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& /ABOPEL, KY/IbTYPbl M. CONAATOBA
KOMCOMOJIECKUU TIP., 79

& 3ABOJ LUMNArUHA
COBETCKAA, 1A

& TMEPMCKWI TEATP OMEPbI U BAJIETA
TIETPOIIABJIOBCKAA, 25A

& JAOM AArUJIEBA
CUBUPCKAA, 33

& OPFAHHbIV 3AN
NMEPMCKOM ®WUIAPMOHMWHU
JIEHWHA, 515

& MEPMCKAA XYAOMECTBEHHAA rANIEPEA

KOMCOMOJIbCKUI ITP., 4

& YACTHAA GUIAPMOHUSA « TPUYMd»
JIEHUHA, 44

@ [MEPMCKAA CYAOBEP®b
BYKCHPHAA, 4

BPUTAJINPCKAA, 12

/206 4T

21:00 12+

@&  ABOPEL, KYIbTYPbl UM. CO/IIATOBA
OpkecTtp musicAeterna
CUM@POHUUECKUTE KOHYEepM

avpykep Teogop KypeHT3uc

Metp YanKoBCKUMA

«®paHyecKa ga PumuHmn»
UTanbAHCKoe Kanpuyyuo

«Pomeo u [ynbetta»

/506 NT

20:00 12+

a ABOPEL, KYJIbTYPbl UM. CONTAATOBA
OTKPbLITUE ®ECTUBANA
Opkectp musicAeterna
CUMGboHUUecKUll KOHYepm

Avpuep Teogop KypeHT3uc

Metp YanKoBCKUHA

«®paHyecKa ga PUMUHK»
UTanbAHCKoe Kanpu44ymo

«Pomeo u kynbetta»

/35:30 18+

5} YACTHAA ®UNAPMOHUA « TPUYMD»
Dardeméand

nepgopmarnc

xopeorpad Mapcenb HypueB
Komno3utop Anbmup Huzamos
TaHuoBLWUK Hyp6eK Batynna

BoKan: Pyctam fiBaeB

pexuccep UMNPOBU3ALIUU

TydanH UmamyTanHOB



& SOLDATOV CULTURE PALACE
KOMSOMOLSKY PROSPEKT, 79

& SHPAGIN PLANT
SOVETSKAYA STREET, 1A

& PERM OPERA AND BALLET THEATRE
PETROPAVLOVSKAYA STREET, 25A

& HOUSE OF DIAGHILEV
SIBIRSKAYA STRELT, 33

& PERM PHILHARMONIC ORGAN CONCERT
HALL

LENINA STREET, 51B

& PERM STATE ART GALLERY
KOMSOMOLSKY PROSPEKT, 4

& PRIVATE PHILHARMONIC TRIUMPH
LENINA STREET, 44

& PERM SHIPYARD
BUKSIRNAYA STREET, 4

BRIGADIRSKAYA STREET, 12

/206 THU

21:00 12+

&  SOLDATOV CULTURE PALACE
musicAeterna Orchestra
symphonic concert

conductor Teodor Currentzis
Pyotr Tchaikovsky

Francesca da Rimini

Capriccio Italien

Romeo and Juliet

/506 FR]

20:00 12+

2 SOLDATOV CULTURE PALACE
THE DIAGHILEV
FESTIVAL OPENING
musicAeterna Orchestra
symphonic concert

conductor Teodor Currentzis
Pyotr Tchaikovsky

Francesca da Rimini

Capriccio ltalien

Romeo and Juliet

25:30 18+

@ PRIVATE PHILHARMONIC TRIUMPH
Dardemand

performance

choreographer Marcel Nureyev
composer Elmir Nizamov

dancer Nurbek Batulla

vocals: Rustam Yavaev

imrovisation director

Tufan Imamutdinov



/406 Cb

035:30 18+

@  MEPMCKAS XYAOHECTBEHHAA FAJIEPEA
Xop musicAeterna
KOHYepm-sHUzMa

15:00, 16:00, 17:00 16+

&  MEPMCKAA CYAOBEP®b

*  rpeMbepa

«MNepcecdona. o»
ayduocnexmaray

pexuccep Eerennit ManeHyeB
apamatypr EKatepuHa ABrycteHsaK
XyAOHKHUK AHacTacuna byraeea
Komno3nutop Py6eH AHTOHAH (ApmeHUs)

19:00 12+

@ ABOPEL, KV/IbTYPbl UM. CONAATOBA
BbapokKo-rana

KoHyepm

opKecTp U conuctbl La Voce Strumentale
HueropoacKkoro rocyaapCTtBeHHOro
akazeMuyecKoro TeaTpa

onepsbl 1 6aneta um. A. C. MNywKuHa
avpuep AMutpuit CUHbKOBCKUM

apuu leHgena, Busanbgu u ap.,
KoHLepTbl BuBanbau

22:00 18+

&  OPFAHHbIV 3AN

MEPMCKOWM ®WNAPMOHUM
musicAeterna4
n Moproc Kanyauc (Fpeuus),
KAaccuyecKas KpUTCKasa aMpa
KaMepHbLil KOHYepm
My3bika CpeaHux BeKoB U BospomaeHus

/5:59 18+

&  YACTHAA ®UNAPMOHUA «TPUYMD»
KoHUepT 3THUYECKON MY3bIKH
« XyyH-Xyyp-Ty» (TbiBa)

Jazzayris (Anxup/Poccun)

MpoekT musicAeterna Folk

/506 BC

03:3018+

&  MEPMCKAS XYIOECTBEHHASA FAJIEPEA
KamvepHbIi KOHUepT

6apoO4YHON My3bIKH

KOHL;€])W!-3HM2MLI

15:00, 16:00, 17:00 16+

&  MEPMCHKAfl CYIOBEP®b
* npembepa
«Mepcecdona. o»
ay()uocnelcmalmb

20:0016+

&  BPUTAAUPCKAS, 12

*  POCCHUICKasa npembepa

«B namaTtb o NpomeTtee»
nepghopmanc

KOMMO3UTOP

MaHariotuc Bennanutuc (Mpeuwms)
aKTpuca/nepdopmep

Codusa Xunn (Mpeuusn)

/200 18+

@ JIATEPA A1, 3ABOJ, LUNATMHA
«Oner KapaBanuyK.

OpKecTp rpOMKOroBopUTeIen»
8vICMAasKa-KOHYepm

aBTop npoekta Oner Hectepos
AUpUHep OpKecTpa aKyCMOHWYMOB
Unba MNyyernasos (Symphocat)
BUAEOUHCTANIALMA:

Muxann 3amMKkaHoB



/406 SAT

03:3018+

&  PERM STATE ART GALLERY
musicAeterna Choir
concert-enigma

15:00, 16:00, 1/7:00 16+

&  PERM SHIPYARD

* premiere

Perséphone. Before

audio performance

director Evgeny Malenchev
playwright Ekaterina Avgustenyak
artist Anastasia Bugaeva

composer Ruben Antonyan (Armenia)

19:00 12+

@ SOLDATOV CULTURE PALACE
Baroque Gala

concert

La Voce Strumentale Orchestra

and soloists of the Nizhny Novgorod
State Academic Opera and Ballet
Theatre named after A.S. Pushkin
conductor Dmitry Sinkovsky

arias by Handel, Vivaldi, and others,
Vivaldi’s concerti

/7200 18+

@  PERM PHILHARMONIC

ORGAN CONCERT HALL
musicAeterna4 Ensemble
and Yiorgos Kaloudis (Greece),
classical Cretan lyra
chamber concert
music of the Middle Ages and Renaissance

/5:59 18+

@&  PRIVATE PHILHARMONIC TRIUMPH
Ethnic music concert
Huun-Huur-Tu (Tyva)

Jazzayris (Algeria/Russia)
musicAeterna Folk project

/5.06 SUN

03:3018+

@  PERM STATE ART GALLERY
Chamder concert

of the Baroque music
concert-enigma

15:00, 16:00, 1/7:00 16+

@  PERM SHIPYARD

* premiere
Perséphone. Before
audio performance

20:0016+

&  BRIGADIRSKAYA STREET, 12
Prometheus in Memoriam
performance

composer Panayiotis Velianitis (Greece)
actress/performer Sophia Hill (Greece)

/700 18+

@ LITERA D1, SHPAGIN PLANT

Oleg Karavaychuk.

The Orchestra of Loudspeakers
exhibition-concert

author of the project Oleg Nesterov
conductor of the acousmonium orchestra
llya Pucheglazov (Symphocat)

video installation:

Mikhail Zaikanov



/606 NH

16:00, 17:00, 18:00 16+

&  MEPMCHKAS CYIOBEP®b
* npemMmbepa
«Mepcecdona. Ao»
ay()uocnelcmamb

20:0012+

&  [ABOPEL, KY/IbTYPbl UM. CO/IIATOBA
OpkecTp musicAeterna
CUMPOHUUECKUT] KOHYepmM

aupuep Teogop KypeHT3uc
Anekcei PeTUHCKHHA

«Y BOAbl HET BONOC»

(poccuiicKkasa npembepa)

Puxappa Barnep

yBepTiopbl

/706 BT

03:30 18+

@  MEPMCKAA XYAOXECTBEHHAA rANEPEA
Conuctbl opKecTpa musicAeterna
KOHYepm-sHuzma

16:00, 17:00, 18:00 16+

&  MEPMCKAA CYAOBEP®b
*  npembepa
«Mepcecdona. o»
ayduocneKmakap

2 1:00 16+

&  YACTHAA ®UNAPMOHMA «TPUYM®D»
«BecHoi»

ayduo6u3yarviuLi nepghopmarnc
KOMMO3UTOP W UCNOHUTEND

Anexcen PeTUHCKMIA

/3.06 CP

03:30 18+

&  MEPMCHASA XYJOMECTBEHHAA FAJIEPES
KamvepHbIi KOHUepT

6apoO4YHON MY3bIKH

KOHL;€])m-3HM2Ma

16:00, 17:00, 18:00 16+

&  MEPMCKASl CYJOBEP®b
* npembepa
«Mepcecdona. o»
ayﬁuocnexmalmb

19:00 16+

@&  MEPMCKWWM TEATP OMEPbI U BAJIETA
*  MpemMbepa

Meopr ®puapux Nenaenso

Il trionfo del tempo

e del disinganno |

«Tpuymcp BpemeHu

1 PazoyapoBaHUA»

pexuccep Ennzasera Mopos
opKecTp La Voce Strumentale
HueropoacKoro rocysapCTtBeHHOro
aKaZeMu4ecKoro TeaTpa

onepbl U 6aneta um. A. C. MNywKuHa
COJIUCTDI:

Aunapa Uapucosa — HKpacorta

Ana lbakoBa — HacnaxaeHue
AHapeint Hem3ep — PasouyapoBaHue
Ceprei loanH — Bpema

apTUCTbI xopa Huxkeropoackoro
TeaTpa onepbl U 6aneta

mm. A. C. MNMywKuHa

My3blKa/lbHblA PYKOBOAUTENb U AUPUKEDP
AvunTpuii CUHbKOBCKUM



/606 MON

16:00, 17:00, 18:00 16+

@  PERM SHIPYARD

* premiere
Perséphone. Before
audio performance

20:0012+

2 SOLDATOV PALACE OF CULTURE
musicAeterna Orchestra
symphonic concert

conductor Teodor Currentzis

Alexey Retinsky

Water Has No Hair (Russian premiere)
Richard Wagner

overtures

/706 TUE

03:30 18+

&  PERM STATE ART GALLERY
Soloists of the musicAeterna
Orchestra

concert-enigma

16:00, 17:00, 18:00 16+

& PERM SHIPYARD

* premiere
Perséphone. Before
audio performance-promenade

21:00 16+

&  PRIVATE PHILHARMONIC TRIUMPH
In Spring

audio-visual performance

composer and performer

Alexey Retinsky

/306 \VVED

03:30 18+

@  PERM STATE ART GALLERY
Chamder concert

of the Baroque music
concert-enigma

16:00, 17:00, 18:00 16+

@  PERM SHIPYARD

* premiere
Perséphone. Before
audio performance

19:00 16+

&  PERM OPERA AND BALLET THEATRE
* premiere

Georg Friedrich Handel

Il trionfo del Tempo

e del Disinganno |

The Triumph of Time

and Disillusion

director Elizaveta Moroz

La Voce Strumentale Orchestra

of the Nizhny Novgorod State
Academic Opera and Ballet Theatre
named after A.S. Pushkin

soloists:

Dinara Idrisova — Bellezza | Beauty
Yana Dyakova — Piacere | Pleasure
Andrey Nemzer — Disinganno | Disillusion
Sergey Godin — Tempo | Time
choir artists of the Nizhny Novgorod
Opera and Ballet Theatre

named after A.S. Pushkin

music director and conductor
Dmitry Sinkovsky



/906 4T

03:30 18+

&  TMEPMCKAA XYZOMECTBEHHAA FANEPEA
Aptera

Moproc Kanyauc (Mpeuus)
K'OHL}KPWI'.?HMZM(I

16:00, 17:00, 18:00 16+

&  MEPMCHKAS CY/IOBEP®b
* npemMmbepa
«Mepcecdona. Ao»
ay()uocnelcmamb

19:00 12+

&  JIUTEPA A1, 3ABOJ LLUNATMHA
«Bpemena 300»

KoHYepm

nepKyccusa: Metp MaBaTcKKUx
TBOpYECKoe o6beanHeHue « Penen»
KamepHbIH opKecTp « Po3apuym»

22:0018+

@ YACTHAA ®UNAPMOHUA « TPUYMD»
«bes-cnoB»

KamepHulii KoHyepm

MocKoBCKuI aHCcambnb

coBpemMeHHon My3biku (MACM)
couynHeHus Anekcen CbicoeBa,
AHapeaca MycTykuca

(MupoBas npembepa),

Bnagnmunpa PaHHeBa

/5:3018+

@ AOM AATUNEBA

Uropb CTpaBUHCKUIA
«HWctopua conaata»
KOHYepm-cnekmakiy

aptuctbl BAT um. I. A. ToBCcTOHOrOBa
conucTbl opKecTpa musicAeterna
avpukep AvuTtpuin BopoauH

3006 T

01:00 18+

& CKJIOH HABEPEHOWM
KAMbI Y MEPMCKOM
XYAOMECTBEHHOM FAJIEPEU
*  npembepa
«Moama ropbi»
IKCNEPUMERMANAPHAL Open-air-onepa
Ha cmuxu Mapunp Lleemaesoii
peruccep Cepadbuma KpacHuKoBa
aKTpucbl: EkatepuHa CmupHOBa,
Jlio6oBb TonKkanuHa,
EneHa JlykbAHYMKOBaA / Jlapuca MalKuHa
npoeKT musicAeterna Folk
opKecTp « dncdopuUsa»
avpuep Ennzasera KopHeeBa

16:00, 17:00, 18:00 16+

@  MEPMCKASAl CYAOBEP®b
* npemMbepa
«MepcedoHa. Ao»
ay()uocnelcmamb

18:00 6+

@ OPIrAHHbIM 3AN1

MEPMCKOM ®UNAPMOHWUU
Anekcen 3yeB
(popmenuannviii KoHyepm
My3bika Uropa CtpaBHHCKoOrO,
JlioaBura BaH beTxoBeHa
B TpaHcKpunuunM PepeHua Jlucrta

21:00 16+

&  MEPMCKWI TEATP OMEPbI M BAJIETA
* npembepa

Meopr ®puapux Nengenno

I trionfo del tempo

e del disinganno |

«Tpuymc BpemeHu

n PazoyapoBaHusa»



/906 THU

03:30 18+

&  PERM STATE ART GALLERY
Aptera

Yiorgos Kaloudis (Greece)
concert-enigma

16:00, 17:00, 18:00 16+

@  PERM SHIPYARD

* premiere
Perséphone. Before
audio performance

19:00 12+

@  LITERA D1, SHPAGIN PLANT

The Seasons 300

concert

percussion: Petr Glavatskikh

Creative Association Repey (“Burdock”)
Rosarium Chamber Orchestra

22:0018+

5} PRIVATE PHILHARMONIC TRIUMPH
NoWords-

The Moscow Contemporary Music
Ensemble (MCME)

music by Alexey Sysoev,

Andreas Moustoukis (world premiere),
Vladimir Rannev

25:5018+

&  THE HOUSE OF DIAGHILEV

Igor Stravinsky

L’Histoire du soldat
concert-performance

actors of the Tovstonogov Bolshoi Drama
Theatre

soloists of the musicAeterna Orchestra
conductor Dmitry Borodin

50.06 R

01:00 18+

&  DESCENT TO THE KAMA EMBANKMENT
FROM THE PERM STATE ART GALLERY

* premiere

The Poem of the Mountain

experimental open-air opera

based on the lyrics by Marina Tsvetaeva

director Serafima Krasnikova

actresses: Ekaterina Smirnova,

Lyubov Tolkalina,

Elena Lukyanchikova /

Larisa Mashkina

musicAeterna Folk project

Euphoria Orchestra

conductor Elizaveta Korneyeva

16:00, 17:00, 18:00 16+

@ PERM SHIPYARD

*  premiere
Perséphone. Before
audio performance

18:00 6+

@ PERM PHILHARMONIC
ORGAN CONCERT HALL
Alexei Zuev
piano recital
music by Igor Stravinsky,
Ludwig van Beethoven in transcription
of Franz Liszt

21:00 16+

@  PERM OPERA AND BALLET THEATRE
* premiere

Georg Friedrich Handel

Il trionfo del Tempo

e del Disinganno |

The Triumph of Time

and Disillusion



107 Cb

01:.00 18+

CKJIOH HABEPEHOW KAMbI
Y NMEPMCKOM
XYAOMECTBEHHOW FANIEPEM
* npemMmbepa
«Moava ropbi»
IKCNEPUMERMANBHAL OPen-air-onepa

15:00, 16:00, 17:00 16+

&  MEPMCKAA CYJOBEP®b
*  npembepa
«Mepcecdona. o»
ayduocnexmarap

18:00 12+

@ OPFAHHbIM 3AN

NMEPMCKOW ®UIAPMOHUM
KBaptet conucroB
La Voce Strumentale
KamepHulii KOHYepm
My3blka MaBna Xaaca, MaHca Kpacsl,
MaeoHa KnaiHa, SpBuHa LUynbxoda

21:00 16+

@  JOM MY3bIKM, 3ABOZ LLUMATMHA
*  npembepa

Uropb CTpaBUHCKUIA
«Mepcehonar,

CumcoHua ncanvios

OneprlIZ CNEKmakav

pexunccep AHHa lNyceBa

COJIUCTbI:

Ancbiny MupxacdusxaH — lMepcedoHa

Erop CemeHKoB — 3Bmonn
AnekcaHap Yenuase — lMnyTtoH

OpKecTp, XOp W TaHUeBanbHaaA Tpynna

musicAeterna

AETCKUi xop « BecHa»

um. A. C. NoHomapeBa
My3blKanbHbli PyKOBOAUTENb
1 aupuep Teogop KypeHT3uc

/5:3018+

AOM AATUNEBA

La Réveuse | «MeutarenbHuua»
KamepHulii KOHYepm

Moproc Kanyauc (Mpeums)

CcTapuvHHasA My3blKa

Ha KNacCHUYECKOMN KPUTCKOMU nupe

020/ BC

15:00, 16:00, 17:00 16+

@  MEPMCKASl CYAOBEP®b
* npembepa
«Mepcecdona. o»
ay()uocnelc makKib

20:0016+

@  JOM MY3bIKM, 3ABOJ LUMATMHA
* npemMbepa

Uropb CTpaBUHCKHUHA
«MepcedoHan,

CumdpoHuAa ncanmos

oneprn? CNEKMaK/ib

25:0018+

&  BPUTAAUPCKAS, 12
KoHuepTt
aNbTepHaTUBHOW MY3bIKH
« /1K MocTopOHHUX»

Love Object

Half Moon Glass

latibule (Cep6us)



0107 SAT

01:00 18+

@  DESCENT TO THE KAMA EMBANKMENT
FROM THE PERM STATE ART GALLERY

* premiere
The Poem of the Mountain
experimental open-air opera

15:00, 16:00, 17:00 16+

@  PERM SHIPYARD
premiere
Perséphone. Before
audio performance

18:0012+

@  PERM PHILHARMONIC

ORGAN CONCERT HALL
Quartet of Soloists
of La Voce Strumentale
Orchestra
chamber concert
music by Pavel Haas, Hans Krésa,
Gideon Klein, Erwin Schulhoff

21:0016+

@ HOUSE OF MUSIC, SHPAGIN PLANT
premiere

Igor Stravinsky
Perséphone,

Symphony of Psalms

opera performance

director Anna Guseva

soloists:

Aisylu Mirhafizkhan — Persephone
Egor Semenkov — Eumolphe
Aleksandr Chelidze — Pluto
musicAeterna Orchestra,

Choir and Dance company
Alexander Ponomaryov “Vesna”
Children’s Choir

music director and conductor
Teodor Currentzis

/5:35018+

&  THE HOUSE OF DIAGHILEV
La Réveuse

chamber concert

Yiorgos Kaloudis (Greece)

early music on the classical Cretan lyra

0207 SUN

15:00, 16:00, 17:00 16+

&  PERM SHIPYARD

* premiere
Perséphone. Before
audio performance

20:0016+

&  HOUSE OF MUSIC, SHPAGIN PLANT
* premiere

Igor Stravinsky

Perséphone,

Symphony of Psalms

opera performance

25:0018+

@ BRIGADIRSKAYA STREET, 12
Alternative music concert
DK Postoronnikh

Love Object

Half Moon Glass

latibule (Serbia)
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22.06
4T
21:00

OTKPbITUE
DECTUBANA

25.06
[T
20:00

12+

@ ABOPEL, KY/IbTYPbl UM. CONNAATOBA
OPKECTP MUSICAETERNA
Aupuep Teoaop KypeHT3uc

Metp Unbuy Yankosckuii (1840-1893)

CumdoHUYecKana noava
«®paHyecKa ga PUMuHM»,
op. 32 (1876)

Andante lugubre — Allegro vivo

daHTasun 415 opKecTpa

«UTanbAHCKOE Kanpruy4ynoy,

op. 45 (1880)

Andante un poco rubato — Pochissimo piu mosso —
Allegro moderato

VBepTiopa-thaHTasun

«Pomeo v kynbetTtan,

TH 42 (1869-1880)

Andante non tanto quasi Moderato — Allegro giusto




/7.06
THU
/1:00

THE
DIAGHILEV
FESTIVAL
OPENING

25.06
FR
20:00

12+

@  SOLDATOV CULTURE PALACE
MUSICAETERNA ORCHESTRA
Conductor Teodor Currentzis

Pyotr Tchaikovsky (1840-1893)

Francesca da Rimini,
symphonic fantasy,

op. 32 (1876)

Andante lugubre — Allegro vivo

Capriccio ltalien,

fantasy for orchestra,

op. 45 (1880)

Andante un poco rubato — Pochissimo piu mosso —
Allegro moderato

Romeo and Juliet,

overture-fantasy,

TH 42 (1869-1880)

Andante non tanto quasi Moderato — Allegro giusto




22.06, 23.06
MUSICAETERNA: YANKOBCKWW

AN
«AHHBI KAPEHHOW

Apraduii Unnoaumos

TanbsfiHCKaA TeMa — OZHa M3 CaMbiX 3HA4YUMbIX B PYCCKOM CO3HaHMWM.
HauuoHanbHble HKynbTypbl EBponbl, cuutaa WTanuio AyxOBHbIM WMCTOKOM,
BOCMNPUHUMAIN ee KaK obpaseL, B COOTBETCTBUMU MU NPOTUBOPEYMHU C KOTOPbIM
OHU U CTPOMUNUCL. JTa CTpaHa cTana UHTe/NIMrubenbHbiM 3epKanom EBponbl,

M KamaaA Hauusa, BCMaTpuMBasACb B Hero, BuMAena CO6CTBEHHble YepTbl, co3zaBas CBOI

Utanuio, npeBpalleHHy0 B aBTOMOPTPET, OTPaxeHHbIM SIbCTUBbIM 3epKanoM. Ectb UTtanusa

thpaHuUy3CKan, HemMeLKan, UTanbAHCKanA U T. 4., MHOMECTBO pa3HoobpasHbix Utanuin. Yem

6onee pasBuTa U My6oKa HauMOHaNbHaA KylbTypa, Tem 6onee APKUM U UHAUBUAYANbHbLIM
obpa3om UTanuu oHa obnapaer. BoNbWMHCTBO €BPOMNENCKUX HapoAOB ACHO 06pucOoBaso
ero anAa cebsa yxe B XVI BeKe, cBA3biBaA UTannio ¢ MHOMECTBOM MAEW, YYBCTB, MbIC/eH

M OLUYWEHWHA, NEepeXUTbIX Kak pes3ynbTaT MHOMOBEKOBOro KynbTYpHOro onbita. PoccusA

CU/IbHO 3anosjana, oHa Havana BblaenATb UTanuio B CBOEM CO3HAHWKU KaK HeYTo LesibHoe

M ocoboe, TONbKO KoOrga No4vyBCTBOBasna HeO6X04MMOCTb CTaTb 4YacTbio EBponbl, TO ecTb

B XVIIl ctonetun. C TeyeHMemM BpeMeHMU KynbTYpPHbIM OMbIT o6orawascA U U3MeHANCH,

npeobparkan 1 obpas Utanuu.

70-e rogbi XIX BeKa, Ha NPOTAXEHMUHU KOTOPbIX 6b1U co3aaHbl « Pomeo v [xynbetTar,
«®PpaHyecka ga PuMuHU» U UTanbAHCKOe Kanpuyyuo, 6naroapsa ClOMETHbIM Ha3BaHWUAM
06beANHAIOWMNECA B €4UHYI0 UTANIbAHCKYIO TEMY B TBOpYecTBe YalkoBCKOro, — nocneaHee
aecAatunetve uapcteoBaHMa AneKkcaHgpa Il. OHo xapaKTepusyeTcs NocTeneHHbIM OTXOAO0M
OT iM6epanbHbIX peopM, 03HAaMEHOBABLUMX Hayano npaBieHUA, K arpecCUBHOMY KOHcep-
BaTu3my. pouecc 3aKpyyuMBaHWUA raek, NpeBpallaBLIMA NpaBiieHWE B PEeXUM CO BCEMHU
BbITEKalLWKUMHU 06CTOATENbCTBaMU, 06BACHANCA pacTylweir 6opb6oi BnacTu co Bce 6osee U
6onee ycunveaBLUeNCA ONNO3ULMEN, NepeXoAaLler K paguKanbHbIM 4eUCTBUAM, U UMEHHO
3TOT npouecc onpeaenan Bce chepbl PYCCKON HMU3HWU. 3aKOHYMNOCH AECATUIETUE B3PbIBOM
Ha EkatepuHuMHcKom KaHane 1 (13) mapta 1881-ro 1 HacTynieHUWem rnyxux rogos, B KOTOpblie
« BCTPETUBLLUCD JIMLIOM C npoxoxum, / Emy 6bl B poxKy HanneBan, / Korga 6 ®enaHusa Toro
e / B ero rnasax He npouuTan», Kak onpeaenun bnok camooulyweHne UHTeNnUreHTa 80-x
B nNoame « Bosmesauen.
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ANNA KARENINA'S
[TALY

Arkady Ippolitov

he Italian theme is one of the most significant in the Russian consciousness.

The national cultures of Europe, regarding Italy as their spiritual source, perceived

it as a model, in accordance or contradiction with which they were constructed.

For Europe, this country has become a conceptual mirror; while peering into it,
each nation saw its own features, creating its own Italy turned into a self-portrait reflected
by a flattering mirror. There exist the Italy of the French, the German one, the Italian, etc.,
a variety of different Italies. The more developed and the deeper the national culture is,
the more vivid and individual the image of Italy it possesses. Most European nations depicted
a clear image for themselves as early as in the 16™ century, linking Italy to a multitude of
ideas, feelings, thoughts, and sensations — the result of centuries-long cultural experience.
Russia lagged far behind; it began to distinguish Italy in its consciousness as something
whole and specific only when it felt the need to become part of Europe, that is, in the
18" century. Over time, the Russian cultural experience has been enriched and changed,
transforming the image of Italy.

The 1870s — the period when Romeo and Juliet, Francesca da Rimini and the
Capriccio Italien were created, their titles uniting them into a general Italian theme in
Tchaikovsky’s work — were the last decade of the reign of Alexander Il. As opposed to the
beginning of his rule marked by the liberal reforms, it was characterised by a gradual shift to
aggressive conservatism. The process of tightening the screws, which turned the rule into a
regime with all due consequences, was explained by the growing struggle of the authorities
with the increasingly strengthening opposition which was moving on to radical actions, and
it was this process that determined all spheres of life in Russia. The decade ended with a
terrorist explosion on the Catherine Canal Embankment on March 1 (13), 1881, and the onset
of the suppression years, when “having met the face of a passer-by, /| would have spat in
his face, / If | had not read the desire of the same / In his eyes” as Alexander Blok expressed
the self-perception of the 1880s intellectual in his poem Retribution.
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YaHKOBCKMK 6bin AaneK OT TOro, 4YTO HasblBalOT O6LECTBEHHO-MONUTUYECKOMN
M3HbIO, HO OHa, NPOKNATaA, BAUANA HA BCE BOKPYr. Ha MCKyccTBO B TOM 4ucne, npuyem
[laxe Ha CTO/Nb AaNieKylo, Kasanocb Obl, OT MOJMTUKKU TeMy, Kak obpa3 UTtanuu. Yie K
KoHUy 20-x rogoB XIX BeKa MOMHO roBopuTb 06 0c060M, pyccKkoi UTanuu, COTBOPEHHON B
nepBylo oyepeab Noasuei U HuBonucbto. OHa cnoxunacb Noj orpomMHbIM BAUAHUEM [éTe,
ero «MtanbsHCKOro nyTtelecTBUA», a TaK¥e MaNeHbKOro CTUXOTBOPEHWSA, BKpanJeHHOro
B noBecTtBoBaHWe pomaHa «loabl yyeHna Bunbrenbma MencTtepa» U HasBaHHoro «llecHb
MuHbOHbI». CTUX HauMHaeTcA ¢ Bornpoca «Kennst du das Land?» («Tbl 3Haewb Kpain?»).
3aaaHHbIv [éTe BONMPOC HACTO/ILKO BMeYaT/IM PYCCKYO Aylly, YTO NepeBoAOB 3TOro npo-
M3BeAEHUA B OTe4YeCTBEHHOW MO33UMU 06pa30BaNoChb HECKOJNIbKO AECATKOB, TaK YTO MO HUM
MOMHO MpocneauTb Bce ee pa3BuTHe OT MyKoBcKoro ao [lMactepHaka. lMywkuH B 1828
rogy Hanucan CTUXOTBOpPEeHWe, B KOTOPOM, B3AB Haya/ibHble CTPOYKU «[lecHU MUHLOHLI»
B Ka4decTBe anurpada, 0606wWwun npeacraB/lieHUs PYCCKOM MbicaAlen anuTbl 06 Utanum:
«HKTO 3HaeT Kpa#, rae He6o 6nelet / HensbacHMMoOW cuHeBOW, / [ae Mmope Tennow BOAHOM
/ BoKpyr pasBajiuH TMxo nneleT; / [ae BeyHbli naBp M Kunapuc / Ha Bone ropao paspoc-
nucb; / Tae nen TopKkBaTo BenuyaBbli; / e U Tenepb BO Mrsiie HOYHOM / AapUaTUyecHKoM
BonHou / MoBTopeHbl ero oKrasbl; / [oe Padaanb xusBonucan; / [ae B Hawu AHU pesel
KaHoBbl / MocnywHbii Mpamop oxuenaAn, / U baipoH, My4yeHUK cypoBbiK, / CTpaaan, no6un
M NpoknuHan?» CosaaHHaA BoobpareHuem ctpaHa (MywKuH B UTanum HUKoraa He 6bl1) —
poAMHa UCKYCCTBa, KPacoTbl, JIO6BUM U CYaCTbA — YC/NIOBHA, HO OHa BU3yalu3upoBaHa B
KapTUHax, BO MHOMEeCTBE NpUcbinaemMbix U3 Utanum pyccCKMMU XyaomHUKamu. UtanbaHcKoe
YTPO, UTaNbAHCKMI NONAEHb, UTaNIbAHKA, COGUpaloLLan BUHOIpaa, UTanbAHKa Ha KapHaBane,
UTaNbAHKa TaKanA, UTaJlbAHKa CAKasA, C MYHeM U C KaBanepoM, a Takxe 6e3 OHbIX, U nau-
LapOHHU, U UTaNIbAHCKUE MaJlbMMKU — BCe YepHor/sasbl, YepPHO6POBbl MU O4YEeHb KpacHBblI.
Mew3arn, HeanoJIMTaHCKUE U PUMCKUE MO 60/bLUe YacTHU, HEU3bACHUMas CUHeBa, naBp U
KUnapuc o6sa3aTenbHO, U Mope MJielleT Tenio U TUxo. Bce 3anuTo conHueM, U UTaNbAHKH,
W Nen3axu, Bce YyNoUTeNbHO U NPeUcnosiHeHo cyacTbA. B TBopeHusax ®eogocusn LlleapuHa u
Kapna BptonnoBa, a Tak#e MHOMOYMCNEHHbIX UX NocneaoBaTesen-noapaxarenen BnaoTb A0
leHpuxa CemupancKoro, « BEHHO TOT e, BEe4YHO HOBbIM» o6pa3 Utanuu cusert, « Kak sawwmu-
neswero au / CTpya U 6pbl3ri 3010Tble», ¢ KoTopbiviM AneKkcaHap Cepreesuy B 10-i rnase
«EBreHna OHervHa» cpaBHUN My3biKy PoccUHWU. UTanua 30n0TOro Beka pPyCCKOM ABOPSAH-
CKOM KyNbTypbl He peanbHOCTb, @ MeyTa.
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Tchaikovsky was far from what one calls socio-political life, yet this, regrettably,
had an impact on everything around him. Art was no exception, nor the image of Italy, no
matter how distant this topic seemed to be from politics. It could be said that by the end
of the 1820s there had appeared a special, Russian Italy, created primarily by poetry and
painting. It was formed under the enormous influence of Goethe, his Italian Journey, as well
as a small poem fused into the narrative of the novel WilhelIm Meister’s Apprenticeship and
titled Mignon’s Song. The verse begins with the question “Kennst du das Land?” (“Do you
know the land?”). Russian soul was so impressed by Goethe’s question that several
dozens of translations of this work were created in Russian poetry, so that its entire history
from Zhukovsky to Pasternak can be traced on their example. Taking the opening lines
of Mignon’s Song as an epigraph, in 1828 Alexander Pushkin wrote a poem summarising
the ideas of the Russian thinking elite about Italy: “Who knows the land where the sky
shines / With inexplicable blue, / Where the sea is in a warm wave / Around the ruins quietly
splashing; / Where the eternal laurel and cypress / Grow proudly in the wild; / Where noble
Torquato sang; / Where his octaves in the night are still repeated / By the Adriatic wave; /
Where Raphael painted; / Where Canova’s chisel in our age / Revived obedient marble, /
And Byron, a severe martyr, / Suffered, loved, and cursed?” The country created by fantasy
(Pushkin has never been to Italy) — the birthplace of art, beauty, love, and happiness —
is notional, but it is visualised in numerous paintings sent from Italy by Russian artists.
An ltalian morning, an Iltalian noon, an Italian woman picking grapes, an Italian woman at
a carnival, an Italian woman so and so, with her husband or with a cavalier, and also without
them, and lazzaroni, and Italian boys — all black-eyed, black-browed, and very beautiful.
Landscapes are Neapolitan and Roman for the most part, representing the inexplicable
blue, mandatory laurel trees and cypress, and the sea which splashes warmly and quietly.
Everything is flooded with sunshine — both the Italian women and landscapes, everything
is intoxicating and full of happiness. In the works by Feodosiy Shchedrin and Karl Bryullov,
as well as their numerous followers and imitators up to Henryk Siemiradzki, the “ever-same,
ever-new” image of Italy shines “like the stream and the golden spurtles of Ay starting to
fizz”,' to which Alexander Pushkin compared Rossini’s music in the 10* chapter of Eugene
Onegin. Italy of the golden age of Russian aristocratic culture is not a reality but a dream.

' Here and elsewhere translated by Vladimir Nabokov. Cit. ex: Pushkin, A., Eugene Onegin: A Novel in Verse: Text, vol. 1,

Princeton University Press, 2018.
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Mo mepe nocTeneHHOro yracaHvWa 30/10TOr0 BEKa LuMny4yee au BbiAbIXxaeTcA, npespa-
WwasAcb B cnaaKkyio BoaUYKY. B 1870 rogy TypreHeB caguTcA 3a noBecTb « BelHue Boabi»,
BbileAwy B cBeT B 1873-M B ypHane «BecTHUK EBponbi». B Hei repon, 52-neTtHui
Amutpuin NaBnoBny CaHWH, pasovyapoBaHHblA MWU3AHTPOMN, UGO «KTO WU U MbIC/IUA, TOT
He MOMET B Aylue He npe3vpaTb Jiloaen», — BCMOMUHAET UCTOPUIO CBOEW NepBOi N06GBH,
cnyuuBLueiica B 1840-m (KcTaTwu, roa poxaeHua YankoscKoro) B ropoge ®paHKdypre, Koraa
eMy 6b1710 22 1 6bl1 OH 10H, YUCT U Xopol coboin. Bo ®paHKbypTe, rae CaHuH He cobupaeTca
3aj4epxuBaTtbCcA, M60 nocne nytewectsua B Utanuio, rae 66110 noTpayeHo AocTaBLieecsA
eMy Heb6o/blloe HAacNeACTBO U AeHer Tenepb XBaTaeT JiMlb Ha 06paTHbIX GUNeT, YepT ero
AEPHYN 3alTU B KOHAUTEPCKYIO, YTOObI BbINMUTL CTaKaH IMMOHaAy. JIMMOHaAy OH He Noay4u.,
HO CBOWM AWJIUKAHC YNYyCTWA, 6UNeT yTpaTui, yTpaTMB 3a04HO U KenaHuWe BO3BpaliaTbCA B
Poccuio, M60 BcTpeTun [JKeMmy, UTanbAHKY, NPEKPACcHYI0, Kak ee UMA (gemma — «remma,
camougeT»). OctaBwasnca 3a Anbnamu Utanusa cHoBa HacTuraet CaHWHa, U OH BAMNaeT B
Hee, Kak Myxa B aneNbCUHOBbIM AxeM. OyapoBaHbe BCKOpe NpeBpallaeTcs BO BAlOGNeH-
HOCTb, a Nocne Ay3nu, HenpeMeHHON ANA PYCCKOW InTepaTypsbl, BAO61EHHOCTb Nnepepacraet
B NOAJIMHHYIO U B3auUMHYI0 Nto60Bb. CaHWH roToB BCE 6POCUTb, UMEHHE U KPECTbAH Npo-
Aatb U Poccuio 06MeHATb Ha cyacTbe B UTAJIbAHCKOM KOHAUTepCcHKoW. CyacTbe noapo6HO
onucaHo: ixemma 4YepHOOKa, YepHobpoBa, NonHorpyaa, NPAMO-Taku « UTanbAHCKUIK non-
AeHb», U po3bl, U COJHLE, U CUHEeBa Hebec, BC& KaK Ha PyCCKMX KapTuHax Utanun 30-40-x
rogoB. CnasocTb 6ptonIoBCKUX AneHHUH foBeAeHa A0 TaKOW KOHUEHTpaUWK, YTO VK U A0
Aunartesa HeAaneko, HO TYT, cnasa 60ry, NOABAAETCA pyccKasa A0 NPOCcToHapoAHOCTH MapbA
HukonaeBHa Mono3oBa, BcA U3 cebs TakaAa HeBo3MoxkHaA. OHa 04HMUM LeNYyKoMm pa3buBaeT
BApebe3ru mapuunaHoBoe cyactbe CaHWHa U yBO3UT ero B [Mapu. MapannsoBaHHblii HEKOM
MUCXOASALLEN OT Hee CUJIOM, C NI6OBbLI0 HEe UMeloLwwei HUYero obulero, CaHUH CUAUT B SUNU-
HaHce U YUCTUT rpywy myxy Mapbu HukonaeBHbI. pywa npeacrtaBnAnacb CoBpeMeHHUKaM
BEPXOM LMHU3Ma, U OHU yroBapuBanu TypreHeBa ee Bbl6pOCUTb. TypreHeB rpylly ocTaBui.

Bonwe6Hbi Kpan, rae He6o 6neLLeT, OKasblBaeTCA B NPOLLIOM, Kak nepBas /1to60Bb.
BocnomuHaHus 3actaBnsatoT CaHMHa YyCTPEMUTLCA Ha NOUCKU [emmbl. B KOHUe noBecTw,
y3HaB, 4YTO OHa, BbIMAA 3aMy, yexana B Amepury, CaHWH cobupaeTca TyAa OTNPaBUTLCA.
Yr1o ero tam xaet? Bcero nuwb Hblo-MopKcKasn Little Italy. UTanua nywKkuHcKoro 3onotoro
BeKa 6e3B03BpaTHO yTpayeHa.
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As the golden age was gradually fading, the effervescent Ay wine was fizzling
out, turning into sweet water. In 1870, Turgenev embarked on writing the novella Spring
Torrents, published in 1873 in the journal Vestnik Evropy (“Herald of Europe”). The novella
protagonist, 52-year-old Dmitry Pavlovich Sanin, a disappointed misanthrope, because, as
Pushkin wrote, “he who has lived and thought cannot help in his soul despising men,” recalls
the story of his first love, which took place in 1840 (by the way, the year of Tchaikovsky’s
birth) in the city of Frankfurt, when he was 22 — young, pure, and handsome. In Frankfurt,
where Sanin is not going to stay, because after a trip to Italy where he wasted his small
inheritance there is now only enough money for a return ticket, he had an urge for a glass
of lemonade in a pastry shop. He did not get any lemonade, he missed his stagecoach,
lost his ticket, and at the same time lost the desire to return to Russia, because he met
Gemma, an ltalian woman, as beautiful as her name (“a gem?”). Italy, left behind the Alps,
catches up with Sanin again, and he is in it over his head like a fly in orange jam. The charm
soon turns into infatuation, and after a duel, indispensable for Russian literature, the
infatuation develops into genuine and mutual love. Sanin is ready to give up everything,
sell his estate and peasants, and exchange Russia for happiness in an Italian pastry shop.
The happiness is described in detail: Gemma is black-eyed, black-browed, full-bodied, just
as the subject of Bryullov’s [talian Noon, and there are roses, and the sun, and the blue of
the sky, everything just like in Russian paintings of Italy of the 1830s-1840s. The sweetness
of Bryullov’s Apennines is brought to such a high concentration that one nearly becomes
allergic, but right at that moment, thank God, there appears Maria Nikolayevna Polozova
who is Russian to almost being vulgar, and that makes her totally irresistible. She smashes
Sanin’s marzipan happiness to pieces with a wet finger and takes him to Paris. Paralysed
by some supernatural force emanating from her, which has nothing in common with love,
Sanin is sitting in a stagecoach and peeling a pear for Maria Nikolayevna’s husband.
To contemporaries the pear seemed to represent the pinnacle of cynicism, and they
persuaded Turgenev to omit it. Turgenev kept the pear.

The magical land where the sky shines is left in the past, like first love. Memories
force Sanin to head off in search of Gemma. At the end of the story, having learned that she
got married and left to America, Sanin is about to follow her there. What awaits him there?
Mere Little Italy in New York. The Iltaly of Pushkin’s golden age is irretrievably lost.
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B Tex e 70-x rogax Toncton nuweT « AHHY KapeHuHy». UTanbsaHCKoe nyTellecTBue
AHHbI U BpoHCKOro 3aHMMaeT ceMb raB poMaHa, NpPeACTaBiAA 3aKOHYEHHYH, LeNbHYo
ucTopuio, Beab 6e3 WTanuu obpasoBaHHbIM PYCCKUM yHe U HenpeacTaBUM. BpoHCKui
HaHMMaeT POCKOLLHOe cTapoe nanauuo ¢ naacdoHom TUHTOPeTTo, (hpecKamMmu U MO3anyHbIMU
nonamu, Kotopoe « noaaepxusano Bo BpoHCKOM nNpuATHoOe 3abnyxaeHHUe, YTO OH He CTO/IbKO
PYCCKUI NOMeLLUK, erepmeiicTep 6€3 CnyH6bl, CKOIbKO NPOCBeLLeHHbI NHOUTENIb U MOKPO-
BUTE/Nlb UCKYCCTB, U CaM — CKPOMHbI XYAOMHUK, OTPEKLILUMIACA OT CBETA, CBA3EH, 4YecTo-
nobua Ana NI6UMON HeHLWKHbI». Jlanee onucbIBaloTCA OTHOWEHUA AHHbI ¢ BPOHCKUM B UX
HOBOM MOJIOKEHWUU OTKPbITO COMMUTENLCTBYIOWMUX NIO60BHUKOB, HO FMaBHbIM KOHMIUKTOM
UTa/IbAHCKOro (hparMeHTa CTaHOBUTCA CTOJIKHOBEHWE 06pa3oBaHHOCTU M TanaHTa, NpUo6-
PETEHHOI0 U BPOMHKAEHHOro, NOBEPXHOCTHOrO U MNYGUHHOro, TO ecTb BPOHCKOro M xyaoxk-
HUKa MuxaitnoBa. X OoTHOWEHUA NPAMO-TakU AYONUPYIOT KOANU3UIO « EFMNETCKUX Houvel»
MyLWHKMHA, NOCBALLEHHbIX Pa3/IMUUI0 MOHATUM « KYJILTYPHOCTb» U « FeHUa/IbHOCTbY. Pasnnuune
NpPoAEMOHCTPUPOBAHO Ha MPOTUBOMNOCTaBNeHUM YapCKOro, BOM/IOLLAIOLLEr0 PYCCKYIO €Bpo-
NenMsMpoBaHHY0 LUMUBUAU30BAHHOCTb, U 6€3bIMAHHOIO HeanoJIMTAaHCKOro MMNpoBMU3aTopa,
HaZeNneHHOro NpPMpPoAHOM oaapeHHOCTbo. B Tom M apyrom cnyyae UtanuAa vrpaeTt BamHy
ponb, HO ecnu anAa MNMywKkuHa Utanna — Ttema, To Ana ToncToro oHa Nulb GoH. BpoHCKMiA,
npovrpas B COpeBHOBaHUU ¢ MuxainoBbimM, nepectaeT 3aHUMaTbLCA HUBOMUCHIO, U « HU3Hb
M ero U AHHbI, yAMBNABLLUEMCA ero pa3o4yapoBaHUIO, NOKa3anacb UM TaK CKy4YHa B UTaNbAH-
CKOM ropoge, nanauuo BAPYr CTaq TaK OYEBWMAHO CTap WU rpA3eH, Tak HEeNpPUATHO NPUrNA-
AeNUCb NATHA Ha rapAuHax, TpelwMuHbl Ha nosax, oTéMTaA LITYKaTypKka Ha KapHU3ax M TaK
CKy4YeH cTan BCe OAWH U TOT e [oneHuweB, UTanbAHCKUI Npodeccop U Hemel-nyTeLle-
CTBEHHHK, YTO HaZo 6blNo NepeMeHUTb ®KU3Hb. OHU pelunnu exaTtb B Poccuio, B AepeBHIo».

Mpamo KaKk B « Hoctanbrn» TapKoBcKoro. U3 Kpaa o6eTtoBaHHoro ToncTon npespa-
waeT Utanuio B peanbHylo CTpaHy, OTHIOAb HE Bceraa v He BO BceM nyyuyto. O B3aMMocBA3H
noAo6HOU TpaHchopmauMM ¢ 06LieeBPONeMCKUM U3MEHEHUEM BO33PEHUM Ha MCKYCCTBO
M YCWIMBAIOWKUMCA MNECCUMU3MOM POCCUMCKUX 1870-X rogoB MOMHO FOBOPWUTb MHOMO
M A0Nr0, HO XO4eTCA yKasaThb JIMLb Ha TO, YTO ee MOXHO nNpocneauTb U y YailkoBcKoro. Ecnu
ABe paHHue ¢aHTasun, « Pomeo n Amynberta» U « PpaHyecka ga PUMUHM», poMaHTUYHO-
yC/NoBHbl, TO MUTanbAHCKOE Kanpuy4yuo HaMoSIHeHO HauWOHaNbHbIMKU MOTUBaMU. 3aTtem,
B 1890 roay, YaiKoBCKUI co3pacT ceKkcTeT « BocnomuHaHue o dnopeHuun», Hanbonee ApKUA
My3blKanbHbIi 06pa3 pycckon Utanuu, npeasocxuwaiowmin « UtanbaHcKkue ctuxmu» Bnoka,
y KoToporo ®nopeHuu1A ABOMCTBEHHA: « BceeBponencKow #entoi nbinuv / Tol npeaana cebs
camal!» — U TYT e «Tbl UPUC HEMHbIM». |
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In the same decade, Tolstoy wrote Anna Karenina. Anna and Vronsky’s Italian
journey occupies seven chapters of the novel, presenting a complete, integral story,
because without a visit to Italy an educated Russian is nearly unimaginable. Vronsky rents a
luxurious old palazzo with a Tintoretto ceiling, frescoes, and mosaic floors, which confirms
in him “the agreeable illusion that he was not so much a Russian country gentleman,
a retired army officer, as an enlightened amateur and patron of the arts, himself a modest
artist who had renounced the world, his connections, and his ambition for the sake of the
woman he loved.”? The passages that follow describe Anna’s relationship with Vronsky in
their new status of openly cohabiting lovers, but the main conflict of the Italian part of the
novel is the clash of education and talent, acquired and innate, superficial and deep, that
is, Vronsky and the artist Mikhailov. Their relationship directly duplicates the collision of
Pushkin’s Egyptian Nights dedicated to the distinction between the concepts of “culture”
and “genius”. The difference is demonstrated by contrasting Charsky, who embodies a
Europeanised civilised Russian, and an unnamed Neapolitan improviser gifted with natural
talent. In both cases, Italy plays an important role, but while Italy is a theme for Pushkin, then
for Tolstoy it is only a background. Having lost in a competition with Mikhailov, Vronsky gives
up painting, and “without this occupation, the life of Vronsky and of Anna, who wondered
at his loss of interest in it, struck them as intolerably tedious in an Italian town. The palazzo
suddenly seemed so obtrusively old and dirty, the spots on the curtains, the cracks in
the floors, the broken plaster on the cornices became so disagreeably obvious, and the
everlasting sameness of Golenishtchev, and the Italian professor and the German traveler
became so wearisome, that they had to make some change. They resolved to go to Russia,
to the country.”

Just like in Tarkovsky’s Nostalgia. From the promised land, Tolstoy transforms Italy
into a real country, by no means always and not in everything the best. One can talk long
and hard about the relation of such a transformation to the pan-European change in views
on art and the increasing pessimism of the Russian 1870s, but | just want to point out that
this can also be traced in Tchaikovsky. While his two early fantasies, Romeo and Juliet
and Francesca da Rimini, are romantic and conventional, the Capriccio ltalien is filled with
national motifs. Later, in 1890, Tchaikovsky would create the sextet Souvenir de Florence,
the most vivid musical image of Russian ltaly, anticipating Iltalian Poems by Alexander
Blok who presented Florence in its duality: “Into pan-European yellow dust / You ground
yourself!”, and then — “you, gentle iris.” [ |

2 Here and elsewhere translated by Constance Garnett. Cit. ex: Tolstoy, L., Anna Karenina, New York: Modern Library /

Random House, 1965.
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TAANS
JAVIKOBCKO

Ouvea Komox

eTp Unbuy YallkoBCKUIA cTapanca cberatb OT XONOAHbIX PYCCKUX 3uM B EBpony,

a nyqwe Toro — B Utanuio. OH Ben ce6a Kak UCNpaBHbIA TYPUCT, NOAHMMASICA Ha

BesyBuit U KonokonbHio MunaHckoro co6opa, ¢ rOTOBHOCTbIO OcMaTpuBan Bce,

YTO NOJIOMEHO MPOCBeLLEeHHOMY NtobuTento Uckyccte. Mexay Tem Utanua ero He
TONbKO O4YapoBblBana, HO U OTTankuBana. B o6WMPHON MepenvcKe KOMMNO3UTOP HepeaKo
OoTnycKan KoOJIKOCTU B aapec BeHeuuun («BeHeuus Takor ropoa, 4to eciu 6bl NpULLIOCH
NPOXMUTb 34eCb HeAeN, TO Ha NATbIM AeHb A Obl yaaBUACA ¢ oTyaaHUA. Bce cocpeaotoyeHo
Ha nnaowaau CB. Mapka. 3acum, Kyga HM nonaewb, nonagelb B JTAGUPUHT BOHIOHUX
KOpUAOopPOB, HUKyAa He npuBOAALMX»), Munana, CaH-Pemo v pame Puma («Pum mHe
HeHaBUCTeH, Aa U Heanonb — 4T06 YepT ero B3sAn! O4UH U eCTb TOIbKO ropoj, B MUpe — 3TO
MockBa, aa ewe Mapu... »).

3umoit 1881 roaa Metp Unbuy npusHan B nucbme K 6paty Moaecrty: «4YyBcTBYIO, 4TO
A Tenepb B camom gene no6no Utanuio; 1 Hay4yunca LeHUTb ee U NOHUMAaTb ee NMpesiecTHU.
Mpexae A vcnbiTbiBan, NpyYesxaa B Hee, HEYTO BpoAe pa3oyapoBaHMA, HECOOTBETCTBUE
AENCTBUTENIbHOCTU C MEeUTOMY.

UTanua meuTbl YankoscKkoro — He ero nnyHasa daHtasmna. Mudg 06 Utanmum Kommno-
3UTOP YHacneAoBan ot NpeAlwecTBEHHUKOB U pa3aenun ¢ coBpemMmeHHMKamu. Boo6parkaemasn
WUtanua MywKuHa, «poguHa aywu» Foronsa, Konbl6enb eBPONENUCKOM KyNbTypbl, B KOTOPOM
A@HTUYHOCTb CpacTaeTCcA C COBPEMEHHOCTbIO, @ TeHU NPOLLIOro HabnAalT CO CBOEro oiMMna
3a 6ypHbIM KUMEeHWeM CTpacTer Nocpeau NMpeKpacHbIX POMaAHTUYECKUX Nensamen, — 3Ta
Utanua «nocenunacb» B TBOpYecTBE YaMKOBCKOro He3aBUCMMO OT €ro Bneyat/ieHWn oT
peanbHON UTanuu 1 npexae, 4em OHU NMPOHUKIU B €r0 My3bIKY.

24



22.06, 23.06
MUSICAETERNA: TCHAIKOVSKY

TCHAIKOVOKY'S
[ TALY

Olga Komok

yotr llyich Tchaikovsky sought to escape from the cold Russian winters to Europe, or

better yet, to Italy. He behaved like a diligent tourist — he climbed Mount Vesuvius

and the bell tower of the Duomo in Milan, and readily saw all the sights that an

enlightened art lover is supposed to see. Meanwhile, Italy not only fascinated him,
but also appalled him. In his vigorous correspondence, the composer often taunted Venice
(“Venice is such a city that if | had to live here for a week, then on the fifth day | would
have hanged myself out of despair. Everything is focused on St Mark’s Square. Therefore,
wherever you go, you will find yourself in a maze of fetid corridors that lead nowhere”), Milan,
San Remo and even Rome (“l loathe Rome. And Naples — to hell with it! There is only one
city in the world — Moscow, and also maybe Paris...”).

In the winter of 1881, Pyotr llyich admitted in a letter to his brother Modest: “I feel that
| do love Italy now; | have learned to appreciate it and understand its charms. Before, when |
came here, | experienced something similar to disappointment, a discrepancy between reality
and a dream.”

Italy of Tchaikovsky’s dreams is not his individual fantasy. The composer inher-
ited the myth of Italy from his predecessors and shared it with his contemporaries. Push-
kin’s imaginary Italy, Gogol’s “homeland of the soul”, the cradle of European culture, where
antiquity merges with modernity, and the shadows of the past watch from their Olympus
the turbulent ebullition of passions amidst of beautiful romantic landscapes — this kind of
Italy “settled” in Tchaikovsky’s works regardless of his impressions of real Italy and before
they found their way into his music.
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CumdoHHnyecKkana noama « PpaHyecka Aa PUMUHU», HanucaHHaA Ha CloMeT
nATON necHu «Apa» U3 «boxecTBeHHON Komeaun» [laHTe, KameTcA uaeanbHbIM BoMoOLe-
HUEM MUTaNIbAHCKOro MUda B PycCKOW My3biKe 1870-x roaoB. [lpamaTUyHbie OPKECTPOBbIe
«BUXPU aja» OKPYHKaloT JIMPUYECKUA KOMIMJIEKC TEeM, OCHOBAHHbIMA Ha OMEePHOM MHTOHaLM-
OHHOM cnoBape (UTa/JlbAHCKOM MO MPOUCXOXKAEHUIO, 3aMeTUM B CKo6Kax). Huuero cneuu-
(h1YeCKU UTaNbAHCKOro B My3blKa/lbHOM MaTepuane HeT, HO LUMPOKUE HECTbl, KOUMU KOM-
nosuTop M3o6parkaeT HEYMOJIMMbIA haTym U HeO6OPUMYIO NI060Bb, OTCLIIAOT K POMAHTU-
YECKOMN MMBOMUCK HA UTaNbAHCKUE TeMbl, B KOTOPOW BCE Ype3MEepPHO: NpeKpacHble PYMHbI
M YKacHble NponacTu, HexHble NIO60BHUKU U YYA0BULLHbIE 3/104€EU.

B pyKonucu naptutypbl «®paHuyecku ga PumunHu» Metp UnbMy nomecTtun ouyeHb
noApo6Hy0 (XOTb U COBEPLUEHHO Heo6A3aTeNIbHYI0, YYUTbiBasd KPacHOPEYUBOCTb MY3bIKH)
nporpammy:

«JlaHTe, conyTcTByeMblit TeHblo Beprunua, cnyckaerca Bo BTOpylo 061acTb aACcKoM
6e3aHbl. Bo3ayx 34ecb ornaweH CTeHaHUAMW, BOMNAMU U KpuUKamu otvasaHuA. Cpeau
MOrMNbHOIO MpaKa pBeTcA U MmedeTcA 6ypA. AACKMI BUXPb HEUCTOBO MYUTCA, YHOCA B CBOEM
JAUKOM KpYEeHWHU AyLiU Ntoaei, pa3ymMm KOuMX noMpaduna B U3HU Nto6oBHasA cTpacTb. U3 6ec-
YUCNIEHHOIO MHOMECTBa KpyalUXcA Ayl 4eNoBeYeCKUX BHUMaHWe JlaHTe npuBReKaloT
0CO6EHHO ABe feTAwMe B 06BbATUAX APYr Apyra npeKkpacHble TeHu PpaHyecku u Maono.
MoTpsiceHHbIN pasaupalowmnm Ayly BUAOM 3TOW IOHOM YeTbl TeHel, JlaHTe Npu3biBaeT ux U
NPOCUT NoBeAaTb, 3a KaKoe NpPecTynjieHne OHU NMOABEPI/IUCb CTO/Ib YHKAaCHOMY HaKa3aHHMIo.
TeHb PpaHuyecKW, 061MBaACH cre3aMu, pacCKasbiBaeT CBO MevyanbHyio ucTopuio. OHa
nobuna Maono, HO 6bina NPOTUB BONIM BblAaHa 3aMy 3a HEHaBUCTHOro 6pata cBOero Bo3-
nobneHHoro, rop6aToro, KPUBOro, pPeBHUBOIro TUpaHa PUMUHMU. Y3bl HACUIbCTBEHHOrO 6paKka
He CMOIM/IM UCTOPrHYyTb U3 cepaua PpaH4YeCKU HemxHylo cTpacTb K [Maono. OgHaxabl OHU
YyuTanu BmecTte pomaH o JlaHuenote. “Mbl 6bIIM OAHU, — paccKasbiBaeT PpaHyecka, —
W YyuTanM, HU4Yero He onacaAcb. He pas mbl 6negHenu, U CMyLiEHHblE B30pbl HalW BCTpe-
yanucb. Ho ogHO MrHoBeHue noryéuno Hac o6oux. Koraa, HakoHel, cyacTauBbinA JlaHuenor
CpbIBaeT nepsoe /1l060BHOE N063aHKe, TOT, C KOTOPbIM Ye Tenepb HAYTO He pasny4nuT MeHs,
NPUIbHYN ry6aMy K TpeneTHbIM ycTaMm MOMM, U KHWra, pacKpbiBllasa Ham BnepBble TaMHCTBA
no6BM, Bbinana u3 Hawux pyk!..” B aTo MrHoBeH1e HeoXUHAaHHO Boluen cynpyr dpaHyecKu
W yAApPOM KWUHMHana ymepteun ee U Maono. U, pacckasas 310, PpaHyecKa B 06bATHUAX CBOEro
[Maono cHoBa YHOCUTCA HEUCTOBLIM U AUKO MATYLLMUMCA BUXpeM. OXBayeHHbI 6€CKOHEeYHOM
Manoctblo, [laHTe M3HeMoraeT, JIMIIAeTCA YyBCTB U nagaet, Kak meptBbli (“Aa”. Moama
[MaHTe. MNMecHb V)».
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The symphonic poem Francesca da Rimini, written on the plot of the fifth
canto of Inferno from Dante’s Divine Comedy, seems to be the perfect representation of the
Italian myth in Russian music of the 1870s. Dramatic orchestral “whirlwinds of hell” surround
a lyrical complex of themes based on an operatic intonation vocabulary (ltalian in origin, we
should note in parentheses). There is nothing specifically Italian in the musical material but
the broad gestures with which the composer depicts inexorable fate and irresistible love refer
to romantic painting on Italian themes where everything is excessive: beautiful ruins and
terrible abysses, tender lovers and monstrous villains.

The manuscript of the Francesca da Rimini score Pyotr llyich supplied with a very
detailed (though completely dispensable, given the eloquence of the music itself) programme:

“Dante, accompanied by Virgil’s ghost, descends into the second circle of the infernal
abyss. Here the air is filled with groans, screams, and cries of despair. In the midst of the
Stygian gloom, a storm is raging. The infernal whirlwind rushes violently, carrying away in its
wild reel the souls of people whose minds in life were bedimmed by a love passion. Out of
the countless swirling human souls, Dante’s attention is especially attracted by two beautiful
ghosts of Francesca and Paolo flying embraced. Shocked by the heart-breaking sight of this
young couple of ghosts, Dante calls out to them and asks them for what crime they were
subjected to such a terrible punishment. Francesca’s ghost, drenched with tears, recounts
her doleful tale. She was in love with Paolo but against her will was forced to marry the
hateful brother of her beloved, the hunchbacked, crooked, jealous tyrant of Rimini. The bonds
of a forced marriage could not expel a tender passion for Paolo from Francesca’s heart. One
day, they were reading a novel about Lancelot together. ‘We were alone,’ says Francesca,
‘and we read without any fear. More than once we turned pale, and our ashamed eyes met.
But that one moment ruined us both. When, at last, the happy Lancelot tears off his first love
kiss, the one with whom nothing will separate me now, pressed his lips to my trembling lips,
and the book that revealed to us for the first time the mysteries of love fell out of our hands!..’
At that moment Francesca’s husband entered unexpectedly and stabbed her and Paolo to
death. And, having told this, Francesca, in the arms of her Paolo, is again snatched away by a
frantic and wildly restless whirlwind. Overwhelmed by infinite pity, Dante is exhausted, faints
and falls like a dead (Inferno. A poem by Dante. Canto V).”

27



22.06, 23.06
MUSICAETERNA: YANKOBCKWW

B Apyrux nporpammHbIX CUMMOHUYECKMX NPoU3BeAeHUAX YaMKOBCKUA HE UCMOJb-
30Ban CToNb NOAPOGHLIX NUTepaTypHbIX MOACHeHWH. Be3 «nubpeTTo» obownacb Aaxe
paHHAA yBepTiopa-thaHTasua « Pomeo U JLKyNbeTTa» — LeKCNMPOBCKUM CIOKET O
ABYX BNOGNEHHbIX U3 BepoHbl, 4OCTaBLUMMUCA MOMOAOMY, €Lle MOKOPHOMY YyHHM COBEeTam
romno3uTtopy ot Munua banakupeBa. BmecTte ¢ nporpammon banakupes npeanoxun Yau-
KOBCKOMY TeMaTHU4YeCKUIA U TOHaNIbHbIW NAaH My3blKanbHOro pa3BUTHUA. Ha npembepe B 1869
roZly OH ocTanca HeJOBOMIeH COYMHeHUeM, noTpe6oBan nepeaenarb yBepTiopy, YanKoBCKUA
NOKOPUJICA, HO BTOpas peAakuua BHOBb He yCTpouna crapluero toBapuuia. CosaaHHasA B
1880-m TpeTbA Bepcua «Pomeo U [HynbeTTbl» cTana OKoH4YaTeNnbHOW. EAMHCTBEHHOE, YTO
He noaBepranocb U3MeHeHUAM Ha npoTaxeHun 10 net paboTbl Haj YBEPTIOPOA, — MPOHUK-
HOBEHHaA Tema n6BU [HyNbeTTbl, 0 KOTOpoi PUMCKMn-KopcaKoB (He CAMLWIKOM LWweAapbii
Ha noxBasnbl CBOEMY YCMELHOMY CONepHUKY) nucan: « o yero BAoxHoBeHHa! Hakasa Heusb-
AICHAMaA KpacoTa, KaKas Xry4asa cTpacTb! 3To o4gHa U3 NYYLIUX TEM BCEM PYCCKOM MYy3bIKU!»
B nocneaHui roa, #mM3Hu YankoBCKMUIA NPUHANCA 3a co3aaHue onepbl « Pomeo v [xynbeTTan;
OT BCEro 3ambicna A0 Hac Aowen Ay3T, NOCTPOEeHHbIA UMEHHO Ha 3TON IMPUYECKON TeMe.

HakoHeu, cosgaHHoe B 1880 rogy UTaNbAHCKOE KanpHU4Y4YUO 0653aHO CBOUM
nosieNeHnem He «MUTanuU MeuTbl», @ IMYHLIM BneyatieHUAM YalMKOBCKOro OT PUMCKOro
KapHaBana: « CnaBsa 60ry, 3aKoH4YMW/ICA KapHaBan. B nocneaHuit AeHb 6e3ymue nepeLsio Bce
rpaHuubl. O6liee BneyaT/ieHWe OT KapHaBajia ANlA MeHA 6biL10 NpeHenpuATHeHrwWwuM. Bea
3Ta cymaTtoxa Bbl3Bana BO MHe YyBCTBa YrHETeHUA, YCTaNIOCTH U pasapareHua. Ho A He mor
He OLEeHUTb MCKPEHHel BEeCcenocTH, KOTOPYI MEeCTHOe HacesieHWe AEeMOHCTPUPYET B AHU
KapHaBana. 3ameTbTe, YTO A He BUAEN HUKOro, KTO noTepAn 6bl Haa cO60M KOHTPOb, XOTA
6bl oAuH pa3. Kak A yxe rosBopun U Bcerga 6yay roBopuTb, BO BCEM 3TOM YyBCTBYeTCA
Heob6bl4YaiHO A06PbLIM U MArKKMIA TeMNepamMeHT UTaNbAHLEBY.

UTanusa, npeacratowan B 3Tol 61ecTALEN OPKECTPOBOM Nbece, AaneKka oT 3THorpa-
(hUYHOCTH, XOTA HavyanbHbIA CUrHan Tpy6 YalKoBCKMI Cblwan U3 OKHa PUMCKOM FOCTUHULbI,
a o4Ha U3 TeM — NOAJIMHHbIN ropoAcKoi onbKaop, neceHKka Bella ragazza dalle trecce
bionde co cnoBamu «/lea He Xxo4eT, Mama He XOYeT, KaK Mbl 6yaemM 3aHUMaTbCA II060BbLIO? ».
KomnosuTtop nepepabatbiBan HaWAEHHblE TapaHTeN/bl, YacTYWKKU U CepeHaabl, COXpaHAsA
camble « BKYCHbIe» MX YepTbl U BMOJIHE OCO3HaBasA CYacCT/IUBYIO CyAb6by CBOEro COYMHEHUN:
«...y MEHSl ye rotoBa B NepBOW peAaKuuU UTaNbAHCKaA (haHTasuMA Ha HapoAHble TeMbl,
KOTOPOM, MHe KarKeTCA, MOMHO npeAcKasaTb po3oBoe Gyayuiee. OHa 6yaeT UMeTb 3dteKT
6naropaps HEKOTOPbIM O4apoBaTe/ibHbIM TemMaMm, KOTopble A 4acTUYHO Bblbpan U3 aHTo-
JIOrMiA, @ YaCTUYHO YCAbIWan Ha yauLax CBOMMH yLamMm».

9 mapta 1880 roga KomMnosuTop NOKUHyN Pum co cnoBamu: « Yesato U3 Puma ¢ oco-
3HaHWEM TOro, YTO 3TOT FOpoA, KOTOPbIM He YAOBNETBOPAET LIeJIMKOM MOWM NOTPeGHOCTAM,
obnanaet 0CO6EHHOCTbIO MOCTENEHHO MpUBA3bIBaTb K cebe nogen. A HauyuMHalO NMOHUMATb,
MoyYeMy MHOTHe, KTO MpHUesKaeT Cioda Ha KOPOTKOe BPEeMs, OCTaloTCA 34ech Ha Bcio Hu3tby. M

28



22.06, 23.06
MUSICAETERNA: TCHAIKOVSKY

In other programme symphonic works, Tchaikovsky did not provide such detailed lit-
erary explanations. Even the early fantasy overture Romeo and Juliet, a Shakespearean
plot about two lovers from Verona, which the young composer inherited from Mily Balakirev
while still submissive to the advice of others, managed without a “libretto”. Together with
the programme, Balakirev offered Tchaikovsky a thematic and tonal plan for musical devel-
opment. At the premiere in 1869, he was dissatisfied with the composition, demanded to
rewrite the overture, Tchaikovsky obeyed, but the second edition again dissatisfied the senior
composer. Created in 1880, the third version of Romeo and Juliet became the final one.
The only thing that has not been changed during the 10 years of work on the overture is the
heartfelt theme of Juliet’s love, about which Rimsky-Korsakov (not too generous in praising
his successful rival) wrote: “What an inspiration! What an inexplicable beauty, what a burning
passion! This is one of the best themes of all Russian music!” In the last year of his life,
Tchaikovsky embarked on creating the opera Romeo and Juliet; however, only a duet built on
this lyrical theme has reached us out of the whole concept.

Finally, the Capriccio Italien, created in 1880, owes its appearance not to the
“Italy of dreams” but to Tchaikovsky’s personal impressions of the Roman carnival: “Thank
God, the carnival is over. On the last day, the frenzy of the crowd exceeded everything that
can be imagined. The overall impression of the carnival for me was the most unpleasant. All
this turmoil caused me feelings of depression, fatigue, and irritation. But | couldn’t help but
appreciate the sincere gaiety that is manifested in the local people during the carnival. Note
that | have not seen anyone who has lost control of himself, at least once. As | have already
said and will always say, an unusually kind and gentle temperament of Italians permeates
all this.”

The image of ltaly in this brilliant orchestral piece is far from ethnographic, although
Tchaikovsky heard the initial trumpet signal from the window of a Roman hotel, and one of
the themes is authentic urban folklore, the song Bella ragazza dalle trecce bionde with the
words “Daddy does not want to, neither does mommy, how are we going to make love?”.
The composer processed the found tarantellas, folk rhymes, and serenades, preserving their
most “delicious” features and fully realising the happy fate of his composition: “...| already
have an Italian fantasy on folk themes ready in the first edition, which, it seems to me, can
expect a rosy future. It will produce an impact due to some charming themes that | partly
selected from anthologies, and partly heard on the streets with my own ears.”

On March 9, 1880, the composer left Rome with the words: “I am leaving Rome with
the realisation that this city, though it does not fully satisfy my needs, has the peculiarity of
gradually making people attached to it. | am beginning to understand why so many who come
here for a short time stay here forever.” |
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Teopop KypeHT3UC — ocHoBaTe/lb U XyAOMECTBEHHbIA PYKOBOAMTE/Ib OPKECTPa U Xopa
musicAeterna, rnaBHbiii Aupuiep CumdboHMYecKoro oprectpa HOro-3anagHoro paauo
lepmanun. Poaunca v Bbipoc B peuuu, rae Havyanocb ero MysblKasbHoe ob6pa3oBaHMe.
B 1994 roay npuexan yuuTbCcAa y nereHaapHoro npodeccopa CaHKT-NeTepbyprcKom rocyaap-
CTBEHHOM KoHcepBaTopun Unbn MycuHa. C 3TUX Nop ero *M3Hb TeCHO cBA3aHa ¢ Poccuen.
B 2004 roay ctan rnaBHbiM gupuepom HoBocMbMpCKoro Teatpa onepbl U 6aneTta, ocHoBan
opKecTp U xop musicAeterna. B 2006-m yyactBoBan B co3gaHuu MexayHapoaHoro gecTtu-
BaNiA-WKO/Mbl COBPEMEHHOro MUCKyccTBa « Tepputopua» (Mockea). B 2011-2019 rogax 6bin
XYAOMECTBEHHbIM pyKoBoauTenem TeaTpa onepbl U 6aneta B [epmu, Kyaa BMeCcTe C HUM
nepeexanu My3sblkaHTbl musicAeterna. C 2012-ro — XxyAoeCcTBeHHbI pykoBoauTenb Aaru-
nescKoro ¢ectuBansa B [Mepmu. B 2019 roay TBopuyecKom pe3angeHumeit Teogopa KypeHtauca
v musicAeterna ctan lom Paguo B CaHKT-lNeTepbypre. B KayecTBe AnpUKepa-noCcTaHOBLUUKA
COTPYAHMYAET C BeAyLWUMU perurccepamu mupa (Po6ept YuncoH, Pomeo Kactennyyuu, MNutep
Cennapc, Teogopoc Tep3onynoc U 4p.), KPYNHENLMMH ONEepPHbIMKA TeaTpamH, KOHLEPTHbIMU
3anamu U tectuBanamum EBponbl U Poccun. Teoaop HKypeHT3UC — AeBATUKpaTHbIA nay-
peaT POCCHMICHKOIM HaLMOHaNbHOM TeaTpaibHON NpeMun « 30/10Tan MacKar, laypear npemuu
KAIROS, KomaHaop opaeHa deHuKca (Mpeuunn) v KaBanep opaeHa JpyHo6bl.

Opkectp musicAeterna — oavH 13 cambix BOCTPe60BaHHbIX POCCUMCKUX KONIEKTUBOB,
NOCTOAHHO PacLUMPAIOWMWIKA FpaHULbl CBOMX TBOPYECKMUX BO3MOMHOCTEW B obnactu cra-
PUHHOM MY3bIKM B UCTOPUYECKU UHHOPMUPOBAHHOM UCMONHEHUHU, aKaAEMUYECKON KNaCCUKH
M coBpeMeHHOM My3bikh. OpKecTp ocHoBaH aupuikepom Teogopom HypeHT3aucom B 2004-m
B HoBocu6upcKe, ¢ 2011 no 2019 roa 6bi1 YacTbio Tpynnbl [lepMcKoro Teatpa onepbl U 6aneta.
C 2019 roga musicAeterna — He3aBUCHUMbIN HKOMNJIEKTUB CO CMOHCOPCHOM MOAAEPHHKOW.
Ero TBOpuYecKoi pe3uaeHumei ctan netepbyprckuii lom Paguo, rae no uHMumnatuse Teogopa
HKypeHT3uca co3aaH MeAUCLUNIMHAPHbINA KYNbTYPHbIN LEHTP, 06beAUHAIOLLUI TBOPYECKUe
M obpasoBaTe/ibHble NPOrpamMmmbl, aBTOPCKUE IKCNepUMeHTa/lbHble U UcCneaoBaTe/ibCKUe
NPOEeKTbl, KOTOPble OXBaTbIBAlOT pas/iMyHble 061aCTU COBPEMEHHOro Mckycctsa. OpKecTp
perynapHo ractponupyetr B Poccun n Espone, B 2019-2020 rogax cocTos/iMCb nepsbie
ractponv B CLUA 1 AnoHuu. YyacTByeT B TaKUX MeHAYHapPOAHbIX hecTUBansxX, Kak PypcKas
TpueHHane, Klarafestival B Bpioccene, dectuBanb B JKc-aH-MNpoBaHce, «JaruneB P. S.»
B CaHkT-lMetepbypre, Aarunesckuin hectuBanb B Mepmu. B 2017 roay musicAeterna crtan
nepBbiM POCCUMCKUM KOJIIEKTUBOM, KOTOPbIA OTKPbI OCHOBHYI nporpammy 3anbubypr-
ckoro tectuBana. OpKecTp U xop UcnonHuAM onepy «Mwunocepaue TuTa» B nocTaHOBKe
Mutepa Cennapca 1 ¢ Tex Nop CTajsy NOCTOAHHbIMK y4aCTHUKaMu ecTuBansa. BoinyweHHble
musicAeterna 1 Teogopom KypeHT3aucom Ha neinbne Sony Classical 3anMcu YaikoBcKoro,
Manepa, CtpaBuHcKoro, Mouapta 1 Ap. yAOCTOeHbl NPECTUHHbIX My3biKkanbHbix npemuid. i
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Teodor Currentzis is the founder and Artistic Director of the musicAeterna
Orchestra and Choir and Chief Conductor of the SWR Symphonieorchester Stuttgart.

He was born and raised in Greece, where he began his musical education. In 1994,
Currentzis entered the Rimsky-Korsakov St Petersburg State Conservatory to study under
the legendary professor llya Musin. Since then, his life has been closely connected with
Russia. In 2004, Currentzis became Chief Conductor of the Novosibirsk Opera and Ballet
Theatre where he founded the musicAeterna Orchestra and Choir. In 2006, he participated
in the creation of the International Festival-School of Contemporary Art “Territory” (Moscow).
From 2011 to 2019, he was Artistic Director of the Opera and Ballet Theatre in Perm, where
the musicians of musicAeterna moved with him. Since 2012, Currentzis has been Artistic
Director of the Diaghilev Festival in Perm. In 2019, Teodor Currentzis and musicAeterna
moved their creative residence to St Petersburg’s Dom Radio. As a music director and
conductor, Teodor Currentzis collaborates with the world’s leading stage directors (Robert
Wilson, Romeo Castellucci, Peter Sellars, Theodoros Terzopoulos, etc.), the major opera
houses, concert halls, and festivals in Europe and Russia. He has so far been awarded nine
Russia’s Golden Mask National Theatre Awards, he is the laureate of the KAIROS Award,
the Order of the Phoenix Commander (Greece) and the Order of Friendship Knight (Russia).

The musicAeterna Orchestra is one of the most sought-after Russian orchestras
constantly expanding the boundaries of its creative possibilities in the field of early music in
historically informed performance, academic classics, and contemporary music. 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 ensembile. Its creative residence is now located
at St Petersburg’s Dom Radio, where, on the initiative of Teodor Currentzis, an interdisci-
plinary cultural centre was created, combining creative and educational programmes, as
well as experimental and research projects covering various fields of contemporary art.
The orchestra regularly tours Russia and Europe; in 2019 and 2020, the first tours took
place in the USA and Japan. The orchestra participates in such international festivals as the
Ruhrtriennale, the Klarafestival in Brussels, the Festival d’Aix-en-Provence, the “Diaghilev
P.S.” festival in St Petersburg, and the Diaghilev Festival in Perm. In 2017, musicAeterna
became the first Russian music collective to open the main programme of the Salzburg
Festival. The orchestra and choir performed La clemenza di Tito staged by Peter Sellars
and have since become regular participants of the festival. The recordings of Tchaikovsky,
Mahler, Stravinsky, Mozart, and others, released by the musicAeterna Orchestra and Teodor
Currenzis on Sony Classical Records, have been awarded prestigious music prizes. [ |
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ZBO(/) &  YACTHAS| GUIAPMOHHSA « TPUYM®»
DARDEMAND | AapaemaHp, | « OneyaneHHbIW»
|_|—|_ nepgopmanc

Z 3 . 3 O TBop4YecHKoe 06beauHeHUe « Anud» /
TeaTpanbHasa nnowaaka MON (KasaHb)
/|8+ Xopeorpacd Mapcenb Hypues
Komnosutop dnbmup Husamos
TaHuoBwMK Hyp6ek Batynna
Pexuccep nmnposusaumm TydhaH UmamytauHoB
BoKan: Pyctam fiBaeB
CHpunKa: Aptem BensiHuH
AnbT: AMuTpuii Ynpkos
HKoHtpabac: Uropb 3aBaacKkui
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25.06
FR
25:50
18+

&  PRIVATE PHILHARMONIC TRIUMPH
DARDEMAND | AapaemaHpa, | The Saddened
performance

Alif Creative Association / MON Theatrical Venue
Choreographer Marcel Nureyev

Composer Elmir Nizamov

Dancer Nurbek Batulla

Improvisation director Tufan Imamutdinov
Vocals: Rustam Yavaev

Violin: Artyom Belyanin

Viola: Dmitry Chirkov

Double bass: Igor Zavadsky
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DIPAMEHA
ONEYAAEHHbBI

Ousvea Yeaposa

eptdopmaHc Dardemand — ato TaHUuoBLWMK Hyp6eK Bartynna, xopeorpad Mapcenb
HypueB, pemuccep TyhaH MmamytauHoB M KomnosuTop Inbmup Husamos:
©4MHOMbILWIeHHUKHK, KoTopble B 2017 rogy B Ka3saHu ocHOBanu TBOpYeCHKoe 06b-
eavHeHue « Anud». X nepBbiM NPOEKTOM CTan NAacTUHECKUI CNEKTaRIb «Onud»,
npuHecwuin Hyp6ery Batynne npemuio «3010TaA Macka» 3a UCMONHWUTE/IbCKOe MacTepCcTBO.
C tex nop bartynna v o6beauHeHne « Anud» ctanu cBoero poaa ambaccasopamMu TaTapCKoro
COBPEMEHHOro TaHua, KOTOpbIX 06paLLaeTca K TeMe HauuOHaIbHOM MAEHTUYHOCTH.

Ha ctbike TaHua, nepdopmaHca, hU3M4YecKoro teartpa, No33vM U My3blKU «Anuc»
uccneayeT CBA3b CBOEro HapoAa C POAHbIM A3bIKOM, a LWMpe — € UCTOpUENH U MUoM. XX BeK
y TaTtap O3HaMeHOBaJICA NepexoAoM OT apabCKOoM BA3U K KUPUIMLE U MOTeperd BO3MOK-
HOCTH FOBOPUTb C NpeAKamMMU Ha OAHOM A3biKe. B Kamaon noctaHoBKe o6beauHeHUe « Anund»
AOCTaeT yTpayeHHoe CNOBO M3 HeAp HauWOHaNbHOWM MamATM U BO3BpallaeT ero, UCnonb3ysA
A3bIK Tena U TaHua. Hanpumep, B cnektakne «Onud» Hypbek batynna nporaHuoBbIBaeT Ha
necke TaTapCKWMi andaBWT: U3 GYKB M €ro niacTMKU CHNaAblBaloTCA cnoBa WM dpasbl, emy
BTOPAT APEBHAA My3blka M BOKaj, HamnoMHEHHbIM ropeyblo NoTepsHHOW namATU. B pa6ote
sak-sok Hyp6eK BbIiCTynaeT eLue U B Ka4ecTBe pexuccepa, a A3blKk contemporary 3ameLueH Ha
6peikaaHce nNoa MepLarLWMii CBeT cTpobocKkona. XopoBaa opaTopua «Onyku» CoeauHseT
NATb CTUXOTBOPEHMI KNacCUKa TaTapcKoi noasuu Mabaynnbl Tykasa ¢ TaTapCKUMKU TPaAaULIMOH-
HbIMM KOJIbIGE/IbHbIMU NECHAAMU: O TParndeckom cyabbe A3blka 34eCb pacCKa3sbIBaloOT }KecTamu
noTepsiBLLUME C/IYX BbINYCKHUKK TeaTpasbHOW LWKOAbI « MHKIO3UOHY.

B ocHoBe Kpocc-kaHpoBoro nepgopmaHca Dardemand nexut noasvsa nNpoMmbilIeH-
HUKa py6eia XIX—XX BeKoB 3aKkupa PamueBa: nepcuackoe cnoso diardeméand, o3Havalowee
«onevaneHHblW», MeueHaT B3A1 cebe B KadecTse ncesgoHMma. B dhoKyce ero BHMMaHuUA 6bi1a
He 6naro3By4yHaA Kpacota pUdMbl, a NJOTHOCTb MbIC/IM U CMbICNOB. PUnocodckaa noasuA
PamveBa He MmMena 60NblUIOrO ycrnexa MpU ero XU3HW, HO CNYCTA BEK OKasanacb CO3BY4YHa
NnoToMKam.

MnacTuyecKoe pelueHWe nepdopmaHca CTPOMTCA BOKPYr uUmnpoBu3auuu HypbeKa
Batynnbl. Mo3asua Dardemand 3By4MT B UCNONHEHWU KOHTPaTeHopa Pyctama flBaeBa. CKpunKa,
anbT U KOHTpabac noaAepHUBalOT HEMCTOBbIM TaHeL, CONUCTa, COBHO MPOXOAALLEro o6paa
WMHULMALMK B NOMUCKAX AYXOBHOW CU/bl MPEAKOB. [ ]
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DARDEMAND
SADDENED

Olga Ugarova

erformance Didrdeménd is the brainchild of dancer Nurbek Batulla, choreographer

Marcel Nureyev, director Tufan Imamutdinov, and composer Elmir Nizamov — like-

minded people who founded the Alif Creative Association in Kazan in 2017. At the time,

their first project was a plastic performance of the same name: as a result, it won
Nurbek Batulla a Golden Mask for performing skills. Since then, Batulla and the Alif brand have
officially presented Tatar contemporary art and dance, which addresses the national identity and
the difficult fate of the native written language ground up in the dramas of the 20t century.

At the junction of dance, performance, physical theatre, poetry, and music, Alif explores
the connection of Tatar people with their native language, and more broadly with history and
myth. The 20" century, which marked the transition from Arabic script to Cyrillic script for the
Tatars, almost completely deprived them of the opportunity to speak with their ancestors. Now
they communicate with them through flesh and blood, through the body — a tool that allows them
to find support. For example, in the production 8lif Nurbek Batulla dances the Tatar alphabet
through on the sand: words and phrases are formed from letters and his plastics, ancient music
and vocals filled with the bitterness of lost memory echo his movements. In sak-sok, Nurbek also
acts as a director, and the language of contemporary dance is mixed with breakdancing in the
flickering of a strobe light. The choral oratorio Bllyki combines five poems by the Tatar poetry
classic Gabdulla Tukai with a Tatar lullabies: the tragic fate of the language is narrated here with
gestures of the graduates of the Theatre School for the Deaf Inclusion.

The cross-genre performance Ddrdeménd was based on the poetry of industrialist Zakir
Ramiev who lived in the late 19" and early 20" centuries — the Persian word “dardemand”,
meaning “saddened”, was taken by the philanthropist as a pen-name. His focus was not the
euphonious beauty of rhyme but the density of thought and meanings. Réamiev’s philosophical
poetry was supported neither then, nor later, but almost 100 years after his death they turned out
to be in tune with the descendants.

The plastic design of the performance is organised around the improvisation of Nurbek
Batulla. He explores the different qualities of movement in allusion to the poetry of Ddrdeménd
performed by countertenor Rustam Yavaev. It all starts with groping steps and pauses, and ends
with a frenzied dance, supported by the violin, viola, and double bass, while the dancer is passing
the initiation rite in search of the spiritual power of his ancestors. [ |
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O UEHHOC TV
Y MAHVISMA

Hypéex bamyaia, manyosujux

mnynbc K Dardeménd ucxoaun oT pemuccepa Hawero o6beauHeHUs « Anud»

TydaHa UmamytamMHoBa. Pa6otas ¢ TeMoi TaTapCKOM MAEHTHUYHOCTU U MOTepuU

NUCbMEHHOCTH, OH METOAUYHO OXBaTbIBAET CaMble BaHble U NOYTU 3abbiTble

ABneHusA. Hanpumep, Mbl ¢ HUM Aenanu nabopaToputo — noceALeHue « CKkasaHuto
o Wycyde» Kyn Manu; 3ty noamy Hauana Xlll BeKa MOMHO CUMTATb TaKUM e NaMSATHUKOM
ANA TaTapCKOM Ky/NbTypbl, Kak «BoMecTBeHHyl0 Komeauio» [laHTe — AnA €BpOnerCcKoM.
O6paTtutbea K urype [apameHaa Toxe 6b10 uaeen TydaHa. K coxkaneHuio Uam K cyacTbio,
HO coBpeMeHHaA TaTapcKanA Ky/lbTypa HaxoAUTCA B TOYKe, Korda Ham Hago NpoiTH 6a3oBble
BellM 3aHOBO, a NMOTOM Te, KTO MpWAET nocne Hac (A Hajelocb, TaKWe 6yayT), CMOryT
norpyarbca Brnybb Tembl. Ho cHavana mbl U3yqaem thyHAAMEHT, YaCTbio KOTOPOro ABAAETCA
v JapaveHa.

Moat 3akup PamueB, meLieHaT U 30/10TONPOMbILLIEHHUK, B3ABLUMK cebe NCeBAOHWUM
Japamvena, 6bl1 npeacTaBUTENnem Axaauvauvsama. Mpeonorn 3aTtoro ABUMEHUA BbICTynanu
B KoHuUe XIX — Hauyane XX BeKa 3a o6HOBNneHWe uUcnama B POCCMMCKOM UMnepun. UX KoH-
LenuuA coctoana B TOM, YTo6bl HanpaB1Tb B30op Ha EBpony, He TepAaa HU cBOero HauuoHanb-
HOr0 CaMOCO3HaHUA, HU CBOMUX KOpHeW. B noasuun [lapameHaa 3anoxeHa 31a uaea npocse-
LWeHUa U nporpecca. MmeHHO NoTomMy AN1A Hawero nepdopmaHca Mbl BepBble 06paTUIUCh He
K CTapMHHOWM HaLMUOHa/IbHOM MEeNoAUKE U PUTMY, @ K €BPOMNeCKOMY CTPOI My3bikU. B uenom
3TO OAWH M3 HalUKX METOAOB — MCKaTb cebs Yepes nofobHbIe KYNbTYPHble rM6pUabl.

B ocHoBe nnactuyeckoro A3bika B Ddrdemand — cTpyKTypUpoBaHHaA UMNPOBU3aLMA.
Bmecte ¢ xopeorpacdom Mapcenem HypreBbiM Mbl paboTaem ¢ KayeCTBaMu ABUKEHMA: NOPbI-
BUCTOCTbIO, MAFKOCTbIO, MECTKOCTbIO MK NNABHOCTbIO. KamAoMy KavyecTBy COOTBETCTBYET
OZHO U3 AEBATU CTUXOTBOPEHUI [lapameHAaa, KOTopbie Mbl BbiGpany U3 ero No3aHero nepuoaa,
NPOMNUTaHHOro obpasamMu HepTBeHHOCTU. Ho Ham 6bl10 BaHO paboTaTb C HUMMU HE TOJIbKO
B YUCTOM BUAE: B HOBOM ABUKEHUU Mbl COXPaHAEM Ka4yecTBO npeabiayliero, a B huHane Bce
KPacKH yxe cMellaHbl OKOHYaTe/IbHO. B HaleM TeKcTe Nosy4YMaoCh MHOFO pasHbIX CMbIC/IOB;
Mbl paccy*aaemM 34eCb B TOM YKC/1e O CBOEH UAEHTUYHOCTU, O LIEeHHOCTU NPOCBELLEHUA, ryma-
HU3Ma M YenoBeKa: 0 TOM, YTO BOSIHOBaNO JlapaMeHAa, a cedyac — Hac CammXx. [ |
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ON THE VALUE
OF HUMANISM

Nurbek Batulla, dancer

he impulse to create Didrdeménd came from the director of our association Alif —

Tufan Imamutdinov. Working with the topic of Tatar identity and the loss of written

language, he touches upon the most important and almost forgotten phenomena.

For example, he and | are made a laboratory dedicated to the Legend of Yusuf by Kul
Gali — this poem of the beginning of the 13® century can be considered the same monument
for Tatar culture as Dante’s Divine Comedy is for European culture. It was also Tufan’s idea
to turn to the figure of Dardeménd. For better or for worse, modern Tatar culture is at a point
where we need to go through the basic things anew, and then those who come after us —
| hope there will be such people — will be able to delve into the topic. But first we have to study
the foundation, of which Dardeméand is also a part.

The poet Zakir Ramiev, a philanthropist and gold miner who took the pen-name
Déardeméand, was a representative of Jadidism. The ideologists of this movement advocated the
renewal of Islam in the Russian Empire in the late 19* and early 20" centuries. Their concept
was to turn their gaze to Europe without losing either their national identity or their roots.
This idea of enlightenment and progress is embedded in the poetry of Ddrdeméand. That is why
it is for the first time that in our performance we turned to the European system of music, and
not to the ancient national melody and rhythm. In general, this is one of our methods — to look
for one’s identity through such cultural hybrids.

The basis of plastic language in Ddrdeménd is structured improvisation. Together with
choreographer Marcel Nureyev, we work with the qualities of movement: impetuosity, softness,
rigidity, or smoothness. Each quality corresponds to one of Dardeméand’s poems which we
have selected from his late period that is imbued with images of sacrifice. However, it was
important for us to work with these poems not only in their pure form: every new movement
retains the quality of the previous one, and in the final all the colours are completely mixed.
We ended up with many different meanings in our text: we are discussing here, among other
things, our identity, the value of enlightenment, humanism, and human — all those things that
Dardeméand was concerned with, and that now are of concern to us. [
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Hyp6ek Batynna — xopeorpad, pemuccep, TaHLOBLMK. BbinyckHWK KazaHcKoro xopeo-
rpacduy4ecKoro yumnuuia U PocCCUICKOro rocyAapCTBEHHOr0 MHCTUTYTa CLLIEHUYECKUX UCKYCCTB
(CanKT-Netep6ypr). Jlaypeat «3onotoir macku — 2018» B HoMUHauuu «MymcKaa ponb /
COBpEMEeHHbIii TaHeL 3a CMeKTakNb «Onud». Pe3anaeHT TeaTpanbHoit nnowaaku MON.

Mapcenb HypueB — TaHuoBWMK, xopeorpad. OKOHYMA TeaTpanbHbli thaKynbTeT KasaH-
CKOro rocyAapCcTBeHHOro YHMBepcUTeTa KynbTypbl U UCKyccTB. B 2005-2013 rogax pa6otan
apTMCTOM TeaTpa TaHua «Jlopora U3 ropoga», ¢ 2010 roaa — pyKoBoAUTe/Nb CTYAEHYECKOro
TeaTpa TaHuUa « be3 cnos». Xopeorpad 1 McnonHUTENb TaHLLeBaibHOro nepgopmaHca « 10P»,
OTMEYEHHOro B HECKOJIbKUX HOMUHALMUAX « 30/10TOM Mackn — 2023».

TycphaH UmamyTAUHOB — peunccep. OKOHUUN PEHRUCCEPCHUI (haKyNbTeT POCCUMCHKOro
MHCTUTYTa TeaTpanbHoro uckycctea — F'MTUC (Mocksa). Bbin npurnaweH ManuHoi Bonyek
B TeaTp « CoBpeMeHHWK», paboTan pexuccepom mMocKkoBcKoro Teatpa Hauuin. B 2014 roay
CTan rnaBHbIM pexuccepom KasaHCKoro rocyaapCTBeHHOro TeaTpa IoHOro 3putena. B HacTo-
Allee BpeMsA — [N1aBHbIW peruccep TaTapCKOro rocyaapCTBeHHOro TeaTpa ApamMbl U KOMEAWUH
uMm. Kapuma TuHYypUHa.

Anbmup HU3aMOB — nuaHuCT, KOMNo3uTop. OKOHYMA KOMMO3UTOPCKUM (haKynbTeT
1 acnupaHTypy KasaHcKoi rocyaapctBeHHoM KoHcepBaTtopuu UM. H. . uraHoBa. Pa6oTaeT
C HaLMUOHaNbHOW MY3bIKOW, ONEpPoOr U 3CTPaaon. [ |
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Nurbek Batulla is a choreographer, director, and dancer. He is a graduate of Kazan
Choreographic School and the Russian State Institute of Performing Arts in St Petersburg.
In 2018, Nurbek received the Golden Mask National Theatre Award in the category “Male role
/ Modern dance” for his performance Olif. Currently, he is a resident of the MON Theatrical
Venue.

Marcel Nureyev is a dancer and choreographer. He graduated from the Theatre Depart-
ment of the Kazan State University of Culture and Arts. From 2005 to 2013, Marcel was an
artist of the Dance Theatre The Road from the City, and since 2010, he has been the head
of the Student Dance Theatre Without Words. He is the choreographer and performer of the
dance performance DOR, awarded in several nominations with the Golden Mask 2023.

Tufan Imamutdinov is a director. He graduated from the Directing Department of the
Russian Institute of Theatre Arts (GITIS), was invited by Galina Volchek to Moscow’s Sovre-
mennik Theatre, served as a resident director of Moscow’s Theatre of Nations. In 2014, Tufan
was appointed Chief Director of the Kazan State Theatre of Young Spectators. Presently, he
is Chief Director of the Karim Tinchurin Tatar State Drama and Comedy Theatre.

Elmir Nizamov is a pianist and composer. He is a graduate of the Composition Department

and the postgraduate programme of the Zhiganov Kazan State Conservatoire. He works with
national music, opera, and pop music. [ |
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24 U(/) &  MEPMCKAA XYAOMECTBEHHASA MAJIEPES
XOP MUSICAETERNA
C B KOHYepm-sHuzma

0330 OYHble  KOHUEepTbl-3HUrMbl B [lepmcKo#

XyZAOKECTBEHHOW ranepee — ogHa U3 Tpaau-

/| 8 + uMn JaruneBcKoro tectMBansa, onpeaenaroLmx

ero atmocdepy. Mo Kynonom ranepeu, B OKpy-

HEHUMU TMEePMCKUX 60roB — YHMKa/bHbIX AepeBAHHbIX

CHY/IbNTYP — 3BYYUT My3blKa: KakaAd UMEHHO — CTaHo-

BUTCA M3BECTHO /IMLWb NOcC/ie 3aBepLUeHUA NporpamMmbl.

3a 310 Bpems nosympak B 3ane MnocTeneHHo ycTtynaer

MeCTO CBeTy, MU cpasy nocse KoHuepTa 3puTeau MOryT
BbIATU Ha 6eper Kambl, 4TO6bl BCTPETUTb BOCXOA,

Xop musicAeterna
XyanomecTBeHHbIA pyKoBoauTenb Teogop KypeHTauc
naBHbIM XopmencTep Butanuit MonoHCKUiA

op musicAeterna 6bin co3aaH Teogopom KypeHt3aucom B 2004-m B HoBocH6UpPCKe,

¢ 2011 no 2019 roa 6bin 4YacTbio Tpynnbl MepmMcKoro Teatpa onepbl U 6aneta.

C 2019 ropa — He3aBMCUMbIA KOJIJIEKTUB C TBOPYECKOW pe3unaeHuuein B [ome

aguo B CaHKt-lNeTepbypre. B peneprtyape coveTtaloTcA pyccKasa M 3anagHo-
eBponencKan cpesHeBEeKoOBasA My3blKa, LeAeBpbl 3NOXM 6apPOKKO, KNAacCUYeCKUH XOPOBOM
M onepHbli peneptyap, COMMHEHWUA COBPEMEHHbIX aBTOpPOB. XOp PEeryiAapHO COTpyaHU4aeT
C TaKUMKU aupuepamu, Kak AHapec MyctoHeH, Mon Ayrnac Xvunbep, BeHcaH [Aiomectp,
Padaanb MuwoH, AHapea MapKoH 1 aAp. B uicne naptHepoB xopa — (paHLYy3CKUI aHcambb
Le Poéme Harmonique v MHTepHauuoHanbHbii KamepHblit opkecTp Manepa. Konnektus
yyacTBoBa/sl B nocTaHoBKax peruccepoB [Mutepa Cennapca, Pob6epta YuncoHa, Pomeo
Kactennyyun. CneumnanbHo ana xopa musicAeterna 6binn HanuMcaHbl onepbl « Hocdhepaty»
Amutpua Kypnanackoro (2014), Tristia ®ununna 3pcaHa (2016), Cantos Anekcesa Ciomaka
(2016). B 2018-m crtan naypeatom memayHapoaHon npemun Opera Awards U pOCCUMCKUX
npemuit Casta Diva u «3onoraa macKkan. [ |
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24 . O 6 &= PERM STATE ART GALLERY

MUSICAETERNA CHOIR
SAT concert-enigma
03 . 3 O octurnal enigma concerts at the Perm Art Gallery
are one of the Diaghilev Festival traditions that
/|8+ define its atmosphere. Under the gallery dome

amidst Permian gods — the unique wooden
sculptures — music sounds: what kind of music it is
becomes known only after the programme has been
performed. In the meantime, the twilight in the hall
gradually gives way to light, and immediately after the
concert the audience can come out on the Kama River
bank to meet the dawn.

musicAeterna Choir
Artistic Director Teodor Currentzis
Chief Choirmaster Vitaly Polonsky

he musicAeterna Choir was founded by conductor Teodor Currentzis in 2004 in

Novosibirsk; from 2011 to 2019, it was part of the Perm Opera and Ballet Theatre

troupe. Since 2019, it has been an independent ensemble with a creative residence at

Dom Radio in St Petersburg. It’s repertoire includes Russian and Western European
medieval music, the Baroque era masterpieces, classical choral and opera repertoire,
and compositions by modern authors. The choir regularly collaborates with such guest
conductors as Andres Mustonen, Paul Douglas Hillier, Vincent Dumestre, Raphaél Pichon,
Andrea Marcon, and others. The choir's partners include the French ensemble Le Poéme
Harmonique and the international Mahler Chamber Orchestra. The musicAeterna Choir
took part in the productions directed by Peter Sellars, Robert Wilson, Romeo Castellucci.
The opera scores Nosferatu by Dmitri Kourliandski’s (2014), Tristia by Philippe Hersant
(2016), and Cantos by Alexey Sioumak (2016) were written on a special commission for
the musicAeterna Choir. In 2018, the collective won the International Opera Awards and the
Russian Casta Diva and Golden Mask awards. [ |

45




24.06

/5.06

15:00
16:00

17:00

26.06
27.06
/8.06
29.06
30.06

16:00
17:00
18:00

01.07
02.07

15:00
16:00

17:00

16+

@ NMEPMCKAA CYAOBEP®b
*  npembepa
«MNEPCE®OHA. 40»
ayduocneKmakap

Pexuccep EBrennnt ManeHuyeB
Apamatypr EKatepuHa ABrycteHsaK
XyaoxHUK AHactacuna byraesa
Homnosutop Py6eH AHTOHAH (ApMeHuUA)

yauocneKktaknb «llepcetoHa. o» — npeaBry-

LWeHWe rnaBHOro cobbITUA hecTMBansa, NpeMbepbl

cueHnyeckor Bepcun «[llepcedoHbl» U Cum-

toHnn ncanvoB Uropa CTpaBMHCKOro, KoTtopas
coctoutca 1 v 2 uions.

MpoeKT cTapTyeT ¢ Hayanom ecTuBansa U NPoOAAUTCA
AeBATb AHel. Perunccep EBreHnin ManeH4yeB 1 apamatypr
EKaTteprHa ABrycTeHAK OTNpaBAT Y4aCTHUKOB cCBoero site-
specific-npoeKTa Tyaa, Kyaa B 06bl4HOe BpeMs BXOJ, HeBO3-
MOMeH. AyauocneKTaknb 6yaeT npoxoauTb B 3aKaMcKe:
MepmcKan cyaoBeptb CTaHET MECTOM BnevaT/AtoLWero nyrte-
LIECTBUA B aHTUYHbIA MU®D O BEYHOM KPYroBOPOTE HWU3HMU
M CMepTH, ob6peTalolimMi HOBOE 3HayeHuWe B naHawadTte
CeroAHsALWHero AHA.

AyavocneKTakib OCHOBaH Ha 6ecefax, WHTepBbIO
M BocnoMuHaHuaXx Uropsa CTpaBUHCKOro, 0AHOro U3 Kpyn-
HeMWKUX KOMMNO3UTOpOoB XX BeKa, BO MHOroM onpenenuvB-
LIero ero «My3sbikanbHoe nuuo». Mogo6Ho IBmonny, usna-
ralouemy coaepkaHue mucda B menogpame «llepcedoHar,
rnaBHbIM repoem npoekta «[llepcedoHa. [o» cTaHeT cam
CtpaBUHCKUIA. BcTpeua ¢ iaruneBbiM, uaesa U UCTOPUA CO3-
AaHuna «MepcedoHbI», « TparMiyecKkoe B U3rHaHUU» U MHOTUEe
Apyrve TeMmbl NAryT B OCHOBY ayAUMOMWUCTEPUU, B KOTOPOM,
HEeCMoTpA Ha MHOPMaTUBHOCTDb, OLLYLLEeHUA ByayT BamHee
CNoB, a AWanor ¢ KOMMO3WTOPOM MpeBpaTUTCA B Auanor
C MUOM U NMPUPOAOH. [ |
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5} PERM SHIPYARD
* premiere

PERSEPHONE. BEFORE
audio performance

Director Evgeny Malenchev
Playwright Ekaterina Avgustenyak
Artist Anastasia Bugaeva
Composer Ruben Antonyan (Armenia)

udio performance Perséphone. Before is a curtain-

raiser of the main event of the festival, the pre-

miere of the stage version of Igor Stravinsky’s

Perséphone and Symphony of Psalms, which will
be performed on July 1 and 2.

The project starts with the opening of the festival
and will last nine days. Director Evgeny Malenchev and
playwright Ekaterina Avgustenyak will send the participants
of their site-specific project on a journey to places that are
normally closed to public. The audio performances will take
place in Zakamsk: the Perm Shipyard, will become the place
of an impressive journey into the ancient myth of the eternal
cycle of life and death, which takes on a new meaning in the
landscape of today.

The audio performance is based on conversations,
interviews, and memoirs of Igor Stravinsky, one of the
greatest composers of the 20* century, who largely defined
the “musical face” of his age. Like Eumolpus, who expounds
the content of the myth in the melodrama Perséphone,
the main character of the project Perséphone. Before will
be Stravinsky himself. His meeting with Diaghilev and their
quarrels, the idea and history of the creation of Perséphone,
“the tragic in exile”, and other vital issues will form the
basis of an audio mystery in which, despite its powerful
informativity, feelings will be more important than words, and
the dialogue with the composer will turn into a dialogue with
myth and nature. [ |
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KOMMEHTAP
< CTPABVIHCKOMY

Eszenuii Manenues, pescuccep

na 3putenen [arnneBcKoro tectuBanA Haw MNPOEKT CTaHeT CBOeo6pasHbiM
MHTPO K Mpembepe MNOoCTaHOBKU no CTpaBUHCKOMY B (UHane cectuBans,
HO 3TO He 3HauuT, YTO ero Hesb3A BOCMPUHUMATb aBTOHOMHO. MoMHO cKasaTb,
YTO ayAMOCNEKTaKNb — pPa3BePHYTbIA My3blKalbHbIA U  XYAOMECTBEHHbIN
KoMMeHTapuii K «MepcedoHe».

CTpaBMHCKUIK HebGaHaneH, UPOHUYEH U YMEH, CNIOKeH U MHOrOC/NI0eH, NPOTUBOPEYUB,
pauMoHaneH U 4yBCTBUTeNleH oaHoBpeMmeHHo. lpo 4To ero Mysbika cerogHsa? HKak ee
onpeaenutb? Kak ycnbiwartb? Mbl ULLeM BO3MOXKHOCTb NPOABUTL MePLAoLLY0 HeyIOBUMOCTb
CTpaBHUHCKOrO, B TOM YKC/ie C NOMOLLbIO HEOPAUHAPHOM CTPYKTYPbl ayAUOCNEKTaKAS.

B «MepcedoHe. [o», Kak U B npousBedeHnn CtpaBuHcKoro — uaa, AercTBylOT
paccKasuuk-3Bmonn, repouHs-MNepcedoHa U xop. Haw pacckasuMk — 3to Jloroc, a TaKe
cam CTpaBMHCKWH: ero UCTOPUSA, ero pasmbilLIeHUs, BOCNIOMUHAHUA O My3blKke U BPEMEHH,
B KOTOPOM OH KN U pa6otan. Ponb MepcedoHbl y CTpaBuHCKOro — Muaa ocobeHHasA: oHa
Haxo4uTCA U BHYTPU MUda, U Hag HUM. B Hawem cnyyae MepcedoHa — dup. 310 ToKe
CTpaBUHCKUIK, HO AOKYMeHTaNbHbIX. TOYHee CKasaTb, 3TO COXPaHMBLUMECA 3anuMCHh ero
ronoca, ero penjiMku U3BHe, KOTopble NPO3BYyYaT BHYTPU 3TOW UCTOPUWU. HaKoHel, «napTus»
Xopa MOCTPOeHa Ha TOM, YTO CBA3bIBa/0 KOMMO3WTOpPa C BHEWHUM MUPOM. ITO GbITOBOW,
My3blKa/bHblA, TeaTpasbHbli, COLMaNbHbIA KOHTEKCT: poauTenu, 6pat, PumcKuii-Kopcakos,
JAarunes u Aap.

TekcT EKaTepuHbl ABrycTeHsIk OpraHuM3oBaH KaK /IMGPeTTo, U K HeMy, Onupasacb
Ha naptutypy CTpaBWMHCKOro, KomnosuTop Py6eH AHTOHAH cO34aeT COGCTBEHHYIO MapTUTYPY.
Mopo6HO aBTOpaM OPUrMHaNBLHOFO NPOWM3BEAEHWA, Mbl COXPaHAEM MWCTEpPUasbHbI MOTHUB.
[lBe TbicAYM neT Hasaj wutend AduH Ha AeBATb AHEN BbIXOAWWU 3a Npeaenbl ropoaa, Y4Tobbl
CTaTb Yy4aCTHWUKaMKU 3NEBCUHCKMUX MUCTEPUA. PasymeeTcA, Mbl He 3aHUMaeMCA PEKOHCTPYKUUeN
06psAA0B NPOLWNOro, OA4HAKO XYAOMHUK AHactacua ByraeBa «COYMHAET» COGCTBEHHbIM puTyan,
npeanarad BblMTW 3a npegenbl LeHTpanbHOM 4YacTU [epMM M OKasaTbCA B ManoAO0CTYMHOM
NPOCTPaHCTBE, KOTOPOEe CMOCOGHO CaMo FOBOPUTb CO 3puTenem. Jlymaio, YTO MMEHHO BUAMMaA
4yacTb Halero NpoeKTa 06beAUHUT B rapMOHUYHOE LieNoe Bce HeBepbanu3yemble, HO ABCTBEHHO
oLlyllaemMble NeperMBaHUA OT BCTPEYM Ye0BEKa C MY3bIKOM U NPOCTPaHCTBOM MUda. [ |
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COMMENTARY
ON STRAVINSKY

Evgeny Malenchev, director

or the Diaghilev Festival audience, the project Perséphone. Before will serve as a
kind of intro to the premiere of the Stravinsky production in the festival’s final, but
this does not mean that it couldn’t be perceived as an autonomous work. We can
say that our project is a detailed musical and artistic commentary on Perséphone.

Stravinsky is nontrivial, ironic and intelligent, complex and layered, contradictory,
rational and sensitive at the same time. What does his music say to us today? How
could it be defined? How one can hear it? We are looking for an opportunity to highlight
Stravinsky’s flickering elusiveness, in particular through the extraordinary structure of the
audio performance.

In Perséphone. Before, as in the work of Stravinsky/Gide, the characters are narrator-
Eumolpus, the heroine-Perséphone, and the choir. In our production, narrator is the Logos
based on Stravinsky’s ideas: his story, his reflections on music, and the age he was living
and working in. The role of Perséphone in Stravinsky/Gide’s work is exceptional — she
is both inside the myth and above it. In our case, Persephone is the Ether. She is also
Stravinsky but presented documentarily. More precisely, we use surviving audio recordings
of his voice — his remarks from the outside, which will sound inside this story. Finally,
the “part” of the choir is based on what connected the composer with the outside world.
This is a household, musical, theatrical, social context — composer’s parents, his brother,
Rimsky-Korsakov, Diaghilev, and others.

Ekaterina Avgustenyak’s text is organised as a libretto, and, basing on Stravinsky’s
score, composer Ruben Antonyan has created his own score for the performance. Similarly
to the authors of the original work, we preserve the mystery motif. Two thousand years
ago, the inhabitants of Athens went outside the city for nine days to become participants
in the Eleusinian Mysteries. Of course, we do not attempt to reconstruct the rituals of the
past, however, the artist Anastasia Bugaeva “composes” a ritual of her own, offering the
spectators to go beyond the central part of Perm and find themselves in an inaccessible
space that is able to speak for itself. | think that it is the visual part of our project that will
unite into a harmonious whole all the non-verbalised but clearly felt experiences from one’s
encounter with the music and the space of myth. [ |
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EBreHun ManeH4yeB — pemuccep, CMeKTaknM KOTOPOro MAYT BO MHOMMX ropogax
Poccun M HeOAHOKpPaATHO BK/OYANIUCL B CMNUCOK CaMbiX 3aMeTHbIX pPaboT No MHEeHWIo
3KcneptoB PoccUiMCKOM HaLMOHaNbHOM TeaTpasbHOM NpeMun «30/10Tad MacKa», a TaKiKe
HOMHHUpoBanucb Ha npemuio Ceprea KypéxuHa. CoTpyaHW4aeT C Tpynnamu pasinyHbIX
TeaTpoB U C MHOrMMMU MU3BECTHbIMMU apTUcTaMu (HUKKTa KyRylwKUH, AneKcaHapa Pe6eHoK,
Makcum CyxaHoB 1 Ap.), co3aaBas site-specific-npoeKTbl, ayauonpomeHabl, ApamaTUyeckue
CMNeKTaKkAu 60/blior hopMbl U KamepHble NepthopMaHcChbl.

ExkaTtepyHa ABrycteHAK — gapamarypr. Mccneayetr nepdopmatuBHbie CBOMCTBA
A3bIKOB B MeMXAMUCLUNIUHAPHbIX pabotax. ®uHanmMcTka KoHKypca NOVA ART Contest 19.
MHorokpaTtHasa y4yacTHMua (dectmBana «JliobumoBKa», nabopatopui  «[llpaKTuKa
noctapamarypra», THEATRUM, «Metaapama», « KOOPERAuuAa. ART&SCIENCE», pe3auaeH-
umn «lMepeaenkuHo», «Ceoumu cnosamm» (tboHa V-A-C) u ap. MpaKkTUKyeT aKcrnepuMeH-
TaNnbHble METOAbI XyAOKECTBEHHOIO COTPYAHUYECTBA B pa3HbIX ropoAax CTpaHbl.

AHacTtacua byraeBa — xynomHuk. C 2021 roaa — rnaBHbIM XyAOKHUK TeaTpa uM. Moc-
coBeta. CoTpyaHuyana c Takumu TeaTpamu, Kak MXT um. YexoBa, «CoBpPeMEHHUK»,
Bonbwon Teatp Poccuum, Teatp umM. MaskoBckoro, TeaTp «Mactepckaa ®DomeHKO»,
Teatp um. BaxtaHroBa, Teatp Hauuin, PocCUICKUIN aKaaeMUYEeCKUM MONOAEHHbIA Tearp,
HoBocubupckui Teatp «Inobyc», MepmcKuii Teatp onepbl U 6aneta, HaunoHanbHbIN TeaTp
Toipry-Mypew (PymbiHMA), HauuoHanbHbit TeaTp M. YoKoHau ([Jeb6bpeueH, BeHrpus),
Arlekin Players Theatre (Huaem, CLUA) u ap. Yutana nexkuMd M nposBoguna macrep-
Knaccbl B Konneame MCKycctB, meaMa u ausaiiHa CeBepo-BocCTo4YHOro yHuBepcuTteTa
1 B My3bikanbHoMm Konneame Beprnu (BocToH).

Py6eH AHTOHAH — aKafleMMYeCKW KOMMO3UTOP, OKOHYMN OTAENEeHWE KOMMO3WULMM
EpeBaHCcKOM rocyaapctBeHHOM KoHcepBaTtopuu uM. Komurtaca, a B 2014-2016 ropax
o6y4yancsa B [ambyprcKkoi BbICLUEN LLUKOJIe MY3bIKK U TeaTpa. B 2019-2021 rogax Bo3rnasnan
MosiogeHHoe otaeneHue Cowsa KomnosuTopoB ApmeHun. B 2019-m ocHoBan Ensemble
Assonance, aupeKTopoM Kotoporo sasnsetca ¢ 2021 roga. [ |
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Evgeny Malenchev is a director, whose performances, running in many cities of Russia,
has repeatedly been included in the list of the most notable works according to the experts
of the Golden Mask National Theatre Award, and also nominated for the Sergey Kuryokhin
Award. He collaborates with regular troupes of various theatres and with many famous art-
ists (Nikita Kukushkin, Alexandra Rebyonok, Maxim Sukhanov, etc.), creating site-specific
projects, audio promenades, large-form dramatic performances and chamber performances.

Ekaterina Avgustenyak is a playwrite. She explores the performative capacities of lan-
guages in interdisciplinary works. She is the finalist of the NOVA ART Contest 19. Repeatedly
participated in the Lyubimovka Festival and such laboratories as “Practice of post-drama-
turgy”, “THEATRUM”, “Metadrama”, “CoOPERAtion. ART&SCIENCE”, and residences,
namely “Peredelkino”, “In Their Own Words” (V-A-C Foundation), etc. She applies in prac-
tice experimental methods of artistic cooperation in different cities of the country.

Anastasia Bugaeva is an artist. Since 2021, Anastasia has been Chief Set Designer of
the Mossovet Theatre. She collaborated with such theatres as the Moscow Art Theatre,
the Sovremennik, the Bolshoi Theatre of Russia, the Mayakovsky Theatre, the Pyotr Fomenko
Workshop Theatre, the Vakhtangov Theatre, the Theatre of Nations, the Russian Academic
Youth Theatre, the Novosibirsk Globe Theatre, the Perm Academic Opera and Ballet Theatre,
the National Theatre of Targu-Mures (Romania), the Csokonai National Theatre (Debrecen,
Hungary), Arlekin Players Theatre (Needham, USA), etc. She has lectured and conducted
masterclasses at the College of Arts, Media and Design of Northeastern University and at
Berklee College of Music (Boston).

Ruben Antonyan is an academic composer who graduated from the Composition Depart-
ment of the Yerevan Komitas State Conservatory (Armenia) and from 2014 to 2016 studied
at the Hamburg University of Music and Theatre. From 2019 to 2021, he was the head of the
Youth Branch of the Armenian Union of Composers. In 2019, Ruben founded the Ensemble
Assonance which he has been managing since 2021. [ |
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24 O 6 @ ABOPEL, KY/IbTYPbl UM. COJIAATOBA
BAPOKKO-TAJIA
CB Opkectp La Voce Strumentale
HueropoacKoro rocyaapcTBeHHOro aKagemMU4eckoro Teatpa
/|9 . O O onepbl U 6aneta um. A. C. MywHKnHa
Avpuep AmnTpuii CUHbKOBCKUI, rMaBHbIN AUPUKED
/|Z‘|‘ HuxeropoacKoro rocysapcTBeHHOro akagemMU4eckoro Teatpa
onepbl U 6aneta um. A. C. lMNylwKuHa

Conuctbl HueropoacKoro rocyAapcTBeHHOro akageMUYecKoro
TeaTpa onepbl U 6aneta um. A. C. lMNMyliKkKHa:
AmUTpuii CUHbKOBCKMIA, KOHTPaTEHOP
Auvnapa Uapucosa, conpaHo

fAHa [lbAakoBa, meuuo-conpaHo

Cepreit loauH, TeHOp

KoHctaHTuH CyyKoB, 6apMTOH

KpuctuHa TpaynbKo, CKpUMKa
HUropb Bo6oBUY, BUONIOHYENb
®depop CtporaHos, KnaBecuH



24 . O 6 @ SOLDATOV CULTURE PALACE
BAROQUE GALA
SAT La Voce Strumentale Orchestra of the
Nizhny Novgorod State Academic Opera and Ballet Theatre
19 . O U named after A.S. Pushkin
Conductor Dmitry Sinkovsky, Chief Conductor of the
/|Z‘|‘ Nizhny Novgorod State Academic Opera and Ballet Theatre
named after A.S. Pushkin

Soloists of the Nizhny Novgorod State Academic Opera and Ballet Theatre
named after A.S. Pushkin:

Dmitry Sinkovsky, countertenor

Dilyara Idrisova, soprano

Yana Dyakova, mezzo-soprano

Sergey Godin, tenor

Konstantin Suchkov, baritone

Kristina Traulko, violin
Igor Bobovich, cello
Fedor Stroganov, harpsichord
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| OTAENEHUE

leopr ®puapux enaennb (1685-1759)
VBepTiopa K opatopuu «Meccua», HWV 56 (1741)

Comfort ye, comfort ye my people («Ytewante Hapos Mon»),
apuA u3 opatopuu « Meccua»
Conuct Cepreit MloauH

Every valley shall be exalted («BcsKuiA aon Aa HaNnONHUTCAR),
apuvsa U3 opatopuu « Meccua»
Conuct Cepreit MloguH

But who may abide the day of His coming
(« W KTO BblAaepHUT AeHb npuwecTBua Ero»),
apua 13 opatopuu « Meccusa»

Conuct AmuTpuit CUHBKOBCKUIM

No, piu soffrir non voglio («Hert, 6onblle cTpagaTb He Xo4y»),
apusa Jlusaypbl U3 onepsbl « Anekcanap», HWV 21 (1726)
Conuctra Aunapa Uapucosa

AnTOHMO Kanbpapa (1670-1736)

Come raggio di sole («KaKk conHua ACHbIM Nyy»),

apua 13 onepbl «MNocToAHCTBO B N1106BU nobexaaet obmaH» (1710)
Conuct KoHctaHTHH CyuKoB

Pukkapao Bpocku (1698-1756)

Qual guerriero in campo armato («[Mogo6HO BoMHY Ha none 60xa»),
apuna [apusa ns onepbl « Uaacn» (1730)

Conuctra flHa [lbAKkoBa
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PART I

Georg Friedrich Handel (1685-1759)
Overture to the oratorio Messiah, HWV 56 (1741)

Comfort ye, comfort ye my people,
an aria from the oratorio Messiah
Soloist Sergey Godin

Every valley shall be exalted,
an aria from the oratorio Messiah
Soloist Sergey Godin

But who may abide the day of His coming,
an aria from the oratorio Messiah
Soloist Dmitry Sinkovsky

No, piu soffrir non voglio (No, | don’t want to suffer anymore),
Lisaura’s aria from the opera Alessandro, HWV 21 (1726)
Soloist Dilyara Idrisova

Antonio Caldara (1670-1736)

Come raggio di sole (See the sun’s clear rays),

an aria from the opera La costanza in amore vince I’inganno
(“Constancy in Love Triumphs over Wickedness”) (1710)
Soloist Konstantin Suchkov

Riccardo Brosci (1698-1756)

Qual guerriero in campo armato (Like a warrior armed in battle),
Darius’ aria from the opera Idaspe (1730)

Soloist Yana Dyakova
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AHTOHMO BuBanbau (1678-1741)

KOHUepT ANnA CKPUNKKU, OpraHa, CTPYHHbIX U 6aCCO KOHTUHYO
pe muHop, RV541

Allegro

Grave

Allegro

Conucrbi:

KpuctuHa TpaynbKo, CKpUMNKa

®epop CtporaHoB, KNaBeCUH U opraH

leopr ®puapux levaensb

Piangi pur («lMnayb, ecnu xo4yewb),

apua Apacna 13 onepbl «[MTonemei», HWV 25 (1728)
Conuct KoHctaHTuH CyyKoB

Ah! Think what ills («Ax, noaymaiite, Kakue 6eabl»),
apua Uonbl U3 opatopuun «lepakn», HWV 60 (1745)
Conuctka Aunapa Uapucosa

Where shall | fly? («Kyaa mHe nonetetb?»),
apusa [leAHUpbl U3 opaTtopuu «Fepakn»
Conuctia Ana AbAKoBa

Dove sei, amato bene? («[Ize Tbl, MOA BO3N1106NEHHAA?»),

apuAa beprtapuaa 13 onepbl « PogenuMHaa, Koponesa naHro6apaoB»,
HWYV 19 (1725)

Conuct AmuTtprit CUHBKOBCKHIM

Il OTAEJIEHUE

Neopr ®puapux levaennb

E un folle, & un vile affetto («Be3ymHas, npe3peHHas cTpacTb»),
apusa OpoHTe 13 onepbl « AnbumHa», HWV 34 (1735)

Conuct Ceprei MloauH

Credele al mio dolore («NoBepbTe MHe, YTO A cTpajatlo»),

apuA MopraHbl U3 onepbl « AbLUHa»
Conuctka Aunapa Uapucosa
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Antonio Vivaldi (1678-1741)

Concerto for violin, organ, strings, and basso continuo
in D minor, RV541

Allegro

Grave

Allegro

Soloists:

Kristina Traulko, violin

Fedor Stroganov, harpsichord and organ

Georg Friedrich Handel

Piangi pur (Cry if you want), Araspe’s aria from the opera
Tolomeo, re d’Egitto (“Ptolemy, King of Egypt”), HWV 25 (1728)
Soloist Konstantin Suchkov

Ah! Think what ills,
lole’s aria from the oratorio Hercules, HWV 60 (1745)
Soloist Dilyara Idrisova

Where shall I fly?,
Deyanira’s aria from the oratorio Hercules
Soloist Yana Dyakova

Dove sei, amato bene? (Where are you, my beloved?),
Bertarido’s aria from the opera Rodelinda, regina de’ Longobardi
(“Rodelinda, Queen of the Lombards”), HWV 19 (1725)

Soloist Dmitry Sinkovsky

PART Il

Georg Friedrich Handel

E un folle, é un vile affetto (Mad, despicable passion),
Oronte’s aria from the opera Alcina, HWV 34 (1735)
Soloist Sergey Godin

Credele al mio dolore (Believe me that | suffer),

Morgana’s aria from the opera Alcina
Soloist Dilyara Idrisova
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Un momento di contento (« MrHoBeHue cyactba»),
apua OpoHTe U3 onepbl « AlbLiUHA»
Conuct Ceprei MloauH

dpaHuyecko AypaHTte (1684-1755)

Vergin, tutt’amor («/leBa uicran, UCNOHEHHas JIl06BU»),

BoKanu3 N2 128 u3 c6opHUKa Solfeges d’ltalie (1772),

C TEKCTOM U 6acco KOHTUHYO ony6auKoBaH B Echos d’ltalie, vol. 6 (1874)
Conuct KoHcTaHTHMH CyyKoB

AxoBaHHu BatTucta Mepronesu (1710-1736)
Splenda per voi sereno («Cusao gna Bac 6e3mATEXHOY),
apua CabuHbl U3 onepbl « AapuaH B Cupuu», P.140 (1734)
Conuctra Aunapa UapucoBa

AHTOHWO BuBanbau

KoHuepT AN ABYX CKPUNOK, BUOJIOHYE/IU U CTPYHHbIX
pe MuHop, op. 3, N2 11 u3 c6opHMKa L’estro armonico
(«FapmoHUYecKoe BAOXHOBEHUEY),

RV 565 (1711)

Allegro

Adagio e spiccato

Allegro (fuga)

Largo e spiccato

Allegro

Conucrtbl:

KpuctuHa TpaynbKo, CKpynKa

Uropb Bo6oBHY, BUONOHYE/b

Armatae face et anguibus («O dypuu, aBuTechb K Ham!»),
apusa Baryca us opatopuu « Topxectytowas KOaubb», RV 644 (1716)
Conuctia AHa AbaxoBa

Se il cor guerriero («Ecnu TBoe BOMHCTBEHHOE cCepaue»),
apua Tuta 13 onepbl « TUT MaHnun», RV 778 (1719)
Conuct KoHctaHTHH Cy4ykoB

Agitata da due venti («[loHMmMa ABYMA BeTpamu»),
apua KoHcTaHubl U3 onepsbl « Mpusenbaa», RV 718 (1735)
Conuctia fAHa AbAKoBa
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Un momento di contento (A moment of happiness),
Oronte’s aria from the opera Alcina
Soloist Sergey Godin

Francesco Durante (1684-1755)

Vergin, tutt’amor (Virgin, full of love), vocalise No. 128

from the collection Solfeges d’ltalie (1772), with text and basso
continuo published in Echos d’ltalie, vol. 6 (1874)

Soloist Konstantin Suchkov

Giovanni Battista Pergolesi (1710-1736)

Splenda per voi sereno (I shine serenely for you), Sabina’s aria
from the opera Adriano in Siria (“Hadrian in Syria”), P.140 (1734)
Soloist Dilyara Idrisova

Antonio Vivaldi

Concerto for two violins, cello, and strings in D minor, op. 3, No. 11
from the collection L’estro armonico (“The Harmonic Inspiration”),
RV 565 (1711)

Allegro

Adagio e spiccato

Allegro (fuga)

Largo e spiccato

Allegro

Soloists:

Kristina Traulko, violin

Igor Bobovich, cello

Armatae face et anguibus (Armed with torches and serpents),
Vagaus’ aria from the oratorio Juditha triumphans
(“Triumphant Judith”), RV 644 (1716)

Soloist Yana Dyakova

Se il cor guerriero (If your warlike heart),
Tito’s aria from the opera Tito Manlio, RV 778 (1719)
Soloist Konstantin Suchkov

Agitata da due venti (Agitated by two winds),
Constanza’s aria from the opera Griselda, RV 718 (1735)
Soloist Yana Dyakova
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5APOK KO-
A A
TA/A

Anmon Céemauunblii

apoOKKo-rasia» He MbiTaeTCA OXBaTUTb B OAHOM Beyepe NosyTopaBeKoBYyIO
anoxy uenuvkom. NMporpamma KoHuepTta npeanaraetT HaMm OAMH, HO KpailHe
BarKHbIM paKypcC: B3rNS4 Ha WUTaNbSAHCKYIO BETBb BbICOKOrO 6apOKKO M
Ha ABa rnaBHbIX €e AOCTUHEHUs — onepy-cepyua U UHCTPYMEHTaNbHbIM
KOHLIePTHbIM CTU/b.

Onepa, nnm melodramma seria, 6b11a UCKYCCTBOM Ha3WAaTe/IbHbIM, BO3BbILLEHHbIM U
HeCToKUM. B ee cloreTax AeMCTBOBaNU NpaBUTENU, 6OrU U repou, 1to60Bb KOHIMKTOBaNa ¢
YecTblo U AoNroM, a Ao6poaeTeNb Bceraa Bo3Harpaxaanacb. B nepsoit nonosuHe XVl BeKa
TaKkue onepbl cTaBUAUCb No Bcen EBpone, ot JloHaoHa Ao JluccaboHa v lMetepbypra, —
NOYTU UCKJIIOYUTENIbHO ANIA pas3B/ieYeHUs Y3KOro Kpyra BbICLUIMX apUcToKkpaTtoB. MoHapxu
COpEeBHOBAaJIMCb APYr C APYroM B 60raTcTBe M POCKOLLM TeaTpasibHbIX MOCTaHOBOK. 3Be3AHble
neBubl — HKacTpaTbl U NPUMaZOHHbl — 3apabaTbiBajiM KaK HbIHELWHWEe FOMUBYACKUE
aKTepbl, a NPOCTONIOAMUHBI, YbUMK Hanoramu, TPYAOM WU MHOrAA KPOBbLIO OMlavyuBanochb Bce
3TO BE/IMKONENUE, CNy4anochb, NOKONa4YMBanm U3BECTHbIX apTUCTOB, BCTPETUB UX Ha yauue.

BupTyosbl noacrterMBanyM KOMMNO3MTOPOB NUcCaTb My3biKy, Bce 60n1€e WU30LWPEHHYI0
TEXHUYECKU; B HEKOTOPbIX apuAX BOKaJibHble KonopaTypbl HEe YCTYNAT B CJIOMHOCTH
HEUCTOBbIM 3BYKOBbIM KacKagam CKpUMNU4HbIX naptuid. OT neBuUoB BA06aBOK Tpe6oBanochb
yMeHWe UMNPOBU3UPOBaTb. U3SMEHUTb MeNoauio NpU NOBTOPEHWUH, 6NECHYTb B KaAeHUUAX —
BCe 3TO 6bUI0 U ocTaeTcA 06pasLoM BOKaNbHOW [061€CTU U OAHUM M3 FMaBHbIX CIOMETOB
Ana cnywartena 6apo4yHoi My3biKKM. ConucT B onepe 6bi1 06513aH NOKa3aTb LUMPOKUIA CMEKTP
3MOLMH, ANA HEro KOMMNO3UTOP NPeAOCTaBNAN EMY AOTHKHOE KOIMYECTBO apyi B pas/iMyHbIX
HaCTPOEHUAX: APOCTb, repouyecKui nadoc, N60BHAA JIMPUKA, CKOpPOb M JIMKOBaHUe.
B pesynbrate TpexyacTHble apuu da capo (No4TH BCe HOMEpa B KOHLepTe NPUHAANeaT K Ux
YUCANY) OKa3anMUChb rMaBHeENULLEN BOKaNbHOW (hopMOi CBOErO0 BPEMEHW; KOMMNO3UTOPbI YPOBHA
FeHpena unu CKapnaTTM CONMHWUIM KamAablii 60/1ee ThICAYU TaKUX apuii 3a Kapbepy.

60



24.06
BAROQUE GALA

BAROQUE
[TALY
GALA

Anton Svetlichny

he Baroque Gala does not attempt to cover the entire century and a half era in one
evening. The concert programme offers us just one but an extremely important
perspective: an insight into the Italian branch of the High Baroque and its two main
achievements — opera seria and instrumental concert style.

Opera, or melodramma seria, was a moralistic, sublime, and cruel art. In its plots,
there acted rulers, gods, and heroes, love conflicted with honour and duty, and virtue was
always rewarded. In the first half of the 18 century, such operas were staged all over Europe,
from London to Lisbon and St Petersburg — almost exclusively for the entertainment of a
narrow circle of the highest nobility. Monarchs competed with each other in the wealth and
luxury of their court theatrical productions. Star performers — singers, castrati and prima
donnas, earned as much as the Hollywood actors, and commoners, whose taxes, labour, and
sometimes blood paid for all this splendour, happened to beat famous artists when they met
them in the streets.

Virtuosos encouraged composers to write music that was increasingly sophisticated
technically; in some arias, vocal coloratura would not fall short of the frantic sound cascades
of violin parts in complexity. The singers also were required to be able to improvise. Changing
the melody when repeating it, showing off in cadences — all this was and still is a model of
vocal prowess and one of the main subjects for the listener of baroque music. The soloist in
the opera was obliged to show a wide range of emotions, for which the composer provided
him with a proper number of arias in various moods — fury, heroic pathos, love lyrics,
sorrow, and exhilaration. As a result, three-part arias da capo (almost all the numbers in
the concert are of this type) turned out to be the most important vocal form of the time;
composers of Handel’s or Scarlatti’s level created more than a thousand such arias each in
the course of their career.
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leHpenb — Hemeul, 66/blUYIO YaCTb U3HWU NPOBEALWI B AHIIMKM, — ABNAETCA TEM
He MeHee O4HMM U3 [MaBHbIX NPeACTaBUTENEN UTANIbAHCKOIO CTUIA U 3aKOHOMEPHO 3aHUMaeT
B Nporpamme Be4yepa LieHTpasibHOe MecTo. ApUU U3 ero onep HanuMcaHbl B TpUyMdanbHbIA
NIOHAOHCKUM nNepuoa, HKoraa B ChneKTaknAax Bosrnaensemon [leHgenem KoponeBcKoi
akagemMuu My3blKM neno cynepsse3gHoe Tpuo (Kactpat CeHe3nHo, ®PpaHyecKa HyuLoHM
u dayctnHa bopaoHH). X cMeHAIT apuKu U3 aHrNoA3bIYHbIX OPAaTOPUIA, HaNUCaHHbIX NO3Ke,
Korga uTanbAHCKanA onepa B AHMWMU BbilWw/a U3 MOAbl U Ha napy CToneTui 6biia npeaaHa
3a6seHuto. Ee cTunb M MeToAbl NPOAOHKUAN HUTb B HOBOM 06/MKe: B apuu [leaHupbl U3
opatopun «lepakn» leHaenb TpaHchopmupyeT dopmy da capo B ApaMaTUHECKYIO CLEHY
M NpeaBOCXULLAET CLieHbl cymacllecTBUA U3 onep 6enbKaHTo XIX BeKa.

Mepy AHTOHWO BuBanbau, Kpome apui, NpUHaANemaT TaKKe eAUHCTBEHHble
B MporpaMMe YMCTO MHCTPYMEHTasibHble COYMHEeHUA. Cpeau HUX KOHUEpPT U3 CO6OpPHMKA
L’estro armonico — BoO3MOHO, CamMOM BIUATENBHON KONNEKLUU UHCTPYMEHTaNIbHOM MYy3bIKH
B XVIIl Beke. A pAaAOM C HUMKU — apuM KOMMO3UTOPOB «BTOPOro pAAa», YbU COYMHEHUA
Ha camMOM Jefie HU4YYTb He cnabee NPOM3BEAEHWM YNOMAHYTbIX 3BE34: rapMOHUYeCKHUe
3KCNEPUMEHTbl He MeHee CMefbl, BOKaJibHble NapTUKU He MeHee roIoBO/IOMHbI, @ OPKeCTp
3BYYUT C TaKOW e JIMPUYECKOM WU THeBHOM cunor. UTanbAHCKaA My3bika npsama
M YyBCTBEHHA, OHa CONPOTUBAETCA AUCTAHLMPOBAHHOMY CyLUAHUIO U HEYMOIMMO BTArMBaeT
Hac B CBOI 3MOLMOHaNbHYI0 OpOUTY. BO3MOXKHO, 34eCb U CKPbIT CEKPET ee NonyisApHOCTH,
He ocnabeBatlien aaxe cernyac, 300 net cnycrs. [ |
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A German who spent most of his life in England, Handel was at the same time one
of the major representatives of the Italian style, and his works naturally occupy the central
place in the evening’s programme. Arias from his operas were written during the triumphant
London period, when a superstar trio — castrato Senesino, Francesca Cuzzoni, and Faustina
Bordoni — sang in the performances of the Royal Academy of Music headed by Handel.
These give way to arias from English-language oratorios written later, when Italian opera in
England went out of fashion and was cast into oblivion for a couple of centuries. Its style
and methods, however, continued to live in a new guise — in the aria of Deyanira from the
oratorio Hercules, Handel transforms the da capo form into a dramatic scene and anticipates
the scenes of madness from the bel canto operas of the 19 century.

Besides arias, the only purely instrumental compositions in the programme also
belong to Antonio Vivaldi. Among them there is a concert from the collection L’estro
armonico — perhaps the most influential collection of instrumental music in the 18" century.
And next to them there are the arias of the composers of “the second rate”, whose works,
in fact, are no weaker than the works of the mentioned stars: the harmonic experiments are
no less bold, the vocal parts are no less puzzling, and the orchestra sounds with the same
lyrical or wrathful force. Italian music is direct and sensual; it resists distanced listening and
irresistibly draws us into its emotional orbit. Perhaps this is where the secret of its popularity
is hidden, the popularity that is not ceasing even now, 300 years later. B
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AmuTpruin CHHLKOBCKUM — avpukep, ckpunad, KoHTpaTeHop. B 2011 rogy ocHosan
aHcamMbnb CTapuHHbIX MHCTpyMeHTOoB La Voce Strumentale. C 2022 roga — rnaBHbIA
avpuxep Hureropoackoro teatpa onepbl U 6aneta um. A. C. MywKnHa. OKOHYUN OpKe-
CcTpoBbIH tharynbTeT MOCKOBCKOM rocyaapcTBeHHOM KoHcepBaTopuu MMm. . K. YalKoBcKoro
M acnupaHTypy (akynbTeTa UCTOPUYECKOrO U COBPEMEHHOIO UCTOIHUTENbCKOIO MCKYCCTBA
KOHcepBaToOpUU. YUM/ICA XOPOBOMY AMPUMHUPOBaHWUIO B 3arpebckor MysbiKanbHOWM aKa-
AeMWU, 3aHMMaJICA ONepPHbIM U OPKECTPOBbIM AWPUKUPOBAHUEM NOA PYKOBOACTBOM yye-
Huubl Unbu Mycuna Cabpue BexkupoBoii B Tyny3e. Bpan ypoku Bokana y Maikna YaHca, AHbl
WUBaHunoson U Mapu [daBanyn. Jlaypeat MemxayHapoAHOro KOHKypca CTAapUHHOW MY3blKH
uM. BoHnNopTH, MemAayHapoaHbIX KOHKYpcoB UM. Bubepa, um. Tenemana, um. U. C. baxa,
Musica Antiqua B Bptorre. B 2012-2015 rogax pa6oTtan npurnawleHHbIM AUPUKEPOM U COMU-
ctom opKectpa Il Complesso Barocco. BbicTynaeTt ¢ aHcambnamu U opkectpamu Il Giardino
Armonico (MunaH), Accademia Bizantina (PaBeHHa), Concerto Koln (KénbH), B’Rock (FeHT),
Armonia Atenea (AdwuHbl), BapoyHbim opkecTpom «ApuoH» (MoHpeanb), ly6pOBHUKCKUM
cuMdoHUYecKum opKectpoM (XopBaTtusa), CeBWIbCKMM 6apoyHbiM opKecTpom, Hauuo-
HanbHbiM opkecTpoM McnaHuu, CUITACKUM CUMBOHUYECKUM OPKECTPOM, Xe/IbCUHKCKUM
6apoyYHbIM OPKeCTPOM. TeCHO COTPYAHHYAET C (hpaHLYy3CKMM N1eM610M 3BYKO3anucK naive.

Avnapa UapucoBa — conpaHo. C 2023 roga — conucTka Hueropoackoro TeaTpa
onepbl U 6aneta um. A. C. MNMywKnHa. OKoHYMna YdhuMcRyto akagemuio UCKyccTB M. 3. Ucma-
rMnoBa M acCUCTEHTYpPY-CTaxMUpOBKY MOCKOBCKOM rocyaapCTBEHHOM KOHCEepBaToOpUU
um. M. U. YaikoscKoro. Jlaypeat HauuoHanbHoi onepHoi npeMmun « OHernH» U Poccuincrom
HaUWOHaNbHOM TeaTpanbHOM npemuu «3onotaAa mMacka». C 2014 rogpa — conucTHa bal-
KUPCKOro rocyaapCTBEHHOro TeaTpa onepbl U 6aneta, yyacTHULLA MeXAYHapPOAHbIX ONepHbIX
NPOeKTOB aBCTPUMCHKOro areHtcTBa Parnassus Arts Productions. CotpygHuuyaeT ¢ Takumu
Ko/ineKTuBamMu, Kak Armonia Atenea, Il pomo d’oro, Les Accents, L’arte del mondo, Capella
Cracoviensis, Musica Viva, Pratum Integrum, Questa Musica, Camerata Vivaldiana, co 3Be3-
AaMU MUpPOBOM onepbl dHH XanneHbepr, PpaHko Paakonu, XyaHom CaHuyo, XaBbepom
Cab6aroiu, HOnuen JlexHeBow, JloypeHcom BpayHnu, Maiknom Cnaitepcom M ap. Yyactso-
Bajia B 3anMcu 6apoyHbIx onep « AapuaH B Cupumn», « FepmaHuKk B lepmaHuny», « CUrusmyHa,
Koposnb Monblwm» U « BeHeunaHcKaa ApmapKka» (Decca).
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Dmitry Sinkovsky is a conductor, violinist, and countertenor. In 2011, he founded the early
music ensemble La Voce Strumentale. Since 2022, he has been Chief Conductor of the
Nizhny Novgorod State Academic Opera and Ballet Theatre named after A.S. Pushkin.
Graduated from the Faculty of Orchestral Studies and completed his postgraduate studies at
the Faculty of Historical and Contemporary Performance of the Tchaikovsky Moscow State
Conservatory. He studied choral conducting at Zagreb’s Academy of Music, practised opera
and orchestral conducting under the guidance of llya Musin’s student Sabrie Bekirova in
Toulouse. Took vocal lessons from Michael Chance, Yana lvanilova, and Marie Daveluy.
Laureate of the Premio Bonporti, the International Biber Competition, the International
Telemann Competition, the International Johann Sebastian Bach Competition, and the
Musica Antiqua International Competition in Bruges. From 2012 to 2015, he worked as a
guest conductor and soloist of Il Complesso Barocco orchestra. Performs with the following
ensembles and orchestras: Il Giardino Armonico (Milan), Accademia Bizantina (Ravenna),
Concerto Koln (Cologne), B’'Rock (Ghent), Armonia Atenea (Athens), Arion Baroque Orchestra
(Montreal), Dubrovnik Symphony Orchestra (Croatia), Seville Baroque Orchestra, National
Orchestra of Spain, Seattle Symphony, and Helsinki Baroque Orchestra. Has cooperated
closely with the French record label naive.

Dilyara Idrisova is a soprano. Since 2023, Dilyara Idrisova has been a soloist of the Nizhny
Novgorod State Academic Opera and Ballet Theatre named after A.S. Pushkin. Graduated
from the Zagir Ismagilov Ufa State Academy of Arts and completed her postgraduate studies
at the Tchaikovsky Moscow State Conservatory. Laureate of the Onegin National Opera Award
and Russia’s Golden Mask National Theatre Award. Since 2014, she has been a soloist of the
Bashkir State Opera and Ballet Theatre and a participant in international opera projects of the
Austrian agency Parnassus Arts Productions. She collaborates with the following collectives:
Armonia Atenea, Il pomo d’oro, Les Accents, L’arte del mondo, Capella Cracoviensis, Musica
Viva, Pratum Integrum, Questa Musica, Camerata Vivaldiana. Has performed with such world
opera stars as Ann Hallenberg, Franco Fagioli, Juan Sancho, Xavier Sabata, Julia Lezhneva,
Lawrence Brownlee, Michael Spyres, and others. Has taken part in the recording of Baroque
operas Adriano in Siria, Germanico in Germania, Gismondo, ré di Polonia, and La fiera di
Venezia (Decca).
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AHa AbAaKoBa — wmeuuo-conpaHo. C 2022 roga — convucTka Humeropoackoro Teatpa
onepbl 1 6aneta um. A. C. MNMywKuHa. OKoHunna CamapcKylo rocylapCTBeHHYI0 akajemuio
KynbTypbl U UCRycCTB. JlaypeaT MemAyHapoAHbIX KOHKYpPCOB M HauuoHanbHOM onepHowm
npemun «OHeruH» (2022). VyactHuua V MexayHapoAHOro TeneBU3MOHHOIMO MPOEKTa
«Bonbliaa onepa» Ha KaHane «Poccua-Hynbrypa» (2017). YuactBoBana B XXVIII Memxay-
HapoaHoM onepHom ¢ectuBane um. M. AI. Muxaiinosa (Ye6oKcapbl), thecTuBane 6apo4yHoi
My3bikMu Barocco Nights (Mocksa) u ap. B 2020-2021 rogax npoxoauna CTaxMpOBHY B
Teatpe um. Mozeda Kastana Toina (Mnb3eHb, Yexusn). B 2020-m ae6loTMpoBana B MUNaH-
cKkom TeaTpe « CaH-Ba6una».

Cepren loanH — TeHop. C 2023 roga — conuct HukeropoacKoro Teatpa onepbl M 6aneta
um. A. C. MywKuHa. OKoHYMN PoccUCKYIO akaaeMuio My3bikKM UM. THecuHbix. C 2017 roga
6bin conuctom KamepHoro MysblKanbHoro Teatpa MM. B. A. Mokposckoro. C 2018 roaa
pa6otan B [epMcKom TeaTpe onepbl U 6aneTa, Bowen B cOCTaB Konnektusa musicAeterna.
[MocToAHHbIM yyacTHUK [aruneBckoro tdectuBana. CoTpyaHMYan ¢ TaKUMKU BblAalOLLMMUCA
My3blKaHTaMu U pemuccepamu, Kak Teogop KypeHTauc, BeHncaH Aiomectp, dununn Yues-
CKuin, Bnaaumup MuuuH, Bnagummnp ®epocees, Pobept YuncoH, Pomeo Kactennyyuu, Mutep
Cennapc, KoHctaHTuH BoromonoB, Mapat lMauanos..

KoHcTaHTUH Cy4yKOB — 6apuToH, conucT HueropoacKkoro Teatpa onepbl U 6anerta
um. A. C. MNMywKunHa. OKoHYMN MOCKOBCRYI0 rocyaapCTBEHHY0 KOHcepBaTopuio um. . U. Yaii-
KOBCKOIO U €€ acCCUCTEeHTYpY-CTaXMpOBHKY. JlaypeaT MemAyHapOAHbIX KOHKYPCOB lanuHbl
BuwHeBcKon, um. b. T. LUtokonosa, Pianovoce, Ill BcepocCUIACKOro My3blKanbHOrO KOH-
Kypca U MH. Ap. TpexKkpaTHbli HOMUHAHT Ha POCCUICKYIO HauMOHaNbHYK TeaTpabHyl
npemuio «3onotaAd macKa». B 2015-2016 roaax — apTUCT MO/IOAEHKHOM OMEepHOM Mpo-
rpammbl Bonbluoro Teatpa Poccun. C 2016-ro — npurnawleHHbli conuct bonblioro Teatpa.
C 2017-ro — conuct lNepmcKoro Teatpa onepbl U 6aneta. B 2019-2021 rogax — conuct
MocKoBcKoro Teatpa « HoBasa onepa» um. E. B. Kono6osa.

KpuctuHa Tpay/bKO — cKpunauka, anbTMcTKa. OKoHuuna MOCKOBCKylo rocyaap-
CTBEHHYI0 KOHcepBaTopuio UM. 1. U. YaikoBcKoro. JlaypeaT BCEPOCCUMCKUX U MemAayHa-
poaHbIX KoHKypcoB. C 2013 roga pa6ortana B aHcaMbnAX CONUCTOB « AKaZeMUsa CTapuHHOM
My3blku» U Opus Posth, B aHcambne crapuHHoi My3blKM « Magpuran». C 2016-ro — oaHa
M3 OCHOBHbIX y4acTHUKOB 6apo4yHoro aHcambnsa La Voce Strumentale, ¢ 2022-ro — HoH-
uepTmeicTep opkectpa La Voce Strumentale Huxeropoackoro teatpa onepbl U 6aneta
um. A. C. MywknHa. B 2019-2021 rogax pabotana B POCCMIMCKOM HaLMOHaNbHOM MOJIO-
AEHHOM CUM(MOHUYECKOM OpKecTpe.
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Yana Dyakova is a mezzo-soprano. Since 2022, Yana Dyakova has been a soloist of the
Nizhny Novgorod State Academic Opera and Ballet Theatre named after A.S. Pushkin.
Graduated from the Samara State Academy of Culture and Arts. Laureate of international
competitions and the 2022 Onegin National Opera Award. Participated in the 5" International
Television Project “Big Opera” on the Russia-Culture channel (2017), the 28" Mikhailov
International Opera Festival (Cheboksary), the Baroque Music Festival Barocco Nights
(Moscow), and others. In 2020-2021, she completed an internship at the Josef Kajetan Tyl
Theatre (Plzen, Czech Republic). In 2020, she made her debut at the San Babila Theatre in
Milan.

Sergey Godin is a tenor. Since 2023, he has been a soloist of the Nizhny Novgorod State
Academic Opera and Ballet Theatre named after A.S. Pushkin. Graduated from the Gnesins
Russian Academy of Music. Since 2017, he has been a soloist of the Pokrovsky Chamber
Music Theatre. Since 2018, he has worked at the Perm Opera and Ballet Theatre and joined
the musicAeterna collective. Regularly participates in the Diaghilev Festival. Has collaborated
with such outstanding musicians and directors as Teodor Currentzis, Vincent Dumestre,
Philipp Chizhevsky, Vladimir Minin, Vladimir Fedoseyev, Robert Wilson, Romeo Castellucci,
Peter Sellars, Konstantin Bogomolov, Marat Gatsalov.

Konstantin Suchkov is a baritone, the soloist of the Nizhny Novgorod State Academic
Opera and Ballet Theatre named after A.S. Pushkin. Graduated from the Tchaikovsky Moscow
State Conservatory and completed its graduate teaching internship programme. Laureate
of the Galina Vishnevskaya International Opera Singers’ Competition, the International
B.T. Shtokolov Vocal Competition, Pianovoce, the 3™ All-Russian Music Competition, and
many others. Has been three times nominated for Russia’s Golden Mask National Theatre
Award. From 2015 to 2016, he worked as an artist of the Bolshoi Theatre of Russia’s Young
Artists Opera Programme. Since 2016, he has been a guest soloist of the Bolshoi Theatre.
Since 2017, Konstantin Suchkov has been a soloist of the Perm Opera and Ballet Theatre.
From 2019 to 2021, he performed as a soloist of the Kolobov Novaya Opera Theatre of Moscow.

Kristina Traulko is a violin and viola player. Graduated from the Tchaikovsky Moscow
State Conservatory. Laureate of All-Russian and international competitions. Since 2013, she
has worked in the ensembles of soloists Early Music Academy and Opus Posth and in the
early music ensemble Madrigal. Since 2016, Kristina Traulko has been one of the principal
members of La Voce Strumentale Ensemble; since 2022, she has been a concertmaster of
La Voce Strumentale Orchestra of the Nizhny Novgorod State Academic Opera and Ballet
Theatre named after A.S. Pushkin. From 2019 to 2021, she worked in the Russian National
Youth Symphony Orchestra.
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Uropb B0o60BHUY — BHOoNoOHYeNUCT. OKOHUMN MOCKOBCKYIO rOCYAapCTBEHHYIO KOH-
cepBatoputo uMm. M. U. YaikoBcKoro. B 2000-2006 rogax obydancA B laHHOBepcHoM
BbICLUEX LUKONE My3blKM M TeaTpa. JlaypeaT MemAyHaApOAHbIX KOHKypcoB. B 2008-2011
rogax pa6otan B locysapCTBEHHOM aKageMUYeCKOM CUMbOHU4YecKoMm opKecTpe Poccuu
um. E. @. CeetnaHoBa. B 2011-2019 rogax 6bln KOHLEPTMeNCTEPOM FpynMnbl BUOJOHYENEN
opKectpa musicAeterna. YuyacteoBan B npoeKrax Concerto Koln, Le Poéme Harmonique,
Ensemble 1700. C 2018-ro npenoaaet B MocKoBcKoi KoHcepBaTopuu. C 2020-ro obyyaeTcs
Ha Kadeape onepHo-cMMMOHUYECKOro AupuxUpoBaHUA CaHKT-[leTepbyprckoi rocyaap-
CTBEHHOM KoHcepBaTopuu uM. H. A. Pumcroro-HopcakoBa. C 2022 roaga — KOHLepTMeu-
cTep rpynnbl BUONOHYeNnen opKectpa La Voce Strumentale HueropoacKoro teatpa onepbl
u 6aneta um. A. C. MNywkKuHa.

®depop CTPOraHOB — OpPraHWUCT, KAaBECUHWCT, NMUaHWUCT, KOMMO3UTOP, NpenojasaTenb
MocKoBCcKo# rocyaapcTBeHHoOM KoHcepBaTtopuu uM. . U. YaiKoBcKoro, uyneH Coto3a Komno-
3utopoB Poccuu. CoTpyaHU4aeT ¢ BeayWwUMU My3blKaHTaMU U TBOPYECKUMU KOJIIEKTUBAMM,
AaeT cofibHble KOHLepTbl B Poccuu U 3a py6erom, pyKOBOAUT XOPOM B MOCKOBCKOM Xpame.

OpkecTtp La Voce Strumentale Hueropoackoro Teatpa onepbi 1 6aneta um. A. C. Myw-
KWMHa co3zaH B mapte 2022 roga. 310 oAMH U3 cambliX NPOGECCUOHaNbHbIX, MONOAbIX
M 6bICTPOPa3BUBAIOLLMXCA My3blKaJIbHbIX KO/UIEKTUBOB Poccuu. B coctaB opKecTpa BOLIU
MOJiIoAble apTUCTbl C OMbITOM pPaboTbl B BEAYLUMX POCCUUCKUX OPKECTpax U My3biKalbHbIX
TeaTpax. MHorMe U3 HUX — WM3BECTHble COJIUCTbI, JlaypeaTbl MeXAYHapOAHbIX KOHKYPCOB.
KonneKktus yyactBoBan B TXOHHLEHCKOM MexAYHapOAHOM My3blKanbHoM tecTtuBane (OxHas
Kopes), KpeweHckom thectuBane B MocKBe, hectuBane «JHM NYLUKUHCKOM NO33UU U pyC-
CKOWM KynbTypbi» B MuxainoBckoM, CaHKT-INeTepbyprckom mexayHapoAHOM 3KOHOMUYECKOM
¢opyve, MexayHapoaHom dectuBane UCKyccTB « CTpenka» B HuxHem HoBropoae, Mexay-
HapoaHom thecTuBane UckyccTB «LLloctakoBuy. XX BeK» B Camape U ToNbATTH, BbiCTynan
B KoHueptHom 3ane um. M. U. YainkoBckoro, MOCKOBCKOM KOHLLEPTHOM 3ane «3apagbe»,
BepnvHcKon thMnapMoHUM. |
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Igor Bobovich is a cellist. Graduated from the Tchaikovsky Moscow State Conservatory.
From 2000 to 2006, he studied at the Hanover University of Music, Drama and Media. Laureate
of international competitions. From 2008 to 2011, he worked at the State Academic Symphony
Orchestra of Russia “Evgeny Svetlanov”. From 2011 to 2019, he was the concertmaster of
the cello group of the musicAeterna Orchestra. Took part in the projects Concerto Kélin,
Le Poéme Harmonique, and Ensemble 1700. Since 2018, he has been teaching at the Moscow
Conservatory. Since 2020, he has been studying at the Department of Opera and Symphony
Conducting of the Rimsky-Korsakov St Petersburg State Conservatory. Since 2022, Igor
Bobovich has been the concertmaster of the cello group of La Voce Strumentale Orchestra
of the Nizhny Novgorod State Academic Opera and Ballet Theatre named after A.S. Pushkin.

Fedor Stroganov is an organist, harpsichordist, pianist, and composer who is teaching at
the Tchaikovsky Moscow State Conservatory. Member of the Union of Russian Composers.
He collaborates with leading musicians and creative collectives, gives solo concerts in
Russia and abroad, and conducts the choir in a Moscow church.

La Voce Strumentale Orchestra of the Nizhny Novgorod State Academic Opera and
Ballet Theatre named after A.S. Pushkin was created in March 2022. This is one of the most
professional, young, and rapidly developing musical collectives in Russia. The orchestra
consists of young musicians with experience in leading Russian orchestras and musical
theatres. Many of them are famous soloists and laureates of international competitions.
The collective has participated in the Tongyeong International Music Festival (South
Korea), the Epiphany Festival in Moscow, the festival “Days of Pushkin Poetry and Russian
Culture” in Mikhaylovskoye, the St Petersburg International Economic Forum, the Strelka
International Art Festival in Nizhny Novgorod, the International Art Festival “Shostakovich.
The 20" Century” in Samara and Tolyatti, and performed at the Tchaikovsky Concert Hall,
the Moscow Concert Hall Zaryadye, the Philharmonie Berlin. [ |
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& OPTFAHHbIX 3A/1 MEPMCKOW ®UIAPMOHWUU
COME AGAIN... SWEET LOVE |
«Mpuaun BHOBbLb... cnaavyanwasn ai060Bb»
KamepuvLil KoHYyepm

BoKanbHbI aHcam6sb musicAeterna4:
EneHa Moagkacuk, conpaHo

Enena lNypyeHKo, conpaHo

Enena LectakoBa, meuLuo-conpaHo
AHactacuna l'ynaeBa, KOHTPaNbTO

Moproc Kanyauc (Tpeuus), KnaccuuecKkas KpUTCKas nupa
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&  PERM PHILHARMONIC ORGAN CONCERT HALL
COME AGAIN... SWEET LOVE
chamber concert

musicAeterna4 Vocal Ensemble:
Elena Podkasik, soprano

Elena Gurchenko, soprano

Elena Shestakova, mezzo-soprano
Anastasiya Gulyaeva, contralto

Yiorgos Kaloudis (Greece), classical Cretan lyra




24.06
COME ACAIN... SWEET LOVE

Kyrie Eleison. Xunbaerapga buHreHckana (1098-1179)
O Virtus Sapientiae. Xunbaerapaa buHreHcKas,
apaHXUpoBKa ANA aHcambna a cappella Yepun JIuHH Xenm (p. 1957)

Belial vocatur, moteT. AHoHUM. Codex Las Huelgas (Mcnanua, XIII-XIV Beka)

Stella splendens, Bupene. AHoHuMm. Ell Llibre Vermell
de Montserrat (Katanonusa, XII-XIV Beka)

Quand je bois du vin clairet, TypanoH (TaHeL). AHOHWM.

C6opHuUK Mbepa ATTeHbAHa 9 basses dances, 2 branles,

25 Pavennes, avec 15 Gaillardes (IMapu:k, 1530)

Pastyme with Good Companye, 6annaaa. leHpux VIl 1491-1547)
Greensleeves, HapoaHana 6annaaa (JloHaoH, 1580-1584)

Belle qui tiens ma vie, naBaHa Ha 4eTblpe ronoca. TyaHo Ap6o (1520-1595)

Quant en moy / Amour et biauté parfaite / Amara valde,
M30pUTMHYECKUM MoTeT. MMnbom ge Mawo (oK. 1300 — 1377)

Come Again, Sweet Love Doth Now Invite, necHs.
AxoH OdoyneHa (1562/63-1625)

Célébrons sans cesse, kaHoH. Opnanao au Jlacco (oK. 1532 — 1594)

Plus belle que flor est / Quant revient / L’autrier joer / Flos filius eius,
moteT. AHoHuM. Codex Montpellier (PpaHumsa, Xlll Bex)

Je ne cuit pas, 6annaaa. lmnbom ae Matuo

Plus dure qu’un dyamant, 6annaaa. lmnbom ae Mawwo

Tant que vivray, waHcoH. KnoaeH ae Cepmuau (oK. 1490 — 1562)
If Ye Love Me, aHTtem. Tomac Tannuc (oK. 1505 — 1585)

lam nubes dissolvitur / lam novum sidus oritur, ABoMHOM MoOTeT.
AHoHuM. Codex Las Huelgas (Mcnanua, XIII-XIV Beka)

* B nporpaMmMme BO3MOHbl U3MEHEHUS.
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Kyrie Eleison. Hildegard von Bingen (1098-1179)
O Virtus Sapientiae. Hildegard von Bingen,

arranged for a cappella ensemble by Cheryl Lynn Helm (b. 1957)

Belial vocatur, a motet. Anonymous. Codex Las Huelgas
(Spain, 13"-14t centuries)

Stella splendens, a virelai. Anonymous. Ell Llibre Vermell
de Montserrat (Catalonia, 13t"—14* centuries)

Quand je bois du vin clairet, tourdion (dance). Anonymous.
Collection of Pierre Attaingnant 9 basses dances, 2 branles,
25 Pavennes, avec 15 Gaillardes (Paris, 1530)

Pastyme with Good Companye, a ballad. Henry VIl (1491-1547)
Greensleeves, a folk ballad (London, 1580-1584)

Belle qui tiens ma vie, a pavane for 4 voices. Thoinot Arbeau (1520-1595)

Quant en moy / Amour et biauté parfaite / Amara valde, an isorhythmic
motet. Guillaume de Machaut (ca. 1300 — 1377)

Come Again, Sweet Love Doth Now Invite, a song. John Dowland (1562/63-1625)
Célébrons sans cesse, a canon. Orlando di Lasso (ca. 1532 — 1594)

Plus belle que flor est / Quant revient / L’autrier joer / Flos filius eius,
a motet. Anonymous. Codex Montpellier (France, 13* century)

Je ne cuit pas, a ballad. Guillaume de Machaut

Plus dure qu’un dyamant, a ballad. Guillaume de Machaut

Tant que vivray, a chanson. Claudin de Sermisy (ca. 1490 — 1562)
If Ye Love Me, an anthem. Thomas Tallis (ca. 1505 — 1585)

lam nubes dissolvitur / lam novum sidus oritur, a double motet.
Anonymous. Codex Las Huelgas (Spain, 13t"-14t centuries)

* The programme is subject to change.
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OKanbHbIKM aHcambnb musicAeterna4 npy y4acTum rpe4eCcKoro HHCTPYMeHTanueTa,

mMacTepa Wrpbl Ha KpPUTCHOWM HKnaccuyeckoi nupe Moproca Kanyauca

npeactaBiAAeT HOBYIO Mporpammy 3anagHoeBponerMcKon My3bikM CpeaHux

BEKOB U BospoxaeHus. Ee HasBaHWe, B3ATOE U3 NMECHU BEJIMKOrO aHIIMACKOro
Komno3uTtopa AxoHa JoyneHaa Come Again... Sweet Love («Mpuau BHOBb... cnaa4vaiias
N060BbY), U3ALLHO HAMEKaeT He TO/IbKO Ha OCHOBHYIO TeMY NporpamMmmbl — N060Bb 3EMHYIO
KaK oTpaeHue Nto6B1M He6eCHOW, — HO U Ha ee KOJbLEeBYIO CTPYKTYpY.

LUMKkn necHoneHuWi OTKpbiBaeTcA Haubonee paHHMMM 3anagHOeBPONeNCKUMHU
rMMHamMM1, Ybe aBTOPCTBO Ham MU3BecTHO: 3To Kyrie Eleison u O Virtus Sapientiae cBaToi
Xunbgerapabl BUHreHCKol — BMW3WMOHEPKM, NUcaTeNIbHULbI, HEOBGbIKHOBEHHO CaMOCTOS-
TeNIbHOro Komno3uTopa U AeArtenbHon abbatucol Xl ctonetua. [pyrue paHHenonugoHuye-
CKMe cpefHeBeKOBble NPOoM3BeAeHUs aHOHUMHbI: CaM MHCTUTYT aBTOPCTBA 6bl1 He HYyMeH
MOHaxam-« My3MKycam», COeAMHABLUMM HOBble MOTUBbI, TEKCTbl U PUTMbl CO CTapbiMH,
M3BECTHbIMWU rPUrOPUAHCKMMU XOpanaMu UK HapoAHbIMKU Menoauamu. Ux moTteTbl U BUpene
Mbl 3Haem MO Ha3BaHWAM KOAEKCOB — MaHYCKPWUNTOB, B KOTOPbIX Te OblNM 3anucaHbl.
JlyxoBHOE 1 CBETCKOE B UX NPOM3BEeAEHUSX HEPEeAKO CMEeLnBaNUCh 6YKBabHO, MO BEPTUKA-
M (Korga Tpu-4yeTbipe rosioca OAHOBPEMEHHO pacneBasii TpU-4YeTblpe pasHbiX TEKCTa,
BH/IIOYAA U AYXOBHble F’MMHbI Ha NaTbiHKU, U NIO60BHbIE NECEHKU Ha HaLMOHaNbHbIX A3blKax).

MonucoHUYeCKUe U 0AHOroN0CHbIE COYUHEHUA CaMOro KpYNMHOro M3BECTHOro cpeaHe-
BEKOBOro aBTopa — noata U Komnosutopa XIV cronetna Manboma ae Mawo — cnyxat
CBOEero poja MOCTOM K HOBOW 3MoOXe, Korga My3blKasibHble MPOU3BEAEHWUA CTaNo NMPUHATO
noAnucbiBaTb MMEHEM COuYuMHUTeNnsa. Brnpouyem, onycbl «HapoAHOro» MPOUCXOMAEHUA —
nonynsipHble NeCHU U TaHLbl, TaKKUe KaK NpocnaBieHHas aHrnuicKkas 6annaaa Greensleeves
wnu dpaHuy3ckuii TypaMoH Quand je bois du vin clairet, — no-npexHemy xpaHWaU aHo-
HUMHOCTb M AONyCKanu Ny6AMKaUUI0O MHOMKECTBA TeKCTO-My3blKa/bHbIX BapuaHToB. C ony-
camvu xoHa [doynenaa, Tomaca Tannuca, Opnanao av Jlacco unu Knoagena ge Cepmusu,
ony61nMKoBaHHbIMK B COOPHUKaX WK NepeAaBaBLUMMUCA B PYKOMUCHBIX CMUCKax, NoA06HbIe
BOJIbHOCTU 6bl/IM YiKe Heno3BOJIUTE/bHbI.

Joiiaa [0 BeplwMH peHeccaHCHOM nNoAMMOHWKM, KOHLUEepTHas nporpamma
musicAeterna4 penaer noBopoT Haszag — K lunbomy ge Mawo MU aHOHMMHOW My3biKe
XIll BeKa, cnoBHO 6bl roBopsA: «[puau BHOBb...» MHOrMe apaHXUMpOBKU ABNAIOTCA UTOrOM
MMNPOBM3aLMK, BO3HUKLLEH B peneTMLIMOHHOM npoLiecce aHcambna musicAeterna4 u Mop-
roca Kanyauca, BMpTyOo3a, MacTepPCKU BNafelollero UrpoM Ha KAacCUYECKOM KPUTCHKOM
nvupe, BUOJIOHYENHU, NepKryccun U ap. OpurnHanbHble 06paboTKM, MO MbICIM aHcam6ns,
npusBaHbl NPUBHECTU B U3bICKAHHYIO BA3b CpeAHEBEKOBOM U PeHeCcCaHCHOW NoNUdOHUU
Tenno, pagocTb U POMaHTUYHbIE HAaCTPOEHMUSA. B

14



24.06
COME AGCAIN... SWEET LOVE

he musicAeterna4 Vocal Ensemble with the participation of the Greek instrument-

alist, master of the classical Cretan lyra Yiorgos Kaloudis presents a new programme

of Western European music of the Middle Ages and Renaissance. Its title, taken

from the song of the great English composer John Dowland Come Again... Sweet
Love, elegantly alludes not only to the main theme of the programme — earthly love as
a reflection of heavenly love — but also to its circular structure.

The vocal cycle opens with the earliest Western European hymns whose authorship
we know: these are Kyrie Eleison and O Virtus Sapientiae of Saint Hildegard von Bingen —
avisionary, writer, extraordinarily independent composer, and active abbess of the 12t century.
Other early polyphonic medieval works are anonymous: the very institution of authorship was
of no importance to the monks-musicians who combined new motifs, texts, and rhythms with
old, well-known Gregorian chorales or folk melodies. We know their motets and virelais by
the names of the codices — manuscripts in which they were recorded (often between other
records of the monastic household needs and, as a rule, much later than these works had
been created). The Spanish Codex Las Huelgas, the Catalan Ell Llibre Vermell, the French
Codex Montpellier, forgotten for hundreds of years and found in the 19* century, serve as
inexhaustible sources of music of the 13" century, in which the spiritual and the secular were
often mixed literally, vertically (when three or four voices simultaneously sang three or four
different texts, including spiritual hymns on Latin and love songs in national languages).

The polyphonic and one-voiced compositions of the most important medieval author
that is known to us — the poet and composer of the 14" century Guillaume de Machaut —
serve as a kind of bridge to a new era, when it became customary to sign musical works
with the name of the composer. However, the opuses of “folk” origin — popular songs and
dances, like the famous English ballad Greensleeves or the French tourdion Quand je bois
du vin clairet — still remained anonymous and allowed the publication of many textual and
musical variations. As for the opuses of John Dowland, Thomas Tallis, Orlando di Lasso,
or Claudin de Sermisy, published in collections or transmitted in handwritten lists, such
liberties were no longer permissible.

Reaching the pinnacle of Renaissance polyphony, the musicAeterna4 concert
programme turns back to Guillaume de Machaut and anonymous music of the 13" century,
as if saying: “Come again...”

Many of the arrangements resulted from improvisation that arose in the rehearsal
process of the musicAeterna4 Ensemble with Yiorgos Kaloudis, a vituoso who masterfully
plays the classical Cretan lyra, cello percussion, etc. The original arrangements according
to the ensemble are designed to bring warmth, joy, and romantic moods to the exquisite
garlands of medieval and Renaissance polyphony. B
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BoKanbHbii aHcambnb MmusicAeterna4 6bin cosaaH B 2012 rogy apTMCTHamu xopa
musicAeterna. BokanucTtku aHcambnAa NOMMMO akaAeMWUYECKOro BOKasa WUMEIOT HaBblKU
HapoOAHOrO U 3CTPAAHO-AKA30BOro NEHUA, CrneurdanusupyoTcs B 061acTU COBPEMEHHbIX
MHTOHAUMOHHDbIX HaXOA4OK, YrNybnAwTCA B pas/iMyHble CTUIW CTApMHHbIX KAAaCCUYEeCKUX
M HapoAHbIX npou3BeseHUA. MHorve apaH¥UPOBKU U NEepenoXeHUA WCMNONHAEeMbIX
Npou3BeAeHUA Y4aCTHULbI aHCamMbnA AenalT caMu, a UX penepTyap OXBaTbiBaeT 60/bLIOH
NAacT CTUAUCTUYECKHUX U HaHPOBbIX HanpaBAeHUHA.

I;ioproc Kanyauc — BuonoH4Yenuct, UCnosHUTeNb Ha KNacCUYECKOM KPUTCKOM JInpe,
UMMpoBM3aTop, Komnosutop. B 2004 roay Moproc Kanyauc yrny6uncs B MccneaoBaHuWA
M MPaKTUHKY WUrpbl Ha KPUTCKOW /IMpe — ApeBHeM WHCTPYMeHTe, Beayliem CBOM poj OT
BU3aHTUIACKOM nupbl IX BeKka. CoeauHAs TeXHUKWM BUOMOHYESIbHOM Wrpbl U OCOBGEHHOCTH
TPaAULMOHHOM HKPUTCKOW JIUpbl, OH YCOBEPLUEHCTBOBaN MWHCTPYyMEHT. B KauecTtBe
MCMOMIHATENA Ha K/IaCCUYECKOW KPUTCKOM /IUpe BbINYCTUA CeMb anb6oMmMoB, BbiCTynan
C COJIbHbIMW KOHUepTamu B adUHCKOM 3ane «MerapoH», Ha cecTUBanAX CTapUHHOWM,
aKkaZieMHMYeCKOM U AKa30BOM My3blkM B pasHbix cTpaHax EBponbl U B Poccuu, coTpyaHuyan
C TaKUMU KoNneKTuBaMu, Kak CaHKT-IleTep6yprcKUMi rocyapCTBeHHbIM aKaAeMU4eCKU
CUMMOHUYECKUIM opKecTp U KamepHbiii xop LEGE ARTIS (CaHkT-lNetepbypr), KoponeBckuit
WOTNAHACKMUIA HaUMOHaNbHbIA opKecTp, KWNpcKuit cUMBOHUYECKUIA OpHecTp U  Ap.
B HacToAwee BpemMA paboTaeT Haa UCCNeA0BaTE/IbCKUM NPOeKTOM « [NybnrMKkaumMa MeToANKK
npenoAaBaHUA MIPbl Ha KNACCUYECKON KPUTCKOW /SIMpe U NPUMEHEHWe COBPEMEHHbIX
TEXHOJIOTUA B WUCMOJIHUTENIbCKUX MHTeprnpeTauusax» Ha 6ase YHuBepcuTeta Kputa. Cpeam
ero TBOpPYEeCKUX NapTHepoB — Meuuo-conpaHo UpuHu LUupakuauc, nunaHucTtka Aumutpa
KoKKWHOMNyNy, akTpuca aHTU4YHOM Apambl Codua Xunn, a TakHe Tpuo Thesis U BOKaNbHbIN
aHcambnb musicAeterna4. [
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musicAeterna4 is avocal ensemble created in 2012 by the artists of the musicAeterna Choir.
The ensemble members have mastered not only academic but also folklore and jazz singing,
specialize in contemporary vocal techniques and go deep into different classic and traditional
styles of early music. They create themselves many arrangements and transcriptions of the
opuses performed. Their repertoire embraces wide range of music styles and genres.

Yiorgos Kaloudis is a cellist, classical Cretan lyra performer, improviser, composer.
In 2004, Yiorgos Kaloudis delved deep into the research and practice of playing the Cretan
lyra, an ancient instrument descended from the Byzantine lyra of the 9t century. Combining
the techniques of cello playing and the features of the traditional Cretan lyra, he upgraded the
instrument. As a classical Cretan lyra player, Yiorgos Kaloudis has released seven albums,
and performed solo concerts at the Megaron Hall in Athens, at festivals of early, academic,
and jazz music in different European countries and in Russia, collaborated with orchestras
including the St Petersburg State Academic Symphony Orchestra and the LEGE ARTIS
Chamber Choir in St Petersburg, the Royal Scottish National Orchestra, the Cyprus Symphony
Orchestra, etc. At this time, with the scientific supervision of the University of Crete, he
works on the musical research project: “Publication of a teaching method of classical Cretan
Lyra and application of modern technological means in its interpretation”. Among Kaloudis’
creative partners are mezzo-soprano lIrini Tsirakidis, pianist Dimitra Kokkinopoulou, actress
of ancient drama Sophia Hill, as well as the ensembles Thesis Trio and musicAeterna4.
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5} YACTHAA ®PUNTAPMOHHUA « TPUYMD»
KOHLUEPT 3THUYECKOMH MY3bIKU
« XyyH-Xyyp-Ty» (TbiBa)

Jazzayris (Anmxup/Poccusn)

MpoeKT musicAeterna Folk

YYH-Xyyp-Ty» — macTepa ropsoBoro neHusi us TbiBbl.

O6pasoBaBluncb B 1992 roay, KONNEKTUB 6bICTPO CTan
(( OAHOM U3 CaMbIX U3BECTHbIX B MUPe POCCUMCKUX rpynn.

« ConHeuHble Ny4yn» (MMEHHO TaK NepeBoAMTCA HasBaHUe
rpynnbl) 3anucbiBanuM anb6ombl B JSloHaoHe, HKanudopHuu, Hbio-Mopke
1 Mockse, BbicTynanu ¢ KpoHoc-KkBaptetom, CTuBu YaHaepom u ®paHKom
3annoi u HomuHupoBanucb Ha World Music Award — camylo NPecTUHHYIO
npemuio B chepe 3THUYECKOM My3biKU. Onupasacb Ha TYBUHCKUIA (hONBbKIOP,
B MocneaHue rogbl OHW pas3ABUraloT paMKU CBOEW ayTeHTUYHOW MaHepbl,
£06aBNAA K HEW 3NEKTPOHHbIe 3BY4aHUA U UHCTPYMEHTbI APYrUX KYAbTyp.

Jazzayris — 3710 NpoeKT, B KOTOPOM 3ByYaT HECKOJIbKO My3bIKasbHbIX
ctuneit CeBepHoit AdpuKKU. OH AeMOHCTPUPYET 60raTtCTBO a/KUPCKOU Tpa-
AWULMOHHOW My3blkK: oT Anupa Ao OpaHa 4yepe3 MocrtaraHem u Aapap.
Aptyp [a3apoB — MOCKOBCKUI NEpPKYCCUOHUCT, agent world music
M NaTUHOAMEepPUHKaAHCKUX AMa30BbIX CTUNEl. Xanun Pya3amu urpaeTt Ha cak-
cotoHe, yaapHbIX, ruTape U remépu — marpubcKomn 6acoBoi toTHe. XaccaH
BenbKkacem BeHanuvya urpaet Ha MaHAO/NMHE, CKPUMNKE U KaHyHe — apab6-
CKOM LUMUTpe, YbA MUCTOPUA YXOoAUT B rybb BeKoB, B JpeBHwow [peuuto
n MeconoTtamuio. Pyasmu 1 BeHannya BbICTynawT B Ka4ecTBe NOC/I0B CBOel
cTpaHbl. MUX NpoeKT npM3BaH NpobyauTb BOCMOMUHAHUA O APEBHUX MUdax
Anupa, BblpaMeHHbIX B 6eCYUCNEHHbIX UCTOPUAX CHACTbA U rops, pasocTu
M CTpacTen.

musicAeterna Folk — npoekr, B KOTOPOM NpUHUMAIOT y4acThe npochec-
CUOHaNbHble UccneaoBaTe/ld U UCMOSTHUTENU PYCCKOro thosbKIopa co BCeH
PoccuM. Y4YaCTHUKU NpoeKTa 3aHMMalTCA M3Yy4YeHUWEM HemaTepuanbHOro
Hacneaua U TpaauUMI PYCCKOM KynbTypbl, PacliMbpOBKOA PeaKUX MeceH,
BNazeloT MacTepCTBOM UCMOIHEHUA! BUPTYO3HbIX NPOU3BEeAEHUI MOJIOKaH U3
Kouy6eeBCKOM OGLIMHBbI U Ka3aKOB-HEKPacoBLEB, UTenen aepeBHU Llap-
AoHeMb lMUHeMCcKoro paoHa ApxaHrenbCKon o6nactu, cena 3aBropogHee
Banaxneickoro paioHa u cena dowesaTtoBo benropoacKoi o6nactu. [ |

* B nporpamme BO3MOHbl USMEHEHHUA.
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5} PRIVATE PHILHARMONIC TRIUMPH
ETHNIC MUSIC CONCERT
Huun-Huur-Tu (Tyva)

Jazzayris (Algeria/Russia)
musicAeterna Folk project

uun-Huur-Tu are masters of throat singing from Tuva. Formed

in 1992, the collective has soon become one of the most famous

Russian music bands in the world. “Sun rays” (this is how

the band name translates) have recorded albums in London,
California, New York, and Moscow, performed with the Kronos Quartet,
Stevie Wonder, and Frank Zappa. They have been nominated for the World
Music Award — the most prestigious award in the sphere of ethnic music.
Basing on Tuvan folklore, in recent years, they have been pushing the limits
of their authentic style adding electronic sound and instruments of foreign
cultures.

Jazzayris is a musical project featuring several North African musical styles.
It demonstrates the richness of Algerian traditional music — from Algiers to
Oran via Mostaganem and Adrar. Artur Gazarov is a Moscow percussionist
and adept of world music and Latin American jazz styles. Khalil Ruazmi
plays saxophone, drums, guitar, and a guembri — Maghreb bass lute.
Hassan Belkacem Benaliua plays mandolin, violin, and ganun, an Arabic
zither whose origin dates back to ancient Greece and Mesopotamia. Hassan
and Khalil act as ambassadors of their country. Their project is designed to
awaken memories of the ancient myths of Algeria, expressed in countless
stories of happiness and grief, joy and passion.

musicAeterna Folk is a project performing Russian traditional music,
which is contributed to by professional researchers and performers of
Russian folklore from all over the country. The members of the project are
engaged in studying the intangible heritage and traditions of Russian culture,
deciphering rare songs, they master the art of performing virtuoso songs
of the Molokans from the Kochubeyevska Community and the Nekrasov
Cossacks, the inhabitants of the village of Shardonem (Pinezhsky District
of Arkhangelsk Region), the village of Zavgorodneye (Balakleysky District),
and the village of Foshchevatovo (Belgorod Region). [ ]

* The programme is subject to change.
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@ NMEPMCKAA XYAOMECTBEHHAA FAJIEPEA
COJIUCTbl OPKECTPA MUSICAETERNA
AHa LLéroneBa, ckpunka

AHapen PocuMK, CKpUNKa

EBrenuit LLiérones, anbt

Bnaanmup CnoBayeBCKWUA, BUONIOHYEb
KOHYepm-sHUzMa

OYHble  KOHUEepTbi-3HUrMbI B [lepmcKoi
XYAOMECTBEHHOM rajepee — oJHa U3 Tpa-
avuuii [laruneBckoro chectuBansA, onpeaens-
lowmx ero atmoctepy. Moa Kynonom ranepewu,
B OKPYHEHWHU NEePMCKUX 60roB — YHUKaNbHbIX AepeBsH-
HbIX CKY/IbNTYP — 3BYYMT My3blKa: KaKasAd UMEHHO, CTaHO-
BUTCA M3BECTHO JIMLWb NOC/e 3aBepLUeHUA NporpamMmbl.
3a 310 BpemA nonympak B 3aJie NOCTENeHHO yCTynaer
MeCTO CBeTy, U cpasy nocse KoHuepTa 3puTesu MOryT
BbIMTHU Ha 6eper Kambl, 4TO6bl BCTPETUTL BOCXOA. [ ]
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@ PERM STATE ART GALLERY

SOLOISTS OF THE MUSICAETERNA
ORCHESTRA

Yana Shchegoleva, violin

Andrej Roszyk, violin

Evgeny Shchegolev, viola

Vladimir Slovachevsky, cello

concert-enigma

octurnal enigma concerts at the Perm Art Gallery
are one of the Diaghilev Festival traditions that
define its atmosphere. Under the gallery dome
amidst Permian gods — the unique wooden
sculptures — music sounds: what kind of music it is
becomes known only after the programme has been
performed. In the meantime, the twilight in the hall
gradually gives way to light, and immediately after the
concert the audience can come out on the Kama River
bank to meet the dawn. [ |
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5 BPUTAAUPCKASA, 12
* POCCHICKaA npemMbepa

«B MNAMATb O MPOMETEE»
nepgopmanc

ABTOp Haeun, KomnosuTtop MaHanotuc Bennanutuc (Mpeuun)
ABTOp Haeu, aktpuca/nepcopmep Codua Xunn (Mpeuun)

OCTOSIHHbI@ COaBTOPbl FPe4YecKoro pexuccepa Teogopoca Tep-

3onynoca Komnosutop [MaHaihotuc Bennanutvc M Beaywian

aKTpuca Teatpa «AtTtuc» Codma Xunn npeacraBnsioT nep-

tdopmaHc «B namaTtb o NpomeTtee» — NPOEKT, rae No-HOBOMY
TPaKTYyeTCA aHTUYHbIX MUd.

MpomeTen, N0 O4HOW U3 BEepCUHU — CbiH TUTaAHa Maneta u okeaHUAb!
KnumeHsbl, co3aan nogen. Henaa nomoyb 4YenoBe4vecTBY, OH YKpaa OroHb
u3 neuu ledbecta unu, no Apyron nereHae, U3 Koneca KonecHuubl ConHua
M nepegan ero NoAAM, 4YTobbl 061erdynTb UX MU3Hb. OH TaKme 06y4nn KX
MCKyCCTBaM MU HayKaMm, Aabbl OHM CO34anu LMBUAU3ALMIO.

Mo mbichn aBTOpPOB nepdopmaHca, nwau npuaymany mued o Mpo-
MeTee, YTO6bl HAMTU B HEM OTpaeHWe CBOUX AEUCTBUM U UCTOPUU. OHMU
6yATO MbITaNUCb CHATb C Ce6A NPOKNATUE B3aUMHOIO YHUUTOKEHUA U CTpa-
AaHWW, KOTOpoe 3aTMeBaeT AOCTUMEHUA MX LUMBWUIM3ALUKU U KOTOPOE OHU
camu Ha ce6Aa Hacnanu.

B ocHoBe 3ByKoBOWM pabotbl [MaHaoTuca BenvaHutuca — cnoxHas
B3aUMOCBA3b 3/IEKTPOHUKHU, 06pabOTaHHbIX U «YUCTbIX» MONEBbLIX 3anucen,
3BYKOB, M34aBaeMbiX 4e/IOBEKOM, a TaKike 3anucaHHaA U OTpeAaKkTUpo-
BaHHasA peyb. Cneaya CTpyKType Tpareaun dcxuna «lpomeTteit npuUKoBaH-
Hbl», aBTOpP nNpeo6pa3yeT B My3blKy NOBOPOTHble MOMEHTbl B WUCTOPUMU
YyenoBe4yecTBa, HanNpUMep NPOMbILLIEHHYIO U TEXHONIOMMYECKYIO PEBONIOLMIO
W1 3KOHOMMUYECKUM cnag mexay MepBoit 1 BTopo MUPOBLIMU BOMHaAMM.

AKkTtpuca-neptdopmep Coduma Xunn, nogo6Ho mudmyeckomy Hepeto,
npe6biBaeT B 6eCKOHEYHOM npoLecce nepesonnoweHusa. OHa U3roHseT Npo-
KNATUE BEYHOr0 HaKa3aHUA NOBEPHEHHbIX TUTAHOB U CaMOro YenoBe4yecTBa.
Ee nyTb nponeraet no yrniM — 3TO MUCTOYHWUK, U3 KOTOPOro OHa 4yepnaet
3HEepruio, HO B TO e BPeMA 3TO U ee HaKka3aHue. [ |
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a BRIGADIRSKAYA STREET, 12
* russian premiere

PROMETHEUS IN MEMORIAM
performance

Author of the idea, composer Panayiotis Velianitis (Greece)
Author of the idea, actress/performer Sophia Hill (Greece)

he permanent co-authors of the Greek director Theodoros

Terzopoulos — composer Panayiotis Velianitis and the leading

actress of the Attis Theatre Sophia Hill — present the

performance Prometheus in Memoriam, a project that interprets
the ancient myth in a new way.

Prometheus — according to one version, the son of the Titan lapetus
and the Oceanid Klymene — created humans. To help the humanity, he
stole fire from the furnace of Hephaestus or, according to others, from the
chariot wheel of the Sun, and brought it to people to improve their lives. He
also taught them the arts and sciences so that they would become civilised.

According to the authors of the performance, people invented
the myth of Prometheus in order to find a reflection of their actions and
history in it. It was as if they were trying to exorcise the curse of mutual
annihilation and suffering that they themselves cause and that overshadows
the achievements of their civilisation.

Panayiotis Velianitis’ sound work is based on a complex relationship
between electronics, processed and “pure” field recordings, human-made
sounds, as well as recorded and edited speech. Following the structure of
Aeschylus’ tragedy Prometheus Bound, the author transforms into music
turning points in the history of mankind, such as, for example, the industrial
and technological revolution or the economic decline of the interwar period.

The actress-performer Sophia Hill, finds herself, like the mythical
Nereus, in a constant transformation. She exorcises the curse of eternal
punishment of the defeated Titans and humanity itself. Her path runs on
coals, it is the source that she draws her energy from, but it is also her
punishment at the same time. |

35



25.06
B TAMATH O NPOMETEE

MaHaoTuc BenUaHUTUC — KomMoO3MTOP, OAMH U3 MepBbIX FPEYECKUX coszartenen
3N1eKTPOHHOM My3blkKU. CoTpyaHUK LleHTpa uccneposaHuit coBpemeHHon My3biku (CMRC),
OCHOBaHHOro HKomno3utopom fAHHMcOM HKceHakucom, uneH [peuyecKkor accouuauuu
KOMMO3UTOPOB — aBTOPOB 3JIeKTpoarkycTUYeckon My3blKM (HELMCA). C 1991 ropa —
KOMIMO3UTOP MOCTaHOBOK Teogopoca Tep3onysioca Kak B Teatpe «ATTUC», Tak U B APYrux
Teatpax B Ipeunn u 3a ee npeaenamu. CoTpyaHMYan C rpevyeCKUM MaHAOIUHUCTOM
Avmutpucom MapuHocoM, 6pUTaHCKUM TpoM6oHucToM/nepdopmepom JHoHOM HeHHW,
poccuicKor conpaHo Hatanben [MWEHWYHUKOBOW WM Ap., @ TaKKe C BblAAOWMMUCA
XyAOXHUKaMU-BUAEOAPTUCTAMH, cpean KoTopbix — AHHUC KyHennuc, Kannuonu Jlemoc,
Muxanuc Apcapac, Mpuropuc Cemuterono, Apcu Xatumaprupy, dnuac Tabakeac U Ap.

Codtma Xunn — axtpuca, nepcdopmep. Mocie OKOHYaHWUA ApaMaTHHECKOM LWKOSbI « Beakn»
Hayana MHoOroneTHee COTPyAHUYECTBO C TeaTpom «ATTUC» M Teogopocom Tep3onynocom,
NPUHAB y4acTUe B crneKTaknax « lMpomeTei NpuUKoBaHHbIM» No Acxuny, « Fepakn» no XaiHepy
Mionnepy, «[eHbru» Ha TeKcTbl beptonbta Bpexra, «lepakn B 6e3ymun» no Espunuay,
«HucxomaeHue» no motuBam ¢thparmeHToB Tpareaui «lepakn B 6e3ymun» EBpunupa v
« TpaxuHAHKKU» CotoKkna, « FamneT: yyeHUyecTBo» nNo Bopucy MacrtepHaKy U MH. Ap., a TaKxe
B nocTtaHoBKe onepbl Amutpua KypnaHackoro «Hocdepaty» (MlepMcKui TeaTp onepbl U
6aneta). UcnonHana moHonepgopmaHc «lMecHb M» no motuBam «Opuccen» B AHTUYHOM
TeaTpe AnTepbl, yHacTBoBana B CNeKTak/ie « KnMtemHecTpa, KamepHaa My3blka AnA OAHOro
MHCTPYMeHTa» B pamKax AdUHCKoro ¢ectusans. [ |
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Panayiotis Velianitis is a composer, one of the first Greek creators of computer music. He
is a member of the Contemporary Music Research Center (CMRC) founded by the composer
lannis Xenakis, and a member of the Hellenic Electroacoustic Music Composers Association
(HELMCA). Since 1991, he has been the composer of Theodoros Terzopoulos’ productions
both at the Attis Theatre and in those of other theatres in Greece and abroad. Has collaborated
with leading soloists such as the Greek mandolinist Dimitris Marinos, the British trombonist/
performer John Kenny, the Russian soprano Natalia Pshenichnikova, etc., as well as with
important visual artists such as Yannis Kounellis, Kalliopi Lemos, Michalis Arfaras, Grigoris
Semitekolo, Ersi Hatziargyrou, Elias Tabakeas, etc.

Sophia Hill is an actress and performer. After her graduation from Veaki Drama School,
she immediately began a long-term collaboration with the Attis Theatre and Theodoros
Terzopoulos, taking part in the performances based on Prometheus Bound by Aeschylus,
Heracles by Heiner Miiller, Money on the texts by Bertolt Brecht, Heracles Enraged by
Euripides, Kathodos (“Way Down”) based on fragments of Euripides’ The Madness of
Heracles (Heracles Enraged) and Sophocles’ Trachiniae, Hamlet, an Apprenticeship following
Boris Pasternak and many others, as well as in the production of Dmitri Kourliandski’s
opera Nosferatu (Perm Opera and Ballet Theatre). Sophia Hill also performed her own mono
performance Rhapsody M based on Homer’s Odyssey at the Ancient Theatre of Aptera and
participated in the play Clytemnestra, Chamber Music for One Instrument at the Athens
Epidaurus Festival. [ |
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Z 5 . O é @ JIUTEPA A1, 3ABOA LUMATMHA
«ONEr KAPABAUYYVK.

B C OPKECTP rPOMKOIOBOPUTENEN»

ZZ O D 8vicmagka-koHyepm
ABTop npoekta Oner Hectepos

/|8+ JAnpuiep opKecTpa akycmoHuymoB Unba Myyernasos (Symphocat)
BuaeouHcTannAauua: Muxamn 3aMkaHoB

ner HectepoB, usBecTHbit Kak nuaep rpynnbl « MeranonuMc» M ocHoBaTenb

UHAU-neibna « CHerupmu», AaBHO UHTepecyeTcA My3blkanbHoi uctopueir CCCP.

B 2014 roay oH co3aan npoeKkT « U3 HU3HM nnaHeT», NOCBALWEHHbIX HECHATbIM

tunbmam 1960-x, a B nocnegHee BpeMs 3aHAT MPOEKTOM « TpU CTEMNEeHU CBO-
60abl. Mysbika > KuHO > CCCP», uenb Kotoporo — MU3BN€Yb U3 3aKPOMOB HEU3AaHHYIO
COBETCKYI0O KUHOMY3bIKY U AaTb el NPONUCKY B HOBOM Mupe. B pesynbtaTte pa6otbl Mccnepo-
BaTeNIbCKOro NpoeKTa NOABNAKTCHA KHUIMM, CalTbl, BUHUIOBbIE U LUGDPOBbIE My3blKkalbHble
C60PHUKH, BbICTaBKU-KOHLEPTbI Ha KUHOCTYAUU «JleHdunbm». B 2021 rogy B hoKyce BHUMa-
HuA 6bin Anbdpes LLIHUTKe, BTOpbIM repoem ctan Oner KapaBanuyK.

Bokpyr Onera KapaBan4yKa, KoTopblii MHOIO JIeT KyNLTUBMPOBas 06pas TBopua
He OT MMUpa Cero, CNOMMUACA onpeaesieHHblA KynbT. TeKcToBaA YacTb « Tpex creneHen cBo-
6oabl» nNpeanaraeT BapuaHT pasragku eHomeHa KapaBaiiuyka Ha ocCHOBe BOCMOMWHaHWM
KOMMO3UTOpa, €ro Koiner U Apy3ew, 3anuvcen pacckasoB KapaBanyyka o ero getctse M
pa6ote B KUHO. KoHUepT-BbiCTaBKa NpeAoCTaBNAET 3PUTENAM BO3MOMHOCTb COCPeAoTO-
YUTBbCA Ha My3blKe U BbIHECTHU YUCTbIE C/IYXOBbIe BNevaT/IeHUA.

B KOHUepTax NpoeKTa UCMONb3YETCA aKYCMOHUYM — « OPKECTP FPOMKOroBOpUTENEn»,
M306peTeHHbIR B KOoHUe 1970-x rogoB ®dpaHcya beinem 1 no3sonawwWmUiA rM6KO yNnpaenaTb
pacnpegenieHHeM aKyCTUYECKUX CO6bITUM B MPOCTPaHCTBE. AKYCMOHWMYM — 3TO MOJICOTHU
AWHAMUKOB pasinyHbIX (hopM, pa3MepoB U YacTOTHbIX XapaKTePUCTUK. UcnonHuTenb ynpas-
NAET rPOMKOCTbBIO KaAO0ro U3 HUX, NnepemMellasa 3BYK MO 3any U NOrpyxasa 3apuTtena B AMHa-
MUYECKU U3MEHAIOLWMIACA Sonic space.

UcnonHatbca 6yaetr counHeHHaa Onerom HecTepoBbiM MpOCTpaHCTBEHHAsA KOMMO-
3UUMA — B HeW hparmeHTbl KWHOMY3bikM KapaBaiuyKka cobpaHbl B 11 CMbIC/IOBLIX JIMHUH,
CKBO3HbIX A/1A ero TBopuyecTBa. [Jupuiepom axkycmonuyma craHer Unba Symphocat,
WCMOJIHUTENb U KOMMNO3UTOP, AENCTBYIOLUA HA CTbIKE 3/IEKTPOHHOW MY3blKW, COBPEMEHHOM
KNacCUYECKOM MY3blKM U MUHMManuama. AsTop BuzeouHctannsaumn — NMuxaumn 3am-
KaHOB, XyAOMHWK U BUAEOXYAOHKHUK, U3BECTHbIM cBOMMU paboTtamu ana MXT um. Yexosa,
MocKoBcKoro Teatpa Onera Ta6akoBa, LleHTpa um. Bc. Melepxonbaa, Teatpa «lpaKTuka»
W Aap. [ |
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25 . 06 &  LITERA D1, SHPAGIN PLANT
OLEG KARAVAYCHUK.
S U N THE ORCHESTRA OF LOUDSPEAKERS

ZZ 0 O exhibition-concert
Author of the project Oleg Nesterov

18 + Conductor of the acousmonium orchestra llya Pucheglazov (Symphocat)
Video installation: Mikhail Zaikanov

leg Nesterov, known as the leader of the Megapolis band and the founder of

the Snegiri-music indie label, has long been interested in the curiosities of the

USSR musical history. In 2014, he launched the project From the Lives of Planets

dedicated to the unreleased films of the 1960s. In recent years, Nesterov has
been engaged with in the project Three Degrees of Freedom. Music > Cinema > USSR. He
digs up unreleased Soviet film music and gives it a new life in the new world. As a result
of the research project, books, websites, vinyl and digital music collections, exhibitions,
and concerts at the Lenfilm studio are produced. In 2021, Alfred Schnittke was the focus of
attention, and the next hero became Oleg Karavaychuk.

A kind of cult has developed around Oleg Karavaychuk, who for many years
cultivated the image of an otherworldly creative genius. The textual part of Three Degrees of
Freedom offers a key to Karavaychuk phenomenon based on the memories of the composer,
his colleagues and friends, recordings of Karavaychuk’s stories about his childhood and
his work in cinema. The exhibition-concert provides the audience with the opportunity to
focus on the music and take away pure auditory experience, cleaned from performative
impurities.

The concerts of the project use acousmonium — the “orchestra of loudspeakers”,
invented in the late 1970s by Frangois Bayle and allowing flexible control of the distribution
of acoustic events in space. Acousmonium is a system of fifty speakers of various shapes,
sizes, and frequency characteristics. The performer controls the volume of each of them,
moving the sound around the hall and immersing the viewer in the dynamically changing
sonic space.

A spatial composition composed by Oleg Nesterov will be performed — here, the
fragments of Karavaychuk’s film music are collected in 11 semantic lines that were cross-
cutting his work. The acousmonium will be conducted by llya Symphocat, a performer
and composer working at the junction of electronic music, modern classical music, and
minimalism. The author of the video installation is Mikhail Zaikanov, an artist and video
artist, known for his works for the Moscow Art Theatre, the Oleg Tabakov Moscow Theatre,
the Meyerhold Centre, the Praktika Theatre, and others. [ ]
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[TH
20:00
12+

@  JIBOPEL, KY/IbTYPbl UM. CONAATOBA
OPKECTP MUSICAETERNA
Aupuep Teoaop KypeHT3uUc

Anekcein PetnHcKui (p. 1986)

«Y BOAbl HET BOJIOCY,

yBepTiopa K yBepTiope U3 onepbl BarHepa « TpuctaH v Usonbaa»
(2023, poccuiicKana npeMmbepa)

Puxapa BarHep (1813-1883)

Bcrtynnenue u « Cmeptb U3onbabi»

13 onepbl « TpuctaH U U3onbaa» (1857-1859)
BctynneHue K onepe «J1oaHrpuH» (1845-1848)
VYBepTiopa K onepe « TaHrersep» (1843-1845)
BcTtynneHnue K onepe «[Mapcudanb» (1882)
«[llytewectBre 3urcdpuaa no PeiHy»

13 onepbl «Mbenb 6oros» (1871-1874)

* B nporpamme BO3MOMHbI U3BMEHEHMUA.




26.06

MON
20:00

12+

&  SOLDATOV PALACE OF CULTURE
MUSICAETERNA ORCHESTRA
Conductor Teodor Currentzis

Alexey Retinsky (b. 1986)

Water Has No Hair,

overture to the overture from Wagner’s opera Tristan und Isolde
(2023, Russian premiere)

Richard Wagner (1813-1883)

Vorspiel und Liebestod from the opera

Tristan und Isolde (1857-1859)

Vorspiel to the opera Lohengrin (1845-1848)
Overture to the opera Tannhéduser (1843-1845)
Vorspiel to the opera Parsifal (1882)
Siegfried’s Rhine Journey from the opera
Gétterddmmerung (1874)

* The programme is subject to change.
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[PEABOCXI
APAMY

Anmon Céemauunvlii

uxapa BarHep — OAMH M3 caMbiX BAUATENIbHbIX KOMMO3UTOPOB B WCTOPUMU
MY3bIKW, KYNbTYPHbIA repor, MU WU CUMBOJ, Ybe TBOPYECTBO WU B3rnAAbl A0
CUX Mop ABAATCA npeameToMm (daHaTU4HbIX AebatoB. OpKecTpoBasa My3blKa
NPUHaANeRUT K Haubosnee 6ECCMOPHbIM €ro TBOPYECKUM [AOCTUMEHUAM:
TeXHUYECKOe COBEPLUEHCTBO U BbIPa3UTENIbHOCTb €ro MHCTPYMEHTOBKM NPU3HaBanu paxe
CKEeNTUYECKU HaCTpOeHHble KPUTUKU. BarHep — pedopmaTtop MCHKYCCTBaA OPKECTPOBKM,
a TaK#e poAoHaYa/ibHUK AUPUKEPCHKOM NPaKTUKKU B €e COBPEMEHHOM BUAeE.
CywecTBeHHOE MeCTO B €ero CUM(GOHMYECKOM Hacneauu 3aHMMaloT oOnepHble
yBepTiopbl. B TpaaMUMOHHBLIM KaHp BCTYnJieHUWA K onepe BarHep nNpUBHOCUT HOBble
WUAEN, CNOMUBLUMECA B NPOrpaMmmMHbIX CUMMOHUYECKUX MO3IMax HOBOW HEMELIKOW LUKOJbI.
BarHepoBcKasa yBepTiopa HeoTAe/nMMa OT onepbl, KOTOPOM OHa NpPeALEeCcTBYET, He TOMbKO
M3-3a TemaTU4yeCcKUx cBfAsen. [peaBocxuuiasa apamy, OHa WINOCTPUPYET He BHELUHWe
ee Cco6bITUA, a KueBble (UNOCO(CKMUE MPOOGaEMbI, CTOALLUE 3a CHOHETOM: KOHMIMUKT
NJIOTCKOM U AYXOBHOM Nl06BU B « TaHrersepe», NeECCUMU3M U BEYHO HEeYyToNMMoe Nto6oBHOE
ToMNIeHHe B « TpUcTaHe», U3IAHME HebeCcHoM 6naroaat B MUp B «JIOSHrpuHe». Boweawue
B NporpamMmmy KoHuepTa yBepTiopbl 06pa3yloT CBOEro poAa KOHCMEKT 3penoro TBopyecTsa
BarHepa, KpaTHKUK [alaMecT HEeMELKOro repou4YecKoro 3rnoca, KOTOPbIM KOMMO3WTOp
paspabaTtbiBan BCIO }W3Hb, 3aMMCTBYA MOTUBbI M3 PbILAaPCKMX POMAHOB, CPeAHEBEKOBbIX
JiereHA, aHTUYHbIX MUGOB U UCTOPUYECKUX XPOHMK.
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VVAGNER, RETINSKY

ANTICIPATING
THE DRAMA

Anton Svetlichny

ichard Wagner is one of the most influential composers in the history of music,
a cultural hero, myth, and symbol, whose work and views still remain the subject
of frenzied debate. Orchestral music belongs to his most indisputable creative
achievements: the technical perfection and expressiveness of his instrumentation
were recognised even by sceptically minded critics. Wagner was a reformer of the art of
orchestration, as well as the founder of conducting practice in its modern form.

Opera overtures form a significant part of Wagner’s symphonic legacy. To the
traditional genre of the introduction to the opera, he brings new ideas that have developed
in the programmatic symphonic poems of the New German School. Wagner’s overture is
inseparable from the opera it precedes, and it is not only due to their thematic connections.
Anticipating the drama, it illustrates not its external events but the key philosophical problems
behind the plot: the conflict of carnal and spiritual love in Tannh&duser, pessimism and ever-
insatiable love longing in Tristan und Isolde, the outpouring of heavenly grace into the world
in Lohengrin... The overtures included in the concert programme form a kind of synopsis
of Wagner’s mature work, a brief digest of the German heroic epic, which the composer
developed all his life, borrowing motifs from chivalric novels, medieval legends, ancient
myths, and historical chronicles.
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YBepTiopa K «TaHrenMsepy» 6bina COUMHEHa yMe Mocse 3aBepLieHUs onepbl
M OKasanacb NPUMEpHO BABOE AJIMHHEE TUMUYHOM OMNEepHOW YBEPTIOPbl CBOEro BPEMEHW.
OaHO M3 cambiX NOMYNAPHbIX OPKECTPOBbIX COYMHEHWK BarHepa, oHa ucnonHAeTcA
B KOHLEPTHbIX 3a/iax eABa JIM He valle, YeM B OnepHbIXx noctaHoBkax. BcTynneHue
K «JIO3HrpUHY» — o6paseL, BarHepoBCKOM « 6€CKOHEYHOM MEeNoAUWU», CO3AaHHbIN elle
A0 usobpeteHna TepmuHa. B KayectBe yBepTiopbl Vorspiel BbirnaauT Becbma HeOb6bIYHO:
He COAEPHUT KOHTPACTHbIX pa3AesioB, He FOTOBUT CLIEHY U He 3aAaeT atmocdepy ASHCTBUA.
HanpotuB, BCTynneHWe LeIMKOM NOCTPOEHO Ha eAUHCTBEHHOW TeMe — My3blKaslbHOM 06pa-
3e paana — W NPOTUBOCTOUT NOCneAyloWeMy Havyany NnepBoro akra no BCeM napamerpam
(N060NbITHO, YTO aBTOP NPeANUChIBaN UCNOJSIHATL €ro NPy NOAHATOM 3aHaBece).

«MyTewecteue 3urcppupa no PerHy», npeasapsiowee nepsbli akT « MMbéenu
60oroB», npeAcCTaBUTENIbCTBYET B KOHLEpTe OT TUTAHUYEeCKOM TeTpanornn «HKonbuo
HUGenyHra». JIMPUYECKUA PEYHOW Mer3ar M YMCTasd repouvecKad paaoCTb MOHEMHOry
noATaynBaloTCA 34eCb MpPavyHOM XPOMaTUYECKOM FapMOHMEN — My3blKa/ibHbIA CIOMKET,
TUNWUYHBIN ANA NeccuMmu3ma nosaHero BarHepa. BectynneHnue K «Mapcudanto» sagaer
CBOMCTBEHHYIO BCel onepe atMochepy TOPHeCTBEHHOM CLLeHUYECKON MUCTepUU. Tpembepa
COYMHEHUA OKasasacb HEKMM pPUTyasioM OMepHOro MCHKYCCTBa KaKk OCO60M CBETCHOM
penuruun; opeon TaMHCTBEHHOCTU NOAOrPeBancA AEUCTBOBABLUMM HECKOJIbKO AECATUNETUN
3anpeTom Ha ucnonHeHue «lapcudana» rae-nm6o, Kpome banpenTta. MeaneHHo Tekyuiasn,
BA3KaA 3BYKOBaA Marma yBepTiopbl NOCTPOEHA Ha KOYEBbIX CUMBOJIMYECKUX TEMTMOTHUBAX
nNpousBeAeHUA U NPOBOAUT CKBO3HYIO AnA BarHepa TeMy UCKynieHUA Yepes /itlo60Bb.

Onepa «Tpuctan U MH3onbaa» wusmeHuna O06AMK Bceit nocneayloLen
€BPONeNCKON My3blKU CBOMM «MU3bICKAHHbIM CTUNEM, AOBEAEHHbIM A0 KpanHel CTeneHu
HanpAMeHHocTU» (cnoBa Pumcroro-Kopcakosa), OcCHoBaHHbIM Ha pedopMaToOpCcKoM
rapmMoHuYecKom TexHuke. Bnvanve naen LloneHrayapa Ha 3ambicen onepbl 06LWEN3BECTHO;
BarHep Takke cpaBHWBan Ha4ano yBepTiopbl C 6yAAUCTCKON KOHUENUMeN NPOUCXORAECHUA
MUpa U3 NIIO60BHOIO HenaHuA. KoHLepTHYI0 BEpCUI0, 06bEAUHAIOLLYIO ABe KpalHWe TOYKHU
nencteua — yBepTiopy U « CmepTb U3onbabi», — caenan cam KOMMNO3UTOpP; NpeMbepa 3Ton
Bepcuu coctoanachb B 1862 rogy B CaHKT-lNeTepbypre.

BcrynneHne K «TpuctaHy u Uzonbae» npeaBapsercAa HOBbIM COYHUHEHUEM
Anexcea PeTHUHCKOrO, HanucaHHbIM B YHUKa/IbHOM MaHpe «yBepTIopbl K yBepTiope».
PeTuHcKoro cénuxatot c BarHepom BHUMaHWe K OPKECTPOBOMY KOOPUTY U MUhONOrMYHOCTb
apTUCTUHECKOrO MbILLIEHUA. [ |
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The overture to Tannhduser was composed after the opera had been completed
and turned out to be about twice as long as a typical opera overture of its time. Being one
of Wagner’s most popular orchestral compositions, it is performed in concert halls perhaps
even more often than in opera productions. The introduction to Lohengrinis a sample of
Wagner’s “infinite melody”, created before the invention of the term. As an overture, Vorspiel
seems very unconventional — it does not contain contrasting sections, does not prepare
the scene, and does not set the atmosphere of the action. On the contrary, the introduction
is entirely based on a single theme — the musical image of the Grail — and opposes the
subsequent beginning of Act | in all respects (curiously, the author instructed that it has to
be performed with the curtain raised).

Siegfried’s Rhine Journey preceding the first act of Gétterdimmerung represents
in the concert the titanic tetralogy Der Ring des Nibelungen. The lyrical river landscape and
pure heroic joy are gradually eroded here by a gloomy chromatic harmony — a musical
plot typical of the pessimism of late Wagner. The introduction to Parsifal sets the
atmosphere of a “solemn stage mystery” characteristic of the whole opera. The premiere
turned out to be a kind of ritual of opera art as a special secular religion; the aura of mystery
was fuelled by the decades-long ban on performing Parsifal anywhere other than Bayreuth.
The slow-flowing, tenacious sound magma of the overture is built on the key symbolic
leitmotifs of this work and channels Wagner’s pervasive theme of redemption through love.

The opera Tristan und Isolde, whose “refined style, brought to an extreme
degree of tension” (Rimsky-Korsakov’s words) is based on the reformatory harmonic
technique, largely changed the sound image of all subsequent European music. The influence
of Schopenhauer’s ideas on the idea of the opera is well known; Wagner also compared
the beginning of the overture with the Buddhist concept of the origin of the world from a
love desire. The concert version, combining the two extremes of the theatrical action —
the overture and Liebestod — was made by the composer himself; the premiere of this
version took place in 1862 in St Petersburg.

The introduction to Tristan und Isolde is preceded by a new work by Alexey
Retinsky, composed in the unique genre of “an overture to overture”. Retinsky is
approaching Wagner in his attention to orchestral colour and the mythological nature of
artistic thinking. [ |
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«Y BOABIHET BO/OCy

Anexceii PemuHckuil, KoMno3umop

He U npexae NPUXoAUNOCh NMcaTb NPOU3BEAEHUA-OMMAaMK, A BCTynan B Aua-
noru ¢ Manepom, PaxmaHuHoBbiM, Kyptom Bainem. O6patuBwnch K BarHepy,
A OOHapyXKN OTCYTCTBUE NOTAEHHOW ABEpPU B €ro repMeTU4HbIA My3blKa/bHbIN
U UNOCOCKUIA MUP: OH MOJIHOCTbIO NPOAPTUKY/IMPOBaH, BbLICTPOEH Kak
COBepLUEHHbIN KpUCTa1, K KOTOPOMY HEBO3MOMHO 106aBUTb HUKaKOW XMMUYECKHUIA INIEMEHT,
NOCKOJ/IbKY BMECTO HOBOM MHTEPECHOM peaKLMU CIYYUTCA OTTOPKEHHE.

Ecnv Henb3A BECTH C KNACCUKOWM AMANOrN, HYXHO CTaTb €€ 3epKasioM, pelurn A, HO He
3acTbiBLUEX amanbraMoM, a 3epKasioM BOAHbIM, KOTOpOe, OTpaas, Co3AaeT COBEpPLUEHHO
HOBYIO KapTUHY. TaK y Npon3BeAeHUA NOsSBUINCL Ha3BaHWE U CTPYKTYpPHas OCHOBaA.

Korga-Tto MHe BCcTpeTuiiacb NOroBOpKa aMepUKaHCKUX UHAeNhLeB «Y BoAbl HET BO-
noc». OHa npMBoAUNach B 04HOM (HUI0COHCKOM TEKCTe Kak BOPOLLUEHHbIN KOoaH, 6€30 BCAKUX
TPaKTOBOK U TONIKOBaHUM, U HaBcerga 3acena y MeHsa B namATU. Tema BoAbl Urpaet 60/bLuyto
ponb B «TpuctaHe»: TpuctaH coBepliaeT NyTb MO BOAE HABCTPeYYy WCLENUTENbHULE
Usonbae Benokypoii, oHn Bmecte ¢ Usonbaori Benokypon ABUKYTCA MO BoAe HaBCTpevy
cBoei Nto6BU U cmepTU... Boaa, KOTOpylo HEBO3MOMHO CXBaTUTb U yAepiKaTb, BoAa Kak
MeTactopa TeKyLero BpeMeHH, Be4YHO YCKOJIb3aloLWwen }RU3HH, haTyma C ero U3MeHYUBOCTbIO,
HenpeAcKasyemoCTbl0 U HEeU36EeHHOCTbIO, COeAUHUIaCb C OAHMM M3 CTapUHHbLIX TUTYIOB
U3onbabl — BenoKypas — U 06pa3om BOIOC KaK TEKYYel U pacTyLLei, HO BCe e MaTepUM.

Mow TpuctaH CMOTPUT B BOAY U BUAUT CBOe a(heMepHOe, UCKaKeHHOe OTpameHue.
A cmoTplo Ha BarHepOBCKYIO NApTUTYPY, 3epKaibHO OTpaato ee (MHoraa U 6yKBasbHO 3340M
HanepeA, cneaysa CTapuUHHOMY NONUMOHUYECKOMY NPUEMY MO Ha3BaHWEM « PAKOXOA»),
HO OTPaKeHUe MOe UCKaKeHO: pasbATOo Ha hparMeHTbl, NOKPbLITO PAGLIO PACCUHXPOHU3ALIUH,
pacTaHyTo, cxkaTto. B aTOM OTpameHWM pacKpbiTbl BCe gpamaTypruyeckue BAOXU U BblLAOXU
BarHepa, ux amnaudTyga foBedeHa A0 npejena, Ky/lbMWUHAuMKM BbIXOAAT B YMCTYIO
CNeKTpanbHOCTb (KOTOpasi, KaK BbIACHUIOCh, TOMe 3a/ioKeHa B My3blKe, HO MO MOHATHbLIM
WUCTOPUYECKMM MPUYUHAM He PacKpbiTa KOMMO3UTOPOM), @ K TPUCTAHOB aKKOPA» COXpaHsAeT
CBOIO BEYHO TOMALLYIOCA HepaspelwnmocTb. MoA yBepTiopa ANMTCA CTO/IbKO e, CKOJIbKO
M BarHepoBCKaA, U TaK e, Kak B JIlO60OW yBepTiope, B HEW, CNOBHO B CNpeccoBaHHOM
CrycTHe, 3aK/ilodeHa BcA byaylian UCTopua: 6ecKoHevHoe nputaxeHre TpuctaHa u Usonbapbl
M HEBO3MOXKHOCTb MX BoccoeAuHeHUA. JIlo6oBb — KaK Boga. Ee Toe He cxBaTUWb 3a
BOJIOCbl. [ ]
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“VVATER HAS NO HAIR”

Alexey Retinsky, composer

am no stranger to writing homages; | have previously entered into dialogues with Mahler,

Rachmaninoff, and Kurt Weil. Turning to Wagner, | discovered the absence of a secret

door to his hermetic musical and philosophical world — it is completely articulated,

designed as a perfect crystal, to which it is impossible to add any chemical element,
because instead of a new interesting reaction, rejection will occur.

| decided that if one can’t engage in a dialogue with the classics, one needs to become
its mirror, but not a congealed amalgam — rather a water mirror, which, while reflecting,
creates a completely new picture. So that is how the work got a name and a structural basis.

Once | came across an American Indian proverb “Water has no hair”. It was cited in
some philosophical text as a tossed-in koan, without any interpretations and explanations,
and it stuck in my memory forever. The theme of water plays a significant role in Tristan und
Isolde — Tristan makes his way across the water to meet the healer Isolde the Blonde, then,
together with Isolde the Blonde, they travel on water towards their love and death... Water,
which cannot be grasped and held, is a metaphor of the time running, the ever-elusive life,
fate with its variability, unpredictability and inevitability, combined with one of Isolde’s ancient
titles — the Blonde — and the image of hair as fluid and growing but still matter.

My Tristan is looking into the water and sees his ephemeral, distorted reflection.
| am looking at Wagner’s score, mirror it (sometimes literally backwards, following an old
polyphonic technique — cancrizans), but my reflection is distorted — broken into fragments,
covered with ripples of dissynchronisation, stretched, compressed. In this reflection, all
Wagner’s dramatic breaths and exhalations are revealed, their amplitude is brought to the
limit, the climaxes come out in pure spectrality (which, as it turned out, is also embedded
in the music, but for obvious historical reasons is not disclosed by the composer), and the
“Tristan chord” retains its eternally languishing unresolvedness. My overture lasts as long
as Wagner’s, and just like in any overture, the whole story that follows is contained in it, as
if in a compressed clot: the endless attraction of Tristan and Isolde and the impossibility of
their reunion. Love is like water. One can’t grab it by the hair either. B
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BT
03:50
18+

@ NMEPMCKAA XYAOMECTBEHHAA FAJIEPEA
KOHLEPT COJIUCTOB OPKECTPA
MUSICAETERNA

Mapusa CTpaToHOBHY, CKpUNKa

Ancbiny CaicdynnnHa, CKpUnKka

Aunapa MypatoBa, anbt

EBreHunit PymsaHUeB, BUONOHYENb
KOHYepm-sHuzmMa

OYHble  KOHUEepTbi-3HUIrMbl B [epmcKkow
XyAOKECTBEHHOW ranepee — ogHa U3 Tpaau-
uuii [laruneBcKoro cecTtuBans, onpeaensio-
wux ero atmoceepy. MNoa Kynonom ranepewu,
B OKPYXEHUU NepMCKUX 60roB — YHUKaNbHbIX AepPeBAH-
HbIX CKY/IbNTYP — 3BYYMT My3blKa: KaKasd UMEHHO, CTaHO-
BUTCA M3BECTHO JIMLWb NOC/e 3aBepLUeHUA NporpamMmbl.
3a 310 Bpems nonympak B 3ane MnocTeneHHo ycTynaet
MeCcTO CBeTy, U cpasy nocse KoHuepTa 3puTesu MOryT
BbIATU Ha 6eper Kambl, 4TO6bl BCTPETUTb BOCXOA. [ |




2706
TUE
03:30
18+

@ PERM STATE ART GALLERY

SOLOISTS OF THE MUSICAETERNA
ORCHESTRA

Maria Stratonovich, violin

Ajsylu Sayfullina, violin

Dinara Muratova, viola

Evgeny Rumyantsev, cello

concert-enigma

octurnal enigma concerts at the Perm Art Gallery
are one of the Diaghilev Festival traditions that
define its atmosphere. Under the gallery dome
amidst Permian gods — the unique wooden
sculptures — music sounds: what kind of music it is
becomes known only after the programme has been
performed. In the meantime, the twilight in the hall
gradually gives way to light, and immediately after the
concert the audience can come out on the Kama River
bank to meet the dawn. [ |



Z 7 O é a  YACTHAA ®UIAPMOHUA « TPUYMD»

«BECHOM»
BT ayduosusyanviulil nepghopmarc
Z/l . O 0 KomnosuTtop 1 ucnonHuteno Anekcei PeTUHCKUIM

16+

omno3utop Anekcern PeTUHCKUIA cO34acT 3BYKOBOE COMNPOBOHKAEHUE KAAPOB HEMOIO

JIOKYMeHTanbHoro ctunbma «BecHoi» (1929), naneKo BbixoAsllee 3a Npeaenbl

TPaAULMOHHOM TanepCKOW NPaKTUKK, HO NpuAepRUBaloeeca NpUHUMNAG UMMPO-

BU3aUMUOHHOCTU. B nepdopmaHce 6yayT MCNONb30BaHbl 3/IEKTPOHUKA, 3BYKOBbIE
KUHeTUYeCKUe 06beKTbl NepmaHa BuHorpagoBa U apyrve HecTaHAapTHble My3biKalbHble
WHCTPYMEHTbI.

ABaHrapaucTCKui wWeaeBp «BecHon» (1929) — pexuccepckun aebot Muxauna
KaydmaHa, 6paTta U KMHoonepaTopa [3uru BeptoBa. ®unbm « BecHoi» — oTtBeT KaydmaHa
Ha NIeHTy «YenoBek ¢ KMHoannapaTom» — AoKasan, 4To 6€3 NOMOLU TUTPOB MOXKHO Bbipa-
}aTb rnyboxkue naeu, Ho aenartb 3TO0 UHaye, Hexenu BeprtoB. B ocHoBe paboTbl — Habsto-
AEHWe 3a XOA0M HWU3HU NII4EeN U NPUPOAbI.

Anekcei PETUHCKHUIA, KOMMNO3UTOP U UCMOJIHUTESb:

«B dunbme Muxamna KaycbmaHa, B OTIM4ME OT BUSUOHEPCKMX MAAKATHLIX KUHONEHT
ero 6parta [13uru BeprtoBa, KOTOpbIe Jlyylle BCEro BOCNPUHUMAIOTCA B MOJIHOM HEMOTe, eCTb
YAUBUTENbHbIA BECEHHWH UMNPECCUOHU3M: 3apOMHKAeHUe HU3HWU, HOBasA Nopoc/b, AETH... —
TO, YTO BrMycCKaeT B cebAa 3ByK. [lpocTtoe TanepcTtBo Ha posne obecueHuno 6bl U Kaapbl,
M camy My3biKy. fl AO/KeH Obln BHECTU KOHTPaANYHKTUYECKYIO JIMHWUIO, HOBOE COAEepHaHue,
AOMNONHAOWEe U NapaAoKcanbHO pacluimpsaioLee To, YTO Mbl BUAUM Ha 3KpaHe.

KaycmaH meTachopryecKn NoBECTBYET O 3apOKAEHUU HOBOIO MUpa, BRAOYaA B Npu-
POAHBLIA LUK PEBOMIOLMIO U MOJIOAbIX COLMUANIUCTOB, OTMEHSAIOLMUX NPEHKHIOD UCTOPUIO U
CTPOSALLUX HOBOE, HE3HaKomoe byayluee. My3bikanbHaa YacTb NnepdopMaHca TaKkKe pacKpbl-
BaeT TeMy 3apM 4YesloBe4YeCTBa, BbipaxkaeT HeUTO BpoAe 3HTy3ua3ma nepBbiX I0AEN, KOTopble
PUCYIOT HMBOTHbIX Ha CTeHax CBOWX neuiep. JNEeKTpPOHHas My3blKa BblpacTaeT M3 Lyma
KUHOMNpoeKTopa. Ha Hee HaKnaablBaeTcA MAacT apXauyHO-MJeMeHHbIX 3BYy4aHWH, My3blKa
AOUMBUIM3ALMOHHOM 3MOXU C ee ApalBOM M KayeM, C ee MPauHCTPYMEHTaMKU KaMHeM W
MeTanoM, C O4HMM W3 caMbIX APEBHUX AYXOBbIX MHCTPYMEHTOB — Auarepuay. B onpe-
AENeHHOM CMbIC/ie MOW CayHATPEK Mor 6bl 03BYYMTb pasMmbilieHUs 060 BCeM COBETCKOM
aBaHrapae 1920-1930-x roaoB — AEeP3KOM U COBEPLUEHHO CAaMOCTOATE/IbHOM AIBJIEHUM, OMNKU-
paloLemMca Ha Hacneaue NpPOLUIOro Wb MO KacaTe/lbHOM U NMONHOCTbIO OPUEHTUPOBAHHOM
Ha OTKPbITUE HOBOMO XyAOMECTBEHHOro MWpa, Kotopoe cosepwanu Manesuy, PogueHKo,
XnebHWKoB, Xapmc U — cpeau npouynx — BeptoB u KaychmaH». B

104



27 O () &  PRIVATE PHILHARMONIC TRIUMPH
IN SPRING
—|— U E audio-visual performance

Z/l . O O Composer and performer Alexey Retinsky

16+

omposer Alexey Retinsky will create a soundtrack for the silent frames of the
documentary film In Spring (1929), going far beyond the traditional taper practice
but adhering to the principle of improvisation. The performance will use electronics,
sound kinetic objects by German Vinogradov, and other non-standard musical
instruments performed by the author.
The avant-garde masterpiece In Spring (1929) is the debut work of Mikhail Kaufman,
Dziga Vertov’s cameraman, as a director. In Spring — Kaufman’s answer to the film Man
with a Movie Camera — proved that unaided by titles it is still possible to express deep ideas
but doing it differently than Dziga Vertov. The work is based on observing the course of life
of people and nature.

Alexey Retinsky, composer and performer:

“Unlike the visionary poster-like films of his brother Dziga Vertov, which are best
perceived in complete silence, Mikhail Kaufman’s film is permeated with amazing spring
impressionism: the birth of life, young shoots, children — something that lets the sound
in. Simply playing piano would devalue both the film frames and the music itself. | had to
introduce a counterpoint line, a new content that complements and paradoxically expands
what we see on the screen.

Kaufman metaphorically tells about the birth of a new world, making the revolution and
young socialists, who cancelled the old history and were building a new, unfamiliar future,
part of the natural cycle. The musical part of the performance also reveals the theme of th
dawn of humanity, expresses enthusiasm akin to that of the first people drawing anim

with its drive and groove, with its proto-instruments — stone and n
most ancient wind instruments — the didgeridoo. In a sense, ny
voiced reflections on the entire Soviet avant-garde of the 1920s and
completely independent phenomenon based on the legacy of the pas
fully focused on the discovery of a new artistic world being created by
Khlebnikov, Kharms, and, among others, Vertov and Kaufman.”
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28.06
CP
03:50
18+

5} NMEPMCKAA XYAOXKECTBEHHAA FAJIEPEA
KAMEPHbIHA KOHLEPT
BAPOYHOU MY3bIKH

Taa Kénur-TapaceBuy, 6apoyHas dneiTa
BnaaucnaB lNMecuH, cKpunKa

Onbra ApTiorMHa, CKpMnKa

HKapnoc HaBappo, KoHTpa6ac
HoHcTaHTHH LLleHMKoB-ApxapoB, NIOTHA
KOHYepm-snuzsma

O4YHble  KOHLUEepTbli-3HUIrMbl B [epmcKo#
XYOOMECTBEHHOW ranepee — oAHa U3 Tpaau-
uMi laruneBcKoro decTtuBans, onpenensio-
wux ero atmoceepy. MNMoa Kynonom ranepew,
B OKPYXEHUU NepMCKUX 60roB — YHUKaNbHbIX AePeBAH-
HbIX CKYNbNTYp — 3BYYMUT My3blKa: KaKaA MMEHHO, CTaHO-
BUTCA M3BECTHO /IMLIb NMOC/e 3aBepLleHWUs NporpaMmbl.
3a 310 BpemsA nonympak B 3ase NOCTeneHHo ycTynaeT
MeCTO CBeTy, U cpasy Mnocne KoHuepTa 3puTeNiM MOoryt
BbIMTH Ha 6eper Kambl, 4TO6bl BCTPETUTb BOCXOA. [




28 . O 6 a PERM STATE ART GALLERY
CHAMBER CONCERT
VVEN  oF BAROQUE MusIc

03 . 3 O Taya Konig-Tarasevich, baroque flutes
Vladislav Pesin, violin

/l 8 + Olga Artyugina, violin
Carlos Navarro, double bass
Konstantin Shchenikov-Arkharov, lute
concert-enigma

octurnal enigma concerts at the Perm Art Gallery
are one of the Diaghilev Festival traditions that
define its atmosphere. Under the gallery dome
amidst Permian gods — the unique wooden
sculptures — music sounds: what kind of music it is
becomes known only after the programme has been
performed. In the meantime, the twilight in the hall
gradually gives way to light, and immediately after the
concert the audience can come out on the Kama River
bank to meet the dawn. [




28.06
CP
19:00
50.06
T
21:.00
16+

COBMECTHAA
MOCTAHOBKA
MEXAYHAPOAHOIO
AArUNEBCKOro
DECTUBANA

W HUKETOPOACKOIo
FOCYAAPCTBEHHOIO
AKAZIEMUYECKOro
TEATPA OMEPbI

W BAJIETA

WM. A. C. NYLLKUHA

&  MEPMCKMWM TEATP OMEPbI U BAJIETA

* npemMmbepa

leopr ®puapux NeHaenb (1685-1759)
OPATOPMHA IL TRIONFO DEL TEMPO

E DEL DISINGANNO | «TPUYM® BPEMEHMU
U PASOYAPOBAHUA», HWV 46A (1707)

Pexunccep Ennsasera Mopos

XyaoxwHuK Cepreit UnnapuoHoB

XyAoKHUK no cBeTy KoHcTaHTUH BUHKUH

XyAoHHUK no Buaeo Uropb JlomalukeBuy

XyAaoxHUK no rpumy Mapba Kosnosa

AccucTteHT pexuccepa EKatepuHa EnucrpartoBsa

AcCUCTeHT XyAorHMKa no KocTiomam AHactacusa OauHoOKoBa
MomoLwHKK perurccepa 3axap 3aiiues

TexHu4yeckas nogrotoeka: CeetnaHa 3aiKkuHa, CtaHucnas LLlamwes,
JAasua MatuBocsaH

Mpoatocep BepoHuKka MenKoHAH

My3blKanbHbli pykoBoaUTENb U AupUkep AMUTpUin CUHBKOBCKUIA
AccucteHT gupuxepa Uropb Bo6osuy

Opkectp La Voce Strumentale Huxeropoackoro rocyaapctBeHHOro
akazeMuyecKoro Teatpa onepbl U 6aneta um. A. C. lNywKuHa

Conucrbl:

Aunsapa Uapucosa — Bellezza | Kpacora

Ana lbAakoBa — Piacere | HacnaxaeHune
Angpeit Hemsep — Disinganno | PasoyapoBaHue
Cepreit loauH — Tempo | Bpems

ApTuUcTbl Xopa HUKeropoacKoro rocy4apCcTBeHHOro akaaeM1U4ecKoro
TeaTpa onepbl U 6aneta um. A. C. MywKKUHa
npu yyactuu Bapsapbl BanesnHon, HUKUTLI 3uMnHa

MaBHbIM aupukep Hueropoackoro rocyaapcTBeHHOro
aKaZieMU4ecKoro TeaTpa onepbl U 6aneta
um. A. C. NywKuHa Amntpunt CUHBKOBCKHUH

XyZAoKeCTBEeHHbI PYKOBOAUTENb
Hukeropoackoro rocyaapCTBEHHOrO akaeMHU4YeCHKoro
TeaTpa onepbl U 6aneta um. A. C. MywKuHa
Anekceri TpucoHoB
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28 . 06 &  PERM OPERA AND BALLET THEATRE
*  premiere
\/\/ED Georg Friedrich Handel (1685-1759)
ORATORIO IL TRIONFO DEL TEMPO E DEL
19 . O O DISINGANNO | THE TRIUMPH OF TIME
FR| AND DISILLUSION, HWV 46A (1707)
Director Elizaveta Moroz

3 0 . 0 6 Production designer Sergey lllarionov
Light designer Konstantin Binkin

Z/l . O O Video designer Igor Domashkevich
Make-up artist Maria Kozlova

/|6+ Assistant director Ekaterina Elistratova
Stage manager Zakhar Zaitsev
JOIN PROJECT Assistant production designer Anastasia Odinokova
OF THE DIAGHILEV Technical preparation: Svetlana Zajkina, Stanislav Shamshev,
FESTIVAL AND David Mativosyan
OF THE NIZHNY Producer Veronika Melkonyan

NOVGOROD

STATE ACADEMIC Music director and conductor Dmitry Sinkovsky

OPERA AND Assistant conductor Igor Bobovich
BALLET THEATRE La Voce Strumentale Orchestra of the Nizhny Novgorod State Academic
NAMED AFTER Opera and Ballet Theatre named after A.S. Pushkin

A.S. PUSHKIN

Soloists:

Dinara Idrisova — Bellezza | Beauty

Yana Dyakova — Piacere | Pleasure
Andrey Nemzer — Disinganno | Disillusion
Sergey Godin — Tempo | Time

Artists of the Choir of the Nizhny Novgorod State Academic
Opera and Ballet Theatre named after A.S. Pushkin
with participance of Varvara Balezina and Nikita Zimin

Chief Conductor of the Nizhny Novgorod State Academic
Opera and Ballet Theatre named after A.S. Pushkin
Dmitry Sinkovsky

Artistic Director of the Nizhny Novgorod State Academic

Opera and Ballet Theatre named after A.S. Pushkin
Aleksey Trifonov
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28.06, 30.06
«TPUYM® BPEMEHW 1 PASOYAPOBAHIMA»

[EPBAA OPATOPIKI
| EHAE AN

Jlapuca Kupuriuna

AHBape 1707 roga 23-netHuit leopr ®puapux MeHaens — Hemel, CaKcoHel,

NoTepaHUH — MOKopun Pum, CTonMUy KaTo/NMYECKOro MWpa, Urpoi Ha opraHe

B xpame CsAToro MoaHHa Kpectutena B JlatepaHe. CeKpeT 3TOro Heob6bl4HOro

AebloTa 06bACHANCA TEM, YTO HACTOATENIEM 3HAMEHUTOro cobopa 6bin KapAuHan
BeHeaetTo Mamduan, cTpacTHbIM MenomaH U NO3T, KOTOPbIA BOCXULLANCA FTEHUEM « MUIOMO
CaKCoHLa», B3N ero K cebe Ha cnyx6y U Hanucan AnA Hero pAs TEKCTOB.

CambiM 3HauyuMTenbHbiM npousBeseHWeM leHaena Ha CcTUxW KapauHana Mamdwnu
crana opatopusa « Tpuymep Bpemenu u MNpaBabi», UcnonHeHHas B Pume B mae unu nioHe 1707
roga. 3To 6bl1 NepBbIi ONbIT PaboTbl OHOFO KOMMO3WTOPA B HaHpe, KOTOPbI BNOC/eACTBUA
obeccmepTUn ero Ums.

UtanbaHcKoe Ha3BaHue (Il trionfo del Tempo e del Disinganno) ¢ Tpyaom noaaaetcsa
ToyHomy nepeBoay. Disinganno o3HayaeT He cToNbKo « PasoyapoBaHue», CKOJIbKO TPe3BbIH
B3r/1A4 Ha BelM, OTBEPralowWMUi «4vapbl», TO eCTb C06Js1a3Hbl, W/JIIO3UK U CaMOOOMaH.
CloeT opaTopum — pPeIUrMo3Hbli, MOPaU3YIOLWMA U HUNOCODCKUIM, OAHAKO HE HACTONbLKO
YMO3pUTENbHbIN, Kak MOMET NoKasaTbCA C/ylaTelo Hawero BpemeHu. HanpoTtus, oH 6bin
BecbMa HarnsaHbiM. B anoxy 6apoKKO co3ZiaBanocb HemMano KapTUH U rpaBlop Ha 3Ty Temy.
Bpema u3o6paianocb B BMAE Mpa4yHOro cefobopoforo crapua C TEMHbIMU KPblIbAMM,
BUTaIOLWEro B BO3A4yXe MW eayllero Ha TpuyMdasbHOW KONEeCHULE; UHOrAa 3TOT NEePCOHaM
Jlepran OCTPYI0 CEKUPY, YHUUTOMKAIOLLYIO BCe }uBoe. YTo MoKeT NpoTUBOCTOATL BpemeHn?
Kpacota? Ho oHa cmepTHa UM 6peHHa. HacnamxaeHne? Ho oHO nuwb nomoraer 3abbiTb
0 Heus36erHOM neyanbHOM KoHue. TonbKo TpesBbik pasym (Disinganno) nokasbiBaeT
MUCTUHHYIO LIeHHOCTb Bcero cyulero. CnaceHMe — B BeYHbIX UCTMHaxX, B Bbore, K Kotopomy
cneayeT CTpeMUTbCA BCAKOM aywe. KapauHan Mamdunu, 3ametum, usberaet ynommHaTb o
Jlio6BM, Aaxe B CaMOM BO3BbILLEHHOM, XPUCTUAHCKOM cMbicne. HebecHas JTio60Bb morna 6bl
NPUMHUPUTL BCE KPAaMHOCTHU, OAHAKO aBTOPY TEKCTA HYXKHO 6b110 060CTPUTL KOH(IMUKT, YTOObI
caenatb €4AUHCTBEHHO BEpHbIM BbIBOA.
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HANDEL'S FIRST
ORATORIO

Larisa Kirillina

n January 1707, 23-year-old Georg Friedrich Handel — a German, a Saxon, and a
Lutheran — conquered Rome, the capital of the Catholic world, by playing the organ in
the Papal Archbasilica of Saint John in Lateran. The secret of this unusual debut was
explained by the fact that the rector of the famous cathedral was Cardinal Benedetto
Pamphili, a passivonate music lover and poet who admired the genius of the “sweet Saxon”,
provided him with employment, and wrote for him a number of texts that Handel set to music.

The most significant Handel’s composition on the texts by Cardinal Pamphili was the
oratorio The Triumph of Time and Disillusion, performed in Rome in May or June 1707. This
was the first experience of the young composer in the genre which later immortalised his
name.

The ltalian title (/I trionfo del Tempo e del Disinganno) is difficult to translate into
Russian accurately.! Rather than “Disappointment”, Disinganno means sober view of things,
rejecting “illusion”, that is, temptations and self-deception. The subject of the oratorio
is religious, moralising, and philosophical but not as speculative as it may seem to the
contemporary listener. On the contrary, it was very visual. In the Baroque era, numerous
paintings and engravings on this topic were created. Time was depicted as a grim grey-
bearded old man with dark wings, floating in the air or riding a triumphal chariot; sometimes
this character held a sharp axe that destroys all living things. What could confront Time?
Beauty? But it is mortal and transitory. Pleasure? But it only helps to shake off the thoughts
about the inevitable sad demise. Only a sober mind (Disinganno) shows the true value of
everything. Salvation lies in eternal truths, in God to Whom every soul should strive. Cardinal
Pamphili, it should be noted, avoids mentioning Love, even in its most exalted, Christian
sense. Heavenly Love could reconcile all extremes, but the author of the text needed to
escalate the conflict in order to make the only correct conclusion.

' Disinganno in the oratorio title is usually translated into Russian as “razocharovaniye”, that is, “disappointment”.
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B opuruHanbHon Bepcun « Tpuymd Bpemenu u Mpaeabi» — A0BOABHO KamMepHoe No
cocTtaBy Npou3BeAeH e, He NnoapasymeBasLuee y4acTusa xopa. CloxeT pasB1MBaeTcA B AWanorax
yeTblpex conuctoB: Kpacotbl (conpaHo), HacnaxaeHus (conpaHo), Mpasabl (Disinganno —
anbt) U BpemeHun (TeHop). MapTUM BbLICOKMX FOIOCOB MCMOMHANMUCL KacTpatamu, W60
ny6nuYHble BbICTYMIEHUA HeHWUH B Pume 6binn 3anpeweHbl. OqHaKO UMEHHO KacTpaTbl
CNIaBUJIUCb He TONIbKO ClagKoriiacem, HO U HEBEPOATHOM BUPTYO3HOCTbIO NeHusA, U NeHaenb
Aan CoNMcTaM BO3MOMHOCTb 6/UcTaTb theepuyecKMMU pynagamiu. lNeBuOB conpoBoxaan
He60/bLLoKN opKecTp (dhneiTbl, FO60U, CTPYHHbIE HHCTPYMEHTbI, KNaBECUH U OpraH-No3nUTUB).
3a opraHom, o4eBUAHO, cuaen cam leHaenb, ¥ UMEHHO K HEMY OTHOCWJICA TEKCT O4HOKN U3
apuit B nepBoM aKTe: « OyapoBaTe/ibHbliA IOHOWA TEWWUT HAac CO61asHUTE/NbHLIMU 3BYKaMM,
npurnawias cinyx BKYCMTb HOBOe HacnaxkpaeHuen». eHAenb B MONOAOCTU AEWCTBUTENIbHO
BbIrIA4eN CTPOMHbIM KpacaBLeM, O YeM MUcanu COBPeMEHHWKHU, U NIULb B 3pefible roapl
npuo6pen 3HaKoMyo Ham No NOpPTpeTam BHYLUUTE/IbHYIO KOPMYIEHTHOCTb.

Moatnyeckun TekeT NMamduam UICKYCHO HanUcaH, HO NPU YTEHUU BOCNIPUHMMAETCA Kak
X0n04HOBaTO-Ha3uAaTeNbHbIM. [eHaenb, HajeneHHbIM AapoM NPUPOXKAEHHOro ApamaTypra,
pPacKpbll XyAOMECTBEHHbIA MOTeHUWan anneropuv, HaAe/MB HKamAoro nepcoHaxa
WMHAMBUAYANbHOCTBIO U MacTEPCKM HapMCOBaB Yepeny 3BYKOBbIX KapTWH, HMBOMUCYIOLWMUX
BCce cuTyauuu. Kpacorta npeacraer Kak 4yenoBeyYecKas JIMYHOCTb, 3aA4yMaBLLAACA O CMbIC/e
MM3HM U O cBoell 6yaywen cyabbe. Bbicnywas Bce nocynbl U coBeTbl HacnamaeHua u
MpaBAabl, OHa He MbITaeTcA NPOTUBOCTOATL BpemeHHW, a NpUHMMaeT Heus6erHoe, yTellasachb
BEYHbIMW UCTUHAMM.

Yem 6onbwe leHaenb BHUKan B TEKCT OpaToOpuK, TeM GaMKe K cepauy NpUHUMan
3aK/Ilo4eHHYI0 B Hem dunocoduio. MHaye HEeBO3MOKHO OGBHACHUTb, MOYEMY ITOT CHOKET
BO3HWKaN B XU3HU eHaenn ele ABamAabl, 0603Ha4YasA BamHbIe AN1A HEr0 BHYTPEHHUE BeXM.

B 1737 roay 52-neTHM KOMMO3MUTOpP, YHe AaBHO nepecenusluMUcA B JIOHAOH U
NPUHABLLKWI GPUTAHCKOE rpaXAaHCTBO, NepepaboTan CBOK PaHHIOW OPaTopUio, HECKOIbKO
M3MeHUB Ha3BaHue. U3 Hero ucuyesno Henepesoaumoe Disinganno, a noAaBunacb 04HO3HAYHO
noHuvaeman [paBaa: Il trionfo del Tempo e della Verita. Tekct octanca npexHumMm,
HO napTUTypa 3ameTHO pa3pocnach, leHaenb 406aBUN XOP U HEKOTOPbI€ MHCTPYMEHTa/IbHbIE
3MNU304bl, U OpPaTOpPUA U3 ABYX4YACTHOM CTana TPexX4aCTHOW.
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In the original version, The Triumph of Time and Disillusion was a rather chamber
composition which did not imply the participation of the choir. The plot develops in the
dialogues of four soloists: Beauty (soprano), Pleasure (soprano), Disillusion (alto), and Time
(tenor). The upper parts were performed by castrati because in Rome there was a ban
on women performing publicly at the time. However, it was the castrati who were famous
not only for their sweet voice but also for their incredible vocal virtuosity, and Handel
provided the soloists with the opportunity to shine with enchanting roulades. The singers
were accompanied by a small orchestra (flutes, oboes, stringed instruments, harpsichord,
and positive organ). Handel himself was obviously playing the organ, and it was to him that
the text of one of the arias in the first act referred: “A charming young man amuses us with
seductive sounds, inviting the ear to taste a new pleasure.” As contemporaries wrote, as a
young man Handel was really slender and handsome, and only in mature years acquired the
impressive corpulence that we easily recognise in his portraits.

Pamphili’s poetic text is skillfully written, but when reading it is perceived as coldly
didactic. Handel, gifted with the talent of a born playwright, revealed the artistic potential
of allegory, endowing each character with individuality and masterfully drawing a series of
sound paintings depicting all situations. Beauty appears as a person who has given a thought
to the meaning of life and about their future destiny. After listening to all the promises and
advice of Pleasure and Disillusion, it does not try to resist Time but accepts the inevitable,
consoling itself with eternal truths.

Moreover, the more Handel delved into the text of the oratorio, the closer he took
the philosophy contained in it to heart. Otherwise, it is impossible to explain why this plot
resurged in Handel’s life two more times marking important personal milestones.

In 1737, the 52-year-old composer, who had long since moved to London and taken
up British citizenship, reworked his early oratorio, slightly changing the title. Disillusion
disappeared from it, and the unambiguously understood Truth appeared: Il trionfo del Tempo
e della Verita. The text remained the same, but the score extended noticeably — Handel
added choir and some instrumental episodes, and the oratorio from two-part turned into
three-part.
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Ewe yepes 20 ner, B 1757 roay, 72-netHu [eHaenb, 60/1bHOM U MOTHOCTbIO OC/IENLLWHA,
HO He YTPaTUBLLUIA CUNY AyXa, BEPHYICA K U3NI06IeHHOMY CIOMHETY U nepepaboTan opaTopuio
B TpeTuit pas. Tenepb TeKcT ctan aHrMnckum (The Triumph of Time and Truth), nepeBog,
nuépetTo caenan Tomac Mopenn. leHaenb yxe He MOr 3anMcaTb NapTUTYpy caM U, BEPOATHO,
AWKTOBan ee, gaBasd YCTHble YKasaHUMA WM Urpad Ha KnaBeCUHe, CBOeMy NpeAaHHOMY
YYEHUKY M MOMOLLHUKY, [#oHy Kpuctodhepy CmuTy-mnagwemy (ero otel, M MNOMHbINA Te3Ka
AONTUe roAbl CNYHMUI KOMMO3UTOPY AeNoBbIM accucTeHToMm). lNporsBeseHHe B ouepesHoi pas
M3MeHUNoCb. KonnM4yecTBO CONMUCTOB YBENMYMNOCH A0 NATH (Nomnmo KpacoTbl, HachamaeHus,
BpemeHu v lMpaBabl, B TMO6PETTO BO3HUK NepcoHax 3abnyxaeHuWe), a pa3BepHyTbie Xopbl
npuaanu COYMHEHUI0O UCTUHHO reHAEeNeBCKYI0 MOHYMEHTaNbHOCTb. HeManasa Yyactb « HOBbIX»
HOMEpPOB npeAacTaBnsana coboir uuTaTbl U3 NpousBedeHUd camoro MeHaenAa U U3 My3bIKU
ero coBpeMeHHHUKOB. 1A 3noxyu 6apoKKO TaKoi TBOPYECKUM MeTog, 6bia BNOSHE 06bIYHbIM.
KomnosuTtop 3aumcTBOBan Kb TO, YTO CYMTaN GJIM3KMM, U TBOPYECKU TpaHChopMUMpoBan
YYXHOW MaTepuan.

OpaTtopysa BO BCeX TpPeX peAaKkuUAX HEOAHOKPATHO MCMONHANACb MNPU HU3HU
leHpena, HO He NpUHaANeXana K cambiM NOMyAAPHbLIM €ro weaeBpamM, TakUM Kak « Meccuay,
«Cayn», «CamcoH», « Myaa MaKKaBei». 3aTeM OHa NMPaKTUYECKU UcYe3sla U3 KOHLEPTHOro
peneptyapa. A Bo BTopoi nosioBuHe XX BeKa, Koraa TBop4yecTso eHAenA 3acuAno B NoIHOM
6necKe, MHOrMe ero opaTopuu o6penu cueHuyeckoe BoroweHue. MNpu xKusHu MeHgensa ato
6b11I0 HEBO3MOHO: OpaToOpuUM Ha 6UbnerckrMe U BOOOLLE PEIMrMOo3Hble TEMbI UCKIOYaIU
NOCTaHOBKY B TeaTpe, Ha 3TOT CYEeT CyLLeCTBOBaIM CTPOrMe 3anpeTbl.

KaK Hu cTpaHHo, B XX 1 XXI BeKax pemuccepbl pasHbIX CTPaH OXOTHO obpallasiucb U
K anneropuyeckomy cioety « Tpuymeba BpemeHnu u MNpaBabi», KOTOPbIK OCTaBAAET LWWMPOKOE
NPOCTPaAHCTBO ANA Boo6paxeHUA. Beab nob6oi 4enoBek paHO MAM NO34HO 3aAyMbiBaeTcsA
O CMbIC/Ie }M3HU U O cyab6e BCero NpexkpacHoro, 4YTo CywecTBYeT B MaTepyasibHOM Mupe.
IOHble AywK CKNOHHbLI accouuupoBaTb cebsa ¢ Kpacotoi v HacnamxaeHuem, B 3penoctu
HacTynaeT nopa nepeoLeHKU LIeHHOCTeH, a B CTapoOCTU ACHee chbliweH ronoc lMpaBAabl.
OpHako My3blka leHaena HacTonbKo npekpacHa, 4Yto Kpacota oaep:uBaeT nobeay Hapg,
BpemeHeM, Aaxe OTPEKLIUCH OT BCEro 3eMHOro. [ |
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20 years later, in 1757, the 72-year-old Handel, sick and totally blind but still strong
in his spirit, returned to his favourite plot and reworked the oratorio for the third time. This
time the text was in English (The Triumph of Time and Truth) — the libretto was translated by
Thomas Morell. Handel could no longer write down the score himself and probably dictated
it, giving oral instructions or playing the harpsichord to his devoted pupil and assistant, John
Christopher Smith Jr (his father and full namesake worked for the composer as a business
assistant for many years). The composition was changed once again. The number of soloists
increased to five (in addition to Beauty, Pleasure, Time, and Counsel, the character Deceit
appeared in the libretto), and the expanded choirs added to the composition a truly Handelian
monumentality. A considerable part of the “new” scenes consisted of quotations from the
works of Handel himself and from the music of his contemporaries. For the Baroque era,
such a creative method was quite common. The composer borrowed only what he considered
close to his own thoughts, and creatively transformed someone else’s material.

The oratorio in all three editions was repeatedly performed during Handel’s lifetime
but did not belong to his most popular masterpieces — such as Messiah, Saul, Samson,
Judas Maccabee. Then it practically disappeared from the concert repertoire. However,
in the second half of the 20" century, when Handel’s work shone in full splendour, many of
his oratorios were staged in theatres. This was impossible during Handel’s lifetime: oratorios
on biblical and generally religious themes were excluded from music theatre repertoire, there
existed strict prohibitions in this regard.

Oddly enough, in the 20* and 21t centuries, directors from different countries willingly
turned to the allegorical plot of The Triumph of Time and Truth which leaves much room for
imagination. After all, sooner or later anyone starts thinking about the meaning of life and the
fate of everything beautiful that exists in the material world. Young souls tend to associate
themselves with Beauty and Pleasure, in adulthood it is time to reassess the values, and in
old age the voice of Truth is heard more clearly. However, Handel’s music is so beautiful that
Beauty triumphs over Time, even having given up everything earthly. B
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« TPLTY MOy :
[IPOLLLAHIE
C VAANKO3NAMI

Eausagema Mopos, pescuccep

patopusa «Tpuymd BpemenHn u PasovapoBaHuA» cTasa cambiM COMHbIM

MaTepuanom, C KOTOPbIM MHE MPULLIOCh CTONIKHYTLCA B CBOeM TBOp4YecTBe,

HEeCMOTPSA Ha TO YTO Y MeHA 6bin onbIT paboThl ¢ onepamu leHaena « PogenvHaa»

1 «AnbuuHa». XotAa leHaenb 3amacKupoBan B 3TOW OpaTopuMn onepHblie (hopmbl
M CTWUNb, 34eCb HeT J/IMHerHoro cioxetra. Bmecto Hero mbl Habniogaem dunocodcKum
AUCNYT yeTbipex anneropun: Kpacotbl, Hacnaxaenua, BpemeHu u PasouvapoBaHuA. Becb
X0A4, AUCYTa MOXHO onucaTtb 04HOWM thpa3omn: Kpacota npeaaetca HacnhaxAaeHUAM, a NOTOM
Bpemsa u PazoyapoBaHue obpallaloT ee K Be4HOCTH.

MpuaymbiBaa MCTOpUIO, KOTOpas Morna 6bl O6GbACHWTL, caenatb HarnAgHbIM
M OLYTUMbIM AN1A HbIHELWHEro 3puUTenA 3TOT CMop a/JIeropui, A OTTa/JlkMuBanacb OT XPOHUKH
co3paHuAa « Tpuymda». Kak nssectHo, leHagenb obpaljanca K 3ToOMy MaTtepuany TPURAbI:
COBCEM lOHbIM KOMMO3UTOPOM Ha 3ape Kapbepbl, 3penblM MacTepoM B 3€HUTe CnaBbl,
NPU3HaHHbIM M3TPOM, MOYTU OCNenwKum Ha nopore cmepTu. Kak 6yATo KOMNO3WTOpP cTan
repoemM CBOEW e opaTopuu, NpPoMAA Bce 3Tanbl ee cloxeTa. Tak U KpacoTa, LeHTpanbHbIN
NepcoHaM CneKTaKkNA, NPOMMUBAET 3a BpeMA 3BY4aHUA MY3bIKU LENyl0 HU3Hb, NPUYEM He
B NEpPBbIM pa3: 3TO NMOCMEPTHbIM MOAAPOK MU OMACHbIA, UCKYCUTEJIbHbIA U HE CJ/IULLKOM
MWIOCEPAHDbIMA ONbIT, KOTOPbIA AapAT €eM — a MOMET, CTaBAT Hag HeM — TPU ApPYyrux
nepcoHama.
JleicTBylOLWME N1MLI@ OPaTOPUM — He 60rM U repoM, a CyWHOCTH, NOHATUA, KOTOpble

He noasiexart ogHo3HayHoMy BorsoweHuto. Cnoso Disinganno (« PasoyapoBaHue») Boo6Lue
He noaAaeTtcA MNPAMOMY MepeBoAY Ha PYCCKUM A3bIK. ITO HEKUA CNOMHbIA «OyKeT»
onpeaeneHui, BHIOYAOWKWIK B ceb6A MNOHUMaHWe, OCO3HaHWe, NMPUMUPEHWe, npoljaHue
c unno3nAmU. UMeHHO 3TUMKM NOHATUAMM onepupyeT PasouapoBaHue, y6exaaa Kpacoty
0CO3HaTb CBOKO CMEPTHOCTb U MPUMHUPUTBLCA C HElD, PEeLUMB TeM CaMbiM OCHOBHOW BOMPOC
o060 YeNnoBe4YECKOM HU3HM.
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T RIUMIPH:
FAREVVELL
TO ILLUSIONS

Elizaveta Moroz, director

he oratorio The Triumph of Time and Disillusion has turned out to be the most
difficult material that | had to face in my work, despite the fact that | had prior
experience working with Handel’s operas Rodelinda and Alcina. Although Handel
concealed operatic forms and style in this oratorio, there is no linear plot here.
Instead, we observe a philosophical dispute between the four allegories — Beauty, Pleasure,
Time, and Disillusion. The whole course of the dispute can be described in one phrase:
Beauty indulges in pleasure, and then Time and Disillusion make it consider eternity.

To make up a story that could explain, make this dispute of allegories visual and
tangible for the modern spectator, | started from the story of the Triumph'’s creation. As it is
known, Handel turned to this material thrice — as a very young composer at the dawn of his
career, as a mature master at the zenith of fame, and as a recognised maitre, almost blind
at the threshold of death. The composer seemed to have lived through his oratorio himself
while being present in it as a character. So does the central character of our production —
Beauty — who, while the music sounds, lives a lifetime, and not for the first time: this is a
posthumous gift or a dangerous, tempting, and not too merciful experiment that is given to
her — or conducted on her — by three other characters.

The protagonists of the oratorio are not gods and heroes but entities, concepts that are
not subject to unambiguous embodiment. The word Disinganno (“Disillusion”) is impossible
to translate into Russian directly. This word evokes a complex “bouquet” of definitions,
including understanding, awareness, reconciliation, bidding farewell to illusions. It is with
these concepts that Disillusion operates, convincing Beauty to recognise its mortality and
come to terms with it, thereby solving the main issue of any human life.
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Y10 TaKoe BpemA UM HacnaxaeHue? U rnaBHoe: YTO Takoe Kpacota? Y Kaxaoro
CBO€ npeAcTaB/iieHWe O NPEKPAcCHOM, U MHE KarKeTCA OYeHb BarKHbIM, YTO6bl HaW 3puUTeNb
CMOT OTOXAECTBUTbL ce6A ¢ KpacoTo — rnaBHbIM AEHCTBYIOWMM JIMLIOM CNeKTaKknA. Kpacota
HEKOHKpPEeTHa, OHa MPeACTaeT U HEHLWMUHON, U MYKYMHOMW, ITO Mpeae BCEro 4YesoBeK —
No60i YenoBeK, KOTOPOMY AaHa BO3MOMKHOCTb MPOHWUTL HU3Hb.

KpacoTta — 3T0 TaKke CnoCO6HOCTb «JIOBUTb MOMEHT», 6yKBanbHO carpe diem. Yacrto
Mbl JIULWb NOCT(aAKTYM BCMOMMWHAeM, YTO BOT TOr4a-To MPOMWIA COBEPLUEHHO CYHACT/IMBbLIA
AeHb, a TOrAa-To, CTO NIeT Ha3aA, BUAEIN HEYTO camoe KpacuBoe B XU3HW. Hawel Kpacote
BbINaAaeT LWAHC MPOMWUTL WU OWYTUTb BO BCEW MOJHOTE MHOMECTBO APKUX MOMEHTOB,
M HOMEepHaA CTPYKTypa 6apo4HOi onepbl C ee apuAMMU, KamAas U3 KOTOPbIX pacKpbiBaeT
OAHO 4YYBCTBO, OAMH atdeKT, faeT ANnA 3TOro AMBHYIO BO3MOMHOCTb: OAHa apuA — oAHa
npoxuBaemas Kpacotoi uctopua. Kaxapit nosTop da capo — HOBbIA BUTOK COBbITUMA.

[MoctaHOBKa noJsiydaeTcA Hamno/JIHEHHOW CMbICnamMM, pa3HOOOpa3HOW, Aame rpo-
TeCKHOM: Komeana — o06opoTHaA CTOpoHa Nto6or Tpareauu. lNepBbi aKT, B KOTOPOM NpaBUT
6an HacnamaeHue, HacblWweH CTPaHHbIMK, (haHTaCTUYECKUMU CobbITUAMU. Bo BTOpoM aKTe,
rae Ha nepBbli NnaH BbIXoAAT Bpema n PazovyapoBaHue, AeliCTBUE eCTECTBEHHO 3aMeaaeTca
BMeCTe C My3blKOM [eHaena. U BMecTe C Helo e CneKTak/lb NPUAET K HEOXWAAHHOMY,
HO, Ha MOM B3rnA4, €4UHCTBEHHO JIOTMYHOMY hUHany. [ |
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What is time or pleasure? And most importantly — what is beauty? Everyone has their
own idea of the beautiful, and it seems to me very important that our audience could identify
themselves with Beauty — the main character of the performance. Beauty is not specific,
it appears both as a woman and a man, but it is primarily a human — any person who is given
the opportunity to live a life.

Beauty is also the ability to “seize the moment”, literally, carpe diem. Often, we only
remember ex post facto that someday we lived a completely happy day, or, ages ago, we
saw something the most beautiful in life. Our Beauty is given a chance to live and feel many
exciting moments in their entirety, and the number structure of the Baroque opera with its
arias, each of them revealing just one feeling, one affect, gives a wonderful opportunity for
this: one aria is one story lived by Beauty. Each repetition da capo is a new round of events.

The production turns out to be full of sences, diverse, even grotesque: after all,
comedy is the flip side of any tragedy. The first act, when Pleasure runs the show, is filled with
strange and fantastic events. In the second act, when Time and Disillusion come to the fore,
the action naturally slows down along with Handel’s music. And together with the music,
the production will come to an unexpected but, in my opinion, the only logical ending. [ |
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EnusaBeta Nopo3 — pemuccep. OKoHuuna POCCHMIMCKUIM MHCTUTYT TeaTpanbHOro
ucrkycctBa (TMTUC). Jlaypeatr Ill npemun MexayHapoAHOro HKOHKypca MOA0OAbIX
ornepHbIX pexuccepoB «HaHo-onepa». Paborana B noctaHoBo4HOM 4acTh MocKoBCKoro
akagemuyecKoro mysblKanbHoro teatpa uM. K. C. CtaHucnasckoro v Bn. L. HemupoBuua-
JaHuyeHKko. B 2015-2023 rogax 6bina peruccepom onepHoir Tpynnbl bonbworo Teatpa
Poccun. Cpeau HeaaBHUX paboT: «Houb B Mmy3ee» (KpacHoOAPCKWUIA TeaTp onepbl U 6anera,
JIOHr-NIUCT NpeMun «3onoTas MacKa»), «Cvmeptb Odennn» (B pamkax npoekta «KaHtatbl.
Mud», Bonbwoit Teatp), «tOpa» (nabopatopua « KOOPERAuus», Teatp «HoBaa onepa»),
«Cmex no cbeaeHHomy cepauy Odenun» (KpacHoAapcK, HuxHMit HoBropoa), « CIMTIOPBIN’A»,
«Mopar FM» (Aarunescruii dectuBanb), «Cyactnvebie AHW» (B paMKax KuMHodecTuBansa
«OpgHa wecrana», EratepuH6ypr), «lvneppeanbHbit HKoHUepT» («TPAYHA ConfaHKa»,
MockKBa), « KapmeH» (HuKeropoAacKkuii Teatp onepbl U 6aneta).

Cepret UnnaprUOHOB — xyf0MHUK TeaTpa U KMHO. OKOHYM TeaTpasbHO-AeKOopaLUUoHHOe
oTaeneHMe Yeb6oKcapcKOro xyaoxectseHHoro yynauiua (2004), darynbteT cueHorpatdmu U
TeaTpanbHOWU TexHonorun CaHKT-MNeTepbyprckoi rocyaapCTBEHHOW aKkageMUy TeaTpasibHOro
uckycctea (2009). B 2008-2023 roaax pa6otan B bonbwiom ApamaTMyecKOM TeaTpe
um. I. A. ToBCcTOHOroBa B KayecTBe XyAOMHMKaA Mo KocTiomam. C 2009 roga aKTMBHO
COTPYAHMYAET C TeaTpabHbIMU U TaHLLEBaJIbHbIMW KOMNAaHUAMM KaK XyAOKHUK-NOCTAHOBLLMK
M XYAOKHUK MO KocTiomaM. YyactBoBan B co3faHuMU 6onee yem 80 nocTaHOBOK 6onee Yem
B 40 Teatpax Poccuu u 3apybeba. Bbin HoMUMHMpoBaH Ha PoccUMCKyO HauWOHaNbHYIO
TeaTpasibHYIO Npemuio « 30/10Tas MacKa» 3a cLueHorpaduio U KOCTIOMbI K cnekTakito « Kade
WUaunot» Teatpa « banet MockBa» (2016) 1 3a paboTy XyA0XHUKa No KocTiomam B onepe Kapna
Opda De temporum fine comoedia (JaruneBcKuit cectuBanb, 2022). Jlaypeat «3onoTon
MacKu» (2017) Kak XyAOHHUK MO KOCTIOMaM cneKTakna « Bce nyTu BeayT Ha ceBep».

KOHCTAaHTUH BUHKHUH — XxyaomHUK no ceeTy. OKOHYMA POCCUMCKUI rocyaapcTBEeHHbIN
MHCTUTYT CLeHUYECKUX UCKYCCTB. MHOroKpaTHO 6bin HOMUHMPOBaH Ha nNpemuilo «3osoTas
MacKa» 3a cneKtakau B MapuuHckom TeaTtpe, BAT um. I. A. ToBcTOHOroBa, EKatepuHbyprckom
u lNMepmckom TeaTpax onepbl U 6aneta. PabotaeT B BeAywMUX ApaMaTUYECKUX U OMEPHbIX
TeaTpax Poccuu n EBponbl.
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Elizaveta Moroz is a director. Graduated from the Russian Institute of Theatre Arts (GITIS).
Was awarded 3™ prize of the International Competition for Young Opera Directors “Nano-
Opera”. Worked in the production team of the Moscow State Stanislavsky and Nemirovich-
Danchenko Music Theatre. From 2015 to 2023, she was a director of the Bolshoi Theatre
of Russia opera troupe. Her recent works include Night at the Museum (Krasnoyarsk Opera
and Ballet Theatre, long-listed for the Golden Mask Award), Death of Ophelia (within the
framework of the project Cantatas. Myth, Bolshoi Theatre), Yura (Laboratory of Contemporary
Opera CoOPERAtion, Kolobov Novaya Opera Theatre of Moscow), Laughing at the Eaten
Heart of Ophelia (Krasnoyarsk / Nizhny Novgorod), SPORYN’YA, Moipoar FM (Diaghilev
Festival), Happy Days (within the framework of the One Sixth Film Festival, Yekaterinburg),
Hyperreal Concert (GROUND Solyanka, Moscow), Carmen (Nizhny Novgorod Opera and
Ballet Theatre).

Sergey lllarionov is a production designer in the field of film and theatre. Graduated from
the Theatre and Decoration Department of Cheboksary Art College (2004), the Faculty of
Scenography and Theatre Technology of the St Petersburg State Academy of Theatre Arts
(2009). From 2008 to 2023, he worked at the Tovstonogov Bolshoi Drama Theatre as a
costume designer. Since 2009, he has been actively cooperating with theatre and dance
companies as a production designer and costume designer. Has participated in the creation
of more than 80 stage productions in more than 40 theatres both in Russia and abroad.
He was nominated for the Golden Mask for the set and costume design in the performance
Café Idiot (Ballet Moscow, 2016) as well as for his costume design in Carl Orff’s opera
De temporum fine comoedia (Diaghilev Festival, 2022). Winner of Russia’s Golden Mask
National Theatre Award in 2017 as a costume designer in the production All Paths Lead to
the North.

Konstantin Binkin is a lighting designer. Graduated from the Russian State Institute of
Stage Arts. He is a nominee of Russia’s Golden Mask National Theatre Award for works for
the Mariinsky Theatre, the Tovstonogov Bolshoi Drama Theatre, the Yekaterinburg and Perm
opera and ballet theatres among others. He works for leading drama and opera theatres of
Russia and Europe.
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Uropb [lomMallKeBUY — XyAOMHWK Mo Buaeo. B 2018 rogy oKoHYMN marucTpaTypy
YHuBepcuteta UTMO no HanpaBneHWIO «CBETOBOW Au3aiiH». YyacTBOoBal B CO34aHWM
6anetoB M onep B MapuuMHCKOM TeaTpe, Hueropoackom TeaTpe onepbl M 6aneta
um. A. C. MNMywKunHa, MepmcKom TeaTpe onepbl U 6aneTa, a TaKHKe ApamaTUYECKUX CreKTaKnen
B Teatpe um. JleHcoBeTa U MH. Ap.

AHnppen Hemsep — KoHTpaTeHoOp, conucT xopa musicAeterna ¢ 2018 roga. OKoHuMA
XopoBsoe yuyunuuie um. A. B. CeellHUKoBa, AKkaaemuto xopoBoro ucKycctea um. B. C. Monosa
(MockBa) u acnupaHTypy VYHuBepcuteta [JioKerHa (CLLUA). Jlaypeat KoHKypca OpuKa u
JomuHnK JlacbdoH MetpononuteH-onepbl (2012) U KoHKypca Operalia Mnacugo AomuHro
(2014). Bbin rmaBHbIM conuctom Xopa WM. MeHnaenocoHa B [uTc6ypre, CONMUCTOM
MeTtpononuteH-onepbl, Onepbl Mutcbyprckoro dectuansa, Onepbl CaH-AHTOHMO (CLUA),
HoponeBckoro Teatpa B Buktopun (KaHaaa), yyactBoBan B 3anbLbyprckom cectusane
M T. 4. CoTpyaHUYan ¢ pasnUyYHbIMKU BOKaNIbHbIMA U UHCTPYMEHTA/IbHbIMU KOMNIEKTUBAMM:
The Pocket Symphony nog ynpasneHMem Hasapa KoxKyxaps, BoKanbHbiM aHcaménem Intrada
noa ynpaBneHnem EKaTtepuHbl AHTOHeHKo, Questa Musica noa ynpaeneHuem ®Pununna
YueBcKoro, BepnuHckoin dunapmoHuen u masctpo Bnagummpom KOposcKum. BbicTynaer
KaK COMIUCT B MHOMOYMC/IEHHbIX My3blKaNbHbIX U TeaTpaibHbIX NPOEKTax.

Buorpacdun conuctoB Aunapbl Uapucosoi, AHbl AbAkoBon, Cepresa [oauHa, AupuKepa

Amutpua CuHbKoBCcKoro U opkectpa La Voce Strumentale HueropoacKkoro rocyaapcteeH-
HOro akaaeMu4yecKoro Teatpa onepbl U 6aneta um. A. C. lNywKKHa cm. Ha c. 66. [ |
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Igor Domashkevich is a video artist. In 2018, he graduated from ITMO University with
a Master’s degree in lighting design. He took part in the creation of ballets and operas at
the Mariinsky Theatre, the Nizhny Novgorod and Perm opera and ballet theatres, as well as
dramatic performances at St Petersburg’s Lensovet Theatre and many others.

Andrey Nemzer is a countertenor who has been a soloist of the musicAeterna Choir
since 2018. Graduated from the Sveshnikov Choral College, the Victor Popov Academy
of Choral Art (Moscow) and a graduate programme of Duquesne University (USA).
He is the winner of the Metropolitan Opera Eric and Dominique Laffont Competition
(2012) and Placido Domingo’s Operalia Competition (2014). Was the lead singer of the
Mendelssohn Choir of Pittsburgh, a soloist of the Metropolitan Opera, Pittsburgh Festival
Opera, OPERA San Antonio (USA), the Royal Theatre in Victoria (Canada), took part in
the Salzburg Festival, etc. Has performed with various vocal and instrumental ensembles
including The Pocket Symphony conducted by Nazar Kozhukhar, the Intrada Vocal
Ensemble conducted by Ekaterina Antonenko, the Questa Musica Ensemble conducted by
Philipp Chizhevsky, the Philharmonie Berlin, and maestro Vladimir Jurowski. He performs
as a soloist in numerous musical and theatrical projects.

The biographies of the soloists Dilyara Idrisova, Yana Dyakova, Sergei Godin, conductor

Dmitry Sinkovsky, and La Voce Strumentale Orchestra of the Nizhny Novgorod State
Academic Opera and Ballet Theatre named after A.S. Pushkin see on p. 66. [ |
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TEOPT
OPLAPX TEHAE /b

OPATOPINSA

L TRIONFO

DEL TEMPO
E DEL DISINGANNO |
«TPUYM® BPEMEH
1 PA3OYAPOBAHI S

Jlubpemmo xapounaia benedemmo [ampuiu
epesod Ha pycckuii a3vik AHHpL By apiuéeori
Koppexmypa, kyniopor Hamanvu Xopouuro6oti

PARTE PRIMA HACTD |
N¢1.Sonata COHATA (YBEPTIOPA)

NC2,aria  apus
Bellezza Kpacora
Fido specchio, in te vagheggio BepHoe moe 3epKkanbue! B Tebe A nobyocb
lo splendor degl’anni miei: 61ecKom MoeW IOHOCTH,
pur un di mi cangero. HO OAHaMAbl A U3MEHIOCb.
Tu sarai sempre qual sei, Tbl Bceraa 6yaelub NpexHUM,
io qual sono, e in te mi veggio, A e 6yAy TaKoM, Kak Moe OTpameHue:

sempre bella non saro. MOSAl KpacoTa He BeYHa.

126



28.06, 30.06
THE TRIUMPH OF TIME AND DISILLUSION

N2 3, recitativo

Piacere

lo, che sono il Piacere,

giuro che sempre sarai bella.
Bellezza

Ed io, io che sono la Bellezza,
giuro di non lasciarti,

e se manco di fede

importuno dolor sia mia mercede.

N 4, aria

Piacere

Fosco genio, e nero duolo
mai non vien per esser solo,
perché un sol mille ne fa.
Chi I'impero lor non toglie
dal pensiero

giorno lieto non avra.

N2 5, recitativo

Tempo

Ed io che ‘I Tempo sono

Disinganno

unito al Disinganno

Tempo

discoprird che la Bellezza ¢ un fiore
Disinganno

che in un sol giorno é vago e bello, e muore.

N2, aria
Disinganno

Se la bellezza
perde vaghezza,
se cade o more,
non torna piu.

E un sol momento
ride contento

il vago fiore

di gioventu.

peuumamus

HacnaxpaeHnue

A, HacnhampaeHwe,

KNAIHYCb, YTO Thbl Bcerga byaellb NpeKpacHa.
Kpacorta

A a, Kpacora,

KNAHYCb HUKOrAa He NoKkuaaTb Tebs,

W €CNIK Hapylly KNATBY,

nycTb NpecneayeT MeHsi HEOTCTYMHaA nevasnb.

apus

Hacnaxpaenue

Xmypas neyanb U YepHaa CKop6b
HUKOrAa He NPUXOAAT NOOAUHOYKE,

160 NOPOKAAIOT ThiCAYY ce6e NoJo6HbIX.
KTo He u3rHan mx

M3 CBOMUX MbICNEN,

TOMY He BWAATb CBET/IbIX AHEWN.

peuumamue

Bpemsa

A 5, Bpems...

Pa3soyapoBaHue

...B coto3e ¢ PazoyapoBaHueM...
Bpemsa

... MOKaxy, 4To Kpacota — LBETOK...
Pa3souyapoBaHue

... 4YTO UBETEeT /Illb A€Hb U BAHET.

apus

PasovyapoBaHue
Kpacora,

NIUWIAACH NPenecTH,
paspylwiaeTcs, ymupaeTt
U He BO3BpallaeTcAa.
Jnwb OAHO MFHOBEHbe
Beceso cMeeTcs
npenecTHbli LBETOK
IOHOCTH.
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N2 7, recitativo

Piacere

Dunque, si prendan I’armi,
Bellezza

e si vedra quali piu forza avranno:
Piacere

il Piacer

Bellezza

la Bellezza

Tempo

il Tempo

Disinganno

il Disinganno.

Ne 8, aria

Bellezza

Una schiera di piaceri

pose in guardia i miei pensieri,
I’altra meco pugnera.

Si vedra

se del Tempo i morsi altieri

san rapir la mia belta.

N2 9, recitativo
Tempo
| colossi del sole

peuumamug
HacnaxpaeHnve

Tak Bo3bmeMcA 3a opyxkue
Kpacora

M NMOCMOTPUM, KTO CU/IbHEe:
Hacnaxpenue
Hacnamaehue...

Kpacora

Kpacora...

Bpems

Bpewms...

Pa3ovyapoBaHue

...nnu PasoyapoBaHue.

apus

Kpacora

CoHMy HacnamaeHumn

BeJ1l0 OXpaHATb MOU MbIC/U

W CpamaTbca PAAOM CO MHOW.

MocmoTpum,

nonazychb /iM f B NacTb HagMeHHoMy BpemeHnu

U CMOKET JIK OHO NMOXHUTUTb MOIO Kpacy.

peuumamus
Bpemsa

Al noBepr Ha 3emto

per me caddero a terra, LaMe UCMNoNUHCKUe cTtaTyu lennoca,

e una frale belta meco fa guerra? a xpynKkaa KpacoTta 06bABAsAeT MHe BOWHY?
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N2 10, aria

Tempo

Urne voi, che racchiudete
tante belle,

apritevi,

mostratemi

se di quelle

qualche luce in voi resto.
Ma chiudetevi:

sono larve di dolore,
sono scheletri d’orrore
ch’il mio dente abbandono.

N@ 11, recitativo
Piacere
Sono troppo crudeli i tuoi consigli,

di Gioventu solo i piaceri son figli.

N@ 12, duetto

Bellezza e Piacere

Il voler nel fior degl’anni
fra gl’affanni

passar |’ore & vanita.

| pensieri piu severi

son del verno dell’eta.

Ne@ 13, recitativo

Disinganno

Della vita mortale,

scorre un guardo il confine.

Pur di tempo si breve

voi I’aurora vedete, e non il fine.
Bellezza

Il Tempo non si vede;

nacque per gioco sol di folle arciero,
ed & solo crudel per chi gli crede.

apus

Bpemsa

Mpo6HMLbI,

NornoTUBLLME CTONIbKMX KpacaBuu,
pasBep3HUTECH,

roKaure,

coxpaHuAcA n

XOTb OT6/IECK UX O4apPOBaHUSA.
Ho Hert, 3aKkpoiTech:

3/eCb TONIbKO CKOP6HbIe TEHU
W OTBpaTUTE/IbHblE OCTOBbl —

3TO BCE&, YTO NowaavnM Mou 3y6bl.

peuumamué
HacnaxpaeHue
CnUWKOM CypoBbl TBOU C/IOBa,

HacnamaeHus — AeTh oAHOM nuwb KOHOCTHK.

dyam

Kpacora, Hacnaxaenue
Bo usete net

HanpacHO NPoBOAMTbL BpeMms
B CTpajaHuAX.

TAMXKMe pasmbllLieHUs —

yAen CTapocCTHu.

peuumamus

Pa3soyapoBaHue

HH3Hb cmepTHOro

MOMHO OKUHYTb O4HUM B3rNAA0M.

A Tem He meHee

Bbl BUAUTE 3apl0 — W He BUAUTE 3aKart.

Kpacora

Bpems Henb3a yBUAETb;

POHAEHHOE CNYHUTb UIPYLUKOM LANbHOMO IYYHUKA,

OHO MEeCTOKO JIUllb K TéM, KTO B HEero BEpMT.
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N@ 14, aria

Piacere

Un pensiero nemico di pace

fece il Tempo volubil edace,

e con I'ali la falce gli die.

Nacque un altro leggiadro pensiero
per negar si rigido impero,

onde il Tempo piu Tempo non é.

Ne@ 15, recitativo

Disinganno

Folle, tu nieghi il Tempo, ed in quest’ora
egli di tua belta parte divora.

Dimmi, degl’avi tuoi ora che resta?
Restano I'ossa algenti,

che cela un’urna breve,

un freddo sasso.

Degl’anni tuoi gia spenti,

dimmi, che ti rimane? O, folli inganni!
La belta non ritorna, e tornan gl’anni.
Piacere

Il Tempo sempre all’'uomo é ingrato oggetto.
Bellezza

Con ingegnosa frode,

quando a lui non si pensa, allor si gode.

N2 16, aria
Tempo
Nasce I'uomo, ma nasce bambino,

nasce I’anno, ma nasce canuto.

Ne 17, aria
Disinganno
L’uomo sempre se stesso distrugge,

I’anno sempre se stesso rinnova.

apus

Hacnaxxpenue

BecnoKoiHas Mbicib pUcyeT
Bcenoxupatouiee Bpema

C KpbUIbAMU U CEPrIOM.

Ho Bo3HMKaeT 1 Apyrasa cBeTnas MbiC/b:
€C/l1 OTBEePrHYTb MECTOKYI0 BnacTb BpemeHu,

TO OHO nepecTaHeT 6bITb CaMmUM CO6ON.

peuumamue

Pa3ovyapoBaHue

BesymHas, Tbl oTpUuaewb Bpemsa,

HO Aaxe B 3TOT MUr

OHO MOMMpPaeT YaCTUYRY TBOEW KpacoThbl.
CKaxku MHe, 4YTO OCTasioCb OT TBOMUX NPEeAKOB?
OcTanucb xnagHble KOCTH,

CKPbITble NOA PaBHOAYLHbIM KaMHEM.
CKau, 4To ocTanoch Tebe

OT NPOMUTbIX N1eT? O, 6e3yMHbIIM 06MaH!
Kpacota He Bo3BpalyaeTcs, a roabl NPOXoAAT.
Hacnaxxpaenue

JliogAam Bcerga HenpocTo ¢ BpemeHem.
Kpacora

XUTPOYyMHOEe NyKaBCTBO

nosBsonAeT 3abbiTb 0 BpemeHn — u pagosatbea.

apus
Bpems
YenoBeK pomaaerca MnajeHuem,

ro4 poxjaetrcAa ceabiM CTapUHOM.

apus
PasouyapoBaHue
YenoBek cam cebs paspyluaer,

a roa Bceraa ob6HoBsnAeTcA.
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N2 18, recitativo

Piacere

Questa ¢ la reggia mia:

vagheggiami diviso in varie forme.
Coronato di rose,

mira scolpito in bianco marmo eletto
leggiadro stuol di giovanetti erranti.
Mira quello che dorme, ai papaveri unite
I’edere fresche a lui fanno corona,
molto crine é disciolto e non si cangia

o per pensier s’imbianca.

Poi, dalla parte manca,

vedi il dolore in nera pietra espresso,
col riso al labbro

un bel garzon I'uccide.

L’altro, ch’e presso di lui, col fiero ciglio,
guarda le soglie della reggia, e dice:
«lte pallide cure,

ite in esiglio».

N 719. Sonata
Bellezza
Taci: qual suono ascolto?

N2 20, aria

Piacere

Un leggiadro giovinetto,
bel diletto

desta in suono lusinghier.

Ne 21, recitativo
Bellezza

Ha nella destra I’ali
anzi fa con la mano

opre piu che mortali.

peuumamue
HacnaxpaeHue
Bot moit aBopel, nonobynTech,

CKOJIb MHOIOJIMKO HacnaxaeHue.

CmoTpuTe: U3 uncTelero 6enoro mpamopa

M3BaAHa rpynna BeTpeHbIX IOHOLEN,
yBeH4YaHHbIX pO3aMH.

B3rnAHMTe Ha cnsAwero: U3 MaKoB

M CBEKEro rnoLla CBUT BEHOK, YKpalualoLwui

€ero ryctbie pacnyuieHHble BONOChbl,

M OHW He MEHAIOTCA W He ceaeloT OT 3a6oT.

CneBa oT Hero — ¢urypa neyanu,
Bblpe3aHHasA U3 YepHOro KamHs.

Ee nory6un monopoi Kpacasew,

C YNbI6KOM Ha ycTax.

Pagom ropaenvBo rAAALLMIA lOHeL,
oXpaHsieT npeaenbl ABOpLA, FOBOPSA:
«[lMpoyb, 6neaHble 3a60Thbl,

npoyb B U3rHaHWEX.

COHATA ansa opraHa c opkecTpom
Kpacora

Monuute! Y10 3a 3BYKM A Cablwy?

apus

Hacnaxpaenue
MpeKpacHbIi toHowWwa
YapyLwUMK 3BYKamu

npo6y*AaaeT paaocTb.

peuumamus
Kpacora
Ero npaBasi pyKa Kpbinara:

B camMoOM pene, ee TBOpeHUA

NpeBOCXOAAT BCE, YTO CO34aHO CMEPTHbIMM.
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Ne 22, aria

Bellezza

Venga il Tempo, e con I’ali funeste
tolga queste

care gioie in si placide rive.

Ne 23, aria

Disinganno

Crede I'uom ch’egli riposi
quando spiega i vanni occulti.
Ma se i colpi sono ascosi,

chiari poi sono gl’insulti.

N2 24, recitativo

Tempo

Tu credi che sia lungi, e il Tempo é teco.
Bellezza

Piacere, io non t’intendo;

meco sempre tu sei, misto d’affanno,

& meco sempre il Tempo, e il Disinganno.
Tempo

Quanto chiude la terra & il regno mio.

Se me veder non vuoi,

pensa di farti in Cielo un’alma sede,

in Cielo, ov’io non giungo,

e dove bella Eternita risiede.

Fa’ di me miglior uso,

che se il Piacer t'inganna;

con tardo pentimento

mi chiamerai ed io dird non sento.

apus

Kpacora

Mpunetut Bpems Ha TeMHbIX KPbUIbAX,
YTO6bl MOXUTHUTD

MUWAYIO PafoCTb C 3TUX MUPHbIX 6eperos.

apus

PasouyapoBaHue

YenoseK aymaer, 4to Bpema otabixaerT,

a OHO pa3BopayMBaeT HeBUAUMbIE KpbUibA,
1 XOTA ero yAapbl CKpbITbI,

HaHeCeHHbIW YPOH CTaHeT ABHbIM.

peuumamue

Bpemsa

Tbl nonaraeb, 410 A AaneKo, HO Bpemsa ¢ To60M.
Kpacora

HacnamaeHue, A He cnbiwy Tebs;

Thbl 34€Cb, HO Tbl BCTPEBOMEHO U OMNeYaneHo,
1 Bceraa co MHoi Bpemsa n PasouyapoBaHue.
Bpemsa

Jlo Kpas cBeTa NpocTMpaeTcs Moe LLapCTBO.
Ecnu He xouelb MeHA BUAETb,

noaymaw, Kak HauTU MecTo ANA CBOEeW Aylin
Ha He6ecax, Kyaa MHe He AOTAHYTbCA:

Tam obuTaeT npeKkpacHaA BeyHocTb.
Ucnonb3ayit Bpema nonyuule;

ecnu HacnamaeHue o6maHeT Tebs,

C 3ano3aanbiM packafaHuem

6yAellb 3BaTb MEHA, HO A oTBeuy: « He cnbiwy».
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N2 25, aria

Tempo

Folle, dunque tu sola presumi
che non voli pit il Tempo per te?
Vo per mari, per monti, per fiumi,
chiuse rocche

fra bellici orrori,

lieti alberghi di rozzi pastori,
solo ardito trascorro col pie.

N2 26, recitativo

Disinganno

La reggia del Piacer vedesti, or vieni.
Tempo

Chiedi piacer sincero;

vieni alla reggia, ove risiede il vero.

N@ 27, quartetto

Bellezza

Se non sei piu ministro di pene,
per vedere ov’é il vero piacere
la tua scorta

fedel seguiro.

Piacere

Non lasciare la strada fiorita:

tu non sai qual sentiero t’addita.
Disinganno e Tempo

Se ti vanti piacere sincero,
perché fuggi lo specchio del vero?
Piacere

lo preparo presenti contenti,

e non offro un’immagin di bene
ch’agli eroi per idea s’invento.

apus

Bpemsa

Be3ymMHas, Tbl nonaraewb, 4YTO JIMLb

paau Te6a Bpema octaHOBWNIO CBOWM noneTt?
A nevy yepes Mops, ropbl U PeKH,

Haj CKanamu 1 6alHAMM,

CKBO3b Y¥acHble BOWHbI,

[OCTUras Aaxe npuioTa ropHbiX NacTyxos,

KyZla HUKTO APYroi He MOMeET 3a6paTbCA.

peuumamug

PasovyapoBaHue

Tbl BUAena asopel, HachamaeHus, Tenepb Maem.
Bpemsa

30BM NoANMHHOE HacnamaeHue;

cTynai Bo ABopel, rae o6UTaeT UCTHHA.

Keéapmem

Kpacorta

Ecnu Tbl 6051bLUE HE CNYHKULb CTPaAAHUIO,
A1 MOKOPHO nocneayto 3a To6oM,

4yTO6bl YBUAETD, FAE HMUBET

WUCTUHHOE HacnamaeHue.

HacnaxpaeHue

He ocTtaBnsai nyTH, ycbinaHHOMo LBeTaMM:
Tbl He 3Haellb, YTO 3a Tpony Te6e yKasanu.
PasoyapoBaHue, Bpema

Ecnu Tbl naewb K NOANMHHOMY HacnamAeHUIo,
noyemy usberaelb 3epkana UCTUHbI?
HacnaxpaeHue

A npuHowy o6eLlaHHyo pajocTb

M He npeanarato Boobpaaembix 6nar,

KOTOpble CYNAT reposiM.
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PARTE SECONDA

N@ 28, recitativo

Tempo

Se del falso Piacere

vedesti gia la favolosa scena,

del teatro del vero,

ecco, il velo io discopro. Osserva, e mira,
mira colei che Verita s’appella;

vedrai che non s’adorna, e sempre é bella.
Con bianca veste cinta,

mira come si volge al Sole eterno,

e quello specchio mira,

che a frale sguardo,

ed all’'uman pensiero,

il falso rende al falso,

il vero al vero.

Ne 29, aria
Piacere
Chiudi, chiudi i vaghi rai

volgi lungi il tuo pensier.

N2 30, recitativo

Tempo

In tre parti divise

I'ore del viver tuo misura, e vedi,

vedi il Tempo caduto,

vedi, ingrata, il rifiuto

dei lumi eterni, e vedi il proprio errore.
Vedi il presente, che nascendo muore.
Di la dal denso velo

ove giace il futuro,

se il tuo sguardo non scopre,

il varco é aperto alla speranza, all’opre.

HACTD |

peuumamue

Bpems

JloXHble HacnamaeHus

BUAEeNa Tbl Ha BO/ILWE6GHOM CLEHe.

Bot Teatp npaeabl, 4 nogHMMAal0 3aHaBecC.
CmoTpHM Ha Ty, 4To 30BeTcA UCTUHOM;

Tbl YBUAMLLb, YTO OHA HE HOCUT YKpaLUEHUH,
HO Bceraa npekpacHa.

CmoTpH, obnavyeHHas B 6enble o4eabl,
OHa noBepHynacb K ConHLy BEYHOCTH.
B3rnanu B 3epkano,

KoTopoe 6peHHOMY B3rnsaay

M YeNnoBeYeCKOW MbIC/U

NOoKas3bIBaeT JIOKHOEe JIOKHbIM,

a UCTUHHO@ — UCTUHHbIM.

apus
HacnaxxpaeHue
3aKpou, 3aKpoit CMYLLEHHbIe 04M,

yBeau MbIC/IKU noganblue.

peuumamus

Bpemsa

Ha Tpu yactu pasgenun

Yyacbl OTMEPEHHOMN Te6e }MU3HU, CMOTPM:

BOT npowejlliee spema —

BOT, HebnarogapHas, TOT 4ac, Koraa Tbl oTBepria

BeYHbli CBET W Brana B 3abnymxaeHue.

Bot HacToALlee, KOTOpoe, poMAaAChb, YMUPaeT.

3a nnoTHylo 3aBecy,
3a KOTOPOW NIeHUT Byayliee,
TBOM B3rNA4 He NPOHUKaEeT,

HO NyTb K HagexJae U TBOPEHUIO OTHPbIT.
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N@ 31, aria

Bellezza

lo sperai trovar nel vero

il Piacer, né il veggio ancora.
Anzi il mio fato severo

si contrista alla sua vista

e si perde, o si scolora.

N@ 32, recitativo
Piacere
Tu vivi invan dolente,

se mi cerchi e mi chiami, io son presente.

N2 33, aria

Piacere

Tu giurasti di mai non lasciarmi,
o il dolore che sia tua mercede.
Se risolvi di pit non amarmi,

sai la pena a chi manca di fede.

N@ 34, recitativo

Tempo

Sguardo, che infermo ai rai del sol si volge,
non sostiene il gran lume,

incolpa il sole, ed & I'error dei sensi

Che risolvi? Che pensi?

N 35, aria

Bellezza

lo vorrei due cori in seno:
un per darlo al pentimento,
al piacer I'altro darei.
Disinganno

Ma, dimmi, a qual piacere?
Bellezza

Al piacer che piu sereno
pone in vista il mio contento,

di cui poi mi pentirei.

apus

Kpacorta

Al HageAnacb HaMTU B UCTUHE
HacnamzaeHue, HO MOKa He BUHY ero.
HanpotuB, Mosi ®ecToKas cyabba
Tenepb CTana ele nevyanbHewn,

6e3HafeHeN, OHa UWKUNAch KPacoK.

peuumamus
HacnaxpaeHve
HanpacHo Tbl ®UBelb B nevyanu,

NOULLU MEeHA, N030BU — A 34€eCb.

apus

HacnaxpaeHue

Tbl KNANacb HUKOrAa He NOKMAATb MEHA
WX CMUPUTBLCA C Nevanbio.

Ecnu Tbl pewmnna He no6UTb MeHA 6onbLue,

y3Hai MYKWU HapyLUMBLUWX BEPHOCTb.

peuumamus

Bpemsa

HemolHbIi, o6paluas cBoW B3rNAA K CONHLY,
He MOMeT BbIHECTU AIPKOrO CBETa;

OH 06BUHAET COJIHLE, HO 3TO O6MaH YyBCTB.

Y70 ThbI pewuwb? YT1o Aymaewn?

apus

Kpacorta

Al xoTena 6bl, 4TO6bI B MOEH rpyau 6Mnocb
ABa cepaua: o4Ho A otaana 6bl NOKasAHUIo,
a Apyroe — HacnamaeHuio.
Pa3souyapoBaHue

Ho cKaxu MHe, KaKOMY HacnaxaeHu?
Kpacorta

Be3mMATeRHOMY HacnamaeHuio,

KOTOpPOE YTO/IUT MOM HeNaHus,

4yTO6bl A MOTOM B HEM pacKasanacb.
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N@ 36, recitativo

Disinganno

lo giurerei che tu chiudesti i lumi
nello specchio del vero.

Bellezza

| lumi io chiusi perché timor mi prese
di perder la bellezza, e il mio Piacere.
Disinganno

Quanto I’alma & piu bella

della spoglia mortale,

tanto a Piacer terreno

vero Piacer prevale.

N2 37, aria

Disinganno

Piu non cura valle oscura
chi dal monte saggio vede,
ch’ella siede in basso orror.
E d’averla un giorno amata,
€ cosi I’alma sdegnata

che detesta il proprio error.

N2 38, recitativo

Tempo

E un ostinato errore

lasciar sicuro duce

che il piede errante a buon cammino ha scorto.

Teco & Tempo, e Consiglio, e presto il porto.

peuumamue

PasouyapoBaHue

KnaHycb, Tbl 3aKkpblia rnasa

Y He CMOTpesia B 3epKaJio UCTUHbI.
Kpacora

Al 3aKkpba rnasa, oxBa4yeHHaA cTpaxom
yTPaTUTb U Kpacy, 1 moe HacnamaeHue.
PasouyapoBaHue

Kak aywa npeKpacHee

6pEeHHbIX OCTaHKOB,

Tak UCTUHHOe HacnamaeHue

npesbllle 3eMHOoro.

apus

PasouyapoBaHue

Bonblue He 3a60TUT Mpa4Hasa AoONMHA
TOrO, KTO C BbICOT MyAPOCTU BUAMT,
KaK BHU3Y BCE yMacHo.

[Aywa, HeKoraa nobuBLIaA 3TU MecTa,
Tenepb NosHa rHesa

1 NPOK/IMHAET CBoe 3abnyxaeHue.

peuumamus
Bpemsa
3710 AocasHan ownbKa —

MOKWHYTb HAAEHHOro BOMKATOro,

KOTOPbIi BbiBen 6bl 3a6/yALWEro Ha BepHbIi NyTb.

Bpema 1 MyapocTb ¢ TO60#M, U raBaHb 61M3Ka.
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N2 39, aria

Tempo

E ben folle quel nocchier

che non vuol cangiar sentier,
e conosce il vento infido.
Navicella benché adorna,
torna, torna,

finché hai tempo, torna al lido.

N@ 40, recitativo

Bellezza

Dicesti il vero,

e benché tardi intesi.

Ma pur nel mio cordoglio,
con riflesso di duol

voglio, e non voglio.

N2 41, quartetto

Bellezza

Voglio Tempo per risolvere...
Tempo

Teco & il Tempo...
Disinganno

ed il Consiglio...

Piacere

ma il Consiglio & il suo dolor.
Tempo

Pria ch’io ti converta in polvere,
segui il ben...

Disinganno

fuggi il periglio...

Piacere

tempo avra per cangiar cor.

apus

Bpemsa

Be3ymeH TOT pyneBoi,

KOTOPbIA He XO4YeT CMEHUTb Kypc,

Laxe ecnu BeTep HebnaronpUaTeH.
Kopa6nb, NycTb Tbl NPEKPACHO OCHALLEH,
BEPHUCL K 6epery,

noKa eCTb BpemA.

peuumamug

Kpacora

Tbl roBOpULLb NpaBAy,

M A He cpasy, HO NoHAna Tebs.
OaHaKo 13-3a 06bABLEN MeHsA
nevyanu v TpeBoru

fl U Xouy Te6e BEepUTb, U HE XOuY.

Keéapmem

Kpacorta

MHe HyxHO Bpems, 4TO6bI pelunTbCA.
Bpemsa

Bpemsa ¢ T060iA...
PasovyapoBaHue

...n MyapocTb.

HacnaxpaeHnuve

Ho MyapocTtb npMHOCKT nevans.
Bpemsa

Moka A He o6paTun TebA BO npax,
cneayv no nytu ao6pa...
PasovyapoBaHue

n3berai onacHocTeM...
Hacnaxpaenue

TBOE cepALe elie ycreeT nepemMeHUTLCS.
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N2 42, recitativo

Bellezza

Presso la reggia ove il Piacer risiede
giace vago giardino.

lvi torbido rio si muove appena
per aura densa e grave;

dimmi, quel rio, d’onde deriva?
Disinganno

Ascolta.

Deriva da quei pianti

che sparge il mondo insano,

e formano quell’aura

gravi e densi sospir di folli amanti.
Bellezza

Giunge quel rio nel mar?
Disinganno

Manca per via,

perché il suo fine,

e il buon sentiero oblia.

Bellezza

Ed il pianto de’ giusti?
Disinganno

Ha stille, che in vederle sembrano vili,

e pure in ciel son perle.

N2 43, aria
Piacere

Lascia la spina,
cogli la rosa;

tu vai cercando

il tuo dolor.
Canuta brina,

per mano ascosa,
giungera quando

nol crede il cor.

peuumamue

Kpacora

Boane aBopua, rae xuBeT Hacnamxaexuve,
€CTb TYMaHHbIX cag,.

Tam eaBa CTPYUTCA MYTHbIA NOTOK
CHKBO3b TAMENbIA U TAFOCTHbIA BO3AYX;
CHaMM1 MHe, OTHyAa OH TeyeT?
PasouyapoBaHue

Mocnywan!

Pyyeit — 310 cnesbl,

YTO NblOTCA B 6€3YyMHOM MUpe,

a BO34yX — TAMKeNble B340XU
6e3paccysHbIX BAOGNEHHbIX.

Kpacora

Bnagaet nu pyyer B mope?
PasoyapoBaHue

OH cbuBaeTtcs C nyTw,

nosa6bIB CBOIO LieSib

Y BEpHbIA NyTb.

Kpacora

A cnesbl npaBesHUKOB?
PasouyapoBaHue

Maaatowme Kanau KamKyTCa HUUTOKHBIMM,

HO B He6ecax OHU MOAOGHbI HeMuyry.

apus
Hacnaxxpaenue
U36eraii wmnos,
cpbiBas po3bl;
Thbl ULLEWb
neyvasnb.
HeBuaumas pyka
npuHeceT cepauy
cenon UHew,

Korja OHO 3TOro He MAeT.
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N2 44, recitativo
Bellezza

Con troppo chiare note
La Verita mi chiama;
Disinganno cortese,
dello specchio del vero,
deh! fa ch’io veggia un‘altra volta il lume.
Disinganno

Eccolo, é pronto.
Bellezza

Addio, Piacere, addio.

N2 45, aria

Bellezza

Voglio cangiar desio
e voglio dir, mi pento,

non dir mi pentiro.

N2 46, recitativo

Bellezza

Or che tiene la destra

vero specchio immortale,

tu cadrai, vetro frale,

ecco, ti getto, infido specchio, a terra.
Piacere

Ferma!

Disinganno

Che tenti, ardito?

N2 47, aria

Disinganno

Chi gia fu del biondo crine
consigliero, al suol cadra.
Soffra pur le sue ruine,
se sovente egli compose
con i gigli e con le rose
tanti inganni alla belta.

peuumamus

Kpacora

YucTbiM ronocom

UcTuHa meHsA 30BeT.
Jlio6e3Hoe PasovyapoBanue,

ax, Aan MHe elle pa3

YBUAETbL €€ cUAILLee 3epKano.
PasouyapoBanue

Bot oHo, rotoBo.

Kpacora

Mpowan, HacnamxaeHuwe, npowan.

apus

Kpacora

fl Xo4y MU3MEHUTb CBOM NMPERHUE KenaHus
M CKa3aTb « A KaloCb»,

a He «A pacKalCb».

peuumamue

Kpacora

Tenepb, KOraa y MeHA ecTb
3epKaJio BEYHON UCTHUHDI,

nycTb ynazaet 6peHHOe CTEH/IO.

Bor, A 6pocato Te6a Ha 3eMio, KUBOE 3epKaro.

HacnaxpaeHnue
Croit!
PasoyapoBaHue

YT10 Te6e HyHKHO, AeP3KUI?

apus

Pa3ovyapoBaHue

MycTb naget 3epkano,
cnyxuBLuee 6enbiM TOKOHaM.
MycTb OHO pa3obbeTcs,

BeAb €ro BblAYMKH,

BCE 3TU JIWIUK U PO3bl,

CTO/IbKO pa3 c61BanM C TONKY KpacaBsuL.
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N2 48, recitativo

Bellezza

lo credea d’esser bella, e son deforme.
Nelle mie chiome bionde

con catene di rigidi serpenti,

la vergogna, il dolore,

morda nei miei pensieri i miei contenti.
Si, si, cadete a terra

ricche pompe del crine!

Sia questo giorno

ai miei deliri il fine.

N2 49, recitativo

Bellezza

Si, bella Penitenza,

mentre io spargo pentita amaro pianto,
porgimi irsuto ammanto

e mentre io getto i fior, dammi le spine.
In romito confine

vivrd, ma sempre sola,

che deve solo in solitari chiostri,
mostro di vanita,

viver fra i mostri.

N2 50, duetto

Tempo e Disinganno

Il bel pianto dell’aurora

che s’indora,

& una perla in ogni fior.

Pur men grato & quell’'umore
di quel pianto, che in un core
gia pentito, apre il dolor.

peuumamug

Kpacora

fl aymana, 4To NpeKpacHa, HO A ypoA/uBa.
B mou cBeTnble Kyapu

3NbIMK 3MEAMU BrJIe/IUCb

neyanb M CTbia,

OHM CMYLLAIOT MOU J06pble HamMepeHuUs.
Aa, Aa, naguTe Ha 3emnio,

MOM MbilUHbIE BOJOCHI,

nycTb B 3TOT AeHb NpPeKpaTUTcA

obMmaHyBLUee MEHA HaBamAeHHe.

peuumamug

Kpacora

Ja, aparoueHHoe PacKasHbe,

Korga A 6yay NMTb cnesbl NOKaAHUA,
NpUHECH MHe BNacsaHULY,

M Koraa s 6poluy LBeTbl, Aai MHE LKnbI.
B aanbHUX npeaenax

A 6yay MWUTb 04HA, 3aTBOPHULEN,

BeAb TLECNaBHOe Yyaulue

AOMKHO OCTaBaTbCA B OAUHOYECTBE

Wnu cpeau cebe Noo6HbIX.

dyam

PasouyapoBaHue, Bpema
MpeKpacHble ce3bl 3apH,
nosnalyeHHble ny4amu, —

C/IOBHO HEMYYHKHWHbI B KakA0M LBETHe.
Bce e OHM He TaK NpeKpacHbI,

Kak Te cnesbl, Y4TO B nevyanu

UCTOYaeT Kawlueeca cepaue.
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N2 51, recitativo  peuumamue
Bellezza Kpacora
Piacer, che meco gia vivesti, il vero HacnaxaeHue, Tbl Korga-T1o
tu mira ancora 6b1710 BMECTe CO MHOMW.
in questo specchio, MocmoTpKy B 3epKano UCTUHbI
o vola si lontano da me, WK YNEeTU OT MEHA TaK Aanekxo,
che del tuo vil natale 4YTOObI A 6ONbLUE HAKOrAA He BCNOMUHana
io mai pitu non rammenti il quando e il come, 0 npucylien Tebe NoANOCTH

e di te perda e la memoria, e il nome. 1 Bbl6pocUNia U3 NaMATHU Teb6A U JaKe TBOe UMS.

Ne52 aria  apus
Piacere HacnaxpaeHue
Come nembo che fugge col vento Kak Ty4a, roHMman BeTpom,
da te fuggo sdegnato e severo. yberaio oT Te65 BO rHEBE U OMECTOUEHUM.
Se I'inganno é il mio solo alimento Ecnu meHs nuTaert nvwb o6maH,

come viver io posso nel vero? KaK A MOTY }WUTb B UCTUHE?

N2 53, recitativo  peuumamué
Bellezza Kpacora
Pure del Cielo intelligenze eterne, fiBMCb, BeuHbl pa3ym Hebec,
che vera scuola a ben amare aprite, WUCTUHHDbIA yuuTenb 6naron noosu!
udite, angeli, udite il pianto mio, AHrenbl, ycnbiwbTe MO nnay!
e se la Verita dal Sole eterno W TaK Kak UcTtuHa HeceT 6eccMepTHbIN CBET
tragge luce immortale, e a me lo scopre, BeyHoro ConHua, OTKpbIBas €ro U MHe,
fate che al gran desio NnycTb MOeMy ropAYeMmy HenaHuio

rispondan I'opre. OTBETAT MOMW NMOCTYIMKMU.

N°54, aria  apus
Bellezza Kpacora
Tu del Ciel ministro eletto Tbl, U36paHHbIM NocnaHHUK Hebec,
non vedrai piu nel mio petto 60/bLIe He YBUAULb B MOeM Ayle
voglia infida, o vano ardor. KOBapHbIX eNaHUi UK CYeTHOro nbina.
E se vissi ingrata a Dio, WU xota A 6b1na HebnarogapHoi bory,
tu custode del cor mio Tbl, XpPaHUTENIb MOEN AYLUM,

a lui porta il nuovo cor. npuHecewb EMy HoBoe cepaue.

Fine dell’oratorio Konewy opatopumn
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&  MEPMCKAA XYAOMECTBEHHASA MAJIEPES
APTERA
MOProc KANnyauc (rPELUA)

KOHYepm-snuzsma

pEYECKUI KOMMO3UTOP W MccneaoBaTtenb Moproc Kanyauc
npeacTaBUT Nporpammy, B KOTOPOM WMCMONHUT COBPEMEHHble
HeaKaeMHYeCKMe COYMHEHUA WU WUMNPOBMU3aUMU  ANA
KNaCCUYECKOM  KPUTCKOM  niMpbl.  AKycTMYecKasa  BepcuA
nporpammbl Aptera cospaeT MeAUTATUBHYIO aTmoccdepy, 6eperHo
coxpaHAA obasHuWe cTapuHHOK 3noxu. lMporpamma 6yaeTr o6bABNeHa
nocne OKOH4YaHMA KoHuUepTa. [ ]
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&  PERM STATE ART GALLERY
APTERA
YIORGOS KALOUDIS (GREECE)

concert-enigma

he Greek composer and researcher Yiorgos Kaloudis will
present modern non-academic compositions and improvisat-
ions for the classical Cretan lyra. The unplugged version of the
Aptera recital embraces meditative ambiance, all while dili-
gently preserving the enchanting essence of the ancient era. The pro-
gramme will be announced at the end of the concert. [ |




Z 9 O 6 5 JIUTEPA A1, 3ABOA LUMNATMHA
«BPEMEHA 300»

L‘l T KoHYyepm

/|9 . O O MeTp MaBaTCcKKX, NepKryccuna
TBOpYecKoe o6beauHeHue « Penei» (MockBa),

/|Z‘|‘ XyZAOMKeCTBeHHbIH pykoBoauTenb MapuHa KpiokoBa
KamepHbIH opKkecTp Rosarium daKynbTeTa UCTOPUYECKOIO
M COBPEMEHHOro UCMNOJIHUTENbCKOro UCKyccTBa MocKoBCKoOM
rocyaapcTBeHHOM KoHcepBaTopuu um. M. U. YalikoBcKoro,
XyAOMKeCcTBeHHbI pykoBoauTenb MapuHa KatapHoBa

OCEHb

AHTOHMO BuBanbau (1678-1741)

«BpemeHa roaa», op. 8 (1720). « OceHb», KoHuepT N2 3 ha maxop,
RV 293: Ill. Allegro

«O nepBbIx noceneHuax MNepMcKoro Kpas», HapoAHoe npesaHue
Hei Po3zaypo (p. 1952)

KoHuepT 419 mapum6bl U CTPYHHOro opkectpa N2 1, op. 12 (1986).
I. Saudagédo | «lMpuBeTcTBUEN

Urpa «lMpoTamHaaA» Ha CBUCTYHaxX

«ACTPO/IOM U OBLbI», YCTHbIM paccKas

3aucoH AeHucoB (1929-1996)
«YepHble obnaka» aAna subpadoHa coso (1984)

SUMA

AHTOHMO BuBanbau

«BpemeHa roga», op. 8. «3uma», KoHuepT N2 4 dba muHop, RV 297:
|. Allegro non molto

«O TONKOBaHUMU CHOB», HAPOAHbIM COHHUK

Metp Maearckux (p. 1979)
«3uma», cono anqa 6apabaHa cypay
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&  SHPAGIN PLANT, LITERA D
THE SEASONS 300
concert

Petr Glavatskikh, percussion

Creative Association Repey (“Burdock”) (Moscow),

Artistic Director Marina Kryukova

Rosarium Chamber Orchestra of the Faculty of Historical
and Contemporary Performance of the Tchaikovsky Moscow
State Conservatory, Artistic Director Marina Katarzhnova

AUTUMN
Antonio Vivaldi (1678-1741)
The Four Seasons, Op. 8 (1720). Autumn, Concerto No. 3 in F major,

RV 293: Ill. Allegro

O pervykh poselentsakh Permskogo kraya | On the First Settlers of
Perm Krai, a folk tale

Ney Rosauro (b. 1952)

Concerto for marimba solo and string orchestra No. 1, Op. 12 (1986).
I. Saudagédo | Greetings

A folk-tune Protyazhnaya | Drawling, performed on whistles

Astrolom i ovtsy | Stargazer and Sheep, a spoken tale

Edison Denisov (1929-1996)
Black Clouds for vibraphone solo (1984)

WINTER

Antonio Vivaldi

The Four Seasons, Op. 8. Winter, Concerto No. 4 in F minor, RV 297:
|. Allegro non molto

O tolkovanii snov | On the Divination of Dreams, a folk dream-book

Petr Glavatskikh (b. 1979)
Winter, solo for the surdo drum
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He# Posaypo
KoHuepT ana mapmum6bbl U cTpyHHOro opKectpa N¢ 1, op. 12:
Il. Lamento | «Mnau»

Haurpbiw « BaTiowKa» Ha Kyruknax
BECHA

AHTOHHMO BuBanbau
«BpemeHa roga», op. 8. « BecHa», KoHuUepT N2 1 mu maxop, RV 269:
Il. Largo e pianissimo sempre

He# Po3aypo
KoHuepT ana mapvum6bbl U cTpyHHOro opkectpa N¢ 1, op. 12:
lll. Danga | «TaHeL»

«BblneTten KynuK», pyccKkaa HapoAHasa necHs

Metp MaBaTcKux
«BecHa», cono ana 6apabaHoB 60HIoO U cypay

JIETO

HUrpa «Ypelie-y» Ha 30pKax

«CBeTALWanca TpaBKa», HapoaHas 6blIMYKa
«OBAA U NUKaHbI», HApoAHaA CKasKa

Urpa Ha nanaHax

«OT1yero rpom 6biBaeT», HapoAHasA NereHaa

AHTOHWO BuBanbau
«BpemeHa roga», op. 8. «Jleto», KoHuUepT N2 2 conb MuHOp, RV 315:
Ill. Presto

Metp MaBaTcKux
«JleTo» AnA cemMaHTpPOHa COJ0

He# Posaypo
KoHuepT ana mapmumbbl U cTpyHHOro opKectpa N¢ 1, op. 12:
IV. Despedida | «MpowaHue»
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Ney Rosauro
Concerto for marimba solo and string orchestra No. 1, Op. 12:
Il. Lamento | Lament

A folk-tune Batyushka | Daddy, performed on kugikly
SPRING

Antonio Vivaldi
The Four Seasons, Op. 8. Spring, Concerto No. 1in E major, RV 269:
Il. Largo e pianissimo sempre

Ney Rosauro
Concerto for marimba solo and string orchestra No. 1, Op. 12:
lll. Danga | Dance

Vyletel kulik | A Sandpiper Flew Away, a Russian folk song

Petr Glavatskikh
Spring, solo for the bongo and surdo drums

SUMMER

A folk-tune Ureye-u, performed on zorkas

Svetyashayasya travka | Luminous Grass, a folk tale

Ovdya i pikany | Ovdya and Wild Angelica Plants, a folk tale

A folk-tune performed on paelyans

Otchego grom byvayet | Where Thunder Comes From, a folk legend

Antonio Vivaldi
The Four Seasons, Op. 8. Summer, Concerto No. 2 in G minor, RV 315:
Ill. Presto

Petr Glavatskikh
Summer for the semantron solo

Ney Rosauro

Concerto for marimba solo and string orchestra No. 1, Op. 12:
IV. Despedida | Farewell
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€0AHOKPATHbIN Y4aCTHUK JAruneBckux ectMBanei NpowsbiX NeT MyabTUnep-
KyccuoHuUcT lMetp MaBaTckux npeacTaBnAeT npoeKT « Bpemena 300». MpoeKT
nocesAweH cpasy aABym 300-neTHMM roAoBLUMHaM: CO AHA OCHoBaHuA [epmu
M C MOMEHTa co3zaHuA « BpemeH roga» AHTOHMO BuBanbau — coumMHeHus, cTaB-
LLIero JIMLOM CTapUHHOM MY3bIKH.
KoHuenuuMa Beyepa BbICTpOeHa BOKPYr Uaeu BpeMeHW. BecKoHeuyHasa LMKIMYecKas
CMeHa BpeMeH roga oTpakaeTcs 34eCb B My3blKe pasHbiX 3noX. TPaAULMOHHbIN NepMCKUNA
donbKNOp CTOMT B nporpamme pAAOM C 6apOYHbIMM M HOBEHLWKWMMH COYUHEHUAMM,
npyaaBas NMPOMUCXOAALLEMY MCTOPUYECKYIO M KYNbTYpPHYIO nepcrneKTuBy. PparmeHTbl U3
CKpUNUYHbIX KoHuepToB Havana XVl BeKka (« BpemeHa roga» BuBanbau) BcTynatoT B Ananor
C NepPKYCCUOHHBIM KOHLIEpTOM KoHLa XX ctonetua. KoHuept ana mapumbsl Hea Po3zaypo —
6pa3nIbCKOro  KOMMO3WTOpPa, 4YbU COYMHEHUA ANA YAAPHbIX BOWAM B CTaHAAPTHbIM
peneptyap, — 3a NoJIBEKa C MOMeHTa Co3AaHuA 6bl1 UCMOMHEH MO BCEMY MUPY HECKOJIbKO
TbICAY pa3s U, N0-BUAUMOMY, MOMET CYATATLCA OAHUM U3 CaMbIX MOMYAAPHbIX NEPKYCCUOHHbIX
npovsseaeHUn B UCTOPUU. OCHOBOM ANA HEro CnyaT naTMHOaMepUKaHCKUEe PUTMbl —
TaKWUM e DyHAAMEHTOM AN1A KOHUEPTHOro ctuna Busanbau 6b11M BEeHeLMaHCKHUe PUTMbI €ro
BpemeHHu. Mporpammy AOMNONHAIOT COJibHbIE@ COYMHEHMA ANA NEPKYCCUU: « HepHble obnakay
AnA BubpadoHa, co3aaHHble KNacCUMKOM COBETCKOro aBaHrapga dAaucoHoMm JleHWCOoBbIM,
W npenioauM, noceBsiLleHHble BecHe, OCeHU U 3ume, camoro [leTpa MaBaTCKUX, a TaKHke
TPaAULMOHHAA My3blKa U TEKCTbl PYCCKMUX U KOMU-NEPMAKOB, MECHU, K UTPbI» HA PEJIMKTOBLIX
WMHCTPYMEHTaXx.

MeTtp INaBaTCKUX — KOMMNO3UTOP, MCMNONAHUTENb, NpoAlocep — pa6oTtan BmecTe
C TeaTpaibHbiMK pemuccepamu HOpuem Jlio6umoBbiMm U Tagacu CyasyKW, aKTpUcamu
WUHre6oproin [JankyHante U KOnuen Mepecunba, matpom pyccKoro donbknopa Cepreem
CTapoCTUHbIM, COTPYAHMUYAET ¢ Komno3sutopamu Anekceem Ciomakom, Anekceem PeTUHCKUM,
Mpuropuem CmupHoBbIM, AneKkcaHgpom MaHouKoBbiM, MaBnom KapmaHoBbiv, BAyecnasom
FanBopoHcKuM, Upauaon HOcynoson M ap. Mo npurnaweHMo NOHAOHCKOM HOMMaHWMU
Intermusica urpaetr B npoekte Sacred Imagination. YaoctoeH npemun «3on0Taa MacKka»
3a yyacTuve B cnekTakne TeaTtpa «[lpakTuKa» «[lletp u ®eBpoHua MypomcKue». ConbHbIN
auck Metpa Maeatckux The Unfound Sound, BbinyweHHbI Ha neitbne FANCYMUSIC, nonan
B WopT-11cT npemuu International Music Awards.
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frequent participant in the Diaghilev Festival of the past years, multi-percussionist

Petr Glavatskikh presents the project The Seasons 300. It is dedicated to two

300-year anniversaries at once: the foundation of the city of Perm and the creation

of The Four Seasons by Antonio Vivaldi — a composition that has become to
represent the early music.

The concept of the evening is organised around the idea of time. The endless
cyclical change of seasons is reflected here in the music of different eras. Traditional Perm
folklore in the concert programme stands next to Baroque and modern compositions, giving
a historical and cultural perspective to the current developments. The fragments from the
violin concertos of the beginning of the 18" century (Vivaldi’s The Four Seasons) enters
into a dialogue with the percussion concerto of the end of the 20t century. The Marimba
Concerto by Ney Rosauro, a Brazilian composer whose works for percussion have entered
the standard repertoire, has been performed several thousand times around the world over
half a century since its creation and, apparently, can be considered one of the most popular
percussion compositions in history. Latin American rhythms serve as the basis for the music
of the concerto — the same foundation for Vivaldi’s concerto style was the Venetian rhythms
of his time. The programme is complemented by solo compositions for percussion: Black
Clouds for vibraphone by Edison Denisov, a classic of the Soviet avant-garde, and preludes
dedicated to spring, autumn, and winter by Petr Glavatskikh himself, as well as traditional
Russian and Komi-Perm music and texts, songs, and “plays” on relic instruments.

Petr Glavatskikh — a composer, performer, and producer — has worked with the theatre
directors Yuri Lyubimov and Tadashi Suzuki, the actresses Ingeborga Dapkiinaité and Yulia
Peresild, the maitre of Russian folklore Sergey Starostin; he collaborates with the composers
Alexey Sioumak, Alexey Retinsky, Grigory Smirnov, Alexander Manotskov, Pavel Karmanov,
Vyacheslav Gaivoronsky, Iraida Yusupova, and others. At the invitation of the London agency
Intermusica he performs in the Sacred Imagination project. Glavatskikh was awarded
Russia’s Golden Mask National Theatre Award for his participation in the production Peter
and Fevronia of Murom by the Praktika Theatre. His solo CD The Unfound Sound recorded on
the FANCYMUSIC label was shortlisted for the International Music Awards.
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KamepHbiH opKecTp Rosarium — Konnektus, cocpefoTOYeHHbIM Ha ayTeHTUYHOM
ucnonHeHun my3blKM XVIII Beka. OH ABnsercA 4acTblo (haKynbTeTa MCTOPUYECKOro
M  COBPEMEHHOr0  MWCMOJIHATENbCKOro  MUCHKycctBa  MOCKOBCKOM  rocyAapCTBEHHOM
KOHCepBaTOpMM C MOMeHTa o6pa3oBaHus (harynbTeTa B 1997 rogy. OpKecTp KoHLepTUpoBan
CO MHOTMMH BCEMUPHO U3BECTHbIMU My3blKaHTaMM, TaKUMU KaK Curuceanba Kéiken, MapTuH
Xasenb6éK, Kpuctotep Xoreya, AHapec MyctoHeH, Py6eH ly6poBcku, Anekcen Jllo6umos,
AnekcaHap PyauH, Hasap Koxyxapb U Ap. My3blKy 3Moxu 6apOKKO OPKECTP MCMOJHAET B
cTpoe 415 repu, Ha UCTOPHUYECKUX UHCTPYMEHTaX, My3blKy Knhaccuuusama — B cTpoe 430 repu,
pomaHTuama — 435 repu. C 2021 roga KonneKkTUB BbiCTynaeT nog HasBaHMeM Rosarium.
OH BeaeT KOHLUEPTHYIO AeATeNlbHOCTb B 3anax MOCKOBCKOM KOHCepBaTOpMM U MOCKOBCKOM
3ane «3apagber». B npownom roay opKecTp y#e npeactaBnan Ha AaruneBckom decTtuBane
nporpaMmy U3 couMHeHuin baxa u TenemaHa.

TBOp'-IeCKoe o6beauHeHHe « Pene» usyyaet TpaauLMOHHYIO MY3bIKaJIbHYIO KYALTYPY
M usobpetaeT opMbl ee NpeacTaB/ieHUA B yp6aHUCTUYECKOM cpede. ConMcTKU « Penbsa»
B/1AAEI0T IOHOPYCCKMUM CTUNEM NEHUA, PeAKUMU BOKaNIbHO-UHCTPYMEHTa/IbHbIMWU TEXHUKaMU
Ha MHOrOCTBO/bHbIX tnenTax MaHa — KyrMknax, nanAHax, 30pKax — W OAHOCTBOJIbHbIX
thneittax-cBuctyHax. Bce cneiiTbl aHcambnAa caenaHbl yyacTHALAMM — M3 TUrAHTCHUX
30HTUYHBIX W 3MaKkoBbiX TpaB. B KoHUepT 6yAeT BHKAOYEH (ONBbKIOPHBLIA MaTepuan,
cobpaHHbIM KOIEKTUBOM B 3Kcneauumax no NMepMmcKomy Kpato U tory Poccuu. [ |
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The Rosarium Chamber Orchestra is a collective focused on the authentic performance
of the 18" century music. It has been part of the Faculty of Historical and Contemporary
Performance of the Moscow Conservatory since the formation of the faculty in 1997.
The orchestra has performed with many world-famous musicians, such as Sigiswald Kuijken,
Martin Haselbdck, Christopher Hogwood, Andres Mustonen, Rubén Dubrovsky, Alexei
Lubimov, Alexander Rudin, Nazar Kozhukhar, and others. The orchestra performs Baroque
music in a 415 Hz tuning on historical instruments, Classical era music — in 430 Hz,
Romantic era music — in 435 Hz. Since 2021, the orchestra has been performing under
the name “Rosarium”. The ensemble appears in the halls of the Moscow Conservatory and
in Moscow’s Zaryadye Hall. Last year, it presented a programme of works by Bach and
Telemann at the Diaghilev Festival.

Creative Association Repey studies traditional musical culture and invents forms for
its presentation in an urban environment. The soloists of Repey have mastered the South
Russian style of singing, rare vocal, and instrumental techniques on Pan’s multi-barrel
flutes — kugikles, paelyans, zorkas — and single-barrel flutes whistlers. All the flutes of
the ensemble are made by the participants from giant umbelliferous and gramineous plants.
The concert will include folklore material collected by the ensemble in expeditions around
Perm Krai and the South of Russia. |
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29 Oé & YACTHAA ®UJIAPMOHUA « TPUYMD»
«BE3-CAOB»
q T KamepuvlLil KoHYepm

ZZ . 0 O MocKoBCKuIA aHcambsib coBpemMeHHOU My3biku (MACM)
Bnaagumup Kpacos, ronoc

/| 8 + ApuvHa 3BepeBa, ronoc
Onbra Poccuuu, ronoc
HKoHcTaHTuH EcdhmmoB, dnenTa
Oner TaHUOB, KnapHeTt
Muxaun Jy6oB, copTenrMaHo
EBreHnit Cy660TUH, CKpUNKa
Onbra lémnHa, BUONOHYEND
Tumodern KanaliHuUK, yaapHble
AHapein BUHHUUKUWKA, yaapHble

Anekcein CbicoeB (p. 1972)

Mon aimée, ma belle Iréne

AnA 6apuToHa U aHcamb6aa Ha TeKeT bopuca Bunbae
13 «IHeBHMKa U nucem M3 TIopbMbI» (2018)

Anppeac MycTtykuc (p. 1971)
L’Adieu gna conpaHo, yaapHbIX, 3/IEKTPOMUAHO U IIEKTPOHUKU
Ha TeKcTbl MMoma AnonnuHepa (2023, mupoBas npemMmbepa)

Bnaguvnp PaHHeB (p. 1970)
«BoT TaKas n1060Bb» A4 rosioca, aHcaMbna U UHTEPaKTUBHOWM
D_ 3N1eKTPOHMUKHU Ha aHOHUMHbBIW TEKCT U3 COOPHMKA
POCOMACKON SEAETALLAN . .
R «PyKkonucHbIN AeBU4YUiA paccKas» couuonora Ceprea bopucosa (2014)

ecTuBanbHaA nporpaMmMa MOCKOBCKOro aHcam6sisi COBPEMEHHOW My3blKK

(MACM) — 310 Hebonblioi 0630p cnoco6oB paboTbl COBPEMEHHbIX KOMMO-

3UTOpPOB C BepbanbHbiM TEKCTOM. B ¢oKyce BHMMaHUA aHcamMbna — pasHble

TAKTUKKW B3aUMOAENCTBUA TEKCTa, COMMCTA M WHCTPYMEHTANIMCTOB, @ TaKike

pasHble TUMbl TEKCTOB, MOMOKEHHbIX HA MY3blKy B COYMHEHHUAX BEAYLLUX aBTOPOB MOKOMEHUA
50-netHux. Tpu npousBeaeHus, ucrnonHAaemble MACM, cknapbiBaloTcA B NapajoKcanibHoe
nosecTBoBaHWe O JII06BU U CMepTU. B HeM «BbICOKME» U «HA3KHE» HKaHPbl UMEIOT paBHOe
npaBo rosioca, HanpAxeH1We CMAr4YaeTcA UPOHMUEH, a KUTY 060padYnBaeTCA TPeneTHON IMPUKOMN.
Anekceit CbicoeB — MOCKOBCKMIM KOMMO3UTOP-PaAUKaNUCT C G3KrpayHAOM Aa-
30BOr0 MWaHUCTA, BKYCOM K 3KCNEPUMEHTaNbHOM 3NEKTPOHUKE WU HeaKaAeMU4eCKoMy
BOKa/ly — npeAcTaeT aBTOpOM coyuMHeHMsa 2018 roaa, rae 6apuUTOH U MHCTPYMEHTalIbHbIM
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chamber concert

The Moscow Contemporary Music Ensemble (MCME)
Vladimir Krasov, voice

Arina Zvereva, voice

Olga Rossini, voice

Konstantin Efimov, flute

Oleg Tantsov, clarinet

Mikhail Dubov, piano

Evgeny Subbotin, violin

Olga Demina, cello

Alexander Suvorov, percussion
Andrey Vinnitsky, percussion

Alexey Sysoev (b. 1972)
Mon aimée, ma belle Iréne for baritone and ensemble set to the text
by Boris Vildé from Prison Diary and Letters (2018)

Andreas Moustoukis (b. 1971)
L’Adieu for soprano, percussion, electric piano, and electronics
set to the texts by Guillaume Apollinaire (2023, world premiere)

Viadimir Rannev (b. 1970)

This Is Such a Love for voice, ensemble, and interactive electronics
set to an anonymous text from the collection Handwritten Girl’s Story
by sociologist Sergey Borisov (2014)

he festival programme of the Moscow Contemporary Music Ensemble (MCME)

is a short overview of the ways modern composers work with verbal text.

The ensemble focuses on different tactics of interaction between the text, the

soloist, and instrumentalists, as well as different types of texts set to music in

the compositions of the leading authors of the generation of 50-year-olds. The three works

performed by MCME form a paradoxical narrative about love and death. In this narrative,

“high” and “low” genres have equal say, tension is softened by irony, and kitsch turns into
palpitating lyrics.

Alexey Sysoev — a Moscow-based radical composer with a background of a jazz

pianist, a taste for experimental electronics and non-academic vocals — appears as the author

of a 2018 composition in which a baritone and an instrumental ensemble perform traditional
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aHcam6/1b UCNONHAIOT TPaAULIMOHHbIE CONTMPYIOLLYIO U aKKOMMNaHUpYloLwyto ponu. Hetpaamuu-
OHeH 3aecb TeKcT. Mon aimée, ma belle Iréne — 3T0 NONHbIN TEKCT NpeACMepPTHOro NUCbma
pYyCCKOro noarta U aTHorpaca, y4acTHUKa paHuy3ckoro ConporusneHusa bopuca Bunbae ns
HEMeLKOM TIOpbMbl, B KOTOPOM OMMWAAHME paccTpesnia OCMbICNAETCA U3 NepPCreKkTUBbI Bey-
HOCTM U N6BU: «CMepTb ANA MeHA — 3TO ocywecTBieHUe Benuroi Jllo6BU, BXOKAEHUE
B NOAJIMHHYIO PeanbHOCTby.

LIMKkn KUnpcKoro HKomnosuTopa, pe3uaeHTa musicAeterna AHapeaca MycTykuca
Ha cnoBa MMioma AnonnuHepa «oaeBaeT» B HeaKaAEMUYECKYIO 3IEKTPOHHO-MEPKYCCUOHHYIO
3BYKOBYIO 060JIOMKY KNnacCU4eCKUe CTUXU 06 OCEeHM, co3AaHHble (paHUY3CKMM aBaHrap-
JAUCTOM, aHapXUCTOM, 3CTETOM U OCHoBaTenem ctoppeanuama: «Jluct / Obnetaet / Moess /
Bepctbl cuntaet / HusHb / TaeT».

B couMHEeHWU U3BECTHOr0 POCCUIMCKO-HEMELIKOrO KOMMO3MTOpa, y4aCTHUKa rpynmbl
«CoMa» Bnagumupa PaHHeBa «BoT Takasa no60Bb» (2014) aHOHUMHbIN TEKCT U3 COOPHUKa
«PyKonucHbI AeBUuMiA paccKas» couuonora Cepres BopucoBa nosBnseTcAa Ha BUAEO3-
KpaHe, B TO BPeMA Kak CONIMCTKA JIULb B3AbiXaeT BMECTE C UHCTPYMEHTa/IbHbIM aHcambnem
B TaKT Gerywum CTpokaM, «nepeneBaolmMm» MOTUBbI PoMeo M [KynbeTTbl HA HOBbIA naj:
«BuKTOp ynan Ha KoneHW. OH 6unca, uenosan noptpeT JleHbl, HO 3TOro 6610 Mano, BO UMA
No6BU OH AocTan a4 U Bbinua ero. “lNMpocTH, JleHa, NpocTy 3a MO HEBGPEKHOCTb, MPOCTH 3a
MO0 HEenoJiHyo Nto60Bb, JleHa! A ymupalo Bo MmsaA Tebs... "».

MACM — NMOCKOBCKHUI aHCamM61b COBPEMEHHOW MY3blKU — He3aBUCHMbIM
npodeccUoHabHbIA KONINIEKTUB, KOTOPbIM 06beAWHU BeAyLWMUX POCCUUCKUX MY3bIKAHTOB,
3KcnepToB B 06/1aCTU COBPEMEHHOIO UCMNOJIHUTENLCKOro UCKyccTBa. Co3aaHHbIi B 1990 roay
Komno3utopom KOpuem KacnapoBbiM Npy HeNocpeaCcTBEHHOM y4acTUU MAepa POCCUMCKOMo
aBaHrapga daucoHa AexnvncoBa, MACM ctan nepBbiM POCCUMCKUM aHCambsieM, HaLeneHHbIM
Ha npoABUKeHUe My3blkK XX U XXI BEKOB U NOAAEPHKKY COBPEMEHHbIX KOMMNO3UTOPOB: Ha ero
cyeTy 6onee TbICAYU POCCUMACKUX U MUPOBbLIX NpeMbep.

AHcamb6nb y4yactByeT B nporpamme «Bcepoccuitckuin aboHemeHT “CoBpemMeHHas
My3blKa”», a TaKke NPoBOAMUT exeroaHyto MexayHapoaHyl0 akafeMUI0 MONOoAbIX KOMMNO3U-
TopoB B ropoge YaiikoBcKkom ([lepMcKuUit Kpail, ocHoBaHa B 2011-m). MACM aKTUBHO y4acT-
BYET B MEXAUCLUNIUHAPHBIX NPOEKTax, UHULUUPYA CMeJIble SKCNEePUMEHTbI B 06/1aCTU My3bl-
KasibHOro TeaTpa, TaHua, U306pasnuTeNbHOIrO UCKYCCTBA, My/bTUMeAHNa.

Ero pucKorpacdusa HacuuTbiBaeT 6osee 50 anbb6omoB, BblleAWMX Ha BeAyLMX
MUpOBbIX neinbnax B Poccumn, ®paHumm, Bennkobputanmm, Huaepnangax v Anosun. B 2009
rozy KOMIEKTUB CTan slaypeaTtom AKLMMK NO NoAAEPHKe POCCUMCKUX TeaTpasibHbIX MHULUATUB,
B 2013-m yaocTtounca npeMuud «30/10TaA Macka» B HOMUHaUMU « AKcriepuMeHT». B 2015-m
raseta « MyabiKanbHoe 0603peHue» Hassana MACM nyywum aHcam6nem roga. B 2021-m oH
ctan naypeatom MOCKOBCKOW apT-NpemMmuu. [ ]
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solo and accompanying roles. It is the text that is unconventional here. Mon aimée, ma belle
Iréne is the full text of the suicide letter of the Russian poet and ethnographer, a member
of the French Resistance Boris Vildé from a German prison, in which the expectation of
execution is comprehended from the perspective of eternity and love: “Death for me is the
realisation of Great Love, it is entering the true reality.”

The cycle of the Cypriot composer, musicAeterna resident Andreas Moustoukis set
to the verses of Guillaume Apollinaire (premiered at St Petersburg’s Dom Radio in February
2023) “dresses” classical poems about the autumn of the French avant-gardist, anarchist,
aesthete, and founder of Surrealism in a non-academic electronic percussion sound shell:
“Leaves / Trampled as one / A train / That rolls on / Life / Is gone.”

In the composition of the famous Russian-German composer, a member of the group
SoMa Vladimir Rannev, This Is Such a Love (2014), an anonymous text from the collection
Handwritten Girl’s Story by sociologist Sergey Borisov appears on the video screen, while
the soloist only sighs along with the instrumental ensemble in time with the running lines,
“singing over” the motives of Romeo and Juliet in a new way: «Victor fell to his knees. He
throbbed, kissed Lena’s portrait, but it was not enough, in the name of love he took out
poison and drank it. ‘I’m sorry, Lena, I’'m sorry for my negligence, I’'m sorry for my incomplete
love, Lena! | am dying in your name...” ”

The Moscow Contemporary Music Ensemble (MCME) is an independent
professional collective bringing together leading Russian musicians, experts in the field of
contemporary performing art. Founded in 1990 by composer Yuri Kasparov with the direct
involvement of the leader of the Russian avant-garde Edison Denisov, the MCME became
the first Russian ensemble aimed at promoting music of the 20" and 21% centuries and
supporting contemporary composers: it has produced more than 1,000 Russian and world
premieres.

The ensemble participates in the All-Russian Modern Music Subscription programme
and also hosts the annual International Young Composers Academy in the town of Chaykovsky
(Perm Krai, event established in 2011). The MCME actively participates in interdisciplinary
projects, initiating bold experiments in the field of musical theatre, dance, fine arts, and
multimedia.

The MCME’s discography amounts to more than 50 CDs recorded at the world’s leading
labels in Russia, France, Great Britain, the Netherlands, and Japan. In 2009, the collective won
the Action to Support Russian Theatre Initiatives award, in 2013 — Russia’s Golden Mask
National Theatre Award in the category “Experiment”. In 2015, the MCME became the best
ensemble of the year according to the Russian newspaper Muzykalnoye obozreniye (“Musical
Review”). In 2021, the MCME won the Moscow Art Prize. [ |
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Uropb CtpaBuHCKuM (1882-1971)
4T «UCTOPHSA CO/AATA,

CKA3KA O BEI/1IOM CONAATE U YEPTE,
ZB: 30 UrPAEMASA, H“UTAEMAA U TAHUYEMASA

JInébpetTo WWapna ®epamuHanaa Pamio (1918)
/| 8 + ICOHLW[)m-CI’ZEchZK/lb

Yr1eubl — aptuctbl BAT um. I A. ToBCcTOHOroBa:
BapBapa MaBnoBa
BuKtop Byrakos

Conuctbl opKecTpa musicAeterna:
JaHuna JIyKbAHOB, KNapHeT
Onxac Awwupmaros, arot
Hukuta UcToMuH, Tpyba

Hepap Koctec, Tpom60H

Bagum TerndunKoB, CKpunKa
Kapnoc HaBappo, KoHTpabac
Amutpuii KnemeHok, yaapHbie
Auvpuep AvunTtpuii BopoauH

ctopua congata» Uropa CTpaBUHCKOro — o6pasel, CUHTETUYECKOro
TeaTpanbHO-My3blKaJIbHOrO NPOU3BeAEHWA B KamepHOM HaHpe. CeMb
MHCTPYMEHTA/ICTOB, YTellbl WU TaHLUOPbl, MPUCYTCTBUE KOTOPbIX cCam
CTpaBMHCKMII nonaran HeobGA3aTeNbHbIM, AOMHKHbI HaXoAUTbCA Ha
OA4HOW ManeHbHKoM cleHe B MOCTOAHHOM B3aWMOAEWCTBWMM, NMPU 3TOM KaMAbli — CTpOro
B paMKax CBOEro Buaa UCKycCTBa.

C wMy3blKkanbHOM TOYKU 3peHUA «WUcTopuAa congata» HaxoAUTCA Ha MOANYTH

OT PYCCKOro cTunA Tpex 6onblunx 6anetoB Uropsa CtpaBuHcKoro (« Hap-ntuua», « MeTpywka»
u «BecHa cBAlleHHaA») K ero HeoKnaccu4yeckum weaespam 1920-x rogos. MapannenbHo
c «Wctopuern conpata» CrpaBUHCKUM 3aHumancAa «CsBaae6bkoi», U (ONbKAOPHbIE
MHTOHaLIMKU 3TOro BE/IMKOro 6aneTa C/bIWHbI He TONbKO B CKPUNUYHbIX conio Congata — OHU
NPOHM3bIBAIOT BCIO NapTUTYpy. Mexay Tem pYCCKUI CIOMET-KoNNak U3 CKasoK o0 conjarte U
YyépTe U3 c6opHMKa A. H. AdaHacbeBa NOCNYHWUN OCHOBOM A/ BNONHE UHTEPHALMOHANIbHOIO
My3blKasibHOro Kosnnaxa. CTpaBUHCKUIA UPOHUYECKU KMBaeT TO Ha aMepUKaHCKUIM pertamm,
TO Ha ¢hpaHUY3CKMIA BasibC, NapoAupyeT TO UCNAHCKKIA nacoaobnb, TO YCIOBHO 6aXOBCKUM
XOpaJj, a OTCbIIKMU K BOEHHO-AyX0oBOM My3blKe XIX BeKa cBA3biBalOT « AcTopuio conaara»
c onepor «MaBpa» — TOK/IOHOM KOMMO3UTOpPa B CTOPOHY 30JIOTOFO BeKa PYCCHOM
NUTepaTypbl U My3blKH.
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@  THE HOUSE OF DIAGHILEV
Igor Stravinsky (1882-1971)

L’HISTOIRE DU SOLDAT (THE SOLDIER’S TALE),
HISTOIRE LUE, JOUEE, ET DANSEE

(TO BE READ, PLAYED, AND DANCED)

Libretto by Charles Ferdinand Ramuz (1918)
concert-performance

Narrators are actors of the Tovstonogov Bolshoi Drama Theatre:
Varvara Pavlova
Viktor Bugakov

Soloists of the musicAeterna Orchestra:
Danila Lukianov, clarinet

Olzhas Ashirmatov, bassoon

Nikita Istomin, trumpet

Gerard Costes, trombone

Vadim Teifikov, violin

Carlos Navarro, double bass

Dmitry Klemenok, percussion
Conductor Dmitry Borodin

’Histoire du soldat is a rare example of the synthesis of music and drama theatre in

the chamber genre. Seven instrumentalists, reciters, and dancers, whose presence

Stravinsky himself considered optional, should be in constant interaction on one

small stage, while each has to act strictly within the framework of their art form.
Interpreting this work is always a challenge for performers.

L’Histoire du soldat is halfway from the Russian style of Igor Stravinsky’s three great
ballets (L’Oiseau de feu (The Firebird), Pétrouchka, and The Rite of Spring) to his neoclassical
masterpieces of the 1920s. In parallel with work on L’Histoire du soldat, Stravinsky was
composing Les Noces (The Wedding), and the folklore intonations of this great ballet are
heard not only in the Soldier’s violin solos — they permeate the entire score. Meanwhile,
the plot, being a collage of Russian fairy tales about a soldier and the devil from the collection
of Alexander Afanasiev, served as the basis for a completely international musical collage.
Stravinsky ironically sided with American ragtime, then with French waltz, he parodies the
Spanish paso doble, then simulates Bach chorale, and references to military brass music of
the 19" century connect L’Histoire du soldat with the opera Mavra — the composer’s bow
towards the Golden Age of Russian literature and music.
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AMutpun BopoauH, AUpPUKEp:

«XaHp Hawero npeactaBneHUsa 0603Ha4YeH KaK KOHLUepT-crnekTakab. KoHuept — notomy
YTO My3blKa AN OPUrMHANILHOIO COCTaBa U3 CEMU MHCTPYMEHTa/IMCTOB A/ Hac NepBUYHa.
CneKkTtaknb — noTtoMmy 4TOo uYTeubl BapBapa lMaBnoBa v BuKTOp ByrakoB notpscaiolle
OTbIrpbIBalOT CBOU POJIU, HE BbIXOAA Ha aBaHCLIeHY U He yCTpauBas HUKaKoro “Teatpa”.
Bce nu6petrto Pamio pacnpeseneHo Memxay ABymMA aptuctamu: BapBapa uuTtaer
3a PaccKasuuka, Yépra, Lapa v MpuHueccy, Buktop — 3a PaccKasuuka M Conpaara.
BapBapa — WHtepHanbHas U BKpaa4uuBas, Kak YépT; BUKTOp — TUNMYHbIA conaar, py6axa-
napeHb. X noatuyecKasa peyvb TECHO crnietaeTca C My3blKoW: aKtepbl BAT He ToNbKO
TOYHO MonajalwT B My3blKka/bHblid MeTp, Koraa naptutypa CTpaBMHCKOro HaknaablBaercs
Ha WX CNoBa, HO U B LeJIOM MUCMOJHAIOT CBOU MAapTUM Kak My3blKa/ibHble — YCKOPSAIOT WU
3amMeaNAl0T TEMI, Pe3KO OCTaHaB/IMBalOTCA UK 6eryT Bnepea. B centete Mbl MaKCUManbHO
BbIfIBIieM KOHTPACTbl, 3a/10}KeHHble CTPaBMHCKUM, W HaLUM YTeLbl 61ecTALLe NOAAEPKUBAIOT
3Ty nvHuo. Hawa “Uctopua conpata” nosyyvaetca Npeae BCEro CKasKoM — rPOTECKHOM
M HEMHOIO UrpyLIeYHOW, HaNoOMUHaloLLeil 0 COBPEMEHHOM KYKONIbHOM TeaTpex.

BapBapa MNMaBnoBa — aptuctka BAT um. . A. ToBcToHorosa ¢ 2004 roaa. Jlaypear
npemuu « 3010ToM cothmT» 3a ponb LLlapnoTTbl B cnekTakne Jlioka Mepcesana « MunocepaHas
3emna», naypear npemMuu « 30/10Tas MacKa» B HOMUHaLMUK « AKTepPCKUM aHcambnb» 3a posb
B cneKkTtakne «lMbAHble» AHapea Moryyero.

Buktop ByrakoB — aptuct BAT um. . A. ToBcToHoroBa ¢ 2018 roga. YuyacTteBoBan
B CO34aHMM MU opraHusaumu Teatpa «LUEXDb», B Kotopom noasusaetrcA ¢ 2013-ro Kak
aKTep U pexuccep. CHUMaeTcAa B KMHO. B 2021 rogy BbICTYNMA aBTOPOM MHCLLEHWUPOBKHU
pacckasa A. 1. YexoBa «/lylieyKa» ANA CreKTaKkna Teatpa-dectuBana « banTMHCcKMA aom»
(perunccep — AnexcaHapa MamKaeBa). [ |
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L'HISTOIRE DU SOLDAT

Dmitry Borodin, conductor:

“The genre of our production is characterised as a concert-performance. It is a concert
is because the music for the original line-up of seven instrumentalists is primary for us.
It is a performance because the reciters Varvara Pavlova and Viktor Bugakov act their parts
stunningly, without going to the forefront and making a show.

Ramuz’ entire libretto is distributed between two artists: Varvara reads the lines for the
Narrator, the Devil, the King, and the Princess; Victor — for the Narrator and the Soldier.
Varvara is as infernal and insinuating as the Devil, Victor is a typical soldier, ‘happy-go-lucky’
type of a guy. Their poetic speech is closely intertwined with music: the Bolshoi Drama
Theatre actors not only accurately get into the musical meter when Stravinsky’s score is
overlapping their words but also generally perform their parts as musical ones — accelerate
or slow down the pace, stop abruptly or run forward. In the septet, we maximally expose the
contrasts implied by Stravinsky, and our reciters brilliantly support this line. Our L’Histoire du
soldat turns out to be primarily a fairy tale — it is grotesque and a little toy-like, reminiscent
of the modern puppet theatre.”

Varvara Pavlova has been an artist with the Tovstonogov Bolshoi Drama Theatre since
2004. She is the winner of the Golden Sofit, St Petersburg’s most prestigious theatre prize,
for the role of Charlotte in Luk Perceval’s production Merciful Land, and Russia’s Golden
Mask National Theatre Award in the category “Acting ensemble” for her role in the production
Drunk by Andrey Moguchy.

Viktor Bugakov is an artist of the Tovstonogov Bolshoi Drama Theatre since 2018.
Participated in the creation and organisation of the TSEKH Theatre, where he has been
working since 2013 as an actor and director. Viktor Bugakov also acts in films. In 2021,
he was the author of dramatisation of the story by Anton Chekhov The Darling for the Baltic
House Theatre-Festival (directed by Alexandra Mamkayeva). [ |
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&  CKJIOH HABEPEHOW KAMbI
Y MEPMCKOM XYIOMECTBEHHOM FAJIEPEU
*  npembepa
«MO3MA Iropbl»
IKCnEPUMERMANbHAL Open-air-onepa
Ha cmuxu Mapunwt Llsemaesoii

HypaTtop npoekra, pemunccep Cepachmuma KpacHuKoBa
Komnosutop Amutpuii Masypos

Xopeorpad Onbra LiBeTKoBa

XyAoHKHUK Bagum TUKWH

KocTiombl: Bagum TuwuH, FRONT fashion

Mpoatocep Tamapa LUnwnosa

ExatepuHa CMupHOBa, aKkTpuca

Jlio6oBb TonKanuMHa, akTpuca

Enena JlykbAAHYMKOBa / Jlapuca MaluKWHa, aKkTp1ca
MpoeKkT musicAeterna Folk,

pykoBoauTenb EKaTtepuHa PoctoBueBa

OpkecTp Euphoria,

avpukep Ennsaeseta HopHeesa
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@  DESCENT TO THE KAMA EMBANKMENT
FROM THE PERM STATE ART GALLERY

*  premiere

THE POEM OF THE MOUNTAIN

experimental open-air opera

based on the lyrics by Marina Tsvetaeva

Project curator, director Serafima Krasnikova
Composer Dmitri Mazurov

Choreographer Olga Tsvetkova

Designer Vadim Tishin

Costumes: Vadim Tishin, FRONT fashion
Producer Tamara Shishlova

Ekaterina Smirnova, actress

Lyubov Tolkalina, actress

Elena Lukyanchikova / Larisa Mashkina, actress
musicAeterna Folk project,

Director Ekaterina Rostovtseva

Euphoria Orchestra,

Conductor Elizaveta Korneyeva
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«MTODMA TOPHly

/Aan MHe o rope cneTb: 0 Moei rope/

[opa — BepLluUHa, KyIbMUHALMA, BeIM4He, MUK.
[opa — nperpaaa, KameHb, cuna, lonroda.
fopa — 3emnu, Ten, mycopa, BOCNOMUHAHWUNA.

aMabli YenoBeK CTPEMUTCA NPeoAo/eTb CBOIO ropy. 4acto AoCTUKEHME BEPLUUHDI

CTaHOBUTCA OCHOBHbIM CMbIC/IOM 6bITUA. HO BOT Lenb AOCTUrHyTa, BepliMHa

B3ATa; KaK Tenepb CNyCTUTbCA?

TeKkeT «[lMoambl ropbi» MapuHbl LiBeTaeBot — 60ne3HeHHOe BOCMOMWHAHUE O
LOCTUMEHUU BbiCLIEe TOYKM (HacnarKAaeHWs, U3HU, TBOPYECTBA) U HEeU36EHHOM CrycKe,
yTpaTte, pacctaBaHWMM, BO3BpalUEHUU «B HM3Hb, NPO KOTOPYIO 3HAeM BCe Mbl: c6pos —
PbIHOK — 6apakK». CneKTak/b HaYMHAETCA C KYIbMUHALMOHHOM BbICOTbl U BMECTE C TEKCTOM
Nnoambl ABUraeTcA BHU3, K CMEPTU — U BOCKPELLEHHIO.

JeiicTBUe pa3BepHeTcA Ha HabeperHoW Kambl. C nepBbiM HaneBom (hoNbKAOPHbINA
aHcambnb U aKTPUCbl Ha4YHYT CMYCK MO CKJ/OHY, YCEAHHOMY MYCOPOM BOCNOMWHaHWMA.
«MpoMMBasa» OCHOBHbIE 3Tanbl Ye/IOBEYECKOro 6bITUA, NEPEOCMbICNASA CTapUHHbIE HapOAHbIe
06paabl (poxaeHUe, ceaabba, c6op yporas, CMepTb), UCMIONHUTENU NOMNbITAOTCA COOPYAUTL
CBOI0 MeTathopHUYECKYIO rOpY, OCHOBaHHYIO Ha CMbICNaX U KYIbTYPHOW MAEHTUYHOCTH « [o3aMmbl
ropbi». YTo6bl « BbIMTU U3 3ana» B hUHane, BCemM y4aCTHUKaM AEHCTBUA U 3PUTENAM HYHKHO
6yAeT NOAHATLCA HaBepX, K LLePKBU, TyAa, OTKyAa BCe HaYUMHaNoChb.

My3blKanbHaa cocTaBnAoWan CnekTakna BaoxHosneHa cnosamm Mocuda bpoackoro
0 noasuu LiBetaeBoi: «Bpema — WCTOYHUK puTMa. MNMOMHUTE, A rOBOPWUJ, YTO BCAKOE
CTUXOTBOPEHWE — 3TO peopraHM3oBaHHOe BpeMA? <...> Bpems rosopuT ¢ UHAUBUAYYMOM
pasHbiMK ronocamu. Y BpeMeHU ecTb cBOM 6ac, cBoi TeHop. U y Hero ectb cBon (hanbLer.
Ecnu yrogHo, LiBetaeBa — 3T10 thanbueTr BpeMeHW. [onoc, BbIXOAAWMA 3a npeaenbl HOTHOM
rpamoThbi».

B naptutype AmuTtpua MasypoBa — KOMMNO3WUTOPa U 3BYKOBOIO XYAOHHWKA, NOCTO-
AHHO coTpyAHUW4awuero ¢ musicAeterna u AlaruneBckum dectMBanem, — MUCNONb3YHOTCA
thonbKNOPHbIE roNI0Ca, aKKOPAEOH, AYXOBble B coYeTaHWM C dark-3/1eKTPOHUKOM. B
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THE POEM OF THE MOUNTAIN

/Now let me sing of sorrow which is my own mountain/*

The mountain is a summit, culmination, grandeur, a peak.
The mountain is an obstacle, stone, force, Golgotha.
The mountain is a pile of earth, bodies, garbage, memories.

* Translation by Elaine Feinstein.

very person is striving to conquer their mountain. Often reaching the summit

becomes the life’s meaning. Now, when the goal is reached, the peak is

conquered — how is one supposed to descend?

The text of The Poem of the Mountain by Marina Tsvetaeva is a painful memory
of reaching the pinnacle (of enjoyment, life, creativity) and the inevitable descent, loss,
separation, “back into life, which we all know is: a rabble — a market — a barracks.”
The opera begins with a climactic height and, together with the text of the poem, moves down
to death — and resurrection.

The action will unfold on the embankment of the Kama River. With the first chant,
the actresses and the folklore ensemble will set off on their descent down the slope dotted
with the garbage of memories. “Living through” the main stages of human existence,
embodied by rituals (birth, wedding, harvesting, death), the performers will try to construct
their metaphorical mountain based on the ideas and cultural identity of The Poem of the
Mountain. In order to “leave the auditorium” in the final, all the participants of the action and
the audience will have to go upstairs to the church, back to where it all started.

The musical component of the performance is inspired by the words of Joseph
Brodsky about Tsvetaeva’s poetry: “The source of rhythm is time. Remember | said that any
poem is reorganised time. [...] Time speaks to the individual in various voices. Time has its
own bass, its own tenor — and it has its own falsetto. If you like, Tsvetaeva is the falsetto of
time. The voice that goes beyond the range of proper notation.”

The score by Dmitri Mazurov, a composer and sound artist who constantly
collaborates with musicAeterna and the Diaghilev Festival, uses folklore voices, accordion,
wind instruments in combination with dark electronics. |
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Cepachvvia KpaCHMKOBA oxoHuuna TeaTpanbHbii UHCTUTYT uM. Bopuca LlykuHa Kak
aKkTpuca TeaTpa M KMHO, a Takie MacTepcKyio WHAMBMAYaNbHOW pexuccypbl Bopuca
HOxaHaHoBa (MWUP-6). C 2018 roga — axTtpuca Teatpa Hauuii. Pexuccepckue pabortbl:
«060pmoTbl» ana MocKoBcKoi ctunapmonun (2019), « Meutatenu» (2021) ana dectuBana
«Pyccrana KnaccuKa», MylbTUMeAUHHBIA cneKkTaknb « Mawa u Mapu» ¢ aktpucown J11060BbIO
TonkanvHoM No MoTUBaM CKasKU «LLlenkyHYMK M MbiwuHbIM Koponb» lodmaHa (2022),
nepdopmaHc «CKaxu MHe, Kyaa ynnbiBaeT Kopabnb» B Jlome Pagvo no noame Teozopa
HypeHTt3uca (2023). CueHapUCT KOpOTKOMeTpamHoro punbma « BbicTpen».

Amutprun MasypoB — KomnosuTop, cayHA-apTucT, wieH Colo3a KomnoauTopos Poccum.
Pa6otaeT B 06/11aCTU COBPEMEHHOM akaAeMWYeCKOM My3blKM, MHOFOKaHa/JIbHOW 3N1eKTPo-
AKYCTMKU, 3KCNEPUMEHTANIbHON 3/IEKTPOHUKMK, MULLET MY3blKY ANA KUHO, TeaTpa U nep-
topMaHcoB. Y4acTHUK memAayHapoAHbix cectuBanen InSonic (ZKM, Mepmanua), «/[pyroe
npoctpaHcTBo» (MocKkBa), reMusik.org (CaHkT-MeTepbypr), BeHeuuaHcKoi 6UMeHHane 1 Ap.
Jlaypeatr MeayHapoaHon nabopaTopuu MOJOAbIX KOMMNO3UTOPOB « OTKPbITbIA KOCMOC»
(2019) n Bonbloro aetcroro decrtusana (2020). U3pgaeT My3blKy Ha POCCUMCKUX U 3apy-
6eHbIX nenbnax.

Onbra LiBeTKOBa — nepgopmep, xopeorpad. O6y4anach B LLKone pasBuTHA HOBOro TaHUa
B AMcTepaame U B peruccepckon maructpartype B DAS Theatre (amctepaamcKasa Akagemus
TeaTpa U TaHua). B 2016-2017 rogax 6bina pe3avaeHTom Dansateliers B Portepaame. B 2018-
2022 roaax paboTtana KypaTopom MporpamMmmbl N0 COBPeMEHHOMY TaHUy B Jlome KynbTypbl
«[3C-2» doHaa V-A-C. Cpean noctaHoBOK: « KpuK o TuwwuHe. [lao [13 LI3MH» Ha My3bIKY
AHTOHa CBeTtnuyHoro, Human after all gna TaHueBanbHon KomnaHuu Norrdans (LLUseuwms),
«MocnenonyaeHHbin oTabix PaBHa» Ha My3biKy [e6ioccu AnA opKectpa musicAeterna u
Joma Paaguo, «BecHa cBsleHHas» no motuBam 6aneta CtpaBuHCKoro B My3seiHO-BbICTa-
BOYHOM 06beanHeHUU « MaHex», nepdopmaHc Soulwhirl Ha My3blKy BaHrennHo KypeHT3uca
B Jlome Paauo. Pa6otaeT Kak npeacTaBuTeNb-3KcnepT oT Poccun B eBpONencKon TaHLe-
BanbHOM ceTn Aerowaves.

BaaguMm TUWMKMH — MeMAMCUMNAMHAPHBIA XYAOMHMWK, Au3aiHep. OCHOBHble MeAWYMbI:
HUBOMNUCb, rpacduKa, nepdopmaHc, UHCTa/NIALMKU, AM3alH KocTioma. PaboTbl HaxoaAaTcs
B YacCTHbIX cobpaHuax B Poccuu n 3a pyberxom (Bennkobpurtanusa, Ucnanma, CLUA, Llseit-
uapua, dctoHusa), npeactaBneHbl B Kupol Gallery, CUBE Gallery, ranepee «MaccApt»
(MockBa), Antonov Gallery, KGallery (CaHkT-lMNeTepbypr), «anepee AHTOHOB» (EKaTepuH-
6ypr), Tallinn Portrait Gallery. [ |
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Serafima Krasnikova graduated from the Boris Shchukin Theatre Institute as an actress
of theatre and cinema, also she graduated from Boris Yukhananov’s Studio of Individual
Directing (MIR-6). Since 2018, she has been acting at the Theatre of Nations. Her works
as a director include: We Are Clunkheads (2019) for the Moscow Philharmonic Society,
Dreamers (2021) for the Russian Classics Festival, the multimedia performance Masha and
Marie with actress Lyubov Tolkalina based on the fairy tale The Nutcracker and the Mouse
King by E.T.A. Hoffmann (2022), and the performance Tell Me Where the Ship Is Going
(2023) at St Petersburg’s Dom Radio based on the poem by Teodor Currentzis. She is the
scriptwriter of the short film The Shot.

Dmitri Mazurov is a composer, sound artist, member of the Union of Composers of Russia.
He works in the field of contemporary academic music, multichannel electroacoustics,
experimental electronics. Also composes music for cinema, theatre, and performances.
Dmitri is a participant in the international festivals InSonic (ZKM, Germany), “Another Space”
(Moscow), reMusik.org (St Petersburg), the Venice Biennale, etc. He is the laureate of the
International Laboratory of Young Composers “Open Space” (2019) and the Big Children’s
Festival (2020). He records music on Russian and foreign labels.

Olga Tsvetkova is a performer and choreographer. Studied at the School for New
Dance Development in Amsterdam and got a Master’s degree in directing at DAS Theatre
(Amsterdam’s Academy of Theatre and Dance). From 2016 to 2017, she was a resident at
Dansateliers in Rotterdam. From 2018 to 2022, she worked as a curator of the contemporary
dance programme at the GES-2 House of Culture by the V-A-C Foundation. Her productions
include: A Cry for Silence. Tao De Ching set to the music by Anton Svetlichny, Human after all
for the Norrdans Dance Company (Sweden), Afternoon of a Faun set to the music by Debussy
for the musicAeterna Orchestra and Dom Radio, The Rite of Spring based on Stravinsky’s
ballet at the Manege Museum and Exhibition Association, the performance Soulwhirl set to
the music by Vangelino Currentzis at Dom Radio. She works as an expert representative from
Russia in the European dance network Aerowaves.

Vadim Tishin is an interdisciplinary artist and designer. His main media include painting,
graphics, performance, installations, and costume design. His works are held in private
collections in Russia and abroad (Great Britain, Spain, USA, Switzerland, Estonia), are
displayed in the Kupol Gallery, the CUBE Gallery, the MassArt Gallery (Moscow), the Antonov
Gallery, the KGallery (St Petersburg), the Antonov Gallery (Yekaterinburg), the Tallinn Portrait
Gallery. [ |
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3 D . Oé @  OPFAHHbIA 3A/1 MEPMCKOW ®WUAPMOHMM
ANNEKCEU 3VEB
|_| T popmenuanuviii KoHYepM

/|8: O O Uropb CtpaBuHCcKKUA (1882-1971)
«MAaTb nanbuesB»,

6+ BOCEMb OYEHb JIEMKUX NbeC Ha NATU HoTax AN ¢opTenMaHo,
K 037 (1921)

®depeH, Jluct (1811-1886)
doprennaHHaa TpaHcKpunuua CumcboHun N2 4
JllopBura BaH betxoBeHa, S. 464/4 (1863-1864)

Uropb CTpaBUHCKUIA
Banet «¥ap-nTuua» (1910)
B aBTOPCKOM MepesioxkeHun ansa doprenuaHo
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@  OPFAHHbIM 3A/1 NEPMCKOM ®UNAPMOHUM
ALEXEI ZUEV
piano recital

Igor Stravinsky (1882-1971)

The Five Fingers,

eight very easy pieces on five notes for piano,
K 037 (1921)

Franz Liszt (1811-1886)
Ludwig van Beethoven’s Symphony No. 4,
transcription for solo piano, S. 464/4 (1863-1864)

Igor Stravinsky

Ballet The Firebird (1910)
in the author’s transcription for piano
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KOPO/Nb-POA/b

Anmon Ceemauunmlii

NeKcen 3yeB — nuaHuCT, NTMGKO COYETAIOWMIA B CBOEM TBOPYECTBE PYCCKUe

U €eBpONencKUe MWCMNONHUTENbCKUE Tpaauuuu. BocnuTaHHUK cpeaHeil cneuu-

anbHOW My3blKanbHOM WHKoAbI NpU CaHKT-MNeTepbyprckoit rocyaapCTBEHHOM

KOHCEpBaTOpUKU, B AajibHEWLWIEM OH cTamupoBanca y Anexcea Jlio6umoBa M
Anuco Bupcanaase B 3anbubypre U MioHxeHe, a Mo3Me cTan AOLEHTOM 3anbLOyprckoro
YHuBepcuteta « Mouapteym». Ero Kapbepa pasBopayuMBaeTcd B OCHOBHOM B aJiblTMMUCKOM
EBpone: oH KoHuepTtupyeT B ABcTpuM, LLBenuapuu, Utanum, Nepmannu mn Jliokcembypre,
a ero BbicTynnieHua B Poccuu npoxogaTt B pamkax MockoBcKkoro lNacxanbHoro dectuBans,
AarnneBcKoro decTMBana U ApYrux KpynHbIX My3blKanbHbIX (hOPYMOB.

Mporpamma KOHUEepTa — 3T0 KpaTKaA MCTOPWUA NPeACTaBleHUA O pos/ie KaK
«KOpOJie UHCTPYMEHTOB», CMOCOOGHOM COPEBHOBATbCA C OPKECTPOM B BbIpa3vTE/IbHOCTH
M macwTtabe 3By4yaHuA. OAHMM M3 nepBbiX U Haubonee 3HaA4YUTEsIbHbIX NponaraHAWCTOB
aTon uaeu 6b61n Pepeny Jiuct. CumdboHnn BeTxoBeHa B ero TpaHCKpUNUUK AnA hopTennaHo
cTanu B CBoeM poAe MaHWhecToM, TrMMHOM 6e3rpaHWYHbIM BO3MOMHOCTAM WMHCTPYMEHTa.
MepenoeHusa 6Gonblueit 4acTM cUMdOHUIM (BHKAtoYasas YerBeptyto) JIMCT caenan B Havane
1860-x ropoBs, enasa NPOAEMOHCTPUPOBATb BECb CMEKTP AOCTOMHCTB HOBbIX POANEH
C ¥ene3Hon pamoii. [lpyron, He MeHee CyLLECTBEHHOM MOTUBaLMEN K CO34aHUIO LiMKNA bblna
nponaraHaa my3blkM BerxoBeHa. [nA MHOrux cnywartenei KOHUEpTHbIX TypoB Jlucta ero
nepenoxeHua 6bUIM €AUHCTBEHHOW BO3MOMHOCTbIO YC/bilaTb 6€TXOBEHCKYIO CUMGOHUIO
B NpUHLMNE.
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PIANO THE KING

Anton Svetlichny

lexei Zuev is a pianist who versatilely combines the Russian and European
performing traditions in his work. Alumnus of the Secondary Special Music School
at the Rimsky-Korsakov St Petersburg State Conservatory, he later trained with
Alexei Lubimov and Eliso Virsaladze in Salzburg and Munich, and then became
an associate professor at the Mozarteum University Salzburg. His career has developed
mainly in Alpine Europe: he gives concerts in Austria, Switzerland, Italy, Germany, and
Luxembourg, while his performances in Russia take place as part of the Moscow Easter
Festival, the Diaghilev Festival, and other major music forums.
The concert programme represents a brief history of the piano conceived as the
“king of instruments” that is able to compete with the orchestra in expressiveness and scale
of sound. One of the first and most significant advocates of this concept was Franz Liszt.
Beethoven’s symphonies in his transcription for piano have become a manifesto of their
kind, a hymn to the limitless possibilities of the instrument. Liszt created the transcriptions of
most of the symphonies (including the Symphony No. 4) in the early 1860s as he sought to
demonstrate the full range of advantages of new pianos with an iron frame. Another, no less
significant motivation for the creation of the cycle was the promotion of Beethoven’s music.
As a matter of fact, for many listeners of Liszt’s concert tours, his transcriptions were the
only opportunity to hear Beethoven’s symphony.
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«Hmna BeTxoBeHa CBALLEHHO B UCKYCCTBE», — MO3e HanuweT JIUCT B NPeAUC/IOBUU
K MOJSIHOMY M3AaHUIO TpaHCKpunuuii. CaM OH NMPUNOMWUN ANA ITOW CaKpanusaumm Hemano
YCUNUi; Bceobllee npusHaHue beTxoBeHa BepXoBHbIM 60rom My3blKaJbHOroO MaHTeoHa —
BO MHOrom 3acsyra Jlucra, BCeMUPHO U3BECTHOIO BUPTYO3a U B/IMATE/IbHOIO UHTE/IeKTyana.
MepenoxeHne cMMMOHMIA OH 3aKaHYUBAET B roAbl yeAMHEHUS B MOHacTbIpe B NpeaAMecTbAX
Puma — npos3pauyHblii CUMBOJIMYECKUM KeCT, NpurnalleHue yBUAETb B NapTUTypax
nocneaHero BEHCKOrO KaacCuKa HOBOE CBALEHHOe nucaHue. JIUCT TuaTteNlbHO NepeHoCUT
B CBOW HOTbl BCE OPKECTpPOBble YKasaHWA BeTxoBeHa, BKAO4aA Aaxe HEUCMNOSHUMblE Ha
posne. Tpe6oBaHUA K UCMONHUTENIO MO YaCTU TEXHWUKHK, BbIHOC/IMBOCTU U MY3blKaJbHOCTH
3/eCb HaCTONIbKO BbICOKH, YTO A€P3HYBLUMIA MMAHUCT BbIHY}AEH OTHOCUTBCA K HUM CO CBOero
poaa pesIMro3HbiM pBEHUEM — MHa4e CNpPaBUTbCA C TPYAHOCTAMM eABa /I BO3MOKHO.

«ap-nTMua» CTpaBUMHCKOrO HanmMcaHa B TOT Nepuoa, Koraa B o6nactu
CUMMOHUYECKOrO KONOpUTa KOMMO3UTOPbl AOCTUI/IM BepLlUMHbl POCKOWW U U3ALLEeCTBa.
MepenoxeHue 6aneta BpAA M 6biN0 3aaymaHO aBTOPOM ANA NMY6AUYHOrO UCMONHEHUA —
CKOpee OHO MpejHasHayanocb ANA peneTUUMA U MPUCTaNbHOIMO 3HAKOMCTBA C MY3bIKOM.
Kak 6bin0 NMpUHATO B Te roabl, NapTuTypa 3KcnayaTupyeT cneuudUYecKue 3BYKOBble
BO3MOMHOCTU Kamaoro MHcTpymeHTa. [lepenoxeHue anAa ¢oprenyaHo nuwaeTr My3blKy
M3PAAHOM YaCTU KPaCOYHOIro OPKECTPOBOro thiepa, BbIBOAUT CylLaTeNisl U3 POMaHTUYECKOro
TpaHca U npeanaraeT emy 6051ee OTCTpaHEeHHbIM U ACHbIWA B3rnAa Ha Belwu. B optenvaHHoMi
BEPCUU CTPYKTYpa COYMHEHUA ACHee, PUTMbl YeTye, a CTUIUCTUYECKUE 3auMCTBOBaHUA
y Konner (oT KydykuctoB Ao CKpa6uHa 1 [ebioccu) 6onee HarnAAHbI.

«MAaTb nanbueB», co4YMHeHHble B 1921 roay, — 3TO BaXHblA OMNyc, HECMOTpA
Ha CKpOMHble pa3mepbl. OT ero AeksapaTMBHOM NMPO3PaYHOCTU U 3BYKOBOM acKesbl OAWH
war Ao 6yayuwero Heoknaccuumama. OT pomaHTU4YeCKOM opTenUaHHOW MNPaKTUKU TYT
He OCTaeTCA HWYero: OTCYTCTBYET NneAanb, HEeT BUPTYO3HbIX NMaccaMei, TOHKUX rpajauuu
OWHAMUKKU U haKTYpHOM rNy6UHbI B HECKOMbKO cnoeB. PoAnb, BO3MOXHO, BnepBble
OKasblBaeTCA paBeH 34eCb caM cebe U 6onblle He MbITaeTCA HUKOMY noapaxartb. Bek
COMepHUYECTBA C OPKECTPOM OCTaeTCA No3aau. [ ]
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“Beethoven’s name is sacred in art,” Liszt would later write in the preface to the
complete edition of the transcriptions. Liszt himself put a lot of effort into this sacralisation;
the universal recognition of Beethoven as the supreme god of the musical pantheon is
largely to Liszt’s credit, who was a world-famous virtuoso and influential intellectual. He
finished the arrangement of the symphonies during the years of solitude in a monastery on
the outskirts of Rome — an obvious symbolic gesture, an invitation to view the scores of the
last Viennese classic as a new holy scripture. Liszt carefully transferred into his scores all of
Beethoven’s orchestral instructions, including even those that cannot be performed on the
piano. The transcriptions are so demanding in terms of technique, endurance, and musicality
that the pianist who dares to perform them is forced to treat them with a kind of religious
zeal — otherwise it is hardly possible to cope with difficulties.

Stravinsky’s The Firebird was written at a time when composers reached the
pinnacle of luxury and elegance in the field of symphonic colour. It is highly unlikely that the
arrangement of the ballet was made by the author for public performance — rather, it was
intended for rehearsals and close acquaintance with music. As was customary in those years,
the score exploits the specific sound capabilities of each instrument. The piano transcription
deprives the music of a good part of its colourful orchestral flair, takes the listener out of
a romantic trance and offers him a more detached and clear view of things. In the piano
version, the structure of the composition is clearer, the rhythms are more legible, and stylistic
borrowings from colleagues (from the Mighty Five to Scriabin and Debussy) are more evident.

The Five Fingers, composed in 1921, is an important opus despite its modest size.
Its declarative transparency and sound austerity is only one step away from the future
neoclassicism. There is nothing left of romantic piano practice here: there is no pedal,
there are no virtuoso passages, subtle gradations of dynamics and textured depth in several
layers. The piano, perhaps for the first time, is equal to itself here and no longer tries to
imitate anyone. The age of rivalry with the orchestra has been left behind. [ ]
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&  OPFAHHbIX 3A/1 MEPMCKOW ®UNAPMOHWUH

KBAPTET COJIUCTOB OPKECTPA

LA VOCE STRUMENTALE

HUXKEMOPOACKOIO NrOCYAAPCTBEHHOINO AKAAEMUWYECKOIO TEATPA
OMEPbI U BAJIETA MM. A. C. NYLUKWHA

KamepuvlLil KoHyepm

KpuctuHa TpaynbKo, CKpUnKa
Mapua Banabyx, CKpunKka
Mapusa EBaokumoBa, anbt
AHHa lMpoxopoBa, BUOOHYENb

MaBen Xaac (1899-1944)
CTpyHHbIX KBapTteT N2 3, op. 15 (1938)

laHc Kpaca (1899-1944)
CTpYyHHbIX KBapTeT, op. 2 (1921)

MaeoH KnaitH (1919-1945)

MapTtuta ANA CTPYHHbIX

(Tpro ona CKPUNKHK, anbTta U BUONOHYeNU (1944),
PEKOHCTPYKLMA U UHCTPYMeHTOBKa Boiuexa CayaeKa)

3psuH LWynbrod (1894-1942)
MAaTb Nbec ANnA CTpyHHOro KBapreTa (1923)
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&  OPFAHHbIM 3AJ1 MEPMCKOW ®WUIAPMOHUWHU

QUARTET OF SOLOISTS OF

LA VOCE STRUMENTALE ORCHESTRA

OF THE NIZHNY NOVGOROD STATE ACADEMIC OPERA AND BALLET THEATRE
NAMED AFTER A.S. PUSHKIN

chamber concert

Kristina Traulko, violin
Maria Balabukh, violin
Maria Evdokimova, viola
Anna Prokhorova, cello

Pavel Haas (1899-1944)
String Quartet No. 3, Op. 15 (1938)

Hans Krasa (1899-1944)
String Quartet, Op. 2 (1921)

Gideon Klein (1919-1945)

Partita for Strings

(Trio for violin, viola, and cello (1944),

reconstruction and instrumentation by Vojtech Saudek)

Erwin Schulhoff (1894-1942)
Five Pieces for String Quartet (1923)
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TEPEIH-
KBAPTETD

Anmon Ceemauunpiii

nporpammy KBapTeTa cO/MMCTOB opKecTpa La Voce Strumentale Bowna my3biKa

YELCKUX KOMMO3UTOPOB, MOrMOLWIKMX B KOHLEHTPAUMOHHbLIX narepax Btopoi

MHUPOBOW.

o BoiHbl MaBen Xaac, MaHc Kpaca, MaeoH KnanH n dpeuH Lynbrod ctpounu
YCMNELHY0 My3blKa/lbHYIO Kapbepy. Xaac cYyMTancs yywnm yYyeHMKom fAHayeka u cosgaBan
CBOM CTWJ/Ib Ha Nepece4yeHnn MOpPaBCKOro osibKopa, eBPENUCKON IMTYPrMYE€CKOM MY3bIKH,
AXasa U Heoknaccuuuama. Kpaca pab6otan penetutopom B HoBOM HemeLKom TeaTpe
B Mpare, yuuncay LlemnmHckoro v o6uanca B MNapure ¢ « LLlectepKoii» u Pyccenem. Ero ctunb
OT/IMYaNCA rPOTECKOM, UPOHUEN U U306peTaTeNlbHOM MHCTPYMEHTOBKOW. KnaH 3aHMmanca
y Anousa Xabbl, nMcan B yHUBepcuTeTe paboTbl O rosiocoBeAeHMU B KBapTeTax MouapTa
M YBJIEYEHHO YMTaN NapTUTYPbl KIAaCCUKOB Aaxe B KpoBaTu nepes cHom. dpBuH LLynbrod,
OTCNYXUB B apmuu B [epByl0 MUPOBYIO, BEPHYICA U3 UTaNIbAHCKOrO MNJjeHa 4Ye/0BEKOM
NeBbIX y6eraeHur, nepenucbiBanca ¢ beprom, counHAn Becenble abCypAUCTCKUE Mbechl
noA BAUAHWEM AaAaUCTOB U TaHLEB B HOYHbIX KAyb6ax U NOCTENeHHO ABWraicA B CTOPOHY
coupeannama, ycrneB COMMHUTb KaHTaTy Ha TeKeT « MaHudecTta KOMMYHUCTUYECKOM NapTUW».

Mocne HemeLKOW OKKynauuvu Yexun Bcex UX Kaana obwaa cyabba. Kak nuvuam
€BpPENCKOro NPOUCXoXAeHUsa UM 6blno 3anpelueHo pabotaTb, a UX COMMHEHUA 6osblue He
JloNyCKalucb Ha KOHLLepTHyto 3cTpaay. My3biky LUynbroda Hauuctbl ewe B 1930-x 06bABUAU
«aereHepaTuBHoOM». B 1941 rogy oH nogan npoleHue 0 COBETCKOM rparKAaHCTBe U Noay4yun
ero — Ho 6bln apecToBaH Npeae, YeM CMOr BbiexaTb, U Yepe3 roj ymep B TiOpbMe OT
Ty6epKynesa. Xaac pa3BesiCA C HeHOM, YTo6bl BbIBECTU €€ U 404b M3-NoJ yAapa, NbiTanca
yexaTb U UCKas NOMOLLM Y APY3€ei 3a rpaHULEN, OAHAKO He ycnen. KnaiH nony4nn ctTuneHaumto
Ha oby4yeHHe B NOHAOHCKOW KoponeBCKOW akaaeMWHU My3blKM, HO HE CMOI BblexaTb M3-3a
HeMeLKHUX aHTUEeBpPeMCKUX 3aKoHoB. B 1941-m Xaac, Kpaca U KnAaiH 6binM oTnpasneHbl
B Tepe3MH — rapHU3OHHbIM FOPOAOK, MNpeBpalleHHbid B eBpelcKoe rerto. Hecmotpsa
Ha HeyenoBe4YeCKWe YC/IOBUA HU3HU (3a 4yeTbipe roga oT ronoaa, 6one3Herd U MbITOK
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T EREZIN-
QUARTETS

Anton Svetlichny

he programme of the quartet of soloists of La Voce Strumentale Orchestra consists
of works by Czech composers who died in Nazi concentration camps during the
World War Il
Before the war, Pavel Haas, Hans Krasa, Gideon Klein, and Erwin Schulhoff had
been building successful musical careers. Haas was considered Janacek’s best student
and created his style at the intersection of Moravian folklore, Jewish liturgical music, jazz,
and neoclassicism. Krasa worked as a tutor at the New German Theatre in Prague, studied
with Tsemlinsky and communicated in Paris with Roussel and Les Six. His style was
distinguished by grotesque, irony, and inventive instrumentation. Klein studied with Alois
Haba, wrote works on voice studies in Mozart’s quartets at the university and enthusiastically
read classical scores even in bed before going to sleep. Erwin Schulhoff, having served
in the army in the World War |, returned from Italian captivity as a man of leftist beliefs,
corresponded with Berg, wrote funny absurdist plays under the influence of Dadaists and
dancing in nightclubs, and gradually moved towards social realism, even managing to
compose a cantata on the text of the Manifesto of the Communist Party.
After the German occupation of the Czech Republic, they all shared the same destiny.
Due to their Jewish origin, they were banned from working, and their compositions were no
longer allowed to be performed on stage. Schulhoff’s music was declared “degenerate”
by the Nazis back in the 1930s. In 1941, he applied for Soviet citizenship and received it —
but was arrested before he could leave, and died a year later in prison from tuberculosis.
Haas divorced his wife in order to get her and daughter out of harm’s way, tried to leave and
sought help from friends abroad but to no avail. Klein received a scholarship to study at the
Royal Academy of Music in London but was unable to leave the country due to German anti-
Jewish laws. In 1941, Haas, Krasa, and Klein were sent to Terezin, a garrison town turned
into a Jewish ghetto. Despite the unbearable living conditions (in four years, 33 thousand
people died there from hunger, disease, and torture), Terezin, according to the memoirs of
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34ecb norubnu 33 TbicAYU YyenoBeK), Tepe3nH, N0 BOCNOMUHAHUAM BbIXKMUBLLWUX, BO BpeMs
BOWHbI 6bl1 0AHUM U3 Hanbosee apTUCTUYECKU CBOGOAHbIX MecT B EBpone. 3aecb nucanu
My3bIKy Ha HenerasnbHO BBE3€HHOM HOTHOM Gymare, Urpanu KOHUepTbl Ha KOHTpa6aHAHbIX
MHCTPYMEHTAaX, Aame CTaBU/U onepbl.

B 1944 roay npo Tepe3uH CHANM NponaraHAUCTCKUMA (UbM « Tepe3reHLITaaT:
diopep AapuUT eBpeAM ropoa», B KOTOPOM MOMHO YBUAETb, Kak Xaac BbIXOAWUT Ha MOKJIOHbI
nocne npemMbepbl CBOEH OPKECTPOBOM MNbecbl, a AETCKUA Xop noeT onepy Hpacbl —
nocneaHee COYMHEHWe, 3aBeplUeHHOe UM nepes apectoM. Bckope nocne OKoH4YaHWA
CbeMOK obuTaTenen TepesnHa oTnpaBuau B AyLLBUL, rAe pacnpeaeneHuemM nprubblBLLUKUX MO
ra3oBbIM Kamepam PYKOBOAWA JIMYHO AOKTop Mosed MeHrene. Xaac 6bin y6UT 16 oKTAGPS,
Kpaca — 18 oKTa6pAa. KnaiiH noru6 npu HeBbIACHEHHBbIX 06CTOATENbCTBAX B AHBape 1945
roga, BO BpeMs MKBUAAUMK narepsa PropcreHrpybe.

TpeTA CTpPYHHbIM KBapTeT Xaaca 3aBepweH B 1938-M: K Cy6beKTUBHOM
¥ 3MOLMOHaNbHOM IMPUKE B HEM NPUMeLLMBaEeTCA HeKas HepBO3HOCTb. CTPYHHbIM KBapTeT
Kpacbl HanvcaH B 1921-m: 3T0 OCTPO /IM4HOE BbiCKasbiBaHUE, B KOTOPOM B/IMAHUE MO3AHUX
POMAHTUKOB CO4YETaeTCA C MHTEPeCOM K MacCOBOWM KOMMEPYECKOW My3biKe, 4Y4epHbIM
IOMOPOM M MapajoKCca/ibHOM MOHTaXKHOCTbIO B Ayxe Beimapckoi pecnybnuku. lMaprtuta
ANnA CTpyHHbIX 1944 roga — nocnegHee counHeHWe KnanHa: yepes3 aBe Heaenu nocne
3aBepLueHus, B Bo3pacTe 25 neT, oH 6bin oTnpaeneH B Aywswuu,. MATb Nbec ANA CTPYHHOro

KBapTeTa, co3aaHHble LWynbrodom B 1923-M, — KOPOTKUE U TEXHUYECKU MIOLLPEHHbIE
ynpaxHeHUa B NapoAWMHOM AaHCaHTHOCTW, MOYTEHHbIA 6apOo4HbIM MaHp TaHLeBaJIbHOM
CIOMTbI, OTParKeHHbI B UPOHUYECKOM 3epKarne. [ |
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survivors, was one of the most artistically free places in Europe during the war. There they
wrote music on illegally imported music paper, played concerts on contraband instruments,
and even staged operas.

In 1944, a propaganda film was made about Terezin (Theresienstadt: The Flhrer
Gives a City to the Jews), in which Haas could be seen bowing after the premiere of his
orchestral piece, and the children’s choir sang the opera by Krasa — the last composition
he completed before his arrest. Shortly after the end of filming, the inhabitants of Terezin
were sent to Auschwitz, where Dr Josef Mengele personally supervised the distribution of
the arrivals to the gas chambers. Haas was killed on October 16, Krasa — on October 18.
Klein died under unclear circumstances in January 1945 during the liquidation of the
Firstengrube camp.

Haas’ String Quartet No. 3 was completed in 1938: a nervousness is mixed with
subjective and emotional lyricism in it. Krasa’s String Quartet was written in 1921: this is
an acutely personal statement, in which the influence of the late Romantics is combined
with an interest in mass commercial music, black humour, and paradoxical assemblage in
the spirit of the Weimar Republic. The 1944 Partita for Strings is Klein’s last composition:
two weeks after completion, at the age of 25, he was sent to Auschwitz. Schulhoff’s Five
Pieces for String Quartet of 1923 are short and technically sophisticated exercises in parody
danceability, a venerable Baroque genre of dance suite reflected in an ironic mirror. [ |
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C B Uropb CtpaBuHCcKuUM (1882-1971)
«MEPCE®OHA»
Z/l . O U Mesiogpama AJ opaTtopa, CO/IMCTa, TaHLO0pPOB, XOopa U opKecTpa
nubpetto AHape Huaa (1933, BTopas peaakuna — 1949)
0207 I: Perséphone ravie | «MoxuweHue MepcetdoHbi»
Il: Perséphone aux Enfers | «MepcedoHa B Auae»
BC lll: Perséphone renaissante | « Bo3pomaeHHasA MNepcedoHa»

/0:00  cumaoHus ncanmos
ANA xopa U opKectpa (1930, BTopana peaakumua — 1948)
/|6+ I: ncanom 38, ctuxu 13, 14
Il: ncanom 39, cTtuxu 2, 4
Ill: ncanom 150
onepuwLil cnekmakap

Pexuccep AHHa lNyceBa

XyaoxHUK KOnua Opnosa

Xopeorpac AHacTtacusa lNewKoBa
XyAOMHUK No KocTiomam lMowa Py6unHCKUIA

MepcedoHa — Aicbiny MupxadusxaH

dBmonn — Erop CemeHKoB

MnytoH — AnekcaHap Yenuase

OpHKecTp 1 xop musicAeterna

Jetckuii xop «BecHa» um. A. C. NMoHomapeBa
TaHueBanbHasA Tpynna musicAeterna Dance

My3biKkanbHbIA pykoBoauTeNb U aupuxep Teogop KypeHTanc

XyAoHHUK no ceeTy MUBaH BuHorpaaos

XyaoxHUK no rpumy Mapba Kosnosa

Buaeonpoussoacteo: AnaH Manaenoswtam, Muxann MacHukos, ®unun LeiH
3ByKopemunccep PomaH OnapuH

AccucTteHT no aktepam JapbAa TpeTbsAKoBa

HUcnonHuTenbHbl npoatocep MonvHa OBCcAHHUMKOBA

TexHUuYecKui aupeKTop ApceHuit KOauH

[eHepanbHbIA Npoatocep EKatepuHa ApceHbeBa

TaHuoBLWMKKN U Nnepdomepbl: Anryna bysaesa, NanuHa BbiKoBCKas,

Tumyp MaHeeB, AneBTuMHa pyHTOBCKanA, Makcum KnouHeB, CaBea KopoTbiy,
AHacTacusna JlecHuKkoBa, EneHa JlucHasa, Kamunb Mycrtacaes, apba lMnactyH,
g MonuHa PoxaHcKan, Enena PycuHa, Bepa CamuHa, Anexceit CnyuKkun,
%nnm”fi’i““ Bnaaucnas LWupKanos, Oner 3nos
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*  PREMIERE
Igor Stravinsky (1882-1971)
PERSEPHONE
a melodrama for speaker, soloists, ¢
based on a libretto by André Gide (1
|: Persephone ravie
Il: Persephone aux Enfers
lll: Persephone renaissante

SYMPHONY OF PSALMS

for choir and orchestra (1930, second edition 1948)
I: Psalm 38, verses 13, 14
Il: Psalm 39, verses 2, 4
lll: Psalm 150

opera performance

Director Anna Guseva

Production designer Yulia Orlova
Choreographer Anastasia Peshkova
Costume designer Gosha Rubchinskiy

Persephone — Aisylu Mirhafizkhan

Eumolpus — Egor Semenkov

Pluto — Aleksandr Chelidze

musicAeterna Orchestra and Choir

Alexander Ponomaryov “Vesna” Children’s Choir
musicAeterna Dance

Music director and conductor Teodor Currentzis

Lighting designer Ivan Vinogradov

Make-up artist Maria Kozlova

Video production: Alan Mandelstam, Mikhail Myasnikov, Philip Shane
Sound engineer Roman Oparin

Casting assistant Daria Tretyakova

Executive producer Polina Ovsyannikova

Technical director Arseniy Yudin

General producer Ekaterina Arsenyeva

Dancers and performers: Aigulya Buzayeva, Galina Bykovskaya,
Timur Ganeyev, Alevtina Gruntovskaya, Maksim Klochnev,

Savva Korotych, Anastasia Lesnikova, Elena Lisnaya, Kamil Mustafayev,
Darya Plastun, Polina Rozhanskaya, Elena Rusina, Vera Sazhina,
Alexey Slutsky, Vladislav Shirkalov, Oleg Epov
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«MEPCEQOHA», CVIMOOHWMA TCAANMOB

HEO-
KANACCUULINS
CTPABNHCKOI O
1 « DPPAHLY 3CK IV
1/1by

Anmon Ceemauunwiii

ornacHo o6LwenpuHATOM XpoHonorun, CumdboHua ncanmoB MU «llepcecoHa»
NpUHaaneraT K HeOK/laCCUYEeCKOMY nepuody TBopyecTBa CTpaBMHCKOrO.
3TOoT nepuos oxBaTbiBaeT Moyt Tpu AecAatunetua (1923-1951) u noatomy
B 3HA4YUTENbHOW CTEMNeHW YCNOBEeH — ANA XYAOMHWKA TaKOW 3BOJIIOLUOHHOWM
rMOKOCTU 6blI0 6bl HEMbICIMMO HAZONr0 OrpaHUYUTb ceba pamMKamuM O4HOro MetoAa.
B 1920-x rogax CTpaBUHCKUIA 6blN1 «KHA3eM Uropem» — HenpepeKaembiM 3aKOHoAATENEM
NapuUHCKOM My3blKaJIbHOM MOZbl U CaMblM B/UATENbHbIM KoMno3uTopom Eponbl. 1930-e
OKasa/IMCb HayasioM Kpu3uca: My3blKU cTano MeHblie (Bcero 11 Komnosuuui 3a 10 ner),
eBponemnckasa nybnrMka noocTblla K CBOEMY KYMUpPY, NpemMbepbl NPOXOAUIN C NEePEMEHHbIM
ycrnexom, a rnaBHbIM UCTOYHUKOM goxoga Ans CTpaBUHCKOro C TeX Mop U A0 KOHLA HU3HU
cTtano aAupuxuposaHue. B 1940-x Komnosutop amurpuposan B CLUA, caenan HecKonbKo
6e3ycneLHbIX MOMbITOK NMPUCNOCOBUTLCA K TPe6OBaHUAM KUHOMHAYCTPUMU, peAaKkTUpoBan
paHHUWEe COYMHEHMUA, 3aHOBO UCKan CBOW roIoC U B UTOre peLln/ICA Ha elie OAHY pesKyio
nepemMeHy CTUA.
CTpemMACb COXpaHATb TBOPYECKYID HE3aBUCUMOCTb M He [JO0BepAA ycnexy
y ny6avMku, CTpaBMHCKUIM BMECTe C TeM BCeraa BHUMAaTeNbHO CNeAWN 3a OKpYMKaBLUEH ero
MHTENNEKTYya/lbHON U KYNLTYPHOW cpeaon. Ero 3penoe TBOp4eCTBO — MHTEHCUMBHbIM Auanor
He TONbKO C NPOLL/bIM, HO U C HacToALMM. Heorknaccuueckuii nepuos, BO3MOXHO, yMecTHee
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STRAVINSKY 'S
NEOCLASSICISM
AND
THE
“FRENCH STYLE’

Anton Svetlichny

ccording to the generally accepted chronology, the Symphony of Psalms and

Perséphone belong to the neoclassical period of Stravinsky’s work. This period

spans almost three decades (1923-1951) and is therefore largely arbitrary —

for such an evolutionarily flexible artist it would be unthinkable to limit himself to
one method for a long time. In the 1920s, Stravinsky was “Prince Igor” — the undisputed
trendsetter of Parisian musical fashion and the most influential composer in Europe.
The 1930s turned out to be the beginning of a crisis: there was less music (only 11
compositions in 10 years), the European audience grew cold to their idol, premieres were
held with varying success, and conducting became the main source of income for Stravinsky
from then until the end of his life. In the 1940s, the composer emigrated to the United States,
made several unsuccessful attempts to adapt to the demands of the film industry, edited his
early compositions, searched for his voice anew, and eventually decided on another abrupt
change of style.

Striving to maintain creative independence and not trusting success with the public,
Stravinsky at the same time was always attuned to his current intellectual and cultural
environment. His mature work is an intense dialogue not only with the past but also with the
present. Perhaps it would be more appropriate to label the neoclassical period “French”,
since Stravinsky in these years talks about art in terms well known and familiar to interbellum
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6bin0 6bl Ha3biBaTb «(PaHLY3CKUM», NOCKONbKY CTPaBUHCKUWA B 3TU roAbl paccymaaeT
06 UCHKyCCTBe B TEPMMHaX, XOPOLIO 3HAKOMbIX U MPUBbLIYHbLIX AN MeHBOEeHHOU DpaHLuUK.
KnioueBble KaTeropum acTteTUKU CTpaBMHCKOrO — MOPAAOK, ACHOCTb, METOA, 3aKOH, paB-
HoBecue, BKYC, 340POBbe, KOHCTPYKLMA, TPE3BOCTb, TOYHOCTb, PALUOHANBHOCTb U T. N. —
PUCYIOT  KapTMHY MUCKYCCTBa KaK AyXOBHOrO pemecna: CTpOroro, XoJIO4HOrO,
AUCLMNIMHUPOBAHHOIO U BHeNWYHOro. dpaHuy3cKaa KynbTypa OnucbiBana cebsa 3aTUMHK He
cnoBaMu co BpemeH PpaHKO-NPYCCKOM BOMHbI, MPOTUBOMNOCTABNAAA CBO OGBHEKTUBHOCTb
M YUCTOTY — CYO6LEKTUBHOCTH, IK3a/ILTUPOBAHHOMY NCUXONOTM3MY U HUNOCOCKOMY TYMaHy
KyNbTYypbl HeMeuKoK. [na AHgpe Mupa, aBTopa nubpetTo «llepcedoHbl», KnaccuyecKoe
XyAOMHeCTBeHHOe Npou3BeaeHHe O03Hayano « TPUyMd Nopsaka U Mepbl Hag, AroLeHTPUYHbIM
pOMaHTU3MOM» — pasyMeeTcH, TaKKe repmaHckum. B cratbe, Bblwelel 3a HECKONbKO
MecAueB A0 npembepbl OKTeTa (MepBoro oMUUMUANBHO «HEOKIAcCCUYECKOro» onyca
CrpaBuHcKoro), Bopuc LUnéuep yike HasbiBan ero HEOK/JACCUKOM, NPOTUBOMOCTaBAAA
LLIéH6epry, Ybe UCKYCCTBO 6bIN0 «B CYLUHOCTU TPUCTAHOBCKOE, POMaHTUYECKOey.

Ha rannbckom cyHaameHTe CTpaBUHCKHUIA CTPOMA 34aHUE COGCTBEHHbIX MPUCTPACTHI:
B €ro c/iyyae y paspbliBa ¢ 3CTETUKOM NPOLUIOro BeKa 6bl1M U JIYHbIE NPUYMHBI. POMaHTU3M
B rnasax CTpaBUMHCKOro pudMoBancsa C PeBONIOLUENA, a PEBOJIIOLUIO OH HEHaBUAEN BCEW
Ayworh — OCOGEHHO Mnocsie Toro, Kak 60/blUEBMKM B COBETCKOM PoccuM KOHpMCKoBanu
ero umyLLecTBo. PectaBpauma ymepLIUX CTUNEH, « peMOHT CTapbiX Kopabnei», o6palieHue
K XVII u XVIIl Bekam 4yepe3 ronosy BeKa 6ypyasvu ObliM AeKnapauuen npuBepHeHHOCTU
apUCTOKPaTUYECKOMY « CTapoMy MOPAAKY» C ero KynbTOM 3/MTU3Ma U padMHUPOBAHHOIO
BRyca. bax ana CtpaBMHCKOro — npexae Bcero HeaocAraemblii macTep, yaaleHHbIA OT 3106bI
OHA 1 paboTarowunin Ha ypoBHE, HEeAOCTYNMHOM MOHUMaHUIO ToMbl. Pyra U KOHTPANYHKT —
CUMBOJ/IbI NOAYMHEHUA npaBuiam. CBOKW 3ajavyy Kak KOMMNO3WTOpa OH BUAEN B TOM,
YTOGbl CMAcTU My3blKy OT pa3pylleHWUA aBaHrapAoM, CTaTb «AMKTaTOPOM peakuun NpoTUB
aHapXxuu, B KOTOPYIO BbIpoAMAcA MoaepHM3m». Cebs aBTop « BeCHbl CBALLEHHOM», CKOMb HU
YAUBUTENBHO, MOAEPHUCTOM HE CYUTal.

Xoce Oprera-u-lacceT ogHamAbl 3aMeTWUN, YTO «CTUNIM30BaTb» 3HAYMT MCKaMaTb
peanbHoCTb. Urpa ¢ 4y¥uMmKM cTUNaMM U opmamMu co3paeT MPOHUYECKYID AUCTAHLMIO
MEeXAY HUMU U Urpalowum — K 3Ta apTUCTUYECKas MPOHUA, obeclLieHuBatowana nacdoc,
NIeXUT B OCHOBE BCEro MOAEPHUCTCKOro UCKyccTBa. CTpaBMHCKUI B CBOe BpeMs oTAan en
M3PALHYI0 AaHb, HO yHe K Havany 30-X rogoB no4yyBCTBOBa/ HEO6XOAUMOCTb U3MEHUTLCA:
nadoc, NopAAOK M TpaavuuMM CHOBa 06penyM B €ro rnasax LeHHoCTb M cuny. Memay
CumdoHueit ncanmoB U «lNepcetoHOM» He TaK YK MHOro O6LWero B MAEAX U CTU/e, OAHAKO
Y HUX eCcTb 06beaUuHAIWAan YepTa — CEepbe3HOCTb BbiCKasbiBaHWA. CTpaBUHCKUIA MbiTaeTcsA
roBOpUTb C HaMU NPAMO U 6e3 UpoHUU. OT6pacbiBas NPUCTaBKY « HEO-», OH CTPEMMUTCSH CTaTb
K/IAaCCUKOM — MacTepoOM O06BHEKTUBHOIO M BO3BbILLAIOLEro UCKYCCTBA.
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France. The key categories of Stravinsky’s aesthetics — order, clarity, method, law, balance,
taste, health, construction, sobriety, precision, rationality, etc. — paint a picture of art as a
spiritual craft: strict, cold, disciplined, and impersonal. French culture has described itself
in the same terms since the Franco-Prussian War, contrasting its objectivity and purity with
subjectivity, exalted psychologism, and the philosophical fog of German culture. For André
Gide, the author of the Perséphone’s libretto, the classical work of fiction meant “the triumph
of order and measure over egocentric romanticism” — which was, of course, also Germanic.
In an article published a few months before the premiere of the Octet (Stravinsky’s first
officially “neoclassical” opus), Boris Schloezer already called him a neoclassic in contrast to
Schoenberg, whose art was “essentially Tristanesque, romantic”.

Stravinsky built the structure of his own preferences on the Gallic foundation: in
his case, there were personal reasons for the break with the aesthetics of the previous
century. In Stravinsky’s view, Romanticism rhymed with revolution, and he hated revolution
with all his soul — especially after the Bolsheviks in Soviet Russia confiscated his property.
Restoring dead styles, “refitting of old ships”, turning to the 17t" and 18" centuries over the
head of the bourgeois century were a declaration of commitment to the aristocratic “Ancien
Regime” with its cult of elitism and refined taste. For Stravinsky, Bach is, in the first place,
an unattainable master, distant from the current concern and working at a level inaccessible
to the understanding of the crowd. Fugue and counterpoint are symbols of submission to
the rules. Stravinsky’s task as a composer was to save music from destruction by the avant-
garde, to become “a dictator of the reaction against the anarchy into which modernism has
degenerated”. Surprisingly enough, the author of The Rite of Spring did not consider himself
a modernist.

José Ortega y Gasset once remarked that “to stylise” means to distort reality. Playing
with other people’s styles and forms creates an ironic distance between them and the one
who plays — and this artistic irony, devaluing pathos, lies at the heart of all modernist art.
Stravinsky paid it a fair tribute at the time, but by the early 1930s he felt the need to change:
pathos, order, and traditions regained their value and strength in his eyes. In ideas and
style, the Symphony of Psalms and Perséphone don’t have much in common, but they have
a unifying feature — the seriousness of the utterance. Stravinsky tries to speak to us frankly
and without irony. Rejecting the prefix “neo-", he aspires to become a classic — a master
of objective and elevating art.
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CTpaHCTBYA MeXAy MUpaMH.

«MepcecoHa»

Cioketr «[lepcedoHbl» CTpaBUHCKUA He BblGMpan — TOT 6bl1 HaBA3aH emy
WUpoii PybuHwTenH BmecTe ¢ AHape HuMaom B KadecTBe coaBTopa. Pa6orta wna TpyAHO;
B onpeAesieHHbIM MOMEHT notpeb6oBanochb BmellatenbcTBo MNona Banepu, gabbl oHa cmorna
nNpoAoMmKUTbCA. 03Ty He HpaBWUIOCb, Kak KOMMNO3UTOp o6paliaetcA c ¢paHLy3CKOM
npocoaueit, KOMNO3UTOpPY — YTO B ero paboTy BMelunBatoTcA. B pesynstate Mua He npuexan
Ha npembepy, a CTpaBMHCKWUIA MO3e YNpaMHANCA B capKka3me, yTBep#aas, YTo B Clyvae
BO306HOBNEHUA CNEKTaKNA NepBbiM AenoM 3aKameT OfeHy HOBbIM TeKCT. HecmoTpsa Ha aTu
CNoMHoOCTH, «[lepcedoHa», NO-BUAUMOMY, NPUHALNEHKUT K Haubonee NTUYHbIM COYUHEHUAM
CrtpaBuHcKoro. O6pa3 rnaBHOM TepOUHWU, BbIHYRAEHHOM B CU/lYy OBGCTOATENLCTB MWUTb
C ABYMS MYXbAMU NnonepemMeHHO, MOl CPe30HMPOBaTb C ero CO6CTBEHHOM GUorpacduen: Kak
u3BecTHO, CTpaBUHCKUIA NodTU 20 neT NpoBen B HanpsAKeHHOM JIl6OBHOM TpeyrojibHUKe
¢ EkatepuHon HoceHKo 1 Bepoi ae Bocce. MNo3e KOMMNO3UTOP NPpU3HABaJICA: MeoAUA BO
BTOPOW ClLieHe 6aneta — BO3MOMKHO, camas Npo3payHan WU JIMpUYecKasa My3blKa U3 BCEro
MM HanMcaHHOro — 6bi1a NepBOHaYaNbHO COYMHEHA Ha PYCCKUI TEKCT KaK KosblbenbHas
ana Bepbl. B gpyrom mecte CTpaBUHCKUI NpAMO roBopuT, 4To «lepcedoHa» 6bina Bepoit
BAOXHOB/IEHA U YTO €C/IM B My3blKke 6aneTa eCTb KpacoTa Wik HeXHOCTb, TO 3TO ero CKPOMHbIH
OTBET Ha Te e KayecTBa B HeW.

KoHeuyHO, cmbicn 6Ganeta He MWCYepnbiBaeTCA JIMYHBIMU  O6CTOATENbCTBAMMU
ero aBTopa. «[lepcedoHa» cos3paBanacb B nepuosa Haubonee TECHOIO CONUMKEHUA
CrtpaBuHCKoro ¢ ®paHuuein: B roa nNpemMbepbl OH NPUHAN (paHLY3CKOe rpamAaHCTBO
U cobpasnca 6an10TMpoBaTbcA B WieHbl PpaHLy3cKoi akagemuu. U3HeeHHan anervyecKas
MEJIaHXO/IMA U OTKPbITaA MeNIOAMYHOCTb My3blKM 6aneta MOriM 6biTb AeMOHCTpauuen
NOANBHOCTU KOHCEPBAaTMBHbIM HaLUWOHaNbHbIM BKycaM aKageMWKoB. HU B 04HOM U3 CBOMX
COYUHeHU CTpaBMHCKUI TaK He 310ynoTpebnsan MUHOpPoM, Kak B «[lepcecdoHer,
M He M3B/IEKan U3 OPHKecTpa Takue MArkMe Kpacku. Ha cueHe pasbirpbiBaeTca A3bl4ECKUA
puTyan BeCHbl, BO6paBLUMi B ce6A nacxasbHylo KoHuenuuio: AHape Hua nepecKasbiBaeT
rpe4yeckuini Mud B NPOTECTAHTCKOM Ayxe, BAOOABOK He 6e3 BAMAHWA NOMYNAAPHOro Toraa
Bo PpaHumnn Heotommuama. MepcedoHa BbIrNAAUT OTYETIMBO NPOTOXPUCTUAHCKOW (UIYpOM:
OHa A06pOBONLHO CnyCcKaeTcA B AuA M3 COYYBCTBUA K CTpajalowwuM Tam AyliaMm U nosHe
BOCKpecaeT A/11 HOBOW HU3HM.
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Wandering between worlds.

Perséphone

Stravinsky did not choose the plot of Perséphone — it was imposed on him by Ida
Rubinstein together with André Gide as a co-author. The work progressed with difficulty;
at some stage the intervention of Paul Valéry was required so that it could go on. The poet
did not like the way the composer handled French prosody, the composer did not like
that his work was being interfered with. As a result, Gide did not attend the premiere, and
Stravinsky later sarcastically claimed that should the performance be resumed, the first thing
he would do is to commission a new text from Auden. Despite these difficulties, Perséphone
seems to be among Stravinsky’s most personal works. The image of the heroine, forced by
circumstances to live with two husbands alternately, could resonate with his own biography:
as you know, Stravinsky spent almost 20 years in an arduous love triangle with Katherina
Nosenko and Vera de Bosset. Later, the composer admitted: the melody in the second scene
of the ballet — perhaps the most translucent and lyrical music of all that he wrote — was
originally set to a text in Russian as a lullaby for Vera. Elsewhere, Stravinsky bluntly says that
Perséphone was inspired by Vera and that if there is any beauty or tenderness in the ballet’s
music; then, this is his modest response to the same qualities in her.

Of course, the meaning of the ballet is not limited to the personal circumstances of
its author. Perséphone was created during the period of Stravinsky’s closest rapprochement
with France: in the year of the premiere, he took up French citizenship and was going to
run for membership in the French Academy. The effeminate elegiac melancholy and open
melodiousness of the ballet music could have been aimed to show loyalty to the conservative
national tastes of academics. In none of his compositions did Stravinsky abuse the minor key
as much as in Perséphone, and did not extract such soft colours from the orchestra. On the
stage, the pagan ritual of spring is being acted out which has absorbed the Easter concept:
André Gide paraphrases the Greek myth in the Protestant spirit, in addition, not without the
influence of neo-Thomism, popular in France at the time. Perséphone appears as a distinctly
proto-Christian figure: she voluntarily descends into Hades out of sympathy for the tormented
souls and later resurrects for a new life.
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XBanute Ero Ha CTpyHax U opraHe.

CumcoHua ncanvios

B 1926 rogy CTpaBMHCKWIM BepHY/ICA B JIOHO LiepKBHU, NMPUHAB NpaBoC/iaBHOE Mpw-
yactve. C Tex MOp OH OCBSiLlan KBapTUPbl, B KOTOPbIX WA, Aepan Ha possie AUNTUX
¢ TYpUHCKOM nnalwaHuuen U peryiapHo COYUHAN My3biKy Ha pesiMriosHble Tembl. Hanbonee
M3BECTHOE U BNUATENbHOE CPeAd ero AYXOBHbIX COYMHEHWUH — CUMGOHMA ncanmoB,
co3jaHHanA, KaK rnacut aBTOpPCKoe MNOCBAlEHWe, «BOo cnaBy Boxuio ana BocToHcKoro
opKecTpa K ero 50-neTHemMy tobuneton. CTpaBUHCKMIM Hayan nucaTb ee Ha NpaBOCNaBHbIN
TEKCT, ONMpasAcb Ha « paHHWe BOCMOMWHAHUA O LePKOBHOM My3bike B Kuese v lNonTtase»,
HO B WTOore Bbl6pan NaTtbiHb. PYKOBOACTBOBaJICA OH MNPU 3TOM COO6pPaEeHUAMM HKaK
CMbIC/IOBbIMKU (NpaBocnaBve 3anpellaeT UHCTPYMEHTbl B LiePKBHU), TaK U MPaKTUYECKUMMU
(eBpoONeMCKMM MeBUaM JaTbilHb 3HAKOMa ropasfo Ayylle, 4YeM LiepKOBHOCNaBAHCKUI).
MocKonbKy thyra BTOPOW 4YacTU OTCbiNaeT TaKke K Bbaxy W noTepaHCKOM My3blKa/lbHOM
TPaAULMKU, B KOHUENUUU CUMMDOHUU MOMHO YCMOTPETb OTFO/IOCKU IKYMEHU3Ma — WM,
AOMYCTUM, HenaHMe KOMMO3UTOpa COXPaHWUTb TBOPYECKYIO PaBHOYAANIEHHOCTb OT KamAon
U3 KOH(eccun.

CUMMOHUA MOMET CNYHMWUTb WIIOCTPaLMer OMUCaHHbLIX Bbille HEOKIACCUYECKUX
TeHaeHUM. Ee hopMbl KOMMNaKTHbI, FeEOMETPUYHbI U Hanpoyb JIMLIEHbl « POMaHTUYECKUX
pasnuBoB». B oaHOM U3 UHTepBbI0O CTpaBUMHCKUKM roBopun, 4to B3sAnca 3a 150-i ncanom,
YTOObl BbLICTYNUTL MNPOTUB BCEX KOMMO3WTOPOB, KOTOpble WCMOAb30BajAu ero AnA
M3NUAHUA CBOMUX JIMPUKO-CEHTUMEHTaNbHbIX YyBCTB. B Apyrom — o6ewan, 4to «3T10 6yaeT
HEMHOroC/N0BHOE, KOHLEHTPUPOBAHHOE MO MbIC/IM COYMHEHWEe», U obellaHue caepHan.
O6pa3uamu HaHpa eMy cayat He cumdoHun BeTxoBeHa unu Bpamca, a ckopee Symphoniae
sacrae Mabpuenu u LWoTtua. MapTUTypy, KaK 3TO 6GbLIO MPUHATO Y CTapbliX MacTepoB,
OH HachblIlWaeT 3BYKOBOM CUMBONMKONW. Apcha BBOAUTCA B OPKECTP, MOCKO/IbKY Ha HEW Urpan
uapb [laBua; Tema yru BapbupyeT 6apoyHblii MOTUB pacnATUA (B pyKonucu CTpaBUHCKUA
HapucoBan Bo3/e Hee KpecT); (hopma BTOPOM YacTK pasBopaymMBaeTcA CBEpPXY BHU3 NOA06HO
nupamuae; B rMHane UNNCTpUpyeTcA BUAEHUE HE6ECHOM KonecHULUbl Npopoka Unun. Kak
nopo6aet Komno3sutopy XX BeKka, CTpaBUHCKUN COYMHAET HE TOJIbKO HOTbI, HO U « CayHA» —
COCTaB MHCTPYMEHTOB, YHUKa/lbHbIH 3BYKOBOW KONOPUT npousBeaeHUA. OH usbaBnAeT
OPKecTp OT Haubonee « pPOMaHTUYECKUX» TEeMOPOB (CKPUMOK, anbTOB U KNapHeTOB), HacbILWaeT
AYXOBbIMH, UMUTUPYET 3BY4aHUE OpraHa U KOJIOKONIOB — W 3TUM TaKe CTU/IM3YeT cTapble
BpeMeHa, Koraa TUMUMYHble OPKECTPOBbIE COCTaBbl ele He ChOPMUPOBaUCh. [ |
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Praise Him on the stringed instruments and pipe.

The Symphony of Psalms

In 1926, Stravinsky returned to the Church’s fold taking Orthodox communion.
Since then, he consecrated the apartments where he lived, kept a diptych with the Shroud
of Turin on the piano and regularly composed music on religious themes. The most famous
and influential of his spiritual compositions is the Symphony of Psalms, created, as the
author’s dedication says, “for the glory of God for the Boston Orchestra on the occasion
of its 50 anniversary”. Stravinsky began to set it to the Orthodox text, relying on “early
memories of church music in Kiev and Poltava” but eventually chose Latin. He was guided
by both semantic considerations (Orthodoxy prohibits playing instruments in the church)
and practical ones (European singers are more familiar with Latin than Church Slavonic).
Since the fugue of the second movement also refers to Bach and the Lutheran musical
tradition, traces of ecumenism could be seen in the concept of the symphony — or, say,
the composer’s desire to ensure creative equidistance from each of the confessions.

The symphony can serve as an illustration of the neoclassical tendencies described
above. Its forms are compact, geometric, and completely devoid of “romantic spills”.
In an interview, Stravinsky mentioned that he picked the 150* psalm to speak out against
all the composers who used it to outpour their lyric and sentimental feelings. In another,
he promised that “it will be a terse, thought-focused composition”, and he kept his word.
The examples of the genre for him are not the symphonies by Beethoven or Brahms but
rather the Symphoniae sacrae by Gabrieli or Schitz. As was customary with the old masters,
he saturates the score with sound symbols. The harp is introduced into the orchestra
because King David played it; the theme of the fugue varies the baroque motif of the
crucifixion (in the score manuscript Stravinsky drew a cross near it); the form of the second
movement unfolds from top to bottom like a pyramid; in the finale, the vision of the heavenly
chariot of the prophet Elijah is depicted. As befits a composer of the 20t century, Stravinsky
composes not only the notes but also the sound — the composition of the instruments,
the unique sound colour of the work. He eliminates from the orchestra its most “romantic”
timbres (violins, violas, and clarinets), saturates it with wind instruments, imitates the sound
of organ and bells — and in doing so he also stylises the early times when typical orchestral
instrumentation were not formed yet. [ |
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«[NEPCEOOHAY

CVIMPOHIN/I
NCA/IMOB:
AT IX
KAK TTAPABO/]

AHnna [ycesa, pexcuccep

aw CnexkTaknb — 3TO AUNTUX, OCHOBAHHbIM Ha ABYX CaMOCTOATE/IbHbIX,

HO MeTaopUYECKU CBA3aHHbIX NpousBedeHUAX CTpaBUHCKOro: menoapamve

«MNepcetoHa» u CUMHOHUM NCanMOB.

«lMepcedoHa» — ABOMHAA WHTepnpeTauua aHTUYHOro Muda, 06bACHAILWEro
KPYroBopoT BpeMeH roga Kak Be4HO MOBTOPAIOWMHCA LUK PORAEHUA U CMEpPTH, KoTopas,
B CBOIO o4yepeab, CTaHOBUTCA MCTOYHMUKOM HOBOM HWU3HU. B ueHTpe 3toro muda —
3aragoyHan curypa lNepcedoHbl. Y ApeBHUX rPeKoB oHa — 6e3BO/IbHOe co3jaHue, OObeKT
YYKHUX CTpacTeM, KoTtopyi Aug npocTto-Hanpocto noxuuwaetr. B nubperto AHgpe Muaa
K «lepcetoHe» CTpaBUHCKOro 310 N060NbITHAA AeByLIKa, MO CBOEW Bone Aenatolian war
B NoA3eMHOe L apCTBO, HECMOTPA Ha BCe NpeaynpeKaeHUs.

B Hawen noctaHoBKe lNepcedoHa — CyLecTBO, KOTOPOE POMKAAETCA B CHACT/IMBOM
Mupe 60ros, 0O4HaAKO CTPEMMWUTCA NMPEB3OMTU cebsA, XOYET CO3PeTb, NMPUHECTU AeATeNIbHYIO
nonb3y MUPY, a He NPOCTO OTAaTh ce61 B HepTBy. Hawa MNepcedoHa oco3HaHHO oTnpaBaseTca
B Aua, en ypaeTca yTelnTb HEYCMOKOeHHble AyLiM, HO 3TOro Masno: HeB3upasA Ha MOMbLO6bI
TeHeW, OHa A06pPOBOSILHO BO3BpallaeTcA Ha 3emno, 4tTobbl ee MaTb [lemeTrpa nosepHyna
Kpyr BpemMeH roga M MO3BOAWNA MWU3HU npoaomHxatbeA. lepcedoHa BHOBb /IOKUTCA
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PERSEPHONE
AND
THE SYMPHONY
OF PSALMS:
DIPTYCH
AS A PARABOLA

Anna Guseva, director

ur production is a diptych based on two independent but metaphorically related

works by Stravinsky — the melodrama Perséphone and the Symphony of Psalms.

Perséphone is a twofold interpretation of an ancient myth that explains the cycle

of the seasons as an ever-repeating cycle of birth and death, which, in turn,
becomes the source of new life. At the centre of this myth, there stands the mysterious figure
of Persephone. According to the ancient Greeks, she is a weak-willed creature, an object
of other Olympians’ passions, whom Hades simply kidnaps. In André Gide’s libretto for
Stravinsky’s Perséphone, she is a curious maiden who voluntarily takes a step into the
underworld, despite all warnings.

In our production, Persephone is a being who is born in the happy world of the gods
but strives to become more than what she is, wants to mature, make an active contribution
to the world, and not just offer herself as a sacrifice. Our Persephone consciously goes to
Hades, she manages to comfort restless souls, but this is not enough for her: despite the
pleas of the shadows, she voluntarily returns to the mortal world so that her mother Demeter
turns the circle of the seasons and allows life to continue. Persephone lies down in the
ground again from which she emerged, embodying the experience of living through and
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B 3eM/0, OTKYAA NOABWIAcb, — BOM/OWAA OMbIT NEPEeXUBAHUA U NPUHATUA NPUPOAHOIO
uuKna. Ho 1 ato ewe He KoHel, ee MyTeWeCTBUA: B NPOLECCe OCO3HAHHOro CO3peBaHUA
AYWKW Ha MYTU OT POMAEHUA K CMEPTM OHa OTNPAaBNAETCA CKBO3b CMEpPTb B FOPHUE MMWPbI,
fIB/IeHHble BO BTOPOM YacTHU AUNTHXa, B KOTOPOK 3BYYUT CuMboHMUA ncanmoB CTpaBUHCKOrO.

CneKTak/Nb onupaeTcA Ha TO, YTO Mbl 3Haem 06 3N1E€BCUHCKUX MUCTEPUAX, rae
Ha NPOTAMEHUU ABYX TbicAY neT MUd o JemeTtpe U MepcedoHe tU3UYECKM NPOKUBANCA.
B MHOrogHeBHbIX 06psAAax WMHWLMALMK Y4acTBOBa/M BCe MHUTenn OdneBcMHa U AduH
(Kpome Tex, KOMy M3-3a NPecTyn/jeHW OTKasbiBaiu B MOCBALLEHWUWU), 3TO OblIN CNOMHO
CTPYKTYPUPOBAaHHbI€ pUTYyasbl, B KOTOPbIX Macca Belen Npoucxoaunna ogHoBpeMeHHo. Tak
M Yy Hac: AEeUCTBME Ha OrPOMHOM CLEeHe NoaUdOHUYHO, TeyeT 6ecnpepbiBHO U, HaAEeKCb,
6yAeT UMEeTb rMMHOTUYECKMI 3theKT. ApTUCTbI TaHLUeBaNbHOM TPYNMbl U XOpa, Kak ApeBHUe
adUHAHE U 3NEeBCUHLbI, NPOXKUBAIOT B GECKOHEUHbIX PUTYasbHbIX TaHUax npeanucaHHbie
MM POJIK: CHayana HUM@, NOTOM — TeHeW, cneaom — nogei... Elle oguMH nnacT cnektaknsa
cBA3aH ¢ ¢urypoi IBMosina — pacckasvyuKka, pexuccepa U aBTopa BCEA UCTOPUM.

BTopas yacTb AuMnTHXa, B KOTOPOWH 3By4UT CUMGOHMA NCasIMOB, — CaMOCTOATE/IbHOE
npousseaeHue. B Helt HeT nepcoHaen «lepcetoHbl», HET CloXKeTa U AEUCTBUA, 3TO NMOYTH
cTaTM4HasA, OJHaKo O4YeHb 3MOLMOHaNbHaA CLeHU4YecKkasa Metacdopa, CBOEro poaa «uBas
KapTuHa». U Bce e HeBUAUMbIE, HO OLLYTUMbIE CBA3U MEHAY NepBOM U BTOPOM YacTAMMU
avntuxa ectb. Ecnu «lMepcedoHa» — 3Tto mucTepus, To CUMbOHMA NcaMOB — YuUCTaA
nutyprua. MNpoTtoxpucTnaHcKkue MoTuBbl NM6peTTo AHape Muaa cnoBHO o6peTaloT B HEW
3BYKOBYI0 NN0oTb. B pesynbtaTte Haw AUMNTUX NPOBOAUT 3pUTENA No napabone: Mbl CnyckaemMca
¢ Onumna B Aua, noaAHUMaemcs Ha 3eMJ/ilo, a 3aTeM BO3HOCHMMCH B BbicluMe chepbl. Tam-To
MU AOCTUraeTcA UCTUHHaA uenb MNepcedoHbl U KamKaoro U3 Hac — MpPUBAU3UTLCA K 06pasy
BoxbeMy U NOCTUYb 60KECTBEHHYIO NPUPOAY B caMux cebe. B
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accepting the natural cycle. However, this is not the end of her journey: in the process of
conscious ripening of the soul on the way from birth to death, through dying she ascends to
the higher worlds revealed in the second part of the diptych, in which Stravinsky’s Symphony
of Psalms sounds.

The performance is based on what we know about the Eleusinian Mysteries, when
two thousand years ago the myth of Demeter and Persephone was being physically lived
through. All citizens of Eleusis and Athens participated in the multi-day initiation rites (except
those who were denied initiation due to their crimes). Those were complexly structured
rituals in which a lot of things happened simultaneously. So it is with our production: the
action on a huge stage is polyphonic, it flows continuously and, hopefully, will have a hypnotic
effect. Much like the ancient Athenians and Eleusinians, the artists of the dance troupe and
choir, while performing endless ritual dances, live through their prescribed roles: first of the
nymphs, then shadows, then humans... Another layer of the production is connected with the
figure of Eumolpus — the narrator, director, and author of the whole story.

The diptych’s second part containing the Symphony of Psalms is an independent
work. There are no characters from Persephone in it, it has neither plot nor action being an
almost static but very emotional theatrical metaphor, a kind of tableau vivant. And yet, there
are invisible but tangible connections between the first and second parts of the diptych. While
Perséphone is a mystery, the Symphony of Psalms is pure liturgy. There, the proto-Christian
motifs of André Gide’s libretto seem to be embodied in sound. As a result, our diptych guides
the audience along a parabola: we descend from Olympus to Hades, resurface the earth, and
then ascend to the higher spheres. It is there that the true goal of Persephone and each of
us is achieved — the opportunity to approach the image of God and to comprehend one’s
divine nature. |
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AHHa TyceBa — xynomecTBeHHbIM pykoBoauTenb Tpynnbl musicAeterna Dance,
XYAOMHUK, pexuccep Teatpa U KMHo. C 2014 roga — 4neH TBOpYECKOro coto3a XyAO0HKHUKOB
Poccun (TCXP). VyactBoBana B V MoCKOBCKOM 6WeHHaNe COBPEMEHHOro WMCKYCCTBa,
BbicTaBKax B lMapuike, Aioccenbaopde, bpiorre u ap. CosgaBana KapTUHbl U NabaUK-apT-
06bEeKTbI, KOCTIOMbI 4N171 TeaTpa, BUAeo, nepcopmaHcoB. Pa6oTana KpeaTUBHbIM AUPEKTOPOM
MU peruccepoM elleH-BUAEOCHEMOK, NeptoOpMaHCOB U TeaTpa/bHbIX CMEKTaKNen.
Buaeodmnbm Not Alice Bowen B wopT-nucT dectuBanei Film in Focus n SHORT to the Point
B Byxapecte, Short Shot Fest B MockBe u nonyuun aunnom dectusana International
Music Video Awards B Byaanelwte. Peruccepckasa pabotra What Bothers Me no6eauna
B HomMuHauuu Visual Art Ha poccuiickom Unknown Film Festival 2021, a TaK#e Bowna
B wopT-nucT dectuBana Berlin Commercial. MoctaHoBKa onepbl Kapna Opda De temporum
fine comoedia (Asarunesckuit hectnBanb, 2022) nonyyunna cneunpus KOpU My3biKaabHOMO
TeaTpa PoccuiACKOI HauMOHanbLHOM TeaTpanbHOW NpemMuun «3onoTas mMacka». CoTpyaHuuas
c Jomom Paauo, B 2022-2023 roaax cospana Buaeoapt-paborty Sebastian im Traum,
noctasuna nepcgopmancbl Love Will Tear Us Apart, « CtpaaaHue Ha Bcex A3blKax 3BYYMUT
0AUHaKoBO» U crieKkTak/b Youkali B pamKax cneunpoekrta «[NocsAweHue Kypty Bainto».

Onua OpnoBa — MynbLTHAMCUMNAMHAPHBIN XYAOMHUK KMHO, BUAeoapTa, nep(opmaHcos,
MOAHOW MHAYCTPUM, 3D-KoHuUenToB. XyAOKHWUK-MOCTAHOBLUMK MONHOMETPaMKHbIX (hUNIbMOB
«fApabl» (2019), «[MepBbit cHer» (2020), «Mo-myMcKu» (2021), KOpPOTHKOMETpPaMHbIX
KUHOKapTUH «lepenpaBa | Crossing» (2019, HoMMHaHT bBpuTaHcKoro decTuBans
¢unbmoB yxacoB, naypeat npemun KuHodectuBana B Hbionopt-Buu u HesaBucumoro
KuHotecTuBana «Mentasa nuxopagka» B Bendacte), «Xouy aomoi» (2020, nobeautennb
tectuBana «Hopouye», HOMWUHAHT npemMuu «30M0TOM open» U Ap.), «BbicoTKa» (2020,
HOMWHaAHT dectuBana «KuHOTaBp») U Ap. XYAOMHUK-MOCTAHOBLWMK nepdopMaHca
Love Will Tears Us Apart (Jom Paguo, 2022), noctaHoBKM onepbl Kapna Opda De temporum
fine comoedia (JarunescKuii hectuBanb, 2022) u cnexktakna Youkali (dom Paguo, 2023).

AHactacua [lMewKoBa — xopeorpad Tpynnbl musicAeterna Dance, He3aBWUCHMMbIM
xopeorpag v TaHuoswmua. C 2017 roga — conUCTKa CoBpeMeHHOM Tpynnbl TeaTpa « banet
MockBa». Jlaypeat BcepoccuiicKoro KOHKypca apTUCTOB 6aneta U xopeorpadoB (Mo4 pyKo-
BoactBoM HOpua puropoBuya) U MerayHapoAHOro KOHKypca apTUCTOB 6aneta U Xopeo-
rpacdoB «Apabeck» B HOMWHaUUKU « CoBpeMeHHblM TaHeu». HomMuMHaHT npemun «3onotas
MacKka» B HOMMHauMM «Jlydlias KeHcKaA posb» (3a crnekrakib « CeaHC oAHOBpPEeMEHHOM
urpbli»). Xopeorpad nocraHoBKU onepbl Kapna Opda De temporum fine comoedia (Jarunes-
CKuUI thecTnBanb, 2022) u cnektakna Youkali (Jom Paaguo, 2023).

198



, 01.07, 02.07
PERSEPHONE, SYMPHONY OF PSALMS

Anna Guseva is Artistic Director of the musicAeterna Dance company, an artist, theatre,
and film director. Since 2014, she has been a member of the Creative Union of Artists of
Russia. Took part in the 5" Moscow Biennale of Contemporary Art, exhibitions in Paris,
Dusseldorf, Bruges, etc. She created paintings and public art objects, costumes for theatre,
video, and performances, worked as an artistic director and director of fashion video filming,
performance, and theatre. The short film Not Alice was shortlisted for the festivals Film in
Focus and SHORT to the Point in Bucharest, Short Shot Fest in Moscow, and received a
diploma at the International Music Video Awards Festival in Budapest. Her director’s work
What Bothers Me won the Visual Art nomination at the Russian Unknown Film Festival
2021 and was also shortlisted at the Berlin Commercial. Her production of Carl Orff's opera
De temporum fine comoedia staged for the Diaghilev Festival 2022 received a special
prize from the jury of the musical theatre of Russia’s Golden Mask National Theatre Award.
Collaborating with Dom Radio in 2022-2023, she created the video artwork Sebastian
im Traum, the staged performances Love Will Tear Us Apart, In Every Language Suffering
Sounds the Same and the dance performance and concert Youkali as part of the special
project A Tribute to Kurt Weil.

Yulia Orlova is a multidisciplinary artist in the field of film, video art, performances, fashion
industry, and 3D graphic design. She is the production designer of the feature films Yards
(2019), The First Snow (2020), Like a Man (2021), the short films Crossing (2019, nominee
of the British Horror Film Festival, winner of the Newport Beach Film Festival and the Yellow
Fever Independent Film Festival), | Want to Go Home (2020, winner of the Koroche Short
Film Festival, nominee of the Golden Eagle award, etc.), High-rise (2020, nominee of the
Kinotavr Festival), etc., as well as the performance Love Will Tears Us Apart (Dom Radio,
2022), a new production of Carl Orff’s opera De temporum fine comoedia (Diaghilev Festival,
2022) and the dance performance and concert Youkali (Dom Radio, 2023).

Anastasia Peshkova is a contemporary dance choreographer and dancer. Since 2017,
she has been a soloist of the contemporary dance troupe of the Ballet Moscow. Laureate
of Yury Grigorovich’s All-Russian Competition for Ballet Dancers and Choreographers,
the International Competition for Ballet Dancers and Choreographers “Arabesque” in the
contemporary dance category. She nominated for Russia’s Golden Mask National Theatre
Award in the “Best female role” category for the performance Simultaneous Game.
Choreographer of a new production of Carl Orff’s opera De temporum fine comoedia (Diaghilev
Festival, 2022) and the dance performance and concert Youkali (Dom Radio, 2023).
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Nowa Py6YUHCKMM — ausaiHep oaemabl, otorpad U KuHopemuccep. Ero nepsas
Konnekuua «WUmnepusa 3na» 6Gbina npeacraeneHa B KoHue 2008 ropa v 3ajana TOH
pa6otam nocneayrowmx ce3oHoB. Cpeau ero nepcoHanbHbIX XYA0KECTBEHHbIX BbICTABOK —
BbICTaBKa ¢otorpacmin B ranepee Pleasant B JloHaoHe (2010), npoeKkT «[peobpameHue»
B HoBoit Nonnanamn B CaHkrt-MeTtepbypre (2011), «leHb moei cmepTyu» B nanauuo Murttu
Bo ®nopeHuumu (2016) 1 ap. Mocne 10 net U 13 ycnewHbIX CE30HOB B COTPYAHUYECTBE C
MoaHbiM AomoM Comme des Gargons, pelinn 3akpbiTb CBOM OpeHA U COCPeaoTOYMTbLCA
Ha HoOBOM TBOpYecKom 3ambicie. B 2019 roay npeacrasun GR-UNIFORMA —
MEHAUCUUNIMHAPHBLIM apT-NPOEKT, BHIIOYAOWKWK B ce6a (HOTOKHUIY, KOPOTKOMETPaMKHble
UNbMbI, KONNTEKUUU ofemabl U My3blKanbHblM KonneKTtuB «FPYIMIMA». MpoeKT cTpouTcAa
BOKPYI UCCNeA0BaHMUA MMpa My3blKKM AU3aiiHepoM.

UBaH BHHOrpapoB cosaan cesetoBoe oopmaeHue 6onee 200 TeaTpasbHbIX NOCTaHOBOK
B Poccun u 3a pybexiom. Paboran c pemuccepamu HKupunnom CepebpeHHUKOBBbIM,
KoHcTtaHTMHOM BoromonoBsbiv, Amutpuem KpbiMoBbiM U MH. Ap. MHOroKpaTHblt HOMUHAHT
Poccuitckoi HauMoHanbHoOM TeaTpasibHOM NpeMuU « 30/10Tas Macka», B TOM YUc/ie 3a paboTy
XYZAOXHUKA Nno cBeTy B nocraHoBKke onepbl Kapna Opda De temporum fine comoedia
(AaruneBckuit tectuBanb, 2022). JlaypeaT «30/10TOW MacKW» 3a ChneKTaklb [oronb-
ueHTpa «[lleTpoBbl B rpunne», npemun «MysbiKanbHoe cepaue TeaTpa» 3a MOCTaHOBRY
«HKabape» B HoBocubUpcKom «[nobyce». C 2022 roaa — rNaBHbIA XYAOMHUK MO CBETY
B MXT um. YexoBa.

Aicbiny MwupxadumaxaH — apructka Tpynnbl musicAeterna Dance ¢ 2022 roaa.
OKoHuMna HKasaHcKoe xopeorpactuyecKoe yyunuuie No creuuanbHOCTU «apTUCT Ganetan,
KasaHckuit (MpuBONMCKKMIA) heaepanbHbii YHUBEPCUTET MO HanpaBAeHWUIO «neAarorvka
B xopeorpatduu». Bbina conuctkon TaTapcKoro akageMUYecKoro Teatpa onepbl U Ganeta
um. M. Oxanuna. Mpoxoauna cTaXMpPOBHY B 3apyberHbIX LUKOMax U TaHLKONIEeKTUBaX,
B Tom uucne B Batsheva Dance Company (Tenb-ABuB). lNeparor-ctaxkep Ha Kacdesgpe
aKTepcKoro mactepctBa B TeaTpaJbHOM WHCTUTYTe uMm. B. LLykuHa. O6nagatenbHuua
pAaa npodeccUoHanbHbIX Harpaa. McnonHuTtenbHULa MoHocneKTaknsa Hava TeaTpanbHow
nnowagku MON (KasaHb, 2020), xopeorpad cnektakna « OcTpoB pa6oB» JneKTpoTeartpa
CraHucnasckuit (2020).
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Gosha Rubchinskily is a fashion designer, photographer, and film maker. His first
collection Empire of Evil was presented at the end of 2008 and set the tone for the following
seasons. Among his personal artistic exhibitions there were photo exhibition at the Pleasant
Gallery in London (2010), the Transfiguration project at New Holland in St Petersburg (2011),
The Day of My Death at the Pitti Discovery Room in Florence (2016), etc. After 10 years and 13
successful seasons as part of the Comme des Gargons family, he decided to end his brand
and concentrate on a new creative concept. In 2019, he unveiled GR-UNIFORMA, a new
multidisciplinary art project, including a photography book, short films, clothing collections,
and the band GRUPPA, all revolving around the designer’s exploration of music.

Ivan Vinogradov is the author of lighting design for more than 200 theatrical productions
in Russia and abroad. Worked with the directors Kirill Serebrennikov, Konstantin Bogomolov,
Dmitry Krymov, etc. Multiple nominee for Russia’s Golden Mask National Theatre Award
(including his lighting design for a new production of Carl Orff'’s opera De temporum fine
comoedia at the Diaghilev Festival in 2022), the laureate of the Golden Mask for the Gogol
Centre play Petrovs in the Flu, and the Musical Heart of the Theatre award for the production
of Cabaret at the Novosibirsk Globus Theatre. Since 2022, he has been Chief Lighting
Designer at the Moscow Art Theatre.

Aisylu Mirhafizkhan is an artist with musicAeterna Dance since 2022. She graduated
from Kazan Choreographic College as a ballet dancer and Kazan Federal University with a
degree in dance pedagogy. Was a soloist of the ballet troupe at the State Opera of Tatarstan.
Did internships in foreign schools and dance collectives, including Batsheva Dance Company
(Tel Aviv). She is an intern tutor at the Acting Department of the Boris Shchukin Theatre
Institute. Won a number of professional awards. She is the performer of one-woman show
Hava at the MON Theatrical Venue (Kazan, 2020) and choreographer of the performance
Island of Slaves at the Stanislavsky Electrotheatre (2020).
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Erop CemeHKOB — TeHop. O6yyanca B XopoBom yumnuwe um. M. WU. MuHKK, 3aTem
B CaHKT-lNeTepbyprcKoit rocyaapcTseHHon KoHcepsaTopuun um. H. A. Pumckoro-Kopcakosa —
Mo crneumnanbHOCTH « XOpOBOE AUPUIKMPOBaHWE»; BOKaJIbHbIe HaBbIKKU NPUOBPETan y HapoAHOro
aptucta PCOCP KoHcTtaHTUHa MnyxHMKoBa. B 2008 roay 6bi1 npuHAT B Xop FocyaapcTBeHHOM
akagemu4yeckoi Kanennbl CaHkT-MNeTepbypra, rae cran ogHMM U3 BeayLumx conucTtoB. C 2012-ro
pa6oTaeT apTUcToM Xxopa MapuHUHCKOro TeaTtpa, rae BbiCTynaeT B Ka4ecTBe CO/IMCTa B KAMEPHbIX
XOPOBbIX NPOrpamMmax, a TaKe UCMOJIHAET COJibHble MapTUU B OpaTopUasibHbIX COYMHEHUSAX.
B KauecTBe npurnaLeHHoro conucta cotpyaHnyan co CeepanoBcKkoii punapmoHuein. B anpene
2023 roaa Ha4an NocToAHHOe COTPYAHMYECTBO ¢ Xopom musicAeterna.

Anekcanap Yenuase — apruct Tpynnbl musicAeterna Dance ¢ 2022 roga, TaHUOBLUMK
u xopeorpad. B 1998 rogy okoHuun CaHHKT-lMeTepbyprckuii rymaHMTapHbli YHUBEpPCUTET
npoccotozoB. B 2008-2013 roaax — aptuct Teatpa TaHua Cawu KykuHa. C 2009-ro
PYKOBOAWUN COGCTBEHHBIM KOINIEKTUBOM coBpeMeHHoro TaHua. C 2012 roga — negaror TaHua
MoaepH B wWwKose ByeByeBallet, c 2014-ro — xyaoecTBeHHbIA pyKoBoauTenb ByeByeBallet
Ensemble. [penogaBan Ha HKadeape xopeorpactMyecKoro MWCKyccTtBa Poccuitckoro
rocyaapcTBeHHOro negarorvyeckoro yHusepcuteta um. A. WU. TepueHa. C 2017 roga —
XYZI0MeCTBEHHbIM pyKoBoauTeNb Mactepckoi Escabo. Contemporary Dance Stage. B KauecTtse
TaHLUOBLUMKa y4acTBoBaa B cneKkTaknax Kannon Dance, nocraHoBKax Bnaaumupa BapHaBbl,
lOpua CvmekanoBa U Ap. Xopeorpact MHOMeCTBa He3aBUCHUMbIX CrieKTakneil. HoMMHMpoBaH Ha
PoccuitcKylo HauMOHanbHYO TeaTpanbHY npemuto «3onotad macka — 2023» 3a MYMKCKyIO
ponb B cnektakne «Mecto, KoToporo euie He 6bi10» (NpoeKT KceHnn Muxeesoi u Cotosa
TeaTpanbHbix AeAatenen Poccun, CaHkt-MNetepbypr).

TaHueBanbHaa Tpynna musicAeterna Dance 6bina cthopmuposaHa B 2022 roay
M 6asupyetca B Jome Paano B CaHKr-leTepbypre. B TeyeHuMe ce30Ha TaHLOBLUMKHU
3aHUMaIOTCA C POCCUMUCKUMU U 3apy6ekHbIMUK Xopeorpactamm, y4acTBYIOT B 6a1€THbIX, ONepHbIX
M nepthopMaTUBHbIX NOCTaHOBKax. B OCHOBE KOHUENUWU Tpynnbl — MEXRAUCLUMIMHAPHDbIA
nogxoa. musicAeterna Dance obpawjaeTcs K pas/iMyHbIM TEXHUKaM U A3blKaM COBPEMEHHOro
TaHLUa, UCNONb3YET 3/IeMEHTbl MEAUTALMUU, KOTU, LUPKOBbIX NPaKTUK, ONMPaeTcA Ha NPUHLMIbI
TeaTpa abcypaa, « ToTanbHoro Teatpa» Nurtepa bpyka v Exun MpoTtoBCKOro, « Teatpa TaHua» MuHbl
Bayw, anoHcKoro TaHua 6yTo, flying-low, countertechnique. Bmecte ¢ Teogopom KypeHT3ncom
MU XyAoMecTBeHHbIM pyKoBoauTenem AHHoW [yceBoi nabopaTopuio TaHLieBa/bHOro Teartpa
co3gaert xopeorpad AHactacus MewwKoBa. B yncne npurnaileHHbix xopeorpados musicAeterna
Dance — HuHa lMacteBa, HaHWH JIMHHUHT 1 Bnaaumup BapHaBsa.

Buorpacuio opkectpa musicAeterna cm. Ha c. 30.
Buorpadwuio xopa musicAeterna cm. Ha c. 44. [ |
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Egor Semenkov is a tenor. Studied at the Glinka Choral College and the Rimsky-Korsakov
St Petersburg State Conservatory (where he specialised in choral conducting), learning his
vocal skills from the People’s Artist of the RSFSR Konstantin Pluzhnikov. In 2008, the artist
was accepted into the Choir of the St Petersburg State Capella, where he became one
of the leading soloists. Since 2012, Egor Semenkov works as an artist of the Mariinsky
Chorus performing solo parts in chamber choral programmes and oratorio compositions. As
a guest soloist, he collaborated with the Sverdlovsk Philharmonic. In April 2023, he began
his permanent collaboration with the musicAeterna Choir.

Aleksandr Chelidze is an artist with musicAeterna Dance since 2022, a dancer and
choreographer. In 1998, he graduated from the St Petersburg Humanitarian University of
Trade Unions. From 2008 to 2013, he was an artist with the Sasha Kukin Dance Company.
In 2009, Aleksandr Chelidze established his own contemporary dance group. Since 2012, he
has been teaching modern dance at ByeByeBallet School and since 2014 has been Artistic
Director of the ByeByeBallet Ensemble. Has taught at the Department of Choreographic
Art of the Herzen State Pedagogical University of Russia. Since 2017, he has been Artistic
Director of the workshop Escabo. Contemporary Dance Stage. As a dancer, he took part in
the performances of the Kannon Dance company, performances by Vladimir Varnava, Yuri
Smekalov, and many others. Aleksandr Chelidze is a choreographer of plenty performances.
He was nominated for the Golden Mask 2023 for the male role in the theatre production
A Place That Has Not Yet Existed (project of Ksenia Mikheeva and the Union of Theatre
Workers of the Russian Federation, St Petersburg).

musicAeterna Dance was formed in 2022 and is based at Dom Radio in St Petersburg.
In the course of the season, the dancers practice with Russian and foreign choreographers and
participate in ballet, opera, and performative productions. The troupe’s concept is based on
an interdisciplinary approach. MusicAeterna Dance turns to various techniques and languages
of modern dance, uses elements of meditation, yoga, and circus practices. It is based on the
principles of the theatre of the absurd, Peter Brook’s and Jerzy Grotowski’s “total theatre”,
“dance theatre” by Pina Bausch, Japanese Butoh dance, flying-low, and countertechnique.
It is looking for fundamentally new, yet to be discovered directions. Choreographer Anastasia
Peshkova creates a dance theatre laboratory together with Teodor Currentzis and artistic
director Anna Guseva. Among the guest choreographers of musicAeterna Dance are such
prominent figures as Nina Gasteva, Nanine Linning, and Vladimir Varnava.

Bio of the musicAeterna Orchestra see on p. 31.
Bio of the musicAeterna Choir see on p. 45. |
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« NEPCEDQOHAYy
MEANOAP AMA
AN OPATOPA,
CONNCTA,
TAHLOPOB, XOPA
1 OPKECTPA

Aubpemmo Andpe XKuda
nepesod Ha pycckuii a3vik Meops Byramosckozo
Xxydoscecmeennas obpabomka mekcma Minnosuma Xapaamosa

PARTE |

PERSEPHONE RAVIE

Eumolphe

Déesse aux mille noms, puissante Déméter
Qui couvres de moissons la terre

Toi dispensatrice du blé

Célébrons ici tes mystéres

Devant tout ce peuple assemble.

C’est aux Nymphes que tu confies Perséphone,
ta fille chérie,

Qui fait le printemps sur la terre

Et se plait aux fleurs des prairies.
Comment elle te fut ravie

C’est ce que nous raconte Homere.

HACTD |

MNOXULLEHUE NEPCE®OHDbI

3Bmonn

BoruHa TbicAYeMMeHHan, BenuKaa [lemetpa,
O Thbl, YTO YKPbIBaellb 3eMJII0 HUBaMH,
MoaaTtenbH1ua uTa!

HauHeM e TauHCTBa TBOU

Mepea cob6paBLIMMCA HAPOAOM.

Tbl HUMdam MepcedoHy BBEpUna,
TBOIO BO3/I06/IEHHYIO A0Yb,

Y710 Ha 3emsie TBOPUT BECHY,
JliobyeTcA LBeTaMu NoJieBbIMH.

O TOM, KaK y Tebsl ee NOXUTUAH,

Bot 4t0 noBeaan Ham lomep.
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Choeur

Reste avec nous, princesse Perséphone.

Reste avec nous, ta mére Déméter,

Reine du bel été

T’a confié a nous parmi les oiseaux et les fleurs,
Les baisers des ruisseaux, les caresses de I'air.
Vois le soleil qui rit sur I'onde !

Reste avec nous, princesse Perséphone.

Reste avec nous dans la félicité.

C’est le premier matin du monde.

Perséphone
La brise vagabonde
A caressé les fleurs.

Choeur

Viens, joue avec nous, Perséphone.
La brise a caressé les fleurs,

C’est le premier matin du monde:
Tout est joyeux comme nos coeurs,
Tout rit sur la terre et sur I'onde.
Viens ! Joue avec nous, Perséphone :
La brise a caressé les fleurs.

Perséphone
Je t’écoute de tout mon coeur,

Chant du premier matin du monde.

Choeur

Ivresse matinale, rayon naissant,
Pétales, ruisselants de liqueur.
Cede sans plus attendre

Au conseil le plus tendre,

Et laisse I'avenir

Doucement t’ envahir.

Xop

OcTaHbcA ¢ Hamu, uapeBHa lMNepcedoHa.
OctaHbcA ¢ Hamu. TBos maTtb, JlemeTpa,
Llapvua nerta KpacHoro,

Cpeau uBeToB U NTUL, Te6A HaM Nopy4yuna,
Cpeau no63aHuin py4eiKoB U 1acKu BeTpa.
CMOTpH, KaKk conHue ynbibaeTca Hag Bogamu!
OcTaHbcA ¢ Hamu, uapeBHa lMNepcedoHa.
OcTaHbcA, pasfeny Hale 6/1aKeHCTBO.

HbiH4e nepBoe yTpo Haj MMPOM BCTaeT.

MepcedoHa
BeTepoK netyuuin

Mpunackan useTbl.

Xop

AXx, nau we croaa, NMepcedona! [lasar nourpaem!
MycTb nackaet UBETbl BETEPOK.

HbiH4e nepBoe yTpo Hag MUPOM BCTaeT:

Bce nukyert, KaKk Hawu cepaua,

Bce cmeeTcA Ha 3emie M Ha BoAax.

Ax, nam e croaa, MNMepcedoHa! laBai nourpaem!

MycTb nackaer UBETbl BETEPOK.

Mepcedona
fl Bcem cepauem BHMMalo Tebe,

MNecHsi nepBoro yTpa, YTo HbIHYE Haj MUPOM BcTaeT!

Xop

YTpeHHUI XMeNb, POMAEHbe Nlyya,
JlenecTku, UCTEKaloLMe HeKTapoM.
BHemnu, He ynopcTByA,

CoBeTy HelHeunlemy:

Mo3Bonb 6yaywemy

JlacKkoBo Te6A NONOHUTD.
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Perséphone

Voici que se fait si furtive
La tiéde caresse du jour
Que I’ame la plus craintive

S’abandonnerait a I’amour.

Choeur

Jacinthe, anémone, safran,
Adonide, goutte de sang,
Lys, iris, verveine,
Verveine, ancolie,

Et toutes les fleurs du printemps...

Choeur et Eumolphe
De toutes les fleurs du printemps,

Le narcisse est la plus jolie.

Eumolphe

Celui qui se penche sur son calice,
Celui qui respire son odeur,

Voit le monde inconnu des Enfers.

Choeur

Tiens-toi sur tes gardes.
Défends-toi toujours

De suivre, hagarde,

Ce que tu regardes

Avec trop d’amour.

Ne t’approche pas du narcisse.
Non, ne cueille pas cette fleur

Eumolphe
Celui qui se penche sur son calice,
Celui qui respire son odeur,

Voit le monde inconnu des Enfers.

MepcedoHa

Tak cnaaKo nackaloT TOponKue
BbIcTpoTEYHbIE AHM,

Yro aywa, aaxe camasi pobKasi,

OTtaaetca no6Beu.

Xop

MMaumnHT, aHemoHa, wadpaH,
lopuuBeT, 3aA4Uit MaK,
Jlunus, wpuc, Bep6eHa,
Bep6eHa u Bogoc6op,

M Bce BeceHHue UBETHL...

3BMONN U Xop
M3 BeceHHUX LBeTOB

Bcex npekpacHei — Hapuucce.

ewmonn
KTo cKnoHUTCA K ero nenectkam,
KTto BAOXHeT ero 3anax,

ToT yBUAUT HeBeAOMbIA MUp Aunaa.

Xop

He 6yab onpomeTymBal

He nossonsaw cebe
Bpocatbca Bocnes Tomy,

Ha yto Tbl raauwb

C ype3mepHOit N060BbLIO.

He npubnukanca K Hapuuccy.

HerT, He cpbiBai 3TOT LBETOK!

3smonn
KTo cKnoHUTCA K ero nenectkam,
KTto BAOXHeT ero 3anax,

ToT yBUAUT HeBegOMbIA MUpP Anaa.
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Perséphone

Je vois sur des prés semés d’asphodeles
Des ombres errer lentement.

Elles vont, plaintives et fidéles.

Je vois errer

Tout un people sans espérance

Triste, inquiet, décoloré.

Choeur

Ne cueille pas cette fleur, Perséphone.
Défends-toi toujours

De suivre, hagarde,

Ce que tu regardes avec trop d’amour.
Viens, joue avec nous, Perséphone.

Eumolphe

Perséphone, un peuple t’attend

Tout un pauvre peuple dolent

Qui ne connait pas I’espérance,

A qui ne rit aucun printemps.

Perséphone, un peuple t’attend.

Déja ta pitié te fiance

A Pluton, le roi des Enfers.

Tu descendras vers lui pour consoler les ombres
Ta jeunesse fera leur détresse moins sombre.
Ton printemps charmera leur éternel hiver
Viens ! Tu régneras sur les ombres.

Perséphone

Nymphes, mes soeurs,

Mes compagnes charmantes,

Comment pourrais-je avec vous, désormais,

Rire et chanter, insouciante,

A présent que j’ai vu,

A présent que je sais

Qu’un peuple insatisfait souffre et vit dans I’attente.

MepcedoHa

A BMMY: no nyry, yceAHHOMy acdoaenamu,
MeaneHHo TeHM 6nyxaaloT.

MOKOPHO U CKOP6HO 6peayT OHW.

Buy: Tam 6pogmt

Llenbit Hapoa, HaAeMAbl NMULIEHHbIN,

MeyanbHbIR, TPEBOMKHbIN, 6€CLBETHbIN.

Xop

He cpbiBait 3TOT LBETOK, MepcedoHa.

He nossonai cebe

Bpocarbca Bocnes Tomy,

Ha 4To Tbl rIAAULLIb C Ype3MepHOW N06OBbLIO.

Wan nyywe K Ham, MepcedoHa! Jasai nonrpaem!

3Bmonn

MepcedoHa, Te6A KAET TBOW HapoOA,
3TOT cTpamAaywWwui, 6eaHbIM HapoA,
Hapemxapbl He 3HatowWwmi,

HoTopomy HMKOraa He ynbi6aeTcA BecHa.
MepcedoHa, Te6A }AET TBOW HApoA.
TBoe cocTpasaHue ye Tebs o6BeH4Yano
C MNnytoHom, uapem Auaa.

Tbl HUCXOAULb K HEMY B YTelleHbe TEHAM,
HOHOCTb TBOA NPOCBET/IUT UX TOCKY,
BecHa TBOA U3rOHWUT UX BEYHYIO 3UMY.

Crtynai! CtaHb Lapuuen TeHAaM.

MepcedoHa

Humdbl, cecTpbl Mou,

Mow npenecTtHbie CnyTHULbI,
HKak mory s ¢ Bamu Tenepb
CmenATbcA U neTb, 6e33a60THasn,
Mocne Toro, 4To A yBUAena,

Mocne Toro, Kak A y3Hana,

Y70 HapoA HeyTO/IMMO CTPaAaeT U MUBET B OMUAAHUN?
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PARTE |l

PERSEPHONE AUX ENFERS

Perséphone
0 peuple douloureux des ombres, tu m’attires.
Vers toi... j'irai...

Eumolphe

C’est ainsi, nous raconte Homére

Que le Roi des hivers, que I'infernal Pluton
Ravit Perséphone a sa mére,

Et a la terre son printemps.

Choeur

Sur ce lit elle repose

Et je n’ose la troubler.
Encore assoupie a moitié
Elle presse sur son coeur
Le narcisse dont I'odeur
L’a conquise a la pitié.

Perséphone
Dans quelle etrangeté je m’eveille... ou suis-je ?
Est-ce déja le soir ? ou bientdt la fin de la nuit ?

Choeur

Ici rien ne s’acheve,

Ici chacun poursuit,
Chacun poursuit sans tréve

Ce qui s’écoule et fuit.

Eumolphe
Ici la mort du temps fait la vie éternelle.

Perséphone
Que fais-je ici ?

HACTD |

NEPCE®OHA B AUE

MepcedoHa
O ropecTHbIiM HapoA TeHel, Tbl BNeyellb MeHs.

K Te6e... A npuay...

3smonn

Tak, no cnosam lomepa,

Lapb 3umbl, npencnogHuin MaytoH
Moxutun MepcedoHy y matepu

U BecHy — y 3emnu.

Xop

3aechb Ha noxe oHa NOKOUTCH,

M MHe CTpalLHO ee NOTPEeBOKUTD.
Ewe B nonyapewme,

OHa npuxKUMaeT K cepauy
Hapuwucc, yeit 3anax

MoHyaun ee K cocTpaaHuio.

MepcedoHa
B KaKol1 uyKoii cTopoHe A npobyaunace... rae A?

3710 Beuep yHe? Unu 6AM3UTCA HOUMU KOoHew?

Xop

34ecb HUYEMY HeT KoHua,
34ecb Kamabl npecneayer,
HKamapbli npecneayeTt HeyCTaHHO

Bce, uTO yTeKaet u y6eraer.

3smonn

3aecb Bpemsi MepTBO U BEYHOM CTAaHOBUTCSH HMU3Hb.

MepcedoHa
Yo A genato 3gecb?
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Choeur
Tu régnes sur les ombres.

Perséphone
Ombres plaintives, que faites-vous ?

Choeur

Attentives

Sur les rives

de I’éternité

Vers les ondes

Peu profondes

Du fleuve Léthé
Taciturnes

Dans nos urnes
Puisons tour a tour
Cette eau vaine

Des fontaines

Qui s’enfuit toujours.
Rien ne s’acheve,
Chacun poursuit sans tréve

Tout ce qui fuit.

Perséphone
Que puis-je pour votre bonheur ?

Choeur

Les ombres ne sont pas malheureuses.
Sans haine et sans amour,

Sans peine et sans envie

Elles n’ont pas d’autre destin

Que de recommencer sans fin

Le geste inachevé de la vie.

Parle-nous du printemps, Perséphone immortelle.

Xop

Tbl LapcTBYellb Hag TEHAMM.

MepcedoHa
Yem Bbl 3aHATbI, CKOPOHbIE TEHU?

Xop

YcepaHo

Ha 6eperax

BEYHOCTH

Bnus Bog

Herny6okux

Peku JleTbl

Mbi, 6e3mMonBHble,

Hawumu ypHamu

Yepnaem, Kamaana B CBOM yepea,
TweTHylo BOAy

UcTo4HUKOB,

MocToAHHO OT Hac y6eratoLuyio.
Huyemy HeT KoHua,

HKamabii npecneayeTt HeYyCTaHHO
Bce, 4TO 6€HUT OT Hero.

MepcedoHa
HKaKk MHe BepHyTb Bam c4yacTbe?

Xop

HecyacTbs HeT y TeHew.

Bes HeHaBUCTH U NO6GBMU,

Bes neyanu u 3aBUCTH,

Wm oaHa nuwb cyabba ocraetca:
HaunHaTb HenpecTaHHO
HecKoH4aemblit Kpyr CBO€M HU3HMU.

PaccKamu Ham o BecHe, 6eccmepTHas MNepcedoHa.
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Perséphone

Ma mere Déméter, que la vie était belle

Quand I’amoureux éclat de nos rires mélait

Aux épis d’or, des fleurs, et des parfums au lait.
Loin de toi, Déméter, moi, ta fille égarée

J’admire au cours sans fin de I'unique journée,
Maitre de péles fleurs, ou mon regard se pose

Les bords gris du Léthé s’orner de blanches roses
Et, dans ’ombre du soir, les ombres s’enchanter

Du reflet incertain d’un souterrain été.

Choeur
Parle-nous, parle-nous, parle-nous, Perséphone.

Perséphone
Qui m’appelle ?

Choeur
Pluton !

Eumolphe

Tu viens pour dominer

Non pour t’apitoyer, Perséphone.
N’espére pas pouvoir se montrer secourable.
Nul, et serait-il Dieu,

Ne peut échapper au Destin.

Ta destinée est d’étre reine.
Accepte, accepte.

Et pour oublier ta pitié

Bois cette coupe de Léthé

Que t'offrent les Enfers avec tous
les trésors de la terre.

Perséphone

Non, reprenez ces pierreries
La plus fragile fleur des prairies
M’est une préferable parure.

MepcedoHa

Mos matb, lemeTpa, Kak nNpeKpacHa 6bina Hala *U3Hb,

Koraa cmex Hal, NonHbIA 068U, 3BEHEN

Cpeau 30110TbIX KOJIOCbEB, LIBETOB M 3anaxa MoJioKa.

Bpanu ot Teba, [lemeTpa, A, TBOA 3aniyTaBlias A0ub,

CMOTpIO, KaK A/IUTCA OAUH HECKOHYaeMbIA AeHb,

LiBeTbl poxaatowmin 6neaHble; nobytoch, Kak 6enble po3sbl

PacuBetaloT nosctogy Ha cepbix 6eperax JleTbl
M B BeuepHUX CymMepKax TEHU MAAAT 3a4apoBaHHO

Ha HeBepHble OTCBETbI NOA3EMHOrO JieTa.

Xop
Paccka3sbiBait Ham, paccKasblBai Ham,

pacckasbiBau Ham, MepcedoHa.

MepcedoHa
KTto 30BeT meHA?

Xop

MnyTtoH!

3smonn

Tbl npUwWwna BNacTBoOBaTb,

A He cocTpaaartb, lMepcedoHa.
He HapeicA nomoyb UM.

HukTo, Aaxe 6or,

He momeT usbemxarb cyab6bl.
TBoA cyab6a — 6bITb LapyLIei.
Mpumun ee, Nnpumn.

W, pabbl 3abbiTb CBOE COCTpaaaHue,
Bbine# 3Ty Yawy Boabl U3 JleThl,
Y10 nogHocUT Tebe Ang

CO BCEMM €ro COKPOBULLAMM.

MepcedoHa
HerT, y6epuTe 3T camoLBeThI,
Camblii XpYnKWiA NONeBoM LBETOK —

Jlydwee AR MeHA YKpaLleHue.
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Choeur
Viens, Mercure !
Venez, heures du jour

Venez, heures du jour et de la nuit !

Eumolphe

Perséphone confuse

Se refuse

A tout ce qui la séduit.
Cependant Mercure espére
Qu’en souvenir de sa mére
Saura la tenter un fruit,

Un fruit qu’il voit pendre a la branche
Qui se penche

Au-dessus de la soif fatale de Tantale.
Il cueille une grenade mure
Et s’assure

Qu’un reste de soleil y luit.

Il le tend a Perséphone

Qui s’émerveille et s’étonne
De retrouver, dans la nuit

Un rappel de la lumiére,

De la lumiére de la terre,

Les belles couleurs du plaisir.
La voici plus confiante

Et riante

Qui s’abandonne au désir,
Saisit le grenade mure,

Y mord, aussitét Mercure
S’envole et Pluton sourit.

Perséphone

Ou suis-je ?

Qu’ai je fait ?...

Quel trouble me saisit ?...
Soutenez-moi, mes soeurs !

La grenade mordue

M’a redonné le gout de la terre perdue.

Xop
Mpuau, Meprypuii!
Mpuaute, opbl,

MpuauTe, opbl AHA U Houw!

3emonn

MepcedoHa cMyLweHHO
OTKasbiBaeTcA

OT Bcero, YTO MaHUT ee.

Ho MepHKypuit HapeeTcs,

Y710, HANOMUHaA O MaTepu,

Ee cobnasHuT 0AWH U3 NNOAOB,
OAKWH U3 N0AOB, BUCALLMX Ha BETHe,
CR/IOHEHHOM

Hap BeyHoi TaHTanoBOW HamaoNn.
OH cpbiBaeT cnesblii rpaHar,

B KoTopom

Ewe coxpaHunca ap conHua.

OH npotAruBaet rpaHar MNepcedoHe,
HoTopas He BepUT CBOUM rnasam,
O6HapyXuB cpeab HOYU

MamATb 0 cBeTe,

O cBeTe 3eMHOM

U 0 ApKUX KpacKax pasocCTH.

C poBepuem

WU ynbi6Koi

OHa oTaaeTca KenaHuio,

XBaTtaeT cnesblii rpaHar,

BnuBaeTca B Hero, U TyT e MepKypui

YHocuTCcA npoub, U MNnyToH ynbibaerca.

Mepcedona

Fne a?

YT10 A caenana?

Y70 Tep3aeT meHA?
Momorute mHe, Mou cecTpbl!
HapaKyleHHbIR rpaHaT

BepHyn MHe BKyC yTpa4yeHHOM 3eM/iu.
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Choeur

Si tu contemplais le calice

Du narcisse

Peut-étre reverrais-tu

Les prés delaissés et ta mere.

Comme il advint quand sur la terre

Le mystére du monde infernal t’apparut.

Perséphone

Entourez-moi, protégez-moi, ombres fidéles.
Cette fleur des prés, la plus belle,

Seul reste du printemps que j’emporte aux Enfers.
Si, pour I'interroger, je me penchais sur elle.

Que saurait-elle me montrer ?

Choeur
L’hiver.

Perséphone

Ou donc avez-vous fui, parfums, chansons, escortes
De I’amour ?... Je ne vois rien que des feuilles mortes.
Les prés vides de fleurs et les champs sans moissons
Racontent le regret des riantes saisons.

De tout semble couler un long gemissement

Car tout espére en vain le retour du printemps.

Choeur

Le printemps c’est toi.

Perséphone
Alternons les accents de nos voix affligées.

Choeur

Raconte, que vois-tu ?

Xop

Ecnu 6bl Tbl BCMOTPenach B Yalleyky
Hapuucca,

Tbl HaBepHsAKa yBuzena 6bl

[MoKMHyTble TO6OM Nyra U TBOKO MaTb —
TaK e, Kak Ha 3emne

Tbl Npo3pena TaiMHy NOA3EMHOIO M1pa.

MepcedoHa

OrpaauTte MeHs, 3alUTUTe MEHs, BEpHble TEHM.
3TOT NyroBoi LBETOK, CaMblii NpeKpacHbli, —
OcCTaToK BeCHbI, YTO NpUHecna A B Aua.

[a, 4To6bl CNPOCUTL €ro, A CKAOHIOCb Hah HUM.
Y70 nokaxer oH MHe?

Xop
3umy.

MepcedoHa

Kyaa e Bbl yHeCUCb, 3anaxu, NeCHU, CMYTHUKKU
J1io6BU? TonbKO MepTBble JIMCTbA A BUMKY.

Jlyra 6e3 uBeToB U nonsA 6e3 Konocbes
OnnakuBaloT Bpems Becebsl.

KaeTcs, Bce BOKPYr CTOHET NPOTAMHO,

Bce BOKpyr HanpacHo #AeT Bo3BpaTa BECHbI.

Xop

BecHa — 3710 Tbl.

MepcedoHa
0O6beAWHUM e HaluM nevanbHble CTOHbI.

Xop

PaccKaMu, 4To Tbl BUAULIbL?
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Perséphone

Des rivieres figées

Cesser la fuite en pleurs des ruisseaux et leur voix
S’étouffer sous le gel. Dans les nocturnes bois

Je vois ma meére errante et de haillons vétue

Redemander partout Perséphone perdue.

Choeur
...Redemander partout Perséphone perdue.

Perséphone

A travers les halliers, sans guide, sans chemin,
Elle marche, elle porte une torche a la main.
Ronces, cailloux aigus, vents, ramures noueuses,
Pourquoi déchirez-vous sa course douloureuse ?
Mére, ne cherche plus. Ta fille qui te voit

Habite les Enfers et n’est plus rien pour toi.
Hélas !... ah... si du moins ma parole egarée
Pouvait...

Choeur

Non, Déméter n’entendra plus ta voix, Perséphone.

Eumolphe

Pauvres ombres désespérées,
L’hiver non plus ne peut étre éternel.
Au palais d’Eleusis ou Déméter arrive
Le roi Céléos lui confie

La garde d’un enfant dernier-né,

Demopho6n qui doit devenir Triptoleme.

Perséphone
Au-dessus d’un berceau de tisons et de flammes
Je vois...

Je vois vers lui Déméter se pencher.

MepcedoHa

3ameps3Lwure peku

OcTaHOBW/IM CBOWM cne3Hbli 6er; ux ronoca

Moao nbaom 3aapixatoTcA. CKBO3b HOYHbIE Nleca,
A BMKY, MaTb MoA 6poauT, oaeTas B pybuule,

WU Bcloay vuweT nponasuuyto MepcedoHy.

Xop
W Bcloay vwet nponasLuyto MepcedoHny.

MepcedoHa

CKBO3b Yaluu, 6e3 npoBoartoro, 6e3 Aoporu,
MpoxoanT oHa, Hecs ropALMi haken B pyKe.
Kono4yku, ocTpble KaMHW, BETPbI, BETBU ryCTble,

3ayem Bbl MelLaeTe el Ha ee MHOFOCKOP6HOM nyTHU?

Matywka, He MWK MeHs 6onblie. [loub TBOS BUAUT Tebs,

Ho oHa o6uTaet B Auge; oHa Tenepb He TBOA.
VBbil.. Ax... Ecnm 6b1 TONbKO MOe AaneKoe CloBo

Morno...

Xop
Hert, flemeTpa He ycnbilwuT Tebs, MepcedoHa.

3emonn

BeaHble TeHU, HaaeKAabl ULIEHHbIe!
He MoeT 6bITb BEYHOW 3UMa.
JemeTpa yiKe npuwina B dNeBCHUH,

WU uapb Keneii eit gossonun

BbITb KOPMUAULEH HOBOPOMAEHHOMO —

JAemodoHTa, KoToporo 6yayT 3BaTb TpPMNTONEMOM.

Mepcedona
Hap, Konbi6enbto U3 nnameHu v yrnei —
A BUHY...

A BUKY, Hag Hen nogHumaeT [lemeTpa mnageHua...
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Eumolphe

Au destin des humains penses-tu I’arracher, Déesse ?
D’un mortel tu voudrais faire un dieu.

Tu le nourris et tu I’abreuves

Non point de lait, mais de nectar et d’ambroisie.

Ainsi I’enfant prospére et sourit a la vie.

Choeur

Ainsi I’espoir renait dans notre ame ravie.

Perséphone

Sur la plage, et des flots imitant la cadence,

Ma meére dans ses bras en marchant le balance.
Déja de I’air salin humectant sa narine

Elle I’expose nu dans la brise marine.

Qu’il est beau ! Rayonnant de héle et de santé
Il s’élance, il se rue a I'immortalité.

Salut, Demopho6n en qui mon ame espére !
Par toi vais-je revoir se refleurir la terre ?

Tu sauras aux humains enseigner le labour

Que d’abord t’enseigna ma mere.

Choeur
Et grace a ton travail, rendue a son amour

Perséphone revit et reparait au jour.

Perséphone
Eh quoi, j’échapperais a I'offre souterraine ?
Mon sourire emplirait de nouveau les prés ?

Je serais reine ?

Choeur

Reine du terrestre printemps et non plus des Enfers.

3Bmonn

BbipBeLb 1 Thbl €ro Y I0ACKON CyAbbbl, 0 60rMHA?
MpocToro cmepTHOro 60rom pelunna Tbl caenatb.
Tbl 6yAellb KOPMUTb U MOUTb €ero

He MonoKom, Ho am6po3ven U HeKTapom,

U 6yaet auTA pacuBeTaTb U yNbl6aTbCA HUSHU.

Xop

TaKk BoCKpecaeT HaZeraa B IMKYIOWEN Hawel aywe.

MepcedoHa

Ha mopckom 6epery, B n1aa npu6oto,

Mos maTb KayaeT ero Ha pyKax.

ConeHbIM BO3AYXOM HO34PU €ro YBNaHKHUB,

OHa noAcTtaB/AeT ero Haroe Tes10 MOPCKOMY 6pu3y.
KaK oH npeKkpaceH! Cusiowmii 3arapom U 340poBbEM,
OH ycTpemnaeTcs, OH pBeTCH K 6ecCMepTHUIo.
3apaBcTByi, [leMohoHT, Hagexaa moei aywu!
YBUHY N1 3eMN10, pacLBETLUYIO NO TBOEW MUNOCTU?
Tbl Hay4MLWb NlOAEN NaxaTb U CeATb,

KaK moa maTtb Hayuuna atomy Tebs.

Xop
M munocTtbio TBOEro Tpyaa Bo3BpalleHHasn
CBOEW BO3/106/1IEHHON MaTepH,

OxuBeT MNepcedoHa U BepHETCA Ha 3eMIo.

MepcedoHa

U uto e, A U3bery nogsemHoro yaena?
Mos ynbi6Ka BHOBb 03apuT 3eMHble nyra?
A 6yay uapuuen?

Xop

Llap1uei 3eMHOM BeCHbl, @ HEe NOA3EMHOM.
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Perséphone

Déméter, tu m’attends et tes bras sont ouverts
Pour accueillir enfin ta fille renaissante

Au plein soleil qui fait les ombres ravissantes.
Venez ! Venez ! Forgcons les portes du trépas.
Non, le sombre Pluton ne nous retiendra pas.
Nous reverrons bientét, agités par les vents,
Les branchages aux délicats balancements.

O mon terrestre époux, radieux Triptoleme

Qui m’appelle, j’accours. Je t’appartiens, je t’aime.

PARTE I

PERSEPHONE RENAISSANTE

Eumolphe

C’est ainsi, nous raconte Homeére,
Que I'effort de Demophodn
Rendit Perséphone a sa mére

Et a la terre son printemps.
Cependant sur la colline

Qui domine

Le présent et I’avenir

Les Grecs ont construit un temple
Pour Déméter qui contemple

Un peuple heureux accourir.
Triptoléeme est auprés d’elle

Dont la faucille reluit.

Et fidele

Le choeur des Nymphes les suit.

Choeur
Venez a nous,

Enfants des hommes.

MepcedoHa

JAemeTpa, Tbl Kaewb MmeHsA! TBoM 06bATbA pacnaxHyThl,
YT106bl NPUHATL HAKOHEL, TBOK BO3POKAEHHYIO A04Yb
Mpy APKOM CONHEYHOM CBETe, OT KOTOPOro TEHU JIMKYIOT.
Bnepea! Bnepea! Oaoneem Bpata cMepTy.

HeT, mpayHbIi MNyTOH He yaepHUT Hac.

YiKe CKOpO Mbl CHOBa YBUAMM, KaKk BeTep KonbIweT
BeTBU AepeBbEB CBOUM JIaCKOBbIM TPEMNETOM.

O moM 3eMHOWM cynpyr, CBeTNbli TpunTonem,

3oBywKit meHA, A cnewy. A TBoA, A N060 Te6A.

HACTD I

BO3POXAEHHAA NEPCE®OHA

3Bmonn

Bort Tak, no cnoam lNomepa,

Ycunuem JemodoHTa

MepcedoHa 6bina Bo3BpaLleHa MaTepu,
A BecHa — 3emne.

Tem BpeMeHeM Ha xonme,

Y70 BO3BbLIWAETCA

Hap HacToAwmMMm 1 6yaylimm,

IpeKkn nocTponnu xpam

B yecTb [lemeTpbl, KOTOpasA B3MpaeT
Ha cnewawmit Tyaa cyactimBbli Hapoa.
Pagom c Heit — Tpuntonem,

B ubeit pyke 6necTtut cepn.

WU BepHbIi

Xop HUM® cneayeT 3a HUMM.

Xop
MpuauTte K Ham,

JleTn cmepTHbIX NoAen.
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Enfants
Accueiliez-nous, filles des dieux.

Les deux choeurs

Nous apportons nos offrandes

Des guirlandes lys, safrans, crocus, bleuets,
Renoncules, anémones,

Des bouquets pour Perséphone,

Des épis pour Déméter.

Les blés sont encore verts

Mais les seigles déja blonds.

Enfants
Déméter, reine de I'été

Dispensez-nous votre sérénité.

Les deux choeurs

Oh, reviens a nous, Perséphone,
Brise les portes du tombeau !
Archange de la mort rallume ton flambeau.
Déméter t’attend, Triptoleme
Arrache le manteau de deuil

Qui la couvre encore et parséme

De fleurs I’alentour du cercueil.
Ouvrez-vous, fatales portes.
Flambeaux eteints, flammes mortes,
Ravivez-vous. Il est temps.

Il est temps enfin que tu sortes

des gouffres de la nuit, printemps.

Aetn

MpumuTte Hac, Aoyepu 60roB.

O6a xopa BmecTe

Mb! npyHOCHMM Bam noAHoLWeHUA —

MMpnAaHAabl U3 MUK, WwadpaHa, KPOKYCOB, BaCU/IbKOB,

JIl0TMKOB, aHEMOH,
LiseTbl ana MepcedoHbl,
CHonbl gna JemeTpbl.
MweHuMua elwe 3eneHa,

Pob yme 3onotucra.

Aetn
Jewmetpa, uapuua neta,

Haaenu Hac TBoei 6€3MATEKHOCTbIO.

O6a xopa BmecTe

O, BepHUCb K HaMm, MepcedoHa,
Pa36ei Bpata rpo6HULbI!

MocnaHHWK CMepTH BHOBb 3aMraeT TBOW haken.
JemeTpa ®aeT 1eb6sa, Tpuntonem
CpbiBaeT TpaypHblit nnat,
VKpbliBaBLLUKI €ro, U paccbinaet

LiBeTbl BOKpYr TBO€# rpo6HULbI.
OTBOpUTECH, rTMbGENbHbIe BpaTa.
Moracwue taKenbl, MepTBbIe NAaMeHa,
Bo3poautecb. Hactana nopa.

Mopa Te6e BbINTH

N3 6e3a4Hbl HOYHOK, BecHa.
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Choeur

Encore mal reveillée
Perséphone emerveillé
Hors du sinistre parvis.

Tu t’avances et comme ivre
De nuit, tu doutes de vivre
Encore, et pourtant tu vis.

Enfants

L’ombre encore t’environne,
Chancelante Perséphone,
Comme prise en un réseau.
Mais partout ou ton pied pose
S’épanouit une rose

Et s’éleve un chant d’oiseau.
Chaque geste te dégage

Et ta danse est un langage
Qui propage le bonheur,
L’abandon, la confiance,

Et le rayon se fiance

Au pétale de la fleur.

Tout, dans la nature entiére,
Rit, s’abreuve de lumiére.
Toi, tu bondis vers le jour
Mais, pourquoi, si sérieuse,
Restes-tu silencieuse

Lorsque t’accueille I'amour ?

Choeur

Parle, Perséphone, raconte

Ce que nous cachent les hivers ?
Avec toi, quel secret remonte

Du fond des gouffres entr’ouverts ?

Dis, qu’as-tu vu dans les Enfers ?

Xop

Ewe B nonycHe,
U3ymneHHasn MepcedoHa,
Tbl nepecTynaelub Yepes 3/10BELYUIA NOPOT,
Tbl Maewb Bnepea U, Kak onbAHeHHanA
Houblo, He pellaeLbca HUTb,

Ho Bce-TaKu Tbl }H1BeLLb.

Detn

TeHb elue oKpykKaeT TebA,

Po6kas MepcedoHa,

Tbl CNOBHO B CHUJIKaX.

Ho Be3ae, Kyaa HY cTynaeT TBOA Hora,
Pacugetaet posa

W 3aneBaeTt nTyua.

Kampoe aBuKeHUe ocBobOHKAaeT Tebs,
U TBOM TaHel — A3bIK,

YMHO}KalowWui cyacTbe,

CBob6oay v Bepy.

Jlyy conHua BeH4yaetca

C nenecTtkom uBeTKa.

Bcé Bokpyr, B¢cs npupoaa,

CwmeeTcs, ynMBaeTcA CBETOM.

Tbl Waraewb HaBCTpeYy AHI0.

Ho noyemy e TBOM O6NUK Tak CTpOT,
Moyemy Tbl MONYaHbe XpaHULLb,

Horpa Te6sa BcTpeyaet to60Bb?

Xop

loBopw, MepcedoHa, noBeaan Ham,

Y70 CKpbIBaET OT Hac 3uma?

Hakana TaitHa BMecTe ¢ TO601 nogHANaCh
U3 oTBOpMBLUEICA 6€34HbI?

CHau, 4yTo BUaena bl B Auge?
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Perséphone

Mére, la Perséphone a tes voeux s’est rendue.

Ta tunique de deuil qu’assombrissait I’hiver

A recouvré ses fleurs et sa splendeur perdue.

Et vous, Nymphes, mes soeurs, votre troupe assidue
Foule un gazon nouveau sous le bocage vert.

O mon terrestre époux, laboureux Triptoléme!
Demophoon, déja le froment que tu semes

Germe, prospere, et rit en feconde moisson...

Tu n’arréteras pas le cours de la saison.

La nuit succede au jour et I’hiver a I’automne.

Je suis a toi. Prends-moi. Je suis ta Perséphone
Mais bien I’épouse aussi du ténébreux Pluton.

Tu ne pourras jamais d’une étreinte si forte

Me serrer dans tes bras, Charmant Demophodn,
Que de I’enlacement je ne m’échappe et sorte

En dépit de I’amour et le coeur déchiré

Pour répondre au destin qui m’appelle.

J'irai vers le monde ombrageux ou je sais que I’on souffre.
Crois-tu qu’impunément se penche sur le gouffre
De I’enfer douloureux un coeur ivre d’amour ?

J’ai vu ce qui se passe et se dérobe au jour

Et ne puis t’oublier, vérité désolante.

Mercure que voici me prendra consentante.

Je n’ai pas besoin d’ordre et me rends de plein gré
Ou non point tant la loi que mon amour me méne
Et je vais pas a pas descendre les degrés

Qui conduisent au fond de la détresse humaine.

MepcedoHa

Martywka! MepcedoHa BepHynacb Ha 30B TBOEW /IO6BU.
TBOA TpaypHaa TYHWKa, NOTEMHEBLUAA OT 3UMbI,

BHOBb NOKpbIacb LBETaMU M NPOCUANa, Kak npexae.

U Bbl, HUM®bI, cecTpbl mou! Balwa ycepaHana ctaiMka
TonuyeT monoAyto TpaBy Noj 3eNeHbIMA BETBAMM.

O mo# 3emHoM cynpyr, Tpuntonem-xne6onawew,!
AemodoHT! MweHnua, YoM 3epHa Tbl cean,

Vike BCXOAUT M pajyeTcA 60raTtcTBy CBOEro ypoxas...

Ho 1 Te6e He OCTaHOBUTbL CMEHY BPEMEH.

Houb cneayet 3a AHeM, 3MMa — 3a OCEeHbIO.

A TBoA. Bo3bmu meHsA. A TBoA MepcedoHa,

Ho a BmecTe ¢ Tem U cynpyra [MnyToHa MpayHenLero.
Jaxe B caMOM Kpenkom 06bATUM

Tbl He CMOXeLWb MeHA yaepkaTb, MUNblA [leMOdOHT,

OT TOro, 4To6bl A1 HE BbipBanacb U He yCTpemMunach,
HecmoTpa Ha Moto nto6oBb K Tebe U Moe pa3butoe cepaue,
HaBcTpeuy 30ByLLel MeHA cyabbe.

A oTNpaBAOCh K TEHAM, YTO HAYT MEHA U CTPaAaloT.
Heyxenu Tbl BepULLb, Y4TO cepaLe, ONbAHEHHOE NO60BbLIO,
Mo:eT 6e3HaKa3aHHO CKNOHATBLCA Hazj ropecTHOW 6e3aHOM?
Al BUAena 1o, YTO TaM NPOUCXOAMUT, YTO CKPbITO OT CBeTa AHS,
M 3a6bITb ee He Mory, 3Ty CKOp6HYI0 npaBay.

MepKypuit yHeceT MeHA Tyaa C MOero corsiacus.

Al He Hy}AaloCb B NpUKa3se, cneaylo CBoen Bone,

He 3aKoH, a nto60Bb BeAET MeHs,

M A war 3a warom crnyckarocb no CTyneHsaM,

Beaywmm B rny6UHbI 4e10BE4YECKOro OT4YaAHMUA.
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Eumolphe et les deux choeurs
Ainsi vers I'ombre souterraine

Tu t’as cheminée a pas lents,
Porteuse de la torche

Et reine des vastes pays somnolents.
Ton lot est d’apporter aux ombres

Un peu de la clarté du jour,

Un répit a leurs maux sans nombre,
A leur détresse un peu d’amour.

Il faut, pour qu’un printemps renaisse
Que le grain consente a mourir

Sous terre, afin qu’il reparaisse

En moisson d’or pour I’avenir.

3Bmonan U 06a xopa

TaK B NoA3eMHYI0 CEHb

Tbl MeANIeHHbIM WAromM coLuna,
Jepalian daxen

Llapuua 6eckpaiiHeit U COHHOM CTpaHbl.
TBOM yaen — TeHAM NPUHOCUTb
Kpynuuy AHEBHOIO CUAHUA,
MepeAabIWKY — MUX 6€CYUCNEHHbIM 6eACTBUAM,
HemHoro no6Bu — 1x oT4asHUIO.
YT106bI BO3pOAMNACL BECHA,
Heob6xoaumo 3epHo, rotoBoe ymepeTb
B 3emne u ABUTbCA

30/10TbIM YpOKaeM rpsaayLiero.
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CVIMOOHIA
NCA/IMOB
AN XOPA

T OPKECTPA

YACTb |
Mcanom 38, ctuxu 13, 14

Exaudi orationem meam,

Domine, et deprecationem meam.

Auribus percipe lacrimas meas.

Ne sileas, ne sileas.

Quoniam advena ego sum apud te et

peregrinus, sicut omnes patres mei.

Remitte mihi, prius quam abeam et amplius non ero.

Ycnbiwb MonuTBY Moto, lfocrnoau,

Y NPOLLUEHUI0 MOEMY BHEMJIW.

He npomonuu, BUAA cnesbl MOM,

160 noceneHey Ay Tebsa u npuwnew,

KaK BCe OTLibl MOW.

[Jaw obneryeHue MHe, 4TOGbl A OTAOXHYN Npexae,

4YeMm OTOMAY U YiKe He ByaeT MeHsA.

YACTb Il
Mcanom 39, ctuxm 2, 4

Expectans expectavi Dominum, et intendit mihi.
Et exaudivit preces meas; et exudit me

da lacu miseriae, et de lato faecis.

Et statuit super petram pedes meos:

et direxis gressus meos.

Et immisit in os meum canticum

novrum, carmen Deo nostro.

Videbunt multi, videbunt et timabunt:

et sperabunt in Domino.

C TepneHvem ynoBan A Ha locnoaa, U OH BHAN MHe,
W yCAbilwan MOJIMTBY MO, U U3 pBa CTpajaHuA
BblBE/1 MEHA U U3 TUHbI 60JI0THOW,

M NOCTaBU/ Ha CKasie HOrU MOM,

W HanpasuWA CTOMbl MOW.

M Bnoxun Bo ycta MOMU NecCHb

HOBYI0, NneHue Bory Hawemy;

YBUAAT MHOrUe U y6osATcA,

MU HageATbcA 6yayT Ha locnoaa.
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YACTb 1l
Mcanom 150

Alleluia.
Laudate Dominum in sanctis Ejus.
Laudate Erum firmamentis virtutis Ejus.

Laudate Dominum.

Laudate Eum in virtutibus Ejus.
Laudate Eum secundum multitudinem magnitudinis Ejus.
Laudate Eum in sono tubae.

Laudate Eum.

Alleluia.
Laudate Dominum. Laudate Eum.

Laudate Eum in timpano et choro,

Laudate Eum in cordis et organo;

Laudate Eum in cymbalis bene sonantibus,
Laudate Eum in cymbalis bene jubilantionibus.
Laudate Dominum. Laudate Eum.

Omnis spiritus laudate Dominum.

Omnis spiritus laudate Eum.

Alleluia.

Laudate Dominum.

Annvunyns.
Xsanute Bora Bo cBATbIX Ero,
Xsanute Ero Ha TBepau cunbl Ero.

XBanuTte Bora.

Xsanute Ero 3a morywectso Ero.
XBanute Ero no mHoxecTBy Benuuusa Ero.
XBanute Ero co 3ByKoM TpyGHbIM.

Xsanute Ero.

Annunyis.
Xsanute Bora. Xsanute Ero.

XBanute Ero Ha TUMnNaHe U B XxopoBoae,
XBanute Ero Ha cTpyHax U opraHe;
XBanute Ero Ha KUMBanax 6naro3By4HblIX,
Xsanute Ero Ha KMMBanax 3BOHKMX.
Xsanute Bora. Xsanute Ero.

Bce, 4To AbIWKT, Aa BocxBanuT MNocnoaa.
Bce, 4To AbIWKT, Aa BocxBanuT Ero.
Annunyns.

XBanuTte Bora.
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5 AOM AATUNIEBA

LA REVEUSE | « MEMTATE/IbHULIA»
CTAPUHHASA MY3bIKA HA KIACCUYECKOM
KPUTCKOH JIUPE

KamepubLii KoHyepm

Moproc Kanyauc (Mpeuus)
KlaccuyecKasa KPUTCKasA iMpa, BOKaJsl, TPAaHCKPUMNLUK

Buao ApetuHcKkui (990-e — nocne 1033)
Ut queant laxis, rumH UoaHHy KpectuTento

AHoHUM (AHrnusa, nepsas nonosuHa Xl BeKa)
Mirie it is while sumer ilast, necHsn

Mnbom ge Mawo (oK. 1300 — 1377)

Tels rit au main, komnneHT U3 a4 Le reméde de fortune
Tres douce dame que j’aour,

6annapa u3 au Le jugement du roi de Navarre

Je vivroie liement, Bupene

Douce dame jolie, Bupene

HaH ae CeHT-Konom6 (oK. 1640 — oK. 1700)
Les Pleurs, KoHUepT AnA ABYyX BUOA Aa ramba
M3 cbopHUKa Concerts a deux violes esgales

MapeH Mape (1656-1728)

Musette n3 c6opHuKa Piéces de violes, book IV (1717)

Le Badinage u3 umkna Suite d’un goat étranger,

Pieces de violes, book IV

L’Arabesque 13 uukna Suite d’un godt étranger,

Piéces de violes, book IV

Rondeau I’agréable n3 c6opHuKa Piéces de violes, book V (1725)
La Réveuse 13 uuKna Suite d’un goat étranger,

Pieces de violes, book IV
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& THE HOUSE OF DIAGHILEV
LA REVEUSE

EARLY MUSIC ON THE CLASSICAL CRETAN LYRA
chamber concert

Yiorgos Kaloudis (Greece)
classical Cretan lyra, vocals, transcriptions

Guido d’Arezzo (990s — after 1033)
Ut queant laxis, hymn to John the Baptist

Anonymous (England, first half of the 13t century)
Mirie it is while sumer ilast, a song

Guillaume de Machaut (ca. 1300 — 1377)

Tels rit au main, a complainte from Le reméde de fortune
Tres douce dame que j’aour,

a ballad from Le jugement du roi de Navarre

Je vivroie liement, a virelai

Douce dame jolie, a virelai

Jean de Sainte-Colombe (ca. 1640 — ca. 1700)
Les Pleurs, concerto for two violas da gamba
from the collection Concerts a deux violes esgales

Marin Marais (1656-1728)

Musette from the collection Piéces de violes, book IV (1717)
Le Badinage from the cycle Suite d’un godt étranger,
Piéces de violes, book IV

L’Arabesque from the cycle Suite d’un godt étranger,
Pieces de violes, book IV

Rondeau I’agréable from the collection

Pieces de violes, book V (1725)

La Réveuse from the cycle Suite d’un godt étranger,
Piéces de violes, book IV
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pEYECKWUI BMONOHYENNUCT, KOMMO3MTOP, WMMMPOBM3aToOp, WccnegoBatenb Moproc

Kanyauc mMHoro net nsyyaet BO3MOMHOCTU UIPbl HA KNacCUYECKON KPUTCKOW Nupe,

OZHOM U3 caMbIX APEeBHUX My3blKabHbIX UHCTPYMEHTOB. B nporpamme 13 weaespoB

My3blKW CpeaHUX BeKOB W GapPOKKO 3TOT NpeaoK 60MbLIMHCTBA €BPONENCHUX
CTPYHHbIX CMbIYKOBbIX NMPO3BY4YMT BO BCei TeM6POBOM Kpace U MHOroo6pasvu TEXHUYECKUX
BO3MOMHOCTEN.

KnaccuyecKkas KpUTCKaa nMpa — rpyweBUAHbIM, KaK NPaBUIO TPEXCTPYHHbIM, CMblY-
KOBbIA UHCTPYMEHT, HEPEAKO C AOMONHUTENIbHbIMA PE30HATOPHbIMKU CTPyHaMKU. CTpPyHbl Ha
HEeM 3a)KMMaloT HOITAMW, @ He MPUKMUMalOT nanbuamu K aeKke. O4MH U3 caMbIX APEBHUX
CNnoco60B 3BYKOWU3BNEYEHWUA AaeT HEeMPUBbLIYHO pa3peeHHbl NOCBUCTbIBaOWMUK TOH. OH
COXpaHWICA B HENPUKOCHOBEHHOCTU GnarogapA TOMY, YTO 3TOT MPEAOK MHOMeCTBa eBpo-
NEeNCKUX CMbIYKOBBIX Ha NMPOTAMKEHUN BEKOB «W/» B JIOKaZIbHOM TPaAULIMOHHOM KyNbType,
3By4an Ha TaHUax (Ha CMbIYOK NMPUTOM HEpeAKO NPUBELLUMBANU KOJIOKONbYMUKHU) U HE BXOAMN
B nosne 3peHna NpotecCUoHaNbHbIX My3bIKAHTOB.

Moproc Kanyauc yrny6uncAa B UCCnesoBaHWA M NPAKTUKY MIPbl HA KNAacCHYeCKowM
KpuTcKoi nupe B 2005 roay. CoeanHAA TEXHWUKWU BUOJIOHYENIbHOM UrPpbl U OCOBEHHOCTHU
TPaAULMOHHON KPUTCKOM NIUpbl, OH YCOBEPLUEHCTBOBaN MHCTPYMEHT, A06aBUB 4YETBEPTYIO
CTPYHY.

B nporpamme La Réveuse KnaccuuyecKada HKpUTCKaa vpa nNpeacTaeT Kak uae-
aNbHbIN COMbHbIA M aKKOMMaHUPYIOLWMIA BoKany (B McronHeHWu camoro Moproca Kanyauca)
MHCTPYMeHT AnsA My3blKM CpeaHux BeKoB. B To e BpemAa, 6narogaps aBTOPCKUM ycoBep-
LLEHCTBOBAHMUAM U aBTOPCKUM e TPaHCKPUNUMAM, KnacCUYecKana KpUTCKanA nupa 6nectaAwe
cnpaBnAeTcA ¢ 6apoYHbIMK LWeaeBpaMu, HanMcaHHbIMU A1 BUMOJbI Aa ramba.

Mporpamma oTKpbiBaeTcA rMMHOM MoaHHy KpecTuTenio, My3blKy KOTOPOro npumnu-
CbIBaloT OCHOBAaTEJ/l0 BCe €BPONEeMNCKOM HOTHOM cuUcTeMbl MBMAO ApeTUHCKOMY: HavyanbHble
C/IOrM CTPOK NlaTUHCKoro rumHa Ut queant laxis — ut, re, mi, fa, sol, la — 1 B Hawe BpemA
0O3Ha4aloT CTyneHu 3ByKopsaaa. AHrnuincKas necHa Xlll ctonetua o NnpoLlaHWKM ¢ 1IeTOM cocea-
CTBYET C NOAGOPKON M3BECTHbIX BOKa/IbHbIX COMMHEHWIA KPYMHEMLLEero nosta U KoMnosuTopa
anoxu CpeaHeBeKoBbsA [Mnboma ge Mauwo. Becnea 3a HUMKM 3ByYaT Bblaarolimecs obpasLbl
¢paHLuy3cKoi my3biku XVII-XVIII ctoneTuit: o4HOYACTHbIA KOHLEPT AN4 ABYX BUOA (B TpaHC-
KPUNUKWK ANA 04HOM KpUTCKoM npbl) HaHa ae CeHT-Konom6a U nbecbl ero NpocnaB/ieHHOro
yyeHuKa MapeHa Mape.

Buorpaduio Moproca Kanyauca cm. Ha c. 76. [ |
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01.07
YIORGCOS KALOUDIS

or many years, the Greek cellist, composer, improviser, researcher Yiorgos Kaloudis
has been exploring the possibilities of playing the Cretan lyra, one of the most ancient
musical instruments. In the programme comprising masterpieces of the Middle Ages
and Baroque music, this ancestor of most European bowed string instruments will
sound in all its timbre beauty and variety of technical capabilities.

The Cretan lyra is a pear-shaped, traditionally three-stringed bowed instrument, often
with additional sympathetic strings. The strings on it are clamped with nails, and not pressed
with fingers to the soundboard. One of the most ancient ways of sound production gives an
unusually sparse whistling tone. It was preserved intact due to the fact that this ancestor of
many European bowed instruments for centuries “lived” in the local traditional culture, was
played at dance parties (bells were often attached to the bow) and did not come into view of
professional musicians.

Yiorgos Kaloudis delved deep into the research and practice of playing the Cretan lyra
in 2005. Combining the techniques of cello playing and the features of the traditional Cretan
lyra, he upgraded the instrument by adding the fourth string.

In the La Réveuse programme, the Cretan lyra appears as an ideal solo and
accompanying the vocal (performed by Yiorgos Kaloudis himself) instrument for the music of
the Middle Ages. At the same time, due to the author’s improvements and transcriptions, the
classical Cretan lyra brilliantly copes with Baroque masterpieces written for viola da gamba.

The programme opens with a hymn dedicated to John the Baptist. The music is
attributed to the founder of the entire European musical system Guido d’Arezzo: the initial
syllables of the lines of the Latin hymn Ut queant laxis — ut, re, mi, fa, sol, la — still signify
the steps of the musical scale. The English song of the 13t century about saying goodbye
to summer is placed side by side with a selection of famous vocal compositions by the
greatest poet and composer of the Middle Ages, Guillaume de Machaut. These are followed
by outstanding examples of French music of the 17t"and 18" centuries — a one-part concerto
for two violas da gamba (transcribed for one Cretan lyra) by Jean de Sainte-Colombe and
pieces by his famous pupil Marin Marais.

Bio of Yiorgos Kaludis see on p. 77. |
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0207 @  BPUTAAUPCRAA, 12

BC KOHLLEPT AJIbTEPHATUBHOH MY3bIKH
«/AK MocTopoHHMX»

Z 3 . 0 O Love Object

Half Moon Glass

( 8 + latibule (Cep6us)

ArMNEeBCKUA (hecTUBaNb 3aBepllaeTcA HKOHLEPTOM anbTepHaTUBHOWM MY3bIKM.
B naiiHane TpW KOMaHAbl, KOTOpble NPEACTaBAAIOT pa3Hble CTOPOHbl aKTy-
a/lbHOM KNYGHOM CLieHbl: NOCTNaHK-roTUKa B UCMOJIHEHUU NeTepbyprckoro AyaTta
« /4K MocTopoHHUX», Hyap-3neKTponon oT mockBu4yel Love Object u ncuxogenu-
YyecKuii apum-non nepmckoi rpynnbl Half Moon Glass.

BbiBepeHHbI rMTapHbiit MUHUManM3Mm U XxonoaHas ropoackas nvpuka: « 1K Mocro-
POHHUX» BO3BpaLLalOT B MOCTNAHK MaHPOBYIO 3KJEKTUKY M CO3[AIOT MenaHXONHUYECKyo
NoNUMOHUIO, NENTMOTUBOM KOTOPOW CTaHOBWUTCA MOMUCK TOM TPEeLLMHbl, YTO pacKajbiBaeT
HazexAbl OAHY 3a APYroi, OCTaB/AA /IMLLb FOPbKOE pa3oyapoBaHue U CTpax nepes 6yayLmm.

Love Object — HOBbIi MHTPUIyIOWMIA 3M1EKTPONON-NPOEKT MOCKOBCKOro AyaTta
JAawun YToukn v Janu My. O6a paHee racTponupoBanvM Mo MUPY B KayecTBe AWAMKEEB:
V1ouka — B ponu Dj Aktu, Mu — B ponn Mucity. Boo6paraembiit mup Love Object HaceneH
nepcoHaMamu, CNoBHO 6bl BbllueAWWMU U3 dunbmoB KpoHeH6epra. MMoTycTopoHHee 3By-
YyaHue rpynnbl — 3TO BYTYPUCTUHECKUIN Nen3ax B CTUNE HeOoHyap, rAe pa3BopayvuBaloTcA
CTpaHHble ApaMbl, @ 3/104€M MCMNONb3YIT KOHTPONAb Haj pasymMoM, 4TO6bl MOABEPrHyTb
COMHEHMIO CaMO 3HauYeHWe C/I0Ba «YeN0BEK» B LMGHPOBOM obLuecTBe.

Half Moon Glass — nepmckue npuvBepseHLbl NeTHero paccnabneHHoro 3By-
YyaHuA B ayxe Tame Impala. McuxoaennyecKkuin ApUM-non rpynnbl BMECTO 3aNOMMHaIOLMUXCA
MeN0AWIM BbIBOAUT HA NEPBbIM NiaH rMTapHbiv n3HAKeEpP, aHaNoroBble CEKBEHUUU CUHTE3a-
TOPOB, YX/I0BbIN IrPyB, Me4YTaTe/IbHbIM U MelaHXONUYHbIX cayHA. pynna ¢ ycnexom BbicTynuna
Ha netepbyprckom ectuBane Shau Karau, BeyepuHke « Houb B mysee» B PERMM u mH. ap.

latibule — 310 npoekt Mapko Hukoauesuua u Jlyku Kosnosauku, TEXHO-Ay3T akaje-
MUYEeCKUX KomnosutopoB M3 Cepbun. Mapko HuUKoaMeBUY 6bin pe3nAEHTOM MapUHKCKOro
MeayHapoaHoro ueHTpa UckyccTB U CumtoHUUYecKkoro opkectpa bepnnHcKkoro paauo, ero
My3bIKy UCMOJIHAIOT BeAyliue aHcambau U opKecTpbl EBponbl, BKAoyaa musicAeterna. OH
yB/eKaeTCA HENMHEMHOW MaTeMaTUHKOM, Teopuer xaoca U anropuTMUYECKUMHU MeToAaMu
KoMno3uumnu. Cepb6CKo-LIBEACKUIA KOMMO3UTOP U cayHA-Au3aiiHep Jlyka KosnoBauKu usy4van
COHOJIOTHUIO U aNroOpUTMUYECKYIO KOMMNo3uuMio B KoponeBcKkoin KoHcepBaTopuu B laare, ero
MYy3bIKY UrpatoT U B CTOKIoJibMCKOM Kiy6e Under Bron, v B [Napu:cKon tomnapmoHmn. Bmecte
HukoaneBny u KosnoBauKu BbICTynaloT Ha BeAylMX 6€p/IMHCKUX TeXHO-thecTUBansx, cos-
AaBaf acKeTUYHble TaHLeBaslbHble MOMOTHA U3 BA3U APOHOB U NyNOB. [ |
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UZ . 07 @ BRIGADIRSKAYA STREET, 12
ALTERNATIVE MUSIC CONCERT
SUN
DK Postoronnikh

ZB . O O Love Object

Half Moon Glass

1 8 + latibule (Serbia)

he Diaghilev Festival closes with an alternative music concert. There are three
teams in the lineup representing different sides of the current club scene: post-punk
gothic by the St Petersburg duo DK Postoronnikh, noir-electro-pop by the Moscow
duo Love Object, and psychedelic dream-pop by the Perm band Half Moon Glass.

Verified guitar minimalism and cool urban lyrics: DK Postoronnikh bring genre
eclecticism back to post-punk and create melancholic polyphony. Its leitmotif is the search
for the crack that splits hopes one by one, leaving only bitter disappointment and fear of the
future.

Love Object is a new intriguing electro-pop project of the Moscow duo Dasha
Utochka and Danya Mu. Both have previously toured the world as DJs: Utochka as Dj Aktu
and Mu as Mucity. The imaginary world created by Love Object is populated by characters
that seem to have come out of Cronenberg’s films. The band’s otherworldly sound is a
futuristic neo-noir landscape in which strange dramas unfold, and villains use mind control
to question the very meaning of the word “human” in a digital society.

Half Moon Glass are Perm-based adepts of summer relaxed sound & la Tame
Impala. The psychedelic dream-pop of the band, instead of catchy melodies, brings to the
fore guitar flanger, analogue synthesiser sequences, chill groove, dreamy and melancholic
sound. The group successfully performed at St Petersburg’s Shau Karau Fest, the Night at
the Museum party at PERMM, and many other events.

latibule is a project of Marko Nikodijevic and Luka Kozlovacki, a techno duo of the
academic composers from Serbia. Marko Nikodijevich was a resident of the Cité internationale
des arts in Paris and the Berlin Radio Symphony Orchestra, his music is performed by
leading ensembles and orchestras in Europe, including musicAeterna. He is interested in
nonlinear mathematics, chaos theory, and algorithmic methods of composition. The Serbian-
Swedish composer and sound designer Luka Kozlovacki studied sonology and algorithmic
composition at the Royal Conservatoire The Hague, his music is played both at Stockholm’s
Under Bron club and at the Philharmonie de Paris. Together, Nikodijevich and Kozlovacki
perform at the leading Berlin techno festivals, creating ascetic dance canvases interweaving
drones and loops. [ |
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OBPA3OBATE /bHA A

IPOT PAMMA

AMV/AEBCKOT O
OECTVIBA /A

e ceMb neT obpasoBaTesibHaA Nporpamma — HeoTbemJiemas YacTb thecTuBans.
Ananor monoabix KOMMNO3UTOPOB U MUCMNoONHUTENEeh ¢ My3blkor leHaensa, guanor
COBPEMEHHbIX NOAPOCTKOB C My3blKOM CTpaBUMHCKOIo, MOUCKM aKTyasibHbIX MyTEeH
B My3blKOBeAeHWHU U nejarormke U NOMCKU pad B UHTepnpetauun CTyaeHTOB —
OCHOBHbI€ TéMbl 3TOro roaa.

AHHa PedenoBa, KypaTtop o6pa3oBaTesibHOM Nporpavmvbl:

«MNporpamma ¢ecTuBana emerogHo BAOXHOBIAET Ha CO3JaHWe HOBbIX (hopmaTos,
HOBbIX O6pa3oBaTe/ibHbIX MHULMATUB. B HblHeWHeM rogy 310 nabopaTopyA UCTOPUYECKH
MHMOPMHUPOBAHHOIO UCMOIHUTENBLCTBA, B KOTOPOKW Mbl Ae/laeM aKLLEeHT Ha COBMECTHOM TBOp-
YECKOM MOrpy¥eHUU CTYAEHTOB B CMeLUdURY CTapuHHOM My3blKW. Mbl BHOBb OpraHu3yem
nporpaMmbi A5 NOAPOCTKOB U yuUTeNel AETCKUX My3blKaJibHbIX LUKOJ, @ TaKHKe NPOAOIHaeM
Te/leCHbl€ U Fo/I0COBbIe€ NPAKTUKK AN BCEX CTYAEHTOB, HE3aBUCMMO OT MX CMeLrasibHOCTH.
Kak v B npolunbie roabl, OCHOBHaA Halla 3agada — 3a 11 aAHern dhecTMBanA HaNnOMHUTb y4acT-
HUKaM NpPOrpammbl, YTO MYTb K UCKYCCTBY JIEKUT HE TONIbKO Yepe3 3K3aMeHbl U OTYETHbIE
KOHLIepTbl, HO Mpexae Bcero yepes nio60Bb K TOMY, YeM Tbl 3aHUMaeLWbCA, U NaBHOE
3A4eCb — HanTU cebe eAUHOMbIWAEHHUKOB. JaruneBckun ectruBanb ANA 3TOro — ydwee
MEeCTO B MUpe».

JlaGopaTtopua MCTOPHUYECKH HH(MOPMUPOBAHHOIO MCNOJIHUTENbLCTBA.
Conuctbl musicAeterna, npurnalweHHble apTUCTbl U MUccnegoBaTenn MNOAeNsATCA OMbITOM
WHTepnpeTaumM CTapuHHOW My3blKK C MONOAbIMK Konneramu. Mactep-knaccbl 6yayT BecTu
My3bIKOBe/, JIOKTOp UcKyccTBoBeAeHUA Jlapuca Kupunnuna, Moproc Kanyauc (knaccuue-
CKasA KpUTCcKasa nupa), Taa Kénur-Tapacesuy (6apoyHble dnenTbl), Hatanba KanpgaHoBcKas
(6apoyHblii TaHel), AHapein Hemsep (KoHTpaTeHop), EneHa Paitic (cKpunka), AnexkcaHap
Mpo3opoB (BHOOHYenb), Uropb BoboBuy (BMonoHYenb), KoHcTaHTUH LLleHWKoB-ApxapoB
(noTHA). Kypc npeaHasHayeH ANnA BOKAIUCTOB U CTYAEHTOB — WCMNONIHUTENel Ha CKPUIKe,
thneiite, BUONOHYENH, (haroTe, JIIOTHE U FMTape.
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FEDUCATIONAL
PROGRAMME
OF THE DIAGHILEV

FESTIVAL

he Educational Programme has been an integral part of the festival for seven
years already. This year, the main topics are the dialogue of young composers and
performers with Handel’s music, the dialogue of modern teenagers with Stravinsky’s
music, the search for relevant paths in musicology and pedagogy, and the search for
paradise in the interpretation of students.

Anna Fefelova, curator of the educational programme:

“Every year, the festival programme inspires the creation of new formats, new
educational initiatives. This time it is the Laboratory of Historically Informed Performance
where we focus on the joint creative immersion of students into the secrets of early music.
Once again we offer programmes for teenagers and pedagogues of children’s music schools,
as we saw a huge response to them last year, and the results of this work inspired us to keep
going. We will also continue body and voice practices for all students, regardless of their
specialty. As in previous years, our main task is to remind the participants of the Educational
Programme during the 11 days of the festival that the path to art lies not only through exams
and reporting concerts but above all through love for their work, and the main thing here is to
find like-minded people. The Diaghilev Festival is the best place in the world for this”

The Laboratory of Historically Informed Performance is attended
by undergraduate violin, flute, cello, bassoon, lute or guitar players, and vocalists.
The musicAeterna soloists Andrey Nemzer, Elena Rais, and Alexander Prozorov, as well
as invited masters Taya Koénig-Tarasevich (flute), Konstantin Shchenikov-Arkharov (lute),
Natalia Kaidanovskaya (baroque dance), Yiorgos Kaloudis (lyra), Igor Bobovich (cello),
and the Doctor of Art Larisa Kirillina share their experience with young musicians.

The RE programme, led by Alexey Retinsky, is dedicated to how modern authors hear
and interact with the music of past eras. Within the framework of the programme, students
will meet Svetlana Savenko, Larisa Kirillina, Marina Raku, Oleg Nesterov, as well as conduct
practical research of new approaches to musicology.
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OBPA3OBATEANBHAA NPOTPAMMA

RE. 370 HanpaBneHWe NOCBALLEHO TOMY, KaK COBPeMeHHbIe aBTOPbI CAbIWAT MY3bIKY
NpOoLWbIX 3MOX U B3aUMOAEMNCTBYIOT C HeN. NMporpamma 6yaeT NPoXoAUTb NOA PYKOBOACTBOM
KomnosuTopa Anekces PeTuHcKoro. C MmonoabiMM KOMMNO3UTOPaMu U My3blkoBeAamu 6yayT
3aHMMaTbcA My3bikoBeabl CBetnaHa CaBeHKo, Jlapuca KnpunnuHa n MapunHa Pary, a TaKke
My3bIKaHT U npoatocep, nuaep rpynnbl « Meranonuc» Oner Hectepos.

«Hayano». CneuuwanbHaa nporpamMma npegHa3HauyeHa ANA MeAaroros ¢opre-
NnUaHo B AETCKUX My3blKa/bHbIX WHKoNax. LIMKN MHTepaKTUBHbIX 3aHATUW, HaNpaBAEHHbIX Ha
COBMECTHOe OCBOEHWE HAaBbIKOB WU MPAKTUYECKUX TEXHUK 3(DGHEKTUBHOIro, AOBEPUTENILHOIO
M NJIOAOTBOPHOIO B3aMMOAEWCTBUA C AeTbMM, NpoBoAUT Tamapa TpeTbAkoBa, MCUXOOT,
Meaunartop, pykosoautenb MocKoBcKoro otaeneHua Accoupaumm KOrHUTUBHO-NOBeAEHYe-
CKOM ncuxoTepanuu, BbiNyCKHULA POCCUCKOM akaseMuu My3biKkU UM. THECHHbIX.

«My3blKa TBOMMM rnasamu». Kypc ana noapoctHoB 12-16 net. Y4acTHUKM
nporpaMmMbl CMOryT nocelaTtb peneTuumu, obwaTbCA ¢ MONOAbIMU My3blKaHTaMU U KOMMO-
3utopami. Moa pykoBoacTBOM KypaTtopa AnekcaHapa dedenoBa oHM 6yAyT CHUMaTb CBOU
aBTOPCKUE BUAEOKOMMNO3ULMK Ha My3blKY «epcedoHbl» Urops CTpaBUHCKOrO.

Women in Art. CKkpyvnaykv ¥ KNapHETUCTKM — BbIMYCKHWULLbI NPOrPamMMbl NPOLLIAOro
roaa — npeACTaBAT Ha (hecTUBasie MHCTPYMEHTaNbHO-Xopeorpaduyecknin nepdopmaHc
«Kpyramu», B KOTOPOM MY3bIKaHTbI ULLYT HOBbIe thopmaTbl Auanora ¢ ny6anKoi U pasrosopa
Ha BeYHble TeMbl. Mporpamma Women in Art TpagmMumMoHHO NnpoxoauT 6narogapsa « Metadparc
Ipynn». TaKie nNpu noaAep:Ke KOMNaHWW CTYAeHTbl OTNPaBATCA B KOHLEPTHbIK Typ no
MepMcKoMmy Kpato.

Mapua KoHoBanoBa, AUPEKTOp AenapTaMeHTa CTpaTerM4eCKUX KoMmmy-
HUKauun « Metadpakc Mpynn»:

«Ye LWecTon rog Mbl noaJepuBaem ob6pasoBaTe/ibHYlO nporpammy tecTuBans.
MmeHHO o6pa3oBaTesibHOE M MPOCBETUTENbCKOE HamnpaB/eHUA B UCKYCCTBe — B (hOKyce
MeLeHaTCKUX UHUUMaTuB “Metadpakc Mpynn”. YHUMKanbHocTb nporpammbl Women in Art
B TOM, YTO OHa OPMEHTUPOBAHA Ha MEHLKUH peAKMX npodeccun B UCKyccTBe. PesynbTaThbl
NpeBOCXOAAT OXMUAAHWA: MO UTOraM MPOrpammbl NMOABUIOCH YHe HECKOJIbKO IKCNepUMeH-
Ta/IbHbIX NOCTAaHOBOK».

«My3biKanbHaa rpaduyecKkaa cepua». B atom rogy y obpasoBaTesnbHOM
nporpaMMbl BnepBble NOABW/ICA CBOM PEe3UAEHT — apXUTEKTYPHO-XYAOMKECTBEHHas CTyausA
«KoHTyp» M3 HoBocubupcKa. Ee yyawmecs npue3yT B [lepmb BbiCTaBKY paboT, NOCBALLEHHbIX
«MNepcedoHe» CtpaBuHcKoro. Mpenoaasartens cryaun 3ocaA JleyTuHa ctana XyA0HKHUKOM-MO-
CTaHOBLMKOM nepdopmaHca « Kpyramu», a ee konneru EneHa TpetbAaKkoBa U UpuHa JleyTuHa
npoBeAyT CepUI0 MacTePCKUX ANA NEPMCKMX NOAPOCTKOB. Pe6ATa nonpobyloT « MU306pasuTb
Hensobpasumoe» U BOMIOTUTb CBOM My3blKa/ibHble BrievaT/ieHUs Ha bymare.

YacTb macTtep-KnaccoB M cobbiTUM 06pa3oBaTeNlbHOM NPOrpamMmbl OTKPbITa AN1A NyG/JUKWK.
PacnucaHue ony6nnKkoBaHo Ha caiTe diaghilevfest.ru. [ |
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THE EDUCATIONAL PROGR AMME

The Starting Point programme for pedagogues of children’s music schools is
welcoming piano tutors this year. A series of interactive classes aimed at the joint development
of skills and practical techniques of effective, trusting, and fruitful interaction with children
is conducted by Tamara Tretyakova — a psychologist, a mediator, the head of the Moscow
Branch of the Association of Cognitive Behavioural Psychotherapy, a graduate of the Gnesin
Russian Academy of Music.

It is for the third time that the Educational Programme invites Perm teenagers. This
year, children aged 12-16 are taking part in the project Music Through Your Eyes. Under
the guidance of curator Alexander Fefelov, they will shoot their author’s video compositions
to the music of Igor Stravinsky’s Perséphone. Traditionally, teenagers will interact with
the world of academic music — they will be given an opportunity to attend rehearsals and
communicate with young musicians and composers.

Women violinists and clarinettists — the graduates of the Women in Art programme
last year initiated the production In Circles, in which young musicians are looking for new
formats of dialogue with the public on eternal topics that concern them. This was made
possible thanks to the support of Metafrax Group, which has been helping the Women in Art
programme for many years, providing additional opportunities for women who have chosen
professions in the field of art. In addition, with the support of Metafrax Group, students will
go to Perm Krai with customary concerts.

Maria Konovalova, Director of the Strategic Communications
Department, Metafrax Group:

“For the sixth year, we have been supporting the Diaghilev Festival Educational
Programme. It is the educational and awareness raising direction in art that is the focus of
the patronage initiatives of Metafrax Group. The uniqueness of the Women in Art programme
is that it is focused on women of rare professions in art. The results exceed expectations:
following the programme, several experimental productions have already appeared.”

This year, the Educational Programme has its first resident — the Architectural and
Art Studio Contour from Novosibirsk. Contour students will present an exhibition inspired
by Stravinsky’s Perséphone at the festival. The tutor of the studio Zosya Leutina is the art
director of the production In Circles, and her colleagues Elena Tretyakova and Irina Leutina
are conducting a series of workshops Musical Graphic Series for Perm teenagers, where
children will try to portray the unimaginable, embodying their musical impressions in graphic
works.

Some masterclasses and educational programme events are available for the wide audience.
The full programme see on the site diaghilevfest.ru. |
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KAYD
AAN N /EBCKOTL O
PECTVIBAAA —
210..

C 22 uioHA no 2 uoNA Kamabli AeHb AnA rocten JArnneBcKoro ¢ectuBansa U HuUTenewn
Mepmu paboTaeT hecTuBaNbHbIN KNy6.

3710 MecTO, rae MOXHO BCTPETUTbCA C NPUIr/IalleHHbIMKU apTUCTaMKU U 3Be€34HbIMU FOCTAMM,
3aj4aTb BONPOCHI U NOO6LWATLCA.

3T0 MecTOo, rae MOMHO MOCAYLWATbh MY3blKy: KaKk COXpaHEeHHble HapoAHble KOMU-NepMALKHe
MOTHMBbI, TaK U aKaAeMUYECKUE ONYCbl COBPEMEHHbIX KOMMNO3UTOPOB.

370 MecTo, rAe MOXHO YBUAETL 6aneT Ha TpaMBaWHbIX NYTAX, CNEKTaK/b B LLIBETOYHOM mara-
31UHe U nepdopmaHc 6e3 aKTepoB.

3710 MecTO, rae yvyeHble paccKasbiBalOT O B3aUMOCBA3AX MeEHAY HayKoOW, TeXHONOruAMMH
M UCKYCCTBOM, @ aBTOPUTETHbIE My3blKOBeAbl U KPUTUKU AENATCA 3HAHUAMU O COYMHEHUAX,
3ByYallMX Ha KoHuepTax ecTuBans.

3710 MecTo, rae AHEM MOMHO MoceliaTb BbICTaBKM, @ HOYbIO — HacnamAaaTtbCA AUAKEN-
ceTamm.

3710 MecTo, rae KamAabli CMOMET NovYyBCTBOBaTb ce6A CONMCTOM Xopa.

JT0 MecCTO, rae MHOrAa MOMHO MOCMOTPETb TPAHCNALMUIO COBLITUM, Ha KOTOPbIe HE MONY4YU-
Jocb poctatb 6uner.

HakoHeu, 310 mecTo, rae Bce 6€3 UCKIOYEeHUA COObITUA 6ecnnaTHbl, @ KYMUTb MOMXHO TONIbKO
3aKYCKM, HaMMUTKKU, KHUMM U NamATHble NOAaPKM.

PacnucaHue ony6nukoBaHo Ha caiTe diaghilevfest.ru. |
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22.06—02.07

THE DIAGHILEV
FESTIV AL
CLUB I5...

Every day from June 22 to July 2, the Festival Club is open for the Diaghilev Festival guests
and Perm residents.

This is a place to meet participant artists and guest stars, ask them questions and have
a chat.

This is a place to listen to music, be it surviving folk Komi-Permian motifs or academic
opuses of modern composers.

This is a place to see ballet on tram tracks, a theatre production in a flower shop,
and a performance for the audience without actors.

.]:his is a place where scientists talk about the interconnections between science, technology,
and art, and reputable musicologists and critics share their knowledge of the compositions
performed at the festival concerts.

This is a place to see exhibitions during the day and enjoy DJ sets at night.

This is a place where everyone can feel what it is like to be a soloist of the choir.

This is a place to watch the broadcast of events for which you could not get a ticket.
Finally; this is a place where all events without exception are free of charge, and only snacks,
drinks, B(mks, and souvenirs are sold.

The Festival Club schedule is available at the website diaghilevfest.ru. [ |
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B odopmneHuu 6ykneta Aarunesckoro dectuBana — 2023 Mcnonb3oBaHa CeEpUA 3CKU30B
KocTiomoB lMowu Py6unMHcKoro K cnektaknio «MepcedoHa. CumtoHua ncanmoB» (peruccep
AHHa l'yceBa).

lowa Py6YUHCKUI — Au3aitHep oaemabl, hoTorpad, XyA0HHUK TeaTpa U KUHO.

®dotorpacd OKcaHa BpoHeBUUKasA.

The 2023 Diaghilev Festival’s booklet is illustrated with a series of Gosha Rubchinskiy’s
costume designs for the production Perséphone. The Symphony of Psalms (directed by Anna
Guseva).

Gosha Rubchinskiy is a fashion designer, photographer, film and theatre production designer.
Photos by Oksana Bronevitskaya.
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AArMNeBCKUA

thectusanb

diaghilev

festival XyAOMeCTBeHHbIN pykoBoautenb Teogop KypeHT3nc

AUpPEeKUUA aarunesckoro tectuBana

Aaupektop AHHa KacumoBa

npoatocep Onbra JepioruHa

TexHU4YecKut anpektop KOpuin YepHoB

TeXHU4YeCKUr KoopauHatop ApceHun KOauH

KoopAauHaTtop meponpuAaTUi EnenHa 3aBeplunHCKas

MeHeaepbl: OKcaHa Mopo3oBa, Hatanua AtamaHoBa, AHactacuA Kasakosa,
Japba 3aiikoBa, AHTOHMHa JlyKbAHOBa, AHHa AracoHoBa, EneHa UcaeBa,
Japbsa MNMoabliHKMrnasosa

KypaTop o6pa3oBaTenibHoi nporpammbl AHHa dedenoBa

KoopauHaTop o6pasoBaTesibHOM nporpammvbl AHTOHWMHa CTepuHa

KypaTop nporpamMmvbl thecTuBanbHoro Kinyba MeaH Hevaes

pr, pabota co cmu OKcaHa leKK

MapKeTHUHr, peKknama UeaH HevaeB

smm [MaBen Kataes

AArMNEBCKUIM (hOHA NOAAEPHKKU KYNbTYPHbIX UHULMATUB

anpeKktop AHrenmHa MaKkueHKo

peaakTop 6yknerta Onbra Komok

AU3aitH, BepCTKa, NoArotoBKa K nevyatn EBreHnsa MpaykoBcKan
aBTopbl TeKcToB: ApKaaui Unnonutos, Jlapuca Kupunnuua,
Onbra YrapoBa, AHTOH CBeTauyHbIN, Onbra Komok

nepesos CocdbAa AbalieBa

KoppekTtop AHapeu BaymaH

AU3anH umuara dectusana: Hatanba LeHapuK, AHTOH PeaopoB
nettrepuHr Banepui lNonbixeHKkoB

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



artistic director: Teodor Currentzis

the diaghilev festival management

director Anna Kasimova

producer Olga Deryugina

technical director Yuri Chernov

technical coordinator Arseniy Yudin

events manager Elena Zavershinskaya

managers: Oksana Morozova, Natalya Atamanova, Anastasia Kazakova,
Daria Zaykova, Antonina Lukyanova, Anna Agafonova, Elena Isaeva,
Daria Podyniglazova

curator of the educational programme Anna Fefelova

educational programme manager Antonina Sterina

curator of the festival club programme Ivan Nechaev

pr, media communications Oksana Gekk

marketing, advertising lvan Nechaev

smm Pavel Kataev

diaghilev foundation for support of cultural initiatives

director Angelina Makienko

executive editor Olga Komok

design, layout, preparation for printing Evgeniya Mrachkovskaya

writers: Arkady Ippolitov, Larisa Kirillina, Olga Ugarova, Anton Svetlichny,
Olga Komok

translation Sofia Abasheva

proofreader Andrey Bauman

festival image design: Natalya Shendrik, Anton Fedorov

lettering Valery Golyzhenkov

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



MWUHUCTEPCTBO KVJIbTYPbl NEPMCHKOIO KPAA
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KOPTPOC®

CO3JAEM HACTOSALWEE

MOCKBA @ TEPMb @ EKATEPUHBYPT









