ArUIEBCKUA
aaaaaaa
lllllllll

AATNAEBC KNI
OECTVIBAANDL-2024
/U—2906- XYAOXEC
TBEHHBI-PYKOBO
ANTE/Ib- TEOQAOP
KYPEHTINC-OIE
PAKOHLEPT -MEP
POPMAHC- TAHEU







ArUNEBCKUN
aaaaaaa
lllllllll

ANATNAEBC KNV
OECTVIBAANDL-2024
/0—29.06- XVAOXEC
TBEHHBI-PYKOBO
ANTE/Ib- TEOQAOP
YPEHTINC-OINE
PAKOHLEPT -MEP
POPMAHC- TAHEU

nnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnn



NNAOWAAKV

& BOJIbLLOM 3AN
MEPMCKOM dUNAPMOHUH
Kylibvimesa, 14

& OPFAHHbIX 3AN
MEPMCKOW ®UNAPMOHUH
NeHuna, 516

& MEPMCKWM TEATP OMNEPbI U BAJIETA
nemponasiosckas, 25a

& TEATP-TEATP
NeHUHa, 53

& YACTHAA ®UJTAPMOHUA « TPUYMD»
JNleHuHa, 44

& JABOPEL, KV/IbTYPbl UM. CO/IJATOBA
KoMcoMonvckuii np., 79

& JIOM AArUNEBA
cubupckas, 33

& JIOM HAPOAHOIO TBOPYECTBA
«'YBEPHUA»
cogemckoli apmuu, 4

& [JOM MY3bIKH
(/IUTEPA A 3ABOJA LUMAMMHA)
coeemckas, 1a

/006 4T

19:00 12+

&2 BOJIbLLOWM 3AJ1

MEPMCKOM ®UJIAPMOHWH
OTKPbLITUE ®ECTUBANA
KoHyepm
NoranH CebactbaH Bax
«Crtpactv no Matdeto»
OpKecTp U xop musicAeterna
JeTCKUM xop «BecHa»
anpykep Teogop KypeHTt3uc

2106 T

01:30 18+

& JJOM AArUNIEBA
KOHYyepm-sHuzma
Il Duetto Notturno

Muna dpaéHoBa — conpaHo, CKpUMKa

MapuHa Benosa — Teopba

18:00 6+

&2 BOJIbLLIOM 3AN
NEPMCHKOW ®UNAPMOHUH
KOHYepm-npeseHmayus

aHcam6nb musicAeterna Brass

yBepTIopbl, apuK, CIOUTbI U3 onep
Mouapta, PoccuHu, OddeHbaxa,
BarHepa, My4y4uHm,

MWHUATIOPbI Pa3HbIX }KaHPOB

/2:00 16+

@ YACTHAA ®UJTAPMOHUA « TPUYMD»
KamepHulii KoHyepm

La Folie

aHcambnb Miludus

Jlionnn, Bepauunu, leHaens,
AremuHnanu, Pamo



VENUES

& GREAT HALL
OF THE PERM PHILHARMONIC
kuibyshev street, 14

& ORGAN CONCERT HALL
OF THE PERM PHILHARMONIC
lenin street, 51b

& PERM OPERA AND BALLET THEATRE
petropavlovskaya street, 25a

& THEATRE-THEATRE
lenin street, 53

& PRIVATE PHILHARMONIC ‘TRIUMPH’
lenin street, 44

& SOLDATOV CULTURE PALACE
komsomolsky prospekt, 79

& HOUSE OF DIAGHILEV
sibirskaya street, 33

& HOUSE OF FOLK ART ‘GUBERNIYA’
sovelskaya armiya street, 4

& HOUSE OF MUSIC
(LITER A OF THE SHPAGIN PLANT)
sovetskaya street, 1a

/006 THU

19:00 12+

& GREAT HALL OF THE PERM PHILHARMONIC
THE FESTIVAL OPENING

concert

Johann Sebastian Bach

St Matthew Passion

musicAeterna Choir and Orchestra
‘Vesna’ Children’s Choir

conductor Teodor Currentzis

/106 R

01:350 18+

@ HOUSE OF DIAGHILEV

enigma concert

Il Duetto Notturno

Mila Frayonova — soprano, violin
Marina Belova — theorbo

18:00 6+

@ GREAT HALL OF THE PERM PHILHARMONIC
presentation concert

musicAeterna Brass Ensemble
overtures, arias, and suites from operas
by Mozart, Rossini, Offenbach,

Wagner, and Puccini,

miniatures of various genres

/7:00 16+

@& PRIVATE PHILHARMONIC ‘TRIUMPH’
chamber concert

La Folie

Miludus Ensemble

Lully, Veracini, Handel,
Geminiani, Rameau




// 06 Cb

01:30 18+

& NOM AArUIEBA
KOHYEepM-3HUIMA
Dimensions

Moproc Kanyauc (Mpeums) —
BUO/IOHYE/b, KNacCUYeCKan
KPUTCKasA upa

19:00 16+

& NMEPMCKWM TEATP OMEPbI U BAJIETA
* npemMbepa

onepa

Uropb CTpaBUHCKKH
«MoxoxaeHuA noBechbi»
My3blKanbHbIX PYKOBOAUTENb

u avpuxep Pegop JlegHés
pexuccep AHapen NMpUKOTEHKO
XYAOHKHUK-MOCTaHOBLUUK

Onbra Wanwmenawsunu
nocmanoska [lepmckozo meampa onepot
u basema 8 pamxax Jlszunesckozo
pecmusars

/5:50 18+

& OPTAHHbIM 3AN

NMEPMCKOW ®UJIAPMOHUM
KoHyepm-medumayus
«ConHueBopoT»
coBpeMeHHaa My3blKka ANA yAapHbIX
W TPaAULMOHHAA NepcuacKas My3blKa
MeTtp MaBaTcKUXx — mMapumba,
yAapHble, apaHHUPOBKHU
Amup Xatan (MpaH) — caHTyp, TombaK

/506 BC

01:30 18+

& JOM AATrUNIEBA

KOHYepm-3HUuzma

« YKpalleHHUe TULLIUHDbI»

Taa Kénur-TapaceBuy — cnenTa-TpaBepco
HKoHcTaHTHH LLleHMKoB-ApxapoB — NIOTHA

17:00 18+

& JIOM HAPOAHOIO TBOPYECTBA «'YEEPHUA»
CNEKMaKAp

AHTOH YexoB

«Tpu cecTpbi»

ApamaTtuyeckun Teatp «lpaHb» (HOBOKYMObILLEBCK)

pexuccep AeHnc BoKypaase

18:00 12+

& TEATP-TEATP

usuueckas opama
Okho

TaHueBaJbHaA Tpynna musicAeterna Dance

aHcam6nb yaapHbIXx Moscow Percussion Ensemble

xopeorpacd Bnagummnp BapHaBa

/0:00 16+

@& MEPMCKWW TEATP ONEPbI U BAJIETA
* pemMbepa

onepa

Uropb CTpaBUHCKKHA
«MoxoxaeHuA noBecChbI»

/5:50 18+

& YACTHAA ®UNAPMOHHUA « TPUYMD»
Kamepuvlil KoHyepm

Alpha F

My3blka COBPeMeHHbIX KOMMNO3MTOpPoB Mpeuuu
TpHo «Teauc» (Mpeuusn)

WpuHu Uuparkuamc — meuuo-conpaHo
Moproc Kanyauc — BUONOHYeNb, KNaccuyecKasn
KPUTCKanA nnpa, apaHRUPOBKU

Aumutpa KoKKuMHONyny — coprenMaHo



[/ 06 SAT

01:30 18+

& HOUSE OF DIAGHILEV

enigma concert

Dimensions

Yiorgos Kaloudis (Greece) — cello,
classical Cretan lyra

19:00 16+

@ PERM OPERA AND BALLET THEATRE
* premiere

opera

Igor Stravinsky

The Rake’s Progress

musical director and conductor
Fedor Lednev

stage director Andrey Prikotenko
set and costume designer

Olga Shaishmelashvili

Perm Opera and Ballet Theatre production
as part of the Diaghilev Festival

/5:50 18+

@ ORGAN CONCERT HALL OF
THE PERM PHILHARMONIC
meditation concert
Solstice
contemporary music for percussion
and Persian traditional music
Petr Glavatskikh — marimba,
percussion, arrangements
Amir Khataee (Iran) — santoor, tombak

/306 SUN

01:30 18+

@& HOUSE OF DIAGHILEV

enigma concert

Decoration of Silence

Taya Konig-Tarasevich — transverse flute
Konstantin Shchenikov-Arkharov — lute

17:00 18+

@ HOUSE OF FOLK ART ‘GUBERNIYA’
drama

Anton Chekhov

Three Sisters

Gran’ Drama Theatre (Novokuibyshevsk)
director Denis Bokuradze

18:00 12+

@ THEATRE-THEATRE

physical drama

Okho

musicAeterna Dance

Moscow Percussion Ensemble
choreographer Vladimir Varnava

/0:00 16+

& PERM OPERA AND BALLET THEATRE
* premiere

opera

Igor Stravinsky

The Rake’s Progress

/5:50 18+

@& PRIVATE PHILHARMONIC ‘TRIUMPH’
chamber concert

Alpha F

music by contemporary Greek composers
Thesis Trio (Greece):

Irini Tsirakidis — mezzo-soprano

Yiorgos Kaloudis — cello, classical Cretan
lyra, arrangements

Dimitra Kokkinopoulou — piano



/406 T

01:30 18+

& AOM AArUIEBA
cobvimue-sHuzMa

«Ecnu 6bl 3HaTb,
€C/In 6bl 3HaTb!»
apTUCTbl TeaTpa «paHb»:
KOnua Bokypaase
EBreHua ApaeBa

Bepa denotoBa

Makcum LbiraHkoB

18:00 &6+

& BOJIbLLIOW 3AN
NMEPMCKOW ®UIAPMOHWU
(hopmenuannviil KoHyepm
Bopuc bepe3oBCcKui
BetxoBeH, LLioneH,
Banakupes, JlanyHoB

21:00 18+

@ JOM HAPOAHOIO TBOPYECTBA
«'YBEPHUA»

CneKmaxap

AHTOH YexoB

«Tpu cecTpbi»

/5:00 18+

@ YACTHAA ®UTAPMOHUA « TPUYMD»
KamepHulii KoHyepm

«1, 2, 3...»

cono, AyaT, TPUO-COHaTbl

Kapna ®ununna dmaHyana baxa
Taa Kénur-Tapacesuy — dnenTa-
TpaBepco

BnagucnaB NecuH — cKpunKa

HKoHcTaHTHH LLleHMKoB-ApxapoB — NIOTHA

/506 BT

19:00 16+

& ABOPEL, KV/IbTYPbl UM. COJIIATOBA
* MpemMbepa

onepa

Bonbdranr Amagen Mouapt
«Bonwe6Han cdnenTa»

My3blKaNbHbIi PYKOBOAUTENb U AUPUHKED

EBreHuit Bopo6beB
peruccep HnHa BopobbeBa
opKecTp U xop musicAeterna

/5:00 18+

& OPFAHHbIN 3AN
NEPMCKOM ®UAPMOHUM
CONbHBLIL KOHYepm
Onbra BonkoBa
JeH Usaun
LllecTb coHaTt AnAa CKPUMNKU cono

/606 CP

18:00 &6+

& OPTAHHbIN 3AN

MEPMCKOM ®UJIAPMOHUHU
(hopmenuannviii KoHYepm
Bapsapa Msarxkoea
Bax, AxyHoB, KapmaHoB,
Bpamc, MeTHep, PaxmaHuHOB

21:00 16+

@ ABOPEL KY/IbTYPbl UM. COJIZATOBA
* npembepa

onepa

Bonbdranr Amagen Mouapt
«Bonwe6Hasa cdnenTa»



/406 MON

01:30 18+

& HOUSE OF DIAGHILEV
enigma event

‘If Only We Knew,
If Only We Knew!’
Gran’ Theatre artists:
Yulia Bokuradze
Evgenia Arzhaeva
Vera Fedotova
Maksim Tsygankov

18:00 &6+

& GREAT HALL OF THE PERM PHILHARMONIC
piano recital

Boris Berezovsky

Beethoven, Chopin,

Balakirev, Lyapunov

/1:00 18+

& HOUSE OF FOLK ART ‘GUBERNIYA’
drama

Anton Chekhov

Three Sisters

/ 5:00 18+

& PRIVATE PHILHARMONIC ‘TRIUMPH’
chamber concert

1, 2, 3...

solo, duet, and trio-sonatas

by Carl Philipp Emanuel Bach

Taya Konig-Tarasevich —

transverse flute

Vladislav Pesin — violin

Konstantin Shchenikov-Arkharov — lute

/506 TUE

19:00 16+

& SOLDATOV CULTURE PALACE

* premiere

opera

Wolfgang Amadeus Mozart

The Magic Flute

musical director and conductor Evgeny
Vorobyov

director Nina Vorobyova

musicAeterna Orchestra and Choir

/5:00 18+

& ORGAN CONCERT HALL OF
THE PERM PHILHARMONIC

violin recital

Olga Volkova

Eugéne Ysaye

Six Sonatas for solo violin

/606 \WED

18:00 6+

& ORGAN CONCERT HALL OF
THE PERM PHILHARMONIC
piano recital
Varvara Myagkova
Bach, Akhunov, Karmanov,
Brahms, Medtner, Rachmaninoff

21:00 16+

@ SOLDATOV CULTURE PALACE
* premiere

opera

Wolfgang Amadeus Mozart
The Magic Flute



/706 4T

18:00 6+

& BOJIbLLIOW 3AN

NEPMCKOW ®UNAPMOHUM
KamepHulii KOHYyepm
Masen MuniokoB
Baaum PyaeHko
COHaTbl AN1A CKPUNKU U hopTennaHo
Bpamca, ®paHKa

21:00 16+

@ JOM MY3bIKU

* POCCUICKaA npembepa
onepa

Mackanb AlocaneH
«CrpacTtb» | Passion
My3blKanbHblii pyKoBOAUTENb
u aupuep Teogop KypeHT3uc
pexuccep AHHa lyceBa
apTUCTbI OpKecTpa 1 xopa
musicAeterna,
TaHLUeBasbHasA Tpynna
musicAeterna Dance

/806 NT

19:00 16+

& JOM MY3bIKU

* POCCUMCKan npemMbepa
onepa

MacKanb AtocaneH
«CrpacTtb» | Passion

/700 12+

@& OPFAHHbBIM 3AN

MEPMCKOM ®UJIAPMOHWH
KamepHwLil KoHyepm
«Mnaynu ¥ rUMHbI»
MocKoBCKuI aHcambib
coBpeMeHHon My3biku (MACM)
Jlypbe, LWHUTKe, CbicoeB

/906 Cb

18:00 16+

@ YACTHAA ®UJTAPMOHUA « TPUYMD»
KOHYepm-uumka

«Kaxercs, Bce 3aBepTenochb
U3-3a [esyanbao»

BOKanbHbIM aHcambnb N’Caged (MockKBa)
aBTOP NPOEKTa U CLEHUYECKOM
aaanTtaumu KcenHna AHydpueBa

21:00 16+

& JOM MY3bIKU

* POCCUMCKan npemMbepa
onepa

MacKanb AtocaneH
«CrpacTtb» | Passion



/706 THU

18:00 6+

& GREAT HALL OF THE PERM PHILHARMONIC
chamber concert

Pavel Milyukov

Vadim Rudenko

sonatas for violin and piano

by Brahms and Franck

2 1:00 16+

@ HOUSE OF MUSIC

* russian premiere

opera

Pascal Dusapin

Passion

musical director and conductor Teodor
Currentzis

director Anna Guseva

arstists of the musicAeterna Orchestra
and Choir and the musicAeterna Dance
troupe

/806 FR

19:00 16+

@ HOUSE OF MUSIC
* russian premiere
opera

Pascal Dusapin
Passion

/700 12+

& ORGAN CONCERT HALL OF

THE PERM PHILHARMONIC
chamber concert
Hymns and Lamentations
Moscow Contemporary Music Ensemble
(MCME)
Lourié, Schnittke, Sysoev

/906 SAT

18:00 16+

@ PRIVATE PHILHARMONIC ‘TRIUMPH’
concert-reading

It Seems That Everything
Kicked off Because of Gesualdo
N’Caged Vocal Ensemble

author of the project and the adaptation
Ksenia Anufrieva

21:00 16+

@ HOUSE OF MUSIC
* russian premiere
opera

Pascal Dusapin
Passion
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20.06
4T
19:00
12+

aubpemmo

& BOJIbLLIOM 3AJ1 NEPMCKOM ®UIAPMOHUU
OTKPbITUE ®ECTUBAJIA
KoHyepm

HUoraHH Ceb6actbAH Bax (1685-1750)

«CTPACTHU NO MAT®DEIO»

LyXOBHasA opaTopusa A/ CO/IMCTOB, ABOMHOIO Xopa U ABOMHOIO OpKecTpa
Ha nubpetTto KpructuaHa ®puapuxa XeHpuum (MuKaHaepa)

BWV 244 (1727-1729/1736)

B naptuu EBaHrenncrta — Erop CemeHKoB, TeHOp

B naptun Uucyca — AneKkcen KpotoB, 6apuUTOH

EnusaBeta CBelwHWKOBa — conpaHo

EneHe MBpUTUIIBUAKM — comnpaHO

Anppeit Hem3sep — KoHTpaTeHop

Hatanba Byknara — meuuo-conpaHo

Bopuc CtenaHoB — TeHop

Uropb Moaonnenos — 6ac-6apuUToH

Hukonaii Masaes — 6ac

Maptuu Metpa, Uyabl, NMunarta, MeHobl MNunata, NepBocBALLEHHUKOB,
CnyxaHoK, JlxecBuaeTenierd UCMONHAIOT apTUCTbI Xopa musicAeterna
HKoyu no HemeuKomy A3biky — Hartawa KoHcTaHTUHOBa

Xop 1 opKecTp musicAeterna
Jetckuii xop «BecHa» um. A. C. NMoHomapeBa
Auvpuep — Teoaop KypeHT3auc

[eHepanbHbIM AUPEKTOP, AUPEKTOP MO TBOPYECKOMY nnaHupoBaHuio — Unbsa LLlaxos
MaBHbIM xopMmencTep xopa musicAeterna — BuTtanuii NMonoHcKumn

AupeKTop no pa3Buthio — AHactacua EnaeBa

JupeKTop no KoMMyHUKaumMam — OKcaHa lekK

JAunpekTop opKkectpa musicAeterna — lNaBen KypaaKkos

3amecTuTeNnb AUpeKkTopa opkecTpa — AneKkcaHap JleBKo

AupeKkTop xopa musicAeterna — EneHa PacnonoBsa

MeHeaepbl opkecTpa — Mapua Caraguesa, Onbra YykoBa

Typ-meHeaep — Oneca MuxeeBa

Bubnuotekapu — Cepren CTpoikuH, dnuHa Jlebease

TexHUYeCKUit AUpeKTop opKecTpa — MBaH MewKoB

3amecTuTeNnb TexHUYecKoro aupeKtopa — Muxaun Komapos

Crapwuii paboumii cueHbl — Unba BenoxsocTUKoB

MeHepep xopa / KacTUHr conuctoB — AneKkcaHapa [élumnHa

WUHcnekTop xopa — ApuHa Mupcaetosa

XyAoreCTBEHHbIA PYKOBOAUTENb AEeTCKOro xopa « BecHa» — Hagexaa ABepuHa
XyaoMHUK no cBeTy — AHartonui JlanuH

MomowHKK peximccepa — Unba Monbiranos

Mpoatocep — Japba TpeTbsAKkoBa
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20.06
THU
19:00
17+

& GREAT HALL OF THE PERM PHILHARMONIC
OPENING OF THE FESTIVAL
concert

Johann Sebastian Bach (1685-1750)

ST MATTHEW PASSION

sacred oratorio for soloists, double choir, and double orchestra
based on a libretto by Christian Friedrich Henrici (Picander)
BWYV 244 (1727-1729/1736)

Evangelist — Egor Semenkov, tenor

Jesus — Alexey Krotov, baritone

Elizaveta Sveshnikova — soprano

Elene Gvritishvili — soprano

Andrey Nemzer — countertenor

Natalia Buklaga — mezzo-soprano

Boris Stepanov — tenor

Igor Podoplelov — bass-baritone

Nikolai Mazaev — bass

The parts of Peter, Judas, Pilate, Pilate’s Wife, High Priests, Maids,
and False Witnesses performed by artists of the musicAeterna Choir
German Language Coach — Natasha Konstantinova

musicAeterna Choir and Orchestra
Ponomarev ‘Vesna’ Children’s Choir
Conductor — Teodor Currentzis

CEO, Atrtistic Planning Director — llja Chakhov

Chief Choirmaster of the Choir — Vitaly Polonsky

Director of Development — Anastasia Elaeva

Director of Communications — Oksana Gekk

Director of the Orchestra — Pavel Kurdakov

Deputy Director of the Orchestra — Alexander Levko

Director of the Choir — Elena Raspopova

Managers of the Orchestra — Maria Sagadieva, Olga Chukova
Tour Manager — Olesya Mikheeva

Librarians — Sergey Stroykin, Elina Lebedze

Technical Director of the Orchestra — lvan Peshkov

Deputy Technical Director of the Orchestra — Mikhail Komarov
Senior Stagehand — llya Belokhvostikov

Manager of the Choir / Soloists Casting — Alexandra Dyoshina
Inspector of the Choir — Arina Mirsaetova

Artistic Director of the ‘Vesna’ Children’s Choir — Nadezhda Averina
Light Designer — Anatoly Lyapin

Assistant Director — llia Polygalov

Producer — Daria Tretyakova

13



XOP MUSICAETERNA

MEPBbIH XOP

conpaHo

WUpuHa BaruvHa
Hapexaa Boliko
AneKcaHpa [lélumHa
Kata JoHayKoBa
ExaTtepunHa UmcoKBa
Banepua CadoHoBa
WUpnHa TepeHTbeBaA

anbThbl

Hapemxaa BpycHuublHa
EneHa lNypyeHKo
AHactacua EpodeeBa
ApuHa MupcaeToBa
BuKtopua PyaakoBa
Hatanba Pa6ukoBa

TEeHopa

AnexkcaHap AMOCeHKO
Hukonai Bacos
Mpuropui KysHeuos
MaBen CemaruH
Anekcanap CovoB
Hukonait CrautoKk

6acbl

BukTop MoryamH
JleB Muxanés
Anekcer Muxaiinos
BoraaH MeTtpeHKo
Anekcei CBetoB
PomaH TapxoB
Avntpuii LenkosuH

BTOPO# XOP

conpaHo

MaHHa bapbiwWHUKOBa
BukTopua BakcmaH
WUprHa Muxaiinosa
Enena Moakracuk
Anenun-Jlinana Cramenny
EneHa KOpuyeHKo
Anbtuna XamuaynnuvHa

anbThl

AHHa MaaKoBa
AnacTtacua lynaesa
MapuHa UHoBnouKan
Mapua OnapuHa
EneHa ToxapeBa
AHacTtacusa LLlymaHoBa

TeHopa
Aptem Bonkos
MBaH lNopuH

KoHcTaHTHH MNMorpe6oBCcKUi

Cepreit CunarkoB
HuKonait ®epopos

6acbl

Hutanun MaaHos
Amutpuii Kocos
Hukronaii MasaeB
Batop Ouupos
Mpuropuit MbaHKoB
MaBen Xapanrux
JaHuun YecHokros

14




MUSICAETERNA CHOIR

FIRST CHOIR

sopranos

Irina Bagina
Nadezhda Boiko
Aleksandra Dyoshina
Katya Dondukova
Ekaterina Imsokva
Valeria Safonova
Irina Terentyeva

altos

Nadezhda Brusnitsyna
Elena Gurchenko
Anastasia Erofeeva
Arina Mirsaetova
Viktoria Rudakova
Natalia Ryabikova

tenors

Aleksandr Amosenko
Nikolay Basov
Grigory Kuznetsov
Pavel Semagin
Aleksandr Somov
Nikolay Statsyuk

basses

Viktor Pogudin
Lev Mikhalev
Alexey Mikhaylov
Bogdan Petrenko
Alexey Svetov
Roman Tarkhov
Dmitry Shelkovin

SECOND CHOIR

sopranos

Ganna Baryshnikova
Viktoria Vaksman
Irina Mikhaylova
Elena Podkasik
Eleni-Lidia Stamellou
Elena Yurchenko
Alfia Khamidullina

altos

Anna Gladkova
Anastasia Gulyaeva
Marina Inovlotskaya
Maria Oparina

Elena Tokareva
Anastasia Shumanova

tenors
Artyom Volkov
Ivan Gorin
Konstantin Pogrebovsky
Sergey Silakov
Nikolay Fedorov

basses

Vitaly Zhdanov
Dmitry Kosov
Nikolay Mazaev
Bator Ochirov
Grigory Pyankov
Pavel Kharalgin
Daniil Chesnokov

15



OPKRECTP MUSICAETERNA

MEPBbINA OPKECTP

nepBble CKPUNKHU
Bnaaucnas lNecuH
Mapusa CtpaToHOBMY
EneHa Paiic
Avuntpuii BopoauH
Baaum Ternduros
Onbra ApTiorvHa

BTOpbl€ CKPUNKH
MapuHa KaTtapxHoBa
MBaH Cy660TKUH
AHapein Cureaa
Avuntpuii Yenura
AHa LWéroneBa

anbTbl

Haun Bakues

JAunHapa MypartoBsa
AHapen CepaloKOBCKUIA
MapuHa AHTOHOBa

BUOJIOHYETU

AnekcaHnap MNpo3opoB (+ 6acco KOHTUHYO)
Pa66anu AngaHrop

Makcum AR4ypUH

KOHTpabachbl
AHapein LUWHKeBUY
Avnasep MeHameToB

¢neiTbl TPABEPCO
AHacTtacua PeagyeHKo
AHHa KomapoBa

ro6ou / ro6ou a’amyp / ro6ou aa Kay4a
MeTtep Tabopu
AHapein MaTioxuH

opraH / KnaBeCHUH
Matpucua PobaunHa

¢aror
Tanrat Capcembaes

BMONA Aa ram6a
PycT Mo3tomcKui

JNIIOTHA
HKoHcTtaHTHH LLleHMKoB-ApxapoB

16

BTOPOM OPKECTP

nepBble CKPUNKHU

Mapusa KpectuHckan
AHactacua CTpenbHUKOBA
EneHa XapuToHOBa
KpucTtuHa Taxa

ApmeH MorocsaH

EneHa UBaHoBa

BTOpPbl€ CKPUNKHU
Mapua OKyHeBa
EKaTtepvHa PomaHoBa
Ancbiny CandynnuHa
ExkatepuHa lopenoBa
Metp YoHKyweB

aNnbTbl

MUpunHa ConoBa
Jlio6oBb J1azapeBa
EBrennit LLI€érones
Mpuropuii Yekmapés

BUOJIOHYEU

Mupuam MpaHam (+ 6acco KOHTUHYO)
EBreHui PymaHues

AHapen EdrumoBCKUin

KOHTpabachbl
MaprapuTa Pbi6KMHa
Hukuta MakuH

c¢neiTbl TpaBepco / 610K NEATbI
Onbra UsywieikoBa
MaprapuTa lNankuHa

ro6ou / roéomu g’amyp
KaponuHa LLnmaHuK
Hoanua MenuaH

opraH
AHapen BapaHeHKo

¢aror
Uropb Axcc

yAapHble
AneKceit AMocoB
Makcum CaHuH




MUSICAETERNA ORCHESTRA

THE FIRST ORCHESTRA

first violins
Vladislav Pesin
Maria Stratonovich
Elena Rais

Dmitry Borodin
Vadim Teyfikov
Olga Artyugina

second violins
Marina Katarzhnova
lvan Subbotkin
Andrey Sigeda
Dmitry Chepiga
Yana Shchegoleva

violas

Nail Bakiev

Dinara Muratova
Andrey Serdyukovsky
Marina Antonova

cellos

Alexander Prozorov (+ basso continuo)
Rabbani Aldangor

Maxim Akchurin

double-bases
Andrey Shinkevich
Diliaver Minametov

traverse flutes
Anastasia Fedchenko
Anna Komarova

oboes / oboes d’amore / oboes da caccia
Peter Tabori
Andrey Matyukhin

organ / harpsichord
Patricia Robaina

bassoon
Talgat Sarsembayev

viola da gamba
Rust Pozyumsky

lute
Konstantin Shchenikov-Arkharov
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THE SECOND ORCHESTRA

first violins

Maria Krestinskaya
Anastasia Strelnikova
Elena Kharitonova
Kristina Taha

Armen Pogosian
Elena Ivanova

second violins
Maria Okuneva
Ekaterina Romanova
Aisylu Saifullina
Ekaterina Gorelova
Pyotr Chonkushev

violas

Irina Sopova

Lubov Lazareva
Evgeny Shchegolev
Grigory Chekmaryov

cellos

Miriam Prandi (+ basso continuo)
Evgeny Rumyantsev

Andrey Efimovsky

double-bases
Margarita Rybkina
Nikita Makin

traverse flutes / recorders
Olga Ivusheykova
Margarita Galkina

oboes/ oboes d’amore
Karolina Szymanik
Noelia Melian

organ
Andrey Baranenko

bassoon
Igor Akhss

percussion
Aleksey Amosov
Maksim Sanin
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«CTPACTV
O MATOEHy

<KPAT KN
TEBOANTEb

Poman Hacornos

Tpacth no Martdero» MHoraHHa CebactbAaHa bBaxa, couynHeHHble

Ha IMOGPETTO IeMNLMICKOro No4YToBOro cnyailero KpuctmaHa Ppuapurxa
(( XeHpuuu (MuKaHgepa), — 3To Agpama, YCTpeM/IeHHas K MOMEHTY CMepTH

Xpucta. Yepepga paBHbIX MO 3HA4YMMOCTM 3NU3OA0B pas3BepTbIBAETCA
HecnewHo, 3anuyHo. Kamaaa cueHa HauyuHaeTcA paccKa3om EBaHrenucra, B KOTOPbIA
Br/JIeTeHbl pervku aeicteyownx nvy: Camoro Cnacutens, Ero yueHuKos, Munata, Tonnbl
uyaeeB U T. 4. CnoBa paccKkasyuMKa OCMbIC/IMBAOTCA B co3epuaTeibHbIX HOMepax: apusXx,
KOTOPbIM, KaK NPaBW/IO, NPEALLECTBYIOT PeYUTaTUBbI C BbIpa3UTENIbHbIM MHCTPYMEHTA/IbHbIM
COMpPOBOXAEHWEM, U XOpanax.

CueHbl «Ctpacteit no Martheto» cpaBHUBaOT C 14 «CTOSHUAMM» KaTOUYECKOM
cny#6bl Via Crucis — BocrnomuHaHueMm KpectHoro nyTtu. Moao6Ho Via Crucis, counHeHue
Baxa umeeT BCTynneHWe M 3aK/IlO4EeHUe — XOPOBOW nponor U anunor. Mel nporaem
no nytu «CrpacTei» C «OCTaHOBKaMW» Ha LUECTU K/IOYEBbIX CLEHax MU PacCMOTPUM TpH
B3aMMOCBAi3aHHble JIMHWU: COObITUA EBaHrenusa, ux BonnoweHUWe B My3blKke U CUCTeMy
CUMBOJI0B, KOTOPYIO Ucnonb3yeT bax. >
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ST MAT THEVY
PASSION

A QUICK
GUIDE

Roman Nasonov

he St Matthew Passion by Johann Sebastian Bach, composed to a libretto by

the Leipzig postal clerk Christian Friedrich Henrici (Picander), is a drama aiming

toward the moment of Christ’s death. A series of equally important episodes

unfolds slowly and steadily like an epopoeia. Each scene begins with the
Evangelist’s narration interspersed by the lines of the characters: the Saviour himself, His
disciples, Pilate, the crowd of Jews, etc. The narrator’s words are interpreted in contemplative
acts — arias, which, as a rule, are preceded by recitatives with expressive instrumental
accompaniment, and chorales.

The scenes of the St Matthew Passion are compared to the 14 stations of the Catholic
service Via Crucis — a memory of the Way of the Cross. Like Via Crucis, Bach’s work has
an introduction and conclusion — a choral prologue and an epilogue. We will follow the path
of the St Matthew Passion with ‘stations’ at six key scenes and consider three interrelated
lines: the events of the Gospel, their embodiment in music, and the system of symbols used
by Bach. >
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I. FE®PCUMAHUA

Bubnusa

Beuepom 4yeTBepra, HakaHyHe [lacxu, Uucyc cobpan y4eHUKOB A1 COBMECTHOM
Tpane3bl. OH pasaenun mexay anoctonamu xneb v nogan yawy ¢ BAHOM, Ha3BaB 3TO MJIOTbIO
1 KpoBblo CBoeit. Toraa e OH npeacKasan npeaatenscTso Uyabl U otpedeHue Metpa. B 1y
e Houb Mucyc ¢ yueHnKamu Hanpasuica B lechcumanuio. B3sas ¢ co60M IULLb TPOUX U3 HUX,
XpucToc ywen B cag MonuTbcA. OH MONPOCKMA CNYTHUKOB OCTaTbCA HenoAanery, noka OH
nobyaeTt B yeauHeHUU: «lywia Mos CKOp6UT cMmepTeNibHO; NobyabTe 34echb U 604pPCTBYITE CO
MHoto». Ho Korga Uucyc monnnca OTuy, Y4eHUKU-anocTo bl BCe e 3acHynu. Tpumabl 6yaun
MXx YuuTenb U Npu3sbiBan K CTOMKOCTU AyXa U MONUTBE, U Kamabli pas COH CHOBa ozoneBan
YYEHMKOB.

My3bika

EBaHrenbCKMi pacckas nocnefoBaTe/lbHO OTpaxaeTcA B peyuTatuBe C XOpOM
«0 60onb!» (O Schmerz!; N° 19) 1 B apum «fl 6yay 6oapctBoBaTb psaaom ¢ moum Mucycom»
(Ich will bei meinem Jesu wachen; N2 20). PeuntaTue TeHopa — o6pa3 ogmMHokoro Cnacurens,
npeAYyBCTBYIOWEro My4YUTeNIbHYl0 cMepTb. My3sbika HachbilleHa WHTOHauMAMU B3A0XOB,
a 6bICTpOe NOBTOPEHUE HOT B 6acax opKecTpa — aHanor MU3M4ecKon ApoxHu. JlononHatowasn
neHue conucTa cTpoda xopana coobLiaet, 4To XpUCTOC CTpajaeT 3a Hawu rpexu. HavanbHaa
thpasa apum, 3By4awasa cnepsa y ro6od, a 3atem U y TeHopa, — MnoyTH daHdbapa, CpeacTso
NpoTUB CHa. 3a Hel HeMeA/IeHHO BCTyMnaeT Xop € « y6aloKuBaloLwem» MoIMTBOM: « Tak ycHUTe
e, Hawu rpexv». B otanyme ot anocronos, o6wuHe baxa cnatb He npucTano.

CumMmBONMKa

Yetblpe conucTa, UcnonHAwWMX apun B « CTpacTtax» Baxa, He ToMAecTBEHHbl HU
O4HOMY M3 nepcoHamen. Bce 310 — ronoca 6naro4ecTvBbIX XPUCTHUAH, Pa3MbILNAKOLMX
Haa EBaHrenvem. Y Kamaoro M3 HUMX eCcTb COGCTBEHHas cMbicnoBas cctepa. ConpaHo
accouMupyeTcA npeMae BCero ¢ YACTOTOM U HEBUHHOCTbIO, 6ac — C AYXOBHOW 3pEnocCTbio,
noHMMaHuem cyTu Bepbl. HecnyyaiHo 6acy nopydatorca penanmku Camoro Cnacutena. Anbty
NpUHagnexar apum, oTMe4YeHHble rny6UHON PEeMrMO3HOMo YyBCTBA, CepAEYHbIM OTHOLLEHUEM
K Uncycy. TeHop, Kak npaBuno, nocneaoBaTtenb Xpucta. Emy aoBepeHa naptua EBaHrenucra,
a TaKke pernavku anocrtona lMertpa. >
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I. GETHSEMANE

The Bible

On Thursday evening, right before Easter, Jesus gathered His disciples to share a
meal together. He divided the bread among the apostles and filled a cup of wine, calling it His
flesh and blood. At the same time, He predicted the betrayal of Judas and the denial of Peter.
That same night, Jesus and His disciples went to Gethsemane. Taking only three of them
with Him, Christ went into the garden to pray. He asked His companions to stay nearby while
He was in solitude, ‘My soul is very sorrowful, even to death; remain here, and keep awake
with Me.” While Jesus was praying to the Father, His disciples nevertheless fell asleep. Three
times the Master woke them up and called for fortitude and prayer, and each time they would
give in to sleep again.

Music

The gospel story is consistently reflected in the recitative with the chorus ‘O pain!’
(O Schmerz!, No. 19) and the aria ‘| will be awake next to my Jesus’ (Ich will bei meinem Jesu
wachen, No. 20). The recitative of the tenor is the image of the lonely Saviour anticipating a
painful death. The music is saturated with the intonation of sighs, and the rapid repetition of
notes in the bass of the orchestra is an analogue of physical trembling. The chorale stanza,
which complements the soloist’s part, informs that Christ is suffering to redeem our sins.
The opening phrase of the aria, performed first by an oboe and then by a tenor, is almost a
fanfare, a remedy for sleep. The choir immediately joins in with a ‘lulling’ prayer: ‘Then our
sins go to sleep.’ Unlike the apostles, it is not appropriate for Bach’s congregation to sleep.

Symbolism

The four soloists performing arias in Bach’s St Matthew Passion are not identical
to any of the characters. All these are the voices of pious Christians reflecting on the Gospel.
Each of them has their own semantic sphere. Soprano is associated primarily with purity
and innocence, bass — with spiritual maturity, understanding of the essence of faith.
It is no coincidence that the bass is entrusted with the lines of the Saviour himself. Alto
performs arias marked by the depth of religious feeling, a cordial feeling for Jesus. Tenor is
usually a follower of Christ. He was entrusted with the Evangelist’s part, as well as the part
of St Peter. >
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Il. OTPEMEHUE NETPA

Bubnusa

BcKope c6biniocb nepBoe npeackasaHuve Mucyca — Uyaa npeaan Ero. Mo yKazaHuto
npeaatens nNepBOCBALWEHHUKM npUwaM B ledcumaHuio, apectoBanu U yBenn Xpucra.
He poxupasck yTpa, oHU cobpanu coBeT U AonpawmBanu Uucyca. Metp nowen 3a KOHBoEM
M OCTaHOBW/ICA Y ZiOMa, rae ycTpounu aonpoc. B EBaHrenun oH npeAcTaB/ieH Y4€/10BEKOM
ropaYum, nopbiBUCTbIM. OH XoTen 6bITb NepBbIM cpeau y4eHUKoB Mucyca u cnesoBath 3a
Hum HepasnyyHo A0 KOHUa HU3HWU. UCNONHWUTL 3TO HamepeHUe eMy 6b10 He cyHaeHo. Kak
M npeackasbiBan Cnacurtenb, anocTosl OTPEKCA elle A0 KpuKa netyxa: « M Bcnomuun Metp
CNIOBO, CKaszaHHoe eMy MuUcycom: npexae Hexenu nponoeTt neTyx, TPUKAbl OTpeyellbCca oT
MeHs. U BbInaA BOH, NnaKan ropbKo».

My3bika

HetoponnvMeso pasBepTbiBaeTcA KaHTWU/NEHa PeAKOM KpacoTbl B apuu «[llomunyi,
o Bore, paau cnes monx» (Erbarme dich, mein Gott; N2 39). OHa usBecTHa Kak «nnad MeTtpay,
XOTHA B HEX HeT HMUYero, YTo acCcoLMMpoBasiocb 6bl C GUGNEMCKUM NepcoHaxeM. HecnyyaiHo
Bax nopy4aeTt 3TOT HOMEp He TeHOpY, a anbTy. DTOT WeAeBp — 3TaJIOH NokaaHuA. Menoaua
Ha4YUHAETCA PUTOPUYECKON (UrYpor « BOCKIULAHMA» U NMPOAO/IKAETCH LUMPOKUM MOTOKOM
«cne3». Hayano 6acoBoit naptuM — TouyHas uutata u3 necHu MNayna Mepxapara «O, yeno B
KPOBU U paHax». MMeHHO ee «OTCTYKMUBalOT» NoBTopsAlowMecsa 3BYKU B 6acy: «llocmoTpu,
cepaue ¥ ouu nnadyt nepes To6oi ropbKo». [MoKasHUe poxaaetca B cepaue. OTTyaa e
6epeT Hayano pyyewr, YCTPEMIEHHbIM B KOHEYHOM uTore K Mucycy — B Hapaemae O6GHATb
M COeAUHUTBLCA HaBeK.

CumMmBONMKa

Maynb TepxapaTr Hanucan necHio «O, 4yeno B KpoBU WU paHax» B 1656 roay
Ha OCHOBE ApPEeBHEro JaTUHCKOro rMMHa — MOKJIOHeHUA pacnAaToMmy CnacuTenio, aBTOPCTBO
KOTOPOro MpUMNUcbiBanu cpesHeBEKOBOMY MUCTURY BepHapay KnepBockomy. 3Tta menoaus
oyeHb BarHa anA Bbaxa: momMMo apuM anbTa OHa 3BYYMT B MATM XOPOBbIX HOMepax
«CrtpacTeii», B TOM Y4MCNe B MOMEHT BeH4YaHUA Mucyca TepHOBbIM BEHLOM U cpasy nocne
Ero cmeptu. CTpodbl 3TOro U Apyrux XxopanoB NpoHu3biBaoT « CTpacTtu». OHM HanomMUHaloT
caywartenaMm «rotoBble» TonKkoBaHWA Bubnuu, 06pasya TOHKUM KOHTPAMyHKT C paccKa3om
EBaHrenucra. >
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Il. THE DENIAL OF PETER

The Bible

Soon the first prediction of Jesus came true — Judas betrayed Him. On a tip from
the traitor, the high priests arrived to Gethsemane, arrested and took Christ away. Without
waiting for morning, they gathered a council and interrogated Jesus. Peter followed the
escort and stopped at the house where the interrogation was held. In the Gospel, he is
represented as a hot-headed, impetuous man. He wanted to be the first among the disciples
of Jesus and follow Him inseparably for the rest of his life. Peter was not destined to fulfill
this intention. As predicted by the Saviour, the apostle renounced Him even before the first
cockcrow, ‘Then Peter remembered the word Jesus had spoken: “Before the cock crows,
you will disown Me three times.” And he went outside and wept bitterly.’

Music

A cantilena of rare beauty unfolds slowly in the aria ‘Have mercy, my God, for the sake
of my tears’ (Erbarme dich, mein Gott, No. 39). It is also known as ‘Peter’s lament’, although
it contains nothing that would be associated with the biblical character. It is no coincidence
that Bach assigns this part not to a tenor but to an alto. This masterpiece is the standard of
repentance. The melody begins with a rhetorical figure of ‘exclamation’ and continues with a
wide stream of ‘tears’. The beginning of the bass part is an exact quote from Paul Gerhardt’s
song ‘O sacred Head, now wounded’. It is this melody that is ‘tapped out’ by repeated
sounds in the bass, ‘Look, the heart and eyes are crying bitterly before You.” Repentance
arises in the heart. From there, a stream originates, eventually rushing to Jesus — in the
hope of embracing and connecting forever.

Symbolism

Paul Gerhardt wrote the song ‘O sacred Head, now wounded’ in 1656 on the basis of
an ancient Latin hymn — a poem representing worship of the crucified Saviour, which was
attributed to the medieval mystic Bernard of Clairvaux. This melody is very important for Bach:
in addition to the alto aria, it is played in five choral parts of the St Matthew Passion, including
at the time of crowning Jesus with thorns and immediately after His death. The stanzas of
this and other chorales permeate the Passion. They remind the audience of ‘ready-made’
interpretations of the Bible, making a subtle counterpoint to the Evangelist’s story. 4
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1. cyA NUNATA

Bubnusa

B natHuuy Uncyca npusenu K MNunaty Ha cya U NpUroBopuan K cmeptu. MocKonbKy
B TOT AeHb 6bina [Macxa, Munaty Hagnemxano ocBo60AUTbL OAHOIMO M3 OCYHAEHHbIX —
no XenaHvio Hapoga. Korga oH cnpocun y noaer, KOro OHU XOTAT NPOCTUTb, @ KOro —
KasHWTb, TONMNa eauHornacHo Tpe6osana cmeptu Mucyca. «Hakoe 310 OH coTBOpUN?» —
obpatunca MunaTt K vMyaeAm, npusbiBaloWMM pacnATb Xpucta. OH XOpOLIO NOHMMan, 4To
06BUHEHUA, BblABWUHYTbIE MPOTUB CTPAHCTBYIOWEro NPOMNOBEAHUKA, JIOHHbI, HO NpeanoYen
YMbITb PYKU U CHATb C cebsl OTBETCTBEHHOCTb 3a Ero KasHb.

My3bika

KpynHbiM nnaHom Ha Bonpoc [Munata oTBevaeT npousBeseHue baxa uenukom.
A BHYTPM cLeHbl cyaa o 6e3rpeluHocTM Cnacutensa cBUAETENbCTBYIOT peunTatuB « OH BceM
HaM Hec oaHo Ao6po» (Er hat uns allen wohlgetan; N2 48), HanomuHatoWwMn 0 6eCHUCNEHHDBIX
6naroaeaHuax Xpucra, U apua «M3 nwobBu ympetr Mo Cnacutenb, rpexa OH He BeAaeT»
(Aus Liebe; N® 49) — anneropuuyeckuit noprtpetr Uncyca. Mbicnb o 6e3rpellHocTM XpuUcTa
B 3TOM CONPaHOBOM apyuH BbipameHa PUTOPUHECKUMHU Nay3aMu, NOAYEPKUBAIOLLMMU HEHHbIe
Bo3rnacbl « Nichts» (Mucyc He caenan « HU4ero» AypHoro).

CuUMBO/IMKA

Apuio N2 49 noet conpaHo: BO BpeMeHa baxa KeHLWHbl K NeHUI0 B LEepPHKBU He
AOMNYCKaNUCb, BbICOKME MapTUMU UCTONHAIMCb MajibYMKaMK, YbU rosioca accouumMpoBasucb
C YUCTOTOM M HEMOPOYHOCTbIO. BOKanbHOMY rosiocy BTOPUT conbHasA nonepevyHas dneinta
C XPYNKUM U «Npo3payHbiM» TembpoM. BacoBble MHCTPYMEHTbl Mon4yat (Beab BcCe rpexu
TPaAULMOHHO acCOLMMUPYIOTCA C TenecHbiM HWM30M). dDyHaaMeHT My3blKaNbHOW TKaHU
pacnonoMeH Bbile, YeM 0b6bI4HO, — B cpeaHeM peructpe. AnAa aton naptum Bax usbpan
pPeAKMIA MHCTPYMEHT: Fo60M Aa Kayda — HU3KKI MO 3BY4aHUIO, C pacTpybom, HanOMUHaOLWUM
OXOTHHYMI por. Kaxaoe nossneHWe 3TUX PeAKMX MHCTPYMEHTOB B NapTUType CBA3aHO
C npeavyBCTBMEM CMepTH. TaK U 34eCb: HA B YeM He NoBUHHbIM Uncyc ympet. HM ogHa KpacKa
He npumMeHAeTcA Baxom npocto Tak. CoyetaHue hnenTbl U CONpPaHO B 3TOM apUM — CUMBON
YUCTOM, HepTBeHHOM NobBU. B cueHe TalHOW Beyepu HenaHWe NPUYACTHUKA NOAAPUTb
WUucycy cepaue cumBonusupyloT roéou a'amyp. A uctopuu lNetpa U Uyabl 3aBepialorcs
apuAMMU C APKUMU CKPUMUYHBIMU CONO — MOAYEPKHYT MX napannennsam. CUMBOIMYHO BCE:
W 3By4YaHUEe UHCTPYMEHTOB, U UX BHELWHWI BUA, U Ha3BaHue. >
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1Il. PILATE’S COURT

The Bible

On Friday, Jesus was brought before Pilate for trial and sentenced to death. Since
it was Easter that day, Pilate had to release one of the convicts at the request of the people.
When he asked the people whom they wanted to forgive and whom they wanted to execute,
the crowd unanimously demanded the death of Jesus. ‘What evil has He done?’ Pilate asked
the Jews calling for the crucifixion of Christ. He was well aware that the accusations made
against the itinerant preacher were false, but he preferred to wash his hands and free himself
of the responsibility for Christ’s execution.

Music

A close-up of Pilate’s question is answered by the entire work of Bach. While inside the
judgement scene, the recitative ‘He has done good to all of us’ (Er hat uns allen wohlgetan,
No. 48), recalling the countless benefactions of the Saviour, and the aria ‘Out of love my
Saviour is willing to die, He knows nothing of any sin’ (Aus Liebe, No. 49) — an allegorical
portrait of Jesus, testifies to the innocence of the Saviour. The idea of Christ’s innocence in
this soprano aria is expressed by rhetorical pauses emphasising the gentle exclamations of
nichts (Jesus did ‘nothing’ wrong).

Symbolism

The aria No. 49 is performed by a soprano: in Bach’s time, women were not allowed
to sing in church, the high parts were performed by boys whose voices were associated with
purity and chastity. The vocal voice is echoed by a solo transverse flute with a fragile and
‘transparent’ timbre. Bass instruments are silent (as all sins are traditionally associated with
the bodily bottom). The foundation of the musical fabric is located higher than usual — in the
middle register. For this part, Bach chose a rare instrument: the oboe da caccia — low in
sound, with a bell resembling a hunting horn. Each appearance of these rare instruments in
the score is associated with a premonition of death. So it is here: innocent Jesus will die.
No colour is applied by Bach out of thin air. The combination of flute and soprano in this
aria is a symbol of pure, sacrificial love. In the scene of the Last Supper, the desire of the
communicant to give Jesus his heart is symbolised by oboes d’amore. And the stories of
Peter and Judas end with arias with bright violin solos — they emphasise their parallelism.
Everything is symbolic: the sound of the instruments, their appearance, and their names. »
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IV. LLECTBUE HA roJiroeoy

Bubnusa

TeMm e AHeM, B OXMAAHUU Ka3HU CTpaxa nsaesanacb Hag Mucycom — Emy Ha ronoBy
HaAeNn TepHOBbLIM BeHel,, 0CKopbnanu u 6unu posramu: « U, ctaHoBAck npea HAM Ha Konewu,
Hacmexanucb Hag Hum, roeopsa: paayics, Llapb Uyaelickuiil» Bce ato Cnacutenb Tepnen
Mosl4a U cMUpeHHo. Ho Koraa npuwna nopa uatu Ha lonrogdy, OH, U3My4YEHHbIM NbITKAMH,
obeccunen Hactonbko, 4To He Mor Cam Hectu CBoW KpecT. Toraa CTpaKHUKK 3acTaBWUIIM
yenoBeKa No MMeHU CUMOH, GbiBLUEr0 Henojaneky, B3ATb HolWwy Ha cebsa. M oH Hec KpecT
WUucyca ao camom lMNonrodol.

My3bika

3a npu3bIBOM NPUHYAUTb MIOTb U KPOBb KO KpecTy, coaepiKallMmcA B peyuTaTuBe
6aca (Ja freilich will in uns; N® 56), cneayet apua «Mpuau, cnaaocTHbin KpecT, ckaMy A no
[ao6poit] Bone» (Komm, sifes Kreuz; N2 57). O61un1Me AUCCOHAHTHBIX FAPMOHHUI U UX PE3KUX
COMNocCTaBNeHUI co3aeT oLyLeHUe MyYUTENIbHOCTU U TOMNIEHUA OAHOBPeMeHHO. lepoit aTHUx
HOMEepOB NMOHMMAET: ¢ 61aro4apHOCTbIO NPUHMMATL BbiNaBLUME Ha ero 4O/ CTpajaHuA —
€[MHCTBEHHbIM AN1A rPEeLHOro YyesioBeKa cnocob 6biTb BMecTe ¢ Mucycom u nomoratb Emy.
B paHHel pesaKuMM ronocy akkomnaHMpoBana JiloTHA, 3aTemM ee CMeHWNa BUONa Aa ramba,
6apoyHan «cecTpa» BUOJNIOHYENIM, — TaKMe MuaeanbHbl NapTHep AnA 6aca, « BECOMbIU»
MHCTPYMEHT C rpy3HbIiM 3By4aHUeM, BU3yasibHO HanoMmuHatowmin PacnaTtue.

CUMBO/IMKA

[MYHKTUPHbLIA PUTM — OAWH U3 [NaBHbIX cUMBONOB «CTpacteW» — oO3Hayaer
«HepaBeHCTBO» ABYX COCEAHMX HOT: O4Ha U3 HUX CTaHOBUTCA AJIMHHee, ApyraAd — Kopoue.
B onpeaeneHHOM KOHTEKCTe 3TO HaNnoMUHaeT yaap 644a. 3n0Belle CMOTPUTCA U NapTUTypa
CO MHOMeCTBOM BbINMWUCAHHbIX MYHKTUPOB. Bax BUPTYO3HO MrpaeT Cc CUMBOMYECKUMM
OTTeHKaMM TaKoi urypbl. Koraa peub uaet o HeceHun Kpecta, oHa CTaHOBUTCA OCHOBOW
«Maplua», U3obpaaer TAxenyw noctynb. MHoe aeno — cueHa 6uyeBaHuA. B peuntatuBax
NYHKTUPbI NPOCTO UKCUPYIOT 6ecuncneHHble yaapbl. Ho aanee, B apuu ansta « Ecnv cnesbl
Ha MOMX LieKax», nepeaaiT 6UeHue cepaua, TPaBMUPOBAHHOMO 3PeULLEM MbITKH. >
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IV. THE PROCESSION TO CALVARY

The Bible

On the same day, before the execution, the guards mocked Jesus: they put a crown
of thorns on His head, insulted Him, and beat Him with rods: ‘Then they knelt in front of Him
and mocked Him. “Hail, King of the Jews!” they said’. The Saviour endured all this silently
and humbly. When the time came for Him to go to Calvary, He, exhausted by torture, became
so weak that He could not carry His cross himself. Then the guards forced a man named
Simon, who was nearby, to take the burden. And he carried the cross of Jesus all the way
to Calvary.

Music

The call to force flesh and blood to the Cross in the recitative of a bass (Ja freilich will
in uns, No. 56) is followed by the aria ‘Come, sweet Cross’ (Komm, siiBes Kreuz, No. 57).
The abundance of dissonant harmonies and their sharp juxtapositions creates a feeling of
torment and yearning at the same time. The narrator in these acts understands that accepting
the sufferings that have befallen him with gratitude is the only way for a sinful person to be
with Jesus and help Him.

In the early edition, the lute accompanied the voice, but later it was replaced by viola
da gamba, the Baroque ‘sister’ of the cello, which is also an ideal partner for the bass,
a ‘weighty’ instrument with a heavy sound, visually reminiscent of the Crucifix.

Symbolism

The dotted rhythm — one of the main symbols of the Passions — means the ‘inequality’
of two adjacent notes: one of them becomes longer, the other shorter. In a certain context,
it resembles the blow of a whip. The score also looks ominous with a lot of dotted lines.
Bach masterfully plays with the symbolic shades of this figure. When it comes to bearing the
Cross, it becomes the basis of the ‘march’, depicts a heavy tread. The flagellation scene is
another matter. In recitatives, the dotted lines simply record countless beats. But further,
in the alto aria ‘If my tears be unavailing’, they convey the beating of a heart traumatised by
the spectacle of torture. >

27



20.06
«CTPACTU NO MATOEIO»

V. PACMIATHUE

Bubnusa

B nATHMUY Beyepom Uucyca pacnanu mexay ABymsa pas3boirHUKamu. Npoxoauslune
MUMO KpecTa NloAU C HacmellKon rosopunn Emy: «Cnacu Ce6a Camoro; ecnu Tbl CbiH
Boxui, conamn c Kpectar. MNepBOCBALLEHHWKHK, CTAPENULLUHbI U (hapuced BTOPWUIA CloBaM
npoxoxux. [laxe pacnAaTbit ¢ XpUCTOM MPECTYNHUK OCKOp6nan Ero, a cTpamHUKKU TYT He
Aenvnu Ero oaexapl. MpucyTcTBylolwMe BCEM CBOMM BMAOM MOKa3sbiBa/iu: U3 BCEX CMepTer
Mucycy aoctaHeTcs camasa MyduTenbHas U No3opHasa. XpUCToc He oTBevan um, OH monyan.
JlMwb nocne HacTyniaeHUA TEMHOTbI, B AeBATOM 4acy, OH Bo33Ban K OTuy: «Boxe moi!
AnA yero Tbl MEHA OCTaBWUI?», U NOC/Ie 3TUX C/IOB }MU3Hb NOKMHYNa Ero.

My3bika

Y Baxa Ha nepBbI NAaH BbIXOAUT He 60XECTBEHHOCTb, @ Ye/IOBEYHOCTb YMUpaKoLLEero
Xpucta. OH Ao nocneaHero B3goxa cBuaeTenbcTByeT CBOK N060Bb KO BceM ntoasam. bax
BbIipasun 3TU YepTbl B apuu anbta ¢ XxopoMm « CMmoTpute, Uucyc pacnpoctep pyKu» (Sehet,
Jesus hat die Hand; N2 60). OnucbiBasa ¢urypy Pacnatoro, CONMCT He TONIbKO CpaBHMBAaET
Ero pacKuWHyTble pyKM C NIOGAWMUMU OGBATUAMMU, HO U U306paKaeT LWMPOKUMU HecTamMu-
pacneBamu ctpemneHue Cnacutens npuatb K rpyayd Bcex CBoMX «nTeHUoB». [pu 3Tom
obliee BreyaTsieHWe OT My3blKM — HYTKOE, HECMOTPA Ha Maxop U Aaxe 6narogaps emy.
Pa3peeHHOCTb My3blKaibHOM TKaHW MNOAYEPKHYTA MHOMECTBOM OTPbIBUCTbIX 3BYKOB:
CTaKKaTo B 6acax, «Kycauyue» Tpesu ro6oeB Aa Kayya, BECTHUKOB CKOpoi cmepTu. Monoca
BTOPOroO Xopa COMPOBOMAAIOT 3Ty KapTUHY pobKMMK Bonpocamu: « Kyaa?.. [ae?» — cnosHo
He pelasacb MOBEpPUTb, YTO XxonoAewolwme pyKU Mucyca M ecTb HapKUMe crnacuTesbHble
06bATUA.

CUMBO/IMKA

Kak 1 Kampasa aetanb napTUTypbl, Bbl6Op TOHanbHOCTU y Baxa Bceraa HanosnHeH
cmbicnoMm. Apus « CMoTpuTte, UUcyc... » HanMcaHa B TOHaJIbHOCTU MU-6emonb maop. Ctoswme
B HOTax Nnpwu Kno4e Tpu 6emona B 6apo4yHON TpaauumMmu CUMBONU3UPYIOT TpouLy, HanomuHas
o boxkecTBeHHOM Nnpupoae XpucTa. Bonbluoe 3HayeHe MMeeT NPOTUBOMNOCTaBNEHWE MY3bIKH,
3anucaHHoi B 6emonsx U auvesax. [lepexoabl Mexay 3TUMU cdhepamMu 4acTo COOTBETCTBYIOT
pPe3KUM NoBOpoTaM AeiCTBUA. BaXHO U KONMYECTBO KJIOYEBbIX 3HAKOB: YeM UX 60/blue, TeM
«XYHE» U HanpameHHee 3BYYUT 6apoyHbli 3BYKOpAA. HecnyyaHO ropectHblM peyuTaTus
«Ax, lonroda!», npeasapstowmin apuio « Cmotpute, UUcyc... », «6ayRaaeT» B TOHAIbHOCTAX
C NATbI0 6emonAMU U 6onee. >
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V. CRUCIFIXION

The Bible

On Friday evening, Jesus was crucified between two thieves. People passing by the
cross mockingly told Him, ‘... save Yourself! Come down from the cross, if You are the Son
of God!” Chief priests, elders, and Pharisees echoed the words of the passers-by. Even a
criminal crucified with Christ insulted Him, and the guards immediately divided His clothes
amongst them. Those present in all the ways demonstrated that of all the deaths, Jesus
will get the most painful and shameful. Christ did not answer them, He was silent. It was
only after dark, at the ninth hour, that He called out to His Father, ‘My God! Why have You
forsaken Me?’, and after these words, life slipped out of Him.

Music

In Bach’s work, it is not the divinity but the human nature of the dying Christ that
comes to the fore. He testifies His love for all people until His last breath. Bach expressed
these traits in the aria of an alto with the chorus ‘See, Jesus hath his hand outstretched to
grasp us’ (Sehet, Jesus hat die Hand, No. 60). Describing the figure of the crucified Christ,
the soloist not only compares His outstretched arms with loving embraces but also depicts
with broad gestures-chants the desire of the Saviour to press all His ‘hatchlings’ to His
chest. At the same time, the overall impression of the music is eerie, despite the major and
even due to it. The sparseness of the musical fabric is emphasised by a multitude of popping
sounds: staccato in the bass, ‘biting’ trills of oboes da caccia, messengers of imminent
death. The voices of the second choir accompany this picture with timid questions, ‘Where
to?.. Where?’ — as if not daring to believe that the hands of Jesus growing cold and stiff are
the warm saving embrace.

Symbolism

Like every detail of the score, Bach’s choice of key is always loaded with meaning.
The aria ‘See, Jesus...’ is written in the key of E flat major. In the Baroque tradition, the three
flats standing in the score before the key symbolise the Trinity, recalling the divine nature of
Christ. The juxtaposition of music written in flats and sharps is of great importance. Transitions
between these spheres often correspond to sharp turns of action. The number of key signs is
also important: the more of them, the ‘worse’ and more intense the Baroque scale sounds.
It is no coincidence that the mournful recitative ‘Ah, Golgotha!’, which precedes the aria
‘See, Jesus...’, ‘wanders’ in keys with five or more flats. >
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V1. NOrPEBEHUE

Bubnusa

Mo3aHO BeyepoMm, elle A0 HacTyrieHUA cy660Tbl, K lNunaTty npuiien 4enoBeKk no
umeHn Mocud ApumadeincKkuin u nonpocun teno Xpucra ana norpeéeHus. OH o6nauvn Teno
CnacuTens B YACTble OAeHAbl U NMOXOPOHMA B Nelepe, KOTOPYK KOraa-To NpUrotoBuAa Ans
cobcTBeHHOro norpebeHun: «lMonoxun ero B HOBOM CBOEM rpo6e, KOTOPbIH BbICEK OH B
CKane; u, NnpyMBanue 60NbLIOKA KameHb K ABepu rpoba, yaanunca». bbinv npu norpe6eHuu
Mapua MaraanuHa 1 apyraa Mapusa, KoTopble «CUAeNU NPOTUB Frpobaxr.

My3bika

CosepuartenbHble HOMepa B cLeHe norpe6eHUs Bo3BeLlalT npuMmuvpeHue ¢ Borom.
MapaaoKc 34ecb B TOM, YTO NPUMUPHUBLLUIACA C 4YenoBe4ecTBOM bor — 3710 BeTX03aBeTHbIN
Jo6pbiii MacTtbipb, KoToporo cHumaiot ¢ Kpecta. OTcloaa ABYN/1aHOBOCTb apuu «Yuctoty
cTaU, moe cepaue» (Mache dich, mein Herze, rein; N2 65) — npocBeTneHHOM 6apo4HOM
nacropasnu, OCHOBaHHOW Ha N1aBHOM TaHLeBa/IbHOM ABUHEHUWU. Bax co3HaTeNbHO 3aTeMHAET
Tem6poByto nanuTtpy. bBac — ronoc yenoseka, nosHaBwero cmbicn Ctpactei. CTpyHHble
UrpaloT B HAU3KOM perucrpe, Mx Ay6nuvpyloT robou Aa Kadya, CUMBOJIMYECKM HaMoOMWHasA
0 cmepTu Xpucta. Pegroe couyeTaHue NMOKOA M TeMHbIX KPacoOK OOBACHAETCA U CIOKETOM:
Ha CMeHy JAHEeBHOMY 3HOW, Ycyryonaswemy cTpagaHua HMucyca, npuxoauT BeuvepHAsA
npoxnaaa.

CUMBO/IMKA

Kasanocb 6bI, Menoaua pacrnonaraet orpaHU4YeHHbIMKA pecypcamu A4N1A OTobpaKeHUA
cmbicna cnoB. Ho KakoBa usobpetatenbHocTb Baxa! B apuu «YUCTOTY CTAMM...» TPYAHO
NPOWTM MMMO HMUBOMUCHOM Urypbl Ha cnoBe begraben («noxopoHWTb»). fonoc HecnewHo
HUCXOAUT «B MOTUIY», YTO MOAYEPKHYTO AUCCOHAHCAMW WM MUHOPHBIMWU TapMOHUAMM,
oMpavalolMMK NMPOCBET/NIEHHYI0 My3blKy. BmecTe ¢ BO3HOCAWMMWUCA B BEPXHUH PErucTp
MHTOHAUMUAMM MPOLIeHUs OHU COoOo6LLalT OAHOBPEMEeHHO W npeadvyBcTBUe HebecHoro
LlapctBa, U namatb o PacnAatuun. MNMoao6HaAa My3blKanbHaA rpatdmMKa OCO6EHHO XOpOLLO
3aMeTHa B napTUType, HO W MPU CNYXOBOM BOCMPUATUM My3biKanbHasA rpacduKka cosgaer
HYHble KOMNO3UTOPY 3BYKOBble 06pas3bl. >
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VI. BURIAL OF JESUS

Bible

Late in the evening, before the Sabbath, a man named Joseph of Arimathea came to
Pilate and asked for the body of Christ for burial. He wrapped the Saviour’s body in clean
linen and buried it in a cave that he had once prepared for his own burial, ‘He placed it in his
own new tomb that he had cut out of the rock. He rolled a big stone in front of the entrance
to the tomb and went away.’ There were Mary Magdalene and another Mary present at the
burial, who stayed beside the tomb.

Music

Contemplative acts in the burial scene proclaim reconciliation with God. The paradox
here is that God, reconciled to humanity, is the Good Shepherd of the Old Testament, who
is being taken down from the Cross. Hence the ambiguity of the aria ‘Make thyself clean, my
heart’ (Mache dich, mein Herze, rein, No. 65) — an enlightened Baroque pastoral based on a
smooth dance movement. Bach deliberately darkens the timbre palette. The bass is the voice
of a man who has come to know the meaning of Passion. The strings are played in a low
register, they are duplicated by oboes da caccia, symbolically recalling the death of Christ.
The rare combination of calm and dark colours is also explained by the plot: the heat of the
day, which aggravated the suffering of Jesus, is replaced by the evening cool.

Symbolism

It would seem that melody has limited resources to display the meaning of words.
But what an ingenuity Bach has! In the aria ‘Make thyself clean...’, it is difficult to pass by
the picturesque figure on the word begraben (‘to bury’). The voice slowly descends ‘into
the grave’, which is emphasised by dissonances and minor harmonies that overshadow
enlightened music. Together with the pleading intonations rising into the upper register, they
convey both a premonition of the kingdom of heaven and the memory of the Crucifixion. Such
musical graphics is especially noticeable in the score but even with auditory perception,
musical graphics creates the sound images the composer needed. >
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anunor

Cepaue — OCHOBHOM UCTOYHMK My3bikU « CTpacTtei no Matdeto» M ogHOBpPeMEHHO Ta
MHCTaHLMA, K KOTOPOM 3Ta My3bika obpaulaeTtca. OcBALeHUe cepaLa Kak 6yaylien rpo6HULbI
HMucyca — uenb nytewecrtBuA MO «OCTaHOBKaM» KpecTHOro nytu. 3TOT OYMCTUTENIbHLIN
puTyan umeeT obliMe ANnA MHOIMX XpUCTHMaH 3anaja cpegHeBeKoBble KOpHU. U Bce e
Be/IMKoe couMHeHue baxa poamnochb B NI0TEPAHCKOM 60rocny:eHuu. Kak TyT He BCMOMHUTD,
YTO JIlOTepaH HepeAKo YNpeKaloT 3a PacCyA04HOCTb MX Bepbl. CO CTOPOHbI MOKeT NoKa3aTbCes,
4YTO OHa TpebyeT «/ULb» 3HaHUA 3anoBefeil XpUcTa, 3anucaHHbiXx B Bu6auu, u crpororo
BbINO/IHEHUs1 UX B NOBCeAHEeBHOM HU3HU. « CTpacTM no Matdeto» He BnUcbiBalOTCA B 3TOT
cTepeoTun. 3akraouuTeNbHbliM Xop accMoOHOB He NpocTo U3obpaxaer o6pAas — cnesHoe
NOK/IOHEHHe Morune Xpucrta. « Y6aloKuBawLwmMe» pUTMbl 3TOrO Xxopa o6palleHbl He TOMbKO
K MoKoliHoMy — c 3aBeplieHWem CTpacTei YTULLIAIOTCA TEP3aHUA YeN0BEeYECKOW COBECTH.
O6peTtasa mup ¢ Borom, Mbl Haxo4WM rapMOHUIO B COGCTBEHHOM AyLle. ]
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EPILOGUE

Heart is the main source of the music of the St Matthew Passion and at the same time
the authority to which this music refers. The consecration of the heart as the future tomb of
Jesus is the purpose of following the stations on the Way of the Cross. This cleansing ritual
has medieval roots common to many Christians in the West. Yet Bach’s great work was
born in Lutheran worship service. One cannot help but remember that Lutherans are often
reproached for the rationality of their faith. From the outside, it may seem that it requires ‘just’
the knowledge of the commandments of Christ written in the Bible and strict observance of
these in everyday life. The St Matthew Passion does not fit into this stereotype. The final
chorus does not just depict a ritual — the tearful worship of the grave of Christ. The ‘lulling’
rhythms of this chorus are addressed not only to the deceased — with the completion of the
sacred oratorio, the torments of human conscience subside. When we find peace with God,
we find harmony in our own souls. ]
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pKecTp U xop musicAeterna, ocHoBaHHble aupuxepom Teogopom KypeHT3ncom

B 2004 roay, — 3T0 OAWH U3 CaMbIX BOCTPe60BaHHbIX POCCUMCKUX KOJTIEKTUBOB,

NOCTOAHHO PaCLUMPAIOLWMUI rPaHULLbl CBOMX TBOPYECKUX BO3MOMKHOCTEMN He TONbKO

B 06/1aCTU aKafeMHYeCKOW HNAaCCUKU U COBPEMEHHOW My3blKM, HO TaKHhe

B cchepe CTapUHHON My3blKM B UCTOPUYECKU MH(HOPMUPOBAHHOM UCMONIHEHWUW. BbinyueHHble

musicAeterna U Teoaopom HypeHT3ucom Ha nerbne Sony Classical 3anucu Manepa,

BeTtxoBeHa, YarKkoBcKoro, CTpaBUMHCKOrO, a Tak#e Pamo u Mouapta 6b11M BbICOKO OLLeHEHbI

My3bIKa/IbHOM KPUTHUKOM U CTanu naypeatamu npectuxHbix npemuin: ECHO KLASSIK, Edison
Klassiek, Japanese Record Academy Award, BBC Music Magazine’s Opera Award.

musicAeterna ucnonHsaet « Ctpactu no Matcteto» B 6apo4HOM cTpoe (HoTa I nepBoM

oKTaBbl = 415 ). DTOT CTPOA NPUMEPHO HA MONTOHA HUMKE COBPEMEHHOr0 U 3BYYMT YyTb
MeHee HanpsAMXeHHO, YTO Cpeau NPoYero CBA3aHO C MEeHbLUMM HaTAKEeHUEeM CTPYH.

[JyxoBHas opatopusa baxa umeet aBe peaaKkuuu: 1727 u 1736 roaos. B coxpaHusLluenca
nosaHer peAakuuK MeBuUbl U MHCTPYMEHTANUCTbl pasjefieHbl Ha ABe CaMOCTOATE/IbHble
rpynnbl, U B UCNOMHEHWU musicAeterna BbiCTynatoT ABe rpynnbl COIMCTOB, @ XOP U OPKECTp
pacnpegeneHbl Ha ABa cocTtaBa. B xopoBoW maptMuM soprano in ripieno, KOTopyilo npu
KOMMO3UTOPE WCIMONHAN XOP Manb4YMKOB, 3aHAT AETCKUMK xop «BecHa» — crapwui xop
[ETCKOM My3blKa/IbHOM XOpOBOM LWHKONblI « BecHa», co3gaHHbiM B 1965 roay, nobeautenn
MHOeCTBa MeXAYHapoAHbIX KOHKYPCOB, ABaxAbl 061asaTeslb XOpoBoW Harpaabl « paH-npu
EBponbi» (2000, 2017).

B o6oux MHCTpyMeHTalbHbIX cocTaBax — chorus primus U chorus secundus —
He6oNbluMe CTPYHHble rpynnbl. Bce WMHCTPYMEHTbI OCHalleHbl MHUAbHLIMKU CTPYHaMM,
AalowWwummn 6onee MArKoe U nerkoe 3By4yaHue, YeM coBpemeHHble. My3bliKaHTbl UCMONb3YIOT
6apoy4Hble CMbIYKU: OHM KOpo4ye M Jierye COBPEMEHHbIX, UMEIOT JIykoobpasHylo topmy.
B CTpyHHbI cOCTaB TaKike BRAOMEHA BUONa Aa ramba — CEeMMCTPYHHbIA CMbIYKOBbIA
MHCTPYMEHT C NlajamMu, LWKMPOKO pacnpocTtpaHeHHbin B XVI-XVIII Bekax. B rpynny 6acco
KOHTUHYO fno6aBneHa Teopba.

B rpynnax AepeBAHHbIX AYXOBbIX MCMONb3YIOTCA 4YeTblpe MonepevHble U ABe
npoAosibHble 6apoyHble hnenTbl U (haroTbl, a TakHKe 6apoyHbIe 060U, B TOM YUC/E peaKkue
ro6ou aA’amyp v robou ga Kad4ya. Bce 3T MHCTPYMEHTbl — COBpPEMEHHbIe KOMUKU CTapUHHbIX
o6pasuoB, cAaenaHHble €BpPONerMCKMMM MacTtepamu. OHU UMEIT HenpuBbIYHbIE, APKUEe
Tembpbl, UX IEFKO OTIMYUTb OT COBPEMEHHbIX AYXOBbIX. ™
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he musicAeterna Orchestra and Choir, founded by conductor Teodor Currentzis

in 2004, is one of the most in-demand Russian ensembles that is constantly

pushing the boundaries of its creative capabilities in the fields of academic

music of the classical period, contemporary compositions, and historically
informed performance of early music. Conducted by Teodor Currentzis, musicAeterna
has recorded with Sony Classical the works by Mahler, Beethoven, Tchaikovsky,
Stravinsky, as well as Rameau and Mozart. These recordings have received prestigious
music awards: ECHO KLASSIK, Edison Klassiek, Japanese Record Academy Award,
and BBC Music Magazine’s Opera Award.

MusicAeterna performs the St Matthew Passion in the Baroque tuning (A of the
first octave = 415 Hz). This tuning is about half a tone lower than the modern tuning and
sounds a little less tense, which is due, among other things, to less string tension.

Bach’s sacred oratorio has two editions dated 1727 and 1736. In the preserved
later edition, the singers and instrumentalists are divided into two independent groups,
so two groups of soloists perform in the musicAeterna’s interpretation of the work,
and the choir and orchestra are divided into two groups respectively. The soprano in
ripieno choral part, which was performed by a boys’ choir during the composer’s time, is
performed by the ‘Vesna’ Children’s Choir — the senior choir of the Children Choir Music
School ‘Vesna’, the winner of plenty of International competitions, twice laureate of the
Europe Grand Prix (2000, 2017).

Both instrumental line-ups — chorus primus and chorus secundus — have small
string groups. All instruments are equipped with gut strings giving a softer and lighter
sound than modern ones. Musicians use Baroque bows — they are shorter and lighter
than modern ones, and have a more convex shape. The strings also include the viola da
gamba, a seven-stringed bowed instrument with frets, widely used from the 16 to the 18t
century. A theorbo has been added to the basso continuo group.

The woodwind groups use four transverse and two longitudinal Baroque flutes
and bassoons, as well as Baroque oboes, including rare oboes d’amore and oboes da
caccia. All these instruments are modern copies of antique samples made by European
craftsmen. They have unusual, bright timbres — they are easy to distinguish from modern
wind instruments. ]
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Z/IOé & AOM AArMNEBA

KOHYepm-IHuzMa
[T

01: 50
Muna PpaéHoBa — conpaHo, CKpUNKa
/| 8 + MapuHa benosa — Teopb6a

IL DUETTO NOTTURNO

OYHble KOHLEPTbI-3HAUrMbl — OAHa M3 Tpaauuuin JlArunescKoro cecTusans,
onpeAensloWmUXx ero atMocetepy. IT0 peAKas BO3MOMHOCTb NPOBECTM cCaMmble
KOPOTKUE HOUYM B rogy, ciywas My3blKy pa3HbIX 3MOX.

Kakue MMeHHO Npou3BeAeHUA UCMOMHUAN apTUCTbl, CTAHOBUTCA U3BECTHO NWLLb
nocne 3aBepLieHUs KoHUepTa. Takoi npuem nomoraeTr COKYCHPOBaTb BHUMaHWE: ABU-
KEeHWA YYBCTB B OTBET Ha XOZ MY3blKa/bHbIX COBbITUI — BOT NpeaMeT COCPeAOTOYEHHOro
Hab/IIoAeHUA ANS BCEX YHaCTHUKOB. YraabliBaTb KOMMO3WUTOPA U CTH/Ib TOM WUJIM MHOM KOMIMO-
3ULMU TOME MOMKET ObITb YB/IeKaTe/IbHO: OTragKyU HalAyTCA B NPOrpaMMKe, KOTOPYIO Kamabli
NOJIy4UT NoC/e 3aBepLIeHUA BCTPeUM.

B 3ToM roay COG6bITUA-3HUrMbl MPOXOAAT B MWCTOPUYECKOM rocTuHoi Jloma
[aruneBa — B KOHLEPTHOM 3afie OCOGHAKA, rAe 3HaMEHWUTbIM UMMNpecapuo NpoBesn CBOU
OETCKWe rogbl. [ ]
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Z/| . O () & HOUSE OF DIAGHILEV
enigma concert
FR

01: 50
Mila Frayonova — soprano, violin
/| 8 + Marina Belova — theorbo

IL DUETTO NOTTURNO

ight-time enigma concerts are one of the traditions of the Diaghilev Festival that

define its atmosphere. This is a rare opportunity to spend the shortest nights of the

year listening to music of different eras.

It is only after the end of the concert that music works artists have performed are
revealed. Such a procedure helps to focus attention — the motion of the senses in response
to the course of musical events are the subject of careful observation for all participants in
the event. Guessing the composer and the style of a particular composition may also be
fascinating: the answers to an enigma will be found in the programme that everyone will
receive after the event.

This year, enigma concerts are taking place in the historic reception room of the
House of Diaghilev — the concert hall of the mansion where the famous impresario spent
his childhood years. [ ]
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& BOJIbLLIOM 3AJ1 NEPMCKOM ®UIAPMOHWH
KoHYepm-npesenmayus

AHCAMBJ1b MUSICAETERNA BRASS

HacynaH A6abiKanbikoB, Anekcen Hukmucopos, HuKkuta UcTtomuH,
MaBen Kypaakos — Tpy6bl

CraHucnas ABuK, Hukonai ly6poBMH — BanTOPHbI

ApmaH CypraeB, AHapeit CantaHoB, Bnaaumup KuweHKo — TpOM6OHbI
MBaH CBaTKOBCKUIN — Tyba

AmuTtpuii KnemeHok — nutaBpbl

MaKkcum CaHWH — yaapHble

Mporpamma:

| OTAENIEHUE
BRASS GOES TO OPERA

Bonbtravr Amagen Mouaprt (1756-1791)
VYBepTiopa K onepe «Bonwe6Hana dnenta» (1791)
Apua Llapyubl HOYM U3 BTOPOro akta onepbl « Bonwe6bHasa dnerta»

Puxappa BarHep (1813-1883)
Xop NUAKUIPUMOB U3 TpeTbero akTa onepbl « TaHrenzep» (1845)

Axarkomo My4yunuu (1858-1924)
CiouTa 13 onepbl « Tocka» (1895-1900)

Hak Oddenbax (1819-1880)
Bapkapona u3s Tpetbero akta onepbl « Ckasku lNodmaHa» (1873)

AxoakKuHo Poccuum (1792-1868)

®dparmeHT yBepTiopbl K onepe « Bunbrenom Tennb» (1829)
KaBaTtuHa ®durapo 13 nepBoro akta onepbl

« CeBUNbCKUM LUUPIONbHUKY (1816)

Il OTAENEHUE

BRASS GOES TO CINEMA

3HHKO MoppuKoHe, oH Yunbamc, bunn KoHtw,
BbopK, XaHc LUummep m ap.:

nonyppu U3 CayHATPEKOB K MOMNyAApHbIM hruibmam
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Z/| . O 6 @ GREAT HALL OF THE PERM PHILHARMONIC
presentation concert
FR

18:00
Zhasulan Abdykalykov, Alexey Nikiforov,
é + Nikita Istomin, Pavel Kurdakov — trumpets
Stanislav Avik, Nikolai Dubrovin — horns
Arman Surtaev, Andrey Saltanov, Vladimir Kishchenko — trombones
Ivan Svatkovsky — tuba
Dmitry Klemenok — timpani
Maxim Sanin — percussion

MUSICAETERNA BRASS ENSEMBLE

On the programme:

PART I
BRASS GOES TO OPERA

Wolfgang Amadeus Mozart (1756-1791)
Overture to the opera The Magic Flute (1791)
Queen of the Night aria from Act 2 of the opera The Magic Flute

Richard Wagner (1813-1883)
Pilgrims’ Chorus from Act 3 of the opera Tannhéduser (1845)

Giacomo Puccini (1858-1924)
Suite from the opera Tosca (1895-1900)

Jacques Offenbach (1819-1880)
Barcarole from Act 3 of the opera The Tales of Hoffmann (1873)

Gioachino Rossini (1792-1868)
Fragment of the overture to the opera William Tell (1829)
Figaro Cavatina from Act 1 of the opera The Barber of Seville (1816)

PART I

BRASS GOES TO CINEMA

Ennio Morricone, John Williams, William Conti, Bjork,
Hans Zimmer, and others: popular film music medley
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21.06
MUSICAETERNA BRASS

eMeMnCTBO KonnekTuBoB musicAeterna nononHunocb 6pacc-aHcaménem: apTUCTbI
OpKecTpa M3 rpynnbl MeAHbIX AYXOBbIX 06beAUHUAUCH NOA PYKOBOACTBOM Tpybaya
MaBna KypaakoBa. Ha [AaruneBcKom ¢ecTvBane COCTOMTCA MNepBbii 6OMbLUOH
KoHuepT musicAeterna Brass.

Mporpamma HKoHUepTa COCTOMT M3 ABYX oTaeneHuin. B nepsom — Brass Goes
to Opera — B nepenoxeHUAX AnA 6pacc-aHcambnA NPO3BYYUT My3blka U3 U3BECTHbIX onep:
or Mouapta no BarHepa. OpKecTpoBble yBepTiopbl U3 «Bonwe6Hoi cdneiitbl» Mouapta
u «Bunbrenbma TennAa» POCCHMHU U cnoxHeHrwMne apuu, Hanpumep apuvA Llapyubl Houu
13 «BonwebHon dnenTbl» Unn apuun lMNyyunuHu B clouTe U3 « TOCKWU», TPebytloT 60/bLLoM
BMPTYO3HOCTU U MacTepCcTBa ApaMaTU4YHOM KaHTuNeHbl. bapkapona us « Ckazok lNodmana»
OdtdeHbaxa HykaaeTcA B HEXHOW, U3AWHOM nogade. Bce 3TH onepHble XWTbl B HOBOM
MHCTPYMEHTaNIbHOM 060/104Ke C XapaKTePHbIMU AN1A MeAM LITPUXaMU, KpaCKamu U 3BYKOBOWM
NIOTHOCTbIO CTaHyT CIOPNPU30M ANA chaywartenei. U nvwb xop NUAMIPUMOB U3 BarHepoB-
CcKoro «TaHrensepa» CO CBOMM CYpOBO-3KCTaTUYECKOM nadocom, HanpoTMB, C/IOBHO cam
CTPEMUTCA HaBCTPeYy Meau.

BTopoe oTaeneHue KoHuepTa HOCUT Ha3BaHWe Brass Goes to Cinema. CoBpemeHHas
KUHOMY3bIKa B NepesioeHUAX ANA Meau Npu3BaHa pasB/iedb U pasBece/IMTb He TOJIbKO Chy-
Latesiel, HO U caMMx UcnonHuTene. musicAeterna Brass He U3MeHAET CTapuHHbIM penep-
TyapHbIM TpaauumMam 6pacc-aHcamébnei. o KpaiiHen mepe, ¢ XVIII Beka oHM ucnonHanU
NonynApHYIo, y3HaBaeMmylo, TaHLEBa/bHYIO My3blKy — 4allle BCEero Ha niaeHape. m
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21.06
MUSICAETERNA BRASS

brass ensemble has been added to the musicAeterna family: the artists from the
brass section of the orchestra united under the leadership of trumpeter Pavel
Kurdakov. The first big concert of musicAeterna Brass will take place at the
Diaghilev Festival.

The concert programme consists of two parts. In the first part, Brass Goes to Opera,
music from famous operas from Mozart to Wagner will be performed in brass ensemble
arrangements. Orchestral overtures from Mozart’s The Magic Flute and Rossini’s William
Tell as well as the most complex arias — for example, the aria of the Queen of the Night
from The Magic Flute or Puccini’s arias in the suite from his Tosca — require great virtuosity
and mastery of dramatic cantilena. The barcarole from Offenbach’s The Tales of Hoffmann
needs a gentle, elegant presentation. All these hits of opera in a new instrumental envelope
with accents, colours, and sound density characteristic of brass will surprise the audience.
And only the Pilgrims’ Chorus from Wagner’s Tannh&duser with its austerely ecstatic pathos,
on the contrary, seems to be calling for brass.

The second part of the concert is titled Brass Goes to Cinema. Modern film music in
arrangements for brass ensemble is designed to entertain and amuse not only the audience
but also the performers themselves. musicAeterna Brass won’t uphold the long-standing
traditions of brass ensembles repertoire. Since at least the 18" century, brass ensembles
have performed popular, recognisable, dance music — most often in the open air. u
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Z/l . O 6 & YACTHAA ®UNAPMOHHUA « TPUYMD»
KamepuvlLil Konyepm
T

/72:00
AHcam6nb Miludus:

/|é + Muna ®paéHoBa — BOHKan, CKpPUMNKa
WUBaH HabopLuHMKOB — CKpUMNKa
Onbra ®ununnoesa — KNaBeCUH
MapuHa Benosa — Teopba
AnekcaHap 'yniMH — BUONOHYeNb

LA FOLIE

Perunccep — Enusaseta Mopos
Mporpamma:

Man-barucr Jlionnu (1632-1687)
Apwusa Di rigori armata il seno, 4-# Bbixog, 5-1 aKT
Komeauu-6aneta « MewaHuH Bo aBopAHcTBe», LWV 43 (1670)

dpaHyecko Mapusa BepauvHu (1690-1768)

CoHaTta A1 CKPUNKKU U 6aCCO KOHTUHYO pe MUHOp, N2 12
u3 cbopHMKa 12 Sonate Accademiche, op. 2 (o 1744)
Passagallo: Largo assai

Allegro ma non presto

Adagio

Ciaccona: Allegro ma non presto

Neopr ®puapux leHaennb (1685-1759)
KanTtarta La Lucrezia (O Numi eterni)
AJIA CoOnpaHo U 6acco KOHTUHYO tha muHop, HWV 145 (1706)

®dpaHyecko AxemuHuanu (1687-1762)

CoHaTta AN CKPUNKK U 6aCCO KOHTUHYO pe maxop, N2 1, H. 85
M3 cO0pHUKa «12 coHaT AnA CKPUMNKKW», op. 4 (1739)

Adagio

Allegro

Largo

Allegro assai

Han-dununn Pamo (1683-1764)

Apusa Besyvua (La Folie) Aux langueurs d’Apolion

M3 2-ro aKTta onepbl-6aneta «lMnateqa, unn PeBHuBas KOHoHay,
RCT 53 (1745)
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Z/l . O 6 @& PRIVATE PHILHARMONIC ‘TRIUMPH’
chamber concert
FRI

/7:00 |

16 + Mila Frayonova — vocals, violin
Ivan Naborshchikov — violin
Olga Filippova — harpsichord
Marina Belova — theorbo
Alexander Gulin — cello

LA FOLIE

Director — Elizaveta Moroz
On the programme:

Jean-Baptiste Lully (1632-1687)
Aria Di rigori armata il seno, entrée 4, act 5 of the comedy-ballet
Le Bourgeois gentilhomme (‘The Middle-Class Gentleman’), LWV 43 (1670)

Francesco Maria Veracini (1690-1768)

Sonata for Violin and Basso Continuo in D minor, No. 12
from the collection 12 Sonate Accademiche, Op. 2 (before 1744)
Passagallo: Largo assai

Allegro ma non presto

Adagio

Ciaccona: Allegro ma non presto

George Frideric Handel (1685-1759)
Cantata La Lucrezia (O Numi eterni)
for soprano and basso continuo in F minor, HWV 145 (1706)

Francesco Geminiani (1687-1762)

Sonata for Violin and Basso Continuo in D major, No. 1, H. 85
from the collection 12 Sonatas for Violin, Op. 4 (1739)

Adagio

Allegro

Largo

Allegro assai

Jean-Philippe Rameau (1683-1764)

Aria of Madness (La Folie) Aux langueurs d’Apolion
from Act 2 of the opera-ballet Platée ou Junon jalouse
(‘Plataea, or Juno Jealous’), RCT 53 (1745)
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104N HEU36EKHO CTOJIb 6e3yMHbI, YTO 6bI10 6bI 6€3yMUeM BNacTb B MHOE
6e3ymme — He ObiTb 6e3yMHbIM». Tak ckasan bnes lNackanb, oauH U3
(( camblx HabnwoaaTtenbHblx Mbicnutenen XVIlI Beka. Besymue, la folie,

NPOHU3bIBaNo cobon ero Typ6yNeHTHYIO anoxy. OnycTolmuTebHble penu-
rMo3Hble BOWHbl U GUTBbI 3@ HAcNeACTBO CMEHANIMCb KOPOTHKUMWU Nepuosamu 3aTHLLbA.
Mo aoporam EBponbl B nonbiTKax 06birpatb cyab6y CTpaHCTBOBaU aBaHTIOPUCTbI. MCKyc-
CTBO HOBOIO BEKa, Ha4aBLUMCb UCTOpUEN cymacliecTBuA [loH KuxoTa, ¢ KamAabiM rogom Bce
60s1ee NpUCTaNIbHO BrNAAbIBaNOCh B TEMHbIE MNy6MHbI Yesl0BEYECKUX CTpacTei: BO BNacTb
6e3ymua nonagany Opnavao v lepHynec, leHpu [Mépcenn BbIBOAWN AYLIEBHOGOJbHbIX
Ha CUEHYy B CBOMX NecHAX, a Yunbam XorapT 3aKkaH4yuBa/i MCTOPUIO MOBECHbI AOJIFOBOM
TIOPbMOW U yTpaTon pasyma.

B ueHTpe KoHuepta La Folie aHcambna Miludus — KaHTata «Jlykpeuusa» leopra
dpuagpuxa lNeHpena. OHa counMHeHa BO BpemMA npe6blBaHWA Komno3utopa B WUTanuu
M HanucaHa Ha TeKCT PUMCKOro KapavHana beHegetTto Mambunm, Yybemy nepy NpUHaANERUT
TaKk#e «Tpuymd BpemeHn u PasouyapoBaHuA», npembepa npoworogHero AAaruneBcKoro
thectuBana. «Jlykpeuua» — aKTUYECKU OnepHaA ClLeHa, B KOHAEHCUPOBAHHOM BuUAe
u3narawowas UCTOPUIO A06POAETENbHON PUMISHKKA, KOTOPYID M3HAcKIOBan LAPCKUWA CbiH.
He BblHecA nosopa, oHa paccKkasana o CAy4YMBLUEMCA MYXKY U 3aKonona ceba Ha ero rnasax.
Mysbika noHa4yany TpaaMUMOHHO YyepeayeT peyuTaTuBbl ¢ apuAMM da capo, HO BO BTOPOW
NnoNoBUHE KaHTaTbl BbIXOAUT U3 6eperoB: HeOXMHAAHHbIE NepeMeHbl TeMNna U KOPOTKHE,
pBaHble pa3bl BbipaxKawT haTtasibHOe UCCTYIN/IEHUE repOUHM.

KaHTaTy OKpy*alT CKpUNUYHbIE COHaTbl ABYX UTanbAHUEB: PpaHuYecKo BepaunHu
u dpaHyecKko AxemMmuHuaHu. O6a 6b11M BblAAIOWMMAUCA CKpUNayaMu, MHOrO NyTewwecTBo-
Banu no EBpone 1 BcTpeyanucb B JloHaoHe. [na CKpUNKKU o6a nucanu My3blKy Ha npeaene
TEXHUYECKUX BO3MOKHOCTEN CBOEI 3MOXH, U306peTaTe/IbHYI0, SKCTPaBaraHTHYIO U He Bceraa
NOHATHYIO cOBpeMeHHMKaM. B coHaTax 06a BbIrnAAAT HacneaHMKamu ApkaHareno Kopennu,
YbM COYMHEHUA B KOHLEPTHOM CTWMNE 3HaAMEHYIOT CO6OM Havano BbICOKOrO 6GapOKKO.
WX my3blKa He noapakaeT MeHUI M MOoJib3yeTCA BCeMU NPEeUMyLLECTBAMU COJIUPYIOLLEro
MHCTpyMeHTa. OHa AMHaMHU4Ha, 60rato OpHameHTMpoBaHa M O6beaMHAET B OAHO Lenoe
BUPTYO3Hble Maccaxu, TaHueBa/lbHble PUTMbl, KOHTPAMNYHKTUYECKUE YNpaxHEHUA U TOHKO
BapbUpyeMmble rapMOHUYeCKHe hopMy/bl. >
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‘ en are so necessarily mad that not to be mad would amount to another form

of madness.” That is what Blaise Pascal said, one of the most observant

thinkers of the 17*" century. Madness, la folie, permeated his turbulent era.

Devastating religious wars and inheritance battles were followed by brief

periods of peace. Adventurers roamed the roads of Europe in an attempt to beat fate.

Beginning with the story of Don Quixote’s madness, the art of the new century with every

passing year looked more and more intently into the dark depths of human passions —

Orlando and Hercules succumbed to the power of madness, Henry Purcell brought the

mentally ill to the stage in his songs, and William Hogarth ended the story of a rake with debt
prison and lunacy.

The La Folie concert by the Miludus Ensemble is centred on the cantata Lucretia by
George Frideric Handel. It was composed during the composer’s stay in Italy and written to
a text by Roman Cardinal Benedetto Pamphili who was also the author of Il trionfo del tempo
e del disinganno (‘The Triumph of Time and Disillusion’), the premiere of the last year’s
Diaghilev Festival. Lucretia is actually an opera scene, in condensed form telling the story of
a virtuous Roman woman who was raped by the emperor’s son. Unable to endure the shame,
she told her husband about the incident and stabbed herself in front of his eyes. The music,
at first, traditionally alternates recitatives with da capo arias but in the second half of the
cantata comes out of its banks — unexpected changes of tempo and short ragged phrases
express the fatal frenzy of the heroine.

The cantata is surrounded by violin sonatas by two Italians — Francesco Veracini
and Francesco Geminiani. They both were outstanding violinists who travelled extensively
in Europe and met in London. Both wrote music for the violin at the limit of the technical
capacities of their time; it was inventive, extravagant and not always understandable to
contemporaries. In the sonatas, both look like heirs of Arcangelo Corelli, whose concert style
works mark the beginning of the High Baroque. Their music does not imitate singing and
enjoys all the advantages of a solo instrument. It is dynamic, richly ornamented and blends
virtuoso passages, dance rhythms, contrapuntal exercises, and subtly varied harmonic
formulas into a single whole. >
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MILUDUS: LA FOLIE

OTKpbIBalOT M 3aKpbiBalOT Beyep apuu ABYX KIACCUKOB (hpaHLYy3CKOro 6apoKKo:
Maun-Batucta Jlionnu 1 Man-Oununna Pamo. Cnekrtaknu, OTKyAa M3B/€YeHbl apwvu,
06beAnHSAeT HenaHue repoeB NPeoAoneTb BNAcTb C/IOKUBLIErOCA COLMaNbHOro nopsaaKa.
HypaeH, nportaroHuct «MewaHMHa BO ABOPAHCTBE», COBMECTHOIO cneKktakna Jlonnu
v Monbepa, — 6ypiya, KOTOpbI NOY4YHUN ABOPAHCKUIM TUTY/, HO MEYTaeT O HEAOCTUHRUMOM
A1 Hero cTaTyce Hac/ieACTBEHHOro apucTtokpara. Humda Mnaresa us onepbl Pamo y6eraeHa,
4yTO BNOGNEHHDbIA KONUTEp MOMKET BO3HECTU ee Ha 60see BbICOKOE MeCTO B 60eCTBEHHOM
MepapxuM, HeHenn HanucaHo el Ha poay. dnoxa Ctaporo nopaaKa Buaena B TaKMX 3abiy-
HAEHUAX onacHoe OTCTYM/IeHWe OT pasyma, rpaHuyaliee ¢ cymacllecTBUeM U AOCTOMHOe
HakasaHuA. JIlonnM BKAOYaeT B KOMeAUIO AMBEPTUCMEHT Hauuii U CoOuMHAET apuio, TeKCT
KOTOPOM COCTaB/NIEH U3 UTA/IbAHCKUX OMEPHbIX K/WLIe O «CNaAO0CTHbIX MyKax o6Bu» (aBa
Cc nvwHMM BeKa cnyctA Puxapa LWtpayc B «KaBanepe po3» HanuweT Ha 3TOT e TEKCT
napoauto Ha apuio lNyyunHu). B onepe Pamo Besymue nosaBnsaeTcA Ha CLEHEe KaKk NepcoHax
M paccKasbiBaeT UcTtopuio [ladHbl, oTBepriuei npuTA3aHMA AnonsoHa M npeBpalleHHOM
B AepeBo: KynuaoH Bceraa MCTUT, U N1I060Bb HECTOKa, KOrAaa OH B APOCTH.

EnnsaBeta Mopo3, pemuccep:

(( KamepHbii My3blkanbHbIA Beyep npeanonaraeT TeaTpasbHOE MNeperxuBaHue,
BO BPEMA KOTOPOro 3pUTEeNIM CNeAAT 3a MOoMNbiTKAMU repoMHM paccibiatb
CcO6CTBEHHOE CO3HaHWEe U HaluTU NPUMUPEHUe C Tep3aloWuMK ee NPOTUBOPEYUAMMU.
BHYTPU repouHU-neBuLbl CKPbIT He OAWH TOMOC, HO Uenblid por ronocos. Mopoi

MX He paso6patb. Mopoi oHWM npoTuMBopevaT apyr Apyry. Mpouecc pacwrdpoBKU
BHYTPEHHUX MOJIOCOB M BO3MOMKHOCTb YC/IbllaTh caMoro ce6a — LieHTpanbHasa Tema
AEeNCTBUAY. u
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MILUDUS: LA FOLIE

The evening opens and closes with arias by two French Baroque classics —
Jean-Baptiste Lully and Jean-Philippe Rameau. The operas containing these arias are
united by the desire of the characters to overcome the established social order. Jourdain,
the protagonist of Le Bourgeois gentilhomme (‘The Middle-Class Gentleman’), a co-authored
work by Lully and Moliére, is a bourgeois who received a title of nobility and dreams of
the status of a hereditary aristocrat which is unattainable for him. The nymph Plataea from
Rameau’s opera is convinced that Jupiter in love can elevate her to a higher place in the divine
hierarchy than that she is destined to. The era of the Ancien régime saw such delusions as
a dangerous departure from reason, bordering on madness and worthy of punishment. Lully
includes a divertissement of Nations in the comedy and composes an aria, the text of which
is made up of Italian opera clichés about the ‘sweet torments of love’ (more than two
centuries later, Richard Strauss in Der Rosenkavalier (‘The Cavalier of the Rose’) will write
a parody of Puccini’s aria on the same text). In Rameau’s opera, Madness appears on stage
as a character and tells the story of Daphne, a nymph who rejected Apollo’s courtship and
was turned into a tree — Cupid always takes revenge, and love is cruel when he is furious.

Elizaveta Moroz, director:

A chamber music evening infers a theatrical experience, as the audience follows
the heroine's attempts to hark to her own consciousness and find reconciliation with
the contradictions that torment her. There is not just a single voice hidden inside the
heroine, but a whole swarm of voices. At times one can't make them out. At other
times they contradict each other. The process of deciphering the inner voices and the
opportunity to hear oneself is the central theme of the performance.’ |
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AATNAEBCKIN
GECTUVBA /1b-2024

/706

DIMENSIONS
TOXOXAEHINA

[TOBECHI

COANHUEBOPO T




ZZOé & AOM AArMNEBA

KOHYepm-IHuzMa
Cb

Moproc Kanyauc (Mpeuusi) — BUOMOHYENb,
/| 8 + KlaccUyecKana KPUTCKaA aupa

DIMENSIONS

OYHble HKOHLUEPTbI-3HUIMbl — OAHa W3 Tpaauumn [larunesckoro cecTuBans,
onpeaensilolMX ero atmocetepy. 3To peaKasd BO3MOMHOCTb MPOBECTU caMmblie
KOPOTKWE HOYM B roay, ciylan My3blKY pa3HbIX 3MOX.

Kakue MMeHHO npousBeAeHUA UCMOJIHUAW apTUCTbl, CTAHOBUTCA U3BECTHO JiMLIb
nocne 3aBeplUeHWUs KOHUepTa. Takol npuem nomoraet cOKycMpoBaTb BHUMaHue: ABU-
EeHUA YYBCTB B OTBET Ha X0A4 My3blKa/ibHbIX COGbITUA — BOT NpeaMeT COCPeAOTO4EeHHOro
HabnAeHUA ANA BCEX YHaCTHUKOB. YraabiBaTb KOMNO3UTOPA U CTU/Ib TOW UK MHOW KOMMNO-
3ULMK TOHKE MOKET 6bITb YBNIEKATE/IbHO: OTFaAKU HAWAYTCA B NPOrpaMMKe, KOTOPYIO KaMAabli
NoNy4YuT Nociie 3aBepLUeHUA BCTPEYH.

B 3TtoM roay CcOGbITUA-3HUIMbI MPOXOAAT B WMCTOPUYECKOW rocTUHOM [loma
JAruneBa — B KOHUEPTHOM 3ajie 0CO6HAKA, rAe 3HaMeHUTbIM MMNpecapuo NpoBesl CBOU
AeTCKue rogbl. |

57




ZZ . D é 5} HOUSE OF DIAGHILEV
SAT enigma concert

01: 30
18+

DIMENSIONS

Yiorgos Kaloudis (Greece) — cello, classical Cretan lyra

ight-time enigma concerts are one of the traditions of the Diaghilev Festival that

define its atmosphere. This is a rare opportunity to spend the shortest nights of the

year listening to music of different eras.

It is only after the end of the concert that music works artists have performed are
revealed. Such a procedure helps to focus attention — the motion of the senses in response
to the course of musical events are the subject of careful observation for all participants
in the event. Guessing the composer and the style of a particular composition may also
be fascinating: the answers to an enigma will be found in the programme that everyone will
receive after the event.

This year, enigma concerts are taking place in the historic reception room
of the House of Diaghilev — the concert hall of the mansion where the famous impresario
spent his childhood years. [}
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& MEPMCKWI TEATP OMEPbI U BANETA

2206 * MTPEMbEPA
CB onepa

Uropb CtpaBuHcKkui (1882-1971)
19:00  «noxomAEHUA NOBECDI» (1951)
Jlnbpetto YncreHa Xbto OgeHa u Yectepa HonmeHa
23 . O é no rpastopam Yunbama Xorapra

B C My3biKafbHbI PYKOBOAWUTENb MOCTAHOBKU U AUPUKED —

®depop JleaHés
ZU . O O Pexuccep-noctaHoBWUK — AHapen MpUKOTEHKO
XyAOKHUK-NoCcTaHOBWMUK — Onbra LWaunwmenawsunm
/Ié + XyAoKHUK no cBeTy — KOHCTaHTUH BUHKKUH
BuaeoxyaoxHuk — Unba Ctapunos
LpudT 1 BepcTka TuTpoB — 3axap AwuH
XopmencTepbl-NOCTaHOBLUMKU —
EKaTtepuHa AHTOHeHKo, BAayecnaB Ko3neHkKo
Aupuxep-accucteHT — UBaH XyaakoB-BeaeHAnuH
AccucTteHT perunccepa — TaTbAHa MonyaKkToBa
HKoyu no aHrnuickomy A3blky — EraTtepuHa lMNeTKoBa

NOCTAHOBKA ABTOp nNepesoaa NM6peTTO U TUTPOB — AHacTtacua KasakoBa
NEPMCKOTO MomowHMKK peruccepa — Masen ly6eHKo, AMUTpUI YCUKOB,
FOCYAAPCTBEHHOTO BaneHTtuHa Konbinosa, Oner Nynbko

AKAZEMMECKOTO lMoMOLLHMK pexnccepa No apTUCTam BCromoraTeslbHOro cocraBa —

TEATPA OMEPbI W BANIETA KoHcTaHTUH OntoHUH
wm.n.n.uaiikosckoro KOHLLEpTMencTepbl — Onbra Boykapesa, AHacTtacusa MBaHoBa,

B PAMKAX dnopa MycuHa, HaHHa UcxaKkoBa, Hatanba Kupunnosa,
AATUREBCKOTO FanuHa 3HameHcKasn, dvimnua JonraHosckas, KpuctuHa Bacton
oEcTUBANA Meparor-penetutop no 6anety — Uropb ConosbeB
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S AT opera

Igor Stravinsky (1882-1971)
19: UD THE RAKE’S PROGRESS (1951)

Libretto by Wystan Hugh Auden and Chester Kallman
ZB . O 6 based on the engravings of William Hogarth

S U N Musical Director and Conductor — Fedor Lednev
Stage Director — Andrey Prikotenko

ZO . O O Set and Costume Designer — Olga Shaishmelashvili
Lighting Designer — Konstantin Binkin

/|6 + Video Designer — llia Starilov
Font and Surtitles Layout — Zakhar Yashchin
Chorus Masters — Ekaterina Antonenko, Vyacheslav Kozlenko
Assistant Conductor — lvan Khudyakov-Vedenyapin
Assistant Stage Director — Tatiana Poluektova
English Language Coach — Ekaterina Petkova
Libretto and Surtitles Translation — Anastasia Kazakova
Stage Managers — Pavel Dubenko, Dmitry Usikov,
Valentina Kopylova, Oleg Gulko

PERM OPERA Stage Manager for Extras — Konstantin Olyunin

anp BaLLeT THeaTRe  Accompanists — Olga Bochkareva, Anastasia Ivanova, Flyura
PRODUCTION Musina, Zhanna Iskhakova, Natalia Kirillova, Galina Znamenskaya,
AS PART OF THE Emilia Dolganovskaya, Kristina Basyul

oiacHiLev Festvae  Répétiteur — Igor Soloviev
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Je#cTBylowme nMua U UCNONHUTENN:

TpynaBs — Tumodein MaBneHKo, AnekcaHap Eropos

3HH TpynaBs — ErartepuHa MpoueHKo, UpuHa BalikoBa

Tom Paiikyann — Bopuc Pyaak, KapneH MaHyKsaH

Huk Waaoy u Haasupartenb B Beaname — Uropb MNoaonnenos
MartywKa lNycbiHa — TatbAHa KamuHcKana, EkaTtepuHa Bauyk
Ba6a-TypyaHka — Hatanba byknara, Hatanua JlacKkoBa
Cennem — Anatonuit LnumaH, JaHuc XysuH

MapTua KoHTMHYO — AneKceit CyyKoB

Xop 1 opKecTp MepMcKoro rocyaapCTBEHHOro aKkageMU4eCcHoro
TeaTpa onepbl U 6aneta um. lN. K. YariKoBcKoro

ApTuUcTbl MMMaHca — BepoHuKka MMnbmyTanHoBa,
AHactacuna puropsaH, AHactacua KysoBnesa,

AnToHuMHa lMacTyxoBa, UpuHa PyauHa, Jlaypa XacaHwuHa,
Bnaaumup KupbaHos, AnekcaHap J1anuH,

KoHcTtaHTuH OntoHuH, Cepreit YupKos

[eHepanbHbIA gUpeKkTop TeaTpa — AHHa Bonk

naBHbIM gupuxKep — Bnagnmup TKaueHKo

PykoBoguTenb 6anetHon Tpynnbl — Anekcer MUPOLLUHUYEHKO
MnaBHbI xopMmencTep — EKaTepvHa AHTOHEHKO
MporpamMmHbIi aupeKTop — AMUTPUA PeHaHCKUit
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Cast:

Trulove — Timofey Pavlenko, Alexander Egorov

Anne Trulove — Ekaterina Protsenko, Irina Baikova

Tom Rakewell — Boris Rudak, Karlen Manukyan

Nick Shadow and Keeper of the Madhouse — Igor Podoplelov
Mother Goose — Tatiana Kaminskaya, Ekaterina Bachuk
Baba the Turk — Natalia Buklaga, Natalia Lyaskova

Sellem — Anatoly Shliman, Danis Khuzin

Continuo — Alexey Suchkov
Chorus and Orchestra of the Perm Opera and Ballet Theatre

Extras — Veronika Gilmutdinova,

Anastasia Grigoryan, Anastasia Kuzovleva,

Antonina Pastukhova, Irina Rudina, Laura Khasanshina,
Vladimir Kiryanov, Alexander Lyalin,

Konstantin Olyunin, Sergey Chirkov

General Manager of the Perm Opera — Anna Volk
Principal Conductor — Vladimir Tkachenko

Head of the Ballet Troupe — Alexey Miroshnichenko
Principal Chorus Master — Ekaterina Antonenko
Program Director — Dmitry Renansky
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12—123.06
«NOXOXAEHWA NOBECH!»

pembepa « MoxoxaeHU noBecbI» cocTosANach B BeHeuuMaHCcKoM TeaTpe Jla deHuye

B 1951-M, yepe3 ueTblpe roga nocne Toro, Kak Uropb CTpaBUHCKUKA yBUAEN

Ha BbiCTaBKe B YMKaro o4HOMMEHHYIO cepuio rpaBtop YunbAama Xorapta. JIM6peTTo

K onepe Hanucan noat YucteH Xbto OfeH, ¢ KotopbiM CTPaBUHCKOrO NO3HAKOMWII
ux obwmin apyr Onpoc Xakcnu. Moa nepom OpeHa cloxeT Xorapta U3 oyepKa 6bITOBbIX
HPaBOB MPEBPaTU/ICA B MOPasibHYIO MPUTYY, @ NEPCOHaMKMU CTaiu CUMBOSAMHU OTBIE€YEeHHbIX
NOHATWI: aBaHTIOPU3Ma, NUMGEepTUHa)a, 4YyBCTBa A0/ra, Be4YHOU No6BU. «lloxoxaeHUA
noBechl» BOCKPELLAKT AyX NO33MK U TeaTpa BpEMEH apuCToKpaTuyeckoro Ctaporo nopsaka.
3pecb cenbcKaA HEBUMHHOCTb MPOTUBOCTOMT UCMOPYEHHOM FOPOACKOM MWU3HWU, CBOEBOJIME
HaKa3sblBaeTcA, NPa3AHOCTbL BBepraeT B rpex, MeHLWUHbl HOCAT 60opoabl, loaM NpeBpalla-
I0TCA B CTaTyW, MallMHbI AeNaloT X1eb U3 KamHel, a pAAOM C reposiMU AeUCTBYIOT KynnaoH,
BeHepa, ®opTyHa U cam AbABOA.

«MoxomaeHnA noBecbl» — eaUHCTBEHHasA Y CTpaBUMHCKOro 60/bluan onepa B TOYHOM
CMbIC/le CNoBa: HOMepHas, MHOroaKTHasl, He CMeLlaHHasA ¢ APYruMU KaHpamu. CounHeHne
ee No CTPOruM KJ1aCCHYECKUM KaHOHaM CTasio A/ KOMMO3MTopa MaHUMheCTOM U OTNpPaBHOM
TOYKOW ANA MOAEPHUCTCKUX Urp: CTpaBUHCKUIA noAYepKMBaeT napafoKCcasbHOCTb onepbl
Kak My3blKanbHOM (hopMbl, 3acTaBnAEeT C/IOBO U My3biKy UPOHU3UPOBATb APYr Ha ApPYrom,
a B orpaHU4YeHUAX Haxo4MUT TBOPUYECKYIo cBo6oAy. « [ToXoxAEeHUS NOBECHI» CO CMEXOM MAAAT
Ha XVIII BeK, oTpaan ero B KpuBoM 3epKane. Ho napoausa ana CTpaBMHCKOro — 3HaK yBa-
HEHUA: XOPOLLO CNapoAUPOBaTbh MOMHO TO/IbKO TO, YTO 3Haellb U KPenKo NIo6ULLb. >
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11—-23.06
THE RAKE'S PROGRESS

he premiere of The Rake’s Progress took place at Venice’s Teatro La Fenice

in 1951, four years after Igor Stravinsky saw the eponymous series of engravings by

William Hogarth at the exhibition in Chicago. The libretto for the opera was written

by poet Wystan Hugh Auden, to whom Stravinsky was introduced by their mutual
friend Aldous Huxley. Under Auden’s pen, Hogarth’s plot turned from an essay on everyday
morals into a moral parable, and the characters became symbols of abstract concepts —
adventurism, libertinage, sense of duty, or eternal love. The Rake’s Progress resurrects
the spirit of poetry and theatre from the era of the aristocratic Ancien régime. Here, rural
innocence confronts spoiled urban life, self-will is punished, idleness leads to sin, women
wear beards, people turn into statues, cars make bread from stones, and Cupid, Venus,
Fortune, and the Devil himself act next to the human protagonists.

The Rake’s Progress is Stravinsky’s only major opera in the accurate sense of
the word — a multi-act composition with numbers, unalloyed with any other musical and
theatrical genres. For the composer, writing it according to strict classical canons became a
manifesto and a starting point for modernist play — Stravinsky emphasises the paradoxical
nature of opera as a musical form, makes word and music ironically mock each other,
and finds creative freedom in limitations. The Rake’s Progress laughingly looks at the 18"
century, reflecting it in a funhouse mirror. However, a parody for Stravinsky is a sign of
respect — you can only parody well what you know and love deeply. >
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12—123.06
«NOXOXAEHWA NOBECH!»

dJerp J1eAHEB, aupwep:

(

YT106bI HAaWTKU KAOYU K My3bike CTpPaBMHCKOro, HYXHO CHavyana yBUAETb 3aMKM,
KoTopble TpebyeTcA OTKPbITb. KOMMO3UTOP NOCTOAHHO OOMaHbIBaeT OMUAAHWUA:
OpKecTp NoaAepUBaeT ACHble, MeIoAUYHble BOKa/bHble MapTUX U TYT e couBaeT
C TOJIKY HEOMMAAHHBIMW NOBOPOTAMH, AUCCOHAHCAMK, PUTMUYECKUMU U TOHANIbHBIMU
caBuramu. B mysbike CTpaBMHCHKOro Bceraa ecTb HEeKWin 25-il Kaap: moacnyaHble
TEeYEeHUA COMpPOBOMKAAIT BEPXHWUH, COOLITUMHBLIX C/NOW onepbl — W TEKCTOBbIH,
M My3blKanbHbli — KU TPe6YIOT pacluMdpPOBKH.

B “MoxomaeHuax nosecbl” mHoro MouapTta u Mépcenna: B 3BYKOBOM 06/MKe,
LUTPUXaX M, KOHEYHO, My3blKaJbHOW CTPYKType. 34eCb €CTb pevyuTaTUBbl U apuu,
KaBaTWHa, KabaneTTa, Ay3Tbl, TEPLET, KBAPTET — BCE, YTO NOJIOMEHO B KNACCUYECKOM
HOMepPHOK onepe (He NpocTaB/eHbl TOIbLKO HOMEpPA, U 3TO A cAenan cam AnA yaobcTea
pa6otbl). OagHaKo He BCE Tak npocto. B3ATb nobyio apyio Aa Kano: B MoBTOpe
Ha4yanbHOro pasgesnia Y4yTb U3MEeHAITCA OPKECTPOBKa, MOTUBbI — 3TO YKe Bapuauus,
a He noBTOp. YTO 3TM M3MEHEeHWUA O3Ha4alT ANA WCMOMHWUTENEeN U chaylwateneu,
TpebyeTcA crneuuanbHO BbIACHATb B Karmaom Homepe. JIubperto YucrteHa OgeHa —
TOMe 3aMOK, K KOTOPOMY HYKHO noabupaTb KAuh. ITO BUTUEBATbIM, CHNOHHO
YCTPOEHHbIA TEKCT C MHOXKECTBOM ai/Il03UH, OTCbIZIOK U NOATEKCTOB.

Mexay Tem, npy BCceid MHOrocsioiMHoM urpe ¢ matepuanom, CtpaBMHCKMIA U OaeH
Hanucanu BMnosiHe cepbe3Hylo onepy. bonesHeHHble pednekcun Toma U BCA NMHUA
3HH 06x0AATCA 6e3 NIYKaBCTBA M KaBbl4eK: 3TO — MpPAMOe, UICKPeHHee BblpareHue
4YyBCTB. DHH B camom aene to6uT Toma. Tom B3anpaBAay CXOAWUT C yMa U CTpajaerT.

B onepe ecTb TeaTp B TeaTpe: 3MUJ/Or, B KOTOPOM NepCcoHaxu c6pacbiBaloT MacK1
U “ynTaloT mopanb”’, Kak B “ZloH HyaHe” 1 “3010TOM NeTylKe”, UK CLeHa C Yyao-
MaluuHom, rae HuK obpaliaeTtca HanpAMYo K Ny6/inKe, paspyluas “4eTBepTyio CTeHy”.
EcTb 3a6aBHaA cueHa ayKkuuoHa. Ho 3By4UT BCe 3TO COBCEM HE CMELLHO: YTO MOXKET
6bITb CMELLHOro B 3auUrpbiBaHUMU C TaKOM CUJIOM, KOTOpYIo ABAseT coboi HUK?» >
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11—-23.06
THE RAKE'S PROGRESS

Fedor Lednev, conductor:

In order to find the keys to Stravinsky’s music, one must first see the locks that need
to be opened. The composer constantly upsets expectations: the orchestra supports
clear, melodic vocal parts and immediately confuses the listener with unexpected
turns, dissonances, rhythmic and tonal shifts. There is always a certain 25" frame
effect in Stravinsky’s music — underlying currents accompany the upper event level
of the opera — both textual and musical — and require deciphering.

There is a lot from Mozart and Purcell in The Rake’s Progress: in its sound
appearance, articulation and, of course, in musical structure. There are recitatives
and arias, a cavatina, a cabaletta, duets, a tercet, a quartet — all it takes to make
a classical number opera (only the numbers are not marked, so | did this myself
for ease of reference). However, it is not all that simple. Take any da capo aria —
in the repetition of the initial section, the orchestration changes slightly, the motifs
are already a variation, not a repetition. What these alterations mean for performers
and listeners needs to be specifically clarified in each number. The libretto by Wystan
Auden is also a lock to which you need to find a key. It is an ornate and complex text
packed with allusions, references and subtexts.

Meanwhile, putting aside all the multi-layered play with the material, Stravinsky
and Auden wrote quite a serious opera. Tom’s painful reflections and Anne’s whole
storyline go without guile and quotation marks: this is a direct, sincere expression
of feelings. Anne truly loves Tom. Tom loses his mind and suffers for real.

The opera has a “theatre within theatre” element — an epilogue in which
the characters drop their masks and give morals just as in Don Giovanni or The Golden
Cockerel, or a scene with the fantastic machine when Nick addresses the audience
directly, breaking the fourth wall. There is also a funny auction scene. However,
it doesn’t sound funny at all: what is funny about flirting with the kind of supernatural
force that Nick represents?’ >
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12—123.06
«NOXOXAEHWA NOBECH!»

Anppen NMPUKOTEHKO, pexuccep:

(

MHe HpaBUTCA MO NepBbIi ONbIT PEHUCCEPCKOM paboTbl C onepon. B gpamaTuyecKom
TeaTpe NOCTAHOBLLMK AOMHKEH NpUAYMaTb BeCb MUP CMEKTaKNA OT Havyana A0 KoHLa,
3aecb e CTpaBMHCKMM U OfeH yke co3pany 6osnee MONOBUHbI CLLEHUYECKOro
TEKCTa — M 3TO He TONIbKO My3blKa U IMGPETTO, 3TO FN06anbHblE CMEHbI HACTPOEHUH,
PUTM AEUCTBUA, YyBCcTBa, hopMbl. M A O4YeHb paj MONY4UTb Kak AAHHOCTb TaKOM
noyTH cosfaHHbii mup. MoAa 3apadya — noctapaTtbCA MOHATb €ro, BCTYMUTb C HUM
B TBOPYECKHE OTHOLLEHMWA, U TOrAa BCe Ha4YMHaeT nomoraTtb B pa6orte.

Haw cnekTtaknb BpawaeTcsa BOKPYr B3aMMoOOTHoweHnH Toma Parikyanna u HuKa
Laaoy. CTpaBUHCKUIA AaeT HaM CBOEro poAda BapuaLWU Ha BeYHYI TeMy, CIOKET
o ®daycte U Medmcrtoene. Bopbba fo6pa U 3na, KaK 06bIYHO, pa3BopayuBaeTcA
He BOKPYr, a BHYTPU 4yenoBeKa. Ero TemHaa cTopoHa HajenAaeTcAs MWUCTUYECKOMN
cunot — 3ato HUK. B onpeaeneHHOM cMbicne BCA onepa C ee UpPOHUeH, ¢ ee nepe-
rPYEeHHbIM A3bIKOM JIM6PETTO, rAe reporu U3bACHAIOTCA AJIMHHBIMU IMTEPATYPHbLIMU
naccaamu, oKasbiBaeTcs nyTewectsuemMm no mupam Huka.

Mpn 3TOM NocTaHOBKa noJsiyd4aeTcA MO-XOpoleMy HauBHOWM — 6narogapA NMHUK
3HH TpynaB, B KOTOpPOM NepcoHMdULUpOBaHa cBeTnasa ctopoHa Toma. YyBcTBa JHH
YUCTbI U NPOCTbI, CBOEM NOYTU AETCKOW NPAMOTOM OHa MPOTUBOCTOUT CJIOMHOCOYM-
HeHHbIM Mupam Huka. Tom CNnoBHO NNbIBET MewAy ABYMA 6eperamu, TO UCKPEHHe
OTK/IMKaACb Ha Nlo60Bb IHH, TO camo3abBeHHO YCTPEM/IAACh K NMPOTUBOMOJIOKHOMY
nontocy.

CneKTaKk/b ABUKETCA U BO BpeMeHW — BCNATb. Bce HauMHaeTca B Hallem HacTo-
AlleM, B CTeHax YC/IOBHOWM XPYLUEBKHU, B 3HAKOMOM KaAOMY aHTypaxe MOoCTCOBEeT-
CKOro cnanbHoro paioHa. 3T1o paii. Pait B wanawe ¢ HH. UMeHHO cloZa Xo4eT, HO yHe
He MOMeT BEPHYTbCA TOM, NONYYMBLLMI FrPOMagHOEe HacneAcTBO. POCKOLWb TAHET ero
B YC/IOBHOE MpOLWIoe — Yepe3 HannactoBaHWA 3MOX K TAMENOBECHOW KNacCuKe,
a TaM U B MUp YepHOo-6enbix rpaBlop XorapTa, KOTopbie NpoABAAIOTCA B thuUHane.

®uHanbHaA cueHa pelleHa HeMHOro He TaK, Kak “sanucaHo” y CTpaBWHCKOro
u OpeHa, HO, MHe KaxkeTcA, Hawa Bepcus Npu BceM ee haTanusme crneayer ecre-
CTBEeHHOMY xoay BeweKl. bopbba fo6bpa U 3na HUKOrga He npekpawaerca, Medu-
cTotenb B CUNY CBOei NpMpoabl He MOMKeT ycTynuTb Paycty. YepT He npourpbiBaeT
B KapTbi». [ |
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11—-23.06
THE RAKE'S PROGRESS

Andrey Prikotenko, stage director:

| enjoy my first experience of staging an opera. In a drama theatre, a stage director
must come up with the whole world of a performance from beginning to end, while
here Stravinsky and Auden have already created more than half of the stage text —
and this is not only music and libretto, these are global mood changes, action rhythm,
feelings, and forms. | am very glad to receive this almost created world as a given.
My task is to try to understand it, to form a creative relationship with it, and then
everything starts falling into place.

Our performance revolves around the relationship between Tom Rakewell and
Nick Shadow. Stravinsky gives us a kind of variation on the eternal theme, the story
of Faust and Mephistopheles. The struggle of good and evil, as usual, unfolds not
around but inside a person. Tom’s dark side is endowed with mystical force — that’s
what Nick is. In a sense, the whole opera, with its irony, with its overloaded libretto
language, which characters use to express themselves in long literary passages,
turns out to be a journey through Nick’s worlds.

At the same time, the production turns out to be naive in a good way — thanks to
the storyline of Anne Trulove, who personifies the good side of Tom. Anne’s feelings
are pure and simple, and with her almost childlike straightforwardness she confronts
Nick’s complex worlds. Tom seems to float between two shores, sometimes sincerely
responding to Anne’s love, then selflessly rushing to the opposite pole.

The performance also moves backwards in time. It all starts in our present day,
in the walls of a typical Khrushchev-era apartment building, in the familiar surroundings
of the post-Soviet dormitory suburb. This is paradise. Paradise in a shack with Anne.
This is where Tom wants but can’t return to, having received a huge inheritance.
Luxury sends him into the conventional past — through the layers of epochs to
the heavyweight classics, and then into the world of Hogarth’s black-and-white
engravings, which manifest themselves in the finale.

The final scene is solved a little differently than Stravinsky and Auden wrote it,
but it seems to me that our version, for all its fatalism, follows the natural course of
things. The struggle between good and evil never ceases, Mephistopheles, by virtue
of his nature, cannot succumb to Faust. The Devil never loses at cards.’ u
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Cb
25:50
18+

& OPFAHHbIM 3A/1 MEPMCKOW ®UNAPMOHUU
KoHYepm-medumayius

«COJIHLUEBOPOT»

MeTp MaBaTCKUX — mMapumba, yaapHble, apaHKUPOBKU
Amup Xatau (MpaH) — caHTyp, ToMb6aK

Mporpamma:
WUHTpoAayKuUA

Auapto Tomac (p. 1939)
«Ha Kpato ceBeta» ana mapum6bl Colo
«Cerax», TpaAULMUOHHbIM NEPCUACKUIN AACTIAX, CAHTYP CONO

OcHart Hetsep (p. 1979)
«Takcum», napacpas Metpa MasaTcKUX ANA Mapumbbl U TOMO6aKa

Keiko A63 (p. 1937)
«MeuTbl 0 BUILIHEBOM LIBETEHUU» ANA MapUM6bl COMO
«LWyp», TpaAULMOHHBIN NEPCUACKUNA AACTTAX, CaHTYp CONO

Metp YankoBckun (1840-1893)

Apa6cKkui TaHel 13 6aneta « LLLlenKyHUYuK»,

napadpas U UMNpoB13aLMa Ha 3a4aHHyto Temy lNeTpa MMaBaTcKux U AMupa
XaTtau ana mapum6bl U caHTypa

XycenH Anusage (p. 1951)
«HoBpy3 62» AnA caHTypa W yaapHbIX

He6oita MoBaH ¥uekoeuy (p. 1962)
«WUnunaw», napadpas 1 UIMNPOBU3aLIMA Ha 3a4aHHYI0 TeMy

MeTtpa MaBaTckux U Amupa XaTtau ana mapum6bl U caHTypa

MocTckpuntym
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SAT
25:50
18+

& ORGAN CONCERT HALL OF THE PERM PHILHARMONIC
meditation concert

SOLSTICE

Petr Glavatskikh — marimba, percussion, arrangements
Amir Khataee (Iran) — santoor, tombak

On the programme:
Intro

Andrew Thomas (b. 1939)
Beyond the Faint Edge of the World for marimba solo
Segah, traditional Persian dastgah for santoor solo

Osnat Netzer (b. 1979)
Taksim, a paraphrase by Petr Glavatskikh for marimba and tombak

Keiko Abe (b. 1937)
Dream of the Cherry Blossoms for marimba solo
Shur, traditional Persian dastgah, santoor solo

Pyotr Tchaikovsky (1840-1893)

Arabian Dance from the ballet The Nutcracker, paraphrase and
improvisation on a given theme by Petr Glavatskikh and Amir Khataee for
marimba and santoor

Hossein Alizadeh (b. 1951)
Nowruz 62 for santoor and percussion

Nebojsa Jovan Zivkovi¢ (b. 1962)
llijas, paraphrase and improvisation on a given theme by Petr Glavatskikh

and Amir Khataee for marimba and santoor

Post scriptum
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22.06
«CONHUEBOPOTy

OBbIii MPOEKT MOCTOAHHOIO Y4acTHWUKa JAarvneBcKoro cecTuBana, MOCKOB-
CHKOro My/bTUNEPKYCCUOHUCTA, KoMnosuTopa U npoatocepa lMerpa MaBaTCKUX
NOCBALLEH AHIO JIETHEro COJIHLECTOAHUA. DTOT NOBOPOTHbLIA MOMEHT roaa npasa-
HYeTCA BO MHOIMMX TPagULMOHHbLIX KynbTypax. OgHa U3 ApeBHEWLMX NPaKTUK
4eCcTBOBaHMA CaMoro AJIMHHOrO AHA U CaMOM KOPOTKOM HOYM poaunacb B 30pOacTPUMCKOM
Mepcun. B coBpeMeHHOM UpaHCKOM MpasfgHUKe cepeauHbl ieTa — TupraHe, — KOHEYHO,
3Ha4YUTENIbHO MEePeoCMbIC/IEHbl MpeAllecTByoWMUe 06bl4an, OAHAKO B €ro cepAueBUHe
Ha NPOTAMEHUU MHOIMX BEKOB COXPaHAIOTCA HE TONbKO pUTyasbl, HanNnpumep B3auMOAEW-
CTBHE C BOAOM, HO U My3biKa. Mepcuackas Knaccuyeckas MysblikanbHaa TpaaMUMA HUKOraa
He npeceKanacb. Ee ocHoBa cnoxunacb B 3MOXy NpaBfeHWs 30pPOacTPUMCKOM AMHACTUU
CacaHuMzoB U C Tex Mop pasBuBanacb B €4WHOM pycsie, OKasbiBaA K/O4YeBOE BUSHUE
Ha My3blKa/ibHO@ UCKYCCTBO APYrUX G/IUHKHEBOCTOUHbIX KYAbTYP.
B ueHTpe npoeKTa « ConHueBopoT» — B3aMMOAENCTBUE COBPEMEHHbIX MPOU3BEAEHUIA
ANA NEPKYCCUOHHbIX MUHCTPYMEHTOB U NEPCUACKON KNacCUYeCKoM My3biKKU. BmecTe ¢ MeTpom
naBaTCKUX aBTOPOM MnpoeKTa BbicTynaetr AMUp Xatau, MpaHCKUIA KOMMO3UTOP, UMMPOBHU-
3aTop, MacTep MUrpbl Ha TPAAULMOHHbIX NEPCUACKMUX UHCTPYMEHTax: Tombake (AepeBAHHbIN
6apabaH B thopme KybKa) U caHType (Pa3HOBUMAHOCTb LUM6Gan, U3BeCTHaA elle C acCUpUM-
CKO-BaBMWJ/IOHCKOM 3noxu). AMup XaTau UCNONHUT TPagULMOHHbIE JAaCTrAXU — He CTOJIbKO
Npou3BeAeHUsl, CKONIbKO CUCTEMbI 1aA0B, MENOAUYECKUX U PUTMUYECKHUX PUCYHKOB, BHYTPH
KOTOPbIX My3blKaHT UMNPoBU3UpYeT. [loOMUMO 3TOro, OH BHEAPUTCA B 3anagHOEBPONENCKYIO
My3blKanbHyl0 cTUXUI0. B onyc u3pannbtaHkKM OcHaT Hetsep « Takcum» ans mapum6bbl Cono
6yLeT BRAOYEH TOM6aK, COMMHEeHUe cep6CHOro KomnosuTopa He6oiwn MosaHa Huerosuua
NpPoO3BYy4YMT B pedaKkuuu ANna mapum6bbl U caHTypa. Cnywatenen oco6eHHO nopaayeT Bapu-
auua MaBaTcKMx U XaTau Ha ApabCcKuii TaHel U3 6aneta YaMKoBCKOro « LLLeNIKkyHYnK».
Mporpamma HOCUT NOA3aro/IoBOK « KOHLEPT-MeauMTauMa». ABTOpbl MPOeKTa co3aaloT
eAuHoe 3BYKOBOE NMPOCTPaHCTBO, CBOEro poZa PeKy My3blikW, MPUXOT/IMBO TEKYLLYIO MEHAY
3anagom U BocToKkoMm, U NPOCAT He NpepbiBaTb TeYEeHWEe 3TOM PEKU anioAUCMEHTaMM. u
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22.06
SOLSTICE

new project by the regular participant of the Diaghilev Festival, Moscow multi-
percussionist, composer, and producer Petr Glavatskikh is dedicated to the
summer solstice. This turning point of the year is celebrated in many traditional
cultures. One of the oldest practices of honouring the longest day and the
shortest night was born in Zoroastrian Persia. In the modern Iranian midsummer festival
Tirgan, of course, previous customs are significantly redefined; however, in its core, not only
rituals — for example, interaction with water, but also music has been preserved for many
centuries. The Persian classical music tradition has never been cut short. Its foundation was
formed during the reign of the Zoroastrian Sassanid dynasty and has since developed in the
same vein, exerting a key influence on the musical art of other Middle Eastern cultures.

The Solstice project is focused on the interaction of modern works for percussion
instruments and Persian classical music. Along with Petr Glavatskikh, the project is
co-authored by Amir Khataee, an Iranian composer, improviser, master of performing on
traditional Persian instruments — tombak (wooden drum in the shape of a cup) and santoor
(a type of dulcimer known since Assyrian-Babylonian times). Amir Khataee will perform
traditional dastgahs — not so much complete works but systems of modes, melodic and
rhythmic patterns, which set the limits of the musician’s improvisation. In addition, he will
seep in the Western European musical element. Tombak will be included in Taksim, the opus
of the Israeli composer Osnat Netzer for marimba solo, while a composition by the Serbian
composer Nebojsa Jovan Zivkovi¢ will be performed in the arrangement for marimba and
santoor. The audience will be especially impressed by the variation of Glavatskikh and
Khataee on the Arabian Dance from Tchaikovsky’s ballet The Nutcracker.

The programme is subtitled ‘meditation concert’. The authors of the project are going
to create a single sound space, a music river of sorts, whimsically flowing between the West
and the East, and they kindly ask the audience not to interrupt the flow of this river with
applause. [ |
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2306 & AOM AArMNEBA

B C KOHYepm-sHUzMa
U/l BO «YKPALWEHUE TULLUHDbI»
Taa Kénur-Tapacesuy — cnenta-TpaBepco
/| 8 + HKoHcTaHTHH LLleHMKOB-ApxapoB — NIOTHA
OYHble KOHLEPTbI-3HUIMbl — OAHa M3 Tpaauuuin JarunescKoro decTusans,

onpeaensowmnx ero atmocdepy. 3T0 peaKaA BO3MOMHOCTb NPOBECTU caMble
KOPOTKME HOYM B roay, cnywasa My3blKY pa3HbIX 3MOX.
Kakue HMeHHO npou3BeAeHWs WCMOJIHWAW apTUCTbl, CTAHOBUTCA W3BECTHO
NYWb nocnie 3aBeplUueHUs KoHuepTa. Takoi npyvemM nomoraeT choKycUpoBaTb BHUMaHHe:
ABWUHKEHUA YYBCTB B OTBET Ha X0A My3blKa/lbHbIX COBbITUI — BOT NPeAMET COCPeAOTOYEH-
HOro HabnAeHUs ANA BCeX Y4aCTHUKOB. YraabiBaTb KOMNO3WUTOPA U CTU/Ib TOMU WU WUHOM
KOMMO3WLUU TOMKE MOMET ObiTb YB/IeKaTeNbHO: OTraAKKU HalAyTcA B NPorpamMmMKe, KOTOpyLo
KamAablH NONYYUT Nocsie 3aBepLUeHUA BCTPeYH.
B 3toM roay co6bITUA-3HArMbI MNPOXOAAT B WMCTOPUYECKOM TroCTUHOM Joma
JAarnneBa — B KOHLUEPTHOM 3ane OCOOHAKa, rae 3HaMEeHUTbIM MMNpecapuo NpPoBes CBOM
AETCKUe roabl. |
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Z 3 . O 6 & HOUSE OF DIAGHILEV
enigma concert
SUN

Taya Konig-Tarasevich — transverse flute
/| 8 + Konstantin Shchenikov-Arkharov — lute

DECORATION OF SILENCE

ight-time enigma concerts are one of the traditions of the Diaghilev Festival that
define its atmosphere. This is a rare opportunity to spend the shortest nights of the
year listening to music of different eras.
It is only after the end of the concert that music works artists have performed are
revealed. Such a procedure helps to focus attention — the motion of the senses in response
to the course of musical events are the subject of careful observation for all participants in
the event. Guessing the composer and the style of a particular composition may also be
fascinating: the answers to an enigma will be found in the programme that everyone will
receive after the event.

This year, enigma concerts are taking place in the historic reception room of the
House of Diaghilev — the concert hall of the mansion where the famous impresario spent
his childhood years. [ ]
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23.06
BC
17:00
24.06
[TH
21:00
18+

& MEPMCKWMM JOM HAPOAHOIO TBOPYECTBA «'YBEPHUSA»
CNEKMAaKAv

AHTOH YexoB
«TPU CECTPbI»

Ecaun 6b1 3HaTb, ecsin 6bi 3HaTb!

ApamaTtuyecknit Teatp «IpaHb» (HOBOKYHObILWEBCK)

MoctaHoBKa — JleHuc Borypaase

CueHorpadua — [leHuc BoKkypaase npu yyactum Buktopa HUKOHEHKO
XyAoHUK no KocTiomam — Ypcyna bepr

XyAoXHUK no cBeTy — EBreHuit MaH36ypr

Komno3utop — ApceHu# lNnakcuH

Xopeorpath-noctaHoBLWKWK — AneKcaHap LUyickun

AccucteHT xopeorpada — UpuHa lNasnoBa

Peruccep Buaeopasa — JleoHua AHbLIKH

JeHcTBylowme nMua U UCNONHUTENN:

Mpo3opoB AHapei CepreeBud — [leHnc EBHeBUY, apTucT CamapcKoro
aKazemuyecKoro Teatpa apambl UM. M. lfopbKoro

HaTtanba UBaHoBHa (ero HeBecTa, NoToM eHa) — Hatanba CyxuHUHa
Onbra — EBreHusa ApxaeBa

Mawa — KOnua Borypaase

WUpuHa — Bepa PepotoBa

Kynbirun ®eaop Unbuy (yuutenb ruMHasuu, My Mawm) —

Kupunn Ctepnukos

BepwuHUH AneKkcaHap UrHatbeBuY (MOANOSIKOBHUK,

6aTapenHblt KomaHaup) — MaKkcum LbiraHkoB

Ty3zeH6ax HuKronai JibBoBHY (6apoH, Nnopy4ynuk) — ApceHun MnakcuH
Conenblit Bacunuin BacunbeBuy (wutabe-kanutaH) — Kaiom Myxtapos
YebyTblKMH UBaH PomaHoOBUY (BOEHHbIN A0KTOp) — PycnaH By3uH
denotuK AneKkcen Metposuy (noanopy4ynk) — Bacunuii PagyeHKo
Poas Bnaaumup Kapnosuu (noanopy4ymk) — Makcum KHAseB
MPEAYYBCTBUE — Kcenus Kyokka, Unbaap Hacbipos
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Z B . O é @ PERM HOUSE OF FOLK ART ‘GUBERNIYA’

S U N drama
Anton Chekhov
17:00  THREE SISTERS
24 Oé ‘If only we knew, if only we knew!’
Gran’ Drama Theatre (Novokuibyshevsk)
I\/I O N Production — Denis Bokuradze
Set Design — Denis Bokuradze
Z/| . O O with the participation of Viktor Nikonenko
Costume Designer — Ursula Berg
/| 8 + Lighting Designer — Evgeny Ganzburg
Composer — Arseny Plaksin
Choreographer — Alexander Shuisky
Assistant Choreographer — Irina Pavlova
Video Sequence Director — Leonid Yanshin
Dramatis personae:
Andrei Sergeyevich Prozorov — Denis Yevnevich, artist of the Samara
Gorky Drama Theatre
Natalia Ivanovna (his bride-to-be, later wife) — Natalia Sukhinina
Olga — Evgenia Arzhaeva
Masha — Yulia Bokuradze
Irina — Vera Fedotova
Fyodor llyich Kulygin (gymnasium teacher, Masha’s husband) —
Kirill Sterlikov
Alexander Ignatievich Vershinin (Lieutenant Colonel,
Division Commander) — Maxim Tsygankov
Nikolai Lvovich Tuzenbach (Baron, Lieutenant) — Arseny Plaksin
Vasily Vasilyevich Solyony (Staff Captain) — Kayum Mukhtarov
lvan Romanovich Chebutykin (Military Doctor) — Ruslan Buzin
Alexei Petrovich Fedotik (Second Lieutenant) — Vasily Radchenko

Vladimir Karlovich Rode (Second Lieutenant) — Maxim Knyazev
PREMONITION — Ksenia Kuokka, lldar Nasyrov
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23—124.06
« TP CECTPbl»

eatp «[paHb» U3 He6onbluoro ropoaa HoBoKyi6bIleBcKa CamapcKoi o6nacTy cran

n3BecTeH no Bcen Poccuun B 2010-x, Koraa CneKkTak/iv HOBOMO XyApPYKa U peruccepa

Teatpa [leHnca Bokypaase oauH 3a ApyrMM CTanu nonagatb B JIOH- U LOPT-JIUCTbI

«30/10TOA MacKu», nony4yaTb HOMUHAUMUKU U Harpagbl 3TOM U APYrUX POCCUHCKUX
TeaTpanbHbiXx npemuit. [eHnc Borypaase — aKrtep, Bblpocwuit B Teatpax «CamApT»
u «paHb», U pemrnccep, COeAUHMUBLLUI KamMepHOe NPOCTPAHCTBO TeaTpa-CTyAUU U KPYMHYIO
ApamaTypruio, KNacCUKY U COBPEMEHHOCTb, — B NociegHue roabl MHoOro craBut B MocKBe:
B Teatpe Ha TaraHKe u Teatpe Hauun.

B poaHOM KonnekTvBe, KOTOPbIM Bbilien M3-noA Kpbiia HoBOKyM6bIWEBCKOro AoMa
KynbTypbl U cTtan lfocyaapcTBeHHbIM ApamaTU4yeckum TeaTtpom «IpaHb», BoKypaase cosaan
CNJIOYEHHYIO TPYMNNY U NOCTAHOBOYHYIO KOMaHAY, COXPaHSAIOLLYIO AyX CTYAUMHOCTU U CTpacTb
K TWartesibHOM NpopaboTKe AeTanen.

MpemMbepa cneKktakna « Tpu cecTpbl» cocToAnach B hepane 2023 roaa. TeKket YexoBa
He NPOCTO COXPaHEH MOMHOCTbLIO, HO PacLUMPEH C MOMOLLLIO NIPUEMOB NIAaCTUYECKOro TeaTpa.
naBHbIM AeHcCTBYIOWMM (@ He MeyTaloWMM 6eCnioAHO) IMLOM MOCTAaHOBKU CTano Bpems.
OHO NpofiBNEHO B MpOeuUpyeMmMbliX Ha KUPMUYHYIO CTeHy uudepbnartax, B TUKaHbe 4acos,
BNJIETEHHOM B cayHATPeK ApceHus lNnakcuHa, 4aHO B hM3UYECKHUX ollyleHUAX. CneKkTaknb
BMeCTe C aHTpaKTaMu A/IMTCA 60/1ee NATU YacoB, U, BbIXOAA 3a Npeaebl Nbecbl, BpeMA cTa-
HOBMWTCA YacTbiO IMYHOM GUOrpactuK KamKaoro apurtenda. ApTUCTbl HAX0AATCA COBCEM PAAOM
C CHAALWLMMM B 3ane, CIOBHO HanoMuHasA: « To BCE o Bac». >
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13—24.06
THREE SISTERS

he Gran’ Theatre from the small town of Novokuibyshevsk in Samara Region came

to be known throughout Russia in the 2010s, when the performances of the new

Artistic Director Denis Bokuradze one after another began to get into the long

and short lists of Russia’s ‘Golden Mask’ National Theatre Award, and to receive
nominations and win prizes from this and other Russian theatre awards. Denis Bokuradze,
an actor who grew up in the theatres SamArt and Gran’, and a director who combined the
chamber space of the studio-theatre and major dramaturgy, classics and modernity, has been
staging a lot in Moscow in recent years: at the Taganka Theatre and the Theatre of Nations.
In his hometown team, which came out from under the wing of the Novokuibyshevsk House
of Culture and became the Gran’ State Drama Theatre, Bokuradze created a cohesive troupe
and production team, preserving the spirit of a studio and passion for careful elaboration of
details.

The premiere of a production of the play Three Sisters took place in February 2023.
Chekhov’s text is not only preserved in its entirety but expanded with the help of plastic
theatre techniques. The protagonist (who is taking an active part, and not just dreaming
vainly) of the production is time. The time is manifested in the dials projected onto the
backdrop, the ticking of the clock woven into the soundtrack by Arseny Plaksin, and is
perceived in physical sensations. The performance lasts for more than five hours, time goes
beyond the play and becomes a part of personal biography of every spectator. The artists act
very close to the audience, as if reminding them: ‘This is all about you.’ >
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23—124.06
« TP CECTPbl»

AeHuc Bouypanse, pexuccep:

(

YexoB cymen nonmaTtb BpeMA B €ro 6€CKOHEYHOCTH: TAry4eCcTb Kaxaoro AHA, Yepeay
HEAIPKUX COObLITUI, COXaNeHUA O HeC6bITOYHOM. Kamabli U3 Hac Ha TOM WM UHOM
U3HEHHOM BWUTKE MPOXOAWUT Yepe3 MbICAU U NeperMUBaHUA, onucaHHble B “Tpex
cectpax”. Peruccepam fgaHa npuBuUNerMa — He MPOCTO YMTaTb, NEPEOCMbICIU-
BaTb YexoBa, HO U co3aaBaTb COGCTBEHHble MUPbl. U NO3TOMY KaMAbli CneKTak/b
(a YexoBa cTaBU/IM COTHU pas) He MOXOMX Ha Npeablaylwmnin. Kaxkabii pexuccep vweT
CBOW TOYKH CONMPUKOCHOBEHHUA C aBTOPOM, MLLET CBOIO 60J1b, CXOMECTb MbiCnei N1bo,
HanpoTMB, BCTYNaeT ¢ HUM B cnop. U aToT ananor ¢ YexoBbim 6ecKoHeuveH. Bcerpa
6yayT pasHble CMEeKTaK/IU, MOMCK HOBbIX CMbIC/IOB. U coBepLlUeHHO pasHble (hpasbi
M3 ero nNbec B TOT WU UHOW NEPUOZ BPEMEHW aKLEHTUPYIOTCA U JaMe CTaHOBATCA
NPOPOYECKUMM.

B Hawem cneKTaKne LEeHTpanbHOW MbICIbIO C/YMUT (hMHaNbHaA tpasa Nbecbl:
“Ecnu 6bl 3HaTb, €c/u 6bl 3HaTh...”

Ecnu 6bl 3HaTb, ecnu 6bl 3HaTb... Jlloagu obegatoT, MbiOT Yak, a B 3TO Bpems
pywarca ux cyabbbl. MMU3HU KUcyesaloT...

Tpu npeKpacHo 06pa3oBaHHble, KPacHBbI€ HEeHLMUHbl NPo3A6aloT B NPOBUHLU-
aNbHOM ropoAKe, MU3Hb NPOXOAUT, U €AUHCTBEHHOe fIpKOe BOCMOMWHaAHWE — 3TO
MocKBa 1x aeTcTBa, TO €CTb BOCMOMUHaHWE NpUAyMaHHoe, BbiMblwneHHoe. U nosTo-
pAolwmecs, 6eCKOHeYHble pa3roBopbl BCE 0 Hel, 0 Toit MocKkBe. A peanbHOCTb TeM
BPeMeHeM TpeLUUT Mo wBam.

B Hawem cneKkrakne Hecny4alHO WCMNONb30BaHO LWWHENbHOE CYKHO, M3 HEero
CLUMTbI MHOIME€ KOCTIOMbl, CKaTepTW Ha cTosax, U 6onee TOro, BCe CLiEHUYECKoe
NPOCTPaHCTBO OrpaHU4YEHO NOpPTbepaMu U3 LUMHENIbHOrO CYKHa. TpU CecTpbl C/I0OBHO
YKYTaHbl, 3aKpbiTbl, OrOPOMEHbl 3TUMMU LIMHENAMU OT peasibHOW, CTPEeMUTENbHO
MEHAIOLWENCA HU3HU. U HUKTO He 3ameyaeT, KaK NoCTeneHHo Te, KOro BYepa CYUTaIu
cnyramum, — ay Hac 3To NepcoHaxu 6e3 0cobbix NPUMET, BO3pacTa U Aae UMeH, Mbl
HasbiBaeM ux MpeayyBcTBUEM — 3axBaTbiBalOT NPOCTPAHCTBO 61aro4ecTMBOro AoMa
M Ha4YUHaIOT yNpaBnATb ero obutatenamu. Bo rnaee ¢ Hatanbei, KOHeYHO, KoTopas,
B OT/IM4Me OT cectep Mpo30poBbIX, AEPHUT HOC MO BETPY U OYEHb YETKO OoLLyliaeT
ABUMEHUe 3TOro HOBOro BPEMEHHU.

AX, ecnu 6bl 3HaTb, €C/1 6bl 3HATb...» [ |
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13—24.06
THREE SISTERS

Denis Boku radze, director:

Chekhov managed to capture time in its infinity: the drawl of each day, a series of dim
events, regrets about the unfulfilled. Every one of us, at one stage or another, goes
through the thoughts and experiences described in Three Sisters. Stage directors
are privileged not only to read and reinterpret Chekhov but also to create their own
worlds. This is why each performance (and Chekhov’s works were staged hundreds
of times) is not the same as the previous one. Each director is looking for their own
touch points with the author, groping for their pain, similarity of thoughts, or, on the
contrary, starts a dispute with him. Such a dialogue with Chekhov is never-ending.
There will always appear different productions in the search for new meanings. Quite
different phrases from his plays at one time or another get highlighted and even
become prophetic.

In our production, the final phrase of the play becomes its central thought, “If only
we knew, if only we knew...”

If only we knew, if only we knew... While people are having lunch, drinking tea,
at this very time their destinies are crumbling. Lives disappear...

Three well-educated, beautiful women vegetate in a provincial town, life is passing,
and the only vivid memory is the Moscow of their childhood, that is, an invented,
fictional memory. And the repeated, endless conversations are all about that Moscow.
Meanwhile, reality is bursting at the seams.

It is no accident that military cloth was used in our production, many costumes
were sewn from it, tablecloths on the tables, and moreover, the entire stage space
is limited by curtains made of military cloth. The three sisters seem to be cloistered,
fenced off, wrapped in these military overcoats from the real, rapidly changing life.
No one notices how gradually those who were considered servants yesterday —
and we present them as characters without any special features, age, or even names,
we call them “Premonition” — take over the space of this respectable home and
begin to control its inhabitants. They are led by Natalia, of course, who, unlike the
Prozorov sisters, keeps her nose to the wind and very clearly feels the movement of
this new time.

Oh, if only we knew, if only we knew...’ [ ]
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& TEATP-TEATP
Z 3 . U é ¢usuueckas dpama
BC Okho

/|8: O O Xopeorpag-nocraHoBlwmMK — Bnagumup BapHaBa
XyAoHHUK-nocTtaHoBWMUK — HOnua OpnoBa

/|Z‘|‘ AccucTeHT xopeorpaca-nocraHoBwmMKa — AHacTtacus lNMewKoBa
XyAoOHHUK no cBeTy — AneKkcaHap lNony6es
XyOoHHUK no KocTiomam — Hatanba Bynrakosa
XyAoXHUKK no rpumy — Oneca lypuHa, Mapbsa Kosnosa

TaHueBanbHaa Tpynna musicAeterna Dance:
Anryna BysaeBa

Tumyp MNaHeeB

AneBTuHa pyHTOBCKanA

EBrenunn Kanaués

Makcum KnouHeB

EneHa JlucHas

Ancbiny MupxacduaxaH

Kamunb MycTadaeB

AneKceit Cnyuxkui

XyaomecTBeHHbIA pyKoBoautenb — AHHa lyceBa
Hypatop — KpuctuHa lManbko

Mpoatocep — Japbsa TpeTbAKkoBa

MeHeaep Tpynnbl — MupocnaBa KoceueHKo

Moscow Percussion Ensemble:

AHapen BonocoBCKUIM — XyA0HeCTBEHHbIA PYKOBOAUTENb
XyaH Mateo PuBac Kactpo

Makcum CaHuH

MatpeHa CoKonoBa

dununn OUTHH

VnbaHa LLlep6akoBa

B nepcopmMaHce 3By4yaT NpoM3BeseHUs:

AHnc KceHakuc (1922-2001)

Rebonds A/B ansa nepKyccuu cono (1987-1989)
Okho ansa tpex axem6e (1989)

Axozed TomnkuHc (p. 1970)
To Varése ana nepryccuu cono (2015)

Axnunc KceHakuc
Persephassa, cekcteT ana mynstunepryccum (1969)
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235.06
SUN
18:00
17+

@ THEATRE-THEATRE
physical drama

Okho

Choreographer — Vladimir Varnava

Production Designer — Yulia Orlova
Choreographer Assistant — Anastasia Peshkova
Light Designer — Alexander Golubev

Costumes Designer — Natalya Bulgakova
Make-up Artists — Olesya Gurina, Maria Kozlova

musicAeterna Dance:

Aigulya Buzayeva

Timur Ganeyev

Alevtina Gruntovskaya

Evgeny Kalachov

Maksim Klochnev

Elena Lisnaya

Aisylu Mirhafizkhan

Kamil Mustafayev

Alexey Slutsky

Artistic Director — Anna Guseva
Curator — Kristina Galko
Producer — Daria Tretyakova
Manager — Miroslava Kosechenko

Moscow Percussion Ensemble:
Andrey Volosovsky — Artistic Director
Juan Mateo Rivas Castro

Maxim Sanin

Matryona Sokolova

Philipp Fitin

Ulyana Shcherbakova

Featured musical works:

lannis Xenakis (1922-2001)

Rebonds A/B for solo percussion (1987-1989)
Okho for three djembe (1989)

Joseph Tompkins (b. 1970)
To Varése for solo percussion (2015)

lannis Xenakis
Persephassa, sextet for multi-percussion (1969)
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23.06
okho

kho — du3nyecKas apama gna AeBATU TaHUOBLIMKOB musicAeterna Dance

M wectu nepryccuoHuctoB Moscow Percussion Ensemble. XyaomecTBeHHbIH

pYKoBOAMTeNb aHCcaM6na yaapHbiXx AHApei BonocoBCKUA MHMLMMPOBaN co3gaHue

6aneta AnAa nepryccuu. MocTaHOBLIMKOM CHUHTETHYECKOro nepgopmaHca cran
Bnagumup BapHaBa — 0A4MH U3 caMbiX BOCTPeOOBaHHbIX COBPEMEHHbIX POCCUUCKUX XOPeo-
rpadoB, naypeat PoccuiicKoi HaLMOHabHOW TeaTpasibHOW NpeMun « 3onotasa macKa» (2011,
2014), U3BECTHbIA U MOCTAaHOBKAMMU ANA NpUM-6anepuH B HKpynHeWwux TeaTtpax Poccuum
1 EBponbl, U 3KCNepUmeHTasbHbIMKA paboTamu ¢ y4acTUEM MOOAbIX TaHLeBasbHbIX TPYMH.

B ocHoBe Apambl nemar KOCMOrMOHUYECKMe MUdbl, TaK WIKM MHa4Ye TpaKTylLlue
Temy npeBpalleHUsa xaoca B Kocmoc (nopsaok). JleMcTBUe MOCTaHOBKU pa3BopaduBaeTcs
B MoJsie NPUTAMEHUSA U OTTaJIKUBaHWUA, CO3UAAHUA U paspylleHUs. B HacnoeHun ABUHKEHWH,
HanpAMeHHOW NyNbcaLun NePKYCCUOHHbIX TEM6POB U PUTMOB YH4aCTHUKU ApaMbl UCCREeAYIOT
npeaenbl CBOUX (hU3UHYECKUX BO3MOKHOCTEN, YTOObI OGHAPYHMUTb, F4e 3aKaH4YMBaeTcAa Teno
M Ha4YUMHaAETCA YUCTaA SHEprus.

CneKraknb Okho cneayet 3a MaeAMU rpeyvyecKoro KaacCUKa-aBaHrapaucra, KOMm-
nosutopa M apxutektopa flHuca KceHakuca, BbiparKeHHbIMU B €ro My3blke ANS yAapHbIX
MHCTPYMEHTOB

Rebonds A/B ¢oKycMpyeT BHUMaHWE YHaCTHUKOB U 3pUTe/Ieil NOCTaHOBKU Ha co4e-
TaHUWU « aKaAeMUYECKUX» U « STHUYECKHUX» NEPKYCCUOHHbIX TEMGPOB U TEXHWUK, UHAETEPMU-
HUPOBAHHOM NOCNEeA0BaTENIbHOCTU KOHTPACTHbIX 3BYKOBbIX MN1AaCTOB — TO XPYMNKKUX U paspe-
HEHHbIX, TO MOJIHbIX APOCTHOM MOLLH.

Okho anAa Tpex atdpuKaHCKUX 6apabaHoB AxeMbe npeabABAAeT K aHcambiuctam
3KCTpPaopAUHApPHbIe UCMONHUTENbCKUE TpeboBaHWUA. KoOMNoO3UTOp MLLEeT HOBble Crnocobbl
3BYKOU3BNEYEHUA U3 TPaAMULMOHHBIX YAAPHbIX, KOHCTPYMPYET pasAesibl O4HOYACTHOW KOM-
No3uLMKU TO C NOMOLLbIO NocnesoBaTeNbHOCTU PUBOHAYUHU, TO NOCPEeACTBOM KOMMbIOTEPHOM
nporpamMmmbl, co3gaBas, N0 CO6CTBEHHOMY NPU3HaHUIO, ynpaBaAemMblii xaoc. HasBaHue npo-
M3BeAeHUA, AaBLuee TUTYN CNEeKTaKkIlo, — 3TO Habop (hoHeM, YUCTbIM 3BYK, BOCKAULLAHUE,
He UMetoLLee onpeaesieHHOro 3Ha4eHUa U, cneaoBaTeslbHO, CNOCOB6HOe O3Ha4aTb BCE cpasy.

Onyc To Varése coBpeMeHHOro KoMnosuTopa-nepryccuoHucrta Axosecda ToMnKuHca
OCHOBaH Ha moTtuBe U3 « MoHu3aumm» darapa Bapesa — crapliero ToBapuiua, copaTHUKa
1 coaBTopa KceHaKuca B 061aCTU 3N1€KTPOHHOM MY3bIKM.

HakroHeun, Persephassa KceHakuca ansa wectu MynbTUNEPHYCCUMOHMUCTOB Ha3BaHa
no og4HOMY U3 ApeBHUX UMeH MepcedOoHbl, rpe4yecKkoi 60rMHM MUpa MepTBbIX, 6OrMHK 3epHa
M BeCHbl. ITO COYMHEHHe npeacTaBAeT co60i obpasel, Tak Ha3blBaeMOW CTOXaCTUYECKOM
MY3bIKHU, KOTOpYlo KceHaKuMc co3gaBan C MOMOLLbIO UCYUC/IEHWM BEPOATHOCTEW B CTpPeM-
JIeHUHU HaWTKU BGanaHc Mexay Xaocom M nopaakom. B 1o e Bpemsa Persephassa asnsaetcsa
«MNONUTONOM», TO €CTb NPOU3BEAEHUEM KOMMO3UTOPa-apXUTEKTopa, rae MNpPOCTPaHCTBO
M CBET UrpaloT CTOJIb e 3HaYMTE/NbHYIO POJib, CKOJIb U My3biKa. >
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kho is a physical drama for nine dancers of musicAeterna Dance and six
percussionists of the Moscow Percussion Ensemble. Artistic director of this
ensemble Andrey Volosovsky initiated a ballet on music for percussion. Director
of the synthetic performance is Vladimir Varnava, one of the most sought-after
modern Russian choreographers, a winner of Russia’s ‘Golden Mask’ National Theatre Award
(2011, 2014), who is known for productions for prima ballerinas in major theatres in Russia
and Europe, as well as experimental works with the participation of young dance troupes.

The drama is based on cosmogony myths that in one way or another interpret the
theme of the transformation of chaos into cosmos (order). The stage action unfolds the field
of attraction and repulsion, creation and destruction. In the juxtaposition of movements,
intense pulsation of percussive timbres and rhythms, the drama participants explore the
limits of their physical abilities to discover where the body ends and pure energy begins.

The performance Okho follows the ideas of the Greek classical yet avant-garde
composer and architect lannis Xenakis which he expressed in his music for percussion
instruments.

Rebonds A/B focuses the attention both of the participants and spectators of the
production on a combination of ‘academic’ and ‘ethnic’ percussion timbres and techniques,
an indeterminate sequence of contrasting sound layers — sometimes fragile and sparse,
sometimes full of fierce power.

Okho for three African djembe drums is extraordinarily demanding in terms of
performative mastery. The composer is looking for new ways of sound production from
traditional percussion instruments, constructs sections of a one-part composition either
using the Fibonacci sequence or through a computer programme, creating, by his own
admission, controlled chaos. The title of the work that gave name to the performance is a set
of phonemes, pure sound, an exclamation that has no definite meaning and, therefore, may
mean everything at once.

The opus To Varése by the contemporary composer-percussionist Joseph Tompkins
is based on a motif from lonisation by Edgard Varése, Xenakis’ senior comrade, colleague
and co-author in the field of electronic music. Finally, Xenakis’ Persephassa for six multi-
percussionists is called after one of the ancient names of Persephone, the ancient Greek
goddess of the world of the dead, goddess of crops and spring. This composition is an
example of the so-called stochastic music that Xenakis created using probability calculus in
an effort to find a balance between chaos and order.

At the same time, Persephassa is a ‘polytope’, that is, the work of a composer-
architect, where space and light’s roles are no less significant than that of the music. >
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23.06
okho

Bnaaaumvup BapHaBa, xopeorpad:

«

Al BnepBble B3A/CA 3a paboTy ¢ My3bikor AHMca KceHaKkuca v Aonro norpyasnca B ero
Mup. Cnywartb ero nepKyccuoHHble onycbl, oco6eHHo Okho u Persephassa, 4oBoNbHO
C/I0¥HO. B MHble MOMEHTbI NapTUU UHCTPYMEHTOB C/IMBAIOTCA B HEKUIU 6enblid LyMm,
KOTOpbI MOMeT ObiTb HEMpPOCTO BbIHECTU HEMOAroTOBNEHHOMY caywarentio. Mue
6b110 Ba¥HO YBE/MYUTb “NPOMYCKHYI0 CNOCOGHOCTL’ 4YeNloBEYECKOro BOCMPUATHA,
06bACHWUTL ayAUTOPUU CYTb U KPACOTY 3TOM MY3bIKM C NOMOLLbIO BU3YasbHOW (hopMbl.

KceHakuc BMAUTCA MHe npemae BCEro KOHUEenTyaJucToM, KOMMO3UTOPOM,
KOTOpbI pa3roBapuBaeT Co caywartenem UAEAMU U KOHLUENUUAMM, a He MPOCTbIMM
JAUXOTOMUAMMU Bpoae “Becenio/rpycTHO” U “rapmMoHUYHO/HErapmMoHUYHO”. JIeMTMOTHB
ero My3blKa/ibHbIX U apXUTEKTYPHbIX MOCTPOEHUA — 3TO Aya/IM3M Xaoca U CTPYK-
Typbl, Be4Hbl “TaHey” ¢yHAaMEHTaNbHbIX OCHOB MWPO34aHWs, B3auMoAenCcTBUe
ABYX OCeH, Ha KOTOpbIX 6anaHcUpyeT BceneHHan. B Halwem cnexTtakne — B NOJIHOM
cornacuu ¢ uaeamm KceHakuca — Mysblka cTana apxXMTEKTYPOM, MPOCTPAHCTBOM, rae
pasBopayuBaeTca AenctBue. Mbl co3HaTeNIbHO OTKasaauCb OT AeKopauui nboro
poAa: Haw “TpaKtaT” o Xxaoce U KOCMOCe BO3HUKAeT B NycToTe.

TaHuoBWHMKK musicAeterna Dance yaenunn orpomMHoe BHUMaHWE My3blKe.
Persephassa mbl Bce nocnywanu Kak mMHumym no 300 pas — oOHa Ha4yana 3By4aTtb
ANA Hac TaK e Npo3payHo U ACHO, Kak YankoBCKUK. Mbl cTpeMUAUCb NpoaHanu3u-
poBaTb My3blKa/ibHble CTPYKTYPbl U 3aKOHOMEPHOCTH U OTPasUTb UX B ABUKEHUU. Mbl
He BTOPUM KaxAoMy 3HAKY NapTUTYpbl, HO MNOTHO B3aUMOAENCTBYEM C My3blKasibHbIM
MaTtepuanom — CO BCeMMU MOBTOPaMW, KaHOHAMM, KOHTPanyHKTaMu — W HA B KOeM
c/lyyae He BOCMPUHUMAEM ero Kak (oH.

MopsaaoK MCNonHAEMbiIX NPOU3BEAEHUN Onpeaennn CTPYKTYpY MOCTaHOBKM.
Mbl HauMHaeM KaK 3jaKkasa “XuMncrepckas TYCOBHKa”, Ha KOTOpoi cobpasluuecs
paccKasbiBaloT ApYyr ApYry UCTOPUU. 3aecb ecTb (halTUHI U pUTyanbHble KpyroBbie
TaHubl. EcTb anemeHTbl TeaTpa B TeaTtpe. B Okho noasnserca sapuauua Ha mudono-
ruyecryto temy: MuHotasp — [lpyroit — oKasbiBaeTCA He NPOTArOHUCTOM, a ePTBOM.
Onyc Axo3eda ToMNKMHCA CTAHOBUTCA MeEpPeAbILKONA Nepes caMblM HanpAXeHHbIM,
camMbiM KpYMHbIM — KM caMbiM abCTPaKTHO-PUNOCODCKUM — pasaesoMm nepdop-
MaHca, Persephassa. Y Hac HeT CKBO3HOIO CloMeTa, CMeKTak/b MepuaeT Mexay
HappaTUBOM U abCTPaKTHbIM TaHLUEM, MeXAY MNIOTHbIM arpecCUBHbIM ABUMKEHUEM
W paccnabneHHbIM Cnoco6oM CyLLEeCTBOBAHWUA Ha CLieHe.

3a BpemA peneTULMIA y4aCTHUKU Halen (HU3UYeCKOoW ApamMbl OGHUIUCL B MaTe-
puane U BHOCAT B HEro aMOLMOHasbHyt0 ry6uHy. McTopua, KoTopas HadYMHaeTca Kak
TaHLUbl Ha rOPOACKOM Nnowaau, a NPoAo/IKaeTCA BOMIOWEHHbIMU B ABUKEHUMU pac-

CYMAEHUAMU 0 HeBEeCHbIX Teslax, BeYHOCTHU U O TOM, YTO 60/bLle, YeM Mbl, — obpena
o6beM: Mbl BCTYNUAU B gnanor ¢ KceHakncom U TOMNCOHOM, M, KaxKeTCcsA, Ham eCTb
4YTO UM CKasaTb». m

32




Vladimir Varnava, choreographer:

It was the first time that | started working with the music of lannis Xenakis, and it took
me a long time to immerse myself in his world. Listening to his percussion opuses,
especially Okho and Persephassa, is quite difficult. At other times, the instrument
parts merge into a kind of white noise, which may not be easy for an unprepared
listener to endure. It was important for me to increase the “bandwidth” of human
perception, to explain to the audience the essence and beauty of this music by means
of visual forms.

Xenakis seems to me primarily a conceptualist, a composer who talks to the
listener in the language of ideas and concepts, and not simple dichotomies like “fun/
sad” and “harmonious/disharmonious”. The leitmotif of his musical and architectural
constructions is the dualism of chaos and structure, the eternal “dance” of the
fundamental foundations of the universe, the interaction of two axes on which the
universe balances. In our performance, in full agreement with Xenakis’ ideas, music
has become architecture, the space where the action unfolds. We have deliberately
abandoned set design of any kind: our “treatise” on chaos and space arises in the
void.

The artists of musicAeterna Dance paid great attention to music. We listened to
Persephassa at least 300 times — it began to sound as transparent and clear to us
as Tchaikovsky. We tried to analyse musical structures and patterns and reflect them
in movement. We do not echo every sign in the score, but we closely interact with
the musical material — with all repetitions, canons, counterpoints — and in no case
perceive it as a background.

The order of the performed works determined the structure of the production. We
start out as a kind of “hipster hangout” where people tell each other stories. There
is a fighting game and ritual circular dances. There are elements of theatre within
the theatre. In Okho, a variation on the mythological theme appears: Minotaur —
the Other — turns out not to be the protagonist but the victim. Joseph Tompkins’ opus
becomes a respite before the most intense, the largest — and most abstract and
philosophical — section of this performance, Persephassa. We have no end-to-end
plot, the performance flickers between narrative and abstract dance, between dense
aggressive movement and a relaxed way of being present on stage.

During the rehearsals, the participants of our physical drama have settled into the
material and bring emotional depth to it. The story, which begins as dancing in a city
square and continues with discussions embodied in motion about celestial bodies,
eternity and what is greater than us, has gained dimensions — we entered into a
dialogue with Xenakis and Thompson, and it seems that we have something to tell
them.’ [ |
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25.06
BC
25:50
18+

& YACTHAA ®UIAPMOHHA « TPUYMD»
KamepuvlLil KoHyepm

Alpha F
Tpuo «Tesuc» (Mpeuusn)

UcnonHutenu:

UpuHn Unparmanuc — meuluo-conpaHo

Moproc Kanyanc — BUONOHYeNb, KNaccUYeCKan KPUTCKas JIUpa, apaHHKUPOBKU
Anvntpa KokKnHonyny — coprenuaHo

Mporpamma:

AHHUc KoHcTtaHTuHuauc (1903-1984)

MecHu U3 umkna Ao 1a Eikool TpayoUdia Tou EAAnVIkoU AaoU |
«ABaauaTtb neceH Hapoaa Mpeuun» (1937-1947)

1. Midvw TETpeg kK NIBApIa | « A xBaTaloCb 3a KAMHU U CKabI»

2. AahouUdi Tng Moveppaoidg | «Kpenocts MoHemBacus»

3. Aev ev'auyr) va onkwbw | «EaBa pacceeno, He paHo b NPOChINaTbCA»
4. ExBéc Bpadu emrpoBaia | « Buepa no3aHO HOYLIO S MPULIE»

5. Kivnoa ex6ég va £pBw | «Buepa A nycTunca B nyTb»

Hukoc CkankorTac (1904-1949)
Tpupepn MeAwdia | « HexHaa menoaus»
ANA BUOJIOHYENU U copTtenmaHo, AK 65 (1949)

Cratuc Miprarkuc (p. 1967)

O Mistress Mine | «ae Tbl, Munas» Ha cnosa Yunbsama LLlekcnupa
Amé desde hace tiempo | «J1i06/10 ye Lenyio BeYHOCTb»

Ha cnoBa [1aéno Hepyabl

Moproc Kanyauc (p. 1973)
Tpikupia | « Bypa» An1A KnaccMYeCKOM KPUTCKOM IUPbI COJIO

Banepuo Matona (p. 1975)

MecHu Ha cTruxu AHrenoca CMKennaHoca

HautokTovia Tou Adjesivano | « Camoy6buiicTBo AgbecrBaHo»
Avaduopévn | « AdpoauTa, BbixoAALasa U3 MOPA»
EmaTpoen | «Bo3BpalueHue»
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Z 3 . O 6 @ PRIVATE PHILHARMONIC ‘TRIUMPH’
chamber concert

SUN
Alpha F

ZB . 3 O Thesis Trio (Greece)

/| 8 + Performers:

Irini Tsirakidis — mezzo-soprano
Yiorgos Kaloudis — cello, classical Cretan lyra, arrangements
Dimitra Kokkinopoulou — piano

On the programme:

Yiannis Constantinidis (1903-1984)

Songs from Twenty Songs of the Greek People (1937-1947)
‘l grab stones and rocks’

‘Castle of Monemvasia’

‘It is hardly dawn, to be weaken up’

‘Late last night, | came’

‘Yesterday, | set off to come’

Nikos Skalkottas (1904-1949)
Tender Melody for cello and piano, AK 65 (1949)

Stathis Giftakis (b. 1967)
O Mistress Mine, poetry of William Shakespeare
Amé desde hace tiempo, poetry of Pablo Neruda

Yiorgos Kaloudis (b. 1973)
Trikymia for solo classical Cretan lyra

Valerio Matola (b. 1975)

Songs on the poetry of Angelos Sikelianos
The Suicide of Adjesivano

Anadyomené

Returning
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23.06
ALPHA F

puo «Te3uc» — MNpPOEKT Tpex Apy3en: meuuo-conpaHo UpuHu Linpakuauc, nua-

HUCTKU AUMUTPbl KOKKMHONYNY M BUONOHYENUCTA, KOMMO3UTOpa, MacTepa Mrpbl

Ha KN1aCCUYECKOMN KPUTCKOM ninpe ﬁoproca Kanyauca. Tpuo ocHoBaHo B 2018 roay

M (hOKYCUPYETCHA Ha UCMOJIHEHUU KaMepHbIX COYMHEHWA COBPEMEHHbIX MPeYeCcKUx
Komno3uTopoB. MoLLHbIA, ApaMaTU4YHbIA FO0C U3BECTHOM onepHon neBuubl UpuHu Lnpa-
KUAUC HaXO4UTCA B 3ANULIEHTPE My3blKa/ibHbIX COObITUIA, KOTOPble TPUO CO3AAET Ha KOH-
ueptax. K akagemmyeckum Tembpam hopTenrMaHo U BUONOHYENN Ao6BaBnAeTCA TepnKoe 3BY-
YaHMe KIaCCUYECKOW KPUTCKOM INpbl — APEBHEro HauuoHabHOro MHCTPYMEHTa ¢ 0CO6biM
CNoco6oMm 3BYKOM3B/IEYEHHA.

Mporpamma Alpha F — 3TO KonneKuMsa neceH KPYNHEMLLIMX rPeYeCcKUX KOMMO3M-
TopoB XX BEKa U COYMHEHWUH HalMx coBpemMeHHWKOoB. Linkn AHHMca KoHcTaHTUHMAUCA
«/lBaguaTb neceH Hapoga lpeuun» — HKAacCMKa MpoWIOro BeKa, 6necTAwMin obpasel
coeauHeHUs (hoNbKIOPHOrO Matepuana U NOCTPOMaHTUYECKU-UMNPECCUOHUCTCHKON topTe-
NUaHHOM CTUXMU. « HeHasa menoausa» ANnA BUONOHYENU U tdopTennaHo HUKoca CranKkor-
Taca — NepBOro rpe4yeckoro MoAepHUCTa, Ybe TBOPYECTBO TaK U He HAaWo NPU3HaHWA
NpU }KU3HK, Y4eHUKa U nocnegosartenn LLIéH6epra, — npeacTaBnAeT KOMNO3UTOPA C HEOKMU-
AAHHOM, NUpUYHOM cTopoHbl. Ctatuc Madrakuc u Banepuo Natona, aBTopbl py6era
XX-XXI BekoB, BonnowatoT noasuio Lekcnupa, Maéno Hepyabl u AHrenoca CuKenuaHoca
B HEOPOMaHTUYECKUX MONIOTHAX, noayac AOCTUraloWux maclutaba TeaTpanbHOM Apambl.
B KOHLEPTHYIO NPOrpamMMy TaKme BHAIOUYEHO CO6CTBEHHOe npousseseHue Moproca Kany-
ANCa ANA KNAacCUYECKON KPUTCKOM NUPbI. m
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23.06
ALPHA F

he Thesis Trio is a project by three friends: the mezzo-soprano Irini Tsirakidis,

the pianist Dimitra Kokkinopoulou and the cellist, composer and classical Cretan

lyra virtuoso Yiorgos Kaloudis. Established in 2018, the trio is focusing on the

performance of chamber compositions by modern Greek composers. The powerful,
dramatic voice of the famous opera singer Irini Tsirakidis is the epicentre of the musical
events that the trio creates at concerts. The tangy sound of the classical Cretan lyra, an
ancient national string instrument that requires a special way of sound production, is added
to the academic timbres of the piano and cello.

The programme Alpha F represents a collection of songs by major Greek composers
of the 20t century, as well as music pieces by our contemporaries. The cycle Twenty Songs
of the Greek People by Yiannis Constantinidis are the classics of the last century, a brilliant
example of combining folklore material and post-Romantic Impressionist piano element.
Tender Melody for cello and piano by Nikos Skalkottas — the first Greek modernist, whose
work never found recognition in his lifetime, pupil and follower of Schoenberg, — presents
the composer from an unexpected, lyrical side. Stathis Giftakis and Valerio Matola are
the authors who have created at the turn of the 215t century, embody the poetry of Shakespeare,
Pablo Neruda, and Angelos Sikelianos in Neoromantic canvases, sometimes reaching
the scale of theatrical drama. The concert programme also includes a work by Yiorgos
Kaloudis for the classical Cretan lyra. [ |
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2406 & AOM AArMNEBA

cobvimie-sHuzMa
[TH

01: 50
ApTucTbl TeaTpa «paHb»:
/| 8 + HOnua BoKypaase
EBreHusa ApmaeBa
Bepa depoToBa
Makcum LipbiraHkoB

«ECJIN Bbl 3HATb, ECJZIX Bbl 3HATb!»

OYHble COObITUA-3HUIMbI — OAHa W3 Tpaguuuin [AaruneBcKoro cecTuBans,
onpeaenslowWwmnx ero atmocctepy. 3To peaKad BO3MOMHOCTb MPOBECTU CaMble
KOPOTKHWE HOYM B roay BMeCTe C TBOPYECTBOM apTUCTOB (hecTUBans.

Kakue MmeHHO npousBeAeHUA UCMONIHWUAW apTUCTbl, CTAHOBUTCA U3BECTHO JiMLIb
nocne 3aBepLieHUs cobbiTuA. TaKoi Nnpuem nomoraeT choKyCUpoOBaTb BHUMaHUE: ABUKEHUA
YYBCTB B OTBET Ha XOA4 XYAOMECTBEHHON MbIC/IM — BOT NpeAaMeT COCPEAO0TOYEHHOro Habnto-
AEHUA ANA BCEX YYAaCTHUKOB. YraabiBaTb aBTOPOB TOME MOMET 6bITb YBAeKaTe/IbHO: OTragKku
HanAyTCA B NporpaMmMKe, KOTOPYIO KamAbli NMOAYYUT B thMHaNe BCTPEYUM.

B 3tom roay CO6bLITUA-3HUIMbI MPOXOAAT B MUCTOPUYECKOM rocTuHOM Jloma
JAarnneBa — B KOHLUEPTHOM 3ane O0CO6HAKa, rae 3HaMEHWUTbI MMNpecapyvo NpoBen CBOU
AETCKUe roabl. [ |

70




24 . O 6 & HOUSE OF DIAGHILEV
enigma event
VION
01: 50
Gran’ Theatre artists:

/| 8 + Yulia Bokuradze
Evgenia Arzhaeva
Vera Fedotova
Maksim Tsygankov

‘If Only We Knew, If Only We Knew!’

octurnal enigma events are one of the traditions of the Diaghilev Festival that define

its atmosphere. This is a rare opportunity to spend the shortest nights of the year

immersing into creative work of the artists of the Festival.

It is only after the event is finished that the music works that have been performed
are revealed. Such a procedure helps to focus attention — the senses set in motion by the
train of artistic thought are the subject of careful observation for all participants in the event.
Guessing the authors might also be a fascinating puzzle — the solutions will be found in the
programme that everyone will receive at the end of the meeting.

This year, enigma events are held in the historic reception room of the House of
Diaghilev — the concert hall of the mansion where the famous impresario spent his childhood
years. [ |
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24.06
[TH
13:00
b+

& BOMIbLIOM 3AN NEPMCKOM ®UNAPMOHUM
popmenuannpLii Konyepm

BOPUC BEPE30OBCKUM
Mporpamma:

Jlioasur BaH berxoBeH (1770-1827)

CoHarta N2 13 mu-6emonb maxop (Sonata quasi una Fantasia),
op. 27 N2 1 (1801)

Andante. Allegro. Andante

Allegro molto e vivace

Adagio con espressione

Allegro vivace

Mwunuin BanakupeB (1837-1910)
Ckepuo N° 2 cu-6emonb muHop, BM. 108 (1900)

JliopBur BaH beTtxoBeH

CoHarta N2 15 pe maxop (MacTtopanbHasn), op. 28 (1801)
Allegro

Andante

Scherzo, Allegro vivace

Rondo. Allegro ma non troppo

Cepre# JlanyHoB (1859-1924)
«JlesruHKa», N2 10 u3s umMKna «12 TpaHCUEHAEHTHbIX 3TIOAO0B
ana doprtenuaHo», op. 11 (1897-1905)

®dpuaepuk LoneH (1810-1849)
Crepuo N° 2 cu-6emonb MuHop, op. 31 (1835-1837)

Jlioasur BaH BeTxoBeH

CoHaTta N2 17 pe muHop («Bypsa»), op. 31 N2 2 (1802)
Largo — Allegro

Adagio

Allegretto

Mwunuin Banakupesn

CKepuo N? 3 da-gues maxop, BM. 117 (1901)
«Ucnamen», BoctouHas daHTasus, op. 18, BM. 62 (1869)
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VION
18:00

b+

& GREAT HALL OF THE PERM PHILHARMONIC
piano recital

BORIS BEREZOVSKY
On the programme:

Ludwig van Beethoven (1770-1827)

Sonata No. 13 in E flat major (Sonata quasi una Fantasia),
Op. 27 No. 1 (1801)

Andante. Allegro. Andante

Allegro molto e vivace

Adagio con espressione

Allegro vivace

Mily Balakirev (1837-1910)
Scherzo No. 2 in B flat minor, BM. 108 (1900)

Ludwig van Beethoven

Sonata No. 15 in D major (Pastoral), Op. 28 (1801)
Allegro

Andante

Scherzo, Allegro vivace

Rondo. Allegro ma non troppo

Sergei Lyapunov (1859-1924)
Lezghinka, No. 10 from the cycle 12 Transcendental Etudes for piano,
Op. 11 (1897-1905)

Frédéric Chopin (1810-1849)
Scherzo No. 2 in B flat minor, Op. 31 (1835-1837)

Ludwig van Beethoven

Sonata No. 17 in D minor (The Tempest), Op. 31 No. 2 (1802)
Largo — Allegro

Adagio

Allegretto

Mily Balakirev

Scherzo No. 3 in F sharp major, BM. 117 (1901)
Islamey, oriental fantasy, Op. 18, BM. 62 (1869)
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BOPUC BEPE3OBCKIIN

naHuct bopuc Bepe3oBCKMA — 30510TOM Meaanuct KoHKypca uMm. YarnKkoBCKoro

(1990), conucT C ycnewHon MexAyHapoAHOW Kapbepor U O6LIMPHOW AUCKOrpa-

e, MHOroKpaTHO OTMEYEHHOM MPEeCTUKHLIMKU NPEeMUAMU, — NpeanaraeT npo-

rpammy, oxsaTbiBatouyto posHo 100 ieT My3blKasibHOM UCTOPUHM, ¢ 1801 no 1901 roa.
Meay COYMHEHUSAMH, KOTOpble MPO3By4YaT B KOHLiEPTe, BO3HUKAIOT MapassieNid U HeoXHu-
AaHHble pUdMbIl, NO3BONIAIOLWME YBUAETb B hopTenMaHHoM My3bike XIX BeKka eauHoe, AMHa-
MUYHO pa3BUBaloLLeeca Lenoe.

Aapom nporpammbl ctanu Tpu coHaTbl JlloaBMra BaH bBerxoBeHa, HanucaHHble
B «3o0n0Tble» 1801-1802 roabl. B 3T0 BpemA, A0GMBLUMCL YCTOMYMBOro Npu3HaHUA B BeHe
Kak KOMMO3UTOP M NUaHUCT, BeTxoBeH 3KcnepuMeHTUpyeT C (OpPMOM U CoAepHaHUeM.
TpuHapuaTtana coHata BCTynaeT B AManor C MOMYASPHbIM B TO BPEMA KaHpPOM (haHTa3uw,
YbM NPUMETbI — KOMMNAKTHOCTb, NapajoKca/bHble CMeHbl KOHTPACTHbIX atheKToB, OTCYT-
CTBME Nay3 Memay 4acTAMMU U obwasa aTtMochepa TBOPYECKON HEMOYTUTENBLHOCTU K NpaBu-
nam. B MAatHaguaton BeTxoBeH BO3BpallaeTcA K YCTOABLUENCA CXeMe «60MblUOM COHAaTbI»
Y NULIET OAHY U3 CaMbIX CBET/IbIX CBOMX KOMMO3ULIUIA, NONYYMBLLYIO OT U3aaTenen Tutyn Mac-
TopanbHOMW. [laxe B No3gHWE roAbl KOMMO3UTOP OXOTHO Urpan Apy3bAM MEeAJIEHHYIO YacTb
3TOKN COHaTbl, B KOTOPOW HaWAEH Ha PeAKOCTb yAa4yHbIM 6anaHCc MeRay CEpAUTLIM IOMOPOM
M NvupudecKoi rpyctbio. CemHaguartas, ogHa M3 cambiX M3BeCTHbIX Yy BeTxoBeHa, BHOCUT
B MHCTPYMEHTA/IbHYIO MY3biKy BO3BbIlEHHbIA Tparuam TeaTpanbHoro xecra. PomeH PonnaH
BWAEN B HeW MPOTUBOCTOAHME «MOTOKA HEYMOSIMMOM W AWKOW CWUNbI» U «BnajblyecTsa
MbIC/IW, KOTOPaA NapuT B BbicoTe». JIUHAMUYHbIE rAPMOHWK U Pe3KUE CMeHbl 06pa3oB CKna-
AblBalOTCA B 6€CKOHEYHbIA BUXPb BPEMEHU, KOTOPbIA MOHWUT repos Ha NOeANHOK C Cyab6oit;
KOMMO3UTOP HaBEPHAKA B/IOXW/ B My3blKY 3MOLIUK, UCTIbITbIBaeMble UM B 60pbbe ¢ NoacTy-
nawowem rnyxoTou.

BTtopoe ckepuo ®Ppuaepura LLloneHa — 3TO KBUHTICCEHUUA POMAHTUYECKOro
MUPOOLUYLIEHWUA, pe3Kasn, MeCTHaA U 6ecrnoKorHaa My3blKa, rae HeHagonro AOCTUrHyTas
XpynKkaA rapMoHuA pacnajaeTcA noa yAapamu 6ypu 4yBCTB. 34eCb HET HU NPOCTOHa-
POAHOCTU, HU (hAaHTACTUKMK, HU IOMOpPa — WX MECTO 3aHWMalOT B3BMHYEHHbIA ApamaTU3M
M A0 npeaena Cy6beKTMBHasA 3MoOUMOHanbHaA nanuTtpa. Po6ept LlymaH cpaBHMBan 3T1o
CTpacTHOe CKepuo C noamon balipoHa, « HACTONLKO OHO HEMXHO, AEP3KO, HAaCTONbKO MOJIHO
N06BU U Npe3peHUn». >
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24.06
BORIS BEREZOVSKY

oris Berezovsky — a Gold Medal winner at the Tchaikovsky Competition (1990),

a soloist with an successful international career and an extensive discography

that was repeatedly awarded prestigious prizes — offers a programme that spans

exactly one hundred years of musical history, from 1801 to 1901. Parallels and
unexpected rhymes arise between the works performed in the concert, making it possible to
see a single, dynamically developing whole in the piano music of the 19* century.

At the core of the programme, there are three sonatas by Ludwig van Beethoven,
written in his ‘golden’ years from 1801 to 1802. At this time, having achieved steady
appreciation in Vienna as a composer and pianist, Beethoven experimented with form and
content. The Sonata No. 13 engages in a dialogue with the genre which was popular at that
time — a fantasy, characterised by compactness, paradoxical changes of contrasting affects,
the absence of pauses between parts, and the general atmosphere of creative disrespect for
the rules. In the Sonata No. 15, Beethoven goes back to the established scheme of the ‘grand
sonata’ and writes one of his brightest compositions, which was given the title ‘Pastoral’ by
its publishers. Even in his later years, the composer willingly played the slow movement of
this sonata to his friends, which provides a rare instance of a perfect balance between angry
humour and lyrical sadness. The Sonata No. 17, one of Beethoven’s most famous sonatas,
brings to instrumental music the sublime tragedy of a theatrical gesture. Romain Rolland saw
it as a confrontation between ‘the flow of inexorable and savage force’ and ‘the dominion of
thought that soars in heights’. Dynamic harmonies and abrupt changes of images add up to
an endless whirlwind of time, which drives the protagonist to a duel with fate; the composer
might have put into the music the emotions he experienced in the fight against approaching
deafness.

Frédéric Chopin’s Scherzo No. 2 is the quintessence of a romantic worldview; this
music is piercing, harsh and restless, with fragile harmony, one moment briefly achieved,
the next disintegrating under the blows of a storm of feelings. There is no vulgarity, no fiction,
no humour in it — their place is taken by high-strung drama and a highly subjective emotional
palette. Robert Schumann compared this passionate scherzo to Byron’s poem, ‘it is so
tender, audacious, so full of love and contempt.’ >
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24.06
BOPUC BEPE3OBCKIIN

Ponb Munua banakupeBa B hOpMHUPOBaHWU CTUNA PYCCKOW MYy3blKM BO BTOPOM
nonosuHe XIX BeKa A0 CUX NMOP He OueHeHa Mo AOCTOMHCTBY. JleCATUNETUAMMU OTKNaAbIBaA
3aBepLueHre CO6CTBEHHbIX KOMMNO3ULMH, OH (haKTUYEeCKU co3aaBan My3blKY pyKamu ApYyrux
noaen, AUKTYA TBOPYECKUe pelleHUs ToBapuwam no «Moryyei Kyuke» U YalKoBCKOMYy.
B KOHLe BeKa, BepHYBLUMCb B My3blKYy NMOC/e HEPBHOIO CpbiBa M NOCAeAOBaBLIEH 32 HUM
CaMoM130/5UMUH, OH obpalLanca MbICAAMA K CBOMM paHHUM onycaM, pa3BMBas 3a/lI0MeHHble
B HUX uaeu. [la CHepuo, HanucaHHbix BanakupesbiM B cTapocTW, — 3TO nerkas, npo-
3payHaa U BUPTYO3HaA My3blka C OTTEHKOM BOCTOYHOIO KOMIOpUTa; AO/Ir0O€ BPEMSA OHU 6bliv
MasloU3BECTHbl, KaK U Apyrve nosgHUWe CoOYUHeHUA KomnosuTtopa. PaHTasuo «Ucnameinn,
CO3/1aHHYI0 KOMMO3UTOPOM — B NEpUoj TBOPYECKOro pacuBeta — Ha OCHOBE NOAJIMHHOM
TeMbl KaBKa3CKOro TaHUa, #Aaana 6onee cyactiveana cyabba. MNMbeca crana obueeBponemn-
CKOM ceHcauMuer U NMPOYHO Boluia B penepTyap NUaHUCTOB; M3BeCTHO, YTo Mopuc PaBenb
nucan ceoero « CKap60» C 0CO3HaHHbIM HamMepeHUeM NPeB30MTU ee B BUPTYO3HOCTH.

Cepre# JIAnyHOB 6bl1 OAHUM M3 HEMHOIMX KOMMO3WTOPOB MOJIOAOrO MOKONEHHA,
KTO WHTepecoBancA banakupeBbiM B KOHLIe €ro HU3HWM M NOAAEPHMUBaAN C HUM CBA3b.
JlAnyHOB OpKecTpoBan My3blKy CTaplUero Koaieru, a nocne ero CMepTy 3aKOH4YM HECKONbKO
COYMHEHUN U yHacnepoBaN HECKONbHKO AoMKHocTen. Ero «JlesarMHka» U3 «12 TpaHcueH-
AEHTHbIX 3TIOAO0B» ABHO BAOXHOBNEHa « Ucnameem», a UMKA B LieNIOM 3aZlymaH Kak BTOPOH
TOM K OAHOMMEHHOMY LKAy JIUCTa U 3aMblKaeT ero TOHa/IbHbIA KpPyr. [}

96




24.06
BORIS BEREZOVSKY

Mily Balakirev’s role in shaping the style of Russian music in the second half of
the 19t century has not yet been appreciated. While postponing the completion of his own
compositions for decades, he actually made music with the hands of other people, dictating
creative solutions to his comrades in the Mighty Five and to Tchaikovsky. At the close of the
19% century, returning to music after a nervous breakdown and subsequent self-isolation,
Balakirev turned his thoughts to his early opuses, developing the ideas incorporated in them.
The two scherzos he wrote in his old age are light, transparent, and virtuoso music with a touch
of oriental flavour; they were little known for a long time, similar to other late compositions of
the composer. The fantasy Islamey, which Balakirev wrote during his creative heyday based
on the authentic theme of Caucasian dance, had a happier fate. The piece made headlines
all over Europe and firmly entered the repertoire of pianists — it is known that Maurice Ravel
wrote his Scarbo with the conscious intention of surpassing Islamey in virtuosity.

Sergei Lyapunov was one of the few composers of the younger generation who were
interested in Balakirev at the end of his life and kept in touch with him. Lyapunov orchestrated
the music of the older colleague, and after his death he completed several compositions
and inherited several positions. His Lezghinka from the 12 Transcendental Etudes is clearly
inspired by Islamey, and the cycle as a whole is conceived as the second volume to Liszt’s
cycle of the same name, completing its tonal circle. |
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24.06
[TH
25:00
18+

& YACTHAA GUNAPMOHUA « TPUYM®»
KamepHpLi KOHYepm

«1,2,3...»
cono, AyaT, Tpuo-coHatbl Kapna ®ununna 3maHyana baxa

UcnonHutenu:

Taa Kéuur-Tapacesu4y — neiTta-tpaBepco
BnagucnaB lNecuH — cKpunka
HoHcTaHTHH LLleHMKoB-ApxapoB — NIOTHA

Mporpamma:
Kapn ®unaunn 3maHyanb bax (1714-1788)

CoHata ana ¢aenTbl CONO0 N MUHOD,
Waq. 132, H. 562 (oK. 1747)

Poco adagio

Allegro

Allegro

Ayat ana dnenTbl U CKPUNKU MU MUHOP / CONb Maop,
Waq. 140, H. 598 (1748)

Andante

Allegro

Allegretto

Tpuo-coHata ana hnenTbl, CKPUNKU U 6ACCO KOHTUHYO pe MUHOP,
Wq. 145, H. 569 (1731)

Allegretto

Largo

Allegro

Tpuo-coHata ana hnenTbl, CKPUNKU U 6ACCO KOHTUHYO CU MUHOP,
Wq. 143, H. 567 (1731)

Allegro

Adagio

Presto
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MON
25:00
18+

& PRIVATE PHILHARMONIC ‘TRIUMPH’
chamber concert

1, 2, 3...
Solo, duet, and trio-sonatas by Carl Philipp Emanuel Bach

Performers:

Taya Konig-Tarasevich — transverse flute
Vladislav Pesin — violin

Konstantin Shchenikov-Arkharov — lute

On the programme:
Carl Philipp Emanuel Bach (1714-1788)

Sonata for Solo Flute in A minor,
Waq. 132, H. 562 (ca. 1747)

Poco adagio

Allegro

Allegro

Duet for Flute and Violin in E minor / G major,
Wa. 140, H. 598 (1748)

Andante

Allegro

Allegretto

Trio Sonata for Flute, Violin, and Basso Continuo in D minor,
Waq. 145, H. 569 (1731)

Allegretto

Largo

Allegro

Trio Sonata for Flute, Violin, and Basso Continuo in B minor,
Waq. 143, H. 567 (1731)

Allegro

Adagio

Presto
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1.2, 3.

apn ®unaunn 3maHyanb bax, BTopoi cbiH MoraHHa CebacTbsiHa, 6bln OAHUM U3 CaMbiX

BNIUATENIbHbIX KOMMO3UTOPOB CBOEro BpeMeHW. Ero AMHaMU4YHbIN U CY6HEKTUBHO OKpa-

LUEHHbIX «4YBCTBUTE/IbHbIM CTU/Ib» Obll NMPU3BaH MOKasaTb MOAJIMHHbIE YenoBeYecKue

3MOLUMMU B UX €CTECTBEHHOM ABUMEHUU. Duaunn dMaHysnb OAHUM M3 MepBbiX BbiBes
My3blKy 3a nNpeaeibl 6apoOKKO, pacLUMPUB ee AIMOLIMOHaNbHbIA AUana3oH, BHECA Pe3KMe NepeMeHbl
TEKCTYP U HaCTPOEHUH, OCHOBaHHbIE Ha NPUHLMNAX PUTOPUKK U ApaMbl. Ero npuKuMsHeHHas peny-
Tauusa 6bina Bbllle, YeM y ero BesiMKkoro otua. langH, berxoseH, Bebep n MeHaenbCoH KonneKumo-
HUPOBa/N €ro COMMHEHUA U YYUIUCb UrpaTb Ha KNaBUpe MO ero 3HaMeHUTOMY MneAarorM4ecKomy
TpaKkTaty, a MouapT yTBep#aan, YTo ero nokoseHne — My3biKajbHble 4eTH dununna dmaHyans,
u po6asnan: « TOT U3 HAC, KTO Yero-1IM60 CTOMT, Hay4YM/ICA Y HErom.

dununn IMaHyanb 6bL1 U3BECTeH KaKk «6epnuHCKUi Bax» 6narogapa 30 roaam cnyHo6bl
npu asope Ppuapuxa BenuKkoro, umnepartopa lMpyccun. Ppuapux 6bi1 KOMMNETEHTHBIM My3bi-
KaHTom. B cBoem aBopue B lMoTcaame OH ycTpauBan HECKONbKO COTEH My3blKajlbHbIX Be4yepoB
B roa. U3BecTtHaa KapTuHa Agonbtda oH MeHuensa nsobpaaeT 04AUH U3 TaKUX BeyepoB. Ha Hel,
B LlEHTPe KOMMO3WULMH, Mbl BUAUM MOHapxa, UrpatoLlero Ha dneitte, 1 dunmnna dmaHyansa, aKKoM-
naHupyloLwero eMy Ha Knaeupe. B Katanore counHeHuit Baxa-cbiHa Hemano npousBeaeHU AnA
thneiTbl. Bce oHU GbiNK HanUcaHbl, 4TO6bl 3BY4aTb NPU ABOPE; UX NEPBbIM UCMOIHUTENEM BMOJHE
MOI OKasaTbCAl caMm Umnepatop. HeKoTopble U3 3TUX COYMHEHUIM BKKOYEHDbI B MPOrpamMmMmy KOHLUepTa.

CoHarta na muHop (Wq. 132) ®dunvnna AmaHyana — oAHO U3 NepBbIX B UCTOPUU NPOU3BE-
AEHWIA AnA dneiTbl cono (apyrue npuHaanemar ero otuy MoraHHy Ce6acTbsAHy U €ro KpecTHOMY
otuy leopry ®ununny TenemaHy). OHa 6blna HanMcaHa B roj 3aBeplueHUsA cTpouTenbctBa CaH-
Cycu, nobumon pesuaeHUMM umnepatopa, U usaaHa 17 net cnycta — no-sMAUMOMY, BTalHe OT
®dpuapurxa, KOTOPbIK 3anpeLyan nevartaTtb U NYGJIMYHO UCNONHATDL NPeAHasHa4YeHHbIe A1 HEro KoM-
nosvuuu. Mysbika coHaTbl NpMMedaTe/ibHa codeTaHUeM raflaHTHOCTU U CYy6beKTUBHOCTU. Bpems oT
BPeMEeHU B HeW NOABNAIOTCA XapaKTepHble yraoBaTbie MOTUBbLI, 3acTaBnfAloWwnue heiTy roBopuTb
Cpasy HeCKO/IbKUMU rosocamMu, a B KOHLIe NepBOM U TPETbeN YacTeN Mbl C/bILLWM CMeNble PUTOPU-
Yeckue naysbl — Lie/ible TaKTbl, OCTaB/I€HHbI€ NONHOCTbLIO NYCThIMU. MoOpAAOK YacTel, B KOTOPOM
3a MeANeHHOW cneayioT ABe 6bICTpble NoAPAA, TaKHKe HETUMMYEH HU AnA 6apOKKO, HU ANA Khac-
CUKOB, HO He pa3s BcTpeyaeTca B coHaTtax Pununna dmaHyans.

Ay3T Ana hnerTbl U CKPUNKHU yry6bnsaeT pasnom Mexay ABYMA My3blKalbHbIMUA 3MOXaMu:
yxoAswen U HacTynawlwen. Ero nepsas yacTb BOCKpelwaeT Ayx 6apoyHoi nonavdoHun. Cnegom
WAYT ABEe MNOABWMHBIE YaCTW, B KOTOPbIX HACTPOEHUA MEHAIOTCA B MaHepe POKOKO: Kamnpu3HO
W NPUXOT/IMBO.

ABe TpUO-COHaTbl 6blIM HanWcaHbl BO BpemA y4yebbl Punvnna IMaHyansa B YHUBEPCHU-
TeTe (B ceMbe BaxoB XOpowWo 3Ha/NU: YHUBEPCUTETCKOE 06pa3oBaHUe HYHHO MY3bIKaHTY, YTOGbI
npy1 ABOpe K HeMy He OTHOCWUJIMCb KaKk K cnyre). B 1747 rogy oHu 6b1nM nepepaboTaHbl, 4YTO6bI
Jlyylle COOTBETCTBOBaTb HOBbIM My3blKanbHbIM BKycam. BapoyHas My3blka, NPOHM3aHHas eAUHbIM
addeKTom, 6yATO NbiTaeTCA BbIPBAaTbCA B HUX 3@ OTBEAEHHble el npeaenbl. Hanbonee 3ameTHO
3TO B MEANIEHHbIX YacTAX — HEe C/ly4anHO CYMTANIOCh, YTO KOMMO3UTOPbI « YYBCTBUTENBHOMO CTUNA»
nobaTt Adagio n oxoTHee Bcero NposBAAKT CBOK U306peTaTe/IbHOCTb UMEHHO B HUX. [ |
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arl Philipp Emanuel Bach, the second son of Johann Sebastian, was one of the

most influential composers of his time. His dynamic and subjectively coloured

‘sentimental style’ was intended to show genuine human emotions in their natural

flow. Philipp Emanuel was one of the first to take music beyond the Baroque,
expanding its emotional range, introducing drastic changes in textures and moods based on
the principles of rhetoric and drama. He was more highly reputed during his lifetime than his
great father. Haydn, Beethoven, Weber, and Mendelssohn collected his works and learned to
play the clavier with his famous pedagogical treatise, and Mozart claimed that his generation
were the musical children of Philipp Emanuel, adding, ‘Those of us who are worth anything
have learned from him.’

Philipp Emanuel was known as the ‘Berlin Bach’ due to his 30 years of service at
the court of Frederick the Great, Emperor of Prussia. Friedrich was a competent musician.
He hosted several hundred musical evenings a year in his palace in Potsdam. The famous
painting by Adolph von Menzel depicts one of those evenings. In the centre of the composition,
we see the monarch playing the flute and Philipp Emanuel accompanying him on the clavier.
There are many works for flute in the catalogue of Philipp Emanuel Bach’s compositions. All
of them were composed to be played at court; their first performer could well be the emperor
himself. Some of these compositions are included in the concert programme.

Philipp Emanuel’s Sonata in A minor, Wq. 132 is one of the first ever compositions
for solo flute (others belong to his father Johann Sebastian and his godfather Georg Philipp
Telemann). It was written in the year of the completion of Sanssouci, the emperor’s favourite
residence, and published 17 years later — apparently in secret from Frederick, who forbade
printing and publicly performing compositions intended for him. The music of the sonata is
notable for its combination of gallantry and subjectivity. From time to time, characteristic
angular motifs appear in it, forcing the flute to speak in several voices at once, and at the end
of the first and third movements we hear bold rhetorical pauses — whole bars left completely
empty. The order of the movements, in which the slow one is followed by two fast ones in a
row, is also atypical both for the Baroque and for the classics, but it is found more than once
in the sonatas by Philipp Emanuel.

The Duet for Flute and Violin deepens the rift between two musical eras, the passing
and the approaching. Its first movement resurrects the spirit of Baroque polyphony. This is
followed by two lively parts in which the moods change in the Rococo manner, capriciously
and whimsically.

Two trio sonatas were written during Philipp Emanuel’s studies at a university
(the Bach family knew well that a musician needed a university education so that he would not
be treated like a servant at court). In 1747, these were redesigned to better suit new musical
tastes. In these sonatas, Baroque music, permeated with a single affect, as if trying to break
out beyond the limits assigned to it. This is most noticeable in the slow movements — it was
not by chance that composers of the ‘sentimental style’ loved Adagio and were most willing
to show their ingenuity in them. u
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19:00
26.06
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21:00
16+

aubpemmo

& ABOPEL, KY/IbTYPbl M. CONAATOBA
* NMPEMbEPA
onepa

Bonbdranr Amaaen Mouapt (1756-1791)
«BOJILLEBHAA ®JIEATA» (1791)

JInbpetto AmaHyansa LLnkaHeaepa

My3blKanbHbIM pyKoBOAUTENb U AupUKep — EBreHui Bopobbes
Pexunccep — HuHa BopobbeBa

AccucTeHT aupuxepa — AneKcaHap BpoHcKui
Xopwmeiictep-noctaHoBlWKWK — ApuHa MupcaeTtoBa
Komno3utop — Erop AHaHHKoO

Apamatypru — EKaTepuHa TpoenonbcKasa, AHapen PoanoHoB
XyaoxHUK-cueHorpad — Onbra LLla6aTtypa

XyAoHKHUK no KocTiomam — Aca MyxuHa

XyaoxHUK no ceety — PycnaH Maiopos

Xopeorpat — UpuHa NMocKopKoBa

3ByKopexuccep — Mapat Bapues

ACCUCTEHT XyAoKHHKa no KocTiomam — HOnusa MNpowesa
TexHonor-KoHCTpyKTOp — AMuTprn MunocnaBcKuin
XyAOXHUK no rpumy — Onbra CtepxoBa

MomMowHKKK pernccepa — MonnHa KopyHoBa,

Enena KeKkcenb, Ennsaserta LLlabblieBa

AccucTteHT pexuccepa — KOnua KoHapalumHa

MepeBoA NM6PETTO Ha PYCCKUM A3bIK — AHHa OpeluHUKoBa
AccucTteHT xopeorpacda — AHHa BapKanoBa

AccucTeHT XyaoxHMKa no ceety — [Japbsa lop6yHoBa

Koy4y no HemeLKomy A3bIKy — Hartawa KoHcTaHTUHOBA
Meparor-penetutop aeten — Hapemaa [po6bieBcKan
KoHuepTtmeiictepbl — ExkaTtepuHa MNMpeccnep, KoHctaHTUH U3oToB
JInHeHbIN npoatocep — KOnua AbAKoHoBa

Mpoatocep — Onbra KanuHa

TexHuyecKku gupexktop — PycnaH 3ananutavHoB
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/5.06
TUE
19:00
26.06
VVED
21:00
16+

@ SOLDATOV CULTURE PALACE
* PREMIERE
opera

Wolfgang Amadeus Mozart (1756-1791)
THE MAGIC FLUTE (1791)
Libretto by Emanuel Schikaneder

Musical Director and Conductor — Evgeny Vorobyov
Stage Director — Nina Vorobyova

Assistant Conductor — Alexander Vronsky

Chorus Master — Arina Mirsaetova

Composer — Egor Ananko

Playwrights — Ekaterina Troepolskaya, Andrey Rodionov
Set Designer — Olga Shabatura

Costume Designer — Asya Mukhina

Lighting Designer — Ruslan Mayorov

Choreographer — Irina Poskorkova

Sound Engineer — Marat Bariev

Costume Designer Assistant — Yulia Grosheva

Design Engineer — Dmitry Miloslavsky

Make-up Artist — Olga Sterkhova

Direcor Assistants — Polina Korkunova,

Elena Keksel, Elizaveta Shabysheva, Yulia Kondrashina
Translation of the Libretto — Anna Oreshnikova
Assistant Choreographer — Anna Barkalova

Assistant Light Designer — Daria Gorbunova

German Language Coach — Natasha Konstantinova
Children Répétiteur — Nadezhda Drobyshevskaya
Accompanists — Ekaterina Pressler, Konstantin Izotov
Line Producer — Yulia Dyakonova

Producer — Olga Kalina

Technical Director — Ruslan Zalyalitdinov
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Je#cTByloWMe n1Mua U UCNONHUTENN:

TamuHo — Bopuc CtenaHoB, TeHOp

MamuHa — EneHe MBpUTUWIBUAK, conpaHO

ManareHo — Aptem CaB4YeHKO, 6apUTOH

ManareHa — AHHa Ko4yeToBa, conpaHo

Llapyua Houn — AHTOHMHaA BeceHuHa, conpaHo

3apactpo — AneKceit Tuxomupos, 6ac

MoHocTatoc — [MaBen XapanruH, TeHop

Hpeu — NaHunn YecHoKos, 6ac

MepBaa aama — UpuHa TepeHTbeBa, conpaHo

Btopasa nama — EBreHua Bacunbuyk, conpaHo

Tpetba aama — AHactacua EpodeeBa, mevLo-conpaHo

MepBblit BOOPYeHHbIH YenoseK (BouH) — Hukonait denopos, TeHop
BTopoii BoopyxeHHbIH YenoBeK (BouH) — Buktop MoryauH, 6ac
MepBbl manbuyuk — Martseit UctomuH / Pegop JlanteB-YepHUUYKa, AUCKAHT
BTopoit manbuMk — AapuaH 3bikoB / UBaH PbiceB, AUCKaAHT

Tpetuit manbumk — MnatoH BnaabikuH / Peaop Xoaakos, anbt

OpKecTp 1 xop musicAeterna
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Performers:

Tamino — Boris Stepanov, tenor

Pamina — Elene Gvritishvili, soprano

Papageno — Artem Savchenko, baritone

Papagena — Anna Kochetova, soprano

Queen of the Night — Antonina Vesenina, soprano
Sarastro — Alexey Tikhomirov, bass

Monostatos — Pavel Kharalgin, tenor

Priest — Daniil Chesnokov, bass

First Lady — Irina Terentyeva, soprano

Second Lady — Evgenia Vasilchuk, soprano

Third Lady — Anastasia Yerofeyeva, mezzo-soprano
First Armoured Man (Warrior) — Nikolai Fyodorov, tenor
Second Armoured Man (Warrior) — Victor Pogudin, bass
First Boy — Matvey Istomin / Fyodor Laptev-Chernichka, descant
Second Boy — Adrian Zykov / Ivan Rysev, descant

Third Boy — Platon Vladykin / Fyodor Khodyakov, alto

musicAeterna Orchestra and Choir
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XOP MUSICAETERNA

conpaHo

WUpuHa Baruna

MaHHa BapbiWHUKOBa
BuKtopua BakcmaH
WUpnHa MuxainoBa
EneHa MNMoaKacuk
Anbhua XamuaynnumHa
EneHa FOpuyeHKo

anbTbl
Hapemxaa BpycHuublHa
AHHa MapaKoBa
AHactacuna l'ynaeBa
MapuHa UHoBnouKan
BuKtopua Pyaakosa
Hatanba Pa6bukoBa
Enena ToKapeBa
Enena LllecTtaKoBa
AHacTtacusa LLlymaHoBa
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TeHopa
Hukonan Bacos
Aptem BonkoB
WBaH MNopuH

HKoHcTaHTHH Morpe6oBCcKui

Masen CemaruH
Cepreit Cunakos
AneKkcangp Comos
Hukronait Crautok
Hukonain degopos

6achbl

AvnTtpuii Kocos
JleB Muxanés

Batop Ouunpos
BukTop MoryauH
Anekcen CeeToB
JaHnmnn YecHoKoB
Avinutpuii LLenkoBuH




MUSICAETERNA CHOIR

sopranos

Irina Bagina

Ganna Baryshnikova
Viktoria Vaksman
Irina Mikhaylova
Elena Podkasik
Alfia Khamidullina
Elena Yurchenko

altos

Nadezhda Brusnitsyna
Anna Gladkova
Anastasia Gulyaeva
Marina Inovlotskaya
Viktoria Rudakova
Natalia Ryabikova
Elena Tokareva

Eleya Shestakova
Anastasia Shumanova
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tenors

Nikolay Basov

Artyom Volkov

Ivan Gorin

Konstantin Pogrebovsky
Pavel Semagin

Sergey Silakov
Aleksandr Somov
Nikolay Statsyuk
Nikolay Fedorov

basses

Dmitry Kosov
Lev Mikhalev
Bator Ochirov
Viktor Pogudin
Alexey Svetov
Daniil Chesnokov
Dmitry Shelkovin



OPKECTP MUSICAETERNA

nepBble CKPUNKHU
Anekcanap KotenbHuKoB
Mapusa CtpaToHOBMY
Enena Paiic
Amutpui Yenura
Ana LLléroneBa
Onbra ApTioruHa
AHapein Cureaa
MUBaH Cy660TKMH
Ancbiny CaiicdynnuHa
AmuTtpuii BopoauH

BTOPble CKPUNKH

JlnHa BapTtaHoBa
Anactacua CTpenibHUKOBaA
Po6ept Bpem

MeTp YoHKyweB

Mapusa OKyHeBa
KpuctuHa Taxa
EKaTtepuHa lopenosa
EneHa XaputoHoBa

anbTbl
Mpuropun Yekmapén
JleB CepoB

Jlio6oBb JlazapeBa
EBrenun Lérones
AuHapa MypartoBsa
AHacTacusa Pbi6uHa

BUOJIOHYE/IN

Bnagumup CnoBayeBCKUI
EBrenuit PymsaHues
AnekcaHap lMpo3opos
Makcum AR4ypuH
Pa66aHu AnpgaHrop

KOHTpabachbl
AHapen LLIMHKeBUY
Annasep MeHameToB
Kapnoc HaBappo
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dhnenTbl
AHHa HomapoBa

MaprapuTa ManKkuHa (+ dnerTa-NnMKKONo)

ro6ou
Metep Tabopu
AHapen MaTioXuH

KNnapHeTbl / 6aCCeTropHbl
JAaHuna JlykbaHOB
[apba BeplunHUHa

¢aroTbl
Tanrat Capcembaes
HUropb Axcc

Ba/ITOPHbI
Xanpo XumeHo
AneKceii CakoBuY

TpyOGbl
Masen Kypaaxkos
Hukuta UcTomuH

TPOMGOHbDI

ApmaH CypTtaeB
AHapen CantaHoB
Bnaaumup KuiueHKo

JINTaBpbl
AmuTtpuin KnemeHoK

KNaBUILHbIE
AnekcaHapa JluctoBa




MUSICAETERNA ORCHESTRA

first violins
Aleksandr Kotelnikov
Maria Stratonovich
Elena Rais

Dmitry Chepiga
Yana Shchegoleva
Olga Artyugina
Andrey Sigeda
Ivan Subbotkin
Aisylu Saifullina
Dmitry Borodin

second violins

Lina Vartanova
Anastasia Strelnikova
Robert Brem

Pyotr Chonkushev
Maria Okuneva
Kristina Taha
Ekaterina Gorelova
Elena Kharitonova

violas

Grigory Chekmaryov
Lev Serov

Lubov Lazareva
Evgeny Shchegolev
Dinara Muratova
Anastasia Rybina

cellos

Vladimir Slovachevsky
Evgeny Rumyantsev
Alexander Prozorov
Maxim Akchurin
Rabbani Aldangor

double-bases
Andrey Shinkevich
Diliaver Minametov
Carlos Navarro

flutes
Anna Komarova

Margarita Galkina (+ flute piccolo)

oboes
Peter Tabori
Andrey Matyukhin

clarinets / bassethorns

Danila Lukianov
Daria Vershinina

bassoons
Talgat Sarsembaev
Igor Akhss

horns
Jairo Gimeno
Alexey Sakovich

trumpets
Pavel Kurdakov
Nikita Istomin

trombones

Arman Surtaev
Andrey Saltanov
Vladimir Kishchenko

timpani
Dmitry Klemenok

keaboards
Aleksandra Listova



25—126.06
«BOAWEBHASA O/EVITA»

BO/ILLEBHA /]
MO/THV/]
B OTYCTOPOHHEE

Kupusn Apxunoe, komnosumop

JIMYHOM KOMMO3UTOPCKOW MPaKTUKE BCAKUM pas, «coBepliaa noaxoa»

K My3blKe MouapTta, (UKCUPYID NpOTMBOPEYMBLIM npouecc. Ero MoMHO

onucatb HKaK HAaCTOPOMEHHOCTb, BbI3BAHHYI MPeACKasyeMOCTbiO peaKuuu

Ha HaYanbHOM 3Tane, a Noc/e — KaK OrPOMHYIO rpaBUTaLMI0 ApaMaTypruyecKoro
M TEXHUYECKOro 06asHWA MOLlapTOBCKOrO Matepuasna, OT KOTOPOro C/IOMHO OTAA/IMTbCA,
oTopBaTbCcA. BepoATHO, 3TOT MPOLECC MOMHO CPaBHWUTb C FMMOTETUHECKUM MnonagaHuem
4YeN0BEeYECKOro CO3HAHUA B OMACHYK 6/M30CTb K KOCMUYECKOMY «4YEPHOMY ALUUKY» —
yepHonh Ablpe. «Bonwe6Haa dnenTa» 3ardAruBaeT, HO MNPUTOM MnepeAaeT CWJIbHEWLLUH
CO3MAALWLMIA UMNYSILC, @ OH B/IMAET Ha BECb NPOLIECC COYMHEHUS, KPUTUYECKU BO3AEUCTBYA
Ha «BHYTPEHHWI annapar KomnosuTopa», AaeT 6oraTble, HEOMUAAHHblE, «MPOPbIBHbIEN
pe3ynbTaTtbl. 3TO TBOPYECKU CTPALUHO, O4HAKO NOPa3UTENbHO MHTEPECHO.

B onepHom Katanore Mouapta cpeau YETKO pasAeneHHbIX CTUIUCTUYECKU 3UHIr-
wnuneit, onep-6ydcda U onep-cepua «®Pnerta» npeacTaeT Kak ocoboe fABneHue. OHa
NocTpoeHa Ha UCKYCHOM B3aMMOAENCTBUM Pa3HOCTU/IEBLIX 3/IEMEHTOB, OPraHM4YHO BMUCAH-
HbIX B CKasKy-npuT4y: HemeuHKasn necHs (ManareHo), apuu onepbl-cepura (Llap1ua Houn), amo-
roso B CLieHe ¢ NopTpeToM npuHuecchbl (TamuHo)... Onepa Bo34einCTBYET CTOJ/Ib MOLLHO CBOeM
Pa3HOCTOPOHHEN MHOTOC/IOMHOCTbIO, KOHTPAcTaMU B My3biKe U B UHCTPYMEHTOBKE, HO Npexkae
BCEro — CBOWM FNaBHbIM CIOMETHbIM NEepPeNoMoOM: CMeLleHueM «a06pa U 3na». ITOT xo4
KOMMo3uTopa U ero nMbpeTTucta AmaHyana LlnkaHeaepa BbiCTpauBaeT aHaXPOHUYECKYIO
apKy K my3bike XX n XXI BeKOB, «Or/ylWeHHbIX NOTPACEHUAMU», U3 BeKa [lpocBelueHus,
naeanusupyiowero nobeay pasyma Haz HeCOBEpPLUEHCTBOM MUpa. ITO CMeLleHWe No3BonsaeT
M B Halle BPeMs OCTPO MOYyBCTBOBaTb aMOUBaNIEHTHOCTb MU MHOTOC/IOMHOCTb OKPYHaloLen
Hac AeNCTBUTE/IbHOCTH, 3blOKOCTb CYacTbs, O6bIAEHHOCTb €XeAHEeBHO HarnoMWHalLero
o cebe 3na. >
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15—26.06
THE MAGIC FLUTE

MAGIC LICHTNING
OVER
THE BEYOND

Kirill Arkhipov, composer

n my personal composing practice, whenever | ‘make an approach’ to Mozart's music,

| record a contradictory process. It could be described as apprehension due to the

predictability of the reaction at the initial stage, and afterwards as a massive gravity

of the dramatic and technical appeal of Mozart’s material, which is difficult to move
or break away from. This process could probably be compared to a hypothetical situation
when human consciousness gets dangerously close to a cosmic ‘black box’ — a black hole.
The Magic Flute is addictive, but at the same time it transmits a mighty creative impulse
which in turn affects the entire composition process, critically impacting the ‘inner apparatus
of the composer’, and brings rich, unexpected, ground-breaking results. This is scary in
terms of creativity but amazingly interesting.

In Mozart’s opera catalogue, among the stylistically clearly separated singspiels,
opera buffa and opera seria, The Magic Flute appears as an artefact, a unique phenomenon.
It is based on the skilful interaction of various elements organically inscribed in a fairy tale
parable — a German song (Papageno), opera seria arias (Queen of the Night), amoroso in
a scene with a portrait of a princess (Tamino)... The opera has such a powerful effect with
its versatile layering, contrasts in music and instrumentation but above all with its major
plot twist: the shift of ‘good and evil’. This move by the composer and his librettist Emanuel
Schikaneder makes an anachronistic arch to the music of the 20" and 21t centuries,
‘stunned by shocks’, from the age of Enlightenment, idealising the victory of reason over
the imperfection of the world. This shift makes it possible even in our time to acutely feel
the ambivalence and complexity of the reality that surrounds us, the fragility of happiness,
the mundaneness of evil that reminds us of itself every day. >
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25—126.06
«BOAWEBHASA O/EVITA»

Mo cnoBam Mepapa MopTbe, pexuccepa, npoarcepa, MKOHbI COBPEMEHHOro
My3blKasibHOro TeaTtpa, ewe Knayano MoHTeBepau BBen B onepy crneunudrUYecKUii a1eMeHT:
éclair sur I’au-dela — «MONHUA B NOTYCTOPOHHEE» — MOMEHT UAEaNTUCTUHECKOIO COCTOAHUA
NO/HOW FapMOHWKU, MPUCYTCTBYIOWUA B GOMBLUMHCTBE HaMUCaAHHbIX K CEroAHALIHEMY AHIO
onep, Takoe «MecTO WU BpemMsa» B ApamaTypru4ecKor TKaHW NPOU3BEeLEeHUA, B KOTOPOM
caMM KaTeropum « Mecta» U « BpeMEeHU» 3aMUPaloT BHYTPU MeTathopUYECKON YepHOM AbIpbl.
MMeHHO 3TO, Hanpumep, NPOUCXOAUT B hUHaANBbHOM Xope « Bonwe6bHou thnenTbl».

Moao6HbIN «yaAap MOMHWUM», HAa MOWM B3rNA4, CerogHda Maclitabupyem A0 (opMbl
abCoNIOTHO CaMOCTOATE/IbHOMO COKPOBEHHOr0 BbICKasblBaHMA. 3JTOT 3aMepLMvi  Mur
KOMMO3UTOPCKOrO M YeN0BEe4YeCKOoro onbiTa BCerga axTyaseH, BHe 3aBUCMMOCTU OT 3MOXM.
A TOCKa o TaKOMY « NOTYCTOPOHHEMY», €ro HeNnpeACKa3syeMoCTU U CTUXMMHOCTH, NPOAOIKaeT
MaHWUTb U NY6/IMKY, U aBTOpoB. M KOHEYHO, CYNUT HaM BCEM MPOXOAUTb ApamMaTypru4ecKu-
My3blKa/lbHYI0O MOLL@PTOBCKYIO0 MHMULIMALMIO CHOBa U CHOBA.

EBreHuin Bopo6beB, anpuep:

Mbl ucnonHsaem “BonwebHyto hnenty” ¢ UCTOPUYECKUMU UHCTPYMEHTaMU U B CTpoe

( na = 430 I, KaKk 6bU10 NPUHATO Bo BpemeHa MouapTta. Mbl yuuTbiBaem Bce NPUHLIK-
Nbl UCTOPUYECKU WMH(HOPMUPOBAHHOIO MCMONHUTENLCTBA, HO HE pPagyd UCTOPUYECKUX
WTYyAMM camux no cebe. Hawa uenb — ycnbiwaTb My3blKy B ee 6eCKOHEeYHOM 6oraTcTBe.
Bmecte ¢ conuctamu mMbl pabotaeM Haj HIOaHCaMM, KOTOpble CNOMHO nepeckasatb
cnosamu, — ANA TOro 4tobbl pacKkpbiTb HEOAHO3HAYHOCTb, O6BLEMHOCTbL WX Mepco-
Haxen. YCNoBHO oTpULaTe/bHble repou “BosebHoi thneiTbl” — He TaKUe YK U OTPU-
LaTesbHble, NOIOKUTE/NIbHbIE — HE CTOJIb MPOCTbI, KaXabli ¢ ABOMHbIM AHOM. TaKMMK
mx Hanucan MouapT. Ero my3bika KameTca ACHOM U NPO3pPaYyHOM, HO 3TO NPO3Pa4YHOCTb
He CTeKna, a KpucTannia, CBepKaloLEero MHOMECTBOM rpaHem.

OTCcyTCTBUE pasroBOPHbIX AMANOrOB B HalleM CheKTak/le — paAuKalbHbIN,
HO BMOJIHE AONYCTUMbIA Npuem. Jinbpetto LLIMKaHeaepa 3Ha4YnTENbHO cnabee My3blKK
Mouapta, onepHble neBubl — OTHIOAb He ApamMaTvyeckue apTUcTbl. Yacto B mocta-
HoBKax “®neiTbl” 3pUTENN MPOCTO MAYT, KOrAa e 3aKOHYMTCA ouyepeaHas pasro-
BOpPHasA CLieHa U HayHeTcA 60ecTBeHHasa apua. OcTtaBuB TONLKO My3biKy MouapTta, Mbl
noBbILlaeM rpagyc 3CTETUYECKOM LLIEHHOCTH MOCTaHOBKH.

A 6onee TOro: BMECTO ANANOroB B CMEKTaK1e NOABNAETCA BTOPOM C/NOW C My3bIKOM
3BYKOBOIrO XyAOMHWKa, pe3uaeHTa musicAeterna Eropa AHaHKO. 3TO COBEpPLUEHHO
HOBOE 3BYKOBOE MPOCTPaHCTBO, HUKAaK He cBA3aHHoe ¢ MouapTom, ero BpeMeHeM
U CIOKETOM onepbl, — abcosntoTHaA “Bellb B cebe”. dneKTpoHHble nonotHa Eropa aator
BO3MOMHOCTb “nocmorpetrb’ Ha Mouapta M3BHe, U3 ayauanbHoro onbita XX| BeKa,
1 “yBUAETH’ MOLLAPTOBCKYIO CTUXUIO B HOBbIX paKypcax.

K onepe aenaetcAa v HOBbIA nepeBos nubpeTTo. Kaxaoe Bpema TpebyeT cBoero
nepeBoZa: MEHAITCA CNOBapb, CTaHAapTbl cnoBoynotpebneHua. Mbl nepeBoavm,
a TOYyHee, 3aHOBO WHTepnpeTupyem, TeKcT Mouapta — LUuKaHeaepa B KOHTEKCTe
cerogHsALHero AHA». |
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15—26.06
THE MAGIC FLUTE

According to Gérard Mortier, a stage director and producer, the icon of modern musical
theatre, it was Claudio Monteverdi who introduced a specific element into the opera —
éclair sur I’au-dela, the ‘lightning over the beyond’, which is a moment of idealistic state of
complete harmony present in most operas written to date, such a ‘place and time’ in the
dramatic fabric of a work where the very categories of ‘place’ and ‘time’ freeze inside
a metaphorical black hole. This is exactly what happens, for example, in the final chorus
of The Magic Flute.

Today, this ‘lightning bolt’, in my opinion, could be scaled up to the form of an abso-
lutely independent arcane statement. This frozen moment of composer and human experi-
ence is always relevant, regardless of the era. Meanwhile, the longing for the ‘beyond’, its
unpredictability and spontaneity, never ceases to attract both the public and the authors.
And, of course, it promises us all to undergo the dramatic and musical Mozartean initiation
over and over again.

Evgeny Vorobyov, conductor:

We perform The Magic Flute with historical instruments and in A = 430 Hz tuning, as
was customary in Mozart’s time. We take into account all the principles of historically
informed performance, but it is not for the sake of historical studies per se. Our goal is
to hear music in its infinite richness.

We are working with the soloists on nuances that are difficult to put into words in order
to reveal the ambiguity and voluminosity of their characters. So to say ‘evil’ characters of
The Magic Flute are not so evil, while ‘good’ ones are not so simple, each has a double
bottom. That is how Mozart devised them. His music seems clear and transparent, yet
it is not the transparency of glass but that of a crystal sparkling with numerous facets.

The absence of conversational dialogues in our performance is a radical but quite
an acceptable device. Schikaneder’s libretto is much weaker than Mozart’s music, and
opera singers are by no means dramatic artists. It is not uncommon in productions
of The Magic Flute for the audience to simply wait for yet another conversational scene
to end and the divine aria to begin. By keeping only Mozart’s music alone, we increase
the degree of aesthetic value of the production.

And more than that: instead of dialogues, a second layer appears in the performance
with the music of the sound artist and musicAeterna resident Egor Ananko. This is
a completely new sound space that has nothing to do with Mozart, his time and the
plot of the opera — an absolute “thing in itself”. Egor’s electronic canvases provide
an opportunity to “look” at Mozart from the outside, from the auditory experience of the
21t century and “see” the Mozartean element from new perspectives.

A new translation of the libretto is also being made for the opera. Each era requires
its own translation, the vocabulary, and the standards of word usage change. We are
translating — or rather, reinterpreting — the text of Mozart—Schikaneder in the context
of today.’ [ ]
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25.06
BT
25:00
18+

& OPFTAHHbIM 3A71 NEPMCKOM ®UNAPMOHUMU
CONbHBLIL KOHYepm

OJ1blrA BOJIKOBA

Mporpamma:
JeH Uzau (1858-1931)
LllecTb coHaT ANA CKPHUNKKU cono, op. 27 (1923)

CoHata N2 1 conb MmuHOp, noceALieHa Moxedy Curetu
Grave

Fugato

Allegretto poco scherzoso

Finale; Con brio

CoHarta N2 2 na muHop, noceBsAweHa Hary Tuéo
Obsession; Prelude

Malinconia

Danse des Ombres; Sarabande

Les furies

CoHarta N2 3 pe muHop, « Bannaga», nocBAweHa Jxoparke JHeCKy
Lento molto sostenuto — Allegro in tempo giusto e con bravura

CoHata N2 4 viu myHop, nocesALleHa Ppuuy Kpencnepy
Allemande (Lento maestoso)

Sarabande (Quasi lento)

Finale (Presto ma non troppo)

CoHata N2 5 conb marxop, nocBAweHa Matbé Kpukbomy
L’Aurore

Danse rustique

CoHarta N2 6 mu marmop, nocBaweHa MaHyanto Kupore
Allegro giusto non troppo vivo
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/5.06
TUE

25:00
18+

& ORGAN CONCERT HALL OF THE PERM PHILHARMONIC
violin recital

OLGA VOLKOVA

On the programme:
Eugéne Ysaye (1858-1931)
Six Sonatas for solo violin, Op. 27 (1923)

Sonata No. 1 in G minor, dedicated to Joseph Szigeti
Grave

Fugato

Allegretto poco scherzoso

Finale; Con brio

Sonata No. 2 in A minor, dedicated to Jacques Thibaud
Obsession; Prelude

Malinconia

Danse des Ombres; Sarabande

Les furies

Sonata No. 3 in D minor, Ballade, dedicated to Georges Enescu
Lento molto sostenuto — Allegro in tempo giusto e con bravura

Sonata No. 4 in E minor, dedicated to Fritz Kreisler
Allemande (Lento maestoso)

Sarabande (Quasi lento)

Finale (Presto ma non troppo)

Sonata No. 5 in G major, dedicated to Mathieu Crickboom
L’Aurore

Danse rustique

Sonata No. 6 in E major, dedicated to Manuel Quiroga
Allegro giusto non troppo vivo
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25.06
O/bI'A BOANKOBA

nbra BonkoBa — naypeart Lenoro paaa MexAyHapoAHbIX KOHKYPCOB, KOHLEpPT-

MeMncTep opKecTpa musicAeterna, a npexae U caMmblit MOJI0AON KOHLIEPTMENCTEep

CumdoHuYecKkoro opKectpa MapuMHCKOro TeaTpa, — B3filacb 3a TPYAHYIO,

HO MHTEpecCHylo 3agady. OHa cbirpaeT B OAHOM KOHLiepTe BCe LWeCTb COHaT ANA
CKPUNKK conio JkeHa U3an — My3biKy, KOTOpaa NpeabABAAET K MHTepnpeTaTopy Hembic-
JIMMble TEXHUYECKHE U apTUCTUYEeCKUe Tpe6GoBaHUA.

JeH U3aMm cuuTancs npyu MU3HU NepBbiM CKpUnavyom mupa. KpuTuKM U Konneru
€AMHOAYLWHO NPEBO3HOCUNMU ero 3a (heHOMEHa/IbHYI0 BUPTYO3HOCTb, TOHKYIO Bbipa3suTesb-
HOCTb M KpacuBbli 3BYK. [abno Kasanbc yrBep#aan, 4To He Cablwan no-HacToALeMy YUCTO
urparowero cKpvnada Ao Usau. KpynHeriumMe KOMNO3WTOPbI MOCBALLANAU €MY COYMHEHMA.
AM6HLMO3HbIE CTYAEHTbI CTPEeMUIUCL NonacTb B y4eHUKU. CemeliHan nereHaa rnacuna, 4To
Bo/lWe6HaA AeBa nogapuna nepBylo CKPUNKY B benbrum ogHOMY M3 ero npeakoB, YTo6bl TOT
cBOel urpoi npobyxaan 4yyBcTBa U BoNHOBan cepaua. POMaHTUMK M HacnegHUK cemenHoMn
Tpaguuuu, U3au Buaen B My3blke He BUPTYO3HbIA aTTPaKUMOH, a FMyO6OKUIM MUP YYBCTB.
«CKpUnay AomeH ObiTb MbICAUTENEM, MO3TOM, 4€/I0BEYECKMM CYLLEeCTBOM, OH JOJIHKeH
nosHaTb HaAemay, /lo60Bb, CTPACTb U OTHYaAHWUE, AO/IHKEH NMEPEHUTb BCIO rammy 3MOLIUM,
4YTO6bl BbIpa3UTb UX B CBOEH Urpe» — Tak FOBOPWJI TOT, KOFO COBPEMEHHUKU HasbiBaiM
«KOpoJieM CKPUMKKU».

LlleCcTb CONbHbIX CKPUMUYHbIX COHAT M3au COYMHMN B NopbiBe BAOXHOBEHUA B
utone 1923 roga, Bcero 3a mecsAu. Emy 66110 65 net, oH 6bi1 M3TPOM CKPUMUYHOIO Liexa M,
OrNAAbIBasCb BOKPYr, NOABOAUN HU3HEHHbIe UTOru. CoHaTbl 6b11M pasMbIWIEHUEM O CaMOM
cebe 1 0 CBOEM MeCTe B UCTOPHUH CKPUMUYHOIO MacTepcTaa.

ABTOpP NOCBATWMA COHaTbl LWECTEPbIM 3HAMEHWUTbIM BUPTYO3aM, TPO€ M3 KOTOPbIX
6b1I4 ero y4eHUKamu, a Bce BMecTe — Apy3bAMMU U 6paTbsamMu no Ayxy. Kamxaaa us coHat —
My3blKa/ibHbIA MOPTPET CBOEro agpecara, C/lenoK ero WMHAWBUAYaNbHOW BWUPTYO3HOM
MaHepbl. LlMKn B uenom okasbiBaeTcA 4eM-TO BpoAe rpynnoBoi coTtorpacdvv 30/10TOro
BEKa CHPUMMYHOM Urpbl. Moxed CUreTH onucaH Yepes UHTepeC K 6apOKKO M (UPMEHHbIE
nnaBHble CMEHbl NO3ULMi. PparMeHTapHOCTb, UMOXOHAPUA U CpeAHEeBEeKOBaA CEeKBEHUMA
CyaHoro AHA xapaKTepu3aytoT Haka Tu6o, a BU6paTo, 60/bLLOM 3BYK U N1060Bb K UMUTaALUAM
ucTopuyecKux ctunein — ®puua Kpeincnepa. Jllobutenio cenbckoi XusHn Matbé Kpuk6omy
AOCTalTCA 3BYKOBbIE Nern3axu U HapoaHble TaHubl. Y pyMbiHa [opake DHECKY U UcnaHua
MaHyana KMporu cibiwHbl LbiraHCKUe MOTUBbI U PUTMbI XabaHepbl.

CnoxHoCTb coHaT teHomeHanbHa. M3aM o0 npegena pacliMpAeT BO3MOMHOCTH
CKPUMNKWK, 3acTaBisfeT Urpatb Ha YeTblpex CTPyHax aKKopAbl M3 LIeCTU 3BYHKOB, AenaeT
4acTbio MY3blKU HEC/bIlMMble BUOpPaALUMKU U Pe30HaHCbl MHCTPYMEHTa U GYATO NbiTaeTcA
AOHECTH A0 NY6NUKKU BHYTPEHHUI TeNecHbl onbIT ckpunada. OT ucnonHuTens UMKN Tpebyet
COBEpLUEHHON TEXHUKU U CMOCOBHOCTEN K aKTepCKOMY MepeBOMJIOWEHMIO, HO MacTepcTBO
HYHO He camo no ce6e, a ULWb ANA TOrO, YTO6bl TBOPYECKMI AyX My3blKaHTa MO BbIpasuTb
cebna 6e3 orpaHUYEHHUN. u

118




25.06
OLCA VOLKOVA

Iga Volkova — the winner of a number of international competitions, concertmaster

of the musicAeterna Orchestra, and, before that, the youngest concertmaster

of the Mariinsky Orchestra — undertook a difficult but fascinating task. In one

recital, she will play all six sonatas for solo violin by Eugene Ysaye, the music that
imposes unimaginable technical and artistic requirements on its interpreter.

Eugéne Ysayje was considered the first violin of the world during his lifetime.
Critics and colleagues unanimously praised him for his phenomenal virtuosity, subtle
expressiveness, and beautiful sound. Pablo Casals claimed that he had not heard a truly pure
violin performance before Ysaye. Major composers dedicated compositions to him. Ambitious
students aspired to study with him. A family legend told that a magical maiden gave the
first violin in Belgium to one of his ancestors so that his playing would awaken feelings and
excite hearts. A romantic and heir to a family tradition, Ysaye saw music not as a virtuoso
playground but as a deep world of feelings. A violinist must be ‘a thinker, a poet, a human
being, he must have known hope, love, passion, and despair, he must have run the gamut of
the emotions in order to express them all in his playing,’ said the one whom contemporaries
called the ‘king of the violin’.

Ysaye composed six solo violin sonatas in July 1923, in just a month, in a fit of
inspiration. He was 65 years old, he was a maitre of the violin and, looking around him,
summed up his life journey. The sonatas were a reflection on himself and his place in the
history of violin playing.

The author dedicated the sonatas to six famous virtuosos, three of whom were his
students, and all together — friends and brothers in spirit. Each of the sonatas is a musical
portrait of its addressee, a cast of his individual viftuoso manner. The cycle as a whole
turns out to be something like a group photograph from the golden age of violin playing.
Jozef Szigeti is described through his interest in Baroque and his signature smooth shifts of
positions. Fragmentation, hypochondria, and the medieval Dies Irae sequence characterise
Jacques Thibault, while vibrato, big sound, and a love of imitations of historical styles
characterise Fritz Kreisler. Mathieu Crickboom, a lover of rural life, gets soundscapes and
folk dances. Romanian Georges Enescu and Spaniard Manuel Quiroga have gypsy motifs and
habanera rhythms.

The complexity of the sonatas is phenomenal. Ysaye expands the possibilities of the
violin to the limit forcing the performer play chords of six sounds on four strings, making
inaudible vibrations and resonances of the instrument part of the music, and as if trying to
convey to the audience the inner bodily experience of the violinist. The cycle requires the
performer to have perfect technique and abilities for acting, however, the technical skill is
not needed per se but so that the creative spirit of the musician could express itself without
hindrance. |
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26.06
CP
13:00
b+

& OPFAHHbIM 3AN NEPMCKOM ®UIAPMOHWU
popmenuannpLii Konyepm

BAPBAPA MAINKOBA
Mporpamma:

HUoraHH CebactbaH bax (1685-1750)

VBepTiopa Bo (hpaHLy3cKom ctune, BWV 831 (1735)
Overture

Courante

Gavotte I/ll

Passepied I/l

Sarabande

Bourrée I/l

Gigue

Echo

Ceprei AxyHoB (p. 1967)
Aea «Cketya» (2023)

Maeen KapmwaHoB (p. 1970)
«LlWymaHnana» (2018)

HUoranHec Bpamc (1833-1897)
Bannagbl ana ¢oprenunaHo, op. 10 (1854)
|. Andante, pe muHOp

Il. Andante, pe maop

Ill. Intermezzo. Allegro, cu MUHOP

IV. Andante con moto, cu marop

Huronan MetHep (1880-1951)
« CoHaTa-BOCNOMHHAHUEY,
N2 1 U3 uuKna «3abbiTbie MOTUBLI», op. 38 (1919-1922)

Cepren PaxmaHnuHoB (1873-1943)

Mpentoaun N2 7,4 1 10

M3 UMKNa «JecATb npenoaun ana doprtenuaHo», op. 23 (1901-1903)
Mpenoaua N° 8

M3 UMKNa « TpuHaguaTb npenoaun ana doprenMaHoy», op. 32 (1910)
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\/\/ E D piano recital
18:00
b+

VARVARA MIYAGKOVA
On the programme:

Johann Sebastian Bach (1685-1750)
Overture in the French style, BWV 831 (1735)
Overture

Courante

Gavotte I/ll

Passepied I/l

Sarabande

Bourrée I/l

Gigue

Echo

Sergey Akhunov (b. 1967)
Two Sketches (2023)

Pavel Karmanov (b. 1970)
Shumanniana (2018)

Johannes Brahms (1833-1897)
Ballades for piano, Op. 10 (1854)
|. Andante in D minor

Il. Andante in D major

Ill. Intermezzo. Allegro in B minor
IV. Andante con moto in C major

Nikolai Medtner (1880-1951)
Sonata-Reminiscenza,
No. 1 from the cycle Forgotten Melodies, Op. 38 (1919-1922)

Sergei Rachmaninoff (1873-1943)

Preludes Nos. 7, 4, and 10

from the cycle Ten Preludes for piano, Op. 23 (1901-1903)
Prelude No. 8

from the cycle Thirteen Preludes for piano, Op. 32 (1910)

123




26.06
BAPBAPA MATKOBA

apBapa MsAarkoBa — nuaHWCTKa, Noy4YyuBLUAsA U3BECTHOCTb 6narogaps pacnpo-

CTPaHEHUIO ee 3anucer U UHTEPBLIO B couManbHbix ceTaAx. C 2019 roaa conbHas

Kapbepa BbINyCKHULUbI MOCKOBCKOM KoHCepBaTopuW, MHOrMe roAbl paboTasluei

KOHLEepPTMeMCTepoOM AETCKOro Xopa, pasBuBaeTcA cTpemutenbHo. Ceivac Bap-
Bapa MsarkoBa BbICTynaeT B JIy4LWKWX KOHLEPTHbIX 3anax U Ha cambIX KPYMHbIX My3blKalbHbIX
tdectuBanax Poccum.

B ceHTsa6pe 2021 roaa Ha neibne FANCYMUSIC Bbiwen aucK ¢ « dckusamu XII-XVI»
Cepres AxyHoBa: HOBble CTPaHMLbl MHOrO/IETHEr0 KOMMO3UTOPCKOrO « NPOeKTa» 6blIM Hanu-
caHbl cneuuanbHo anAa Bapsapbl Markosoi. Mocne Bbixoaa 3anucu, cAenaHHOM Ha Tpex
CTapuHHbIX poanax B PbibuHcKe, Cepreit AXyHOB npoaonun pabotatb Haj « ACKU3aAMM».
JlBe MHHMUaTIOPbI, co3aaHHble B 2023 roay B TOM e Me4yTaTe/lbHOM aBTOPCKOM Ayxe, MArko
usberatowemMm n06bIX CTUIEBbIX OrpaHUYeHUH, CTaHYT CepALEBMHOM MepBOro OTAeNIeHUA
KoHUepTa.

OTKpoeT nporpammy YBepTiopa Bo hpaHuy3ckom ctuie MoraHHa Ceb6actbaHa Baxa
— OJHa M3 TeX CIOMUT, Ha KOTOPbIX y4aTcs oHble NHaHucTbl. 06 MHTepnpeTauuAx Npou3Be-
AEHWA KoMno3suTopa, KaoyeBoro aAnA Bapsapbl MArkoBon, ee KOHCepBaTOPCKUIM neaaror
Kcenna KHoppe rosopuna: « MarkoBa yHMKanbHa. Y Hee eCTb Kakoe-To AETCKOe yAUB/IeHUe
nepea My3blKkoW, KaK 6yATO A0 Hee HUKTO 3TO He uUrpan».

3aBepLIHT NepBoe OTAe/IeHHe ONnyC COBPEMEHHOro MOCKOBCKOro KkomnosuTtopa Maena
KapmaHoBa « LLlymaHnaHa» — cBoero poga Konna us coparmeHToB TpeTbei thopTennaHHOM
coHaTtbl Pobepra LllymaHa, HanucaHHbIM no 3aKa3y Anekces Jlio6umoBa. epBbiii UCMONHU-
TeNlb NbeChl, BbIHY¥AEHHbIA HECKONIbKO pa3 PeAaKkTUPOBaTb IKCTPEMAIbHO CNOMHbIN TEKCT,
HasblBa/l ee «lyMaHOBCKUM PropecTaHOM, 3apaeHHbIM JIMXOPaAKOHA U 6e3yMUem».

Bo BTOpOM oTAeneHun KoHuepta BapBapa Msarkosa cctoKycupyetca Ha copTenu-
aHHOW KNnacCUKe 3pesioro U nosgHero pomaHtusma. Yetoipe 6annaabl MoraHHeca bpamca
HanucaHbl B CaMOM Ha4yasie ero TBOPYECKOro MnyTu, Ha NMUKe NOMMU3HEHHOW NPUBA3aHHOCTH
K NMaHUCTKe U Komno3uTopy Knape LUymaH.

«CoHaTa-BocnoMMHaHMe» U3 LUuKNa «3abbiTble MOTUBbLI» HUKonaa MeTHepa TaKe
necTyeT CBA3b C NPOLWIbIM, HO B COBEPLLUEHHO APYroM, MeNaHXo/JIM4ecKoM Kitode. OaHO U3
caMbIX YaCTO UCMOMHAEMbIX NPOU3BEAEHUH KOMMNO3UTOPa NPOHU3AHO PYCCKOM NECEHHOCTLIO,
noAaHHOM B YeXOBCKOM HoOCTanbruyeckom ayxe: MeTHep mucan 3TOT LMKA YHe B HOBYIO,
NOCTPeBO/IIOLIMOHHYIO 3MOXY, NPeAYYBCTBYA CBOM CKOPbIA OTbes3A.

Mpentoanu (op. 23 u op. 32) Ceprea PaxmaHMHOBa — OAHa U3 BEPLUMH €ro KOoM-
No3uTOpPCKoro Hacneausa. B 6nuskom BTopomy dopTtennaHHOMy KoHuepTy op. 23 6apKa-
ponbHaA yMUMpoOTBOpeHHass YeTBeprasa npentoaus, B3banamydeHHas 3TiogHaa Cegbmas U
nesy4yasa [lecAtana npeAcCTaBnAOT pasHble rpaHU NMaHu3ma PaxmaHWHOBa C €ro LWMPOKUM
AbIXaHUEM M KpYNHbIMA Ma3sKamu. KOHUEpPTHYI mporpammy 3aBepluTt bnectdwan Apama-
TUYHasA Bocbmasa npentoamna us op. 32, BAOXHOBNeHHAA KapTMHOW ApHonbaa BéKnnHa « Bod
BpaLleHHue AOMOM».
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26.06
VARVARA MYACKOVA

arvara Myagkova is a pianist who gained fame through the distribution of her
recordings and interviews in social media. Since 2019, the solo career of a graduate
of the Moscow Conservatory, who worked for many years as an accompanist of a
children’s choir, has been advancing in leaps and bounds. Nowadays, Varvara
Myagkova performs at the best concert halls and largest music festivals in Russia.

In September 2021, a CD with Sergey Akhunov’s Sketches XllI-XVI was released on
the FANCYMUSIC label — new pages of the composer’s long-term ‘project’ were written
specifically for Varvara Myagkova. After the release of the recording, made on three antique
grand pianos in Rybinsk, Sergey Akhunov continued to work on his Sketches. Two miniatures
created in 2023 in his signature dreamy spirit gently avoiding any stylistic restrictions, will
become the core of the first part of the concert.

The programme will open with the Overture in the French style by Johann Sebastian
Bach — one of those suites that young pianists use as practice material. About the
interpretations of works by the composer who is key for Varvara Myagkova, her conservatory
professor Ksenia Knorre said, ‘Myagkova is unique. She has a kind of childish wonder at
music, as if no one had played it before her.’

The first part will be completed by the opus of the contemporary Moscow composer
Pavel Karmanov Schumanniana — a kind of collage of fragments from the Piano Sonata
No. 3 by Robert Schumann, written on commission from Alexei Lubimov. The first performer
of the play, forced to edit an extremely complex text several times, called it ‘Schumann’s
Florestan infected with fever and madness’.

In the second part of the concert, Varvara Myagkova will focus on the piano classics
of mature and late Romanticism. Johannes Brahms’ four ballads were written at the very
beginning of his career, at the peak of his lifelong attachment to pianist and composer Clara
Schumann.

The Sonata-Reminiscenza from the cycle Forgotten Melodies by Nikolai Medtner
also nurture a connection with the past but in a completely different, melancholic way.
One of the composer’s most frequently performed works is permeated with Russian
songwriting tradition presented in a Chekhovesque nostalgic key — Medtner wrote this cycle
already in the new, post-revolutionary era, anticipating his imminent emigration.

Sergei Rachmaninoff’s preludes from Op. 23 and Op. 32 are one of the peaks of the
composer’s legacy. The barcarolle-style pacified Prelude No. 4, Op. 23, similar to the Piano
Concerto No. 2, the agitated etude-style Prelude No. 4, and the melodious Prelude No. 10
represent different facets of Rachmaninoff’s pianism with its broad breathing and large
strokes. The concert programme will be completed by the brilliant dramatic Prelude No. 8
from Op. 32, inspired by Arnold Bécklin’s painting The Homecoming. |
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27 O 6 & OPFTAHHbIM 3A71 NEPMCKOM ®UNAPMOHUMU
KamepuvlLil KoHyepm
9T
MABEJ1 MUJTIOKOB — cKpunKa
18:00 BAAMM PYAEHKO — doprenmano
6 + Mporpamma:

Ce3ap ®dpaHkK (1822-1890)

CoHaTa AnAa CKpPUNKHU U choptenruaHo
nAa maxop, FWV 8 (1886)

Allegretto ben moderato

Allegro

Recitativo-Fantasia (ben moderato)
Allegretto poco mosso

HUoranHec Bpamc (1833-1897)

CoHarta AN CKPUNKHU ¥ BUoaoH4Yenu N2 3
pe MUHop, op. 108 (1886-1888)

Allegro

Adagio

Un poco presto e con sentimento

Presto agitato

Kpunay MNaBen MunioKoB U nuaHucT Bagum PyaeHKO — MW3BECTHble COJUCTDI,
racTposvpyiowme no Bcemy MuUpy, slaypeaTtbl MHOMeCTBa NPeCTUHKHbIX KOHKYPCOB,
BKAo4aA KoHKypc uM. YaiikoBcKoro, Beaywue aptucTbl MocKkoBcKow cunap-
MOHMM — 06pallaloTCA K CKPUNU4YHbIM coHaTam Cesapa ®paHka U MoraHHeca
Bpamca. 3T TeXHUYECKH U30LIPEeHHbIE U KOMMO3ULIMOHHO CNOXHbIE NPOU3BEAEHUA NPUHAA-
NeaT K BeplUMHaM KamMepHOW My3blKM NO3A4HEro poMaHTM3Ma M COCTaB/AIOT CBOEro poaa
«xneb 1 conb» aKaAeMUYECKOro KOHLEPTHOro penepryapa.
®DpaHK COYUHWUN CBOKO €AUHCTBEeHHY CKpUMUYHYlO coHaTy netom 1886 roga —
B Bo3pacte 63 net. CoHaTa 6bina nogapKom K cBagbbe dkeHa Msau — monoaoro 6enb-
riua (Kak u @PpaHk, yporeHua Jibexka), CTPeMUTENbLHO NPUGIMKaBLUErocA K craTtycy
nepsoro cKpunaya EBponbl. Cam ®paHK 6bin B TO BpeMsA yBaaeMbiM OPraHUCTOM,
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27 O é & ORGAN CONCERT HALL OF THE PERM PHILHARMONIC
_|_ |_| U chamber concert

18:00  VADIM RUDENKO — piano

6 + On the programme:

César Franck (1822-1890)
Sonata for Violin and Piano

in A major, FWV 8 (1886)
Allegretto ben moderato

Allegro

Recitativo-Fantasia (ben moderato)
Allegretto poco mosso

Johannes Brahms (1833-1897)
Sonata for Violin and Cello No. 3
in D minor, Op. 108 (1886-1888)
Allegro

Adagio

Un poco presto e con sentimento
Presto agitato

iolinist Pavel Milyukov and pianist Vadim Rudenko — famous soloists touring all
over the world, laureates of many prestigious contests, including the Tchaikovsky
Competition, leading artists of the Moscow Philharmonic Society — turn to the violin
sonatas of César Franck and Johannes Brahms. These technically sophisticated
and compositionally complex works belong to the crown jewels of late Romanticism chamber
music and constitute a kind of ‘bread and butter’ of the academic concert repertoire.
Franck composed his only Violin Sonata in the summer of 1886 at the age of sixty-
three. The sonata was a gift for the wedding of Eugéne Ysaye, a young Belgian (like Franck,
a native of Liege), who was rapidly approaching the status of the first violinist in Europe.
Franck himself was at that time a respected organist but a little-known composer — almost
all the works that made him famous he wrote in the last years of his life. Ysaye received »
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17.06
MUNAOKOB-PYAEHKO

HO ManoOU3BECTHbIM KOMMO3UTOPOM: NOYTU BCE COYMHEHUA, cAeNaBlUMe ero 3HaMeHWUTbIM,
OH Hanucan B NocneAHue roabl }U3HU. M3aun nonyunn pykonucb yTpoMm B A€Hb CBaAbObl, e
BEYEPOM Chirpan AnA roCTeN COHATy, a Yepes3 HEeCKONbKO MecALeB Aan Ny6anYHYI0 Npembepy
B bptoccene. OHa cTtana 0oAHUM U3 HEMHOIMX MPUHKMUIHEHHbIX KOMMO3UTOPCKUX TPUYMbOB
®paHKa. B nucbMe K aBTOpy CONUCT o6eLlan urpatb CoHaTy «Besae, rae A Hanay NMaHucTa,
KOTOpbIX 6yAeT TaK¥e U apTUCTOM» — W caepHan obewaHue. NomHA 06 06cTOATENbCTBAX
NoAB/IEHUA COHaTbl, OH, MO COBCTBEHHbIM CNOBaM, BCEraa UCMONHAN ee con amore.

B rnasax 6nuaiiumnx apyseit U nountaTtenein ®paHk 6bi1 €AUHCTBEHHbIM NOAJIMHHBIM
HacnegHUKoM BeTxoBeHa, aBTOPOM 3TaJIOHHbIX «LIUKIUYECKUX KOMMO3ULMUIM», B KOTOPbIX
My3blKa BO3HWKAaeT U3 HECKOJIbKUX Haya/ibHbIX MOTUBOB, @ TEMbl NOCTENEHHO MpopacTaloT,
TpaHCHOPMMPYIOTCA U BO3BPALLAlOTCA B U3SMEHEHHOM BuAe B cneaylolmx yactax. CoHaTa
®paHKa HUBET AUHAMUYHOM BHYTPEHHEW MWU3HbIO: FAaPMOHUA ABUMETCHA B HEW HeouyeBUA-
HbIMU NYTAMM, GypHble U 6e3MATEeKHble 06pasbl CMEHAIOT ApYr Apyra, TMpUYECKUe MOHO-
JIOFU CKPUMKK 3BYyYaT B COMPOBOXAEHUA OAHOM U3 CaMbIX BUPTYO3HbIX NapTui opTenMaHo
B UCTOPMM KamepHOW My3biKU. B pomaHe Mapcena lMpycta «B noucKax ytpayeHHoro spe-
MeHW» coHaTa ®paHKa CNYHUT MoAeNblo ANs NPOU3BeAeHUA OAQHOro U3 rNaBHbIX repoes
KHWIY, BbIMbILWIEHHOro Komno3utopa BeHtenna. MpycTt 3Han, 4To My3sbika cnoco6Ha Bbli3bl-
BaTb HEMPOU3BOJIbHYIO NaMATb; 3a NepUneTUsAMM coHaTbl dpaHKa OH HaBepHsKa C/biwan
HepasragaHHbI HOCTa/IbFMYECKUI CHOMKET.

Bpamc Hayan counHATb TPETbIO COHATY ANA CKPUMKKU TEM He JIeTOM, Y4To U dpaHK, HO
3aKOHYMA TONbKO Yepes ABa roaa. K aToMy MOMEHTY OH yXe Hanucan Bce CBOM CUMMOHUMU
M KOHLePTbl: KOMMNO3UTOP YrNY6NANCA B UHTPOBEPTHbIM MUP COGCTBEHHbIX MO34HMUX ONYCOB.
ToHanbHOCTL pe MMHOP Bpamc peaKo ucnonb3oBan ANA KPYMHbIX COYMHEHWA, HO UMEHHO
B Ppe€ MUHOPE OH MULIET OCOBEHHO APaMaTUYHYIO U Cepbe3Hyo My3biKy. [TogobHaa My3biKa
ecTb U B coHaTe. OHa BbI3bIBaeT B NaMATU PaHHU 6PaMCOBCKUI Nepuo, « 6ypyu U HaTUCKay,
HO KOMMAKTHOCTb, KOHLEHTPaUMUs U SKOHOMWUA CPEACTB BblAalOT PYKY OMNbITHOrO MacTepa.
Kak yacto 6biBaeT y nosaHero bpamca, My3bika ¢ NepBbIX TAKTOB BKJOYAeT Hac B Hanps-
EHHbIA UHTENNEKTYaNbHbIA CIOMET, 6yATO noAxBaTbiBas HauyaTylo paHee Mbicab. O6pasbl
COHaTbl YKPbITbl 32 ee pathMHUPOBaHHOW 3BYKOBOKW (hopMOM U He Bceraa NoA[aloTCA OAHO-
3Ha4yHoM pacwudpoBKe. LLUIMPOKYO ny6nuKY npuBneKana MMEHHO 3Ta MHOFO3Ha4yHOCTb.
TpeTbA yacTb, rae TaHUeBaNbHOCTb, CapKa3M U OTTEHKU (haHTAaCTUKU CMeLlaHbl B C/IOMHOM
nNponopuuu, ctana aBopMTOM Yy NEpBbIX C/yllaTesieil: He pas ee 6MCUPOBaAIU NO UX Tpebo-
BaHUI0. KpUTUKK e XBanuau mMysblKy COHaTbl 3a «y60KUe amouuu 6e3 cnesa CEHTUMEH-
TaNnbHOCTU, OCTPOYyMUE 6e3 camoBOCXBasieHUA U cBoeobpasune 6e3 addeKTaumm» — npotue
roBops, 3a CAEPHaHHOCTb U YpPaBHOBELLEHHOCTb BO BCEM. [}
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27.06
MILY UKOV-RUDENKO

the manuscript on the morning of the wedding, played the sonata for guests in the evening,
and gave a public premiere in Brussels a few months later. It became one of Franck’s few
lifetime composer triumphs. In a letter to the author, the soloist promised to play the sonata
‘wherever | find a pianist who will also be an artist’, and he kept his promise. Keeping in
mind the circumstances of the sonata’s appearance, he, according to his own words, always
performed it con amore.

In the eyes of his closest friends and admirers, Franck was the only true heir of
Beethoven, the author of the reference ‘cyclic compositions’ where music arises from several
initial motifs, and the themes gradually germinate, transform, and return in a modified form in
the following movements. Franck’s sonata lives a dynamic inner life: harmony moves in it in
non-obvious ways, stormy and serene images replace each other, lyrical monologues of the
violin sound accompanied by one of the most virtuoso piano parts in the history of chamber
music. In Marcel Proust’s novel In Search of Lost Time, Franck’s sonata serves as a model
for the work of one of the main characters of the book, the fictional composer Vinteuil. Proust
knew that music can evoke involuntary memory; behind the twists and turns of Franck’s
sonata, he must have heard an unsolved nostalgic plot.

Brahms began composing his Violin Sonata No. 3 the same summer as Franck
but finished it two years later. By that time, he had already written all his symphonies and
concerti: the composer was delving into the introverted world of his later opuses. Brahms
rarely used the key of D minor for major compositions — however, it is in D minor that
he writes particularly dramatic and serious music. The sonata contains music of this kind.
It evokes the early Brahms period of ‘Sturm und Drang’, but compactness, concentration,
and scarce means betray the hand of an experienced master. As is often the case with the
late Brahms, right from the first bars, the music immerses us in a tense intellectual plot, as if
picking up an idea started earlier. The sonata imagery is hidden behind its refined sound
form and cannot always be unambiguously deciphered. It was this ambiguity that attracted
the wide audience. The third movement, where dancing manner, sarcasm, and shades of
fantasy are mixed in a complex proportion, became a favourite among the first listeners:
more than once it was repeated at their request. Critics praised the sonata’s music for ‘deep
emotions without a trace of sentimentality, wit without self-praise, and originality without
affectation’ — in other words, for moderation and balance in everything. |

131



2706
4T
21:00
28.06
T
19:00
29.06
Chb
21:00
16+

aubpemmo

& AOM MY3bIKU
* POCCUMUCKASA MPEMbEPA
onepa

Mackanb AlocaneH (p. 1955)
PASSION | «CTPACTb» (2006-2007)

JluépetTto lMNackana AiocaneHa n Putbl ge Jlettepumnc

My3bIKanbHbIA PYKOBOAUTEND U Aupuikep — Teogzop KypeHT3uc
Perunccep — AHHa lNyceBa

Xopeorpac — AHacTtacus NewKoBa

XyaoHHUK — KOnua Opnosa

XyAOHHUK No KocTiomam — AHHa YuctoBa

XyAoxHUK no ceety — UBaH BuHorpaaos

3ByKopemmccep — PomaH OnapuH

XyAoHKHUK no Buaeo — AnaH MaHaenbwtam

XyAoHKHUK no rpumy — Mapba KosnoBa

MoMowWHKK pexuccepa — AnekcaHapa MobeaoHocueBa
AccucteHT aupuepa — Onbra Bnacosa

AccucteHT no aktepam — [Jlapba TpeTbsAKoBa

AccUcTeHT xyaoHUMKa — AHHa OnbxoBa

AcCHUCTeHT XyZAoMHMKa no KocTiomam — AHactacusa CKopLeHH
AcCUCTeHT XyAoxHMKa no cBeTy — UnbAa AbpameHKo
AccucTteHT xopeorpacda — Anekceit Cnyuxkui

AccUCTeHT XyaoxHWKa no Buaeo — Muxaun MacHuKoB
AccucTeHT peKBuM3auTopa — Mapusa PunumoHoBa
Bakcrengx-meHeaxkep — Unba Monbiranos

HKoHcTpyKTOp WwBeiHoro npoussoactea — Hatanba OBcAHHMKOBA
Bugeoonepatop — Bacunuca Hemosa

PenaKktop cueHapua — YnbsaHa MapTbAHoBa

MepeBoa NMGPeTTO Ha PyCcCKUM A3bIKk — Uropb BynaToBCcKui
MeHeaep no AoKymeHToo60poTy — PomaH CanamatoB
JluHelHble npoatocepbl — MonuHa OBcAHHUKOBA, JapbA MoHoBa
TexHnueckum gupexktop — AnexkcaHap HurmatynnuH
leHepanbHbIA Npoatocep — ExkatepuHa ApceHbeBa

CneKTaknb co3aaH npu nogaepke AHapen PaBenesuua KysseBa

%) 3P-TENEKOM
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* RUSSIAN PREMIERE
opera

Pascal Dusapin (b. 1955)
PASSION (2006-2007)
Libretto by Pascal Dusapin and Rita de Letteriis

Music Director and Conductor — Teodor Currentzis
Stage Director — Anna Guseva

Choreographer — Anastasia Peshkova

Production Designer — Yulia Orlova

Costume Designer — Anna Chistova

Lighting Designer — lvan Vinogradov

Sound Engineer — Roman Oparin

Video Artist — Alan Mandelstam

Make-up Artist — Marya Kozlova

Assistant Director — Alexandra Pobedonostseva
Assistant Conductor — Olga Vlasova

Casting Assistant — Daria Tretyakova

Assistant Production Designer — Anna Olkhova
Assistant Costume Designer — Anastasia Skortseni
Assistant Lighting Designer — llya Abramenko
Assistant Choreographer — Alexey Slutsky
Assistant Video Artist — Mikhail Myasnikov

Props Assistant — Maria Filimonova

Backstage Manager — llya Polygalov

Sewing Production Engineer — Natalia Ovsyannikova
Videographer — Vasilisa Nemova

Scenario Editor — Ulyana Martyanova

Translation of the libretto into Russian — Igor Bulatovsky
Document Manager — Roman Salamatov

Line Producers — Polina Ovsyannikova, Daria lonova
Technical Director — Alexander Nigmatullin

General Producer — Ekaterina Arsenyeva

The performance is created with support of Andrey Ravelevich Kuzyaev

%) 3P-TENEKOM
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Je#cTBylowme nMua U UCNONHUTENN:
OHa — Haranba CmupHoBa
OH — Cepreit loaunH / Kupunn HudoHToB

Mepdopmepbl musicAeterna Dance:
Avcbiny MupxadunsxaH
Aviryna bysaeBa
AneBTuHa [PyHTOBCKanA
EneHa JlucHas

Kamunb MycTtacaeB
Makcum KnoyHeB
Tumyp MNaHeeB

EBrenHni Kanaués
Anekcer Cnyurui
dayapa MaayHoB
CaBBa Kopotbiu

Mepdopmepsbl:
Tumyp BaneeB
Anekceii Mopos
JleB J106Y*HUHCKUI
Arnusa Lep6aKoBa
AmuTtpuin Cobones
Musa JpoHoBa

AptucTbl Xopa musicAeterna:
Kara longykoBa — conpaHo
ExraTtepuHa UmcokBa — conpaHo
Enena lypyeHKo — anbT
AnexcaHap AMOCEHKO — TeHop
PomaH TapxoB — 6ac

Hukonait MasaeB — 6ac
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Cast:
She — Natalia Smirnova
He — Sergey Godin / Kirill Nifontov

musicAeterna Dance:
Aisylu Mirhafizkhan
Aigulya Buzaeva
Alevtina Gruntovskaya
Elena Lisnaya

Kamil Mustafayev
Maksim Klochnev
Timur Ganeyev
Evgeny Kalachev
Alexey Slutsky
Eduard Gladunov
Savva Korotych

Performers:

Timur Valeyev
Alexey Moroz

Lev Dobuzhinsky
Agnia Shcherbakova
Dmitry Sobolev

Mia Dronova

musicAeterna Choir artists:
Katya Dondukova — soprano
Ekaterina Imsokva — soprano
Elena Gurchenko — alto
Alexander Amosenko — tenor
Roman Tarkhov — bass
Nikolai Mazaev — bass

135




WUHCcTpyMeHTanbHbIA aHcambib:

AHTOH CunbBecTpoB — dneiTa

Makcum XoabipeB — ro6oum

AnexcaHap BbIKOB — aHIMMACKUIA POXOK
Hukuta BaraHoB — KnapHet

JaHuna AHKOBCKUI — 6ac-KnapHeT
Onxac AwmrpmaTtoB — charot

CraHucnaB ABMK — BanTopHa

HacynaH A6abiKanblkoB — Tpy6a

Hepap Koctec — Tpom60OH

VYnbAHa JIoBUMKOBaA — KnaBeCUH

Mapua CaaypavHoBa — ¢opTenMaHo, CUHTE3aTop
Jlyuza MuHuaeBa — apda

Bopuc LUTtenHGepr — ya,

Bnaaucnas NMecuH — nepBasa CKpuUmnKa
AHapein PocuMK — BTOpaA CHpUIMKa
WUpuHa ConoBa — anbT

Anekceit KUnMH — BUONIOHYENb

MaBen CTENKMH — KoHTpabac

Tbeppu Koaton — 3neKkTpoHUKa
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Instrumental ensemble:

Anton Silvestrov — flute

Maxim Khodyrev — oboe
Alexander Bykov — English horn
Nikita Vaganov — clarinet

Danila Yankovsky — bass clarinet
Olzhas Ashirmatov — bassoon
Stanislav Avik — horn

Zhasulan Abdykalykov — trumpet
Gerard Costes — trombone
Ulyana Lovchikova — harpsichord
Maria Sadurdinova — piano, synthesiser
Luisa Mintsaeva — harp

Boris Steinberg — oud

Vladislav Pesin — first violin
Andrej Roszyk — second violin
Irina Sopova — viola

Alexey Zhilin — cello

Pavel Stepin — double bass
Thierry Coduys — electronics
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«CTPAC Thy
[TACKAAS
/HOCANFHA

Anmon Céemauunwlii

ackanb [llocaneH — 0AWH U3 CaMbIX YCNELIHbIX U BOCTPe60BaHHbIX KOMMNO3UTOPOB
coBpemeHHoW ®PpaHumu. YyeHuK fAHuca HKceHakuca u DpaHKo [loOHATOHM,
BbINYCKHUK Cop60oHHbI, cTUneHauaT dpaHuy3cKkon akagemuu B Pume, oH ¢ KOHUaA
1970-X rogoB aKTUBHO COYMHSAIET BO BCEX KaHpax, OT onep U 6aneToB 40 XOPOBbIX
M HKaMepHbIX KOMMO3WLMIK, U NoNy4yaeT 3aKasbl OT aBTOPMUTETHbLIX COJIUCTOB, aHcamMbnew,
OPKECTPOB M oOdM1uMaNbHbIX WMHCTUTYUMW. [llocaneH € AeTcTBa YB/eKancA My3bIKOM
BeTxoBeHa, A#a30M U POKOM, a CTaTb KOMNO3UTOPOM peLInn B 18 neT, UCnbITaB 3CTETUYECKOE
noTpsiceHue ot counHeHuMn KceHakuca u darapa Bapesa. B cBoel paboTe OH BAOXHOBAAETCA
noa3uven, apxXUTeKTypon, otorpacdmen, nMTepaTtypon MoAepHa M MOCTCTPYKTYPaA/IUCTCKOM
t¢unococduein. Hekotopble ero onepbl HanucaHbl Ha COBGCTBEHHble NM6GPeTTO. B MXx uucne
u Passion — ceabmas onepa KOMNO3uToOpa, 3akasaHHas decTtuBaneMm B JKc-aH-lMpoBaHce
W BrnepBble UcnonHeHHaA Tam B 2008 roay. 10 net cnycta My3blKkanibHble KPUTUKKU raseTtbl
The Guardian noctaBunu ee Ha 14-e MeCTo B CMIUCKe NYYLIKUX MYy3blKa/ibHbIX NPOU3BEeAEHHI
XXI BeKa.
3penaa aBTOpcKaA maHepa [iocaneHa cknagbiBanacb nocrteneHHo. B 1980-x roaax
OH MWCan YCNOHKHEHHYIO, TMNEPaKTUBHYIO U NpeAeNbHO TpeboBaTeNbHYIO K CONUCTaM MY3bIKY,
NPUHUMNWANBHO He MO/Mb30BaACA YAAPHbIMM W HKNABULWHBLIMA MHCTPYMEHTaMKU (MOMHA
06 adopusme Bapesa «3abysem ctoprenuaHo»), a TaKe u3beran 3NeKTPOHUKU. B 90-x
JllocaneH u3baBuaCA OT KpalMHOCTeH CBOEro paHHero CTW/s, CTan nucatb 6on1ee 3KOHOMHO,
Hayan ABUMEHWEe B CTOPOHY 60/blueid NPOCTOTbl U rapMOHUYHOCTU. Ero A3blKk o6oratuncsa
B/IMAHUAMU (HpaHLY3CKOro (onbKiopa, a BOKa/bHble MapTUKU CTanu 6auHe K apxaudecKomy
NEeHUI M HacbITUWIMCb MHTOHAUMUAMU paHUY3CKOM peudn. AnAa [iocaneHa My3blKanbHoe
npousBeAeHUe — eCTeCTBEHHO PacTyLUi OpraHU3M, OH He MoAb3yeTcA TPaAULMOHHbLIMU
thopmamu 1 ULLET ANA KamA0ro 3Byvallero MOMeHTa Hanbonee NoAxXoAsALLEe eMy NPOAOTHEHME. »
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PASCAL DUSAPIN

Anton Svetlichny

ascal Dusapin is one of the most successful and sought-after composers

in modern France. A student of lannis Xenakis and Franco Donatoni, a graduate

of the Sorbonne, a scholarship holder of the French Academy in Rome, he has

been actively composing in all genres since the late 1970s. His works ranging from
operas and ballets to choral and chamber compositions, Dusapin receives commissions
from reputable soloists, ensembles, orchestras, and institutions. He has been fond
of Beethoven’s music, jazz, and rock since his childhood years, and decided to become
a composer at the age of 18, having experienced an aesthetic shock from the works of
Xenakis and Edgard Varese. In his work, Dusapin draws inspiration in poetry, architecture,
photography, modernist literature, and post-structuralist philosophy. Some of his operas
are based on his own librettos. One of such works is Passion. It is the composer’s seventh
opera, commissioned by the Aix-en-Provence Festival and first performed there in 2008.
Ten years later, The Guardian music critics ranked it 14t in the list of the best musical works
of the 21t century.

Pascal Dusapin’s mature style developed gradually. In the 1980s, he wrote compli-
cated, hyperactive and extremely demanding music for soloists, did not use percussion and
keyboard instruments out of principle (keeping in mind Varese’s aphorism ‘Forget the piano’),
and also avoided using electronics. In the 1990s, he got rid of the extremes of his early style,
began to write more frugally, and started moving towards greater simplicity and harmony. His
language was infused with French folklore influences, and his vocal parts became closer to
archaic singing and saturated with the intonations of French speech. For Dusapin, a piece of
music is a naturally growing organism, he does not use traditional forms and is looking for
the most suitable continuation for each sounding moment. >
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B cueHun4eckux onycax JllocaneHa 4acto AEUCTBYIOT MUbHUYECKHE TM6O0 nTepaTypHble
nepcoHaxu: Pomeo u mynbetta, MakbeT, ®aycT, MNeHTtecunesn. Ero onepa Medeamaterial, ewe
0AHO obpalleHue K aHTU4HOMY MUy, B 2012 roay ucnonHsanaco B NMepmu. B ocHoBe Passion
NIEHUT AEKOHCTpYyMpoBaHHasa uctopusa Opdea u IBpuanknu. 0606LweHHble OH U OHa BeayT
AWanor Ha rpaHuue *U3HWM U CMEepTH, NbITasCb B NOPbIBEe CTPAcTU NPOAJUTb NpoLianbHoe
MrHoBeHbe. KapTUHY MX OTHOLWIEHW aBTOp AeTanusupyeT B MPeAWC/IOBUU K MapTUType.
[epouHs OTKa3blBaeTCA BEPHYTbCA K COJIHLY, 3apaHee NpeAyvYBCTBYA, YeM KOHYMUTCA
uctopua. Ee ronoc, noaBUMHbLIA U UHTUMHBIA, OBGECMOKOEHHbIH U WU3MYYeHHbIW, NULLEH
TOPHECTBEHHOro nagoca. 3To rosoc HeHWMHbI, 4eHUCTBYIOLWEN NoA BIMAHWEM HeobpaTUMO
NPUHATOrO peleHud. epoi, YyBCTBUTENbHbIM, HO BEYHO rOTOBbIA K BOMHE, MO3BOJIAET
HaBcerga NOXOPOHUTb cebA C BO3M0ONEHHOW BO TbMe, 3HaA, YTO MyTb K COMHUY 6yaer
3aKpbIT. Ero ronoc HemeH U npo3payeH, He pasgyT camoyBepPeHHOCTblO, 04HAaKo cnocobeH
Ha BcCMbilWKK rHeBa. OH nmogaBneH nNpeadYyBCTBUAMM, TPEBOrOM M COMHEHUSIMW, Bepaer
CTpax W He CKpbiBaeT 3T1oro. [llocaneH BUAUT CBOIO ONepy 3MOLMOHAbHbIM NyTeLeCcTBUEM,
B KOTOPOM yiac, pafocTb, 60/b, HefaHWe, 3KCTa3 U FHEB CMEHAIT Apyr Apyra. Ho xaaTtb
oT Passion TpaaWUMOHHBLIX OMEpPHbIX CTpacTen He CTOMT. Bce aMouMOHanbHble NepemMeHbl
coBeplLuatTca Brnoaronoca. BocKkpeluasa ayx MetepnuHka v le6roccu, nM6peTTo CTPOUTCA Ha
NnonyToHax, He40CKa3aHHOCTAX U (hpasax, 3amupaloLLmUX B TULLMHE.

Mysbika U cnoBo B Passion Hepa3spbiBHbl. KOMNO3UTOP TWATENbHO KOHTPOAMpPYET
AblXaHWe CONMUCTOB U MpeanaraeT yBuAeTb B HeM BblpaeHWe 4yBCTBa, a He MNpPOCTO
(hU3MONOrMYECKYI0O HEOBXOAMMOCTb WAM BOKaibHbI  3ddeKT. MbiweyHble ceHcopbl,
nomelLleHHble Y NeBLIOB BO3/1e ropaa, B peajibHOM BpeMeHW TPaHCHOPMUPYIOT UX AbiXxaTesb-
Hble YCU/IUA B 3/IEKTPOHHbIM 3BYK: TEXHWKA YMHOMAET B340XH, KPUKKU U CTOHbI, @ B MPOCTOM
LUMMNEeHWU 3acTaBNAET YC/bilWaTb rosioc 6MbnencKoro ames. 3a CLLeHOM pacrnosioxeHa rpynna
BOKaJIUCTOB, KOTOpaA KOMMEHTUPYET 3MOLUU LIeHTpa/bHbIX NepcoHaxei. OHa HanoMUHaeT
MaapuranbHbli KOHCOPT M oTcbinaeT K MoHTeBepau U ero «Opceto», KaK U caMm TeKCT
Passion, HecnyyaHO HanucaHHbIA Ha UTa/IbAHCKOM f3blke. BapouyHbIi KnaBecUH Aenut
onepy Ha 4acTu CBOMMMW pUTYpHenAmW. Ero Tem6p, no 3ambicny aBTOpa, AO/IHKEH 3By4YaTb
Kak OTrOJIOCOK YTpayeHHOW NamATH, OTAaNeHHoe NpUCyTCTBUE, MeTadopa TeHW. Mysbika
Passion cmewmBaeT MeguTaTUBHOCTL C 3lidoprelt; B ee rapMOHUAX U 3BYKOPAAAX CJIbILHbI
OTFONIOCKKU (hpaHLy3CKOro My3blkanbHOro moaepHa: febioccu v MeccuaHa, «[lMenneaca»
u «CeAaToro ®paHuucka». MAarkme Kpacku mMeaneHHO NepennBaloTCH B HEW, NOrpyana Hac
B BEYHO MU3MEHUYMBbLIN 06/1a4HbIA aTiac YyBCTB. >

140




17—29.06
PASSION

In Dusapin’s stage works, the characters are often mythical or literary personae —
Romeo and Juliet, Macbeth, Faust, Penthesilea. His opera Medeamaterial, yet another appeal
to an ancient myth, was performed in Perm in 2012. Passion is based on the deconstructed
story of Orpheus and Eurydice. Generalised He and She engage in a dialogue on the border
of life and death, in a fit of passion trying to prolong the parting moment. The author elab-
orates the picture of their relationship in the preface to the score. The heroine refuses to
return to the sun, anticipating in advance how the story will end. Her voice, mobile and inti-
mate, worried and exhausted, is devoid of solemn pathos. This is the voice of a woman acting
under the influence of an irrevocable decision. The hero, sensitive but always prepared for
war, consents to be buried forever with his beloved in darkness, knowing that the path to
the sun will be closed. His voice is gentle and transparent, not inflated with self-confidence
but capable of outbursts of anger. He is overwhelmed by premonitions, anxiety, and doubts,
knows fear and does not hide it. Dusapin sees his opera as an emotional journey where
horror, joy, pain, desire, ecstasy, and anger succeed each other. However, one shouldn’t
expect traditional opera passions from Passion. All emotional changes are made sotto voce.
Resurrecting the spirits of Maeterlinck and Debussy, the libretto is based on semitones,
understatements and phrases that fade into silence.

The music and the word in Passion are inseparable. The composer carefully controls
the breathing of the soloists and suggests that they see it as an expression of feeling,
and not just a physiological necessity or a vocal effect. Muscle sensors placed near the
singers’ throats transform their breathing efforts into electronic sound in real time: the tech-
nique multiplies sighs, screams and moans, and in a simple hiss makes one hear the voice
of the biblical serpent. Behind the scenes, there is a group of vocalists who comment on
the emotions of the central characters. It resembles a madrigal consort and alludes to Mon-
teverdi and his Orpheus, as well as the text of Passion itself, which was not by mere chance
written in Italian. The Baroque harpsichord with its ritournelles divides the opera into parts.
Its timbre, according to the author’s idea, should sound like an echo of a lost memory,
a distant presence, a metaphor for a shadow. Passion’s music mixes meditativeness with
euphoria; in its harmonies and sound patterns there are echoes of the French musical mod-
ernism — Debussy and Messiaen, Pelléas and St Francis. Soft colours slowly shimmer in
this music, immersing us in an ever-changing cloud atlas of feelings. >
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MacKanb p.locaneH, KOMNO3HUTOp:

«

Passion He cTaBUT nepesg co6oil Lenu Bo3gaTb MoHTeBepAM JAaHb YBarKeHWs.
B ocHoBe 3T0# onepbl — He cTonbKo “Opdei” MoHTeBepAK, CKoNbKO durypa Opden
KaKk TakoBadA. MHTepec K 3TOMy MU(DONOrM4eCKOMY NepCOoHay BO3HUK He Cly4ainHo.
Mocne onepsbl “Mepena”, B KOTOPOM A paccmaTpuBan Temy Bepxa, U onepbl “daycr.
MocneaHAA HoYb"2, B KOTOPOM A obpallanca K TemMe HM3a, MHe 3axoTesloCb 06Hapy-
HWUTb, YTO MPOUCXOAMT elue rnybxe. Hekoe BHYyTpeHHee ABUMKEHWUE NMPUBENO MEeHA
K Teme npeucnoaHeri — K TOMY, KaK O HEW roBOPAT JiIMTepaTypHaa U My3blKa/ibHasA
TpaauLMH.

CHavyana s coCTaBW/ KaTanor U306paeHW nnadywmx KeHwuH. Mpexae yem
nepeiTU K COGCTBEHHO COYMHEHWIO Onepbl, A 06bIYHO COOUPaD KapTUHKMK, GOTO-
rpactuu, Aenalo Bbipe3KWU. [na onepbl “lMepena” A cobpan B ABe 60/bluMe nanku
noutu 400 usobpaxeHun, ana onepbl “dayct. MocneaHAs HoYb” — YyTb MeHbLUE.
B Hayane pabotbl Hag Passion A co6upan penpoAyKUUU KapTHUH, a TaKe CHUMKMH,
KOTOpble€ MOXHO HalTHU B Npecce: pernamMHble hoTo, penopTaxku 0 KatacTpocax, pas-
Hoo6pasHble aKThbl... 3 Bce, 4To 6b1710 CBA3aHO C 60/bI0 HEHLUUH.

OTHyAa TaKOM WMHTEpPEC MMEHHO K eHCKoW 6o0nu? MHe XxoTenocb HanucaTb
“Ctpactn”. fl yuuTbIBaNA, YTO O3HaAYaeT 3TO C/OBO B XPUCTUAHCKOM TPaAWLMM, rae
HEKMI NI06OBHBIA IKCTa3 Noa4YepKUBaeTcA cTpagaHueMm. Ho MHe He xoTenoch nucatb
“XpUCTHAHCKWEe CTpacTU”, XOTA BOMPOC Bepbl MeHA o4YyeHb BonHoBan“. A cnpocwun
cebs, KaKMM MOKeT 6bITb CerogHsA caMmoe TOYHOE BbipaeHue cTpacTu. na meHsa 3T1o
yuctasn 6onb. MNoyemy 60/ib UMEHHO HeHWMUH? U3 AnaxpoHUYEeCKOro UHTepeca, ecnu
MOMHO TaK Bblpa3uTbCA.

K mudy 06 Opdee A npuwen yepe3 MoHTeBepau, Koraa nepeynTbiBan TM6PETTO
ero onep. MNoHavyany ero Uctopua 6bina MHe U3BECTHA B TOM BepCUH, B KaKOU ee
3HatoT Bce. A BHMMaTeNIbHO M3Y4UN MUMbI, NbITAACb NOCMOTPETb Ha 3TY UCTOPUIO
noa, Apyrum yrnom, u obHapyxun: Opdein yéuaet 3BpuanKy. OH coBepluaeT TaKon
NOCTYNOK, Aabbl NONYYUTb UCTOYHUK CTPaZaHWA, @ OHU HyHHbl, YTO6bI NPOAONHKATb
neTb, YTO6bI NETb eLe ay4ule. >

' «Mepena — yenoseK 13 gbima» (2001) — onepa B 10 rnasax Ha IMGPETTO KOMMO3UTOPA.
2 «daycT. NocnegHsaa Houb» (2003-2004) — onepa B 04HY HOYb M 11 HOMEPOB, Ha NM6PETTO KOMMNO3UTOpa.
3 9TK KaTanoru M3obpameHUi NnpeanararoTca pemxuccepam. Hekotopbie dotorpacumn

Aae BOCNpou3BeAeHbl B NapTuType. Ha3biBasa 0AHY U3 HUX, KOMMO3UTOP YTOYHAET:

«f caenan Bcé, 4TO6bI 3Ta (hoTorpacdma nosBunach Ha cueHe. MHe HyXeH 6bin 06pa3 CMALLEN HEHLMUHbIN.
4 B yacTtHocTH, Granum sinapis (1992-1997) ana cmelwaHHoro xopa Ha TeKcTbl Marctepa Jxxapra,

Umbrae mortis (1997) ana cmelwwaHHoro xopa Ha Tekctbl Officium defunctorum.
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Pascal Dusapin, composer:

Passion does not attempt to pay homage to Monteverdi. Rather than Monteverdi’s
Orpheus, it is the mythical figure of Orpheus that lies at the origin of this opera.
The interest in this character did not arise by chance in my production. After Perela’
which considered the question of the above, after Faustus, the Last Night? propelled
by that of the below, | wanted to see what was happening even further down. There
was a movement that brought me to the inferno — the way literary and musical
traditions describe it.

My first step was to make up a collection of images of women crying. Before
approaching the actual writing of an opera, | pick images, photographs, and make
clippings. For Perela, | have collected almost four hundred images, in two large
binders. For Faustus, the Last Night a little less. As part of Passion project, | collected
reproductions of paintings as much as clichés found in the press — advertisements,
great tragedies, and various facts.® Everything that had to do with women’s pain.

Why did the interest in women’s pain arise? | wanted to write a Passion. | did not
ignore what this word meant in the Christian tradition, where a certain love ecstasy
is highlighted by suffering. | did not want to write a Christian Passion, even though
| gave a lot of concern to the question of faith.* | wondered what the most accurate
expression of Passion would be today. For me, it was pure pain. Why specifically
women’s pain? Out of a diachronic interest, so to speak.

Through Monteverdi, this journey led me to the myth of Orpheus, while | was
rereading the librettos of his operas. | knew the mythical story like everyone else.
| examined the myth closely, trying to consider it in a different perspective, and | was
convinced that Orpheus killed Eurydice. He commits this act to obtain the necessary
conditions for his suffering, to continue singing, to sing even better. >

' Perela — Uomo di fumo (2001) is an opera in ten chapters to a libretto by the composer.
2 Faustus, the Last Night (2003-2004) is an opera in one night
and eleven numbers to a libretto by the composer.
3 These collections of images are offered to directors. Some photographs are even
reproduced in the score. By designating one, the composer specifies: ‘I did everything
to make this photo appear on the stage. | wanted the image of a woman sleeping.’
4 In particular, Granum sinapis (1992-1997) for mixed choir set to texts by Meister Eckhart,

Umbrae mortis (1997) for mixed choir set to texts from the Officium defunctorum.
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A 6bin paneKk oT MbiciM HanucaTb HoBoro «Opdena». MeHA B nepsylo oyepeab
MHTepecoBana Ta cuna, KoTopas COMMKAET HEHLMUHY C MYKYMHON UK OTAANAET MX
Apyr oT gpyra. A HazBan cBOMX NepcoHaxken He dBpuamKa u Opdein, a OHa 1 OH.

C aTtoro momeHTa A 06paTuiCcA K KMHemaTorpady. A npocToi ntobuTeNb, HO MeHsA
O4YeHb MHTEpecyeT TO, KaK KUHO ymeeT o6palwaTbCA C KOHGMKTOM U CIOMETOM.
OT coBpemeHHOI onepbl NO-NpeHemMy TpebyloT, 4Tobbl Y Hee 6bl1o NMGPETTO C
TPaAULMOHHLIM NMOBECTBOBaHWEM, Ka4eCTBEHHbIM Ha4yaiom U J0OPOTHbIM (hUHANOM.
Mpu 3atom KuHemaTtorpaed 1950-x u 1960-x roaoB COBEpPLUMN HeC/biXaHHble CeMaH-
TUYECKUE U AUCKYPCUBHbIE peBosiouMnU. A 3aHOBO nepecmoTpen huibMbl TOro Bpe-
MEHH, B TOM Yucne NneHTy “LKynbetta U gyxu”°. IToT hunbm 3aBOpaKMBAET: B HEM
BCE COBEpLUAETCA B MPOMEKYTKE MeRay CHOM M ABblO, Ha rpaHU, B MOCTOAHHOM
ABueHuU. Mbl He Bcerga 3Haem, YTO MPOMUCXOAMT, HO KamAyl 3KPaHHYI MUHYTY
noHWMaem, o0 4YeM UAET peyb.

Bo BpemAa co3pgaHuWA cBOEro NM6peTTo A AEUCTBOBan HeMHOro Kak MaH-JlioK
fopap: ecnn MeHA WHTepecyeT HEKoo CsioBO, A ero 6epy. A cHoBa norpysuics
B YyTeHWe nnbpetto MoHTeBEepAM M COCTaBUN CMUCKU — Karanor CTpacTen B TOM
cMbicnie, B KakoM 3ToT TepMuH noHumanca B XVIlI Beke. CnUCOK pagocTten, neyanen,
BOCTOProB, oT4yasHWi... Bce addeKkTol. B 3ToM cMmbicne A npaMo nocnegosan 3a
MoHTeBepam.

UtaK, nepeao MHOM 6bIM Nanku ¢ U306PaKEHUAMU U hainbl C NepeYHAMU CNoB
Y BblpaxeHHWI, ONUCbIBAIOLLMX Pa3/INiHble COCTOAHUA CTPACTH U NOYEPNHYTbIX U3 onep
MoHTeBepau. A Bbipe3an U COEAUHAN UX, MOKa He NONy4MN MaTepuas, KoTopbli opra-
HU30Banca cam coboi. Ha aTom aTane COYMHEHUA Kamaaa CLeHa UMena Ha3BaHUe:
nepsas HasblBanacb “Boctopr”, BTtopaa — “Crpax”... Bnocneactsuu A yaanun atu
3arofioBKM, YTO6bl U36eaTb NPAMOIMHEMHBIX TOTKOBAHWUIA.

A Hayan ¢ npocToi KoHcTaTauun. OHa — Tam, BHM3Y; OH — 34ecb, HaBepxy.
OH nbiTaetca noaontm K Heit, OH otctynaet, OH uaet Bnepea, OH cnpaluBaer;
OHa penaeT To e camoe; nocreneHHo OHa nputarnBaeT Ero K cebe. OHa Tpeb6yer
oT Hero poKasatenbctBa — OKOHYaTe/IbHOro JOKasaTtesbcTBa Job6BU. “A Bepto
Te6e, HO MHe HYXKHO ele”, — KameTcA, roBopuT oHa. Unn “A Tebe He Beplo”, 4To
O3HayaeT To e camoe. B KoHue KOHUOB, Heu3BecTHO, ympeT M OH BmecTe ¢ Hei
un1 OHa BepHeTCA K cBoeMy oauHoyecTBy. B nio6om cnyyae OHa pelumna HUKoraa
6onblue He Bo3BpalLaTbcA HaBepx. OT atoro OH noTepAeT ronoc. >

5 «ynbetTa u ayxu» — dunbm dPegepuro Pennunu 1965 roaa.
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| was far from the idea of writing a new Orpheus. | was mainly interested in the
movement that brings a woman closer or further away from a man. | called the
protagonists Her and Him.

From that moment on, | turned to cinema. | am an ordinary cinema devotee, but
I am not indifferent to the question and the story of the script. Today’s opera is
still required to have a libretto with a traditional narration, a good beginning and a
good ending. While the cinema of the 1950s and 1960s brought about unprecedented
semantic and discursive revolutions. | revisited movies from that time, and especially
Juliet of the Spirits. This film is fascinating: everything is in between, on the verge of
a dream, in the constant displacement of the text; we don’t always know what is going
on but we always know what it is all about.

So | went into the composition of my text and this time | acted a little like Jean-Luc
Godard: if I'm interested in a word, | take it. | plunged back into reading Monteverdi’s
librettos and compiled word lists. My idea was to create a catalogue of passions,
in the sense that the 17t century understood this term. An inventory of joys, sadness,
elation, despair... all possible affects. It is in this sense that | am following Monteverdi.

So my documentation was contained in these binders of images and these word
files specifying different states of passion from Monteverdi, | cut them out and
reassembled them, until | got a material that organised itself. In this phase of the
composition, each of the numbers had a title: “Elation” for the first, “Fear” for the
second... Subsequently, | deleted these titles to avoid comments.

| started from a simple observation. She’s down there, He’s up here. He tries to
go towards Her, He backs away, He advances, He questions; She does the same;
and gradually She attracts Him towards Her. She asks Him for proof, the ultimate
proof of love. ‘I believe you, but | need more,” She seems to say. Or, ‘| don’t believe
you,’ which is the same thing. In the end, we don’t know if He dies with Her, or if She
returns to her solitude. In any case, She chose never to go back up. He will lose his
voice. >

5 Giulietta degli spiriti is a film of 1965 directed by Federico Fellini.
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TaKkasa MaeA Npuliia MHe B rosioBy, Koraa A nepecmartpuBan dunbm “2001 roa.
KocmuyecKasa oauccena”, B 4aCTHOCTM 3nu304, B KoTopom Komnbtotep HAL 9000
nocne OTK/IOYEHUA perpeccupyeT 40 AEeTCKOro COCTOAHUA. HUKaKKUX uMTaT B AaHHOM
KOHKPETHOM cJ/ly4yae — S MPOCTO XOTeN NPUBAU3UTLCA K o6pasy TaKoro nopsaxa.
JAnA 3TOro TeKCT co3aaBasiCA O4HOBPEMEHHO C My3biKOW. MHorpa mysbika Tpebo-
Bana onpezeneHHbIX C/I0B, UHOrAa C/I0Ba Kak 6bl HEMHOIO NpeALecTBOBaIU My3blKe.
B moeit pa6oTe TEKCT UrpaeT paBHYIO C roJlocCaMu U MHCTPYMEHTaMKU POb.

MecTto geicteua Passion? MNpeactaBneHne 06 3Tom Mbl CKopee nonyyum y JlaHre.
Al He xoTen, 4TOOLI a4 HaNOMUHaN To, KaKMM Mbl ero Buaum B “Opcdee” MoHTeBepaM.
An — BHyTpMU Hac. My3sblKa B cBoel MeAIMTENbHOCTU MOMKET y4acTBOBaTb B 3TOM
BOMMoWeHnn Hu3a. Uveetcs B BUAY 3amensieHUe, OTKas ABUraTtbCA Bnepes, 4TO
ABNAETCA He TONbKO /IUTepaTypHbiM, HO WU ApamaTypruyeckum npoueccom. Jaxe
rpammartmKka, KoTopas CBA3bIBAET C/I0Ba, CTAHOBUTCA HEOTHEMIIEMOM YacTbio 3TOro
obpasa.

OHa ymupaeT HecKonbKo pa3. CHadana A npeactasnan Ee Kak UcTepuyRy, noasep-
EHHYI0 NPUCTYNnamM akme, CBOero poaa ManeHbKMM cMmepTAM. MoTom A 060 Bcem 3ToM
3a6bu1. A xoTen BCTaTb Ha CTOPOHY HEHLUUH, MOTOMY YTO MYMHUYMHbI B 3TOM UCTOPUMU
LEHUCTBYIOT He B UX UHTepecax. Toraa A nogyman o getax. O getax, KoTopbie UrpatoT
B CMepTb, “npuTBOpAOTCA MepTBbiMK”. MHe XoTenocb HauBHOCTH.

B petctBe M 0TpoyecTBe cepbe3Has 60/1e3Hb 3acTaBuia MEHA NPOBECTU HECKO/IbKO
NeT MexAay ABYMA MMpamu. Al Bnagan B KoMy, a MOTOM BbIXOAWN U3 Hee... Koraa mbl
TepsAeM CO3HaHWe, Mbl He 3aMe4yaeM HWKAaKMX Npeaynpexaalowmnx 3HakoB. A MHOro
pas nepexuBan aTM nepexoabl Tyaa U 06paTHO — MeRAY CMEPTbIO U BO3POKAEHUEM.
TaKo# onbIT MHOrOMy MeHA Hay4ui. B KomnosuumMu 3To Aan0 MHe BO3MOMHOCTb JIErKO
nepexoAuTb OT OAHOM cxembl K Apyroi. Koraa s nuuwy, A TOYHO 3Halo, 4YTO Aenalo,
HO OblBaeT, YTO WrHOPUPYIO 3HaHWe, He 3aaymbiBaAcb noyemy. A aAenato. Mpocto
Aenato. YTo A 3Halo, Tak 3TO TO, YTO HAXOMYCb MeXAY ABYMA YPOBHAMU NOHUMaHUA
cebA. BnonHe BepoATHO, “BeyHas cmepTb’ rnaBHoro reposd Passion npeacrasnser
co6oii 6ecco3HaTesNIbHyI0 YacTb MeHs camoro. [oBopsA oTB/IeYeHHO, 3Ta orepa — MOS
JIMYHaA UCTopUA. 3a UCKIIOYEHMEM TOro, YTO A Bbl6pas B Ka4ecTBe repoeB MYHUMHY,
HEHLLUUHY U MU ®».

(®parmeHTbl MHTEPBLIO. Mapu, 25 nioHa 2010) >

5 U3 cueHbl 8. OH: « Ha30BM MHe NPUUYMHY, NOYEMY A JOMIKEH CMYCTUTLCA TyAa».

OHa: «Tbl pa3Be He 3HaewWwb? 34ecb BCe CyllecTBa CTa/lKUBAIOTCA CO CBOEW NMPOTUBOMOJIOKHOCTBION.
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This idea came to me when | was re-watching 2001: A Space Odyssey, more
precisely the sequence where the HAL 9000 computer regresses to an infant state
after being disconnected. No citation in this specific case. | simply wanted to approach
an image of the same order. To do this, the text was being constructed along with the
music, at the same time. Sometimes the music required specific words, sometimes
also the words came up slightly earlier than the music. In my work, the text is placed
on the same level as the instruments.

The setting of Passion? We rather get the idea from Dante. | had no desire of
presenting an evocation of Hell, as seen in Orpheus by Monteverdi. This inferno is
inside us. The music, in its tediousness, may participate in this expression of below.
We mean a slowdown, a refusal to move forward, which is a dramaturgical process
as much as literary. Even the words and the grammar that links the words become an
integral part of the representation.

She dies several times. At first, | imagined Her as a hysterical woman, subjected
to acme, those numerous little deaths. Then | forgot all about it. | wanted to take
the women'’s side — because men are not to their advantage in this story. So | thought
about the children. The children who pretend to die, ‘play dead’. | was craving naivety.

As a child and an adolescent, | had a serious illness that forced me to spend
several years between two states. | would fall into a coma, then | would come back
from it... | am familiar with this transition from one state to another. When we lose
consciousness, we don’t perceive any warning signs. | have experienced several
times this transition back and forth — between symbolic death and reappearance.
| learned a lot from it. In the process of composition, it gave me the opportunity
to easily switch from one scheme to another. When | write music, | know exactly
what I’'m doing and sometimes | ignore it, without asking myself why. | do. | simply
do. What | do know is that | am between two levels of understanding myself.
This ‘perpetual death’ of the protagonist probably represents an unconscious part
of myself. An in-depth look at the libretto of Passion would probably allow one to find
my own story there. In abstract terms, this is my story. Except that | chose a man,
a woman and a myth.®

(Extracts from an interview. Paris, 25 June 2010) »

¢ From Scene 8. Him: ‘Tell me the reason you have to descend.’

Her: ‘Don’t you know? There all beings confront their opposite.’
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AHHa I'yceBa, pexuccep:

«

Camo noHATHe passion — “cTpactb” — 6/M3KO cnoBy “cTpagartb’. peuyeckoe
cnoBo pathos (mdBoc) o3Ha4aeT OAHOBPEMEHHO “cTpasaHue”, “B0o36ywaeHUe”
1M “BooayweBneHue”. Mbl roBOpUM O CTPACTU Kak O ABUMEHWM AYLUW, KOTOpOe,
nopo6HO cTpaaaHuio, He noaaaeTtcA Hawel Bone. CTpacTb — 3TO OrMOHb, KOTOPbIM
MOMET U corpeTb, U cHeyb. Paboraa ¢ npousBegeHuvem [lacKkana [wocaneHa,
A Habnoaalo 3a TeM, KaK CTPACTU paspbiBalOT MEPCOHAMKEN MeRAY NPOTUBOMNONOH-
HbIMU CTPEMJIEHUAMU, U ULLY FPaHWLY, PasAenAloLyio cos3uaatesibHble U paspyLuun-
TeJibHble NOPbIBbI, TY FPaHb, Ha KOTOPOI HUKOTAA HEe YAEePHUBAETCA Ye/IOBEK.

Ana meHAa Knw4yeBasa ¢pa3a B M6peTTo — 3TO C/lioBa repouHu: «fA uay Tyaa,
roe Bce cywecTBa NPOTUBOCTOAT CBOei MPOTUBOMNONOHKHOCTU». OTCloga Bblpocna
cdopmyna crneKTaknAa. 9To MeCTo — He aj, He TOT CBET, He NepexoA U3 3Toro Mupa
B MHOI. 9TO MeCTO — Halua YesioBevecKas }MU3Hb CO BCEMU ee CTpagaHUAMMU, 60n1AMM
1 paHamu. U 06 atom OH 1 OHa nbiTaloTCA CKasaTb APYr ApPYry BECb CMeKTaK/b.

KoMno3auTop nuMcan 0 HEeCKONbKUX BO3MOMHbLIX PEHMUCCEPCKUX MoAxoAax K ero
TeKcTy: “A Bceraa meyrtan o6 onepe, B KOTOPO UCTOPUU paspacTalTcA U nepene-
TarTcA cB0o604HO, 6€3 Hayana v KoHua. B « Ctpactu» Lei un Lui, OHa u OH, HaxoaAaTcA
B MOCTOAHHOM JABMUMEHWU OT OAHOM CTPAcCTM K APYrol, U NOTOK ITOT He OAHOHa-
npasneH U He cummeTpuyeH. CTpacTu BO3HMKAIOT, NPOTUBOCTOAT APYr APYry U pas-
AENAITCA Ha MHOMKECTBO NepeceKatolmMxca nyTer, MMA KOTOpbIM — CTpax, PaaocTb,
60/1b, yHac, enaHue, BOCTOPr, Nevyasnb, 11060Bb U FHeB”.

Hawa uctopua B aecatu “crpactax” HenuHerHa. OH u OHa — Opden u IBpu-
AUWKa JiMlb B CaMOM apXeTUNMUYECKOM CMbicne. ITU ABOE NPOXKUBAIOT O4HU U Te He
nNpeBpaTHOCTH /II06BU B TaBUPUHTE pasHbIX BPEMEH U UYHKUX Ccyaeb, Uyt Apyr apyra
B KanenaocKone UCTOPUI, NOXOXKEM Ha CHOBUAEHUA U BOCMOMUHaAHUA. [lecATb CLeH
onepbl pasbirpbiBalOTCA B ABYX pacnaxHyTbIX NPOCTPaHCTBaxX C 3epHaNbHbIMKU CTe-
HaMK. ApKMe MU3aHCLIeHbl — IOHOLIECKAaA BNIOB6NEHHOCTb, CTPaCcTb-06ceccus, Hamaa
npu3HaHuA, No60Bb pe6eHKa K MaTepy — C/I0OBHO MOACMOTPEHbI B CTapbIX thuabmax
Y BbIpe3Kax U3 HypHanoB pasHbix 3nox. OHX BOMIOLWEHbl CpeacTBaMy (hU3UYECKOro
TeaTpa, MHOXATCA B OTPameHUAX, 06peTaloT CTPaHHY0 ABOMCTBEHHOCTb C MOMOLLbIO
BUAE03(MEKTOB.

Conuctbl oTaeneHbl OT 3TOr0 “HeMOro KUHO” U NpebbiBaloT B HEKoeM Jiumbe.
OH 1 OHa cneayioT Apyr 3a ApYrom, HO MOCTOAHHO o6opaynBaloTcA B HeBepun. Bepa
B [lpyroro oKkasblBaeTcA TOM CaMOi rpaHULLed Mexay Co3uAaHMeM U pas3pylleHueM,
KOTOPYIO CTOMUI0 6bl OXPaHATb, HO KOTOPYIO HEM3MeHHO HapyLiatoT Lui u Lei — u3 BeKa
B BeK, OT 3apoaeHusa Mucba 06 Opdee U DBpUAUKE 40 HALUUX SHEN». [ |
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Anna Guseva, director:

The very concept of passion is close to suffering. The Greek word “pathos” (ma6o¢)
means “suffering”, “excitement”, and “inspiration” at the same time. We speak of
passion as a movement of the soul, which, like suffering, is not subject to our will.
Passion is a fire that can both keep you warm and scorch. While working with Pascal
Dusapin’s composition, | observe how passions tear characters apart between
the opposites and look for the boundary separating creative and destructive impulses,
the line which a person can never stand firmly on.

For me, the core statement in the libretto is when the heroine says she is going
to a place where “all beings confront their opposite”. This is the line where the formula
of the production stems from. The place she is talking about is neither hell, nor
afterlife; it is not even a passage to the Great Beyond. This place is human life with all
its suffering, pain and wounds. That is what He and She are trying to tell each other
throughout the entire performance.

The composer wrote about several possible directorial approaches to his text:
“I have always dreamed of an opera in which stories grow and intertwine, as freely as
possible, without beginning or end. In Passion, Lei and Lui are brought to life by the
continuous transition from one passion to another. It is never unidirectional or even
symmetrical. Passions arise, oppose each other and are divided into many paths,
crossed by fear, joy, pain, horror, desire, delight, sadness, love, and anger.”

Our story in the ten “passions” is non-linear. He and She are Orpheus and
Eurydice only in the most archetypal sense. These two live the same vicissitudes
of love in a maze of different eras and other people’s destinies, looking for each
other in a kaleidoscope of stories similar to dreams and memories. Ten scenes of the
opera are unfolding in two open spaces with mirrored walls. Vivid mise-en-scenes —
adolescent infatuation, obsession, thirst for recognition, a child’s love for his mother —
seem to be spied on in old films and magazine clippings from different eras. They are
embodied by means of physical theatre, multiply in reflections, and acquire a strange
duality with the help of video effects.

The soloists are set apart from this “silent film” and dwell in a kind of limbo.
He and She follow each other but constantly turn around in disbelief. Faith in Another
turns out to be the very boundary between creation and destruction that should be
guarded, but which Lui and Lei invariably violate — from century to century, from the
birth of the myth of Orpheus and Eurydice to the present day.’ [ |
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& OPTAHHBIX 3A/1 NEPMCKOW ®UNAPMOHWUHU
KamepuvlLil KoHyepm

«MJIAYU U TUNMIHbI»

MocKoBCKUIA aHcambsib coBpemMeHHoN My3blKku (MACM):
Onbra PoccuHn — ronoc

ApuHa 3BepeBa — rosnoc

Onbra leMmMHa — BUWOJIOHYE/b

KoHcTtaHTUH EdbumoB — cbneiTa

Oner TaHUWOB — KNnapHeT

ApocnaB KocTpblKMH — darot

Muxaun [lyboB — chopTenmMaHo, KnaBeCUH
AnekcaHap CyBopoB — yaapHbie

EBceBuit 3y6KoB — yaapHble

Jlyusa MmHuaeBa — apda

EBreHnit Cy660TUH — CKpMMKa

WUpnHa ConoBa — anbt

Mpuropuin KpoteHKo — KoHTpabac

UnbHyp M6GUMAYNNUH — 3N1EKTPOHUKA
Buktopua KopwyHoBa — pykoBogutens MACM

Mporpamma:

Aptyp Jlypbe (1891-1966)

«Mnay Boropoauubl. PparmeHT 61aro4ecCTMBOM
necHu XIll BeKka» | Pleurs de la Vierge Marie.
Fragment d’une chanson pieuse du Xlll siécle

ANA ronoca, CKpUMNKK, anbta U BUOJIOHYENH, op. 26 (1915)
MepeBoa co ctapodpaHuysckoro — Muxaun KyamuH

Anbtdpea WHUTKe (1934-1998)

MMHbI ANA KaMepPHO-UHCTPYMEHTa/IbHOro aHcamona (1974-1979)
N2 1 anAa BUONOHYENU, aphbl U IUTaBp

N2 2 anA BUONIOHYENU U KOHTpabaca

N¢ 3 anAa BUoNoHYenu, arorta, KnaBeCUHa U KOJIOKOJIOB

N¢ 4 anAa BUONOHYENU, haroTa, KnaBecUHa, apdbl, 1MTaBp, KOJIOKO/I0B
MU KoHTpabaca

AneKce# CbicoeB (p. 1972)
«CUpOTHMHOYKa» ANA conpaHo, KaMepPHOro aHCamb/A U ANEKTPOHUKHU
Ha TEKCT PYCCKOro ceBepHOro HapogHoro naa4ya (2023, npembepa)

CounHeHHe co3zaHo B pamKax npoekta « Hotbl U KBoTbi» Coto3a KomnosuTopoB Poccuun

152




/8.06
FR
22:00
17+

The concert is
supported by the
Ministry of Culture
of the Russian

Federation

& ORGAN CONCERT HALL OF THE PERM PHILHARMONIC
chamber concert

LAMENTATIONS AND HYMNS

Moscow Contemporary Music Ensemble (MCME):
Olga Rossini — voice

Arina Zvereva — voice

Olga Demina — cello

Konstantin Efimov — flute

Oleg Tantsov — clarinet

Yaroslav Kostrykin — bassoon

Mikhail Dubov — piano, cembalo

Alexander Suvorov — percussion

Evsevy Zubkov — percussion

Luisa Mintsaeva — harp

Evgeny Subbotin — violin

Irina Sopova — viola

Grigory Krotenko — double bass

linur Gabidullin — electronics

Victoria Korshunova — MCME General Manager

On the programme:

Arthur-Vincent Lourié (1891-1966)

The Lament of the Virgin. Fragment of a Pious Song
of the 13™ Century | Pleurs de la Vierge Marie.
Fragment d’une chanson pieuse du XlllI siécle

for voice, violin, viola, and cello, Op. 26 (1915)
Translation from Old French by Mikhail Kuzmin

Alfred Schnittke (1934-1998)

Hymns for Chamber Instrumental Ensemble (1974-1979)

No. 1 for cello, harp, and timpani

No. 2 for cello and double bass

No. 3 for cello, bassoon, harpsichord, and bells

No. 4 for cello, bassoon, harpsichord, harp, timpani, bells, and double bass

Alexey Sysoev (b. 1972)

Sirotinochka | The Little Orphan for soprano, chamber ensemble,
and electronics set to the lyrics of the folk lamentation

of the Russian North (2023, premiere)

The composition was created as part of the project Notes and Quotas of the Union of Russian Composers

153



18.06
<A N TVIMHbL

ACM — MoOCKOBCKMIA aHCam6/b COBPEMEHHOW My3bIKM — MNOCTOAHHbIN
y4YacTHUK [AruneBcKoro ectuBana. 310 He3aBUCHUMbIKM NMPOtECCUOHANbHbIN
KONNIeKTUB, co3aaHHbli B 1990 roay, nepBblii POCCUMCKUA aHCambib, CHOKY-
CUPOBAaBLUMICA Ha NPOABUHKEHUU My3biKU XX U XXI BEKOB U noaaepHKe coBpe-
MEHHbIX KOMMO3MUTOPOB. Ha cyeTy KonneKkTMBa — CBbile TbICAYU POCCUMCKUX U MUPOBbIX
npembep, KpyrnHble NPOCBETUTE/IbCKME NPOEKTbl, AUCKorpadua us 6onee yem 50 anb60MOB,
npecTuxHble Harpaabl. B HoBoi nporpamme MACM «[lMnayv ¥ ruMHbI» KOMMNO3UTOPbI Tpex
NOKOJIEHUI PYCCKOro aBaHrapAa BCTyNaloT B AUasor, UCcCneaya COKPOBEHHbIN MUP FYOGUHHbIX
YenoBeYECKUX NeperMBaHUA: PUTYasIbHOrO CTpajaHus, 3UdOopUK, AYXOBHOIO ONbITa.

MepBbI aBaHrapa npeacTasneH durypor Aptypa Jlypbe. 3T10T AeHAU U 60reMHbIi
acteT 6pocun y4yeby B [leTep6yprckoM KOHCEpPBATOPUMU, YTOObl CTPOUTb YTOMUYECKOEe
6yayuiee HOBOM My3blKW. B nepsoi nonosuHe 1910-x rogos Jlypbe Apyun ¢ MaAaKOBCKUM,
XnebHUKoBbIM, TaTAWHbIM U AXMaTOBOW, HOCUN Bbi3blBalowWwMe KOCTIOMblI U 6bli1 (haKTHUYe-
CKMM My3blKa/bHbIM pyKoBoauTeneM Kabape «bpoaauyas cobaka», fiereHAapHOro mecta
BCTPEY CTO/IMYHBbIX (DYTYpUCTOB. B CBOMX paauKasibHbIX onycax OH 3KCMepUMEHTMpOBan
C aTOHa/IbHOCTbIO, MUKPOXPOMAaTHUKOM M HEO6bIYHOM 3anucbio HOT. Ha atom coHe «[llnay
Boropoauubl» Ha cTapodpaHUy3CKMI TeKCT B nepeBoae Muxanna KysmuHa yauBnaeT cKopee
CBOel TPaAMLMOHHOCTbIO. JKCMPECCUBHbIE AUCCOHAHCHI JIMWb OTTEHAKT 34eCb TOHHKYHO
JIUPUHKY, B KOTOPOM CNbILLHO 3HAKOMCTBO aBTOpa, NMPUHABLUEro Katonunvectso B 1913 roay,
C LLlepKOBHbIM 06UXOA0M.

MumHbl Anbhpeaa LLIHUTKe HanucaHbl B 1970-X M oTpaKaloT nepuoa, AYXOBHOMO U CTU-
JINCTUYECKOrO NOMCKa, Yepes3 KOTopbIA Npoxoaun Toraa ux aBtop. Cam LLUHUTKe yTBepHAaaerT,
YTO UCXOAHBIM UMNY/IbC K COYUHEHUIO TMMHOB 6bl1 HE PE/IUrMO3HbIM, @ UCCNEeA0BaTE/IbCKUM
M BbIPOC U3 UHTEpeca K APEeBHEPYCCKOM TEOPUMU MY3blKU U TeMOPOBOMY POACTBY HU3KUX
MHCTPYMeHTOB. TpK YacTH U3 YeTbipex 6blIM HanUcaHbl K C/ly4al: Ha 3aKkas UK B KadecTse
KUHOMY3bIKU. TeM npumevaTenibHee UTOroBas Le/IbHOCTb U OYEBMAHAA PeIMrMo3HaA noao-
nneka MMMHOB Kak uuKna. Ux meaneHHoe BpeMsA U CYpPOBbIA KONOPUT acCOLMMPYIOTCA € Xpa-
MOBbIM MPOCTPAHCTBOM: apXxan4yecKkue necHoneHUA obpacTaloT TaUHCTBEHHbIM YoM, npe-
BpalLaloTCA B TePNKOe MHOIOro/0CHe U NepemMerarTca 3arafovyHbiMKU CO3BYYUAMU-CHUHK-
camu. HeT 1 cneaa MpmeHHOW aBTOPCKOMN Urpbl cTUNAMU: LLIHUTKEe HACTOMUYMBO ULLET B 3TO
BpeMs e4uHbIA A3bIK, CNIaBNAA BOeAUHO pasHble rpaHh CBOei KOMMO3UTOPCKOM JIMYHOCTH.

Mbeca AneKcesn CbicoeBa « CUpOTMHOYKa» o6palleHa He CTOJIbKO K AeTAM, CKOJIbKO
KO BCEM, KTO B TOM WM UHOMN CTENeHU YyBCTBYET B HbIHELWHEM MUpe COGCTBEHHOE CUPOT-
cTB0. B ocHOBe ee NeXMUT NOASIMHHBLIN CeBepHbIA (HONMBbKIOPHbIA TEKCT, KOTOPbIM aBTop
TPaKTyeT NpeAenbHO Bcepbes, 6e3 TeHW UPOHUU U 6€3 HaMeKa Ha OTCTPaHEeHHOCTb UKW AuU-
CTaHuM1Io. ITO pUTyasibHbIM Nnay 3aNoxyv perMBoB, NocTaBaHrapAa U BUPTYaslbHOM peanbHOCTH,
My3blKa, 3aMKHYTaA B CBOel BHYTPeHHel 6011, HO B KOHLe BCe e HaxoAswan B ce6e Cuibl
OTKPbITbCA BHELUHEMY MUpPY, obeluan 3puTensim pobKylo Hagemay Ha nydwee. |
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28.06
LAMENTATIONS AND HYMNS

he MCME (Moscow Contemporary Music Ensemble) is a regular participant

in the Diaghilev Festival. It is an independent professional community created

in 1990, the first Russian ensemble focused on promoting music of the 20t

and 21%t centuries and supporting contemporary composers. The ensemble has
presented more than a thousand Russian and world premieres, major educational projects,
a discography of more than fifty albums, and has received a range of prestigious awards.
In the new MCME’s programme Lamentations and Hymns, three generations of the Russian
avant-garde composers enter into a dialogue exploring the innermost world of deep human
experiences — ritual suffering, euphoria, and spiritual experience.

The first avant-garde is represented by the figure of Arthur Lourié. This dandy and
bohemian aesthete dropped out of his studies at the St Petersburg Conservatory in order to
build a utopian future of new music. In the early 1910s, Lourié was friends with Mayakovsky,
Khlebnikov, Tatlin, and Akhmatova, wore provocative costumes and was the de facto musical
director of the Stray Dog cabaret, a legendary meeting place for the capital’s Futurists.
In his radical opuses, he experimented with atonality, microchromatics and unusual musical
notation. Against this background, the Lament of the Virgin set to a text in Old French
translated by Mikhail Kuzmin surprises rather with its traditionality. Expressive dissonances
only highlight the subtle lyrics here, making obvious the familiarity with church life of the
author who converted to Catholicism in 1913.

Alfred Schnittke’s Hymns were written in the 1970s and reflect the period of spiritual
and stylistic search that their author was going through at that time. Schnittke himself argues
that the initial impulse to compose Hymns was not religious but rather that of an explorer,
and grew out of an interest in ancient Russian music theory and the timbre relationship of low
sounding instruments. Three of the four parts were written for an occasion, on commission,
or as film music. The more remarkable is the final integrity and the obvious religious
background of the Hymns as a cycle. Their slow pace and austere colours are associated
with church space: archaic chants become overgrown with a mysterious hum, turn into a tart
polyphony and are interspersed with mysterious consonances-sphinxes. There is no trace of
the author’s signature style play — Schnittke is persistently searching for a unifying language
at this time, fusing together different facets of his compositional personality.

Alexey Sysoev’s piece Sirotinochka (‘The Little Orphan’) is addressed not so much
to children as to everyone who, to a greater or lesser extent, feels their own orphanhood in
the current world. It is based on an authentic northern folklore text, which the author treats
extremely seriously, without a shadow of irony and without a hint of detachment or distance.
This is a ritual lament of the era of raves, post-avant-garde, and virtual reality, music locked
on its inner pain, which in the end still finds the strength to open itself to the outside world,
promising the audience a faltering hope for the best. [ |

155






p) AATVNAEBCK N

" ™ ? OECTVIBA /1b-2024

A..-v

" ’? ; /906
/ ~. KAXETCA-BCE 3A

BEPTE/NOCH- 13-3A

T \\‘  AXE3VAALAO
\\\\ 1\\\ PASSION

\N\ <

N ™~
“‘\
N
S



Z 9 O 6 a YACTHAA ®UNAPMOHHUA « TPUYMD»

KOHI/jepm-llumKa
Ch

«KAMETCS, BCE 3ABEPTE/IOCb
18:00 wm3-3A WKE3YANBAON

16+

BoKkanbHbii aHcamb6nb N’Caged:

ApuHa 3BepeBa

AHacTacua MNonaHuHa

Onbra Poccuuun

Cepreit ManvHuH

WUnba Nlantes

ABTOp NpoeKTa U NMTepaTypHO-CLIEHUYECKOM aganTaunum —
KceHua AHydpueBa

OoKanbHbiM aHcam6nb N’Caged, coszpaHHbii ApuHoi 3BepeBor B 2013 roay,

LUMPOKO M3BECTeH UHTeprnpeTauusasMU COBPEMEHHOM My3blKM, 4acTO HanMCaHHOM

cneuMansHo anAa atoro KonnexktuBa. C 2015 roga conucTbl aHcambna yvyacTBylOT

B NocTaHOBKax JdneKTpoteatpa CTaHUCNABCKUM, nosyyasa 3a CBOU paboTbl HOMU-
Hauuu 1 npemuun « 3os10TaA Macka». KamepHble, B ToMm Yucne site-specific U my3seiiHble, npo-
©KTbl TaK¥e 3aHUMmaloT 605bLoe MecTo B paboTe aHcaMbs.

HoBbit hopmaT — KoOHLEpPT-4UTKA — NOABUJICA Kak pa3s B 3ToM pycine. MpoeKT 6bin
BAOXHOBJIeH BbicTaBKOW «HasBaHo Basapu. MaHbepusm», KoTtopasa npoxoauna B Bonro-
Bartckom dunmnane TMUU mum. A. C. MNMywKuna (ApceHan, Huxunin Hosropoa) ¢ ocenn 2023
no BecHy 2024 roaa. KceHua AHydpueBa, My3biKoBes U HKypaTop MeHAUCLMIMIMHAPHbIX
NPOEKTOB, MOJIOMKUA B OCHOBY HKOHLEPTa-YATKU AETEKTUBHbIX pacCKa3d apreHTUHCKOro
Knaccuka XX BeKa Xynno Koprtacapa « KnoH».

lepou paccKkasa — y4aCTHWKMU BOKasbHOro aHcamoA. OHU UCMOSTHAIOT MY3bIKY C/OMK-
HeHwero KomnosuTopa KoHua XVI Beka, Kapno Jxesyanbao Aa BeHo3bl. OgHa M3 repouHb,
CTPEeMACb BblpasvUTb YPOBEHb My3blKalbHOMO eAuHCTBa B aHcam6ne, NMPOU3HOCUT C/I0BO
«HKJIOH»: YTOGbI NeTb [Ke3yanbAo, HY}HO ObiTb KNOHaMU APYr Apyra, YyBCTBOBaTb MY3bIKY
Kak OAuH YyenoBeK. BnpouyeM, BO3MOMKHO M 3T0? CNoXKHble B3aMMOOTHOLUEHUA B aHcambne
nonndoHMYECKHM HaKNaAbIBalOTCA Ha paccyxaeHuAa o /[lesyanbao, npocnasBuBLUEMCA
He TOMIbKO My3blKa/lbHbIMKU NPO3PEHUAMMU, HO U YOUINCTBOM U3 PEBHOCTH. >

158




29 O é @ PRIVATE PHILHARMONIC ‘TRIUMPH’

concert-reading
SAT

IT SEEMS THAT EVERYTHING KICKED OFF
18:00 BECAUSE OF GESUALDO

/| 6 + N’Caged Vocal Ensemble:
Arina Zvereva
Anastasia Polyanina
Olga Rossini
Sergey Malinin
llya Laptev
Author of the project and the literary and stage adaptation —
Ksenia Anufrieva

reated by Arina Zvereva in 2013, the N’Caged Vocal Ensemble is widely known for

its interpretations of contemporary music, often written specifically for this group.

Since 2015, the ensemble’s soloists have taken part in Stanislavsky Electrotheatre

productions, received nominations and prizes of the ‘Golden Mask’ National
Theatre Award for their work. Chamber projects, including site-specific ones and those that
took place in museums, also form a large part in the work of the ensemble.

A new format — concert-reading — appeared in line with the ensemble’s track.
The project was inspired by the exhibition Named by Vasari. Mannerism, which has been
held at the NCCA Nizhny Novgorod — Arsenal from the autumn of 2023 to the spring of
2024. Ksenia Anufrieva, a musicologist and curator of interdisciplinary projects, based the
concert-reading on the detective story Clone by the Argentine classic of the 20% century Julio
Cortazar.

The characters of the story are members of a vocal ensemble. They perform the
music of the most difficult composer of the late 16" century, Carlo Gesualdo da Venosa. One
of the heroines, trying to express the level of musical unity in the ensemble, utters the word
‘clone’ — in order to sing Gesualdo, they have to be clones of each other, feel the music as
if they were one. But is it actually possible? The complex relationships in the ensemble are
polyphonically superimposed on the arguments about Gesualdo, famous not only for musical
insights but also for murder motivated by jealousy. >
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29.06
«KAXETCA, BCE 3ABEPTENOCH N3-3A AXEIVA/1BAO»

KceHua AHy¢pueBa, astop npoekra:

«

ITOT NPOEeKT co3aaH cneuranbHO AnA aHcam6na. OTTanKMBaAch OT MAEW BbICTaBKU
“HasBaHo Basapu. MaHbepu3m”, nepdopmaHc nepensieTaet B CBOEH C/I0MHOMN No/u-
¢hOHUYECKOM TKaHU MeHUe U YTeHUe TeKcTa, MaHbepuam XVI u ncuxonoruam XX cro-
NeTUs, YyTKOe BC/yLUMBAHWE U CMENbIH PEBUSUTHUHT.

Cnoxunacb uaeanbHas CUTyauMs: TEKCT pacckasa HKoprtacapa 06 y4acTHMKax
BOKaJIbHOro aHCamMb/1A YUTaKT HaCTOALUE BOKAIUCTLI. B nepdopmaHce oHU He nbiTa-
loTcA “Urpatb PoNnU”, He CTPEeMATCA K aKTepPCKOMYy CYLLEeCTBOBaHWIO Ha CLEHe,
HO BbICTYNalwT B CBOEM MOAJMHHOM KayecTBe. JTO YMTKA yCTaMU My3blKaHTOB,
A5l KOTOPbIX KOHUEPTHasA CUTyauMa — NeHWe MajpurasoB a Kaneaia — Ha nepBoMm
mecte. Mbl He Ao6aBnAeM HUKaKKUX BU3yasibHbIX U CBETOBbIX 3(h(heKTOB K ayaualb-
HOMY MOTOKY: HUYTO He AO/IHKHO MeLlaTb CNeAUTb 3a NONUMOHUEN rOIOCOB B My3blKe
Y BOKpYT Hee.

B xope KoHuepTa-uuTHKM N’Caged MUcnonHAeT nNATb NATUFONOCHbLIX Maapuranos
u3 [llatoh maapuranbHoW KHUrK [Kesyanbao. 3HaToKM TBopuyecTBa Koptacapa
BCMOMHAT, 4YTO B paccKase “KnoH” 6onblue nepcoHaxKerh, 4eM ro/iocoB B MapTu-
Typax dxe3yanbao. MosatoMmy TeKCT 6bL1 a4anTUPOBaH K My3blKasbHOM peasibHOCTH,
a aBTOPCKUM NepecKas pasroBOpoOB NpeBpaLleH B NpAMble AUaNOru.

Buorpatua [e3yanbao Nerna B OCHOBY MHOMMX JIMTEPaTypHbIX, My3blKalbHbIX
M KWHemaTorpathuyeckux npousseaeHuit. Pacckas o ToM, 4TO UMEHHO “3aBepTenochb
u3-3a [e3yanbao”, 6bin 6bl HEMOMHbIM 6€3 03BY4YMBAHUA XOTA 6bl OAHOW coBpe-
MeHHoM napTuTypbl. A BbiGpana My3biky CanbBaTtope LLlapprHo, oTHOCALLErocs K Yucny
BeAYLMUX HOBEHLIUX KOMMNO3UTOPOB UTanuu, KOTOpbIKM Cpeau Npo4Yero Hanucan onepy
0 KHA3e BeHo3bl “JIuBbIKM cBeT oyer moux” (Luci mie traditrici). B To e camoe
BpemsA cBoio onepy “Amesyanbao” cosaasan Anbodpes LUHuTKe. Mpembepa LHWUTKe
cocrosnacb nepoin — B 1995 roay. B ero onepe npouuTMpoBaHbl Maapuranbl rna.-
Horo repos. Moatomy LLappuHo, HenaBlwKWit caenatb TO e camoe, U3MEeHWN MaHbl,
BRJIOYMB B CBO OMNepy UMUTaTbl U3 MaApUrajJioB APYroro KOMNosuMTopa-MaHbepucTa
XVI Beka, Knoga JlexéHa. B npoctpaHcTBe Hawero nepcdopmaHca Jkesyanbao v LLap-
PUHO HaKOHeL, BCTPEYalTCA JIMLUOM K NULY: BMecTe C Maapurasamu KHA3A BeHosbl
B xoze KoHuepTta-yuTkU N’Caged ucnonHseT yeTbipe magpurana LLlappvHo 13 uukna
12 Madrigali (2006). MucaTtens XX n Komno3uTtop XXI BeKa 6eceayloT ¢ KOMNO3UTOPOM
XVI cToneTtus, U Mbl NblTaemMcsl paccibillaTb UX Yepes Auanoryi U neHue nepcoHamke.

Pa3roBop 3TOT nosiy4aeTcs 0 Teme CKOJIb BEYHOM, CTOJIb U 60/Ie3HEHHO aKTyasIbHOM.
Tema reHuA U 3104eMCTBa NPOXOAUT KPACHOM HUTLIO Yepes BCIO UCTOPUIO UCKYCCTBA.
JIMCKYCCHUM O TOM, KaK COOTHOCATCA XyAOHECTBEHHbIEe NPO3PEHUA U TEMHbIE CTOPOHbI
JIMYHOCTEN MHOIMMX U MHOrMX aBTopoB: oT Kapno ke3yanbao Ao BarHepa, — BHOBb
3By4YaT OCTPO M ropa4Yo. XpomaTUyecKue NabupuHTbl MaapuranoB [xesyanbao —
6e3aHa. U 3arnagbiBaTh B Hee Tak CTPaLUHO, YTO HEBO3MOMHO YAEPKaTbCAN. u
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29.06
[T SEEMS THAT EVERY THING KICKED OFF BECAUSE OF GESUALDO

Ksenia Anufrieva, author of the project:

This project was created specifically for the ensemble. Based on ideas from
the exhibition Named by Vasari. Mannerism, in its complex polyphonic fabric,
the performance intertwines singing and reading, the Mannerism of the 16" and the
psychologism of the 20" century, sensitive listening and bold revisiting.

It was an ideal situation — Cortazar’s story about the members of a vocal
ensemble is read by real vocalists. In the performance, they do not try to “personify
the characters”, they do not strive for an actor’s existence on stage but act in their
true quality. This is a reading by the musicians, for whom the concert situation —
singing madrigals a cappella — stands in the first place. We do not add any visual or
lighting effects to this auditory stream — nothing should interfere with us following
the polyphony of voices in and around the music.

During the concert-reading, N’Caged performs five five-voice madrigals from
Gesualdo’s Madrigal Book V. Connoisseurs of Cortazar’s work will recall that there
are more characters in Clone than there are voices in Gesualdo’s scores. Therefore,
the text was adapted to musical reality, and the author's retelling of conversations
was turned into dialogues.

Gesualdo’s biography has become the basis of many literary, musical, and
cinematic works. The story of what exactly “kicked off because of Gesualdo” would
be incomplete without voicing at least one modern score. I've chosen the music
of Salvatore Sciarrino, one of ltaly’s leading contemporary composers, who, among
other things, wrote the opera about Prince Venosa, Luci mie traditrici (‘My Traitorous
Eyes’). At the same time, Alfred Schnittke wrote his opera Gesualdo. Schnittke
premiered first — in 1995. The madrigals of the main character are quoted in his
opera. Therefore, Sciarrino, who had wanted to do the same, changed his plans
by including quotes from madrigals by another 16 century Mannerist composer,
Claude Le Jeune, in his opera. In our performance, Gesualdo and Sciarrino finally
meet face to face: along with the madrigals by Prince Venosa, in the concert-reading
the N’Caged vocal ensemble performs four madrigals by Sciarrino from the cycle
12 Madrigali (2006). The 20*-century writer and the 21%-century composer engage in
a conversation with the 16""-century composer, and we are trying to hear them through
characters’ dialogues and singing.

This conversation turns out to be about a topic as eternal as it is painfully relevant.
The topic of genius and villainy runs like a red thread through the entire history of
art. Debates on how artistic insights and dark sides of personalities of many, many
authors from Carlo Gesualdo to Wagner relate are once again seem to be acute and
hot. The chromatic labyrinths of Gesualdo’s madrigals are an abyss. And looking into
it is so scary that it is impossible to resist.’ |
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20—29.06

ObPASOBATE /IbHA
[IPOI PANMMA
AN NAEBCKOI O
PECTUVIBA A/

ArnneBcKkun ectmBanb — 2024 OTKpbIBAaeTCA O4HOM U3 Be/IMHaULLUX XOPOBbIX

naptutyp baxa, a LeHTpanbHbIMKU COBbITUSIMUA CTaNu TPU OMNEPHbIE NpeMbepbl.

O6pasoBaTtenbHasa nporpamma noa KypatopcTtBoMm AHHbI PedenoBoi cneayet

B pyc/ie MHTepecoB (ecTUBanA U HOKYCUPYeTCA Ha TPeX HanpaB/ieHUAX paboTbl
CO CTyAeHTaMu: 1JabopaTOPUA XOPOBOro MacTepcTBa, 1IabopaTopuAa ANA PEeXHUCCEPOB
«He TONbKO onepa» U nabopaTopua ANA BOKANUCTOB «0s10C U Tenon.

Bce cobbiTUA o6pa3oBaTesibHOM NporpamMmbl OTKPbITbl AnA ny6avku. PacnucaHue
MOMHO HaWTH Ha canTe hecTuBans.

BnepBble Ha tdecTuBane — B pamMKax JlabopaTOpuM XOpPOBOro MacTepcTBa noj
PYKOBOACTBOM [/1aBHOro xopmerctepa musicAeterna Butanua MonoHckoro — co3paetca
thecTMBanbHbLIN MONOAEHHbIN XOp. Ero yyacTHUKK nonyyaTt AOCTYN K NPaKkTUY4EeCKOMY OnMbITy
Ha BCTpeYax C AUPUIKEPOM, XYAOHECTBEHHbIM pyroBoauTeneM MOCKOBCKOro rocyaapcTBeH-
HOro aKaZeMM4yecKoro KkamepHoro xopa Bnagummpom MUHMHBIM, XyAOHECTBEHHBIM PYKOBO-
autenem musicAeterna Teogopom KypeHT3ncoM, XyA0HECTBEHHbLIM PYKOBOAUTENEM AETCKOIro
xopa «BecHa» UpuHoi ABepuHoit U ¢ Butanuem MonoHcKum. 3aHATUA CO cneunanucTamu
Nno COBPeMEeHHOM U CTapMHHOW My3blKe, MacTepamMmu TPaAULIMOHHBIX U HOBEWLLMX FOI0COBbIX
W AbiXaTe/bHbIX MPAKTUK AOMNONHAT nporpammy. Utorn nabopatopumM XopoBOro macrepcrsa
MOMHO 6yAeT ycnblwaTb 25 UIOHA Ha KoHuepTe decTMBanbHoro xopa B bonblwiom 3ane [loma
JArnnesa, KOTOpbid TPagWULMOHHO MPUHUMAET OCHOBHYIO 4YacTb O6pasoBaTesbHOW Mpo-
rpammbl arunescKoro dectuBans.
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20—29.06

FDUCATIONAL
PROCGR AMME
OF THE DIAGHILEV
FESTIVAL

he Diaghilev Festival 2024 opens with one of Bach’s greatest choral scores, and
its highlight events are three opera premieres. The Educational Programme curated
by Anna Fefelova has been shaped along the lines dictated by the interests of the
festival and focuses on three areas of work with students: the Choral Performance
Laboratory, the Laboratory for Stage Directors Beyond Opera, and the Laboratory
for Vocalists Voice and Body.
All events of the Educational Programme are open to the public. The schedule is
available on the festival’s website.
For the first time in Perm, a youth festival choir under the direction of musicAeterna
Chief Chorus Master Vitaly Polonsky is to be created as part of the Choral Performance
Laboratory. Its participants will get access to first-hand practical experience in the meetings
with the conductor, Artistic Director of the Moscow State Academic Chamber Choir Vladimir
Minin, Artistic Director of musicAeterna Teodor Currentzis, Artistic Director of the ‘Vesna’
Children’s Choir Irina Averina, and with Vitaly Polonsky. Classes with masters specialising
in early and modern music, masters of traditional and cutting-edge voice and breathing
practices complement the programme. The results of the Choral Performance Laboratory
will be presented on the 25th of June, 2024 at the concert of the Festival Choir in the Great
Hall of the Diaghilev House, which traditionally hosts the main part of the Diaghilev Festival's
Educational Programme.
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20—29.06
ObPA3OBATENBHAA NIPOTPAMMA

loctem na6opatopum Ana pexuccepoB «He TonbKo onepa» craHeT AHaTONMIA
BacunbeB. OH npoBeAeT BCTPeYM C ee y4aCTHUKaMHM, rae NpeAcTaBUT 3anvcu CBOeH nocra-
HoBKM « Meaed. Matepuan» n ayamocnektarkna «Moptpet JopuaHa MpedA» ¢ ux nocneayowmum
pas6opom. KypaTtop na6opatopuu, pexunccep EnvszaBsetra Mopos nosAcHseT: « My3blKanbHble
CMeKTaK/IU He OrpaHU4MBalOTCA HaHpoMm onepbl. OpaTopuK, KaHTaTbl, BOKa/bHble LUHKIbI,
MeCCbl U Apyrve My3blKasbHble (OpMbl BCE Yalle OKa3biBalOTCA MOJIHOLEHHOW 4acTblo
peneptyapa MMpOBbIX onepHbIX TeaTpoB. “My3blKanbHbIM” CNeKTaK/Ib MOMET CTaTb, AaMe
€C/IU B X0Ae NOCTaHOBKU He U3BNEKAeTCA HWU OAHOWM HOTbl B MPUBbLIYHOM CMbICNE C/loBa M
TOIbKO FOJIOC MU TEKCT BbICTYNaOT My3blKa/bHbIMU UHCTPYMeHTamu. Lienbio na6opatopuum
ABNAETCA B3rNsA4 Ha My3blKabHbIM TeaTp NoA pa3HbiMK yrnamu 3peHusa». B npouecce cemu-
HapoB, IeKUUI, NPAaKTUYECKMUX 3aHATUIN U NOCELLEHUHN pPeneTULUIM (heCTUBaNIbHOM NPOorpaMmbi
pexuccepbl Noay4yaT BO3MOKHOCTb B3MAHYTb HA MPOLECC CIOMEeHUA MY3bIKaJbHOro CrneK-
TaKNA: OT CO3ZaHUA KOHUENUWU U B3aUMOAEMCTBUA C AUPUHEPOM (Kymopbl, cneuudurKa
peLleHrA MM3aHCLeH) A0 NPaKTUYeCKoW paboTbl (B3aMMOAENCTBUE C COIMCTAMU U XOPOM).

Jla6opatopua «Fonoc 1 Teno» npeaHasHavyeHa AnA onepHbix nesuoB. OHKU nonyyar
peaKylo BO3MOXHOCTb nNopaboTaTtb C MactepaMu, KOTopbie 3aHUMalTCA B3aUMOAENCTBUEM
Tena, ronoca U mo3ra, B Tom yucne ¢ Upunu Unparkuauc (Mpeums), BoctpeboBaHHOM ONepHOM
neBULEN U O4HOBPEeMeHHO pykoBoauTenem LeHTpa ARTience by Phonoquest. KomnosuTtop,
uccneaoBatenb, neaaror U ucnonnutens Moproc Kanyavc (Mpeuma) noaennTcAa aBTOPCKUM
MeTOAOM OCO3HaHHOW My3blKaJlbHOW MPaKTUKKU, C MOMOLLbIO KOTOPOM MCMOSIHATENU MOryT
YCKOPUTb OCBOEHWE My3blKaibHOrO0 NPOU3BEAEHUA U BOMJIOTUTb C/IOMHbIE PUTMUYECKUE
PUCYHKH.

BbINyCKHUUBI NabopaTopuK UCTOPHUYECKU UH(HOPMHUPOBAHHOIO UCMONIHUTEIbCTBA NPO-
LWJIOro roaa BepHyTcA Ha ecTMBanb C nporpammon 6apoyHor My3blKM Post mortem XVII.
Ee cmoryT ycnbiwatb U rocty dectuBansa, U Xutenu ropoaos lNepmcKoro Kpas: mosnoable
MYy3blKaHTbl TPaAMLMOHHO BbICTYNAOT C Bble3AHbIMKU KOHLEpTaMHU, KOTOpble CONpOBOMHAa-
10TCA BCTpeyamu-6ecejaMm C yHalMMHUCA My3blKaJibHbIX LWKOJ. ITOT MPOEKT OCyLLecTBAAETCA
6narogapAa noaaepHKe co ctopoHbl « Metadpakc Kemukanc», Kotopas MHOro sieT nomoraet
obpasoBaTtenibHOM nporpammMe B HanpasneHun Women in Art, npegocraBnaa AONOJHMU-
Te/lbHble BO3MOMHOCTH A/ HEeHLMH, Bbl6paBLIKX ana ceba npodeccun B chepe UCKyccTBa.

B pamKkax nporpammbl « Hayano» Ha JAaruneBcKui thecTuBanib CHOBA NPUEAYT Y4U-
Tensa U3 MysblKanbHbIX WHKon MepmcKoro Kpas U Bcen Poccun. Ha ator pas nporpamma,
co3aaHHasa B 2022 roay, NpUHMMaeT npenogasaTesieid XOpoBbiX AUCLMUMIUH. OHU cmoryT
nocetTuTb Co6bITUA nabopaTopMM XOPOBOFO MacTepcTBa U LMKA TPEHWHrOB B obnactu
3(PHEeKTUBHOrO, AOBEPUTENLHOIO U NJIOAOTBOPHOMO B3aUMOAEWCTBUA C AETbMHU, KOTOPbIA
pa3spabotaH Tamapoi TpeTbAKOBOWM, MCUXONIOroM, MeauaTopom, pykosoauTenem MocKos-
CKOro otaeneHua Accouuaumm KOrHUTUBHO-NOBEAEHYECKOM NCUXOTEpPanuu.
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The guest of the Laboratory for Stage Directors Beyond Opera — Anatoly
Vasiliev — will present recordings of his production Medeamaterial and the audio performance
The Picture of Dorian Gray with their subsequent analysis. The curator of the laboratory,
stage director Elizaveta Moroz clarifies: ‘Musical performances are not limited to the genre
of opera. Oratorios, cantatas, vocal cycles, masses, and other musical forms are increasingly
becoming a comprehensive part of the repertoire of world opera houses. A performance can
become “musical” even if not a single note is extracted in the usual sense of the word in
the production process, and only the voice or text become musical instruments. The purpose
of the laboratory is to look at musical theatre from different perspectives.’ In the course of
seminars, lectures, workshops, and attending rehearsals of the festival programme, directors
will get the opportunity to look at the process of creating a musical performance from
developing a concept and interacting with the conductor (omissions, specifics of addressing
mise-en-scenes) to practical work (interaction with soloists and choir).

The Laboratory Voice and Body is designed for opera singers. They get a rare
opportunity to work as masters who deal with the interaction of the body, voice, and brain,
including Irini Tsirakidis (Greece), a sought-after opera singer and, at the same time, the
head of the ARTience Centre by PhonoQuest. The composer, researcher, pedagogue,
and performer Yiorgos Kaloudis (Greece) will share his original method of mindful musical
practice, with which performers accelerate their musical comprehension and embody
complex rhythmic patterns.

Last-year graduates of the Laboratory of Historically Informed Performance will return
to the festival with the programme of Baroque music Post mortem XVII. Both guests of the
festival and residents of Perm Krai will be able to hear it as young musicians traditionally
give visiting concerts accompanied by meetings and conversations with students of music
schools. This project has been made possible thanks to the support of Metafrax Chemicals,
which has been helping the Educational Programme for many years with its Women in Art
track providing additional opportunities for women who have chosen professions in the field
of art.

As part of the Starting Point programme, teachers from music schools of Perm Krai
and all over Russia come to the Diaghilev Festival again. This time, the programme created
in 2022, welcomes teachers of choral disciplines. They will be able to attend the events
of the Choral Performance Laboratory and a cycle of workshops in the field of effective,
trusting, and fruitful interaction with children, which was developed by Tamara Tretyakova,
a psychologist and mediator, the head of the Moscow Branch of the Association of Cognitive
Behavioural Psychotherapy.
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KAYD.
AANNAEBCK Y.
20724
MO N0 AOCTH

AAarvneB 3aecb <...> OH 3HepryvyeH, Becesn U NoJIOH rpaHAUO3HbIX MAAHOB.
A. H. beHya

MonogocTb: nepopmaHC ¢ UCKYCCTBEHHbIM UHTENIEKTOM B (hrunapmMoHun « Tpuymd», cBe-
TOBble MHCTaMIAUMK ANA POANA, MeAMaCNeKTak/IUu C YYBCTBUTE/IbHbIMU MUKPOMOHaMM,
eCcTeCTBeHHbIM peiiB B My3ee nepMCcKUX ApeBHOCTel, MeAJIeHHbIM 6aneT Ha ¢oHe nersara,
aKaZeMU4YecKMe KOHLEepTbl U cayHA-Beyep NoA OTKPbITbIM He6oM Ha dcnnaHaze, KUHO Ha
Kpbille U «BeYHbI CBET» B XYAOHKECTBEHHOM Y4YUIIMLLE.

MonogocTb: Kamaoe tectuBanbHoe YyTpo, AeHb, Be4Yep, HOYb.

MonogocTb: nogKacTbl, BCTPeYH, 06CyHAeHUA B cBo60gHOM (hopmaTte, KHUIM, Kode, eaa,
BUHO.

MonogocTb: KOMNO3WUTOPbI, PexUccepbl, xopeorpadbl, XYAOMHUKU WU KypaTopbl, MMeHa
KOTOPbIX CKOpPO 6yAyT 3By4YaTb Be3je.

MonopocTb: nabopatop1u 3BYyKa, TaHUa, CBETa ANA BCEX-BCEX-BCEX.

MonoaocTb: CTPacTHO, OTKPbLITO, KOMMOPTHO, YAUBUTENIBHO — ANA KamAoro.

MonoaocTb: cmbicn Knyba AaruneBckoro dectusansa B 2024 roay.

MonoaocTb Bcex Bo3pacTtoB!

Bxoa, Ha Bce cobbITUA KNYy6HOM NporpaMMbl 6€CnnaTHbIN.
PacnucaHue Ha caiTe cecTuBans.

E ; E thecTUBaNbHbIN NNEWNAUCT
ks Q) 3BYK
E HiFi - CTODUMUHI
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THE CLUB.
DIAGHILEN FEST.
20724
YOUTH

Diaghilev is here [...] He is energetic, cheerful, and full of grandiose plans.
Alexandre Benois

Youth: performance with Al at the Private Philharmonic ‘Triumph’, light installations for the
piano, media performances with sensitive microphones, a natural rave at the Museum of
Permian Antiquities, slow ballet in a landscape, academic concerts and an open-air sound
evening on the Esplanade, cinema on the roof and ‘eternal light’ at Arts College.

Youth: every festival morning, afternoon, evening, night.

Youth: podcasts, meetings, free discussions, books, coffee, food, wine.

Youth: composers, directors, choreographers, artists, and curators, whose names will soon
be heard far and wide.

Youth: laboratories of sound, dance, light for all, all, all.

Youth: passionately, openly, comfortably, amazingly — for each individual.

Youth is the meaning of the Diaghilev Festival Club in 2024.

Youth of all ages!

All events of the Club Programme are free for charge.
The schedule is available on the festival’s website.

[=] [®] The festival playlist

= Q) 3BYK

HiFi- CTOUMUHI
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U3 cepun «ABCTPaKuM» | 1990-e | Gymara, ryaws, axsapens | 61 X 86

from the series Abstraction | 1990s | watercolour and gouache on paper | 61 x 86

Opuit 3N10THUKOB — XYAOKHUK GYKNEeTa

6yknete [AaruneBckoro tectuBana — 2024 npeactaBneHa rpaduka Opua 3not-

HUKoBa (1930-2016), 04HOrO U3 HNIACCUMKOB OTEYECTBEHHOIr0 MCKYCCTBa, KOTOPbIi

pasBuBan A3blk abctpakuun ¢ 1950-x roaos. CospgaHHaa HOpuem 310THUKOBbLIM

XYAOHECTBEHHAA KOHLeNUMA, OCHOBaHHaA Ha Hay4YHO-aHa/IMTUYECKOM noaxoAe, npo-
AONHaeT MOAEPHUCTCKUE TPaaULMK aBaHrapAa U oKkasbiBaeT OrPOMHOe B/IMAAHWE Ha pasBUTHE
COBPEMEHHOIro POCCUMCKOro UcKycctBa. B 6yKnete onyb6/iuMKoBaHbl paboTbl U3 HECKONbKUX
CEepUH, NOMOJIHABLUMXCA aBTOPOM € KoHua 1970-x go 1990-x roaos.

KntoueBble nepcoHanbHble BbicTaBKM KOpra 3n0THMKOBa npowv B MocyaapCTBEHHOM
TpeTbAKoBCcKoN ranepee (2004, MockBa), locyaapctBeHHom Pycckom wmy3see (2008,
CaHkT-lMNeTtepbypr), MocKoBCKOM My3ee coBpemMeHHoro uckyccrea (2011), Mynbtumeguna Apt
Mysee (2016, MockBa). Pa6oTbl 3n0THMKOBa XpaHATCA B HauuoHanbHOM My3ee COBpeMeH-
Horo uckycctBa (LleHTp Momnuay, Mapux), Mysee 3ummepnu Patrepckoro yHUBepcuTeTa
(wTat Hoto-Aepcu, CLUA), B FocyaapctBeHHon TpeTbAKoBCKoM ranepee (Mocksa), locyaap-
cTBeHHoMm Pycckom my3ee (CaHkT-MeTtepbypr), TMUU um. A. C. MNywkuHa (Mockea), MMOMA
(MocKBa), B ApYrux My3eiHbIX KO/JIeKUUAX U B YacTHbIX COBPaHUAX MO BCEMY MUPY.

My6nukauuna npousseaeHuin KOpra 3n0THMKOBaA cocToANach NPU NOALEPHKe ranepeu
pop/off/art.
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Yuri Zlotnikov is the booklet’s artist

he booklet of the Diaghilev Festival 2024 is illustrated with graphic works by Yuri

Zlotnikov (1930-2016), one of the Russian classics who developed the visual

language of abstract art since the 1950s. Based on a scientific and analytical

approach, the artistic concept developed by Yuri Zlotnikov follows the modernist
traditions of the avant-garde and has had a huge impact on the development of modern
Russian art. The booklet contains works from several series, which were expanded by the
author from the late 1970s to the 1990s.

Yuri Zlotnikov’s key solo exhibitions were hosted at the State Tretyakov Gallery
(Moscow, 2004), the State Russian Museum (St Petersburg, 2008), the Moscow Museum of
Modern Art (2011), the Multimedia Art Museum (Moscow, 2016). Zlotnikov’s works are kept
at the National Museum of Modern Art (Centre Pompidou, Paris), the Zimmerli Art Museum
at Rutgers University (New Jersey, USA), the State Tretyakov Gallery (Moscow), the State
Russian Museum (St Petersburg), the Pushkin State Museum of Fine Arts (Moscow), MMOMA
(Moscow), and other museums and private collections across the world.

The publication of Yuri Zlotnikov’s works was possible due to the support of the
pop/off/art gallery.
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AArMNeBCKUA
thecTtmBanb
diaghilev
festival

XyA0MeCTBEHHbINM pyKoBoauTtenb Teoaop KypeHT3uc

AUpPEeKUUA aarunesckoro tectuBana

Aaupektop AHHa KacumoBa

npoatocep Japba 3aiikoBa

TexHU4YecKut anpektop KOpuin YepHoB

TeXHU4YeCKUr KoopauHatop ApceHun KOauH

KoopAauHaTtop meponpuAaTUi EnenHa 3aBeplunHCKas

MeHeaepbl: Onbra eptoruHa, Onua CepebpoBa, Hatanua AtamaHoBa,
AHTOHMHa JlyKbAHOBa, AHacTacua benocnyauesa, UpuHa MNonoBKoBa,
TaTtbAHa [lemakoBa, AHacTacua boraTtbipeBa, TaTbAHa KaTtaeBa
KypaTop o6pa3oBaTenibHoi nporpammbl AHHa dedenoBa
KoopauHaTop o6pasoBaTesibHOM nporpammvbl AHTOHWMHa CTepuHa
KypaTop nporpamMmbl thecTuBanbHoro Knyba Anekcanap LUymunuH

pr, pabota co cmu: OKcaHa leKK

MapKeTUHr, peknama: UBaH HeuaeB

smm: EneHa CeupugoBa

AArMNEBCKUIM (hOHA NOAAEPHKKU KYNbTYPHbIX UHULMATUB

anpeKktop AHrenmHa MaKkueHKo

peaakTop 6yknerta Onbra Komok

AU3aitH, BepcTKa, NoArotoBKa K neyatu: EBreHna MpauyKoBckas

aBTopbl TekcToB: PomaH HacoHoB, Kupunn Apxunos, Mackanb [iocaneH,
AHTOH CBeTnAunuHbIN, Onbra Komok

nepesoa: Codba AballeBa

KoppekTtop AHapeu BaymaH

Au3anH umuara dectusana: Muka Canamaxa

nettepuHr: Banepuii lonbixkeHKoOB

neyatb: TMnorpacdua «Acrep», NMepmb, Yconbckasa yn., 15
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