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Igor
Stravinsky
(1882-1971)

Four Russian folk songs for sopra-
no, flute, guitar and harp: The Drake,
A Russian Spiritual, Geese and
Swans, Tilimbom

In the season of 1953/1954, Igor Stra-
vinsky revised some of his early works.
The composer creates a new cycle of
songs by combining separate numbers
from two works for voice and piano
written in the 1910s: two numbers from
Three Tales for Children (1915-1917)
and two from Four Russian Songs
(1918-1919).

The new cycle fully retains the so-
prano part. On the basis of the piano
part, Stravinsky creates a transcription

for an uncommon instrumental lineup
comprising the flute, the guitar, and the
harp. The choice of instruments is a
bit strange indeed. One of the reasons
for it lies in the second number. There
is a version that the dulcimer could be
used for the traditional performance
of folk spiritual songs. This is what the
composer tried to reproduce in his in-
strumentation, combining timbres of the
harp and the guitar.

Revisiting the Russian themes in the
early 1950s may look unusual from the
point of view of the composer’s stylistic
evolution. However, this was dictated by
personal circumstances. The composer
wrote: “| was pained to be away from my
homeland in those times, and only read-
ing Russian folk poetry | plunged myself
into comforted me and brought me joy”
(Stravinsky, I.F. Chronicle of My Life. M.:
Kompozitor Publishers, 2005).

Nikolai
Peyko

(1916-1995)

The Legend for clarinet and harp

Nikolai Peyko is one of the prominent
representatives of the Moscow compos-
ing school and outstanding followers of
Nikolai Myaskovsky. Piously following
the fundamental traditions of his teach-
er, Peyko made a huge contribution to



the development of Russian symphonic
music of the 20th century with his elev-
en symphonies, four ballets, and two
operas. At the same time, the master’s
legacy also comprises chamber compo-
sitions. However, the harp was given a
very insignificant place among them.

Peyko turned to this instrument only
twice, and both occasions were caused
by harpists. So, in 1969, Ariadna Tugai
initiated the birth of the Concert Etude
for solo harp. Years later, clarinetist
Nikolai Mozgovenko and harpist Kira
Saradzheva, who were the composer’s
colleagues from the Gnessins State Mu-
seum of Fine Arts, asked him to write a
special piece for their duet. That is how
The Legend (1977) for clarinet and harp
arrived.

This is what the composer said
about his work: “[...] at the request of
Kira Saradzheva and lvan Mozgovenko

| composed The Legend for clarinet and
harp. The piece doesn’'t seem to have
taken root. The harp part has got no
rinsing remplissage thing to it, and harp
music rarely does without it today. For
me, the harp is a kind of orchestra, a
space where there’s no place for cos-
metic procedures. However, Saradzhe-
va and Mozgovenko played this piece
splendidly, frequently and with great
enthusiasm [...].” (Abdokov, Y.B. “Niko-
lai Peyko. Learning Your Secret...” Mos-
cow: Publishing House of the Moscow
Patriarchate of the Russian Orthodox
Church: Chapel “Russian Conservato-
ry,” 2020. p. 379).

This is exactly what happened. The
Legend did not gain much popularity
among harpists, but today, years later, it
begins its new path in the concert halls
and evokes a lively response from its
performers and listeners.

Valery
-4 Kikta
> (born 1941)

The young composer was drawn into
the fabulous and mysterious world of
the harp by three beautiful graces —
three outstanding harpists of the 20th
century: Odarka Voshchak, Vera Dulo-
va, and Olga Erdeli. Strongly impressed
by their playing in the 1960s, Valery Kik-
ta found himself an eternal prisoner of
the harp and a devoted friend of all



these harpists. The composer consis-
tently develops the harp repertoire re-
plenishing it not only in terms of quanti-
ty, but also in terms of quality. Kikta’s
legacy now includes compositions of
various forms and genres, from small
individual pieces to large sonata cycles.

The harp receives a universal read-
ing in the composer’s works. Being a
sensitive and subtle artist, Kikta man-
aged to carefully examine all the ex-
pressive qualities of the instrument and
skillfully expose them in the works for
solo harp and with orchestra, and also in
the chamber ensembles with the harp.
Perhaps the last of these three forms is
the most complicated and, in addition
to a good knowledge of the instrument,
requires an excellent sense of style
and delicate taste from composers.
The chamber ensemble represents the
equality of all instruments, where each
is endowed with an independent artistic
meaning. Valery Kikta’'s harp chamber
ensembles are a true instrumental union
full of poetic sound.

Antique Visions for clarinet and harp
in four movements

The suite was written in 1977 and turned
out to be Kikta’s first chamber ensemble
with the harp. Initially, the suite was writ-
ten for clarinetist Vasily Zhelvakov and
harpist Lyudmila Snegiryova (Muster).

However, it so happened that they were
not destined to perform this music, and
the premiere took place only twenty-five
years later featuring Alexander Filatov
(clarinet) and Alla Korolyova (harp).

The suite consists of four move-
ments, each having its own program
name. Two framing pieces paint portraits
of two ancient goddesses, as if embody-
ing two sides to human life: a spiritual
one (The Goddess of Tragedy) and an
earthly one (The Goddess of Air and
Gentle Breeze). Despite the polar fig-
urative spheres, the music of these two
movements is united by similar princi-
ples of form-making and metro-rhythmic
organization — both movements have no
measure. Here, the composer applies
extended performing techniques in both
the clarinet part (overblowing, frulato, vi-
brato) and the harp one (pedal glissan-
do). Both instruments are engaged in a
very active dialogue responding to each
other with similar motif intonations or
merging in the unity of sound vibrations.

The texture of the second move-
ment, The Shepherd with a Lamb,
is entirely homophonic with a leading
voice and an accompanying one. The
music is a genre sketch of idyllic rural
landscapes where a young shepherd
plays his reed pipe to the accompani-
ment of the beats of the tom-tom (in the
harp part).



The third movement, Antinous (as
Dionysus). The Death of Antinous in
the Waves of the Nile, is a lyrical cul-
mination of the cycle. This piece depicts
the love story of the Roman emperor
Hadrian and the beautiful youth An-
tinous, namely, the scene of the myste-
rious death of Antinous in Egypt, which
caused inconsolable bitterness in the
emperor. After the death of his beloved,
Hadrian deified him and founded a cult
devoted to his worship. Hadrian also
founded a new city, and temples, stat-
ues, and busts were erected throughout
the territory of Ancient Rome in honor of
the young deity.

The music of this movement is
based on an ostinata harmonic figu-
ration in the harp part endowed with a
special expressive power. At the same
time, it symbolizes the frozen swaying
of the waves of the eternal Nile at the
moment of the protagonist’s death and
depicts Hadrian’s psychologically col-
ored stupor on the banks of the river.
Gradually, the composer brightens up
the ostinato with flageolets, grace notes
and long arpeggios, but their arrival only
enhances the tragic element present.

The clarinet part is built in the form of
a long ascending melody across the en-
tire range of the instrument interspersed
with microtonality. Such a structure rep-
resents an enormous range of human

expression — from the first moments of
awareness of the misfortune to a des-
perate cry.

Sonata for cello and harp

At the first international harp compe-
tition in Moscow in 1997, Valery Kikta
met Victor Salvi (1920-2015), an Amer-
ican-born harpist and harp maker of
an ltalian descent. The harpist was so
captivated by the music of the Russian
composer that he proposed to create a
number of chamber ensembles with the
harp. The composer received complete
freedom and was obliged to meet just
one condition — each work must contain
a theme of a Russian song or romance.
This commission resulted in three in-
strumental sonatas dedicated to Salvi:
the first one for violin and harp (1998)
with the theme of Alexander Varlamov’s
romance The Red Sarafan; the third one
for viola and harp (2002) with the theme
of the folk song Steppe All Around. The
second piece of the trilogy is the sonata
for cello and harp (2001). It is based on
the old Russian romance Do Not Awak-
en Memories by Pyotr Bulakhov. The
romance was not an incidental choice —
after all, it was a piece so favored by
the great Russian harpist Ksenia Erdeli
(1878-1971), and the fact that it be-
came a part of the harp opus is partic-
ularly significant.



The theme of the romance sounds
in the sonata several times, both in the
cello part and in the harp part, and every
time it appears it discloses new sides
to the complex psychological and, at
times, tragic state.

The title of the sonata does not di-
rectly indicate the connection with the
personality of Ksenia Erdeli. However,
the presence of the theme of her favor-
ite romance involuntarily forms a mono-

graphic shade of the work referring to
the events that happened in the harpist’s
life. In addition, unlike the other two, this
sonata has only one movement, which
emphasizes its intimate and chamber
nature. It is especially significant that
the first performance featured harpist
Ksenia Erdeli Jr. and cellist Dmitri Bab-
ich who were trained by Ksenia Erdeli
Sr.’s niece Olga Erdeli.

Maria
Fedorova

harp

Maria was born in Moscow. In 1991,
she entered the Music College of the
Conservatory to study with Margarita
Maslennikova. In 1995, she entered
the Moscow Conservatory where she
was trained by Professor Vera Dulova.
When a student, she took part in the
First Moscow International Harp Com-
petition in 1997 and was awarded the ti-
tle of the third degree laureate. In 1999,
she graduated from the conservatory

with honors, becoming the last graduate
of Dulova’s class. Maria continued her
studies as a graduate student under the
guidance of Associate Professor Irina
Pashinskaya.

In the early 2000s, Maria worked
for the orchestra of the Natalia Sats
Musical Theater. In 2005, she began to
teach at the Department of History and
Theory of Performing Arts of the Mos-
cow Conservatory. She is an author and
developer of training courses “History of
Performing Arts” and “Tuition Methods
for the Instrument” for harp students.

Maria is an active concert perform-
er and educator, plays solo and in en-
sembles on the stages of the chamber
halls of the Moscow Conservatory, the
Pushkin Museum, at the estates near
Moscow, and other concert venues of



the city. She is one of the organizers of
two scientific and practical conferences
“The Art of Playing the Harp. History
and Modernity” in 2017 and 2019, and
“Harp Forum of the Moscow Conserva-
tory” in 2019. In 2017, she had a tour
of the Kamchatka Peninsula where the
harp sounded for the first time.

In 2018, she defended her Ph.D.
thesis on the topic “History of the Harp
Class of the Moscow Conservatory
(based on archival materials).” She is
an author of a number of scientific publi-
cations in the country’s leading musico-
logical journals.

Ekaterina
Kudryavtseva

soprano

Ekaterina was born in Moscow. She be-
gan her musical career at an early age
when she joined the children’s choir of
the Bolshoi Theater. She completed her
professional education at the Gnessins
Russian Academy of Music in 2014 with
a degree in solo singing in the class of
People’s Artist of Russia Irina Dolzhen-
ko. From 2010 to 2017, she performed
leading parts in the opera studio of the
Gnessins Academy appearing as The
Countess in Mozart’s Le nozze di Figa-
ro, Mimi in Puccini’s La boheme, Tatiana
in Tchaikovsky’s Eugene Onegin, etc.

She is a prize-winner of a number
of international competitions, So, she
won the first prize of the 13th Interna-
tional Music Competition “Musica clas-
sica” (Ruza, 2013), the third prize of the
2nd International Rachmaninoff Vocal
Competition (Rostov-on-Don, 2013),
the third prize of the 11th International
Chamber Competition “Amber Nightin-
gale” (Kaliningrad, 2018), and a diplo-
ma of the 4th International Competition
of Vocal and Piano Duets “Pianovoce”
(Moscow, 2019).

Ekaterina has been an active con-
cert performer since 2014. She has
appeared both solo and with choirs in
various cities of Russia and other coun-
tries. In 2019, she was involved in the
Canadian premiere of Osip Kozlovsky’'s
Requiem under the baton of Louis Lav-
iger performing one of the solo parts.



Dmitri
Borodaev

guitar

Dmitri is a Russian guitarist and com-
poser, member of the Union of Mos-
cow Composers, and president of the
Moscow International Association of
Guitar Art. He studied the classical
guitar in Moscow with Honored Artist
of the Russian Federation Natalia lva-
nova-Kramskaya at the school of the
Moscow Conservatory and the State
Specialized Institute of Arts. Then he
studied at the Moscow Tchaikovsky
Conservatory and then was its graduate
student majoring in composition in the

class of Professor Vladislav Agafon-
nikov.

Dmitri is a prize-winner of domes-
tic and international competitions for
composers and classical guitar per-
formers. He has toured across Russia
from Kaliningrad to Vladivostok. He has
also performed in Ukraine, Armenia,
Kazakhstan, Bulgaria, Germany, Spain,
and China.

Dmitri is a winner of the Prize of the
Moscow Governmentand the Grand Prix
of the International Competition-Festival
of Musical Heritage of Contemporary
Composers “Tchaikovsky-Heritage”
(Moscow and Podolsk, 2015). He teach-
es at the Department of Instrumentation
of the Moscow Conservatory. He is the
founder and artistic director of the In-
ternational Competition and Festival of
Guitarists and Composers “Guitar Time”
in Moscow.

Alena
Baramidze

flute

Alena was born in St. Petersburg. She
began to study music at the age of
six. She was educated at the Moscow
Tchaikovsky Conservatory, and then at
the graduate school in the class of Hon-
ored Artist of the Russian Federation,
Professor Alexander Golyshev.

She is a prize-winner of domestic
and international competitions.



Alena is an active concert perform-
er. She has appeared in many cities of

Russia and abroad, both solo and as a
member of chamber ensembles.

Ivan
Tikhonov
clarinet
Ilvan was born in Yekaterinburg.
He graduated from the Moscow

Tchaikovsky Conservatory where he
studied with Honored Artist of Russia,
Professor Evgeny Petrov. lvan currently
studies there as an assistant intern.
The clarinetist is a prize-winner

petitions. In 2016, he won the second
prize of the 2nd All-Russian Music
Competition (2016); the second prize
of the 8th International Competition of
the Moscow Conservatory for winders
and percussionists; and the first prize
and Grand Prix of the 4th International
Rimsky-Korsakov Competition for Wind
Instruments in St. Petersburg in 2017.
He took part in the Carl Nielsen Interna-
tional Competition in Denmark in 2018
and the 26th International Tchaikovsky
Competition in 2019.

lvan has been a concertmaster of
the clarinet group of the Moscow State
Symphony Orchestra since 2018.

of domestic and international com-
Boris was born in Moscow and graduat-
. ed from the Moscow State Tchaikovsky
Boris Conservatory where he studied with As-
i sociate Professor Kirill Rodin.
LIfanOVSky Boris was a member of Akadem-
cello Trio from 1996 to 2005 together with

pianist Yakov Katsnelson and violinist
Irina Blank. The ensemble won prizes of
the 2nd All-Russian Taneyev Competi-



tion and the 20th International Competi-
tion in Trapani, Italy.

The cellist worked for the Mariinsky
Theater Orchestra from 1999 to 2002.
In 2003, he became a member of the
Bolshoi Theater Orchestra and in 2007
its soloist. He is a producer of a series of
chamber music concerts at the Beetho-
ven Hall of the Bolshoi Theater.

Boris was involved in the attempt
to revive the Bolshoi Theater Quartet in
2005. Currently he directs the Bolshoi
Theater Cello Quartet and regularly per-
forms solo and as a member of cham-
ber ensembles.

In 1997, he founded Moscow Mu-
sical Bulletin, the first Russian website
on academic music. In 1998, he creat-
ed the first website of the International
Tchaikovsky Competition. From 2002 to
2013, he was the founder and owner of
ForumKlassika.ru, the largest Russian
portal on academic music of the time.
His book “The Internet for a Musician”
was published in 2005.

Boris has been a publisher and ed-
itor-in-chief of ClassicalMusicNews.ru
since 2006.

Uropb
CTpaBUHCKUMA
1882-1971

YeTblpe pycckue HapoaHble MecHU
Ansa conpaHo, ¢nenTbl, rMTapbl U
apdbi: «CeneseHb», «Pycckas py-
xoBHasA», «lycu-neGegu», «Tunum-
6omM»

B ce3oH 1953—-1954 ropos Uropb Ctpa-
BMHCKMIA OCYyLLIeCTBNSeT nepepaboTky

HEKOTOPbIX CBOWX PaHHUX COYMHEHWN.
Komnosutop co3gaéTt HoBbIA LMK ne-
CeH MyTEéM COEAUHEHUS OTAENbHbIX
HOMEpOB M3 ABYX BOKasbHbIX LIMKIIOB
B COMPOBOXAEHUN opTennaHo, cos-
haHHbIX ewé B 1910-e: no gBa Homepa
n3 «Tpéx uctopun ans peten» (1915—
1917) 1 13 «YeTbIpEX PyCCKNX MECEeH»
(1918-1919).

B HoBoM uukne CTpaBUHCKUIA nom-
HOCTbIO COXpaHsieT NapTulo ComnpaHo.
OpHako Ha oOcHoBe dhopTenuaHHON
napTMm cosgaHa TpaHCKpunuus Ans
HEOoBbIYHOTO  MHCTPYMEHTanNbHOro  Co-
cTtaBa — (onenTa, rutapa un apda. Bbi-
60p MHCTPYMEHTOB OEWCTBUTENBHO He-



CKOMbKO CTPaHHbIA U MO O4HOW U3 Npu-
4nH oOyCcrnoBreH >aHpoBOW OCHOBOM
BTOpOro Homepa. CyllecTByeT Bepcus,
4YTO ANS TPaAULMOHHOTO MCMOMHEHUS
HapOAHbIX AYXOBHbIX MEeCeH WCNomnb30-
Banu ummbansl. Tembp MMeHHO 3TOro
MHCTPYMEHTa KOMMO3WUTOP MonbITancs
BOCMPOW3BECTUN CBOEW WHCTPYMEHTOB-
Kow, coyeTas apdy un rutapy. Bmecte ¢
TeM NOAOGHbIN MHCTPYMEHTAaNbHbIN CO-
CTaB OTKPbIN ANsi KOMMO3UTOpa HOBblE
rpaHy 3BYKOM300OpasuTemnbHbIX Npué-
MOB M KOMOPUCTUYECKUX IPDEKTOB,
CBSA3aHHbIX Mpexae BCero ¢ umutauuen
HapoAHON My3blku. B cmelLeHun HoBbIX
3BYKOBbIX Kpacok CTpaBWHCKOMY yAa-
nocb BOCCO3AaTb 3BYYaHUE He TOmNbKO
ummban, Ho 1 Ganananku, OyOOYKU U
[axe KONOKOIbHOro 3BOHa.

Lnkn «YeTbipe pycckue HapogHble
NecHU» BCE Xe OTHOCUTCA K paHHemy
CTUMIO KOMMO3MTOpa, XOTS obpalleHve
K pyccKo TemaTuke B Havane nstu-
[ecsATbIX rofoB BbIMMAANT HEOObIYHLIM
C TOYKM 3PEHWs CTUIIEBON IBOMIOLIMM
CTtpaBuHckoro. Takue cobblTus Mornu
BO3HUKHYTb B CBA3M C NNYHBIMK 06CTO-
ATenbcTBaMu. B nocneBoeHHble rofpl
KkomnoauTtop nucan: «MHe 6bino Tsxe-
NO HaxoAWTbLCS B Takoe Bpems BAanu
OT POAWHBLI, U TOMBKO YTEHUE PYCCKOMN
HapoAHOW No33uK, B KOTOPOe S Norpy-
3UNCH, yTelano MeHsi U NPUHOCKIIO pa-
npoctb» (CmpasuHckuli U. @. XpoHuka
moel Xu3Hu. M.: 130. dom «Komrosu-
mop», 2005. C. 137).

Hwukonan
Mewnko

1916-1995

«JlereHaa» ana knapHeTa u apdbl
Hukonanm WeaHoBuy [Menko BXoauT B

uncno sipkMx npeacrasutenet Mockos-
CKOW KOMMO3WUTOPCKOW LUKOMbI U Bblaa-
lowmxcs  nocnegosatene  Hukonas
MsckoBckoro. CBATO cregysi OCHOBO-
nonararowuymMm TpaguumsaM cBoero neaa-
rora, H. lMNewko BHEC OrpOMHbIN BKNag,
B pas3BuTME PYCCKOW CUMAOHUYECKON
My3blkin XX Beka — ero nepy npvHag-
nexar oAvHHaguaTb CUMAOHUNA, YeTbI-
pe 6aneta u aBe onepbl. BmecTe ¢ Tem
B Hacrneguu mactepa npeacraBrieHbl U
KaMepHble COYMHEHMWS, OfHaKo apde



Cpeau HUX yAerneHo COBCEM He3Hauu-
TenbHOE MeCTO.

Jinwe gsaxabl MNenko obpatiancs
K 3TOMYy WHCTPYMEHTYy U oba cny4yas
ObINMY BbI3BaHbl MOXENaHUAMU CaMux
apcucToB. Tak, B 1969 rony ApuagHa
Tyran ctana MHULMATOPOM MOSIBIEHMS
Ha cBeT «KoHuepTHOro aToga» Ans
apdbl cono. CnycTts rogbl KOMMern Kom-
nosutopa no MMM nmeHn MHecuHbIX
KnapHeTucT Hukonan Mo3roBeHko n ap-
ducTtka Kupa CapamkeBa obpaTtunucb
€ npocbbor 0 co3gaHuM cneumnanbHOro
COuMHEHMS Ans ux gyata. B pesynsrate
6bina Hanucana «JlereHga» (1977) ans
KnapHeta v apdbl.

Cam Komno3uTop roeopusn 06 aTtom
COUMHEHUMN Tak: «<...> Mo npocbbe
Kupbl KoHcTaHTuHOBHBI CapaaxeBon 1
VMBaHa lNMaHTeneesnya Mo3roBeHko co-
YvHun Nerengy onst knapHeta v apdbl.
KaxeTcsi, aTa nbeca He npuxkunachb.

B apdoBov naptum HeT pamnnuccax-
HO-nonockarensLHoro Hayana, 6es koTo-
poro apdoBas My3blka CEerogHs peako
obxoautes. Ans meHs xe apda — CBO-
ero pofa OpKecTp — MPOCTPAHCTBO, B
KOTOPOM HET MecTa Ans KOCMeTuye-
ckux npoueayp. Bnpouem, CapagxeBa
N Mo3roBeHKO BENUKOMENHo, 4acto u
¢ 6onblWNM 3HTY3VA3MOM WUrpanu 3To
CouMHeHme <...>» (Abdokos rO. b. «Hu-
konal [letiko. BocrnonHuewu madlHy
ceoro...». M.: Msdamenscmeo Mockos-
ckou [lMampuapxuu Pycckol [lpaso-
cnasHoU Llepksu: Kanenna «Pycckasi
KoHcepsamopusi», 2020. C. 379).

Bce Tak un npousowno, «JlereHga»
He nprobpena 6onbLLIO NONYNSPHOCTH
cpeav apdurCcToB, HO CMYCTH oAbl HAYN-
HaeT HOBbIN NyTb B KOHLEPTHbIX 3anax
1 BbI3bIBAET XMBOW OTKMMWK Y WUCMOMHK-
Tenew n cnywartenewn.

Banepum
-e Kukrta
i/ .""‘-
Ny pon. 1941
r N
<A

B CKa3o4HbI M TaUHCTBEHHBIA MWD
apdobl eLle Ha4YMHarLWero KomnosmTopa
BOBMEKNM TPW MpekpacHble rpaumm —
Tpu un3BecTHble apductkm XX Beka:
Opapka Bowak, Bepa [lynosa u Onbra
Opaenn. VicnbiTaB cunbHoe Bnevatne-
HVEe OT MX Urpbl ewé B LecTuaecsTble
rogbl npowsoro Beka, Banepun Kunkta
HaBcerga okasarncsi NieHHWKOM apdbl



W NpefaHHbIM OpyroMm Bcex apuctos.
KomnoanTop nocnepoBatenbHO pasBu-
BaeT apdoBbIi penepTyap, MOMOMHASA
ero — cerofHsi B Hacneaumn Kuktel co-
YMHEHWS PA3MNNYHbIX POPM U KaHPOB OT
HebOonblUMX OTAENbHbIX Nbec A0 Kpyn-
HbIX COHATHbIX LIMKIIOB.

B TBOpYecTBe komnosuTopa apda
nonyyaeT yHuBepcanbHOe MNpoYTEHUE.
Byayun 4yTKMM ¥ TOHKUM XYOOXHUKOM,
Banepui puropbeBny cymen Mcnonb-
30BaTb HEUCCSIKAaeMble BO3MOXHOCTU
WHCTPYMEHTA, YMENO 3KCMOHUPYSI UX B
CBOWX NPOU3BEAEHUSIX ANt apdbl oMo,
¢ opkectpom («®peckn cesTon Codum
KuneBckon», «KoHUepT Ha LWoOTnaHa-
ckve Tembl XVI-XVIII BekoB», «3nerus
YTPEHHUX N HOYHbIX TYMaHOB»), @ TaK-
e B KAMEPHbIX aHCaMbrsix ¢ y4acTmem
apdbl. MNoxanyn, nocnegHsas wn3 aTUX
Tpéx chopm Hambornee crnoxHa, u, no-
MWMO XOPOLLEro 3HaHWs UHCTPYMEHTa,
TpebyeT OT KOMMO3WUTOPOB OTMUYHOIO
YyBCTBa CTWUMSI U OENUKaTHOrO BKyca.
KamepHbin aHcambnb npeacTtaBnsieT
paBHOMpaBMe BCEX WHCTPYMEHTOB, B
KOTOPOM KaxKabl HagenéH camocTos-
TEmNbHbIM XyAOXKECTBEHHbLIM 3HAYEHNEM.
ApdoBble kamepHble aHcambnu Bane-
pusi KukTbl AIBMSOT UCTUHHBIA UHCTPY-
MEHTamnbHbIA COK3, MOMHbIN NO3TUYe-
CKOrO 3ByYaHusl.

«AHTUYHbIE BUOEGHUS» AN KNnapHeTa
1 apdbl B 4eTbIPEX YacTAX

CiouTa 6bina HanucaHa B 1977 rogy un
okasanacb nepBbiM KamepHbIM aHcaMm-
onem Kuktbl ¢ apdon. W3HavanbHo
cloMTa cospaBanacb Ans KnapHetucrta
Bacunusa >Xensakosa n apcuctkm JTrog-
munbl CHerupéson (Myctep). OpHako
CMOXMIIOCb TaK, 4YTO MM He 6bino cy-
XOEHO UCMOMHWTL 3Ty My3blKy, @ cama
npembepa coctosnach N1ilb ABaauaTe
naTb net cnycta cunamu A. dunatosa
(knapHet) n A. Koponesoii (apda).
CtomTa COCTOUT 13 YETLIPEX YacTel,
N Kaxaas ¢ NporpaMmHbIM Ha3BaHVEM.
B obpamnstomx nbecax cosfgaHbl nop-
TPEeTbl ABYX aHTUYHbIX BOrMHb, CNOBHO
BOMIIOLLEHNE ABYX IpaHen 4enoseye-
CKOW >XM3HW: AyxoBHOW («BoruHa Tpa-
reaumu») n 3emHon («BornHsa Bosagyxa
M nérkoro BeTepka»). HecmoTtps Ha
nonsipHble obpasHble cdepbl, My3blKy
3TVX YacTen 0ObEeANHSAIOT CXOXNE NPUH-
uvnbl B popmMoobpa3oBaHUn 1 MeTPO-
PUTMUYECKON OopraHusaumm — B obewx
YacTax OTCyTCTBYeT pa3mep. 3aech
KOMMO3WUTOP MPVMEHSIET pacLUMPEHHbIe
UCMOMHUTENbCKME TEXHWKWM Kak B nap-
TN KknapHeTa (nepepysaHue, dpyn-
nato, Bubparto), Tak u B naptum apdbl
(neganbHoe rnnccaHpo). Oba WHCTpy-
MeHTa BeayT BeCbMa akTUBHbIN Anarnor,



oTBevas Apyr Apyry CXOXMMU MOTUBHbI-
MW MHTOHaLMSIMW UMW CBAsiCb B €4UH-
CTBE 3BYKOBbIX BUOpaLuiA.

Btopas vactb «[acTtyx ¢ SIrHEH-
KOM» BblepXaHa MOSIHOCTbI0 B FOMO-
POHHOM hakType C pa3aeneHnem romno-
COB Ha BefyLLMN N aKKOMMNaHWPYHLLWNA.
Mysbika npepcTtaensieT coboi xaHpo-
BYIO 3apWCOBKY CEeMbCKUX WAMNnnye-
CKUX Mensaxen, B KOTOPOW MOMogow
nacTyx HaurpbiBaeT Ha CBOeW AyAodke
nog, COnpoBOXAEHNE yoapoB TOM-TOMa
(B naptum apdsl).

Jlupnyeckon KynbMuUHaUMEn umkna
CTaHOBWTCS TPETbSt YacTb «AHTUHOW (B
obpa3se [QuoHuca). lmbenb AHTUHOSA
B BonHax Huna». B atom npoussege-
HUM Halwna oTpaXKeHue ucTopusi nob-
BM PUMCKOro mmrepatopa AgpuaHa u
NPEeKPacHOro HHOLWM AHTUHOS, a UMEH-
HO — CLeHa 3arafiovHoun rmbéenu AHTU-
Hos B ErvnTe, Bbi3BaBLLAsA Oe3yTeLUHY0
ropeub AgpuaHa. Mocne KOH4YMHbI BO3-
nobrneHHoro AgpuaH oboxecTBun ero,
OCHOBan LEMbIA  KymnbT MOKMOHEHUS,
3anoXun HOBbIN ropog, a no Bcew Tep-
putopumn [OpeBHero Pvma BO3BOAMNUCH
Xpambl, CTaTyn 1 BCTbI B YECTb MOMO-
noro 6oxecTsa.

Mysbika 3TOM 4acTu mnocTpoeHa
Ha OCTWHATHOW rapmoHuveckomn dury-
pauum B naptmm apdbl, HagenéHHon
ocoboli BbipasuTenbHocTblo. OgHoBpe-

MEHHO OHa CHMBOJIM3VPYET 3acThiBLLIEE
rnokaumBaHue BONH BevyHoro Hwna B
MOMEHT rMbenu rmaBHOTO repost U U3o-
BGpaxxaeT MCMXOonorMyecky oKkpalleHHoe
oueneHeHve AgpuaHa, ocTaBLerocst Ha
Geperax peku. NocTeneHHo KOMNO3NTop
pacuBeYMBaEeT OCTMHATO 3a CYET chna-
)KONeToB, ¢hopLUnaroB M ASNMHHBLIX ap-
nepkno, HO MX MosIBIIEHVE NULLb YCUIU-
BaeT NPUCYTCTBYIOLLYO TparequiHOCTb.

MapTusa knapHeTa cTpoutcs B Buae
OJTMHHON BOCXoAsiLLEen Menoaum no Bce-
My AuanasoHy UHCTPYMEHTA, C 3rieMeH-
Tamy MUKPOXpPOMaTUKWN. Takast CTPYKTY-
pa OnuLETBOPSIET OFPOMHbIN MacluTab
YerioBeYecknin aKcnpeccum — oT nep-
BbIX MTHOBEHWI 0CO3HaHWS NPoM30LLEa-
e 6eabl, 4O OTYAsIHHOTO KpuKa.

CoHaTta Ansi BUONIOHYenu u apdbl

Ha nepsom mexayHapogHoM apdoBOM
KoHkypce B Mockse (1997) npowu3soLuna
BCTpeya Banepus Kuktbl 1 amepukaH-
ckoro apcoBOro mMacTepa UTanbsHCKO-
ro npoucxoxaeHusi Buktopa Canbsu
(1920-2015). ApduncCT 6bIn HACTOMNLKO
MOKOPEH My3bIKOW PyCCKOro KOMMO3W-
TOpa, YTO BLICTYNUI C NPEASIoKEHNEM
co3faTb HECKOSIbKO KaMepHbIX aHcaMm-
6nen c yyactmem apdbl. Komnosutop
nonyyan nonHyt ceobogy n 6bin obs-
3aH BblAepXaTb NLLb OfHO YCroBUe —
B KaXOM MPOU3BEAEHWN AOIKHA Mpu-



CYTCTBOBaTb TEMa PYCCKOW MECHW Wnu
pomMaHca. ViTorom Takoro 3akasa ctanu
TPV WHCTPYMEHTaIbHbIX COHaTbl C MO-
ceseHnem B. CanbBu: nepas — ans
cKpunku 1 apdbl (1998) c Temolt pomaH-
ca A. BapnamoBa «KpacHblii capadpaHy;
TpeTba — Ang ansta u apdsl (2002) ¢
Temol HapogHon necHn «Ctenb pfa
cTenb Kpyrom». Brtopon B Tpunoruun
SIBNSETCS COHaTa ANt BMOMOHYENu u
apdbl (2001). B eé ocHoBe nexuT cra-
PUHHBIA pycckuid pomaHc 1. Bynaxo-
Ba «He npobyxgar BOCMOMWHAHUNY.
PomaHc BbIGpaH KOMMO3UTOPOM He
criyyaiHo — Befb VIMEHHO 3Ta My3bl-
Kka Oblna n3nobneHHbIM COYMHEHUEM
BENUKon pycckon apductkn KceHum
Opoenu (1878-1971), n BkntodeHne eé
B apdoBbI onyc npuobpeTtaeTr ocoboe
3HayveHue.

Tema pomaHca 3By4nT B COHaTe He-
CKOINbKO pa3 1 B NapTUy BUOMOHYENN, U

B naptum apdbl. Kaxxgoe eé nposege-
HMe — 3TO pacKpbiTUE HOBbIX rpaHen
CMOXHOrO MCUXONOrMYeckoro, a, Nopow,
N TParn4yeckoro COCTOSIHUSI.

B HasBaHuWM coHaTbl OTCyTCTBYET
npsiMoe ykasaHue Ha CBA3b C obpasom
K. Opgenu. OgHako Hanuune Tembl eé
noBUMOro pomaHca HeBOSbHO hopMu-
pyeT MOHOrpadu4ecKnin OTTEHOK NPOU3-
BeAEeHUs1, OTChbINas K COObITUAM U3 XKN3-
HY apdmcTkn. Kpome Toro, B oTnnymne ot
OBYX ApPYrux, aTa coHaTa ofHoYacTHas,
4TO NOAYEPKMBAET €€ MHTUMHOE U Ka-
MepHoe Hayano. OcobGeHHO 3Ha4YMMmo,
YTO MNepBOE WCMOMHEHME COCTOSNIOCH
cunamm  apcuctkn  Kcenun OSpaenu
(Mnagwen) n BuonoHYenucTa Amutpus
Babuuya, noaroToBKOWM KOTOPbLIX 3aHW-
Manacb nnemsiHHMua KceHnn Anekcas-
npoBHbl Onbra Apaenu.

Mysbikoeed AnekcaHOp bapaHos

Mapus
dPépopora

apdpa

Popgunack B Mockse. C 1991 roga oby-
Yanacb B My3blkanbHOM yuunuiie npu
KoHcepBaTopun B krnacce M.®. Mac-
neHHukoson. B 1995 rogy noctynuna
B MocKkoBCKyt0 KOHCEPBATOPUIO B KNacc
npodeccopa B.I. Oynoson. Bo Bpems
obyyeHus yyactsosana B [lepsom Mo-
CKOBCKOM MeXAyHapoAHOM aptOoBOM



KoHkypce (1997), roe 6bina yaocTtoeHa
3BaHUS naypearta TpeTbew creneHu. B
1999 rogy okoH4YMNa KOHCEPBATOPUIO C
KpacHbIM OUMIIOMOM, CTaB MocregHei
BbIMYCKHULIEN Npu Xn3Hn Bepol Meopru-
eBHbl [lynoBoii. [Mocne 4ero npogomnmku-
na npodeccroHanbHoe CTaHOBIEHUE
B acnupaHType nog pykoBOACTBOM [O-
ueHTa W.M. MawunHckon.

BHauane 2000-x pa6otana B op-
kecTpe My3sbikanbHOro Teatpa WUMEHM
H. Cau. C 2005 r. npenogaét Ha kade-
Ape UCTopuv U TEOPUU WUCMOMNHUTENb-
cKoro mckycctBa MOCKOBCKOW KOHcep-
BaTOpUU. FABMSIETCS aBTOPOM U paspa-
B6OTYMKOM y4YeBHbLIX KypcOB MO AWCLU-
nnvHam «Vctopmusi MCMONHUTENBCKOIO
nckycctea» u «Metoguka oOy4veHust
Urpe Ha UHCTPYMEHTE» ANsi CTYAEHTOB
apducTos.

Bepét KoHuepTHylo ¥ npocseTu-

COMbHO U B aHcambnsx Ha cueHax Ka-
MepHbIX 3anoB MOCKOBCKOM KOHCep-
BaTtopuu, [yLUKMHCKOM My3ee, B 3anax
NMOAMOCKOBHbIX ycaaeb u Opyrux KoH-
LepTHbIX nnowaakax Mocksbl. Ans-
eTCA OAHUM M3 OpraHu3aTopoB [ABYX
Hay4YHO-MPaKTUYECKUX  KOHdEepeHunin
«WMckycectBo mrpbl Ha apde. Vctopusa n
coBpeMeHHoCTby (2017, 2019); «Apdo-
Boro oopyma MockoBCKOM KOHCepBaTo-
pumn» (2019). B 2017 r. ¢ racTponbHoii
noesgkow nocetuna nomnyoctpos Kawm-
YyaTka, rae Bnepsble 3Byvana apda.

B 2018 rogy sawmTuna kaHgupat-
CKyl0 AmnccepTaumio Ha Temy «Mctopus
knacca apdbl MockoBCKOW KOHCepBa-
TOopuM (N0 apxvBHLIM MaTtepuanam)y.
ABTOp psAa HaydHbiX Mybnvkauui B
BEAYLUMX MY3bIKOBEAYECKMX XypHanax
CTpaHsbl.

TENbCKY0 [OEeATENbHOCTb, BbICTynasi
Poaounacb B MockBe. BocnutaHHuua
paetckoro xopa bonbloro Teatpa. MNpo-

EKaTepuHa deccuoHansHoe obpasoBaHune nony-
KynpﬂBueBa yuna B Poccurickon akagemMmun My3blku

conpaHo

nmeHn [HecuHbix (2014) no cneuu-
anbHOCTV COMbHOE MNeHue B Knacce
HapogHon aptuctkn Poccun N.W. Oon-
XEeHKO. Ha NpoTshkeHUn HecKonbKnx net
(2010-2017) ncnonHana BegyLime nap-



TMU B OMEpHON CTyaun akagemuu He-
cuHbIX: MpaduHs M3 «Ceagbbbl dPura-
po» B.A. Mouapta; Mumu 13 «borembi»
k. MyvynHu; TatbsiHa m3 «EBreHus
OHervHa» [1. YaiikoBckoro u MHorve
apyrve.

fABnsieTcs  naypeatom  MexayHa-
poaHbIX koHkypcos: XlII MexayHapoga-
HbI My3blKanbHbIN KOHKYpC «Musica
classica» (Pysa, 2013) — | npemus; Il
MexayHapoaHbIi BOKarbHbIA KOHKYPC
nmMmeHn PaxmaHuHoBa (PocTtoB-Ha-[oHy,
2013) — Il npemus; Xl MexayHapoa-
HbIl KaMepHbIN KOHKYPC «AHTapHbIV

conosen» (Kanuuuurpag, 2018) — llI
npemust; IV MexayHapoaHbId KOHKYpC
BOKaInbHO-hopTENNaHHbIX OyaToB
Pianovoce (Mocksa, 2019) — awunno-
MaHT.

C 2014 r. BeOE€T aKTUBHYKO KOH-
LepTHy [JesiTenbHoOCcTb. BeicTynaert
COMIbHO U C XOPOBbIMWU KOMMEKTUBaMU
B pa3nuyHbix ropogax Poccun n apyrux
ctpaH. B 2019 r. npuHumana yvactue
B KaHaackom npembepe «PekBuemay
O. Kosnosckoro nog ynpasnexHuem Jlyun
JlaBurepa, UCMOMHUB OAHY U3 COMbHbIX
napTuin.

OmnTpun
Boponaes

rutapa

Poccuinckmun rutapuct v KoMnosuTop,
yneH Coto3a MOCKOBCKUX KOMMO3MTO-
poB, npe3naeHT MOCKOBCKON Mexay-
HapodHOM accoumaumn rMTapHoro wuc-
KyccTBa. OByyancsa urpe Ha knaccuye-
ckow rutape B MockBe y 3acnyXeHHOro
pabotHuka wuckyccte P® H. VBaHo-
Boun-Kpamckon B yunnuiie npu Mockos-

CKOW KoHcepBaTopuu U [ocypapcTBeH-
HOM Creumnanu3vpoBaHHOM WHCTUTYTE
nckycctB. 3atem obyyanca B Mockos-
CKOWM KOHcepBaTopun umenn M.N. Yan-
KOBCKOrO M TaM >Xe B acrnupaHType no
cneumnanbHOCTU «KOMMO3ULUSI» B Knac-
ce npodeccopa B. AracdhoHHMKoBa.

JlaypeaT BCEPOCCUMCKUX U MeXay-
HapoaHbIX KOHKYPCOB KOMMO3UTOPOB Y
UCMOMHUTENEN Ha KIacCU4eckon ruta-
pe. MactponupoBan B ropogax Poccumn
ot KanuHuHrpaga po BnagusocToka.
BbicTynan B KOHUEpTHbIX 3anax Ykpa-
nHbl, ApMeHuun, Kaszaxctana, bonrapwuu,
lepmanuun, Ucnanuu, Knutas.

Jlaypeat npemun [lpaBuTenscTea
Mocksbl. paH-npu  MexayHapogHoro



KOHKypca-hecTvBansi  My3blKanbHOro
Hacneawsi CoBpeMeHHbIX KOMMO3UTOPOB

ckon KoHcepBatopuun. OcHoBaTenb W
XY[OXeCTBEHHbIN pykoBoauTens Mex-
OyHapodHOro KOHKypca u decTvBans
TMTapucToB M KomnosutopoB «Bpems
rutapbl» B Mockse.

«YarikoBckuii-Hacnegve» (Mocksa—

Mogonbek, 2015).  lNpenogasatens

kadedpbl MHCTpymeHTOBKM MockoB-
AnéHa
Bapamunse
cnenita

Pogunacb B CaHkT-lNeTepbypre. 3aHs-
TS My3bIKOM Havana c¢ wectu net. O6-

y4yanacb B MOCKOBCKOW KOHCepBaTopuu
nmenu N.W. Yankosckoro, a 3aTem B ac-
CUCTEHTYype-CTaXmpoBKke B knacce 3a-
cnyxeHHoro aptucta P®, npodeccopa
A.M. lonbiwesa.

ABnsieTcs naypeatom BCEpOCCUR-
CKUX N MEeXOYHapOAHbIX KOHKYPCOB.

BeneT akTMBHYKO KOHUEPTHYHO Aesi-
TenbHOCTb. BbiCTynaeT Bo MHOrMX ropo-
nax Poccum n 3a pybexxom Kak CorbHO,
Tak U B COCTaBe KaMepHbIX aHcambnen.

NBaH
TnxoHoB

KnapHeT

Pogunca B EkatepuHbypre. OkoH4mn
MOCKOBCKYt0 KOHCEpBaTOpUIO UMEHM
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M./. YankoBcKkoro B knacce 3acryXeH-
Horo aptucta Poccun, npodeccopa
E. MetpoBa. B HacTosiwee Bpems oby-
YaeTCcH TaM Xe B aCCUCTEHTYpe-CTaxwu-
poBKe.

JlaypeaT BCepoOCCUMMCKUX U MexayHa-
poaHbIX KOoHKypcoB: || Bcepoccuiickuia
My3blKkanbHbIA  KOHKypc (2016) — I
npemust; VIl MexayHapogHbIn  KOH-
Kypc MoCKOBCKOI KOHCepBaTopuu Ans
ncnonHuTenen Ha OyxoBbiX W yAapHbIX



nHcTpymeHTax — Il npemus; IV Mex-
AYHapOAHbIA  KOHKYPC ~WUCMOMHMTEnemn
Ha [AyXOBbIX WHCTPYMEHTax MWMEHU
H. Pumckoro-Kopcakosa (CaHkt-le-
Tepbypr, 2017) — | npemusi, rpaH-npw.
YyacTHuk MexayHapoaHoro KoHKypca
nmenn K. Hunbcena (Oanusa, 2018) un

XVI MexgyHapogHoOro KoHKypca MMeHM
M. Yankosckoro (2019).

C 2018 . 3aHMMaeT NoCT KOHUepT-
MencTepa rpynnbl knapHetoB Mockos-
CKOr0 rocyfapCTBEHHOT0 CUMAOHMUYe-
CKOro opkecTpa.

Bopuc
INudpanoBckumn

BUOJIOHYENb

Poaunca B Mockee. OkoH4mn MockoB-
CKyl0 ToCyAapCTBEHHYK KOHCepBaTo-
puto umenm INM.M. Yarikosckoro no knac-
cy poueHta K. PoguHa.

YuacTHuk «Akagem-tpuo» (1996—
2005) BmecTe C MMAHWCTOM $KOBOM
KauHenbCoHOM 1 ckpunaykon VipuHon
BnaHk. B coctaBe aHcambns 3aBoeBan
3BaHUs naypeata Ha Bcepoccuiickom
KOHKypce umeHun TaHneeBa n XX Mex-
OyHapoaHoM KoHkypce B Tpananu (UTa-
nms).

C 1999 no 2002 pabotan B opke-
ctpe MapuwmHckoro Teatpa. C 2003 r.
BXOAWT B cOCTaB opkecTpa bonbluoro
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TeaTtpa, ¢ 2007 r. conuct. Aensietca
NMPOAIOCEPOM CepuM  KOHLEPTOB  Ka-
MepHOMn My3biki B BeTxoBeHckom 3ane
BonbLioro Teatpa.

YyacTtBoBan B nonbiTke BOCCTa-
HoBrneHusi Keapteta bonblioro teatpa
(2005). B HacTosiLLee BpeMsi pyKoBOAUT
KBapTeTom BuonoHyernen bonbLuoro Te-
atpa. PerynsipHo BbICTynaeT COfbHO 1 B
cocTaBe KaMepHbIX aHcambnen.

OcHoBaTenb NepBOro POCCUIACKOTO
canta o6 akagemMuyeckon My3blke —
«MOCKOBCKMIN My3blKarnbHbIi BECTHUK»
(1997). Cospatenb nepsoro canta Mex-
[yHapOAHOro KOHKypca nmeHn Yankos-
ckoro (1998). OcHoBaTenb 1 Bnageney,
(2002-2013) kpynHeMLwiero Ans cBoero
BPEMEHM pOCCUINCKOro nopTana ob aka-
aemunyeckon my3sbike «ForumKlassika.
Ru». ABTop KHUMN «HTEpHeT anst my-
3blkaHTa» (2005).

C 2006 r. n3gaterb W rraBHbI peaak-
Topa noptana «ClassicalMusicNews.Ru».
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TT: 57:46
UrOPb CTPABMHCKWW (1882 — 1971)
YeTblpe pycckue HapoaHble NeCHN Ans conpaHo, pnenTsl,
rmtapbl 1 apdbl (1954)
1. QCEME3EHDY . . oottt 1.36
2. «PyccKast BYXOBHASA . . . oottt e e 2.10
3. «lYCU-NEBEOM». . . oo 0.34
4 «TURNM=-BOMY . . . oo ot 1.25
HUKONAW NENKO (1916 — 1995)
«Jlerenpa» ans knapHeta v apdbl (1977) ..o 8.44
BANEPUN KUKTA (p. 1941)
«AHTUYHbBIE BUAEHUSI», ClOUTa ANS KnapHeTa u apdbl (1977)
1. «BorvH TPAregum» . . ... ... 3.38
2. «MMACTYX C ATHEHKOMY . o ottt e it e et e et e e e 2.45
3. «AHTUHOW (B 06pase [JuoHuca).
mbenb AHTMHOS B BOMHaX Huma» . ... ... ..o 5.20
4. «BornHsa Bo3ayxa v NErKOTO BETEPKAN . .« v o v vt v et i e e e 4.22
CoHata ans Buononyenu v apdbl (2001) . ... ..o 27.06

Exatepuna KyapsBuesa, conpaHo  AnéHa Bapamupse, dnevita
Amutpun Bopopaes., rntapa MBaH TuxoHoB, KnapHeT
Bopwuc IludpaHoBckun, BnonoHyens Mapusa ®égopoBa, apda
3anucaHo B bonbLwom 3ane MockoBCKol rocyapCTBEHHON KOHCepBaTopmmn
um. MN.U. Yaiikosckoro B 2019 — 2020 rr.

3BYyKOpEXMCCEpP 3anucK, cBeaeHns u mactepuHra: PycnaHa OpeluHukosa
MHxeHep: AHTOH BylumHckuin. [nsainH: Anekcewn MHuciok
McnonHuTenbHbI npoatocep: EBreHnn MNnatoHos

© & ® 2020 MockoBckasi rocyaapcTBeHHasi koHcepeaTopus um. .M. YaiikoBckoro
Bce npaBa 3awwyieHbl
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Boris Lifanovsky / Bopuc JlndaHoBckuii

Ilvan Tikhonov / iBaH TxoHOB

Maria Fedorova / Mapus ®énoposa
(on the front cover page / Ha nepBoW cTpaHuLe 0BnoxKM)
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