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Lontano. Tema 13 GuabMa «UyYTAKM» . . . o v v v v e e e e e et e e e e e e e e e 2.52
Cantabile, rubato. Ha rmaBHyto Temy u3 criekTakisi «CypoBoe UCIIBITAaHUEY. . . . . . . . 5.25
Cantabile, rubato. Tema 13 criekTaksist «<Kak BaM 3TO IIOHPABUTCS» . . . v v v v v v v v . 2.56
Grazioso. Ha tembI 13 criektakiist «Mamaria Kypask u ee netu» u punbma «He roproii!» . . 2.19
Quasi recitando. Ha remy 13 duibma «HeckolIbKO MHTEPBbIO TI0 IMYHBIM BOpocamM» . . 3.10
Con energia, secco. Ha Tembl 13 criekraksiei «XaHnymar, «Cuabop Tomepo X03sIMH»

u punbma «Tomy6bie ropsl, My HerpaBaomnomo6Hast UCTOPUSI» . . v v v v v v v v v v v o . 1.49
Cantabile grazioso. Ha TembI 13 dmibma «CruHemar»

U CIIEKTaKIIST «POJb 11 HAUMHAIOMIE QKTPHUCBI» . « o v v v v v v v e v e e e e e e e e e s 2.42
Dolce. Ha TembI 3 dhmibma «MeaBeXuit onenyi» u criekrakis «Pudapm Il» . . . . . . 2.57
Dolcissimo. Tema 13 pumbMa «Korma 3a1IBelI MUHIATDY .« « « « v 2 v v v v v e v e e v s 3.16
Sostenuto. Ha Tembl 13 ¢pmibma «MUMIUHO»

Y CHEKTAK/IS «POJb 71T HAUMHAIOIIE AKTPUCBI® « « v v v v v v v v e e e e e e e e e e 3.00
Con fuoco. Ha Tembl 13 criektakis «KaBKa3CcKumit MeIOBOi KpyT»

1 GuibMoB «Crie3bl Kanaan» M «HeoObIKHOBEHHASI BBICTABKAY . « « v v v v v v v o o v e e 2.54
Quasi recitando. Ha Tembl 113 criekTakiist «TamieTs»

u pmibMa «Kutye JoH KUXoTa M CaHUO». . . . o v v v v e o e e e e e e e e e e e e 3.15
Pastoso. Ha rembl 13 criekTakis «KaBKa3CKUM MEJIOBOM KPYT» .« . ¢ v v v v v v v v v v u s 1.58
Quasi recitando. Ha TeMbI 13 CITEKTAKIS «XAHYMA». + « v v v v v v v v v e e e e oo e e e 2.51
Marcato, secco. Ha Tembr 13 dumnbmoB «Kutue JIon Kuxora n Canuo», «<KuH-g3a-m13al»

M CHIEKTAKIIS «KaBKA3CKMIA METIOBOM KPYT® « v v v v v v v v v e e e e e e e e e e e e e e 3.04
Cantabile. Tema 13 crieKTakIsT «kKOPOMBJIAP» . . . . o o v v v e e e e e e e e 2.00
Dolcissimo. Ha TeMbI 13 CITEKTAKIT «CAMIIET» . . & v v v v v v e e e e e e e e e e e e e s 3.28
Dolce. Tema 13 CIIeKTaKIA «B OKUOAHUM TOIO» . . v v v v v o e e e e e e e e e e e e e 2.24
JKEMTASI IYTOBMIIA. . . . . . . o it et et e et e e e e e e e e e e e e e e e e e e 2.42
Rag-Gidon-Time. Ha Temy u3 cniekrakis «Puaapg II». . . . ... ............. 2.19

Ooriee Bpems: 57.32

Tpanckpuniys ajis kiapHeta Onnana Munkuca
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0nuan Munkuc, kiapHem

IMonmua OceTMHCKas, hopmenuaHo

3armcano Ha Cryauu Mochunbma B 2020 rogy
3ByKopexxuccep — leHHagmii [TannH
AccucreHT 3ByKOpexknccepa — Enena Cora

«Hynaxkun» (pexxuccep — dnpaap lllenrenas, 1973)

«CypoBoe ucmbITaHue» (pexkuccep — Pobept Ctypya, 1965)

«Kak BaM 3T0 ToHpaBUTCSI» (peskuccep — Pobept Crypya, 1978)
«Mamarira Kypax u ee metu» (peskuccep — Pobepr Ctypya, 1988)

«He roproii!» (pesxuccep — I'eopruii Janenusi, 1969)

«HecKkoJIbKO MHTePBbIO TI0 JIMUHBIM BOIIpocam» (peskuccep — Jlana lorobepuzse, 1977)
«Xanyma» (peskuccep — Po6ept Ctypya, 1968)

«Cunpbop Tozmepo xo3stuH» (peskuccep — Pobept Ctypya, 2002)
«Tomy6ble ropsl, Wiy HerrpaBaorogo6Hast uctopus» (peskuccep — nbaap lllenrenast, 1984)
«CuHema» (pexuccep — JInana dnuasa, 1977)

«PoJtb 711 HAUMHAIOIIIEl aKTPUChI» (peskuccep — Pobept Ctypya, 1980)
«MenBexwuii monemyii» (pexkuccep — Cepreit bogpos, 2002)

«Puyapg I1I» (peskmccep — Pobept Ctypya, 1979)

«Korma 3a1sen MuHIab» (peskuccep — Jlana Foro6epunse, 1972)
«MummHo» (pexwiccep — l'eoprmii Tanenus, 1977)

«KaBkasckuit MesoBoii Kpyr» (pexxuccep — Pobept Crypya, 1975)
«Cnespl Kanamn» (pexkuccep — leopruit Janenusi, 1982)
«HeoObIKHOBEHHAs BbICTaBKa» (pexkuccep — Anmbaap llenrenas, 1969)
«Tamret» (pexxuccep — Pobept Crypya, 1992)

«Kurue [Ton Kuxora n Canyo» (pexxuccep — Pe3o Uxenn3ze, 1988)
«KuH-pg3a-n3al» (pexxuccep — l'eopruii Janenus, 1986)

«Kopors JTup» (peskuccep — Pobept Ctypya, 1987)

«B oxxupanum Fopo» (pexxuccep — Pobept Crypya, 2002)



Miniatures, 18 pieces for violin and piano

1 Lontano. Theme from The ECCENtriCS . . . . v v v v v v v v i e et e e e e 2.52
2 Cantabile, rubato. Based on the main theme from The Crucible . . . . .. ... .. 5.25
3 Cantabile, rubato. Theme from As You Like It . . . . . . . .. ... ... ...... 2.56
4 Grazioso. Based on the themes from Mother Courage and Her Children

and Don’t Grieve . . . . . . o o i e e e e e e e e e e e e e e e e e 2.19
5 Quasi recitando. Based on the theme from Some Interviews on Personal Matters . . 3.10
6 Con energia, secco. Based on the themes from Khanuma, Sior Todero Brontolon

and Blue Mountains, or Unbelievable Story . . . . . . ... .. ... ... ....... 1.49
7 Cantabile grazioso. Based on the themes from Cinema

and The Role fora Beginner . . . . . . . . . ittt et e e 2.42
8 Dolce. Based on the themes from Bear’s Kiss and Richard III . . . .. ... ... .. 2.57
9 Dolcissimo. Theme from When Almonds Blossomed . . . . . . ... ... ...... 3.16
10 Sostenuto. Based on the themes from Mimino and The Role for a Beginner . . . . . 3.00
11 Con fuoco. Based on the themes from The Caucasian Chalk Circle,

Tears Were Falling and Extraordinary Exhibition . . . . . . . ... . ... ... .... 2.54
12 Quasi recitando. Based on the themes from Hamlet and The Life of Don Quixote

and Sancho . . . . . . . . e e e e e e e e 3.15
13 Pastoso. Themes from The Caucasian Chalk Circle . . . . . . .. ... ... ..... 1.58
14 Quasi recitando. Based on the theme from Khanuma . . . . . .. ... ... .... 2.51
15 Marcato, secco. Based on the themes from The Life of Don Quixote and Sancho,

The Caucasian Chalk Circle and Kin-dza-dza. . . . . . . .. .. ... ... ...... 3.04
16 Cantabile. Theme from KingLear . . . . . . . . ... .. . ... 2.00
17 Dolcissimo. Based on the themes from Hamlet. . . . . . . ... ... ... ..... 3.28
18 Dolce. Theme from Waiting for Godot . . . . . . . . . . . o i, 2.24
19 Yellowbutton . . . . . . . . ... .. e 2.42
20 Rag-Gidon-Time. Based on the theme from RichardIIl. . . . . .. ... ...... 2.19

Total time: 57.32

Transcribed for clarinet by Julian Milkis

GIYA KANGHELI
MUSIC FOR FILM AND THEATRE
FOR CLARINET AND PIANO

Julian Milkis, clarinet

Polina Osetinskaya, piano

Recorded at Mosfilm Recording Studio in 2020.
Sound engineer — Gennady Papin

Assistant to a sound engineer — Elena Sych

The Eccentrics (film director — Eldar Shengelaya, 1973)

The Crucible (stage director — Robert Sturua, 1965)

As You Like It (stage director — Robert Sturua, 1978)

Mother Courage and Her Children (stage director — Robert Sturua, 1988)
Don’t Grieve (film director — Georgiy Daneliya, 1969)

Some Interviews on Personal Matters (film director — Lana Gogoberidze, 1977)
Khanuma (stage director — Robert Sturua, 1968)

Sior Todero Brontolon (stage director — Robert Sturua, 2002)

Blue Mountains, or Unbelievable Story (film director — Eldar Shengelaya, 1984)
Cinema (film director — Liana Eliava, 1977)

The Role for a Beginner (stage director — Robert Sturua, 1980)

Bear’s Kiss (film director — Sergei Bodrov, 2002)

Richard III (stage director — Robert Sturua, 1979)

When Almonds Blossomed (film director — Lana Gogoberidze, 1972)
Mimino (film director — Georgiy Daneliya, 1977)

The Caucasian Chalk Circle (stage director — Robert Sturua, 1975)

Tears Were Falling (film director — Georgiy Daneliya, 1982)

Extraordinary Exhibition (film director — Eldar Shengelaya, 1969)

Hamlet (stage director — Robert Sturua, 1992)

The Life of Don Quixote and Sancho (film director — Revaz Chkheidze, 1988)
Kin-dza-dza (film director — Georgiy Daneliya, 1986)

King Lear (stage director — Robert Sturua, 1987)

Waiting for Godot (stage director — Robert Sturua, 2002)
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MbI mo3HakoMmnch ¢ I'neii Kanuenn Ha ManeHbKOM (dectuBasie B [epManum
B 1997 romy. S, KoHEUHO, pobest, Tak Kak JaBHO (¢ 1988 roma) 66T CTpaCTHBIM
MOKJIOHHMKOM €ro My3bIKM. W Toc/ie JOBOJBHO IPOMO/DKUTEIBHO Oece/bl
s ipuraacui I'nio ¢ skeHoi JItoneit Ha Moit KoHLepT. Y oH ckaszan: «kOnuk, Bel
TaKOM CUMITATUYHBI MOJIOMIO Ye/I0OBeK, HO S HEHABIOKY KilapHeT». S oremn
U CTaJl TOBOPUTD: «HY, UTO MOAE/IaTh, HUUETO CTPAIIHOrO...» HO Ha KOHIIepT OH
TIPUIIIEST M TTOC/IE STOTO HAavaIoCh Hallle 00IeHNe — U U3 ITPOCTO MY3bIKaJTbHOTO
3a JIOJIT¥e TOMbI — 3TO TIEPEPOC/IO B OU€Hb O/IM3KIE, TPAKTUYECKM POICTBEHHBIE
OTHOILIeHNMS, CHavasa ¢ ['meii, a HOTOM U CO BCell CeMbei.

B cBoeit My3bIke OH TOYHO 3HaJI, YETO XOUYET OT MCIIOMHUTENS, ObUT OYEeHb
TpeGoBaTeIbHBIM, HO M Upe3BbIUaiiHO 1eapbiM. HO TOMBKO 1Ba pasa s yCIbI-
IIaJI OT HETO OHY U Ty ke dpasy: «Tbl UIpaelllb TaK, OYATO caM MUIIENb 3Ty
My3bIKy». OH CKa3aJi 3TO MHe nocJie npemMmbepbl «HouHbIX MOMUTB» B [omaHnium
Y MHOTO JIET CITYCTS TO ke camoe cka3an [lonumHe OceTMHCKONM Moc/ie Hallero
C Heli ucronHenus «MyuHMaTIOp» B MOCKBe.

FOnuan Muakuc



HE 10 MPOLLINOMY HOCTANBIWA,
HOCTAIbIA N0 HACTOALLEMY

Lvikn I'mu Kanuennu «MyuHMATIOpbI», 18 mibec 1Jis1 CKpUIIKM U (hOpTeNnnaHo,
pPOIMIICST KaK 3KCTPAKT 6osee paHHelt «[IpocToit My3bIku» mjist poprernmu-
aHO — cOOpaHMs TPAHCKPUITIIVIA U3 MY3BIKM Te€aTpa 1 KMHO. Ta B CBOIO oue-
penb HepeIKo MUTPMPOBasIa OT TOCTAHOBKM K TOCTaHOBKE, YTOOBI HAKOHEI]
CBSI3aThCS [IJISI CTyXa ITyOJIMKY C HauboJjiee yCIeIHOo 1 JOJITOBEYHOA.

«[TocBITUB cebst cMM(POHMYECKMM ¥ KaMePHBIM JXaHpaM, S TapaijieJIbHO
paboTas B IpaMaTUYeCKOM TeaTpe M KMHO. He youBUTEIbHO, UTO HEKO-
TOpble TEeMbl, IpegHa3HAUYeHHbIe [JISI KOHKPETHBIX ITOCTAHOBOK WJIN
(bubMOB, IPOHMKAIN U B KPyITHbIe (POPMbBI, a8 MHOTA, HAIIPOTUB, B HUX
BO3HMKAJ 3MM30[, IMOXOXKMII Ha IUTATy U3 MPUKIATHON MYy3bIKM. MHe
CcaMOMy TIOPO¥1 O6bIBAaeT TPYOHO BCIIOMHUTD, Iie BIIEPBbIE MOSIBUJICSI TOT
WUJIM MHOJi 00pa3 — Beb MOIaBJISIoNIee O0IbIIMHCTBO 13 601ee YeM COTHU
“03Byu4eHHBIX” MHOIO (GMIbMOB M CIIEKTAKIIEH COIILIM CO CI[€HBI ¥ C SKpaHa.
U BOT Temeps s peuini coopaTh Hambosiee JOpPoTKe IJ1s MeHsT GparMeHTbI
B anpboM u3 33 MuHMATIOpP. OKaKYTCS M OHM SKM3HECIIOCOOHBIMM,
JUIIUBIIMCh CBOETO IMPUKIAJHOTO CTaTyca, IMOKaskeT BpeMs. M Bce ke
OCMEJIIOCh 0OPATUTHCSI C TIOKETAHUSIMM K T€M, KTO PUCKHET IPOSIBUTH
MHTEepeC K MOMM He3aTelIMBBIM 3apMCOBKaM: IpenebHasi IMPOCTOTA
U3JIOKEHMSI He TOJbKO HE MCKJIIOYaeT, HO Aaxke MpeAriosaraetT cBOOO-
HYIO MHTEepIIpeTalyio, 0COGEHHO CO CTOPOHbI MCIIOJHUTENIEN, 00/1a1a10-
X JapoM MMITpoBM3aLyu. [I03ToMy TOUHO COO/TI0aTh YKa3aHMS TEMIIA,
IVMHAMMKM ¥ MaHepbl MCIIOJTHEHMST BOBCE He 00s13aTe/IbHO. [Ibechl MOXKHO
UTPaTh B JII0O0I ITOCIeA0BATEIbHOCTY U B JIIDOOM KOJIMYECTBE...»
T'usa Kanuenu.
U3 npeducnosus k uzdauutro «I[Ipocmoti my3siku» 0711 popmenuaHo
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Bepcus gns knapHeTta u GopTenmaHo, CTaBIllas OuepelHOVi MHKapHalyeii
3BYKOBBIX 00pa30oB,— COUYMHEHMEe, He TIpeTeHI0BaBlliee Ha aOCOMIOTHYIO
OPUTMHAJIBHOCTb,— IOpa’kaeT HOBU3HOJM 3BYKOBOrO KauecrBa. Kasxkertcs,
MHOTMe€ TOJIbI My3bIKa TOJBKO U JKIaJia TIOSIBUTHCS B 3TOM TEMOPOBOM coye-
TaHMM, 17151 Hero O6bL1a rmpenco3aaHa. dumocopuuHas TYMaHHOCTD KJIapHeTa
He YCTYTIaeT 9KCIPeCCUM CTPYHHOTO MHCTPYMEHTA, 0COOEHHO OCTPOJi B pyKax
I'mpona Kpemepa, KOTOpoMy TOCBSIIIIeHa 6O/bIast YaCTh CKPUITUMYHBIX SO0
3 counHeHui KaHuenu (rmporpaMma IycCKa He CIy4aiiHO IOMO/IHeHa I1be-
coit Rag-Gidon-Time, Tne Ha3BaHMe, HECMOTPS Ha MPUYYIJINBYIO UTPY CJIOB,
TOBOPUT caMo 3a cebs1). B aHcambiie ¢ JepeBSIHHBIM TyXOBbIM U POSITb HAUM-
HaeT OTKJIMKATbCS MHBIMM TOHAMM, TyLIE CMSTYaeTcs, negaansauusi pu-
obpeTaeT MMIIPECCMOHUCTUYECKYI0O MHOTOCJIOHOCTh. Ha mepBbIit IIaH
BBICTYTAIOT CKPBIThIE CMbIC/IbI, BO3MOXXHO HE CUMTAHHbBIE 3PUTEISIMU TTPEXK-
HUX EeCATUWIETUI, He PaCcC/bIlIaHHble CIYILIATEeISIMU IPU XXU3HMU KOMITO3M-
TOpa: memento mori, TOP>KeCTBYeT Ha (hOHe ITeUajbHOro in memoriam.

«Cynpba HOCTabIUpyoIero 6espamocTtHa. TOCKys MO IPOCTPAHCTBY,
KOTOPOTo GOJIbIlle He CYIIEeCTBYeT, OH IPOSIB/SIET CBOIO CTPACTh, HECMOTPSI
Ha Heus6GexxHOe pa3ouapoBaHye. U Bce ke, He B CUJIaX MOJTHOCThIO OTOPO-
CUTHh BO3MOKHOCTb BO3BpallleHMs], TIONafaeT B 6€3BbIXOMHbIN TYIIVK MEXKIY
>KeJlaHMeM U OTcyTcTBMeM. HocTanmbrusi, TakuM 006pa3oM, OFHOBPEMEHHO
MaHUT ¥ 3aTSITUBAET».

Hunan Tpuzz, my3viKo8eo, punocop

[Tbeckl, coCTaBUBIINME LVKI, pa3MellleHbl BHE CBSI3U C XPOHOJIOTMYECKUM
MOPSIIKOM MX BO3HMKHOBEHMS, B KOMIIO3ULIMM HET HU MaJeiiiero mnpu-
3HaKa MCTOPUIHOCTY Wiy 6uorpaduuHocTy. Yaiie Bcero n3bpaHHble ¢par-
MEHTbI He COOTHOCSITCSI C K/IIOUEeBBIMM MOMEHTaMM CIO’KETOB CIeKTaKJIei
1 GUIbMOB, He CoflepkaT PaCXOXKMX IIUTAT 32 HEMHOTMMM MCKIIIOUYEHMU-
sIMM, 3aMEeTHBIMMU JIJIs1 3HaTOKa. B My3bIke HeT HMuero BHelTHe 3¢ GeKTHOro,
MTOPa3UTEIBHOTO MM M300pa3sUTEIbHOTO, KPOME, MOKET ObITh, UMUTAIIUA



MSIyKaHbsI B KOHIIe N2 15 1, KOHEUHO, «ITPOINAJIbHOTO B3Maxa» B (uHasIe
N? 18. U3 nouTu ABYX JECSTKOB ITbeC JIMIIb Tapa MpeTeHayeT Ha mpaBa
KyJTbMMHALIUI, B 000MX CIy4yasx IPOTECKHOrO TOHA,— Komuueckoit (N2 6)
u 6pyranbHOi (N2 15). Idee fixe, npumaroiasi mogdbopKe eaMHCTBO, — OTCTpPa-
HeHHas TMPpUKa pacCTaBaHMSI U TTOKOM, TUIIb M3peiKa HapylllaeMblii BCILIe-
CKaMy BOCIIOMMHaHUINA.

slesksk

«KoHelr ceHTsIOpST — HauajIo OKTIOpsl — uymecHoe Bpems B Tommcu. B mome
MaxHeT CBeXXeCBapeHHbIM BapeHbeM. B OKHe 3ajepHyTa 3aHaBecka. Bce
CKa3aHHble (JIOBAa M BbIpaskeHHbIe UyBCTBA yke He BepHyTb. C HacTyIuie-
HMEM CyMepeK OKHO OTKpbIBAeTCSl. BHYTpM KTO-TO BBICTYKMBAeT MEIOAMIO
u3 ¢uabMa mim criekTakist. Kanuenn? Kanuenn...»

Pe30 I'nbpuadse, xy0oxcHUK, nucamens, pexcuccep

«TSHEeT CKBO3HSIUKOM, XOJIOAKOM OCTaBJIEHHOCTH, BOCIIOMMHAHMEM O TeTlIe.
[lanéko — roBOPUT My3bIKa, AABHO — FOBOPUT OHA. Hiuero He BepHYTb, TOBO-
puUT My3bIka. Ho He TOBOPUT — HMKOTIA, TOBOPUT — ITOTOM, ITO33KEe, HABEPHOE
VTV HETIPEMEHHO. ..

Kak MO’KHO He JII0OUTb 3Ty 0CE€Hb, KOTa 3 OKHA JJOHOCUTCSI My3bIKa, a O],
JIECTHULIEH HA TIPOTSDKEHUM TPEX TAKTOB KPYXKATCS JKEJIThIe ¥ KOPUUHEBBIE
mucThs. §I Takke OO0 CyIIaTh 3Toro KaHuenu, He TOJMBKO TpeGoBaTeb-
HOTO M TParnyeckoro KOMIIO3UTOPA, 3aJJAI0Ier0 MHe BOIPOCHI, HA KOTOpbIe
s1 He MOTY OTBETUTb, HO IpocTo KaHuenn, ubM MeIoauu Ipo3payuHbl 1 Gec-
TJIOTHBI, KaK KPacKy Ha BOZE».

Pe30 I'abpuad3e, Xxy0oxHUK, NUCAMeNs, pexcuccep

Menoaus omuchbIBaeT KpPyruM HajA 3eMyieil UM BbITITMBAETCS ITYHKTUP-
HBIMM JIMHUSIMU TTUYBUX KJIMHbEB, 00JaYHOrOo mapa. JleTyume ropusoH-
TaJM U TUIOCKOCTY He COBMAAAIOT C TIOBEPXHOCTSIMM, BEepTUKAIM ITPOH3AI0T
MX TIpU3PAUYHbIMM UITIaMU. MecTa YKONOB 3bIOKM, PACTSDKMMBbI, IPOPEXU
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obpetaroT (HOPMBI, 3aTeM 3aTSITMBAIOTCS YTOObBI BHOBb OKAa3aThCS IIPOH-
3eHbl. Mrpa KiapHeTa U posiisi 6eCKOHEYHA: IbIXaHMe — He TIeHbe — OJHOTO
Ha OCTPUSIX — He KJIaBUILIAX — APYToro.
«OH ob6magaeT NIyOOKMM MOHMMAaHMEM JIpaMaTypruy KuMHO. ETo mMy3bika —
He MPOCTO YKpallleHKe, a CaMOCTOSITeJIbHOe ITOBeCTBOBaHME, Iepefaroiiee
HEUTO BaXXHOE, TO, 0 UeM MHaUYe HUKTO ObI He Y3HAIL...».

T'eopeuti /lanenus, KuHopexcuccep

Mup — He TeaTp, He KWUHOCheMOUHasI TUIOIIAIKa M JIIOAY — He akTepbl. Hens-
MEHHO HacTaeT BpeMsl MOracuTb COMUTDHI, CHATh KOCTIOMbI, PasrpUMMUpPO-
BaTbCS M OTIIPABUTHCS IOMOIA, T sKM3Hb COBCeM Apyrasi. I TOUHO Takasi e,
HO HeBUAMMAS U3HYTPH, C TIO3UIMM YIACTHMUKA? A TIOTOM BEPHYTHCS, UTOOBI
YOOCTOBEPUTb TOXKIECTBO WIM HACTOSTh Ha MPOTUBOMOCTaBieHuu. Oiie-
HUTD C BBICOTBI HEe VICTIOIHATEJIS U Iaske He 3pUTeJis, a TOT0, KTO TTOCMOTPUT
Ha CIIeHY WK 9KpaH 13 OyayIero, He3pMMOro JJisi COBpeMeHHMKOB.

«C oHO CTOPOHBI, MbI ITO3BOJIsIEM Cebe, TOTPY3UBIINCH B COH, IEPEHECTIChH
B TIPOCTPAHCTBO, IJie 3HAKOMOe ITpeobyaiaeT Hal HE3HAKOMBIM U, CIeIOBa-
TeJIbHO, CO3JAeTCs BIleyaTaeHue, YTO MbI IOMa; C APYToit CTOPOHbI, UITI030D-
HOCTb TepeMelieHus] YTBepKIaeT HEeBO3MOKHOCTh KOIIa-Inb0 BEPHYTHCS
B 3TO ITPOCTPAHCTBO HaBCeTra».

Hunan Tpuee, my3siko8eo, unocogp

OTnuuime TeaTpa M KMHO OT 66106020 MMupa — 0cobast yCTaHOBKA CBETa, MO -
YepKMBAOLIETO pebed), JKeCT, BbISIB/ISIONIETO U CKPIBAIOIIETO MPUPOIHbIE
OTTEHKM. 3a OCBeIlleHMe B My3bIKe IMK/Ia OTBeuyaeT posuib. KinapHeT BemeT
JIMHUIO CKBO3b TO TAIOIIYIO PO3PauyHOCTh, TO I'YCThIe KITyObI (poHAa.

e ste ste
skl

«O6bIYHO OH HAUMHAEeT MUCaTh MY3bIKYy K QWIbMY ellle 10 Havajaa CheMOK.
[Tocne OKOHYAHMUSI Cb€MOK OH ITPOCMAaTpMBaeT MarTepuan U TIUIIET ellle



My3bIKy. HakoHell, Korja Becb GUIbM YyKe TOTOB, OH CHOBA ITPOCMAaTpUBaET
€ro ¥ NUILIeT My3bIKYy B TPETUI pa3, He3aBMUCUMO OT 3aTPAUYeHHbIX YCUTTUTI».
Teopeuti /Tanenus, KuHopexuccep

OuIbMbI MOXKHO TTI€PECMOTPETD, CIIEKTaK/IM — HeT. [IycTh HEKOTOpbIE U3 Tea-
TpaJIbHBIX Uy/IeC OTCHSITHI JIJIS1 TeJIeBUIEHMSI, a IPYTHe CTOJIb OJIeCTsIIe Onu-
CaHbl CJIOBAMM, YTO BIIOPY U MOBEPUTH, Marus >XKUBOJ UTPbl yAETYUYMBAETCS
6eccrenHo. BripoueM, 1 Hempexopsinasi BeYHOCTb KMHemaTorpada MHMUMA.
CraperoT ¢abysibl, BETIIAIOT aKTEPCKME MaHEPbl, MEPKHET U KeJITEET IIEHKa.
3amnevaTjieHHble BpeMsl M OBISKEHME 4YeM jajiee, TeM OOJblile HauMHAIOT
MpeCTaBISITh 1IeHHOCTh MY3eiiHYI0, He KM3HeHHYyI0. My3bIlka He MUPUTCS
C TaKUM TIOJIOKEHMEM [ieJl, OHa TTOKMUIAeT BUTPUHBI M OOpeTaeT MHOOBI-
THe B KOHIIepTax. Y3HaBaHMe MEePBOMCTOUYHMKOB IOCTEIeHHO IlepepacTaeT
B OTHAJIEHHbIE acCOLMALMM BIUIOTh IO ITOJIHOTO 3a0BeHMSI, MHOIOTOMHOE
coOpaHye CIOKETOB OObEeIMHSIETCSI HeCKOJIbKMMM MePexXOAsIIMMY, ITOIapHO
MepeKIMKAIIMUCS MOTUBaMu: lontano — grazioso — secco — recitando.
Hanéxo — rpaimo3Ho — CyX0 — AEKJIaMaliOHHO...

«CIIeKTak/Iu, KOTOpble s cTaBUJI BMecTe ¢ 'meit KaHyenu — ma 4To Tam,
MBI CTaBMJIM X BMeCTe! — HEM3MEHHO HeCyT Ha cebe OTIIeYaTOK ero XymosKe-
CTBEHHOV MHAVBUAYATbHOCTU Y OPUTUHAIBHOTO BUAEHMST My3bIKU U T€aTpa.
Be3 ero My3bIky 11 aOCOTIIOTHO HETPAAMIIMOHHOTO BOCITPUSITHUS TeaTpa BCe 3TU
CTIEKTaK/IM MPUHAJIEKaIN ObI K IPYTOMY 3CTETUUECKOMY M3MEPEHUIO».

Pobepm Cmypya, pexcuccep

[TpuxnagHast My3bika KaHueny — mamMsITHUMK paBHOMPABHOI ApyskOe MeKIy
KOMITO3UTOPOM U peskuccepamu. KuHemarorpad 3Han npumMepbl Mog06HOro,
IOCTAaTOYHO BCIIOMHUTbL Penepuko ®emnvuu 1 Huno Pota; Teatp sxe mpu-
obpeJt mpeleAeHT HeObIBaIbIiA. JIeJl0 He B TOM, YTO KOMITO3UTOD «IIepeTsi-
HYJI Ha ceOs» 3aMbICeT TOCTAHOBKM. JTOT0, KaK MPaBUIO, ¥ He MPOVUCXOINIIO.
Ocsi3aeMast pa3HMIA MeXAY MY3bIKOM K CIIEKTAK/II0 ¥ MY3bIKOI 8 CIIEKTaKIIe
6bUIa He 3a30pOM, a CpelOCTeHMEM, CBSI3YIOIel TKaHblO, 0OecTieunBaBIIei
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IIeJIOCTHOCTD Y3Ke He OIHOV KOHKPETHOI paboThl, HO TIEPMOA, CTUIIS, STTOXU.
«MOXHO 6€e3 mpeyBeIMYeHNs] CKa3aThb, UTO I'mst KaHuenu BHeC pemaromnii
BKJIaA B (OpPMMPOBaHME XYIOKECTBEHHOTO OOJIMKA CETONHSIIHEro TeaTpa
PycraBenn».

Pobepm Cmypya, pexcuccep

Crypya craBui Bpexrta, bekkera u Aprypa Mumuiepa, lllekcnivpa u ['onbaoHu,
«Xanymy» ABKceHTMs llarape/miu u mbechl apaMaTypros I'pysum XX Beka.
A eme — «3nektpy» Codokia B ApuHaxX U BCe TeX ke 3apyOekKHbIX KIacCu-
KOB Ha pa3HbIX clieHax mupa. Kanuenu genan «Xanymy» ¢ I. TOBCTOHOrOBbIM
B JlenuHrpase, mucag My3bIKy K KuHobuiabMmam P. Uxeunse, D. Illenrenasi,
I. Tanenust. IIpeomonenne reorpaduueckmx rpaHulL He ObIJIO CBSI3aHO C OTPBI-
BOM OT HalMOHAJIbHOV MouBbl. CKOpee HA0OOPOT, B MOITUUECKYIO JIETEHY
pPOAVHBI BIMCHIBAIMCh HOBBIE CTPO(BI M IJIABbl, a Tpeyeckoe, AHIIMII-
CKOe, HeMelIKOe M aMepUKAHCKOe CTaHOBWIOCh HEMHOTO TPY3MHCKUM (MJIN
HEMHOTO Oojiee TPY3MHCKUM, Kak «KaBKa3CKuil MeIOBOV KpyT»), HEXEIN
Mpenoaarajioch aBTOPaMu.

«Ero ymeHue HaiT eqMHCTBEHHO BepHOE MY3bIKAJIbHOE pelleHue, CIIoco0-
HOCTb C OAVHAKOBBIM YCIIEXOM pabOTaTh B pa3HbIX >KaHPaX, CTpeMJIeHME
romorarth, a He MeIlaTh...»

Anwvdap IlleHzenas, KuHopexcuccep

KaHuenmu mnpuHagjiexaa K ITOKOJEHMIO BeIMKMUX KOMIIO3UMTOPOB TeaTpa
M KUHO, OTHOBPEMEHHO pean30BaBIIMXCS B aKaJeMUUIeCKMX KaHpax (He cTa-
HEeM Jiayke HAaUMHATD MepeuncieHs, YTo6bl HUKOTO He 00uaeTh). Ho oH 6buT
OOHUM 13 HEMHOTHUX, €C/TY He eAVHCTBEHHBIM, IJIS1 KOTO BCeJIEHHbIE «OO0JIb-
IOi» U «MaJIoi», (PrIapMOHMYECKO M MPUKIAZHON MYy3bIKM 00pa3oBaim
eIMHbII MUP, IPOHU3AHHbIV OOLIVIMYU TOKAMY MBIC/IV ¥ BIOXHOBEHMSI.

Texcm: Anekcaxdp Haymos



IOmman Mwikuc (KIapHeT) — BbIIAKIIMIICS COMUCT, KAMEPHBI MY3bIKAHT
Y UICTIOJTHUTEJTh JI3Ka30BO My3bIK/. YHUKATbHbIE MHTEPIIPETALVN, BETTMKOJIET-
Hasl BUPTYO3HOCTb ¥ HETTIOBTOPUMBINA, YapyIOILIMii 3BYK, CBOMCTBEHHbIV 3TOMY
apTUCTY, IPUHECT eMY ITPU3HaHME ITyOJIVKM ¥ KPUTUKOB.

I0nman Mutkic monmyunsa o6pasoBanme B [IKy/IbSIpACKOi MIKome ¥ MaHXaT-
TEHCKOJ IIKOJIe My3bIKYM Yy 3HaMeHUTOro Ieznarora Jleona PyccuaHoBa. Takke
OKOHYMWJI MarucTpaTypy II0 PycCKo¥ JuTepaType HopBMUCKOro YyHUBEpCUTETA
B Bepmonre (CIIA).

Konueprsl Onnana Muikuca npoxXondT Ha IIABHBIX CLieHaX MUpa, B TOM
uycne B KapHeru-xomne u JInHkonbH-LieHTpe B Hblo-Mopke, 3amax ITneitens
u l'aBo B Ilapmxke, Bombimmx 3amax MoOCKOBCKOV KoHcepBaTOopuy U CaHKT-
I[Tetep6yprckoit dhmnapmonny. OH BbICTYTIAT ¢ CUM(OHMYECKMMM OPKECTPaMMU
TopoHTO M 3OMOHTOHA, opKectpom paauo CBC (Kanaga), T'ocymapcTBeHHbIM
akageMmyeckuMm cuMboHndeckuM opkectpoM CaHKT-IleTepOyprckoii dummap-
MOHMM, MOCKOBCKMM KaMepHbIM oOpKecTpom Musica Viva, HauyoHaabHbIM
opkectpoMm JInoHa mion, yripasinennem ApHonbaa Kaia, Opuxa beprens, Mapmo
bepnapau, lfenHagus PoxxgecrBeHckoro, Mapka l'openiirrerina, Mumim Katia, Xb1o
Bonbda, Bukropa ®ennbpumia, Ypu Maiiepa, Hypxana Apmana, Anekcanzapa Yep-
HYIIIEHKO, AstlekcaHzpa PymuHa, XobapTa dpiia U APYTUX M3BECTHBIX JVPVDKEPOB.

Cpeny mapTHepoB HOnmaHa 1o KaMepHOMY aHCaMOJTIO M3BECTHbIE COBPEMEH-
Hble apTucTbl: Banepuii Adanacees, I0puit bammer, XXepap Kocce, Anexkcanap
Kus3eB, Muiia Maiickuii, Anekcanap PynuH, KoHcranTud JInsumi, Muxaui
Konenbmasn, [Tonmmaa OceTuHCKas, KBapTeT uMeHu boponnHa, CTpyHHBI KBap-
ter St. Lawrence, CaHKT-ITeTepOyprcKkuii CTpyHHbIV KBapTeT 1 JIaTMHOAMepu-
KaHCKMI1 KBapTeT. My3bIKaHT MPUHMMAET yyacTMe BO MHOTMX MPeCTMKHBIX
MeXIyHapOOHBIX (GeCTUBAISIX.

CnenmanbHo Aj1s1 FOnmana Muikuca co3gaHo MHOXKECTBO HOBBIX COUMHEHMIA,
BKIOo4asi KoHuepTbl Ockapa Mopasia, Onbru Iletposoit, bopuca TuieHko,
MeuncnaBa Baitn6epra u MHorue apyrue. Konuan Muikuc corpymandai ¢ I'nei
Kanuenu u OnuBbe MeccuanoM. OH IMIMPOKO M3BECTEH B Cpefie MOKIOHHMKOB
IKasa " SIBJISIeTCS €OVHCTBEHHBIM YUEHUKOM «KOPOJISI CBUHTa», KJIapPHETUCTA
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bennu ['ymmana. Cpeayt ero mapTHEPOB 10 /IKAa30BOI ClieHe TMaHucT Juk Xaii-
MeH (B IPOILIOM MY3bIKaHT rpymibl ['yaMana), KoTopslil Hanvcan ajist fonmana
Mwukica KOHIEPT «PerTaiim». 3amcy apTMCTa BbILIUIN TTOf, ieiibinamu Warner
Classics’ Lontano, Suoni e Colori, Sony CEAUX, «Menoaus», «Pycckue Ce30HbI»
u Brilliant Classics. B 2016 romy 0man Munkuc 6bUT BO3BeZIEH B CaH Phlliapeii
MasbTHi1CKOro OpAeHa.

IMomua OcetuncKkas (GoprenmnanHo) Havama UrpaTh Ha GOpPTEIMAHO B ISATh
JIeT, B IIECTb JIeT Jaja MepBblii COMbHBIN KOHLIEPT B BU/IbHIOCCKOI KOHCepBa-
topun. [lo3ke megaroramu Oymyinei TMAaHUCTKMA CTaIM MTPeeMHUIIbI UCIION-
HUTeNbCKOM 1mKombl lenpuxa Heitraysa Mapuna BenmamumHoBHa Bombd
B CaHkT-IleTep6ypre u Bepa BacunbeBHa ['opHocTaeBa B MOcKBe.

[MomHy OCceTUHCKYIO MOXKHO YC/bIIaTh B KapHern-xomie, BeHCKOM MI03MK-
(bepaiiie, mongoHCcKOM bapbukane, pumckom TeaTpo ApaskeHTHHA, KPyTTHe-
mmx 3anax Poccum, Tepmanmm, [Monbiy, V3pansst, a Takke Ha (HeCcTUBAISIX
B Poccun, EBporie 1 AMepuke.

[InaHucTKa BBICTYTAZa C OpKecTpoM musicAeterna, opkectpom MapuuH-
cKoro Tearpa, I'ocygapCTBeHHBIM CMMGOHMYECKMM OPKeCTpOM Pecrybnmkm
Tartapcran, 3KP cumdonmnyecknum opkectpom CaHkT-IleTepbyprckoit dunap-
MoHun, TACO mmenu E.®. CernmanoBa u Tokuiickum (umapMoHUUECKUM
opkectpoM. Cpeny ee ClieHMYECKMX MTapTHEPOB aupyskepsl Teopop KypeHT3uc,
Brnagumup CrinBakos, JlopaH Iletuskepap, Tyran Coxues, Anekcanap CiagKkoB-
ckuit, Bacummit Cunaiickuit, Aunpeii Bopeitko, Imutpuii Jluce, Tepn AnbopexT,
Au-ITackanp Toprenbe, Tomac 3anpepnauur. 3ammucu IlomuHbl OCETMHCKOM
BBIXOIM/IM Ha Jieiibnax Sony Music, Naxos, Bel Air, Quartz v «Menoaus».

[Monmmua OceTuHCKas — JlaypeaT MoioaexkHoi mpemun «Tpuymdb» 1 aBTOp
HaIlryMmeBIiero 6ecrcemiepa «IIpomiaii, rpycTb», KOTOPBI B HACTOSIIEE BpeMs
TOTOBUTCS K nepeusganmio. B 2021 roxmy ITonuHa ne6oTrpoBaia B My3bIKaib-
HOM CIIEKTaKJIe KaK IpaMaTuJyecKas akTpuca.

Texcm: AHacmacus AHMOHEHKO
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GIYA KANGHELI
MUSIC FOR FILM AND THEATRE
FOR CLARINET AND PIANO

I met Giya Kancheli at a small festival in Germany in 1997. Of course, I was
shy, because for a long time (since 1988) [ had been a passionate admirer of his
music. And after a rather long conversation, I invited Giya and his wife Lyulya
to my concert. And he said: “Julik, you are such a nice young man, but I hate the
clarinet.” I was taken aback and began to say: “Well, what can I do, it’s okay...”
But he came to the concert and after that our communication began; out of
a purely musical one, it grew into a very close, almost family relationship over
the years, first with Giya, and then with his entire family.

In his music, he knew exactly what he wanted from the performer. He was
very demanding, but also extremely generous. Yet only twice I heard the same
phrase from him: “You play as if you write this music yourself.” He said it to
me after the premiere of the Night Prayers in Holland, and he said the same
thing many years later to Polina Osetinskaya after our joint performance of
the Miniatures in Moscow.

Julian Milkis



NOSTALGIA NOT FOR THE PAST, BUT NOSTALGIA
FOR THE PRESENT

Giya Kancheli’s cycle Miniatures, 18 pieces for violin and piano, was born
as an extract of earlier Simple Music for piano, a collection of transcriptions
from the scores for the theatre and cinema. In turn, it had often migrated
from production to production in order to be finally associated by the
public ear as the most successful and durable.

“Having devoted myself to symphonic and chamber genres, I simultaneously
worked for the drama theatre and cinema. It’s not surprising that some
themes I wrote for specific productions or films penetrated into large forms,
and sometimes, on the contrary, they had a bit that was similar to a quote
from functional music. Sometimes I have a hard time remembering where
this or that image appeared first — after all, the overwhelming majority of
over a hundred films and theatre productions I have ‘voiced’ no longer belong
to just the stage and the screen. And now I decided to collect the dearest
fragments in an album of thirty-three miniatures. Time will tell whether
they’re viable now that they’ve lost their functional status. Nevertheless,
I dare to turn my wishes to those who take chances and show interest in
my unpretentious sketches: the ultimate simplicity of presentation not
only doesn’t rule out, but even implies free interpretation, especially for the
performers who have the gift of improvisation. Therefore, it’s not necessary
to accurately follow the instructions concerning the pace, dynamics, and
manner. The pieces can be played in any sequence and in any quantity...”
Giya Kancheli. From the preface to the publication of Simple Music for piano

The version for clarinet and piano that has become another incarnation of
sound images, a piece that did not claim to be absolute original, amazes
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with the novelty of sound quality. It seems that the music not only waited to
appear in this timbre combination for many years, it was pre-created for it.
The philosophical nebula of the clarinet is not inferior to the expression of the
stringed instrument that is especially profound in the hands of Gidon Kremer,
who is the dedicatee of most of the violin solos from the Kancheli works (the
presence of the piece Rag-Gidon-Time on the album is not accidental, and
despite the bizarre casuistry the name speaks for itself). In an ensemble with
wooden winds, the piano begins to respond with other tones, the touch gets
softer, and the pedaling acquires impressionistic layers. At the fore, we have
the hidden meanings that the spectators of the past decades might have failed
to notice and the listeners might have failed to catch when the composer was
still around: memento mori triumphs against the background of the sad in
memoriam.

“The fate of the nostalgic is bleak. Longing for a space that no longer exists, he
exerts his passion despite inevitable disappointment. And yet, unable to wholly
dismiss the possibility of return there arises an impossible impasse between
desire and absence. As such, nostalgia is both alluring and tarrying.”

Dylan Trigg, musicologist, philosopher

The pieces that made up the cycle are located outside the chronological order
of their emergence, and the composition has not the slightest attribute of
historicity or biographic information. Most often, the selected fragments do
not correlate with the key moments of the plots of the performances and films,
do not contain common quotes for a few exceptions, which are noticeable to
a connoisseur. There is nothing outwardly showy;, striking, or pictorial, except,
perhaps, the imitation of meowing at the end of No. 15 and, of course, the
“farewell wave” in the finale of No. 18. Of almost twenty pieces, only two claim
to be climaxes, in both cases, of grotesque tone — the comic No. 6 and the
brutal No. 15. The idée fixe that makes the selection unified is detached lyricism
of parting and peace, only occasionally disturbed by bursts of memories.



“Late September through early October is a marvellous time in Tbilisi. The house
smells of freshly cooked jam. A curtain is caught in the window. All the words
said, and the feelings expressed, will not return. As the twilight deepens,
the window opens. Inside, someone taps out a melody from a film or a play.
Kancheli? Kancheli...”

Rezo Gabriadze, artist, writer, director

“It’s a little drafty, a chill of abandonment, a memory of warmth. Far way, says
the music, long ago, it says. There’s no return, says the music. But it doesn’t say
never, it says then, later, probably, or by all means...

How can one not love this autumn, with music coming from the window and
the yellow and brown leaves swirling under the stairs over three bars. I also love
listening to this Kancheli, not only the exacting and tragic composer asking
me the questions I cannot answer, but simply Kancheli, whose melodies are as
transparent and ethereal as water colors.”

Rezo Gabriadze, artist, writer, director

The melody circles above the ground and stretches with dotted lines of bird
wedges, of cloudy steam. The flying horizontals and planes do not coincide with
surfaces, and the verticals pierce them with ghostly needles. The spots where
they pierce are unsteady, extensible, gaps gain forms, then get tightened to get
pierced again. The clarinet and piano play endlessly: breathing — not singing —
one on the tips — not the keys — of the other.
“He has a profound grasp of the dramaturgy of film. His music is not merely an
embellishment, but an independent narrative conveying something important,
something which would otherwise not be known.”

Georgiy Daneliya, film director

The world is not a theatre, not a film set, and people are not actors. There must
come a time to turn off the lights, take off the costumes, remove makeup, and

GIYA KANGHELI
MUSIC FOR FILM AND THEATRE
FOR CLARINET AND PIANO

go home where life is completely different. Or exactly the same, but invisible
from the inside, from the position of the participant? And then return to certify
the identity or insist on contrast. To evaluate it not from the perspective of
a performer and not even a viewer, but someone who looks at the stage or screen
from the future that is invisible to contemporaries.

“On the one hand, we allow ourselves, by way of reverie, to be transported to
a space in which the familiar resides over the unfamiliar and hence enforces
the impression of being at home; whilst, on the other hand, such an illusive
transportation affirms the impossibility of ever returning to that space
permanently.”

Dylan Trigg, musicologist, philosopher

The difference between the theatre and cinema and the everyday world is in
how the light is arranged to emphasizing the relief, a gesture, to reveal or hide
natural shades. The piano is responsible for lighting in the music of the cycle.
The clarinet leads the line through the melting transparency and then through
the thick puffs of the background.

“He usually starts writing music for a film before it has been shot. Once filming
has finished, he watches the material and writes more music. Finally, when
the whole film has been put together, he watches it again and writes music for
a third time, irrespective of the effort already invested.”

Georgiy Daneliya, film director

You can watch films over and over again, but you cannot come and see the same
theatre performances. Even if some of the theatre miracles have been filmed for
television, while others are so brilliantly described by words, it almost makes you
believe that the magic of a live performance disappears without a trace. However,
the enduring eternity of the cinema is imaginary as well. Stories get outdated,



acting manners dilapidate, film fades and turns yellow. The older the captured
time and movement are, the more museum, not vital, their value is. Music does
not put up with such a state of affairs, it leaves showcases and gains another
existence in concerts. The recognition of the primary sources gradually develops
into remote associations until complete oblivion. A multi-volume collection
of stories is united by several crossing-cutting, coupled correlated motifs:
lontano — grazioso — secco — recitando. Far — gracefully — dryly — reciting...

“The plays I have staged together with Giya Kancheli — indeed, we staged them
together! — invariably bear the mark of his artistic individuality and original
vision of music and theatre. Without his music and his absolutely unconventional
perception of theatre, all these plays would have belonged to another aesthetic
dimension.”

Robert Sturua, theatre director

Kancheli’s functional music is a monument of equal friendship between the
composer and directors. The cinema had known similar examples, suffice
it to mention Federico Fellini and Nino Rota; as for the theatre, it was an
unprecedented thing. The point is not that the composer won over the idea to
his side. As a rule, it never happened. The tangible difference between music for
a performance and music in a performance was not a gap, but a partition wall,
a binding material that ensured the integrity of not just one specific work, but
a period, style, era.

“It wouldn’t be an overstatement to say that Giya Kancheli made a decisive
contribution to the formation of the artistic image of today’s Rustaveli Theatre.”
Robert Sturua, theatre director

Sturua has staged Brecht, Beckett, Arthur Miller, Shakespeare, Goldoni, Avksenti
Tsagareli’s Khanuma, and the plays of twentieth-century Georgian playwrights.
Also, there was Sophocles’ Electra in Athens and all those foreign classics on

GIYA KANGHELI
MUSIC FOR FILM AND THEATRE
FOR CLARINET AND PIANO

various stages around the world. Kancheli did Khanumawith Georgy Tovstonogov
in Leningrad and wrote music for the films directed by Rezo Chkheidze, Eldar
Shengelaya, and Georgiy Daneliya. Being on the other side of geographical
boundaries was not associated with separation from native soil. Rather, new
stanzas and chapters fit into the poetic legend of the homeland, and the Greek,
English, German, and American originals became a little Georgian (or a little
more Georgian, like The Caucasian Chalk Circle) than the authors supposed.

“His ability to find the only true musical solution, his ability to work equally
successfully in different genres, his desire to assist rather than stand in the way...”
Eldar Shengelaya, film director

Kancheli belonged to the generation of the great theatre and cinema composers
who simultaneously fulfilled themselves in academic genres (we should not
even try to name all of them not to offend anyone). But he was one of the few, if
not the only one, for whom the universes of “big” and “small,” philharmonic and
functional music formed a single world filled with common currents of thoughts
and inspiration.

Text: Alexander Naumov

With a unique, branded sound, a virtuosic technical ease, and a musical
imagination that has captivated critics and audiences alike around the world,
Julian Milkis carries the rare honor of being the only student of the clarinet
legend Benny Goodman. Unique interpretations and artistry of Julian Milkis have
earned him an international stature of a dazzling soloist, chamber musician,
recitalist, and jazz clarinetist, with performances at principal venues of virtually
every continent, including the Far East, Europe, and the Americas.

His numerous solo appearances include the Toronto Symphony Orchestra,
the CBC Vancouver Orchestra, the State Symphony Orchestra of Russia,
the St. Petersburg Philharmonic Orchestra, U'Orchestre Nationale de Lyon,



L'Orchestre Colonne, L'Orchestre Symphonique Francaise, the KBS Symphony
Orchestra — these are only some of the orchestras that featured Julian Milkis
as their soloist on some of the world’s most prominent stages such as Carnegie
Hall and Lincoln Center in New York, Salle Pleyel and Salle Gaveau in Paris,
Great Halls of the Moscow Conservatory and the St. Petersburg Philharmonic
Society in Russia, Roy Thomson Hall and Weston Recital Hall in Toronto,
National Concert Hall in Taipei, and others.

Aside from being an established solo artist, Julian Milkis is a sought-after
chamber musician, having collaborated with some of today’s leading artists
including Yuri Bashmet, Misha Maisky, Alexander Rudin, Polina Osetinskaya,
the Borodin String Quartet, and the St. Lawrence String Quartet, to name
a few. A multifaceted musician, Julian Milkis is one of the leading voices for his
instrument in the field of jazz. His treasured collaboration with the jazz pianist
Dick Hyman - Benny Goodman’s old bandmate, who has transcribed a number
of King of Swing’s classics for Julian, and recently dedicated Ragtime Concerto
for him — provides a rare and genuine insight into the golden era of jazz.

With an extensive amount of music written for him, including a number
of concertos, Julian Milkis has had the honor of working with iconic music
personalities, such as Giya Kancheli, Olivier Messiaen, and Mieczystaw Weinberg.
Julian Milkis has recorded for Russian Melodiya, Warner Classics’ Lontano, the
French Suoni e Colori, Sony’s Russian division CEAUX, Russian Seasons, and
Brilliant Classics.

Julian Milkis performs exclusively on Yamaha clarinets and Rico reeds. His
recent sell-out tour to South America with Sinfonia Toronto included some of
the most prestigious venues on that continent, featuring repertoire by some
leading Canadian composers of his generation. For several decades, Julian has
been a great advocate of the Canadian music. Numerous public performances
and recordings around the world have been sponsored and supported by the
Canada Council.

Recently, Julian Milkis became the recipient of the very prestigious title of
the Knight of Honor of Maltese Order - St. John Grand Priory.
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Internationally acclaimed pianist Polina Osetinskaya began her career at the
age of five and was soon acclaimed as a wunderkind in the former Soviet Union.
She gave her first concert at the age of six and entered the Central Music School
of the Moscow Conservatory at the age of seven. The first teacher of Polina
Osetinskaya was her father Oleg Osetinsky, then she continued her studies
at the Leningrad Conservatory with Marina Wolf and later at the Moscow
Conservatory with Vera Gornostaeva.

Polina Osetinskaya has performed at Carnegie Hall, Vienna’s Musikverein,
London’s Barbican Centre, Rome’s Teatro Argentina, as well as in Russia,
Germany, Poland, Israel. She also appears at festivals in Europe, Russia, and the
United States.

Polina Osetinskaya has appeared with musicAeterna, the Mariinsky Orchestra,
the Tatarstan National Symphony Orchestra, the St. Petersburg Philharmonic
Orchestra,the State Academic Symphony Orchestra of Russia “Evgeny Svetlanov,”
and the Tokyo Philharmonic Orchestra, among others. Onstage partners have
included Maxim Vengerov, Julian Milkis, Ksenia Rappoport, Teodor Currentzis,
Laurent Petitgirard, Vladimir Spivakov, Alexander Sladkovsky, Vassily Sinaisky,
Andrey Boreyko, Dmitry Liss, Gerd Albrecht, Yan Pascal Tortelier, Thomas
Sanderling. Polina Osetinskaya has released recordings with the Quartz, Naxos,
Sony Music, Bel-Aire, and Melodiya labels.

In 2021, the premieres of two musical performances with the participation of
Polina Osetinskaya took place, in one of them she made her debut as a dramatic
actress. Her autobiography Farewell, Sadness — an account of her wunderkind
years - is a bestseller.

Text: Anastasiya Antonenko
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