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Dmirri Hvorostovsky began his international career with a
headline-making win at the 1989 Cardiff Singer of the World
Competition, in which the nwenty-seven-year-old Siberian took
top honors in a group of finalists that included Bryn Terfel and
Monica Groop. Now in his vocal prime, Hvorostovsky is mak-
ing a long-term commitment to the repertory he calls his
“dream”: the great Verdi baritone roles. In October 2001, shortdly
after his thirty-ninth birthday, Hvorostovsky gave his first Amer-
ican performances as Rigoletto in Frank Corsaro’s eyebrow-rais-
ing production for Houston Grand Opera, which presented the
jester as a maddened, highly sexual “Iralian Rasputin” viewing
his life story in flashback. But Hvorostovsky’s intelligent, ele-
gantly phrased performance, by his own admission “a work in
progress,” boded well for future outings in the Mantuan court.
He rtalked to OPERA NEWS early in the HGO Rigolerro run,
shortly before returning to New York for Met performances of
Don Carloand War and Peace.

OPERA NEWS: For a Russian artist, you've made your interna-
tional reputation singing surprisingly few Russian roles.

DMITRI HVOROSTOVSKY: The Russian repertory — I cannot
afford to sing much of that. I am offered these operas, bur they
are not for me. For instance, I would never do Prince Igor. | tried
[Gryaznoy in] The Trars Bride of Rimsky-Korsakov [at San Fran-
cisco Opera in 2000], but I would never, never do it again.
Never. You need a roaring bass-baritone for this, a gggggr-
IIrTIT. . ..

ON: A bark?

DH: Yes. A bark. It’s a pity. But the only Russian roles I can
afford to do vocally are Tchaikovsky: Eugene Onegin — I have
been doing this since I was nwenty-two or twenty-three, and it
is still a good role for me, ar almost forty years of age — and
Yelewsky [in Queen of Spades). Possibly, for later, The Demon.
This opera by Rubinstein attracts me very much. Buc ic's a
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killing part as well.

ON: How about Prince Andrei in War and Peace:

DH: Ha! Yes! Prince Andrei. The Metropolitan Opera will give
me my first chance with this role. You know, he is so high. The
essitura is written incredibly high. I shall see how I cope with
this. It doesn frighten me. I call myself a “high-note friendly”
baritone. It is an interesting role, and he has some good tunes,
especially as compared to the other characters in this opera.

ON: You haven't sung War and Peace before, but have you seen
much of the opera?

DH: No. I appreciate Prokofiev’s symphonies and baller music
more than his operas, in any case. Burt the book of Tolstoy is,
of course, our classic in Russia. Do you know that almost half
of this book is written in French? Not easy when you are a stu-
dent! Bur this book stays in our school programs; all of us were
obliged ro read the novel when we were thirtecen, fourteen
years old. I am grateful for this now. I would not like to be
reading this book for the first time while I am learning this
music.

ON: Pierre Bezukhov is much more of a presence in the book
than in the opera. The opera shifts more sympathy toward
Andrei, doesnt it?

DH: Yes, yes. Pierre has less in the opera than you mighe chink.
In the book, there is more of his unhappiness. Nartasha and
Andrei’s story stays very strong in the opera. But in general, the
opera stays very close to the original text of Tolstoy. The orches-
tration of War and Peace is incredibly sharp-minded — you can
recognize a lot of sarcastic jokes in the music. I actually like the
piano part in the rehearsal score, which to me sounds more
beautiful than whar is there in the orchestra. [Laughs.] But I
shall see. Maybe I'm going to fall in love with this piece when I
get into the rehearsal hall in New York. But the first days, the
very beginning of the learning process, were very hard. I strug-
gled a lot trying to push myself further down into the text, try-
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ing to memorize it.

ON: With a brand-new role, such as Andrei, how do you begin
the rehearsal process? You arrive at rehearsals with the music
learned, bur do you go in knowing that there are particular
aspects of the character you wish to focus on?

DH: Usually, you can build [your] conception of the character
along with learning the music and the text. As you learn more of
what the composer has written, you learn what it is about this
character you must give to the audience.

ON: What is it about Andrei that you feel is most important to
get across?

DH: I hope it is not patriotism. Particularly in the time of
Prokofiev — as you know this was written during the Second
World War — this element was there. Today it does not sound
very natural. It seems more like propaganda. But because of
Prokofiev’s brilliant brains, what Andrei says sounds a/most nat-
ural. I don't know how this part of the character will work. I will
concentrate more on the relationship with Anya [Anna Netreb-
ko, the Met’s Natasha], the love affair bertween Natasha and
Andrei. Natasha is the character who is at the center of the
opera. There are a lot of loose episodes in this opera that her
story holds together.

ON: When did you start preparing Rigoletto? I know that you
did “Cortigiani” in recital as long ago as 1994.

DH: I started preparing [to sing Rigolerto] long, long, long ago
— long before this engagement here in Houston was even
thoughr of.

ON: How did you start to
work on it?

DH: First of all, my normal
procedure when I ger an
engagement is to study
with a coach, with piano.
Memorize the role. Bur it
didnt happen this way with
the role of Rigoletto, which
I knew before I had even
begun to train my voice to
sing it. This was one of my
favorite roles, favorite
operas, musically — and
still is. I've been dreaming
of this part since I was
nineteen, twenty years old
— as soon as I began to
sing more or less profes-
sionally. And it is very
interesting that my opera
debur [in 1985, in Krasnoyarsk, Siberia] happened in Rigolerto,
as Marullo.

ON: So when you sang Marullo, did you ever think ...

DH: Oh, I've always been dreaming about it. I've been suffering
from this dream, thinking, “Oh, my God, my voice is too
young, it hasn't matured enough yet. I have to wait. How much
longer can I waie?” So it took almost twenty years for me to
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make my oldest dream come true.

ON: You did the role first in December 2000 at the Novaya
Opera in Moscow.

DH: That was my first try. It was directed by the Finnish stage
director Ralph Langbacka, who worked very much in the classical
tradition. He worked very, very well with me. I sang a couple of
performances in Moscow in this production, in the Novaya
Opera. This theater is small [700 seats] but acoustically very
unpleasant. It is very dry, which kills all the advantage of singing in
a theater this size. Then I participated in the same production in
the Savonlinna Festival in Finland. The house was three, four, five
times bigger, I guess, than the one in Moscow. It's huge, but
acoustically it is beautiful. Very natural — a real medieval castle in
the middle of the lakes.

ON: It was your idea to have Frank Corsaro direct the Houston
Grand Opera production. You had worked with him before this
in a Eugene Onegin concert in New York and as Valentin in
Faust for Lyric Opera of Chicago. What was it you liked about
collaborating with him?

DH: He has a creative mind — he throws our the ideas ar you
like fireworks, like a fountain. He has a brilliant spirir, as well as
a brilliant mind. I know the way he works. I called [Corsaro] up
when I realized that Houston Grand Opera was going to be
proposing [another director}, and I disagreed with this idea. The
director they were considering was very, very talented but too
young, I thought. I felt that I needed a director who was more
experienced, who would impart his professionalism and his
wealth of ideas to me and to the production. Frank Corsaro and
I have been friends for some time, and we have talked endlessly
abourt doing something together. When I realized that he was
free for this, I thoughr it was a perfect opportunity.

ON: He didn’t make you do 2 traditional-looking Rigoletto, Was
that something you wanted from the beginning — no hump?
DH: Oh, please. 1 still have a crunch [sic] here because of the
shoulder. [ Demonstrates.] Instead of a padded hump in Houston,
I had to raise the shoulder and then sing with this very awkward,
very uncomfortable position. I can tell you, it is not very pleas-
ant. My muscles ache. It is murder.

ON: Did you do the same in Moscow?

DH: No. In that production, it was normal, traditional “il
gobbo” — the hunchback.

ON: The beginning of the Corsaro production was interesting,
structuring the story as a flashback and directing part of “Pare
siamo!” to a child playing the young Gilda. Did Corsaro give
you all that as part of his concept, or did that develop in
rehearsal?

DH: As T remember it, a couple of months before rehearsals
[began], Frank and I had a conversation abour this. Obviously,
the director prepares as far in advance as we [singers] do, and
[Corsaro] explained his ideas to me about having Rigoletto
being a sexual power within the Duke’s court. Also, he sees
Rigoletto as being a Gypsy, with his family and Giovanna being
a sort of separate Gypsy world. This doesnt necessarily connect
with the Duke’s court — you could ask why the Duke would
hire a Gypsy man for his court, but I don't think it is that hard
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to explain. The Gypsies are
famous for travelling all the time,
never having houses. This explains
why Rigoletto travels all the time
with his daughter. Corsaro also
wanted me to look different in
terms of costume and, obviously,
in terms of my own hair. He did-
nt want the traditional look, he
wanted Rigoletto to look more
like me. Normally I'd think of
wearing my hair a little shorter,
bur he rold me to keep it long.
ON: Rigoletto looked like you
and sounded like you, too. You
sounded comfortable vocally and
dramatically.

DH: Hmm. I'm gertting to there.
I'm only beginning this part, and
I am trying to make it as comfort-
able as possible for the sake of the
future. I want to do this part for
many years, in more than one
production. Not too much,
maybe one production per year.
But I really need to get comfort-
able, to train, to adjust to this part
technically. Especially with the
“Cortigiani” and the big duert
ending with the “Si, vendetra” —
this is killing singing. With most
baritones, you hear the strain with
this, particularly when it comes
down to piane in the “Piangi,
piangi.” Most baritones are suffer-
ing here, either shouting their way
out of it or singing flar. What I
can bring to this with my tech-
nique, particularly in the “Piangi,
piangi,” are these pianissimo ele-
ments that are required and make
him a more complete character musically. I can do that part of it
easily.

ON: I was intrigued by your approach, which sounded very ele-
gant vocally. It reminded me of the ...

DH: The old school.

ON: The heavier voices are what we've grown used to hearing
since World War II. You sounded more like the lighter baritones,
who made the music really move.

DH: I listen to [Giuseppe] de Luca, to [Martia] Bartistini, who
has been called the king of the baritones, and who actually had a
real tenor-like quality to his voice. Obviously it projected, but
on recordings [his voice] sounds light. Technically, my voice
belongs more o this breed, the lyric baritones. That's the natural
sound I was given, no matter what my temperament is. I believe
that the role of Rigoletto was written for this type of voice. Even
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regarding the tessitura — a lot of Rigoletto lies very high, and
Verdi marks a lot of the score pianissimo and pianoe. It has hardly
been performed this way since, as you said, the Second World
War.

ON: How did your technique evolve in the direction of bel
canto? Was this something you learned when you were first
studying in Russia?

DH: From my youth, [ listened to old records and [bought] all
the old, rare records from shops, when I could find them, and
from other private collectors. It was always my hobby, as well as
a source of study for me — de Luca, Battistini, Bastianini,
Gobbi.

ON: Pavel Lisitsian must be in there, too.

DH: Yes, indeed. You know, I know him. We are friends. He is
celebrating his ninetieth birthday this year, and he invited me to



IN | MASNADIERI

FOR LONDON'S ROYAL
OPERA, ABOVE;

IN TSAR'S BRIDE

!AT SAN FRANCISCO
OPERA, BELOW

sing there, but I don't think I can make it. But he went to my
first Rigolerzo in Moscow. He is an incredibly warm, intelligent
person. Very warm, an enormous heart. I remember that the
first time he came to see me, a long time ago when I was appear-
ing in concert with a program of Russian folk songs, he went to
my dressing room and as a compliment, he rubbed my neck and
kissed me. I don't remember if he even said “Congratulations.”
What I remember is the gesture — so graceful and so generous.
I could have died afterwards, died smiling, because he is an ido/
of mine. By his style, by his nature and way of performing, Lisi-
tsian has always been isolated in comparison to other singers of
his generation in his own country. At his time in history, the
Soviet vocal school did not do much good. But he was always a
singer apart, by himself — very distinctive, in the best way. He
sings the scene with Violetta and the aria of Papa Germont, tak-
ing full phrases in one breath. And he has not gor a big sound,
but he has the technical ability and control like nobody else.
Incredible, clear vocal cords. He is a magician — one of the best
examples for any baritone, for any singer.

ON: How does Rigoletto compare with other Verdi baritone
roles that you have sung or are planning to sing?

DH: Easy answer. It is the hardest. It is the longest, the hardest,
the most dramatic, but musically you must be in control here
for an example — insane emotions, but musically the structure
needs to be maintained, or it is crude. I think after I have sung
Rigoletto a few times, I could sing anything.

ON: How does he compare with Posa in Don Carlo:

DH: Don Carlo is easy. Much easier, I should say. It’s all lyric. It's
nothing compared to this one. But what I like most abour Rigo-
letto, apart from the music, which is beauriful, is thar it gives
such an enormous opportunity to act. You have to be an acror in
this role. But what I have heard from the older gencration of
baritones is that even if you are a lousy singer and a lousy actor,
Rigoletto can still help you, because it is written so wisely. Such
a complete man.

There is so much in him that I don't know if I can find it all.
This is why I always try to improvise a little within the action,
and this is [supported] by Frank Corsaro, who hates when the
staging is set in a rigid, stiff way and is repeared 100 percent at
every performance. He likes me to improvise, and I do. I change
a lot of things in performance bur keep the basic ideas thar we
have worked out in rehearsal. It is so interesting, I am so excited
at every performance, really. You have caught me ar the peak of
my excitement and in my career.

ON: Doing recirals is one of your passions. Do you plan to keep
up a full calendar of those this season?

DH: Most of my attention right now is being paid to the operas,
to the new roles I have here in Houston and then in the winter
in New York, with War and Peace. It’s been a little while since I
have done a recital, and already I miss it so much. I have a won-
derful program, which I am going to do in Carnegie Hall in
December [2001] — Tchaikovsky and Rachmaninoff. This is a
sort of return for me to the type of recital I did ten, twelve years
ago, but I have refreshed
it, | hope, with some new
songs. It is interesting to
me to go back to these
songs now. I don't [ser
out] to make these songs
sound different, but I have
a different approach now,
whether because of my age
and my understanding
[points to his forehead), or
what has happened to me
vocally because of the dif-
ferent roles I have sung
since I last did this pro-
gram, I cannot tell. But I
like this program so much.
It is like breathing for me.

I also have another ace
in my pocket, which is the
Shostakovich Michelange-
lo cycle. These are very
beautiful [songs]. but this is a new language for me musically. I
have sung Shostakovich before, but these songs are especially
modern in style. So far. [ have done several recitals with this pro-
gram. The last was in Schwarzenberg, a very distinguished festival
up in the mountains of Austria. I sang the Shostakovich in com-

bination with the Mahler Kinderrotenlieder. It was probably so far
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my best performance. [ was partic-
ularly happy about the Mahler
with piano.

ON: Do you miss the orchestra?
DH: No, no. I prefer it with
piano, as well as the Lieder eines
Fahrenden Gesellen. Somehow 1
like it better. For me, the orches-
tra does not work the same way.
Of course, the orchestration is
something very accomplished,
very powerful. But the piano is
more powerful for me, because it
is simpler. This for me is more lib-
crating.

ON: You are eager to do more
Wolf songs in recital, I under-

stand.
DH: [ Laughs.] Wolf is in the future!
[ haven' rouched it yer. Bur [ am
quite determined — this is one of
my goals. Bur the Morike cycle is
so beautiful, how can I resist it for
much longer? I started to like this
as soon as I got the Dietrich Fisch-
er-Dieskau and Sviatoslav Richrter
edition, taped in live performance.
Its quite well known, this record-
ing. Such a fantastic piece, fantastic
performance.

ON: What about Schubert? Your
programs haven't featured very
much of his music. Doesn't he
appeal to you?

DH: He appeals to me, burt it is
too late! I should have begun with
him sooner, earlier in my career. |
missed this opportunity, and I

guess it’s too late. I cannot com-
pete with the real German-speak-
ing recirtalists like Tom Hampson. This music, Schubert’s music,
is his best style. He knows it better than anyone, and I would
rather listen to him sing it than listen to me sing it. I should do

something that will belong more to me. I have always liked
Wolf, as I say, but I have never had enough courage to start
doing it. Mahler has been always mine, it has always felt very

olf

close to me — his personality, his music, everything. But W
. if I do it, it’s going to be another peak of my career.
It won't hapy

three years to fulfill my Verdian roles. I have several operas and

en next secason, because I need another two,

new roles coming up. After War and Peace at the .‘\ler:({p«'»lir;an [
am going back to London for my first Trovarore. But next sea-
son, I will be doing Ballo in Chicago. Then in the same |
as) [ Masnadieri, which thank God | have done before,
doing Luisa Miller at Covent Garden. And here [in Houst

ason
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r. Ernani belongs more to the early Verdi, bel canto style,
h is more suitable for my voice now. But Simon Boccanegral
will definitely do some day not too far from now. A wonderful
part, bur [ can wait for it.

ON: Whart about lago?

DH: Ah, lago. Yeah. You know the famous Georg Solt, for
whom I auditioned about twelve years ago? It was practically the
day after my career began, and I was auditioning for Georg Soli!
Brrrrrrr! [ went to his house in London, and before I even sang,
Solti said, “I am doing Orello, and I would like you as Iago.”
And I answered — and remember I could hardly speak in Eng-
lish at this time, but I struggled to express myself with respect
for him — “Maestro, please wait for me! I am nort lago, [ am two
Then I sang, and after he listened to me, Solti said,

ontinued ¢




HVOROSTOVSKY, continued from page 21

“You are correct. Not Iago yer. Bur I will wait. We can do this
together in ten years' time.” Burt as you know, unfortunately he
died. And I never sang lago with him. But for this audition, I
had brought with me a coach, a piano player, and she had a
mini-gown on. And the whole time he was listening to me, Solti
couldn’t get rid of the pianist’s legs! [ Demonstrates Soltis eyes trav-
elling upwards.] My fault, of course, because I had called this girl
up to accompany me, and | had already been told that Solti was
a big man for the ladies, with big mink coats given to his latest
passion! So for me, this day was one of those unfortunare audi-
tions. [Laughs]

ON: You're a British resident now. Do you miss Russia at all?
DH: I go there very often. Lately I have been recording there,
with Delos and [conductor] Constantine Orbelian.

ON: The new recording [[Passione di Napoli) is terrific.

DH: You have heard this? This was my
first try for them. A crazy idea, yes, a
Siberian doing these Neapolitan songs?
Delos is doing a lot with new Russian
singers now — mezzo Marina
Domashenko, and another soprano,
new one — what's her name? Ah!
[Bangs forehead in frustration] Sclerosis!
Spinto soprano.

ON: Olga Guryakova?

DH: Guryakova! Yes, bravo! I should be
more updated on these young Russian
singers. I am becoming so ignorant.
Ah, never mind. Bur so far, | have done
a Verdian album with Delos [forth-
coming], Mario Bernardi conducting.

I recorded some old-style Russian
romances with Orbelian and this
orchestra as well, and next November,
after I go back to London, I will be in
Moscow recording Russian songs of the
period of the Second World War. Sovi-
et songs. These don' belong o classical
music any more — these are like the
pop songs of the 40s in Russia.

ON: Will this be like a crossover disc for you?

DH: I wouldn't call it crossover — it’s the wrong direction, I'm
afraid! But for me, it will be a different way of singing. The
parlando style would be the closest way of describing this. But
some of the songs are very melodic, so perhaps there is room
for a lictle classical style. I'm not doing these songs because |
am becoming purely patriotic or anything like that. It is a
tribute to people like my grandparents, to my grandma who
used to sing these songs when I was young. I grew up with
her. When I went to pick those songs. it took me only a few
hours. I didn’t have to study, study, study a whole lot of
albums or scores. It was fast work to find thirty or so of these
songs I knew and liked and remembered. They are wonderful
tunes, It's interesting — when 1 started to select and pick the
keys for my voice, they sent me scores, and I opened them,
and all were written in minor [keys]. None of them were writ-
ten in major.

ON: Why is that, do you suppose?

DH: Well, these are all about human sorrow. Whart was going on
during the war was not happy.

ON: You had a huge success with La Favorita at Opera Orches-
tra of New York last year. Do you have plans to do any more bel
canto operas?

DH: I should keep up with this music, but what turns me off are
the lousy stories — the naiveté in each of them. I have done a
few productions of Bellini’s / Puritani. Gorgeous music, but I
couldn’t stand to sing this stupid story any more. So I quir.
Favorita, actually, | sang once before, in Buenos Aires, at the
Teatro Colén. Gloria Scalchi, the Iralian mezzo, was Leonora
and Ramén Vargas was Fernando. Fantastic! I think he should
keep up with this repertoire. He is wonderful in it.

ON: He recorded La Favorita with Vesselina Kasarova.

DH: Was it in Italian or French? It sounds better in Iralian, for
sure.

ON: It sounded great in Italian at
Carnegie Hall last year.

DH: Well, what they did, because [Eve
Queler] didn’t want to be so much
compromised, was to choose a French
edition and translate that into Ifalian.
Which was lousy, lousy — regarding
the words, I mean. This translation
from French into Italian was not good.
Ridiculous. It would have been better
to do the Iralian version, for Christ’s
sake! But never mind. But I am very
pleased, anyway, because withour Eve, [
would not have done this role in Amer-
ica. None of the opera houses here are
interested.

ON: You started your international
career art the top, with a big win in the
[1989] Cardiff Singer of the World
competition. You won that and had the
talent to make a career afterwards. But
there are a lot of singers who do very
well in competitions and then just
aren’t very interesting performers.

POISED TO CONQUER
NEW WORLDS

DH: Or the opposite!

ON: Exactly! People who don't respond well to competition
pressure, but put them on a stage as a character, and they are
wonderful.

DH: The whole process of auditioning is miserable. I was so
lucky. I didnt do too many of these auditions, but I remember
being so miserable. And competitions are even worse than audi-
tions. | watch very carefully now the young singers coming up. |
used to be the youngest singer in any production, in every group
of colleagues, and now, no more! In the theaters in the U.S., par-
ticularly, you have understudies covering you, who are young
artists from the programs these companies have. Sometimes they
ask for master classes or lessons, which I have never [given]
before in my life. But it is interesting to watch how they are
developing their careers, their voices, while they are dreaming.
Maybe they don't have enough ability to make those dreams
come true yet. But those dreams will come if you work and you
are smart. Which is not easy — it’s easier some days to just
dream! O
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PYCCKUN KHA3b

OMuTtpnin - XBOPOCTOBCKUI  Hayan  CBOK  MENKAYHAPOLHYIO
Kapbepy ¢ rpomkoi nobeapl Ha KoHkypce "Kapanddckmnin MNesey,
mupa" 1989 roaa, B KOTOPOM 27-1€THUA CUBUPAK 3aHAN nepBoe
mecto B rpynne ¢uUHANMCTOB, B KOTOPYHD BXoAuau bBpuH
Tepdenb n MoHuka pyn. Cenuac, B pacuBeTe CBOMX BOKalbHbIX
cu1, XBOPOCTOBCKUIN obpalllaeTca K penepTtyapy CBOENW MeuTbl:
BEJINKME BepaueBckue poau gna baputoHa. B oktabpe 2001
roga, BCKope nocne csoero 39-netus, XBOPOCTOBCKUI BrepBble
BbICTYNMA B poan Puronetto B AmMepuke B BeCbMa CTPaHHOM
noctaHoBke ®paHKa Kopcapo B [paHa Onepe XblOCTOHQ,
nsobpasmelien WyTa Kak 6e3yMHOro, O4YeHb CEKCyaslbHOro
“uTanbsHcKoro PacnyTuHa”, Kak 6bl BCMOMMHAIOWLIETO WUCTOPUIO
cBOel Xn3Hu. Ho npoaymaHHasn, TOHKaa MHTepnpeTauma obpasa
XBOPOCTOBCKMM, KOTOpas, NO ero cobcTBEHHOMY MpU3HaHuIo, "B
npouecce OCMbiCieHMA", obellaeT xopowune MNepcnekTUBbI
byaywmx npepcrasneHuii npu MaHTyaHckom ggope. Mepep,
“Puronetto" B XblOCTOHE, HE3aJ0ArO A0 BO3BpaweHus B Hbto-
Mopk ana yyactva B moctaHoBkax “[oHa Kapnoca” v “BoitHbl
M mMupa” OH Jan UHTepBbio KypHany OPERANEWS.

OPERANEWS: Kak pYCCKni apTuct Bbl noay4Ynnm
MEXAYHapPOAHYIO W3BECTHOCTb, UCMOJIHUB Ha YyAMBJEHWE MaJio
PYCCKMX pone.

OMWUTPUA XBOPOCTOBCKWUM: Pyccknit penepTyap —a He Mory
nosgosnTb cebe NeTb MHOMO pPYycCKOro penepTtyapa. MHe
npeanaraloT 3T OnNepbl, HO OHW He pAgaa MOero rosoca.
Hanpumep, s 6bl HMKorga He ctan netb “KHAsa WUropa". A
nonpobosan (FpasHoit ) “Llapckyto Hesecty " Pumckoro-
KopcakoBa (B Onepe CaH ®paHuucko B 2000 roay), Ho 6onblie
HUKOrAa, HUKorga He byay sToro Aenatb. Hukorga. na storo
Hy}XeH natowmii 6ac-6apuToH, IIIrrpPPPPPPPPPPP..-

ON: Natowmin?

OX: Oa. Natowmin. Pycckme posu, KOTopble MOM ronoc nossosseT
MUCMNONHATDL, - 3T0 YalKoBcKU: EBreHnint OHernH —a nowo ero c
22 van ¢ 23 net, M 3TO BCe elWé XopolwaAa posb ANA MEHA,
nouytm 8 40 net —wn Eneukmn (B “lMuKoBon game”). Mosxke,
BO3MOXHO, “[lemoH". OTa onepa PybuHWTEMHA MeHA O4YeHb
npuenekaeTt. Ho 3TO elwe M pPoOKoBaA POSb.

ON: A KakK e KHAa3b AHapelt B “BoiiHe n mupe"?



OX: Xa! Oa! KHasb AHpgpeit. MeTpononnteH-onepa pAacT MHe
BO3MOXHOCTb NEPBbIN pa3 CbirpaTb 3Ty POJb. Bbl 3HaeTe, 3TO TakK
BbICOKO. Teccutypa HanmcaHa HEBEPOATHO BbICOKO. [TocMmoTpum,
KaK A C 3TUM cnpaBatocb. MeHs 3To He nyraeT. 1 HasbIBalo cebs
“GapuTOHOM, APYXKALMM C BbICOKMMM HOTamMK”. ITO MHTepecHasn
ponb, U y AHApPER ecTb HECKOJIbKO XOPOLWKNX Mesoani, ocobeHHo
No CPABHEHWUID C APYrMMM MEPCOHAXKaMn 3TON onepbl.

ON: Bbl HMKOrga paHble He neau "BoMHy M mup", HO Bbl
BUAenn 60/blUY0 YacTb onepbl?

OX: Het. Bo Bcakom cnydae, cMMOOHUN N BaneTHylo My3biKy
MNpokodbeBa A 3HAtO Honblie, Yem ero onepy. Ho KHura Tonactoro
- 3TO, KOHEYHO, Halla Knaccuka B Poccuun. 3HaeTe AU Bbl, YTO
NoYTl TMONOBMHA 3TOM KHUIM HanMcaHa no-ppaHLy3CKn?
Henerko, kKoraa T7bl wWKoAbHUK! HO oOHa ocTaérca B Hawwux
WKONbHbIX Nporpammax; Bce Mbl 6bliM 0653aHbl NpoYMTaTh
pomaH, Koraa Ham 6bino 13, 14 net. Tenepb A 6narogapeH 3a
3To. MHe ©6bl He XOTesoCb YWUTaTb 3Ty KHUIY BMEpPBbIE,
OZIHOBPEMEHHO M3y4yas My3blKY.

ON: Mbep be3yxos ropasgo 6onblie NPUCYTCTBYET B KHUrE, Yem
B onepe. Onepa Bbi3biBaeT 6o/blle cumnaTMK K AHApeto, He Tak
m?

DH: [a, KoHe4yHo. lbepa B onepe MeHblUe, YemM Bbl HageeTecb
ycnblwaTtb. B KHure 6onblue ero neperkmsaHuid. Uctopua Hatawwm
n AHAapea oveHb CMNbHAA B onepe. HO B uenom onepa OYeHb
6nn3ka K Tekcty Tonctoro. OpkectpoBka "BoOWHbI M Mupa"
HEBEpPOATHO OCTPOYyMHa — B My3blKE  MOXHO  YCAbIWaTh
MHOKECTBO CapKaCTUYEeCKMX LWYTOK. HoO MHe 6osblie HpaBuTCA
dopTennaHHaa napTMa B pPeneTUUMOHHOM nNapTUType, KoTopas
AN MeHs 3BYYMT KpacuBee, yeM opKecTpoBasn. (Cmeétca.)
MocmoTpum. MoxkeT ObiTb, A Nonbalo e€é Ha peneTMumsx B
Hblo-Mopke. Ho nepBsble AHM, camoe Hauyano u3yyeHus, Gbiam
OYeHb TAXeNbIMU. A U30 BCEX CMA CTapanca yrnybuTbcA B TEKCT,
NbITaACb 3aNOMHUTb ero.

ON: KaK Bbl HauMHaeTe peneTMuUMM COBEPLLUEHHO HOBOW POAM,
TaKoM Kak AHApei? Bbl npuxogute Ha peneTuummn C U3yyeHHOM
MY3bIKOW, 3HasA onpegefieHHble acneKTbl PO/AW, HA KOTOPbIX Bbl
XOTUTE COCPesOTOYUTLCA?

OX: O6blMHO Tbl  MOXeEWb CTPOUTb  (CBOK) KoHUENuMIo
NepcoHa)ka OAHOBPEMEHHO C M3yYeHMEem My3blKM U TeKcTa. Mo
mepe yraybaeHuss B HanMCaHHOE KOMMO3UTOPOM MOHMMAELLb,
YTO MMEHHO 06 3TOM repoe Tbl AO/XKEH CKa3aTb 3pPUTENAM.



ON: Y70, KaK Bbl 4yBCTBYeTe, HaMbosiee BaXHO MNOKasaTb B
AHppee?

OX: Hagetocb, 3To0 He natpuoTtusm. OcobeHHO BO BpemMeHa
MpokodbeBa — KaK Bbl 3HaeTe, onepa Oblaa HanMcaHa BO Bpems
BTopoit MmmnpoBoI BOMHbI — 3TOT 3neMeHT Tam bbin. CeroaHs 3To
3BYYUT HEe O4YeHb ECTeCTBEHHO. JTO 0onblle MOXOXKe Ha
nponaraHay. Ho 6naropapa 6nectawemy ymy [MpokodbeBa TO,
YTO roBOPMUT AHApPEN, 3BYYUT MoYmu ecTecTBeHHO. i He 3Hato,
KaK Bblpa3nTb 3Ty 4YepTy MnepcoHaxa. fl bonble cocpesoTovycb
Ha oTHoweHuax ¢ AHein (AHHa  Hetpebko, HaTtawa B
MeTpononuteH), ntoboBHOM pomaHe Mexay Hartawen w
AHgpeem. HaTtawa - 3T0 LeHTpanbHbIA NepcoHax onepsbl. B aToM
onepe MHOFO OTAENbHbIX 3MM3040B, KOTOpble 06beAuHAET eé
nctopus.

ON: Korga Bbl Hayanu rotoBuTb Puronetro? 1 3Hato, YTo Bbl Neau
“ Cortigiani” B conbHOM KoHuUepTe eue B 1994 roay.

OX: 1 Havan rotoBuTbcA (NeTb PuronetTo) AaBHbIM — AABHO —
3340/1r0 A0 NpuUrnaleHna B XblOCTOH.

ON: Kak Bbl Hayanu paboTtaTb Hag Hel?

OX: Mpexae Bcero, noayyaa npuraalleHne, A pasyynsato posb C
neaarorom, ¢ ¢oprennaHo. 3anomuHato posb. Ho ¢ Puronetro He
TaK, 1 3Han poJib elle A0 TOro, Kak Hayan roTOoBUTb CBOW rosoc
ana  Hee. OHa 6blna OAHOM M3 MOUX /IOBUMbIX ponei,
MobuMbIX onep, My3blKasbHO — U1 40 CUX MOpP OcCTaeTcA. 1 meutan
06 310l naptum c 19, 20 neT — KaK TO/NbKO Hayan neTb 6onee
UAn meHee npodeccnoHanbHo. OUeHb WHTEPEecHo, YTo  MoW
onepHbit gebiot (B 1985 roay, B KpacHosApcke, B Cubupwm)
coctoanca B "Puronetto" B poau Mapynno.

ON: UTak, Koraa Bbl nenn Mapynno, Bbl yxKe AyManu...

OX: O, a Bcerga meytan o6 stom. fl cTpafgan oT 3TUX MbICNEN:
"Tocnoan, Mo ronoc CAMWKOM MOMOA, OH ele HegoCTaTOYHO
cospen. A pomKeH nogoxaatb. CKOMbKO euwe aatb?”
MNoTtpeboBanocb noytn 20 neT, 4ToObl OCyWecTBMNACb  MoA
caMaa fAaBHAA MedTa.

ON: BnepBble Bbl cnenam 3Ty posb B AeKabpe 2000 roga B
TeaTpe HoBaa Onepa B Mockse.

OX: 9T0 6blna Mos nepsas nonbITKa. NocTaHOBKa (GUHCKOro
pexuccepa Panbda JloHrbaka, KOTOpbIA O4YeHb MHOro paboTan
B Kjaaccuyeckol Tpagamumu. OH O4YeHb, O4eHb Xopowo paboTan



CO MHOW. fl cnen napy cnektakneir B Mockse B Hosoi Onepe.
J1oT Teatp Hebonbwoit (700 mMecT), HO aKyCTUYECKM OYeHb
HenpuAaTHbIN. OH O4YeHb cyxoMl, YTo ybuBaeT Bce MpenMmyLLecTBa
NeHWs B TeaTpe TaKOro pasmepa.3aTeM f Yy4yacTBoBan B 3TOM
noctaHoBke Ha ¢ectmBane B CaBOHAMHHe B PUHAAHAMK. TeaTp
B 3,4,5 pasa b6osnble, HaBepHoe, Yem B MockBe. OH OrpomeH,
HO QaKyCTMYeCcKM npeKkpaceH. CMOPTUTCA O4YEHb ECTECTBEHHO —
HaCcToAWMI CpesHEBEKOBbIM 3aMOK nocpegun o3ep.

ON: 970 6blna Bawa wmges, 4Tobbl PpaHKk Kopcapo pykosogun
NocTaHOBKOM XblocTOHCKOM [paHg, Onepsol. [lo 3TOro Bbl Aenanu
BMECTe C HMM KOHUEepTHoe ucnosnHeHwe “EBreHma OHervHa”
B8 Hbto-Mopke un ponb BaneHTuHa B "daycte" B JIMpuueckoit
Onepe Yukaro. YTo Bam NOHPABUAOCH B COTPYAHMYECTBE C HUM?

OX:Y Hero TBOpYeCKMit ym — OH 3abpacbiBaeT Bac MAaeamMM, Kak
deliepBepK, Kak POHTaH. Y Hero 3ameuvaTtesibHaa Aylla, a TaKxKe
6nectawmii ym. 1 3Halo, Kak oH paboTaeT. 1 no3soHuUA (Kopcapo),
Korga MoHsas, 4yTo  XblocToH [panHg  Onepa  cobupaetcs
npeanoXuTb (Apyroro pexkuccepa), ¥ 8 He COrnacuiaca C 3TUM.
Pexuccép, KOTOporo OHM paccmaTpuBann, HGbln  OYEHb, OYEHb
TaNaHT/IMB, HO CAMLWIKOM MOJIoA, nogyman A. f 4yBCTBOBa, YTo
MHe Hy)KeH 6o/iee onbITHbIM perkuccep, KOTopbln nogenuncs 6ol
CBOMM NpodeccMoHaM3mom M 6oratcTBOM MAen CO MHOM U C
noctaHoBKon. Mbl ¢ ®paHkom Kopcapo ApyKuam HeKoTopoe
BPEMEHS, U Mbl OECKOHEYHO FOBOPUIM O TOM, YTobbl caenaTb
yTo-TO BMecTe. Korga s MoHsAA, YTo OH cBobogeH ANA 3TOro, A
noAymarsn, YTo 3TO MPeKpacHas BO3MOMKHOCTb.

ON: OH 3acTaBnAn Bac WUCNOAHATbL Puronetro HeobblyHO. ITO
6b110 TO, YTO Bbl XOTe/IM C CaMOro Ha4ana — HUKaKoro rop6a?

OX: O, noxanyicta. Y MeHa Bce eWeé XpycTUT 3a NAe4YOM.
(MokasbiBaeT.) BmecTto markoro ropba B XblOCTOHE A MOAHMMAIO
njaeyo U Moo B 3TOM OYeHb HeyaobHOM, oueHb HeyaobHOWN nose.
Mory BamM CKasaTb, YTO 3TO He OYeHb MPUATHO.Y MeHa bonAaTt
MblWUbl. 3TO youincreo.

ON: B MocKBe Bbl Aienann Tak xe?

OX: Het. B TOoi noctaHoBKe 6bin  0B6bIYHbINA, TPAAULMOHHbIN
"ilgobbo " - ropbyH.

ON: Hayano nocTtaHOBKM Kopcapo 6bl10  MHTepecHo,
BbICTPaMBaHWE MWCTOPMM KaK BOCMOMUMHAHWA W aapecoBaHue
yactn “Paresiamo! ”- K pebeHKy, urpatowemy oHyo xKunbay.



Kopcapo pan Bam 3TO KaK 4acTb CBOEM KOHUENUMUMU, AN 3TO
BO3HWKNO Ha penetnuumm?

OX: Hackonbko A nNOMHIO, 32 napy MmecAueB A0 Ha4vana
penetTnumii y Hac ¢ PpsHKOM COCTOANCA Pa3roBOpP Ha 3Ty Temy.
OueBMAHO, pekMccep TrOTOBUTCA TOMKE 3apaHee, Kak UMbl
(neBupl), n (Kopcapo) 06bACHMA MHE CBOM MbICIM O TOM, YTO
Puronetro sBnseTcsa cekcyasbHOM 3Hepruei npu asope lepuora.
Kpome Toro, oH npeacraBnsieT PUroneTro KaKk UplraHa coO CBOEW
ceMbéln, a [1)KoBaHHY KaK CBOEro poda oTAe/ibHblA LbIraHCKUI
MMUp. OTO He o0b6A3aTenbHO CBA3aHO €O ABopom [epuora — Bbl
MOXKEeTe CrnpocuTb, nodemy lepuor HaHAA ublraHa Ans CBOEro
ABOpPa, HO A AyMalo, 3TO HeTPYyAHO 06bACHUTL. LibiraHe M3BECTHbI
TEeM, YTO MOCTOAHHO MNYTELWECTBYIOT U HUKOrAa He MMET AoMa.
310 06bACHAET, noyemMy Puronetro BCE& BpemsA CTPAHCTBYET €O
cBoeit pgoyepblo. Kopcapo TaKKe XxoTes, yTobbl A Bbirnsgen
MHaYe C TOYKU 3PEHMA KOCTIOMA W, OYEBUAHO, C TOYKU 3peHus
Moel MpuYéckn. OH He xoTen TPaAULMOHHOIO BUAA, OH XOTes,
ytobbl Puronetrto 6bin 6onblle NOXOX Ha MeHA. i ayman
cAenatb BONOCbI HEMHOFO KOPOYE, HO OH MPeaoXua oCTaBUTb
VX OJIMHHbIMM.

ON: Puronetro BbIFNAA4eN KaKk Bbl W 3By4an TOXKE, KaK Bbl. Bam
6b1710 KOMPOPTHO BOKANbHO U ApPamMaTUYECKMU.

OX: Xmm. A ctapatocb fobutbea atoro. A TONBKO MpUCTYnaw K
3TOM napTUKM, U MNbITAlOCb CAeNaTb €e Kak MOXKHO bonee
yaobHoit B byaywem. A xody neTb €€ MHOro NeT, He OAHY
NMOCTaHOBKY. He C/NMLWKOM 4acTo, BO3MOKHO, O4Ha NOCTAaHOBKa B
roa. MHe, oelcTBUTENbHO, HY}KHO OCBOMUTbLCA, MOTPEHMPOBATLCA,
npucnocobuTbcs K 3TOW NapTMM  TexHWYeckn. OcobeHHo K
“Cortigiani“ n 6onbwomy  AyaTy, 3akaHuuBatowemyca ”Si,
vendetta" - 3To ybuilcTBeHHOe neHue. Y 6OMbLIMHCTBA
6apuUTOHOB Bbl C/bILLIMTE Hanps)KeHWe, 0COBeHHO Koraa Aeno
[oxoauTt o nuaHo B “Piangi, piangi”. BonbWMHCTBO 6apUTOHOB
MYYaloTCA 34€eCb, BbIKDUKMBAA CBOM PEMIMKM, MAN NOKT MIOCKO.
Yto A Mory caenatb CBoel TexHWKoM, ocobeHHoO B  “Piangi,
piangi”, - 3TO TOT 31E€MEHT NMNAHNUCCMMO, KOTOPbIA Heobxoaum
Aenaet repos 6onee LENOCTHbIM B My3blKa/ibHOM naaHe. 3T0
HEC/NIOXKHO A/ MeHs.

ON: 3aMHTpVIFOBaH BawWhm noaxoaom, 3By4UT OYEHb 3/1€eraHTHO
BOKa/IbHO. 9TO HAaNOMHWAO MHe...

OX: Crapyto wkony.



ON: Bonee Taxesnble rosoca-3To TO, YTO Mbl MPUBBLIKAM CAbIWATb
CO BpemeH BTopoit mMpoBOM BOMHbI. Bawl ronoc noxox Ha
bonee NéErknn GaputoH, 6onee NoABUKHbIN.

OX: A4 cnywao (Oxkysenne) ge Jlyky, (Mattva) BatTucTuHK,
KOTOPOro  HasblBa/M  KOpPONém  GAPUTOHOB UM KOTOPbIN
OencTBuTenbHO 06n1a4an HacToAWMM TEHOPOBbLIM  KayecTBOM
ronoca. OueBuaHO, OH NpoeuupyeTcsa, HO B 3anucax (ero ronoc)
3BYYMT Nerko. TeXHUYECKM MOM rosioC MPUHAANEXMUT CKopee K
3TOM nopoae, IMpPUYEcKkMm bapuToHam. ITO eCTeCTBEHHbI 3BYK,
KOTOPbIA MHE JaH, He3aBUCMMO OT MOero TemrepameHTa. f
CyuTalo, YUTo ponb Puronetto 6blia HanucaHa Ana 3Toro Tuna
ronoca. Jaxe OTHOCUTENIbHO TECCUTYpbl — MHOro Puronerro
HanMMcaHO O4YeHb BbLICOKO, U Yy Bepau MHoro nomeTok
nuaHuccumo m nuaHo. Co BpeMéH BTopoit MMPOBOM BOMHbI, KaK
Bbl 3aMETW/IM, TaK MOYTU HE WUCMOJIHANOCD.

ON: Kak pasBMBanacb Balla TEXHWKA B HamnpaBieHUU HGeNbKaHTO?
Bbl aTOoMy yumnucb ewé B Poccumn?

OX: C oHOCTM A caylwan cTapble NAacTUHKKM U (Nokynan) Bce
cTapble, pegkvMe MAACTUHKM B MarasuHax, Korga Mor WX HauTw,
M Yy YacTHbIX KO/MNeKuMoHepoB.ITo Bcerga 6bi10 moum xo66u,
a TaKXe MCTOYHWKOM M3ydeHus Ons meHs —ae Jlyka, baTTuctuHuy,
bactnaHuHu, Fo66Mm.

ON: U MNasen Jlucuuman.

OX: [la, KoHe4yHo. Bbl 3HaeTe, Mbl 3HaKOMbl. Mbl apy3ba. B sTom
rogy oH oTme4aeT 90-neTue, OH MpUrAacMn MeHA cnetb Ha
tobunee, HO A He cmory. Ho OH npuxoguMn Ha MOE nepsoe
"Puronetro" B Mockse. OH HeBEpPOATHO TENNbIN,
WMHTE/INFEHTHbIN YenoBeK. [opsyee, orpomHoe cepaue. NMomHto,
nepsblii pas, KOr4a OH MpuULIeNn KO MHe, 4aBHbIM-43aBHO, KOraa A
BbICTYNan C MPOrpamMmmoi PYCCKMX HAPOAHbIX MeceH, OH 3aluén
KO MHe B TPUMEPKY W B KAauyeCTBe KOMMAMMEHTa OBOHAN MeHA U
nouesosan. A garke He NOMHIO, CKasan an oH: "Mosgpasnsto”.
A NOMHIO TONBbKO 3TOT JKECT - TAaKOM Kpacusbii M TaKoM
BE/IMKOAYLWHbIN. Mocne Takoro s mor 6bl ymepeTb, yMepeTb C
YyNbIOKOW, NOTOMY YTO OH - MOW Kymup. Mo cBoemy CTUALO,
XapaKTepy W MaHepe WCNoAHeHuA JIMcuumaH Bcerga CTosN
OTAEeNbHO OT ApYyrMx MeBLOB CBOEro MOKO/MEHUA B Hallew
CTpaHe. B TO BpemsA B UCTOPUM COBETCKOM BOKA/SIbHOWM LUKO/bI
6blNO He TaK MHoro xopolero. Ho oH Bcerga 6bln neBuom
0Co6eHHbIM, O4EeHb CBOEObHPasHbIM, B Jly4lleM CMbICae 3TOro
cnoBa. B cueHe c Buonettoit n aputo nanbl epmoHa OH NOET
uenble ¢ppasbl Ha OAHOM AbIXaHUM.Y Hero HeT 6ONbLIOro 3BYKa,



HO OH ob6nagaeT TeXHUYECKMMU CNOCOBHOCTAMM U KOHTPO/EM,
KaK HUKTO JApyroil. HeBeposaTHO UMCTble rON0COBble CBA3KU. OH
BONWEBHUK — OAUH M3  Ay4ylWwMX MpMMepoB Aana nwboro
6aputoHa, ana noboro nesua.

ON: Kak PurosneTto B cCpaBHEHMWU C AOPYrMMU OApPUTOHOBLIMMU
naptuamu Bepau, KoTopble Bbl YXKe UCMOJHWAN UK MJIAHUpPYyeTe
WUCNONHUTL?

OX: lerko otBeTuTb. OHa camaAa TpygHaa . OHa camaa AAMHHaA,
camas TpyZAHas, camas ApamaTU4HasA, B My3blKaJibHOM MaHe Bbl
AOJ/IKHbI ObITb 346€Cb NOA KOHTPOJieM (MOKasblBaeT Ha CBOM
nob), udaue noddddddddddPPT. Bosbmem  ans  npumepa
“Cortigiani” - 6e3ymHble 3MOUMU, HO MY3bIKaNbHO CTPYKTYpYy
HYHO KOHTPOJ/IMPOBaTb, MHA4Ye OHa 3BY4YMT CbIpo . A Aymato, Yto
rnocse TOro, Kak A HECKoJIbKo pa3 cnen Puronetto, a mor 6bl
neTb 4YTo YrogHo.

ON: Kak ero mo»Ho cpaBHUTb ¢ [Mo3oi B “AoH Kapnoc”?

OX: “OoH Kapnoc” npouwe. A 6bl ckasan, ropasgo npoue. 310
NMpUKa. Hnuto He cpaBHutca ¢ “Puronetto”. Ho 4to MHe
bonblle BCero HpasuTca B “PUronetro”, nOMUMO My3bIKM,
KOTOpana MpeKpacHa, Tak 3TO TO, YTO 3Ta onepa AaéT TaKylo
OTPOMHYI0 BO3MOXHOCTb MrpaTb. Bbl A0/XKHbI 6bITb aKTepom B
3ToN poawn. fl cabiwan OT CTaplero NOKoNAeHWss GapUTOHOB, YTO
Oake ecnn Bbl NJIOXON neBel, M MNaoxoin akTep, Puronetto Bcé
pPaBHO MOXKET BamM MOMOYb, MOTOMY YTO HAMMCaHO TaK MyApo.
TaKol KMBOW YesoBEeK.

B HEM TaK MHOrO BCEro, YTo A He 3Halo, CMOry /M NoKasaTb BCé
aT0. Bot nouemy A Bcerga cTapatochb HEMHOro
MMNPOBU3NPOBaTb, U 3TO (Noaaep:kmeaeTcsa) PpsHKkom Kopcapo,
KOTOPbIM  HEHAaBWMAWT, KOrga  MOCTAaHOBKA  HemnoAasWiKHas,
3acTbiBWas M nosTopseTca Ha 100 NpOLEHTOB Ha Kaxaom
cnekTakne. OH  nO6GUT, Korda A  MMMPOBM3UPYID, M A
MMMPOBU3NPYLD. 1 MHOrOe M3MEHAID B CMEKTAK/e, HO COXPaHA0
6a3oBble MAEW, KOTopble Mbl BbipaboTannM Ha peneTuuMu. ITO
WHTEPECHO, 1 BOJIHYIOCb Ha KaXAOM CheKTakne, npasaa. Bbl
3aCTa/IM  MEHA Ha TMMKe Moero nogbéma W B3néTa MoeW
Kapbepbl.

ON: ConbHble KOHUEepTbl —0AHa M3 Bawwux cTpacTel. MnaHupyeTe
NI Bbl COXPAHWUTb MOJIHbIA KafeHAapb UX B 3TOM Ce30He?

OX: Cetuac MOE BHMMaHME B OCHOBHOM COCPEAOTOYEHO Ha
onepax, Ha HOBbIX PO/AX, KOTOPble A MO 34ecb, B XblOCTOHE, a



3aTem 3umoit B Hbto-Mopke B "BoliHe 1 mupe". Mpolwno coscem
HEMHOrO BPeMEHW C MOEero MociaefHero COJIbHOrO KOHLLepTa, HO
A yXKe CKy4yato Mo HUM.Y MeHA ecTb 3amevaTenbHana Nporpamma,
KOTOpyto A cobupatocb cneTb B KapHern Xonn B gekabpe (2001)
- YallKkoBCKMI M PaxmaHMHOB. 3TO CBOEro poAa BO3BpalLeHMEe K
TOMY TUMY KOHLEpPTa, KoTopbid A gaBan 10-12 net Haszag, HoO A
Hazetocb OOHOBUTL €ro HOBbIMM pPOMaHCaMW. MHe WHTepecHo
ceMyac BepHYTbCA K 3STUM npomssegeHuam. A He cobuparocb
netb MX MO-4PYromMy, HO Cerdac y MeHa Apyroh noaxon, 70 /v
M3-3a MOEro BO3pacTa M MOEro NMOHWMaHMs (yKasblBaeT Ha CBOW
Nnob), To M U3-3a TOro, KakMe U3IMEHeHUA MPOU3OLIAN CO MHOM
BOKa/IbHO M3-3a PasHbIX POJiel, KOTopble A Men ¢ Tex nop, Kak
B MOC/eAHUI pa3 genan 3Ty Nporpammy, i He Mory cKasaTtb. Ho
MHe O4YeHb HPaBWUTCA 3Ta Nporpamma. Jas MeHs 3TO BCE paBHO
YyTO AblWwaTb.

Y meHA ecTb ewgé oauMH Ty3 B KapMaHe, 3TO  UMKN
MukenaHaskeno - LllocTtakoBuya. 3TO O4YeHb KpacuBsble (NecHu),
HO 3TO HOBbIA A3bIK ONA MEHA B My3blKa/lbHOM nMnaHe. A u
paHbwe nen locTtakoBMYa, HO 3TM  MNECHU OCOBEHHO
coBpemMeHHbl no ctuato. [anee. 1 cnen HECKONbKO KOHLEPTOB C
aToW nporpammolii. MocneaHnin 6bin B LUBapueHbepre, Ha o4YeHb
ussectHom cdectmusane B ropax Asctpun. i nen LloctakoBuya B
coyeTaHmn ¢ “NecHammn 06 ymepwmnx petax” Manepa. MNoxanyi,
3T0 6blI0 MOE Aydwee BbicTynaeHne. OcobeHHO  MHe
noHpasunca Manep nog ¢opTtenmaHo.

ON: Bam He xBaTano opkecTpa’?

OX: HeTt-HeT. A npegnountato nog  doprenuaHo, “lNecHu
CTpaHcTBylOWEro nogmactepba” ToXKe. [loyeMy-TO MHe Tak
6onblwe HpaBuTcA. A MeHA OpKecTp 3BY4MT MO-Apyromy.
KoHeuHOo, OpKecTpoBKa - 3TO HEYTO O4YeHb COBEpLUEHHOEe, OYeHb
mowHoe. Ho poanb ONA MeHA MolHee, NOTOMY 4TO npoLie.
dtopmaéTmHebonbluytocBobOay.

ON: Hackonbko A mnoHMmalo, Bam He TEPNUTCA WUCNOJIHUTL
HEeCKO/IbKO neceH BO!'Ib(I)a Ha KOHLepTax.

[OX: (Cmeetcs) Bonbd B byaywem! i K Hemy ewé He npuKacancs.
Ho s nonoH pewmnmoct¥ —3To oAHa M3 Moux uenei. Ho umkn
Ha cTuxM MéEpuKe TaK MNpeKpaceH, Kak A MOry COMpOTUBASTLCS
emy pgonro? MHe OH MOHPaBW/CA, KaK TONAbKO A MOAyYUN
n3gaHne [Outpuxa Ouwepa-Auckay wn CeAtocnasa Puxtepa,
3aMMcaHHOE B KMBOM WCMOJIHEHMW. ITa 3anucCb L0BOJIbHO
XOpowo uM3BecTHa. Takoe  ¢daHTacTMYecKoe npousBeaeHue,
dbaHTacTMYeckoe WUCNoNHeHUe.



ON: A KaK e Lyb6ept? B BawmMx nporpammax He Tak MHOro
ero Mmysblkn. OH Bac He NpuB/EKaeT?

OX: OH npuBnekaeT MeHs, HO yXe nosgHo! A gonxKeH 6bin
HayMHaTb MNeTb ero paHblwe. A ynyctun 3Ty BO3MOMHOCTb, U,
HaBEPHOE, yXKe C/AUWKOM MN034HO. Al He MOry KOHKypupoBaTb C
HACTOALMMM HEMELLKOFOBOPALMMM MNEBLLAMMU, TAKUMMU KaK Tom
XaMncoH. 3Ta my3blka, My3blka LLybepTa, - ero ayywnii ctuab. OH
3HaeT ee Jyylle, YemM KTo-nMbo apyroi, 1 a npeanoyen Obl
CNyWaTb, KAK OH NOET €€, yem neTb camomy. 1 fo/KeH aenatb
TO,4TO BO/bLIE CBOMCTBEHHO MHe. MHe Bcerga Hpasusca Bonbod,
KaK A y)e CKasa/l, HO Y MeHA HWKOrga He XBaTa/lo CMesiocTu
HayaTb 3aHMMaTbcA MM. Manep Bcerga Obin MoOMM, OH Bceraa
6bl1 MHe o4YeHb 6/IM30K — ero JINYHOCTb, ero MysblKa, BCé. Ho
Bonbd ... ecnm s 3Tto caenaro, 3To byAeT ewe ogHMM MUKOM
MOeN Kapbepbl.

B cnepytowem cesoHe 3TO He MOYYUTCA, MOTOMY YTO MHe
HY)HO ewe 2-3 roga, YTobbl MCNONHUTL MOM BEpAUEBCKME
poan.Y MeHs B MNaHax HECKO/IbKO onep W HOBbIX poseit. Nocne
“BoliHbl 1 mnpa” B MeTpononuTeH s BO3BpalLatocb B JIOHAOH
K cBoemy nepsomy “Tpybagypy”.B cneayouiem cesoHe s nowo
“Ban” B Yukaro. 3aTem B TOM e (ce3oHe) “Pa3boMHuMKMK”,
KOTOpbIA, cnaBa 6ory, A yxe nen paHbwe, notom “Jlynsa
Mwunnep” B KoBeHT-TapaeHe. A 3aech (B XblOCTOHE) peub UAET O
apyrmx  ponax Bepan. “CumoH  BoKkaHerpa”, moxkeT ObITb,
“IpHaHn”. “OpHaHn” 6Gonblle NPUHANENKUT paHHemy Bepawm,
cTMnto  6enbKaHTO, KOTOpbIM celvac 6Gonblue nogxoguT Ans
moero rosioca. Ho “CumoHa BoKkaHerpy” s o6s3aTenbHO Cnoto
KOr4a-HMbyab yXKe CKOpo. 3amevaTenbHas posb, HE  MOry
[0XOaTbCA eé.

ON: A Kak e fro?

OX: A, Aro. Ja. Bol 3HaeTe 3HameHuToro [eopra Contu, y
KOTOPOro s MnpocaylwmBanca okono 12 netr Hasaa? 310 6bino
NPaKTUYECKM Ha chneayowuin  AeHb MOcne Hayana Mmoei
Kapbepbl, U A npocaywwmsanca y [leopra Contu! bpppppp! A
npuvexan K Hemy gomon B JlIoHAOHE, U nepen TeM Kak A Hayan
netb, Contu cKkasan: “fA noto OTenno, n s xoten 6bl, YTOObI Tbi
6bin Aro”. U A8 OTBETUN — MOMHIO, B TO Bpema A eaBa mor
roBOPUTb MO — aHINIMINCKM, HO U30 BCEX CUJA1 CTapasica BbipasuTb
eMy cBoe yBaeHue: “MascTpo, noxKanyihcra, nogoxamte meHs!
A He fAro, a chnwkom monoa!”-Motom A cnen, u ConTn cKkasan:
“Ewé He Aro. Ho a nogoxay. Mbl cmoxem crneTb 3TO BMecTe
yepes pgecatb net”’. Ho, Kak Bbl 3HAETe, K COXAJMIEHWUIO, OH yMmep.



N a HuMKoraa He nen ¢ HUM fAro. Ho Ha 3To npocnywuBaHue A
npusén ¢ coboit neparora, MMaHUCTKY, OHa Oblla B MUHU-NIATbE.
M Bcé Bpema, noka caywan meHA, CONTU HMKAK He Mmor
n36aBuTbCcA OT Hor nuaHucTku! (MokasbiBaet B3rnag Contw,
yCTpeM/ieHHbIn BBepx). Moa owunbka 6blna npurnacutb 3Ty
OEBYLIKY COMPOBOXAAaTb MEHA, MHE e YXe pacCKasaau, 4to
Contn  6bin  60NbWMM  NOKAOHHMKOM [am, C  OFPOMHbIMMU
HOPKOBbIMWU  WyH6amMK, MNoAapeHHbIMM UMM ero nocaegHen
cTpactn! Tak 4yto AON8 MeHs 3TOT AeHb 6Obin  ogHUM U3
HeyAauHbIX NpocaywmeaHuii. (Cmeértcs).

ON: Bbl Tenepb rpaxkgaHuH BenukobputaHuu. CKyyaete nn Bbl
no Poccuun?

OX: A 6biBalo Tam o0O4yeHb 4acTo. B nocnegHee Bpemsa 1
3anucbiBatocb Tam ¢ [Jenocom u (gupuxképom) KoHcTaHTUHOM
OpbenaHom.

ON: HoBas 3anucb (“Passione di Napoli”) notpscatowas.

OX: Bbl cabiwann eé? 3to 6611 Mo nepBbiid onbIT. Cymacwealias
naena, Aa, CMbUPAK, UCNONHAIOWMIA  HEeanoAUTAHCKME MEeCHWU?
Oenoc ceituac mHoro paboTaeT C HOBbIMM PYCCKMMK NEBULLAMM
— Meuyo MapuHoi [JomaleHKo M elle OAHOM comnpaHo, HOBOWM
- Kak eé 30ByT? Al (PasapakéHHo 6bET cebs no nby) Cknepos!
CnuHTO - conpaHo.

ON: Onbra lypsikosa?

OX: T'ypakosa! [a, 6paBo! MHe HyXHO 6osblie 3HAaTb 06 3TUX
MONoAbIX pYCCKUX nesuax. A CTaHOB/OCb TaKMm
HeBerkecTBEHHbIM. Ho He 6epa. Tonbko 4YTO A 3anucan
BEpPAMEBCKMUI anbbom ¢ [lenocom (roTOBUTCA K  BbIMYCKY),
anpunxnpyetr Mapuo bepHapgm.

Al 3anucan cTapuHHble PycCKMe pomaHcbl ¢ OpbensHom u ero
OPKeCTpoMm, a B Hosbpe creayloLLlero roga, nocse BO3BpPaLLEHUs
B JIoHAOH, byay B MoOCKBe 3anucbiBaTb PycCKMe NecHW nepuoaa
BTopoit mmnpoBon BOMHbI. CoBeTckana necHsA. OHWM He OTHOCATCA K
K/ACCMYECKON My3blKe, 3TO nonyaspHble necHn 40-x rogos B
Poccun.

ON: 3ToT AmMck byaeT yem-To BpoAe Kpoccosepa?

OX: A4 ©6bl He Ha3Ban 3T0 KpoccoBepom — 60lOCb, 3TO
HenpasuabHo! Ona meHA 310 OyaeT Apyraa MaHepa MNeHuUA.
CTMnb napnaHAo - HaBepHOe, CaMblii BepHbIA crnocob onucatb
3T0. HO HeKoTopble MNecHM O4YeHb MeNoAWYHbI, TaK uTO,



BO3MOHO, UMEET MeCTO M KNACCMYECKMI CTWAb. A 3anucbiBato
3T MEeCHM He NOTOMY, YTO S CTAHOB/IOCb MATPUOTOM WU YTO-
TO B 3TOM pofe. 3TO [AaHb YBAKEHWUA NIOAAM  CTapllero
nokoseHus, moen 6abyliKke, KOTOpas nena 3TU NecHW, Koraa A
6bl1 ManeHbkUM. A poc ¢ 6abywkoi. Korga a Havan otbupaTb
3TW MEeCHW, 3TO 3aHANO BCErO HECKO/IbKO 4acoB. MHe He HYXKHO
6bl10 M3yyaTb Uenyto Kydyy anbbomos uam naptutyp. Hantn 30
WA OKONO TOrO MeceH, KOTopble A 3HaA, I06MA U MNOMHUA He
3aHAN0 MHOFO BpPeMeHW. ITO YyaecHble menoamu. MHTepecHo —
Korga A HauymHan BblbMpaTb M noabupatb TOHANbHOCTb ANA
CBOEro rosioca, MHe MPUCLINAAM MNapPTUTYPbl, A UX OTKPbIBaA, U
BCE OHWM OblAM HanucaHbl B MuHOpe. HMW opHa He 6bina
HanucaHa B Markope.

ON: Mouyemy TaK, Kak Bbl Aymaete?

OX: da, 3T0 BCE O YenoBeyeckom rope. BoeHHoe Bpems 6bino
HepagoCTHbIM.

ON: B npownom roay Yy Bac 6bla  OrpOMHbIA  ycnex B
“®aBopuTKe” ¢ onepHbIM opKecTpom Hbto-Mopka. EcTb an y
Bac B M/aHax eleé Kakne-HMbyab onepbl 6enbKaHTO?

OX: A ponxeH netb 3Ty My3blKY, HO MeHA OTTaJIKMBAKOT rAynble
UCTOPUN — WX HAMBHOCTb. A CNen HeCKONbKO  NOCTaHOBOK
"Myputan" BennuHu. BenvkonenHas Mmysbika, HO A 6onblle He
MOry neTb 3Ty raynyt uctoputo. MNostomy A npekpatu.
“®aBopuTKY “, HA camom Jene, 1 Nen oAHa)KAbl paHblue, B
BbysHoc-Alipece, B Teatpe KonoH. Mopus Ckanbuu, utanbaHcKas
meuuo, 6blna  JleoHopoi, a PamoH Baprac - ®depHaHzo.
®aHTactmkal Oymato, oH p[oakeH netb 3ToT peneptyap. OH
BE/IMKOJIENEH B HEM.

ON: OH 3anucan “dasoputky” c BecennHoli Kasaposoli.

OX: Ha nTtanbaHCKOM man Ha ¢paHuy3ckom? Ha uTanbaHCKOM,
KOHEYHO, 3By4nUT nyulle.

ON: B npownom rogy Ha MUTanbaHCKOM B KapHerm-Xonn 310
3BYy4Yano BeNUKONEnHo.

OX: Yto oHn wun cpenanu, notomy uto (EBa KBenep) He xoTena
OYeHb pPUCKOBATb, TaK YTO B3AAM paHLy3CKoe wu3daHue W
nepesenn ero Ha UTaNbAHCKWUIA. [oNyY4MNOCh NAOXO, MIOXO — YTO
KacaeTcA TekcTa. MepeBos ¢ GPaHLY3CKOro Ha UTANbAHCKUIA Obin
oTBpaTuTenbHbin. Henenbin. Jlydywe  6bino 6bl  caenaTb
WUTaNbAHCKYIO Bepcuto, paam Bcero ceaTtoro! Ho Huuyero. U a Bcé
paBHO O4YeHb A0BOJIEH, MOTOMy 4TO 6e3 EBbl A Obl He cnen 3Ty



ponb B Amepuke. HW oaHOMY M3 OnepHbIX TeaTpoB 34ecCb 3TO
HeMHTepecHo.

ON: Bbl Haya/M CBOK MEXKAYHAPOAHYIO Kapbepy Ha BepPLUMHE, C
6onbwoit nobeabl B KoHKypce CardiffSingeroftheWorld (1989).
Bbl nobeamnun, U1 Mmenn TanaHT caenaTb Nocie 3TOro Kapbepy.
Ho ecTb MHOro neBUOB, KOTOPbIE OYEHb XOPOLLO BbICTYNAOT Ha
KOHKypcax, a MNOTOM CTaHOBATCS He OYeHb WHTEPEeCHbIMU
NCMONHUTENAMM.

OX: Unn HaobopoT!

ON: Botr wumeHHO! Jllogu, KoTopble MNJI0OXO CRAPABAATCA C
NPECCUHIOM KOHKYPCOB, OKa3blBasaCb Ha cueHe B o06pase,
CTAQHOBATCA MPEeKpacHbI.

[OX: Cam npouecc npocaywmnsaHmna yxkaceH. MHe nosessno. fl He
Tak 4yacto 6bIBan Ha MNPOCAYLIMBAHMAX, HO MOMHIO, YyBCTBOBA
cebs CKBEPHO. A KOHKYPCbl - 3TO €ellle Xy»Ke MpocaylimnBaHumii. f
ceMyac o4yeHb BHMMATENbHO CAEXKY 3a MNOABAEHUEM MOJIOAbIX
nesuoB. PaHble A cam Obln cambiM MOMIOAbIM NEBLOM B /ito60M
noctaHoBKe, B toboi rpynne Konner, a Tenepb HeT! B TeaTpax
CLUA, B uacTHocTWM, y Bac ectb Aybnépsbl, cTpaxywollme Bac,
MoNo4ble apTUCTbl M3 MNPOrpamMm 3TUX TeaTpoB. MHoraa OHu
NPOCAT MacTep-KAacCbl UAN YPOKM, KOTOPblE A HUKOTAA B XU3HU
(He paBan) paHbuwe. MHTepecHO HabatoaaTb, KaK OHM Pa3BMBAIOT
CBOIO Kapbepy, CBOM rosioc, MOKa OHWM MeuTatoT. MoKeT 6biTb, y
HUX elé HeaoCTaTOYHO crnocobHocTel, YTobbl BOMAOTUTH 3TU
MeuyTbl B peasibHOCTb. Ho 3TM meuTbl cbyayTtcs, ecnn Bbl YMHbI
n bypete pabotaTb. A 3TO Henerko — uMHoraa 6biBaeT npotle
npocTo nomeytatsb!

MepeBog, ¢ aHrauiickoro Hatansu Tumodeesoit



