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TT: 155.31
CD1 TT: 74.48
Dmitry Stepanovich Bortnyansky (1751 — 1825)
Sonata in C major for harpsichord (1784)
from “Varie Sonate di Cembalo Scritte
per Sua Altezza Imperiale Gran Duchessa di Russia”
L ANEgro MOTErato . . .o ottt e 5.58
2. AdAgIO . . 5.18
3. RONAO ANDANTING . . . .ot 4.06
Maxim Sozontovich Berezovsky (1745 — 1777)
Sonata in C major for violin and basso continuo (1772)
L AL EOIO ottt 5.21
2. BrAVE . o et 3.15
3. Menuetto con B variazioni . . ... 6.39

Vasily Semyonovich Karaulov (ca.1755 — 1820)
Variations in F minor on the Russian song “I Feel Miserable” for harpsichord (1787). .8.59

Lev Stepanovich Gurilyov (1770 — 1844)
Sonata in D minor for harpsichord (ca. 1794)

L AEGIO 7.26
2. ADAGIO . . e 2.33
B ANAANtINO . . o 4.28
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Alexander Ivanovich Lizogub (1790 — 1839)
Variations in C minor on the Russian song “In the Middle of a Flat Valley”. ... ... ... 3.14

llya Ivanovich Lizogub (1787 — 1867)
Sonata in G minor for cello and fortepiano (1825 — 1828)

L ABGIO 9.35
2. AdAgIO . 2.46
3.RoONAO. MOderato . . .. ..o 4.39

Maria Uspenskaya, harpsichord (1] — [10])

Fatima Lafisheva, baroque violin (4] —[6])

Alexei Shevchenko, Broadwood fortepiano ([11] —
Alexander Listratov, baroque cello ([12] —
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CD2 TT: 76.93
Mikhail lvanovich Glinka (1804 — 1857)

Doubt (1838), words by N. Kukolnik . ........ ... . . . i 4.30
Alexander Lvovich Gurilyov (1803 — 1858)

Dear Mother (ca. 1845), words by G. Nirkomsky. .. ........................... 3.04
Thou and You (words by A. Pushkin). . . ... ... . i 1.12
Mikhail lvanovich Glinka (1804 — 1857)

Call Her Not Heavenly (1834), words by N. Pavlov. . ........ ... ... ... .. .... 5.18
John Field (1782 — 1837)

Nocturnein Gmajor, H. 58 . . ... .. . . 2.39
Nocturne in Bflat major, H. 37. . . .. ... 3.15
Mikhail lvanovich Glinka (1804 — 1857)

Nocturne “La separation” (1839) . . . .. .. .. i 3.59
Alexander Lvovich Gurilyov (1803 — 1858)

Polka-mazurka in Aminor . . ... 2.16
Mikhail lvanovich Glinka (1804 — 1857)

Mazurka in C major (1852) . ...ttt 1.05
Souvenir d'une mazurka (1847). . . .. ..o 3.53
The Lark (1840), words by N. Kukolnik . . ........ ... .. ... ... ... ... .. ..., 3.10
Alexander Lvovich Gurilyov (1803 — 1858)

The Lovely Bird Has Flown, words by S. Selsky . . .. .......... ... .. ... ....... 1.43
Alexander Alexandrovich Alyabyev (1787 — 1851)

What Are You Singing, Beauty (ca. 1832-1834), words by V. Domontovich ......... 4.20
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Mikhail lvanovich Glinka (1804 — 1857)

Variations on The Nightingale by A. Alyabyev (1833) ......... ... ... .. ....... 7.37
Travelling Song (1840), words by N. Kukolnik. .. ......... ... .. ... ... ....... 2.20
Farewell Waltz (1831) . . .. ..o 1.03
Valse-Fantasie (1839) . . . ... ot 8.30
Trio pathétique in D minor (1832)
L ANEgro MOCErato . . . oottt e 5.18
2.8Scherzo. VIivacissimo. . . .. ..ot 3.22
B LaArg0 . o o 5.48
4. Allegro CON SPINIt. . . .. oo 2.15

Olga Grechko, soprano (1] —[4], [11] — [13],
Marina Katarzhnova, violin ([18] —

Olga Demina, cello (1], [z8] — [21))

Mikhail Dubov, Broadwood fortepiano ((1]— [21])

Recorded at the Grand Hall of the Moscow Tchaikovsky Conservatory,
April 6, 17 and August 8-11, 2021

Sound recording, editing and mastering: Mikhail Spassky
Engineer: Alexey Meschanov

Design: Alexey Gnisyuk

Executive producer: Eugene Platonov

© & ® 2021 The Moscow Tchaikovsky Conservatory
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early 19th centuries. And the figure of Mikhail Glinka, somewhat ‘touched up’ to fit the

musical and ideological concept of The Mighty Handful, overshadowed a whole gal-
axy of names of his predecessors and contemporaries who lived in the age of Russian classi-
cism and sentimentalism. Moreover, Glinka’s piano and chamber music also remained in the
shadow of his “grand style” compositions as it did not fully meet this concept. The biographies
of the musical A-listers are replete with unexplored facts, words and phrases, such as ‘possi-
bly,” ‘probably,” ‘presumably,” ‘most likely,” ‘according to one version,” etc. The musical legacy
of the composers of that period has been little studied and not published in full. Often, even in
scientific studies, the lack of knowledge and, as a result, misunderstanding of the musical lan-
guage of the era is ‘compensated’ for by condescendingly affected intonations that adults often
use when they look at children’s drawings.

The insufficiently expressed national element is one of the ‘flaws’ most often imputed to the
Russian 18th century. This criticism comes from the romantic era, for which the national fla-
vor was of great importance. At the same time, nowhere in Europe did the clavier music of the
fétes galantes age appeal to folklore to the same extent as in Russia. The collections of Rus-
sian songs by Vasily Trutovsky (1776—-1795) and Nikolai Lvov/lvan Pra¢ (1790) immediate-
ly became very popular, and the clavier or violin variations on Russian themes were among
the most widespread genres of Russian music. However, the reliance on folk origins is clear-
ly felt not only in the variation cycles but also in other genres. While the national specifics of
the European schools in the second half of the 18th century were in fact leveled out and trans-
formed into the gallant style that was common for all European countries, Russian music, by
no means aloof from the common European processes, acquired, from the very beginning, a
national identity that was fairly pronounced for the gallant age. Starting from the 19th century,
the intonation structure of city romance also penetrated into instrumental music, which contrib-
uted to an even greater national individualization of Russian musical culture that was entering
the age of romanticism.

“The pre-Glinka era” is a firmly established definition of Russian music of the 18th and



Of course, Russian music of that time learned from European, primarily Italian music; the Rus-
sian composers (Berezovsky, Bortnyansky, Glinka) would spend time abroad, and many Euro-
pean musical celebrities, including John Field, worked in Russia. This ‘apprenticeship’ helped
Russian musical art attain a strong tradition of high professional mastery, which did not in the
least contradict national identity. The “youthful inspiration” of Russian musical art gave birth to
this original, fresh and sincere intonation, about which much has been said and written. As for
the formation of instrumental performance in Russia — the spread of the instruments and new
works and genres, the emergence of performers, the heyday of music salons and home mu-
sic-making — it was only possible as a direct interaction with the common European musical
culture.

The album “Russian Classical Music on Period Instruments” presents the music of Dmitry
Bortnyansky, Maxim Berezovsky, Vasily Karaulov, Lev and Alexander Gurilyov, Alexander and
llya Lizogub, John Field, Alexander Alyabyev, and Mikhail Glinka.

Dmitry Stepanovich Bortnyansky (1751, Glukhov, Kiev province — 1825, St. Petersburg)
was a composer, conductor, clavier player, singer, and one of the brilliant representatives of
Russian musical classicism. The composer’s father, Stefan Shkurat, an ethnic Lemko, came
from the village of Bartne, from which the surname Bortnyansky originated. He was a pupil and
later director of the Court Singing Chapel in St. Petersburg. He was taught by Baldassarre Ga-
luppi. Between 1768 and 1779, Bortnyansky lived in Italy, mostly in Venice, and also visited
Rome, Naples, and Bologna. He wrote choral concertos, operas, chamber and clavier music.
Most of the composer’s legacy has been lost.

Maxim Sozontovich Berezovsky (1745-1777, St. Petersburg) was a composer, violinist, and
singer. The composer’s father could be a bearer of the Sas coat of arms. The composer pre-
sumably spent his childhood in Glukhov, where he could study at a singing school. He could
also study at the Kiev Theological Academy. From 1769 to 1771, he studied at the Philharmon-
ic Academy of Bologna, most likely under the guidance of Padre Martini. In 1771, he received



the status of a foreign member of the Bologna Academy. He visited Venice and Livorno, where
the Russian squadron was stationed. For the winter carnival in Livorno, he wrote the opera
Demofonte to the libretto by Pietro Metastasio. Along with Bortnyansky, he was the creator of
the classic type of Russian choral concerto. Among his most famous concertos are Ascend the
Throne, Lord and Do Not Reject Me in Old Age.

Vasily Semyonovich Karaulov (circa 1755-1820) is known as a composer by an edition of
1787, which contains, in addition to the clavier sonata by Ivan Prac, three variation cycles writ-
ten by Karaulov on the themes of Russian songs: “There are a lot of gnatlings in the forest,”
“You, little orphan child,” and “Oh, | feel miserable.” In his variations, Karaulov relies on the
aesthetics of musical sentimentalism. The little that we know about Karaulov is known thanks
to Irina Karaulova. In her book “Varvara Alexandrovna Knyazhnina in Her Family Circle,” she
writes: “Karaulov, who lived in St. Petersburg, was close to Lvov’s circle. From 1808 to 1812,
having the rank of court councilor, he served as advisor to the Pskov provincial government,
and later served as director of the Pskov gymnasiums. He was a parishioner of the Church of
St. Nicholas on the Usokha in the city of Pskov.”

Alexander Ivanovich Lizogub (1790, Sednev — 1839) was a major general, participant in the
Patriotic War of 1812, the foreign campaigns of 1813 and 1814, and the Polish campaign of
1831, pianist, and composer. He was educated at the Corps of Pages. He composed mazur-
kas, nocturnes, and variations on themes of Russian and Ukrainian songs.

llya lvanovich Lizogub (1787, Kulikovka — 1867, Chernigov) was a colonel and participant in
the Battle of Borodino. He wrote one of the first Russian sonatas for cello and piano. He was
a brother of the pianist and composer Alexander Lizogub and the Ukrainianophil liberal Andrei
Lizogub. Together with Andrei, llya Lizogub morally and financially supported Taras Shevchen-
ko, who was in exile. In 1846, Taras Shevchenko painted an oil portrait of llya Lizogub.



John Field (1782, Dublin — 1837, Moscow) was an Irish and Russian composer, virtuoso pia-
nist, and teacher. He is considered the founder of the nocturne genre. He studied with the fa-
mous Muzio Clementi and also worked as a sales representative at his piano workshop. He
gave concerts in Europe. From 1803, he lived in Russia, in St. Petersburg and Moscow. His
recitals were very successful there. He also composed and taught. Among his students were
Alexandre Dubuque, Mikhail Glinka, Alexey Verstovsky, and Alexander Gurilyov, for whom he
was a major influencer in all aspects of the art of piano playing, such as phrasing, sound, and
technique. He wrote piano nocturnes, sonatas, concertos, variations, rondos, and other pieces
and exercises.

Alexander Alexandrovich Alyabyev (1787, Tobolsk — 1851, Moscow) was a composer, pi-
anist, and conductor. He wrote numerous romances, as well as operas and vaudevilles. He
was born into the family of a major official, the Tobolsk governor, a representative of an old no-
ble family. He took part in the Patriotic War of 1812 and the foreign campaigns of the Russian
army in 1813 and 1814. He was friends with Alexey Verstovsky and Alexander Dargomyzhs-
ky. In early 1825, Alyabyev, who had retired by that time, was arrested on suspicion of man-
slaughter. Despite the lack of evidence, he was sentenced to exile with the deprivation of all
rights and nobility. In exile (in Tobolsk, then in the Caucasus and Orenburg), he continued his
musical activities and directed symphony and choral concerts, and performed as a conduc-
tor and pianist. He composed romances (including The Nightingale) that have become wide-
ly known and orchestral works. In 1843, he received permission to live in Moscow, where he
re-entered the theater quarters and wrote music for theatre performances.

Lev Stepanovich Gurilyov (1770, Semyonovskoe-Otrada — 1844, Moscow) was a Russian
composer, pianist, and choral conductor. He was born into the family of a serf peasant who
belonged to Count Vladimir Orlov. Gurilyov spent almost his entire life in Orlov’s Semyon-
ovskoye-Otrada estate, but sometimes he presumably stayed in Moscow in the count’s house
and visited the Usolye estate on the Volga. He was in charge of the count’s serf choir. He



wrote sacred and secular works for choir and piano, including 24 Preludes and One Fugue,
the first cycle of preludes in all keys in the history of Russian music.

Alexander Lvovich Gurilyov (1803, Semyonovskoe-Otrada — 1858, Moscow) was a com-
poser, pianist, violinist, and violist. He was the son of Lev Gurilyov, a serf musician of Count
Vladimir Orlov. He studied the piano with John Field and music theory with losif Genishta. He
played in the serf orchestra on the violin and viola, as well as in the quartet of Prince Golit-
syn. In 1831, after the death of Count Orlov, the father and son Gurilyov received freedom and
were assigned to the estate of the bourgeoisie. Despite the fact that Gurilyov soon became fa-
mous as a composer, pianist, and teacher, he lived in poverty, making his living giving private
lessons and proofreading sheet music. His romances, including “The Monotonous Bell Keeps
On Ringing” and “You Cannot Understand My Sadness”, and piano works — variations and fan-
tasias on popular themes, salon and dance pieces are very well known.

Mikhail lvanovich Glinka (1804, Novospasskoye — 1857, Berlin) was the great Russian com-
poser of his time, who influenced all subsequent generations of Russian musicians. He was
the founder of the Russian operatic tradition and wrote symphonic, choral piano, chamber, and
vocal works. When Glinka was a child, he was greatly influenced by musical impressions as-
sociated with the serf orchestra in his parents’ estate. He studied at the Noble Boarding School
in St. Petersburg and took music lessons from Karl Zeuner, Charles Mayer, and John Field.
He communicated with Alexander Pushkin, Wilhelm Kiichelbecker, Vasily Zhukovsky, Anton
Delvig, Alexander Griboyedov, Viladimir Odoyevsky, and Adam Mickiewicz. He traveled across
the Caucasus, Italy, Austria, and Germany (in Berlin he continued his musical education with
Siegfried Dehn), and visited France and Spain. He was familiar with Vincenzo Bellini, Gaeta-
no Donizetti, Felix Mendelssohn, Hector Berlioz, Giacomo Meyerbeer, and Stanistaw Moniusz-
ko. After the triumphant premiere of his opera A Life for the Tsar (1836), he was appointed Ka-
pellmeister of the Court Singing Chapel (1837 to 1839). The artistic significance and scale of
Glinka’s legacy allowed him to take a significant place in world musical culture.
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The recording features genuine pe-
riod instruments and their authentic
copies:

» a Neupert harpsichord, a copy of the
1739 Blanchet instrument,

¢ and an 1820 Broadwood fortepiano.

We are sincerely grateful to Peter Aidu
for the provided instrument, a genuine
creation of the English school of pia-
no-building. Its instruments prevailed
in the concert life of St. Petersburg and
Moscow in the first half of the 19th cen-
tury.

We also express our gratitude to the
maker Andrei Andrianov for preparing
the instruments for the recording.

Alexey Shevchenko, Mikhail Dubov

Broadwood is one of the oldest and
most significant piano manufacturers.
It was founded in Great Britain in 1728 a Neupert harpsichord
and exists today.

In 1818, Thomas Broadwood presented Beethoven with a new model, which became an in-
centive for him to create new piano opuses. This grand piano has become a kind of relic. Af-
ter Beethoven’s death, it was bought by Franz Liszt and subsequently transferred to the Hun-
garian National Museum in Budapest, where it is kept today. If you type “Beethoven’s room”
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in your browser, you will immedi-
ately find a ‘portrait’ of this famous
piano painted by Johann Nepomuk
Hoechle.

In the early 2000s, the same kind
of grand piano was presented to
me by Sergei Medvedev, a neigh-
bor who lived on the first floor, — it
was made by Broadwood a little
later, in 1820, but the model is the
same as Beethoven’s. It was in a
very poor condition, and it was im-
possible to play it.

The piano stood on its side in
a room for many years, and my
daughter used to go down on it like
on an ice slide. Finally, | made up
my mind to have it restored. Alex-
ander Petlura, a cult Moscow un-
derground artist, and | took the
grand piano in a minibus to Bel-
an 1820 Broadwood fortepiano gium, to the piano maker Chris
Maene’s workshop. Chris not only
restored the instrument, but also used it as a basis for the world’s first copy of Beethoven’s
Broadwood. Thus, the circle got closed. Beethoven waited for his Broadwood for six months,
and | waited for it for about ten years. Today our ‘Moscow’ Broadwood is actively used in mu-
sical life.

Peter Aidu
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Maria Uspenskaya is one of the best Russian cla-
vier players of the younger generation. She re-
ceived her musical education at the Moscow Gnes-
sins School of Music in the class of Irina Renova,
then at the Moscow Conservatory as a pianist with
Prof. Vladimir Ovchinnikov and Prof. Alexey Lyubi-
mov, and as a harpsichordist with Prof. Olga Mar-
tynova. In 2003 and 2004, she attended the harp-
sichord class of Prof. Bob van Asperen and the pe-
riod piano class of Prof. Stanley Hoogland at the
Sweelinck Academie in Amsterdam. She improved
her performing skills at master classes of world fa-
mous musicians, such as Andreas Staier, Davitte Moroney, Christopher Stembridge, Bart van
Oort, Arthur Schoonderwoerd, Zvi Meniker, Jirgen Schrape, and Peter Donohoe.

Maria Uspenskaya is a prize-winner of Oude Muziek in Bruges, one of the most respected in-

ternational competitions of early music, in two categories at once, harpsichord and hammerk-
lavier.

Maria Uspenskaya has repeatedly taken part in international festivals, including the J.S. Bach
Festival in Kéthen, Germany, Dedication to Oleg Kagan in Moscow, the Igor Stravinsky Fes-
tival in Moscow, the festivals of ancient music in Utrecht, the Netherlands, and many others.

She has collaborated with outstanding musicians, such as Alexey Lyubimov, Michael Chance,
Paolo Pandolfo, Philippe Jaroussky, William Dongois, Anatoly Grindenko, Jaap ter Linden,
Mark Pekarsky, Dmitry Sinkovsky, Olga Martynova, and Andrei Doinikov.

She has been teaching at the faculty of Historical and Contemporary Performing Arts of the
Moscow Conservatory since 2007.

In the summer of 2010, Maria became the first Russian winner of the first prize and the audi-
ence award at the J.S. Bach Competition in Leipzig in the harpsichord category.
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Fatima Lafisheva was born in 1978 in the city of Nalchik, Ka-
bardino-Balkaria. She graduated from the Nalchik Music Col-
lege (class of Associate Prof. Larisa Lafisheva) and the Mos-
cow Tchaikovsky Conservatory (the faculty of Historical and
Contemporary Performing Arts) where she studied with Alex-
ey Strelnikov.

She has attended baroque violin master classes of the most
prominent masters, such as Marie Leonhardt, Anton Steck,
and Christoph Mayer.

She has performed as an ensemble player at the Comeback
and Moscow Autumn festivals, as well as the Arnold Schoen-
berg Festival in Moscow.

In 2002, Fatima Lafisheva became a soloist of the Golden Age
baroque capella (artistic director — Alexander Listratov). She
became a member of the ensemble Soloists of Catherine the
Great in St. Petersburg in 2006. The violinist has performed in joint projects with famous Rus-
sian and European musicians, such as Alexey Lyubimov (period keyboard instruments), Yuri
Martynov (period keyboard instruments), Benedek Tshalog (transverse flute, Hungary-Germa-
ny), Michael Chance, a countertenor from the UK, Marco Rossi, Davide Fior, Marco Pierobon,
Vittorio Ghielmi, Ramiro Albino (Argentina), and others.

As a soloist, she has performed at the international festivals in Suomenlinna, Finland, Bolza-
no and Sassuolo, Italy, the Diaghilev Seasons in Perm, the Chamber Music Festival in Shang-
hai, etc.

Currently, Fatima Lafisheva performs as a member of the baroque capella Golden Age in Rus-
sia and abroad.
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Alexey Shevchenko is an organist, harpsichordist, pianist,
prize-winner of international competitions.

He received his primary musical education at Children’s Music
School No. 3 in Samara in the class of Marina Mankovich and
continued his studies at the Central Music School of the Mos-
cow Conservatory in the classes of Kira Shashkina and L.F.
Averyanova.

He graduated from the Moscow Tchaikovsky Conservatory
where he studied in the organ class of Prof. Alexey Parshin
(the department of organ and harpsichord) and the class of pi-
ano, harpsichord and period piano of Prof. Yuri Martynov (the
faculty of Historical and Contemporary Performing Arts). He
has taken part in master classes by leading European musi-
cians.

He has been teaching early keyboard instruments and chamber ensemble at the faculty of His-
torical and Contemporary Performing Arts of the Moscow Conservatory since 2003.

Alexey Shevchenko holds master classes at the Gnessins Russian Academy of Music, the
conservatories of Novosibirsk and Petrozavodsk, and the Shanghai Pedagogical University.

He has taken part in the festivals Young Stars of Russia and America in Samara, Oude Muziek
in Utrecht, the Netherlands, Alternative, For the 100th Anniversary of the Organ of the Grand
Hall of the Moscow Conservatory, Four Colors of Time, For the 100th Anniversary of Maria
Yudina in Moscow, Earlymusic in St. Petersburg, the International Festival of Early Music in
Modena, Italy, Northern Orpheus in Kirov, and others. He has toured in the CIS countries, Eu-
rope, the People’s Republic of China, and the Middle East (Lebanon, Syria, and Jordan).

Alexey is a soloist of the baroque capella Golden Age.
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Alexander Listratov is one of the leading specialists in the
field of period performance in Russia. For many years, he was
a student of the legendary Yefim Gendlin. Among the musi-
cian’s other teachers are Irina Tsaplina, Mark Fliderman, and
Andrei Krasilnikov. He studied baroque cello with prominent
European musicians Bruno Cocset, Charles Medlam, and
Roel Dieltiens. Alexander Listratov has appeared at the most
prestigious venues, taken part in major international festivals,
including Earlymusic in St. Petersburg, Days of Russian Cul-
ture in France, lle de France, the International Festival of Ear-
ly Music in Modena, ltaly, Suomenlinna, Finland, the Bolza-
no Chamber Music Festival in Italy, as well as the Internation-
al Early Music Festivals in Avignon, France, Sasuolo, ltaly,

Brezice, Slovenia, etc. For the first time in the history of South-
east Asia, he gave a solo concert on a baroque cello at the
Shanghai Grand Theatre in China.

He has been artistic director of the baroque capella Golden
Age (Moscow) since 2002.

Olga Grechko graduated from the conducting and choral de-
partment of the Academic Music School of the Moscow State
Conservatory, then studied at the vocal department of the
Gnessins Russian Academy of Music in the class of Solomon
Khromchenko. She graduated from the Academy of Choral
Art (the class of Ruzanna Lisitsian) and persuied postgradu-
ate studies at the Moscow Conservatory (classes of professors
Alexey Martynov and Svetlana Savenko).
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She is a prize-winner of the international competition Il Premio Valentino Bucchi in Rome. Olga
Grechko’s repertoire is mostly focused on the music of the Renaissance, Baroque, Classicism
and German Romanticism. The singer studied the performing style of these periods at master
classes of Michael Chance, Anthony Rooley, Evelyn Tubb, and Paul Esswood (UK), Ute von
Garczynski (Germany), Ingeborg Wamser (Austria), and Jesper B. Christensen (Switzerland).

She has collaborated with the early music ensembles La Stravaganza (Moscow), Madrigal, Or-
pharion, and Lad, the orchestras Pratum Integrum, Musica Viva, the Russian State Cinema-
tography Orchestra (the singer’s voice can be heard in the motion pictures Andersen, a Life
without Love directed by Eldar Ryazanov, The Black Prince directed by Anatoly Ivanov, and
The Horseman Named Death directed by Karen Shakhnazarov. She has taken part in the fes-
tivals Russian Winter, Moscow Action, Sheremetev Seasons in Ostankino, Moscow Autumn,
and the International Organ Festival.

She has performed in Italy, Austria, Germany, and Switzerland.

Marina Katarzhnova was born in 1979 in the Belgorod region.
She graduated from the Moscow Gnessins Secondary Spe-
cial Music School (the violin class of Natalia Fikhtengolts, the
chamber ensemble class of Lidia Fikhtengolts) and the Mos-
cow Tchaikovsky Conservatory, and had her internship at the
Moscow Conservatory (the violin classes of Prof. Zarius Shi-
khmurzayeva, Nazar Kozhukhar and Prof. Sergei Kravchenko;
the chamber ensemble class of Prof. Alexander Bakhchiev).

She has attended master classes of Lucy van Dael, Felix An-
drievsky, Marie Leonhardt, Thomas Zetmire, and Roger Nor-
rington. She is a prize-winner of the All-Russian Ippolitov-lva-
nov Competiiton and the International Yampolsky Violin Com-
petition.
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She has collaborated with renowned musicians, representatives of period performance, includ-
ing Peter Schreier, Trevor Pinnock, Sigiswald Kuijken, Teodor Currentzis, Roger Norrington,
and Christophe Rousset. She has played in ensembles with Alexey Lyubimov, Alexander Ru-
din, Nazar Kozhukhar, Alexander Trostyansky, Dmitry Sinkovsky, Elena Revich, Yuri Martynov,
Alexander Melnikov, Yana Semeradova, Riccardo Minasi, Sergio Azzolini, Rolf Lislevand, and
others.

In 2016, together with harpsichordist Olga Martynova, flutist Olga Ivusheikova and cellist Au-
gust Krepak, she founded the ensemble Gnessin Baroque.

Along with the modern and baroque violin, he also plays the viola.

She has taken part in the festivals December Evenings, Comeback, and Moscow Autumn in
Moscow, EarlyMusic in St. Petersburg, and many others in Russia and Europe.

The violinist’s solo recordings have been released on Caro Mitis, Supraphon, Estonian Record
Productions, and FANCYMUSIC (works by Vivaldi, Telemann, Jiranek, and Karmanov).

Olga Demina was born into a family of hereditary musicians.
From an early age, she studied the piano, but later she pre-
ferred the cello. She graduated with honors from the Cen-
tral Music School of the Moscow Tchaikovsky Conservato-
ry where she studied with Andrei Demin, then continued her
studies at the Moscow Conservatory in the class of Prof. Na-
talia Shakhovskaya. She is a prize-winner of international mu-
sic competitions, including the first prize of the Heran Interna-
tional Competition and the third prize of the Tchaikovsky Youth
Competition. She is a soloist of the Moscow Contemporary
Music Ensemble, Sergei Mazayev’s ensemble QueenTet, ac-
tivist and soloist of the orchestra Persimfans, and other Mos-
cow ensembles.
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Mikhail Dubov graduated from the Moscow Conservatory and
completed his postgraduate studies in three specialties: pia-
no (the class of Vera Gornostayeva), organ (the class of Alex-
ey Parshin), and musicology. He is a professor at the Moscow
Conservatory, dean of the faculty of Historical and Contempo-
rary Performing Arts, Ph.D. in Art History, winner of the Seiler,
Theater Initiative, Golden Mask, and Pure Sound awards, solo-
ist of the Moscow Contemporary Music Ensemble (MVCME). He
has also been a member of the Academy of Early Music, Pock-
et Symphony, and Studio for New Music.

The musician’s creative interests include a wide range of musi-
cal styles and trends from early music to the present. He con-
stantly expands his repertoire, including rarely performed mu-
sic of the past and works by contemporary composers. Mikhail
Dubov is the first performer of many works by Russian and for-
eign composers. He has collaborated with major composers of today. Among the orchestras
which he has performed as a soloist with are Ensemble Modern, the State Academic Sympho-
ny Orchestra, the Mariinsky Theater Orchestra, the Grand Symphony Orchestra, the National
Philharmonic Orchestra of Russia, Musica Viva, and New Russia. He has worked with conduc-
tors Vladimir Jurowski, Teodor Currentzis, Filipp Chizhevsky, Alexander Rudin, and Gianan-
drea Noseda. Tatiana Grindenko, Alexey Lyubimov, Nazar Kozhukhar, Alexander Trostyansky,
Alexander Zagorinsky, Mark Pekarsky, Heinz Holliger, and Valery Popov have been Mikhail
Dubov’s partners in artistic projects and concert performances.

The performer has released many recordings of his solo and ensemble repertoire on various
labels, such as Le Chant du Monde, FANCYMUSIC, and Firma Melodiya, including two CDs
of the anthology of Russian piano music of the 20th and 21st centuries as part of the project
Sound Review. Mikhail Dubov is also a researcher, mainly in the field of contemporary music,
and author of a number of publications. He gives master classes in Russia and abroad.
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kon XVIII — Hayana XIX Bekos. A cdurypa Munxauna IMmuHKun, HECKONMbKO «NOAPUXTO-

BaHHas» Nof My3blKanbHO-UAE0Mornyeckyto kKoHuenumo «Moryyen Kyydkuy, 3acno-
HUna cobon uenyk nnesgy MMEH ero nNpealecTBEHHUKOB M COBPEMEHHMKOB 3MOXU PYCCKO-
ro knaccvuumsama n ceHtumeHtanuama. Npuyém coprenmaHHas n kamepHas Mysbika [MUHKK
TakkKe ocTanacb B TEHW €r0 e COYMHEHUIN «BOMnbLIOro CTUMSA», Kak He BMOMHE COOTBETCTBY-
olasn aTon KoHuenumu. buorpadmmn mysbikanbHbIX UMEH NEepBOro psaa u3obunyoT benbimm
nNsiTHaMW, TaKMMK CroBaMu 1 060poTaMM Kak «BO3MOXHO», «BEPOSITHO», «NPeanonoXuTenb-
HO», «CKOpee BCEero», «no ogHoW 13 Bepcuin» un T. N. MysbikanbHOe Hacnegne KOMNo3uTOpoB
3TOro nepvoga Marno U3y4YeHo 1 U3gaHo He B MOIHOM 06bEMeE. YacTo aaxe B Hay4HbIX pabo-
Tax He3HaHWe W, Kak CnedcTBue, HENMOHNUMaHe My3blKanbHOMO A3blka 3MOXN KKOMMEHCUPYHOT-
CS1» CHUCXOAMUTENbHO-YMUIEHHBIMU MHTOHAUMSMU, Kakue ObIBatOT Y B3POCHbIX, KOrAa OHU pas-
rNsabIBalOT OETCKUE PUCYHKN.

uOFJ'IVIHKMHCKaﬂ anoxa» — onpeaereHne, NPOYHO 3aKPenmuBLLIEECS 3a PYCCKOW My3bl-

OpnuH 13 Hanbornee YacTo BMeHsieMbIX B BUHY pycckoMy XVIII Beky «M3bsiHOB» — HEQOCTAaTOMHO
BbIpa)X€HHOE HauuoHanbHoe Hadvano. Kputuka aTa NpoucxoguT M3 pOMaHTUYECKOW 3MOXM,
AN KOTOPOW HauMOHamnbHbIA KonopuT mMen 6onblioe 3HaveHue. Bmecte ¢ TeM Hurge B
EBpone knaBupHas My3blka ranaHTHOrO Beka He anennupoBana K (POnbKropy B Takon
cTenexun kak B Poccun. CoopHuKkn pycckunx neceH B. Tpytosckoro (1776 — 1795) n A. JlbBoBa
n W. Mpayva (1790) cpasdy e nonmy4nunn BecCbMa LUMPOKOE XOXAEHWE, U KraBupHbIE WUn
CKpUNWYHbIE Bapuauum Ha pycckMe TeMbl CTanu OgHUM u3 Haubonee pacnpocTpaHEHHbIX
XaHpOB PYCCKOW My3blkW. HO He TOMbKO B BapuaUMOHHbLIX LMKNAax, HO U B APYrUX >XaHpax
SIBCTBEHHO OLUYLI@eTCA Onopa Ha HapodHble WCTOKW. B TO Bpems, kak HauuoHarnbHble
0CcOBEHHOCTM eBpornenckmx Lkomn Bo BTopor nonosuHe XVIII Beka, no cyTu, HUBENMpOBanuch
1 NPETBOPUIUCE B €QUHbIN AN BCEX €BPONENCKUX CTPaH ranaHTHbIN CTUMb, pycckas My3blka,
OTHI0Ab He Oyayun B CTOpOHe OT 06LueeBponenckrx NpoLeccoB, C camMoro Havana obpena
[OOBOMNbHO BbIPAXEHHYI ONS ranaHTHOrO Beka HaUMOHamnbHYH WAEHTUYHOCTb. HaumHas ¢
XIX cTonetnsi MHTOHALMOHHBIA CTPOW FOPOACKOrO pOMaHCca MPOHWK U B UHCTPYMEHTasbHYo
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My3bIKy, 4TO cnocobcTBoBano ewé OGonblien HaunmoHanbHOM WHAMBWMAYyanu3auum pPyCcCKOW
My3blKanbHOW KyNnbTypbl, BCTYNatoLLen B 3NoXy poMaHTu3mMa.

KoHeuHO, pycckasi Mysblka Tex BPEMEH yduracb y €BPOMEriCKONW, Npexxae BCero UTanbsHCKOW,
pycckue KOMMo3vTOpbl MPOBOAMIN BpeMs 3a rpaHuuen (kak bepesosckui, BopTHaHckui, MMuHKa),
a MHorvie eBporelickne MysblikasibHble 3HaMeHUTOCTY paboTtarnu B Poccum (B vx umcne u proH dung).
W UTOrom aToro «y4eHU4ecTBay» Crarn BbIXO4 PYCCKOrO My3bIKaribHOrO MCKYCCTBa Ha NPOYHYH TpaaumLmnio
BbICOKOTO  MPOECCHOHANBbHOTO  MacTepCTBa, HUCKOMBbKO HE  MPOTVBOPEYALLEro  HaLMOHarbHOM
camobbITHOCTW. «Mnagoe BOOXHOBEHbE» POCCMIACKOMO My3bIKanbHOTO WCKYCCTBa poXaano Ty
OPWUIMHAsTbHYIO, CBEXYIO UM MUCKPEHHIOI MHTOHALMIO, O KOTOPOW MHOMO YXe CKasaHO M HarmmcaHo.
CTaHoBMeHne e MHCTPYMEHTaNbHOMO WCMONHUTENLCTBa B PoccMy — pacnpocTpaHeHne kak cammx
WNHCTPYMEHTOB, TaK U HOBbIX COYMHEHWI W XaHPOB, NOSIBIIEHWE UCMOMHUTENEN, PacLBET My3blKaribHbIX
CaroHOB M [AOMALLUHEro My3vUMPOBaHWS — ObiO BO3MOXHO TOMbKO Kak MpsiMoe B3aMMoOencTBue
C 06LLiEeEBPONECKOM My3bIKaribHOM KyrsTYPOA.

Anbbom «Pycckaa knaccuka Ha MHCTPYMEHTax 3MnoXuy» MpeactaBnseT Mmy3blky OMuTpus
BopTHaHckoro, Makcuma bepesosckoro, Bacunua Kapaynosa, JlbBa n AnekcaHgpa ypunésbix,
Anekcangpa n Unbu Jlnzorybos, [xoHa Punga, AnekcaHgpa Anabbesa, Muxavna MmuHkn.

Omutpun CtenaHoBu4 BopTHaHckun (1751, Tnyxos, Kuesckas rybepHusa — 1825, CaHkr-
MeTepbypr) — KOMMNO3MTOP, AUPUKEP, KNaBUPUCT, NeBeL, OAMH U3 OnecTawmx npeacraBmTenen
pycckoro MysblkanbHoro knaccuumsma. Orteu komnosuTopa — LWtedpan LWkypat, nemk
no HauuoHanbHOCTW, Obln pogoM w3 cena bapTHe, OT HasBaHWA KOTOPOro Mpou3oLuna
damunus bopTHAHCKUIA. BocnuTaHHWK 1 no3xe avpektop MpuaBOPHON NEBYECKOW Kanensbl
B MNeTepbypre. YyeHuk bansraszape lanynnu. C 1768 no 1779 rog BOpTHAHCKUA XMBET B
WTtanun, no Gonblwen yactn B BeHeuun, HO BbledxaeT Takke B Pum, Heanonb, BonoHsto.
ABTOp XOPOBbIX KOHLIEPTOB, ONEp, KAMEPHOW U KNaBUPHOW My3blku. Bénbluasa YacTb Hacneams
KoMnosutopa yTpayeHa.
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Makcum Co3oHTOBUY Bepe3oBckum (1745 — 1777, CaHkT — [NeTepbypr) — KOMNO3NTOP, CKPU-
na4, nesey. OTel KOMno3uTopa mor GbiTh WNAXTUYEM repba Cac. Bo3amMoxHO, 4ETCTBO KOM-
nosuTopa npowno B [MNyxoBe, rAe OH MOr y4MTbCS B NeBYeCKON Lkone. peanonoxuTensHo
yuuncst B Knesckoli gyxosHol akagemumn. C 1769 no 1771 rr. obyyancs B bornoxckon cdunap-
MOHWYECKON akaieMmm, ckopee BCero nog pykosoacTeom nagpe MaptuHu. B 1771 rogy nony-
4Yun cTaTyc MHOCTPaHHOro YneHa bonoHckon akagemun. MNocelwan BeHeuuto un JlnsopHo, roe
cTosina poccunckas ackagpa. [ns 3aumHero kapHasana B JIuBopHo Hanucan onepy «[emo-
OHT» Ha nNnbpeTTo MeTtactasmo. Hapsiny ¢ BopTHsiHCKMM — co3gaTenb KnacCcu4eckoro tuna
pYyCcCKOro XopoBoro KoHuepTta. Cpean Hambonee n3BeCTHbIX KOHLEPTOB — «[0CMoAb BoLapucsa»
n «He oTBepXun MeHe BO BpemMs CTapoCTu».

Bacunuin CeménoBu4 Kapaynos (okono 1755 — 1820) kak KOMNo3uTop M3BECTEH NO M3ga-
Huto 1787 roga, cogepxalleMy MOMUMO KnaBupHoW coHatbl W. Mpava Tpu BapuaumOHHbIX
umkna KapaynoBa Ha TeMbl pycckux neceH: «Bo necoyke KOMapoykoB MHOMO YpOAWMOCHY,
«Tbl, AETUHYLLKA, CUPOTUHYLLKa» U «AX, Kak TOLLHO MHe». B cBoux Bapuaumsx Kapaynos onu-
paeTcsi Ha 3CTETUKY MYy3bIKarbHOrO CEHTUMeHTanuamMa. To HeMHoroe, 4To M3BecTHO o Kapay-
noBe, Mbl 3Haem bnarogaps V. B. Kapaynosoii. B kHure «BapBapa AnekcaHapoBHa KHspKHM-
Ha B CEMEVHOM OKpYXeHUM» oHa nuweT: «Kapaynos, npoxwueas B [letepbypre, Obin 6nmM30oK K
Kpyxky JlbBoBa. C 1808 no 1812 rr. B YnHe HafBOPHOrO COBETHMKA CIY>XWUS B AOMMKHOCTU CO-
BeTHWKa NckoBckoro rybepHCKoro npaeneHusi, No3aHee Cryxun JUPeKTopoM NMCKOBCKUX M-
Ha3un. Bein npmxoxaHMHOM LepkBn Hukonbl co Ycoxum ropoga Nckosa»

AnekcaHgp WeaHoBuY Jlusory6 (1790, CegHeB — 1839) - reHepan — MaWnop, y4acTHMK
OTteyecTBeHHOM BoNHbI 1812 roga, 3arpaHnyHbix noxonos 1813-1814 rr., nonbCckon KamnaHum
1831 r., nmanuct, komnosmTop. Ob6pasoBaHne nonyunn B [laxeckom kopnyce. CoumHAn
Ma3ypKu, HOKTIOPHBbI, BapuaLuy Ha TEMbl PYCCKUX U YKPAUHCKMX MECEH.
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Unba UBaHoBuuY Jlnzory6 (1787, KynukoBka — 1867, YepHUros) — NONKOBHKMK, y4acTHUK Bo-
POAMHCKOro cpaxkeHus. ABTOP OOHOW 13 NEPBbIX PYCCKUX COHAT AN BUOMOHYENU u dhoptenu-
aHo. bpat nuaHncta n komnosntopa AnekcaHapa Jlnsoryba n ykpanHodunbCcTaytoLlero nube-
pana AHpgpes Jlnzoryba. Bmecte ¢ AHgpeem Unbsa JInzoryd mopanbHO v MaTepuanbHO noa-
OepXuBanu HaxogsLerocsi B cebifike Tapaca LeeyeHko. B 1846 rogy Tapac LLesyeHko Hanu-
can macnsHbl noptpet Unbu Jlnsoryba.

OxxoH ®dunpg (1782, yonuH — 1837, MockBa) — UpraHACKMiA U POCCUIACKUIA KOMMO3UTOP, Nna-
HUCT-BUPTYO3 1 negaror. CYMTaeTcs OCHOBOMOSOXHNKOM >XKaHpa HOKTIOpHA. Yunncs y 3Hame-
HuToro Myumo KnemeHTtun, paboTtan Takke npogaBLIOM-A4eMOHCTPATOPOM B ero chopTenuaHHom
mMacTtepckoi. KoHuepTuposan B EBpone. C 1803 roga »wmn B Poccuu, B Metepbypre n Mockse.
[aBan koHuepTbl, MMeBLUME BONbLLON yCrnex, COMMHAN My3blKy, npenogasan. Cpean ero yye-
HukoB A. W. Owo6tok, M. WN. MuHka, A. H. BepcTtoBckuid, A. J1. Typnnés, Ha KOTOPbIX OH OKa3arn
6onbLUuoe BNusHWE, YOEnss BHUMaHe BCEM acrnekTam UCKyccTBa hopTennmaHHoON nrpbl — ppa-
3MPOBKeE, 3BYKY, TEXHMKE. ABTOP POPTEMMUAHHBLIX HOKTIOPHOB, COHAT, KOHLEPTOB Ans dopTenu-
aHO C OpKecTpoM, Bapvauui, poHO0, OPYrMX Nbec 1 yNpaXHEHUN.

AnekcaHgp AnekcanpgpoBud AnsabbeB (1787, Tobonbck — 1851, Mocksa) — KOMNO3UTOP, NK-
aHucCT, anpwkép. ABTOpP MHOXeCTBa POMaHCOB, a Takke onep un sogesunen. Poguncs B ce-
Mb€e KPYMHOro YMHOBHWKA, TOBONbLCKOro rybepHaTopa, npeactaBuTens CTapvHHOIO ABOPSH-
ckoro popa. YyacteoBan B OTedecTBeHHOM BovHe 1812 roga u 3arpaHuyHbIX NMoxopax pyc-
ckon apmun B 1813—1814 rogos. bbin gpyxeH ¢ A. Bepctosckum n A. Japrombikckum. B
Havane 1825 roga Bbiweawnii K TOMy BpeMeHM B OTCTaBKy AnsbbeB Obin apecToBaH Mo no-
[O03peHnIo B HenpegHaMepeHHoOM ybuinctee. HecmMoTpsa Ha HedoCTaToK AoKasaTenbCTB, Npu-
rOBOPEH K CChIfKe C NULIEHNEeM BCeX MpaB W ABOPSIHCKOroO 3BaHusi. B ccbinke (B Tobonbcke,
notom Ha Kaskase 1 B OpeHbypre) npogosmkan akTUBHY My3blKanbHYH AeATeNbHOCTb, PYKO-
BOAWM CUMMPOHMYECKMMUN 1 XOPOBBLIMY KOHLLEPTaMM, BbICTyNan Kak AUPWXEP 1 nuaHuct. Coun-
HSIM CTaBLUME LUMPOKO U3BECTHLIMY POMaHChl (B TOM Yncne «Conosew»), OpKeCcTpPOoBble NPOn3-
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BefeHus. B 1843 nonyuun paspelueHne npoxueatb B Mockse, rae BepHyrcs B TeaTparnbHyo
cpeay, nucan My3blky K TeaTparibHbIM NOCTaHOBKaM.

JleB CtenaHoBu4 Nypunée (1770, CeméHoBckoe-OTpaga — 1844, Mocksa) — pycckuii KOMMO-
3UTOpP, NUaHUCT U XOPOBOWN AMPWXEP. Poannca B cembe KPEenoCTHOTO KPeCcTbsiHWHA, NpuHag-
nexaswero rpadpy B. . Opnosy. Moyt BCto M3Hb ypnnéB NpoBEN B NOAMOCKOBHOM UMEHMUU
OpnoBa CeméHoBckoe-OTpaza, Ho, BO3MOXHO, MHoraa »wun B Mockse B rpadckom fome, Obl-
Ban B ycagbbe Ycornbe Ha Bonre. PykoBogun kpenocTHon kanennow rpada. ABTOp AYXOBHbIX U
CBETCKMX COMMHEHWI AN Xxopa, (hopTenmnaHHbIX NPov3BeaeHnn (B TOM Yncne «24 npentogun n
ofHoM chyrm» — NepBoro B UCTOPMM PYCCKOWM My3bIKM LiYKIa NPentoanii BO BCEX TOHANbHOCTSIX).

AnekcaHgp JlbBoBuY lNypunér (1803, CeméHoBckoe-OTpaga — 1858, Mockea) — KOMno3u-
TOp, NWaHMUCT, ckpunad, anstuct. CoiH JlbBa Nypunéea, KpenocTHOro MysbikaHTta rpada B. T
Opnoga. Yuuncsa urpe Ha doptenuaHo y [hkoHa dunga, Teopun my3sblkn — y . FeHUWThI.
Mrpan B KpernoCcTHOM OpKeCTpe Ha CKpUMKe 1 anbTe, a Takke B KBapTeTe kHA3a MonuupiHa. B
1831, nocne cmeptu rpacba Opnosa, oTew, U CbiH ['YpUNéBbl NOMYYNNN BOMbHYHO 1 Bbinun npu-
nMcaHbl K COCMNOBMIO MeLaH. HecmoTps Ha To, 4To Bckope ypunés oOpén M3BECTHOCTb Kak
KOMMNO3NTOpP, MMaHUCT W Nedaror, oH xwun B 6egHocTu, 3apabaTbiBas YaCTHLIMW YpPOKaMM 1 KOp-
pekTypon HOT. HanbonbLuyto nonynsipHOCTb nNpuobpenu ero pomaHckl («OfHO3BYYHO rpemMuT
KONMOKOMbYMK», «Bam He NOHATb MOeNn nevanuy), a Takke opTenmaHHble COMMHEHUS — Bapua-
uun, haHTasum Ha NonynsipHble TEMbI, CarlOHHbIE 1 TaHLEBarbHbIE NbEChHI.

Muxaunn MeaHoBuy Munka (1804, HoBocnacckoe — 1857, BepnuH) — KpynHenWLwnin pycckui
KOMMO3UTOP CBOEro BPEMEHW, OKa3aBLUMW BNWSIHUE Ha BCe MNOCNEAyloLMe MOKONeHUs
pycckux My3blkaHToB. OCHOBOMOMOXHUK PYCCKOWM OMepHON Tpaauumm, aBTop CUMMOHUYECKUX,
XOPOBbIX (POPTENNAHHBIX, KAMEPHBIX N BOKamnbHbIX COMMHEHWI. B feTcTBe Ha [MuHky 6onbLuoe
BMNUsIHWE OKa3anu My3blkanbHble BreYaTNeHUsi, CBs3aHHble C KPEnoCTHbIM OPKECTPOM B
UMeHun ero pogutenen. Yuunca B bnaropogHom naHcuoHe B CaHkT-lNeTepbypre, Gpan
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ypokn My3sblkn y K. LleniHepa, L. Manepa n k. dunga. Obwanca c A. TywWwKuHbIM,
B. Kioxenbbekepom, B. XKykockum, A. [HenbsBurom, A. [puboemosbiM, B. Opoesckum,
A. Muukesnyem. lNytewectBoBan no Kaekasy, Mtanun, Asctpuu, lepmanuun, (B Bepnune
npogorkan myablkansHoe obpasoBaHue y 3. [leHa), nobbiBan Bo ®paHuun n Ncnanuu. bein
3HakoM ¢ B. Bennuuu, . Oonuuetrtn, ®. MengenbcoHoMm, . Bepnvosom, k. Menepbep,
C. MoHwowko. MNocne TpuymdanbHoOW npembepbl onepbl «XXKunsHb 3a uapsa» (1836) Obin
HasHayeH kanenbmerictepoM lMpuaBopHor neeyeckon kanennbl (1837-39). XygoxecTBeHHas
3Ha4YMMOCTb M TBOPYECKUA MacwTab Hacneams MMUHKU NO3BONWIN MY 3aHSITb AOCTOMHENLLEee
MeCTO B MMPOBOM MY3blKarbHOW KynbType.

MOIIOMOYK080€
¢opmenuaHo
upmbl
«bpodeyd»
1820 200a

B 3anucma ncnonb3oBaHbl NOANMHHBbIE UCcTopUYveCKme UHCTPYMEHTbI U UX ayTeHTU4YHbIe
Konuu:

e KNaBecuH atenbe «HornepT», konua nHctpymeHta bnaxwe 1730 roaa,
¢ MofioTo4koBoe chopTenunaHo dpupmel «bpoasya» 1820 roga.
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CeppeyHo 6narogapum Metpa Anay 3a NpedoCTaBneHHbIN MHCTPYMEHT — NOASIMHHOE TBOpE-
HWe aHrMUNCKOW LUKOMbl hopTennaHocTpoeHns. IMeHHO eé MHCTpPYMeHTbI NpeBanvpoBanu B
KOHLepTHOW xun3Hu MNeTepbypra n Mocksbl B nepBori nonosuHe XIX Beka.

Takke Bblpaxxaem Hally 6naro,uapHoc;Tb MacTtepy AH,ElpeIO AHﬂ,pMaHOBy 3a NoAroTtoBKYy WH-
CTPYMEHTOB K 3anucu.

Anekcel LllesyeHko, Muxaun [y6oe

KnasecuH
amersibe

«Holnepmy,
— e Korus
V7RI R A A R AR AN || uncmpymenma
—e i . bnaHwe
2277272777 77 T 11T 1y AW NN\ 1730 200a

BpoaBya — ogHa 13 cTapenumx 1 3Ha4YMTenbHbIX hopTennaHHbix abpuk. OcHoBaHa B Benu-
kobpuTaHum B 1728 rogy 1 CyLlecTByeT 40 CUX Nop.

B 1818 rogy Tomac bpoasya nogapun beTxoBeHy UHCTPYMEHT HOBOW MOAENW, KOTOPbIA cTan
ANs Hero CTUMYSOM K CO3[aHUI0 HOBbIX (POPTENMaHHBLIX OMyCcoB. JTOT POsANb CTan CBOEro
poaa penvksuein. Nocne cmepTn betxoBeHa ero Beikynun ®paHu, JIcT 1 BnocneacTsum nepe-
han ero B byganeLuTckuii My3ei, rae OH XpaHuTcst U cervac. Ecnv HabpaTh B Gpay3epe «KoM-
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HaTa beTxoBeHay, TO cpa3y MOXHO HaNTW «MOPTPET» ITOTO 3HAMEHUTOTO POSNSA, HAPUCOBAH-
HbI XygoxHukom W. H. Xéxrne.

Takow xe posanb B Havane 2000-x MHe nogapwn cocep ¢ nepeoro ataxa — Cepren Megsenes —
OH ObIn caenaH Ha chabpuke Bpoasyaa vyt noaxe, B 1820 rogy, HO MoAenb Ta e camasi, YTo
1y betxoeHa. CocTosiHWE ero GbIfo O4EHb MIIOX0e U UrpaTb Ha HEM BGblTI0 HEBO3MOXKHO.

MHoro net posinb cTosn Ha 6OKy B KOMHaTe, M MOSi 4OYb KaTanacb Ha HéM, Kak ¢ ropku. U Ha-
KOHeL,, A pelunncs oTaaTh ero Ha pectaspaumnio. Mbel ¢ AnekcaHapom MeTnopon — KynsTOBbIM
MOCKOBCKMM aHgeprpayHaHbIM XyA0XKHUKOM — OTBE3NW posnb Ha MuKpoasTobyce B benbruto,
B MacTepckyto popTenmaHHoro mactepa Kpnca Maane. Kpuc He Tonbko oTpectaBpupoBan nH-
CTPYMEHT, HO 1 caenan Ha ero OCHOBe MepBytlo B Mupe konuto 6etxoseHckoro bpoasyaa. Ta-
KM 0BpasomM, Kpyr 3amkHyncsl. beTxoBeH xgan cson bpoasyn 6 mecsues, s — okono 10 ner.
CerogHs HaLl «MOCKOBCKUA» BpoaBya akTUBHO UCMOMb3YETCS B My3blKanbHON XU3HW.

lMemp Addy

Mapus YcneHckasa — ogHa U3 camblx SIPKUX poc-
CUINCKMX KNaBMPUCTOK MOMOZO0ro nokonexHus. My-
3blkanbHoe obpasoBaHue nonyyuna B MCCMLLU
M. MHecuHbIX B knacce W.B. PeHoBon, nanee
B MocKkoBCKOW KOHCepBaTopumu Mo knaccy ¢op-
TennaHo npod. B.M. OBuMHHMKOBaA ¥ npod.
A.B. JllobumoBa n no knaccy knaBecuHa npod.
0O.B. MaptbiHoBoi. B 2003-2004 rogy cTaxupo-
Banacb B KoHcepBatopuu um. CeenuHka B AM-
cTepoaMe Mo knaccy knaeecuHa npodp. Boba
BaH AcnepeHa W WUCTOpM4YecKoro dopTennaHo
npod. CrteHnu XornaHnpga. CoBeplueHcTBOBana
MCMOMNHUTENbCKOe MacTepCTBO Ha MacTep-knac-
cax Takvx BCEMUPHO U3BECTHbLIX MY3bIKaHTOB Kak
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A. WTaitep, [. Moponu, K. CTemBpuax, B. Ban Oopr, A. CxoHaepsya, L|. Menvkep, . Lpane,
1. JoHoxoy.

Mapus YcneHckaa sBnseTcs npu3épom OAHOMO0 U3 CaMbIX aBTOPUTETHLIX MEXAYyHapOOHbIX
KOHKYpPCOB B obrnacTtu paHHen my3bikn — Oude Musik B bptorre cpasy B AByX HOMWHAUUSX —
«KNaBeCuH» N «XxaMMepKrnaBup».

Mapusa YcneHckas HEOQHOKPaTHO MpMHWMMana yyactue B MexayHapodHbIX decTusansx,
B uncne kotopbix PectuBans um. N.C. baxa B KéteHe (lepmanus), «lMocesiweHne Onery
Karany» (Mockea), ®ectmBanb um. WN. CtpaBuHckoro (Mocksa), PectuBanu CTapuHHOMN
My3blku B YTpexTe (HugepnaHabl) U MHOMMX APYruX.

B uncne eé TBOpYeCKnx NapTHEPOB Takue BblgaroLimecs My3blkaHTbl kak Anekcen JTlobumos,
Marnkn YaHc, Maono MaHgonbdo, ®ununn Apyccku, Bunbam
Oowrya, AHaTtonun MpuHgeHko, Aan Tep JluHgeH, Mapk [Me-
kapckun, Omutpun CuHbkoBckuia, Onbra MapTbiHoBa, AHApen
[ OMHUKOB.

C 2007 roga npenogaét Ha dakynsTeTe UCTOPUYECKOro 1 Co-
BPEMEHHOIO MCMOMHUTENBLCKOTO MUCKyccTBa MOCKOBCKOW KOH-
cepBaTopuu.

Jletom 2010 roga Mapwusi ctana nepsow u3 Poccun obnaga-
TenbHULUEN | npemun 1 Npu3a 3puUTenbLCKUX CUMMNATUN Ha KOH-
kypce nmenn U.C. baxa B Jleiinuure B HOMWHaLMW «KraBe-
CUH».

®atuma Jlacdhmwena pogunack B 1978 rogy B ropoge Hanb-
yuk (KabapguHo-bankapwusi). 3akoHunna mysblkanbHOe Yy4u-
nvwe r. Haneuuka (knacc goueHta J1.A. Jladmweown), n Mo-
CKOBCKYIO koHcepBaToputo umenu N.U. Yankosckoro (Pakynb-
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TET MCTOPUYECKOTO U COBPEMEHHOTO WMCMONHUTENBCKOTO MCKYCCTBA), Knacc npenopaBaTtens
A.O. CTtpenbHukoBa.

YyacTBoBana B MacTep-krnaccax no 6apoyHoi CKpunke y BUAHENLMX MacTepoB 3TOro Hamnpas-
neHus, Taknx kak Mapus Jleonxapart, AHToH LTtek n Kpuctod Manep.

BeicTynana kak aHcambnucT Ha dectmBansx «BosspalueHuey, «MockoBckas OceHby, a Tak-
xe pecTtuBane A. LLIEHGepra B Mockse.

B 2002 rogy ®atuma JladpmiieBa cTaHOBUTCA CONUCTKON GapoyHon kanennbl «3onoTon Bek»
(xya. pykoBoauTenb — AnekcaHap JluctpartoB), a ¢ 2006 r. — yyacTHMUa aHcambns «ConucTbl
EkatepuHbl Benukoii» (CaHkT-INeTepbypr). Ckpunayka BbiCTynana B COBMECTHbIX NPOEKTax co
3HAMEHUTBIMU POCCUNCKUMUN U €BPONENCKUMU MYy3blKaHTamu, TakuMmmn kak Anekcen JTiobrmos
(McTopuueckune KnaBWLLHbIE WHCTPYMeHTbI), KOpuii MapTbliHOB (MCTOpUYEcKVe KhnaBWLLHble
MHCTpyMeHThl), BeHepek Yanor (Benedek Tshalog, TpaBepc-chnenta, BeHrpusi-fepmanus),
Mankn YaHc (Michael Chance, koHTpTeHop, Benukobputanus), Mapko Poccn, Oasug duop,
Mapko [MbepoboH, Buttopuo [menbmn, Pamupo AnbbuHO
(ApreHTuHa) n ap.

Kak conucTka BbiCTynana Ha MexayHapoAHbiX hectuansx
B Ceeabopre (PuHnsHaus), bonb3aHo (MTtanmsa), Caccyono
(Utanns), «dsarmnesckue cesoHbl» ([lepmb), PecTuBane ka-
MepHoW My3biku B LLlaHxae v ap.

B HacTosiwee Bpemsa PaTtuma JladuiueBa BeOET KOHLEPTHYO
nestenbHOCTb B Poccun 1 3a pybexxom B coctaBe GapoyHowm
kanennel «3onoTon Bek».

Anekcen LleBYeHKO — OpraHUCT, KNaBECWHMUCT, MUAHUCT,
naypear MexayHapoaHbIX KOHKYpPCOB.

HavanbHoe My3bikansHoe obpasosanue nonyymn 8 ML Ne 3
B Camape B knacce M.C. MaHbKOBWUY, 3aTeM MPOAOIHKUN
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oby4yenune B LUMLL npn MockoBckor koHcepBaTopumn B knaccax K.A. LWawkmHon n J1.®. Ase-
PbSHOBOW.

BbinyckHuk MockoBckol koHcepBaTopumn uM. .M. YarikoBckoro no knaccy opraHa npodecco-
pa Anekces lMapwuHa (kadenpa opraHa v KrnaBecuHa) U no knaccy dopTenuaHo, KnaBecuHa
1 ncrtopuyeckoro goprtenmaHo npodeccopa KOpusa MapTbiHoBa (PakynsTeT UCTOPUYECKOTO U
COBPEMEHHOro UCMOMHUTENBCKOrO UckyccTea). MNpuHMMan yyactne B Mactep-knaccax Begy-
LLMX €BPONENCKNX MACTEPOB.

C 2003 roga npenofaéT CTapuHHbIE KNaBULLIHbIE MHCTPYMEHTbLI U KaMepHbIn aHcambnb Ha Pa-
KynbTETE UCTOPUYECKOTO Y COBPEMEHHOIO MCMOMHUTENBCKOrO NcKyccTBa MOCKOBCKOW KOHCEep-
BaTOpUM.

MacTtep-knaccel  Anekces LlesyeHko npoxogAat B Poccuickon  akagemum  My3blku
M. MHecnHbIX, HoBocnbupckon n NeTpo3aBoackon KoHcep-
BaTopusx, LlaHxarckom negarornyeckom yHuBepcuTeTe.

MpuHuman yyactne B cpectmBansax: «Monoable 3Be3gbl
Poccun n Amepukn» (Camapa), Oudemusik (YTpext, Hu-
nepnangbl), «AnstepHatuay, «K 100-netuto opraHa bonb-
woro 3ana MockoBCKOM KoHcepBaTopumy», «YeTbipe LBe-
Ta BpemeHun», «K 100-netuto M.B. KOguHon», (Mocksa),
Earlymusic (CaHkr-lNetepbypr), MexayHapoaHein decTtu-
Banb CTapuvHHoOn My3bikn B MopaeHe (MTtanus), «CesepHbin
Opden» (Kupos) n gpyrux. Factponupyet B cTpaHax CHI,
EBponbl, KuTaiickon HapogHoi pecnybnuke u cTpaHax
BnwmxHero Boctoka (JlueaH, Cupus, Woppanus). Conuct
GapoyHo kanennbl «30110TON BEK».

AnekcaHgp JlucTtpaToB — OVH 13 BedyLLMX CreLmannucTos
B obnactn MCTopuYeckoro ucnonHutensctea B Poccun,
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Ha MPOTSBKEHMM MHOTMX NeT Obin yyeHukoMm nereHgapHoro Edwmma lengnuHa. Kpome Toro
yunTenamu mysblkaHta 6binun: MpuHa Llannuda, Mapk ®nugepmaH, AHgpen KpacunbHMKOB.
CraxupoBarncsa no 6apoyHON BUOMOHYENM Y BbIAAIOLMXCS €BPOMNEeNnCcKMX My3blkaHToB BproHo
Kokce, Yapnb3a Megnama, Poans OunetueHca. AnekcaHap JIucTpaTtoB BbiCTynan Ha cambixX
NPeCTWXHbIX Mnowagkax, NpMHUMan yvactve B KPYMHbIX MeXOyHapoAHbIX decTuBansx:
Earlymusic (CaHkT-MNeTepbypr), «AHn Poccuiickon kyneTypel BO PpaHuumy» (Unb ae ®paHc),
MexagyHapogHom decTuBane crtapuvHHOM My3blku B MogeHe (Utanus), «CyoMnuvHHe»
(XenbcuHkM, PuHnaHaus), dectuBane kamepHon My3sbikn B BonbuaHo (MTanus), a Takke
MexayHapoaHbIx ecTuBansx CTapuMHHOW My3blkn B ABMHbOHe (PpaHums), Cacyono
(Utanus), Bpexwuue (Cnosexusi) n Ap. Bnepsble B NCTOPWK 1Or0-BOCTOYHOM A31K Aan COonbHOM
KOHUepT Ha GapoyHoW BuonoHYenu B Bonbliom Teatpe

r. lWanxas (KHP).

C 2002 roga — XyOoXeCTBEHHbIN pykoBoauTens 6apovHor
kanennbl «3onoton Bek» (Mocksa)

Onbra Npeyko OKOH4YMNa AUPWKEPCKO-XOPOBOE OTAeNneHune
AkazgemMmnyeckoro mMy3ablkanbHOro yymnuiia npu MockoBcKowm
rocyAapCTBEHHOW KOHCEepBaToOpuW, 3aTeM yudunacb Ha BO-
KanbHoM dakynerete Poccuinckon akagemmm My3sblkv MMe-
HU MHecuHbIx B knacce C. XpomueHko. OkoHumna Akapge-
MU0 XOPOBOTO MckyccTa (knacc P. Nlucunuymnan) n obyyanace
B acnupaHType MOCKOBCKOWM KOHCepBaTopuu (Knacchl mpo-
deccopoB A. MapTtbiHoBa 1 C. CaBeHko).

Jlaypeat MexagyHapogHoro koHkypca Il premio V. Bucchi B
Pvme. OcHoBHoe MmecTo B penepTyape Onbru peuko 3a-
HMMaeT Mmy3blka PeHeccaHca, 6apokko, knaccuumsama u He-
MeLKOro pomaHtuama. MsyyeHmem MCnonHUTENbLCKON CTU-
TNINCTUKN MY3bIKM 9TUX MEpUOAdOB MeBuLA 3aHMManacb Ha
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mMacTep-knaccax Maiikna Yaxca, SHToHN Pynn, 3BenuH Tabb, MNMona 3ceeyaa (Benukobputa-
H¥A), YTe ¢oH MapmkuHckn (Ffepmanuns), NHrebopr Bamsep (Asctpusi), Ecnepa KpucteHceHa
(LWBenuapwus).

CoTpygHuyana ¢ aHcaMbnsamu cTapuHHOM My3blki La Stravaganza (Mocksa), «Magpurany,
«Opdpbapuon», «Jlagb», opkectpamm Pratum Integrum, Musica Viva, Poccunckum
rocygapCTBEHHbIM OPKECTPOM KuHemaTtorpadum (rofioc MeBuubl MOXHO ycnblwaTtb B K/d
«AHpepceH, xu3Hb 6e3 nobeu» (pexuccép 3. PasaHoB), «YEpHbI NpuHU» (pexuccép A.
MBaHoB), «BcagHuk no nmeHn cmeptb» (pexuccép K. LaxHasapos)). MNpuHumana yvactue
B pectmBansx «Pycckas 3uma», «MockoBckoe [OeNCTBOY,
«LepemeTeBckne ce3oHbl B OcTaHkuHO», «MockoBckas
oceHb», MexayHapogHoM opraHHoM checTuBarne.

Beictynana ¢ koHueptamu B Utanun, ABctpumn, Fepmanunm m
Llseriuapun.

MapuHa KatapxHoBa pogunace B 1979 rogy B benropog-
ckon obnactn. OkoH4umna MOCKOBCKYH CpefHIo cneumanb-
HYI0 My3blKanbHYH LIKOMY WM. [HecWHbIX (Knacc CKpWMKM
HaTtanbn ®uxteHronbl, Knacc kamepHoro aHcambns lugun
®uxreHronsL), MockoBckyto KOHCepBaTOpUio MMEHN
M. YarkoBCKOro M acCUCTEHTYpy-CTaxmpoBky MockoB-
CKOW KOHcepBaTopum (knaccbl Ckpunku npodeccopa 3apuyc
Lnxmypsaeson, Hasapa Koxyxaps n npodeccopa Cepres
KpaBuyeHko; knacc KamepHoro aHcambnsi npodpeccopa
Anekcangpa baxunesa).

YyactBoBana B MacTep-knaccax Jltocn BaH [dan, dPenukca
AnpgpueBckoro, Mapumn JleoHxapar, Tomaca Lletmaripa un
Pomxepa HoppuHrtoHa. Jlaypeat Bcepoccuiickoro KoHKypca
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mmeHn M.M. MnnonuToBa-VBaHoBa M MexayHapooHOro KOHKypca ckpunaden mmenn AN,
Amnonbckoro.

CoTpyaHu4ana ¢ U3BeCTHbIMU My3blKaHTaMu, NpeAcTaBUTENS MU HaNpPaBneHns NCTOPUYECKOTO
ncnonHuTenbCTBa, cpean kotopbix Metep Lpanep, TpeBop MuHHOK, Curmssanbg KévikeH,
Teopop KypeHtanc, Pomxep HoppuHrtoH u Kpuctod Pycce. WUrpana B aHcambnsix ¢
Anekceem JltobumoBbiM, AnekcaHgpom PyauHbiv, Hazapom Koxyxapém, AnekcaHgpom
TpoctaHckum, Omutprem CruHbkoBckum, EneHon Pesuy, FOpuem MapTbiHOBBIM, AnlekcaHapom
MenbHukoBbIM, AHo CemepapoBor, Pukkapgo MwuHasm, Cepgxo AuuonuHu, Ponbdom
JlncnesaHgom u gpyrumm.

B 2016 rogy coBMecTHO C knaBecuHUcTkon Onbromn
MapTbiHoBOM,  chnenTuctkon  Onbro  VBylwlenkoson 1
BMornoHyenuctom Asryctom Kpenakom ocHoBana aHcamMbib
Gnessin Baroque.

Hapsigy ¢ coBpemMeHHOM 1 6apoyHOM CKPUMKOW UrpaeT Takke
Ha anbre.

MpuHumana yvactne B checTmBansx «[ekabpbckme Beyepay,
«BosBpaweHne» 1 «MockoBckass oceHb» B Mockse,
EarlyMusic B CaHkT-lMeTepbypre n MHorux gpyrmx B Poccumn n
EBpone.

ConbHble 3anucu ckpunadku BbiwnM nog nenbnamm Caro
Mitis, Supraphon, Estonian Record Productions n FancyMusic
(counHenus Busanbam, Tenemana, Nupaxeka, KapmaHoga).

Onbra [émMuHa pogunack B CeMbe MOTOMCTBEHHbLIX MY3bl-
kaHToB. C paHHux net obyyanacb urpe Ha dopTenmaHo, HO
B JanbHeiillem oThana npearnovteHve BuonoHdyenu. C otnu-
ynem 3akoHuyuna LICCML npu MIK um. M.MA. Yankosckoro B
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knacce A.A. [IémnHa, 3atem npogorkmna obyveHne B MockoBckor KoHcepBaTopum B knac-
ce npodpeccopa H.H. LLaxosckon. JlaypeaTt MexayHapoaHbIX My3blKallbHbIX KOHKYPCOB (B TOM
yncne mMexayHapoaHbI KOHKYpC UM. FepaHa (1 npemus) n roHoweckuin koHkypc M., Yarikos-
ckoro (3 npemus). Asnsietca conucTkon MOCKOBCKOro aHcaMbnsi COBPEMEHHOW My3bIKU, aH-
cambna QueenTet Cepres Masaesa, akTuBMcTKa 1 conuctka opkectpa NepcumdaHc n gpyrmx
KonnekTneoB MocCKBbI.

Mwuxaun [y6oB okoH4MNT MOCKOBCKYtO KOHCEPBATOPUIO M acnupaHTypy Mo TpéM cneumanb-
HocTsiM: popTenmaHo (knacc B.B. lMNopHocTtaeson), opran (knacc A.A. lMNMaplumHa) u mMy3biko-
BegeHuve. B HacToswee Bpems npodeccop MockoBckon
KOHCepBaToOpuK, AekaH hakynbTeTa MCTOPUYECKOTO U Co-
BPEMEHHOrO MCMOMHUTENBbCKOrO NCKYCCTBa, kKaHamaaT uc-
KyccTBOBeAeHuWs, naypeat npemunn Seiler, «TeaTpanbHas
MHMUMaTMBa», «3onoTast Macka», «MUCTbIN 3BYK», CONUCT
MockoBckoro aHcambns coBpemeHHon my3blku (MACM).
Wrpan Takke B cocTaBe Takmx TBOPYECKUX KOMMEKTMBOB
Kak «Akagemusi CTapuHHOW My3bikn», Pocket symphony,
«CTyams HOBOW MYy3bIKM».

TBOpYeckMe MHTEpecbl  My3blkaHTa  BK/OYAOT B
cebsA LWMPOKUA Amanas3oH My3blKanbHbIX CTURENn WU
HanpaBsreHn OT CTapUHHOWN My3bIKM 4O COBPEMEHHOCTH,
ero peneptyap MOCTOSIHHO MOMOSHAETCH, B TOM 4ucrne
penKo MUCMONHAEMON My3bIKOM MPOLUMOro U COMUHEHUSMMN
KOMMO3UTOPOB  cerogHsiuHero AHsA. Mwuxaun [y6os
ctan nepBbiM  WUCMOMHUTENEM  MHOTMMX  COYMHEHMN
poCCUMCKMX UK 3apybexHblX aBTOPOB, COTPyAHMYan
C  KPYMHEWLWMUMW  COBPEMEHHBIMU  KOMMO3UTOPaAMW.
B uucne opkecTpoB, C KOTOpbIMW OH BbICTynan B
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KayecTBe conucta — «kEnsemble Modern», FTACO, opkectp MapuuHckoro Teatpa, 6CO, HOOP,
«Musica Viva», «HoBass Poccusi», pabotan ¢ ampwxépamu B. KOposckum, T. KypeHTancom,
®. Ywmxkesckum, A. PyaouHbim, k. Hosegpown. [MapTHEpamm B TBOPYECKMX MpOEKTax W
KOHLIEPTHBIX BbICTYMNeHnsax Muxavna [ly6osa 6binv TaTbsiHa MpuHaeHko, Anekcen Jliobumos,
Hasap Koxyxapb, AnekcaHap TpocTtsaHckuin, AnekcaHap 3aropuHckuin, Mapk [Nekapckui,
XanHuy Xonnurep, Banepwii MNonos.

B 6araxe wcnonHUTEns MHOXECTBO 3anuceil COMbHOrO WM aHcambneBoro penepTyapa,
BbIXOAMBLUMX MOA pasHbiMu nenbnamu, Takumu kak Le Chant du Monde, FANCYMUSIC,
«Menogusi», B TOM yncne [Ba AWCKa aHTOMOMMM Pycckon dpopTennaHHom My3bikn XX n XXI
BEKOB B pamkax npoekta «Sound review». Muxaun [JyboB BeféT Takke MccrnenoBaTernbCKyto
AesATeNbHOCTb, MPEMMYLLECTBEHHO B 06nacT COBPeMEHHOW My3blkv, SIBMISIETCS aBTOPOM psiaa
ny6nvkauui, BeICTynaeT ¢ Mactep-knaccamu B Poccum 1 3a pyGexxom.
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SMCCD 0309-0310

CD1 TT:74.48

Amutpun CtenaHoBuY BopTtHaHckun (1751 — 1825)
CoHata 0o maxop ans knasecuHa (1784)

n3 «Varie Sonate di Cembalo Scritte

per Sua Altezza Imperiale Gran Duchessa di Russia»

1. Allegromoderato .. ......ov i
2. Adagio ..
3.RondoAndantino .. .......... i

Makcum Co3oHTOBUY Bepe3oBckumn (1745 — 1777)
CoHata 40 Maxop Ans CKpUMKK 1 6acco KOHTUHYyo (1772)

L AIEOIO « ot
2. GraVve . . .
3. Menuetto con 6 variazioni . .........................

Bacunun CeméHoBu4 KapaynoB (ok. 1755 — 1820)
Bapuauun da MMHOp Ha TeMy pyccKOn necHu

«AX, TOLWHO MHe» Aans knasecuHa (1787) ... ...............

JleB CtenaHoBu4 Nypunés (1770 — 1844)
CoHata pe MVHOp Ans knaBecuHa (oK. 1794)

L AIEOIO . .ot
2.A0aQI0 ..o
3.ANdantinoO. . ...
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TT: 155.31

................. 5.58
................. 5.18
................. 4.06

................. 5.21
................. 3.15
................. 6.39

................. 8.59

................. 7.26
................. 2.33
................. 4.28
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AnekcaHap MBaHoBu4 Jlnzory6 (1790 — 1839)
Bapuvaunu 4o MyuHop Ha TeMy necHu «Cpean AonuHbI POBHbIS» AN dopTenuaHo - - -3.14

Unbsa UBaHoBuY JInsory6 (1787 — 1867)
CoHata conb MUHOP ANs BUOMOHYenu 1 dpoptenuaHo (1825 — 1828)

L AIEOIO ot 9.35
2.A0AGIO .« .o 2.46
3. RoNdo. Moderato . . ... ..o 4.39

Mapus YcneHckasi, knasecuH ((1]—

datuma Naduwesa, GapouHas ckpunka (4] —[6])

Anekcet LLleBueHko, MornoToukoBoe doptenuaHo «Bpoasyn» ([11] — [14])
AnekcaHap JluctpaTos, 6apoyHas BuoroHyens ([12] —
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Muxaun UBaHoBuY MunHka (1804 — 1857)

CoMHeHune (1838), cnoBa H. KyKOMBHMKA -+« o+ o oo 4.30
AnekcaHgp JlbBoBud Nypunées (1803 — 1858)

«Marywka-rony6yika» (ok. 1845), cnosa I HUPKOMCKOIO) -« « -+« v« v v v v v e 3.04
«Tbl ¥ Bbi», CMOBaA AL TIYLLKMHA « « « o« v e e e et e e 1.12
Muxaun UBaHoBuY MunHka (1804 — 1857)

He HasbiBai eé HebecHol» (1834), cnoeaH.MaBnoBa - -« -+« oo vv oo n 5.18
MxoH dunp (1782 — 1837)

HokTiopH Comb MaKop, H. 58 .« . .ot 2.39
HOKTIOpH Cn-6eMOrb Maop, H. 7. .« oo 3.15
Mwuxaun UBaHoBuY MuHka (1804 — 1857)

HokTiopH «Paanykan (1839): - -+« o oo v 3.59
AnekcaHgp JibBoBud Nypunées (1803 — 1858)

MOMBbKA-MABYPKA FIS MUHOP « « « + + o« v o v vn e et e e e e e e e e e e 2.16
Muxaun UBaHoBuY MunHka (1804 — 1857)

Ma3ypka [0 MaKOP (1852) « « -+« v o vttt 1.05
«BocrnomuHaHne o masypke» (1847) . .. .. ... 3.53
«XXaBopoHok» (1840), cnoea H. KyKOMBHMKA -« « -« oo vvv o 3.10
Anekcangp JlbBoBu4 N'ypunés (1803 — 1858)

«Ynetena nraweyka», cnoBa C. CEMBCKOTO « « « « « v« v v v vt e e 1.43
AnekcaHgp AnekcaHgpoBuy Ans6beB (1787 — 1851)

«YT0 NoéLwb, kpaca-aesuua» (ok. 1832-1834), cnosa B. [loMoHTOBMYA: -+ -+« -+ v« . . 4.20

38



| [=][=] =
BlEIE E

NN [R] |
O] |[©] |

Muxaun UBaHoBuY MuHka (1804 — 1857)

Bapuauuu Ha Temy «Conosen» A. Anabbesa (1833) « . ... oo o v
«MonyTHas necHs» (1840), cnosa H. KykonbHMKE - - -« oo oo
MpoLanbHbIN BamnbC (1831). « -« v v v
Banbc-haHTasms (1839) -« -« oo v i

MateTnyeckoe Tpuwo (1832)

1. AIEgro MOCErato . . . v vttt e e
2.8cherzo. VivacCissSimo. . . ... oot
B LaArg0 . ot
4. Allegro CON SPIMt. . .. oot

Onbra Mpeuko, conpano ([1]—[4], [11] — [13], [15])

MapuvHa KartapxHoBa, ckpurka ([18] —

Onbra [1éMuHa, BronoHyens (1],

Muxaun Jy6oB, MmornoToukoBoe doptenmaro «bpoasya» (1]—

3anucaHo B bonbluom 3ane MockoBCKOIW rocyAapCTBEHHON KOHCEPBATOPUn
mm. IM.N. Yankosckoro, 6, 17 anpens, 8 — 11 asrycta 2021 roga

3BYKOpPEXNCCEP 3anmcu, MOHTaXa 1 MactepuHra: Mmuxaun Cnacckui
WrxeHep: Anekcen MewaHoB

[un3zanH: Anekcew MHncrok

VMcnonHuTtenbHbin npoatcep: EBreHnn MNnatoHos

© & ® 2021 The Moscow Tchaikovsky Conservatory
All rights reserved.
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SMCCD 0309-0310 [DID[D] [STEREO] TT: 155.31 2CD Set [IJiE(E

RUSSIAN CLASSICAL MUSIC

on period instruments

Dmitry Bortnyansky - Maxim Berezovsky - Vasily Karaulov
Lev Gurilyov - Alexander Lizogub - llya Lizogub
Alexander Gurilyov « Alexander Alyabyev - John Field - Mikhail Glinka

Olga Grechko, Fatima Lafisheva,
soprano baroque violin
Marina Katarzhnova, Alexander Listratov,
violin baroque cello
Olga Demina, Maria Uspenskaya,
cello harpsichord
Mikhail Dubov, Alexei Shevchenko,
Broadwood fortepiano Broadwood fortepiano

Recorded at the Grand Hall of the Moscow Tchaikovsky Conservatory,
April 6, 17 and August 8-11, 2021

Sound recording, editing and mastering: Mikhail Spassky. Engineer: Alexey Meschanov
Design: Alexey Gnisyuk. Executive producer: Eugene Platonov
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