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tury, in the Romantic era. Two or more performers, whether on one or two instruments, can en-

rich the expressive resources of texture, polyphony, and dynamics. At one time, playing in an
ensemble was closely connected with home music-making and the opportunity to perform symphon-
ic claviers in a home setting. Elena Sorokina, an outstanding pianist, researcher and master of the
duo genre, notes, “Arrangements of symphonies and chamber instrumental ensembles by Haydn,
Mozart, Beethoven, Mendelssohn, Schumann, Brahms, and Tchaikovsky, symphonic poems and or-
atorios by Liszt, and operas by Wagner and Verdi were often the only source of getting to know
them. Until the reign of the mass media in the 20th century, this function of the piano duet retained
its importance, which cannot be overestimated.”

P iano ensemble is a genre that originated in the depths of history and flourished in the 19th cen-

Piano ensembles appeared during the period of the formation of the art of piano. Their first examples
can be found in the legacy of English and Italian composers of the early Baroque. Gradually, this
type becomes increasingly popular and receives outstanding realizations in the works of Handel and
Bach. A little later, the practice of ensemble music-making spreads widely simultaneously with the
appearance of new hammer keyboard instruments. Among the creators of music for the piano en-
semble are Mozart, Beethoven, Schubert, Mendelssohn, Schumann, Chopin, Liszt, and Brahms. At
the beginning of the 19th century, musical life in Russia also developed rapidly. Sheet music, music
magazines, and albums of pieces, including a lot of music for the piano ensemble — transcriptions,
arrangements of popular melodies (folk songs, opera arias), and original compositions — were pub-
lished. Most Russian composers, from Glinka to Rachmaninoff, paid tribute to this genre.

For Moscow Conservatory Records, Mona Khaba and Mikhail Dubov have prepared a program of
music by Russian composers for two pianos. It includes works by great masters of the past, along
with music by our contemporaries representing the Moscow Conservatory.



Modest MUSSORGSKY (1839-1881)

The Sonata for Piano four hands in C Major (1860) is one of the early works of the original Rus-
sian composer. Elena Sorokina writes about the history of this unfinished work:

“In 1860, the first movement of the Sonata in C major for piano four hands by Modest Petrovich
Mussorgsky was written. It was performed in Balakirev’s circle, as Rimsky-Korsakov recalled in his
‘Chronicle’: ‘“They also played Mussorgsky’s Allegro in C major four hands..., which | liked.” The note
in the autograph: ‘symphonic exercise in the orchestra,” as well as the designations of orchestral in-
struments found here and there indicate the symphonic concept of the work. Probably, its initiator
was Balakirev, under whose leadership other members of the Mighty Handful were writing sympho-
nies at that time. Mussorgsky added Scherzo to Allegro (his music is based on the Scherzo for solo
piano slightly modified and transposed from cis-moll to c-mol, written two years earlier). Perhaps the
composer intended to create a sonata-symphony cycle.”

Despite the external chamber nature, the sonata has its own unique bravery and symphonic scope,
powerful energy, textural discoveries, unexpected contrasts, and echoes. Its melody is simple but ef-
fective. You can hear “the Russian spirit”, a kind of “Kamarinsky muzhik,” you can feel the undoubted
kinship with the Glinka tradition and with the ideals of the Mighty Handful.

Igor STRAVINSKY (1882-1971)

The Sonata for two pianos appeared in 1944. It displays features of the Russian style of Stravin-
sky, who had, however, come a long way since the time of Petrushka and The Wedding. The use of
quotation material is characteristic. “Most of its melodies have an obvious Russian nature, and two of
them — the theme of the variations and the middle section of the finale — are based on folklore quota-
tions: these are the folk songs ‘Don’t sing, don’t sing’ and ‘Oh, my heart.” Stravinsky borrowed them
from the old collection ‘Songs of the Russian People in the Harmonization of M. Bernard’ published
by the Jurgenson company in 1886,” explains Svetlana Savenko, expert in the composer’s art.

At the same time, the author treats the material in accordance with strict classical standards: the pol-
ished sonata form of the first movement; Variations (partly referring to the Bach canons for “Gold-
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berg bass”) with their contrapuntal mastery, textural clarity and individual design of each variation;
three-part form of the final Allegretto.

Olga Grines, a Stravinsky researcher and performer, notes, “...the sonata was originally conceived
as a piece for one performer, but was later re-planned for two pianos, since the author saw that four
hands were needed to clearly highlight the four lines. Stravinsky, a recognized polyphonist, reveals
himself in all the splendor of his mastery... Stravinsky’'s ingenuity is admirable. The sonata is full of
charm, humor, and light irony.”

The style of the sonata is outlined by the subtle graphic relief of the voices, the exquisite play of me-
ter and rhythm and polyphony, the classicist ligature of the writing, the aristocracy of the sound com-
bined with harmonic freshness.

In comparison with the rough directness of Mussorgsky, Stravinsky appears in the sonata as a re-
fined “musical aesthete.”

Nikolay MEDTNER (1879-1951)

The program titles of the Two Pieces, Op. 58 (Russian Round Dance, 1940 and Knight-Errant,
1945) set the listener in the right mood in advance. Their figurative structure is filled with fairy tales
and symbolism. The pieces were written at a time when Medtner had already been in exile for a long
time and finally settled in Great Britain (the first of the pieces is dedicated to Edna lles, an admirer of
the composer’s work, his student and partner in the ensemble). At the same time, they are undoubt-
edly the fruit of that Russian artistic environment that Medtner absorbed back in the early 20th cen-
tury.

The element of folk dance spills out in Russian Round Dance, which could be called another fairy
tale (an original genre, so beloved by the composer). Knight-Errant is more of a ballad, with a com-
plex plot and philosophical subtext. The dense fabric woven from a variety of intonations and mo-
tives; the “blooming” texture, from which melodic richness sprouts; the intensive development of
melody, harmony and polyphony — all these stylistic features were inherent in Medtner’s works
throughout his entire career.



According to Olga Grines, the two compositions “are united in one opus not only because they are
works for two pianos. They are brought together by a common ‘Russian theme.” This is a kind of
‘War and Peace’ diptych, the sunny and unstable world of immemorial Rus in Russian Round Dance
and heavy thoughts about the fate of the distant homeland in Knight-Errant.”

Andrey BESOGONOV (born 1990)

The composer was born in Severodvinsk and finished the Arkhangelsk College of Music in 2007 (pi-
ano class of L. Gorkavaya). In 2016, he graduated with honors from the Moscow State Tchaikovsky
Conservatory (composition class of Yuri Kasparov), where he also completed an assistantship-in-
ternship course in 2018 (creative director Yuri Kasparov, scientific director Fyodor Sofronov). Since
2021, he has been teaching at the composition department of the Moscow State Tchaikovsky Con-
servatory. He is a member of the Union of Composers of Russia. Andrey Besogonov is a laureate
of domestic and international composition competitions, including the International Competition of
Young Composers in Memory of Alfred Schnittke and Sviatoslav Richter as part of the 8th Winter
International Festival (Sochi, 2015) — 1st Prize; the 4th International Myaskovsky Competition of
Young Composers (Moscow, 2016) — 1st Prize; the 1st International Composers’ Competition “New
Music Generation” (Kazakhstan, 2019) — 1st prize; the 4th All-Russian Composers’ Competition
Avanti (Moscow, 2022) — 1st prize. He is the winner of the Score competition (Moscow, 2020) and
a laureate of the Russian Music 2.0 project (2023). He participated in master classes of composers
Klaus Lang, Oscar Bianchi, Carola Bauckholt, Fabien Lévy, Dmitri Kourliandski, Sergei Nevsky, and
Chaya Czernowin. He wrote chamber and symphonic works, operas Fruit from the Very Bottom of
the Vase, Death of the Author, and Gunpowder and Hare Ears. He was a student of MCME's 6th In-
ternational Academy in the city of Tchaikovsky. As a composer, arranger and sound designer, he par-
ticipated in the projects of December Evenings, Sound Up Russia, OpensoundOrchestra, Studio for
New Music, Diaghilev Festival, GES-2, Cooperation, Open Space, Ostankino Museum-Estate, and
Arkhangelskoye Museum-Reserve. He also wrote a multimedia rave operetta and music for drama
performances.



Andrey Besogonov comments, “The main theme of my piece Fragments of a Vanished Time
(2024) appears in the form of a crystalline structure: it is a 12-tone consonance, the segments of
which interact within the framework of proportional infinite canons. This approach creates a feeling
of ‘continuous time,” in which the sound flows in an infinite spectrum of proportions. Further, the de-
velopment of the theme is enriched with dynamic gradations and register variations, which leads to
discretization of the time flow, turning it into a sequence of individual events.”

Alina PODZOROVA (born 1989)

The composer graduated from the Moscow Conservatory (composition class of professor Yuri Vo-
rontsov, instrumentation class of professor Faradzh Karaev). She is a laureate of many international
composers’ competitions, including the Myaskovsky Competition (1st Prize, 2012, Moscow), and the
7th and 10th Orpheus Radio Competition (Grand Prix, 2015, Grand Prix, 2018, Moscow).

Alina Podzorova participated in master classes by Jean-Luc Hervé, Antoine Beuger, Philippe Ler-
oux, Francesco Filidei, Dieter Ammann, Clemens Gadenstatter, and Klaus Lang.

She has been a scholarship holder of the Valery Gergiev Foundation since 2013 and a member of
the Union of Composers of Moscow since 2014. The composer actively works in the field of musi-
cal theater. Her works include the opera Apnea (libretto by Gairat Sapargaliev; premiered in 2017,
the Stanislavsky and Nemirovich-Danchenko Moscow Music Academic Theater, 2020 at Lumiere
Hall, Moscow); the choreographic performance Kazas-kazinas (choreography by Daria Paramon-
ova; premiered in 2018, Ziemelblazma Palace, Riga); the opera The Periodic Table based on the
book by Primo Levi (premiered in 2019 at the Diaghilev Festival in Perm, libretto and production by
Asya Chashchinskaya; 2021 at the Moscow Conservatory, stage director — Nikolai Panin; 2024 in St.
Petersburg, the Theater of the Boris Eifman Dance Academy as part of the international opera fes-
tival Muffled Voices, stage director — Asya Chashchinskaya); the fairy tale opera The Princess and
the Swineherd (libretto by Natalia Kaidanovskaya; premiered in 2022 at the Moscow Conservatory,
stage director — Maria Fomicheva).



Alina Podzorova says about her music, “The art of dance has always attracted the attention of man-
kind. Pushkin, Griboyedov, Voltaire, Noverre, Diderot, Wagner, and many others admired it and con-
fessed their love for it.”

Apotheosis is the ancient Greek for ‘assignment to the gods (deification).’

“The suite Apotheosis of Dance (2024) is a kind of admiration and worship of various dance styles
that have become vivid symbols of different historical eras. The suite has four movements, each of
which uses a characteristic stylistic model of a certain dance. As it develops, an interaction is formed
between these models, similar to scenes with characters from a mask theater. Each piece becomes
more solemn than the previous one, captivating the viewer in a carnival procession with a firework of
diverse sounds from two pianos.

“The second part of the cycle is an immersion into the world of Russian Adagio. Over the centu-
ries-long history of its development in Russia, Russian ballet has managed to become a reflection of
the Russian soul. And adagio in the Russian style is a characteristic part of this great ballet culture,
to which the composer pays tribute in his work.”

Nikolay KORNDORF (1947-2001)

A student and later a teacher at the Moscow Conservatory, a continuer of its glorious traditions, Ni-
kolay Korndorf developed his own original and recognizable style at the interface of distinctive na-
tional culture and the aesthetics of minimalism. The composer says of himself, “I belong to the trend
in Russian music which, regardless of the composer’s style, usually addresses very serious prob-
lems: philosophical, religious, moral, problems of the spiritual life of the individual, his relationship
with the surrounding world, problems of beauty and its relationship with reality, as well as problems
of nobility and significance applicable to human life and art, and the relationship between the spiritu-
al and the non-spiritual.”

Yuri Vorontsov, a conservatory colleague of the composer, shares his opinion, “If we ask the ques-
tion who of the Russian composers of the past Nikolay Korndorf has more in common with, the an-



swer suggests itself: it seems that nobody... Well, maybe, Stravinsky to some extent... Sometimes,
as in Lullaby, this can be felt even in the intonation and rhythmic development.”

The non-trivial musical fabric of Lullaby (1986) is woven from the simplest diatonic patterns and
their endlessly shimmering lace, slowly growing into a solemn ringing.

One cannot help but notice a hierarchy of meanings in the title of Lullaby, which leads far away from
the explanation given by the composer: “This is a lullaby in the full sense of the word — everyone
must fall asleep,” writes Yulia Panteleyeva in her study about the composer. “Pushing away from the
usual ideas about the genre and the rich associative context associated with it, Korndorf's music al-
lows the listener to rise to the perception of a real artistic symbol, which embodies the concentrated
peace of spiritual contemplation. The words of Evgeny Trubetskoy about Russian icon painting can
be applied to the music of a modern creator, in which ‘we find an extraordinary depth of creative in-
sight, not only artistic, but also religious...” The transparency and weightlessness of the finest sound
fabric, the free and smooth movement that creates the effect of continuously flowing streams of light,
the inexhaustible depth of the inner space — all these are colors from that special palette that the
composer uses in his creations, inspired by images of the heavenly world.”

Mona KHABA was born in Moscow. She graduated with honors from the Moscow Conservatory
and completed an assistantship-internship course there. Her teachers were Honored Artist of Russia
Gleb Akselrod and professor Leonid Zhivov.

After graduating from the conservatory, she worked at the Bolshoi Theater, was a musical assis-
tant to People’s Artist of the USSR Vladimir Vasiliev in his productions of the ballets Cinderella, Don
Quixote, Swan Lake, Giselle, Balda, and others in Russia and abroad. She performed solo piano in
his performances Nostalgia and Master Class to the music of Russian and foreign composers.

Since 2005 to the present, she has been a soloist of the ensemble Studio for New Music of the
Moscow Conservatory. She is actively involved in concert activities. Mona Khaba has participated
in many festivals in Russia and abroad, including the Venice Biennale, Warsaw Autumn, Beetho-
ven Festival in Bonn, Moscow Forum, Moscow Autumn, Another Space, etc. She has performed as



a soloist with the Russian National Orchestra and the State Academic Symphony Orchestra, and in
chamber ensembles with leading Russian musicians.

In addition to works of the classical romantic style, the pianist’s repertoire includes music of the 20th
century and compositions by young composers from Russia and abroad. She is the first performer
of a number of new works by contemporary composers, including those dedicated to her. Record-
ings with her participation were made by the labels Melodiya, Le chant du Monde (France), Meldac
(Japan), and others, including a series of her CDs with music by contemporary composers. She has
toured in Spain, Germany, France, ltaly, Poland, the Baltics, Korea, Japan, the USA, Mexico, Brazil,
Egypt, Israel, and Bermuda.

She teaches at the Moscow Conservatory and gives lectures and master classes.

Mikhail DUBQV graduated from the Moscow Conservatory and completed postgraduate studies
in three specialties: piano (class of Vera Gornostayeva), organ (class of Alexei Parshin) and musi-
cology. Currently, he is a professor at the Moscow Conservatory, dean of the faculty of historical and
contemporary performing arts, Ph.D. in art history, laureate of the Seiler, Theater Initiative, Golden
Mask and Pure Sound awards, and soloist of the Moscow Contemporary Music Ensemble (MCME).
He has also played in the Academy of Early Music, Pocket Symphony and Studio for New Music.

The musician’s artistic interests include a wide range of musical styles and trends from early music
to modern times. His repertoire is constantly expanding. It includes rarely performed music of the
past and works by composers of today. Mikhail Dubov is the first performer of many works by Rus-
sian and foreign composers and has collaborated with major modern composers. Among the orches-
tras with which he has performed as a soloist are Ensemble Modern, the State Academic Symphony
Orchestra, the Mariinsky Theater Orchestra, the Grand Symphony Orchestra, the National Philhar-
monic Orchestra of Russia, Musica Viva, and Novaya Rossiya, and worked with conductors Viadimir
Jurowski, Teodor Currentzis, Philipp Chizhevsky, Alexander Rudin, and Gianandrea Noseda. Mikhalil
Dubov’s partners in creative projects and concert performances are Tatiana Grindenko, Alexei Lyubi-
mov, Nazar Kozhukhar, Alexander Trostyansky, Alexander Zagorinsky, Mark Pekarsky, Heinz Hollig-
er, and Valery Popov.
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The performer’s repertoire includes numerous recordings of solo and ensemble works released by
various labels, such as Le Chant du monde, FANCYMUSIC, and Melodiya, including two CDs from
the anthology of Russian piano music of the 20th and 21st centuries as part of the Sound Review
project. Mikhail Dubov is also a researcher primarily in the field of contemporary music and the au-
thor of a number of publications. He also gives master classes in Russia and abroad.

The piano duo of Mona Khaba and Mikhail Dubov was formed during their studies at the conser-
vatory. The musicians regularly perform in the halls of the Moscow Conservatory, the Moscow Phil-
harmonic Society, the memorial apartment of Sviatoslav Richter, and other concert venues. Over
the years of their artistic collaboration, Mona Khaba and Mikhail Dubov have presented many con-
cert programs, performing J.S. Bach’s concertos, Mozart’'s Sonata, Glinka’s Capriccio on Russian
Themes, Chopin’s Rondo, Brahms’ Variations on a Theme by Haydn, Rachmaninov’s Fantasy (Suite
No. 1), Debussy’s En blanc et noir and Lindaraj, Sciabin’s Fantasy, Stravinsky’s The Rite of Spring,
Jeu de cartes and Dumbarton Oaks, Milhaud's Scaramouche and Le Beeuf sur le toit, Bartok’s So-
nata, Messiaen’s Visions de I'’Amen, Boulez’ Structures, Ligeti's Three Pieces, Reich’s Piano Phase,
Crumbs’ Makrokosmos Il and 1V, and Otherworldly Resonances, Kapustin's Concerto, Symphon-
ic Dances from Bernstein’s West Side Story, pieces by Rimsky-Korsakov, Ravel, Cherepnin, Furrer,
Escaich, and others.

The duo’s repertoire includes music by many contemporary composers, some of which are featured
on this CD. They performed Nikolai Korndorf's Lullaby at his anniversary recital at the Berlin Philhar-
monie and premiered works by Alina Podzorova and Andrei Besogonov written especially for them.
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Mona Khaba MoHa Xaba

1 Modest Mussorgsky 2 Igor Stravinsky
Mopgect Mycoprckun Wropb CTpaBuHCKMN

4 Alina Podzorova 5 Andrey Besogonov
AnuHa Noagsoposa AHapen becoroHoB

Mikhail Dubov Muxaun [y6os

3 Nikolay Medtner
Hwvikonan MeTHep

6 Nikolay Korndorf
Hwukonawn KopHgopd




OpTENUaHHbIN aHcambrb — XaHp, 3apoAMBLLMIACS B rnyGuHax nctopuu, n pacusetiumii B XIX

BEKe, B pOMaHTM4eckyto anoxy. fiBa unu 6onee ncnonuutensi, 6yap TO Ha OOQHOM WNW ABYX

WHCTPYMEHTaXx, MOryT oboraTuTb Bblpa3uTenbHble pecypcbl akTypbl, NONUGOHUN, ANHAMW-
kn. B cBoé Bpems urpa B aHcambre Obina TECHO CBf3aHa C AOMALLUHUM My3uUUMPOBaHUEM W BO3-
MOXHOCTbIO 03BY4YMTb B ObITOBBIX YCINOBUSX CUMdOHMYeckne knaeupbl. EneHa CopokuHa, 3ame-
YyaTenbHasi NMaHNCTKa, UccnefoBaTenb M MITP AY3THOTO XXaHpa, oTmevana: «llepenoxeHus cum-
POHUI N KaMePHO-MHCTPYMEeHTanbHbIX aHcambnen anaHa, Mouapta, BetxoBeHa, MeHaenbcoHa,
LLlymana, Bpamca, Yankosckoro, cumdpoHnyeckux noam u opatopuit Jlucta, onep BarHepa u Bep-
A 6bINn HepeaKo eAVHCTBEHHBIM UCTOYHMKOM O3HAKOMMEHNs ¢ HUMKU. BnnoTb Ao BouapeHus B XX
BeKe cpeacTB MaccoBOW MHopMaumm ata yHKUUS (OpTENNMaHHOIO AyaTa CoXpaHsna CBOE 3Have-
HWe, NepeoLIeHUTb KOTOPOE HEBO3MOXHO. »

KnaBupHble aHcambnin NosiBUMMCh yxe B Nepuof CTaHOBIEHWUS KNaBMPHOrO UCKyccTBa. lNepBble mx
o6pasLbl MOXXHO 0BHapyXXWTb B HAaCNeAuW aHrmUNCKUX U UTanbsIHCKMX KOMMO3UTOPOB paHHero 6a-
pokko. [MocTeneHHo aTOT BMA NprobpeTaeT Bce GonblLUyo NOMYNsipHOCTb, MOMYyYYB BblAaloLwnecs Bo-
nnowieHns B TBopuyectBe [eHgens n baxa. YyTb nosxe npakTtuka aHcambrieBoro My3uLMpoBaHUsi
LLIMPOKO PacrnpoCTpaHSEeTCH NapanmnenbHo C NMOSIBIIEHNEM HOBbIX MOMOTOYKOBbIX KMaBULLHBIX WH-
cTpymeHTOB. Cpeay TBOPLOB My3blki Ans doopTenmaHHoro aHcambnsi Mouapt n betxoseH, LLy6ept
n MengenbcoH, LymaHn, WoneH, Jluct, Bpamc. B Havane XIX ctonetns cTpeMuTensHO pa3suBaeTcs
My3blKanbHas xu3Hb 1 B Poccumn. N3gatotcesa HoTbl, My3blkanbHble XXypHarbl, anb6oMbl Nbec, 1 B TOM
yucre Hemamno Mysblkv Ans opTennaHHOro aHcambrns — Kak nepernoxeHun, obpaboTok nonynsp-
HbIX Menoaui (HapoAHbIX NECEH, OMEePHbIX apuii), Tak U OpUrMHanbHbIX COYMHEHUI. BonbMHCTBO
PYCCKMX KOMMO3UTOPOB OT [MnHKM Ao PaxmaHnHoBa oTaanu AaHb 3TOMY XaHpy.

[ns Moscow Conservatory Records MoHa Xaba n Muxaun [y6oB noarotoBunv nporpammy m3 my-
3bIKM PYCCKMX KOMMO3WTOPOB AN ABYX dhopTenuaHo. B Heé Bowunu npom3sBeeHns Benvknx macte-
POB MPOLLIIOrO, HAPSAY C MY3bIKOW HALLMX COBPEMEHHMKOB, NPeacTaBnstoLLmx MocKoBCKy KOHcep-
BaTOPMIO.
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Mogect MYCOPICKUIA (1839—1881)

CoHarta ans chopTenuaHo B YeTbipe pyku (1860) — 04HO M3 paHHMX COUYMHEHMUI CaMOBbITHOMO pyc-
ckoro komnosutopa. O6 ucTopmm aToro HeokoH4YeHHoro Tpyaa E. I CopokvHa nueT:

«B 1860 rogy 6bina HanncaHa nepsas YacTb CoHatbl C-dur gns dopTtenunaHo B yeTbipe pyku Mo-
necta lMetpoBnya Mycoprckoro. OHa ncnonHsnacb B 6anaknpeBCcKOM KpyXKe, O YeM BCMOMUHaEeT
B «Jletonucu» H. A. Pumckuin- Kopcakos: «Urpanu Takxe B 4 pyku Allegro C-dur Mycoprckoro...,
KoTopoe MHe HpaBunocb». [lomeTka B aBTorpade: «CMMMOHNYECKOE yNpaXHeEHe B OpKecTpe», a
TakkKe BCTpevaloLmecs koe-rae o603Ha4YeHUs OPKECTPOBBLIX MHCTPYMEHTOB yKa3biBaloT Ha cUMAO-
HUYECKUI 3aMbicen CounHeHus. BeposTHO, nHuumnaTopom ero 6bin Banakvupes, Nof pykOBOACTBOM
KOTOPOro B 3TO Bpems nucanu cuMgoHum 1 apyrve Ynexsl «Moryden kyukn». K Allegro Mycoprckun
npucoeguHun Ckepuo (B OCHOBE €ro My3blKi HECKONbKO BMAOM3MEHEHHOE W TPaHCMOHMPOBaHHOE
13 cis-moll B c-moll Ckepuo ans dopTennaHo cono, HanncaHHoe ABYMS rofamu paHblue). Bo3mox-
HO, KOMMO3MTOP HaMepeBarcs co3aaTb COHaTHO-CUMMOHUYECKUIA LK. »

HecmoTps Ha BHELLHIOW KaMepHOCTb, B COHaTe eCTb U cBOeobpasHas MMXOCTb U CUMMOHNYECKN
pasmax, U MOLLHasa 3HepreTuka, n (akTypHble HaxOAdKW, HEOXUAAHHbIE KOHTPACTbl, MEePEeKNYKN.
Menogwvka ee npocTta, HO AencTBeHHa. CrbILNTCS «TaM PYCCKUN AyX», STakU «KaMapUHCKUN My-
XMK», YyBCTBYETCS HECOMHEHHOE POACTBO C MMUHKMHCKOW Tpaauumen n ¢ ngeanamm «Moryyen Kyy-
Kn».

Wropb CTPABUHCKWIA (1882-1971)

CoHaTta ansa aAByx copTenuaHo nosieunace B 1944 rogy. B Hel mposiBUNMCL 4epTbl PycCKO-
ro ctuns CTpaBMHCKOro, MpoAenaBLUero, Mexay Tem, yxe 6onblion nyTb co BpeMéH «[leTpyLu-
kn» n «CBapebkn». XapakTepHO MCnonb3oBaHWe LUTaTHOrO maTtepvana. «bonblUMHCTBO eé merno-
OV MEeeT OYEBWAHBIN PYCCKUIA XapakTep, NPUYEM [Be U3 HUX — TemMa Bapuauui u cpefHuin pas-
aen cduHana, — OCHOBaHbl Ha (PONBKIOPHbBIX LUTaTax: 3TO HApoAHble NecHU «He non, He Mown» un
«Ox, 4To 3a cepaue». CTpaBMHCKMIA 3aMMCTBOBan KX M3 ctaporo cbopHuka «llecHu pycckoro Ha-
poaa B rapmoHusaumn M. BepHappa», nagaHHoro dmpmon tOpreHcoH B 1886 rogy», — nosicHseT
3HaTOK TBOpyecTBa komnosutopa C. V. CaseHko.
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[Mpn aTomM aBTOp O6paLLaeTcs ¢ MaTepuanom No CTPOrMM KIacCUYeCKMM HOpMaM: OTTOYEHHas Co-
HaTHas dopma nepBow YacTu; Bapuauum (oTyacTu oTcbinatowme kK 6axoBCKUM KaHoHaM Ha «lonba-
Bepr-6ac») ¢ X KOHTPaNYHKTUYECKM MacTEPCTBOM, (PaKTYPHOW SCHOCTbIO U MHAVMBUAYaTbHBIM pU-
CYHKOM KaxxaoW Bapuaumu; TpéxyactHasa copma uHanbHoro Allegretto.

Wccnenosatens n ucnonHutens My3blkn CtpauHckoro O. B. [puHec 3ameyaer: «...n3HayanbHo co-
HaTa Oblna 3agymMaHa kak nbeca Ans OQHOro WCTMOMHWUTENs, HO NOTOM NepennaHvpoBaHa Ans ABYX
posinen, Tak Kak aBTOp YBMAEMN, YTO ANS SCHOTO BbIAENEHUS YETbIPEX NUHWIA HeobXxoaunMbl YeTbl-
pe pyku. CTpaBUHCKNIA, ABMSIOLLMIACA NPU3HAHHBIM NONMEOHNCTOM, packpbiBaeTcs BO BCEM briecke
cBOero mactepcTsa... M3obpetatensHocte CTpaBmHCKoro BocxuilaeT. CoHaTa nosHa Lwapma, tomo-
pa, NErkon NPoHUn.»

Ctunb coHartbl o4epuMBaloT TOHKasi MPOPUCOBKa rpaduyeckoro pernbeda ronocos, U3bICKaHHas
urpa MeTpoputMa v normgoHnm, KrnaccuumucTckas BA3b NMCbMa, apucTokpaTuam 3By4YaHuA B coYe-
TaHWM C rapMOHNYECKOW CBEXECTbIO.

B cpaBHenun ¢ rpy6osaton npsamoton Mycoprckoro, CTpaBUHCKWI NPeAcTaét B coHate paduHUpo-
BaHHbIM «MY3bIKanbHbIM 3CTETOMY.

Hukonan METHEP (1879-1951)

MporpammHble 3aronosky [ByX nbec, op. 58 («Pycckuli xopoeod», 1940 n «CmpaHcmeyrowuli
pbiyapby, 1945) 3apaHee HacTpauBaloT cnyLliatensi Ha HyXHbI nag. O6pasHbI CTPOW UX HaMon-
HEH CKa304HOCTbIO U CMMBOMU3MOM. [becbl BO3HUKM B Ty Nopy, koraa MeTHep yxxe fonroe Bpems
Haxoguncs B amurpauum n obocHoBarncs, HakoHel, B Bennkobputanum (OgHe Anns, nodntartenbHu-
Lie TBOpYeCTBa KOMMO3UTOPA, €ro YY4eHULe N NapTHEPY No aHcambro, MOCBsILLEHa NepBasi U3 Nbec).
BmecTe ¢ Tem oHK, 6e3ycnoBHO, — NIOA TOW POCCUMINCKOW XYAOXECTBEHHOW cpefbl, KoTopyto MeTHep
BnuTan B cebs ellé B Hadyane XX Beka.

CTuxus HapogHoOro TaHua BbiNnéckmBaeTcst B «PycckoM xopoBoge», KOTOPbI MOXHO GbIno Gbl Ha-
3BaTb ewe ofgHon Ckaskol (OpUrMHanbHbIA XaHp, CTOMb MbUMbIN aBTOpPoM). «CTpaHCTBYHOLLMIA
pbiLapby — ckopee, bannaga, co CnoXHbIM CHXETOM 1 hrunocodcknm NoATEKCTOM. [NOTHas TKaHb,
COTKaHHast 3 MHOroobpasunsi MHTOHALUWIN N MOTUBOB; «LBETYLLAs» akTypa, U3 KOTOpPOW npopacTtaeT
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mMenoguyeckoe 6oratcTBo; MHTEHCUBHOE pasBuTne Menoguku, rapMoHun, nonmchval — 3TN YepThbl
cTuns Obinn npucyLn TBOpHECTBY MeTHepa Ha BCEM €ero NMpoTsaXXeHUN.

Mo cnoeam Onbru MpyHec, ABe KOMMNO3ULIMK «OBBEANHEHBI B OQMH OMYC HE TOMbKO NOTOMY, YTO OHU
ABNATCA COMMHEHMSIMU AN ABYX dopTennaHo. Vx conmxkaeT obLias «pycckas Temay. 3To CBOEero
poaa auntux «BowiHa 1 Mupy», conHeuHbll, 3blbkuii Mup 6epeHaeeBckol Pycu B «Pycckom xopoBo-
ae» 1 Tsxénble pasaymbst 0 cyabbe Aanékon poanHbl B « CTPaHCTBYIOLLEM pbiLiape.»

Angpeit BECOFOHOB (p. 1990)

Poouncs B CeBepogBuHcKe, OKOHUMN ApxaHrenbckuin MysbikanbHbii Konnemk B 2007 roagy (no
knaccy cpoptenuaro y J1. B. lopbkason). B 2016 rogy okoHumn ¢ otnnunem MockoBsckyto [ocyaap-
cTBeHHyto KoHcepsaToputo nm. . W. Yarikosckoro (no knaccy komnosuummn y KO. C. Kacnaposa),
TaM e acCUMCTeHTypy-cTaxupoBky B 2018 rogy (TBopueckuin pykosogutens HO. C. Kacnapos, Ha-
yyHbIn pykosoguTenb ®. M. CodporHos). C 2021 roga npenogaét Ha kadeape Komnosmumm MIK
mm. . WN. Yankosckoro. YneH Coto3a komnosuTopoB Poccuu. Jlaypeat Bcepoccunckux n Mexay-
HapOAHbIX KOHKYPCOB MO KOMMO3WLMK, CPeaAmn KOTopbix: MexayHapoaHbIi KOHKYPC MOMOAbIX KOM-
noautopoB namsatn A. I. WWHutke n C. T. Puxtepa B pamkax VIl 3umHero mexayHapogHoro de-
ctuansa (Coun, 2015) - | npemus; IV MexayHapoaHbI KOHKYPC MOMOAbIX KOMMNO3UTOPOB MMEHM
H. A. Mackosckoro (Mockea, 2016) - | npemus. | MexayHapoaHbin KOHKYPC KOMNo3ntopoB «New
Music Generation (KasaxctaH, 2019) - | npemus IV Bcepoccumncknin KOHKypc komnosmTtopos Avanti
(MockBa, 2022) - | npemus MNMobegutens kKoHkypca «lMaptutypa» (Mocksa, 2020) Jlaypeat npoekTa
«Pycckasa Mysblka 2.0» (2023) YuactBoBan B MacTepkrnaccax komno3utopos K. JlaHra, O. BbsHkn,
K. Baykxonert, ®. Jlesu, [l. Kypnanackoro, C. Hesckoro, X. YepHoBMH ABTOP KamepHbIX U CUMAOHU-
Yeckunx npovssegeHuin, onep «PpykTbl C camoro gHa Basbl», «CmepTb aBTopay», «opox n 3asybu
ywikuny. CtygeHT VI MexagyHapoaHon akagemun MACMa B 1. YankoBckuin. B kayectBe KOMMNO3nTo-
pa, apaHXupoBLUMKa, cayHa-Au3aniHepa ydacTBoBan B npoekTtax «[ekabpbckux BeyepoBy», Sound
Up russia, OpensoundOrchestra, Ctyann Hoson Mysbiku, Osrunesckoro dpectusans, '9C-2, «Koo-
nepauusy, «OTKpbITbI KOCMOCY, My3esi-ycaabbbl «OcTaHknHO», My3esi-3anoBegHunka «ApxaHrenb-
ckoe» ABTOP MyNbTUMEANNHON PEeNB-ONepeTThl, My3blK/ K ApaMaTUYECKUM CNeKTaKmnsam.
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AsTopckuin kommeHTapuin Angpes becoroHoBa: «maBHas Tema moew nbecbl «OCKONKM yracuie-
ro BpemMeHu» (2024) npeactaét B obpase KpUCTannInM4eckonm CTpyKTypbl: 3TO 12-TOHOBOE CO3By4Me,
CEerMeHTbl KOTOPOro B3aUMOLENCTBYIOT B paMKkax NponopLmoHanbHbiX 6eCKOHEYHbIX KAHOHOB. Takomn
NOAXo4 CO34aéT OLLYLEHNE «HEMPEPBLIBHOIO BPEMEHN», B KOTOPOM 3BYyYaHUE TeYET B GECKOHEYHOM
cnekTpe nponopumii. B ganeHenwem passutue Tembl oborallaetcs uHaMU4eckMMmn rpagaumusiMmm u
pPErMcTpoBbIMU BapuaumsmMm, YTO NPUBOAUT K AUCKPETM3aLMM BPEMEHHOTO NOTOKa, NpeBpaLlasi ero
B NOCNEeAOBaTENbHOCTb OTAENbHbLIX CODLITUN. »

AnvHa NMOA30POBA (p. 1989)

BbinyckHuua MockoBckow koHcepBaTopun (knacc komnoauummn — npod. 0. B. BopoHLUoB, knacc uH-
cTpyMmeHTOBKM — npodp. P. K. KapaeB). JlaypeaT MHOrux mexayHapofHbIX KOHKYPCOB KOMMO3WUTOPOB,
cpeamn Hux: KoHkypc um. H.A. Msckosckoro (I npemus, 2012, Mocksa), VII u X koHkypcbl pagmo «Op-
den» (MpaH-Mpu, 2015, Mpan-IMpu, 2018, Mocksa).

YyacTHuk mactep-knaccos XK.-J1. Opse, A. Boiirepa, ®. Jlepy, ®. dunugen, [. AMmaHa, K. Mapnen-
wreTTepa, K. NaHra.

C 2013 . — ctuneHauat ®oHga B. Mepruesa. C 2014 r. — uneH Coto3za Komno3nTopos . MockBbl.
AkTUBHO paboTaeTt B 06nactu my3bikanbHOro Teatpa. Eto HanmcaHbl:

onepa «AnHoa» (nMubpetto — . Canapranuesa; npembepa: 2017, MAMT um. K. C. CtaHucnasckoro
n Bn.N. Hemnposuya-[aHuyeHko, 2020 — «Jltombep-Xonny», Mocksa);

xopeorpaduyeckuin cnektaknb «Kazas-kazinas» (xopeorpadws [. MNapamoHoBoi; npembepa: 2018,
nBopel «3vemensbnasmar», Pura);

onepa «[lepuoanyeckas cuctema» no kHure 1. Jleen (npembepa: 2019 — [Oarunesckuii decTu-
Banb (Mepmb), NMbpeTTo 1 noctaHoBka A. YawmHckon; 2021 — MockoBckas KOHcepBaTopus, pe-
xuccép-noctaHoBLMK — H. MaHuH; 2024 — CaHkT-lNeTepbypr, Teatp Akagemnn TaHua b. Onidmana
B pamMKax mexayHapodHoro onepHoro dectmsans «[purnylwérHble ronoca», pexwccép-nocTaHoB-
wmk A. YawmHcekas).
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onepa-ckaska «[lpuHuecca n CeuHonacy (nnbpetto — H. KangaHosckol; npembepa: 2022, Mockos-
CcKasi KOHCEpPBaTOPUSI, PEXUCCEP-NOCTAHOBLUMK — M. doMuuéra).

AnwuHa lMNoasoposa roBopuT 0 cBoel My3blke: «/ICKycCTBO TaHLa BO BCe BpeMeHa npuBneKkano BHU-
MaHve YenoseyecTsa. /IM BocxumLanucb 1 npuaHasanucb emy B nmo6su MywiknH, Mpuboenos, Bonb-
Tep, Hosepp, Avapo, BarHep 1 mHorue gpyrue.

«Apotheosis» nepeBoaMTCA C APEBHErPeYecKoro Asblka kak «npuyucneHne k 6oram (oboxectsne-
Hue).

Cionta «Anocpeos TaHua» (2024) — 310 cBOEro pofa BOCXWLLEHNE U NPEKNOHEHNE Nepea pasnuy-
HbIMW CTUAAMM TaHLa, CTaBLUMMK SPKUMW CMMBOSIaMU pa3sHbIX MCTOpUYecKnx anox. B cionte 4 va-
CTW, B K&XXO0MW 13 HUX UCMOMb30BaHa XapakTepHas cTunesas Mofesnb onpeaenéHHoro TaHua. B xoae
pas3BUTUS Mexay aTUMK MoAensamu hopMupyeTcst B3aMMoaencTamne, nogobHoe cleHkam ¢ nepcoHa-
Xamu TeaTpa Macok. Kaxxaas nbeca cTaHOBUTCH BCE Goree TOpXXeCTBEHHOW, YeM npeablayLuas, yB-
nekas 3puTens B kKapHaBarbHOe LiecTBMe dhenepBepkoM pasHoobpasHbIX 3ByHaHU ABYX POSNen.

BTopas 4acTtb umkna — norpyxexHune B Mnp <<PyCCKO€O adaxxuo». PyCCKMVI Ganer 3a MHOroBEKOBYHO
MNCTOPUIO CBOETO pa3BuTUs B Poccun cmor ctaTb OTpaKeHuem pyCCKOVI oywmn. W apaxuo B PyCCKOM
CTUrne xapakTepHas 4acTb 3TON BErMKON 6aneTHon KynbTypbl, KOTOPON KOMMO3WUTOP OTAAET AaHb
YBaXeHusa B CBOEM COYMHEHUN.»

Hukonan KOPHOOP® (1947-2001)

BocnuTtaHHuk, a no3xe negaror MOCKOBCKOWM KOHCepBaTopuu, Npogorkarenb €€ CrnaBHbIX Tpaau-
uuii, Hukonan KopHpopd BbipaboTan CBOW OpuriHarbHbIA U y3HABaEMbIi CTUMb Ha CTblke CaMo-
ObITHON HaUMOHAIbHOW KyNbTYpbl U 3CTETUMKM MUHUManuama. Komnosutop rosopun o cebe: «A npu-
Haanexy K ToMy HanpaeneHuto B PyCCKOW My3blke, KOTOPOe, HE3aBUCHMO OT KOMMO3UTOPCKOro CTM-
ns, 06bl4HO obpaLlaeTcs K 04eHb CepbE3HBIM Npobnemam: prnocodckum, penmriosHsiM, Moparsb-
HbIM, MpoBnemam AyXOBHOW XW3HWU IMYHOCTW, €€ B3aMMOOTHOLLEHUSIM C OKPY>KatoLLIMM MUPOM, Mpo-
6riemam KpacoTbl M €€ COOTHOLLEHWIA C peanbHOCTbIO, TaK e kak npobrnemam GrnaropoAcTsa v 3Ha-
YMMOCTM, NMPUMEHUMBIM K YENOBEYECKOW XU3HM U K UCKYCCTBY, ¥ OTHOLLUEHUAM MEXAy AYXOBHbIM U
6e30yX0BHbIMY.
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«Ecnu noctaBuTtb BONpoc 0 TOM, C KEM 13 pycckux komno3mTopos npowroro y H. KopHaopda 6onb-
e obLyero, HanpallMBaeTCst OTBET: Aa, KAXETCS, YTO HU C KeM... Hy, MOXeT 6bITb, B HEKOTOPOW CTe-
neHn — N. ®. CtpaBuHckuid... MiHorga, kak B «KonbibenbHom», 370 oLlyLaeTcs Aaxe B MHTOHaUMU 1
PUTMUYECKOM Pa3BUTMM.» — TAKOBO MHEHME KOHCepBaTopCKoro Konnern komnosmTopa 0. B. BopoH-
LoBa.

HeTpuBunanbHasi my3blkanbHasa TkaHb KonbibenbHom (1986) cotkaHa u3 npocTenmx AuaTtoHuye-
CKMX MaTTEepHOB, MX BECKOHEYHO MepLaloLLero Kpyxeea, HECrnelHO paspacTatoLierocs B Topxe-
CTBEHHbI NEPE3BOH.

«B HasBaHun «KonblbenbHoOM» Takke Henb3s He 3aMeTUTb MepapxmMy CMbICIIOB, Aaneko yBOASLUNX
OT A@HHOTO KOMMO3MTOPOM PasbsCHEHWs: «3TO KonblibernbHas B NOMIHOM CMbICIE COBa - BCE AOIK-
Hbl YCHYTb...» — NUWWET aBTop uccnegoBaHus o Hem 0. H. MaHteneeBa — «My3bika KopHoopda
MO3BOMSET CnyLlaTento, OTTONKHYBLUMCH OT MPUBbIYHBIX MPEACTaBEHU O XaHpe U CBS3aHHOro C
HMM BoraToro accoLnaTMBHOMO KOHTEKCTA, BO3BLICUTLCS A0 BOCMPUSATUAS HACTOSILLENO XYA0XKECTBEH-
HOro CMMBOIa, ONMLETBOPSIOLLEro COBOM COCPeaOTOYEHHbIN NOKOW AyXOBHOMO co3epLaHus. Crnosa
E. Tpy6eLKkoro o pycckon MKOHOMUCK, MOTYT ObITb MPUMEHEHbI U K My3blke COBPEMEHHOIO TBOpLA, B
KOTOPOWN «Mbl HAXOAMM HeOBbIYanHyto rnyouHy TBOPYECKOTO NPO3PEHMS, HE TONBbKO XY40XKECTBEHHO-
ro, HO ¥ PENUIMO3HOro»... [po3pa’yHOCTb 1 HEBECOMOCTb TOHYaMLLIEN 3ByKOBOW TKaHW, CBOBOAHOE 1
poBHOE ABWXeEHVeE, co3fatoLee 3hdeKT HenpepbIBHO CTPYSILLMXCS CBETOBbIX NMOTOKOB, HevcYepnae-
Masi rnybuHa BHYTPEHHEro NPOCTPaHCTBa — BCE 3TO KPacKy M3 TOW 0COBOW NanuTpbl, KOTOPYIO KOM-
NMo3nTOp NPUMEHSIET B CBOUX CO3aHUSIX, OAYXOTBOPEHHbIX 0bpasamu ropHero Mupa.»

MoHa XABA poavnack 8 Mockse, okoHuMna ¢ oTnnumemM MOCKOBCKYK KOHCEpBATOpUMIO U ac-
CUCTEHTYpY-CTaXnpoBKy. Ee negarorn — 3acnyxeHHbln aptuct Poccumn I B. Akcenbpop v npod.
J1. M. XXuBoB.

[Nocne okoH4YaHWsa KoHcepBaTopuu pabotana B bonbliom Teatpe, Gbina My3blikanbHbIM aCCUCTEH-
ToM HapopgHoro aptucta CCCP Bnagumupa Bacunbesa B noctaHoBkax 6anetoB «3onyLukay, «4oH
Kuxoty», «JlebenmHoe o3epox», «XKusenby, «banga» n ap. B Poccumn n 3a pybexom. VicnonHsna cono
dopTenuaHo B ero cnektaknsax «Hocranerus» n «Mactep-knacc» Ha My3biKy PyCCKUX U 3apybex-
HbIX KOMMO3UTOPOB.
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C 2005 roga no HacTosiLee BpeMs ABMSETCS CONMMCTOM aHcambns «CTyams HOBOW My3biku» Mo-
CKOBCKOW KOHcepBaTopun. Begér akTuBHYIO KOHUEpPTHyl aesdtenbHocTb. MoHna Xaba — ydact-
HUK MHOrux dpectmBanen B Poccum n 3a pybexom, cpean KoTopbix «BeHeumnaHckoe GrueHHaney,
«Baplasckas oceHb», beTxoBeHckuii cectnBanb B BoHHe, «MockoBckui dopym», «MockoBckas
oceHby, «[lpyroe npocTtpaHcTBO» M Ap. BeicTynana kak conuctka ¢ opkectpamm PHO, FTACO, B ka-
MEpPHbIX aHCaMbnax ¢ BeAyLMMN POCCUACKUMIN My3blKaHTaMu.

B penepTyape nuMaHWCTKW, NOMMMO NPOM3BEAEHUI KNAcCU4YeCKoro pPOMaHTUYECKOro CTUMS, My3blka
XX BeKka U COYMHEHUst MonofbIX KOMNO3MTopoB Poccumn n 3apybexbs. ABnseTca nepsbiM UCMOMHK-
Tenem psifa HOBbIX NMPOU3BEAEHNIA COBPEMEHHbIX aBTOPOB, B TOM YMCIe MOCBSLLEHHBIX ei. 3anucu
C ee yyacTmeM ocyLlecTBrneHbl Ha dupmax «Menoausi», «Le chant du Monde» (®paHuusi) «Meldac»
(AnoHuA) n apyrvx, BKOYas Ceputo aBTOPCKUX AUCKOB COBPEMEHHbBIX KOMMNO3WTOPOB. MacTponvpo-
Bana B Vicnanuu, l'epmanun, ®paruyum, Utanuu, Monblwe, Mpubantuke, Kopee, AnoxHun, CLUA, Mek-
cuke, bpasunuu, Ervnte, Uspaune, Ha Bepmyaax.

I'Ipeno,qaéT B MoCKOBCKOW KOHCepBaTopuu, BbICTyNnaeT C nNekynamm n mactep-knaccamu.

Muxaun OYBOB okonunn MockoBckyto KOHCEpBaTOPMIO 1 acMMpaHTypy No TPEM cneumransHo-
cTam: dopTenuaHo (knacc B. B. lopHocTaeBon), opraH (knacc A. A. MapLlunHa) n my3bikoBeAeHuve.
B HacTosiwiee Bpemsi npodpeccop MOCKOBCKOM KOHCepBaTopun, AekaH hakynbTeTa UCTopuyecko-
rO ¥ COBPEMEHHOTO UCMONHUTENBCKOrO UCKYCCTBA, KaHAMAAT UCKYCCTBOBEAEHWS, naypear npemui
Seiler, «TeaTpanbHasa nHuumnaTnea», «3onotas macka», «4ucTbiii 3BYK», conmcT MOCKOBCKOro aH-
cambnsa coBpemeHHoWn My3blkn (MACM). Urpan Takke B coCTaBe TakMX TBOPYECKUX KOMMEKTUBOB
Kak «Akagemus CTapuHHow My3bikny, Pocket symphony, «CTyansi HOBOM My3bIKn».

TBOpYecKMe MHTEpPEeChl My3blkaHTa BKMOYalT B cebs LMPOKMIA AnanasoH My3blKamnbHbIX CTUNEN U
HanpaBsneHnin OT CTapMHHOWM My3blKM O COBPEMEHHOCTU, Er0 penepTyap NMOCTOSIHHO MOMOMHSETCS,
B TOM YuCre peaKo WUCMOMNHAEMOW My3bIKOW MPOLLMOro U COMMHEHNSIMM KOMMO3UTOPOB CEroaHsILLHE-
ro aHs. Muxaun [Jy6oB ctan nepBbiM UCMOMHUTENEM MHOTMX COMUHEHWI POCCUNCKUX U 3apyBexHbIX
aBTOPOB, COTPYAHMUYArn C KpYMHENLLNMN COBPEMEHHBIMM KOMMo3uTopamu. B yucne opkecTtpos, ¢ Ko-
TOpbIMU OH BbICTYNan B kadyecTBe conucta — «Ensemble Modern», FACO, opkectp MapuuHckoro Te-
atpa, BCO, HO®OP, «Musica Viva», «HoBasi Poccusi», pabotan c gupwképamu B. KOposckum, T. Ky-
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peHT3uncom, ®. Ywmkesckum, A. Pyamnbiv, [x. Hozenown. MapTHepamu B TBOPHECKUX NPOEKTaX N KOH-
LepTHbIX BbICTynneHnax Muxauna [lybosa 6binn TaTtbsiHa [puHaeHko, Anekcen Jliobumos, Hasap
Koxyxapb, Anekcanap TpoctaHckui, AnekcaHap 3aropuHckuii, Mapk MNMekapckui, XanHu, Xonnvrep,
Banepwun Nonos..

B Garaxe “CNonHWTEeNs MHOXECTBO 3anvcen ConbHOro 1 aHcambneBoro penepryapa, BbIXOAMBLUNX
noa pasHbiMu nenbnamu, Takumu kak Le Chant du Monde, FANCYMUSIC, Menoausi, B TOM 4ucne
OBa AucKa aHTonorumm pycckom doprennaHHon Mysblku XX 1 XXI BekoB B pamkax npoekTta «Sound
review». Muxaun [lyboB Beg€T Takxke UcCrnenoBaTenbCKyto AeATeNbHOCTb, MPENMYLLECTBEHHO B 06-
nacTu COBPEMEHHOW My3blkU, SIBMSIETCA aBTOPOM psiga nybnukauui, NpoBOAUT MacTep-Knacchl B
Poccun 1 3a pybexom.

PopTenuaHHbii AyaT MoHa Xaba — Muxaun [ybos crnoxuncs Bo BpemMs obyyeHns B KOHcepBaTo-
pun. My3sblkaHTbl perynspHo BbICTynatoT B 3anax MockoBckon koHcepBaTopun, MockoBckon dounnap-
MOHUW, MemopuanbHoi kBapTupe C. Puxtepa v Ha Apyrix KOHUEPTHbIX nrowaakax. 3a rofsl Tsop-
yeckoro cotpygHudectBa MoHa Xaba n Muxaunn [1y6oB BbliHecnu Ha cyf MyGrnvMKM MHOXECTBO KOH-
LilepTHbIX NpOorpaMM, B KOTOpbIX Obinn ucnonHeHsl KoHueptel M. C. baxa, CoHata B. MouapTa, «Ka-
npUYYMo Ha pycckue Tembl» M. Tnunku, Porgo ®. Llonena, Bapuaumm Ha Temy laitaHa M. Bpam-
ca, ®antasua (Cronta Ne1) C. PaxmaHuHoBa, «[1o 6ernomy u yepHomy» u «JlnHaapaxa» K. [debioc-
cu, GaHTtasus A. CkpsibuHa, «BecHa cBsileHHas», «Mrpa B kapTbl», «Dumbarton-Oaks» W. Ctpa-
BUHcKoro, «CkapamyLuy, «Bbblk Ha kpbiwe» [. Muiio, CoHaTa b. bapToka, «BuaeHusa crioBa AMUHb»
O. MeccuaHa, «CtpykTypbi» . Bynesa, Tpu nbecbl [. Iluretu, «Piano phase» C. Paiixa, Makpokoc-
moc Il n IV, «Otherworldly resonances» k. Kpama, KoHuept H. KanyctnHa, CumdpoHnyeckue TaH-
Lbl 13 mio3ukna «Bectcanackas uctopusa» J1. bepHctanHa, neecbl H. Pumckoro-Kopcakosa, M. Pa-
Bens, H. YepennuHa, b. ®yppepa, T. Dckewa n apyrux.

B peneptyape Ayata my3blka MHOMMX COBPEMEHHbIX aBTOPOB, B TOM YMCRe NpeAcTaBfieHHbIX Ha
atoM aucke. OHu ucnonHunm KonbibenbHyto Hukonasi KopHaopda Ha ero aBTopckom obuneinHom
KOHUepTe B bepnnHckon dunapmoHnm, ocyLecTBunm npemMbepbl CodnHeHni AnunHel Nogaoposoi 1
Anfpes BecoroHoBa, HanMcaHHbIX cneuvanbHO ANns HUX.
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TT: 71.35
MopecTt Mycoprckui (1839-1881)
CoHata ans doptenuaHo B YeTbipe pyku (1860)
LAllegroassal . . . . . oo e e 5.22
2.Scherzo. . . . . 5.24
Uropb CTpaBUHCKUM (1882-1971)
CoHata ans aByx doprenunaHo (1943-1944)
L.Moderato . . . . . . . 4.05
2. Theme with Variations . . . . . . . . . . .. . 4.49
BLAllegretto . . . .. L 1.53
Hukonan MeTHep (1879-1951)
[1Be nbecbl Ans AByx oprenuaHo, Op. 58:
1. «Pycckum xopoBog» (1940). . . . . . . . . . . 6.24
2. «CTpaHcTBylOWMA pbitapby» (1945) . . . . . . . . . . oL 13.52
AHppen BecoroHoB (p. 1990)
«OCKOMKM YracCLLEro BPEMEHM» . . .« . o v v v o e e e e e e e e e e e 8.30
AnvHa Noa3opoBa (b. 1989)
«Pycckoe agaxuno» u3 ctoutbl «Anoceos TaHua» (2024) . . . . . . . . . . ... 6.28
Hukonan KopHaopd (1947-2001)
KonbibenbHas (1986). . . . . . . . . . . o e 14.11

Mona Xa6a, Muxaun Qy6oB, dopTenvaHo

3anucaHo B BornbLuom 3ane MockoBckoW rocyfapCcTBeHHON koHcepBaTopum um. MN.U. YaiikoBckoro
B HosiGpe n aekabpe 2024 rona

3ByKopexuccép: Muxaun Cnacckuin. MuxeHep: Oner CnenuoB. AusaiH: Anekcei Munctok
VcnonHuTenbHbI npogtocep: EBrenuii MnatoHos

© & ® 2025 MockoBckast rocyaapcTBeHHasi koHcepsaTtopus uM. .. YarikoBckoro. Bce npaBa 3alumiueHbl
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TT: 71.35
Modest Mussorgsky (1839-1881)
[1]-[2] Sonata for Piano four hands in C Major 10.46
Igor Stravinsky (1882-1971)
[3]-[5] Sonata for Two Pianos (1943-1944) 10.47
Nikolay Medtner (1879-1951)
Two Pieces for Two Pianos, Op. 58:
[6] 1. Russian Round Dance. (1940) 6.24
2. Knight Errant (1945) e (57
Andrey Besogonov (b. 1990)
Fragments of Extinct Time (2024) 8.30
Alina Podzorova (b. 1989)
[9] Russian Adagio from the suite “Apotheosis of Dance” (2024) 6.28
Nikolay Korndorf (1947-2001)
Lullaby (1986) 14.11

Mona Khaba, Mikhail Dubov, pianos

Recorded at the Grand Hall of the Moscow Tchaikovsky Conservatory
on November and December, 2024

Sound director: Mikhail Spassky. Engineer: Oleg Sleptsov. Design: Alexey Gnisyuk
Executive producer: Eugene Platonov

© & ® 2025 The Moscow Tchaikovsky Conservatory.
All rights reserved



