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NMPUBETCTBUA

Teoaop KypeHT3uc,
Xy40rKeCTBEHHbIN PYKOBOAUTEJb
MexayHapogHoro JarnneBcKoro
thecTuBansa

Mporpamma HblHewWwHero arnnesckoro
thectuBana 6bina NOAroToB/IEHA MPU y4a-

CTUM Hallero Agpyra U HactaBHUKa HHepapa

MopTbe, No3ToMy 3TOT (hecTUBa/b Mbl
nocssllaemM ero ceeTnor namaTu. Hepap
6b11 HaWKUM A06pPbIM aHresIoM, KOTOPbIN
Bceraa Ham nomoran. OH He TONbKO BO3-
rnaBnAan mexayHapoaHoe Hiopu lMpe-
Muu [laruneBa, HO U HacTaBNAN Hac

B Bonpocax hopmMUMpOBaHUA cTparte-
ruu Teatpa. ATOM BECHOM €ro He cTano,
HO AYXOBHO OH HaBcerga c Hamu.
Hepapa MopTtbe He 3pAa HasblBa/U
«/laruneBbIiM Hallero BpemeHu». Ansa
Hero Be/IMKUI UMNpecapuo 6bla Henpe-
peKaemblM aBTOPUTETOM, HO U CaM OH
B NMPUHATUMU peLLeHUi Bbla CTONb Ke
OTBaKeH, KaKk ero Kymup. PeBontoLMOH-
Hble uaeu MopTbe onpeaenunu cospe-
MEHHbIA 06JIMK ONEPHOro UCKYCCTBA.
®decTrBanbLHaA nporpaMmma 3Toro

roga BbICTPOEHa Ha Ny4ylmnx obpasuax
BCeX BeAyLUUX HanpaBieHUA B UCKYC-
ctBe. bapoyHana my3blKa, coBpeMeH-
HaA My3blKka, HEOK/1aCCUYECKUI baner,
MHCTPYMEHTaNbHaA My3blKa, XOpoBoe
MUCKYCCTBO, (heCTUBaJIbHbIA OPKECTP...
lMpu 3TOM HYM O4HO U3 COOLITUM HEBO3-
MO}HO BblAeNIMTb 0c060 — OHU Bce
BaHbl, BCe YHUKa/IbHbl B CBOEM poJe.
Ha Bpemsa dectuansa Nepmb cTaHo-
BUTCA LLEHTPOM CW/Ibl, OTKYAa 6epeT
Hayano 3Hepruvsa 3aBTpalLHero AHA.
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Teodor Currentzis,
Artistic director

of the International
Diaghilev Festival

The programme of this year’s Diaghilev
Festival was prepared with the help of
our friend and mentor Gerard Mortier,
which is why we dedicate this festival

to his blessed memory. Gerard always
helped us and was our good angel. Not
only did he head the international jury of
the Diaghilev Award, but also advised us
on the formation of the strategy of the
theatre. This spring he passed away,

but he will stay with us forever in spirit.
There was a good reason why Gerard
Mortier was called 'the Diaghilev of our
time'. To him the great impresario was an
indisputable authority, but Gerard himself
was as brave at making decisions as his
hero. Gerard Mortier's revolutionary ideas
shaped the modern image of operatic art.
The festival programme this year is built
on the finest specimens of all major fields
of art: baroque music, contemporary
music, neoclassical ballet, instrumental
music, choral art, festival orchestra...

It is impossible to pick out one highlight
from the events, as they are all impor-
tant and unique in their own way. During
the festival, Perm becomes the centre

of power giving energy to tomorrow.
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NAruieB
U Hawe BpemA

Bpems, B KoTopom #un arunes, 6b110
nepesioMHbIM, 6€CMOKOMHbIM, ONacHbIM.

HauunoHanucTuyecKkne HacTpoeHUs nNpu-
BeJI1 K Tpareauu MNepBoit MMPOBOW BOWHbI
M K YHAUYTOMEHUIO cTapoi EBponbl; K
PYCCKOW peBOIIOLMUU U TMBENU NpeK-

Hel Poccuu; 1 nosHe Ko Btopor mupo-
BOW BOMHE U K yHacy awmsma.

EBpPOCO103 BO3HMK U3 3TOr0 KoL-
Mapa M nenjia Kak nonbiTKa co3-
OaTb CTPYKTYPY, KoTopasa caenana
6bl HEBO3MOKHOW BO3HUKHOBEHWE
BOMHbI XOTA 6bl BHYTPU EBponbI.

Hawe Bpems, Ha4ano XXI BeKa, cHoBa 6ec-
NOKOWHO. Pe3ynbTaTbl HeaaBHUX BbIGOPOB
B EBpone roBopAT 0 TOM, YTO JIl0AM CHOBa
oXBayeHbl HaLMOHAIUCTUYECKUMU HACTPO-
eHuAMU. Poccua cHoBa NPOTUBOMNOCTaB-
nset cebsa EBpone, EBpona — Poccum.

B MocKBe 6bITYeT MHEHUE, YTO HEO6XO-
OUMO 3alMTUTBCA OT NnarybHbIX, AeKa-
LEeHTCKUX AB/IEHUM CeroaHALIHen 3anaa-
HOEBPOMNEMUCKON KynbTypbl. Hayanu
roBOPUTb O « KY/IbTYPHOM LLEJIOCTHO-

CTW TEPPUTOPUU CTPaHbI», 06 «yrpo3e
ee Ky/IbTYPHOMY CYBEPEHUTETYY.

MpuxoauTCcA OTMETUTb, BO-NEPBbIX, YTO
JAarunesa, KoTopbim cerogHsa B Poc-
CWM TaK ropAATCA, NPU *U3HU TOYHO
TaKke B NeTepbypre cunTanu AeKaaeH-
ToM. EMy npuwnock nokuHytb Poccuio.

Bo-BTOPbIX, NPeAoMeHHas OLeHKa Ky/b-
TYPHbIX NPOLLECCOB, NPOUCXOAALLUX
ceroaHA B EBpone orpaHM4yeHHas, UCKa-
eHHasA U yTpupoBaHHas. M 4To Takoe
«KYNbTYPHbIM CYBEPEHUTETY», U KaK ero
3awmTUTh? KynbTypa — 3TO KPOBbL B
OopraHusme BCEero 4esioBe4yecTBa, OHa
nepenuBaeTcs U3 OAHOW YacTU opra-
HU3Ma B Apyrylo. Hora He MoKeT cKa-
3aTb: « BoT 310 Mo KpoBb». KynbTypa,
KaK U KpPOBb, HECET NamATb OpraHnu3ma
u o6HoBnsAeT ero. C aTum 6opoTbea 6ec-
noJsiesHo. Y ToyHo B Tene EBponbi.
MprMMepoB BE/IMKOE MHOMECTBO.
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diaghilev
In our time

Diaghilev lived in troubled and dangerous
time of change and transformation.
Nationalistic sentiment led to the

tragedy of the First World War and to

the destruction of ‘Old’ Europe; to the
Russian Revolution and the demise of
ancient Russia; and later to the Second
World War and the horror of fascism.

The European Union has its origins in the
aftermath of this nightmare and was an
attempt to create a structure that would
make the occurrence of another war, at
least within Europe, an impossibility.

Our own times, a century after Diaghilev,
are once again troubled and dangerous.
The results of the recent elections in
Europe show that people are once again
in the grip of nationalistic sentiment.
Russia once again stands in opposi-
tion to Europe, and Europe to Russia.

Increasingly the official line of thought
in Moscow is that it has become
necessary to protect Russia from the
harmful, decadent phenomenon that is
Western European culture today. Offi-
cialdom has begun to speak about ‘the
cultural integrity of the nation’ and of
‘the threat to its cultural sovereignty’.

First, | would like to note that Diaghilev,
of whom Russia is today so proud, was
considered decadent during his lifetime
by that very same officialdom, albeit at
the Court of St Petersburg, and was
forced to leave Russia for a life abroad.

Secondly, the proposed view on the
cultural processes that are taking place in
Europe today is deliberately distorted. And
what, may | ask, is ‘cultural sovereignty’
and how is it to be protected? Culture is
the lifeblood in the body of humankind; it
flows freely from one part of the body to
another. The leg can’t possibly say ‘this
is my blood!’ or, alternatively “this isn’t
my blood!” Culture, like blood, carries
our genetic memory and renews the body
of our society. There is no opposing this



MapK ae MoHu,
reHepanbHbIn
MeHeaxep
MepmcKoro Teatpa
onepbl U 6anera,
npoatcep
AdAarnnescKoro
thecTuBana

Marc de Maumy,
General Manager
of the Perm Opera
and Ballet Theatre,
Executive Producer
of the Diaghilev
Festival

NMPUBETCTBUA

BepHemcsa K AaruneBy. Ero Hacnegue —
HUBOE AOKa3aTe/IbCTBO TOro, YTO Hau-
6onee 6necrsduee UCKYCCTBO poKaaeTcs
OT B3aMMOAEUCTBUA TPaAULIMK, HaLMK,
noaen. UmeHHo 6narogapsa emy pycckas
KynbTypa 6bina npusHaHa B EBpone, 1
npu3HaHa AOCTUKEHUEM €BPOMNENCKON
KY/IbTYPbl — XOTA OHa TaKOBOM ABNA-
nacb ¢ Hayana XVIIlI Beka, n B HeKoTO-
pbIX CBOMUX NPOAB/IEHUSAX eLle paHbLle.

Ero ry3eH Aluma dunocotos ynpexan
JaruneBa B TOM, 4YTO Ha thoHe CObbITUI B
Poccun oH 3aHMMaeTcA KaKoM-TO epyHAON,
TO ecTb TeaTpom. Ha camom pene [aru-
NeB 6bl1 MOIMTUYECKU aHIAMUPOBAHHbIM,
npasga, noxanym, He caMmbiM 3HheKTUB-
HbiM o6pa3oM. Ho oH NoHMMan rnaBHyto
LLeHHOCTb UCKYCCTBA, MOHMUMas, YTO ero
TBOPEHMA MOTYT CTaTb AOCTOAHUEM, pajo-
CTblO U yTELLEHUEM ByAyLLUNX NMOKOIEHUM.

A Mbl 06A3aHbI CEroAHA TBOPUTb TaKHKe

He TOJIbKO A7 cebsa U ANA CBOero noko-
NleHud, a Ana 6yaywmx nokoneHun. Mol
065A3aHbl MPOTUBOCTOATb HEHABUCTH, pas-
PYLUEHWIO, MONUTUYECKUM Urpam C N0AbMU
M C cO3HaHWeM Jitogen. Teatp, My3bl-
KaJibHblX TeaTp B 4YaCTHOCTHU, HE MOMET

He 6bITb NOJIMTUYECKUM, OH TAKOBbIM

6bIn Bceraa, HauuHasa ¢ MoHTeBepam.

Haw meHTOp, HEAABHO yweAwWwni U3
Hu13HU Hepap MopTbe, pedhopmaTop
W BLOXHOBUTE/Ib OMNEPHOro UCKYCcCTBa
Hallero BpeMeHH!, BCIO HU3Hb OTCTa-
MBan NoJIMTUYECKYIO ponb TeaTpa. o
nocnegHero 60posicsa ¢ HEHaBUCTLIO,
npu3biBan K 106BU U TONIEPAHTHOCTH.

Onepa «HocdepaTy», MMPOBYIO NpemMbepy
KOTOPOM Mbl NpeacTaBnfaem Ha [arnnes-
CKOM (hecTUBane B aTOM roay, — MOAU-
TUYecKoe AencTtBue. Kamabiv AeHb U3
pasHbIX Yr/1I0B CBeTa AOHOCATCA yiaca-
lolLUe CBeAEHHA O HKECTOKOCTH Yeno-
BeKa Haz 4yenoBekoM. Mbl, Kak 1 Hoc-
tdepaty, npebbiBaem Bo mpake. OgHo
MCKYCCTBO CMOCOGHO HanomMuHaTb Ham,
yeM Mbl OT/IMMaeMcH OT 3BepeM, Harmno-
MWHaTb HaM, YTO Mbl JIOAWU, OAHO UCKYC-
CTBO CMocobHO cnacTu Hac OT Kpaxa.
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flow. And certainly not within the body of
Europe. There are numerous examples.

Let us return to Diaghilev. His legacy is
proof that the most brilliant art is born of
the interaction of traditions, nations and
people. It is thanks to him that Russian
culture was recognised in Europe itself
as a superb achievement of European
culture — though the truth is that Russian
culture was a European phenomenon
from the early 18th century, and, in certain
aspects and expressions, even earlier.

Diaghilev’s cousin Dima Filosofov, who
fled to Warsaw where he kept up a steady
stream of anti-Bolshevik activity, berated
him for wasting his time with nonsense —
that is, theatre. In fact Diaghilev was polit-
ically engaged, although he was perhaps
not terribly efficient in this respect. But
above all he understood the lasting value of
art and knew that his creative work would
become a legacy for the future, a source
of joy and solace to future generations.

We are obliged to create not only for
today and for our own generation, but for
future generations too. We must confront
hatred, destruction, and the games that
politicians play with entire peoples, their
minds and their hearts. Theatre, and in
particular musical theatre, cannot be
apolitical — from the very beginning with
Monteverdi, it has been a political artform.

Our mentor, Gerard Mortier, the great
reformer and visionary producer of opera
in the 20th century, spent his entire life
advocating the political role of theatre.
Up to the very last he stood up against
prejudice, bigotry and hatred and called
for love, justice and compassion.

The opera Nosferatu, which we present

at this year’s Diaghilev Festival, is a polit-
ical piece. Every day from different parts
of the planet we hear horrific stories of
inhuman behaviour and cruelty. We, like
Nosferatu, are plunged in darkness. Only
art sets us apart from beasts, only art can
remind us of what it really means to be
human, only art can save us from collapse.



Teonop KypeHT3uc
o 'Hepape MopTbe

Teodor Currentzis
about Gerard
Mortier
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NyTb B UHOW
dopme

Jpamatyprusa, Kotopasa crapaetca o6om-
TUCb 6€3 CTO/IKHOBEHUM.

CneKTaK/M, KOTopble He KPUTURYIOT Hally
HU3Hb.

3ambicnbl, 60LMECA AUCCOHAHCOB.
ApTUCTbI, KOTOPble 6ECKOHEYHO NapAT Ha
NOBEPXHOCTU COLMANLHOrO UCKYCCTBEHHOro
pas.

HKakoit Bo Bcem 3ToM cmbicn?

fl He NoHKMMan, roBOpUAN N Mbl Ha «BbI»
WU Ha «TbI», MOTOMY YTO 06Lla/UCb
No-aHrMMMUCKM.

OH MHe roBopun:

«MeHA He BONIHYET HUKAKOM CKaHAan, eciu
£l YYBCTBYIO, 4YTO Y NPOU3BEAEeHUA eCTb
WUCTUHHaA LeHHocTb. MycTb OHU npoTe-
CTYIOT, MYCTb OHU BOMAT, 3TO BO UMSA UX Ke
6nara».

B Apyroi pa3s nomHio, Kak, NoA06HO
comHambynam, Mbl XO4W/IU 3@ KyIMcaMu
Bastille, B To Bpems Kak B 3ane pesena
Bo3MylLeHHas Tonna. OH B3N MeHA 3a
PYKU U CO CHACT/IMBOM YNbIGKOM CKasan:
«Bbl cabiwmnTte? 310 U ecTb [yTb».

Hepap 6bin1 4eNnoBEK 04YEeHb YYBCTBUTE b~
HbI1 W, A AarKe cKasan 6bl, CECHTUMEHTa/b-
HblH1, YTO U3 CTECHEHUSA, KaK MHe KameTcH,
TLATe/IbHO CKpbiBas. Y Hero 6b1U10 Be/IMKO-
lernHoe 4YyBCTBO lOMOpa, KOTOpoe No3BOo-
NIAA10 eMy NMPOCTO U TOYHO paspellrTb
CNOMHYI0 cuTyauuto. OH CTpacTHO Hamaan
OTKPbITb MUPbI cobna3Ha B UcKyccTBe. OH
o60an BbI30B, U BbI30B 0060Man €ro.
HoBble aoporu, HoBble MaHUtecTbl. U npu
3TOM OH BCErja ocraBaJ/iCl BEPHbIM CTapou
Apy#o6e. OH 6bl1 B KAKOM-TO CMbIC/le apu-
cToKpart. U rmaBHbIMM YepTamu, onpeaens-
IOLLMMU €ro JIMYHOCTb, OblIM 6e3MEPHOE
61aropoACTBO U CamMOMNOMepTBOBaHUE Mo
OTHOLLEHUIO K CBOMUM APY3bAM.

Bclo cBOO #MU3Hb OH NMPOBEeN B CYpOBbIX
CparKeHUAx paau 06HOBNEHUA, paau PeBo-
JIIOLLMOHHOrO AlyXa B UCKYCCTBE, HO Ha
camMoMm gene, Aymato, 3TU CpareHUs U 6bIIn
camouenblo. Kak Boaa, KOTOPOW HYHKHO
NoCTOsHHOE ABUHKeHWe, YTObbl OcTaBaTbCs
HUBOM.

YacTo A emy roBopui, 4To OH — caMbli
6yprHyasHbIi aHapXUCT, KOTOPOro A BCTpe-
yasn, U OH Bceraa ynbibancs.

MopTbe co3aan NpoCTPaHCTBO C 0COGEH-
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the path in
a different form

Dramaturgy that tries to avoid conflicts.
Performances that don’t criticise our life.
Ideas that are afraid of dissonance.
Artists who hover eternally above

an artificial social paradise.

What’s the meaning of it all?

| didn’t know how formally we
addressed each other, because our
communication was in English.

He used to tell me:

‘l don’t care about any scandals

if | feel that a composition is truly
valuable. Let them protest, let them
yell, it’s for their own good.’

Once we wandered behind the scenes
of Bastille, like sleepwalkers, while the
audience was roaring in anger. He took
my hands and said with a happy smile:
‘Can you hear? This is the Path.’
Gerard was very sensitive and, I'd even
say, sentimental, which he carefully
concealed, probably out of modesty. He
had a great sense of humour that helped
him resolve a complicated problem
easily and accurately. He longed to
open worlds of temptation in art. He
loved challenges, and they loved him.
New ways and new manifests. At the
same time he had always been true to
old friendship. In a sense he was an
aristocrat. The main features that defined
his personality were great nobility and
self-sacrifice towards his friends.

He had spent all his life in intense
battles for the sake of renewal and
revolutionary spirit in art, but | believe
that these battles were actually an

end in itself. Like water that needs
constant movement to be living.

| often told him that he was the

most bourgeois anarchist | had

ever met, and he always smiled.
Mortier had created a space with a
special climate, ‘not for everybody’.
But today it is the only environment
where the world of art can live and
breathe creating spiritual values.
Nothing came to him without a struggle
or resistance, so protective antibodies
against battles were generated in his
inner creative system. Even in those rare
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HbIMW KNIMMaTUYECKUMHU YCIIOBUAMM, «HE
ana scex». Ho ceroaHAa Takon Knumat —
€AUHCTBEHHbIe YCNI0BUA, rae MUP UCKYC-
CTBa MOMET MUTb U AblllaTb, CO3UAanA
[OYXOBHbI€ LeHHOCTH.

Emy HM4ero He aaBanocb 6e3 60pbobIl, 6e3
COMPOTUB/IEHUA, U B ero BHYTPEHHEN TBOP-
4YeCKoM opraHvW3auuy BbipaboTaNUCh 3alLuT-
Hble aHTUTENa oT cpameHui. [lake B Te pea-
KWe MOMEHTbI, Koraa He 6bl10 HUKaKKUX npe-
rpag, OH cam UX co3gaBan U nNpeogosieBan,
NMOTOMY YTO HE MOr CYLLEeCTBOBaTb B APYromM
COCTOAHMM.

OH oTKasasncsa OT BCEX OPUEHTUPOB U KOM-
nacoB W B 3TOM MJlaBaHWUU B HUKyAA U30-
6pen cBOM COBGCTBEHHbIM HaBUraTop.

A 6bI ckasan, uMtupya boanepa:

«All for this world.

Anyway out of the world».

fl ero NoMHI0 nocne BEIMKONENHOM
«Iphigénie» Bapnurosckoro B Palais
Garnier, Korga pasbsApeHHas ny6iMKka Kpu-
yana «Mortier au feu!» («MopTbe Ha
KocTtep!») U OH, CKpbiBas 06buay, oTBevan

C NOJIHOW UPOHMU YJIbIGKOM:

«Hy 4T0 X, A, N0 KPalHen mepe, CTaHy
nepBomn HactoAwen MaHHoM A'ApK B
onepe».

BcnomuHana Hawu 6eceapbl ¢ MopTbe, Koraa
OH, YBNE€KasACb CBOUMMU MbIC/IAMU, BAPYT
nepexoaun Ha paHLy3CKUM U UCNAHCKUK,
Al B KOHL,e KOHLLOB MOHSAJI, YTO OH 06pa-
Lanca Ko MHe Ha «tu».

B anoxy 60nbluoro KatakauMama, B roabl
ncesaonpenaHun, rae-to B KoHue 1960-x
onepa 6blna 3ak/yeHa B TEeMHULYY KOHcep-
BaTuama. Monogoit Hepap ¢ aApyrumu
paavKkanamMuv opraHW3oBbIBanu 6ecrnopAaaKU
B 3aMLUeNbIX OnepHbIx Teatpax benbruu.
OHu TpeboBanu, 4To6bl onepa rosopuna
YenoseKy 0 Yenoseke, 4To6bl UICKYCCTBO
cTano nonutudeckum. Meutanu o Tex
pecdopmax U 0GHOB/IEHUU, KOTOPbLIE YiHKe
CyLLecTBOBa/IM B KUHEMaTorpade, TeaTpe U
KUBOMMUCHU TOr0 BPEMEHHU, HO abCOJIIOTHO
OTCYTCTBOBa/IK B onepe.

Mo3gHee oH GyaeT Aenatb XoAbl BHE « Lax-
MaTHOM AOCKU» CBOEro BpemMeHHu, co3aaBasi
Apyrue npaBufa HanpsAKeHUs, HaTAKEeHUA
W NPaBU/bHYIO AUCTaHLMUIO, BCE TO, YTO
Cepbe3HbIr ONepHbIM OpraHU3M ceroaHA
cyMTaeT camo coboM pasymeroLUMCA.

Kak onucatb nyywe:

Neuenfels, Marthaler, Cambreling, Wilson,
Lachenmann, Viola, Sellars, Mussbach,
Minkowski, Platel, Haas, Abramovic, YepHs-
Ko, Haneke, Kabarkos, BapnMkoBcKui, etc.
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moments when there were no obstacles,
he himself created and overcame them,
because he couldn’t live otherwise.

He refused to use any landmarks and
compasses and invented his own
navigator in this sailing nowhere.

| would recite Baudelaire:

‘All for this world.

Anyway out of the world’.

| remember him very well after magnifi-
cent Iphigénie by Warlikowski at Palais
Garnier, when the furious audience
shouted ‘Mortier au feu!” (Mortier

to the stake!). Hiding his offence,

he replied with an ironic smile:

‘Well, at least | will be the first

real Joan of Arc in opera.’

Recalling our conversations with Mortier
and how he would suddenly switch

to French and Spanish in the flow of
his thoughts, | have finally realised

that he addressed me with ‘tu’.

In the epoch of the great cataclysm,

in the years of pseudo-legends, at

the end of the 1960s opera was put in
prison of conservatism. Young Gerard
and other radicals organised riots

in old-fashioned opera theatres in
Belgium. They demanded that opera tell
Man about Man and art become polit-
ical. They dreamt about reforms and
renewal that had already occurred in
cinema, theatre and painting, but were
completely absent in opera at that time.
Later he would make moves outside
the ‘chessboard’ of his time, creating
different rules of suspense, tension

and the right distance, everything

that a serious opera organism
considers self-evident today.

How to describe it better:

Neuenfels, Marthaler, Cambre-

ling, Wilson, Lachenmann, Viola,
Sellars, Mussbach, Minkowski, Platel,
Haas, Abramovic, Tcherniakov,
Haneke, Kabakov, Warlikowski,

etc.

In Salzburg he had big battles to

save the Beauty from the ‘Beauty’.
Bombarding the public with ‘rockets’ of
urtext editions and non-canonical reper-
toire. He created a new guard of artists to
protect imagination from pseudo-legends.
‘We had come to see Fledermaus, and
it wasn’t Fledermaus!’ cried protesters
at the entrance of Festspielhaus.

He was taken to court, and
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B 3anbubypre oH AaeT KpynHble CpaMeHus,
4yTO06bI cnacTu Kpacoty ot « KpacoTbi».
3abpacbiBas Ny6/UKY « pakeTaMmu» U3
YPTEKCTOB U HEKAHOHWYECKOro penepTyapa.
OpraHu13syeT HOBYIO rBapAuvio apTUCTOB ANA
3aliuUTbl BOOOpaXKeHUs OT ncesaonpesaHus.
«MbI NpUWAKM NOCMOTPETL Ha
«Fledermaus», ¥ 310 6bln1a He
«Fledermaus»! — Kpuyanu AeMOHCTPaHTbI
nepea Bxogom B Festspielhaus.

Ha Hero noaanu B cya, U OH BbiUrpan Aeno.
MoTtom OH ckaszan:

«/[Jla, aTo 6bina He ux "Fledermaus"».

Mapy pa3 HawW coBMeCTHble NPOEKTbI
coBnaganv c BenMkum noctom, U OH Bceraa
ocBo60OKAaNn MeHs oT cnekTakna B CtpacT-
Hyto NATHULY. MNocneaHW pas oH pelnn
NPUroToBUTb MHE NMOCTHYIO eay V cebs
noma. MomHIo, OH BapW/ OBOLLM Ha CBOEW
KyxHe B Maapuae 1 BMecTe C HUMWU KUNenu
HallK 3K3UCTEeHUUaNbHble PasroBopbl.
CraBua1cb BONpochl:

Y710, B KOHLIE KOHL,0B, O3Ha4aeT Bbl6op B
HU3HU?

YT0 Takoe [lobpoaeTesb U YTO TaKoe
MNMopoyHocTL?

KaKylo posb gna mupa v ANA Hac camux
6yaeT urpatb BbI6OP MYyTH, MO KOTOPOMY Mbl
nongem?

Bot 0 yem s A0 cux nop Aymato, Koraa B
MbIC/SIX pa3roBapuBato C HUM...

Mouemy 6bl U HE CMUPUTBLCA C CYLLECTBYIO-
MM MOPSAKOM U Tpaauumen?

Moyemy Henb3A yBUAETb KPacoTy HAUBHbIM
B3rNA40M TOMbI U MOYYBCTBOBaTb 31O~
puio?

Mouyemy 6bl U He pasAenUTb UX BUAEHHE
KpacoTbl U MAbITb MO UX TEYEHUID?

Mouyemy Hago cpaMaTbCa CO CBOeM TeHb?
Kto ecTb OHKU?

Moyemy Hy}KHO pa3spesaTb CBO (haHTa3uio
TaK rny6oKo, 4To6bl y3HaTb, €CTb JIX TaM
YUCTbIMA UCTOYHUK?

Moyemy Hy*KHO y6MBaTb, BOCKpellaTb U
NnoToM CHoBa y61MBaTb CBOU MbIC/IM, YTOObI
OHM cKasanu Tebe npaBay?

Moyemy Hazo 6bITb HECHACTHbIM, 4YTOObI
cTaTb cYacTiMBbIM?

Mouyemy Tbl AONHEH ObITb OKPYHEH Kyyei
3K3UCTEHLMANbHBIX U ObITOBbLIX NPO6GIEM U
06LLeCcTBOM, KOTOpPOE xo4yeT Tebsa pacTep-
3aTb?

Moyemy, Koraa obwecTBo Bpoae 6bl Ha4n-
HaeT Tebsa NoHMMaTb U BUAETb TBOIO LiEJIb,
Tbl JON*KEH MOMEHTa/IbHO U3MEHUTb Kypc?
lMouyemy Hy*KHO BbIGpaTb TaKOM C/IOKHbIN
NyTb CTOIKHOBEHUI U B3PbIBOB?..

WELCOME MESSAGES

he won the case. Then he said:

‘Yes, it wasn’t their Fledermaus.’

Once or twice our collaborative projects
coincided with the Lent, and he always
gave me a day off on Good Friday. Last
time he decided to make Lenten food
for me at his home. | remember how he
was boiling vegetables in his kitchen in
Madrid, and how our existential conver-
sations were boiling along the way.

We wondered:

What, after all, does choice mean in life?
What is Virtue and what is Vice?

What role does the choice of our path in
life play for the world and ourselves?
That’s what I’'m still thinking about
when | talk to him in my mind...

Why don’t we accept the existing

order and tradition?

Why can’t we see the beauty with naive
eyes of the crowd and feel euphoria?
Why don’t we share their vision of

the beauty and go with the tide?

Why should we fight with

our own shadow?

Who are they?

Why should we dissect our imagina-
tion so deeply in order to understand

if it has a pure source inside?

Why should we kill, revive and kill our
thoughts again for them to say the truth?
Why should we be miserable to be happy?
Why should you be surrounded by lots of
existential and mundane problems, and
society that wants to tear you to pieces?
When society starts to understand

you and see your goal, why should

you rapidly change your course?

Why should we choose such a difficult
path full of conflicts and explosions?..
...maybe because it is the very Path.
The Path of brave delight.

The Path that flirts with the

unknown in man.

The Path in a different form.

Not one where you go down walking up,
but where you walk up going down.

A utopian plan of some other life

where nobody promises anything.
Nothing.

Everything is for the sake of Nothing.
So, in my thoughts | keep

asking Gerard, ‘Why?’

Until the very end he had been fighting
with everybody. Like our Macbeth in
Novosibirsk, in his collapsing house,
surrounded by enemies, holding a
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... HaBepHoe, MOTOMY YTO 3TO U eCTb TOT
camvbiv lMyTb.

[yTb CMenbIX HacnaMKaeHUN.

[yTb, KOTOPbLIK GAUPTYET C HEU3BeaaH-
HbIM B YeJIOBEKe.

MyTb B MHOM thopme.

He TOT, B KOTOPbLIM Thbl CYCKaellbCA, NoA-
HUMaACb, a TOT, B KOTOPbIX Tbl MOAHUMA-
elbCcA, CNyCKanAcCh.

YTONUYEeCKUI NNaH APYror HU3HHU, rae
HUKTO HUYEro He obellaer.

Hwuyero.

W Bcé ato pagu oaHoro Huuero.

M TaK A MbICIEHHO NPOAOJIHKA0 CnpaLlu-
BaTb Mepapa: «[Moyemy?»

Jlo camoro KoHLa OH cpaasca co BCEMW.
Kak Tot Haw Mak6eTt B HoBocuM6UpCKe,

B CBOEM pyLIaLLEMCA A0Me, OKPYHKEHHbIN
Bparamu, Aepa KapTy ropoga U cocTtas-
NAA HOBbIA 6e3HaZleXHbIM cTpaTervye-
CKWM NN1aH HacCTYMJIeHUs.

«f Xo4y BbIXUTb, YTOGbI NPOAOMKATL
noaJep:uBaTb Bac, — roBOpW/1 OH. —
Ecnu BbixkuBy, npueay B MNepmMb Ha Ce30H,
M Mbl NPaBWIbHO HacTPOUM paboTy B Tea-
Tpe».

Mepap HUKorga He Nonb3oBancA KoM-
nbtotepoM. OH Bcerga nucan MHe NMcbma
OT PYKKU. Ero noyepk 6bI710 TaK e CNOHKHO
NOHATb, KaK, COGCTBEHHO, U ero NyTb. Y
Hero Bceraa 6bi1 ¢ cobor 6JI0KHOT, Kyaa
OH, CTPAHCTBYA NO LUMKapHbIM pecTopa-
Ham MUpa, BHOCW/1 3aMETKU, UMeHa U
Aatbl Ana 6yaywux « Pesonouniny.
OpHamabl B bploccene a gaxe Buaen

Yy Hero uagaHHbli Kanedaapb 40 2020
roga. «lna onTUMUCTOB», — rOBOPWJI OH,
CMeAcCh.

Bcerpa npu ranctyke, B TEMHO-CUHEM
KoCTIOMe, He6O/IbLLOro POCTa Ye/IOBEK C
noprtdenem B pyKkax, OKYTaHHbI o61akom
apomarta Givenchy. Takum oH 6b11. Moa-
pbiBan CUCTEMY, KaK 3aK/IIOYEHHbIN poeT
noAKorn, 4Tobbl BbIWTU Ha cBo6OAY.

OH cparkancs 3a Bcex Hac, 0AWH NPOTUB
BCEX.

He xo4y noKasaTbCs CEHTUMEHTaJ/IbHbIM,
HO (haHTa3usA 4acTo YHOCUT MEHSA B €ro
JINYHYIO MUGONOTUI0 UMEH, NULL, BUTB,
KoTopble 6blIM AaHbl C UX Nobegamu U
nopaeHuaAmMU. ToNbKO ceryac A NOHU-
Mato, 4TO 32 MHOrTMMM NMPOABAEHUAMU
apTUCTUYECKOM paguKabHOCTH, 3a
HOBOW BOJIHOM CUHTETHMYECKOro TeaTpa,
3a KpYTbIMK 06pbiIBaMU COBPEMEHHOIO
MUCHyCcCTBa — 3a BCEM 3TMUM Al 4acTo
BCTPEeYalo YesioBeKa B rajiCTyke U ¢

WELCOME MESSAGES

city map and creating a new and
hopeless strategic plan of attack.

‘l want to survive to keep supporting you,’
he said. ‘If | manage, then | will come to
Perm for a season, so we can correctly
organise the work of the theatre.’
Gerard had never used a computer. He
always wrote me letters by hand. His
handwriting was so difficult to under-
stand, as well as his own path. He
always carried a notebook with him and,
wandering about luxurious restaurants
all over the world, wrote down notes,
names and dates for future ‘Revolutions’.
Once at his home in Brussels | even
saw a calendar until 2020. ‘It’s for
optimists,’ he said laughing.

A short man with a briefcase, always
wearing a tie, a navy blue suit and

the scent of Givenchy. That’s what

he was like. He undermined the

system, like a prisoner who under-
mines walls to break free.

He fought for all of us, one against all.

| don’t want to sound sentimental, but my
imagination often carries me away to his
personal mythology of names, faces and
battles, with their victories and defeats.
Only now | understand that behind many
manifestations of artistic radicalism,
behind a new wave of synthetic theatre,
behind the steep cliffs of contempo-
rary art — behind all that | often see

a man in a tie and with a briefcase,

who is fighting with the reality in luxu-
rious restaurants of expensive hotels.
And | had the honour to invite him for

a dinner, as a little token of appre-
ciation. The dinner was held in

the dining room of the house that
belonged to Sergei Pavlovich Diaghilev
himself. The only house owned by
Sergei Pavlovich is in Perm.

Diaghilev was Mortier’s absolute

hero, and their lives and fates were
quite similar. Liberalism is the

main thing that united them.

This strange and illogical power: love
for the defeated, love for outcasts, for
dissonance and self-denial, attrac-

tion of the tongue to a bad tooth...

To find heaven through resist-

ance and defeat.

Eventually, all wounds become precious.
All sufferings caused by the fight
against a current are Delight.

Our dreams are struggling in orchestra
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noptcdenem B pyKax, 6bloLleroca ¢ peasb-
HOCTbIO B POCKOLLHbIX pecTopaHax 40po-
rux oTenemn.

M a yaocTouncsa 4ecTy NpUrnacuTb ero Ha
YHUH — KaK caMblii Masiblii 3HaK NpU3Ha-
TENbHOCTU. ITO 6bIT YKKUH B CTOJIOBOM AoMa
camoro Cepres MNaBnosuya Aarunesa.
EauHcTBeHHbIM aom Cepres MNaBnosuya —
B ropoze lepmb.

JarvneB 6bn1 ana MopTbe a6CoNOTHBIM
repoem, ¥ BO MHOFOM WX }U3HU U CyAbObl
6bI1K NoxoxHu. JlInbepanusm — rnaBHoe,
YTO UX 06BLEAUHANO.

370 cTpaHHaA, anorvyHasa BnacTb: NH060Bb
K NoGerKaeHHOMY, II060Bb K U3rHaHHURY,
OMUCCOHAHCY, CaMOOTPEYEHHIO, TAra A3biKka
K UcnopyeHHomy 3y6y...

Yepes conpoTMBiieHUE U NopareHue obpe-
CTU pan.

M HaKoHeL BCce paHbl CTaHOBATCA Aparo-
LleHHOCTAMM.

M Bce cTpaaaHuA ot 60pb6bl NPOTUB TeYe-
HUA — BocTopr.

B opKecTpoBbIX Noa3emenbax 6bl0TCA Halr
MeuYTbl, B COMHEHUSAX CpaaloTca ¢ 3abse-
HUEM JIMYHOCTH, KYCaACb U Lapanasch.

U Te, KTO CUAMT nepes Hamu, NOMMYT,
TOJIbKO KOrza nNpuaeT OroHb.

U Te, KTO 3a HaMK1, BO3HEHABUAAT, @ NOTOM
6yayT Hac oniakueaThb.

M A nomHI0 ero Bceraa cMAALMM MO JIeBYIO
PYKY B NepBOM psAy, CONPOBOHKAAIOLLUM
MeHSA € I060BbLI0 B 60/bLUMX « OMapaxy».
MocTosiHHO, yBEPEeHHO, 6ECKOPbLICTHO...
MoTomy 4TO OH XOPOLLO 3Ha/, YTO BCE OPKe-
CTPOBbI€ AMbl COEAWHEHbl O4HOM NyavyLen
NPOoCcb6OM HUHKHErO MUPa K BEepPXHEMY, TbMbl
K CBETY.

Bce opKecTpoBble fiMbl BCEro Mmupa coegu-
HAKTCA OAHON TAUHCTBEHHON PEKOMW...

A He 3Halo0, 3a4eM A BCE 3TO NuLly, JULb
xoTen 6bl NPU3HaTLCA MOEMY ApYry, 4To A
BCeraa c Jlo60Bblo o6pallanca K Hemy Ha
«TbI». YBbl, B @HIJIMACKOM «Tbi» U « Bbl»
3BYy4aT OAUHAKOBO, U, MOMET 6bITb,

Tbl MeHA He NOHAN, KaK YacTo 6biBaeT

B }XU3HU — caMoe [/1aBHOE YCKO/b3aeT

B nepeBoje...

A Tenepb, Koraa Tbl OTNPaBUACA B nyTelle-
CTBME MO MUhUYECKON peKe moen PoguHbl,
6yAb YBEPEeH, 4YTO BCe HaxoAsAwmMeca TaM
6yayTt annogupoBaTtb Tebe cTos.

M noaoyHUK He Bo3bMeT ¢ Tebs nnarty.
Mocnywai, 4to A Tebe cKaxKy HanocneaokK,
[0 Toro, Kak Tbl 3abyaelb Hac B CTUKce:
Cnacwuo6o.

WELCOME MESSAGES

dungeons. Encompassed with doubts,
they are fighting with personal

oblivion, biting and scratching.

And those who sit in front of us, will
understand it only when fire comes.
And those who are behind us will

come to hate and then mourn for us.

| remember him always sitting at

my left hand in the first row, lovingly
accompanying me in big ‘fires’.
Constantly, confidently, selflessly...
Because he knew quite well that all
orchestra pits are connected with one
tearful request from the lower world to
the upper world, from darkness to light.
Orchestra pits all over the world are
connected with one mysterious river...

| don’t know why I’'m writing all this.

| just want to confess to my friend that
there has never been dry formality

in my warm address to him. Alas, in
English there is no difference between
formal ‘you’ and informal ‘you’, and
maybe You didn’t understand me,

as it often happens in life — the main
things are lost in translation...

Now, when You have gone on a voyage
along the mythological river of my Moth-
erland, be assured, all people present
there will give You a standing applause.
And the ferryman won’t charge You a fee.
Listen what | tell You in conclusion,
before You forget about us in the Styx:
Thank You.
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19.06

11:00 12+

@& Jom Aarunesa

OTKpbITUEe MexXayHapoAHOro CUMMMNoO3nyma
«lArnneBcKHUe YTEHUA»

19:00 12+

@ [epMCKUIM akageMUYecKUi TeaTp
onepsbl U 6aneta
OTKPbLITUE ®ECTUBANA

Bek TaHua: CtpaBUHCKUK — BanaHuyuH
Beuep onHOakTHBIX 6aneTOB

AnonnoH Mycarer

Py6uHbI

(Kanpuyuuo gna doprennaHo

C OPKEeCTpPOmMm)

*  Poccuiickasa npembepa

CumdOHUA B TPEX ABUHEHUAX
BaneTsl nocraBieHsl ¢ pa3penieHust
donpa [Ixxopmxka bananunna

B COOTBETCTBHHM CO CTaHJAPTAMU CTHIISI
U TEXHUKHU Xopeorpada

PROGRAMME

19.06

M1a. m.12+

& The House of Diaghilev
Opening of the International Symposium
Diaghilev Readings

7p. m. 12+

@ Perm Opera
and Ballet Theatre
FESTIVAL OPENING CEREMONY

A Century of Dance:

Stravinsky — Balanchine

The one-act ballets evening

Apollo

Rubies

(Capriccio for piano and orchestra)

*  Russian premiere

Symphony in three movements

The ballets is staged in collaboration with
the George Balanchine Trust (USA) in
accordance with Balanchine’s style and
technique

Mysbika Uropa CtpaBUHCKOIo
Xopeorpacdua Axopaxa banaHuymHa
AnsaitH KocTiomoB Bap6apbl KapuHcKon
BaneTmencTepbl-NOCTaHOBLUUKHU:

Mon Boys, BeH Xbio3

My3bIKanbHbI PYKOBOAMUTENb U AUPUKEP:
Banepwi MNnatoHoB
XyA0HHUK-NOCTAHOBLUUK:

AHapen BoiTeHKo

XyaoXHUK no ceeTy: Uropb LIMHH
MuaHucT: AneKceii 3yes

UcnonHsioT:

aptucTbl lNepmcKoro 6aneta

Bonblon cuMdoHHUYECKUI

OpKecTp TeaTpa

20.06

10:00 12+

@& Jom Aarunesa
MeayHapoaHbIA CUMMNO3UYM
«larnneBcKue YTeHUA»

17:00 6+
@ Mysel coBeTCKOro HauBa

Music by Igor Stravinsky
Choreography by George Balanchine
Costume Design by Barbara Karinska
Ballet Masters-Producers:

Paul Boos, Ben Huys

Musical Director and Conductor:
Valery Platonov

Set Designer:

Andrey Voitenko

Lighting Designer: Igor Tsinn

Pianist: Alexey Zuev

Performed by:

Artists of the Perm Ballet Company
Symphony Orchestra

of the Perm Opera and Ballet Theatre

20.06

10a. m. 12+

& The House of Diaghilev
International Symposium
Diaghilev Readings

& Museum of Soviet Naive

OTKpbITHUE BbICTaBKH
«Bacunuii Npuropbes. K 100-netuto
CO AHA POMAEHUA XYAOKHUKa»

Opening of the exhibition
‘Vasily Grigoriev.
For the 100th anniversary’
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19:00 18+

@ [NepmCKuUI aKageMHU4ecKUn TeaTp
onepbl U 6aneta
LlepemoHusa BpyyeHusa MNMpemuun Aarunesa

* MupoBasa npembepa

Hocdeparty

Onepa B Tpex fencTBusix (6e3 aHTpaKTa)
HcnonasieTcst Ha TaTHHCKOM

7 PYCCKOM $13bIKaxX

PROGRAMME

7p. m. 18+

@ Perm Opera
and Ballet Theatre
Diaghilev Prize Award Ceremony

* World premiere

Nosferatu

Opera in three acts

(without interval)

Performed in Latin and Russian

KomnosuTop:

Amutpuii RypnaHackum
ABTOp NHU6pPETTO:

Adumntpuc Anamac
My3biKanbHbIA pyKOBOAUTENb
W OUpUHKep:

Teogop KHypeHT3uc
Perunccep-nocTaHoOBLUUK,
xopeorpad), Xy40HHUK NO CBETY:
Teogopoc Tep3onynoc
XyA0HHUK-NOCTaHOBLLMUK:
AHHKC KyHennuc

XyAO0XKHUK Mo KoCTioMaM:
JlyRua

3ByKOpeHuUccep:

donbKep BepHxapT
XopMenCcTep-NOCTaHOBLUUK:
Butanut NMonoHcKum
XopmeiicTep:

ApuvHa 3BepeBa
CneunanbHbIi r0JIOCOBOM TPEHMUHT:
Hatanba MNweHUW4YHMKOBA

Hopuden: Anna emuaoBsa
Hocdeparty: Tacoc Jumac
MepcedoHa: Codua Xunn

Tpu Npanun: Hatanba MNweHUYHUKOBaA
3epKano Tpex Mpait:

Anenun-Jingua Cramenny

UcnonHsaioT:
aptuctbl lNMepmcKoro 6anera,
XOp U opKecTp musicAeterna

MapTHep NOCTaHOBKM:
Stella Art Foundation

23:00 18+

@  CnopTUBHbIN KOMMJIEKC
um. CyxapeBa
KoHLepT 3neKTpoaKyCTUYECKOW MY3bIKU

MpoeKT Steppe-Scape
(«Hamrap», «XyyH-Xyyp-Ty»
1 MapKyc PoitTep)
Chinawoman

Composer:

Dmitri Kourliandski
Playwriter:

Dimitris Yalamas
Musical Director

and Conductor:

Teodor Currentzis
Director, Choreographer,
Lighting Designer:
Teodoros Tersopoulos
Set Designer:

Jannis Kounellis
Costume Designer:
Loukia

Sound Engineer:
Volker Bernhart
Choirmaster-producer:
Vitaly Polonsky
Choirmaster:

Arina Zvereva

Special vocal coaching:
Natalia Pshenichnikova

Coryphaeus: Alla Demidova
Nosferatu: Tasos Dimas
Persefona: Sofia Hill

The Three Graeae:

Natalia Pshenichnikova
Mirror of the Three Graeae:
Eleni-Lydia Stamellou
Performed by:
musicAeterna chorus
musicAeterna orchestra

Partner of the production:
Stella Art Foundation

1p. m.18+

@& Sukharev
Sports Centre
Electroacoustic music concert

Steppe-Scape Project
(Huun-Huur-Tu, Namgar,
Marcus Reuter)
Chinawoman
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21.06

18:00 18+

@& OpraHHbI® 3an
MepmcKoi hmnapmoHuun

* Poccuiickasa npembepa

PROGRAMME

21.06

6 p. m. 18+

@& Perm Philharmonic
Organ Concert Hall
* Russian premiere

laHc LleHaep

«3UMHUH nyTb» LLly6epta —
COYMHEHHas UHTepnpeTauusa

Ul TEHOPA M KaMEPHOTO OpKecTpa

Aunpuep:

Teogop KypeHT3uc
Conucr:

Ctus [asucnum
BuaeoxyaoMHUK:
Anekceit PomaHoB

UcnonHsaer
opkecTp musicAeterna

22.06

17:00 6+

@& OpraHHbI® 3an
MepmcKoi hmnapmMoHuun

Hans Zender

Schubert's ‘Winterreise’ —
Eine komponierte Interpretation
for tenor and small orchestra

Conductor:
Teodor Currentzis
Soloist:

Steve Davislim
Videoartist:
Alexey Romanov

Performed by
musicAeterna orchestra

22.06

@& Perm Philharmonic
Organ Concert Hall

Remix
Co/lbHbIM KOHLIEPT NUaHUCTa
AHTOHa BartaroBa

B nporpamme:

®paHy, Lybept AKcnpomT conb-6emonb
Maop, op. 90, N2 3

Jlwoasur BaH betxoseH CoHaTa fo-auves
MmuHop Quasi una fantasia op.27 N2 2,

| yacTb

®paHy, Ly6ept My3blKanbHblii MOMEHT
¢a mrHop op. 94 N2 3

Jloasur BaH BetxoseH CoHaTa fo-auves
muHop Quasi una fantasia op. 27 N¢ 2,
Il yacTtb

®paHy, Ly6ept My3blKanbHbIM MOMEHT
nA-6emonib markop op. 90 N2 6

Jloasur BaH BetxoseH CoHaTa fo-auves
muHop Quasi una fantasia op. 27 N¢ 2,
Il yvacTtb

JlroaBur BaH betxoBeH Klavierstuck

nAa muHop (Fur Elise)

MeTtp YarikoBcku « CHOBa, Kak npexae,
0AuH»; «/JleTCKui anbb6om»

Remix
Anton Batagov’s recital
(piano)

The programme includes:

Franz Schubert Impromptu in G-flat major,
Opus 90, No. 3

Ludwig van Beethoven The Piano Sonata
in C-sharp minor Quasi una fantasia,
Opus 27, No. 2, part |

Franz Schubert Moment Musical in F
minor, Opus 94, No. 3

Ludwig van Beethoven The Piano Sonata
in C-sharp minor Quasi una fantasia,
Opus 27, No. 2, part I

Franz Schubert Moment Musical in As-
dur, Opus 90, No. 6

Ludwig van Beethoven The Piano Sonata
in C-sharp minor Quasi una fantasia,
Opus 27, No. 2, part Il

Ludwig van Beethoven Klavierstuck in A
minor (Fur Elise)

Pyotr Tchaikovsky Romance ‘Alone again,
as before’; ‘Children’s Album’
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20:00 16+

& [lepmMcKuMM aKageMHUYECKUH
TeaTp onepbl U 6aneTa

PROGRAMME

& Perm Opera and Ballet
Theatre

Bapoy4HbIi KapHaBan
KoHuepT aHcam6na Le Poéme Harmonique

My3bIKanbHbIA U Xy40KECTBEHHbIN
pykoBoautenb: BeHcaHn [iomectp
MoctaHoBKa: Cecunb Pycca
CoBmecTHO ¢ HionbeH Jlio6ek
CueHorpadua: ®paHcya [ectop
KocTiombi: LLaHTanb Pycco

KonpoayKuusa c Les Celestins — Theatre
de Lyon; La Comete — Scene nationale
de Chalons-en-Champagne; le Grand
Theatre de Reims; le Cirque-Theatre
d’Elbeuf — Centre regional des arts

du cirque (Haute-Normandie); la Scene
nationale d’Evreux-Louviers; le Festival
Automne en Normandie

23.06

15:00 12+

@ [MepmcKana xyLorecTBeHHasn
ranepes

«Pyccrui MapHac 1 MoHnapHac.

Pycckue XyAOMHUKU-3IMUIPaHTbI

B Mapuike. 1920—1970».

OTKpbiTas nekunsa PeHe leppa

®dopyM KonneKuuoHepos

19:00 6+

& OpraHHbI 3an
MepmcKon hnnapmoHuu

Baroque Carnival
Concert by Le Poéme Harmonique

Music and Artistic Director:
Vincent Dumestre

Director: Cecile Roussat
Associate Director: Julien Lubek
Set Design: Francois Destors
Costumes: Chantal Rousseau

A co-production by Les Celestins —
Theatre de Lyon; La Comete — Scene
nationale de Chalons-en-Champagne;
le Grand Theatre de Reims; le Cirque-
Theatre d’Elbeuf — Centre regional
des arts du cirque (Haute-Normandie);
la Scene nationale d’Evreux-Louviers;
le Festival Automne en Normandie

23.06

@& Perm State

Art Gallery
‘Russian Parnassus and Montparnasse.
Russian emigre artists in Paris.
1920—1970’
Lecture by Rene Guerra
Collectors Forum

@& Perm Philharmonic
Organ Concert Hall

KnapHeTt-rana

UcnonHsaioT:
Kapen Oonan, Cepreii Eneukun,
Cnupoc MypuKkuc, BaneHTUH YptonuH

24.06

@ [MepmcKana xyaomecTBeHHaA ranepes
OTKpbITHUE BbICTaBKH

« “lMeM3ar, cnocobHbIN 060UTUCL 6e3
MeHs...” PyccKui B3rnag Ha BeHeuuio»

Clarinet-gala

Performed by:
Karel Dohnal, Sergei Yeletsky,
Spyros Mourikis, Valentin Uryupin

24.06

@ Perm State Art Gallery

The Opening of the exhibition

'A landscape quite happy here

without me...” the russian view of Venice '
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18:00 6+

@  OpraHHbii 3an
MepmcKon hnnapmoHuun

PROGRAMME

@&  Perm Philharmonic
Organ Concert Hall

« BeHCKMe KNacCUKMU KaK OHU eCcTb»
ConbHbIM KOHLEPT NMaHUCcTa
Anekcesn Jlio6rMmoBa

B nporpamme:

Bonbdranr Amagein Mouapt

(PaHTa?MH A0 MuHop, K. 396

Moszed MangH PanTtasma 4o maxop
Bonbtranr Amagen Mouapt

CoHata N2 9 pe mamxop, K. 311

Mozed lMaitaH Conata N2 60 f0 mamop,
Hob. XVI/50

Kapn ®vunnnn dmmanyun Bax

PoHao Ao muHop, Wq. 59;

MAaTb « MmaneHbKUx nbec» (PaHTasuA
pe maxop, PaHTasua pe muHop, MNMbeca
ANA 0O4HOW NpaBor UK OAHOM NEBOM
pyKH, Conbeakmo MU-6emMosb Maop,
Conbtheasuo Ao muHop); CeBo6oaHasn
¢aHTasmna da-gues muHop, Wq. 67
(«YyBctBa K. ®. 3. baxa»);

JlBe xapaKkTepucTU4YeCcKUe Nbechbl

(Les Langueurs tendres, La Boehmer)
Jlroasur BaH betxoBeH CoHaTta ansa
topTtenuaHo N¢ 14 po-gmnes MUHOP,
Sonata quasi una fantasia,

cou. 27/2 («JlyHHasA»)

20:30 6+

@  OpraHHbIi 3an
MepmcKoi thmnapmMoHuu

‘Viennese classics as they are’
Alexey Lubimov’s recital
(piano)

The programme includes:

Wolfgang Amadeus Mozart Fantasia No. 2
in C minor, K. 396/385f

Joseph Haydn Fantasia in C major,

Hob XVII:4

Mozart Piano Sonata No.9 in D major,
K.311/284c¢

Haydn Piano Sonata No. 60 in C major,
Hob XVI:50

Carl Philipp Emanuel Bach

Rondo Il in C minor, Wq. 59/4 (H283);
Clavierstiicke verschiedener (Fantasia in
D-Dur, Fantasia in C minor, Piece for right
or left hand, Solfeggio in E-flat major,
Solfeggio in C minor);

Freie Fantasie furs Clavier in fis-moll,
Waq. 67 (H. 300);

Charakteristrische Stiicke fiirs Claviert,
Wq 117 (Les Langueurs tendres,

La Boehmer)

Ludwig van Beethoven Piano Sonata

No. 14 in C-sharp minor ‘Quasi una
fantasia’, Op. 27, No. 2, (‘Moonlight
Sonata’)

8.30 p.m. 6+

@& Perm Philharmonic
Organ Concert Hall

ConbHbIM KOHLEPT NMaHMUcTa
Onnun MycToHeHa

B nporpamme:

Po6ept LymaH Kinderszenen, op.15
(«CueHbl U3 AETCKOMN HU3HUY)
3aeapa pur bannaaa B opme
Bapuauuim cojib MUHOP op. 24

Onnu MycTtoHeH Jehkin livana,

coHaTa Ana dopTtenuaHo

Cepre# MpoKkotbe « CKa3Kku cTapom
6abyLlKku», op. 31; «/JleTcKaa My3blKka,
op. 65; Conarta ana doprtenuaHo N2 6
na maxop, op. 82

Olli Mustonen’s recital
(piano)

The programme includes:

Robert Schumann ‘Kinderszenen’
[Scenes from Childhood], Opus 15

Edvard Grieg Ballade in G Minor, Opus 24
Olli Mustonen Jehkin livana, sonata for
piano

Sergei Prokofiev ‘Tales of the Old
Grandmother’, Opus 31; ‘Music For
Children’, Opus 65; Piano Sonata No. 6
in A major, Opus 82
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25.06

20:00 6+

@&  OpraHHbI® 3an
MepmcKoi hmnapmoHuu

PROGRAMME

25.06

@& Perm Philharmonic
Organ Concert Hall

HoHuepTt KBapteTa
umMm. JaBuaa OicTtpaxa

B nporpamme:

Bonbtranur Amagen MouapTt CTpYHHbIH
KBUHTET co/ib MHUHOpP, KV 516
MNoraHHec Bpamc KBUHTET ch MUHOP,
op. 115

(Bepcua gna AByX anbToB)

* Poccuiickasa npembepa

'wa Kan4yenu Keaptet « HouHble
MOJIUTBbI»

23:00 16+
@& Jom Aarunesa

David Oistrakh Quartet
concert

The programme includes:

Wolfgang Amadeus Mozart String Quintet
in G minor, KV. 516

Johannes Brahms Quintet in B minor,
Opus 115 (for two violas)

* Russian premiere
Giya Kancheli Night Prayers

1 p. m.16+

@& The House of Diaghilev

Piano-gala

UcnonHator:
AHTOH BartaroB, Anexkceu Jllo61umoB,
Onnu MycTtoHeH

26.06

18:00 6+

@&  OpraHHbI® 3an
MepmcKoi hmnapmoHuu

Piano-gala

Performed by:
Anton Batagov,
Alexey Lubimov, Olli Mustonen

26.06

@& Perm Philharmonic
Organ Concert Hall

HoHuepT cKpunayku
MaTtpuummn KonaumHcKomn
v nnaHucta Onnu MyctoHeHa

B nporpamme:

Hapn ®unvnn dvmaHyun Bax ®aHTasuma
[0 Marxop, H.284

Jlroasur BaH betxoBeH CoHaTta N2 9
AN CKPUMKK U hopTenUaHo 19 MarKop,
op. 47 («KpeiuepoBa»)

AHTOH BebepH YeTbipe nbecobl

ANA CKPUMKK U hopTenuaHo, op. 7
Cepre# NMpoxkotbeB CoHaTta N2 1

ANA CKPUMNKKU M hopTenmaHo a MUHOP,
coy. 80

Recital by
Patricia Kopatchinskaja (violin)
and Olli Mustonen (piano)

The programme includes:

Carl Philipp Emanuel Bach

Fantasia C-Dur, Wq. 59, H.284

Ludwig van Beethoven

Sonata No. 9 in A Major, Opus 47,
‘Kreutzer’

Anton Webern Four Pieces for violin and
piano, Opus 7

Sergei Prokofiev Violin Sonata No. 1

in F minor, Opus 80
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20:00 18+

@& [lepMcKWIK akageMUYECKUN TeaTp
onepbl U 6anerta

PROGRAMME

8 p. m. 18+

@& Perm Opera and Ballet
Theatre

C(h)oeurs

BoxkansHo-x0peorpaduieckas
KOMITO3UIINS HA MY3BIKY U3 IPOU3BEICHIN
xy3enne Bepau u Puxappna Baruepa
MoctaHoBKa Teatro Real (Magpua)

Mpen, noctaHoBKa, cueHorpadus:

AneH Mnartenb

Aupuep: Teoaop KypeHT3auc
My3bikanbHbIM gpamaTypr: AH BaHaeHxys
Opamatypr: Xunbaerapg, e Byict
Xopwmernictep: AHgpec Macnepo
Komnosutop: CtueeH lMNpeHrenc
XyaoHUK no ceety: Kapno BypruHboH
3ByKopeuccep: bapTt YuTtTepwnpor
XyA0XHUK Nno KocTiomam: JlopuH [leMioaHK
UcnonHsioT:

Les Ballets C de la B

xop Teatro Real

opkecTtp musicAeterna

KonpoayKuusna

MepmMmcKoro akagemuyeckoro Teatpa
onepbl 1 6aneta um. . U. YarkoBcKoro
v Les Ballets Cde la B

27.06

18:00 6+

@  OpraHHbii 3an MNepMmcKoi
thrnnapmoHumn

C(h)oeurs

Vocal and choreographic composition
to the music of the works of
Giuseppe Verdi and Richard Wagner
Production of Teatro Real (Madrid)
Concept, Direction and Set design:
Alain Platel

Conductor: Teodor Currentzis
Musical dramaturgy: Jan Vandenhouwe
Dramaturgy: Hildegard De Vuyst
Choirmaster: Andres Maspero
Additional music: Steven Prengels
Light Design: Carlo Bourguignon
Sound Design: Bart Uyttersprot
Costume Design: Dorine Demuynck
Performed by:

Les Ballets Cde la B

Choir of Teatro Real (Madrid)
musicAeterna Orchestra

A co-production by Perm Opera and Ballet
Theatre and Les Ballets C de la B

27.06

@& Perm Philharmonic
Organ Concert Hall

HKoHuepT aHcambna AyXoBbIX
uHcTpymeHTOB German Brass

B nporpamme:

J#oH BbactoH KoHuepT N2 2 pe maxop
(ap. MaTtTHaca Xédca)

MoraHH CebactbsaH bax Esurientes 13
Maruudurar, BWV 243 (ap. MatThaca
Xédca)

J#oakKkuHo PoccuHum YBepTiopa K onepe
«CeBUNbCKUM LMpPONIbHUKY (ap. MaTtThaca
Xédca)

Puxapg Barxep Pilgerchor u3 lll akta
onepsbl « TaHreisep» (ap. MatTraca Xédca)
HoranH LWtpayc Unter Donner und Blitz /
«POM U MOJIHMMY, LLIYTOYHAA MOJIbKa, op.
324 (ap. AneKkcaHngpa dp6bpux-Kpoydopaa)
Knayc Bagenbt my3sbiKa U3 KUHOMUIbMA
«IMupatbl Kapubckoro mopsa»

(ap. AnekcaHapa dp6pux-Kpoydopaa)
lappu Oemc Trumpet Blues and Cantabile
(ap. AneKkcaHgpa dp6pux-Kpoytopaa);

Concert by
German Brass

The programme includes:

John Baston Concerto No. 2 D-Dur

(arr. Matthias Hofs)

Johann Sebastian Bach ‘Esurientes’ from
the Magnificat, BWV 243 (arr. Matthias
Hofs)

Gioacchino Rossini Overture to the opera
Il Barbiere di Siviglia (arr. Matthias Hofs)
Richard Wagner ‘Pilgerchor’ from

the lll Act of the opera Tannhéduser

(arr. Matthias Hofs)

Johann Strauss ‘Unter Donner und Blitz’,
polka op. 324 (arr. Alexander Erbrich-
Crawford)

Klaus Badelt music from the film Pirates
of the Caribbean (arr. Alexander Erbrich-
Crawford)

Harry James ‘Trumpet Blues and
Cantabile’ (arr. Alexander Erbrich-
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HoHuepT ana Tpy6bl

(ap. MaTtTHaca Xédca)

Onusepo betrtu / Cro3aHHa Hupo
Chanson et Can-Can / lNecHA 1 KaHKaH
(ap. AnekcaHapa 3p6pux-Kpoydopaa)
Koyn Moptep ‘Anything goes’ / «410 6blI
HU cnyyrnocb» (ap. AnekcaHapa Jpbpux-
Kpoydopaa); AruHanbao (ap. AnexkcaHapa
Ap6pux-Kpoydopaa)

®atc Yonnep ‘I 'm gonna sit right down
and write myself a letter’ / «A cagy u
Hanuwly NMCbMoO camomy cebe»

(ap. MatTraca Xédca)

‘Russland zwischen Tag und Nacht’/
«Poccua: memay AHEM U HOYBIO»

(ap. AnekcaHapa dp6pux-Kpoyhopaa)
daeapa Mpur / Jlec BpayH Hall of the
swinging Kings / «3an Koposen cBUHra»
(ap. AnekcaHapa dp6pux-Kpoydopaa)

20:00 18+

@ [MepMCKMA aKaaeMUYeCcKUi TeaTp
onepbl U 6aneta

PROGRAMME

Crawford); Trumpet Concerto

(arr. Matthias Hofs)

Olivero Betti / Suzanne Giraud
Chanson et Can-Can

(arr. Alexander Erbrich-Crawford)
Cole Porter ‘Anything goes’

(arr. Alexander Erbrich-Crawford)
Traditional Aguinaldo

(arr. Alexander Erbrich-Crawford)
Fats Waller

‘I 'm gonna sit right down and write
myself a letter’ (arr. Matthias Hofs)
Traditional

‘Russland zwischen Tag und Nacht’
[Russia between day and night]
(arr. Alexander Erbrich-Crawford)
Edvard Grieg / Les Brown

‘Hall of the swinging Kings’

(arr. Alexander Erbrich-Crawford)

@ Perm Opera and Ballet
Theatre

C(h)oeurs

BoxkansHo-xopeorpacuyeckas
KOMITO3UIIMST HA MY3bIKY U3 IPOU3BEICHUIT
JIxysenne Bepnu n Puxapna Baraepa
MocTtaHoBKa Teatro Real (Maapua)
KonpoayKuusa lNepmcKoro
aKaZleMU4YecKoro Teatpa onepbl U 6aneta
um. . U. YarikoBcKoro

v Les Ballets Cde la B

23:00 16+
@ Jom Aarunesa

C(h)oeurs

Vocal and choreographic composition to
the music of the works of Giuseppe Verdi
and Richard Wagner

Production of Teatro Real (Madrid)

A co-production by Perm Opera and
Ballet Theatre and Les Ballets C de la B

1 p. m16+

& The House of Diaghilev

CKpUMUYHbIN rana

UcnonHsaioT:
AHapen bapaHos, MaTpuuua
HonauyunHcKas, MNeKkKka Kyycucto

28.06

18:00 6+

@  OpraHHbii 3an MepmcKoi
thrnapmMoHum

Violin-gala

Performed by: Andrey Baranov, Patricia
Kopatchinskaja, Pekka Kuusisto

28.06

@  Perm Philharmonic Organ Concert
Hall

KoHuept PectuBansHoro xopa

Aupuep: Mon Xunnuep
Xopmeiictep: Butanuin MonoHcKun
UcnonHsatoT:

xop musicAeterna

MUpnaHacKuii KamepHbIr Xop

Festival Chorus Concert

Conductor: Paul Hillier
Choirmaster: Vitaly Polonsky
Performed by:

musicAeterna Chorus
Chamber Choir Ireland
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B nporpamme:

MoranHec Bpamc Schaffe in mir, Gott, ein
rein Herz us [syx motetoB, Opus 29, N¢ 2
AHTOH BpyKkHep Ave Maria; Locus Iste
Oaua derHHeccu ChOirland

MoranH CebacTtbaAH Bax Motet Singet dem
Herrn, BWV 225

ApBo lMapT «MoKaAHHbIX KAHOH»
TpaAWULUMOHHBIM UPNAHACKUIM HaneB
Behold a silly tender babe

(ap. Mona Xunnuepa)

22:00 12+
@ [Jowm [darunesa

PROGRAMME

The programme includes:

Johannes Brahms ‘Schaffe in mir, Gott,
ein rein Herz’ from The Two Motets,
Opus 29, N2 2

Anton Bruckner Ave Maria; Locus Iste
David Fennessy ChOirland

Johann Sebastian Bach the motet ‘Singet
dem Herrn’, BWV 225

Arvo Part: Kanon Pokajanen
Traditional Irish tune ‘Behold a silly
tender babe’ Arr. by Paul Hillier

10 p.m. 12+

@& The House of Diaghilev

KoHuept MocKoBcKkoro AHcaménsa
CoBpemeHHon My3bIKK
MpuKkocHoBeHHMe

B nporpamme:

lNMbep bynes Derive

Oopar Kpam «lonoc Kuta»
Mbepnynaxn bunoHe Mani. Gonxha
Bnaaumnp PaHHeB Touch

Tpuctan Miwopawn La Barque Mystique

29.06

17:00 6+

& OpraHHbI# 3an
MepmcKon hmnapmoHuun

Concert by the Moscow Contemporary
Music Ensemble
‘In Touch’

The programme includes:

Pierre Boulez Derive

George Crumb Voice of the Whale
Pierluigi Billone Mani.Gonxha
Vladimir Rannev Touch

Tristan Murail La Barque Mystique

29.06

@& Perm Philharmonic
Organ Concert Hall

« KOHTpanyHKT 7»
®doprennaHHbIA Ay3T:
MonuHa OceTuHcKkaa — AHTOH Bartaros

B nporpamme:

CeMb TPaHCKPUNUWUIK ANA ABYX posnen
(Bce — AB)

AHTOH BaTtaroB « Be4yHoe Bo3BpalLeHUe»
M3 MY3blKU K bunbmy MBaHa
AbixoBrUyHOro « Konemka»

MepotuH Viderunt Omnes

MoraHH CebacTtbaAH bax « KoHTpanyHKT 7»
u3 «UckyccTBa yrm»

AHTOH BaTtaroe Banbc pe MUHOP

M3 MY3bIKU K cneKTako « Mennkan»

no noece CtpuHaGepra

MoraHH lMaxenb6enb YakoHa da markop
®unun Macc «lMpotecT» U3 onepbl
«CaTtbarpaxa»

AHTOH Bataros « My3bika ana AeKkabpsa»
M3 ogHOMMEHHOro hunbma MBaHa
JbIXOBHUYHOIO

Contrapunctus Vi
Piano duet: Polina Osetinskaya
and Anton Batagov

The programme includes:

Seven transcriptions for two pianos

(all by AB)

Anton Batagov Constant Return from the
music to lvan Dykhovichny’s film Kopeika
Perotin Viderunt Omnes

Johann Sebastian Bach Contrapunctus
No. 7 from The Art of Fugue

Anton Batagov Waltz D-minor from the
music to Pelican, the play by Strinberg
Johann Pachelbel Chaconne F-major
Philip Glass Protest from the opera
Satyagraha

Anton Batagov Music for December
from the like-named film

by Ivan Dykhovichny
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19:30 6+

@  OpraHHbli 3an
MepmcKon hmnapmoHuun

PROGRAMME

7.30 p. m. 6+

@&  Perm Philharmonic
Organ Concert Hall

ConbHbIM KOHLEPT CKpynaya
MeKkKkn Kyycucto

B nporpamme:

MoranH CebacTbsAH Bax dneKTpoHHble
MMMpoOBU3aLMK Ha ocHoBe MapTUTbl pe
MWHOP A1 CKpUnKu cono, BWV 1004
(ap. NMekrku Kyycucro)

23:00 16+

@& [lMepMcKui Aom HapoaHOro
TBOpYeCTBa

Pekka Kuusisto’s recital
(violin)

The programme includes:

Johann Sebastian Bach

Electronic variations based on Partita
No. 2 in D minor, BWV 1004

(arr. Pekka Kuusisto)

1 p. m.16+

@& Perm House
of Folk Arts

«Bomb6a»
My3bIKaIBHO-TIO3THYECKUI IepopMaHC

Mysbika leoprua MaHcypoBa,
Puapga MavenoBa

Ctuxu leoprua MaHcypoBa
XyO0KeCTBEHHbIe paboTbl
Puapga MamvepoBa

MUcnonHsaer
RE:| |LOVE Project

30.06

19:00 6+

@& [MepMCKUMA akageMUYeCcKUr TeaTp
onepbl U 6aneta
3AKPbITUE PECTUBAJIA

KoHuepTt decTBanbHOro opKecTpa
B nporpamme:
l'yctaB Manep CumdoHua N® 3 pe MUHOP

Oupuep: Teogop KypeHTauc

ConuctKa: AHHa lNopadyésa

UcnonHsaioT:

My3bikaHTbl PecTUBanbLHOro opKecTpa
Xop Manb4yMKOB U toHolwen CaHKT-
MeTtepbypra

HeHcku xop musicAeterna
ARazseMUYeCKUM HEHCKUIA XOPp CTYAEHTOB
MepmcKoro rymaHuTapHo-
negarortyecKoro yHMuBepcureTa

* B nporpammy MOryT 6bITb BHECEHbI
M3MEeHeHus

Bomb
Musical and poetic performance

Music by Georgy Mansurov,
Riad Mammadov

Poetry by Georgy Mansurov
Design by Riad Mammadov

Performed by
RE:| | LOVE Project

30.06

@& Perm Opera and Ballet
Theatre
FESTIVAL CLOSING CEREMONY

Festival Orchestra Concert
The programme includes:

Gustav Mahler Symphony No. 3
in D minor

Conductor: Teodor Currentzis

Soloist: Anna Goryacheva

Performed by:

Musicians of the Festival Orchestra

St. Petersburg Boychoir

Female choir of musicAeterna chorus
Academic female student choir of Perm
State University of Humanities and
Education

* The programme of the festival is subject
to change



Uropb CTPaBUHCKUNA —
LMopAHK 6anaH4MH

AMWUTPUA KYPAAHACKUMA

BOKAJ/IbHO-XOPEOIPA®UYECHKAA
KOMMO3MLINA

Ha My3blKY U3 NPOU3BEeAEHUMH
AMy3enne BepAu U puxapja BarHepa

LIMPK, MY3bIKA U TAHLLbI
XVII BEKA

stappe-scape project
chinawoman



BALLET

igor stravinsky —

george balanchine

apollo

rubies

(capriccio for piano and orchestra)
symphony in three movements

OPERA

dmitri kourliandski
nosferatu

VOCAL AND CHOREOGRAPHIC
COMPOSITION

the music of the works of giuseppe verdi
and richard wagner
c(h)oeurs

CIRCUS ARTS, MUSIC AND DANCES
OF THE 17th CENTURY

baroque carnival

MUSICAL ILLUSTRATIONS

hans zender
schubert's ‘winterreise’ —
eine komponierte interpretation

georgy mansurov, riad mammadov
bomb

stappe-scape project
chinawoman
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19.06 /19:00

BAJIET

@ [epMCKMM akazemMUYecKUur Teatp
onepbl U 6aneta

BALLET

& Perm Opera and Ballet
Theatre

TOPHECTBEHHOE OTKPbITUE
®ECTUBANA

BEeK TaHLa: CTpaBUHCKUIA — 6anaHuuH
Be‘{ep OJJHOAKTHBIX 6aJIeTOB

anonnoH mycaret

pY6UHbBI

(Kanpuyyuo ana dopTennaHo
C OPKEeCTpPomMm)

* pPOCCUIMCKana npembepa
CUMMOHMA B TPEX ABUMEHUAX

6aJeThl IOCTABJICHBI C pa3pelieHus
¢oHpma pxopKa 6anaHIYnHA B
COOTBETCTBUU CO CTaHIAPTAMU CTUJIS U
TEXHUKHU Xopeorpada

My3blKa
Uropsa CTpaBUHCKOIo

xopeorpagus

Aropaka 6anaHuMHa

AWU3anH KOCTIOMOB

6ap6apbl KAPUHCHOM
6aneTMencTepbI-NOCTaHOBLLUKHU

non 6oys, 6eH Xbto3

My3blKa/lbHbl PYKOBOAUTE/b U AUPUHKEP
BaJiepun NaaToHoB
XYAOMHUK-NMOCTAHOBLLUK

aHAaper BOMTEHKO

XYAOHHUK MO CBETY

WUropb LMUHH

CO0J10 Ha chopTennaHo

anlekcen 3yeB

XYZIOMECTBEHHbIA PYKOBOAUTE/Ib NPOEKTa
anexkcer MUPOLUHUYEHKO

MCMONHAIOT

apTUCTbl MepMcKoro 6aneta
60NbLUOM CUMGBOHUYECKUIN OpPKECTp
TeaTtpa

FESTIVAL
OPENING CEREMONY

a century of dance:
stravinsky — balanchine
the one-act ballets evening

apollo

rubies

(capriccio for piano and orchestra)
* russian premiere

symphony in three movements

the ballets is staged in collaboration
with the george balanchine trust (usa)
in accordance with balanchine’s style
and technique

music by

igor stravinsky

choreography by

george balanchine

costume design by

barbara karinska

ballet masters-producers

paul boos, ben huys

musical director and conductor
valery platonov

set designer

andrey voitenko

lighting designer

igor zinn

pianist

alexey zuev

artistic director of the production
alexey miroshnichenko

performed by

artists of the perm ballet company
symphony orchestra of the

perm opera and ballet theatre
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BAJIET

«anoJi1oH

mycareT».
My3blKa
HaeauHe
C TaHUem

Upea co3gaHua anneropuyeckoro 6anera
Ha CIOHET rpeyecKor M1t osIorMmu NpuHaa-
nerut CtpaBUHCKOMY. Bo3amorHOCTb pea-
NI30oBaTb CBOIO AaBHIOK MeYTy npeacra-
BUNacb KomnosuTopy B 1927 roay, Koraa
aMepUKaHCKaa MeLeHaTKa dnusabeT
Cnpar Kynuax 3akasana emy napTuTypy
ana dectuBana CoBpeMEHHOW My3bIKH

B bubnnotere KoHrpecca. Ycnosusamu
3a4a44 6blIM UL NPOAO/IHKUTENBHOCTD
COYMHEHMSA U COKPALLEHHbIM COCTaB OpKe-
cTpa, 4YTo 6bI110 06YCNOBNEHO pasmepamu
CLUeHbl, — B OCTaJIbHOM KOMMO3UTOPY
6bl1a NnpeAocTaB/ieHa nosHas cesoboga.

MupoBas npembepa B NOCTaHOBKe
Anonbta Bonbma coctoanacb B BalimHr-
ToHe 27 anpensa 1928 roaa. OaHaKo yHe
BO BpeMs paboTbl Haa napTuTypoi Ctpa-
BUHCKWM NMJ1aHUpOBas nepegatb 6aner
Tpynne [arMneBa. 3a nocTaHOBKY B3fJ/cCA
23-netHui Jxopax banaHuymH. Kom-
nosuTop 6bla NOTPACEH ero usobperta-
TeNbHOCTbIO U My3blKasibHOCTbIO. Uaen
«6esnoro 6anera», Kotopyto CTpaBuH-
CKHWM BblHallMBas MHOrMe roAbl, HaKo-
Hel, o6pena BU3yasbHOE BOMJIOLLEHHE.

naBHble NapTUK Ha NapUHKCKOM npe-
Mbepe B Teatpe Capbl BepHap 12 uioHsa
1928 roaa vcnonHunu Cep Jiudapb,
AnekcaHapa [anunoBa, Jlio60Bb Yep-
HbiweBa U ®enua lyéposcKas. B aanb-
HeHwem 6aneT HeOAHOKPaTHO BO30OHOB-
NANCA B pasHbIX Tpynnax U nNocTterneHHo
CMeHun paHLy3cKkoe HasBaHue Apollon
Musagete Ha aHrnuickoe Apollo, Leader
of the Muses (1951), a ¢ 1957-ro npeBpa-
Tunca B Apollo. K KoHuy 1950-x, «usbas-
naacb oT mycopa», banaHYMH MUHUMU3K-
poBan AeKopaluu, a TaHLOBLLUUKU Nepe-
OAENIUCH B JITAaKOHU4YHYIO (hopMy — 6enble
TPUKO U Nnartbuua. B 1979-m 6anet-
MeNCTepP UCKJ/IOYUA NPOJIOr U anogeos,
OCTaBMB My3blKy HaegMHe C TaHLEeM.

BALLET

apollon
musagete.

the music

and dance
alone together

Stravinsky had been dwelling on the
idea of creating an allegorical ballet
based on Greek mythology for some
time. The opportunity to realise the
work finally arose in 1927, when the
American patron of arts Elizabeth
Sprague Coolidge commissioned a score
for the festival of contemporary music
at the Library of Congress. The require-
ments given for the work were on the
duration of the piece and the size of the
orchestra, which was due to the size

of the stage, but otherwise complete
freedom was given to the composer.

The world premiere of the ballet took
place in Washington on the 27th April
1928 and was choreographed by
Adolph Bolm. Whilst still working on
the score Stravinsky already planned
on handing the ballet over to Diaghi-
lev's Ballet Russes. The production was
choreographed by 23-year-old Georgii
Balanchivadze — George Balanchine.
The idea of ballet blanc that Stravinsky
had nurtured for many years had
finally found a visual embodiment.

At the premiere at the Théatre Sarah
Bernhardt in Paris on the 12th June

1928, the main roles were performed by
Serge Lifar, Alexandra Danilova, Lyubov
Chernysheva and Feliya Dubrovkskaya.
Later the ballet was renewed by several
troupes and gradually the French title was
replaced by the English Apollo, Leader of
the Muses (1951), and from 1957 turned
into the more concise Apollo. By the end
of the 1950s Balanchine started ‘getting
rid of the rubbish’, by minimizing scenery
and dressed the dancers in a simple

and neat uniform — white leotards and
dresses. In 1979 Balanchine cut out the
prologue and Apollo’s apotheosis, leaving
the music and dance alone together.
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BAJIET

« PyOUHDbIY.
cUuna
NMPUTAMEHUA

3HameHuTble « PyGUHbI» — 0AHa M3 Tpex
yacTten cneKktaknsa «/lparoueHHoCTH,
KOTOPbIX YKpalluaeT cerogHA penepTyapbl
BeAywux TeatpoB mupa. Mbicnb o co3aa-
HUM BeYyepa-TpUNTUxa, B KOTOPOM TaHLOB-
LMKKU ONULLEeTBOPAIU 6bl CO6OM AparoLleH-
Hble KaMHM1, pogunach y xopaxa banan-
yuHa B 1967 roay: xopeorpaca, Bceraa
No6MBLLIEr0 OTTOYEHHYIO KPacoTy, BOCXM-
TUNIX BENIMKONENHbIE YKPaLleHWUs, YBUAEH-
Hble UM B HblO-MOPKCKOM IOBEJIMPHOM
nome Knoaa Acnenbca. Ero yBnexna naes
BOMJIOTUTb B XOpeorpaduu 4yBCcTBa U 3MO-
LMK, KOTOpbIE JII0AU UCTbITLIBAIOT MPHU
BUAE U3YMPYAOB, PyGUHOB U GPU/IMAHTOB.

Ana ApKo-KpacHbIXx pyébuHoB banaH4yuH
Bbl6pan Kanpuyuuno ana doprennaHo ¢
opkrecTtpom (1929) Uropa CTpaBUHCHKOrO.
®dopTenraHHbIA KOHLLEPT, HanUcaHHbIA
KaK (haHTa3us, B KOTOPOM Yyepeaytowwmecs
pasHoxapaKTepHble My3blKaJibHbie 3Mu-
30/4bl CO34al0T OLLYLLEHUE KanpU3HOCTH,
KaK Hesb3A Nydlle NoaxoAun ANA TaHua o
AparoueHHOM CMMBOJIe CTpacTu — cTpa-
CTU K HU3HU, BNACTH U NO6GBU.

NMpembepa 6anerta cocrosnacb Ha CLEeHe
New York State Theater 13 anpena 1967
roaa B ucnosnHeHuu tpynnbl NYCB (pas
de deux — lNaTtpucua Mar6pang u
daBapa Bunenna, conuctika — Matpucus
Hupwu). KocTiombl, co3aaHHble Bap6apo#
KapuHcKoM, A0 cUX nop cyuTarTca hunm-
rpaHHon paboToi macTtepa.

Hepeako KPUTUKK UCTONKOBBbIBaKOT «/[lpa-
roLLeHHOCTMU» KaK MPUHOLLEHWEe TPeM cTpa-
Ham M HauMOHaNbHbIM 6aNeTHbIM LUKoNaMm,
C KOTOpbIMH Bblna cBA3aHa cyabba banaH-
yuHa. B yacTtHocTH, « Py6UHbI» paccma-
TPUBAIOTCA KaK Npoobpas A*a30BoK U
L3HCOBOM AMEPUKM U APKUIN 06pa3ymK
ctunsa xopeorpacda. OgHako cam banan-
YWH onpoBepran Takue Aoraaku: « Huuero
noAo6HOro A He UMen B BUAY. ATO NPOCTO
TaHLUbl Ha My3blKy CTpaBUHCKOro, KoTopas
MHe BCeraa HpaBu/iaCb U KOTOPYH Mbl
[0roBOPUIUCE UCMOb30BaTby.

BALLET

rubies.
a power
of attraction

Rubies, a well-known movement of the
three-act ballet Jewels, today adorns the
repertoires of leading theatres across
the world. George Balanchine came

up with the idea of creating a triple-bill
evening, in which dancers represent
jewels in 1967. He was a choreographer
who loved perfected beauty and admired
the magnificent adornments of Claude
Arpels' jewellery boutique in New York.

He was captivated by the idea of putting
the feelings and emotions, which people
experience at the sight of emeralds,
rubies and diamonds, in choreography.

For the bright red rubies Balanchine
chose Stravinsky's Capriccio for Piano
and Orchestra (1929). The piano
concert, written as a fantasy in which
alternating and varying musical move-
ments create a feeling of capricious-
ness, which was well-suited for a dance
about a precious symbol of passion —
a passion for life, power and love.

The premiere of the ballet took place

on the stage of the New York State
Theater on the 13th April 1967, performed
by the NYCB troupe (the pas de

deux — Patricia McBride and Edward
Villella, solo dancer — Patricia Neary).
The costumes, created by Barbara
Karinska, are even today consid-

ered the delicate work of a master.

Critics often interpret Jewels as an
offering to three countries and the
National Ballet School that were so
closely connected to Balanchine and his
personal history. In particular Rubies, with
its striking choreographic style, is seen as
the prototype of the Jazz and dance-cen-
tred America. However, Balanchine
denied such speculation, saying: ‘I never
intended such a thing. It’s simply a dance
to the music of Stravinsky, which | have
always liked and which we agreed to use’.






BAJIET

« CUMMDOHHUA

B TpeX
ABUHMEHUAXY.
oypndwan nasa
BYJIKaHa

«CUMMOHUA B TpeEX ABUHEHUAX» — TOT
peaKun cnyyan, Koraa CTpaBUHCKMM Aan
nogpo6Hoe TONKOBaHUE KOHLEPTHOMY COYM-
HEHWIO: OHO 6bINI0 HanucaHo B 1945-m H
«KaMAabli 3nM304 CUM(OHUU CBA3aH B
Boo6paxeHnn [CTpaBMHCKOro] ¢ KOHKpeT-
HbIM BrneyatsieHnem o [BTtopon mrpoBoi]
BOMHE, OYeHb 4aCcTO UCXOAALLEM OT KUHEeMa-
Torpacda», B YaCTHOCTU, AOKYMEHTa/IbHOM
XPOHUKHU. MocTpoeHHOe KaKk uccneaoBaHue
conepHU4yecTBa KOHTPACTUPYIOLKUX 31eMeH-
TOB, B TOM YMCJIe MeXAy BeAyLMUMU UHCTPY-
MeHTaMHu opKecTtpa — apdon U coprenu-
aHo, NpousBeZeHWe Ha IMOLMOHAJ/IbHOM
YPOBHE BbI3bIBAeT CTPax U TPEBOTY, KaKk
6ypAsilas naBa B }epJie BylKkaHa — HEeBU-
AWUMas, HO C/bllUMMas.

C naptutypoit cumdoHnn BanaHuyuH nosHa-
Komunca ewe B 1946-m, oAHAKO A0NTO He
peluancsa e Bocnoab3oBaTbcA. PeleHue
NPULLIO YiKe B CBA3U CO CKOPOHbIM COBbI-
TUEM — KOHYMHOM KomnosuTopa. Mpembepa
6aneta cocrtosanacb B Hblo-UopKe Ha decTu-
Bajie, NocBALWEeHHOM namATH CTpaBUHCKOrO.

TpexyacTHOM CTPYKTYpe My3blKaibHOIO
NPOU3BEAEHUA COOTBETCTBYET U Tpex4acT-
HocTb 6aneta. lMepBaa — TaHew, 16 AeBy-
LUeK-aMa30HOK, HanoMUHalLWWi aua-
rpamMmmy «ny1bCUpPYIOLLLEro pUTMa HUBOro
opraHusma». Btopaa — pas de deux —
TAMYYUH Ay3T C BOCTOYHbIM Kosioputom. Ero
CMEHSAIOT Ha cueHe 32 TaHUOBLUWKa, ABU-
EeHMA KOTopbIX, 6e3ynpeyHo CKOOPAUHU-
pOBaHHOE C OPKECTPOM, HepeaKo CPaBHU-
BalT C « OKAMEHEBLUUM JIeCOM pPO60TOBY.

BanetHbIn KpUTUK Bagmum MaeBcKum
yTBEepHAaeT, YTO 3Ta NOCTaHOBKa pacKpbl-
BaeT CeKpeT ycnexa U unocodcryto naeto
Bcex 6anetoB banaHuMHa — ABUMeHUe,
POXAEHHOE U3 My3blKa/lbHOro pMTMa Yepes
UMNYNbC, — « €AUHCTBEHHbIX CMbIC/ U
HepB HacTosAwero 6aneray.

BALLET

symphony

in three
movements.

a boiling lava
within a volcano

Symphony in Three Movements was a
rare example of the composer acknowl-
edging outside sources and inspiration for
the composition — it was written in 1945
and ‘every movement of the symphony is
inspired by events of the (Second World)
War, often from film images’, in particular,
from documentary images. Constructed
as a study of rival contrasting elements,
including between the leading instruments
of the orchestra — harp and piano, the
work on an emotional level causes fear
and anxiety: invisible but audible, like
boiling lava within a volcano. Balanchine
first came across the score to the
symphony in 1946, but it took him a long
time to finally decide to use it. Sadly, the
decision only came following the death of
the composer and the premiere was held
in New York at a festival dedicated to the
memory of Stravinsky.

The three movements of the ballet corre-
spond to the same structure of the
symphony. The first movement is the
dance of 16 Amazonian girls, reminiscent
of the previous ‘pulsating rhythm of a
living organism’, the second is a pas de
deux — a lingering duet with oriental
colours. The dance is followed by

32 dancers on stage whose movements
are impeccably coordinated with the
orchestra. It is often likened to ‘a petrified
forest of robots’.

Ballet critic Vadim Gajewski claims that
this staging reveals the secret of success
and the philosophical ideas behind
Balanchine’s ballets — that movement,
born out of musical rhythm and generated
through impulse ‘is the single meaning
and nerve of real ballet’.
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cBoero
«HOoCcepaTty»

A CK/ieuBan,
KaK JOKTOp
thbpaHKEeHLWTEeUH —
MOHCTpa»

«Hocdepaty» — rnaBHOe MOe COYMHe-
HWe B TOM CMbIC/le, YTO 3TO KOHLeHTpaT
yucrtoro, HanaeHHoro matepvana. i ero
HUYeM He pa36aBnan u Tem 6onee He
npuykpawmusan. Becb matepvan onepbi
He nMpuAaymaH, a HangeH B *HU3HU. U 3To
TO, YTO AOJIHKHO NMPOPACTU B UCMOJNHUTE-
NAX, B caywarene, Aaxe, A 6bl CKasan,
npopacTtu yepe3 HUX. ATO OYeHb cympay-
HasA, aCKeTUYHasA UCTOPUA, KoTopasa BeaeT
Hac B TEMHYIO TaiiHy onepbi-BaMmnupa.

Mup HocdepaTty pomaaerca y Hero Bo
pPTY — TaM aKKYMyAUpyeTcs HMU3HEeH-
Hoe ycunue 3BYKa. [lepBoe, 4TO NosB-
NAETCA B 3TOM OTKPbITOM pPTY — AblXa-
Hue. MpucnylumBaachb K HEMY, Mbl Ha4u1-
HaeM pasinyaTb HEKYI0 CUCTEMY 3YMOB.
Jlio6asa 3ByKOBaA MeJioub npeacraet
MHUPOM Mo Mepe Toro, Kak Hocthepaty
poxaaetcA. Poxaaerca yepes porae-
HUe 3BYKa. [NaBHble NepCcoHau onepbl
— Hocdeparty 1 ero HeBecTa lNepce-
thoHa. Camu o0 cebe OHU HUYEro He 3HaloT.
Nx BeayT Tpu Npaiin n Kopuden, Koto-
pbii HaYMHaET paccKa3om MpPO TULLUHY.

Cnepylowas nocne poxAeHUs 3BYKOB
CTyneHb — poOXAeHue peyu. B Tekcte
OHa npeAcTaB/iieHa AByMA andaBUTaMM:
anaBUTOM XyA0MHECTBEHHbIX MmeTadop B
MUCIMOJIHEHUMU MYHKCKOro xopa U andaBu-
Tom 6051€3HEN B UCMOJIHEHUM XOPa HEH-
cKoro. Horaa atoT ABOMHOM andaBuT
HabpaH: « A3, 6yKU, Beau, rnaro...», —
Hocdepaty HaunHaeT roBopuTb. BmecTte ¢
peyblo OH obpeTaeT ceba U CO3HaEeT, 4YTo
OH eCTb BCE&, BK/loYasa CTpax U CMepTb.

BTopo# akT — cobupaHue lNepcedoHbl
nepcoHaxem Tpu lpaiin, cCUMBONU3UPY-
IOWMM KpOBb. TEKCT 3TOro NepcoHaka
COCTOMUT M3 MpoLLEenTbiBaeMbIX Ha NaTblHK

OPERA

| created my
nosferatu,
like doctor
frankenstein
built his
monster

Nosferatu is the main work of mine in
the sense that it is a concentrate of
fresh, pure material. | didn’t dilute it
with anything and didn’t embellish it.
All the material is taken from real life,
it is not imaginary. This is what should
emerge from performers and grow in
listeners. | would even say it should
grow through them. It is a very gloomy
and ascetic story which leads us into
the mystery of the opera-vampire.

The world of Nosferatu is formed in

his mouth, the place where the vital
efforts of sound are accumulated. The
first thing that emerges from his open
mouth is breath. Listening to it we
begin to discern some zoom system.
Any sound detail becomes global as
Nosferatu is being born. Born through
the birth of sound. The main characters
of the opera are Nosferatu and his
bride Persephone. They don’t know
anything about themselves. They are led
by Three Graeae and the Coryphaeus
who starts with a story about silence.

The birth of sounds is followed by

the birth of speech. In the text it is
represented by two alphabets: the
alphabet of poetic metaphors is
performed by the men’s chorus and
the alphabet of diseases is performed
by the women’s chorus. When this
double alphabet is in place, ‘Az, buky,
vedi, glagoli...” Nosferatu starts to
speak. Having acquired speech he
finds himself and realises that he is
everything, including fear and death.

Act Il is the creation of Persephone by
Three Graeae who symbolise blood.
The text of the Graeae is composed of
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AMmutpun
KypnsaHackum,
KOMMO3MTOP

Dmitri
Kourliandski,
composer

OMEPA

MHIPEeAUEHTOB « O6LLErO KIUHUYECKOIO
aHanusa KpoBu». A TeKcT lNMepcedoHbl
OMMO3ULUOHEH OthrULUaNbHON Meau-
LMHe: 3TO HapOoAHble peLenTbl JIeYEHUA
KpoBu. Ecnu mup Hocthepaty — mup
KpoBH, To lNepcecoHa — paspyLimTenb-
HULa 3TOro MMpa U B TO e BPeMA ero
HepTtBa. PparmeHT onepsbl, rae MNep-
cectoHa NoeT cemMb apui, O3Ha4Yaer,

YTO Mpa4yHas cuna NoCTeneHHo BneYeT
ee K yeptoram Hocdeparty, Kak B uap-
ctBo Anpa. MNMepea Kamaon U3 apum Tpu
Mpaiu paloT el cemMeyKko rpaHarta, OTHU-
matoulee vy MNepcetoHbl 0AHO U3 CEMM
YyBCTB: 3peHUe, CNyX, BKyC... Ceabmoe
yyBcTBO — nNamATb. Korga y Mepce-
thoHbI OTHATO BC&, oHa noet Lacrimosa,
nocsie Yero 3BYYMT AY3T MNaBHbIX repoes.
HassaHue ayata — « AHaTomusa 6onu».

Tpetu akt — cBagbb6a Hocdeparty m
MepcedoHbl. MycKoi xop noet Dies
Irae. A }eHCKU — (DONbKNOPHbIE
YacTYLKK, KOTopble NepeBeAeHbl Ha
nartbiHb. « MepTBbIA A3bIK» B KayecTBe
anoKaJMNTUYeCKOro KOMMeHTapUA Noa-
PYEK HEBECTbI 3HAYUM €ELLE U NMOTOMY,
YTO B HEKOTOPbIX POCCUMCKUX permoHax
3TU AEeBYLIKHU, TaK Ha3blBaemMble «NoA0-
KOTHWLbI», BBOAAT U36PaHHULY B TPaHC,
4YTOObLI, 3abblB CE6A, OHA UCHE3/1a B MPEH-
HeM KauyecTBe, ymepna. Bcé. Ceagbba
MepcetoHbl 0 4HOBPEMEHHO 3HaMeHyeT
ee cmepTb. KoHL0OBKa He cBeTnas.

MHe o4eHb BaHO, BUAUMO, B CUIY
MOero KoHcepBaTOPCKOro, TO €CTb
BMosiHe aKaZleMuyecKoro o6pa3oBaHms,
yTo 3T0 — onepa. C Tex nop Kak A ctan
COYMHATb MY3bIKY, 3BYK A1 MEHA HeoT-
AeNUM OT My3blKaHTa, oT ero Tena. Coot-
BETCTBEHHO, AJ1A MEHSH 3BYKU — 3TO
TeNnecHble, OpraHM4yecKue HanpsmeHus,
coBeplUaemMble KOHKPEeTHbIMK TenaMmu
My3bIKaHTOB. A caMo My3blKaJibHoe
COYMHEHUEe — 3TO KaK 6bl CK/ieMBaHue
TeNl UCMOJIHUTENEN, MY3bIKaHTOB, Kak,
BMpOYEM, U CayluaTesiei B HEKoe HoBoe
uenoe. Tak uto cBoero « HocthepaTy» f
AEUCTBUTENbHO CKneuBan, Kak Jloktop
dpaHKeHLTeMH KOHCTPYMpPOBas CBO-
ero moHcTpa. EaMHcTBEHHOEe oTnuune
MeHAY HUM U MHOIO: OH paboTan ¢ MepT-
BbIM MaTepHasiom, A e « CK/IeuBal» 3T0
COYMHEHUE U3 YCU/IUM HUBBIX NIOAEN.

OPERA

constituents of a ‘complete blood count’
whispered in Latin. Persephone’s lines
are opposed to official medicine: these
are folk remedies for blood treatment.
While the world of Nosferatu is the world
of blood, Persephone is the destroyer

of this world and its victim at the same
time. The scene of the opera where
Persephone sings seven arias means that
the dark force is slowly drawing her to
Nosferatu’s chambers, like to the realm
of Hades. Before each aria Three Graeae
give her a pomegranate seed taking away
each of her seven senses: sight, hearing,
taste... The seventh sense is memory.
After Persephone has been deprived of
everything, she sings Lacrimosa, which is
followed by a duo of the main characters.
The duo is called Anatomy of Pain.

Act Il is the wedding of Nosferatu and
Persephone. The men’s chorus sings
Dies Irae. The women’s chorus sings
folk ditties translated into Latin. The
‘dead language’ as an apocalyptic
commentary of bridesmaids is meaningful
also because in some Russian regions
these girls, called ‘lamenters’, put

the chosen one into a trance for her

to ‘die’ in her previous role. That’s it.
Persephone’s wedding is also a symbol
of her death. The ending is not happy.

Perhaps, due to my conservatoire
education, i.e. quite academic
background, | find it crucial that it is an
opera. Since | started to compose music,
for me sound has become inseparable
from a musician and his body. Therefore,
| consider sounds as bodily, organic
tensions that occur in concrete bodies
of musicians. A musical composition
itself is sticking together the bodies

of performers, musicians, as well as
listeners to create something new.

So, | really created my Nosferatu like
Doctor Frankenstein built his monster.
The only difference between us is that
he worked with dead material, and |
created this composition by ‘sticking’
the efforts of the living together.
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Bopuc MaHHep,
He3aBUCUMbIH
RypaTtop,
MeHezxep,
nucartenb

Boris Manner,

a curator,
culture manager
and writer

«Yenosek —
TEeHb CHa,

U gena ero —
CYTb TeHb»

Lapnb Hoabe,
«an C6orap»

'‘Man is a shadow
of sleep, and
his works are
but shadows'

Charles Nodier,
'Jean Sbogar'

OMEPA

HOYHOe
nyTewiecTemve

CTtpax nepea cuiamMuv HOYMU U NpU3pa-
KaMM MMBET B HalUMX KoliMapax U Muchax.
3THONOrM U UccneaoBaTeNn oTMeYatoT
CXOMeCTb 3TUX NMpeJaHWUh U CTPaxoB Y
pasHbIX HAPOAOB, KaK C TOYKU 3PEHUA
trnoreHesa, Tak U C TOYKU 3pEHUA OHTO-
reHe3a. Cyada no Bcemy, elle A0 TOro,

KaK B Ha4yane XIX Bexka Ha4an copm1po-
BaTbCA /IMTepaTypHblii 06pa3 BaMnupa,
«KHA3b HOYM» YHKe WU B hoJIbKIope U
BCTpe4asicA B ONMCaHMUAX HEKOTOPbIX NaTo-
JIOTMIA — XOTHA MEecCTO ero NpPoUCXoMae-
HUA HeNb3A onpeAesTb 0AHO3HauHo.

BoT KaK onucbiBaeT «HocthepaTy» 04MU03-
HbI¥ npodeccop BaH XenbcuHr B «lpa-
Kyne» bpama Ctokepa: «MU60, no3sonbTe
BaM 3aMeTUTb, YTO OH U3BECTEH, NMOBCIOAY
B obuTaembix mectax. O HemM nucanu B
JApeBHen peunu n ipesHem Pume; oH
npouBeTan Bo Bceil lepmaHuu, Bo ®paH-
umu, B UHaMn 1 gaxe B XepcoHece;
naxe B HuTae, KoTopbli TaKk oTAasieH oT
Hac, AaMe TaM OH CyLUecTBOBaJl, U 104U
6o0ATcA ero Ao cux nop. OH conyTcTBO-
Ba/l BO3BHUKHOBEHUIO UCNAHALEB, MYH-
HOB, CNnaBfAH, CaKCOHLLEB, MaAabsAp».

C 60/bLLOM CTeNneHbl0 BEPOATHOCTA MOMHO
NpPeAnoNIOKMTb, YTO NOHATHUE «HOChepaTy»,
MCnonb3oBaHHOE B l@aHHOM LTaTe no OTHO-
LeHUlo K Bamnupy, CToKep no3anmcrsoBa’l
y dmunu Oepapa. Ita aHrnU4YaHKa 6bina
cynpyron Meuucnasa Jla3oBcKoro, oduuepa
LParyHCKOro rnoska aBCTpO-BEHIepCKOM
apMuM, pacKkBapTMpoBaHHoro B Temelu-
Bape U TpaHcunbBaHuU. B 1880-e roabl oHa
Hanucana HeCKOJIbKO KHUI U 3CCe O }KU3HMU
TPaHCUIbBAHCKOro HapoAa, KO CeroaHs
OKasa/MCb HecnpaBeA/IMBO 3abbITbl.

B oaHOM M3 nonynsApHbIX B TO BPEMA TEK-
CTOB OHa paccKasblBajia 0 pas3IM4uax
¢opm, B KOTOPbIX MOFYT BEPHYTLCA YCOn-
LKe: npuapaKkax U Hocdepary.

«...9THU HeNpUKasaHHble AylIKU, Ha3biBae-
Mble « CTPpUramMu», He 3J/1bl, HO UX NosABJe-
HUe He npeaBeLlaeT HUYEro XopoLlero 1
MOMET CUMTaTbhCA NpesBecTuem 601e3HU
unu Hecvactba. Ho onpeaeneHHo 3nbl
BaMnupbl, UKW HOCtepaTy, B KOTOPbIX
Kamabl1 PYMbIHCKUM KPEeCTbAHUH BEpPUT
TakK e TBepAo, Kak B He60 unu ag».

OPERA

a night
journey

The fear of the powers of the night

and otherworldly phantoms lives in our
nightmares and myths. Ethnologists and
researchers note the similarity of these
legends and fears shared by many peoples,
both in terms of their phylogeny and their
ontogeny. It would appear that the 'prince
of the night' already lived in the folklore and
made his appearance in the descriptions of
some pathological conditions long before
the emergence of the vampire as a literary
character in the early 19t century. Its place
of origin can't be located with any precision.

Van Helsing, the repulsive professor
in Bram Stoker's Dracula gives the
following description of nosferatu

in his broken English:

'For, let me tell you, he is known
everywhere that men have been. In old
Greece, in old Rome; he flourish in Germany
all over, in France, in India, even in the
Chersonese, and in China, so far from us in
all ways, there even is he, and the peoples
fear him at this day. He have follow to wake
the berserker Icelander, the devil-begotten
Hun, the Slav, the Saxon, the Magyar.'

One could presume with a high degree
of confidence that the word nosferatu
used in this quotation as denoting a
vampire, was borrowed by Stoker from
Emily Gerard. This English lady was
married to Mieczislas Laszowski, a
cavalry officer who served in the Austro-
Hungarian Army and was quartered in
Timisoara and Transylvania. She was
writing books and essays about the life of
Transylvanian people in 1880s that have
become undeservedly forgotten today.

She addressed in one of her popular
texts of the time the different forms in
which the deceased may come back: as
phantoms and as nosferatu. ... These
restless spirits, called Strigoi, are not
malicious, but their appearance bodes no
good and may be regarded as an omen of
illness or misfortune. More decidedly evil,
however, is the vampire, or nosferatu, in
whom every Roumenian peasant believes
as firmly as he does in heaven or hell.'
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Kak 6bl Mbl HW UMEHOBaNU 3/10BELLErO
rpada [parkyny — «Hoceparty» Wiu
«BaMMUPOM», — OH ABJIAETCA NMPOAOJIKE-
HUEeM NMTepaTypHOM TpaauLMH, 3apoaUB-
wewnca oxkono 1800 roga v octaBUBLLEN
cneja BO BCeX €BPONENCKOM nuTepatype.

B 1797 rogy éte co3naet 6annaay
«HKopuHdcKana HeBecTa». « CyeBepusa» 0
BaMnuUpax OH CBA3bIBaeT C aHTUYHbIMHU
npeaaHuaMM o gyxax. Y [éte Bamnupom,
pacTpeBOMXEeHHbIM B €ro Moruse u cTpe-
MSLLLEMCS MOr/IOTUTb KPOBb U cepaLe
BO3J1I06/1EHHOIO, OKa3blBAETCH KEHLLUHA.
Moao6HY0 TPAKTOBKY Mbl BCTPEYaeM U

y LLlepnaaHa Jle ®aHio B ero HoBenne
«Kapmunna», nossBUBLUEMCA TPU YeT-
BepTU BeKa cnycTts. BaxHoe obcToATeNb-
CTBO, YKa3biBaloLLlee Ha TO, YTO HET OCHO-
BaHWM rOBOPUTb O CTPOIro OnpeAe/sieHHOM
NnosIoBOM NPUHaANIEKHOCTU BaMMNUPOB.

[é1e, KOTOPOMY, C 60/IbLLOIM CTENEHbI0
BEPOATHOCTH, Gbl/1 U3BECTEH TEKCT CPea-
HeBeKoBoro TpakTtata Magia Naturalis, 06b-
eAUHAET B cBoel 6annaae nMTepaTypHyo U
MUDONOrMYECKYIO TPaaULMKU NOBECTBOBA-
HUM O TOM, KaK MepTBeLbl MOryT YrpoaTb
MUPY HUBbIX. AHTUYHBIM NPOTOTUN 6an-
Nagbl — 3T0, NPEeAnoNoKUTENbHO, « KHura
yyzec» rpeyecKoro nucatensa ®neroHa us
Tpann, HanucaHHas Bo |l Beke H.3. B 1666
roay 3TOT e 06pa3 NosABUICA B COYMHEHUM
HoranHa Mpetopuyca «Anthropodemus
Plutonicus — cupeub BcecBeTHoe
onucaHue AUKOBUHHbIX Noaein».

B nuTtepaTtype cxorue ClorKeTbl BCTpeya-
IOTCA TaK e 4acTo U TaK e AaBHO, KaK
1 B Mudax. O marMyecKom cuie KpoBu
rosopuTcA yxe B « Oauccee», Koraa c ee
NOMOLLbIO repoi BbIMaHMBAET U3 3arpob-
HOro MUpa TeHU yconuwwux. [arme cob-
CTBEHHYIO MaTb OH Y3Has Jivllb nocse
TOro, Kak OHa UCnuaa XKepTBEeHHOU KPOBHU.

O KpoBoOXagHbIX CyllecTBax Ham nose-
[anu eule aHTU4YHble nucatenu MNnu-
HWM U CTpaboH. B «dacrtax» OBuamA
KpacHornasble NTULbl — CTPUIKU —
HanaZarT Ha CbiHa uapsa Anbbbl.

B XVII—XIX BB. nyTeliecTBeHHUKH,
Takue Kak Hosed MutToH ae TypHedop,
M 3THONIOMM, Takue Kak Puxapa AHape,
o6HapyXUBaloT NOAOOHbIE CIOMeTbl B
CNaBAHCKUX U FPEYECKMX NOBEpPbSAX.

OPERA

Whether we name count Dracula
with his bloodshot eyes 'nosferatu’
or 'vampire', he continues the literary
tradition that took its root around
1800 and left its traces in the whole
of the European literature.

In 1797, Goethe writes his ballad The
Bride of Corinth. There, he relates the
vampire 'superstitions' to the stories

of ghosts and spirits that circulated in
classical antiquity. In Goethe's piece,
the vampire who is troubled in its grave
and strives to devour the blood and

the heart of the beloved, is a woman.
We find a similar interpretation of the
theme in Sheridan Le Fanu's novella
Carmilla that was published three
quarters of a century later. This is an
important point indicating that vampires
do not belong to strictly one sex.

Goethe, who most probably was
aware of the text of the medieval
Magia Naturalis, brings together in
his ballad two traditional legends
concerning the ways the dead can
threaten the living. Prototype of
Goethe's ballad from the classical
antiquity is, presumably, the Book of
Marvels by a Greek author Phlegon of
Tralles, written in the 2" century AD.
In 1666, this image appeared in the
treatise Anthropodemus Plutonicus,
or Universal Description of Wondrous
People by Johannes Praetorius.

This story line is as old and widespread
in literature as it is in myths. The
invigorating power of blood is already
mentioned in The Odyssey. Ulysses
uses blood to lure shadows of the
deceased from the afterworld. And he
only recognizes his own mother after she
drinks some sacrificial blood. We are
already told of blood-thirsty creatures
by Pliny and Strabo, authors from
classical antiquity, while in Ovid's Fasti,
red-eyed birds — strigae — attack

an infant son of the king of Alba.

In 17t"—19t centuries, travelers like
Joseph Pitton de Tournefort and
ethnologists like Richard Andree
find similar stories in Slavonic

and Greek popular beliefs.
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B weaespe nopaa banpoHa « Bam-

nUp» NyTeleCTBEHHUK CO CBOMM ApYy-
rom otnpasnsaTca B Manyio Asuio, rae
OZHOMY M3 HMX YroToBaHa TaUHCTBEHHaA
CMepTb Ha TypeuKoM Knagéuwe. B atom
npousBeaeHWn bapoH mMaskamu pucyet
obpa3s Bamnupa, cea CBOMMU aJUTIlO3UAMMU
cTpax B Aylle yntaTtensa. JT1a «cTpallHas
ucTopua» bblna HanucaHa Ha Buane uo-
JaTn, pacrnonoxeHHon Ha 6epery HeHeB-
CKOro o3sepa, rae B 1916 roay roctunu
nopa banpoH, MNMepcu Wennu, Mapu
Lennu, a Takxe NU4YHbIK Bpay noaTa
JxoH Monuaopu. B Hawm aHKM BUNNa
M3BECTHa Nnpexae BCero Kak MecTto po-
AeHuAa « PpaHKeHwTenHa» Mapu LWennwn.

Bnocneacteun [xoH Monuaopu
Mcnonb3oBan 6aipoHOBCKUE HAbpo-
CKM NPHU CO3LaHUU COBCTBEHHOIO pac-
cKasa «Bamnup». 3T1oT pacckas 6bin
HanevaTtaH B JloHaoHe B 1819 roay,
npuyem usgarenb — 6e3 cornacus
camoro NMonuaopru — yKasan B Kade-
cTBe aBTOpa camoro BaipoHa.

OaHaKo KHUra 6bICTPO CHUCKana ycnex

v 6narogapsa er B My3blKe U nuTepa-
Type 3apoAaunacb MoAa Ha BamMnupoB.

B KauyecTBe npMmepa MOMXHO npusee-

cTu onepy « Bamnup» Metepa Noseda
¢oH JInngnamHTepa, TMO6PETTO K KOTO-
po¥ 6bIJ1I0 HanucaHo no pacckasy lonu-
Jl0pH, 04HaKo He 6e3 BAUAHUA TBOpYe-
crtBa Lapna Hoabe. Hoabe ucnonb3so-
Ba/ BbILLIEYNOMAHYTbIW CIOMET B CBOel
KHure «Jlopa PEtBuH», ony6aIMKoBaHHOM
B 1820 roay, roaom no3e B CBET Bbilwa
ero HoBenna « Cmappa». U atu, 1 6onee
nosaHuve Hosebl Hoabe 6b1M, C TOYKHK
3peHuA aBTopa, oTpameHUem paHLy3-
CKOro «4epHoOro poMaHTU3ma», XxapaK-
TEPHOM YepTOr KOTOPOro ABNAIOTCA 3ara-
JO4YHbIe UCTOPUU U ABJIEHUA NMPU3PAKOB.

Hoabe 6b11 TOHKO YYBCTBYIOLMM U BAYM-
YUMBbLIM aBTOPOM, €ro TBOPYECTBO He
OorpaHUYMUBasIOCb NepesioeHUeM Hemell-
KUX U aHMUHACKUX « FOTUYECKUX» Npo-
u3BeaeHui. B « Cmappe» ¢ peasibHbIiM
MWPOM MNepern/ieTaltoTca UICTOPUU MUPa
aHTUYHOro — rnaBHbIM 06pa3oM, Tam
npocTynatoT MOTUBbI paccKa3sa Any-

nea «30n10Ton oceny», rae CHbl repo-

WHU 3anosIHAET APeBHAA peasibHOCTb.

OPERA

In Lord Byron's masterpiece Vampire,

a traveler and his friend depart for

Asia Minor, where one of them finds a
mysterious death at a Turkish cemetery.

In this fragment, Byron creates an image
of the vampire in short dabs, arousing
fear in the reader's soul by his allusions.
This 'chiller' was written at villa Diodati,
an estate located on the shore of Lake
Geneva, where Lord Byron, Percy Shelley,
Mary Shelley, as well as John Polidori,
the poet's private doctor, stayed in 1916.
Today the villa is primarily famous as the
birthplace of Mary Shelley's Frankenstein.

John Polidori subsequently used Byron's
fragment to write his own short story
Vampire. The story was published

in London in 1819, with the publisher
mentioning Byron as the author of the
piece without Polidori's consent.

The book soon became a hit and,
thanks to Polidori, the 'vampire fashion'
spread over to music and literature.

One example of such works is an opera
Vampire by Peter Josef von Lindpaintner.
The libretto was based on Polidori's
story, however, it also shows some
influence of Charles Nodier's work. Nodier
employed this plot in his book Lord
Ruthwen, published in 1820. One year
later he produced his novella Smarra.
Both these and later Nodier's novellas
were, in the author's opinion, a reflection
of the French romantisme noir, with

its typical mysteries and phantoms.

Nodier was a highly sensitive and
thoughtful writer, and his work was not
limited to rendering German and English
'Gothic' stories. In Smarra, the real
world is intertwined with the world of the
classical antiquity — primarily, one can
clearly discern motifs from The Golden
Ass by Apuleius, where the heroine's
dreams are filled by classical images.
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Ana Hogbe MUp CHOB — U Mpeae BCero
KowmapoB — 370 terra incognita yeno-
Be4YeCKoro cosHaHuaA. OH yBepeH, 4YTo
3TO He «MpoxoAHaA» TeMa, a CIOMeThl,
npusBaHHble 060raTuTb MMPOBYIO IUTE-
patypy. Paa Tesucos, chopmynupoBaH-
HbIX B KPUTUHYECKUX 3cce Hoabe, Hanu-
CaHHbIX Ha CTbIKe 3MOX Khaccuuusma m
poOMaHTM3Ma, HaMHOro onepeaun ceoe
BpemA. HemeLKnx chaHTacCTU4ECKUX
nucatenen Hadana XX BeKa, K KOTopbIM
oTHocATcA U «lonem» NyctaBa Maw-
PUHKa, U «[lpyraa ctopoHa» Anbdpeaa
KybuHa, ¥ gpyrve KpynHble npousBese-
HUA, BMOJIHE MOMHO CYUTATb NPOAOJIKa-
TeNnaAMHU Tpaguuuin aemoHmsma Hoabe.

Ero nocrtynart coctoan B TOM, YTO /IUTe-
paTypa A0/MHHa 6blTb Hepa3pbIBHO CBA-
3aHa ¢ NepBbiMU BNevyaT/IeHUAVU B
MU3HU YeNoBeKa: AeTCKUe cyeBepus
poAaloT haHTaCTUYECKYI0 UuTepaTypy,
MUCMNOJIHEHHYIO AyXOM rpe3. HanomHum,
pa6ota 3urmyHaa Ppeinga « TonkoBaHue
CHOB», KOTOpasA nocesAlleHa 06bACHe-
HUIO UHTEPECA K Heno3HaHHOMY U TauH-
CTBEeHHOMYy Bbiwsa avwb B 1900 roay.

Hoabe 3aHMMmanca nutepaTypHOM
[eATeNIbHOCTbIO eLle B CBOK 6bIT-
HOCTb 6MbnnoTteKapem B ropoae Jlan-
6ax (JliobnaHa), ctonuue ToraallHUX
WITUPUHACKUX NPOBUHLMK, COCTOAB-
LUKX U3 aBCTPUMNCKUX TEPPUTOPUM, OTO-
weawwux B 1809 roay dpaHuuu no
ycnosuam LLIEH6pYHHCKOro mupa.

O4HMM U3 AenapTaMeHTOB 3TOr0 HeA0Nro-
BEYHOro TeppuUTopUanbHoro o6pasoBa-
HuA ctan Croatie Militaire Ha rpanuue ¢
ABcTpuen. Ha npoTsaeHUU CToONeTUn 3TU
3emMau mMeay AapuaTtUdecKkum Mopem

U cerogHsaWwHen PymbIiHWEN, Ha rpaHUuLe
OcmaHcKoM umnepun u MGc6yprcKoim
BeHrpuu, nepexoannu ot 04HOM BOIOIO-
LLLeX CTOPOHbI K aApyroi. MNpubei B Jlai-
6ax, Hoabe okasancsa Henoganery ot
anuuUeHTpa ApYyror BaMnUpPCKOM UCTO-
puu. Ee cloxeT, oaHaKo, pa3BuBancsa

He Ha CTpaHULax IMTepaTypHOro nNpo-
M3BeAEeHUA, a B OhULMaNbHbIX MUCh-
Max OAHOro0 U3 BEHCKMX BEAOMCTB.

OPERA

Nodier perceives the realm of dreams —
and, primarily, of nightmares, as terra
incognita of the human mind. Rather
than seeing them as a passing theme,
he is convinced it is something that
would enrich the world literature. Some
of the points formulated in Nodier's
critical essays written at the junction

of the period of classicism and that

of romanticism, proved to be much
ahead of their time. One could say

with good reason that works of the
German fantasy genre of the early

20t century, such as The Golem by
Gustav Meyrink, The Other Side by
Alfred Kubin, as well as some other
major pieces, continued the traditions
of demonism established by Nodier.

His main axiom is that literature should
draw from the first impressions in human
life: the child's superstitions give birth

to the fantasy fiction filled with the spirit
of daydreaming. To remind, Sigmund
Freud's The Interpretation of Dreams,

a work dealing with the interpretation

of the human interest in the unknown
and the human desire to discover
mysteries, was only published in 1900.

Nodier engaged in literary activities
even as he worked as a librarian in
the city of Laibach (Ljubljana), the
capital of the then lllyrian provinces
comprised of Austrian provinces taken
over by France in 1809 under the
terms of the Treaty of Schonbrunn.

One of the parts of this short-lived
territorial unit was Croatie Militaire located
at the border with Austria. For centuries
these lands between the Adriatic sea
and the present-day Romania, at the
frontiers of the Ottoman Empire and
Hapsburg Hungary, passed from one
party to the conflict to another. After he
arrived to Laibach, Nodier found himself
very close to the epicenter of another
vampire story. This time, however,

its storyline developed in a string of
official letters of one of the Vienna's
administrative departments, rather than
on pages of a literary piecework.
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B 1725 roay B aapec BEHCKOM agMUHU-
CTpaLuKU NOCTYNUAO MUCbMO OT UMMe-
PaTOPCKOro YUHOBHUKA MO haMuIuur
®dpomBanba. OH panopToBasn 0 HeUs-
BECTHOM anuaemuu B gepeBHe Knuconosa
B OKKynupoBaHHoi CeBepHoi BocHuM.

KpenoctHow lNetap Bnaroesuy, no
CBUAETEJIbCTBY HUTEJIEN AEPEBHM,
ABNANCA B UX AOMa, KOr4a HepTBbl
cnanu, NOMMUACA K HUM U AyLIKI, NoKa
Te He UCNyCKanu ayx. Y TaKUX CyLlecTB
(MeCTHbI€e }UTEeNU Ha3biBaJIi UX « BaM-
NnUpW») Teno B rpoby He TNEET, a BOJIOCHI,
60posa U HOITHU NMPOAOJIHKAKOT PacTU.

KamepanbHblii npoBusop PpomvBanbg
OTNpaBU/ICA B AEPEBHIO U NMPOU3BEN
OCMOTpP 3KcrymupoBaHHoro Ttena lNetapa
BnaroeBuya. Mo ero 3axki4YeHuUo, TENO
He O6HapYHU/I0 NPU3HAKOB T/IEHUS,
BOJIOCbI U 60poAa NpoAo/Kanu pacTu, a
BOKPYr pTa MmepTBeLa 6bliM BUAHbI cneabl
cBeXelr KpoBU. PasbsApeHHble XKuUTenu
[epeBHU BOUIU B cepAaue « Bamnupa»
JepeBAHHbIN KO, a Te/I0 COMIMKU A0TNa.

OaHaKo — ec/iM He cyUTaTb CTaTbM

B OJHOW U3 BEHCHKMUX raset — HUKa-
KOro pe3oHaHca 3TOT cJly4ai He
muven. Cemb neT cnyctd, B 1732 roay
B AepeBHe MeaBerus 6bin 3aperu-
CTPUPOBAH aHaNOrMYHbIA cny4yam —
CHOBa B NMPUrpaHUYHOM pPervoHe, HO
Tenepb B ceBepHoi YyacTu Cepbun. B
3TOT pas noruénu yxe 13 yenoBek, U
nocne 3Toro NPOUCLLUECTBMUA pasrope-
JIUCb camble 6ypHble CNopbl O BaMMu-
pax, Kotopbie TonbKko Buaen XVIIl Bek.

O cTpaHHOM 60M1€3HU CTano U3BECTHO NpHU
ABope BeHckoro nmneparopa, nocne 4ero
B pa3HbIX yHUBepcuTeTax lepmaHmm 6bi1m
3aTpeboBaHbl 06bACHEHUA TaKoro poaa
cny4yaeB. [MOTOK ny6/MKauui y4eHbIx Co
BCEro MMpa HaBOAHW/ KHUXHbIE NaBKM.
JAucKryccuun 6ypnmnu ao 1760-x rogos.
OcTaeTtca NuWb YNOMSAHYTb, YTO ViKe B
1749 roay tpaHUY3CKUIA CBALWEHHUK Orio-
cTeH Kanbme nogBsesn UTOMM 3TUX CMOPOB,
M ero TpakTaT CTan BaKHOMW BEXOM B IUTe-
paTypPHOM MU3HU AAHHOIrO heHOMeHa.

OPERA

In 1725, one of the departments of the
Austrian government received a letter
from imperial official named Frombald.
He was reporting on an obscure
epidemic in the village of Kisolova

in the occupied northern Bosnia.

Bondman Peter Plogojowiz, by evidence
of the villagers, used to visit their homes
when his victims were asleep, lie next to
them and strangle them until they gave
up their spirits. Bodies of these creatures
(local people called them 'vampyri’) did
not decay in their coffins and their hair,
beard and nails continued to grow.

The Austrian official went to the

village and examined the exhumated
body of Peter Plogojowiz. According

to his report, the body didn't show

any signs of decay, the hair and the
beard continued to grow and there
were signs of fresh blood around the
corpse's mouth. The furious villagers
drove a wooden stake in the 'vampire's'
heart and burnt his body completely.

However, the case didn't cause any
public stir, apart from an article in one
Viennese newspaper. Seven years later,
in 1732, a similar case was reported

in a village of Medvegia, which, again,
was a frontier area, this time in the
northern part of Serbia. In this case

the report mentioned 13 victims and
sparked most energetic discussion about
vampires witnessed by the 18" century.

News of the strange malady reached
the court of the Austrian emperor, and
the emperor required explanations

for such phenomena from a number

of German universities. Publications
by academics from many countries

of the world flooded bookshops. The
discussions continued well into the
1760s. We should only mention that the
debate was summarized by the French
priest Augustin Calmet in 1749, and
his treatise was another milestone in
the literary life of this phenomenon.
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Bamnupuam paccmatpuBancs Kak npo-
ABJIEHWe Zoceie HEU3BECTHOro 3abone-
BaHMWA, a ero onucaHue 6b110 cocTas-
JIeHO Ha OCHOBaHWM NMPOTOKOJIOB, Xpa-
HALWMXCA B BOEHHbIX BegomcTBax. OH
CcuUMTaNCA KaK O4WUH U3 CUMMTOMOB CTPaH-
HOM 3NUAEMUH, MPUYEM B YYEHbIX Tpyaax
BOMPOCbI CamMOW Bepbl B CyLLLECTBOBa-
HWe BamMNUPOB BbIHOCU/IUCb 3@ CKOOKMU.

Bo BTopoii nonosuHe XVIII Beka o
«60/1€3HEHHOM» OTTEHKEe BaMnupuama
yHe 3abblii — U B ctatbe KaKypa,
HanMcaHHOM ANfA « QHLMUKIoONEeAUn»,
BaMnupbl paccmaTpuBaloTCA, rnas-
HbIM 06pa3oM, KaK repou cyeBepun.

MNMpumevaTenbHo, YTO KaK B IMTepaType,
TaK U B ONUCaHWKU NaToNorui Bamnu-
pu3M — fAB/IeHWe Bceraa nepexoaHoe
WAK norpaHuyHoe. Bamnupos BcTpeyatoT
Ha NpPUrpaHUYHbIX BOEHHbIX TEPPUTOPHUAX:
TaMm, rie COXUTENIbCTBYIOT U 6opiloTcs
APYr ¢ APYrom ucnam, npaBociaBue U
Katonuuusm. Y Hoabe oHW noasnsaioTcs
Ha CTbIKe 3Mox KiaccuuusMa U pomaH-
TU3Ma. Pa3pbiBbl MeKay MMpaMu He yAaa-
eTcea 3anaTaTb pauuoHasbHbIMKU 06b-
AICHEHUIMU — U MepTBble BOCCTaloT.

Horaa ctouMwb Ha nopore 6yayuiero,
BrMOJIHE onpaBAaH CTpax rnepej Bo3Bpa-
LEeHUEeM TOro NPOLLIOro, OT KOTOPOro Thbl
TOJIbKO 4TO yLwen. Bo3amoxHO, UMeHHOo

B 3TOM (hyHAaMeHTa/NbHasA uAaenA nep-
COHaa, crnocobHoro Bo3BpallaTbCcA

«C TOW CTOPOHbI», MepCoHarxa, He noa-
BJIaCTHOIO JIMHEMHOCTU BPEMEHM.

CTtpax nepej, OHUBLUUMU MepTBe-
LaMu — 3TO MPOEKLMA Hallero cTpaxa
nepea noBTOPamMu: OHU MOTYT MOKO-
neb6artb Hally Bepy B IMHEMHOCTb MPO-
rpecca v paspyluuTb Hally yBEpeH-
HOCTb B 6€CKOHEYHOCTU Pa3BUTHUA.

OPERA

Vampirism was perceived as an
expression of a formerly unknown
disease, and its description was based
on protocols held by the Austrian
military. The academic papers left issues
of faith in the existence of vampire
outside the area of discussion.

In the second half of the 18th the
'disease theory' of vampirism was already
forgotten, and Jacourt's article written

for his Encyclopédie, mainly treats
vampires as characters of superstition.

It is noteworthy that vampirism is always
a transitory or frontier phenomenon, both
in literature and in the description of
pathologies. Vampires are encountered
at frontier territories, where Islam,
Orthodox Christianity and Catholicism
coexist and fight each other. With
Nodier, they appear at the junction

of the periods of Classicism and
Romanticism. People fail to patch the
gaps between worlds with rational
accounts, and so the dead rise in revolt.

When you stand at the threshold of
the future, the fear of the return of

the past you have just left behind is
entirely justified. This is probably, the
fundamental message of the character
who is able to come back from "the
other side", the character that is not
subject to the linearity of time.

The fear of the dead coming alive is a
projection of our fear of repetitions: they
can shake our faith in the linearity of the
progress and destroy our confidence

in the infinity of development.
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Diefachtfichangareingrauflem
liche exfety:ocfenlichebyfEoiien von dan wilden reiiench.
Dracole wayde. YOie ev dieledt gefpift bat. vnd gepraten,
pnd mit denthaiibtern yi dnem Ceffel gefoten, vii rote ex die
[etit gefchunden hat vit sebacen laffen alaein Eraut, Tjee
e hataud) dent miitarii e EBind gepiat ond [y babés mifs
fen fdlBer ¢ffen. Ond vitandere afchrockenliche ding diein
diffem Tractat gefchribar ffend. Vnd in welchem land er
gevegivet hat,
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@& [MepMCHUI aKkaaeMUyecKuM TeaTp
onepsbl U 6aneta

OPERA / BALLET

& Perm Opera and Ballet
Theatre

c(h)oeurs

BOKaJIbHO-XOpeoTrpaduieckast
KOMIIO31IMsA Ha MY3bIKY U3 HpOI/I3BeJIeHI/Ifl
JPKy3elnne BEpAu U puxapja Baruepa

NocTaHOBKa
teatro real (maapua)

uaen, NoCTaHOBKaA, cLeHorpadua
aneH nnartesnb

AUpUHKep

Teoa0p KYPeHT3UC
My3blKa/lbHbIA ApamaTypr
fIH BaHAEHXYB

Apamartypr

XWUnbaerapa Ae BYUCT
XopMmeuncTep

aHapec macnepo
KOMMO3UTOp

CTUBEH NpeHresnc
XYZOMHHUK MO CBETY
Kaps10 6ypruHbOH
3BYKOpeKMccep

6apT yUTTEpPLUNPOT
XYAOHHUK Mo KoCcTiomam
JOPUH AEeMIO3HK

WUCMOJTHAIT
les ballets cde lab
xop teatro real
OpKecTp musicaeterna

KonpoAayKuums

NepMCKOro akaZieMmm4ecKoro
TeaTpa onepbl U H6aneta

MM. M. U. YaUKOBCKOIro

U les ballets cde lab

c(h)oeurs

vocal and choreographic composition
to the music of the works

of giuseppe verdi and richard wagner

production of
teatro real (madrid)

concept, direction and set design
alain platel
conductor

teodor currentzis
musical dramaturgy
jan vandenhouwe
dramaturgy
hildegard de vuyst
choirmaster

andres maspero
additional music
steven prengels
light design

carlo bourguignon
sound design

bart uyttersprot
costume design
dorine demuynck

performed by

les ballets cde la b

choir of teatro real (madrid)
musicaeterna orchestra

a co-production by
perm opera and ballet theatre
and les ballets cde la b
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My3blKa / music

1. giuseppe verdi (1813—1901)
messa da requiem dies irae + tuba
mirum

2. richard wagner (1813—1883)
lohengrin prelude act 1

3. richard wagner
tannhauser pilgerchor

4, giuseppe verdi
messa da requiem reprise ‘dies irae’

5. richard wagner
die meistersinger von nurnberg wach auf!

6. giuseppe verdi
nabucco va pensiero

7. richard wagner
lohengrin heil! konig heinrich! heil!
(akt lll, dritte szene, lebhaft)

8. richard wagner
die meistersinger von nurnberg
prelude act 3

9. giuseppe verdi
macbeth patria oppressa

10a. historical recordings
of ‘parigi o cara’ (la traviata) and ‘o du
mein holder abendstern’ (tannhauser)

10. giuseppe verdi
la traviata prelude act 3

11. giuseppe verdi
messa da requiem libera me (excerpt)

12. giuseppe verdi
la traviata prelude act 1

AOroJIHUTeNIbHaA My3blKa
1 3BYKOBOE o(hopmieHUue
CTUBEH NpeHrenc

additional music
and soundscapes
composed by
steven prengels
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UL b
MeAJIeHHble
nepemMeHbl —
HacToALlMe»

— YTO BAC MPUBJ/IEKAET B BEPAWU? KAK

Bbl BOCMPUHUMAETE ErO MY3bIKY?

— BnepBbie MHe NpeaoMUInU NOCTaBUTb
CMeKTaK/ib Ha My3biky Bepau ana dectu-
BanA TaHua B MoaeHe, NpUypOYEHHOro K
CTOJIETUIO CMEPTU KOMMNO3UTOPA, KOTOpPOe
otmeyanocb B 2001 roay. Y meHA poau-
Nacb MbIC/b NPUB/EYL K Y4aCTUIO NOHKMU-
NbIX NEBL,OB, 6bIBLUMX 3BE34, ANA KOTO-
pbiX 6bIJ1 NTOCTPOEH NaHCUOH Bepaun. Ho
notom y Kepapa Moptbe Bo3HUKNa 6onee
YeTKaa uaenA NOoCTaHOBKU Ha My3bIKY
Bepau, roe rnaBHyO posib UCMOJTHAET XOP.

Jywmato, my3bika Bepau He camana Kpacu-
BaA B mupe. Ho uyBcTBYeTCA, 4TO 3a HeH
CTOAT €ro BbICOKME N'YMaHUCTUHECKUEe
uaeanbl. HekoTopble U3 ero menoaun
HacCTOJIbKO U3BECTHbI, YTO UX UCMNOJIb30Ba-
HWe cTano No4YTHh 6aHanbHbIM. Ho Mbl npo-
[OJKaeM ¢ HAMK paboTatb. Hanpuwmep,
xop Vapensiero us onepbl « HabykKko»

— 3TO COBEpLUEHHO NnoTpAcarLwmin dpar-
MeHT. Bbl AelACTBUTE/IbHO NOYYBCTBY-

eTe, YTO 3Ta My3blKa Yy Hac B reHax.

— MY3bIKA BEPOU MAGOCHA. MOAXOAUT N
OHA A/19 HALLEM BE3YYACTHOM 3MOXWU?

— lMpoTtuB nadoca A He Bo3paxarw. A He
6010Cb CEHTMMEHTaNIbHOCTH, XOTA UHOrAa
APOCTHO 60optock ¢ Hel. U elle A oco3Hato
cuny My3bikM Bepau v onepbi Booblue.
3TO0 0AWH U3 HEMHOIMUX *HaHPOB UCKYC-
CTBa, KOTOPbIE He CTapalTCHA CAEPHU-
BaTb rNyb6oKkue nepexumBaHuA. HblHeLWHUI
XOPOBOM MPOEKT A U3HA4YabHO NMPUAYMbI-
Ban ana Hoto-AopKcKoit onepbl. A BUugen
MX NMOCTaHOBKMU U Bbl/1 OKOJIA0BAH UX CTa-
pomoaHbIM cTunem. [laxe B Hawlem Jilo6U-
Te/IbCKOM TeaTpe CMNeKTaK/Iu CTaBATCA

B 6o/iee coBpeMeHHOM ayxe. A notom fA
noHsA, yto Hblo-MopKckas onepa — 3To
NpoTUBOAAUE, OPYKUE MPOTUB OTHYH-
[EeHUA, NPOTUB 3aLMUTHbIX MEeXaHM3-

MOB NMOBCEZHEBHOM }U3HU, B KOTOPOH
YyesloBeK NoAaBisAeT CBOU YyBCTBa.

OPERA / BALLET

only slow
change
Is true
change

— WHAT IS SO FASCINATING ABOUT VERDI?

HOW DOES HIS MUSIC AFFECT YOU?

— Well, | was asked a first time to set up
a performance about Verdi by the dance
festival in Modena in commemoration

of the hundredth anniversary in 2001 of
Verdi's death. | played with the idea to set
up a project with old-aged singers, retired
stars for whom Verdi had established

a rest home. But then, Gerard Mortier
came with a more specific request about
Verdi, using the choir as protagonist.

Verdi did not compose the most beau-
tiful music, | think. But you can feel that
he was driven by a deeply humanistic
ambition. Some of his melodies are so
well-known that it is almost too common
place to use them. Yet, we do. With

'Va pensiero' from Nabucco. It is a choir
moment with a most wonderful effect. You
can really feel this music is in our genes.

— VERDI STANDS FOR PATHOS. IN A COLD
ERA SUCH AS OURS, DOES THAT FIT IN?

— Oh, | don't mind pathos. | am not afraid
of sentimentality, although | fiercely fight it
sometimes.' | also understand the power
of Verdi's music and opera in general.
Opera is one of the rare art forms that

do not shy away from displaying deep
emotion. This choir project was originally
intended for the New York City Opera.
Seeing their performances, | was mysti-
fied by their old-fashioned approach.

Even in our amateur theatre | had seen
stronger stuff. And then | understood that
the New York opera works as an antidote,
as a weapon against the distance and
defence mechanisms in daily life, in

which emotions are hardly allowed.
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c AneHom
Mnatenewm:
[epT BaH aep
CneTeH

Interview with
Alain Platel:
Geert

Van der Speeten

(De Standaard
07/01/2012)
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— OT BEPAU K BATHEPY — [A0BOJIbHO
BO/bLUIOMN CKAYOK. KAK Bbl MX COYE-

TAETE B 3TOM CMEKTAKNE?

— fI3bIK Tena, KOTOpbIK A UCceayto B
cBoer paboTte, NpPeKpacHoO co4yeTaeTcs

¢ My3blkor BarHepa. Bo3amoxkHo, aame
Nyylle, YeM C My3bIKOW 6GAPOKKO, KOTOPYIO
A ucnonb3oBan npexae. Koraa a pabo-
Tan ¢ my3bikor Mouapta u MoHTeBepaMm,
OCHOBHbIM NMPUEMOM 6bl1 KOHTPACT: Npo-
TUBOMOCTaBNeHUe TaHLa U XapaKkTtepa
My3biKKU. Tenepb, ¢ BarHepom 1 Bepawm,
3TO Ve He KOHTPACT, a rapMoHUA. JTa
My3blKa rnyb6oKa, MHOrocsionHa. MoxHo
CKasaTb, YTO 3TO BUAOMU3MEHEeHHas
HenoaBUMXKHOCTb. XoTA y BarHepa ectb 1
Takas My3blKa, 4YTO 3aBnageBaeT To60M U
He oTnyckaet. Hapg ysepTiopoi K «J1o3H-
rpUHY» Mbl paboTtanu Heaenavu. C atoi
My3bIKOM BO3MOHO BC&. Henb3a ocra-
BaTbCA PaBHOAYLIHbIM, KOTAa C/blMLb
Heil Kénig us «JlosHrpuHa». Kak 6yaTto B
HeM 3By4YUT Becb « BnactenuH Koneuy!

— Bbl TOBOPUTE, YTO XOP HA CLEHE
«MNYFAKOLLE MPEKPACEH». MOYEMY?

— B rpynne ecTb HeKui cobnasH.
XoueTcs cTaTb ee 4acTbi, HO MpHU

3TOM CTPALUHO NOTepATb B HEW cebA.
Tonna moeT 06epHyTbLCA NPOTUB Yeno-
BeKa B 04MH MUr. A cam UcnbiTan 3To
BO BpeMs NOCTAHOBKMW CMEKTaKA.

KaK BbICTPOWUTb COJIbHYIO NApPTUIO AS
xopa? Y MmeHsA 6bl/IM pa3Hble Uaeun Ha 3ToT
cyeT. Ho B UTOre A NOHAN: MEHbLUe 3Ha-
yuT 60nblue. Korga BocembaecAT yeno-
BEK 0O4HOBPEMEHHO JIULb NOAHUMAIOT
MWU3UHeL, 3TO Brne4vyaTnaeT Cu/bHee, YeM
nobas cnoxHana xopeorpacus. Dies Irae
13 «PekBuema» Bepau — o4yeHb cuUNb-
HbIX MOMeHT. NoABneHue xopa ANUTCA
noyTH ABajuaTb MUHYT. XOp NPOCTO cny-
CKaeTcA Mo CTYNeHAM, U OT OAHOMo 3TOro
no cnuHe 6eryt mypalKu. NMoyemy 3to
npoucxogut? MNoTomy 4TO UX MHOro?
MoHATMA He UMelo KaK, HO 3To paboTaer.

— KAK OTHOCUTbCA K MACCE mO.CI,EH,

C MOJIMTUYECKOM TOYKM 3PEHVIF|?

— Mysbika Bepau v BarHepa Bo3Bpa-
LLaeT Hac K anoxe, Korga npowuseTtan
nadoc. Ho oH 6bln HyHeH, 4TO6bI NPO-
6yAuTb YYyBCTBO O6LLHOCTHU, eauHeHuA. U
Bepau, v BarHep #unuv B rocyaapcrsax,
KOTOpble elle He CTa/lu e4UHOW HaLUen.
UTtanuio u NepmaHuio Toro BpeMeHu

OPERA / BALLET

— FROM VERDI TO WAGNER, THAT IS

QUITE A BIG LEAP. HOW DO THEY COME
TOGETHER IN THIS PROJECT?

the body language | explore in my work
finds a haven in Wagner's music. Even
more perhaps than it did in the baroque
music | often worked with. With Mozart
and Monteverdi, it was the contrast
that did the trick: the contrast between
the dance and the playfulness of the
music. With Wagner and Verdi, there
is no contrast, there is harmony. The
music has many layers digging deep.
You could call it contorted stillness.
Although Wagner also composed very
grasping, unavoidable music. The
overture of Lohengrin kept us busy

for weeks. Anything is possible with
this music. And it is impossible to
listen indifferently to 'Heil Konig' from
Lohengrin. |t is as if all of the Lord

of the Rings comes together in it.

— ACCORDING TO YOU, A CHOIR ON STAGE IS
'DANGEROUSLY BEAUTIFUL'. WHY IS THAT?

— There is something tempting
about a group. You want to be part of
it but at the same time you are also
afraid of losing yourself in it. A crowd
can turn against you in no time. ltis
something | could experience myself
while choreographing this project.

How do you give a solo part to a choir?
| had all kind of visions about it. But
finally, | realized that less is more. Eighty
people raising their little finger is more
impressive than the most sophisticated
movement pattern. The 'Dies irae' from
Verdi's Requiem is a powerful moment.
It takes about twenty minutes for the
choir to appear. The choir comes down
the stairs, and no more is needed to
send a shiver down your spine. Why

is that? Because of their number?

| have no idea, but | know it works.

— THE MASSES, HOW ARE THEY TO

BE UNDERSTOOD POLITICALLY?

— Verdi's and Wagner's music take

us back to an era in which pathos
grew well. But that pathos was needed
to evoke a feeling of fellowship

and union. Both Verdi and Wagner
lived in a country that was not yet

a nation. You could compare their
Germany and lItaly to our present-day
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MOMHO CPaBHUTb C CeroaHAL-
Hei EBponoii. Cneayet v Ham ocTta-
BaTbCA BMeCTe WK pa3faenuTbca? —
BOT BEYHbIX BOMPOC, 3By4allMi Haz,
LIaXxMaTHOW AOCKOW UCTOPUMW.

BmecTe uam nopo3Hb — rnaBHbIK BONPOC
3TOro CreKTaKkAA: CO/IMCTbl MPOTUB XOpa,
JIMMHOCTb NPOTMB TOJMbI, NOACO3Ha-

HWe NpoTUB pasyma. MmeTb cobCTBEH-
HbIA ronoc unu Het? CobnasH U3rHa-
HuA. Bblno HeTpyaAHO HaUTKU o6pasbl,
4YTO6bl NPOUNNIIOCTPUPOBATL ITU MOHA-
THA. B macc-meama ux nosnHo.

Ewle mMbl Ucnonb3yem A0BOJIbHO MHOMO
umtat. Hanpuwvep, ns pomanHa oHa-
TaHa Jluttrenna « bnarosonutenbHUUbI», B
KOTOPOM BCTpeYaloTcA NpoTUBOpEeYmBbIE
BbICKa3blBaHWA O JIMYHON OTBETCTBEHHO-
cTu. Ha Kom nexuT 60sblue OTBETCTBEH-
HOCTU: Ha }eJie3HOAOPOHHOM CTPesoy-
HUKe WK Ha oduLepe, OTAAlOLWEM NpU-
Kasbl B KOHW1arepe? UHAUBKUAYYM nerko
BOBJIEKAETCA B KOJUJIEKTUBHbIE AENCTBUA.

MeHsa rny6oKo B3BonHoBanu cnosa Map-
reput [topac o AeMOKpaTUU U Nosu-
Tuke. OHa cynTana, 4YTo CyTb AEMOKpa-
TUM B TOM, YTO CEMb MWJIMAPAOB 4eso-
BEK XUBYT BMECTE U CMOTPAT, Kak MUP
pacnagaetca Ha Yyactu. MoxeT 6bITb,
3TO MHeHue ¢haTtanucta. Ho 3To o3Ha-
yaeT, YTo, HECMOTPSA Ha BCe pas/inyus,
Mbl 04eHb Moxoxu. Mbl Bce B ogHOM
NogKe, U NO3TOMY BOT Bam BOMPOC Ha
MWJIJIMOH [,0N1apPO0B: YTO Bbl XOTUTE
caenatb CO CBOEW HU3HbIO? Bbl He
MOMETE OCTaBUTb PELLUEHUEe APYrum
noaav, gaxe snactam. Kamabii pas Bbl
[OJIHHbI BblI6UpPaTb, KaK NOCTYMUTb.

— B MPOLU/IOM FOAY CWIA TOAMbI BbIIA
rMABHOM TEMOW HOBOCTEM, B MEPBYIO OYE-

PE/lb B CBAA3WU C « APABCKOW BECHOM». YTO

Bbl YYBCTBOBA/IW MO 3TOMY rMoBoAy?

— Xop 1 maccoBble nepdopmMaHCbl HEU3-
6eKHO o6pallaloTcA K Teme HapoAHOro
npoTecTa: oT 6e/brMiNCKoN « PeBoJIo-
MU KapTOLLUKU-bpHU» A0 aKLUUK « 3axBaTu
Yonn-ctput» unn ApabCcKoin BeCHbI.

MeHsa rny6oKo BnevatiMna peBonioLm-
OHHasA BosiHa B ErunTe. BHavane B Hew
6blNa cTpacTb, HO 3TOT MU BbICTPO MPO-
neten. Uctopma noKasbiBaeT, YTo peBo-
NIoUMA Noupaet cBoux aetei. Mocwvo-

OPERA / BALLET

Europe. Are we staying together or
do we split up: an ever pertinent
question on history's chess board.'

'Together or apart is what the perfor-
mance is about: dancers versus choir,
individual versus masses, sub conscious-
ness versus ratio. To have your own voice
or not. The temptation of excluding. It was
not very difficult to find images illustrating
these notions. The media are full of them.

We also use quite a few quotes. From
Jonathan Littells' novel the kindly ones
e.gd., in which you find confronting state-
ments about individual responsibility.
Who is more responsible, the railway
employee operating the switches or the
officer giving orders in the extermina-
tion camp? As an individual, one gets
easily caught in a collective happening.

| was also deeply moved by what Margue-
rite Duras said about democracy and
politics. According to her real democracy
is seven billion people living together
and watching the world fall apart. As a
statement, you may find this quite fatal-
istic. But it also means that, regardless
our many differences, we are all alike.
As we are all in the same boat, the
one-million-dollar-question is: what do
you want to do with your life? You cannot
leave decisions to others, nor to any
higher authority. Over and over again,
you can choose what you want to do.

— THE POWER OF THE MASSES WAS QUITE
OFTEN IN THE NEWS OVER THE LAST YEAR,
AMONGST OTHER THINGS BECAUSE OF THE ARAB
SPRING. HOW DID YOU FEEL ABOUT THIS?

— Choir and masses inevitably refer
to popular uprisings: from the Belgian
French fries revolution, over Occupy
Wall Street, to the Arab Spring.

| have been deeply moved by the revolu-
tionary wave in Egypt. It had ardour at first
but the revolution quickly lost momentum.
History shows that revolution always

eats its own children. Makes you wonder
what today's indignados will do ten years
from now. Where will they be in the
system? In my opinion, change can only
work when it is slow and gradual. Never
when it is radical or sudden, because
that kind of change is a delusion.
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TPUM, YTO CTAHET Yepes AeCATb JIeT C
CEeroAHAWHUMU « UHAUrHaaoc». B Kakom
3BeHe CUCTEeMbl OHMU OKarKyTcA? A cuu-
Talo, YTO NnepemMeHbl AeUCTBEHHbI,
TONbKO KOrZa OHW NMpOTEKaloT MeASIeHHO
M nocterneHHo. BHe3anHble 1 pagu-
Ka/ibHble NepemMeHbl — 3TO WJIIO3UA.

M B paboTte, 1 B JIMYHOM HU3HU NPOTUBO-
CTOAIHMIO A NPeAnoYUTald KOMMNPOMMUCC.
MoaToMy MHe HpaBUTCA Hall 6enbrumn-
CKUIM « IKCMEPUMEHT» HU3HU 6e3 npaBu-

TenbcTtBa. Mcxoaa U3 NONUTUYECKON CUTY-

aLKrK, HaM HY¥HO UcKaTb modus vivendi.

— B BALUMX MOCJEAHWX PABOTAX HEMA-
JIOBAXHASA POJIb OTBOAWUTCA PAHE-

HOMY TENY. C YEM 3TO CBA3AHO?

— TaK A Bonjiowato B TaHUe ybuHHble
YyBCTBa COBPEMEHHOro 4yesioBeKa. Heco-
MHEHHO, B NOCnegHue rogbl Moe OTHO-
LLeHWe KO MHOIMM Belllam CTasio MeHee
paauKanbHbIM. f y#e He CMOTpIO CBbl-
COKa Ha KlaCCUYeCKUM 6aneTt uam Ha
aKkcnpeccuio Mopuca berapa, Tenepb

A NPMU3Halo, YTO OHU MUMELOT NPaBo Ha
COGCTBEHHYIO MHTEPMNPETaLUUIO BamHbIX
BOMPOCOB U 3MOLMK. [leMoHCcTpauus
paHeHoro Tesia Ha CLeHe cTajia MOUM
XYAO0XeCTBEHHbIM A3blkoM. [ymato,

YTO NMocCnaHMe, KOTopoe A nepeaaw

Ha 3TOM A3blKe, NOHATHO BceM. Cnek-
Tarkab Out of Context — for Pina weny
Hac ABa ¢ nosioBuHoM roaa. Mbl noKa-
3anu ero 180 pas. 1o aToro mbl HUKOrAaa
He BbICcTynanu B Yunu, ogHaKo pas 3a
pa3oM 3a/1 OKa3biBaJICA MOJIOH, a CMeK-
TaK/b NOJIY4M/ NPU3 KaK y4ywana 3apy-
6eHan noctaHoBKa. Mbl He ocTaBuU
HuTtenen CaHTbAro paBHOAYLLHbLIMM,

M OJ19 MEHSA 3TO KOe-4YTO 3HauMT.

— [BEHAZLATb JIET HA3AZ Bbl B3/IM MEPE-
[bILIKY, YTOBbI OTAOXHYTb OT BELLEHOrO TBOP-
YECKOTO PUTMA M YTOMMWTE/IbHbIX FACTPOJEM.
CEMYAC Bbl BOJIbLUE HE YCTAETE OT 3TOro?

— lacTponu — 370 BCeraa TAMHeNo.

Ho Tenepb A CTPEMAIOCH ¥WUTb NOJ-
HOM ¥U3HbIO U PafoBaTbCA el B JIIO60M
MecTe, KyZa Al Mpueskalo, BOCMPUHU-
MaTb 3TO KaK OCTaHOBKY Ha MU3HEH-
HOM nyTU. UMEeHHO TaK MOMHO YBM-
AEeTb MHOIO YyA4eCHOro U BCTPETUTbLCA

C HEeOObIKHOBEHHbIMUW NIOABMM.

OPERA / BALLET

In both my personal and professional life,
| prefer compromise over obstruction.
That is what | love about our Belgian
'‘experiment' as well. Due to the political
situation we have to find a modus vivendi.

— IN YOUR MOST RECENT PERFORMANCES

YOU SEEM TO INSIST ON GIVING A MORE
PROMINENT PLACE TO THE HURT BODY. WHY?
— It is my way of interpreting deeper
contemporary feelings through dance.
Undoubtedly, | have become less radical
in many respects over the last few
years. | no longer look down on clas-
sical ballet or Maurice Bejart's dance
expression, because | recognize their
ways to deal with important issues and
emotions. Showing a hurt body on stage
has become my personal language. A
language with a universal message,

as | understand. With Out of Context
— for Pina, we toured for two and half
years. It was performed 180 times. We
had never played in Chile before and
yet we got a full house over and over
and were proclaimed best international
performance. To know we made some-
thing happen in Santiago is touching.

— TWELVE YEARS AGO, YOU TOOK A
SABBATICAL BECAUSE YOU WANTED TO GET
AWAY FROM THE EXHAUSTING PACE OF CREATING
AND THE COMPLICATED TOUR SCHEDULES.

ARE YOU IN PEACE WITH THAT NOW?

— Touring is still heavy but my new
strategy is to enjoy and live to the full
every place where | go as if it were

a stop on a life's journey. This way
you find wonderful things and meet
the most extraordinary people.
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Xunbaerapa
Je Byucr,
ApamaTtypr
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De Vuyst,
dramaturge
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xopeorpadus
KaK 3CTeTUKa
nepemMeH

«O mia patria si bella e perduta» /
«0, mMoA cTpaHa, NpeKkpacHas U norte-
psAHHaA». ITOT OTPbIBOK U3 Xopa

«Va pensiero», U3SBECTHbIN KaK Xop
pa6oB U3 onepbl Bepan « HabyKkKoy,
BO3MOHO, BOMJIOLLAeT OAHY U3
camblIX NOMNYAAPHbIX ONEPHbIX TEM.

B «HabyKKo» peyb UaeT o pabax, CKop-
6AWMKX 0 cBOel poguHe. B HawmM gHu 31O
MOryT ObITb rparaaHe, KoTopble 60MbLue
He YyBCTBYIOT, YTO UX CTpaHa nNpuHaa-
JIEHUT UM, U OHU XOTAT BEPHYTb ee. Bo
BpeMs npeacTtaBneHus B PUmcKol onepe
12 mapta 2011 roaa aupuep Pukkapgo
MyTh coBepLluMn aKT KyNbTYPHOro Conpo-
TUBNIEHUA, 06PaTUBLLMUCb U3 OPKECTPO-
BOM AIMbl K Ny6/IMKe, cpear KOTOpou 6bln
¥ NpemMbep-MUHUCTP CunbBuo bBepny-
CKOHHW. CrnoKoMHbIM TOHOM MyTHU npous-
Hec, YTO OH, ByAy4U UTaNbAHLEM, KOTO-
pbii MHOIO MyTelecTBoBan No MUpy,
MCMbITbIBAET YYBCTBO CTblAa 3a TO, 4YTO
npoucxoauT B Utanuu: «Ecnu 1 corna-
WyCb UCNONHUTL «Va pensiero» Ha 6uc,
TO 3TO GYAET He TO/NIbKO BbipameHUeM
naTpUOTUYECKUX YYBCTB, KOTOpble A pas-
Lensio, HO U OTPaXeHUeM MOUX MbICNEN
0 TOM, YTO, EC/IU Mbl ByAeM NPOAO/IHKaTb
B TOM e AyXe, Mbl Pa3pyLiUM KyabTypy,
Ha KoTopon cosaasanacb Utanma. Hawa
CTpaHa NpeKpacHa, Ho notepsAHa». OH
TaKKe fo06aBun, YTO C/IMLWIKOM A0/ro
mon4an. MNocne yero nonpocun apTu-
CTOB XOpa NpoAo/HKaTb, a NY6AURY —
neTb BMecTe ¢ HUMW. TO 6bINO O4HO U3
CaMbIX MOLUHbIX NMPOABNEHUIN FrpamaaH-
CKOrro nportecTta, 04HO U3 MHOIMX, CNy4YUB-
wwuxca B 2011-m. logom paHee, B OKTAGpe
2010-ro, 6bin1 ony6AMKoBaH MaHUdecT
CredaHa Xeccensa Indignez-vouz («[po-
TectynTe!»). C Tex nop BO3MyLLEHUE
BUTAET B BO34yxe: HauMHaA ¢ « Apab-
CKOM BecHbI» U aBueHUA Indignados
(«Heroaytowue») U 3akaH4YMBasA akLMEN
«3axBatu YoNn-cTpuT» U YIUYHbIMU Npo-
Tectamu B [peunn. BoT TOT KOHTEKCT,

B KoTopom co3gaBanca C(H)OEURS.

OPERA / BALLET

choreography as
the aesthetics
of change

‘O mia patria si bella e perduta.’/
‘Oh, my country, so lovely and
lost’. It’s an extract from ‘Va
pen-siero’, better known as

the slave chorus from Verdi’s
Nabucco, probably one of the
most popular opera themes ever.

In Nabucco it’s about the slaves
mourning their lost homeland. Today,
it’s the citizens who no longer feel
that their country belongs to them
and want to take it back. During a
representation at the Rome opera on
March 12, 2011, conductor Riccardo
Muti performed a sublime act of
cultural resistance by addressing
the public, including PM Silvio
Berlusconi from the orchestra pit,
during the expected encore. Very
calmly, Muti said that he, as an
Italian who has travelled a lot around
the globe, was ashamed of what was
going on in Italy. ‘If | accede to your
request for an encore, it’s not just

a surge of patriotism, it’s because
while | was listening to the choir,

| was thinking that if we go on like
this, we will destroy the culture ltaly
was built on. In this instance, our
country is literally lovely but lost.” He
also added that he had been silent
for too long. Then he asked the choir
to resume the song and he asked
the public to sing along.

It was one of the most powerful
expressions of civil outrage,

one of the many which surfaced
before our eyes in 2011. The
manifesto Indignez-vous, written

by late Stephane Hessel, was
published in October 2010;

since then, indignation is in the

air, from the Arab spring, to the
Indignados, Occupy Wall Street

and the street protests in Greece.
This is the context in which
C(H)OEURS saw the light.
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B HasBaHuu C(H)OEURS o6beau-
HEeHbl C/ioBa «cepAaua» U « Xopbi».
PaHee AneH lNnatenb ocywecTsun
JBe KpyrnHble NOCTaHOBKU C y4yacTUeM
XOPOBbIX KOJ/IJIEKTUBOB: LlepeMOHUA
oTKpbITUA Roundhouse B JloHaOHe
(2001) ¥ OTKpbITUE NOCNE PEKOH-
cTpykumu Royal Flemish Opera B
Bptoccene (2006). Jlioau notoT Bme-
cTe No pa3HbIM MPUYUHAM: MOTOMY
YTO MUBYT Ha OAHOM Y/1LLEe WU
NOTOMY 4YTO OHM POAOM U3 OAHOIO
pervoHa; NnoTomy 4To UM Beceno
WM MOTOMY 4YTO OHM TaKUM O6pasom
cpamarTcA NpoTUB HecrnpaBea/U-
BOCTH; MNOTOMY 4YTO OHWU €BPEn UIU
NnoTomMy 4To rnyxuve. Ho oHu notoT B
CBOEM MaJIeHbKOM NMpPOCTpPaHCcTBe,
MOMeT 6bITb, B yriy, cobupasncb

B Pa3HOLLEPCTHbIA XOp, — WU pas-
HOpPOAHOE O6LLECTBO CTAHOBUTCH
ycabiwaHHbIM. NosBnseTca BarHoe
CUMBOJIMMECKOE 06LLEeCTBEHHOE Mpo-
CTPaHCTBO, B KOTOPOM BCEM pazbl.
3TH ABe NOCTaHOBKU OTKpbINM Mna-
TeN NOHUMaHUE HOBbIX METOA0B
paboTbl HaA CreKTaKk/lieM, B KOTOPOM
XOp 3aHWMaeT LieHTpaslbHOe MecCTO.

Momnmo xopa Ha cueHe, B C(H)OEURS
Y4acTBYIOT AECATb TAHLOBLLUKOB.

C Humu MnaTenb Uccneayer WKUPO-
KUI CMEeKTP NPOCTPaHCTBEHHbIX, CHa-
TbIX, UMMY/IbCUBHbIX, UCTEPUYECKHUX
ABUMEHUN — xopeorpad HasbiBaeT
MX « KpacoTOM ypoacTBa», — KOTO-
pble OH UCMONb3YET Kak aKkTyasbHbli
A3bIK Xopeorpacduu. B vsprs 310 6bIn
A3bIK JIMYHOCTHOM NOTEpU, camopas-
pyweHusa, B Out of Context — for
Pina cTtoan Bonpoc o camoHanosn-
HeHWU. [leICTBUTENIbHO, MOMKHO I
CYMeTb CKasaTb 060 BceM, UMeA B
apceHane Nvb 3TOT Habop ABUHKe-
HMU? BbipasuTtb rHeB? Booaylies-
neHue? MoHo 11 3aHOBO NpUAY-
maTtb couuym? B niobom cnyyae, ansa
MnaTtena Bcé HauMHaeTcA ¢ paboThbl
B peneTuLMoHHOM 3ane. Ecnu Bbl He
B COCTOSIHWMU NMpPeAoCTaBUTb MECTO
ANnA paboTbl C « UHAKOCTbIO» Kam-
[I0r0 YesioBeKa, B TaKOM cjiy4ae He
BO3MyLLalTeCb, KOrAa YTO-TO BAPYr
nonaet He TaK. MNonuTrUKa HauMHa-
etcA ¢ 6/1IM30CTU COBMECTHOIO cylle-
crBoBaHuA. C KomHaTbl. C oduca.

OPERA / BALLET

The title C(H)OEURS refers to hearts
and choirs. Alain Platel previously
made two major event productions
with choirs: the opening of the
Roundhouse in London (2001) and
the opening of the renovated theatre
of the Royal Flemish Theatre (KVS)
in Brussels (2006). People sing
to-gether for very different reasons:
because they live in the same street
or they come from the same region,
because they’re gay, because they’re
fighting against injustice, because
they’re Jew-ish or deaf. But they

do that in their own little corner. By
bringing together a very diverse choir,
a city’s diversity becomes audible.
You provide an important symbolic
space to the community with the
message: everyone is welcome here.

These were highly-prized happenings
by those who were lucky to be

there, and which opened the way

for Platel to work on a production

in which the choir is central.

Besides the choir on stage, a group
of ten dancers which Platel has
brought together for C(H)OEURS with
a narrow majority of old faithfuls.
With them, Platel explored a whole
range of spastic, cramped, impulsive,
hysterical movements — Platel

calls it the beauty of ugliness —
which he wants to use as an actual
movement language. In vsprs, it

was the language of self-loss; in

Out of Context — for Pina it was
about self-fulfilment. Can you

really say everything with this set

of movements? Also outrage? Can
you carry an uprising? Can you
reinvent society? Can you gener-ate
a reversal? And what is it made of?

Anyway, for Platel, it all begins in the
rehearsal room. If you’re not able

to provide a workable place for the
‘otherness’ of each individual, then
you should not be making a big fuss
on the outside about change. Politics
start in the intimacy of living together.
In the living room. At the workplace.
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HKak otmevaeTt MaprepuT [iopac,
camasn 60/bluas OWKUBKa NobbIX nae-
OJIOTUH, NIE€BbIX U NpaBbIX, — 3TO
nonaratb, 4YTO oAHa yboplyuLa paBHa
APYron, 4To 0AMH hramaHAel, TaKoB
e, Kak ocTanbHble. OHa HEeHaBUAUT
3TO ynpoleHHoe 0606LeHue, NpUcy-
wee 1o60Mn Maeosiornm, Koraa oaHo-
pPOAHOCTb OCHOBaHa Ha 0AWHAKOBOM
aeartenbHoctn. C(H)OEURS
HaxoAWUTCA B 3TOM HanpsKeH-

HOM NMPOCTPAHCTBE: rAe YHUKa/b-
HOCTb — MpPOTUB OAHOPOAHOCTH,
WHOUBUAYYM — MPOTUB rpynnbl.

B C(H)OEURS apTucTbl XOopa U TaH-
LOBLUMKHK ABNAIOTCA ABYMSA CTOPO-
HaMu1 O4HOM MOHETbI. Xop — 3TO
ronoc, cyoBo, peyb, NIt0AU, Ny6snKa,
BHEeLWHWK Mup. TaHUOBLLUUKU — 3TO
Teno U 60/b, KPUK, 6O/bLLIOK B3pPbIB,
aHuManusm, 6ecco3HaTeNbHOCTb,
MHTUMHOCTb, nponor. OHU cTpacTHO
enawT O4HOro U TOro e, HO NbiTa-
IOTCA AOCTUYb 3TOro pasHbIMU CMOCO-
6amu, yepe3 pasHble KaHasbl. B atom
KOHTEKCTE XOp M TaHLOBLLMKHU BMeCTe,
M OHMW 6pocaloT Apyr ApYry Bbi30B.

Cumson C(H)OEURS — oTKpbI-
Tbi poT. Mowowmi rpamaaHnH? Unu
HeMoM KpUK? Kynak Bo pTy, 4TOGbI
3acTaBUTb cebAa monyaTtb? Bos-
MOHO, Mbl MONYaJI1 TaK e [0Nro,
Kak U PuKKapao Mytu? OTKpbITbIA
POT, KOTOPbIA HUYEro He NMPOU3HO-
CHUT, — TOJIbKO 3BYKU. ECTb ®ena-
HWe YTO-TO CKasaTb, HO HET BO3MOXK-
HOCTH 3TO Bblpa3uTb. Pasaatorca
MUBOTHbIE 3BYKU UK cUpeHa. Ho
TaKkke U 3BYK BCeMUPHOIro npore-
CTa, OTCYTCTBME YETKO onpeaeneH-
HOM aNnbTepHaTMBbl. ATOT OTKPbI-
TbIM POT €LLe U KyCaeT, ULLET MULLY.
HaKaywmmn 1 MIHCTUHKTUBHBIN YKYC,
KaK y M1ageHLa, 3axBaTbliBaloLLEro
COCOK. YKyChbl 1I06BU KaK NpoTH-
BOMOJIOMHOCTb POMaHTUYECKOMY
nouenyto. CnneteHna Apyr ¢ Apy-
rom, nageHua Apyr Ha gpyra. Ho
3TO TaKMHe U OTKPbITbIA POT nesLa.

«Bbl yBepeHbl, 4YTO Bac AeiCTBU-
TeNbHO UHTEPecyeT coxpaHeHue
poaa 4yenoBe4YecKoro, Korga Bac yke
He 6yaeT Ha cBeTe?» (MaKc Ppuu,
Lastige Vragen, 1966—1971).

OPERA / BALLET

According to Marguerite Duras, it’s
the big mistake of all ideologies,
left or right: to think that one
cleaning lady equals another; that
one Flemish guy is like another
one. She hated that sim-plistic
generalization about people in

all ideologies, that uniformization
based on similar activi-ties.
C(H)OEURS is situated in this
tension space: unique versus
unisono, individual versus group.

In C(H)OEURS, choirs and dancers
are the two sides of the same coin.
The choir is voice, word, discourse,
people, public, outside world.
Dancers are body and pain, cry, big
bang, animalism, unconsciousness,
intimacy, prologue. They long for
the same thing, but they try to
reach it in different ways, through
other channels. In this context,
choir and dancers come together,
they challenge each other, they
contaminate each other.

The symbol of C(H)OEURS is the
open mouth. The vocal citizen?
Or the silent cry? The si-lenced
mouth? The fist in the mouth to
silence oneself? Like Riccardo
Muti, have we been silent for too
long? The open mouth from which
no language comes out, only
sounds. Wanting, but not being
able to articulate. Not being able
to say it. Animal-like sounds or

a siren. But also the inarticulate
sound of the worldwide protest, the
lack of a well-defined alternative.
This open mouth also snaps and
bites, looking for food. A fierce
and instinctive bite, like a baby
grabbing a nipple. Biting out of love,
the counterpart of the romantic
kiss. Tangling with each other,
falling on each other. But also

the open mouth of the singer.

‘Are you sure that you’re really
interested in the survival of
the human race, when you
and eve-ryone you know is
gone?’ (Max Frisch, Lastige
Vragen, 1966 —1971).
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B C(H)OEURS Bonpocbl 3agatotca
84 ucnonHuTenAm, a oTBeTbl NoAB-
nAaTCcA B hopme ABUHeHUA. Takas
«couunanbHana xopeorpadua» 6bina
npeactaeneHa KpuctuH e Lmear,
elle oAHMM xopeorpadom Tpynnbl
les ballets C de la B, ¢ nomouibto
60/1blKX Fpynn HenpodecCHUoHalb-
HbIX UcnonHuTenen. OHa gaet BO3-
MOMHOCTb MOpPa3MbIWAATbL Haj TeM,
Ha 4YTO B UTOre CNOCOBHO UCMOJIHU-
TenbCcKoe UcKyccTBo. OHO paspy-
waeT 6apbep, KOTOPbIA YacTo pas-
aenset npodeccuoHanoB U nobu-
Tenewn, apTUCTOB U aKTUBUCTOB,
rocyaapcTBeHHOe U YacTHoe, UCnon-
HUTenen U 3putenen. lNnatenb yxe
npoBepAn 3TU 6apbepbl Ha NPOY-
HocTb B tmnHane Out of context — for
Pina. OauH U3 TaHLOBLUMKOB TOraa
obpatluanca K nybnuke: « KTo xouer
nortaHueBaTb co MHOM?» OTBeT B
JaHHOM c/y4yae He BaykeH, BOMpoc
[EeMOHCTPUPYET YKOPEHUBLUMUECSH
OTHOLUEHMUA, B3pbiBaeT 6€CKoMNpo-
MUCCHOCTb POJIEH U NepeBopayu-
BaeT C HOI Ha roJiIoBY Ky/bLTYPHbIe
cornaweHus. bonblue HeT naccus-
HbIX 3pUTENIEH, TOJIbKO NMOTEHLIU-
a/lbHO aKTUBHbIE Y4aCTHUKKU. Xopeo-
rpadua Kak 3CTeTUKa NnepemMeH.

Ho BO3MOHbI U NepeMeHbI?

OPERA / BALLET

In C(H)OEURS, questions are asked
to the 84 performers and the answers
appear in the form of a movement.
This ‘social choreography’ was
introduced by Christine De Smedt,
another chore-ographer from les
ballets C de la B, as a way of making
large groups of non-professionals per-
form instant choreographies. It is a
way of thinking that comes from the
performance art. It breaks down the
strict barrier that’s usually separating
professionals from amateurs, between
artists and activists, between private
and public, between performers and
spectators. Platel al-ready flirted

with these boundaries at the end

of Out of Context — for Pina. One

of the dancers expressly asked the
public: who wants to dance with me?
No matter the answer, this question
reveals the entrenched relationships,
dynamites uncompromising roles,
and throws cultural agreements
overboard. There are no longer
passive spectators, only potentially
active partici-pants. Choreography

as the aesthetics of change.

Is change really possible?
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Le Poéme Harmonique
noaaepKnBaerca
PervoHanbHbIM
ynpasaeHvem no
KynbType BepxHeit
Hopmanann
MuHKUCTEPCTBA KYNbTYPbI
N KOMMYHUKaLWM,
aLAMUHUCTPaUMen
pernoHa BepxHsas
HopmaHana n ropopa
PyaHa. My3bikanbHas
accoumaumn 6aHka
Société Générale
AB/IAETCA reHepasibHbIM
cnoHcopom Le Poeme
Harmonique. Le Poeme
Harmonique 6a3upyetcs
B PyaHcKoli onepe B
HopmaHauu. Penetuumm
Le Poéme Harmonique
NPOXOAAT B 34aHWUM
¢doHgaa Singer-Polignac
Foundation (Mapusk).

Le Poéme harmonique

is supported by DRAC
Haute-Normandie /
Ministere de la Culture
et de la Communication,
the Region Haute
Normandie and the

City of Rouen. Mécénat
Musical Société Générale
is the main sponsor of Le
Poéme Harmonique. Le
Poeme Harmonique is in
residency at the Rouen
Opera in Normandy. For
rehearsals, Le Poeme
Harmonique is in
residency at the Singer-
Polignac Foundation
(Paris).

BAPOYHbIA KAPHABAJ

@& [MepMCcKUI akaaeMUYecKUM TeaTp
onepsbl U 6aneta

BAROQUE CARNIVAL

& Perm Opera and Ballet
Theatre

6apoyHbIM KapHaBan

KOHLLepT aHcam6ns le poéme harmonique
KapHaBaJl B BEHEIMN: IMPK, My3bIKa 1
Tanubl XVII Beka

My3blKa/ibHbIH

M XYA4OMHECTBEHHbIA PYKOBOAUTE b
BEHCaH AloMecTp
nocTtaHoOBKa

cecunb pycca
COBMECTHO C
HIONIbeH Nto6eKk
cueHorpacdpua
thpaHcya aectop
KOCTIOMblI

LaHTanb pycco
cBeT

KpUCTO HaKne
rpum

MaTunbga 6eHMycca

WUCMNOJIHATENU
neBLUbl:

6pyHO Ne neBpo (KOHTpPaTeHOP)
cepH ryémo (TeHop)

toro npuma (TeHop)

apHo mapuopatH (6ac)

aKkpobarbl:
crehaHo amopu
KBEHTUH 6aHcenb
HY/IbeH No6eK
aHTyaH xeny
axvej caug,
POKKO ne cnem
O/IMBbe NnaHape

MY3bIKaHTbI:
MoxaHHec ¢puLl
crecthaH Tamb6um
rebxapa 4381z,
JIlYyKac rumapo
MapTHH 6ay3p
MaaJb ro3esnb
BEHCaH AIMEeCTp

KonpoAayKkuua ¢ les celestins — theatre
de lyon; la comete — scene nationale
de chalons-en-champagne; le grand
theatre de reims; le cirque-theatre
d’elbeuf — centre regional des arts

du cirque (haute-normandie); la scene
nationale d’evreux-louviers; le festival
automne en normandie

baroque carnival

concert by le poéme harmonique

a carnival in venice: circus arts, music and
dances of the 17th century

music and artistic
director

vincent dumestre
director

cecile roussat
associate director
julien lubek

set design
francois destors
costumes

chantal rousseau
lighting
christophe naillet
makeup

mathilde benmoussa

performers

singers:

bruno le levreur (countertenor)
serge goubioud (tenor)
hugues primard (tenor)
arnaud marzorati (bass)

acrobats:
stefano amori
quentin bancel
julien lubek
antoine hélou
ahmed said
rocco le flem
olivier landre

musicians:
johannes frisch
stéphane tamby
gebhard david
lucas guimaraes
martin bauer
maél guezel
vincent dumestre

a co-production by les celestins —
theatre de lyon; la comete — scene
nationale de chalons-en-champagne;
le grand theatre de reims; le cirque-
theatre d’elbeuf — centre regional
des arts du cirque (haute-normandie);
la scene nationale d’evreux-louviers;
le festival automne en normandie
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MYy3blKa
obpeTtaet

dopmy»

B BeHneuuun Hayana XVIl BeKa 3a aecAtb
AHeW Ao Havyana BenuKoro nocra HauyuHa-
NOCb MbIWHOE npa3aHoBaHWe KapHaBana.
BnaropogHblie BeNbMOXHK yCTpauBasau y
cebqa BO ABOpPLLAX TOPHECTBEHHbIE NUpLLe-
CTBa C My3blKOM, a Ha y/uLax TONNUACA
Hapo4, BCeX MacTen U 3aHATUI: NaKeu U
KpecTbfAHe, 6poasa4Yne Toprosubl U LIap-
naTaHbl, MPOCTOHapPoOAbe U 3HaTb, MUPAHE
Y MOHaxu — BCe CTPEMWJIUCb NMPUHATb
yyacTtuve B Urpax v Becenbe, rnornasetb
Ha KaHaToxoALleB, akpo6aToB, rMMHa-
CTOB, OrHernoTaTteNier, nNeBLUoB, TaHL,O-
poB, My3blKaHTOB, IULleAEEB, He Npo-
NyCTUTb HU OAHOro pasBsieyeHus. Kap-
HaBan 6bl1 NOPOKN BCE03BO/IEHHOCTH,
CTUpan rpaHuvLbl MeXAY COCNOBUAMM,
CHUMaN BCe 3anpeTbl U OTMEHAN 3aKOHbI.

B XVII BeKe Hapoga *un noa BnacTbio
LLepKBH, CTpazaan oT BOMH, rojioga u
3aNMAeMUui, U KapHaBaJs, HanoM1MHas o
A3blYECKUX BECEHHUX Npa3gHecTBax U
AUOHUCUMCKUX pUTyanax, Nno3Bosisaa Ha
BpeMs 3abbiTb O TAroTax NoBCegHEeB-
HOM *M3HU. O4HU NONb30BaNIUCL CNy-
yaeM, 4YTobbl NOKasaTb cBoe 60raTtcTBO
M MOTYLLECTBO, Apyrue — 4tobbl Nocra-
BUTb MUP C HOI Ha ronoByY, BbICMEATb B
CaTUPUYECKUX KynJieTax CBOUX Bparos 1
rocnoa. Kpome Toro, KapHaBan o6ecne-
YyuBan coxpaHeHue Ky/bTypHbIX Moaeneun
M 06LLECTBEHHOW UepapXxmu, 3aMeHsS
Hacu/Me ero UHCLEHUPOBKOM WU 06pa-
Lias ero NPoTUB HeyroaHbIX UAKW CUMBO-
JNIYyecKux Bparos. LlepKoBb e, nbiTasacb
yAepHaTb Hapoa, OT U3/IULLIECTB KapHa-
Bana, ycTpaMBana yJu4Hble LLeCTBUA U
LLepeMOHWU, KOTOpble He yCTynasau no
BeJ/IMKONENUIo rocrnoAcKkum 6anam.

My3bika 3By4ana B peIMrMo3HbIX Npo-
Leccudax, noBcroay cCibilajMCb YaKOHbI
U MOpPeCKH, Ha NOAMOCTHKax NoKas3bl-
Ba/IM OTPbIBKK U3 OMep, Ha yiuuax pac-
nesanu BUANaHe bl... TeaTp 3BYKa,
Kpaco4yHoOe noBecTtBoBaHWe, BAOXHOB-
NNIeHHOe 3CTETUKOM BapOKKO: XPYMNKOCTb,
cAepraHHOCTb, KpacoTa, npuiyanau-

BAROQUE CARNIVAL

the music
takes
shape

In Venice in the early seventeenth
century, Carnival, during the ten days
before Lent, was a time of splendid cele-
bration. In the palaces the nobility would
give sumptuous banquets to musical
accompaniment, while the streets would
be alive with crowds of people from
every walk of life and every stratum of
society — lackeys, peasants, pedlars
and mountebanks, commoners and
princes, laymen and friars — all eager
to participate in the games and fun,

and watch the funambulists, contortion-
ists, tumblers and acrobats, fire-eaters,
singers, dancers, musicians, masquers...
entertainers of every kind. Carnival was
a time of licence, when distinctions of
rank and quality were cast to the wind
along with restraint and respect.

In the seventeenth century, governed by
the Church, people suffered from wars,
famines and epidemics, and Carnival,
recalling pagan celebrations of spring
and Dionysian rites, represented a short
reprieve from the harsh realities of life.
It was seen by some as an opportunity
to display pomp and power, by others
as a means of turning the world on its
head and using laughter and satire to
eliminate enemies or masters. Carnival
also enabled the community to maintain
its cultural models and its social hier-
archy through the enactment of violence
or by directing that violence at suitable
or symbolic targets. Meanwhile, the
Church, in an attempt to divert the popu-
lation from the excesses of Carnivaltime,
organised processions and ceremonies
in the streets that were as sumptuous
as the celebrations of the nobility.

Music was heard in the religious proces-
sions, in chaconas and morescas, in

the staged pastiches of opera and in the
villanellas sung in the streets... a theatre
of sound, a visual tale, inspired by the
aesthetics of the Baroque stage: fragility,
distancing, beauty, strangeness, corporal
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BAPOYHbIA KAPHABAJ

BOCTb, Te/IeCHaA U BOKaNbHaA CTUIM3a-
umA. B Teatpe XVII Beka peanusmy He
6bl/10 MecTa, B TO BpeMSA LLlapyu/u UIO-
31A, HAPOYUTOCTb U TAUHCTBEHHOCTb.

BeHeuWaHCKMIA NpasgHUYHbBIN pasryn 1
BeceJ/ibe, HarnoJ/IHeHHble BO/ILLEOGCTBOM U
rPOTECKOM, CTa/Ii UICTOYHUKOM BLOXHO-
BeHuA ANnA Hawero « bapoyHoro KapHa-
Bana», B KOTOPOM COBpeMeHHble aKpo-
6atbl, }KOHINEepbl, MAMbI, NeBLbl U My3bl-
KaHTbl BbipaxKaloT TBOPHYECKYIO 3HEPIUI0
pUTYaioB U CUMBOJIOB, KOTOPbIE TaK
MHOI0 3Ha4yu/u B CTapUHHbIX KapHaBanax.
Mb! He cTpemuUnncb caenartb UCTOpUYe-
CKYI0 PEKOHCTPYKLMIO WK peasIuCTUY-
HYI0O UMHUTaLMIO — 3TO 6bIS10 6bl HEBO3-
MOMHO M3-3a CMOHTAHHOIo XxapaKkTepa
KapHaBasia — BMECTO 3TOro Mbl peLnIn
co3aatb Boobpaxaembii MUP, coveTa-
0K KOMEeAUI0 U Tpareauio: oT apca
KOMeAuU Aenb apTe A0 Cnernon Apo-
CTU, B OAWH MUl OBNlaZeBatowen Ton-
now. NMoHATHO, 4TO eAUHOM NOBECTBO-
BaTe/IbHOW HUTU 34EeCb ObITb HE MOMET,
BeAb 3TO NPOTUBOPEYUT CaMOMy AyXY
KapHaBana. Mbl nokasbiBaemM CMeHsAIo-
LMecHa KapTUHbI: BeYepHee NUPLUECTBO
BO ABoOpLe, APMapo4Hyio njowasab Ha
paccBeTe, HapOAHble Y/IMYHbIE MJIACKH,
npeAacTaB/ieHWe Ha UMNPOBU3UPOBaAHHOM
cueHe... KaK v gonxHo 6biTb B 6apoy-
HOM TeaTpe U B KOMeAWMU AeNb apTe,
NnepCcoHaxM1 NULIEHbl NMCUXONOrU3ma, OHU
CYLLECTBYIOT B CUTyaLMAX U AEUCTBUAX.

«Bbapo4Hbli KapHaBany, co4yeTaroLwmn

B ce6e pas/iMyHble }aHpbl, BbIPOC U3
Hawero onbiTa UMNPOBMU3aLUKU HAPOLHOWM
MY3bIKW, MAHTOMUMbI, 6apOYHOro TaHLa

U KOMeAuM MacoK. TO CTUIM30BaHHOE
npeAacTaB/ieHUe, B KOTOPOM Mbl PYKO-
BOACTBYEMCS CBA3AMU MEXAY MY3bIKOM
U ABUMHeHueM. B «[MapraHcKon TapaH-
Tenne» 3HEePruyHoOCTb NEHUA rapMOHUPYeT
C 'MUBOCTbIO TaHLa, Tor4a Kak aBTopcKas
My3blKa COMpoBoOKaaeTcA 6onee Koau-
b1UMPOBAHHBLIMU ABUHEHUAMU 6apOY-
Horo TaHua. KOMop KOMUYeCKUX nepco-
Ha¥eWn «A3aHHU» — CAYyr U3 Komeauu
MacoOK — OTpaaeT MPOHUIO, 3BYyYaLLYIO
B MECHSAX, eAKUX NapoAUAX Ha cCoBpeMeH-
Hble NPOU3BEAEHUA U CKPUMNYYEM NEHUU
ypoanusbix MynbuuHenn. Mysbika obpe-
TaeT chopmy, 3aZaHHYIO KOHTEKCTOM.

BAROQUE CARNIVAL

and vocal stylisation... Indeed, in the
seventeenth-century theatre all realism
was banished and illusion, fabrication
and mystery were of great importance.

The lavish and jubilant celebrations in
Venice, with their elements of enchant-
ment and of the grotesque inspired our
‘Baroque Carnival’, in which acrobats,
jugglers, mime artists, singers and musi-
cians of today express the creative energy
of the rites and symbols that were so
important in Carnival celebrations. Rather
than attempting to give an historical

or realistic account - to recreate such
festivities as they actually existed would
be impossible, because of their spon-
taneous nature — we chose to create

a dream world combining comedy and
tragedy, and ranging from the farcical
Commedia dell’arte to the blind fury of

a crowd carried away by the intensity of
the moment... Obviously, there can be
no single narrative thread; the contrary
would be out of keeping with the very
spirit of Carnival. We present, succes-
sively, a palace on the evening of a
banquet, a fairground at dawn, a street
with the excitement of a popular dance,
a performance on an improvised stage...
True to the spirit of Baroque theatre and
the Commedia dell’arte, the charac-
ters, have no psychological depth, but
exist through situations and actions.

‘Baroque Carnival’, combining various
artistic disciplines, is nourished by our
experience of improvised popular music,
mime, Baroque dance and Commedia
dell’arte. The performance is stylised,
and we are guided by the relationship
that exists between gesture and music.
In the Tarantella del Gargano the liveli-
ness of the singing matches the energy
of the dancing, while in the art music
presented the more codified gestures

of Baroque rhetoric are used. The irony
of the comic servants — the zanni

— of the Commedia dell’arte reflects
that of some of the songs, caustic
parodies of contemporary works and the
vocal ravings of Pulcinellas with their
deformed bodies... The music thus takes
shape with respect for its context.
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Ouepku BU3yanbHOIo
TeaTpa»/ [uHa logep. —
M.: HoBoe nutepatypHoe
0603peHue, 2012, C. 6-18)

BAPOYHbIA KAPHABAJ

TeaTp
Ha rpaHuvue
¥aHpoB

Cpeau thecTMBanbHbIX WeAEBPOB U
MHTEPECHbBIX 3KCNEepPUMEHTaNIbHbIX
nporpamMm BCE 60JibLLe CreKTaKNeN,
YyXOAALWMX OT NPAMOro HappaTuea 1
NMOCTPOEHHbIX Ha APKUX BU3YaJibHbIX
meTadopax. [ocTaHOBKK 3THU CTPO-
ATCA NO 3aKOHY aCCOLMAaTUBHbIX,

a He CIOMEeTHbIX CBA3EeH, 4acTo U3
06pPbIBOYHbIX 3NU3040B-BCMbILEK,
JIorMyecKasn cBfi3b MeXKAy KOTOPbIMU
OCYLUECTB/IIETCA CKopee B CO3Ha-
HWUK 3puUTeNnen, Yem Ha cueHe. TeaTtp
TaKoro TMna cemyac NPUHATO Hasbl-
BaTb BU3ya/bHbIM. [lNA 3TUX cneKkTa-
KNien 0CO6eHHO BarKHO 3pUTE/IbCKOE
Bnevyat/iieHue, npealecTayoLiee
aHanm3y, a MHOXeCTBEHHOCTb TpaK-
TOBOK TYT BXOAMT B YCJ/IOBUA UIpbl.

«BusyanbHbIM TeaTp» — OAWH U3
cambIX HEBHATHbIX U Aame HenenbIx
TepPMUHOB nocnesHero BpemeHu. K
yeMy, Kasanocb 6bl, TaKUe U36bITOY-
Hble onpeaeneHuA? AcCHO He, 4YTo
TeaTp Bu3yaneH. U Tem He meHee Tep-
MWH 3TOT CerYac LLMPOKO UCMOJb3Y-
€TCA KaK B OTeYEeCTBEHHOM, Tak U B
3apybexHoN TeaTpasibHOM NpaKTUKe
M KPUTHUKE U, KaK HWU CTPaHHO, pabo-
TaeT — TO eCTb ANA NoAeln UHTepe-
cyrowmxca ybeauTenbHO onpeaensaer
M 06beaUHAET Lenbii GYKeT pa3Ho-
POAHbIX TeaTpa/bHbIX NPOU3BEAEHUN.

He ctouT aymatb, 4YTO peyb Uaet
TO/IbKO O HeBepbabHOM TeaTpe

WU, CKaxeM, 0 BCAKOW NOCTaHOBKe,
AKTMBHO MCMOJb3YIOLWEeN BU3yasibHble
3t eKTbl, BUAEO U ApYyrue coBpe-
MeHHble TeXHOMormu. B cnekrtakne
TEKCTa MOeT 6bITb MHOI0, a HOBbIX
TEXHOJIOFUI He 6bITb BOBCE, HO ero
6yayT OTHOCUTb K BU3yaslbHOMY Tea-
Tpy, ecnu ero obpasHas cuctema
NnocTpoeHa Ha BM3yalbHOCTH, a He
Ha cnoBsax, eC/li UMeHHO BU3yaJib-
HOe aKKYMYJIUpPYeT CMbIC/Ibl U OKa3bl-
BaeT CYLLEeCTBEHHO BaMHee TeKCTa.
34ecb peniMkKU 3a4acTyio — JiMlb

BAROQUE CARNIVAL

theatre on the
edge between
genres

More and more performances among
festival masterpieces and interesting
experimental programmes are moving
away from direct narrative and building on
bright visual metaphors. These produc-
tions are not based on plot connections,
but on associative links, which are often
fragmentary flashes of action and are
linked logically in the minds of audi-
ences rather than on stage. It is common
practice now to call this type of theatre
‘visual’. In these productions, the experi-
ence of the audience is especially impor-
tant, foregoing analysis, and the plurality
of interpretations enters the equation.

'Visual theatre' is one of the most
obscure and even absurd terms of late.
Why, one would think, do we need
such redundant definitions? It is quite
obvious that theatre in general is visual.
Nevertheless, this term is now widely
used both in domestic and foreign
theatre practice and criticism and oddly
enough, it works: for interested people it
convincingly defines and unites a whole
range of versatile theatre productions.

One should not think that we are talking
only about non-verbal theatre or, say, any
productions actively using visual effects,
videos and other modern technologies.
There may be a lot of text in the theatre
piece and no advanced technologies at
all, but it would still be associated with
visual theatre if its figurative system is
built on visuality rather than words, and if
visual images accumulate meanings and
offer more significance than the text. Here
lines are often just explanatory remarks
clarifying the show, and the text is just a
comment to developing visual images or
even just a sound accompaniment, like
music, with its own tone and rhythm. Here
the actor is just one of equal elements

of the performance. And an actor as an
acting body may be even more impor-
tant than the 'life of the human spirit'.
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Auvna lNoaep,
TeaTpasibHbIW
U KUHOKPUTHUK

Dina Goder,
Theatre
and film critic
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nosiCHALWMEe peMapKH K npeacTaBe-
HUI0, TEKCT — KOMMEHTapui K pa3BuBa-
IOLLMMCA BU3Ya/ibHbIM 06pasamM Wiu Aare
pa6oTaeT NPOCTO KaK 3BYK, KaK My3blKa
CO CBOMM TOHOM W PUTMOM. 34€ecb
HepeAKo aKTep — JIMlb OAWH U3 paBHO-
npaBHbIX 3/IeMeHTOB crneKkTakna. U aptuct
KaK AeWcTBylollee Te/Io 6biBaeT BaM-
Hee, YeM «KU3Hb Ye/I0Be4YEeCKOoro ayxa».

JTOT TeaTp CyLLEeCTBYET Ha rpaHULe HaH-
poB, coeAuHAA ApaMy C COBPEMEHHbIM
MU306pa3uTeNnibHbIM UCKYCCTBOM, C TaH-
LeM, LMPKOM U KyKa1amu, C ornbIiTOM 6py-
Ta/bHbIX YIMYHbIX LLOY BMECTe C BbICO-
KWUMUW BMAEO- U MeANaTEXHONOMrUAMU.

MbiTasAcb NepeYrcnnuTb BCe CYLLECTBYIO-
LiMe HanpaB/eHUs, U3 KOTOPbIX CeroAHs
CHNaablBaeTcAa npeAcraB/ieHHWe O ToMm,
YTO TaKkoe BU3yasibHbli TeaTp, NMOHU-
Maellb, YTO pasAe/iuTb UX HeNpocCTo.
BblBaeT, YTO CNeKTaKk/1, 3aAayMmaHHble
MHave, Ae-(aKTo CTaHOBATCA BU3Yyallb-
HbIMU: OKa3bIBaeTCA, TO, YTO JIO/KHO
6b1710 co3faBaTb aTMocdepy, paboTtaeTt
CU/IbHEe CaMOi UCTOPUM, YTO KOHTEKCT
nob6emaaeT TEKCT. ATO YACTO MPOUCXOAUT
C TeaTpoOM Ha NpUpoae WK B Heobblu-
HOM NPOCTPaHCTBE, KOTOPOEe BXOAUT B
TeaTpasibHylO TKaHb U 6naroaaps cnek-
TaKJ/Il0 BOCMPUHMMAETCA MO-HOBOMY.

Bu3syanbHbil TeaTp B 60/bLUEN CTEMEHM,
YyeM KaKoW-HUOYAb ApYrov, — TeaTp
aBTOPCKMM, B NOJHOM CMbIC/e C/oBa.
34ecb pexuccep, Kak NpaBuio, U aBTop
cueHapusa (aame ecnv OH U NoNb3yeTcA
KaKUM-TO IMTepaTypHbIM UCTOYHUKOM, TO
ANA CNeKTaKknAa 06bI4HO ero CUIbHO npe-
napupyeT), a Takke aBTOp WU BamHbIM
coaBTop odopmieHusa. A notomy oco-
6eHHO MHTEPECHO MOHATb, KaK CKaablBa-
I0TCA B3aUMOOTHOLLEHUA NpeaCTaB/eHUA
CO 3puTesnieM, NOCKOJIbKY B BU3yaJIbHOM
TeaTpe BOMNPOC MHOMECTBEHHOCTU UHTEP-
npeTtauMi CTOMT OCTpee, YeM B APYrux
BUAaX TeaTpa, U CYUTbIBAHUE 3a/IOKEH-
HbIX B NPeACTaBl€HUU HEOYEBUAHDIX
CMbIC/IOB TPebyeT OT Ny6JIMKU KaK OTKPbI-
TOCTH, TaK U 3pUTENbLCKOIO onbiTa. Bo
MHOIMUX cny4yasax camo BOCNPUATUE BU3Y-
anbHbIX NpeacTaB/lieHUA U3-3a UX Uppa-
LMOHaNbHOCTU 6/11HKe K BOCNPUATHUIO
My3bIKHU, YeM ZpamaTU4YeCcKoro teaTpa.

BAROQUE CARNIVAL

This theatre exists on the edge between
genres, connecting drama with contem-
porary visual art, with dance, circus and
puppets, with brutal street shows and
new video and media technologies.

Trying to list all of the current trends
defining the perception of visual theatre
today, we can see they are not easy to
separate. Sometimes productions become
de facto visual when they were not
intended to be initially: it turns out that
elements, which were supposed just to
create atmosphere, work more efficiently
than the story itself, and the context
prevails over the text. This often happens
with theatre that is outdoors or in an
unusual setting, which becomes a part of
the fabric of the theatre and is perceived
in a new way thanks to the performance.

Visual theatre, more than any other,

is author's theatre, in the full sense of
the word. Here the director is also the
scriptwriter as a rule (even if he/she uses
a literary source, it is usually adapted
significantly for the stage), and also

the author or an important co-author of
the staging. Therefore, it is particularly
interesting to understand how relation-
ships between the performance and
audience develop; as in visual theatre the
issue of multiple interpretations is more
acute than in other types of theatre; the
awareness of subtle meaning within the
production, demands that the audience
be open-minded and experienced. In
many cases, the very perception of visual
theatre productions, due to their irration-
ality, is often closer to the perception

of music than that of dramatic theatre.
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4YTO €CTb
nyTb?

B KpynHeiilwem BoKalbHOM LUKNE
®paHua Llly6epTta « 3MUMHUIA NyTb» COBHO
6bl CKOHLEHTPUPOBaHbl BCE OTTEHKHU
rnevyasnbHOro pomaHTu3ama. 24 necHu He
06beAUHEHbI 06LKUM CIOKETOM; CTpaH-
CTBUA IMPUYECKOr0 repos He UMeIT
Ha4yana U KoHLa; IMYHOoe nepenseTta-
eTcA ¢ BeyHbIiM. B 1993 rogy no motu-
BaM Ly6EepTOBCKOro LMKAa KOMMNO3U-
Top U aupukep lMaHc LeHgep counHun
CBOIO (haHTa3uIo, NpeaHa3Ha4YeHHYyo
ON1Al TeHOpa U KaMepHOro opKecTpa.

B Poccuun 2014-ro, noHavyany B mae

Ha cueHe OpraHHOro KOHLEepPTHOro

3ana MepmcKon prunapmoHuu, a 3atem
Ha AByX thectuBanax — Jarunes-

CKOM U « TeppUTOpHUM», CBOIO TPaK-
TOBHY « 3uMHero nytu» LLly6epta» npea-
crtaBnseT gupuxep Teozop KypeHT3uc

¢ opKecTpom musicAeterna Nepm-
CKoro TeaTtpa onepbl U 6aneTta.

Teoaop KHypeHT3uc: «410 ecTtb MyTb?
MyTb — 3TO TBOM NOABEM Ha eLle
OZIHY CTyrneHb/cTeneHb Bbille Haj,
Co60M1. ITO YTO-TO NoXoxee Ha pabo-
yue neca, NOAHABLLUUCb Ha KOTO-
pbie Tbl MO¥ellb B3rAHYTb Ha cebA
csepxy. Koraa a aymato o MNytu, A
Bcerga UMero B BUAY apXUTEKTYPY.

CKONbKO cebA NOMHI0, 1 BCeraa Hun

C My3blKor « 3umHero nytu». OgHa

M3 nepBbIX NeceH, KoTopble A UCMOoJI-
HWA, TOXe U3 3Toro uuKna. A paa, uyto
Mbl nepBbiMK B Poccun urpaem couu-
HeHue « 3UMHUM nyTb» LLly6epta» LleH-
nepa. Llenaep — macrtep UHTepnpeTa-
uuu. Bo Bpems UCnosIHeHUA ero coum-
HeHUs BO3HMUKalOT Yyaeca. KaKk ecnu 6bl
Tbl HAYMHAN pUCOBaTb Yel-TO NMOPTPET,
M Mo XoAy B HeM Gbl NPOCTYNasu HOBblE,
abCconoTHO HepeasnbHbie YyepTbl. Y LieH-
Aepa BOT TaKOe 3KCNPEeCCUOHUCTUYe-
CKOe, U Aame NOCTIKCMNPECCUOHUCTUYE-
CcKoe, BUJeHWe KaHOHUYECKOro TeKCTay.

MUSICAL ILLUSTRATIONS

what is
the journey?

In the greatest song cycle by Franz
Schubert, Winterreise (Winter Journey)
seems to concentrate all shades of
melancholy romanticism. The 24 songs
are not brought together by a shared
story; it is the journey of a lyrical hero
without beginning or end, the personal
intertwined with the eternal. In 1993 the
composer and conductor Hans Zender
wrote his orchestral fantasy based on
the Schubert cycle, which is intended for
tenor and chamber orchestra. In 2014
the work will be performed in Russia,
first in May on the stage of the Organ
Hall of the Perm Philharmonic, and then
will follow at the Diaghilev festival and
the ‘Territories’ festival. This interpre-
tation of Winterreise will be conducted
by Teodor Currentzis and performed

by the musicAeterna orchestra of the
Perm Opera and Ballet Theatre.

Teodor Currentzis: ‘What is the Journey?
The Journey is your climb to another level
or step higher than yourself. It’s similar to
forest workers, when you rise up above
them you can see yourself from above.
When | think about the Journey, | always
mean it in an architectural sense.’

‘As long as | can remember, the music
of Winterreise has been around me. One
of the first songs | performed was also
from this cycle. I’'m glad that we are

the first in Russia to perform Zender’s
Schubert’s Winterreise. Zender is the
master of interpretation. Miracles are
performed during performance of his
works. It is as if you had started to
draw someone’s portrait, and during the
process some new, absolutely unreal
features began to appear. Zender has
an expressionistic, or even post-expres-
sionistic vision of the canonical text.’
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Mo npurnaweHuto masctpo KypeHT3uca,
cneuuyanbHO K 3TOM NpemMbepe KUHope-
Huccep Anekcen PomaHoOB cHAN aBe
AI0MUHbI BUAE03NU3040B. Kaxabin npea-
cTaB/fieT CO60M 3aKOHYEHHYIO UCTOPUIO
B TOM WIK UHOM XaHpe U CTUie — OoT
MenoapamMbl A0 XOppopa, OT aHUMaLur
A0 Buaeoapta. C uaerlHOM TOYKHU 3peHHUs,
npoeKT PomaHoBa BAOXHOBJIEH TaKUMH
KUHOMO3MaMH, KaKk « BoeHHbIH pekBUeM»
JepeKa [kapmeHa U « OCTOPOXKHOCTb»
Maa MaaauHa. KapTuHbl 6b11M CHATBI Ha
Tepputopuu Mepmu U MNMepmcroro Kpas,
B YaCTHOCTH B Ky3HEYHO-MPECCOBOM
uexe « MOTOBUIMXMHCKUX 3aBOAOBY.

AneKcei PomaHoB: «lna meHs rnas-
HOe OTKPOBEHME ITOro NpoeKTa — 3TO
My3blKa, KoTopas 6€CKOHEeYHO OTKpbIBa-
nacb No mMmepe norpy:eHus B Hee. U npe-
HAe YeM Hall JIMpUYeCKUM repou otnpa-
BWJICA B CBOM KMHOTPMUIN, MHEe caMoMy
NPULLIOCL COBEPLIUTb AONTUIM NYTb MO
NabUpPUHTY CBOUX NepexuBaHUM, COMHe-
HUK K cTpaxoB. Haw repoit — HeymecT-
HblA YeNnoBeK, AeUCTBYIOLLUA BHYTPU
COGCTBEHHbIX POMAaHTUYECKUX Ipe3s,
CNPOBOLMPOBaHHbIX My3biKoW. OH Henpu-
KasgHHO 6POAUT B NPUXOKEN CMEPTH,
BCE 6osiblLe MorpyKasacb B cBoe 60nes-
HEHHO MepLatlolee co3HaHMe. XaoTUu-
HOe, Ha NepBbii B3rNA4, Harpomoxae-
HWE 3NU3040B BbICTPAaMBaAETCA B HEKUM
CUMBOJIMMECKUM PALA, U BCAKUN 3pU-
TesNlb, CONepex1BaloLLmnim repoto, Hems-
6€eXHO NPOHMKaeTCA YyBCTBOM OAU-
Ho4YecTBa nepea JIMLoM MUpa.

MUSICAL ILLUSTRATIONS

Film director Alexei Romanov has been
invited by Maestro Currentzis to make
two dozen video clips to accompany the
premiere. Each is a complete story in a
particular style or genre — from melo-
drama to horror, from animation to video
art. From an ideological point of view,
the Romanov project is inspired by cine-
matic poetry such as Derek Jarman’s
War Requiem and Guy Maddin’s Careful.
The clips were shot in Perm and the
Perm region, including in a forge and
press shop at the Motovilikhinsky plant.

Alexey Romanov: ‘For me the greatest
revelation of this project was that the
music opens up infinitely as | dive into it.
Before our lyrical hero went on his cinema
trip, | myself had to go on a long journey
through a labyrinth of worries, doubts

and fears. The hero is unbeseeming,
acting within his own romantic daydreams
provoked by the music. He wanders rest-
lessly at the doorway of death, becoming
increasingly immersed in his own painfully
flickering consciousness. At first glance
chaotic, the accumulation of episodes
build up into a symbolic series, and every
viewer, in empathising with the hero,

is inevitably permeated with a sense of
loneliness in the face of the world.’
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3UMHUWUHU NYThb.
CUHApPOM
MeJ1aHX0J1IuU

B onepe HemeuKoro Komnosutopa May-
pucuo Karena « U3 lepmanuun» (Aus
Deutschland) B KauecTBe nepcoHaka

Ha cueHe nosensaetca ®OpaHy Ly6eprT.

B oAHOM M3 3NM3040B 3TOr0 UPOHUY-
HOro Konnara 0 POMaHTUYECKOM MoA-
CO3HaHUM HeMeLKoM KynbTypbl LLy6eprT,
CUAALLMUI 3a POANEM, C YHacOM BUAMT,
YTO MNeBLY, KOTOPOMY OH aKKOMMNaHU-
pyeT, cTaHoBUTCA nioxo. Komnosutop
neyYyanbHO NPOU3HOCUT U3BECTHYIO LUTaTy
U3 ctuxoTBopeHus leiiHe: « OTpaBoM
NMO/IHbl MOW MEeCHU» — U TOXKe najaeT Ha
non 6e3 4yBCTB, B 6YKBaJIbHOM CMbIC/e
«OTpaB/iIeHHblIM» cBoen My3biKoW. na-
KaTb MO HEMY MPUXOAUT LAPMaHLLMK.

M3 Bcex neceH LLy6epTa, «oTpaB-
JIEHHbIX» NeYasiblo U MelaHXO/IUeN,
KOHEYHO, IMaupyloliee MecTo nNpuHaa-
NIEMUT BOKANIbHOMY LUKAY « SUMHUHA
nyTb», B KOTOPOM CKOHLLEHTPUPOBaHbI
BCE pecypcCbl NeYyasibHOro: poMaHTU4e-
CKHue obpasbl TekcTtoB Mionnepa, reHu-
anbHaA U AoctynHaa my3bika LLlyb6epra,
opeon npeAcMepTHOro onyca U oTpae-
HUe B CIOMEeTe LiMKIa TParM4yecKoro *Hus-
HEeHHOro nyTM KomnoauTtopa. Kak nuwer
KOnua KpucteBa B cBoel KHuUre «Yep-
Hoe conHue. [lenpeccua U MeNnaHxouaA»:
«nucaTb O MeJIaHXO0JIMKU UMEET CMbICA,
TONbKO €C/IK 3TO UAET OT CaMOW MenaH-
XO/IUK», a NoToMy 6Uorpacdmu4eckun dak-
TOp, (hM3M4YeCcKHe U MopasbHble cTpasa-
HUK, nepexuTblie LLly6epTom, cTaHOBATCA
ONA cnywaTtens Tak UWin MHadye AO0MOJHU-
TeJIbHbIM Bblpa3uUTesibHbIM CPEACTBOM.

«3UMHUH NYTb», OPraHU4YHO CoYeTalo-
LUK B ceb6e U UHTUMHO-/IUPUYECKYIO U
COLMO-NOJIUTUYECKYIO TEMATUKY, OKa-
3a/icA O4YeHb BaMHbIM CaAHALLMUM HEPBOM
My3blKa/ibHOM UCTOPUU, CHOBA U CHOBA
BbI3bIlBalOWMM K cebe uHTepec. Yau-
BUTEJIbHOE KOJIMYECTBO apaH*UPOBOK,
KOMMO3UTOPCKUX MHTEepnpeTaumn, Tea-
TpabHbIX MOCTAHOBOK U OTCbIIOK K
3TOMY LMKAY B pa3HbIX BUAAX UCKYC-
ctBa (KMHO, NUTepartypa, TeaTp) NO3BO-

MUSICAL ILLUSTRATIONS

winterreise.
melancholy
syndrome

In German composer Maurico Kagel's
opera Aus Deutschland (From Germany),
Franz Schubert appears on the stage

as one of the characters. In one of the
episodes of this ironic collage of the
Romantic subconscious of German
culture, Schubert, sitting at a grand
piano, is horrified to see that the singer
whom he is accompanying suddenly

has a bad turn. The composer sadly
delivers a famous quote from a poem

by Heine: ‘My songs are full of poison’
before also falling to the floor, literally
poisoned by his own music. A hurdy-
gurdy man then comes to mourn for him.

Of all Schubert’s songs that are
‘poisoned’ with sadness and melan-
choly, the top spot must be given to the
vocal cycle Winterreise (Winter Journey),
in which we find a concentrated amount
of melancholic resources: the romantic
imagery from Muller’s texts and the bril-
liant yet accessible music by Schubert,
who was at that moment composing

his final great opus before his death,
and the tragic life of the composer
reflected in the song cycle. As Yulia
Kristeva writes in her book Black Sun:
Depression and Melancholia: ‘Writing
about melancholia only makes sense

if it comes from melancholia itself’,

for it is the biographical factors, the
physical and moral suffering experi-
enced by Schubert that brings additional
means of expression to the listener.

Winterreise, which organically combines
an intimate lyrical theme with socio-po-
litical ideas, turned out to be a very
important raw nerve for music history,
that time and time again draws great
interest. It has inspired a surprising
number of arrangements, compositional
interpretations and theatre produc-
tions, and references to the cycle can
be found it a range of different art
forms (cinema, literature, theatre),
which allow us to think about the
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nAeT AymaTb O ne4yasibHOM aKkTyalbHO-
CTHU ANA COBPEMEHHOro Mmmpa oijyule-
HUA NOTepAHHOCTHU, O AUHOYECTBaA U B
HEeKOTOPOM CMbICne 6e3HaAeHHOCTH.

BesycnosHO, 0AHUM U3 CUMBOJIUYE-
CKUX NPOYTEHUH « BUMHEro NyTu» ABNA-
€TCA NOHUMaHWe 3TOro NyTelecTBUA KaK
CTPaHCTBUA 3a Npeesbl }U3HU, UaeT
JIU peyb O HEBO3MOMHHOCTU NPUATHUA
CMbICN1a *U3HMU UK O peanbHOM thruHane
HU3HEHHOro nNyTu, U3UYECKOM yxoze.
JlnpuyecKuii repom LLly6epTta, nyckato-
LUIACA B MEepBOM e HOMepe UMUKIa B
LOJIroe nyTtelecTs1e, cpasy oKkasbiBa-
eTCcA B 30He 6e3BpeMeHbs, NMOCKO/bKY
BCe « peaJibHble» COBbITUA €ro }*U3HH
NPOMX3OLLIK A0 Ha4vana uuKkia v nyreiue-
CTBEHHMUHK «3aCTpsA/» B NPOCTPaHCTBE
MeXAY HU3HbI U cmepTblo. « CTpaH-
HUKY, UayLemy rno Kpyry, He npoaBura-
AICb BNnepes, OTKPbIBAeTCA 3KCLLEHTPU-
YeCKHUM xapaKTep 3Toh obnacTtu, Kaxaas
TOYKa KOTOPOM Haxo4MUTCA Ha OAUHAKO-
BOM PacCTOSHUMU OT LieHTpa: Bce pas-
BUTUE B HEW — WIIO3USA, NEPBbIM Lwar
CTOJIb e 6/IM30K K CMEepPTH, KaK nocnea-
HUM, U CTPAHHUK NPOXOAMT, KpyHacb No
pa36pocaHHbIM TOYKaM MECTHOCTH, HO
camy ee He nokuaaet» (Teogop AaopHo,
«Llly6epT. U36paHHOe: coumnonorusa
My3bIKW»). MIMEHHO OTCYyTCTBME OKOH-
yaTesibHOM TpareguMu, CMepTHU repos,
KaK TaKOBOW, BbIBOAWUT Ha NepBbli NaaH
thaKT 0CO3HaHMUA U NPUATUA ee HeUus-
6eXHOCTH, Korga 6bl OHa HX HacTynuna.

CTOUT cpasy OroBOPUTLCH, YTO KOMU-
YeCTBO XYAOMECTBEHHbIX 06palLeHUit K
LMKNY « BUMHUIA NYTb» CTOJIb BE/IUKO,
YTO HET BO3MOXHOCTU U HEOBXOAMUMO-
CTU paccMaTpuBaTb BCe UX NOAPOGHO.
OAHWUM TOJIbKO MY3blKaJibHbIM apaHHKu-
poBKam, 06paboTKam U KOMMNO3UTOPCKUM
UHTepnpeTaLMam NocBsALLEeH ABYXTOMHbIN
TpyA HeMeLKoro my3biKoBega PaiiHepa
HoHHeHmaHa « 3MMHMK nyTb. KoMno3u-
TOPCKKE MYTHU OT U K BOKAJIbHOMY LIUKJY

LLly6epTa Ha NpPOTAKEHUU ABYX CTOJIETUMN».

B atoi pabote HoHHeHMaH gaet noapo6-
HblA My3blKa/ibHbIM aHaIU3 BCEX COYUHE-
HWUM, UMEIOLLIUX OTHOLLEHUE K « SUMHEeMY
nytu», ot Jlucta ao LleHaepa, paccmartpu-
BaeT UCTOPUYECKUE U CTUNEBbIE AUANIOTH,
nepenneTeHrns, 0CO3HaHHble NPOTUBOMO-
CTaB/IeHUA U KOHTpPanyHKTbl. Kak roBopuTt
KwuwTod

MUSICAL ILLUSTRATIONS

sad relevance of the feelings of being
lost, loneliness and, in a sense, hope-
lessness to the modern-day world.

Symbolically, the title Winterreise refers to
the journey we make beyond life, whether
it is the impossibility of acceptance of the
meaning of life, or of the real finality of the
end of the journey — physical departure.
Schubert’s hero, albeit in the first song

of the cycle, finds himself in limbo —

all the ‘real’ events of his life occurred
before the beginning of the cycle, and
now the traveller is stuck between life

and death. ‘The wanderer, going round

in circles, not moving forward, is in a

field of “ex-centric” construction —

every point in the cycle is equidistant
from the centre: all development is an
illusion — the first step is as close to
death as the last. The stranger passes,
circling scattered points, but never
leaving the cycle itself’ (Theodor Adorno.
Schubert: Selected, Sociology of Music).

It is the very absence of a final tragedy,
the death of the hero, which brings to
the foreground the fact of being aware
and accepting the inevitability of death,
whenever that moment may arrive. It

is worth pointing out that even though
there is such a large number of artistic
references made to the Winterreise song
cycle, that there is neither the space nor
the need to examine all of them in detail
here. The two volumes of German musi-
cologist Rainer Nonnenmann “Winter-
reise”: Composing ways to and from the
vocal cycle of Schubert for two centuries
[,,Winterreisen“. Komponierte Wege von
und zu Franz Schuberts Liederzyklus aus
zwei Jahrhunderte] is devoted entirely to
just this one musical arrangement and
its compositional interpretations. In this
work, Nonnenmann provides a detailed
musical analysis of all works related to
Winterreise, from Liszt to Zender, exam-
ining the historical and stylistic dialogue,
interwoven themes, counterpoint and
contrasts. As Krysztof Penderecki,
composer of the Concerto for Horn

and Orchestra of the same name said:
‘each of us has our own Winterreise’.

Despite the tragedy in the cycle
growing from song to song, all the
drama that takes place is within the
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MeHaepeuKkuin, aBTop 04HOUMEHHOIO
KOHUepTa 4219 BaJITOPHbl C OPKECTPOM,
«Y Karmaoro U3 Hac CBOM 3MMHWUK NyTb».

... HecmoTpsa Ha HapacTaloLlyo oT Homepa
K HOMepy TparuyHocTb B uuKkne LLly6epra,
BCA CIOXKeTHasA gpamaTtyprusa 6asupyercs
TOJIbKO HA UBMEHEHUSAX NMCUXOIOruye-
CKOro cocTtosiHuA repod. Bca cobbitum-
HOCTb KOHLIEHTPUPYETCA Ha pa3HbIX rpa-
HAX BHYTPEHHUX NepexrBaHUiA. B KoHLe
repov He YMpET, HO U He BOCMPSAHET K
HMU3HU. YOUBUTENIBHOE MPUTAKEHUE ITOro
COYUHEHHUSA, BO3MOHKHO, 06bACHAETCA TEM,
4YTO, MO caoBaM My3blkoBezaa JloypeHca
Kpamepa, oHO ABAAeTCA « 3HLMUKIoNEeAu-
YeCKUM My3blKalbHbIM UCCNeA0BaHUEM
MenaHxXo/IMu U Aenpeccuu. Cnywarenb
nony4yaet yA0BOJIbCTBUE OT MaHUdecTa-
LMK 601U. 34ecb HET KaTapcuca, HeT
rymMaHUTapHOMW COMMAAPHOCTU — repou
oauH. CKopee — 3TO nNpumMep 4yenose-
YeCKOM MCUXUKKU — 4YyBCTBOBaTb 6e3-
JOHHOE CTpaZiaHue, HO BCE paBHO UATU»
(Lawrence Kramer. Classical Music and
Postmodern Knowledge/ « Knaccuueckas
My3blKa U NOCTMOAEPHUCTCKOE 3HaHUe).

MoMu13HeHHana « oTpaB/eHHOCTb» neva-
Nblo, BCNIeACTBUE NOJIY4eHHOM TpaBMbl
WU NEPEKUTON CTPECCOBOI CUTYaL MU
M OLyLLEHWEe OTPE3aHHOCTH OT COLM-
anbHOro MMpa, UMeeT MHOIo Cepbes-
HbIX MCUXONOrMYECKUX ONnpeneieHUN.
O4HMM U3 MeHee Cepbe3HbIX U HEOHHU-
[aHHO TOYHbIM onpeseneHuemM CocTon-
HUA YeNoBeKa, NOTEPAHHOIO ANA MU3HHU
B 06LiecTBe, cTano BbipaxeHue « CUH-
apom ®poao», N0 UMEHU ManeHb-
Koro xo661Ta U3 haHTaCTU4EeCKOM caru
JAxoHa TonKkueHa « BnactenuH Koneuy.

B nocneanue aecatunetua XX Beka, B
3MNoXy NMTAemMoro NpoLibIM NOCTMOAEP-
HU3Ma, KOMMO3UTOPbl CTAHOBATCHA OCO-
6€HHO YyBCTBUTE/IbHbI K MYy3blKa/lbHOMY
A3bIKy LLy6epTa, K MNynbcam, 3aaHHbIM
ero mMy3blKoM (nocne ogHOro U3 CBOMUX
KOHLepToB Komno3uTop UesaH CoKkonos
MUCMNOJIHWN Ha BUC HECKO/IbKO COYUHE-

HuK LLly6epTa, a Ha 0C060 HACTOMYMBbIE
nNpocb6bl CbirpaTb CBOe OTBETUN: «A A U
urpato «csoe»). U cpeau Bcex COMMHEHUH
LLy6epTta « BUMHUI NyTb» NpUBieKaeT
NnoBbllLeHHOe BHUMaHWe COBPEMEHHbIX
KOMMO3UTOPOB — KOJIMYECTBO KOMMO3U-
TOPCKUX « KOMMEHTapUeB» U UHTepMpe-
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psychological condition of the hero.
All of the events focus on different
elements of his internal experiences.
At the end the hero does not die, but
likewise he isn't roused back to life.

The incredible attraction of this work
may be due to the fact that according

to musicologist Lawrence Kramer, it

is ‘an encyclopaedic musical study of
melancholy and depression. The listener
gets pleasure from the manifestation of
pain. There is no catharsis, no human-
itarian solidarity — the hero is alone.
Most likely it is an example of the human
psyche — to feel unbearable misery, but
still go on’ (Lawrence Kramer. Classical
Music and Postmodern Knowledge).

The theme of a lifetime ‘poisoned’ by
sadness as a result of an injury or a trau-
matic experience and a feeling of isola-
tion from society can be found in many
serious psychological interpretations.
One of the less serious yet unexpectedly
precise interpretations of the human
condition, lost in society, became known
as the ‘Frodo syndrome’, after the char-
acter Frodo, a Hobbit from J. R. R. Tolk-
ien’s fantasy saga The Lord of the Rings.

In the last decades of the twentieth
century, in the era of postmodernism
fuelled by the past, composers have
become particularly sensitive to
Schubert’s musical language, to the
momentum generated by his music
(following one of his own concerts the
composer lvan Sokolov performed several
encores with pieces by Schubert. When
asked particularly persistently to play ‘his
own’, he replied ‘But | am playing “my
own”’). Amongst all Schubert’s work,
Winterreise attracts particular attention
amongst contemporary composers —
the sheer number of interpretations and
musical references in other composers’
work bears testament to the scale of its
importance. That said, the interaction
between composers and Schubert’s work
does vary widely. The German composer
Hans Zender called his opus Winterreise
Schubert — a composed interpretation
for tenor and small orchestra (1993).
Thanks to the rich instrumentation,
Zender effectively magnifies all the subtle
tonal-colour techniques hidden in Schu-
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TauMWi 3TOro COYMHEHUA MOMKHO Ha3BaTb
npocTo peKopaHbiM. [pu aTom B3au-
MOAEeNCTBME KOMMO3UTOPOB C My3bl-
KasibHbIM TekcToM LLly6epTa moeT
6bITb CaMbiM pa3HbIM. HemeLuKui Kom-
nosutop MaHc LleHaep Ha3Ban ceom
onyc «3umHui nyTb LLly6éepta — couu-
HeHHasa UHTepnpeTauua AnA TeHopa U
MasieHbKoro opkectpa» (1993). bnaro-
AapAa 6oraton MHCTPyMeHTOBKe LleH-
Aep C/IOBHO Yyepes Nyny YKPYnHAeT Bce
Cy6TU/IbHbIe 3BYKOMUCHbIE NPUEMbI,
crnpsTaHHble B LWy6epTOBCKOM My3blKe
(MHOr4a NoYTU B HaTypaJIUCTUHECKOM
NpU6UKEHUH), BbITaCKMBasA Ha NOBEpPX-
HOCTb 06bI4HO MHTYUTUBHbIE NMPUEMDI
MUCMNOJIHEHWUA 3TOr0 My3bIKaJIbHOrO TEK-
cta. Cam KOMMNO3MUTOP NOAYEPKUBAET,
YTO €ero KOMMNoO31LUA He ABNAETCA
HOBOM paguKanbHOMW UHTepnpeTaumen
umKkna LWy6epta, anAa Hero 6b110 Baxk-
HbIM BbITalWUTb COYMHeHHUe LLly6epTa M3
NPUBbLIYHOIO KOHLLEPTHOIO KOHTEKCTa U
Nno3BO/IUTL CJlyLlaTesio 3aHOBO nepe-
HWUTb LWOK OT LWy6epTOBCKOM 3KCrpec-
cuun. ObpeTtasa Nno mepe NPUBIUHEHHUA K
tmHany Bcé 60sblyi0 U 60/bLLIYIO TEM-
6pPOBYIO CMENIOCTb, JIULb B NOCNEAHEM
HoMepe LUKNa, necHe « LLlapmaHLLMK»,
LleHaep no3sonsaeTt ceb6e BTOPrHyTbCA

B MY3blKaJIbHbIW TEKCT « OPUTHUHanNa»,
Ha30M/IMBO MOBTOPAA HUMKHIOK AOMU-
HaHTY, BbIXBA4€HHYIO U3 BOKaJIbHOM
Menoguu, Hapyliaa TeM cambiM U3Ha-
YaJibHYI0 rapMOHUYECKYIO CTaBUNbHOCTD.

MHTepecHo, 4TO UMEHHO NocneaHAsA
NnecHs Wy6epTOBCKOro LMK/Ia Bbi3blBaeT
OTAENbHbIA UHTEPEC KOMMO3UTOPOB. B
«CepeHage wapmaHLmKa» (2009) ana
thnenTbl, KNapHeTa, CKPUNKKU U BUOJIOH-
Yyenu MoNoAO0ro KoMnosuTopa AibMupa
HusamoBa cMyTHO y3HaBaeMblii aKKOM-
NaHeMeHT WU Havya/ibHble UHTOHALUU
BOKanbHoM menoauu LLly6epta TOHYT B
3aBblBaHWU « (HasibLLMBOM» LLAPMaHKM,
L0X04ALEN NOYTHU 40 60/1e3HEHHOIO
CHKpuvna HecmasaHHoW aBepu. OTaenb-
Hble NOTYCTOPOHHKE 3BYKU Hanomu-
HaloT HeNe3Hble OCKO/KU, NNaBawluue
B KOCMOCe — MoOTepsHHbIe 3apaBeB-
LWwKe 06J10MKU ganeKkoro npouwnoro. K
aHpy My3blKaJbHOr0 KOMMeHTapUA
OTHOCUTCA U « KaK cTapbii lWapMaHLWKUK»
(1996) JleoHnaa [ecAaTtHuKoBa and
CKPUNKU U thopTenuaHo (BUPTYO3Hoe
COYMHEHWe, crneLunaibHO HanMcaHHoe
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bert’s music (sometimes with an almost
naturalistic approach) by pulling to the
surface what are usually intuitive tech-
niques in the performance of this piece
of music. The composer himself empha-
sises that his composition was not a
radical new interpretation of Schubert’s
song-cycle, but that it was important for
him to bring the composition out of its
habitual concert setting and allow the
listener to once again relive the shock the
Schubertian expression. As we approach
the final we do hear ever greater tonal
boldness, but only in the final song of

the cycle The Hurdy-Gurdy Man does
Zender allow himself to invade the original
musical score, persistently repeating

the lower dominant which has been
snatched from the vocal melody, thereby
breaking the original harmonic stability.

Interestingly it is the final song of Schu-
bert’s cycle that is of particular interest
to composers. In The Serenade of the
Hurdy-Gurdy Man (2009) for flute,
clarinet, violin and cello, the young
composer Elmir Nizamov’s accompa-
niment is barely recognizable, and the
initial intonation of Schubert’s vocal
melody is drowned out by the howl of

a ‘false’ hurdy-gurdy, amounting to the
painful creak of a badly oiled door. Other
separate sounds are reminiscent of frag-
ments of metal floating in space — a lost
rusted wreckage of the past. Another
musical commentary is Leonid Desyat-
kinov’s As the old Hurdy-Gurdy Man
(1996) for violin and piano (a virtuosic
composition written especially for Gidon
Kremer). In his destruction of Schubert’s
original, Desyatnikov alternates post-
modern detachment with an unexpected
and sincere engagement. In the Hurdy-
Gurdy Man Desyatnikov finds much less
doom and much more internal pressure
and physical presence than in the original.

Perhaps it was the brittle alertness of
Schubert’s music that contemporary
composers could relate to in their search
for ‘new simplicity’ in music. It is no coin-
cidence that for Silvestrov (one of the
main musical heirs of Schubert’s tradi-
tions in contemporary music), directions
for the performer play an important role —
a kind of ‘internal programme’ written in
detail by the composer, so that the purity
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ana MpaoHa Kpemepa). B cBoel gecTpyk-
MU LIY6epTOBCKOro TeKkcta JlecATHUKOB
yepeayeT NOCTMOLEPHUCTCKYIO OTCTpa-
HEHHOCTb U HEOMUAAHHYIO UCKPEHHIOK
BoB/ieYeHHocTb. B « LLlapmaHLuuKke»
JecATHUKOBA ropaso MeHblle ob6peyeH-
HOCTH M 60blle BHYTPEHHEro Hamnopa

M NMPUCYTCTBUA, YEM B OPUTHMHaNe.

Bo3MOMHO, MUMEHHO XpynKas 6e3bICKyC-
HOCTb LIYy6EepTOBCKOM MY3bIKU OKa3a-
nacb 0CO6eHHO 6/1M3Ka COBPEMEHHbIM
KOMMO3UTOpaM, TAroTELWMM K NOUCKaM
«HOBOWM MPOCTOTbI» B My3biKe. Hecny-
yailHo y CunbBectpoBa (0AHOMO M3 rnae-
HbIX HacNeAHUKOB LY6epTOBCKOM Tpaau-
LMW B COBPEMEHHON My3biKe) OrPOMHYIO
poJ/ib UrpaoT peMapKku AnsA UCMNOJTHU-
TensA, CBOEro poAa « BHyTPeHHAA Npo-
rpammay, nogpo6Ho NponucaHHasa aBTo-
pOM, 4YTOGbI HUYEro He MOI/I0 HapyLWKUTb
YUCTOTbI «cnaboro cTuna». HHenaHue yno-
BUTb AyX LWYy6epTOBCKOW My3blKU, aTOMbI
€ro My3blKasbHOro A3blKa MOHO Habto-
AaTb BO MHOIMX COYUHEHUAX Nocnea-
HUX NneT (B npou3BeaeHUax ByctuHa,
Mapta, KHandena, Muttepepa, Aioca-
nuHa, LLlHe6ena U T. 4.), Aare ec/n pedb
He UAET O NpPAMbIX uuTaTax. B counHe-
HuM « BuaeHune. Habpocok o LLly6eprte»
(Erscheinung. Skizze liber Schubert)
Bonbtravra Puma (1978) ana doprenu-
aHO U [eBATU CTPYHHbIX B (hparMmeHTap-
HOM CTPYKTYype nepBon copTenrvaHHOM
YacTU KOMMO3UTOP NbiTaeTcA OBNaLeTb
MCHKYCCTBOM « 3aHOBO sieneTaTtb 06pbIB-
KaMu Ly6epToBCKOro A3bikay. MNoaobHbie
e MOWUCKU B 3TOM Harnpas/ieHUU Npea-
npyUHMmaeT U Komnosutop Beat Pyppep B
courHeHuu «lecHa» (Lied) AnAa ckpunku
C OPKECTPOM, B KOTOPOM Ha4ya/bHbIH
MOTUB NMeCHU « BoaHbIA NOTOK» U3 LUMKNA
LLly6epta « S3UMHMI NyTb», NOYTU pacTBO-
PEHHbIX B My3blKa/IbHOW TKaHH, NO C/o-
BaM KOMMO3UTOpa «He UUTUpyeTCcH, a
TONbKO KareTcA YC/bILWaHHOW U3ganeKar.

LLlemAwana neyanb « 3MMHeEro nytmu»
LLly6epTa, Bbipocwasa U3 co6CTBEH-
HOM MeJIaHXOJIMKU KOMMO3UTopa, To4-
HOCTb €€ BblpaxeH1a OKasanacb, Kak
noKasblBaeT UCTOPUA UCKYCCTBa, uae-
a/lbHbIM BOIJIOWEHUEM AaHHOro 3Mo-
LMoHanbHoro moayca. A camo cno-
BOCOYeTaHUue « 3MMHWUHA NMyTb» AABHO
cTano metachopon yxoza, nocieaHero
nyTM 6€3 Hagemabl Ha GyayLuee.

MUSICAL ILLUSTRATIONS

of the ‘delicate style’ cannot be disturbed.
The desire to capture the spirit of Schu-
bert’s music and the atoms of his musical
language can be observed in much music
of recent years (in works by Vustin, Part,
Knaifel, Mitterer, Dusapin, Schnebel and
others), even if it is not a direct musical
quote. In the composition The Vision. A
Sketch about Schubert by Wolfgang Rihm
(1978) for piano and nine strings in a frag-
mented structure, the first piano section
sees the composer attempt to master

the art of ‘babbling scraps of Schubert’s
language’. Similar research in this direc-
tion is being conducted by composer
Beat Furrer in the composition Song, for
violin and orchestra, in which the initial
motif of the song On the River in Schu-
bert’s Winterreise is almost dissolved in
the musical fabric — according to the
composer ‘not cited, but as if heard from
afar’. The poignant sadness of Winter-
reise, which grew from the personal
melancholy of the composer himself,
demonstrates an accuracy of expression
which, as the history of art has shown, is
the perfect embodiment for this emotional
method. The very phrase Winterreise has
long been a metaphor for departure —
the final path with no hope for the future.
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29.06 / 23:00

MY3bIKAJIbHbIE MITKOCTPALIUHA

& [epmcKui gom
HapoAHOro TBOpYecTBa

MUSICAL ILLUSTRATIONS

& Perm House
of Folk Arts

«6omba»
My3b|HaJ'|bHO'|'IO3T|4"|eCHHr1 nep(bopMch

My3bIKa
reoprus maHcyposa
¥ pyMaga mamenosa

CTUXH
reoprmAa maHcypoBa

XyAOHeCTBeHHble paboTbl
pyuaga mamveznoBa

ucrnonHsaet
re:| |love project

bomb
musical and poetic performance

music by
georgy mansurov,
riad mammadov

poetry by
georgy mansurov

design by
riad mammadov

performed by
re:| |love project
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3TO
MMNpoBU3aLUA»

OTKpOBEHHO roBopsd, Yem 6oblue A
Aymairo 06 3TOM NpoeKTe, TeM MeHbLUe
MHe XO4eTcA CBA3bIBaTb €ro Hanps-
Myto ¢ noamow peropu Kopco, xoTta
MMEHHO C Hee BCE HayMHanocb. Kyaa
6onee UHTEPECHbIM AAB/IAETCA NEpUoL
rno6asbHOro TBOPYECKOro KpM3uca BTO-
po¥ MONOBUHbI XX BEKa U CNYYUBLLHUICA
napannenbHO HEBEPOATHbLIW NPOPbLIB

B o6nacTtu Hayku. Moa Kpusncom noa-
pasymeBaeTcs He CTOJIbKO AedULUT
UAeKr U TanaHToOB, CKOJIbKO U3HOC KO-
yeBbiX (HOPM TBOPYECKOM AeATENIbHO-
CTU U OCTpasA HEOB6XOAUMOCTb MEHATb

M OBHOBNATL 3TU camble HOPMbI.

MmeHHO hopma, a He coaeprHaHue, B
Xo4e nocneaylowmux NATUAECATH NIEeT 3BO-
JIIOLMOHMpPOBaa BMecTe C OCHOBHbIMH
NoTPe6HOCTAMMU YeNIOBEKA U B KOHEY-
HOM UTOre CTaJjia KpaeyrosbHbIM Kam-
HeM HOBaTOPCKOro UCKyccTBa (B 4acT-
HoCTH, noama « bomb6a» Kopco Hanu-
caHa B hopme «rpubHoro» obnaka ot
AlepHOro B3pbiBa — TaK OHa 6bina
BnepBble HaneyaTaHa U3gaTe/ibCTBOM
City Lights Books B 1958 roay). UHbimu
c/NloBamMu: BOMPOChI, KOTOPble UHTepe-
CYIOT Hac B pe3ynbTarte NpPoYTEeHUSA 3TOM
no3mbl, He O4YeBUAHbBIN NEeNTMOTUB NpPO-
ekTta «bomba». CyTb e BOT B YeM.

OcHoBHble nocTynaTtbl KBaH-
TOBOW MeXaHWKHK rnacar:

1) «lMpu namepeHuu 60 KBAHTOBOM
HabnaaeMon, BO3MOKHO Mojly4eHne
TONbKO pAAa PUKCUPOBAHHDLIX ee 3Ha-
YeHWH, paBHbIX COBCTBEHHbIM 3Have-
HUAM ee onepaTtopa — HabnogaeMomn»;

2) «Habnogaemble 04HOBPEMEHHO U3Me-
puMbl (He BAUAIOT Ha pe3ynbTaTbl U3Me-
peHuWi Apyr Apyra) Toraa v ToNbKo Toraa,
KorJa COOTBETCTBYIOLLME UM CaMOCONps-
HeHHble onepaTopbl NepecTaHOBOYHbI».

MUSICAL ILLUSTRATIONS

this is an
Improvisation

If | am completely honest, the more

| think about this project, the less | am
inclined to link it directly to the Gregory
Corso poem, despite it being based on
it. Far more interesting is the period of
global creative crisis of the second half
of the twentieth century which occurred
at the same time as an incredible break-
through in science. By crisis we mean
not so much a dearth of ideas and talent,
but more a depreciation of the key art
forms and what’s more an urgent need
to change and update these very forms.
It is the form, not the content which
over the next fifty years, has evolved
according to basic human needs and
eventually became the cornerstone of
innovative art (in particular the poem
‘Bomb’ by Corso which was laid out

in the form of a nuclear mushroom
when it was first published by City
Lights Books in 1958). In other words,
the questions that the poem touches
on, make an unobvious leitmotif of

the ‘Bomb’. The point is as such.

The principles of quantum
mechanics state:

1) ‘The eigenvalues of an operator
correspond to allowed values of
the quantum observable’.

2) ‘Observables are simultaneously meas-
urable (they do not affect each other’s
measurements), if the corresponding
self-adjoint operators commute’.
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[eopruii MaHcypoB

Georgy Mansurov

MY3bIKAJIbHbIE MITKOCTPALIUHA

Mpoue rosopsa: MUP eCcTb Pe3oHaHC
Hallero co3HaHWA B TON CTEMNeHH, B
KOTOPOM Hawe CO3HaHue eCTb pe30-
HaHC MMpa, B KOTOPOM OHO Npe6biBaerT.
CosepuaHue — 3TO Npouecc TBope-
HuUA. A 3puTennb, cneaoBaTtesibHO, TBO-
peL Toro, 4YTo OH COo3epLaeT, TO ecCTb,
co3epLan Xy4oXHMKa, Mbl CO3epLaem
cebsA, U BCE, YeM Mbl BOCXULLAEMCH, U
BCE&, YTO Mbl OTTOpraeM B TBOpP4YeCTBE,
€CTb NPUHATHE U HEMPUHATHUE CaMOro
ceba. Ho ecnu xya0HHUK TBOPUT U3 CBO-
ero BUAeH1a MUpa, a Mbl CMOTPUM Ha
ero paboTy, U B HalKx rnasax (ywax v

T. Ai.) OHa CTaHOBMTCA 4acCTblo HalLero
MUpa, TO Yepe3 UCKYCCTBO Mbl COMpPU-
Kacaemcsa 4pyr ¢ ApYyrom U CTaHOBUMCH
4yacTbio Lenoro. 3To 0OaUH U3 BenU4ai-
LKMX hEHOMEHOB TBOPYECKOro npotecca.

RE:| |LOVE — 370 pesynbTaTt cemu net
Hawero ¢ Pnagom MameaoBbim coBMecCT-
Horo TBop4ecTBa. Ha [larunescKkom
thecTBane mbl NpeacTaBiAeM NMPOEKT,
KOTOPbIA BHK/IOYAET B cebA He TOJIbKO
My3blKa/lbHbIi MaTepuan (B OCHOBe 3BY-
KOBOro pelueHUs — CUHTE3 INIEKTPOH-
HOro U ¥UBOro 3By4YaHWUA, MUHUMa-
JIU3M U UMNPOBU3aLIUA), HO U aBTOP-
CKUE CTUXU U XYAOHECTBEHHYIO paboTy
B peanbHoM BpeMeHW. Mbl BbicTynaem
nepeAa 3puTeseM He TO/IbKO B NMPUBbIY-
HOM amMrJiya My3blKaHTOB, HO U KaK
aKTepbl U NnepdopmMepbl, paboTaloLLme

C MHoroobpasuemM 3HaKoB U CMbIC/IOB.

fl }UBY TaK, KaKk MOMKeT nokasaTbcA
Jpyromy *uTb He cneayeT
310 UMNpoBU3aLUA

He cnewwu ocy#aaTb

(leopruii MaHcypos, 2014)

MUSICAL ILLUSTRATIONS

Put simply: the world is resonance of our
consciousness in the extent to which our
consciousness is the resonance of the
world in which it resides. Contemplation
is a process of creation. Consequently,
an observer is the creator of what he
beholds; that is, in contemplating an
artist, we contemplate ourselves, and
everything that we admire and everything
that we reject in the art is an accept-
ance or rejection of ourselves. But while
an artist creates his own vision of the
world, when we look at his work with

our own eyes (listen with our own ears,
etc.) it becomes a part of our world, so
through art we come into contact with
one another and become parts of the
same whole. This is one of the greatest
phenomena of the creative process.

RE:| |LOVE is the result of seven years of
joint creative work between me and Riad
Mammadov. At the Diaghilev Festival we
present a project that includes not only
musical material (based on sound solu-
tions — a synthesis of electronic and live
sound, minimalism and improvisation)
but also our own poems and artwork,

all live. We perform to the audience, not
only in the familiar role of musicians, but
also as actors and performers, working
with a variety of signs and meanings.

| live as one may get an impression
Like no one else should
This is an improvisation

Do not rush to condemn

(Georgy Mansurov, 2014)
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103 KOHLIEPT CONCERT

20.06 / 23:00 @ CnopTUBHbIN KOMMNEKC @ Sukharev Sports

um. Cyxapesa Centre
KOHUepT concert
3/IeKTPOaKYCTUHECKON MY3bIKH of electroacoustic music
npoeKT steppe-scape steppe-scape project
«Hamrap» namgar
«XYYH-XYYP-Ty» huun-huur-tu
MapKyc pouTtep marcus reuter

chinawoman chinawoman
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Maprapura
KupnuKoBa,
aApPT-KPUTUK

Margarita
Kirpikova,
art critic

KOHLIEPT

CNMUHOM
BrepeA

YT106bl YBEPEHHO CYLLECTBOBATb B CEroA-
HAWHEeM AHe, He CTOMT 3abbiBaTb BYe-
pawHui. JTlo60M nyTb Npegnonaraer pery-
NAPHOE OTC/eMBAHUE COBCTBEHHOIO
NonoXeHUs B NPOCTPaAHCTBE — ena-
HWUe ABUraTbCs Brepea, Kak 6bl napa-
[OKCaNbHO 3TO HWU 3BYy4asio, 3acTaBnseT
ornaabiBatbcA. Ha HoBon ana Aaru-
NEeBCKOro ¢ectuBasnis KOHLEPTHOM MJ1o-
waaKe, B CNOpTUBHOM KOMMJIEKCE UM.
CyxapeBa, BbICTYNaloT Te, KTO npea-
NoYuTaeT UATU CMTUHOK Bnepea.

Muwenb l'ypeBuy, U3BecTHaA KaKk neesuvua
Chinawoman, B npowJoe 3arnagbiBaer
perynsapHo. Mpuyem He CTO/IbKO B CO6-
CTBEHHO€, CKOJIbKO B MpPOLL/I0e CBOEN
cembu. Pogutenu Muwenb, coBeTcKue
WHMeHep 1 6anepuHa, SMUrpupoBasav B
KaHaay ewe Ao ee poxaeHusa. OaHaKko
nepBsble C/I0Ba OHa CKasaJjia Ha PyCCHKoM,
Ha PYCCKOM ObI/IM U MECHU Ha NepPBbIX
NpOoCAyLaHHbIX el0 N1aCTUHKax U3 poau-
TeNIbCKOW KOJIIEKUUU — 3anucu Annbl
MyrayeBon (ee Muiienb A0 CUX NOP Ha3bl-
BaeT 0AHOM U3 NOBUMbIX UCTIONHUTE b
HUU) U DauThl MNbexu. B ee ®e cobcTBEH-
HOM My3bIKe LapuT acTeTuKa 1980-x —
MpayHbIX NOCT-NAaHK, TEMHaA POMaHTUKa.
Mysbika Chinawoman — 3To B3rnaa
yepes Mnneyvyo, TAaxenbli, AONTMH, BHU-
MaTesbHbIi. onbiTKa peaHUMMUpPOBaTh
(UK perHKapHUMpOoBaTbL?) MONOAOCTb

CONCERT

with an eye
on the past

if we want to live successfully today,

we should not forget about yesterday.
Any route implies tracking our own
position in space regularly — the desire
to move on makes us look back, as
odd as it may sound. At the new venue
of the Diaghilev Festival, the Sports
Complex named after Sukharev, it is
the people who prefer to look back over
their shoulders who take the stage.

Michelle Gurevich, known by her stage
name Chinawoman, regularly looks

back to the past — not only her own
past, but also the history of her family.
Michelle's parents, Soviet engineer and
ballerina, immigrated to Canada before
she was born. However, her first words
were Russian, and so were the songs

of the first vinyls she listened to from

her parents' collection — records of Alla
Pugacheva (Michelle still says she is

one of her favourite singers) and Edita
Piekha. Her own music is dominated by
the aesthetics of the 1980s — gloomy
post-punk, dark romanticism. Chinawom-
an's music is a look over the shoulder,
heavy, long, observant. It is an attempt to
reanimate (or reincarnate?) her parents’
youth spent in a country that no longer




KOHLIEPT

poauTeneu, NpoweaLlyo B HecyLe-
CTBYIOLL el cerogHa cTpaHe. 3epKab-
HbI KOpUAOP: 6ECKOHEeYHas ToCKa Nno
Yy}KOM HocTanbruu. Ee rny6okmn 6ec-
CTPaCTHbIM ros10C, KOTOPbIX YacTo cpaB-
HMBalT ¢ rosiocom Kpuctbl Maddren,
KameTcsA NoyYTHU maTtepuanbHbIM, YHEM-TO
BpoAe AOMNOJIHATENbLHOIO OpraHa 4yBCTB.
Ewe ogHoOM napow rnas, Hanpuvep,
pacnonoXeHHOW rae-To Ha 3aTbl/ike,
4yTO6bI Nyylle BUAETb, OTKYAA UAellb.

Worldmusic 4acTto HasbiBaloT KJO4YEBLIM
MOMEHTOM AJ1F MOHUMaHUA COBPEMEHHOM
My3blKU. Ha ee ocHoBe MoryT passopa-
YyuBaTbCA CamMble HeBEepPOATHbIe NOOTHA.
Tpuo Steppe-scape — 3To 6ypAaTcKas
nesuua Hamrap JIxacapaHoBa (Namgar),
MacTep TYBUHCKOrO ropJioBOro neHus
xoomen Paauk Tionow (Huun-Huur-Tu)

MU MYNIbTUMHCTPYMEHTA/IUCT U COBPEMEH-
HbI KoMno3uTop M3 NepmaHun Mapryc
Poritep. [1Boe BOCTOYHbIX 3THUYECKHUX
MY3bIKaHTOB U €BPOMNENCKUA KOMMNO3UTOP,
My3blKaHT 3anagHblid, — CTO/IKHOBEHUWE,
Ha nepBbli B3rnag, oyeBuaHo. Ho B uUx
COBMECTHbIX BbICTYN/JIEHUAX HET NPOTUBO-
peuns. EcTb ToNIbKO My3blKa, KpacuBas,
KaK COH, U He UmeloLasa YeTKUX NpUBa-
30K KO BpeMeHM1: oHa HaxoauTtcA B 6ec-
KOHEYHOM « ceiyac», oxBaTblBaloLEM U
HacTosLee, U NpoLusioe, U 6yaylee —
0603pUMble, MOKa XBaTUT B3rnaga.

CONCERT

exists. It is a mirror corridor: endless
yearning for someone else's nostalgia.
Her deep dispassionate voice, which

is often likened to the voice of Christa
Paffgen, seems almost tangible, some-
thing like another sense organ. Another
pair of eyes for example, located some-
where in the back of the head, to better
see where you are coming from.

World music is often called the key to
understanding contemporary music. It
can be used as a basis for the most
incredible creations. The trio Steppe-
Scape are the Buryat singer Namgar,
Radik Tyulyush, a master of Tuvan throat-
singing or Khoomei (Huun-Huur-Tu), and
Markus Reuter, a German multi-instru-
mentalist and contemporary composer.
Two eastern ethnic musicians and a
European composer, a western musician,
should at first glance, collide. But there

is no collision in their joint performances.
There is only music, beautiful as a dream,
music that has no clear bindings to time:
it is in the eternal 'today', embracing the
present, past and future — the fore-
seeable, as far as the eye can see.
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COJIbHbIA KOHLEPT
nAaHUCTa 0J1JIh MyCTOHEeHa

KOHLEepT KBapTeTa
MM. JaBuaa oucTpaxa

ROHLUEePT CKpUNavyru
naTpyvUuK KONayuHCKOMU
U NUaHUCTa OJI/IU MYCTOHEHa

COJIbHbIM KOHLEPT
CHKpMnaya rneku KyycmucTo

KoHLepT hecTUBaNbLHOro opKecTpa
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remix
anton batagov’s
recital (piano)

‘viennese classics as they are’
alexey lubimov’s recital
(piano)

olli mustonen’s
recital (piano)

david oistrakh quartet
concert

recital by
patricia kopatchinskaja (violin)
and olli mustonen (piano)

concert by german brass

‘in touch’
concert by the moscow
contemporary music ensemble

contrapunctus VIl
piano duet:
polina osetinskaya and anton batagov

pekka kuusisto’s
recital (violin)

clarinet-gala

piano-gala

violin-gala

festival chorus concert

festival orchestra concert
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22.06 / 17:00

KOHLIEPTbI

& OpraHHbI# 3an
MepmcKon hnnapmoHuu

CONCERTS

@& Perm Philharmonic
Organ Concert Hall

COJMbHbIN KOHLUEepT
nUaHucTa aHToHa 6araroBa
remix

B Nporpamme:

¢paHy wybept
3KCMPOMT COJIb-6eMOo/b Maxop,
op. 90, N¢ 3

NIOABUT BaH 6eTXOBEH
COHaTa A0-Aue3 MUHOop quasi una fantasia
op.27 N2 2, | yactb

¢paHL wybept
My3blKa/ibHbliA MOMEHT ha MUHOP
op. 94 N2 3

NoABUI BaH 6eTX0BEH
CoHaTa Ao0-Aue3 MUHOop quasi una fantasia
op. 27 N2 2, |l yacTtb

¢paHy wybept
My3blKaJ/IbHblA MOMEHT NA-6eMOJIb MaKop
op. 90 N2 6

NoABUr BaH 6eTxoBeH
coHaTta Ao0-Aue3 MUHOp quasi una fantasia
op. 27 N2 2, lll yactb

noaBur BaH 6eTxoBeH
klavierstuck na muHop (fur elise)

neTp 4YamKkoBCKUM
«CHOBa, KaK npexae, oAuH»;
«AETCKHUMA anbbom»

anton batagov’s recital
(piano)
remix

the programme includes:

franz schubert
impromptu in g-flat major,
opus 90, no. 3

ludwig van beethoven
the piano sonata in c-sharp minor quasi
una fantasia, opus 27, no. 2, part |

franz schubert
moment musical in f minor,
opus 94, no. 3

ludwig van beethoven
the piano sonata in c-sharp minor quasi
una fantasia, opus 27, no. 2, part |l

franz schubert
moment musical in as-dur,
opus 90, no. 6

ludwig van beethoven
the piano sonata in c-sharp minor quasi
una fantasia, opus 27, no. 2, part Il

ludwig van beethoven
klavierstuck in a minor (fur elise)

pyotr tchaikovsky
romance ‘alone again, as before’;
‘children’s album’



110

KOHLIEPTbI

mexay HUMHU —
HMU3Hb»

He 6ecnokonTecb, HUKAKOIrO KOLLYH-
CTBa U HagpyraTenbCcTBa Haj COYUHe-
HuawvK LWy6epta, BeTxoBeHa 1 YarkoB-
CKOro He 6yzet. Bce HOTbI, KOTOpPblEe OHU
Hanucanu, ocTaHyTCA Ha CBOMX MecTax.
PemuKcy noaBeprHeTcs Halle BOCMNpU-
ATUEe 3TOM MY3blKM, Halle OTHOLLUEHHE K
Hel. Bce npousBegeHun, Bowwealuve B
3Ty NporpamMmy, 3aurpaHbl A0 TaKOW CTe-
NeHu, YTO Mbl AABHO NepecTaju OTHO-

CUTbCA K HUM KaK K aKTyasibHOM My3blKe.

OHM cTanu namaTHUKamu. TpeKamu
c6opHUKa « The best of classics», KoTo-
pbiA BCceraga Ha pacnpogae no 99 ueH-
ToB. Al Nnpeanaraio ycnblwaTb 3TY My3bIKY
He B TaKOM ee rpaHUTHO-N/1IacTMacco-
BOM KauyecTBe, a KaK 6bl noacnylartb
TOT MOMEHT, Koraa BeTxoBeH nogowen
K poANIo, CTas YTO-TO HaUrpbiBaThb... U K
HeMy MPULLAK BOT 3TU 3BYKKU. OH ycnen
CXBaTUTb Nepo, 06MaKHyTb ero B 4yep-
HWNa 1 3anucarb TO, YTO YC/biwal.

MpoLuo HeCKOJIbKO NIET, U COBCEM Heaa-
NleKo, BCero B AeCATHU MUHYTax xoAb6bl
no crapoi BeHe, Ty e My3bIKy yC/ibl-
wan Wy6ept, HO 3anucan ee 4yTb-4yTb
no-apyromvy. Takoe 6biBaeT, npasaa. U
BCE nepBoe OTAe/IeHMe KoHLepTa — 3TO
«JlyHHaA coHaTa» LWy6epta unu « My3sbi-
KanbHbli MOMeHT» BeTxoBeHa. U Heno-
HATHO, FAe U KaKk OAHO NepexoauT B
apyroe. Bnpoyem, Tam HeT « 04HOro»

u «apyroro». EcTb oaHa My3biKka, 6e3-
HavanbHaA U 6eCKoHeYHas, U B HEX

— BeYHanA KpacoTa, Be4Hoe OAUHO-
4eCTBO M Be4YHble MOMbITKKU NPOTUBO-
CTOATb TOMY, 4YTO CUJIbHEE Hac.

A BTOpOE oTaeneHne — 3ToO camas
B3pocsiaA My3blka Ha cBeTe: «leTCKuH
anb6om» YarikoBckoro. Bo3mokHoO,
3TO camoe ryboKoe U camoe Tparmye-
CKOe COYMHEHUe IToro aBTopa. YauBu-
TeNbHO: B 3TUX MaJiIeHbKUX 3apUCOBKax
KaK 6yaTo 6bl cobpaHo BCE TO, YTO €CTb
B «Cepbe3HbIX» COYUMHEHUAX HalKkoB-
cKoro. Hy, craxem, « BonesHb Kykabl»
— 3710 «OCeHHAA NecHA», ToNbKO 6e3
MeJIoAUM, MOTOMY YTO B MPOCTEMLLMUX
MEPHO Kanawowux akkopaax U Tak yke

CONCERTS

there is a life
between them

Don’t worry, there will be no desecration
of musical works of Schubert, Beethoven
and Tchaikovsky. All notes written by
these composers will be in place. It is
our perception of this music, our attitude
towards it that will be subject to a remix.
All works included in this programme
have been played so many times that

we have stopped considering them as
topical music. They have become monu-
ments. Tracks from The Best of Classics,
a compilation which always costs 99
cents in a sale. | suggest we don’t

listen to this music in its present granite
and plastic glory, but overhear it at the
moment when Beethoven approached
the piano and started to play some-
thing... and these sounds occurred to
him. He grabbed a pen, dipped it in ink
and wrote down everything he heard.

Several years had passed, and not far
away, in old Vienna, in ten minutes
walking distance, Schubert heard the
same music, but wrote it down in a
slightly different way. Such things do
happen. The whole first part of the
concert is dedicated to The Moon-
light Sonata by Schubert or Moments
Musicaux by Beethoven. And it is not
clear where and how one passes into
another. However, there is not ‘one’ and
‘another’ there. There is only music,
without the beginning and the end, and
it is filled with eternal beauty, eternal
solitude and eternal attempts to resist
something which is stronger than us.

The second part is about the most

adult music in the world: The Children's
Album by Tchaikovsky. Perhaps it is

the deepest and most tragic work of this
composer. Amazingly, in these short
musical sketches we may find everything
that Tchaikovsky put in his ‘serious’
works. For instance, The Sick Doll is
like Autumn Song, but without a melody,
because in the simplest, steadily dripping
chords you can see the whole life, step
by step leading to death, and the melody
is just not needed. Part could only envy
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AHTOH Bartaros

Anton Batagov

KOHLIEPTbI

3aKJ/IloMeHa BCA HMU3Hb, LIar 3a Lwaromv
BeAyLlas K CMepTH, U B MeNoAuU Npo-
CTO HeT HeobxoaumocTU. HeBepoAaTHOM
cu/ie U NPOCTOTE 3TOM Nbecbl MOr 6bl
nosasuaoBartb [Apt. A baba-Aara — 3To
MuroBana [lama. Bcé 1o ke o6peyeHHoOe
COCTOSIHWE, BCE B TOM e MU MUHOpE C
«4YaMKOBCKMMH» 060pPOTaMH, OT KOTO-
pbiX BO3HUKaeT ouylieHue daTaibHOM
3aBMCHMMOCTH OT MOTYCTOPOHHUX CUJI.

JeTcKuii anbbom — 3TO B3rNAL4 Yeno-
BEKa, y}e npoluejLliero Yyepes CMepTb U
OCMbIC/IUBLLEIO *MU3Hb. B aetcTBe BCE
KameTcsa Bo/We6HbIM, MaHAWMM U OYEHDb
BaKHbIM: NPUpoAa, 04U, KYKAbl, COJI-
LAaTUKM, LIapMaHKK, pasHble CTpaHbl.
lMoTom Mbl Bblpactaem ¥ Ha4yMHaeM 3aHu-
MaTbCA « AENCTBUTENIbHO BarKHbIMUY,
cepbe3HbiMU genaviu. Pabotaem, Botoewm,
coszaem cembM, nytewecTesyem. [Motom
ymupaem. U Bce NOHATUA 0 BaXKHOCTU

B OAWH MUI MeHsATcA. B nporpamme
3TOro KOHLUepTa A ocMenunca fo6aBUTb
nepep, Ha4yanom «Jletckoro anb6oma»
elle ogHy nbecy. ATo cambli nocnes-
HUM pomaHc YanKoBckroro: « CHoBa, KaKk
npexae, oauH». A cam « JleTckui anb-
60M» Ha4yuMHaeTcAa yTpeHHEN MOIUTBOM,

a 3aKaHuyuBaeTcA norpebanbHON MOUT-
BOM. Mexay HUMU — HU3Hb. Kpyr 3ambi-
KaeTcA, U BCEé noBTopseTcA cHoBa. U
TONbKO MOJITBA CBA3bIBAET HAC C TeM
U3MepeHueM, rae oAUHOYeCTBa HeT.

CONCERTS

the incredible power and simplicity of
this play. Baba-Yaga is the Queen of
Spades. The same feeling of doom,
the same E minor with Tchaikovskian
turns that create a sense of fatal
dependence on supernatural forces.

The Children's Album is an outlook of a
person who has already gone through
death and conceived life. In childhood
everything seems magical, inviting and
very important: nature, people, dolls,
toy soldiers, barrel organs and different
countries. Then we grow up and begin to
do ‘really important’ and serious things.
We work, fight, make a family and travel.
Then we die. And in a split second all our
ideas about importance change. In the
programme of this concert, before The
Children's Album, | dared to add another
play. It is Ah! Once Again All Alone, the
very last romance by Tchaikovsky. The
Children's Album starts with a morning
prayer and ends with a funeral prayer.
There is a life between them. The circle
closes up, and everything repeats.

Only the prayer connects us with the
dimension where there is no solitude.
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& OpraHHbI# 3an
MepmcKon hnnapmoHuu

CONCERTS

& Perm Philharmonic
Organ Concert Hall

COJIbHbIMA KOHLEPT NUaHUCTa
anekcen nro6umosa
«BeHCHHUEe HNaCCUKU KaK OHU eCTb»

B Nporpamme:

BOJIb(praHr amagem mouapt
¢aHTa3nA 40 MUHOP, K. 396

nosed ranaH
(haHTasnAa 40 MaKop

BOJIb(braHr amagem mouapt
coHaTta N2 9 pe marop, K. 311

noseo ranaH
coHaTa N2 60 no maop,
hob. XVI/50

Kapn uvavnn ammaHyun 6ax

POHAO A0 MWUHOP, WQ. 59;

NATb « Ma/NeHbKUX NMbec»

(thaHTa3uA pe maxop,

(haHTa3nA pe MMHOP,

noeca 414 o4HOW nNpaBow

WU O4HOM NEeBOM PYKH,

conbe kMo MU-6eMonb Maxop,
conbea KMo A0 MUHOP);
cBob6oaHana taHTasuA ha-aues MUHOD,
wq. 67 («4yBCTBa K. (). 3. 6axa»);
ABe XapaKTepuCTUYeCKUe Nbechbl
(les langueurs tendres, la boehmer)

noaBuUr BaH 6eTxoBeH

coHaTta ana doprtenuaHo N 14 po-gmes
MUHOP, sonata quasi una fantasia, cou.
27/2 («NnyHHaA»)

alexey lubimov’s recital
(piano)
‘viennese classics as they are’

the programme includes:

wolfgang amadeus mozart
fantasia no. 2 in ¢ minor, k. 396/385f

joseph haydn
fantasia in ¢ major, hob.XVIl:4

wolfgang amadeus mozart
piano sonata no.9 in d major, k.311/284c

joseph haydn
piano sonata no. 60 in ¢ major,
hob. XVI/50

carl philipp emanuel bach
clavierstiicke verschiedener

(fantasia in d-dur, fantasia in ¢ minor,
piece for right or left hand,

solfeggio in e-flat major,

solfeggio in ¢ minor);

freie fantasie firs clavier in fis-moll,
wq. 67 (h. 300);

charakteristrische stiicke firs claviert,
wq 117 (les langueurs tendres,

la boehmer)

ludwig van beethoven

piano sonata no. 14 in c-sharp minor
‘quasi una fantasia’, op. 27, no. 2,
(‘moonlight sonata’)
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KaK C/blwanu
CBOIO MY3bIKY
MoLuapT U
6eTXOBeH?»

Kakuve BO3MOXHOCTHU NpenocTaBNsaIv UM
W ApYyrum KomnosuTtopam 30/10TOro BeKa
Knaccuuu3aMa coBpeMEHHbIE UM UHCTPY-
MeHTbI? Moyemy UX KNnaBMpHas My3blKa
COYMHANACb MMEHHO TaK, a He UHade,
COOTBETCTBYIOT /I HalLKX COBPEMEHHbIe
poAU HaMepeHUAM U 3BYKOBbIM Uze-
anam aTux komnosutopoB? My3biKanb-
HaA NpaKTUKa NocnegHux AeCATUNETUN
OTBETWJIa Ha 3TU BOMNPOChI BO3POHKAe-
Huem nHctpymeHToB XVII—XVIII BB.:
KaK nyTem TLWaTe/bHOro pecrtaBpupoBa-
HUA UCTOPUYECKUX NOAJIMHHUKOB, TaK

M U3roTOBJIEHUEM KOMWK, NOBTOPSALO-
LLKUX KOHCTPYKLMIO U 3By4aHUe coxpa-
HUBLLMXCA YHUKaJIbHbIX OPUIrMHANOB.

MHCTpyMeHTbI, paBHO KaK U My3blKa,
co3/aBaBlUAACA Ha HUX, NpeTepneBasu
ONIUTEJIbHYIO 3BOJIIOLMIO B TEHEHUE Tpex
CTOJIETUH — OT KNIAaBUKOPAOB U KnaBe-
CHMHOB BCEBO3MOKHbIX (hopm, OT NosAB-
JIEHUSA UX COMEepPHUKa — paHHero ¢op-
TenuaHo, Wiu MOJIOTOYKOBOIo KiaBupa
(xammepKnaBupa), 0 COBPEMEHHbIX
MoJenei KoHUEepPTHbIX posnei. OaHako
3TU NocsieaHUe, NpeTeHAysa Ha YHUBep-
CaNlbHOCTb U Npeanaras ciaywarento
CTaHAapTU30BaHHY, 0606LLEHHY!IO,
paBHYIO ANA BCeA MY3blKU 3BYKOBYIO
KapTUHY, BOBCE He COOTBETCTBYIOT UCTO-
pU4ecKom npasae, Manao Toro — OHU en
npotMBopeyar. B camom gene, noAaBucb
Mouapt B Halle Bpems, n1ucan 6bl OH
TaKylo *e My3blky? KoHe4yHo, HeT: umes
BMECTO Ma/IeHbKOro NMATUOKTABHOIO
KnaBupa 6onbluoe (hopTenuaHo ¢ aua-
NasoHOM B CeMb C NMOJIOBUHOM OKTaB,
OH HaBepHsKa UCNoNb30BaJl 6bl Te e
BO3MOXHOCTH, 4TO U [lebroccu, MNpoko-
tbeB unu Jiuretu. CoBpemMeHHbIM Nua-
HucTam, urpatowmm MouapTa v MNangHa,
NPUX0O4UTCA YKpoLlaTb cebs, orpaHu-
yuBaTb AMUHAMMUKY U MYYUTbLCA B UCNON-
HEHWU MENIKUX YKpaLLUeHUH, 06UBasaCh
Heob6X0AMMOM NNIErKOCTU, NPO3PAYHOCTH,
rpacMyHOCTH raflaHTHOro CTUNA UK

CONCERTS

how did mozart
and beethoven
hear their own
music?

What opportunities did the instruments of
their time give them and other composers
from the Golden Age of classical music?
Why was their music for early keyboard
instruments composed as it was and

not any other way? Would our modern
instruments work with the intentions

and musical ideals of these composers?
Over the last few decades the world of
music has responded to these ques-
tions with the revival of instruments

from the 17th and 18th centuries. This
has included the careful restoration of
original instruments as well as making
reproductions that replicate not only

the construction but also the unique
sound of the surviving originals.

The instruments, just like the music
created on them, have undergone a long
evolution over three centuries — from
the many shapes and sizes of clavichord
and harpsichord and the appearance of
their rival, the early piano or Fortepiano
(Hammerklavier), to the modern concert
grand piano. However, the latter, which
claim to cover the whole musical sound-
scape and offer listeners something that
works for all music types, are not histor-
ically accurate, indeed they contradict it.
If Mozart were to appear today,would he
have written the same music on these
instruments? Of course not, with a grand
piano with a range of seven and a half
octaves, instead of a small five octave
clavier, he would probably have used the
same opportunities available to him as
Debussy, Prokofiev and Ligeti. Modern
pianists playing Mozart and Haydn have
to really restrict themselves, constraining
their dynamics and worrying about the
small ornamentations on a grand piano,
while trying to achieve the necessary
lightness, transparency or graphics of the
gallant style, perhaps omitting phrasing
details or slowing the pace for the sake
of a big sound or extended lines.
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AneKcen
Jlio6umoB

Alexey
Lubimov

KOHLIEPTbI

nonpocTy onycKasa noApo6HOCTH (pasu-
POBKHM, 3ameANiAA TeMn, B YroAy Kpyn-
HOMY 3BYKY U MPOTSMHEHHbIM JIMHUAM.

Bce npobnembl CTUNA, BOCpoUsBee-
HUA HaMepeHW aBTopa U 3BYKOBOIO
6anaHca oTnagarT camu coboi 3a UCTO-
pPU4YEeCKUM K1aBUPOM. Ero AUHaMU4e-
CKHe BO3MOMKHOCTH, 60/51€ee KOPOTKUM
3BYK, JIErKOCTb, NOABUMHOCTb U YyB-
CTBUTE/NIbHOCTb MeXaHWKHK obecrneyun-
BalOT KaK pas uaeanbHoe «MpoU3Hece-
HUe» MY3blKHU, €ee PUTMHUYECKYIO TOYHOCTb
M aroruvyecrytro csobosy, 6eCKoHe4YyHoe
pa3Hoo6pa3ne HIAHCOB U BJIOHEHHbIX

B HUX SMOLIMOHA/IbHbIX XapaKTepUCTUK.

B HacToAwen nporpamme, oxBaTbiBao-
el CTUIM Nepuoga Knaccuuusma, « BeKa
YYBCTBUTE/IbHOCTU», « 6YPU U HaTUCKa»
(1760—1800), ucnonb3yeTcAa Konua top-
TenuaHo (xaMMepHK/IaBUp) BEHCKOIro
macTtepa AHToHa Banbtepa (Walter &
Sohn) — no6umoro mactepa Mouapra.
MHCTPYMEHT U3roToB/ieH OAHUM U3 Jly4-
LUMX COBPEMEHHbIX MacTepoB UCTOPU-
YeCKux Knaesupos lNMonom Mak-Hantu,
amepuKaHuem, pabotatowum B lNMpare.
Ha Takux MHCTpyMeHTax UCNOJIHANU
cBoto My3biky ManaH, Mouapt (B nosa-
Hue roabl), beTxoBeH (B paHHUM nepuos).
U xota B XVIII BeKe He 6bl10 e4UHbIX
CTaHAapToB, U pasHble MacTepa B pas-
HbIX FropoAax U cTpaHax U3roToBAANU
COBEPLUEHHO Pas/IMyHble MO 3BYy4YaHUIO
MHCTPYMEHTbI, BCE e MOXKHO CKasaTb,
YTO UCMOSIHAEMasn ceroAHA My3blKa Npo-
3BYYMT aJeKBaTHO HaMepPEHUAM U 3BY-
KOBbIM NpeACcTaBleHUAM UX aBTOPOB.

OTaenbHO Xxo4eTcA BblAeNUTb NPOU3-
BeaeHua Kapna ®ununna dmmaHyuna
Bbaxa, yen 300-neTHM 0O6UNEN Npasa-
HyeTcA B 3TOM roAy. 3ToT, NoMxanyu,
camMbi¥ cBOeOobpasHbIi U reHUnanbHO
ofapeHHbIn cbiH MoraHHa CebacTbsAHa
Baxa Hanucan orpoMHOe KONM4ecTBO
KNaBUPHOM MY3blKHU, 3KCNEPUMEHTHU-
pyAa B 061acTv puTMa, TOHaNbHOCTH,
3Kcnpeccuu, popmbl. Ero nponsse-
LeHUsA NOo-HACTOALEMY OTKPbIBaKOTCA
TOJIbKO HA MHCTPYMEHTaxX TOro Bpe-
MeHU. Cnywas ero My3blKy CeroaHs,
noHumaelwb, noyemy MouapT, a Bcnes,
3a H1m ManaH u betxoBeH, NpUsHanca:
«OH Haw oTew, a Mbl — AETHU».

CONCERTS

All the problems of style, the author's
intentions and sound balance disap-
pear on an original clavier. It offers
broad dynamic capabilities, shorter
sound potential, a lightness, mobility
and sensitivity that provides the
perfect ‘recitation’ of the music, not to
mention its rhythmic precision and the
freedom to prolong notes, an infinite
variety of nuances and investment

in their emotional characteristics.

This concert programme which covers
the different styles of the period of clas-
sicism: the ‘age of sensitivity’ and that

of ‘Sturm und Drang’(1760—1800), uses
a reproduction of an instrument created
by the Viennese piano (fortepiano) maker
Anton Walter (Walter & Sohn), Mozart's
favourite piano maker. The reproduc-
tion was manufactured by one of the

best contemporary craftsmen of histor-
ical claviers Paul McNulty, an American
working in Prague. Haydn, Mozart (in later
years) and Beethoven (early in his career)
all performed on such instruments.

And although in the 18thcentury there
were no uniform standards and different
craftsmen in different cities and countries
produced very different sounding instru-
ments, the music you will hear today is
performed according to the intentions
and acoustic intent of their authors.

Also worthy of note is the work of Carl
Philipp Emanuel Bach, whose 300than-
niversary will be celebrated this year.
Perhaps the most unique and brilliant
gifted son of Johann Sebastian Bach,
he wrote a great number of pieces for
the early keyboard instruments, exper-
imenting in the field of rhythm, tone,
expression and form. His works can only
be performed well on instruments of the
time. Listening to his music today, you
will understand why Mozart and both
Haydn and Beethoven admitted ‘He is
our father, and we are his children’.
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& OpraHHbI# 3an
MepmcKon hnnapmoHuu

CONCERTS

& Perm Philharmonic
Organ Concert Hall

COJIbHbIMA KOHUEPT
nuaHucTa on/iM MyCTOHeHa

B nNporpamme:

po6epT WwymaH
kinderszenen, op.15
(«CLLeHbl U3 AETCKOM HU3HUY)

34Bapa, rpur
6annaga B hoopme Bapuauum
COJ/iIb MUHOp Op. 24

O//IA MYCTOHEH
jehkin livana, coHata ana coprenuaHo

cepremn npoxkotbLeB

«CKa3KM cTapon 6abyLKuy, op. 31;
«AeTCKaA My3blKa», op. 65;
coHaTta ana doprtenrvaHo N2 6

Nna maxop, op. 82

«[MnaHMpoBaHWe nporpaMmmbl KOHLepTa
HEeMHOrMM OT/IMYaeTCA OT COCTaB/IEHUA
o6eaeHHoro meHio. CylecTByeT MHOMe-
CTBO pa3HbIX NOAX0A0B, HO Yalle BCero
HesaTeNibHO AepKaTb B yMe JIEUTMOTMB,
KOTOpbIf 6yaeT 06beAUHATb OTAE/IbHbIE
4acTH, U1K HEOMUAAHHbIe TeMbl, NOCTPO-
eHHble Ha KOHTpacTe U OCBealoLLue
npeacTtaB/ieHUe 06 UCMOIHAEMbIX COYMUHE-
HUAX. B nporpamme 3TOro BbICTYMN1€HMA
COLWIUCb NPOMU3BEAEHUSA BEIMKMUX KOMIO-
3utopoB LllymaHa v lNMpoKkodbeBa, BAOX-
HOB/IeHHbIX MUpOM AeTel, Bannaaa MNpura,
oTparkatoLLasd MUUYECKYIO peasibHOCTb
CeBepa, U MoA cCOGCTBEHHaA coHaTa And
tdoprenuaHo Jehkin livana. 3arknouuTenn-
HbI aKKopA KoHuepta — CoHaTa N2 6
ana doprtenuaHo lNMpokodhbeBa — oguH
M3 My3blKa/bHbIX LWWeaeBpoB XX BeKa:
MOHYMEHTa/IbHblA, U3YMUTEIbHbIN, Herno-
BTOPUMbINY.

Onnun MycTtoHeH

olli mustonen’s
recital (piano)

the programme includes:

robert schumann
‘kinderszenen’
[scenes from childhood], opus 15

edvard grieg
ballade in g minor, opus 24

olli mustonen
jehkin livana, sonata for piano

sergei prokofiev

‘tales of the old grandmother’, opus 31;
‘music for children’, opus 65;

piano sonata no. 6 in a major, opus 82

'There can be many different kinds of
solutions to this, but often it is good

if there are both connecting themes
between the different items and also
refreshing, contrasting elements. In this
programme one important element is
music by the great composers Schumann
and Prokofiev inspired by the world of
children and another the mythical world
of poet-singers of the North, represented
here by Grieg’s Ballade and my own
sonata for piano, Jehkin livana. The final
work in this programme, the 6th Piano
sonata of Prokofiev, is one of the great
masterpieces of 20th century piano
literature — monumental, unusual and
entirely unique'.

Olli Mustonen
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@ OpraHHbIX 3an
lMepmcKon hrunapmoHum

CONCERTS

@& Perm Philharmonic
Organ Concert Hall

KOHLIepT KBapTeTa
MM. AaBuaa oucTpaxa

B nNporpamme:

BOJIbraHr amagen mouapt

CTPYHHbIX KBUHTET CcO/ib MUHOP, kv 516
(TSt IBYX CKPHIIOK,

IBYX aJbTOB ¥ BUOJIOHYEIIN )

noraHHec 6pamc
KBUHTET CU MUHOP, op. 115
(Bepcust 1uIs IBYX aJTBTOB)

* poCcUiiCcKaa npembepa
rMAa KaH4yenu
KBapTeT « HOYHble MOJIUTBbI»

UCNONHAIOT:

rnepBas CKpUNKa
aHapen 6apaHoB
BTOpPAA CKPUIKa
POAMOH NeTpoB
anbT

tenop 6enyruH
BUOJIOHYE/b
alleKcen HUInUH

npurnalleHHbIn
COJIUCT
AaHUUN aBCTpuUXx (anbT)

david oistrakh quartet
concert

the programme includes:

wolfgang amadeus mozart
string quintet in g minor, kv. 516
(for two violins,

two violas and cello)

johannes brahms
quintet in b minor, opus 115
(for two violas)

* russian premiere
giva kancheli
night prayers

performed by

the first violin
andrey baranov
the second violin
rodion petrov
alto

fedor belugin
cello

alexey zhilin

guest soloist
daniel austrich (alto)
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Fedor Belugin

KOHLIEPTbI

dunocodcKo-
veauTaTuBHoOE
NenucTBoO

Keaptety um. laBuga OiicTpaxa Bbinana
4YeCTb BbICTYNUTb C POCCUIACKOM NpemMbe-
po CTpyHHoOro kBaprteta l'vu KaHuyenu.
BnepBble NO3HaKOMMUBLLUCb C 3TUM KBap-
TETOM, Mbl BCE OCTa/IuCb COBEPLUEHHO
OKO/1A0BaHbl BHYTPEHHUM MUPOM 3TOM
My3bIKH. Mog06HO 3HameHUTOMY « CTUKCY»
TOrO }e aBTopa, 3TOT KBapTeT NPOU3-
BOAMT HEOOBACHUMbIA U 3arafo4HbiA
3(hheKT NPUCYTCTBUA B NPOCTPAHCTBE,
HaxoAsALleroca Mexay AByMa MUpaMu

— 3emHoro 1 boxecTBeHHOro, paLuo-
HaNbHOro U UppauunoHanbHoro. Hasea-
HUe KBapTeTa « HOYHble MONUTBLI» eLle
6onblue onpaBgano Ans Hac rny6uHy

M OTKPOBEHHOCTb aBTOPCKOr0O BbICKa-
3bIBaHUA B 3TOM NMPOU3BELEHUM.

NMomumo KBapTeTta KaH4yenu, B KOHLEepTe
npo3By4YaT ABa CTPYHHbIX KBUHTETA —
Bonbdravra Amagesa Mouapta 1 UoraH-
Heca bpamca. Mbl o4eHb c4acTIUBbI U
6naroaapHbl cyabbe, YTo ABa BEJIMKUX
KOMMO3UTOpa NOCBATU/IM TAaKOMY COCTaBY
WUCMOJIHUTE/NIe ABa CBOUX CaMbIX AOPOIrMX
coumHeHusA. KBuHTeT MouapTta, KoTopbIM
Mbl OTKpbIBaeM Hall KOHLLepPT, ABNAAETCA
3HaKOBbIM COYMHEHWEM aBTopa. YHe cama
TOHaNbHOCTb CO/Ib MUHOP, BblGpPaHHAA UM,
rOBOPUT HaM, YTO B 3TOM NPOU3BEAEHUH
MouapT He cTaHeT Hac yb6exaaTb U roBo-
pUTb O BE4HOM 3€MHOM cYacTbe, a, Hanpo-
TUB, NOAE/IUTCA CBOUM OTKPOBEHMUEM U
reHuanbHbIM gapom BUAeTb Bbicluee.

KeuHTeT Bpamca 6b11 nocnegHUM Kamep-
HbIM NMPOU3BEAEHMEM KOMMNO3UTOPA, B
KOTOPOM OH, OrnAAbIBaACb Ha3az, C Y/bl6-
KOM U IrpyCTbio BCTIOMMHAET U paccKasbl-
BaeT UCTOPUIO BCel CBOeM HU3HU. U 31O
YAVUBUTEJIbHOE NOBECTBOBaHMWE HE MOMKET
OCTaBUTb PaBHOAYLIHbLIM HA UCTOJIHUTE-
nen, HU cnywartenen. [lna Hac 3TO Npous-
BeZleHUe CKopee yie Aae He My3blKa,

a cmnocohcKo-meauTaTUBHOE AEHCTBO.

CONCERTS

philosophical
and meditative
practice

The David Oistrakh Quartet is honoured
to perform the Russian premiere of Giya
Kancheli's string quartet. When we started
studying this quartet we were all abso-
lutely enchanted by the inner world of this
music. Just like the famous Styx by the
same composer, this quartet produces an
inexplicable, mystical participation effect
in the space between two worlds — earth
and heaven, rational and irrational. The
name of the quartet, Night Prayers, justi-
fies the depth and candour of the author's
expression in this piece even more.

In addition to the quartet by Kancheli, the
concert will include two string quintets
— by Wolfgang Amadeus Mozart and
Johannes Brahms. We are very happy
and grateful for the good fortune that
these two great composers dedicated
two of their most dear pieces to such a
complement of musicians. We will open
our concert with Mozart's quintet, one of
his significant compositions. Even the
G-minor key selected by the composer
tells us that in this composition Mozart
will not try to persuade us and speak

of eternal earthly happiness, but on

the contrary, he will share his revela-
tion, genius and gift to see the Divine.

Brahms' quintet was the last chamber
music piece of the composer, and in
this composition he recollects and tells
the story of his life, looking back, with
a smile and a sad heart. This wonderful
narration leaves nobody untouched

— not performers or audiences. To

us it is more than music, it is a phil-
osophical and meditative practice.
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26.06 / 18:00

KOHLIEPTbI

@ OpraHHbIX 3an
lMepmcKon hrunapmoHum

CONCERTS

@& Perm Philharmonic
Organ Concert Hall

KOHLLEPT CKPUMavKu
naTpyuuuM KONa4ynHCKOM
M NMMaHMUcTa oI MYCTOHEHa

B Nporpamme:

Kapn uavnn ammaHyun 6ax
taHTa3nA Ao maxop, h.284

noaBuUr BaH 6eTxoBeH
coHaTa N2 9 anAa CKpMNKKU KU hopTenruaHo
nA maxop, op. 47 («KpeuuepoBa»)

aHTOH Beb6epH
yeTbipe Nbechl
ANA CKPUMKK U hopTenuaHo, op. 7

cepremn npoxkotbeB
coHata N2 1 4na ckpunku U optenruaHo
¢a mMuHop, coy. 80

recital by
patricia kopatchinskaja (violin)
and olli mustonen (piano)

the programme includes:

carl philipp emanuel bach
fantasia in c-dur, wg. 59/ h.284

ludwig van beethoven
sonata no. 9 in a major, opus 47,
‘kreutzer’

anton webern
four pieces for violin and piano, opus 7

sergei prokofiev
violin sonata no. 1 in f minor, opus 80
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...ANnAa AByX
BUPTYO30B»

C Onnu MyctoHeHOM Mbl 6yaem Urpatb
Brnepsble. 1 Bceraa BocTopranacb ero
CBeer uHamMBuayanbHom urpon. B ero
pYKax BCE 3BY4YMT NO-HOBOMY U 6e3 ycTa-
NIOCTU BPEMEH, BeAlb OH, KpOMe TOro,
CaM KOMMO3UTOP, a 3TO BCEraa rnoJsioKu-
TeNIbHO CKa3bIiBaeTcA Ha UCMOJIHEHUM.

Mbi ¢ Onnuv A0Nro He MOI/IU peLLUTb,
yTo UrpaTtb. HakoHeLl, cnounacb
Takaa KapTuHa. Mbl HauHem ¢ « daH-
Tasun» Kapna ®dununna AmmaHy-

una Bbaxa, KOTOpyO MOMHO UCMOJIHATb
M 6e3 akKoMMNaHUPYIOLLEN CKPUTMKH.
370 ero nocnegHee nNpovMsBeaeHUe —
0OYeHb JIMYHOE U TporaTesibHoe.

3atem, HaBepHoe, Npo3BYYUT « Kpeliue-
poBa coHaTta» betxoseHa. Y Onnu ¢ atum
NpousBeAeHUEM CBA3aHbl HEMPUATHbIE
BOCMOMMWHAHUA, HO A paja, YTo MHe yaa-
Nocb ero nepeybeauTb, U Ha thecTuBane
OH 6yZeT rotoB BHOBb UCMOJIHUTL ee. B
OT/INYME OT MOero napTHepa, Mbl C 3TOM
COHaToM O4YeHb ApY*HHbl. OHa MHOroe MHe
paccKasana o ce6e. OHa 6bina HanucaHa
ANnAa cKpunava xkopaa bpuaxrayapa,
C KoTopbiM BeTxoBeH ApyHuA, HO nocne
npemMbepbl COHaTbl NOCCOPUICH AKOObI
M3-3a HENMPUATHOIO BbICKa3biBaHWUA O
HeKoM Aame U BMNoC/ieACTBUMM NOCBA-

TUN COYUHEHHUE (hPaHLy3CKOMY CKpU-
nady Pogonbdy Kpenuepy. MHe HpaBuTCA
3anu304, ¢ npemMbepbl: Korga bpuamra-
y3p CbIMMNPOBU3MUPOBaAs HeHanUCaHHbIN
(coHaTa UcnonHAnacb No YepHOBUKaM)
[0-MaXKopHbIA naccax BmecTe ¢ betxo-
BEHOM, U TOT, pacTpOraHHbIiA, BCTaN U
06HAN ero co cnosamu: « Ewe pas, gopo-
ro gpyr!» OyeBUgHO, Noc/e 3TOro Ha
nepBoOK CTpaHULEe NapTUTYpbl NOABUICA
aBTorpad: «sonata mullatica per un
Gran Pazzo e compositore» — «coHara
ANA cymacLueAlero U Komnosutopa!

CONCERTS

...for two
virtuosi

It will be the first time when Olli
Mustonen and | have played together.

| have always admired his fresh playing
style. In his hands everything sounds
anew and without fatigue of years. He
himself is a composer, and this always
has a positive impact on performing.

It has taken us a while to decide what
we should play. Finally, we have come
up with the following programme.

We will start with Fantasia by Carl
Philipp Emanuel Bach, which can

be performed even with no violin
accompaniment. It is his last compo-
sition, very personal and touching.

Perhaps after that we will play

The Kreutzer Sonata by Beethoven. Olli
has some unpleasant memories regarding
this work, but | am glad that | managed to
make him change his mind, and Olli will
perform the composition at the festival.
Unlike my partner, | am on friendly terms
with this sonata. It has told me many
things about itself. Initially, Beethoven
dedicated this composition to his

friend, the violinist George Bridgetower.
However, after the premiere of the sonata
they had a quarrel because Bridge-
tower had insulted a lady Beethoven
knew. As a result, Beethoven switched
the dedication to the French violinist
Rudolph Kreutzer. | like the incident that
occurred at the premiere. Bridgetower
and Beethoven successfully improvised
the C-major passage (this passage was
not written in the manuscript draft of the
sonata that they used). Deeply touched,
Beethoven stood up, hugged Bridgetower
and said, ‘Once again, my dear friend!’
Apparently, after that the first page of

the score was signed: ‘Sonata mullatica
per un Gran Pazzo e compositore’ —

‘a sonata for the lunatic and composer’!
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Matpuuuna
KonayuHcKan

Patricia
Kopatchinskaja

KOHLIEPTbI

VY yyeHuKa betxoBeHa — Kapna YepHu
— COXpPaHW/IMCb METPOHOMHbIE YKa3a-
HUA NO YacTU ucnosiHeHUa « Kpenuepo-
BOWM COHaTbI»: TEMIMbl O4YEeHb BbICTpbIE.
YepHHU TaKke nogyepKMBaeT, YTO My3blKa
npegHasHayeHa ana ABYX BUPTYO30B:
XapaKTep NepBOM YacTU AUKUIM U HEUC-
TOBbIWA, TPETbIO YacTb K OUHAY HYHHO
urpatb LWYMHO M prestissimo. Mocne
ny6anKkaumu coymHeHus B Allgemeine
Musikzeitung nosBunacb peueHsus, rae
roBOPWJIOCb, YTO 3Ta My3blKa — «3CTe-
TUYECKUI U apUCTOKPATUYECKUI Tep-
popuam». BoT TaKk 1 Hago urpatb!

Cnepylowan yacTb Hallero KoHueprta —
«YeTbipe Nbecbl AN CKPUMNKK U top-
TennaHo» BebepHa. lna meHs 310
CUJIbHEULLMM 3KCNpPecCUoHn3m. Kax-
nas Hota — niaHeTa! A BpemsA Kak
6yaTO TEYeT B APYromM U3MEPEHMUH.

M HakoHeu, — Ceabmasn coHata [poKo-
tdbeBa. NMponsseaeHue, KoTopoe nepe-
HOCUT Hac B COBETCKoe BpemsA. 3acTaB-
NIFIeT NOYYBCTBOBaTb CMEPTE/IbHbIA
CcTpax; yciblllaTb CTYK B iBEPb, KOTOPbIA
MOMET 06epHYTbCHA OMNacHOCTbIO; CBU-
CTAWMNA NeaAAHOMN BeTep cpeau MOru;
KpacuBeWLLKEe YUCTble MENIOAUU; KPUK
neTyxa; CaAUCTCKYIO rpy6oCTb, HecTo-
KOCTb, yAapbl TOMOPOM; U B TO e Bpems
CBEeT/I0e HapogHoe Becesibe. ATO O4HO
M3 Ny4lWKnx npousseaeHui MNMpoKodbeBa.

[na meHA camoe UHTepecHoe B
My3blKe — TOT MOMEHT, KorAa couyuHe-
HWe HaYyMHaeT OTKPbIBaTbCH, FOBOPUTD,
YHOCHUTb B IpYr1e MUpbl, CIMBaTbCA

c My3blkaHTamu. Mo3atomy A crapa-
I0Cb BbICTYMNaTb TOJIbKO C TEMHW UCMOJI-
HUTENIAAIMU, C KEM YYBCTBYIO AYLLIEBHYIO
6/1M30CTb. ITO HE 03HAYaeT, YTo Mbl
AOJIHHbI 6bITb OAUHAKOBbLIMU, HO Lie/ib
W BUAEHWE A0/KHbI 6bITb €AUHbI.

CONCERTS

Carl Czerny, a student of Beethoven,

has kept metronomic indications for

The Kreutzer Sonata: the tempi are very
fast. Czerny also emphasises that music
is intended for two virtuosi: the first part
is wild and frantic, whereas the finale of
the third part should be played in a pres-
tissimo whirlwind. After the publication of
the composition in Allgemeine Musikzei-
tung one review claimed that this music
was ‘aesthetic and aristocratic terrorism’.
That’s how it should be played!

The next part of our concert is

Four Pieces for Violin and Piano

by Webern. For me it is the most
powerful expressionism. Every note
is like a planet! And time seems to
exist in a different dimension.

Finally, Piano Sonata No. 7 by Sergei
Prokofiev. A composition that takes

us back to Soviet times. It makes us
feel mortal fear; hear the knock on the
door which might bring danger, the
whistle of the icy wind over the graves,
the most beautiful and pure melodies,
cockcrow, sadistic rudeness, brutality,
strokes of an ax — and at the same
time joyful people's merriment. It is
among the best works of Prokofiev.

For me the most interesting thing about
music is the moment when a composi-
tion begins to reveal itself, speak, carry
away to other worlds and become part
of musicians. Therefore, | try to perform
only with those with whom | have an
emotional bond. It does not mean that
we should be the same, but our aim
and perception should be common.
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27.06 /18:00

KOHLIEPTbI

& OpraHHbli 3an
MepmcKon hrnapmoHuu

CONCERTS

@& Perm Philharmonic
Organ Concert Hall

KOHLLepPT aHcamb/a AyXOBbIX
MHCTPYMEHTOB german brass

B nNporpamme:

JHOH 6acToH KoHuepT N2 2 pe maxop
(ap. maTtTHaca xédca)

uoraHH cebacTtbsH 6ax esurientes us
MarHuduKaTt, bwv 243 (ap. maTTHaca
xédca)

JHHOaKKUHO POCCHMHM YBEpTIoOpa K onepe
«CEeBWJIbCKUM LUPIONIbHUKY» (ap. maTTHaca
xéchca)

puxapg, BarHep pilgerchor u3 lll akta
onepbl « TaHrensep» (ap. maTTHaca xédca)

uoraHH wTtpayc unter donner und blitz /
«rPOM U MOJIHUMY, LUYTOYHAA NoJbKa,
op. 324 (ap. aneKkcaHapa 3pbpux-Kpoydopaa)

Knayc 6agensT My3bika U3 KUHOMUAbMA
«nupaTbl KAPUOCKOro Mopsa»
(ap. anekcaHapa 3p6pux-Kpoydopaa)

rappu axenmc trumpet blues and cantabile
(ap. aneKkcaHapa 3p6pux-Kpoydopaa);
KOHLEepT 4N14 Tpy6bl

(ap. maTtTHaca xédca)

onmMBepo 6eTTH / cto3aHHa }upo chanson
et can-can / necHA ¥ KaHKaH (ap.
aneKkcaHgpa 3p6pux-Kpoydopaa)

Koyn noptep ‘anything goes’ / «4To 6bl
HU cnyyrnocb» (ap. anekcaHapa ap6pux-
Kpoydopaa); arMHanbao (ap. anekcaHgpa
ap6pux-KpoydopAaa)

thatc yonnep ‘I"'m gonna sit right down
and write myself a letter’ / «a caay 1
Hanuwly NMCbMo camomy cebe»

(ap. matTHaca xédca)

‘russland zwischen tag und nacht’/
«poccUA: Mexay AHEeM U HOYbIO»
(ap. anekcaHapa 3pbpux-Kpoytopaa)

aaBapg, rpvr / nec 6payH hall of the
swinging kings / «3an Koponen cBUHra»
(ap. anekcaHapa 3pb6pux-Kpoytopaa)

concert by german brass
the programme includes:

john baston concerto no. 2 d-dur
(arr. matthias hofs)

johann sebastian bach ‘esurientes’ from
the magnificat, bwv 243 (arr. matthias
hofs)

gioacchino rossini overture to the opera il
barbiere di siviglia (arr. matthias hoéfs)

richard wagner ‘pilgerchor’ from the iii
akt of the opera tannh&user (arr. matthias
hofs)

johann strauss ‘unter donner und blitz’,
polka opus 324 (arr. alexander erbrich-
crawford)

klaus badelt music from the film pirates
of the caribbean (arr. alexander erbrich-
crawford)

harry james ‘trumpet blues and cantabile’
(arr. alexander erbrich-crawford);
trumpet concerto (arr. matthias hofs)

olivero betti / suzanne giraud
chanson et can-can
(arr. alexander erbrich-crawford)

cole porter ‘anything goes’ (arr. alexander
erbrich-crawford)

traditional aguinaldo
(arr. alexander erbrich-crawford)

fats waller

‘l’'m gonna sit right down and write
myself a letter’

(arr. matthias hofs)

traditional

‘russland zwischen tag und nacht’ [russia
between day and night]

(arr. alexander erbrich-crawford)

edvard grieg / les brown
‘hall of the swinging kings’
(arr. alexander erbrich-crawford)
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npeBpatlatoLme
Melb B 30/10TO

OAuH U3 caMbiX U3BECTHbIX B MUpe
aHcambnen megHbIX AyxoBbix German
Brass mor noABUTbCA TONIbKO B ep-
MaHWW, rae urpa Ha 3TUX UHCTPY-
MeHTax Bo3BejeHa B HalUOHaJIbHbIM
KY/IbT, @ 3HAMEHUTbIe «XOpbl TPOMBO-
HoB» (Posaunenchor) — HeoTbeM-
nemMasi 4aCTb HEMELKOM KyNbTypbl C
XVIII Bera. B konnektuse 25 yyact-
HUKOB,10 U3 KOTOPbIX COCTaABNAIOT €ro
KocTAK. Mo4Th BCe OHU — CONUCTDI
BeAyLLMUX HEMELKUX OPKECTPOB U Mpo-
theccopa KpynHbIX My3blKaJibHbIX BY30B.

Habop my3blKa/ibHbIX MHCTPYMEHTOB
German Brass — HacTosLlanA BbiCTaBKa
MeZAHbIX AYXOBbIX: MOMUMO OCHOBHOIO
apceHana AnfA Kiaccuyeckoro 6pacc-
aHcambnsa (aBe Tpy6bl, BanTopHa, TPOM-
60H U Ty6a), B XO4 UAYT KOPHETLI,

CONCERTS

...who turn
brass into gold

German Brass, one of the most famous
brass ensembles in the world, could

only have originated in Germany, where
playing brass instruments has become

a national cult and famous 'trombone
choirs' (Posaunenchor) have been an
integral part of German culture since the
18th century. The ensemble consists of
25 members, with 10 of them comprising
the core. Nearly all of them are soloists
of leading German orchestras and
professors of major musical educational
institutions.

German Brass’ list of musical instruments
of is a true exposition of the brass family:
besides the main arsenal for a classic
brass ensemble (two trumpets, a horn,

a trombone and a tuba), there are also
cornets, corno da caccia (one of the most
popular woodwind instruments of Bach’s
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KOPHO Aa Ka4yya (04WH U3 nonyasapHen-
LUMX AYXOBbIX UHCTPYMEHTOB 6axoB-
CKoM 3noxu), 6acoBble Tpybbl U ApY-
rve, B TOM YMCJIe U3rOTOBJ/IEHHbIE Cne-
LMaNbHO Mo 3aKasy My3blKaHTOB.

VYMeHue AenaTb apaH¥UPOBKU camoro
HeoXUAaHHOro penepTyapa, Ha nep-
BblA B3rnA4 He npeaHa3Ha4YeHHoro 414
JyXoBOro aHcambns, AaBHO CTaJio OT/IU-
yuTenbHoun Yepton German Brass. Um

B paBHOM CTerneHu NoABNacTHbl COYU-
HEeHUA OAHOro U3 OCHOBaTe/NIen CeBepo-
repMaHCKOM OpraHHoOM LWKO/bl, POAMUB-
werocA Ha py6exe XVI—XVII . Camtio-
anAa Wenarta v Avuntpua LLoctakoBuua,
obpasLbl 60cca-HOBbI U AUKCUeHAa. 3a
0CO6bIN KONMOPUT BbICTYM/IEHUH, AUHA-
MWKY Y MbILHOCTb 3BYy4YaHUA My3blKaH-
TOB NpPO3Ba/1 «aIXMMUKaMH, NpeBpa-
LwawmMvm meab B 3os01o». Ha npota-
EHUU TpUAaLaTH NIEeT OHU NPOAOJIKAIOT
ocTaBaTbCA 06pa3LLOM BUPTYO3HOCTU U
a3apTHOM YB/IEYEHHOCTH He TOJIbKO AJfA
JYXOBUKOB, HO BOO6LLEe ANnA nobbix npea-
CTaBUTEJIEN MY3bIKaJ/IbHOrO COO6LLECTBA.

CONCERTS

era), bass trumpets and others, including
some custom-made instruments.

The skill of orchestrating the most
unexpected repertoire that may at first
seem unsuitable for a brass ensemble
has long been a hallmark of German
Brass. They are masters of a wide
variety of musical genres, ranging from
Samuel Scheidt, one of the founders

of the North German organ school who
was born at the turn of the 16th and 17th
centuries, through Dmitri Shostakovich,
to samples of bossa nova and Dixieland.
Through the particular interpretation of
their performances, the dynamics and
grandeur of their sound, the musicians
have been called 'alchemists who turn
brass into gold'. For thirty years they have
been setting an example of virtuosity

and ardent enthusiasm not only to brass
musicians, but also to any representative
of the musical community.

o)
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28.06 / 22:00

KOHLIEPTbI

& [Jom AdaruneBa

CONCERTS

@& The House of Diaghilev

KOHLLePT MOCKOBCKOro aHcamb6ns
COBPEMEHHOW MYy3blKH
NPUKOCHOBEHUE

B Nporpamme:
noep 6ynes

derive
nutst (pIIEeNThI, KIIapHeTa, CKPUIIKH,

BHMOJIOHYEIH, (popTennano u BubpadoHa

AMOPAXK Kpam
«rojioc Kuta»

mJ1s (pIEATHI, BUOJIOHYENN U (POPTEUAHO

Nbepnyuaxu 6unoHe
mani. gonxha
UISE yTapHBIX

BNaAUMUpP paHHEB
touch

nuIst KoHTpabaca, 4 NCIoTHUTEIIeH Ha
KOHTpabace U MHTEPaKTHBHOT'O BHICO

TPUCTaH Mopan

la barque mystique
(«MUCTUYECKan IoAKa»)

nutst (pIEeNThI, KIapHeTa, CKPUIIKH,
BHOJIOHYEIHU U (POPTENUAHO

WUCMOJIHUTENU:
MOCKOBCKUIM aHCamMb/ib
COBPEMEHHOM My3blKKU B COCTaBe:

dnenTa

MBaH 6yliyeB
KnapHeT

oner TaHLOB
thopTenruaHo
MuUxaun ay6os
yAapHble
AMUTPUIA BNacuK
CKpMIKa
BnagucnaBs NecuH
BWOJIOHYE/b
WNbA PYOUHLUTEMH

concert by the moscow contemporary
music ensemble
in touch

the programme includes:

pierre boulez

derive

for flute, clarinet, violin, cello, piano and
vibraphone

george crumb
the voice of the whale
for flute, cello and piano

pierluigi billone
mani. gonxha
for percussion

vladimir rannev

touch

for double bass, four artists performing on
the double bass and interactive video

tristan murail

la barque mystique

[the mystical boat]

for flute, clarinet, violin,
cello and piano

performing artists:
the moscow contemporary music
ensemble:

flute

ivan bushuev
clarinet

oleg tanstov
piano

mikhail doubov
percussion
dmitrii vlasik
violin

vladislav pesin
cello

ilya rubenstein
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Mporpamma MACMa In Touch nocesAuieHa
OTHOLLUEHUAM My3blKaHTa C camblM NOCTO-
AHHbLIM CMYTHUKOM €ro *M3HU — MY3bl-
Ka/lbHbIM UHCTPYMEHTOM. McToprUyecKu
3TU OTHOLLEHWUA Kosiebanucb OT BO3BbI-
LWEeHHbIX A0 NMparMaTU4HbIX, HEU3MEHHbIM
OCTaBaoChb JiMllb OAHO — TaKTWUJIbHbIA
KOHTaKT UCMONHUTENA U UHCTPYMEHTA.
CoBpeMeHHaa My3blKa pacluMpseT npu-
BbIYHblE€ PaMKK 3TOr0 KOHTaKTa, KOTOPbIM
Tenepb MOMET ObITb UK eABa OcA3ae-
MbiM («Tonoc Kuta» Axopaxa Kpama)
unu 6pytanbHbiv (Touch Bnagumupa
PaHHeBa). Ha o6oux aTKUx nontocax yra-
AbIBAeTCA OTHOLLEHWE KOMMO3UTOPOB

K My3blKallbHOMY UHCTPYMEHTY KaK K
NepCcoHamy, He MeHee oAyLLeBEHHOMY

M YYBCTBUTENILHOMY, YEM CaMU UCMONHU-
Tenu. Ha nytyv mysbikM OT KOMMO3UTOpa
K c/lyllaTento UHCTPYMEHT 34ecb npe-
BpallaeTcs U3 NnocpegHWKa aBTopa B ero
coaBTopa.

CONCERTS

The Moscow Contemporary Music
Ensemble’s project In Touch is dedicated
to the relationship between the musician
and his constant companion through

life — his musical instrument. Historically
this relationship has moved from the
sublime to the pragmatic, but one

feature has remained constant — the
tactile contact between the musician

and his instrument. Modern music

has broadened the possibilities of this
contact, which can now range from the
barely palpable (George Crumb's The
Voice of the Whale) to the forcefully brutal
(Vladimir Rannev's Touch). Both extremes
demonstrate the composer's feelings
towards his instrument as a character
which is no less animate and sensitive
than the composer himself. Instead of
acting as the means for the composer

to bring the music to the listener, the
musical instrument is transformed into

a collaborator.
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29.06 / 17:00

KOHLIEPTbI

& OpraHHbli 3an
MepmcKon hrnapmoHuu

CONCERTS

@& Perm Philharmonic
Organ Concert Hall

«KOHTPAMyHKT 7»
¢topTenruaHHbIM 4yaT:
noJsInHa OCeTUHCKasa — aHTOH 6aTtaroB

B NporpamMmmve:
CeMb TPaAHCKPUMNUUKA ANA ABYX poAaneun
(Bce — hHTOH 6aTaroB)

aHTOH 6aTaros

«BeYyHoe BO3BpalLeHUe» U3 My3blKU
K nabMy MBaHa AbIXOBUYHOIO

« KonemnKa»

NnepoTuH
viderunt omnes

MoraHH cebacTtbaH 6ax
«HKOHTPANyHKT 7» U3 K UCKYCCTBA yrmu»

aHTOH 6aTaros
Ba/lbC pe MUHOP U3 MY3bIKK K CNEKTaKJIo
«MeJIMKaH» no nbece cTpuHab6epra

MOraHH naxenbbenb
YyaKkoHa ha marxop

cunun rnacc
«NPOTECT» U3 Onepbl « caTbArpaxa»

aHTOH 6aTaros

«My3blKa AN9 AeKabpsa» U3
OZIHOUMEHHoro ¢uibMa UBaHa
AbIXOBUYHOIO

contrapunctus VI
piano duet: polina osetinskaya
and anton batagov

the programme includes:
seven transcriptions for two pianos
(all by anton batagov)

anton batagov
constant return from the music to ivan
dykhovichny’s film kopeika

perotin
viderunt omnes

johann sebastian bach
contrapunctus no. 7 from the art of fugue

anton batagov
waltz d-minor from the music to pelican,
the play by strinberg

johann pachelbel
chaconne f-major

philip glass
protest from the opera satyagraha

anton batagov
music for december from the like-named
film by ivan dykhovichny



136

KOHLIEPTbI

B KOCMOCe
dopTenuaHHoOro
3BYKa

Moyemy 7? KoHeYHO, He TOJIbKO NOTOMY,
4YTO B NporpaMmve cemMb npovssese-
HUK. DTO YACNO BCerga HE3PUMO Npu-
CYTCTBYET B HalleW HU3HU, CTPYKTYPHU-
pyeT ee, HagenAeT BCE Npoucxoasliee
HaZA4YeNnoBe4YEeCKUM CMbIcioM. Ecnu mbl
faxe He nogo3peBaemM 06 330Tepu-
YEeCKUX 3Ha4YeHUsAx yncna 7, Mmbl BCE
paBHO 3HaeMm, 4To MocKBa CTOMUT Ha
CeMM Xonmax, Ha Heaene — ceMb NAT-
HUU, a Ao Hebec — cemb BepcT. lNMoa-
PO6HbIM paccKkas o0 TOM, IAe U KaK B 3TOM
My3bIKe NPUCYTCTBYET YMUCNO 7, 3aHAN
6bl CNULWIKOM MHOro BpemeHU. Ho oHo
TaMm NPUCYTCTBYET, He COMHEeBaMlTeCh.

Bo Bcen nporpamme HeT HU €4UHOM
HOTbI U3 periepTyapa Ana copTenuaHHoro
AyaTta. Bce 3T couMHEeHUA HanucaHbl AnA
APYrux coctaBoB, a UX TPAHCKPUNLUU
ANA ABYX posasen caenaHbl MHOMO cre-
LManbHO ANA 3TOW nporpammbl. Takoe
fAAB/IEHHUE, KaK TPaHCKpPUNLuUS, cylle-
CTBYET B UCTOPHUU MY3bIKU YHe MHOro
BeKOB. B fJaBHMe BpeMeHa K MHCTPYMEH-
TOBKe OTHOCHU/IMCb ropa3ao 6osee CBO-
604HO, YeM B nocseaHue ABeCTH JeT.
MpocTto 6panu, cKaxem, NapTUO OAHOro
MHCTPYMEHTa U Urpajiu ee Ha Apyrom,
ecnu xotenocb. Unu ewe nHTepecHee:
HpaBuacAa baxy CKpMNUYHbIMA KOHLEPT
BuBanbaAu — W OH NMpUNUCLIBaNA K HEMY
napTUIO 1€BOM PYKH, B pe3ysibTaTe Yyero
nony4vasncs KnaBUpHbIKM KoHUepT baxa.

MHe Bceraa 6b110 06MAHO, YTO camas
Nyylaa my3blKa HanvMcaHa He Anf ¢op-
TenuaHo. U 1, 4Tobbl XOTb YyTb-4yTb
ucnpaBUTb 3TY OLLIMGRY, Koraa-To caenan
HECKO/IbKO TPAHCKPUMNLMA U Urpan uUx B
CBOMX KoHUepTax. A HeaaBHO Mbl ¢ Monu-
HOM KOHCTaTUpOBaJU B3aUMHOE HKeslaHue
nourpatb Bmecte. M A ctan aAymaTb: a 4To
urpatb? YecTtHoO roBops, MeHA coBep-
LLeHHO He MpuWB/IeKana nepcrnexkTuea
MUCMNOJIHUTb YTO-TO U3 TOrO, YTO OBbIYHO
urpaT dopTrenuaHHble AyaTbl. ABHO Tpe-
60Bafiocb KaKkoe-ToO gpyroe, 6ecKomnpo-
MUCCHoOe pelueHue. U a noHan, 4To Hago

CONCERTS

into the universe
of the piano
sound

Why 7? Certainly, not just because the
programme includes seven works. This
number is always invisibly present in our
life, organising everything and giving it a
higher meaning. Even if we are not aware
of the spiritual meaning of the number

7, we still know that Moscow is built on
seven hills, that if it rains before seven, it
will clear before eleven, and that there are
seven steps to heaven. It would take too
much time to talk about all the ways the
number 7 manifests itself in this music.
But, | assure you, it is present there.

In the whole programme there is not a
single note from the piano duet reper-
toire. All these works were composed
for different line-ups, and | created their
transcriptions for two pianos especially
for this programme. Transcription has
existed in the history of music for many
centuries. Long time ago people treated
instrumentation far more freely than within
the last 200 years. They just took, let
us say, a part of some instrument and
played it using a different instrument.
Even more interestingly, if Bach liked

a violin concerto by Vivaldi, he added

a left-hand part to it, thereby creating
one of his harpsichord concertos.

| have always been frustrated by the fact
that the best music ever written is not

for the piano. Once, trying to rectify this
mistake, | wrote several transcriptions
and played them in my concerts. Recently
Polina and | have noticed that we both
wanted to play together. And | started to
think about what we could play. To be
honest, the prospect of playing some-
thing typical of piano duets did not attract
me at all. Clearly, we needed a different,
uncompromising solution. | realised that
it was necessary to play music about the
most essential things, and the reasons
why it was written were not important.
Polina, like nobody else, can convey

it in her play. So, the programme has
somehow composed itself. Seven works:
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AHTOH Bartaros

Anton Batagov

KOHLIEPTbI

B3ATb My3blKy « O [J1TaBHOM», @ AJA Yero
OHa HanucaHa — He BaHo. MonuHa, Kak
HUKTO ApPYron, yMeeT nepesaBaTtb 3TO B
cBoen urpe. U Kak-To cama co6oii cno-
Hunacb 3ta nporpamva. Cemb COYMHe-
HUK: My3bika lMNepoTtuHa, Baxa, MNaxenb-
6ensna, Macca 1 Tpu Moux Beln. Becé ato
A NepeBen B ABYXPOAJIbHbIMA « hopmaT».
MHe KameTca, 4TO B TaKOW BEPCUU 3Ta
My3blKa 3BYYUT BbIpasuUTesSIbHO U camo-
AocTaroyHo. 370, ynacu bor, He «aMcToB-
CKMi BapuaHT». JIUCT Bceraa xoTesn noka-
3aTb BUPTYO3HblE BO3MOMXKHOCTU pPOAN=,
No3TOMY B €ro TPaHCKPUNLUUAX OPUTUHAN
TOHET B My/IeMEeTHbIX oYepeaAx NnaccaMen.
A MHe, Ha060pOT, XOTeNOChb He MeluaTb
My3biKe 6bITb CaMO CO60M1, U NPOCTO
norpysuTb ee B KOCMOC (hopTenuaHHOro
3BYKa. 3BYK poAna pacKpbiBaeTcAa BO
BCel cBoen 06 beMHOM rnybruHe UMEHHO
Toraa, Koraa Mbl NepecTtaemM HaBA3bl-
BaTb UHCTPYMEHTY CBOW NpeACTaB/IeHMSA.

Bcsa ata nporpamma — nyTteliecTeue
CKBO3b BeKa BMeCTe C My3bIKOM, KOTO-
pas, He3aBUCMMO OT BPEMEHU CO3aHus,
o6begMHeHa OQHUM U TEM He COCToA-
HueM. MoxHo HasbiBaTb bora pasHbivu
MMeHaMH, UM BooblLLe HAKaK He Has3bl-
BaTb, HO COCTOAIHWE 3TO BCeraa U Besae
OZLHO Y TO }e: MeauTaTUBHOe npebbiBa-
Hue B MpaBae. 3To cocpeaoToyeHME Ha
OZHOM TO4YKe, 6e3 OTB/NIEYEeHUH Ha YTO-/TM60
apyroe. U MOXHO He COMHeBaTbCS, YTO
MMEHHO 4epes3 3Ty TOYKY U NPOXOAUT Bep-
TuKanb MpaBabl, NnpyaaoLwas cMbiCil BCemMy
ropu3oHTa/IbHOMY 6bITUI0. MHTEpPeCHO, YTO
My3blKa, B KOTOPOW l0AU C He3anamsAT-
HbIX BPEMEH NnepeaaBanu 3TO NepexuBa-
HWe, Bceraa cTpounacb Ha 6€CKOHe4YHOM
NOBTOPEHUU U BapbUPOBaAHUU HECJIOKHbIX
MOTUBOB U PUTMHUYECKUX tnUryp. [MoHATHe
«CKYYHO» HEMPUMEHMMO K TaKOW My3blKe,
NOTOMY YTO OHa He C/IYKMUT A4JIA OTpare-
HUA NOBEPXHOCTHbIX 3MoLUi. Bo BTOpo#
nosioBuHe XX BeKa KTO-TO npuaymasn CloBO
«MUHUMaNU3M», U 3TUM CTPaHHbIM C/IOBOM
CTaJI1 HasbiBaTb CTU/Ib HEKOTOPbIX COBpe-
MEHHbIX KOMMO3UTOPOB. XOTA Ha CamMoMm
Lene TPYAHO Aaxe NpeacTaBUTb cebe,
CKOJIbKO TbICAY JIeT « MUHUMaNU3My».

MoaToMy He UMeeT 3Ha4eHuUs, B KAKOM
BeKe 6blUIM HanucaHbl COMMHEHUs, Bowe-
wue B 3Ty nporpammy. My3sbika He 6biBaeT
CTapou WK HOBOWM. KaK He 6biBaeT cra-
POW UK HOBOM MOMIUTBA U NIOGOBbD.

CONCERTS

music by Pérotin, Bach, Pachelbel,

Glass and three compositions of mine.

All this music has been converted into
the two-piano ‘format’. | think in such a
version it sounds expressive and self-suf-
ficient. God forbid, it is not Liszt’s version.
Liszt always wanted to show the virtuosic
capabilities of the piano, therefore in

his transcriptions the original gets lost

in the bursts of passages. Conversely, |
wanted to let music be itself and plunge
it into the universe of the piano sound.
The sound of the piano reveals itself in

all its depth at the moment when we stop
imposing our ideas upon the instrument.

The whole programme is a journey
through the centuries together with
music which, regardless of the time of
its creation, is filled with one feeling. We
can call God by different names, or do
without them, but this sense is always
and everywhere the same: meditative
being in the Truth. It is concentration

on one point, without diverting atten-
tion to anything else. Undoubtedly, the
vertical line of the Truth goes through
this very point, giving meaning to the
whole horizontal dimension of being.
Interestingly, music, in which people
have expressed this feeling from time
immemorial, has always been based on
constant repetitions and variations of
simple motives and rhythmic figures. The
description ‘boring’ cannot be applied
to such music, because it is not used

to express superficial emotions. In the
second half of the 20th century the word
‘minimalism’ was coined, and people
began to apply this strange word to the
style of some contemporary composers.
However, it is hard to even imagine how
many centuries old ‘minimalism’ is.

Therefore, it does not matter in
which century the works from this
programme were composed. There
is no old and new music. As there
is no old and new prayer or love.
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29.06 /19:30

KOHLIEPTbI

& OpraHHbI# 3an
MepmcKon hnnapmoHuu

CONCERTS

& Perm Philharmonic
Organ Concert Hall

COJIbHbIM KOHLIEPT CKpunaya
NEeKKU KYYCUCTO

B nNporpamme:

MUOraHH cebacTbsH 6ax
3/1eKTPOHHbIE UMNPOBU3aLIUH

Ha OCHOBE NapTUTbl pe MUHOP ANA
CKpUNKK cono, bwv 1004

(ap. NeKKHU KYYCUCTO)

®uHCKUI cKpunay Mekka Kyycucto usse-
CTEeH Kak HeopAWHapHbIM UHTepnpeTaTop
KNlaCCUYECKUX NPOU3BEAEHUN U BMECTe

C TeM KaK «aaBoKaT» HOBOW My3blKU. OH
NOCTOAHHO COTPYAHUYAET C COBPEMEH-
HbIMW KOMMNO3MUTOPaMM, a TaKHKe UCMo-
HAET CBOMU aBTOpPCKUe paboTtbl. B penep-
Tyape My3blKaHTa COYMHEHUA pasHbIX
HanpaB/IEHUH U HaAHPOB: OT aKaaemuye-
CKOM A0 AKa30BOMN, 3/IEKTPOHHOM U (DONK-
My3bIKK. [Mo6eauB y ceba Ha poauHe

B MexayHapogHOM KOHKypce CKpuna-
yern um. AHa Cubenuyca, oH cTan oAHUM
M3 NATU UCMONHUTENIEN, UrPAIOLLMUX Ha
cKpunKe JxoBaHHK BbaTtucTa lBagaHWHU
cepeauHsbl XVIII Beka. B 2013-m 3a Bbiaa-
IoLMEeCH AOCTUHEHUA B My3blKe OH Obin
yaocTtoeH Nordic Council Music Prize.

pekka kuusisto’s recital
(violin)

the programme includes:

johann sebastian bach

electronic variations based on partita
no. 2 in d minor, bwv 1004

(arr. by pekka kuusisto)

Finnish violinist Pekka Kuusisto is
internationally renowned for his fresh
approach to the classical works and
for being a strong advocate of new
music. Pekka regularly collaborates with
contemporary composers and, also,
performs his own works. His reper-
toire ranges from academic music to
jazz, electronic and folk-music. He is

a prize-winner of Jan Sibelius Inter-
national Violin Competition and one of
the fifth violinists in the world playing

a Giovanni Baptista Guadagnini violin
of 1752. In 2013 Pekka was announced
as winner of the Nordic Council Music
Prize for outstanding achievement

in creative and practical music.
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23.06 /19:00

25.06 / 23:00

27.06 / 23:00

KOHLIEPTbI

& OpraHHbIX 3an
MepmcKon hnnapmoHuun

KNnapHeT-rana
WUCIOJIHAIOT:
Kapen goHan
cepreu eneuKumn

CMUPOC MYPUKUC
Ba/leHTUH YPIOMUH

@ [Jdowm [arunesa

piano-gala
WUCIOJIHAIOT:
aHTOH 6aTaroB

asiekcen nbumos
OJI/IU MYCTOHEH

& [Jom Aarnnesa

CHKPUMNUYHbIW rana
WUCIOJIHAIOT:
aHApen 6apaHoB

naTpuLUusa KonadymHcKasa
NeKKa KyycucTo

CONCERTS

@&  Perm Philharmonic
Organ Concert Hall

clarinet-gala
performed by:
karel dohnal
sergei yeletsky

spyros mourikis
valentin uryupin

@& The House of Diaghilev

piano-gala
performed by:
anton batagov

alexey lubimov
olli mustonen

& The House of Diaghilev

violin-gala
performed by:
andrey baranov

patricia kopatchinskaja
pekka kuusisto
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KOHLepT-
urpa

Piano-gala — KoHuUepT-uUrpa, KoH-
LepT-40Bepue, Ha KOTOPOM MY3bIKaHTbI
WUrparT Npy CBeYax, a caylwartesu Kom-
(hOPTHO — KTO CUAA, KTO SiIea — pac-
nonaratoTcA BOKpyr. BaoxHoBuBLWIKCH
HEeU3MEeHHbIM YCNexoM MpPoeKTa, Xy40-
HeCTBeHHoe pyKoBoAcTBOo JAarunes-
CKOro hectMBana peLnio paclmMpuTb
rpaHuubl 1 npoBectu B 2014 rogy elue
v KnapHet- n CkpunuyHbii rana. [iBoe
M3 y4acTHUKOB nocnegHero — laTtpu-
uMa KonaunHckan u MNekka Kyycucto —
y#e paboTtanu paHee pyKa 06 pyKy B
cocTaBe CTpyHHoro kBapteta Quartet-lab.
K Hum npucoeamnHutca AHapen bapa-
HOB, OAMWH U3 OCHoBaTenen KBaprteta
M. NlaBuaa Orictpaxa. Y4acTHMKaMu
KnapHeT-rana ctaHyT CO/NMCTbI OpKecTpa
musicAeterna Cepreit Eneurkuii u Banen-
TUH YPIONKH, a TaKHKe NpUrnaleHHble
KnapHeTtucTtbl Kapen JoHan u Cnnpoc
Mypukuc. CounHeHua ana doprenuaHo
npeacraBAT nNUaHUCTbl AHTOH Bartaros,
Anekce# Jlio6umos U Onnu MycToHeH.

Ha npoTAxeHnn Tpex Be4yepoB My3bi-
KaHTbl 6y4yT UCNONHATbL CBOM JIOOU-
Mble npousBegeHus. Mo Tpaguumm, npo-
rpamMmmy KoHuepTa nybnvka nony4aet
TONbKO nocne BbiCTynneHus. Moyemy
Tak? A noyemy HeT? MHorme cum-

TatoT, 4To MobAT MouapTta n Yankos-
CKOro U He nobAarT, K npuvepy, LLIéH-
6epra u MeccuaHa, HO OCTaHETCA JIU UX
MHEHWE TaKoBbIM, €C/IU OHU He ByayT
3HaTb, KTO Hanucan mMy3blKy, KOTOPYIO
OHU CNyLWAT B AaHHbIX MOMEHT?

CONCERTS

a concert
as a game

Piano-gala is a concert that may be seen
as a game, an exercise of trust, where
musicians play under candlelight and the
audience listens, sitting or lying around
comfortably. Inspired by the unfailing
success of the project, the artistic
management of the Diaghilev Festival
decided to extend the boundaries and
also to hold a clarinet and violin gala

in 2014. Two participants of the latter,
Patricia Kopatchinskaja and Pekka
Kuusisto, have previously worked together
as part of the string quartet Quartet-lab.
Andrey Baranov, one of the founders of
the David Oistrakh Quartet, will join them.
Soloists of the musicAeterna orchestra
Sergey Yeletsky and Valentin Uryupin,
as well as guest clarinet players Karel
Dohnal and Spyros Mourikis will take
part in the Clarinet-Gala. Anton Batagov,
Alexei Lyubimov and Olli Mustonen

will perform works for the piano.

For three nights, the musicians will be
playing their favourite compositions. In
accordance with tradition, the audience
will only receive the programme after
the performance. Why so? Why not?
Many people think they like Mozart and
Tchaikovsky and dislike, for example,
Schoenberg and Messiaen, but will
they stick to their opinions if they do
not know who composed the music
they are listening to at that moment?
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28.06 / 18:00

KOHLIEPTbI

& OpraHHbI# 3an
MepmcKon hnnapmoHuu

CONCERTS

& Perm Philharmonic
Organ Concert Hall

KOHLepT )eCcTUBasnbHOro xopa

AUPUHKeEpP
non xunnuvep

XopMmeuncTep

BUTa/IMMA MONOHCKHUH
MUCMOJHAOT

Xop musicaeterna
UPNaHACKUMA KaMepHbIA XOp

B Nporpamme:

noraHHec 6pamc
schaffe in mir, gott, ein rein herz us aByx
MoTeToB, op. 29, N2 2

aHTOH 6pYKHep
ave maria; locus iste

A3’Bua heHHeccH
choirland

MUOraHH cebacTtbsAH 6ax
morteTt singet dem herrn, bwv 225

apBo nApT
«MNOKaAHHbIA KaHOH»

TPAAULMUOHHBIN UPNAHACKUMA HaneB
behold a silly tender babe
(ap. nona xunnuepa)

festival chorus concert

conductor

paul hillier
choirmaster

vitaly polonsky
performed by
musicaeterna chorus
chamber choir ireland

the programme includes:

johannes brahms
‘schaffe in mir, gott, ein rein herz’ from
the two motets, opus 29, N2 2

anton bruckner
ave maria; locus iste

david fennessy
choirland

johann sebastian bach
the motet ‘singet dem herrn’, bwv 225

arvo part
kanon pokajanen

traditional irish tune
‘behold a silly tender babe’
arr. paul hillier
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yyaeca
npeBpaleHun

Mocne owenomnAwLWEro BbICTYNJ€HUA

B «Koponese uHaenues» NMutepa Cen-
napca — Teogopa HypeHT3uca v Tpu-
yMdanbHbIX EBPONEMNCKUX racTposen

C KOHL,ePTHbIM UCMOSIHEHUEM OMNepbl
«/InaoHa v dHei» Mépcenna nepm-
CKuM xop musicAeterna Bowen B Koropty
NIMAEepoB Ha MeHAYyHapoAHOM NpOoCTpaH-
CTBe XOpOBOro UcnosiHMTeNbCcTBa. Ha
AarnneBckom dectuBane 2014 roaa
KOJIJIEKTUB BbICTYMAET YHe B KayecTse
OAHOro U3 xeaslaMHepoB COBMECTHO C
OAHWM U3 BeAyLUX eBPONenCKUX KO-
NeKkTuBoB — UpnaHACKUM Kamep-

HbIM XOPOM, NoJ ynpas/eHUEeM HaCTo-
AlWero aKkcneprta B 06/1acTU XOpOBOM
My3bIKK, aAupukepa MNona Xunnuepa.

CONCERTS

a miraculos
'golden’
transformation

After their tremendous performance in
The Indian Queen (by Peter Sellars and
Teodor Currentzis), and their triumphant
European tour with the concert version
of Purcell's Dido and Aeneas, the Perm
musicAeterna Chorus have joined

the cohort of leading international
choral performers. At the Diaghilev
Festival 2014, the Chorus will be one

of the headliners along with a leading
European ensemble — Chamber Choir
Ireland, conducted by Paul Hillier, a true
expert in the field of choral music.
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My3bikanbHble KpUTUKKU The New York
Times HasbiBalOT XuaiMepa He UHave Kak
«anXMMHUKOM»: « BC&, 10 Yero OH AoTpa-
ruBaeTcs, npeBpallaeTca B 30/10TO». TaK
nonay4Yunocb ¢ 6pUTaHCKUM KBaApPTETOM
Hilliard Ensemble 1 gatckum « Teatpom
ronocos», KamepHbiM XxopoM 9CTOH-
CKOM (hMNapMOHMH U NOPTYrasbCKUM
Konnektueom Coro Casa da Musica.
Peiuapb OpaeHa BpuTtaHcKkon nmne-

puvu 1 OpaeHa aHHe6pora Kopones-
crtBa [laHuun 3a ocobble 3acnyru B obna-
CTU XOPOBOM MY3blKW, XU/IIMEP, KpOME
npo4ero, ABamAabl NOKOPAN OJIMMN Npe-
Mun Grammy — ¢ 3anucAMU NpousBse-
AeHuii Jasuaa JlaHra 1 Apso lMNsapra.

Moa ero ynpasneHnem PectmuBanb-
HbIA XOP UCMOJIHAET TO, B YeM AUPHU-
}ep CUeH KaK HUKTO apyroi: «[oKka-
AHHbIM KaHOH» ApBo [ApTa, a TaKike
npousBeaeHUAa baxa u bpyKkHepa.
Yyaeca npeBpalleHMAa o6eLlaHbl.

CONCERTS

Music critics of The New York Times
called Hillier nothing short of an
‘alchemist’: “everything he touches
turns to gold”. So it was with the British
vocal quartet The Hilliard Ensemble,
the Danish Theatre of Voices, the
Estonian Philharmonic Chamber Choir
and the Portuguese ensemble Coro
Casa da Musica. He is an Officer of the
Order of the British Empire and Knight
of the Order of Dannebrog (Denmark)
for services to choral music. Among
other things, Paul Hillier has won two
Grammy Awards for his recordings

of Arvo Part and David Lang.

The Festival Chorus, under Paul Hillier's
direction, will perform music that
showcases his unique talent: Arvo Pért's
Canon of Repentance, as well as works
by Bach and Bruckner. It promises to be
a miraculous ‘golden’ transformation.
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30.06 /19:00

KOHLIEPTbI

& [epmcKui Teatp
onepbl U 6aneta

CONCERTS

& Perm Opera and Ballet
Theatre

3AKPbITUE PECTUBAJIA
KOHLEPT hecTUBasIbHOro OpKecTpa
B Nporpamme:

rycraB manep
cumdoHma N2 3 pe MUHOP

AUpUKep
TeoA0p KYPEHT3UC
COJIUCTKA

aHHa ropAa4yésa

WUCMOJHAT
My3bIKaHTbl (heCTUBaIbHOIro opKecTpa
XOp MaNb4yUKOB U IOHOLLIEH
CaHKT-neTepbypra

MEHCKUM xop musicaeterna
aKageMHUYEeCKUIM HEeHCKUIM Xop
CTYAEHTOB NepMCKOro
rymaHuMTapHo-nezarorm4yeckoro
YHUBepcuTeTa

FESTIVAL CLOSING CEREMONY
festival orchestra concert
the programme includes:

gustav mahler
symphony no. 3 in d minor

conductor
teodor currentzis
soloist

anna goryacheva

performed by:

musicians of the festival orchestra

st. petersburg boychoir

female choir of musicaeterna chorus
academic female student choir of perm
state university of humanities and
education
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ero spems
NPULLNO

Ha rnaBHOM cMM(OHHUYECKOM KOHLepTe
thecTuBana, AnA y4yactua B KOTOPOM B
Mepmb cbe3karTCA U3BECTHbIE COMU-
CTbl U @apPTUCTbl 3HAMEHMUTbIX MeXAyHa-
pPoAHbIX aHcambnen U pagu KOToOporo
NAaHUPYIOT CBOU MapLLPYTbl NOKAOHHUKHK
KNlaCCUYEeCHKOM MY3bIKU CO BCel CTpaHbl,
B 3TOM rogy npo3By4uT TpeTba cumdo-
HuA lNyctaBa Manepa (rog cosaaHua —
1896-1, roa, npembepbl — 1902-#1).

Manep Bo3poamnn cCUMOHUYECKUI HaHP
B €ro rpaHauo3HON, 6E€TXOBEHCKOM MMNo-
ctacu. [lecAatb ero CMMMOHUI NMOUCTUHE
BeJ/INYECTBEHHbI, HO TpPeTbA NPEeBOCX0-
AUT BCe ocTasibHble. B ucnonHeHunu atoro
MOHYMEHTa/IbHOro NoJsIoTHa y4acTBYeT
okono 150 yenoseKk. CumdoHUA HanMcaHa
AN YeTBEPHOro, YBEe/IMYEHHOro cocTtaBa
OpKecTpa, BarKHbIM CPeACTBOM Bbipa-
3UTENIbHOCTHU ABJIAETCA Ye/I0BEYECKUN
roJIoC: COJIO *EHCKOro anbTa, a TaKke
[Ba Xopa — MEHCKUH U XOp MaJIb4YUKOB.

Pa6oTta Haa cumcoHKeN Wwna Bo Bpems
NNeTHUX KaHUKYN Komno3uTopa 1895—
1896 rT. Ha JIOHe aBCTPUUCKOM NPUPOAbI B
MecTeuKe LLTelMH6ax, Ha ATTep3ee. uBo-
NMUCHbIE XONMbI, LIBETYLLME Nyra, KpU-
CTa/ibHasA YMCTOTa 03epa, pasmbilWIeHUsA
0 CMbIc/ie 6bITUA... «ITO Npou3BeaeHuUe,
B KOTOPOM OTpaMaeTcA BeCb MUp, —
nican oH npo TpeTblo cuMoHUI. — BceAa
npyvpoza noJsiy4aeT B Hel ronoc v pac-
KpbiBaeT CBOU COKPOBEHHbIe TalHbI».

CONCERTS

his time
has come

This year the main symphonic concert
of the festival, which attracts famous
soloists and musicians of well-known
international ensembles to Perm,

as well as fans and connoisseurs

of classical music from all over
Russia, will feature Gustav Mahler's
Third Symphony (composed in

1896 and premiered in 1902).

Mahler revived the symphonic genre in
its grand Beethovian hypostasis. His
ten symphonies are truly majestic, but
the Third one surpasses all others. 150
people are involved in the performance
of this monumental musical canvas. The
symphony was composed for a four-fold
enlarged orchestra and the human voice
is an important medium of expression
here: a female alto solo and two choruses
— a women's and a boys' chorus.

Mahler worked on the symphony during
his summer holiday in 1895—1896
surrounded by the beautiful Austrian
countryside in the town of Steinbach,
on the shores of Attersee. Picturesque
hills, flowering meadows, crystal clear
lakes, contemplations of the meaning
of life... ‘This is a work of such scope
that the whole world is reflected in it’,
he wrote about the Third Symphony.
‘The whole of nature will get a voice in
it and reveal its innermost secrets’.



KOHLIEPTbI

lMepBoOHa4anbHO OH NJI@aHUPOBas OCTa-
BWUTb NOA3aro/jIoBoK « Becenasa HayKa»,
3auMmMmcTBOBaHHbIM Yy Huuwe. OgHako
LLeJIMKOM OTOMAECTBNATb €ro CouuHe-
HWe ¢ paboToi BesIMKoro unocoda He
CTOMT. JlocTaTo4HO OAHOM LMUTaTbl, KOTO-
pasa Boogywesuna Manepa: «Y4enoBseK
[O/NHEeH BpemMs OT BpeMEeHU BEpPUTb, YTO
eMy U3BECTEH OTBET Ha BOMPOC, 3a4em
OH cyulectByeT... CToATb cpeau 3Tom
U3YMUTEJIbHOM HEU3BECTHOCTU U MHOIO-
3Ha4YUTENIbHOCTHU ObITUA, CTOATb U HE
BOMpowaTb, He ApoMaTb OT CTPACTHOro
}KenaHuA 3a4aTb BOMPOC... BOT K Yemy
A NMUTal0 UCKPEHHee Npe3peHue...»

«Ero Bpems npuwno, — ckasan B 50-e
roabl XX BeKa aMepuUKaHCKUA KOMMNO3U-
Top U aupuep JleoHaps BepHcTavH. —
My3bika Manepa no4TH *ecToKka B CBOMUX
oTKpoBeHUuAX. OHa KaKk doTokamepa, Nom-
MaBLlaA 3anagHoe obLecTBO B MOMEHT
Hayana ero ynagka... TolbKo cnycTa
NATLAECAT, LWEeCTbAECAT, CEMbAECAT NIeT
MHUPOBbIX pa3pyLlUeHUr, Npomaa yepes
AbiMAwmMeca neuyn OcseHuMma, Yyepes
HEeCTOKO 6ombapaupyemMble AMYHIIU
BbeTHama... rOHKY BOOPYHEHUI, TONIbKO
rnocse BCero 3Toro Mbl MOeM, B KOHLe
KOHLOB, cnywartb My3biky Manepa u
NoHMMaTb, YTO OHa NpeAcKasbiBana BCé
3710. U 4TO B CBOEM NpeAcKa3aHuUK OHa
opollana Haw MUp AOHAEeM KpacoThbl,
paBHOM KOTOPOM He OblNo C TeX Nop».

CONCERTS

Initially, he planned to keep the subtitle
The Gay Science, which he borrowed
from Nietzsche. However, the entire
symphony should not be identified with
the work of the great philosopher. It

is enough to cite one quotation that
inspired Mahler: ‘Man must from time
to time believe that he knows why

he exists. [...] But to stand in the
midst [... ] of this whole marvellous
uncertainty and rich ambiguity of
existence without questioning, without
trembling with the craving and the
rapture of such questioning, [...] — that
is what | feel to be contemptible...’

‘His time has come’, said the American
composer and conductor Leonard
Bernstein in the 1950s. ‘Mahler's music is
almost cruel in its revelations: it is like a
camera that has caught Western society
at the moment of its incipient decay. [...]
only after we have experienced all this
through the smoking ovens of Auschwitz,
the frantically bombed jungles of Vietnam
[...], the Tweedledum armament race

— only after all this can we finally listen
to Mahler's music and understand that

it foretold all. And in the foretelling it
showered a rain of beauty on this world
that has not been equalled since’.
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CMNELMPOEKTDI

«“nensam, cnoco6HbIN
ob6o1TUCL 6€3 MeHA...”
PYCCKUH B3rNAA Ha BEHELUIO»

«BaCWUIUK rPUropbeB.
K 100-neTUIo CO AHA POXAEHUA
XYAOHHUKa»



SPECIAL PROJECTS

the diaghilev readings
international symposium

diaghilev prize award
ceremony

‘...a landscape quite happy
here without me...’

the russian view of venice’
the opening of the exhibition

‘vasily grigoriev.
for the 100th anniversary’
the opening of the exhibition
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AATMNEBCKUE HYTEHUA

& [Jom AaruneBa

DIAGHILEV READINGS

@& The House of Diaghilev

AArUNEBCKUe YTeHUA
ME3KIyHAaPOAHBIN CUMIIO3UYM

MeayHapoaHbIA cUMNO3UyM « Aaru-
JIeBCKUE YTEeHUA» TpaAULMOHHO Npo-
XOAMT B «NepMCKUX AduHax» — gome
cembu [larunesbix, rae 6yaywmMn Benu-
KWW MMNpecapuo, Ha TOT MOMEHT NPOCTO
Cepeika, NpoBeN CBOU AETCKUE U IOHOLLe-
cKue roabl. C 1894 roga B 34aHWU pas-
MellaeTcAa rMmHasua. 34echb He 6onee
ABajuaTtv IeT Haxo4AUTCHA €4UHCTBEH-
Hbi B Poccuun myseint Cepresa Aarunesa.

MepBbli cuMNo3uym «laruneBcKue 4rte-
HUA» cocTosAnca B 1987 roay, B 2003-m
Ha ero 6ase BO3HUK hecTMBaib « Aarn-
NeBCKUe ce30HbI: NMepmb — [eTep-
6ypr — lNapuK», cerogHa noay4YUBLUUA
NNaKOHMYHOE MeXAyHapoAHOe Ha3Ba-
HUe — [AaruneBcKui thecTuBab.

CUMNO3MyM nNpu3BaH aKkLEHTUPOBaTb
BHMMaHWe MUPOBOM 06LLECTBEHHO-
CTU Ha TBOpYEeCKOM heHoMeHe AAaru-
NleBa U aKTUBM3MpPOBAaTb AeATelb-
HOCTb UCKYCCTBOBEAOB, KY/IbTYpPO/O-
ros, hunocothoB U UCTOPUKOB, YbU
Hay4yHble TpyAbl HanpasB/ieHbl Ha Bce-
CTOPOHHEEe U3Yy4YeHUe ITOro YyHUKab-
HOro ABNEeHMA KyNbTypbl XX BeKa.

diaghilev readings
international symposium

The Diaghilev Readings International
Symposium is traditionally held in the
‘Athens of Perm’, the Diaghilev family
home where Sergei Diaghilev spent his
childhood and youth. Since 1894 the
building has been a secondary school.
For over twenty years it has been the
location of the only museum in Russia
in memory of the great impresario.

The first Diaghilev Readings sympo-

sium took place in 1987. In 2003 this
developed into a fully-fledged festival
entitled ‘Diaghilev Seasons: Perm —
St. Petersburg — Paris’, now known
simply as the Diaghilev Festival.

The symposium aims to attract interna-
tional attention to the creative phenom-
enon that was Diaghilev and to stimulate
the activity of art experts, cultural special-
ists, philosophers, and historians whose
research covers the many facets of this
unique figure in 20th century culture.
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Y4aCTHUKKUA CUMNO3UyMa

aHacTtacusa apxunosa (poccus,

MOCKBA): «Ka3yC HUMHUHCKOrO: OnbIT
NcUxoaHaIMTUYECKOMN UHTepLNpeTaLmmny;
onbra acrtaxoBa (POCCUA, MOCKBA):
«KOHCTPYKTUBU3M B 6anetax
AArUNeBCKOM aHTPENnpU3bly;

HUKKUTA BbICTPOB (poccusA, ekaTepuHOYpr):

«TaHeL, B NO3TUYECKOM MUpe aHgpes
6enoroy;

BapBapa BA30BKMHa (POCCUA, MOCKBA):
«6anaHyvH 6e3 gqaruieBa: B CTOPOHY
HeopoOMaHTU3May;

BagMM raeBckui (poccus, MOCKBA):
«LWKONa sionyxoBa»;

peHe reppa (thpaHuMa, napuxK): « KHArKUHA
Mapusa KnaBaueBHa TeHMweBa —
«ropAOCTb BCEH POCCUNY;

cepre ronbiHel, (poccua, ekatepUHBypr):
«BaCW/IMK EeHUCOB — OAHO U3 OTKPbITUM
aArunesa.

BeHcaH Hupy (bpaHUUA. NapuUHK):
«HWKOJNIah HaboKOB U 6aneT»;

NoaAMUNa KoBHaLKasA (POCCUA, CaHKT-
netep6ypr): « pabotaa Haa “netonucbto”
AMWUTPUA LLIOCTaKOBHYAY;

onbra MaHy/fKUHa (POCCUA, CaHKT-
netepoypr): « MOKHO /I BbIpacTUTb
HOBOrO AArvneBa: neTepoyprcKuin
3KCMNEPUMEHTY;

MUxaun mernax (ctpacéypr, dpaHuus/
CaHKT-neTepbypr, pPOCCUA): « PYCCKUM
6aneT MOHTe-Kap/ao» Y UCTOKOB
aBCTpanuMMCcKoro 6anera;

Kupa canrup (hpaHuusa, napuK):
«AAruNeB, KOXHO, CTPABUHCKHUMA U
Apyrue;

oner netTpos (poccua, ekatepuHBypr):
«pa3Hoobpasue CTUIen COBPEMEHHOIo
thpaHuy3CcKoro TaHua: NonbITKa
cUcTeMaTU3aLuny;

TaTbAHa NoHomapeBa (POCCUA, CaHKT-
netepoypr): « HUKONa AMUTPUEBUY
HaboOKOB — MEeMyapUCT».

O/bra CKpbIHHMKOBA (POCCHUSA, BOPOHEM):
«HUKONaW anexKcaHApoOBHUY PUMCKHUH
KOPCaKoB B KOMMEHTapusax urops
CTPaBUHCKOIO»;

LIeHr cxeleH (amcTepaam, HUAepnaHabl):
«JIEHUHIPaACKHUE KONMNEKLMUOHEPDbI KaKk
cnacuTeniu UICKycCTBa MUPUCKYCHUKOB
(KonneKkuuna naneesa)».

DIAGHILEV READINGS

symposium participants

anastasia arkhipova (moscow,

russia): nijinsky's case: an attempt at
psychoanalytic interpretation;

olga astakhova (moscow, russia):
constructivism in the diaghilev ballets
russes;

nikita bystrov (ekaterinburg, russia): the
dance in the poetic world of andrei bely;
varvara vyazovkina (moscow, russia):
balanchine without diaghilev: moving
towards neoromanticism;

vadim gajewski (moscow, russia):
lopukhov's school;

rené guerra (paris, france): princess
maria tenisheva is ‘the pride of the entire
russia’;

sergei golynets (ekaterinburg, russia):
vasily denisov is one of diaghilev's
discoveries;

vincent giroux (paris, france): nicolas
nabokov and ballet;

lyudmila kovnatskaya (saint petersburg,
russia): working on the “chronicles” by
dmitri shostakovich;

olga manulkina (saint petersburg,
russia): educating a new diaghilev: saint
petersburg experiment;

mikhail meilakh (strasbourg, france/saint
petersburg, russia): the ballets russes de
monte carlo at the root of the australian
ballet;

kira sapgir (paris, france): diaghilev,
kochno, stravinsky et al.;

oleg petrov (ekaterinburg, russia): variety
of styles in modern french dance: an
attempt at systematization;

tatyana ponomareva (saint petersburg,
russia): nicolas nabokov as a memorialist;
olga skrynnikova (voronezh, russia):
nikolai andreyevich rimsky-korsakov in
comments by igor stravinsky;

sjeng scheijen (amsterdam, the
netherlands): leningrad art collectors as
saviors of the miriskusnikov’s art (paleev
collection).
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npeseHTauus KHUMMU OPUS CUINHA
«y nopora AeTcTBa. rnasbl
He3aKOHYeHHOro pomMaHa»
(«KHMKHBIA MUp», 2014)

UcTopuK, *KypHanucT, dotorpad HOpuit
CunnH 6bin WKPOKO usBecTeH B Mepmu
BTOPOM NMONOBWHbI MUHYBLLEro BeKa. Ero
ycunuamu cosgasainca mysein lNMepm-
CKOro akaZeMU4eCcKoro TeaTpa ornepbil

v 6aneta nm. . U. YakoBcKoro, Ybmm
netonucuemM U hOTOXPOHUKEPOM OH OCTa-
Ba/icA B TeyeHUe AecATHoB seT. OH MHOro
M YCMNELLHO COTPYAHUYan ¢ nepMcKomn
NPecCcoM, ero CHUMKH CNYHUIU YKpa-
LEHWEeM raseTHbIx rnosoc. Temon pabor
KOpusa CunnHa 6bina He TONIbKO XyA0-
HeCTBeHHad cpega: B OObeKTUBE ero
¢oToannaparta oKkasblBanacb BCHA HU3Hb
ropoza, yBUAeHHasa 4e/0BEeKOM HepaB-
HOAYLIHbIM, NPUCTPACTHbIM. « [pHU3Ha-
HWe B NIIO6BU» — TaK U Ha3Balu U3aa-
Tenu (OO0 « TpaeKtopusa», 2012) anb6om
o lNMepmun, cocTaBneHHbIX U3 CHUMKOB
CunuHa 1950—1970-x rr., HaMAEeHHbIX B
ero apxvBe. JTOT apxX1B O4YeHb 06bEMEH
U COAEPHMUT He TONbKO hoTorpactuu,
cnanapbl U nieHkU. OH XpaHUT Hemasno
pykonucen. MaBbl poMaHa 0 AeTCTBe
Cepres MaBnoBuya larnneBa — ToMe
oTTyAa. PomaH octanca He3aBepLUEHHbIM,
HO U OTAe/IbHble MMaBbl €ro UMetoT NpaBo
Ha cywecTtBoBaHuMe. CoBpeMeHHOMY YuTa-
TEJI0 XOPOLLO U3BECTEH « CIOMET» BCEM
«KHWUIU HU3HW» BbIAAOLEroca aeATens
PYCCKOMX U MUPOBOM KYNbTYpbl, 0AHAKO
BbIMbICEN IMTepaTopa, NOCTPOEHHbIX Ha
TOYHbIX UICTOPHUYECKUX peansax, NoMo-
raet ewe pa3 NMPUKOCHYTbLCA K UCTO-

KaM, NOHATb, KaKk BC& Ha4yMHasoCb.

presentation of the book by yuri silin
on the threshold of childhood.
chapters of an unfinished novel
(knizhny mir, 2014)

The historian, journalist and photographer
Yuri Silin was well known in Perm in the
second half of the 20th century. It was
thanks to his efforts that the Museum of
the Perm State Opera and Ballet Theatre
was created, and he remained the literary
and photo-archivist of the museum for
many decades. He collaborated success-
fully with the Perm press, his pictures
decorating many newspaper pages. The
theme of Yuri Silin's work was not only
artistic: through the camera lens he
caught all aspects of the life of the city
with eyes of a man who was partial and
never indifferent. A Declaration of Love
was the title given by publishers (Traek-
toriya, 2012) to an album of photographs
of Perm composed of Silin's photographs
from the 1950s—1970s that were found
in his archive. This voluminous archive is
rich not only in photographs, but also in
slides and films. He also archived many
manuscripts. The chapters of the novel
on Sergei Diaghilev’s childhood were
also found there. The novel remained
uncompleted, but is still deserving of
publication. The modern reader will

be knowledgeable on the ‘plot’ of this
real-life story of an outstanding figure in
Russian and world culture, however the
writer has been able to base his fiction
on accurate historical reality, once again
touch the roots of the story and allow

us to understand how it all began.
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@& [MepMCcKUI akaaeMUYecKUM TeaTp
onepsbl U 6aneta

THE DIAGHILEV AWARD

& Perm Opera and Ballet
Theatre

LepeMOHUA BpyYeHHUs
npemMuu aarunesa

Mpemua larnnesa — nepsas B coBpe-
MeHHon Poccuu npodeccruoHanbHas
Harpaza 3a Jy4luii NpoAICEePCKUI Npo-
€KT B cthepe UCMOJIHUTE/IbCKOro UCKYC-
cTBa.

Mpemua 6bina yupeageHa B 2003 roay,
Ho B 2012-mM nonyyrMna HoBbIX UMNYIbLC
pa3BuTHUA, Gnarogapa TOMy, YTO B COCTaB
KIOPY MO NpUrIalleHro pyKoBoACTBa
JarnneBcKoro ¢ecTuBansa cornacuancb
BOWMTU BeAyluue creLuanucTbl B obna-
CTU TeaTpasibHOro NPOAKCUPOBAHUA.

B ux yMcne UHTEHAAHTbI U AUpeKTopa
KPYMHEMLLKUX CUEH U hecTMBanen Bcero
MUpPa, KPUTUKU U NpeacTaBUTENU Ky/b-
TYPHOM BNacTy pasHbix cTpaH. Bosrnas-
NAN HKIOPU NiereHAapHblii pedopmatop
coBpemeHHom onepbl Hepap MopTbe.

MpemuA npMsBaHa OTMETUTbL U MOOLL-
PUTb OPraHU3aTopOB KY/ILTYPHbIX NPO-
€KTOB, AYXOBHO POACTBEHHbIX paboTtam
Cepresn JarnneBa. OHa npucyaaetcsa
€KeroAHo 3a OpUruHasbHylo TeaTpab-
HYI0O MOCTaHOBRY, NpeMbepa KOTOPOoM
cocTosilacb B NpeALlEeCTBYIOLWEM KaJieH-
AapHom roay. Ha coucKkaHne npemuu
BblABUWraloTCs HOBble OMNepHble, TaHLe-
Ba/ibHble UK 6aneTHble CNeKTak/Iu, 3aKa-
3aHHble U NOCTaB/IEHHbIE NMPOAIOCEPOM,
a TaKMHe NOCTaHOBKU paHee U3BECTHbIX
npousseaeHUi B HOBOM CLleHUYECKOM
WUHTEpnpeTaLm1, CoAepHallen HoBa-
TOPCKMI noTteHuuan. LlepemoHus Bpy-
yeHus Mpemuun JarnneBa npoxoauT

B pamMKax ererogHoro MexayHapoaHoOro
JAarunesckoro cectuBana B Mepmu.

diaghilev prize award
ceremony

The Diaghilev Award is the first Russian
professional award in recent times

for the best production project in the
performing arts. The award was launched
in 2003, but received a new lease

of life in 2012 when leading special-
ists in theatrical production became
part of the jury at the invitation of the
Diaghilev Festival’s management. The
jury includes directors of the world’s
most important theatres and festivals,
critics, and representatives of cultural
institutions from various countries. It
was headed by the legendary innovator
of contemporary opera, Gerard Mortier.

The award is designed to celebrate and
encourage the organizers of cultural
events which embody the spirit of Sergei
Diaghilev’s works, and is awarded
annually to an original theatrical produc-
tion that premiered during the previous
calendar year. Newly-commissioned

and staged operatic, dance and ballet
performances, as well as innovative inter-
pretations of well-known works can be
nominated for the award. The Diaghilev
Award Ceremony will take place at the
International Diaghilev Festival in Perm.
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AArMneBCKUH
decTuBanb —
cobbiTHe,
MeHALlee
npeAacTaBJ/ieHUe
O coBpeMeHHOH
POCCUU»

— KAKOBO, HA BALU B35/, 3HAYEHUE MPE-
MWUU AATUNIEBA U KAK OHA BIMUCBIBAETCA B
KOHUEMNUUIKO AArMNEBCKOIO dJECTVIBA.ﬂFl?

— XopoLuo, YTO 3TOT NMPU3 CYLLEeCTBYET,
NOTOMY YTO OH NPUB/IEKAEeT BHUMAHUE
MeHAYHapoAHbIX KoMnaHui K Mepmu.
YacTto MMeHHO nNpeMusa 3acTaBnseT aoaen
B NepBbIM pa3s 3aaymaTbcA 06 3TOM
ropoze U HauTu Ha KapTe ero MecTono-
noreHue. OgHaKo BarKHee TO, YTO ITOT
npu1s3, KaKk U Becb JArMneBckuin ecTu-
BaJib (KOTOPbIX MO CBOEM 3HAYUMOCTH
He yctynaeT 3anbubyprckomy, bariponT-
CKOMY Y APYrMm) AaeT BO3MOMHOCTb
NIOAAM, HUBYLLMM He B CTOJIMLLE, OLLYTUTb
MOLLHYIO KOHLI@HTPaLUIO0 CBOer UAEeH-
THUYHOCTHU. A YyBCTBYIO 3T0. Horaa A 6bin
3/leCcb B NepBbIA pa3s, TO C/blllan KOH-
uepTbl AHTOHa bartaroBa, UCnoONHABLLEro
COBPEMEHHYI0 My3bIKY Hapsaay ¢ Knac-
cuyecKo. MNMomHIo, KaKkoK 3TO Bbi3Baso
MUBOM UHTEepecC Ny6JIMKU — MpUYEM He
Y3KOro Kpyra y4yacTHUKOB (hecTuBans,

a LUMPOKOM ropoACKOM 06L,eCTBEHHO-
ctu. Ceitvac wutenu lNMepmu no cy6-
60TaM XO04AT He TO/IbKO MO MarasuHam
W1 B KUHO Ha 6n10Kk6acTtepsbl. A 3Hato,
yT0 B Poccuu ntoau oveHb MHoro pabo-
TaloT. Tenepb A yBEPEH, YTO OHU TPY-
AATCA He TONbKO, YTOObI 3apaboTaTb Ha
KocTioM ApMaHH, HO U ANA TOro, YTobbl
HaWUTU cebs, CBOIO COBCTBEHHYIO UCTO-
PHI0, CBOIO KYJIbTYPHYIO TPAAULMIO.

3T0 He HauWoOHaNU3M — 3TO obpeTte-
HUe CBOMX KOPHEW, YTO OYEHb BaHO.

THE DIAGHILEV AWARD

the diaghilev
festival is an
event that
changes the
image of
modern
russia

— WHAT IS THE MEANING OF THE DIAGHILEV
AWARD, IN YOUR OPINION, AND HOW DOES IT FIT
INTO THE CONCEPT OF THE DIAGHILEV FESTIVAL?
— It is good that there is the award

as it attracts the attention of interna-
tional companies to Perm. It is often the
award that makes people think of this
city and look for its location on the map.
However it is even more important that
the award, just like the Diaghilev Festival
as a whole (which is just as significant
an event as the Salzburg Festival or the
Bayreuth Festival), gives people outside
of the capital the opportunity to feel the
powerful concentration of their identity.

| feel it. When | first visited the city, |
listened to concerts of Anton Batagov
performing contemporary music together
with classics. | remember the vivid
interest of the audience, and not only the
narrow circle of the festival participants,
but the general public. Now, the people
of Perm don't spend their Saturdays
shopping or watching blockbusters in
the cinema. | know that people in Russia
work a lot. Now, | am sure that they don't
just work to make money for an Armani
suit, but also to find themselves, their
history and cultural tradition. It is not
about nationalism — it is about finding
their roots, which is very important.
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— KAK UMEHHO ®ECTUBAJIb NOMO-

FAET rOPOAY OBPECTHU VID.EHTVI‘-IHOCTb?

— Koraa bl npubbiBaeLwwb B Nepmb Bnep-
Bble, C camoJieTa Tbl BUAULLb TOJIbKO
60NnblUMe PEeKU U NMoNA — KaK U No Bcen
Poccuu, B Kakom 6bl HanpaB/ieHWUU Tbl He
neten. 3To KpPacuMBo, HO Thi ULLELb UAEH-
TUYHOCTb, Tbl XOY€ELLb 3HATb, KTO JIOBUT
pbIGYy B 3TOM peKe, KTO ryiseT B 3TOM
necy. He TonbKo Beab meaBean? Horpa

A NpUexan cto4a B NepBblk pas, A No4vyB-
cTBOBas, 4to [lepmb — TUMUYHbIN COBET-
CKWUM ropoz, CO CNOXKHOM COBETCKOM UCTO-
puen. Ho cernuac B coBpemeHHon Poccum
NPOUCXOAAT HEBOO6Pa3MMble U3MEHe-
HUA, U MeHS, NPU6LIBLUErO Cloga U3 LeH-
Tpa 3anagHon EBponbl, 3TO Bnevartnser.
JarnneBcKui thectMBaib — CObbITHE,
KOTOpOe MEeHSEeT NpeacTaB/ieHUue O CoBpe-
MeHHon Poccuu. OH nomoraeT ropoay
0bpecTH CBOK MAEHTUYHOCTb, CKasaTb,
YTO 3TO He TONIbKO PEKMU U Nleca, He
TONbKO YacTb COBETCKOM UCTOPUMU, HO ITO
MecTo, rae npoBen cBoe AeTcTBO [Jarunes
Y rae 6epeXHO CoOXpaHeHbl BeLLU, CBA-
3aHHble C ero }u3Hbto. PecTuBanb o4YeHb
BaeH gna ropoaa. OH caenan Nepmb
3ameTHOM Ha Kapte. Koraa nAatb ner
Hasag, cobpaBlUUCh Cloga, A TOBOPUI, YTO
noexan B [epmb, MHe HEAOYMEHHO 3aaa-
Ba/u Bonpockl: «4Y10? Mepmb? ae aTo?»
Cenuac, Korga Tbl roBopyllb B EBpone o
Mepmun, Tebe oTBevatoT: «/la, 310 ropog,
JaruneBa v Tam NpoxoAauT hecTUBaNb».
Tak nocreneHHo NepMb 3aHUMaeT BUA-
Hylo nosuuuio B EBpone. Bot nouyemy

3TOT (hecTUBaIb OCOGEHHO BaKeH.

— C/1bILLAJZIU JIX Bbl O NMPOEKTE PEKOHCTPYK-
LIMM NMEPMCKOIO TEATPA OMEPbl M BAJETA?

— [la, A 3Halo 0 pasroBopax Npo HOBbIA
TeaTp, KOTOPbIM HEO6XOAUMO NMOCTPOUTL
B MNMepmu. 310 6b110 6bI CBOEBPEMEHHO

U aKTyanbHo. U a Hagetocb, 4YTo Poccua
— HKaK o4yeHb 6oraTtaa cTpaHa, KoTopas
MMeeT BO3MOMKHOCTb cAeflaTb MHOroOMWA-
JIMOHHYIO PEKOHCTPYKLMUIO Bonblioro Tea-
Tpa B MocKBe U ocyLecTBUTb NOCTPOMKY
HOBOWM cueHbl MapUMHCKOro TeaTtpa B
CaHKT-lNeTepbypre — CMOMET NOCTPO-
UTb MaJleHbKUI COBPEMEHHbIX TeaTp B
Mepmu. Hago nbiTatbecAa caenartb 3TO.
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— HOW EXACTLY DOES THE FESTIVAL

HELP THE CITY FIND ITS IDENTITY?

— When you arrive in Perm for the first
time, what you see from the plane is just
large rivers and fields, just like all over
Russia, whatever direction you travel. It

is a beautiful view, but you are looking
for identity, you want to know who fishes
in that river and who walks in that forest.
There aren’t just bears, are there?

When | came here for the first time, | felt
that Perm was a typical Soviet city with

a complicated Soviet past. However,
today in modern Russia some incredible
changes are taking place, and arriving
from the centre of Western Europe, they
impressed me. The Diaghilev Festival

is an event that changes the image of
modern Russia. It helps the city find its
identity, explain that it is not only about
rivers and forests, and it is not only a part
of history of the Soviet Union, it is also the
place where Diaghilev spent his childhood
and where things associated with his life
are preserved carefully. The festival is
very important for the city. It has made
Perm a noticeable destination on the map.
When | was planning my trip to Perm five
years ago, people would ask me puzzled
questions: ‘What? Perm? Where is it?’
And today when you talk about Perm in
Europe, people reply: ‘Yes, it is the city
of Diaghilev where the festival is held’.

In this way, Perm is gradually occupying
a prominent position in Europe and that
is why the festival is so important.

— HAVE YOU HEARD ABOUT THE

RECONSTRUCTION PROJECT FOR THE

PERM OPERA AND BALLET THEATRE?

— Yes, | know they say a new theatre
needs to be built in Perm. It would be
timely indeed. | hope that Russia — a very
rich country that can afford a multimil-
lion renovation of the Bolshoi Theatre in
Moscow and construction of a new stage
in the Mariinsky Theatre in Saint Peters-
burg — can build a small modern theatre
in Perm. The attempt is well worth it.
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WNHTepBbIO

¢ Hepapom MopTbe:
HaTtanba KonecoBa
(darnneBcKum
tectuBanb-2013)

Interview

with Gerard Mortier:
Natalia Kolesova
(Diaghilev Festival
2013)
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— MHOIME POCCUMCKUE MY3bIKANIbHbIE GECTU-
BAJIU TOPAATCA KACCOBbIMU UMEHAMU B COCTABE
YYACTHUKOB, HO NPU 3TOM, KAK MPABWNO, NPEA-
CTAB/NISIIOT MYBMKE TPAULIMOHHBIE, I0BO/IbHO
MPEACKASYEMBIE MPOTPAMMbI. AArMIEBCKUM
®ECTUBAJIb B 3TOM OTHOLUEHWU OCOBEHHbIN?
— B AaHHbIM MOMEHT ecTUBanb He
o6pemMeHeH NpPAMbIMU CBA3AMU C KOM-
MepLUUaIM3MPOBaHHbIM My3blKalbHbIM
MUPOM. ITO 3HAUMT, 4YTo JlaHr-JlaHr He
6yaeT OTKpbiBaTb Haw ecTtMBanb. ITo
npoekKT, 6narogapa Kotopomy Teozop
KypeHT3uc 1 Mapk ae MoHu nbiTatoTcaA
nokasatb B [lepmu HOBble My3blKa/bHble
pa6oTbl. Hanpumep, thaHTacTU4YecKoe
npeacraefieHUe 3Toro roaa — My3bl-
KaJibHO-TaHLUeBa/bHbIK nepdopmMaHc
N3paana MNnbLBaHa, BENIMKOro xopeo-
rpaca KoTopblii BO3poaun haameHKo.
KoHe4yHO, MEHA MOXHO YMPEKHYTb B
HEeOOBLEKTUBHOCTH, MOCKO/ILKY NOCTa-
HOBKa, KoTopanA 6yaeT npeacTaBieHa Ha
thecTMBane, nepBoHa4anbHO Gblna coO3-
AaHa no moen uHMumnatmuee. A ckasan
MapHRy ae MoHU: « Tbl AOMKEH NpUrIacUTb
ero, 4to6bl noan U3 Nepvn U Apyrux
ropogoB Poccuu nonyumnu nonHoueHHoe
npeacraB/ieHUe, YTO e TaKkoe laMeHKo.
Mpuuem chnameHKO He KaKk KOMMepYeCKUM
NPOAYKT, @ Kak Be/IMKOe UCKYCCTBO®.
ManbBaH — haHTaAcTUYeH, OH 60r, OH
noao6eH HMRHMHCKOMY CO CBOEei xopeo-
rpacmen. Oco6eHHO BaxHO, YTO NoKas
ManbBaHa coctoancsa B Mepvu. He B
MocKBe, rae Kamabii feHb NMOJMIOH 3Ha4YU-
TeNbHbIMU KYNbTYPHbIMKU COBbLITUAMMU, He B
MeTtepbypre ¢ ero MapMUHCKUM TeaTpom,
rae CTaBATCA BEJIMKUE CMEeKTakIu, — a

B ropoAe C ApYron, noka ele majeHb-
KOM ponbio, HO, N0 MOEeMy ry6oKoMy
y6exaeHuto, ¢ 60/bLLIXUM NOTEHLUANOM.
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— MANY RUSSIAN MUSICAL FESTIVALS PRIDE
THEMSELVES ON THE BOX-OFFICE NAMES IN THEIR
LINE-UP OF PARTICIPANTS, WHILE AS A RULE,
OFFERING CONVENTIONAL AND QUITE PREDICTABLE
PROGRAMMES TO THE AUDIENCE. IS THE DIAGHILEV
FESTIVAL ANY DIFFERENT IN THAT RESPECT?

— At the moment the festival is not
burdened with direct links to the commer-
cialised musical world. It means that
Lang Lang will not open our festival. It

is a project that helps Teodor Currentzis
and Mark de Mauny show new musical
works in Perm. For example the fantastic
performance of this year — the musical
and dance performance by Israel Galvan,
a great choreographer who has revived
Flamenco. People may accuse me of
being biased of course, since | initi-
ated the production that will be shown
at the festival. | told Mark de Mauny:
‘You should invite him for the people of
Perm and other cities of Russia, to get a
comprehensive idea of what Flamenco
really is — Flamenco as a great art, not
as a commercial product’. Galvan is
fantastic; he is a god; he is like Nijinsky
with his choreography. It is particularly
important that Galvan's show takes
place in Perm. Not in Moscow, where
there are so many cultural events every
day, or in Saint Petersburg with its
Mariinsky Theatre and all the master-
pieces staged, but in a city that has got
another role, a small role so far, but |
truly believe, one with great potential.
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ero yyactue
Oo3Ha4asno
BbI30B,
camooTAauyy,
y10BOJIbCTBUE,
npuKatoyeHue!»

Hepap MopTbe 6bin AeATesNbHbIM NPOBUA-
ueM. OH U3MeHUN onepHbIX XKaHp — He
KaKoM-TO 04HOW NOCTAHOBKOM UK CepUen
CMNeKTaK/ien, a CBOUM LLeJIOCTHbIM MOAXO0-
JoM K Teatpy. [Ae 6bl OH HU HaxoauncH,
yeM 6bl HYU 3aHMMANCA, pe3ynbTaT Bceraa
nonyyanca norpscawowmm. Ero yyactue
03Ha4yasio BbI30B, camooTAa4y, yA0BOJb-
CTBUe, NMPUK/IIOYEHUE, CTaHOBUBLLUEECH
BO3MOHbIM 6n1arogapsa ero rny6oKom
y6emAEHHOCTU U XY 0HECTBEHHOMY BKYCY.

Hukomy n3 Hac, 3HaBLKMx HHepapa n pabo-
TaBLUMX C HUM, YKe He CTaTb NPEeXHUMM.
Ero npeaBuaeHue, Bceraa npakTUyHoOeE,
ero 6naroxenarenbHoe NPUCYTCTBUE BOO-
OVLWEBNANU KamablA pa3roBop, Kamayto
peneTuumIo, Kamabli NPoeKT. Y1o ewe
yAUBUTENIbHEE, He CTaTb NPEHHUMU U ero
ConepHUKam, KpUTUKaM U Heapyram. To,
4YTO OHU Aenanu U NPoAOoKaloT AenaTb,
— 3TO peaKkuM1Aa Ha ero BuaeHue, nuaep-
CTBO U Ha NOCTOSIHHbIW BbI3OB C €ro CTo-
poHbl. UcxoamBlumi ot Hepapa *KMBOT-
BOPHbIM CBET B PaBHOM CTENeHu pac-
NPOCTPaHA/NCA Ha ero Apy3en U Bparos.

Hepap obnagan pegkum gapom — emy
6bls1a OTKPbITa TOHKaA alXMMUA B3aUMOOT-
HoweHuHn. MHorne M3 Hac o6penu rnaBHbIX
B CBO€M *KW3HU TBOPYECKUX NapTHEpPOB
6narogaps BAOXHOB/IEHHOMY 03apeHUto
WU HEHaBA34YUBOMY MpPUrNalleHuto
Hepapa. Pe3ynbraTthbl 3TOr0 COTPyAHUYE-
CTBa MOMHO YBMAETb U yCabilaTb Ha
cLeHe, HO MHOruve Aesa U NpoeKThbl
Hepapa ocratorca 3a cueHo. OH pacluum-
pun U nepeobopyaoBan npegHasHa4yeHHble
ANA Ny6/IMKKM NpoCcTpaHCTBa TeaTpa
Jla-MoHHe B Bptoccene u pectuBanbHOro
ABopua B 3anbuéypre, 06HOBWU UX UHTE-
pbepbl U OCBeLLEHUE, HO TaKKe OTPEeMOH-
TUpoBan yoopHble, co3Aas HOBble peneTu-
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his imprimatur
guaranteed
challenge,
engagement,
pleasure,
adventure!

Gerard Mortier was a mercurial operatic
visionary who transformed the art form -
not with a particular production or body
of work, but with an attitude. Wherever
Gerard was and whatever he was doing,
you knew it would be exciting. His impri-
matur guaranteed challenge, engage-
ment, pleasure, and the kind of adventure
informed and made possible by profound
conviction and deep connoisseurship.

None of us who knew and worked

with Gerard will ever be the same. His
visionary, always practical, and constantly
generous presence enlivened each
conversation, each rehearsal, each
project. Perhaps more amazingly, many
of Gerard’s rivals, critics, and adversaries
will never be the same either. They also
did what they did and are doing what
they are doing in response to Gerard’s
vision, leadership, and permanent chal-
lenge. Gerard’s particular brilliance is

to be equally vital and ultimately influen-
tial to his friends and to his enemies.

Gerard’s rare gift was his sense of the
delicate alchemy of collaboration. Most of
us have met some of the most important
artistic partners of our lives courtesy of
Gerard’s inspired insight and at Gerard’s
elegant invitation. The results could be
seen and heard on stage, but many of
Gerard’s commitments and innovations
remained backstage. While he enlarged,
opened, and filled the public spaces of the
Theatre de la Monnaie and the Salzburg
Festival with art and light, he also redid the
bathrooms, created new rehearsal spaces,
and in Salzburg, opened a new canteen
for artists and staff that finally served good
food. He always took care of the people
who remain unknown to the public but
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Mutep Cennapc,
pexuccep

Peter Sellars,
director
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LIMOHHblEe MJiolaaun, oTKpbia B 3anbubypre
HOBYIO CTOJIOBYIO AJ11 apPTUCTOB, YTOObI
OHMW MOI/IM HaKoHeL, XopoLwo nuTaTbes. OH
Bceraa 3aboTunca o Niaax, He3aMeTHbIX
ONA Ny6/IMKKU, HO CO34aloWMUX U NOAAEPHKHU-
BaloLMX HeOB6X0AUMYIO ANA TBOPYECTBa
OKpYHaloLLyo cpeay, NOCKONbKY 6aarono-
JNlyyne 3ToM cpeabl yay4ywaet atmoceoepy,
obnaropauBaeT NPOUCXOAALLYIO B HEH
TBOPYECKYI0 pabory.

Ho 3ToT KpaiiHe AeNUKaTHbIA, UHTENIN-
reHTHbIM Ye/IOBEK B TO e Bpems 6bla1 60p-
uoM. Ero pbiLlapCKomy Ayxy HyKHbl 6bIU
OPaKOHbI, @ eC/IM UX He HaxoAuNoCb, OH
co3gaBan ux cam. Ero octpbii A3bIK U
HenoKoJsie6Mmble HpaBCTBEHHbIE MPUH-
LMMbl HAXXUIX eMy Hemano Bparos. Ho B
ero aywe 6opua He 6bI10 MecTa 3n106e U
YHbIHUIO.

Mo Beyepam OH npurnaiwian apTUCTOB OTY-
MHaTb 3a ero cYeT, NPOCTO TaK, paau
YAOBONbCTBUA, Paj UHTENNIEeKTYaNIbHbIX
NnoeauHKOB, APYHECKON 60NITOBHU, XOPO-
LIero BUHa, NPeBOCX0A4HOro o6cnyuBa-
HUA. OH LeHUN BCE Nydllee B 3TOM HU3HM,
B TOM yncne cpeau nogen. Mumo ero rnas
He NPOXOoAWNU Monogpble AapoBaHUA, MUMO
ero csiyxa — oHble TaNaHT/IMBbIe NeBLpbl,
AUPUKepbIl, UHTepecHble uaenu. OH MHOro
YyuTas, ero saHMmanu 6eceapbl o 6yaywiem
EBponbl. OH 3aKnto4an B cebe uaeanbHbln
o6pas eBponenua — 6e3yaepHHas TAra K
NPOCBELLEHUI0, Ky/IbTypa, TOHKOCTb, NPO-
rpeccuBHbIE€ NPUHLMNMDI, BbICTPOEHHbIE Ha
thyHAaMeHTe TaK HeNlerko AoCTaBLIerocs
trnocotcKoro Hacneaus. U, KoHevHo,
Tpaauumu.

OpaHoM U3 rnaBHbIX TPaAULMUK 6bl1 CKaH-
pan. epap 3Has, 4TO 3TO NOJIE3HO ANA
pena. OH noHMman, Yto He6naronpUAaTHble
OT3bIBbl U OXeCTOYeHHasA KPUTUKA ULLb
noaorpeBalrT UHTEpeC Ny6/UKKU U obecre-
yuBalT eMy MecTo B UCTOpUU. OH 3Han,
YTO NI0OAAM CBOMCTBEHHO MEHATb MHEHHUe,
YTO }KapKHUe CMnopbl CTAHOBATCA COObITU-
MU, O KOTOPbIX A0JIFO MOMHAT U B KOTO-
pbIX KaXabli NPUHUMAET TY UK UHYIO CTO-
poHy. Ho yenoBeuyecKasa npupoaa TaKkoBa,
4YTO CO BPpEMEHeM MPOTUBHUKU MOTYT CTaTb
CTOpOHHUKaMH. O6LLasacb ¢ Haubonee KoH-
CepBaTUBHbIMWU EBPOMNENCKUMHU yUpeHae-
HUAMU U nepcoHamu, Hepap nobun ux
NpoBOLMPOBaTb, U 3TO CBUAETE/IbCTBYET O
€ro My*ecTtBe U CTOMKOCTH.
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who create and sustain the deep ecology
of craft and meaning and well being that
elevates the atmosphere, and ennobles the
fineness of the work that comes out of it.

This hyper--delicate, deeply cultured
man was also a fighter. His chivalrous
nature demanded dragons, and if they
weren’t there, he could create them.
His sharp tongue and unquestioned
moral high ground made him enemies
wherever he went. But his fighting spirit
was not grudging or depressed.

He took artists out for dinner most nights
at his own expense for the sheer pleasure
and stimulation of intellectual sword play,
good gossip, fine wine, and excellent
service. He appreciated the finer things in
life, including people. He had an eye for
young talent, and an ear for an emerging
singer, a new conductor, or a good
argument. He read constantly, and placed
himself in the heart of the conversation
focused on the future of Europe. He epit-
omized a European ideal — sparkling with
enlightenment zeal, cultivated, nuanced,
and with a permanently progressive stance
that was the fulfillment of a hard--won
philosophical heritage. And tradition.

One important tradition was scandal.
Gerard knew that it was good for business.
He understood that angry responses and
devastating reviews guarantee a place

in history and make sure you’ll be talked
about. He knew that human opinion tends
to shift, and that a flaming controversy

will create the occasion that no one will
forget, and that will insist that everyone
takes sides. And then, human nature being
what it is, those sides quietly begin to
shift. Gerard’s delight in provocation as

he engaged some of the most conserva-
tive institutions and individuals in Europe
testified to his courage and confidence.

He was a master of the creative budget —
Gerard structured the available money
around his creative priorities rather than
the opposite. His insistence that the
economics exist to serve the ideals of
society rather than the other way around
was embodied in every financial plan. The
last years of budget cuts for culture in
Spain were painful, but Gerard responded
positively, responsibly, with seasons
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Hepap ocraBanca TBOpUOM U B (PUHAHCO-
BbIX Aefilax: CTpos 6loAKeT, OH UCXO4MUN U3
CBOMX TBOPYECKMX MJIaHOB, a He NOoACTpa-
MBan UX NoA AOCTYNHble CPeACcTBa. JKOHO-
MWKa A0JIHKHA CNYHKUTb O6LLECTBEHHbIM
uaeanam, a He HA060pOT — 3TOMY NPUH-
LMYy OH NOAYUHAN BCE (HMHAHCOBbLIE
nnaHbl. B nocnegHue rogbi B UcnaHmm
MMEJI0 MECTO O4YeHb 60/Ie3HEHHOE COKpa-
LLLleHWe pacxoAoB Ha KynbTypy, HO epap B
3TOM CUTYaLMK NPOABUA NO3UTUBHBIN
HacTpPOW U OTBETCTBEHHOCTb, NpoBeAs
HECKOJ/IbKO HebbIBaJIbiX MO TBOPYECKOM
AKTUBHOCTH CE30HOB, He OTCTYNUB Nepes,
thMHaHCOBbIMM TPYAHOCTAMU U HE Hapy-
LUMB CBOUX YOemAeHUN nepes UMLoMm
06L,eCTBEHHOCTH.

MoKanyi, HA OAUH PYKOBOAUTE/Ib ONEPHOro
TeaTpa He BepuAa B NMOTEHLMA 3TOro KaHpa
TaKk TBepAo, KaK Hepap. o ero rnybokomy
yb6exaeHuio, ornepa — 3TO He POCKOLLb, a
BHK/1aZ, B 06LLeCTBEHHOE U NOJIMTUHECKOE
6narononyyre. Kak TOHKUIM 3HATOK UCKYC-
cTBa, OH TpeboBan cob0AeHUA BbicOYan-
LLIMX UCTMOJIHATE/IbCKMUX CTaHAApTOB U
COBepLLUEeHCTBOBAaHWUA apTUCTUYECKOro
MacTepcTBa, HO NMPXU 3TOM OH ropsA40 Bepu,
YTO BbICOKOKJIACCHbIM KY/IbTYPHbIM NPOAYKT
NPUHAANEKUT KaKAOMY rpamaaHuHy, U
MMEHHO NMOTOMY, YTO OH TaK xopoll. OH cyu-
Ta, YTO KamAbli UMEET NpaBo y4yacTBOBaTb
B NIYYLLUMX AOCTUMKEHUAX AEeMOKPaTUYECKOM
KY/IbTYpPbl, KOTOPas No onpeAe/ieHUto 06b-
eMHAET MHOMeCTBO TOYEK 3PeHUA U ABNA-
eTca nnowaaxkon ana auanora. CbiH
neKaps, OH OT/IMYHO 3HaJ, YTO My3blKa —
37O Aopora, Beayllasa Bnepea U BBEPX.

BarnaHyB Ha aduy TeaTpanbHOro ce3oHa
60/IbLUIMHCTBA OMEPHbIX TeaTPOB, Mbl YBU-
AWM CNyYanHbIi CMUCOK Ha3BaHUU. Ce30H,
noarotoB/ieHHbIN Hepapom MopTtbe, Hanpo-
TUB, CTPOMUJICA BOKPYI COAEPHKAHUA NPOU3-
BeAEHWH, onpeaensanca Ux npobaemMHo-
CTblO, UX MECTOM B pPAAY BarHEMNLIUX
BOMPOCOB, CTOALLMUX CEroAHsA nepes, 4Yeno-
BeyecTBoM. Onepa, KaKk ee noHuman Hepap
MopTbe, ABnAeTCA He pasBievyeHUeMm, a
BOMJIOLLEHWEM 06LiecTBa, BO3HECEHHbIM B
LapCTBO Bpamabl U BeCenbs, rae KoH-
(hAMKTBI U NPOTUBOPEYUSA, CIMBASACHL B MHO-
roron0Ccom, MHOroC/IOMHOM (hyre, ycTpemns-
loTCA B 06/1aCTb TPAHCLEHAEHTHOrO.

3710 ncryccreo. N Hepap Moptbe rny6oxo
B HEro0 BEPUII.
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of breathtaking artistic ambition, un--

intimidated and undeterred by financial
pressures, emerging with his deepest
beliefs intact and in front of the public.

Probably nobody before Gerard who ran an
opera house ever had his depth of belief
in the possibilities of the art form. Gerard
believed deeply that opera was a contri-
bution to social and political well--being,
and not a luxury item. His artistic discern-
ment insisted to the end on the highest
standards of performance and artistry of
the greatest refinement, but he believed
passionately that this high--end product
belonged, exactly because it was so

finely made, to every citizen. He believed
that it was the right of every citizen to
participate in the finest achievements of a
democratic culture, a culture that by defi-
nition embraces controversy and elevates
dialogue. The baker’s son knew that music
was a path that led forward and upward.

A glance at the season of most opera
houses reveals a fairly random list of
titles. A season crafted by Gerard Mortier
is, by contrast, built around the content
of the works, their contribution to a larger
discussion, and their place in relation

to the most powerful issues that face
humanity today. Opera, as imagined and
presented by Gerard Mortier, was not an
entertainment option, but an essential
embodiment of the society itself, lifted
into a realm of confrontation and exhilara-
tion — the conflict and the contradictions
translated into a multi--vocal, multi--
leveled fugue that touches transcendence.

That is the art form. Gerard
Mortier believed in it deeply.
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'LiMTaTa U3 CTUXOTBO-
penua Uocuda bpoa-
CKoro « BeHeuunaHckue
cTpodbl (2)» (1982)

A quote from the
poem Venetian
Stanzas Il (1982) by
Joseph Brodsky

BbICTABKH

& [lMepmcKaa rocyaapcTBeHHas
XyZOMecTBeHHas ranepes

EXHIBITIONS

@ Perm State
Art Gallery

OTKPbITUE BbICTaBKH
« “nemsam, cnocobHbIM 060UTUCL 6€3
MEHS...” PYCCKUM B3rNAA Ha BEHELUIO»

KypaTop BbICTaBKH

Uropb MapTbIHOB

KaHIUIAT UCKYCCTBOBEICHUS,
IOIEHT, 3aBEAYIOLIIIA CEKTOPOM
3aIagHOEBPOIEHCKOTO NCKYCCTBA
MIEPMCKON TOCYJapCTBEHHOM
XYAOKECTBEHHOU rajepen

«...MNeun3ax, crnocob6HbIN
oboHTUCh 6e3 MeHA»'

«3pecb B BeHeuun, — rosopun Cep-
rev Jarunes, TaK ¥e 60XKeCTBEHHO, KaK
Bceraa — A8 MeHA 3TO MEeCTO YCMOKO-
€HU1A, eAUHCTBEHHOE Ha 3eMJ/ie, U K TOMY
e MeCTO pOXAeHUs BCeX MOUX MbIC/EN,
KOTopble A MOTOM pacCKasblBalo MUPY».

Pyccrkasa BeHeuuaHa 3akpen/ieHa B 6ora-
TOW XyAOMECTBEHHOM UcTOpUU. BecTpeua
C ropoZom Ha BoAe, ropogoM-MUPaKoM U
ropoAoM-CKa3Kon A1 MHOMUX AeATeNen
OTe4YeCTBEHHOro UCKyCcCTBa CTaHOBU1aCb
cyAb60OHOCHOM. 3a TpU cTONETUA KapTUHa
«pyccKoi BeHeuun» opraHMyHO Bobpana
Y NPUJIEHKHYIO JOKYMEHTa/IMCTUKY OT4YeTa
NMeTPOBCKOro cTonbHUKa letpa Toncrtoro,
M No3aTU4YecKui cnor AnekcaHapa bnoka
1 Ocuna MaHaenbwTama, COTBOPUB-

LKX HOBbIA MU « CUATENbHENLLIEN.

BbicTtaBKa B [lepmMCKOM rocyaapcTBeH-
HOM XyA0eCTBEHHOM rasnepee no3BoJUT
noceTuTeNnAM mMyses HacnaguTbCA U3bl-
CKaHHOM YTOHYEHHOCTbIO MaHOpaMHbIX
BMAOB Lapuubl Aapuatuku. Ciouta us 36
BUaoB BeHeuuu 6bina BbinonHeHa B XVIII
BeKe rpaBepom AHTOHUO BU3EHTHUHM.
HesaypsaaHbii mactep odoprta, Busen-
TUHU BbINOJIHUA Bblipa3uUTe/IbHYIO UHTEP-
npeTaLuio HMUBOMUCHbLIX BEAYT BEJIMKOIo
Kananetto. Bnarogapsa 3Tor U3ALLHOM
rpacUyecKomn « aHLUUKIoNeaAun» BeHeuuna
obpesia MHOro4YUCNIEHHbIX NMOK/IOHHUKOB,

the opening of the exhibition
'a landscape quite happy here without
me..." the russian view of venice

the curator of the exhibition
igor martynov

candidate of art history

and head of the department
of western european art at the
perm state art gallery

‘...a landscape quite happy
here without me”

Sergei Diaghilev said: ‘Here, in Venice,
everything is divine, as always. For

me it is the place of tranquillity, the
only one in the world, as well as the
place of the birth of all my thoughts
which | then share with the world’.

Russian Venetiana occupies its place
in rich art history. Visiting the city on
the water, the mirage city, the dream
city was crucial for many figures of
Russian art. For three hundred years the
image of ‘Russian Venice’ has naturally
embodied the precision of travel notes
of Pyotr Tolstoy, the stolnik of Peter the
Great, and the poetic style of Alexander
Blok and Osip Mandelstam who have
created a new myth of the Serenissima.

The exhibition at the Perm State Art
Gallery will allow visitors to enjoy the
refined elegance of panoramic views of
the Queen of the Adriatic. The suite of
36 views of Venice was created in the
18th century by the engraver Antonio
Visentini. An outstanding master of
etching, Visentini made an expressive
interpretation of picturesque vedute
painted by great Canaletto. Thanks to this
refined graphic ‘encyclopaedia’, Venice
has gained numerous admirers who had
fallen in love with the Piazza San Marco
and the Palazzo Ducale long before
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BAo6aaBWKMXcA B nbAuLy CaH-MapKo 1
nanauuo Jloxen 3a401ro 40 OYHOro 3Ha-
KomcTBa. Cpeau HUX M HalKW MHOFOYMC-
JIeHHble COOTe4YECTBEHHUKH, AN1A KOTO-
pbiX Marva ropoga B laryHe crana UCTouy-
HUKOM TBOPYECKMX BAOXHOBEHUMN.

MpocTpaHCTBO 3KCMO3ULMH CTAHO-
BUTCA AMaNoroM, B KOTOPOM NPOCTpaH-
CTBO ropoza «rnpopacraet» rpau-
KoM UcKyccTBa cnosa. AnonnoH Mpu-
ropbeB U AneKkcen AnyxTtuH, HMKonam
'ymuneB 1 Bacunuii PosaHoB, AHHa
AxmaToBa v NaBen MypaToB MHTOHU-
PYIOT NPOCTPAHCTBO, OTKPbIBaA HOBble
CO3BYy4YHs, pUMyIOLLUE JIMYHOCTHOE
Tenepb U BEHELMAHCKoe Bceraa.

Ocobasn cTpaHULa pycCKoi BeHeunaHbl —
cTuxu 1 npo3sa Nocuda Bpoackoro. B
nersamax ApeBHEro roposa U3rHaHHUK
«CeBepHol BeHeLun» UHTYUTUBHO Npea-
yragbiBaeT cBoe MecTo Mexay Bacunbes-
CKMM ocTpoBoM U ocTpoBoMm CaH-MuKene.

«lna3 B aToM ropoae obpeTtaeT camo-
CTOATENIbHOCTb, NpUcyllyto cnese... Cno-
MUNOCb TaK, 4YTo BeHeLua ecTb BO3-
nobneHHasn rnasa. Cnesa ectb npea-
BOCXMLLLEHWE TOrO, YTO MAET ras B
6yaywem» (L. bpoackuit, « Habe-
peXHaA HeucueNUmbIx», 1989)

3KCcno3uuMaA BHIOYAET HUBOMUCH U
rpacmKy BeHEeLMaHCKOM Xy/l0KeCTBeH-
Ho# wHKonbl XVI—XVIII BB., npon3Bse-
JeHUA COBpeMeHHbIX MacTepoB rpa-
$UKHU N AeKopaTUBHO-NPUKIAAHOIo
WUCKYCCTBa, BUACOUHCTANNALMMN.

EXHIBITIONS

their actual acquaintance. Among them
there are plenty of Russians, for whom
the magic of the city in the lagoon has
become a source of creative inspiration.

The exhibition space becomes a
dialogue, where the space of the city is
permeated with graphics of the art of
words. Apollon Grigoryev and Aleksey
Apukhtin, Nikolay Gumilev and Vasily
Rozanov, Anna Akhmatova and Pavel
Muratov set the tone of the space by
finding new accords that rhyme the
personal ‘now’ and Venetian ‘always’.

Poetry and prose of Joseph Brodsky
occupies a special place in Russian
Venetiana. In landscapes of the
ancient city the outcast of ‘Venice
of the North’ intuitively foresees his
place between Vasilyevsky Island
and the island of San Michele.

‘The eye in this city acquires an autonomy
similar to that of a tear... As the world
goes, Venice is the eye's beloved. A

tear is the anticipation of the eye's

future’. (J. Brodsky, Watermark, 1989)

The display includes painting and
graphic works of the Venetian school
of 16th to 18th centuries, works of
contemporary graphic and applied
arts and video installations.
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BbICTABKH

@ My3el coBeTCKOro HauBa

EXHIBITIONS

& Museum of Soviet Naive

OTKPbITUE BbICTaBKH
BaCU/IMA FPUrOpPbLEB.

K 100-neTUto CO AHA poXKAEHUA
XYAOMHUKA

KypaTop BbICTaBKU

o/fibra AbAKOHULIbIHA

UCKYCCTBOBE]I, CIEIUAIUCT B 00JIaCTH
HAMBHOT'O MCKYCCTBA, MPEIoiaBaTelb
MOCKOBCKOTO F'OCYIapCTBEHHOTO
aKaeMIIeCKOrO XyIOKECTBEHHOTO
I/IHCTI/ITyTa HNMCHMU B. U. CypI/IKOBa

MUcTtopua HaMBHOIro UCKyccTBa gaet
HaMm YHUKaNbHbIE NPUMEPbI CMOHTaH-
HbIX MpPoOAB/EHUIM TBopyecTBa. He nvesn
npodeccrUoHanbHOM NOArOTOBKH, CO3-
JaTeNIn 3TUX camobbITHbIX NMpou3Bese-
HUW TPYAATCA MO HAUTHIO, UCNONb3YA
CBOW }MU3HEHHbIW ONbIT U AOCTYMHbIE
MaTtepuanbl. 34ecb Mbl CTa/IKUBa-
emcsA ¢ 0co60oi HopMOir UHTYUTUBHOIO
MacTepcTBa, o6HapyKuBaem cnelubu-
YeCKUe XyA0KEeCTBEHHbIe CUCTEMDI,
cBoeobpasHble npuemMbl 0606LEeHHUA U
XYZ0HECTBEHHOM BbIpa3UTE/IbHOCTH.

MHorve U3 aTux Xy40HWUKOB He NoAo0-
3peBaloT, YTO UX paboTbl MOrYyT aHaNU-
3UMpoBaTbCH, KaK NPoOU3BeAEeHHUA UCKYC-
CTBa M 3KCMNOHUpoBaTbcA B My3esx. He
CKOBaHHble HUKaKUMKU KaHOHaMU U npa-
BW/1aMM, OHM, Kaabl¥ NO-CBOEMY, CO3-
JaloT uaeasbHbli MUP KpacoTbl U cya-
cTbA. U306paraembii 3eMHOM parh UM
KaeTcA peanbHbIM U AOCTUMUMbIM.

K TaKMM YHUKaNbHbIM ABAEHUAM OTHO-
CUTCA TBOPYECTBO POCCUMCKOIO XyA0MH-

HUKa Bacunusa Mpuropbesa (1914—1994).

®dopmanbHo ero 6uorpadusa TUNUYHA
ANA TOro NOKONEHUA COBETCHKUX Nt0AeMN,
KOTOpble C 3HTY3Ua3MOM U BEPOH CTPO-
WM HOBOE KOMMYHUCTUYECKOoe 0bLLe-
ctBo. Ho ecTb B Hel oa4HO o6cTOATENb-
CTBO, KOTOpOE MOMOIJIO eMy CTaTb YHU-
KaJibHbIM XYAOMHUKOM KOHLUa XX BeKa.
lpuropbeB cymen coxpaHWUTb B Aylle TOT

opening of the exhibition
vasily grigoriev.
for the 100th anniversary

exhibition superviser

olga dyakonitsyna

art historian, specialist in naive art
and lecturer at the moscow state
academic art institute

The history of naive art gives us a unique
example of spontaneous expression of
creativity. Lacking formal training, the
creators of these distinctive pieces of
art work intuitively use their own life
experiences and the materials that they
find available to them. Here we find a
special form of intuitive skill and can
see a specific art system, original tech-
niques of generalisation and artistic
expression. Many naive artists are
unaware that their work can be viewed
and analysed as a work of art and be
exhibited in a museum. Not constrained
by rules and canon laws, each is able
to individually create an idealistic world
filled with beauty and happiness. This
depiction of earthly paradise comes
across as real and achievable.

The work of the Russian artist Vasily
Grigoriev (1914—1994) fits in to this
unique category of art. His biography

is faithful to the typical upbringing of

a generation of Soviet people, who,
filled with enthusiasm and strong belief,
began building the new Communist
society. But within this background
there is one factor that helped Grigoriev
become one of the most unique artists
of the twentieth century. He managed
to preserve within the party slogans an
uncomplicated approach to life, which
is associated with simple childhood
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He3aMYTHEHHbIA NapTUMAHbIMK JTIO3YHraMu1
NOAX0Z, K }KU3HU, KOTOPbIN Obis1 CBA3aH
C BOCMOMMHaHUAMU AETCTBA U TpaauLm-
OHHOW HApPOAHOM KyNbTYPOM, rae Noau
HMWUIN pasMepeHHOW TPYA0BOM HU3HbIO,
a KpecCTbAHMH Ha 3emJsie 6bl1 XO3AUHOM.

MuponoHuMaHue XyaoXHWKa BblAendaeT
nopAAoK Belen, obbivaeB, MECTO Yesno-
BeKa B OKpy:KatoLllei cpege. ATo Bblpara-
eTcA B ACHOM, LUMPOKOM NaHopaMme Mupa,
B €ro XMUTENCKOM JIOruKe, B MOpasibHOM
Heo6X0AMMOCTH TPyAa U nNpa3aHuKa. dTa
JIOTMKa He UMEeeT NPOTUBOPEYU, OHa
y6eautenbHa U npocta. OHa He npuemneT
Hacunua, UHAUBUAYanu3va, 6ecrnepcnek-
TUBHOCTH UCTOPUU. XYAOHHUK TPAKTYeT
}U3Hb KaK OrM4ecKU 060CHOBAHHbIN
NMOBTOP U pa3BUTUE HAKOMJJIEHHbIX LLeHHO-
cTel obLiecTBa B COlO3€ C NPUPOAOH. DTy
JIOFMKY MOMHO Ha3BaTb KaAHOHWYECKOM.

JApyrasa cywecTtBeHHaA CTOpoHa npo-
u3BeAeHU MpuropbeBa 3amevartesibHa
cBOUM onTUmMM3mMoM. PagocTHoe mupo-
owlyuieHne Xya0xHUK nog4epKMBaeT LBe-
TOM, YETKMUM JIMHEMHbIM NMOCTPOEHUEM.

Mcuxonornyeckum AocToAHUEM ero pabot
AIBNAETCA YACTOTa YYBCTB, HE3aMyTHEH-
HbIX HelOyMEeHUeM, pacTepsAHHOCTbIO U
cTpaxom. ITo oTpaMeHWe MUpa B ero Top-
HecTBe MU3HU U 340pOBbA, cocpesoTa-
yuBaeT Halle BHAMaHWe Ha MMpPOTBOpYe-
CHOM, co3uaaTeslbHOM CTOPOHE HU3HM.

KaptuHbl Bacunusa Mpuropbesa coBpe-
MEHHbIM 3pUTEe/Ib paccMaTpMBaeT He
TOJIbKO KaK BOCNPOM3BEeAEHUA AaBHO
ylweawen naeanbHOM HapoOAHON HU3HMU.
OHM CcTaHOBATCA XMBbIM MaTepuaiom
ANA pasMbIlIEHUA U PEKOHCTPYKLMH
cBoero 6yayuiero. Ha BbictaBke B My3see
COBETCKOIro HauBa, nocesweHHon 100-
NeTUIo co AHA poraeHua Bacunua Mpu-
ropbeBa, npeacraeneHo 6onee 60 pabot
XyAoxHUKa 1980-x — 1990-x U3 yacr-
HbIX KoseKuun MocKBbl U Mepmu.

EXHIBITIONS

memories, traditional folk culture, the
down-to-earth lives of peasants and
farmers, a time when people lived

a simple, unhurried existence.

The world-view of the artist highlights the
state of affairs, customs and man’s place
in his environment. This is expressed in
a clear, broad, panoramic image of the
world, seen with everyday logic, with the
moral necessity of work and celebration.
There are no contradictions to this logic.
It is convincing and simple. It does not
advocate violence, individualism or the
futility of history. The artist interprets life
as a coherent repetition and development
of values that have been accumulated

by society in unison with nature. This
logic may be described as canon law.

Another significant aspect of Grigoriev's
works is his wonderful optimism. The

joyful outlook of the artist is emphasised
with colours, and clear, linear definition.

The psychological value of his work is
purity of feelings which are free from
bewilderment, confusion and fear. This is
a reflection of our world in celebration of
life and health, which focuses our atten-
tion on making peace and being creative.

Grigoriev's paintings are not just looked
upon by the modern audience as a
glimpse into a bygone idealistic and
nationalistic life. They are a relevant
source for thought and the construc-
tion of our own future. For this exhibi-
tion at the Soviet Naive Art Museum,
which is dedicated to the 100th anni-
versary of the birth of Vasily Grigoriev,
over 60 works of art from the 1980s-
90s have been gathered from private
collections in Moscow and Perm.



174 BbICTABKH EXHIBITIONS




175 BbICTABKH EXHIBITIONS




AArMNEBCKUA GECTUBA/b — 2014

YYACTHUKH

AUPUHKEPbI

ROMMNO3UTOPbI

ApamMmaTtypru

pexunccepbl

Xopeorpadbl

6aneTmencrTepbl

XOopMencTepbl

XYAOHHHURHU

aKTepbl

nesLbl

MHCTPYMEHTa/IUCTbI

ROJITIEKTUBbI



DIAGHILEV FESTIVAL 2014
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artistic directors

conductors

composers

playwrights

directors

choreographers

ballet masters

choirmasters

set designers

actors

singers

instrumentalists

ensembles



XyZAOMHeCTBEeHHOe PYKOBOACTBO artistic directors




XYA0MeCTBEeHHOe PYKOBOACTBO

Teoaop KypeHT3uc

XyZ0KeCTBEHHbIN PYKOBOAUTEb
MeayHapoaHoro larmneBcKoro pectuBansg,
AUpUuKep

XyaoecTBeHHbIM pykoBoguTenb lMepmcKoro akage-
MUYEeCKOro Teartpa onepbl U 6aneta um. . U. Yan-
KoBcKoro. OcHoBaTeNlb U PYKOBOAMUTE/Ib OPKECTPaA U
xopa musicAeterna. OguH U3 cosparenen ectuBansa
«Tepputopua». KaBsanep OpaeHa Apy#6bl. O6naaa-
Tenb NATU NPeMUH POCCUMCKOro HauuoHanbHoro Tea-
TpanbHOro ecTuBansA-KoHKypca « 30/10TaA Macka.

Poaunca B AduHax. C Hayana 1990-x xuBeT B Poc-
cuu. YueHuK npodeccopa CaHKT-IeTepbyprckomn
rocyAapCTBEHHOM KOHcepBaTopuu UM. H. A. Pum-
ckoro-KopcaKkoBa aupuiepa Unobu MycuHa.

B 2004—2010 6bin rnaBHbIM Aupukepom Hoso-
CUBUPCKOro akageMUUYECKOro TeaTpa onepbl

1 6aneta. C 2011 roga pa6oraet B [Mepmu.

KnioyeBbie NOCTaHOBKU B ero Kapbepe: «JoH
HKapnoc» Bepau (2008) B Opéra de Paris; «[Nac-
caxupHKa» BaiiHb6epra ¢ BeHCKMM cuMOHUYe-
CKMUM opKecTpom B BpereHue (2010); Cosi fan
tutte MouapTa ¢ xopom U opKectpom Balthasar-
Neumann B bageH-bageHe (2011); « Bouuek»
Bepra (2009) v «[loH Hyan» MouapTta (2010) B
Bonblwom Teatpe Poccuu; «Jlean Mark6etr Muen-
cKoro yesaa» WWocTtakoBuua B Liopuxe (2012);
aunTtux « MonanTa»/ «MepcedoHa» (2012; Teatro
Real Madrid), « KoponeBa uHaenueB» (2013;
KonpoayKuua lNepmckon onepsbl, Teatro Real
Madrid 1 AHrnuiickoi HaumMoHanbHoM onepbl).

B aHBape 2013-ro ge6iotupoBan ¢ BeHckum chmnap-
MOHWYeCKMUM opKecTpoM Ha Mozartwoche B 3anbu-
6ypre. B Tom e rogy coctofnochb ero BbICTy-
nneHue B MIOHXeHCKOM (OUNAPMOHUU U KOHLLEPT-
HbIM Typ no EBpone coBmecTHOo ¢ Mahler Chamber
Orchestra. B ceBpane 2014-ro ¢ opKecTpoM U XOpoMm
musicAeterna BmecTte ¢ mexayHapoAHbIM aHCaM-
61em ConmucToB CoBepLUKUA racTposbHbiv Typ (Mepmb,
BepnuH, AduHbl, MapuK, JIuccaboH) ¢ nporpam-
MOW: KOHLLePTHOE MCMOoJsIHEHUE onepbl «luaoHa m
OHen» MNépcenna v ncanom Dixit Dominus Mengens.

Y maacTpo ¥ musicAeterna nognucaH KOHTpPaKT

¢ Sony Classical Ha Bbinyck Tpex CD ¢ onepamu
MouapTa: Le nozze di Figaro, Cosi fan tutte, Don
Giovanni. Kpome T0Oro, rotoBATCA OTAENbHbIE PENU3bI
c nporpammon Pamo, KoHUEepTOM 4151 CKPUMKU C
opKecTtpom [1. YarkoscKoro (conuctka — lMaTpuuumsa
HonayuHcKasn), ABa AUCKa ¢ counHeHuaMU CTtpa-
BUHCHKOro: « BecHa cBsAleHHaaA» U « CBaaebKanr.
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Teodor Currentzis

Artistic Director of

the International Diaghilev Festival,
Conductor

Artistic Director of the Perm State Opera and
Ballet Theatre. Founder and Artistic Director of
the musicAeterna orchestra and chorus. One

of the founders of the ‘Territory’ festival. Recip-
ient of the Order of Friendship. Five-times winner
of the Golden Mask National Theatre Award.

Born in Athens. Has lived in Russia since

the early 1990s. Studied at the Rimsky-Kor-
sakov Saint Petersburg State Conservatory
under Professor llya Musin. Between 2004 and
2010 Currentzis was principal conductor at the
Novosibirsk State Academic Opera and Ballet
Theatre. He has worked in Perm since 2011.

Key performances of his career: Verdi's Don

Carlos at the Opéra de Paris (2008); Weinberg's
Passazhirka [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); Mozart's Don
Giovanni at the Bolshoi Theatre in Moscow (2010);
Shostakovich's Lady Macbeth of the Mtsensk District
in the Zirich (2012); operatic double-bill lolanta and
Persephone at the Teatro Real in Madrid (2012); The
Indian Queen (co-production of the Perm Opera with
Teatro Real and the English National Opera, 2013).

In January 2013 he made his debut with the Vienna
Philharmonic at Mozart Week in Salzburg. In the
same year he performed with the Munich Philhar-
monic in a concert tour of Europe together with the
Mahler Chamber Orchestra. In February 2014 he
toured with the musicAeterna orchestra and chorus
together with an international ensemble of soloists
(Perm, Berlin, Athens, Paris, Lisbon) performing
concert versions of Purcell's opera Dido and Aeneas
and Handel's psalm setting of Dixit Dominus.

Maestro Currentzis together with musicAeterna
are signed to Sony Classical and are recording
three CDs of Mozart’s operas: Le nozze di Figaro,
Cosi fan tutte, and Don Giovanni. In addition to
this they are also recording a programme of works
by Rameau, Tchaikovsky's concerto for violin and
orchestra (soloist — Patricia Kopatchinskaja)

and two CD recordings of works by Stravinsky:
Le Sacre du printemps and Les noces.
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Banepwuit NnaTtoHoB
(Poccusn)

CnaBHbIM gupuxep lNepMCcKoro akageMmu4ecKkoro Tea-
Tpa onepbl U 6aneta um. I1. U. YaiikoBcKoro. 3acny-
EeHHbIM aeATenb UCKyccTB Poccuu, HapoaHbIN
aptuct Pecny6nuku bawKoptocTaH. Jlaypeat Hauuo-
HaNIbHOW TeaTpasibHOM NpeMuu « 30M10Tasg MacKar.
OKoHYMN VhUMCKHUIM rocyAapCTBEHHbIM UHCTU-

TYT (aKagemuio) uckyccts um. 3. Ucmarm-

nosa (knacc Muxauna lony61uKoro) U Ypanb-

CKYI0 rocyapCTBEHHYIO KOHCEPBATOPUIO

um. M. M. MycoprcKkoro (knacc MapKa MaBep-
maHa). C 1991 no 2001 rog, 6bin rnaBHbIM AUPU-
*epom BaliKkuMpcKoro Teatpa onepbl U 6aneTa.
BnepBbie B Poccuu ocyLecTBUa NOCTaHOBKU onep:
«HKneonartpa» U «Cungepenna, unu CHasKa o
3onywke» MaccHe, «Jlonuta» (Ha pyCCKOM f3bIKe)
LWeapuHa, « Optei» MoHTeBepau. CotpyaHuyan

C Be4yLWMUMHU POCCUMCKUMU OpKecTpamu, pabo-

Tan ¢ KonnekTuBavu us lepmaHunu, Upnanauu,
CLUA, YKkpauHbl, Benapycu. Bbictynan mysbikanb-
HbIM PYKOBOAUTENEM MEHAYHAPOAHbIX hecTUBaneu:
«daruneBcKue ce3oHbl: Mepmb — lMeTepbypr —
Mapu», « lananuHcKkue Bevepa B Ydhe», DecTtu-
Ba/ib 6aneTHoro UcKkyccTea Um. Pygonbta Hypeesa.
B 2010-m noarotoBua npembepy onepbl « duaenmo»
BerxoBeHa B My3ee UCTOPUM MONUTUYECKUX pPernpec-
cum «MNepmb-36» (2010). B 2013-m oprecTtp Mepm-
CKOro Teatpa onepbl U 6anerta nog ero ynpaejieHuem
BbICTYNWA Ha cueHe Bonbloro Teatpa Poccuu.

Valery Platonov
(Russia)

Principal conductor of the Perm Opera and Ballet
Theatre. Honoured Art Worker of Russia, Honoured
Artist of the Republic of Bashkortostan, and winner
of the Golden Mask National Theatre Award.
Graduated from the Ufa State Institute (Academy)

of Arts named after Zagirlsmagilov (under Michael
Golubitsky) and the Urals Mussorgsky State
Conservatoire (under Mark Paverman). Between
1991 and 2001 he worked as the principal conductor
of the Bashkir State Opera and Ballet Theatre.

He was the first in Russia to stage the operas
Cléopéatreand Cendrillon by Massenet, Lolita (in
Russian) by Shchedrin and L'Orfeo by Monteverdi. He
has conducted collaborated with leading orchestras
from Russia, Germany, Ireland, USA, Ukraine and
the Republic of Belarus.Was the musical director at
several international festivals: the Diaghilev Seasons:
Perm-Saint Petersburg-Paris, Chaliapin Evenings

in Ufa, and the Festival of Ballet Art (hamed after
Rudolf Nureyev). In 2010 he produced the premiere
of Beethoven’s opera Fidelio at the Memorial Centre
of the History of Political Repression Perm-36.

In 2013 the orchestra of the Perm Opera and

Ballet Theatre performed under his direction at the
historical stage of the Bolshoi Theatre in Moscow.
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Mon Xunnuep
(BenukobpuTaHuma)

OcHoBartenb Hilliard Ensemble u Theatre of Voices.
B 2001—2007 rr. — rnaBHbl aupuxep KamepHoro
Xopa ICTOHCKOM thnunapmoHuu, ¢ 2003-ro —
rnaBHblii aupuep Ars Nova Copenhagen.

B 2008-m BosrnaBun UpnaHacKkuin KamepHbli

XOp Y 6bl1 HA3Ha4YeH XyA0HKeCTBEHHbIM PYKO-
BoauTenem Coro Casa da Musica B Mopry.

Pbiuapb OpaeHa BpuTaHCKOM UMNepUK 3a 0Co-
6ble 3acnyru B obnactv Mmy3blkM U OpaeHa [JaHHe-
6pora KoponesctBa [laHWK. 3anucu ero BbICTyrJie-
HuM (6onee 150 CD) ao6unncb MMpoBOro NpuUsHa-
HUA U 3aBOeBa/JIM MHOXKECTBO Harpag, B TOM YKcne
ABe npemun Grammy: Da Pacem ApBo MNAapta —

¢ KamepHbIM XOpoM ICTOHCKOM thU1lapMOHKM,
«/leBo4Ka co cnuyKkamu» [asuaa JlaHra — ¢
Theatre of Voices u Ars Nova Copenhagen.
O6yuyancsa B LLIKone my3bIku U agpambl MfMnaxonn
(JlonaoH). NMpenogasan B YHMBepcuTeTe Kanu-
¢opHuu B CaHTa-Kpy3 v [1aBUC U 6bl1 AUPEKTO-
POM MHCTUTYTA CTAPUHHOM My3biKKU B YHUBEPCU-
Tete MHguaHbl ¢ 1996 no 2003 rog. ABTOp MOHO-
rpacdmin 06 Apeo MAapTte u Ctuse Paitxe, a TaKke
MHOFOYMC/IEHHbIX aHTO/IOrMI XOPOBOM MY3bIKH.
PerynapHo coTpygHMyaeT ¢ BeAyWwMMU KamepHbIMU
xopamu EBponbl U TaKUMKU KONJIEKTUBaAMK U apTU-
cTtamu, KaKk Kronos Quartet, NMutep Cennapc, 6o66um
Mak®appeH, Tum PawTtoH 1 Puyapg AncToH.

Paul Hillier
(UK)

Founding director of the Hilliard Ensemble and
Theatre of Voices. Between 2001 and 2007 he was
Principal Conductor of the Estonian Philharmonic
Chamber Choir, and has been Chief Conductor of Ars
Nova Copenhagen since 2003. In 2008 he became
Chief Conductor of the Chamber Choir Ireland and
was appointed Artistic Director of the Coro Casa da
Musica in Porto (Portugal).

Recipient of the Order of the British Empire for
services to choral music, Knight of the Order of
Dannebrog (Denmark). His recordings, over a
hundred and fifty CDs including seven solo recitals,
have earned worldwide acclaim and won numerous
prizes. He is a two-time Grammy Award winner — for
Arvo Part’s Da Pacem with the Estonian Philharmonic
Chamber Choir and for David Lang’s The Little

Match Girl Passion with Theatre of Voices and Ars
Nova Copenhagen. Studied at the Guildhall School

of Music and Drama. He was a professor at the
University of California in Santa Cruz and Davis,

and between 1996 and 2001 worked as director

of the Early Music Institute at Indiana University
Bloomington. Author of numerous anthologies

of choral music and books about Arvo Pért and
Stephen Reich. Paul Hillier regularly collaborates with
leading chamber choirs in Europe and orchestras
and performers such as the Kronos Quartet, Peter
Sellars, Bobby McFerrin, Tim Rushton and Richard
Alston.
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BeHcaH [iomecTp
(PpaHuusn)

M3yuyan ncropuio uckrycctB B LLIKone JlyBpa, oby4ancsa
Urpe Ha ruTape B 4aCTHOM KoHcepBaTopuu Ecole
Normale de Musique B MNapu:ke, Ha ntoTHe, 6apoy-
HoM ruTape U Teopbe — B KoHcepBaTopun Tynysbl,
npoLuen Kypc knacca 6acco KOHTUHYo B KoHcepBa-
TopuH B BonoHbe. BbicTynas COBMECTHO C TaKUMHU
KoNieKTUBaMM, Kak Ricercar Consort, La Simphonie
du Marais, Le Concert des Nations, La Grande
Ecurie et la Chambre du Roy, Akademia, Le Centre
de Musique Baroque de Versailles, [llomecTp TaKe
npuHUMan yyactue B 6onee yem 30 ux sanucax CD
Ha neubnax Erato, Auvidis, Virgin, Ricercar, Pierre
Verany, Naxos, Empreinte Digitale u Fnac Musique.
C 1998 roaa xya0eCTBEHHbIN PYKOBOAM-

Tenb aHcaména Le Poéme Harmonique, cchepy
TBOPYECKMUX UHTEPECOB KOTOPOro COCTaBnAEeT
BOKaJIbHbIA U MHCTPYMEHTa/bHbIM penepTyap

XVII — Havana XVIII Beka. B 1999-m thpaHLy3-
CKMM My3blKasbHbIA }ypHan Diapason Ha3Ban
JomecTtpa « Monogbiv TanaHTom roaa».

Vincent Dumestre
(France)

After studying art history at the Ecole du Louvre and
classical guitar at the Ecole Normale de Musique in
Paris, turned to the lute, Baroque guitar and theorbo
at the Toulouse Conservatoire, and in the continuo
class at the Boulogne Conservatoire, where he
was unanimously awarded the advanced diploma.
Since then he has taken part in many concerts, in
particular with the Ricercar Consort, La Simphonie
du Marais, Le Concert des Nations, La Grande
Ecurie et la Chambre du Roy, Akademia and the
ensembles of the Centre de Musique Baroque de
Versailles. He has taken part in more than thirty
recordings with those ensembles, for the firms
Erato, Auvidis, Virgin, Ricercar, Pierre Verany,
Naxos, Empreinte Digitale and Fnac Musique.
Since 1998 Vincent Dumestre is the artistic
director of Le Poéme Harmonique, with which he
explores the vocal and instrumental repertoire of
the seventeenth and early eighteenth centuries.

In 1999 the French music magazine Diapason
voted Vincent Dumestre ‘Young Talent of the

Year’ for his work with Le Poéme Harmonique.
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AmuTtpuit KypnaaHacKkum
(Poccus)

OKoH4nn MoCcKOBCKyH KOHcepBaToputo (Knacc npo-
theccopa Jleonnga Bobbinesa). Mobeautens mexay-
HapoAHOro KoOHKypca Komno3utopoB Gaudeamus
Prize (Huaepnanabi, 2003), npemuun JxaHHu Bep-
ramo B 06/1aCTU KiaccU4YeCcKoMn My3bikK (LLiBei-
uapus, 2010), npemun uMmeHn MoraHHa Moseda
dyKca (ABcTpuUA) 3a onepy « Actepoua 62». YneH
rpynnbl KOMNo3uTopoB « ConpoTMBAEHUEe maTe-
puana» (CoMa). OcHoBaTeNb U XyA0MECTBEHHDIN
pyKkoBoauTenb MexayHapogHoW akageMuu Moso-
AbIX KOMNO3MTOPOB B ropoae YankoscKkom (Mepm-
CKUM Kpa#). My3blKanbHbI PYKOBOAWUTE/Ib dNEKTPO-
Teatpa « CtaHucnaBcKui». MpurnawieHHbIR Npo-
theccop AmcTepaamMCKOM KOHCEPBaTOPUKX, KYPCOB
HOBOM My3bikK B AnenbgopHe (Hugepnangbl), B
PyaiomoHe (PpaHuumsa) u B Knese (YepauHa).

B 2008-m 6b1n y4acTHUKOM pe3naeHuun bepamMHcKomn
nporpaMmmbl AnA AeATenern UcKyccTs, B 2010-m —
npurnaweHHbIM KOMMNO3UTOPOM aHcambna 2E2M.
CoTpyaH1uan ¢ TakMMKU AUpUKepamu, Kak Teo-

nop KypeHTsuc, ®eaop JleaHes, PaiH6epT ae Jley,
CiozaHHa ManbKKK, Ponana Knyttur, Beat ®yppep,
BonbdraHr XattuHrep. Ero couMHeHUsa UcnonHaAMum
opkKectpbl SWR, musicAeterna, JFutura, HoBblit
CTOKronbMCKHWA KamMepHblit OpPKecTp, aHcam6u
Intercontemporain, KlangForum Wien, Contrechamps,
Schoenberg/ASKO, KNM, Nadar, Elision, I'ltineraire,
2E2M, MACM, Ctyausa HOBOM MY3bIKH.
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Dmitri Kourliandski
(Russia)

Graduated from the Moscow State Tchaikovsky
Conservatory, class of professor Leonid Bobylev.
Recipient of the Gaudeamus International
Composers Award in 2003, the Gianni Bergamo
Classic Music Award in 2010, and the Johann
Joseph Fux opera composition prize for Asteroid
62. Member of the ‘Structural Resistance’
composers’ group. Founder and artistic director
of the International Young Composers Academy
in Tchaikovsky City (Perm Territory). Musical
director of the Stanislavski Electrotheatre. Visiting
professor at the Amsterdam Conservatory, at

new music courses in Apeldoorn (Netherlands),
Royaumont (France) and Kiev (Ukraine).

Berliner Kuenstlerprogramm artist-in-residence
2008, Ensemble 2e2m composer-in-residence
2010. Author of four operas and many symphonic
and chamber works. Has collaborated with
conductors such as Teodor Currentzis, Fedor
Lednev, Reinbert de Leeuw, Susanna Malkki,
Roland Kluttig, Beat Furrer and Wolfgang
Hattinger. His compositions have been performed
by orchestras such as SWR, musicAeterna,
J.Futura, New Stockholm Chamber Orchestra;
and ensembles such as InterContemporain,
KlangForum Wien, Contrechamps, Asko/
Schoenberg, KNM Berlin, Nadar Ensemble, ELISION
Ensemble, Ensemble [I'ltineraire, Ensemble 2e2m,
MCME and Studio for New Music Ensemble.



KROMMNO3UTOPbI

AHTOH Bartaros
(Poccus)

HKak Komnosutop AHTOH
Bataros HauuHan B Tpa-
AULUAX NOCTMUHUMA-
nusma. Ero cpaBHmMBanm
C K/lacCMKaMH aMepHU-
KaHCKOro MMHUMasnausma.
OH U3MeHWN He TOJIbKO
OTHOLLUEHWE NYBJIUKKU U
creuunanucToB K nNoao6-
HOM My3biKe. U3 3am-
KHYTOM cdepbl OHa
cTana npespawaTbCcH B
OTKPbITOE U AUHAMUYHOE
npoctpaHcTBo. B ero
TBOPYECTBE NpaKTUye-
CKM OTCYTCTBYET rpa-
HULA MeHAy NOHATUAMMU
«COYUHEHHE» U « UCMOoJI-
HeHue», U nobble nna-
CTbl 3BYKOBOM KYNbTYpPbl
— OT APEBHUX pUTYyaNb-
HbIX MPaKTHUK 40 pPOK/
non-KynbTypbl U BUP-
Tya/ibHbIX TEXHO/IOTMUH
— OpraHW4HoO crneTa-
I0TCA B €4MHOE Liesioe.
HKonoKoNbHbLIA 3BOH U
rneHue TUBEeTCKUX nam
Hepas3pbIBHO CBA3aHblI

B coyMHeHunAx baTtarosa
C OT3BYKaMMu Knaccuye-
CKOro MMHUManu3wma,
Ny1bCOM PYCCHKOIO
aBaHrapga v apansom
apT-poka. B ero guc-
Korpacdum Ha AaHHbIA
MomeHT 6onee 30 CD.

Anton Batagov
(Russia)

As a composer, Batagov
began in the traditions

of minimalism. He has
fundamentally changed
the character of new
Russian music, which
from a closed sphere

has transformed into a
more open space. The
post-Cagean philosophy
of Batagov's projects
eliminates any boundaries
between ‘performance’
and ‘composition’ by
viewing all existing
musical practices — from
ancient rituals to rock and
pop culture and advanced
computer technologies —
as potential elements

of performance and
composition. The post-
minimalist language of
Batagov’s compositions
is rooted in the harmonic
and rhythmic patterns of
Russian church bells and
folk songs seamlessly
mixed with the spirit of
Buddhist philosophy, the
dynamic pulse of early
Soviet avant-garde, and
the unfading appeal of
progressive rock music.
Batagov's works feature

a unique sense of large-
scale architecture and
textured emotionalism.
His discography includes
over 30 CD releases.

composers
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CtuseH lNpeHrenc
(Benbrus)

Ero npousBeneHun
npeacTaBfieHbl B pas-
JINYHbIX HaHpax, BK/O-
YyasA COYMHEHUA ANnA
60NbLUMX OPKECTPOB,
My3blKa/IbHbIX TEATPOB,
KaMepHYI0 MY3bIRY,
CayHATPEKU K KUHO.

Ero My3bIKy UCNONHANU
Brussels Philharmonic,
dePhilharmonie, Kamep-
HbIX opKecTp Benb-
rum, Oxalys Ensemble,
Spectra Ensemble

u Nieuw Ensemble
Amsterdam. B 2004
roay oH 6bin yAOCTOEH
npemun 3a « CaMmyto opu-
rMHaNbHYO KOMMNO3U-
LMI0 MONIOA0r0 6enbrum-
CKOro KOMMo3uTopa» Ha
Flanders International
Film Festival. C 2004
no 2011 roa Kak AUpHU-
ep U KOMMO3UTOop
MpeHrenc npuHMman
yyacTue B HECKOJIbKUX
My3blKa/lbHbIX NOCTa-
HoBKax B benbrum u
HuaepnaHgax. MoBo-
POTHbIM MOMEHTOM B €ro
Kapbepe cTana nocra-
HoBKa Exhibition, koTo-
paA oTCbiNaeT K 3Hame-
HUTOM paboTe [iowaHa
La Mariee mise a nu par
ses Celibataires, meme.

Steven Prengels
(Belgium)

His work covers a wide
range of artistic fields,
including works for
large orchestra, music
theatre, dance, chamber
music, short film and
sound scapes and has
been performed by
Brussels Philharmonic,
deFilharmonie, the
Chamber Orchestra

of Belgium, Oxalys
Ensemble, Spectra
Ensemble and the Nieuw
Ensemble Amsterdam.
In 2004, he received
the award ‘Most Original
Composition by a Young
Belgian Composer’

at the Flanders
International Film
Festival.

As a conductor and
composer, he has been
active in several musical
productions in Belgium
and the Netherlands
between 2004 and 2011.
A major turning point

in his artistic output

is the multi-layered
theatre composition
EXHIBITION, Sept
Tableaus de/sur/pour
‘La Mariee mise a nu par
ses Celibataires, meme’
de Marcel Duchamp
(Amsterdam, 2009).



HOMMO3UTOPbI

[eoprni MaHcypoB
(Poccun)

KomnosuTtop, aupuep,
noat. MynbTUMUHCTPY-
MEHTaJINCT — Urpaet
Ha KhapHeTe, Wanvee,
6nokK-thnente, yaap-
HbIX, opTenuaHo. Jlay-
peaT MeXAyHapoAHbIX
KOHKypcoB. Yuuncsa B
MoOCKOBCKOM KOHCep-
BaTopuu mwm. . Yan-
KOBCKOI0 Mo Knaccy
KnapHeTta y EBreHus
MetpoBa. UcnonHsaeT
MY3bIKY pa3HbIX CTUNEN
M 3MoX — OT cpegHe-
BEKOBOM A0 yNbTpaco-
BPEMEHHOM, BH/O4Yasn
B penepryap He TOJIbKO
XpecTomMaTUMHbIe Npo-
U3BEAEHUA, HO U IKcne-
pPUMeHTabHble ONyChbl,
a TaKKe My3blKy C06-
CTBEHHOIO COYMHe-
HuA. C 13 net yBneka-
eTca axasom. C 2012
roga apTUCT OpKecTpa
msicAeterna (xyaore-
CTBEHHbIW pYKOBOAU-
Tenb Teogop KypeHT-
3uc). B 2014-m BmecTe
¢ Pnagom MameaoBbim
npeacraBua aBToOp-
CKuI npoeKT Re: | |Love
Ha ecTuBane MMeHHU

B. MaptbiHoBa (MocKBa).

Georgy Mansurov
(Russia)

Composer, conductor,
poet. Multi-instru-
mentalist, who plays
clarinet, shawm,
recorder, percussion,
and piano. Composer
and conductor. Winner
of international compe-
titions. Studied clarinet
under Evgeny Petrov at
the Moscow Tchaikovsky
Conservatory. Plays
music of various styles
and periods — from
medieval to ultramodern.
His repertoire includes
not only textbook works,
but also experimental
pieces and his own
compositions. Has been
involved in jazz music
since the age of 13.
Since 2012, artist of the
musicAeterna Orchestra
(conductor Teodor
Currentzis).

In 2014 perfomed
author's project

‘Re:| |Love’ in the Music
Festival named after

V. Martinov authors
Riad Mammadov and
Georgy Mansurov.

composers

Puag Mamegos
(A3epbanaxaHn)

KomnosuTop, NMaHucT,
XyAOMHUK. Mpoteccuo-
HanbHoe obpa3oBaHue
nony4mn B bakmMHCKom
My3blKa/llbHOM akageMuu
um. V. MagKubennu,
MocKoBcKoM rocyaap-
CTBEHHOM KOHcepBaro-
pun um. . U. Yarkros-
cKoro, Koponesckom
Konneare RCM B JloH-
noHe. Kak conucT BbICTy-
nan ¢ TaKUMKU KOJUIEKTU-
BaMM, Kak Asepbangkan-
CKHWM rocyaapCTBEHHbIN
CUMMPOHNYECKHUA OPHECTP
um. V. Maaxubennun
(xyapyx Paych A6ayn-
naes), Brussel Big-Band
Jazz Orchestra (xyapyk
A. Cropbep), MONoAeH-
HbIX KaMepPHbIA OPKECTP
Veritas (XyapyKk v Avpu-
wep Makcum EmenbaHbl-
yeB). Jlaypeat mexayHa-
POAHbIX KOHKYPCOB U
tectuBanen. MNocrosaH-
HbIX NpeacTaBUTeNb
6oraToi asepb6ainaaH-
CKOM My3blKaNbHOM KyNb-
Typbl Ha BCEX Meponpus-
TUAX AsepbanakaHCKoro
MOI04eXHOoro o6beauHe-
Hua Poccnn. UcnonHsaet
npousBeaeHus Kapa
KapaeBa, Barud A3us
ornbl Myctada-3age,
Huasu v ap.
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Riad Mammadov
(Azerbaijan)

Composer, pianist,
painter. Studied in the
U. Gadjibeyli Music
Academy of Baku, the
Moscow State Conserva-
tory of P.l. Tchaikovsky,
in Royal College of Music
(London).

Performed as a soloist
with such orchestras

as Azerbaijan State
Symphony Orchestra

of U. Gadjibeli (artistic
director Rauf Abdulaev),
Brussel Big-Band Jazz
Orchestra (artistic
director A. Scorier),
Moscow Youth Chamber
Orchestra Veritas
(artistic director Maxim
Ymelyanychev).
Laureate of Interna-
tional contests and
festivals. A regular
representative of the
rich musical culture of
Azerbaijan at all events
of the Azerbaijani

Youth Union of Russia
(AMOR). Performed
pieces by Qara Qarayev,
Vagif Mustafazadeh,
Niyazi, and others.
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AumuTtpuc Anamac
(Fpeumn)

Mo3aT. ZloKTOp hrnonorMyecKkux HayK, npodeccop.
ABTOp Tpex NO3TU4YeCKUX COOpHMKOB: « HouHasn
cKauyka lNonsa PeBupa» (AduHbl, 1980), « Mup 6e3
noatoB» (MockBa, 2004), « ManeHbKMM AeBO4YKaMm
Henb3a» (Mocksa, 2006).

Poaunca B AdbuHax. B 1986-m oKoHUMN AUHCKUA
HauMWOoHa/bHbIA YHUBepcuTeT. Npoaonxun obpaso-
BaHWe B acnupaHType MOCKOBCKOIo rocyaapCTBeH-
Horo yHuBepcuteta um. M. B. JlomoHocoBa. C Tex
nop xuseT B Poccun. C 1994 roga — COBETHMK MO
KynbType B MoconbctBe Mpeuun B Mockse. C 1996 no
2009 rog, — 3aBeaylOLWM Katheapoi BUSAHTUUCKOM
M1 HOBOIrpevyecKon cwunonornu MIY.

ABTOp NM6GPETTO K TAaKUM NPOEKTaM, KaK onepa
«CraHuma» Anekcena CiomaKa, cLleHUYeCKan KaHTaTa
«BbornHa ns mawwuHbl» AHapeaca MycTtyKuca — obe
NocTaHOBKU AnA ectuBana « Tepputopua-2008»,
cneKTtaknen « Kumxe» (NosTuyecKue TEKCTbI) U
Requiem, npuypoyeHHoro K 65-netuio MNMobegbl B
Benukoit OTeuecTBeHHOM BOMHe, — Ha cueHe MXT
mum. A. . YexoBa.

B 2013-m cocToAanacb MMpoBas npemMbepa onepbl

Ha nnbpeTTo Anamaca U my3biky Amutpua Kyp-
nanackoro — «Actepomg 62» (Mpau, Mocksa). Ha
2014-i1 HameveHa npembepa onepbl « HEMAAKOB-
CKUW» Ciomaka B noctaHoBKe Bacunusa BapxatoBa.

Dimitris Yalamas
(Greece)

Poet, Doctor of philology, professor. Author of

three collections of poetry: The Midnight Ride of
Paul Revere (Athens, 1980), A World without Poets
(Moscow, 2004) and Little Girls Aren’t Allowed
(Moscow, 2006).

Born in Athens. In 1986 graduated from the Athens
State University. Continued studies as a PhD student
at the Moscow State University. Has lived in Russia
ever since. Since 1994 has been a cultural advisor at
the Greek embassy in Moscow. From 1996—2009
was the head of the Byzantine and Modern Greek
Philology at Moscow State University.

Writer of librettos for projects including the

opera Stantsiya [Station] by Alexey Syumak,

the scenic cantata The Goddess of the Car by
Andreas Mustukisa — both productions for the
‘Territory 2008’ festival, the production Kizhe (texts
of poetry) and Requiem — timed to celebrate the
65thanniversary of victory in the Great Patriotic

War — at the Moscow Art Theatre.

In 2013 the world premiere of the opera Asteroid 62
took place, with libretto by Yalamas and music by
Dmitri Kourliandski (Grats, Moscow). The premiere of
Syumak’s opera NEMAYAKOVSKY staged by Vasily
Barkhatov is scheduled for 2014.
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AH BanaeHxyB
(Benbrus)

Mocne usy4yeHna mysbl-
KaJIbHOM HayKu B KaTo-
JINYECKOM YHUBepcUTeTE
B JleBeHe U y4ebbl B
TEeXHUYECKOM YHUBEPCHU-
TeTe B bepauHe, Havan
pa6oTaTtb B rasete De
Standaard B KauecTBe
My3bIKa/bHOro U onep-
Horo KpuTuKa. C 2005
no 2008 rog, oH pabo-
Tan ¢ HHepapom Mop-
Tbe B Opéra de Paris B
KayecTBe My3blKaJibHOro
Apamatypra. OH TaKe
6bln1 OTBETCTBEHEH 3a
XYAO0MECTBEHHYIO NOU-
TURY B L’Amphitheatre
Bastille. CotpyaHuuan

C TaKUMM NOCTAHOBLUU-
Kamu, Kak KwuwTod
BapnuroBckui («MNapcu-
tanb»), MoxaH CuMoHC
(«dupenmno», « bopuc
loayHoB»), AneH Mna-
Tenb (CH(O)EURS),

MBo BaH XoBe (« MaK-
6eT»). C 2009 no 2011
roz 6bi1 My3blKanb-
HbIM pyYKOBOAUTENEM B
Concertgebouw Brugge.
Ceivac oH gpamartypr-
tdhpunaHcep, COTPyAHHU-
yatowum ¢ Teatro Real
(Magpua), Ensemble
Intercontemporain
(Mapwu) u Klara Festival
(Bptoccenb) U Ap.

Jan Vandenhouwe
(Belgium)

After studying musical
science at the catholic
university of Leuven
and at the technical
university of Berlin,
Jan Vandenhouwe
starts working for

the newspaper De
Standaard as a music
and opera critic. From
2005 till 2008, he works
with Gerard Mortier at
the Opéra de Paris as
a musical dramaturge.
He is also responsible
for the artistic program
of 'Amphitheatre
Bastille. He works
with directors such as
Krzystof Warlikowski
(Parsifal) and Johan
Simons (Fidelio, Boris
Godunov), Alain Platel
(C(H)OEURS), Ivo Van
Hove (Macbeth). From
20009 till 2011, he is
musical programmer
at Concertgebouw
Brugge. Nowadays

he is a freelance
musical dramaturge
working for Teatro real
(Madrid), Ensemble
Intercontemporain
(Paris) and Klara Festival
(Brussels), among
others.

Xunbaerapa e Bynct
(Benbrus)

«fl Hayana Kak 6anet-
HbIA KPUTUK U pesaKkTop
B TeaTpas/ibHOM HypHane
Etcetera n rak accu-
CTEeHT B Nuap-otaene

B Beursschouwburg.

B Oud Huis Stekelbees
(1989—1992) a noHAna,
YTO HEe UMEET 3Haye-
HUA, KaKylo MNO3ULMIO Thbi
3aHMMaellb B TeaTpe.
Tbl BCce paBHO pa3aens-
ellb OTBETCTBEHHOCTb
3a KOHeYHbIW pe3yb-
TaT BMecTe CO BCEMM.

B KoHue 1994 roga A
Hayana cBOoMU pobKue
lwarv Kak apamarypr,
pa6otasa Ha Het muziek
Lod. Koraa Lod Hauan
CBOI KOMPOAYKLMUIO B
1995 c Les ballets C

de la B ansa La Tristeza
Complice, Ha4anocb moe
ANUTENIbHOE COTPYAHU-
yectBO ¢ AneHowm [Mna-
Tenem. Al npoBoguna
MacTtep-knaccbl (no
ApamaTypruu TaHua) B
Amctepaame, Jlio61uHe
u Opxyce, npenogasana
B Putue, TeaTtpanbHomn
wKosne B bproccene.

C 2001 roga a pa6orato
B KVS B Bpiloccene B
Ka4yecTBe Apamartypra».

Hildegard De Vuyst
(Belgium)

‘| started out as a dance
critic and copy editor

for the Etcetera theatre
magazine, and as a PR
assistant working at the
Beursschouwburg. At
the Oud Huis Stekelbees
(1989—1992), | learned
that it does not matter
which position you are
in when working in the
theatre, you still share in
the responsibility for the
end result. Late 1994, |
made my first tentative
steps as a dramaturgist,
working for Het muziek
Lod. When Lod started

a coproduction in 1995
with les ballets C de

la B for La Tristeza
Complice, this was to
launch a longstanding
collaboration with
director Alain Platel.

In the interim, | taught
work-shops (dance
dramaturgy) in
Amsterdam, Lublin and
Aarhus; | taught at the
Rits, the Brussels-based
college for actors and
directors. Starting in
2001, life took on a fresh
turn: the Koninklijke
Vlaamse Schouwburg
(KVS for short)'.



pexuccepsbl

Teopopoc Tep3sonynoc
(Fpeums)

OAuH U3 BeayLlumx Tea-
TpanbHbIX peXuccepoB
EBponbl. O6yyancsa B
JpamaTtuyecKon wKone
Koctuca Muraunmauca.
C 1972 no 1976 roa 6bin
accuUcTeHToMm XanHepa
Mionnepa B « BepnvH-
CKOM aHcambne», B
1981—1983 — aupek-
Topom JpamaTUyecKom
wKonbl CeBepHoit Mpe-
uMm B CanoHuKax, B
1985—1988 — xyao-
HeCTBEeHHbIM PyKOBO-
outenem MexayHapoa-
HOro cobpaHua aHTHUY-
HoM apambl B [enboax.
B 1990 roay BbicTynun
cospatenem Mexay-
HapOAHOro UHCTUTYTA
CpeaAn3eMHOMOPCKHUX
TeaTpos, ¢ 1991-ro —
npesuaeHT MexayHa-
POAHOIr0 UHCTUTYTA
Cpean3eMHOMOPCKOro
TeaTpa B [peuuu, a ¢
1993 roga Bo3rnaender
MeKAYHapOAHbIA KOMU-
TeT TeaTpanbHOK ONIUM-
nuaapl.

C 1985 roaa Beaer
MCTOPUIO ero aBTop-
CKui Teatp ATTIS,
UCCNeayoWrA aHTHUY-
HYIO Tpareauto U Kiio-
yeBble 4J11 MUPOBOM
ApamMaTypruum TeKcTbl.

Theodoros Terzopoulos
(Greece)

One of the leading
theatre directors in
Europe, he attended

K. Michailidis’ Drama
School (Athens, 1965—
1967) studying under
George Sevastikoglou,
Leonidas Trivizas and
Kostis Michailidis. e
was assistant to Heiner
Mukker in the Berliner
Ensemble from 1972

to 1976. He was the
director of the Drama
School of the National
Theatre of Northern
Greece (Thessaloniki,
1981—1983) and from
1985 to 1988 he was the
artistic director of the
International Meeting of
Ancient Drama in Delphi.
In 1990 he founded the
International Institute of
Mediterranean Theatre.
Since 1991 he has been
the president of the
International Institute of
Mediterranean Theatre in
Greece and since 1993
has been the chairman
of the International
Committee of the
Theatre Olympics.

In 1985 in Delphi, he
created the ATTIS
theatre group, which
explores ancient tragedy
and the keys to the
world of dramatic texts.

directors

Cecunb Pycca
(PpaHumn)

O6y4yanacb UCHycCTBY
MWMa NnoJa, pPYKoOBOACTBOM
Mapcena Mapco. Kak
TeaTpasibHbli peruccep
WU xopeorpad coTpya-
HUWYana ¢ TakMMH AUPU-
Hepamu, KaKk MaH-Knoa
Manryap v cap KoH
Anuot MpauHep. Cos-
AaHHasA el xopeorpadua
AnAa cnektakna « Mewa-
HWH BO ABOPAHCTBE»

no Monbepy (2004)
Nnonouiaa Ha4yano ee
COBMECTHbIM NpoeKTam C
Le Poéme Harmonique.
B 2006-m oHa pa6oTana
c aHcambniem Haz, nocra-
HOBKOM « Bapo4HbIV
KapHaBan». B 2014-m
COBMECTHO ¢ I0/IbeHOM
Jlro6eKkom ocyLiecTBuna
NoCTaHOBHKY onepbl
«AnpoHa n dHen» lMép-
cenna B Rouen Opera.
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Cécile Roussat
(France)

Trained in mime by
Marcel Marceau, Cécile
Roussat has worked
as stage director or
choreographer with
conductors such as
Jean-Claude Malgoire
and Sir John Eliot
Gardiner. She first
worked with Le Poéme
Harmonique in

2004, when she was
responsible for the
choreography of Le
Bourgeois Gentilhomme.
In 2006 she worked
with the ensemble on
the staging of Baroque
Carnival. In 2014, she
was directing with
Julien Lubek Dido and
Aeneas by Le Poéme
Harmonique for Rouen
Opera.



perxunccepbl

HonbeH JliobeK
(PpaHuumsn)

O6y4yanca UCKyccTBy
MWUMa NoJA, PYKOBOA-
ctBom Mapcena Mapco,
a TaK*Ke gpamaTuue-
CKOMY UCKYCCTBY B
LLIkone Yapnb3sa Aion-
nena (Mapwuk), mactep-
CTBY KJ/IOyHa B TeaTpe
Le Samovar (baHbone).
Kpowme Toro, nayuan
aKkpobaTUuRy, Maruio u
MCKYCCTBO KYKOJIbHUKaA.
B KauecTBe peruccepa
WNK Xopeorpada coTpya-
HUYan c AUpURKepamu
HaH-Knogom Manrya-
poM U c3poM [HOHOM
Anuotom MapauHepom.
B 2004-m npucoeau-
HUNCA K KOJIIEKTUBY

Le Poéme Harmonique,
CcbirpaB O4HY U3 ponen
B « MewaH1He BO ABO-
paHcTBe» no Monbepy.
B 2006-m accucTupo-
Ban pexuccepy Cecunb
Pycce B pa6ote Hag
NnocTaHoBKoM « bapou-
HbIW KapHaBan».

B 2014-m coBMecTHO

¢ Pyccoit ocywectBun
NOCTaHOBHY Onepbl
«AnpoHa U JHen» Mép-
cenna B Rouen Opera.

Julien Lubek
(France)

Trained in mime by
Marcel Marceau, Julien
Lubek also studied
drama at the Ecole
Charles Dullin (Paris),
the art of the clown at
Le Samovar (Bagnolet),
as well as acrobatics,
magic and puppetry.
He has worked as
stage director or
choreographer with
Jean-Claude Malgoire,
Sir John Eliot Gardiner
and others. He first
joined Le Poéme
Harmonique as an
actor for Le Bourgeois
Gentilhomme in 2004;
in 2006 he was
assistant stage director
(working with Cécile
Roussat) for Baroque
Carnival. In 2014, he
was directing with
Cécile Roussat Dido and
Aeneas by Le Poéme
Harmonique for Rouen
Opera.

directors

Anekcen PomaHoB
(Poccus)

KuHopexuccep. OKoH-
yun Bcepoccuiickum
rocyaapCTBeHHbIN
MHCTUTYT KUHEeMaTo-
rpacuu (cueHapHoe
oTAeNieHue), WKoNy—
CTYAMIO AOKYMEHTa/lb-
HOro KUHO MNMPU KUHO-
cTyamu « HoBbIM Kypc»,
KuHowkony BBC. Mpo-
XO4WUN CTaXKUPOBRY

B International Film
Seminars (CLUA). B ero
thunbmorpaduun OKoNo
ABYX AECATKOB ZOKY-
MeHTaNbHbIX huib-
MOB — Y4aCTHUKOB U
NpPU3epoB POCCUMCKUX
M UHOCTPaHHbIX hecTU-
Banen. OH TaKHe ABnA-
eTcA aBTOPOM MOJIYCOTHHU
peKNamMHbIX BUAEO,
My3blKa/lbHbIX K/UMOB,
WUIrpPOBbIX KOPOTKOMe-
TpaxeK. B KayecTBe
copexuccepa-nocra-
HOBLLMKa NPUHUMa
yyactve B CbeMKax
NATOro ce3oHa Tene-
cepuana «PeanbHble
nauaHbl». Kak pexuc-
cep NMUIOTHOW BEpCUU
dunbma «Ypan — xpe-
6et Poccumn» cotpya-
HWYan c nucarenem
AneKceem MBaHOBbIM.
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Alexey Romanov
(Russia)

Film director. Graduated
from the Russian

State Institute of
Cinematography
(screenwriting), the
studio-school of
documentary films at
the film studios ‘New
Course’ and the BBC
film school. Trained at
the International Film
Seminars (USA). His
filmography compiles
of around twenty
documentary films that
have been entered and
won awards at Russian
and international film
festivals. He is also

the creator of over 50
advertising films, music
videos and short films.
As co-director and
producer he participated
in the filming of the fifth
season of the television
series Realniye Patsani
[Real Guys]. He
collaborated with the
writer Alexei lvanov on
the pilot version of the
film The Backbone of
Russia.



xopeorpawbl
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choreographers

AneH MNnatenb
(benbrus)

Xopeorpac U TeaTpanbHblK pexuccep. Obyyanca
npodeccuu negarora AnA NOLENA C OrpaHUYEH-
HbIMU HU3UYECKUMU BO3MOKHOCTAMU. B Hauane
1980-x 3auHTEpecoBascsa peruccypomr U B 1984-m
COBMECTHO CO CBOMMM ApYy3bfAMW OpraHM30Basl KOM-
naHuio Les ballets C de la B, AnAa KoTtopo# nocra-
BWN 3aBOeBaBLUWE YCrexX BO BCEM MUPE CMeKTaKku
«IMmma» (1988), «3apaBcTByiiTe, Magam» (1993),
«06wasn rpyctb» (1995) U «4T10-T0 Ha MOTUB Baxa»
(1998). Bmecte ¢ ApHe CupeHcom (ero yacTbiv coaB-
Topom) MNnaTtenb nocrasun ana Teatpa Victoria « MaTtb
u auta» (1995), « ManeHbKyto bepHaaetTy» (1996) 1
«Bce Mbl HAelubl» (1999). Mocne cnekTaknAa «Bce
Mbl MHAEeHUbI» [haTtenb 06bABUA, YTO NPeKpallaeT
craBuTb. OgHako B 2003-m Hepap Moptbe yroeo-
pun ero ocywectBuUTb noctaHoBKY Wolf Ha My3bIKY
Mouapta gna cdectuBana Ruhrtriennale. Xoposo#
NPOEKT ANA OTKPbITUA LeHTpa KVS nocnyxun Hava-
JIOM 6/IM3KOro COTPyAHHUYECTBA C KOMMO3UTOPOM
dabpuumo Kacconem. [lanee nocnegosanu paborthbl,
pacKpbiBaloLlue TeMbl CTPACTU U KeNlaHUA, Hacu-
JIUA U ABUKEHUA KaK TakoBoro: vsprs (2006), Nine
Finger (2007), Out of Conrext — for Pina (2010).

Alain Platel
(Belgium)

A choreographer and theater director. He is trained
as a remedial educationalist. In 1980s he interested
in directing and in 1984 he set up a small group
with a number of friends Les ballets C de la B. He
was responsible for Emma (1988), Bonjour Madame
(1993), La Tristeza Complice (1995) and lets op
Bach (1998), which rocketed to the international
top. In the meantime his collaboration with Arne
Sierens (his frequent co-author) had a similar effect
on the Ghent youth theatre company Victoria, with
the three plays Moeder en Kind (1995), Bernadetje
(1996) and Allemaal Indiaan (1999). After Allemaal
Indiaan he announced that he was stopping making
productions. But shortly after wards Gerard Mortier
persuaded him to do Wolf (2003) based on Mozart
for the Ruhrtriennale. The choir project for the
opening of the new KVS marked the start of close
collaboration with the composer Fabrizio Cassol. So
far his work had been exuberant in both the diversity
of performers and the themes, but now it became
more profound and intense and revealed a world of
passion and desire, violence and movements: vsprs
(2006), Nine Finger (2007), Out Of Context — for
Pina (2010).
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Mon Boy3
(CLLA)

C 1977 no 1990 roa 6bin
aptuctom New York City
Ballet. Kak yyacTHUK
KopaebaneTta U conmcT
TaHUeBan B 6onee yem
60 cneKtaKknAax Teartpa.
B nAaTHaauatb neT nony-
YW FPaHT Ha oby4e-
HWe B 6asIETHOM LWKoNe
Harkness House B Hblo-
Mopke. 3atem npo-
LOJIHKUN 06y4YeHue B
American Ballet Theater
School u B School of
American Ballet. Nocne
MCMOJIHEHUA rMaBHbIX
naptuu B 6anete xop-
Axa banaHunHa « Cum-
(OoHUA A0 MarKop» Ha
My3bIKy CTpaBUHCKOro
M « TaHUax Ha Beyve-
PUHKEe» Ha MY3bIKY
LLloneHa B nocTtaHoOBKe
Jepoma Po66uHca

B pamMKax MacTepCKoM
LIKO/bl, BOCEMHaALATU-
netHun boys nonyuun
npurnaiwlieHve B Tpynmny
New York City Ballet.

B Hauyane 1990-x roaos
BbilIEN HA MeXayHa-
POAHYIO apeHy B Kaye-
CTBe NpUrnalieHHoro
negarora. Tpu roga
coTpyaHu4yan ¢ latckum
HoponeBcKkum TeaTpom.
C 1992 roaa BbicTynaer
npeacrtasutenem PoHaa
Axopaxa banaHuumHa.

Paul Boos
(UsA)

Paul Boos relocated
himself to New York

at 15 to study on a full
scholarship at Harkness
House. Following

this, he studied on
scholarship at the
American Ballet Theater
School, and finally the
School of American
Ballet. It was at SAB,
while working extensively
with both George
Balanchine and Jerome
Robbins, that Boos
developed an intimate
understanding of the
connection between
music and movement.
After dancing a principal
role in Balanchine’s
Symphony in C and
Robbins’ Dances at a
Gathering as part of

the SAB workshop,
Boos was asked to

join the New York City
Ballet at the age of 18.
He went on to dance
with NYCB for 13 years
before launching into the
international scene as

a guest teacher, initially
with the Royal Danish
Ballet, where he taught
for three years. In 1992,
Boos was entrusted by
the George Balanchine
Trust to oversee four
ballets.

beH Xbi03
(Benbrus)

B 1985 roay crtan nobe-
auntenem MexayHapoa-
HOro KOoHKypca Prix de
Lausanne v o6bnaga-
TesleM CTUNeHAUU Ha
obyyeHne B AMepuKaH-
CKOW WKone 6aneta B
Hbito-HNopKe. lNoa cnycta
BOLLEN B COCTaB TPyNnbl
New York City Ballet, rae
Ha npoTtaxeHun 10 net
WUCMOJIHAN Beaylwue nap-
Tuu B 6anetax xopara
BanaHuuHa, [kepoma
Po66uHca u MNMutepa
MapTtuHca.

B 1996-m npuco-
eIMHWUACA K 6aneTHOM
Tpynne Lopuxcron
onepbl NoA pyKoBoA-
ctBoMm XamHua LLnépnu,
a TaKre 6bin npurna-
LEHHbIM TaHL,OBLLM-
KoM B Grand Théatre

de Geneve. Ucnon-

HAN BeAyluWe NapTuu B
noctaHoBKax Yunbamva
®dopcaita, Hauo Ayato,
Maru MapeH, Ockapa
Apauca, Oxaga Haxa-
puHa, XarHua LUnépnu m
Oxenmca Kyaenku.

B 1998-m ctan TaHL0B-
LWUKOM-(hpriaHCEepPOM.
B HacToAwwee BpemaA
peneTuTop 6aneToB
Axopara banaHuuHa m
Oxepoma Po66uHca.

Ben Huys
(Belgium)

Won the Prix de
Lausanne in 1985 and
a full scholarship to

the School of American
Ballet in New York.
Joined New York

City Ballet in 1986.

Has performed many
principal roles in ballets
by George Balanchine,
Jerome Robbins and
Peter Martins.

Joined the Zurich Opera
ballet in 1996 under
the direction of Heinz
Spoerli and was invited
to perform at the Grand
Théatre de Geneve.
Performed leading roles
in ballets by William
Forsythe, Nacho Duato,
Maguy Marin, Oscar
Araiz, Ohad Naharin,
Heinz Spoerli and James
Kudelka.

Became a freelance
guest artist in 1998.
Currently working as a
repetiteur for the George
Balanchine Trust and the
Jerome Robbins Rights
Trust.
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Butanuii NMonoHcKku
(Poccusn)

naBHbIM XOpMeKncTep KamepHoro xopa musicAeterna
MepmcKoro TeaTtpa onepbl U 6aneta.

OKoH4YMn HoBOCHMGHMPCKYIO rocyAapCTBEHHYHO KOH-
cepsartopuio M. M. U. MuHKK. Kak conuct (6ac)
W XopMeicTep BbICTyMan COBMECTHO C KaMepHbIM
Xopom HoBOCUOUPCHKOM HMNAapMOHUK, a TaKKe C
aHcam6nem Insula Magica ApKkagua BypxaHoBa.

C 2003 roaa pa6otaet ¢ Teoaopom KypeHT3u-
coM. AccucteHT aupumepa: « CBagbba durapo»
Mouapta (HoBocu6UpcKMi TeaTp onepbl U
6aneta, 2006), « Mar6eT» Bepau (HoBocunbup-
cKan onepa U Opéra de Paris, 2008). Xopmeii-
CcTep-nocTtaHoBLUMK: onepbl Mouapta B Nepmun —
Cosi fan tutte (2011) u «CBagb6a ®urapo» (2012);
«KoponeBa uHaenueB» MNMépcenna (KonpoayK-

umA MNepmcKor onepbl, Maapuackoro Teatro Real
U AHIMMUCHKOM HauuoHanbHoM onepbl, 2013)
Xopwmerictep: Dixit Dominus leHgena, «AupoHa u
JHei» MNépcenna (Festspielhaus, bageH-baaeH,
2010); «AunaoHa u IHen» Mépcenna (MepmcKasn
tmnapmoHusa, 2012); Cumdonua N2 2 Manepa,
«HKapmuHa bypaHa» Opda, «CBage6ka» CtpaBUH-
cKoro, «lepeBeHb» HuKonaesa (2012), KoHuepTt
AnA cmewwaHHoro xopa LWWHuTKe (2013), «Jlety-
yui ronnangeu» BarHepa (2013) — lMepmckas
ornepa; ractposbHas nporpaMmma (KoHUepTHoe
ucnonHeHune « AuaoHbl U dHea» MNépcenna, Dixit
Dominus leHaens) xopa 1 opkectpa musicAeterna
(BepnuH, AduHbl, Mapux, JinccaboH, 2014).

VitalyPolonsky
(Russia)

Principal choirmaster of the musicAeterna chamber
chorus of the Perm Opera and Ballet Theatre.
Graduated from the Novosibirsk State Conservatory
named after M. I. Glinka. As a soloist (bass) and
choirmaster he has performed together with the
Novosibirsk Philharmonic chamber choir and also
with Arkady Burkhanov's ensemble Insula Magica.
Has been working with Teodor Currentzis since
2003. Assistant conductor in Mozart's Le nozze de
Figaro (Novosibirsk State Academic Opera and Ballet
Theatre, 2006) and Verdi's Macbeth (Novosibirsk
State Academic Opera and Ballet Theatre, 2008).
Chorus master and producer of Mozart operas in
Perm — Cosi fan tutte(2011), Le nozze de Figaro
(2012); Purcell's The Indian Queen (a co-pro-
duction with Teatro Real Madrid and the English
National Opera, 2013); choirmaster: Handel's Dixit
Dominus, Purcell's Dido and Aeneas (Bayreuth
Festival, Baden-Baden, 2010); Mahler's Symphony
No.2, Orff's CarminaBurana, Stravinsky's Les noces,
Nikolaev's Gereven (2012), Schnittke's Concerto
for Mixed Chorus (2013), Wagner's The Flying
Dutchman (2013) — all with the Perm Opera. In
February 2014 the musicAeterna chorus under the
direction of Currentzis performed concert versions
of Purcell's Dido and Aeneas and Handel's Dixit
Dominus in Berlin, Athens, Paris and Lisbon.
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Jlyrua
(Fpeums)

OpaHa U3 cambix BAU-
ATENbHbIX MEPCOH B
rpeyeckom UHAYCTPUH
Moabl. Ee pa6oThl
BbicTaBsieHbl B locyaap-
CTBEHHOM My3ee coBpe-
MEHHOro UCKyCcCTBa B
CanoHuKax.
BbinycKHULa Konneaska
MUCKYyCCTBa U Au3arHa
Central Saint Martins
(JToHaoH). MpuHnmaer
yyacTve B MOAHbIX MOKa-
3ax No BCeEMY MUpY, OT
Tokuo go Tenb-ABuBa.
Ctunb Jlykuu copmu-
pyeTcA Ha CTbiKe pas-
HOOGpa3HbIX BUO0B
MUCKyCCTBa, HO B 60/1b-
LUeKr cTeneHu oHa yBrne-
YyeHa TeaTpOM M TaH-
uem. Hekotopbie U3

ee KonneKuui 6binu
co3zaHbl noa Bneyar-
NleHuem ot hunbma

«W Kopabnb nnbiBeT»
dennnvHu, mysbikanb-
HbIX MUpoB Bbunnu Xonu-
nen n bbopK, HMBO-
nucu lNyctaBa KnumTa.
MoKasbl JIyKnK, KaK
npaBuio, NPOXOAAT B
atMmocdepe TeaTtpanb-
HOCTU — TeM cambIM
OW3alriHep oTaaeT AaHb
KY/IbTYPHOMY Hacne-
OVWI0 CBOEW POAUHbI.

Loukia
(Greece)

One of the most
influential figures in the
Greek fashion industry.
Her work is exhibited
in the State Museum

of Contemporary Art in
Thessaloniki.

She is a graduate of
Central Saint Martins
College of Arts and
Design in London and
takes part in fashion
shows around the world,
from Tokyo to Tel Aviv.
Loukia's haute couture
pieces are influenced
by all kinds of art, but
she is most passionate
about theatre and
dance. Some of her
collections were inspired
by Fellini's film E la nave
va (And the Ship Sails
On), the music of Billie
Holiday and Bjork and
the art of Gustav Klimt.
Loukia’s fashion shows
take a theatrical form;
she pays tribute to the
cultural heritage of her
homeland.

AHApen BonTeHKo
(Poccus)

XyaoxKHUK MapuuH-
cKoro Teartpa ¢ 1983
roga. YneH CaHKT-
MeTepbyprcKoro otaene-
HUA Col3a XyA0HKHMUKOB
Poccuun. C 1979 no 1983
roa pa6ortan B Hauuo-
Ha/IbHOM aKaAemuye-
cKkom Bbonbliom Teatpe
onepsbl 1 6aneta Pecny-
6nuku benapycb B MuH-
cKe. B 1999 roay ocyuue-
CTBWJ1 PEKOHCTPYKLMUIO
BU3Yya/lbHOro pelueHus
6aneta «CnAwan Kpa-
caBuLa» YalhKoBCKOro B
xopeorpactumn Mapuyca
Metuna.

MpurnaweHHbIA XyA0H-
HUK My3bIKanbHOro Tea-
Tpa Pecny6aunku Kape-
A (« LLlenkyHYMK»
YaiKoBcKoro, 2009; no
ackusam Muxauna Boua-
poBa U KoHcTaHTMHa
MBaHoBa), MNepmcKoro
TeaTpa onepbl U H6aneTa
(«BaxumMcapanckmi HoH-
TaH» AcadbeBa, 2011;

no 3ackusam BaneHTUHbI
Xoaacesuy), Camap-
CKOro TeaTtpa onepbl

v 6aneta (« Kopcap»
ApaHa, 2014), Hauuo-
HanbHoro TeaTtpa boc-
HWU Y [epLeroBuUHbI

B CapaeBo («Jama

C KamenuAMU» Ha
My3blKy Bepau, 2012).

Andrei Voitenko
(Russia)

Stage designer at the
Mariinsky Theatre since
1983.Member of the
Saint Petersburg branch
of the Russian Union of
Artists.

Between 1979 and

1983 he worked at the
National Academic
Bolshoi Opera and
Ballet Theatre in

Minsk, Belarus. In

1999 he undertook

the reconstruction of
the stage design of
Tchaikovsky’s ballet
The Sleeping Beauty
(choreography by Marius
Petipa).

Visiting designer at

the Musical Theatre of
Karelia (Tchaikovsky’s
Nutcracker, 2009,
based on sketches by
Mikhail Bocharov and
Konstantin Ivanov), the
Perm Opera and Ballet
Theatre (The Fountain
of Bakhchisarai,
Basfyev, 2011, based on
sketches by Valentina
Khodasevich), the
Samara Opera and
Ballet Theatre (Adan’s
Korsar, 2014), The
National Theatre of
Bosnia and Herzegovina
in Sarajevo (The Lady of
the Camellias set to the
music by Verdi, 2012).
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AHHUC KyHennuc
(Fpeumnsa/Utanna)

XYAOMHUK, CKYNIbNTOP, aBTOP UHCTaNNALMA, POAOHa-
YyaJibHWK HanpaB/ieHUA B UCKycCcTBe arte povera.
Poauncsa B ropoge MNupein (Mpeuwns). B Bospacte 20
net nepeexan B Pum, rae noctynun B Akaaemuto
XyAoxecTB. byayyuu cTyaeHTOM, BbICTYNW aBTOPOM
BbICTaBKU « AncdaBut KyHennuca», Kotopas 3Kc-
NoHMpoBanacb B PUMCKOM rasiepee CoBpeMeHHOro
ncrycctBa La Tartaruga u BCKope cTana u3BecTHa
3a npegenavuv Utanuu. C 3Toro BpeMeHU XyL0HHUK
CTa/l aKTUBHO BBOAWUTb B CBOE TBOPYECTBO Npea-
MEeTbl U3 peasibHOM HU3HU, TaK Ha3biBaeMble « ecTe-
CTBEHHble 00beKTbl» — 6ymary, rpyabl Yris, ctapble
MELUKH, NUTbl, BETKU AepeBbLEB U T. 4. B Kaue-
CTB€ OTMPaBHOM TOYKM ANA UHCTaNNAUUMA KyHennuc
MCNoJIb30BaJl NOBEPXHOCTb (Hanpumep, CTeHy, non
WX OrPOMHbI€ MIUTbI, NMOKPbITbIE Hene30M).

B 1967 roay AHHUC KyHennuc ctan y4acTHu-

KOM NlereHzapHon BbiCTaBKU « Arte povera —

e IM Spazio» B ranepee La Bertesca B leHye.

Ona 0603HaYeHUA 3aKpenMBLUErOCH Hanpasie-

HUA B UCKyccTBe HepmaHo YenaHT B 1967-Mm BBEn
TepMuH arte povera (c utan. «6egHoe UCKycC-
cTBO»). PaboTbl macTepa BbICTaBNAIOTCA B Kpyn-
HeHwwux ranepenax Eeponbl, CLUA, KaHaab! U

tOHoM AmepuKU. B nocneanue roabl KyHen-

nuc obpartuica K npobsemam, CBA3aHHbIM C
MECTOM XYAO0XHUKA U C rpaMLaHCKON MUC-

CHUEeN UCKYyCcCTBa B COBPEMEHHOM 06LlecTBe.

Jannis Kounellis
(Greece/lItaly)

Artist, sculptor, installation artist and founder of
the arte povera movement. Born in the city of Pirei
(Greece). At the age of 20 went to live in Rome,
where he entered the Academy of Art. As a student,
he produced Alphabets, which was exhibited in the
Rome contemporary art gallery La Tartaruga and
soon became well known outside of Italy.

From that moment he began actively incorporating
‘natural objects’ from real life into his art work —
paper, piles of coal, old bags, plates, tree branches
etc. As a base for his installations Kounellis used
a surface such as a wall, a floor or huge slabs
covered with iron.

In 1967 Jannis Kounellis became involved with the
legendary Arte povera — e im Spazio exhibition

at the La Bertesca Art Gallery in Genoa. In 1967 in
order to define the direction of this movement that
was taking hold, Germano Celant coined the term
arte povera (from the Italian ‘poor art’).

The works of this master have been exhib-

ited in major galleries of Europe, the USA,

Canada and South America. In recent years
Kounellis has been addressing the problems
associated with the place of the artist and the
civilian mission of art in modern society.



XYZOMHHUK MO CBETY / 3BYKOpexuccep

HUropb LUnHH
(Poccus)

Poauncsa B MNepmu.

B 1986-M oKOHu4MUN
MepMcKkuM nonutex-
HUYECKUN UHCTUTYT
(HblHe — TMepMCKUi
HaLUMOHaNbHbIW Ucchne-
[0BaTeNbCKUI NONUTEX-

HUYECKWUI YHUBEPCHUTET).

B 1999 roay 6bin npu-
HAT OCBETUTENEM BbiC-
wen Kateropuu B Mepm-
CKUM akaaeMUYeCKHUH
TeaTp onepbl U 6aneta
um. . U. YanKoBcKoro,
¢ 2006-ro — XyA0rHHUK
no ceety. [lnAa teatpa
(coBmecTHO ¢ Butanuem
AneKcaHapoBbiM) CO3-
Jan CBETOBYIO NapTH-
Typy 6aneta « Megesa»
Ha my3bIKy Mopuca
PaBensa (xopeorpa-

¢uma KOpusa Mocoxosa,
2008), KoTopbIA 6biN
HOMWHUpPOBaH Ha Hauu-
OHaNbHYI0 TeaTpalb-
Hyto npemuio « 3ono-
TaAa macka — 2010».

Igor Tsinn
(Russia)

Lighting designer

Born in Perm and
graduated from the Perm
Technical University (at
present Perm National
Research Polytechnic
University) in 1986. In
1999 he was hired as

a lighting technician of
the highest rank by the
Perm Opera and Ballet
Theatre named after

P. I. Tchaikovsky, where
he has been working
as a lighting designer
since 2006. He created
the lighting plot for the
theatre (together with
Vitaly Alexandrov) for
the ballet Medea to the
music by Maurice Ravel
(choreography by Yuri
Posokhov, 2008) that
was nominated for the
Golden Mask National
Theatre Award 2010.
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donbKep BepHxapT
(FepmaHuA)

B BospacTte 27 ner,
oKkoHuuB School of Audio
Engineering (SAE) Bo
®dpaHKbypTe, Havan
COTPYAHUYATb C HeMel-
KUMH XOPOBbIMH KOJIJIEK-
TUBaMM, aHCamMbnAMMU

M OpHKecTpamu B Npo-
uecce 3anuceii CD. C
1999 roga Ha NOCTOAH-
HOM OCHOBe paboTaeT C
HEeMEeLKUM KOJIJIeKTUBOM
Ensemble Modern. Oco-
6EeHHOCTU COBPEMEHHOM
My3bIKX B 061aCTH 3BY-
YaHuA TpebyoT HaBbIKOB
paboTbl NapannenbHo ¢
KOMMO3UTOPOM, AUPU-
HEpPOM U My3blKaHTaMH,
a TaKKe Ucnonb3oBa-
HUA HOBEMLLMUX TEXHU-
YEeCKMX BO3MOMHHOCTEN,
yto PonbKHep bepH-
XapT ycneLiHo BOmJio-
LAeT B CBOEN CTYAUM.
Momumo npoyero, oH
OKOHYMN1 XOPOBOE OTAe-
neHue B KoHcepBaTopuu
Koxa Bo ®paHKdypTte 1
PYKOBOAUT TPEMSA XOpO-
BbIMU KOJIJIEKTUBAMM.
Moet B MyCKOM Kamep-
HOM XOp€ U NOCTOAHHO
coBepLleHcTByeTcA 6na-
rogaps y4acTuio B CEMU-
Hapax U macTtep-Knac-
cax, Takux Kak Complete
Vocal Technique (CVT).

Volker Bernhart
(Germany)

At the age of 27,

after graduating from
the School of Audio
Engineering (SAE)

in Frankfurt, Volker
Bernhart began working
with choirs, bands and
orchestras all over
Germany in the CD
recording process.
Since 1999 he has been
collaborating with the
Ensemble Modern. The
features of contemporary
music with regard to
sound, demand skills

in parallel with the
composer, conductor
and musicians, and the
use of new technologies
— both of which Volker
Bernhart accomplishes
in his studio. Among
other things, he
graduated from the
choral department of Dr.
Hoch's Konservatorium
in Frankfurt and directs
three choirs. He sings in
a men’s chamber choir
and periodically attends
workshops and master
classes, including

the Complete Vocal
Technique (CVT).
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Anna AdemupoBa
(Poccus)

JApamaTtuyeckan U KMHoakTpuca. OcHoBaTeNnbHULA
3KCNEepUMEHTaIbHO-NO3TUYECKOro TeaTpa « A».
HapoaHas aktpuca PCOCP, naypeat locyaapcTBeH-
Hon npemun CCCP npemuun MNMpesuaeHta Poccum,
npemuun um. K. C. CtaHucnaBcKoro, a Take psaaa
APYrux NpeMuii U Harpaz B 061acTU KUHO- U Tea-
TpaJibHOro UCKyccTBa. ABTOP BOCbMUW KHWT.

C 1968-ro no 1994-i (c nepepbiBamu) emugoBa
cbirpana Beayliue posv B CMEKTaKkNAX pexuccepa
«TaraHku» KOpusa Jliobumosa: dnbmupa (« TapTiot»,
1968), naHu BoreHukana («4Yac Muk», 1969), lep-
Tpyaa («famnet», 1971), MapuHa MHuwek (« Bopuc
loayHoBy», 1988), loHHa AHHa («up Bo BpemsaA
yymbl, 1989), AnekTpa (« AnekTpa» Coctokrna, 1992).
CHsanacb B hunbmax Uropa TanaHkuHa («AHeB-
Hble 3Be3abl», 1966), FOpua KapacuKa («LLectoe
viona», 1968; «Yarkar, 1970; « CtaKkaH BoAbl»,
1979), AHapeA TapKoBcKoro (« 3epKano», 1974),
Hukronaa MauweHKo («Uay K Tebe», 1972), Uropsa
MacneHHunKoBa (« Co6aka backepsunei», 1981;
«lMuKoBana aamay», 1982), JleoHuaa MNuenkuHa («Jetu
conHua», 1985) u ap. Bnepsble ucnonHmMna nosTu-
yecKue weaeBpbl CepebpsHoro Beka: « Pegpa»
MapwuHbi LiBeTaeBo#, « PekBuem» U «lMoama 6e3
reposi» AHHbl AxmaTtoBoi. C 1993 roga pa6otaet ¢
pexuccepom Teogopocom Tep3onynocom: « KBap-
TeT» XariHepa Mionnepa (1993); « Megea» Mion-
nepa — EBpunuaa (1996); « FamneT-ypoK» no
WeKcnupy (2001), — a Takxe co «LLIkonon gpa-
MaTHU4ecKoro UckyccTBa» AHaTtonua Bacunbesa.

Alla Demidova
(Russia)

Stage and cinema actress. Founder of the
experimental-poetic theatre ‘A’. People’s Actress of
the RSFSR, laureate of the USSR State Prize, the
President of Russia’s Prize and the Stanislavsky
award, as well as a host of other national theatre
and cinema art awards. Author of eight books.
Between 1968 and 1994 (intermittently) she played
leading roles in productions by the Taganka Theatre
director Yuri Lyubimov: Elmyra (Tartuffe, 1968),Mrs.
Bozhentskaya (Rush Hour, 1969), Gertrude
(Hamlet,1971), Marina Mniszech (Boris Godunov,
1988), Donna Anna (Feast Amidst Plague, 1989),
Electra (Electra by Sophocles, 1992). She also
starred in the films of Igor Talankin (Day Stars,
1966), Yuri Karasik (The 6th July, 1968, The Seagull,
1970, A Glass of Water, 1979), Andrei Tarkovsky
(Mirror, 1974), Nikolai Mashenko (I’m coming to you,
1972) Igor Maslennikov (Hound of the Baskervilles,
1981, Queen of Spades, 1982), Leonid Pchelkin
(Children of the Sun, 1985) and others. She was the
first to perform poetic masterpieces of the Silver
Age: Phaedra by Marina Tsvetaeva, Requiem and
Poem without a Hero by Anna Akhmatova.

From 1993 worked with the director Theodoros
Terzopoulos: Quartet by Heiner Muller (1993);
Medeaby Muller, based on Euripides (1996) Hamlet
— A Lesson based on Shakespeare (2001) and also
with Anatoly Vasiliev’s “School of Dramatic Art”.
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Tacoc Aumac
(Fpeums)

AkTtep TeaTtpa ATTIS B
Jenbdax, ocHoBaHHOro
pexunccepom Teogopo-
com Tep3zonynocom.
Poauncsa B AduHax.
O6yyancsa Ha oTaene-
HUKU My3bIKa/IbHOIO Tea-
Tpa acduHcKoro Tea-
TPanbHOIo yYuauLua.
CoTpyaHuyan c Tea-
TpasbHbIMA KOMMaHU-
AvK Xaumrkoca-HuUKK-
¢topakuca, Cvapynbl
l'yonu, K. Kappaca, Jlam-
6poca KoHcTaHTapaca
v Kapeuu-Kasakoca.

C 1988 roaa coTpya-
Hu4aet ¢ Teogopocom
Tep3onynocom. Urpan B
CNeAyoLLMnX ero nocra-
HOBKax: « BakxaHKu»

u «beleHbIn Mepakn»
EBpunuaa; « AHTUroHa»
n « Askc» CodoKna;
«lMepcobi», «Mpome-
Teli NPUKOBAHHBIN» U
«3nuUroHbl» dcxuna;
«leparn» XanHepa
Mionnepa, «leHbru»
(cueHn4YecKasa Komno-
3MLMUA HA OCHOBE TEK-
ctoB bepronbta Bpexrta),
«pouncxoxaeHue»

(B ocHoBe — «bBelue-
HbIA Mepakn» EBpHU-
nuaa U « TpaxuHAHKKU»
Codokna), « KopoHa»
AHHKca KoHTpadypuca,
«Jletbl» Aumutpurca
Adumutpuaauca v gp.

Tasos Dimas
(Greece)

Actor in the ATTIS
theatre group in Delphi.
Tassos Dimas was born
in Athens and studied
in the musical theatre
department of the
Athens Drama School.
He has worked with
theatre companies such
as Nikos Hatziskos

and Titika Nikiforaki
Company, Smaroula
Giouli, K. Karras.

L. Konstantaras and
Karezi-Kazakos. Since
1988 he has been
collaborating with
Theodoros Terzopoulos.
He has participated

in the following
performances: Bacchae
and Herakles by
Euripides; Antigone and
Ajax by Sophocles; The
Persians, Prometheus
Bound and Epigoni by
Aeschylus; Heracles by
H. Miller; The Money
(scenic composition
based on Brecht’s
texts), Descent (scenic
composition based on
Euripides’ Herakles and
Sophocles’ Women of
Trachis), The Crown

by Y. Kontrafouris;
Lethe by D. Dimitriades,
and other.

actors

Codua Xunn
(Fpeumn)

AKkTpuca TeaTtpa ATTIS B
Jenbdax, ocHoBaHHOro
pexuccepom Teogopo-
com Tep3sonynocom.
Poaunacb B AdmHax. Mo
oKoH4YaHuu Veaki Drama
School 6bina npurna-
weHa B TeaTtp Tep3o-
nynoca, rae coirpana
pPONU B TaKUX CneKTa-
KnAx, Kak «[pomeTten
NPUKOBaHHbIM» Acxuna,
«lepakn» XanHepa Mion-
nepa, «leHbru» (cue-
HUYeCKasA KOMMNO3ULUA
Ha ocHoBe TeKcToB bep-
TonbTa Bpexra), « bele-
Hbi lepakn» EBpunuaa,
«poucxoKaeHue»

(B ocHoBe — «bBelue-
HbiX lepakn» EBpwu-
niaa U « TpaxMHAHKU»
Codokna), «JleTbi»
Aumntpuca Aumutpua-
auca, « OpereH Honm»
Asrycta CtpuHabepra,
«AaKkc» Cocokna,
ALARME (B ocHoBe
Clo}KeTa — nepernucKka
mexay Mapuein Crio-
apT U KoponeBow Enun-
3aBeTtoM |), « MokacTa»
AHHMca KoHTpadypuca.
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Sophia Hill
(Greece)

Actor in the ATTIS
theatre group in Delphi.
Sophia Hill was born

in Athens. She studied
at Veaki Drama School
and on graduating

was invited into
Terzaopoulos’ theatre,
where she played roles
in performances such

as Prometheus Bound
by Aeschylus, Heracles
by H. Miller, The Money
(scenic composition
based on Brecht’s texts),
Herakles by Euripides,
Descent (scenic
composition based on
Euripides’ Herakles

and Sophocles’ Women
of Trachis), Lethe by

D. Dimitriades, Miss Julie
by A. Strindberg, Ajax

by Sophocles, ALARME
(scenic composition
based upon the
correspondence between
Mary Stewart and Queen
Elizabeth 1), and Jocasta
by Y. Kontrafouris.



nesLbl

AHHa lopAyéBa
(Poccusa / Utanus)

OKoHunna CaHKT-
MeTepbyprcKyto rocyaap-
CTBEHHYI0O KOHCEpPBaTOpPHIO
M. H. A. PumcKoro-Kop-
caKkoBa. B 2008-m crana
CTYAEHTKOW U CTUNEeHAMU-
aToM HauMOHaNbHOW aKa-
Aemun Santa Cecilia B
Pume. ConuctKa Teatpa
«CaHKTb-lNeTepbyprb-
Onepa». B peneprtyape:
KepybuHo («CBaabba
®durapo»), Aopabenna
(«TaKk nocTynaioT BCe
HeHLWMHbI») — MouaprTa,
MarganeHa («Puronetto»
Bepau), Cysyku (« Magam
Battepdnai» Myy4ynHm);
MapuHa MHuweK (« Bopuc
MoayHoB» MycoprcKoro),
MonuHa («MuKoBasa
Aama»), Onbra (« EBreHui
OHeruH») — I1. YaiKoBs-
cKoro. 3arnaBHble nap-
TUU B onepax « KapmeH»
Buse, «Opdei» MioKa,
«HOaundb ToprHecTBylO-
waa» BuBanbau.

B 2009-m ucnonHuna
naptuvio HapmeH Ha
tectuBane Classic Open
Air Berlin, naptuto Mar-
JaneHbl B onepe «[llyte-
wectsue B Perimc» Poc-
CUHU Ha decTuBane
6enbkaHTo B Pume, yya-
cTBOBaJsia B MMPOBOM Mnpe-
Mbepe onepbl Pununna
Macca « BeHeuuaH-

CKUe BeabMbi» B Pume.

Anna Goryacheva
(Russia / ltaly)

Graduated from the
Saint Petersburg State
Rimsky-Korsakov
Conservatoire in 2008.
In the same year became
a student and scholar of
the National Academy of
Santa Cecilia in Rome.
She has been the soloist
of the Saint Petersburg
Opera since 2008.
Repertoire: Cherubino
(Mozart's Le nozze

di Figaro), Dorabella
(Mozart's Cosi fan tutte),
Magdalena (Verdi's Rigo-
letto), Suzuki (Puccini's
Madame Butterfly),
Marina Mniszech
(Mussorgsky's Boris
Godunov), Polina (Tchai-
kovsky's The Queen of
Spades), Olga (Tchaik-
ovsky's Eugene Onegin).
Leading parts in Bizet's
Carmen, Gluck's Orfeo
ed Euridice and Vivaldi's
Juditha triumphans.

In 2009 Goryachova
performed the part of
Carmen at the Classic
Open Air festival in
Berlin, the part of
Magdalena in Rossini's
opera Il viaggio a Reims
at the Belcanto Festival
in Rome, and took part
in the world premiere

of Philip Glass's opera
The Witches of Venice.

singers
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Hamrap
(Poccus)

HacToAwee nma —
Hamrap JlxacapaHoBa.
Bbypatckaa neBuua,
BOKaJIMCTKa My3bl-
KanbHOro KoaieK-
TuBa Namgar (c 6ypArT.
«6enble obnaka).

C cepeauHbl 1980-x
BbICTyMana co/bHO C
6YypATCKUM TpaaULMU-
OHHbIM penepTyapom,
WUCMOJIHANA TaKiKe ArKa-
30Bble U 3CTpajHblie
KomMmno3suuun. B 2001
roay BvecTte ¢ EBre-
HueMm 30n10TapeBbIM U
MOHI0/IbCKUMU MY3bl-
KaHTamu YpaHTyrcom

U AnTaHrapanom cos-
nana rpynny Namgar.
Kputurku The New York
Times Ha3Banu Hamrap
«MOHroNbCKOM BbopK»,
a ee «COYHbIHW, 3BOH-
KWW U U3ALHDbINA ronoc»
CpaBHWU/U C « 6eNnbiIMH
obnaxkamu Hapg, Tube-
TOM, OT KOTOPbIX OHa U
ee rpynna B3anu cebe
nvA». CoBMeCTHO ¢
MapKycom Poritepom
3anucana anb6om « Pac-
cset [pamartepen»
(2012) Ha TeMbl: UCTO-
puUA ApPeBHUX CTENewn
LleHTpanbHoOM A3uu,
MYZAPOCTb a3UaTCKUX
EHLLWUH, NPeeMCTBEH-
HOCTb MOKOJIEHWH.

Namgar
(Russia)

Her real name is Namgar
Lhasaranova. Buryat
singer, leader of the
musical group Namgar
(Buryat. ‘white clouds’).
Performed solo or with
modern groups at local
and international venues
since 1980 in a variety
of genres including
traditional songs, jazz
and pop. In 2001 she
and Evgeny Zolotaryov
created a permanent
group inviting Mongolian
musicians Kh. Altangerel
on morinhuur and
Jamyangiin Urantogs

on yatag. The New

York Times called her
‘Mongolian Byork’, her
‘reach, clear voice’

is like ‘white clouds
above Tibet that gave
name to her and her
group’. In collaboration
with Markus Reuter
recorded CD Dawn of
the Foremothers (2012).
Main themes of this CD
are the history of the
ancient steppes of the
Central Asia, the wisdom
of Eastern women, the
continuity of generations.



nesLbl

Hatanbsa MNMweHW4YHMKOBA
(FepmaHuA)

MeBuua (MeLLO-conpaHo),
(hNenTUCTKA, TaHLOB-
wmua, aptTucTLa nepoop-
maHca. Pogunacob B
MockBe, ®uBet B bep-
NnHe. C oTAIMYUEM OKOH-
yuna MocKoBCRyto rocy-
HAapCTBEHHYIO KOHCepBa-
Topuio um. M. U.
YanKoBcKoro. B cepe-
AuvHe 1980-x rogoB 6bina
cpeaum nepBbIX NPaKTUKOB
M nponaraHAucToB ayTeH-
TUYHOro neHua. Ucnon-
HANa coyrMHeHuna [xKoHa
Kenaxka, KapnxanHua
LLitokxay3eHna, Cotuun
[y6aiiaynuHon, AHTOHa
BataroBa, npousBeaeHus
APYruX KOHLUEeNTyaNbHbIX U
NPOrpeccUBHbIX KOMMO3U-
TopoB. O6WUPHbLIN penep-
Tyap lNweHUYHUKOBOM
OoXxBaTblBaeT NnpousBese-
HUA BepHxapaa JlaHra,
Mun Kanuenu, Amutpuma
Kypnanackoro, MoxaH-
Heca ®Ppuua, MNMeTtepa
A6nuHrepa, AHHbI UKpa-
MoBo#M, Knayca JlaHra,
Cepresa HescKoro, Xenb-
mMyTa dpuHra, Bopuca
®dunaHoBcKoro, AnexkcaH-
apbl PunoHeHkro, Cyrypy
loto, Baguma Kapacu-
KoBa, Bnaagumnpa Pan-
HeBa.

Natalya Pshenichnikova
(Germany)

Singer (mezzo-so-
prano), flautist, dancer
and performance artist.
Born in Moscow, lives in
Berlin. Graduated with
honours from the Tchai-
kovsky Moscow State
Conservatory. In the
mid-1980s was one of
the first practitioners and
promoters of authentic
singing. Has performed
compositions by John
Cage, Karlheinz Stock-
hausen, Sofia Gubaid-
ulina, Anton Batagov
and the works of other
conceptual and progres-
sive composers.
Pshenichnikova’s exten-
sive repertoire includes
works by Bernhard Lang,
GiyaKancheli, Dmitri
Kourliandski, Johannes
Fritsch, Peter Ablinger,
Anna lkramova, Klaus
Lang, Sergei Nevsky,
Helmut Ering, Boris
Filanovsky, Alexandra
Filonenko, SuguruGoto,
Vadim Karasikov and
Vladimir Rannev.

singers

Anenu-Jiuauna Cramenny
(Fpeums)

ConpaHo. BbinycKkHULa
Hochschule fiir Musik
Bo ®paiibypre (fepma-
HUA), TaKKe obyyanacb
B Conservatorio G. B.
Martini B BonoHbe (Uta-
nuA) n BeHcKom yHUBep-
cuUTeTe My3blKM U UCNO-
HUTENbCKOro UCKYCCTBA
(ABcTpusA). bByayuu cTu-
neHamatom PoHaa um.
OHacuca obyvanacb

B LUKOJIe aKTepCKOro
mactepctBa Stella Adler
B Hblo-Hopke.

[ana 6onee Tpuguatm
COJIbHbIX KOHLIEPTOB Ha
naoLaaKax KpynHemLwmx
tectuBaneii B peuum,
lepmaHuu, Ha Ky6e, Typ-
umu, Ucnanum u CLLA.
B Hblo-AopKe BbIcTy-
nana B cocTtaBe Tpynnbl
Theatre Company Mwuxa-
una Yexosa. C 2012
roga — apTUCTHa xopa
musicAeterna Nepm-
CKOro Teartpa onepbl

1 6aneta. Bo Bpems
eBpornencKoro Typa
Teopopa HypeHT3uca 1
musicAeterna ¢ onepo#n
Mépcenna «luaoHa m
JHei» B heBpane 2014
roga UcrnosHuna nap-
Tun Bennnapl (Jlucca-
60H), MNepBoK BeabMbl
(AduHbI) U BTopon
HeHWMUHb! (MapuH).
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Eleni Lydia Stamellou
(Greece)

Soprano. Graduated
from the Hochschule
far Musik Freiburg
(Germany), studied

at the Conservatory
Giovanni Battista Martini
of Bologna (Italy) and
the University of Music
and Performing Arts in
Vienna (Austria). As a
scholar at the Onassis
Foundation studied at
the Stella Adler Studio
of Acting in New York.
Has performed more
than thirty solo concerts
at major festivals in
Greece, Germany, Cuba,
Turkey, Spain and the
USA. In New York she
performed a lead solo
part in the performance
Prayers For The Ghetto
and also performed in
the Michael Chekhov
Theatre Company
troupe. Since 2012

has performed with the
musicAeterna chorus.
During the European
tour of Teodor
Currentzis and musi-
cAeterna with Purcell’s
opera Dido and Aeneas
in February 2014,

Eleni Lydia Stamellou
performed the parts of
Belinda (Lisbon), First
Witch (Athens) and
Second Woman (Paris).
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Chinawoman
(KaHaga)

MeBUUa, UHCTPYMEHTa-
NUCT. HactosAwee uma —
Muwenb l'ypesuy. Joub
3KC-6anepuHbl U UHHKe-
Hepa u3 JleHWHrpaaa,
Chinawoman Bblpocna Ha
Cco6paHuKn PoAUTENIbCKUX
nnactuHok 1970-x. B ee
My3bIKe MOX¥HO HauTHU
yTO-TO OT JleoHapaa
HKoaHa v ot Annbl lMNyra-
yeBoMW. Ee my3biKanbHas
MUCTOPUA Ha4yanachb C anb-
6oma Party Girl (2007).
MaHeBpupya mexay
peTpo-mMmoTuBamMu U obe-
CHypaxuMBatoLLlen cyob-
€KTUBHOM UHTOHALMUEN,
COYMUHAET TParuKoMu4-
Hble U CeHTUMEHTallb-
Hble necHU. Ee KoHLepThbI
noapasymMeBaloT BbICTY-
NAeHUsa ApYrux mysbl-
KaHTOB M O6LLeHue ¢
ny6/IMKOMN, HO OHa Npea-
NnoYyuTaeT 3anucbliBaTb
NecHU B TaK HasblBae-
MOM « CnanbHOM» MaHepe,
npuaepHKmMBasachb nNpo-
CTOTbl U CTUNA, KOTOPbIN
OHa cama onpegenseT
KaK « OT MOeH NnocTtesnu

K Bawem». CBoMm rnae-
HbIM UCTOYHUKOM BLOX-
HOBEeHUA Ha3bliBaeT KUHe-
maTorpad, a UMeHHO:
dunbmbl Peaepuro den-
nvHU v J3suaa JluHua.

Chinawoman
(Canada)

Singer, instrumentalist.
Her real name is Michelle
Gurevich. The daughter
of an ex-ballerina and an
engineer from Leningrad,
Chinawoman grew up
listening to her parents’
collection of Soviet

and 70’s European
records. Her music has
drawn comparisons to
Leonard Cohen and Alla
Pugacheva. Maneuvering
between retro motifs
and a surprising
sincerity, Chinawoman's
songs are tragicomic
and sentimental. Her
musical history began
from the album Party
Girl (2007). While her
concerts include more
live aspects and a
line-up of musicians, she
records and releases
songs in bedroom
manner, maintaining an
intimacy and singleness
of expression: ‘from

her bedroom to yours’.
She says her main love
is cinema. Her style of
music is influenced by
passion for the movies
by Federico Fellini

and David Lynch.

singers

Ctus [asucnum
(ABcTpanus)

TeHop. Cpeau ero MHo-
rOYUC/IEHHbIX NapTHM:
AnbmasuBa (« CeBunb-
CKUH LMPIOSIBHUK»
Poccunu), PyneBon
(«JleTy4yum ronnaH-
aeu» BarHepa), TamuHo
(«Bonwe6Hasa dnenTa»
MouapTa) u apyrue.
MoBOPOTHLIM MOMEH-
TOM B ero Kapbepe
crtana naptua Uaowve-
HeA B MUIaHCKOM Tea-
Tpe La Scala (2005)
noA, ynpas/eHUeM
[A3Huena XapguHra.
BepneTt akTUBHYIO KOH-
LIePTHYIO AeATEeNbHOCTD,
NMOCTOSAHHO BbICTYyNaeT
Ha BeAyLMUX onepHbIX
cueHax mupa — B bep-
JIMHCKOM rocyaapcTBeH-
HoM onepe, lNocyaap-
CTBeHHOM ornepe BeHbl,
HoponescKkom onepHom
Teatpe KoBeHT-lapaeH,
ABCTpanuMmncKon onepe
B CugHee. Pabotan c
BblAaOWUMUCA AUPU-
epaM1 COBPEMEHHO-
CTU, TaKUMHU KaKk Knay-
auo A66azgo, HOpuit
ApoHoBuY, c3p KonuH
AaBuc, Banepum lep-
rues, PeHe Akob6c, MapK
MuHKoBCKHM, Odedtpu
TeuT, A3BuUA 3UHMaH.
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Steve Davislim
(Australia)

Tenor. Steve Davislim
began his professional
career as an ensemble
member of the Zurich
Opera, where his
numerous roles included
Almaviva (Rossini’s
libarbiere di Siviglia),
Steersman (Wagner’s
Der fliegende Holldnder),
Tamino (Mozart’s Die
Zauberfléte). Engaged
at the most prestigious
opera theatres and
concert venues world-
wide, he has appeared
at the Staatsoper Berlin,
Wiener Staatsoper, Royal
Opera House Covent
Garden, The Australian
Opera in Sydney, etc.

A turning point in

his career was his
interpretation of
Idomeneo at the
opening of La Scala di
Milano in 2005 under
Daniel Harding. He

has worked with such
esteemed conductors
as Claudio Abbado,

Yuri Ahronovitch, Sir
Colin Davis, Adam
Fischer, Valery Gergiev,
Thomas Hengelbrock,
René Jacobs, Marc
Minkowski, Jeffery

Tate, David Zinman.
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AHTOH Bartaros
(Poccus)

MuaHucT, KomnosuTop.
OKoHurMn MocKoBCHKyO
rocyAapCTBEHHYIO KOH-
cepBaTopuUio

um. M. U. YanKoBcKoro.
Mo6eantenb MemayHa-
POAHOro KOHKypca UM.
YanKoBcKoro (1986) u
APYrux KoHKypcos. O ero
3anucu « UcryccrBa
¢yrmu» baxa, caenaHHou B
1993 roay, 3HaMeHUTbIA
aMepUKaHCKHUMA My3bIKO-
Bea Puuapg KoctenaHel,
Hanucan: «9To camasn
noTpsicarLas UHTepnpe-
TaumAa baxa co BpemeH
lynbaa». OH cTan nep-
BbIM B Poccuu ucnonHu-
Tenem couMHeHun Macca,
Paiixa, Pengmana,
HKenama. He TonbKo Kak
MY3bIKaHT, HO U KaK XyZAo0-
KECTBEHHbIW AUPEKTOP
thectuBansa « AnbTepHa-
THBa» (c 1989 no 1996
roA) npyUHLMNUaNbHO
NoBAUAN Ha pacluMpeHue
3CTETUYECKUX FTOPU3OH-
TOB MY3blKa/lbHOro CO06-
LecTBa, Ha CMbIC/1 My3bl-
KaJibHOM NpaKkTUKKU B Poc-
cuun. B 1997-m no
UAENHbIM COOBpPaKeHUAM
OTKasa/ics OT BbiICTyne-
HUK. Ero BosBpalleHue
Ha cueHy nocne 12-net-
Hero 3aTBOpHUYecCTBa
CTasio CeHcauuen.

Anton Batagov
(Russia)

Anton Batagov is a
pianist and composer.

A graduate of the
Moscow Tchaikovsky
Conservatory and
prize-winner at the
International Tchaikovsky
Competition (1986) and
other competitions,

a well-known

American musicologist
Richard Kostelanetz
characterized Batagov's
1993 recording of
Bach’s The Art of the
Fugue as ‘the most
stunning interpretation
of Bach since Glenn
Gould.” Not only as a
musician, but also as
the artistic director of
the legendary festival

of contemporary music
Alternativa (1989 —
1996), Anton Batagov
was a principal influence
on the broadening of
the aesthetic horizon of
the musical community,
and on the meaning of
musical practices in
Russia. In 1997, Batagov
stopped performing

live for ideological
reasons. His return to
the stage after 12 years
of seclusion was one of
the biggest events in the
world of music in 2009.

instrumentalists

AneKcen 3yeB
(Poccus/TepmaHus)

B 17 oaepxan nobeay Ha
MexayHapoaHOM KOH-
Kypce NMUaHUCTOB MUM.
Cepresn lNpokodbeBa.
YyeHuK Anekces Jlio6u-
MOBa, OH MacTEPCKH
BNajeeT Urpom Ha Kna-
BECWUHe, XaMMepHKaaBupe
M hopTenuaHo.

MuanucT BbICTYNan ¢
TaKUMU OpKecTpamu,
Kak Philadelphia
Orchestra nog ynpas-
neHuem Bnaguwvupa
KOpoBcKoro, OpkecTp
CaHKT-lNeTepbyprcKom
(hrnnapmMoHUM NoL PyKo-
BoactBom Maiikna Tun-
coHa Tomaca, « Bcemup-
HbIX opKecTp Mupa»
capa leopra WonTtn noa
ynpasneHvem Banepusa
leprueBa.

3anucbiBan oHAOBble
apxuBbl ANA netepbypr-
CKOro U 6aBapcKoro
paauo. UcnonHeHHbIe B
YyeTbipe PYKH (COBMECTHO
c Anekceem Jlio61mo-
BbiM) « TpU HOKTIOPHa»
v Mpentogna Kk «lMocne-
nonyAeHHOMY OTAbIXY
tasHa» [le6ioccu gnsa
penusa 3ByKo3anu-
CcbiBatoLLen KoMNaHUu
ECM nony4yunu BbiCLLYIO
OLIEHKY My3blKaJIbHOM
KpUTUKK B 2012 roay.
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Alexey Zuev
(Russia/Germany)

At the age of 17,

Alexey Zuev won

the International
Prokofiev Competition
for piano. As a pupil

of Alexey Lyubimov,

he has mastered

the harpsichord, the
Hammerklavier and

the piano. The pianist
has performed with
orchestras such as the
Philadelphia Orchestra
under the baton of
Vladimir Jurowski,

the Saint Petersburg
Philharmonic Orchestra
under the baton of
Michael Tilson Thomas,
and Georg Solti’s ‘World
Orchestra for Peace’
under the baton of
Valery Gerviev. Zuev
has recorded stock
archives for Saint
Petersburg and Bavarian
radio. In addition,

Zuev joined Alexey
Lyubimov to play the
four hand arrangements
of Debussy’s Trois
Nocturnes and Prelude
to the Afternoon of a
Faun on the critically
acclaimed five star ECM
release of 2012.
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Anekcen Jlio6bumoB
(Poccus)

MnaHUcT, opraHucr,
AWUPUHeEp, Neaaror.
HapoaHbiii aptuct Poc-
cur. CTOPOHHUK ayTeH-
TUYHOIO UCMOJIHEHUSA
My3bikK1 XVII—XIX
BeKoB. B To e Bpemn
yB/leYeHHbIM anosno-

retT HoBenwen My3blKM.
PykoBoaun aHcaménem
«My3blka — XX BeK»
(1969—1974), Bnepsble
ucnonHMBwWUM B Poccumn
npousBeaeHusa bynesa,
LLITokxay3eHa, Kelaxka,
Pannu. Bbictynun UHU-
LMaTOPOM CO34aHuA U
BO3r/1aBU/1 OTKPbITbIY B
MocKoBcKoM KoHcepBa-
TOopUK (haKyNbLTET UCTO-
PHUYECKOr0 U COBPEMEH-
HOIO UCMONIHUTEJIbCKOIO
MCHYCCTBa, Ha KOTOPOM
Bnepsble B Poccuu BBE-
OeHbl NporpamMmmbl o6y-
YEHUA Ha CTapUHHbIX
UHcTpymeHTax. C 1998
roga fABNAETCA TaKke
npocdeccopom YHu-
Bepcuteta Mozarteum

B 3anbuéypre.

Alexey Lubimov
(Russia)

He holds the title of
People’s Artist of
Russia, and is an
advocate of period
interpretations of music
from the 17th to the 19th
century. At the same
time, he is a passionate
supporter of the latest
musical works. He
headed the Music of the
20th Century ensemble
— the first company

in Russia to perform
works by Boulez,
Stockhausen, Cage, and
Riley. He spearheaded
and chaired the
Department of Historical
and Contemporary
Performance at the
Moscow Conservatory —
the first to offer teaching
in period instruments.
Since 1998 he has also
been a Professor at the
Mozarteum University of
Salzburg.
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Onnu MycToHeH
(PuHNAHAMA)

MuanucT, KomnosuTop

U Aupuxep. Artist-in-
residence ®unapwvo-
HUYECKOro OpKecTpa
XenbcuHKKU. OcHoBa-
Tenb dectuBanbHoro
OopKecTpa XeNIbCUHKM.
O6naaartenb Edison
Award ¥ npemun Hyp-
Hana Gramophone 3a
JNIYYLLUYIO UHCTPYMEH-
TanbHYylO 3anucb (penus
npentoaun LWocTtako-
Bu4Ya U AnbKaHa). Beget
AKTUBHYIO FacTpPOJIbHYHO
AeATenbHOCTb. Ha npo-
TAMEHUU NocneaHUxX net
perynfapHo coTpyAHUYaeT
c Banepuewm lepruesbim,
cpeau UX COBMECTHbIX
BbICTYMNN€HUA — KOH-
ueptbl ¢ JIOHAOHCKUM
CUM(POHUYECKUM OpKe-
CTPOM, OPKECTPOM
MapuuHcKoro Teatpa 1
Pottrepaamckum cdunap-
MOHWYECKHUM OPKECTPOM.
Ocobbit UHTEpec npea-
CTaB/NAIOT TBOPYECKUEe
oTHoweHuA MycToHeHa
v PoauonHa LeapuHa.
3HaMeHUTbIA Komno-
3UTOP NOCBATUN MY3bl-
KaHTy cBon dopTenu-
aHHblM KoHuepT N25 m
HeOoAHOKpaTHO npurna-
Lan BbICTyNnaTb Ha CBOUX
t06UNIeMHbIX KOHLLepTax.
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Olli Mustonen
(Finland)

Pianist, composer and
conductor. Artist-in-
residence of the Helsinki
Philharmonic. the
founder of the Helsinki
Festival Orchestra. Olli
Mustonen’s release on
Decca of Preludes by
Shostakovich and Alkan
received the Edison
Award and Gramophone
Award for the Best
Instrumental Recording.
Olli Mustonen Is actively
touring. He regularly
collaborates with Valery
Gergiev, alongside whom
he has often appeared
in recent years,
including concerts with
the London Symphony
Orchestra, Mariinsky
Orchestra and the
Rotterdam Philharmonic.
Among Mustonen’s
close connections with
some of today’s most
illustrious musicians is
his collaboration with
Rodion Shchedrin, who
dedicated his Piano
Concerto No. 5 to
Mustonen and invited
him to perform at his
70th, 75th and 80th
birthday concerts.
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MonuHa OceTHUHCKanA
(Poccus)

Ee vcnonHutenbcKyo
MaHepy Ha3sblBaloT
«paUHUPOBAHHOM» U
«HOBE/IMPHOMN», Kamaoe
ee BbICTYMNJIeHHe MNpu-
KoBbiBaeT BHUMaHHE
B3bICKaTe/IbHOW NY6JIMKU
no scemy mupy. Mpu
(hopMUPOBaAHUU COJNb-
HbIX MPOrpamMm HepeaKo
PYKOBOACTBYETCA NMpPUH-
LLMMOM « CTO/IKHOBEHUA:
COYMHEHUA COBPEMEH-
HbIX aBTOPOB YEpPEAYET C
NpousBeAeHUAMU Knac-
cukoB. CoTpyaHuyaet
CO MHOIMMM 3BYHO3anu-
CbIBaOLLMUMKU KOMMaHU-
fIMM, B YMUC/I€ KOTOPbIX
Naxos, Sony Music, Bel
Air. Boiwegwasa B 2008
roay, ee aBTobuorpa-
¢ua «lMpowan, rpyctb!»
cTana 6ecrcenniepom.
OceTuHCKasa — npuBsep-
eHew, U nonynsapusaTop
KOMMO3MTOPOB-COBpe-
MEHHMKOB NOCTaBaH-
rapAHoro HanpaB/ieHUSA:
CunbBecTpoBa, [ecaT-
HUKoBa, MapTbiHOBa,
Meneuuca, KapmaHoBa.
lMuaHucTKa CoTpyAHU-
yaet ¢ nernbnavm Naxos,
Sony Music 1 Bel Air.

Polina Osetinskaya
(Russia)

Her style of playing has
been called ‘refined’
and ‘intricate’. Every
one of her performances
attracts the attention

of the discerning

public all over the

world. In compiling

her solo programmes
she is often guided by
the ‘clash’ principle:
works by contemporary
composers alongside
the classics. She has
worked with many record
labels, including Naxos,
Sony Music and Bel

Air. Her autobiography,
Farewell, Sadness!, was
published in 2008 and
became a bestseller.
Polina Osetinskaya often
performs works by post-
avant-garde composers
such as Valentin
Silvestrov, Leonid
Desyatnikov, Vladimir
Martynov, Georgs
Pelécis and Pavel
Karmanov. The pianist
collaborates with many
recording companies
including Naxos, Sony
Music and Bel Air.

instrumentalists
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Kapen loHan
(YewcKana Pecny6nuKa)

KnapHetucT, naypeart
MHOIFOYUCNEHHbIX MeXAY-
HapoAHbIX KOHKYPCOB, B
ToMm uucne B [lpare,
Puwme, JloHgoHe, CeBu-
nbe, OcteHae v ban-
poiTe. OguH U3 ABYX
YELUCKUX KNapHETUCTOB,
KTO UMEeeT UCH/IIOUYUTENb-
HOe NpaBo MrpaTb Ha
MHCTPYMEHTE, U3roTOB-
JNIEHHOM U3BECTHOM
NapuUHCKOW KOMMNaHUen
Selmer. C 2007 ropa
COTPYAHUYAET C aMepu-
KaHCKoM KomnaHuen Rico
Reserve, npousBoaute-
Nem, B TOM yucne, Tpo-
CTel onA KnapHeTta.
MonyumMB HavanbHoE npo-
theccuoHanbHoe o6paso-
BaHMe B AKagemuu
MY3blKa/IbHOr0 UCKYCCTBa
B Npare, ctaxupoBasncsa B
By3ax JloHgoHa, bep-
NWHa, Xunesepcyma
(Hupepnanapl) U CaHKT-
MeTtepbypra. CoTpyaHU-
yan ¢ JIoOH4OHCKUM CUM-
thOHMYECKMM OPKECTPOM
BBC, Mpackum cumdo-
HUYECKUM U KaMepHbIM
opKecTpamu, CTpYHHbIM
KBapTteTom ToKHo. Bxo-
OWT B COCTaB TaKUX KoJI-
NIeKTUBOB, KaKk Prague
Clarinet Ensemble, Tpuo
Amadeus u
PhilHarmonica Octet.

Karel Dohnal
(Czech Republic)

Clarinetist, a laureate
of many international
competitions (Prague,
Rome, London, Sevilla,
Ostende, Bayreuth).
He plays on Selmer
Recital clarinets and is
an official Selmer artist.
Since 2007, he has
played on Rico Reserve
reeds and is a Rico
endorsee.

He is a graduate of the
Academy of Musical Arts
in Prague, and has taken
part at internships at
universities in London,
Berlin, St. Petersburg,
and Hilversum. He has
given concerts in the
Czech Republic, other
European countries,
USA and China. He
has performed with

the BBC Symphony
Orchestra London,
Prague Philharmonic
and Prague Chamber
Orchestra, and Tokyo
String Quartet. He is a
member of the Prague
Clarinet Ensemble,

Trio Amadeus, and
PhilHarmonica Octet.
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Ceprei Eneukum
(Poccus)

KnapHeTucT. ApTUcT
opKecTpa musicAeterna.
JlaypeaT pasnvyHbIX
KOHRKypcoB, B 2012 roay
3aBoeBan |l npemuio
OAHOro U3 CTapemLUmnX

B mupe, MexayHapoa-
Horo KoHKypca ARD B
MioHxeHe (FfepmaHusA).

B 2007-m noctynun B
MoCKOBCHKYI0O KOHCEepBa-
TOPHUIO B KNacc KnapHeTa
K npodeccopy EBreHuio
MeTtposy. B 2012-m nony-
YUN SUMJIOM C OT/IMHUEM.
Haunnasa ¢ 2009 roga
napannenbHo obyya-
eTcA NoA pyKoBOACTBOM
npocdeccopa PaiHepa
Benne B Bbicluen wKone
My3bikK ropoza Jliobek
(Fepmanusa). HeoaHo-
KpaTHO BbICTynan c
POCCUNCKUMHU U 3apy-
6eHHbIMU OPKECTPaMM,
TakMMK Kak Cumdo-
HUYECKUN OPKECTP
BbaBapckoro paauo,
MioHXeHCKUI Kamep-
HbIA opKecTp, Cum-
(hOHUYECKUI OPKECTP
MioHXeHCKoro paauo,
JoccenbgopthCKUn cum-
(hOHUYECKUIM OPKeCTP,
CrumbOHUYECKUIM
opKecTp PaaHaHa u ap.

Sergei Yeletsky
(Russia)

Clarinetist. Artist of the
musicAeterna orchestra.
Award winner at various
competitions; in 2012 he
won second prize at the
ARD International Music
Competition in Munich
(Germany), one of the
oldest competitions in
the world.

In 2007 he entered

the Moscow State
Tchaikovsky
Conservatory to study
clarinet under professor
Evgeny Petrov and
graduated with honours
in 2012. Since 2009

he has been studying
simultaneously at the
Libeck Academy of
Music (Germany) under
professor Rainer Welle.
On numerous occasions
Yeletsky has performed
with Russian and foreign
orchestras such as

the Bavarian Radio
Symphony Orchestra,
Munich Chamber
Orchestra, Munich Radio
Orchestra, Disseldorf
Symphony Orchestra and
the Raanana Symphony
Orchestra.
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Cnupoc MypuKuc
(F'peuunn)

KnapHetucr. Jlaypeat
MHOIMX MPECTUMKHbIX
MeXAYHapPOAHbIX KOH-
KypcoB, B TOM 4Yuc/e
HoHKypca nm. Kapna
HunbceHa (1997,
OpeHce). Mo oKkoH4YaHuM
AcdHUHCKON KOHCepBaTo-
PUKU NPOAOIKUA 0bpa-
3oBaHue B KoHcepBa-
Topuu lMapua. B Kave-
CTBe COJIUCTa peryaspHo
BbICTYMaeT co BCeMu
M3BECTHbIMU KOJNEKTHU-
Bamu peuun. MypuKuc
TaKKe coTpyaHu4an c
CumdOHUYECKUM OpKe-
ctpom OpeHce, OpKe-
cTpom MapuKCHOM KOH-
cepBartopuu, dunapmo-
HUYECKUM OPKECTPOM
KoneHrareHa, Cumdo-
HUYECKHUM OPKECTPOM
Opxyca, dunapmoHu-
YECKUM OPKECTPOM
KOro-3anagHoii lepma-
HUK, CUMDOHUYECKHUM
opkecTtpom ®OUHCKOro
paauo, KamepHbiM OpKe-
ctpom uMm. Manepa nog,
pykoBoacTBoM Knay-
auo A66ago. Ocylue-
CTBWA 3aMucHU ANA rpe-
YyecKoro, hpaHuy3CcKoro
M JaTCKOro pajauo.
Mpodeccop AduH-
CKOM KOHCEpBaTOPUH.
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Spyros Mourikis
(Greece)

Clarinetist, a laureate

of many prestigious
international
competitions, including
the first Prize at the Carl
Nielsen International
Clarinet Competition

in Odense in 1997. He
is a graduate of the
Athens Conservatory and
continued his studies at
the Paris Conservatory.
As a soloist he regularly
performs with all the
orchestras in Greece and
has given concerts with
the Odense Symphony
Orchestra, the Paris
Conservatory Orchestra,
the Copenhagen
Philharmonic Orchestra,
the Aarthus Symphony
Orchestra, the
Philharmonic Orchestra
of South-West Germany,
the Finnish Radio
Symphony Orchestra,
the Mahler Chamber
Orchestra directed by
Claudio Abbado. He

has recorded for the
Greek, the French and
the Danish Radio. He is
today the professor of
clarinet at the Athens
Conservatory.
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BaneHTuH YpronuH
(Poccun)

CaMbI TUTYNOBaHHbIN
POCCUNCKMIM KnapHe-
TUCT (naypeart 6onee 20
MeXAYHapOAHbIX KOH-
KypcoB). ApTUCT OpKe-
cTpa musicAeterna.
Yuunca B MocKkoBcKoM
rocyaapCTBeHHOM KOH-
cepBaTtopuu um. . U.
YanKoBcKoro y EBre-
HuA MeTpoBa (KnapHer),
[eHHaguA PoxaecTBeH-
CKoro (aupuXMpoBaHue)
v AneKcaHapa boHay-
PAHCKOro (KaMmepHbIH
aHcambnb). YuyacTtBo-
Ban B MacTep-Kaaccax
Yapnb3a Haauka, Haka
av [lonato, HuKonsa
Banbaepy, PomaHa
Mno, Muwens JletbeKka
(KnapHerT), 3aHMmance

y Bnagumupa He#-
mepa, AHaTonusA JleBMHa
v Bnagummpa lNoHb-
KWHa (aUpUHHUpoBa-
Hue). Bonbwoe BAUA-
HUe Ha ero CTaHOoBJIeHHe
OKasaJio TBop4YecKoe
obLeHue ¢ Teogopom
HypeHT3ucom, Mypa-
AoM AHHaMmameZoBbIM,
AnekcaHapom PyauHbIm,
puropuem ®pugom. Ero
racTposibHaA U ecTu-
BaJibHaA reorpacua
oxBaTbiBaeT Kutan, Ano-
Huto, 15 cTpaH EBponbl,
cTpaHbl CHI™ 1 6onee
40 ropogos Poccumn.

Valentin Uryupin
(Russia)

The most distinguished
Russian clarinet player
(award winner at more
than twenty international
competitions). Artist

of the musicAeterna
orchestra.

He studied at the Moscow
State Tchaikovsky
Conservatory under
professor Evgeny Petrov
(clarinet), Gennady
Rozhdestvensky
(conducting) and
Alexander Bonduryansky
(chamber ensembile).

He has participated in
master classes with
Charles Neidich, Jacques
Di Donato, Nicolas
Baldeyrou, Romain Guyot,
and Michelle Letiec, and
studied under Vladimir
Neimer, Anatoly Levin and
Vladimir Ponkin. He has
been greatly influenced
professionally by his
creative relations with
Teodor Currentzis, Murad
Annamamedov, Alexander
Rudin and Grigory Frid.
He has been on tours
and to festivals in China,
Japan, 15 European
countries, nearly all the
CIS countries and over
40 cities of Russia,
including the best concert
halls of Moscow.
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JdaHunn ABcTpux
(Poccusa/TepmaHus)

Jlaypeat mexayHapoA-
HbIX KOHKYPCOB WM.
MaranuHu (MocKBa),
um. Capacarte (Ucna-
HuA) U UM. BeTxoBeHa
(ABcTpuUA), ABnAeTcA
OAHUM U3 Haubonee
APKUX NpeacTaBUTe-
Nlert POCCUMNCKOM CKpHU-
MAYHOM LUKOJbl CBOEro
nokonenusa. Obyyanca

y Annbl ApaHOBCKOM

B WKone npu CaHKT-
MeTepbyprcKowm rocy-
AapCcTBEHHOW KOHcep-
BaTopuu um. H. A. Pum-
cKkoro-KopcakoBa 1 B
0O6epnUHCKOM KOHcep-
BaTtopuu (CLLUA). C 2004
roga CoBepLUEHCTBO-
Ba/cA B Knacce Buk-
Topa TpeTbsikoBa B Bbic-
LIen LLUKoNe MY3bIKK B
KénbHe. Ero KoHuepThl
¢ 60/1blUIMM yCNEXOM
NPOXoAAT B KPYMNHEN-
LUMX 3anax MMpa, Ha
tectuBanax Poccum,
N3paunna, EBponbl,
CeBepHoi U HOHOM
AMeEpPUKU U cTpaHax
BoctouyHoi A3uun. My3bl-
KaHT COTPYAHUYaET C
TaKUMH JUPUHEPaAMH,
KaK KOpuit CumoHoB,
Bacunuit CuHalcKum,
MHTapac PUHKABUYYC,
MaBen MepliterH, Anek-
caHap CHy/IbCKUA U Ap.
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Daniel Austrich
(Russia/Germany)

Award winner of
Paganini (Moscow),
Sarasate (Spain) and
Beethoven (Austria)
international competi-
tions. Daniel is one of
the brightest represent-
atives of Russian violin
school in his gener-
ation.He was born in
Saint-Petersburg and
lives in Germany now.
He studied in school
under Saint-Petersburg
State Rimsky-Korsakov
conservatory in Alla
Aranovskaya’s class.
Then he studied in
Oberlin conservatory
(USA). And since 2004
Daniel has been taking
classes from Victor Tret-
yakov in Hochschule fiir
Musik Koéln. His concerts
are of a great success
worldwide, as well as his
festival performances in
Russia, Israel, Europe,
Nothern and Southern
America, and Eastern
Asia. Daniel worked
with the conductors
Yuri Simonov, Vassily
Sinaisky, Gintaras
Rinkevicius, Pavel
Gershtein, Alexander
Skulsky and others.
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AHpapei bapaHoB
(Poccus)

OAMH U3 BeayLuUX My3bl-
KaHTOB CBOEro fnoxose-
HuA. OauH U3 ocHoBaTe-
JNler ¥ nepBan CKPUIKa
KBaprteTta um. laBuaa
Orictpaxa. MNo6eau-
TeNlb MHOrO4YUC/IEH-

HbIX MeHKAYHapOAHbIX
KOHKYPCOB, B YacCTHO-
CTU NPECTUHHOIO KOH-
Kypca uveHu Koponesbl
EnusaBetbl (Benbrus,
2012). Yunnca B CaHKT-
MeTepbyprcKoi rocy-
AapCTBEHHOM KoHcep-
Batopun um. H. A. Pum-
cKoro-HopcakoBa no
KNaccy CKpuUnKkM y JlbBa
MBaweHKo, Bnaau-
Mupa OBuapeHKa u MaBna
lMonoBa, HO Hanbonb-
Lee TBOPYECKOE BJ/IU-
fIHWe Ha Hero okasan
Mbep Amosnb. B 2009
roay, B Bo3pacte 23 ner,
BapaHoB 6bin1 Ha3Ha-
yeH accucteHTom lNbepa
Amosana B KOHCepBaTo-
puu Jlo3aHHbl (LLBewn-
uapus). Urpan co Bce-
MWPHO U3BECTHbIMU
OpKecTpaMu U COTPYAHU-
Yyas C TaKUMH SUpPUHKe-
pamu, Kak MapK KaauH,
Bnagmumup CupeHKo,
Teozop KypeHT3uc,
KOpumit Tnb6o, NoxaHH
BungHep, AaBua AdK-
xam, Kauymu AmawwuTa.

Andrey Baranov
(Russia)

One of the leading
musicians of his
generation. One of

the founders and

the first violinist of

the David Oistrakh
Quartet. Winner of
numerous international
competitions including
the prestigious
International Queen
Elisabeth Violin
Competition (Belgium,
2012).

He studied violin at

the Saint Petersburg
State Rimsky-Korsakov
Conservatoire under Lev
lvaschenko, Vladimir
Ovcharek and Pavel
Popov, though he
considers his most
important teacher to

be Pierre Amoyal.

In 2009 Baranov, at

the age of 23, was
appointed assistant

to Pierre Amoyal at

the Conservatoire de
Lausanne (Switzerland).
He has played with
world-famous orchestras
and collaborated with
such conductors as Mark
Kadin, Vladimir Sirenko,
Teodor Currentzis, Yuri
Gilbo, Johannes Wildner,
David Afkham and
Katsumi Yamashita.

MaTtpruma KonauuHcKan
(WBenuapusa)

Urpaet Ha cKkpunKe J#o-
BaHHU PpaHyecku lMpec-
ceHabl 1834 roga. Ucnon-
HWUNa NpakTUYEeCKU BECb
6a30BbIX peneprtyap oT
My3bIlKX 6apOKKO 40
Knaccuku. Kpome Toro,

B €€ MOC/YHOM CMNUCKe
6onee 50 MMpPOBbLIX Npe-
Mbep. Y Hee noanucaH
KOHTPAaKT CO 3BYKO3arnu-
cbiBatloLen KoMnaHuen
Naive Classique. CnucoK
penun3oB BH/IIOYAET ee
TpakToBKY CKpUNUYHOro
KoHuepTa beTrxoBeHa —
¢ dununnom Xeppesere
u Orchestre des Champs-
Elysees B 2010 roay;

a TaKMe YBUAEeBLUUA CBET
B 2012-M, OTME@YEeHHbIA
Harpagamu Gramophone
(Kak «3anucb roga»)

u Echo Klassik, auck

C co4yuHeHnaMH bap-
ToKa, Jluretn 1 I1BEWIA,
3anucaHHbIK ¢ Cumdo-
HUYECKUM OPKECTPOM
®dpaHKpypTCKOro paavo
(bpaHKbypT-Ha-MaitHe)
u Ensemble Modern nog,
pyKkoBoAcTBOM JTBELLA.
Camas nocnegHaAa Ha
cerogHa — 3anucb 2013
roaa: coyMHeHus MpoKo-
t¢beBa u CTpaBMHCKOro

B UCMNOJIHEHUU C JIOH-
AOHCKUM tbunapMoHuye-
CKWUM OpHKecTpoMm U Bna-
auvnpom KOpoBCcKUM.

Patricia Kopatchinskaja
(Switzerland)

Plays a violin by Giovanni
Francesco Pressenda
made in 1834. She has
performed almost all the
basic repertoire from
baroque to classical
music and has also
performed at over

50 world premieres.
Patricia Kopatchinskaja
has signed a contract
with the record company
Naive Classique.

Among her releases

are her interpretation

of Beethoven's Violin
Concerto with Philippe
Herreweghe and
Orchestre des Champs-
Elysees in 2010, and a
CD of works by Bartok,
Ligeti and E6tvos,
recorded together with
the Frankfurt Radio
Symphony Orchestra
and Ensemble Modern
under the direction of
Peter Eé6tvos, released
in 2012 and awarded
the Gramophone Award
(Recording of the

Year). As of today her
latest release is the
2013 record: music by
Prokofiev and Stravinsky
performed together with
the London Philharmonic
Orchestra and Viadimir
Yurovsky.
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lMeKKa Kyycucto
(PuUHNAHAUA)

CKpuvnay, AUpuiKep,
npeacTaBUTENlb My3bl-
KanbHOMW AUHACTUH
Hyycucro. O6naga-
Tenb Harpaabl Nordic
Council Music Prize 3a
BblAaloLWMeca AOCTUKe-
HUA B My3biKe (2013).
XyZ0HeCTBEHHbIA PYKO-
BoguTeno PectuBansa
KaMepHOM MY3blKM Ha
o3epe Tyycyna. Urpaet
Ha cKpunKe }oBaHHHU
BanTtucra lN'yagaHuHu
1752 ropa.

Kak aupuxep perynsapHo
BbicTynaet ¢ ABcTpa-
nuiickum, UpnaHackum
KamMepHbIMW OpKe-
ctpamu, PunapmoHuye-
CKMM OpKecTpom [oH-
KoHra. bonee 10 net
3anucbiBaeTcsA Ha Nen-
6ne Ondine. Cpeau ocy-
LLLECTB/IEHHbIX UM 3anu-
cen — rnpousBeaeHus
Baxa, Mouapra, lNpo-
KothbeBa, Cubenuyca,
TaHeeBa.

VBneKaeTca Axasom,
hOJIbKNOPOM, 3THU-
YECKOM MU INEKTPOH-
HOW MY3bIKOW, AE€MOH-
CTPUPYA TBOPYECKOEe

M UCMONHUTENIbCKOE
pa3Hoo6pa3ue. Bxo-
OWT B COCTaB CTPYHHOIO
KBapteTta Quartet-lab.

Pekka Kuusisto
(Finland)

Violinist, conductor,
representative of the
well-known musical
dynasty Kuustisto.
Winner of the Nordic
Council Music Prize for
outstanding achievement
in Music (2013).Artistic
director of the Chamber
Music Festival at Lake
Tuusula. Plays Giovanni
Baptista Guadanini’s
violin made in 1752.

As a conductor performs
regularly with the
Australian and Irish
Chamber Orchestras
and the Hong Kong
Philharmonic Orchestra.
Has been recording
with the Ondine label
for more than ten years,
including works by
Bach, Mozart, Prokofiev,
Sibelius and Taneyev.
PekkaKuusistois
interested in jazz,
folklore, ethnic and
electronic music,
demonstrating an
incredible variety

in creativity and
performance. Is part

of the string quartet
Quartet-lab.

instrumentalists

Mapryc PoviTtep
(FepmaHumA)

MynbTUUHCTPYMEH-
Ta/IUCT, KOMNO3UTOD,
My3blKaJibHbli NPOAtO-
cep, KOHCTPYKTOP My3bl-
KaJibHbIX UHCTPYMEH-
ToB. Ero tBOpUYecTBo
OXBaTblBaeT apT-poK,
COBPEMEHHYIO K/1lacCH-
YECKYH MYy3blRy, anbTep-
HaTMBHbIX Non, 3M6u-
€HT, UMMNPOBU3aLUOH-
HYIO My3bIKY. YYacCTHUK
MHOIFOYMUCIEHHbIX rpynn
M My3blKanbHbIX NPO-
eKToB (B TOM 4ucne
centrozoon, Tuner, Stick
Men, The Crimson
ProjeKct v Europa String
Choir). Komnosutop-
CKYIO U3BECTHOCTb €My
npuHecna opKecTpoBas
nbeca Todmorden 513.
Cneunanucr no urpe Ha
rutape TanmnuHrom, oH
COBMECTHO C 6bIBLUUM
y4yacTHUKomMm rpynnbl King
Crimson Tpeem aHHOM
pyKoBOAUT coobLue-
CTBOM ruTapucToB the
Touch Guitar Circle. Kak
My3blKaJibHbIl Npoatocep
paboTan Co MHOMECTBOM
My3bIKaHTOB. poatocu-
poBan anbbom «Pacceet
MpamaTepeii» Hamrap.
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Markus
Reuter (Germany)

Multi-discipli-

nary musician,
composer, record
producer, instrument
designer. His work
spans art rock, contem-
porary classical

music and alternative
pop, ambient, impro-
vised. A member of
multiple bands and
projects (f.e. centro-
zoon, Tuner, Stick Men,
The Crimson ProjeKct
and Europa String
Choir). He has begun
to establish himself

as a contemporary
classical composer

via the performance
and recording of his
large-scale orchestral
piece Todmorden 513.
Specialist in touch guitar
playing, Reuter In collab-
oration with former King
Crimson member Trey
Gunnruns the Touch
Guitar Circle, a teaching
and support network
for touch guitar players.
As record producer
collaborated with plenty
of musicians. Produced
Namgar’s CD Dawn

of the Foremothers.
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BaneTtHasa Tpynna

[MepMcKoro akaaemMm1M4yecKoro TeaTtpa onepbil
1 6aneta uwm. . U. YarkoBcKoro

(Poccus)

BxoauT B nATEPKY caMbiX 3HaMEHUTbIX 6aNeTHbIX
KomMmnaHui Poccuun. YHUMKanbHoCcTK Tpynne go6as-
JIAET TO, YTO NMOYTU BCE TaHLOBLIUKKU — BbINYCKHUKHU
OZHOWM LUKONbl, U3BECTHOIO Ha BeCb MUP NMepMcKoro
xopeorpacduyeckoro Konneaxa. lNepvckuii 6anet
aKTUBHO coTpyaHu4yaeT ¢ MapUUHCKMM TeaTpom,
doHaavm Amopaxka BanaHuuHa, Jxepoma Pob-
6uHca, Upxn Kunuana, Yunbama ®opcaita u Keh-
HeTta MakmunnaHa. C 2009 roga Tpynny Bo3rnaenser
6anetmencrep Anekcen MupolwwHu4veHKo. Nog ero
PYKOBOACTBOM NEPMCKWE TaHLOBLUWKU TaNaHT/IMBO
coYyeTalT B CBOEM penepTyape KiacCUYecKkue nocra-
HOBKM U 6aneTbl coBpeMeHHbIX xopeorpadoB. Penep-
TyapHana nonuTtuka lNMepmcroro 6aneta HEOAHOKPATHO
6biN1a BbICOKO OLleHeHa NpodeccCUoHaNbHbIM coobLe-
CTBOM: ABa cneunpusa HauuMoHanbHOM TeaTpanb-
HOM npemuu « 30/10TasA Macka» — NpPoeKT « BuaeTtb
My3blKy» (2012, «3a NOUCK B COBPEeMEHHOM Xopeo-
rpacdum») U NpoeKT « B ctopoHy Aarunesa» (2013,
«3a BoccTaHOB/NEHWE AAMMNEBCKOro penepryapa).

Perm Ballet Company
(Russia)

The Perm Ballet is one of the five most famous
ballet companies in Russia. An additional unique
feature of the company is that almost all the dancers
are graduates of the same ballet school — the
world-renowned Perm Choreographic College.

The Perm Ballet actively collaborates with the
Mariinsky Theatre, the George Balanchine Founda-
tion, the Jerome Robbins Foundation, and the Ji¥i
Kylian, William Forsythe and Kenneth MacMillan
Foundations. Since 2009 the ballet company has
been directed by choreographer Alexei Mirosh-
nichenko. 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 commu-
nity: two special ‘Golden Masks’ — the project
Seeing the music (2012, ‘Research in contemporary
choreography’) and the project Towards Diaghilev
(2013, ‘Recovery of the Diaghilev repertoire’).



HOJITIEKTUBbI

ensembles 209

CumdoHHnYecKuii opKecTtp lNMepmcKoro
aKaJeMHWyecKoro TeaTpa onepbl U 6aneTta
um. . U. Yarkosckoro (Poccusn)

HonnekTtue nos pyKoBOACTBOM [/1aBHOrO AUPU-
epa lNepMmcKoro Teatpa onepbl U 6aneTa, naype-
aTta HauuMoHanbHoI TeaTpanbHOM NpeMun « 30510~
TaA macKa» Banepua NnaTtoHoBa UCNONHAET Npo-
M3BeAEeHUA pasHbIX 3MOX U CTUNIEHW — OT KJIaCCUKHU
[0 COBPEMEHHOCTH, OT LUMPOKO U3BECTHbIX COYU-
HeHuM MouapTa 1 AgaHa, BKAoYasa Kl1acCUYECKUH
6aneTHbIM peneptyap, A0 PeAKO UCMONHAEMbIX
onep MoHTeBepau U toH AnbbpexTa. JIeMTMOTUBOM
TBOPYECTBA OPKECTPa CAYHUT O4Ha U3 Nporpamm-
HbIX 3a4a4 TeaTpa — MCMOJIHEHUEe NPOU3BeaeHUN
MeTpa YaliKOBCKOro, MMA KOTOPOro HOCUT Nepm-
CKWUM My3blKaNbHbIW TeaTp — €AMUHCTBEHHbIA B MUpe,
rae 3By4Yanu BCe onepbl BeJIMKOro KOMMNo3uTopa.

Symphony Orchestra
of the Perm Opera and Ballet Theatre
(Russia)

Under the baton of its Principal Conductor
Valery Platonov, winner of the Golden Mask
National Theatre Prize, the orchestra performs
works from various periods and styles — from
classical to contemporary, from widely-known
compositions by Mozart and Adam, including the
classical ballet repertoire, to rarely performed
operas by Monteverdi and Georg von Albrecht.
One of the theatre’s principal aims drives the
orchestra’s work — the performance of works
by Tchaikovsky, after whom the Perm Theatre is
named. It is the only theatre in the world to have
staged all of the great composer’s operas.
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OpKecTp musicAeterna

MepMmcKoro akaaeMuyecKoro TeaTtpa onepbl
1 6aneta uwm. . U. YarkoBcKoro

(Poccus)

OauH U3 cambix BOCTpe60BaHHbIX POCCUACKUX KOM-
JNIEKTUBOB B 06/1aCTU ayTEeHTUYHOIO UCMOJIHUTENb-
CTBa, KOTOPbIM TaKKe ycrnewHo paboTaeT U ¢ MaTe-
puanom XX Beka. Co3gaH no MHULMATUBE AUpPUKEpa
Teonopa KypeHTt3uca B 2004 roay B HoBocu6mp-
cKe. C KypeHT3ucom opKecTp BbicTynan B BeHe,
AwvcTtepaame, JloHaoHe, baaeH-baaeHe, Mockse,
CaHkT-lMeTepbypre, MNepmu. B teBpane 2014-ro
COBMECTHO C Xxopom musicAeterna KoiJIEKTUB BbICTY-
MUA C racTpoNAMMU Ha BeAyLMX niowaskax bepnauHa,
Mapwua, JinccaboHa u AcduH.

VY opKecTpa NoANMUCaH 3KCKI3UBHDBIM KOHTPaKT C
Sony Classical: «CBagb6a ®urapo» (penus: des-
panb 2014-ro; NpM3 HEMELKOM accouuaLmu Kpu-
TUKOB Preis der deutschen Schallplattenkritik)
Cosi fan tutte Mouapra (B nnaHax Takike 3anucb
«JoH MyaHa»), «CBagebka» U «BecHa cBALLeH-
HasA» CTpaBUHCKOro, JUCK C Npou3BeaeHUAMU HaHa
dununna Pamo. MoToBUTCA K BbiNycKy KoHuepT ansa
CKpUNKKU ¢ opKecTpom [1. YarkoscKoro. B 2008 —
2010 rr. y OpKecTpa BbIWIX TPU AUCKA Ha Nienbne
Alpha: «luaoHa u dHei» Mépcenna, YeTbipHaaua-
TaAa cumpoHna LloctakoBuya, PekBuem Mouapra.

musicAeterna Orchestra
of the Perm Opera and Ballet Theatre
(Russia)

One of the most in demand Russian orchestras
in the field of period performance, also working
successfully with 20th century music. Founded in
Novosibirsk in 2004 by Teodor Currentzis.

The orchestra has performed with Currentzis

in Vienna, Amsterdam, London, Baden-Baden,
Moscow, Saint Petersburg and Perm. In February
2014 the orchestra, together with musicAeterna
Chorus, went on a tour of major stages in Berlin,
Paris, Lisbon and Athens.

The orchestra has signed an exclusive contract
with Sony Classical to record Mozart's Le nozze
di Figaro (released in February 2014, received the
German Record Critics' Award 'Preis der deutschen
Schallplattenkritik') and Cosi fan tutte (there are
also plans to record Don Giovanni), Stravinsky's
Les Noces and Le Sacre du printemps, and a
disc of music by Jean-Philippe Rameau. Tchai-
kovsky's Concerto for Violin and Orchestra is

to be released soon. Between 2008 and 2010
the orchestra released three discs on the Alpha
label: Purcell’s Dido and Aeneas, Dmitri Shostak-
ovich’s Symphony No. 14 and Mozart's Requiem.
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KamepHbin xop musicAeterna
[MepmcKoro TeaTtpa onepbl U 6aneTa
um. M. U. YariKoBcKoro

(Poccus)

XyZAoreCcTBeHHbIU pyKoBoauTenb — Teoaop KypeHT-
3uc. MaBHbIK xopmencTep — Butanui NMonoHCKUN.
Mpe3eHTaumA xopa B ero HbIHELLHEM COCTaBE COCTOA-
nacb B 2011 rogy B Nepwmu. B peneptyape xopa co4e-
TalTCA NPOU3BELEeHUA Pa3HbIX CTUIEN U 3MOX, a B
MCMOJIHATENbCTBE OTAAeTCA NpeAnoYTEHUEe ayTeH-
TUYHOM MaHepe. B KOHUEepPTHbIX NporpamMmmax 3By-

YyaT COYMHEHUA 3apyberHbIX KOMMNO3UTOPOB 3MOXM
6apoKKo, WeaeBpbl PYyCCKOM XxopoBoMn My3biKU XVIII—
XX BB., @ TaKe NpousBeAeHUs COBPEMEHHbIX aBTO-
poB. B deBpane 2014-ro xop COBMECTHO C OPKECTPOM
musicAeterna BbicTynun Ha cueHax bepnuna, Mapuika,
JluccaboHa 1 AcdurH ¢ nporpammon: «JuaoHa U JHen»
Mépcenna B KOHUEPTHOM BapuaHTe, ncanom Dixit
Dominus leHgens.

JAucrorpaduna: «Ceagb6a durapo» (penus: thespanb
2014-ro) u Cosi fan tutte Mouapra, «CBage6ka» Ctpa-
BUHCKOIO U AUCK c npousBeaeHuaAmU HaHa dunvnna
Pamo — Bce Ha Sony Classical. OceHbto 2013-ro

XOp NPUHAN yyacTue B BUAeo3anvcu onepbl « Kopo-
neBa UHAenueB» lNépcenna B NoCTaHOBKE pPeHUC-
cepa lMutepa Cennapca u gupuepa Teogopa KypeHT-
3uca — Bbinyck DVD TaKe rotoBUT KomnaHua Sony.

musicAeterna Chorus
of the Perm Opera and Ballet Theatre
(Russia)

Artistic Director — Teodor Currentzis. Principal
choirmaster — Vitaly Polonsky. The first presenta-
tion of the chorus in its current complement took
place in Perm in 2011. The repertoire of the chorus,
essentially performed in the authentic manner,
embraces different styles and historical periods.
The concert programmes of the ensemble include
the works of the foreign baroque composers, the
masterpieces of the Russian choral music of the
18th — 20th centuries and contemporary pieces.

In February 2014 the chorus, together with the
orchestra musicAeterna, had a triumphant series of
performances in Berlin, Paris, Lisbon and Athens
with a concert version of Purcell's Dido and Aeneas
and Handel's psalm Dixit Dominus.

Discography: Mozart’s Le nozze di Figaro (released
in February 2014) and Cosi fan tutte, Stravinsky’s
Les noces and a disc of music by Jean-Philippe
Rameau — all recorded by Sony Classical. In the
autumn of 2013 the chorus took part in the video
recording of Purcell's opera The Indian Queen,
directed by Peter Sellars and conducted by Teodor
Currentzis. The DVD will also be released by Sony.
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MpnaHacKuii KamepHbIA XOp
(Upnanaus)

UpnaHACKWI KamepHbIA XOp — BeAyLUUK Xop
cTpaHbl. Mo pyKoBOACTBOM CBOEro XyAOMeCTBEH-
Horo pykoBoauTtensa NMona Xunnuepa, npu3HaHHOIO
BO BCEM MUpPEe U OTMEYEHHOro Harpagamu XopoBOro
LUpUKepa, KOJTIEKTUB 06peNl U3BECTHOCTb 3a YHU-
Ka/bHbIMA NOAX0A K BbI6GOPY penepTtyapa U BbICOKMH
YPOBEHb BbICTYMJIEHUIA. KONNEKTUB LULMPOKO BOCTpe-
60BaH Kak Ha poauHe, TaK U 3a pybexom. Ero penep-
Tyap NPOCTUpPaeTCcA OT CTapUHHOM A0 COBPEMEHHOMN
My3blKK, KPOME TOro, XOp perynsapHo npeacras-
NIFIeT HOBble NMPOU3BEAEHMUA TaKUX KOMIMO3UTOPOB,
KaKk Jepanba Bappu, dnapto MamunbtoH, LWnb6aH
Knupu, JxeHHndep Yonw, KeBuH BonaHc n Tapuk
O’PuraH. Xop MHoro ractponupyet no Eespone, Asuu
n lOxHoi Amepuke, a B 2011 rogy npeanpuHan nep-
BYIO racTposibHyto noesary B CLUA npu copgeicTeum
¢oHaa Culture Ireland B pamKkax nporpammbl Imagine
Ireland — roga uckyccrea UpnaHaum B AmepuKe.

Chamber Choir Ireland
(Ireland)

Chamber Choir Ireland is the country’s flagship
choral ensemble. Under the internationally cele-
brated and multi award winning choral conductor
Paul Hillier as Artistic Director, the Choir is known
for its unique approach to programming and has
gained a reputation for the high artistic quality of its
performances. The Choir remains a thriving force
on a very active choral scene both at home and
abroad. The Choir’s repertoire spans from early

to contemporary music, regularly commissioning
pioneering vocal work by composers such as Gerald
Barry, Andrew Hamilton, Siobhan Cleary, Jennifer
Walshe, Kevin Volans and Tarik O’Regan. The Choir
has toured extensively in Europe, Asia and South
America and in 2011 undertook its first US tour with
the assistance of Culture Ireland as part of Imagine
Ireland, a year of Irish Arts in America 2011.
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«XyyH-Xyyp-Ty»
(Poccus)

Mys3bika « XyyH-Xyyp-Ty» — YHUKa/bHadA, Maruye-
CKas, Bo6paBLuan B ce6A BCE Hacneaue TYBUHCKOIo
¢onbKAopa, TpaauLmM ropsoBoro neHus, U passmMBa-
owas 3To Hacnegue. 'pynna NpoYyHO BXOAUT B /IUTY
world music nnaHetbl. C 1993 roaa rpynna BbiICTy-
nuna NpakTUYECKU Ha BCEX KPYMHENLLUX thecTUBa-
nax world music, aasa 1 gamxe poKk-My3bik4, Aana
OKOJ10 ThICAYM KOHLLEPTOB Ha BCEX KOHTUHEHTaX,
coBeplmrna 16 KoHuepTHbIX TypoB no CLUA v KaHaae,
MHOECTBO pas BbiCTynajsa Bo Bcex cTpaHax EBponbl,
AnoHuun, Asctpanuu, MeKcuKe, MoHKoHre, CuHranype,
Manaisuu. B m1Mpe nonb3yoTca NonyaAapHOCTbIO 9
anb60MOB rpynnbl, a Takke 6onee gecATKa COBMeECT-
HbIX pa6oT « XyyH-Xyyp-Ty» ¢ APYrMMU My3blKaHTaMH.
pynna 3anucbiBanacb U BbiCTynana ¢ BblaaloOLWUMKCA
My3blKaHTaMKW CaMbIX pPas/IMYHbIX }KaHpoB: CTUBH
VaHaep, ®paHKk 3anna, Paii Kyaep, Kronos Quartet,
MuKKK XapT 1 Bo6 Beip, LWaHKap, AxoHHK « Guitar»
YotcoH, Fun-Da-Mental u ap. Bo Bcex nssecr-

HbIX My3blKaJibHbIX 3HUMUKONEeAUAX « XyyH-Xyyp-Ty»
Ha3bIiBaeTCA caMblM BblAAOWMMCA My3blKa/lbHbIM
fAaBneHuem Poccun 3a nocneaHee gecATuneTUe.

Huun-Huur-Tu
(Russia)

Music of Huun-Huur-Tu is unique, magical; it inher-
ited traditions of Tuvan folklore and traditions of
throat singing, and develops it. Band is a part of
the planet’s world music elite. It has participated

in nearly every big festival of world music, jazz

and even rock-music since 1993, has given over
thousand gigs on all the continents, has done 16
concert tours around the USA and Canada, and has
many times performed in Europe, Japan, Australia,
Mexico, Hong Kong, Singapore and Malaysia. There
are 9 albums of the band well known to the world,
and over ten collaborations of Huun-Huur-Tu with
the other musicians. The band performed and
recorded songs with many outstanding musicians
of various styles: Stevie Wonder, Frank Zappa, Ry
Cooder, Kronos Quartet, Mickey Heart and Bob
Weir, Shankar, Johnny ‘Guitar’ Watson, Fun-Da-
Mental and other. Every popular music encyclo-
pedia calls Huun-Huur-Tu the most outstanding
Russian music event of the last decade.
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Le Poéme Harmonique
(France)

lMpeBocxoaHbIM NpUMep 6apO4YHOM 3CTETUKU Cpeau
coBpeMeHHbIx ucnonHuteneni. OcHosaH B 1998 roay
Aupuxepom BeHcaHom iomecTpom. LleHTpanbHoe
MEeCTO B penepTyape aHcambnsa 3aHUMaeT BOKaJlb-
HaA U UHCTPYMeHTanbHaA My3bika XVII — Havana
XVIIl BeKa, ogHaKo TBOpYecKan AeATe/IbHOCTb
aHcambnsa NOCTOAHHO oboralwaeTca 3a cYeT B3au-
MOAENCTBUA C APYrMMA BUAAMU UCKYCCTBA: LUP-
KOM, ApamMaTU4eCKUM, TaHLEeBaJibHbIM U KYKO/IbHbIM
TeaTpom. Ux BbiCTynneHna n3obunytot usobpeTta-
TeNbHbIMU CLLeHUYECKUMHU PeLUEeHUAMU U Npue-
MaMH C UCMO/Ib30BaHUEM ayTEHTHUYHbIX My3blKaJb-
HbIX MHCTPYMEHTOB, NaHTOMUMbI, CBEYEH, coBpe-
MEeHHbIX CPeACTB BM3ya/ibHOro Teatpa. AHcambb
aKTUBHO BbicTynaeT Bo ®paHLMK, racTposMpyeT BO
BCeX eBPONEeNCKUX cTonumuax, a Takse CLUA v Ano-
HUU. 3anucu aHcambna ana nenéna Alpha umenu
60nbLUOM ycnex y ny6nrMky (HaunHasa ¢ 1998 roga
npogaHo cebiwe 150 Tbica4y CD u DVD), a TaK+e
NONY4YUIU BbICOYAMLLYIO OLLEHKY KPUTUKOB.

Le Poéme Harmonique
(France)

An excellent example of baroque aesthetics among
modern performers. Founded in 1998 by conductor
Vincent Dumestre. The main focus of the ensem-
ble’s repertoire is vocal and instrumental music

of the 17th and early 18th centuries, however the
creative work of the ensemble is constantly enriched
by interaction with other forms of art: circus, drama,
dance and puppet theatre. Their performances are
full of inventive scenic solutions and approaches
using authentic musical instruments, pantomime,
candles and contemporary aids of visual theatre.
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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KeapTteTt um. [laBuaa OncTtpaxa
(Poccusn)

KBapteTt nonyuunn csoe HazBaHue B 2012 roay, yxe
6yAly4u CNIOYEHHbIM KOJITIEKTUBOM — MY3blKaHThlI,
UrpawT BMecTe He OAWH ce30H. AHapen bapa-
HoB, PoauoH Metpos, ®enop BenyruH u Anekcei
HKUIWMH — Kamabii B OTAE/IbHOCTHU YCNELLEeH U Ha
conbHOM nonpuile. Cobupanacb BMecTe, OHA UCMOJ-
HAIOT NPOU3BEAEHUA KOMIMO3UTOPOB-COBPEMEH-
HuKoB [laBnga Oictpaxa — LUocTtakoBuua, Mpo-
KodbeBa, CTpaBuMHCKOro, XuHaemurta, PaBens.

A TakKe KBapteThbl 1. HYaliKoBcKoro, Bpamca,
Ly6epra, LUymaHa, BeTxoBeHa. Elle ogHa otau-
yuTenbHaA 0CO6EeHHOCTb aHcambna: Bce y4acT-
HUKK KBapTeTa UrparwT Ha CTAPUHHbIX UHCTPY-
MeHTax utanbaHcKux mactepos XVIII—XIX BB.

David Oistrakh Quartet
(Russia)

The Quartet got its name in 2012, when he

was a cohesive team of professionals — musi-
cians playing together for several seasons.
Andrey Baranov, Rodion Petrov, Fedor Belugin
and Alexey Zhilin are all internationally known
soloists in their own right. The quartet’s reper-
toire consists mainly of works by composers who
were contemporaries of David Oistrakh: Shos-
takovich, Prokofiev, Stravinsky, Hindemith and
Ravel. They also play quartets by Tchaikovsky,
Brahms, Schubert, Schumann and Beethoven.
Another of the quartet’s distinguishing features is
that all the musicians play instruments made by
Italian masters of the 18th and 19th centuries.



HOJITIEKTUBbI

ensembles 216

Les ballets C de la B
(benbrus)

TaHueBanbHasA KomnaHuA, ocHoBaHHaA AneHowm [na-
Tenem B 1984 roay, B leHTe (Benbrus). K ceroaHALl-
HeMy AHIO OHa npeBpaTunach B naatdopmy, Ha KOTo-
PO peanusyloT CBOU TBOPYECKME 3aMblICJibl Camble
pasHble xopeorpadbl U KOTOpasA NOJIb3YeTCA LWMPO-
KOM MONyNAPHOCTbLIO KaK Ha poauHe, TaKk U B APYrux
cTpaHax. Ha npoTa:eHuu Bcero BpemMeHu pyKoBOA-
CTBO Tpynnbl NPUAEPKMBAETCA OCHOBHOMO MPUH-
uMna — npeaocTaBnATb apTUCTaM pa3HOMW Hanpas-
JIEHHOCTU U 63KrpayHAaa BO3MOMKHOCTb NMPUHUMATDb
y4yacTue B JUHAMHU4YECKOM TBOPYECKOM npoLecce
KoJuleKTUBa. Pe3ynbTaT 3TOM « yHUKaNbHOW CMeCcHU
XYAOMECTBEHHbIX BUAEHUN» HENNErKo KacCUULU-
poBaTb. TeM He MeHee MOXHO BblAeNUTb pas hup-
MEHHbIX YepT KOMNaHUU (AOCTYNHOCTb, aHapXHy-
HOCTb, 3KNEeKTUYHOCTb, UAEMHOCTb) U ee AeBuU3:
«JTOT TaHeL, ANA MUPA, U MUP — ANA Kamaoro».

Les ballets C de la B
(Belgium)

Les ballets C de la B (Ghent, Belgium) was founded
by Alain Platel in 1984. Since then it has become
a company that enjoys great success at home
and abroad. Over the years it has devel-oped

into an artistic platform for a variety of choreog-
raphers. The company still keeps to its principle
of enabling artists from various disciplines and
backgrounds to take part in this dy-namic creative
process. As a result of its ‘unique mixture of
artistic visions’, Les ballets C de la B is not easy
to classify. It is nevertheless possible to discern
something like a house style (popular, anarchic,
eclectic, committed), and its motto is ‘this dance
is for the world and the world is for everyone’.
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Teatro Real B Maapuae
(UcnaHunga)

B 1997 roay B Maapuae nocne anvtesibHOW PEKOH-
CTPYKUUMU 6bin1 BHOBb OTKPLIT Teatro Real. C Toi
nopbl Teatp npeacrasun 105 HOBbIX NOCTAHOBOK U
24 mupoBble npemMbepbl. [paBUTENBbCTBO CTPaHbI
NocTaBuIO Lesiblo BKAOUUTL Teatro Real B perTUHr
JNly4lIKX onepHbix TeaTpoB EBponbl, Anda yero B 2010
rogy Ha AOIKHOCTb HOBOIO MHTEHAaHTa 6bla Npu-
rnaweH Hepap Moptbe. OH NONHOCTbIO 0O6HOBUN
COCTaB XOpa, KOTOPbIA Ha AaHHbIA MOMEHT ABNA-
eTcA OAHUM U3 nydwux B EBpone, a A4nq nosblwe-
HUA YPOBHA OPKEeCTpa NpUriacui BblAaloLKUXCA
AUpUKepoB, Takux Kak CemeH BblukoB, CunbBaH
KamépenuHr, Tomac XeHreno6pok, Teoaop KypeHT-
3uc, XapmyT XeHxeHH, Anexo lNMepes. TakKe Ha
cLeHe TeaTtpa BbicTynanucap CaMmoH Pattn ¢ bep-
JIMHCKMM (DUNapMOHUYECKHUM OPKECTPOM U PUK-
Kapao Mytu. MopTbe npuBneK K COTpyAHUYECTBY
NepBOKJIaCCHbIX PEXUCCEPOB, TaKUX Kak Bob Yun-
coH, Kpuctod Mapranep, Amutpuii YepHsaKos,
Mutep Cennapc, Kwnwtod BapnnukoBckum, Jlyuc
MacKyanb U KOMaHAa NOCTaHOBLUKOB «Jla dypa
nenbc Bayc». OH TaKe HacToAn Ha NpUrialeHuu
Be/IMYauLLUX AeATeNen UCKYCCTBa, cpeau KoTo-
pbix AHcenbm Kudep, Haym MNneHc, dmunua u
Unba KabaxkoBbl, MapuHa A6pamoBHY U Apyrue.
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Teatro Real Madrid
(Spain)

The reopening of the Teatro Real in Madrid in 1997.
Over the last fifteen years, the theatre has offered
105 new productions, 24 world premieres.

With the engagement of Gerard Mortier as new
artistic director in 2010, the Spanish govern-ment
wanted to add the Teatro Real to the list of the
highest ranked European Opera Houses. Gerard
Mortier renovated completely the Chorus which is
already considered as one of the best in Europe
and has invited first class conductors to boost the
orchestra, conductors of the pres-tige of Semyon
Bychkov, Sylvain Cambreling, Thomas Hengel-
brock, Teodor Currentzis, Hart-mut Haenchen and
Alejo Perez. Sir Simon Rattle with the Berliner
Philharmoniker and Riccardo Muti will give guest
performances. He has also invited first-rang stage
directors as Bob Wilson, Christoph Marthaler,
Dmitri Tcher-niakov, Peter Sellars, Krzysztof
Warlikowki, Lluis Pasqual, and Fura dels Baus.
He has also in-sisted on gathering great visual
artists as Anselm Kiefer, Jaume Plensa, Emilia and
llya Kabakov or Marina Abramovic, and others.
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German Brass
(FepmaHunA)

German Brass — oauH U3 nyylumnx 6pacc-aHcambénen
MUpa, Koraa-nMbo poMaeHHbIX B lfepmaHun. byayum
OAHWUM U3 NEepBOMNPOXoALEB cpeau aHcambnen mea-
HbIX AyxoBbiX, German Brass ¢ MomeHTa cBoero cos-
AaHuA B 1974 roay He TO/IbKO MULLET HOBbIe CTpa-
HULbI ICTOPHUU MY3bIKU, HO U CO34aeT CBOI CO6-
CTBEHHYIO UCTOPMIO yCrexa.

AHcam6nto yaanocb cosaatb « pasHoobpasue B
e/IMHCTBEe», TO eCTb A06UTbLCA YyAa POKAEHUA YHU-
Ka/NibHOro, 6€30WM604YHO Y3HABAEMOIO KOJIJIEKTUB-
HOro 3By4YaHUA AeCATU MY3bIKaHTOB U NPU3HAHHbIX
COJINCTOB BblAawwmxca opkectpoB lepmanun. Kak
aHcamMb/1b OHU UCMOJIHAIOT NPO3PaYHY0 KaMEePHYLO
MY3bIKY, MPHU 3TOM OT/IMYAIOLLYIOCA CUMGBOHUYECKUM
BeJ/IMKONenueMm U AUMHaAMKOM, NOABNACTHLIMU TOJIbKO
MY3blKaHTaM-UCMNOJIHUTENAM Ha MeAHbIX AYXOBbIX.
Peneptyap German Brass oxBaTbiBaeT BCe CTU-
JIMCTUYECKUE HarnpaBiieHUA U HaHpbl: oT WWenaTa
no LocrakoBuua, ot guKkcuneHga ao 6occa-

HOBbI, 06 beAUHAA CTPOro KIaCCUYECKYIO MY3bIKY

M MY3bIKY « BHE BPEMEHU», CEpbe3Hble U JIErKHue
anemeHTbl. B 2013 roay aHcaménb aan 45 KoHuep-
ToB B [epmaHuM, a TaKkKe NOCEeTU/1 C racTposiaMu
HOHyto Hopeto, Jllokcembypr, Poccua v Monbluy.
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German Brass
(Germany)

German Brass — one of the finest brass ensembles
in the world to come out of Germany. As a pioneer
among brass ensembles, German Brass has not
only written music history since its founding in 1974,
but continues to perform its own success story.
German Brass has succeeded in creating ‘diversity
in unity’, i.e. to work the miracle of producing a
unique, unmistakable collective sound with ten indi-
vidualists and renowned soloists from outstanding
first-class German orchestras. As an ensemble they
play transparent chamber music but at the same
time with symphonic magnificence and dynamics
that only brass instrumentalists can produce.

The repertoire of German Brass includes all stylistic
directions and kinds from Scheidt to Shostakovich,
from Dixieland to Bossa Nova. It contains unabash-
edly classical and ‘timeless’, serious and enter-
taining elements. In the year 2013 the ensemble
plays 45 concerts all over Germany and visits
South-Korea, Luxemburg, Russia and Poland.
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MockoBckuii AHcambnb CoBpemeHHOM My3biKkK
(Poccus)

CospaaH B 1990 roay Komnosutopom KOpuem Kacna-
pPOBbIM NPU HENOCPEACTBEHHOM y4acTUM DAUCOHA
JenucoBa. OaHUM U3 NepBbIX NpeacTaBun Ha 3anaae
HOBEWLLYIO POCCUMCKYIO My3biRy, a B Poccun —
TBOPYECTBO COBPEMEHHbLIX €BPONEeNCKUX KOMMO-
3uTopoB. Ha cuety KonnektuBa 6onee 800 mupo-
BbIX U POCCUMCKUX NpemMbep, 40 KOMNaKT-AUCKOB
Ha BeAyLlUX nenbnax, racTposau B 26 cTpaHax Mupa.
C 2005-ro — MACM saBnsetca yneHom MexayHa-
poaHoro obuwecTsa coBpemMeHHoi Mmy3biku (ISCM).
MACM npoBen yHUKanbHble KY/IbTYPHO 3Ha4YUMble
NPOEKTbI, NPUBEKLLWE BHAMAHUE LUIMPOKOM ayau-
TopMK U npeccbl. Cpean Hux: «lMpoexkT MawuHa»

B MOCKOBCKOM XyA,0XeCTBEHHOM TeaTpe, « PEKOH-
CTpyKuuA» B « LLIKone apamaTtuyecKoro UCKyccTea»
(MockBa) u dpmutaxkHom Teatpe (MeTtepbypr),
MYNbTUMEAUIMHBLIA NPOEKT « CBET-CUMBOJI-3BYK»

B MOCKOBCKOM MeXayHapogHoM Jlome My3bIKU U
npouure. B 2011-m KonneKkTuB MHULMUUPOBaAN 6ec-
npeueseHTHbIM anAa POCCUM NPOEKT — ereroAHyo
MexayHapoaHyo AKaaemuio AnA MOnoAbIX KOMMO-
31UTOpOB B ropoae YankoscKkom ([MepMcKui KpaW).

Moscow Contemporary Music Ensemble
(Russia)

Founded in 1990 by the composer Yuri Kasparov,

in partnership with Edison Denisov. The Moscow
Contemporary Music Ensemble was one of the first
groups to perform new Russian music in the West
and works by contemporary European composers

in Russia. The ensemble has over 800 world and
Russian premieres to its credit, as well as 40

CDs on leading labels and tours in 26 countries.
Since 2005 it has been a member of the Inter-
national Society for Contemporary Music (ISCM).
The company initiated unique culturally significant
projects that were brought to attention of the general
public and press. Projects Mashina in Moscow Art
Theatre (directed by K. Serebrennikov), Reconstruc-
tion in School of Drama Art (Moscow) and Hermitage
Theatre (St.Petersburg), a multimedia project Light-
symbol-sound in Moscow International House of
Music are among them.

In 2011 the Moscow Contemporary Music

Ensemble initiated a project that was unprec-
edented in Russia: an annual interna-

tional academy for young composers in the

town of Tchaikovsky (Perm Territory).



RO/I/IeKTUBDI

ensembles 220

Xop Manb4yuKoB U oHowen CaHKT-IeTepbypra
(Poccus)

OcHoBaH B 1992 rogy Ha 6ase XOpPOBOWM LUKO/bI,
OCHoBaTeneM U 6€CCMeHHbIM PYKOBOAUTENIEM KOTO-
poK ABNAETCA BbINMYCKHUK XOPOBOIro y4YMuIvLa UMEHH
M. WU. ThnuHKK u CaHKkT-MeTepbyprcKom rocyaap-
CTBEHHOM KoHcepBaTopuu UM. H. A. PumcKoro-Kop-
cakoBa Bagum MuénkuH. 3a roabl CBoero cylue-
CTBOBaHUA XOp Ma/JibMUKOB Nepepoc B XOpoByHO
CTYAMI0, B KOTOPOM CErogHA noj pyKkoBOACTBOM

10 neaaroroB o6y4aetca 400 Ma/ib4UKOB U IOHO-
wen. XopoBana cTyaua paboTtaeT No aBTOPCKOM MNpo-
rpamve Baguma MuyénkuHa. KoHuepTHbIM Xop Manb-
YMKOB paet cBbiwe 50 KoHuepToB B rog,. B o6wup-
HOM penepTyape Ko/JIEKTUBa — MPOU3BeAeHUs
CBETCHKOW U AYXOBHOM MY3bIKH, pas/iIM4yHbIX TBOpYe-
CKMUX HanpasieHUH U 3nox. Xop mManb4ymKoB CaHKT-
MeTepbypra yHUKaneH, npexae Bcero, CBOUM mac-
wTabom — B KOHLLEPTHOM XOpe€ MOKT CBbIlle CTa
YesioBeK, BrevyaTnAaLWwmuM peneptyapom, KOTopbli
€HerogHo MNomnoHAETCA HOBbIMU COYMHEHUAMM, U
BbICOKUM NpodecCUOoHaNbHbIM UCMONHUTENILCKUM
macTtepcTtBoM. Xop BbicTynan B Huaepnavaax, LLsen-
uapuu, GuHnasamn, ®paHuuu, Utanuu, ABctpuun

n lepmanmu. UmeeT 06LLIMPHYIO AUCKOrpaduIo.

St. Petersburg Boychoir
(Russia)

St. Petersburg Boychoir was established in 1992
by Vadim Ptscholkin, who since that time and so
on is its director. Vadim Ptscholkin graduated from
the Glinka Choir College of the Court Academic
Chapel and at the Rimski-Korsakov Conservatory
in St. Petersburg. Today, about 400 children and
young men attend the choir studio, and are taught
by 10 teachers. St. Petersburg Boychoir makes
more than 50 concerts a year. The extensive
repertoire includes secular and sacred composi-
tions, the different artistic directions and epochs.
The high professional level of the boys choir is
achieved thanks to our enthusiastic and highly
qualified teaching team. St. Petersburg Boychoir
is unique especially with its size — in the concert
choir singing over a hundred people, an extraor-
dinary repertoire, which is annually updated with
new compositions, high professional mastery. The
choir had concerts in Netherlands, Switzerland,
Finland, France, ltaly, Austria and Germany. St.
Petersburg Boychoir has an extensive discography.
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AKaaeMHUYeCKUM HEeHCKUN XOp CTYAEHTOB
MepMCcKoro rocyaapcTBeHHOro ryMaHUMTapHo-
neaaroruvyecKoro yHusepcuteta (Poccus)

CosgaH B 2002 rogy Ha tarynbTeTe My3blKkU. Kon-
JNIEKTUB BeAEeT aKTUBHYIO KOHLLEPTHYIO U NpocBe-
TUTENbCRYIO AeATeNbHOCTL B MNepmu u NepMcKom
Kpae: aboHeMeHTHble KoHLUepTbl B [lepMcKoii Kpa-
eBOW (hMnapmMoHUK; y4actue Bo Bcepoccuinckom
tectuBane « My3bikanbHOe 0603peHUEer; B Kpae-
BOM ¢hecTUBasie XOPOBOM MY3blKW, NOCBALLEHHOM
150-netnio A. [1. lopoauoBa; B thecTUBansax AyxoB-
HOM MY3bIKK « XpUCTHUAHCKasA KynbTypa» U «CBeT
My3bIKM — Xpam». KonneKtuB — naypear KpaeBbiX
M MeXAyHapOAHbIX KOHKYPCOB, B TOM 4Yucne B 2013
roay 3aBsoeBan paH-npu VIII MexayHapogHOro KOH-
Kypca xopoB « My3bikanbHasa BecHa-2013» (CaHKT-
MeTepbypr) v MNpaH-npu B UTanum Ha cectruBane-KoH-
Kypce La Settimana Russian in Sicilia (« 4Hu Mepm-
CKOM RynbTypbl Ha CULUAKKR).

XyA0MeCTBEHHbIN PYKOBOAUTENb U AUPUKEP —
Jlapuca lNeTtpoBa, 3acny*eHHbIH PpaboOTHUK Ky/b-
TYpbl PP, naypeat npemuu NMepmcKoro Kpasa B coepe
KY/IbTYPbl U UICKYCCTBA, Naypear npemMuu ¢oHaa
«PyccKroe ucnonHutenbcKoe Uckyccteo» (MockBa),
npodeccop Kadeapbl XOPOBOro AUPUHUPOBAHUA U
conbHoro nenuda MITTY. KoHuepTmenctep — nay-
peaT MeXAyHapoAHbIX KOHKYpcoB Anekceit CyyKoB.
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Academic female student choir of Perm State
University of Humanities and Education
(Russia)

Choir was created on the faculty of music in 2002.
It does a lot in the field of concert and outreach
activities in Perm and Perm Territory, including
subscription concerts in Perm Philharmonic Hall;
participating in Russian national festival ‘Muzikalnoe
obozrenie’, in krai festival of choir music in honour
of 15th anniversary of A. D. Gorodtzov, in festivals of
church music ‘Christian Culture’ and ‘Cathedral as
the light of music’. Choir is award winner of many
regional and international competitions, including
Grand Prix of VIII International competition of choirs
‘Music spring-2013’ (Saint-Petersburg) and Grand
Prix of festival-competition La Settimana Russian in
Sicilia (‘Days of Perm culture in Sicilia’) in Italy.
Artistic director and conductor — Larisa Petrova,
honoured worker of culture of the Russian
Federation, winner of Perm Territory award in
culture and arts, award winner of fund ‘Russian
performing art’ (Moscow), professor of the
department ‘Choir conducting and solo singing’

in Perm State University of Humanities and
Education. Accompanier — award winner of
international competitions Alexey Suchkov.



MEPMCKWM FOCYAAPCTBEHHbIM
AKAZIEMUYECKUW TEATP
ONEPbI U BANIETA

UM. N. . YAMKOBCKOIO

XyA0MeCTBEHHbIN
pYKOBOAMUTE b TeaTpa
Teonop KypeHT3uc

naBHbIA AUPUHKEDP
Banepuii MNnaTtoHoB

naBHbIM 6aneTmencTep
Anekceii MMpOLWHHUYEHKO

naBHbIM XOpMmeKcTep
Avnutpuii batuH

JAUpeKTop onepHoOM Tpynnbl
Butanui MonoHcKuH

MOMOLLHMK XyA0HeCTBEHHOro
pyKkoBoauTENA
Mepea AccoHnam

MOMOLWHMK XyA0HKECTBEHHOIO
pyKOBOAUTENA
Mapua MuTtpowuHa

UcnonHuTenbHbIM AUPEKTOp TeaTpa
Manuna MonyliKKWHa

[eHepanbHbI MeHeaxep
Mapk ae MoHu

®duHaHCOBbIM AUPEKTOP
TaTbAHa lNyWKMHA

JnpeKrTop no o6wum Bonpocam
HOpuit doMuHbIX

JnpeKTop no pasBUTUIO
Anna lNnatoHoBa

TexHU4YeCKu UpeKTop
Cepre#t TenervH

JWpeKTop No NpoM3BoACTBY
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
Dmitry Batin

Director of the Opera Company
Vitaly Polonsky

Assistant Artistic Director
Medeya Yassonidi

Assistant Artistic Director
Maria Mitroshina

Executive Theatre
Director
Galina Polushkina

General Manager
Marc de Mauny

Financial Director
Tatiana Gushchina

Director, General Management
Yuri Fominykh

Director of Development
Alla Platonova

Technical Director
Sergei Telegin

Production Director
Natalia Malkova



MEPMCKWMW FOCYAAPCTBEHHbIN
AKAZIEMUYECKWUW TEATP
OMNEPbI U BAJIETA

MM. M. U. YAMKOBCKOIO

OTAEN NO OPFAHU3ALIMH .
N NMPOBEJAEHWNIO ®ECTUBAJIEU
N KOHKYPCOB

JAupeKTop
JarunescKoro tectuBansa
Oner JleBeHKOB

Mpoatocep
JAarnneBcKoro ectuBansa
MapkK ae MoHu

PykoBoautenb otaena

no opraHMsauun U NPOBEAEHUIO
KOHKYPCOB M hecTuBaneun

AHHa KacumoBa

MeHeaepbl oTaena
Onbra MNony6uoBa
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



Uspatenb:

MepMCKU rocyaapCTBEeHHbIN
aKkaZeMHYeCKuUr Teatp onepbl U 6aneta
um. I. 1. YanKoscKoro

PykoBoautenb otaena
Mo CBA3AM C 06LLEeCTBEHHOCTbIO
Bacunuit Edbpemosn

naBHbIA pegaKkTop
MU3aartenbCKoOro otaena
HaTtanba OBYMHHUKOBA

[AnsaiH, BepcTKa,
NOAroToBKa K nevyaTtu
EBrenna MpaykoBcKan

TeKcTbl

MUpuHa ApxuneHKoBa, Hatanba BypKoBa,
AHactacua KasakoBa, Hatanbsa
OBuMHHUKOBA, TaTbAHa lNelwKoBa,
CeetnaHa LUTeba, KOnua KOwkKetoBa

®doto

Misha Blank, Marco Borggreve, Chris
Van der Burght, Christian Ganet, Kaapo
Kamu, Outi Montosen, Javier del Real,
Martha Swope, Anekce# 'ywmH, AHTOH
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