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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 twenty-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, shortly
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 “Tealian 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 talked to OPERA NEWS early in the HGO Rigolerro run,
shortly before returning to New York for Met performances of
Don Carlo and 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, but they
are not for me. For instance, I would never do Prince Igor. | tried
[Gryaznoy in] The Tar’s 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-
ITTT.

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 rwenty-two or twenty-three, and it
is still a good role for me, at almost forty years of age — and
Yelewsky [in Queen of Spades). Possibly, for later, The Demon.
This opera by Rubinstein attracts me very much. But ic's a
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killing part as well.

ON: How about Prince Andrei in War and Peacel

DH: Ha! Yes! Prince Andrei. The Metropolitan Opera will give
me my first chance with this role. You know, he is so /igh. The
tessitura is written incredibly high. I shall see how I cope with
this. It doesnT 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. But the book of Tolstoy is,
of course, our classic in Russia. Do you know thar almost half
of this book is written in French? Not casy when you are a stu-
dent! Bur this book stays in our school programs; all of us were
obliged to read the novel when we were thirtecen, fourteen
years old. I am grateful for this now. [ 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, doesn'tit?

DH: Yes, yes. Pierre has less in the opera than you might think.
In the book, there is more of his unhappiness. Natasha 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 lor of sarcastic jokes in the music. I actually like the
piano part in the rehearsal score, which to me sounds more
beautiful than what 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. Bur 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 berween 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: 1 started preparing [to sing Rigoletto] 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 get an
engagement is to study
with a coach, with piano.
Memorize the role. Bur it
didn’t 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 Rigoletto,
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 hasnt matured enough yet. I have to wait. How much
longer can I wait?” 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 out the ideas at you
like fireworks, like a fountain. He has a brilliant spirit, 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 bur 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
about doing something together. When I realized that he was
free for this, I thought it was a perfect opportunicy.

ON: He didnt make you do a 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 I remember it, 2 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 doesn't necessarily connect
with the Duke’s court — you could ask why the Duke would
hire 2 Gypsy man for his court, but I don't think it is that hard
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“Lyric baritone is the

natural sound | was given,

no matter what

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-
n't 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 told me to keep it long.
ON: Rigolerto 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 duer
ending with the “Si, vendetra” —
this is killing singing. With most
baritones, you hear the strain with
this, particularly when it comes
down to piano in the “Piangi,
piangi.” Most baritones are suffer-
ing here, cither shouting their way
out of it or singing flac. What I
can bring to this with my tech-
nique, particularly in the “Piangj,
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 [Marttia] Battistini, 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 to this breed, the lyric baritones. That's the natural
sound I was given, no martter 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 Rigolerto lies very high, and
Verdi marks a lot of the score pianissimo and piano. 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, I 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
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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
Sovier 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 got 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.

20

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 beautiful, is that it gives
such an enormous opportunity to act. You have to be an actor in
this role. But what I have heard from the older generation 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 but keep the basic ideas thar we
have worked out in rehearsal. It is so interesting, [ am so excited
at every performance, really. You have caught me at 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, bur 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 _fbr head ), 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]. bur 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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"l used to be the
the youngest singer
in any production,
and now, no more!"”

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!
I havent touched it yet. Bur [ am
quite determined — this is one of
my goals. But the Mérike 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 Richrer
edition, taped in live performance.

Its quite well known, this record-
ing. Such a fantastic piece, fantastic
performance.

ON: Whar 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
hir
missed this opportunity, and I
guess it's too late. I cannot com-
pete with the real German-speak-
ing recitalists 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

sooner, earlier in my career. |

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 felc v
1 usic, everything. But W

close to me — his personality. his

f1do it, it's going to be another peak of my career.
It won't happen next season, because I need another two,
three years to fulfill my Verdian roles. I have several operas and
" - . » Wy ! P, 2 iy,
new roles coming up. After War « eace at the Metropolitan, |
am going back to London for my first Trovarore. But next sea-
son, I will be doing Ballo in Chi [
A L ey
as] I Masnadieri, which thz
doing Luisa Miller at Covent Garden. And here [in Hou

cago. Then in the same [season
k God I have done before, 1

ton] we
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are talking about other Verdi roles. Simon Boccanegra, maybe
1. Ernani belongs more to the early Verdi, bel canto style,

which is more suitable for my voice now. But Simon Boccanegra l
will definitely do some day not too far from now. A wonderful
part, but I can wait for it.

ON: What about lago?

DH: Ah, lago. Yeah. You know the famous Georg Solti, for
whom I auditioned abour twelve years ago? It was practically the
day after n
Brrrrrrr! I went to his house in London, and before I even sang,
and I would like you as Iago.”

career began, and [ was auditioning for Georg Solti!
= < o

Solt sa

“I am doing Orello,

And [ 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, I am too
young!” Then I sang, and after he listened to me, Solti said,
ontinued o ve 96
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HVOROSTOVSKY, continued from page 21

“You are correct. Not Iago jyer. Bur I will wait. We can do this
together in ten years' time.” But 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, Solri
couldn’t get rid of the pianist’s legs! [ Demonstrates Solti 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 unforrunare audi-
tions. [Laughs.]

ON: You're a British resident now. Do you miss Russia ar 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, I 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't belong ro 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 little classical style. I'm not doing these songs because 1
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 | knew and liked and remembered. They are wonderful
tunes, It's interesting — when [ 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?

Hvorostovsky.ord

POISED TO CONQUER
NEW WORLDS

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.
Favorira, actually, | sang once before, in Buenos Aires, at the
Teatro Colén. Gloria Scalchi, the Italian 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: Wias it in Italian or French? It sounds better in Iralian, for
sure.

ON: It sounded great in Iralian 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 Iwalian 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 at 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.

DH: Or the opposite!

ON: Exactly! People who don't respond well to comperition
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! u
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2002 Mapr wypuan OPERA NEWS
PYCCKHH KHA3b

Hmurpuii XBopocTOBCKHI HAYA CBOK MEK/YHAPOIHYH KaPbepy C IPOMKOi node/s! Ha
koukypee "Kapaudipernii [lesen mupa” 1989 rona, B kotopom 27-neTHuil cudUpsK 3aHm
Nepeoe MECTO B rpynne $HUHANTMCTOB, B KoTOpyo Bxojaunu bpun Tepdens u Monuka [pyn.
Ceiluac, B pacuBeTe CBOMX BOKAILHEIX ciil, XBOPOCTOBCKHIL oDpalaeres K penepryapy

CBOEH MeuThl BEIHKHE BepaueBckue pond ans daputoHa. B oxrabpe 2001 roaa, sckope
nocne ceoero 39-netua, XpopocTOBCKHI BIEpBRIE BRICTYNHI B poinn Puronerro B Amepuke
B BECHMA CTpaHHOH nocradoske Mpsnka Kopeapo B Ipana Onepe Xbwo
H300pasuBIIei WyTa Kak Oe3yMHOro, O4eHb CEKCYAIBHOID “HTAILAHC CHYTHHA”, KaK
Obl BCHOMMHHAIOLIErO HCTOPHIO cBoeil amiuu. Ho npogymanHas, Tow
obpasza XBOPOCTOBCKMM, KOTOPAs, 110 €10 CODCTBEHHOMY [IPH3HA
ocMmbIceHHs”, obelaeT XopoLHe NepenekTuBbl OYIyIIHX [pejg
Mantyanckom asope. [lepen “Puronerro” B XbrocToHe, Hesano BO3BPALLEHHA B
Huto-Hopk mns yuactns B nocrasoskax “Jlona Kapnoca™w “Boifiiel u mupa” on aan
uutepeely #ypHany OPERA NEWS. ®

OPERANEWS: Kak pycckuil apruct Bel 1oy
HCIIOJIHHE HA YAMBICHHE MAIO PYCCKHX POJlei

OJHYK) WIBECTHOCTS,

ap —# He MOry Ho3BoIMTL cede
3TH OLEPBL, HO OHH HE UL MOEro
“Kuaza Hropa". I nonpobosan
cakosa (B Onepe Can ®@panuncko s 2000
roro aenars. Hukoraa, Jns sroro nyusen

NeTh MHOIO pycckoro penepryapa. Mue
ronoca. Hanpumep, s O0m Hukoraa He
(I'paznoit ) “Hapekyw nesecty” P
rojy), Ho DONBIIE HHKOIIA, HHKO
nawommii dac-dapuToH, rIITTPp
ON: JTaromuin?

AX: Ja. JTaommuit. Pyce % OTOPBIE MO FOJIOC HO3BOIAET HCHOIHATE, - 3TO
Yaiikosekuit: Esrennii Que i Lo ero © 22 unu ¢ 23 ner, 1 910 Bee ewd Xopowasn

poOib JUIA MEHH, 11 B ner — u Eneuxnit (B “Tlukosoit game™). [osmwe, Bosmomno,
*Hemon". Ira o HHITeliHA MeHA oueHb npHenekaer. Ho 910 eme n pokopas polb.
ON: A i peit B “Boiine u smupe"?

JX: Xallfla! Amnppeil. Metpononuren-onepa JacT MHE BOIMOKHOCTL HEpPBbIH pai

Bl 3HAETE, 3TO TAK BeICOKD. TeccHTypa HanMcaHa HEBEPOATHO BRICOKO.
A ¢ atum cnpasmock. Meus sto He nyraer. A naieipaio cebs

VAALIMM ¢ BEICOKHMH HOTaMM™. DT0 HHTEpPEeCHas poib, H ¥ AHIpes ecTh
HECKOIBKO, XOPOLIHX MEeNno/ui, 0coDeHHO 110 CPABHEHMIO ¢ JPYIHMM [I€PCOHAMNKAMH ITOH
OIEpEL

ON: Brl nukorga pasnsine He nenu "Boiiny n wmup”, Ho Bl Bujenn OONBIIYH HACTh
onepst?

JAX: Her. Bo Beaxom cayuae, cumonun u DanetHyw Myseiky [lpoxkodbesa 1 3naw
doneue, vem ero onepy. Ho xuura Toncroro - 910, koneuno, Hama knaccuka B Poceun.
JHaeTe JIH BRI, 4TO NOYTH NOMOBHHA 3T0H KHHIH Hanucada no-gipanuyscen? Henerxo,
korma Thl wmkoaeHHK! Ho oHa octaéres B HAIIMX IMKONBHBIX NPOrPAMMax; BCe Mbl ObLIM
00f3aHEl NPOYHTATE POMAH, Korda Ham Oweuo 13, 14 ner. Teneps s Onaroaapen 3a 9ro.
Mue Obl He XOTENOCH MHTATE 3TY KHHIY BIEPBBIE, OHOBPEMEHHO H3YHad MY3LIKY.



ON: Ileep besyxor ropasno Oonblie NPUCYTCTBYET B KHMIe, uem B onepe. Onepa
BhIZbIBAET OO/bIIE CUMIATHH K AHApelo, He Tak au?

DH: [a, koneuno. [Ibepa B onepe MeHbllle, 4eM Bhl HajeeTeCh Veibiate. B kuure
Oonewe ero nepesupannil. Heropus Haramm u Aunpes odens cunbHas B onepe. Ho s
LeloM onepa odeHs Onm3ka k Texery Toncroro. OpkecrpoBka "Boiinel n mupa”
HEBEPOATHO OCTPOYMHA — B MY3bIKE MOKHO YC/IBILATE MHOMKECTBO CApKACTHYECKMX
wytok. Ho mue Oonewe Hpasures (pOpTEnHaHHAA NApTHA B PENETHLUHOHHON naprutype,
KOTOpAas JUIA MEHH 3BYYHT Kpacusee, yem opkecrposad. (Cmeéres.) [oemorpum. Momer
ObITh, 1 M0N0 e€ HA  PeNeTHLHAX BHbH}—ﬂuplce. Ho nepeeie axm, camoe Haqano
wiydeHus, ObUIH OYeHL TSKENbIMH. Sl H30 BCEX CHIl CTAapanca yrayOHTbCs B TEKCT,
NBITAACH JANOMHHTE €0,

ON: Kak Bel HAYMHAETE PEHETHLMH COBEPIIEHHO HOBOH POJIH, TAKDH K apeii? Bol
NPUXOJNTE HA PEleTHLMH ¢ H3Y4eHHOI MY3bIKOIi, 3Had onpeneneH posM, Ha
KOTOPBIX Bbl XOTHTE COCPENOTOMHTHCA

JAX: OOBIMHO Thl MOKEIEL CTPOHTE (CBOK) KOHLEHLUMID [EPCoH
wiydeHueM My3eik u texcta. [lo mepe yrnyOnenua B Hanucaur
NOHHUMAEIb, 4TO MMEHHO 00 9TOM repoe Thl J0IDKEH ¢
ON: Yro, kak Bel 4yBeTByeTe, HAMDOIEEe BAIKHO HOKA3
Amnnpee?
JAX: Hanewces, 510 He narpuotuiM. OcobeHHo B ofbeBa — KAK Bbl 3HAETE,

onepa Obula Hanucana Bo eBpems Bropoil mu — ITOT IEMEHT TaM OblIL
Cerosus 3T0 3BYMHT He O4EHB ECTECTBEHHﬁ. ETG ofbllle noxoxke Ha npouaranay. Ho
0

HO ¢

Onaropapa Onectamemy ymy Ipoxodses BOPHT AHJpPEi, 3BY4HT nowmu
ecTecTBeHHO, Sl He 3HAW, KAK BRIPA3H uepTy nepcodamwa. A Oonblne cocpenorouych
Hid OTHOWIEHHMAX ¢ Aneil (Anna e rawa B Merponoauren), moboBHOM poMaHe
mexay Harameil n Anapeem. Harama - 9%  nenrpansieiil nepcoHax onepel. B roii
OIEPE MHOIO OT/E/IbLHBIX AI1H: ble OObEIHHACT €€ HCTOPHA.

ON: Korna Bel Hausanum o unonnerro? A snaw, yro Bel nenn  Cortigiani™ B

CONBHOM KOHLEPTE elue %
JAX: 5 nauan mmBuTQ
o

MIOIETTO) JABHBIM — JABHO — 33/10]II0 10 NPHITIALICHHA B
XBHCTOH.

ON: Kak Brl Haua AThL Ha Hel?

\ A LPHITALIEHHE, 3 PA3y4MBAKY POdb C NELArOroM, ¢

uHato poib. Ho ¢ Puronerro ne tak, 8 3Han ponb eme 0 TOro, Kak
Tb CBOI ronoc ana Hee. Ona Oblna oHO M3 MOHX 1H00MMBIX ponei,
VABIKAIBHO — H 10 cHX nop ocraerca. A meuran ob sroll naprum ¢ 19,
OlbKO Hauwan ners Oonee win mexee npodeccuonanbio. OUeHs HHTEPECHO,
epHelii aedwr (B 1985 roay, B Kpacnoapcke, 8 Culupu) cocroanca B
"Puronerro” B pomn Mapynno.

ON: Hrak, korna Bel nenn Mapyiwno, Bel yie JIyMaiu...

AX: O, 1 seerna meuran o0 srom. S erpagan or srux mecneit: "Tocnoan, Mol ronoc
CIMIIKOM MOIOJ, OH €lie HeAocTarouHo cosper. S pomken nonoxaars. Ckonbko eme
anare?” Horpebopanoce nourn 20 ner, yTodb OCYIIECTBUIACE MOA CAMAA [ABHAR Me4Ta.
ON: Bnepebie 8wl cnenn a1y ponk B aekadpe 2000 ropa s rearpe Hosaa Onepa s
Mockse.

AX: Dro Obira mMoa nepeas nonseitka. [Hocranoeka dunexoro pesuccepa Panbiha
Jlonrfaka, KOTOpEIH O4eHE MHOIO padoran B kiaccudeckol Tpaauuuu. OH 0deHb, O4EHb
xopowo paboran co MHoil. S cnen napy cnekrakneit B Mockse B Hosoit Onepe. Dror




rearp Hebonswoi (700 Mect), HO aKyCTHHECKHM OMeHb HenpuATHbIL OH OYeHB CYXOil, uTO
yOuBaeT Bee NPEMMYLLECTBA NEHHS B TEATpe TAKOIO pasMepa. JareM #  YHACTBOBAL B
3T0H nocranoBke Ha (pectusane B CasonnnHue B @uunawaud. Tearp 8 3,45 pasa
fonblue, HasepHoe, yeMm B Mockse, OH orpomeH, HO aKycTHHeCKH npexpaced. CMopTHTCH
04eHb ©CTECTBEHHO — HACTOAIIMH CPEIHEBEKOBRIH 3AMOK IOCPEIH O3ep.

ON: Dro Owna Bama uies, yrobsr ©poux Kopeapo pykoBoamn noctanoBroi
Xewoeronckoil pann Oneper [lo 91oro Bel jenanm BMecTe ¢ HUM KOHUEPTHOE
nenonuenne “Eprenms Ouernna” B Hewo-Hopke w pons Banewtuna B "®ayere” B
JInpuueckoit Onepe Ynkaro. YTo BaM NOHPABUIOCE B COTPYAHHYECTBE ¢ HHM?

AX: Y nero TBOpueckHMH yM — OH 3a0paceiBaeT Bac MJeAMM, Kak (eiiepBepk, kak (QOHTAH.
Y Hero sameuarensHad ayua, a takse Onecramwmil ym. H anaro, kak on padboraer. 5
nossonn (Kopeapo), korna nowsn, uro Xewocron [pana Onepa cobnpaérca) npe/omiTsb
(apyroro pemuccepa), u s He coracwics ¢ tuM. Pexunccép, kotop
pAcCMAaTPHBANM, OB OYEHB, OYEHb TANAHTINB, HO CIHILIKOM MOJIO]
YYBCTBOBAIL, 4TO MHe HymKeH 0ollee ONLITHEL pemuccep, KOTOPE
npodeccHonanuivMom u DorarcTBoM HAeH co MHOH M ¢ nocra Meut ¢ @pankom
Kopeapo apysunn Hexkoropoe BpeMmeHs, 1 Mbl OeCKOHEMHO ROBOPHIH O TOM, 4TOOWI
caenate yto-to BMecte. Korna a2 nousn, uto oH cBod FHOr0, 5 MOJAYMAL, HTO HTO
NPEKPACHAT BOIMOKHOCTS.
ON: On sacrapnsan pac menoinHate Puronerro w
CAMOID Havala — HUKakoro ropba?

CBOHM

0 ObLUIO TO, 4HTO Bbl XOTEIH C

AX: O, nomanyiicra. ¥ mens see ewé xpycrut sa_nsedos. ([lokaswisaer.) Bmecto markoro
ropba B XbOCTOHE A HOJAHHMAK IUIEHO B TOH O4eHb Hey100HOH, oueHb
HeyarobHol noze. Mory Bam ckasarh, HE' OuEHb NPHATHO. Y MeHA OOMAT MbIILLL

Fro youicreo.
ON: B Mockse Bul jenaiy Tak
AX: Her. B 1ol nocranoeke
ON: Hauano nocranoBgu

BOCIIOMMHAHMS M ajpec
Hdacnneay. Kopeapo na

bl TpaauuuoHHbi  "ilgobbo " - ropbyn.
UI0 MHTEPECHO, BBICTPAHBAHHE HCTOPHM KAK
cti “Paresiamo! ™ k pebeHky, HIpalOLIEMY HOHYO
KdK YACTh CBOEH KOHLEIUMW, MM 3TO BO3HMKIO Ha

peneruim’?
JAX: Hackonsko .38 mapy MecAleB J10 Hawana penermumil y Hac ¢ Dpankom
COCTOSIICH PazIo Ty Temy. OHeBHIHO, PEKHCCep TOTOBHTCH TOXKE 3apaHee, Kak H

capo) 0DBACHUI MHe CBOM MbICIH O ToM, uto Puronerro apnserca
sueprneil npu apope lepuora. Kpome toro, o npencrasnser Puronerro kak
cembéil, 4 JIKOBAHHY KaK CBOEIO poJd OTAeNbHBIL LLIFAHCKHIE MM,
J10 He jaTellbHO CBA3aHO co jBopoM [epuora — Bl momkere cupocuts, nouemy [lepuor
HAHAI LBIFAHA JUIA CBOCIO JBOPA, HO # JIYMAK, 3TO HeTpyaHO 00bACHHTE. {pirane
HIBECTHBI TEM, YTO NOCTOAHHO NYTELISCTBYIOT M HHKOIZA He HMET JoMa. JTo
obbacHAeT, nodemy Puronerro Be€ BpeMs CTpaHCTEVET co ceoell podepeio. Kopeapo Taike
xOTel, 4ToObl 2 BRITIAJAEN HHAYE C TOUKH 3PEHHA KOCTIOMA M, O4EBMJIHO, ¢ TOYKH 3peHH:
Moeit npuuéckd. OH He XoTen TPaIHUHOHHOIO BUHIA, OH Xotel, ytodel Puronerro Obun
Donbme noxom Ha Mesa. Sl ayman caenars BOMOCB HEMHOID KOPOHE, HO OH NPEUIOHHI
OCTABHTE HX JUIHHHBLIMH,

ON: Puronerro Belrsgen K4k Bel M 3BY4al Toxe, kKak Bel. Bam Obuo xomdioprho
BOKAIIBHO M JPAMATHYECKH.

JAX: Xum. A craparocs aobursea s1oro. S TOAbKO DPMCTYIAK K 9TOH NAPTHH, H 1IBITAIOCH
clienare ee Kak Mmoo Oonee ynobuoil B Oyaywem. I xouy ners e€ mHoro ner. He ojHy



nocranosky. He ciaumkoM wacto, BOSMOMHO, O/IHA NOCTAHOBKa B roi. Mue, neiicreurensho,
HYIKHO OCBOMTBCH, HOTPEHHUPOBATLCA, HIPUCIIOCOOUTECA K ITOH NApPTHM TEXHHYECKH.
Ocobenno k “Cortigiani™ u DonslioMy  aysTy, sakaHdusaromwemycs 51, vendetta” — ato
youiicTBeHHOe nedue. Y DonbIIHHCTBA OAPMTOHOB Bhl CHBILHTE HAIPAKEHHE, 0CODEHHO
KOIId JIENO JOXOAMT 10 nuano B “Plangi, piangi”. BonbluuHeTBo OapHTOHOBE My4aloTes
3/1€Ch, BRIKPHKUBAA CBOM PEIUIMKH, MIH NOKT mwiocko. Yro s Mory caenars cpoei
TeXHUKOH, ocobenno B “Piangi, piangi™, - 9T0 TOT S]EMEHT NHAHMCCHMO, KOTOPLIL
HeoOXOIMM M Jeraer reposd Dolee LeNOCTHRIM B MY3LIKANBHOM IUIAHE. JTO HECI0MHO
JUIA MEHA.

ON: 3auHTpHIoBaH BAlIMM NOJAXOL0M, 3BYHMMT O4EHb MIETAHTHO BOKAJIBHO. JTO HAIOMHHIO
MHE. ..

JAX: Crapyw wkony.

ON: Bonee TsKensle roaoca - 370 TO, 4TO Ml HPHBBIKIH CHBILATh
MHpPOBOIl BoiHBL Bam ronoc noxom na Oonee nérkmii dapuToH,
AX: A cnymaro ([laxysenne) ge Jlyky, (Marrua) barruerunm, ko
DApUTOHOB M KOTOpPLIT jeiicTBUTENbHO 0014131 HACTOALIH!

MOH TOI0C NPHHAUIEHKHT CKOpee K 3Toil nopojg, J1up Gapuronam. Jto
€CTECTBEHHBI 3BYK, KOTOPBI MHE jaH, HelaBuch) emnepamenta. A cunraio,
yro ponk Puronerro Obiia HaNMCaHa JUIS HTONO 1M e OTHOCHTEIBHO
TECCHTYPBI — MHOTO PHIOIeTTO HAIHCAHO OYEHH B epaM MHOIO [OMETOK
nuannceumo M mmano. Co spemén Bropoil, MEpoBOH BOMHHEL, KAK Bhl JaMETHIIH, TAK NOYTH
HE HCIOIHAIOCE.

ON: Kak passBupanack Balla TeXHHKA aBledun Denskanto? Bel aromy yumimes ewé
B Poccun?

JAX: C wHocTH A cnywan crap : H M (NOKYIAIL) BCE CTApPBIE, PelkHe [UIACTHHKH
B MATa3MHAX, KOIId MOI MX HaliT YACTHBIX KO/UIEKLHOHEpOB. IT0 Beeria ObuU1o
MOHM X000H, 8 Takme HCeT OM HEydeHMs s Mens — ne Jlyka, Barruerunn,

Bacruanuun, [o6ou.

ON: H Ilapen JTucuudds.

AX: a, koneuno. €, Mbl 3HaKOMBEL Mul apyiea. B stom rogy om ormeuaer 90-
JIETHE, OH IPHITIAC A‘cnere Ha rodunee, Ho A He cvory. Ho on npuxoamn nva moé
0 ockBe. OH HeBepoATHO TEMILLL, MHTEIHIEHTHBI HEnoBeK.
cepaue. [TomHo, nepeeiii pa3, KOIja OH NPHILEN KO MHE, JABHEIM-

a1 ¢ HPOrPaMMO PYCCKMX HAPOJIHEIX I1IECEH, OH 3allén KO MHE B
HECTBE KOMIUIHMEHTa 0OHAI MeHs M nouenopan.  jame He NOMHIO,
cKazal I "Mosgpasnao™. 3 NOMHIO TOIBKO 9TOT KECT - TAKOH KPACHBBIH M Takoi
penuroayltelil. [Tocne takoro s mor Ovl yMeperk, yMepeTs ¢ YILIOKDI, OTOMY 4TO OH -
moil kymup. [To ceoemy crTmiio, xapakrepy M maHepe ucnonHenus Jlucunman scerna
CTOAJ OTAENBHO OT JAPYIHX IEBLOB CBOEIO NOKONEHHA B HaweH crpase. B 1o Bpemsa B
HCTOPHH COBETCKOH BOKaIbHON koAb ObU10 He Tak MHOro xopowero. Ho on Beerna
OB NEBLHOM OCODEHHBIM, O4eHb CBOSODPAIHBIM, B IydlleM CMbICIe SToro chosa. B cuene
¢ Buonerroil u apmio nanm JKepmona oH no€r uensie ipaskl HA ONHOM AbIXAHHW. Y
HEro HeT DONBLIIOIO 3BYKa, HO OH 00IaJaeT TeXHHYECKHMH CnocoOHOCTAMH H KOHTPOIEM,
Kak HHKTO japyroil. HesepoatHo umereie ronocopeie ceasku. O BomueOHMK — OJHH U3
OYHLIMX NPHMEPOB A modoro DapuroHa, 1 modoro nesua.

ON: Kak Puronerro B cpaBHeHHMH ¢ ApyrHMH OapHTOHOBEIMH naprHame Bepiw, kotopble
Bbl Y€ HCIOIHWIHM HIH IUIAHHPYETE HMCNOIHHTL?




JX: Jlerko orseruts. OHa caMan TpyaHas . OHa caMas JIHHHAN, CAMAA TPYIHAA, CaMas
JApaMaTHYHAA, B MY3bIKAIBHOM ILIAHE Bbl JON#HEL OBITB 37e€Ch IO KOHTPOIEM
(nokaseiBaer Ha ceoil 100), nnave ndwpddddgdddddddr. Bosemem ans npumepa
“Cortigiani™ - Ge3yMHBIE IMOLNH, HO MY3BIKAIBHO CTPYKTYPY HYMKHO KOHTPOIHPOBATE,
MHAYE OHA 3BYYHT Cbhipo .l aymaro, 4To nocne Toro, KAk A HECKOILKO pas cleln
Puronerro, 8 Mor Obl etk 410 YIOZHO.

ON: Kak ero momuo cpasnure ¢ [losoi 8 “on Kapnoc™?

JAX: “Jlon Kapnoe™ npouwe. 3 6wl ckazan, ropazno npowe. 3to aupuxa. Huuro ne
cpapuutea ¢ “Puronerro”. Ho wro mue Oonewe seero swpaeurea B “Puronerro”, nomumo
MY3BIKH, KOTOpas NPEKPACHA, TAK 3TO TO, 4HTO 3Td Onepa JMaéT TAKYI0 ONPOMHYIO
BOIMOMHOCTE MIPaTh. Bel nomkuel ObiTh aktepoM B 3710f ponu. A cnbnuan or crapuiero
NOKOJIEHHA OAPHTOHOB, YTO JAKe ©CIH BhI IUIOXOH NeBell M IU0XoH a Puronerro
BCE PABHO MOKET BAM [OMOYb, IOTOMY YTO HAIHCAHO TAK MYIPO. YeNOBEK.
B HéM TaK MHOrO BCEro, 4TO # HE 3HAK, CMOIY JIH [0KA3aTh BCE
BCEIZA CTHPACE HEMHOIO HMIPOBHIHPOBATH, M HTO (NOLIEPAKUE
KOTOPBIA HEHABHMT, KOIJA MOCTAHOBKA HENOBHMHAA, 3aCThIBLL osTOpAeTca Ha 100
MPOLEHTOR Ha KwkaoM cnextakine. On moOuT, korga s OBHH
HMIPOBHIHPYIO. Sl MHOIOE MIMEHAW B CHEKTa
Mbl BRIpaDOTANHM HA PeNeTHUHM. DTO HHTEPECH
npagia. Bel 3acTanm MeHs Ha NHKE MOEro 1o
ON: ConeHble KOHUEPTH — OJIHA M3 BAWIMX CT
MOJHBI KAJNEHAAps HX B 9HTOM cesoHe?
JAX: Celivac Mo BHHMAHHE B OCHOBHOM
KOTOPBLIE A 10K 31eCh, B XBIOCTOHE, :
[Ipomno coBceM HEMHOIO BpeMe

HHPYETE 1M Bhl COXPAHHUTH

OTOHEHO Ha ONEPax, Hd HOBBIX POJIAX,
simoit B Helo-Hopke B "Boitne u mupe".
NOCIEIHEND COMBHOIO KOHLEPTA, HO f YKe
8 NPOrpaMMa, KOTOPYK # cobUpach CleTh B
Bekuil M Paxmannuos. Dro cBoero poga
koTopbiil s nasan 10-12 ner Hazan, HO 2 HANGKCH
HE HHTEPECHO CEHYAC BEPHYTBCA K 9THM
NeTk MX HO-JAPYTOMY, HO celiuac y MeHs apyroii
BOJPACTA H MOEr0 NOHHMMAHHA (YKa3blBAET HA CBOH  nob), o
eHeHHA NPOH3OULTH CO MHOH BOKAJIBHO H3-3a PasHbIX poseii,

BOIBPAILEHHE K TOMY THITY
O0HOBHTE €0 HOBBIMH
npouiseneHuam. A e godu
NOJXOMA, TO JIH H3-3
JH W3-33 TOTO, Ki

elE DOMH TY3 B KapMade, 1o uuen Muakenawpxeno - Mocrakosuua. Do
(nmecHu), HO HTO HOBLIH A3BIK JUIA MEHA B My3blkansHoM Iuiade. S u
OCTAKOBMYA, HO 3TH NeCHH 0CODEHHO COBpeMeHHEl no crimo. Janee. S
BKO KOHLUEPTOB ¢ 910l nporpammoii. [locnenunii Own B sapuenbepre, na
odeHb u3BecTHOM (hectusane B ropax Ascrpuu. A nen Hlocrakosuua B couetaHun ¢
“Mecuavu 06 ymepunx jnersx” Manepa. [losanyil, to Obuo MOE nyuiee BLICTYILIEHHE.
Ocofenno mue nonpaswica Manep non doprennano.

ON: Bam ne xparano opkecrpa?

AX: Her-ner. I npennounraw nog goprenvano, “TlecHu crpaHcrBylOwero nojaMacrepes’”
roxe. [lovemy-to mHe tak Oonkwme HpasuTed. JIns MeHA OPKECTp 3BYHHT NO-IPYIOMY.
Koneuno, opkecTpoBKa - 9TO HEYTO O4YEHb COBEPLICHHOE, oveHb MowHoe. Ho poans s
MEHA MOIHEE, NOTOMY 4T0 npoue. IrotaérMmuetonsyocsodoty.

ON: Hackonbko 2 [OHHMAK, BAM HE TEPHHTCH HCIOIHHTH

Heckonbko neced Bonea Ha wonueprax.



JAX: (Cmeercs) Bonedy B Oyaymem! S k wemy ewé ne npukacancs. Ho s nonoun
pelmMocTH — 910 oaHa 13 Moux ueneil. Ho mukn wa cruxu Mépuke tak npekpaces, kak s
MOI'Y CONPOTHRIATECH eMy Aoiro? MHe OH NOHPaBHIICH, KAK TOILKO # NOMYHHI H31dHHE
Hurpuxa Puwepa-Auckay w Cearocnasa Puxrepa, 3allMCaHHOE B KHBOM HCHOJIHEHHH. DTa
JAIMHCE JIOBOJIBHO XOPOLO WiBecTHa. Takoe (paHTaCTHYECKOE NPONIBEISHHE,
(haHTACTHYECKOE HCNOMHEHHE.

ON: A kak xe Hlybepr? B Bamux nporpaMmax He TaK MHOIO

ero myseikn. O Bac He npuenexaer?

AX: On npusnexaer MeHs, HO yixe noiano! A nonxen Obl HAMMHATE NETh €0 paHblIE.
S ynyernn a1y BOIMOMHOCTE, H, HABEPHOR, YIKE CHHIIKOM nodaxo. 5 ve mory
KOHKYPHPOBATE ¢ HACTOALLHMH HEMELKOIOBOPALLMMH [EBUAMH, TAKHMH Tom Xomncon.
Sra myseika, Myseika yOepra, - ero nyummii crune. O 3Haer ee ay eM KTo-1Hb0
Apyroil, u A npeanoden Obl CHYWATh, KAK OH HOET e€, 4eM [eTh Cdl O EH
Jenars 1o, uto Oonslie ceoicreeHHo mMue. Mue Bcerza upasuiics
CKasall, HO ¥ MEHi HMKOIJIA HE XBaTajlo CMENOCTH Ha4aTh 3aHi R . Mianiep Bcerna
ObLT MOMM, OH BCErIa ObLl MHE 04EHBE DUIH30K — €0 JIHYHOCTD, 'Sk 3elka, BeE. Ho
Boned ... ecnn 1 310 caenaw, y1o Oyaer ewe oaHUM 1 MOEH Kapbepsl.

B cnenyomem ceioHe 9T0 He NOMY4HTCH, OTO o ewe 2-3 roaa, ytodwl
HCIIOJIHUTE MOM BEPJMEBCKHE poiH. Y MeHs B HECKOBKO ONEp M HOBBIX poleil.
[Mocne “Boiiuet 1 mupa”™ 8 Merpononuren = TonaoH K ceBoeMy
nepeomy “Tpybaaypy”. B cneanyiomem cesoH an” B Yukaro. 3arem B TOM e
(cesone) “Pazboiinukn”, koropeil, cnasa 6o en panbiie, norom “Jlynsa Munnep’
B Kosenr-I'apaene. A 3nece (B XblocTOHE o apyrux pouaax Bepau. “Cumon
bokkanerpa”, momer ObiTh, “IpHaHu”. OJBIIE NMPHHAIEKNT paHHemy Bepaw,
CTHIK OelIbKaHTO, KOTOPbIL ceild oaxoaur anda voero ronoca. Ho “Cumonsa
bokkanerpy”™ s obsarensno cn I, Wik YHEe CKOpO. 3JaMeuarelbHas pollb, He
MOy JIOMIaThed €.

ON: A kak xe Hro?

AX: A Slro. Jla. B au eHuroro leopra Contn, y KOTOPOIo si NPOCIYUIMBAIICH
okono 12 ner nazan? NPAKTHYECKH HA CHAYIOMMH JIeHb NOCHe Havana Moei
KdpbEPhL, H A [POG ca y leopra Coaru! bpppppp! A npuexan k nemy nomoii B
JlonnoHe, 1 nepgn ' A Hayan nerk, Conru ckazan: “H now Oremwto, v 2 xXorten
ObL, uTO n #Hso”. M a1 oreernn — noMHIO, B TO BpeMs 2 €IBa MOI I'OBOPHTE MO —

Ll

HH

AHITIH BCEX CHII CTApajICcid BeIPA3NTE €My cBoe yeamenue: “Mascrpo,

o i opnomaure medal A uwe Hro, g cnnmkom monon!”- [Motom a1 cnen, n Conrta
cKasa Aro. Ho s noposay. Mel cMOKEM CHETB 9TO BMECTE HEpes JIECATh
ner”. H bl IHAETE, K coxaneHuo, o ymep. M s nukorna we nen ¢ wum HAro. Ho

caylmpanue 8 npueén ¢ coboil nejarora, NHAHHCTKY, oHa ObUlA B MHHH-
mnarke. M Beé spems, noka cnywan mes, COITH HHKAK He MOr M30aBMTBCH OT HOU
nuanuctku! (Hokaswsaer parnan Coaru, yerpemnensslii Bsepx). Moa ommbra Obiina
MPUITIACHTE 3TY JAEBYLIKY CONPOBOMXIATE MEHH, MHE e yie pacckazanu, uto Courn ObLl
OOJIBIIMM TOKIOHHHKOM 1AM, ¢ OIPOMHBIMH  HOPKOBBEIMM 11y0aMu, NOJAPEHHBIMH HM  €ro
nocneaneil crpacti! Tak uTo 18 MeHA 2TOT JeHb ObL1 OJHHM M3 HEYIa4HLIX
npociaymmsanuii. (Cmeéres).

ON: Bul teneps rpaxaannd BenukoOpuranun. Cxyqaere nu Bel no Poccun?

JAX: H Owipaio Tam ouens uacto. B nocnennee spems s sanucmBaiock Tam ¢ Jenocom u
(aupuzképom) Koncranrtunom OpOensHoM.

ON: Hosas sanuck (“Passione di Napoli”™) norpsacaromas.



JAX: Bu cnenuany e€? 31o Obin MOH nepbblil onwit. CyMaclieaman uiues, g, cHonpik,
HCTIONMHAIOWME Heanonntanckue necHu? Jenoc cefivac muoro pabortaer ¢ HOBEIMH
pycekuMu nepuuamy — menno Mapuaoit JomameHko uoeule oaHo conpano, HOBOH - Kak
eé somyr? Al (Paygpaménno Obér ceda no 10y) Crnepos! CrMHTO - CONpaHo.

ON: Onera 'ypakosa?

JAX: Dypskosa! g, 6paso! Mue sysHo Donbiue 3Hars 00 9THX MONOABIX PYCCKHX MEBLAX.
S cranoBmock TakuM HepewecTBeHHbIM. Ho we Oena. Toneko uro # 3anucan
BepaueBckHuil ansbom ¢ Hdenocom (rotoBures K Beimycky), aupuaupyer Mapuo beprapan.
S sanucan crapMHHBIE pycckHe pomancel © OplensHoM M oero oprecTpoM, a B HoaOpe
cleaylero rojga, nocne posspamenns 8 Jlonaon, Oyny B Mockse 3anuceiBare pycckue
necHd nepuoga Bropoit muposoil soiinel. Coserckan necua. OHH He OTH
KJIACCHYECKDI Myibike, 9T0 nomymapHele necud 40-x rogos B Poccun.
ON: Dror auck Oyaer wem-to Bpoge kpoccosepa?

JAX: A 0w He HazBan 5T0 KPOCCOBEPOM — DOKCh, 9TO HENPABHIILY

MATPHOTOM MM YTO-TO B ITOM poje. ITO JdHb YBaHK 1M CTAPIUEro NOKOMEHHH,

moeil Dadyluke, KOTOpas Iela HTH ECHH. KOIja um. A poc ¢ Dabymkoii.

Korpa s nasan ordupark 5TH NECHH, 3TO 3aHAN k0 uacos. Mue He HyxHO

OBUIO M3YHaTh LENYH Ky4y ans0oMOB WIM 11 T 30 MM OKONO TOrO NEceH,

KOTOPbIE H 3HAL, MHODHI M MOMHHI HE 3aHANG, MHOIO, BPeMEHHM. IT0 YyIeCHBIE MEI0IHH.

Hurepecno — korna s HauuHal BeIOUPATH HPATh TOHANBHOCTE [ CBOEIO rojocd,

MHE HPUCBUIAIN HAPTHTYPLL 3 UX OT .M Bce OHM Obl Hanucane! B muHOpe. Hu

O/HA He ObUlA HANHMCAHA B MAKO ‘G

ON: IMouemy Tak, Kak Bel gyMaerc?

JAX: Ma, v1o Beé o venosedec OeHHOE Bpems Oblio

HEPAI0CTHRIM.

ON: B npouwom roay rpoMHEl yenex B “Qasopurke” ¢ OlIEPHBIM

opkectpom  Huto-Hopid Ec y BAC B maHax ewé kakue-uudyib onepel OenbkaHro?
BIKY, HO MEHH OTTAIKHBAIOT [IYINLIE HCTOPHH — HX

D1

JX: A ponmwen neps
HAHBHOCTE. F ¢ ko nocradosok "Ilypuran" bemnuun, Benukonennas myssika,
HO # OojblIE, HE| MO erk 3Ty mynyi ucropui. [Hostomy a8 npexparun. “dasopurky ©,
E
La *

Ha ca e/l oJHaKALL panslie, B Bysnoc-Aiipece, B Tearpe Konos. Inopus
C HChasa Meuuo, Oena Jleonopoil, a Pamon Baprac - ®epuango. ®anractukal
Hyma H A0ggeH netb 5107 penepryap. OH BeiMKoieneH B HEM.

nucan “@asopurky” ¢ Becenunoli Kasaposoii.

JAX: Ha wraneanckom win na dipanuysckom? Ha wranbaHeckoM, KOHEHMHO, IBYUHT ay4lIe.
ON: B npouuom roay Ha wraneanckom B Kapuerw-Xomn sro

3BYHAIIO BEIHKOICITHO.

AX: Yro oun wn cnenanu, noromy uto (Epa Ksenep) e xorena oueHb pHCKOBATBH, TAK WTO
BIAIN (PPAHILIYICKOE HIJaHHe M NepeBend ero Ha wransaHckuil. [loayunnocs nnoxo, nnoxo
— 410 Kacaerca Texcra. [lepeson ¢ dpaHuy3ckoro Ha MTanbAHCKHI ObUT OTBpaTHTENLHBI.
Henenwiit. Jlymne Owino 0wl caenars MTAIBAHCKYH BepeHio, paau sBeero cearoro! Ho
uuuero. H s Beé€ pasno ouens posonen, noromy 4ro Ges Eebl a Obl He cnen sty ponb B
Amepuke. Hn ogHOoMy M3 ONEPHBIX TEATPOB 3/1eCh HT0 HEHHTEPECHD.

ON: Bul Hauanu CBOK MEKIYHAPOIHYIO Kaphkepy Ha BeplunHe, ¢ Oonewmoil nobeast B
koHkypee Cardiff Singer of the World (1989). Bet noGenunm, m MMeny TananTt ¢ienars nocie



sroro kapeepy. Ho ecrs MHOro nepuos, KOTOpble O4eHb XOPOLIO Bb
mm{yp-::ax,a [NOTOM CTAHOBATCH HE OUYEHL HHT‘EpEl':HhIMH HCITON H.
AX: Mnu naobopor!

ON: Bor umenno! Jliogn, KOTOpbIE MIOXO CHPABIAIOTCA ©
OKa3bIBAACL Ha CueHe B 00paie, CTAHOBATCH IPEKPACHBL

AX: Cam npouecce npocinyuMpanns yaaced. Mug nos
NPOCIYIINBAHHAX, HO [OMHIO, HYBCTBOBan ceba © 0. A KYPCBL - 3T0 €lE Xymxe
eHHEM MOIOJIBIX I1EBLOB.

npocinymupanuii, S cefiuac oveHb BHUMATENLHO L1
Panbine 1 caM ObUI CAMBIM MOJIOJIBIM NEBLO % OCTAHOBKE, B 1H000H rpynne
0

ec KOHKYPCOB,

HePraK 44ACTO ObIBAN HA

kosuter, a teneps Her! B rearpax CLUA, B yachocru, ¥ Bac ectb ayOnépel, crpaxyroume
BAC, MOIOJIBIE APTHCTHEL M3 NPOIPAMM 3T
HIIH YPOKH, KOTOPBIE # HHKOIJIA B M
OHU PA3BHBAIOT CBOK) KApbEpy, CHOM
HEJOCTATOMHO CHOCODHOCTEH, UT
cOynyres, eciiM Bbl YMHBI M
OPOCTO HOMEUTATE!

. Huorna onn npocat MacTep-KiIaccsl
e ) pansie. Hurepecno nabmonars, kak
oka OHH Meurair. Moxker ObiTh, ¥ HHMX ewé
Th 3TH MeMThl B peainbHocTb. Ho 9TH MeuTsl
are. A 9TO Henerko — HHorjaa OwlBaeT poue

MMeperon ¢ anrmuiickoro M

&



