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omposer Nikolay Roslavets (1881-1944) was a prominent fi-

gure among the Russian avant-garde artists of the early 20th century. His

biography contains contradictions that were characteristic of that turbu-
lent time. Roslavets received a good academic education — two diplomas from
the Moscow Conservatory (violin and free composition, 1912). But as soon as in
the 1910s, he became one of the overthrowers of the traditional system of mu-
sical thinking. Roslavets invented the so-called synthechord (synthetic chord)
technique, which implies the creation of a piece based on a number of sounds in
the chromatic scale, which are repeated in various modifications (both melodical-
ly and harmonically). Its similarity to Schoenberg’s dodecaphonic method, which
emerged at about the same time, is evident. However, Roslavets’'s music sounds
differently — it is closer Scriabin’s late works and perceived more like a modifi-
cation of his style. The continuation of the Scriabin line is also evidenced by the
genres Roslavets predominantly worked in — symphonic (also with the addition of
vocal voices) and piano music, as well as music for string instruments with piano
and orchestra, and string quartets (it is worth reminding that Roslavets was a vio-
linist). Known as a musical innovator, Roslavets was one of the closest associates
of Kazimir Malevich and knew David Burliuk, Vladimir Mayakovsky and others.

Before the revolution, Roslavets got lucky to marry well. His father-in-law, Alexei
Langovoy, was a doctor, professor at Moscow University, member of the Moscow
City Duma, and renowned collector. Obviously, this helped the composer, who
came from a small town, raise his social status (soon he had to keep this epi-
sode of his biography a secret). Roslavets was a socially active person. During the
years of the revolution and the civil war, he was a Socialist-Revolutionary and then
a Bolshevik. In the 1920s, he was one of the founders and leaders of the Contem-
porary Music Association (also acting, among other things, as a music critic) and
at the same time served as political editor of the Main Repertory Committee. The
turning point in the composer’s life came in the early 1930s when he had to leave



Moscow for Tashkent for several years. After his return in 1933, he became less
noticeable in the capital's musical life, and most of the works of his last decade
were not known to anyone except the closest circle of friends and acquaintances.

Roslavets left the All-Union Communist Party In 1921, but many of his works of
the 1920s and 1930s were still dedicated to revolutionary and industrial topics.
Simultaneously, he was creating pure music unrelated to the then current political
events. Two of his chamber symphonies are examples of such music. Like many
other of his works, the chamber symphonies were neither performed nor published
during his lifetime. Their manuscripts were kept in Moscow archives to be found
as late as at the end of the 20th century. Since that time both of the chamber
symphonies gradually but steadily have been taking their place among the most
performed symphonic works of Russian composers of the 1920s and 1930s.

It should be clarified that the composer included only one of them in the list of his
works, the one that was written in 1934 and 1935 and now often referred to as
No. 2. The title page of its manuscript kept at the Russian National Museum of
Music says “Chamber symphony for 18 solo instruments/Symphonie de chambre
pour 18 instruments solistes.” The names of Roslavets’s two chamber symphonies
accepted in modern practice and numbered 1 and 2 are conditional. And yet, un-
derstanding this, we will use them henceforth.

The name “Chamber Symphony,” so familiar to the ear of a contemporary, could
seem as a strange oxymoron to a person of the early 20th century: “On the one
hand, a symphonic scale of development [...], on the other, as opposed to the
“big” symphony of the 19th century, a very laconic form [...], a small lineup, and,
most importantly, a chamber-like finely worked out musical fabric intended for an
ensemble of soloists” (Vlasova N. O. Tvorchestvo Arnol'da Shenberga [The Works
of Arnold Schoenberg; in Russian]. Moscow, 2007.p. 143). The paradoxical word
combination first appeared on the title of Schoenberg’s famous Chamber Sympho-
ny op. 9 (1906). Roslavets was one of the first to repeat it. Before him, there was
Franz Schreker, and after him, there were Moisey Weinberg, Gavriil Popov, Boris
Tchaikovsky, and others.



hamber Symphony No. 1 (1926), the manuscript of which is kept

in the Russian State Archive of Literature and Art, remained in the form of

an unfinished clavier. In 1989, it was completed and orchestrated by com-
poser Alexander Raskatov. The orchestral colors (the percussion instruments and
harp were of great importance for Raskatov in the process), the choice of soloists,
the balance of their combinations, and the coda he added are so important for the
overall impression of this music that it would be more correct to consider the editor
a co-author. In Raskatov’s version, Chamber Symphony No. 1 acquired integrity
and completeness, although its ending differs from the active and crescendoing
(close to Scriabin in this sense) completions of most of the Roslavets symphonic
works.

The one-movement Chamber Symphony No. 1 is laconic (it is 13 to 14-minute
long). It is based on the sonata form with a clearly pronounced tonal center ¢
based on the dominant g in the side part (the English horn and trumpet solos) and
with its traditional transfer to the main key in the reprise. The two-fold return of the
inviting quartal theme of the intro with the solo of the horns (before the reprise and
coda) marks the boundaries of the sections of the form. At the beginning of the
symphony, one can find a manifestation of Roslavets’ signature synthetic chord
technique, but subsequently the composer does not adhere to it consistently. The
transparency of the texture, the relief and brightness of the themes (the Scriabin
etymology, of course), the clarity of the boundaries between the sections deter-
mined by the caesuras — all this makes Chamber Symphony No. 1 one of Ro-
slavets’ simplest works for modern perception.

This is largely facilitated by a constructivist-like clear structure of the theme of the
main part (it begins with a bassoon solo), which is based on a four-sound motif of
singing with a diminished third (a version of the famous BACH theme). The rhyth-
mic, textured, polyphonic, and timbre variation of the theme of the main part, its
numerous exquisite transformations, prevail in time over the rest of the themes of
the symphony.



The theme of the main part has an unusual and attractive quality for the music of
the “Russian Schoenberg” — it is imbued with a waltz flavor from the very begin-
ning. The waltz is manifested subtly, with many expressive shades, up to the ac-
companiment of the “funeral” bells in the coda completed by Alexander Raskatov.
The combination of visual constructivism in the structure and development of this
theme with its sublime romantic sound is perceived as a manifestation of a kind
of Roslavets’s individual idea. The interrelation of romantic and constructivist fea-
tures in this music allows us to compare it with the Schoenberg work of the same
name.

hamber Symphony No. 2 (1934-1935) is much larger than the

previous one. It is a 55 to 56-minute long four-movement sonata-sym-

phonic cycle. It succeeds to classical examples: a sonata Allegro with a
slow intro, an Adagio, a scherzo, and a finale (with echoes of the themes of the
previous movements). The lineup is a small orchestra, in which all performers are
soloists (only the French horns are doubled). The piano present in the orchestra is
most noticeable in the second movement where it has several solos like concerto
cadenzas.

Whereas the first of the Roslavets chamber symphonies does not particularly re-
semble the Schoenberg prototype, the second one clearly demonstrates its affin-
ity. The ascending quartal move and the dotted rhythm of the energetic theme of
the first movement (Largo ma non troppo; Allegro risoluto) remind of Schoenberg.
This movement is the basis of both the intro and the main part, acquiring the char-
acter of an energetic marching motion in Allegro. The lyrical theme of the side part
(clarinet solo, G-dur) ensues from the intro. With its diatonicism and variable time,
the theme goes back to Russian songs and, even directly, to the famous song of
Lyubasha from Rimsky-Korsakov’s The Tsar’s Bride. Returning in the subsequent
movements, both the theme of the main part and the theme of the secondary part
become pervasive in the symphony. A constructivist type of thinking is felt in the
development. Polyostinato becomes its expression (the material for the develop-



ment mainly sounds like a counterpoint to it — the theme of the main part, the mel-
ody of the side part of the winds, from the clarinet to the trumpet). In the reprise,
the section of the side part section is expanded and forms a lyrical climax (now it
sounds in the main tone, that is c). The energetic coda based on the material of
both themes with the traditional summarizing figure of classical music — the per-
petual canon — completes the development.

The second movement (Adagio) is close to a nocturne. The rarefied air of its chro-
matized sophisticated themes is akin to the mysterious landscape music of Anato-
ly Lyadov and Rimsky-Korsakov’s late works (with elements of the Rimsky-Korsa-
kov symmetrical tonality in the intro). Behind the oriental dialogues of the winds in
the intro, there comes an expressive chromatized theme of the main section that
gradually captures the strings as well. The development is built on its variation and
a wavelike increase and decrease in the density of its texture from the polyphonic
imitations to the solo — but with a predominant muffled, chamber sound all the
time. The return of the intro theme denotes the boundaries of the three-movement
form and creates a framework of the entire movement.

The third movement (Scherzo, Allegro molto vivace) is an expressive contrast to
the preceding one. It is a perpetuum mobile, the transparent texture of which re-
sembles the motions of Lyadov’s Kikimora, but with new constructivist accents.
The contemplative lyricism of the middle section — a trio from the oboe solo at
the beginning (Alla breve. Allegretto non troppo; semplice) reminds of Alexander
Borodin.

The beginning of the finale (Lentoso; Allegro non troppo, energico) is almost Bee-
thoven-esque — the recitative phrases of the low strings, after which the themes
from the first and second movements of the symphony are recalled and devel-
oped. The basis of the sonata Allegro finale is the theme from the second move-
ment, which acquires a restless, agitated character at a fast pace and with a
dense tutti sound. As in the sonata form of the first movement, the theme of the
side part here has a lyrical mood (the solo of the winds — the oboe, the clarinet,



the French horn, etc). It is immediately dramatized while the imitative development
is important, including the combination of theme variants in the initial rhythm and
growth. Instead of a development, there is an episode (L'istesso tempo; Lirico ed
agevolmente) colored with warm timbres of the strings. The further development
corresponds to the traditional scheme of the sonata form, and the dramatic emo-
tional tone marries both of its themes.

Despite many differences in the scale of the whole and in the nature of the thema-
tic invention, both of the Roslavets chamber symphonies are similar. Their main
tone coincides — c (in the second of the symphonies — c-minor). Certain stylistic
duality also makes them related: in the second, the romantic sound vocabulary pre-
vails as well, but the swirling theme of the scherzo is more of a “constructivist” kind.

The clarity and classicality of the ideas of both, the brightness and contrast of their
thematic invention are also close. Nikolay Myaskovsky spoke about these qual-
ities of Chamber Symphony No. 2, noting that it “favorably differs” from many of
the Roslavets works as it has “a more transparent texture and greater clarity and
expressiveness of the thematic material” (quoted from: Lobanova M.N. Nikolay
Andreevich Roslavets i kul'tura ego vremeni [Nikolay Andreyevich Roslavets and
the Culture of His Time; in Russian].St. Petersburg, 2011, p. 343). It is no coinci-
dence that Myaskovsky liked the symphony — in fact, it is related to his own works
in this genre.

The release with recordings of two chamber symphonies by Roslavets is a land-
mark event for Studio for New Music. In 1994, the ensemble was among the first
performers to present Chamber Symphony No. 1. In 2002, Studio for New Mu-
sic performed the world premiere of Chamber Symphony No. 2 in Bryansk. Later,
both of the symphonies reappeared in the concert programs of Studio for New
Music. Those performances, along with works by living composers, signified a link
between the Russian musical avant-garde of the early 20th century and the cur-
rent 21st century.

Olesya Bobrik



About the Chamber Symphony for 18 Solo Instruments

quite dramatic. Despite the high appraisal and recommendation for perfor-

mance given by Nikolay Myaskovsky immediately after it was written, the
Symphony was never performed, and the score was lost in the archives for almost
seven decades. As late as in the early 2000s, it was discovered in the archive
of the Glinka Museum of Musical Culture by Mark Belodubrovsky, a remarkable
researcher and advocate of the early Russian avant-garde. He told me about his
sensational find. It was hard to believe in it — an inferior photocopy of a manu-
script was the sheet music of the Master’s completed fifty-minute chamber sym-
phony that had been considered irretrievably lost! In the lower right corner of each
page of the score, there was Nikolay Roslavets’s trademark monogram — the in-
tertwined Latin letters N and R. The instrumental lineup of the Symphony exactly
corresponded to the format of the ensemble Studio for New Music. It seemed that
the piece was written for us and just waiting in the wings. All we had to do was to
assign the orchestral voices of this score, but that was a snag “just” for a while —
the manuscript contained about two hundred pages so that assigning the parts
and checking possible slips of the pen at the same time was a huge amount of
work to do.

The fate of Nikolay Roslavets’s Chamber Symphony for 18 Instruments was

Unfortunately, at that time we couldn’t find any financial support to do it, neither
from the Ministry of Culture, nor from any private structures. It was the time when
we were negotiating with the organizers of the program for the Year of Russian
Culture in Germany, and, of course, the German curators immediately seized on
my idea of having the Symphony performed in Berlin. They were interested, of
course, first of all, in a world premiere. The venue they gave for Studio’s perfor-
mances was as famous as it could be, the Chamber Hall of the Philharmonie Ber-
lin and, of course, the issue of paying for such technical issues as assigning the
parts was solved automatically.



But we certainly wanted to have a Russian premiere. We got support from the
Nikolay Roslavets and Naum Gabo International Festival of Contemporary Art that
took place in Bryansk, the birthplace of these great pioneers. The festival was in-
spired by the same tireless enthusiast Mark Belodubrovsky. There, in Bryansk, the
composer’s native land, at the Druzhba Concert Hall of the Bryansk Philharmo-
nic Society, on March 23, 2002, Studio for New Music conducted by Igor Dronov
performed the premiere of this wonderful work, the fate of which was so closely
intertwined with the history of the country. Since then, the Symphony has been
repeatedly performed in Moscow; Studio for New Music has been its only Russian
performer for twenty years. The Symphony has been recorded for the first time in
Russia.

Vladimir Tarnopolski

tistic practice, and that with possible premieres in Bryansk, | repeatedly tried

to find his Chamber Symphony of 1934, a work highly acclaimed by Nikolay
Myaskovsky, a composer who was known as Musical Conscience of Moscow. The
search in a variety of archives | had access to, including the Glinka National Music
Museum, didn’t give any results. And then, a few years after a new and abrupt
flash of public interest in the personality and music of Roslavets, | felt like touching
some of the previously unpublished pages of his works they kept in the Glinka
Music Museum.

Fascinated by the idea of introducing the works of Nikolay Roslavets into ar-

The symphony appeared as some sort of deus ex machina. It was in the card
index that | and other researchers had looked through several times. The fact that
its pencil score was in a good shape made it possible (after thorough computer
editing) to perform it at the festival. Apparently, it is one of Nikolay Roslavets’s best
works of the ‘30s. | think it's a gift to all of us and to the entire music world.

Mark Belodubrovsky

10



STUDIO FOR NEW MUSIC ENSEMBLE

he ensemble of soloists Studio for New Music, a leading Russian ensemble
I of contemporary music, was founded in 1993 in the Moscow Conservatory
by composer Vladimir Tarnopolski, conductor Igor Dronov and musicologist
Alexander Sokolov. The repertoire of the ensemble includes virtually all music for
chamber ensemble and chamber orchestra of the 20th and 21st centuries, from
the early Russian avant-garde and Western modernism to the works written in re-
cent years. Over twenty-eight years, SNM has premiered in Russia about one and
a half thousand works by leading contemporary composers, including more than
a hundred portrait concerts and works in the genre of new musical theater. The
ensemble performs about sixty new programs annually.

SNM has appeared at well-known venues, such as the Philharmonie Berlin and
the Konzerthaus in Vienna, the Cité de la Musique in Paris and the Teatro Ma-
libran in Venice, the Moscow and St. Petersburg philharmonic societies, the Grand
Hall of the Moscow Conservatory, and others. The ensemble has had a number of
joint performances with Ensemble Modern and collaborated with the Schoenberg
Ensemble and Klangforum Wien. SNM also regularly tours the regions of Russia.

Maarten Altena, Yuri Vorontsov, Alexander Wustin, Roman Ledenev, Faradzh Ka-
raev, Yuri Kasparov, Igor Kefalidi, Martijn Padding, Luis Naén, Enno Poppe, Roger
Redgate, Vladimir Tarnopolski, Ivan Fedele, Nicolaus A. Huber, Gérard Zinsstag,
and many other composers have written their works specially for SNM.

The musicians of the ensemble pay special attention to various collaborations
with young composers commissioning new works and conducting lectures, mas-
ter classes and competitions (the International Jurgenson Competition for Young
Composers, the International Competition for Young Composers “New Classics”,
the All-Russian Seminars on Instrumental Techniques).
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SNM regularly conducts master classes at various conservatories around the
world, organizes special projects at universities, including Oxford, Boston and
Harvard. SNM is the first and still the only Russian ensemble to have been invited
to the Darmstadt International Summer Courses for New Music and the Venice
Biennale of Contemporary Art.

One of the important areas of the ensemble’s activities is interdisciplinary interac-
tion. SNM has collaborated with some of the most important cultural organizations,
including the Stanislavsky and Nemirovich-Danchenko Musical Theater, the Meyer-
hold Center, the festivals NET — New European Theater and TERRITORIA, the
Pushkin Museum, the Tretyakov Gallery, Garage Center for Contemporary Art, the
Moscow Museum of Modern Art, the Moscow Biennale, the Jewish Museum and
Tolerance Center, the Kandinsky Prize, and others.

Studio for New Music is the core ensemble of the Center for Contemporary Music
of the Moscow Conservatory and the International Festival of Contemporary Music
“Moscow Forum.”

World premiere of the
Chamber Symphony
for 18 solo instruments
on March 23, 2002

at the «Druzhba»
Concert Hall of the
Bryansk Philharmonic

MvpoBas npembepa
KamepHow cumdoHunm
ans 18 nHeTpymeHToB
23 maprta 2002 roga

B KOHLiEpPTHOM 3ane
«[pyxba» BpsaHckoi
drnapMoHm
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omno3ntop Hwukonam AHgpeeBud PocrnaBel, (1881-1944) 6bin

3amMeTHOM Urypow cpeam pycckux aBaHrapgucTtoB Havana XX Beka. Ero

Ouorpadusi cogepkUT NPoOTUBOPEYMSI, XapaKTepPHbIe AJ1S TOF0 HECMOKONHO-
ro BpemeHun. Pocnasey umen xopollee akagemuyeckoe obpasoBaHune — ABa aun-
noma MockoBCKOW koHcepBaTopuu (ckpunka u csobogHasi komnosuums, 1912).
Ho yxe B 1910-x rogax OH cTan ogHUM 13 HUcnpoBepraTenen TpaguUMOHHON Cu-
CTEMbI My3blKanbHOro MbllneHus. PocnaBeL, M306pEn TEXHUKY «CUHTETakkopaa»
(«cuHTETMYeCKOro akkopaa»), npefnonaratollyd COo3faHUe COYMHEHUsSI Ha Oc-
HOBe psifa 3BYKOB XpPOMaTUYeCKOW raMmbl, KOTOPble MOBTOPSIOTCA B PasfnunyHbIX
Moamndukaumsax (kak B Mernogmnyeckom, Tak u B rapmoHudeckom Buae). OueBngHo
e€ CXOACTBO C LUEHOeproBckon AoaekadoHuel, co3gaBaBLleiics MPUMEPHO B TO
e Bpemsi. OgHako 3ByvaHue My3blki PocnaBua uHoe, — oHa Grnvke K nosgHe-
My CkpsibrvHy 1 BOCnpUHMMAaETCs1 ckopee Kak moguduvkauusi ero ctunmuctukn. O
NPOJOIHKEHUN CKPSAOMHCKOM NMHUM CBUAETENbLCTBYIOT 1 NpeobnagatoLme XaHpbl
TBOp4YecTBa Pocnasua — cumdoHnyeckas (1 ¢ fobaBneHnem BokarnbHbIX FOfI0COB)
1 dopTenuaHHas My3blka, a TakkKe COYMHEHWUS! Ans CTPYHHbIX MHCTPYMEHTOB C
dopTENMAHO N OPKECTPOM, CTPYHHbIE KBapTeTbl (HanoMHuM, 4To Pocnasel, 6bin
ckpunayom). Byoyum nsBecteH kak HoBaTop B My3blke, Pocnasel, Bxoaun B 6nu-
xanwwmin kpyr cnogsuxHukoB K.C. Manesuya, 6bin 3Hakom Takke ¢ [.[. Bypnio-
kom, B.B. MasikoBckum 1 gp.

[o pesontounn Pocnagel, yaaqHo xxeHuncs — ero tectb, A.l1. JlaHrosoi, 6bin Bpa-
YoM, npodpeccopoM MOCKOBCKOro yHMBepcuTeTa, rrmacHbiM MOCKOBCKOW ropof-
CKOW AyMbl, M3BECTHLIM KonnekuuoHepoM. O4eBMAHO, 3TO NMOMOFNO KOMMO3UTOPY
(BbIXOALY W3 NPOBWHLMM) MOBLICUTL CBOWM couMarbHbI cTtatyc. (Bckope OH Bbi-
HyXaeH Obin XpaHWTb B TaviHe 3TOT anu3op cBoel buorpadun.) Pocnasel, 6bin
coumanbHO akTUBHBLIM YEMOBEKOM: B Fofbl PEBOMOLMU U FPaXaaHCKON BOWHBI —
3cepom, NoToM — GonbLueBukom. B 1920-e roabl oH BUICA OQHUM U3 co3paTtenen
1 pykoBoauTenei Accoumaumn COBPEMEHHOW My3bikv (BbICTyMasi, B TOM 4ucrie,
Kak My3blkanbHbIVi KPUTKK) ¥ OGHOBPEMEHHO CRyXuI1 nonuTpeaakTopomM masHoro
penepTyapHoro komuteTa. [lepenioM B >XU3HW KOMMO3WTOpa HacTynun B Hayarne
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1930-x rogoB., Korga OH BbIHYXAEH Obln Ha HECKOMbKO NeT yexaTb M3 MockBbl B
TawkeHT. Mocne Bo3spalueHns (1933) oH cTan MeHee 3aMeTeH B CTOMUYHON My-
3blKanbHOW XM3HW, a BONbLUMHCTBO NMPOU3BEAEHMIN NOCNeaHEro AeCATUNETUS He
ObINN N3BECTHBI HUKOMY KpOMe Brvkaniuero Kpyra Apy3en U 3HaKOMbIX.

B 1921 rogy Pocnagey, Beiwen n3 BKI6, ogHako MHorve ero counHeHuns 1920—
1930-x rogoB oOKa3anuCb MOCBSLLEHbI PEBOMIOLMOHHON W MPOU3BOACTBEHHON
Tematuke. OQHOBPEMEHHO C HUMW CO3[aBarnachb YMCTasi, He CBsi3aHHasi C aKTy-
anbHbIMU MONIUTUYECKMMU COOBLITUSIMW My3biKa, K KOTOPOW OTHOCATCS U ABE €ro
KamepHble cuMmdoHun. Kak MHorve gpyrue coumHenust Pocnasua, KamepHble cum-
POHUUN HEe ObINM HYM UCMOSHEHBI, HU ONyGNMKoBaHbI NPY ero xu3Hu. Vx pykonucu
XPaHWIMCb B MOCKOBCKMX apxvBax M Obinv HavgeHbl Nuwb B KoHue XX Beka. C
3TOr0 BpeMeHn obe OHWM MOCTENEHHO, HO YCTOMYMBO BXOAAT B YMCIO Hambonee
VCMONMHSAEMbIX CUMMOHUYECKUX MPOU3BEOEHUIN PYCCKUX KOMMo3mTopoB 1920-—
1930-x ronos..

CnenyeT yTO4HUTb, YTO OH CaM BKI0Yan B CMCOK CBOMX COYMMHEHWI MULLb OOHY
13 HuX, cosgaHHyto B 1934-1935 rogax (Ty, KOTOpyl celyac 4acTo HasblBalOT
«BTOPOW»). Ha TTYNbHOM NnCTe eé pykonucu, xpaHsiencs B Poccuinckom Haum-
OHanbHOM My3ee My3blkn (paHee — FTLIMMK nmenn M.U. TnnHkm), sHauntea: «Ka-
MepHasa cumdonns ansa 18-tn nHctpymeHTtoB-solo / Symphonie de chambre pour
18 instruments solistes». MpuHATEIE B COBPEMEHHON NpakTUKe Ha3BaHWSA ABYX Ka-
MepHbIX cumdonui Pocnasua nog Homepamun 1 n 2 — ycroBHbl. W BCé xe, NoHu-
Masi 970, Mbl ByeM Nonb30BaTbCs MU B AarNbHENLLEM U3NOXEHUN.

HasBaHve «kamepHasi cUMOHUA», MPUBLIYHOE CIyXY HaLUero COBPEMEHHUKA,
YenoBeky Havana XX Beka AOMKHO ObINo ka3aTbCsl CTPaHHBIM «OKCIOMOPOHOMY:
«C 0fiHON CTOPOHbI — CUMOHUYECKUI MacLLITab pas3BuTUsi <...>, ¢ Apyroi, B Npo-
TuBOBeC “Gonbluoit” cumdoHun XIX Beka, — BeCbMa nakoHU4YHas opma <...>,
HebOomMbLLIOW NCNOMHUTENbLCKWI COCTaB U, rMaBHoe, No-kamepHOMY TOHKO npopabo-
TaHHas My3blkanbHas TkaHb, NpegHasHadYeHHas Ans aHcambns conucToB» (Bna-
cosa H.O. TeopuyecTBo ApHornbaa LLIéHBepra. M., 2007. C. 143). MNapagokcansHoe
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crnoBocoYeTaHne BrnepBble NOSIBUIOCh Ha TUTYNe 3HaMmeHuTon KamepHon cumdo-
Hum op. 9 (1906) ApHonbaa LLIEéHBepra. Pocnasel, ctan ogHUM U3 MEPBbIX, KTO
nosTopwun ero. [lo Hero 6bin ®paHy LWpekep, noaxe — Moucewn BanH6epr, Mapuun
Monos., Bopwc Yankosckuii 1 apyrue.

amepHas cuMdoHusa Ne 1 (1926), pykonuck KOTOpOIt XpaHUTCS B apxu-

Be PIAJTN, ocTtanack B Buae HesaBepLUEHHOTO knaBsmpa. B 1989 rogy e€ go-

COuYMHUN 1 opKkecTpoBan komno3untop Anekcanap PackatoB. VI opkecTpoBbI
Konoput (B cosfgaHuy KoToporo Oomnbluoe 3HaveHue y PackatoBa npuobpetatot
yAApHblE VHCTPYMEHTbI 1 apda), 1 BbIbop conmcToB, n 6anaHc B UX COYETaHu-
AX, U AOMUCAHHAsA MM KOfa HaCTONMbKO BaXKHbl A oOLiero BneyaTneHus oT 3ToMn
My3blKK, YTO pefakTopa 6bino 6bl NpaBunbHee cunTaTe coaBTopoM. B peaakumn
PackatoBa KamepHasi cumgpoHnst Ne 1 npuobpena LenbHOCTb U 3aBepLUEHHOCTb,
XOTSl €€ OKOHYaHWE M OTNINYAETCS OT aKTUBHbIX U «KPELLEHAVPYIOLMXY (B 9TOM —
6nnsknx CkpsibuHy) 3aBeplueHuin OOoNnbLUMHCTBA CUMMOHUYECKUX COYUHEHUI
Pocnasua.

OpHoyactHaa KamepHast cumdonuss Ne 1 makoHuuHa (MpoaormKWUTEeNbHOCTb —
13-14 MuHyT). B €€ ocHoBe — coHaTHas hopma C onpeaeneHHO BbIPaXXeHHbIM TO-
HarnbHbIM LEHTPOM C, C OMOPOM Ha AOMMHAHTOBbLIA g B MOOOYHONM NapTum (Corno
aHIMUIACKOTO PoXKa U Tpybbl) U C €€ TPaAULIMOHHBIM NMEPEHOCOM B OCHOBHYHO TO-
HanbHOCTb B pernpwuse. [IBykpaTHOe BO3BpaLLEHUe MPU3bIBHOW KBapTOBOW TEMbI
BCTYMNMEHWS C COMO BanToOpH (Nepea penpuson U KOJoW) MapkUpyeT rpaHnLibl pas-
nenoB gopmbl. B Havane cvMMOHNM MOXHO HamTn NposiBNeHne «upmMmeHHon»
Ans Pocnasua TEXHUKN «CMHTETaKkopAa», HO BMOCMEACTBUM KOMMO3UTOP He npu-
nepxuBaeTca eé nocnegosaTtenbHO. [po3padyHoCcTb hakTypbl, penbedHOCTb U
APKOCTb Tematusma (6e3ycrnoBHO — CKPSAGUHCKON 3TUMOSIOrnmM), YETKOCTb rpaHuL
Mexay pasgenamu, onpefensieMas Lesypamu, — BC€ a1o genaeT KamepHyto cum-
doHno Ne 1 ogHMM 13 cambix MPOCTBIX ANS COBPEMEHHOIO BOCMPUATUSA COYMHE-
Hun Pocnasua.
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OTOMY BO MHOTOM CMOCOGCTBYET KOHCTPYKTUBUCTCKU SICHOE CTPOEHME TEMbI rnaB-
HoOW napTuu (Ha4ano ¢ corno ¢arota), B OCHOBE KOTOPOMN — YETbIPEX3BYYHbBIA MO-
TUB OMEeBaHUS C YMEHbLUEHHOW Tepuwuen (BapuaHT 3HameHuTon Tembl BACH).
Putmunyeckoe, dakTypHoe, nonmdoHnyeckoe, TeMOpoBoe BapblpoOBaHWE TeMbl
rMaBHOM NapTuW, eé MHOrOYUCIEHHbIE M3bICKaHHbIe TpaHcdopmaumu, npeobna-
[atoT No BPEMEHWN Haf, OCTallbHbIM TEMATU3MOM CUMOHUN.

Tema rmaBHOM NapTMm cMMEOHUN 0bnagaeT HeobbIYHBbIM AN My3blKM «PYCCKOro
LLIéHBepra» n npuBnekaTenbHbIM CBOMCTBOM: C CaMOro Hayarna oHa MPOHMKHYTa
BanbCOBOCTbI0. BanbCoOBOCTbL NPOSIBMSAETCH YTOHYEHHO, CO MHOXXECTBOM Bblpasu-
TeNbHbIX OTTEHKOB, BMJOTb 4O COMPOBOXAEHMUS «TpaypHbIMU» KOMOKONaMu B JO-
CoumHéHHom AnekcanHapom PackatoBbiM koge. CodeTaHne HarnsigHOro KOHCTPYK-
TMBM3Ma B CTPOEHUUN U PA3BUTUM ITON TEMbI U €€ BO3BbLILLEHHOIO POMaHTUYECKO-
ro 3By4YaHUsi BOCMPUMHUMAETCS1 Kak MPOsIBIIEHNE CBOEro pofaa WHAMBMAYAINbHOro
3ambicna PocnaBua. B3aumocBsa3b pOMaHTUYECKUX Y KOHCTPYKTUBUCTKMX YepT B
3TOW My3blKe MO3BOSSIET CPABHUTL €€ Y C OAHOUMEHHBIM CounHeHneMm LLIEHGepra.

amepHas cuMpoHnss Ne 2 (1934-1935) sHauutensHo macluTabHee
npegpiayen. 3To YeTbIPEXHYACTHBIA COHATHO-CUMAOHUYECKUIA LMK, Ansi-
wuca 55-56 muHyT. OH HacnepgyeT knaccuveckum obpasuam: CoHaTHoe
llegro ¢ mepneHHbIM BCTynnenvem, Adagio, ckepuo n duHan (C oTrosiockamm
TeM npedblaywnx yacten). CoctaB — Marnbin OPKeCTp, B KOTOPOM BCE UCMOMHUTE-
X — COnUCTbI (YABOEHbI TOMNBKO BanTOpHbI). [pucyTCTBYOLLIEE B OpKECTpe dhopTe-
NMaHo 3aMeTHee BCEro BO BTOPOW 4acTu, FAe Y HEro ecTb HECKOSbKO COMo Hamo-
nobve kageHUMn B KOHUepTe.

Ecnu B nepBoii 13 KamepHbix cumdoHuin PocnasLa KOHKPETHOE CXOACTBO C LUEH-
6eproBckM Npoo6pa3oM HEOYEBUAHO, TO BTOpasi ABHO AEMOHCTPUPYET 6rmM3ocTb
emy. O LLénbepre HanOMMHAET BOCXOASALLMIA KBAPTOBbLIN XO4, U MYHKTUPHBIA PUTM
3HeprnyHonm Tembl 1 yacTtu (Largo ma non troppo; Allegro risoluto). OHa siBnsietca
30eCb OCHOBOW Kak BCTYMMEHUs], Tak U rmaBHON napTuu, npuobpetas B Allegro xa-
paKkTep 3HEPru4yHOro MapLLEeBOro ABUXEHNS. V13 BCTynneHns npomMcxoauT v nupu-
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yeckasi Tema nobovHon napTum (cono knapHeta, G-dur). [JuaToHWKON, NepemMeH-
HbIM METPOM OHa BOCXOAMWT K PYCCKOW NECEHHOCTU M AaXe HanpsiMytlo — K 3HaMme-
HUTON necHe Jobalum n3 «Llapckor HeBecTbl» H.A. Pumckoro-Kopcakosa. /I Tema
rnmaBHOM, U TeMa NOOOYHOM NapTUM CTAHOBSITCA CKBO3HbIMU B cuMdoHUKN Pocnas-
La, BO3Bpallasicb B nocreayrwmux vyactax. B paspaboTke oLyTUM KOHCTPYKTM-
BUCTCKUIA TUMN MbIWNeHUs. Ero BblpaxkeHMem CTaHOBUTCS MOMMOCTUHATO (MaTepu-
an Aons pasBUTWS, B OCHOBHOM, — TEMa [NaBHOW MapTWMU, Mernoausi NoGoYHoW y
OYXOBbIX — OT KnapHeTta o TpybObl — 3By4YMT Kak KOHTpanyHKT K Hel). B penpuse
pasgen nobo4HON napTuM paclumpeH n obpasyeT NMpUYecKyto KynbMuHauuio (Te-
nepb OHa 3BYYMT B OCHOBHOM TOHE — C). QHepruyHas koga Ha matepuane obeunx
TEeM C TPaAWLMOHHOW UTOXaLLEN Urypor Knaccuieckon My3biki — GECKOHEYHbIM
KaHOHOM — 3aBepLUaeT pasBuTHe.

Bropasi yactb (Adagio) 6nv3ka HOKTIOpHY. PaspexxeHHbIVi BO3ayx eé XpoMaTuampo-
BaHHbIX YTOHYEHHbIX TEM CPOAHU TauHCTBEHHOW nensaxHon Mysbike A.K. Jlsgosa
n nosgHero H.A. Pumckoro-KopcakoBa (BO BCTYMNEHWM — C NiEMEHTaMun «Kopca-
KOBCKOro» CUMMETPUYHOIO nafa). 3a opueHTarnbHbIMKU AuarnoramMmv OyXOBbIX BO
BCTYNMNEHUN MOSBMSAETCS 3KCMPECCUBHAs XpoOMaTu3MpoBaHHas Tema OCHOBHOIO
pasgena, NocTeneHHo 3axBaTblBarllas U CTPyHHble. Pa3BuTne ctpoutcsl Ha eé
BapbMpOBaHNM U BOMHOOOPA3HOM YBENWYEHUN W YMEHbLUEHWW MIOTHOCTU eé
daKTypbl OT MHOFOTOMOCHbBIX MMUTALMIA 0 COMO — HO BCE BpeMs C npeobnagaHu-
€M NpUrnyLIEHHOro, KaMepHOro 3By4YaHusi. Bo3BpalleHne TeMbl BCTynneHust 06o-
3Ha4aeT rpaHuLbl TPEXYaAcTHOW hopMbl U cOo3aaET oOpamneHne Bee YacTu.

BblpasutenbHbIi KOHTPACT NpefLecTBytolemMy co3fgaéT TpeTbsa yvacTb (Scherzo,
Allegro molto vivace) — perpetuum mobile, B npo3payHoit hakType KOToporo yragbl-
BalOTCA OBWXEHUS NAA0BCKON «KMKMMOPBI», HO C HOBLIMU KOHCTPYKTUBWCTCKAMM
akueHTamu. CosepuartenbHas nuprka cpefiHero pasgena — Tp1o ¢ coso robosi B Ha-
yane (Alla breve. Allegretto non troppo; semplice) HanomuHaeT 06 A.l. BopoauHe.

duHan (Lentoso; Allegro non troppo, energico) Ha4uMHaeTcs Mo4YTn No-GeTXOBEH-
CKWN — peYnTaTMBHBIMU hpasaMmn HU3KUX CTPYHHbIX, NOCHE KOTOPbIX HANOMWUHAIOT-
€S 1 pa3BUBAIOTCSA TEMbI U3 NEPBOV U BTOPOW YacTen cumdoHmn. OCHOBOW COHaT-
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Horo Allegro dmHana nsbupaetcs Tema U3 BTOpoW Yactu, npuobpeTatowiasi B 6bl-
CTPOM TeMMe 1 NIOTHOM 3ByYaHuu tutti 6eCnoKoHbIN, BO3OYXAEHHbBIN XapaKTep.
Kak n B coHaTHOW ¢hopme nepBor yacTu, TeMa noboYHON napTum 34echb nmpude-
CKOrO HaKITOHEHUsI (COMNO AyXOBbIX — robosi, KnapHeTa, BanTopHbl 1 Ap.). OHa cpa-
3y ApamMaTtusmpyeTcsi, — Np1 3TOM BaXXHO MMWUTALMOHHOE pa3BuTue (B TOM uucne,
coyeTaHne BapuaHTOB TEMbl B MEepBOHaYanbHOM pUTME U yBenudeHun). Bmecto
pa3pabotku 3ByunT anmsop (Listesso tempo; Lirico ed agevolmente), okpalueH-
HbI TENNbIMKM TeMBpamu rpynnbl CTPYHHbIX. [JanbHellee pa3BuTne CoOOTBETCTBY-
eT TPaAMLMOHHON CXeMe CoHaTHoW copMbl, a 06e eé Tembl conukaer nateTnye-
CKUI SMOLMOHArbHbIN TOH.

Mpn MHOrMx pas3nuumsax B macwrtabe Lenoro n xapaktepe Tematusma obe Ka-
MepHble cuMdoHMM PocnaBsua cxodHbl mexay cobon. CoBnagaer Mx OCHOBHOW
TOH — C (BO BTOpOW 13 cuMdoHuin — c-moll). PogctBeHHa 1 HekoTopas cTUnncTuye-
ckasi ABOMNCTBEHHOCTb: BO BTOPOW pOMaHTUYecKas 3ByKOBas «J1eKCcuKka» Toxe npe-
obragaet, HO KpyXallascsa TeMa CKepLo CKopee «KOHCTPYKTUBMCTCKOrO» TorKa.

Bnun3kn Takke ACHOCTb, KNacCUYHOCTb 3ambicria 06enx, ApKOCTb U KOHTPACTHOCTb
nx Tematmuama. O6 aTux kavectBax KamepHon cumdoHmnm Ne 2 rosopun H.A. Msic-
KOBCKMI, OTMeYast, 4YTO OHa «BbIFOAHO OTMNYAETCA» OT MHOMMX COYUHEHWUNA
Pocnasua «6onee npo3payHoi dakTypon n 6onbLuen YETKOCTbIO U BbipasuTenb-
HOCTbIO TemaTuyeckoro matepvana» (umut. no: J/lobaHoea M.H. Hukonan AHgpee-
Bu4 Pocnasel 1 kynbtypa ero Bpemenun. Cl16., 2011. C. 343). He cnyyaiiHo cum-
hoHMsa HpaBunacb MACKOBCKOMY, — MO CyTU [iena, OHa POACTBEHHA ero cobCTBeH-
HbIM NPOU3BEAEHNAM B 3TOM XaHpe.

Bbixog gucka ¢ 3anucsiMu AByX KamepHbIx cumdpoHui Pocnasua — cobbiTue 3Ha-
koBoe anst «CTyaum HoBoW My3blkny. OgHuM 13 nepsbix — B 1994 rogy — Konnek-
TMB cbirpan KamepHyto cumdonmio Ne 1. B 2002 rogy aHcambnb «CTyaust HOBOM
MY3bIKM» OCYLLECTBMI MUPOBYIO NpeMbepy KamepHon cumdoHun Ne 2 B BpsiHcke.
Mo3gHee 06e cMOHMN NOABNSANMUCH B KOHLEPTHbIX Nporpammax « CTyamm HoBON
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My3blku». VX ncnonHeHne Hapsify ¢ COMMHEHUSIMU HbIHE 34PABCTBYHOLLMX KOMMO-
3UTOPOB CUMMBONMU3UPYET CBSA3b PYCCKOro My3blKanbHOrO aBaHrapga Hadana XX
BEKa C BEKOM HbIHELWHUM — XXI-M.

Onecs bobpuk

O KamepHou cumdoHumn ansa 18 MHCTpYMEHTOB COno

yApba KamepHon cumdonun ans 18 mHcTpymeHToB Hukonas Pocnasua

crnoxunacb BecbMa Agpamatudeckn. HecMoTpsi Ha BbICOKYHO OLIEHKY U pe-

KOMEHAAUMI0 K UCMOMHEHNo, AaHHyl Hukonaem MsckoBckum cpasy xe
nocne e€ Hanucaxusi, CumdoHnsi Tak 1 He Oblna UCNoNHeHa, a napTuTypa 3aTe-
psinacb B apxuBax No4vTu Ha cemb gecatuneTtvin. Jiuwb B Havane 2000-x eé obHa-
pyxun B apxvuee My3es My3bikanbHOW KynbsTypbl M. M.A. TMunHKM 3amevaTtenbHbin
vcenegoBarenb U NponaraHancT paHHero pycckoro aBaHrapga Mapk bBenogy6pos-
ckun. OB 3TON CeHCaUMOHHON HaxofKe OH pacckasan MHe. B a1o TpyaHo 6bino
NMoBEpUTb — MIOXOHbKAs KCEPOKOMMSA MaHyCcKpunTa npeactaensna cobon HoTbl
MONHOCTbLI 3aKOHYEHHOW NATUAECATUMUHYTHOW KamepHon cumdoHun MacTepa,
KoTopas cunTtanacb 6e3Bo3BpaTHO yTpaveHHon! B HkHEeM npaBoMm yrny Kaxaomn
CTpaHuMUbl NapTUTYypbl KpacoBarncs (UPMEHHbIN BeH3enb Hukonasi Pocnasua —
nepenneTéHHble natuHckme bykebl N 1 R. MHcTpymeHTanbHbIn cocta CumdoHun
B TOYHOCTM COOTBETCTBOBAN hopmary aHcambnsa «CTyans HOBOW My3bIKu», Ka3a-
N0Cb, 3TO COYMHEHMe BbINIo AN Hac HanMcaHo M NULLb XAarno cBoero yaca. Ham
OoCTaBanocb TOMbKO pacnucaTtb OPKECTPOBble roroca 3TOW NapTUTypbl, HO 3TO
«TOMbKO» Ha HEKOTOPOE BPEeMsi CTano 3arBO3AKON — MaHyCKpUNT coaeparn OKomo
[BYXCOT CTpaHuWL, U pacnucbiBaHne NapTuii C NapanmnenbHON NPOBEPKON BO3MOX-
HbIX OMMCOK NPEACTaBMANO COOOW OrPOMHYI0 paboTy.
K coxaneHuto, Toraa Ham He ydanocb HaWTW Ha 3TO HUKako PUHAHCOBOW NOA-
[EPXKN — HN CO CTOPOHbI MMHUCTEPCTBA KynbTYpbl, HA CO CTOPOHbI YAaCTHbLIX CTPYK-
Typ. Kak pa3 B TOT nepuog Mbl Benu NeperoBopbl C opraHn3aTopaMu nporpaMmel
loga poccuiickor KyneTypbl B FepMaHMm 1, KOHEYHO, HEMELIKME KypaTopbl cpasy
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e yXBaTUIUCh 32 BbICKa3aHHy0 MHOM Maeto McnonHute CrumdoHuio B BepnvHe.
WX uHTepecoBana, KOHeYHO, B NepByl0 ovepenb, MMpoBasi NpeMbepa. MNnollaaka
Ans BeicTynneHuin «Ctyauuy» Bbina npegocTasneHa camasi «rpomkasty — Kamep-
HbIl 32 BepruHcKo rnapMoHumn 1, pasymeeTcs, Bomnpoc, o6 onnarte Takux Tex-
HUYECKMX BOMPOCOB, Kak pacrnucbiBaHWe napTuii, peluancs aBToMaTuyecku.

Ho Mmbl xoTenn npoBecT npembepy HenpemeHHo B Poccuu. Mopnepkky B 9TOM
HaM okasan MexayHapoaHbIi (hecTmBarnb COBPEMEHHOIO MCKycCTBa M. Hukonas
PocnaBua n Hayma Ma6o, KoTopbIi MpoXogun Kak pas Ha poguHe 3TUX BENUKUX
nepsonpoxofueB — B bpsaHcke. BooxHoBuTenem aTtoro dectnBans Obin Bcé TOT
e HeyTOMUMBI 3HTy3nacT Mapk Benogy6posckuin. imeHHo Tam, B BpsiHcke, Ha
poavHe KOMMo3uTopa, B KOHLeEpTHOM 3ane «[pyxba» BpsiHckon dwunapmMoHum
23 mapta 2002 roga aHcambnb «CTyaus HOBOW My3bIkv» nof ynpasneHvem Wro-
pst [lpoHoBa MpPOBEN MpeMbepHOE WCMOfIHEHME 3TOr0 3aMeyaTeNlbHOro COYMHe-
HWS, cyabba KOTOpPOro okasanacb Tak TECHO MepensieTEHHON C UCTOpUEN CBOeW
ctpaHbl. C Tex nop CumdoHus He pa3 ucnonHsinacb B Mockee, €€ eqUHCTBEHHbLIM
poccuiickuM ncnomnHuTenem BoT yxe 20 net octaércsa «CTyanst HOBoW My3blku». B
Poccun CumdpoHus 3anvceiBaeTcst Bnepsble.

Bnadumup TapHomnonbckuli

YBrNeyéHHbIV naeen BBeAeHNS B Xy[AOXECTBEHHYIO NPaKTVKy COMMHEHWI Hukonas
Pocnasua, npuyém no BO3MOXHOCTU C NMpeMbepamu B BpsHcke, 8 HeogHOKpaTHO
nelTancs Hantu ero «KamepHyto cumdoHuto» 1934 roga — couMHeHue, NosyyvmB-
Liee BbICOKYO OLleHKy Hukonas MsickoBCKOro — KOMMo3uTopa, Ha3biBaemoro my-
3blkanbHOW coBecTblo MockBbl. [1ouck B cambiX pa3nuyHbIX apXmBax AOCTYMHbIX
MHe (B ToM Yucne u B F[LUMMK nm. M.W. IMuHkn) He gan Hukakux pesynesratos. Ho
BOT CMyCTS HECKOMbKO JET MOCfie U3BECTHOro Pes3ko BCMbIXHYBLUEro obLlecTBeH-
HOro MHTepeca K NMYHOCTU 1 My3blke PocnaBua, MHe 3axoTenoch eLé pas npu-
KOCHYTbCSl K HEKOTOPbIM €LUE He M3OaHHbIM CTPaHWULAM €ro COYMHEHWN, XpaHs-
wmxcs B Tom xe MUMMK um. M.U. TnuHkn.
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CumdpoHus nosisunacb kak Deus ex machina. OHa cTosina B KapToTeke, KOTOpYto
yXKe HecKomnbKo pa3 mpocmatpuBan s v Apyrve uccriefoatenu. Xopoluasi co-
XPaHHOCTb KapaHAaLlHOW NapTUTYpbl Aana BO3MOXHOCTb (Mocne ocHOBaTeNbHON
KOMMbIOTEPHOW NpaBKW) UCNOMNHeHWs eé Ha decTmane. 310, NO-BUAMMOMY, OLHO
13 nyymx codmHeHnn Hukonas Pocnasua TBopyeckoro nepuoga 30-x rogos. [y-
Mato, 3TO NoAapokK 1 BCeM HaM, U BCEMY My3blKarlbHOMY MUPY.

Mapk benodybposckuli

AHcambnb conucToB
CTYOANA HOBOW MY3bIKA

AHcambnb conucTtoB CTyaus HOBOW My3blkM — BeAyLMiA POCCUIACKUIA aHCcambib
COBpPEMEHHOM My3bikn — ocHoBaH B 1993 rogy B MOCKOBCKOW KOHCepBaTopuu
komnosnTopom Brnagnmupom TapHononbckum, gupwképom Wropem [dpoHoBbIM 1
Mmy3blkoBeiom AnekcaHapom CokonoBbiM. B penepTtyape konnekTnBa npaktuye-
CKV BCSl KaMepHasi U kamepHo-opkecTpoBas My3bika XX—XX| BeKoB: OT paHHero
pycCKOro aBaHrapga v 3anagHoro MOAEPHM3Ma U [0 COYMHEHWU, HanuCaHHbIX B
nocnepHvie rogpel. 3a 28 net CTyausa UCMOMHWIA OKOMO MOoyTopa ThiCSY pOCCUNA-
CKMX MPeMbep BeAYyLLUMX COBPEMEHHbBIX KOMMO3UTOPOB, B TOM Yncne 6onee CoTHU
KOHLIEPTOB-MOPTPETOB U COYMHEHWS B XaHpe HOBOrO My3blkarnbHOro Teatpa. Exe-
roAHO aHcamMbrib UCMOMHSAET okoro 60 HOBBIX MporpamMm.

KoHueptbl CTyaMn HOBOW My3bIKM MPOXOAWMN Ha TakuxX W3BECTHbIX MroLiagkax
kak bepnuHckas dunapmonHua n BeHcku KoHueptxayc, napwxkckun Cité de la
Musique n BeHeunaHckumn Teatp ManubpaH, MockoBckas n CaHkT-lNeTtepbyprckas
dpunapmorum, bonbLuon 3an MockoBcKoOn koHcepBaTopun 1 ap. AHCambnb Heoa-
HOKPaTHO BbICTynan C COBMECTHbIMU KoHLUepTamu ¢ Ensemble Modern, my3auupn-
posan ¢ Schoenberg Ensemble n Klangforum Wien. Ctyous Takxe perynsipHo
ractponupyeT no pernoHam Poccuun.
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CneuvanbHo ana CTygum nucanu Takue KOMMno3uTopbl kak MaapTeH AnbreHa,
Opuin BopoHuoB, AnekcaHap ByctuH, PomaH lNepeHes, ®apagx Kapaes, HOpuii
Kacnapos, Uropb Kedannan, MaptanH Maggutr, Jlyuc HaoH, 3HHO Monne, Poa-
xep Pegrent, Bnagumup TapHononbckun, WeaH ®epene, Hukonayc A. Xybep,
Xepap LuHHcTar n mHorne gpyrue.

Ocoboe BHMMaHME My3blkaHTbl aHCaMOns yaensoT pa3HoobpasHOMyY COTpyaHUYe-
CTBY C MOIOAbIMM KOMMO3UTOPaMu — 3aKa3y HOBbIX COMMHEHWI, NPOBEAEHMIO NEK-
LM, MacTep-KraccoB, KOHKypcoB (MexayHapoaHbli KOHKYPC MOMOAbIX KOMMO3u-
TopoB nmeHu . FOpreHcoHa, MexayHapoaHbIi KOHKYPC MOogblX KOMMNO3UTOPOB
«HoBble knaccukn», Bcepoccuinckne ceMmHapbl MO UCMONHUTENbCKUM TEXHUKAM).

CTyOusi HOBOW My3blKU PETYNSIPHO MPOBOAUT MacTep-Knacchbl B PasnuyHbIX KOH-
CepBaTopusiX MMpa, OPraHN30BbLIBAET CMELNPOEKTLI B YHUBEPCUTETAX, B TOM YNC-
ne B Okcdopackom, boctoHckom u Mapsapackom. CTyausi SBNsSeTCA NepBbiM U
Ha CerofHsi eAMHCTBEHHbIM POCCUMACKUM KOMMEKTMBOM, NPUrMaLLEHHbIM Ha Mex-
[AyHapopHble Kypcbl HOBOW My3blkv B [lapMwitaaTte v Ha BeHeunaHckyto GueHHane
COBPEMEHHOIO UCKYCCTBa.

OanH M3 BaXHbIX BEKTOPOB AESTeNbHOCTM aHcambnsa — MeXaucLMnnnHapHoe
B3aumMogencTeme. CTyaus COTPyAHWYAET C KPYMHEMLWMMN KyNbTYPHLIMU OpraHu-
3auusamun: MyasbikanbHelM Teatpom um. K.C. Ctanucnasckoro n Bn.. Hemuposu-
Ya-JaH4yeHko, LieHTpom um. Be. Meriepxonbaa, dectnsanamm «NET — HoBbii eB-
ponewickuin Teatp» n « TERRUTOPUA», TMUN nm. A.C. MNywwknHa, TpeTbAKOBCKON
ranepeen, LleHTpom unckycctsa Mapax, MOCKOBCKMM My3eem COBPEMEHHOro WC-
KyccTBa, MockoBckov 6ueHHane, EBpenckuMm Mmyseem v LIEeHTPOM TONepaHTHOCTH,
«lMpemunen KanguHckoro» n ap.

CTyaust HoBOW My3blku ABnsieTcst 6a3oBbIM aHcambnem LieHTpa coBpeMeHHon My-
3blkn MOCKOBCKOW KOHCepBaTopumn 1 MexayHapogHoro dectuBans CoBpeMEHHON
My3blki « MOCKOBCKUIA CHOpyM».
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SMCCD 0302 DDD/STEREO
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. TT: 66.45
HUKOJTAU POCIABELl (1881-1944)

KamepHas cumdoHuns Ne 1 (1926)
BasepweHue, pedakyusi u uHcmpymeHmoska A. Packamosa (1989). . .14.39

KamepHas cumdonuns Ne 2 (1934-1935)

1. Largo ma non troppo —Allegrorisoluto . . . ... ........ ... ... 11.18
2. A0AGI0 . . e 16.48
3. Scherzo (Allegromolto vivace) . .. ... 9.16
4. Finale (Lentoso — Allegro non troppo, energico) . . .. ............. 14.36

AHcambnb «CTyausi HOBOW My3bIKU»

MapuHa Py6uHwTenH, cdneiita, dpnenta-nnkkono (, ). Manuka MyxutamHoBa,
cnenta-nmkkono . AnacTacusa TabaHkoBa, ro6ow, aHrMUACKUIA POXKOK (. Amunb
MupocnaBckum, ro6oin (). AHHa BopucoBa, aHIMUICKNiA POXXOK (. Hukuta Aracpbo-
HOB, KNapHEeT, KNapHeT-NMKKomno, 6ac-knapHeT (, . Cepre#t CTpULLEHKO, KNapHeT-
NVKKONOo (. Wrnat KpacukoB, knapHeT (. CraHucnaB KaTeHuH, cdarot ( .
Cepre# 'palueHkoB, KOHTpadarotT . Banepwui XKaBopoHKoB, BanTtopHa (| .
Cepreni BacbkoBuY, BantopHa (, . Hukonain KameHeB, Tpy6a (- .
Mwuxaun OneHeB, TPOMOOH . AHapen BUHHULKUIA, yoapHble (. Bnagumup Te-
pexoB, yaapHble (. MoHa Xab6a, dopTenuaHo (, . AHnacTtacus AndépoBa,
apda . CrtaHucnaB ManbiweB, ckpunka ( . EkaTtepuHa ®omuukas, ckpun-
Ka (, . EkatepuHa MapkoBa, anst ( ). Onbra ManoykuHa, BUOMOHYENb
, . Cepren KapauyH, koHTpabac (). Ipuropum KpoTteHko, koHTpabac (.
Oupwxép Uropb ipoHoB

XyOoxeCcTBEHHbIN pykoBoauTens Bnagumup TapHononbckum

3anucaHo B bonbLuom 3ane MockoBCKoi rocyapCTBEHHON KOHCepBaTopum

um. MN.N. Yaiikosckoro B Hosibpe 2017 roga

3Bykopexuccép: Mmuxaun Cnacckuin. NxeHep: AHTOH BylumHckuia. AnsanH: Anekcen
Huctok. cnonHuteneHbin npoatcep: EBrennii NMnatoHos

© & ® P 2021 MockoBckas rocynapcTBeHHasi koHcepsaTopus um. IN./. Yaiikosckoro
Bce npaBa 3awmieHbl
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