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repMeHeBTUKA repMeTUKOB

KkBapteTbl N2 1 1 10, hopTenrMaHHbIA KBUHTET
OMUTPUA LLOCTaKoBUYA

OJibra KOMOK

MepBbin kKBapTeT, PopTenMaHHbIM KBUHTET, [ecaTbln KBapTeT —
BCE 3TWN coumHeHusa Omntpun LoctakoBWY nucan B nepuofbl oT-
HOCUTENBbHOrO TBOPYECKOrO U XUTENCKOrO 3aTWllbsl, B CPaBHU-
TeJIbHO CMOKOMHbIE BPpeMEHa: MeXAY KPYMHbIMU NPOU3BEAEHUSMMU
M Mexay obLlecTBeHHO-NyonuumcTuyeckumMmm bypsimMm, KoTopsble
Te, No obbIKHOBEHWIO, Bbi3biBann. C 3TUM NI 0OCTOATENLCTBOM
(Bsi3aHO OOllee KayecTBO Bcex Tpex pabor? ManoseposiTHO.
Ho dakT ecTb akT: nccnegosatenu v tonkosatenn mysbiku LLo-
CTaKOBMYa MPU BCEM CTapaHUM HE HaxoAsdT B HUX CKPbITbIX UK
SIBHbIX 3KCTPaMy3blKalbHbIX CMbICNIOB, CTONIb CBOMCTBEHHbIX 3pe-
NoMy 1 No3gHeMy TBOPYECTBY KOMMo3uTopa. KaxeTcs, 4To TyT HeT
HW TalHbIX «NOCNaHUIM B ByTblIKe» (MO BbIpaXXeHWMIO My3bikoBeaa
Punuappa TapyckuHa), kak B MNsTon n CegbMon CUM@POHUAX, OKPY-
xatowmx MNepBbin KBapTeT U KBUHTET, HN OYEBUAHbIX NaTeTu4e-
CKMX XEeCTOB, Kak B CUMMOHUSIX ¢ TeKCTOM — TpuHaguaTton u Ye-
TbIPHaJLATON, — HaBUCalOWMX Hag, [lecaTbiM KBapTETOM.

[epMETUYHOCTb 3TUX KaMePHbLIX OMYCOB 4acTo OOBACHSAIOT
CO3HaTesibHbIM 0bOpalleHeM K KBApTETHOMY XaHpy — WHTPO-
BEpPTHOW My3biKe AJis 3HaTOKOB — KaK CMocoby OexaTb He TOoJib-
KO OT BHMMAHUS BNIAacTEN, HO U OT YasHUI NMYONUKK, OXMaaloLLEeN
OT Kaxgzon HoBon cumdoHun LWoctakoBmya (MmeHHo Locta-
KOBMYa) OOMbLIOrO BbICKA3blBaHWSl, HEKOEro [yXOBHOroO 3aBe-
Ta. OpgHako oT cyabbbl He yoexuub. MNpu Bcel cBoen KaMepHO-
¢ dopTenunaHHbIN KBUHTET BecHou 1941 ropga Obin oTMeueH
HU MHOTO HX Maso TOJIbKO YTO yupexaeHHon CTannHCKoM npemu-
en | creneHn: HOMUMHaHTBI Ha TaKOBYO 0OCYXXAANUCh B CaMbIX Bbl-
cokmx Kopupopax Bnactu. CyacTnmBasi UCMONHUTENbCKAs XU3Hb
KBapTETOB MOpoOXAana BeNMKoe XeflaHWe UX WUCTONIKOBaTb —
B o(puLManbHOM neyvaTy Unm pasroBopax Ha KyxHsx. Komnosurtop
npu ciyyae € yAOBOJbCTBMEM HamnpaBfsil KOMMEHTAaTOPOB NOX-
HbIMU NYTAMM, YTO HUCKOMNbKO HE MeLlano ero My3blike roBOPUTb
CO CBOUM afpecaTom, ciyliatenem, Hanpsimyto. Ho BoT o uem?

nepBbiXi CTPYHHbIW KBapTeT

3uma n BecHa 1938 roga npownu gns LoctakoBrya Noj, ceHbio
MsTon cumpoHnn. OH BHUMATENbHO CIeAMN 38 MHOTOYUCNIEHHbI-
MW UCMOJIHEHMSIMW 3TOMO 3TarNHOro onyca, CTaBLIEro He TOJbKO

hermeneutics of the hermetics

quartets nos 1 and 10 and piano quintet
by dmitri shostakovich

olga komok

The Quartet No. 1, the Piano Quintet, the Quartet No. 10 — Dmi-
tri Shostakovich composed all these works during relatively calm
periods both in his creative and everyday life, in relatively peace-
ful times: between major works and between the social and jour-
nalistic turmoil that they, as a rule, caused. Is this the reason for
the overall character of all the three works? That seems unlikely.
But the fact is that researchers and interpreters of Shostakovich’s
music, despite all their efforts, do not find any hidden or explic-
it extra-musical meanings in them, which are so characteristic
of the composer’s mature and late work. Apparently, there are
neither cryptic ‘'messages-in-a-bottle’, as musicologist Richard
Taruskin put it, as is the case with the Symphonies Nos 5 and 7
which ‘surround’ the Quartet No. 1 and the Quintet, nor obvious
pathetic gestures, as in the symphonies containing text — Nos 13
and 14 — that are hovering over the Quartet No. 10.

The hermetic quality of these chamber opuses is often ex-
plained by a conscious appeal to the quartet genre — introvert-
ed music for connoisseurs — as a way to escape not only from
the attention of the authorities, but also from the aspirations
of the public, who expect from each new symphony by Shos-
takovich (specifically Shostakovich) a great statement, a kind of
spiritual testament. Yet one cannot escape the fate. For all its
chamberness, in the spring of 1941, the Quintet was awarded
nothing less than the newly established Stalin Prize of the first
degree — the nominees were discussed in the highest halls of
power. The happy performance life of the quartets generated
a great desire to interpret them — either in the official press or
kitchen talk. On occasion, the composer was happy to mislead
commentators, which did not in the least prevent his music from
speaking directly to its addressee — the listener. Yet what does it
speak about?

string quartet no. 1

For Shostakovich, the winter and spring of 1938 passed under
the shadow of the Symphony No. 5. He closely followed the nu-
merous performances of this landmark opus, which became not
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VHAyNbreHuuewn B rnasax Bnacren npegepxalmx, Ho U Havyanom
HOBOrO MyTWU B Cyrybo My3blKalibHOM CMbicsie. XBanebHble U —
Tem bonee — KpuTUYeckne peueHsnm Ha MaTyo NOCTOSHHO Tpe-
BOXWMM KOMMO3MUTOpPa. TeM BpeMeHeM XW3Hb HanaXwuBanack:
coynHeHuns LloctakoBMYa BHOBb WMCMONHANMUCH, NpenofaBaHue
B JIeHMHrpaackon KoHcepBaTopuu WNo ceouM vyepegom. 10 masi
y Komno3utopa poauncs cbiH. 30 mas Omutpun OMutpueBumy
NMPUHANCSA 3a COYMHEHME CBOEro NepBOro KBapTeTa.

Mepen ero npembepomn, 29 ceHTaOpsa 1938 roga B rasete
«WM3Bectnsi» nosBmunocb MHTepBbio LLloctakoBumya, roe coobula-
nock: «Lenbi rog nocne cgadm 5-m cUMOHUM 9 NOYTU HUYEro
He penan. Hanucan nuiib KBapTET, COCTOSILNIMA U3 YeTbIpeX Ma-
neHbkMX Yacter. Hauan nucatb ero 6e3 0cobbIx MbIC/Ieln 1 HYyBCTB,
LyMaJl, YTO HMYero He nony4inTcs... He cnepyeT uckate ocobon
rnyObuHbl B 3TOM MOeM nepBOM KBapTeTHOM onyce. Mo HacTpo-
€HU1IO OH — PafOCTHbIN, BECENbIN, TMPUYECcKUi. Sl Obl Ha3Ban ero
“BeceHHUM"». Kak m3BectHo, LLloctTakoBWY MacTepcku BRagen
COBETCKMM BOKabynsipom, JTIOBKO yBOPa4MBacs C €ro noMoLLbio
OT CYLLHOCTHbIX Pa3roBOPOB O CBOEW My3blKe, @ HEPEAKO U CO3-
JaBan MOLIHble AbIMOBble 3aBeCbl BOKPYF HOBbIX COYMHEHWMN.
Tak, yxe 20 Hosibps 1938-ro, cpa3y nocsie Npembep KBapTeTa
B JleHnHrpage v MockBe, KOMMO3UTOP B MbIWHbIX BblpaXeHu-
X 0ObsABUN B «JlUTepaTypHOM raseTe», 4TO coOMpaeTcs nucatb
CUM@OHUIO O JIeHMHe — ¢ XOpPOM, CONMcTaMn U nogobatowmm
cogepxaHueM. lNMoka ot LWlocrakoBnya Teprnenneo Xganu neHu-
HUaHbl, oH co3gan lectyio cMM@OHMIO — CTPaHHbIA TpexyacT-
HbIN UMK, B KOTOpPOM Baseq 3a 20-MUHYTHbIM Largo 3By4at aBe
ckepuo3Hble NATUMUHYTKU: Allegro u Presto...

Ho BepHemcs Ha3apn, nepenMcTHeM BCNATb Hall KaneH[apb.
31 mas, Ha cnegylowWwurn aeHb nocse Havyana paboTsl Hag MNepBbiM
kBapTeToMm, WoctakoBny Hanucan bonecnasy fiBopckomy — apy-
ry U HaCTaBHUKY IOHOLIECKUX AHEWN, MUaHUCTY, My3blKOBeay, aB-
TOpPY OpUrMHanbHOM Teopuu nagoBoro putma. MNpenopasaTtenb
JleHVHrpaackon koHcepBaTopum npocun npenogasatens Mo-
CKOBCKOW KOHCEPBATOPUMU. .. B35ITb K cebe B y4eHUKW. 26 NIOHS OH
NMOBTOPMUN CBOO MPOCLOY: «XKenas NocTynuTb K Bam B y4eHUKU
(9 He KOKeTHMYalo 3TUM CJIOBOM, @ MPOU3HOLLY ero COBEpPLUEHHO
Cepbe3HO), 1 CHUTAIO HYXXHbIM JOCTaTOYHO MOJIHO NpeacTaBUTbCS
Bam, T. e. 03HaKOMUTb Bac ¢ HEKOTOPLIMN MOVIMU COYUMHEHUSMMU,
KOTOopbIX Bbl HaBepHsaKa He 3HaeTe. 7o “5 pparmeHTOB” And op-
kectpa (1935), 4-9 cumdoHums (1935-1936) n 4 pomaHca Ha CTUXK
MywkunHa (1936). Kpome Toro, g cenyac nuiuy kBapTeT. HanucaHbl
2 yacTun». PeanbHOe y4eHN4eCTBO, KOHEYHO, He COCTOANO0Ch, Of-
HaKO MOTUB Y4€HUsI U ero pesynsrata — yMeHust — Obl NpoJo-
XeH B nuncbMe K Gnvxanwemy gpyry, MiBaHy ConnepTuHCKOMY,
KoTopomy LlloctakoBMY perynsipHoO AoknagpiBan O MPOABUXKEHUN
KBapTeTa U Tem Gonee O ero 3aBepLlUeHNN: «3aKOHYMN 8 TakxXKe

only a premise for indulgence in the eyes of those in power but
also the beginning of a new path in a purely musical sense. Laud-
atory and, even more so, critical reviews of the Symphony No. 5
constantly disturbed the composer. Meanwhile, life was look-
ing up for Shostakovich — his works were heard in concert halls
again, and teaching at the Leningrad Conservatory continued as
usual. On 10 May 1938, the composer’s son was born. On 30 May
1938, Dmitri Dmitrievich began composing his first quartet.

On the eve of the premiere, on 29 September 1938, an in-
terview with Shostakovich appeared in the newspaper Izvestia
(‘The News'), which reported, ‘For a whole year after the com-
pletion of the Symphony No. 5, | did almost nothing. | wrote only
a quartet consisting of four small movements. | started writing it
without any special thoughts or feelings, | thought that it would
not work out... Don't expect to find special depth in my first
quartet opus. In its mood it is joyful, cheerful, and lyrical. | would
call it “springtime”.” As we know, Shostakovich masterfully em-
ployed the Soviet vocabulary, deftly dodged substantive conver-
sations about his music with its help, and often created powerful
‘smoke screens’ around new compositions. So, on 20 November
1938, immediately after the premieres of the quartet in Lenin-
grad and Moscow, the composer announced in high-sounding
terms in Literaturnaya gazeta (‘Literary Gazette') that he was
going to write a symphony about Lenin — with a choir, soloists,
and appropriate content. While everyone was patiently waiting
for Shostakovich’s Leniniana, he created the Symphony No. 6,
a strange three-movement cycle in which two scherzo five-min-
ute pieces sound after the 20-minute Largo: Allegro and Presto...

But let’s flip our calendar back. On 31 May 1938, the day af-
ter starting work on the String Quartet No. 1, Shostakovich wrote
to Boleslav Yavorsky, a friend and mentor of his youth days, a pi-
anist, musicologist, and the author of the original theory of mode
rhythm. The professor of the Leningrad Conservatory asked
the professor of the Moscow Conservatory... to accept him as
a student. On 26 June 1938, he repeated his request, "Wishing to
become your student — | am not flirting with this word but using
it quite seriously — | consider it necessary to introduce myself to
you fully enough, that is, to familiarise you with some of my writ-
ings, which you are probably not aware of. These are Five Frag-
ments for orchestra (1935), the Symphony No. 4 (1935-1936),
and 4 romances based on Pushkin’s poems (1936). Moreover, I'm
writing a quartet right now. Two movements have been complet-
ed so far.’ The actual apprenticeship, of course, never happened,
but the motive of learning and its result — skill — were contin-
ued in a letter to his closest friend, lvan Sollertinsky, to whom
Shostakovich regularly reported on the progress of the quar-
tet, and even more so on its completion: ‘I have also completed

11
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CBOW KBapTeT, Hayano koero s Tebe urpan. B npouecce couymHe-
HUA NepecTpounca Ha xody. 1-4 YacTb CcTana nocnegHen, nocnesn-
HAs nepBoW. Bcex yacten 4. Boiwno He axTu Kak. Ho Bnpouem,
M TPYAHO COYMHSITbL XOPOLO. DTO Hago ymeTb» (27 viona 1938).
Cyaoa no Hebonblwiomy, 15-MUHYTHOMY LMKy, B MpoLecce
€ro co3faHus aBTop Y4UNcs — U JOCTUT YMEHUS — UMEHHO B TON
obnactu, KOTOpyl BClO XM3Hb WUCCegoBan M paspabaTtbiBan
ABopckui. LLloctakoBUY MCKan HOBbIE A3bIKOBbIE CPEACTBA B NPO-
CTPaHCTBE KJIAacCUYEeCKOW TOHANbHOCTU, «MPOCTOThbI», NMOHMMAae-
MOWM He KaK «YMNpOLLEHHOCTb», HO KakK M3BeCTHas «o0WuTenb-
HocTb» (BOCMonb3lyemcsi TepMUHOM AcadbeBa, NMPUMEHSEMbIM
K My3blke Yankosckoro). Mog ToHanbHOCThIO LocTtakoBuY BCep,
3a fBOPCKMM MOHUMan Nag, TO eCTb CUCTEMY 3BYKOBbIX TAroTe-
HUW, MO3BONAIOWYIO PACWNPSATL MPUBbLIYHbIE MaXop U MUHOP,
He pa3spywas ux. JlagoBoe MblWEHNE COEAMHUNOCh, NMpUYemM
0ecClWoBHO, C NOrMKOM NONNMOHMUN CTPOroro CTUNS, yHacnego-
BaHHoM oT PeHeccaHca Baxom. [lobaBunm cioga ocoboe BHMMaHue
K OBVMXKEHUIO MY3bIKaJIbHOrO BPEMEHU, B KOTOPOM U COBepLUa-
eTcs nocTeneHHoe pa3BepTbiBaHWE Naga. HakoHel, He 3abynem
npo ¢ytoon: ana LlocrakoBurYya, CTpacTHOro OonenblMKa, Npesa-
BOEHHbIEe rofbl CTaNy arnoreemMm 3TOro yBneyeHus (KoTopoe pas-
aenan Bopckuin), N CTUXUS Urpbl, MycKynbHas KUHETUKA, hUsn-
yeckoe olylieHMe cBoOOOAHO (POHTAHUPYIOLWEN SHEPTUM HALNN
Bblpa)keHue B ckepuo u ¢uHane MNMepsoro kBapTeTa. VI He Tonb-
KO ero. TokKaTHOCTb 6e3 MHdpepHaNnbHOCTU, ACHOCTb 0e3 aeko-
PaTMBHOCTU, MOCTOSIHHOE MepL.aHMe Maxopa M MUHOpPa, CBETA
M TE€HU, CUNbl U CJTaBOCTK, ByKBaNbHO BOMJIOLWEHHbIN B My3blKe
XO[, YeNloBe4YeCckom MbICIN, COnuxeHne DaxoBCKUX «DUTYP peydm»
M PYCCKOTO MeJioca: Takyto My3blKy MOXHO Oblfio Obl Ha3BaTb «Be-
CEHHeM», NoXanyn, TONbKO B CPaBHEHUM C apamMaTtuyiHon MsTon
cuMdoHMen, a «Becenom» — NuLlb B ra3eTHOW 3aMeTKe.

dopTenruaHHbIA KBUHTET

N3 lMepBoro kBapTeTa BCe BbllleHa3BaHHblEe WHTPaMy3blKaib-
Hble 4YepTbl nepekoyeBanu B Lllectyio cMMdOHMIO, 3aKOHYEH-
Hyto B 1939-m, a 3aTeM — B COBEPLIEHHOM, HO HE OUCTUIIN-
poBaHHOM Buae — B QDopTenuaHHbI KBUHTET, HamnnCaHHbIN
neTom 1 paHHeu oceHbio 1940-ro. baxoBckasi ctuxusi B KBuHTeTe
urpaeT BefyLlyto, «rpagoobpasyiollyto» ponb: bapouHbie napbl
«npenoans — dyra» U «MHTepMeuuo — ¢uHan» obpamnsaoT
CpefHIo YacTb — KUHeMaTorpaguyecku-gpyToonbHoe cKepLo.
Putopuyeckmne my3sbikanbHble xecTbl pogom u3 XVIII cronetus
OyKBanbHO CIMBAIOTCS C UHTOHALMSIMU, KOTOPbIe OTEYECTBEHHbIN
cywaTtenb NMPUBLIK BOCMPUHMMAaTb Kak HauWOHalbHO-pYCCKUE:
Hepapom LWocTtakoBuY napannenbHo paboTtan Haj COGCTBEHHOM

my quartet, the beginning of which | played to you. In the pro-
cess of composition, | regrouped in mid-stream. The first move-
ment became the last, the last first. Four movements in all.
It didn't turn out particularly well. But, you know, it's hard to
compose well. One has to know how' (27 July 1938).

Judging by the small, 15-minute cycle, in the process of its
creation, the author learned — and achieved skill — in exactly
the field that Yavorsky had studied and developed all his life.
Shostakovich was looking for new expressive means in the space
of classical tonality, ‘simplicity’, understood not as ‘oversimpli-
fication’ but as a well-known ‘sociability’, if we apply Asafiev's
term to Tchaikovsky’s music. Following Yavorsky, Shostakovich
understood tonality as a mode, that is, a system of sound grav-
itations that allows expanding the usual major and minor with-
out destroying them. Mode thinking combined seamlessly with
the logic of strict style polyphony inherited from the Renaissance
by Bach. Let's add here a special attention to the movement of
musical time, in which the gradual unfolding of the mode takes
place. Finally, let's not forget about football — for Shostakovich,
a passionate football fan, the pre-war years became the apo-
gee of this passion, which was shared by Yavorsky, and the el-
ement of the game, muscular kinetics, and the physical sensa-
tion of freely gushing energy found expression in the scherzo
and the finale of the Quartet No. 1. And not just that. Toccata
without infernality, clarity without decorativeness, the constant
flickering of major and minor, light and shadow, strength and
weakness, the literally embodied course of human thought in
music, the convergence of Bach'’s ‘rhetorical figures’ and Russian
melos — such music could be called ‘springtime’, perhaps, only
in comparison with the dramatic Symphony No. 5, and ‘cheerful’
only in a newspaper article.

piano quintet

From the Quartet No. 1, all the above intramusical features mi-
grated to the Symphony No. 6, completed in 1939, and then —
in a perfect but not distilled form — to the Piano Quintet, written
in the summer and early autumn of 1940. The Bach element in
the Quintet plays a leading, ‘city-forming’ role: the Baroque pairs
‘prelude — fugue’ and ‘intermezzo — finale’ frame the middle
movement — a cinematic-football scherzo. Rhetorical musical
gestures from the 18" century literally merge with intonations
that the Russian listener is accustomed to perceive as vernac-
ular — it is not for nothing that Shostakovich simultaneously
worked on his own orchestration of Mussorgsky’s opera Boris
Godunov. The gradual unfolding of thought becomes not a type,
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opkectpoBkom onepbl Mycoprckoro «bopuc fogyHoB». [MocTeneH-
HOe pa3BoOpayMBaHUE MbICIN CTAHOBUTCA HE TUMOM, a Npeame-
TOM MHCTPYMEHTANbHOro M3noxeHus. HakoHel, camoe siBHOe
cBOMCTBO KBUHTETA — Menognyeckoe OOratcTBo U yauBUTENb-
Hasl eCTECTBEHHOCTb MYy3blKanbHOM peyn. DTa BHYTPEHHSAS rapMo-
HUA OCODEHHO TPYyAHO MoAAAaeTCs aHanu3y: KayecTBO, NMpeBpa-
LiatoLLee onyc B LeAeBp, OCTaeTCs MPOCTO KOHCTaTUPOBaTh.

O 3ambicne PopTennaHHOro KBUHTETa COXPaHUIOCh He Tak
MHOFO 3MUCTONAPHBIX cBUAeTenbCcTB. CaMoe spKoe, rnoxanym, —
3TO puanor-aHekgoT, gowejwun [o Hac B nepeckase ppyra
lloctakoBuya, Ncaaka [MmkmaHa: «3Haelwb, OT4ero s Bnmcan
B KBapTeT NapTuio popTenmaHo? [nd Toro, 4Tobbl caMoMy ee UC-
MONHUTb U UMETb MOBOJ pa3be3XaTb C KOHLLepTaMu NO pa3HbIM
ropofam u BecsiMm. Terepb yXe rnasyHoBLUaM U OeTxoBeHUaM,
KOTOpble e3aT nosctogy, 6e3 MeHa He obonTuck! BoT 9 1 no-
rnsXxy Ha G6enbi cBeT». — «Tbl He WYTULWBL?» — «Huckonbko! Tbl
BeAb 3aa4Jibi JoMoces, a f B gylue 3as840bIN NyTelwecTBeHHUK ! »
Tak oHO u Bbiwno. lMocne TpuymdanbHbIX npembep B Mockse
(23 Hoa6psa 1940) c KeapTeTom nM. beTxoBeHa 1 B JleHUHrpage
(15 pekabpsa Toro xe roga) ¢ KBaptetom MM. MMasyHoBa, aBToOp
dopTennaHHOro KBUHTETa BbICTyMan BMeCTe C 3TUMMU ABYMS KOJI-
neKkTMBaMM No Bcen ctpaHe. NMponsBeneHne BbI3BaNO CTPACTHYIO
noboBb MYONUKU: M3-3a MOCTOSAHHLIX OMCOB My3blKaHTbl Aaxe
Mpo3Banu ero «MNATU4YacTHbIM OMYCOM B CeMU 4YacTax». He 3a-
Ooynem n o CtanuHckon npemuun. OrpoMHyo MO TEM BpeMeHaMm
JAeHeXHyto YacTb Harpagbl — 100 Tbicay pybnen — LLoctakoBuy
NMOTPATMII Ha MOMOLLb OeCYNCNEHHBIM POAHBbIM, 3HAKOMbIM U Ma-
nosHakombiM. Kak nuweTt Guorpad komnosmtopa KuwwuwTtod
Meliep, «Mony4ymB TPUALATb C€AbMOE MMCbMO C NPOCbOOW O Nog-
Lep>XKe, OH MpuLlen Ha 3aHATUA CO CTYAeHTaMM YOpPYYEeHHbIN
M obbasun: “JleHbru KoH4Ymnuch”». [axe ecnu 3TOT aHeKAoT
He BMoJiHe JOCTOBEPEH, OH COOTHOCUTCSA C pacckasamu o besrpa-
HUYHOM OT3bIBYMBOCTU LlocTakoBMYa, UCXOZAWMMN N3 OPYTUX,
CTOMPOLEHTHO HafeXHbIX UCTOYHUKOB.

AecAaTbli KBapTeT

B npsimom conoctaBneHun c¢ MepBbiM kKBapTeToM [decATbin —
TeMeH. OH — MoOpoXAeHNe COBCEM APYroro BpeMeHW U Kyaa
Oonee MpayHoro criocoba M3bLACHATHCA. 34ecCb MOANpPbIrMBa-
IOlLME PUTMbI XECTKU, @ TaHLUEeBasibHble MOTUBYMKW 3M0BELLN,
XO[, MbIC/IN OCOOEHHO My4YuTENEeH, KynbMUHALUN HEMPUKPBITO
SPOCTHbI. BapoyHasi no3Trka fgaet o cebe 3HaTb B Maccakanbe —
Lenu BapMaumnm Ha OCTUHATHbIN Dac B TPeTbel YacTu KBapTeTa.
MepuaHue Maxopa U MUHOpPa CKIIOHAETCS K MUHOPY He Mpo-
CTOMY, a ycyrybneHHomy (4a npoCTUT YMTaTeNlb UCMONIb30OBaHMe

but the subject of instrumental presentation. Finally, the Quin-
tet's most obvious feature is its melodic richness and amazing
naturalness of musical speech. This inner harmony is particularly
difficult to analyze — the quality that turns an opus into a mas-
terpiece can only be stated.

There is not much epistolary evidence about the concep-
tion of the Piano Quintet. Perhaps the most striking is the an-
ecdotical dialogue that has come down to us in the retelling of
Shostakovich’s friend, Isaac Glikman, ‘Do you know why | wrote
the piano part into the quartet? In order to perform it myself
and have a reason to travel with concerts in different towns and
places. Now Glazunov and Beethoven ensembles, who trav-
el everywhere, can't do without me! That's how I'll get to see
the world.” — ‘Are you serious?’ — ‘By all means! While you're
an avid home-bird, and I'm an avid traveller at heart!” And that
is how it turned out. After the triumphant premieres in Moscow
on 23 November 1940 with the Beethoven Quartet, and in Lenin-
grad on 15 December of the same year with the Glazunov
Quartet, the author of the Piano Quintet performed with these
two ensembles all over the country. The composition aroused
passionate love in the audience — because of the constant en-
cores, the musicians even made jokes, saying that there were
seven movements in this five-part opus. Let's not forget about
the Stalin Prize. At that time, Shostakovich spent a huge portion
of the award — 100,000 rubles — to help countless relatives, ac-
quaintances, and strangers. According to the composer’s biog-
rapher Krzysztof Meyer, ‘after receiving the thirty-seventh letter
asking for support, he came to classes with students dejected
and announced: “The money is gone”.’ Even if this anecdote is
not completely true, it correlates with the stories about Shostak-
ovich’s boundless generosity coming from other, absolutely reli-
able sources.

quartet no. 10

In direct comparison with the Quartet No. 1, the No. 10 is dark.
This is a product of a completely different time and a much dark-
er way of self-expression. Here, the bouncing rhythms are harsh,
and the dance motifs are ominous, the train of thought is espe-
cially tantalising, and the climaxes are openly violent. Baroque
poetics makes itself known in the passacaglia — a chain of var-
iations on the ostinate bass in the third movement of the quar-
tet. The flickering of major and minor tends towards minor,
not simple but aggravated — may the reader forgive the use of
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Hay4yHOro TepMUHa B anfieropnuyeckom, HO MHTYUTUBHO MOHSAT-
HOM cmblicrie). CoOHOpUCTUYECKME UHCTPYMEHTasNbHble 3ddek-
Tbl — BEIMKONEMNHO BbINNCaHHble — HepPeAKo cMeTatoT nonmdo-
HM4YecKoe paBHOBECHE FONOCOB.

O [Jecatom kBapTeTe aBTOPbl MOHOrpaduM nNuwyT BMPO-
Opoc, kak 00 oyepeAHOM, a He 3TanHOM, Npou3BegeHun WocTa-
KoBM4a. MOTMBHbIE OTCbINIKM KBapTeTa K MPEXHUM COYMHEHU-
AM-TUTaHaM, oT lNsTon go Jecaton cUMPOHUM, NOSBNIEHNE B HEM
MOHorpammbl — MoTuBa D-Es-C-H, kotopbin kK 1964 rogy Obin
yXe OYeHb XOPOLLO 3HAKOM UCKYLLIEHHOMY ClyluaTenio, — BOneun-
HeBoOJier MOAKPENNIOT 3TO OlUylleHNe AexXaBilo. B KOHLe KOH-
LOB, AN camoro Kommno3uTtopa [JecaTbin Obin Kak pa3 o4vepesn-
HbIM. JleTom 1964-ro oH Hanucan ABa, a C y4eTOM HeyAayHou py-
KOMWNCK, BbIOPOLLEHHOM B TOMKY (YHUKaNbHbIM Cly4an), — NoYTu
TPW KBapTeTHbIX uMkna. 21 miona 1964 roga LWocrakoBry coob-
wun Ucaaky MmnkmaHy: «Byepa g 3akoHYMN ele oAuH KBapTeT.
Jecatbin. Moceswaetca M. C. BanHOepry. OH Hanucan geBATb
KBapTeTOB, TEM CaMbIM 0OOrHaB MeHs (y MeHsi ux Oblfo BOCEMb).
fl nocTtaBuN 3ajayvy JOrHaTb U NMeperHaTb BanHbepra, 4to u cae-
nan. Buepa no aTomy nosofy, a Takxxe B CBSI3U CO BTOPOW rofoB-
LWMHOW OKOHYaHUs 13-11 cuMdOHUK, Mbl KyTHYNU». Kak n3BeCTHO,
KBapTeTHOE COPEBHOBaHME C KOMMO3UTOPOM Tparnyeckom cyab-
Obl 1 Takoro xe gapoBaHns Mowuceem BariHb6eprom — He COBCEM
wyTka. LoctakoBMY cobumpancs HanucaTb 24 KBapTeTa BO BCeX
TOHaNbHOCTAX — B pUdMy K BaxoBckoMy «XOpOoLIo TeMMNepPUpPO-
BaHHOMY KaBUpYy» U K COOCTBEHHOMY LMKy M3 24 npentoguni
n dyr. Ycnen Hanucatb 15 — 1 cTonbko xe cum@oHnn — u ctan
€OQVHCTBEHHbIM KPYMHBIM PYCCKMM KOMMO3UTOPOM, YAENMBLUMM
CTOJIbKO BHUMAaHUS 3TOMY «y4eHOMY» €BPOMNeNCKOMY XaHpy.

Tak 0 4yeM xe roBopuT Ham [ecaTbin KBapTeT? B otnnune
OT eANHCTBEHHOro B CBOeM poge Bocbmoro — 1o4HO He o Tem-
HbIX CTPaHMLUax bruorpadum KomnosuTopa unm crparsl. 1964 rog
BbIMMSAAMUT O4YeHb BnarononyyHbiM gna 58-netHero LoctakoBuya.
[da n oTcTpaHeHue oT Bnactm Hukutel Xpywésa, accoumupye-
MOro C OTTernesiblo, MPOM30LLNO TONbKO OCEHbIO, MOcC/e 3aBep-
WeHUs NapTUTypbl (@ ¢ KaKMM YAOBONLCTBUEM MHbIE Brorpadbl
BMMcanu Obl 3TO COObITUE B ee My3blKanbHYylO TKaHb). CTONb Xe
«mon4yanuebl» [lepBbin KkBapTeT M PopTenuaHHbIN KBUHTET.
B HMX — B OTCYTCTBME 3KCTPaMy3blKanbHbIX MOCIAHUN — FONOC
COBCTBEHHO MYy3bIKU CIbILLEH SICHEE: OHA FOBOPUT He (MK He uc-
KJIOYMTENbHO) O CBOEM BpeMeHU 1 cBoeM aBTope. Kak nucan Pu-
Yappa TapyckmH B 2000 rogy, «GHEBHMKOM BCEro Hapoga My3bIKy
LlocTtakoBnya Aenano He TONbKO TO, YTO OH B Hee BKJagbiBan,
HO M TO, YTO OHa MO3BONfNa CiywWaTeNnssM B HEW MOYEPMHYTbY.
JTO BceoObEMIIOLLEE YTBEPXAEHNE TPebyeT OfHON MonpaBKu:
Ha Hactoswee Bpems. Konokon LWoctakoBuya 3BOHUT U ceun-
yac — u Bcerga no tebe.

the scientific term in an allegorical but intuitively comprehensi-
ble meaning. Sonorous instrumental effects — beautifully traced
out — often sweep away the polyphonic balance of voices.

The authors of monographs write about the Quartet No. 10
offhand, as about a rank-and-file rather than a milestone
work of Shostakovich. The quartet’s motivic references to pre-
vious titanic works, from the Symphony No. 5 to the No. 10,
and the appearance of a monogram in it — the D-Es-C-H motif,
which by 1964 was already very familiar to the sophisticated lis-
tener — like it or not, reinforce this feeling of déja vu. After all,
for the composer himself, the Quartet No. 10 was just another
one. In the summer of 1964, he wrote two, and taking into ac-
count the unsuccessful manuscript that he burnt off — a unique
case — he wrote almost three quartet cycles. On 21 July 1964,
Shostakovich informed Isaac Glikman, ‘Yesterday | finished an-
other quartet. The tenth. | dedicated it to Mojsze Weinberg.
He wrote nine quartets, thus surpassing me (I had eight of
them). | set the task to catch up and overtake Weinberg, which
| did. Yesterday, on this occasion, as well as in connection with
the second anniversary of the completion of the Sympho-
ny No. 13, we threw a party.” As we know, a quartet competi-
tion with a composer of tragic fate and the same talent, Mo-
jsze Weinberg, is not exactly a joke. Shostakovich was going to
write 24 quartets in all keys to match Bach's Well-Tempered Cla-
vier and his own cycle of 24 preludes and fugues. He only had
the time to write 15 and the same number of symphonies, and
became the only major Russian composer who paid so much at-
tention to this highbrow European genre.

So what does the Quartet No. 10 tell us? Unlike the one-of-
a-kind No. 8, it's definitely not about the dark pages of the com-
poser’s biography or the country. 1964 looks like a very prosper-
ous year for 58-year-old Shostakovich. And Nikita Khrushchev’s
fall from power, associated with the Thaw era, took place only
in the autumn, after the completion of the score — and with
what pleasure other biographers would have woven this event
into its musical fabric. The Quartet No. 5 and the Piano Quintet
are equally ‘silent’. In the absence of extra-musical messages,
the voice of the actual music is heard more clearly in them —
it doesn’t talk about the time and its author, or, perhaps, not ex-
clusively about them. As Richard Taruskin wrote in 2000, ‘what
made Shostakovich’s music the secret diary of a nation was not
only what he put into it but what it allowed listeners to draw
out.” This comprehensive statement requires one amendment:
for the time being. The bell of Shostakovich is tolling right now —
and always for you.
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KBapTeT
MMEHU AaBUaa OMCTpaxa

YHUKanbHbIN aHCcambb, OObEAVHUBLLMIA SPKUX MOJIOABIX POC-
CUNCKNX CONUCTOB, KOTOpPbIE yXe A0bunnuce MMPOBOro Npu3sHa-
HuA. bnarogaps nopaepxke n peweHunio cembn flasupa Pepo-
poBuya Onctpaxa, B 2012 rogy kBapTeT Obln yAOCTOEH UMEHMU
3TOro Bblalowerocs MysblkaHTa. KonnekTus C ycrnexom BbICTY-
naet B ny4ywwux 3anax Poccuun, EBponbl, A3un n KOxHon Ame-
pvkKn, B TOM yucnie B Mapwxckon dunapMoHUn, NOHLOHCKOM
Yurmop-xonne, 6epnuHckom 3ane Mbepa bynesa, BeHCKOM KOH-
uepTxayce, Ha nnowagkax JIMHUCKOM nporpaMmbl «KoHLepThbl
B MOHacTbIpsix BepxHen ABcTpumn», B byganewTtckor Mysbikanb-
Hou akagemun nm. ®epeHua Jlncra, JOPTMYHACKOM KOHLLepTXa-
yce, BaneHcurickoM [iBopue My3biki, 6apcenoHCKOM KOHLepT-
HOM 3ane AyanTtopuo U T. 4.

aHapeu 6apaHoB

nepBaA CKpUNKa

B 2012 ropy ctan naypeatom nepson npemun MexayHapogHo-
ro KOHKypca ckpunayeun mm. koponeBbl EnnsaseTsl B bprocce-
ne — cnycts 75 net nocne tpuymda Jasunaa Oncrpaxa Ha TOM xe
cocta3aHmn. NMomumo 3toro, AHapen BapaHoB — naypeaT 6o-
nee yem 20 mMexayHapoOAHbIX KOHKYPCOB, B TOM Yucie UM. beH-
oxamuHa bputteHa (JloHgoH), AHpu MapTto (baBapwus), JInaHsl
WNcakap3e (CaHkT-MeTepbypr) n JaBupa Omnctpaxa (MockBa).
Bbictynan B KavectBe conucta ¢ JIOHAOHCKUMM dunapmoHuye-
CKMM OpKecTpoM, BeHckum cmmdpoHnyeckum opkectpom, 3a-
CJIy>XXeHHbIM  KonnekTnsoMm Poccnn  Akagemunyeckum  cumgo-
Huyeckum opkectpom CaHkT-MeTepOyprckont  dunapmoHun,
bptoccenbcknm bunapMoHmn4ecknm opkectpom, HaumoHanbHbIM
opkectpoMm benbrun, bonbWNM CMMGOOHUNYECKUM OPKECTPOM
um. M. N. Yankosckoro, JllokcemMbyprckum hunapmMoHUYecknm
opkectpoM, MoHpeanbckum cnMboHn4ecknm opkectpom, Cnum-
poHnyeckum opkectpoM MapumHCKOro TeaTpa, OPKeECTpPOM
musicAeterna; paboTan nop ynpaBneHUWEM TakuUX AUPUXEPOB,
kak Teopop KypeHT3uc, Bnagummnp ®epocees, Muwenb Tabau-
HUK, Banstep Bennep, SmmaHyanb KpueuH, lOpun TemupkaHos,
KeHT HaraHo, Tomac 3aHgepnuHr, Muxasnb 3aHaepnuHr n Anek-
caHap BepepHukos.

david oistrakh
string quartet

The David Oistrakh String Quartet features outstanding young
Russian soloists, achieved the world acclaim. In 2012, the family
of the legendary 20t"-century violinist David Oistrakh honoured
the ensemble by granting it his name. The quartet frequently per-
forms in the best halls of Russia and across Europe, Asia, the USA,
and South America, including the Philharmonie de Paris, Wig-
more Hall in London, the Pierre Boulez Saal in Berlin, the Wie-
ner Konzerthaus and the OO. Stiftskonzerte in Austria, as well as
the Liszt Ferenc Academy of Music in Budapest, the Konzerthaus
Dortmund, the Palau de la Musica in Valencia, the Auditorio de
Barcelona and many others.

andrey baranov

first violin

In 2012, 75 years after David Oistrakh’s triumph at the Queen
Elisabeth International Violin Competition, Andrey Baranov won
15t prize at the same contest in Brussels. Baranov is also a laureate
of over twenty international competitions, including the Benja-
min Britten and Henri Marteau international violin competitions,
as well as competitions named after Liana Isakadze in St Peters-
burg and David Oistrakh in Moscow. He has performed as a so-
loist with the London Philharmonic Orchestra, the St Petersburg
Philharmonic Orchestra, the Brussels Philharmonic, the Nation-
al Orchestra of Belgium, the Tchaikovsky Symphony Orchestra,
the Luxembourg Philharmonic, the Montreal Symphony Or-
chestra, the Mariinsky Orchestra, and musicAeterna Orchestra,
under conductors such as Teodor Currentzis, Vladimir Fedoseyeyv,
Michel Tabachnik, Walter Weller, Emmanuel Krivine, Yuri Temir-
kanov, Kent Nagano, Thomas Sanderling, Michael Sanderling,
and Alexander Vedernikov.
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AaHUUN aBCTPHUX
BTOpPAA CKPUNKa

PerynspHo BbICTynaeT Ha KpyrnHenwmx cueHax EBponbl, AnoHuu,
N3paunga, Adppukn n Amepukun. C 2015 roga npenogaeTt CKpUnky
M KaMepHbIM aHcamOnb B KENnbHCKOWM BbICLIEN LWIKOJNIE MY3bIKU.
OcHoBaTenb MexAayHapoAHou obpasoBaTenbHOW MnaTGopMbl
Mindfreemusic. B ceaoHe 2022/2023 6bin gupuxepom PocTtoB-
CKOro cMMOHNYECKOFO OpKecTpa.

denop 6enyruH
ajibT

Anstuct 1 gupuxep. MobeguTtens psaa MeXAyHapOAHbIX KOH-
KypcoB. JoueHT MOCKOBCKOM rocyaapCcTBEHHOW KOHCepBaTOpUM
um. M. N. YankoBckoro. XyaooxecTBeHHbIN pykoBoauTenb Ma-
CTepPCKOU CKPUMUYHOIO UCKYCCTBA, OCHOBATENb U MaBHbIW ANpPU-
Xep kamepHoro opkectpa «lpomeTten». OcHOBaTeNlb KOHLEPT-
Horo areHTcTBa «OTKpPbITUEY.

aJIeKCEeMn MWUJIUH

BUOJIOHY€EJ1b

OpaviH 13 BeayLnX BUOSIOHYENINCTOB CBOEro nokoneHus B Poccun,
naypeaT MHOFOYMCIEHHbIX MeXAYHapOAHbIX KOHKYPCOB, BKIIO-
yasa KoHkypc um. MoraHHeca Bpamca (Asctpus, 2018) B conbHom
HOMMHaLMK, a TakxXe B gy3Te ¢ nmaHuctom AHpgpeem bapaHeH-
KO. PerynspHo BbiCTynaeT B KayecTBe COMMUCTa C KaMepHbIMU
N cMMPOHNYECKMMM opKecTpamu no Bcen Poccum n EBpone.
Mpodeccop CaHkT-MeTepObyprckon rocyfapcTBEHHON KOHCepBa-
Topun nm. H. A. Pumckoro-Kopcakosa. C 2011 roga — KoHuUepT-
MeWncTep rpynmnel BUONOHYenen opkectpa musicAeterna.

cepreuv AaBbIAYEHKO

copTenruaHo

Mobeantenb 6bonee yem 10 MexAyHapOAHbIX COCTA3aHWUN, obna-
paTtenb NepBOM NPeMnn 1 ABYX cneumanbHbix npusos XVII Mex-
AyHapogHoro koHkypca um. M. U. Yankosckoro (2023), a Takxe
lpaH-npu 1 10 cneuunanbHbIX NpU3oB MexayHapoAHOro KOHKypca
Monoabix nMaHucros Grand Piano Competition (Mockga, 2021).

daniel austrich

second violin

Daniel Austrich regularly performs on major stages in Europe,
Japan, Israel, Africa, and the Americas. Since 2015, he has been
teaching violin and chamber music at the Hochschule fir Musik
KoIn. Founder of the international educational platform Mind-
freemusic. In the 2022/23 season, he was a conductor of the Ros-
tov Symphony Orchestra.

fedor belugin

viola

Fedor Belugin is the violist and conductor. Laureate of several in-
ternational competitions. Professor at the Tchaikovsky Moscow
State Conservatory. Artistic Director and founder of the Work-
shops of Violin Artistry, founder and conductor of the chamber
orchestra Prometheus, founder of the concert agency Otkrytie
(‘Discovery’).

alexey zhilin
cello

Alexey Zhilin is regarded as one of the leading cellists of his gen-
eration in Russia. Has won numerous international prizes includ-
ing the J. Brahms Competition (Austria, 2018) as a soloist and
in duo with pianist Andrey Baranenko. He frequently performs
as a soloist with chamber and symphony orchestras across Rus-
sia and Europe. Professor at the Rimsky-Korsakov St Petersburg
State Conservatory. Since 2011, he has been the cello group con-
certmaster in the musicAeterna Orchestra.

sergey davydchenko
piano

Sergey Davydchenko is a winner of over ten international con-
tests. In 2023 he won the first prize and two special prizes at the
XVII International Tchaikovsky Competition, and in 2021 he re-
ceived the Grand Prix and ten special prizes at the Grand Piano
Competition (Moscow, 2021).
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OPKecCTp
musicAeterna
Teoaop
KYPEHT3UC

nporpamMmma:

Puxapg BarHep (1813-1883)

Der Ring ohne Worte | «KonbLo 6e3 cnos»
CumdoHmnyeckas clonta

no onepHoOW TeTpanorum

«KonbLo HMbenyHra»,

coctaBuTens JlTopmH Maazens (1987)

I. Das Rheingold | «<3onoto PeiHa»

IIl. Die Walkure | «Banbkunpus»

1I. Siegfried | «3urdppunag»

IV. Gotterdammerung | «Cymepkn 6oros»

the musicAeterna

orchestra

teodor

currentzis

on the programme:

Richard Wagner (1813-1883)

Der Ring ohne Worte

| The Ring without Wordls
Symphonic suite based on the opera
tetralogy Der Ring des Nibelungen
compiled by Lorin Maazel (1987)

I. Das Rheingold | The Rhinegold

Il. Die Walkdire | The Valkyrie

Ill. Siegfried

IV. Gétterddmmerung | The Twilight
of the Gods

15.12 mon, 16.12 tue
20:00 12+

perm philharmonic
great hall

symphonic
concert
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HHUBbI€ KAPTUHDI

«KonbLo 6e3 cnoB»
puxappa BarHepa — sopyWHa maasend

AHTOH CBETJ/INYHbIU

«KonbLo 6e3 cnoB», cumdoHmYeckas clouTa U3 My3blKU onep-
Hou TeTpanoruun Puxappa BarHepa, nosBunace Ha cseT B 1987
rogy, Ho 3aMbiCel €e BO3HWK MOYTU Ha TPY AeCATUNETUS PaHbLUE.
B 1960-m Oyayimmn aBTop ctouTsl, JlopuH Maasens, ctan nepBbiM
aMepUKaHCKUM AUPUXEPOM, MONYYMBIUMM MpPaBO BbICTYMUTb
B banpownTe. Ha ogHOM N3 OpKeCcTpPOBbIX PeneTULM OH BCTPETUN
Bunanpa BarHepa, BHyKa KOMNoO3uTopa 1 OCHOBaTesNs «HOBOIMo
Banpouta» — BarHepoBckoro decTtMBans, BO3POXAEHHOIoO Mo-
cne Bropon mupoBon. B 6ecege ¢ Maasenem Bunanpg 3ameTtun,
4yTO BUAUT B OpKecTpe BarHepa «TekcT 3a TekcToM, Bceobuiee
Oecco3HaTenbHoe» U KJIloY KO BCceM ero onepam. Wpes cokpa-
LIeHHON OPKeCTPOBOW BEPCMM BarHEpPOBCKOro Opus magnum
cTana obpeTaTb NpegMeTHbIe YepPTbl NOCIE U, MPEANONOXNUTENb-
HO, BCNIeACTBME 3TOro pasrosopa.

HenocpeacrBeHHbIM MMMYNbCOM K CO3AaHUIO CIOUTbI OKa-
3anocb nNpeanoxeHme OT 3BYyKO3aMnucbiBaloOWEW KOMMaHUU
Telarc — nepBoHayvanbHO «KonbLo 6e3 cnoB» 3aayMbIBaniock Kak
VCKITIOYUTENIBHO CTYAUMHBIA NPOEKT, @ €ro NPoAoIKUTENbHOCTb,
COrnlacHoO OHON 13 BepCcUi, Obina NPOANKTOBaHA BMECTUMOCTbIO
CTaHJapPTHOrO KOMMaKkT-Ancka. He meHee BaXKHylO pofb B NMOsB-
NEeHUN CIOUTBI Cbifpany OTHOLIEHUS Aupuxepa ¢ bepnuMHckum
purnapmoHuyecknm opkectpom. B koHue 1980-x Maasenb cum-
Tancs BeposTHbIM npeeMHukom lepbepTta dpoH KapasiHa Ha no-
CTy FNaBHOrO AMpUXEpa 3TOro KONNEKTWBA; COYMHEHHas Ans
«(pUNapMOHMKOB» CloUTa Morfia OblTb CBOEro poja nojapkom
K LepeMOHUM MHayrypaumu oT HOBOro Kanenbmencrepa. Korga
Ha MecTo KapasiHa B KOHLe KOHLIOB Ha3Ha4yunu Knayano Abba-
no, Maasenb obopBan Bce KOHTakThbl ¢ bep/iMHOM, @ HeCKOJIbKO
net cnycra Bo3srnasun CumdoHnyeckmn opkectp baBapckoro
paavo. K cyactbio, 3anuck «KonbLa 6e3 cioB» K 3TOMy MOMEH-
Ty y>XXe Oblfia BbinyleHa B cBeT. Bckope Havanacb U KOHUepTHas
>KM3Hb CIOUTBI, MPOAOMXKAatoLWasncs 4O CUX Mop.

3apyymMBLUMCL MOAAEPXKKOW HacneaHuka BarHepa, Maa3senb
cMor no3BonuTb cebe pagamKanbHbI aPTUCTUYECKUI XeCT. Afen-
Tbl DaPONTCKOro KynbTa, Cly4anocb, BCTpeYanu B WTbIKA U KyAa
Oonee ckpoMHbIe aTaky Ha Hacnegue NUx KymmMpa — MoJepHu3a-
LU0 OPUTMHaNbHbIX AeKopauuin, OTCTYMNEHUS OT CLEHUYECKUX
pemMapoK MM aBTOPCKMX TEMMNOB. [lIBeHaguaTnkpaTHoe okaTue
«Konbua HMGenyHra» Bo BpemeHu (70 MuHyT BMecTo 15 Yacos)

tableaux vivants

the ring without words
by richard wagner and lorin maazel

anton svetlichny

Der Ring ohne Worte / The Ring without Words, a symphon-
ic suite based on Richard Wagner's epic operatic tetralogy, was
composed in 1987. However, its idea originated almost three
decades earlier. In 1960, the prospective author of the suite, Lorin
Maazel, became the first American conductor to be granted
permission to perform in Bayreuth. At one of the orchestra re-
hearsals, he met Wieland Wagner, the grandson of the composer
and founder of the ‘New Bayreuth’ Wagner Festival, which was
revived after World War Il. In a conversation with Maazel, Wie-
land noted that he saw in the composer’s orchestral music ‘a text
behind the text, the universal unconscious’, and considered it
the key to all his operas. The idea of an abridged orchestral ver-
sion of Wagner’'s opus magnum began to take shape follow-
ing — and, presumably, as a consequence of — this conversation.
The immediate impulse to create the suite came from a pro-
posal by the Telarc record label. Initially, Der Ring ohne Worte
was conceived as an exclusively studio project, and its dura-
tion, according to one version, was determined by the capacity
of a standard CD. An equally important role in the appearance
of the suite was played by the conductor’s collaboration with
the Berliner Philharmoniker. In the late 1980s, Maazel was con-
sidered a likely successor to Herbert von Karajan as Chief Con-
ductor of the orchestra. The suite composed for the Berliner
Philharmoniker could be a kind of gift for the inauguration cer-
emony from the new kapellmeister. When Claudio Abbado was
eventually appointed to replace Karajan, Maazel severed all
contacts with Berlin, and a few years later became the head of
the Symphonieorchester des Bayerischen Rundfunks (Bavarian
Radio Symphony Orchestra). Fortunately, by that time the record-
ing of Der Ring ohne Worte had already been released. Soon
the concert life of the suite began, which continues to this day.
With the support of Wagner’s heir, Maazel was able to un-
dertake a radical artistic gesture. Devotees of the Bayreuth
cult sometimes met with hostility much more modest attacks
on the legacy of their idol, such as modernisation of the origi-
nal scenery, deviations from stage directions, or alterations to
the composer’s tempos. The twelvefold compression of Der Ring
des Nibelungen in time — bringing it down from 15 hours to
just 70 minutes — and the abandonment of vocals would have
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M OTKa3 OT BOKana AOMXHbl Obln BbIFNAAETb B UX rna3ax eaBa
n1 He catoTatctBoM. CiomTa Maasenss kak OygTto v Brpas-
4y yxopuT oT ugen Gesamtkunstwerk, ¢pyHpameHTanbHom gns
BarHEPOBCKOM 3CTETUKU, U AenaeT YCTyrnKy KPUTUKam Hemel,-
KOro MacTepa, CYMTaBLUMM, YTO OPKECTPOBKA yhaBanacb eMy
KyZa nydiwe, 4yem paboTa ¢ neBuamu. (Pycckod3blYHbIN YMTaATENb
MOXEeT BCMOMHUTb 3[eCb W3BECTHYI pPennuky YankoBCKOro:
«Bce, 4To Hac BocxumwaeT B BarHepe, npuHagnexumT, B CyLWHO-
CTn, K pa3spagy cumdoHmnyeckon My3sbiku».) Ho Maasenb Bpsag
N CTPEMUNCA pa3BeHYaTb BarHEPOBCKUN CTUb, CKOpee OH OT-
JaBan eMy JO/KHOe, MblTasicb BEPHYTb B KOHLLEPTHbIM 3aJ1 XOTS
Obl YacTb 3BYKOBbIX COKPOBULL, CNPSATaHHbIX aBTopoM «KonbLa
HMOeNyHra» B OPKeCTPOBbIE AMbl My3blKaJIbHbIX TEATPOB.

dopmanbHo «Konbuo 6e3 cnoB» OTHOCUTCA K paspsay
CUMMOHMYECKMX MOMYPPU — XaHPY, B NMPUHALNIEXHOCTU K KO-
TOopoMy HepoOpoxenatenn oOBUHANM cumdboHMn Manepa.
bBe3 nopaepxku B BUAe NMOpPeTTOo, B NTaOMPUHTE NOCTOAHHO 06-
HOBNAIOWENCA MYy3blKM HEMYAPEHO MOTEPATLCA. ABTOP CIOUTDI,
npegHasHavyaBLeNca aAns n3naHus Ha gmucke, No-BUANMOMY, 3TO
YYMTbIBAN: 3anucb KOMMMEKTOBanacb MogpobHbIM OykneTom.
Bmecte ¢ Tem ctonTa Maasens coctaBineHa Ha OCHOBe ropasgo
Oonee CTPOrMx KOMMO3ULMOHHbBIX OFPaHUYEHUN, YEM MPUHATO
B XaHpe nonyppu. Mponopuun 4YeTbipex ee 4yacTer COOTBET-
CTBYIOT NPOMNOPLMAM OPUTMHANbHbIX onep. M3-3a 3Toro npaeu-
na B NapTUTypy He NMOMeCTUINCh HECKOMNbKO BaXXHbIX MOMEHTOB
TeTpanorvun: ucyesna TemMa KoBkU Meda n3 «3urppuga», nsou-
peHHble XpoMaTU4ecKmMe U3BUBbI 3aKIIMHAHUA OrHS MOABNAOT-
¢ nuuwb B Kope «Cymepek 6oro», a «3010To PelriHa» CKPOMHO
npeacTaBleHO BCEro YeTblpbMs 3nn3ogamMu. pyroe npaBuno —
B CIOUTE WCMONb30BaHa WCKIIOYUTENBHO My3blka BarHepa.
Onpuxep-cocTaBuUTeNlb HE U3MEHWU U He JOonucan HU OJHOM
HOTbI, OFPAHNYNBLUMCL MOHTaXXOM 3Mun3opoB. Korga Bo Bpemsi
peneTnuum KTo-To N3 OPKECTPAHTOB MOXaNloBancsa Ha HENOBKUN
nepexon mexgay pasgenamu, Maasenb — Hafo nonaraTb, He 6e3
YOOBONbLCTBUA — pa3Besl B OTBET PyKaMU: AeflaTb HeYero, UMeH-
HO TaK Hamnmcan KOMMNo3uTop.

Monapgas B MPOCTPAHCTBO KOHLUEPTHOro 3ana, My3blka
«Konbua 6e3 cnoB» HEOXNAAHHO OOHaXaeT CBOMCTBO BarHEPOB-
CKOro NMncbMa, B OMNEPHO-TeaTpasbHOM KOHTEKCTe 4acTo ocTato-
weecs B TeHW. [INMHHOE AbixaHMe orep BarHepa, ux anuyeckne
MaclTabbl, OCHOBAHHble Ha BO3BpalLeHUW, TpaHchopmauum
M KOHTpanyHKTe IeMTMOTMBOB, 3aCTaBNAIOT 3pUTeNs MOKOPSATLCS
CKBO3HOMY TeYEHUIO My3blkanbHOro BpemeHun. Marua «becko-
HeyHon menogum» (kak U modus operandi ee HacnegHUKOB —
CErofHAWHNX KNHOONOKOacTepoB) OCHOBAHA Ha HeMpPepPbIBHOM
NMOTOKE CEHCOPHbIX CTUMYNOB, KOTOPbIV NOAABNAET 3pUTENs, TU-
paHUYeCcKn 3axBaTbiBaeT ero BHUMaHMe, He [aeT BO3MOXHOCTU

appeared as sacrilege in the eyes of these adherents. Maa-
zel's suite appears to move away from the concept of Gesamt-
kunstwerk, which is fundamental to Wagnerian aesthetics,
and makes a concession to critics of the German master, who
believed that Wagner was much better at orchestration than
working with singers. (At this point, a Russian-speaking reader
might recall Tchaikovsky’s famous remark: ‘Everything that we
admire about Wagner belongs, in fact, to the category of sym-
phonic music.’) Nonetheless, Maazel was hardly trying to debunk
Wagner's style; rather, he paid tribute to it, attempting to bring
some of the sound treasures hidden by the creator of Der Ring
des Nibelungen in the orchestra pits of musical theatres back to
the concert hall.

Formally, Der Ring ohne Worte belongs to the category of
symphonic medleys — a genre that detractors have accused
Mahler's symphonies of belonging to. Without the support of
a libretto, it is easy to get lost in the maze of constantly evolving
music — the author of the suite, which was intended for publica-
tion on CD, apparently took this into account. The recording was
completed with a detailed booklet; the publication of the pro-
gramme of episodes, obviously, should also be an integral part
of any concert performance. At the same time, Maazel's suite is
based on much stricter compositional restrictions than are typ-
ically found in the potpourri genre. The proportions of its four
movements correspond to those of the original operas. Due to
this rule, several important elements of the tetralogy did not fit
into the score: the theme of sword forging from Siegfried disap-
peared, the intricate chromatic twists of the fire spell appear only
in the code of Gétterdimmerung, and Das Rheingold is modestly
represented by only four episodes. Another rule is that the suite
employs exclusively Wagner's music. The conductor-compiler did
not change or add a single note, limiting himself to editing ep-
isodes. When one of the orchestra members complained about
the awkward transition between sections during rehearsals,
Maazel, presumably not without pleasure, threw his hands up
in response — there is nothing to be done, that's exactly what
the composer wrote.

Entering the space of the concert hall, the music of Der Ring
ohne Worte unexpectedly reveals the characteristic qualities of
Wagnerian writing, which often remain in the shadows within
the operatic and theatrical context. The long breath of Wag-
ner’s operas, their epic scale based on reversion, transformation,
and counterpoint of leitmotifs, all these force the spectator to
submit to the continuous flow of musical time. The magic of
endless melody (just as the modus operandi of its heirs, today's
blockbuster films) is based on a continuous stream of senso-
ry stimuli that overwhelms the spectator, tyrannically captures
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OoTCTpaHUTbcsA. CMM@OHMYecKas ClonTa B TOM CMbIC/ie OCTaBnsieT
cnywatento waHcbl. Korga 3urdpup yorBaeT gpakoHa Ha Tea-
TpanbHbIX MOAMOCTKAaX, O KPUTUYECKOW OLEHKE MPONCXOaALLEro
AyMaellb B nociegHioo oyepenb. Cnywas My3blKy 3TOM CLEHbI
B OYMLIEHHOM cMMdOHUYeckoM BuAae, obpallaellb BHUMaHWe
Ha 3BYKOBble JeTanun M BCMOMMUHaelwb Huuwe, KOTOpbIA B CTa-
Tbe «Kasyc BarHep» nonemuyecku atrectoBan astopa «Konbua
HubenyHra» MUHMaTIopuctoM. BarHep 1 B camom gene He B no-
CJleHIo0 oYepeb MacTep «MUHUATIOPbI» — XapakKTepPHOM, KOH-
KpeTHO-1300pasnTensHOM AeTanun, HacnegHUK Bebepa n bepnu-
03a, KoMNo3uTop TeaTpa. Korga TpebyeTcs, OH cnocobeH aaneko
YNTU OT BOCMPUHSITON MM y BeTxoBeHa norvku ymcromn cumdo-
HU4yeckon GopMbl U NPEBPATUTL CBOW opkecTp un3 dunocoda,
3BYKaMu M3naratouiero obume 3akoHbl ObITUSs, B NnLeaes, npea-
CTaBnsOWEro A nyoimnkn cepuo XUBbIX KapTUH. B ToMm, 4To
MMEHHO cMMdOHMYecKkas ClouTa HarfsgHee BCEro AEMOHCTPU-
pyeT Heo4YeBUAHYIO, aKTepPCKYl0 CTOPOHY BarHEPOBCKOrO TaflaH-
Ta, eCTb NIoOOMNbITHas UCTOpUYECcKasi UPOHUS.

their attention, and makes it impossible to pull away. In this
sense, the symphonic suite leaves the listener with some chanc-
es. When Siegfried kills the dragon on stage, the last thing you
think about is a critical assessment of what is happening. Listen-
ing to the music of this scene in a refined symphonic form, you
notice the sound details and recall Nietzsche, who in his article
Der Fall Wagner (‘The Case of Wagner’) polemically labelled
the creator of Der Ring des Nibelungen a miniaturist. Wagner
is indeed, not least, a master of ‘miniature’ — a characteristic,
concrete, pictorial detail, an heir of Weber and Berlioz, the com-
poser of the theatre. When required, he is able to move far away
from the logic of pure symphonic form that he perceived from
Beethoven, transforming his orchestra from a philosopher ex-
pounding the general laws of existence through sounds into
a performer presenting a series of tableaux vivants to the public.
There is a curious historical irony in the fact that it is the sym-
phonic suite that most clearly demonstrates the unobvious, ac-
tor’s side of Wagner's talent.
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30J10TO pevBa

puxapa BarHep U maccoBas Ky/bTypa
NAnA KaHaaypoBsa

Mma Puxappa BarHepa accoummpyeTcs ¢ MICKYCCTBOM BO3BbILLIEH-
HbIM, CIOXKHBIM U UCKIOYUTENIBHO CePbe3HbIM, @ ero MHorova-
COBble ornepHble paboTbl MpeTeHAylOT Ha Oonbluiee, yeM ObITb
NPOCTO My3bIKOW. BarHepoBckas My3blkanbHas gpama — 3TO
NpOoCTpPaHCcTBO Anst hpunocodckoro nMbo MOAUTUYECKOrO XecTa
W MHCTPYMEHT npeobpa3oBaHus (ayAnTopum, XyAoKeCTBEHHOMO
npowecca, caMmon Npupoabl TeaTpa). A 3Ha4YUT — OMbIT, KOTOPbIN
TpebyeT coCcpefoTOYEHHOCTU N BHYTPEHHeN paboTbl oT cnywa-
Tens. TeaTp, rae 3Byk, ob6pas, CIOBO M Jaxe apxuTekTypa 3ana
NoJYMHeHbl €AUHON KOHLenuuw, npegnonaraet He notpebne-
HWe, Ho BnaroroBenHoe norpyxeHne. OTBETCTBEHHOCTb 3a yCrex
npeanpuaTUs BO3MaraeTcs Ha 3putens: GavponTCKuK TeaTp
ocTaeTcs, noxanyn, eAMHCTBEHHOW KPYMHOW OMepHOW nnowan-
KOW, MmocnefoBaTelbHO OTKa3blBalOWENC OT YCTYNnKu Heodwu-
Ty — CUHXPOHHBIX TUTPOB. Jlorrka NpocTa 1 cypoBa: HYXXHO Npwu-
XOAUTb NOArOTOBMIEHHBIM, MPOYTS (a Nydlle — BblyYnB Han3yCTb)
NMBPETTO Ha AOCTYNHOM BaMm fi3bike. [lapafoKcanbHO, YTO UMEH-
Ho BarHep, B4OXHOBEHHO OpaHUBLLMI (DPaHLY3CKYO U UTaNbsIH-
CKylo orepy 3a notakaHume prMBONbHOCTU U CTPEMIIEHWE YroANTb
nybnuke, ctan nsobpeTtatenem TeaTpanbHOW NOMMKU, NaeanbHO
CO3BYYHOM MexaHM3MaM MaccoBou KynbTypbl XX—XXI BekoB.
MepBbIM B NcTOpUM My3biku BarHep ocosHaHHO npopguran
camoro cebs 1 cBoM onepbl Kak KynbTypHbI OpeHf, nosgHee
yHacnefoBaHHbIN U MHCTUTYLMOHANN3NPOBaHHBIN KNaHOM €ero
notomkoB. Co3fan Teatp, rae Bce — OT HavyepTaHus byks Ha adu-
Wax A0 KOHCTPYKLUMWN CLeHbl M OPKeCcTpoBOW fiMbl — paboTano
Ha TPaHCIALMIO KMUCCUN», KLEHHOCTEN» U BU3YyaNibHOIo KOJa,
CerofiHs Ha3blBaeMbIX «KOPMOPATUBHOW MAEHTUYHOCTbIO». TOT
Xe MPUHUMM y3HaBaeMoCTWn, KOTOpbIA onpepensn obpas ero
TeaTpa un dectmBans, BarHep pa3suBan B My3blkanbHOM gpama-
Typrun. OH CTPOUN CBOW OMepbl Kak CUCTEMY MOBTOPSIOLLMXCS
MAeN M 3HaAKOB, CNYXMBLUMX HaBUTaLUW BHYTPU €ro Xxypoxe-
CTBEHHOro Mwupa. BarHepoBckme nenTmMoTMBBI — 3TO opma
MapKNPOBKMW: 3anoMuHaloLlmMecs 3BYKOBble (POPMyNbl BO3HU-
KaloT B YCTOMYMBLIX KOHTEKCTaX M CUrHanu3MpyloT ciylaTe-
nio 0 NepcoHaxe, NpeaMeTe UK naee; GakTUYeckn — paHHue
XewTern, KoTopble CerofHsi CTPYKTypPUPYIOT MOTOK MHpopMa-
LUK B 3NEKTPOHHbIX Megma. Kpome Toro, B ynpolleHHOM Buae
BarHepoBckasi NeMTMOTUBHas CMCTeMa OKasalfla 3HayuTeNbHoe

the rave gold

richard wagner and mass culture
lyalya kandaurova

Richard Wagner's name is associated with sublime, complex,
and exceptionally serious art, and his hours-long operatic works
claim to be more than just music. Wagnerian musical drama is
a space for either philosophical or political gesture, and a tool for
transformation — of the audience, the artistic process, the very
essence of the theatre. Thus it provides an experience that re-
quires from the listener concentration and inner work. The the-
atre where sound, image, word, and even the architecture of
the auditorium are subordinated to a single concept, involves
not consumption but reverent immersion. The responsibility for
the success of the enterprise lies with the spectator: the Bay-
reuth Theatre remains, perhaps, the only major opera venue that
consistently refuses to give in to the neophyte — the subtitles.
The logic is simple and harsh — you need to come prepared and
having read, or better yet, memorised the libretto in a language
that you can understand. It is ironic that it was Wagner, who en-
thusiastically scolded French and Italian opera for indulging in
frivolity and striving to please the public, who became the inven-
tor of theatrical logic, ideally consonant with the mechanisms of
mass culture of the 20t and 21t centuries.

Wagner was the first in the history of music to consciously
promote himself and his operas as a cultural brand, later inherit-
ed and institutionalised by the clan of his descendants. He creat-
ed a theatre where everything from the lettering on the posters
to the design of the stage and orchestra pit worked to broadcast
the 'mission’, ‘values’, and visual code, today referred to as ‘cor-
porate identity’. It is the same principle of recognition defining
the image of his theatre and festival that Wagner developed in
musical drama. He built his operas as a system of repetitive ide-
as and signs that served as navigation within his artistic universe.
Wagnerian leitmotifs are a form of labelling — memorable sound
formulas arise in stable contexts and signal to the listener about
a character, an object, or an idea; in fact, they act as early hash-
tags that structure the flow of information in electronic media
today. In addition, in a simplified form, Wagner's leitmotif system
had a significant impact on the art of incidental music, becoming
one of the basic mechanisms of its drama. Film score composers
constantly use the same principle of associative memory — char-
acters and ideas are attributed with their own themes, which
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BNUSIHME Ha WCKYCCTBO KWHOMY3bIKW, CTaB OJHWM M3 0a30BbIX
MexaHM3MOB ee JpamaTtyprum. KomnosuTopbl, paboTatowme
B KMHO, MOCTOSIHHO MCMOJb3YIOT TOT Xe MPUHLMM accoumaTmuB-
HOM MaMsATU: MePCOHaXU U naeun nonyy4aoT COOCTBEHHbIE TEMBI,
4yTOo (hopmMMpyeT 3BYKOBOW HappaTMB, KOTOPbLINA CBA3bIBAET Clo-
XETHble IVMHUW U MOMOTaeT 3PUTESTI0 OPUEHTUPOBATHLCS B HUX.

Mup «Konbua HUbOenyHra» ctan TakXe OLHUM U3 MePBbIX
NMPUMEPOB CUCTEMATUHECKN CKOHCTPYMPOBAHHON MuUdOnoru-
yeckon BcCeneHHoW. BarHep paboTan ¢ matepuanom, KOTOPbIN
Mo3e CTaHeT OCHOBOW XaHpa (3HTe3U: Marnyeckme CylecTsa
M packl, yyacTeylowme B MacwtabHom KoHdnukTe gobpa 1 3na;
cemMeliHble caru, aptedakTbl ¢ BOMWeOHbIMU CBOMCTBaMU, MPO-
pouectBa, NPOKNATUS U CyAbOOHOCHbIE MUCCUK, CUCTEMA Y3Ha-
BaeMbIX MUMEH, TEPMUHOB U MOHATUW. DTa CJIOXHas CTPYKTypa
TpebyeT Norpy>KeHHOro BOCNPUSATUS U pacrno3HaBaHUS BHYTPEH-
HUX CBSI3eM — HaBblKa, KOTOPLIM MO3JHee CTaHeT MPUBbLIYHLIM
B KyNbType (ppaHLIn3 1 OKaXETCs OCHOBOW CyLLecTBOBaHUS (aH-
JoMa: coobuecTBa noaen, oobegMHEHHbIX MHTEPeCcoM K onpe-
LENEeHHOMY XyLOXECTBEHHOMY MUPY UMM K aBTOPCKOW BCeJieH-
Hon. PaHOOM He orpaHuYMBaeTCcs MacCUMBHBIM BOCMPUSATUEM.
YyacTHUKM Takoro coobuiectBa 6epyT Ha cebs posib SKCNepTHOM
cpepbl, 006CYXAAlOT, aHANU3UPYIOT U PacIMPSOT UCXOAHbIN Ma-
Tepunan, dopmupysi COGCTBEHHbIE MHTepPMpeTaLmn, BU3yasbHble
obpasbl 1 NpakTukK coydactus. Cpean NocnefHMx MoryT ObiTb
urpbl, ocobasi cMMBONMKA, akceccyapbl UKW KOCTIeN-KOCTIOMbI;
Tak, B 2023 rogy B MeTpononuteH-onepe, BO BpeMsi MokKasa
«Jlo3HrpMHa», Obl 3aMeYyeH BarHepoOMaH, NpULLEeSLLIUA B CaMO-
pLenbHou wnsne-nebene v cneunanbHoM «daHaTCKOM» FpUMe,
a cpepu nybnuku Ha «Banbkupum» nomnaganuce oAU B pora-
ThIX WeMax. Takas puTyanMsmMpoBaHHas ¢opma ydacTus noga-
eT OKpYXalLWnUM CUrHan o NMpUHaZIeXHOCTU K coobliecTBy —
M Gnuska cpefe PoJSIeBUKOB WU CMOPTUBHBLIX OONeNbLnKOB,
a He akapgemuyeckon cpepe. CNoOXHO npeacTaBuTbL cebe, YToObI
cywaTenbHULbl Npuxoannm Ha «EBreHns OHernHa» ¢ npuyecka-
MW «KaK y cectep JTapuHbIX» UK B TPaAULMOHHBIX aHAANY3CKUX
niaTbax C MbIWHbLIMU OOKaMu — Ha «KapmeH».

JltoGonbITHO, YTO McKyccTBO BarHepa ectectBeHHbIM 06pa3om
nopoxgano daHaoM eLle NMpu XU3HU ero co3patens. ABCTpanmm-
KM uccnepgoBaTenb dHApio Popa NpUBOAUT aHeKAOoTUYeCKoe
CBUAETENbCTBO, COrMacHO KOTOPOMY B rofbl NepBbIX 6aponTCKnx
dbectvBanen pencreBoBany TemMaTuyeckme yBecenuTenbHble 3aBe-
LEHVs, Toe 3a onpefesieHHYo MnaTy MOXHO Oblno NpoBecTu Bpe-
MS C «404Yepblo PenHa» Unu «BanbkKMpuen»; 3To, BEPOsITHO, He 6o-
nee yem MuUd, HO NPUMeYaTeNbHO, HTO OH BO3HUK UMEHHO B CBSI3U
¢ «Konbuom». TeTpanorus npeacraBnget cobor MUp C BHYTPEH-
HeW XPOHONOrMen, y3HaBaeMbIM $i3bIKOM W BU3yanibHOW CMMBO-
NUKOW — Mopeslb, MO KOTOPOI NOTOM OyayT co3aaBaThCsl MHOIMe

forms a sound narrative that connects the storylines and helps
the spectator navigate them.

The world of Der Ring des Nibelungen was also one of
the first examples of a systematically constructed mythological
universe. Wagner worked with material that would later become
the basis of the fantasy genre. His subject were magical creatures
and races involved in a large-scale conflict between good and
evil; family sagas, artifacts with magical properties, prophecies,
curses, and fateful missions — a system of recognisable names,
terms, and concepts. This complex structure requires an immer-
sive perception and recognition of internal connections, a skill
that will later become familiar in franchise culture and will prove
to be the basis for the existence of a fandom — a community of
people united by an interest in a particular artistic world or in
the author’s universe. Fandom is not limited to passive percep-
tion. Its members assume the role of an expert community, dis-
cuss, analyse, and expand the source material, forming their own
interpretations, visual images, and practices of participation.
The latter may include games, special symbols, accessories, or
cosplay. For example, in 2023 at the Metropolitan Opera, during
the performance of Lohengrin, a Wagner devotee was seen wear-
ing a handmade swan hat and special ‘fan’ makeup, and among
the audience at Die Walk(ire there were people in helmets with
horns. Such a ritualised form of participation sends a signal to
others about belonging to a community — and is close to the en-
vironment of cosplayers or sports fans, rather than the academic
environment. It's hard to imagine the theatre-goers coming to
listen to Eugene Onegin with hairstyles to imitate the Larin sisters
or in traditional Andalusian dresses with full skirts to Carmen.

Oddly enough, Wagner's art naturally generated a fandom
during the lifetime of its creator. Australian researcher Andrew
Ford cites anecdotal evidence that during the early Bayreuth fes-
tivals, themed entertainment venues operated where, for a fee,
you could spend time with the Daughter of the Rhine or Valkyrie;
this is probably nothing more than a myth, but it is not worthy
that it arose precisely in connection with Der Ring. The tetralogy
is a world with an internal chronology, recognizable language,
and visual symbolism — a model that will later be used to cre-
ate many large-scale narrative universes. Among the most fa-
mous projects of the 20" and 21t centuries there are the epic of
John R.R. Tolkien and Narnia by Clive S. Lewis, the Star Wars and
Marvel cinematic universes, the world of Harry Potter and Phil-
ip Pullman’s His Dark Materials, as well as media franchises like
The Game of Thrones or The Witcher undeniably share common
origins with Der Ring des Nibelungen.

The central element of Wagner's legacy, the famous idea of
Gesamtkunstwerk, an 'aggregated’, that is, synthetic, work of

37



38

MacluTabHble HappaTMBHbIE BCeNleHHble. 3HaKoMble BOJbLIMHCTBY
npoekTbl XX—-XXI BekoB — 3noc Ix. P. P. TonknHa u «HapHusa»
K. C. Jlbiouca, BceneHHasa «3Be3OHbIX BOMH» U KMHOBCeNeHHas
Marvel, mup lappu MoTtepa n «TeMHble Hadana» ®. MynmaHa,
MeguadpaHwmsbl Bpoae «rpbl npecronos» unmn «Begbmaka» —
MIMEeIOT HECOMHEHHble 00Lwme NcTtokun ¢ «KonbLom HUbenyHrax.
LleHTpanbHbIM 3N1eMeHT BarHEPOBCKOrO Hacneamss — 3Ha-
MeHuTas nges Gesamtkunstwerk, «COBOKYNMHOro», To €CTb CUH-
TETMYECKOro, NMPOU3BEAEHUs] UCKYCCTBA, — BOOODLLe OKasanacb
O[HOM 13 Hanbornee XMBYHMX XyLOXKECTBEHHbIX KOHLenuum XX—
XXI ctonetun. K Hen obpalanncb KOMMO3UTOPbI, XYAOXHUKU,
pexuccepbl, xopeorpadbl U cO34aTeNn HOBbIX Meana, CTPEMSACH
00beANHUTL pa3HOPOAHbIE NCKYCCTBA B LieNIbHOE NMepexuBaHue.
AnekcaHgp CkpsibnH meuytan o ceoen Muctepun — cBepxaen-
CTBe, TAe CUINIUCL Obl BCE MCKYCCTBA (BKItOYAs BbIMbILLJIEHHbIE,
BpoAe «TaHUyloWen apxuTekTypbi»). CueHUYeckme MpoeKTbl
Bacunua KaHguHckoro nnu gpyroro npegcrasutens bayxayca —
XyAOXHMKa, ckynbnTtopa u xopeorpada Ockapa lUnemmepa —
npeanonarany eguHCTBO LBeTa, ABUXeHUsi 1 3Byka. CoOCTBEH-
HYIO BEPCUIO «BCEUCKYCCTBa» npegnoxun Cepren DN3eHLWTENH,
MpyY MOMOLLM MOHTaXa COeAVHAA KWHOMY3bIKy U apXUTEKTy-
py Kagpa B oAWH Bblpa3uUTeNbHbIA MeXaHU3M. DKCMPECCUOHUCT
BepHn Anous LiummepmaH B CBOEW KOHLEMUUU «TOTaJIbHOrO
TeaTpa» HacTavBaN Ha TOM, YTO B CLLEHNYECKOM MNpOon3BeaeHUN
COCYLLEeCTBYIOT pa3Hble TeMMopasbHble COW U Cpasy MHOrme me-
Ava, co3palowye egumHoe, MHOrOMJaHOBOE Mofe BOCMpUATUSA.
Bunn Buona nepeHec 3Ty nornky B obnactb BMaeoapTa, Co3aa-
Basi MeguTaTMBHbIe BU3yalibHble paboTbl, B KOTOPbIX CBET, 3BYK
1 «3aMefieHHoe» Bpems 0bpasyoT MUcTepuranbHoe AenCcTBME.
Bce 31O NpepcrtaBUTENN MHTENNEKTYaNnbHOW KyNbTYpbl; OfHa-
KO Ta Xe mges — MycTb MHaye MHTeprnpeTMpoOBaHHas — MPOHMK-
na v B maccoByto. MeamanckycctBo, maclutabHble OMeH-3Mpbl,
NOCBSILLEHHbIE 3MIEKTPOHHOW My3blKe, BU3YyalibHO-3BYKOBbIE Mep-
(popmaHCcbl NPefoCTaBnsAOT CBOEW ayanUTOPUM PUTYasibHbIN OMbIT,
0o0OpalleHHbIV OLHOBPEMEHHO K CyXy, 3peHUI0 U Teny. BoamoxHo,
TbICSYN NOAEN, NMPUXOAALMX B IKCTa3 Ha MMraHTCKMX TaHunonax
EDM-dectnBanert unm TexHO-BEYEPUHOK, KaXyTcs OecKoHe4YyHo
Janekumu ot nybnukm bBanpontckoro dectwnunbxayca. OgHako
norvka odobeaMHeHNs Mefua B «CODOpHOe» MeXAMCLMMInHap-
HOe [eNCTBO MOMHOCTbIO CO3BYYHA BarHEPOBCKOW MOAENU, NyCTb
M B OPYroM KyNnbTYpHOM KOHTekcTe. baniponT v BepnuH — kyapa
Onuxke, Yem KaxyTcs: MepBbIA MpeanaraeT pyUTyas, OCBALEHHbIN
VIHTENNeKTYyanbHOM TpaanLumMen N CBETCKOW pecrnekTabenbHOCTbIO;
BTOpPOWN — ToXe obpsfa, HO co cTpobockonamm 1 bacoBor «6oy-
Kon». MexaHVKa nepexmnBaHuUs — TOTaslbHOE MOrpyXeHue n Ka-
Tapcunc, MOPOXAAEMble CUHTETUYECKUM BO3AENCTBUEM, — YAUBU-
TeNIbHO CXOXKa; CyLEeCTBEHHO Pa3HMTCS pa3Be YTO Apecc-KOf,.

art, turned out to be one of the most enduring artistic concepts
of the 20 and 215t centuries. It has been exploited by compos-
ers, artists, directors, choreographers, and creators of new me-
dia, seeking to combine diverse arts into a cohesive experience.
Alexander Scriabin dreamed of his own Mysterium, a super-
action where all the arts would merge, including fictional ones
like ‘dancing architecture’. The stage projects of Wassily Kandin-
sky or another representative of the Bauhaus — the artist, sculp-
tor, and choreographer Oskar Schlemmer — assumed the unity
of colour, movement, and sound. Sergei Eisenstein proposed his
own version of total art, combining film music and frame archi-
tecture into one expressive mechanism with the help of editing.
In his concept of total theatre, expressionist Bernd Alois Zimmer-
mann insisted that different temporal layers and many media co-
exist in a stage work, forming a single, multidimensional field of
perception. Bill Viola transferred this logic to the field of video
art, creating meditative visual works in which light, sound and
‘off-speed’ time initiate a mystical action.

These are all representatives of the high culture; however,
the same idea, albeit interpreted differently, has penetrated into
the mass culture. Media art, large-scale open-airs dedicated to
electronic music, visual and sound performances provide their
audience with a ritual experience that simultaneously address-
es hearing, vision, and body. Perhaps the thousands of people
who go into ecstasy on the giant dance floors of EDM festivals or
techno parties seem infinitely far from the audience of the Bay-
reuth Festspielhaus. However, the logic of combining media into
a composite interdisciplinary action is completely consonant with
the Wagnerian model, though in a different cultural context.
Bayreuth and Berlin are much closer than they seem: the former
offers a ritual sanctified by intellectual tradition and secular re-
spectability; the latter also presents a ceremony but with strobe
lights and a bass drum. The mechanics of the experience — to-
tal immersion and catharsis generated by synthetic exposure —
are surprisingly similar; the only thing that differs significantly is
the dress code.
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TeoAop KYPEHT3HUC

OCHOBAaTe/lb U XyA0MeCTBEeHHbIA PYKOBOAUTE/b
opKecTpa M xopa musicAeterna

Poauncs n Bbipoc B Mpeunu, roe Havyanocb ero MysbikanbHoe o6-
pasoBaHue. B 1994 rogy npuexan yuuTbcsa y nereHgapHoro npo-
deccopa CaHkT-MNeTepOyprckor koHcepBaTopun Unbm MycnHa.

B 2004 rofy oH cTan rnaBHbIM gupuxepom HoBocrbupckoro
TeaTpa onepsbl 1 GaneTa, oCHoBan opKecTp 1 xop musicAeterna.
B 2011-2019 ropax Obin XyaoXXecTBeHHbIM pykoBoauTenem Te-
aTpa onepbl 1 6aneta B MNepmun, Kyaa BMecTe ¢ HAM Mepeexanu
aptuctbl musicAeterna. C 2012-ro — XyA0XeCTBEHHbIA PyKOBO-
antenb Jarunesckoro gectmans B Mepmu. C 2018 no 2024 rop,
Obi1 rnaBHbIM AnpuxepoM CumMdboHMYeckoro opkectpa Oro-
3anagHoro paguo lepmaHun. B 2019 rogy Teopop KypeHT3uc
n musicAeterna nepeexanu B CaHkT-MeTepbypr, nx TBOpYeCKom
pesngeHumen ctan Jom Pagmo.

B KayecTBe AmpuKepa-nocTaHOBLUMKA COTPYyAHMYanN C Bedy-
WUMK pexnccepamm mupa (Pobept YuncoH, Pomeo Kacrennyyuu,
Mutep Cennapc, Teopopoc Tep3onynoc v Ap.) U KPYNHENLLUMU
onepHbIMKU TeaTpamu EBponbl 1 Poccumn. Bmecte ¢ musicAeterna
M ApYyrvMMn OpKecTpaMu pPeryiasipHoO racTponvpyeT Mo Mupy,
BbICTYNasl Ha Takux nnowagkax, kak bepnuHckas, dnbbckas,
MioHxeHckasa u lMapuxckas GpUNapMOHUMU, KOHLIEPTHbIE 3anbl
B Magpuge, bapcenoHe, AduHax, The Shed B Hblo-Mopke, CaH-
Topu-xonn B Tokuo, Koponeeckuri AnbbepTt-xonn B JloHZoOHe,
Qectrwnunbxayc bageH-bapeHa, Teatp Jla Ckana, bonbwown 3an
MockoBckon koHcepBaTopuu, 3an 3apsabe 1 CaHkT-MeTepbypr-
ckas dunapmoHus. Teogop KypeHT3nC — MOCTOSAHHBIN y4aCcTHUK
dectuBanen B 3anbudypre, JliouepHe, dkc-aH-MpoBaHce, boxyme
n CaHkT-MeTepbypre.

BbinyweHHble musicAeterna n Teopgopom KypeHT3ncoMm
Ha nenbne Sony Classical 3anncn MouapTa, Manepa, betxose-
Ha, YarikoBckoro, Pamo n CTpaBUHCKOro Obliv BbICOKO OLeHe-
Hbl KPUTUKOM 1 CTanun naypeataMmm NpecTuXHbIX npemuin. B 2024
rogy Teogop KypeHT3uc B konnabopaumm ¢ 6enbrmickomn Hesaeu-
cumonm komnaHuen Outhere Music ocHoBan cOGCTBEHHbIN Nen6n
Theta (0©), dokycmpyowmncs Ha n3zaHUN 3anucen, caenaHHbIX
pa3HbIMU KONNEKTUBaMM NOJ, €ro My3blKanbHbIM PYKOBOACTBOM.

Teopop KypeHT3nc — peBATUMKpPaTHbIM naypeat Poccuinckom
HauWoOHaNbHOW TeaTpanbHOW NpemMunKn «3ofioTas Macka», naype-
at npemun KAIROS, komaHpop opaeHa ®PeHukca (fpeuns) un ka-
Banep opaeHa [py>x0Obi.

teodor currentzis

founder and music director of
the musicAeterna Orchestra and Choir

He was born and raised in Greece, where he began his musi-
cal education. In 1994, Currentzis entered the Rimsky-Korsakov
St Petersburg State Conservatory to study under the legendary
professor llya Musin.

In 2004, Currentzis became Chief Conductor of the Novosibirsk
Opera and Ballet Theatre where he founded the musicAeterna
Orchestra and Choir. From 2011 to 2019, he was Artistic Direc-
tor of the Opera and Ballet Theatre in Perm, where the members
of musicAeterna moved with him. Since 2012, Currentzis has been
Artistic Director of the Diaghilev Festival in Perm. During 2018-
2024, he was Chief Conductor of the SWR Symphonieorchester in
Stuttgart. In 2019, Teodor Currentzis and musicAeterna moved
their creative residence to St Petersburg’s Dom Radio.

He has collaborated with the key figures in modern Western
theatre (Robert Wilson, Romeo Castellucci, Peter Sellars, Theodor-
os Terzopoulos, and others) and the major opera houses. Togeth-
er with his ensembles, Teodor Currentzis regularly tours Europe
and the world with performances at numerous prestigious ven-
ues including the Berliner Philharmonie, the Elbphilharmonie in
Hamburg, the Gasteig in Munich, the Philharmonie de Paris, halls
in Madrid, Barcelona, and Athens, the Baden-Baden Festspiel-
haus, La Scala, the Moscow Philharmonic Society, the Moscow
Concert Hall Zaryadye, the St Petersburg Philarmonia, and many
others. Teodor Currentzis is a resident artist at festivals in Salz-
burg, Lucerne, Aix-en-Provence, Moscow, and St Petersburg.

Works by Mozart, Mahler, Beethoven, Tchaikovsky, Rameau,
and Stravinsky released by Teodor Currentzis on the Sony Clas-
sical record label have received numerous international music
awards: the ECHO KLASSIK, the Edison Klassiek, the Japanese
Record Academy Award, and BBC Music Magazine's Opera
Award. In 2024, Teodor Currentzis launched his own record label,
Theta, in collaboration with Outhere Music. The label is named
after the Greek letter © (Theta), a nod to Currentzis's Greek
heritage. Theta is focused on recording the vast repertoire per-
formed by his various ensembles.

Teodor Currentzis has so far been awarded nine Rus-
sia's Golden Mask National Theatre Awards, he is a laureate
of the KAIROS Award, the Order of the Phoenix Commander
(Greece) and the Order of Friendship Knight (Russia).
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opKecTp musicAeterna

XylOMeCTBEeHHbIM pykoBoauTenb Teoaop KypeHT3uc
acCCUCTEHT aupukepa Unba MncuH

OOVH M3 caMbIX BOCTPeOOBaHHbIX POCCUMCKUX KONNEKTUBOB,
NMOCTOSIHHO PaCLIMPSIOWNIN FPaHULbl CBOMX TBOPYECKMX BO3-
MOXHOCTEN B 00OnacTu CTapMHHOW My3blKM B UCTOPUYECKU UH-
(popMMPOBaHHOM UCMONHEHUN, aKafeMMYeckon KNacCnkn u co-
BPEMEHHOW My3bIKMU.

OpkecTtp ocHoBaH gaupuxepom Teopopom KypeHT3u-
com B 2004 rogy B HoBocubupcke, B 2011-2019-m Gbin ya-
cTbto Tpynnbl MepMckoro Teatpa onepbl 1 baneta. C 2019 roaa
musicAeterna — He3aBUCUMbIN KONNEKTUB CO CMOHCOPCKOW Mop-
Jepxkon. Ero TBopyeckon pe3supeHuUMeln ctan netepOyprckum
Oom Paguo.

Bmecte ¢ Teogopom KypeHT3mcom musicAeterna perynsip-
HO racTponupyeT no Poccum 1 mMupy, BbICTynas Ha caMbix npe-
CTVXKHBIX MoOLWaAKax, cpean KoTopbix bepnuHckas, dnbbckas,
MioHxeHckass n lMapuxckas GUNapMOHUM, KOHLepTHble 3anbl
B Magpuge, bapcenoHe, AdwuHax, Pectwnunbxayc bageH-ba-
neHa, TeaTp Jla Ckana B MunaHe, The Shed B Hblo-Mopke, CaH-
Topu-xonn B Tokno, lybanckmm onepHbIA TeaTp, KpynHbIe Mio-
wanku B NekunHe, WaHxae n gpyrmux ropogax Kutas, KoHUepTHbIN
3an um. N. U. Yankosckoro, bonblion 3an KoHcepBaTopun 1 3an
3apsaabe B MockBe, bonblion 3an CaHkT-MeTepOyprckon dpunap-
MOHWMU U MH. Ap.

KonnekTns y4acTByeT B TakKnx MeXAyHapoaHbIX dectnsansx,
kak Pypckas TpueHHane, Klarafestival B Bptoccene, dectnanb
B Dkc-aH-lMNposaHce, «Asrunes P. S.» B CaHkT-MeTepbypre, Os-
runeBckui dectnsans B Mepmu. B 2017 rogy musicAeterna ctan
nepBbIM POCCUNCKUM KONNEKTUBOM, KOTOPbIN OTKPbIN OCHOBHYIO
nporpaMmmy 3anbLOyprckoro dectuBans: OpkecTp M Xop WUCMon-
Hunn onepy «Mwunocepgme Tuta» B nocraHoske [MuTtepa Cen-
napca. B 2018-m opkecTp BepHyncsi B 3anbLOypr ¢ LMKiom 6eT-
XOBEHCKUX cuMoHUN, a B 2021-Mm Obin 3aHAT B onepe MouapTa
«JloH XyaH» B (pecTmBanbHom noctaHoske Pomeo Kacrennyyuw.

BbinyweHHble musicAeterna n Teopopom KypeHT3ncom
Ha nenbne Sony Classical 3anncn MouapTa, Manepa, BeTxose-
Ha, YankoBckoro, Pamo 1 CTpaBUHCKOro Oblfv BbICOKO OLieHe-
Hbl My3blKanbHOW KPUTUKOW U YAOCTOEHbI MPECTUXHbIX Harpag;
ECHO KLASSIK, Edison Klassiek, npemun fnoHckon akapemuu
3ByKO3anucu, npemun xxypHana BBC Music Magazine.

the musicAeterna orchestra

artistic director and conductor Teodor Currentzis
assistant conductor llya Gaisin

musicAeterna is one of the most in-demand Russian ensembles
that is constantly pushing the boundaries of its creative capa-
bilities in the field of historically informed performance of early
music, academic music of the classical period, and contemporary
compositions.

The orchestra was founded by conductor Teodor Currentzis in
2004 in Novosibirsk; from 2011 to 2019, it was part of the troupe
of the Perm Opera and Ballet Theatre. Since 2019, musicAeterna
has been an independent, privately financed ensemble. Its crea-
tive residence is now located at St Petersburg’s Dom Radio.

Together with Teodor Currentzis, musicAeterna regularly
tours Europe and the world with performances in numerous
prestigious venues including the Berliner Philharmonie, the Elb-
philharmonie in Hamburg, the Gasteig in Munich, the Philharmo-
nie de Paris, halls in Madrid, Barcelona, and Athens, the Baden-
Baden Festspielhaus, La Scala, The Shed in New York, the Suntory
Hall in Tokyo, the Dubai Opera House, as well as major venues
in Beijing, Shanghai, and other Chinese cities, the Tchaikovsky
Concert Hall, the Grand Hall of the Conservatory and the Zary-
adye Hall in Moscow, the Grand Hall of the St Petersburg Philhar-
monia, and many others.

The musicAeterna Orchestra is a frequent guest at inter-
national festivals, such as the Ruhrtriennale, the Klarafestival,
the Aix-en-Provence Festival, the Lucerne Festival, the Diaghi-
lev P.S. in St Petersburg, and the Diaghilev Festival. In 2017, music-
Aeterna became the first Russian ensemble to have the honour
of opening the main programme of the world’s most prestigious
music festival — the Salzburg Festival. The musicians performed
Mozart's La Clemenza di Tito, directed by Peter Sellars. In 2018,
the orchestra returned to Salzburg with a cycle of Beethoven'’s
symphonies, and in 2021, it performed Mozart's Don Giovanniin
a festival production by Romeo Castellucci.

Conducted by Teodor Currentzis, musicAeterna has record-
ed with Sony Classical the works by Mozart, Mahler, Beethoven,
Tchaikovsky, Rameau, and Stravinsky. These recordings have re-
ceived prestigious music awards: the ECHO KLASSIK, the Edison
Klassiek, the Japanese Record Academy Award, and BBC Music
Magazine's Opera Award.
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APTUCTbl OPKecCTpa

nepsble CKPUMKN
AHppen BapaHos
BnapucnaB lNecnH
AnekcaHap KoTenbHUKOB
Omutpuin Yenura
Omutpun BopoanH
Bagum Tendukos

MBaH Cy60OTKUH
AHppen Curega

Onbra ApTiornHa

Enena Panc

Mapwusa CTpaToHOBMY
Ancbiny CandynnmHa
AHppen Pocumnk
AHactacmnsi CTpenbHMKOBA
Capa [3eHenn

MaTtTmnac Xoxeebep

BTOpble CKPUMNKKN
Nnbsa Fancnu

ApTem CaBYyeHKO
JInna BapTaHoBa
EneHa XaputoHoBa
ApwmeH lNorocsH
PobGepT Bpem

EneHa MBaHoBa
MNMeTp YoHkyLweB
Mapwusa OkyHeBa
ExkaTepuHa [openoBa
ExkaTepuHa PomaHoBa
KpuctnHa Taxa
EBreHusa lpaHoBa
AHTOH VnbloHWH

anbTbl

Hawn bakues

lpuropun Yekmapés
NpuvHa ConoBa

OvHapa MypaTtoBa
AHppen CepplokKOBCKUI
Huknta KerimaH
MapuHa AHTOHOBA
JlioboBb JlazapeBsa
AHacTtacunsi PoibnHa

AnekcaHap MUTUHCKUI
Envzaseta AMuUTpreHko
Onbra BaraHoBa

BUOJIOHYENN
Anekcen XXunuH

Mwupwuawm MNMpaHgm
Bnagnmup CnoBayeBckum
EBreHunin PymsiHueB
PabbaHu AngaHrop
AnekcaHgp lMpo3opos
Makcum AK4ypuH
AHppen EdpnmoBckmn
Bcesonogp [y3oB

Tobuac Monnb

PomaH Epnmos

KOHTpabachbl

AHgpen WnHkeBny
ApTem Yunpkos

Xauk XavaTtpsH
MaBen CTénuH

MBaH NBaHuuMK
Omuntpun Panc
Ovnsasep MeHameTOB
Muwuxaunn Hukonanumk

dnenTa-nNKKono
CtaHuncnas Muxamnosckumm

dnenTbl

AHHa Komaposa
MaprapuTa lankmnHa
®depop YepHbiwos
(+ nukkono)

robou

AHgpen MaTioxuH
Makcum Xopbipes
®pon lepacnmos

AHITINNCKNIN POXKOK
AnekcaHap bbikoB

orchestra artists

first violins

Andrey Baranov
Vladislav Pesin
Alexander Kotelnikov
Dmitry Chepiga
Dmitry Borodin
Vadim Teifikov

Ivan Subbotkin
Andrey Sigeda

Olga Artyugina
Elena Rais

Maria Stratonovich
Aisylu Saifullina
Andrej Roszyk
Anastasia Strelnikova
Sara Zeneli

Matthias Hochweber

second violins

Ilya Gaisin

Artemy Savchenko
Lina Vartanova
Elena Kharitonova
Armen Poghosyan
Robert Brehm

Elena lvanova

Pyotr Chonkushev
Maria Okuneva
Yekaterina Gorelova
Yekaterina Romanova
Kristina Takha
Evgenia Granova
Anton llyunin

violas

Nail Bakiyev

Grigory Chekmaryov
Irina Sopova

Dinara Muratova
Andrey Serdyukovsky
Nikita Keiman
Marina Antonova
Lyubov Lazareva
Anastasia Rybina

Alexander Mitinsky
Elizaveta Dmitrienko
Olga Vaganova

cellos

Alexey Zhilin
Miriam Prandi
Vladimir Slovachevsky
Evgeny Rumyantsev
Rabbani Aldangor
Alexander Prozorov
Maxim Akchurin
Andrey Yefimovsky
Vsevolod Guzov
Tobias Moll

Roman Efimov

double basses
Andrey Shinkevich
Artem Chirkov
Khayk Khachatryan
Pavel Styopin

Ivan Ivanchik

Dmitry Rais

Dilyaver Menametov
Mikhail Nikolaychik

piccolo
Stanislav Mikhailovsky

flutes

Anna Komarova
Margarita Galkina
Fyodor Chernyshev
(+ flute piccolo)

oboes

Andrey Matyukhin
Maxim Khodyrev
Frol Gerasimov

cor anglaise
Alexander Bykov
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KNapHeThbl
HukwnTta BaraHos
Cepren Eneukuin
JaHunna AHKoBCKUN

Gac-knapHet
HaHuna JlykbsiHOB

daroTbl

Tanrat CapcembaeB
Uropb Axcc
leoprun Pagsesuny

BaJITOPHbI
JleoHunp Bo3HeceHcknn

(+ ©blynn por)

Anekcen CakoBuY

CtaHucnas ABUK

Hukonan [yopoBuH

Bagum LBegumkos

(+ BarHepoBckas Tyba)
Bnagnmup Hy>xuH

(+ BarHepoBckas Tyba)
Ceprewn [opbyHoB

(+ BarHepoBckas Tyba)

MBaH BacunbeB

(+ BarHepoBckas Tyba)

Xanpo XumeHo (+ Obluni por)

TpyObl
XacynaH AGabIKanbIKoB
Huknta UctomuH

lMaBen KyppakoB
Anekcen Hukndopos
/ AnekcaHgp Pybnés

TPOMOOHDI

XKepap Koctec

AHgpen CantaHoB
Omuntpun Kpbinos
Bnagnmunp KnweHko

(+ KoHTpabac-TpoMOOH)

b6ac-Tpyb6a
ApwmaH CypTaes

Ty6a
MBaH CBaTKOBCKUM

nuTaBepbl
Omuntpun KnemeHok
AnekcaHgp Cysopos

yAapHble
AHppen Bonocosckum
Anekcenn AMocoB
Makcum CaHUH
[MaBen NMpoxopos
KapuHa ®apawsaH
Onana CmupHOBa

apdbl
Mapwsa 3opkurHa
Jlynsza MuHuaeBa

clarinets

Nikita Vaganov
Sergey Eletskiy
Danila Yankovsky

bass clarinet
Danila Lukyanov

bassoons

Talgat Sarsembayev
Igor Akhss

Georgy Radzevich

horns

Leonid Voznesensky
(+ stierhorn)

Alexey Sakovich
Stanislav Avik
Nikolai Dubrovin
Vadim Shvedchikov
(+ waldhorntuba)
Vladimir Nuzhin

(+ waldhorntuba)
Sergey Gorbunov

(+ waldhorntuba)
Ivan Vasilyev

(+ waldhorntuba)
Jairo Gimeno (+ stierhorn)

trumpets
Zhasulan Abdykalykov
Nikita Istomin

Pavel Kurdakov
Alexey Nikiforov
/ Alexander Rublev

trombones

Gerard Costes

Andrey Saltanov

Dmitry Krylov

Vladimir Kischenko

(+ contrabass-trombone)

bass trumpet
Arman Surtayev

tuba
Ivan Svatkovsky

timpani
Dmitry Klemenok
Alexander Suvorov

percussions
Andrey Volosovsky
Alexey Amosov
Maksim Sanin
Pavel Prokhorov
Karina Farashyan
Diana Smirnova

harps
Maria Zorkina
Luisa Mintsaeva
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musicAeterna
XY[0XEeCTBEHHbIN pykoBoauTesb U aupuxep Teogop KypeHT3unc

reHepanbHbIN AUPEKTOpP, AUPEKTOP MO TBOPYECKOMY
nnaHuposaHuio Unbsa LWaxos

rnaBHbIN XopMencTep Butanum NMonoHckmin

ampekTop opkectpa MNasen Kypaakos

AnpekTtop xopa EneHa Pacrnonosa

AMpeKTOop no passuTmio AHactacus Enaesa
nporpamMMHbIi gupekTop AKageMum MMeHn AHTOHa
PyOuHWTEeMHa, KacTUHI-aupekTop AnekcaHapa OéwmnHa
KypaTop obpa3oBaTefibHbIX NporpaMm AHHa Pedenosa

3amecTuTenb gmpekTopa AnekcaHap JleBko

MeHepaxepbl opkecTpa: Mapus CaragueBa, Onbra YykoBa
Typ-meHeaxepsbl: Oneca Muxeesa, AHHa Llyranesa
onbnmnoTtekapu: KceHus MpoTaceBund, dnvHa Jlebense
TexHU4Yecknn gupektop VeaH Mewwkos

3amMecTuTenb TexHnyeckoro gupektopa Muxamun Komapos
cTaplumnm paboumii cueHbl Mnbs benoxeocTrkos

pabouue cueHbl: AnekcaHap Abgykaabipos, Hukonan banaHauiH,
KoHctaHTUH Mamopos, PomaH MBaHoB

musicAeterna
artistic director and conductor Teodor Currentzis

CEO, artistic planning director Ilja Chakhov

chief choirmaster Vitaly Polonsky

director of the orchestra Pavel Kurdakov

director of the choir Elena Raspopova

director of development Anastasia Elaeva

programme director of the Anton Rubinstein Academy,
casting director Alexandra Deshina

curator of the educational programmes Anna Fefelova

deputy director Alexander Levko

managers of the orchestra: Maria Sagadieva, Olga Chukova
tour managers: Olesya Mikheeva, Anna Shugaleva
librarians: Ksenia Protasevich, Elina Lebedze

technical director lvan Peshkov

deputy technical director Mikhail Komarov

senior stagehand Ilya Belokhvostikov

stagehands: Alexandr Abdukadyrov, Nikolay Balandin,
Konstantin Mayorov, Roman Ivanov
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¢doTorpac 6yknera
AMUTPUA NPAXUH

B Oyknete mpeactaBneHa HoBasi cepuUsi apT-CHUMKOB, KOTOPYIO
netepbyprckmn dotorpad OMutpun MpaxuH genan Ha peneTu-
LMAX U KOHLLepTax opkecTpa 1 xopa musicAeterna.

Omutpun MpaxuH popunca B 1978 rogy. ApT-oTorpad,
XYLOOXHUK, PeXunccep-noctaHoBLMK. PaspaboTan cBOW yHUKanb-
Hbl «HEUCTOBbIM» nogxon K doTorpacdun. BeinycTtun KHUMM
«Hencrosbie» n «lMycroe mecto». PaboTbl OMutpusa MpsaxmHa
nyonMKOBanucb B PasnmyHbIX U3gaHusax Poccumn, Kutasa, Utanun,
®paHuumn, CWA, BenvukobputaHum u gp. B 2022 roay co3pan ce-
puto apT-doTorpadun ans dbyknetoB Odarunesckoro gectrBans
n pectuBansa-cnyTHUKa «armunes+». B 2025-m cran xygo>KHUKOM
AarvneBckoro decTnBans 1 cosgan oobeMHble aduLLm U3 NPOBO-
NOYHbIX «HENCTOBbIX YENOBEYKOB» U CTEHY-UHCTannaumio y loma
My3biku B lMepmun.

Omuntpun MpsixuH: «CbeMka My3blIKaHTOB OpKecTpa M Xxopa
musicAeterna — Ana MeHs yygecHas BO3MOXHOCTb O4yTUTbCA ps-
LIOM C apTUCTOM, OyKBasibHO 3arfisHYyTb BHYTPb €ro MHCTPYMeH-
Ta, YEro MHe HUKOrAa He yaanocb Obl, He Oyab g doTorpadom.
JTO — ocCyllecTBieHWE MOeu MeuTbl, n doTorpadum SBNAIOT-
cs cneacTtBmeM 3Toro cyactbs. CyacTbsl, KOTOPOE HEBO3MOXHO
Ha KOHUepTe, BeAb MCMOMHUTENb W CiylwaTenb, Kak MpaBuio,
pa3peneHsbl HempeofonMMelM Gapbepom. f ke cMor nobbiBaTh
BHYTPM UCMOJIHUTENbLCKOrO Npouecca. HacrosAwme nHtepec u nio-
00Bb K YeMy-NTMOO — AN MeHs Bceraa npubnmxeHue, NpucTanb-
HOe BHMMaHue 1 NoAJINHHOE TBOPYECTBOY.

the booklet photographer
dmitry pryakhin

The booklet presents a new series of art photographs by
the St Petersburg photographer Dmitry Pryakhin who worked
during the rehearsals and concerts of the musicAeterna Or-
chestra and Choir.

Born in 1978, Dmitry Pryakhin is an art photographer, artist,
and stage director. He has developed his own unique ‘vehement’
approach to photography exemplified in his art books The Vehe-
ment and Empty Space. Dmitry Pryakhin’s works have illustrated
various publications in Russia, China, Italy, France, the USA, Great
Britain, and other countries. In 2022, he created a series of art
photographs for the Diaghilev Festival and the Diaghilev+ sat-
ellite festival booklets. In 2025, he became the official artist at
the Diaghilev Festival and created three-dimensional posters of
wire ‘vehement little men’ and an installation at the House of
Music in Perm.

Dmitry Pryakhin: ‘Taking photographs of the musicAeterna
Orchestra and Choir musicians is a wonderful opportunity for me
to stand beside an artist — quite literally, to look inside their in-
struments, — something | could never have done if | hadn’t been
a photographer. This is my dream come true, and the photos are
a reflection of this happiness. Happiness, which is impossible
at a concert, because the performer and the listener are usually
separated by an insurmountable barrier. | was able to immerse
myself in the performance process. For me, true interest and love
for something is always mean zooming in, paying close attention
and engaging in genuine creativity.’
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AArnnIeBCKUA
thecTuBasb
diaghilev
festival

AAruneBCcKUM (hecTuBanb
XY[,0XeCTBEHHbIN pykoBoauTenb Teogop KypeHT3nuc

anpekTop AHHa Kacumosa

npogtocep dapbs 3aMkoBa

KoopauHaTop MeponpusaTun EneHa 3aBeplumHckas
MeHemxepbl: MpnHa lonoskoBa, BepoHunka ®paHukeBUY
n TatbaHa [lemakoBa

pr u mapkeTuHr: iBaH Hevaes, Hatanna ®epoceesa,
Onbra Komok, TaTtbsiHa KaTaeBa, EneHa CBupugoBa,
EBreHna Mpa4koBckas

MeHe[Kepbl No paboTe ¢ napTHepamu:

MonnHa MakcumoBckux n KOnusa Cepebposa

AArMNeBCKUM (hoHA NoAJEepPHKKHU
KYNIbTYPHbIX UHULUATUB

anpekTop AHrennmHa MakueHko

penakTop bykneTta Onbra Komok

LM3aiH, BEPCTKa, moarotoBka K nevatu: Muka Canamaxa
aBTOpbI TekcToB: JIans KaHpayposa, Onbra Komok,
AHTOH CBET/INYHbIN

nepesof: Codbsa AbalweBa

NIUTepaTypPHbIA peaakTop U koppekTop AHapen baymaH
doTorpad Amutpun MpaxuH

oTneyataHo B TUnorpadun «Acrep»: Nepmb, Yconbckas yn., 15

the diaghilev festival
artistic director Teodor Currentzis

director Anna Kasimova

producer Darya Zaikova

events manager Elena Zavershinskaya

managers: Irina Golovkova, Veronika Frantskevich,

Tatyana Demakova

pr and marketing: Ivan Nechaev, Natalia Fedoseeva,

Olga Komok, Tatyana Kataeva, Elena Sviridova,

Evgenia Mrachkovskaya

partner relations managers: Polina Maksimovskikh, Yulia Serebrova

diaghilev foundation
for support of cultural initiatives

director Angelina Makienko

executive editor Olga Komok

design, layout, preparation for printing Mika Salamakha
writers: Lyala Kandaurova, Olga Komok, Anton Svetlichny
translator Sofia Abasheva

literary editor and proofreader Andrey Bauman
photographer Dmitry Pryakhin

printed by Aster Printing House, 15 Usolskaya Street, Perm, Russia
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