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TEOZOP
KYPEHT3UC,
XV/IOMECTBEHHbIM
PYKOBOAMUTE/b
MEMIYHAPO/IHOTO
AATUNEBCKOrO
®ECTUBANA

TEODOR
CURRENTZIS,
ARTISTIC DIRECTOR

OF THE INTERNATIONAL
DIAGHILEV FESTIVAL

NPUBETCTBUE

JAarnneBckun bectuBanb —

3TO He TOJIbKO NpeAcTaB/ieHUe
ny6uKe HOBbIX AB/EHUHA
COBpPEMEHHOro TeaTtpa U My3bliKH.
370 4YTO-TO HamHOro 6osbluee.

370 pa3roBopbl 0 My3blKke, KUHO,
trnococmn. 3To BONpoOChl, UAEM.

3710 cBOGOAA UATH Pa3HbIMKU MYTAMM.
lMoBoA B3rnAHYTb Ha 3HaKOMoe
rnasamu vyxectpaHua. LLlaHc 3a6bITb
NpPUBbBIYHOE U OTKPbITL ceba. To, 4YTo
Ha3blBaeTca audsiot — «nangena» —
o6pasoBaH1e, BOCNUTAHHOCTb,
KynbTypa.

3aechb, B Jlutepe A B Mepmu

Mbl CO3Z1aeM LTab-KBapTUPY
ob6pasoBaHuA. CBA3bIBaA KOHLEPThI,
MacTep-Knacchbl, NEKUUU U TBOPYECKUE
BCTPE4YH, 3HAKOMACb C KPYNMHEALUMH
TBOpUaMHU U BU3UOHEPaMHM, Mbl
BMEeCTE C HalUlMMH 3PUTENAMM,
NPOXOAUM AJIMHHBIA NMYTb BHYTPEHHEWN
3BOJIOLMK. ITO rNaBHOe, YTO OTIUYAET
JAAaruneBcKui ecTuBanb U CTaBUT
lMepmb B 04MH pAaj ¢ BeAYLUMU
€BpPOMNeNCKUMHU ropogamm,
onpeaenAlWUMK HanpasieHue
pa3BUTHUA UCKYCCTBa byayuiero.

«daruneB+» — 3TO Hawe
npeanoxeHue ewe pas BepHyTbCA

K TOMY, 4YTO COCTaBNAJIO CYyTb HaLIMX
NOUCKOB /1eTOM, BO BpeMs OCHOBHOM
nporpammbl dectuBana. Ceityac

C HaMM CHOBa ny4wune xopeorpadbl
HOBOM BOJIHbI €BPONENCKOro TeaTpa
Peeping Tom, Tenepb ¢ mactep-
Knhaccom. BnepBble — MacTep-Knacc
AJ1F1 ONepHbIX NeBLOB C y4acTUEM
opKecTpa. TpUObIOT-KOHLLEPT U LWEeCTb
MMUPOBbIX NPEeMbep COBPEeMEHHbIX
KOMMO3UTOPOB Ha CTUXU

LWapna Boanepa. C Hamu oaHa

M3 BblAaloWwMxcA akTpuc « Komeam
®dpaHces», mysa AHaTonua Bacunbesa
Banepu ApeBunb. U aBa wepeBpa
Uropsa CtpaBMHCKOro, KOTOpbie

CTO JIeT Ha3ag, nokasanau MUpy 4yao
PYCCKOro UCKycCTBa.

WELCOME MESSAGE

The Diaghilev Festival is not just
about presenting new phenomena

of contemporary theatre and music
to the audience. It is much more than
that.

It is conversations on music, cinema,
and philosophy. It is questions and
ideas. It is the freedom to follow
different paths. It is an invitation to
see everything you know through the
eyes of a stranger, a chance to forget
the familiar and discover yourself. This
is what is called taubsia (paideia) —
education, breeding, culture.

Here in Litera A in Perm, we are
creating the headquarters of
education. Bringing together
concerts, masterclasses, lectures,
and meetings, introducing the
audience to the greatest creators and
visionaries, we walk through a long
path of inner evolution with those who
come to us. This is the key feature
that makes Diaghilev festival stand
out among the others and puts Perm
on an equal footing with the leading
European cities which determine

the paths for the art of the future.

Diaghilev+ is a proposal to return
to the heart of our summer quest,
the quest of the main festival
programme. Peeping Tom, the best
choreographers of the new European
theatre, return with a masterclass.
For the first time, we have
a masterclass for opera singers
with an orchestra. A tribute concert
will present six world premieres
by contemporary composers
to Baudelaire’s poetry. Valérie
Dreville, a celebrated performer
of the Comédie Francaise and
Anatoly Vasilyev's muse, will join
us, too. Last but not least, we have
two Igor Stravinsky’s masterpieces,
which a century ago showed the world
the miracle of Russian art.

B
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NMPOrPAMMA

23.12.4r

@ yYacTHaAa hpmnapmoHuA
«TPUyMd»

MACTEP-KJIACC

ANnA NPOPECCUOHAJIbHbIX

TAHUOBLUHUKOB

naHocC ManaKkToc

apmucm manye8arvHol mpynnvi

peeping tom (Geaveus)

@ 3aBoA WnaruvHa, nutepa a
KOHLEPT OPKECTPA
MUSICAETERNA

AUpUKEpP: Teoa0p KYPEHT3UC

WUropb CTPaBUHCKUH

«Hap-nTyua»

crouma u3 basema

«neTpyLuKa»

HOMEULHbIE CYEHDL 8 UEMBLDEX KAPMUHAX

PROGRAMME

23.12.u

1p.m.

@ private philharmonic
“triumph”

THE MASTERCLASS

FOR PROFESSIONAL

DANCERS

panos malactos

the artist of the peeping tom dance

theatre company (belgium)

8 p.m.

@ shpagin plant/ litera a
CONCERT OF THE
MUSICAETERNA ORCHESTRA
conductor: teodor currentzis

igor stravinsky

I’oiseau de feu / the firebird

suite

pétrouchka / petrushka

burlesque in four scenes



AATUNEB+

24.12.nr

@ nepMcKasa onepa
MACTEP-KNACC

no OMNMEPHOMY
ANPUHKHNPOBAHUIO

TEoAO0pP KYPEHT3UC

¢ yuacmuem opkecmpa musicAeterna

LicHele)

@ OpraHHbIM 3an
nepMcKon thnunapmMoHUH

KOHLEPT XOPA

PARMA VOICES

cyuacmuem ghecmusarvHozo

6apoun020 aAHcambrs

AUpUKep: eBreHnii BopobbLeB

16+

poXAeCTBEHCKUE MOTEThI
[MOBaHHW NbepayuaxHu Aa nanecTpuHa,
KpucTtobanb ae mopasnec,

TOMac iyuc Ae BUKTOpUA

MapK-aHTyaH waprnaHTbe
opartopus in nativitatem domini
canticum, h. 416

@ 4AOM AArunesa
KOHLUEPT !OJ'IMAHHbI
ABJAEEBOW (dhopTtennaHo)

dpUaepuK WoneH
nosoHes-haHTa3snA
na-6emonb marop, op. 61

BNaAucnas WNUabMaH
clouTa gna goprenmaHo
«XMHU3Hb MaALWLHUH»

Moucen (Meuucnas) BaiHGepr
coHaTta anAa doprenuaHo N2 4
CH MMHOD, op. 56

ceprer nNpoxkotbes
coHarta ana doprenuaHo N2 8
cu-6emosnb maxop, op. 84

DIAGHILEV +

24.12.Fr:

3 p-m.

@  perm opera

THE OPERA CONDUCTING
MASTERCLASS
teodor currentzis

with participance of the musicAeterna
orchestra

12+

7 p-m. 16+

@@ perm philharmonic organ
concert hall

CONCERT OF THE PARMA

VOICES CHOIR

with participation of the festival baroque

ensemble

conductor: evgeny vorobyov

christmas motets

giovanni pierluigi da palestrina,
cristébal de morales,

tomas luis de victoria

marc-antoine charpentier
oratorio / grand motet in nativitatem
domini canticum, h. 416

21:30

@ the house of diaghilev
YULIANNA AVDEEVA
PIANO RECITAL

16+

frédéric chopin
polonaise-fantaisie
in a-flat major, op. 61

wiadystaw szpilman
the life of the machines,
suite for piano solo

moisei (mieczystaw) weinberg
piano sonata no. 4 in b minor,
op. 56

sergei prokofiev

piano sonata no. 8 in b-flat
major, op. 84




NPOrPAMMA

25.12.cs

19:00
@ 3aBoA WnaruvHa, nutepa a
«MOCBALWEHUE BOANTEPY»

MY3bIKAABHO-NOIMUMECKUTE NEPPHOPMAnC

18+

BaJiepu ApeBunb
BaHre/IMHO KYPEHT3UC

aHAapeac MyCTYKUC

anexkceu cromak

BNaAUMMUpP pPaHHEB

anexkcen peTUHCKUKN

TeoA0p KYPEHT3UC

Muposvle npemvepuvi KamepHvLx
npouseedeHuli Ha cmuxu mapas 600aepa
=t-Hele) 18+
@ 3aBog wnaruvHa, uex N¢ 5
DIAGHILEV+ PARTY
pententacles

steppenkind

years of denial

@ 3aBoA wnarvHa
cosemckas, 1a

@ MNepMCHKUMK TeaTp
onepsbl U 6aneta
nemponagrosckas, 25a

@ AOM Afrunesa
cubupckas, 33

@ yYacTHaAa pmnapmoHuA
«TPUyMd»
JNleHUHa, 44

@  OpraHHbIK 3an
nepmcKoun hnnapmoHum
AeHuna, 516

PROGRAMME

25.12.sat

7 p-m. 18
v shpagin plant/ litera a
HOMMAGE A BAUDELAIRE
musical-poetic performance

valérie dréville

vangelino currentzis

andreas moustoukis

alexey sioumak

vladimir rannev

alexey retinsky

teodor currentzis

world premieres of chamber settings
of charles baudelaire’s poems

18+

10 p.m.

@ shpagin plant / hall no. 5
DIAGHILEV+ PARTY
pententacles

steppenkind

years of denial

VENUES

&2 shpagin plant
1a sovetskaya street

@ perm opera and ballet
theatre
25a petropavlovskaya street

@ the house of diaghilev
33 sibirskaya street

@ private philharmonic
“triumph”
44 lenin street

@ perm philharmonic organ
concert hall
510 lenin street



231241

MacTep-Knacc peeping tom
ANnA npodeccuoHaNbHbIX TaAHLOBLLUKOB

KOHLLepT opKecTpa musicAeterna



2312.THU

the masterclass by peeping tom
for professional dancers

concert of the musicAeterna orchestra
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AATUNEB+ 2312

@ yYacTHaAa hpmnapmoHuA
«TPUyMd»

MACTEP-KRJIACC
ANA NPOPECCUOHAJIbHbBIX
TAHLIOBLLAKOB

naHOC ManakToc
apmucm manyeeanvroii mpynnot
peeping tom (Geaveus)

XopeorpahuriecKkui A3bIK KOMNaHWUKU
Peeping Tom npeactaBnfeT KUNPCKUA
TaHUOBLUMK U xopeorpad MaHoc
(MaHarnotnc) ManaKkroc, y4acTHUK
Tpynnbl ¢ 2020 roaa, 0 4MH U3 BeAyLKUX
apTUCTOB CMNeKTakNA « TPUMNTHX:
Mponaswasna aBepb, lNotepaHHan
KOoMHaTa U UUcue3HyBLUMI 3TaxK».

MaHoc Manakroc pogunca B Jliumacone
B 1994 roay. B 17-neTHem Bo3pacTe
nepeexan B JIOHAOH, 4TO6bI U3y4aTb

B Bépa-Konneae mysblKa/bHbIA
Teartp, 3aTeM NpoAo/IKMUI 06yyeHne —
B 3HaMEHUTOM 6puTaHCcKon LLIkone
Pamb6ep, rae nony4un creneHb
6arkanaBpa 6aneta U COBPEMEHHOro
TaHua. Pa6otan B U3paune: Bo Fresco
Dance Company xopeorpaca

Maikna letmaHa, B Inbal Dance
Theater ¢ xopeorpacdamu Mopom
LaHun n Hoa Waay v T. A. TaHueBan

B NOCTaHOBKax KOMMNaHWA AMMbl
UenuH u X-it Dancetheatre ®otuca
HuKonay, BbicTynan B CnexkTakne
Oxapa HaxapuHa Deca Dance v HoBoM
nocrtaHoBKe Lllaxapa BUHbAMWUHU
Ballroom B ®decTiununbxayce
CaHkTt-lNénbreHa (ABCTpuA).

B HacToAlee BpeMA TaKkke paboTaeT
C TaHLUeBa/bHOW KomnaHuen Tabeun
MapTtnH. MoHocneKTaknb MaHoca
ManakTtoca Hire me, please nonyuun
npemMuio Mmoaoaomy xopeorpady

Ha dectuBane Cyprus Choreography
Platform 2019.

DIAGHILEV+ 23.12

@ private philharmonic
“triumph”

THE MASTERCLASS
FOR PROFESSIONAL
DANCERS

panos malactos
the artist of the peeping tom dance
theatre company (belgium)

Choreographic language of Peeping
Tom company is represented by
Cypriot dancer and choreographer
Panos (Panagiotis) Malactos, member
of the company since 2020, one of the
leading artists of Triptych: The Missing
Door, The Lost Room and The Hidden
Floor.

Panos Malactos was born in Limassol
in 1994. At the age of 17, he moved
to London to study musical theatre

at Bird College. He then continued
his training at the Rambert School
where he obtained his “BA Degree

in Ballet and Contemporary Dance”.
In Israél, Panos worked with Fresco
Dance Company and Michael Getman,
with Inbal Dance Theatre and
choreographers Mor Shani and Noa
Shadur, etc. Panos danced for Emma
Evelein Dance and X-it Dancetheatre
by Fotis Nikolaou. He worked at the
Festspielhaus St. Pélten in Austria
performing Deca Dance by Ohad
Naharin and a new creation Ballroom
by Shahar Binyamini. Panos is also
working for Compagnie Tabea Martin.
His solo Hire me, please received the
Young Choreographer Award at the
Cyprus Choreography Platform 2019.
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AATUNEB+ 2312

@  3aBoA WnaruvHa, nutepa a

KOHLUEPT

OPKECTPA
MUSICAETERNA
OUPUKEDP: TeoA0p KYPEHT3UC

Uropb CTPaBHUHCKUH
(1882-1971)

«Kap-ntyua»
clouma u3 basema (1945)
BCTYN/I€HHUE:
TaHeL, Kap-nNTuLbl
BapUWaLUM Hap-nNTULbl
nepBas NaHTOMMMa
na-ge-Ae Xap-ntvubl U UBaHa-LapeBu4a
BTOpas NaHToOMMMa
CKepLo. TaHel, LapeBeH
TpeTbA NaHTOMUMa
XopoBOA
noraHbIA NAAC
Kosbi6enbHana Hap-nTuubl
(HUHaNbHbIX TMMH

«neTpyLLKa»
NOMEULHBLE CYEHBL 8 YeMBIPEX KAPMUHAX
(ped. 1947)

KapTWHa nepsas
HapoAHble ryNIAHUA Ha Mac/leHOM

KapTWHa BTOpas
Y NETPYLUKH

KapTUHa TpPeTbsA
y apana

KapTUHa 4yeTBepTad
HapoAHble ryIAHMA Ha Mac/ieHOn
(noa Be4ep)

DIAGHILEV+ 23.12

& shpagin plant/ litera a

CONCERT

OF THE MUSICAETERNA
ORCHESTRA

conductor: teodor currentzis

igor stravinsky
(1882-1971)

firebird
suite (1945)
introduction:

the firebird and its dance

the firebird’s variation
pantomime |
pas de deux: firebird and prince ivan
pantomime Il
scherzo. dance of the princesses
pantomime lll
the princesses’ khorovod (round dance)
infernal dance of king kashchey
berceuse (lullaby)
finale

petrushka
burlesque in four scenes
(rev. version 1947)

first tableau
the shrovetide fair

second tableau
petrushka’s room

third tableau
the moor’s room

fourth tableau
the shrovetide fair
(toward evening)
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BOIJAH KOPOJIEK
BOGDAN KOROLYOK

AATUNEB+ 2312

6anetr — OroHb

Mys3bikoBeg, Puyapa TapycKuH
3ameTun, yto CTPABMHCKUN —
€AUHCTBEHHbIN KPYMHbIA KOMMNO3UTOP,
caenaBLUM UMA U Kapbepy
courMHeHueMm 6anetoB. [lonroe Bpems
cepbe3Hble aBTOPbl He CTaBU/IU
6anet HU B rpoLl. YalnKOBCKUH,
o6erwmncb Ha «Jle6egnHom o3epe»,
LOMHKeH 6bl/1 MPUHATD 3aKas Ha
«CnALlLyo KpacaBuLy», YTObbI
nepeBepHYTb NpeAcTaB/ieHHUe O
6aneTe KaK My3blKe TPETbero copra.
Mocne 1890 roaa, Koraa cocroAnachb
npembepa « CnAwein», macTuTbie
KOMMNO3UTOPbI YHKe He 6pe3roBanu
KJ1aCCUYeCKMM TaHueM. Bce oHn —
MasyHoB, ApeHCKui, YepenHnH —
cneAaoBanv YakKOBCHKOM napaaurmve:
3auMCTBOBaHHaA y (hpaHLy30B
HaHpoBasA cUCTeMa; HOMepHas
CTPYKTYpa, rae nbiwHble TaHUueBa/bHbie
CIOMTbI 06pamMneHbl KpaTKUMKU
NaHTOMWUMHbIMH 3MU304aMHU;
OTCYTCTBUE NENTMOTUBOB; perynsapHble
pa3mepbl U KBaapaTHble NOCTPOEHUA
BHYTPU HOMEPOB; U3bICKaHHasA
MHCTPYMEHTOBKA — C HernpemMeHHOH
YyenecTou, npuBe3eHHon B Poccuio
MMeHHO YanKoBCcKUM. HaKoHel,
ornAAKa Ha eBPONENCKYI0 My3bIRy,

OT CTapUHHOM A0 CaMOW COBPEMEHHOWN.

EBponeiuam, B cBOIO ovyepesb,

He 6bl/IM UHTEePEeCHbI CaJIoOHHble N10AbI
NPOCBELLUEHUA « ITUX PYCCKUX» —

UX NpuBAeKann He YanMKoBCKHUM

v MasyHoB, a naxHywas Pycbto
My3bika « Mory4yen Ky4yku», TOW,

yTO NoAToNnKHyna Je6ioccH K ero
MOAEPHUCTCKUM OTKPbITUAM.

CBoe napucKoe TeaTpasibHoe
npeanpuaTtue Ceprei [larunes Havyan
B 1908 roay MMeHHO NOCTaHOBKOM
onep Ky4KMCTOB, HO BCKOpe

oLyTUN hMHaAHCOBOE 6peMs 3aTeMu.
Ha cmeHy pyccKon onepe aoneH
6bl/1 ABATLCA PYCCHKUM 6aner.

DIAGHILEV+ 23.12

ballet on fire

Musicologist Richard Taruskin once
noted that STRAVINSKY was the
only major composer to make a name
and career on composing ballets.

For a long time, ballet meant nothing
for serious authors. Tchaikovsky,
bitten once by Swan Lake, had to
accept a commission for The Sleeping
Beauty in order to turn the idea

of ballet as third-rate music.

After 1890, when The Sleeping Beauty
premiered, prominent composers

no longer disdained classical dance.
All of them — Glazunov, Arensky,
Cherepnin — followed the Tchaikovsky
paradigm: the genre system borrowed
from the French; the numbered
structure, where lush dance suites are
framed by short pantomime episodes;
the lack of leitmotifs; the regular

sizes and square constructions

within the numbers; the exquisite
instrumentation — always with

an indispensable celesta, which
Tchaikovsky introduced to Russia.
Finally, the eye on European music,
from ancient to most modern.

Europeans, in turn, were not interested
in the salon fruits of enlightenment
“these Russians” could provide —
Tchaikovsky and Glazunov didn’t
attract them, they were lured by

the smell of Old Russia in music

of the Mighty Five, the same music
that pushed Debussy to his modernist
discoveries. Sergei Diaghilev started
his Parisian theatrical enterprise

in 1908 with the production of operas
by the Five, but soon felt what

a financial burden that was. Russian
ballet was to replace Russian opera.
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Mpo6nema 3akno4anacb B TOM,

4YTO HAKAKOro pyccKoro 6anerta

He CyLecTBOBaJO: BECb pernepTyap
uMnepaTopcKux Tpynn MocKBbI

1 MNeTepbypra umen paHLYy3CKO-
UTaNbAHCKUE KOpHU. [arunes
BO3Hamepuca nsobpectu ballet
russe. [lna nepBoro nponsseneHus
TUTYNbHbIM NepCcoHaxkeMm bbina
nsbpana JQKar-nTuuaA,
TaUHCTBEHHOE NOpOoMKAeHUe

pyccKon mucdonorun. CueHapmii
paspabatbiBanca KoiiervanbHo.
Xopeorpadom cran Muxann ®oKnH —
LUTaTHbIA NOCTAHOBLUWK aHTPENpPM3bl
Y rNaBHbIM 60opeL Co « CTapbiM
6aneTom», }enaBLUt NPUBIU3UTL
CBO€ MON4anuBO€e UCKYCCTBO

K OOCTUMEHUAM COBPEMEHHOM ApaMbl.

CTpaBWHCKMWI MPbIFHYN B 3TOT Noe3y,
nocnegHuUM, Korga ot COYMHEHUA
MY3blKM OTKa3aUCb YepenHuH

u JlagoB. Heo6xo0aAMMOCTb U3rOTOBUTL
PYCCKUIM TOBap Ha 3KCMOPT ero
cTecHAna. 3a cnMHoMn masuuna cgurypa
cher maitre, camoro BnuATeNbHOIO
AeATtena HauMoHaNbHOW MY3bIKH:
NoA/IMHHbIM BnacTuTenb KaleeBa
uapcrBa « *ap-nTuubi» — UMEHHO
Pumckuin-KopcaKkoB. MapMmoHU4eckoe
YCTPOMCTBO NapTUTYpbl OGHapy*HMUBaeT
cxoactBa ¢ « Kaweem beccmepTHbIM»
1 « Mnagoi». MNMepBble TaKTbl
BbI3bIBalOT B NaMATHU BCTYIJIEHUE

K « CagKo». [NaBHble My3blKasibHble
aHTUTe3bl 6anerTa TaKkkKe NoACKasaHbl
[e6I0TaHTy NOKOMHbLIM yYyuTeNEeM.
daHTacTMYEeCKUM TBapAM OTAaHa
3MesLllanca XxpoMaTuKa, BMecTe

C NOAbMW B MY3bIKY NPUXOAUT
cBeTNnaa AMaToHuKa. PyccKui repon
MBaH-uapeBuy, nepenpbirHyB

CTeHy caga, oKka3blBaeTcA Ha

BocToKke — TOMe, KOHE4YHO,

PYCCKOM, OnepHO-CUMMDOHUYECKOM,
roe TOMAT U MaHAT MbIWHO
M3YKpalleHHbIe COJI0 AepPEeBAHHbIX
BYXOBbIX, KaKk B « LLlexepa3age»

M «30/10TOM METYLUKEN.

DIAGHILEV+ 23.12

The only problem was — there

was no Russian ballet: the entire
repertoire of the imperial companies
in Moscow and Saint Petersburg
was of French-Italian roots.
Diaghilev intended to invent ballet
russe. For the first work, he chose
FIREBIRD as a title character,

a mysterious product of Russian
mythology. The script was developed
collegially. The choreographer was
Michel Fokine, the staff director

of the enterprise and the main fighter
against the “old ballet”, who wanted
to bring his silent art closer to

the achievements of modern drama.

Stravinsky was the last one to jump
in, after Cherepnin and Lyadov had
already refused to compose music.
He was constrained with the need

to make Russian goods for export.
There was also a figure of cher maitre,
looming behind his back, the most
influential figure in national music,

the real ruler of Kashchey’s kingdom
from The Firebird — Rimsky-Korsakov
himself. The harmonious structure

of the score reveals similarities with
Kashchey the Immortal and Mlada.
The first bars recall the introduction
to Sadko. Even the main musical
antitheses of the debutant’s ballet
were inspired by his late teacher.
Fantastic creatures have their
serpentine chromaticism, while light
diatonic music enters together with
people. The Russian hero Prince

Ilvan, jumping over the garden wall,
finds himself in the East — Russian
East, of course, one of opera and
symphony, where magnificently
decorated woodwind solos languish
and beckon, as it was in Sheherazade
and The Golden Cockerel.
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! Crpasunckui 1.
Xpornuxa moeti
Jrcusn /
nep. JI. B. Axoéresoii-
Hlanopunoii.

M. : u30. dom
«Komnosumop»,
2005. C. 76.

Stravinsky,

L, Chronicle

of My Life,

trans. L. Yakovleva-
Shaporina,
Moscow: Publishing
House Composer,
2005, p. 76.

2Tamxce. C. 76-77.

Ibid,, pp. 76-77.

AATUNEB+ 2312

CTpyKTypa « Map-nTuupl» 6bina

ana 6aneTHoN CueHbl BHOBE —

OHa CKopee HanoMWHaeT OnepHbIA
aKT. [lpamaTtMyeckue anu3oabl,
noApo6Ho pa3paboTaHHble POKUHbIM
[0 COYMHEHMA MY3blKK, HANMUCaHbI
CTpaBMHCKHUM KaK peyuTaTUBbI.
CoeauHeHHble ¢ HAMM 6e3 nays3
TaHUeBaJibHble HOMepa — aHanor
ornepHbIX apunt. OHKU 6onee
TPUBHAJIbHbI MO (hOpPME U A3bIKY,

M 34eCb HUYTO cTapobaneTHoe
CTpaBHWHCKOMY He 4y®ao0: « Arpa
LapeBeH 30M10TbIMU A6104YKaMMU»
O4YeHb CXOa ¢ Bapuauuen «lMpaga»
13 «BpemeH roga» MasyHoBa,

a 3noselune cMHKonbl «MoraHoro
nasca» NpUWIM U3 TaHua
MeXaHU4YeCKMX KyKon « LLlenkyHunKay.

Mocne « ap-nTuubi» CTpaBUHCKOMY
«3axoTeNochb pasB/eYybCA COYUHEHUEM
OPKeCTPOBOM BellM1, rae possb
urpan 6b1 npeo6najaloLLyio posib»'.
OH yBUAEN « UTPYLLEYHOrO MJIAICYHA,
BHEe3anHo copBaBLLerocs ¢ Lenu,
KOTOPbI CBOMMW KacKaaamu
ObfABOJIbCKMUX aprneaMo BbIBOAUT U3
TeprneHUsa OPKeCTP, B CBOIO ovepesb
OTBEYaloWU emy YyrpoHatowmumm
taHdapamum»?. OcTaBanocb HasBaTb
BUAEHWE OAHUM CJIOBOM, 3TO CJIOBO
6b110 — lMeTpywka. NMpeanonaraembii
HoHuepTwTIOK ansa dopTtenMaHo

C opKecTpom [larunes pewwun
npeBpaTUTb B 6aneT (BONpeKku
nnaHam: BOBCIO LWia paboTta Hag
«BecHo# cBALWweHHOM»). MoToBan
My3blKa Jierna B OCHOBY BTOPOH
KapTuHbl, «Y MeTpywKku». K paborte
6b1n npuBneyeH Anexkcanap beHya —
OH cO34an CueHapuK, a TaK*e
KOCTIOMbI U ieKOpaLUuK, B Yicne

HUX 3HAMEHUTbIW aHTPaKTHbIN
3aHaBec «[lonet yepren Hapg,

HOYHbIM [MeTep6ypromy».

DIAGHILEV+ 23.12

The Firebird’s structure was new to
the ballet scene — it was more like
an opera act. Dramatic episodes,
elaborated in detail by Fokine before
the music was composed, were
written by Stravinsky as recitatives.
Dance numbers connected with them
without pauses are analogous to opera
arias. They are more trivial in form and
language, and here Stravinsky is more
or less true to the good old ballet:

The Game of Princesses with Golden
Apples is very similar to a variation of
Grad from Glazunov’s The Seasons,
and the ominous syncopation of
Infernal Dance comes from the dance
of mechanical dolls in The Nutcracker.

After The Firebird, Stravinsky “wanted
to amuse himself with an orchestral
piece in which the piano would play
the principal part.”' He saw “a puppet,
suddenly brought to life, and who also
tries the patience of the orchestra
with cascades of diabolical arpeggios.
The orchestra, in return, replies with
menacing fanfares.”? It remained

to name the vision in one word,

and this word was — Petrushka.
Diaghilev decided to turn the alleged
Konzertstuck for Piano and Orchestra
into a ballet (against all his plans:
work on The Rite of Spring was

in full swing). The finished music
formed the basis for the second

part, Petrushka’s Room. Diaghilev
invited Alexandre Benois to work

on the piece — he created the

script, as well as costumes and sets,
including the famous intermission
curtain Night at the Fairground with
demons flying over Saint Petersburg.
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B «METPYLUKE», M0 BbIpaeHUIo
TapycKkuHa, CTpaBUHCKHIA

COBEPLUUN « 3aXBaTbIBaOLLUMA,

MO CYTU HUMHUHCKUIA MPbIKOK

K 06peTeHnI0 CBOEro YHUKabHOro
KOMMO3UTOPCKOro rosocans.

CHoBa MenbKalT TEHU KOPCAKOBCKOM
My3blKW, CHOBa BHJ/IIOYEH
(hONbKAOPHbIM MaTepuan (B TOM yncne
TPU HapoAHble NEeCHU U3 CO0PHHUKA
Pumcroro-KopcakoBa, npuyem Bce
OHW UCNO/Ib30BaHbl COCTaBUTENEM

B « CHerypoyKe»). Bbi6op maTtepuana
M cBo6oaa obpalieHUa ¢ HUM —
uHble. CoBepLUEHHbIM Xnam Bpoae
nonysspHbIX FOPOACKMUX NECEHOK

u BanbcoB Moseda JlaHHepa nogHAT
M3-NoA HOI C UPOHUEN U JTIOOOBbBIO.
KpaiiHue KapTuHbl 6aneTta ¢ HAHbKaMH,
Kydepamu M NoABbINUBLLIMMHU
rynsikamu co6paHbl KaK NaYBOPK,

HO NPOM3BOAAT Bne4artieH1e
MOHOJIUTHbIX KOHCTPYKLUA,
naeanbHbIX PUTMUYECKMUX MALLUH.
«BnepBble B My3bike CTpaBUHCKOIro
(HONbKAOPU3M U MOAEPHU3M
coBnanu»*: metoz «eTpywKm»

M Becesloe Haxa/bCTBO ee aBTopa
NOoTOM NOAXBATAT KOMMO3UTOPbI
«LlecTepku», goseasa Ao abecypaa.

«Map-nTuya» 6bina nocnegHUm
counuHeHnem CTpaBUHCKOrO,
3aBepLueHHbIM B MNeTepbypre.

B nopy cosaanusa «leTpywKu»,
3umon 1911 roga, oH no6biBan

B ropoje B nociegHun pas —

M CNyCTA NOMBEKa BEPHYJCA YHe

B JleHuHrpaa. [iBa 6aneta Hepegko
MCMOJIHAIOTCA Ha poAUHe aBTopa,
yaiie B (hM1apMOHHUAX, YeM

B TeaTpe. OHU nepexunn peakcnopT
M Tenepb UrpaloT Ty e poJib,
Kotopyto 100 net Hasag cbirpanu

ONA NapuXKaH: PYCCKUA CYBEHUD,
OWKOBHUHA M3 AaneKon CTPaHbl.
TpuaeBATbIM LAPCTBOM « MHap-NTUubI»
CerogHsA oKkasbiBaeTcA AaBHO He
cywectBylowaa Poccuickaa umnepus.

DIAGHILEV+ 23.12

In PETRUSHKA, as Taruskin puts
it, Stravinsky took “a breathtaking,
indeed Nijinskian, leap toward finding
his unique composer’s voice”.?

The shadows of Korsakov’s music
are there again, as well as the
folklore material (including three folk
songs from the collection of Rimsky-
Korsakov, all of which were used by
the compiler in The Snow Maiden).
However, the choice of material and
the freedom to handle it are different.
Bits and pieces, like the popular

city songs and waltzes of Joseph
Lanner, are picked up from the floor
with irony and love. Last scenes of
the ballet with nannies, coachmen
and drunken revelers are assembled
like a patchwork, but give the
impression of monolithic structures,
ideal rhythmic machines. “For the
first time folklorism and modernism
coincided in Stravinsky’s music”*:
composers of Les Six would later
pick up method of Petrushka and

the cheerful insolence of its author
bringing both to the point of absurdity.

The Firebird was Stravinsky’s last
work completed in Saint Petersburg.
While he was creating Petrushka, in
the winter of 1911, he visited the city for
the last time — to return to Leningrad
half a century later. Two ballets

are often performed in the author’s
homeland, more often in philharmonic
halls than in theatres. They survived
re-export and now play the same part
they played for Parisians 100 years
ago: a Russian souvenir, a curiosity
from a faraway country. Long gone
Russian Empire is now the far-away
kingdom of The Firebird. The city

of Petrushka has also disappeared:
Saint Petersburg still stands in the
Neva delta, but Pulkovo planes scared
all the demons away and no fairs are
seen on the Field of Mars (those,
however, were closed 10 years before
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3 Taruskin R.
Stravinsky and the
Russian Tradition:
A Biography
of the Works
Through Mavra.
Vol. 1. Berkeley ;
Los Angeles :
University of
California Press,
1996.P 660.

Taruskin, R.,
Stravinsky and
the Russian
Tradition:

A Biography

of the Works
Through Mavra,
vol. I, Berkeley, Los
Angeles: University
of California Press,
1996, p. 660.

*Tamoxce. C. 713.

Ibid., p. 713.

© BeHya AnekcaHap Hukonaesuy. Ackus aeropauuu K «Metpywke» U. CtpasuHcKoro. 1911
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lopoa «[lleTpyKKU» TOXKe Ucyes:
MeTepbypr BCce TaK e CTOMT B AeJibTe
HeBbl, HO YepTel Hag HAM pacnyranu
Ny/JIKOBCKMe camoneTbl U Ha MapcoBom
nosie He BUAATb NyNAHUK U 6anaraHoB
(BNpo4yeM, UX CBEPHY/IM eLle

3a 10 nert go npembepsbl 6anera,

B pasrap aHTUaJIKOroJibHOM

KamnaHuu py6ema XIX—XX BeKoB).

lonoca «lMeTpywKu» U3peara
npopbiBaTcA cloga. HecKkonbKo net
aBTOpY 3TOro TeKCTa NPUXOAUIOCH
[obupaTtbea Ha TeaTpanbHyto
naowaab Yepe3 CeHHyto. BbiHbipMBas
M3 NOA3eMHOro nepexoaa,

A Bcerga nonaaan B 6anaraHHyo
Pa3HOronocumLy: U3 Tpex coceaHUX
KWOCKOB HECJIUCb TPU MY3bIKH,

B YETBEPTbIK NaBUIbOH 3a3biBa
pAXEHbIA YeNO0BEK-CIHABUY

¢ meraoHOM, Ha CKamerKax noogasnb
rPOMKO pyrasucb Kyyepa U NbAHble
rynsaxku. Hanb, BCIO TOPros/to

Ha CeHHoOI Tenepb CHeC/H.
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the premiere of the ballet, in the midst
of the anti-alcohol campaign in the
late 19" and early 20" century).

The voices of Petrushka occasionally
break through here. For several years,
the author of this text had to get to
Teatralnaya Square through Sennaya
Square. Coming out of the underpass,
| always found myself in a fairground
discord: three different songs were
rushing from three neighboring
booths, a sandwich-man with

a megaphone was beckoning to the
fourth pavilion, coachmen and drunken
revelers were arguing loudly from

the benches at a distance. Pity, but
even trade on Sennaya is gone now.
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Teopop KypeHT3uc

OcHoBaTeNb U XyAOHECTBEHHbIN
PYKOBOAUTE/Ib OPKECTpa U Xopa
musicAeterna, rnaBHbIf aUpUKep
CumdoHUyecKkoro opkecTtpa Horo-
3anagHoro paauo lepmaHuu.

Poaunca v Bbipoc B peuuu,

rae Havanocb ero mMysblKanbHoe
obpasoBaHue. B 1994 rogy

npuexan y4uTbCA Yy JiereHaapHoro
npodeccopa CaHKT-leTep6yprcKoit
rocyAapCTBeHHOM KOHCepBaToOpUH1
MUnbn MycuHa. C 3THUX Nop ero }usHb
TeCHO cBfA3aHa ¢ Poccuen.

B 2004 roay ctan rnaBHbIM
Aupuxepom HoBocM6GUPCKOro
TeaTpa onepbl U 6aneta, ocHoBan
OpKecTp U xop musicAeterna.

B 2006-m yyacTBOBaNn B CO34aHUU
MexayHapoaHoro dectuBansa-
LUKO/Ibl COBPEMEHHOIO UCKYCCTBA
«Tepputopua» (Mocksa).

B 2011-2019 rogax 6bin
XYZ0XEeCTBEHHbIM PyKOBOAUTENIEM
TeaTtpa onepbl U 6aneta B MNepmu,
KyZa BMecTe C HUM nepeexanu
My3blKaHTbl musicAeterna.

C 2012-ro — XyZA0OeCTBEHHbIH1
pykoBoauTenb JarunescKroro
tdectuBana B NMepmu. B 2019 roay
TBOpYeCKoM pe3unaeHuunein Teogopa
KypeHT3uca u musicAeterna cran
Jom Paguo B CaHkT-lNeTepbypre.
C ce3oHa 2018/19 Teoaop
KypeHT3uc — rnaBHbIii AUpUHKEP
CrvmdhoHUYeCKOro opKecTpa
KOro-3anagHoro paauo lrepmaHum
B LLtyTrapre.
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Teodor Currentzis

Founder and Artistic Director of the
musicAeterna orchestra and choir,
Chief Conductor of the SWR Symphony
Orchestra.

Born and raised in Greece, where he
began to study music. In 1994, he
came to study under the legendary
professor of the Saint Petersburg
State Conservatory llya Musin. Since
then, his life has been strongly
associated with Russia.

In 2004, he became Chief

Conductor of the Novosibirsk Opera
and Ballet Theatre, and founded

the musicAeterna orchestra and
choir. In 2006, he was one of the

art directors and creators of the
“Territory” International Festival-
School of Contemporary Art (Moscow).
In 2011-2019, he was Artistic Director
of the Perm Opera and Ballet Theatre,
musicAeterna musicians moved there
with him. Since 2012, he is Artistic
Director of the Diaghilev Festival

in Perm. In 2019, Teodor Currentzis
and the musicAeterna found a new
creative residence at Dom Radio in
Saint Petersburg. Since the 2018/19
season, Teodor Currentzis is Chief
Conductor of the SWR Symphony
Orchestra in Stuttgart.
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KaKk avpuHep-nocTaHOBLLMK

Teonop KypeHT3uc coTpyaHHU4aeT

C BeAyLUMU pexuccepamm mupa
(Po6ept YuncoH, Pomeo Kactennyyuu,
Mutep Cennapc, Teogopoc Tep3aonynoc
M AP.) U KPYMHEULUMHU OnepHbIMH
TeaTpamu EBponbl u Poccun.

BmecTte ¢ musicAeterna u gpyrumm
opkectpamu Teogop KypeHT3uc
BbICTYNaeT Ha BeAYLUUX KOHLEPTHbIX
njoulazKax, NoCToOAHHO y4yacTByeT

B thecTMBansax B 3anbubypre,
3Kc-aH-lMpoeaHce U Pypckoit
TpueHHane B boxyme.

Y Teoaopa KypeHT3uca

1 musicAeterna noanucaH
3KCKJIO3UBHbIN KOHTPaKT ¢ Sony
Classical. BbinylieHHble Ha neibne
3ar1cH yaoCToeHbl NPeCTUKHbIX
My3blKanbHbIX Npemuit. Teoaop
HypeHT3uc — AeBATUKpaTHbIN
naypeart pOCCUNCKOM TeaTpaibHOM
npemuun « 3onotaa Macka», naypear
npemun KAIROS, KomaHaop opaeHa
®deHuKca (Mpeuunn) U KaBanep opAaeHa
JApyH6bl.
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As music director, Teodor Currentzis
works with the world’s leading
theatre directors (Robert Wilson,
Romeo Castellucci, Peter Sellars,
Theodoros Terzopoulos, etc.) and
the most important opera houses

in Europe and Russia. Together

with the musicAeterna and other
orchestras, Teodor Currentzis
performs at leading concert venues
and regularly participates in festivals
in Salzburg, Aix-en-Provence and the
Ruhr Triennial in Bochum.

Teodor Currentzis and musicAeterna
signed an exclusive contract with
Sony Classical. The records released
received prestigious music awards.
Teodor Currentzis is a nine-time
laureate of the Russian theatre award
Golden Mask, laureate of the KAIROS
award, Commander of the Order

of Phoenix (Greece) and Commander
of the Order of Friendship (Russia).
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OpkecTp musicAeterna
Xydoacecmeennviil pykosodumeny —
Teodop Kypenmauuc

OauH 13 camMbIX BOCTpe6oBaHHbIX
POCCHUIACKUX OPKECTPOB NMOCTOAHHO
pacLMUpAET rpaH1Lbl CBOUX
TBOPYECKUX BO3MOMKHOCTEN B 061aCTH
CTapUHHOK My3blKKU B UICTOPHUYECKH
MH(OPMUPOBAHHOM UCMO/IHEHUM,
aKaZeMUYECKOM KTaCCHUKH

Y COBPEMEHHOMU My3bIKW.

OpKecTp OCHOBaH AUPUHKEPOM
Teopopom HypeHTaucom B 2004 roay
B HoBocubupcke, ¢ 2011 no 2019

roa 6b11 YacTblo Tpynnbl MepmcKoro
TeaTpa onepbl U 6aneta. C 2019

roaa musicAeterna — He3aBUCUMbIA

KOJIIEKTUB CO CMTOHCOPCKOM NMOAAEPHKON.

Ero TBopuecKoi pe3uaeHLuen
ctan netepbyprckuii om Paawo,
rae no uHuumatuse Teogop HypeHTauca

CO3/1aH MEHMANCLMMIMHAPHBIA KYBTYPHbIM

LIeHTP, 06beANHSAIOLLUA TBOPYECKHE
1 obpasoBarte/ibHble NPorpammbl,
aBTOPCKUE 3KCNEepUMEeHTasbHble

Y UccneaoBaTte/ibCKUe MPOeKTbI,
oxBaTblBaloLWue pasnnyHble obnactu
COBPEMEHHOro UCKYCCTBA.

OpKecTp peryiapHO racTpoiMpyeT

B Poccuu v EBpone, BbicTynas B cambixX
NPECTUHHbIX KOHLEPTHbIX 3anax.
YyacTByeT B TaKUX MeRAYyHapOAHbIX
tectnBanax, kak RUHRtriennale,

Klara Festival B Bptoccene, thectnBanb

B JKc-aH-lpoBaHce, AaruneB PS B CaHKT-

Metepbypre, AaruneBckuit ectMBaib

B Mepmu. B 2017 roay musicAeterna
CTan NepBbiM POCCUMCKUM KOJLIEKTUBOM,
KOTOPbIA OTKPbLT OCHOBHYIO NPOrpamMmy
3anbubyprckoro dectuBansa. OpKecTp

1 XOp UcnonHunu onepy « Munocepave
Tuta» B noctaHoBKe lMuTtepa Cennapca

M C TeX Nop CTa/Ii NOCTOSAHHbIMMH
y4acTHUKamM1 hecTuBans.

KonneKtus pa6oTaeT no 3KCHKIO3UBHOMY
KOHTPaKTy CO 3BYKO3aru1cbiBaloLLe
cryaueit Sony Classical.
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musicAeterna orchestra
Artistic Director — Teodor Currentzis

The musicAeterna orchestra is one of
the most in-demand Russian ensembles.
Their repertoire encompasses famous
old masterpieces, works from the 19th
and 20th centuries, and experimental
contemporary compositions.

The ensemble was founded in 2004

in Novosibirsk by conductor Teodor
Currentzis, and from 2011 to 2019 it
was part of the Perm Opera. In 2019,
musicAeterna embarked on a new
phase of its development as a privately
sponsored independent institution.
The orchestra's creative residence

is now located at the Dom Radio in
Saint Petersburg. There, musicAeterna
has created a multidisciplinary centre
for culture, which hosts creative and
educational programmes along with
unique experimental and research
projects encompassing multiple areas of
modern art.

The musicAeterna orchestra regularly
tours Europe and the world with
performances in numerous prestigious
venues. MusicAeterna is a frequent
guest at international festivals, such
as RUHRtriennale, Klara Festival, Aix-
en-Provence festival, and Diaghilev
festival. In 2017, musicAeterna became
the first Russian ensemble to have the
honor of opening the main programme
of the Salzburg festival. The musicians
performed Mozart’s “La Clemenza di
Tito” (directed by Peter Sellars). Since
then, musicAeterna has been regularly
featured at the festival.

MusicAeterna is the exclusive Sony
Classical artist.
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MacTep-Kaacc Teoaopa KypeHT3uca
No onepHOMY AUPUHUPOBAHUIO

KOHLIepT Xopa parma voices

dopTenuaHHbI KOHLUEepT
lo/IMaHHbl aBAeeBOM



24 12.FRri

the opera conducting masterclass
by teodor currentzis

concert of the parma voices choir

yulianna avdeeva
piano recital
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@  nepMcKas onepa

MACTEP-K/JIACC

Nno ONePHOMY
ANPUHKNPOBAHUIO

Teonop KypeHTaMc
c yuacmuem opkecmpa musicAeterna

Teopop KypeHT3uc nposeaet
OTKPbITbIX MacTep-Knacc

no onepHOMy AUPUKRHUPOBAHMUIO.
Monoabie AUpUKEPbl U BOKAIUCTDI
noa, ero pykosoactsom 6yayt pa6ortatb
Hag onepHbIMKU apuaAMU. B macTtep-
K/1acce NPUMET y4acTUe OpKecTp
musicAeterna.

B otnnume ot macrep-

KnaccoB No CMMGpOHHUYECKOMY
LVUPUHUPOBAHMIO, OTKPbITbIE 3aHATUA
Ha onepHOM MaTepuasie NpoBOAATCA
[0BONbHO peako. Mexay Tem
coBMecCTHaA paboTa onepHoro nesua
W Avpuepa Tpebyet oco6eHHO
TECHOro KOHTaKTa Mexay HUMHU

M, KOHEYHO, NPaKTHUKK.
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@  perm opera

THE OPERA

CONDUCTING
MASTERCLASS

teodor currentzis

Wwith participance of the musicAeterna
orchestra

Teodor Currentzis will give an opera
conducting masterclass. Together
with young conductors and singers
he will be working on opera arias.
The musicAeterna orchestra will also
take part in the activity.

Successful conductor-singer relations
depend on close cooperation and
demand a lot of practice. Yet opera
conducting masterclasses are much
less frequent than, say, orchestral
conducting classes.
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@  OpraHHbIK 3an
nepmcKoun hnnapmoHum

KOHLEPT XOPA
PARMA VOICES
AUpUKep: eBreHnii BopobbLeB

cyuacmuem hecmusarvHozo
6apoun020 ancambas

aHacTacus CTpe/ibHUKOBA, CKPUMKa
eKaTepvMHa pomaHoBa, CKPUMNKa
MapuHa aHTOHOBaA, anbT

aneKkcaHap nNpo3opoB, BUOJIOHYEb
HaTanbA 6epecnaBueBa, 6noKbnenTa
CBeT/IaHa WeBenéna, 6noKbnenTa
Ba/siepy KaHHT, Teopba

PO AECTBEHCKME MOTETHI
LHKOBaHHU NbEeP/TYUAHHU

Aa nanectpuHa (1525/26-1594),
KpucTobanb Ae mopanec

(oK. 1500-1553),

TOMac Nyuc e BUKTOpPUA

(oK. 1548-1611)

MapK-aHTyaH wapnaHTbe
(1643-1704)

in nativitatem domini canticum,
h. 416 (oK. 1690)

opamopus

YACTb |
npentogua / prélude
Xop npaBeAgHUKOB / cheeur des justes

Houb / la nuit

YACTb Il

xop nactyxoB / choeur des bergers
aHren / I’'ange

xop aHrenoB / chceur des anges
nactyx / un berger

nyTtewiecreue nacTtyxos /

marche des bergers

xop / tous

3aKn4UTeNbHbIK Xop / cheeur final
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@ perm philharmonic organ
concert hall

CONCERT OF
THE PARMA VOICES CHOIR
conductor: evgeny vorobyov

with participation of the festival baroque
ensemble

anastasia strelnikova, violin

ekaterina romanova, violin

marina antonova, viol

alexander prozorov, cello

natalia bereslavtseva, recorder
svetlana sheveleva, recorder

waleri kannt, theorbo

christmas motets

giovanni pierluigi da palestrina
(1525/26-1594),

cristébal de morales

(c. 1500-1553),

tomas luis de victoria

(c. 1548-1611)

marc-antoine charpentier
(1643-1704)

in nativitatem domini canticum,
h. 416 (c. 1690)

oratorio / grand motet

PART |
prelude
chorus of the just

the night

PART Il

chorus of shepherds
the angel

chorus of angels

a shepherd

the shepherds’
journey

chorus

final chorus
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in nativitatem
domijnum
canticum

Praeludium
Usquequo avertis faciem tuam, Domine,
et oblivisceris tribulationis nostrae?

Chorus justorum

Memorare testamenti tui
quod locutus es:

veni de excelso et libera nos.

Consolare, filia Sion:

quare maerore consumeris?

Veniet ecce Rex tibi mansuetus.
Plorans nequequam plorabis,

et tacebit pupilla oculi tui.

In illa die stillabunt montes dulcedinem,
et colles fluent lac et mel.

Consolare, confortare, filia Sion,

et sustine Deum salvatorem tuum.

Utinam dirumperes caelos,
Redemptor noster, et descenderes!

Prope est ut veniat Dominus:
veniet et non mentietur.

Juxta est salus Domini.

Qui venturus est modo veniet,
qui mittendus est veniet modo:
veniet et non tardabit.

Rorate caeli desuper,
et nubes pluant justum:
aperiatur terra

et germinet Salvatorem.

La Nuit

Réveil des bergers
Chorus pastorum
Caeli aperti sunt:

lux magna orta est,
lux magna, lux terribilis.
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Mpentoaua
Kak gonro Tel 6yaewb oTBOpa4YMBaTh JIULO
CBoe oT Hawux cTpagaHui, focnogn?

Xop npaBegHUKOB

Bcnomuu CBoit 3aBer,

yTO cKasan Tbl, —

congu c He6ec U Aan Ham U3baBneHue.

Vrewbca, 4o4b CHoHa:

oT4yero Tbl NpeAaewbca CKopbu?
Llapb TBOM rpageT K Te6e KPOTKUM.
Mnay TBOM NpeKpaTUTcH,

M YCNOKOUTCA 3€HULLA OKa TBOEro.

B aeHb TOT ropbl 6yAyT COMUTBLCA CNag0CTbIo,

a X0/IMbl — MCTOYaTb MOJIOKO U Mej.
VrewbcA, ycnoKkorca, Ao4b CHoHa,
u ®au Ncnoaa, Cnacurtensa TBoero.

Ecnu 661 Tbl pa3Bep3 Hebeca,
UckynuTenb Haw, 1 cowwen!

Bnusutca npuwectsue lNocnoaa:
OH npuaeT, He 06MaHer.

WUcTtuHHO cnaceHue MNocnoaHe.

Homy HasHauyeHO NpUATU — NPUAET,

Komy Ha3Ha4yeHo 6biTb NocnaHHbIM — MPUAET:

npuaet 6e3 npoveaseHuA.

Kponute, He6eca, cBbilwe,

M ob6aka Aa Npo/IMBaloT NpaBAy:
Ja pacKpoeTcs 3ems

1 npuHecet Cnacurens.

Houb

Mpoby#aeHue nacTyxos
Xop nacryxoB

He6eca pa3Bep3nuchb:

BEe/IMKUA CBET BOCCHUAN,
BEJ/IMKUM CBET, CTPallHbIX CBET.
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L’ange

Nolite timere, pastores:

ecce enim annuntio vobis gaudium
magnum quod erit omni populo:
quia natus est vobis hodie Salvator
Christus Dominus in civitate David.
Et hoc erit vobis signum:

invenietis infantem pannis involutum
et positum in praesepio.

Surgite ergo, ite,

ite, properate

et adorate Dominum.

Vos autem angeli,

cantate mecum Domino canticum novum:
quia mirabilia fecit super terram.

Chosur des anges
Gloria in altissimis Deo:
et in terra pax hominibus bonae voluntatis.

Pastor

Transeamus usque Bethlehem,

et videamus hoc verbum quod factum est,
quod Dominus ostendit nobis.

Marche des bergers

Cheeur

O infans, o Deus,

o Salvator noster,
sic eges, sic clamas,
sic friges, sic amas.

Pastores undique certent concentibus:
pastorum hodie natus est Dominus.
Certent muneribus, certent amoribus:
palmas victori legite.

Agni cum matribus caulis prorumpite:
aquae de fontibus agros perfundite:
aves in vallibus concordent cantibus:
silvae, lac et mel facite.

Dernier chceur

Exultemus, jubilemus

Deo salutari nostro.

Justitia regnabit in terra nostra:
et pacis non erit finis.
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AHren

He 6oiTecb, nactyxu, M60 A NpUHEC BECTb,
KoTopas 6yAeT BE/IMKOM paAoCTblo BCEM JIIOAAM:
HblHe poaunca Bam Cnacutenb, KOTOPbIM €CTb
XpucTtoc locnoab, B ropoge JlaBuaosom.

WM BOT Bam 3HaK:

Bbl HaraeTe MnageHua B neneHax,

Nerallero B ACNAX.

BcraBainte 1 ngute,

uavuTe, nocnewmTe

M NMoKNoHUTECH [ocnoay.

Bbl e, aHrenbl,

nomTe co MHoM ocnoay HOBYIO MECHbD,

n6o coseplian OH yygeca Ha 3emse.

Xop aHrenoB
Cnasa B BbIlWHKX Bory,
M Ha 3emie MUp, B YenoBeKax 6narososieHue!

MacTtyx

Monagem B Budneem

M MOCMOTPUM, YTO TaMm CJTY4YUNIOCb,
0 yem Bo3BecTMN Ham locnoab.

[MyTelwecTBME NnacTyxoB

Xop

O AuTAa, o Nocnoab,

O CnacuTtenb Halu,

KaK Tbl 6eaeH, Kak Tbl nnavewb,
KaK 0356 Tbl, Kak no6uwb Tbl.

[MycTb NnacTyxu COpeBHYIOTCA B NECHOMNEHUAX —
cerogHA pogaunca bor nacryxos.

[MycTb copeBHYIOTCA B Aapax U JIl06BHU,

¥ nobeauTesNib NOJY4YMT NajbMOBble BETBU.

ArHubl, 6ervte ¢ BallMMK MaTepAMU U3 3aroHOB;
BOAa U3 POAHUKOB, pasIUBaiCA Mo NoAM;
NTULbI, B rapMOHUU NOITE B AO/IMHAX;

AepeBbs, COYMTECH MOJIOKOM U MeZOoM.

3aKknuuTeNbHbIN XOp

Bospaayemcs, Bo3BecenMmcs,

Bo3zgaBas cnasy locnoay Hawemy.
CnpaBeaiMBOCTb BOLLAPUTCH Ha Hallen 3emine,
U MUpPY He ByZeT KoHLa.
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Koraa B NepmcKom Teatpe onepbl

1 6aneta cosaaBascA HOBbIM
KOHLUepTHbIM xop Parma Voices, ero
PYKOBOAUTE/b, FMaBHbIA XOpMencTep
MepmcKoi onepbl EBreHnin Bopobbes
HamepeBaJicA NpeAcTaBAATb

3pUTENIAM CaMbli LUUPOKUIM Kpyr
npousBeAeHUA — OT MUPOBbIX NPEMbepP
counHeHunn XXI BeKka, 4To 6bIN10 C
61eCKOM NPoAeMOHCTPUPOBAHO Ha
npowom [larunesckom decrmusane,

00 MY3bIKKU PaHHUX 3MOX B UCTOPHUYECKH
MH(HOPMUPOBAHHOM UCTOIHEHUM.
PoxaecTBeHCKUI KOHUEPT B pamKax
cneuunanbHOro npoekTa «arunes+» —
3TO poMAeHHe NonHohopMaTHOM
KOHLIEPTHOM NporpaMmbl, KoTopas
LeJIMKOM NOCBfLLeHa AyXOBHOM

My3blKe Bo3poxaeHnsa u 6apoKKo.
Bonbline U ManeHbKUe WweaeBpbl
xopoBoro peneptyapa XVI-XVII

BEKOB NpUHaaNexkar K TpeM pasHbim
HaUMWOHAaNbHbIM LWKOIaM U K ABYM
KapAWHaNbHO Pa3/IMiHbIM My3blKa/lbHbIM
ctunam. OHU UCToNHATCA
pa3Ho06pa3HbIMU CU1aMU —
BOKaJibHbIMW aHcambnAmMK a cappella,
KamMepHbIMWU XOPOBbIMU COCTaBaMM C
BKJIlOYEHWEM CTapUHHbIX MHCTPYMEHTOB,
COJIMCTAMKU U XOPOM MPU Yy4aCTUU LLeNIoro
6apo4yHoro opKecrtpa. Ho Bce oHu
npo3By4aTt C 04MHAKOBbIM BHUMaHUEM
K UCTOPUYECKOWN AOCTOBEPHOCTH

B NPOYTEHUU MYy3blKa/lbHbIX TEKCTOB
OABHUX 3MOX — € WX NOJIMPOHUYECKON
MU3bICKAHHOCTbIO, YTOHYEHHOM KpacoToMn
1 0c0601 Bblpa3suUTENbHOW CHUNION.

MoteTbl mactepoB XVI BeKa —
Kpuctobana ae Mopaneca,

Tomaca Jlyuca ae Bukropuu

M ocob6eHHo [xoBaHHU MNMbepnynaxu
Aa ManecTpuHbl — nNpeacTaBnAIOT
Cco60M BEPLUMHbI BO3BbILIEHHOIO

W NMPUXOT/IMBOrO NOSMGOHUYECKOIO
CTUNIA, KOTOPbIA KOPEHUTCA BO (hpaHKo-
chnamaHACKOM LWKoNe, HO UMeeT
OTYET/IMBbIX UTANIbAHCKUM BKYC C €ero
AICHbIM MeNoAU3MOM, LULUPOKUMH
¢pasamu U ANIUHHBIM AbIXaHUEeM.

DIAGHILEV+ 2412

When a new concert choir Parma
Voices was created at the Perm
Opera and Ballet Theatre, its Director,
Chief Choirmaster of the Perm Opera
Yevgeny Vorobyov, intended to present
the audience with a wide range

of works — from world premieres of
the 21%t century, which was brilliantly
demonstrated at the last Diaghilev
Festival, to music of early eras in

a historically informed performance.
The Christmas concert within the
framework of the special project
Diaghilev+ is the birth of a full-
scale concert programme, which is
entirely devoted to the Renaissance
and Baroque sacred music. Large
and small masterpieces of the

choral repertoire of the 16t and 17"
centuries belong to three different
national schools and to two radically
different musical styles. They are
performed by various forces — vocal
ensembles a cappella, chamber
choirs with the inclusion of historical
instruments, soloists and a choir
with the participation of a whole
baroque orchestra. But all of them
will sound with the same attention

to historical accuracy in reading

the old musical texts — with their
polyphonic sophistication, refined
beauty and special expressive power.

Motets of the 16t"-century masters —
Cristébal de Morales, Tomas Luis

de Victoria and especially Giovanni
Pierluigi da Palestrina — represent
the heights of a sublime and
sophisticated polyphonic style that

is rooted in the Franco-Flemish
school, but has a distinct Italian
taste with its clear melody, broad
phrases and long breath.
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Kpuctosanb o MopranEc
(oK. 1500-1553), nepBbIA
KPYMHbIX NpeacTaBUTENb
MCMaHCKOro My3blKallbHOro
BospoxaeHus, 10 net npopabotan
B nanckou Kanenne B Pume.

Tomac IMvuc o BuktTopPusa
(oK. 1548-1611), BarkHeALWUIH
MCNAHCKHUA KOMMO3UTOP 3MOXH
CepBaHTeca u Jlone ae Berwy,
nposen B Pume 16 net, B 310 BpemA
yuunca y Kpucrtobana ge Mopaneca,
NOCTEeNEeHHO AOCNYHUICA A0 NocTa
pyrkoBoguTtensa lepmaHcKom
Kanennbl B Pume, rae HauyMHan
neB4Mm. Ero HecnyyaiHo
Ha3bIBalOT « UCMTAHCKUM
ManecTpuHOM»: C caMbIM
M3BECTHbIM KOMMNO3MUTOPOM
UTaNbAHCKOro Bo3poxkaeHua

OH APYHHIT U €ro KOMMNO3ULUHUOHHbIe
npuembl YyCMewwHo nepeHumann.

DxoBAHHU NMBEPNYUOXXU
oA NMAneEcTPUHA
(1525/26-1594),

KaK U BblllenepeYyncsieHHble
KOMMNO3UTOPbI, NOABU3aJICA Npexae
BCEro B 06/1aCTU AYXOBHON My3bIKH.
OH yTBep#aan, YTO MUPCKHUE TEKCTbI
He roaqaTca AN BO3BbILEHHOM
nonnudoHMM, onybIMKoBaB,
BNpo4YeM, BTOPOH C60PHMUK CBETCKUX
Mazapuranos cnycTa BCero Asa

roga nocsie 3Toro 3afABJIEHUA.
ManecTpuHa co3gan oKono

105 mecc, okono 140 maapuranos,
6onee 300 MOTETOB U MHOMECTBO
COYMHEHWUIA B APYrMX LLepKOBHbIX
*aHpax. Ero mysbiKa, B oTiMume

OT TBOpPYECTBA MHOIMMX U MHOIUX
ero coBpeMeHHUKOB, HUKOraa

He 6blna NoIHOCTbIO 3abbiTa:

Ha Hen yyunucb bax, Mouapr,
BetxoBeH, a notom U MeHAENbCOH,
BHOBb OTHPbIBLIKWIK Baxa mupy.
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CRrisT6BAL DE MORALES
(c. 1500-1553), the first

major representative of the
Spanish musical Renaissance,
worked for 10 years in the
papal chapel in Rome.

TomAs Luis bE VICTORIA
(c. 1548-1611), the most important
Spanish composer of the era

of Cervantes and Lope de Vega,
spent 16 years in Rome. At that
time he studied from Cristébal

de Morales and gradually rose to
the post of head of the Collegium
Germanicum chapel in Rome,
where he began as a singer.

It is no coincidence that he is
called “Spanish Palestrina”: he
was a friend of the most famous
composer of the Italian Renaissance
and successfully adopted his
compositional techniques.

GiovaNNI PIERLUIGI

DA PALESTRINA
(1525/26-1594), like the above-
mentioned composers, worked
primarily in the field of sacred music.
He argued that secular texts were
not suitable for sublime polyphony,
although he published a second
collection of secular madrigals just
two years after this announcement.
Palestrina has composed about
105 masses, about 140 madrigals,
over 300 motets and many other
compositions in sacred music
genres. His music, unlike the work
of many of his contemporaries, has
never been completely forgotten:
Bach, Mozart, Beethoven and then
Mendelssohn, who rediscovered
Bach to the world, studied it.
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OpaTopusa thpaHLUy3CKoro
6apo4yHOro KoMnosuTopa
MapPk-AHTYAHA LLUIAPNAHTBE
(1643-1704) In nativitatem

Domini canticum (oK. 1690)
NPUHAANEHKUT COBCEM APYron
anoxe, Korga onepa, poauBLIasacA
B Utanuun Ha pybere XVI-XVII
BeKoB, No6eaHo LWecTBOBana

no Bcei EBpone. B Hacnhegum
LLlapnaHTbe — ycnewHoro

Apyra v ConepHUKa «riaBHoOro
(hpaHLy3CKOro KoMrno3uTopa»
Han-batucra Jlionnu, aBTOpa
KamMepHbIX onep U My3blKkU K
ApaMaTU4YeCKUM NMOCTaHOBKaM
Monbepa — AyXxoBHble COYMHEHUA
npeo6bnagatot. Ho U B HUX LApAT
HOBbl€, ONepHble NOPAAKHU:
rapmMoHus (BepTUKasb) BNacTByeT
Hag NonnUdOHUEN, CoJbHbIe ronoca
¥ NapTUK UMEIOT NepBoOCTENeHHoe
3Ha4yeHue, onepHble ahdeKTbl
3ameLLaloT BHE3IMOLMOHANBbHYIO
BO3BbILWEHHOCTb NMPeXHUX BPEMEH.
Mapk-AHTyaH LWapnaHTbe yunnca
y utanbfaHua Axkakomo Kapuccumum,
Yy HEro ¥ No3amMmcTBOBa HaHp
opaTopuM — CBOEro pozga onepbl
Ha AYXOBHbIM TeKCT. Ha3biBan
CBOMW OpaToOpUn « 60NbLLIMMU
MOTETaMMU» WU « CBALLEHHbIMU
MUCTOPUAMM», MPUBHOCH B HUX
YUCTO (hpaHLY3CKYIO (hpa3upoBKY
M pUTMHRY, LLlapnaHTbe aBuranca
B pyc/ie TaK Ha3biBaemMoro
UTaNbAHCKOro CTUNA, CTOJb
MoAHoro Bo ®paHLUuK 3Noxu
JliopoBuKa XIV, u nucan

fAIPKMEe ApamaTUyHble Onychbl,
MMeBLUXe 60JIbLLIOK YCrex Y ero
BbICOYaULLUMUX NMOKPOBUTENEN.
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The oratorio In nativitatem
Domini canticum (c. 1690)

by the French Baroque
composer MARC-ANTOINE
CHARPENTIER (1643-1704)
belongs to a completely different
era, when opera, born in ltaly

in the late 16" and early 17"
century, marched triumphantly
throughout Europe. Charpentier
was a successful friend and rival
of the “main French composer”
Jean-Baptiste Lully, the author of
chamber operas and music for
Moliere’s dramatic productions.
Sacred works predominate in
Charpentier’s legacy. But even
in sacred music he made new,
operatic orders reign: harmony
(vertical) dominates polyphony,
solo voices and parts are of
paramount importance, operatic
affects replace the extra-
emotional sublimity of former
times. Marc-Antoine Charpentier
studied from the Italian Giacomo
Carissimi, and borrowed from
him the genre of oratorio —

a kind of opera on a spiritual
text. Calling his oratorios “big
motets” or “sacred stories”,
introducing purely French
phrasing and rhythm into them,
Charpentier moved in the
stream of the so-called ltalian
style, so fashionable in France
during the era of Louis XIV, and
wrote bright dramatic opuses
that were very successful with
his the highest patrons.
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PoxaecTBeHCKan opaTopuA
LWapnaHuTtbe IN NATIVITATEM
DOMINI CANTICUM HanucaHa
OJ1A1 YeTbIpex COJIUCTOB, Xopa

M HebonbLLOro 6apo4HOro
opKecTpa. OHa paccKasbiBaeT
6U1ONEeCHKYI0 UCTOPUIO B TPEX
4acTAX: XOp BEPHbIX; COOCTBEHHO
ucTopusa poxaeHua Uucyca;
NOKJIOHEHHEe BONXBOB U NMacCTyXOB.
OpHKecTpoBble 3htheKTbl UrpatoT
B NapTutype 60/bluyo poib,
MapLuM U nactopasu cosaalor
CBET/I0€ HacTpOeHue, B COMbHbIX
napTuMax npeobnagaroT pagocTHbie
addeKTbl. HeyauBuTenoHo,

YTO 3Ta OpaTopua — OAMH U3
CaMbIX UCMOJIHAEMbIX ONyCcoB
LapnaHTbe B AaHHOM XaHpe.
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Charpentier’s Christmas oratorio
In nativitatem Domini canticum
was composed for four soloists,
a choir and a small Baroque
orchestra. It tells a biblical story
in three parts: a choir of the
faithful; the actual story of the
birth of Jesus; adoration of the
magi and shepherds. Orchestral
effects play an important role

in the score, marches and
pastorals create a light mood,
joyful affects prevail in the solo
parts. Unsurprisingly, this oratorio
is one of Charpentier’s most
performed opuses in the genre.
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Xop ParRMA VoOICES

(6ykB. «lonoca Mapmbl») — HOBbIH
KOJUIEKTMB NMOoJ, PYKOBOACTBOM
rnaBHOro xopmeucrepa NepmcKon
onepbl EBreHnsa Bopob6besa. «[Mapma»
B Ha3BaHWU — 3TO U TEMHOXBOMHbIE
neca, U nepMcKue 3emnu. B coctas
Parma Voices BOLWAK y4aCTHUKHU
xopa lMepmcKoro Teatpa onepbl

v 6aneta, Haubonee pacrnosioKeHHble
K KOHLepPTHOMY TBOPYECTBY. XOp

Oan nepBbii KOHUEPT B heBpane
2021 roaa v cpasy xe obpartun Ha cebna
BHUMaHWE KPUTUKU U NMYOSIUKM.

B nioHe 2021-ro Parma Voices noa
ynpaBneHvem EBreHua BopobbeBa
BbICTYNUAKU Ha [laruneBcKom
cthecTuBane ¢ ABymA nNporpaMMami,
BH/IIOYAIOWMMU B ce6A MUPOBYLO
npembepy npousseaeHusa Mepaba
Farunase «Mpunante, NOKNOHUMCA»
M POCCUMCKUE NpeMbepbl COYUHEHUH
TakUX KOMMO3UTOPOB, KaK Neopr
Meneuuc, Kapn PotTH, AnexkcaHap
KHaidenb u diHotoxaHn PaytaBaapa.
EBreHuit Bopo6beB nogyepKUBaeT:
«Ham uHTepecHo paboraTb C
My3bIKOW, KOTOpas CYLLeCTBYyeT 3a
npeaenaMu He6oNbLLIOrO Kopnyca
4acTo MUCMO/HAEMbIX XOPOBbIX
COYUHEHMWI, KAHOHU3UPOBAHHbIX
MacCcoBOW KynbTypoi. [lna Hac BaxHO
MCMNOJNHATbL MY3blKYy 6€3 LITamnos,
BHE CTepeoTHMNHbIX TPaKTOBOK.

MbI cTpemumca aaTb caywatento
BO3MOMHOCTb MOJIY4YHUTb JINYHBIN OMbIT
ee BOCMNpUATUA — TaK, KaKk 6yaTo OH
HUKOr4a ¢ He He CTaJIKUBancaA».
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The PARMA Voices CHOIR is a
concert group that was born within
the walls of the Perm Opera under
the direction of Chief Choirmaster
of the theatre Yevgeny Vorobyov.
“Parma” in the name is both dark
coniferous forests and Perm lands.

The Parma Voices includes members
of the choir of the Perm Opera and
Ballet Theatre who are most disposed
to concert creativity. The choir gave
its first concert in February 2021

and immediately attracted the attention
of critics and the public. In June 2021,
the Parma Voices under the baton

of Yevgeny Vorobyov performed

at the Diaghilev Festival with two
programmes, including the world
premiere of Merab Gagnidze’s Come,
Let’s Bow, and Russian premieres

of such composers as Georgs
Pelécis, Carl Rutti, Alexander Knaifel
and Einojuhani Rautavaara. Evgeny
Vorobyov emphasises: “We are
interested in working with music

that exists outside the small corpus
of frequently performed choral

works canonised by mass culture.

It is important for us to perform

music without clichés, outside

of stereotypical interpretations.

We strive to give the listeners

the opportunity to get a personal
experience of its perception —

as if they had never come across it.”
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@ AOM AArunesa

KROHUEPT lOJIMAHHbI
ABZAEEBOW (dopTtenuaHo)

DIAGHILEV+ 24.12

& the house of diaghilev

YULIANNA AVDEEVA. piano
recital

tpuaepuk woneH (1810-1849)
nosoHes-taHTasnA
na-6emonb maxop, op. 61 (1846)

frédéric chopin (1810-1849)
polonaise-fantaisie
in a-flat major, op. 61 (1846)

Bnagucnas wnuabmad (1911-2000)

clouTa gna oprenmaHo
«¥U3Hb MalLnH» (1933)
JHCUIHD MAUMUH

MAUWUHA 6 COCMOIHUY NOKOS
MOKKAMUHA

wiadystaw szpilman (1911-2000)
the life of the machines,

suite for piano solo (1933)

the life of the machines

machine at rest

toccatina

Moucel (MeuncnaB) BanH6epr
(1919-1996)

coHaTta gna doprtenuaHo N2 4
CU MUHOP, op. 56 (1956)
allegro

allegro

adagio

allegro

moisei (mieczystaw) weinberg
(1919-1996)

piano sonata no. 4

in b minor, op. 56 (1956)
allegro

allegro

adagio

allegro

cepreii npoKoodbes (1891-1953)
coHara anAa poprennaHo N° 8
cu-6emonb maop, op. 84
(1939-1944)

andante dolce — allegro moderato
andante sognando

vivace

sergei prokofiev (1891-1953)
piano sonata no. 8

in b-flat major, op. 84
(1939-1944)

andante dolce — allegro moderato
andante sognando

vivace
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lOnuaHHa ABgeeBa npeacTaBnseT
pa3HOO6pa3Hy0 U HeOpAUHAPHYIO
CoJIbHyt0 nporpammy. OTKpoeT

ee LoneH. B guanor ¢ nonbCKkum
POMaHTHUKOM BCTYNAT KOMMO3UTOPbI
APYryUxX 3Mnox U yCTpeMJIeHUI.
MoNbCKUIM NUAHUCT U KOMIMO3UTOP
Bnaaucnas LUnunbmaH umUTUpyeT
MHAYCTPHUanbHble WyMbl B « KU3HHU
MalluH». YeTBepTaa coHaTa nosibCKOro
3Kcnata, COBETCKOro KOMNo3uTopa
Meuucnasa BanHb6epra 3ByuuT

CNIOBHO MMUCbMO €ro y4uTesto U Apyry
Amutpuio LLloctakoBUYy, HanucaHHoe
Ha A3blke agpecata. Bocbmasa coHara
lMpoKothbeBa npeacTaBnsaeT cobomn
MacwtabHoe, CUMMHOHUYHOE MONOTHO,
0 KoTopom CeATocnas Puxtep

cKasan: « U3 npokohbeBCKUX COHAT
OHa camasn 6orartas. B Helt cnoxHas
BHYTPEHHAA HU3Hb C INTY6OKUMU
npoTUBONOCTaBNeHUAMU. BpemeHamu
OHa KaK Obl LieneHeeT, NPUCNYLLUMBAACH
K HeymosiMmoMmy xoay BpemeHW. CoHaTa
HECKOJIbKO TAMena AnA BOCNPUATHUA,
HO TAMena ot 6oratcTBa — KaK
AepeBo, OTArYeHHOe Naosamu».

Teopuecteo PrPUAOEPUKA LLIONEHA

NPaKkTU4YECKU NONHOCTbIO NOCBALLEHO
¢oprenuaHo. Ero MNonoHes-thaHTasus,
op. 61 (1846), — npousBeaeHue
nocneAHero nepuvoaa TBOp4YecCTBa,
BPeMeHU NepeoCMbIC/IEHUA HaHPOB.
LLloneHOBCKaa MOHYMeHTa/lbHO-
ApamaTtuyecKkas ¢opma, nonHas
naTeTUKM U Molluu, B lMonoHese-
thaHTa3MM CNOBHO pacnajaeTcs.
BmecTo penbedHoCcTH —
HeonpeAeneHHOCTb, 3aTYyMaHeHHOCTb,
BMECTO MOHO/IMTHOCTU U eAUHCTBa —
APOBGHOCTb U (hparMeHTapHOCTb.
VYTOHYEHHbIW NCUX0NOru3m o6pas3os,

npeaenbHoO YyTKaA 3anucb U3MEH4YMBbIX

AYLWeBHbIX ABUMEHUN BblpareHbl
B 3TOW MY3blKe UCKIOYUTENIbHO APHO.

Bnapucnase LUNunbMAH —
cooTeyecTBeHHUK LLloneHa —
M3BECTEH LUMPOKOM Ny6nKe
npemae BCEro CBOMMMU Memyapamu,
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Yulianna Avdeeva presents a diverse
and extraordinary solo program.
Chopin will open it. Composers

from other eras and aspirations

will enter into dialogue with the
Polish Romantic. Polish pianist and
composer Wtadystaw Szpilman
imitates industrial noises in The Life
of the Machines. Sonata No. 4 by
the Polish expat, Soviet composer
Mieczystaw Weinberg sounds like

a letter to his teacher and friend Dmitri
Shostakovich written in the language
of the addressee. Prokofiev’s Eighth
Sonata is a large-scale, symphonic
canvas, about which Sviatoslav Richter
said: “It is the richest of Prokofiev’s
sonatas. It has a complex inner life
with deep oppositions. At times

it seems to be numb listening to

the inexorable passage of time.

The sonata is somewhat hard for
perception but heavy with wealth

like a tree burdened with fruits.”

FRrREDERIC CHOPIN is one of

the composers whose creative work
is almost entirely devoted to the piano.
The Polonaise-Fantasy (1846) is

a piece of his later period, the period
of genre reinterpretation. Chopin’s
original monumentally dramatic

form of polonaises, full of pathos

and power, which he developed for
years, seems to disintegrate in the
Polonaise-Fantasy. Indefiniteness
and obscurity come in the stead

of relief images, disintegration and
fragmentation replace solidity and
unity. This music vividly expresses
deep refined psychologism of images
and extremely precise recording

of changeable mental states.

Another Polish composer,
WerAaDYSEAW SZPILMAN,

is best known to the public by the
film The Pianist, the adaptation of
Wiadystaw’s memoirs by Roman
Polanski, which was awarded
three Oscars in 2003. Szpilman
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3KpaHU3MpoBaHHbIMK PoMmaHOM
MonaHCKKU B TPUKAbI OCKAPOHOCHOM
¢dunnbme «Mnanuct». LUnunbman —
aBToOp 60/bLIOro YMC/ia NeceH,
CKpMNMUYHOro KoHuepTa, YBepTiopbl
ANnA cMMMOHUYECKOro OpKecTpa U

thopTenruaHHOM CoUTbl « HKU3Hb MaLLMUH»

(1933), HOTbI KOTOPOM 6bINK Cy4aMHO
HanaeHbl B Jloc-AHgkenece B 2000
rogy. CrouTa COCTOUT U3 TpeX YacTeu:
MeAJIeHHOM NepBOW, BTOPOM, HOCALLEN
Ha3BaHWe « MaluMHa B COCTOAHUM
NOKOA», U TOKKaTUHbI. PopTennaHo

UMUTUPYET HHU3Hb MEeXaHU3MOB, KOTOpaA

TaKk MHTepecoBana naen UCKyccTBa

B Ha4vasie BeKa TeXHU4eCHOoro nporpecca.

My3bIKy MalWH MOMHO HaWUTH

u B TBOpyecTBe CEPrEqa
MPokO®dBLEBA. U3BeCTHbI
BbICKa3blBaHUA KOMMO3UTOPa O
TPaKTOBKe (hopTenMaHo Kak yaapHoro
UHcTpyMeHTa. Ho ero Bocbmas
coHara, op. 84 (1944), noxany#,
Haubonee cumdoHUyHa. MepBan
yacTb 06beAUHAET TUMHUYHbIE ANA
COHaTHOro LMKNa annerpo U aHaaHTe.
MeaneHHas BTopas 4yacTb Andante
sognando — «KaKk B CHOBUAEHWUU» —
YBOAMT ciywiatesisi B MUP MeYTaHWM.
Bonesoi, AMHaMU4YHbIN hruHan
3aKaH4YMBaeTCcA HeobblYalHO
MOHYMeHTaNbHOM KoAoM-anoeo3om.

CumdoHuyecroe Hacneane MoUucCESA
(Meuucnaesa) BAMHBEPTA

B NocsiegHUe roabi nepexuBaet
CB0Oe06pa3HbI peHeccaHc, Mexay Tem
ero ¢oprenrMaHHas My3blKa LUUPOKOM
ny6iMKe 40 CUX NMOP U3BECTHa Malno.
Cpeau ero wecTtu hoprennaHHbIX
coHaTt 0cob60 nbonbiTHa YeTBepran
coHara, op. 56 (1956). B Hel MOXHO
yC/bilWwaTb Nepexo KoMnosuTopa

OT NO34HEePOMaHTUYECKOro
MY3bIKaNIbHOIO A3blKa K YMEePEHHO
3KCMNPECCUOHUCTCKOMY CTUJIO

Y ero cneaoBaHue B (hapBaTepe
Amutpua LWoctakoBuya — yuutens,
Apyra U 3allUTHUKa B CTpallHbie
BpeMeHa «Aena Bpavyemn».
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wrote a large number of songs,

the Violin Concerto, the Overture for
Symphony Orchestra and the suite
for piano The Life of the Machines
(1933). The score for the latter was
accidentally found in Los Angeles

in 2000. The suite consists of three
parts: the slow first movement,

the second movement called
Machine at Rest and toccatina.
Obviously, this work of Szpilman
belongs to industrial music. The piano
imitates the life of mechanisms,
which was of special interest for
people of art, composers as well as
artists and writers, at the beginning
of the technological advance age.

We can find examples of music of
machines in the works of SERGEI
PRokoFIEV. The composer’s
statements concerning the piano

as a percussion instrument are

also known. But his Eighth Sonata,
op. 84 (1944) is perhaps the

most symphonic one. The first
movement combines the Allegro

and Andante typical of the sonata
cycle. The slow second movement
Andante sognando — “as in a
dream” — takes the listener into the
world of fantasies. The strong-willed,
dynamic finale ends with an unusually
monumental coda-apotheosis.

In recent years, the symphonic
heritage of Moisel (MIECczYsLAW)
WEINBERG has been experiencing

a kind of renaissance, while his

piano music is still little known to

the general public. Among his six
piano sonatas, Sonata No. 4, op.

56 (1956) is especially interesting.

In this work, one can hear the
composer’s transition from the late
Romantic musical language to the
moderate Expressionist style and

his following in the wake of Dmitri
Shostakovich — his teacher, his
friend and defender in the terrible
times of the Doctors’ Plot. B
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IKOnunaHHa ABoeeBa —
POCCHUICKanA NUaHUCTKA, Ybe
MCKYCCTBO paBHO BOoCTpe6oBaHO
Ha poauHe U 3a py6exom. O He#n
3aroBOpuJIK nocne Tpuymcba Ha
XVI MexayHapoaHOM KOHKypce
nuaHuctoB Mm. LLloneHa B BapwaBe
B 2010 roay. No6eaa oTKpblia AnA
MCMNOJIHUTENIbHMLbI ABEPU JTyYLLUX
KOHLIEPTHbIX 3a/10B MUpa U Aana crapt
BrneYyaTaAaloLWwen MexayHapoaHon
Kapbepe. MMaHucTKa BbiCcTynana

¢ Hito-MopKCKUM thnapMOHUYECKUM
opKecTpoM, CUMDOHUYECKUM
opkectpom NHK (Tokuo) noa
ynpaeneHuem LWapna Aiotya,
KoponeBckruM CTOKFoNbMCKUM
hrunapMoOHUYECKUM OPKECTPOM,
MUTCc6yprcKkuM cUMbOHUYECKHUM
OpKecTpoMm, JIOHAOHCKUM
hrnapMoOHUYECKUM OPKECTPOM
nog ynpasneHvem Bnagumupa
KOpoBcKoro, MoHpeanbCKuM
CUMMPOHUYECKUM OPKECTPOM

noa ynpasneHuem Henta HaraHo,
HemeuKkum cuMbOHHUYECKUM
opKecTtpom BepnuHa noa
ynpaBneHuem TyraHa CoxueBa,
Bonbwum cUMbOHHUYECKUM
opKectpom um. . N. YainKkoBcKoro
nog ynpasneHvem Bnagumupa
denoceeBa v ap.
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YULIANNA AVDEEVA is

a Russian pianist whose art is in
equal demand at home and abroad.
Fame came to her after her triumph
at the XVI International Chopin
Piano Competition in Warsaw

in 2010. That victory opened

the doors of the world’s best
concert halls for the performer

and launched an impressive
international career. The pianist
has performed with the New York
Philharmonic Orchestra, the NHK
Symphony Orchestra (Tokyo)

under the baton of Charles Dutoit,
the Royal Stockholm Philharmonic
Orchestra, the Pittsburgh Symphony
Orchestra, the London Philharmonic
Orchestra under the direction of
Vladimir Jurowski, the Montreal
Symphony Orchestra under Kent
Nagan, the Deutsches Symphonie-
Orchester Berlin conducted by
Tugan Sokhiev, the Tchaikovsky
Symphony Orchestra under the
direction of Vladimir Fedoseyev
among other ensembles.
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ConbHble U KaMepHoO-aHcaM6eBble
KoHuepTbl KOnMaHHbI ABaeeBoM
NPoOXoAAT Ha TaKMX MJiowaaKax,

Kak Yurmop-xonn U Cayt6aHK-LLeHTp
B JloHaoHe, MaBo B Mapuike, [lBopeL,
KaTaJIoOHCKOM My3blKKU B BapcenoHe,
HKoHuepTHbIM 3an Map1HUHCKoOro
Teatpa B CaHKkT-leTtepbypre, BonbLion
3an MocKoBCKOM KOHCepBaTop1u

¥ MOCKOBCKMIA MeRAyHapOAHbIN
Aom My3bikW. OHa yyacTByeT

B KPYMNHEHLUIMX My3blKaJibHbIX
thectuBansax: B PeiHray B lepmaHum,
B Jl1a-PoK-a’AHTepoHe BO PpaHLUUH,
B bectuBanax «JIMKU coBpemMeHHOro
nuaHuama» (HbiHe MexayHapoaHbIH
thopTenuMaHHbIn thecTuBanb
«MapuHuHCKK») B lMNeTepbypre

u «LWoneH u ero EBpona» B Bapwase,
B ®oprenuaHHoM ctecTuBane B Pype
u B 3anbubyprckom dectmsane.

BaHasA cepa MysbikanbHbIX
MHTEepecoB NUaAHUCTKU —
MCTOPHUYECKOE UCMONHUTENbCTBO.
Ha doprenuaHo «3pap» (Erard)
1849 roga oHa 3anucana ABa
KoHuepTa Ppuaepuka LLloneHa

B conpoBoxaeHun OpKecTpa
XVIll BeKka noa pykoBoACTBOM
®paHca BpiorreHa.

KPUTUKK OTMeYaloT BbICOKOE
MacTepCTBO My3blKaHTa, FyGUHY
KOHLeMNuUUin U CaMOBbITHOCTb
TpaKToBOK. « OHa 3acTaBndaeTr
My3bIKY AbllaTb», — yTBEepHAaeT
Financial Times, a kypHan
PIANONews pgo6asnsert:

«OHa urpaeT ¢ MenaHxosuen,
taHTa3uen U 6naropoaAcTBOMY.
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Yulianna Avdeeva’s solo and chamber
ensemble concerts are held at
venues such as Wigmore Hall and
the Southbank Centre in London,

the Salle Gaveau in Paris, the Palau
de la Musica Catalana in Barcelona,
the Concert Hall of the Mariinsky
Theatre in Saint Petersburg, the Grand
Hall of the Moscow Conservatory

and the Moscow International
Performing Arts Centre. She takes
part in major music festivals, such as
in Rheingau (Germany), La Roque-
d’Antheron (France), the Mariinsky
International Piano Festival in Saint
Petersburg and “Chopin and His
Europe” in Warsaw, the Ruhr Piano
Festival and the Salzburg Festival.

An important area of the pianist’s
musical interests is historical
performance. On the Erard

piano (1849), she recorded two
concertos by Frederic Chopin
accompanied by the Orchestra

of the Eighteenth Century under
the direction of Frans Briiggen.

Critics note the high skill of the
musician, the depth of concepts and
the originality of her interpretations.
She is “able to let the music breathe,”
says the Financial Times, while
PIANONews adds, “She plays with
melancholy, fantasy and nobility.”
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B nporpammve
BO3MOMHbI
U3MeHeHUA

the programme
can be changed
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@  3aBoA WnaruvHa, nutepa a

NOoCBALWEHUE BOAJIEPY
MY3bIKAABHO-NOIMUMECKUTE NEPPHOoPpMAanc

musicAeterna
BaJiepy apeBunb (hpaHuUA)
nepgopmepbl

*  MWPOBbIE MPEMbepbI
KamepHbIX NPOU3BeAeHNUM
Ha cTuxu wapna 6oanepa
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& shpagin plant/ litera a

HOMMAGE A BAUDELAIRE
musical-poetic performance

musicAeterna
valérie dréville (france)
performers

* world premieres
of chamber settings
of charles baudelaire’s poems

BaHre/IMHO KYPEHT3UC
la musique («My3biKa»)
014 20410Ca, INCKMPOHUKU

u 60020 bapabana

vangelino currentzis
la musique

for voice, electronics
and gran cassa

aHApeac MYCTYKMUC
une charogne («naganb»)
044 2040¢a U hopmenuaro

andreas moustoukis
une charogne
for voice and piano

anekceu cromak

la muse vénale

(«npoaaKHaa my3a»)

QA8 HCCHCK020 BOKANBHO20 CEKCMEMA,
Posaas u borvuiozo bapabana

alexey syumak

la muse vénale

for female vocal sextet,
piano and gran cassa

BNaAUMUP paHHeB
a une passante (« npoxoemn»)
044 2040¢a U hopmenuaro

vladimir rannev
a une passante
for voice and piano

anexkcen peTUHCKUKN

la destruction (« paspylweHue»)
044 2040¢a, X0pa, KOHmpabaca

U mam-mama

alexey retinsky

la destruction

for voice, choir, double bass
and tam-tam

Teoaop KYpeHT3uc

la mort des amants

(«cmepTb IIO60BHUKOBY)

044 2040¢a, XOPaA, UHCIPYMEHMANBHOZ0
AHCAMOAS U nepKyccul

teodor currentzis

la mort des amants
for voice, choir, instrumental ensemble
and percussion
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MY3blKa
6oanepa

B ctuxorBopeHun « My3sbiKa»
LAPnb Boponep Hagenset
MCKYCCTBO 3BYKOB ra/UTlOLUHOr€HHbIMH
csoicTBamu. Mo aencreuem
MY3blKK JIMPUHECKUHA Frepor NO3MbI
TpaHchopMUpPYeTCA B repos
Tparu4yecKoro, OTBarKMBaACb Ha
60pbOY CO CTUXMUAMHU — HO TOJIbKO
00 Tex nop, Noka ANUTCA AeUCTBUE
«ayauoHapKoTuKa». Koraa oHo
3aKaH4YUBaeTCA, BOJIi MTHOBEHHO
MUCCAKAaeT, yCTynasa MecTo OTYaAAHUIO
M BCeo6beMIIOLLEMY CI/IUHY.

B 3Ttom cloxeTe, KaKk B KpUcTase,
3aHK/Il04YeHa cepaLeBrHa 3CTETUKHU
Boanepa. Ana uutatenen XIX BeKa
(Hanpumep, ana YuyepuHa B ero
3HameHuTOM 3Tioge o Mouapre)
uma boanepa cumBonMaupoBano
amMbuBaNeHTHOCTb KpPacoThbl,
aMopasiu3Mm 3CTETUYECKOTO,
MCKYCCTBO KaK cBoero poaa guilty
pleasure, nopo4yHoe HacnaxaeHue.
KopeHb 3TOM NOPOYHOCTU BUAENU

B HEOTPa3MMOCTHU UCKYCCTBA, ero
«Marmm», CNOCOBGHOCTU « MNEHATbY.
UcKyccTBO « 3axBaTbiBaNo», « YHOCUIO
B UHble MUPbI», 3aCTaBAASIO BbIMTU
M3 CO6CTBEHHbIX FPaHUL, YyTpaTHUTb
CaMOKOHTPO/Ib U NepeaaTb ero

Ha BpeMA BHELHEeN cune, (hakTUYeCKH
cTaB Apyrum vyenosekom. bognep
ABHO 6blN1 CK/IOHEH AymaTb, YTO
MMEHHO TaKOM « MCUXOTPOMHbIN»

3 deKT noau B rnyéuHe AyLiun

M MeuYTaloT NONY4YUTb OT UCKYCCTBA,
JaMe eCc/in He roToBbl NPU3HaTLCA
B 3TOM OTKPbITO, CAEPHUBaAEMble
pamKkamu npuauvymii. Cam oH

He CTeCHANCA npeacTaBaTb B HOBOM
06/11MKe NPaKTUYECKU eHeaHeBHO,
Ha uTO *anosance lNocraB Kypbe,
nonbITaBLUMACA €ro HapucoBaTb.

DIAGHILEV+ 25.12

music
of baudelaire

In his poem Music, CHARLES
BAUDELAIRE endows the art
of sounds with hallucinogenic
properties. Influenced by music,
poem’s lyrical hero turns into a
tragical character daring to fight
the elements — but only until the
“audio drug” wears off. When it
no longer lasts, his will instantly
dries up, giving way to despair and
an all-encompassing spleen.

This plot, like a crystal, holds the
heart of Baudelaire’s aesthetics.

For 19t"-century readers (Chicherin

in his famous sketch about Mozart,
for example) Baudelaire’s name
symbolised ambivalence of beauty,
amoralism of the aesthetic, art as
some kind of guilty pleasure, dark
delight. They saw roots of this
depravity in irresistibility of art, its
“magic”, its ability to “captivate”.

Art “captured”, “carried away to
other worlds”, forced to leave one’s
own boundaries, lose self-control,
pass it over to an external force

for a while — in fact, to become

a different person. Baudelaire was
clearly inclined to think that people,
deep down, are after precisely such

a “psychotropic” effect from art, even
if they are not ready to admit it openly,
constrained by the bounds of decency.
He himself did not hesitate to appear
differently almost every day, which
was the usual complaint of Gustave
Courbet when he tried to draw him.
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3auem ny6/IMKe Hy¥eH UCKYCCTBEHHbIN
pai nepeBonnoweH1a? lna orBeTa
Ha 3ToT Bonpoc boanep npuayman
modernité, « COBpeMeHHOCTb» —
CJI0BO, ONMUChIBatoLLee onbIT

HU3HU YeJioBeKa B COBPEMEHHOM
ropoae. PasymeeTca, Takou onbIT
HeBbIHOCHUM. [opoA MU eCTb UCTOYHMK
TOro «31a», LBETbl KOTOPOro
Boanep cpbiBan ana cBoero
noaTuyecKoro 6yketa. H{nsHb

B METPOMNOJIMK — PO, Ka3HH,
Hutenb Mapuika «ocyHaeH

Ha CTO/IMYHOE CyLLeCTBOBaHUE»

¥ o6peyeH Ha rubenb, NULLIEHHbIA
LOMNOJIHUTENbHbIX NOAMNOPOK ANA
NCUXUKH, NO3BONAIOLLMUX XOTb

Ha BpemsA cberaTb OT AaBALLEN
peanbHOCTH, Nnepes3arpyxartb
yctanoe cosHaHue. boanepa xuBo
MHTepecyeT BCe, YTO CMOCOBHO
061er4uTb MyKU OCYHAEHHOrO:
anKkorosib U oNUym, cnagocrpactue
M 3pOTHKa, BYHTbI, acounanbHoe
noBeaeHUe, peurus, oxkeaH,
nyTelecTBUA U 3K30TUYECKHE
KyNbTypbl, pacTBOpeHue

B co3epLaHWM FOpOACKOM ToNMNbl —
W, pasymeeTcs, UCKYCCTBO.

®dpaHuy3cKasa cucTema USALLHbIX
MCKYCCTB CTpOWIaCb BOKpYr
nuTepaTtypbl. Bbicliee mecto

B Mepapxuu HaHpoB ana bognepa
3aHUMana JMpu4ecKan noasus,
My3blKa 6bina B NOAYUHEHHOM
nonoxeHuu. Tak npoaonkanocb
BnnoTb Ao 1860 roaa, Koraa
Boanep BnepBbie NO3HAKOMMUACA

Cc My3blKoi BarHepa Ha KoHLepTe
nog ynpasjieHMem aBTopa

M coobLwmn B NMCbMe CBOeMy

apyry n nsaarento lNMyne-Manaccu:
«[lnAa moero paccyaKa 3To cTano
COObITUEMY. DCTETUYECKUIA LLOK

OT BCTpeuu ¢ BarHepom asunca ana
Boanepa OTKpbITUEM MY3blKU KaK
TakoBoW. OKasanocb, YTo ANA uenei
McKyccTBa (KaKMMWU OHWU BUAENUCH
NnoaTy) My3bika NOAXOAMUT Nyulle
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Why do people need an artificial
paradise of transformation?

To answer this question, Baudelaire
came up with a new word,
modernité, — a word to describe
the experience of a human life

in a modern city. Of course, this
experience is unbearable. The city
is exactly that source of “evil”,
flowers of which Baudelaire
plucked for his poetic bouquet.

Life in the metropolis is a kind of
execution, a resident of Paris is
“condemned to a metropolitan
existence” and doomed to death,
deprived of additional psychological
supports, which would allow, at
least for a while, to escape from
the oppressive reality, to reboot
the tired mind. Baudelaire is keenly
interested in everything that can
ease the convict’s torture: alcohol
and opium, voluptuousness and
eroticism, riots, antisocial behaviour,
religion, ocean, travel and exotic
cultures, dissolving in watching the
city crowd — and, of course, art.

French system of fine arts was built
around literature. For Baudelaire,
lyric poetry occupied the highest
place in the hierarchy of genres;
music was in a subordinate position.
This changed in 1860, when
Baudelaire became acquainted

with Wagner’s music at a concert
conducted by the author and wrote
to his friend and publisher Poulet-
Malassi, saying, “It was an event
for my mind.” The aesthetic shock
of meeting Wagner became for
Baudelaire a discovery of music

as such. It turned out that for art
purposes (as the poet saw them),
music suited better than poetry.

Its language — being not French or
German but the universal language
of feelings and emotions — was
understandable to everyone and
able to conquer all. Its sublime

>
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noa3uu. Ee A3bIK — He paHLy3CKUHA
WU HEMELIKUI, a YHUBepCasibHbIH
A3bIK YYBCTB U AYLIEBHbIX

OBUHKEHUN — MOHATEH BCEM

M cnocobeH NoAYUHUTL cebe nboro.
Ee BO3BblILWEHHbIM Nadoc conepHU4aeT
C aHTMYHbIMUK Obpasuamvu,

a NoBCeAHEBHbIA rePOU3M HKU3HU

B Meranonuce — cytb modernité —
LOCTOMH 3TOro nacgoca u gaxe
TpebyeT ero ot XyAoXKHUKa. B cTaTtbe
1861 roga Boanep noagyeprkuBaer

B aBTOpe « TaHrensepa» UCKYCCTBO
6bITb COBPEMEHHbIM: « B Tex cny4yasx,
Koraa BarHep B Bbi6ope ClOXETOB

M B ApamMaTypruyecKom TeXHUKe
NPUGNUIKAETCA K aHTUYHOCTH,

OH 6narogapa CBOeW CTpacTHOM
3KCMNpPeccUu ABnaeTcA

BaXKHeMLWMM Ha AaHHbIA MOMEHT
npeacraBUTeNeM COBPEMEHHOCTHUY.

B Havane 70-x rogoB XIX BeKa
BarHepa oTKpbl10 AnA cebn

HOBOE NoKosieHWe (hpaHLy3CKUX
Komno3uTopoB, U boanep cran ana
Hero TaKoM e MKOHOM, KaKoM OH 6bin
AnA nokoneHua BepneHa u Mannapwme.
MonBeKa cnycTsl KTO-TO CKasai, YTo
ecnu 6bl boanep He cywecTBoBan,
¢bpaHLy3CKOW My3blKe NoTpe6oBasnochb
6bl ero u3obpectu. Ha ero ctnxu

(UX NnonHoe UsgaHue BbILWNO

B 1870 roay) nucanu poMaHchbl

dope, A’AHaum, LWabpue, Jionapk,
Kanne, LlapnaHTbe n BbepHe.
Je6ioccu B 1889 roay cosaan «MaTtb
CcTUXoTBOpeHun bognepa», KoTopble
KPUTUKKU CPaBHUBAJIU C « ELLE OAHUM
aKToMm “3urdpuaa’». Moske oH
uuTUpOoBan « BeuepHo rapmMoHUto»

B 3arosioBKax lMpentoauin u 3agyman
onepy «lMageHne aoma Aweposy,
BAOXHOBUBLUMCb 604/1€POBCKUMU
nepesoaaviM u3s darapa [o.

B panbHenwem noasuen boanepa
Nnonb30BasUCb caMble pa3Hble
aBTopbl — OT TaHeeBa, [peyaHMHOBa
1 LlemnuHckroro ao bepra,
XuHaemuTa, [leHucoBa 1 KoHa

DIAGHILEV+ 25.12

pathos competes with ancient
samples; and the everyday heroism
of metropolis life — the essence of
modernité — deserves this pathos
and even demands it from the artist.
In an article from 1861, Baudelaire
emphasizes the art of being modern
in the author of Tannhéduser,
“Whenever Wagner approaches
antiquity in his choice of subjects
and in his dramatic technique, he,
thanks to his passionate expression,
is the most important representative
of modernity at the moment.”

In the early 1870s, Wagner was
discovered by a new generation of
French composers, and Baudelaire
became for them the same icon he
already was for the generation of
Verlaine and Mallarmé. Half a century
later, someone said that if Baudelaire
did not exist, French music would
have to invent him. Fauré, d’Indy,
Chabrier, Duparc, Caplet, Charpentier
and Vierne wrote romances on his
poems (their full edition was published
in 1870). Debussy wrote Five Poems
by Baudelaire in 1889, which critics
have compared to “yet another

act of Siegfried.” He later quoted
Evening Harmony in the headlines

of his Preludes and had first ideas
about La Chute de la maison Usher
inspired by Baudelaire’s translations
of Edgar Poe. Later, Baudelaire’s
poetry was used by a variety of
authors — from Taneyev, Grechaninov
and Zemlinsky to Berg, Hindemith,
Denisov and John Corigliano. French
chansonniers, metal and gothic
rockers, David Tukhmanov and
Diamanda Galas, Mylene Farmer and
Konstantin Kinchev — they all found
something personal in Baudelaire.

Special musical qualities of
Baudelaire’s poetry were first
mentioned by Paul Valéry, but this
“musicality” is very peculiar. In



51

AATUNEB+ 25.12

KopunbaHo. ®paHLy3CKHe LaHCOHbe,
METaJIZICTbl U FTOTUK-POKepbI, JlaBua,
TyxmaHoB v lnamanga lManac,

MuneH dapmep v KoHcTaHTUH
KuHyeB — Bce Haxoaunu B boanepe
He4yTo co3By4HOe cebe.

Mpo oco6bie My3blKanbHble KayecTBa
noasuu boanepa nucan ewe Monb
Banepu, HO « My3blKaNbHOCTb» 3Ta
BeCbMa cBoeobpasHa. B my3biKe, KaK
v Be3ae, boanep UWeET UHCTPYMEHT
ONIA CZIoMa pauUuoHaibHOro NopsAAKa,
npeasHaMeHOBaHUe WK Jame

npubnuKeHue rpaayluei Katactpodbl.

EAMHCTBEHHDBIM repoOMYEeCKUM aKT,
LOCTYMHbIM obuTaTenio ropoaa, —
aKT AeCTPYKTUBHbIK. BoanepoBcKasn
passion moderne, coBpeMeHHas
CTpacTb, BK/1aZ COBPeMEHHOCTH

B UCTOPUIO ah(PeKToB — 3TO
CTpacTb K (Camo)paspyLLEHHIO.
MATe NpoTUB HenepeHOCUMomn
peanbHOCTU UK nober U3 Hee
nobbiMK cpeacTBamm — aBe HopMbl
OLHOW U TOW e TpaHCrpeccuu,
nepece4yeH1s 3anpeTHbIX rpaHuL,
Bbixoza 3a npegenbl. }AU3Hb
COBPEMEeHHOro YesioBeKa 3aKJ/oyeHa,
B CYLLHOCTH, B Te e PaMKH, YTO

M }MU3Hb NapUHCKoOro gaaHepa
anoxu HanoneoHa Il u 6apoHa
OcwmaHa, ynpaBnfeTca TEMH e
3aKOHaMM; U NOKa byaeT TaK,
604/1epOBCKUIA apTUCTUYECKUI
6YHT U «yHacHaa My3blka» ero
CTUXOB He YTPaTAT aKTyaJIbHOCTH.

DIAGHILEV+ 25.12

music, as elsewhere, Baudelaire was
looking for a tool to break the rational
order, an omen, or even the approach
of a coming catastrophe. The only
heroic act available to a city dweller is
a destructive act. Baudelaire’s passion
moderne, contemporary passion, the
contribution of modernity to the history
of affect is a passion for (self)
destruction. Rebellion against the
intolerable reality or escape from it by
any means are two forms of the same
transgression, crossing forbidden
borders, going beyond. The life

of a modern man is, in its essence,
bounded by the same frames as the
life of a Parisian flaneur of Napoleon Il
and Baron Haussmann era, governed
by the same laws; and as long as

this is the case, Baudelaire’s artistic
rebellion and the “terrible music”

of his poems will stay relevant.
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CTUXOTBOpPEHUA Lapna 6oanepa
C NOACTPOYHbIM NepeBoAoOM
(B anchaBUTHOM NopsaaKe)

1 anywhere out of the world |
n’importe ou hors du monde |

«KyZAa yroaHo rnpoyb U3 3TOro Mmpa»

2 le balcon | «6anKoH»

3 les bienfaits de la lune | «6naroaeaHUs nyHbI»
4 une charogne | «naaanb»

5 la destruction | «paspyweHue»

6 le flacon | «naKoH»

7 harmonie du soir | «rapMmoHuA Beyepa»

8 au lecteur | «npeaucnoBue»

9 la mort des amants | «cmepTb t060BHUKOB»
10 la muse vénale | «npoaaxHas my3sa»

1 la musique | «My3bika»

12 & une passante | «npoxomein»

13 semper eadem | «BCE TO Ke»

14  les sept vieillards | «cemb cTapuroB»

15 le voyage, VIl | «nyTtewecTtBuen, Vi



54

AATUNEB+ 2542 DIAGHILEV+ 25.12

anywhere out of the world | n’importe ou hors du monde

Cette vie est un hopital ou chaque malade est possédé du désir de changer de
lit. Celui-ci voudrait souffrir en face du poéle, et celui-la croit qu’il guérirait a coté
de la fenétre.

Il me semble que je serais toujours bien la ou je ne suis pas, et cette question de
déménagement en est une que je discute sans cesse avec mon ame.

« Dis-moi, mon dme, pauvre ame refroidie, que penserais-tu d’habiter Lisbonne
? Il doit y faire chaud, et tu t’y ragaillardirais comme un lézard. Cette ville est au
bord de I'eau ; on dit qu’elle est batie en marbre, et que le peuple y a une telle
haine du végétal, qu’il arrache tous les arbres. Voila un paysage selon ton goit ;
un paysage fait avec la lumiére et le minéral, et le liquide pour les réfléchir ! »

Mon ame ne répond pas.

« Puisque tu aimes tant le repos, avec le spectacle du mouvement, veux-tu venir
habiter la Hollande, cette terre béatifiante ? Peut-étre te divertiras-tu dans cette
contrée dont tu as souvent admiré I’image dans les musées. Que penserais-tu
de Rotterdam, toi qui aimes les foréts de mats, et les navires amarrés au pied
des maisons ? »

Mon ame reste muette.

« Batavia te sourirait peut-étre davantage ? Nous y trouverions d’ailleurs I’esprit
de I’Europe marié a la beauté tropicale. »

Pas un mot. — Mon ame serait-elle morte ?

« En es-tu donc venue a ce point d’engourdissement que tu ne te plaises que
dans ton mal ? S’il en est ainsi, fuyons vers les pays qui sont les analogies de
la Mort. — Je tiens notre affaire, pauvre ame ! Nous ferons nos malles pour
Tornéo. Allons plus loin encore, a I’extréme bout de la Baltique ; encore plus
loin de la vie, si c’est possible ; installons-nous au pole. La le soleil ne frise
qu’obliqguement la terre, et les lentes alternatives de la lumiere et de la nuit
suppriment la variété et augmentent la monotonie, cette moitié du néant.

La, nous pourrons prendre de longs bains de ténébres, cependant que, pour
nous divertir, les aurores boréales nous enverront de temps en temps leurs
gerbes roses, comme des reflets d’un feu d’artifice de I’Enfer ! »

Enfin, mon @me fait explosion, et sagement elle me crie : « N’importe ou !
n’importe ou ! pourvu que ce soit hors de ce monde ! »
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KyAa yrogHo npoyb U3 3TOro Mmupa

MU3Hb — 3TO 60NbHULA, FAe KaMabli NaLUeHT CTPACTHO HenaeT nepesneyb Ha
Apyryio KposaTtb. Komy-To xoTenocb 6bl XBOpaTb Y NEYKU; APYroi YyBepeH, YTo
BbI3Z10POBEET BO3/IE€ OKHa.

MHe KameTcsa, 4To A 6bl BCeraa 4YyBCTBOBaJ cebsa XOpoLwo TaM, rae MeHA cenyac
HET; U BONPOC O nepeesae Tyaa — BOT YTO A 06CyHXAal0 HenpecTtaHHoO B 6eceaax
C MO€eMr AYLIOK.

«CHa¥u MHe, 6eaHaA MOA ox/aAeBLuan Aylla, He Aymaellb S Tbl NOXUTb

B JlucaboHe? Tam A0MKHO 6bITb }apKo, U Tbl 6bl OTOrpenacb Tam, Kak fAllepuua.
370 ropoa Bo3Jsie caMOro Mops; roBOPAT, YTO OH BeCb BbICTPOEH U3 Mpamopa

M TaMOLLHWE HUTENIU TaK HEHaBUAAT PaCTUTE/IbHOCTb, YTO YHUYTOKAIOT BCe
AepeBbA. Bot neisaxk, KOTopbi npuwiencsa 6bl Te6e No BKYCy, — CBET U KaMeHb,
M BOAa, rAe OHMU oTpamatorcal»

Mos aywa He gaet oTBeTa.

«Pas y¥ Tbl TaK N06MLWb NOKOM B COMETAHUU C NepeMeHOM 3penuLy, He
XO4Yellb /M NOXUTb B fonnaHamu, aTor 6nareHHon ctpaHe? Moet 6biTb, Tbi
nosecesieelb B 3TOM Kpato, YbM 06pa3bl Tak 4acTo BOCXULANM Teba B My3esnX.
Yr1o aymaewsb Tbl 0 PoTTepaame, — Tbl, NtobAWan ieca MadT U Kopabnu,
NPULLIBapPTOBaHHbIE K CTYMNEHAM JOMOB?»

Jywa ocraeTca HeMOW.

«MoxeT 6bITb, TE6A cUNbHee nNpuBneKaetT bataBuAa? Y1o K, TaM Mbl HaLK Gbl
Ayx EBponbi, 06py4YeHHbIM C TPOMUYECKON KPacoTOM.

B otBeT HM cnoBa. — He ymepna a1 moa aywa?

«Wnu Tbl yKe OKoYyeHena A0 TaKOW CTENEHU, YTO TOJIbKO B CBOEH 601U Haxo4uLlb
yaoBonbcTBUe? Ecnu TaK, AaBan yM4YMMCA € TO60I0 B Te Kpas, YTO CXOAHbI

c uapctBom CmepTtu. — PelueHo, 6egHaa mosa aywa! Mbl otnpasnsemca

B TopHeo. [laxe elle Aanblue — K KpariHUM npeaenam bantuku; u elle aanblue
OT BCAKOM }U3HWU, HACKOJIbKO 3TO BO3MOMHO, — K camMoMy nostocy. Tam Kocble
Jly4” COJIHUA /IMWb eABa CKOMb3AT NO 3eM/ie U NoA0IrY TAHYTCA AHU U HOYM,
ybuBana pa3Hoobpa3ue U yBenMyMBasd MOHOTOHHOCTb, 6/IU3KYIO K HEBbITUIO.

Tam Mbl CMOXEeM HaZ0Nro OKYHYTbCA B CYMEpPKH, a 4ToObl pa3Bfieyb Hac,
ceBepHble 30pH CTaHYT BpeMA OT BPpeMeHHU Nocblu1aTb HaM CHOMbl PO30BbIX
Ny4yen, CXoAHble C OTpameHUAMU aaCcKoro tenepeepKal»

HaKoHel, aywa mos B3pblBaeTcA BO3MYLLEHUEM, U CNOBA, YTO OHA BbIKPUKUBAET
MHe, BOUCTHUHY MyApbl: « He BarKHO! He BaXHO Kyaa! Bce paBHO, ULWb 6bl NPOYb
M3 3Toro mupal'»
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le balcon

Mere des souvenirs, maitresse des maitresses,
0 toi, tous mes plaisirs ! 6 toi, tous mes devoirs !
Tu te rappelleras la beauté des caresses,

La douceur du foyer et le charme des soirs,

Mere des souvenirs, maitresse des maitresses !

Les soirs illuminés par I’ardeur du charbon,

Et les soirs au balcon, voilés de vapeurs roses.

Que ton sein m’était doux! que ton coeur m’était bon !
Nous avons dit souvent d’impérissables choses

Les soirs illuminés par I’ardeur du charbon.

Que les soleils sont beaux dans les chaudes soirées !
Que I’espace est profond! que le coeur est puissant !
En me penchant vers toi, reine des adorées,

Je croyais respirer le parfum de ton sang.

Que les soleils sont beaux dans les chaudes soirées !

La nuit s’épaississait ainsi qu’une cloison,

Et mes yeux dans le noir devinaient tes prunelles,

Et je buvais ton souffle, 6 douceur! 6 poison !

Et tes pieds s’endormaient dans mes mains fraternelles.
La nuit s’épaississait ainsi qu’une cloison.

Je sais I'art d’évoquer les minutes heureuses,

Et revis mon passé blotti dans tes genoux.

Car a quoi bon chercher tes beautés langoureuses
Ailleurs qu’en ton cher corps et qu’en ton coeur si doux ?
Je sais I’art d’évoquer les minutes heureuses !

Ces serments, ces parfums, ces baisers infinis,
Renaitront-ils d’un gouffre interdit a nos sondes,
Comme montent au ciel les soleils rajeunis
Aprés s’étre lavés au fond des mers profondes ?
— O serments! 6 parfums! 6 baisers infinis !

DIAGHILEV+ 25.12
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6anKoH

MaTb BOCMOMMHaHWiI, rocrnoa rocnog,

O Tbl, Bcé moe HacnamaeHue! O Tbl, Becb Mo# gonr!
Tbl BCMOMHMLLBb NPeNiecTb HalMX N1ack,

HexHocTb o4ara, o4apoBaHUe 4acoB BeYEpHHUX,
MaTtb BoCMOMWHAHUI, rocnoa rocnoa!

Mo Beyepam, 4TO 6blIM NOACBEYEHbI MEePLAHbEM YIS,

Mo Beyepam Ha 6aNKOHe, OKYTAHHOM PO30BOM AbIMKOM,

O, KaKoi HeXKHOM Kasanacb MHe TBoA rpyab! Kakum nobpbim — TBOe cepaue!
Mb1 yacToO NPOM3HOCHUIU He3abbiBaeMble CnoBa

Mo Beyepam, 4TO 6blIM NOACBEYEHbI MEePLAHbEM YI/A.

HKaK npeKpacHbl 3aKkaTbl B Tensble Bevepa!
Kak rny6oko npoctpaHcTtBo! Kak moryye cepaue!
HaknoHaAck K Te6e, 0 KoponeBa BO3/06J/IEHHbIX,
A yyBcTBOBAN, 4YTO BAbIXalD apomaTt TBOEA KPOBH.
HKaK npeKpacHbl 3aKaTbl B Tensble Beyepa!

Houb BcTaBana BOKpyYr, N/IOTHaA Kak CTeHa,

Mowu rnasa Bo TbMe HallynbiBanu TBOU 3pPayKkH,

W a nun TBOE AbixaHWe — 0, HacnaxaeHue! o, aa!
A TBOM CTYMHU NOKOUJIUCb B MOUX BPATCKUX pyKax.
Houb BcTaBana BOKpYr, NJIOTHaA Kak CTeHa.

Al 3Hal0 UCKYCCTBO OMMUBJIEHUA CHACTIUBbIX MUHYT

M BHOBb NpoXKKBalO Halle NpoLuioe, NOMOKUB rosioBy Te6e Ha KOMEHHM.
Beab 4TO XOpollero B ToM, 4TO6bl UCKaTb TBOIO KpacoTy

3a npegenamu TBOEro Tefia U TBOEro HeXHOro cepaua?

A 3Hal0 UCKYCCTBO OUBIEHUA CHACTIMUBbIX MUHYT!

3TH KNATBbI, 3TU apoMaTbl, 3TU 6ECKOHeYHble nouenyu —
BospoaATca M oHM U3 BoA 3a/iMBa, KOTOPOro Ham He U3MepUTb,
KaK BeYyHO 1oHOe coJiHLe BOCXOAUT Ha HebocBoA,

OmMbITOE B 6e3aHe rnyboKoro Mmopsa?

— O, atn Knartebl! 3Tn apomatbl! ATU 6eCKOHEeYHble nouenym!
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les bienfaits de la lune

La Lune, qui est le caprice méme, regarda par la fenétre pendant que tu dormais
dans ton berceau, et se dit : « Cette enfant me plait. »

Et elle descendit moelleusement son escalier de nuages et passa sans bruit a
travers les vitres. Puis elle s’étendit sur toi avec la tendresse souple d’une mére,
et elle déposa ses couleurs sur ta face. Tes prunelles en sont restées vertes, et
tes joues extraordinairement péles. C’est en contemplant cette visiteuse que tes
yeux se sont si bizarrement agrandis ; et elle t’a si tendrement serrée a la gorge
que tu en as gardé pour toujours I’envie de pleurer.

Cependant, dans I’expansion de sa joie, la Lune remplissait toute la chambre
comme une atmosphére phosphorique, comme un poison lumineux ; et toute
cette lumiére vivante pensait et disait : « Tu subiras éternellement I'influence

de mon baiser. Tu seras belle a ma maniére. Tu aimeras ce que j’aime et ce

qui m’aime : I’eau, les nuages, le silence et la nuit ; la mer immense et verte

; I’eau uniforme et multiforme ; le lieu ou tu ne seras pas ; ’amant que tu ne
connaitras pas ; les fleurs monstrueuses ; les parfums qui font délirer ; les chats
qui se pament sur les pianos et qui gémissent comme les femmes, d’une voix
rauque et douce ! »

« Et tu seras aimée de mes amants, courtisée par mes courtisans.

Tu seras la reine des hommes aux yeux verts dont j’ai serré aussi la gorge
dans mes caresses nocturnes ; de ceux-la qui aiment la mer, la mer immense,
tumultueuse et verte, I’eau informe et multiforme, le lieu ou ils ne sont pas,

la femme qu’ils ne connaissent pas, les fleurs sinistres qui ressemblent aux
encensoirs d’une religion inconnue, les parfums qui troublent la volonté,

et les animaux sauvages et voluptueux qui sont les emblémes de leur folie. »

Et c’est pour cela, maudite chére enfant gatée, que je suis maintenant couché
a tes pieds, cherchant dans toute ta personne le reflet de la redoutable Divinité,
de la fatidigue marraine, de la nourrice empoisonneuse de tous les lunatiques.
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6naroaesaHuA NyHbl

JlyHa, 4bA cywHocTb — cama lMNpuyyaa, 3arnAaHyna B OKHO, Korga Tbl cnana
B Konblbenu, U ckasana ce6e: « MHe no HpaBy 3TO AUTAY.

WM oHa nnaBHO cnycTuaacb no 06/1a4HbIM CTYMEeHAM U HEC/IbILHO NpoLia CKBO3b
OKOHHbIe CTéKNa. 3aTem OHa CK/IOHMWNACb HaZ TO60M C MaTepPUHCKOM U3ALLHOM
HEMHOCTbIO U 3anevaTsienia CBOM Kpacku Ha TBoeM auue. C Tex nop 3payku TBOU
3e/eHbl, a Ha LieKax JIeUT HeobblyHasa 6neaHocTb. OT Toro, YTO Thl OCMenunach
NOCMOTPETb Ha CBOIO rOCThbIO, I/1a3a y Te6sA CTanu CTpaHHO 60NbLMMUA; U OHA
CTONb HEeXKHO cAaBuna Tebe ropso, YTo Tbl HABCErga CoXpaHuna xenaHuve
nnaKartb.

Memxay Tem JlyHa B nopbiBe LWEeAPOCTH 3ano/iHMA BCIO KOMHATY, Kak
tocchopHana atmochepa, Kak CBETALLUNCA A4; U BeCb 3TOT }KMBOKW CBET Ayman

M roBopun: « Tbl HABEKKU OCTaHELLbCA NOJ BNacTbio Moero nouenya. Tbl 6yaellb
nNpeKpacHoM no moemy nogo6uio. Tbl NONOGULLL TO, YTO A JILOGAI0 U YTO NHOOUT
MeHsA: Boay, obsaka, TULIMHY U HOYb; MOpe, 6eCcKpaiHee 1 3esieHoe; Boay,
6ecchopmeHHYI0 M 06naaaroLLyi0 MHOXKECTBOM (hOpM; KpaKk, KOTOPOro Tbl HAKOrAa
He YBUAWLLbL; BO3/1I06/1I€HHOr0, KOTOPOro Thl He BCTPETULIDb; YYAOBULLHbIE LIBETbI;
AYPMaHsLUe apoMaTbl; KOLEK, YTO HeXaTCA Ha POAIAX U CTOHYT, KaK MeHLMHbI,
rosl0COM XPUIMJIbIM U HEHHbIM!»

«Tbl cTaHewWb BO3/106/1€HHON MOUX BO3NHO6MEHHbIX, BO34bIXaHUeM MOMUX
Bo3AbixaTtenien. Tbl CTaHELb KOPOJIEBOM NIIOAEN C 3€/IEHbIMU MMasami,

KOTOPbIM Al TaK e, KaKk U Teb6e, CTUCHYNA ropsio CBOUMU HOUYHbIMM JIaCKaMU;
KOpOJIeBOM TeX, KTO NIIOOGUT Mope, Mope 6eCKpaiiHee, HEMOCTOAHHOE U 3e/IeHOe;
BoAy, 6ecthopmeHHy0 1 ob6n1azaroLLyo MHOHeCTBOM (hOpPM; Kpau, KOTOPOro

OHU HUKOTAA He YBUAAT; HEHLUHY, KOTOPYIO OHW He Y3HaloT; 3/10Bellue

LUBETbl, YTO HaNMOMWUHAIOT KYPWUJIbHULbI HEU3BECTHbIX PEJIUrMin; apomarbl,

OT KOTOPbIX BOJIA MPUXOAUT B CMATEHUE; HUBOTHBIX AUKUX U CNALOCTPACTHbIX,
CUMBOJIM3UPYIOLLIUX CBOe COH6CTBEHHOE 6e3ymuer.

Mo3aTomy-T0O — O NPOKAATOE, Aoporoe, u3banoBaHHoe AUTA! — A npunagato
K TBOMM HOram M MLly B TBOEM CYLLECTBe OTpaeHue yxacHoro boxecTsa,
POKOBOKM BOCNPUEMHHLbI, OTPaB/EHHLIM MO/IOKOM BCKOPMUBLLEN BCEX
JIYHaTUKOB.
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une charogne

Rappelez-vous I'objet que nous vimes, mon ame,
Ce beau matin d’été si doux :

Au détour d’un sentier une charogne infame

Sur un lit semé de cailloux,

Les jambes en I’air, comme une femme lubrique,
Bralante et suant les poisons,

Ouvrait d’une fagon nonchalante et cynique

Son ventre plein d’exhalaisons.

Le soleil rayonnait sur cette pourriture,
Comme afin de la cuire a point,

Et de rendre au centuple a la grande Nature
Tout ce qu’ensemble elle avait joint ;

Et le ciel regardait la carcasse superbe
Comme une fleur s’épanouir.

La puanteur était si forte, que sur I’herbe
Vous crites vous évanouir.

Les mouches bourdonnaient sur ce ventre putride,
D’ou sortaient de noirs bataillons

De larves, qui coulaient comme un épais liquide
Le long de ces vivants haillons.

Tout cela descendait, montait comme une vague,
Ou s’élancgait en petillant ;

On edt dit que le corps, enflé d’un souffle vague,
Vivait en se multipliant.

Et ce monde rendait une étrange musique,

Comme I’eau courante et le vent,

Ou le grain qu’un vanneur d’un mouvement rythmique
Agite et tourne dans son van.
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naganb

[MOMHULIbL NpeaMeT, YTO Mbl BUAENH, Aylua Mos,
Tem NOroum NIeTHUM YTPOM:

[HycHaa naganb 3a NOBOPOTOM TPOMUHKH,
YCeAHHOM KameLlLKamu,

3aapaB Horv BBepx, Kak NoxotiMBas 6aba,
B apoBuTOM UCcnapuHe,

fBnAna Ham TaK He6PEXKHO U Tak 6eCcCTblgHO
CBOi1 }XUBOT, NMOJIHbIM razamu.

ConHue N1No Niy4n Ha ATy TYXIATUHY,
BepHo, 4T06 XOpOLIO nNponeyb

M Bo3BpaTUTL CTOKpaTHO Benukou MNpupoae
Y10 Ta CbeauHUNA BMECTE;

N Heb0 pasrnaabiBano HagMeHHbIA OCTOB,
ByaTo pacKpbIBLIMHCA LIBETOK.

310BOHbE 6bI7I0 TAKUM CU/bHBLIM, YTO Thl e4Ba
He noTtepana cosHaHbe.

MyXU HyHHanM Hag 3TUM NPOrHUBLLUUM 6pLOXoMm,
OTHyZ4a 4YyepHble MOMKU

YepBeW BbiTEeKaNu ryCTom, LULUPOKOW S1aBOM
Cpeau OMUBLLUMUX JIOXMOTLEB.

Bce 3T0 HUCXOAMNO, BCXOAUNO, KaK BOJMHa,
B3abimanocb, noTpeckusas,

ByaTto Teno, pasaytoe CMyTHbIM AbiXxaHbeM,
Huno, ymHoxana cebs.

W 3TOT MUp U3gaBan CTPaHHYO My3biRy,
Byarto Betep, unu Boaa,

Wnu 3epHo, Korga ero pUTMUYHO BeeT
BeAanbluMK B cBOe BeANKe.
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Les formes s’effacaient et n’étaient plus qu’un réve,
Une ébauche lente a venir,

Sur la toile oubliée, et que I'artiste achéve
Seulement par le souvenir.

Derriére les rochers une chienne inquiéte
Nous regardait d’un oeil faché,

Epiant le moment de reprendre au squelette
Le morceau qu’elle avait laché.

— Et pourtant vous serez semblable a cette ordure,
A cette horrible infection,

Etoile de mes yeux, soleil de ma nature,

Vous, mon ange et ma passion !

Oui ! telle vous serez, 6 la reine des graces,

Apreés les derniers sacrements,

Quand vous irez, sous I’herbe et les floraisons grasses,
Moisir parmi les ossements.

Alors, 6 ma beauté ! dites a la vermine
Qui vous mangera de baisers,

Que j’ai gardé la forme et I’essence divine
De mes amours decomposes !
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®dopmbl CTUpanUch U 6bIIU YiHe BUAEHbEM,
Hepas6opunBbiM HABPOCKOM

Ha 3a6polueHHOM xoncTe, 3aBepLIUTb KOTOPbIH
MOKHO TONbKO MO NaMATH.

N3-3a 6051bluMX KaMHelH 6eCOKOMHasA CyKa
Cepauto cmoTpena Ha Hac,

BbiXuaana MoMeHT — oTopBaTb OT CKesleTa
YnyLweHHbIA 6bISI0 KYCOK.

— Tbl TOXe NpeBpaTULLLCA B TaKyl0 MOMOMKY,
B TaKylo ®e mep30oCcTb U cmpag,

3Be34a MOMUX o4ei, COoMHLEe MOer Npupoabl,
Tbl, MOM aHren U Mo cTpacTb!

Ja, TaKoM Tbl CTaHeLWb, O Lapu1ua MUJIOCTEN,
Mo 3aBepLI€HUH TaUHCTB,

HKoraa otnpaB1wbcA Noa AEPH U HUPHYIO LBETb
lMnecHeBeTb cpean KOCTAKOB.

Toraa, 0 Mos KpacaBuLUa, CKaXKU YepBaMm,
Mopaarowmm Te6a B3acoc,

Y70 A coxpaHun u hopmy, U AUBHYIO CyTb
Moe# pacnaslierca no6su!
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la destruction

Sans cesse a mes cotés s’agite le Démon ;

Il nage autour de moi comme un air impalpable ;
Je I'avale et le sens qui brile mon poumon

Et I’emplit d’un désir éternel et coupable.

Parfois il prend, sachant mon grand amour de I’Art,
La forme de la plus séduisante des femmes,

Et, sous de spécieux prétextes de cafard,
Accoutume ma lévre a des philtres infames.

Il me conduit ainsi, loin du regard de Dieu,
Haletant et brisé de fatigue, au milieu
Des plaines de I’Ennui, profondes et désertes,

Et jette dans mes yeux pleins de confusion
Des vétements souillés, des blessures ouvertes,
Et I’appareil sanglant de la Destruction!
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pa3pylwieHue

JeMoH Bcerga BbeTcA noasie MeHs,

MnbiBET pAAOM CO MHOM, KaKk HeocA3aeMbIX BO3A4YX.

A rnotato ero 1 4YyBCTBYIO, Kak OH O6HMUraeT MHe Jierkue
WM 3anonHAeT ux Be4YHbIM, rPEXOBHbLIM HeJlaHUeM.

WHorpa, 3Hasa 0 Moel BeIMKOM Nto6BU K UCKYCCTBY,

OH nNpuHMMaeT 06/IMK caMblX COB/Ta3HUTENbHbIX MEHLUUH
W, ucnonb3sya nxuBble U NULEMEPHbIe ONpaBAaHUs,
lMpuyyaeT Mou ryébl K HEYECTUBDBIM 3€/IbAM.

TaK oH BeaeT MeHs, BAaneKe ot boxbero oka, —
Xpomatowero 1 U3HyPEeHHOro yCTasoCTbio — B Camyio ry6b
PaBHMH TOCKK, 6€CKOHEYHOM U NMYCTbIHHOW,

N 6pocaeT MHe B rnasa, nojiHble CMATEHUA,
[pA3HbIe NOXMOTbA, 3UAIOLWME PaHbl
N kpoBaBble opyausa Pa3pyweHus!
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le flacon

Il est de forts parfums pour qui toute matiere
Est poreuse. On dirait qu’ils pénétrent le verre.
En ouvrant un coffret venu de I’Orient

Dont la serrure grince et rechigne en criant,

Ou dans une maison déserte quelque armoire

Pleine de I’acre odeur des temps, poudreuse et noire,
Parfois on trouve un vieux flacon qui se souvient,
D’ou jaillit toute vive une ame qui revient.

Mille pensers dormaient, chrysalides funébres,
Frémissant doucement dans les lourdes ténébres,
Qui dégagent leur aile et prennent leur essor,
Teintés d’azur, glacés de rose, lamés d’or.

Voila le souvenir enivrant qui voltige

Dans I'air trouble ; les yeux se ferment ; le Vertige
Saisit I’ame vaincue et la pousse a deux mains
Vers un gouffre obscurci de miasmes humains ;

Il la terrasse au bord d’un gouffre séculaire,
Ou, Lazare odorant déchirant son suaire,

Se meut dans son réveil le cadavre spectral
D’un vieil amour ranci, charmant et sépulcral.

Ainsi, quand je serai perdu dans la mémoire

Des hommes, dans le coin d’une sinistre armoire
Quand on m’aura jeté, vieux flacon désolé,
Décrépit, poudreux, sale, abject, visqueux, félé,

Je serai ton cercueil, aimable pestilence !

Le témoin de ta force et de ta virulence,

Cher poison préparé par les anges ! liqueur

Qui me ronge, 6 la vie et la mort de mon coeur !
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dnakoH

BbIBalOT KpenKkue Ayxu, ANA KOTOPbIX BCA MaTepusa

MpoHuuaema. KTo-HMbyab cKasan 6bi: OHM NMPOCAYUBAIOTCA Yepe3 CTEeKO.
OTHpbIBas NpMBe3eHHbI ¢ BOCTOKa CyHAYK,

Yeli 3aMOK COMPOTUBAAETCA U TPOMKO CKpEHELLeT,

Wnu B nyctom gome, B KaKOM-HM6YAb WKady,

MonHom yepHoOro U eaKroro 3anaxa lNpownoro,

YenoBek MHOrAA HaxXO0AUT CTAapPUHHDBIM (hNaKOH BOCMOMUHAHUM,
OTHy4a BbipbliBaeTCA BOCKPELLUEHHas *K1Bas Aylia.

TbicAYM cnaBLIKMX MbICNeM, TpaypHbIX XpU3anua,

MArko B3AparMBaloT Cpeau TAMeNbIX TeHEH,

PacKpbIBaloOT Kpbl/ibA W B3/1eTalOT BBbICh,

MpunyapeHHble rony6biM, 3aiUTbie PO30BbIM, MO30JIOYEHHbDIE.

370 YapyLasa NnaMATb: OHa TpeneLeT

Bo B3BO/IHOBaHHOM BO3AyXe; N1a3a 3aKkpbiTbl; rOJIOBOKPYHKEHUE
OxBaTblBaeT NoGEHKAESHHYIO AyLly, TONIKAET ee 06EeUMU PyHaMM
B TeMHyl0 6€34HY YenoBeYeCKON HEUYUCTOThI.

OHa 6pocaeT ee HaseMb y KpaA ApeBHEN NponacTtu,

Fne, Kak cvepaawmri Jlasapb, pacnaxvBaloWwmnii CBOM caBaH,
LLeBenutca, cnoBHO NpobyAaaAacb, NPU3padHbIi Tpyn
MpoTtyxwen ctapon Nto6BU: BAEKYLLUA U 3aMOTUJIbHDIMN.

WTaK, Koraa A coTpyCb M3 NaMATH JIIOAEN,

Koraa B yrny mpayHoro wkada

Al 6yay BanATbCA, O4AUHOKUIM CTapbii (D1aKoH,

MoTepThii, NOTPECKABLUMIACA, CKIM3KUK, IPA3HbIN, MbUIbHbIA, HUKOMY HE HYXHbIA,

O cnapoctHana yyma! A ctaHy TBOUM rpo6om,

CBsugeTtenem TBOEro MorywecTsa U TBOei 3/I0TBOPHOCTH,
O BO3/1106/EHHDbIN A4, NPUrOTOB/IEHHbIN aHrenamu! 3enbe,
MoMupatowee MeHs, K1U3Hb U rM6enb moero cepaua!
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harmonie du soir

Voici venir les temps ou vibrant sur sa tige

Chaque fleur s’évapore ainsi qu’un encensoir ;

Les sons et les parfums tournent dans I’'air du soir ;
Valse mélancolique et langoureux vertige !

Chaque fleur s’évapore ainsi qu’un encensoir ;

Le violon frémit comme un coeur qu’on afflige ;
Valse mélancolique et langoureux vertige !

Le ciel est triste et beau comme un grand reposoir.

Le violon frémit comme un coeur qu’on afflige,

Un coeur tendre, qui hait le néant vaste et noir !

Le ciel est triste et beau comme un grand reposoir ;
Le soleil s’est noyé dans son sang qui se fige.

Un coeur tendre, qui hait le néant vaste et noir,
Du passé lumineux recueille tout vestige !

Le soleil s’est noyé dans son sang qui se fige...
Ton souvenir en moi luit comme un ostensoir !

DIAGHILEV+ 25.12
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rapMoHu1A BeYyepa

Hacrtynaet nopa, Koraa, Tpenelia Ha cBoem cTebe,
Kamablii LBETOK UCTOYAET apoMaTbl, C/IOBHO KYPUbHULA;
3BYKM U 3anaxy NpeBpaLlaloTcsa B BeYEPHUR BO3AYX,

B MenaHxo/NMYeCKUi BasibC U MATFKOE roJIOBOKPYHEHUeE.

Kamablit LBETOK UCTOYAET apoMaThl, C/IOBHO KYPUJIbHULLA;
CKpUnKa BCXUMbIBAET, KaK UCTep3aHHoe cepALe:
MenaHxonn4yecK1M BanbC U MArKOe rosIoBOKpyHeHue!
He6ocBog neyaneH U npekpaceH, TO4HO OrPOMHbIN anTapb.

CKpunKa BCXUMbIBAET, KaK UCTep3aHHoe cepALe,

HexHoe cepaue, HeHaBuAALLEe MYCTYIO YEPHYIO 6e3aHy!
He6ocBog neyaneH U npekpaceH, TOMHO OrPOMHbIW anTapb.
CosnHue TOHET B CBOEM 3aneKarwLLeincs KpoBHw. ..

HexHoe cepaue, HeHaBUAALLEee NYCTYIO YEPHYLO 6e3aHY,
Co6upaeT BoeaMHO OCKOJIKM CBOEro cusioLlero npoiunoro!
ConHue TOHET B CBOE 3aneKaloLlencs KpoBH...

MamATb 0 Te6e mepLaeT BHYTPU MEHA, KaK CBALLEHHbIM cocya!
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au lecteur

La sottise, I’erreur, le péché, la lésine,
Occupent nos esprits et travaillent nos corps,
Et nous alimentons nos aimables remords,
Comme les mendiants nourrissent leur vermine.

Nos péchés sont tétus, nos repentirs sont laches ;
Nous nous faisons payer grassement nos aveux,

Et nous rentrons gaiement dans le chemin bourbeux,
Croyant par de vils pleurs laver toutes nos taches.

Sur 'oreiller du mal c’est Satan Trismégiste
Qui berce longuement notre esprit enchanté,
Et le riche métal de notre volonté

Est tout vaporisé par ce savant chimiste.

C’est le Diable qui tient les fils qui nous remuent !
Aux objets répugnants nous trouvons des appas ;
Chaque jour vers I’Enfer nous descendons d’un pas,
Sans horreur, a travers des ténébres qui puent.

Ainsi qu’un débauché pauvre qui baise et mange

Le sein martyrisé d’une antique catin,

Nous volons au passage un plaisir clandestin

Que nous pressons bien fort comme une vieille orange.

Serré, fourmillant, comme un million d’helminthes,
Dans nos cerveaux ribote un peuple de Démons,

Et, quand nous respirons, la Mort dans nos poumons
Descend, fleuve invisible, avec de sourdes plaintes.

Si le viol, le poison, le poignard, I'incendie,

N’ont pas encor brodé de leurs plaisants dessins

Le canevas banal de nos piteux destins,

C’est que notre ame, hélas ! n’est pas assez hardie.

Mais parmi les chacals, les panthéres, les lices,

Les singes, les scorpions, les vautours, les serpents,

Les monstres glapissants, hurlants, grognants, rampants,
Dans la ménagerie infame de nos vices,

Il en est un plus laid, plus méchant, plus immonde !
Quoiqu’il ne pousse ni grands gestes ni grands cris,
Il ferait volontiers de la terre un débris

Et dans un baillement avalerait le monde ;

C’est I’Ennui ! L’oeil chargé d’un pleur involontaire,

Il réve d’échafauds en fumant son houka.

Tu le connais, lecteur, ce monstre délicat,

— Hypocrite lecteur, — mon semblable, — mon frére !
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K YUTaTes o

Fnynoctb, 3abnyxaeHue, rpex, an4yHoCTb
3aHUMaloT HalM Ayl U U3HALIUBAKOT HalK Tena,
M mbl neneem cBoe cnagoCcTHOe pacKasHue,

HKaK nonpowanKku KOpMAT CBOUX BLUEW.

Hawwu rpexu ynpaAmMbl, Hawe noKasHWe JIXKUBO;

Mbl Bo3Harpamkaaem cebsa 3a CBOM MCNoOBEAM

W ¢ pagocTbio Bo3Bpawaemcsa BCNATb, Ha FPA3HYI0 A0POry,
HapeAcb, 4TO TpycnuBbIe C/1e3bl CMOIOT C HAC BCAKYIO HEYMUCTOTY.

Ha noaywkKe 3na, noa KonbibenbHyto CataHbl Tpuxabl Bennvaitwero,
CnAT HaWK OKoNAOBaHHble AyLu,

M 6naropoaHbli MeTann Hawen BonU

HUcnapsaetca B pyKax 3TOro ymesioro XumuKa.

3710 [AbABON AEPHUT HUTHU, KOTOPbIE HaMU ABUHYT!

B cambix OTTaNKMBaIOLWMKX BELLAX Mbl HAXO4WM O4YapOBaHUE;
C KamkabiM AHEM Mbl HACXOAUM elle Ha war K rnyéuHam Aaa,
He 4yBCTBYA CTpaxa, MAEM CKBO3b CMEPAALLYIO TbMY.

HKaK HUWKI noxoTanBeL, KOTOPbIA LeNnyeT U MoMKeT
N3myuyeHHyIo rpyab CTapon LUJIIOXH,

Mbl MMMOX0A0M XBaTaem 3anpeTHble yA0BOJIbCTBUA
W BbiXKMMaeM MUX, KaK THUIOM anesbCHH.

LeBenawmmeca Kny6kom, NnoA06HO MUIIMOHY YepBeW,

B Hawem mo3sry nupyet Toana JlemMmoHoB,

U Koraa mbl genaem Box, CMepTb BAUBAETCA B HalLM NIerKUe,
HKak HeBuaUMasA peKa, C HeMbIMU CTEHaHUAMM.

Ecnu Hacunuve, a4, KWHKanN, noaxor

Ewe He ykpacunu cBOMM M3ALLHBIM Y30POM
BaHanbHbIe X0NCTbI HaWKX cyaeb,

To nMWwb NOTOMY, YTO Ham He XBaTaeT XpPabpoCTH.

Ho cpeaum wakanos, naHTep, MOHYMX CYK,

O6e3bsH, CKOPMUOHOB, CTEPBATHUKOB U 3MEH,

Cpeav BU3KallLMX, BOIOLWMKX, PEBYLLMX, NON3AIOWMX TBapeH
B HeyecTMBOM 3BEpPHHLE HALLUX MOPOKOB

EcTb ogHO camoe mep3Koe, camoe 3/106H0e, caMmoe rpsisHoe.

OHo He AenaeT CTpaLUHbIX }ECTOB, He U3aeT FPOMKUX 3BYKOB,

Ho ecnu 6bl 0OHO 3ax0TeN0, OHO NpeBpaTH/Io 6bl BCIO 3eMJII0 B OCKOJIKU
W, 3eBan, npornotuao 6bi BECb MUP:

3710 CKyKa! C rnasamu, BnamHbIMKU OT HEBOJIbHOM C/e3bl,

OHa KypUT CBOI KanbsH U MeuTaeT 06 awwacoTax.

Tbl XOpOLLO ero 3Haellb, YUTaTeslb, ATOr0 YTOHYEHHOr0 MOHCTpa, —
Mo# nuuemepHblii YuTatenb — MOW ABOMHUK — MoK 6par!
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la mort des amants

Nous aurons des lits pleins d’odeurs légéres,
Des divans profonds comme des tombeaux,
Et d’étranges fleurs sur des étagéres,

Ecloses pour nous sous des cieux plus beaux.

Usant a I’envi leurs chaleurs derniéeres,

Nos deux coeurs seront deux vastes flambeaux,
Qui réfléchiront leurs doubles lumiéres

Dans nos deux esprits, ces miroirs jumeaux.

Un soir fait de rose et de bleu mystique,
Nous échangerons un éclair unique,
Comme un long sanglot, tout chargé d’adieux ;

Et plus tard un Ange, entr’ ouvrant les portes,
Viendra ranimer, fidéle et joyeux,
Les miroirs ternis et les flammes mortes.

la muse vénale

O muse de mon coeur, amante des palais,
Auras-tu, quand Janvier lachera ses Borées,
Durant les noirs ennuis des neigeuses soirées,
Un tison pour chauffer tes deux pieds violets ?

Ranimeras-tu donc tes épaules marbrées
Aux nocturnes rayons qui percent les volets ?
Sentant ta bourse a sec autant que ton palais
Récolteras-tu I’or des vouates azurées ?

Il te faut, pour gagner ton pain de chaque soir,
Comme un enfant de choeur, jouer de I’encensoir,
Chanter des Te Deum auxquels tu ne crois guére,

Ou, saltimbanque a jeun, étaler tes appas
Et ton rire trempé de pleurs qu’on ne voit pas,
Pour faire épanouir la rate du vulgaire.
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cMepTb Nt060BHHUKOB

ByayT y Hac noctenu, NosHble apomaToB JIETYUMX,

JAuBaHbl 6yayT, rny6oKUe Kak MOrubl,

WM Ha nonKax 6yayT cTpaHHble LBEThI,

Y10 ANA Hac pacuBenv NoA UHbIM, 60s1ee NpeKkpacHbIM, He6OM.

PeBHOCTHO rops Ux NOC/ieAHUM NiaamMmeHemM,

JBa Hawu1x cepgua CTaHyT KaK ABa OrpoMHbIX haKena,
W otpasutca ux ABOMHOE CUAHUE

B AByx Hawwux aywax, 61uM3HeLax-3epKanax.

B KaKoKn-To Beuvep, COTKaHHbIM U3 PO30BOIr0 U TAMHCTBEHHOrO roay6oro LBsera,
BnecHeT mex HaMW MOJIHUA OAHa,
KaK A4onrMn BCxnun, HarpyeHHbli NpoLaHbAMM.

WM nocne AHren, oTBOpAA ABEPMH,
MpuaeTt, 4T06 OXKMBUTDL, U PAAOCTHLIN U BEPHbIN,
JlBa MyTHbIX 3epKajia U MepTBble OrHu.

npoaaxkHaAa My3a

My3a cepaua moero, nob6awan ABopubl,

Hanaelb /M Tbl, KOraa AHBapb BbINYCTUT Ha Boo Bopes,
B yepHOM TOCKe CHEeMHbIX BEYEPOB,

[onoBeLLRy, 4TO6bl COrpeTb CBOU NMOCUHEBLLUUE HOTU?

OMMBYT 1M TBOM OKaMeHeBLUUE MNJie4n

OT HOYHbIX Jly4Yei, MPOH3ALMX Halo3U?

3Has, 4To TBOA CyMa nycta U TBoe HEGO nepecoxo,
Cobepellb 1 Tbl 30/1I0TOM YPOHKaM roslybbix Kynosios?

YT106bI 3apaboTaTb HaCyLHbIA XNeb6, Tbl AOMKHA,
HKaK uepKOBHbIM CNyXKa, MaxaTb Kaguiom
N netb «Teba, bora, xBanum», XoTA Tbl HE BEpULLb B 3TO,

Wnu, KaK HMLWaA UMpKaYvKa, BbICTaBNATb Ha NPOAary CBOK KpacoTy,
CBoW cMeX, B/laKHbIi OT c/ie3, KOTOPbIX He BUAAT JII0AM,
Ha notexy Tonne nownAKos.
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la musique

La musique souvent me prend comme une mer !
Vers ma pale étoile,

Sous un plafond de brume ou dans un vaste éther,
Je mets a la voile ;

La poitrine en avant et les poumons gonflés
Comme de la toile

J'escalade le dos des flots amoncelés

Que la nuit me voile ;

Je sens vibrer en moi toutes les passions
D’un vaisseau qui souffre ;
Le bon vent, la tempéte et ses convulsions

Sur I'immense gouffre
Me bercent. D’autres fois, calme plat, grand miroir
De mon désespoir !

a une passante

La rue assourdissante autour de moi hurlait.

Longue, mince, en grand deuil, douleur majestueuse,
Une femme passa, d’une main fastueuse

Soulevant, balancant le feston et I’ourlet ;

Agile et noble, avec sa jambe de statue.

Moi, je buvais, crispé comme un extravagant,
Dans son oeil, ciel livide ou germe I’ouragan,
La douceur qui fascine et le plaisir qui tue.

Un éclair... puis la nuit! — Fugitive beauté
Dont le regard m’a fait soudainement renaitre,
Ne te verrai-je plus que dans I’éternité ?

Ailleurs, bien loin d’ici ! trop tard! jamais peut-étre !
Car j’ignore ou tu fuis, tu ne sais ou je vais,
0 toi que j’eusse aimée, 6 toi qui le savais !
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My3blKa

My3blKa 4acTo YHOCHUT MeHs, Kak Mope.

K moew 6negHon 3Be3ae

lMoAa NOTONKOM TyMaHa UK CKBO3b NYCTbIHHbIM 3Up
Al nnbIBY NoA napycom;

Ipyablo Bnepea, ¢ NerkMvu, pasayBalowMMUCH
HKaK xonctuHa,

Al B36Upatocb Ha rpe6bHu BOJIH,

3aTeMHeHHbIX HOYHbIM MpPaKoM;

A 4yBCTBYIO, KaK BHYTPWU MEHA TpeneLwleT BCA CTpPacTb
HKopabnsa, 3acTurHytoro 6ypei;
[MonyTHbIA BETEp U LWTOPM CO CBOMMM CyAOpOramu

Hap 6eckpatHum 3anMBom
KavalotT meHA. A nopoi HacTaeT MepTBbIX NOKOW, BEJIMKOE 3epKano
Moero ot4yasHbA!

NMpoXoreu

Ynuua ornylwuTeNbHO peBesia BOKPYr MeHs.

BbicoKas, CTpoMHas, B BE/IMKOM CKOp6U, B BeIMYECTBEHHOM Tpaype,
Mpowwna MUMO MeHLLUHA, TOPHKECTBEHHOW PYKOIO

MpunogHUMana cKknaayaTbi NOA0N CBOEro NnaThs;

MoaBuMHaA U U3ALWHAA, ee Hora 6bina KaK y CTaTyu.

fl e Nun B HaNpPAMKeHUH, Kak 6e3yMHbIN,

U3 ee rna3 6neaHble Hebeca, rae 3apomaaeTcs yparaH,
CnapocTtb, KOTOpas 3aBOpaXKMBaeT, U Hery, KoTopasa youBaer.

BcnbiwKa MonHUK... U HacTana Houb! YcKonb3awuwana KpacoTa,
OT ybero B3rnA4a A BHe3arnHo poAu/ca 3aHOBO,
Pa3Be A 6onblue Teb6A He YBUHKY A0 CamMOi BEYHOCTU?

B apyrux Kpasx, ganexo orctoga! Cavwxom nosgHo! HuKkoraa, 6biTb MmoxeT!
Beab A He 3Halo, Kyaa Tbl ywna, Tbl He 3HaelWb, Kyaa A nowuen,
O Tbl, KOTOpYIO A NoN6UN 6bl, O Thl, KOTOPas 3TO 3Hana!
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semper eadem

« D’ou vous vient, disiez-vous, cette tristesse étrange,
Montant comme la mer sur le roc noir et nu ? »

— Quand notre coeur a fait une fois sa vendange
Vivre est un mal. C’est un secret de tous connu,

Une douleur trés simple et non mystérieuse

Et, comme votre joie, éclatante pour tous.
Cessez donc de chercher, 6 belle curieuse !
Et, bien que votre voix soit douce, taisez-vous !

Taisez-vous, ignorante ! &me toujours ravie !
Bouche au rire enfantin ! Plus encor que la Vie,
La Mort nous tient souvent par des liens subitils.

Laissez, laissez mon coeur s’enivrer d’un mensonge,
Plonger dans vos beaux yeux comme dans un beau songe
Et sommeiller longtemps a I’'ombre de vos cils !
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BCE TO e

«OTRyaa NpMxoauT K Te6e, — Bbl CNPOCU/IU MEHSAl, — 3Ta CTpaHHasdA rpycTb,
B3abimatowanca, Kak Mope HaZ rojibiMu YepHbIMU CKanamu?»

— Ecnu cepaue cobpano ypoxan co cBoero BUHOrpaZHUKa,

HusHb cTaHOBUTCA 3710M. ITO TaHa, U3BECTHaA BCEM.

Mpocrana 60onb, He 3arafo4Has,

OueBugHas BceM NIIOAAM, KaK Balla BECENOCTb.

TaK 4TO OCTaBbTe BallM MOUCKHM, O NbITIMBAsA KpacaBuLa,
A monunte — XOTb M NpenecTeH Ball ronocok!

0O, monyuTe, HeBera! BeyHo BocxuEHHanA aywa!l
C pe6ayeckum cmexom B yctax! CunbHee, yem HU3Hb,
CmepTb 3a4acTylo Hac CBA3blBaeT TOHKUMU y3aMM.

JanTte, AanTe Ke MOeMy cepaLy YNUTbCA JIOKbIO;
JlanTe eMy YTOHYTb B BalLMX NPEKPacHbIX rnasax, Kak B NMPeKpacHoOM rpese,
B cHOBMAEHUK JONTOM NMOA TEHbLIO BAllKUX PECHUL.
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les sept vieillards
A Victor Hugo

Fourmillante cité, cité pleine de réves,

Ou le spectre en plein jour raccroche le passant !
Les mystéres partout coulent comme des séves
Dans les canaux étroits du colosse puissant.

Un matin, cependant que dans la triste rue

Les maisons, dont la brume allongeait la hauteur,
Simulaient les deux quais d’une riviére accrue,
Et que, décor semblable a I’ame de I’acteur,

Un brouillard sale et jaune inondait tout I’espace,
Je suivais, roidissant mes nerfs comme un héros
Et discutant avec mon ame déja lasse,

Le faubourg secoué par les lourds tombereaux.

Tout a coup, un vieillard dont les guenilles jaunes
Imitaient la couleur de ce ciel pluvieux,

Et dont I’aspect aurait fait pleuvoir les aumoénes,
Sans la méchanceté qui luisait dans ses yeux,

M’apparut. On et dit sa prunelle trempée

Dans le fiel ; son regard aiguisait les frimas,

Et sa barbe a longs poils, roide comme une épée,
Se projetait, pareille a celle de Judas.

Il n’était pas volté, mais cassé, son échine

Faisant avec sa jambe un parfait angle droit,
Si bien que son baton, parachevant sa mine,
Lui donnait la tournure et le pas maladroit

D’un quadrupéde infirme ou d’un juif a trois pattes.
Dans la neige et la boue il allait s’empétrant,
Comme s’il écrasait des morts sous ses savates,
Hostile a I'univers plutét qu’indifférent.
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CceéMb CTapuUKoOB

Buxmopy Iozo
Todcmpounnti HKuwawmit ropoa, ropoa, NosHbIA CHOBUAEHWHA,
nepegod lne npuspaka nerko cnyrtaTb ¢ newexogom!
Naops TalHbI BCIOAY TEKYT, KaK }MU3HEHHbIE COKMH,
byaamoéckozo B y3KMX KaHanbLax Mory4yero Kosocca.

HKaK-To yTpoM, Koraa Ha nevasbHOM ynuue
Joma, yel pocT npeyBenvuuna abiMKa,

Bbinn KaKk HabeperHble Habyxwen peKu;

Horaa — AeKop, AOCTOMHbIA AylWwK nvueaed, —

[PA3HDbIN }KeNnTblM TYMaH 3arnoJIOHU OKpPYrY,
A wen, Tpenna ce6e HepBbl, KAK POMaHTHK,
Mpenupasacb ¢ MOeK AYLIOH, yHe YCTaNon,
Mo npeamecTbio, pasbUTomy Teneramm.

BApyr Kakon-TO CTapuK, YbM HeNTble JIOXMOTbA
Btopunu uBety 6ecnpocBeTHOro Heba,

A BUpA, 6bin CNOCOGEH BbI3BaTb A0HAb MUIOCTbIHM,
Ecnu 6bI He 37101 OroHeK B ero rnasax, —

Mpeactan MmHe. 3payky 6blI CNIOBHO BbIMOYEHbI
B enuu; B3rnaa ucrouan negaHble Urbl,

A 60poaa, AIMHHAaA, OCTpad, KakK wnara,
Topuana, nogo6Ho 6opoae Uyabl.

OH 6bIn He crop6neH, a cioMaH nononam: xpeber
O6pasoBbiBan NPAMOW Yros ¢ Horamu,

A nanka, goBepluaBLuas ero Hapy*HoCTb,
MpuaaBana ero noBagKam ABOAKOCTb:

To N1 TpexHoruit Xkua, To 1M 3Bepb Ha Tpex Jianax...
Mo CHEeXHOM CNAKOTU OH BOJIOYMA HOIH,

ByaTto mecun Tpynbi cBOMMM 6alimaKami,

CKopee 30/ Ha BECb MUP, YeM 6e3pasz/iuyeH.
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Son pareil le suivait : barbe, oeil, dos, baton, loques,
Nul trait ne distinguait, du méme enfer venu,

Ce jumeau centenaire, et ces spectres baroques
Marchaient du méme pas vers un but inconnu.

A quel complot infame étais-je donc en butte,
Ou quel méchant hasard ainsi m’humiliait ?
Car je comptai sept fois, de minute en minute,
Ce sinistre vieillard qui se multipliait !

Que celui-la qui rit de mon inquiétude

Et qui n’est pas saisi d’un frisson fraternel
Songe bien que malgré tant de décrépitude
Ces sept monstres hideux avaient I’air éternel !

Aurais-je, sans mourir, contemplé le huitiéme,
Sosie inexorable, ironique et fatal

Dégoltant Phénix, fils et pere de lui-méme ?
— Mais je tournai le dos au cortége infernal.

Exaspéré comme un ivrogne qui voit double,
Je rentrai, je fermai ma porte, épouvanté,
Malade et morfondu, I’esprit fiévreux et trouble,
Blessé par le mystére et par I’absurdité !

Vainement ma raison voulait prendre la barre ;

La tempéte en jouant déroutait ses efforts,

Et mon ame dansait, dansait, vieille gabarre

Sans mats, sur une mer monstrueuse et sans bords !

le voyage, VIII

O Mort, vieux capitaine, il est temps ! levons I’ancre !
Ce pays nous ennuie, 6 Mort ! Appareillons !

Si le ciel et la mer sont noirs comme de I’encre,

Nos coeurs que tu connais sont remplis de rayons !

Verse-nous ton poison pour qu’il nous réconforte !
Nous voulons, tant ce feu nous brile le cerveau,
Plonger au fond du gouffre, Enfer ou Ciel, qu’importe ?
Au fond de I'lnconnu pour trouver du nouveau !



81

Todcmpounnti
nepegod
Naops
Bbyaamoéckozo

AATUNEB+ 25.12 DIAGHILEV+ 25.12

3a HUM LWen TaKoi e — 60poaa, CNuHa, naskKa,
B3rnag, n0OXMoTbA — TO4Yb-B-TOYb U3 TOrO e aAa;
3T10T 6apPOYHbIN G/IM3HEL, U Ero NPU3PaKU
lMnenucb Hora B HOry K HEBE4OMOM LieNN.

HepTBOM KaKoro 3710ro po3birpbiwia A cran?
HKaKow 3noi cnyyan Tak YHUUUHKKUI MeHA?
[MoTomy 4TO caM-CéMm, 3a MMHYTOM MUHYTA,
Mpoxoann MUMO 3TOT 310BELLUIN CTapUK!

MycTb TOT, KOMY CMELUHO TaKoe 6eCNOKOMCTBO,
HKoro He 06bsAna coyyBCTBEHHaA APOHb,
MpubaBunT croaa, 4YTO NPU BCEH CBOEH APAXIOCTU
CeMb 3TMX MOHCTPOB Kasa/iucb 6eccMepTHbIMM!

VYBuaen 6bl A, He ymepes, U BOCbMOIO,
HeunsbexHoro, pokoBOro ABOMHMKA,
HyaHoro ®eHuKca, cebe oTua U cbiHa?
— Ho A oTBepHyncA OT yKaCHOW CBUTLI.

HKaK nbAHMUa, y KOTOPOro BCe ABOMUTCH,

B 6elueHcTBe U cTpaxe A BepHyJCcA K cebe,
BonbHOM, NnpoAporwni, 0AEePHHUMbIA U CMATEHHDIN,
YA3B/NeHHbIW TakHOW U abCypaHOCTLIO!

HanpacHo moit pasym nbiTancs BCTaTb K WTypBany,
Bypsa vrpatoum céuBana Hac C nyTu,

N mosa aywa nndAcana, crapas 6apka

Be3 mauT Ha mope ApocTHOM U 6e36perHoM!

nytewectsue, VIl

CwmepTb, cTapbli KanutaH, nopa! NMogHumem AKopb!
3JTa cTpaHa TomuT Hac, CmepTb! OTnnbiBaem!
MycTb He6eca U Mope YepHbl Kak YepHUna —
Hawwu cepaua, Tbl 3HaewWwb, NOJIHATCA cBeTOM!

lMnecHU Ham cBoero Aaa, OH NOAKPENUT Hac!

MbI XOTUM — TaK 3TOT OrOHb A3BWUT Hall MO3F —
HbipHYTb Ha AHO 6e3aHbl (B A4 unu B Pait — He BaxkHO),
JAHo HeBegomoro, 4to6 HOBOE HanTH!
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XopP MUSICAETERNA

Xydoscecmeaennviii pykosodumens —
Teodop Kypenm3suc

Thasnwiii xopmeticmep —

Bumanuii Hosouckui

Xop musicAeterna 6bin co3aaH
Teopopom KypeHTtaucom B 2004-m
B HoBocubupcke, ¢ 2011 no 2019
roa 6bin yactbto Tpynnbl MepmcKoro
TeaTpa onepbl U 6aneta. C 2019
roga — He3aBUCHUMbIM KOJIIEKTUB

C TBOpYECKOM pe3uaeHuumen B [lome
Paguo B CaHKT-leTtepbypre.

DIAGHILEV+ 25.12

MUSICAETERNA CHOIR

Artistic Director —
Teodor Currentzis
Principal Choirmaster —
Vitaly Polonsky

The musicAeterna choir was created
in 2004 in Novosibirsk by Teodor
Currentzis and from 2011 to 2019

was part of the Perm Opera and
Ballet Theatre. Since 2019, it is an
independent ensemble with a creative
residence at Dom Radio in Saint
Petersburg.

© olya runyova
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B peneptyape xopa

musicAeterna couetatorca

pyccKas U 3anagHoeBponemncKas
cpeagHeBeKoBas My3blKa, WeaeBpbl
3M0XU 6apPOKKO, KNAaCCUYECKUM
XOPOBOM U OMNEPHbIA penepTyap,
COYMHEHUA COBPEMEHHbIX aBTOPOB.
Xop perynsipHo coTpyaHU4aeT

C TaKUMU AUPHUKEpPaMM, Kak AHgpec
MycTtoHeH, MNMon Ayrnac Xvnbep,
BeHcaH [iomecTtp, Padasanb MNuULoH,
Angpea MapHKoH U ap. B uucne
napTHepoB xopa — (hpaHLy3CKUKH
aHcam6nb Le Poéme Harmonique

M UHTEepHauMWOHaNbHbli KamepHbin
opkectp Manepa.

Xop musicAeterna npuHuman yyactue
B NoCTaHOBKax pexuccepa utepa
Cennapca « KoponeBsa uHaenues»
Mépcenna (2013; KoponescKkun Teatp
Magpuaa), « Munocepauve Tuta»
(2017) u «UoomeHen» (2019) Mouapta
Ha 3anbLUByprcKkom decTusane;

B cneKrtakne Po6epta YnncoHna

« TpaBuata» (2016; NMepmcKum

TeaTp onepbl U 6aneTta, faTcKana
KomnaHuA Unlimited Performing

Arts, locyaapcTBeHHbIW TeaTp JIMHUA
u Teatp roposa Jlilokcembypra);

B cnekraknax Pomeo Kactennyyuu
«aHHa Ha KocTtpe» OHerrepa (2018;
MepmcKui Teatp onepbl U 6aneTa,
JIMoHCKanA HauuoHanbHas onepa,
KoponeBckuit Teatp Jla MoHHe, Teatp
Basens) u «loH HyaH» Mouapta
(2021, 3anbLBYpPrckMin ectuBanb).
CneuuanbHo aAnA xopa musicAeterna
6bl1M HanucaHbl onepbl « Hoctheparty»
Avntpua Kypnanacxoro (2014), Tristia
dununna ApcaHa (2016), Cantos
Anekces CiomaKa (2016).

B 2018-m xop musicAeterna ctan
NaypeaToM MeHAyHapoAHOM NpemMuu
Opera Awards U pOCCUHCKUX NpeMUit
Casta Diva 1 «3onortaa Macka».
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Repertoire of the musicAeterna

choir includes Russian and

Western European medieval music,
masterpieces of the Baroque

era, classical choral and operatic
repertoire, and works by contemporary
authors. The choir regularly
collaborates with such conductors

as Andres Mustonen, Paul Douglas
Hillier, Vincent Dumestre, Raphael
Pichon, Andrea Marcon and others.
The choir’s partners include French
ensemble Le Poéme Harmonique and
the international Mahler Chamber
Orchestra.

The musicAeterna choir has
participated in numerous opera
productions, including Peter Sellars’
interpretations of Purcell’s Indian
Queen (Teatro Real, Madrid, 2013),
Mozart’s La clemenza di Tito (2017)
and Idomeneo (2019) at the Salzburg
Festival; Robert Wilson’s La traviata
(coproduction of the Perm Opera and
Ballet Theatre, Unlimited Performing
Arts (Denmark), the Landestheater
Linz (Austria) and the Théatres

de la Ville de Luxembourg, 2016);
Romeo Castellucci’s Jeanne au
bucher by Honegger (coproduction of
the Perm Opera and Ballet Theatre,
the Opéra de Lyon, the Théatre Royal
de la Monnaie and the Theater Basel,
2018) and Don Giovanni by Mozart
(2021, Salzburg Festival). Several
works have been commissioned
specifically for the musicAeterna choir:
Dmitri Kourliandski’s Nosferatu (2014),
Philippe Hersant’s Tristia (2016) and
Alexey Sioumak’s Cantos (2016).

In 2018, the musicAeterna choir won
the international Opera Awards and
the Russian Casta Diva and Golden
Mask awards.
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@ 3aBog wnaruvHa, uex N¢ 5
DIAGHILEV+ PARTY

UCMNOJIHUTESIN:
pententacles
steppenkind
years of denial

CneumanbHbIi NpoeKT « arunes+»
NPOAONHKAET KY/IbTYPHYIO MOJIMTURY
JaruneBcroro ectMBana u cBA3bIBaeT
B OAMH y3eN pa3Hble My3blKa/bHble
MMPbI: aKaAeMHUYECKYIO KNAaCCURY,
COBPEMEHHYI0 My3bIKy Y TeaTp,
aKTyanbHYIO KNY6HYIO MY3bIKY
3KCMNEepUMEHTa/IbHbIX HanpaBleHUH.
B3anmoo6meH naeamMmu mexay
aKaAeMU4YeCKOM U anbTepHaTUBHOM
KYNbTYPOW CTAHOBUTCA TEMOM
KOHLIepTOB-BEYE€PHHOK, 3aBepLUalowmx
(decTmBanbHble MapagoHbl.
XeananHepamu Diaghilev+ Party —
2021 cTany TpU UHTEpHaUUOHaNbHbIX
aBaHrapAHbIX My3blKalbHbIX
KONNEeKTUBA pa3HOM CTeneHu
TaHUEeBa/IbHOCTH: (hpaHLy3CKO-YELLUCKUA
AyaT Years of Denial, MocKoBcKasa
rpynna Pententacles u HemeLKo-
upnaHackoe Tpuo Steppenkind.

PENTENTACLES — MOCKOBCKas
rpynna, Kotopasa co3zaeT My3blKy

B ctune drone/psychedelic/kraut/

ritual n Ha3biBaeT cebsa «lecTUrnaBom
KpeaTypon, BOCCTaBLUEH U3 [JTy6UH
aHTMCOLMaNnbHOro NoACO3HaTe/IbHOro

W Npecneayowwen Lenu, He Tpebyowme
NOHUMAaHUAY. INEKTPOHHbIE APOHbI
COCEACTBYIOT B UX KOHLiepTax

C POKEPCHOM yAapHOW YCTaHOBKOWM

M PEBYLUUMHU JIEKTPOruTapamvu,

a HepadMHUPOBAHHbIX HON3 —

C NCUXoaeNnern OTYET/IMBO PUTYaIbHOIO
cBoncTBa. lNMoTaHueBaTb NoA 3Ty My3bIKy
eABa JIM yaacTca, HO ahdeKT «xoppopa,
B KOTOPOM YyAOBHULUE TaK U He
BbICKaKMBaeT U3-3a yrna, YTo HUKakK

He B/IMAET Ha TO, YTO BCe PaBHO BCO
[0pOory CTpawHo» 6yAeT AOCTUIHYT.
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@ shpagin plant / hall no. 5
DIAGHILEV+ PARTY

performed by
pententacles
steppenkind
years of denial

Special project Diaghilev+ continues
the cultural policy of the Diaghilev
Festival and ties different musical
worlds into one knot — philharmonic
classics, contemporary music and
theatre, and modern experimental club
music. Exchange of ideas between
academic and alternative cultures
turns to be the common theme of
concert-parties that conclude each
festival marathon. Three international
avant-garde music groups of

varying degrees of danceability will

be headliners of the Diaghilev+

Party 2021: the French-Czech duo
Years of Denial, the Moscow group
Pententacles and the German-lIrish trio
Steppenkind.

Pententacles is a group from
Moscow that creates music in “drone/
psychedelic/kraut/ritual” style and
calls itself “a six-headed creature
risen from the depths of the antisocial
subconscious and pursuing goals
that do not require understanding.”
Electronic drones coexist in their
concerts with a rocker drum kit and
roaring electric guitars, and unrefined
noise — with psychedelia of a
distinctly ritual nature. One can hardly
dance to this music, but the effect of
“horror, in which the monster never
comes from around the corner, but it
is scary all the same” will be achieved.

>
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BepnunHcKoe TpMo STEPPENKIND —
caMbli BO34YLWHbIA

M Y€NI0OBEKONIOOUBDbIN KOJIEKTUB
cpeau xeananHepoB Diaghilev+

Party. CpaBHUTENBHO MArKoe
3By4YaHUe CUHTEe3aTopa, 3NEeKTPOHHbIX
M aKyCTUYeCKUx 6apabaHoB,
3NeKTporuTapbl o6BoNaKUBaeT

NneHue U geKlamauuio upnaHgua
BpeHpaHa Knupu, Kotopbin

nepeexan B bepauH, utobbl cTaTh
nucarenem, HO Hawen ceba Kak
aBToOp TeKcToB U conuct Steppenkind.
JBa MyNbTUMHCTPYMEHTanucTa —
KaHn BuHTep u XotTte Wynby, —
COTPYAHUYA/U elle A0 CO34aHUA
rpynnbl, HO B COCTaBe TPUO COUYUHAIOT
0CO6€EHHO 3anoMUHaKLWMECA TPEKH.

DIAGHILEV+ 25.12

The Berlin trio Steppenkind

is the most airy and humane

group among the headliners of the
Diaghilev+ Party. The relatively soft
sound of synthesizer, electronic and
acoustic drums and electric guitar
coats the singing and recitation of the
Irishman Brendan Cleary, who moved
to Berlin some time ago to become a
writer but found himself as a lyricist
and lead singer of Steppenkind. Two
multi-instrumentalists — Can Winter
and Hotte Schulz — started working
together even before the band was
formed, but as part of the trio they
create particularly memorable tracks.
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YEARS oF DENIAL — aysT
(paHUy3CKOro cayHa-npoaicepa
v anaxen Hepoma YepHesaHa u
BOKa/IMCTKH, NepthOPMaHCUCTKH
u3 Yexun BaprocuHbl MaHycoBOM.
ApTUCTbI AenatoT KecTKue
TaHUeBaJIbHble TPEKU Ha CTbIKe
TEXHO, 3NEKTPOHHOM MY3bIKH,
nocTnaHKka, MHgacTpyana u perBa.
lMcuxomennyecKkue 3ByKOBbIE
06paboTKU BOKana U MoaybHbIe
CHHTE3aTopbl OTTEHAIOT Mpa4HbIA
POMaHTU3M TeKCTOB BapKOCHUHbI
[aHycCOBOW, KOTOpbIe, Kak nuweT
aBTOp, «YBOAAT HaCc B HEU3BECTHbIE,
HO TaKMe 3HaKOMble MecTay.

DIAGHILEV+ 25.12

Years of Denial is a duet of
the French sound producer and DJ
Jerome Tcherneyan and the Czech
vocalist and performance artist
Barkosina Hanusova. Artists make
rough dance tracks at the intersection
of techno, electronic music, post-
punk, industrial and rave. Psychedelic
sound processing of vocals and
modular synthesizers set off the dark
romanticism of Barkosina Hanusova’s
lyrics, which, according to the author,
“take us to unknown but so familiar
places.”
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