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Prelude

Music is undoubtedly the international language par excellence. Even more so
than painting, sculpture and architecture, which can be universally appreciated,
interpreted and internalized — music expresses in transcendental ways what other non-
verbal art forms can do only partially — from longings, to love, to conflict, to fear, to
laughter and exhaltation. Music expresses the gamut of human feelings and emotions,
uniting all humanity in its ontological traits.

Even if we do not speak a word of German and cannot grasp Friedrich Schiller’s
An die Freude (Ode to Joy), we cannot help but be moved by Beethoven’s rendition of
this marvelous poem in the D major fourth movement of the Ninth Symphony. This
melody stays with the listener, coming back again and again, regardless whether one
lives in Africa, Asia, Australia, Europe, Latin America -- or on a space station
circumventing the Earth.

Even if we know no French or even patois, we can appreciate Joseph
Canteloube’s Chants d’Auvergne. Even if we are not familiar with Australian aboriginal
music, we can feel the rhythm in Peter Sculthorpe’s scores, particularly the Songs of the
Sea and Sky with the intriguing sounds of the aboriginal didjeridu in his tone poems
Kakadu and From Ubirr.

And who does not start swinging when he hears African rhythms, the Afro-Cuban
Salsa, the Afro-Brazilian Lambada? s it not wonderful and universal, when peoples
from all countries and levels of education react to the music of the late Miriam Makeba
or of Celia Cruz? Who isn’t moved to tears by Portuguese Fados, by Lucinda Gouveia’s
Velho Marinheiro and her incomparable Lagrima.

Music and song have been with mankind since time immemorial. The first
musical instruments were probably hollowed-out bones used as flutes. Then there was
the trumpet (remember the trumpets over Jericho) and the lyre (remember Sappho’s
songs on the island of Lesbos). China had a well-developed musical culture already
during the Zhou Dynasty (1122 BC — 256 BC). In Chinese mythology Ling Lun was the
legendary founder of music and musical instruments -- bamboo pipes tuned to the sounds
of birds. The oldest surviving piece of written music in China is a gugin melody,
"Solitary Orchid", written before AD 908. Its tonality is, of course, unusual to European
ears, as is Chinese Opera, dating back to the Tang Dynasty in the eighth century AD.

In the Middle-East and in Europe religious songs have existed for thousands of
years, and thanks to the notation system invented by Guido of Arezzo around the year
1000 AD, music has been written down and preserved ever since -- and not just
remembered by monks chanting their liturgical Gregorian. Of course the Greeks and
Romans had a form of musical notation too, but little is known about it and even less has
come down to us. What cultural treasures must have been lost forever!

Not everyone is familiar with Indian Hindustani or Carnatic music, but it is worth
our while to discover these worlds of human endeavour. Nor do we know the
peculiarities of the songs and dances of so many peoples throughout the world,



expressions of their souls and culture, and at the same time reflections of the universal
source, inexhaustible in their diversity. Gradually we are discovering and studying the
music of many different indigenous populations, such as the Amerindians, or of the
pygmies. All represent a universal cornucopia, a horn of plenty for all mankind.

Since the adoption of the 1972 World Heritage Convention (187 States parties),
UNESCO has been listing the Intangible Cultural Heritage of Humanity, places and
traditions worth preserving for future generations. Music surely belongs in this category.
On Tuesday 16 November 2010 at a UNESCO meeting in Nairobi, Kenya, Peking
Opera, Spanish-Andalusian Flamenco and Indonesian Angklung were added to the
UNESCO list. Angklung is the bamboo musical instrument of West Java, where each
instrument when shaken produces a specific tone. In the list of “musical sources” we
find Baka pygmy music from Cameroon, Ca Tru & Quan Ho, traditional music from Viet
Nam, Tibetan ritual music, Japanese Shomyo Buddhist rituals, Inuit songs of Canada,
Azerbaijani Mugam, the Syrian Antioch liturgy, Tritonic music from Argentina, bagpipes
from central France, Appenzell yodeling from Switzerland, and many others. UNESCO
has recognized some 911 world sites (it keeps growing), in which 704 represent cultural
heritage, 180 natural heritage, and 27 a blend of culture and natural heritage — in 151
States parties to the Convention (http://whc.unesco.org/en/list).

Now imagine for a moment an orchestra and a choir with players and singers from
all nations, making music together. What a wonderful way of collaborating for peace
and harmony! Imagine a Japanese conductor, a South African concert master, a
Pakistani trumpet player, a Peruvian oboist, an Italian soprano, a German heldentenor, a
Mexican baritone and a Russian bass!

One of the most eloquent expressions of music as an international language, a
language for peace and understanding, is the West-Eastern Divan Orchestra, a youth
orchestra founded in 1999 by the Argentinian-Israeli pianist and conductor Daniel
Barenboim and the Palestinian-American intellectual Edward Said. This orchestra takes
its name from Johann Wolfgang von Goethe’s anthology West-ostlicher Diwan and is
composed of musicians from Israel, Egypt, Iran, Jordan, Lebanon, Syria and Palestine.
Barenboim lectured on this marvelous experiment at the Reith lectures in London on 28
April 2006: "In the Beginning Was Sound", Lecture 4, "Meeting in Music". In an
interview for the Guardian in 2008 Barenboim said:

“The Divan was conceived as a project against ignorance...it is absolutely
essential for people to get to know the other, to understand what the other thinks
and feels, without necessarily agreeing with it. I'm not trying to convert the Arab
members of the Divan to the Israeli point of view, and [I'm] not trying to convince
the Israelis to the Arab point of view. But I want to - and unfortunately I am alone
in this now that Edward died ... -create a platform where the two sides can
disagree and not resort to knives.”

The Divan has played before many audiences including in Israel, Palestine, Germany,
and Spain. Since 2004 the orchestra has its home in Sevilla, and in 2004, the Barenboim-
Said Foundation, which is financed by the Junta de Andalucia (Regional Government of
Andalusia, Spain), was established with the purpose of developing several education-



through-music projects based on the principles of coexistence and dialogue promoted by
Said and Barenboim.

Indeed, as Rainer Marie Rilke so nicely expressed it in his Sonnets to Orpheus,
singing is being: Gesang ist Dasein. You close your eyes and you hear Lakme’s bell
song, Mahler’s cowbells, the great monastery bells in Boris Godunov... In this spirit it is
that in 2010 we have celebrated the 200™ anniversary of the birth of Robert Schumann,
the 200™ anniversary of the birth of Frederic Chopin, the 150" anniversary of the birth of
Gustav Mabhler. In celebrating music we are celebrating all of humanity, that intangible,
universal spirit that drives us to better and nobler being. Indeed, Beethoven’s ninth
symphony and Friedrich von Schiller’s Ode to Joy deserve being considered not only a
European hymn — but rather an anthem for all humanity: Seid umschlungen Millionen.
Dieser Kuss der ganzen Welt! Be embraced, all you millions. This kiss is for the world.

Alfred de Zayas, Editor-in-Chief

The UNSW/SENU Board at the General Assembly on 13 October 2010 at the Palais
des Nations. From left: Ngozi Ibekwe, Janet Weiler, Alfred de Zayas, David
Winch, Carla Edelenbos
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Concert on the occasion of United Nations Day 2010
Victoria Hall, Geneva

As every year on 24 October, the United Nations celebrates the entry into force of
the UN Charter. It is also the felicitous tradition of the City of Geneva to offer the staff
of the United Nations and the Diplomatic Corps a festive concert at Victoria Hall.

On Sunday, 24 October 2010, the United Nations and the world commemorated
65" anniversary of the entry into force of the Charter, combining it with the 150"
anniversary of the birth of Gustav Mahler on 7 July 1860 in Kalischt, Bohemia (then a
village in the Austro-Hungarian Empire). The performance by the Orchestre de la Suisse
romande under the baton of Maestro Marek Janowski of Mahler’s riveting Second
Symphony — the Ressurrection — was particularly inspiring. The German soprano Genia
Kiihmeier and Mezzo-Suprano Iris Vermillion were accompanied by the Rundfunkchor
Berlin.

Under-Secretary General Sergei A. Ordzhonikidze, Director General of the United
Nations Office at Geneva, delivered a fine opening statement, celebrating music as the
universal language:

Madame la Conseillére fédérale

Monsieur le Président du Conseil d’Etat
Madame la Maire

Monsieur le Président de la Fondation de I’OSR
Excellences, Chers Amis des Nations Unies,

Au nom de la communauté internationale a Geneve, je souhaite remercier
chaleureusement le Conseil d’Etat de la République et Canton de Genéeve et le Conseil
administratif de la Ville de Genéve d’avoir organisé cette soirée.

Je tiens également a exprimer toute ma reconnaissance a I’Orchestre de la Suisse
Romande qui, une fois de plus, nous fait I’honneur de jouer pour nous ce soir. L accueil
réservé a la communauté internationale est un exemple vivant de I’engagement
permanent du Pays Hoéte aux cotés des Nations Unies. Croyez que nous apprécions ce
soutien a sa juste valeur. On apprécie aussi cette tradition de célébrer 1’anniversaire de
notre Organisation en compagnie de nos amis fideles de Geneve et de la Suisse.

As we today celebrate the 65th anniversary of the United Nations, we reaffirm our
commitment to the values and principles of our indispensable Organization. There is no
alternative to the United Nations. Over the past 65 years, the United Nations has
contributed to building a better world through its contributions to international peace
and security, to sustainable development and the realization of the Millennium
Development Goals, to the fight against climate change, to the promotion and protection
of human rights, to the empowerment of women and to the strengthening of the rule of
law.

Through its unique legitimacy, comprehensive mandate and its commitment to a
better future for all, the United Nations has gained the respect of people across the world.
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Every day, we work to honour the trust placed in us. And as we look back at 65 years of
achievements, we pledge to build on this to continue delivering for those who need us the
most.

It is very appropriate to mark this United Nations Day with music, which is the
universal language of the human family. Just as the appreciation of music binds us
together across national, linguistic and cultural lines, the United Nations works across all
boundaries to serve the people of the world.

Chers Amis,

La Journée des Nations Unies est une opportunité pour nous tous de réaffirmer notre
dévouement aux valeurs, principes et objectifs de notre unique et indispensable
Organisation. Poursuivons nos efforts pour faire de ’ONU une Organisation plus forte et
plus efficace en vue d’un monde meilleur.

Je vous souhaite une excellente soirée.

Merci beaucoup. Thank you very much.

Under-Secretary General Sergei A. Ordzhonikidze, Director General of the
United Nations Office at Geneva

b

iﬁlgl 1

1

© Martin Andrysek, Intern UNHCR

11



HARDWORKING AMATEURS

Besides the more famous Orchestre de la Suisse romande, founded by Ernest Ansermet
in 1918, the Orchestre Symphonique Genevois (OSG) has been an integral part of
Geneva’s cultural life for over 30 years now. Its musicians represent many nationalities
and professions; they work during the day and rehearse in the evening or on weekends.
This is a great opportunity to learn to play the great symphonic repertoire in one’s spare
time and to accompany well-known soloists. It’s also great fun.

The success of the OSG must largely be credited to its Director for the past 20 years,
Hervé Klopfenstein, whose passion is encouraging amateur musicians to perform like
professionals. He continues to drive the OSG toward new heights after taking on the
responsibilities of Director of the Lausanne and Sion conservatories, as well as of the
Haute Ecole de Musique of Fribourg. Thus we musicians have been given a golden
opportunity to grow musically while enjoying the glamour of performing for our growing
public, frequently at Victoria Hall. Among the musicians are several “internationals”,
including lan Seiderman, a cello player employed at the International Commission of
Jurists in Geneva, Philippa Wells, a violin player employed at CERN, and myself. On 28
November 2010 they again played at Victoria Hall, Francis Poulenc’s Concerto pour 2
pianos, and Nicolai Rimski-Korsakov Schéhérezade.

All interested players equipped with experience and enthusiasm should contact
celine.schlaepfer@bluewin.ch or check the site: www.symph.ch.

J. Weiler, OHCHR, retired, double bass

The Orchestre Symphonique Genevois at Victoria Hall.
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Rodrigo. Une lumiére d’Espagne

Joaquin Rodrigo traverse I’histoire de la musique espagnole tel un prince visitant ses
propres jardins. Il n’est pas fortuit qu’il fut élevé par Juan Carlos au rang de Marquis des
jardins d’Aranjuez en 1992, tant sa créativité nous interpelle. Rodrigo a écrit 1’histoire de
son pays a sa maniere. Une page empreinte de noblesse et de nostalgie. Sa musique
consacre une remarquable constante : évocation, ¢élégance et beauté. Et dire que la
lumiére qui émane de cette musique a marqué son temps et le nétre ne donne pas la
mesure de ce créateur hors pair. Son premier succés universel, Concierto de Aranjuez,
1939, premier concerto pour guitare et orchestre, 1’installe définitivement dans I’Histoire.
Ce poeme musical cache cependant une ceuvre riche en images, en émotions et en poésie.
Concierto Madrigal, 1967, un voyage riche en nuances, couleurs et mélodies. Dans la
méme année le Concierto Andaluz voit le jour : une des plus élégantes ceuvres musicales
de tous les temps, une réflexion inédite sur I’endroit, la nostalgie et le temps qui passe.
Imprévisible, un brin de mélancolie traverse nombre de ses ceuvres, se détache dans
Concierto Serenata, 1952, ceuvre téméraire ou la harpe remplace la guitare. Cette
mélancolie silencieuse vient curieusement se nicher dans une des ses ceuvres les plus
festives, Concierto para una fiesta, 1982. Peut-on décrire Rodrigo et son ceuvre? Vaine
tentative. Réécoutons-le. Nul parmi ses contemporains n’a su rendre 1’Espagne musicale
aussi splendide, aussi vibrante. L'ceuvre de Rodrigo est un espace ou le souvenir jaillit,
lumineux, vivace, perpétuel.
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Difficile de concevoir la musique espagnole du XXeéme si¢cle sans évoquer 1’ceuvre de
Joaquin Rodrigo. La Fundacion Victoria y Joaquin Rodrigo, présidée par Cécilia
Rodrigo, fille unique de I’illustre défunt, perpétue et I’ceuvre et la mémoire de I’artiste.
Une compétition internationale voit le jour a Madrid a intervalle réguliére récompensant
des jeunes talents dans les disciplines de la guitare, le piano et le violon, offrant ainsi au
monde les virtuoses de demain. La Fundacion édite les ceuvres du Maitre, organise et
participe aux événements nationaux et internationaux qui mettent en lumiére les inédits
de Rodrigo a ses débuts, la dimension créative et académique de ses ceuvres et la
trajectoire qui a fait de lui ’'un des musiciens majeurs qui ont contribué¢ au patrimoine
culturel de I’humanité.

«Je pense que ma cécité m'a donné une plus grande connaissance du monde intérieur.
/... 1 J'ai plus de souvenirs auditifs que visuels. Je me souviens du chant des grillons,
des cigales, le martelement des vagues, le son de I'orgue et des cloches de I'église de
ma ville natale.

Alex Caire, Union Postale Universelle

Alex Caire
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Martin Walton (1901-1981)

Historically, music printing and publishing in Ireland have been more concerned
with satisfying demand for Irish and other music than with the promotion of works by
indigenous composers. The first record of music printing specifically in Ireland dates
from 1686 and rose to a peak in 1820 when more than twenty music printers, publishers
and sellers operated in Dublin.

From the early 1920s Walton’s and An Gum served the burgeoning demands of
post-independence Ireland by publishing much Irish music, particularly arrangements, a
practice continued by numerous other publishers up until recent times.

Martin Walton, a Dubliner, became involved as a teenager in the movement for
independence, and at fifteen took part in the Easter Rising of 1916. He was interned at
Ballykinlar Camp in Co. Down, and formed and taught the camp orchestra there. During
his imprisonment he was involved in discussions about setting up an Irish School of
Music under an Irish Government with some musical and other fellow internees.

On his release Walton worked as secretary to Senator Martin Fitzgerald, but he
never lost sight of his musical ambitions. He also worked as a violinist and musical
arranger for cinemas and, with a combination of musical knowledge and business
acumen, began laying the foundations of what would become, and still remains, a
successful and extensive range of commercial music activities. In 1924 he established
the Dublin College of Music in North Frederick Street and began a retail music business
there.

A gold medal violinist, he founded Waltons Music Shop in Dublin. From humble
beginnings, he had started teaching from a small room in 4 North Frederick Street,
supplementing his teaching earnings by playing violin and organising orchestras around
Dublin for the silent movies. During the 1920s he began selling violins and other
instruments and in the 1930s, began publishing Irish songs and music. By the 1950s he
had started the famous Glenside record label and the much-loved Waltons music
programme.

As the North Frederick Street shop became more and more established it also
became a mecca for visiting emigrants who would buy all the new music publications
and carry them to areas of Irish settlement throughout the world, and especially to Britain
and the United States. Waltons is now in its third generation as a family run business.
The Walton family, together with the Castle Hotel, decided to restore the fine terrace of
five Georgian houses. It is also the home of Waltons Music Store, a name synonymous
with Irish music and Dublin’s vibrant Irish music culture.

Set in the city’s busy thoroughfare, Castle Hotel and Waltons is a place where
visitors to Dublin can savour the unique atmosphere of traditional Irish culture that
Martin Walton first started to create in 1923. His sheet music with lyrics of Irish songs
decorates the walls and rooms of the hotel and a coloured harp is a feature set in the
paved entrance to this most historic building.
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Irish popular song

The history of Irish popular song in the English language is not a very long one.
English was only in the process of becoming the language of common currency in
Ireland during the eighteenth century and it only became dominant in the second half of
the nineteenth. But in spite of its relatively recent origins an enormous body of Irish
popular song was created during these two centuries and the twentieth century.

The writers of the songs were aiming at an increasing English-speaking
constituency within Ireland, and also at an audience in Britain and, especially after the
Famine, at a large audience in the United States. Their motives were mixed: personal,
cultural, political, and commercial.

The first major writer of Irish popular songs was the poet and musician Thomas
Moore (1779-1852), a Dublin grocer’s son who was one of the first Catholics to attend
university, and who belonged to that English-speaking professional world which began
to emerge in Ireland with the abatement of the Penal Laws.

Moore published his commercial and critically successful Irish Melodies, a ten-
volume series begun in 1808 with an additional supplement in 1834 that established him
as the national poet. They were popular also in translation throughout Europe. Samuel
Lover (1797-1868), a Dublin contemporary of Thomas Moore, was famous in the Ireland
of his day as artist, author and songwriter. He wrote some 300 songs and many librettos
and musicals. He toured America and England with ‘Irish Evenings’... pleasing his
audience.

More successful over time than Samuel Lover and many another nineteenth
century professional song writer was the political group of songwriters associated in the
1840s with the Young Ireland movement and its newspaper The Nation. Led by Cork
born poet and cultural nationalist, Thomas Davis (1814-1845), they rejected the
languishing melodies and the cloudy rhetoric of Thomas Moore’s patriotic songs and
replaced them by vigorous martial tunes and plainer, more direct lyrics designed to
appeal to a mass audience, that set the style for patriotic ballads for the next seventy or
eighty years.

Not all political popular songs however are Green. There is a very substantial
body of Orange song, most of it written in the nineteenth century, and a lot of it is still
seen as relevant to the politics of the twentieth century. It too is generally literary in
language and has a history of publication in print, but it is not represented in the Walton
publications which contain in song the views of mainstream nationalism.

A CD of ‘Glenside Irish Classics’ 2004 by Waltons (Publication Dept.), Dublin,
contains a musical history and Selected Songs, with printed lyrics, from the Walton’s
Radio Programmes. It recalls the once most famous sentence in Irish music:

“And remember, if you do feel like singing, do sing an Irish song ”.

Ita Marguet, ILO retired
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(Louis) Hector Berlioz (1803-1869)

The bicentenary of the birth of the nineteenth century French Romantic composer,
conductor and critic Hector Berlioz, was celebrated in 2003. His first successful work,
the Symphonie fantastique (1829-30), was inspired by his love for the Irish stage actress,
Harriet Smithson (1800-1854) from Ennis, Co. Clare. In 1827 she went to Paris with
the Garrick Theatre production playing the roles of Ophelia and Juliet respectively in the
performances of Hamlet, and Romeo and Juliet. The power and passion of her acting at
the Odeon Theatre caused a great sensation in Paris, leading one critic to claim that she
‘revealed Shakespeare to France.’ It was to have a major influence on the life and music
of Hector Berlioz that led to their short-lived and troubled marriage. Berlioz called her
Henriette and the name stayed.

The first son of a staunch catholic mother and a doctor, Hector Berlioz was born
on 11 December 1803 close to Grenoble at La Cote-Saint-André, Isére. He started his
musical education at thirteen taking lessons in guitar, flute and singing. He never studied
the piano as a child. His father enrolled him in a Paris medical school in 1821 that he
disliked and abandoned after a year. His interest and later development in the field of
music was fuelled on by attending operas in Paris. On a visit home in 1825, Berlioz'
father decided to withdraw his son's allowance unless he abandoned music and took up a
more suitable profession. His mother cursed him for bringing shame on the family by
choosing the evil life of an artist. In 1826 his father finally did cut off his son's
allowance. In 1826 Dr. Berlioz reinstated the allowance in view of his worry and
admiration of his son’s struggle and determination to succeed. It was the year when
Berlioz entered the Paris Conservatoire to study Composition under Jean Frangois
Lesueur (1760-1837), French composer who was in the service of Napoleon and Louis
XVIIL.

Berlioz was not part of the Paris establishment and failed to win much recognition
for his work that was judged eccentric or ‘incorrect’. Yet his Symphonie fantastique
with its fine movement was considered startlingly original as the most important product
of this time. In August 1830 he finally won the coveted Prix de Rome for another work.
He received some financial payment but reluctantly had to rely on journalism for a living
that he found boring, writing as a music critic chiefly for the Gazette musicale and the
Journal des débats. About his Symphonie fantastique (1829-1830) which he finished
during the Revolution of 1830, Berlioz wrote ... I dashed off the final pages of my
orchestral score to the sound of stray bullets coming over the roofs and pattering on the
walls outside my window. He finally got his symphony performed on 5 December 1830.
After the concert, the Hungarian composer Franz Liszt, whom he had met the day before,
was excited about Berlioz’s music and dragged him off to dinner. They became good
friends.

Said to be a true Romantic spirit, Berlioz was fascinated by literature and travel.
His music is characterised by a brilliant flair for orchestration and a natural gift for
melody. His output is mainly orchestral and includes five operas. Poetry also marks
Berlioz’s vocal music. Shakespeare, Virgil and Goethe are amongst those who inspired
many of his works categorized in the Gem Dictionary of Music as Opera, Orchestra,
Choral works and Song cycle. Berlioz’s renown is as orchestrator; he is the author of a
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famous essay on orchestration and a volume of revealing memoirs. Old-fashioned
objections to his work have died away particularly because conductors and orchestras
have learned how to master the music’s phrasing and its swerving rhythms, delicacy of
orchestration and passionate melancholy. Berlioz was once thought of as a composer of
brassy brilliance, but even some of his grandest works achieve their most memorable
effects by stealth. It took the public a long time to recognize the classical masterpiece
lying behind the romantic programme of the orchestral work in 5 movements, op 14
Symphonie fantastique (1830) inspired by his love for Harriet Smithson.

The French government had subsidized his composition of Symphonie funébre et
triomphale performed on the tenth anniversary of the 1830 Revolution. With this money
he travelled extensively touring in Germany (1841-1843), Russia (1846-1847) and
London (1847-1848) conducting his many works and causing a sensation. Between 1848
and 1855 he continued to travel with mixed results and started writing his memoirs. He
was particularly successful in Germany where he visited Franz Liszt in 1855 at a time
when he was getting the recognition and appreciation deserved of the great composer.
His works were affecting other composers and his Treatise on Instrumentation was
becoming a standard text book. By 1858 he had completed his greatest masterpiece, the
opera The Trojans, based on Virgil’s Aeneid, but the work never had complete
performance in his lifetime. Failure of The Trojans so dispirited Berlioz that he
practically ceased composition. His first official appointment came in 1859 as librarian
of the Paris Conservatoire.

As a promising young musician he was engaged to a virtuoso pianist, Marie
Moke, and was jilted when she chose to marry Camille Pleyel, a “rich older piano
maker”. He then fell in love with Harriet Smithson whom he married on 3 October 1833.
Their son, Louis, named after Berlioz’s father, was born on 14 August 1834. Louis
joined the merchant navy and rose to the rank of commander. In the year of Harriet’s
death, on 17 October 1854 Berlioz married Maria Recio, an opera singer, who had been
his mistress for many years. At the time he wrote to his son ... it was his duty to do so.

(Henriette) Harriet Smithson (1800-1854)

Born in Ennis, Co. Clare, Harriet Smithson achieved fame as a Shakespearean
actress. Her father managed a theatre in Cook’s Lane off present-day O’Connell Street,
and her mother performed minor acting roles. Harriet took up acting as a result of her
father’s ill health and she first appeared in the Crow Street Theatre, Dublin, in 1815
playing Lady Teazle in Sheridan’s School for Scandal. Although lacking in experience
she attracted attention and her first London appearance was at Drury Lane in 1818. A
vast theatre, Harriet’s voice is said to have lacked the power necessary for her to achieve
outstanding success there.

It was at the Paris theatrical production of Shakespeare in 1827 that Berlioz first
saw her and fell instantly in love but she was famous and he was not. She thought of him
as mad but he idealised and pursued Harriet in a bizarre courtship during which he was
also keen to prove himself as an established artist. To make ends meet, he got a job as a
chorus singer at a vaudeville theatre as he was an excellent sight reader. He was not
proud of this position and took pains to keep it hidden from everyone. In 1828 he took
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lessons in English so he could read Shakespeare. After much planning and saving up, he
gave a concert to show Harriet that he was also an artist but she never heard anything of
it. Later he got his Waverley overture played at one of Harriet’s performances but she
never heard it. His works include a choral symphony, Roméo et Juliette.

In November 1832, Berlioz returned to Paris from Rome and moved into an
apartment that coincidentally had been occupied by Harriet Smithson only days before.
On finding out, old feelings for her flooded back. In December he gave a concert of
Symphonie fantastique and its sequel, Lélio, ou la retour a la vie. He invited Harriet to
sit in a box and she attended. The next day she gave permission for Berlioz to meet her.
Harriet’s career was failing; she was in financial difficulty and more inclined to develop
a friendly and closer relationship. She saw Hector as a way out of debt so on 3 October
1833, with Franz Liszt as a witness, they were married in a quiet ceremony at the British
Embassy in Paris. The next year they moved to Montmartre and on 14 August 1834 she
gave birth to their son, Louis. Some years later, the marriage between Harriet and her
husband became strained, largely due to Harriet’s failure as an actress and jealousy of her
husband’s success and his popularity with the women he met in the course of his work.
She started drinking and her natural beauty and health were deteriorating. By 1842 they
were separated and Harriet began to suffer from a paralysis which left her unable to talk
or move. (Henriette) Harriet Smithson Berlioz died at home in Montmartre on 3 March
1854. Berlioz’s second wife, Maria Recio, died of a heart attack in 1862. His son,
Louis, died on 5 June 1867 of yellow fever while on duty in Havana.

The last years of (Louis) Hector Berlioz’s life were dogged by loneliness and a
serious nervous affliction. He took to his sick bed in January and died in March 1869.
He is buried in Montmartre Cemetery, Paris, where a square now bears his name with a
statue that overlooks it. Harriet and Maria Recio are buried there too. The Hector Berlioz
Museum in La Cote-Saint-André, Isére, is dedicated to his work and family. Many
streets and other public places are named after Hector Berlioz.

The inscription on the vault at Montmartre Cemetery reads: Henriette Constance
Berlioz Smithson, née a Ennis en Irlande, mort a Montmartre le 3 mars 1854.

Ita Marguet, ILO retired
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Sir Edward (William) Elgar (1857-1934)

Sir Edward Elgar was the preeminent English composer of his age and surely the
greatest since Henry Purcell (1659-95). Elgar composed vocal and symphonic music in
the Romantic style of the late nineteenth and early twentieth century. He was crucial in
stimulating a renaissance of English music following up on the great Victorian composer
Sir Arthur Sullivan (1842-1900), who created wonderful comic operas to librettos by
William Gilbert, and foreshadowing the work of other British composers including
Gustav Holst, Ralph Vaughan Williams and Benjamin Britten.

Elgar is known for choral works, two symphonies, concertos for violin and cello
and chamber music. His best known works are the Enigma Variations (1899), the
oratorio The Dream of Gerontius (1900) and his patriotic pieces of five Pomp and
Circumstance Military Marches (1901-30). The composer dedicated each March, as
tribute, to a friend. The first March in D Major was later to become the patriotic British
anthem Land of Hope and Glory, one of the most popular songs played during wartime,
and still sung today. The music behind the tune was composed in 1901 for incoming
King Edward VII - Coronation Ode - with lyrics written later by poet and essayist,
Arthur Christopher Benson.

From an ordinary background Elgar rose to great heights. He was knighted by
King Edward VII and became Master of the King’s Musick in 1924, an influential
appointment within the Royal household. Through the Elgar Society in England many
events are held to promote and celebrate the works of the composer. The house of his
birth is now a dedicated museum and places, monuments and statues exist in his
memory. Described as “the world’s largest and most democratic music festival”, Sir
Edward Elgar’s works remain a favourite with audiences at the annual summer season of
classical music BBC Promenade Concerts, known as The Proms. First conducted by Sir
Henry Wood in 1895, since the Second World War the concerts have been held
predominantly at the Royal Albert Hall in London. With state of the art technology, its
newly refurbished Elgar Room was ceremoniously re-opened in October 2009.

Edward Elgar was born on 2 June 1857 in Worcester in the English Midlands.
Son of a piano tuner, music dealer and organist, while spending time in his father’s shop
he was able to develop an early interest in music. Mainly self-taught, he took piano
lessons from his father and became proficient on violin and organ. He played organ and
taught music in Worcester but it took a long time for his musical talent to be recognised.

As a member of the Roman Catholic minority in a Protestant majority England,
and with a late Victorian society where class consciousness pervaded everything, his
long struggle to establish himself as a pre-eminent composer of international repute was
hard and often bitter. For many years he had to contend with apathy, with the prejudices
of the entrenched musical establishment and with religious bigotry.

In 1889 he married a pupil, Caroline Alice Roberts, daughter of a Major-General
from the English colonial establishment who wrote poetry and prose. Her mother had
died and she married Edward in opposition to her aunts and cousins who considered
marrying merely the son of a tradesman was beneath her family and social status. She
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showed a dogged faith in her husband’s genius playing a vital part in the development of
Elgar’s struggling career.

Elgar’s settings of his wife’s poems in Scenes from the Bavarian Highlands
(1896) were inspired by holidays they spent in Germany. At times when success seemed
forever to be eluding him, she never lost faith. In short she had been the driving force
behind his genius encouraging him and proclaiming his talents at every opportunity.

His wife died in 1920 and with her died much of Elgar’s inspiration and will to
compose. She had organised his household, ministered to his comforts and promoted
contacts for his work. She would walk miles to post his compositions to places in
London and elsewhere. Saddened by his bereavement and by the social and musical
changes brought about by the war, through the 1920s Elgar lived in virtual retirement.
Outwardly content to live the life of a country gentleman in his beloved Worcestershire
with his dogs, he sometimes emerged for the occasional visit to London or for a
conducting or recording assignment.

For thirty years after his death on 23 February 1934, his music was considered to
be ‘out of fashion’. It was said to epitomise the Edwardian era and to have no relevance
to a later age. In contrast, seen as music of so personal a nature, one biographer
described it ... not as “Edwardian” but only as “Elgarian”... a lasting tribute to the fame
and continuing interest in the works of the quintessential English composer.

Ita Marguet, ILO retired

21



The Power of Music

“It i1s music to my ears.” How often do we use this expression?
And are we always listening to music when we say that? Or are we talking
figuratively. What this means is that music empowers our lives far beyond music
strictu sensu, and that we attribute to music a quality that suffuses the non acoustic
imputs, that ennobles everything it is associated with, whether literature,
architecture or even sports.

Music is the universal language and very often words are superfluous in
musical expressions, as the emotional dimension goes well beyond the confines of
any verbal expression. Felix Mendelssohn-Bartholdy wrote a series of Songs
without words in 1830 which express universal sentiments and its own musical
meaning without any language connotation. Franz Liszt rearranged many “Lieder”
into Lieder ohne Worte for the piano.

What magic is in music that it often calms us down and gives us
consolation? We don't need to master many language in order to feel the mastery
of music! Music also has that ineffable potential to unite people, regardless of their
origin. Daniel Barenboim established an orchestra, the Diwan, with young
Palestinian and Israeli musicians. It breaks down Walls, it jumps over barriers, it
practices harmony in the most human and transcendental way.

Many famous classical singers cannot withstand the power and attraction of
music and later on become conductors, while others combine the two. Placido
Domingo, the Spanish-Mexican Tenor is only one of many outstanding examples.
The human voice may touch our soul in religious songs such as Franz Schubert’s
Ave Maria or Cesar Franck’s Panis Angelicus. The two concerts of the three tenors
at the Soccer World Championship in 1990 and 1994 went from the ear into many
a soul.

In sum, music, even outside the classical realm, has an iiberirdische
Attraktion”, an ethereal appeal from stars, galaxies, planets -- and from the
intimacy of our hearths. We may not consciously articulate it. We may not
always be aware of it, but one thing is certain: we cannot deny the power of
music.

Johannes van Aggelen, OHCHR retired
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UN POCO SOBRE LA MUSICA COLOMBIANA

La musica colombiana podemos dividirla en cuatro regiones: la costa del
Atlantico, la del Pacifico, la region andina y Los Llanos Orientales.

La musica del Atlantico o del Caribe, tiene ritmos calientes para bailar, como la
cumbia, originaria de este pais, el porro y el mapalé. La cumbia se acompana
especialmente con la guacharaca (1). La musica del Pacifico con cierta influencia
espafiola, tiene ritmos como el currulao, en el cual predominan los tambores. La musica
de la region andina también tiene influencia espafiola. Hay una gran diferencia con la
musica andina del Per1 y de Bolivia. Tenemos ritmos de bambuco, pasillo, guabina,
torbellino, etc., todos interpretadas con instrumentos de cuerda o con piano. La musica
llanera se oye en general interpretada con arpa (3), cuatro (4) y maracas. Es tanto
colombiana como venezolana pues en ambos paises se interpreta y se ama por igual.

Ademas de estas formas tradicionales, hay dos estilos de musica que son muy
populares en todo el pais. Estos son: la salsa y el vallenato. Cali, departamento de El
Valle, se conoce como la capital de la salsa. El vallenato ritmo conocido hace muchos
afios, proveniente de La Guajira y del Cesar, estd muy popular actualmente y se
interpreta con acordedn europeo y otros instrumentos. La musica vallenata también de
gran expansion e importancia, tiene su origen en la costa norte, mas exactamente en la
provincia de Valledupar, donde la influencia de los ritmos de los esclavos cimarrones
desde los tiempos de la colonia mezclados posteriormente con los juglares de finales del
siglo XIX e inicios del XX, y matizados por otros sonidos musicales, dieron forma a este
género tan difundido en todo el pais, y que en los tltimos afios se ha internacionalizado
de la mano de artistas como Carlos Vives, oriundo de Santa Marta.

Cada uno de los instrumentos citados se pueden describir separadamente: su
composicién, su origen, sus principales compositores, cantantes, su forma de
interpretacion, el sentido de su baile, etc. Seria bien largo hablar de ésto aunque muy
interesante conocerlo. Como un somero ejemplo podemos citar el “porro”, que es un aire
musical mestizo y de ahi en adelante, viene su historia, sus compositores y tradiciones,
donde y cuando se baila més, qué son sus movimientos, etc.

1) La guacharaca: Su interior es tallado con forma de canoa. La guacharaca tiene el
grosor de un mango de escoba y puede ser tan largo como un violin. De hecho, la
guacharaca se interpreta en una posicion relativamente similar a la postura del violin.

(2) El Arpa: Es un cordofono cuyo origen se remonta 3.000 afios antes de Cristo.

Consta de 30 a 34 cuerdas aunque hay modelos antiguos de 47 cuerdas. Posiblemente fue
introducida por los jesuitas para oficios religiosos.
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(3) El acordeodn es un instrumento musical, de origen aleman, conformado por un fuelle,
un diapason y dos cajas arménicas de madera. En sus dos extremos el fuelle esta cerrado
por las cajas de madera. La parte de la mano derecha del acordedn tiene ademds un
"diapasén" con un arreglo de teclas que pueden ser como las de un piano (Acordeon a
piano) o teclas redondas (también llamadas botones) (Acordeon cromatico) dependiendo
del tipo de acordeon.

(4) El Cuatro: El Cuatro es un instrumento musical tipicamente de origen llanero, que
consta como lo indica su nombre de cuatro cuerdas, las cuales pueden ser de tripa o de
nylon.

Aunque de musica colombiana hay muchisimo de que hablar, dejemos hasta aqui,
por ahora.

Rosa Montoya de Cabrera, OHCHR retired
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Bell Set of Marquis Yi

A few years ago, a friend made me listen to a tape recording of Beethoven’s
“Ode to Joy” played on a musical instrument that I had never heard before. I could
tell that the music must have come from bronze bells but the sounds were very
different from those of the church bells that we have in Europe. Then he told me
that it was a Chinese musical instrument called Bianzhong, or Bell Set, dating back
to before 433 B.C.

I have read about the peals played by the ringers of tower bells in England.
But the “peal” is basically a game of permutations of the ringing sequences among
several bells (usually not more than 8), and not a musical performance of bronze
bells as a musical instrument. [ was intrigued by this instrument and decided to find
out more about it.

A few years later, on my home visit to China, I made the point of going to
Hubei to visit the Hubei Provincial Museum where the Bell Set was kept. And it
was an impressive experience.

Bianzhong is consisted of 65 ellipse shaped bronze bells hung on a wooden
bell frame (see attached image file). The museum personnel explained that
Bianzhong was a musical instrument used on ceremonial occasions in the ancient
Chinese courts. The one on exhibit belonged to the State of Zeng, a rich kingdom of
the early Warring States Period (475 B.C. — 221 B.C.), and it had been buried
underground for more than 2400 years before being excavated from the tomb of
Marquis Yiin 1978.

It is indeed a “huge” instrument as it comprises of 65 bronze bells weighing
altogether more than 2-and-a-half tons (2,567 kg). The bells are hung on a wooden
frame that has long rack (7.8m) and a short rack (3.35m). The total weight of bells
and racks amounts to 4,400 kg. Because of its size and weight and as it covers 5-
and-a-half octave, it takes 4 musicians to play it.

There is a reason for the ellipse shape of the bells: the sound of round bells
lasts too long to play any music, whereas the ellipse shape makes the sound decay
much faster. Another advantage of the ellipse shape is that the bell can be sounded
from two different directions (front or side) thus producing two tones. The one on
exhibit in the Hubei Provincial Museum is also special in that the two tones of the
bell have a harmonious three-degree interval between them. The tonal range of the
Bell Set of Marquis Yi is from C2 to D7. In the middle area of the tonal range, it
can play all twelve half tones. It is the earliest instrument discovered so far in the
world that could play all twelve half tones.
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According to scientific analysis, the relative portions of copper, lead and tin
in the alloy used in the bells are perfect for producing the best timbre while making
a durable bell. Even the patterns and spines on the bells are designed for best sound
effects.

Remarkably, it was found that on the body of the bells, there are over 2,800
inscription words that after deciphering turn out to be the instructions for playing
Bianzhong, accompanied by a short essay of the highly developed ancient Chinese
music theory. The brief expose on temperament on the bells shows that China has
developed its own temperament theory since over 2400 years ago, which refutes the
previous belief that China’s understanding of temperament was an adaptation of the
Greek theory. Bianzhong or the Bell Set of Marquis Yi is therefore a material
testimony to the diversity of human appreciation for music, a truism repeatedly
confirmed in other human achievements.

The Bell Set of Marquis Yi made its first formal performance since
excavation on the occasion of the 35™ anniversary of the People’s Republic China in
1984. On that occasion it played for many foreign diplomats several famous
Chinese and foreign music pieces, including “Ode to Joy”.

Bianzhong is expectedly a pride of China and has made cultural exchange
voyages to many countries. I learned lately that during the 2008 Beijing Olympic
Games, Bianzhong was used in the logo music at the start of each event: resounding
18,000 times in total, as well as in the award music when each of the 6,000 Olympic
medals was presented to the winning athletes.

David Huang, UNOG retired

See Hubei Provincial Museum website for pictures of the musical instruments
http://www.warriortours.com/cityguides/wuhan/museum.htm
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Yong Li, UNOG

Temple of Heaven, Beijing
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On Music and Language

Who hasn’t heard quotes like: “Music is what feelings sound like”, or “We
dance for laughter, we dance for tears, we dance for madness, we dance for fears,
we dance for hopes, we dance for screams, we are dancers, we create dreams” and
of course there is our favorite Shakespearean quote “If music be the food of love,
then play on”.

Recently I decided to try my hand at composing, modestly, yet inspired, as
one should be when creating. Inspiration comes when you least expect it, perhaps
that’s why the life of an artist is commonly known for having periods of great
difficulty. I encourage everyone to make, or listen to music, not much
encouragement is needed with all the gadgets that are part of our modern world,
yet one should be choosy and direct one’s taste buds so as to enjoy it more than
being subjected to it. As to the meaning of my piece I keep to myself, it may not
even be memorable, but the quotes above are clues that perhaps make it
immaterial. The piano part can be played alone and is meant to be akin to a lullaby
or a habanera, with the added joy of playing together with various other
instruments. It is not difficult.

Rafael VG Rodriguez, UNSW/SENU

Hans Schmidt animating the Ex Tempore Evening
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by Rafael Rodriguez

temaz2
arranged by José Halac
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The Alpine Horn: an instrument of peace

The alpine horn or labrophone is a traditional wooden instrument popular
with mountain dwellers in Switzerland and elsewhere in the Alps. It consists of a
natural wooden horn made from solid softwood, generally a spruce, and is
equipped with a removable cup-shaped mouthpiece, mostly of nobler hardwoods.
Its history is not altogether clear, some scholars believing that it was derived from
the Roman-Etruscan /ifuus horn.

It appears that since medieval times, the Alphorn has been used as signal
instrument in village communities, especially in hilly terrain, enabling acoustic
messages to be diffused down to the valley or up to a neighbouring hill, e.g. to
warn about fires or announce particular events, sometimes substituting for
churchbells. Unlike brass that tends so sound aggressive or strident, wooden
instruments produce mellower sounds, inappropriate for war purposes. Unlike the
trumpet, the trombone, or the drums, the alpine horn can be described as an
instrument for peace.

A traditional Swiss medoly, the Ranz de Vaches, describing the time of
bringing the cows to the hills, is often heard on the alphorn, and Rossini used the
theme effectively in his opera about the Swiss legendary hero William Tell.
Johannes Brahms took inspiration for the horn in the introduction to the fourth
movement adagio of his first symphony from an alphorn melody he once heard
while vacationing in the Rigi mountains, facing the Pilatus.

“Sounds of peace on the Rigi, ovelooking the quiet waters of Lake Lucerne
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Rigi-Hits
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MOMENTS MUSICAUX
La Symphonie errante

D’un vert jardin d’Italie
Aux largos teintés de réves
Je décris mes derniers vers
Parsemés de nostalgie.

Nocturne

Sur la portée d’un songe
Gravons nos notes ailées
Et recomposons ce monde.

Pianissimo-moderato

Sur le piano d’un soir,

J’ai allumé la chandelle de I’espoir.

Et de ce clavier qui m’aspire I’ame

Défilent sous mes doigts tremblants,

Les touches blanches et noires de 1’existence.
Chacune d’elles enflamme mon cceur,

Le dévorant de mille célestes bonheurs.

Ma partition n’est qu’un moulin-a-vent
Perdu dans la nostalgie d’un temps.

Rayon de soleil
D’un ciel enchanteur d’Italie
J entends au loin Pavarotti

M’inviter au chant nostalgique
D’un rayonnement qui m’habite.
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Le bourdon

Comme la corde plaintive du violoncelle
Les vrombissements frénétiques d’un bourdon
Réveillent en moi des printemps qui s’ensorcellent.

L’éden de William Walton

Telle une symphonie
Bercée par la mer,
L’¢éclat d’une harmonie
En un jardin du Maitre.

FLASHES

Roger Chanez, UNSW/SENU
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Imagenes y Ecos

Cantos de otofio

aria en tono menor

sin trinos de pajaros

una semicorchea lanceolada
cae en sesgo

por el pentagrama de las ramas.

Oigo la Flauta Magica. Trato de que me
sirva de inspiracion sublime. Ensayo el efecto
que puede producir sobre mis descripciones :
La de aquellos dos cuarentones que estan
jugando al ping-pong al lado de la piscina, la
del laurel rosa iluminado por la luz rasante
del crepusculo, la de la joven mama rubia que
empuja el cochecito con su bebe. Nada.
Impotencia completa. Los encantos de la
Flauta de Mozart no surten sus Milagros.

No pinta la grandeza quien quiere.

Ansio que los compositores se pongan

a escribir musica para estas salas de conferencia
y que estas pobres paredes asistan a otras
armonias fuera de estos ridiculos debates de
procedimiento o rituales para entronizar
convenciones.

La lira es como un diapason con cuerdas.

La cancidn es como ese unico « la » que vibra en el
espacio, en ese espacio al que se le ha quitado el
tiempo. Al que se la ha quitado el tiempo con el
conjuro de las palabras.

No quiero la poesia
que es pintura
Quiero la poesia
sonora

la que tu hijo

te cantara

mafana.

Sergio Chaves, UNOG retired
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PURPLE MUSICAL COWS

True immortality is only for artists and composers. Napoleon is dead — Beethoven
lives; Boris Godunov is dead — Mussorgsky lives; Prince Igor is dead — Borodin
lives; Don Carlos is dead — Verdi lives.

In his Sonnets to Orpheus, Rainer Maria Rilke gave wings to his feeling that:
Gesang ist Dasein, which approximately translates as “singing is being”. Maybe
the converse is even truer: Being is serenade, symphony, opera, melody, rhythm,
dance!

Wind, water and fire are universal music listened to by generations, resounding
since illo tempore, uniting all humanity, inspiring poets and musicians, sung in a
myriad melodies echoed in our dreams.

Friedrich Nietzsche (1844-1900) once said “without music life would be a
mistake”. He erred. Actually life without music is unimaginable, metaphysically
impossible: By nature man is a musical animal. And if there is silence somewhere
— anywhere -- leave it to man to start beating two sticks in rhythm and syncopation,
swing his legs, dance out his joys and sorrows.

Composer Ludwig van Beethoven (1770-1827) defined music as follows: "The one
incorporeal entrance into the higher world of knowledge which comprehends
mankind but which mankind cannot comprehend." True enough, the Missa
Solemnis comprehends mankind, but how many humans can grasp the ineffable
transcendentalism of the Benedictus? One can only feel it.

Gilbert Keith Chesterton (1874-1936) noted “music with dinner is an insult both to
the cook and the violinist”. That of course depends both on the cook and the
violinist.

In Man and Superman (1903) act 3, George Bernard Shaw (1856-1950) observed
that “hell is full of musical amateurs.” Presumably he meant that those who
interminably murder Fiir Elise are doomed forever.

Henry David Thoreau (1817-1862) concluded in Walden (1854) that “if a man does
not keep pace with his companions, perhaps it is because he hears a different
drummer. Let him step to the music he hears, however measured or far away.”

Who would question the judgment of Groucho Marx (1890-1977) when he
observed that “military justice is to justice what military music is to music”? This
has many applications — including in the context of the “war on terror”. But who
said it first? Some attribute the quote to Clemenceau, and there are possibly earlier
sources.

The eternal optimist Peter Ustinov (1921-2004) left us many a good reflection: “I
was irrevocably betrothed to laughter, the sound of which has always seemed to me
to be the most civilized music in the world.” Of course, he was probably not
thinking of Klytemnestra’s laughing fit in Richard Strauss’ Elektra.

41



In My Life and Music (1961) the pianist Arthur Schnabel (1992-1952) answered a
performer’s existential question: “What do you think of our audience?” — “I know
two kinds of audiences — one coughing and one not coughing.” Of course, there is
also the sneezing audience and those public nuisances who forget to turn off a
mobile phone.

Johann Wolfgang von Goethe (1749-1832) reminded us that: “A man should hear
a little music, read a little poetry, and see a fine picture every day of his life, in
order that wordly cares may not obliterate the sense of the beautiful which God has
implanted in the human soul”.  If politicians and other war-mongers would
occasionally read Goethe!

The unorthodox humanist of the Perigord Michel de Montaigne (1533-1592) knew
his history: “There is nothing more notable in Socrates than that he found time,
when he was an old man, to learn music and dancing, and thought it time well
spent”. It is reported that since childhood music always accompanied Michel, and
that he was particularly fond of the sound of the zither from the Vosges region.

In The Twelfth Night William Shakespeare (1564-1616) wrote:

“If music be the food of love, play on;

give me excess of it, that, surfeiting,

the appetite may sicken, and so die.

That strain again! It had a dying fall:

O, it came o'er my ear like the sweet sound
that breathes upon a bank of violets...”

This is like listening to a five-hour opera and not wanting it to end. But sometimes:
wouldn’t you want just to strangle the dying Heldentenor in Tristan so that Isolde
gets a chance to sing her Liebestod?

Conductor Leopold Stokowski (1882-1977) famous for many things, including the
film Fantasia once noted that “a painter paints pictures on canvas. But musicians
paint their pictures on silence.” What remains a miracle is that a melody that did
not exist before, exists forever after it has been composed.

Composer Arthur Honnegger (1892-1955) regreted that “there is no doubt that the
first requirement for a composer is to be dead.” Alas, this requirement also applies
to painters, poets and even to aphorists.

How incomparably sad that Johann Sebastian Bach (1684-1750) never heard
Beethoven (1770-1827), that Beethoven never heard Wagner (1813-1883), that
Wagner never heard Aram Khachaturian (1903-1978)! We are the lucky ones who
can hear them all, in any order we want!

Music of the wetlands: whistling ducks, burdekin geese, magpie geese, crickets,
kookaburras, kites, pelicans — there is a very special poetry in the wetlands.

Music is far more memorable than history. We all remember Johann Strauss’
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Radetzky march, but who remembers the fine Austrian General Johann Radetzky
(1766-1858), born a Czech nobleman in Trebnice as Josef Vaclav hrabé Radecky
z Radce?

When Richard Wagner (1813-1883) once said “macht Neues Kinder”, he was not
asking for his operas to be made into parodies, he was encouraging other
composers to break new ground, to compose independently, to invent new sounds -
- like Richard Strauss’ Salome or Tchaikovsky’s Eugene Onegin. He never implied
that “new” meant dismantling his operas and making Lohengrin appear like the
pied piper of Hammeln.

A concertante performance of any opera is many times preferable to a “spectacle”
in which the production unstages the music. As the German soprano Elisabeth
Schwarzkopf (1915-2006) remarked in a Newsweek interview on 15 October 1990, “so far
no one has dared go into the Louvre to spray graffiti on the Mona Lisa, but some opera
directors are spraying graffiti over masterpieces." Worse: It is cultural dismantlement.

Musicals, operettas and zarzuelas delight in happy ends. Grand opera mostly
wallows in tragedy.

Best poet, best novelist, best composer, painter, sculptor, architect... What
nonsense! Just as silly as establishing the “top ten” list. It is precisely diversity
that gives meaning and contour to our lives, that expands our horizon, liberates us -
- through literature, music, art, the myriad tastes and perfumes of life.... There
may be millions of very good books in many languages, inspiring symphonies,
sublime operas, Masses, Te Deums. It cannot and should not be champagne all the
time: A beer sometimes satisfies the palate — and one’s thirst -- much better. An
apple is a fine fruit — but is it the “best” fruit? Happily there are also peaches and
pears and mangoes. Why bother make any listing? And where does this infantile
compulsion to classify and catalogue life come from?

Sing to those who suffer in silence, sing to the abandoned and forgotten, sing to the
depressed, sing to the despised. Sing to the unsung victim. Sing Matthew V!

Singing false in a choir means becoming a soloist without really wanting to.

Vinum et musica laetificant cor - Wine and music gladden the heart. Much more
than that: One can be inebriated with music, expecially if one is a singer and is
producing the sounds of “Auferstehen, ja auferstehen!” of Mahler’s Resurrection
Symphony.

Musica delenit bestiam feram - Music soothes the savage beast. And not only.
Everybody has heard of the “Mozart effect”. Indeed, in 1993 researchers from the
University of Wisconsin and UC Irvine claimed that listening to a Mozart Sonata
increased 1Q. This idea has been allegedly confirmed by studies around the world.
Mozart tunes help plants to grow better. s this a hoax? Probably. Still, se non é
vero, e molto ben trovato! Here a news item from Wellington, New Zealand 8
November 2010: « Classical music piped through speakers has dramatically
reduced crime rates in the centre of New Zealand's second largest city, retailers said
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Monday. They said the introduction of soothing music from composers such as
Mozart had seen the number of anti-social incidents attended by security guards in
Christchurch's City Mall fall from 86 a week in 2008 to 2 a week this year. Central
City Business Association manager Paul Lonsdale said the music had helped
residents and retailers reclaim the mall. "It is much more pleasant now. People sit
in that area now because they feel safer," Lonsdale told the Christchurch Press
newspaper. Police backed the finding, with senior sergeant Gordon Spite telling the
newspaper the music "created an environment that is conducive to good
behaviour". Lonsdale said the best anti-crime music blended into the background
and had no noticeable beat. He told Radio NZ the business association had
considered playing Barry Manilow through the speakers when it began the
programme 12 months ago but decided against it as it may drive customers away.”

Musica donum Dei. Music is a gift of God. Yes and no. Maybe this generalization
needs a demurral. Who would agree that Rap comes from heaven?

Famous and forgotten is in the end not unlike anonymous all the way. This applies
not only to pop singers — but also to opera singers who sometimes enjoy only brief
interlude in the sun.

Law can be lyrical, law can be poetic, law can be tuneful, but it can also be
mathematics.

Progress is not listening to a pre-recorded telephone message with pretty
background music and multiple options. Progress is speaking to a reasonably

competent person on the other side of the telephone line. That is music to my ears.

Alfred de Zayas, OHCHR retired

Soirée Ex Tempore 23 January 2010
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PRELUDES, INTERLUDES AND POSTLUDES

Cyril and Sarah only had eyes and hormones for each other. So much so
that they were now celebrating the seventh day of their honeymoon. She liked to
find for him all kinds of spoony pet-names, such as ‘Wiggly Wriggly Cylly Rilly’.
And he would respond with some improvised doggerel - which she lapped up — like

“You’re my honeymoon by night
and my honeysun by day,

and my honeystick stirs its honeypot
in every possible way.’

“Oh darling, just think, my sweety-meaty Vyril Cyril, if you can knock off
verse off the cuff like that, what lovely poetry you could compose if you really put
your mind to it!”

“Maybe one day I will, my love, and it’ll all be dedicated to my sweet little
Sarah!”

Before switching off the lamp, they lay there listening to the bedside radio.

“Isn’t it divine!” she sighed.

“Divine!” he concurred.

“Who’s it by? Sounds like Schubert to me.”

He opted rather for Schumann. “We’ll wait till the end to hear what they
say, then we’ll put out the light, okay?”

It lasted longer than expected. When the announcer finally came on with
her “You have been listening to...”, they listened harder than ever. She provided
the names of the soloists, the piece, the concert hall... Everything but the name of
the composer.

Sarah was indignant. “Stupid bitch! One wonders how they choose their
announcers these days!”

“Maybe she’s not so stupid, Sarah. She’s probably obliged to read out
whatever copy they hand her.”

“Well, somebody is stupid! Now we’ll never know! Was it Schubert?”

“Let’s settle for Schubert.”

“Yes, but that quick passage with the arpeggios sounded more like
Schumann.”

“So let’s say it was Schumann. Or that it was a joint effort.”

“Stop trying to be funny all the time! I mean who cares a hoot if it’s opus
whatever in D minor when one doesn’t even know by whom?!”

“But we enjoyed it. Can’t we just let matters rest there?”

“Have you considered we might want to buy the recording as a ... souvenir?”

“That’s a point. I hadn’t thought of that.”

“Why don’t you phone the radio station?”’

“What, at this time of night?”’

“Well, there must be someone there, obviously!”

“How can I know which broadcasting station it was? They don’t give the
wavelengths on these hotel radios. Come on, sweetheart. let’s put out the light and
get a little closer...”

“Cyril, how can you expect me to be fully with you when a good half of me
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is wondering who composed that blessed Prelude?!”

“Come on, Sarah, be reasonable! In less than no time, all that will seem so
unimportant - Schumann, Schubert, Shoeshine...”

“When things are unimportant for you, they have to be unimportant for me!
And when things are important for you... Will you ask the manager about those
wavelengths tomorrow?”

“We’ll see.”

“We’ll see!” 1know what that means!”

“But didn’t we have pleasure just listening; I mean...well, it was a sort of
prelude to our foreplay...”

“Listen, Cyril. When I’'m ill, I like to know what I’m suffering from. And
when I have pleasure, I like to know who’s giving it to me. I need NAMES to
know where I stand!”

“But darling, aren’t you being a bit... well, obsessive?”

“Me, obsessive?! What about you?!” Ever since we left, you’ve been on at
me all the time to...”

“I was never on at you about anything! I merely asked, and you apparently
agreed, that...”

Meanwhile, up in heaven, Franz Liszt, availing himself of his courtesy
wavelength, was tuned in to those soundwaves from room 33 of the smartest hotel
in Margate. He gave vent to a knowing chuckle in that suave, bittersweet Austro-
Hungarian way of his. It was not so much pride of authorship that made him regret
that the traffic could only be one-way: he would fain have dropped them a word of
warning about the backlashes of romanticism. Fiddling with his time radio, he
turned the knob slowly to ‘future’ and could soon hear the crash of crockery and
the rows about who would keep the kids over the weekend.

’ |.

CRTTIT
David Walters, ONUG retired
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Mi guitarra dejo de sonar

Tranquilamente sentado en la terraza que mira hacia el mar, con los
recuerdos siempre vivos de su juventud, Jos¢ o Pepe, como le decian sus
amigos, retrocedia en los afos de mocedad, la mirada perdida en el vacio
azul de un cielo sin nubes, como aquel lejano dia en que sin pensarlo dos
veces se dijo: hoy iré con mi guitarra y le llevaré una serenata... le cantaré
como nunca he cantado y le juraré amor eterno.

Sus padres y amigos le habian dicho que ¢l llevaba la musica por
dentro pero también le habian dicho que ella era una fiera, que no se le
aproximara. Su amigo Paco le habia dicho que no temiera nada, que ¢l
podria conquistarla con su guitarra y su voz porque la “musica calma a las
fieras”.

Decididamente iria a ponerle una serenata y esa noche echaria su
suerte, ella o ninguna otra porque si “la fiera” lo rechazaba él no pretenderia
a ninguna otra mujer. Su corazon y pensamiento le pertenecian a esa, de
quien no sabia ni el nombre. La habia visto varias tardes pasearse del brazo
de su padre por el camellon y su mirada la seguia. Ella parecia no ignorarlo,
pues siempre le correspondia con una mirada azul como el agua cristalina de
un mar en calma, que lo hacia vibrar todo. Habia dejado caer un pafiuelo
bordado con unas iniciales que debian ser la de su nombre “L.R*“. Era todo lo
que sabia de ella. Desde entonces la sonaba haciéndola suya, se imaginaba
correspondido. Después de todo €l era apuesto, no era pobre ni rico y habia
ya complacido a varias mujeres hasta enloquecerlas y por ello se habia
ganado la fama de “Pepe tenorio”. Siempre habia conseguido del sexo
femenino lo que se proponia pero esta vez era en serio.

Su corazon se habia prendado de la desconocida y si la conquistaba
seria para siempre. El mismo se desconocia pues nunca habia tenido este
sentimiento. Buscd su guitarra, la afind y entonaba una tras otra melodias.
Queria algo especial para ella, algo que le tocara el alma. Estaba muy
nervioso, con una sensacion extrafia que le aceleraba el pulso y los latidos del
corazon. Llamaria a sus dos intimos amigos de farra para tomarse un par de
aguardiente y que le dieran &nimo. Se reunieron y cuando ya se aproximaba
la media noche para la serenata, no se animaba, le daria mucha vergiienza ser
rechazado, sus amigos se burlarian de €1, de €l nunca le habia fallado lo que
se le metia en la cabeza con las mujeres. No... no iria, pero.... y si ella abria
su ventana y le sonreia, ya seria suficiente para declararle su amor. Sus
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amigos lo animaron y finalmente lo animaron a ir.

Comenzo6 a templar su guitarra sevillana, las manos le temblaban. Por
fin sali6 la primera nota y su voz de ensuefio también comenzo a entonar las
primeras silabas que llenaban, poco a poco, el silencio de la noche. La
primera luz de la mansion brillo, luego otra y otra. El padre, posiblemente la
madre y otra chica que no era ella, asomadas a las ventanas le sonrieron. Su
corazdn se agité de felicidad, pero... ella no sali6 y él no se atrevio a
preguntar nada. Se despidié con un saludo de lejos y todos le seguian
sonriendo.

Al dia siguiente ella no sali6 a pasear por el camellon con su padre, €1
iba con otra, la misma que se asomo al balcén la noche anterior de la
serenata. Lo saludaron y elogiaron sus dotes de cantante y de guitarrista. Por
fin se animd a preguntar por la otra. Ah, contestd el padre, que su hija Lina
Rosa habia viajado por ese fin de semana a visitar a sus abuelos a la capital.
Le present6 a su hermana, Isabel, soltera y quien acaba de llegar a pasar unos
dias. Esta le sonrio y le agradecid su gesto de bienvenida por la serenata,
creyendo que era para ella. El no prestaba atencidn, pues acaba de saber el
nombre de las iniciales, Lina Rosa, ensimismado y acariciando su nombre se
despidi6 de mano y con una amplia y alegre sonrisa que dejo entrever su
blanca y bien formada dentadura.

Mas le hubiera valido no ir esa noche a la serenata. Ella no estaba pero
al menos su padre fue amable con ¢él. Cuando regresara iria con cualquier
pretexto para verla y hablarle.

Fue ese fin de semana. No necesito de amigos ni de trago para
animarse. Su corazon le dijo que fuera solo. Anunci6 la visita. Le abri6 la
reja del jardin, ella misma. Lo saludo y lo invit6 a entrar y el trayecto a la
entrada principal ella le dijo que fue muy amable en llevarle serenata a su
hermana. Se miraron fijamente. El no pudo contenerse, quiso abrazarla,
explicarle, pero su hermana aparecio y lo beso en la mejilla. No tuvo tiempo
de nada. La charla en familia fue sobre conocerse mutuamente, las
tradiciones familiares, costumbres, etc. Todo bajo la inspiradora y suave
melodia clasica en piano. Pepe se dio cuenta que querian retenerlo, pero
no... ¢l no podia aceptar la equivocacion. Quiso aclarar que la serenata era
para Lina Rosa. Todos quedaron sorprendidos. Finalmente y después de
mucha aclaracion y de contar todo su sufrimiento por ella y la forma como la
seguia con la mirada cuando iba del brazo de su padre, aceptaron que fueran
amigos por el momento. La suerte estaba echada.

Seis meses después contrajeron matrimonio en una pequeiia capilla de
Santa Marta y en la mas estricta intimidad, puesto que tan solo asistieron los
amigos y familiares mas cercanos.
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Un afio mas tarde les llegd su primer hijo varéon y dos afios después
una nifia. Ella muri6 en el parto. Ya los padres de ¢l habian muerto también.
Estos golpes tan fuertes y seguidos sumi6 a Pepe en la més absoluta mudez.
Dejo de ser el mismo, se dedico a la educacion de sus hijos confiados a una
nana pero €l nunca se repuso.

Hoy, medio siglo después, perdida la mirada en el azul de aguas
cristalinas, que le recuerdan el mirar de su amada, hace reminiscencia de los
pocos anos felices que tuvo a su lado. Nunca mas se casé y solamente vivia
de los recuerdos de los que nunca se quiso apartar.

Sus nietos los visitan todos los afos para Navidad y ¢él les cuenta
historias inventadas siempre relacionadas con una princesa de ojos color
cielo, que muri6 prematuramente dejando un principe triste, que todos los
dias se sienta frente al mar a contemplar el ir y venir de las olas, que en cada
una de ellas dibuja la silueta de su amada.

Rosa Montoya de Cabrera, OHCHR retired
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Cuento sin duefio

El reflejo de un pdjaro una soleada tarde de domingo en un cristal. Y
vuelve y se repite. Pero yo escribo de lo irreal porque esa verdad me ignora.
Regularmente eso hago a cada rato. Me comparto de una manera distinta a
la que escribo. Llevo tratos con la vida. Uno que otro no es muy bueno.
Todos son interesantes. Pero ella sabe que no cuenta conmigo. Y me deja y la
dejo. Tomo un papel y me hablo. Sé que le plagio todo lo que parece existir.
Pero lo cambio y contesta. Asi vamos imaginando capitulos que se borran de
una historia paralela. Los latidos del corazon pasan. No te entretengas ni me
tomes en serio. Nunca llego a ninguna parte. Lo digo antes del final para que
mejor tomes un papel y te hables. Es probable que pasemos el rato. Y creo en
los descansos. Alguien hard de estas palabras una vida. Pintarda nubes y
completara otro fracaso con tanta felicidad que sera inmortal. Lee. Es tuyo
por derecho. Toma cualquier parte y salta al infinito vacio. Como yo ahora.
De la mano con el reflejo de un pajaro una tarde soleada de domingo en tu
mirar. Y la musica permanece con nosotros siempre callada.

La fuente llego después de la masacre que no conto

Dormidos sin suerios. Llegamos a la fuente. Un lugar imposible en esta
guerra. Un pueblo abandonado. Los restos de una masacre. Y ella intacta.
Nos reflejamos en el agua. Imaginé fantasmas. Me encontré con otro y
pensaba yo. Esperé la noche con sed. Y fuera de su sombra habia frio. Me
asomé a su infinito y senti la envidia de las estrellas. Era de otra parte.
Sabia mi historia. No gand nadie. Ni querian ganar. Me mostro el manana
que es ayer. Todo reciente. El joven comandante ayudo al general anciano a
ponerse de pie. En el suelo la sangre. Inventaron un olvido disfrazado de
paz. Se quedo en este pueblo feliz porque la muerte no volveria jamds. Ni
siquiera dejaron el dolor. Borraron la vida por un ideal que les robaron. Los
titeres actuaron solos. Inventaron la alegria. Porque ahora pueden dormir
con un sueno que los acompariia siempre. Todos escuchaban marimba. La
musica de muerte que vivio Guatemala.

Luis Alfredo Aguilar Contreras, UNSW/SENU
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Al i Aglsa

Anouar Brahim est un enfant de Tunis, un virtuose de 1’0Oud, un luthiste de
génie. Son expression souveraine nous distille une juste nostalgie tout en
nous rappelant un passé inaccessible, mais néanmoins présent. Ses notes
douces et sobres semblent couler d’une fontaine andalouse, la-bas ou git un
passé chargé de senteurs et de souvenir. L’Oud dialogue avec le piano, flirte
avec D’accordéon, s’écarte, se distingue, culmine puis rejoint ses deux
compéres dans une maitrise céleste. Son avant dernier opus, Le Voyage de
Sahar est a lui seul un voyage dans la beauté, tout en musique. “Sur le
fleuve” ne précéde pas seulement “Le Voyage de Sahar”, mais coule dedans.
“Cordoba” ajoute un moment d’émotion et de grace : mysteére du passé ?
Fuite du présent ? “Les jardins de Ziryab” invitent a s’y réfugier, a s’y
¢garer. Le Calife abbasside, Al’Watheq, disait du chanteur AI’Mawsili qu’il
agrandissait son royaume, chaque fois qu’il chantait. Anouar, lui, nous livre
une interprétation lumineuse d’une musique intimiste qui suggere
I’Andalousie arabe tout en insufflant un murmure d’un autre temps: le
Temps splendide.

>4 Au -Voyage de la lune, poéme imprévisible comme une vague de
bonheur, est venu forcer ma plume, seulement a 1'écoute de ce chef-d’ceuvre.
Et comme I'eau qui coule d'un ruisseau andalou vers un infini partagé de
silence et de nostalgie, la musique d'Anouar Ibrahim est venue ériger dans
mon ame des espaces de nostalgie, de lumicre et de temps perpétuel. Lui
dédier ce poéme qui décrit un des mille voyages de la lune va de soi.

Alex Caire, Union Postale Universelle

Histoire du Voyage de la lune — Tous droits réservés- Ahmed Hamouda —
Horus Editeur -2010
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* Anouar Brahim / Oud - Franc¢ois Couturier / Piano -Jean-Louis Matinier /

Accordéon

Le Voyage de Sahar — Anouar Brahim - EMC Records GMBH — 2007
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INPA3/THUK MY3bIKH

DTOro MOJIOJOro YesloBeKa s yBUeNa Ha Mpa3AHUKe My3bIkd. M ero o6imk
HE IMPOCTO NPHUBJIEK BHUMAHUE, HO MOpa3Wi U OTHedYaTaylcsd TaM, TIE XPaHATCA
3pUTENbHbBIE 00pa3bl, BpeMsI OT BpPEMEHHU BCIUIBIBAIOIINE B TTAMSITH.

B nsaTHHMIy BedepoM MBI IUIM ¢ MO€W mnoapyrod Mapuemioi mo
HaNpaBJICHUIO K LEHTPY, 3aKpPBITOMy [0 0COOOMYy Cly4yaro JUIsl JABMXKEHHS
TpaHcnopta. JKeHneBy Obuio He y3HaTh. Ha ynuuax monHo Haponma. M Hapoga
HEOOBIYHOTO — HE CIEHIAlIero KyJAa-TO C 03a00YCHHBIM BHIOM, a HECIEIIHO
(i1aHUpPYIOIIEro U, YTO YK COBCEM CTPaHHO, Beceloro, yisioaromerocs. Cam xe
ropoa ObUI OTHAaH BO BIACTh My3blkM: B mnapke O-BuB po3bl mnociayniHo
BCTPSIXMBAJIM T'OJOBKAaMU B PUTME JYXOBBIX OPKECTPOB; IUIATaHbl HA JCILIaHANE
Cen-AHTyaH B3JAparuBaldi OT PUTMHUYHOTO OyxaHbsi OapabaHOB OYepeIHOM
STHOTPYIIIIBI, @ CTaTyd OTIOB pedopMali C yKacoM B3HMpalld Ha KPAaCOYHYIO
TOJIILY, PACIIOJI0KUBILIYIOCS IIPSMO Y UX HOT B IapKe bacTMOHOB MOCIIyIIATh J1Ka3.

B crapom ropome mapwia kiaccuueckas Mys3blka. Bo naBopuke mapun —
OIHOM H3 CaMbIX YIOTHBIX YroikoB crapoil JKeHeBol — Mbl ¢ Mapuemnoi
NOCIYIIAIM TOPXAIOUIEro, HEBECOMOro, Kak OYyITO COTKaHHOIO W3 BO31yXa,
Momapra. Ilorom mnsi kKoHTpacta oTnpaBwiuch B cobop Cesroro Ilerpa, rae,
Ka3aJI0Ch, HANEPEKOp XOJOJHOMY U YIAUBUTEIBHO O€3JIMKOMY HHTEPbEpy 3TOrO
3/1aHMsI, 3By4aJl ITOJIHBIM TparusMma u cTtpactu bax.

beuto  mpekpacHoe sietHee mocieoOeneHHoe Bpems. Crapblii  TOpon
CTAaHOBMJICSI BCE YIOTHEe U oOpeTall HEOObIYHbIE I HEr0 POMAaHTHUYECKUE
ouepranust. OT4ACTH 3TO OOBACHSIOCH TEM, YTO OH OCBELIAJICS YXKe HE SPKUM,
KTYYUM TIOJYJIEHHBIM COJIHIIEM, KOTOpOE€ IOpOM  3acCTaBlsi€T BCE BOKPYT
BBITJIAZICTh  OCCIOIIAAHO TMPUMHUTHUBHBIM © yOormMm, a ropa3go Oomee
no0poXxenaTeIbHbIMU MOCIENONYIeHHBIMU JIydamMu. Ho riaBHOM mpuunHOM Oblia,
KOHEYHO, My3blka. briaromaps eil Bce BOKpPYr oOpeTaso Kakoe-TO HOBOE
oyapoBaHHe. My3bIKa MTPOHUKANIA JaXe CKBO3b CTEHBI COOOPOB, IIEPKBEH, 3aI0B U
HAIlOJIHSUIa HENPUBBIYHBIMU 3BYKaMM YJIMIBI, MEpEeyJkdu M Iuomanu. Kopoue,
crieHa ObUIa TIOATOTOBJICHA K TOSBICHUIO POMAHTUYECKOTO reposi. M oH mosBHIICs.

VY HE NOMHIO, KTO MEPBOM YBHUJIEN €T0: MOS MOJAPYra WiH . A MOXET, MbI
YBUJIEIHU €TO OJTHOBPEMEHHO.

- Ilocmorpu Ttynma. Buaumb, BOH Tam, MOJOAOW 4YEJIOBEK, - CKaszaia

Mapuenna.

- Ja, Buxy.

- B 6enom.

- Jla, ma B 6emom.

Ha neGonpmioii miomaan Hemoganeky or codopa ObUIM BBICTABIEHBI OKOJIO
Kade CTOMMKU. 32 OJHUM M3 HHMX CHJIeJa KOMIIaHUS MoJojexu. Bor k 3tomy
CTOJIMKY W MOAXOAWJI TOT CaMbld MOJIOAOM YEJIOBEK, TaK NOPA3WBIIMN Halle
BooOpaxenue. Yem? Becem. Opexiol, He coBceM OOBIYHON /JiT KOHCEPBATUBHOMN
KeneBbl. Ha Hem Oblmu Oenble JbHSHBIE OpIOKM W JJIMHHAs JIbHsHas pyOaxa,
HEOpEe)KHO paccTerHyTas Ha TpyIH, C 3aKaTaHHBIMM pykaBamu. llpudeckoil.
JIOBOJIBHO JUIMHHBIMM CJIETKA BBIOIIMMHUCA TEMHO-KAIITAHOBBIMU BOJIOCAMH.
JIuoM, TmpuUBIEKAaTENbHBIM YTOHUYCHHOW, OJHAKO HE CyCaJlbHOM KpPAaCOTOM.
Kecramu, 0UeHb €CTECTBEHHBIMU U B TO K€ BpEMS YAUBUTEIBHO U3bICKAHHBIMU.

MBI 3aMepnu Ha TpOTyape, Meniasi IPOXOKHAM.
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Mse,

DTO HeuTo, - MEpBOM ONMOMHWIAach Mapueia, couia ¢ TpoTyapa u
HampaBWIIaCh B CTOPOHY Kade.

TeI Kyga? — s IOMIBITANIACH YICPIKATh €€.

Xo4y NOCMOTPETh MOOIHIKE.

Heyno6Ho, T uTO!

Kak #Hu 1[noapyre, oO4Y€Hb XOTCJIOCHh KaKk CJIICAYCT pPaCCMOTPECTh

3aNMHTCPCCOBABIICI'O HAC KpacaBla. Ho B 1O x%¢ BpCM:A OBLIO HEJOBKO CTOSITh BOT
TakK, MMOCpeaun miiomaiaun, v maJIMTbCA Ha COBEPIICHHO HE3HAKOMOI'O YCJIOBCKA.

TwI Kak xouelllb, a 1 He YIAY OTCI0/a, - OoJee pemuTeapHas Mapyenna ¢
BBI30BOM ITIOCMOTpENA HA MEHS.

Hy, xopomo, moiigeM BOH B To Kade, - Hamuia s KOMIPOMHCCHBIN
BapHaHT, YKa3aB Ha CTOJUKHU JIPYTOro 3aBEICHUS, HaXOJMUBIIErOCs Ha
TOM K€ IUIONIIAIH.

JlaBaii, - coriacwiach Mapuemia, - TeM Oonee Mbl co Credanuei
JOTOBOPUIIUCH BCTPETUTHCA B O3TO ke Bpems. OHa cC Jpy3bsiMu
OTMpPABWIIACh CIYIIaTh KaKyl-TO Opaswibckyro rpymmy. S ceiuac
MO3BOHIO M CKaXKy, YTO MBI OyIeM XKIaTh €€ 3/1eCh.

MpI ycenuch Tak, 4ToObl 0OBEKT HaIIero HaOIroACHHUS OB XOPOIIO BUICH,
3aKa3ajd 4YTO-TO IIONHUTh, HAJCIM TEMHBIC OYKH W TMPHUHSIIMCH CO3EPIAaTh.
Co3epuaiii Mbl JIOBOJIbHO jaoiro. Hakower, s He Bbyiepkana. [lepemonHsBiine
MEHS AMOLIMHU TPpeOOBAJIM BHIXO/IA.

Hy, uro cxaxems?

Padasns. [Tomuums ero aBronopTpeT B oOpaze Xpucra.

Her, e moxox, - Bo3pa3uia si. MHe OH 0oJibllie HalIOMUHAET OaBapCKOTo
kopous JIronsura I1.

JIronsura? He 3Haro Takoro.

Hy uto tb1! OH mpaBun B baBapuu B KOHIIE JEBSITHAALIATOrO BEKA.
HeoObikHOBeHHO XOpomn coboii. Ero maxe mnpo3Banmu ‘‘CKa3049HBIM
KopoJieM”.

Ax pna... Bcnomuuna. [Toxxanyi, 1eliCTBUTENBHO MTOXO0XK.

[Toxox, moxox. Hy mpocto xonus. Ecnu Ob1 eMy Hago ObUIO 1TOAOUpATH
MOAMNOJBHYIO KIWYKY, TO Jydllle He MpuAyMmaenib. JIFoABUT, TOIBKO HE
baBapckuii, a JKeHeBCKUiA.

Urto 3HauUT MOAMNONbHAS KIMUKA? - He MOoHsIa Mapuera.

Mpbl Tak B COBETCKME BpE€MEHa ILIYTWJIM, KOTJa HaJa0 ObLIO KOMY-TO
MPO3BHUIIIE JaTh. 3HACIIb, Y BCEX OOJBIIEBUKOB MOMHMO HACTOSIIIHX
UMeH OBUIM MOANOJIbHBIC KIWYKU. TOT ke JleHuH, Hampumep, BOBCE HE
Jlenun, a YabsnoB. Cranun - [[xyramBunu. A Jlenun u CranuH — 3T0
MMEHA, KOTOpPhIE OHHM TOJNYYHJIM, KOTJa HaXOAWIUCh B IMOAIMOJbE,
CKpBIBAsICh OT MOJIULIUH.

WNutepecHo. A s u He 3HaNA..., - MOS WTaJbSHCKas MPUATEIHHUIA
Mapuenna Heroxo pazOupanach B UCKYCCTBE, HO OT IMOJUTHKU ObLia
BECbMa JIaJieKa.

ThI 3HaeIIb, - HE YHUMAJACh 5, - BO BCEH 3TOM CUTyallUHd €CTh YTO-TO OT
HeneranbliuHbl. YeM Mbl 37ech 3aHumaemcsi? CrenquM 3a KaKUM-TO
COBEpPIICHHO HE3HAKOMBIM HaM uYejoBekoM. Hy mpocTo mImmoHCKue
CTpacTH.

[Toxanyi, ckopee, poMaHTHYECKHUE, - Bo3pa3uiaa Mapuesia.
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Jla 6or ¢ ToOOM, Kakue poMaHTuyeckre. OH HaM B CHIHOBBS TOJUTCS.
Ckopee yx scretndyeckue. HaM octaBiisieT 3cTeTHUeCKOe HAaclaxIeHue
CMOTpETh Ha HETO.

[IpencraBnsenib, Kak 3TO CO CTOPOHBI BBIMJISAMT, - paccMesach f. -
Cugiar n1Be HEMOJOJbIE TETKM W TIJIA3€I0T Ha MOJIOJOTO YeJIOBEKa.
CwmenrHo. CKOpO Ha IEHCHIO, a MBI BCE Ha MY>KMKOB 3arJIsiibIBaeMCHl.

Hy, u uro 3aecy cmemnoro? BoT Mosi TeTs B CBOM BOCEMBJIECSAT JIET
3aBena cebe «il mio ragazzo »'

[Tocnymaii, acretka, - npepBaia 1 Mapuety, - BOH TaM CIy4yallHO HE
TBOS 104b UJET?

Hy na, Credanus, - 1 Mapuenna nomaxaia g04epu pyKo.

Cretdanus yBugena Hac. Korma ona muia 4epes IUIOIIAAb, OJWH W3 MOJIOJBIX
JOJIeN, CUJIEBIINN 32 CTOJMKOM BMecTe ¢ HamuM Jlronsurom KeHeBCcKUM, yBUIEB
ee, BCTaJj, MOJIOIIeNl K Hel, 3aroBOpHJI, a MIOTOM OHHM 00a MPUCOCAUHHIIIUCH K TON
KaMnaHud. Y Mapdesibl 3a3BOHII MOOUIIHHHUK.

XopoI10, XOpo1Io, st BUXKY. MbI TeOs MO0k IeM, - OTBETHIIa Mapuesuia,
a, 3aKOHYMB, CKazaja, oOpamiasch yxke Ko MHe. — Tam Kakou-To
npusATeNnb ee okazancs. Moxker, y3Haem ot Crtedanuu 4ro-HUOYAb 00
3TOM HalleMm He3Hakomie. MiHTepecHo, oH eil nonpaButcs? Ha ee mecre,
s TyT e Biroomack O0b1. Hy, a pa3 HaM BIIOONIATECS TTO3HO, 1aBail XOTh
KOJIJIEKIIUIO COCTABIIATD.

Kakyro komnekunro? — He MoHsa 5.

KpacuBpix myxuuH. BepHee, He KpacuBbiX, a HMHTepecHBIX. [lepBblii
AK3EMILISIP Mbl YBUJIENHU TOJ1 Ha3ajl, 3uMoi, B JIEkepOazae. [loMHuIIb, MbI
curenu B OaccelfHe, M HaM TMOHPABHWICS OJWH MYXHK C TaKuM
BBIPA3UTENbHBIM JTUIIOM?

ITomH1O.

S, kcraTu, MOTOM y3Hala, KTO 3T0. YBuzena ¢ororpaduio B )KypHaje U
nousuia. He yauBUTENbHO, YTO OH TNPHUBIEK HAallle BHUMaHUE. JTO
OBIBIIMI rocymapcTBEHHBIN nesitens. O4eHb u3BecTHhIN. Ero eme 31ech
HEKOTOpBIe HashiBaloT “la pecora nera”.” Ou yIIeNl W3 TOJUTUKH U
HayaJl nucaTb KHUTU O 3ioynotpebnenusax B IIsednapun.  Tol
HaBEpHsIKa O HUX CiblIlajia: Kaxzaas Hajxenasa MHoro myma. Ho u
BparoB OH ce0e Ha)KUJI MHOXKECTBO. 3HAEIIb TAKOro?

Mapuenna Ha3zBana pamMuinio. S BCHOMHMIIA JIMLO 3TOTO MY>KYMHBI — HE KPAaCUBOE,
HO YJUBUTEJIBHO 3HAYUTEIBHOE — JIULO YEJI0OBEKA, MHOIO IEPEIyMaBILIEro M, Kak
MHE CTaJo ICHO Ja)K€ TOrja, KOrja s elle He 3Haja, KTO OH TaKOM, — YeJoBeKa
HEMaJIO MIEPEXMUBIIETO U EPECTPAIABILIETO.

A BTOpOW 3K3eMIUISp MBI YBUJEIH B TPOILIOM TOAY Ha BBICTaBKE, —
nepebmna Mou BocmoMuHaHMs Mapuemia. OH ObUT COBEPIICHHO B
JIPyroM JyXe — JaTHHOAMEPUKAHCKUN THIIAX, YETKHE, PE3KHUEe YEepThI
JUIA, TEMHBIE TPSMBIC BOJIOCHI, DHEPTUsi TaK W ObET Yepe3 Kpai.
[ToMHuuIBL?

Koneuno! Ouenp uHTEpecHoe nuio, ocoOeHHO B mpodunb. Tak u
npocurcs Ha Gapenbed.

! JIpy»oK, BO3IIOOICHHBIH — (HT.)
[MapmuBas oBua — (MT.)
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- Bor Bugumb. A cerogHs Mbl BCTPETWJIM YJIMBHUTEIBHO KpPacHBOTO
Myx4MHy. Ha MOM B3Iz, y HEro mpocTo HjeajbHas BHEIIHOCTH. Tak
YTO B Hallleld KOJUJIEKIMH YK€ TPU DK3EMIUIApA, - MOABITOXKIIA HaIly
O0eceny Mapuenna.

- Manosgaro...

- A dero yauBnATbcA? S, Hanmpumep, PEAKO BCTpPEUal0 MY>KUUH, Ybs
BHELTHOCTh IPOU3BOJAUT HAa MEHS BIICUYATIICHHE.

S BcmoMmHMIIA, KaK OJHO BpeMs B MoOCKBe e3/Mjia B METPO U NbITaaach

HalTH HMHTEpPEecHOro My>kuumHy. BoBce He o00s3aTenbHO KpacuBoro. IIpocto on
JOJDKEH ObLT OHpaBUTHCS MHE. M 3a MHOTO JIET HU OJHOrO HE yBuiena. beiBanu
Juua, MpUBJIEKaBIIME Moe€ BHHUMaHue. Ho mnpucMOTpuIIbCA: YEIOBEK OJET
HEaKKypaTHO WIM Yy Hero OOTHHKU Tps3HBbIE, WJIM MJET CropOMBIIMCH, HOTHU
BosiounT. M1 BOOOIIE BCE MYXUHMHBI B MOCKOBCKOM METPO Ka3aJlUCh KaKUMHU-TO
HCYMBITBIMH 1 HEBBLICITABIIUMUCH.

“MoskeT 3TO crienr(rKa COBETCKOTO BPEMEHH, a Ceiuac Bce Mo-Apyromy? -
noaymalia 4. — XoTd BpAa JIA, YTO-TO U3MCHHIIOCH. HaBepHSIKa TCIICPb YXOKCHHBIC
MY>KYHHBI HE €3/IT B METPO, a 003aBEUCh COOCTBEHHBIMH MAIIMHAME .

- Oii, mocMOTpH, OHU YXOHST, - IPEPBaia MOU pa3MbllUIeHUs] Mapuera.
W neiicTBUTENBHO, IpyMa 3a cTONOM, rae cuaena Credanus, coOpanach yXOAUTb.
W TyT MBI NOHSUIM, YTO 3TO MY3bIKAHTHI. Y BCEX, B TOM YHUCJIE U y HaUIEro
HE3HakoMIla, ObutM (QyTIsippl ¢  HMHCTpyMeHTaMu. Hapymas Bce 3aKOHBI
koHcnupauuu, Credanus noaonuia NpsIMUKOM K HaM U COOOINMIIA, YTO MOUAET C
Ipy3bsIMHU, @ HE ¢ HAMU. Mapueiia onbITanach y3HaTh, Ky/la OHU OTHPABIISIIOTCS U
KOr'Jia JK1aTh 104b JA0Moii, HO Ctedanus enBa ciyiiana, HETepPHeIruBO MO AbIBas
B CTOPOHY pPeOsT, MOPKHUIABIINX €€, a MOTOM, OpOCHB Ha MpolraHbe - «5 Tebe
MO3BOHIO TIOTI03KE», - pa3BEPHYJIACh U MOYTH OETOM HamnpaBUIaCh K HUM.

- [a, BOT Tak U cTpoy IJIaHbl. A TOBOpUIIA, YTO CO MHOM Beuep IMPOBELET,

- C coXxaJleHHeM ckazaina Mapyena.

- Hy, uto Th1 x0uemb? EcTecTBEHHO, €11 C HUMU MHTEPECHEH, YeM C HaMHU.
Crpanno, eciu Obl 0bIIO HaoOOpoT. Criymiaid, a Kakas OHa KpacaBHIIa
crana! Sl ee maBHO He Bujena. Bpojae, coBcem eme neBYOHKa Oblia, a
ceifyac — eBuIla Ha BbiJaHbe. CKOJIBKO €if?

- BocemHaanars mMecsil Ha3a [ UCTIOTHUIIOCH.

- Camoe Bpems BIOOUTHCS. Y HEE KTO-TO €CTh?

- Jla ThI 3Haenb, Kak HU yAUBUTEIBHO, MOKa HUKOTO. [lo KpaliHei mepe,
noctosiHHoro. IlosBhsitOTCS BpeMsi OT BpPEMEHHM Kakue-TO pedsita, HO
JIOBOJNIBHO ObIcTpo wmcye3atoT. [lo-moemy, oHa wmx ormmBaer. He
HpaBUTCA €l HUKTO. HO 3TO M Hemnoxo. Y Hee cenlyac MOCIEIHUM Toj
KolemIka. YueOol Hao 3aHUMAThCA, a He JII0OOBBIO.

- Cnymraii, He Beaw cels Kak “‘mamma chioccia”.? Y IUBUTENBHO, Kak
TOJIBKO peYb 3aXOJMUT O €ro peOeHKe, Jake YMHBIM 4YeIOBEK HAauMHAET
roBoputh riynoctu. Ilocnymates Te0s, TaKk MOKHO MOAYMaTh, 4TO THI B
9TOM BO3pacTe TOJBKO 00 yuebe m mymana. [loexamm mydrie Ko MHe,
noyxuHaeM. ¥ MEHs M BUHO ecTh Xxopoiuee. Hafo e oTMeTuTh BcTpeuy
C UJCabHBIM MYKCKUM 3k3eMIuisipoM. Ilo3Bonu Credanum u ckaxu,
yTOOBI OHa KO MHE 3aexasia. OT MeHs U JIOMOU OTIPaBUTECH.

} Kypuua-nacenxa (ur.)
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Mapuenna tak u caenana. IlozBonuna CredaHuu U JOTOBOpHIIACH C HEH
BCTPETUTHCA Y MEHsI, UTOOBI IOTOM BMECTE MoexaTh JOMOW Ha MamuHe. KUl oHu
B coceqHeil @paHnmu, ¥ B TaKOH MO3THUN 4Yac aBTOOYCHI Ty/aa YK€ HE XOIWIIH.
Korma aeBymika npuiiuia, Ob110 yKe 3a MOTHOYb. MBI, TEM HE MEHee, He yTepIienu
U cpa3y K€ HaKUHYJIMCh Ha HEe C BOIIPOCAMHU: TJIe, KaK U C KEM OHa MpoBeya BeUep.
Ho paccnpammBate ocobenHo He mnpuiniioch. CtedaHuu caMoi HE TepIenoch
MOJICNIUTHCS C HAMU BIleuaTIeHUsIMU. Bce 0110 mpekpacHo U Tak untepecHo! OHu
xomwm B mapk O-Bup. Tam pebsita cerogHsi BBICTyNaid. A MOTOM BCE BMECTE
OTMPABWINCHh YKUHATh B YIOTHBIM PECTOPAHUYUK, TJI€ MOXKHO OBUIO K TOMY XKe
TaHieBaTh. M BooOIIe OHa yy/iecHO mpoBela Beuep, a 3aBTpa JIroaBUT mpuriacui
€€ IMOWTH C HUM Ha Npa3JaHUK.

- Tlonmoxnu, momoxau, - mepedbuina ee Mapuenna, - kakoi Jlrogsur? Toii

3HAKOMBIH? DTO TOT, KTO K TeO€ Ha IIJIOIAIX 10 I0IeN?

- Jla Her, TOT ANaH, Mbl C HMM BMECTE€ B KOJUIEI)KE yuuMmcsi. A C
JIrogBUTOM s TOJILKO CETOJHS TO3HaKoMmiIack. OH CKpHIIad U BOOOIIE
tako uynecHbiii! Bel He mnpencrtaBnsiere! OH TOXE 3a CTOIMKOM C
Ananom cuzen. Takoil BRICOKHH, KpaCUBBIN U OJIET €IlIe BO Bce Oernoe. ..

Hagsepnoe, Hamu ¢ Mapuesnon nuna NpyuHsUI TaKOe U3YMJIEHHOE BBIPAKEHUE, YTO
Credanus ocexnach U C yJIMBICHUEM YCTaBUJIACh Ha HaC.

- Bb1uT0? YTto0 5 Takoro ckazama?

- Ero, Hy atoro B 6enom, uto, mpaaa JlooaBur 30ByT? - ¢ HEAOBEpHUEM
cripocuna Mapuenna.

- Ja... A uro Takoro? HopmanbHoe ums. OH xe Hemeu. OH wu3
HeOoJbIIoro ropoaka... Ou, s 3a0bliia, Kak OH Ha3biBaeTcsa. Henaneko ot
rpanuibl co LBeitnapueii... Ho 3To HeBaxkHo. OH yxe naBHO B JKeHeBe
JKUBET: YYHWJICS 3/1eChb B YHHBEPCUTETE. Y HAac Kyda OOIIUX 3HAKOMBIX.
[IpencraBnsenb, MaM, OH MEHS MpHUIJIacHiI B CEHTAOpe Ha «JKeH
}KeHeBya»4 K HUM NPUEXaTh MOTOCTUTb...

- Tak, Tak, mocToi, Kakue rocTu? BEBI TOJBKO MO3HAKOMHINCH U BOOOIIE
OH HAMHOTO cTapie Tebs, - Mapuena Bce elie He MOTJia MPUNUTH B ceOs
OT U3yMIICHHUS], IOATOMY €€ MPOTECT MPO3BYyYal KaK-TO HEYBEPEHHO.

- He namHoOro, Bcero Ha JAecsiTh JIeT, €My [BaJllaTb BOCEMb. A  3TO
HJicanbHas pa3HUIA B BO3PACTE MEXKIY MYKUYMHOW U KEHIIUHOW. ThI
Tak Bcerna ropopuwia. OH — 3ameuatensHblii! Bor ThI cama 3aBTpa
YBUIIUIIL. S| Bac MO3HAKOMIIIO, OH BeuepoM OyAEeT WrpaTh B MapKe
bactuonoB. OH Bcex mpuriama’ll. ..

- JlagHo, MagHO, MOCMOTPUM, MOEXAIH JOMOM, HOUb YK€, - MpepBaJia €e
Mapuenna.

MBI 10rOBOPUIIMCH CO3BOHUTHCS 3aBTpa C YTpa U, KWHYB Ha MEHSI yIUBJICHHBINA U B
TO JK€ BpeMsl HECKOJIbKO MCIYTraHHbId B3IJsi[, Mapuensia B3sila BCE €Il
MBITABIIYIOCS YTO-TO TOTOBOpUTH CTedaHuo 3a pyKy U MOBEJa €€ K BBIXOY.

Ha cnenyrommii nenp B cy000TYy B TpHM Yaca, Kak Mbl U JIOTOBapUBAJIKCH, S
crosina Ha romaau byp ne @yp. Mapuemia npunuia ogHa.

- Arne Credanus?

4 ~ . o
“Jeline Genevois” - mpa3gHUK B JKeHeBe, )KEHEBCKHIA TOCT.
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C ytpa yxe ymuanach, - HEIOBOJIBHO OypkHyna Mapuemia. —
Cobupanach B BUKTOPHIO XOMT NPHIATH CO CBOMMH HOBBIMHU JPY3bsMH.
Tak 4T0 HaMm TOXke nopa .

- He 3nato, He 3Hat0, 5 Tya X0XY, TOJIBKO €CITU 3ae3Xasi 3HAMEHUTOCTb
BBICTYTAET, - MOMBITANIACH COPOTUBIATHCS 1.

- A, mo-moeMy, X CHUM(OHHYECKHH OpKECTp BIIOJHE NPUINYHBIN, -
BO3pa3uiia Mosi IOJpyTa.

- Mmae TOXE BCE OPKECTPhI KAXKYTCS XOPOLIUMH, O T€X MOp, MOKa s He
npueny B MOCKBY U HE MOCIyIIal0 Kakoi-HuOy b Hail opkectp. [Tocne
3TOro s mapy MecsueB B JKeHeBe HE MOIY HM Ha KakMe€ KOHLIEPTHI
XOJIUTh.

- Sl Tebe, KOHEYHO, COUYBCTBYIO, - CKa3aja Mapuesuia, B3[JIIHYB Ha 4achl,
- HO HEYero OTJIbIHMBaTh. S ke 00BsAcHWIa, uyto CredaHus Tyaa co
CBOMM HOBBIM TipusitenieM npuaer. Obemana MeHsl ¢ HUM MMO3HAKOMUTb.
A »toro JlronBura ThI TepBas 3aMeTWIa, 3HAUYUT HU3-3a TeOS Bce U
HAYaIoCh. ..

- Bo-nepBbIx, HE yBepeHa, KTO €ro nepBoil YBHJIEN, a BO-BTOPBIX, IPH YEM
3/1€Ch 3TO? — C HEJOYMEHHUEM CIpocuIa 5.

- Kak npu yeM? A xT0 Hakapkai Buepa?

- Hakapkan? Tsl 0 yem? — Bce Oouibllie YIUBIISIIACH 5.

- Kak o yem? A xt0 roBopui, uro Ha Mecte Credanuu BiIroOMIaCh OBl B
Hero? Criaercss MHE, YTO TaK OHO U BBIIUIO. YK OYEHb OHA 3amopxarna...
Ceromust yTpoM Bech IIKad MepeTpsxHyJia, oKa BeIOpaia, 9TO HAlETh.
A 0OBIYHO HAIMSUTUT JXKUHCHI C MAlKOM — U BHepes.

- DTo He sl TOBOPHIIA, UTO BIIOOUIIACH ObI, a ThI!

- A mo-moemy Thl... Hy, HeBaxHo. /[aBaii-ka Temepb BOPOXKU, YTOOBI
3TOro He mpousonuio! A ToO MHE He HpaBHUTCA 3Ta uUcTopus. Bee kak-To
HEOXU/IAHHO U HU K YEMY...

- A ObIBaeT OXHMJAHHO Ja €l TakK, 4ToObl K yeMy? OCOOEHHO C TOYKHU
3peHust poauTenen?

- Jlagno, mocmotpena Obl s Ha TeOs, ecnu OBl 3TO TBOA JOYb ObLIA.
[Tomnm, a TO HA KOHLEPT OMO3/1aEM.

W Mapuenna pemuTenbHO HaMpaBWach K KOHLEPTHOMY 31aHuio. S 0es
0co0Oro »HTy3Ma3Mma Imouuia 3a Hed. Mou XyJuime OmaceHus ONpaBIANIUCH.
Hcnomnenne Obuto He Ha BhIcOTe. K TOMy ke wrpamu IllyGepra, a sToT
KOMIIO3UTOP BCETa OCTABJISJI MEHSI paBHOAYIIHOW. I HE MOryia cCOCpeIOTOYUTHCS,
B T'OJIOBY JIE3JIM CAMBIE Pa3HbIE MBICIIM, HE OTHOCHUBILKECS K My3bIke. PasrisipiBas
JOJIeH, CUASIINX B 3a1€, g 3aJAyMajlach: MOYEMY BCE OHU MPUIUINA CIOJA CIyIIATh
My3bIKy? U Te, u qpyrue — Mojople 1 HE OY€Hb, CTApble U COBCEM JIPEBHUE, — T€,
KOro $l BUJI€JIa Ha YJUIAX U IUIOIIAIAX ropoja B IHU npa3aHuka? J[elcTBUTENbHO,
nouemy?

HagepHoe, npuunH MHOTO M OHHM OuY€Hb pa3zHble. Hy BOT, HanpuMmep, cleHa,
YBUJEHHAs MHOIO cerofiHsa. JlBa mapHs, KUBHYB JApyr ApYry Ha IpOIIAHbE,
pacxoasTcs B pa3Hble CTOPOHBI, HA X0y BKJIIOUas IJIEephl U 3aCOBbIBAsI HAYIIHUKH
B yud. My BOT elle: MOsl 0Ub €/1Ba CaauTCA 32 PyJib WIM BXOAUT B IOM, TYT XK€
BKJIIOYAET pajuo Wi mpourpeiBatenb. Uto 310? Jlto6oBs k My3bike? [lo-mMoemy
HeT. Crpax ocratbcsi ogHoMy? Hexenanue nymarb o 4em-To? bBosi3HB CBOMX

5 “Victoria Hall” — ocHOBHOM KOHIEPTHBIN 3a11 JKeHeBHlI.
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Mbicieit? Wnu npocto ux orcyrctBue? Bo3MoxkHO, U TO, U Apyroe, u Tperbe. U
YTO-TO €I, O YEM S, YEJIIOBEK APYTOro IMOKOJIEHUS, U HE TI0I03PEBA0.

Konewno, coOupasich mocinymarh ITUCK C JIIOOMMOM TieCHEW wim ¢
MIPOU3BEICHUEM KJIACCHMYECKOM My3bIKH, BBbl, 0€3yCJIOBHO, pacCUMTHIBAETE
MOJIYYUTh yIOBoJIbcTBHE. WM BBl mpaBbl, IpeaBkymias ero. HemaBHO yueHble
JIOKa3aJId, YTO MY3bIKAJIbHBIE BOJIHBI BO3JIEUCTBYIOT B MO3I€ YEJIOBEKA KaK pa3 Ha
LIEHTPbI YAOBOJIbCTBUSI.

A emie My3blka — 3TO BO3MOXKHOCThH TNEpexuTh 3Mouuu. He mnpoxkuBas
HUYEro, MPOCTO CJyllias, MOXXHO MCHBITaTb pPajoCTh, IN€4allb, YJWUBICHHUE,
pazzipakeHue — J1a Majo JIU KaKue OILIyIIeHHs BhI3bIBAIOT €€ 3BYKHU.

W mocnennee: My3biKa, BO30YKJas HEPBHYI CHCTEMY, CIIOCOOCTBYET
TBOpYECTBY. MHE M3BECTHO O XYyJ0KHUKAX M MHUCATEISAX, KOTOPbIE MPEANOUYNTAIIN
TBOPUTH MOJI MY3bIKYy. IMEHHO TOTJ1a y HUX POXKIATUCh UHTEPECHBIE 3aMbICIIBI.

[a uyto Tam nucarenu... B coBeTckue BpeMeHa s Kak-TO IPOYUTaNIa B Ta3eTe
00 PKCHEPUMEHTAaTOpE B OJHOM KOJIX03€, KOTOPBIM J0Ka3bIBajl, YTO yIOU KOPOB
HaMHOI'O0 BO3pacTaroT, €CJIM B KOPOBHUKE MOCTOSIHHO 3BYYUT MY3bIKa. TOJIBKO HE
MOMHIO, Kakasi My3bIKa OOJIbIIE CTHUMYJIMPOBAJIA JKUBOTHBIX: T€POMUECKAS WIIU
mupuueckas? 1 mpeacTtaBuwia  KOpPOB, SHEPrHYHO IKYIOUIUMX JKBAa4yKy O]
«I"eponyeckyro» cuMpoHnio beTxoBeHa 1 4yTh HE paccMesiiach.

Mowu MbICII 0 My3bIKe ObUIM TIpepBaHbI ariogucMeHTamu. “CnaBa 6ory,
KOHEI[, MOXHO yiTn”, - mogymana si. [lokpyrusmucek B oiie, HO Tak U HEe HaWs
Credanuto, MbI BBIILIN HA YIIUILY.

[locne myXxOThl KOHIEPTHOIO 3ajla Ha YIHIE [bIIIAIOCH JIETKO, U MHE
3aX0TENOCh MPOTYJATHCS, @ HE BO3BpallaThCcs JOMOW. Bruaumo, Hamm xenaHus c
Mapuennoit copnanu. He croBapuBasich, BMECTO TOTO, YTOOBI UATH K MalllMHE, MbI
NOILJIM B MPOTUBOMOJIOKHYIO CTOPOHY, K napky bactronoB. OtTyzna pasgaBanach
My3bika. Tam mapun mxa3. Buepa nHem, Korgja Mbl 34€Ch HPOXOAWIM, S €I
noayMaina, 4YTO [IKa3 Kak-TO CTpaHHO BocrpuHuMaerca B JKenese. U ¢
IIOHMMAHWEM B3IVIsHyJIa Ha crarylo KanbBuHa, SBHO HEO0JI0OpUTENIbHO
B3WpPABIIYKO Ha JKa3UCTOB. HO celyac, B MoOJlyMpake pacKHIHMCTBIX JIE€PEBHEB, B
oOpamJIeHUU SIPKOM TOJIBI, 3alOJHUBIICH MapK, HAMeBbl CAaKCO(POHOB 3ByYallU
BIIOJIHE oOpraHudHo. Jlaxke MHE, HEOONBIION JIFOOWUTENBHHIIE ASTOW MY3BIKH,
3aXOTENOCh 3aJIeP’KaThCs M MOCIYyIIaTh XOTsI Obl HECKOJNbKO Menoauid. Ha cueny
OecelIKM Kak pa3 BBIXOJMJIA HOBAsl IPyIIa My3bIKAHTOB.

- Oii, cMoTpH, CMOTpPH, - Mapyeruia OT BO30YXICHHS Ta)Ke CXBATHIIa MCHS
3a pyKy, - OH.

- Kro on?

- Ja JlrogBur!

JleficTBUTENBHO, B Tpynne MYy3bIKAHTOB CO CKPHMIIKOM B pyKE CTOSJI Hall
JKEHEBCKUH MJCAJIbHBIA MYKYMHA.

- Jla BWXy, BHXKY, YCHOKOWCS. A emnie BO3MYyLIAcUIbCs, YTO J0Yb
BIIFOOUIIACH B 3TOTO MapHS.

- Beuno 11 npeyBenmuuuBaenib. C 4ero Thl pelInia, 4YTo BIFOOMIACH!

- Tsl xe cama TONBKO YTO roBOpHUIa!

- Mano n1u 4to cropsiya nmoMepemuiaocs. Buaune, ee U HET 371ech, CllaBa
6ory! HaBepHoe, oHa mpocTo OblIa paja Buepa OKa3aThCsl B KOMIIAHUU
MPUSITHBIX PEOST. A CETOMHS YK€ T/Ie-TO C APYTUMHU Pa3BICKACTCS.

- A tam kto cuaut? ITocMoTpH, Kak OHa Ha HETO cMOTpUT. ClienoMy SICHO
— BIIOOMIIACH!
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Credanus cuzaena, Kak 1 OOJBIIMHCTBO MPUCYTCTBYIOIIUX, IPSIMO Ha TPaBe,
HEIMOAAIEKY OT 3CTpazbl. YBHJEB BBILIEANIECTO HA cleHy JlroaBura, oHa nomaxaia
eMy pyKoO#, a oH ynbIOHyncs el B oTBeT. CredaHus Bci NpAMO 3acusia U C
TOpJIOCTBIO MIOCMOTpENAa BOKPYT: BCE JIM BUJEIHU, KOMY aJpecoBaiach yiablOka. TyT
OHa 3aMeTWJIa HAac, HO €/1Ba KHBHYJA, HACTOJBKO ObLIa yBJE€YEeHAa TEM, 4TO
IIPOUCXOAMIIO Ha CLIEHE. MBI cenu psAAOM C HEH, MOCTENINB IPSIMO Ha TPAaBy MO0
BECbMa KCTaTU MPUIIEANTYIOCcs mainb. OTCI0a Mbl PEKPACHO HE TOJIBKO CJIBIIIAIIH,
HO Y BUJIEJIU BCE NIPOUCXOUBLIEE Ha clieHe. [ pynma ceirpana HECKOJIBKO BEIlEH, B
toM uymcie u “Ocennue mucthsa’ JKozedha Kocma. Kak HU cTpaHHO, HO
KJIacCHYeCKHi (ppaHITy3CKUI MIAHCOH MPEKPACHO 3By4Yal B JKA30BOM 00paboOTKe, U
CKpMIIKa 3/€Ch HE MpOCTO ObUIa YMECTHOW, HO M IpHjaaBaja Belu ocoboe
ouapoBaHue. fl, moskamyil, BIEpBBIE C yAOBOJIBCTBHEM Ciyliana Jpka3. Moker
ObITh, TOMY BHHOW OBbUI MpeKpacHbId Teriblid Beuep. K ToMy ke, My3bIKy s
cilymiajga B Iapke, IJ€ Ha TpaBe U B CaMOM JIeNe JIEKajM, IyCTb HE OCEHHHE, a
IIPOCTO OMaBLIME, yMeplue JUCThsA. Hy M, KOHEUHO, HE MOCIEIHIO POJIb B TOM,
qTO 3TOT )1)1(2130131)1171 BCUCp B IAapKe bactnonos wmHe 3aIIOMHUJICA, CbhII'paJio
npucytctBue Jlrogsura. OH npekpacHo cMoTpesics Ha cueHe. Ero Mumuka, »ecTsl
— KaK OH IMOJHOCHJI CKPUIIKY K MOJ0OPOKY, KaK IBUrajlaCh €ro0 pyKa cO CMBIYKOM,
KaKk OH MHOIZJA BCTPSIXHB&JI CBOMMM JUIMHHBIMU TEMHBIMH BOJIOCAMH, KaK
YIIBIOATICS ¥ KJTAHSJICS — BCE ATO OBLIIO HEOOBIKHOBEHHO apTUCTUYHO.

Korzaa BeICTymIeHHE 3aKOHYMIIOCH, JIFOIBUT CIYCTHIICS CO CLIEHBI, TOJOUIEN
K HaM ¥ no3gopoBaiics. Ctedanus ero npeacraBuia. Mbl HOXBaIWIN €ro Urpy. A
MIOTOM Pa3TOBOPHIIMCH: CHayaja O Mpa3JHUKEe, TIOTOM O My3blke BoooOuie. JIronBur
OKa3ajcsl OYeHb MHTEPECHBIM cobecenHukoM. K ToMy e, OH He TOJIbKO TOBOPHII
caM, HO M ciyman Bac. [ Bamie MHEHHe, U BBl caMu OBLIM €My HHTEpecHBL. Bo
BCSIKOM CJIy4ae, Tak Ka3ajloch. M 3T0 odeHb mojkymnaino. B 3ToT Beuep oH yxke
0o0JIbllIe HE UTpaJl, a BOT Ha CIEIYIOIIMNA I€Hb, B BOCKPECEHbE, TOJKEH OBl CHOBA
BBICTYIIATh B HECKOJIbKMX MecTaxX. Bo Bpems Hamieit kopoTkoit Oecenpl Credanus
OyKBaJIbHO MPUTONTHIBAJIAa HA MECTE OT HETEPIIEHUS U CTPOUJIAa MaTepH CTPALIHbIE
rmaza. He ycmenm wmbl moOmaromaputh JlonBura 3a MpWIVIANIEHWE, Kak OHA
3asiBUJIa, 4TO MM 1Opa, AjlaH U pedsTa JaBHO yKe )KIyT B Kade.

Ha cnenyrommii nens yrpom no3Bonmina Mapuemna. Credanust mpuriamana
HaC MPHUITH BeYepoM B LIepKoBb MajyieH, uToObl nmoaaepkath JltoaBura, KOTOpbIN
JIOJKEeH OBLIT TaM BBICTYIATh B COCTaBE KAMEPHOT'O OPKECTpA.

«Ilouemy Her? — moaymana s. - Ilociaymiaem KOHLEPT, a 3a0JHO €Il
noJiro0yemcst Ha Hatiero kpacaBua. COBMECTHM MPUSTHOE € TIOJIE3HBIMY.

N Tyt xe cama cebe 3amana BOIPOC: €CIIM JIMIE3PEHHE KPAaCHUBOTO JIHIIA
SBHO 3aHATHE MPUIATHOE, 3HAUYUT CIyLIaHUE MY3bIKH 1TosIe3HO? HeT, KoHeuHO, Toxke
IIPOCTO HpPUATHO. XOTSI KAk IOCMOTpETh... Beap Thl y3Haemp 4TO-TO HOBOE,
JIOITyCTUM, HOBO€ Juid cebst uMs B My3blke. HO MOXHO 5 BCe CBOJOUTH K
MPUATHOCTH U moJie3HOcTU? [lo cyTH g BHOBb BEpHyJlach K TOMY BOIPOCY, Ha
KOTOPBIN IOIBITAIACH OTBETUTH BUEpa, CUAS B KOHLEPTHOM 3aie. Ilouemy coTHu
ThICSIY JIFOJEW MO BCEMY MHpPY CIyIIAlOT My3bIKy? EcCIU roBOpUTH HE TOJBKO O
KJIACCMYECKOM My3bIKE, TO MMWJUIMOHBI, a BepHee, Muwuuap/sl... Ckopee Bcero,
KpOME TJIyXHX BOOOIIE HET W He OBUIO JIFO/ICH, KOTOpPBIe OBl HE CIYIIA MY3BIKY
Ha MPOTSDKEHUU CBOEW KU3HU: OyJb TO MEpHBIM pUTM TaMTaMa Tie-HHOyab B
Adpuke, neane cutapa B IOxnoil Asum, Opsimanue OyOeHIOB rae-HUOynb Ha
CeBepe win 01HOO0pa3HOE T'yJEHHE AJTBIUICKOTO pora B TOPHOU JEpeBYIIKE TOH
xe [IBeitnapun. XoTsi, MOKET OBbITh, JaKe VIS T€X, KTO TIIyX OT POXKJIEHUS, 3BydaT
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KaKHMe-TO CBOM, HE CIBIIIHBIE O0BIYHOMY yXy Menoauu? UM BooOie, 4To Takoe
My3bika? 3Byku? Ho Torja, Bce CIBIIMMOE MOYKET BOCIIPUHUMATBCS KaK MY3bIKa.
Bo BcskoM ciiydae, B MHbIE MOMEHTBI JKM3HU 3TH 3BYKH BBI3bIBAIA Y MEHS HE
MEHBIIIE AIMOLIUHN, YEM T€, YTO MPOU3BOAIT UHCTPYMEHTHI. BOT 4 J1eKy B 00BATHSIX
MY>KYHHBI, KOTOPOTO JIFOOJIIO, U CIIBIITY OMEHHE ero ceplia psaoM CO CBOUM, Pa3Be
3TO He My3bika? MHOTro OBl s 1aja, 4ToObI elle pa3 ee ycablaTh. A Kak MOTpsICIIn
MEHsl YCWJICHHBIE COBPEMEHHOH amnmapatypodl 3BYKH, HCXOIMBIIME U3 MOETO
KUBOTa, Koraa si Obula BCEro JHIIb HA TPETHEM WIM YETBEPTOM MeECSIe
OepeMeHHOCTH. DTO CTy4allo — TYK, TyK — cepAle pedenka. Ele He BUICHHBIN
MHOM peOeHOK (OH WJIM OHa — s HE XOTejla 3HaTh 3apaHee) MOChUIal MHE CBOE
IIEPBOE IPUBETCTBHE. JTa My3bIKa /10 CUX IOP 3BYYUT B MOMX yIlax.

Beuepom s ornpaBunace Ha KOHLEPT. bpUIO0 BOCKpeCeHbe, MOCHEAHUN JEHD
My3bIKQJIIBHOTO Tpa3faHuka. LlepkoBr Maanen Obima 3abuta g0 otkaza. Ho
Mapuenna u Credanusi IpUIUIM paHbIIE W 3aHSUIM MECTa B CAMOM TIEPBOM PSIY.
VcnonHsamm oguH U3 MOUX JIOOMMBIX KOHLEPTOB It (hieittel BuBamsanu. YecTHO
TOBOPsI, HA ATOT Pa3 My3bIKa MEHsI Majo TPOHYJa — XOTS UTpaiu pedsita HEIJI0XO.
S moboBanace Credanueii. YBepeHna, oHa He clblana My3bIkd. Best ee sHeprus
yXOIWiIa HE Ha TO, 4TOOBI CIymIaTh, a Ha TO, 4ToObI cMoTpeTh. Kak u Torna, Ha
KOHIIEpTE JIa3a, OHa He cBojWIIa ria3 ¢ Jlrogsura. Ee nmuio 1yduaock OT cHacThbs.
OObruHO TOBOpAT: cBeTwiock. Ho 3T0 Beap moapa3yMeBaeT, 4YTO CBET
pacnpocTpaHseTcsl OBCIOAY. A U3 ee Tia3 UCXOAWIN JIydd, KOTOpble HalpaBIIsuId
CBET JIMILb HA OJHOTO MOJIOJIOTO 4YeJIOBEKa, CTOsBUIero Ha cueHe. OHa U He
IBITANaCh CKPBIBaTh, Ha Koro. Kak Toyibko 0T3BYyUanu nocienHue HoThl, Credanus
TYT K€ YIOPXHYJIa, KPUKHYB Ha MPOIIAaHUE, YTOObI MaTh €€ HE KJaja, TaK Kak OHU
BCEH KOMIIaHUEN UIyT OTMEYATh OKOHYaHUE MY3bIKaJIbHOTO ITPa3JHHUKA.

Korga mous ymima, Mapuenia npeayioxkuia 3aiTi KyJaa-HUOYIb MOCHIETh.
Eit sBHO X0T€10CH MOTOBOPHUTH cO MHOW 0 CTedanun.

Hemanexo Haxommiock kade “Lyrique™ — mo6MMOe MECTO KEHEBCKHX
TEaTpajoB W MeJIOMaHOB. BpiOpaHHOE MMM HE B CHIIy €ro KaKHX-TO OCOOBIX
JIOCTOMHCTB, a IMPOCTO IOTOMY, YTO HAaXOAMTCA B JIByX LIarax OT OCHOBHBIX
TEaTPOB U KOHLIEPTHBIX 3aJ10B JKeHeBbl. X0Ts, Hal0 OTaTh €My JOJDKHOE, KOPMST
TaM Hertoxo. B kade B 3TOT mo3gHMiA yac ObUIO MOYTH ITyCTO M MOYTH THUXO —
UJ€AIbHOE MECTO JUIS JIBYX JKEHIIMH, HACTPOCHHBIX HA JTMPUYECKUH JIa.

- A 1B co Credanueii pasroBapuBana o6 3tom Jlrogsure? — Hauvana s

pasroBop, paju KOTOPOTO Mbl IBHO MPUIILIU CIOAA.

- [Ma, cerogns yTpoMm, II0Ka 3aBTpaKalid, - OTBETUJIA MOsI IIOApYTa, BBIAAS,
HAKOHEI], U3 COCTOSHUS 3aJyMYMBOCTH, B KOTOpPOM IIpeObIBajia BECh
BEYep.

- Kak oHa 0 HEm oT3bIBaeTcs?

- Jla xak oHa MoOXeT O HeM oOT3biBaThcsi? [l Hee OH MpocTo
HEOOBIKHOBEHHBIH — M KpacuBblid, W 100pbid, W ymHbIH! Toabko
BCTPETUJIUCH, a OHA YK€, MOKaIyHcTa, Hieal Haluia.

- A KTO-TO HE Jajiee Kak BYepa, YBHJIEB HEKOETrO MOJIOJOIO YEJIOBEKa,
3asiBUJI: HAM MOBE3JI0, Mbl HALIUTU MJI€AIbHOTO MY>XuuHYy. /loub nmpocTo B
MaTh MOLUIA, - MOAJIENA S MOAPYTY.

- DTo He s rOBOpHIIA, a Thl! — BO3MYILIEHHO BOCKJIMKHYJIa Mapuerna.

- S takoro cka3aTh He MorJja!

% Kade memanexo ot napka bacTHOHOB.
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- S, uro nmu, morna! — Bo3myTmwiach Mapuemia. — Pa3Be oHu ObIBaroT —
UJeanbHbIe MYXYUHBI?

S nmaxe wucneiTama oOJieTYeHHWE: HE OJHA s Tak naymaro. JlokuB 110
COJIUJTHOTO BO3pacTa, s TMOHsIA, Kak Helerno, 0ojee TOro, OMacHO 3aHUMAThCS
MOMCKOM HJieana. B MoiogocTu 51, Kak ¥ OOJIBITUHCTBO MOUX CBEPCTHHII, BO TJIaBY
yTrJia MpHU MOUCKE MY>KUYHMHBI MOEH MEUTHI CTaBUJIa KPACHBYIO HapyKHOCTh. Harmna.
Ho oka3zanoch, 0aHOM BHEIIHOCTH Ui CUACThsl Maio. S pemnmia cocpenoTOuYnTh
CBOC BHMMaHHE Ha MYXYMHAX MHTEIUICKTyalbHBIX. HakoHer oOHapykuia Imocie
JIOJITUX TIOMCKOB, KaK MHE IOKa3ajoCh, YPE3BBIYAMHO YMHOTO. JTO OBbUT TUXUU
ykac. OH MHe 1Iary CTyluTh HE JaBajl: BCE-TO sl HE TaK Jeliaja, He TO TOBOPHIIA.
KputukoBan 6e3 konma. K ToMmy ke MOCTOSHHO MBITAJCS MEHsS HACTaBJIATh U
noyuaThb. B o0uiem, ero 3aHy/IcTBY He ObUIO Mpejiena, U MOEH BBIIEPIKKH XBATHIIO
JIMIIIb Ha TIOJTOoJia TAaKOW >KM3HU. S mombITamach HaWTH MYXYHHY, Y KOTOPOrO M
BHEIIIHOCTh, U XapakTep, U YM HaXOIWINCh Obl B TapMOHHMH. TyT M HayalucCh
HacTosue npodsuemsl. C BHEHTHOCTHIO — €I1I€ HE TaK CJIO0KHO, TeM OoJliee, 4To 5 J10
MUHUMYyMa CHU3WJIA CBOM TpeOoBaHHsS K Hei. Ho BOT Tak, 4ToOBI Mpu 3TOM B
HAJIMYUKU OBUTM U yM, U XapakTep, KOTOPbIE MEHS MPUBJIEKAIOT, — 3TO O0Ka3aJlOCh
HEBO3MOXXHBIM.

- Koneuno Her, - mpepBaia s 3aTsSHyBIIylocs mnay3y. — W BooOie, uTo

Takoe unean? M ecTh mM yHUBEpCaTbHOE IpeICTaBIeHHE 00 uieane —
X0Tss Obl B OTHOIICHMM BHEIMHOCTH? HeT, maxe B pasHbIC AIOXHU
MPEACTABICHUS O KPAacoTe ObUIM PA3IMYHBIMU. A YXK MPO YETOBEUYECKUE
KadecTBa S U HE TOBOpPIO. 37€Ch Bce elle cioxkHee. PazBe oHUM MOryT
ObITh eauHbIMH i1 Bcex? Kaxaplil UIEeT Hy)XKHO€ HUMEHHO €My, W,
BEPOSATHO, COBEPIICHHO HE HYXHOe TeOe miu MHe. BOT ThI, Hampumep,
YTO HCKaja?

- JItoOBH, HEXKHOCTH, 3a00TIUBOCTH, - MEUTATEIILHO OTBETHIA Mapueria.

- Hy, u xak — Hama?

- Hauwra, kak sxe! Dannazione!” JTlo6BH — CKOJIBKO XOYeIlb, HO TOJIBKO Ha
cioBax. A Ha jaene MOH uaean cOexal, Kak TOJbKO y3Haj, 4TO s KAy
pebenka. IlotoM Hazesnmach HAWTH MPOCTO 3a00TIMBOCTHP W XOTh
HEMHOT0 HeXHOCTH. Hanuta, kak Hu cTpaHHO. Ho BCkope BBISICHUIIOCK:
TOYHO TaK K€ OH HEKCH M 3a00TJIMB €II¢ U B OTHOIICHUH CBOCH >KCHBI,
CyIIECTBOBAaHUE KOTOPOM OH JOBOJIBHO JOJTO M YyMEJIO OT MEHs
ckpbiBan. C Tex mop s oTOpoCcHiIa BCSKHE WILIIO3UM U PAAyIOCh, €CIU
BCTpEUa0 MY>KUMHY, KOTOPBIH CBOOOJIEH OT 0053aTeJIbCTB U C KOTOPHIM
sl IPOCTO MOTY MNpUITHO mpoBecTu Bpems. Bor! Tbl, HaBepHOE, MeHA
OCY>KJaellb 3a TaKOW MoaAXoa?

- Cyero TbI B3s71a? BoBce HeT!

OTBeTuB Tak, S HEMHOIo TNOKpuBWUIa Aywmoil. B wmonogoctu 4
JIEUCTBUTENILHO OCY’KJlaja JIEBYIIEK, KOTOPBIC JETKO 3aBOJIWIN pomaHbl. [loTom
Jake cTaJla WM 3aBHAOBaTh. Beap TakuM JIEBYOHKAM OBLIO JOCTATOYHO
CHUMITATUYHON HApy»XHOCTH WJIH MPUATHOTIO XapakTepa, J1ake MPOCTO BHUMAHUS K
cebe, yToOBl MOMOOUTH. Ecnu M He momoOuTh, TO XOTA Obl MPOCTO 3aKPYTUTh
HEOOpeMeHUTENbHbIN poMaH4yuK. M Torna s Hauana Ha ceOsl 3IUTHCS: TOXKE MHE,
MpUBEpea — MojaBal er msaroe, aecsaroe... HaBepHOe Tak ¥ HAJI0 — HUYETO HE

" Yepr mobepu! (ur).
63



JaTh U HA HA 4TO HE MpeTeH10BaTh. [IpocTo HayunuThCs paioBaThCs, €CJIA KTO-TO
€CTh PSAAOM.

- Hy, xoHeuHO, *XenaTenpbHO, YTOOBI TIPH 3TOM y HEro ObUIa TPUATHAS
Hapy»XKHOCTh M OH ObUI YEIOBEKOM CO BKYCOM, - MpOJoJiKalla TeM
BpemMeHeM Mapuemna. — Hemnoxo, ecnum  cropTuBeH —  JIHOOIIO
SHEPTUYHBIX MYKUKOB. Hy U, eCTeCTBEHHO, XOpOIlI B MOCTENU. A HMHAUYe
3a4eM OH MHe?

«Kak cTtpanHo, — nmoaymana si.- MyK4uuMHa, KOTOPOrO sI MO-HACTOSLIEMY
mobuna, ObUl HECHOPTHMBEH M HE OYeHb-TO KpacuB. M B mocTennm — HHUYETro
ocobenHoro. Ho, kak HM yJIMBUTENBHO, MMEHHO TOT, KTO OTHIOAb HE OBLI
CEKCyaJIbHbIM THTaHTOM, MPOSIBUI ceOsi B OOJbIIEH CTENEHH MY>KMKOM B KH3HH,
yeM Bce ocTajibHble. OH €IMHCTBEHHBIH OKa3aJcsi CIIOCOOHBIM Ha JEHCTBHE, HA
MPUHSTHE PELICHUs, HA TIOCTYNOK. BO3MOXXHO, BCe TPOUCXOAUT B COOTBETCTBUH C
3aKOHOM COXpaHeHUs SHepruu. EcTh ke KakoH-TO 3aKOH B (pU3UKE: €CIIM dHEPrus
yObIBa€T B OJAHOM MECTE€, OHa HEU30€KHO MPUOBIBAET B JAPYroM. A MOXKET 3TO
ObuTO CciyyaliHbIM coBmageHueM? M Ha camoM Jnene BooOmmie craio OoJblie
MY’KYUH, KOTOpbIE B IOCTEIU MOPOM MNPOSBISAIOT YyJeca, a B >KU3HU IOJHBIE
UMIIOTEHTHI, MaJl0 Ha YTO CIIOCOOHBIE». OJTUMHU HEBECEIBIMU MBICISAMU S
noaenuiack ¢ Mapuesmion.

- Tebs mocmymarh, Tak yX W MYXHKOB CTOSIINX HBIHYE HE OCTAJIOCH.
MoskeT OHM B TakoM cCiy4ae BOOOIIE HE HYXHBI? - yIUBHUIACh
Mapueinna.

- Hmenno Ttak s m pemmna. HaBepHoe, mosTomy XuBy ofHa. A s
MHTEJJICKTYyalIbHbIX YCJaJ 3aBejla HECKOJbKO HWHTEPECHBIX MOAPYT,
Bpo/ie TeOsI, U TIPEeKpacHO ce0sl TyBCTBYIO.

- Tlocnymaii, yxe nBeHaauaTh 4acoB, - IpepBaia MeHs Mapueinna, - [Topa
1o IoMaM. A TO 3aBTpa PaHO Ha padoTy.

- Xopomo. Tonapko BOT YTO: JaBaii-Ka BBIITbEM HAMOCIEIOK 3a TO, YTOOBI
TBOEH 104€pH B OTIMYKE OT HAC TIOBE3JIO.

- [Jagaii! - ¢ sHTY3Ma3MOM nojjep:xana MeHs Mapuemia. — A BOpyr Bce-
TaKW OH CYIIECTBYET, 3TOT UJCaTbHbINA My>KunHa? YeM uepT He mryTUT!

Mbr ¢ Mapuemion BeIIM Ha yiauny. beur nmoszgHui  Beuwep. Bce
BBICTYIUICHUS 3aKOHYMIUCh. CTpaHHO OBUIO WATH MO NPUMOJIKIIUM YIIHIIAM,
KOTOpbIE HECKOJIbKO JTHEN MoApsA] ObUIM HAMOJIHEHbI My3bIKoi. Ka3zanocs, ropoay,
TaK € KaK U PACXOJIMBIIUMCS C KOHLIEPTOB JIIOJSIM, HE XOTEJIOCh PaccTaBaThCs C
npa3aHUKoM. I OHHM, CIIOBHO CTrOBOPHUBIIMCH, PEHIMJIM HAMOCIEAOK HCIIOIHUTH
HEKYI0 UMITPOBU3ALIMIO TOJT Ha3BaHUEM «3BYKH B HOUM». CTapHHHBIC YIUIBI ObLIH
HaIlOJIHEHbl 3BYKAMM 1IaroB, TrOJIOCOB, CM€Xa, TYyJKO OTCKaKMBaBIIMMHU OT
MOILIEHHBIX KaMHSIMU TPOTYapoB, YAAPSBLIMMUCS O CTEHBI JOMOB, a IIOTOM 3XOM
OT3BIBABIIMMHUCS T/Ie-TO TaM, Ha CaMOil BEpXHEH TOUKE CTaporo ropojia — B OaIIHsIX
cobopa Casroro [letpa.

Crnenyroluiye HECKOJIBKO HeJllelb, BCTpeyasich Ha pabore ¢ Mapuemiol, s
KX pa3 BBICIYIIKMBala HOBbIE COOOIIEHHUsI O pa3BUTHH poMaHa CrtedaHuu u
JIronBura. Bepruee, He pomaHa, a npemroauu K Hemy. Bo BcAkom ciywae, HH Y
MEeHs, HU y Mapueinnasl He BbI3BIBAIO HUKAKOIO COMHEHUS — WX OTHOIICHUS
pa3BUBAIOTCS CTPEMUTENBHO. MOJIOIbIE JIIOIM BUJEIHUCH YyTh JIM HE KaXKJbli 1€Hb
W TIOCTOSIHHO TIepe3BaHMBAUCL. Mapuemna pacckaspiBana, dro Credanus
BIOOMIIACh HE Ha IIYTKY, 3a0pocuiia y4eOHMKU U €CJIM HE BUCHUT Ha TenedoHe,
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pacckasbiBasi OYEPEIHOM MOAPYIKKE, KAKOW YIUBUTEIbHBIA €€ JIF0BUT, TO JIEKUT
Ha JIMBaHE U CIYIIAET 3aMUCU KIIACCUYECKOU MY3bIKH, KOTOPBIE IPUHOCHUT €€ JIPYT.

Vix ObicTpee Obl OH KOHYHMII 3aHUMAThCS C HEW MY3BIKON M 3aHAJICS OBl
T000BbIO! — KaK-TO BIPYT 3asBWJIa MOS MOJApyra. — A TO MOS JIeBHIIA
CKOpO coBceM pactaeT oT mo0Bu. [loxyzmenma crpamHo, Bes oaexna
OonTaercs.

Heyxenu y HuUX Bce ellle MepuoJl yXaKUBaHUA? — YyJIUMBUJIACh S. —
Ckonbko oHM 3HAKOMBI? Bpozne 051 yxe mapy mMecsen?

Cxopo tpu. 1 yero oH TaHET, HE no¥iMy. Ecin HE HpaBUTCS OHA €My,
3aueM BcTpedaercsa? Benp HHKTO €My HE HaBsI3bIBaeTCs, OH caM
PETYJISIPHO 3BOHMT, JakKe IOJAPKHU el Kakue-To aenaet. [lycTsuku, HO co
BKycoM u ¢ naymoil. HemaBHo BoT cepexkn momapui. Credanus
pacckasbiBaiia: MOCMOTpPEN Kak-TO Ha e€e TJja3a, CKa3ajl, 4YTO OHHU
YAUBUTEIBHOTO JKEJNITO-KOPUYHEBOTO I1[BETA, KaK Yy THUTPEHKa, U
CIEIYIOIIMKA pa3 MpU BCTpEUYE MPENOJHEC €Ml CEepeKKH U3 TUTPOBOTO
riia3a, KaMeHb ecTb Takoil. IIpuuem cam cnenan nns Hux ompaBy. OH
elle, OKa3bIBACTCS, M IOBEJIMPHBIM JI€JIOM YBJIeKaeTcs. Macteput
noHeMHoOTry Oe3aenymkn. 3noposo! [IpaBna xe?

Ja, tanantnuBeiil napens. Ciaymail, a 4eMm OH Ha >KM3Hb 3apalaThIBaeT,
HE MY3bIKOH XKe?

Koneuyno Her, 3mech Toxke Bce B mopsike. OH BooOIie-To B OaHKe
paboraer. [Ipuuem, He B KaKOM-HHOY b TaM, a B ITnkT.”

A Credanust ot Te0s HUYEro He CKpbIBaeT? MOXET, OHH YXKE JTaBHO
CIISIT, @ Thl BCE CYUTACIIb, UTO Y HUX NEPUOJ YXAKUBAHUMN 3aTAHYIICA?
Ha ner. OHa 3HaeT, s1 B 3TOM IUIAHE BIIOJIHE COBPEMEHHAs MaThb U
HOpMaJlbHO OBl OTHECJIach K TOMY, YTO MOS J04Yb M JIO CBaAbOBI
3aHMMaJIaCh JIFOOOBBIO C MYKUMHOW. ThI, HaBepHOE, CYyIUIIb 00
UTANbSHKAX IO CTAapbIM KHUraM WM (uibMaM, B KOTOPBIX  Hac
n300paXkaroT KaKMMHU-TO TcuxonaTkamMu. boke ymacu, ecnu neBymika
y3Hajia, 4To Takoe cekc 10 cBaapObl! OHa obecuemena! Ceituac Takoe
€CJIM U BCTPETHULIb, TO [JE-TO JIIIb B [IIyXOW IPOBUHIINN.

W Bce-Taku He Kaxas J0Yb CTPEMUTCS 00 3TOM MaTepH JI0KJIaAbIBaTh. . .
Tw1 mpaBa, HaBepHOoe. Ho y HuX ToyHO HMuero HeT. Credanus kak pas u
nepeKuBaeT... ['OBOPUT, OH OYEHb JIACKOB C HEW, BHUMATEJEH, Jaxe
HexxeH. Ho ne Oonee Toro. Jlaxke HU pasy He mouenoBan. Bephee,
nenoBai... Ho Tak, kak Bce MBI IeyeMcs, KOrja BCTpedaemcsl u
pOLIAEMCSL.

Ja, oueHp HecoBpeMeHHO. OH U BIIPSIMb, KaK OyJTO U3 IPYTrOi 3II0XH.
Tel 3Haemb, OYEHb MHE HECIOKOWHO, Oos3HO 3a Credanuto, yx
yepecuyp CHJILHO OHa B HEro BiroOuiack. UyeT Moe cepiie, IIoXo Bee
3TO KOHYUTCS.

Ja nagno Tebe, pazoxanach, Ha TeOs He moxoxe. S yBepeHa, Bce
oOpasyercs.

Ho nuuero He oOpazoBanock. Xyke TOro, Bce KOHYMIOCh OYEHb BHE3AMMHO U
CaMbIM HEeTIPHUATHBIM 00pa3oMm. Jlroasur ncues. Ckazan Credanuu, 9To ye3xKaeT mo
nenam B Uramuio. bBonee Toro, mpemsnoxkun moexaTh ¢ HUM. Ho jgeBymika He
CMOIJIa, y HEE HAYallCh 3aHATUSA B yHUBepcurere. JroaBur yexai, moooOeniaB

8 Bank Pictet” - ofjUH U3 cTapeHIInX YacTHBIX Gankos lIBeHapu.
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BEpHYThCS uyepe3 Heckoyibko AHell. I He BepHyicsa. [laxe He mo3Bonmi. Korna
Credanns, 00ECIIOKOCHHAS €T0 MOTYaHHEM, CaMa MO3BOHWIIA €EMY JOMOW, HUKTO K
TeneoHy He TMozomien. BpkaaB eme HECKOJIbKO AHEH, EBYIIKA IMO3BOHMIA IO
ero padouemy tenedony. Bexuusliii Tonoc otBeTH: JltonBur B 6aHke OoJibllie HE
pabotaet. Creanus xoanna K HeMy JOMOM. 3BOHOK B JIBEPh OT3bIBAJICS ITyCTOTOM.
Credanus crana o63BaHuMBaTh 00mUX Apy3eil. M y3nana, uro c¢ JlronBurom Bce B
MOPSIZIKE, IPOCTO OH PEIIMII OCTAThCSl HA HEKOTOpPOE BpeMs B MTanuu, OKUTH TaM.

Credanus HOBOIBHO CIOKOMHO OTHECTAach K mpowucuienneMy. Bo Beskom
cilydae, Tak mokasajioch Mapueise, oueHb nepexuBaBiie 3a A04b. Ctedanus He
yCTpauBaja MCTEpPHK, HE pbliajga, OHa MPOCTO pa3 M HaBCerja OTKa3auach
0o0CyXJaTh ¢ MaTephblO0 MpOHUCHIeANIee U BooOIie roBoputTh o Jlroasure. Mos
IOIPYTa MOCTENEHHO yCIOKOWJIACh, PELIUB, YTO JOYb M0 MOJOJOCTH JIET CMOXKET
OBICTPO 3a0BITH CBOE yBIIeUeHHe. Ho st moHKMMana: oTcyTcTBre OypHBIX CIEH U Clie3
erie Hu4Yero He o3HavaeT. [Topoi Takoil BOT yXo/1 B ce0s TOJDKEH Topa3o OoJbIie
HACTOPa)XUBaTh. 3HaJIA 51 00 3TOM HE MOHACIBIIIKE, & U3 OYEHb NI€YaJIbHOTO OIBITA,
[IEPEKUTOIO0 CO CBOEM JOYEpbIO, TAKXKE MPOILICAIIECH MCIbITAHUE NEPBOU
HeyJJauHOH J1I000BbI0. 1, K COXKaNeHUI0, Ha 3TOT pa3 sl OKa3ajach MpaBa.

Credanus craHoBmIach Bce OoJjiee 3aMKHYTOW W MomYanuBoud. Kakmwii
BeUep, BEPHYBIIUCH ¢ paboThl, Mapyesia 3acTaBaia ee JoMa JeKalleld Ha KpoBaTu
B TemMHoTe. OHa 3a0pocmiia yuedy B YHUBEPCUTETE, IepecTaa XOAUTh Ha 3aHATHS.
Tak mponoirkanocs ¢ mecsal. Huuro He moMorano: HU yroBopbl, HU pa3roBOPHI 10
nymaM. JleBymika BOuia cebe B rojioBy, uTo pa3 JIroABUT BOT TaK, HUYEro HE
0OBSICHUB, OT Hee cOexal, To, OUYeBHIHO, OHA HE JIOCTOMHA J1aXe YBaKCHUA. A yxK
o J00BH M roBopuTh Heuero. Hukorma um HukTO He momoOut ee. OHa HHUYETO
coboif He mpencramisier. HuurokectBo. M Bce Tyr. Mapuemna obpaTuiachk K
ncuxuatpy. Kak s u oxupjana, quarHo3 ObUl OJHO3HauUeH: Jenpeccus. Mapuesuia
ObLI1a B yXxace.

K cuacteio, Crehanuto BbIBEIU U3 JEMPECCUN TOBOJIBHO OBICTPO — BCETO 32
yeTbipe Mecsina. Eif naxe He NMpUIUIOCH MOBTOPATH T'0JA yueObl B YHUBEPCHUTETE,
OHa cMorja OBICTPO JOTHAaTh COKYPCHHKOB M BECHOM YK€ clajla BCE K3aMEHBI,
nponyiieHHble u3-3a Oone3nu. Korjma s mpuxoamna K HUM IO BedepaM, MHE
HABCTpEYy BBIXOAWIA JAEBYIIKAa, OYEHb MOXoXkas Ha mpexHor Credanuto. Ho
OBLJIO OYEBHUIHO, UTO 00JIe3Hb He npouuta aapoM. Ctedanus nos3pociena. He Tak,
IIPaBUJIBHO M IOCTENEHHO, KaK MOJaracTcsl B3pOCIETh, @ OYEHb PE3KO U OT TOT0
HEECTECTBEHHO. lcde3nn mpexHsAs HEeNOCPEACTBEHHOCTb M OTKPBITOCTh, @ HA HX
MECTO MPUIUIA CKENTULIN3M, PacCyJIUTEIbHOCTb, CAEPKAHHOCTh, NaXe KaKas-TO
XOJIOMHOCTb.

[Ipomwto uyTk Gosbie roga. Mos mBennapckas npusTenbHuna — MoHuka -
MpUrjacuiia MEHsi Ha My3bIKaJbHbIM Beuep. DTO ObUIO JaBHEH TpaauLUeil ceMbH,
HavaToil eme ee nmeaoM. OamH cbiH MoHUKM urpan Ha (reiite, apyroii — Ha
BUOJIOHYEIM, a caMa OHa OblJlJa HE TOJBKO OTJIMYHOM TMHAHUCTKOM, HO U
oOJaaTenbHULIEH OYEHBb HEIJIOXOr0 KOJOpaTypHOro compaHo. S Hepeako ObiBana
Ha JIOMAITHUX KOHIIEPTax, KOTOPbIE OHA yCTpauBajia B CBOEM OOJIBIIIOM CTAPUHHOM
nome, HaxomguBmeMmcs B JKaHTO — BeCcbMa apUCTOKPAaTHYECKOM IIPUTOPOJIE
Xenespl. Ha ceil pa3 Beuep ycTpaumBaicsi C pa3MaxoM - BHYTPU IPOCTOPHOIO
1BOpa, TJe s OOBIYHO NapKoBajlaCh, MECT HE OKa3ajloch. [Ipumuioch ocTtaBUTH
MallMHy Ha IUIOMIAAM OKOJIO pecTropaHa ¢ ropabiM Ha3BanueMm ‘‘Chateau de
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Genthod”,’ YCTPOEHHOI'O B TIOMEIIEHUH CTAPUHHOIO 3aMKa, 4 BEPHEE B TOM, UTO OT
Hero octanoch. Korja s Bomuia B mapajgHyl0 TOCTHHYIO, KOHIIEPT yXKE€ HadaJcs.
KakoBo xe ObUIO MO€ yAMBIICHHE, KOTJa CPEIu YYAaCTHHUKOB KBapTETa, MOMHMO
MoHUKM U €€ ChIHOBEW, s1 yBUuena... JltonBura. Bech KOHILEPT s pa3MbllLIsIa,
MOOMTH K HEMy MiM HeT? A moroMm pemwia — HU K yemy. OH Bpsja M gaxe
BCOMHUT MeHs. Jla u uTo s emy ckaxy? O dem crporiry?

Korga xoHUEpPT OKOHYMWICS, TOCTH W YYaCTHUKH KOHIEpTa ObLIN
MpUIialeHbl Ha 4Yail B croioBylo. Jlo Havana 4yas s 3axoTena B3IVISSHYTh Ha
MocyieIHee TMPHOOpPETEHHE MY)Ka MOEW MTPHUATENbHUIBI - OOJBIIOr0 JIOOUTENs
xuBonucu. MoHuKka Obl1a 3aHSATA C TOCTSAMH U MPEJJIOKUITIA MHE CaMOM CXOJIUTh B
KaOWHET, T/le BUCeJla KapTHHAa CTaporo TroJUIaHJICKOrO MmacTtepa. YBHJEB, UTO s
KOJICOTFOCh — MHE Ka3aJloch HEYJOOHBIM HATH OAHOW — MOHHMKa oOparuiach K
BBICOKOW CyXOIapoW M JOBOJBHO YOMOPHOW HA BUJI KEHILMHE, CTOSABUICH PAIOM C
HEW.

- AHHa, Thl BEJlb TOXKE €IlI¢ HE BUJIENa KAPTUHY, CXOJIUTE BMECTE.

A MOTOM MOSICHUJIA MHE:
- AHHa — MOs Ky3UHa, Bbl 3HAKOMBI?
Sl BcmoMmHMIIa, YTO HAc JEWCTBUTENIBHO KaK-TO MPEACTaBWIM APYr APYry, H
YTBEPJUTENBHO 3aKHBaJIa TOJIOBOM.
- Tloiinemre, - ckazana AHHA, BUJA, YTO s BCE €Ill€ B HEPEUIUTEIbHOCTU
CTOIO Ha MECTe, U HAIIPaBWJIACh K BBIXOY M3 3aJja.
51 ornipaBunace 3a Hel. [Ipoias B caMmblil JaIbHUM KOHEN JoMa, AHHA NOJONUIA K
OJIHOM M3 JIBEPEU U CKa3ajla, OTKPHIBAS €€.

- S Bugena 310 ux ouepenHoe npuodperenue. [Ipocto HUUero He ckaszana
MoHuKke, Tak KaK KapTMHAa MHE HE ITOHpaBWIACh. TeMHas, mpauyHas. He
MOHUMAl, 3a 4YTO OBLJIO TaKWe JEHbrM TIUIaTUTh. Jla BB camu
HOCMOTPHTE.

Omna Bomuia B KOMHATy, | 5 3a Heli. Ho MHe He yaanoch moito00BaThCs MOJIOTHOM
TOJUIAHJICKOTO XYAOXHHUKA. 3aTO Mbl 3aCTBbUIM NEpe] KapTUHOM COBCEM JPYroro
tuna. [IpsmMo mocpenn kabuHeTa cTosuia oOHMMaromascs napa. Jlake co CIUHBI A
cpasy y3Hana JlrogBura u, moMHIO, €lle ycrena nogymars: “MHTepecHo, KoMy ke
3TO Tak moBe3no?” B »TOT MOMEHT, BUAMMO, YCJBIIAB, YTO KTO-TO BOILIET B
KOMHATYy, IeJyIomIascs napa pazxaia oObsATHS, U 5 y3Hajma — komy. Oxazaocs,
crapmiemy cbiHy Monuku — Credany. HuuyTh HE CMYTHBIIMCH HaIIUM
MPUCYTCTBUEM, MOJIOZBIE JIFOIU BECEJIO MEPETIIIHYIUCH, B3SUTUCh 32 PYKU U BBILLLIN
U3 KOMHATHI. Sl ¢ yAMBICHUEM B3TJISIHYJIA HA CBOIO CITYTHHILY.

- A, BBI HE 3HAJW...., - AHHA ObLIa IBHO CMYIIICHA.

- Her, MoHMKa MHE HUYETrO HE TOBOPUIIA.

- Oro kommMmap kakoil-to. Bce cmyuunock okono roga Hazaa. Credan
noexas ¢ npy3psimu B Urtanuio. Ckaszan - oTapIXaTb. A, OKa3bIBaeTcCs,
OHH OTIPABUJIMCH HAa KaKyIO-TO JEMOHCTpaIuio. TaM OH U BCTPETUIICS C
3tuM cBouM JlronBurom. S naxke Ha3BaHUE TOpOJia 3alIOMHUIIA, TJE 3TO
npousonuio. bapu. Ctedan B 3TOM rofy onsaTh Tyna €30ui, y HErO0 TaM
TPY3bsi TOSIBUITUCK.

- A, bapu... Bce monsitHO. DTO OBIIIa HE AEMOHCTpanus, a rei-mapan. Ero
ycTpauBaia “Arcigay” - mepeOmia i AHHY U TYyT K€ IOXajena, 4To
clenana 3To.

? “3amox Kanro” (dp.)
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- A 4ro 310 Takoe “Arcigay? - TyT &e Cpocuiia Mosi coOeceHHIIA.

- Hy, »10 kpynHeimas B MWranum HaumoHalbHAas OpraHU3aLvs,
3alUIIAIOIIAs [IPaBa TOMOCEKCYaIUCTOB. B mponuiom roxy oHM Kak pas
U MpoBOJWIM mapad B bapu, 06 3ToM B razerax MHOro nucaiau. I'aBe
OpraHM3alMM IPUILIOCh CKpPbIBAaTbCS, a IMOTOM IIPOCUTh IIOMOIIH Yy
MOJIMIMH, TaK KaK C HUM TBITAIUCH PACTIPABUTHCS SKCTPEMHUCTHI.

- Heyxemn?

- Ilouemy Bac 310 yausisier? Bbl 3Haere, Kak KaToJM4yecKas LEPKOBb 10
CHUX MOpP OTHOCUTCSI K TOMOCEKCyallu3My. A ee BIMSHHE Ha YMBI JIIOJEH B
Hrtanuu 10 cux mop orpomMHo.

- Ja, nma, s 3Ha0... Hy, Teneps Bce nousTHO. To-To CTedan roBopui, 4To
UX 3HAKOMCTBO OBIJIO POMaHTUYECKUM, OHU BMECTE II€-TO MPSATAIUCE. ..

- Ja, Tam Monoauuku (PammMcTCKOro TOJIKA yCTPOUIIN OyKBaJbHO OXOTY Ha
YYaCTHHUKOB Tapaja.

- Kakoit kommap! Ham Credan Ha KakoM-TO KYTKOM TreH-mapaie.
CKpI)IBaCTCSI CO BCIAKHMH TIIOJO3PHUTCIIbHBIMHU JIMYHOCTIAMMU... CnaBa
oory, MoHuka 00 3ToM He 3HaeT. B o0meMm, ¢ Tex mop OHHM BMeECTE.
OxkaspiBaercst Ctedpan u panbie yxe nonumai... Hy, 4to ero neBymku
HE UHTEpEeCYIOT. A TyT — Takas BcTpeva. OH 3asBUII - 3TO CyAb0a. ..

- JleictBuTenpHO... Hamo e OBIO MM TaM OKa3aTbCsd, YTOOBI
BCTpeTuthes. Benp 00a u3 JKeHeBwl. ..

- W xoTrp 6Bl HE apUIIMPOBAIN TaK CBOM OTHOILIEHUS, 4yTo Jiu... CHayana
Credan ckpriBain Bce 310. Jly3T y HUX, BUANTE JIU — CKPHUIIKA U (hiIeiTa, -
a Ternepb y>ke HU4Yero He cThiauTcs. Ha qHsAX 00bsBUIM, UTO OYIYT KUTh
BMecTe. MOHMKa CTpalIHO MIEPEKUBAET, a YK 0 ee Myxke, o Kpucruane, s
u He roBopro. OH ¢ Tex mop, Kak y3Haj, oTkaszbiBaeTcsi co Credanom
pa3roBapuBaTh.

- Ho aT0 rayno, - He Morna caepxarbcs si. — JTO K€ HE €ro BUHA. JTO
npupona. TyT HUUEro He HoJenaelb.

- 3naere, Temepp BCE Ha MNPUPOAY BaIAT. A, TMO0-MOEMy, 3TO
pachyuieHHOCTh U OoJblle HUYero. Mosoaexu HbIHYE JIHIIb Obl Bce
JIeNaTh He KaK HaJlo, a Kak UM 3abmaropaccyautcs. M BooOie — Mmope 1o
kosieHo. He 3Hato, uero Credan cebe mymaer, Belb eMy MPHUIETCS elle U
COJIEP’KATh CBOETO MPUSITEIS.

- Ilouemy?
- Jla oH B OaHke paboTan, Ha XOpOIIEM MecTe, Bce Kak nosiokeHo. Ho
KOI'Jla y3HaJH, 4TO OH..., - AHHA 3aMsUIach.

- HerpanuuuoHHON cekcyanbHOM OpUEHTAlMU. JTO, KaK TEleph MPUHATO
TOBOPUTH, “TIOJUTUYECKU NpaBUIIbHAs (OPMYJIMPOBKA, - MMOJACKa3ana s
enl.

- Hy, na. Tak ero u3 0aHka yBOJWIIH.

- CrpanHo, - ynuBwiach 1. — MHe Ka3zalloch, 4To B JKeHeBe K Takum
BEIllaM ropaszio 0ojee TepIuMO OTHOCSTCS.

BepnyBmcs n1omMo#, s TyT K€ NO3BOHWiIa Mapuemie u 3a3Bana ee
MOYXUHATh Ha CIEAYIOUINI JeHb, 3a5BUB, UTO Y MEHS €CTh JIJIs HEe MOTpsCaroIas
HOBOCTh. [locie Toro kak Mel moenu, U ObUI Pa3jIUT MO YallkaM Hall JOOUMBIN
ATIOHCKHM 3€JICHBIN Yal, 5 CIIPOCHUJIA.

- Kak Credanus?
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Hemnoxo. [To-Mmoemy y4yeba B yHUBEpCHTETE TTOMOTAET €l OKOHYATEIHHO
npuiitu B ceds1. TaM Takue Harpy3ku, He 10 CTpaJaHui. ..

A 3Haemb, KOro s Buepa BcrpeTwina? Hu 3a uro He noranaemibcs!
JlrogBura, Toro camoro!

Kaxkoro? — ¢ usymnenuem cipocuia Mapuenia.

Kakoro, kakoro... IlocmegHuil »K3eMIUISIp W3 HalEd KOJUIEKLHUU.
Tonpko Ham wuaeanbHBIM MYXXKYMHA BOBCE HE MykuumHa. Bephee,
KOHEYHO, MY)KUMHA, JaXe, BO3MOXKHO, WJA€aJbHBI, HO HE A
YKEHIIUHBI.

Heyxenu romuk?

Ha.

OTtkyna Thl 3HaelIb? — BCE €l1e ¢ HeJI0BEpUEM clipocuiia Mapuesia.

[Ipunutock pacckasath €if HCTOPUIO BUEPAIIHETO MY3bIKAJILHOTO BedYepa.

AX, BOT OHO B Y€M JIeJl0, BOT MOYEMYy OH TOTJa HCYe3, - C rOpeybio
ckazana Mapuemna. — OtnpaBuicss B Mranuio, BCTpETHSI TaM 3TOTO
mapus. M “addio!”'’, Credanus. “Vigliaco!”"', - korma most moxpyra
HEpBHMYAJA WU CEepAuiIach, TO HAaYMHAJIA TEPEChIaTh CBOIO pPEUb
WUTaJbIHCKUMU CIOBEUKaMHU.

He 31uck, noxanyiicra...

S panoBatbes 1oKHA?

Koneuno!

[Touemy 3710? Jlaxke He 3Har0, pacckaspiBaTh CTedaHuu 00 ITOM WU
Het?

Koneuno! Eii craner nerue.

S mpunsinace yOexxaate Mapdemury: OHa HENPEMEHHO JIOJDKHA BCE PacCKaszaTh
nodyepu. Beap Credanus mydunach, Tak Kak HE MOIJIA MOHATh, [TOYEMY Y HHUX C
MOJIOJIBIM YEJIOBEKOM HHYETo HE BBIILIO, OTYETO OH €€ TaK HEOXKUIAHHO OPOCHIL.
N BOuna cebe B royoBy, 4yTo mpobiemMa B HE. A Temeppb SICHO: BCE JENO B HEM.
B03M0OKHO, OT 3TOT0 OTKpHITHSA €if OyIeT Jerde.

Ilogymas, Mapueia cornmacunach CO MHOU.

HemnonsatHo Tonbko, 3aueM oH CtedaHuu TOJI0BY MOPOUHI?

OH Mor He BUIETH, YTO OHA B Hero BiroOseHa. OH K HEM OTHOCHUIICS KakK
K JApYyry M Qymall, OHa K HEMY TaK )K€ OTHOCUTCSA. A IOTOM OH TOT[a,
MOET OBITh, HE JO KOHIIa OBLT yBEPEH B CBOUX CKJIOHHOCTSIX WU
HAKJIIOHHOCTSIX, HE 3HAI0, KaK JIy4Yllle BBIPA3UTHCS, - MOMbITAJIACh S
OOBSICHUTH CUTYAIIHIO.

Hy xoneuno, - mpepBana mensi Credanus, - u B bapu oH moman
ciy4aiHo!

Xopoio, xopormio, BOT Tebe emle JaBa BapuaHTa OTBeTa. BapuaHT
NEPBBIA: OH BCE 3HAJ, HO HE XOTeJ, YTOOBI Apyrue o0 3TOM 3HAIH, U
MIPEATIOYNTAN MOSBISATHCS B OOIIECTBE C JEBYIIIKAMU.

TeMm Gonee Herofsii! — He yHuManack Mapuenia.

N eme onun BapuanT. OH MCKpeHHE TbITancs MoaoouTh Credanuto,
HAJIESICh MIEPETIOMUTD CEO05.

Y TIpomait — (ur.)
" Heromsit! — (ut.)

69



- S cMoTprO, THI Y HAaC NPSAMO CIIELHATIUCT — FTOMOCEKCOJIOT, MJIM YTO-TO B
3ToM poae. M BooOmie Tl MM $SBHO CUMIATH3Upyellb, - HE C
OCYXJIEHHEM, HO C HEIOyMEHHEM cKa3asia Mapuena

A He cranma cnopuTh ¢ Mapuemioii. Sl mpocTo pacckaszana et 006 oJHOM
CBOEM XopomieM 3HakoMoM. Emy Obuto yxke mox copok. O4deHb WHTEPECHBIH
MY’>KUMHA, aTJIETHYECKOrO CJIOXKEHHUs, 0e3 BCAKOrO0 HaMeKa Ha >KEHCTBEHHOCTbD.
Korna o mosBuiics B MHCTUTYTE, Tae s padoTajia, BCe HE3aMy)KHHE JACBYLIKU
CleNamy CTOMKY, KaK OXOTHHYbM cO00aku, mouysBmue audb. OH BCTpedascs
CHayaJla C OJHOM, MOTOM C JPYyrou, ¢ Tperheil. Jlemam oH 3TO Tak, Kak OyATO
BBITIOJIHSJI KAaKoe-TO B3sToe Ha cebs o00s3aTenscTBO.  JlocTaTrouHo — OBLIO
IIOCMOTPETH, C KAKUM JIMLOM OH OTIIPaBJIsUICA Ha odyepenHoe cBuaanue. Huuem stu
BCTpe4YH He KoHuanuch. Yepe3 ron BceM Bce yxke ObuIo sicHo. Kpome Hero. Ot1o
OB caMblii HECUaCTJIMBBIM YEJIOBEK M3 BCEX, KOTO s B TO BpeMs 3Hana. Ero,
0eIHOT0, TMPOCTO KOPEXKHIO OTTOr0, YTO HUKAK HE XOTeJd MOJYUHUTHCS
3aJI0)KEHHOMY B HEro npupojoil. OH y>XacHO OCKOPOMJIICS, KOT/1a ero OMmKalini
Ipyr mompoOoBaji MOTOBOPUTh C HUM M TOCOBETOBAJl BCTPETHUTHCS BOBCE HE C
JNeByHIKOM. VIMEHHO 3HAKOMCTBO C ATHUM MY>KYMHOM 3aCTaBUJIO MEHS B KOpHE
NIEPEMEHUTh OTHOLIEHUE K TAKUM JIFOASIM. S| MOH:IA, YTO TOMOCEKCYaIn3M — Jalle
BCEro HE MPUXOTh, HE M3BpAlleHHE, KaKk HaM BOWBaJIM C JETCTBA B TOJOBBI B
COBETCKYIO 3I10XY, a BJIACTHBIM 30B MPUPOIBI, K KOTOPOMY CJIEAYET OTHOCHUTHCA C
MOHUMAaHHEM U COYYBCTBHEM, a HE OT'YJILHO OCYXAATh.

- Hy nagno, Te1 mpaBa, s Bce pacckaxy Credanuun. MoxeT, oHa

JeHCTBUTENIBHO OyAE€T BOCHIPUHUMATD 3Ty UCTOPHIO HE KaK Tpareauio, a
CKOpee Kak Kypbe3, - ckazaia Mapuesia yxxe 0osiee NpUMHPUTEIbHBIM
TOHOM.- MOeT ObITh, KOT1a-HUOY/Ib MBI JJa’ke ITOCMEEMCS Ha/l TeM, Kak
oH npomens Credanuto Ha Credana.

- [a, B 3TOl uCTOpUMM €CThb BEIM 3aHATHBIE M JAaxe crpaHHble. O
COBIIQJICHUU MMEH 5 YK€ U He TroBopio. Ho BOT ere uTo uHTEpecHo: 06a
Hai JlroaBura — «romyosbiey.

- «Tomy6oii»? Dto emie 4To Takoe?

- Te xe “gays”, xkak Bbl ropopure. A y Hac B Poccuu panblie yaiie
IPEIIOYNTAIN TOBOPUTH “ToNy00i”, “romyObie”. Kcratu, 370 He MbI
npuayMalid, a Bl TyT Ha 3amaje. S kak-To mocMOTpenia B ClioBape.
“T'onmy60i” mouuio oT aHrjauickoro Belpaxenus ‘“‘blue ribbon”, 3t0
03HAYaJIO “NACCUBHBIN FOMOCEKCYaJIUCT .

B sto Bpemss y Mapuemibl 3a3BoHMa MoOwiIbHHK. M moka mnompyra
pasroBapuBaia ¢ KeM-TO Mo TenedoHy, s BCIOMUHANA TO, YTO yuTana o Jlroasure
II. Dtor OaBapckwii KOpOJb TOXKE MPUHAAIEKAT, KaK YTBEPKIAIOT, K TeM
MY>KYMHAM, KOTOpPbIE MOIYT BOCXMUIIATHbCSI JKEHIIMHAMHU YHUCTO IUIATOHUYECKH.
Kcratn, nmenHo Takue uyBcTBa JlroABUr mnuTan K CBOEM Ky3WHE, CTaBLIEH
aBCTPUICKON HMMIIEpaTpUIe U BOIIEIIICH B UCTOPUIO TOJ HECKOJIBKO CTPaHHBIM
umeHeM Cuccu. bennsiii Jlrogsur baBapckuii! Ero o6baBuiu cymacmeqmuum. OH
KWI CIMIIKOM II03JHO W OJHOBPEMEHHO CJMIIKOM paHo. Poauce OH B
BOCEMHA/IIATOM, a TeM 0ojee B CEMHAJIaTOM BEKE, OH MOT Obl CTPOUTH CBOH
3aMK{, TPUHMMATh TaM OOTOTBOPHMMOTO MM BarHepa u otmaBaTh B JIOOBH
IpeANoYTEeHUEe TOMY, KOMY 3a0JlaropaccyuTcs, He BbI3bIBasi HUUYbUX HapeKaHW —
B T€ BpeMeHa OOIIECTBEHHOE MHEHHME HE pEIIalioch B OTKPBITYIO IMOPULATH
MOHApXOB. A eciau Obl OH JXKWJ B JBAJIIATOM BEKE, TO €r0 TOMOCEKCYallu3M He
BOCIPUHUMAJICS Obl KaK HEUYTO MPOTHUBOECTECTBEHHOE.
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W TyT MHEe B TOJIOBY IpHIIa CTPAHHAs MBICIb: a, MOXKET, OH U JKUJI B
nBaguatoM Beke? W mpogomkaer KuTh B ABaAunath nepBoM. A ecnu Jlrogsur
baBapckuii u nHam Jlrogsur JKeHeBckuil — 0IHO U TO k€ JUI0? MeHs Jaxe B Kap
Opocusio oT 3Toi noraiaku. Benp B Hamiedl uctopuM ecTh BEUM HE IPOCTO
cTpaHHble, HO Mucthueckue. CoBMaJeHne MMEH. DTO, MOXKaIyH, Jaxe mnepedop.
Nmena wmornu ObiTh M pasHbie. Ho BHemHOCTh... JII0O0OBb K MY3BIKE...
Herpaguinmonnas cekcyaibHas opueHTanus... HeBOJbHO MOBEpHUIb B TEOPUIO O
TOM, YTO JIOAM KUBYT HE OAMH pa3. KTo 3HaeT, MoxeT 3T0T Ham JlroaBur u ToT,
baBapckuii — ouH U TOT ke denoBek? [IpocTo mpokuBarOMMil O4epEeHYIO KU3Hb
B MHYIO 310Xy U B UHOM OOJIMYUHU.

Mapuensa 3akoHYMJIA PAasrOBOP M IIOCMOTpeENla HAa MEHS, BHIUMO
BCIIOMHUHAsi, HA YeM MbI OCTaHOBHJIUCH. OUEBUIHO, HE BCIIOMHMJIA, TAK KaK BAPYT
ckazaya 0e3 CBSI3M C XOJIOM MPEAbIAYIIeH OeceIbl.

- Cnymaii, naBail Temepb HMCKaThb MY>KECTBEHHbIC swuma. Jljisi Haien

Kosiekuuu. Bee-taku B Hamem JlroaBUre ObIJI0O Majlo My»ECTBEHHOCTH.
[ToaToMy M3 HEro M He BBIIIEIN UACATBLHBIN MY)KUMHA.

- Hy, Takyr BHEIIHOCTb Thl, KOHEYHO, Hanemb. Ho 3To enie He o3Hayaer
uzaeana. Mnean — 370 HE MPOCTO MY’KECTBEHHAs! BHEIIHOCTh. A 4ellOBEK,
00Ja1al0uil My>KECTBOM.

- Tsl, xoHe4yHO, mpaBa. Ho g yxe m 3abbuia, 4TO OBIBAIOT MY>KYHHBI,
o0Jaiaronme My>KeCTBEHHBIM XapaKTEPOM.

- Jla, HaliTM Takoro — 3TO yXK€ 3ajada NociIoXHee. MHe, BO BCAKOM
clly4ae, TaKue He BCTpeYalnch. A Be/lb M3HAYAJIBHO I0/Pa3yMeBaJOCh,
YTO MY’>KUYMHA JIOJKEH ObITh MYKECTBEHHBIM.

- Ilouemy? — yauBunacs Mapuesia.

- A Ha pycCKOM Ss3bIKE “MyX4yuHa  H ‘“‘MYyXECTBO — OJHOKOPEHHBIE
cioBa. [loaTomy, HaBepHOE, HAM, PYCCKUM, 00 3TOM 3a0BITh TPYIHO.

- HWHrepecHo. A B HUTalbIHCKOM, BO (DpAHILy3CKOM, Ja M B aHIJIMACKOM
storo HeT. CTpaHHO. MOXeET y Bac, y pyCCKUX, MY>KUHHBI paHbllie ObLIN
0oJjiee My )KeCTBEHHBIMU? A ceiiyac Kak?

- Jla tak e, Kak 1 Be3/ie. Takux My>KYMH JTHEM C OTHEM UCKATh HY>KHO.

- S mymaro, yxe m He HaupeMm... [laBail yydmie My3bIKy HOCIyLIaeM, -
IrPYCTHO 3aBeplunia Hall pa3roBop Mapueinia.

- Kunaccuky? Camoe noaxonsmee ceiiuac — Oaner “Jlebenunoe o3epo”
YanKOBCKOrO, - IPyCTHO MOLIYTHIIA .

- ITlouemy? — He noHsna Mapuemnia.

[Tpumock 0OBSICHATH €, 9T0 YalKOBCKHIA TOXKE, €CJIM BEPUTh MOJIBE, OBLT
roiay6eiM. M moueMy-To oJlHa U3 MENOIMi ero dasieta — TaHell MaJeHbKUX Jiebenen
— CuUMTalach B COBETCKHE BpPEMEHA YE€M-TO BpojJe T'MMHa “‘ronyobix”. U TyT s
3aMeThiIa euie OJHO COBIIAJICHUE, UMEBIIEE CaMOE HENOCPEICTBEHHOE OTHOIIECHUE
K Hamell uctopuu. YaillkoBckuii moObIBaJl B CAMOM POMAHTHYECKOM M3 3aMKOB,
noctpoeHHbIX Jlrogsurom II B baBapum — B 3amke Hoitmanmraita'>. U, kak
CUMTAIOT, MMEHHO TaM y HEro BO3HHKJIA ujaes HamucaTh «JleGenanHoe o3epo», a
MOTOM Yy’>K€ Ha 3Ty My3bIKy ObUI MocTaBjieH OaneT. M3 okoH 3aMka BHUIHO 03€po,
KOTOpOE€ MMEHHO Tak U Ha3biBaeTcs — “Jlebenunoe”. [la u B caMoM 3aMKe OJTHUM U3
IJIaBHBIX 3JIEMEHTOB YKPAIICHUs SIBJISIIOTCS MHOIOUHCIICHHBIE Jie0e1 — U3BasiHHbIE
U3 MpaMopa, BEIPE3aHHBIC U3 IEPEBA, OTIUTHIC U3 OPOH3HI.

12 . .
JlocoBHo: “HoBBIi 1€0€TIUHBIN 3aMOK”.
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- OTO0, KOHEUHO, IPEKPAacHO, HO YEro-TO MHE KJIACCUKU HE XOYeTcs, -
BBICITYIIAB, 3asBwiIa Mapueia. ¥ MeHs Tenepb awieprus Ha Hee. Kak
TOJIBKO CIIBIITY KJIACCUYECKYI0 MY3bIKY, BCHOMHHAIO 3Ty UCTOPHIO.

Ms1 pemmnu nociymate HoBble 3anucu [larpucun Kaac. S odens nro6ir0
3Ty mneBully. TOHEHbKas, XpynKas >KEHIIMHA, M3JIydarluas B TO XK€ Bpems
YIUBUTENBHYIO crity. HaBepHoe, oTpaxkeHHueM 3TOM BHYTPEHHEN CYTH U ABISETCA
ee HEOOBIYHO 3BYUHBIN, HEMHOT'O J1a’K€ MY>KCKOH T0JI0C.

Ecnu 61 51 cnernuanbHo moadupaia My3bIKy JUIsl 3TOTO Bedepa, TO BPSIL JIH
Kynuia Obl 4TO-TO Oosiee akTyanbHoe. Ha gucke, KyIJIeHHOM MHOW HENAaBHO,
okazaics nocnegauid xut [larpucum Kaac mox o4yeHb CHMBOJIMYECKUM Ha3BAHUEM
“Ou sont les hommes?”"

BenymmBasch B cioBa TMECHH, sI yIMBISUIACh TOMY, HACKOJIBKO TOYHO
[IEBUIIA CMOTJIa O3BY4YUTh Hamu ¢ Mapueimonn Mbeicau. M He Tonpko Hamu. Ho
TBICSY U ThICSIY JPYTUMX >KEHIIMH, TaKUX K€, Kak Mbl. OT4asgBIIMXCS HAWTU B
MY>YUHE TO, 4TO, 10 CYTH, U JOJDKHO OTJIMYaTh €ro OT Hac. My»xkecTBo.

A CWIBHBIM, YyTh C XPHIOTIIOH TOJOC BOIpOIIal Bce Oojiee U Oojee
HAaCTOMYMBO: Ky/1a K€ UCUYE3NIM HACTOSIINE MY>KUYUHBI?

Natalia Beglova, UNOG

1
? «[zie %e My KUMHBI?»
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Un Violon

Fils d’or d’un violon
vibrant de la poussée

d’un archet conquérant
sous I’action de son chant.

Notes qui se succedent
Par leur voix de velours,
si dociles, si vraies

et riches de douceur ...

Décidé a donner

une grace nouvelle

aux phrases d’ou s’¢éveille
un bonheur sous-jacent,
le soliste bientot

exalte la joie pure

qui I’inspire a présent

et que rien ne ternit.

Les Cuivres

Cuivres étincelants
chantent avec vigueur

un grand bonheur de vivre
sans vraiment se méler
aux autres instruments,
obstinés et confiant

dans leur force vitale,
s’intégrant a I’orchestre
pour imposer la loi

qui veut que leur puissance
souligne a tout instant
leur role ineffagable ...

Ce Piano

Mais ce piano

aux touches d’ivoire

dont un soliste

active le chant,

ne cesse de hausser sa voix
qui maintenant dicte,

a I’orchestre entier,

cette mélodie



gagnant tout I’ensemble
des cordes et bois

et méme des cuivres,
pour le bonheur sans nom
d’un public en extase.

© Roger Prevel, UN retired
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IL TOMBA DANS LA FOSSE D'ORCHESTRE

11 gonfla d'aise et de contentement
Sous les applaudissements
D'auditeurs clairsemés
M¢élomanes éclairés

Par la lumiére ambiante

S'étant trop approché
Du rebord de la scéne

Il perdit I'équilibre

Et tomba

Dans la fosse d'orchestre
Entre deux tubas

On raconte que depuis

Il ne se produisit

Plus jamais en ces lieux

De culture et qu'au jeu

De hasard il perdit

Jusqu’a ce que la mer le prit
Entre ses bras

PIANO BAR

Le piano délire
Jeune fille tu soupires
Accoudée au bar

Fumée douce-amere
Cigares allumés
Bouches pateuses
On drague

On cause

Un verre se brise
Personne n'a rien vu
11 fait sombre ici

Pianiste blasé

Tes silences m'inspirent

Je m'endors dans les volutes
Bleutées

Le barman a triste mine
Cette femme aux gros seins
Ma voisine

N'a d'yeux que pour lui.

Jacques Herman, UNSW/SENU
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MUSIQUE DE ROSEAUX

Tout en elles
Est musique de roseaux

Sur I'écran bleu du ciel
D'un index encré de rouge
J'écris leur partition

Elles chantent 'ame a nu
Leurs vérités intimes
Leurs chaudes profondeurs
Comme des oiseaux

Et nous feignons de croire
Que nous avons tout vu
Tout entendu

Nous jouons la carte

De l'indifférence

Et quand nous les avons perdues
A T'horizon de nos vanités
Nous les pleurons en silence.

Jacques Herman et Aline Dedeyan, UNSW/SENU
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... soyeuse comme
ta peau dans
mes réves
secrets
douceur
tendresse
aux parfums
de volupté
mes mains
dansent
au sourire narquois
de tes cuisses

ma téte flotte
aux sommets
sauvages
scintillants
de ’amour
sans que nul
ne sache
d’ou me vient
la force
quelle est la source
de cette apesanteur

depuis le temps
que la mort
rode, tourne autour
de moi
je suis las
de moi-méme
le courage
me fait défaut
au moment opportun
lorsque justement
j’en ai le plus grand
...besoin
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cruelle comme la vie
dissolue comme I’amour
douce comme la mort
qui m’étreint
voilée de brume
comme tes yeux
réveurs
rieurs
mes enfants
si preés, si loins
de mon ceeur

tout feu

tout flamme

lugubre, pathétique

pétillante, enjouée
mon ame

la musique

Antony Hequet, UNSW/SENU, at an Ex Tempore garden party,
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GENEVE LA NUIT

Au milieu de la nuit, 1’été,
Les néons submergent les parcs
Et les oiseaux se croient a 1’aube,
Vocalisant a plein gosier.

Etrange image intervertie
De paysage en négatif.
Singulier film au ralenti

Ornementé¢ de rares bruits.

Ce que le jour avait caché
Revient en force au premier plan.
La rue est blanche sous la lune,
Les pas sont notes sur les dalles.

Rescapés des prisons diurnes,
Des sons amplifiés s’¢lancent
Au rendez-vous de leurs échos.
Et de loin accourt sur la rade,
A la créte des clapotis,

Un cri térébrant de mouette.

Luce Péclard, UNSW/SENU
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The silent drummer

Young men sing it with a rage
they fear their lives won't last too long
now's the time to move along...
Sometime I too suffer this disease
future shock, hit me with a rock
but I know there is no future

for I am the silent drummer

this endless time of instant memory
which plays softly within me
sometimes in simple sorrow

the murmur of the creek

roar of the shadows

in a New York City street

rage and bloody teeth

disbanding governments

burning borders in delight
playing the war drums

of Asia and Africa

Paris and Philadelphia
Philharmonic orchestra

escaping only

very narrowly

total destruction

to sing the songs of time

with no end and no beginning

Anthony Hequet, UNSW/SENU
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Busker’s* Song

I’ve been waiting for the sun to shine,

A fog bank in my mind.

I’ve been hoping something would give—
Somewhere to settle and somewhere to live.

Across this land and into the trees,

A movement is stirring, a breath and a breeze.
Something tells me the mist will rise.

Close your eyes darling, close your eyes.

I thought of a shadow once, as my friend.

I thought our love would never, never end,
And caught the whisps in my fond embrace,
And tried in the gloom to see your face.

I caught in the silence the silk of your hair,
And sifted the cries, the hope and despair,
From crickets’ chirpings; and I saw your eyes,
Mirrored in a dawn about to rise.

Come listen again to the Busker’s song.

It won’t be very far and it won’t be too long—
I’ve got a new tune on my old guitar,

Played on terrace, in restaurant or bar,

--By special permission, on the streetcar

--Or on the place Molard**

Ray Barry, UNIDO retired

* A “busker” is an itinerant street musician. The word “busker” is English
(cockney?) slang. This and other “busker” rhymes by the author, Ray Barry
refer to the (mainly English and American street musicians in Geneva in the
1980’s. They were only white at that time. Or almost.

** pronounced Molar
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Music Notes

Sisters under the skin are music, dance and this.
Painting will come later, when the harmonies

Are stilled in colored patterns; I could wish

For no more expressive loveliness and grace

Than that exuded from a bow drawn with ease

Upon resisting strings across the tireless face

Of captured wood and sound; the frail properties

In aspects of the skies revealed from compressed space
In which a mere tremor is allowed to grow

Like circles in a waterfall, with a point of steel

Soaring like some bird upon the wing, to then reveal
The abyss below, to swell and flow

Into caverns, hallowed by its own light

As if the path of destiny knew where to go

And it not; with courage in this errant flight

To a goal fixed beyond the measure of a stream

Of notes and staffs, and structured like a dream.
Courage, and the will to prevail, believing not just what we seem,
But the unity of opposites between day and night.

Ray Barry, UNIDO retired
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The world’s song

Listen to the world’s song:
The splashing of fountains
Years and ages past, in the cradle,
Measured in droplets and streams.

I saw you once, mirrored

In a limpid flow, undulating;

Stars on your breast, flowers in your hair;
The mountains for a chain of thoughts;

Sparkling stones to your eyes wild,
And your voice to me in rivulets
Of amber, telling me of the earth,
The trail from death to birth,

The cycle of desire

To live once more;

At fountain’s brink, at world’s edge,
To stop and think, and at the ledge
Of consciousness, to pause before
The plunge into the fire.

Ray Barry, UNIDO retired
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Troubadour Flight

They still hang in the back of your eye

the back of your eye still held by the Hand of Fatima
They the pixels of stories sung in memories light
stainglass globules of another time when

the ale cupped the hazy laughter like flesh

and the joint of Islamic smoke dispersed it again
Agashi—lady—just another story

One thousand and one nights ago you asked me to play
String upon string upon string upon strum

Golden Iron Maidens

Crying Dragon Ladies

Far-away lands near as the tip of my finger on your tongue
Bids you, Speak,

Through me

Agashi—lady—stop—go

Enough

I pack the words unborn between us, string

upon string upon string, pull out the path waiting

in my pocket and steal away catlike in another
troubadour flight of fancy.

Jimmie Kim, OHCHR intern
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Cairo Colours

Cactusfig Boy sitting by his stand looks at the sky,

Lets his eyes loiter in the impossible blue where the promise of rain
evaporates again and again into the invisible smog.

In a corner, the August heat yellows the sweat of mangos and guavas,
Paints the air with pomegranate scents that die under the diesel on the tarmac.
They watch the death, those old men with unopened Kleenex boxes,
Those old women with counterfeit fluorescent sweets,

Sandwiched by turquoise trucks that dominate the trafficjammed roads.
How much for old tissues and lost time? How much for a resurrection?
They watch the death, the houses of the dead and the dead in their houses
Through windows black like gaps between teeth,

Like gaps between history.

Still, mornings we all rise to the opera below our windows

clipclopping by on donkeyback, pulling his own stage behind him—

A platform of rustcolour boards, a pile of junk dead as corpses—

Your old things for a new life, he cries, Insh’Allah! La la la!

Middays we all fall to the greentinged calls from ivory towers,

stop moping handsinpocket,

And avert all evil eyes from veiled fetishes.

Ramadan is near, the veiled ones remind you. Time to clean out the tomb
But in the undefined space between lantern sun and teastained moon
Good and evil, love and hatred, are simply energy.

And they sell their souls in that space, the Cactusfig Boys,
the Candygirls, the opera singers

along with pieces of cultural identities to the rich tourist,

To earn enough credit, though no one keeps count,

To access the heady fatfilled beauties of his human pleasures,
His blue, white, red freedoms, his greenbacked ability

To afford generosity and ignorance at the same time.

And they hope with the purity assumed by Warningsagainstvice,
Until the next prayer call, when you worry once more

what your children will find in your tomb,

Until the next prayer call, when you remember,

In Egypt, the Kings never truly leave any building.

Jimmie Kim, OHCHR intern
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To Philippe with Love

Spring at last and once again we gather round the fountain
underneath the apple blossoms, in the garden’s sacred grove.
We sing in several languages, birds from far and near,

our voices soar so joyfully, a carnival of discords,

when we recognize a ballad that takes us home again.

Tulips, daffodils and dainty anemones beat the tempo languidly
and even the stone maiden gives a smile of compassion

when we lament loveless virgins abandoned to their fate.

Philippe takes up his accordion to prepare us for the dance,

music floats around us in pungent topaz pods.

We line up in two rows, bow and curtsy with delight,

our bodies need to learn again

steps of simple insolence

to help us to recall our youthful gloss of passion

for ghostly lovers, whose dreams have long departed,

for ships that sailed away never to return.  Jo Ann Hansen, UNSW/SENU
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The Music Lover

What is life without my mélomane?
Afflict me, deride me, I am blind.
Between the ocean and human divide,
I listen to Purcell and Telemann,
Fantasia in fugue, Tobias Hume's
Harke, Harke, Hope decayed --

I feel uplifted and at peace.

Read me Johnson, Housman and Auden
To banish sorrow from my laden heart.
The poet, music lover in andante
Strikes a note in concordante.

Mission life is dull without my mélomane.
Shake me, wake me from my trance.
Between my temporary in absentia

And the timeless cosmic inertia

I hear echoes in my dreams, echoes

of the music from your captivating land.
With harpsichord and viola da gamba
You bring me nearer from afar.

O play me Lully, Grieg and Elgar;

Read me Johnson, Housman and Auden
To banish sorrow from my laden heart (...)

Ngozi Ibekwe, OHCHR retired
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Canto de Ballena

Debo colocar ideas a estas palabras
v hacerlo en una melodia puntual
para que cuando las mires desde lejos
acaricien con suavidad de viento tu pensamiento
para que cuando las escuches desde ti
su armonia sea un canto de ballena
para que cuando las dejes

tu alma extrarie

y comience a tejer con pocos de todo
el opaco manto con que te cubres

de una mala poesia.

Tu voz de donde sea

Hace frio

yo lo siento

tu lo cuentas

puedes estar plenamente en muchas partes

buscar en su biblioteca libremente otros tiempos

y sentarte a leer las posibilidades infinitas

que penso para ti y anoto del libro de las dimensiones divinas.

No se permite volver por el mismo camino
a pocos les interesa regresar

el después esta mas prohibido que las manzanas
de su cercania solo sabemos la sombra

el misterio es incondicional

su ternura es lo probable

nadie lo mira

pero no hace falta

igual que a ti

igual que a todo

igual que a nada

Te deja.
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Sabado piano

Muchas veces pasa

atrapado me dejas contigo

pensamiento que obliga a las ideas
paralizando el destino se comienza a sentir
encuentra cada diminuto detalle

dentro de un siempre inamovible e inevitable
que gira en una rueda mads grande

libre de los atributos del cambio

hasta que noto las notas

quebrantando lo posible

lubricando la lentitud

porque el que piensa descansa

el que escribe inventa

v el que escucha esta libre.

He visto como estas casas se han llenado de fantasmas

A la calle solo muestran su rostro de abandono

y cuentan que al olvido le gusta guardar recuerdos
son lugares donde el tiempo es nifio

v juega con el polvo suave

porque afuera va muriendo todo

en el agujero negro del porvenir

a la calle solo muestran su rostro de abandono

y detras de las puertas los espiritus

escriben la historia donde el Salvador

leerd que no es necesario que se quede

porque la vida dejo de ser esta memoria

vy cubrio su palacio interminable con pintura vieja
lugares abandonados

y sombras que cantan como sirenas

la cancion que Ulises no quiso escuchar.
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Un ancla en el fondo del mar

Sabes

estuvimos tan cerca del secreto

porque llego la muerte a ser una sombra

pero nos dejo

aunque ella marcha sin tiempo

ahora somos algo que antes imaginabamos

en él hay sentimientos que ya no estan llorando
quedo una huella en su silencio

pero ya no calla

todo es sin miedo

y salimos a la vida en hojas pequerias

distintas a lo que es el recuerdo

v asi terminaremos de limpiar escombros
seremos el barco que alguna vez quiso la muerte
pero habia un ancla

enamorada del fondo del mar

anotando en un pentagrama la musica que escuchas ahora.

Luis Alfredo Aguilar Contreras, UNOG/SENU
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Piano forte

Being is rhythm. Jeder hat seinen ureigenen Rhytmus,
wie man aufsteht, geht, sich anzieht,
wie man sich die Zdhne putzt, sich bettet, sich dreht und wendet in der Nacht,

wie man sich unterhélt und sich anderen gibt. Manch Mensch wichtelt
rhythmisch durch den Tag.

Manch Mensch tibt sich beim Gehen und Reden im staccato.

Manch Personchen
spielt seinen Tag legato, solche Menschen flieBen unauffaellig an Dir vorbei.
Es sind die, die mit ihrer Umwelt im Einklang leben,

man sagt: sie lebten gliicklicher legato.

Legato zu leben und zu koexistieren bedeutet jedoch, dass diese gebundenen

Klaviernoten manches Mal umgeben werden von sich in staccato und in non
legato-

artikulierenden Personen.

Auch die das FlieBende ersuchende Klaviernote

muss dann erst mal ex tempore ihren Weg ins Gebundene finden.

Non legato zu leben kann auch einen wunderbaren Sinn und Klang ergeben.
Es sind die, die man aus der Menge heraushort und auffallen.

Vielleicht sind es auch die, die das Alleinsein einer Bindung temporér
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vorziehen.

Autarke Personen, sie sind eine einzelne Klaviernote, winzigklein, und doch so
beachtlich,

abrupt treten sie in Erscheinung mit einem Ave Maria und machen sie sich von
dannen

ins nebulose Kommende.
Doch auch hier gibt
es manch Menschelchen, der die Bindung an seine vorangegangene
Klaviernote nicht vergisst, er ldsst das legato in sich hineinstroemen,
weil} jedoch von seiner Beschaffenheit des Nichtgebundenenseins.

Es ist sein Wille oder er ist zerrissen.

With music you can heal and harmonize all political disharmonies.
Especially singing children warm every person.
Singing chorusses should be used as a political
instrument to harmonize political interactions,
to prevent war and to bring good feelings.
Chorusses should sing while the politicians
debate - und Musik sollte ertonen iiber der ganzen

Stadt.

Christian Schulz, UNSW/SENU, former OHCHR intern
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Altes Neues Jahr

Man baut eine Kirche

am Ponikva

fiinf Méanner bauten einen Sommer lang
der steinerne Rumpf steht nun.

Schwarz gekleidet steht der Pope
vor der steinernen Kirche im Schnee
und stiitzt sich auf seinen silbernen Hirtenstab.

Sveti Vasili dem GroB3en wird die Kirche heute geweiht

am Holzkreuz vor der Kirche brennen schon die Kerzen
einen goldgelben langen Bart tragt Sveti Vasili auf dem Bild
und einen blauen mit Sternen besetzten Mantel.

Rein wie Schnee ist sein Gesicht

»3a Mnogo Godini“, Noch viele Jahre,
so griilt man das alte neue jahr.

Wir tanzen im weiten Kreis den Oro um das offene Feuer
Gaida, Tamburin und Kavala begleiten unsren Tanz

Die Alten werfen ihre Gehstocke weg

und singen das Lied von der schonen Stoine

Wir singen und tanzen und essen heile Bohnensuppe
und tanzen bis der Tag alt wird

und die Kalte unsere Gemeinschaft auflost.

Johann BUDER, Austrian Mission
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Wang'i - Your countenance (a love poem in Luo — when I look at you, I see clearly)

K'aneno Wang'i, wang'i ler na
K'aneno Wang'i, wang'i ler na
K'aneno Wang'i, wang'i ler na
K'aneno Wang'i, wang'i ler na

A, ah, In Ruodha, wang'i ler
Ah, In Ruodha, aweri

K'aneno Wang'i, wang'i ler na
K'aneno Wang'i, wang'i ler na
K'aneno Wang'i, wang'i ler na
K'aneno Wang'i, wang'i ler na

A, ah, In Ruodha, wang'i ler
Ah, In Ruodha, aweri

To gik m'itimo
To gik m'itimo baba ah
To gik m'itimo
To gik m'itimo baba ah

To gik m'itimo
Miujiza maneno baba ah

Ruoth, itimo hono

Ruoth, itimo hono

Ruoth, itimo hono

Ruoth, itimo hono

Ruoth, itimo hono

Ruoth, itimo hono

In Ruodha ah

Erokamano wuok e chunya
Ruoth itimo hono

In Ruodha, wang'i ler

Upendo wako (a love poem in Swahili)

Niliamka asubuhi moja a a
Nipate upendo wako umenizingira
Siwezi Ogopa mimi siwezi ee

Baba ameniinua
Baba amenipenda sana
Baba ameniinua
Baba amenipenda sana

Niliamka asubuhi moja a a
Nipate Uzuri wako umenizingira
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Siwezi potea mimi siwezi ee

Baba amenibadilisha
Baba amenipenda sana
Baba amenibadilisha
Baba amenipenda sana

Niliamka asubuhi moja a a
Nipate upendo wako umenizingira
Siwezi Ogopa mimi siwezi ee

Baba amenikumbuka
Baba ananijali sana
Baba amenikumbuka
Baba ananijali sana

Niliamka asubuhi moja a a
Nipate mkono wako umenishindia
Siwezi kushindwa mimi siwezi ee

Baba amenikumbuka
Baba ananijali sana
Baba amenikumbuka
Baba ananijali sana

(Upendo Wako (Swahili): I woke up one morning, to find out that your love had surrounded
me. You have filled my soul, you have protected me, you have comforted my heart.)

Singing and dancing with Connie Ouko from WHO, during the Ex Tempore evening of 23
January 2010

Connie put her own poems to music and cut a fine CD Better than Life,

which also contains 12 of her other songs
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TRANSLATIONS

TRADUCT IONS

TRADUCCIONES



Rainer Maria Rilke Larenopfer (1895)
VOLKSWEISE

Mich riihrt so sehr

bohmischen Volkes Weise,
schleicht sie ins Herz sich leise,
macht sie es schwer.

Wenn ein Kind sacht

singt beim Kartoffeljéten,
klingt dir sein Lied im spiten
Traum noch der Nacht.

Magst du auch sein

weit liber Land gefahren,
fallt es dir doch nach Jahren
stets wieder ein.

Folk Melodies

Bohemian folk tunes move me
deeply as into the heart they steal
and make it heavy, then I feel

a wistful yearning over me.

When in potato fields a child
while weeding gently sings,
that melody in late dreams rings
within you true and mild.

And even if you travel far

to distant lands, the tune so dear
comes back to you year after year,
recalling who you are.

Airs de Boheme

Elles me touchent a I'extréme
les chansons du peuple bohéme,
qui se glissent dans le coeur,

le grevant de langueur.

Quand un enfant chante

doucement en sarclant dans les champs,
écoute dans tes réves ce méme chant
tard dans la nuit résonnant.

Et méme si tu pars en voyage
en des terres éloignées,
te suivront cet air cette image
au fil des années.
© Alfred de Zayas, OHCHR retired
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Oi Federico Garcia Lorca

Con dwong nao khéc tham

Subi 1¢ khon nhoa dau bude

Céc em dua to1 di

Mot 161 nho khong thing tap
Tréc ba trudc dao vuon cao nght dau
Mau dat d6 sim

Déc trit xudéng chan ddi 6 liu
Boéng hoang hon thoi thop

Tir Dia Trung Hai kéo vé 16p 16p
May den hit hai

Trén ndc thung ling Granada
Qué huong mot thi si

Oi Federico Garcia Lorca

To1 té1 tham ma khong gap Anh
Chéc chan 1a Anh da chét

Bi tham va bét cong.

Hai muoi nam hia buén con thiéu dot
Tim nhiing ngudi yéu Anh qua tho Anh
Thud 4y t6i dang khat sira Me

Chua biét chua do luong duoc

Ning né sao 1a nhirng ganh nhuc nhan
Trén lung trén vai nhirng nguoi yéu dau
Than phén yéu dubi di tim twong lai.
Vi hién tai rang budc vao qua khtr
Bang trim ngan sgi day v6 hinh

Nao nhing nubi tiéc khon nguoi

Nao nhitng nhé thuong chong chat

Nao nhitng dén dau mudn xé troi

B61 t61 da ham on chua tra duoc

Tam long nhén ai di san ciia Song Than
Chang may Me t6i chot ndm xudng ¢ don
Ngu kiép ngudi nin cim uét tc.
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Con dwong nao khéc tham

Subi 1¢ khon nhoa dau bude

Céc em dua to1 di

Nao déu nhimg vong tay au yém

Giir t61 quay cudng trong diéu mua Andalousia
Giira tiéng dan luc huyén tiéng nhip sanh phach
Hay chi con may thoang nhin c¢6 hoa

Giir toi giita nhitng trong mat sao quyén luyén chang roi.
Giong ai ngam budn chiu sau

Bai tho tinh dugc viét dudi thdi ndi chién

Va diép khuc tir biét ngdm ngui

Giir t6i sudt doi dimg bén cac em

Trong tinh ban bdi dau ma khang khit.

Cdc em biét hon mét lan

Vi sao t61 nirc nd

C6 thé t6i chi khoc tham

Giong sudi chay qua tdm hon tinh khiét
bu cho m{t nguoi nghe

Oi Federico Garcia Lorca

Chéc chén 1a Anh da chét

Bi tham va bat cong.

O Federico Garcia Lorca!

Par quel chemin en pleurs silencieux

La source de larmes secréte n'aurait effacé nos empreintes de pieds
Petits enfants, vous m'avez introduit, dans un sentier tortueux...
Des cypres, des lauriers roses, s'étirent au-dessus de nos tétes
Sous nos pas s'effrite la terre ocre, rouge-brun

Une pente douce court

Jusqu'au bas de la colline des oliviers

Et, a son déclin, le crépuscule agonise.

De la Méditerranée accourent de gros nuages lugubres

D'un noir ingrat

Et s'accumulent

Dans la votte de la vallée de Granada

Patrie d'un pocte.

O Federico Garcia Lorca

Je viens vous voir sans vous rencontrer

Je suis slir que vous étes mort

D'une mort atroce et injuste!
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1l y a vingt ans

Et le feu de tristesse ne cesse de ronger

Les cceurs de ceux qui vous admirent

A travers vos chefs-d'ceuvre.

En ces temps, encore assoiffé de lait maternel

Je ne savais mesurer

Combien accablante, la lourde charge des outrages
Ayant pes¢ aux dos, aux épaules de mes €tres chers
La condition de I'nomme sans défense, en quéte de I'avenir.
Dans ce présent 1i¢ au passé

Par cent, mille liens invisibles

Que de regrets non apaisés!

Que de souvenirs amoncelés!

Que de maux déchirants!

Alors que je n'ai pas encore rendu grices

Et accompli mon devoir filial

Envers deux coeurs bienveillants

Vestiges de mes chers parents

Ma mére, souffrante, est couchée dans la solitude
Réprimée dans son sommeil éternel

Le sort des sans-voix opprimés!

Par quel chemin en pleurs silencieux

La source de larmes secréte n'aurait effacé nos empreintes de pieds
Petits enfants, vous m'avez conduit, parmi ces allées sinueuses...
Ou sont les mains jointes a la ronde

Qui m'ont entrainé dans les rythmes de I'Andalousia
Accompagnés par les grattements de guitares

Les battements de castagnettes

Et de tambourins?

Ou ne reste-t-il que ces regards furtifs

Entrevus dans les prés fleuris

Ayant scellé mon image a leurs prunelles candides, fascinantes?
A qui, cette voix harmonieuse d'une profonde mélancolie

Qui scande une romance lyrique, du temps de la Guerre Civile?
Et ce refrain d'adieu aussi plaintif

Pour quelle raison

Me retient-il, toute ma vie, a vos cotes

Avec notre attachement d'amiti¢ indéfectible?
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Chers enfants, vous savez plus d'une fois
Pourquot j'ai pleuré a chaudes larmes?
Peut-étre que j’ai bien pleuré en silence
Et les pleurs secrets de la source vive
Ecoulée a travers 1'ame pure

Suffisent a quelqu'un de m'entendre.

O Federico Garcia Lorca

Je suis slr que vous étes mort

D'une mort tragique

Et injuste!

Nguyén Hoang Bao Viét, UNSW/SENU
Traduit du Vietnamien par Mme Hoang Nguyén
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We invite you to subscribe to Ex Tempore and support the United Nations Society of Writers.
The membership fee is Sfr 40 per year. Please fill in the form below and send it to:
Alfred de Zayas, zayas@bluewin.ch or David Winch, dwinch@unog.ch,

Please send your membership fee or generous donations directly to EX TEMPORE's account
with UBS, branch office at the Palais des Nations, account No. CA-279-100-855.

Membership is open to active and retired staff and their spouses, fellows and interns of the
United Nations, specialized agencies, CERN, Permanent Missions and Observer Missions,

Inter-Governmental Organizations, NGO's and the Press Corps.

Membership Form:

For the Journal's 2011 issue the Editorial Board invites literary efforts of
general interest, short stories, science fiction, humour, poems or aphorisms in
any of the UN official languages (or in other languages accompanied by a
translation into a UN language). Please send these to the Editorial Board
electronically in format Times New Roman, 14 p to: zayas@bluewin.ch,
dwinch@unog.ch, or to cedelenbos@ohchr.org .

Visit also our new website: www.extempore.ch

See http://en.wikipedia.org/wiki/United Nations Society of Writers
and http://en.wikipedia.org/wiki/Ex Tempore (journal)
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CODA: Art is communication -- seeing new perspectives, hearing sounds differently,
unveiling worlds beneath the world, discovering the latent truths. Whether art reflects
or reinterprets nature, whether it invents or reproduces, it always cross-fertilizes. Music
is perhaps the most metaphysical of all art forms, fundamentally human and yet very
much transcendental, yes, divine: While it often relates to the momentary Zeitgeist, it
also helps create a new Zeitgeist, inspires sculpture, architecture, painting. The Sydney
Opera House (UNESCO World Heritage Site since 2007), built by the Danish architect
Jorn Utzon represents the symbiosis of many realities, a harmonious Gesamtkunstwerk
that daily celebrates the cross-fertilization of the arts.






