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RUSSIAN AVANT-GARDE

Sergey Prokofiev (1891 — 1953)

Quintet in G minor “Trapeze”, Op. 39 (1924)
1. Tema con varazioni. . .. .....ouut e 5.13
2.Andante €NergiCo . .. ...ttt 3.07
3. Allegro sostenuto, maconbrio . ......... ... .. . . 2.07
4. Adagio PESANTE . . . oottt 2.44
5. Allegro precipitato, ma non troppo presto . .. ................. 2.49
6.ANANtINO . .. .. 4.24

Alexey Zhivotov (1904 — 1964)

Fragments for Nonet, Op. 2 (1929)
L. APPASSIONALO. .« . o v vt 0.41
2.Freddo. ... 0.46
B.ReCHalO . . .. 1.16
4. MelodioS0o . ..o 0.59
5.MESIO. . ..o 1.04
6.Bravuro . ......... . 0.43
7. DISCIetO . . .ot 0.38
8. IMPEtUOSO . . . o 0.25
9. FUMOSO ..ot 0.38

Gavriil Popov (1904 — 1972)

Septet in C major, Op. 22 (1926)
1. Moderato cantabile . ........ .. ... .. . 4.56
2.Scherzo. Allegro .. ... 7.54
3.Largo. ..o 8.15
4. Finale. Allegro €nergiCo. . ... ..o v it 7.41
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of Russian Avant-garde of the 1920s

In the history of Russia, the 1920s were marked by unprecedented con-
tradictions of the post-revolutionary period. On the one hand, that creative
enthusiasm caused by the cultural renaissance of the pre-war time had
not yet died out; on the other, there was that post-cataclysmic feeling in
the air, the one of an apocalyptic breakdown of Russian culture. In one
respect and partly owing to the New Economic Policy, the freedom and
multitude of opinions were intoxicating, but then again, the dictate of the
official Soviet ideology that demanded total obedience to their doctrines
from the artists was increasingly evident. Many of those whose creative
take-off happened in the 1920s became victims of ideological pressure
and were eventually forced to leave the public stage and consigned to oblivion.

Chamber Music

However, things were different in the middle of the decade, when the country
that had returned to a peaceful life was engaged in cultural construction was
establishing new art institutions and building bridges to Europe. The cooperation
with Universal Edition, a Viennese publishing house, was strengthening, the lat-
est foreign operas were staged at the Maly Leningrad State Opera Theater, and
some of the eminent Western musicians — Berg, Milhaud, Krenek, Hindemith —
visited the country. Coupled with the assimilation of the artistic experience of the
Silver Age, the unhindered breakthrough to the new was the basis for the birth
of the young Soviet avant-garde. ACM, the Association for Contemporary Music
(and its Leningrad subdivision LACM), was one of its strongholds that rallied a
large army of professional composers and was actively involved in performing,
journalistic, publishing, and entrepreneurial activities.

Recalling that time, Mikhail Druskin wrote that the composers were then attract-
ed by “vitality, dynamic energy, and mental health rather than romantic yearn-
ings, hysterical ups and downs, and spiritual confessions not darkened by suf-
fering” (from the chronicle of the musical life of Leningrad in the 1920s // Soviet



music. 1974. No. 9. P. 121). He also noted that the composers challenged Wag-
nerianism and Straussianism and preferred neoclassicism to expressionism. Let
us add the influence of constructivist ideas and everything a modern city could
bring with it — jazz riffs, circus shows, or variety theater practice.

The avant-garde ambitions of the ACM members (their way of thinking was
shared by Sergei Prokofiev who then lived abroad) were fully reflected in their
chamber instrumental creations. The heyday of this sphere happened largely
due to the “chamber movement” in European music of the 1910s and 1920s
initiated by Schoenberg and later continued by Stravinsky (his works for small
multi-timbral lineups, such as The Soldier’s Tale and The Fox, enjoyed great
success at concert gatherings of ACM and LACM, as well as the Leningrad Cir-
cle of New Music). It is unlikely that that movement was due only to the inflation
of the war and post-war times: Hindemith’s remark that they had to write small
scores because of the high price of music paper is perceived more like a ges-
ture of self-irony. Nevertheless, the change in the aesthetic paradigm was more
important: the desire to oppose the “hundred-headed hydra” of the late romantic
orchestra with its graphic clarity of lines, transparency of texture, and personal-
ized sound of each participating instrument. At the same time, the limited means
were combined with an almost aggressive infinity of the figurative and stylistic
part; musicologist Boris Asafiev had good reason to refer to this kind of works as
“street chamber music.”

ergey Prokofiev's Quintet for oboe, clarinet, violin, viola and double bass,

Op. 39 (1924) was conceived as both an independent ensemble opus
and music for the ballet Trapéze. The ballet about the life of circus perform-
ers by choreographer Boris Romanov has undergone various stage versions
and contradictory interpretations. As a result, Prokofiev was more inclined to-
wards a purely musical version of his work. At the same time, the music of the
Quintet has certain figurative references to a circus melodrama in the spirit of



Stravinsky’s Petrushka or Prokofiev’s Buffoon (the plot of Trapéze is filled with
clowns, jumpers, acrobats, frightening “rude fellows,” and a charming ballerina;
the performance ends like a slapstick tragedy: the heroine dies from a firecrack-
er blast).

The Quintet opens with a broadly developed lyrical theme that further evolves
in the contrasting variations of a scherzo nature. In the next two movements
(Andante energico and Allegro sostenuto), the scherzo element is personified
in various timbre masks and a lively play of conversing instruments, a kind of
the game of graces, as Boris Asafiev defined it. The solo utterances are also
important. For example, the heavy beginnings of the double bass that opens up
different parts of the work, including Adagio pesante that follows. With its slow,
sluggish sound, this fourth movement brings a frightening contrast to the previ-
ous one. However, already in the fifth movement, Allegro precipitando, the mo-
tion breaks free again and, reinforced by the fugal presentation of the voices,
eventually leads to that fatal “blast.” After it, the somewhat gloomy finale (An-
dantino), the “funeral minuet” (as the composer defined it), with the image of
mourning presented with a slight touch of Mahler-like grotesque, is perceived as
a logical outcome.

ragments for Nonet by Alexey Zhivotov (1929) were written for an expanded

multi-timbre ensemble, where, against the background of a typical ratio of
the wind and string groups, the oboe was replaced by another violin, and the
contrabass was replaced by the piano. In addition, in one of the movements
(Mesto), a human falsetto joins the instrumental ensemble. The title of the work
fully corresponds to its structure: these are nine very short pieces of diverse na-
ture connected by the attacca method according to the editing principle (which
fully corresponded to the composer’s constructivist inclinations). The fragments
follow each other, demonstrating the ultimate dynamic, tempo and timbre con-



trast. So, the brisk and spectacular opening with the entire lineup (Appassion-
ato) is replaced by the melancholic Freddo with a solo muted trumpet; next up is
the improvised piano Recitato, the soulful lyrical Melodioso, and the lullaby-like
melody of Mesto. The rousing Bravuro brings a new color, with the staccato-ing
winds alternating with the playing of piano clusters and glissandos of the strings.
It is replaced by the restrained Discreto, with the sad sighs of the bassoon and
cello. The swift interlude Impetuoso eventually leads to the violent tutti Furioso
of the finale.

Gavriil Popov’s Septet for piccolo flute, clarinet, bassoon, trumpet, violin, cello
and double bass, also known as Chamber Symphony (1927), is one of the
most famous and recognized examples of chamber music of the 1920s. In terms
of structure, the Septet is a classical four-movement cycle with a traditional ratio
of the movements (which, perhaps, gave the composer a reason to call it a sym-
phony). At the same time, the reliance on the classical model is combined with
the novelty and brightness of the musical material, which demonstrates almost
the entire stylistic cross section of the ACM avant-garde. So, the first movement,
Moderato cantabile, opens with a lyrical theme of the flute against the back-
ground of the ostinato figure of the clarinet and bassoon, and double bass fla-
geolets. Actively developing and embracing all new voices, this theme alternates
with rather contrasting bits, eventually leading to the hymnally inspired melody,
which later crowns the final movements of the work. The second movement,
the scherzo (Allegro), which opens with a daring “call,” unites two contrasting
themes: the expressive cantilena of the middle section (the violin, then the clar-
inet and flute) is framed by scherzo music itself, full of humor, cheerful energy,
and mischief; the composer’s virtuoso counterpoint skill was also manifested in
these quick sections, demonstrating a whole circle of imitating statements of the
theme. The third movement, Largo, is a lyrical center of the work. Concentrated,
with a touch of inner drama, reaching a truly symphonic tension as it develops
(another reason to call this opus a symphony), the music is set off by an amaz-
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ingly beautiful middle bit — a gentle melody of the violin against a muffled osti-
nato background of the low strings. In the finale of the Septet, Allegro energico,
the motoric motion with elements of a street and everyday-life nature alternates
with the lyrical theme from the scherzo; then it provides the basis for an actively
developing fugue section (which begins with a pizzicato of the low strings) and,
finally, leads to the final apotheosis, where the hymnal theme of the first move-
ment sounds in a new, festive way.

Tamara Levaya

Ensemble of Soloists STUDIO FOR NEW MUSIC

The ensemble of soloists Studio for New Music, the leading Russian ensem-
ble of contemporary music, was founded in 1993 at the Moscow Conservatory
by composer 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-garde and Western modernism to works written in recent years.
For 28 years of its existence, SNM has performed about one and a half thou-
sand 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 ap-
peared at well-known venues, such as the Philharmonie Berlin and the Konzert-
haus in Vienna, the Cité de la Musique in Paris and the Teatro Malibran in Ven-
ice, 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 En-
semble 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 Fedel, Nikolaus 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 Clas-
sics”, 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 ac-
tivities. SNM has collaborated with some of the most important cultural organi-
zations, including the Stanislavsky and Nemirovich-Danchenko Musical Theater,
the Meyerhold Center, the festivals NET — New European Theater and TERRI-
TORIA, the Pushkin Museum, the Tretyakov Gallery, Garage Center for Con-
temporary 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 Center for Contemporary
Music of the Moscow Conservatory and the International Festival of Contempo-
rary Music “Moscow Forum”.

onored 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 pro-



ductions to the music of Arvo Part and Leonard Bernstein (2004), Felix Men-
delssohn-Bartholdi and Gyoérgy Ligeti (2005), Pyotr Tchaikovsky, Christopher
Wheeldon and Arvo Part (2006), Georges Delerue (2007) and Leonid Desyat-
nikov (2008). He conducted 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 Bigonzetti 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 ensem-
ble 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 premieres.

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 Eu-
rope, the USA and Asia.
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pycckoro aBaHrapaa 1920-x rogoB

20-e rogbl XX cTonetusi oTMeyeHbl B uctopum Poccun becnpeueeHTHbIMU
NPOTMBOPEYMSIMU NMOCTPEBONIOLIMOHHOIO BpemMeHn. C OOHOW CTOPOH, eLwé
He yrac TOT TBOPYECKUIA 3HTY31a3M, KOTOPbI Gbin BbI3BaH KyIbTYpPHbLIM pe-
HECCaHCOM MPeABOEHHO MOpbI; C APYroi — CKka3blBaroch OLLyLeHe npo-
vcleaLwero KaTtaknuama, anokanunTUYeckoro crioMa PYCCKOW KymbTypbl.
C opgHol CTOPOHBI, MbsiHUMa cBoboaa v nNnopanMam MHeHU (ot4acTu obe-
crneyeHHble HOlMNom), ¢ apyro — BCE cunbHee NpOosIBASNCA OUKTaT odu-
LmanbHOWM COBETCKON MAeonornu, TpedytoLern oT XyA0XKHUKOB TOTanbHOro
NoAYVMHEHNST CBOMM [OOKTpUHaM. >KepTBamy MOEONOrMyeckoro [AaBrieHust
cTanuM B KOHEYHOM CYETe MHOorve npeacTtaBuTeny nokoneHust 20-x, KoTo-
pble nocre TBOPYECKOro B3NETa MOMOAbIX NET BbIHYXAEHbI ObInu COUTU C
ny6rnnMYHON cueHbl 1 NpeaaHbl 3a6BeHuH0.

Ho Bce eLlé nHaye ObINo B cepeauHe AecATUNETUS, Korga BepHYBLUAscs K Mup-
HOW KM3HM CTpaHa 3aHMMarnach KynbsTypHbIM CTPOUTEMbLCTBOM, ydpexzana Ho-
Bble XyOOXeCTBEHHble WHCTUTYTbI, HaBoAuna MocTbl ¢ EBponon. Ykpennsnocb
COTPYOHMYECTBO C BeHCckMM nagatenscteomM Universal Edition, B8 MATIEMOTe wnun
NOCTaHOBKM HOBENMLIMNX 3apybexHbIX onep, CTpaHy noceLiann uMeHuTble 3anag-
Hble My3blkaHTbl — Bepr, Muiio, KweHek, XuHaemut. BecnpenaTtcTBeHHbI Npo-
pbIB K HOBOMY BKyrne C YCBOEHMEM XyOoXecCTBeHHoro onbita CepebpsiHoro Beka
NOCAYXMINW NOYBON AN POXOAEHUS MOMOAOrO COBETCKOro aBaHrapga. OgHum 13
ero onnotoB ctana ACM — Accoumnaums CoBpeMeHHON My3blkv (M €€ NeHuHrpaa-
ckoe nogpasgeneHune — JIACM), cnnoTusLune BOKpYr cebsi GonMbLUyto apMuto npo-
deccroHarnbHbIX KOMMNO3UTOPOB 1 3aHMMAaBLUMECS! aKTUBHOW KOHLEPTHOW, Ny6bnu-
LIMCTUYECKOW, N3aaTeNbCKOM N aHTPeNPeHEPCKON AeATENbHOCTLIO.

KamepHaﬂ My3blKa

M. OpycKkvH, BCOMWHasi TO BPEMsl, MULLET, YTO KOMMNO3MTOPOB MpUBREKanu Tor-
[a «He pOMaHTMYeckue TOMJIEHUSl, UCTepUYeckre B3NETbl, HE OMpPaYEHHble
cTpajaHveM AyleBHble UCMOBEAM, a XU3HEHHO-MOSIHOKPOBHAs cuna, AuHamMuy-
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HbIi Hamnop, aHeprus, AyLEeBHOE 300POBbe» (M3 XPOHUKU My3biKarbHOU XU3HU
JleHuHepada 20-x 20008 // Cosemckast My3bika. 1974. Ne 9. C. 121.). 3gecb xe
OH 3aMe4aeT, YTO KOMMOo3WUTOpbl Hpocanu Toraa BbI30B BarHEPUaHCTBY U LUTPay-
CUaHCTBY, @ 3KCNPECCUOHU3MY NpeanoynTani Heoknaccuuuam. flobaesum k aTomy
BIIMSIHWE HA MY3bIKaHTOB KOHCTPYKTUBUCTCKUX MAEW U BCEro Toro, Y4To HEC C co-
601 06pa3 coBpemMeHHoro ropoaa — 6yab TO AXa3oBasi UMNPOBU3aLIMS, LMPKOBOE
npeacTaBrieHne Unn NpakTuka MI3nK-xonna.

ABaHrapgHble ambuummn «acmoBueB» (Mx 0bpa3 MbIiCein pasgensn v XKuUBLINA
Torga 3a rpanuuen C. MNpokodbeB) B NOMHOW Mepe NPenoMuincb B UX Kamep-
HO-MHCTPYMEHTanbHOM TBOpYecTBe. PacuBeT aTon cepbl BO MHOrOM 6bin 06s-
3aH «KamMepHOMY ABWKEHUIO» B eBponenckon Mysbike 10-20-x rogos, HavyaTomy
LLIéHBeprom, a noxe npogormkeHHoMy CTpaBUHCKMM (CoumHeHnsi CTpaBUHCKOIO
ONs ManbIx pasHOTeMbpoBbIX COCTaBoB, Bpoae «Wctopum conpata» un «baviku
npo NMCy», NONb30Banucb B6OMNbLUMM YCNEXOM B KOHLEPTHbIX cobpaHusax ACM n
JIACM, a Takke neHuHrpagckoro Kpykka HOBOW Mys3bikv). Bpsa nu ato aBuxe-
H/e 0BObACHANOCH NMULLb UHMMAALMEN BOEHHbIX U NOCNEBOEHHbIX BPEMEH: 3ame-
YaHve XuHgemuta O TOM, YTO B CBS3W C MOBbILLIEHWEM LieH Ha HOTHYylo Bymary
NPUXOAUTCA MMcaTb ManeHbKue MapTUTYpbl, BOCMPUHMMAETCS CKOpee XeCToM
camoupoHun. Bonee e BaXHOW SBMsNacb CMeHa 3CTETUYECKOW napagurmbl:
CTpeMrneHve npOTMBOMOCTaBUTb «CTOMMaBoOM rugpe» Nno3gHepOMaHTUYECKOro
opkecTpa rpaduyeckyto YETKOCTb NIMHUIA, NPO3PaYHOCTL (haKTypbl, MePCOHNMDU-
LMpOBaHHOE 3BYy4aHWe Kaxgoro MHCTpyMeHTa-yvacTHuka. Mpn aTom kamepHoOCTb
CpefcTB coyeTanach C NoYTU arpeCcCMBHOW He-kaMepHOCTbI0 06Pa3HO-CTUIIEBOrO
Komnnekca; Hegapom b. AcadbeB HasblBan Takoro pofa COMUMHEHUS «KaMepHOM
MY3bIKOW YNnLbI».

KéUHmem C. lMpokogbesa op.39 ons robos, knapHeTa, CKPUMKK, ansTa U KOH-
Tpabaca (1924) sagymbliBancst U kak camMoCTOATENbHbIM aHcambreBbIi onyc,
1 Kak My3blka k 6aneTy «Tpaneumsi». baneTt 13 )13HU LUMPKOBbLIX apTUCTOB XOpe-
orpadha b. PomaHoBa npeTtepnen Ha CBOEM NyTW camble pasHble MOCTaHOBOYHbIE
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BEpCVn 1 NpoTyBopevallime Apyr Apyry TonkosaHus. B pesynerarte lNpokodbes
GorbLUe CKMOHSNCS K YUCTO My3blkanbHOMY BapuaHTy CBOEro MpOW3BEAEHWS.
BmecTe ¢ Tem B My3blke KBUHTETa MOXHO yNoOBUTb T€ UMKU UHblEe 0Bpa3Hble OT-
CbINKU K LMpKOBOW Menoapame B Ayxe «[letpylukn» CTpaBUHCKOrO Unu NpoKo-
dbesckoro xe «lyTta» (B cioxere «Tpaneuun» UrypupyloT 1 KNoyHbl, U Npbl-
ryHbl ¢ akpobaTtamu, u nyratowme «rpybusiHbl», 1 npenectHas GanepuHa; crek-
Taknb 3akaH4MBaeTcst TparndgapcoBbiM UHANOM: repouHSA MMOHET OT...B3pbiBa
XIOMYLLKK).

KBMHTET OTKpbIBAETCS LUMPOKO Pas3BUTON NMPUYECKON TeMOW, nomny4vatoLen
JanbHelilee pasBWTUE B KOHTPACTHbIX BapuauusiX CKEpLO3HOro XxapakTtepa.
B aByx cnepytowmx vacTsix (Andante energico n Allegro sostenuto) ckepuo3sHas
CTUXUSI NePCOHNMULMPYETCS B PasfnnYHbIX TEMOPOBbLIX Mackax U OXWBNEHHOMN
urpe Avanornsvpyolmx UHCTPYMEHTOB (BPOAE WUrpbl B CEPCO, Kak onpegenun
3TN MOMeHTbl Bb. AcadbeB). BaxkHbl 1 conbHble BbiCKa3blBaHWUSA — Hanpumep, Ts-
)KenoBecCHble 3a4MHbl KOHTpabaca, OTKpbIBatoLero cobol pasHble 4acTu Npowus-
BedeHusi, B TOM yucre crnegytowee Adagio pesante. 3Ta, YeTBEpTasi, 4YacTb, C €€
MeanuTenbHbIM, 3aTOPMOXEHHBLIM 3BYYaHWEM, BHOCUT MyratoLLMin KOHTpacT Bce-
My npegblgywemy. OgHako yxxe B nsiton vactu, Allegro precipitando, aBmxeHve
BHOBb BbIpbIBAETCS Ha CBOOOAY W, YCUNEHHOE PYrMpOBaHHbIM U3NOXEHMEM TO-
110COB, NPUBOAMUT B KOHLIE KOHLIOB K TOMY camoMy chaTaribHOMY «B3pbIBY»-XI10M-
Ky. JIOTMYHBIM MCXOOOM BOCMPUMHMMAETCS MOCMie 3TOro MpayHoBaThbii dounHan
(Andantino), «MOXOPOHHbIN MEHY3T» (Kak Onpeaensn ero cam KoMnosuTop), rae
TpaypHbIi 06pa3 nogaércs ¢ NErkKMM OTTEHKOM ManepoBCKOro rpoTecka.

¢paeMeHmbl 0ns HoHema A. Kusomosa (1929) HanvcaHbl Ans pacLUMpeHHOro
pa3HoTeMbpoBoro aHcambns, rae Ha oHe TMMNOBOro COOTHOLLEHMUS JYXOBOW
1 CTPYHHOW rpynn roboi 3aMeHEéH eLLé OHOWN CKPWMKOM, a KoHTpabac — dopTe-
nuaHo. Kpome Toro, B ogHow 13 yacten (Mesto) K MHCTPYMeHTanbHOMy aHcaMm-
6r0 npucoeanHSeTCA YernoBeyeckuii ronoc, nowwmin dansuetom. HassaHve
npousBefeHust B MOMHOW Mepe OTBeYaeT ero CTPYKType: 3TO AEeBATb OYEeHb KO-
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POTKUX pa3HOXapaKTepHbIX MbeC, COEANHEHHBbIX NPUEMOM attacca no NpUHLMNY
MOHTaxa (4TO BMOSIHE OTBeYano KOHCTPYKTUBUCTCKUM YBIIEYEHUSM aBTopa).
Mpu aToM (hparMeHTbl CneaylT Apyr 3a APYroM, AeMOHCTpUPYS npedenbHbIi
OVNHAMUYECKMI, TEMMOBbLIM U TEMOPOBbLIA KOHTpacT. Tak, Goikas, acddekTHas
3acTaBka C y4acTMeMm BCero cocTaBa UcrnonHuTenen (Appassionato) cmeHsieTcs
mMenaHxonu4HelM Freddo ¢ conupytoLe 3acypavHeHHon Tpy6ol; aanee cneny-
eT UMMNpOoBU3aLMOHHOE dhopTenmaHHoe Recitato, NPOHMKHOBEHHOE NMpUYeckoe
Melodioso 1 noxoxee Ha KonbibenbHbIN Hanes Mesto. HoByl Kpacky BHOCUT
3axuratenbHoe Bravuro, rge crakkaTupylolne OyXOBble YepeaytTcst C Urpon
dopTenmaHHbIMK KnacTepamu 1 rmuccanfo CTPYHHbIX. Ero cMeHseT caepxaHHoe
Discreto, ¢ nevanbHbIMM B3goxamu garota u BuonoHvenu. CTpeMutenbHoe UH-
TepMeauinHoe Impetuoso NPUBOAUT B KOHLLE KOHLIOB K HEUCTOBOMY TYTTUAHOMY
Furioso cduHana.

Cenmem I lMonosa Ans dnenTbl-NMKKONO, KNapHeTa, daroTa, Tpybbl, CKPUMNKK,
BMOSIOHYENN 1 KoHTpabaca, oH xe KamepHasi cumepoHusi (1927), — oguH un3
Hambornee M3BECTHbIX U MPU3HAHHbIX 0Opa3LOB KaMepHON My3biku 20-x rodoB.
Mo cTtpykType CenTeT npeacTaBnsieT COOOW KMacCUYECKUA YEeTbIPEXHACTHBIV
LMK C TPaAMLMOHHBIM COOTHOLLEHMEM YacTen (4To, BO3MOXHO, A4ano nosog aB-
TOopy HasBaTb ero cvmdoHwueir). Onopa Ha Kraccuyeckylo Mofdernb coveTaeTcs
BMECTe C TEM C HOBU3HOW U SPKOCTbIO My3blKanbHOro mMaTtepuana, AeMOHCTPU-
pytoLLero eaBa v He BeCb CTUITMCTUYECKUI CPe3 «aCMOBCKOro» aBaHrapga. Tak,
1 vactb, Moderato cantabile, OTKpbIBaeTCS NMMPUYECKON TEMON hrnenTbl Ha hoHe
OCTMHATHON urypbl krnapHeta, charota u draxonetoB koHTpabaca. AKTUBHO
pa3BMBasiCb U OXBaTblBasi BCE HOBbIE rofioca, 3Ta TeMa vepenyeTcsi C AOBOSb-
HO KOHTPaCTHbIMW 3MM304amMu, MPUBOAS, B KOHLE KOHLOB, K TMMHUYECKM BOOAY-
LUEBNEHHON MeNnoauu, BeH4alllen no3xe (uHanNbHY 4YacTb MPOU3BEASHMS.
Il yacTb, ckepuo (Allegro), oTkpbiBaloLasacs OEP3KUM «3a3blBOM», o6beanHseT
[BEe KOHTPACTHblEe TEMbI: 3KCMPECCUBHYIO KaHTUMEHY CpefHero pasgena (ckpun-
Ka, 3aTeM KnapHeT u dnenta) obpamnsieT COOCTBEHHO CKepLO3Has Mya3blka,
nonHas mopa, Xn3HepagoCTHOrO Harnopa 1 030pCTBa; B 3TUX ObICTpbIX pasge-
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nax nposiBUNOCb M BUPTYO3HOE KOHTPamnyHKTUYeckoe MacTepcTBO aBTopa, Ae-
MOHCTPUPYIOLLErO Lienbln XOPOBOA4, UMUTALMOHHBIX NpoBeAeHni Temsl. |l yacTb,
Largo, - nupuyeckuin LeHTp npousseneHns. CocpeaoTodeHHas, C OTTEHKOM BHY-
TPeHHero ApamaTuama, My3blka, 4OCTUraroLas B CBOEM pasBUTUN UCTUHHO CUM-
hOHNYECKOro HanpsbKeHUs (eLué oAuH NoBof Ha3BaTb AaHHbIA ONyc CUMMOHK-
ell), OTTEHSIETCS YAMBUTENBHOW KPacoTbl CPEAHMM 3MM30A0M — TPENETHOW Meno-
OVen CKPUMKN Ha NPUITYLLEHHOM OCTUHATHOM (DOHE HU3KMUX CTPYHHBIX. B douHane
Cenrterta (Allegro energico) MOTOPHOE ABWMXEHWE C ANIeMeHTaM1 YNNYHO-ObITOBO-
ro Xapaktepa yepeayercsl C TMPUYECKOn TEMOM U3 CKepLIO; 3aTEM OHO AaéT OCHO-
BY aKTVBHO pasBuBatoLemMycst pyrmpoBaHHOMY pasfeny (KOoTopbli Ha4YMHaeTcs ¢
pizzicato HN3KMX CTPYHHBIX) U, HAKOHEeL,, NPMBOANT K donHanbHoMy anodeosy, rae
NO-HOBOMY MPUMOAHATO M NPa3AHUYHO 3BYYUT FTMMHUYECKas Tema NepBov 4acTu.

Tamapa Jlesas

AHcaMan conucTtoB CTYAUSA HOBOW MY3bIKU

AHcambnb conuctoB CTyaus HOBOW My3blKM — BeAyLLUA POCCUACKUIA aH-
cambrb COBpeMEHHOW My3blkin — ocHoBaH B 1993 rogy B MocKoBCKOW KOHcepBa-
TOpUM KOMMNO3MTOopoM Brnagumupom TapHononsckum, aupuxépom Uropem [po-
HOBbIM 1 My3blkoBegom Anekcangpom CokonosbiM. B peneptyape konnekTvsa
NpaKkTU4ecKn BCS KamepHas U kamepHo-opkecTpoBas My3bika XX—XXI Bekos: oT
paHHero pycckoro aBaHrapfa v 3anagHoro MOAEpHU3Ma U 0 COMUHEHWIA, Hanu-
caHHbIX B nocrieaHue rogbl. 3a 28 net CTyaus McnonHuna oKomno nomnytopa Tbl-
€4 POCCUICKMX NpeMbep BedyLUMX COBPEMEHHbLIX KOMMO3UTOPOB, B TOM 4uCre
Honee COTHW KOHLIEPTOB-MOPTPETOB M COYMHEHUS B KaHpPe HOBOrO My3blKarnbHOro
TeaTpa. ExxerogHo aHcambrib ucnonHsaeT okono 60 HoBbIX Nporpamm. KoHuepTbl
CTyanun HOBOWM My3bIKV MPOXOAMIN Ha TaKWX U3BECTHbIX NoLlaakax kak bepnun-
ckast cpunapmMoHust n BeHckuin KoHueptxayc, napwkckun Cité de la Musique n
BeHeumaHckuii Teatp ManubpaH, MockoBckas n CaHkT-lNeTepbyprckas dunap-
MoHuK, BonbLuon 3an MockoBckon koHcepBaTopun 1 ap. AHCaMbnb HeogHoKpaT-
HO BbICTYyMNan ¢ COBMECTHbIMU KOHLepTamu ¢ Ensemble Modern, mysuumposan ¢
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Schoenberg Ensemble n Klangforum Wien. Ctyaus Takke perynsipHo ractponmu-
pyeT no pernoHam Poccum.

CneunansHo anst CTyauMm nucanu Takme Komno3uTopbl kak MaapTeH AnbTeHa,
Opuii BopoHuoB, AnekcaHgp ByctuH, PomaH Jllegenes, ®apampx Kapaes, KOpui
Kacnapos, Uropb Kedanuan, MaptaiH Magaur, Jlync HaoH, 3HHo Monne, Pog-
xep Pegrent, Bnagumup TapHononbckuin, iBaH ®epene, Hukonayc A. Xy6ep,
Xepap LinHHcTar n mHorve gpyrue.

Oco60e BHUMaHVE My3blkaHTbl aHCAMOMNs yAEnsT pasHOO6pa3HOMY COTPYLHM-
4ecTBY C MOMOABIMM KOMMO3UTOPaMn — 3aKa3y HOBbIX COMMHEHWIA, MPOBEAEHUI0
NeKuunii, MacTep-knaccoB, KOHKYpcoB (MexayHapoaHbIA KOHKYPC MOMOABIX KOM-
no3unTopoB nMeHu IN. KOpreHcoHa, MexayHapoaHbI KOHKYPC MOMOABIX KOMMO3W-
TopoB «HoBble Knaccukn», Becepoccuiickue ceMuHapbl Mo UCMOMHUTENbCKUM TeX-
Hukam). CTyaus HOBOM My3bIKU PeryrnsipHo NPOBOAMUT MacTep-knacchl B pasnuny-
HbIX KOHCEPBATOPUSIX MUPa, OPraHN30BbIBAET CMELNPOEKTbl B YHUBEPCUTETAX, B
ToM ymcne B OkcchopackoM, BocToHckom n MapBapackoM. CTyaus siBnsieTcs nep-
BbIM W Ha CEroAHsl €AMHCTBEHHBIM POCCUIACKVAM KOMNMEKTUBOM, MPUrMaLLEHHbIM
Ha MexpayHapoaHble Kypcbl HOBOM My3biku B [lapMwTaaTe u Ha BeHeumaHckyto
GVieHHare COBPEMEHHOTO UCKYCCTBa.

OOVH U3 BaXHbIX BEKTOPOB AEATENbHOCT aHCambnsi — MeXAMCUMNIMHapHoe
B3aumopgenctame. CTyans CoTpyaHUYAET C KPYMHENLMMU KYNbTYPHBIMU OpraHu-
3aumamn: MysbikanbHelm Teatpom nM. K.C. CtaHucnasckoro v Bn. V. Hemunposu-
Ya-JaHyeHko, LleHtpom nm. Bc. Menepxonbaa, dectnsanamm «NET — HoBblii
esponevickui Teatp» n « TERRUTOPUA», TMUU um. A.C. MNywknHa, TpeTbsakos-
ckon ranepeein, LieHTpom nckycctea Mapax, MOCKOBCKUM My3eeM COBPEMEHHOMO
nckycctea, MockoBckon bueHHane, EBpeiickvuM My3eeM 1 LEHTPOM TONepaHTHO-
ctu, «lMpemunen KangnHckoro» n ap.

CTyaust HoBoM My3blku sBNsieTcs 6asoBbiM aHcambnem LieHTpa coBpemeHHon
My3blk MocKOBCKoOW KOHcepBaTopum U MexxayHapoaHoro decTvBansi COBpeMeH-
HOM My3blkn «MoCkOBCKMIN hopyM».
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3acny)KeHHbu71 aptuct Poccumn Uropb ApoHoB poauncs B Mockee. C 1991
AaBnseTca avpwkepom bBonblioro Teatpa, rae B ero penepTyap BOLIMK one-
pbl «EBreHui OHeruny» IM. Yawnkosckoro, «®ayct» L. I'yHo, «Tpybagyp» n «Tpa-
Bunata» [x. Bepau, «Aneko» n «Ckynon peinapb» C. PaxmaHuHoBa, «Magam
Bartepdnan» k. Myvuannun, «Oetn PoseHtana» J1. JecaTtHukosa. B 2004—2007
cTan MysbikanbHbIM pykoBoauTenem psiaa 6aneTHbIX MOCTaHOBOK Ha My3bIKy
A. MspTa, I. BepHcTanHa (2004), ®. MeHgenbcoHa-baptonban, . Jluretun (2005),
M.W. Yamkosckoro, K. Yungona, A. Mapta (2006), K. Oenepto (2007), J. Oe-
csiTHMKoBa (2008). Asnancs ANMPUKEPOM-NOCTaHOBLUMKOM GanetoB «3onyLukay»
C. TMpokodbeBa (2006), «Konnenusa» JI. Oenmba (2009), «Metpywka» W.
CrpaBuHckoro (2010 r.), «Chroma» Y. Maklperopa Ha My3blky k. Tan6oTta u
[x. Yanta (2011), «Cinque» M. BuroHuettn Ha My3biky A. Busanbaum (2011),
«CumdpoHust ncanmos» M. Kunuana Ha my3biky M. CtpasuHckoro (2011), «Ykpo-
weHue crpontuson» X.-K. ManoHa mysbiky [1. LLloctakoBuya (2014, mupoBas
npembepa).

Takxe BbICTynaeT ¢ opkecTpoM Bonbluoro Teatpa B CUMGOHUYECKMX KOHLEPT-
HbIX NporpaMmax. S1BnseTcs NpurnalléHHbIM ANPUKEPOM MHOTMX U3BECTHBIX MY-
3bIKarnbHbIX KOMNMEKTUBOB, CPEAUN KOTOPbIX PoCCuIiCKM HaumnoHanbHbIN OPKeCTp,
cumMmdoHnyeckunii opkectp Pycckas dunapmonus, Ensemble Modern (Fepmanus)
1 ap. ABnsercs rmaBHbIM AUPKEPOM aHcambnsa conuctoB CTyans HOBON My3bl-
KW, C KOTOPbIM ocyLlecTBun ucrnonHeHne 6onee 1000 KOHLEPTOB M3 COYMHEHWI
POCCUICKMX 1 3apyBexHbIX kKomno3uTopos XX Beka, B TOM Yucre AeCATKN MUpo-
BbIX NPEMbep.

C MomeHTa ocHoBaHus dectuans Mockosckuin Popym Uropb [JpoHOB siBnsieTcs
ero rmaeHbIM aupwképoM. C 1994 oH Takke rnaBHbIA AVPWKEP U XYOOXKECTBEH-
HbIW PyKOBOAUTENb MOMNOAEXKHOrO aHcambnsi conucTos Npembepa.

C 1992 ropa npenogaét B MoCKOBCKOW KoHcepBaTopuu Ha kadpegpe onep-
Ho-cumMdoHuYeckoro anpwkmposanusi (¢ 2002 — npodpeccop). 3anucan cepuio
KOMMNaKT-OUCKOB COBPEMEHHOW PYCCKOM 1 3apybexHon My3biku. [acTponupyeT B
ctpaHax EBponbl, CLUA 1 A3uu.

17



SMCCD 0304 DDD/STEREO

Ll IR

=1 [=1=]1[=1=][= ~
af|s][w][N][R] e

= [=][=][=
©||o||N] [

TT: 56.37

PYCCKWUIA ABAHTAPA

Ceprei Npokochbes (1891 — 1953)

KBuHTeT «Tpaneums» conb muHop, Op. 39 (1924)
1. Tema Con Variazioni. . . . ... .v vttt 5.13
2.Andante €NergiCo . .. ...ttt 3.07
3. Allegro sostenuto, maconbrio . ......... ... .. . . 2.07
4. Adagio PESANTE . . . oottt 2.44
5. Allegro precipitato, ma non troppo presto . .. ................. 2.49
6. ANdaNtiNO . . ... 4.24

Anekcen XXuBotoB (1904 — 1964)

®parmeHTbl Ang HoHeta, Op. 2 (1929)
L. APPASSIONALO. .« . o v vt 0.41
2.Freddo. ... 0.46
B.ReCHalO . . .. 1.16
4. MelodioS0o . ..o 0.59
5.MESIO. . ..o 1.04
6.Bravuro . ......... . 0.43
7. DISCIetO . . .ot 0.38
8. IMPEtUOSO . . . o 0.25
9. FUMOSO ..ot 0.38

FaBpuun MNonos (1904 — 1972)

CenTet o maxop, Op. 22 (1926)
1. Moderato cantabile . ........ .. ... .. . 4.56
2.Scherzo. Allegro .. ... 7.54
3.Largo. ..o 8.15
4. Finale. Allegro €nergiCo. . ... ..o v it 7.41

18



AHcamb6rb «CTyaus HOBOM My3bIKU»:
MapuHa Py6uHwTenH, dneinta -
AnacTacus TabaHkoBa, ro6on —[6)
EBrenun BapxartoB, knapHert ((1]—
Hukuta AradoHoB, knapHer ([16] —
CtaHucnae KateHuH, daror (16 —
BaneHTuH My3aHkKoB, darot
Hukonai KameHeB, Tpy6a (7] —[19])
Hatanusa YepkacoBa, doptenunaHo (7] —
MapuHa KaTtapxxHoBa, ckpunka ([1] — [18])
EkaTepuHa ®omuuKas, ckpunka (7] —
CrtaHucnaB ManbiweB, ckpunka (16 —
EkaTepuHa MapkoBa, anst ([1] — [15))
Onbra ManoykuHa, Brononyens (7] —
Mpuropun KpoteHko, koHTpabac —[6], [16] —

Oupwxép Uropb ipoHoB -

Xy#oxecCTBEHHbIV pykoBoauTens Bnagumup TapHononbckumn

3anucaHo B borbLiom 3ane MocKoBCKOW rocyfapCTBEHHON KOHCEPBaTOPUK
nm. M.U. Yainkosckoro B anpene — Hosbpe 2021 r.

3Bykopexwuccép: Muxann Cnacckuii

UrxeHepbl: Anekceit Mewwaros ([1] — [18]), AHTon Bywmnckuin (L6] —
[Oun3ann: Anekcert Munctok

VcnonHuTenbHbI npoatocep: EBreHni MNnatoHos

© & ® 2022 MockoBckas rocyaapcTBeHHasi koHcepsaTopus um. IN./. Yaiikosckoro
Bce npaBa 3alyuLeHb!
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