Moscow Conservatory

RECORDS

NIKOLAI

J} -\\. Russian Fairy Tales

Duels
Do 'h—n ‘

’ Studio for New Muric cnsemble

Conductor Igor Dronov

THE MOSCOW CONSERVATORY COLLECTION

SIDELNIKOV



SMCCD 0318 DDD/STEREO
TT: 56.37
NIKOLAI SIDELNIKOV (1930-1992)
Russian Fairy Tales, a concerto for twelve soloists (1968)
1. There, Beyond the Hills, the Russian Land Lies.... . . ... ... .. 1.13
2. Mosquitoes Are Singing, the Swamps Are Scary... . . ... ... .. 1.50
3. Cranes Are Flying HighUpinthe Sky . . ... ... ... ... .. .. 1.35
4.Bogsand FOQGS... . . . . . 2.38
5 The Wood Spirit and Mermaids DanceinaRound . . .. .. .. .. 3.33
[e] 6. Miraculous Flowers Blossom in the Meadows;
If the Wind Blows, They WillHide . . . . .. ... ... ... ... .. 3.17
7. Shepherd Girls Play Old Songs There, Butin a New Way . . . . . . 2.32
8. Magic Cities Are Reflected in the Lakes; If a Stone Is Thrown,
the City Will Disappear. . . . . . ... ... ... ... ... ... .... 2.20
9] 9. Beautiful Girls Go Berry Picking Far ... SoFar ... . .. ... ... .. 3.52
Duels, a concerto symphony
for cello, double bass, two pianos and percussion (1974)
1. Correlation of Uncertainties. . . . . . . .. ... ... ... ... . ... 9.25
2. Struggle between Harmony and Chaos . . . . .. . ... ... .. .. 16.10
3. Duel between Regularity and Chance . . .. ... ... ... ... .. 8.03



Soloist: Olga Galochkina, cello ([zo —

Studio for New Music ensemble:

Marina Rubinshtein, Andrei Vinnickiy, Stanislav Malyshev,
flute (2] -[2)) percussion (1] - violin (2] -[9)

Mihail Shtanko, Eleonora Kostina, Ekaterina Markova,
oboe (1]-[9]) percussion ([10] — viola (1]-[9])

Nikita Agafonov, Matrena Sokolova, Olga Galochkina,
clarinet (1] -[2]) percussion ([10] — cello (1]-[9])

Maxim Katenin, Andrey Gabelkov, Leonid Bakulin,
bassoon [1]-[9]) percussion (1] -[9]) double bass (1] -[9))
Sergei Krukovtsev, Mona Khaba, Tamara Zhukova,
horn (@] -[9) piano (1] - double bass (10 - [12)
Andrei Nikitin, Natalia Cherkasova,

percussion ([10] — piano (0 -

Conductor Igor Dronov

Recorded at the Grand Hall of the Moscow Tchaikovsky Conservatory,
September, 2021 and March, 2022

Recording and mastering: Mikhail Spassky
Engineer: Alexey Meschanov

Design: Alexey Gnisyuk

Executive producer: Eugene Platonov

© & ® 2022 The Moscow Tchaikovsky Conservatory
All rights reserved



About Nikolai Sidelnikov’s Music

ikolai Sidelnikov (1930-1992) was an outstanding Russian composer of
N the mid-twentieth century. He ranges with the prominent composers like

Alfred Schnittke, Edison Denisov, Sergei Slonimsky, and Rodion Shchedrin,
who are rightly referred to as contemporary classics. With his symphonic, choral,
operatic, and chamber instrumental works, Sidelnikov stands out for his vivid
stylistic Russianness manifested in his folklore intonations and fairy-tale imagery, in
his fondness for subjects borrowed from Russian history and music of the Orthodox
tradition.

The development of his personality is connected with the family in which he was
born and raised: the composer’s father was a prominent musical figure in his
native Tver, and his mother studied at the Moscow Conservatory as a singer.
After finishing the Tver Music College in 1949 as a pianist, Sidelnikov entered the
Moscow Conservatory in 1950 to study composition with Anatoly Alexandrov. He
was expelled two years later for his passion for the newest music. He returned to
Tver where he taught at a music school.

A year later, the composer was readmitted at the Moscow Conservatory and
graduated from it in 1957 in the class of Evgeny Messner. After a graduate course,
he was enrolled in the staff of teachers of the department of composition as an
assistant to Yuri Shaporin. Later he led his own composition class, and his work as
a professor at the Moscow Conservatory continued until his death in 1992.

Among Sidelnikov’s students are renowned composers Eduard Artemyeyv, Viadimir
Martynov, Vladimir Tarnopolsky, Ilvan Sokolov, and many others who received the
freedom of creative choice and high professionalism from the Teacher.

Sidelnikov's legacy includes symphonic music as one of the major genres. Over the
years, he wrote six symphonies — each is nothing like the others, all of them bearing
characteristic features of his artistic thinking.



A penchant for descriptive music and extreme figurative concreteness is one of
those features — be it the early Romantic Symphony in Four Portraits (1964) with
the images of Vivaldi, Ravel, Berg, and Stravinsky, or the last symphonic opus
named Symphony on the Perdition of the Russian Land (1989) and subtitled “To the
Immortal Feat of Evpaty Kolovrat,” a Russian voivode who fought with the hordes
of Batu Khan. The programs are realized in a pictorial, plot twists of musical events
— the composer said that he considered any music to be descriptive, especially
when a composer indicates so. His attention to poetry was not accidental — some
of Sidelnikov's symphonies include a choir and parts of soloists. Such are the
Dramatic Symphony “Song of the Red Banner” for chorus, soloists, narrator and
orchestra set to lyrics by revolutionary poets, and the Symphony “The Rebellious
World of the Poet” for bass and chamber orchestra based on Mikhail Lermontov’'s
poems. These are peculiar genre mixes, original and unique ones.

Named by the composer a concerto for twelve soloists, the Russian Fairy Tales
(1968) adjoins the field of symphonic music. The composition was conceived as
a piano concerto and then realized as an original opus for flute, oboe, clarinet,
bassoon, piano strings (one part per each) and percussion instruments. This is
one of Sidelnikov’s most “folklore” works, in which Russian singing tunes live in a
sonorant context, and the sound figurativeness is set into the jazz and pop rhythm
system. The composition is dedicated to the composer’s children, Savvushka,
Nastenka, and Glashenka, and its nine movements have fiction fantasy names
to create an atmosphere of magic. However, this music is not at all intended for
children as it combines folklore techniques of varied repetitions with aleatorics,
diatonic singing themes with complex chromatics. The stylistics of jazz and pop
music, so loved by the composer, is also fully showcased here. The composer said
that he set himself a new task with his Russian Fairy Tales — to achieve stylistic
unity in a mixture of all, sometimes completely opposite, means and techniques.

The series of the Fairy Tales is built on the alternation of movements of a different
nature: magical static pictures are followed by active and dynamic ones. Sidelnikov’s
favorite trichord chant, a kind of leitmotif of the whole, is a unifying intonation.



The series of fairy tales opens with “There, Beyond the Hills, the Russian Land Lies.”
It is an epic headpiece with distant outlines of the vast Russian open spaces. The
trichord chant sounds in the calls of the winds against the background of muffled
strings and vibraphone “veil.” “Mosquitos Are Singing, the Swamps Are Scary” is
a movement that uses sonorant pictorial means. Rubbing against each other, the
non-merging seconds in the violin part create the effect of an annoying hum, and
the viola ostinato accompanies it with a “nagging” noise. The syncopated pizzicato
rhythm already anticipates the evil creatures that appear in the fifth movement in
the form of the wood spirit.

The third movement, “Cranes Are Flying High Up in the Sky,” is built on an ostinato
one-voiced theme of the piano against the background of dragging consonances
of the winds and strings. Let's recall the Glinka variations on a sustained melody
(“Kamarinskaya”), which became one of the signature compositional techniques of
Russian classical music. The motion gradually weakens, the cranes are gone, and
the cuckoo performs its solo in the last bars...

“Bogs and Fogs” is a wonderful example of “magical sonorics.” The whole piece
represents an utterly quietest motion, and the lingering harmonies of the wind
instruments create a mysterious background accompanied by passages of glissando
on the low strings of the piano. The music sounds ghostly and mysterious, creating
the feeling of an almost impressionistic picture. It is followed by a dynamic fifth
movement, which is the culmination of the cycle: this is a “dance of evil creatures”
named “The Wood Spirit and Mermaids Dance in a Round.” The entire ensemble
of soloists is engaged in the dynamic jazzy dance. This genre background is
created by the ostinato of the piano and double bass, and the solo instruments
are characters with the clarinet standing out in particular. The undulating dynamics
leads to a climax, and the now jazzified leitmotif of the Fairy Tales is performed by
the wind instruments. The score is full of glissando effects, and the French horn
imitates the wood spirit's howls at the end.

After the stirring dance, the listener again admires nature. “Miraculous Flowers
Blossom in the Meadows; If the Wind Blows, They Will Hide” is how Sidelnikov titles
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this “sonorous picture”, amazing us with his ingenuity with which he uses timbres,
the capabilities of instruments, and their combinations. The main “heroes” of this
movement are flute, piano, and vibraphone, and the ensemble of soloists creates
a kind of pulsating background for them. The dynamics is again reduced, and it
suddenly flares up only once. In the passages of the flute, vibraphone, and piano,
we discern a sudden gust of wind...

With “Shepherd Girls Play Old Songs There, But in a New Way,” the composer
again lets the leitmotif pass through the prism of pop and jazz ostinato: the wind
ensemble repeats it many times in the vein of the Glinka variations, from time to
time accompanying the solos of the oboe, horn, and vibraphone. The sonority
grows, and the whole ensemble joins in. The dynamics subsides by the end, and
the shepherd girls walk away, playing only the trichord skeleton of the theme.

“Magic Cities Are Reflected in the Lakes; If a Stone is Thrown, the City Will
Disappear” is another magical picture that performs the function of a figurative
reprise. The piano plays a solo, and the sonorous background is created by the
harmonies of the winds and strings. The trichord chant from the first movement of
the Fairy Tales comes slowly in.

The Fairy Tales end with a dance number, “Beautiful Girls Go Berry Picking Far
... So Far.” The motif ostinato is in place again, and the theme is perceived as a
variant of the “Shepherd Girls.” The whole ensemble plays, and the flute decorates
the repetitions of the theme with an intricate undertone. The sonority gradually
fades ending the Fairy Tales with the initial motif of the introduction with a roll call
of the piano and vibraphone.

After this composition was performed in Paris in 1971, Nikolai Sidelnikov received
worldwide recognition. The Russian Fairy Tales became part of the repertoire of
various performing ensembles.

The concerto symphony Duels was written in 1974 and premiered in Moscow in
1975 under the baton of Gennady Rozhdestvensky. Its lineup is uncommon: the
cello, double bass, two pianos, and percussion. The composer used the instruments



as characters: the first piano and cello, the first and second parts of percussionists
play the part of seconds, while the second piano and double bass, the third and
fourth parts of percussionists act as duelists. The program not only introduces a
theatrical element into the plotline of the symphony, but also becomes a means of
figurative concretization of the thematic invention and the ways of its development
in a dodecaphonic serial technique.

The Duels is the composer’s only opus with which he paid tribute to his passion
for radical composition techniques that were peculiar to his generation. The first
movement is titled “Correlation of Uncertainties” and, as the composer conceived it,
is associated with the personality of physicist Werner Heisenberg, hence the name
of the movement, a term from physics.

The composition technique implies a strict calculation in the use of the series, in
the structure of the sonata form, but the sound imagery of the music is perceived
as improvisational as the textural rhythmic and timbre structures alternate so freely
here.

The second movement is named “Struggle between Harmony and Chaos.” The
bright cyclical contrast is associated with the choice of a different stylistics. The
expressive cantilena in the duet of the cello and piano, embellished with all sorts of
sonorous effects, creates a wonderful “image of harmony.” In the middle section,
“chaos” steps in — the Misterioso remark accompanies the “battle of the duelists”
(two pianos and percussion). The medieval theme of Dies irae appears in the
cluster tremolos of the second piano; the return to the beautiful cantilena is gradual,
and chaos gives way to renewed harmony. The timbre findings of this movement
are reminiscent of the mysterious images of the Russian Fairy Tales, but without
their Russian flavor.

The finale is “Duel between Regularity and Chance.” The jazz context, so typical
of the composer’s music, immediately brings the timbral and rhythmic atmosphere
of the genre: the double bass and percussion, syncopations, rhythmic ostinato. In
a complex ensemble technique based on the dodecaphonic theme from the first



movement, the composer builds an infinite canon, which, according to him, could
go on forever. In the middle of the finale, the bell performs the theme of Dies irae,
and the eternal seems to come into contact with the modern. The jazzy finale of the
Duels is associated with the music of the Russian Fairy Tales.

The composer ranked the Duels among his highest accomplishments, but the Duels
is a rarely performed, almost forgotten composition. After the Moscow premiere, it
was performed as late as in 1990, in the USA. The ensemble Studio for New Music
gives this piece a new lease of life by making it part of its repertoire.

The Russian Fairy Tales and Duels were written in different techniques and stylistic
manners. These differences point to the versatility of the composer’s talent. At the
same time, these works have much in common: inventive programs, almost visible
figurative concreteness achieved by using a whole set of modern techniques,
sonorous and dodecaphonic, and classical ones linked with the Russian tradition.
The element of jazz is a kind of common denominator of Sidelnikov’s style as it is
heard everywhere, even in his choral works.

The recording of the Russian Fairy Tales and Duels by the ensemble Studio for New
Music under the direction of Honored Artist of Russia Igor Dronov is an important
cultural event, a tribute to the memory of the remarkable Russian composer Nikolai
Sidelnikov.

Prof. Galina Grigorieva

Olga Galochkina, cello

Olga Galochkina was born in Moscow. She finished the Central School of Music,
graduated from the Moscow State Conservatory and had an assistantship/
internship course at the Moscow Conservatory with Prof. Natalia Shakhovskaya.

The cellist actively combines teaching and performing. She has been teaching at
the Academic Music School of the Moscow State Conservatory since 1992. She



has also taught at the Moscow State Conservatory since 2001 and regularly given
master classes in Russia and overseas.

Olga Galochkina performs as both a soloist and member of chamber ensembles.
She is a permanent member of the Taneyev Trio, with which she won the first prize
at the Taneyev Open All-Russian Chamber Ensemble Competition in 1996. Olga
Galochkina has been a soloist of the ensemble Studio for New Music since 1999.
She has toured in Russia, Austria, Spain, Germany, Switzerland, and France.

STUDIO FOR NEW MUSIC ENSEMBLE

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

Maarten Altena, Yuri Vorontsov, Alexander Vustin, Roman Ledenev, Faradzh
Karaev, Yuri Kasparov, Igor Kefalidi, Martijn Padding, Luis Naén, Enno Pope,
Roger Redgate, Vladimir Tarnopolski, Ivan Fedele, Nicolaus A. Huber, Gérard
Zinsstag and many other composers have written their works specially for SNM.
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The musicians of the ensemble pay special attention to various collaborations
with young composers commissioning new works and conducting lectures, mas-
ter classes and competitions (the International Jurgenson Competition for Young
Composers, the International Competition for Young Composers “New Classics”,
the All-Russian Seminars on Performing Techniques). The Studio for New Music
regularly conducts master classes at various conservatories around the world,
organizes special projects at universities, including Oxford, Boston and Harvard.
The studio is the first and so far the only Russian ensemble that was invited to the
Darmstadt International Summer Courses for New Music and the Venice Biennale
of Contemporary Art.

Interdisciplinary interaction is one of the important areas of the ensemble’s activi-
ties. SNM has collaborated with some of the most important cultural organizations,
including the Stanislavsky and Nemirovich-Danchenko Musical Theater, the Mey-
erhold Center, the festivals NET — New European Theater and TERRITORIA, the
Pushkin Museum, the Tretyakov Gallery, Garage Center for Contemporary Art, the
Moscow Museum of Modern Art, the Moscow Biennale, the Jewish Museum and
Tolerance Center, the Kandinsky Prize, and others.

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

Honored Artist of Russia lgor Dronov was born in Moscow. From 1991,
he was a conductor at the Bolshoi Theater where his repertoire included the operas
Eugene Onegin by Tchaikovsky, Faust by Gounod, Il Trovatore and La Traviata
by Verdi, Aleko and The Miserly Knight by Rachmaninoff, Madama Butterfly by
Puccini, and The Children of Rosenthal by Leonid Desyatnikov. From 2004 to
2007, he became the musical director of a number of ballet productions to the mu-
sic of Arvo Part and Leonard Bernstein (2004), Felix Mendelssohn-Bartholdi and
Gyorgy Ligeti (2005), Pyotr Tchaikovsky, Christopher Wheeldon and Arvo
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Part (2006), Georges Delerue (2007) and Leonid Desyatnikov (2008). He con-
ducted 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 Mau-
ro 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 cho-
reographed by Jean-Christophe Malillot to the music of Shostakovich (2014, world
premiere). He is the chief conductor of the ensemble of soloists Studio for New
Music, with whom he has performed more than a thousand concerts that featured
works by Russian and foreign composers of the 20th century, including dozens of
world 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 Europe,
the USA and Asia.

O my3bike Hukonas CugenbHuKoBa

nkonav Hwukonaesud CupenbHukoB (1930-1992) — BblgatoWmMnes pycckum
H KOMMo3uTop cepeduHbl XX Beka. Ero ums BCTa€T B psa TakMx MMEH, Kak

A. WHutke, 3. Oenuncos, C. CnoHumckun, P. LLleapuH, no npaBy Ha3biBaeMbIX
cerogHs knaccvkamu. ABTOp CMMJOHNYECKOW, XOPOBOW, ONEPHOM U KaMEPHO-UH-
CTPYMeHTanbHoW My3blkv, CUAENbHUKOB BbIAENSIETCA SIPKMM KaYeCTBOM PyCCKO-
cmu cmurisi, NPOsIBUBLUENCS B (hONbKMOPHOM MHTOHALIMK Y CKA304HOWM 06pasHOCTH,
B NOOBY K CloXeTaM 13 pycCKON MCTOPUM U My3blKe NPaBOCIIaBHOM TpaauLum.
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dopmmpoBaHMe ero NIMYHOCTU CBSI3AHO C CEMbEN, B KOTOPOW OH POAMUIICS U BbIPOC:
oTeL, KoMnoauTopa 6bin 3amMeTHbIM My3blkalnbHbIM AesiTeNieM B ero pogHon Teepw,
maTb yuunacbk B MockoBcKoW koHcepBaTopuu kak nesuua. OkoHunB B 1949 rogy
TBepckoe My3blkanbHOe y4nnuLle Kak naHuct, CuaenbHUKoB noctynun B MockoB-
CKYyt0 KOHCEpBAaTOPUIO Ha KOMMNO3UTOPCKoe oTaeneHune, B knacc A.H. AnekcaHapo-
Ba (1950). 3a npuctpacTve K HOBEWLLEW My3blke ero Yepes ABa roga UCKHYmMnu,
OH BepHyncsi B TBepb, rae npenofasan B My3blKanbHOM y4unuLLe.

Yepes rog komnoanTop 6bin BoccTaHoBneH B MOCKOBCKOI KOHCEpPBaTOPUM U 3aKOH-
ynn ee B 1957 rogy no knaccy E.O. MeccHepa. Mocne oby4eHns B acnupaHType
OH ObIn 3a41CreH B LWITAT Npenofasarenei kadeapbl KOMMNO3ULNUM, Kak aCCUCTEHT
lO.A. LWWanopuvHa; noxe cran BeCT! COBCTBEHHbIN KNacCc KOMMO3nULMK, U ero ae-
ATENbHOCTb B [AOMMKHOCTM NMpodeccopa MOCKOBCKOM KOHCEpBaToOpUM Npopgorika-
nacb BNOTb 40 KOHYMHBLI B 1992 roay.

Cpean yvenukoB H.H. CnaenbHvkoBa — M3BECTHbIE KOMMO3NTOPLI O. ApTembeB,
B. MapTtbiHoB, B. TapHononbckuii, 1 CokonoBs 1 MHoOrue gpyrve, BOCNpUHSBLLME OT
Yyutens ceoboay TBopYeCckoro Bbibopa 1 BbICOKMI MPOECCUOHANMU3M.

B Hacnegmun CuaenbHykoBa cuMdoHUYeckasi My3blka — OAMH U3 MaBHbIX )XaHPOB.
B pasHble roabl UM HanMcaHo LWeCTb CUMAOHUI, HEMOXOXUX APYT Ha Apyra, BOMNO-
TUBLUMX XapaKTepHble YepTbl €ro XyAoKECTBEHHOTO MbILLNEHNS.

OpHa 13 HUX — CKMOHHOCTb K NPOrpamMMHOCTU, K NpeernbHON 06pa3Hon KOHKPETHO-
CcTN — Byab TO paHHsAs «PomaHTu4eckas cUMOHKS B YeTbIpEX nopTpeTax» (1964),
3aneyvatnesLuas obpasbl BuBanbau, Pasens, Bepra, n CtpaBuHckoro, nnm nocnea-
HUI CUMOHNYECKMI onyc, Ha3BaHHbIN «CUMMOHKS O normbenu 3emMnu pycckom»
(1989) c nopsaronoskom «beccmepTHomy noasury Esnatusi Konosparta», Boto-
towero ¢ nonyuwamu batbisi. MNporpaMMHOCTL BOMMOWAETCA B KAPTUHHOM, «CHO-
)KETHOM» pa3BoOpOTE My3blKarnbHbIX COObITUIA — KOMMO3UTOP FOBOPWIT, YTO CYMTaET
nobyo My3blky NporpammHoi, 0cobeHHO Torda, korga oHa obo3HayYeHa caMum
aBTOpoM. HecrnyyaiiHo ero BHUMaHue K noasuu, K CroBy — HEKOTOpPble CUMAOHMM
CuraenbHYKOBa BKIHOYAOT XOp, NapTUX COMNMUCTOB; TakoBbl «[pamatuyeckasi cum-
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oHus «lecHb 0 KpaCHOM 3HaMeHW» AN Xopa, CONMUCTOB, YTela U OpKecTpa Ha
CTUXM NO3TOB-peBontoLMoHepoB, Cumdonnsa ana baca M kamepHOro opkecTpa
«MATeXHbIN MUMp noatay Ha cTuxm M. JlepmoHTOBa. OTO CBOEObpa3Hble «KaHpo-
Bble MUKCTbI», OPUrMHarbHbIe 1 HEMOBTOPUMbIE.

K obnactu cumdoHnYecKkon My3blku NpUMbIKaloT U «Pycckue ckasku» (1968), Ha-
3BaHHble komnosutopom KoHueptom Ans 12 conuctoB. CounHeHne 6bino 3apgy-
MaHo Kak hopTenuaHHblii KOHLEPT, @ 3aTeM BOMMOTUMNOCL B OPUTMHasbHbLIN Onyc
ons drenTobl. robos, knapHeTa, dparota, (opTeENMaHO CTPYHHbIX (MO O4HOW NapTvK)
W yAapHbIX MHCTPYMEHTOB. OTO OHO M3 CaMbiX «(OMbKIOPHBLIX» NMPOU3BEAEHWIA
CuvpenbHMKOBa, B KOTOPOM pycckasi MoneBKa KMBET B COHOPHOM KOHTEKCTe, a 3BY-
KoBasi M306pasnTenbHOCTb «BrpaBrieHa» B [Ka30BO-3CTPaAHy pUTMuky. Coun-
HeHMWe NocBsiLLEeHO AeTsM komno3nTopa — CaBeyluke, HacTeHbke 1 MalueHbke, ero
[OEBsITb YacTel Ha3BaHbl C Bbl4YMKOW, haHTasmewn, Tak, YToObl BO3HMKaNa atmoc-
epa BonwebcTBa. Ho My3bika 3Ta COBCEM He «AeTckasi», OHa CoeauHsaeT dornb-
KMNOpHble NpUéMbl BapbUPOBaHHbLIX MOBTOPEHWI C aneaTopuKoi, AUaTOHUYECKMI
NMONEBOYHBIN TEMATMU3M — CO CITOXKHOW XpoMaTukon. CrnonHa nposiBunach 34echb U
nobrMas KOMNO3NTOPOM CTUIIMCTMKA [AXa30BO-3CTpafHOM My3blku. KomnoauTtop
roBopun, 4To B «Pycckux ckaskax» OH BnepBble noctasun ans cebsa sagavy — go-
OGUTBLCS CTUNMCTUYECKOrO EAUHCTBA B CMELLEHNN BCEX, MOPON AMamMeTpanbHO Npo-
TUBOMONOXHbIX CPEACTB U TEXHVK.

Linkn «Cka3ok» NOCTPOEH Ha YepefaoBaHNM YacTeln pasHoro xapakrepa: Bonieo-
Hble CTaTWYHble KapTUHbI CMEHSOTCS aKTUBHLIMU U AUHAMUYHbIMU. OGbeauHsio-
e MHTOHaUMen cnyxuTt nobumas CuaenbHUKOBBIM TPUXOPAHAsA Noneska, CBoe-
06pasHbI NENTMOTUB LIENOro.

«Tam 3a xoniMamu 3eMJIsi pyccKasi» HauMHaeT yepedy cka3ok. OTO anuueckas
3acTaBKa-KapTuHKa, B KOTOPOW yraablBaloTCs Aanékme o4epTaHust NMpUBOSIbHbBIX
PYCCKUX MPOCTOPOB. [MoneBka-TPMXOpA, 3BYYUT B Nepeknuykax AyxoBbix Ha ¢oHe
3acypAVHEHHbIX CTPYHHbIX U «riépa» BubpadoHa. «/leHbe KomapuHoe 0a cmpa-
Xu 60/10MHbIE» — YaCTb, B KOTOPOW NPUMEHEHbI COHOPHO-M306pa3nTensHble cpea-
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cTBa. Hecnusatowumecs, «Tpywimecda» gpyr o gpyra CekyHObl B MapTuM CKPUNKK
co3aalT apdeKT HA30MIMBOTO ryaeHua, oCTUHATO anbrta CONpoBOXAAET ero «Ho-
OLWMM» OCTUHATO. CVIHKOI'IVIpOBaHHbM pUTM piZZiCﬁtO yXe 30ecb npegBocxulaet
«HEYUCTb», NOABNAOLLYHCA B NSATOM YacTu B o6pa3e Jlewero.

TpeTbst yacTb «BbICOKO 110 Heby XXypaenu fiemsim» NMOCTPOeHa Ha OCTMHATHOM
OOHOronocHow Teme hopTenMaHo Ha (POHE TSAHYLUUXCSH CO3BYYUA AYXOBbIX M
CTPYHHbIX. BcnommHatoTcs Bapuaummn MMUHKM Ha HeM3mMeHHyto Menoguto («Kama-
pUHCKas»), CTaBLUME OOHMM U3 KITACCUYECKMX KOMMO3ULMOHHbBIX MPUEMOB PYCCKOMN
Knaccmuyeckon My3biku. [locteneHHO ocnabeBaeT AMHaAMKKA, XXypaBnu yoansioTes,
B MOCINEAHUX TaKTaX «CONMMPYET» KyKyLLKa...

«Tonu 0a mymaHbl» — 3amedaTenbHbIn 0bpasel; «BOMWEOHOW COHOpuKM». Bea
nbeca 3BYYMT B TULLANLLEN AMHAMUKE, TAHYLLMECH CO3BYYMS AyXOBbIX CO34AlOT
TaUHCTBEHHBIN (HOH, CONMPOBOXAAEMbIN Naccaxamu rMUCCaHO0 Ha HU3KUX CTPy-
Hax posns. Mysbika 3By4UT NpU3pavHo, TanHCTBEHHO, CO3AAaBast OLLyLLIEHME NOoYTH
MMMPECCUOHNCTUYECKON KapTuHbl. OHa CMeHSeTCA AMHAMWUYHON NSATON YacTbio,
KynbMUHaLMEN LMKNA: 3TO «TaHEL, HEYUCTMY», Ha3BaHHbIV KOMMNO3UTOPOM «Jlewud
C pycankamu xopogo0dbl 600umy». Becb aHCamMbnb CONMMCTOB BKIOYAETCSA B AMHA-
MUYHbIA TaHew B cTunMcTuke mkasa. OctuHato dopTenuaHo u koHTpabaca cos-
AaéT 3TOT XaHpPOBbIN (OOH, CONMUPYHOLLME UHCTPYMEHTbI BLICTYNAOT B [)Ka30BbIX
«amnnya», cpean HUX BblaenseTcs knapHet. BonHoobpasHas AuHamuka npuBoauT
K KynbMUHALUWW, Y OYXOBbIX NHCTPYMEHTOB B J)Ka30BOM pUTME 3BYYUT NENTMOTUB
«Ckazok». MapTuTypa HacbllweHa addekTamm MrUccaHao, a B 3aBepLUEHUN YacTu
BanToOpHa nogpaxaeTt 3aBbiBaHuAM Jlewwero.

Mocne 3axwuraTenbHOro TaHUa My3blka BHOBb MOrpyxaeT criywartens B nobosa-
HWe npupogdon. «Ligembl dusHble Ha ry2ax eopsim, OyHem eemep — OHU U ronpsi-
yymesi — Tak CuaenbHUKOB 03arnaBnuBaeT 3Ty «COHOPHYK KapTUHKY», nopaxas
n306peTaTenbHOCTLIO B UCNOMNb30BaHUM TeMBPOB, BO3ZMOXHOCTEN UHCTPYMEHTOB,
nx covetaHusamMn. OCHOBHbIE «repouy» 3TON YacTn — dnenTa, hopTenuaHo u Bu-
6pachoH, aHcambrib CONMCTOB CO34aéT ANt HUX CBOEOOpPasHbIi MynbCUpyoLLMiA
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hoH. BHOBb CHWXEHHas AuHamuKa, NLb OAVH pa3 OHa BHE3amMHO «BCMbIXMBAET»,
B naccaxax cnenTbl, BubpadpoHa 1 dpopTenvaHo yragbliBaeTcs BHe3arnHbli Nopbis
BeTpa...

«[Macmywku mam necHu cmapble ugparom, 0a Ha Hoebil 1ad» — BHOBb KOMIMO3M-
TOP «MNPOMyCcKaeT» NENTMOTMB CKBO3b NMPU3MY 3CTPaLHO-4)KA30BON OCTUHATHOCTH:
aHcambrb OyXOBbIX MHOFOKPATHO NMOBTOPSIET €0 B YXE «TTIMHKUHCKMUX BapuaLuiny,
BpeMsl OT BPEMEHM CONPOBOXAAs cono robosi, BanTopHbl, BubpadgoHa. 3By4HOCTb
HapacTaeT, BKMoYaeTcs BeCb aHcambnb, K KOHLYy AMHaMuKa cnagaeT, nacTyLuKu
YyAansoTCs, HaUrpbiBas NyLb TPUXOPOHBIA «OCTOB» TEMbI.

«lopoda eonuwebHbie 8 03Epax ompa)xatomcsi, KUHeWb KaMeHb — Hemy 20po-
da» — ewé opHa «BonwebHast KapTUHKa», BbIMOMNHALLWAS PYHKUMIO «obpasHon
penpusbi». ConmpyeT gopTennaHo, COHOPHbIN (OOH CO3Aat0T CO3BYYMS AYXOBbIX
N CTPYHHbIX. [1OCTENeHHO MOAKIYaeTCs TPUXOPAHasA Nnoneeka U3 NepBon YacTu
«CKasok».

3aBepLiatotca «Ckaskmy» TaHueBanbHbIM HOMepoM «/[Jesku KpacHble o 51200kl
xo0sim Oaneko, daneko. BHOBb MOTMBHOE OCTMHATO, TeMa BOCMPUHUMAETCA Kak
BapuaHT «[lactywkoB». UrpaeT Becb aHcambrb, creita pasykpallumBaeT noBTo-
peHusi TeMbl 3aTelnuBLIM NOAroNockoM. MocTeneHHO 3BYYHOCTb FacHET, 3aKaHuu-
Bas «Ckaskv» HavarnbHbIM MOTUBOM BCTYMMNEHUS C Nepeknuykon dopTennaHo u
BMbGpadoHa.

Mocne ucnonHeHus atoro coumHeHus B Mapwke B 1971 rogy H. CugenbHukoB no-
ny4nn MUpoBoe MpusHaHue, «Pycckue ckasku» BOLLNM B penepTyap pasHbiX UC-
NONHUTENBCKMX KOMMEeKTUBOB.

KoHuepmmHas cumeboHus «yanu» Gbina HanucaHa B 1974 roay, nepsoe ncnonHe-
Hue cocTosinock B Mockse (1975) nog ynpasnenuem I H. PoxgecteeHckoro. Heo-
OblveH eé MHCTPYMeHTasbHbI COCTaB: BUOMOHYENb, KOHTpabac, ABa dopTennaHo
1 yaapHble. VIHCTPYMEHTbI MCMOMb30BaHbl KOMMO3UTOPOM Kak «MepCoHaxm»: nep-
BbI POSiNb, BUOMOHYENb, NepBasi M BTOpasi NapTun yAapHUKOB UrpatoT porb «ce-
KyHOAHTOBY», BTOPOW posifib, KOHTpabac, TpeTbs U YeTBepTas NapTumn yaapHUKOB —
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«OY3NAHTOBY. [MporpaMMHOCTb He TONbKO BHOCUT TeaTpanun3oBaHHbIA 3NEeMEHT B
Apamartypruo CUMMOHUN, HO U CTAHOBUTCS CPEACTBOM 06pa3H017| KOHKpeTusaumnmn
TemaTmama, crnocoboB ero pas3BuUTUS B AoaeKkadOHHO-CEPUNHON TEXHUKE.

«[lyanu» — eOMHCTBEHHbIN OMyc KOMMOo3uTopa, B KOTOPOM OH OTAan AaHb yBrie-
YeHUo paavKanbHbIMU TEXHUKaMK KOMMO3ULUK, CBONCTBEHHLIMI €ro MOKOSIEHNIO.
MepBas yYacTb Ha3BaHa « CoomHoweHue HeornpedenéHHocmeul» 1, No MbICIIN KOM-
nosutopa, ceasaHa ¢ obpasom cusmka B. lenseHbepra, oTctoga Ha3BaHWe YacTu
OOHUM 13 TEPMUHOB TEOPUMN (DUSUKMA.

TexHuka komMnosnumm npegnornaraer CTPOrMin pacyéT B UCMOMb30BaHUN Cepun, B
CTPYKType COHaTHOW (hopMbl, HO 3BYKOBOW 0Opa3 My3blkM BOCMPUHUMAETCS Kak
MMMNPOBM3ALIMOHHbIN, CTONb CBOBOAHO YepenyoTcs 30ech PakTypHO-pUTMUYECKME
1 TeMOPOBbIE CTPYKTYpPbI.

Btopas yactb — «bopbba 2apMOHUU U Xxaoca», FAPKUIN LUKIINYECKNIN KOHTPACT CBSI-
3aH C BbIOOPOM MHOW CTUNMCTUKW. BbipasvnTenbHas KkaHTUNeHa B [yaTe BUOMOH-
Yenu n opTennaHo, pasykpalleHHOW BCEBO3MOXHbIMU COHOPHbIMU adhdekTamu,
C030aET npekpacHbIi «obpa3 rapMmoHuny», B cpegHem pasgene BCTynaet B CBOU
npaBa «xaoc» — peMmapka Misterioso conpoBoXaaeT «CcpaxeHue AyansHToB» (ABa
dopTennaHo u ygapHble). B knactepHbix TpemMorno BToporo copTenvaHo nosiBns-
eTcs cpegHeBekoBas Tema Dies irae; Bo3Bpar K MpeKkpacHON KaHTUIeHe Npomncxo-
AMT NOCTENEHHO, XaoC YCTynaeT MEeCTO BOCCTAHOBMNEHHOW rapMoHuM. TeMopoBble
HaxofKu 3TOW 4acTh HaNOMMWHAKT TauHCTBEHHble 0bpasbl «Pycckux ckasok», HO
6e3 1X «pyccKOro kornopuTa.

duHan — «loeduHOK 3aKOHOMEPHOCMU U CrTy4Yasi». TUMWUYHBIA NSt My3bIKU KOMMO-
31TOpa «Ka30Bblli KOHTEKCT» Cpa3y NOrpy>aeT cryliatens B TeMOpoBo-pUTMuYe-
CKyto aTMocdpepy xaHpa: koHTpabac 1 yaapHble, CUHKOMbI, PUTMUYECKOE OCTUHA-
T0. B cnoxHow aHcaMb6rieBoln TexHUKe, Ha OCHOBe AoAeKkadbOHHON TEMbI U3 NEPBOM
4acTu KOMMNO3MTOpP BbiCTpanmBaeT GECKOHEYHbIN KaHOH, KOTOpPbIW, MO ero crioBam,
Mor 6bl NpofomkaTbcs Be4Ho. B cepeauHe uHana konokon nposoaut Temy Dies
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irae, «Be4HOE» CITOBHO COMpPUKACaETCH C «COBPEMEHHbIMY. [1>ka30Bbli 06nuK du-
Hana «[lyanen» cBa3aH ¢ My3bIKOW «PyCccKMX CKa3ok».

Cam KomMno3nTop npuuncnsan «[yanu» kK CBOMM KyNbMUHALIMOHHBIM NPON3BEAEHN-
AM, ofHako «[lyanm» — peKko MUcrnonHaemoe, NoyTn 3abbiToe codnHeHuve. Mocne
MOCKOBCKOW MpeMbepbl OHO npo3sy4ano Tonbko B 1990 rogy, B CLUA. AHcambrb
«CTyausi HOBOW My3bIKM» BEPHYIT 3TOMY COYMHEHWIO HOBYIO XWU3Hb, BKITHOUMB €ro B
CBOW penepTyap.

«Pycckne ckaskm» n «[lyanu» HanmcaHbl B Pa3HOW TEXHWUKE U CTUMUCTUYECKOW
MaHepe, 1 3TU pasnuyns roBopsT O MHOTOrPaHHOCTU TBOPYECKOro obnmka Kommno-
3UTopa, HO MX N MHOroe obbeauHseT: n3obperarenbHas NPOrpaMMHOCTb, MOYTU
3pumas obpasHasi KOHKPETHOCTb, AOCTMraeMas KOMMIEKCOM Kak CaMblX COBpe-
MEHHbIX KOMMO3WNLMOHHBIX MPUEMOB — COHOPHBIX, A0AEKaOHHbIX, TaK 1 Kraccu-
YeCKMX, CBA3AHHbIX C PYCCKOM Tpaguumen. [kasoBbif 3IEMEHT — HEKUI «oBLLmMI
3HameHaTenb» cTuna CuaenbHUKOBA, OH CribILIEH MOBCIOAY, AaXe B €ro XOpPOBbIX
NPOV3BEAEHUSIX.

3anuck «Pycckux ckasok» u «[yanein» aHcambrnem CTyaum HOBOW My3blkM Mo
ynpaeneHnem 3acnyxeHHoro apTtucta Poccum W. [JpoHoBa — BaxHoOe cobbiTve
KYNbTYPHOW >XWM3HWU, AaHb NaMATU 3aMedaTenbHOMY pycCcKoMy KoMnoautopy Huko-
nato Hukonaesnyy CuaenbHUKOBY.

lpocp. ManuHa NpuzopbesHa pueopbesa

Onbra Mano4kuMHa, BUONOHYESb

Onbra lanoykvHa pogunack B MockBe, OkoHunna LleHTpanbHyto Mys3biKanbHyo
Lkony, MOCKOBCKYI0 roCy[apCTBEHHYIO KOHCEPBATOPUIO U aCCUCTEHTYPY-CTaxu-
poBky MI'K B knacce npodeccopa H.H. LLaxosckon.

BronoHyenvcTka akTVBHO COBMELLAET Neaarormyeckyto v UCMOSHUTENbCKYO Ae-
arenbHocTb. OHa ¢ 1992 roga npenogaét B AKageMU4eckoM My3bIKarbHOM yun-
nuwe npu MockoBCkon rocygapcTBeHHon koHcepBaTopun, ¢ 2001 roga pabotaet
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npenopasateneM MockoBcKkomn I'OC)/,EI,apCTBeHHOVI KOHCepBaTopuun, a Takxe pery-
NSPHO NPOBOANT MacTep-knaccel B Poccun n 3a py68>KOM.

Onbra anoykrHa BbICTYNAET Kak COMNMCTKA, a Takke B COCTaBe KaMepHbIX aHcam-
6nen. OHa ABNSIETCSt NOCTOSIHHOM yYacTHULEN « TaHeeB-TPUO», B COCTaBE KOTOPO-
ro ctana naypeatom 1 npemun OTKpbITOro Becepoccuiickoro KOHKypca kamepHbIX
aHcambnen nm. C./. TaHeea (1996). C 1999 roga Onbra ManouvknHa — conuctka
aHcambns «CTyausi HOBOW My3bIKN».

AkTuBHO ractponupyeT B Poccun, Asctpuun, Mcnanum, Mepmanum, LWserinapuw,
DdpaHuun.

AHcam6nb conuctoB CTYAUA HOBOWU MY3bIKU

AHcambnb conucTtoB CTyaus HOBOW My3blkM — BeAyLMiA POCCUIACKUIA aHCcambrb
COBpPEMEHHOM My3bikn — ocHoBaH B 1993 rogy B MoOCKOBCKOW KOHCepBaTopuu
komnosnTopom Brnagvmupom TapHononbckum, gupwképom Wropem [dpoHoBbIM 1
my3blkoBeiom AnekcaHapom CokonoBbiM. B penepTtyape konnekTvBa npaktuye-
CKV BCSl KaMepHasi U kamepHo-opkecTpoBas My3bika XX—XX| BEKOB: OT paHHero
pyCcCKOro aBaHrapga 1 3anagHoro MOAEPHM3Ma U 40 COYMHEHWUI, HanWCaHHbIX B
nocnepHvie rogel. 3a 28 net CTyausa UCMOMHWIA OKOMO MonyTopa ThiCSY pOCCUNA-
CKVX MpeMbep BeAyLLUMX COBPEMEHHbBIX KOMMO3UTOPOB, B TOM uYncne Gonee CoTHU
KOHLIEPTOB-MOPTPETOB U COYMHEHWS B XaHpe HOBOrO My3blkarnbHOro Teatpa. Exe-
rogHo aHcambrib ncnomnHseT okono 60 HoBbIx Nporpamm. KoHuepTel CTyaun HOBOW
My3bIKN MPOXOAMNM Ha TakUX WM3BECTHbIX Mrowagkax kak bepnuHckas dwinap-
MOHMA 1 BeHckuin KoHuepTxayc, napwkckuin Cité de la Musique n BeHeumaHcKui
TeaTp ManubpaH, MockoBckas u CaHkT-lNeTepbyprckas dunapmonun, bonb-
wow 3an MockoBcKOW koHcepBaTopun 1 Ap. AHCaMbrb HEOAHOKPaTHO BbICTynan
C COBMeCTHbIMU KOHUepTamu ¢ Ensemble Modern, mysuumposan ¢ Schoenberg
Ensemble n Klangforum Wien. Ctyaus Takke perynspHo racTpornmpyeT no peruno-
Ham Poccuu.
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CneuvanbHo ana CTygum nucanu Takue KOMMno3uTopbl kak MaapTeH AnbreHa,
Opuin BopoHuoB, AnekcaHap ByctuH, PomaH lNepeHeB, ®apagx Kapaes, HOpuii
Kacnapos, Uropb Kedanunaun, Maptaiin Mapawuhr, Jlyuc HaoH, SHHo lMonne, Pog-
xep Peprent, Bnagumup TapHononbckun, WeaH ®epene, Hukonayc A. Xy6ep,
Xepap LiuHHCcTar n mHorue apyrve.

Oco6oe BHUMaHWE My3blkaHTbl aHCamMbns yAensitoT pasHoo6pasHOMy COTPYAHW-
YecTBy C MOIOAbIMM KOMMO3UTOPaMy — 3aKady HOBbIX COMUHEHWIA, MPOBELAEHNIO
NEeKUUi, MacTep-KnaccoB, KOHKypcoB (MexayHapoaHbIi KOHKYPC MOMOAbIX KOMMO-
31TopoB MmeHu M. KOpreHcoHa, MexayHapoaHbIii KOHKYPC MOMOABIX KOMMO3UTO-
poB «HoBble knaccuku», Beepoccuiickue ceMymHapbl Mo UCTOMHUTENBCKUM TEXHU-
kam). CTyausi HOBOW My3bIKM PerynsipHO NMpPOBOAWT MacTep-Kiacchl B pasfnyHbiX
KOHCepBaTOpUAX MUpa, OpraHU30BbLIBAET CMELNPOEKTbl B YHUBEPCUTETAX, B TOM
yucne B Okcdopackom, BocToHckom u MapBapackom. CTyaus ABnsieTcst nepebiM
1 Ha CerofHsl eAMHCTBEHHBIM POCCUINCKMM KOMIEKTUBOM, NpUrMaLléHHbIM Ha Mesx-
[yHapopHble Kypcbl HOBOW My3bikv B [lapMwitaaTte v Ha BeHeumaHckyto GueHHane
COBPEMEHHOIO MUCKYCCTBA.

OOvH 13 BaxHbIX BEKTOPOB [AEATENbHOCTU aHcambna — MexaucuvniMHapHoe
B3aumopencTaue. CTyans COTPYAHWYAET C KPYMHEWLIMMW KYNBTYPHBIMU OpraHu-
3aumamun: MysbikanbHeim Teatpom mum. K.C. Ctanucnasckoro n Bn. N. Hemupo-
Buya-flaHueHko, LeHtpom um. Be. Menepxonbaa, dectmsanammn «NET — HoBbi
esponenckmn Teatp» n « TERRUTOPUA», TMUU nm. A.C. MNywknHa, TpeTbskoB-
ckon ranepeein, LleHTpom nckycctea Mapax, MOCKOBCKMM My3eem COBPEMEHHOIO
nckycctea, MockoBckon bueHHane, EBpeickum My3eem un LIeHTPOM TONepaHTHO-
ctu, «pemuen KananHckoro» n ap.

CTyams HOBOW My3blkK siBNsieTcsl 6a30BbIM aHcaMbriem LieHTpa coBpeMeHHol My-
3blkn MoCKOBCKOW KOHCepBaTopumn 1 MexayHapogHoro gectuBans CoBpeEMEHHON
My3blki « MOCKOBCKUIA ChOpym».
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3acnyxeHHbIn apTuct Poccum Uropb [POHOB poauncs 8 Mockse. C
1991 aBnsercs anpwképom bonbLuUoro Teatpa, rae B ero penepTyap BOLLN onepbl
«EBreHuin OHervHy» 1. Yainkosckoro, «®ayct» L. TyHo, «Tpybagyp» n «TpaBua-
Ta» [x. Bepaun, «Aneko» n «Ckynow pbiyapb» C. PaxmaHuHoBa, «Mapgam Bat-
Tepdnan» K. Myyunnu, «detn PoseHtansay» J1. JecatHukosa. B 2004-2007 ctan
My3blKanbHbIM pyKoBoauTenem psaa 6aneTHblX MOCTaHOBOK Ha My3bliky A. MapTa,
J1. BepHcTaiiHa (2004), ®. MeHgenbcoHa-bapTonbau, [. Nuretun (2005), M.W. Yan-
koBckoro, K. Yunpgona, A. Mapta (2006), XK. Oenepto (2007), J1. OJecaTHukosa
(2008). Asnsancs gupwkeépoM-noctaHoBLmkom GanetoB «3onywka» C. lNpoko-
dbeBa (2006), «Konnenusa» J. Oenuba (2009), «MeTpywka» W. CtpaBuHCKOro
(2010 r.), «Chroma» Y. Maklperopa Ha my3biky [>x. Tan6ota n [x. Yanta (2011),
«Cinque» M. BuroHuettn Ha my3bliky A. Busanban (2011), «CumdoHusi ncan-
moB» W. KunnaHa Ha my3biky . CtpaBuHckoro (2011), «YkpoLyeHue cTponT1Bom»
XK.-K. Maiio Ha my3biky [. LocTakoBuya (2014, MmupoBas npembepa).

Takke BbICTynaetr ¢ opkecTpoM Bbonbluoro Teatpa B CMMMOHUYECKUX KOHLEPT-
HbIX Mporpammax. ABnsieTcs NpUrnalEéHHbIM AUPUKEPOM MHOMMX U3BECTHBIX MYy-
3blKanbHbIX KOJIEKTUBOB, Cpean KOTOpbIX POCCUMICKMIA HaLMOHaNbHBIA OPKECTP,
cumdoHuyecknii opkectp Pycckas dunapmoHus, Ensemble Modern (Fepmanusi) n
ap. Aensietcsa rmaBHbIM OUPMKEPOM aHcambrns conucToB CTyausi HOBOW MY3bIKH,
C KOTOpbIM ocyLlecTBun ncnonHeHne 6onee 1000 KOHLEPTOB U3 COYMHEHUIA pOC-
CUICKMX U 3apyDBexxHbIX KOMMNO3MTOPOB XX Beka, B TOM YuCrie AECATKN MUPOBbIX
npembep.

C momeHTa ocHoBaHus dhectmBans «MockoBckuin chopym» Mropb [poHOB sBns-
etcs ero rmasHblM Anpuxépom. C 1994 oH Takke rMaBHbIN AVPWXEP U XydoXe-
CTBEHHbI PyKOBOAUTENb MOMOAEXHOrO aHcambns conucTtos Npembepa.

C 1992 roga npenogaét B MOCKOBCKOM KOHCepBaTopumn Ha kadeape onepHo-CUM-
doHuuyeckoro aumpwxnpoBaHusa (¢ 2002 — npodpeccop). 3anucan cepuro KOM-
NakT-OUCKOB COBPEMEHHOW PYCCKOW 1 3apybesxHOn My3biku. [acTponupyeT B cTpa-
Hax EBponbl, CLUA 1 Asuu.
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SMCCD 0318 DDD/STEREO

TT: 56.37
HUKONAW CUOENbHUKOB (1930-1992)
Pycckue cka3ku, koHUepT Ans AseHaguatun conuctos (1968)
1. Tam 3a xonmMamut 3eMns PyCCKas... . . . . . . . . . ... ... ... .. 1.13
2. MNeHbe KoMapuHoe, Aa cTpaxu 6onoTHbIe.... . . . . . . . . . . . . .. 1.50
3. Bblcoko no Heby xypaBnu NeTAT. . . . . . . . . .. ... 1.35
4. TomM ga TyMaHbl... . . . . .. . 2.38
5 Jlewwii ¢ pycankamm XopoBogbl BOOUT . . . . . . . . . . ... .. ... 3.33
[e] 6. LiBeTbl AMBHbIE Ha Nnyrax ropsaT; AyHET BeTep OHM nonpsyyTes . . . 3.17
7. MacTylwkn Tam NecHun cTapble UrparT, Aa Ha HOBbIM Nad. . . . . . . 2.32
8. Nopopa BonwebHble B 03Epax OTpaXaroTcs;
KUHELLb KaMEHb HETY TOPO4A . . . . . . . . . . . . . ..o 2.20
[o] 9. [leBKku KpacHble No Arodbl XOAAT Aaneko... ganeko.... . . . . . . . . 3.52
Lyanu, KoHUepTHast CUMOHWS AN BUOSIOHYENN COro,
KoHTpabaca, AByx dopTenunaHo un yaapHbix (1974)
1. COOTHOLLEHME HEOMPEQENEHHOCTEN . . . . . . . . . . . . . . .. ... 9.25
2. bopbba rapMOHUM M XaoCa . . . . . . . . ... 16.10
3. MNoennHOK 3aKOHOMEPHOCTU M CITYYas . . . . . . . . . . . . . . . ... 8.03
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ConucTka: Onbra ManoykuHa, sronoHyens -

AHcambrb «CTyaus HOBOM My3bIKU»

MapuHa Py6GuHLWTENH,
drenta -[9)
Mwuxaun LUTaHbKoO,
ro6oit ([1]-[9])
Hukuta AradoHos,
knapHet ((1]-[9)
Makcum KaTteHuH,
daror ([1]-[8])
Cepren KprokoBueB,
sanTopHa ([1]-[9])
AHppert HUKUTUH,
ynapHbie ([0 -

Oupwxép Uropb OpoHoB

AHapen BUHHULIKUIA,
ynapHbie (1] -
AneoHopa KocTtuHa,
yaapHbie (10—
MaTpeHa CokornoBa,
yaapHbie (10—
Anppen Nabenkos,
ynapuble (1] -[9])
MoHa Xaba,
coprenuano ([1] - [12))
Haranua Yepkacosa,
cpoprenuano ([10] - [12))

CrtaHucnaB Manbiwes,
ckpurka ((1]-[9)
EkaTtepuHa MapkoBa,
anst ((1]-[9))

Onbra MNano4kuHa,
BuonoHyens (1] -[2])
Neonua bBakynuH,
koHTpabac ([1]-[9])
Tamapa XykoBa,
koHTpabac ([L0] — [12))

3anvcaHo B bonbLiom 3ane MockoBCcKol rocyapCTBEHHON KOHCEPBATOPUK
um. M.U. Yankosckoro B ceHTsiope 2021 n mapte 2022 roga

3BYKOPEXUCCEP 3anucu, MoHTaxa 1 MactepuHra: Muxaun Cnacckuii

WrxeHep: Anekcelt MewaHoB

[wnzaiiH: Anekcen Muctok

VcnonHuTenbHbI npoatocep: EBrenuii MnatoHos

© & ® 2022 MockoBckasi rocyaapcTBeHHasi koHcepsaTopus um. M., YaiikoBckoro

Bce npasa 3aluiLeHbl
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