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Towards the 150 Anniversary of the Moscow Conservatory

TIKHON NIKOLAYEVICH KHRENNIKOV AND HIS STUDENTS

At concerts of a festival dedicated to the centennial anniversary
of the birth of the Hero of Socialist Labor, People’s Artist of the USSR,
Laureate of the Lenin Prize and the State Prizes of the USSR and the RSFSR,
Professor Tikhon Nikolayevich Khrennikov (1913 - 2007)

CD1:79.41 SMCCD 0174-0175
DDD/STEREO
Tikhon Khrennikov (1913 - 2007) TT:157.38

Three Sonnets by William Shakespeare for Baritone and Piano, op. 32
Translation from the English by Samuil Marshak

1. Sonnet 112. Andante espressivo 3.15

2. Sonnet 66. Moderato 2.27

3. Sonnet 81. Andantino 3.11
Concerto No. 2 for Piano and Orchestra in C major, op. 21

1. Introduction. Moderato 3.59

2. Sonata. Allegro con fuoco 5.30

3. Rondo. Giocoso. - Andantino 7.13
Concerto No. 1 for Violin and Orchestra in C major, op. 14

1. Allegro con fuoco 9.59

2. Andante espressivo 8.16

3. Allegro agitato 6.05
Concerto No. 3 for Piano and Orchestra in C major, op. 28

1. Moderato. - Allegro 9.08

2. Moderato 5.21

3. Allegro molto 5.45
Three Poems for Chorus a cappella set to the Poetry of Nikolai Nekrasov, op. 20

1. Before the Rain 2.23

2. The Unharvested Field 2.54

3. Harkening to the Horrors of War 2.35
Hymn from Three Poems for Chorus a cappella set to the Poetry of Nikolai Nekrasov,
op. 36 No. 3 1.51
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CD 2:77.57

Tikhon Khrennikov (1913 - 2007)
Quartet for Two Violins, Viola and Cello, op. 33

1. Prelude. Animato 1.39

2. Intermezzo. Andante espressivo 2.51

3. Sad Dance. Moderato 2.05

[4] 4. Fugue. Allegro con fuoco 2.33
Valery Kikta (b.1941)

Song of the Blessed Night for Flute and Organ 6.54

Tatiana Chudova (b.1944)
Diptych for Soprano and Piano
[6] 1.Tale 7.05
2. Toccata-Lament 5.47
Alexander Tchaikovsky (b.1946)
Concerto No. 2 for Violin and Chamber Orchestra

1. Allegro moderato 7.53
[9] 2. Moderato cantabile 7.03
3. Allegro molto 2.18
Sergei Golubkov (b.1969)
Forgotten Overture No. ... for String Orchestra, op. 4 6.40
Tikhon Khrennikov Jr. (b.1987)
Concerto for Cello and Orchestra 11.07
Songs by Tikhon Khrennikov
Symphonic Fantasy by Evgeny Shcherbakov 14.07

Andrei Morozov, baritone (CD 1:[1]-[3]), Alexei Lukovnikov, piano (CD 1:[1}-{3]), Nikita Mndoyants, piano (CD 1:
[4]-[6]), Yulia Igonina, violin (CD 1: [7]-[9]), Tikhon Khrennikov Jr., piano (CD 1: [f0l-[i2] ), Sergei Zhuravel, flute
(CD 2:[5]), Konstantin Volostnov, organ (CD 2:[5]), Natalia Goncharova, soprano (CD 2:[6]-[7]), Alexei Voronkov,
piano (CD 2:[&]-[7]), Alexander Trostyansky, violin (CD 2:[8]-[10 ), Evgeny Rumyantsev, cello (CD 2:[12])
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Alyabyev String Quartet: llya Tkachenko, 1% violin, Svetlana Nor, 2" violin, Andrei Koval, viola, Vladimir Nor,
cello (CD 2:[1]-[2])

The Chamber Choir of the Moscow Conservatory, conductor Alexander Solovyev (CD 1: 3} f61)
Moscow Chamber Orchestra “The Seasons,” conductor Vladislav Bulakhov (CD 2: [8]-[t1])
Symphony Orchestra of the Ministry of Defense of the Russian Federation,

conductor Roman Belyshev (CD 1:[2]-[12] ; CD 2:[12], [13])

Recorded at the concerts of the festival “Tikhon Nikolayevich Khrennikov and his Students”:
June 14,2013 (CD 2: at the Small Hall of the Moscow Tchaikovsky Conservatory,
June 10 (CD 1:[1-[3], CD 2:[8]-[11) and October 15 (CD 1:[4]-[12); CD 2:[12], [13])
2013 at the Grand Hall of the Moscow Tchaikovsky Conservatory

)

Sound directors: Anastasia Rybakova (CD 1: ;CD2:[1 [3l),
Ruslana Oreshnikova (CD 1:[1]-[3], [13]-[t6] ; CD 2:[8]-[11] )
Engineers: Alexei Meshchanov (CD 2: [1]-[7]), Anton Bushinsky (CD 1:[1]-[z¢] ; CD 2: [8]{13])
Editing and mastering: Mikhail Spassky
Design: Maxim Kompaneets
Executive producer: Eugene Platonov
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ikhon Khrennikov went down in history of Russian culture not only in the role

of the irreplaceable (1948-1991) director of the all-powerful Composers’

Union of the USSR. His activities at this post can be interpreted as the activ-
ities of a minister of musical culture of an enormous country. However, the authority
of Khrennikov the public figure was based on his indisputable belonging to the first
rank of composers, creators of an artistic heritage capable of existing in the domain
of history. Years have passed since the composer’s departure from life, but his
music is still present in the sphere of attention of outstanding performers and per-
forming ensembles. During the course of a period of his life lasting half a century,
Tikhon Khrennikov taught at the Moscow Conservatory. His students present a fa-
mous cohort of composers representing present-day Russia. Many of them have
contributed to the musical legacy of Russia of the late 20" and beginning of the
215 century. Among the graduates of his class there are such prominent names
as Alemdar Karamanov, Vyacheslav Ovchinnikov, Alexei Rybnikov, Igor Luchenok,
Oleg Galakhov, Maxim Dunayevsky and Mikhail Bronner. Khrennikov’s outstanding
student, Alexander Tchaikovsky is presently the head of the composition depart-
ment of the Moscow Conservatory, while his other students, conspicuous repre-
sentatives of the present-day composers’ “guild” (Valery Kikta, Tatiana Chudova,
Alexander Koblyakov, Sergei Golubkov), are among the leading professors of vari-
ous departments of the Conservatory and directors of the Composition Department.
One can speak of Khrennikov's compositional school: 110 composers graduated
from his class at the Conservatory, and his last student was his great-grandson,
Tikhon Khrennikov Jr.



The class of Professor Khrennikov, which during the course of almost half a cen-
tury brought up masters of the country’s musical culture, presents a bright page in
the history of the Moscow Conservatory. This is particularly why upon the initiative
of the Conservatory, in its current preparation for its 150" anniversary, this compact
disc was released, presenting to connoisseurs of the art of music these recordings
under the title of “Tikhon Nikolayevich Khrennikov and his Students.” This is simul-
taneously a sort of musical offering to the centennial anniversary of the birth of the
outstanding composer and teacher: two compact discs present recordings from con-
certs of the festival commemorating this significant date, which took place at the
Grand and Small Halls of the Moscow Conservatory. The first concert took place on
June 10, 2013, on the centennial of the composer's birthday, and the second hap-
pened on June 14, 2013 (their programs included compositions by Tikhon Khren-
nikov and his students, including teachers of the Moscow Conservatory - Valery
Kikta, Tatiana Chudova, Alexander Tchaikovsky and Sergei Golubkov); the third con-
cert, devoted almost entirely to the music of Tikhon Khrennikov (which included the
performance of a composition by his great-grandson, Tikhon khrennikov Jr.) took
place on October 15, 2013. Correspondingly, the content of the set of two CD’s is
determined by the programs of the aforementioned concerts.

The set (CD 1) is opened by the Three Sonnets of William Shakespeare, opus 32,
written by the composer in 1988. This composition by Khrennikov is not among
those that are performed frequently, notwithstanding the apparent artistic merit of
the Sonnets, which is a classical chamber composition for baritone and piano.
Khrennikov’s brilliant talent of a songwriter was applied here in a genre that could

conditionally be called a “vocal poem.” The songlike and declamatory character ap-
pear in synthesis, while the piano part follows the text even more than it does the
melody, being affected by the semantic turns of the text.

The following composition by Khrennikov recorded on CD 1 is, most likely, his
most famous work in the genre of the instrumental concerto. The Concerto No. 2 for
Piano and Orchestra, opus 21, was composed in 1971 and remains in the repertoire
up to the present day. This is a three-movement composition, in which the first move-
ment begins, in violation of tradition, with an extensive piano exposition. This expo-
sition opens with a freely dodecaphonic construction, which leads immediately to
a dramatic sharpness, following which, as a compensating reflection, there appears
a consonant ostinato theme resembling an outcry - the Concerto’s main “discerning
sign,” an intonation that is simultaneously pungent and ethereally floating. It returns
towards the conclusion of the finale, but it is not the sole one that is marked by the
quality of inimitability. The entire thematicism of the Concerto presents an assort-
ment of distinctive, individual and catchy intonations. This is likewise true in regards
to the toccata-like urbanized theme in the first movement (the allusions to Prokofiev,
appearing here, happen frequently in Khrennikov’s music). the assertive, heavy-
weight and somewhat menacing “joy” of the scherzo presents an image that is typ-
ical for Khrennikov.

Following the Second Piano Concerto, CD 1 contains the recording of Concerto
No. 1 for Violin and Orchestra, opus 14, composed in 1959 and dedicated to Leonid
Kogan, who became its first performer. This is the earliest composition, in terms of
the time of its composition, in the present recording. Nonetheless, the features of



the composer's mature style are felt here in full measure. The three-movement cycle,
typical of Khrennikov, is permeated by a classical system of contrasts. The first move-
ment, in which the subsidiary theme group, with a recognizable oriental color, punc-
tuates the energetic primary theme group, the purely lyrical middle movement and
the finale are expressions of absolute energy (“dancing joy”). Unlike the piano con-
certos, the classical scheme of contrasts seems to be presented here in a “pure”
form, without dramatic complications and distortions of the customary contour of
this kind of cyclical succession.

Concerto No. 3 for Piano and Orchestra, opus 28, composed in 1983 and pres-
ents a bright example particularly of complicated cyclical three-movement form.
Here the first movement (similarly to that of the Second Concerto) begins with a
large-scale introduction by the soloist. The declamation on an ostinato-based
revolving incantatory formula (obviously derived from a folk music source and re-
interpreted in a sonorically coloristic manner) is followed by a succession of con-
trast, the dynamic peak of which is a sharply assertive march. The slow movement
of the concerto presents the lyrical and dramatic core of the entire composition. The
toccata-like dance themes of the finale, its inner contrasts and allusions to the initial
image of the Concerto in its conclusion - all of these are typical signs of Khrennikov's
concerto form.

The cycle of recordings of CD 1 is concluded by Poems for Chorus to the poetry
of Nikolai Nekrasov, opus 20 (1970) - and Hymn from opus 36 (1990). Here, just
as in the Sonnets by Shakespeare, Khrennikov's remarkable gift of a songwriter is
transformed, adapting itself to the form of the poem. These compositions are not

among those that are performed often, and their presentation at the festival (and in
recordings) became to a certain degree a special accentuation of the program.

Tikhon Khrennikov's String Quartet, the recording of which opens up CD 2, is
also not among the composer's frequently performed works. Its cyclic structure
meets the requirements of the classical canon chosen by Khrennikov for application
for large-scale compositions, but in this case applied in the scale of chamber music.
And here the melodic-syntactical principles of the song genre are felt in full. The
dancelike, aspiring, assertive finale of the cycle carries in itself the spirit of rough
sarcasm, typical for Khrennikov's large-scale form with an identical structure of in-
tonation.

All the other compositions performed at the festival’s concerts and recorded on
CD 2 are those of Tikhon Nikolayevich’s students. The “In Memoriam” series is
opened by a composition by Valery Kikta, a graduate of Khrennikov’s class from
1965. The composition for flute and organ, Song of the Blessed Night presents
farewell music, a nostalgic appellation to the past conveyed through “retro” style,
an immersion into the pure beauty of harmony. The Baroque turns and the se-
quences a la Bach - all of these are symbols of the ascension of the soul and the
great peace of eternity.

Tatiana Chudova’s Diptych for Soprano and Piano forms an extreme contrast
to Kikta's composition. A graduate of Khrennikov's class from 1968, Chudova did
not arrive to a sharply modernist manner of writing, to the search for sonoric fields
of individual shading, towards the synthesis of avant-garde effects with Russian
folk music intonational element. The Dyptich presents vocalises (songs without



words) which reinterpret images of folk cries and incantations. The open dramatic
expressivity of the first movement and the subdued “rhythm-heartbeat” of the sec-
ond movement display two spheres of reflection of farewell. The two other spheres
of the Diptych are in the correlation of the vocal line with the piano part: the out-
cries, moans and recitations of lamentations in the voice and the unusual diversity
of sonorous effects on the piano. It seemed that the human and the cosmic - the
domains of the soul and of heaven - have united, exposing the equally great scale
of both.

Concerto No. 2 for Violin and Chamber Orchestra was written by Alexander
Tchaikovsky, in all likelihood, presently, the most well-known graduate of Khren-
nikov’s class. This concerto presents a high example of “contemporary academi-
cism” - a kind of thinking that relies already on a new tradition generated in the first
half of the 20" century. Alexander Tchaikovsky’s vivid composition seems to trans-
form tradition into a new stylistic idea, existing exclusively in the situation of self-
development and permanent enrichment. The construction of the concerto also
relies on a cyclic three-movement form with a finale that picks up the tradition of
his teacher of completing the cycle with a toccata-like dancelike movement (here it
is manifested without any sarcastic exaggerations - in an exquisite and refined man-
ner. The frail, gentle and unquiet beginning of the Concerto is manifested in frail en-
twinements of lines of sonorous polyphony. The single ostinato rhythmic pulse
merges al the inner contrasts in an uninterrupted unity of form. The second move-
ment presents a lyrical poem in a lucid tonal atmosphere of sound with a lengthy
and remarkably beautiful duration of melodic development.
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Forgotten Overture No. ... for String Orchestra by Sergei Golubkov once again
brings us back to the nostalgic feeling of parting. The intonational makeup clearly
demonstrates an homage piece for the Teacher. Here there is another turning to
the “retro” style, albeit not as directly as was in Valery Kikta’s Song of the Blessed
Night. Here, at the core of the retro sensation, there is a delicately expressed con-
nection with the melos of Khrennikov himself, found in his songs. His “songlike”
cadences become the main sign of a direct homage piece. However, the entire
composition is permeated with a lyrical-nostalgic feeling, coming from the first per-
son. The composer obviously aspires to recreate here the image of harmonic beauty
in that eternal and lofty understanding that is associated by us with the image of
the classical heritage.

The cycle of homage compositions to the Teacher is concluded by the Concerto
for Cello and Orchestra written by Tikhon Khrennikov’s great-grandson, who studied
with his great-grandfather during the years preceding his Conservatory studies. At
the Conservatory Tikhon Khrennikov Jr. studied with Professor Alexander Tchaikovsky.
The Cello Concerto presents a mono-form, which reflected the present-day tendency
of overcoming cyclic forms. The latter exists in a hidden form and is conditioned by
a system of macro-contrasts. The intonational field of the Concerto is built on the
basis of dialogic correlation of the solo instrument with the orchestra. The sonorous
nature of orchestral harmonies is combined with exposure of various separate in-
struments and groups. But the main contradiction here is in the contrast between
the emphasized melodicism of the cello part and the orchestral stratum, inclined
towards sonorousness. The declamatory type of linearity of the solo instrument con-
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tains sensuous variations between frail and refined lyricism, on the one hand, to an
extreme, vociferating excitement. The dancelike, motor-like rhythm movements of
the finale are tinted in rough, sarcastic tones (similarly to the finales of Tikhon Khren-
nikov Sr.). At the same time, the intonations of lamentation as a “sensuous dedi-
cation” penetrate into the conclusion of the finale.

Evgeny Shcherbakov's Symphonic Fantasy on the themes of Tikhon Khrennikov's
famous songs concludes the succession of festival events dedicated to the centen-
nial anniversary of the composer’s birth.

Vsevolod Zaderatsky

Doctor of Arts, Professor

Translation: Anton Rovner
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MXOH XPEHHWUKOB BOLIEN B UCTOPUIO OTEYECTBEHHOW KYbTYpbl HE TONbKO B

3Ha4yeHun 6eccmeHHoro (1948-1991) pyKoBOAMTENA MOTYLWECTBEHHOMO

Coto3a komno3utopos CCCP. Ero fefTenbHOCTb Ha 3TOM NOCTY MOKET 6biTb
TpaKTOBaHa KaK AeATeNbHOCTb MUHMCTPA My3blKasbHOM KynbTypbl OrpOMHOM
cTpaHbl. OaHaKo aBTOpUTET XpEHHUKOBA-OpraHu3atopa 6a3upoBancs Ha ero 6ec-
CMOPHOM NPUHAANEKHOCTU K NEPBOMY psay TBOPLIOB, CO3AATENEN XYA0KECTBEH-
HOro Hacneams, CNOCOBHOrO CyLLeCTBOBaTb B MPOCTPAHCTBE UCTOPHUU. MUHOBaIU
rOAbl MOCNE yX04a M3 KU3HWU KOMNO3MTOPa, HO My3blKa ero No-npexHemy B cdhepe
BHUMaHUS BblAAOLWMXCA UCMNOAHUTENEN U KOMIEKTUBOB.

Ha npotsixeHun nonyBeKoBOro nepuoaa ceoew xusuu T.H. XpeHHUKoB npe-
nogasan B MOCKOBCKOW KOHCepBaTopuu. Ero y4eHnkn - 310 cnaBHas Koropra
KOMNO3WUTOPOB, NPEACTaBAAIOWMX COBPEMEHHYIO Poccuio. MHOr1e U3 HUX BNU-
Canu CBOI0 SAPKYI0 CTPAHULY B KHUTY MCTOPUM My3blKanbHOMO TBOPYECTBa B Poc-
CUM BTOPOV NonoBKHbI XX - Havyana XXI ctonetns. Cpeau ero BbiMyCKHUKOB Takue
rPOMKME UMeHa, Kak A. KapamaHoB, Bay. OBYMHHMKOB, A. Pei6HMKOB, U. Jlyye-
HOK, O. lanaxoB, M. [lyHaeBckuii, M. BpoHHep. Bblaatowmincs y4eHK XpeHHu-
KoBa A. YalKOBCKMI HblHe 3aBefyeT Kadeapoi Komno3uuuu MOCKOBCKOM
KOHCEPBATOPUM, ApYr1e ero Y4eHUKU - BUAHbIE NPEACTaBUTENN COBPEMEHHOTO
Komno3autopcKoro «uexa» (B. Kukra, T. Yynosa, A. Ko6nskos, C. lony6KoB) -
BeayLue npodeccopa TBOPYECKUX Kaheap, PyKOBOAUTENN KOMNO3UTOPCKOIO da-
KynbTeTa. MOXHO roBOpMTb O WKO/Ie XpeHHWKOBA: U3 ero Knacca Boiwno 110 Bbl-
NYCKHUKOB, W NOCNEAHUM Y4EHMKOM npodeccopa CTan ero npaBHyK - TUXOH
XPEHHUKOB MNagwWwum.
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Knacc npodeccopa XpeHHWKOBA, B KOTOPOM Ha MPOTSAXEeHWU 6e3 Manoro no-
NOBUHbI CTONETUS HOPMUPOBANMUCL MacTepa OTEYECTBEHHOW My3blKallbHOW KyJib-
Typbl, - ipKas CTpaHuLa B UcTopun MOCKOBCKOM KOHCEpBaTOpKu. MMEHHO noatomy
MHULMaTUBA KOHCEPBATOPUHM, KOTOPas rOTOBUTCS K cBoeMy 150-neTuto, CTana npu-
YMHOW BbiNyCKa NpeAnaraeMbix LLEHUTENSAM MY3bIKaNbHOIO UCKYCCTBA 3anucen nog,
TUTYNOM «TUXOH HWKonaeBnUY XPEHHUKOB M €ro y4eHWKu». 3T0 0AHOBPEMEHHO
HeKoe My3blKanbHOe npuHoweHne K 100-1eTHio CO AHA POXAEHMS BblAatoLLerocs
KOMMO3WTOpPa M Nejarora: Ba KOMNaKT-AMCKa NPEACTaBAAOT 3anuch U3 bonblioro
1 Manoro 3a108 MOCKOBCKOV KOHCEPBATOPUK KOHLEPTOB GecTMBans, NOCBALLEH-
HOro 3HameHaTenbHOM aate. MepBbii koHUEPT coctosicst 10 noHa 2013 ., B AeHb
100-net1si co AHA POXAEHMS KOMNO3WUTopa, BTOpPoi - 14 nioHa 2013 . (ux npo-
rpammbl BKAYanu nponsseseHus T.H. XpeHHMKOBA U €ro y4eHUKOB, B TOM Ynucne
neparoroB MoCKOBCKOW KoHcepBaTopuu - B. Kuktl, T. Yyaosoi, A. YaliKoBCKoOrO,
C. lony6KoBa); TPETUIA KOHLEPT GeCcTMBans, MOYTU LLeJIMKOM NOCBSALEHHbIV TBOP-
YyecTBY XpEHHMKOBA (6bI10 UCMOAHEHO TaKKe COYMHEHME npaBHYKa TuxoHa Huko-
naeBnya - TuxoHa XpeHHWKOBa mnafuwero), cocrosncs 15 okrtabps 2013 T.
COOTBETCTBEHHO, COAEpHKaHue auntuxa u3 asyx CD onpeaensoT nporpaMmbl Ha-
3BaHHbIX KOHL,EPTOB.

OtkpbiBatoT ceputo (CD 1) Tpu coHeta B. Lllekcnupa, op. 32, cO3AaHHbIE KOM-
nosutopom B 1988 r. 310 couMHeHne XpeHHMKOBA HE OTHOCUTCA K YMCIY YacTo
UCMONHAEMBIX, HECMOTPS Ha 04EBUAHBIE XYA0KECTBEHHbIE OCTOMHCTBA COHETOB,
ABNSAOLWMXCH KNaCCUYECKOM KaMepHOM KOMMNOo3uumMen ansa 6aputoHa u dopre-
n1aHo. banctatenbHbI NECeHHbI TanaHT XpPeHHWKOBA 34eCb NPEoOMMUICH B
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KaHpe, KOTOPbIA YCNOBHO MOXHO Ha3BaTb «BOKa/bHOM M03MOWA». [leCEHHOCTb 1
AeKiamallMoOHHOCTb NPEACTAlOT B CMHTE3E, @ NapT1a GpopTennuaHo Creayer fame
He CTONbKO 3@ MENOAMEN, CKObKO 3@ CI0BOM, pearMpys Ha CMbICN0BbIE NOBOPOThI
TEKCTa.

Cnepytowee npoussesenue T.H. XpeHHMKoBa Ha CD 1 sBnsetcs, 6bITb MOXET,
camovi U3BeCTHOW ero paboToi B XaHpPe UHCTPYMEHTANbHOrO KoHLepTa. KoHuepT
N2 2 nns GopTennaHo ¢ opkectpom, op. 21 co3gaH B 1971 r. 1 BNOTb 40 CEro-
OHALWHEro JHA 0CTaeTcs penepTyapHbIM COYUHEHWUEM. ITO TPEXYACTHAA KOMNO3H-
LMsl, B KOTOPOW NepBas YacTb HAYMHAETCs, B HapyleHWe Tpaguumumn, 06WUPHOK
bopTeNMaHHOM 3KCMO3MLMENR. ITO BCTYNNEHUE OTKPbIBaeTcs CBOOOAHO-A0AEKa-
(bOHHOM KOHCTPYKLMEN, Cpasy e NpuUBOAALLEN K ApaMaTMYECKOMY 3a0CTPEHMIO,
BCJIEZ 32 KOTOPbIM, KaK BOCNOJHAWAsA pedneKcus, NPUXOAUT KOHCOHAHTHO-0CTH-
HaTHas TeMa-BO31ac - MaBHbIM «0N03HaBATENbHbIA 3HAK» KOHLEPTa, HTOHALMS
wemALWas 1 Haa3eMHo-napsLwas ogHoBpeMeHHo. OHa BO3BpaLLaeTcs B 3aBeplue-
HUK dMHanNa, Ho He OHa OfiHa OTMeYeHa KayeCTBOM HEMOBTOPMMOCTHU. Becb Tema-
TU3M KOHLEpTa - cobpaHue penbedHbiX, HAUBUAYANBHBIX U 6POCKUX UHTOHALMA.
970 Kacaetcs U TOKKaTHO-yp6aHM3MPOBAHHOM TEMbI B NEPBO YacTh (BO3HWKal0-
e 34ecb NPOKOGLEBCKUE anl3nmn - ABNEHUE, YACTO BCTpevarolleecs y XpeH-
HUKOBA). HacTynatenbHas, TAKEN0BECHAS W HECKOJbKO 3/10BEWas «pafoCTb»
CKepLO - TUMWUYHBIN AN XpeHHUKOBa 06pas.

Bcnepn 3a Bropeim dopTtenmaHHbiM KoHuepTtom CD 1 npeanaraet 3anuch KoH-
uepta N2 1 ansd CKpUNKW ¢ opkectpom, op. 14, co3ganHoro B 1959 r. n nocss-
weHHoro JleoHuay KoraHy, ctaBliemMy ero nepBbiM UCNONHUTENEM. ITO camas
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paHHAS N0 BPEMEHW CO3AaHKUs KOMNO3ULWA XPEHHUKOBA W3 NPEACTaBNEHHbIX B
HacToslen 3anuck. OAHaKO YepTbl 3pesioro CTUAS KOMMO3KUTOPa OLYTUMbI 34ECh
cnonHa. CBoMCTBEHHAsA XPEHHWUKOBY LMKNMYHASA TPEXYACTHOCTb HaMoHEHa Kiac-
CMYECKOM C1CTEMOM KOHTpacToB. lepBas YacTb, B KOTOPOW N060YHAs TeMa C y3Ha-
BAEMOV OpPMEHTANbHOM OKPACKOW OTTEHAET SHEPTUYHYI0 MAaBHY0 NapTuio, Cyry6o
NIMPUYECKan CpeaHss YacTb U GuHaN - BblpaKeHne abCoNOTHON 3HepPruu («TaH-
Lylowen pagoctu»). Knaccuyeckas cxema KOHTPacToB, B OTIMYKe OT dopTenuaH-
HbIX KOHLEPTOB, NOAAHa 3A4€eCb KaK 6bl B «4MCTOM» BUAE, 6€3 ApamaTUyeCKuX
OC/IOKHEHUN U UCKAKEHWA NPUBLIYHOTO KOHTYPA TAKOr0 POAa LMKIMYHOCTH.

KoHuept N® 3 ana ¢oprenunaHo ¢ opkectpom, op. 28 co3aaH B 1983 T. u 8-
NSeTcA APKUM NPUMEPOM UMEHHO OCNOXKHEHHOIO LIMKNMYECKOIO TPEXYacTus.
3a4ecb nepsas yactb (N0406HO NepBOM YacTM BTOporo KoHuepTa) HaYMHaeTcs
60/1bWKMM BCTYNEHUEM CONKCTa. [eknamaLna Ha OCTUHATHO BpallaeMoi 3aKiu-
HaTenbHOW Gopmyne (SBHO B3ATOM U3 GOIbKIOPHOrO UCTOYHUKA U NEPEOCMbIC-
JIEHHOW B COHOPHO-KONOPUCTUYECKOM M/1aHe) CMEHSIETCA Yepeson KOHTPACTOB,
AMHAMUYECKOM BEPLIMHOM KOTOPOM CTAHOBUTCS OCTPO HaCTynaTeNbHbIA MapLu.
MeZaneHHas YyacTb KOHLEpTa - IMPUKO-APaMaTUYECKUI LIEHTP BCEN KOMMNO3ULMK.
TOKKaTHO-TaHLeBabHbIE TEMbl QUHANA, ero BHYTPEHHWE KOHTPACTLI, a/llo3um C
HayaNnbHLIM 06pa30M KOHLEpTa B 3aBEPLIEHUN - BCE 3TO TUMMUYHbIE 3HAKW KOH-
LLepTHOM hopMbl XpeHHUKOBA.

3asepuwaercs umki CD 1 noamamu ansa xopa Ha ctuxu H. Hekpacosa - op. 20
(1970) n lumHom 13 op. 36 (1990). 3aecs, Kak u B CoHertax LLlekcnmnpa, 4yaecHbIN
MEeCeHHbI Aap XpeHHWKoBa npeobpasyercs, ajantMpyscb B NO3MHOM dopme.
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COYMHEHMS 3TW HEe MPUHAANEKAT K YAC/Y YacTO UCMOMHSAEMBIX, M NpeacTaBleHne
nx Ha dectBane (M B 3an1cu) CTano B ONpeaeNeHHOM CMbIC/e 0COObIM aKLLEHTOM
nporpammbl.

CTpyHHbIY KBapTeT T.H. XpeHHMKOBa, OTKpbIBatowmi CD 2, Takke He NpuHaane-
KT K 4acTO MCMOHAEMbIM COYMHEHMAM KOMMO3KTOPa. Ero LuMKAMYecKas CTpyKkTypa
OTBEYAET KIaCCUYECKOMY KaHOHY, M36paHHOMY XPEHHUKOBbLIM A KPYMHbIX KOM-
NO3WLMIA, HO B AAHHOM CNy4Yae MPUMEHEHHYIO B MacliTabe KaMepHOro 3By4aHus.
W 34ecb MeNnoauMKo-CMHTAKCMYECKME MPUHLMMLI MECEHHOrO KaHpa OLWYTUMb
CcnosHa. TaHLeBanbHO-yCTPEMAEHHbIN, HacTynaTebHbIM GUHAN LKNa HeceT B cebe
Hanet rpy6oBaToro capkasma — TMNMUYHOTO ANs KPynHbIX GOpM XpeHHUKOBA C Mo-
[OBHON CTPYKTYPOW MHTOHALMOHHOCTH.

Bce ocTanbHble COYMHEHMS, MCNOAHEHHbIE HA KOHLIepTax decTMBans 1 3anucaH-
Hble Ha CD 2, npuHagnexar ydyeHukam TuxoHa Hukonaesuya. OTKpbIBAET CepULo
«In Memoriam» npon3seaeHne Banepus KMKTbl - BbINMYCKHWKa Knacca XpeHHUKOBa
1965 ropga. Komnoauuus ans Gneitsl M opraHa [lecHb 61axeHHON HOYM - 3TO My-
3blKa NPOLLAHKA, HOCTaNbrMYeCKoe obpalleHre K NpoLwaoMy, nepesaHHoe Yepes
CTWIUCTUKY «PETPO», YMUPOTBOPEHME B YACTOM KpacoTe rapMoH1K. bapoyHble 060-
POTbI, CEKBEHLIMM A la Bax - BCe 3T0 CHMBOJIbI BO3HECEHMS /Iyl U BEIMKOTO NOKOS
BEYHOCTH.

Anntux ansi conpaHo 1 GoprennaHo TatbsiHbl YyA0BOW - NOHASA NPOTUBONOOK-
HOCTb COYMHEHUI0 KuKTbI. BoinyckHMLa Knacca XpeHHuKoBa 1968 roaa, YynoBa He
Ccpasy NpuLLia K 0CTPO MOAEPHUCTCKOM MaHepe MMCbMa, K MOMCKY COHOPHbIX MoNen
WHAMBWAYaNbHOTO OTTEHEHUS, K CUHTE3Y aBaHrapAHbIX 3OdEKTOB 1 PYCCKOM HONbK-
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JIOPHOM UHTOHALMOHHOM CTUXMK. [JUNTUX — 3TO BOKaNK3bl (6€3 CN0B), NPeoMUBLLKE
06pa3bl HApOAHbIX N1a4yen U 3aKknMHaHWi. OTKPbITas ApaMaTUiecKas 3KCNPecCUB-
HOCTb NEPBOV YACTU M 3aTaEHHbIN «pUTM-Cep/LIeOMeHe» BTOPOM - ABe chepbl ped-
JIeKcuu npolwanus. pyrue ase chepsl IMntuxa - COOTHECEHWE BOKAIbHON CTPOKU
1 napTMu dopTtennaHo: BO3miackl, CTEHaHWS, peynTaLym niada B ronoce U HeoObIK-
HOBEHHOE pa3Ho06pa3ne COHOPHbIX 3hdeKTOB y posias. CIOBHO Yen0BeYECKOe K1
KOCMMYECKOE - MPOCTPaHCTBa AywWwH U Heba - 06bEAMHUNNCDH, 0OHAKaA paBHOBE-
JIMKOCTb 06LEMOB.

KoHuept N2 2 Ans CKPUNKK M KAMEPHOTO OPKECTpa NPUHAANEKUT nepy Anek-
caHapa YaniKoBCKOro, 6bITb MOKET, CaMOro M3BECTHOIO CEroAHs BbIMYCKHWUKA
Knacca XpeHHMKOBa. JTOT KOHLEPT SBASIET COOO0M BbICOKMIA 06paseLl, «COBPEMEH-
HOr0 aKafemM13Ma» - MblWIEHUS, KOTOPOE ONMUPAETCS YHE Ha HOBYIO TPAAULIMIO,
POXAEHHY0 B NepBoi nonoBuHe XX BeKka. fipkoe counmHeHue A. YaiKOBCKOro
C/IOBHO NpeBpaLLaeT TPaAULMIO B HEKYIO CTUIEBYIO MAELD, HUBYLLYIO UCKIIOYUTENBHO
B CUTYaLMu CamMOpa3B1THA 1 NEPMaHEHTHOro o6oraleHuns. Komnosnuus KoHuepta
TaKKe 0NMPaeTCca Ha LIMKANYECKYI0 TPEXHACTHOCTb C GMUHANOM, NOAXBATHIBAIOWMUM
3aBET YunUTeNs 3aBepLLaTh LIMKA TOKKATHO-TaHLEBaIbHbIM ABUKEHWEM (34€Ch OHO
BOM/IOWEHO 6€3 CapKaCTUYECKMX NPEYBENNYEHNI — U3ALLHO U TOHKO). XpYnKoe,
HEKHOE M TPEBOXHOE Hayano KOHLEepTa BOMIOLLEHO B 3bIOKMUX CMIETEHUAX NHUIA
COHOPHOW NOMMGOHUM. EANHBINA OCTUHATHBIA PUTMONYALC CIMBAET BCE BHYTPEHHME
KOHTPAaCTbl B HENPEPBIBHOM eAnHCTBE hopMbl. Bropas YacTb - iMpuyeckas noama
B ICHOV TOHa/IbHOM aTMOCdepe 3By4aHHs C JOTMM W YAUBUTENbHO KPACcUBbLIM Afle-
HUEM MEeIOAMYECKOr0 Pa3BepTbIBAHMS.
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3abbiTas yeptiopa N° ... ans CTpyHHOro opkectpa Cepresi [ony6KoBa cHOBa
BO3BPALLAET HAC K HOCTa/IbrMYECKOMY YyBCTBY NPOLaHust. B MHTOHALMOHHOM CTpoe
SIBHO OLLYTUMO NOCBSLLEeHNe YuuTtento. BHOBb 06palieHne K MaHepe «peTpo», XoTa
1 He CTO/Ib NPAIMO, KaK 310 6bIN0 B [TecHe bameHHOoM Hoym B. KnkTbl. 3aech B Oc-
HOBE PETPO-OLLyLIEHNSI TOHKO BblpaeHHas CBA3b C NECEHHbIM MENOCOM Camoro
XpeHHUKOoBa. Ero «neceHHble» KafaHCbl CTAHOBATCA MaBHbIM 3HAKOM NPSIMOTO Mo-
cBseHus. OfHaKo Bce Npon3BeeHMe HanosHEHO IMPUKO-HOCTaNbIMYECKUM YyB-
CTBOM, MAyWMUM OT NepBoro avua. KoMnosutop ABHO CTPEMMTCSA 34€Ch BOCCO3AaTb
06pa3 rapMOHMYECKOM KPacoTbl B TOM BEYHOM M BO3BbILIEHHOM MOHUMaHWHU, KO-
TOPOEe accouMmpyeTcsa y Hac ¢ 06pa3oM KNacCUYECKOro Hacneaus.

3aBepLaeT LMK NOCBALEHUA YuuTento KoHLEPT And BUONOHYENN C OPKECTPOM
npaBHyKa T.H. XpeHHMKOBA, y4YMBLIErOCS Y CBOEr0 Npajeaa B roapl, NpealecTso-
BaBLUIME KOHCEPBATOPCKOMY 00y4eHui0. B kKoHcepBaTopmu TuxoH XpeHHUKOB MAaa-
WK yynncsa B Knacce npodeccopa AnekcaHapa YaniKoBCKOro. BUONOHYeNbHbIN
KOHLepT - 3T0 MOHOdOPMa, 0Tpa3uBLIas COBPEMEHHYIO TEHAEHLMIO K NPEOAOEHUIO
LMKAMYHOCTK. ocneaHss NPUCYTCTBYET AWLb B CKPLITOM BUAE U 00YCNOB/IEHA CU-
CTEMOM MaKpPOKOHTPACTOB. NHTOHALMOHHOE MOJie KOHLEPTa CTPOMTCS Ha OCHOBE
[ManormyecKoro COOTHECEHHUS CONMPYIOLLETO MHCTPYMEHTA U OpKecTpa. CoHopHas
NPMPOAA OPKECTPOBbLIX FAPMOHMUI COYETAETCA C 0OHAKEHUEM Pa3NNYHBIX UHCTPY-
MEHTOB U rpynn. Ho maBHOe NpoTMBOPEYreE 34eCh B KOHTPACTE NOAYEPKHYTON Me-
NONMHENHOCTM B NapTUM BUOJIOHYENN M OPKECTPOBOIO Mnacta, TATOTEHLWEro K
COHOPHOCTK. [leKnamaunOHHBbIA TUM IMHEHOCTU COAMPYIOLEr0 MHCTPYMEHTa Co-
NEPHUT YyBCTBEHHbIE Mepenagbl OT 3bI6KOM U YTOHYEHHON IMPUKK A0 KpankHero
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Kpuyalero Bo3oyxaeHus. TaHLeBaabHO-MOTOPHbIE PUTMOABUKEHUS drHaNa OKpa-
LWeHbl B rpyb0BaTo-capKkactnyeckue ToHa (Hanogobue duHanos T.H. XpeHHUKOBA).
[p1 3TOM MHTOHALMM M1adYa KaK «4yBCTBEHHOE NOCBSLLEHWE» NPOHUKAIOT B 3aBEP-
weHne duHana.

CumdoHnyeckas daHTasusa EBrenus LLlep6akoBa Ha TeMbl 3HAMEHMUTBIX MECEH
T.H. XpeHHWKOBa 3aBepLuaeT Yepeay GpectuBanbHbIX COObITUI, NOCBALLEHHbIX 100-
NETUIO CO JHS POXAEHUA KOMMO3KTOPA.

Bcesonoa 3aaepalkuii
JIoKTOp MCKYCCTBOBEAEHUS, MPOGECCop
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K 150-netnio MoCKOBCKO/ KOHCepBaTopumn

TUXOH HUKOJIAEBUY XPEHHWUKOB U ET0 YYEHUKHU

Ha KoHueptax ¢ectuBans, nocssiyeHHoro 100-1€THI0 CO AHSA POMKAEHNUS
lepos Coymnanuctnyeckoro Tpysa, HapogHoro aptucta CCCP,

naypeara Jl KOM M rocygapct ix npemuii CCCP u PC®CP,
npogeccopa T.H. XpeHHukosa (1913 - 2007)
CD 1: 79.41 SMC CD 0174-0175
DDD/STEREO
TuxoH XpeHHMKOB (1913 - 2007) TT: 157.38

Tpu coneta B. LLiekcnupa ansi 6aputoHa B CONPOBOXAEHUM GopTenuaHo, op. 32
Nepesog ¢ aHmuickoro C. Mapwaka

1. CoHer 112. Andante espressivo 3.15

2. CoHeT 66. Moderato 2.27

3. CoHer 81. Andantino 3.11
KoHuept N2 2 anst dopTennaHo ¢ opkectpom Jo maxop, op. 21

1. Introduction. Moderato 3.59

2. Sonata. Allegro con fuoco 5.30

3. Rondo. Giocoso. - Andantino 7.13
KoHuept N 1 ans ckpunku ¢ opkectpom [lo maxop, op. 14

1. Allegro con fuoco 9.59

2. Andante espressivo 8.16

3. Allegro agitato 6.05
KoHuept N 3 ans doprennaHo ¢ opkectpom Jo maxop, op. 28

1. Moderato. - Allegro 9.08

2. Moderato 5.21

3. Allegro molto 5.45
Tpu noamel Ans xopa a cappella Ha ctuxu H. Hekpacosa, op. 20

1. Mepea poxnem 2.23

2. Hecxaras nonoca 2.54

3. BHMMmas yxacam BOWHbI 2.35
TumH 13 Tpex noam ana xopa a cappella Ha ctuxu H. Hekpacosa,
op. 36 N2 3 1.51
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CD2:77.57

TuxoH XpeHHUKOB (1913 - 2007)
KBaptet Ans ABYX CKPUNOK, anbTa 1 BUONOHYENU, op. 33

1. Mpentogus. Animato 1.39

2. UHTepmenuo. Andante espressivo 2.51

3. MeyanbHbiii TaHel. Moderato 2.05

4. ®yra. Allegro con fuoco 2.33
Banepuit Kukra (p.1941)

NecHb GnaxeHHON HouM Ana GNemTbl M opraHa 6.54

TatbaHa YynoBa (p.1944)
[Auntnx ans conpaHo 1 GpoprenuaHo
1. NosecTb 7.05
2. Tokkata-nnay 5.47
AneKcaHap YaiiKoBCKu (p.1946)
KoHuept N2 2 ins CKpUMKKU M KaMepHOro OpKecTpa

[

1. Allegro moderato 7.53
[9] 2. Moderato cantabile 7.03
3. Allegro molto 2.18
Ceprevi lonyoKoB (p.1969)
3abbiTas yBeptiopa N° ... AN CTPYHHOrO OpKecTpa, op. 4 6.40
TuxoH XpeHHUKOB MafLwnii (p.1987)
KOHLepT ANt BUONIOHYENN C OPKECTPOM 11.07
MecHu TuxoHa XpeHHUKOBa
cumdoHnYecKas GaHtasus EBreHus LLlep6akoBa 14.07

Angpeit Mopo3os, 6aputoH (CD 1:[1}1{3]), Anekcen JlykoBHUKOB, doptenuaHo (CD 1:[11{3]), Hukuta MHLosHL,
doprennaHo (CD 1:[4]-[6]), KOnusa UroHuHa, ckpunka (CD 1:[71-[9]), TMXOH XpeHHMKOB MAaawwi, doptennaHo
(CD 1: 012 ), Cepreii Xypasenb, ¢pneiira (CD 2:[5]), KoHctaHtue BonoctHoB, opraH (CD 2:[5]), Hatanbst
ToH4aposa, conpaHo (CD 2:[6]{7]), Anekceit BopoHkos, doptenunaHo (CD 2:[6]{7]), AnekcaHap TpOCTAHCKUI,
cKkpunka (CD 2:[8]-[10] ), EBreHunit PymaHues, Buononyens (CD 2:[12])
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KBapret umenn A.A. AnsbbeBa: Unbst TkaueHKo, 1-a ckpunka, Ceetnana Hop, 2-9 ckpunka, AHapeii KoBasb, anbr,
Bnaaumup Hop, BruonoHyenb (CD 2: [1]-[4])

KamepHblii xop MoCKOBCKO# KOHCepBaTopuu, anpuiep Anekcanap Conosbés (CD 1:[13)-[16])
MoCKOBCKWMI1 KamepHblii OpKecTp «BpemeHa roga», aupvxep Bnagucnas bynaxos (CD 2:[8]{11])
CumdoHnyeckuit oprecTp MuHUCTEPCTBa 060POHBI PP,

avpwkep PomaH benbiwes (CD 1:[4]-[12] ; CD 2:[12], [13])

3anucaHo Ha KoHuepTax dectnsans «TuxoH H1uKonaesny XpEHHUKOB M €ro Y4EHUKM»:

14 wions 2013 ropa (CD 2:[11{7]) B Manom 3ane MoCKOBCKOW rocyaapCTBEHHOH KOHCEPBATOPUM
nm. M.1. Yaiikosckoro, 10 uionsa (CD 1:[1] [13)-[1¢ ; CD 2:[8]-[11])

1 15 okta6ps (CD 1:[2]-[12] ; CD 2:[12], [13])

2013 roga B bonbluom 3ane MOCKOBCKOM rocyaapcTBeHHO KoHcepBaTtopuu uMm. I.1. YalikoBckoro

3ByKopexuccepsl: AHactacusa Poibakosa (CD 1: ;CD 2: ),
PycnaHa OpewHukoBa (CD 1:[1]-[3], [13-[16]; CD 2:[8]-[11 )

WHxeHepsbl: Anekcert MewaroB (CD 2: [1]-[7]), AHTOH bywwuHckui (CD 1:[1]-[16 ; CD 2: [8]-13])

MoHTax 1 MmactepuHr: Muxann Cnacckui

[n3aiti: Makeum Komnaxeel,

VicnonHuTenbHbIi npoatocep: EBrenuii MnatoHos
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