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poser, musicologist, teacher, social and musical figure, is rightfully consi-
dered one of the classics of domestic music of the second half of the twen-
tieth century.

Edison Denisov (April 6, 1929, Tomsk — November 24, 1996, Paris), a com-

He was born into the family of a radio physicist. As a child, he independently learnt
to play several folk instruments. In 1950, he finished a local music college as a
pianist. In 1951, he graduated from the mechanics and mathematics faculty of
Tomsk University. His correspondence with Dmitri Shostakovich, who approved
the works of the aspiring composer, played a decisive part in the fate of Denisov.
In 1951, he entered the Moscow Conservatory to study with Vissarion Shebalin.
In 1956, he graduated from the conservatory and in 1959 completed his gradu-
ate course. When a student, he began to take an interest in contemporary music,
organized listening sessions of works that were rarely or not performed at that
time, studied the composing techniques of Anton Webern, Pierre Boulez, Luigi
Nono and others. As a result, he abruptly changed his creative reference points
and for some time completely deserted the basics of tonal thinking. He was look-
ing for new means of expression, especially in the area of timbres. In the 1960s,
Denisov’s first ‘avant-garde’ works — the cantata The Sun of the Incas, the vocal
and instrumental cycle Lamentations, and others received an extremely critical re-
sponse in contemporary musical quarters. That was the beginning of a long period
without performances but with scathing critical attacks in the press, including all
sorts of ‘punitive actions’ (such as the failed attempt to dismiss Denisov from the
Moscow Conservatory after the publication of his article “New Technique Is No
Fashion” in 1966).

At the same time, the composer’ music was earning interest in the West. His
works were constantly performed at music festivals in Warsaw, Zagreb, Paris, etc.
The cantata The Sun of the Incas performed by Bruno Maderna and then Boulez
was especially successful. In the mid-1970s, Denisov was a recognized master. In
1980, a triumphant premiere of his Requiem set to the verses of Francisco Tanzer
took place in in Hamburg. In 1986, his opera L'’écume des jours (The Foam of



Days) that brought the composer the title of Officer of the French Order of the Arts
and the Letters was premiered in Paris. In 1984, the premiere of the ballet Con-
fession based on the novel by Alfred de Musset took place in Tallinn. In 1985, the
composer’s first recital was performed in Moscow.

The last period of the composer’s life was associated with Paris where, in 1994,
he underwent medical treatment after a car accident. After returning to his creative
activities, he attended the premieres of his works and continued to teach his stu-
dents. In 1995, he completed Lazarus, or the Celebration of the Resurrection, a
religious drama by Franz Schubert. In his last years, he wrote Symphony No. 2 for
grand orchestra, Concerto for flute, harp and orchestra, and Trio for flute, bassoon
and piano. In 1993, he reconstructed and orchestrated Rodrigue et Chimene, an
unfinished opera by Claude Debussy.

From 1959, he taught at the Moscow Conservatory: first, musical and theoreti-
cal disciplines, then instrumentation and score reading. He introduced his stu-
dents not only to the masterpieces of the great classics, but also to unknown
works of contemporary music. Yuri Kasparov, Sergei Pavlenko, Dmitri Smirnov,
Ivan Sokolov, Vladimir Tarnopolski and Elena Firsova were among his students.
Denisov was invited to the department of composition only after the onset of the
period of Perestroika. For a number of years, he organized series of concerts “Mu-
sic of the 20th Century” and “New Works of Moscow Composers” at the Moscow
House of Composers.

Galina Grigorieva

Edison Denisov’s vast creative legacy covers almost all genres, from large-scale
symphonic works and scores for musical theater to solo pieces and applied music.
His chamber compositions take pride of place as they were in the center of the
creative interests of the young composers who created the avant-garde art of the
1960s. Music for various ensembles, with a solo instrument or voice, was a sign of
the time. Its importance did not diminish even later: the refined writing and timbre
ingenuity were identified as a generic property of Denisov’s style. It is only natural



that his chamber opuses have taken an honorable place in the repertoire of the
ensembles of soloists Studio for New Music, a collective whose intensive activities
are entirely devoted to the promotion of contemporary art.

The composer considered the cantata The Sun of the Incas (1964), the earliest
of the compositions presented on the album, his first mature opus. The world pre-
miere took place in Leningrad on November 30, 1964 under the baton of Gennady
Rozhdestvensky (soloist Lidia Davydova), and a year later, The Sun of the Incas
was performed at the summer festival in Darmstadt and then in Paris (conducted
by Bruno Maderna). That was the beginning of international recognition of not only
Denisov’s music, but also the new Soviet avant-garde. The instrumental lineup of
the cantata is uniquely individual: the ensemble consists of the flute, oboe, clari-
net, French horn, trumpet, two pianos, percussions, violin and cello. The cycle is
based on the juxtaposition of short instrumental and more detailed vocal parts.
The growing drama leading to an explosion in the fifth movement is resolved in the
final nursery rhyme, fragile and slightly mysterious. At the end of it, the instrumen-
talists respond to the singer’s phrases with an echo recitation: according to the
composer, it should sound like a “voice detached in terms of timbre” from another
world.

After the premiere performance, The Sun of the Incas disappeared for a long time
from the Soviet concert venues. However, Denisov began to receive proposals
from abroad. This is how Romantic Music (1968) commissioned by Heinz Hol-
liger, a Swiss oboist, composer and conductor, and his wife Ursula, a harpist, was
created. For them, Denisov wrote a one-movement chamber concerto accompa-
nied by a string trio. The continuous composition opens with a virtuoso oboe ca-
dence in the manner of an improvisation monologue: this tone of presentation is
preserved throughout the piece. The linear motion of the virtuosic oboe cantilena
with the harp intro acquires depth and spatial perspective. The romantic tone of
the music unfolds in a rich palette of expression that reaches dramatic heights in
the culmination zone.



Denisov wrote the piece DSCH (1969) for clarinet, trombone, cello and piano
at the request of the Polish composer and pianist Zygmunt Krauze, the leader
of the ensemble Warsztat Muzyczny (Musical Workshop), who played the world
premiere at the Warsaw Autumn Festival. Denisov’'s DSCH is a musical tribute to
Dmitri Shostakovich, a sign of gratitude to his senior colleague who supported the
composer at the beginning of his professional career and did not leave Denisov
without his friendly attention afterwards. Denisov was the first to turn to Shosta-
kovich’s intonational ‘self-portrait’ — to his monogram (countless opuses of the kind
appeared later on). The DSCH motif (D — E flat — C — B natural) formed the basis
of the serial composition, which, according to Denisov, Shostakovich took a keen
interest in (he asked for the score and recording of the work).

The rest of the opuses on the album were written a quarter of a century later, in
the last two years of Edison Denisov’s life.

By that time, his instrumental writing acquired the properties of classical complete-
ness and perfection. Denisov was easily recognizable in each new opus, but sty-
listic constancy did not mean self-repetition. Chamber Symphony No. 2 (1994)
became a brilliant example of a pioneering artistic solution. The character of this
one-movement piece is determined by a variety of sonoric elements that come
from other Denisov’s opuses — swiftly rising and falling vortex patterns, trill-like
figures, repetitions of the brass instruments, timbre colors of the ensemble of the
piano and harp, clatter of the bongos. At times, the texture gets lighter in a trans-
parent sound of few voices reminiscent of concert cadences. But the general tone
of the symphony is striking with its high dramatic intensity. The music bursts in at
the beginning as if at the moment of a catastrophe and suddenly and hopelessly
stops when the feverish pulse of repetitions irrevocably takes possession of all the
voices of the orchestra.

Woman and Birds, for piano and ensemble (1996), one of Denisov’s last works,

is an homage to the Catalan artist and sculptor Joan Mirdé, whose works repeated
this motif many times. His paintings and graphic works (1940, 1946 and 1971 to



1975), as well as the 22-meter sculpture “Woman and Bird” (1983) located in the
Parc Joan Miré in Barcelona are well known. Denisov wrote: “| took the main ideas
of the composition from painting. Sometimes color finds expression in sound lines,
sometimes in spots (as in graphic art) and mainly carries the essence of musical
information in itself.” In addition to the solo piano, the ensemble includes a string
quartet and a woodwind quartet. Both quartets represent two independent sound
layers with which the soloist's quasi-improvisational part is in dialogue.

Svetlana Savenko

STUDIO FOR NEW MUSIC ENSEMBLE

The ensemble of soloists Studio for New Music, the leading Russian ensemble of
contemporary music, was founded in 1993 at the Moscow Conservatory by com-
poser Vladimir Tarnopolski, conductor Igor Dronov and musicologist Alexander
Sokolov. The collective’s repertoire includes practically all chamber and chamber
orchestral music of the 20th and 21st centuries, from the early Russian avant-gar-
de and Western modernism to works written in recent years. For 28 years of its
existence, SNM has performed about one and a half thousand Russian premieres
of leading contemporary composers, including more than a hundred portrait
concerts and compositions in the genre of new musical theater. The ensemble
performs about 60 new programs annually. SNM has appeared at well-known
venues, such as the Berliner Philharmonie and the Konzerthaus in Vienna, the
Cité de la Musique in Paris and the Teatro Malibran in Venice, the Moscow and
St. Petersburg philharmonic societies, the Grand Hall of the Moscow Conserva-
tory, and others. The ensemble has had a number of joint performances with En-
semble Modern and collaborated with the Schoenberg Ensemble and Klangforum
Wien. SNM also regularly tours the regions of Russia.

Maarten Altena, Yuri Vorontsov, Alexander Vustin, Roman Ledenev, Faradzh
Karaev, Yuri Kasparov, Igor Kefalidi, Martijn Padding, Luis Naén, Enno Pope,
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 Performing Techniques). The Studio for New Music
regularly conducts master classes at various conservatories around the world,
organizes special projects at universities, including Oxford, Boston and Harvard.
The studio is the first and so far the only Russian ensemble that was invited to the
Darmstadt International Summer Courses for New Music and the Venice Biennale
of Contemporary Art.

Interdisciplinary interaction is one of the important areas of the ensemble’s activi-
ties. SNM has collaborated with some of the most important cultural organizations,
including the Stanislavsky and Nemirovich-Danchenko Musical Theater, the Mey-
erhold 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.

The Studio for New Music is the base ensemble of the Centre for Contemporary
Music of the Moscow Conservatory and the International Festival of Contemporary
Music “Moscow Forum”.

Honored Artist of Russia Igor Dronov was born in Moscow. From 1991, he
was a conductor at the Bolshoi Theater where his repertoire included the operas
Eugene Onegin by Tchaikovsky, Faust by Gounod, Il Trovatore and La Traviata
by Verdi, Aleko and The Miserly Knight by Rachmaninoff, Madama Butterfly by
Puccini, and The Children of Rosenthal by Leonid Desyatnikov. From 2004 to
2007, he became the musical director of a number of ballet productions to the mu-
sic of Arvo Part and Leonard Bernstein (2004), Felix Mendelssohn-Bartholdi and
Gyorgy Ligeti (2005), Pyotr Tchaikovsky, Christopher Wheeldon and Arvo Part
(2006), Georges Delerue (2007) and Leonid Desyatnikov (2008). He conducted
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the ballets Cinderella by Prokofiev (2006), Coppelia by Delibes (2009), Petrushka
by Stravinsky (2010), Chroma choreographed by Wayne McGregor to the music
of Joby Talbot and Jack White (2011), Cinque choreographed by Mauro Bigon-
zetti to the music of Vivaldi (2011), Symphony of Psalms choreographed by Jifi
Kylian to the music of Stravinsky (2011), The Taming of the Shrew choreographed
by Jean-Christophe Maillot to the music of Shostakovich (2014, world premiere).
He is the chief conductor of the ensemble of soloists Studio for New Music, with
whom he has performed more than a thousand concerts that featured works by
Russian and foreign composers of the 20th century, including dozens of world pre-
mieres.

Igor Dronov has been chief conductor of the Moscow Forum since its inception.
He has also been chief conductor and artistic director of the youth ensemble of
soloists Premiere since 1994.

He has been teaching at the Moscow Conservatory at the Department of Opera
and Symphony Conducting since 1992 (professor since 2002). He has recorded a
series of CDs of contemporary Russian and foreign music and toured in Europe,
the USA and Asia.

Mapwux) — KoMno3nTop, My3blKOBes, Neaaror U 06LLEeCTBEHHO-MY3bIKarbHbIV
nesTenb, — MO NpaBy CYATAETCS OOHUM U3 KITACCUKOB OTEYECTBEHHOW My-
3bIKW BTOPOW NOMOBUHbI XX CTONETUS.

anucou BacunbeBu4 [leHucoB (6 anpens 1929, Tomck — 24 Hos16ps1 1996,

Pogouncs B cembe pagnodumsnka. B geTctBe camocTosiTENbHO OBMagen urpomn
Ha HeCKONnbKMX HapoaHbIX MHCTpyMeHTax. B 1950 rogy okoH4un mecTHoe My3bi-
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KanbHoe yuyunuilie no knaccy doprtennaHo, B 1951 — mexaHuKo-maTtemMaTnyeckmn
akynbtreT Tomckoro yHuBepcuteTa. Peluatowyo ponb B cyapbe [deHvcoBa cbi-
rpana ero nepenuvcka ¢ Amutprem LLoctakoBuyem, KoTopbli 0f06pUn CoMMHeHUs
HauvHarowero komnoautopa. B 1951 noctynun B MOCKOBCKYO KOHCEpBaToOpuio B
knacc B.A. We6anuHa. B 1956 rogy okoH4un koHcepBaTopuio, B 1959 — eé acnu-
paHTypy. B cTyaeHuyeckune rogbl Havan MHTEPECOBaTbCS COBPEMEHHOW MYy3bIKOW,
opraHu3oBbIBan NPOCMYLUMBAHNUSA PEAKO 3BYYaBLUMX UMW HE WUCTOSHSBLUMXCS TOr-
Ja npousBefdeHui, u3yyan KOMMo3uTopckyto TexHuky A. BebepHa, I. Bynesa,
J1. HoHo u gp. B pesynbrate KpyTO M3MEHWUN CBOW TBOPYECKWE OPUEHTUpbI, Ha
HeKoTopoe BpPeMs MOSIHOCTbIO MOPBaB C OCHOBaMW TOHaNbHOMO MbllwneHns. Wc-
Karn HoBble cpefcTBa Bblpa3uTenbHOCTU, 0cobeHHO B obnactu Tembpos. B 1960-e
rogbl NepBble «aBaHrapaHble» CounHeHust [leHncoBa — kaHTaTa «ConHue MHKOBY,
BOKaInbHO-MHCTPYMEeHTanbHbIN UMk «lMnayv» n ap. 6binm BOCNPUHATLI B COBpe-
MEHHBIX My3blKanbHbIX Kpyrax KpanHe KpuTu4Ho. Havanacb gnutenbHas nonoca
HEUCMOMHEHUs!, KPUTUYECKUX BbINALOB B Mpecce, BMoTb A0 Pa3fuYHbIX «Kapa-
TENbHbIX akuuii» (HeyaaBLUasics MOMbITKa yBonbHEHNs 3 MOCKOBCKOWM KOHcepBa-
Topuu nocrne nybnukaumu ctaten [JeHucoBa «HoBas TexHuka — He Mogday, 1966).

OpHoBpeMeHHO Ha 3anafe poc MHTepec K TBOPYECTBY KOMMO3MTOPa, ero Couyu-
HEHMS MOCTOSIHHO 3By4Yanv Ha My3blkanbHbIX decTuBansx B Baplase, 3arpebe,
Mapwxe n ap. Ocobblii ycnex npuHecna kaHTata « ConHue UHKOB» B UCTIONHEHUN
B. MapgepHbl, 3atem bynesa. C cepeguHbl 1970-x rogoB [1eHNCOB CTaHOBUTCSH
npusHaHHbIM MacTepom. B 1980 rogy B Mambypre coctosnacb TpuymdanbHas
npembepa ero PekBvema Ha cn. ®. TaHuepa, B 1986 rogy B lNapwke — onepa
«MeHa pgHeit», koTopasi Obina OTMeYEeHa NPUCYXOEHWEM KOMMO3UTOPY 3BaHWUS
Odomuepa opaeHa nutepaTtypbl U uckycctB PpaHumun. B 1984 B TannuHe cocrtos-
nack npembepa 6aneta «Vcnoeap» no pomaHy A. ae Miocce, B 1985 — nepBbiit
aBTOPCKUA KOHUepT B Mockse.

[MocnegHWin nepuog XusHu KomnosuTopa Obin cBs3aH ¢ Mapwkem, rae B 1994 oH
NPOLUEN KypC NeyeHuss nocne aBTOMOOWUbHON aBapun. BepHyBLIMCH K TBOp4Ye-
CKOW [esATEeNbHOCTU, Bble3kaln Ha NpeMbepbl CBOMX MPOWU3BEOEHWI, Npoporkarn
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3aHUMaTbCS C y4eHnKaMun. 3aKOHYWI penurnosHyto apamy «Jlasape, nnn Topxe-
ctBo Bockpewerua» @. Lybepra (1995). B nocnegHue rogbl Hanucan Cumdo-
Huo Ne 2 ans Gonblioro opkectpa, KoHuepT ans dnentbl n apdbl C OPKECTPOM,
Tpwo ans dnentsl, darota n poprenmaHo. PeKoHCTpynpoBan n opkecTpoBan He-
OKOH4YeHHyto onepy «Poapuro n Xumena» K. flebrocen (1993).

C 1959 npenogaBan B MOCKOBCKOW KOHCepBaTopuu: cHavana My3blkanbHO-Te-
opeTunyeckne AUCUMNIUHBI, 3aTEM — UHCTPYMEHTOBKY W YTeHue naptutyp. Mpu-
obLuan cBoMX CTYAEHTOB He TOMbKO K LUeAeBpaM My3blKanbHOW KMacCuku, HO U K
HEen3BECTHbIM NPOU3BEAEHNAM COBpeMeHHOW My3blku. Cpegm yveHukos: HO. Kac-
napos, C. MNaeneHko, [I. CmupHoB, . Cokonos, B. TapHononbckui, E. ®upcosa.
Ha kadenpy komnosuuum [deHncoB Gbin npurnalléH TonbKo Mocre HacTynneHus
anoxu «[lepectpoviku». B TeyeHne psiga neT opraHWM30BbIBarn LMKIbl KOHLEPTOB
«My3sblka XX Beka», «HoBble npou3seaeHuns komnoantopos Mocksbl» B Mockos-
ckom [lome KOMMNo3nMTOpPOB.

lanuHa Npueopbesa

ObwmpHoe TBopyeckoe Hacneane daucoHa [leHMcoBa OXBaTbIBAET NMPAKTUYECKM
BCE XaHpbl, OT MacLUTabHbIX CUM(POHNYECKUX U MYy3blKalnbHO-TeaTpanbHbIX KOM-
no3vuUMiA A0 COSbHbIX NMbEC W MPUKNaAHON MYy3blkn. KamepHble COYMHEHNS 3aHu-
MaloT cpean HUX 0coboe MeCTO, MMEHHO OHM OKa3anucb B LEHTPEe TBOPYECKUX
VHTEPEeCOB MOOAbIX KOMMO3WTOPOB, CO3A4aBaBLUMX UCKYCcCTBO aBaHrapaa 1960-x
rogoB. My3blka Ansi pasHoo6pasHbix aHcambnen, ¢ CONbHbIM UHCTPYMEHTOM UIK
ronocom, bbina s3HameHnem BpemeHn. E€ 3HaveHne He ocnabno v no3gHee: yToH-
YEHHOCTb MMcbMa, TembpoBas M30bpeTaTenbHOCTb OMPEAENnUIMCL Kak poaoBOe
CBOWNCTBO CTUnA [JeHncoBa. M coBepLUEHHO eCTECTBEHHO, YTO €ro KamepHbIe ory-
Cbl 3aHSANM NOYETHOE MECTO B penepTyape aHcambns conucTtoB «CTyaus HOBOM
My3bIKU» — KONMEKTUBA, Ybsl UHTEHCUBHaA AESTeNbHOCTb BCELEno MocBsLleHa
nponaraHae COBPEMEHHOIO UCKYCCTBa.
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Camoe paHHee U3 npefcTaBrieHHbIX Ha OWCKE COYMHEHWN, KaHTaTy «ConHue
MHKOB» (1964) aBTOp c4MTan cBoMM nepBbiM 3penbiM onycom. Muposasi npeMbe-
pa coctosnack B JleHuHrpage 30 Hosbpsa 1964 roga nop ynpasneHvem [eHHa-
avsa PoxpectBeHckoro (conuctka Jlnansa [OasbigoBa), a yepes rof «CornHue WH-
KoB» ObINO UCNONHEHO Ha neTHeM cdecTuBane B [apmwTaare u 3atem B [Napwke
(mnmpwxép BpyHo MagepHa). 370 BbIN0 Havyano mMexayHapogHOro MPU3HaHWS He
TONMbKO TBOpYecTBa [leHncoBa, HO M HOBOTO COBETCKOro aBaHrapga. VIHcTpymeH-
TanbHbIA COCTaB KaHTaTbl OTMEYEH HEMOBTOPUMO MHAMBUAYaNbHBIM XapakTEPOM:
aHcambnb cocTaBnstoT drenTta, robow, KnapHeTt, BanTopHa, Tpyba, 2 copTte-
nvaHo, yaapHble, CKpUnka 1 BUOMNoOHYenb. B ocHOBe Lukna nexuT conoctaBneHne
KpaTKUX MHCTpyMeHTanbHbIX 1 6onee pa3BEpHYTbIX BOKanbHbIX YacTen. HapacTa-
HVe ApamaTtuama, Beayluee K B3pbiBYy B MSTON YacTu pa3peluaeTcs B (ouHarnbHowm
[OETCKON neceHke, XPYNnKoM 1 crnerka 3arafoqHoi. B e€ 3aBepLueHnn MHCTpyMeH-
TanucTbl OTKMUKaKTCS Ha dpasbl NEBULbI pednTaumen—axo: no crosaMm aBTopa,
OHa [orKHa 3By4aTb Kak « TeMOpPOBO OTPELLEHHBIN rofocy U3 Apyroro Mupa.

Mocne npembepHoro ucnonHenns «ConHuUe MHKOB» HaJoMro MCYe3no U3 COoBeT-
CKMX KOHUEpPTHbIX 3anoB. 3aTo [JeHnCoB cTan nomnyyartb NpeafiokeHuss us-3a py-
6exa. Tak nosiBunacb «PoMaHTM4Yeckasi My3blka» (1968), cosgaHHasa no 3akasy
XarHua Xonnwurepa, LiBenLapckoro robomcTta, KOMNo3uTopa u aupuxepa, u ero
XeHbl, apducTkn Ypcynbl. [JeHUCOB Hanucan Anst HUX O4HOYACTHbIN KaMepHbIn
KOHLEPT B COMPOBOXAEHUN CTPYHHOrO TpMo. CrnnTHas KOMMO3MLMSA OTKpbIBaeTCs
BMPTYO3HOWN KageHumen robosi B xapaktepe MOHOSOra-MmMnpoBM3aLmm: 3ToT TOH
N3NOXEHUS COXpaHseTcs U B AanbHenwem. JInHenHoe ABWXEHWE BUPTYO3HOMN
robOMHON KaHTUMEHbI CO BCTynneHneM apdbl npuobpeTaet rnybuHy, npocTpaH-
CTBEHHYIO0 NnepcnekTnBy. POMaHTUYeCKUA TOHYC My3blk/ packpbiBaeTcs B 6oraTon
nanuTpe aKCrpeccun, KoTopasi AOCTUraeT ApaMaTUYECKNX BEPLUMH B KyNbMUHALN-
OHHOW 30He.

Mbecy DSCH pnsa knapHeTa, TpomboHa, BMonoHdenn u doptennaHo (1969)
[eHncoB Hanmcan no npocbbe MOoMbCKOro KOMMo3uTopa M nuaHucta 3biIrMyHTa
Kpayse, pykosoamTens aHcambna Warsztat Muzyczny («MysbikanbHas mactep-
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cKasi»), KOTOpbIA ¥ cbirpan MUPOBYIO MpeMbepy Ha decTuBane «BapluaBckas
oceHb». [leHncockoe DSCH — a0 My3blkanbHoe nocsieHve OmuTputo LLocTa-
KOBWYY, 3HaK NMPM3HATENbHOCTU CTapLuemMy Konnere, NoaAepaslleMy KOMMo3u-
Topa B Hayane ero npodeccMoHanbHOro NyTM 1 3aTeM He OCTaBMSIBLLUETO CBOUM
OPYXECKUM BHUMaHueM. [leHncoB ctan nepBbiM, KTO 0OpaTumnics K UHTOHALMOH-
HoMmy «aBTonopTpeTy» LLlocTtakoBnya — k ero MoOHorpamme (BnocneacTBuM Nogo6-
HbIX OMycoB nosiBUnocb 6ecyncneHHoe MHoxecTBo). MotuB DSCH (pe — mu-6e-
Mosb — 00 — cu) NET B OCHOBY CEPUINHOM KOMMO3MLMKW, KoTopasi, No CBUAETENbCTBY
[eHncoBa, BecbMa 3anHTepecoBana LLloctakoBuya (oH nonpocun nogapuTb emy
napTUTYpy W 3anuCb COYMHEHNS).

OcTanbHble onychl, NpeAcTaBlieHHble Ha Aucke, MOSIBUINCL YETBEPTb BEKa Cry-
CTA, B NocrneaHve ABa rofia XusHu damncoHa Bacunbesunya.

Ero uHcTpymeHTanbHoe nucbMo obpeno K 3TOMy BpeMeHW CBOMCTBa Kraccuye-
CKOW MOMHOTbI U coBepLueHCTBa. [eHncoB Obin nerko ysHaBaeM B KaAOM HO-
BOM OfMycCe, HO CTUIIMCTUYECKOE MOCTOSIHCTBO HE O3Hayano CaMOMOBTOPEHMS.
BrnecTawmm npumepoMm HOBM3HbI XyAOXKECTBEHHOrO pelleHus ctana KamephHas
cumdpoHus Ne 2 (1994). O6nmk 31O OAHOHACTHOW KOMMO3MLMM ONpeaensioT pas-
HoobpasHble COHOPHbIE 3NIEMEHTbI, 3HAKOMblE MO APYrMM AEHUCOBCKAM Onycam —
CTPeMUTENBLHO B3neTawLye 1 onagarolmne BUXpeBble PUCYHKU, TpeneobpasHble
urypbl, peneTuummn MefHbIX MHCTPYMEHTOB, TemMbpoBas KoropucTika aHcambns
dopTtennaHo n apdebl, nepectyk 60HroB. BpemeHamu TkaHb CBETNEET B Npo3pay-
HOM Masioroniocuu, HanoMMHarLLEeM KOHLEpPTHbIe KadeHuun. Ho obLuii ToH cum-
(hOHMM nopasnTeneH BbICOKUM ApamMaTUHecKMM HakarioM, My3blka BpblBaeTcs B
Havarne CroBHO B MOMEHT katacTpodbl M BHe3anHo-6e3HagéxHo obpbiBaertcs,
Korga nMxopafdouHblvi NynbC peneTnuunii 6e3Bo3BpaTHO OBMaJeBaeT BCEMM OMo-
camu opkecTpa.

OpgHo u3 nocnegHux counHeHun [OeHucoBa «KeHwmHa v nTuubl» 4na dgopTe-
nuaHo u aHcambns (1996) npeacraBnsieT coboil NOCBsILLEHWE KaTanoHCKOMY
XYLOOXHUKY U ckynbntopy »KoaHy Mupo, B TBOpYECTBE KOTOPOro 3TOT MOTMB MO-
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BTOPSINCA HEOAHOKPAaTHO. V3BECTHbl ero XUBOMWCHble U rpaduyeckne paboTbl
(1940, 1946 n 1971-1975 rogoB), a Takke 22-MeTpoBasi CKynbnTypa «>KeHwmHa
n ntuua» (1983), pacnonoxeHHas B napke »XoaHa Mupo B BapcenoHe. [leHncos
nucan: «OCHOBHble Maen KOMNo3uuumu B3siTbl MHOW M3 xuBonucu. LiBeT uHoraa
Haxo[uT BblpaXkeHVe B 3BYKOBbIX NMHUSAX, MHOrAa B NsTHaxX (kak B rpacpuyeckom
NCKYCCTBE) W, rMaBHbIM 06pa3oM, HECET B cebe OCHOBHYIO CyTb My3blKarbHOW UH-
dopmauumy. NMomumo conupytoLero opTennaHo, B COCTaB aHcCaMbris BOLLMK
KBapTeT CTPYHHbIX 1 KBapTeT AepeBsHHbIX AyxoBbix. Oba kBapTeTa nNpeacTaBnsaoT
coboll ABa He3aBVCUMbIX 3BYKOBbIX MracTta, C KOTOpbIMU BEAET Auanor kBasuiMm-
NpoBU3aLMOHHAs NapTus conucTa.

CeemnaHa CageHKo

AHcam6nb conuctoB CTYAUS HOBOW MY3bIKU

AHcambnb conucTtoB CTyaus HOBOW My3blkM — BedyLMiA POCCUIACKUIA aHcambib
COBPEMEHHON My3blku — ocHoBaH B 1993 rogy B MOCKOBCKOW KoHCcepBaTopuu
KomnosmTopoM Bnagnmmpom TapHononbckum, anpwxépom Mropem OpoHOBBIM 1
Mmy3blkoBeiom AnekcaHapoM CokonoBbiM. B penepTtyape konnekTnBa npaktuye-
CKN BCSI KaMepHasi U KamepHo-opkecTpoBas My3blka XX—XXI BeKOB: OT paHHero
pycCKOro aBaHrapga 1 3anagHoro MOAepHM3Ma U [0 COMMHEHWIA, HanWcaHHbIX B
nocnegHvie rogpl. 3a 28 net CTyaus UCMonHWMIa oKomo nonyTopa ThiCsSY pOCCUiA-
CKUX MpeMbep BeAYLLUMX COBPEMEHHbIX KOMMNO3UTOPOB, B TOM Yncre Gonee CoTHU
KOHLIepTOB-MOPTPETOB U COYMHEHWS B KaHpe HOBOro My3blkarnbHoro Teatpa. Exe-
rogHo aHcambrb ncnomnHsieT okono 60 HoBbIx Nporpamm. KoHuepTel CTyaum HOBOW
My3bIKN MPOXOAMNM Ha TakUX WM3BECTHbIX Mrowagkax kak bepnuHckas dwunap-
MoHUst 1 BeHckuin KoHuepTxayc, napwxckuin Cité de la Musique 1 BeHeLmaHcKuii
TeaTp ManubpaH, MockoBckass u CaHkT-lNeTepbyprckas dunapmoHun, Bonb-
wow 3an MockoBCKOW koHcepBaTopun 1 Ap. AHCaMbrnb HEOAHOKPATHO BbICTynarn
C COBMeCTHbIMU KoHUepTamu ¢ Ensemble Modern, myauumposan ¢ Schoenberg
Ensemble n Klangforum Wien. Ctygus Takxke perynspHo racTponmpyeT no perno-
Ham Poccuu.
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CneuvanbHo ana CTygum nucanu Takue KOMMno3uTopbl kak MaapTeH AnbreHa,
lOpuin BopoHuoB, AnekcaHap ByctuH, PomaH lNepeHeB, ®apagx Kapaes, HOpuii
Kacnapos, Uropb Kedanunaun, Maptaiin Mapawuhr, Jlyuc HaoH, SHHo lMonne, Poa-
xep Peprent, Bnagumup TapHononbckuin, WeaH ®epene, Hukonayc A. Xy6ep,
Xepap LimHHCcTar n MmHorue apyrve.

Oco6oe BHUMaHWE My3blkaHTbl aHCambns yAensitoT pasHoo6pasHOMy COTPYAHW-
YecTBy C MONOAbIMM KOMMO3UTOPaMy — 3akady HOBbIX COMMHEHWIA, MPOBELAEHNIO
NEeKUUIn, MacTep-KnaccoB, KOHKypcoB (MexayHapoaHbIA KOHKYPC MONOAbIX KOMMO-
31TopoB UmeHm M. KOpreHcoHa, MexayHapoaHbIii KOHKYPC MOMOABIX KOMMO3UTO-
poB «HoBble knaccuku», Beepoccuiickue cemyrHapbl Mo UCMOMHUTENBCKUM TEXHU-
kam). CTyaus HOBOW My3bIKM PErymnsipHO NMpPOBOAWT MacTep-Kracchl B pasmnnyHbiX
KOHCepBaTOpUAX MUpa, OpraHUM3oBbIBAET CMELNPOEKTbl B YHUBEpCUTETaX, B TOM
yucne B Okccopackom, BocToHckom u MapBapackom. CTyaus ABnsieTcsl nepebiM
1 Ha CerofHsl eAMHCTBEHHBIM POCCUNCKMM KOMIEKTUBOM, NpUrnaLéHHbiM Ha Mesx-
[yHapopHble Kypcbl HOBOW My3bikv B [lapMwitaaTte v Ha BeHeunaHckyto GueHHane
COBPEMEHHOIO MCKYCCTBA.

OOvH 13 BaxHbIX BEKTOPOB [AEATENbHOCTU aHcambna — MexaucuunivHapHoe
B3ammopevicTeue. CTyans COTPyAHWYAET C KPYMHEWLIMMW KYNBTYPHBIMU OpraHu-
sauymamu: MysbikanbHeim Teatpom um. K.C. Ctanucnasckoro u Bn. . Hemupo-
Bnya-flanyeHko, LieHtpom um. Be. Merepxonbaa, dectmsanamu «NET — HoBbin
eBponenckun Teatp» n « TERRUTOPUA», TMUU nm. A.C. MNywknHa, TpeTbskoB-
ckon ranepeein, LleHTpom nckycctea Mapax, MoOckOBCKMM My3eem COBPEMEHHOIO
nckycctea, MockoBckon bueHHane, EBpeickum mMy3eem n LIeHTPOM TONepaHTHO-
ctu, «pemuen KananHckoro» n ap.

CTyausa HOBOW MY3bIkK siBnsieTcsl 6a30BbIM aHcaMbrem LieHTpa coBpeMeHHol My-
3blkn MoOCKOBCKOW KOHCepBaTopumn 1 MexayHapogHoro dectuBans CoBpeMEHHON
My3blk « MOCKOBCKUIA ChOpyM».
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3acnyxeHHbI apTuct Poccun Uropb OpoHoB poauncs B Mockse. C 1991
aBnseTcs Anpwxépom bonblioro Teatpa, rae B ero penepryap BOLUNM onepsbl
«EBreHun OHervHy» T1. Yankosckoro, «®ayct» L. TyHo, «Tpybagyp» n «TpaBua-
Ta» [x. Bepaun, «Aneko» n «Ckynow peiyapb» C. PaxmaHnuHoBa, «Mapgam bat-
Tepdnan» K. Myyunnu, «detn PoseHtansay» J1. JecatHukosa. B 2004-2007 ctan
My3blKanbHbIM pyKoBoauTenem psaa 6aneTHblX MOCTaHOBOK Ha My3biky A. MapTa,
J1. BepHcTaiHa (2004), ®. MeHgenbcoHa-baptonbau, [. Nuretun (2005), M.W. Yan-
koBckoro, K. Yungona, A. Mapta (2006), XK. Oenepto (2007), J1. JecaTHukoBa
(2008). AsnsaAncs gupwképom-noctaHoBmkom bBanetoB «3onywka» C. lNpoko-
dbesa (2006), «Konnenusa» J1. Oenunba (2009), «[Metpywka» W. CTpaBuHCKoro
(2010 r.), «Chroma» Y. Makl'peropa Ha My3biky [x. Tan6ota n [x. YawnTa (2011),
«Cinque» M. BuroHuettn Ha my3biky A. Busanbam (2011), «Cumdonus ncan-
moB» W. KunnaHa Ha my3biky V. CtpaBuHckoro (2011), «YkpolyeHue cTponTueBom»
XK.-K. Mario Ha my3biky [1. LLlocTakoBuya (2014, MmupoBas npembepa).

Takke BbICTynaeT ¢ opkecTpoM Bonblioro Teatpa B CUMOHUYECKUX KOHLEPT-
HbIX MporpaMmax. SBnseTcs NpUrnalléHHbIM AUPKEPOM MHOTMX U3BECTHBIX MY-
3blkaribHbIX KOMMEKTUBOB, Cpean KOTOpbIX POCCMICKMI HaLMOHarbHbI OpKecTp,
cumdoHuuecknii opkecTp Pycckas dunapmonus, Ensemble Modern (Fepmanusi) n
ap. FBnseTcs rmaBHbIM AUPUXEPOM aHcambns conuctoB CTyaust HOBOW My3bIKY,
C KOTOpbIM OCyLLecTBUN ucnonHeHne 6onee 1000 KOHLEPTOB N3 COMMHEHWUIA pOC-
CUIACKMX N 3apyBexxHbIX KOMNO3MTOPOB XX Beka, B TOM YMCIe AeCATKA MUPOBbIX
npembep.

C momeHTa ocHoBaHus dpectmBans «MockoBckuii hopym» Urope [IpoHOB sBNS-
etcs ero rmasHbiM anpuxépom. C 1994 oH TakKe rmaBHbIN AVPWXEP U XydoXe-
CTBEHHbI PyKOBOAMTENb MOMOAEXHOr0 aHcambnsa conucTtos Npembepa.

C 1992 roga npenogaét B MocKoBCKOM KOHCepBaTopumn Ha kadeape onepHo-CUM-
doHnyeckoro avpwxunpoaHua (¢ 2002 — npodpeccop). 3anucan cepuio KOM-
NaKT-AMCKOB COBPEMEHHOI PyCCKO U 3apybexxHoM My3blku. [acTponupyeT B cTpa-
Hax Esponbl, CLUA 1 Asuu.
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TT: 57.32
SAUCOH!
KAMEPHBIE COYUHEHUA 3AUCOHA JEHUCOBA
PomaHTuyeckass My3bika (1968) . . .. .......... ... .. ... .. ..... 10.19

Ans ro6osi, apdbl M CTPYHHOTO TPUO

ConHue nHkoB (1964)

BokanbHbI UMK AN conpaHo, TPEX YTeLoB

(Mnn MarHMTOOHHOW NNEHKN) 1 aHcambns

Ha cTuxu [abpuansl Muctpans (pycckuii nepesod — Osaaun Casud)

T.TIPEIOANS . oo 1.44
2. M HanbHBIA BOT . ..ot 4.54
S VIHTEPIIOAMSA. .« ottt e 1.20
4. KPaCHBIM BEUED . . . vttt i et e e e e 4.46
5. TIPOKIIATOR CIIOBO . .\ ot vttt ottt e e e e 1.40
6.TIECHA O MAMBUMKE . . . o\ ottt ettt e e e 5.13

KeHwmHam ntuubl (1996) .. ... ... ... . .. 8.59

Ans dopTenuaHo n aHcambns

DSCH (1969) ... .ot 5.58

OnNA KnapHeTta, TpOM6OHa, BUOMNOHYENu 1 copTenunaHo

KamepHas cumoHma Ne 2 (1994) .. ............ ... ... .. ..... 12.35
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Conucrbi:

ExkaTtepuHa KuunruHa, conparo ((2]-[7) AHacTacusa AndépoBa, apda (1))

AHacTtacus TabaHkoBa, ro6oi ([1))

AHcamb6rb «CTyaus HOBOM My3bIKU»:

MapuHa Py6GuHLWTENH,
drenta -[@)
KoHcTtaHTuH Edhumos,
coneinta (8],

AnHa Bopucoga,
roGon ([2]-[7], [8],
Esrenun Bapxaros,
knaprer ([2]-[7] [8], [Ld)
Hukuta AradoHoB,
knapHet ([9])
CrtaHucnaB KaTeHuH,
cparor ([8],

Ceprei KprokoBueB,
santopHa ([2]-[7],

Hupwxép Uropb [ipoHoB

Hukonan KameHeB,
Tpy6a (2]-[7]
OmuTtpuin Wapos.,
Tpom6oH ([9],
AHppen BUHHULKURA,
yaaphbie (2]-[7],
AHppen HUKUTUH,
ynapHble (2] -

MoHa Xaba,
oprenuaro ([(2]-[7], [9])
Hatanua Yepkacosa,
coprenuaro ([2]-[7], [9])
Jlynsa MuHuaeBa,
apca ([La)

MoHa Xaba, doprennaHo ((5])

CrtaHucnaB Manbiwes,
ckpunka (1] —
EkatepuHa ®omuukasn,
ckpurika ([10])

MapuHa KaTtapxHoBa,
ckpunka ((8])

AHHa Bypuuk,

anbt (1))

EkaTtepuHa MapkoBa,
anet (8]

Onbra Mano4kuHa,
BuonoHyens (1] -
Mpuropui KpoteHko,
koHTpabac ([10))

Xy#oxecTBeHHbIVi pykoBoauTens Bnagnmup TapHononbckumn

3anucaHo B bonbLiom 3ane MockoBCKOW rocyaapCTBEHHOW KOHCepBaToOpumn
nm. MN.U. Yarkosckoro B cheBpane 2021 roga

3Bykopexwuccép: Pycnana OpeluHykoBa
VxeHep: AHTOH ByLumHckuin

VcnonHuTenbHbI npoatocep: EBrenuii MNnatoHos

[Oun3ann: Anekcen Munctok

© & ® 2021 MockoBckasi rocyaapcTBeHHasi koHcepsaTopus um. IMN.U. YaiikoBckoro

Bce npasa 3aluiLeHbl
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