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tion of the project “Organ Music by Moscow Conservatory Profes-

sors.” Over this period of time, its participants — the organists who,
in different years, were trained in the class of Professor Alexei Parshin,
Honored Artist of the Russian Federation and Honored Worker of Culture
of the Russian Federation, — acquired academic degrees and titles, be-
came teachers and successful concert performers with prizes of domestic
and international competitions under their belts. Life has been changing,
and the social priorities in the field of cultural values have shifted, but for
the graduates of the Moscow Conservatory, the ideas of spiritual continu-
ity, the links between generations, and the reconstruction of the historical
memory of events and names remain invariably relevant and important.

Two decades have passed from the conception to the implementa-

This release combines concert recordings made at the Small and
Grand halls of the Moscow Conservatory, representing works that are dif-
ferent in terms of genre and style. The collection opens with Choral varié
(1913) by Sergey Taneyev, a composer, devotee of musical education and
science, and one of the recognized spiritual authorities of his time, who
taught at the conservatory from 1878 to 1905. The piece was written at
the request of the French organist and abbot Joseph Joubert for the an-
thology “Modern Masters of the Organ” and published with a dedication to
the client in the sixth and seventh volumes of the collection (Les maitres
contemporains de I'orgue // Recuelliés et publiées par I'abbé Jos. Joubert.
Vol. VI, VII. Paris: M. Senart, B. Roudanez & Cie, 1913-1914. P. 123-127,
232-236). Its first performer was Jacques Handschin, an outstanding or-
ganist and medievalist. In his version, the bass voice acquired a developed
part that utilized various resources of the organ pedal keyboard. Turning to
the type of polyphonic variations on the Gregorian chant Ave Maria, Tane-



yev, who was called the “Russian Bach,” created a large-scale musical
piece of a polymelodic kind, combining the forms of European contrapun-
tal techniques (inversion canon, basso ostinato variations, fughetta) with
intense thematic development, reminiscent of the free flow of a folk song.

Alexander Goedicke, Doctor of Fine Arts (1940), People’s Artist of the
RSFSR (1946), and founder of the modern Russian organ school, taught
at the conservatory from 1909 to 1957, heading the departments of cham-
ber ensemble (from 1919) and organ (from 1923). Goedicke’s practice of
regular public performances — he gave over 200 recitals on the organ of
the conservatory’s Grand Hall — became the basis for the development of
new forms of representation and existence of organ music, such as the
season ticket, festival, and competition. Two pieces from the organ cycle
Twelve Pieces of Medium Difficulty, Op. 84 (1948) — Prelude and Cho-
rale and Variation — demonstrate the constants of the composer’s style,
genetically related to the traditions of musical classics: constructive clarity
and mastery of polyphonic writing, intellectual rigor and noble elevation of
feelings.

Dmitry Shostakovich, the great Russian symphonist, People’s Artist
of the USSR (1954), winner of the Lenin Prize (1954), five Stalin Prizes
(1941-1952) and the USSR State Prize (1968), also was a composition
and orchestration professor at the Moscow Conservatory from 1943 to
1948. According to the composer’s initial idea, the organ Passacaglia,
now performed as an independent piece, was supposed to sound between
the fourth and fifth scenes of the opera Katerina Izmayova (Lady Macbeth
of the Mtsensk District) (the opera exists in two versions: the first is Lady
Macbeth of the Mtsensk District, Op. 29, was created in 1930 to 1932, and



the second, Katerina Izmaylova, Op. 114, was finished in 1962). The au-
tograph of the score has this original version that is replaced in the print-
ed editions by the composer’s transcription for symphony orchestra. The
Passacaglia is the dramatic center of the opera, located between the key
moments of the action — the scenes of the poisoning of the father-in-law
and the murder of the main character’'s husband. Here, and in a number
of other Shostakovich’s works like the Eighth and Fifteenth symphonies
(Opp. 65 and 141), the First Concerto for Violin and Orchestra (Op. 77),
Sonata for Violin and Piano (Op. 134), Preludes and Fugues in G sharp
minor from the piano cycle (Op. 87), and the Third and Tenth String Quar-
tets (Opp. 73 and 118), the old form of basso ostinato variations is used to
express the moral imperative — the repetition of a mournfully focused musi-
cal theme, accompanied by an increase in dynamics, embodies the tragic
immutability of fate and the inevitability of retribution. Created on the basis
of the principle of extended tonality with the use of characteristic modal
and scaled structures (“Shostakovich modes”), the Passacaglia is one of
the composer’s works that is most complex in terms of language and dra-
matic in terms of imagery and emotion.

One of the best known stage works by Karen Khachaturian, People’s
Artist of the RSFSR (1981) and winner of the State Prizes of the USSR
(1976) and the Russian Federation (2002) (he worked at the conservato-
ry between 1952 and 2011) is the children’s three-act ballet Cipollino with
Gennady Rykhlov’s libretto after Gianni Rodari’s The Adventures of Cipol-
lino (1973). The ballet score is based on the music for animated films pre-
viously written by the composer. Later, the music for the ballet was used to
create suites for one and two pianos, organ, a cello and piano duet, and
for ensemble of Russian folk instruments. The Adagio and Final Dance



featured on this album are the composer’s transcriptions made especially
for Alexei Parshin. Khachaturian expanded the middle section of the final
piece by introducing an insert fragment (in the ballet, this music is played in
the episode “Building a House for Uncle Pumpkin”). The colorful language
of this heartwarming, harmonious and exquisitely simple music is based on
the recognizable genres of everyday life — song, march and polka.

Six organ suites hold a special place in the legacy of Valery Kikta, Hon-
ored Art Worker of the Russian Federation (1992) and Honored Art Worker
of Ukraine (1999). He has been professor and head of the orchestration
department of the Moscow Conservatory since 1992 and 2010, respec-
tively. Being a true adherent to the traditions of world and national clas-
sical music, the composer uniquely implements them in various cycles
of miniatures, integrating genuine and stylized folk melodics and typical
genres and forms into the context of contemporary, sometimes sharply dis-
sonant harmony. The figurative specificity of Kikta’s music is, as a rule,
conditioned by descriptiveness of a poetic, emotionally psychological, or
conceptually meaningful type. So, the triptych Transfiguration (1969),
which made up the Third Suite, can be interpreted as a musical allegory
of the Gospel story about the sacrament of the Lord — appearance of Di-
vine greatness and glory to three closest disciples. Here, as in the com-
poser’s transcription of the music of the slow movement of Concerto No.
3 for oboe and string orchestra, which got an independent life in the guise
of the intermezzo Song of the Blissful Night for flute and organ (2003),
the most important qualities of the composer’s style — the emotional ener-
gy intensity of intonation, the expressiveness of the melodic “gesture,” the
lyrical expression of the “endlessly” developing cantilena — were realized in
a profound way.



The Enchanted Place is one of the nine parts of the Second Big Or-
gan Notebook (“Russian Images, Pictures, Legends, Stories True and
False,” 2010), the last work of Yury Butsko, who worked at the conserva-
tory from 1968 to 2015. The score is prefaced with a descriptive epigraph,
borrowed from Nikolai Gogol’s novel of the same name:

Yes, you said that a person can cope, as they say, with
an unclean spirit. It is of course, that is, if you think careful-
ly, there are all sorts of cases in the world... But don’'t say
that. If the devilish force wants to fool you, then it will do so;
golly, it will do so!

(Nikolai Gogol. The Enchanted Place.
The story told by the deacon of the *** church)

The composer relies heavily on the modal intonation of the old Rus-
sian monody, which contributes to the creation of an archaic atmosphere
and imparts to the musical language the property of picturesqueness and
pictorialism. The piece develops the main theme that is associated with
the image of Alkonost, a bird of paradise and one of the key characters in
Slavic mythology.

The works of Sofiya Gubaydulina, one of the leaders of the domestic
academic avant-garde movement of the second half of the twentieth centu-
ry, Honorary Professor of the Moscow Conservatory, Honored Atrtist of the
RSFSR (1989), and winner of the State Prize of the Russian Federation
(1992), invariably aim at exploring the expressive potential of sound and
searching for original figurative and constructive solutions. In her music,
the category of symbol is realized in many ways — it is refracted in images



and concepts, it is captured in the titles of her works, their architectonics,
instrumental and intonational dramatic concepts, methods of sound pro-
duction, tonality, numerical structures, and color gamut. Religious symbol-
ism has a special meaning, forming the deep basis of a number of works of
the 1970s to the 2000s, focused on canonical subjects and sacred genres.
With the dialogue piece In Croce for cello and organ (1979), Gubaydulina
realizes her characteristic striving for a “plot” interpretation of binarity of
timbre opposition: in the process of dynamic and conflicting musical de-
velopment, the instruments are involved in mutual exchange of themes.
This process is accompanied by textured and register countermotion — a
metaphor for sacrificial martyrdom, a figurative symbol of the Crucifixion.
The epilogue coda, stirring in terms of power of emotional impact, — cello
glissandi on natural harmonics against the background of the sustained
pedal cluster of the organ — is perceived as a gaze into the abyss, beyond
the threshold of Eternity.

Postludio IX for vibraphone, bells and organ (2003) by Faradzh Kar-
aev, Honored Art Worker of the Azerbaijan SSR (1982), People’s Artist of
Azerbaijan (2018), and professor of the Department of Music Theory of
the Moscow Conservatory since 1999, is one of the versions of the genre
archetype and the quintessence of essential properties of the composer’s
poetics. Silence, manifested in sound or in a pause, as an acoustic an-
tipode, fills the space of the scores and is symbolically displayed in the
signs of musical notation and agogics. The meditative procedure of de-
velopment and the statics of sonorant fields become its philosophical and
aesthetic projection. The harmonious structure of the piece is based on an
exquisite balance of modality and a free twelve-tone system, represented
by the scattered sound of the vibraphone and polyphonic sonorant sets —



diatonic and chromatic clusters of the organ. In the central section of the
form, the composer quotes a fragment of Edvard Grieg’s piano piece, Op.
17 No. 6 “I Know a Little Maiden.” Filled with sorrow about the otherness
of beauty and harmony, the music is born out of silence and exits into si-
lence. In the finale of the piece, the motor is turned off against the back-
ground of the sustained bass sonority of the organ — the air flow in the
pipes weakens and runs out, giving rise to an almost visualized effect of
deep and slow exhalation into emptiness.

Marianna Vysotskaya
Doctor of Fine Arts
Professor

10



T 3ambicna Ao peanusaumu npoekta «OpraHHas My3sblka npodec-

copoB MOCKOBCKOI KOHCepBaTopMmny MPOLUIO ABa AecaTka neT. 3a

3TO BPEMS €ro YYaCTHUKN — OPraHuCTbl, B pa3Hble rofbl npoiles-
wue obyyeHune B knacce 3acnyxeHHoro aptucta PP, 3acnyxeHHoro aes-
Tena Kynetypbl PO npodeccopa Anekces AnekcaHgposuya lMapwuHa, —
o6penu yyéHble cTeneHn, 3BaHns, CTanu npenogaBaTensMm 1 yCrnewHbIM1
KOHLIEPTHBIMW WCMOSNTHUTENAMY, 3aBOEBaBLUMMMK Nobefbl Ha BCEPOCCUIA-
CKUX 1 MeXOyHapOoOHbIX KOHKypcax. VameHunack xu3Hb, cMecTunmce 06-
LLEeCTBEHHbIE MPUOPUTETbLI B Cepe KynbTYpHbIX LIEHHOCTEN, OAHAaKo Ans
BbIMYCKHNKOB MOCKOBCKOW KOHCEPBATOPUM HEM3MEHHO 3HAYUMbl M aKTy-
anbHbl naen AyXoBHOW NPEEMCTBEHHOCTM, CBA3M MOKOSNIEHWIN, PEKOHCTPYK-
LM UCTOPUYECKOW NaMsiTh O COBBITUAX U MMEHaX.

HacTosilwee nspaHne obbeauHsIET KOHLUEPTHble 3anvucu u3 Manoro u
BonbLioro 3anoB MOCKOBCKOW KOHCepBaTopuu, npeacraBnsiolmne npouns-
BeAeHnd, pasnnyHble B XaHPOBOM U CTUIIEBOM OTHOLLUEHUAX. CoGpaHme
oTKpbiBaeT Xopan ¢ eapuayussmu (Choral varié, 1913) Cepresa MBaHo-
BU4a TaHeeBa, KOMMo3uTopa, neparora-nogBmXxHuUkKa U My3blkarnbHOro
y‘-léHOFO, OAHOro M3 NPU3HaHHbLIX OYXOBHbIX aBTOPUTETOB cBoen 3MoxXu,
npenogasaBLLero B koHcepsaTopun B nepuog ¢ 1878 no 1905 rog. Mpo-
n3BeaeHune bbina HanMcaHo No npocbbe hpaHLy3CcKoro opraHucra, abba-
Ta Xoseda XKybepa ana aHTonormm «CoBpeMeHHble MacTepa opraHay» 1
C noceduleHnemM 3akas3dunky ony6nvn<oaaHo B WEeCTOM 1N cedbMOM TOMax
cbopHuka (Les maitres contemporains de I'orgue // Recuelliés et publiées
par I'abbé Jos. Joubert. Vol. VI, VII. Paris: M. Senart, B. Roudanez & Cie,
1913-1914. P. 123-127, 232—-236). Ero nepsbiM UCNONHUTENEM CTan Bbl-
JarLWmnncs opraHucT, uccrnegosartenb-meanesnct XKak MaHawuH, B pegak-
Ln KoToporo 6acoBbIi rofioc 06pén passuTyo NapTuo, 3a4eNCTBYOLLYHO
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pa3Hoobpa3sHble pecypchbl NefanbHoOW Knaeuatypbl opraHa. ObpaTtusLLKCh
K TMNy NonmdOHNYECKMX BapyaLin Ha rpyuropunaHckmmn xopan «Ave Mariay,
TaHeeB, KOTOPOro Ha3blBanu «pycckum Baxomy», cozgan macltabHoe my-
3blkanbHOe MOSIOTHO MOMMMENIOANYECKOTO CKNaaa, CoeAMHUB hOpMbl €B-
POMNENCKOA KOHTPaMYHKTUYECKON TEXHUKN (MHBEPCUOHHbBIN KaHOH, Bapua-
ummn Ha basso ostinato, dyreTTy) ¢ UHTEHCUBHBIM TEMAaTUYECKUM Pa3BUTH-
€M, HanoMm1HaloLWMM 0 CBOGOAHON TEKYHECTN HAapOAHOW NECHMW.

OokTop uckycctBoBeaeHus (1940), HapoaHbii aptuct PCOCP (1946),
OCHOBaTernb COBPEMEHHOW PYCCKOW OpraHHow Lwkosbl AnekcaHap ®épopo-
BuY lNeavke npenogasan B koHcepBaTopumn ¢ 1909 no 1957 roa, Bo3rnas-
nssa kadpegpbl kamepHoro aHcamoéns (¢ 1919) n opraxa (¢ 1923). MNMpakTunka
perynsipHblx Ny6nuyHbIX BoICTynneHu Neavke, gaswero cabiwe 200 conb-
HbIX KOHLEpPTOB Ha opraHe Bonbluoro 3ana KoHcepsaTopuu, ctana 6asown
ANst pasBUTUS HOBbIX POPM penpeseHTaunn U ObITOBaAHUSA OpraHHOW My-
3blkn (aboHeMeHT, decTrBanb, KOHKYpC). [1Be Nbechl U3 LuMKna Ans opraHa
«[lBeHaguaTb Nbec cpeaHen TpyaHoCcTWy, op. 84 (1948) — [Mpentodusi n
Xopas u eapuayusi — 0EMOHCTPUPYHOT KOHCTaHTbI CTUMS KOMMNO3MTopa,
reHETUYECKM CBSA3aHHblE C TpPaguUMAMM My3blKanbHOW KIaCCUKW: KOH-
CTPYKTUBHYH SICHOCTb M MacTepPCTBO MOMMAOHUYECKOrO MNuUcbMa, CTPO-
rocTb MbICN 1 BNAropoAHyH BO3BbILLIEHHOCTb YyBCTB.

KpynHenwmnin  OoTeYeCTBEHHbIN  CMMAQOHUCT, HapogHbii  apTuct
CCCP (1954), naypeat JleHunHckon (1954), natm CTanuHCKMX npemun
(1941-1952) n locynapcteeHHon npemun CCCP (1968) Omutpun Omu-
Tpueswmd LLocTtakoBmy Gbin npodeccopom MoCKOBCKOM KOHCeEpBaTopun No
Knaccam Komnosuumm n MHcTpymeHToBkn ¢ 1943 no 1948 rog. Mo nepso-
HavanbHOMY 3aMmbICrly KOMMo3uTopa, opraHHas llaccakasiusi, HblHE WC-
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nonHsieMasi kak camocTosTenbHas nbeca, AorKHa Obina 3ByyaTb Mexay
YeTBEPTON M NSATOM KapTuHamu onepbl «KatepuHa WMamannosa» («Jflegm
Makbetr MueHckoro yesga») (onepa cyllecTByeT B ABYX Ppefakuusix.
MepBas — «Jlegn Makbet MueHckoro yesgay», Op. 29 — 6bina cosga-
Ha B 1930-1932 rogax; 3aBepLueHue BTopon — «KatepuHa Vamarnnosay,
Op. 114 — patupyetca 1962 rogoM) — aBTorpad NapTUTypbl XpPaHUT 3Ty
OpUIMHamNbHYI0 BEPCUIO, B MEYATHbIX M3OaHWUAX 3aMEHEHHYK aBTOPCKOM
TpaHckpunuuen Anst cuMdoHWYeckoro opkecTpa. [laccakanua — 3To
ApamaTypruyeckuin LeHTp onepbl, PacronoXeHHbI MeXAY Y3noBbIMA MO-
MeHTamu AEeWCTBUSI — CLEeHaMu OTpaBneHusl CBEKpa M yOWICTBa Myxa
rmaBHOW repouHn. CTapuHHasi chopma Bapuauuidi Ha OCTUMHATHBLIA Gac
30ech, Kak U B psge Apyrux npoussegeHuin LloctakoBuya (Bocbmol u
MatHaguator cumdoHuax (Op. 65 1 141), MNMepBom KoHLEpPTE ANS CKpW-
Kn ¢ opkectpoMm (Op. 77), CoHaTe ansi ckpunku u coptenuaHo (Op. 134),
Mpentogun n dyre conb-gues MuHop M3 dopTtenuaHHoro umkna (Op. 87),
TpeTtbem u [ecsatom CTpyHHbIX kBapTeTax (Op. 73 n 118)), ucnonb3osaHa
ONs BbIP@XEHUs1 HPABCTBEHHOTO MMMepaTiBa — MHOrMOKpaTHoe MoBTOpe-
HMe CKOPOHO-COCPEeAOTOYEHHON My3blKanbHOW TeMbl, COMpOBOXAAaemoe
pPOCTOM AVMHaMUKU, ONULIETBOPSIET Tparn4yeckyro HenpernoXHoCTb CyabObl
1 HeoTBPaTMMOCTb Bo3Mme3ausi. Co3gaHHasi B OMoOpe Ha MpUHLUMN paclum-
PEHHOW TOHANbLHOCTM C UCMOMNb30BaHNEM XapaKTepHbIX Nafo3BYKOPSAHbBIX
cTpykTyp («nagoB LocrtakoBuyar), Maccakanua npuHagnexuT K yucny
Hanbonee CNOXHbIX MO A3bIKY M ApamaTUYHbIX B 06pa3HO-aMOLIMOHamMb-
HOM MriaHe COYMHEHWI KoMNo3nTopa.

OfHO M3 caMblX M3BECTHbIX CLEHMYEeCcKUX npoussefeHunin HapopHo-
ro aptucta PC®CP (1981), naypeata locynapctBeHHbix npemuit CCCP
(1976) n P® (2002) Kapana CypeHoBuuya XayaTypsiHa (rogbl paboTbl B
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KoHcepBaTtopumn 1952 — 2011) — peTckuin TpéxakTHbI 6anet «Yunonnu-
HO» Ha NnbpeTtTo MeHHagus PoixnoBa no ckaske [xaHHu Popmapu «[Mpu-
kntodeHnst YunonnuHo» (1973), OCHOBY KOTOPOro COCTaBUa paHee Hamnu-
CaHHasi KOMMO3MTOPOM My3blka K MYTNbTUNIMKAUMOHHBIM chunbmam. Bro-
CrneacTBUM U3 My3blki K 6aneTy Obinv co3gaHbl CIOUTBI ANs OOQHOro, ABYX
dopTennaHo, opraHa, AyaTta BUOMOHYENM U dopTenuaHo, a Takke Ans
aHcambns pyccKux HapoAHbIX MHCTPYMEHTOB. Bollealwne B coctaB gucka
neecbl Adagio u Final dance (PuHanbHbIA TaHew,) NPELACTABNSAT COOOW
aBTOPCKYI0 TPaHCKpUNUMio — cneuuanbHo Ansa Anekces lMNapluvHa kommno-
3UTOp pacLunpun cpegHuin pasgen uHanbHOW Nbecbl BBeAeHneMm dpar-
MeHTa-BCTaBkM (B GaneTe aTa My3blka 3By4uT B anm3one « CTpoutenscTeo
AoMuka TbikBbI»). KONMOPUTHBIA A3blk 3TON CBETIION, FAPMOHUYHOW, WU3bl-
CKaHHO MPOCTON My3biK/ CO3[aH B OMope Ha y3HaBaeMmble ObiTOBblE XaH-
pbl — NECHI0, MapLL U MOsbKY.

B Hacneaouun 3acnyxeHHoro gesitens muckyccts PP (1992), 3acnyxeH-
Horo gesAtenst Uckyccts YkpauHbl (1999) Banepusi Mpuropbesnya KukTbl
(npenopaét B koHcepBaTopun ¢ 1992 roga, ¢ 2010 — 3aBeayoLWwni Ka-
denport MHCTPYMEHTOBKM MOCKOBCKOIN KOHCEpPBaTOpWUX) LLECTU OpraHHbIM
clouTam npuHaanexunt ocoboe mecto. BepHbin Tpagnumsm MUpOBON U Ha-
LMOHaNbHOM KNacCuKkn, KOMMNO3MTOP CaMOObITHO NPETBOPSIET UX B pPa3HoO-
XapaKTepHbIX LMKNax MUHUATIOP, UHTErpupys NOOSMHHYIO U CTUIIN30BaH-
HYt0 (DOMBKIOPHYK MENOAMKY, TUMNOBbLIE XaHpPbl U POPMbI B KOHTEKCT CO-
BPEMEHHOW, NOPOW OCTPOANCCOHAHTHOM rapmoHun. ObpasHas cneunduka
My3blk KnKTbI, Kak npasuno, obycrnoBneHa nporpaMMHOCTbIO — MOJTK-
4YeCcKOoro, 3MOLMOHANbHO-MCUXOMNIOrMYECKOro WM MOHATUAHO-CHOXKETHOTO
Tuna. Tak, Tpuntux lMpeo6paxeHue (1969), coctaBuBLMN TPETLIO COM-
TY, MOXET OblTb OCMbICIIEH KaK My3blKanbHas anseropus eBaHrenbCKoro
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pacckasa o TamHcTBe [ocrnogHeM — sBNeHWn BoxecTBeHHOro Benuyus
1 cnaebl TPEM Onmkanwmnm yvyeHnkam. 34echb, Kak U B aBTOPCKOWM TpaHC-
Kpunumm My3biku MeaneHHon yactu Koduepta Ne 3 ans ro6os u cTpyHHO-
ro opkecTpa, obpeTLLeli CaMOCTOATENbHYIO XWU3Hb B 06MMKe MHTepMeLLo
lMecHb 6naxeHHOU HoYu AN nenTbl n opraHa (2003), nony4nnu sipkoe
BOMMOLLEHNE BaXKHENLLNE KayecTBa CTUIS KOMMO3UTOpa — 3MOLIMOHamMb-
Has SHEpProéMKOCTb MHTOHALMU, BbIPA3UTENbHOCTb MENoAMYECKOro «Ke-
cTa», nupuyeckasi aKkcrnpeccusl «6eCkoHeYHONM» B CBOEM Pa3BEPTbIBAHUM
KaHTUIEHBbI.

Mbeca 3akondoeaHHoe Mecmo — ofHa W3 OeBATU 4YacTel Bropoi
Bonblon opraHHon TeTpagn («Pycckume o00pasbl, KapTWHbl, CKa3aHus,
ObinnM 1 Hebbinuubl», 2010), nocnegHero counHenus KOpusi MapkoBuya
Byuko (rogbl paboTtel B kKoHcepBaTopun 1968 — 2015). MNapTutype npegLue-
CTBYEeT NPOrpaMmmHbIn anurpad, 3aMMCcTBOBaHHbIM aBTOPOM U3 OHOUMEH-
Hou nosecTu orong:

[a, BOT Bbl FOBOPUNN HACYET TOrO, YTO YErIOBEK MOXET
coBnagathb, Kak roBopsiT, C HEYMCTbIM AyXOM. OHO KOHEYHO,
TO eCTb, €CNM XOPOLUEHbLKO nogymaTtb, OblBatoT Ha cBeTe
BCsikMe cnydvau... OOHaKo X He roBopute 3TOro. 3axoyeT
obMopounTb ObsBOMbCKasi cuna, To obmMopouuT; en-oory,
obmopounT!..

(H. B. loronb. 3akondosaHHoe mecmo.
Bbinb, pacckazaHHas ObSAYKOM “**CKOW LLepKBU)
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KomnoauTop LWnpoko onupaertcs Ha NafoBy MHTOHALMOHHOCTb ApeB-
HepyCcCcKoW MOHOAMM, YTO CMOCOGCTBYET CO3a4aHN0 aTMocdhepbl apxanku n
coobLiaeT My3blkanbHOMY A3blKy CBOWCTBO KapTUHHOCTW, M306pasnTenb-
HocTW. B nbece monyyaeT pasBuTHe OCHOBHas Tema LMKna, CBA3aHHasi C
06pa3om parickon NTuLbl ANMKOHOCTa — OOHOMO M3 KIMHYEBbLIX NEPCOHAXKEN
CcnaBsiHCKOM MMUADOMornu.

OauH 13 NuaepoB OTEYECTBEHHOMO akageMUYeckoro aBaHrapga BTO-
pow nonoBuHbl XX Beka, MNMo4éTHbIN npodeccop MOCKOBCKONM KOHCepBaTo-
pvn, 3acnyxeHHbln gestenb nckyccts PCPCP (1989), naypeart lNocynap-
ctBeHHon npemun PP (1992) Coduss AcratosHa [ybangynmHa B CBOEM
TBOpPYECTBE HEM3MEHHO HalerieHa Ha WUCCnefoBaHWE BbIpa3WTENbHOMO
noTeHumMana 3Byka W MOUCK OPUrMHAaNbHbIX 0OpasHbIX M KOHCTPYKTUBHbBIX
pelweHuii. B eé my3bike MHOronnaHoBO MPETBOPEHa KaTeropmsi CUMBO-
na — npenomnsascb B obpasax M KOHUeNTax, oHa Mnory4aer oTpaxeHue
B Ha3BaHWAX COYMHEHWUN, UX APXUTEKTOHUKE, MHCTPYMEHTaNbHOW U WH-
TOHaLMOHHOM ApamaTyprum, crnocobax 3ByKOM3BEYEeHUs, nagax, u4uc-
NOBbIX CTPYKTypax 1 LBeToBon ramMme. Ocobbl CMbICIT HOCUT Penuruos-
Has CUMBOMMKA, COCTaBnsoLWasa rMyoOUHHYIO OCHOBY psiga KOMMO3WLMIA
1970-x — 2000-x rogoB, OPUEHTUPOBAHHbLIX HA KAHOHUYECKNE CHOXKETbI U
cakpanbHble xaHpbl. B nbece-gunanore In Croce (Ha Kpecme) ons Buo-
noH4enu n opraHa (1979) peanusoBaHo xapaktepHoe ansa y6anaynuHomn
cTpeMreHune K «abyrnbHONY TpakToBKke BMHAPHOCTM TEMOPOBOM ONMNO3n-
uun: B NpoLecce AVMHAMUYHOIO Y KOHAITMKTHOrO My3blKanbHOro pasBuTus
MeXay WHCTPYMEHTaMMu OCYLLECTBMAETCA NepeKpECTHbIN OOMeH TeMamu,
COonpoBOXAaeMbIi pakTypHbIM U PErMcTpoOBbIM NPOTUBOABUXEHUEM, —
mMeTacopa XEpPTBEHHOrO My4eHu4yecTBa, obpasHbll cumBon Pacnatus.
[MpoH3uTENBbHAs NO CUe 3MOLIMOHANbHOIO BO3AENCTBUSI KOA4a-nocrnecno-
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BMEe — BMOSOHYenNbHble glissandi no HaTypanbHbIM hriaxkonetam Ha oHe
BblJEpXXaHHOro nefanbHOro kracrepa opraHa — BOCMPUHUMMAETCs Kak
B3rnsag B 6e3aHy, 3a nopor BeuHocTw.

Postludio IX gnsa BubpadoHa, konokons4nkos v opraHa (2003) 3acny-
XEeHHoro gesAtenst uckyccts AsepbavigxaHckon CCP (1982), HapogHoro
aptucta AsepbangxaHa (2018) dapagxa Kapaesnya Kapaesa (c 1999
roga — npodeccop kadenpbl Teopun My3sbliku MOCKOBCKOM KOHCepBaTo-
pun) ABNSIETCS OLHOW U3 BEPCUIA KaHPOBOIro apxeTuna, KOHLEHTPUPOBaH-
HO BOMSOLLAIOLLErO CYLUHOCTHbIE CBOMCTBA MO3TUKM KOMMNO3MUTOpaA. TULK-
Ha, SBMIEHHas B 3BYKE UNN €ro akyCTUYeCKOM aHTunoge — nayse, Hanon-
HSAET NPOCTPAHCTBO NApPTUTYP, CUMBOMMYECKN OTODpaXasch B 3HaKax HOT-
HOro NUcbMa u aroruke, eé punocodCcKko-aCTETUYECKON NPOEKLIMEN CTaHO-
BATCH MeAuTaTVBHas NpoueccyanbHOCTb Pas3BUTUS U CTaTUKa COHOPHbIX
nonen. FapmoHuyeckasi CTPyKTypa nbecbl 0asnpyetcs Ha M3bICKAHHOM
OanaHce moganbHOCTU U cBOOOAHOW OBEHAOLATUTOHOBOCTW, MpeacTaB-
TNIEHHOW 3BYKOBOW «POCChINbio» BOpadoHa M MHOro3BYYHbIMU COHOPHbI-
MW KOMMMEeKCaMu — AMATOHUYECKUMWU U XPOMaTUHECKMMU KracTepamu
opraHa. B ueHTpanbHOM pasgene opMbl aBTop UMTUPYET dparMeHT
dopTennaHHon nbecbl 3. Mpura op. 17 Ne 6 «A 3Ha ogHYy ManeHbKyr
AeBouyky». My3blka, HanornHeHHas nevansio 06 MHOOBLITUM KPacoThbl U rap-
MOHMWW, POXOAETCH U3 TULLWHBI U UCXOAMUT B TULLMHY. B dmHane nbeckbl Ha
doHe BblAepKaHHOM 6acoBOM 3BYYHOCTM OpraHa BbIKMOYaeTCs MOTOp —
ocnabneHve n nccsikaHve BO3AYLLHOrO NoToka B Tpybax poxaaeT noytu
BM3yanun3npoBaHHbI 3deKT rmy6oKoro 1 MeaneHHoro Bblaoxa B MycToTy.

[okTop nckyccTsoBefeHus,
npodeccop
MapunanHa CepreeBHa Bbicoukas
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SMCCD 0285 DDD/STEREO

TT: 76.33
Cepren TaHeeB (1856 — 1915)
Choral varié (1913)
LTema: Andante . .. ... 1.19
Il. Canone per moto contrario: Adagio. . ... ... 1.46
IIl. Basso ostinato: Allegro risoluto .. .......... .. ... .. ... 1.00
IV. Fughetta: Allegromoderato . .. .......... ..., 3.27
Anekcanpap leguke (1877 — 1957)
[Be nbeckl M3 umkna «[BeHaguaTb Nbec cpegHen TpyaHOCTU»
ansi opraHa, Op. 84
TIPEMIOOMS . .« . o 2.48
XopanumBapraums . ... ... 4.18
Omutpun LWocTtakoBuy (1906 — 1975)
Maccakanus n3 onepbl «KatepuHa Mamamnosay . .................. 6.41
KapeH XauatypsiH (1920 — 2011)
Adagio u Final dance (PuHanbHbIV TaHeL,)
n3 6aneta «YunonnuHo» (1973)
Adagio. . .ot 3.03
Final Dance . . . ... 2.51
Banepuin Kukra (p. 1941)
TpeTbsi opraHHasi ctouTa «[peobpaxeHue» (1969)
MOErato . . . .o 3.59
AllBGrO . 2.18
AdAgIO . . oo 5.10

MHTepmeuLo «lMecHb GnaxeHHoM Houny Ans dneiTsl 1 opraHa (2003) .6.54
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HOpun Byuko (1938 — 2015)

«3akongoBaHHOE MecTo»

13 Bropow BonbLuoit opraHHou Tetpagu (2010)

(«Pycckune obpasbl, KapTuHbl, ckadaHus, 6binn 1 HeBbINULBI») . ... . ... 9.18

Codpus lNy6angynuHa (p. 1931)
«In Croce» gns Buononyenu noprana (1979) .................... 15.12

®dapagx KapaeB (p. 1943)
Postludio IX ans BubpadoHa, konokonsunko u opraHa (2003). ..... .. 6.23

EkaTtepuHa CnupkuHa, opraH [1] —

EneHna Lbi6ko, opraH [5] —[7], [10] —

Anekcewn MapwwuH, opraH [&], [9]

CBeTtnaHa MuTtpsiikuHa, dnenta

Axa KOgeHkKoBa, opraH

Anekcen LLleB4yeHKo, opraH

®denukc KopoboB, BMOMOHYENb

AHapen BUHHULKUIA, yoapHble

MapuaHHa Bbicoukas, opraH [i5],

3anucek ¢ koHuepTa B bonbLiom 3ane MockoBCkol rocyAapCTBEHHON KOHCepBaTopun
um. M.W. Yaiikosckoro 8 mas 2019 r. [1] - [4];

3anucu ¢ koHuepTa B Manom 3ane MockoBCKOW rocyaapCTBEHHOW KOHCepBaTopum
um. M.W. Yarikosckoro 1 okTs6ps 2017 1. [5] - [7], 31 nekabps 2003 r. [&], [9], [13],
25 Hosi6ps 2016 r. [10] — [12], 3 okTs6psa 2018 r. [14], 27 ceHTabpsa 1998 . [15],

1 vions 2009 r. [16],

MactepuHr: PycnaHa OpeLuHvkoBa

[un3anH: Anekcen Munctok
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© & ® 2020 MockoBckasi rocyaapcTBeHHas koHcepBaTopus um. MN.U. YaiikoBckoro.
Bce npaBa 3almLieHsbl.

19



Sergey Taneyev

Alexander Goedicke

Dmitry Shostakovich

Valery Kikta

Yury Butsko

Faradzh Karaev



