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OIEPHBIE ®ECTUBAAU
EBPOIBI OBPAIIIAIOT BCE
BOABIIIEE BHUMAHUE

HA PYCCKVYIO AYIUTOPHIO. ITO
MOXKET BbITb CAE/ICTBUEM
PYCCKOI'O ITPUCYTCTBUS

HA TTPO®ECCUOHAABHOM
OIIEPHOI CILIEHE AUBO

YCUAWI EBPOIIEVICKOT'O
TEATPAABHOI'O MEHE/IXKMEHTA,
3AUHTEPECOBAHHOI'O B HOBOM

IIYBAUKE, KOTOPASY CTAHOBUTCA
BOAEE MOBUABHOU U, [IAAHUPYS

IIYTEIIECTBUS, TEIIEPD
YUYUTBIBAET 1 TEATPAABHBIE

®ECTUBAAU. IAY B3TO CBA3AHO

[IPOCTO C STHOTPA®UYECKUM
MHTEPECOM. CKOPEE BCETO,
BCE BMECTE. B PE3YABTATE
[10 CTATUCTUKE POCCUMCKAYI
[IYBAVKA HA TIPOILIAOTOIHEM
3AABLIBYPTCKOM ®ECTHBAAE
[T10 KOAUYECTBY OKA3AAACH
HA II9TOM MECTE.

OXKHO OXUJATh, YTO B 3TOM
rony 3purteaeii u3 Poccun
cTaao eg coaslrre. ITprbdbaBu-
AOCBH HAIIIUX COOTEYECTBEH-
HUKOB U B (PECTHBAABHOHR
adpure. ITo Bcell BUAMMOCTH, He ITIOCAEIHIOIO
POAB TYT ChITpPaA UHTEHAAHT (PECTHUBAAS
Mapkyc XuHTEpPXO3ep, KOTOPBIN IIOCAEI0BA-
TEeABPHO 3HAKOMHUT TeaTPaAbHBIH HCTeOANIII-
MEHT C pyccKuM TeaTpoM. CHagasa ¢ Ma-
puHOM [aBb110BOM Ha «BruHEp PeCTBOXEH,
Terephb — Ha 3aAbI0yPrcKoM (hecTUBaAE, IIe
PYCCKHE CTaAU XearaHepaMHu.

I'raBHBIM MapKeTHHTOBBIM «OPYKH-
em» pectuBang 2017 roga craa nebroT
Annbr HeTpebko B mapTuu AUIBI B OTHO-
uMEHHOH oniepe Bepau. K 3BE31HOM KO-

MaHe BO raaBe ¢ AupHKEpPoM Pukkapmo
MyTtu (c Ekarepunoii CemeHYyK — AMHEPUC
u dpanuecko Meau — Pagamecom) ripuco-
€IUHUAACE XyNOXKHUIIA UPAHCKOI'0 IIPO-
ucxoxaenud lupun Hemar, gag KoTopoi
3TO epBas pexruccépckas pabora B ore-
pe. Hemart (upanka, KoTopas BBIHYKIeHa
JKUTH 3a I'paHUIlel) cyMeAa CIIPOEIIUPO-
BaTb cyab0y 3HoIIcKoM pabrlEu B Erunre
Ha CBOI0 COOCTBEHHYIO XKU3Hb. B pesyarrare
[IOCTAHOBKA IIpeACcTaBASIeT abCTPaKTHBIN
BocTok — OH BrioaHe pU(pMyeTCsd C yCAOBHBIM
OpHEeHTaAu3MOM Bepau — U KOHIIEHTPHUPY-
eTcsd Ha AMYHOM Tpareauu rAaBHBIX IIEPCO-
Haxel. Pexxuccép npenaokuaa PyHKITHO-
HaABHYIO JEKOPAIHIO (IBa BpallaloliuXCs
U IIepeMeIIAOIINXCS II0 CLIeHe Ky0a, C KpyII-
HBIMHU IIAQHaAMU BHAEOPsIAa) U OCTaBHUAA ap-
THUCTAM MaKCHUMAaABHYIO CBOOOAY AEeHCTBUM.
[Tocae pecTuBaag 89-aeTHHY Pukkapmo
MyTH 3a49BHA O 3aBEPIIEHUN TeaTPaAbHOM
Kapbephl — I10 €0 CAOBaM, PE3YALTAT MHOTO-
MeCSYHOH paboThl Ha I IIOCTAHOBKOH HE CTOUT
OTpPBIBa OT CEMBHU. 3a IIyAbTOM BeHcKkoro
prAapPMOHHYECKOr0 OPKECTPa Ma3CTPO
JEMOHCTPHUPOBAA II0 OTHOIIIEHUIO K ITapTHU-
Type 3aIraHuOpaTCTBO, [I03BOASIBIIIEE EMY
aKIIEHTHPOBaTh TO TAYMAUBBIE NYXOBBIE, KaK
y llITpayca, To moABEIIEHHbIE CTPYHHBIE, KaK
y Baruepa. OgHako Takas HHTEPIIPETAIHOH-
Has cBoOOIAa He HaXOANAa HUKAKOI'0 OTKAHUKA
Ha CIIeHe U B O0IIIEM OTHOCHAACEH K SIBACHUSIM
aHTPOIIOAOTHYECKHM, HO HE Xy/I03KECTBEHHBIM.
B sTo#t curyanyu Herpebko obecrieuriaa
CIIEKTaKAIO XOTh KaKOH-TO YPOBEHD ApaMa-
TUYECKOI'0 HAlIOAHEHHUS, UAeaAbHO IIPOBOAS
Iepexoabl MEXKAY TOHAABHOCTSIMHU U Ha-
cTpoeHUuaMU. baarogapsa cBoell BOKaAbHOM
YyTKOCTU U ITIAACTUYHOCTH OHA JOCTHUTAA
TOH He0OXOANMOH CTEIleH! PHCKa, KOTIa Bo-
KaA CMEHSIACS II0YTH Pa3rOBOPHBIMHE (hpa-
3aMU C HeIoApakaeMbIMU HHTOHAITUSIMHU
KHUHOT'€POMHE HOBOY BOAHBI, HO C 6ECKOMITPO-
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MUCCHBIM KOHTPOAEM 3a AbIXaHUEM U YUCTO-
Tol 3ByuaHud. EkarepuHa CeMeHYyK oKasa-
AaChb JOCTOMHOH IMapTHEPILIEH, €€ UCIIOAHEHUE
B CLIEHE pPacKagHHS B TPETHEM aKT€ CTAAO
OHUM H3 CUABHEHIIINX BIIEYaTACHUH OT CIIEK-
TarAad. 1 Herpebko, u CeMEeHUYYK B CIIEKTaKAE
MyTu — Hemrat co Bcell 0O4€BUAHOCTBIO [10-
Kas3aAH, YTO 'OAOC — 3TO HE TOABKO CBA3KH

U Aérkue, Ho U Bc€ Teao. OnHako pusudeckas
3KCITpeccHs 00eHuX IIeBHUI] KaK HeOT'heMAeMas
COCTaBASOIIAA UX BOKAABHBIX ITIApTHUH, AU-
IEHHAS PEKUCCYPEI, YBBI, ObIA8 BXOAOCTYIO
pacTpadeHa Ha B3AbIMaHUE PYK U pa3MaThl-
BaHHue OeCKpalHUX I10JI0AOB.

Cencanueit pectuBaad craa Teomop Ky-
peHT3Hc. CHaYaAa OH BMECTE CO CBOHUM Op-
KECTPOM U XOpOoM musicAeterna nmpeactaBUA
Ha pecTuBaAe (a 4yTh paHblle — B MoCcKBe)
«PekBuem» Morapra, 3aTeM — MOLIAPTOB-
CKy!o onepy «Muaocepaue Tura» B mocra-
HOBKe [Tutepa Ceanapca.

Hy>T KyperT3uca u Cearapca sBHO
OCHOBaH Ha HEKOTOPOM Xy[I0KECTBEHHOM
HAM 4YEAOBEYECKOM POJACTBE, IIAOOM KOTO-
pOro yze CTaAO ITOSIBAEHHE CBEPXYCIIEI-
Hot «KopoaeBr! nHAetinen» B 2014 rony.
CoBMecTHas pabora Han <MuaocepareMm
Tura» He obellasa HUYETO PEBOAIOIITHOHHO-
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r0, ECAH 3HATh UCTOPUIO COTPYAHUYIECTBA
AUpUKEpaA U peKUCCEpPA, IPUCTAABHBIN
uHTepec oboux K MonapTy ¥ MacTepcTBO
opkecTpa u xopa musicAeterna. Ho B KoH-
TeKCTe OypKya3HOTo 3aAbIIOYPIrCKOTO
dectuBaag <Munrocepaue Turar craso Ma-
HHU(ECTOM HOBOI'O PYKOBOACTBA, HACTPOEH-
HOTO Ha Bo3BpalleHHe (DecCTUBAAIO cTaTyca
aKTyaAbHOI'0 XYZI03KE€CTBEHHOI'O COOBITHSI,

a TaK>Ke BIIOAHE OTKPOBEHHBIM BBICKA3bIBa-
HHUEM IIOCTaHOBIIIUKOB CIIEKTAKA{ Ha TEMY
BAACTH (K KOTOPOH IIPUHAIAEXKHUT CyIIle-
CTBEHHAd 9acTb [IYOAUKU).

Ceasapc u KypeHT3Huc HoMeniaoT Co-
OBITHS OIlephbl B HEKOTOPYIO HOBYIO IIOAH-
THUYECKYIO PEAABHOCTB, B KOTOPOH pacoBasd
IIPHUHAAECIKHOCTD HE OIIPEAeAdeT Pa3aeACHHE
Ha yTHETAIIIUX U yTHETEHHBIX. [IpaBu-

Teab Tut (Paccea Tomac) — 4€pHbIH, a HapoOZ,

C KOTOPBIM OH 00paIiaeTcsl BIIOAHE aBTOPU-
TapHOo,— 6eabIii. Bripouewm, Tut BoBce He Oec-
CMBICA€HHBIH THpaH, OH CIIOCOOEH K 3MIIa-
THUU (COBPEMEHHBIN 3KBHBAAECHT MHAOCEPIHS).
W3 TOAIIBI, KOTOPYIO TIHATEABHO OTAEALAIOT

OT HETO METAAANYECKHUMHU 3arpakIeHUSIMH,
Turt BbIOUpaeT ceOe IOMUAOBAHHBIX U 3aTEM
AIOOEMYHKOB — CeKcTa (B IIpeaeAbHOM IIAa-
CTUYECKHU JOCTOBEPHOM UCIIOAHEHUH (hpaH-

domo: fomac Ay.puH.




I1y3CKOI1 MeLIo-conpano MapuanuHus! Kpe-
b6acchl) 1 CepBHAHUIO (ABCTPHICKAS COIIPAHO
Kpucruna l'anmy), yeM HeMeIAEHHO 3aBOEBBI-
BaeT AOIABHOCTD TOAIIBL.

[IpemaTeabcTBO CeKcTa CTAHOBUTCS TEP-
popucTUYeCKUM akKToM (traditor B aHTAHUH-
CKUX CyOTHUTpaxXx OYKBaABHO IIepeBenéH KaK
terrorist), moAr0TOBKA KOTOPOTI'O II0APOOHO
noxkasaHa Ha ciieHe. CeKcT nepectaét ObITh
BAIOOAEHHBIM TAYIIIIOM, KOTOPOTI'O pa3phiBa-
eT MeKy AI0OOBHOM CTPACTBIO U ApYIKe-
ckuM noaroM. OH peniaeT BOIIPOC O TOM, IZe
3aKaH4YUBaETCS €ro AnYHas 0AarogapHoOCTh
U HQYWHAaETCH €ro IPEJaHHOCTb HApOoay.
Ceaaapc B 200 3a1a€T BOIIPOC 0 IEHHOCTH
ryMaHH3Ma B COBPEMEHHOM 00IIlecTBe, B KO-
TOPOM aKThI YEAOBEYECKHUE IIPEBPAIIATCA
B aKTbI IOAUTHYECKHE, [IOIIYAUCTCKUE, 00-
YCAOBAEHHBIE 3aa4ell COXpaHEHUd BAACTH,
a 3a0IHO BOIIPOC O [IEHHOCTH BceX (PopM
TYMaHUTapPHOM IIOMOIIH, B KOTOPBIX I'€0-
IIOAUTHUYECKHE MOTUBBI CTAHOBATCSH OJHUM
C MOTHUBaMH 3TUYECKUMH.

[Iporotunom Tura nas cosgatesei Criek-
Takasa gaBageTcda HeabcoH Mangeaa (kak
AUED, BO3TAABUBIIIUMN IIPABUTEABCTBO,
KOTOPOE COCTOLAO U3 IIPEKHUX €r0 TIOPEM-
IIMKOB). M1 0oHU uccaeyIoT IIOTEeHIINAaA KOH-
LEINIUH BOCCTAHOBUTEABHOH CIIPaBEIAUBO-
CTHU (pycckad «BUKHIIenMNs» UTHOPUPYET 3TY
unero). OHU OTMEHSIOT 3TUYECKUY MecceaK
MouapTa. B mupe Ceanapca Bcd 3THUKA —
3TO IIOAUTHUKA, U MUAOCEPAUE CTAHOBUTCH
JKECTOM IIOIIYAUCTA.

KadyecTBO 3By4aHUd OpKeCcTpa U Xopa
musicAeterna rmo3BoasieT KypeHT3ucy co-
BEpLIATh B [IAPTUTYPE CaMble HEBEPOSATHBIE
Bely. Ero He cMymarT HU IOYTH MUHYT-
HBIE I1ay3bl, HU BaABCOBBIE TEMIIBL. Ero
MonapT 3By4YMT B BBICIIIEX CTEIIEHU ApaMa-
TUYHO, BpeMeHaMH pa3yxabucTo. ABTOPEHI,
IBITA4Ch IIPOBEPUTH AYXOBHYIO OCHOBY
croxxeTa MorapTa, BKAIOYHUAHU B CIIEKTAKAB
HUHTEPAIOJUU U3 €r0 COYUHEHU — BoAbIIONH
MeCChI U Afask1o U OyTH AT CTPYHHBIX.

Emé onHol cTaBKOM r-Ha XUHTEpXou3epa
ctaa Baagumup FOpoBcku#i, KOTOpPBIN AU PU-
skupoBaa «Borriiekom» Aarbana Bepra B 1o-
cTaHOBKe Yuabama Kenrpumazxka. Kenrpumx
JI0 IIpefieAa 3allOAHHA IIPOCTPAHCTBO CIIEK-
TaKAd CAOXKHOM KOHCTPYKIIHMEH, HA KOTOPYIO
TPaHCAUPYyETCd BUIE0, OCHOBAHHOE Ha I'pa-
¢duke camoro KeHTpraxa, 1 CTaTHCTAMHU
C KAOYHCKOM IIAACTHKOH. OTO TeaTpasbHOE
MHOT'OCAOBHE IIOCTAHOBIIHUKA II0OYTHU OTMeE-
HHAO I[IOCTPOEHHOE Ha HI0AHCAaX UCIIOAHEHUE
MarTnaca I'épHe B napTuu Borleka u 3a-
JaBHAO JazKe 3KCIIPECCUI0 ACMUK ['puropdaH

B naptuu Mapu. K ToMy K€ OHO IIAOXO KAEH-
AOCB CO 3By4YaHHEM OPKECTpPA I10J PYKOBO/I-
ctBoM HOpoBCKOro, KOTOphIH IPOAEMOHCTPH-
poBaa MOYTHU HEBO3MOXKHYIO B 3TOX MOIIHONU
IapTUTYPE apTUKYASIIHUIO U AOTHKY.

[Toaner# anmaar «\egu Makbet MiieH-
ckoro ye3gar llloctakoBr4a B peaAUCTHY-
HOU MHTepnperanuu Mapuca SdHcoHCca
u Aupgpeaca KpurenOypra He ocTaBHA HaM
IIIaHCa AMYHO 3aCBUAETEABCTBOBATH YCIIEX
conpaHo EBrenuu MypaBbéBoi (MapunH-
CKUH TeaTp), KoTopas 3aMeHHAa 3ab0AeB-
myto Hury CreMMe, HO MecTHasI IIpecca
OblAa BoOAyIIEBACHA.

[Ipembepa onepsl Apubepra Patima-

Ha «Aup» (1978) B mocTaHOBKE AUPHUKEPA
®panna Beabzep-MécTa u xenaaiitHepa ABU-
HBOHCKOTI'0 (pecTuBaas 3Toro roga CaiiMmoHa
CroyHa npoiraa 6e3 pycCKOro y4acTHs.

U 3ToT paKT TOKE BaKHO 3apUKCHPOBATD.
IToToMy 4TO PyCCKHE HE CTAAU X03d€BaAMHU
3aapLOyprckoro pecTuBaAsd, OHU aKKypaT-
HO — ¥, OTMETHUM, OYeHb BEIOOPOYHO — BITH-
CaHbI B UHTE€PHAIIHOHAABHBIH KOAAEKTHUB,
KOTOPBIH neaaeT pecTUBaAB, 0OECIIEYUBAIOT
€My TBOPYECKHUH UMIIYABC, HO HE IIOAy4alOT
BO3MOXKHOCTH AUKTOBATh CBOU IIPEACTABAE-
HH4 0 XXKaHpe.

DpaHuecko Menu, Auoa»
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Photos from the website of Salzburg Festival

EUROPE’S OPERA FESTIVALS
INCREASINGLY FOCUS

THEIR ATTENTION ON

THE RUSSIAN AUDIENCE.
TuIS MAY BE THE RESULT
OF RUSSIAN PRESENCE

ON THE PROFESSIONAL
OPERA STAGE OR THE
EFFORTS OF EUROPEAN
THEATRE MANAGEMENT
WHO ARE INTERESTED IN

A NEW AUDIENCE THAT IS
BECOMING MORE MOBILE IN
TURN AND THAT NOW TAKES
INTO ACCOUNT THEATRE
FESTIVALS WHEN PLANNING
ITS TRAVEL ITINERARY. OR
IT HAS SIMPLY SOMETHING
DO WITH ETHNOGRAPHIC
INTEREST. MOST LIKELY,
IT’S ALL OF THE ABOVE.

AS A RESULT, ACCORDING
TO STATISTICS, RUSSIAN
AUDIENCE WAS THE FIFTH
LARGEST AT LAST YEAR’S
SALZBURG FESTIVAL.

t is to be expected that this year
there were even more audience
members from Russia. Our
countrymen also increased their
presence on the festival’s playbill.
It seems that a lot of credit here goes to
Markus Hinterh&user, the festival’s artistic
director who gradually introduces Russian
theatre to theatre establishment. First with
Marina Davydova at Wiener Festwochen,
and now at the Salzburg Festival where
Russians have become headliners.
Anna Netrebko’s debut as Aida in
Verdi’s eponymous opera became the 2017

festival’s primary marketing “weapon.”
The star-studded team led by conductor
Riccardo Muti (with Ekaterina Semenchuk
as Amneris and Francesco Meli as
Radames) was joined by Shirin Neshat,
an artist of Iranian descent. This is her
first directing work in opera. Neshata

(an Iranian forced to live abroad) was

able to project the fate of an Ethiopian
slave woman in Egypt onto her own life.
As a result, the production represents

an abstract version of the Orient, which
rhymes perfectly with Verdi’s apparent
orientalism, and focuses on the main
characters’ personal tragedy. The director
proposed functional set designs (two
rotating cubes with footage close-ups that
move along the stage) and gave the actors
maximum freedom of movement.

After the festival, the 89-year-old
Riccardo Muti announced that he was
ending his theatre career. As he put it, the
result of the many months of work put into
this production is not worth being away
from family. Standing at the music stand
of the Vienna Philharmonic Orchestra the
maestro demonstrated an overfamiliarity
toward the score that allowed him to go
from accenting the jeering winds, like
in Strauss’s work, to doing the same
for suspended strings, like in Wagner’s.
That interpretational freedom found no
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resonance on stage, however, and was,
for all intents and purposes, more of an
anthropological phenomenon than an
artistic one.

In that situation Netrebko provided
the production with at least some level of
dramatic charge, transitioning flawlessly
between tonalities and moods. Thanks
to her vocal sensitivity and plasticity
she attained that essential degree of
risk where the vocals alternated with
near conversational speech that held
the inimitable inflexions of New Wave
film heroines and maintained the
uncompromising control of the breathing
and the purity of sound. Ekaterina
Semenchuk turned out to be a worthy
partner; her performance in the penitence
scene in the third act was one of the
production’s most powerful experiences.
Netrebko and Semenchuk have both
demonstrated clearly in Muti-Neshat’s
production that voice is not just vocal
cords and lungs but one’s entire body.
However, without proper direction, the
physical expression of both singers as an
integral component of their singing parts
was, unfortunately, wasted on the raising
of the arms and the unfolding of the
endless skirts.

Teodor Currentzis became the festival’s
sensation. First together with his orchestra
and his MusicAeterna choir he presented
Mozart’s “Requiem” at the festival (and a
little earlier in Moscow), and then followed
it up with Mozart’s opera “La clemenza di
Tito” in Peter Sellars’s production.

The Currentzis-Sellars duo was clearly
based on a certain artistic or human
kinship, which already yielded a highly
successful fruit in the form of “The Indian
Queen” in 2014. Their collaboration on
“La clemenza di Tito” was not promising

- & -
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Anna Netrebko, Ekaterina Semenchuk,
Roberto Tagliavini at “Aida”
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to be revolutionary, if one knows the
history of the director’s or the conductor’s
collaboration, their mutual keen interest
in Mozart and the mastery of the orchestra
and the MusicAeterna choir. Yet within the
context of the bourgeois Salzburg Festival,
“La clemenza di Tito” became a manifesto
of the new leadership that was intent on
giving the festival back its status of a
timely artistic event, as well as a rather
candid statement by the production’s
directors with regard to government
officials (who make up a substantial
portion of the audience).

Sellars and Currentzis insert the
events of the opera into a new political
reality of sorts, where race does not
determine the division into the oppressors
and the oppressed. The ruler Tito (Russell
Thomas) is black, and his people, whom
he treats rather authoritatively, are white.
Admittedly, though, Tito is far from a
senseless tyrant, he’s capable of empathy
(a modern equivalent of mercy). From
the crowd that is thoroughly separated
from him with metal barriers Tito selects
the pardoned and later the favorites —
Sesto (French mezzo-soprano Marianne
Crebassa in an ultimate and physically
authentic performance) and Servilia
(Austrian soprano Christina Gansch), and
thus instantly earns himself the loyalty of
the crowd.

Sesto’s betrayal becomes a terrorist act
(traditor is literally translated in English
subtitles as terrorist), the preparation for
which is shown in detail on stage. Sesto
stops being a fool in love, torn between
romantic fervor and the duty of friendship.
Sesto resolves the issue of where his
personal gratitude ends and where his
loyalty to his people begins. Sellars asks
point blank about the worth of humanism
in a modern society, where human acts
are turned into political acts, populist acts
occasioned by the task of maintaining
the power, as well as about the worth
of all types of humanitarian aid where
geopolitical motives become one with
ethical.

The production’s creators used
Nelson Mandela as the prototype for Tito
(as a leader who stood at the head of a
government that consisted of his former
jailers). And they explore the potential of
the concept of restorative justice (Russian
Wikipedia overlooks that idea). They
eliminate Mozart’s ethical message. All the



ethics in Sellars’s world is politics, and
mercy becomes a populist’s gesture.

The quality of sound from the orchestra
and the MusicAeterna choir allows
Currentzis to perform the most incredible
things in the score. He does not shy away
from near minute-long pauses or from a
waltz tempo. His Mozart is dramatic to
the utmost, boisterous at times. In trying
to test the spiritual basis of Mozart’s
storyline, the authors added interludes
from his compositions into the production
— “Great Mass” and “Adagio and Fugue for
strings.”

Yet another of Mr. Hinterhauser’s
ventures was Vladimir Yurovsky, who
conducted Alban Berg’s “Wozzeck” in
William Kentridge’s production. Kentridge
filled the space of the production to
the limit with a complex construction
that a video, based on Kentridge’s own
graphics, is projected on, and with
extras with clown-like movements. The
director’s theatrical verbosity virtually
cancelled out Matthias Goerne’s nuanced
performance in the part of Wozzeck and
even crushed the expressive work of
Asmik Grigorian in the part of Marie.

. i
Benedetta Torre, Francesco Meli, Dmitry Belosselskiy at “Aida” i

Photo by Monika Rittershaus

Moreover, it clashed with the sound of
the orchestra under the direction of
Yurovsky, who demonstrated articulation
and logic virtually impossible in this
powerful score.

The full house for Shostakovich’s “Lady
Macbeth of the Mtsensk District” in Mariss
Janson’s and Andreas Kriegenburg’s
realistic interpretation didn’t give us a
chance to personally witness the success
of soprano Evgenia Muravyova (Mariinsky
Theatre), a replacement for Nina Stemme
who was ill, but the local press was
enthusiastic.

The premiere of Aribert Reimann’s
opera “Lear” (1978) in the production
of conductor Franz Welzer-Most and
Simon Stone, headliner of this year’s
Avignon Festival, was made without
Russian involvement. And that fact is also
important to note. Because the Russians
did not become masters of the Salzburg
Festival, they have been carefully and, it
should be noted, very selectively, inserted
into an international team that makes the
festival, ensures its creative impulse, but
isn’t allowed the opportunity to dictate
their own perceptions of the genre.
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