were
all criminal offenders, but when
my initial concerns disappeared,

| realised that these meetings
gave me much more than | had
expected. The meetings were very
informative, and they helped me
to ask myself questions that had
never occurred to me before.

Anne-Marie Sallé sums up the
idea of this project: “People
have to pay for their mistakes,
but the penalty must be mean-
ingful, so that after getting out
of prison a person understands
that atonement was not only
physical but spiritual too.”

In prison, all days are the same
and they follow as an endless line.
| can imagine how significant an
event the poetry laboratory was
in the life of the prisoners. When
a person is deprived of liberty,
often the only thing that's left is
the ability to write and, through
this, express the humanism he
or she still has preserved inside.
For that reason, no text left me
cold. When | wrote the music,
my challenge was to find a fair
intonation, to try to express,
without too much pathos, the
intensity of emotions that | felt
while reading these poems.

Another challenge was the
perspective of working with a
long-form piece. Instants limites
consists of 13 songs and lasts
for just over 15 minutes. For the
longer Tristia | had to rework
some of the songs, in order

to increase the duration of the
composition. At the same time

| wanted to keep the intimate
nature of the music, so | did not
use the opportunities of a big
orchestra, and left just the choir
and 12 musicians. Every instru-
ment in Tristia is like a person
with whom we are engaged

in a dialogue, face to face.
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— YecTHo rosops, « TpucTuaA» Heno-
XOMa HU Ha OZHY U3 CYLLEeCTBYIO-
LMX My3blKanbHbIX opm. Ha nep-
BblW B3rnfA4, 3To C6OPHUK KOPOTKUX
neceH, Masnbix hOpM, 3aMKHYTbIX

Ha ce6e, KOTopble MOMHO MUCMOJI-
HATb Aame no otaenbHocTH. Mo
My3blKe, KaKk U N0 pUTMam CTUXOB

W UX COAEpHaHHIO, NECHU OYeHb
pasHble U B 4eM-TO KOHTPacCTHbI

MO OTHOLLEHUIO APYr K Apyry.

Ecnu Bo (hpaHLy3CKOM YacTu ewle
NPUCYTCTBYET KaKoe-TO e4UHCTBO
(BCe aBTOpbI 3HAKOT ApYr Apyra,

BCE OHM WU WU HUBYT B O4HOM
TIOpbMe), TO PyCCKanA YacTb coBep-
LUEHHO UHaA. TeKcTbl, KoTopble fA
Bbi6pan, 6bIM HanMcaHbl B pasHoe
BpemsA, pasHbIMU aBTOpaMKU — 3Ha-
MEHUTbIMU NUcaTensaMM, NoJnUT-
3aK1l04EeHHbIMA WK YTONI0BHbIMHA
npecTtynHUKamu. TpyAHOCTb 3aK/t0-
yanacb B TOM, 4TOGbI onpeaenuTb
JIOTMRKY NpeAcTaBleHUA CTUXOTBOpE-
HUI. B cBOe BpeMA Ha MeHA CU/b-
Hoe BrnevaTt/ieHue NpousBenu « 3anu-
CKK U3 MeptBoro goma» ®Peaopa
JoctoeBcKoro (M HanMcaHHaA Ha UX
ocHoBe onepa Jleowa flHayeKka), 1
elle 6onbluee — « boxecTBeHHas
Komeauna» [laHTe, B 0CO6GEHHOCTH
yacTtb «Aa». « Aa» cTan HaBA34YUBOM
uaeen U gna 3akntodeHHbix NYJ1Al,
Takux Kak Bapnam LLlanamoB u Ocun
MaHaenbliTam, KOTOpbie BOCXHLLA-
nucb « boxecTBeHHOM Komeauen».

Al 6bl CKasan, 4To, KaKk U «Aa»
JaHTte, « TpUCTUA» NMMeeT HECKONbKO
LMKN0B-« KpyroB». YTo Kacaetcs
Ha3BaHUA, TO A 6bl XOTeN1 Hanom-
HWUTb, YTO OHO ABNAETCA OTCblI-
KoM O4HOBPEMEHHO K ABYM Npo-
u3BeaeHUAM: « CKop6HbIM
anernAam» — COOPHUKY ApeBHe-
pumMmcKoro noata OBuausA, KOTo-
pbli TOT Hanucan, HaxoAAachb B
ccbinike B Tomuce Ha YepHom
MOpe, U NO3TUYECKOMY COOPHUKRY

PERFORMANCES

— Honestly, Tristia is not like any
existing musical form. At first glance,
it is a collection of short songs,
small-scale compositions, self-ab-
sorbed, which can even be played
individually. In melody, as well as in
rhythm of poems and their content,
the songs are very different and
somewhat contrasting to each other.

If in the French part there is certain
unity (all the authors know each
other, as they all lived or live in the
same prison), the Russian part is
absolutely different. The texts that |
have chosen were written at different
times by different authors — famous
writers, political prisoners and
criminals. The difficulty was to
determine the logic of the poems'
presentation. At one time, | was
under a powerful impression from
the House of the Dead by Fyodor
Dostoevsky (and the opera written
on the basis of it by Leos Janacek),
and an even stronger impression
from Dante’s The Divine Comedy,
in particular the Hell section. The
Hell also became an obsession for
Gulag prisoners, Varlam Shalamov
and Osip Mandelstam among them,
who admired The Divine Comedy.

| would say that, like Dante's Hell,
Tristia also has several cycles or
circles. As for the name, | would
remind you, that it has a refer-
ence to two pieces at the same
time: Tristia — a collection by the
Roman poet Ovid, written while in
exile in Tomis on the Black Sea,
and the poetry collection with a
similar meaning and name —
Tristia by the Russian poet Osip
Mandelstam, published in 1922.

The first three circles are composed
entirely of French texts. The first
one consists of short songs by
various authors, which give an
overview of the major themes of the
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CO CXOXMUM cmbicnom Tristia — pyc-
cKoro noata Ocuvna MaHaenbwTama,
onyénnkosaHHomy B 1922 roay.

MepBble TPU « Kpyra» COCTOAT UCKIIO-
YUTENIbHO U3 (hPaHLY3CKUX TEKCTOB.

B nepBom 3By4YaT KOPOTKWE NECHU
pasHbIX aBTOPOB, KOTOPble AalOT KpaT-
KMA 0630p BaHEMLKUX Tem BCEro
Npou3BeAeHUA: rPyCTb, 3aK/toye-
HWe, TalHble Haaexabl. Kak 6yato
nepez rnasamMmu nporJibiBaeT rane-
pesA ¢hoTonopTPETOB Y3HUKOB.

LleHTpanbHasa ocb BTOPOro « Kpyra» —
turypa Takeso (Bce CTUXOTBOPEHUA
KOTOPOro UCMOJIHAIOTCA NoA 3BYKH
tarota). C Take30 Mbl BCTPETU/IUCD
B KnepBo. Y Hero ANoHCKuUi1 nceBno-
HUM, HO OH (hpaHuy3. B TiopbMe OH
yBnekca AnoHWen U uctopuen o4HOro
camypas XVIl Beka, KOToporo oH Boc-
NpPUHUMaN Kak CIHCIA, TO eCTb CBO-
ero yuutens. OauH, 3a peLueTHoM,

OH U3YYUN ANOHCKUA A3bIK, Kal/U-
rpacuio, COMMHU MHOMECTBO XalRy
M HEKOTOpPble U3 HUX AaMe nepe-

BeJ1 Ha ANOHCKUK. Take30 NpUAT-
HbI YeNoBEK, KOTOPbIM HYTKO CTpa-
AaeT OT Yrpbi3eHUIN COBECTH, HO,
6narogapa CBOeMy YBJIEYEHHIO, OH,
KameTcA, YaCTU4YHO o6pen NOKOM.

OH 6bin B TaKOM COCTOAHUMU TPU

roga Hasaz, Korga Mbl BCTPETU/IUCD.
C Tex nop ero nepesenv B ApYyryto
TIOPbMY, U A ero 6onbLue He BUAEN.

TpeTrun « Kpyr» NOCBALLEH MeyTe,
WX TOYHee — NonbITKe no6era

M3 TIOPbMbI C MOMOLLbLIO MEeYTbI.
CKBO3HasA Tema — Me4Ta 0 MeTa-
Mmopdo3e, HKenaHue cTaTb KEM-TO
APYruMm, 6bITb NTULEX UK 6a60y-
KOM, a TaKMe Me4Ta npeoaoneTb
pa3oM BpeMs, KOTOpOe repoto npea-
CTOUT NPOBECTU B 3aK/IIOHEHUM.

MocneaHee cTUXOTBOPEHUE 3TOrO
umKna, Acelluccio, HanucaHo
No-KOPCUKAHCKU (peruoHanbHoe
Hapeuue, 6IM3K0e K UTANbAHCKOMY).
ABTOpa 3Toro cruxa 3oByT Jywe,

OH KOpPCHKaHeL, U o4eHb TOCKYeT Nno
CBOen poauHe. Beaywimii akkomna-
HEeMEHT 3TOro LMKIa — BUOJIOHYEb.

PERFORMANCES

whole work: melancholy, impris-
onment and secret hopes. As if a
gallery of the prisoners' portraits
is appearing before your eyes.

The central axis of the second
circle is the figure of Takezo (all

of his poems are performed to the
sounds of a bassoon). We met
Takezo in Clairvaux. Although he
has a Japanese nom de plume,

he is French. In prison he became
interested in Japan and the history
of one samurai of the 17" century,
whom he perceived as his Sensei,
or teacher. Alone, behind bars,

he studied Japanese, calligraphy,
composed many haiku and even
translated some of them into
Japanese. Takezo is a nice man
who is very remorseful, but thanks
to his passion, he seems to have
partly found peace. He felt this way
three years ago when we met. After
that he was transferred to a different
prison and | never saw him again.

The third circle is dedicated to a
dream, or to be more precise —

the attempt to escape from prison
through a dream. The cutting across
this theme is a dream of metamor-
phosis, the desire to be someone
or something else, to be a bird or

a butterfly, and to deal with the

time to due to be spent in prison.

The last poem of this cycle, Acel-
luccio, is written in Corsican (a
regional dialect, close to Italian).
The author of this verse is called
Dumeé, he is Corsican and he’s very
homesick. The leading accompa-
niment of this cycle is the cello.

The second part of Tristia is
Russian. The great writers of the
20th century are represented here
(Mandelstam, who was in exile

in Voronezh, and Shalamov, who
was doing time on Kolyma) and
unknown or little-known authors.
Some texts, such as The Prisoner
and the Nightingale were written
almost a hundred years ago.
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Btopasa yactb « Tpuctum» — pyc-
cKanA. 3aecb NpeacTaB/eHbl Belu-
Kue nucarenu XX Bexka (MaHaenb-
wTam, 6bIBLLMKA B CCbi/Ike B Bopo-
Hexe, u LWanamos, cugeslumn

Ha Kosbivie) U HeM3BecCTHble U
ManousBecTHble aBTopbl. HeKo-
TOpble TEKCTbl, KaK, Hanpumep,
«Y3HUK U conoBein», 6bIIN Hanu-
CaHbl NOYTHU CTO NIeT TOMY Hasaa.

BTopas yacTb Ha4uMHaeTcA C YeTBep-
TOro «Kpyra», My3blKaJibHbIA Mac-
WTab KOTOPOro y:e 3HAYUTENIbHO
KpynHee npeaplaywmx: A UCNosb30-
Ban 3aecb aHdapy, NepKyccuio 1
aKKoOpAEeOH. YeTbipe TeKCTa B3ATbI
M3 HapoAHOM KynbTypbl: «ONATL B
TIOPpbMe» — NecHA HEU3BEeCTHOro
aBTOpa, Y KOTOPOro A NOYepnHyn m
TEKCT, U MeNoaMmIo; « Y3HUK U Cono-
Ben» NoOBTOpAET (hopmMy BOEHHOro
MapLua; « TocT 3a peyry AaH-Ypax»
no Ayxy HanoMWHaeT HapoAHYI
KPEeCTbAHCKYIO NecHto; a « Munbin
3€K» — 3TO TaKOMW rPYyCTHbIM BanbC.

MATbIA « Kpyr» cambl ApamaTu-
YyecKUi. Ero KynbMuHaumsa npmuxo-
LUTCA Ha cTuxoTBopeHue HuHbI,
apectoBaHHoM B 1920-e roapl, —
«HK rogoBLMHE apecTa», KPUK BOC-
cTaollero, U Ha MowHbIM « UHCTPY-
MmeHT» LLlanamoBa, BnpAMyto yKa-
3biBalowWuM Ha «Aa» [aHTe.

HaKoHel, WwecTon « Kpyr», Nocnean-
HWUA, €ro MOKHO NpeACTaBMUTb KaKk
UcKynneHue. MaHgenbwTam B CBOEM
«3abnygunca a B Hebe» BCNomMUHaeT
nonet werna, dnopeHumio U « Pai»
JaHTe... LlMKkn 3aKkaHuuBaercsa cTpo-
Kamu Take30, KOTOPbIWM MULLET O
MUpPEe, B KOTOPOM HET HU Mevasnu, H1
HEHaBUCTH, HU PELLETKH, HU CTENW.

HecmoTpsa Ha pasnuuusa, paHLuy3-
CKaA U pyccKas 4yacTu eguHbl. Ha
TOHKOM YPOBHE OHMU CBA3aHbl APYr
C APYroM, UX pOAHAT 06LLUe My3bl-
KanbHble Tembl. LLleron MaHaenb-
lWiTamMa BeAeT K ntuue Ayme, a pyc-
cKan «lepecbiKa» — K paHLUy3-
cKkomy « TynuKy». 9T nocneaHue
CTUXOTBOPEHUA NMOYTHU NOBTOPAIOT

PERFORMANCES

The second part begins with the
fourth circle, the scale of the music
is already much larger than that

of the previous ones: here | used
fanfare, percussion and an accor-
dion. Four texts have been taken
from folk culture: In jail again —

a song by an unknown author, from
which | took the text and the melody,
The Prisoner and the Nightingale
repeats the form of a military march,
A toast to the river Ayan-Uryah
resembles a peasant folk song,

and A dear convict is a sad waltz.

The fifth circle is the most dramatic.
Its culmination is the poem by Nina,
who was arrested in the 1920s —
To the anniversary of arrest, the

cry of the rebel, and the powerful
The Tool by Shalamov, directly
pointing to the Dante's Hell.

Finally, the sixth circle, the last one,
represents redemption. Mandelstam
in his I got lost in the sky, recalls
the flight of a goldfinch, Florence
and the Paradise by Dante ...The
cycle ends with the lines by Takezo,
who writes about a world in which
there is no sadness, no hatred,

no prison bars or steppe land.

Despite the differences, the French
and the Russian sections are
united. They are linked to each
other on a subtle level, they are
united by the common musical
themes. Mandelstam's Goldfinch
is linked to the Birdie by Dume,
and the Russian Transfer — to
the French Dead end. These last
poems almost repeat each other,
the Russian and the French reali-
ties are mixed. | also try to empha-
size their similarities in music.

Music in general serves in Tristia
as an important unifying element.
In the prologue, the actor reads a
text by Shalamov to the tune of the
accordion: a simple theme unfolds
with a repeated sound, it can go
on forever, and the words seem

to dissolve into the music, gently
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ApYr Apyra, pycckasa v (hpaHLys-
CKafA peanbHOCTb NepemeLluBa-
totcA. My3sbikanbHO A ToXe cTapa-
IOCb MOAYEPKHYTb UX CXOACTBO.

My3biKa Boo6Lle BbICTynaeT

B « TPUCTHUM» BaHbIM 06beAUHSA-
OWKUM Havanom. B nponore akrtep
yuTaet TeKct LWanavoBsa, u emy
noAbIrpblBaeT akKopAEeOH: npocTasn
Tema pa3Bopa4yuBaeTcs NoOBTOPA-
WMMCA OAHO3BYYMEM, OHA Morna
6bl AIMTbCA 6€CKOHEYHO, U c/loBa
KaK 6yATo pacTBOPAIOTCA B My3blKe,
MArKO yXoAsLei B TULLHUHY. DTOT
MOTUB AIBHO WU CKPbITO 6yAeT npu-
CYyTCTBOBaTb BO MHOIMX APYrux
necHax. OH noABnsaeTca BMecTe C
CaMbIM HU3KMM 3BYKOM KOHTpa-
6aca B noame « UIHCTPYMEHT» UK B
CaMOM BbICOKOM r0J10C€ CKPUIMKHU B
noame «Cpeau BeKa...». HeHaBA3-
4YyuBOE NpUCYTCTBUE 06LLEro MOTUBA
No3BOJIAET CYUTATb BCE NECHHU

« TpUCTUM» 3BEHbAMU OAHOM Lienu.

— Jla, KoHe4YHo, A onupancsa Ha
NOACTPOYHbIM NEPEBOA PYCCKUX
CTUXOTBOPEHWH, HO UX NO3THUYE-
CKOe KauyeCTBO MeHs TOXe MUHTe-
pecoBano. MoeT 6bITb, 3TO NPO-
3BYYUT HEOMUAAHHO, HO PUTM
PYCCKUX TEKCTOB CJ/IYHU/1 MHe
MCTOYHUKOM BAOXHOBEHHWA Aaie
60nblue, YeM PUTM (bpaHLY3CKUX
ctuxoB. Bcé notomy, uto B 60b-
LLMHCTBE CBOEM 3TO 6bl/IA CTUXH,
a (hpaHLy3CKHe TeKCTbl CKO-

pee TAroTenu K npose. Hanpu-
Mep, « MUnbIA 3eK» TaK NOXOXK Ha
BaJIbC He TO/MIbKO MO CMbIcay (3TO
OYeHb TporartesibHas CEHTUMEH-
TanbHaaA UCTOPUA), HO U NO PUTMY.
MMeHHO My3biKkaNbHOCTb Ballero
A3blKa BAOXHOBNANA MeHS, (hpaH-
Ly3a, He roBOpPALLErO NO-pycCcKu!

PERFORMANCES

dying away in silence. This theme,
explicitly or implicitly, is present in
many other songs. It appears with
the lowest bassoon sound in The
Tool and in the highest pitch of
the violin in the poem Amidst the
century... The discreet presence
of this general motive allows us
to view all the songs of Tristia

as links in the same chain.

— Yes, of course | worked with the
literal translation of the Russian
poems, but | was interested in their
poetic qualities as well. Maybe it will
sound surprising, but the rhythm of
the Russian texts was a source of
inspiration even more than that of
the French ones. The Russian texts
were much more similar to poetry
and the French texts gravitated
more to the prose. For example,

A dear convict is similar to a waltz
not only in the spirit (it is a very
touching sentimental story) but in
its rhythm, too. The musicality of
your language inspired me — a
Frenchman, not speaking Russian!

| deliberately sought to demonstrate
a variety of forms in Tristia. | have
already mentioned a military march
and a waltz. Besides, Personal
Message reminds us of a Corsican
song, Ball Prisoner — a lullaby,
Metamorphosis is written in the
style of an Irish song, Goldfinch was
inspired by the Florentine ballads

of the 14 century and the taran-
tella, Peace of mind is based on

the motive of an ancient Japanese
song, Birdie is similar to an Italian
madrigal, My dream sounds like

an eastern melody. All these forms
and styles are very different.
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fl HApPOYHO CTPEMUACA K pa3HOo-
6pasunio hopm B « TpucTun». Bbiwe
Al y}ke ynoMHHan BOEHHbIA MapLl U
Banbc. Kpome Hux: «JlnuHoe coo6-
LeHHWe» HaNnoOMMUHAET KOPCUKAHCKYIO
NecHto, « 3aKI4YeHHbIN MAY» —
3T0 KonblbenbHada, « Metachopmoza»
cAenaHa B MmaHepe Up/aHACKOM
necHu, «LLleron» 6bin1 BAOXHOB-
NeH cnopeHTUMCKMMK 6annagamu
XIV BeKka v TapaHTennoi, «Cno-
KolCTBMe AyLlW» OCHOBbIBaEeTCA Ha
MOTUBE ApeBHEN ANOHCKOM MECHH,
«[lTHYKa» noxoxa Ha UTANIbAHCKHUH
Maapwuran, « Me4ytato» — Ha BocC-
TOYHyI0 Menoauto. PopmMbl U CTUNH,
NOBTOPAD, O4EHb U OYEeHb pasHble.

— Byab « Tpuctua» LenoYKon apui-
MOHOJIOrOB, 3TO 6b1710 6bl YTOMU-
TenbHO. Xop u3 36 apTuUcToB AaeT
60nblue BO3MOMHOCTEN. [TpU aTom
He Bce NecHU « TPUCTUMU» UCNONHA-
totcA xopom. « LLleron» — moHonor,
«HeKkoTopbie cnoBa» — AyaT, «Jlvy-
Hoe coobLLeHue» — MyHCKoe TPUOo
M T. 4. B npousBegeHMn mHoro pas
BCTPEYaloTCA CO/bHble (hparMeHTbl,
tutti sHauMTenbHo pee. « TpucTua»
OTHIOAb HE OpaTopUanbHOro XaHpa,
A, HA060OpOT, CTPEMMUIICA K MJopa-
JIU3MY BOKaJ/IbHbIX U UHCTPYMEHTaNb-
HbIX hOpM, YTOObI NPOAEMOHCTPUPO-
BaTb UX OCOBEHHOCTHU U XapaKTepbl.

Jna 3aKkio4eHHbIX N033UA ABNAETCA
cnoco6om 60pb6bl NPOTHUB MOMNbITKU
JIMLLUKTb UX CBO6GOAbI U UHAUBUAY-
a/bHOCTH, NPOTUB AaB/IeHHUA TIOpeM-
HOM cpeAbl Ha IMYHOCTL. [MoaTomy
XOTesloCb, 4TO6bl B NpoJsiore 3Byvan
OAWH U3 CaMbIX CU/IbHbIX TEKCTOB —
LWanamoBa. MNMucaTtenb paccKasbl-
BaeT, 4yTo Ha Konbive oH npoTtonTan
Tpony B Taire — Koraa OH Xoaun

Nno HewW, y Hero XxopoLuo NUcaaucb
cTuxu. Tpona 6blna ero JM4YHbIM NpPo-
cTpaHcTBoM. OAHamabl OH 06Ha-
PYHWUI Ha HEHN OTreYaTKU YYHbIX

Hor. KTo-To Apyron npowen 34€echb,

PERFORMANCES

— If Tristia was a chain of aria
solos, it would have been tiresome.
A choir of thirty-six singers allows
more possibilities. Although not
all songs in Tristia are performed
by the choir. Goldfinch is a solo,
Certain words — a duet, Personal
Message — a male trio, etc...
Solo fragments are very often in
the composition, tutti — signifi-
cantly less frequently. Tristia is
not an oratorio, on the contrary,

| was aspiring for the pluralism

of vocal and instrumental forms,
to demonstrate their pecu-
liarities and characters.

For the prisoners poetry is a way
to fight against attempts to deprive
them of their freedom and individ-
uality, against the pressure of the
prison environment on a person.
That’s why we wanted to put one
of the strongest texts written by
Shalamov in the prologue. The
writer says that on Kolyma he
made a trail in the forest — when
he went along it, his poetry flowed.
The trail was his personal space.
One day he found somebody else's
footprints on it. Someone else
was there, and from that moment
the trail lost all its magic, all its
importance for Shalamov. "The
trail was irreparably spoiled."

— This is one of the most beau-
tiful projects in which | have had
the good fortune to participate
in. | am delighted that we have
managed to make a single whole
out of the words of the Clairvaux
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M C TOro MOMEeHTa Tpona norepsana
BCIO CBOIO Maruio, BCé cBoe 3Ha-
yeHue ana LWanamoBa. « Tpona
6blna 6e3HaAeHHO UCNOpPYEHay.

— 3TOT NPOEKT 0AUH U3 caMbIX
npeKpacHbIX, B KOTOpPbIX MHe A0BO-
Aunocb yyactBoBaTb. A cyact-
JIUB, YTO C/I0OBA 3aK/IIOYEHHbBIX U3
KnepBo U cnoBa pyCCKUX Y3HU-
KOB yaanocb caenartb eUHbIM
LenblM, U 3TOT O6GLLUMUI rosIoC YCibi-
LIaT camble pa3Hbie JIAM.

A aymalo, AnAa BCeX 3TUX MYHKYUH

M MKEHLLUWH NOo33M1A ABUIaCb crna-
CUTENIbHOM CUJIOW, TAUHCTBEHHOM
BNACTblO, YAEPHUBAIOLLENA UX OT
ucyesHoBeHUA. [MoTomy 4TO, KaK
CKasana pyccKas nucartesibHuua
HuHa lMareH-TopH, ABaAbl apecTo-
BaHHasA Nno NoJIMTUYECKOMY 06BUHe-
HUIO U OTCcHuaeBLlana 6onee fecATU
JleT, BpeMs B TIOpbMe, KaK BoAa,
yTEeKaeT CKBO3b Na’blibl, NOTOMY
YTO TaM Tbl He 3amMeyvyaellb Npo-
CTpPaHCTBa U NMPOCTPaHCTBEHHbIX
Brneyat/ieHUHn. « MoKHO: UK BbIATU
TaKMM e, KaK Bowes, Uin, He
BblaepaB, CBUXHYTbCA... €CJ/I1 He
Hay4MLbCA MbIC/IEHHO nepeaBu-
raTbCA B NPOCTPaHCTBe, A0BOAA
MbIC/Ib-06pa3 NoYTU A0 PeasibHOCTH.
3aHumaTbcAa 3TUM 6e3 puTMa —
TOXe cBUXHewbcA. [ToMowHUKoOM

Y BOOUTENIEM CNYHUT PUTMY.

B cBolo ouepeab, A HageloCb, YTO
cMor o6paTUTb B My3blKy BCe 3TH
cnoBa, o6pa3sbl U pUTMbl U BO3-
JaTb crpaBeAJ/IMBOCTb NoTpsAca-
lowemMy YyBCTBY 4Ye/I0BEYECKOro,
KOTopoe HecyT B cebe 3THU TEKCTbl.

PERFORMANCES

prisoners and the Russian pris-
oners, and this common voice will
be heard by all sorts of people.

| think that for all of these men and
women poetry became the saving
force, the mysterious power keeping
them from extinction. Because, as
the Russian writer Nina Hagen-
Thorn — twice arrested on political
charges and imprisoned for more
than ten years said — “time in

jail, is like water leaking through

the fingers, because there you

do not notice space and spatial
experiences.” “You can either get
out the way you were, or go mad,
not being able to sustain it... if

you don’t learn to move in space
bringing the thought-image almost
to reality. And if you do it without the
rhythm — you go mad, too. Rhythm
is the helper and the driver in it.”

| hope that | have managed to
put all these words, images and
rhythms into music and do justice
to the terrific sense of humanity
that these texts contain.
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« B TiopbMe BCe AHM NMOXOXKU OAUH Ha APYrorn U TAHYTCA
6ecKOHeYHOH Yepeaon. A npeacTaBnAl, KAaKUM
3Ha4yuTE/IbHbIM COObITUEM B HMU3HM 3aK/IIOYEHHbIX CTana
noaTuyeckKasn nabopartopua. Koraa yenoBek nvaeTcs
cB060AbI, TO 3a4acCTy0 TO €4UHCTBEHHOE, YTO Y Hero
OCTaeTcA, — 3TO BO3MOXHOCTb N1caTb U, TEM CaMblIM,
Bblpa3nTb eLle COXPaHMBLLYIOCA B HEM Ye€/I0BEYHOCTbY.
®ununn SpcaH

“In prison, all days are the same and they follow as an
endless line. | can imagine how significant an event the
poetry laboratory was in the life of the prisoners. When
a person is deprived of liberty, often the only thing that's
left is the ability to write and, through this, express the
humanism he or she still has preserved inside."
Philippe Hersant

© Talos Buccellati
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CONCERTS

lucas debargue (piano)

early music ensemble graindelavoix

liederabend
andré schuen (baritone)
daniel heide (piano)

anton batagov (piano)

paula murrihi (mezzo-soprano)
teodor currentzis
musicaeterna orchestra

piano-gala

anton batagov,
polina osetinskaya,
mikhail mordvinov

concerts

violin-gala

thomas zehetmair,
carolin widmann,
alina ibragimova

alina ibragimova (violin)
polina osetinskaya (piano)

le poéme harmonique
musicaeterna chorus

andrei samsonov & laska omnia

the diaghilev festival brass

transfigured night

thomas zehetmair (violin)
ensemble 2012

of the russian-german music academy

schubert-gala

carolin widmann (violin)
simon lepper (piano)

festival orchestra
teodor currentzis
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@  OpraHHbIX 3an
nepmcKkoun punapmoHum

AOMEHUKO CHapaaTTu

HUKONaMN MEeTHep

B MMp Knaccuveckom My3biKU
25-neTHU (hpaHLYy3CKUK NHAHUCT

C PYCCKMUMH KOpHAMHU Jlioka [e6apr
BOPBaJICA BHe3amnHo U KaK 6yaTo U3
HUOTKyAA. [nAa MHOrMX MenoMaHoB
theHOMeH My3blKaHTa-CaMOY4KH U
OAHOBPEMEHHO BMPTY03a, KOTOPbIH
6yaTo « (hM3UYECKU BNNaABNAETCA B
3BYK, NepejaBas TOHYaWLKUe HoaH-
Cbl KOMMO3UTOPCKOM MbIC/IU», A0 CUX
nop octaeTcA 3araZHKom.

He npuKkacanacb K dhopTenuaHo Ao

11 nert, a B 17 1 BoBCe 3abpocuB

ero pagu 6ac-rutapbl U CTENeHU Nno
nuTepartype, B 20 net [le6apr BHOBb
3auHTEpPeCcoBasiCA MHCTPYMEHTOM U
nonan K neaparory PeHe Lllepelues-
CHKOWM, HeKorAa BbiNyCKHULbI Mo-
CKOBCKOM KOHCepBaTOpHMH (Y4eHULbI
JlbBa BnaceHko). OHa pasrnagena B
IOHOLUE Aap UCMNOJIHATb C/IOMHENULLUEe
NPOU3BEAEHUA Ha C/IYX U OKYTbIBaTb
UX aypor POMAEHUA MY3blKK 34€eCb
u cenvac. B 2014 roay Jloka [ebapr
oaepxan nobeay Ha IX MexayHa-
POAHOM KOHHKypCe NMMaHUCTOB UM.
Aaunnu AnneBoi Bo hpaHLy3-

cKkom larape, a B 2015-m nokopun
MockBy. Ero TpakTtoBKka « HouHoro
Macnapa» PaBena Ha MexayHapoa-
HOM KOHKypce um. . U. Yaiikos-
CKOro npueena ny6aunKy, KPUTUKOB U
HIOPU «B COCTOSIHUE BOCTOPHKEHHOIO
TpaHca». HecmoTpsa Ha UTorosoe
yeTBEepTOEe MecTo, MMAHUCT cTan oT-
KpbiTUeM My3blKanbHoro 2015 roaa.

CONCERTS

@ perm philharmonic organ
concert hall

domenico scarlatti

nikolai medtner

A 25-year old French pianist with
Russian roots who broke into the
classical music world as if from
nowhere. The phenomenon of this
virtuoso self-taught musician “who
seems to physically melt into sound
while reproducing the finest nuances
of a composer’s concept” still
remains an enigma for many music
lovers.

He didn’t touch a piano until he was
11, but at the age of 17 he gave it up
for the bass guitar and a degree in
literature. At 20 Debargue became
interested in the piano again

and met the music teacher Rena
Shereshevskaya, once a graduate of
the Moscow Conservatory (a student
of Lev Vlasenko). She was the first
to see that the young musician

had the talent to play the most
complicated pieces of music by ear
and deliver them with a sense of

the here and now. In 2014 Lucas
Debargue won the 8™ International
Adilia Alieva Piano Competition in
Gaillard (France) and conquered
Moscow in 2015. His interpretation of
Ravel’s Gaspard de la nuit sent the
audience, critics and jury into a state
of exalted trance at the International
Tchaikovsky Competition. Although
he came only forth in the finale, the
pianist was consideredthe musical
revelation of 2015.



76

KOHLIEPTbI

CBOUMMH
cnoBaviuv

Y meHsA coBep-
LUEHHO AypaLKUii OTBET — HU O 4Yem,
Boob6Le HU o YeM. Koraa A Haum-
Hatlo urpartb, A 3abblBato 0 TOM, YTO Y
MEHSl eCTb cepAle WUIN BHYTPEHHUE
npo6aembl, YTO €CTb KaKue-To rpa-
HULIbI MEeXAY BHELWHUM U BHYTPEH-
HUM MUpPaMK. OTU rpaHuLLbl pa3aBu-
ratotcs, A HbIpslo B 3BYK, A XUBY B
3BYKe, A MbITaloCb NOJHOCTbIO Haxo-
AUTbCA B 3TOM. f 3a6biBato 0 ToMm,
YTO Y MEHA eCTb TeJ0, YTO Y MEeHA
ecTb cepaue. A naxe mory 6bITb
B36eLleHHbIM YeM-TO, HO B My3biKe,
B 3BYKe A MOry 6biTb B/O6/€HHbIM.
WM Korpa A carKycb 3a MHCTPYMEHT, TO
nepsble MOMEHTbI 0 3By4aHUA A He
AYyMatlo HU O YeM, MOTOMY YTO A He
3Halto, 4To 6yaet. [lnAa 3TOro AOMKEH
HauyaTbcA 3BYK. U yke notom npouc-
XOAUT BCE UHTepecHoe. Booblue, A
He Aento }U3Hb Ha BHELLHIO U Ha
Ty, KOra A HaxoyCb 3a UHCTPYMEH-
ToM. BC& Aon¥HO 6bITb BMecTe, BCE
LOJIKHO 6bITb 06beaAUHEHO.
M B UCKycCTBE, U B }U3HU Bceraa
[ON¥Ha 6blTb MUCTEPUSA, MUCTUKA,
NOTOMY 4TO, €C/IU Mbl BbIXOAUM
M3 3TOro, Mbl TepAem cebs, Mbl
TepAeM 060Bb, Mbl TEpAEM BCE,
YTO eCTb CaKpasbHOro B Hallewn
MU3HU. (« Poccuiickasa rasetar,
N2 6725 (154) ot 15.07.2015)

A cTpem-
JIIOCb €O3A4aTb 4YTO-TO BpoAe Npo-
pbiBa, TaKoe COCTOSAAHUE, KOTOpoe
NO3BOJIUT CbIrpaTb NpousBeaeHue ¢
Hayana 40 KoHua. TaKkoi AyleBHbIA
KOHTUHYUTET. KaK ecnu 6bl My3blKka
cTania 4eM-TO BpoJe reHeTU4EeCKOH
nporpaMmmbl, YTo6bl OHa cTana ecre-
CTBEHHOM, NOYTHU KaK pru3nonorus,
YTOObI CTaNa NPOAO/IKEeHUeM Tena.
A MWy 3To Cc Tex nop, KaKk B NepBbli
pa3 NPUKOCHYACA K hopTenraHo.
(parlonspiano.com ot 25.07.2015)

CONCERTS

in one's
own words

My answer will sound very

stupid — nothing, nothing at

all. When | start to play | forget
whether | have a heart or any
problems, | don’t feel any border
between the outer world and the
inner one anymore. This border
disappears and | dive into the
music, | live in the music, | try to
completely lose myself in it. At
this moment | forget that | have a
body or a heart. In real life | may
be even angry with something,

but | will be smitten with love in
music. When | sit down at the
piano, for a few moments before
playing | have no thoughts at all,
because | don’t know yet what is
to come. | will only know when the
first sound comes. And then the
most interesting things will start.
Actually, | never split my life into
parts — my normal life and the one
when | am at the piano. Everything
must be together as a single
whole. There should always be
mystery and mysticism both in art
and in life, because when we come
out of this state we lose ourselves,
our love, and every sacred thing
we have in our life. (Rossiiskaya
Gazeta, #6725 (154) 15 July 2015)

I want to achieve a kind of
breakthrough or a state of mind in
which | will be able to play a piece
of music from the beginning to the
end. That sort of emotional conti-
nuity. As if the music has become
my genetic makeup, so natural
that it becomes my physiology and
a continuation of my body. I've
been looking for this state of mind
since | first touched piano keys.
(parlonspiano.com 25 July 2015)



77

KOHLIEPTbI

KnaBupHble KoHUepTbl baxa,
€ro ClouTbl U NapTUTbl ANA CTPYH-
HbIX COJI0 U OpKecTpoBble. OpaTto-
puu lengensa. 25-10 n 40-10 cum-
¢oHun Mouapra, ero KoHuepThbl
AnA copTennaHo, CKPUMNKKU, Knap-
HeTa. CumdoHun BeTxoBeHa NoN¢
3, 5, 6,7, 9. Banbcbl, HOKTIOPHBbI,
6annaabl LloneHa. « Meducro-
Banbc» Jlucra... [lnA 1oHOro Bos-
pacta — «KapTUHKMK C BbICTaBKU»
MycoprcKoro, ero « Houb Ha Jlbicoit
rope». « Y4eHUK 4Yapogen» MNona
JoKa. «Banbcy», « Anbbopaaa aenb
rpauMo3o» U « bonepo» PaBens.
«Pomeo 1 AxynbetTta» lNMpoKo-
t¢beBa. banetbl YaKoBCKOrO.
«Mouenyn den» n «lMeTpylKa»
CtpaBHHcKoro». (« HoBasa
rasera», N2 105 ot 25.09.2015)

A ucnonbayo
MUHTepHeT TONbKO ANA TOro, YTobbI
cnywartb 3anucKu U CKauyMBaTb HOTbI.
W TaK KamablK AeHb MHOro Bpe-
MEHMW YTeKaeT B HUKyAa. B MuU3HH
C/IULLKOM MHOro Mycopa, C/IULL-
KOM MHOrO MOMEHTOB, Korga TBoe
CO3HaHHe BbIKAoYeHo. Ecnu 1 noce-
ntocb B Facebook, y meHA He ocTa-
HeTcA BpeMeHU Ha My3biKy. My3bika
TeM U NpeKpacHa, 4YTo No3BosAeT
obwaTbcA OAHOBPEMEHHO C TbICA-
Yyamu Noaen.
MHe Boo6LLe KameTcA, YTO My3bi-
KaHT He oNKeH pasroBapMBaTb
C Ny6/IMKOK, KOTOpas ero ToJIbKo
yTo cnywana. beceapbl 3a Kynu-
camMmu — 3TO HenpaBuabHO. Mbl U
TaK yBA3blBaeM My3bIKY C « Kap-
TUHKOWY», C BU3yasibHbIM 06pa-
30M apTKCTa, NbiTasACb aAanTUpPO-
BaTb HemaTepuasibHOe UCKYCCTBO
noA cBoe cCo3HaHue. 3To Noxo,
a 3aKpennATb TaKyl accouua-
LMo — ewle xyxe. MoCKoNbKy UCTU-
HOM B MY3blKe MOMET ObITb TOJIbKO
3BYK». («MN3BecTHsa» ot 18.09.2015)

CONCERTS

Bach’s Clavier concertos, suites
and partitas for solo strings and
orchestra. Handel’s oratorios.
Mozart’s symphony #25 and #40,
his concertos for piano, violin and
clarinet. Beethoven’s symphonies
##3, 5, 6,7, 9. Chopin’s waltzes,
nocturnes, and ballades. Liszt’s
Mephisto Waltz ... For young
people — Pictures at an Exhibition
by Mussorgsky, his Night on Bald
Mountain. The Sorcerer's Apprentice
by Paul Dukas, Ravel’s Alborada
del gracioso and Bolero. Prokofiev’s
Romeo and Juliet. Tchaikovsky’s
ballets. Stravinsky’s The Fairy's
Kiss and Petrushka.” (Novaya
Gazeta, #105 25 September 2015)

| only use the internet to
listen to records and download sheet
music. Even without the internet, a
lot of time is wasted for no purpose
every day. There’s too much fuss
in life, too much time when you are
not really conscious. If | create an
account on Facebook, | will have
no time for music. The ability to
communicate with thousands of
people at the same time is what
makes music so beautiful.
| don’t really think that a musician
should ever talk to his audience
after they have just listened to his
music. Conversations behind the
scenes are not appropriate. We
associate music with a ‘picture’, a
musician’s image, anyway, adapting
non-material art to our perception.
This is bad and reinforcing this
association is even worse. Because
the truth in music can only be
expressed by sound.” (Izvestia,
18 September 2015)
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20.06 / 22:00 @  YacTtHaa drunapMoHuUA & private philharmonic
«TPUyM» ‘“triumph’

XYAOeCTBEHHbIA PYKOBOAUTENb: artistic direction:

6bEpPH LUMeNnbLep

bjorn schmelzer

WUCMNOJIHATENU: performed by:
a@HH-KaTPUH ONCeH anne-kathryn olsen
(conpaHo) (soprano)
paseK-tpaHcya 61UTap razek francois bitar
(KoHTpaTeHop) (countertenor)
anbbept puepa albert riera

(TeHop) (tenor)

Mapuyc neTepcoH marius peterson
(TeHop) (tenor)

aapuaH cupby adrian sirbu
(BoKan) (vocal)

ToMac MaKce tomas maxe

(6ac) (basse)

nnayc Konn Tpynnc lluis coll i trulls
(KOpHeT) (cornetto)

¢dnopuc ae pankep
(noTHA)

floris de rycker
(lute)
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B nNporpamme:

I otmenenne

CONCERTS

the programme includes:

part I

YUNpUaHo Ae pope

XBaja pUHanbAo

«l'ineffabil bonta del redentore»
TEKCT: JTYIOBUKO apHUOCTO, «HeI/ICTOBHﬁ
posa"n»

(XLIII, 62)

cipriano de rore

elogio di rinaldo

l'ineffabil bonta del redentore
text: ludovico ariosto,

orlando furioso

(XLIIL, 62)

dununn sepaeno

naa4y opaaHao

«queste non son piu lagrime»
TEKCT: apHOCTO

(XXIIL, 126)

philippe verdelot

lamento di orlando

queste non son piu lagrime
text: ariosto

(XX1I1I, 126)

CKasuTesNb
non son non son io che pai' in viso

TEKCT: apuOCTO
(XXIIL, 128)

cantastorie
non son non son io che pai' in viso
text: ariosto
(XX11I, 128)

yunpuaHo Ae pope

era il bel viso suo qual'esser suole
TEKCT: apuOCTO

(X1, 65)

cipriano de rore

olimpia liberata

era il bel viso suo qual'esser suole
text: ariosto (XI, 65)

YunpuaHo Ae pope

Xop «convien ch'ovunque sua
sempre cortese»

TEKCT: apHOCTO

(XXXVL 1)

cipriano de rore

choro convien ch'ovunque sua
sempre cortese

text: ariosto

(XXXVI, 1)

CKasuTtesnb

ruggier qual sempre fui tal esser
voglio

TEKCT: apuoOCTO

(XLIV, 61—66)

cantastorie

il ruggiero ruggier qual sempre fui tal

esser voglio
text: ariosto
(XLIV, 61-66)

YunpuaHo Ae pope

nna4y 6pagamaHTbl «come la notte
ogni fiammella e viva»

TEKCT: apHOCTO

(XLV, 37)

cipriano de rore

lamento di bradamante

come la notte ogni fiammella e viva
text: ariosto

(XLV, 37)

YMNpUaHoO Ae pope

xop «alcun non puo saper da chi sia
amato»

TEKCT: apuoOCTO

XIX, 1)

cipriano de rore

choro alcun non puo saper da chi
sia amato

text: ariosto (XIX, 1)
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YUNpPUaHO Ae pope cipriano de rore

xop «l'inconstantia che seco han» choro l'inconstantia che seco han
TEKCT: JDKaMOaTTuCTa text: giambattista

JOKAPAITBIA YAHTHO, cinzio giraldi,

Tpareius «CeIeHa selene

YUNpPUaHO Ae pope cipriano de rore

xop «la giustitia immortale» choro la giustitia immortale
TEKCT: YHHTHO text: cinzio

YyunpuaHo ae pope cipriano de rore

noxsana cMepTu elogio della morte

«0 morte eterno fin» o morte eterno fin

TEKCT: YAHTHO text: cinzio

II oTnenenue part II

Mazpurasibl YMNnp1MaHo e pope: madrigals by cipriano de rore
se ben il duol se ben il duol

TEKCT: aHOHUMHBIN aBTOP text: anonymous

mia benigna fortuna mia benigna fortuna

TEeKCT: ()paHyecKa merpapka text: francesco petrarca

poi che m'invita amore poi che m'invita amore

TEKCT: aHOHUMHBIN aBTOP text: anonymous

beato mi direi beato mi direi

TEKCT: aHOHUMHBIN aBTOP text: anonymous

se come il biondo crin de la mia filli se come il biondo crin de la mia filli
TEKCT: aHOHUMHBIN aBTOP text: anonymous

nnay AWAOHbI lamento di didone
«dissimulare etiam sperasti» ad enea per la sua partenza
TEKCT: BEPTUIINH, «IHEHIa» dissimulare etiam sperasti

IV, 305—319) text: virgilio, aeneis (IV, 305-319)
nnay HUMdbI lamento delle ninfe

«mentre, lumi maggior» mentre, lumi maggior

TEKCT: aHOHUMHBIN aBTOP text: anonymous
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nopTpeT
«HEeHUCToBoOIro»

Ha naBecTtHoM rpaBtope XVI BeKka
HeMeLKOoro xyaoxHuKa AnbbpexTa
Jiopepa « MenaHxonusa I» mbl BUAUM
KPbINaTyIo HEeHLUHY, NorpyXeHHyo
B INy60KYI0 3a4YMYMBOCTb, U TOLLYIO
ronoaHyto cobary. B npotusosec
yTBepHAaeHuAm [OpBuHa]l MaHoh-
CKOro, 31O He YepThbl IeTapruu

WX MeNlaHXO0JIuK, 3HaKOMble HaMm
CeroAHs, Ho CKopee, Kak JoKa3bl-
Ban ®paHcuc Ueitec, nogasneHHoe
MaHUWaKanbHOe CyMacLUeCTBUE, U
TOT CaMblii « 6OMECTBEHHbIN FHEBY,
KOTOPbIMA BlaAaen XyAoXKHUKOM Bos-
pOXAEHUA N0 Mar4ecKon Teopuu
[Mapcunuo] ®uunHo v Arpuvnnbl
Hettecrerimckoro. B Toi e Tpa-
AWULMUKU co34aH U nopTpeT Yunpu-
aHo ge Pope kuctu MNaHca Munuxa.
CKay 60/blle, HA OAUH XyAOHe-
CTBEHHbIW NOPTPET He oTBeYyaeT

[0 TaKkou cTerneHu cnusnorHomuye-
CKOMY KPUTEPHUIO « 6OMeCTBEHHOIro
XYAOMHUKa»: BbICOKUIM 06, 3KC-
LLeHTPUYHOe covyeTaHne 6aKkeH6ap-
LOB, YCOB U KO3JIMHOM 6OPOAKM,
rono4Hoe, aCKeTU4YHoe JILo Tollein
cobaKu, LUIMPOKKUe BeHbl, NMOKpac-
HeBLUAA KOXa, CBeAeHHble 6poBHU

W OTKPbITbIMA B3rnA4 aHrena — BOT
YTO OT/IMYAET MEJIAHXONUIO XYAOH-
HUKa, ecnv BepuTb Arpunne. 3ToT
NopTpeT He HacTOo/IbKO HaTypaau-
CTHUYeH, WIH 6NIU30K K AeACTBUTEb-
HOCTH, UK NCUXONOrUYeH (cpaB-
HUTe ero, Hanpumep, ¢ ropasao
6onee 6aHanbHbIM MOPTPETOM A€
Pope KUCTM aHOHUMHOIO XYAOH-
HUKa: XpaHseeca B BeHe nonotHo
a6COJII0THO JIULLEHO « USIOMUHKHUY),
HO 3aTO 3TOT XYAO0HECTBEHHbIA
CUMBOJIMYHbIM NOPTPET OTpaMkaeT
CaMylo CYTb, BAOXHOBJ/IEHHbIM TPaHC
KOMMO3MUTOPa U ero UCKYCCTBO.

CONCERTS

a portrait
of the ‘furioso’

A well-known engraving by the 16®
century German artist Albrecht
Durer, Melencolia |, represents

a woman with a concentrated

gaze and wings, and a starved

dog. These are not, as Panofsky
claimed, the features of a lethargic
melancholy, known to us today, but
rather, as Frances Yates proved,
the interiorized, manic madness

or ‘furor divinus’ which the renais-
sance artist possessed according
to the magical theory of Ficino

and Agrippa von Nettesheim. The
portrait that Hans Mielich made of
the composer Cipriano de Rore,

fits in this tradition. Even more, no
artist portrait seems to meet the
physiognomic criteria of the ‘divine
artist’ so clearly: the bald forehead,
the eccentric hair of whiskers,
moustache and goatee, the starved,
ascetic face of a skinny dog, the
wide veins, the red bloody skin,

the furrowed brows and the open
gaze of the angel are the striking
features of the inspired melancholy
according to Agrippa. The portrait is
not so much a naturalistic, lifelike or
psychological portrait (compare for
example with the anonymous, more
banal portrait of De Rore in Vienna,
stripped of all extravagance), but
rather an artistic, emblematic portrait
that expresses the inner, inspired
trance of the composer and his art.

Representing Cipriano De Rore as
‘furioso’ is of course also a refer-
ence to his long career at the court
of Ferrara, where Ariosto created
the immortal epos Orlando Furioso
and of which De Rore arranged
some crucial stanze into music.
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MbI He 3pAa npeactasnaem Yunpu-
aHo ge Pope «HeucToBbIM» — 3TO,
KOHEYHO, U OTCbINIKa K ero Au-
TeNbHOM cny6e npu asope B dep-
pape, rae ApMoCTO COYMHWU CBOM
6eccmepTHbIN 3noc « Heucro-

Bbin Ponang», a ae Pope nonoxun
HECHKO/bKO CTPOo® Ha My3blIKy. Mop-
TpeT Ae Pope AaeT KAoYU K NMOHU-
MaHH1I0 ero COMMHEHWH, B YaCTHOCTH,
magpuranos. OHU paboTatoT NoYTH
KaK MaruyecKue guMarpammbl: Npu-
LaloT NO33UU 6E€CKOHEYHO TOHKUH,
MelaHXO0/IMYeCKUM nadoc U aen-
CTBYIOT TaK e UHTEHCUBHO, KaKk U
noptpeT. [MocToAHHO 6anaHcUpylOT
MexAay B3pbiBOM, THEBOM U 3aTUXa-
HueM, cnesamu. OTTOro BOCCTaHOB-
JlIeHWe Magpurana conoctaBumo ¢
ragaHueM: Be4Has MonbITHa yxBa-
TUTb U BbIpasuTb GbICTPO CMEHSAID-
LLMecsa U Nopoi Becbma NpoTUBO-
peuyuBble CU/bl U IMOLUUU. U HeOHH-
AaHHO CTUXMU CTAaHOBATCA HUBbIM
MaTepuasiom, Pe3OHUPYIOT; Maapu-
ran npeBpaLLaeTcA B HEYTO He CBOM-
CTBEHHOe YesIoOBEHY, CNocobHoe
npuaaTtb Hanbonee abCTpPaKTHbIM
YyBCTBaM acTpasibHble BeJIMYMHbI.

3T1a nporpamma — noptpeTt Yvunpu-
aHo ae Pope KaK 3KCLEeHTPUYHOro
«60orecTBeHHOro Henctosoro». OHa
HauyMHaeTCcsA CTUXaMMH « 60HECTBEH-
Horo» ApuocTo, a Aanblue UAYT ero
nosaHve, paguKanbHble Magpu-
ranbl — atnac opmMy/s My3blKanib-
Horo nadoca. lNokaszaTteneH maapu-
rana U3 camoro KoHLa nporpavMmbi,
Mentre lumi maggior, rumH rep-
yory OtraBuo PapHese u Mapra-
pute lMapMCcKoM, KOTopbli 3aBep-
LaeTcAa niayemMm HUMAd BO TbMe...

CONCERTS

The implications of De Rore’s
portrait give an important key how
we should read his compositions,
and more specifically his madri-
gals: they are almost like magical
diagrams which provide the poetry of
an infinitely fine-grained, melancholic
pathos in the same intense state

as the portrait, balancing between
outburst, furor, and collapse,

pianto. To revive a madrigal is in

this sense comparable with magical
divination that tries to capture
rhetorically the rapidly alternating
and opposite forces and emotions

in an inner polarity of intensities.

Suddenly the written letter of the
poet becomes living material and full
of affective resonance that trans-
forms the madrigal in something
inhuman, capable to give the most
abject feelings astral dimensions.

This program is a portrait of
Cipriano de Rore as excentric
‘divino furioso’, starting from the
verses of ‘divino’ Ariosto, to his
later, radical madrigals which form
an atlas of musical pathosformulas.
Exemplary is the last performed
madrigal ‘Mentre lumi maggior’,

a hymn to duke Ottavio Farnese
and Margaret of Parma, that at the
same time finishes as a lament

of nymphs shrouded in black...
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@  OpraHHbIK 3an
nepmcKoun hnnapmoHum

WUCMOJIHUTENN:
aHAape LWy3H (6apUToH)
AaHnanb xanae (hoprennaHo)

B nporpamme:

po6epT WymaH

Ha CTUXH TeHpHUxa reiine, op. 24

13 [IUKJIA «YETHIPE pOMaHca
JUIS TOoJIoca U (hopTenuanoy, op. 142

W3 LUKJIA IISTh IIECEH 1 POMAHCOB
JUTA ToJIoca ¢ popTenuanoy, op. 127

13 IMKJIa «POMAHCHI M Oaa sl
111 ToI0ca ¢ (hOPTEITHAHOY
(terpams IV), op. 64

U3 LUKIIA «KMUAPTB, Op. 25

ryro Bosib®

W3 BOKAJILHOTO IIMKJIa
«IIECHH Ha CTUXHU T'ETE»

thpaHK mapTeH

TEeKCT: ryro Gon ropmancranb

CONCERTS

@ perm philharmonic organ
concert hall

performed by

andré schuen (baritone)
daniel heide (piano)

the programme includes:

robert schumann

from 4 gesénge, op. 142

from 5 lieder und gesénge, op. 127

from romanzen und balladen, vol. 1V,
op. 64

from myrthen, op. 25

hugo wolf
from goethe lieder

frank martin

text: hugo von hofmannsthal
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BeYyep
neceH

OcBelleHHasA rocTMHas, akBapenu
Ha cTeHax, NoABEeCKU 3BAKAalOT OT
NOTOKOB CBEYHOro Tenna, rosbie
nieyu, AyTble pykaBa, nocpeauHe
KOMHaTbl — pPOfA/ib, 3a HUM — Yeno-
BEK B XUNeTe U CKnagyaTom 6eom
rascTyke nog nog6opoaoK: ceu-

yac 6yaeT AOMAaLLUHMA KOHLEPT.
MpumepHO TaKk Morna BbIrNAAeTb
«wybepTvaga» — OAMH U3 3Ba-
HbIX Be4YepoB 4/1f1 BEHCKOW 60rembl,
KoTopble yCTpauBaaUCb « AN
CBOMWX» U MPOXOAUAU AOMa Y KOro-
HUGYAb M3 Apy3ein PpaHua Ly6epTa.

MPOHMUKHYTbIE NTULEACKON pOMaH-
TUKOM, WybepTUaabl 6bIIN YEM-TO
CpeAHUM Meray KOHLEPTOM U Beye-
pUHKOMK. OHK BblIKM MecToM AndA
CBETCKUX YBeCeNleHUH, ANA TaHLeB,
CTUXOB, BUHA, NOJIEMUKHU, HO B nep-
BYIO o4Yepeb Tam 3By4asia My3blKa:
3TO MOr 6biTb Kackaz, MUMNpoBU3a-
LMA B Ayxe KanycTHWKa, BanbCbl UK
Ccepbe3Hblii KOHLEPT, Ha KOTOPOM
cobpaBluMecs Bnepsble caywanu
HeAaBHO 3aKOHYEHHOE COYUHEHHMe.

YacTo Ha TaKMX KOoHLepTax ogHa

3a Apyrou 3By4asi1i NnecHu, obpa-
3yA LMKA — HaCTOALUMK WU MHU-
MbiK. B nepBoit yetBepTH XIX BeKa
HemeLKanA necHAa — «Lied», cywe-
cTBOBaBLIaA U 40 3TOro, Npuobpe-
TaeT 0CO6eHHYI0 BaKHOCTb, NOTOMY
4YTO 6€3yKOPMU3HEHHO NnonaaaeT B
3CTETUYECKUMN « 3aKa3» BPEMEHH.
OHa AbIWKUT TeM e BO34YXOM, YTO
HeMeLKaA poMaHTU4YecKasa Noasus,
B HEW eCTb NMPOCTOAYLLUHME U Kamep-
HOCTb, CBOMCTBEHHble 3noxe 6uaep-
Menepa, OHa TPaHC/IMPYET }KUBOE,
COKPOBEHHOE YYBCTBO U CoO4YeTaeT
€ro NO3TUYECKYH UCKJTIOYUTESIbHOCTb
CO CKPOMHOCTbIO thopmbl. [MecHsa
MWHUaTIOPHA, B OT/IMYUE OT CUM-
(hOHUMK, OHa He BbiCTpanBaeT 60/b-
LIOro CL,eHapUsA CO CJ/IOKHOM apxu-
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an evening
of songs

A lit living-room, watercolours
on the walls, pendants jingling
from the waves of candle heat,
bare shoulders, puffy sleeves
and in the middle of the room,

a grand piano at which a man
sits wearing a waistcoat and a
white bow-tie under his chin.

A domestic concert is about to
begin. A scene like this could
describe a 'Schubertiade' — one
of the guest-nights for Viennese
bohemians, which were held

at private homes of some of
Schubert's friends. Imbued with
lyceum romance, Schubertiades
were somewhere between

a concert and a party. They
were a place for high-society
entertainment, dancing, poetry,
wine, debates, but above all,
music: it could be a cascade

of improvisations in the spirit

of a skit, waltzes or a serious
concert where the audience
would listen to a recently
composed piece of music.

At these concerts, songs were
often played one after the other,
forming a cycle (real or imaginary).
Although it existed before, in

the first quarter of 19* century,
the German song — ‘Lied’ —
becomes particularly important

as it perfectly fits the aesthetic
‘order’ of the time. It breathes

the same air as the German
romantic poetry, it has a simplicity
and intimacy inherent in the
Biedermeier era, it relays a lively,
intimate feeling and combines its
poetic exclusiveness with modesty
of form. The song is a miniature,
as opposed to a symphony; it
does not have a large script
with a complex architecture.
Rather, it is more of a moment,
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TeKkTypoit. CKopee OHa — MOMEHT,
BbIJIOBJIEHHbIA U3 MU3HU: Habnto-
[aeMOM, WU HU3HU CO3HaHUA, rae
MaJio-nomasny BCE MeHblle CBA3-
HOCTH, BCE 60/blle paccesHHOro
Xaoca, Yem B BOCMNPUATHUU KNaccu-

KOB 3a napy AeCATWUIEeTUIA A0 3TOro.

N3-3a cHaTtocTH hopMbl B NECHe
BC& — Ha BeC 30J10Ta, KaK B 3nu-
rpaMme, U B HECKOJIbKUX MUHY-
Tax 3By4aHMUA MOMET 3aK/o4aTbCcA
camoe rnyboKoe UsiuaHue, Uu
paccKas o cobbITUK, UK Habnwae-
HUWe 6e3 eAUHOM JIULLHEN YepThbl.

[MecHu mornu coeguHATLCA B
«BEHKW» — BOKaJibHble LUK/blI,
KOTOpbl€ MOHO 6bIJI0 UCTOJ-
HUTb LESIMKOM B OAHOM HOH-
Leprte, KaKk 6b10 HAa 3HAMEHUTOM
Beuepe y LLlo6epa B 1827 roay,
Koraa apy3bs LLly6epTa Bnep-
Bble YCAbIWaAU « SUMHUI NyTb»;
OZIHAKO NporpamMma mMornia cTpo-
MUTbCA U U3 OTAENbHbIX NEeCeH,
OTO6pPaHHbIX MO HEKOEMY MPUH-
uuny. Takon KOHLEPT Ha3sbiBanCcA
Liederabend — pocnoBHo, «Bevep
neceH», U 3Ton thopme NPeacTonAN
MHTEPECHbIX ABYXCOTNETHUH NYTb,
NPOAO/IHAOWKUMACA U NOHbIHE.

Ha nepBblit B3rnaa, 4To MoMeT
6bITb NpoLye: nporpamMmma «auae-
pabeHaa» — 3TO OTAENEHUE WU
ABa, KOTOPble HYXHO 3aNOJIHUTb
necHAMU. Ha camom aene, Haxo-
AACb Ha nepece4YeHUU KamMep-
HOro KoHuepTa U MOHOCNEeKTa-
KnAa, «nnaepabeHa» HeBepo-
ATHO CJIOMHO U TOHKO YCTPOEH.

OuyeHb BarKHa TYT poJib MUAHU-
CTa: OH — He aKKoMMaHuaTop,
He (hOH ANA onepHoKr 3Be3bl, HO
y4yacTByeT B ApamMaTypruuv se4yepa
HapaBHe C BOKa/IMCTOM, a MOMeET
6bITb — 60Js1ee aKTUBHO: NapTHUA
¢opTenrMaHo B NECHAX — OTAe/Nb-
HblX Bblpa3uTe/ibHbIK NNaH, Ha
KOTOPbIM 4acTo NPUXOAUTCA OCHOB-
HOM rpy3 CMbIC/NOB, OT 3BYKOMNUC-
HOro «MecTa AeMUCTBUAY» 0 KOH-
TpanyHKTa CTUXOTBOPEHMUIO.

CONCERTS

caught from life: observed, or
the consciousness of life, where
there is less and less coherence,
more and more dispersed chaos,
than in the pieces of classics
two decades earlier. Because

of the compact form of the song
everything in it is worth its weight
in gold, like in an epigram, and

in a few minutes can contain the
deepest outpouring, or a story of
an event, or an observation without
common superfluous lines.

The songs can be joined in
'wreaths' — vocal cycles, which
could be performed entirely in
one concert, as was done on

a famous evening at Schober's
home in 1827 when Schubert's
friends heard Winterreise for
the first time. Or the programme
could consist of individual
songs, selected according to a
certain principle. Such a concert
was called a ‘Liederaband’ —
literally, 'an evening of songs',
and an interesting 200-year
path lay in store for this form,
continuing to this day.

At first glance, what could be
easier: the programme of a
Liederaband is a section or two,
which has to be filled with songs.
In fact, being at the intersection
between a chamber concert

and one-man performance, a
Liederaband has an incredibly
complex and subtle structure.

The role of the pianist is
extremely important: he is not
an accompanier, not the backing
for an opera star, but is involved
in the drama of the evening on a
par with the singer, and maybe
even more actively: the part of
the grand piano in the songs

is a separate expressive plan,
which often carries the main
weight of meaning, from using
the sounds to describe the scene
to a counterpoint to the poem.
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Kpowme Toro, «nnaepabeHa» —
KOHLepT 6e3 acTpaabl, UCNONHU-
TeNu TYT KaKk Ha NnajoHu, 6onee
ob6HaMeHbl, a 3Ha4uT, 6osee yA3-
BUMbI, HE B CHUNax YKPbITbCA
(hU3UYECKHU — B rpUMEpKe — WU
obpa3HO — 3a MacKoM nepco-
Haxa onepobl. eBel 3gecb —
OAHOBPEMEHHO M OH caM, U
JIUPUYECKUM repor, Nnpruyem rpa-
Dauus, B KOTOPOM ABe JIMYHO-
CTU cMelLatoTca ANA caylaTtens

B OA4HY, O4eHb TOHKa, U ee eaBa
JIU MOXHO oTpeneTupoBaTb. Moa-
TOMY UCKYCCTBO «MaepabeHaa»
B YEM-TO C/IO}KHEee U MHoromep-
Hee, YeM onepa: BbiCKa3biBa-
HUe He JIOKanu30BaHo B Npeae-
Nax cueHbl U NepcoHara, OHO
6onee abCTpaKTHO, @ 3HAYMT,
6onee yHuBepcanbHo. Hanpumep,
unkn dpaHka MaprteHa « Umsa-
pek» (1943) 3agymbiBanca Kak
ornepa no oAHOMMEHHOM Nbece
l'yro doH NodmaHcTansa, Ho npe-
BPaTU/ICA B LMK U3 LLECTU MOHO-
JIOroB O NPUMUPEHHUHU CO CMEPTLIO.
HoHuenuua nonyyaeT cTpawHo-
BaTylo, Heyao06Hylo anA cnywa-
TenA aKkTyanbHOCTb, MOCKOJ/IbKY
Tenepb OHa He Npo repos Chnek-
TaKNA, a NPo Kaxaoro U3 cuas-
LUKX B ayauTopuun: Jedermann —
(opuruHanbHoe HasBaHWe Nbechbl)
AOCJIOBHO — «KaMAblA Ye0BEKY.

Ocobbiit cnyyan — nporpamma,
nogpasymMmeBatoLias UCNoJ-
HeHWe BCero LiMKaa B 04uH
Be4yep: Hanpumep, 6eTXoBEeH-
cKoro « K aaneKkou Bo3ntobneH-
Hon» (1815—1816), unu oaHoro
13 uurknos LLly6epTa, nnu 6onee
NO3AHUX LUYMaHOBCKHUX LIUK/IOB.
HKaKk npaBuno, oHU AULLEHbI
thabynbl: HeNb3A NepecKasaTtb
coAepalumecs B HUX cobbl-
TUA, CBA3aHHbIe XPOHOOrUYye-
CKMU Y NPUYUHHO-CNIeACTBEHHO.
NUcTopum HeT, HO eCTb repoi: 3To
HeMU3MeHHbIA Ha NPOTAMEHUHN
LKA NPOTaroHUCT, ero noBse-
CTBOBaHWe WIJIIO30PHO U TOHKO,
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In addition, a Liederaband is

a concert without a stage, the
performers are in full view, more
exposed, and therefore more
vulnerable, unable to escape
physically to the dressing room,

or figuratively behind the mask of
an opera character. The singer
here is both himself and the lyrical
hero, and the state in which the
two personalities blend into one for
the listener is very thin, and it can
hardly be rehearsed. Therefore,
the art of Liederaband is somewhat
more complex and multidimensional
than opera: expression is not
localised within the scene and

the character; it is more abstract
and therefore more universal. For
example, the cycle by Frank Martin
Jedermann (1943) was conceived
as an opera based on the play by
Hugo von Hofmannsthal, but turned
into a cycle of six monologues
about reconciliation with death.
The concept is uncomfortable

for the listener due to a scary
relevance because now it is not
about the hero of the performance
but about each of the people
sitting in the audience: Jedermann
literally means 'everyone'.

A special case is a programme,
which implies performing the whole
cycle in one evening, for example,
Beethoven's To the Distant Beloved
(1815-1816), or one of Schubert’s
cycles, or Schumann's later cycles.
Usually they are devoid of plot: it

is impossible to retell the events
contained in them, connected
chronologically and causally. There
is no story, but there is a hero: the
protagonist remains unchanged

for the whole cycle, his narrative is
illusory and subtle; it is a collection
of conditions and of points of
consciousness according to which
we can track down and fill in the
blanks in the plot. Performing the
cycle live, the musicians deal with a
number of challenges: how to avoid
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OHO — CKOpee Habop COCTOAHMH U
TOYEK CO3HaAHWA, MO KOTOPbIM Mbl
MOeM NpocneauTb U goayMmaTb
cloxeT. UcnonHaa UMK BHUBYIO,
MY3bIKaHTbl peLalT pAaa C/NoK-
HeMWnxX 3aja4: KaKk usberaTb
NPAMOro aKTepcTBa, CO34aBLUEro
6bl HEHYKHYIO « ONMEepPHY» acco-
LMaLUI0 MeXay NpoTaroHUCTOM U
nesuom? KaK caenartb TaK, YTo6bl
«CLieHapuit» 6bln CYUTbIBaEMbIM,
HO He CJIULUKOM o4yeBUAHbIM? KaK
npoAayMaTb HeCTbl, A3bIK Tena,
MU3aHCLEHbI, YTO6bI C AOJIHK-

HOM AEeNMKaTHOCTbIO TeaTpainu3so-
BaTb OTCYTCTBYlOLEee AeUCTBUE?
UcKyccTBO cOeAUHEHUA NeceH B
«He3arnucaHHbIA paccKasy, rae
NpPU OTCYTCTBUU CIOMETa My3blKa
peXUccUpyeT Halle BOCnpUATUe
OTAE/IbHbIX TEKCTOB — JIMHUA,
BbIXo4ALLlaA 3a npeesbl Knac-
cuku. Ee npogonkeHne — ceHo-
MeH « HoHLenT-afibboMa»: B 3TOM
CMbiC/ie POMaHTUYECKHUIA BOKa/b-
HbIM LUMKN YAUBUTENIbHO CXOMK,
Hanpumep, ¢ Sergeant Pepper’s
lonely hearts club band, anb60-
mom The Beatles 1967 roga.

Ewe cnoxHee — ecnu nporpamma
Beyepa noapasymeBaeT KOHCTPYK-
LMI0 U3 OTAENbHbIX MNEeCeH: B 3TOM
c/ny4ae, Kpome yyeta cob6CTBEH-
HbIX UCMONTHUTENbCKUX AAHHbIX

M Haubonee BbIrOAHOIO UX pac-
KPbITUA, HY}XHO NpoAymaTb KOH-
Lenuuio, KoTopaa CBAMET NeCHU
BO€AMUHO, pacnpeaesuT noAbembl
M cnajbl HanpsAMXeHUs, pacrnoso-
MeHUe Ky/IbMUHaUWUK U BbIXo4, U3
HUX. KOHeYHo, 3Ta 3aza4a CTouT

M nepeA My3blKaHTamMH, KOToOpble
NpPoAyMbIBalOT COHaTHbIN Be4ep,
HO «nnaepabeHa» CBA3aH CO CTU-

XaMH, U UX CnoxHee CKOMNoHOBAaTb

u3-3a 60/1ee KOHKPETHOro coAep-
*aHuA. MporpaMmma MoKeT cTpo-

MUTbCA BOKPYr onpeAeseHHON 3noxu

WX KOMMo3uTopa, WU NpeacTaB-
NATb cCO60M OMMaX BblaatoLLe-
MyCH UCMNOJIHUTENIO; UHTEepecHee
BCEro — ec/iM oHa npeBpallaeTca
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straight forward acting, which
would create the unnecessary
'opera' association between the
protagonist and the singer? How
to make the script understandable
but not too obvious? How to
arrange gestures, body language,
stage settings, in order to
theatricalise the absence of
action with due delicacy? The

art of connecting songs into an
'unwritten story', where in the
absence of music the plot directs
our perception of individual texts
is the line that goes beyond the
classics. Its continuation is the
phenomenon of the 'concept
album': in this sense, a romantic
song cycle is remarkably similar,
for example, to Sergeant Pepper's
Lonely Hearts Club Band’,

The Beatles’ 1967 album.

It is even more complicated if
the programme of the evening
involves the construction of
individual songs: in this case, in
addition to taking into account
their own performing capabilities
and the most favourable way

of their demonstration, it is
necessary to consider the
concept, which will join the
songs together, distribute the
ups and downs of stress, arrange
the climaxes and the exit from
them. Of course, the musicians
who think out a sonata evening
also face this problem, but a
Liederaband is associated with
poems, and it is harder to put
them together because of the
more specific content. The
programme can be structured
around a particular era or
composer, or be an homage to
an outstanding performer; it is
most interesting if it turns into a
conceptual collage, one’s own
expression through a compilation
of other people's texts. Drawing
a parallel with non-classical
music once again, it is possible
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B KOHLeNTyasibHbI KONNaM, cBoe
BbICKa3biBaHWe Yepe3 KoMNuna-
LMIO YYHUX TeKcToB. BHOBb npo-
BOAA Napasniefib C HeKnaccu4e-
CHKOM MY3bIKOM, MOXHO CPaBHUTb
3TO C UCKYCCTBOM COOUPaHUA AUA-
MEenCKMX ceToB, NpUyem Bogopas-
AeNn MeXay ABYyMA MUPaMH OYEeHb
YCNOBEH: APKUK NpUmep coBpe-
MeHHoro «auaepabeHga» — Cnek-
Taknb Kpucroda Maprtanepa King
Size (2013), rae ¢ repoAMM «Cny-
yaeTcA» He UCTopUsA, a Habop
neceH ot koHa JayneHaa (XVI
BeK) ao Jackson 5. CoyetaHue
COBCEM He yAUBHUTe/IbHOe, eC/U
BCMOMHWUTb, KaK BeJIUK 6bla norn-
KOMMOHEHT B NporpaMmMme KaKkoro-
HUO6YAb U3 60reMHbIX c6opumLy, XIX
BeKa, rge BMnosHe Morna 3By4YaTb
Nlerkasa MysblKa «y BCeX Ha Cyxy».

«JlnaepabeHa» TEXHUYECKU NMPOCTO
YCTPOUTb, OH MOABWJICA B cpee
MOJIOAEHHOWN UHTENNEKTYa/IbHOM
3NUTbI, NoApa3ymMmeBaeT AOBEPU-
TEeNbHOCTb, Y3KUHU KPYr U HEKYIO
JABYCMbIC/IEHHOCTb BbICKa3biBaHUA,
NOCKOJIbKY UCMNOJIHUTE/Ib MOYTHU He
urpaet ponb. Bcé ato nocnyxuno
TOMY, YTO OH OKa3ascsA CBA3aH C
ocobon aTmocthepoit poMaHTU4e-
cKoro BonbHoAymusA. Papma3oH-
CTBO, NpucCyLlee 3TOMY BUAY KOH-
LepTa, NPUHMMANo pasHbie (HOPMbl:
OT BAOXHOBEHHOM NONEMUKHU Ha
wy6epTHagzax — K Noaynoanonb-
HbIM «MaepabeHaam» 3aKkarta lep-
MaHCKOM UMMNEPHH, BarKHENLLEN
naowaakxke An8 UAULLICKOro UCKyC-
CTBa: OUH U3 TaKUX Be4epoB opra-
HusoBbiBan PpaHy Kadka, apy-
rme — eBPENCKUI HypHan « Boc-
ToK ¥ 3anaa» (Ost und West).

K «nnpepabeHagam» BNAOTHYIO NpU-
MbIKaeT o4eHb NOJIMTU3UPOBAHHOE
MCKYCCTBO 6ep/IMHCKUX Kabape
Hayana 20-X ro4oB WX POK-
KBapTMpHUKKU B CCCP 80-x, Koraa
KOHMIUKT C KYNbTYPHOM NOMUTUHKOMN
CoBetckoro Coto3a aenan HeBo3-
MOHbIMW NMy6/IMYHbIE BbICTYI1E-
HUA HEKOTOPbIX rPpynn U My3blKaH-
ToB. TU HeNnoxoMue, KaK Karercs,
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to compare it with the art of
selecting a DJ set, moreover the
division between the two worlds is
very conditional: a prime example
of a modern Liederaband is a play
by Christoph Marthaler, King Size
(2013), where nothing ‘happens’
to the characters in the story but
rather they sing a collection of
songs spanning John Dowland
(16t century) to the Jackson 5.
The combination is not surprising
when we recall how great the pop-
component was in the programme
of a bohemian gathering of

the 19t century, where it was
entirely possible to hear light
music ‘on everyone’s lips’.

Technically, a Liederaband was
easy to arrange, it occurred
among the youth of the intellectual
elite, it meant trustworthiness,

a narrow circle and a certain
ambiguity of expression, as the
performer almost did not play a
role. All that added to the fact
that it became connected with the
special atmosphere of romantic
free-thinking. The nihilism
inherent in this type of concert
took different forms: from inspired
polemics at a Schubertiade, to
semi-clandestine Liederabands of
the sunset of the German Empire,
the most important setting for
Yiddish art: one such evening
was organized by Franz Kafka,
others by the Jewish magazine
Ost und West. The Liederabands
were very close to the extremely
politicised art of the Berlin
cabarets of the early 20s or

home rock concerts in the USSR
in the 80s, when the cultural
policy of the Soviet Union made
public performances of some
groups and musicians impossible.
These different concert forms

are connected with each other
exactly by being not concert-like
or not-quite-concert-like: not the
perfection of grace, but something
completely different makes us
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KOHLepPTHble HOPMbl CBA3aHbl MEM
CO060M UMEHHO HEKOHLEPTHOCTLIO
W/IX He-COBCEM-KOHLLePTHOCTbIO: He
COBepLUEHCTBO (PUOPUTYP, HO YTO-TO
abCcoNOTHO ApYyroe 3acTaBifAeT Hac
cnylwaTb Ye/ioBeKa, NnorLwero Ha
LOMallHeM KoHuepTte — 6yab TO
HacTosALWee BbICTYNJIEHUE UK NOCU-
OeNKU ¢ rutapoi. B yactHocTy,
CyLLLECTBOBa/IM ABa NpociaB/ieH-
HbIX UCMONHUTENA LWY6EepPTOBCKUX
neceH: MoraHH Muxaanb Pornb,
6necTAWMn 6aprUToH, neBwuii Ope-
cTa U aoHa lNr3appo, KOTopbIn
yacTo nopuLaeTca B LybepTUaHe 3a
yepecuyp «obnaropausatoLLiee»
ornepHoe BJ/IMAHUE, KOTOPOEe OH OKa-
3an Ha My3blKy NeceH, U TEHOP-
6apuTtoH Kapn doH LLéHwTaiH. OH
6bl1 He ONepHOM 3Be340M, a roc-
CyKalluM, U BOT YTO MULLET O HeEM
®depeHL, JIUCT, KoTopbIK 3annaKan,
Koraa caywan ero B BeHe B 1838
roay: « bapoH LLéHwTanH aerkna-
MupyeT nechHu LLly6epta ¢ TexHU-
KoM 60/bLUIOro apTUCTa U NOET UX

C NPOCTOTOMU U BbIPa3UTENIbHOCTbIO
AWNeTaHTa, KOTOpbIX COCPeaoTOYEH
Ha 3MoLMAX, BbipameHHbIX [B nec-
HAX], U He 3a60TUTCA O Ny6UKeY.

CONCERTS

listen to a person singing at a home
concert — be it a real performance
or a gathering with a guitar. In
particular, there were two famous
performers of Schubert's songs:
Johann Michael Vogl, a brilliant
baritone who sang Orestes and Don
Pizarro, who is often condemned for
his too ‘ennobling’ operatic impact
in Schubertiades on the music of
the songs, and tenor-baritone Carl
von Schénstein. He was not an
opera star but a civil servant, and
Franz Liszt, who burst into tears
when listening to him in Vienna

in 1838, wrote about him: "Baron
Schonstein recites Schubert's songs
with the technique of a great artist
and sings them with the simplicity
and expressiveness of an amateur,
who focuses on the emotions
expressed [in the songs], and does
not care about the audience."
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KOHLIEPTbI

@  OpraHHbIK 3an
nepmcKoun hnnapmoHum

B porpamme:

¢unun rnacc

CIOUTA U3 MY3bIKU K (DUIIEMY

the poet acts (noat gencreyer)
morning passages

(YTPeHHHe cobbITUA)

something she has to do

(oHa AonX¥Ha 4YTO-TO
npeAnpUHATDL)

i'm going to make a cake

(A cobupatocb Ucneyb NUpPor)
an unwelcome friend
(HenpoLLeHbIH rocTb)

dead things (meptBeLbl)

why does someone have to die?
(no4YemMy KTO-TO A0/HEeH ymMUpaTb?)
tearing herself away (oHa
BbIpbIBAeTCA Ha cBob6oAay)
escape! (6emaTb!)

choosing life (Bbi6Upalo HHU3HDb)
the hours (4yacbl)

MUOraHH naxenobenb

CONCERTS

@ perm philharmonic organ
concert hall

B nporpamme:

philip glass

music from the film

the poet acts

morning passages
something she has to do
i'm going to make a cake
an unwelcome friend
dead things

why does someone have to die?
tearing herself away
escape!

choosing life

the hours

johann pachelbel
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My3blKa
O HU3HMU
U CMepTH

MexAay nepBblM U BTOPbIM
otaeneHnem — 300 nert.

M mysblika Macca, u mysbiKa
Maxenb6ena cTpoATcA No oAHOMY
M TOMY e npuHuuny. MpocTbie
aKKopAOBble CEKBEHLIMHU NOBTO-
pAIOTCA MHOroO pas, Bapbupy-
ficb, o6pacTasA HOBbIMWU MeIoAU-
MU U (haKTypamH, NOCTEMNEHHO
pacKpbiBas CBOIO Maruio.

Ho 310 He egMHCTBEH-
Hoe, YTO UX 06 bearHAET.

OaHa u3 nbec cloutbl Macca U3
MY3bIKU K unbmy «Yacbi» (The
Hours) Ha3biBaeTca «[loyemy
KTO-TO AonKeH ymupatb?» (Why
Does Someone Have to Die?). A
3aKaH4YuBaeTcA 3Ta nporpamma
nbecoi Maxenb6ensa «Bce noam
AoMmKHbl ymepeTtb» (Alle Menschen
Missen Sterben), unu, Kak roeo-
puUTCA, «BCe Tam byaem».

MepcoHaxen dpunbma «Hacbi» pas-
OensioT AeCATUNETHUA, HO CBA3bI-
BaloT cobbITUA, NpOUCXOoAALLUE

C OAMHAKOBOW HEU3OEKHOCTLIO.
BHewHe — KpacuBasa ycnelwiHas
MU3Hb, B KOTOPOM « BC& XOPOLLO».
A Ha camom aene — rny6oKas BHy-
TPEHHAA AUCrapMOHUA U OT4Yas-
HWe, NPpUBOAALLME K CaMOybuii-
ctBy. My3sbika ®Pununa MNacca K
3ToMy (hrUibMy — nyTellecTBue no
«N1aBUPUHTY Nevann», U3 KoToporo,
KareTcA, HeT Bbixoaa. B Kamywerica
NpPOCTOTE U Y3HaBaeMOCTHU 3TOM
MY3bIKW — OrpoOMHas cuia conepe-
*MuBaHuA. Beab, no cytu gena, Bce
Mbl TaK UM UHAYe HUBEM B 3TOM
naébupuHte. Mbl XoTUM, 4TO6bI BCE
6b1/10 KaK-TO NO-APYromy, HO He
3Haem, Kak 3Toro 4oCTUYb. TaK npo-
XOAAT Yachbl, roabl U CTOJIETHA.

CONCERTS

music
about live
and death

There is a gap of 300 years between
two halves of this program.

The music of Philip Glass and
Johann Pachelbel has similar
structure. Simple chord sequences
are repeated over and over again
with variations giving birth to
various melodies and textures and
gradually revealing their magic.

However, this is not the only
thing they have in common.

One of the pieces from The Hours
has a title "Why Does Someone
Have to Die?" The last composition
of this program is a piece by
Pachelbel called "Alle Menschen
Missen Sterben" (All Men Must Die).

The heroes of The Hours movie are
separated by decades but connected
through the events that happen with
some kind of similar inevitability.

On a surface they live a beautiful
successful life, and "they are fine".
But deep inside they suffer from
disny and despair leading them to
suicide. The music of Philip Glass
written for this film is a journey
through the labyrinth of sorrow that
has no way out. It sounds simple
and recognizable, and it has a
strong power of compassion. In
fact, all of us live in such a labyrinth.
We want our life to be somewhat
different but we don't know how

to change it while hours, years

and centuries are passing by.

Johann Pachelbel (1653—1706),
German composer and organist,
received much recognition during
his lifetime. He was as popular

as a 20" century rock star. The
beginning of his private life was also
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WNoraHH MNMaxenobenb, HeMeLKUH
KOMMO3UTOP U OPraHuCT, Nony-

4Yun abconoTHOE NpU3HaHUe npu
HU3HU. OH 6bIN NonynApeH npu-
MEPHO KaK pOK-3Be3bl KOHLA

XX BeKa. Ero nMyHan *u3Hb Hava-
JlaCb TOXe BMNOJ/IHE «yCMNeLlHO»:
HEHU/ICA Ha KpacaBuLle, 40o4YepHU
Mapa JpcypTa, Y HUX POAUNCA CbiH.
Ho BcKope eHa U CblH ymepau

oT Yymbl. [epBoe U3aaHHOE CoYU-
HeHue lMaxenbbensa HasbiBaeTcA
«My3blKanbHble pasmbllLIeHUA

o cvepTtu». U ¢ Tex nop BcA ero
My3blKa 6blla UMEHHO TaKUM pas-
MbllwneHneM. B He# war 3a warom
obpeTtaeTtcs, 3aBOeBbIBaeTCA yBe-
PEHHOCTb B TOM, YTO CMEPTb — 3TO
He KOHel, He nepexog B HebbiTHue,
a, Hao60opoT, ABEpPb TyAa, rae HeT
HUYero BpeMeHHOoro, NoABepHeH-
HOro cTpagaHUAM U UCHE3HOBEHMUIO.
Tam HeT pasnyku U HeT cTpaxa. Tam
HET HUYEro, KPOMe oCNenUTENIbHOro
cBeTa U 1lobBU. U BCA HU3Hb —
3TO NOAroTOBKA K nNepexoay Tyaa

M NpeABHKYLLeHWe 3TOro MOMeHTa.
MbI KaKk 6bl TPEHMpYeMCA, Y4UMCA
6bITb «Tam». Ho ana Toro, 4tobbl
TaM OKa3aTbCH, Mbl AO/IHHbI CAaTb
BCTYNUTENbHbIA 3K3aMeH — yMe-
peTtb. U Toraa Bonpoc «noyemy
KTO-TO ZO/IXKEH YyMUpaTb» Npuobpe-
TaeT CoOBepLIeHHO APYror CMbICA.

CONCERTS

extremely successful: he married
a beautiful woman, the mayor of
Erfurt's daughter, and they had a
son. However, soon afterwards
his wife and son died of plague.
Pachelbel's first published work
was called Musicalische Sterbens-
Gedanken (Musical Thoughts on
Death). All his compositions from
that moment were meditations on
death. Step by step through this
music we gain awareness of the
fact that death is not the end and
not a transition into non-existence.
Just the opposite: it is an entrance
into a space in which there are no
temporary phenomena subject to
suffering and decay, no parting and
no fear. There is only dazzling light
and love, nothing else. And our
whole life is a preparation for this
transition, an anticipation of this
moment. We train ourselves, we
learn how to live there. And finally,
to arrive in that space, we must
first pass the entrance exam: we
must die. This approach changes
the meaning of the question "Why
Does Someone Have to Die?"
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KOHLIEPTbI

@  OpraHHbIK 3an
nepmcKoun hnnapmoHum

ANpHKep:
TeoA0p KYPEeHT3UC

COJIUCTbI:
nosaa Myppuxu
(MeLLLO-coMnpaHo)
MaKCUM py6LoB
(bneiiTa)

Ba/IeHTHH YPIONUH
(KnapHeT)

aHgpen curepa
(cKpunka)

MBaH Cy660TKUH
(CKpUNKa)

Haun 6aKkueB
(anbT)

uropb 6060BMY
(BMONOHYENDb)
MaKCHUM eMe/ibAHbIYEB
(KnaBecHH)

3apuHa WWMMaHCcKasa
(bopTenuaHo)
Mapua 30pKUHa
(apda)

B nporpamme:

naynb XuHAEMUT

BOKAJILHBIHN IUKJI
Ha CTUXU Ireopra Tpaxkiisg

rycras manep

BOKAJIbHBIN ITUKII
Ha CTUXH (QpHIpHUXa PIOKKEpTa

thpaHK MapTeH

CONCERTS

@ perm philharmonic organ
concert hall

conductor:
teodor currentzis

soloists:

paula murrihi
(mezzo-soprano)
maxim rubtsov
(flute)

valentin uryupin
(clarinet)

andrey sigeda
(violin)

ivan subbotkin
(violin)

nail bakiev
(viola)

igor bobovich
(cello)

maxim yemelianychev
(harpsichord)
zarina shimanskaya
(piano)

maria zorkina
(harp)

the programme includes:

paul hindemith

vocal cycle
on georg trakl’s poems

gustav mahler

vocal cycle
on friedrich riickert’s poems

frank martin
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cymMmepeyHas
NIMpUKa

BHyTpeHHHWe B3auMOCBA3MU
thecTUBaNbHOM NpOrpamMmmbl
COCTaB/AOT OTAEeNbHbIN UHTEN-
JNIeKTyaNbHbIX MaplpyT. Ha nytu
K Llecton cumdoHumn lNyctasa
Manepa (1860—1911) KpaiHe
BarKHO ycablwaTtb «[ecHu 06
yMmepLlux aetax». NMpopoyecKkue,
KaK U « Tparuyeckasa» cumdo-
HWA, OHU CO34aBa/IUCb B CaMyio
CYaCT/IMBYIO MOPY B }U3HU KOM-
nosurtopa 1 6blIK 3aBepLUEHbI
netom 1904 roga, Koraa 1o6u-
Masf }eHa poauna emy BTOPYHO
Aoyb. B ocHoBY BoKanbHoro
LMKAa nonoeHbl cTuxu Ppu-
Apuxa ProkkepTa (1788—1866).
Be6epH, npucyTcTBOBaBLUMM Ha
nepBOM MUCMoJIHEHUU « [eceHy,
3anucan B CBOEM AHEBHUKeE:
«oBopunu o nUpUKe ProK-
Kepta. Manep cKasan: “lNocne
«Bonwe6Horo pora Masib4uKka»
A Mor genaTtb ToNbKO PloK-
KepTa — 3TO JIMPUKa U3 Nep-
BbIX PYK, BCE& OCTa/ilbHOe —
JIUPUKa U3 BTOPbIX PYK”».

OnnakuBas noteplo ABYX
MaJieHbKUX AeTeir, PIOKKepT co3-
Aan B NaMATb O «JIIO6UMeENLLUX
M NpeKpacHeMLWUX» LUKN u3 428
cTUxoTBOpeHuin. Manep nono-
WU HA MY3bIKY NATb U3 HUX,
Korga ero Ao4Yepu TO/IbKO poau-
JIUCb — «B aroHWW cTpaxa, 4To
3TO AO/IKHO NPOU3orTU». MrHo-
BeHbAl HaUBbICLUEro c4acTbA
ana Manepa 4acto oKpalleHbl B
POKOBble TOHA, U NPeAYYBCTBUE
TOro, YTO pPafAoCTb B Nt060M
MOMEHT MOeT 06epHyTbCA
60nbi0, Momorno emy 6es:xa-
JIOCTHO UccieaoBaTb NOACO3Ha-
TenbHble cTpaxu. Bce rnybuHHble
CMbIC/Ibl U 03apeHUna 6aucTa-
TeNIbHO BOMJIOWEHbI, C My3bl-
KaJIbHOM TOYKU 3peHusA. Brneyar-

CONCERTS

twilight
lyrics

Interconnections of the festival
program come together to form

a separate intellectual route.

On the way to Symphony No. 6
by Gustav Mahler 1860—1911) it
is extremely important to listen to
Kindertotenlieder (Songs on the
Death of Children). Prophetic like
‘The tragic’ symphony, they were
created in a very happy period

in the life of the composer and
were completed in the summer of
1904, when his beloved wife gave
birth to their second daughter.
The words of the song cycle

are poems by Friedrich Riickert
(1788—1866). Webern who was
present at the first performance
of Songs, wrote in his diary: "We
talked about the lyrics by Riickert.
Mahler said: "After Des Knaben
Wunderhorn (The boy's magic
horn) | could only do Riickert —
it's the firsthand lyrics, everything
else — is secondhand."

Mourning the loss of two little
children, Rickert created a cycle
of 428 poems in memory of the
'beloved and beautiful'. Mahler
set five of them to music when
his daughters were just born —
"in the agony of fear that this
should happen." The moments of
complete happiness for Mahler
are often painted in fatal shades,
and a premonition that joy can
turn into pain any moment helped
him to explore subconscious
fears relentlessly. All implications
and insights are brilliantly
embodied from a musical point
of view. Impressively subtle
orchestration, fascinating
harmonic landscapes and the
new level of fusion of voice and
orchestra, which has almost
washed away the wavering
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NAeT TOH4YauLwaa OpKeCcTpoOBKa,
3aBoOparKuBaloLMe rapMoOHHye-
CKMe naHawadTbl U HOBbIA YPO-
BE€Hb C/IUAHMUA rosoca U OpKe-
CTpa, KOTOPbIA MNOYTU pasmMbli
KoNeb6NIoLWYyoCA nperpaay Mexay
OpPKecTpoBOM necHen U cumMdo-
HUel (OKOHYaTeNbHO OHa 6yaeT
cHeceHa B «[lecHu o 3emne»).

CBou nperpagbl NpeacTosno
cHecTu U Mayno XuHaemuty
(1895—1963), ubsA yHUBepca/b-
HOCTb U yMeHue 6anaHcUpoBaTb
Ha rpaHu xaoca U nopagKa npu-
BeAyT K o6peTeHUlo « FapmoHuK
Mmupa». Ho ato 6yaet nosgHee, a
B 1922-M, yBne4YeHHbI No331en
paHHero 3KCNpPeccUoHM3ma, oH
nuwert Die Junge Magd Ha cnoBa
rnaBHOro aBCTPMMCKOro noaTa
Havana XX Beka leopra Tpaxknsa
(1887—1914). B roab! y4ebbi B
BeHe Tpaknib nogpo6bHO nayyan
He TONbKO IMTepaTypHOe Hacne-
Aue, HO U NapTUTypbl BarHepa,
Manepa, LLIEHGepra, Ybe y4eHUe
06 amaHcunauMmu AUCCOHaHca
OKasanocb 0COO6EHHO BaHHbIM
AN19 No3Ta, A0 KParlHOCTU 40pO-
MUBLLEro 3ByKOBOW (hOPMOM.
HanonHeHHasa BHYTPeHHen My3bi-
KaJIbHOCTbIO, OCTPOTOO 06pa-
30B U 0CO6bIM « CyMepeyHbIM»
HacTpoeHueMm, nNo3a3usa Tpakna
CrnpoBoOLMpoOBasia MHOTUe 3Ha-
KOBble ABNIEHUA B HEMELIKOA-
3bIYHOW IUTEpaType U He mMorna
He Bne4yaT/IuTb MONOAOro X1H-
aevuta. « Monoaas cny:aHKa»
NnoJiIoXKusa Hayano co6CTBeHHOMY
OpPUrMHaNbLHOMY CTUO XUHAe-
MWTa B BOKaNIbHOM MY3bIKe U
npoaonxuna Havartyo Mane-
POM JIMHUIO HaHPOBbIX MeTa-
Mop¢t03 BOKaNbHOIo LMKAa.

CONCERTS

barrier between the orchestral
song and the symphony (it
will be finally demolished in
the Song of the Earth).

Paul Hindemith (1895—1963)
had his own barriers to break
down. His versatility and ability
to balance on the verge of chaos
and order would culminate in the
achievement of Harmony of the
World. But this would be later,
and in 1922, fascinated by the
poetry of early expressionism,
he wrote Die Junge Magd

(The Young Maid) to the words
by Georg Trakl (1887—1914),
the early 20™" century Austrian
poet. During his studies in
Vienna, Trakl studied in detail
not only literary heritage, but
also the scores by Wagner,
Mahler, Schoenberg, whose
teaching about the emancipation
of dissonance was particularly
important for the poet, who
absolutely cherished the form

of sound. Filled with inner
musicality, sharp visual images
and a special 'twilight' mood,
the poetry of Trakl provoked
many landmark phenomena in
the German-language literature
and could not help but impress
the young Hindemith. The Young
Maid marked the beginning of
Hindemith's own original style in
vocal music and continued the
line of genre metamorphoses
started by Mahler's song cycle.
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24.06 / 23:30

28.06 / 23:00

KOHLIEPTbI

@ AOM AArunesa

UCMONHUTENMU:
aHTOH 6araros,

noJInHa OCeTUHCHKas,
MWUXaui MOPABUHOB

Cobupancb 61uHe K NosIyHOUU B
Jome [arnnesa, My3blKaHTbl UrpaioT
CBOM Nto6UMblE NPOU3BEAEHHA B
TEMHOTE NPU CBETE JlaMN-CBETIAYKOB.
Mpryem nporpaMMy KOHLiepTa caylua-
Te/IM Y3HAKT /IULb B CAMOM KOHLE,
nocne annoguMcmeHToB. [lenaertca ato
He paau WYTKKU UK NPOBEPKU 3py-
AWUPOBaHHOCTHU Ny6auKM. MpocTo cTe-
PeoTUNbl, KOTOPble BO3HUKAIOT NpU
aHOHCUPOBaHWKU TOrO WJIK UHOIO NPO-
M3BeAEHWA, UHOW pa3 MeLlalT YyCibl-
lIaTb ero NoAJIMHHYI CyTb. Bnpouem,
3Has, YTO 3a pofAJieM NooYepeaHo U
BmecTe 6yayT AHTOH Bataros, MonuHa
OceTtuHckasa u Muxaun MopasuHoB,
MOMHO rapaHTUPOBaHHO PaCCYUTbI-
BaTb Ha TOHKUK BKYC UCMONHUTENEN U
0CO6YI0 KOHLEPTHYIO aTmoccepy.

@ AOM AArunesa

WUCMONHUTENN:
TOoMac uenTmanep,
Kapo/IMH BUAMAaH,

anvHa ubparmmona

Ha CKpunuyHom rana ny6auKy Haet
BbICTYM/IEHWE TPEX My3blKaHTOB,
npeacTaBUTENIEN TPEX NOKOJIEHUH CO-
BPeMeHHOM cueHbl. Monogon AnuvHbl
N6parMmoBom, KoTopas « CBOEH
HenocpeACTBEHHOM U UCKPEHHEN Ma-
HepoM Urpbl pacTBOpPAET AUCTaHLMUIO
MEeMAY UCTNONIHUTENEM U cayLuaTenem»
(The Guardian). BennuaBoit KaponuH
BuamaH, 3pAwen B camyto rnybuHy
My3blKanbHOM uctopuu. U Tomaca
LlefiTmaiiepa — He TONbKO 3Hame-
HUTOro CKpunava, Ho U AupUKepa c
MUPOBbIM UMEHEM.

CONCERTS

& the house of diaghilev

performed by:
anton batagov,
polina osetinskaya,
mikhail mordvinov

Gathering at the House of Diaghilev
at nearly midnight, musicians play
their favourite pieces in the darkness
lit only by small spotlights, like
fireflies at night. The audience will
only receive the programme at the
end of the performance, after the
applause. The reason behind this is
not a joke or to test the audience's
knowledge, it is about eliminating
the stereotypes we might have
when a composition is announced,
which sometimes make us miss the
essence of the music. That said,
knowing it will be Anton Batagov,
Polina Osetinskaya and Mikhail
Mordvinov behind the piano, one
should have no doubt about the
performers’ exquisite taste and the
unique atmosphere of the concert.

& the house of diaghilev

performed by:
thomas zehetmair,
carolin widmann,
alina ibragimova

On the Violin-gala audience will hear
the performances of three musicians
who represent three generations

of modern stage. Of young Alina
Ibragimova, whose “playing with
immediacy and honesty has the
curious ability to collapse any sense
of distance between performer

and listener” (The Guardian). Of
majestic Carolin Widmann, who
looks deep into the musical history.
And of Thomas Zehetmair, not

only a famous violinist, but also a
conductor of international fame.
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25.06 / 17:00

KOHLEPTbI

@  OpraHHbIK 3an
nepMcKou huiapMOHHH

CONCERTS

@  perm philharmonic organ
concert hall

KOHLLepT aJuHbl H6paruMoBoOM
(CKp1nKa) U NoiMHbl OCETUHCKOM
(dbopTenuaHo)

B rporpamme:

concert of
alina ibragimova (violin)
and polina osetinskaya (piano)

the programme includes:

MOraHH cebacTbsH 6ax
YaKoOHa A/17 CKPUIMKHU COJ10

johann sebastian bach
chaconne for solo violin

apBo napT
spiegel im spiegel
AN CKPUMKK U hopTenuaHo

arvo part
spiegel im spiegel
for violin and piano

MoraHH cebacTtbsiH 6ax —
theppy44o 6y30HU

YyaKkoHa pe MUHOD, BepcUA And
topTenruaHo

johann sebastian bach —
ferruccio busoni
chaconne

in d minor for piano

NeoHna AeCATHUKOB
«HKaK CTapbii WapMaHLWMK»
ANA CKPUNKK KU hopTenmaHo

leonid desyatnikov
wie der alte leiermann
for violin and piano

ceprev NpokobeB

coHaTa A1l CKPUMKK U (hopTenraHo

N¢ 2 pe maxop, op. 94

sergei prokofiev
sonata for violin and piano no. 2
in d minor, op. 94
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1BOUHOW
nopTpeT

INMonnHa OceTrHcKaAa: CnocobHOCTb
OTH/II0YMUTb, NOMUMO BHELLUHMX LUYMOB,
elle U BHyTpeHHUe. Mopoi ux 6onblue
— 370 3a60Tbl, CTpaxu, 6eCrnoKon-
cTBa, o6sa3artenbcrBa. JlocTUxKeHUe
BHYTPEHHEro CMOKOMCTBUA, rApMOHUHU
— MPUOPUTET HKU3HM.

AnnHa NéparumoBa: TUllKMHa ana
MeHSA OTAbIX.

1. O.: NMNonHbie 3anbl, N060Bb U BNa-
roAapHoOCTb ChayluaTesnen.

A. U.: HaBepHoe, mep1nom ycnexa
ABNAETCA AOCTUHEHUE Lenen,
KoTopble A cama nepes cobom
cTaBnto — 6yAb OHU My3blKabHble,
MW YenoBeYeCKHUe, KaK, Hanpumep,
NPOCTO 6bITb KOMY-TO WJIK YEeMY-TO
NnoJIe3HOM.

I1. O.: He 60#cAa 6bITb CO60IA.

A. H.: Camble nyywne aABa coBeTa:

B NepBylo o4yepedb, cTapaTbCA 6biTb
YeCTHbIM MO OTHOLLEHUIO K APYruM
M, KOHEYHO e, K camomy cebe; U,
BO-BTOpbLIX, He 3abblBaTb, YTO BCE
Mbl POMAAeMCA O4UHAKOBbLIMU, U Te
Heyaauu U 6eaCTBUA, KOTOpbIe NpPo-
MCXOAAT C APYrMMH, MOTYT TOYHO
TaKM¥e NpoM30MUTHU U ¢ HamKu. Hasep-
Hoe, 3TO 3Ha4YMUT He 60ATbLCA 6bITb
OTKPbITbIM U NbITaTbCA MOHATbL Nl0AeH
M TO, YTO UM L0POrO.

1. O.: 06a3aH ny6auKe U Konne-

ram — WCMNONHATb, KaK YKa3aHo B
KOHTpaKTax, « YTBEPHAEHHYIO Npo-
rpamMmy Ha BbICOKOM XyAOHeCTBeH-
HOM YPOBHEe».

A. U.: A pymato, 4TO My3bIKaHT Kak
npodeccruoHan AoNKeH ObITb eLle
6nuKe K YyenoBeyHocTU. My3blKa, KaK
U no60oi BUA, UCKYCCTBA, ONATb e,

CONCERTS

double
portrait

Polina Osetinskaya: It is the ability
to cut off the outside noises together
with the inside ones. There are
sometimes more of them — worries,
fears, anxieties, obligations.
Achievement of peace and harmony
inside is my priority in life.

Alina Ibragimova: Silence is rest for
me.

P. O.: Packed halls, love and
gratitude of the audience.

A. I.: Perhaps, the success measure
is achievement of goals that |
establish — musical or human, for
example, just be helpful for someone.

P. O.: Don’t be afraid to be yourself.
A. I.: The best two advice: firstly, try
to be honest with other people, and,
of course, with yourself; secondly,
not to forget that we are born equal,
and those failures and disasters,
that happen to others, can happen
to us as well. Probably it means not
to be afraid to be open and try to
understand people and what is dear
to them.

P. O.: Yes, a musician is obliged to
the audience and colleagues — to
perform the “approved program on
a high artistic level” as stated in the
contracts.

A. I.: | guess, a musician as a
professional should be closer to

the humanity. Music, as any kind of
art, almost always emanates from
sensitivity and compassion. We are
obliged to understand the composer
and convey to the listeners as

more as possible without sparing
ourselves.
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nonuvHa
OCeTUHCKanA
NMUAAHUCT

polina
osetinskaya
pianist

anvHa
mbparmmoBa
CHpUnavyka

alina ibragimova
violinist

KOHLEPTbI

NMOYTHU BCEraa UCXOAUT U3 YYTKOCTH U
cocTpagaHusa. Mbl 0683aHbl NOHATb
KOMMo3uTopa U nepeaartb ciayliatensam
KaK MOXHO 60nblue, He }anenA cebs.

— HKaKag BAWA caman

SKCTPABATAHTHASA YEPTA?

1. O.: Hecnoco6HOCTb K BbIrOg4HOMY
KOMMPOMMUCCY.

A. U.: A 3aHMmalocb My3bIKOW.

A nobnto 3To 6onbLUe BCEro, U MHe
elle 3a 3TO NNATAT AEHbIU.

— BALLE CAMOE CWUNbHOE VBJIE-

YEHUE, NOMHUMO MY3bIKK?

1. O.: durypHoe KaTaHWe, 6UNbAPA,
nyTewwecTBUA.

A. U.: CM. npeabiayLmii OTBET.

— HKAKME KHWIM / onnbMbl / My3bl-
KAJIbHbIE MPOU3BEAEHUA NMOMOIrAJIM BAM
NMEPEXUBATb TPYAHbIE BPEMEHA?

1. O.: Becb leHaensb. JleB HUKonaeBuy
Toncton. Kupa leopruesHa MyparoBa.
AHTOH MaBnoBny Yexos..

A. U.: TpyaHo cKasatb. NepBbiv B
ronosy npuxoaut bax — ero « Ctpactu
no Martdeto». Ho BoobLue camble
TPYAHble BpeMeHa — 3TO, HaBEPHOe,
Korza TAMeNno KOMY-TO M3 IIO6MUMbIX U
6nu3kux. MHe B Takue BpemeHa TpyAHO
YTO-TO CAYLIATb WK YUTaTb.

— |-|POVI3BEAEHME U3 BALUErO PEMEP-

TYAPA, KOTOPOE OCTAETCA BAM-

HbIM 4217 BAC BO BCE BPEMEHA, HE3A-
BUCUMO OT BO3PACTA U OMbITA?

1. O.: CumcboHUYeCKHe 3TIoAbI
LLlymaHa, naptutbl Baxa.

A. U.: Hawa nporpamma c MonvHon
BHKJIlOYaeT 3HameHUTylo YaxkoHy Baxa.
HKoHeyHo, 3Toro NnpousBeAeHUA XBaTaeT
Ha BClO *M13Hb. Ho BO Bceit My3blKe U B
cebe Bceraa MOXHO M HY¥KHO OTbICKM-
BaTb HOBOE, MaBHOe — He nepecTa-
BaTb UCKaTb.

— HARocnEAOK, ®UPMEHHBIM BOMPOC
3Ham Yoprxona. Ha Kakom Bonpoc

Bbl XOTE/IN Bbl OTBETWUTb, HO KYPHA-
JIUCTbI BAM EF0O HE 3AJABANIN?

M. O.: «Kakre cambie HeoHKHUAAHHDbIE
noAapKu B MU3HW Bbl Noay4ann?»
HuWKTO He UHTepecyeTcA, a TaMm ecTb
yeM NOXMBUTBLCA!

CONCERTS

— WHAT IS THE MOST EXTRAVAGANT
FEATURE OF YOUR PERSONALITY?

P. O.: An inability to make a
beneficial compromise.

A. I.: | am a musician. | like it most
of all, and I’m paid for this.

— WHAT IS YOUR BIGGEST INTEREST
IN LIFE OTHER THAN MUSIC?

P. O.: Figure skating, billiards,
travelling.

A. I.: See previous answer.

— WHAT BOOKS / FILMS / MUSICAL
COMPOSITIONS HELP YOU TO GET

THROUGH HARD TIMES?

P. O.: Everything by Handel. Leo
Tolstoy. Kira Muratova. Anton
Chekhov.

A. I.: It's difficult to say. The first
what comes to my mind is Bach and
his St. Matthew Passion. Actually
the most difficult times are probably
when my nearest and dearest have
ones. It's difficult to listen or read
something in such times.

— WHICH COMPOSITION OF YOUR
REPERTOIRE REMAINS IMPORTANT FOR YOU,
IRRESPECTIVE OF AGE AND EXPERIENCE?

P. O.: Schuman’s Etudes
symphoniques, partitas of Bach.

A. I.: Our program with Polina
includes the famous chaconne of
Bach. Of course, this piece of music
is enough for a lifetime. You can and
should always look for something
new in all music and in yourself, the
most important thing is not to stop
searching.

— FOR THE FINALE, A SIGNATURE

auesTioN oF ANDY WaRHoL’s. WHicH
QUESTION YOU HAVE ALWAYS WANTED TO
ANSWER BUT HAVE NEVER BEEN ASKED?

P. O.: What were the most
unexpected gifts you have ever been
given? Nobody is interested but
there’s a lot there to feast on!
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25.06 / 20:00 [

nepmMcKum Teatp
onepbl U 6aneta

@i perm opera and ballet
theatre

artistic director of le poéme
harmonique and conductor:

vincent dumestre

principal chorus master of
musicaeterna chorus: vitaly polonsky

XYAOHECTBEHHbIA PYKOBOAUTE b
aHcambns le poeme harmonique

M AUpUHKep: BeHCaH AloMecTp
rnaBHbIW XOpMencTep xopa
musicaeterna: BuTanui NnoNOHCKUM

UCNONHUTENIN:

aHcamésnb le poéme harmonique:
COU HIOHKEp
(conpaHo)

eBa 3anyuK
(conpaHo)

perHy BaH mMeluneH
(KoHTpaTeHop)
3MUNbAHO FOHcane3
(TeHop)

AIH BaH 3NbcaKkep
(TeHop)

6eHya apHy

(6ac)

HIO/IbEH LLUOB3H
(CKpunKa)

LHepom BaH BaepbeKe
(CKpUNKa)

JIIOKa nepec
(6ac-CKpunKa)

TOoMa ae noepdé
(BMONOH)

naméep KoNbCOH
(KOpHeT)

3MMaHy31b MIOp
(KopHeT)

paHK nyaTpMHO
(6ac-cakrbyr)

3anb3a (hpaHK
(6nokdnenTa, TeHop-taroT)
HepeMu nanacepuo
(6ac-daror)
wapnb-3ayap aHT3H
(Teop6a)

tbhpenepuKk pusoasnb
(opraH, KnaBecHuH)

Xop musicaeterna

performed by:

le poéme harmonique
sophie junker
(soprano)

eva zaicik

(soprano)

reinoud van mechelen
(countertenor)
emiliano gonzalez
(tenor)

jan van elsacker
(tenor)

benoit arnould

(bass)

julien chauvin

(violin)

jérome van waerbeke
(violin)

lucas peres

(bass violin)

thomas de pierrefeu
(violone)

lambert colson
(cornet)

emmanuel mure
(cornet)

franck poitrineau
(bass sackbut)

elsa frank

(recorder, tenor dulcian)
jérémie papasergio
(bass dulcian)
charles-edouard fantin
(theorbo)

frédéric rivoal

(organ, harpsichord)

musicaeterna chorus
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B nNporpamme:
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the programme includes:

Knayauo MOHTeBepAu
toccata

claudio monteverdi
toccata

aHapea panbKOHbepU
battaglia de barabaso yerno de
satanas

andrea falconieri
battaglia de barabaso yerno de
satanas

aHOHUMYC
dixit dominus |

anonyme
dixit dominus |

Knayauo MOHTeBepAu
dixit dominus Il

claudio monteverdi
dixit dominus Il

aHHWGane rperopu
ciaccona

annibale gregori
ciaccona

KNayauo MOHTeBepAU
gloria

crucifixus

salve regina

claudio monteverdi
gloria

crucifixus

salve regina

AHOBaHHU rabpuenu
canzon a 12

giovanni gabrieli
canzon a 12

Knayauo MOHTeBepAu
o gloriose martyr
magnificat

claudio monteverdi
o gloriose martyr
maghnificat
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* le poéme harmonique
thrHaHcupyeTtca

pervoHasnabHbIM ynpas/ieHUem

no KynbType BepXHen HOpMaHAUHU
MUHUCTEPCTBA KYNbTYpPbI

U KOMMYHUKaLMH,
aAMUHUCTpaUUEen peruoHa BepxHAs
HOpPMaHAUA U ropoaa pyaHa.

obpaszoBaTesibHble MPOEKTblI

le poéme harmonique

noJiy4alT NOAAEPHKY

¢oHAa IKCnepuMeHTabHOMU
monoaexu (fej, total foundation),
KoMnaHuM safran U KoHLepHa
lubrizol france.

le poéme harmonique 6a3unpyeTtca
B PyaHCKOW ornepe B HOpMaHAuW.

peneTtvuuun le poeéme harmonique
NPOXOAAT B 34aHWK hoHAa singer-
polignac foundation (napwu:).

CONCERTS

* le poéme harmonique

is subsidised by the normandy
region, the french ministry

of culture (drac de normandie),
and the city of rouen.

le poéme harmonique

receives support from fej

(total foundation),

safran and lubrizol france for its
educational activities.

le poéme harmonique
is in residency at the
rouen opera in normandy.

for rehearsals, le poéme
harmonique is in residency
at the singer-polignac
foundation (paris).
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oy AaloLWmn
HepsB

B 1640—1641 rogax B BeHeuuun

6bl/1 U34aH MOHYMEHTa/IbHbIN C60p-
HUK BOKaJIbHOW MY3blKW, Ha3BaH-
Hbl Selva morale e spirituale. Kak
cneayeT U3 HasBaHUA, My3blKa

3Ta — AYXOBHOIO CBOMCTBA, NpU4em
[OCNOBHO «selva» o3HavyaeT «sec».
Boo6pakaemas 4yawa He BnepBble
CNYMUT NPOCTPAHCTBOM ANA BHY-
TPeHHero rnoucKa: B NepBbiX ABYX
CTpo4Kax « boxecTBeHHOM Kome-
Anun» [laHTe npoTaroHUCT, COUMBLUUCH
C HKMU3HEHHOrOo NyTH, TOMHE «OYYTHU/ICA
B CyMpa4yHOM necy». B pyccKom
nepesoae 3arnasusa (« HpaBcTBeH-
Hble U AyXOBHble 6ayXAaHUA») cam
«J1ec» Ucyes, HoO OCTaJIOChb 3XO ITOro
obpasa. ABTop c60opHUKa, Knayauo
MoHTeBepau, Hocun Tutyn Maestro
di Cappella della Serenissima:
MMEHHO TaK — «CBeT/Nierwaa» —
TOp}eCcTBeHHO Ha3blBanacb BeHeuu-
aHcKanA pecnybsinKa, rnaBHbIM KOM-
NO3UTOPOM KOTOPOM OH ABAAJCA.

Y10 32 IMYHOCTb OH 6bI1 — PEBOJIIO-
UHUOHEp U pedopmaTop OT MY3bIKH,
KOTOPOMY TOrZia y:Ke nepeBanuio

3a ceMbAEecAT, CbiH iekapAa M3 Kpe-
MOHbI, aBTop « Optea» — camoit
paHHen U3 NoNyNApPHbIX onep?

OH NPOXUA ANIUHHYIO }U3Hb Aare
Nno HblHEeLWHUM MepKam, pabo-

Tan cHa4yana B MaHTtye, 3atem B
BeHeuuun, TAKEN0 nepeHec yTpaTy
eHbl, Noc/e WeCcTUAECATH NpU-
HAN AYXOBHbIW CaH U Npogon-

*a nucatb My3biKy 4O CaMOW
cmepTH, co3gaB « KopoHauuio
Monneu» — cBOM rNaBHbIA onep-
HbI¥ onyc — 3a rog Ao yxoaa.

BennK cobnasH npeanosioKmTb, YTO
cyxollaBbli YeI0OBEK C MPOHU3bIBaA-
IOWMM B3rNa40M, KOTOPbIA CMOTPUT
Ha Hac ¢ nopTpeTa, HpaBOM COOT-
BETCTBOBa/ NpPec/ioBYTOMY « B3BOJI-
HOBaHHOMY CTH/Il0» — CBOEMY rnas-
HOMY My3blKaJlbHOMY U306peTe-

CONCERTS

vagus
nerve

In 1640 and 1641 a monumental
collection of vocal music called
Selva morale e spirituale was
published in Venice. As the name
implies, this music is of a spiritual
nature, and 'selva’ literally means
‘forest'. It is not the first time that
an imaginary thicket has served
as a space for internal search.

In the first two lines of Dante’s
Divine Comedy, the protagonist,
having lost his life path also says
"l found myself within a forest
dark". In the Russian translation
of the titte — HpaBcTBeHHbIe 1
AyxoBHble 6ny#aaHua (Moral and
Spiritual Wanderings) — the 'forest'
disappeared, but the echo of the
image remains. The author of the
collection, Claudio Monteverdi,
held the title of Maestro di
Cappella della Serenissima —
that was the official name of the
Republic of Venice, of which he
was the leading composer.

What kind of person was he —
a revolutionary and reformer

of music, who had already
reached his seventies, the son
of a healer from Cremona, the
author of the earliest of the most
popular operas Orpheus?

He lived a long life even by
today's standards, he worked to
begin with in Mantua and then

in Venice, deeply suffered the
loss of his wife, after the age

of sixty took holy orders and
continued writing music until the
very end, creating the Coronation
of Poppea — his major operatic
opus — a year before he died.

It is tempting to suggest that the
lean man with piercing eyes looking
at us from his portrait matched in
temperament his notorious 'agitated
style' — his main musical invention.
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HUI0. DTO CNOBO Hecay4yalHo: no
yTBepxaeHuto MoHTeBepam 13
npeaucnoBus K « BOUHCTBEHHbIM
M NI060BHbIM Maapuranamy», oH
He MOr onupaTbCA Ha CYLLECTBY-
lowMe obpasubl, U eMy He Yy Koro
6b110 YUUTbCA, YTOObI HAWTHU 3Ha-
MeHUTbIN stile concitato. B cBonx
paccyAeHUAX OH pas3iMyaeT TpU
My3blKabHbIX « adeKTa»: caep-
*aHHOCTb, HEXHOCTb U B3BOJI-
HOBaHHOCTb, NMpUYeM NocneaHUN
KaeTcA eMy « He OXBaY€HHbIM»
NoKa My3blKOM U MOTOMY OCO-
6eHHO BaxHbIM. TaK, 3acnyrou
MoHTeBepau ABNsAeTCA cama
KaTeropus « B3BOJIHOBAHHOIO»

B My3blKe, KamyLiasaca ceiyac
HeOTbeMJIEMOM 4YacTbio ee Bbipa-
3UTENIbHOW NanuUTpPbl; My3blKkalb-
HaA nepejaya TaKUX COCTOAHUM,
KaK rHeB, Hanps*eHue, UCNyr.

[MoHATb, YTO TaKOe « B3BOJIHO-
BaHHbIA CTU/Ib» MOXHO, NOCAY-
waB maapuran «MoeauHoK TaH-
Kpeaa v KnopuHapi». Maapu-
raiomMm B CTPOrom CMmbic/e 3Ty
MY3bIKY Ha3BaTb C/IOMHHO: NO
onpeaeneHulo }aHpa, 3TO BbiCKa-
3biBaHUE Ha JIMPHUYECKYIO TEeMY.
B «lMoeanHKke» MoHTeBepau
pbilapb-KpecToHoceL cuenns-
€TCA B CXBaTHKe C HEUCTOBbIM
BOMHOM U PaHUT €ro HacmepTb,
NnosMe NoHMMmas, 4YTo Nnoj capa-
LMHCKUMMK OCrexammu — BOWH-
CTBeHHas gesa KnopuHaa, Ha
KOTOpYIO nepes CMepTbio CHUC-
XOAUT XpUCTHUAHCKanA 6naropatb.
JlupuKa 3pecb, KOHEYHO, eCTb,
HO KPpOMe Hee — rpoXOoT Cpaxe-
HUA, 3BOH U NIA3r, BO36YXAEHHbIN
paccKas, BUXpb NeperuBaHUn.

Bpemsa, KoTopomy npuHaanexkan
MoHTeBepAaH, U BbiNaBLLas emy
pPO/ib MPOBOAHUKA MEHAY peHec-
CaHCHOM U 6apOYHON MY3bIKOH
cBfA3aHbl C rPOMaZHbIM Nnepeso-
MOM B My3blKa/lbHOM 3CTETUKe.
Komnosutopam npeacrosano orse-
TUTb Ha PAZA BaXHbIX BOMPOCOB:
JOJIHa I My3blKa BblparkaTb
BCE pa3Hoo6pa3ue 4e0BeYEeCKUX

CONCERTS

This word is not accidental:
according to Monteverdi's preface
to Madrigals of Love and War,

he could not rely on the existing
models, and he did not have anyone
to teach him how to find the famous
‘stile concitato’. In his discussions
he distinguishes three musical
‘affecti': restraint, tenderness and
agitation. The latter seemed to him
‘not encompassed’ by music, and
therefore particularly important.
Thus, Monteverdi's contribution is
this category of 'agitated' music,
which nowadays seems an integral
part of its expressive palette; the
musical representation of such
conditions as anger, stress and fear.

To understand what 'agitated style'
is, one may listen to Madrigal

Il combattimento di Tancredi e
Clorinda (The Combat of Tancredi
and Clorinda). This music can
hardly be called a madrigal in the
strictest sense; the definition of the
genre is an expression on a lyrical
theme. In Monteverdi's madrigal
the knight-crusader is fighting

with a fierce warrior and fatally
wounds him, later realising that
under the Saracen armour there
was a warlike maiden Clorinda, to
whom Christian grace descends
before her death. The lyricism is
certainly there, but this is coupled
with the roar of the battle, clanking
and clanging, excited narrative,
and a whirlwind of emotions.

The time during which Monteverdi
lived and his role as a bridge
between Renaissance and Baroque
music, are associated with a

huge turning point in musical
aesthetics. Composers had to
answer several important questions:
should music express the diversity
of human emotions, including

the inharmonious and strong —
sensuality, aggression, fear of
death? How are music’s relations
with the poetic word constructed?
Is the musical language of the
Renaissance — ‘stile antico’ —
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3MOLMH, Cpeau KOTOPbIX eCTb
HerapmMoHW4Hble U CU/IbHble —
YyBCTBEHHOCTb, arpeccus, cTpax
cmepTu? KaK cTpoATcA ee OTHO-
LUEHUA C NO3TUYECKMUM CNIOBOM?
CnocobeH U My3blKabHbIi A3bIK
peHeccaHca — stile antico — Ha
TPaHCAAUMUIO HE AYXOBHOIO, HO
HUTercKoro onbiTa? Heob6xoaumo
6blTb OCTOPOXHHbLIMH, NepeHocA
3HaKoOMble HaM 3aKOHOMEPHOCTHU
YyBCTBOBAHWUA U 3MOLMOHANb-
HOM MU3HHU Ha ntoaen Havana XVl
BeKa. Mbl ye He y3Haewm, 6bliuU
JIU U3bICKaHHble, KOHLIEHTPUPO-
BaHHble NnepenBaHUA paHHe-
6apo4YHOM MY3bIKU OTParKEHUeM
MX TEeMMNepaMeHTOB U peaJibHO-
CTM }U3HH, WIN Ke OHU — JaHb
XyaomecTBeHHOMU hopme. OgHO
MOHO CKa3aTb C YBEPEHHOCTbIO:
3a 04eHb KOPOTKUM CPOK —
BCEro HECKOJIbKO AecATune-

TUKX — My3blKa npoaenana 3Bo-
JIIOLLUOHHbIN MyTb, MO MacLuTaby
nepemMeH CpaBHUMbIX C TEM, YTO
Npou3oLLI0 B Havyane XX BeKa.

«MoeaAnHOK» 6blN1 UCNOSHEH B
1624 roay, HO y¥e paHblle, B
1605-m, B npeaucnoBuu K «laTton
KHure magpuvranos» MoHTeBepau
pasgensaeTt NoHATUE « NepBOM» U
«BTOPOM» KOMMO3UTOPCKUX NpaK-
TUK. MNepBaa — M ecTb peHec-
CaHcHbIA stile antico: mHoro-
ro/ioCHOEe neHue, rae rosoca
a6CoNTHO paBHOMpPAaBHbI, KOH-
TpanyHKT — TO eCTb 3aKOH UX
B3aUMOAENCTBUA — CTPOro
BbIBEPEH, /1060 JUCCOHAHC TLla-
TeNbHO A03UPOBaH U noasepra-
€TCH XKEeCTKOMY KOHTpoto. Takana
My3blKa Norpyana cnywartensa B
COCTOSIHUE AYXOBHOrO, @ He KU3-
HeHHOro nepeuBaH1A U 6bina
NOJIHOCTbIO OTOpPBaHa ot J1lo6oro
6bITONUCAHUA, B TOM YUC/Ie 3MO-
LMOHanbHoro. Bropas npak-

TUKa — Ta, K KOTOPOW NPUMbIKAeT
«B3BOJIHOBaHHbIW CTUNbY», NOA-
pa3ymeBaeT COBCEM UHYIO MY3bl-
KaJIbHYIO apXUTeKTypy. MaBHoe,
YTO OT/IMHAET ee — CO3HaTeNb-
HbIA BbIXOA4, U3 PAaBHOBECHOCTH,
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capable of translating not

only spiritual but also worldly
experience? We must be careful
transferring our familiar patterns
of perception and emotional life

to the people of the beginning of
the 17" century. We do not know
whether the exquisite, concentrated
emotions of early Baroque music
reflect their temperaments and
realities of life, or whether they
are just a tribute to the artistic
form. One thing is for certain:

in a very short time (just a few
decades) the music accomplished
an evolutionary journey, on a scale
of change comparable to what
happened in the early 20" century.

The Combat of Tancredi and
Clorinda was performed in

1624, but earlier, in 1605, in the
foreword to The Fifth Book of
Madrigals, Monteverdi separates
the concepts of the ‘first' and
‘second' compositional practices.
The first is Renaissance ‘stile
antico’: polyphonic singing, where
the voices are absolutely equal,
the counterpoint — that is, the law
of their interaction — is strictly
verified, any dissonance carefully
measured and subject to strict
control. Such music immersed the
listener into a state of spiritual,
rather than worldly emotions and
was completely separated from
any portrayal of life, including its
emotional aspects. The second
practice — which is adjacent to
‘agitated style’, implies a very
different musical architecture.

The main thing that sets it apart

is the conscious withdrawal from
equilibrium which prevailed in the
ancient polyphony. It is associated
with the appearance of the
correlation 'main — secondary' in
music. For example, in Monteverdi's
music the bass and canto are given
priority relative to other voices;

the melody becomes more concert
and solo, flexibly responding to
the meaning of the uttered word;
the principle of repetitiveness
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LapuBLLUeX B CTapUHHOM MOJSIU-
toHuun. OH cBA3aH ¢ nosAene-
HUEeM B My3blKe COOTHOLLEHHUSA
«rnaBHoe — BTOPOCTENEH-
Hoe». Hanpumep, 6ac 1 Bepx-
HUK ronoc y MoHTeBepau nony-
4alT NPUOPUTET OTHOCUTENILHO
OCTaJIbHbIX rO/I0COB, MEeNOAUA
CTaHOBMUTCA 60siee KOHLLepTHOM
M CONIbHOW, TMBKO pearvpyto-
LLLeA Ha CMbIC/1 MPOU3HOCUMOTIO
cnoBa, NOABNAETCA NPUHLMN
NOBTOPHOCTU — basso ostinato,
« BblAaepHaHHblIM», « HacTauBa-
OWMH» 6ac, KOTOPbIK CTaHeT
OZHAUM M3 BaXHEHLIUX UHCTPY-
MEHTOB 3N0XU 6apOKKO, Ha4YMHa-
IOTCA 3KCNEPUMEHTbI C PUTMOM,
Hanpumep, YepesoBaHUe ABYyX-
M TPEXA0JIbHOM Ny/ibCauuM.

MocT Kanenbmeiictepa co6opa
CB. MapKa B BeHeuuH, KoTopbIi
MoHTeBepAau 3aHMMan BO BTO-
pOiI1 NONOBUHE HWU3HU, 6blN Nyy-
UMM, O 4eM MOr Me4yTaTb My3bl-
KaHT Ha ceBepe Utanuu. Camo
ycTporcTBo 34aHMA CaH-Mapko,
no NpeaaHuio, Aano *}U3Hb TaK
Ha3blBa€MOMY « KOHL,ePTHOMY»
CTUAIIO: FPOMaAHoe, AobYyaToe
NPOCTPaHCTBO Xpama No3Bo-
NAN0 pa3MeLLaTb MOKLWKUX Ha
pasHbIX rasiepesx U Uurpatb C
atddeKTamu 3xo U ctepeo. « HoH-
LepTHbIX CTU/Ib» 6bl1 6/IM30K
«BTOPOW NMpPaKTUKE», MOCKONbRY
TOXe npeoaoneBasn 6eccobbl-
TUIAHOE YMUPOTBOPEHHUE MOSU-
toHunyeckon My3bikn XVI BeKka:
B CaMOM 06LLeM cMbIC/ie, OH
3aK/lo4anca B KOHTPACTHOM
YyepeaoBaHUU. ATO MOrMNO 6biTb
nepeKloyeHue MeHAy MHOro- U
OZHOIrOJIOCUEM, MEeMAY UHCTPY-
MEHTaNbHOW UrPOU U MNEHUEM,
WX pacllern/ieHKue xopa Ha
rpynnbl, UMUTUPYIOLLUE pPa3-
roBop. « KOHLEepPTHbIN CTUIb»
6bIN1 MepLAHUEM HEMOXOMMUX
3BYKOBbIX AiYeeK, 6bl1 pa3HOo-
6pasHee, HapsAgHee, « 3peJULL-
Hee», U TOXe CMbIKaCcA C nouc-
KOM HOBOM BbIpPa3UTE/IbHOCTH,
3aHuMaBlKUm MoHTeBepaM.

CONCERTS

appears — basso ostinato,
'mature’, 'insisting' bass, which
would become one of the most
important tools of the Baroque
period; experiments with rhythm
begin, for example, alternating
double and triple pulses.

The post of Kapellmeister of

St. Marco Cathedral in Venice
which Monteverdi occupied in the
second half of his life was the best
that a musician in northern ltaly
could dream of. The construction
of the building of San Marco itself,
according to legend, gave life to the
so-called 'concert' style: the huge,
lobed space of the church allowed
singers to be placed in various
galleries to experiment with echo
and stereo effects. 'The concert
style' was close to 'the second
practice', as it also overcame the
uneventful peace of the polyphonic
music of the 16" century: in the
most general sense, it consisted
of contrasting alternation. This
could be a switch between
polyphony and monophony,
between the instrumental music
and singing, or splitting the
chorus into groups, imitating a
conversation. 'The concert style'
was a flickering of different sound
cells, it was more varied, more
colourful, 'spectacular', and at the
same time was aligned with the
search for new expressiveness,
which preoccupied Monteverdi.

The picturesque music of 'the
second practice' is especially
appropriate in a secular madrigal,
but is not limited to it. In
Monteverdi’s later spiritual works
for example, the adaptation of the
Psalms is written with the same
blazing colours. The secular genre
often found itself in some kind of
intermediate position: the above-
mentioned collection of 1640,
Selva morale e spirituale, opens
with madrigals and canzonets,
the texts of which, to put it mildly,
are far from being love lyrics
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HuBonrcHaa My3bika « BTOPOH
NPaKTUKKU» OCOOEHHO yMeCTHa

B CBETCKOM Majpurane, HO He
orpaHuyuBaetcsa um. NosaHue
[YyXOBHble npousseaeHna MoH-
TeBepAu, Hanpumep, o6paboTKU
ncanmMoB, HaMUCaHbl TEMU e
NbiaOWKUMHU KpacKkamu. YacTto
CBETCKUI HaHp OKasblBanca
Jaxe B HEKOeM NPOMEKYTOoY-
HOM MOJIOXKEHUU: YNIOMAHYTbIN
Bbllle c60pHUK 1640 roaa, Selva
morale e spirituale, oTKpbiBaeTcsA
MajapurasiaMmu U KaHLOHEeTTaMu,
TEKCTbl KOTOPbIX, MArKO roBOpA,
AaneKku ot Nto60BHOM JIUPHUKH

(« Tpnymd CmepTtu» MeTpapku
WM CTUXOTBOPEHUA AaKeno
Mpunno, MoHaxa-6eHeaUKTUHLA).
B ToM e c6OpHMKE — CeMuro-
nocHasn Gloria (4acTb mecchbl),
rae neHve rpaHUYUT C BUPTY-
O3HOM KONopaTypoM, HaCTONbKO
«KOHLIepTHaA», YTo noAeneHa
Ha pasze’ibl, MOXOXKHE Ha CeK-
LLMOHHOE Y/IeHEHUE NMO3AHUX
6apoyHbIx Mmecc. TeaTpanb-
HOCTb 3TOM MY3bIKU JIErKO 06b-
fICHAMA: eCTb MHEHUE, 4YTO OHa
MUCMONHANACb BO BpeMms Lepe-
MOHWaNbLHOro AeUCTBa B YECTb
3aBepLlleHnA o4yepeaHoH anuae-
MWU YYMbl, BblIXKEriien AecATHH
TbiCcAY Nto4en B oagHON BeHe-
LMU: NpoLieccus nepeceKana
Bonblioi KaHan Nno cocraBneH-
HbIM BMECTe fogKam, Hanpas-
NAACb K BHOBb MNOCTPOEHHOM
uepkBu CaHta-Mapusa Caniore.
Ho psaaom c Gloria — 4eTtblpex-
ronocHasa mecca B stile antico,
oTBevawwas Bcem TpeboBa-
HUAM CTPOroM peHecCcaHCHOM
nonndoHun, 6e3 MO3an4yHOCTH
M B3BUXPEHHOCTH « KOHLIepT-
Horo ctuna». Bonee Toro, 3Ta
Mecca MOMeT KOM6MHUPOBATbLCA
¢ Gloria v ewwie TpemA oTAeNbHO
CTOALLUMU « KOHLLEPTHBIMWY
4yacTAMM, C/IOBHO NMPUYYAJIUBbIA
NO/IUCTUNEBON KOHCTPYKTOP.

Jeno B ToMm, uyto Selva morale e
spirituale — He egWUHbIN LUK,
M HAKOrAa He 3aAyMmblBasicA

CONCERTS

(The triumph of Death by Petrarch
or the poems by the Benedictine
monk Ajello Grillo). In the same
collection there is the seven-part
Gloria (part of a mass), in which
the singing borders on virtuoso
coloratura, so ‘concert-like’

that it is divided into sections,
similar to the sectional division
of the late Baroque masses.

The theatricality of this music

is easy to explain: it is believed
that it was performed during the
ceremony in honour of the end
of the plague epidemic, which
wiped out tens of thousands

of people in Venice alone: the
procession was crossing the
Grand Canal, stepping onto joined
up boats, heading to the newly
built church of Santa Maria Salute.
But alongside Gloria — a four-
part mass in ‘stile antico’, which
meets all the requirements of

a strict Renaissance polyphony
without patchiness and whirling
of the 'concert style'. Moreover,
this mass can be combined

with Gloria and three other free-
standing 'concert' pieces, like a
fancy multiform construction set.

The point is that Selva morale e
spirituale is not a single cycle,
and was never intended as such:
these 'wanderings' are a directory
of spiritual and moralising works
by Monteverdi over his thirty years
in Venice. That is why the works,
united under one cover, can

be performed in any order and
sequence. Thus, they are located
as if arranged by the author in

a complete ecclesial action,

most likely imaginary, and which
have never sounded like this.

Selva morale e spirituale begins
with madrigals in the spirit

of Vanitas: reflections on the
transience and vanity of earthly
existence. On the one hand, this
was one of the popular topics

of the era. On the other hand,
they allow us to make a definite
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KaK TaKOBOWM: 3TU « B/IyIKAAHUA» —
cBoeobpa3sHbIi KaTasior AyxOB-
HbIX U MOPaU3UPYIOLLUX NPOU3Be-
AeHni MoHTeBepau 3a TpUaLaTb
net pa6otbl B BeHeunn. UmeHHO
NoO3TOMY COYUHEHUA, 06 bEAUHEH-
Hble NoA 04HOW 06/I0KKON, MOryT
MUCMONHATBLCA B N1060M BbIGOPKE U
nocnegosatenbHOCTU. pu 3TOM
OHW pacrosioxeHbl TaK, C/IOBHO
CKOMIMOHOBaHbI aBTOPOM B MOJI-
HO€e LiepKOBHOE ZIENCTBO, CKopee
BCEro, Boo6paxaemoe U HUKoraa
He 3By4aBlLee B TaKOM BUAe.

Selva morale e spirituale Ha4nHa-
eTcAa ¢ magpuranoB B ayxe Vanitas:
pasMbILWAEHUI 0 MUMONIETHOCTHU U
CYETHOCTU 3eMHOoro 6biTuA. C oaHOM
CTOPOHbI, 3TO OAHA U3 XOAAYMUX TEM
ToM 3noxu. C apyroi, MoMeT 6bITb,
OHM NO3BOJIAIOT Ham cAenartb onpe-
AeNeHHblIn BbiBoA. MocTaBneHHble
PYKO#1 ye O4YeHb MOMUIOrO KOM-
nosuMTopa B Ha4yasio CO6CTBEHHOro
MTOroBOro C60pHUKa, NOCBALLEHHbIe
BAOBe nmneparopa PepamHaHaa

B roa, Koraa ewe wna Tpuauatu-
JIeTHAA BOWHA, OHWU HayuMHawTCA

c magpurana «O ciechi, ciechi»
(«O, cnenubl, cnenubi»). B aToit
HEOMUAaHHO CBET/ION My3blKe
cTuxamu ns « Tpuymeba Cmeptu»
[MeTpapKu roBoputca 06 oaepHHUMO-
CTU «BCeX TeX, KTO Xun, B 6oraTtcTee
yTonaA» CTAMXaTeNbCTBOM, Mypnypom
W 3aBOeBaHUAMU. 3aTem cneaytoT
HanoMMHaHMA 0 HEMUHYeMOM 3ab6-
BEHUU U CKOPOM cMepTH. 3a napy
JleT [0 3Toro 6bIU U3gaHbl « Boun-
CTBEHHble U NI060BHbIE MaapU-
ranbi» MoHTeBepAM, NOCBALLEHHbIE
CbIHY MMmnepartopa, PepauHaHay

11l. OHM HaYMHaIOTCA C TOYHOCTbLIO
[0 Hao6opoT — maapuranom «Altri
canti d’Amor», repoit KoToporo
npeaocTasnqaeT «Apyrum netb o
No6BU», YTBEPHKAAA, YTO CaMOro ero
60nblue BAOXHOBAAIT OpPYAUNHbIE
3a/nbl U CKpeeT ne3sun. Cpas-
HUBasA 3TU ABa Ha4ana, Mbl MOXeM
NopasmbIWIATL: €C/I4 U He 0 INY-
HOCTU KOMMNO3UTOpa, TO, NO Kpaw-
Hel mepe, 0 TOM, KaK MOMEHANOCH
ero XyAoHecTBeHHOoe CoobLLeHHe.

CONCERTS

conclusion. They begin with a
madrigal O ciechi, ciechi (Oh, blind,
blind) written by the already very
elderly composer at the beginning
of his final collection dedicated to
the widow of Emperor Ferdinand

at the time of the Thirty Years War.
This surprisingly light music with
the verses of The triumph of Death
by Petrarch refer to the obsession
of 'all those who lived in the wealth
of Utopia' with greed, opulence

and conquests. It is followed by a
reminder of inevitable oblivion and
impending death. Several years
before this Monteverdi published
Madrigals of Love and War, devoted
to the son of Emperor Ferdinand

lll. They begin with the exact
opposite — madrigal Altri canti
d'Amor, the hero of which offers
‘another song of love', claiming that
he was more inspired by cannon
shots and the grinding of blades.
Comparing these two beginnings, we
may reflect on, if not the composer's
personality, then at least on how
his artistic message changed.
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@  YacTtHaa drunapMoHuUA
«TPUyMd»

cayHATpeK
U COBPEMEHHAsI KIIacCuKa

Andrei Samsonov & Laska Omnia —
COBPEMEHHbIX My3blKa/lbHbIA
NPOEKT, CoYeTaloLWunii B CBOEM CTUNE
nepenoBble TEXHOJIOMMHU C JIYHLLIMMHU
TPaAULMAMU KnaccU4yecKoro
UcryccTBa. Poccuickomy
MY3bIKaHTy, KOMMO3UTOPY U
cayHa-npogtocepy AHgpeto
CamMcoHoBY yaanocb co3aaTb
nopamatowmim BoobpareHue
nepcdopmMaHc, B KOTOPOM NnocneaHue
OOCTUHEHUA B 3BYKO-, CBETO-

Y BMgeogm3anHe BUPTYO3HO
Cco4yeTaloTCA C BbICOYaANLLMM
ypoBHEM McnonHeHusa. Down-
tempo, house, electro, ambient,
noise... My3blKaHT HaMepeHHO
MUCMNOJIb3YeT 3K/EKTUYHbBIN NOAXO0A

B (hopMUpOBaHUU NpOrpammbl,
HeOTbeMJIEMOM 4YacTbio KOTOPOH
ABNAETCA YHUKaNbHanA cueHorpacusa
u 3D mapping, Hag co3gaHuem
KoTopbiX paboTanu oAHU U3

NYYLIKUX POCCUMCKUX AU3aNHepPOoB,
XYAOMHUKOB U Bugeorpacdos. He
3pA anurpadom K nporpamMmme,
Kotopyto Andrei Samsonov & Laska
Omnia ucnonHsaeT Ha JArnnieBcKom
tectuBane — 2016, MOryT CNyKUTb
cnoBa: «CnywaiTte cerogHa 1o, 4To
Apyrue ycnbiwar ToNbKO 3aBTpay.

AHapein CaMCOHOB — MOCTOAHHbIN
YYaCTHUK MeHAYHaAPOAHbIX thecTu-
BaJiei, naypeaT MHOMecTBa npe-
MW 3a My3bIKY B KMHO. CeroaHs
OH hopMUpYeT My3blKaJibHble
BKYCbI LIe/IOro NoKoJieHus, 6naro-
AapA OT/INYMTENIbHON YepTe CBOEro
XapaKTepa: 40BOAUTb A0 COBEp-
LUEeHCTBa BCE, K YeMy npuKacaetcs.

CONCERTS

@ yYacTtHaA unapmMmoHuA
«TPUyMd»

soundtrack and contemporary
classics

Andrei Samsonov & Laska Omnia
is a contemporary music group,
combining advanced technology
with the best traditions of
classical art. Russian musician,
composer and sound producer
Andrei Samsonov managed to
create an amazing stage blend, in
which the latest trends in sound,
lighting and video design skillfully
combined with the highest level of
performance. Down-tempo, house,
electro, ambient, noise is a domain
where Andrei deliberately uses

an eclectic approach for shaping
the program. Andrei Samsonov
teams up with the best specialists
of the country: designers, artists
and Vj’S, who create beautiful
visuals for the performances.
“Listen today to what others will
hear tomorrow” — these words
are a slogan of the group’s
performance on the International
Diaghilev Festival 2016.

Today Andrei Samsonov is

a constant participant of the
largest international festivals and
a winner of numerous awards
for his sound to picture.
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© Olya Runyova
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26.06 / 19:00

KOHLIEPTbI

@ OpraHHbIA 3an NepMCHOMU

thrnnapmoHumn

UCNONHUTENN:

BNaAuCNaB N1aBpPUK
(Tpy6a)

oay mopeipa

(Tpy6a)

naBes KypAaKoB
(Tpy6a)

apTem CBUpUAOB
(Tpy6a)

X0Ce BUCEHTe KacTenio
(BanTopHa)

NIeOHUA BO3HECEHCKUH
(BanTopHa)

aHApen canTaHoB
(TPpOM6OH)

Hepap Koctec
(TPOM60OH)

BAaguMUP KULLEHKO
(6ac-TpomM60H)

noxed 6axuHKa
(Ty6a)

poMaH pomallKHUH
(vaapHble)

CONCERTS

@ perm philharmonic organ

concert hall

performed by:

vladislav lavrik
(trumpet)

jodo moreira
(trumpet)

pavel kurdakov
(trumpet)

artyom sviridov
(trumpet)

jose vicente castello
(french horn)
leonid voznesensky
(french horn)
andrey saltanov
(trombone)

gerard costes
(trombone)
vladimir kishchenko
(bass trombone)
jozsef bazsinka
(tuba)

roman romashkin
(percussion)
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B Nporpamme:
I otmenenne

CONCERTS

the programme includes:
part 1

Knayavo MoHTeBepAM
TOKKaTa 13 onepbl « opthen»
(apamx. aHIpes canTaHOBA)

claudio monteverdi
tocatta from l'orfeo
(arr. by andrey saltanov)

MOraHH cebacTbsH 6ax
ctouTa anAa 6pacc-aHcambnsa

johann sebastian bach
suite for brass ensemble

Bo/ibthraHr amagen mouapt
adagio U3 KoHuUepTa

ANnsa opTennaHo ¢ OpKecTpoMm
N2 23 na maxop, kv 488
(apamx. aHIpeEs canTaHOBA)

wolfgang amadeus mozart
adagio

from piano concerto no. 23
in a major, kv 488

(arr. by andrey saltanov)

NoABUr BaH 6eTX0BEH

allegro con brio

13 cumdoHun N2 5 no muHop, op. 67
(apamx. aHapes canTaHOBA)

ludwig van beethoven
allegro con brio from

symphony no. 5 in ¢ minor, op. 67

(arr. by andrey saltanov)

HaK othdeHbax
6apKapona U3 onepbl
«CKasKu ropmaHa»
(apanx. aHapes canTaHOBa)

jacques offenbach
barcarolle from

les contes d'hoffmann
(arr. by andrey saltanov)

MOpPHUC paBesib
6051epo (apaHx. aHIpEs CaNTaHOBA)

II oTnenenne

moris ravel
bolero (arr. by andrey saltanov)

part 2

3HTOHU AU JIOPEHLO
blade of spain

anthony di lorenzo
blade of spain

9HHUO MOPPUKOHE
Tema U3 KMHoUunbma
«oA4HaMabl B aMepUKe»

ennio morricone
theme from
once upon a time in the west

acTop nbAuuoana
oblivion

astor piazzolla
oblivion

BaL/1aB TPOSAH
a frog romance
(apamx. aHapes canTaHOBA)

vaclav trojan
a frog romance
(arr. by andrey saltanov)

AMa3oBanA 3apuCcoOBKa

Ha TeMy OPKecTpOBOM
WHTEPMEAMHU «NoNeT WMens»
HWKONaA PUMCKOro-KopcakoBa
(apamx. aHapes canTaHOBA)

jazz sketch on

a flight of the bumblebee
by nikolai rimsky-korsakov
(arr. by andrey saltanov)

NIyU npuma
sing, sing, sing

louis prima
sing, sing, sing

OMUTPUI 6aTHH
brass-coda

dmitry batin
brass-coda



121

KOHLIEPTbI

BbicTtynneHue 6pacc-aHcambéns,

KaK 1 n1o60oro Apyroro, MOXHO npe-
BpaTUTb B LUOY, @ MOXHO Npea-
CTaBUTb B 06bI4HOM MaHepe. Mbli
Bbl6panu BTOpoH, 6osee Knaccuye-
CKWit BapuaHT. MaBHbIM 06pa3om,
NOTOMY YTO Y HacC He Tak MHOro Bpe-
MEHM Ha COBMECTHbIE peneTULUK.
Mbl 3204HO 06MEHSAIUCb HOTaMM,
Kaabl¥ Bbly4na CBOIO NapTUIO,
4YTOObI 32 HEAENI0 A0 KOHLepTa
BCeM BmecTe cobpartbea B Nepmu U
cbirpaTtbca. Bce My3bikaHTbl 6pacc-
aHcambénsa (nonoBUHa U3 OpKecTpa
musicAeterna, nonoBuHa — U3 pas-
HbIX CTPaH) y4acTBYIOT B (hMHa/IbHOM
KoHuepTe PecTUBaNbLHOroO opKe-
crtpa. Co6CcTBEHHO, MO3TOMY Mbl U
Ha3biBaemcsa bpacc-aHcambnem
JAarnneBcKoro ¢ectuBans.

MepBoe oTAeneHWe KoHuepTa —
KNaccuKa YyucTon Boabl. Bropoe —
yHe 6onee 6/1M3KMe COBPEMEHHO-
CTU nNpousBeaeHus. B Tom uucne
npevbepa HanMcaHHOro creLlm-
aNnbHO ANA Hac NepMCKUM KOMMO3U-
Topom AmuTpuem BaTuHbIM co4M-
HeHuA Brass-Coda. Elie mbl npu-
rOTOBW/IN HECKOJIbKO Aa30BbIX
HOMEPOB U Nnapy LUYTOYHbIX MPOU3-
BeAeHUWI. U B pe3ynbTaTe xouellb
He xouyellb — noJsiyyaeTcs LLoy.

CONCERTS

A brass ensemble performance,
much like any other, can be
presented as a really big show or in
a more ordinary fashion. We have
chosen the second — the clas-
sical way. Mainly because we didn’t
have much time for joint rehearsals.
We exchanged the sheet music,
everyone learned their parts in order
to get together in Perm one week
before the concert and achieve a
good ensemble. All the musicians

of the brass ensemble (half of them
are from musicAeterna and the other
half from around the world) will

be participating in the final festival
orchestra concert. Well, actually
that’s why we are called the brass
ensemble of the Diaghilev Festival.

The first part of the concert consists
of pure classics, while the second
part consists of compositions closer
to modern times. This includes the
premiere of the Brass-Coda piece
created by the perm composer Dmitry
Batin especially for us. We have also
prepared a couple of jazz pieces
and several humorous compositions.
And the result — whether you like

it or not — the show goes on.



122

KOHLIEPTbI

CONCERTS

© Eugeny Demshin
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26.06 / 22:00

6narogapvm
3a NoAAepHKY

INSHADE

KOHLIEPTbI

@ NepMCKUi TeaTtp
onepbl U 6aneta

KaMepHbIIl KOHLIEPT

Heo6bI4HbIN hopmMaT KamepHbIX
KOHLLepTOB — WMHCTPYMEHTa/b-
HbIX rana, Korgaa My3blKy BOCNpU-
HMMalOT B TEMHOTe, B CBO60AHOM
NONOXEHUN — CUAA UK NIeHa,
3apaHee He 3Has, KaKkue 3BYKHU
No/bOTCA U3-NOA NajbLeB My3bi-
KaHTOB, — [aBHO CTal « BUSUT-
HOM KapTo4yKon» JAarnneBcKoro
tdectuBansa. O6bIYHO TaKMUe KOH-
uepTbl npoxoAaAT B Jlome [arunesa,
HO y}e Ha thectuBane 2015 roaa
B aTMoctepy KaMepHOCTH Morpy-
3unca 6onblion 3an MNepmcKoro
TeaTpa onepbl U 6aneTa Lie/IMKOM.

Ha KoHuepte Slow Music cueHa u
3an 6yaTo cTanu eauHbIM LLesIoM:
«4YeTBEpPTOM CTeHbI» B BUAE OpKe-
CTPOBOM AIMbl He 6bIs10, 3pUTENU
CUAENU U Nexanu Ha noayLuKax

B HenocpeAcTBEHHOM 6/IM30CTH

OT MY3blKaHTOB, @ NMaHUCT AHTOH
BaTtaroBs B CONpoBOAEHHUHU OPKe-
ctpa musicAeterna nog ynpasne-
Huem Teogzopa KypeHT3uca ucnon-
HAIX TONbKO MeAJIeHHble YacTu
pasHbIX U3BECTHbIX hopTenUaHHbIX
KOHLepTOB. « Ha KoHLepTe OT KOH-
LeHTpaLuunu 3TON MeaSINTENIbHOWU Kpa-
COTbl, KOTOpPas BCE& HarHeTaeTcHa U
HU BO YTO HE MOMET pa3peLUmTbCH,
B KaKOM-TO MOMEHT Ha4YMHaeT Kpy-
MUTbCA ronosa» (Anekcer MyHn-
noB, «Agmwa Daily» ot 4.06.2015).

Ha [Aarunesckom cdectnBane —
2016 npocTtpaHcTBo lMepmcKoro Tea-
Tpa onepbl U 6aneta BHOBb Npeo6-
paxaerca. Kakum obpazom — A0
KOHLa AepHUTcA B ceKpete. Ho
MOHO CKa3aTb HaBepHsAKa, YTo
nocne KoHuepTa, KOTOPOMY AaHO
Ha3BaHue «[1pocBeTneHHasa HOYbY,
He CYMAEHO OCTaTbCA NPEHHUM.

CONCERTS

@i perm opera and ballet
theatre

chamber concert

This unusual format of chamber
concerts (instrumental galas),
during which the audience listens
to music in the dark, in any position
they like — sitting or lying down —
not knowing in advance what the
musicians will play, has long been
the calling card of the Diaghilev
Festival. Previously these concerts
took place in the House of Diaghilev,
but last year the whole grand hall of
the Perm Opera and Ballet Theatre
sunk into intimate darkness.

At the ‘Slow Music’ concert, the
stage and the hall seemed like
they became a single whole — the
‘fourth wall’ disappeared — the
orchestra pit and the audience
were now sitting or lying down

very close to the musicians. The
pianist Anton Batagov accompanied
by the musicAeterna Orchestra
under direction Teodor Currentzis
played only the slow parts of
various popular piano concertos.
“At some point my head started to
feel swirly from concentration of
this slow beauty growing on and on
and struggling in vain to its end”
(Alexey Munipov, Afisha Daily).

For the Diaghilev Festival 2016
the space of the Perm Opera
and Ballet Theatre will transform
once again, but how exactly is
kept top secret until the last
minute. However, we will surely
not remain the same after having
listened to the concert bearing
the name ‘Transfigured Night’.
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27.06 /19:00

KOHLIEPTbI

@  NepMCKUi Teatp
onepbl U 6aneta

UCNONHUTENN:

TOoMac uenTmanep
(cKpunka)

CTaHMCNaB U3MaWuIoB
(CKpUNKa)

HapWH3 HaHasAH
(CKpunKa)

aHapeac tenbamaH
(cKpunka)

PYT KWUAUyC

(anbT)

AWHapa myparoBa
(anbT)

MapTUH N1e0 WMUAT
(BMONOHYENDb)
HaTanbA KOCTIOK
(BHUOJIOHYEb)
HUKONayc peKkcpoT
(bopTenuaHo)

B nporpamme:

thenmkc meHaenbcoH-6aptTonbam

CONCERTS

@i perm opera and ballet
theatre

performed by:

thomas zehetmair
(violin)

stanislav izmailov
(violin)

narine nanayan
(violin)

andreas feldmann
(violin)

ruth killius

(viola)

dinara muratova
(viola)

martin leo schmidt
(cello)

natalia kostyuk
(cello)

nikolaus rexroth
(piano)

the programme includes:

felix mendelssohn bartholdy
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KOHLIEPTbI

OcHoByY penepTtyapa aHcambns
«2012» cocTtaBnAeT Knaccuyeckas
My3blKka Poccun v N'epmaHmn. HoH-
LepT 06pamMnAloT IOHOWECKKe Npo-
M3BEeAEHUA ABYX KNAaCCUKOB —

Tpro N° 1 AnA CKPUNKKU, BUOJIOH-
Yyenu u oprennaHo LLoctakoBuua

u OKTeT AnA cTpyHHbIX MeHaenb-
coHa. Tpuo 6bin10o HanucaHo Locra-
KoBU4YeM B nepuos y4yebbl B HoHcep-
BaTopuMu. PomaHTUYEeCKoe No xapaK-
Tepy, OHO CTano cBOeobpa3HbIM
MOCTOM MeMHAY PYCCKOM K1aCCUKOM
M HOBbIM MY3blKaJibHbIM A3bIKOM
COBETCKOM My3blkM XX BeKa. Hanu-
caHHbIX MeHaenbcoHom B 16 ner,
OKTeT, 6narogapsa cBoei macltab-
HOCTHU U HOBWU3HE TeMaTU3Ma, MOXKHO
Ha3BaTb KaMepHOW cUMMBDOHUEN.

JIuHMI0 « MONOAOM» MY3bIKW MPOAOJI-
MUT NpeMbepa CO4YMHEHUA HalLero
coBpeMeHHWKa AneKcaHapa Xybe-
eBa, slaypeaTta O4HOro U3 camblix
M3BECTHbIX KOMMO3UTOPCKUX KOH-
KypcoB Gaudeamus-2015 (Huaep-
naHapl). NMeeca Game over, cosaaH-
HaA No 3aKa3y aHcaménsa «2012»,
ABNAETCA My3blKaJIbHOM annto3nen
Ha dyT6ONbHbIM MaTy, rae ABa
CTPYHHbIX KBapTeTa CUMBOJ/IU3U-
pylOT ABe UrparoLme KomaHapl, a
pos/ib OKa3biBaeTcA CBOero poaa
«apbuTtpom». Bnpouyem, nbeca He
nocTpoeHa Ha 3ByKOU306pasu-
TeNbHOCTH, hyT6ONbHAA MU3aH-
cLeHa nocnyxuna AnAa aBTopa Jivb
nepBoOHayasbHbIM UMMYbCOM.

Peako ncnonHaemblie Tpu maapu-
rana MapTuHy ANna CKPUMKA U
anbTa B ucnonHeHuu Tomaca LienT-
marepa u Pyt Knnuyc nepeHo-

CAT Hac B aTMocdepy UTalbAH-
cKoro BospoxaeHus, co3aaBas
APKUN CTUIIUCTUYECKUIMA KOHTpPAcCT
BCEW NporpammMme KoHLepTa.

CONCERTS

The repertoire of Ensemble 2012
consists of classical music from
Russia and Germany. The concert
is framed by the early compositions
of two classics — Trio No. 1

for violin, cello and piano by
Shostakovich and Octet for strings
by Mendelssohn. The Trio was
composed by Shostakovich during
his studies at the Conservatory.
Romantic by nature, it is considered
a bridge between the Russian
classics and the new musical
language of the Soviet music of
the 20t century. Mendelssohn’s
Octet, written at the age of 16

may be described a chamber
symphony due to its scale and the
novelty of its thematic invention.

The theme of ‘young’ music is
continued by the premiere of the
composition by the contemporary
composer Alexander Khubeev,
award winner of one of the most
famous composers’ competitions
Gaudeamus 2015 (The Netherlands).
The play Game over, commissioned
by Ensemble 2012, is a musical
allusion to a football match, where
two string quartets symbolize two
playing teams, and the grand piano
is a referee of sorts. However, the
play is not built on the vividness

of sound; the football setup

serves just as an initial impact.

The rarely performed Three
Madrigals for Violin and Viola by
Bohuslav Martintl is performed

by Thomas Zehetmair and

Ruth Killius and brings us the
atmosphere of Italian Renaissance,
creating a bright stylistic contrast
to the concert programme.

CMOHCOPbI: S C H l‘:l CD
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28.06 / 19:00

KOHLIEPTbI

@ OpraHHbIA 3an NepMCHOMU
thrnnapmoHumn

UCNOJIHUTENU:

MULUENIb POCC
(CKpUNKa)

JapuA 3vMaTtauHoBa
(CKpUNKa)

cepren noATaBCKUM
(anbT, aNEKTPOHMKA)
aNneKcern MUIUH
(BHUOJIOHYEb)

NleoHUA, 6aKkynuH
(KoHTpabac)

BaJIEHTUH YPIONUH
(KnapHer)

TanraTt capcembaeB
(charot)

Xoce BUCEeHTe KacTeno
(BanTopHa)

Upena «LLy6epT rana» nexuT Ha
NoBepXHOCTH, 6osiee Toro, MHe
KareTcs, OHa He Mor/sia He poauUTbCA
Ha JaruneBcKom ectuBane. Takom
npueM, Kak nepemelleHue 3HaKko-
MOM U NIO6UMON MY3bIKU B HEOObIY-
HbI ANA Hee KOHTEKCT, yHe AaBHO
He HyXAaeTcA B 3alUTHUKaX. A To,
yT10 LLly6epT, KaKk Mano KTo Apyrou,
KOpPEeCnoHAUPYET C My3biKOH XX U
XX| BeKa, 1 BOBCe CTa/lo YyTb JIK HE
obwmm mectom. [lo6aBmm cropa pea-
Kyl0 BO3MOMXHOCTb CbIrpatb 60/bLLOA
wyb6epTtoBCcKU OKTET (ha maop,
MCMNoJIHEHWE KOTOPOro B Hede-
CTUBAJIbHOMN *WU3HU OpraHU3oBaTb
KpaiHe HenpocTo. Oco6eHHO CTONMb
BHYLUMUTENbHbIMU TBOPYECKHUMHU
cunamu. MNpeanoyTy He pacKpbliBaTb
BCe CEeKpeTbl 3TOro Beyepa, CKamy
JIULWb, YTO Mbl BMECTe C Ny6/IMKOM
COBEpPLUUM yB/ieKaTeNbHOe nyTe-
LUecTBUE, B KOTOPOM BCTPETUMCA C
CaMbIMWU HEOMUAAHHBIMU UMEHaMH
M coyeTaHUAMU. Beplio, Hac Bcex
HMAET CO3 NO033UKU U BUPTYO3HOCTH,
€MHCTBO BOCbMEpPbIX My3blKaHTOB
M APKUM NOPTPET KarAOro U3 HUX.

CONCERTS

@ perm philharmonic organ
concert hall

performed by:

michelle ross
(violon)

daria ziatdinova
(violin)

sergei poltavsky
(viola, electro)
alexei zhilin

(cello)

leonid bakulin
(double bass)
valentin uryupin
(clarinet)

talgat sarsembayev
(bassoon)

jose vicente castello
(french horn)

The idea behind the Schubert-gala
is fairly obvious, and, moreover, it
seems to me that its appearance at
the Diaghilev Festival was inevitable.
The approach — putting well known
and loved music into an unusual
context — has long been known
and needs no justification. The

fact that Schubert like no one else
corresponds to the music of 20" and
21stcenturies, has altogether become
very commonplace. Let’s add to that
a rare and big opportunity to perform
Schubert’s Octet, the execution of
which is very difficult to arrange
outside the festival. Particularly

with such magnificent creative
resources. | won’t reveal all the
surprises of this evening, | will just
say that together with the audience
we will go on a fascinating journey,
during which we will meet the most
unexpected names and couplings.

| believe that what’s awaiting us is
the union of poetry and virtuosity,

a union of eight musicians and a
bright portrait of each of them.
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29.06 /19:00

KOHLIEPTbI

@  OpraHHbIK 3an
nepMcKou huiapMOHHH

CONCERTS

@  perm philharmonic organ
concert hall

KOHLLePT KapoJsIMH BUAMaH (CKpUMKa)

MU cuMoHa nennepa (bopTennaHo)

B nporpamme:

concert of carolin widmann (violin)
and simon lepper (piano)

the programme includes:

apHosnbA WeéHb6epr
thaHTa3nA ANA CKPUNKHK
¢ chopTtenunaHo, op. 47

arnold schoenberg
phantasy for violin and piano,
op. 47

KpUCTUAH MEUCOH
learning self modulation

christian mason
learning self modulation

MOPTOH (henbamaH
spring of chosroes

morton feldman
spring of chosroes

pobepT WymaH

coHara

ANA CKPUNKU U opTenraHo N2 2
pe MuHop, op. 121

robert schumann
sonata for violin and piano no. 2
in d minor, op. 121



132

KOHLIEPTbI

1BOUHOW
NMOPTPET.
yacTb BTOpa“d

KaponnH BuamaH: BnepBble s novyB-
CTBOBana ce6s1 My3blIKaHTOM, Koraa
cnena B AeTcKom xope « CtpacTtu no
Marcheto» Baxa. MHe Toraa 6bi10 gecATb.
Cumon Jlennep: OrnaabiBancb Hasaa, f
He Aymalo, 4YTo Obl1 KAKOK-TO onpeae-
JIeHHbI MOMEHT, KorZa A no4yyBcTBOBaN
cebsa my3blkaHTOM. s meHA 310 6b110
Noxoe Ha NnocTeneHHoe U3yyeHue
A3blKka: pa3yynuBaHue CNOB, OCBOEHHUE
rpammaTuK1, NoCTpoeHue pas. ToT
npoLecc Hayancs, Koraa MHe 6bl10
nATb NieT. A poc, coBepLUEeHCTBYA caMm
A3bIK U TO, YTO MHE XOTE/NIOCb C ero
NOMOLLbIO BbIPasuTb.

K. B.: TUlLMHA — Ta e My3blKa, a He
ee NpoTMUBOoNoNoMKHOCTb. OHKU He MoryT
cywecrtBoBaTtb Apyr 6e3 apyra, U OHU
He NpoTuBopeYaT Apyr Apyry.

C. /1.: 1 npucTtpactunca K TMiMHe. MHe
HPaBUTCA HaXOAUTb ee B CE/IbCKON
MECTHOCTH, B ropozaax U 0Cob6eHHo B
KOHLEepTHbIX 3anax. Koraa Tbl akKoMm-
NaHUPYIOLWKUA NMUAHUCT, TO 4acTo Tbl
MMEHHO TOT, KOMY BbinaAaeT NpuBuUe-
r'Ms HapyLM1Tb TULLKMHY B Ha4yane My3bl-
Ka/IbHOro NPOU3BeAEHUA U BEPHYTb
ayAUTOpPHIO 06paTHO B MOJIYaHUe B
tnHane nbecbl. be3 TULWKNHBLI My3blKa He
umena 6bl TakoM CBOEW BNacTw.

K. B.: U306pa3nTenpHoe UCKYCCTBO,
NiMTeparypa, CropT U eLle MHOro Apyrux
Bellei, 0 KOTOPbIX A 3Hal0 OYeHb Marso.
C. J1.: CapoBoactBo. MHe aocTaB-
NIAeT paAoCTb HabloAaTb 3a TeM, Kak
pacTyT U pacLBeTaloT LBeTbI, Hpa-
BUTCA KornaTtbcA B 3emne. B otnvune
OT My3blKM, KOTOpasA A0/MKHa 6bITb
BblpaeHa B MOMEHT UCMNOJIHEHUA, caj,
pacKpbiBaeT CBOIO KpacoTy o4eHb MeJ-
JIEHHO.

CONCERTS

a double
portrait,
part two

Carolin Widmann: 1 felt first a
musician when | sang in the
children' choir of the St. Matthew
Passion by Bach, aged 10.
Simon Lepper: Looking back,

I don’t think there is a specific
point | felt like | became a
musician. For me it was like
slowly learning a language:
building up words, grammar,
sentences. This all started from
the age of 5 and I’ve grown with
the language and what | can
express through it.

C. W.: Silence is music, not its
opposite. They wouldn't exist
without each other and are not a
contradiction of each other.

S. L.: I'm addicted to silence. |
like it to find it in the countryside,
in cities and especially in concert
halls. As a collaborative pianist, it
is often your great privilege to be
the one who breaks the silence
at the beginning of a piece and
who takes the audience back into
silence at the end of it. Without it,
music would hold no power.

C. W.: Fine Arts, literature, sports
and so many things | know very
little about.

S. L.: Gardening. | enjoy watching
plants grow and flowers bloom as
well as digging in the earth. Unlike
music, which has to be expressed
in the moment, a garden reveals
its beauty very slowly.
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CUAMOH nennep
NMUAHUCT

simon lepper
pianist

KaposuH
BUAMaH
CHKpUnadka

carolin widmann
violinist

KOHLEPTbI

— KAKME KHWrK / oubMbl /

MVY3bIKAJIbHbIE NPOU3BEAEHUA MOMOIAIN
BAM MEPEXUBATb TPYAHbLIE BPEMEHA?

K. B.: «Ctpactu no Matdeto» Baxa.
Cumdonua N2 10 Manepa. CTpyH-

Hble KBapTeTbl beTxoBeHa N2N? 14 u

15. MecHu 1 hopTenuaHHble CoHaTbl
Ly6epra. «leTcKue cueHbl» LymaHa.
KanTtaTta N2 21 « YMHOM*anucb ckopou

B cepaue moem» MoraHHa CebacTbsiHa
Bbaxa.

C. J1.: «3aBTpa» Puxapaa LUTpayca.

f mory cbirpatb MHTPOAYKLIMIO ThICAYY
pas, U OHa NOMOraeT MHe OTHJI0-
yaTbcA. MHAUMCKaA My3blKa Toxke
rnomoraeT MHe OYMCTUTb CO3HaHHe,
TaK KaKk A He NoHMMalo, KaK OHa
CTPYKTYPUpOBaHa, U NErko Mory norte-
PATLCA B HEWN.

— HKAKoW CBEPXCMOCOBHOCTbIO

Bbl Bbl XOTE/IU OEﬂA,CLATb?

K. B.: Bonblie Bcero mHe 6bi X0T€/10Cb
MMEeTb CNOCOBHOCTb 06LWaTbCA C ymep-
wumMK. Komnosutopamu, Apy3baAmM,
POACTBEHHUKaMM.

C. J1.: CnblwaTtb NoacO3HaHUE ApYrux
noaen.

— KaKo# coBET CEBE 18-ETHYMY

Bbl Bbl AU CEFO.CI,HH?

K. B.: Te6e BocemHaauaTtb. Hacna-
AancAa 3TUM BpeMeHeM He Aymas.

C. /1.: He npuHM1mMait Bcepbes Toro,
YTO 30BETCH « }HU3HbIOY, U He 6olicA
coBepLuaTb OWHU6KKU — y TebA JocTa-
TOYHO BPEMEHH, YTODObl OTKPbITL CebA
3aHoBO.

— MwupP HE UAEAJIEH, MO3TOMY MEHbLUE
BCEIM0 CTOUT 3ALUMUKIUBATBECA HA TAKOM

EFO HECOBEPLLUEHCTBE, KAK HANPUMEP...

K. B.: nonbiTKa U3MEHUTb TO, 4YTO Tebe
He NoABNacTHO.

C. J1.: amburuus.

- HAI'IOCI'IE[J.OH, ®UPMEHHbBIW BOMPOC
AHam Yopxona. Ha Kako# Bonpoc

Bbl XOTEJIN Bbl OTBETUTb, HO HYPHA-
JIUCTbl BAM EIF0 HE SAAABA}'IM?

K. B.: «4710 nyywe — paBatb UK
6patb?»

C. J1.: «f cnblwan, Tbl Urpaellb
Ha yrynene. Kaxkas TBosa ntobumas
necHA?»

CONCERTS

C. W.: Bach’s St. Matthew Passion.
Mahler’s Symphony No. 10.
Beethoven’s string quartets,

Op.131 and 132. Schubert’s

songs and piano sonatas.
Schumann’s Kinderszenen. Bach’s
Cantata No. 21 'Ich hatte viel
Bekiimmernis'.

S. L.: Strauss Morgen. | could play
the introduction thousands of times
and it helps me switch off. Indian
music helps clear my mind too as

| don’t understand its structures so
I can become lost in it.

— WHAT SUPERPOWERS WOULD

YOU LIKE TO HAVE?

C. W.: My favorite superpower would
be to be able to communicate with
the dead. Composers, friends, family
members.

S. L.: Hearing other people’s
subconscious.

— WHAT WOULD YOU ADVISE

YOURSELF WHEN YOU WERE 18?

C. W.: You are 18. Enjoy it and be
aware of it.

S. L.: Don’t take what we call life
too seriously and don’t be afraid to
get things wrong — there’s plenty of
time to reinvent yourself.

— AsS SOON AS WORLD IS FAR FROM

BEING PERFECT, ONE SHOULDN'T GET

STUCK TO SUCH AN IMPERFECTION AS...

C. W.: ... trying to change things you
can't change.

S. L.: Ambition.

- FINALLY, FAVORITE QUESTION OF
AnpDY WaRHOL. WHAT QUESTION

WOULD YOU LIKE TO ANSWER, BUT HAVE
NEVER GET FROM JOURNALISTS?

C. W.: “lIs it better to give or to
take?”

S. L.: “l hear you play the Ukulele,
what’s your favourite song?”
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30.06 / 19:00 @  NepMCKUH TeaTp @ perm opera and ballet
onepbl U 6aneta theatre
AUpPUKEDP: Teo40p KYPEHT3UC conductor: teodor currentzis
B Nporpamme: the programme includes:

rycraB manep gustav mahler
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BO3BpalleHue
B MAWNNU-
YeCKUMU MUP

Lectyio cumdoHuto l'yctas Manep
(1860—1911) counHAN B TeyeHue
netHmnx mecsaues 1903 u 1904 roaos
(oH Ha3biBan ceba « NIETHUM KOMMO-
3UTOPOM» — BYAYy4YM NeperpyxeH
06A3aHHOCTAMMU gupuxepa BeH-
CKOM onepbl, NOIHOCTbLIO NOCBA-
watb cebs KOMMNO3ULMK OH MOr
JIULWb BO BPEMSA JIETHUX OTMYCKOB).
3atem, ogHaKo, OH MHOro pa3 BO3-
BpaLa/iCA He TO/IbKO K ee UHCTPY-
MEHTOBKE, HO U MEeHSAJ1 Mectamu ee
BTOPYIO U TPEeTbIo YacTu — Scherzo
u Andante. KaxeTtca napagoK-

COM, 4TO OAHO U3 Haubonee Tpa-
rMYECKMUX CBOUX COYMHEHUN Manep
(co6CTBEHHO, 3TY CUMMOHUIO cam
Manep B KAKOM-TO MOMEHT ornpe-
Aenun Kak « Tparnyeckyto») cos-
Jan B caMblid, MOMeT 6blTb, cHacT-
JIUBbIA Nepuoj, CBOer HU3HMU.

Ero pa6ota B BeHCKOM onepe 3Ha-
MeHOBaJlaCb HenpepbIBHbIMU yCre-
xamu. B 1902 roay oH ®eHuncsa Ha
Anbwve LLuHanep, u ecnu sHave-
HuTOoe Adagietto MaToi cumdo-
HUH, KoTOpoe JIYKUHO BHUCKOHTH
M36pan 1eUMTMOTUBOM CBOEro
¢unbma «Cveptb B BeHeuun», He
6e3 oCHOBaHUM UHTEpNpeTUpyeTca
KaK cBoero poaa o6bsCHeHue en B
no6BK, TO cama oHa y3HaBana cebs
B JIMPUYECKON MYy3blKaNlbHOW Teme
nepsoun yacTtu LLecton. B Hayane
neta 1904 roga, Koraa nucanacb
CUMOHHKA, Y CYyNpyros poaunnacb
BTOpas Ao4b, HO Toraa xe Manep
3aKoHYUAN UMK «ecHU 06 ymep-
LIKUX AEeTAX», YTO nNpuBeno Anbmy

B y*ac. B 6yaywem 3ta « poKo-
BaA HEHLMHa», cCYMTaBLLan cebs
MY30M MHOIMX XyAOMHUKOB, C KOTO-
pPbIMK Yy Hee B ganbHenwem 6binuv
pomaHbl, npuHecna Manepy mHoro
rops cBoem U3MeHOMU, BepOATHO,
YCKOpPMBLLEN ero cmepTb B 1911

CONCERTS

back
to the idyllic
world

Gustav Mahler (1860—1911)
composed Symphony No. 6 in

the summers of 1903 and 1904

(he called himself a “summer
composer” because his duties as
the conductor of the Vienna Opera
kept him fully occupied during
winter seasons). However, he
went on to repeatedly revise the
orchestration and even changed
the order of the second and third
movements, Scherzo and Andante
respectively. It seems a paradox
that Mahler created one of his most
tragic works (it was the composer
himself who defined this symphony
as “tragic”) during perhaps the
happiest period of his life.

His career at the Vienna Opera was
one of continuous success. In 1902
Mahler married Alma Schindler and
while the famous Adagietto from
Symphony No. 5, used by Luchino
Visconti in his film Death in Venice,
was quite rightly interpreted as

the composer’s declaration of love
for this woman, she recognised
herself in the lyrical theme of Part |
of Symphony No. 6. In the early
summer of 1904, during the course
of the work's composition, the
couple’s second daughter was born.
This event coincided with Mahler’s
completion of a song cycle, entitled
Kindertotenlieder (Songs on the
Death of Children) that horrified
Alma. This femme fatale, a self-
declared muse for many artists with
whom she had love affairs, later hurt
Mahler greatly with her infidelity,
which probably expedited his death
in 1911. Four years before his own
death, Mahler lost his elder five-
year-old daughter, broke off relations
with the Vienna Opera and had been
diagnosed with a fatal heart disease.
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rogy. 3a yeTbipe roaa 40 CMepTH
Manep notepsan NATUAETHIOW CTap-
Wy Ao4b, NnopBan ¢ BeHcKol one-
poi, U eMmy 6bi1 NOCTaBNeH AUarHo3
CMepTeNbHOM cepAevyHOn 601e3HU.

Mpembepa cuMtbOHUK cocTOANaCh
noa ynpasseHWeM aBTopa B JcceHe
B 1906 roay, 3aTem OH €eto0 NpoAu-
puxupoBan B MioHxeHe U B cne-
aytouwem rogy B BeHe, rge K Tomy
BPEMEHH Y Hero coszanacb KOH-
dnuKTHaa cutyauma B Onepe. K
Tomy, uTto LLecTtyio cuMdOHMUIO, KaK U
MATy0, KPUTUKA, OPUEHTUPOBAHHaA
Ha KNACCUYECKYIO ICTETUHY, NpU-
HANa pe3Kko oTpuuaTtenoHo, Manep
6bin rotoB: «Mos Lllectan, KamxeTca,
CHOBa OKa3saJjiacb TBepAbliM OpeLl-
KOM, KOTOPbIi He B CHUJlaX PpacKyCUTb
cnabble 3y6KHU Hallen KPUTUKKU», —
nucan oH B 04HOM U3 nucem. B
Poccuu, B oTaMume oT Apyrux
ManepoBCKUX cumdoHUi, LLlecTasn,
HaCKO/MIbKO HaMm U3BECTHO, He UCMon-
HANacb Aaxe B NPeABOEHHblEe rogbl,
Koraa B JIeHWHrpaze cylwecrsoBan
noa/uHHbIA KynbT Manepa, Baox-
HOBNABLUMICA My3blkoBeaom UBa-
HoM CoNNepTUHCKHUM, U racTpoiu-
poBanu (U Aare HUIU, Kak Ppuy,
LTnapu) Bbiaaowmeca HeMeLKUe
M aBCTPUMCKHUE AUPUHEpPbl — y4ye-
HUK U apyr Manepa BpyHo Banb-
Tep, OTTo Knemnepep. He ucnon-
HANAcb OHa WU Nnocne BOMHbI, Koraa
6onee paHHMe CUMGOHUM NPOAOII-
Hanu urpatb Hatan PaxnuH, Huko-
nav PabuHoBuy, EBrenunit MpaBuH-
CKuit. LLlectas npo3By4yana 3aecb
nvwb B 1978 rogy noa ynpasne-
Huem Kupunna KoHgpalwumHa, 3anu-
CaBLUEro ee TaKMe Ha MJaCTUHHY.

Ho B nocneBoeHHble roAbl NPOLLIOro
BeKka Manepa peaKo UCMNOJIHANU U B
EBpone. Yxoaunu B npowuioe ucnosn-
HUTENbCKUE TPpaauLMUK, BOCXoaALLue
K camomy Manepy, 3ame4yaTtesibHOMY
LUPUKEPY OTHIOAb He TOJIbKO CO6-
CTBEHHbIX COMMHEHU, KOTOpble B
1910-e — 1930-e rogbl npoaoMKanu
TaKMe MacTtepa, KaKk YNoMAHYTbIA
y#e bpyHo Banbtep, unu apyr 1
MHTepnpeTaTop Komnosutopa Bun-
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The composer conducted the world
premiere of Symphony No. 6 in
Essen in 1906, then in Munich and,
a year later in Vienna, where he
had already experienced a conflict
with the Opera. Like Symphony

No. 5, No. 6 was met with a very
negative reception among critics
who preferred classical aesthetics.
Mahler seemed to have expected
that and he wrote in one of his
letters: “My Sixth seems to be yet
another hard nut, one that our critics'
feeble little teeth cannot crack.”
Unlike Mahler’s other works, as

far as we know, Symphony No. 6
was not performed in Russia even
in the years leading up to the war,
contrary to the cult of Mahler, which
existed in Leningrad at that time
thanks to the musicologist Ivan
Sollertinsky, and the touring (and
even residence of Fritz Stiedry for
instance) of remarkable German
and Austrian conductors such as
Mahler’s pupil and friend Bruno
Walter and Otto Klemperer. Even
after the war, the composition was
not performed, although Natan
Rakhlin, Nikolai Rabinovich, and
Yevgeny Mravinsky continued to
perform Mahler’s early symphonies.
Symphony No. 6 was presented to
the public only once — in 1978 by
Kirill Kondrashin who also made

a recording of this performance.

After the war Mahler’s works were
rarely played even in Europe. His
performance traditions (Mahler
excelled in conducting not only his
own compositions, but also others’
works) were continued between
1910 and 1930 by such masters as
the above-mentioned Bruno Walter
and Willem Mengelberg, a friend
of the composer and commentator
of his works. It was at this time
when Mahler’s expressionism
began to seem old-fashioned in the
West, as the keys to the multitude
of meanings of his works and
particularly their post-Romantic
irony (which could be easily linked
with postmodernism) were largely
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nem MeHrenobepr. B 310 Bpemsa
3KcnpeccuoHnav Manepa cran
KasaTbcA Ha 3anaae ycrapeBLUWM,

a K/Il0YU K MHOTFOCMbIC/IEHHOCTH €ro
COYMHEHUIH U B OCOBEHHOCTU K 3ao-
}EeHHOM B HUX NOCTPOMaAHTUYECKOMN
MPOHMU (OT KOTOPOI MOMHHO NMPO-
TAHYTb HUTb K NOCTMOAEPHU3MY),
6blIM BO MHOIroM notepsAHbl. Ecnn
NpPU }¥U3HU KOMMNO3UTOPA AOXOAUNO
[0 TOro, YTO OAUH U3 KPUTUKOB
OTBEJ1 MEeCTO ero My3bike «B KabaKe
W/IM B KOHIOLLHEY», TO B NOC/I€BOEH-
HOe BpeMA O HeW CTanu roBopuTb
KaK 0 « AUPUHKEPCKOM», K FONIOBHOMW»
M Aaxe « pemecnieHHon». CHoBa
Manepa Ha4yanu UCNoNHATbL Kb B
wecrtuaecartble roabl — JleoHapa
BepHcTakiH, BepHapg XanuTuHK, MNMbep
bynes, a B Poccuu ynoMaHyTbIM
Kupunn KoHapawwuH. K KoHuUy cTo-
nertusa crana, ogHaKo, OCTPO OLLy-
LATbCA NOTPE6GHOCTb B HOBbIX NOA-
xogax K Manepy, nposiBUBLUaACH, B
YacTHOCTH, B 6osiee aHaNU3UpPYIO-
LEeM U MEeHee 3MOLMOHaNIbHOM Npo-
YyTeHUH ero napTuTtyp bynesom.

HoBbim cnoBom B MMpOBOM mane-
puUaHe ABU1acb U CepyUs KOHLLepPTOB
Teogopa KypeHTt3uca. Beneg 3a Tpe-
Tbeh cumpoHuen, 6aucTaTeNbHbIM
MCNONHEeHUEeM KOTOPOM C OPKECTPOM
musicAeterna oH 3aBepLuMn npeano-
cnegHui JlarmneBcKui thectuBanb
(10 3TOro OH yXe NpoaUpUKMpPOBan
eto B 2004 roay B Mockse), # 3a
[MAaToi, Nnpo3By4aBLLUEN Ha 3aKIHOUU-
TeNbHOM (hecTUBaNIbHOM KOHLepTe
npowsioro roga, MascTpo UCMOJIHUT
Ha HblHelwHeM tecTuBane Lectyio
cumdoHno. ManepoBcKkMe UHTep-
npetauun KypeHT3nca BCAKUM

pa3 CTaHOBW/IUCb MYy3blKa/ibHbIMU
COBbLITUAMMU: U3NULLHIO 3K3asb-
TaUUIO B HAX CMEHAET YTOHYEeHHanA
3KCNpeccus, a BHAMATE/IbHEN-

Lee nNpoyYTeHue NapTUTyp BbiAB-
nAet 6e34Hbl HOBbIX CMbICJIOB.

Maran, WecTtaa u Ceabman cum-
¢oHMn Manepa — YUCTO UHCTPY-
MeHTanbHble. B npealiecTByOLWMUX
cumdoHumax (3a BbiveTom NepBoit)
BbIparKeHUeM JIMpUYECKOoro Havyana
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lost. When the composer was
alive, one of his critics claimed
that his music was worth playing
“in a pub or a stable”, but

after the war it was described

as “conductorial”, and even
“mechanical”. Audiences had to
wait until the 1960s for another
chance to hear his music, thanks
to Leonard Bernstein, Bernard
Haitink, Pierre Boulez, and in
Russia, the above-mentioned
Kirill Kondrashin. However, by
the end of the century it had
become necessary to adopt new
approaches to Mahler’s works, for
example, Boulez’s more analytic
and less emotional interpretation
of the composer’s scores.

The series of concerts by Teodor
Currentzis marked a new chapter
in the history of Mahler’s music.
Following Symphony No. 3, which
he performed brilliantly with the
musicAeterna Orchestra at the
Diaghilev Festival two years

ago (before that he had already
conducted it in Moscow in 2004),
and the Fifth Symphony closing
the festival last year, the maestro
is going to play Symphony No. 6
at the forthcoming festival.
Currentzis’ interpretations of
Mahler’s music are always

great music events: excessive
exaltation transforms into delicate
expression, while the most
careful analysis of scores reveals
a plethora of new meanings.

Mahler’s Fifth, Sixth and
Seventh Symphonies are

purely instrumental. The

lyrical character of previous
symphonies (excluding the First)
was expressed through singing
and text, which the composer
also used in Symphony No. 8.
During this transformative period
Mahler rejected a “programme
approach”, avoiding all those
detailed explanations which
accompanied his first four
symphonies. Now he claimed:
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C/y}KaT neHue 1 CJI0BO, K KOTOPbIM
OH BepHeTcA B Bocbmon. B atot
nepexoAHbii nepvoa Manep oTKa-
3a/1CA U OT «NPOrpaMMHOCTH», MO
KpanHen mepe OT AeTa/ibHbIX 06bAC-
HEeHWH, KOTOPbIMWU COMPOBOXAA/IUCH
nepBble YeTbipe CUMPOHNU, YTBEPHK-
JAaf, 4YTo «HayMHaA ¢ beTxoBeHa, HeT
TaKkoM HOBOW My3blKKU, KOTOpas He
Mmena 6bl BHYTPEHHEN NporpamMmbil.
Ho Hu4yero He cTouUT TaKkaa My3blKa,
O KOTOPOW CNyLIaTesto HYXHO
cnepBa CoO6LUTb, KaKMe YyBCTBa B
HeN 3aKJ/Ilo4eHbl, U, COOTBETCTBEHHO,
4YTO OH cam 06d3aH novyBcTBOBaTb!»
3710, pasymeeTcs, He 3HA4YMUT, YTO
KOMMO3MUTOP OTKa3a/ncA OT UCKOH-
HbIX NPUHLMMNOB, ONpeAenABLUNX

€ro npeALwecTayloMe nponssese-
HUA — OT «NOCTPOEHMUA MUPOBY,

OT NOUCKOB OTBEeTa Ha 6bITUN-

Hble BONpPOCblI O MECTe YesloBeKa B
MUpe U ero TparM4yecKom cyabbe.

B Lllecton, « TparnyecKom», Manep
CHOBa BEPHY/CA K TPaguULUOH-

HOM chopme YeTbIipex4acTHON CUM-
toHuu (Kak TpeTbsA, KaKkoi 6yayT
Ceabmas U, No 3amMblC/y, HEOKOH-
yeHHana [ecAartan). NepBasa yacTb,
Allegro energico ma non troppo,
OTKpbIBaeTCA MapLuem, HanoAo-
61e NPUCYTCTBYIOLLMM U B NEPBbIX
Tpex, v B MaTtoi cumdoHUM — HO
34eCb OH OT/IMYAETCA HeKoen noa-
YEePKHYTOM 6€3/IMYHOCTbLIO U arpec-
CUBHOMW MEXaHM4YHOCTbIO, KOTopas
accouuupyeTca ¢ uaeem Heymo-
NIMMoM cyabbbl U 6eccununa nepeg
Helo yenoBeKa. Bo3HMKaeT UHTO-
HUpyeMoe MeAHbIMU MaxopHoe
Tpe3By4YMe, KOTOpPOEe NepexoauT B
MUHOPHOE U KOTOpPOEe CTaHeT «JIeUT-
MOTHUBOM CyAbO6bl» Ha NPOTAMe-
HUM BCel CUMMOHUU (3@ BbIYETOM
Andante). Ho nupn3m no6o4yHoM
napTMmM — nacrtopaJib, OKalMmJIeH-
HasA XopaJioM, XOTb U nepebuBaeTtcaA
BO3BpaLLEHUAMU INaBHOW, MapLue-
BOM TeMbl, nob6exaaeT, HeCMOTpA
Ha TO, YTO NPOTUBOCTOUT €My He
oAHa 3Ta TemMa: NPOTUBOCTOAT eMy M
camu XopasbHble 3NM1304bl, NPOHU-
3aHHble, cnoBaMu ApHonbaa LLEH-
6epra, «1eASHON OTPELUEHHOCTbIOY.
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“From Beethoven onwards there
is no modern music that does
not have an inner programme.
But if before presenting this
music to the audience you

have to explain to people the
nature of feelings they have to
experience while listening to it,
then this music is worthless!”
Of course, this did not mean
that the composer had rejected
the core principles which
formed the basis of his previous
works — the “construction

of worlds”, the quest for
answers to the questions about
the place of people in this

world and their tragic fate.

In Symphony No. 6 —
sometimes nicknamed Tragische
(Tragic) — Mahler returned to
the traditional form of a four-
part symphony (like the Third,
Seventh and unfinished Tenth
Symphonies). The opening
theme of Part |, Allegro energico
ma non troppo, is a march,
similar to one from his first

three and the Fifth symphonies.
However, in Symphony No. 6 it
is characterised by a particular
selflessness and aggressive
mechanicalness that imply the
idea of inexorable fate and
human inability to change it. A
major triad resolves into minor
and becomes the “leitmotif of
fate” of the whole symphony
(excluding Andante). Despite the
dominance of the main march
theme, the lyricism of the second
theme — a mix of pastoral and
choral music — takes over,

even though it is also opposed
by chorales themselves which,
according to Arnold Schoenberg,
are filled with “cold detachment”.

The central Scherzo marks a
return to the march rhythms in
triple time and with the same
cold animosity. It is contrasted
by a nostalgic, but almost comic
idyll — a trio, marked by Mahler
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naBHaA naptuAa Scherzo cHoBa
BblAepKaHa B pUTMe Maplua, Ha 3ToT
pa3 TpexA0/1bHOro, U CHoBa UCMNON-
HEHHOro AyXOM OTYYKAEHHOW Bpa-
Aeb6HocTU. C Hel KOHTpacTUpyeT
HOCTaNbruM4yecKas, HoO CKopee NnouyTu
napoAauvrHasa UAWIIUA — TPUO,
nome4yeHHoe Manepom Altvaterisch
(«cTapomoAHO»), BKAloYaloLee
uMTaTy U3 cKepLo YeTrBepTon cUM-
¢oHun Bpamca. CamogoBnerollee
3HavyeHue nNpuobpeTatoT U cama
tdopma, TAroTeLwana K BEHCKOMY
rnaccuuusmy XVIII—XIX BeKos, n
AWanor-urpa ¢ Heto KOMNo3uTopa.
MpeTtepneBana cepuio TpaHchopMa-
LMK, TPUO NepebuBaeTca onATb-
Taku1 BO3BpaTaMu K Teme r1aBHOM
napTuu, a B CaMmOM KOHLle — HUcna-
LaloWMMM naccaxamMmm, CpaBHUMbIMMA
CO «B3pblBaMMU aZiCKOro XoxoTa» BO
BTOPOM 4acTuU ManepoBCKoM MAToMN.
CHoBa 3BYYMT «JIEUTMOTUB CYAbObI».

Andante moderato Bo3Bpaluaet

Hac B UAWJIMMECKUM MUP OTpe-
LLEHHOCTH OT BCero 3emMHoro. dta
yacTb HacbllLeHa accounaLamMm
cpa3y C HECKONbKUMU COYUHEHUAMM
Manepa — 3HameHaTeNIbHOM nec-
Helr Ha cTuxu ProkkepTta Ich bin der
Welt abhanden gekommen («Ansa
MUpa A Tenepb notepsaH», 1902) us
c6opHUKa «CeMmb neceH nocnea-
HUX NeT», UCMOJIb30BAHHOM TaKiKe B
Adagietto NaTon; owyTUMbI U pEMU-
HUcueHuun U3 BarHepa. He B MeHb-
leKn creneHun, yem B Adagietto, npu
MCMO/IHEeHWU 3TOI YacTU NPOTUBO-
noKasaHbl HaapbIB U NPOCTaA CeH-
TUMEHTaNbHOCTb. Zlpyrue neceHHble
accouuaumu ator yactu — Urlicht
«lNepB0O3aaHHbIN CBET» U3 COOPHUKA
«Bonwe6HbIA por ManbynKa»,
TaK¥e ucnosb3oBaHHblM Mane-

pom B thuHane Btopoi cuMOHUN.

®duHan cumpoHun — Allegro
moderato — Allegro energico, npo-
[OJTKAOLLUMACA MOYTHU CTOJIbKO Ke
BPEMEHH, CKONIbKO NpeALlecTBy-
louMe TpH1 4YacTu BMecTe B3ATble,
OT/IM4aETCA UCKIIOUYUTENIbHON KOM-
NO3ULMOHHOM CJIOMHOCTbIO. MoBTO-
pATCA, BUAOU3MEHAACDH, MY3bl-
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as Altvéaterisch (old-fashioned),
which includes a quotation from
the Scherzo of Symphony No. 4
by Brahms. The form of this

trio echoes the Viennese
Classic period of the 18 and
19" centuries and, along with
the composer’s playful dialogue
with it, carries a special
meaning. Having gone through
a series of transformations,

the trio gets interrupted by the
return to the main theme and, at
the very end of the composition,
by the flow of passages similar
to the “explosions of infernal
laughter” in Part Il of Mahler’s
Symphony No. 5. Here the
“leitmotif of fate” sounds again.

Andante moderato brings us
back to the idyllic world of
detachment from everything
mundane. This part is rich

in associations with several

of Mahler’s works: a notable
song based on Riickert’s poem
Ich bin der Welt abhanden
gekommen (I am lost to the
world, 1902) from the collection
of poems Seven Songs of
Latter Days, which was

also used in Adagietto from
Symphony No. 5, as well as
some reminiscences of Wagner.
Like Adagietto, this part is not
characterised by any pathos

or simple sentimentality. Other
song associations in this part
include Urlicht (Primeval Light)
from Des Knaben Wunderhorn,
also used by Mahler in the finale
of his Second Symphony.

The finale of the Symphony —
Allegro moderato — Allegro
energico — which lasts almost
as long as all three parts
preceding it, is characterised by
a highly complex composition.
The musical themes of the
whole symphony repeat and
change all the time, but the
lyrical moments together with
the tragic passacaglia and
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KaJibHbleé TeMbl BCe CUMGBOHUH,
HO IMPHUYECKUE 3ANM30abl B cocea-
CTBe C TpaypHOM naccakanuen u
HaAMUPHO OTPEeLUeHHbIM XOpasiom
npUo6peTaloT OTTEHOK ropeyu.

B npotMBo60opCcTBE C TEMaMH,
MHTEPNPETUPYEMbIMU KaK BpaK-
Ae6Hble Cubl cyabObl, TPUHKADbI
HaMeu4aloTCA KyIbMUHaLMUU-pa3-
peLleHus, npepbiBaemblie 3Hame-
HUTbIMK yaapamu monoTta (TpeTumn
M3 HUX cyeBepHbIn Manep B cBOMUX
MUCMOJIHEHUAX CHUMan). TpaypHOWM
JIUTaHUen 3By4aT NocsieagHue cemMb
TaKTOB, B KOTOPbIX, Nepea Tem
KaK nocneaHuit B3pbiB tutti o3Ha-
MeHYeT OKOH4YaHue BCen CUMdO-
HWUKU, MeJHble piano B NocneaHWUH
pas apTUKY/IUPYIOT TeMy r/iaB-

HOW NapTUU U MUHOPHOE Tpe3-
BYYME «JIEUTMOTHUBA CYAbLObI».

WUTaK, — 6ec4enoBeYHOCTb PUT-
MOB Maplua, YTBepAUBLUUXCA B
nepBoi YacTu, 3atem B Scherzo,
M CHOBa BOCTOPECTBOBABLUMX

B (MHaNe; NPOTUBOCTOALLUINA UM
JIUPU3M 3NU3040B, KOTOpble MPU-
CYTCTBYIOT B Ka/A0i1 4acTH; HaA-
MUPHasnA oTpelleHHocTb Andante,
M, HaKoHel, — 6eCKOHeYHasn
Tparu4yHocTb UHanNa: He Norpy-
KaeT I Hac cama My3blKa/nbHas
TKaHb 3TUX MOTMBOB B CYTb Tpare-
AWN, He3aBMCUMO OT ee ucxoaa?

B cBoel KHUre o cMMMOHUAX
Manepa UHHa BapcoBa npoHuua-
TeNbHO OTHOCUT €ro TBOpP4eCcTBO
K CyLLEeCTBYIOLWEN C ApEeBHENLLUX
BpeMeH TpaauLMKU UCKYCCTBA
«aKnaccu4yeckoro». Ecnu Knac-
CHUYECKOEe UCKYCCTBO OCHOBAHO
Ha NpUHUMUNAaxX paBHOBECUS, NpPo-
NopLMOHaNbLHOCTU, copasmep-
HOCTH YacTei, 3aKOHYEHHOCTH,
TO aKnaccu4ecKoe TAroteeT K
OTKPbLITOM thopme, AonyCKatolen
3/1IeMeHTbl HeNpeACcKasyeMoCTH:
HOBas rapMOHUSA BO3HUKaET B
HeM Yepe3 60pb6y NPOTUBOMNO-
JIOMHbIX Ha4an, KoTopbie MOryT
BbICTYNaTb B Pas/IM4HbIX 3Ha4Ye-
HUAX, BNJIOTb 40 UPOHUYECKUX U
rPOTECKHbIX, HAa XO4Y MEHATbLCA
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distant chorales sound quite

bitter. In the confrontation with

the themes interpreted by Mahler
as the hostile forces of fate, the
composer defines three different
climaxes that are interrupted

by famous hammer blows (the
superstitious Mahler had never
used the third one during his
performances). The last seven bars
sound like a funeral litany. Piano
articulates the theme of the central
part and the minor triad of the
“leitmotif of fate” for the last time
before the explosion of tutti marks
the end of the whole symphony.

So, the inhumanity of march
rhythms in Part |, the scherzo and
the finale of the symphony; the
lyricism of contrasting episodes
presented in all the parts; the
detachment of Andante, and
finally, the endless tragedy of
the finale: doesn’t the musical
canvas of these motifs immerse
us into the essence of tragedy,
regardless of the outcome?

In her book about Mahler’s
symphonies, Inna Barsova ascribes
his works to the ancient tradition of
“anticlassical” art. While classical
art is based on the principles of
balance, proportionality, symmetry
and completeness, anticlassical
art is characterised by open forms
and unpredictable elements:

new harmony is created by the
confrontation of opposite things
that can perform different roles
(including ironic and grotesque
ones), change places, get
parodied and reconsidered. This
misunderstanding of this peculiar
feature of Mahler’s creative

work led to the rejection of his
compositions as “barbarian” or
“inharmonious” during his lifetime
and after his death. It is worth
mentioning that Teodor Currentzis
is particularly attentive to these
features of Gustav Mahler’s
symphonic style. | decided to

ask him a few questions.
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MecTamu, NapoaupoBaTbCcA, nepe-
ocMbicnATbCA. MMEHHO HEMOHU-
MaHue 3TOM 0COBEHHOCTU Mane-
POBCKOM 3CTETUKU U NPU HKU3HU
KOMMO3UTOpa, U BNOCNEACTBUA
NPUBOAWJIO K HEMPUATUIO €ro TBOp-
YyecTBa KaK « BapBapCHKOro» Uau
«HerapmMoHu4Horo». Henb3sa He
3aMeTUTb, YTO K 3TUM 0COBEHHO-
ctaAM cumcoHusma lNyctaBa Manepa
Kak pa3 npofBaAeT 0cobylo YyT-
KocTb Teoaop KypeHT3uc, K KoTo-
pomy A 06paTUCA C BONPOCaMM:

— Bbl ncnonnsete WWEcTyio cumao-
HUIO CO BTOPOWM YACTbIO — SCHERZO,

W TPETbEM — ANDANTE. TAK BbiJIO B
MEPBOHAYA/IbHOM PEAAKLIMM, HO BCE

TPU PA3A, KoraA Manep cam aupu-
MUPOBA/I CUMOOHUEM, OH UCTOS-

HAN X B OBPATHOM MOPA/KE, 3ATEM
BEPHYJICAl K MEPBOHAYA/IbHOMY, CO
SCHERZO HA BTOPOM MECTE. PA3HomnA-
CHWfA MO MOBOZAY PACMOJIOMEHWA CPEA-
HMX YACTEM NMPOJOJKAIOTCA A0 CUX

nop. A MOXET BblTb, MOMWUMO IYBUH-
HbIX MOTUBMPOBOK, ZIEJIO ELLE WU B TOM,
YTO IMIABHbBIE MAPLUEBBIE MAPTWUM MEP-
BOWM YACTM U SCHERZO CXOAHbI MO MHO-
TMM MPU3HAKAM, HAYMHAA C TOHAJIBHO-
CTU — MOMET BbiTb, MANEP 3AXOTEN
OTAE/IMTb 3TU YACTU OAHY OT [PYIOM,
MOCTABUB MEAY HUMU ANDANTE?

— AcHbIX YKa3aHUH No aToMy
nosoay Manep TaKk 1 He ocTaBu/, U
A AyMalo, 4YTO 3TOT BOMNPOC HUKOrAa
He 6yaeT paspelueH OKOHYaTeNbHO.
Jymato, 4To TaKaA cuTyaumsa ocTaB-
NAeT AUpUKepy cBo6oay Bbibopa

B 3aBMCMMOCTH OT €ro Npo4vTeHus
napTutypbl. CTOUT 06paTUTb BHU-
MaHWe M Ha TO, YTO TpaauLMA CTa-
BUTb Andante Ha TpeTbe MeCcTo BOC-
xoauT K apyry Manepa MeHrenb-
6epry, a TaKe K BebepHy, KoTopbIH
B ABajLaTtble roabl NPOAUPHKU-
poBan BCEMU ero CUMPOHUAMM.

— LLEcTAA CMM®OHMA YACTO CHUTA-
ETCA BOMJIOWEHWEM TPArTMYECKOM BE3bIC-
XOAHOCTU, TOPHECTBVYIOLLEN B NEPBOM
YACTU U OKOHYATE/IbHO MOBEXIAIOLLEMN

B ®UHANE. TAK, PVYPTBEHMEP HA3BAN

EE «MEPBbIM HUMMJIMICTUYECKUM COYU-
HEHUEM B UCTOPUM MY3bIKM», A CTOJb

CONCERTS

— You PerRFORM SympHONY No. 6 wITH
ScHERzO As PART I, AND ANDANTE AS
ParT Ill. THIS was MAHLER’S INITIAL
INTENTION, BUT THEN ALL THREE TIMES
WHEN THE COMPOSER CONDUCTED THE
SYMPHONY HIMSELF, HE PLAYED IT IN
INVERSE ORDER. LATER ON HE RETURNED
TO THE ORIGINAL VARIANT, WITH SCHERZO
SECOND. DISPUTES CONCERNING THE ORDER
OF MIDDLE MOVEMENTS STILL TAKE PLACE
AMONG EXPERTS. MAYBE, APART FROM
HAVING SOME DEEP MOTIVATIONS, MAHLER
WANTED TO SEPARATE THE CENTRAL MARCH
MOTIFS OF PART | AND ScHERZO WITH
ANDANTE BECAUSE THEY WERE SIMILAR IN
MANY RESPECTS, INCLUDING THE KEY?

— Mabhler did not leave any
instructions regarding this matter,
so | think this issue will never be
resolved. | believe that such a
situation gives a conductor some
freedom of choice depending on
his reading of the score. It is worth
mentioning that the tradition to
place Andante third goes back to
Willem Mengelberg, a friend of
Mahler, and Webern who conducted
all his symphonies in the 1920s.

— SymPHONY No. 6 IS OFTEN CONSIDERED
TO BE THE EMBODIMENT OF TRAGIC
DESPAIR, DOMINATING IN PART | AND
EVENTUALLY TAKING OVER IN THE FINALE.
FURTWANGLER CALLED IT ““THE FIRST
NIHILISTIC COMPOSITION IN THE HISTORY OF
music”, wHILE BRuno WALTER, WHO wAS
IN CLOSE CONTACT WITH MAHLER BUT HAD
NEVER CONDUCTED THIS SYMPHONY SAID
THAT THE FINALE “LEFT HIS SOUL IN THE
DARKNESS OF ABSOLUTE HOPELESSNESS”.
Do YOu AGREE WITH THIS OPINION?

— No, this symphony is as tragic
as an ancient Greek tragedy, where
the confrontation between the
antagonist and fate, even though it
might lead to the character’s death,
is cathartic for the audience.

— SO, WE HAVE TO IMAGINE THAT WE ARE
NOT JUST VIEWERS BUT PARTICIPANTS OF
THIS DRAMA WHICH WE HAVE A CHANCE TO
WITNESS THANKS TO THIS INCREDIBLE MUSIC?
— The Sixth Symphony is not an
illustration of this fight. It does

not give any direct answers,
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TECHO CBA3AHHbIM ¢ Manepom BryHO
BAIbTEP HAKOMAA EIO HE AWPUMKUPO-
BAJ1, CHUTAA, YTO GUHAJT « OCTABJISIET
JIVLLY BO MPAKE MOJIHOM BE3HAZEX-
HocTu». COrNACHBI X Bbl C 3TUM?

— Her, ata cumdoHua Tparmye-
CKafA B TOM e CMbIC/ie, KaK ApeB-
Herpe4vecKas Tpareaus, rae npo-
TUBOCTOSIHUE reposi POHY, NyCTb
Jaxe 3aBeplualolleecs ero ruée-
b0, CO34aeT Y 3pUTeNs Katapcuc.

— To ECTb MbI AOJ1HHbl MO4YYBCTBOBATb
CEBA YYACTHUKAMU, A HE CBUAETENAMU
APAMbI, YEPE3 KOTOPYKO HAC MPOBOAUT
3BYYAHUE 3TOM MOPA3UTE/IbHOM MV3bIHVI?
— LllecTtaa cumcoHUA — He wnnto-
cTpauuaA 3Toi 60pbbbl, OHa He AaeT
NpAMbIX OTBETOB, HO KaK 6bl OTHKPbI-
BaeT ABEepPb B UHOWU, MeTausnye-
CKuM npocTtop. U 3T 3HaMeHUTble
yAapbl MosioTa B (hMHane MOMKHO
ONATb-TaKKU cpaBHUTb ¢ deus ex
machina apeBHerpeyeckoro tearpa.

— B cBA3M ¢ 3TMM BO3HMKAET BOMPOC
O 3HAYEHMKU CAMOM CUM®OHUYECKOM
®oPMbl: MANEP KAK Bbl NMPUIEPHKUBA-
ETCS YTBEPAMBLLUMXCSA ®OPM YETbIPEXHACT-
HOM KJIACCUYECKOWM BEHCKOM CUM®O-
HUW, NMPUYEM « CUMOOHUU GUHANIA», HO
B3PbIBAET UX U3HYTPU. TAKOBA, HAMPU-
MEP, OTHIOAb HE K/IACCUYECKASl BECKO-
HEYHAA TPAHCOOPMALIMA MY3bIKA/IbHbIX
TEM, UAWINMHECKWUIM 3NN304 SCHERZO C
noMeToM « CTAPOMOAHOY», WU E BO3-
HUKHOBEHWE HEKOEIO MOJOBUA AMOME-
03A B KOHLE NMEPBOM YACTU, A B ®UHAJE
B MOMEHT EFO JOCTUMEHWUA HACTYMAET
«TMbOTUHHBIN» OBPbIB 3BYYHOCTH,
KOTOPbIM Y MHTEPMPETUPYIOT KAK OKOHYA-
TENbHOE MOPAMEHWE (BMPOYEM, 3MDOEKT
JBAX/bl « OBMAHYTOTO OMWAAHUSA» AMO-
®EO3A MPUCYTCTBYET U B [AToM).

— Ulectaa cumcoHna — npo-
U3BeAeHue 3TarnHoe, peLuato-

wui war Manepa ot Tpaauum-
OHHbIX CUM(OHHUYECKHNX (hOPM

K 3KCNPECCUOHU3MY, U, Kpome
obLieyenoBe4eCcKoro KoOHMhIMKTa
CyAb6bl U IMYHOCTHU, KOTOPbIA

B HEM NMpPUBbIKIXU BUAETb, B HEX
NPUCYTCTBYET BHYTPEHHUMN KOH-
(/IUKT, CBA3aHHbIA C Npeoaone-
HUEM TPagULMUOHHOM (hOPMbI.

CONCERTS

but it does open the door to the
space of metaphysical freedom.
These famous hammer blows
in the finale can be compared
with deus ex machina from

the ancient Greek theatre.

— THEN | HAVE A QUESTION REGARDING
THE SYMPHONIC FORM ITSELF: MAHLER
ALWAYS STUCK TO THE ESTABLISHED

FORMS OF CLASSICAL VIENNA SYMPHONY,
NAMELY THE “FINALE SYMPHONY”, BUT
HERE HE EXPLODED THEM FROM INSIDE.
For INSTANCE, SUCH IS THE ANTICLASSICAL
AND ENDLESS TRANSFORMATION OF MUSIC
THEMES, AND THE IDYLLIC SCHERZO EPISODE
WITH THE ALTVATERISCH NOTATION, OR THE
KIND OF APOTHEOSIS AT THE END OF PaRT |,
WHEREAS IN THE FINALE IT IS CUT AS IF BY
A GUILLOTINE, WHICH IS INTERPRETED AS

A FINAL DEFEAT (ALTHOUGH THE EFFECT

OF “FRUSTRATED EXPECTATIONS” IS ALSO
TYPICAL FOR THE FIFTH SYMPHONY).

— The Sixth Symphony is a
landmark, a turning point in
Mahler’s career when he turned
from traditional symphonic forms
to expressionism. Apart from

the universal conflict of fate

and personality which people

used to see in it, the symphony
considers the inner conflict of
overcoming traditional forms.
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special projects

monologues
opening of the exhibition

lacquered russia
opening of the exhibition

the resonance award
ceremony for young critics

educational programme

festival club
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& LLeHTP ropoACKOM Ky/bTYpbl

OTKPBITUE BBICTABKH

MBaH KO3J/10B

B pamKax BbicTaBKK « MoOHO-
noru» LleHTp ropoACKoM Kynb-
TYpbl NOMNbITaNCA AaTb CBOUM
3pUTENIAM MAaKCUMaJIbHO LUMPO-
Koe npeacTaBsieHne 0 heHoMeHe
ayTcamaepcKoro UCKyccTBea.

XyO0HHUKOB, TBOPYECTBO KOTOPbIX
BOLLJIO B 3TY 3KCMO3ULUIO, TPYAHO
06beAUHUTb MO KaKOMYy-TM60 KpU-
Teputo. OAHU XOPOLUO U3BECTHbI

B Xy40XeCTBEHHOM coobuiecTBe,
Apyrue ctanauv JTMYHbIMU OTKPbI-
TuAMM LleHTpa. Kaxabli U3 HUX
no-pa3HoMy B3auMOAENCTBYET

c obwectBoM. OAHU YXO4AT B
A06POBOMbHYIO U30/1AUUI0 (BYK-
BaJIbHO: NPOCTO NepecTalT BbIXO-
OWUTb U3 KBapTUPbI), ApYyrue akTUBHO
NbITaloTCA BbICTPaMBaTb AUanor

C MMPOM — npaBAa, 3T NOMbITKU
He BeHYaloTCA YCNEeXoM, NOCKONbLKY
rOBOPAT OHW Ha pa3HbiX A3bIKax.

HKaxabl U3 HUX AOCTOUH OTAENb-
HOro uccnenoBaHuA, O4HAKO B
paMHKax AaHHOW BbiCTaBKMU LleHTp
He HaBA3bIBAeT CBOIO TOYHY 3pe-
HUA Ha TBOPYECTBO 3TUX aBTO-
poB, He ped/IeKCUPYET U NMOYTHU

He noABepraeT ero UCKycCTBOBEA-
YeCKOMY aHanu3y: OH NpeaocTaB-
NAeT reposiM BO3MOXKHOCTb roBO-
pyUTb camum 3a ceba. Ux npamasn
peyb, UX NOPTPETbI U UX BUorpa-
(UA — 3TO UMEHHO Te KJIIOYU, KOTO-
pble He06X0AUMbI ANA NOCTUKEHUA
ayTcanaepcKoro UCKyccTBa, HeoT-
AeJIMMOro OT JIMMHOCTHU aBTOPOB.

PROJECTS

@ city cultural centre

opening of the exhibition

ivan kozlov

Within the framework of the
‘Monologues’ exhibition, the
City Cultural Centre has tried
to provide its audience with the
broadest understanding of the
phenomena of outsider art.

It is difficult to unite the artists,
whose art makes up this exhibition,
according to a single criterion.

(It is difficult to categorise the
artists, whose art makes up this
exhibition.) Some of them are well-
known in the art community, while
others were discovered by the
Centre. Each artist interacts with
society in a different way. Some
isolate themselves voluntarily

(they literally do not leave their
apartments), others try to engage
in an active conversation with the
world — although these attempts
do not always pay off, as they
speak different languages.

Each of the artists deserves
individual analysis, but within the
framework of this exhibition the
Centre does not impose its point of
view on the work of these authors,
does not reflect upon it and barely
analyses it: it lets the stars have the
opportunity to speak for themselves.
Their direct speech, their portraits
and their biography are exactly the
keys necessary to comprehend
outsider art, inseparable from

the personality of the artist.
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[5] AHaTtonuii Kpaes.
3Be3abl BaH lNora Hag Mepmbto. 2016.
My3ei1 coBeTcKOro HavMBa

[6] Anekceit DomuHH.
AstonoptpeT. 2015.
My3ei1 coBeTcKoOro HavMBa

[7]1 Anekceit ®oMuH.
HeHwwmHa. 2015.
My3ei1 coBeTcKoOro HavMBa

[8] Cawa JluxaHoB.
Cuactnmeo nytu. 2014.
My3el coBeTcKOro HavMBa

[5] Anatoly Kraev.
Van Gogh stars above Perm city. 2016.
The Soviet Naive Art Museum

[6] Aleksey Fomin.
Self portrait. 2015.
The Soviet Naive Art Museum

[7] Aleksey Fomin.
Woman. 2015.
The Soviet Naive Art Museum

[8] Sasha Lihanov
Farewell. 2014.
The Soviet Naive Art Museum

[5]

[6] 7



148 MPOEKTbI PROJECTS



149 MPOEKTHI PROJECTS



150

22.06 / 16:00

MPOEKTHI

@ NnepmMCcHasa XyAoMeCcTBeHHas
ranepen

OTKPBITUE BBICTAaBKH

BbicTaBKa ¢ HECKONILKO NPOBOKa-
TUBHbIM Ha3BaHWEM pacCKa3blBaeT
0 NaKoBOM XMUBOMUCU POCCUNUCKUX
XYAO0MEeCTBEHHbIX MPOMbIC/IOB. JTO
OZlHa U3 caMbIX MO3TUYHbIX CTpa-
HUL, PYCCKOM KY/IbTYPbI, ABAAIOWMUX
obpas Poccuun B 6bliMHax, CKasKakx,
HapoAHbIX NpasgHUKax U Tpyae.

3aKoHbl AeKopaTUBHO-NPUKNAAHOIO
MCKYCCTBa, CO34aloLLero npeamer,
He No3BO/AKT FOBOPUTb O TPYA-
HbIX U TAMENbIX NpobsiemMmax HU3HU.
TonbKo pagocTb U cyacTbe, N033UA
M MeyTa. «JlaKkMpoBaHHasa» — 3TO
elle U TexHWKa, B KoTopoH pabo-
TaloT npombicabl HUxHero Taruna

n Hocrtoso, PeaockuHo, Manexa,
McTépbl U Xonysa. Y Kaaoro U3 atux
3HaMEeHUTbIX LLEHTPOB CBOU Xy40MKe-
CTBeHHble TpaAuLMUKU, CBOSA, 4acTo
ApamaTuyecKas, UCTopuA. 3a rpa-
HULLEX UX N34eNuA BOCMPUHUMAIOTCA
KaK « BU3UTHaA KapTouKa» Poccuu.
PyccKue TpoiKkHU, XOpoBOAbl U Yae-
nuTUA, Hap-nTyubl U aHTacTUye-
CKH1e y30pbl co34aloT 06pa3 CKa3oy-
HoM cTpaHbl. B otanyme ot Cepren
AarnneBa, 4bu 6anetbl (« BecHa
cBAWeHHanA», «eTpyliKa», « Hap-
NTULa») 3HAaKOMUIU NYBJIUKY CO CTU-
XUEN PYCCKOro xapaKkrtepa, obpas

B JJAaKOBOW }MBOMUCKU obnasaet
JIMPU3MOM U NO3THUYHOCTbIO. CnoX-
HaA TpyAoeMKasa TeXHUKa NaKko-

BOW POCNUCHU B HEMANIOW CTEMNEHU
aTomy cnocobceTByeT. Hag npea-
METOM TPYAUTCA He TONIbKO MHUBO-
nucew, HO U MacTep, co3AaroLmn
¢dopMy U3 nanbe-malle, a TaKike
nonMpoBLUMK. Nocne Toro Kak usae-
JIne MHOXecCTBO pa3 nobbiBaeT B
pyKax Kamaoro U3 HUX, OHO CTaHO-
BUTCA UCTUHHOM A pParoLeHHOCTbIO.

PROJECTS

@ perm state
art gallery

opening of the exhibition

An exhibition with a slightly
provocative title, it tells the story
of Russian lacquer painting.
This is one of the most poetic
aspects of Russian culture,
depicting the image of Russia in
the epic stories, fairytales, folk
festivals and images of work.

The laws of decorative arts do not
allow talking about the difficult

and serious life problems. Only

joy and happiness, poetry and
dreams. ‘Lacquer’ — is also a
technique displayed in the crafts

of the regions of Nizhny Tagil,
Zhostovo, Fedoskino, Palekh,
Mstera and Kholui. Each of these
famous centres has its own artistic
traditions, and its own dramatic
story. Overseas these products are
perceived as a trademark of Russia.
Russian troikas, circle dances

and tea parties, the Firebird and
fantastic patterns create the image
of a fabulous country. Unlike Sergei
Diaghilev, whose ballets (Le Sacre
du printemps, Petrushka, Firebird)
introduced audiences to the element
of the Russian character, the image
in lacquer painting is full of lyricism
and poetry. The complex and time-
consuming technique of lacquer
painting contributes to that to a
considerable extent. The object is
worked on not only by the artist,

but also by a master, creating the
papier-mache form, and also a
polisher. After the product has been
in the hands of each of them for
many times, it becomes a real jewel.
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TexHONOrusA N1aKoBOM *HUBOMUCHU BO3-
HUKNa B KUTae HECKO/IbKO ThbICH-
yenetuit Hasaa. B XVIII Beke oHa
nony4una nonynsapHocTb B 3anaa-
Hon EBpone u Toraa e 6blna ocBO-
eHa B Poccuu. PyccKue Xya0MHUKM,
crniaaBvB TpaAuULMKU peanucTuye-
CKOM MUBOMUCHU U UKOHbBI, HAapoA-
Horo ny6Ka U AeKopaTUBHOIO UCHYC-
CTBa caenajnu 1akoBYIO POCIMUCH
HaUUOHaNbHbIM UCKycCTBOM. Emy
NPULLIOCb NEePEeHUTb HECKOIbKO
nepesioMHbIX NePUOAOB CBOEro pas-
BuTHUA. Poccua uapckana, Poccus
coBeTcKasn, Poccua coBpemeHHaa —
CTpaHa MeHsA/acb U 3acTaBnana
MEHATLCA HapOoAHble NPOMbIC/IbI.

Ho 6b1n10 B UX UCKYCCTBE TO My-
6UHHOe U HEU3MEHHOE, YTO TPYAHO
onpeaenaeTrcs c/oBamMu, HO BOCMpU-
HUMaeTCA KaK PYCCKUM MeHTaNuTeT.

3Kcno3uuMAa BbICTaBKU NpeacTa-
BUT HECKOJIbKUX KOMIEKLIUI: roCy-
[AaPCTBEHHbIX, YacCTHbIX, NPOU3-
BOACTBEHHbIX. B co6panHmMmn Unbu
CépyeBa (MocKBa) xpaHATCA pea-
Kue usaenus AopeBoOIIOLUOHHOIO
nepvoaa noAMOCKOBHbIX (habpuK
JIYKYTHUHbIX U BUWHAKOBBIX. UHTe-
PEeCHOM 4acTbio ero KoanexKuum
asnawTca npeavetbl 1930-x, cBuae-
TeNbCTBYIOLME O HOBbIX ABJIEHUAX
MU3HU cTpaHbl CoBeToB. BonbLuyo
yacTb usaenvn Unba CépyeB npu-
obpen 3a py6exom U BO3BpaTUI B
Hawy cTpaHy. Oco6oit ropaoCTbIO
[MepMmcKom ranepeu asnaeTca cobpa-
HWe MUHUATIOPbI NaNexCKUX XyAO0HK-
HUKoB 1920-X, BpeMeHHU, Koraa
6bIBLLME MKOHOMUCLbI CO34aBanu
3TO YHUKaNbHOE UCKyccTBo. bes
nomoLuu Konner HuxHeTarunb-
CKOro myses U3obpasuTesibHbIX
UCKyccTB U hoHaa « Aptenb. Manex»
(MocKBa) HeBO3MOKHO 6b1/10 6bl
NpeACcTaBUTb CErogHAWHUA AeHb
TarmnbCKOM pPOCNUCHU NOAHOCOB

M Nanexckom muHuariopsl. Mepe-
MUB BMECTe CO CTpaHOM UCTOpUYe-
CKUe KaTaknnambl XX u XXI BeKoB,
XYAOHKHUKU COXPaHWUIU UCKYCCTBO,
6e3 KOTOpPOoro Ky/nbTypa U obpas
Poccumn 6b11r 6b1 COBCEM UHBIMM.

PROJECTS

The technology of lacquer painting
originated in China several thousand
years ago. During the 18t century

it gained popularity in Western
Europe and at the same time was
mastered in Russia. Russian artists,
fusing the tradition of realistic
painting and icons, popular folk
print and decorative arts made
lacquer painting a national art.

It has survived several crucial
periods in its development. Tsarist
Russia, Soviet Russia and modern
Russia — the country changed and
forced traditional crafts to change,
too. But there was something

in their art, deep and constant,
difficult to define with words, but
perceived as the Russian mentality.

Several collections will feature at
the exhibition: state, private and
production. The collection of llya
Sbruev (Moscow) contains rare
items of the pre-revolutionary period
produced by the suburban factories
of the Lukutins and the Vishnjakovs.
An interesting part of his collection
are the objects of the 1930s,
showing the new life realities of

the Soviet Union. Most of the items
were bought by llya Viktorovich
abroad and taken back to Russia.

A special pride of the Perm Gallery
is the collection of miniatures of
Palekh artists of the 1920s, a time
when the former icon painters
created this unique art. Without

the help of colleagues from the
Tagil Museum of Fine Arts and the
Foundation 'Artel. Palekh' (Moscow)
it would be impossible to imagine
Tagil painted trays and Palekh
miniatures today. Having survived
historical cataclysms of the 20" and
the 21t centuries together with the
country, the artists have preserved
the art, without which the culture
and the image of Russia would
have been completely different.
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[9] Bopuc Mpadcos.
MoaHoc «Po3bi».

1979.

HocroBo.

HKonnekuums MNepmcKon
XYAOMHECTBEHHON ranepeun

[10] Kowenek
«lMnAwywmre KpecTbaAHe».
1843—1855.

®dabpuka JIyKyTUHbIX.
HKonnekuua Unbu CépyeBa

[11] Tabakepka

«Uapb Anekceit MuxannoBuu».
1843—1855.

®dabpuka JIyKyTUHbIX.
HKonnekuua Unbu CépyeBa

[12] UBaH BakaHoB.

HKopo6Ka «J1eTo — nepBbii CHOM».
1930.

Manex.

Konnekuua MepmcKoit
XYAOMHECTBEHHOM ranepeun

[13] EBrexuit FOpuH.
LLIKaTtynka « OpHameHT».
1947.

Mcrépa.

HKonnekuums MNepmcKon
XYAOMHECTBEHHON ranepeun

[9] Boris Grafov.

The tray ‘Roses’.
1979.

Zhostovo.

Perm State Art Gallery

[10] The wallet ‘Dancing peasants’.
1834-1855.

The Lukutin's factory.

llya Zbruev's collection

[11] The snuffbox

‘Tsar Alexei Mikhailovich’.
1843-1855.

The Lukutin's factory.

llya Zbruev's collection

[12] Ivan Bakanov.
‘Summer — the first sheaf’.
1930.

Palekh.

Perm State Art Gallery

[13] Eugene Yrin.

The jewelry box ‘Ornament’.
1947.

Mstera.

Perm State Art Gallery

(2]

[13]

PROJECTS
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@ MNepMCKUM TeaTtp
onepbl U 6anerta

Bcepoccuiickasa npemusa « Pe3o-
HaHCc» — npoeKT MNepMcKoro aKka-
AeMUYecKoro TeaTpa onepbl U
6aneta uwm. IN. U. HYanKoBcKoro,
BnarotBopuTensHoro ¢goHaa
«Kamepa O6¢Kypa» U MuHucTep-
cTBa KynbTypbl [NepmcKoro Kpas.

lMpemua Bpy4yaeTca 3a UCKyC-
CTBO ciywlaTb My3blRYy, OCMbICNIATb
ee U JO0HOCUTb CBOU MY3biKHaJlb-
Hble BNeyaT/IeHnA A0 YUTaTenen.

Mpemua noowpaeT MoNoAbIX
aBTOpPOB, CNOCO6HLIX YBUAETb
COBPEMEHHYIO KY/ILTYPHYIO CUTY-
auMIo Noa, HOBbIM YI/IOM U NpU-
B/ieYb K Hell BHUMaHUe 4YuTarte-
nen. ABTopbl, YbK paboTbl Nobe-
AWMU B HOMUHaUUKU «Jlydwwmm
KPUTHUYECKUIA TEKCT», NOJIy4aloT
150 000, 75 000 1 50 000 py6newn
(npemuwu |, Il u lll ctenenwn).

Kpome KOHKpeTHbIX UMeH, « Pe3o-
HaHc» otmeyaeT CMMU, KoTtopble
Ny6/JIMKYIOT aKTya/lbHble maTte-
pyanbl 0 My3blKaJlbHOM TeaTpe

M akaeMUYeCKOM My3blKe.

Oco6aAa HoMMHaLMUA NOCBALLEHA
KPYNHEHNLLMM KPUTHUKaM, KOTopble
Cbirpasy BaHY po/ib B coxXxpaHe-
HWUU U Pa3BUTHUU KyNbLTYPHOro Hace-
ouna Poccuu. Jlaypeat «loyeTtHoMn
npemuu» nonydyaet 100 000 pybnen.

PROJECTS

@i perm opera and ballet
theatre

The Perm Opera and Ballet

Theatre, the Camera Obscura
Foundation for Contemporary Art
along with the Ministry of Culture

of the Perm Territory present a

joint project — the Russia-wide
‘Resonance’ Award for young music
critics writing about academic
music and musical theatre.

The prize is awarded for the art of
listening to music, conceptualising
it and communicating a musical
experience to readers.

The award encourages young
writers, who are capable of seeing
the current cultural situation from

a new perspective, to draw the
readers’ attention to it. Critics,
whose pieces of work are nominated
‘Best Critical Text’ receive 150,000,
75,000 and 50,000 rubles — |,

Il and Il prize respectively.

Besides authors, the ‘Resonance’
Award also recognises mass
media outlets that publish

topical material about academic
music and musical theatre.

A special award is dedicated to
influential critics, who play an
important role in the preservation
and development of Russian cultural
heritage. The laureate of the ‘Honour
Award’ receives 100,000 rubles.
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— B nepBylo o4epeab, Mbl XOTUM
noaAepaTb APKUX, UHTEPECHbIX
MONOAbIX KPUTUKOB; BAOXHOBUTb
MX NPOAOJIKAaTb NUCATb U pa3Bu-
BaTtbcA. U ewe — pas3bygutb UHTe-
pec K akageMHU4eCKOM My3biKe y
cambix pasHbix CMW, a He TonbKo
y crneunanm3mMpoBaHHbIX U CTYAEH-
YECKHUX U3gaHun. PesynbraTtbl nep-
BOro roZa nokasasu, 4YTo Mbl Ha
npaBuabHOM nyTU. lMo3aTomy cenuyac
camoe rsiaBHoe, 4TO NMPOEeKT Npo-
nonaerca. B 2016 rogy B HOMU-
Hauuu «Jlyywee CMW» cBoU KaH-
Anpatypbl BbIABUHYNU 16 U38aHUIA.
Ha 3BaHue «Jlyylinii KpUTUYECKUIH
TEKCT» npeTeHaoBanu 139 Tek-
CTOB OT aBTOPOB CO Bcen Poccuu.

— lMocTmoaepH — 3TO Npexae
BCEro UHTepnpeTauua, KpUTHKa,
BOJIbHOE BXOMAeHWe B obLiee npo-
CTPaHCTBO HWU3HU U KYNbTYpblI.
Monoabie KPUTUKU, Bam cnoBo!
Bbl Beab y#e MHOroe noHA/IU B
HMWU3HU U B My3blKe, TO, Yero ewle
He NoHANM Ntoau nocTtapue. Mpu-
AWTe CO CBOMMU HOBbIMWU BO33pe-
HUAMMU U 3HAHUAMMU, OTKPOMTE HaMm
HOBble MUPbI, 0GBACHUTE HaM TO,
[0 4Yero Mbl ele He A0AyMaJIuChb.
Hayuute Hac HoBoW cBO60OAE, CBO-
6one mbicnen n cesoboae aen-
ctBui. [laitTe Ham NoYyBCTBOBAaTb
CUNy BaluMUX TanaHToB. U 3acTaBbTe
Hac TpeneTtaTtb OT BocTopra!

PROJECTS

— First and foremost, we want to
support bright, interesting young
critics; to inspire them to continue
writing and developing. And also,
to stir interest in academic music
among different mass media,

not only among specialised and
student publications. First year
results have shown that we are on
the right track. So now the most
important thing is that the project
continues. In 2016, 16 periodicals
were nominated in the ‘Best Mass
Media’ category — 139 texts from
writers all over Russia vied for
the title of ‘Best Critical Text’.

— Postmodern is primarily
interpretation, criticism, free entry
into the common space of life and
culture. Young critics, you have
the floor! You have learned a lot in
life and in music that older people
have not yet realised. You come
with new ideas and knowledge,
open up new worlds to us, and
explain things that we have not
yet discovered. You teach us new
freedoms, freedom of thought and
freedom of action. Let us feel the
power of your talent. And compel
us to tremble with excitement!
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aneKcewn napuvH
MY3bIKaJIbHBIN KPUTHK, TEATPOBEL,
J'II/I6peT1“I/ICT, I103T, IMUCATECJIb.

aHHa abanuxuvHa

xopeorpad, KypaTop (IpOeKTbI
«mnatgopmar», «O0NbIION GaneT»),
o06naaTenb MPEMHIN «30J10Tast
MacKa» 3a JIyYIIui CIIeKTaKJIb B
COBPEMEHHOM TaHIIE;

lonuAa 6eaepoBa
MY3bIKaIbHBIN KPUTHK
(M1 «KOMMEPCAHTHY» U PAUO

KYIBTYpay);

aNleKcen MyHUNnoB

HCKYCCTBOBE,

JMPEKTOP IO CIELIPOSKTaM arzamas,
KOHTEHT-IUPEKTOP TBOPUESCKOI
PE3UICHIINY YeX0B #api;

BNagMMMUp paHHeB

KOMIIO3HTOP, IIPEIIOAABATEIb
(axynpreTa CBOOOJHBIX HCKYCCTB
U HayK CaHKT-IIETepOyprcKoro
TOCYapCTBEHHOTO YHHUBEPCHUTETA.

MBaHa AHOBMYA CEIUNO;

JekaHa (hakynsTeTa

CBOOOIHBIX HCKYCCTB U HAyK
CaHKT-TIeTepOyprcKoro
TOCYJapCTBEHHOTO YHHBEPCUTETA;
TeHEPaJILHOTO TUPEKTOpa

(doHma TOIEPKKI

TUOepambHOTO 00pa3oBaHus.

PROJECTS

alexey parin
music critic, theatre expert,
librettist, poet, writer.

anna abalikhina

choreographer, curator (the ‘platform’
project, the ‘big ballet’ project), prize
winner of the ‘golden mask’ award for
best contemporary dance performance;

yuliya bederova

music critic

(‘kommersant’ publishing house
and ‘culture’ radio station);

alexey munipov

art historian,

head of special projects arzamas,
content-director of creative
platform chekhov #api;

vladimir rannev

composer,

professor at the faculty of liberal arts
and sciences of st. petersburg

state university.

ivan yanovich selilo;

dean of the faculty of

liberal arts and sciences of

st. petersburg state university;
director general of the foundation
of support for liberal education.
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© Aleksey Gushchin
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JUISL CTYJICHTOB TBOPYECKUX
CIEUAIBHOCTEN POCCUICKUX BY30B
Y BOJIbHOCITyLIATeNIeH

* CTPYHHOE UCMOJIHUTENBCTBO
(CKpunKa)

* chopTenMaHHOE UCMNOJIHUTENBLCTBO
* onepHo-cUM(POHUYECKoe
AUPHKUPOBaHUE

* onepHas peuccypa

* UCTOPUA U TeopUsa 6aneTHOro
MUCKyCcCTBa

18.06.c6

13:00 6+

&  ¢ecTUBaNbHbIKA KNy6

17:00 6+

@ decTMBaNbHbIX KIy6

20.06.n+

13:00 6+

&  ¢ecTUBaNbHbIK KNy6

LIMKN BMAEOMNOKa30B
C KOMMEHTapuAMK anexces napuHa
(1-s1 BcTpeua)

16:00 6+

@ ¢ecTUBaNbHbIK KNY6

NIeKUuMA anercen Clomaka

PROJECTS

for students of creative specialties
in russian universities
and auditing students

¢ string performance (violin)

* piano performance

* opera and symphonic conducting
* opera directing

* history and theory of ballet art

18.00.sat

1p. m.
@ festival club

5p. m.
@ festival club

20.06.mon

1p. m.
@ festival club

6+

video screenings cycle with
comments by alexey parin
(1st meeting)

4 p. m.
@& festival club

lecture by alexey siumak
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21.06.67

13:00 6+
& ecTMBa/ibHbIX KNy6

LMK BUAEOMNOKa30B
C KOMMEHTap1AMHM
aneKces napuvHa
(2-s1 BcTpeua)

16:00 6+
@& ¢ecTUBaNbHbIK KNYy6

NIeKUuMA anercenA Clomaka

22.06.cp

13:00 6+
& (ecTMBaibHbIX KNy6

NleKuUA Kupunna KobpuHa

15:30 6+
&  ¢ecTUBaNbHbIK KNy6

LMK BUAEOMNOKA30B
C KOMMEHTapUAMM aneKcen napyHa
(3-s1 BCTpEua)

23.06.t

2:00 6+
@ yYacTHaa unapmMoHUA « TpUyMd»

‘

13:30 6+
& ecTMBaibHbIX KNy6

NeKuMAa anexrced napuHa

15:30 6+
& ecTMBaibHbIX KNy6

PROJECTS

21.06 tue

@ festlval club

'D
3
(o]
+

video screenings cycle
with commentary

by alexey parin

(2nd meeting)

4 p. m. 6+
& festival club

lecture by alexey siumak

22.06.wed

@ festlval club

'c
3

+

lecture by kirill kobrin

3.30 p. m. 6+
& festival club

video screenings cycle with
commentary by alexey parin

(3rd meeting)
23.06.thu

@ phllharmomc society ‘triumph’

1.30 p. m. 6+
@ festival club
lecture by alexey parin

3.30 p. m. 6+
@ festival club
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16:00 6+
i YyacTHaA (MnapMoHUA « TPUyMd»

17:00 6+
&  ¢ecTUBaNbHbIKA KNy6

24.06.I'IT

13:00 6+
@  ¢ecTUBaNbHbIK KNYy6

NerunAa BagmMma raeéBCKoro

(]
+
()]
+

14:00
@ yYacTHaa (unapmMoHUA « TPUYM»

25.006.c6

13:00 6+
@&  ¢decTUBaNbHbIM KNy6

i

NerunAa cepred rosbiHua

26.06.5c

14:00
& yYacTHaa hunapmMoHUA « TPUyMd»

27.06.nH

13:00
il  YyacTHaA (MnapMoHUA « TPUyMd»

28.06.51

12:00
&  YacTHas (PUNapMOHMA « TPUYMD»

()]
+
(o]
+

(o2}
+

(]
+
]
+

()]
+
(o]
+

15:00
& yYacTHaa hunapmMoHUA « TPUyMd»

PROJECTS

@ philharmonic society ‘triumph’

5p. m.
& festival club

24.006 i

1p. m.
& festival club

lecture by vadim gajewski

2 p. m.
& philharmonic society ‘triumph’

25.00.sat

1p 6+
& ¢decTUBaNbHbIK KNYy6

lecture by sergei golynets

26.006.sun

2p. m.
& philharmonic society ‘triumph’

27.06.mon

@  philharmonic society ‘triumph’

28.006.tue

12 p. m.
@ philharmonic society ‘triumph’

3 p.m.
& philharmonic society ‘triumph’
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16.06 — 01.07

MpoekT aBnsdeTcs
nobegutenem

XVIII roponckoro
KOHKypca coLuanbHo
3HAYMMBbIX NPOEKTOB
«[opop, — 370 MbI»

The project

is the winner

of the 18th city
contest of socially
important projects
‘The City is Us’

MPOEKTHI

Kny6 AaruneBcKoro dectuBans

Ha TeaTpanbHOM NaowWaau B 3TOM
roay cTan 4yacTbio HOBOrO Camo-
CTOoATe/IbHOro npoekKra. [aBuiboH
«MecTo BCcTpeyu» B Ny6AU4YHOM NpO-
cTpaHcTBe TeaTpalbHOro cKkBepa
3aAyMaH Kak MHOroyHKLMOHab-
Haf naowazKa, cnocobecTByowan
Pa3BUTHIO O6LLECTBEHHOMN HU3HM,
ropoACKOW KYNbTypbl, TEPPUTOPUMH
CKBepa U Ka4yecTBY opraHusaLuu
CB060AHOIro BpeMeHU COBpeMeH-
HOro ropoaHuHa. KnybHbin Masu-
NIbOH OTKPBLIT ¢ 16 UioHA no 1 nions,
a manbiv MNaBunboH — Kynon —
6yaet pabotaTb U BECb UIOJb.

B ocHoBy uaeu npoeKkrta nono-
MeHbl NMPUHLMUMNbI COBMECTHOIO y4a-
CTUA, COTBOPYECTBA U COABTOP-
ctBa. Adu1uwa npoekra « Mecto
BCTPe4YM» BKKOYaET B cebsa AeBATb
COObITUMHbIX HanpaBNeHUI:

1. Ob6pasoBartenbHas nporpamma
MeayHapoaHoro [laruneBcKoro
tecTuBand, o6beAUHUBLLAA TBOP-
YyeCcKue BCTPeYU C raBHbIMMU «repo-
AAIMU» hecTUBans, N€KTOPUU OT
My3bIKOBeA0B U My3blKa/lbHbIX KpU-
TUKOB, OBCYHAEHUA CMEeKTaKkNen.

2. «MecTo BCTpeuu aeTam» — pas-
BUBaloLLME Urpbl U 06pa3oBaTtesib-
Hble nporpammbl Anqa aeteun 7-12 ner.

3. CemeitHaa nporpamma — AN TBOP-
YECKOro B3auMOAEUCTBUA PoAUTENEN
v AeTter (B TOM yucne, AN MONoAbIX
poauTeneir manblwen A0 Tpex Ner).

4. Hay4Ho-nonynapHoe Hanpas-
NIeHWe — nporpamMmma o CUH-
Te3e HayKu U TBop4ecTBa.

5. Kny6Hoe HanpaBneHue, npea-
cTaBnsAoLLee UHALMATUBBI KNyb6oB
no UHTepecam, HecopMabHbIX 06b-
eIMHEHNN U « TPeTbUX MecT» Mepmu
(Hanpumep, B paMKax HanpaBJieHUA
NpPoMAYT BCTPEYU roOpoACKUX KUHO-

PROJECTS

The Diaghilev Festival Club at the
Theatre Square has become a part
of a new stand-alone project this
year. The hall ‘Meeting Place’ in

the public space of the Theatre
Square was conceived as a multi-
functional platform that promotes
the development of social life, urban
culture, the territory of the square
and the quality of the organization of
the modern citizen’s free time. The
Club Hall is open from the 16t of June
to the 1t of July, and the small hall —
the ‘dome’ — will be open all July.

The project is based on the idea
of putting together the principles
of participation, co-creation

and co-authorship. The poster
of ‘Meeting Place’ project
includes nine event areas:

1. The educational program of the
International Diaghilev Festival,
bringing together creative meetings
with the main ‘heroes’ of the festival,
lectures by the musicologists

and music critics, discussions

about the performances.

2. ‘The Meeting Place for
Children’ — developmental
games and educational programs
for children aged 7-12 years.

3. The Family program — for the
creative interaction of parents and
children (including young parents
of kids up to three years).

4. Popular science area —
the program about the synthesis
of science and art.

5. Club area, representing the
initiatives of club interests, informal
associations and the ‘third places’
of Perm (e.g. there will be held
meetings of the urban film clubs
within this area with themed

film screenings, daily ‘emotional
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KNY6OB C TEMAaTUYECKUMU KUHO-
NoKasamu, exeaHeBHble «AylieB-
Hble 3apAaKu» B cKkeepe ¢ 10:00
M TaHLUEeBabHble open air).

6. «ZalpaHuLeln cKBepa» — Hanpas-
NeHue, obbeguHAoLEee CTpPaHo-
BeAeHUe U A3blKKU, pacCKa3sblBa-
lowee 06 UHTepPeCHbIX 0CO6eH-
HOCTAX Ky/JIbTYPHOro Typusma.

7. «lnowagka ana amanora» —
AUCKYCCUOHHbIE NNOLWaAKU AN
06CyHAEHMA BOJTHYIOLWMUX pas-
Hble coobuiecTBa BOMNpPOCOB.

8. «9KcHypc-MNepmb» — emeaHeB-
Hble 6ecnnaTHble 3KCKYPCUMX NO
TeatpanbHOMY CKBEpY U OKpPecCT-
HocTAM, UX Havyano B 13:00 u B
18:00, oHM 6yayT AOCTYMHbI Ha pyc-
CKOM U aHIMIMACKOM A3blKax. ABTOp-
CHKUE 3KCHKYPCHUM ropoaH no Mepmu
(npoeKT «CBOE BUAEHUEY).

9. bnaroTBopuTeNbHOE HanpaBieHUe.
MpoeKTbl OT coobuecTBa doTorpactos
¢ doHaamu «leamopo3um» U « bepe-
ruHa». TeaTpanbHoe npeacTaB/ieHue
OT TBOp4YeCcKomn nabopatopmm « MTAX»
ONA 0COBEHHbIX pebAT U UX poguTenen
u3 lNepmcKon KpaeBoK 06LLeCTBEH-
HOM opraHu3aumm « CyacTbe HKUTb»

HKoHuenuua netHero MNaBunboHa B
TeatpanbHOM CKBepe onupaeTcs Ha
MUCTOPHUYECKYIO 0CO6eHHOCTb Mepmu.
B MNepmu nouTH ¢ MOMEHTa ee OCHO-
BaHUA aKTUBHO Pa3BUBAJIUCb KPYHKKH,
durnocodcrme Knybbl, TBOPYECKUE
CO03bl U 06beAUHEHUA Pas/IUYHbIX
HanpaBNeHHOCTEN: ANA pabouux U
MHTENJIMreHLUUH, KyneyecTBa U Npo-
MbILwIeHHUKOB. Teatp Bceraa 6bin
LLeHTPOM 06LEeCTBEHHON }U3HU, 00b-
elMHAA BOKpYr cebs Bcex, BCIO MbiC-
nawyo nyéauKky, cosaasas NoBoapl
ANA COBMECTHbIX MHMLUMaTKB. [ocTa-
TOYHO BCMOMHMTb, YTO CTPOUTENb-
CTBO KaMeHHoro 3aaHua Onep-

HOro TeaTpa CTajio BO3MOMHbIM, B
TOM Yucne 6narogapa A406poBoO/b-
HbIM BK1aAaM KPYMHEWULLUX MeLieHa-
TOB ropoZa, Takux Kak [arunessbl, U
NoMepTBOBaHUAM OObIYHbIX FOPOMKaH.

PROJECTS

charging’ in the square from
10 a. m. and open air dance).

6. ‘ZaGranitsey Skvera’ is an
area that combines geography
and languages, which tells
about the interesting features
of cultural tourism.

7. The ‘Dialogue platform’ is

a debating forum to discuss
various issues that the
community is concerned about

8. ‘Ekskurs Perm’ — free daily
tours around the Theatre Square
and the surrounding area, starting
at1p. m. and at 6 p. m., they will
be available in both Russian and
English. Personalised excursions
with citizens from the city of

Perm (the project ‘Your vision’).

9. Acts of charity. The Projects
from the photography community
with the funds ‘Dedmorozim’ and
‘Bereginya’. Theatre performance
of the creative laboratory ‘PTAH’
for special children and their
parents from Perm Regional Public
Organization ‘Happiness is to live’.

The concept of the summer hall
in the Theatre Square is based
on the historical feature of Perm.
The societies, philosophy clubs,
creative unions and associations
of different directions have

been developing actively almost
since the foundation of Perm:

for workers and intellectuals,
merchants and manufacturers.
The theatre has always been a
central part of social life, uniting
many different people, all the
thinking public, creating occasions
for joint initiatives. It is worth
remembering that the construction
of the stone building of the Opera
House was possible thanks

to the voluntary contributions
from the biggest patrons of

the city, such as Diaghilev and
donations from ordinary citizens.



AR \,.ﬁ.,,u, ,w
quu.'.h.. l.\_-rurhvj s /.lAr s

$ R
o « ...J
.,,\ww..r ..wwm A . .
.“ 5, et A ; .on.v .. ‘.W.‘h-hﬂ).\.ﬂ.-ql 3 ‘ ey 3 e .,..-... g .*.‘. ... h i ¥ .“. ..
,.v.m Ve ...“.Hr.fph..\...a-.u |.‘o._v ‘__W_\ L«o...- et .ﬁw 7 } .. %G 2 A .”. 2 Y=g S V!..... #k
B ORI, }.n....m. TS P In A e , .cf..w S AN %
AP AR SR 0 0 ) SR ;:3«.2 i AR
” o
@
T
o
H A
o
@
s g :
) =
= (]
8« Py
= (3
53 2
PHlD T ) _ ) h —_
<23 izi8 8418 si3 ia
I F i i | 8 (=
S wao o 0 s i2 % g X s ip
g5 @ {0 imi® 2 i3 T i ik
S ¥ @ io0 ¥ igi® | ¥ IiE o
XC o o i !E !X {9 {2 ig {0 g
dgy S § 528888
=€ < ia x g X X < i= x



INTERNATIONAL
DIAGHILEV
FESTIVAL 2016

articipants

artistic directors

directors

composers

conductors

choreographers

choirmasters

artists

performers

ensembles
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XYAOMECTBEHHOE PYKOBOACTBO

Teopop KypeHT3uc 6e3 npeyBennyeHUA KynbToBas turypa
COBPEMEHHOro My3blKasbHOro Teatpa. Ero BbicTynneHus
BCeraa HeopAuHapHbl, @ UHTepnpeTaLumM HOCAT OTNEeYaToK
NOYTU PUTYaANILHOTO OTKPOBEHUA U UCTIONIHEHbI PEBOJIO-
LMOHHOro ayxa. Ero Bepcus «AuaoHsl u JHes» Mépcenna
(2008), 3an1caHHaA c OpKecTpoM U xopoM musicAeterna 1
aHcam6nem neBLOB Bo rnase ¢ CumoHon Kepmec n le6opoi
Mopk Ha neii6ne Alpha, OTKpbINa HOBYIO CTPaHMLLY B UCTOPHM
WCMONTHEHWA 3TOro NPOU3BeAEHUA. JTanHbIMK CTanu U
3anucu onep Mouapra: Le nozze di Figaro (2014, npemua
ECHO Klassik 3a «Jlyuwyto 3anuck roaa: onepa XVII—XVIII
BB.») U Cosi fan tutte (2014; 3anucb 2015 roaa no Bepcuu
wypHana Opernwelt) — pesynstat naptHepcTBa KypeHTauca
c neibnom Sony Classical.

Teoaop KypeHT3uc poaunca B AduHax, yuunca B Ha-
LIMOHaNbHOM KoHcepBaTopuu B peumu, a ¢ 1994 roaa ero
HU3Hb TeCHO cBA3aHa ¢ Poccueid. YueHUK npodeccopa
CaHkT-lNeTepbyprcKoi rocyaapcTBeHHOM KOHCepBaTOpHKU
um. H. A. Pumckoro-KopcaroBa aupuiepa Unbu MycuHa,

B 2004—2010 KypeHT3uc 6b11 rnaBHbIM AupukepoM HoBo-
cUbMpcKoro TeaTpa onepbl U 6aneta, ¢ 2011 roga Bo3rnaena-
€T B Ka4yecTBe XyA0HeCTBeHHOro pykosoautensa Mepmckui
TeaTp onepbl U 6aneta um. M. K. YaiikoBcKoro.

HKntoueBble NOCTaHOBKU B €ro Kapbepe: «JJoH Kapnoc»
Bepau (2008) B Opéra de Paris; «Maccamupra» BaiH6epra
¢ BeHckum cumboHnyeckum opKectpom B BpereHue (2010);
Cosi fan tutte Mouapra ¢ xopom 1 opkectpom Balthasar-
Neumann B BageH-bageHe (2011); « Bouuek» Bepra

(2009) n «AoH HyaH» Mouapta (2010) B Bonbliom Teatpe
Poccuu; «Jlean Mak6et MueHckoro yesaa» LLloctakoBuya B
Liropuxe (2012); auntux « Monantax/ « MepcedoHar» (2012;
Koponesckuii Teatp B Maapuae), « Koponesa nHaenues»
(2013; Konpoaykumsa MepmcKoi onepbl, KoponescKoro
Teatpa B Maapuae u AHrnuickon HaunoHanbHowm onepbl),
Don Giovanni (2014, MNepmckana onepa); « 3onoto PeitHa»
BarHepa ¢ opkectpom musicAeterna (2015, RUHRtriennale,
Boxym).

Y masacTpo 1 musicAeterna nognucaH KOHTpaKT ¢ Sony
Classical Ha paa npoeKToB. [TOMMMO BbILLEYNOMAHYTbIX ABYX
onep MouapTa, 3ato Don Giovanni. A TaKe y*e yBuaesLIne
cBeT: 2014 — penu3 Rameau: The Sound of Light, 2015 —
«BecHa cBALweHHanA» CTpaBUHcKoro, 2016 — «CBaae6Ka»
CTpaBUHCKOro U KoHuepT AnA CKpUNKK ¢ opKkecTpom Yaii-
KOBCKoro (conuctka — lMatpuumnsa KonaumMHckas).

Teonop KypeHT3UC — XyAOHEeCTBEHHbIM pyKOBOAUTENb
MexayHapoaHoro Aarunesckoro ¢ectusana. OcHoBatenb

Y PYKOBOAUTE/b OpKecTpa M xopa musicAeterna. OauH 13
cospatenei ecruBans « Tepputopus». Kasanep OpaeHa
[Apy#6bI. LLlecTKpaTHbIM naypeat HauMoHanbHOM TeaTtpanb-
How npemuun « 3onotaa Macka». Jlaypeat npemun KAIROS ot
®doHaa Anbtpeaa Ténnepa LUtudTyHra.
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Conductor Teodor Currentzis is no doubt an extremely
popular figure of the modern music theatre. His
performances are always extraordinary, and his
interpretations of music pieces are full of revolutionary spirit
and bring some kind of ritual revelation. His CD Dido and
Aeneas (2008, Alpha) by Henry Purcell with musicAeterna
Orchestra and Chorus and sopranos Simone Kermes and
Deborah York has opened a new page in the music history.
His releases of Mozart — Da Ponte operas by Sony Classical
Records also mark a milestone: Le nozze di Figaro (2014)
won the ECHO Klassik Award 2014 in the category “Opera
Recording of the Year (17"/18" century opera)”, Cosi fan tutte
(2014) was named “CD of the Year” by Opernwelt Magazine
in 2015.

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

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

the Opéra de Paris (2008); Weinberg's The Passenger

with the Vienna Symphony Orchestra in Bregenz (2010);
Mozart's Cosi fan tutte with the Balthasar-Neumann Choir
and Orchestra in Baden-Baden (2011); Berg’s Wozzeck
(2009) and Mozart's Don Giovanni at the Bolshoi Theatre in
Moscow (2010); Shostakovich's Lady Macbeth of the Mtsensk
District in Zurich (2012); operatic double-bill lolanta and
Persephone by Tchaikovsky and Stravinsky at Teatro Real
Madrid (2012); Purcell’s The Indian Queen (co-production of
the Perm Opera with Teatro Real and the English National
Opera, 2013), Don Giovanni (2014, the Perm Opera), and
Wagner’s Das Rheingold with musicAeterna Orchestra (2015,
RUHRtriennale in Bochum).

Maestro Currentzis together with musicAeterna have signed
a contract with Sony Classical for several recordings. In
addition to the mentioned above two Mozart’s operas, we
are looking forward to the release of Don Giovanni. Those
ones already released also include Rameau: The Sound of
Light (2014), Stravinsky’s Le Sacre du printemps (2015),

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

Teodor Currentzis is the artistic director of the International
Diaghilev Festival. Founder and art director of the
musicAeterna Orchestra and Chorus. One of the founders of
the ‘Territory’ festival. Recipient of the Order of Friendship.
Six-times winner of the ‘Golden Mask’ National Theatre
Award. Winner of the KAIROS Prize of Alfred Toepler Stiftung
F.V.S.
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PEMUCCEPbI

New York Times Ha3biBaeT Po6epta YuncoHa « camoi
B/IMATENbHOM (DUrypor B MUpe 3KCNepuMeHTanbHOro Teatpa
W UccneaoBatenemM Cnoco6oB UCNoIb30BaHUA NPOCTPaH-
CTBa U BpeMeHM Ha cueHe». PoauBlumiica B YalKo, WwTat
Texac, YWMNCOH ceroaHs ABNAETCA OAHUM U3 BblAAIOLLMXCA
TeaTpanbHbIX U BU3YaNbHbIX XyAOHKHUKOB B MUpe. B ero pa-
60Tax HeobbI4YHbIM 06pa3oM 06LEAUHAIOTCA pa3HOO6pasHble
XYAOHECTBEHHbIE HanpaBNeHUA: TaHel, ABUHKEHWUE, CBET,
CKyY/bNTYpa, My3blka U TeKCT. Co3aaHHble UM 06pasbl No-
TPACAIOT BOO6GpaKeHUe CBOE APKOCTBIO U AMOLMOHANbHBIM
3apaaoM, a ero NoCTaHOBKKU 3aC/yHUIU NPU3HaHKe NY6IUKKU
M KPUTHKOB MO BCEMY MHUPY.

Mocne okoHuyaHuA Texacckoro yHMBepcuTeta B OCTUHE 1
UHctutyTa MpatTta B BpyknvHe Po6epT YuncoH B cepeanHe
1960-x ocHoBan B Hblo-MopKe TeaTpanbHyI0 KOMNaHWIO

The Byrd Hoffman School of Byrds («LLIkona ntuy Bepaa
XothdmaHa») U co3aan CBOM nepsble 3HaKOBble PaboTbl —
«B3rnag rnyxoro» (1970) u «Mucbmo Koponese Buktopum»
(1974—1975). Bmecte ¢ komnosutopom ®ununom Maccom
YUNCOH COYMHUA CTaBLUYIO HOBAaTOPCKOM onepy « MHLLTEMH
Ha nnsixe» (1976).

YWUNCOH COTpyAHUYaNn co MHOMMMM BblAAIOLLIMMUCA aBTOpamMu
W My3blKaHTaMH, cpeau Kotopbix: XarHep Mionnep, Tom
Vaittc, CbloseH 3oHTar, Jlopy AHaepcoH, Yunbav Beppoys,
Jly Pua v Qikeccn HopmaH. OH onpeaenvn HoBoe NpoyTeHue
TaKuX LWeAeBpOoB, KaK «lMocneaHAaa neHta Kpanna» Bakkera,
«Magam Batrepdnaii» Myyunnm, «Menneac u MenusaHga»
[Ae6ioccu, « TpexrpoluoBan onepa» bpexta/Bains, « Dayct»
[ére, «bacHn» HaHa ae JlacdoHTeHa u « Oauccen» Momepa.
IpadmKa, PUCYHOK M CKynbnTypa YUICOHa COTHU pa3s 3KCno-
HUPOBA/IMCb HAa UHAUBUAYANbHbIX U FPYNMNOBbIX BbICTaBKax
no Bcemy MUpy, ero paboTtbl HaXoAATCA B COOPaHUAX YacT-
HbIX KO/IEKLIMOHEPOB U My3€eeB.

YUNCOH yAOCTOEH MHOFOYUCNEHHDbIX NPEMUH, CPEAN HUX —
HOMMWHaUMA Ha MynMTUEePOBCKYIO NPpemuIo, ABe Harpaabl
Premio Ubu, «3onoToi nes» BeHeuyaHcKoi 6UeHHane 1
Mpemua JloypeHca OnuBbe. Kpome Toro, oH U36paH Y41eHOM
AmepUKaHCKON akaleMMK UCKYCCTB U IuTepaTypbl U OTMe-
yeH OpaeHoM UCKYCCTB U U3ALLHOM CNOBECHOCTU DpaHumu.
Po6ept YUncoH ABnAeTcA ocHoBaTeNleM U XyAO0HEeCTBEHHbIM
AupekTopoM YoTepmunn-ueHTpa — flabopaTopyu Teatpasib-
Horo uckyccTsa B Yotep Munne (Hbto-Mopk, CLLA).
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The New York Times described Robert Wilson as

“a towering figure in the world of experimental theater and
an explorer in the uses of time and space on stage.” Born in
Waco, Texas, Wilson is among the world’s foremost theater
and visual artists. His works for the stage unconventionally
integrate a wide variety of artistic media, including dance,
movement, lighting, sculpture, music and text. His images
are aesthetically striking and emotionally charged, and his
productions have earned the acclaim of audiences and
critics worldwide.

After being educated at the University of Texas and
Brooklyn’s Pratt Institute, Wilson founded the New York-
based performance collective “The Byrd Hoffman School of
Byrds” in the mid-1960s, and developed his first signature
works, including Deafman Glance (1970) and A Letter for
Queen Victoria (1974-1975). With Philip Glass he wrote the
seminal opera Einstein on the Beach (1976).

Wilson’s artistic collaborators include many writers and
musicians such as Heiner Miller, Tom Waits, Susan Sontag,
Laurie Anderson, William Burroughs, Lou Reed and Jessye
Norman. He has also left his imprint on masterworks such
as Beckett’s Krapp’s Last Tape, Puccini’s Madama Butterfly,
Debussy’s Pelléas et Mélisande, Brecht/Weill’s Threepenny
Opera (Die Dreigroschenoper), Goethe’s Faust, Jean de la
Fontaine’s Fables and Homer’s Odyssey.

Wilson's drawings, paintings and sculptures have been
presented around the world in hundreds of solo and group
showings, and his works are held in private collections and
museums throughout the world.

Wilson has been honored with numerous awards for
excellence, including a Pulitzer Prize nomination, two Premio
Ubu awards, the Golden Lion of the Venice Biennale, and an
Olivier Award. He was elected to the American Academy of
Arts and Letters and France pronounced him Commandeur
des Arts et des Lettres. Wilson is the founder and Artistic
Director of The Watermill Center, a laboratory for performing
arts in Watermill, New York.
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KOMMO3UTOPDI

®dununn pcaH poaunca B Pume, yunnca B MapuxcKon
KOHCEpBaTOPHKU My3bIKM U TaHLA, B YaCTHOCTM MO Knaccy
Komno3uuuu npodeccopa AHape Honuse. B 1970—1972 6bin
pe3naeHToM LeHTpa uckycets Kaca ae Benackec (Maapua),
B 1978—1980 npoxoAnN CTa*KUPOBKY B akaaemuu Bunna
Meaunuun (Pum). C 1973 roga 6bin npoAtocepom nepesay
paauocTaHumn France Musique.

3aBepLumB K 1970 rogy My3blkanbHoe obpa3oBaHue, dunamnn
ApcaH oTBen cebe AeCATb IET Ha MOUCK COBCTBEHHOIO XyA0-
HeCTBEHHOro A3blKa. Ero HeToponnusoe cospeBaHue 6bi10
CBfA3aHO B 60/bLLEeH CTENEeHU C KHUraMKu U C/IOBOM, HEeHeNn C
My3bIKOH, 38 UCKNIOYEHUEM Pa3HOO6PAa3HbIX HEEBPONEHCKUX
cTunei. BnobneHHbIn B nUTepaTypy U KUHemaTorpad, oH
BAOXHOB/IANCA CaMblMK Pa3HbIMU KHUramMu (K HUM OTHOCATCA
«OTKpbITOE NpousBeaeHue» Ym6epTo K0, COUMHEHMUSA
[eimca [koiica, HEMELIKUX POMAHTMKOB, a TaKHe CTUXK
MHOFOYMCNIEHHDbIX NO3TOB BanHero u JanbHero BoctoKa) u
¢unbmamu (3aecb NpeanoyTeHUe oTAaHo pemuccepy Peae-
PUKO DeNIMHU U ero OTHOLLEHUIO K MOHATHIO NaMATH).

ABsTop 60nee cTa NPOU3BEAEHUI B pa3HbIX XaHpax (He
CYMTanA HanMcaHHbIX ANS KMHO U TeaTpa), Punmnn dpcaH
LUIMPOKO U3BECTEH B COBPEMEHHbIX My3blKa/lbHbIX Kpyrax. Emy
aZipecoBaii CBOM 3aKa3sbl TaKWe MOYTEHHble UHCTUTYLIMK, KaK
MuHucTepcTBO KyNbTypbl PpaHumnK, Paguo PpaHumm («3a-
MoK B Kapnatax», 1991, « Tpo», CKpUNUYHBIN KOHLLEPT; He
roBOPA Ve O TOM, Y4TO OH 6biN NOYETHBIM FocTeM hecTuBana
Présences B 2004-m), MapucKas onepa (6anet « (po3oBoi
nepesan», 2002), JlernuurcKana onepa (onepa «YepHbli
MoHax», 2006), HaunoHanbHbIi opkecTp JIMoHa (« MoTokuy,
2000), a B 2013 rogy, no cayyato o6unenHbIx Topects Co-
60pa Mapwuickoit Boromarepu, dununn ApcaH Hanucan npo-
n3seaeHue «BceHowHoe 6aeHne Boromartepu». Bao6aBoK,
My3blKa/IbHbIA MUP HE CKYNW/CA Ha Harpazbl KOMNO3UTOpPY:
MpaH-npu Mapuu Mapuika (1990), npu3s dpaHLuy3ckoro O6Lye-
cTBa My3blKa/lbHbIX aBTOPOB, KOMMO3UTOPOB U U3aaTtenei
SACEM (1991), Mpan-npu SACEM 3a cMMdOHUUECKYIO My3bIKY
(1998), 'paH-npu ®oHaa CumoHbl U YuHo aenb [yKa (2001),
Tpy npemuun « My3biKanbHble no6eapi» (2005, 2010, 2016) 1
npemus, Bpydaemas O6LLeCTBOM ApamMmaTUYECKUX aBTOPOB U
Komnosutopos SACD (2014).

COMPOSERS 17

Born in Rome, Philippe Hersant studied music at the Paris
Conservatory, notably in the composition class of Professor
André Jolivet, before residing at the Casa de Velazquez from
1970 to 1972 and then at the Villa Medici from 1978 to 1980.
Since 1973 he has been a producer for radio broadcasts with
France Musique.

After completing his music studies towards 1970, Philippe
Hersant set aside for himself a decade in which to find his
own language. His patient maturation had more to do with
books and words than the exclusive study of his art —

with the exception of many kinds of extra-European types
of music. An avid reader and also a lover of the cinema,

he has drawn on the most varied literary sources (Eco’s
The open work, but also Joyce, the German Romantics

and many poets from the Orient and the Far-East) and

also cinematographic sources (he declares a particular
predilection for Fellini and for the eminent position the latter
assigns to memory).

With a varied catalogue of more than hundred pieces

(not counting his scores for the cinema and the theatre),
Philippe Hersant has achieved broad recognition on the
contemporary music scene. He has received commissions
from such illustrious institutions as the French Ministry of
Culture, Radio France (Le Chateau des Carpathes, 1991,
Trio, Violin Concerto; not forgetting that he was the featured
guest of the festival Présences, 2004), Paris Opera (the
ballet Wuthering Heights, 2002) Leipzig Opera (the opera
Le Moine noir, 2006), the Orchestre National de Lyon
(Streams, 2000), and in 2013 he created Les Vépres de

la Vierge Marie for the celebration of The Notre-Dame de
Paris. In addition, the musical world has awarded him many
distinctions: Grand Prix Musical de la Ville de Paris (1990),
Composers’ Prize from the SACEM (1991), Grand Prix
SACEM for symphonic music (1998), Grand Prix of the Del
Duca Foundation (2001), two Music Awards (‘Victoires de
la Musique’) in 2005, 2010, and 2016. High School Student
Grand Prize for Composers and Musical Prize, awarded by
SACD (2014).



KOMMNO3UTOPBLI

AMUTPUM 6aTHH
(poccun)

KomnosauTop, avpukep 1
XOPMEeHCTep, U3BECTHbIN
npexae BCero Kaxk aBTop
XOpOBOM My3blKM: Cruxifixus
OIS lEeHCKOro xopa, conpa-
HO 1 copTenuaHo (2002);
«Mecca» ana avcKaHTa,
COMpPaHO U HEHCKOro xopa
(2003); «/[1Ba xopa Ha cnoBa
AnekcaHapa Bonogeesa»
ANl CMeLlaHHoro xopa
(2004); KoHuepT «IMecHn
Faraky» Ha cnosa AMNOHCKUX
NO3TOB ANA CMELLaHHOro
Xopa, conpaHo, yteua, apdbl
v cneiTbl (2005), — a TaK-
e BOKa/IbHbIX LIMKNOB: «Ye-
Tbipe I060BHbIX MONYTOHA
Hana Kokto» (2002), «MNartb
OTTEHKOB PO3bI» Ha CTUXK
Bonoaeea (2003), « OceH-
HUe CTUXWU» ANA COMpaHo

Y KaMepHOro OPKeCTpa Ha
ctuxu Hatanbu Pa36utHoBoM
(2014). Oco6oe mecTo B
TBOpYECTBE KOMMNO3WUTOpa
3aHUMMaeT My3blKa ANA
Aeteit: onepbl «CTpactu no
UBeaHy CemeHoBy» (2007,
nepMcKuit Teatp « Opdei»),
«Mpusparu Pomaectsa»
(2010) n «ManaxutoBan
wKartynKka» (2012) ana
MepmcKoro Teatpa onepbl

u 6aneta. B 2014-m cocton-
Nacb NpeMbepa ero KaHTatbl
«3Be3404eTbI» Ha cnoBa
JlbBa Ky3bmuHa gnsa xopa
Masb4YMKOB U CUM(OHUYe-
cKoro opkectpa. C 2010

no 2014 rop 6b11 rnaBHbIM
xopmeictepom MepmcKoro
TeaTpa onepbl U 6aneTa.
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dmitry batin
(russia)

Composer, conductor and
chorus master known first
of all for his choral music
compositions: Cruxifixus
for female choir, soprano
and piano (2002); Mass
for descant, soprano

and female choir (2003);
Two Choirs on Words of
Alexander Volodeev for
mixed choir (2004); Gagaku
Songs concert based on
Japanese poems for mixed
choir, soprano, reciter, harp
and flute (2005), — as
well as vocal cycles: Jean
Cocteau’s Four Halftones of
Love (2002), Five Shades of
Rose on Volodeev’s poems
(2003), Autumn Poems

for soprano and chamber
orchestra on Natalia
Razbitnova’s poems (2014).
Mr. Batin takes special
interest in composing
music for children, which
results in his operas Ivan
Semenov’s Passion (2007,
Perm theatre “Orpheus”),
The Christmas Spirits
(2010) and The Malachite
Casket (2012) for Perm
Opera and Ballet Theatre.
In 2014, he had a premier
of his cantata Stargazers
on Lev Kuzmin’s words for
boys’ choir and symphony
orchestra. In 2010-2014 he
was the principal chorus
master of the Perm Opera
and Ballet Theatre.

COMPOSERS

HUTUH COYHH
(BENMKOGPUTAHUA)

Bpu1TaHcKoro Komnosurtopa,
npoatocepa U MysblkaHTa

C UHAMMCKUMU KOPHAMM
HutuHa CoyHu cerogHsa
Ha3bIBalOT « HOBOABNEHHbIM
4yenoBeKkom anoxu Bos-
POMAEHUA B MUPE My3blKH,
KWHO, BUAEOMIP, TaHua U
TeaTpa». B ero myabike
OpraHU4HO CoYeTaroT-

CSl 3ATHUYECKHUE MOTHBDI

C anemMeHTaMM Aasa, coyna
W 3NEKTPOHUKK. Byayuu aB-
TOPOM CayHATPEKOB K 6onee
50 KuHO- 1 Tenedunbmam,
OH TaK:e BbINyCTUN AECATb
CTYAUHHBIX anbboMOB,
KOTopble 6bUT HOMUHUPO-
BaHbl Ha npemuio AiiBopa
HoBenno, yupemaeHHyo
Bpu1TaHCKoM akaaemuen
Komnoautopos, U Mercury
Music, a TaK#e HarpaxaeHbl
npemuammu MOBO, BBC
Radio 3 1 Southbank Show.
CotpyaHuyan ¢ Monom
MakkaptHu, CtuHrom, Lila-
KUpOoH 1 AHyliKoi LLlaHKap.
Ana Akram Khan Company
Hanucan mMy3blKy Ana nocra-
HOBOK: zero degrees (2005,
coBmecTHo ¢ Cuau Jlap6u
LLlepkayu), Bahok (2008,
ana KoponescKkoro 6aneta
Kuras), Vertical Road (2010),
iTMOi (2013). CoBMeCTHble
pa6ortbl ¢ LiepKayu: « DaBH»
(2009) 1 Tezuka (2011) Ha
martepuane ANOHCKON MaHru.
Ha kaHane BBC Radio 2
BeZeT aBTOPCKyI0 Nporpam-
My «HWTUH CoyHM BepTUT
3eMHOM Lwap».
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nitin sawhney
(uk)

They call British Indian
musician, producer and
composer Nitin Sawhney
“a latter-day Renaissance
man in the worlds of
music, film, videogames,
dance and theatre”. His
work combines worldwide
influences with elements of
jazz, soul and electronica.
Having scored over fifty
films and international

TV programmes, he has
also released 10 studio
albums, each gathering
critical acclaim. They

were nominated for Ivor
Novello Award initiated

by the British Academy of
Composers and Mercury
Music, and won MOBO
Award, BBC Radio 3 Music
Award and Southbank Show
Award. He collaborated
with Paul McCartney, Sting,
Shakira and Anoushka
Shankar. He wrote music
for the following shows of
Akram Khan Company: zero
degrees (2005, together
with Sidi Larbi Cherkaoui),
Bahok (2008, for Royal
Ballet of China), Vertical
Road (2010), iTMOi (2013).
His collaborations with
Cherkaoui include Faun
(2009) and Tezuka (2011)
based on the life of Manga
creator. He runs his own
show ‘Nitin Sawhney Spins
the Globe’ on BBC Radio 2.



aneKkcaHap xybeeB
(poccus)

Komnosautop, BamHenLwmni
MNPUHLUMN paboTbl KOTOPOro,
Mo ero co6CTBEHHbIM
C/loBaM, 3aK/o4aeTcA B
MCNONb30BaHWK BCEX PasHO-
BUAHOCTeN 3ByKa: « Kamabin
pas, Koraa A HauMHato
n1catb Mbecy, A ULy Hekue
cneundryecKre 3N1eMeHTbI,
ocobble NpueMbl Urpbl,
KoTopble AaBanu 6bl HoBoe
3By4aHue (He BCTpeyaBLue-
ecsl MHe y apyrux)». Mopoit
TaKue yCNoBUs nobyHaatot
aBTOpa K CO3JaH1i0 HOBOrO
My3bIKa/IbHOro MHCTPYMEHTA,
KaK 3T0 6b110, Hanp1Mmep, BO
BpeMA paboTbl Hag Nbecon
AnA 6enbrMicroro aHcaména
Nadar. MepdeKumoHnsm
KOMMNo3uTopa He pas 6bin
OTMEYEH Harpagamu Memay-
HapOoAHbIX KOHKYPCOB, B TOM
yucne nobeaoi Ha KOHKypce
Gaudeamus (2015, Huaep-
naHabl). Cpeau ucnonHute-
Ner couMHeHun Anekcanapa
Xy6eeBa: Buao Ap6oHennu,
MocKkoBcKuit AHcamébnb Co-
BpemMeHHoW My3sbiku, CTyaua
HOBOM My3blKKW, AHCam6/1b
YAapHbIX MHCTPYMEHTOB NoZ,
ynpaBneHveM MapHKa lNMeKap-
cKoro. B 2011-m Xy6eeB 6bin
KOMMO3UTOPOM-Pe3naeH-
Tom FAM-aHcam6ns. YneH
npaBfieHWs1 MOJIOAEHKHOIO
otaenenua (MonOT) Cotoza
KomnosutopoB Poccuu.

alexander khubeev
(russia)

This composer sees the
main idea of his work

in using all types of the
sound, “Every time | start a
new piece | look for some
specific elements, some
special ways of playing,
which will give me a new
sound (one I've never

met before).” Sometimes

it results in creating a
completely new instrument
as it happened during

the work on a piece for
Belgian ensemble Nadar.
International competitions
often celebrated
composer’s perfectionism,
including Gaudeamus,
Netherlands, which he won
in 2015. Guido Arbonelli,
Moscow Contemporary
Music Ensemble, The
Studio for New Music
Ensemble, Percussion
Ensemble of Mark Pekarsky
are among those who often
perform Khubeev’'s music.
Composer in residence

of GAMEnsemble in

2011. Member of Russian
Composer's Union.
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ANPUMEPDBI / CONDUCTORS

BeHCaH AOMeCTp
(dbpaHumA)

OcHoBartesb U XyAoMHe-
CTBEHHbIA pyKoBOAUTE b
aHcam6nA Le Poeme
Harmonique, ucnonnsto-
LLero BOKasbHO-UHCTPY-
MeHTa/IbHbIX penepTyap
XVII — Hauyana XVIIl BeKka n
CTpeMSALLEerocA BO3poaUTb
WCMOIHUTENIbCKOE UCKYC-
CTBO 3M0XU 6apOKKO NyTeM
B3aUMOAENCTBUA MY3bIKK C
APYrMMH XYAOHECTBEHHbIMU
AaucumnanHamu. BeHcan
JloMecTp U3y4an UCTOpULo
uckyccts B LLIkone JlyBpa,
oby4anca urpe Ha Knaccu-
yecKou rutape B LLIKone
nmenu Anbtpeaa Kopto

B Mapuke. Bnocneacreuu
OH peLuMn NocBATUTL cebA
My3blKe 3MoXu 6apoKKO

Y OBlaZieN MacTepCcTBOM
Wrpbl Ha NtoTHe, 6apoYHOM
rutape 1 Teopbe noa pyko-
BOACTBOM XonKkuHca CmuTa,
AmeHa Deppe 1 Ponbta
JlucneBanaa. B 1998 roay
OH OCHOBas aHcambnb Le
Poéme Harmonique, KoTo-
Pbl COBEPLLW/T PEBO/IOLIUIO
B BOCMPUATUU ICTETUKU
3Moxu 6apoKKo. 3a CBoU
AocTueHuA BeHcaH [io-
mecTp 6bin He pa3 oTMeYeH
pasMYHbIMKA NpU3amu
€BpPOMNEeNCKON npecchl, B
Tom yucne Diapason d'Or

1 Choc du Monde de la
Musique, a Tak#e nonyyan
peKomeHgauuu Classica
TV, Télérama, Répertoire n
Opéra International.
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vincent dumestre
(france)

Vincent Dumestre is the
founder and artistic director
of Le Poéme Harmonique,
with which he explores

the vocal and instrumental
repertoire of the 17 and
early 18" centuries. With
this faithful team of artists
he also seeks to revive

the performing arts of the
Baroque period, thereby
favouring in many of his
projects interaction with
other artistic disciplines.
Vincent Dumestre studied
art history at the Ecole

du Louvre and classical
guitar at the Ecole Normale
de Musique de Paris. He
subsequently devoted
himself to the Baroque
repertoire, studying the
lute, theorbo and Baroque
guitar under Hopkinson
Smith, Eugéne Ferré

and Rolf Lislevand. In
1998, he founded Le
Poéme Harmonique, the
artistic company that has
revolutionised the way we
see the Baroque aesthetic.
He has received some of
the world’s most prestigious
press awards, including the
Diapason d’Or and Choc
du Monde de la musique,
and recommendations

in Classica, Télérama,
Répertoire and Opéra
International.



XOPEOIPA®bI
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Mo oKoH4aHuM B 1996-m YdumcKoro xopeorpaduyecKoro
yynnuwa um. Hypeesa 6bin npurnaieH conuctom B Ffocy-
AAPCTBEHHbIA TeaTp onepbl U 6aneta Pecnybnunku Komu, a
co cneaytouero cesoHa — B CaHKT-leTep6yprcKuin Teatp
onepbl U 6aneta um. Mycoprckoro (MuxainoBcKuiA Teatp).

B 2001—2006 6bin nepBbiM conuctom MapUHHCKOro
TeaTpa, ¢ ce3oHa 2006/2007 — Beaywmit conuct bonbluoro
Teatpa Poccun. MocToAHHbIM napTHep npuma-6anepuH Jua-

Hbl BUwHéBoi, CeetnaHbl 3axapoBoi, MonuHbl CeMUOHOBOM.

MepBbIA UCNONHUTENb COMbHBIX NapTUA B NPeMbepHbIX 6ane-
Tax Ha cueHe MapuuHcKoro TeaTpa: « 3onylwKa» MpoKkodbe-
Ba (xop. Anexcen PaTtmaHcKoro), « Tam, rae BUCAT 30/10Tble
BMLLHW» Ha My3biky Toma Bunnemca (xop. Yunbsama dopcait-
Ta), Reverence Ha My3biKy @BWHa Bpaitepca (xop. J3suaa
JoycoHa) — u bonbluoro Teatpa: « B KomHaTe HaBepxy»
®dununa Macca (xop. Teainbl Tapn), « PyccKue ce3oHbI» Ha
My3bIKy JleoHnaa JlecaTHuKoBa (xop. AneKces PaTmaHCKo-
ro), «3axaposa cynepurpa» AmunuaHo Manbmbepu (NOcT.
®paHuyecko BeHTpunbH), «lama ¢ KaMenuaMU» Ha My3blKy
LLloneHa (xop. xoHa Hoimarepa). Je6ioTHas pa6oTa B
KauyecTBe xopeorpada — « Kpuk» (2014) Ha my3biKy Cepa
VnaHa, epapa BaHaeH6pyka, dpBaHa Menneka, JKoBaHHU
Connuma, AHpu Topra, MaKca Puxtepa, MNetepuca BacKca

1 Puxapaa BarHepa no motusam pomaHa AnexkcaHapa
3uHoBbeBa « Mau Ha MNonrogy» B OA4eCCKOM HaLMOHaNbHOM
TeaTpe onepbl U 6aneta. BecHon 2016-ro Ha « MacTepcKoi
Monoabix xopeorpacos» B MapMHMHCKOM TeaTpe npeacTaBu
6anet «lMocnegHuii pasroBop» Ha My3blky Baxa. Jlaypeat
MeXAYHapoAHbIX KOHKYpcoB, HauuoHanbHoM TeaTpanbHoM
npemuun « 3onotaa Macka» (2005). 3acnyeHHbIH apTUCT
Pecny6nuku CeepHaa Ocetua-AnaHua u Poccun.

In 1996, he completed his training at Nureyev Ufa Ballet
School and was a member of the Opera and Ballet Theatre
Company of the Komi Republic. From 1997-2001, he was a
soloist of the St. Petersburg Mussorgsky Opera and Ballet
Theatre (Mikhailovsky Theatre). In 2001, he joined the
Mariinsky Theatre as a First Soloist. In the 2006/07 season,
he joined the Bolshoi Ballet Company as a Leading Soloist.
He is a constant partner to such prima ballerinas as Diana
Vishneva, Svetlana Zakharova, Polina Semionova. Andrei
Merkuriev was among the first performers of such ballets at
the Mariinsky Theatre: Prokofiev’s Cinderella, choreography
by Alexei Ratmansky, In the Middle, Somewhat Elevated to
music by Thom Willems, choreography by William Forsythe,
Reverence to music by Gavin Bryars, choreography by
David Dawson — and as well as at the Bolshoi Theatre:
Philip Glass’ In the Upper Room, choreography by Twyla
Tharp, Russian Seasons to music by Leonid Desyatnikov,
choreography by Alexei Ratmansky, Emiliano Palmieri’s
Zakharova Super Game, choreography by Francesco
Ventriglia, Lady of the Camellias to music by Frédéric
Chopin, stage by John Neumeier. His debut work as a
choreographer — Scream (2014) to music by Serge Upena,
Gerard Vandenbruka, Erwan Melleka, Giovanni Sollima, Henri
Torgue, Max Richter, Péteris Vasks and Richard Wagner on
the novel by Alexander Zinoviev’'s Come to Calvary in the
Odessa National Opera and Ballet Theatre. In the spring
2016 as participant of the Mariinsky Theatre's Creative
Workshop of Young Choreographers he presented the ballet
Last conversation to music by Bach. Laureate of international
competitions for ballet artists, and of the National Theatre
Award ‘Golden Mask’ (2005). Honored Artist of the Republic
of North Ossetia-Alania and Honored Artist of Russia.
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© Alexey Sukhanov

anekcen MUPOLLUHUYEHKO
(poccuA)

OauH U3 BeayLMX POCCUICKUX XopeorpacdoB, paboTatoLwmin

B HEOKJITACCUYECKOM CTUNE. XyAO0KECTBEHHbIN PYKOBOAU-

Tenb MNMepmcKoro 6aneta. B 1992 rogy okoHuMn Akagemuio
Pyccroro 6aneta um. A. . BaraHoBo# (Knacc npodeccopa
BaneHTrHa OHoLKO) 1 noctynun B Tpynny MapuuHcKoro
Teatpa. B 2002 rogy oKoH4MN 6aneTmeincTepcKoe otaeneHue
Axaaemuu (Knacc npodeccopos Urops Benbckoro 1 leoprua
Anekcuase) u B 2003—2008 npenoaasan Ha Kadeape
6aneTrmenicTepckoro obpasoBaHus. B 1997-m aebiotuposan
KaK 6anetmeicrep « CeaaebKoi» CtpaBUHCKoro. CTaBun KOH-
LepTHble HoMepa Ans conuctoB MapUUMHCKOro TeaTtpa U TaHLbl
B OMepHbIX cnekTaknax. B 2004 rogy ctan peneTutopom
6anetoB Yunbava dopcaitta. B ToMm e roay npuHan yyactue
B «MacTepcKoi HoBoW xopeorpaduu» BonbLioro Teatpa
Poccun. B 2005-m no npyrnalleHu1to Hblo-VIochnoro MHCTU-
TyTa xopeorpaduu cotTpyaHuyan co LLIkonoi AmeprKaHCKoro
6aneta u New York City Ballet. B 2009-m no 3akasy NYCB no-
ctaBun «lamy ¢ cobaukoi» LLeapuHa. YcneweH onbIT paboTbl
xopeorpaca ¢ KomnosuTtopom JleoHnaom [leCATHUKOBbIM, Ha
My3bIKYy KOTOPOro OH noctaBun 6aneTbl « B cTopoHy Jlebegs»
(2006), «Kak cTapbli WapmaHLWUK... » (2007), « HOKTIOpH»
(2010). CotpyaHuryan ¢ HoBoCMGMPCKUM TeaTpoMm onepsbl U
6aneta u AnekcaHapuHcKum Teatpom (CaHkr-lNetep6ypr). C
2009 roaa Bo3rnasnseT nepmckyto Tpynny. Mocneaxue us
ero pa6ort: «adHuc u Xnos» Pasens (2010), « Bapvauuun

Ha TeMy POKOKO» Ha My3bliRy IM. YaitkoBcKoro (2011), « LLiyt»
MpokodbeBa (2011), «Mony6aa ntuua v npuHuecca GnopuHa»
Ha My3bIKy AgaHa (2014), « YcnoBHo y6uTthii» LLloctakoBuua
(2015). XynomecTBeHHasA cTpaterys NepmcKoro 6aneta noa
pykoBoacTBom AnekceAa MUPOLHWYEHKO He pa3 6bina BbICOKO
oLeHeHa npoeccHoHaNbHbIM COOBLIECTBOM: ABa creunp1sa
HauvoHanbHo# TeatpanbHoi npemyn « 3onotass Mackan
(2012, 2013). Xopeorpach — naypear MeHAyHapoAHbIX
KOHKypcoB: Vaganova-Prix (1998) u « Apabeck» (2010), 06-
napatenb npemuu « [lywa taHua — 2015» ypHana «banet» B
HoMMHaumuK « Mar TaHua».
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alexey miroshnichenko
(russia)

One of the leading Russian choreographers working in the
neoclassical style. Artistic Director of the Perm Ballet. In

1992 he graduated from the Vaganova Academy of Russian
Ballet (class of Professor Valentin Onoshko) and joined the
Mariinsky Theatre’s ballet troupe. In 2002 he graduated

from the Academy’s choreography department (studying
under Professors Igor Belsky and Georgy Aleksidze) and
between 2003 and 2008 he taught at the Academy’s
choreography department. In 1997 he made his debut

as the Mariinsky Theatre’s choreographer, putting on a
production of Stravinsky’s Les noces. In 2004 he became
ballet-master for William Forsythe’s ballets. In the same

year he participated in the Bolshoi Theatre’s Studio of New
Choreography. In 2005 at the invitation of the New York
Choreographic Institute, he collaborated with the School of
American Ballet and the New York City Ballet. In 2009 NYCB
commissioned him to choreograph Shchedrin's The Lady with
the Lapdog. Miroshnichenko has successfully collaborated
with the composer Leonid Desyatnikov, to whose music he
choreographed Du cote de chez “Swann” (2006), Wie der
Alte Leiermann... (2007) and Nocturne (2010). He has worked
with the Novosibirsk Academic Opera and Ballet Theatre and
the Alexandrinsky Theatre in Saint Petersburg. Since 2009
Alexey Miroshnichenko has headed of the Perm Ballet, for
which he choreographed Ravel’s Daphnis and Chloe (2010),
Variations on a Rococo Theme to music by Tchaikovsky (2011),
Prokofiev's The Buffoon (2011) and The Bluebird and Princess
Florine to music by Adam (2014). Under Miroshnichenko’s
leadership the artistic strategy of the Perm Ballet has
repeatedly earned the highest respect of the professional
community, receiving two special prizes at the ‘Golden Mask’
National Theatre Awards (2012 and 2013). Miroshnichenko is
a laureate of various international competitions: the Vaganova-
Prix (1998) and ‘Arabesque’ (2010), winner of ‘Soul of Dance’
Award 2015 of the ‘Ballet’ magazine in nomination “Magician
of Dance”.
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TaHuoBWwMLa, xopeorpad 1
nepdopmep, AHHa A6anunxu-
Ha OKOHuYMna MoCKOBCKMI
xopeorpaduieckui nuuen
u PoTTepaamcKyto aKaae-
muto TaHua Codarts (Huaep-
naHAapl). Pa6otana B Tpynne
NND/Galili Dance Uuuka
Fanunu, npuHMmana ysactue
B TaHUEBasIbHbIX NPOEKTax
B lonnanavu, Nfepmanum 1
Moptyranuu. YyactBoBana
B MeXAYHapOAHbIX (hecTu-
BanAX U KOHepeHuUsaXx,
pe3uaeHT American Dance
Festival (Japem, CeBepHasn
KaponuHa). B 2014 roay
OHa BOLL/a B COCTaB HOpH
B HOMUHaUMKU « My3bikanb-
Hbl TeaTp» HauuoHanbHoMn
TeaTpasibHOM NpeMuu
«3onotaa Macka». AHHa
Ab6anvxuHa BbicTynana
KypaTopoMm Hanpas/ie-

HUA « TaHewu» B NpoeKTe
«Mnartdopma» (Mockea) u
KypaTopoM TenenpoeKTa
«Bonbluoi 6aner — 2016»
(TenekaHan «Poccua-Kynb-
Typa»). B cBoMx memaucum-
NMHaPHBIX NPOEKTax OHa
uccneayet CUHTe3 TaHua 1
MeANaTEXHOOUI, UHTE-
paKTUBHOE BMAEO U 3BYK. B
2015 roay ee neptopmaHc
«JKcnoHat/MpobyRaeHue»,
nocraBneHHbIM anA HoBow
cueHbl AnekcaHApPUHCKOro
Teatpa (CaHKT-lMeTepbypr)
6bin NPU3HaH HiopH « 30-
notorn MacKku» «Jlydwmnm
CMEeKTaK/emM B COBPeMeH-
HOM TaHLe».

A dancer, choreographer
and performer, Anna
Abalikhina graduated

from the Choreographic
Lyceum in Moscow and
Codarts Rotterdam in the
Netherlands. She has been
part of the NND/Galili Dance
and other dance company in
the Netherlands, Germany,
Portugal. Anna has
participated in numerous
international festivals

and laboratories, she is a
resident at the American
Dance Festival (Durham,
North Carolina). In 2014
she became a member

of the jury in the category
“Musical Theatre” of the
National Theatre Award
‘Golden Mask’. Anna
curated dance at ‘Platforma’
Project in Moscow and

was a mentor at 'Big Ballet'
Project (on ‘Russia-
Culture’ TV channel). In her
interdisciplinary projects
she explores a synthesis

of dance and media
technology, interactive
video and sound. In 2015,
her performance Exhibit /
Wake created for the New
Stage of Alexandrinsky
Theatre (St. Petersburg)
has been recognized by

the jury ‘Golden Mask’

as “Best performance in
contemporary dance.”

© Anatoliy Agapov
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B 2010 roay okoHumn Yens-
BGUHCKUIA rocyaapCTBEeHHbIN
neAarorMyecKuin yHuBepCu-
TeT No cneumnanbHocTH «lMe-
Aaror-xopeorpadg». B 2013
roay — marucrparypy
Aragemumn Pyccroro 6aneta
mm. A. A. BaraHoBow

no HanpaeneHuo «Uc-
KycCTBO xopeorpaca». B Ha-
cTosiliee BpemA neaaror
COBpPEMeHHOM xopeorpatuu
1 xopeorpad B Akagemuu
TaHua bopuca dindpmana
(CankT-TeTepbypr).
MocTaHoBKM: « CTONKHOBE-
Hue» (2013), « TpeBokHOE
He6o» (2014), « Penetuumsa»,
«leHesuc» (2015) m ap.
JNaypeat MexayHapoaHoro
thecTuBansa coBpeMeHHON
xopeorpacuu B Butebecke
(IFMC, 2012), KoHKypca
xopeorpados Ha Bcepoc-
CUIACKOM 6aneTHOM thopyme
«Banet XXI Bek» (KpacHo-
ApCcK, 2012), Bcepoccuitcko-
ro KOHKypca apTUCToB 6ane-
Ta u xopeorpados (MockBa,
2015). Naypear | npemun

W AVNIOMa HRIopy Npecchbl
OTKPLITOr0 POCCHMICKOro
KOHKypca apTucToB 6aneta
«Apabeck» um. E. Maxcu-
MOBOW 3a xopeorpaduio
Homepa « YHeCeHHble»
(Mepwmb, 2016).
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Graduated from

the Chelyabinsk

State Pedagogical
University in 2010 as a
‘teacherchoreographer’.
Graduated from the
Vaganova Academy of
Russian Ballet in 2013 as a
‘choreographer’. Currently
works as a teacher of
Contemporary choreography
and choreographer at

the Boris Eifman Dance
Academy (St. Petersburg).
Productions: Crash (2013),
Restless Sky (2014),
Rehearsal, Genesis (2015),
et al. Prize winner at

the International Festival

of Modern Choreography
(Vitebsk, 2012), at the
choreography competition
during the international ballet
forum ‘Ballet 21 century’
(Krasnoyarsk, 2012) and the
All-Russia competition of
ballet dancers and
choreographers (Moscow,
2015). First award and prize
winner from the press at
the Ekaterina Maximova
Ballet Competition
‘Arabesque’ for the
performance Gone (Perm,
2016).
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TaHUOBLUMK U xopeorpad
MapOKKaHCKOro Npomc-
xomaeHus, Cuau Jlap6u
LLlepkayun Havan cBoto
Kapbepy B cocTaBe 6e/brun-
CKOM1 KomnaHuu Les ballets
C de la B. B 1999 roay oH
NocTaBuA « COBPEMEHHbIN
MIO3UKI» DHApPIO Beiina

« AHOHUMHOE 06LLECTBOY.

C Tex nop B ero nopr$onauo
60nee 20 NOCTaHOBOK B
Teatpax CLUA v EBponbl, 3a
KOTOPble OH YAOCTOEH TaKUX
Harpag, Kak Fringe First
Award B 3auH6ypre, cnew-
npu3 cectuans BITEF B
Benrpage, Npemua HUHKH-
CKOro AnA MHoroob6eLuaro-
wmx xopeorpados B MoHTe-
Kapno, npemun Movimentos
B lepmaHuu, Helpmann B
ABctpanuu u JloypeHca
OnvBbe B BennkobputaHuu.
B 2009-m LUepKayu nonyumn
npemuio KAIROS ot ®oHaa
Anbdpeaa Ténnepa Ltnud-
TyHra. [iBaxabl (2008, 2011)
6b1n Ha3BaH « Xopeorpactom
roga» no BepCUM KypHana
Tanz. B 2008-m ctan nocro-
AHHLIM pe3uaeHTom Sadler’s
Wells Theatre (JloHAaoH).
CnycTa aBa roga cosgan B
AHTBepreHe TaHLEBa/bHYIO
KomnaHuio Eastman v cran
XYZOHECTBEHHbIM PYKOBO-
Aavtenem gectmBana HOBOro
TaHua Equilibrio (Pum). B
ceHTAb6pe 2015 roaa xope-
orpac Bosrnasun Kopones-
CKui 6aneT dnaHapuu.

Dancer and choreographer
who was born in Morocco
Sidi Larbi Cherkaoui started
his career as choreographer
with Belgian dance
company Les ballets C de

la B. 1999 saw Sidi Larbi
Cherkaoui’s debut as a
choreographer with Andrew
Wale’s contemporary
musical Anonymous Society.
Since then, he has made
more than 20 fully-fledged
choreographic pieces for
theatres of the USA and
Europe and picked up a
slew of prestigious awards,
including Fringe First Award
(Edinburgh), Special Prize
of the Belgrade International
Theatre Festival (BITEF),
Nijinsky Award (Monte-
Carlo), Movimentos Award
(Germany), Helpmann Award
(Australia), and Laurence
Olivier Award (UK). In 2009,
he won the KAIROS Prize

of Alfred Toepler Stiftung
F.V.S.. Tanz magazine called
him the Best Choreographer
of the Year twice (2008,
2011). In 2008, Sadler’s
Wells named him as an
Associate Artist, and since
2010 he has been artistic
director of the Festival
Equilibrio in Rome. In the
same year, 2010, he founded
his company Eastman

in Antwerp. Cherkaoui
assumed the role of artistic
director at the Royal Ballet of
Flanders in 2015.

© Alexey Sukhanov

XOPMEMWCTEPbI / CHOIRMASTERS 177

IhaBHbIM XopMmelicTep
MepmcKoro Teatpa onepbl

1 6aneta U KaMepHoOro xopa
musicAeterna. OKoHuMN
HoBocr6UpcKyto rocyaap-
CTBEHHYIO KOHCepBaTo-

puio um. M. U. TnHKMK.
XopmeHcTep-NocTaHOBLUMK
cneKTaKknen Mepmckomn
onepbl: Cosi fan tutte (2011),
Le nozze di Figaro (Konpo-
AykuuA ¢ Festspielhaus,
Bagen-bageH, 2012) u Don
Giovanni (2014) Mouapra;
«KoponeBa uHaenueB»
MNépcenna (KonpoayKuma

¢ Teatro Real, Magpua, u
AHrnuitckor HaunoHanbHom
onepo#, JloHaoH, 2013);
«Hocdepaty» KypnaHa-
cKoro (2014), «CKasKku
lodmaHa» OcddeHbaxa U
«KHA3b Uropb» BopoanHa
(2015). Xop musicAeterna
noa, pykosoacTteom Butanus
MonoHcKoro — TpUHAbI
HOMMWHAHT Ha NPEeMU1I0
Opera Awards. Jletom 2015-
ro KOMNIEKTUB BbICTYNWUA Ha
thectuBane B Kc-aH-
MpoBaHce. U36paHHan
Auckorpadus: Le nozze di
Figaro (2014, npemus ECHO
Klassik 3a «Jlyywyto 3anucb
roga: onepa XVII—XVIII
BB.»), Cosi fan tutte (2014;
3anucb 2015 roaa no Bep-
cuu ypHana Opernwelt),
«CBapaebka» CTpaBMHCKOro
(2016) — Bce BbILWAMU Ha
nenéne Sony Classical.

Perm Opera and Ballet
Theatre and musicAeterna
chamber chorus Principal
Chorus Master. He
graduated from the
Novosibirsk Glinka State
Conservatory. He was
Chorus Master-Producer
in several productions of
the Perm Opera, including
Mozart’s Cosi fan tutte
(2011), Le nozze di Figaro
(co-production with
Festspielhaus, Baden-
Baden; 2012), and Don
Giovanni (2014); Purcell’s
Indian Queen (co-production
with Teatro Real, Madrid,
and English National
Opera, London; 2013);
Kurliandsky’s Nosferatu
(2014); Offenbach’s

Les contes d’Hoffmann,
and Borodin’s Prince Igor
(2015). musicAeterna
chorus under guidance of
Vitaly Polonsky was three
times nominee for the Opera
Awards. In summer 2015,
ensemble performed on the
Aix-en-Provence Festival.
Chosen discography: Le
nozze di Figaro (2014,
ECHO Klassik Award for
the Opera Recording of
the Year (17/18" century
opera)), Cosi fan tutte
(2014; CD of the Year by
Opernwelt Magazine in
2015), Stravinsky’s Les
noces (2016) — all released
by Sony Classical.
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OcHoBaTtesb U XyAoHe-
CTBEHHbIM pyKOBOAUTENb
aHcam6na Graindelavoix,
KOTOpbI 3aHMMAaeTCA TeMm,
YTO BO3BPALLAET K HKU3HH,
Kasanocb 6bl, 6e3HaAEHKHO
ycTapeBLUMe NPaKTUKKU. OH
M3y4an aHTPOMOJIOrUI0 U My-
3bIKO3HaHWe, HO Koraa peyb
3axo4uT 06 UCTIONHUTENb-
CKOM MUCKycCTBe — 34eCb
ero MOHO Ha3BaTb camMo-
y4Koit. CBOMU nosHaHuA 06
MCMONTHATENbCKMUX TEXHUKAX
OH Yepnan B OCHOBHOM Ha
CpeausemHomopbe: B UTa-
nuu (Capaunus, Cuumnus),
WUcnanum, MopTyranvm m
MapokKKo. leTanbHo U3yumn
HECKO/NIbKO CpeAHEBEKOBbIX
BOKa/IbHbIX TPaAWULUI:

KaK A0Nro CyLecTBoBanum

1 BO 4YTO NepepoaUIUCh,
OPHAMEHTHKY W JIOTUKY
[EeNCTBOBaBLLEro 3HaHUS.
31y paboTy OH COBMELLAET C
aHTPOMOJIOrUen, UCTOPUEN,
obLuecTBeHHOM reorpaduen
W 3THOMY3bIKOBEAEHUEM.
Kak pesynstat — pas-
Hoo6pa3Hble NybMKaumu U
KOHLEPTHbIe NpOorpammbl.
BbépH LWmenbuep vyacto
BbICTYNaeT Kak NpuriaLieH-
Hbli1 AUPUKEP U IEKTOP,
CHUMaET (DUNbMbI, XyAOHe-
CTBEHHbIE U AOKYMEHTa/lb-
Hble. B HacTosAwee BpemA
OH paboTaeTt Haz KHUIoH o
BOKa/IbHbIX NPaKTUKax —
pesynbTar ero AecATUneT-
He# pa6oTtbl ¢ Graindelavoix.

Bjorn Schmelzer is the
founder and artistic
director of Graindelavoix,
an artist company that
starts from folds and faults
in ancient repertoires

to rehabilitate the
fundamental anachronism
of practices in time. He
studied anthropology

and musicology but as a
multidisciplinary artist he is
primarily self-taught. Bjérn
Schmelzer studied primarily
in the Mediterranean
world, in Italy (Sardinia,
Sicily), Spain, Portugal
and Morocco, specializing
in vocal repertoire and
performance practice. He
studied several medieval
vocal traditions in depth,
their continuation and
survival in later times,
ornamentation styles,

and the logic of operative
knowledge. He combines
this work with insights
from anthropology, history,
human geography and
ethnomusicology, resulting
in various publications

and concert programs.

He is regularly requested
as a guest conductor

and lecturer, he makes
films, both fictional and
documentary. He is currently
writing a book about vocal
practices, derived from

10 years of expertise with
Graindelavoix.

OAMWH M3 NyyLKX TeaTpasib-
HbIX XyAOMHWUKOB MO CBETY
Hallero BpemMeHu, oTAato-
LM NpeAnoYTeHUe TaH-
LeBaJibHbIM MOCTaHOBKaM.
TaK, B uHTepBbio Aesthetica
Magazine oH oTmeuaer,

4YTO «y CBeTa B TaHLe
MHOrO pOJsiei: OT NPOCTOro
OCBeLLEHHUA A0 Co3aaHUA
apXUTEKTYPbl NPOCTPaHCTBa
1 hopmbl B3aMMOAENCTBUA
C HUM. CBeT MOMeT 6bITb
3MOLMOHA/bHLIM OTBETOM
Ha ABUMEHUA Tena, BO
B3aMMOAENCTBUU C HUM
€034aTb HaCTpoeHue U1
nepeaarb NOCbU1 NPOU3-
BeaeHuA». MHoronetHee
COTPYAHWUYECTBO CBA3bIBaET
XYAOMHUKa C xopeorpadom
Cuam Jlap6u LLleprayu:
Anam Kappe nocrasun
CBeT B TaKUX ero pa6orax,
KaK Sutra (2008), « daBH»
(2009), Babel (words)
(2010), Play (2010), Puz/zle
(2012), 4D (2013), milonga
(2013). TaKke B NopTHoIMO
XYAOHHWUKA NOCTaHOBKU ANA
Drama Centre London, Tara
Arts, Early Opera Company,
London Studio Centre u
Rambert School. B Ha-
croswwee BpemA Kappe 3a-
HUMaeT NOCT TEXHUYECKOro
avpekTopa B Sadler’s Wells
Theatre (JToHAOH).

One of the best theatre
light designers of our

time, Adam prefers dance
productions. As he mentions
in his interview to Aethetica
Magazine, “The light can
take many roles in dance,
be merely illumination,

can form the architecture

of the space, can define
the performance space, or
become a form to interact
and play with. The body as
a form and its movement in
the space is manipulated
and interacted with the light
depending on the mood
and message of the piece.”
They share a longstanding
partnership with
choreographer Sidi Larbi
Cherkaoui: Adam Carée
made lights for Sidi’s Sutra
(2008), Faun (2009), Babel
(words) (2010), Play (2010),
Puz/zle (2012), 4D (2013),
milonga (2013). Adam’s
portfolio also includes
works for Drama Centre
London, Tara Arts, Early
Opera Company, London
Studio Centre and Rambert
School. Presently Mr. Carrée
is a Technical Production
Manager in Sadler’s Wells
Theatre (London).
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BpuTaHcKuit moaenbep

W XYAOHHUK, YPOHe-

Hew, Kunpa, oH cHUCKan
CnaBy OAHOMO « M3 caMbiX
60/1bLUMX HOBATOPOB BCEX
BpeMeH» B cihepe Av3anHa
(typHan Time) U «nepBoro
WMHTENIeKTYaNIbHOro An3an-
Hepa CBOEro NoKoNeHUA»
(Vogue). Ero Hapaabl B
3CTETUKE /1EraHTHOro
MWHUManU3ma craaum
HEeOTbeM/IEMOM HYacTbto
rapaepo6a nesuubl BbOPK 1
aKkTpucbl Tunbabl CyUHTOH,
a aBaHrapAHble pa6boTbl —
NOCTOAIHHbIE 3KCNOHATbI
6UeHHane U My3einHbIX
BbICTABOK MO BCeMy MUpY.
B KoHue 1990-x 3auHTe-
pecoBaBLMCb (heHOMeHOM
TeaTpanbHoro Tena, YanaaH
co3aan KocTioMbl anA 6a-
netoB current/SEE Maikna
HKnapka (1998), « daBH»
(2009) 1 4D (2013) Cuamn
Jlap6u LlepKayu, a TaKke
ANA KaMepHOM onepbl
Passion Mackana [iocane-
Ha (2008) B nocTtaHOBKe
Sasha Waltz & Guests. B
2015-m BmecTe ¢ Xxopeo-
rpacdom JambeHom Hane
OH ocylwectBun B Sadler’s
Wells Theatre nepByto
cBoto noctaHoBRry Gravity
Fatigue — o «anM4HOCTH M
BbITeCHeHUM». B 2006-m
HarpaxaeH OpaeHom Bpu-
TaHCKon Mmnepumu.

Cyprus-born, British-raised
fashion designer and artist,
he built a reputation for
being one of the “most
influential innovators of

the 21t century” (Time
magazine) and “one of the
industry's intellectuals”
(Vogue). Bjork and Tilda
Swinton, both fans of
Chalayan’s elegant
minimalism, love to wear his
designs. His avant-garde
works are exhibited all over
the world. In the late 90s,

Chalayan took interest in the

phenomenon of theatrical
body and created costumes
for several ballets, including
Michael Clark's current/
SEE (1998), and Sidi Larbi
Cherkaoui’s Faun (2009)
and 4D (2013), as well

as for Pascal Dusapin’s
chamber opera Passion
(2008) staged by Sasha
Waltz & Guests. In 2015,

in collaboration with

choreographer Damien Jalet,

Chalayan created Gravity
Fatigue, a dance piece
inspired by the themes of
identity and displacement,
which premiered at Sadler's
Wells Theatre. In June
2006, he was awarded a
Member of the Order of the
British Empire.

B o6wunpHOM penepTyape
MPNAHACKOM MeLLo-conpaHo
Monbl Myppuxu eHcKue
06pasbl COCeACTBYIOT C
«6PIOYHBIMUA PONAMMY:
Anpoxa B onepe MNépcenna
v OKTaBuaH B « KaBanepe
po3bi», lopabenna B « Tak
NOCTYNaloT BCE HEHLLUHbI»
n AHHWIA B « Munocepann
Tuta», Mepopo B «Heuc-
ToBom PonaHae» u KapmeH
Buse. Ecnv roBopuTb 0
KOHLEPTHOM COoCTaBAAoLWEen
ee Kapbepbl, TO 34eCb —
«nopusa» Busanbam,
ManeHbKas Top:ecTBeHHasn
mecca Poccunu, PekBuem
MouaprTa, « Unua» MeH-
nenbcoHa, « CTpactu no
MoaHHy» Baxa u gpyrue
npousseaeHus. MNMesuua
perynspHo COTpyAHUYaeT ¢
XOPOM U KamMepHbIM OpKe-
ctpom «O6wectBo MeHaens
v MainaHa» U BOCTOHCKMUM
CUMDOHUYECKUM OPKECTPOM,
Ha ee CYeTy COBMECTHble
nporpammbl ¢ UpnaHackum
KamepHbIM OPKECTPOM U
6puUTaHCKUM OpKecTpoMm
anoxu Mpoceewenua. C
2009 roaa MNona Myppuxu
AIBNAETCA CO/IMCTKON DpaHK-
thypTCKOM onepbl, Kpome
TOro, OHa COTPYAHUYaET CO
MHOMMMH €BPONENCKUMU U
amMepUKaHCKUMKM TeaTpamu.
JToM OCeHbIo OMUAaeTCA ee
COBMECTHOE BbICTYrM/IeHWe
¢ nuaHucTom Mankonbmom
MapTtuHo Bo ®paHKdypTe-
Ha-MaWHe.
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Numerous repertoire of

the Irish mezzo-soprano
Paula Murrihy — "svelte,
characterful and vocally
versatile" singer (Frankfurter
Rundschau) — includes
both female parts and
breeches roles: Purcell’s
Dido and Octavian from Der
Rosenkavalier, Dorabella

in Cosi fan tutte and Annio
in La Clemenza di Tito,
Medoro in Orlando Furioso
and Bizet’s Carmen.

On the concert platform
Paula’s extensive repertoire
includes Vivaldi’s Gloria,
Rossini’s Petite Messe
Solennelle, Mozart’s
Requiem, Mendelssohn’s
Elijah, Bach’s St. John
Passion, and many others.
She has appeared regularly
with the Handel & Haydn
Society and with the Boston
Symphony Orchestra,

and has done recitals

with the Irish Chamber
Orchestra and with the
British Orchestra of the Age
of Enlightenment. Since
2009, Paula is part of the
Frankfurt Opera ensemble.
She also works with various
theatres in Europe and the
USA. This autumn Paula will
give a recital with Malcolm
Martineau in Frankfurt.
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aHApe LWysH
(utanua / aBcTpunA)

BaputoH AHape LLlyaH
oby4yancsa BoKaJlbHOMY
MCKyccTBY B 3anbubypre, B
Mouapteyme, noa, pyKoBoA-
cTBOM npodeccopa XopuaHbl
BpaHucTeaHy, U macTepcTBy
WUCMO/IHEHUA NECEH U
opartopuit — y npoteccopa
BonbthraHra Xonbumanepa.
CoBepLUeHCTBOBaJICA Ha
macrtep-Kknaccax Kypra Bua-
Mepa, capa Tomaca AnneHa,
Bpuruttbl daccbeHaep,
MapbsHb! JlunosLeK, Pomy-
anbgo CaeactaHo 1 Onada
Bapa. Byayuu elue ctyaeH-
ToM, AHape LLysH 3asasun

0 cebe Ha 3anbuByprckom
tectusane. B panbHerwem
OH CTan NpUHUMaTb y4actue
B HEM PEry/ifipHo U B
pasHble rofbl UCMONHUA
rnaeHble NapTU1 U PONU BTO-
POro naaHa B NOCTaHOBKax
noa, pykosoAcTBom AiiBopa
BonTtoHa, UHro MeTtumaxepa,
capa CavimoHa Pattna, Puk-
Kapao Mytu. Yto Kacaetcsa
*aHpa Lied, To yactbim
KOHLEPTHbIM NapTHEPOM
Angpe LllyaHa BbicTynaet
nuaHucT JaHuanb Xange.

Ux coBMECTHbIH NOCTOAHHO
pacLMUpAIOLWMKCA penepTyap
BRJIIOYAET NPOU3BEAEHUA
Ly6epra, LLlymaHa, U6epa,
MapteHa 1 apyrue counHe-
HWUA CaMbIX pPasHbIX UCTOPU-
YeCKUX nepuoaos. B ce3oHe
2014/2015 Axgpe LLy3H
Ae6i0TUPOBan B JIOHAOHCKOM
Burmop-xonne ¥ BEHCKOM
HoHueprxayce.

andré schuen
(italy / austria)

The baritone André Schuen
studied at the Mozarteum in
Salzburg under Professor
Horiana Branisteanu, as
well as lied and oratorio
under Professor Wolfgang
Holzmair. He attended
master courses with Kurt
Widmer, Sir Thomas Allen,
Brigitte Fassbaender,
Marjana Lipovsek,
Romualdo Savastano and
Olaf Bar. Successfully
declared itself at the
Salzburg Festival, while still
a student Mozarteum. Later
became a regular guest

of this festival, which over
the years has executed

title and the second plan
roles in productions under
the direction of Ivor Bolton,
Ingo Metzmacher, Sir
Simon Rattle, Riccardo
Muti. As regards Lieder,

he has worked with pianist
Daniel Heide — his steadily
expanding repertoire
includes works by Schubert,
Schumann, Ibert, Martin

as well as other selected
Lieder from a wide variety
of periods. In the 2014/2015
season André Schuen has
been invited to debut at the
London Wigmore Hall and
the Vienna Konzerthaus.
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onbra 6anaHguHa
(poccus)

AxTpuca Teatpa «LLIkona
ApamaTHU4eCKoro UCKyc-
ctBa» (MocKBa). OKoHuuna
TeaTpanbHoe y4yunuile Um.
LLlykrHa, Kypc MapuHbl
MaHTeneesoii. B penepry-
ape: CreKTaKk/Iu B NOCTaHOB-
Ke AHaTonuA BacunbeBa
(«Tpwn cectpbi», « Mu3aH-
Tpon», «Mup», «Myw-
KUHCKUH YTPEHHUK», « U3
nytewectsua OHernHa,
«HUnuaga. MecHb XXllI»),
Uropa Auko (« Baymcaen.
U3BneyeHne KOpHA Bpeme-
HW», « KopronaH», « CmepTb
JANKOro BouHa», « Kavh»,
«Kak BaxkHO 6bITb cepbes-
HbIM», «[leHb Jleononbaa
Bnyma. U3BneueHne KopHsA
BpeMeHU-2», « UrpoKu»),
Bopuca KOxaHaHoBa
(«®ayct»), AnekcaHapa
OrapeBa («ManoPoccuii-
CKUe MECHU»).
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olga balandina
(russia)

The actress of the Theatre
School of Dramatic Art
(Moscow). She graduated
from the Boris Shchukin
Theatre School (Institute),
class of Marina Panteleyeva.
Her repertoire includes
performances staged by
Anatoly Vasiliev (Three
Sisters, The Misanthrope,
Feast, Pushkin's matinee,
From travel of Onegin,

The lliad. Canto XXIlI), Igor
Jacko (Blumsdey. Extract
Root of Time, Coriolanus,
Wild Warrior’s Death, Cain,
The Importance of Being
Earnest, The Day of Leopold
Bloom. Recovery Time
Root Il, The Players), Boris
Yukhananov (Faustf), and
Alexander Ogaryov (Little
Russian Songs).
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aseKkcaHap orapeB
(poccus)

AKTep U pexuccep Teatpa
«LLIkona aApamaTnyecKoro
uckycctea» (MocKsa).
OroHuun Poccuiickyto
aKaaemuIo TeaTpasibHOro
ucKycctea — F’MTUC, Kypc
AHatonua BacunbeBa, no
cneuuransHocTH « Pexuccep
ApamaTU4yecKoro Teatpar.
CbIrpan BO MHOIMX CreKTa-
KknAx AHatonma Bacunbesa:
«Mup», « Mouapt 1 Canbe-
pu», « Unuapa», «UamoT»,
«Hocud u ero 6patba»,
«JcTeTUIECKHE CTaTb1
Ockapa Yanbaa», « U3 nyte-
wectBuA OHernHay», «Myw-
KUHCKUIM YTPEHHUK» U Ap.
Kak accucteHT BacunbeBa
yyacTBoBan B CO34aHWUU
cneKkTaknen « MywKUHCKUIn
YTPEHHUK» U «MelHoe aen-
CTBO®, @ TaKKe B BOCCTa-
HoBNeHuu « U3 nyTewecTBua
OHeruHa». Pexuccepckue
paboTbl: «Hyao co wernom»
no noame ApceHua TapKoBs-
cKoro, « ManoPoccuitckue
necHu» Ha TeKkcTbl HUKonas
Forons, Mocuda Bpoacroro,
Bynata ORryasasbl, KOHHbI
Mopwuu, Amutpua MNpuroea,
AHatonuAa BacunbeBa v gp.,
onepa AnA xopa « BUAOH»
Anekcanapa MaHouKoBa Ha
TeKcTbl JaHuuna Xapmca
(coBmecTHanA NOCTaHOBKa C
Onerom MNywKOBbIM; yAO-
cToeHa HauuoHanbHom Tea-
TpanbHOM Npemuu « 3onotasa
Macka — 2011» B KaTeropuu
«JKcnepumeHT»). 3acny-
HeHHbIA apTUCT Poccuu.

alexander ogaryov
(russia)

The actor and director

of the Theatre School of
Dramatic Art (Moscow). He
graduated from the Russian
Academy of Theatre Arts —
GITIS as a drama theatre
director, class of Anatoly
Vasiliev. He played in many
performances by Anatoly
Vasiliev such as Feast,
Mozart and Salieri, lliad,
The Idiot, Joseph and His
Brothers, Aesthetic article
by Oscar Wilde, From
travel of Onegin, Pushkin's
matinee, and ect. As
assistant to director Anatoly
Vasiliev participated in the
creation of performances
Pushkin's matinee and
Peschnoe Action, as well
as in the revival of From
travel of Onegin. His works
as director are The Miracle
of the Goldfinch on Arseny
Tarkovsky's poems, Little
Russian Songs on the texts
of Nikolai Gogol, Joseph
Brodsky, Bulat Okudzhava,
Yunna Moritz, Dmitry Prigov,
Anatoly Vasiliev, and ect.;
opera for chorus Guidon by
Alexander Manotskov on
the texts by Daniil Kharms
(co-production with Oleg
Glushkov, was awarded
the ‘Golden Mask 2011’
National Theatre Award in
the ‘Experiment’ category).
Honored Artist of Russia.

© Lennard Ruehle
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Kapo/MH BUAMaH
(repmanus)

Byayyu my3bikaHTOM € pa3-
HOCTOPOHHWUMM BKyCaMH,
HKaponvH BuamaH ucnonHser
KaK Knaccu4yeckue npous-
BEeAEHUA, TaK U HOBEHLLUE,
HanucaHHble crneuuansHo
AnA Hee. TBOPYECKUI CE30H
2015/2016 oHa Ha4ana ¢
BO3BpAaLLEeHUA K COBMECTHOMN
paboTte C NOHAOHCKUM OpKe-
cTpoMm « dunapmoHua» noa
ynpaeneHvem Kpuctocda dhoH
[oHaHbu. [pyrue KaoyeBble
MOMEHTbI 3TOro ce3oHa
BHJIKOYAIOT BbICTYNEHUA
KaponuH BuamaH ¢ BeHckum
CUMBOHUYECKUM OPKECTPOM,
MtoHXeHCKUM U LitopuxCKUM
KaMepHbIMKU OPKeCTpamu,
ncnonHeHue KoHuepta ana
CHKPUIMKK, BUOIOHYENU U
ctoprenuaHo BetxoBeHa ¢
opKecTpom Maméyprckom
dunapmoHuM, ConbHoe Bbl-
crynneHve B Burmop-xonne
B JloHaoHe u penunsbl ee CD
C KoHuepTtamu LLlymaHa u
MeHaenbcoHa, 3anMcaHHble
coBMecTHO ¢ KamepHbim
opKecTpom EBponbi. KaponuH
BuamaH — obnapartenbHuua
TUTYNa « ApTUCT roga —
2013» no Bepcuu International
Classical Music Awards. C
2006 roga oHa ABnAeTcA
npodeccopom JIeMnuuUrcKomn
BbICLUEN LUKO/bI MY3bIKU U Te-
atpa um. Penunkca MeHaenb-
coHa baprtonban. Urpaet Ha
CHKpunke [xoBaHHU BaTtucTbl
MBagaHvHK 1782 roaa.
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carolin widmann
(germany)

A wonderfully versatile
musician, Carolin
Widmann’s activities span
the great classical concerti,
new commissions specially
written for her, solo recitals,
a wide variety of chamber
music and, increasingly,
period instrument
performances, including
play/direction from the violin.
The 2015/2016 season
began with Ms Widmann’s
return to the Philharmonia
Orchestra under Christoph
von Dohnanyi with the Alban
Berg concerto, with which
she has a particular affinity,
with concerts in London,
Berlin and Prague. Other
season highlights include
concerts with the Vienna
Symphony, Munich and
Zurich Chamber Orchestras,
Beethoven Triple Concerto
with Hamburg Philharmonic,
a solo recital at Wigmore
Hall and the release of her
recording of Schumann

and Mendelssohn concerti
with Chamber Orchestra

of Europe. Voted ‘Artist

of the Year’ at the 2013
International Classical Music
Awards. Since 2006, she
has been professor of violin
at Leipzig’s University of
Music and Theater “Felix
Mendelssohn-Bartholdy”.
Carolin Widmann plays a
G.B. Guadagnini violin from
1782.
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HayaB o6y4yeHue urpe Ha
toptenuaHo B 11 net, Jlioka
[Jebapr, ogHaKo, BCKope
npeanoyen emy Usy4yeHue
nutepartypsbl. Jiwb 20-net-
HUM FOHOLLIEH OH peLumn
3aHATbLCA hopTenMaHo

Ha NpodecCUoHaNbHOM
YPOBHe, U cyapba ceena
ero ¢ neaarorom PeHoit
LLlepelueBckoi. OHa cpa3sy
B3fiNla ero B CBOM Knacc B
MapuHCKOM BbiCLLEN LWKONe
My3bIKKM UM. KopTo 1 noa-
roToBMNa K NOCTYMIEHUIO

B MapuKcRyto BbICLLYO
HaLMOHaNbHYIO KOHCepBa-
TOPUIO My3bIKK U TaHLa.
YcnelwHble BbICTYMIEHUA Ha
MeRAYHapOoAHbIX KOHKypcax
nuaHucToB — nobeaa Ha
KOHKypce BO (hpaHLly3CKOM
lanape (2014), yeTBepTOE
MECTO Ha KOHKypCe MM.
YairoscKkoro B Mockse

M CNeunpu3 KpUTUKK

(2015) — nuwb noaTsepaun-
JIM: B MUpe Klaccuyeckom
My3bIKK NOABUIOCH HOBOE
3HakoBoe uUmA. MNMuaHucT
ye BbICTynan ¢ opKecTpa-
MU noA, ynpaBneHuem Bane-
pua lepruesa, Bnagumupa
®denoceesa, Bacunus Me-
TpeHKo, AHapesn Bopeiiko,
MpaoHa Kpemepa. B 2016-m
Ha nei6ne Sony Classical
BblLLEe/ Ae6IOTHbIM anbbom
Jlioka [le6apra ¢ 3anMcamn
npousseaeHuii CkapnatTy,
LLloneHa, Jlucta u Pasens.

Lucas Debargue began his
initial piano studies at the
age of 11. At 17 he decided
to study for a degree in
Arts and Literature and,
remarkably, ceased playing
the piano altogether for
three years. In 2010 he
was put in touch with his
current professor Rena
Shereshevskaya. She
admitted him into her class
at the Cortot School and
prepared him to enter the
Conservatoire national
supérieur de musique

et de danse de Paris.

In 2014 he won at the
International Competition
in the French Gaillard, in
2015 received the fourth
prize in the International
Tchaikovsky Competition
in Moscow and the special
prize of the music critics,
and the world instantly
took note of a startling

and original new talent.
Today behind the pianist,
bribe creative freedom,
solo and symphony
concerts with philharmonic
orchestras under direction
such conductors as

Valery Gergiev, Vladimir
Fedoseyev, Vasily Petrenko,
Andrey Boreyko, Gidon
Kremer. In 2016 the Sony
Classical label released his
debut album with recordings
of works by Scarlatti,
Chopin, Liszt and Ravel.

© Felix Broede|Sony Classical
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KomnosuTtop, nMaHuUcT, oaHa
W3 CaMbIX 3HA4YUTENbHbIX
¢uryp B Mmmpe HOBOM
KNaccuKu. B ero TBopyecTBe
NPaKTUYECKHU OTCYTCTBYET
rpaHuua mexay NoHATUAMMU
«COYUHEHUE» U «HUCcnon-
HeHue». Jltobble nnacTbl
WUCTOPUU — OT APEeBHUX
PUTYanbHbIX NPaKTUK 40
POK/NON-KYNLTYPbl U BUPTY-
anbHbIX TEXHONOrUIA — opra-
HWYHO CMNJIETAOTCA B eAMHOe
uenoe. B 2009 roay Bataros
BEPHY/ICA Ha CLeHy nocne
12-neTHero cTryaumnHoro
3aTBOpHUYecTBa. « Bos-
BpauieHue AHToHa BararoBa
Ha MOCKOBCHYIO CLIEHY OKa-
3a/10Cb COBbITUEM: CaMOi
My3blKe CIOBHO BEPHY/IOCb
yTpa4yeHHoe o6LecTBeHHoe
3HauyeHue» (« BegomocTtu»).
B Hactoswee Bpema Bara-
roB BbICTYNaeT ¢ LUKIaMU
YHUKa/IbHbIX KOHLEPTHbIX
nporpamm. Ero my3sbIKy uc-
nonustot locyaapcTBeHHbIN
aKkageMUYecKui cumebo-
HUYeCKui opKecTp Poccumn
um. E. . CeeTtnaHoBa,
VYpanbCKuit akaileMUYeCKUIA
(hr“NapMOHUYECKUI OPKECTP
v apyrue. Npembepsb! ero
COYMHEHWUI Kamablh pas
CTaHOBATCA 3HAKOBbIMK
co6bITUAMU. « CouMHEHUE,
KOTOpOe MOMEHSANO CO-
BPeMEeHHble OPUEHTU-

pbl» — O hopTeNnHaHHOM
uMuKNe « U36paHHble NUcbMa
Cepres PaxmaHuHOBa»
(«BeaomocTtu»).

182

3
X
c
o
o
S
X
o
@
°
c
[
X
K
=
©

Anton Batagov is a
composer, pianist, one

of the most significant
figures in the world of

new classical music. He
eliminates boundaries
between ‘composing’ and
‘performing’ in his creative
work and makes everything,
from ancient rituals to rock/
pop culture and computer
technologies, into one
harmonic piece.

In 2009, after twelve

years of studio seclusion,
Batagov returned to live
performances. “Anton
Batagov’s return to Moscow
stage has appeared to be

a significant event: it’s like
music is given back its

long lost social meaning”
(Vedomosti, Russia).

These days Batagov
performs cycles of unique
concerts. His music is
played by State Academic
Symphony Orchestra
“Evgeny Svetlanov”, Ural
Philharmonic Orchestra and
others. First performances
of his new works are always
significant events in the
world of music. “A landmark
work that changed the
coordinate system of the
classical music scene” —
on the piano cycle
Selected Letters of Sergei
Rachmaninoff (Vedomosti,
Russia).
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© Eva Vermandel

AnuHa Ubparumosa
BbICTynana ¢ BeAyLumn
CUMDOHUYECKUMU OpHe-
cTpamu mupa. B 2015 roay
OHa cTana npurialeHHon
3Be3gon tectuBana BBC
Proms, ucnonHe CoHartbl 1
napTUTbl ANA CKPUIMKK CONo
W. C. baxa. KnioueBbimu
MOMEHTaMM1 TERyLLEro
ce30Ha CTa/M ee BbICTyrnie-
HUA C CUM(DOHUYECKUMU
opkecTpamu BoctoHa u
MoHpeansa 1 KoHUepT, KOTo-
pbIM OHa 3aBepLuMia cBoe
ucnonHeHue coHat Mouapra
B Burmop-xonne.

AnuHa Ubparumosa po-
aunacb B Poccum B 1985
roay, B 1995-m nepeexana
B Benuko6putaHuio, rae
yuunacsb B LLIkone Ueryamn
MeHyxuHa u Koponesckom
Konneae mMy3blku. OHa
obnaaatenbHULA MHOTMX
npemui, B Tom 4yucne Ko-
PONEeBCKOro hunapMoHUye-
CKOro obLuectsa nyywemy
Monoaomy aptucty (2010) u
¢toHaa Bopnettu-ByrToHK
(2008). B 2005—2007
OHa y4yacTBoBana B NpoeKTe
BBC « ApTUCTbI HOBOrO
noKkoneHus». CotpyaHuyaer
CO 3BYKO3amnucCbIBaKLLen
ctyaveit Hyperion Records.
MUrpaet Ha cKkpunke
Axcenbmo Bennosuo 1775
roza, KotTopyto el to6e3Ho
npeaocrasun leopr ¢oH
Onenb.

Alina Ibragimova has
performed with many

of the world’s leading
orchestras. She was a
featured artist at the 2015
BBC Proms, making four
appearances including a
televised performance of the
complete Bach partitas and
sonatas for solo violin.
Highlights of this season
have included concertos
with the Boston and
Montreal Symphony
Orchestras and the
conclusion of her complete
Mozart sonata cycle at
Wigmore Hall.

Born in Russia in 1985,
Alina moved to the UK in
1995 where she studied at
the Yehudi Menuhin School
and the Royal College of
Music. She has been the
recipient of awards including
the Royal Philharmonic
Society Young Artist Award
2010, a Borletti-Buitoni
Trust Award 2008 and was
BBC New Generation Artists
2005-7. Alina records

for Hyperion Records

and performs on a c¢.1775
Anselmo Bellosio violin
kindly provided by Georg
von Opel.

PERFORMERS

U3paHue The Times,
roBops o TanaHte CumoHa
Jlennepa, oTMeYaerT, 4YTo ero
«hopTenMaHHoe mactep-
CTBO C/IMBAETCA C TOHKOM
BOCNPUUMYMBOCTBIO K
C/IOBaM U ronocy, U ato
HECOMHEHHas peAKoCTby.
OfHa U3 perynapHbIx nio-
LWAAOK ero BbICTYN/IEHUA —
Burmop-xonn B JIoHAoHe,
rAe OH paHee yie Aan co-
BMeCTHble KoHLepTbl ¢ Kpu-
crocepom MansTmaHom,
Anusabert Yorrc, CrechaHom
JNorecom, Cocu BeBaH,
Kpuctodepom Mypsecom n
JloypeHcom 3as30, a TaKke
npeAcTaBUA NporpaMmy 13
TPEX KOHLIePTOB C NeCHAMM
Moseta Mapkca. Takwe ero
napTHepamMu Ha cueHe 6biin
nesubl Kapen Kaprunn
(KapHeru-xonn, Hito-Mopk),
CredhaH [ery (thectvBanb
«PaBWHUA» U DaMUHEYPr-
CHKUI MeRAYHapOAHbIN
thecTuBanb), AHKenuKa
Kupxwnarep (Kopones-
CKu# Teatp Ae na MoHHe,
Bptoccenb), Mapk Maamop
(«3uMHUIA NyTb» LLly6epTa,
LLy6eptnaaa B LLBapueH-
6epre u XoaHemce). B auc-
Korpactuu mysbikaHta CD
Ha TakMUX 3BYKO3anMucbIBaro-
KX nenbnax, kak Universal
Records, ECM, Landor,
Deux-Elles, Stone Records,
Linn Records.
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The Times wrote about
Simon Lepper: “Simon
Lepper, whose prowess

as a pianist is fused with

a real sensitivity to words
and to the voice, is a rarity
indeed.” One of the regular
venues of his performances
is the Wigmore Hall in
London, where were held
recitals with Christopher
Maltman, Elizabeth Watts,
Stephan Loges, Sophie
Bevan, Christopher Purves
and Lawrence Zazzo, and
also were presented a three
concert projects on the
songs of Joseph Marx. Also,
his partners on the stage
were singers such as Karel
Cargill (Carnegie Hall, New
York), Stéphane Degout (the
Ravinia and the Edinburgh
International Festival),
Angelika Kirchschlager (La
Monnaie, Brussels), Mark
Padmore (Winterreise by
Schubert, the Schubertiade
in Schwarzenberg

and Hohenems). The
discography of the musician
includes recordings on such
labels as Universal Records,
ECM, Landor, Deux-Elles,
Stone Records, Linn
Records.
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MUXaua MOpABUHOB
(poccusna / repmaHumsA)

Mmsa nnanucra Muxamna
MopagrHoBa npr1o6peno
M3BECTHOCTb B KOHLIe Ae-
BAHOCTbIX Nocne ero noéea,
Ha KOHKypcax um. Po6eprta
LllymaHa B LiBuKKay (1996)

1 um. PpaHua LLly6epra B
JoptmyHae (1997). OH ¢ aet-
cTBa NPOSABUN HeOpAUHap-
Hbl€ CMOCOBHOCTU K Urpe Ha
thopTennaHo U B LLECTb 1eT
6b11 NpUHAT B MOCKOBCRyIO
My3bIKa/IbHYIO LUKOJY UM.
HecuHbIX, B Knacc TaTbAHbI
3enuKmaH. C otnumem
OKOH4YMN Poccuickyio
aKaZleM1Io My3bIKK UM. MHe-
CUHbIX (Knacc Bnagumupa
Tponna). CtaxkupoBancs

B MaHHOBepe B Bhiclwen
LWKO/Ee My3bIKU U TeaTpa y
npocdeccopa bepHaa MNéuke.
C 2000 roaa cran conmMcTom
MocKoBcHKoi1 rocyaap-
CTBEHHOM aKaleMU4YeCKon
thunapmoHuu, a ¢ 2004 no
2010 roa npenoaasan 8 PAM
WM. THecHHbIX. Ero ucnonHu-
TeNbCKUM CTUNIb HaNOMUHaeT
0 POMaHTHUYECHKOMN LLKoNe
thopTenuaHHbIX MacTepoB
nepBoi nonoBuHbI XIX BeKa.
Ero peneptyap cknagbiBaet-
CA B OCHOBHOM W3 My3bIKH
BEHCKUX KNacCUKOB U
KOMMO3WUTOPOB-POMAHTHUKOB,
a Kpome Toro, BK/OYaeT B
cebA Nnpor3BeaeHUA IMOXU
6apOKKO U COBPEMEHHOCTH
C aKLEHTOM Ha KamepHOMN
My3bIKe.

mikhail mordvinov
(russia / germany)

Mikhail Mordvinov was

first propelled onto the
international stage when

he won the 12" Robert
Schumann Competition in
Zwickau (1996) and the

6t Schubert Competition

in Dortmund (1997). He
showed an extraordinary
level of ability at a very early
age and was accepted

into Moscow’s renowned
Gnessin School of Music at
age six where he studied
under Tatiana Zelikman. He
continued his later studies

at the Gnessin Russian
Academy of Music under
Professor Vladimir Tropp and
graduated with the highest
honours. He then enrolled

at Hanover’s University

of Music and Drama as a
student of Professor Bernd
Goetske. In 2000, Mordvinov
became a soloist at the
Moscow State Academy
Philharmonic and in 2004

he was invited to become

an assistant Professor at

the Gnessin Academy of
Music where he worked until
2010. His performing style
shows great affinity with the
romantic school of the piano
masters of the first half of the
19" century. His repertoire
consists mainly of works by
the Viennese classic and
romantic composers but also
includes baroque and modern
music with a particular
emphasis on chamber music.

nosiMHa oceTUHCKas
(poccus)

YHUKaNbHOCTb UCKYCCTBa
MonnHbl OceTUHCKOM B
TOM, YTO OHO YHUBEpCa/b-
HO: B HEM HanayT OTK/IUK

W LeHUTeNN KayecTBa
chopTenrMaHHOM Mrpbl, U Te,
KOMy Aopora B My3blKaHTe
NPOHWKHOBEHHOCTb, U
NIOGUTENNU KOHLLENTYaNbHbIX
nporpamm. MonuHa Ha4yana
urpaTb Ha posie B Bo3pac-
Te NATU NET, a B LUECTb Ve
JAiana cBOW nepsbli COJb-
Hbl4 KOHLepT B 3ane Bunb-
HIOCCKOM thunapmoHuu. B
BOCEMb COCTOAJICA Ae6loT
NUAHUCTKU C OPKECTPOM.
OKOHYMNA WKONY-/TULIEN
npu CaHKT-lNeTepbyprckoin
KOHCepBaTopuH, a 3aTem

M caMy KoHcepBaTopHio (B
Krnacce MapuHbl Bonb),
npolLwia acCUCTEHTYpy-CTa-
HUPOBKRY B MOCKOBCKOM
KOHCepBaTopWK y npocec-
copa Bepbl lopHocTaesoi.
Mpu hopmrpoBaHUU CONb-
HbIX MPOrpamMmm HepeaKo py-
KOBOACTBYETCA MPUHLMIMIOM
«CTO/IKHOBEHUA»: COYMHE-
HUA KNacCUKOB YepeayeT C
NPOU3BeAEHUAMU COoBpe-
MEHHbIX Komno3uTopoB. Co-
TPYAHUYAET C HECKONbKUMHU
3BYKO3anucbIBaloLWUMK
CTYAUAMM, B TOM YucCne
Naxos, Sony Music, Bel Air
u Quartz . Bolweawasn B
2008 roay ee aBTo6M1Orpa-
¢ua «Mpowai, rpyctb!»
crana 6ecrcennepom.

polina osetinskaya
(russia)

Polina Osetinskaya’s art is
unique also because it is
universal: it will resonate
with those who cherish
technical skills, as well as
with conceptual programs
lovers, and audience who
appreciates musician's soul.
Polina Osetinskaya started
playing piano at the age of
five, and by the age of six,
she has already given her
first recital at the Vilnius
Philharmonic. At the age

of eight, the pianist made
her orchestral debut. She
graduated from the Lyceum
School of the St. Petersburg
Conservatoire and later
from the Conservatoire
itself (class of Marina Wolf),
subsequently undertaking

a postgraduate course at
the Moscow Conservatoire
under Professor Vera
Gornostayeva. In compiling
her solo programs, she

is often guided by the
‘clash’ principle mixing
works of contemporary
composers with classics.
She collaborates with many
record labels, including
Naxos, Sony Music, Bel
Air, and Quartz. Her
autobiography Farewell,
Sadness! was published

in 2008 and became a
bestseller.
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AaHW3aNb Xxanae
(repmanms)

B cBoeli feATeNnbHOCTU He-
MEeLKHIH nMaHucT JaHuanb
Xawnge otaaet npeano-
YTeHUe aKKOMMNaHeMEHTY

W UCMONIHEHUIO KamMmepHOM
My3blKHW. YB/I€YEHHbIN
KOJUIEKLMOHED 3anucen

u obnaparens MNpusa
®depeHua Jlucrta, oH Bceraa
B MOUCKe HOBbIX My3blKa/lb-
HbIX COKPOBMLL, N1 CBOEro
penepTyapa, U ero n10608b
K My3blKe pacnpocTpaHseT-
CAl He TONbKO Ha KNaccuKy,
HO W Ha Axas3s, PoK, non

M (bpaHLYy3CKUI LLAHCOH.
MocToAHHO coTpyAHM4anA

C TaKUMU NeBLaAMH, KaK
Crenna Aydercu, UHre6opr
JaHu, BpurTa Wisapy,
PomaH TpeKenb, AHape
LLlysH u To6uac BepHar,
NUaHUCT TaKe AaBan
KoHUepTbl ¢ Kpuctothom
MperapabeHom, CUMOHOWH
Kepwmec, Jlyroit MuzapoHu,
MoxaHHecom Baitccepom,
PyT Uu3sak, AHHo#i Jllocueit
Puxrep, Hopmoii HayH,
Cubunnoi Py6eHc u Jlota-
pom OauHuycom. C 2011-ro
noz ero XyAoHeCTBEHHbIM
PYKOBOACTBOM €HerogHo
peanuayercs NPOeKT
«JIpHU4ECKUIA canoH: Bo-
Ka/lbHble KOHLepTbl B 3aMKe
J1Tepcbypr». Mpenogaer
B BbicLieit My3biKanbHON
WwKone um. dinepa (bep-
IUH) U Bblicluen wKone my-
3blkU UM. JlucTa (Bermap).

daniel heide
(germany)

Daniel Heide concentrated
singlemindedly on work with
singers and chamber-music
performance. An avid record
collector, the Franz Liszt
prizewinner is constantly in
search of musical gems to
enlarge his repertoire, and
his love of music extends to
other genres such as jazz,
rock, pop and the chanson.
In addition to his regular
work with such singers as
Stella Doufexis, Ingeborg
Danz, Britta Schwarz,
Roman Trekel, André
Schuen and Tobias Berndt
he has played lieder recitals
with Christoph Pregardien,
Simone Kermes, Luca
Pisaroni, Johannes Weisser,
Ruth Ziesak, Anna Lucia
Richter, Norma Nahoun,
Sybilla Rubens and Lothar
Qdinius. Since 2011 under
his artistic direction held
annually the concert

series ‘The lyrical salon —
lieder recitals at Schloss
Ettersburg’.

Daniel Heide teaches at the
conservatoires of Berlin (the
‘Hanns Eisler’) and Weimar
(the ‘Franz Liszt’).

© Dan Brad
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TOMac uenTmanep
(repmanus)

Tomac LenTmaiep Bcemup-
HO M3BECTEH He TONIbKO Kak
CKPMNay-CoJIUCT, HO U KaK
JUPUHEP U UCNONHUTENb
KamepHOW My3blKK. Ero
MeRayHapoaHanA Kapbepa
AUpUHepa B HaCTOALLMIA
MOMEHT cBA3aHa ¢ Kamep-
HbIM opKecTpom CeHT-lMona
(CLLA) n oprecTpom
Musikkollegium Winterthur
(LWBeiuapus), xyaome-
CTBEHHbIM pyKOBOAUTENEM
KOTOPOro OH CTaHOBUTCA

c ce3oHa 2016/2017. Bos-
rnaeuB B 2002-m Kopones-
CKUi opKecTp « CeBepHas
cumcoHuA» (Hotokacn), To-
mac LieTmaiiep npeBpatun
ero B 0AWH U3 BeAyLLUX B
AHIWK, U 3TU NO3ULIUM OpP-
KecTp CoXpaHsAn BNaoTb A0
OKOHYaHUA KOHTPaKTa ¢ Au-
pukepom B 2014 roay. Kak
conuct Tomac LienTmanep
COTPYAHWYaN C TaKUMH
AUpUHepamMu, Kak JaHuanb
BapeH60itv, Hukonayc Ap-
HOHKYP, KeHT HaraHo, cap
CavimoH Pattn, Kpuctod
¢hoH [loHaHbu, dca-lNMekKa
CanoHeH 1 ap. Komnakr-
JUCKM C ero 3anucamu
COYUHEHUIN ANIA CKPUMKK
Noy4YnIU MHOXKECTBO Nnpe-
CTUHHBIX MeRAYHapOAHbIX
Harpaa. OcHoBaTesb U CO-
nuct LeTmaiep-KkBapreTta
(1994). ABnaeTca NoYeTHbIM
JLOKTOPOM Bbicluei WKonbI
My3bIKKM UMeHU . Jlucta B
Bevimape 1 YHuBepcureta
HbloKkacna.
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thomas zehetmair
(germany)

Thomas Zehetmair enjoys
widespread international
acclaim not only as

a violinist, but also a
conductor and chamber
musician. His international
career as a conductor is
defined now primarily by his
position as artistic partner
of the Saint Paul Chamber
Orchestra, USA as well

as principle conductor

of the Musikkollegium
Winterthur commencing
with the season 2016/2017.
Taking the helm of the
Royal Northern Sinfonia

as principal conductor

in 2002, he sculpted it

into one of England’s
leading orchestras during
his term ending in 2014.

As a soloist Thomas
Zehetmair collaborated

with conductors such as
Daniel Barenboim, Nikolaus
Harnoncourt, Kent Nagano,
Sir Simon Rattle, Christoph
von Dohnanyi, Esa-Pekka
Salonen, etc. Thomas
Zehetmair has recorded the
largest amount of repertoire
for the violin; many of his
releases have earned
multiple awards. He is also
the founding member of the
Zehetmair Quartett (1994),
and an honorary doctor

at the University of Music
Franz Liszt in Weimar and
Newcastle University.



KOJIIEKTUBDI

OAVH U3 caMbix BOCTPE6OBaHHbIX POCCUMCKUX OPKECTPOB B
061acTH ayTEHTUYHOIO UCMONIHUTENBLCTBA, KOTOPbIN TaKKe
ycnewwHo pa6otaet U ¢ matepuanom XX Beka. Bbin ocHoBaH
B 2004 roay B HoBocubupcKke avpuxepom Teogopom
KypeHT3ucom, B HacTosLee BpemA 6a3upyetca B Mepmu.
OpHecTp BbicTynan B BeHe, Amctepaame, JloHaoHe, baaex-
BageHe, Maapuae, AbuHax, BepnuHe, JluccaboHe, Mapuke,
XenbcuHKM, Bproccene, Mockee, CaHKT-leTep6ypre.
Pa6oTtaeT No 3KCKIO3UBHOMY KOHTPaKTY CO 3BYKO3anucCbl-
BatoLei cryameit Sony Classical: onepbl Mouapta Le nozze
di Figaro (2014, npemua ECHO Klassik 3a «Jly4wyto 3anucb
roga: onepa XVII—XVIIl Be.») u Cosi fan tutte (2014; 3anucb
2015 roaa no Bepcuu ypHana Opernwelt), B nepcnexTviee
TaKe 3anucb «JJoH HyaHa». Kpome Toro: 2014 — penus
Rameau: The Sound of Light, 2015 — «BecHa cBAeHHasa»
CrpaBuHcKoro, 2016 — «CBage6ka» CTpaBUHCKOro U KoH-
LepT AJ1A CKPUMNKKU C OPKECTpoM YaiKoBCKOro (ConmMcTka —
Martpyuma KonaunHcKkasn). B nepuoa 2008—2010 opKecTtp
musicAeterna cotpyaHuyan c neiténom Alpha: «luaoHa u
OHei» Mépcenna, YetbipHaguataa cumdoHua LLoctakosuua,
Peksuem Mouapra. Mpuyem ux Bepcua «AUAoHbI U dHesa»
(2008), 3anucaHHas ¢ xopom musicAeterna u aHcambnem
neBLOB Bo riaBe ¢ CumoHoit Kepmec 1 [le6opoit Mopk,
OTKpbL/1a HOBYH CTPaHULLY B UCTOPUU UCTOIHEHWUA 3TOrO
npousBeaeHus. OpKecTp musicAeterna npuHMMan yyactue
B TaKKX MexayHapoaHbIx ectuBanein, kak RUHRtriennale,
« Tepputopua», «Aarunes. P.S.», «3onotaa MacKka», Mexay-
HapoAHbIK [lAruneBcKkuin hecTuBanb.
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One of the most in demand Russian orchestras in the field
of period performance, also working successfully with 20"
century music. The musicAeterna orchestra was founded

in 2004 by conductor Teodor Currentzis in Novosibirsk and
currently based in Perm. The orchestra has performed in
Vienna, Amsterdam, London, Baden-Baden, Madrid, Athens,
Berlin, Lisbon, Paris, Helsinki, Brussels, Moscow, Saint
Petersburg. The musicAeterna has signed an exclusive
contract with Sony Classical to record Mozart's operas:

Le nozze di Figaro (2014) won the ECHO Klassik Award
2014 in the category “Opera Recording of the Year (17"/18"
century opera)”, Cosi fan tutte (2014) was named “CD of the
Year” by Opernwelt Magazine in 2015, there are also plans
to release Don Giovanni. In addition, those ones already
released also include Rameau: The Sound of Light (2014),
Stravinsky’s Le Sacre du printemps (2015), and combined in
one CD Stravinsky’s Les noces and Tchaikovsky's Concerto
for Violin and Orchestra (soloist — Patricia Kopatchinskaja,
2016). Between 2008 and 2010 the orchestra released
three discs on the Alpha label: Purcell’s Dido and Aeneas,
Shostakovich’s Symphony No. 14 and Mozart's Requiem.

By the way, CD Dido and Aeneas (2008) with musicAeterna
chorus and sopranos Simone Kermes and Deborah York has
opened a new page in the music history. The orchestra was
a participant of such festivals as RUHRtriennale, ‘Territory’,
‘Diaghilev. P.S’, ‘Golden Mask’, the International Diaghilev
Festival.

© Anton Zavjyalov
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© Olya Runyova

KaMepHbIi Xop musicaeterna
NepMCcKOro Teatpa onepbl U 6aneta
(poccuA)

XyAoHecTBEHHbIM pyKoBoauTenb xopa — Teoaop KypeHTauc.
InaBHbI xopmerictep — Butanui MonoHcKuin. B peneprtyape
Xopa CoYeTalTCA NPOM3BEAEHUA PasHbIX CTUNEN U 30X,

a B UCMONIHUTENLCTBE OTAAETCA NPeArnoyYTeHWe ayTeHTUYHOM
MaHepe. B KoHUepTHbIX NporpaMmax 3By4aT COYMHEeHWA 3a-
PYGEHHbIX KOMMO3UTOPOB 3MOXU 6APOKKO, LWEeAEBPbl PYCCKOM
xopoBoi My3biKK XVIII—XX BB., a TaKKe NpousBeaeHUs
COBPEeMEeHHbIX aBTOPOB. 34eCb KamAblid apTUCT — COJIUCT,

a Bce BMeCTe Nnoj, pyKoBoACTBOM Butanus MonoHCKoro oHu
AOCTUraloT HeBEPOATHOM KOHLEHTPaLUKU U abCONOTHOM
cnameHHocTH. MacTponbHas Kapta xopa BKao4aeT bepnuH,
AdwmHbl, MapuK, JiuccaboH, Fambypr, CaHKT-lNeTep6ypr.
Jletom 2015-ro KONNeKTUB BbICTYNWUA Ha hecTUBane B JKC-
aH-lpoBaHce. U36paHHan avckorpadua: Le nozze di Figaro
(2014, npemus ECHO Klassik 3a «Jlyuwwyto 3anucb roga: one-
pa XVII—XVIII BB.»), Cosi fan tutte (2014; 3anucb 2015 roaa
no Bepcuu HypHana Opernwelt), « CBage6ka» CTpaBUHCKOro
(2016) — Bce BbIWAK Ha nebne Sony Classical. Xop npuHan
yyacTve B 3anucu Buaeo onepbl « Koponesa nHaenLeB»
MNépcenna B noctaHoBKe pexuccepa MNutepa Cennapca u
anpukepa Teogopa KypeHtauca — DVD Bbiwen B 20016
roay Takxke Ha Sony Classical. Xop musicAeterna — Tpuxabl
HOMMWHAHT Ha npemuio Opera Awards.

ENSEMBLES
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musicaeterna chorus
of the perm opera and ballet theatre
(russia)

Artistic Director of the chorus is Teodor Currentzis. Principal
chorus master is Vitaly Polonsky. The repertoire of the
chorus, essentially performed in the authentic manner,
embraces different styles and historical periods. The concert
programmes of the chorus include the works of the foreign
baroque composers, the masterpieces of the Russian choral
music of the 18" — 20% centuries and contemporary pieces.
Each artist of the musicAeterna chorus is like a soloist

and all together under chorus master Vitaly Polonsky they
reach the incredible concentration and absolute consent.
Chorus’s tour map includes Berlin, Athens, Paris, Lisbon,
and Hamburg. In summer 2015, ensemble performed on the
Aix-en-Provence Festival. Chosen discography: Le nozze di
Figaro (2014, ECHO Klassik Award for the Opera Recording
of the Year (17""/18" century opera)), Cosi fan tutte (2014; CD
of the Year by Opernwelt Magazine in 2015), Stravinsky’s
Les noces (2016) — all released by Sony Classical. The
chorus took part in the video recording of Purcell's The Indian
Queen, directed by Peter Sellars and conducted by Teodor
Currentzis. The DVD was also released by Sony Classical.
musicAeterna chorus has been three times nominated for the
Opera Awards.
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graindelavoix
(6enbrusn)

Graindelavoix — 3T0 pa3HONNIAHOBbLINA KO/UIEKTUB U3
AHTBepneHa, yBie4YeHHbIH roflocoM, reHeanoruen Bo-
KaJIbHOro penepryapa U ero B3aMMOOTHOLLUEHUEM C TEJIOM,
uctopueit U mectom. OH 6bi1 ocHoBaH B Hadyane XXI Beka
aHTPOMOJIOroM M 3THOMY3biKoBeAOM BbépHom LLmenbLe-
POM Y MPaAKTUYECKU Cpa3y Hayas CBOW BbICTYM/IEHUA Ha
ny6nuke. Mepsas 3anuck, Missa Caput MoxaHHeca Oxerema,
6bina BbinyweHa B 2006 roay Ha neibne Glossa 1 TyT e
npuHecna Graindelavoix mexayHapoaHy0 U3BECTHOCTb.
HKamzablii HOBbIM NPOEKT rpynnbl HAYUHAETCA C KOHKPETHOIO
My3bIKa/IbHOrO ecTa, NPOU3BEAEHUA UK NPOrpPamMbl, B KO-
TOPbIX YKe 3a10MeHbI NIAaCTbl BpEMEHU U (yHKLMOHaNbHbIe
npaKkTUYeckue acnekTbl. LLMenbuep hakTMyecku npeacra-
Bun ¢ Graindelavoix My3bikoBeaeHWE B AEMCTBUM: Kamaoe UX
BbICTYMN/IEHWEe — 3TO CBOEro poAa BOCKPELLEHUE COYUHEHMA,
BO3POMAEHWE AABHO CYLLECTBOBaBLUMX CBA3EH, HanolHeHUe
WX HOBOW CW/ION.

B KonunKe Harpag Graindelavoix npectu:Han npemus
Edison Award, Tpu npemuu 6enbruickoro paauo Klara,

Mpu3 Lleunnumn 6enbruicKkoro Nnpecc-coobLiectTsa U HECKOb-
KO NpeMUin MeRAyHapOoAHbIX My3blKa/ibHbIX Mara3vHoB,
Brtoyan Classica Répertoire, Pizzicato u Scherzo. B 2011-m
Graindelavoix pa6otan coBmecTHo ¢ AHHoM Tepesoi aAe
HeepcmaKep U ee TaHUeBasbHOM KomnaHWeil Rosas Hag
NOCTaHOBKOM « Ye3eHa», NpeMbepa KOTOPOro cocTosnach

Ha ABUHbOHCKOM thectuBane. C 2015 roga Graindelavoix
aBnserca peauaeHTom doHaa PoliomoHa, ctapuHHoro a66at-
ctBa nog Mapuikem, rae NPOBOAWUT CBOU KOHLIEPTbI U MacTep-
Knacchbl. MOCTOAHHYIO NOAAEPHKY KO/UIEKTUBY OKa3biBaeT
®dnamaHacKoe 06LeCTBO.
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graindelavoix
(belgium)

Graindelavoix is an Antwerp based, multidisciplinary
company with a fascination for the voice, the genealogy of
vocal repertoires and their relationships with the affective
body, history and territory. Graindelavoix was founded in the
early 21 century by anthropologist and ethnomusicologist
Bjorn Schmelzer with public appearances following shortly
thereafter. The first recording, Ockeghem's Missa Caput,
released in 2006 on the Glossa label immediately placed
Graindelavoix on the international scene.

Each new project begins with a concrete musical gesture, a
repertoire or a work which envelops the complex layering of
time and the operative aspects of practice. Schmelzer has
developed with Graindelavoix a kind of affective musicology
in action: every performance is an evocation and activation of
the virtual forces and affects working in the surviving traces
that serve as the starting point.

Graindelavoix won the much coveted Edison Award, three
Klara Music Awards, the Caecilia Prize of the Belgian

Music Press and several awards from international music
magazines such as Classica Répertoire, Pizzicato and
Scherzo. In 2011, graindelavoix worked with Anne Teresa

De Keersmaeker's Rosas dance company in the production
Cesena, which premiered at the Court d'Honneur in Avignon.
From 2015, graindelavoix is in residence at the Fondation
Royaumont near Paris, offering concerts and master classes.
Graindelavoix is structurally supported by the Flemish
Community.

© Charlie De Keersmaecker
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le poéme harmonique
(dbpaHuusA)

MpeBoCXOAHbIM NPpUMEP COBPEMEHHOM UHTEpNpeTaLmn
6apo4Hoi acTeTUKU. OcHoBaH B 1998 rogy AvpuxKepoM
BeHcaHom [iomecTtpom. LieHTpanbHOe MecTo B penepryape
aHcambnA 3aHMMaeT BOoKa/lbHaA U MHCTPYMEHTabHas
My3biKa XVII — Hayana XVIII BeKoB, ogHaKo TBOpYecKas
AEATENBbHOCTb aHCaMb1A NOCTOAHHO oborallaeTca 3a cyeT
B3aMMOAENCTBUA C APYrMMU BUAAMU UCKYCCTBA. AKTepbl,
TaHLOPbI, LIUPKOBbIE apTUCTbI U KYKI0BOAbI NPUCOEAUHAIOT-
CAl K NeBLaM U My3blkaHTaMm B MacluTabHbIX NOCTaHOBKax Le
Poéme Harmonique, Takux Kak « MeliaHWH BO ABOPAHCTBE»
(KomeauiHbIM 6aneT Monbepa — J1oIM, NOCTAHOBLUMK
BenaramuH Jlazap), « BapouHbii KapHaBan» (pemxuccep Ce-
cunb Pycca) v HepaBHAA onepa «luaoHa u JHei» Mépcenna
(peruccepbl Cecunb Pycca u HionbeH Jlio6ek).

Le Poéme Harmonique aKTWBHO BbicTynaeT Bo ®PpaHuum,
racTpo/IMpyeT BO BCeX €BPONEMCKUX CTonMuax, a Takxe CLUA
1 AnoHunK. 3anucu aHcambns Ha nerbne Alpha umenu 60nb-
LWIOK ycrnex y Ny6inKK (HaunHas ¢ 1998 roaa npoaaHo CBbilwe
150 TbicAa4 CD u DVD), a TaKke Nony4ymnu camble BbICOKUE
OLIEHKU KPUTHUKOB.
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le poéme harmonique
(france)

An excellent example of baroque aesthetics during modern
interpretation. Formed in 1998, Le Poéme Harmonique is a
group of soloists, gathered around its artistic director Vincent
Dumestre.The main focus of the ensemble’s repertoire

is vocal and instrumental music of the 17" and early 18"
centuries, however the creative work of the ensemble is
constantly enriched by interaction with other disof art:

circus, drama, dance and puppet theatre. Actors, dancers,
circus artists and puppeteers join its singers and musicians
in large-scale stage productions such as Le Bourgeois
Gentilhomme (a comédie-ballet by Moliere and Lully; stage
director Benjamin Lazar) and Baroque Carnival (directed by
Cécile Roussat) or more recently Purcell’s Dido and Aeneas
(directed by Cécile Roussat and Julien Lubek). The ensemble
actively performs in France and tours in all European
capitals, as well as the USA and Japan. Recordings of the
ensemble on the Alpha label have been very popular with the
public (over 150,000 CDs and DVDs have been sold since
1998) and have received high critical acclaim.
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MepMCcKUiA akaaeMUYECKUI TeaTp onepbl U 6aneta

mm. M. KU. YalikoBCKOoro — oauH 13 ctapeiwnx B Poccum,
6bln ocHoBaH B 1870 roay no MHULMATMUBE HUTENEN ropoaa
Mepmu. B XX BeKe aKcnepumeHTanbHble NOCTaHOBKU

M paboTa KaKk C KIacCUYECKUM, Tak U C COBPEMEHHBIM
My3blKaNbHbIM MaTepUanoM NPUHEC/U TeaTpy CnaBy «onep-
Hoi nabopaTtopuu». BonblLoi cMMbOHUYECKHUIA OPKEeCTp
TeaTpa NnoA pPyKOBOACTBOM [1aBHOIO AWpUKEpa, faypearta
HauwuoHanbHoi TeatpanbHoi npemuu « 3onotas MacKa»
Banepus NnaTtoHoBa UCNONHAET NPOM3BEAEHUA Pa3HbIX 3MoX
W CTUIEA — OT KJIACCUKKU SO COBPEMEHHOCTH, OT LLIMPOKO
M3BECTHbIX counHeHu MouapTa u AgaHa, BKIO4aA Knaccu-
YeCKuWi 6aneTHbIi penepryap, A0 PeAKO UCMONIHAEMbIX onep
MoHTeBepau U thoH Anbbpexta. JIEKTMOTUBOM TBOPYECKOM
paboTbl OPKECTPA C/YHUT OHA U3 NPOrpaMMHbIX 3aja4
TeaTpa — UCMNosHeHUe npousBeseHui Metpa YaiiKoBCKoro,
MMSA KOTOPOIro HOCUT NEPMCKUI My3bIKa/lbHbIM TeaTp —
€AUHCTBEHHbIW B MUpe, rae B pasHble rogbl 3By4anu Bce
onepbl U 6aneTbl BEJIMKOr0 KOMMO3UTOPa.
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The Tchaikovsky State Opera and Ballet Theatre is one

of the oldest in Russia, was founded in 1870 on the
initiative of the people of Perm. In the 20th century, its
experimental productions and its work with both classical
and contemporary material made the theatre renowned

as an ‘opera laboratory’. The Symphony Orchestra under
the principal conductor and winner of the National Theatre
Award ‘Golden Mask’ Valery Platonov performs the works
of different periods and styles from classic to contemporary,
from the well-known works by Mozart and Adolphe Adam,
including classical ballet repertoire, to the rarely performed
operas by Monteverdi and Georg von Albrecht. The
Symphony Orchestra has a leitmotif of the creative life it is
play Peter Tchaikovsky's works. The Perm State Opera and
Ballet Theatre is only one in the world, where In different
periods of history were played all operas and ballets of this
great composer.

© Anton Zavjyalov
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© Pavel Semyannikov

MepMcKuit 6aneT BXOAUT B NATEPKY CaMbIX 3HAMEHUTbIX
KomnaHui Poccun. Tpynna BeAeT CBOKO UCTOPUIO C NepBOro
KpYMNHOro 6a1eTHOro CNeKTaKkns Ha cBoel cueHe — « Hu-
3enb» AfaHa, noctaBneHHoro B 1926 roay. OTaMuuTenbHoOM
4YepToi TPYNMbl ABNAETCA TO, YTO MOYTH BCE TaHLOBLUU-

KU — BbINYCKHUKU OAHOM LLKOJbI, U3BECTHOIrO Ha BECb MUP
MepMcKoro xopeorparUyecKoro yunnuiia, Kotopoe CBOUMU
KOPHAMU CBA3aHO HEMOCPEeACTBEHHO CO 3HAMEHUTbIM
BaraHOBCKUM y4unuilem, 3BakyupoBaHHbIM B Mepvb B
roabl Bropoit MMpoBoiA BOMHBI. MepMCKUiA 6aneT akTUBHO
coTtpyaHudaeT ¢ MapuuHcKum Teatpom, PoHaamu Jxopaika
BanaHuuHa, Jkepoma Po66uHca, Upxu Kunuvana, Yunbama
®dopcaitta, capa KeHHeta MakmunnaHa v capa Ppegepuka
AwrToHa. K cnoBy, nepmcKas Tpynna e4MHCTBEHHaA pOCCUI-
CKaA Tpynna BHe CTO/UL, UMeloLLas B CBOeM penepTyape 6a-
neTbl rnaBHoro xopeorpada XX seka [opaxa BanaHuunHa,
a ero Ballet Impérial B ucnonHeHn1 nepmMcKux TaHLIOBLLUKOB
6bln OTMeYeH poccuiickon HauuoHanbHOM TeaTpanbHOM npe-
muen «3onotaa Macka — 2004» B HOMUHAUUK «Jlyudluni
CMEKTaKby.

C 2009 roaa Tpynny Bo3rnaenseT xopeorpad Anexcei
MupowHu4yeHKo. Moa ero pyKoBoACTBOM NEPMCKUE apTUCTbI
TanaHT/IMBO COYETalOT B CBOEM penepTyape KiacCU4YecKue
NoCTaHOBKM U 6aneTbl cOBpeMeHHbIX xopeorpados. Penep-
TyapHas nonuTtuKa MepmcKoro 6aneta HeoAHOKpPaTHO 6bina
BbICOKO OLIeHEHa NpodeCcCHUOHabHbIM COOOLLECTBOM: ABa
cneunpu3a «3onoto Macku» — npoeKT « Buaetb My3bIKy»
(2012, «3a NoOUCK B COBPEeMeHHOM xopeorpadum») U NPOeKT
«B cTtopoHy Asarunesa» (2013, « 3a BoccTaHOB/IEHWE AAMM-
NIEBCKOro pernepryapa).
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The Perm Ballet is one of the five most famous ballet
companies in Russia. A performance of Adam’s Giselle
opened the first ballet season in Perm in 1926. The Perm
Ballet Company is unique in that it draws most of its dancers
from its own school, one of the most prestigious training
institutions for ballet in Russia. The school’s roots go back
to the famous Vaganova School that was evacuated to Perm
in the Second World War. The Perm Ballet Company actively
collaborates with the Mariinsky Theatre, the George
Balanchine Foundation, the Jerome Robbins Foundation,
and the Jifi Kylian, William Forsythe, Sir Kenneth MacMillan
and Sir Frederick Ashton Foundations. By the way, Perm

is the only Russian ballet troupe besides Moscow and

St. Petersburg which includes the work of the great
choreographer 20" century George Balanchine in its
repertoire. Balanchine’s Ballet Impérial is a recipient of

the National Theatre Awards ‘Golden Mask’ (2004, best
production).

Since 2009 the ballet company has been directed by
choreographer Alexey Miroshnichenko. Under his guidance
the Perm repertoire ably combines classical productions
and ballets by contemporary choreographers. The repertoire
policy of Perm Ballet Company has been highly acclaimed
many times by the professional community: two special
prizes ‘Golden Mask’— the project Seeing the music

(2012, ‘Research in contemporary choreography’) and the
project Towards Diaghilev (2013, ‘Recovery of the Diaghilev
repertoire’).
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KOPONIeBCKUMN
6anet chnaHapum
(6enbrus)

BanetHasa KomnaHus, co3gaHHas B AHTBepreHe B 1969-m
no WHULUMAaTUBE 6eNbrMMCKOM TaHLOBLUMLbI U Xopeorpada
6apoHecchl HaHHbl BpabaH, noHavany 6blna OpUEHTH-
poBaHa npeae BCero Ha KnacCUYecKUi penepryap.
OpHaKko cerogHA Tpynna, B cocTaBe KOTOpOM YyTb 6osiee
40 YenoBeK, — 3TO BCEMUPHO U3BECTHbIN U AUHAMWUYHO
Pa3BUBAIOLMUICA KONNIEKTUB, « NPOPbIBAIOLLMIACA CKBO3b
JAOrMbl akaZleMU4ecKoro TaHua». B ero penepryape 6anetbl
Jopama BanaHuvHa, JoHa KpaHKo, capa PpeaepuKa
AwToHa, Upku Kunuana, Yunbsama ®opcaiita, XaHca BaH
MaHeHa, Kpuctodepa YunaoHa, YariHa Maklperopa, 9asap-
Aa Kniora, MeHa Tetnn u AnekcaHgpa 9kmaHa. B 2009-m
HKoponeBcKuii 6anet ®naHapuu, npeactaBuBluMi B Sadler’s
Wells Theatre (JloHaoH) «Mpenblyas uapa» Popcaiita, 6611
HasBaH «Jlyylien MHOCTPaHHOW TaHLeBa/IbHOM KOMMNaHWen»
no mMHeHuto Critics' Circle National Dance Awards. C 2014
roga Tpynna BXo4auT B cocTaB PnamaHACKoi onepbl U AaeT
CMEKTaKU B ABYX ee TeaTpax — B AHTBepneHe v leHTe. B
ceHTA6pe 2015 roga Tpynny Bo3rnasun xopeorpad Cuan
JNap6u LllepKkayu. MepBaA npembepa Noj, ero pyKkoBoA-
CTBOM — NpoeKT « BaH MaHeH/ LLlepkayu» — crana xutom
TeaTpanbHoro cesoHa 2015/2016.

koninklijk ballet van vlaanderen
(royal ballet of flanders)
(belgium)

Ballet company established in Antwerp in 1969 at the
initiative of Belgian dancer and choreographer baroness
Jeanne Brabants, first took orientation on the classical
repertoire. However, today company of around 40 people
might be rightfully called a worldwide famous and fast
developing ensemble “breaking through the dogmas of
academic dance.” Company’s repertoire includes ballets

by George Balanchine, John Cranko, Sir Frederick Ashton,
Jifi Kylian, William Forsythe, Hans van Manen, Christopher
Wheeldon, Wayne McGregor, Edward Clug, Glen Tetley,
and Alexander Ekman. In 2009, Royal Ballet of Flanders
presented Forsythe’s Impressing the Czar in Sadler’s

Wells Theatre (London), and was named “Best Foreign
Dance Company” by Critics' Circle National Dance Awards.
Since 2014, company has become part of Vlaamse Opera
and performs in its two buildings in Antwerp and Gent. In
September 2015, Sidi Larbi Cherkaoui was appointed Artistic
Director of the company. The very first premiere under his
direction — 'Van Manen / Cherkaoui' project — has become
the huge success of 2015/2016 season.

© Filip Van Roe



KOJITEKTUBDI

ENSEMBLES 193

PoccuiicKko-HemeLKasa My3blKasbHan akaaemua 6bina OCHO-
BaHa B 2013 roay no MHULMATMBE CTYAEHTOB My3blKa/lbHbIX
By30B Poccuu u lfepmaHum, ee XyA0oHeCTBEHHbIM PYKOBO-
AuTenem cornacunca ctatb Banepuit leprues. AHcam61b
«2012» BO3HUK B nepeKpecTHblit o Kynbtypbl 2012/2013
mexay Poccueit u lepmaHueit. B ero cocrtaB BOLIM UC-
nonHuTenu 18-27 net U3 o6emx cTpaH — HaudMHawwue, Ho
yHe 3apeKoMeHAoBaBLUMe ce6A My3blKaHTbl U naypearbl
MeRAYHapOoAHbIX KOHKYPCOB. B penepTyape KonneKkTMBa
NpousBeAEeHHUA U3 «30/10TOro HOHAA» POCCUMNCKOM U HeMeLl-
KO KaMepHOM My3bIKW; COMMHEeHWA, pacKpblBatoLmue mano-
M3BECTHble CTPaHULbl My3blKanbHOM UCTOpUKU XX BeKa, a
TaKMKe NbeCbl TalAHT/IMBbIX MOJIOAbIX aBTOPOB, HAaNUCaHHbIe
cneumanbHo ana aHcambnsa « 2012». 3a nneyamu aHcaméns
BbICTYM/IEHUA Ha KPYMHEeHLWMX My3blKanbHbIX (hopymax
o6eunx ctpaH — MocKkoBcKom lNMacxansHom tecTuBane,
thectuBane «3Be3apbl 6enbix Hoven» B CaHKT-lMNeTepbypre,
BerxoBeHcKkom thectuBane B boHHe, hectuBane MPHIL 360°,
Ha «JHAX My3biku» B Kaccene, opymax « [Metepbyprckuii
aunanor» B Mockse, CaHkT-lNetep6ypre 1 MNotcaame u ap.

Russian-German Music Academy was founded in 2013,
initiated by music students of Russia and Germany. Valery
Gergiev has agreed to become its art director. Ensemble
2012 appeared in Germany/Russia Year of Culture 2012/2013,
and includes performers between 18 and 27 years old from
both countries. Though all of them are young artists, they
have already proved themselves talented ones. Many of the
ensemble members are winners of prestigious international
competitions. Ensemble’s repertoire includes ‘golden’ works
of Russian and German chamber music; lesser known pieces
of 20™ century, and specially written for ensemble 2012 plays
by talented young authors. They performed on major music
forums of Russia and Germany: Moscow Easter Festival,
'Stars of the White Nights' Festival (Saint Petersburg),
Beethovenfest Bonn, MPHIL 360° Festival, Kassel Musiktage,
‘Petersburger dialog’ forums in Moscow, Saint Petersburg,
and Potsdam and others.
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MEPMCKWMW rOCYAAPCTBEHHbIN
AKAZIEMUYECKWUW TEATP
ONEPbLI U BAJIETA

UM. M. . YAMKOBCKOIO

XyA0rKeCTBEeHHbIA
PYKOBOAUTENb TeaTpa
Teopop KypeHT3uc

naBHbIA aUpUKep
Banepwuii MNnatoHoB

MaBHbIM 6aneTmencTep
Anexcer MupoLUHUYEHKO

naBHbIM XOpMeKcTep
Butanuit NonoHcKun

MOMOLHHK XyA0HECTBEHHOIO
pyKoBOAMUTENA
Mapua MutpolurHa

MUcnonHuTenbHbIA AUpEKTOp TeaTpa
lanuna MonylKKWHa

leHepanbHbIM MeHeaHep
Mapk ae MoHu

®duHaHCOBbIM AUPEKTOP
TatbAHa lNywmHa

JUpeKTop No pasBUTUIO
Anna lMNnatoHoBa

TexHUYEeCKU AUPEKTOP
Cepren TenervH

JupeKTop No Npou3BoACTBY
HaTtanba ManbKoBa

TCHAIKOVSKY PERM
ACADEMIC OPERA
AND BALLET
THEATRE

Artistic
Director
Teodor Currentzis

Principal Conductor
Valery Platonov

Principal Ballet Master
Alexey Miroshnichenko

Principal Chorus Master
Vitaly Polonsky

Assistant
Artistic Director
Maria Mitroshina

Executive Theatre Director
Galina Polushkina

General Manager
Marc de Mauny

Financial Director
Tatiana Gushchina

Director of Development
Alla Platonova

Technical Director
Sergei Telegin

Production Director
Natalia Malkova
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MEPMCKWW FOCYAAPCTBEHHbIN
AKAZIEMUYECKWUW TEATP
ONEPbI U BAJIETA

UM. M. U. YAMKOBCKOIO

OTAEN MO OPTAHU3ALIMH B
N NPOBEJAEHWNIO ®ECTUBAJIEU
M KOHKYPCOB

JAunpeKkTop
JarunescKoro ¢ectuBansa
Oner JleBeHKOB

Mpoatocep
JarnneBcKoro tecTtuBans
MapK ae MoHu

PykoBoautenb otaena

Mo opraHv3aLuv U NPoBeAEHUID
KOHKYPCOB U (hecTuBanemn

AHHa KacumoBa

MeHeaepbl otaena
Onbra Nony6uoBa
OKcaHa CepreeBa

TCHAIKOVSKY PERM
ACADEMIC OPERA
AND BALLET
THEATRE

DEPARTMENT
FOR THE ORGANIZATION OF
FESTIVALS AND COMPETITIONS

Director of the
Diaghilev Festival
Oleg Levenkov

Executive Producer
of the Diaghilev Festival
Marc de Mauny

Head of Department

for the Organization of Festivals
and Competitions

Anna Kasimova

Department Managers
Olga Golubtsova
Oxana Sergeeva
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