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The 150th Anniversary
of the Moscow Conservatory Harp Class

toire. Despite the fact that most of the featured pieces have long been published, they

are extremely rarely heard in concert or on recordings. For various reasons, a number of
the works have disappeared from contemporary performing practice, although many harpists
turned to them in earlier years. Some pieces have never been performed and certainly never
recorded. Some were previously unknown or irretrievably lost, and are presented to listeners
for the first time. The entire repertoire selected for this album is truly unique and represents the
golden fund of the harp heritage.

The music on this album can rightly be called a collection of rarities in the harp reper-

This collection of music covers a period of almost one hundred years. The earliest piece dates
from 1932, the latest from 2023. Closely connected with the harp class of the Moscow Con-
servatory, all works are without a doubt a true representation of Russian harp art of the 20th
century. Some of the pieces and transcriptions were created directly by the Conservatory’s harp
teachers Ksenia Erdeli, Nikolai Parfyonov and Mikhail Mchedelov, constituted part of their con-
cert repertoire and were published as their own versions. The art of the legendary harpist Vera
Dulova appealed to many contemporary composers and encouraged them to write new harp
opuses (Vasilenko, Knipper, Mosolov, Golubeyv, Kikta), which are presented here.

The connection between historical epochs is fully felt in this set. Thus, the music that was once
part of the repertoire of the Moscow harpists of the 20th century is now performed by their stu-
dents and followers, the harpists of the 21st century.

CDh1

Sergei Vasilenko
Harp Concerto in F major, Op. 126 (1949)

Sergei Vasilenko’s concerto was composed in 1949 with a dedication to the harpist Vera Dulo-
va (1909-2000). It was the second musical offering to her in the harp concerto genre, after a
similar work by Alexander Mosolov. By the time the score was composed, Dulova and Vasilenko




were colleagues, having worked together for many years at the Moscow Conservatory and the
Bolshoi Theater. The year 1949 marked a new phase in the relationship between the harpist
and the composer, due to certain circumstances connected with Vera Dulova’s studies.

Dulova studied at the Moscow Conservatory twice: in the first half of the 1920s and in the late
1940s. The first time she had to interrupt her studies and was left without a diploma, which did
not prevent her from joining the Conservatory’s teaching staff in 1943. Six years later the harp-
ist became a student again, but already as an external student for state certification. Associate
Professor Vera Dulova successfully passed the final exams of the entire course of the harp
class of the orchestral faculty and received the diploma of graduation from the Moscow Conser-
vatory.

Some of her colleagues turned out to be her examiners. One of them was Sergei Vasilenko,
professor of instrumentation. He certified the external student with the highest score. It was
probably during these exams that the composer came up with the idea of creating a major harp
work especially for his “student.” The premiere of the new work, performed by Vera Dulova with
the Bolshoi Theatre Orchestra conducted by the composer, took place on December 12, 1949,
on the stage of the Tchaikovsky Concert Hall.

Complete with two solo cadenzas, the new full-fledged three-movement concerto for harp and
symphony orchestra seemed destined to become popular with performers. However, the fate of
the work was to be different. That same year, 1949, the concerto was recorded. Unfortunately,
only part of the recording has survived. In 1951, the piano score with the harp part edited by
Dulova was published in Leningrad (the full score remains unpublished). In 1953, the concerto
was performed for the second time by Nadezhda Tolstaya at the Grand Hall of the Leningrad
Philharmonic Society. Actually, this is the end of the work’s history. In the following decades it
was forgotten.

Today, seventy-five years after its creation, Sergei Vasilenko’s opus finds a second life thanks
to Sofia Kiprskaya. Re-read and re-interpreted, the concerto is heard for the first time in the
twenty-first century.



Nikolai Parfyonov
Harp Concerto in C major (1932)

“Unluckily, almost all of Parfyonov’s works perished with the composer. Only some small pieces
and his school, preserved in the publishing house, remained... | deeply honor the memory of Ni-
kolai Gavrilovich Parfyonov, a remarkable musician and a wonderful comrade, whose name will
always resound in the circles of Soviet harpists...” These words of Ksenia Erdeli, published in a
book of memoir in 1968, went down in history as the first public mention of the Russian harpist
Nikolai Parfyonov. The name of the musician disappeared from the memory of the Soviet soci-
ety for many decades, and even the date of his death was artificially wrongly fixed. Such events
did not happen by chance and were directly connected with the tragic circumstances of his life.

Nikolai Gavrilovich Parfyonov (1893-1938) was one of the leading and key figures of the Rus-
sian harp school of the 20th century. A brilliant harp virtuoso, composer, graduate of the Mos-
cow Conservatory, soloist of the Persimfans Orchestra, soloist of the Bolshoi Theatre Orches-
tra, and one of the leading professors of his alma mater, he became a victim of the bloodthirsty
state repression machine.

The harpist was arrested by the NKVD in June 1938 on trumped-up charges and sentenced to
death a few months later. Aimost all of the musician’s property — the entire music library, manu-
scripts, drafts and transcriptions, teaching notes, and much more — was destroyed. It is believed
that the manuscript of Parfyonov’s harp concerto was among the liquidated documents. The
score of the concerto was probably completed in the spring of 1932. Ksenia Erdeli was the first
and only performer of the concerto during the composer’s lifetime. She also completely con-
trolled the fate of the work.

Despite the arrest and liquidation of Parfyonov’s property, the harpist managed to preserve a
draft of the harp part and drafts of the orchestral voices in her personal archive, but she could
not publish the work of the repressed composer, or at least claim that his work had been pre-
served. Erdeli was deeply shaken by all that he had experienced, which influenced her difficult
decision to conceal the work. Even at the end of the sixties, she reported that “all of Parfyon-
ov’s works perished with the composer.” Today it can be said that such a conspiracy of silence
saved this opus from imminent destruction and allowed it to be preserved for centuries.



In the summer of 2022, the author of these liner notes managed to find this very manuscript in a
Moscow archive. The found manuscript required extensive textual revision, bringing all the voic-
es into a single score, checking the vertical structure, and so on. The work was reconstructed
by Valery Kikta, professor at the Moscow Conservatory and composer, together with his student
Bogdan Radich.

After many years of oblivion, Nikolai Parfyonov’s concerto was performed again on March 8,
2023 on the stage of the Small Hall of the Moscow Conservatory by Sofia Kiprskaya and the
Conservatory Chamber Orchestra under the baton of the young conductor Fyodor Beznosikov.
Their interpretation of the concerto is presented on this album.

CDh2

Pyotr Tchaikovsky — Valery Kikta

Pas d’action from Swan Lake
Transcription for harp and string quartet (2019)

The famous White Adagio from Swan Lake has truly found new life in Valery Kikta’s transcrip-
tion. The instrumental line-up chosen by the composer — harp and string quartet — is a new
reading of the immortal masterpiece, preserving the original composer’s intention in the best
possible way.

The Tchaikovsky-and-the-harp disposition has long held a special place in the professional harp
community. It is not uncommon to find reflections on it in the literature. The paradox is that while
Tchaikovsky was the composer of absolutely brilliant harp cadenzas in his ballet scores, he did
not write a single solo or chamber ensemble work for the harp, with the exception of a small
student work Adagio molto in E flat major for harp and string quartet. And yet, Tchaikovsky had
special feelings for the harp.

The composer presents the instrument in the ballets not only as an orchestral voice, but also
endows it with individual dramaturgical characteristics. Harp cadenzas are heard at key mo-
ments in the development of the plot. The harp becomes a kind of timbre marker, and this prin-
ciple operates naturally in all three scores. For example, the harp cadenza in the White Adagio
of Swan Lake precedes the duet scene between Odette and Prince Siegfried, in which the girl
speaks of terrible witchcraft. In The Sleeping Beauty, the harp precedes the first appearance
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of Princess Aurora and then, in Act Il, the scene between the Lilac Fairy and Prince Desiree, in
which the fairy reveals the secret of the sleeping kingdom. In The Nutcracker, the harp opens
the climactic Waltz of the Flowers.

Kikta’s transcription was commissioned by La Renaissance Frangaise in 2019, specifically for
the annual Francophonie and Cultural Development Awards. It was premiered on July 3 by the
harpist Maria Fyodorova and the Moscow Conservatory String Quartet.

Pyotr Tchaikovsky — Valery Kikta

Chant élégiaque, Op. 72 No. 14
Transcription for harp and string quartet (2023)

Published a few months before his death, 18 Morceaux, Op. 72, is Tchaikovsky’s last series
of piano pieces. Each number in the series has a programmatic title: Méditation, Polacca de
concert, Berceuse, Echo rustique, Tendres reproches, etc. In addition, each number is a sepa-
rate musical dedication. Being a great artist, it could be that Tchaikovsky had a premonition of
his own demise, and so bade farewell to his close circle. Among the dedications we find such
names as Vasily Safonov, Pavel Pabst, Pavel Jurgenson and his daughter, Alexander Siloti,
Nikolai Zverev, and others. Among them, only one name stands out, along with a piece that has
actually become a musical tombstone.

No. 14, Chant élégiaque, contains the note “To the memory of V. Sklifosovsky” and is dedicated
to the son of the famous physician Nikolai Sklifosovsky named Vladimir, with whom the com-
poser was acquainted.

After entering St. Petersburg University, Vladimir was fascinated by revolutionary ideas and be-
came close to a group of radicalized people. At some point, the young man was assigned to
assassinate Mitrofan Katerinich, then head of the Poltava Zemstvo. In the village of Yakovtsy,
Poltava province, the Sklifosovsky family had an estate called Delight, where Vladimir spent his
early years. Katerinich was a close friend of the family and often visited their home. Reflecting
on the task he had been given, the young Sklifosovsky realized that he could not possibly kill a
person from his close circle. Out of hopelessness, Vladimir made the tragic decision to commit
suicide.



The death of his son shook the father to the roots of his being. The health of the world luminary
was completely undermined. He gave up his medical practice, left the capital and settled down
in the Poltava estate, where he practiced nothing but horticulture.

Pyotr Tchaikovsky met Vladimir Sklifosovsky several years before the tragic events during a
cruise in 1889, when he was returning to Russia from France. The exact date of Sklifosovsky’s
death is unknown, but it is likely that both he and the composer died in the same year.

The transcription presented on this album is not the first arrangement of Tchaikovsky’s music. In
the second half of the last century, Grigory Zaborov arranged the Chant élégiaque especially for
harpist Vera Dulova and the Bolshoi Theatre Violin Ensemble conducted by Yuli Reyentovich.
However, Zaborov’s orchestration gives the harp a rather sparse role, using mainly arpeggiated
chords, and Tchaikovsky’s piece itself is considerably shortened. Valery Kikta’s version for harp
and string quartet is a true masterpiece of chamber ensemble writing. It is also the composer’s
second work in the field of instrumental arrangements, created especially for harpist Maria Fyo-
dorova.

Alexander Mosolov

Dance Suite for harp
Minuet, Gavotte, Waltz, Polka, Gallop, Concert Waltz

Alexander Mosolov left only three works for harp: Three Elegies on poems by Alexander Push-
kin for low male voice and harp (1938), Harp Concerto in E minor (1939), and Dance Suite for
solo harp (1946). All three works are associated with the name of the outstanding harpist Vera
Dulova — they were dedicated to her, composed with her active participation, and performed by
her for the first time. Information about these works is extremely scarce, and the fate of their
performance is not easy. While the history of the first two opuses is better known, there is prac-
tically no information about the Dance Suite.

This series was written immediately after the end of World War Il and certainly reflects the
events that had taken place, although not so obviously at first glance. The genre of the dance
suite can hardly be classified as a typical musical form expressing the atmosphere of the post-
war period. Except for individual dances, such as farewell waltzes. More typical are sympho-
nies, cantatas, oratorios, requiems, and other large-scale pieces that forever depict the horror



of all mankind. On the other hand, Mosolov chooses the genre of chamber music, consciously
emphasizing the tragedy of the era.

The dances of Mosolov’s suite have a kind of deliberate grotesqueness, a certain mockery of
post-war everyday life. Against the background of total destruction and spiritual devastation, the
dances are perceived with a certain tragicomic emphasis, and at the same time they sound like
echoes and memories of earlier years. Only the final Concert Waltz, with its brilliance, brings
light and hope. Perhaps that is why it was often omitted from the performance of the suite, and
the whole series ended with the Gallop. The composer Boris Tishchenko felt very strongly about
Mosolov’s suite and called it “the dance of a hacked worm.”

Ksenia Erdeli

Three Preludes for harp
Andantino, Agitato, Andante

It is not so often that performing musicians turn to composing music for their own instrument;
numerous revisions, transcriptions, arrangements, etc. are more popular. However, this situa-
tion is not entirely appropriate for harpists. As early as the 19th century, the practice of harpists
composing original works took root. Many names can be mentioned in this connection: Elias
Parish Alvars, Robert Nicolas Charles Bochsa, Alphonse Hasselmans, Albert Zabel, Franz Poe-
nitz, and Wilhelm Posse. This tradition didn’t disappear in the 20th century: Marcel Granjany,
Carlos Salzedo, Nikolai Parfyonov, Mark Rubin, and others joined the ranks of harp composers.
The name of the outstanding Russian harpist Ksenia Erdeli, whose compositions include ex-
ercises and transcriptions, as well as several original works Three Preludes, Elegy in Memory
of M. Glinka, Variations on a Russian Folk Song, and Ukraine Fantasia, can rightly be counted
among them.

Published in 1948, the Three Preludes for solo harp was Ksenia Erdeli’s first compositional
experience. It is a series of miniatures that are small in scale but quite profound in content. Like
Mosolov’s suite, Erdeli’s pieces were composed in the first post-war years and became a pecu-
liar expression of the desolation and tragedy inherent in that time. Such moods are perceived
particularly acutely through small forms, in which the lyrical psychological line is manifested
with greater force. It is not without reason that all three preludes were written in minor key
(e-moll, a-moll, and h-moll).
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Despite the fact that this is Ksenia Erdeli’s first experience as a composer, the music of the
series has a compositional structure and completeness without any shades of a first attempt at
composing.

Lev Knipper

Four Sketches for harp

Adagio, Vivo, Adagio, Allegro

“And although | met with Knipper occasionally in the following years, his phone call in 1946,
when Lev Konstantinovich told me that he had written several pieces for harp and wanted to
show them to me, was still unexpected and artistically gratifying for me. [...] | liked Lev Konstan-
tinovich’s pieces right away. | can’t hide my surprise at how well Knipper knew the very difficult
peculiarities of the instrument. He even arranged the pedals himself, which not all composers
do” (T. Gaidamovich. Lev Knipper. Years of Life. Moscow, 2005. pp. 77-78). This is how the
harpist Vera Dulova recalled the story of the creation of the Four Sketches by Lev Knipper.

This was the composer’s first experience composing for harp, and it proved to be quite suc-
cessful. All four pieces in this series gracefully and organically present different types of perfor-
mance techniques: luxurious arpeggios in the first sketch, brilliant virtuoso technique in the sec-
ond, the magical sound of flageolets in the third, and melodic breadth in the fourth. The series
of sketches is dedicated to its first performer, Vera Dulova.

The harpist highly appreciated Knipper’s Sketches and was very positive about the artistic col-
laboration with the composer. “Without changing the basic provisions of his [Knipper’s] concep-
tion, he, at the same time, and with great desire, took into account everything that could more
advantageously show the expressive possibilities of the instrument” (T. Gaidamovich. Lev Knip-
per. Years of Life. Moscow, 2005. p. 78.).

Although the Sketches were conceived as a single series, they were published in pairs and at
different times. For example, the 1947 collection of pieces by Soviet composers edited by Kse-
nia Erdeli included the third and fourth Sketches, and a similar collection of 1961 edited by Vera
Dulova included the first and second Sketches. Knipper’s Sketches have never been published
as a single cycle.
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Mikhail Mchedelov
Variation on the Theme of Corelli’s La Folia

Once a wildly popular folk melody, the Spanish-Portuguese folia captured the imagination of
Western European composers. Throughout the 16th and 17th centuries, some two hundred
works (this number has survived to the present day) were composed on the theme. The very
first mention of the folia in print dates back to 1500, when Spain published the Cancionero
Musical de Palacio, a palace songbook created during the reign of the Catholic monarchs Fer-
dinand and Isabella. The collection includes the most popular musical pieces from the second
half of the 15th century. Among the many different examples, the collection contains as many
as ten song variations of the folios.

This was followed by the works of Alonso Mudarra, Diego Ortiz, Antonio de Cabez6n and many
other Renaissance music practitioners. The harmonic sequence of the folia proved to be the ba-
sis for numerous variation forms and evolved with the development of instrumental music. The
Baroque era literally immortalized the folia. The works of Francois Couperin, Antonio Vivaldi,
Arcangelo Corelli, Jean-Henri d’Anglebert, George Frideric Handel, and others are well known
today. In the centuries that followed, composers’ interest in the folia waned considerably. Ex-
ceptions are the well-known piano works of Franz Liszt and Sergei Rachmaninoff.

The creation of variations on the theme of the folia for harp seems to be something unique.
Mikhail Mchedelov’s work is practically one-of-a-kind in the harp repertoire. The seven varia-
tions with cadenza and coda represent different types of harp playing techniques. Unlike his
other variations on a theme by Paganini, Mchedelov’s work has not gained much popularity
among harpists and is not often heard on the concert stage.

Pyotr Tchaikovsky — Nikolai Parfyonov
Waltz from The Sleeping Beauty
Transcription for four harps

“l have always been particularly drawn to another type of ensemble, the harp quartet. Perhaps
the most effort | have put into creating and conducting harp quartets has been my own. The first
harp quartet [...] made its debut at my concert in the concert hall of the House of Scientists on
May 11, 1933; they performed four numbers from Tchaikovsky’s ballets arranged for four harps
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by Nikolai Parfyonov: the waltz from The Sleeping Beauty, the Arabian Dance and the Dance of
the Sugar Plum Fairy from The Nutcracker, and the introduction to the third act of Swan Lake”
(K. Erdeli. Harp in My Life. Memoirs. Moscow, 1967. p. 156). This is what Ksenia Erdeli tells
about the creation of a new form of ensemble — a harp quartet — on the pages of her memoirs.

In the early years, the ensemble existed solely as a teaching unit within the conservatory class
of Professor Erdeli. The quartet consisted of students and its members were constantly chang-
ing. At the end of the 1950s, four graduates of the conservatory, E. Kuzmicheva, A. Buzkova, M.
Smirnova and N. Kochurina, decided not to give up the quartet and became a professional per-
manent ensemble. The quartet quickly gained popularity among the public and regularly toured
the cities of the Soviet Union.

Of course, the concert repertoire for such a rare line-up was not very rich and varied. Much of it

had to be reworked. However, when Ksenia Erdeli first had the idea of forming such an ensem-
ble in the early thirties, Nikolai Parfyonov immediately made a number of transcriptions for her.

As already mentioned, Parfyonov’s legacy has not survived completely. The waltz from
Tchaikovsky’s The Sleeping Beauty is the only surviving manuscript of the composer for harp
quartet.

CD3

Nikolai Parfyonov
Variations on a Theme of Corelli

The series of variations on a theme by Arcangelo Corelli is one of the few compositions by
Nikolai Parfyonov that survived his tragic death. Like the Harp Concerto, the manuscript of the
Variations was found in the personal archive of Ksenia Erdeli. However, unlike the concerto, the
harpist managed to publish her own version of the Variations in 1959. It is difficult to say to what
extent Erdeli’s version differs from Parfyonov’s original. Nevertheless, one circumstance points
to a number of obvious differences.

Parfyonov’s Variations entered Erdeli’s concert repertoire as early as the thirties, most likely
around the time the work was composed. For example, on January 14, 1935, the Beethoven
Hall of the Bolshoi Theater hosted Ksenia Erdeli’s harp recital consisting entirely of works by
Parfyonoy, including the Variations on a Theme by Corelli. The tempo markings for each of the
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six variations were written out in the concert program, and all of them do not coincide with the
tempos included in the printed edition, although the total number of variations does not change.
For example, the published notes list Andantino instead of the original Moderato, Tranquillo in-
stead of Allegretto, Andante instead of Allegro maestoso, and so on. It is quite possible that the
discrepancies and inconsistencies had a deeper meaning. Today, there is no way to identify all
the differences between Erdeli’s edition and the composer’s version.

The Parfyonov Variations are based on a short Gavotte from Corelli's Sonata No. 10 for violin
and basso continuo in F major, part of the series of twelve sonatas, Op. 5. The Corelli work was
published in Rome on January 1, 1700, and dedicated to Sophia Charlotte of Hanover (1668—
1705), Electress of Brandenburg, who exactly one year later became the first Queen of Prussia.
An engraving with an allegorical image was placed on the cover of the edition. One of the nine
muses approaches the goddess Minerva, who is surrounded by military armor and seated on
an eminence with a spear and shield in her hands. She is holding a musical text, which can be
understood as Corelli’s sonatas, and presents them to the goddess of wisdom and war, who,
like Sophia Charlotte, was the patroness of artists, poets and writers. Small cherubs holding
musical instruments are depicted at the edges of the engraving.

From Corelli’s tiny Gavotte, which lasts less than a minute in the original version, Parfyonov
created a complete set of brilliant concert variations for solo harp.

Ferenc Farkas

Hungarian Dances from the 17th Century
Dance of the Prince of Transylvania, Hungarian Dance, Chorea, Lapockas Dance,
Chorea, Dance of Lazar Apor

As a representative of the 20th century, the Hungarian composer Ferenc Farkas (1905—2000)
had a genuine interest in the musical practices and genres of past ages. For example, his leg-
acy includes several dance suites for various performing ensembles: Choreae Hungaricae for
string orchestra, Early Hungarian Dances from the 17th Century for wind quintet, and a similarly
titled suite for saxophone quartet and for harp. The harp suite featured on this CD was pub-
lished in 1979 and consists of six dances.

The Farkas suite differs significantly from the usual form of the old suite and does not con-
tain the widely popular dances such as allemande, courant, sarabande and gigue. The Farkas
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work clearly shows the typical tendency of the music of the Eastern European countries of the
20th century, which is the revival of national art and the appeal to folkloric origins and popular
genres.

However, the Farkas work can hardly be called stylization; he turns to original sources and
revives long-forgotten melodies. The suite presented here borrows authentic folk tunes from
the so-called Kajoni Codex, a seventeenth-century collection of Transylvanian music and the
greatest monument of Hungarian musical culture of the past. The collection was named after its
compiler, the Franciscan monk Janos Kéjoni (1629-1687).

Valery Kikta

Romantic Variations on a Theme of Stanislav Lyudkevich, Op. 57
On the occasion of centenary of the birth of S. Lyudkevich

“Dear Valery, the opening of the All-Union Competition will take place in Lviv on April 7, and |
will play your Variations at the gala concert. You’re never at home. Call me.” These words come
from a letter Vera Dulova sent to Valery Kikta at the end of March 1980. Just a few days after
she sent it, Dulova performed the Variations on a Theme by Lyudkevich for solo harp for the
first time at the opening ceremony of the All-Union Competition of Performing Musicians in Lviv.

The work was composed a few years earlier to celebrate the centenary of the Ukrainian com-
poser Stanislav Lyudkevich (1879-1979). The variations are based on a quotation from one of
Lyudkevich’s sacred romances with an evangelical theme. The text of the romance contains
the following words: “Now the world has salvation — Christ is coming to be tortured.” It is not
known when the romance was written and who wrote the poetic words. It is known only that Ly-
udkevich’s work was published in the 1920s and entered the concert repertoire of the legendary
Ukrainian singer Solomiya Krushelnytska.

In the mid-seventies Valery Kikta received the score from the famous opera singer Ivan Ko-
zlovsky. After familiarizing himself with the vocal piece, Kikta decided to write a series of free
variations for solo harp. The main theme of Lyudkevich’s romance sounded quite natural for the
instrument. Immersing himself in the music and feeling its essence, Kikta masterfully presented
it in a new instrumental reading, demonstrating a perfect variety of performance techniques on
the harp, including the rarely used polyphonic texture. The work proved to be difficult for harp-
ists, and this determined its fate.
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After Vera Dulova’s performance of the work in the distant 1980s, it was practically never heard
on the concert stage. More than forty years later, Marina Chudakova, an artist of the Bolshoi
Theatre Orchestra, decided to bring it back to the stage and at the same time make a recording,
giving Kikta’s opus a second life.

Alexander Mosolov

Three Elegies for low male voice and harp to poems by A. Pushkin
“Although I’'m crowned with the love of beauty,” “In vain, dear friend,” “I loved you”

In 1937, Alexander Mosolov was accused of political misconduct and sentenced to eight years
in labor camps after he tore the flag from a car belonging to the Nazi German embassy. The
place where he served his sentence was the Volga Correctional Labor Camp (Volglag) in the
Yaroslavl region. However, thanks to the efforts of Mosolov’s mother and his conservatory
teachers, the prominent Soviet composers Reinhold Gliere and Nikolai Myaskovsky, Mosolov
was released less than a year later, and his actual sentence was replaced by a ban from twelve
major cities of the Soviet Union, including Moscow, Leningrad, and Kiev.

After his release, Mosolov settled in his stepfather’s dacha in Maloyaroslavets, Kaluga region,
but regularly visited Moscow as a guest. The reason for his frequent visits to the capital was
rooted in a fascinating artistic process — the creation of a harp concerto. He did this in close
cooperation and constant contact with the harpist Vera Dulova. From the end of 1938 to the fall
of 1939, Mosolov regularly spent time at the apartment of Dulova and her husband, the singer
Alexander Baturin, on Zubovsky Boulevard. Their home became the place where the new score
was created, and this score led to a radical change in the composer’s style. The score of the
harp concerto has no trace of the avant-garde, modernist and urbanist Mosolov of the twenties.

Often interacting with the harpist and her husband while working on the concerto, the composer
created several vocal opuses. Most of them were written for a low male voice like Baturin’s,
accompanied by piano, and only one for voice and harp — Three Elegies to poems by Alexander
Pushkin. This vocal series cannot be called an ordinary work. It can rightly be considered a
sketch for the harp concerto as a larger work. Since the Elegies were his first harp piece, Mo-
solov wanted to try out different types of harp texture, trying to discover the expressive sides of
the instrument. In addition, there are a number of melodic and intonational similarities between
the Elegies and the concerto, down to tonal and harmonic turns.
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The manuscript of the Elegies was found by the author of these liner notes in a Moscow archive
and was first performed by harpist Maria Fyodorova at the Northern Lyre Festival in St. Peters-
burg in 2022.

Evgeny Golubev
Quintet in C minor for harp, two violins, viola and cello, Op. 39

Vera Dulova was always a source of inspiration for the composers around her. Her art encour-
aged them to write for the harp. Among these works is the c-moll quintet by Evgeny Golubev.

It is generally accepted that the instrumental quintet is a rather complex genre. Through it, com-
posers reveal philosophical questions of existence, life and death. For example, according to
Sergei Slonimsky, “a composer can turn to the genre of requiem and quintet only once in his
life, investing such works with a particularly significant meaning.”

On the one hand, the joint playing of harp and string quartet creates an extraordinary timbre
combination of different shades of string instruments: the bowed quartet and the plucked harp.
The combination of these voices in a single ensemble reveals great expressive possibilities.
On the other hand, it raises the main question: are harp and quartet a group of instruments of a
symphony orchestra or an organic chamber line-up comparable to a piano quintet? Of course,
the answer will be different in each case, and much depends on the musical material itself.

When composers turn to instrumental genres, they very rarely choose the harp as a full-fledged
chamber ensemble instrument. As a result, there is not much ensemble literature for the harp.
The most common form of ensemble — the trio of flute, viola and harp — has long since become
classical and is firmly established in the family of chamber ensembles. Other combinations with
the harp are less established and characterized by great variety. Evgeny Golubev’s Quintet is
one of them.

In fact, Golubev’s opus was created at the intersection of two historical periods — the waning
Stalinist era and the emerging Khrushchevist thaw. A cursory acquaintance with Golubev’s work
gives the impression that his music is literally woven from the intonations of socialist realist aes-
thetics and contains ideas of broad mass appeal. However, a closer look at the musical material
of the quintet reveals other facets. It is obvious that the composer, as a major artist, is devel-
oping new horizons for the Soviet people. The music of the quintet is deeply subjective and
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reflects purely personal manifestations. The main character of the work is an ordinary man, free
from ideological pressure and living an ordinary life. All this reflects the mood of the mid-fifties.

Sofia Kiprskaya
Soloist with the Mariinsky Theater Orchestra, harp concertmaster.

Sofia Kiprskaya was born in Leningrad. A graduate of the St Petersburg Rimsky-Korsakov Con-
servatory, she also studied at the Prague Conservatory and the Royal Conservatory of Brussels
as a postgraduate student.

Sofia is a prize-winner of many international music competitions, including the Félix Godefroy
Competition (1st prize), the Lily Laskine Competition (2nd prize), the Martine Géliot Competition
(1st prize), the Empress Elizabeth Petrovna Golden Harp Competition (1st prize), and others. In
addition, Sofia is the recipient of a number of state and public awards, such as the Academician
Likhachev Star, the Yuri Temirkanov Prize, the Chekhov Moscow Art Theater Prize, and the
Prize of the President of the Russian Federation for Young Cultural Workers.

She took part in the European Harp Congress in Lyon and Cardiff, and represented Russia
at the World Harp Congress in the Netherlands and Australia. She is a regular participant of
the festivals Virtuosi of the Planet, Stars of White Nights, Musical Olympus, Crescendo, Stars
on Baikal, Palaces of St. Petersburg, Musical Expedition; festivals in Mikkeli, Finland, and
Santander, Spain, the harp festival in Japan, and Forte Music Fest in Kazakhstan.

She presented solo programs and performed as a member of the orchestra in the largest con-
cert halls of the world, including Carnegie Hall, Fontainebleau Hall, Rudolfinum, Franz Liszt
Academy, Concert Hall of the Mariinsky Theatre, halls of the St. Petersburg Philharmonic Soci-
ety, halls of the Moscow Conservatory, Zaryadye, and on the stages of the New Opera Theater,
the Belarusian Philharmonic Society, and others.

She has collaborated with many orchestras, including the Tchaikovsky Grand Symphony Or-
chestra, the Symphony Orchestra of the Republic of Tatarstan, the National Symphony Orches-
tra of Ukraine, the MAV Symphony Orchestra in Budapest, the Munich Philharmonic Orchestra,
the Bavarian Radio Symphony Orchestra, and others.
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Sofia Kiprskaya has performed with Valery Gergiev, Andris Nelsons, Renaud Capucon, Stan-
islav Kochanowski, Alexander Sladkovsky, Alexander Knyazev, Nikolaj Znaider, Lorenz Nastur-
ica-Herschcowici, Julien Beaudiment, Walter Aeur, lldar Abdrazakov, Boris Adrianov, Valentin
Uryupin, Karol Mossakowski, the Utrecht String Quartet, Arman Murzagaliev, Péter Csaba, and
Péter E6tvos.

She regularly gives master classes in Russia and abroad. She is a member of the jury of harp
competitions. Sofia Kiprskaya has recorded several solo albums for various record labels. She
is the founder of the international harp festival Northern Lyre in St. Petersburg. Since 2019 she
is a member of the board of directors of the World Harp Congress.

Maria Fyodorova
Associate Professor at the Moscow Tchaikovsky Conservatory.

Maria Fyodorova was born in Moscow. She studied at the Academic Music College in the class
of Margarita Maslennikova. After graduation she entered the Moscow Conservatory (1995) in
the class of the legendary harpist Vera Dulova. She is a prize-winner of the First Moscow Inter-
national Harp Competition (1997). She graduated from the conservatory with honors, becom-
ing the last graduate of Vera Dulova (1999). She continued her postgraduate studies with Irina
Pashinskaya.

Maria Fyodorova worked in the orchestra of the Natalya Satz Musical Theater. Since 2005 she
teaches at the Moscow Conservatory. She is the author and developer of specialized training
courses for harp students. She is engaged in concert and educational activities. As a soloist
and as a member of instrumental ensembles, she has performed in the chamber halls of the
Moscow Conservatory, the Tretyakov Gallery, the Pushkin Museum, the Tsaritsyno Museum,
the Moscow region estates, and other concert venues of Moscow and Russian cities. She took
part in the international harp festival Northern Lyre at the Mariinsky Theatre and the Russian
Harp Art Festival.

She is the organizer of the scientific and practical conference “The Art of Harp Playing. History
and Modernity” (2017, 2019, 2021, 2023), the Moscow Conservatory Harp Forum (2019), and
the special project of the Moscow Conservatory “Harp in a Russian Manor” (2021).
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In 2017, she visited the remote peninsula of Kamchatka, where the harp was played for the
first time. In 2018, she defended her Ph.D. thesis “The History of the Harp Class at the Moscow
Conservatory (based on archival materials).” She is the author of a number of scientific publica-
tions in the leading musicological journals of the country. In 2020 she released the album “Harp
in chamber ensembles of Russian composers. Stravinsky, Peiko, Kikta” (Moscow Conservatory
Records label).

Nina Kupriyanova

Soloist with the State Academic Svetlanov Symphony Orchestra and teacher at the Academic
Music College of the Moscow State Tchaikovsky Conservatory.

Nina Kupriyanova was born in Moscow. In 2004, she graduated from the Central School of Mu-
sic of the Moscow Conservatory where she studied with Elena llyinskaya. She graduated from
the Moscow Tchaikovsky Conservatory in 2009 and completed post-graduate studies there with
Irina Pashinskaya in 2012.

She is a prize-winner of several domestic and international competitions, including the Lily Las-
kine Competition (2005), the Arpa Viva Cymru Competition (2007), the Vera Dulova Competi-
tion (2009), and the All-Russian Music Competition (2012).

She has performed solo and chamber music programs in Russia, Great Britain, Switzerland,
Austria and Japan. She has participated in the work of Vladimir Spivakov’s International Char-
itable Foundation and the Moscow Patriarchate. In the summer of 2012, she took part in the
performance of works by Maurice Ravel as a member of the Berlin Philharmonic Orchestra.
From 2006 to 2016, she was a soloist with the State Academic Symphony Chapel of Russia
conducted by Valery Polyansky.

Under the baton of Gennady Rozhdestvensky, she performed the Russian premieres of Bo-
huslav Martind’s Three Lyrical Melodramas and Paul Hindemith’s Concerto for Woodwinds,
Harp and Orchestra. Together with flutist Irina Stachinskaya she has prepared the Russian pre-
miere of Yuko Uébayashi’s Sonata for Flute and Harp (2021) and the world premiere of Eduard
Kiprsky’s Concerto for Flute, Harp and Orchestra (2023) as part of the combined festival Flute
Virtuosi and Northern Lyre at the Mariinsky Theater.

In 2020, she took part in the recording of the Russian Harp Society’s CD “Harp in Russia.”
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Tatiana Oskolkova
Soloist with the Bolshoi Theater Orchestra.

Tatiana Oskolkova was born in Moscow. She studied at the Gnessins Special Music School and
the Gnessins Russian Academy of Music in the class of Milda Agazaryan. She is a scholarship
winner of the New Names International Charity Program. She is a prize-winner of the All-Union
Youth Harp Competition (Leningrad, 1990), the international harp competitions in Moscow
(1992) and Bloomington, USA (1995), and the Lily Laskine Competition in France (1996).

She has performed at the World Harp Congresses in the USA, Czech Republic and Ireland, at
the Radio France Festival in Montpellier, the Gargilesse-Dampierre Festival and the Internation-
al Harp Days in Arles, France, and the Harp Symposium in Amsterdam.

She has collaborated with various orchestras, including the Moscow Virtuosi, the State Cham-
ber Orchestra of Russia and the St. Petersburg Camerata Orchestra. Together with the Cham-
ber Orchestra conducted by Constantine Orbelian she has released the CD “Music for Harp and
Flute” on the American record label Delos. She has given recitals in Russian cities and abroad.

Tatiana Repnikova
Soloist with the Mikhailovsky Theater Orchestra.

Tatiana Repnikova was born in St. Petersburg and graduated from the Specialized Secondary
School of the St. Petersburg Conservatory in the class of Marina Smirnova and then from the
St. Petersburg Rimsky-Korsakov Conservatory as an assistant of Anna Makarova.

She is a prize-winner of seven harp competitions, including the All-Russian Music Competition
(2016), the Tatiana Tauer International Competition (2019), the International Harp Competition
in Hungary (2019), and the International Competition in Italy (2021). She is a diploma holder of
the International Harp Competition in Israel (2018).

She has taken part in master classes of such harpists as Marie-Pierre Langlamet, Isabelle Per-
rin, Isabelle Moretti and Jana BouSkova. From 2017 to 2020, she was a guest artist with the
Mariinsky Theater Orchestra, and from 2021 with the MusicAeterna Orchestra conducted by
Teodor Currentzis. She is a regular participant in harp music concerts at various venues in St
Petersburg and Moscow. She has toured Turkey and Hungary with solo concert programs.
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Tatiana Yemelianova

Soloist with the orchestra of the State Academic Symphony Chapel of Russia led by Valery
Polyansky.

Tatiana Yemelianova was born in Moscow and studied at the Central Music School and the
Moscow Conservatory, where she was an assistant in the class of Elena llyinskaya. As a stu-
dent, she participated in performances of the CIS Youth Symphony Orchestra conducted by
Vladimir Spivakov and Yuri Bashmet. As a soloist and member of the Volga Region Youth Sym-
phony Orchestra, she took part in the international festival of arts Classics OPENFEST in Togli-
atti (2011, 2022).

She is a prize-winner of many harp competitions, including the Félix Godefroid Competition (3rd
prize), the All-Russian Music Competition (2nd prize), the Savshinsky International Competi-
tion (1st prize), and others. She regularly participates in the festivals Harp Art of Russia, Two
Capitals and Northern Lyre. She also takes part in concert programs of the creative association
Attraction.

From 2012 to 2014, she was an orchestra artist of the Moscow State Academic Operetta The-
ater. She has collaborated with the State Academic Svetlanov Orchestra and the MusicAeterna
Orchestra. She is an active concert performer as a soloist and member of chamber ensembles.

Aleksandra Arsenova
Soloist with the orchestra of the New Opera Theater.

Aleksandra Arsenova was born in Moscow into a family of professional musicians. She studies
at the Gnessins Russian Academy of Music with Professor Milda Agazaryan.

She is a prize-winner of several international competitions, including Concertino Prague (1st
prize), the Ksenia Erdeli Crystal Key Competition (1st prize), the harp competition in Wales (1st
prize), the Mark Rubin Open Competition (1st prize), and many others. She regularly performs
at various concert venues in Moscow, Russian cities and abroad.

She has collaborated with the Prague Symphony Orchestra, the Moscow Chamber Orchestra
Cantus Firmus, the Nizhny Novgorod Philharmonic Orchestra, the Orchestra of Santiago de
Compostela in Spain, and others.
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As a soloist, she took part in the festivals New Names, Moscow Meets Friends of Vladimir Spi-
vakov’s Charitable Foundation, the Moscow International Harp Festival at the Central House of
Art Workers, the festival Harp Art of Russia, and Peregrinos Musicales in Spain.

Nika Ryabchenko

Soloist with the Bolshoi Theatre Orchestra of Russia, Director of the Russian Harp Society, or-
ganizer of the Vera Dulova Music Salon.

Nika Ryabchenko was born in the Moscow region. She studied at the Gnessins Special Music
School in the class of Mark Rubin and Milda Agazaryan, and at the Moscow Tchaikovsky Con-
servatory. She completed her post-graduate studies there under the guidance of the legendary
Vera Dulova.

She is a prize-winner of domestic and international competitions in the USA, France, Israel, and
Bulgaria. For her contribution to the development of culture and many years of fruitful work, she
has received a commendation from the Minister of Culture of the Russian Federation.

She was the first harpist from Russia to receive a new concert harp from Victor Salvi at the
World Harp Congress in Copenhagen. She is engaged in educational and cultural activities
and regularly gives master classes in Moscow and other Russian cities. She is the initiator and
organizer of the special children’s project Children’s Harpforum. Since 2017 she is the director
of the Russian Harp Society. She is a regular member of the jury of many harp competitions.

Marina Chudakova

Artist with the Bolshoi Theater Orchestra, member of the Youth Council of the Ministry of Cul-
ture of the Russian Federation and the Union of Theater Workers.

Marina Chudakova was born into a musical family in St. Petersburg. She began her harp stud-
ies at the Special Music School of the St. Petersburg Conservatory under the guidance of Kari-
na Maleyeva. She continued her studies at the Gnessins Russian Academy of Music and as an
assistant in the class of Natalia Shameyeva.

She is a prize-winner of international competitions, including Hopes, Talents, Masters in Do-
brich, Bulgaria (1st prize), Young Performers on String Instruments in Moscow (1st prize), and
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the International Harp Competition Suoni d’Arpa in Saluzzo, Italy (2nd prize). She represented
Russia at the World Harp Congress “Focus on Youth” in Hong Kong in 2017.

She has participated in the festival Northern Lyre of Mariinsky Theater, programs at the St. Pe-
tersburg House of Music and master classes with Isabelle Moretti, Maria Rosa Calvo-Manzano,
Catherine Michel, Jana Bouskova, and others. She is a fellow of Denis Matsuev’s New Names
Foundation.

Alyona Solomkina
Student of the Gnessins Russian Academy of Music, class of Professor Milda Agazaryan.

Alyona Solomkina was born in Moscow. She is a prize-winner of several harp competitions,
including the all-Russian competition Young Talents of Russia (2nd prize), the international
competition/festival Colors of Music (1st prize), the Mark Rubin Open Competition (2nd prize),
the all-Russian competition of performing musicians Music, Talent, Discovery (1st prize), and
others.

She took master classes with Isabelle Moretti, Mara Galassi, and Julia Rovinsky, and participat-
ed in the Harp Masters Summer Academy in Switzerland. She is a member of the All-Russian
Youth Orchestra under Yuri Bashmet. She also participated in the St. Petersburg House of Mu-
sic’s project River of Talents.

Maria Zimina

Student of the Gnessins Russian Academy of Music, class of Professor Milda Agazaryan.

Maria Zimina was born in St. Petersburg. She is a prize-winner of the International Harp Com-
petition in Szeged, Hungary (2nd prize), the Mark Rubin Open Competition (2nd prize), the Kse-
nia Erdeli International Competition (4th prize), the international TV competition The Nutcracker
(3rd prize), the Marcel Tournier Competition (1st prize), the all-Russian competition of perform-
ing musicians Music, Talent, Discovery (Grand Prix), and a few others.

She is a regular participant of the Moscow International Harp Festival at the Central House of
Art Workers and the subscription series Gnessins Harpists Invite.
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Elizaveta Shchetinina
Student of the Gnessins Russian Academy of Music, class of Professor Milda Agazaryan.

Elizaveta Shchetinina was born in Moscow. She is a regular participant of the International Mos-
cow Harp Festival at the Central House of Art Workers and regularly participates in the sub-
scription program Gnessins Harpists Invite. She took part in the concerts of the Bolshoi Theater
artists’ children at the Beethoven Hall.

She is a prize-winner of various international competitions, including the Mark Rubin Open
Competition (1st prize), the international competition of musical performance Camertone Com-
petition” (1st prize), the international competition Colors of Music (2nd prize), and the all-Rus-
sian competition of performing musicians Music, Talent, Discovery (2nd prize).

Vladimir Krasov

Vladimir Krasov is an associate professor of the academic choir conducting department, artistic
director and conductor of the Student Choir of the Ippolitov-lvanov State Music and Pedagogi-
cal Institute, and holds a Ph.D. degree in art history. He is a member of the Union of Composers
of Russia, the Moscow Musical Society, and the Russian Musical Union. He is a soloist of the
vocal ensemble INTRADA and the ensemble Questa Musica.

He has worked with some of the leading Russian and foreign musicians, such as Vladimir Spiv-
akov, Yuri Bashmet, Mikhail Pletnev, Anatoly. Levin, Valery Polyansky, Vladimir Jurowski, Valery
Khalilov, Alexander Solovyov, Federico Maria Sardelli, Stefano Montanari, Helmuth Rilling, Te-
odor Currentzis, Peter Phillips, Morgan Pearse, Andrew Lawrence-King, and others. Vladimir
Krasov’s professional activities have been recognized by the Government of the Russian Fed-
eration.

He graduated from the Moscow Tchaikovsky Conservatory (class of Professor Boris Kulikov) in
2014. In 2021, he defended his master’s thesis. He is a prize-winner of domestic and interna-
tional competitions and author of scientific articles and teaching aids on the issues of modern
choral art. He taught at the Military Conducting Department of the Military University of the Min-
istry of Defense of the Russian Federation (2021).

As a singer, he performs music of various periods, styles and genres, and has given concerts
in some of the most important European and international venues. He took part in the world
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premiere of Bishop Hilarion Alfeyev’s Christmas Oratorio in the USA in 2007, in master classes
at the Austrian Baroque Academy in 2012, in the presentation of the choir MusicaAeterna con-
ducted by Teodor Currentzis in Perm in 2012. He also collaborates with the International Acade-
my of Early Music Opera Omnia.

In 2020, he received a letter of thanks from the Minister of Culture of Russia for the organization
of the educational process in the conditions of the new coronavirus infection and a commemo-
rative medal of the President of the Russian Federation for active and highly professional work
during the COVID-19 pandemic.

Anatoly Levin

Anatoly Levin is Honored Artist of Russia, artistic director and principal conductor of the Concert
Symphony Orchestra of the Moscow Tchaikovsky Conservatory, and professor of the opera and
symphony conducting department.

He was born in Moscow. He studied viola with Evgeny Strakhov and opera and symphony con-
ducting with Lev Ginzburg at the Moscow Conservatory. Upon graduation, he was immediately
invited by Boris Pokrovsky to join his Moscow Chamber Music Theater, where Anatoly Levin
worked for over thirty years.

As a conductor, he has worked with the State Academic Svetlanov Symphony Orchestra, the
Russian Cinema Orchestra, the chamber orchestra Musica Viva, the Moscow Philharmonic
Symphony Orchestra, the New Russia Orchestra, the Yale Symphony Orchestra (USA), and
others in various concert venues in Russia, Europe, South America, and Japan.

He has collaborated with outstanding musicians, such as Natalia Gutman, Eliso Virsaladze, Ni-
kolai Petrov, Alexander Rudin, Dmitri Bashkirov, Alexei Lyubimov, Dietrich Henschel, Hibla Ger-
zmava, Alexander Buzlov, Ekaterina Mechetina, to name but a few.

Fyodor Beznosikov

Fyodor Beznosikov is a conductor of the Stanislavsky and Nemirovich-Danchenko Moscow Ac-
ademic Musical Theater, conductor of the Russian National Orchestra, and a lecturer at the
Moscow Tchaikovsky Conservatory. In 2024, he was named “Discovery of the Year” by Musical
Life magazine.
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He was born in Moscow and studied at the Moscow Conservatory, specializing in violin in the
class of Vladimir lvanov. He is currently pursuing a second degree in opera and symphony con-
ducting under the tutelage of Felix Korobov.

As a conductor, he has prepared and conducted several world premieres at the Stanislavsky
and Nemirovich-Danchenko Theater, including the ballet The Snow Queen to the music of Pyotr
Tchaikovsky and Nastasia Khrushcheva’s ballet The Last Showtime. He has participated in pro-
ductions of operas by Rimsky-Korsakov, Verdi and Wagner.

He has collaborated with various ensembles, such as the State Academic Svetlanov Symphony
Orchestra, the New Russia Orchestra, the chamber orchestra Musica Viva, the State Chamber
Orchestra of Russia, the Symphony Orchestra of the Republic of Tatarstan, and others. As a
soloist, member of orchestras and conductor, he has performed in Russian cities and abroad.

In the spring of 2024, the Blueprint website included him in the annual list of Russian cultural
and artistic figures who define the nearest cultural heritage. In 2024, he was awarded Mikhail
Jurowski’s scholarship “For brilliant professional achievements.” He is a laureate of the Chek-
hov Moscow Art Theater Prize in the category “Classical Music” in 2024.

The Berlinsky Quartet

Founded in 2018, the quartet consists of Dennis Hasanov (first violin), Fyodor Kalashnikov
(second violin), Pavel Romanenko (viola), and Mikhail Kalashnikov (cello). The quartet won first
prize at the 4th Nikolai Rubinstein International Chamber Ensemble Competition in Moscow in
2021.

The quartet performs in many Russian cities and collaborates with renowned soloists, includ-
ing Eliso Virsaladze, Dmitry Masleyev, Pavel Nersesyan, Alexander Knyazev, Valentin Uryupin,
Konstantin Yemelianov, Philipp Kopachevsky, Eva Gevorgyan, Arseny Tarasevich-Nikolayev,
and others.

In recent years the quartet has participated in several music festivals, including Eliso Virsaladze
Invites in Kurgan (2021), Crazy Days in Yekaterinburg (2022), Vivarte in Moscow (2023), and
Piccolo Masters in Moscow (2024).

The members of the quartet take care to preserve the best domestic traditions of string ensem-
ble playing, enriching them with the expressive means of the modern musical language.
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Concert Symphony Orchestra of the Moscow Conservatory

The idea of creating the orchestra in 2007 came from Gennady Rozhdestvensky, head of the
Opera and Symphony Conducting Department, and Tigran Alikhanov, rector of the Conservato-
ry. Anatoly Levin has led the orchestra since its inception.

Originally founded to provide performance practice for symphony students, the orchestra has
since established itself as one of the leading collectives in Moscow. The orchestra regularly per-
forms at the capital’s leading venues, including the Grand Hall of the Moscow Conservatory, the
Tchaikovsky Concert Hall, the Svetlanov Hall of the Moscow House of Music, the State Kremlin
Palace, the Crocus City Hall, and others.

Many outstanding conductors have worked with the orchestra, including Vladimir Ashkenazy,
Gennady Rozhdestvensky, Alexander Lazarev, Vladimir Spivakov, Mikhail Pletnev, Valery Poly-
ansky, Alexander Rudin and Andres Mustonen. Among the soloists who have performed with
the orchestra are Zurab Sotkilava, Vasily Ladiuk, Placido Domingo, lestyn Davies, Eliso Virsal-
adze, Mikhail Voskresensky, Alexei Lyubimov, Boris Berezovsky, Nikolai Lugansky, Denis Mat-
suev, Sergei Girshenko, Alexander Trostyansky, Gaik Kazazyan, Natalia Gutman, Alexander
Rudin, Alexander Buzlov, and many others.

The orchestra regularly participates in various festivals and music competitions. Every year
since 2008 the orchestra is the opening act of the concert season at the Grand Hall of the Mos-
cow Conservatory.
Alexander Baranov, Ph. D. (Art Criticism)
baranov@mosconsv.ru
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1 Maria Fyodorova
Mapua ®epoposa

2 Nina Kupriyanova
Huna Kynpuanosa

3 Sofia Kiprskaya
CodpbAa Knnpckana




1 Tatiana Repnikova 4 Aleksandra Arsenova
TaTbAHa PenHukosa AnekcaHgpa ApceHoBa

2 Tatiana Oskolkova 5 Marina Chudakova
TatbAHa OckonkoBa MapuHa Yynakosa

3 Tatiana Yemelianova 6 Nika Ryabchenko
TatbAHa EmenbAHoBa Hwvka PAB4YnHeHko
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1 Alyona Solomkina
Anéna ConomknHa

2 Maria Zimina
Mapua 3ummHa

3 Elizaveta Shchetinina
Enusaseta LeTnHmnHa

4 Vladimir Krasov
Bnapumnp Kpacos

5 Fyodor Beznosikov
®epop besHocnkoB

6 AwnaTonui JleBuH
Anatoly Levin

7 Ksapter
nm. B.A. BepnuHckoro
The Berlinsky Quartet






K 150-netuio
apcoBoro knacca MockoBCKOU KOHcepBaTopum

obpaHune My3blk1 AaHHOro anbboma Mo npaBy MOXHO HasBaTb KOANEKUMENn peakocTen

apcoBoro penepTyapa. [peacTasneHHble NPON3BEeAEHNA HEHYACTO MOXHO YCbIWATbL Ha

KOHLEPTHOW 3CTpafe v B 3BYKO3anucy HECMOTPA Ha TO, YTO MHOroe JaBHO onybnn-
KOBaHo. 10 pasnnyHbIM NPUYMHaM PAL COYMHEHUI UCYE3 U3 COBPEMEHHOW NCMONTHUTENbCKON
NpakTUKK, XOTA B MPEeXHWe rofbl Npusnekan BHUMaHne apucTtoB. Kakmne-To COYMHEHUA He
VCMOMHAINCL BOBCE 1 YK TeM 6onee npexpae He 3anncbiBanuncb. OTaenbHbIe onyCbl cCHUTanmCh
paHee Hem3BeCTHbIMU UM 6e3BO3BPATHO YTPAYEHHbIMU, U CErofHA MPeAcTaB/ieHbl CrylaTe-
nAm Bnepsble. Becb n3bpaHHbIn AnA aToro anbboma penepTyap NOUCTUHE NPEeACTaéT YHNKarb-
HbIM 1 hOpMUPYET 30/10TOM hOHA, apdhOBOro Hacneaus.

HacTosLee my3bikanbHoe cobpaHne oxBaTbiBaeT BPEMEHHOWM AManal3oH No4Tu B CcTO feT. Ca-
MbIll paHHMI onyc gaTuposaH 1932 rogom, cambivi no3pHuin — 2023. Bce nponsseaeHna TECHO
CBA3aHbl C Knaccom apdbl MOCKOBCKOM KOHCepBaTopun 1 6€3 COMHEHUA ABAAIOTCA HacToA-
Len penpeseHTaumen oTe4ecTBEHHOro apdhoBoro nckycctea XX Beka. Hekotopble couMHeHuA
M TpaHcKpunuuu 6binn co3pdaHbl HEMOCPEeACTBEHHO KOHCEepPBaTOPCKUMMK neparoramu-aphu-
ctamu: Kcennen Opaenn, Hukonaem MNapdeHoBbiM 1 Muxannom Myepenosbim, BXOAWIN B UX
KOHLIEPTHBIA penepTyap 1 u3naBanncb B UX COGCTBEHHbIX pefdakumax. ickyccTBo nereHpap-
HoM apdmcTku Bepbl [lynoBoin He 0CTaBAANO PaBHOAYLUHbIM MHOMMX COBPEMEHHbLIX €1 KOMMO-
3MTOPOB M NOBY>XAANo NX K HaNMcaHmio HOBbIX apdhoBbIx onycos (Bacunexko, KHunnep, Moco-
nos, lony6es, KnkTa), Boweawmx B ANCK.

B aTom ansb6ome BceLeno oLylwaeTcA CBA3b BPEMEH MeXay WUCTOPUYECKUMU anoxamu. Tak,
My3blKa, KOraa-To BXOAMBLUAA B penepTyap MOCKOBCKUX apucToB XX Beka, CEerofHA 3By4uT
B UCMOJSIHEHMM X Y4EHVKOB 1 nocnegosatenenn — apguctos Beka XXI.

CDh1

Ceprei BacuneHko
KoHuepT ®a ma)kop anA apgbl ¢ opkecTpom, Op. 126 (1949)

KoHuepT Ceprea Bacunexko co3gaH B 1949 rogy ¢ nocsAweHnem apductke Bepe [Oynoson
(1909-2000) 1 cTan BTOpbIM My3blKasbHbIM NpuHoLeHnem Bepe eopruesHe B XaHpe apdo-
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BOro KOHLiepTa nocne aHanornyHoro onyca AnekcaHgpa Moconosa. K MOMeHTy co3gaHunA nap-
TUTYpb! [lynosa n BacuneHko 6bin Konneramu, Ux ceAsbliBasia MHOrONETHAA COBMECTHaA pa-
60Ta B MockoBCKoOM kKoHcepBaTopumn 1 B Bonbliom Teatpe. 1949 ron 03HamMmeHOBas HOBbINM 3Tan
BO B3aVIMOOTHOLLEHMAX apduCTKM 1 KOMNo3uTopa bnarogapa HEeKOTOPbIM 06CTOATENbCTBAM,
CBA3aHHbIM C 06y4eHrem Bepbl 'eoprnesHbl.

[Oynosa yunnacb B MOCKOBCKOW KOHCEpBATOPUM ABaXKAbl: B NepBo nonioBuHe 1920-X N B KOH-
ue 1940-x. B nepsbiit pas el BbIHY>XXAEHHO NMPULLIOChL NpepBaTh y4éby 1 octaTbeA 6e3 AoKy-
MeHTa 06 0o6pasoBaHMK, YTO He nomewano en B 1943 rogy BOWMTU B Mefarornyeckuin coctas
koHcepsaTopumn. CnycTA WecTb NeT apductka BHOBb cTana CTYAEHTOM, HO YXe B KavecTse
3KCTepHa ANA MPOXOXKAEHWA rocyfapcTBeHHon aTTectaumn. OoueHT B. I [lynoBa ycnewHo
Bblep>kasia ToroBble 3K3aMeHbl 3a MOJHbIA KypC Kacca apdbl OPKECTPOBOro akynstera u
nonyymna gunaom 06 oKoH4aHMM MOCKOBCKOM KOHCEpBaTOpUM.

Torgoa HekoTopble M3 €€ KoNner okasanucb eé€ e ak3ameHaTtopamu. Cpegon TakoBbIX Obis
n npocpeccop no «MHcTpymeHToBke» C. H. BacuneHko. OH aTTecToBan 3KCTepHa HavBbIC-
wum 6annom. BepoATHO, BO BpemA 3TUX 3K3aMEHOB Yy KOMMO3MTOpa M BO3HWMKNA naeA Cco3-
OaHnA KpynHoro apdoBOro ornyca creumanbHo AnA CBOEW «CTyAeHTKM». [peMbepa HOBOro
COYMHeHuA cocToanack 12 nekabpA Toro e 1949 roga Ha cueHe KOHUEpTHOro 3ana UmeHu
M. WN. YarikoBckoro B ucnonHeHun Bepbl [ynoBown ¢ opkecTpoM bonblioro Teatpa nog ynpas-
neHneMm aBTopa.

HOBbLIN MOMHOLUEHHBIN TPEXYACTHLIA KOHUEPT AnA apdbl C CUM(OHNYECKMM OPKECTPOM, Aa
ewé 1 ¢ ABYMA COMbHbIMU KaAeHUMAMK, Ka3anoch, AO/MKEH Oblnl CHACKATb MOMyIAPHOCTb cpe-
oy ucnonHutenen. OgHako ganbHenwan cyapba COMMHEHVA CnoXunace nHave. B Tom xxe 1949
cocToANach 3anucb KOHLEepTa, K COXaNeHWo, NMLb YaCcTUYHO yueneBlas [0 Hawux OHEW.
B 1951 B JleHnHrpage ony6bnvMkoBaH KaBup ¢ napTuel apcbl B pegakumm B. ynosoi (naptu-
Typa [0 CUX Mop ocTaéTcA HeonybrnmkoBaHHoN), a B 1953 KOHLEPT BO BTOPOW pa3 npo3Byyarn B
Bonblwom 3ane JlennHrpanckon cdunapmoHum (connctka Hapexxpna Tonctana). Co6CTBEHHO, Ha
3TOM MCTOpPUA Npou3BedeHnA obpbiBaeTcA. B nocnepytolwme oecATUNeTMA HACTYNUIIO NOJHOE
3abBeHue.

CerogHa, cnyctA ceMbAecAT NATb NeT co AHA co3paHuAa, onyc Ceprea BacuneHko obpetaeT
BTOPYIO >XXM3Hb 6narogapA Codbn Kunpckon. B eé ncnonHMTensCckon nHTepnpeTaumm n npo-
YTEeHUM KOHLIePT BrnepBsble 3By4nT B XXI cToneTun.
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Hukonan MNapdgéHoB
KoHuepT [lo maxkop anA apdbl ¢ opkectpom (1932)

«K coxaneHuto, no4Tn BCe coumHeHuA lNapdéHosa normbnn BMecTe C aBTOPOM, OCTanuCb
VWb OTAEeNbHblE MeNKMe Mbeckl 1 ero LWKona, CoXxpaHuBLIaAcA B nagarenscrse... A rnyboko
4Ty namATb Hukonaa Maespunosnya NapdEéHosa — 4yoHOro MysblkaHTa 1 3amedaTeslbHOro To-
BapvlLa, MMA KOTOPOro B Kpyrax CoBeTCKMX apcuctos byaeT 3ByyaTtb Bcerga...». OTu cnosa
Kcenuun Opaenu, onybnmkoBaHHble B 1968 roay B KHUre eé MemyapoB, BOLUM B UCTOPUIO KakK
nepeoe Ny6nn4Hoe ynoMuHaHme o pycckom apducte Hukonae MapdéHose. MimA mMy3blkaHTa
MCYE3/10 U3 NamATU COBETCKOro obLiecTsa Ha JoNnrve [eCATUNETUA, N faxXe Aarta ero KOH4Yu-
Hbl MCKYCCTBEHHO (hMKcupoBanacb OWNOOYHO. Takme cobbITMA BO3HUKIN HECNy4YarHO U Ha-
nNpAMYIO CBA3aHbI C TParmyeckKumm o6CToATENbCTBAMU €ro CYyAbObI.

Hukonawn aBpunosud MapdéHos (1893—1938) — ogHa M3 Beoywmx 1 KIoYeBbIX uryp pyc-
ckon apcpoBori WwKonbl XX ctonetua. bnectAwmii apdurcT-BnpTyo3, KOMNO3UTOP, BbIMYCKHUK
MockoBckon KoHcepsaTopuu, conucT lNepcumdpaHca, conucT opkectpa bonblioro Teatpa,
OAVIH 13 Bedywmx npodeccopos ceoent Alma mater ctan >XepTBoM KpoBaBON rocyAapCTBEHHON
PENPeCcCBHON MaLUVHBbI.

Mo chabpukosanHomy geny HKB[ apdumcT 6bin apectoBaH B MioHe 1938, a yepes3 HecKosb-
KO MecALeB NPUroBopéH K BbICLLEN Mepe HakasaHuA. Toraa ke npakTn4ecku BCé NMyLLecTso
My3blKaHTa MOABEPrIOCh YHUYTOXEHMIO: BCA My3blKasibHaA 6ubnmoTeka, pyKonucu n YepHo-
BVKWN COYMHEHUA N TPAHCKPUMNLMNA, 3anncy y4ebHO-MeTOANYECKOro xapakrepa u MHoroe apy-
roe. MpUHATO cunTaThb, YTO B YWCNE NINKBUANPOBAHHBLIX AOKYMEHTOB Haxoounachb U pykonucb
KoHuepTa anAa apdbl ¢ opkecTpom. MNMpeanonoxutensHo naptutypa KoHuepTa 6bina 3aseplue-
Ha BecHor 1932 ropa. MNepBoi 1 eAUHCTBEHHO UCMNOMHUTENBHULEN MPU XN3HM KOMMO3UTopa
6bina KceHna Spaenu, oHa >ke NoTHOCTBIO pacnopAaunack 1 cyapbon COMMHEHA.

HecmoTpa Ha apecT n nuksmpauunio nvyliectsa MNaphéHosa aphncTke yaanocb COXpaHUTb B
CBOEM JINYHOM apXMBEe YEPHOBWK MapTUM apdbl U YACTOBUKM OPKECTPOBbLIX FOSI0COB, HO Ory-
6nvKoBaTb NPOV3BEAEHNE PENPECCUPOBAHHOIO KOMMO3UTOPa UK XOTA Obl 3aABUTb O COXPaH-
HOCTW €ro COYMHEHNA OHa HMKaK He morna. Bce nepexuToe rnyboko noTtpAcno camy KceHuio
AnekcaHOpOBHY, YTO 1 MOBAWAMIO HA HEMPOCTOE PELUEHNE O COKPbITUM 3TOr0 NPOU3BEOEHWA.
[axke B KOHLe WeCTUAECATLIX OHa CoobLaeT, YTo «BCce counHeHuA MapdéHosa nornénmn sme-
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cTe ¢ aBTopom». CerofiHA C yBEPEHHOCTbIO MOXHO CKasaTb, YTO TaKoW «3aroBop MOYaHusA»
crac 3TOT OMyc OT HEMUHYEMOW MMGesn 1 MO3BONII COXPaHWUTbL ero Ha Beka.

Jletom 2022 roga aBTOpY 3TUX CTPOK YAAN0Ch OBHAPYXXUTb Ty CaMylo PyKOMUCb B OQHOM K3
MOCKOBCKMX apxXnBOB. HangeHHbIN MaHycKpunT Tpebosan 60/bLLON TEeKCTONOrMYecKon gopa-
60TKMN, CBEAEHNA BCEX FOI0COB B €4MHYIO NapTUTYPY, BbIBEPKM rAPMOHNYECKOW BEPTMKAIN U
npoyero. PEKOHCTPYKLIMIO COYMHEHMA OcyLLecTBUI npodyeccop MOCKOBCKOW KOHcepBaTopumu,
KomMnosuTop Banepuin Kukta BmecTe co cBOMM yyeHnkoM borpaHom Paguyem.

[Mocne mHoroneTHero 3abBeHnA KoHUepT HwukonaAa lMapdéHoBa BHOBb nNpo3sy4van 8 map-
Ta 2023 ropa Ha cueHe Manoro 3ana MockoBCKoW KoHcepBaTopumn B ucnonHernn Cogbu Ku-
npckon 1 KamepHoro opkectpa KOHCepBaTopun Nof, ynpasfieHeM MONOAoro anpmwképa dé-
nopa besHocrkosa. B ux ke nHTepnpeTauumn KOHUEpT NpeacTas/ieH B HACTOALLEM anbbome.

CDh2

MeTtp YankoBckun — Banepuu Kukra

Pas d’action n3 6anera «Jle6eguHoe o3epo»
TpaHckpunuua AnAa apgbl U CTPYHHOro kKBapteTa (2019)

3HameHuToe «benoe agaxuo» n3 «JlebeamHoro o3epa» MOUCTUHE 0BPENno HOBYKO XWU3Hb B
TpaHckpunuun BanepuA KukTbl. BblGpaHHbI KOMMO3UTOPOM MHCTPYMEHTasbHbIA COCTaB —
apda 1 CTPYHHbIN KBapTET — 3TO HOBOE NPOYTEHNE HECCMEPTHOrO WeaeBpa, Kak Henb3sa nyy-
LIe COXpaHAoLLEee OPUrMHabHbIN aBTOPCKUIA 3aMblCe.

Ouncnosnuma «YarkoBekni 1 apda» yxe [aBHO 3aHAna ocoboe nosioXeHve B npodheccu-
OHanbHOM apchoBoM coobliecTBe. Hepenko B nuTepaType MOXHO BCTPETUTb pPa3MbllLNIEHNsA
no aTomy nosogy. [apagokc B ToM, 4To, 6yay4n aBTOPOM COBEPLUEHHO HnecTAwmxX apthoBbIX
KageHumi B 6aneTHbIX napTuTypax, YankoBCKWIA He co34an HU OJHOrO COMIbHOMO UM Kamep-
HO-aHCcambneBOoro CoOYMHEHUA ANA apbl, 3a UCKOYEHNEM HeBOSbLUION CTYAEHYECKON paboThbl
Adagio molto Es-dur ana apdbl n cTpyHHoro kBapTeTa. U Bce >xe YarikoBckuii 6bin HepaBHO-
nyweH K apde.

Komnosutop npefActaBnAeT MHCTPYMEHT B 6aneTax He TONbKO B BUAE OPKECTPOBOrO rosoca,
OH HafenAeT ero OTAeNbHbIMU ApamaTyprinyeckummn cBoicTBamu. ApcoBble KaoeHumn 3BY-
YaT B KpaeyrosibHble MOMEHTbl pasBUTUA ctoxeTa. Apda CTaHOBUTCA CBOEOOPa3HbIM TeM-
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6pOBbIM MapKepoM, 1 3TOT NPUHLUMMN 3aKOHOMEPHO AENCTBYET BO BCEX TPEX mapTuTypax. Tak,
KageHuma apdbl B «benom Apaxwuo» ns «JlebegmHoro o3epa» NpepwecTByeT Ay3THON CLEHe
OpeTTbl 1 MNpuHUa 3urcdpraa, B KOTOPOW AEBYLIKA pacckasbiBaeT O CTPALIHOM KOJO0BCTBE.
B «CnAwen kpacasuue» apda npeasocxviaeT nepeoe NoABIEHNE MprHLEecCchl ABPOpbI, @ BO
BTOpOoM aencteum cueHy ®eun Cupenn 1 npuHua fesnpe, roe eA packpbiBaeT TanHy CnAwero
KoposnescTBa. B «LllenkyHumke» apda oTKpbIBaeT Ky/IbMUHALMOHHBIN «Basbc LBeTOB».

TpaHckpunuma KukTbl cospaHa B 2019 rogy no 3akasy ®donpa BospoxxaeHvA dpaHLy3cKo-
ro A3blka n KynbTypbl «La Renaissance Francgaise» crneuvanbHO A1A €XXerogHon LepemMOoHum
HarpakaeHvA B 06nactv paHKoOHUM U KynbTypHOro pas3sutuA. [pembepa cocTtoAnach
3 nionA B ucnonHeHun apcpmctkn Mapum ®enopoBoi 1 CTPYHHOro kBapTeTa MOCKOBCKOWM KOH-
cepsaropum.

MeTtp YankoBckun — Banepuu Kukra

«dnernyeckan necHb», op. 72 Ne 14
TpaHckpunuua anAa apdbl M CTPyHHOro KBapTteTa (2023)

BocemHapuaTb nbec onyc CemMbOecAT ABa — 3TO MOCNEeOHWI UMKN nbec AnA ¢opTenvaHo
. YankoBCKOro, N3gaHHbIM 3a HECKOMbKO MECALEB A0 ero yxoda u3 XU3Hn. Kaxabin Homep
uMKna MMeeT MporpaMMHoOe Ha3BaHue: «PasmblwneHve», «KOHLEPTHbIN MonoHes», «Konbl-
6enbHaA», «CenbCcknii 0T3BYK», «HexHble ynpeku» 1 T. 4. Kpome Toro, Kaxaplii HOMep Lykna
— 9TO OTAENbHO B3ATOE My3blKanibHOe nocsAlleHne. BosmoxHo, Yarkosckuii, byay4mn Benu-
KVMU XyO0XHWKOM, NpeaqyBCTBOBa CBOKO KOHYMHY, U Takum 06pa3omM MpoLLancA co CBOVM
6n13knM okpy>xeHnem. Cpeam NocBALEHNIA Mbl BCTpevaem nmeHa: Bacunuin CadoHos, Masen
Ma6eT, MaBen KOpreHcoH n ero poyb, Anekcangp 3unotu, Hukonanm 3Bepes v gpyrue. B nx
yncne BblAENAETCA NMULb OAHO UMA, 8 BMECTE C HUM M OfHa nbeca, (hakTU4ecKn cTaBluas My-
3blKaslbHbIM Haarpobuem.

«3nernyeckana necHb» Ne 14 conepxunTt pemapky «Mamatn B. CknndocoBckoro» 1 noceAlleHa
CbIHYy 13BECTHOro Bpaya Bnapummpy CknmdgocoBckomy, ¢ KOTOPbIM 6bl1 3HAKOM KOMMO3UTOP.

Moctynue B CaHkT-MeTepbyprckuii yHnBepcuteT, Bnagnummnp yBnékca peBontoLMOHHbIMK nae-
AMU 1 CONMINNCA C rPYNMON paanKanbHO HACTPOEHHbIX NtoAen. B Kakor-To MOMEHT MoNoaoMy
YenoBekKy 6bINO NOPYYEHO COBEPLUNTL MOKYLUEHVE Ha MONTaBCKOro 3eMCKOro HavanbHuka Mu-
TpohaHa KatepuHuya. B MNontasckon rybepHumn B cenenmmn AKoBLbI Haxoaunachk dpamunbHan
ycanbba CknudpocoBckux «OTpana», roe Bnagymunp npoBoann Bpema C camblX paHHUX NeT.
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KatepuHuy 6bin 6M3KMM OPYroM UX CEMbM W 4acTo BbiBan y HUX gome. PasmbiwnaA Hag no-
Jly4eHHbIM 3apaHnem, monofovi CknmgocoBCKuiA 0co3HaBarl, YTO OCYLLECTBUTb YOMIACTBO Ye-
nioBeKa 13 61IM3KOoro OKpY>XeHMA OH HUKak He cmoxeT. OT 6e3bicxogHOCTU Bnagmmmnp npuHAan
Tparn4yeckoe pelleHne — NOKOHYNUTb XN3Hb CamoybuINCTBOM.

KoHumHa cbiHa oo rnybuHbl notpAcna Hukonaa BacunbeBuya. 3aopoBbe MMPOBOrO cBeTUna
6bI1510 NONHOCTbLIO NoaopBaHo. OH 3aBepLIMT BpadYebHyo NPakTUKY, MOKUHY CTOMNLY W MOHO-
CTbIO 060CHOBAJICA B MOSITABCKOM MMEHUM, 3aHMMAACH UCKITIOYUTENTbHO Caf0BOACTBOM.

Métp YarkoBckuin nosHakomunca ¢ Bnagummpom CknMgOCOBCKUM 3a HECKOSbKO NeT [0
Tparnyeckmx cobbITUA BO BpemA MOPCKOro kpymsa (1889), korga Boaspatanca B Poccuio ns
®paHuun. ToyHaa gaTa KOHYMHbI CKNMGOCOBCKOrO HEM3BECTHA, HO BMOSIHE BEPOATHO, YTO U
OH, 1 KOMMO3WUTOP YLUM U3 XU3HN B OAWH o[,

MpenctaBneHHanA Ha OMCKe TPAHCKPUMUMA He ABMAETCA NepBor nepepaboTkov My3blku Yari-
KOBCKOro. Bo BTopow nonoBuHe npoLunoro ctonetva puropuii 3a6opoB OCyLLECTBUA Nepeno-
XeHne «Onernyeckon necHn» crneumanbHo AnA apuctky Bepbl [lynoson n aHcambnAa ckpu-
naven bonbworo Teatpa nop, ynpasnexnvem tOnuna PeeHToBnya. OpHaKo B MHCTPYMEHTOBKE
3abopoBa apa npeacTaBneHa AOBOSILHO CKYAHO, UCMOMHAA rMaBHbIM 06pa3oM apnenxmpo-
BaHHbIE aKKopAbl, Aa U cama nbeca YarikoBCKOro 3Ha4MTeNbHO cokpatlieHa. Bepcua ana apdbl
N CTpyHHOro keapTteTa Banepua KukTbl ABNAETCA UCTUHHBLIM LUEAEBPOM KamepHo-aHcambrne-
BOro nucbma. Kpome TOro, oHa ctana BTOPOW paboTon KoMMno3mTopa B 061acT MHCTPYMEH-
TanbHbIX NEPeNoXeHU, Co3AaHHbIX crneumansHo ana apducTkn Mapun denopoBoii.

AnekcaHgp Moconos

TaHueBanbHaA ctouta anAa apgbl
MeHnyaT, laBoT, Banbc, Monbka, Fanon, KoHuepTHbIN Banbe

B Hacneamn Anekcanppa MoconoBa coaep)XutcA Bcero Tpy apdosbix onyca: Tpu anernn Ha
ctuxm A. MNMylwkKnHa AnA HU3KOrO MY>XCKOro ronioca u apgbl (1938), KoHuepT e-moll ana apdbl
¢ opkecTtpoM (1939) n TaHueBanbHaA cionta ana apdbl cono (1946). Bce Tpy counHeHmA cBA-
3aHbl C IMEeHeM BblaatoLernca apthuncTku Bepbl [lynoBo — OHM e NOCBALLEHbI, CO3AaHbl Npuy
€€ aKTVMBHOM y4acTuu, a Takxxe BnepBble el UCMonHeHbl. CBeaeHna 06 aTUX NPOM3BEAESHUAX
YpesBblYaHO CKYAHbI, @ UX UCMOMHUTEeNbCKanA cyabba HermpocTa. Ho ecnv 06 nctopum cospa-
HMA NepBbIX ABYX OMYCOB M3BECTHO elé XOTb YTO-TO, TO O TaHueBanbHOW ClouTe CBEAEHMUN
npakTU4eckn HeT.
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OTOT uMkn BbIN HanucaH cpasy nocne oKoH4YaHUA BTopon MUPOBOW BOWMHbI, U, KOHEYHO, CTan
OTPaXKEHVEM MepeXxunTbix COBLITUI, XOTA Ha MepBbIA B3rMNAL U HE CTOMb 04eBMAHLIM. XKaHp
TaHUEeBasibHOWM CIOUTbI BPAA, I MOXHO OTHECTU K YMCNY TUMMNYHBIX MY3blKarbHbIX hOpM, Bbl-
paxkarowmx atmocdepy MOCNeBOEHHOro BpeMeHn. Passe 4TO oTAenbHble TaHubl, HanpumMep,
«MPOLLANbHbIA BanbC» WU «BaNbC-paccTaBaHve». bonee TUNWYHBIMU ABNAIOTCA CUMMOHUN,
KaHTaTbl, opaTtopuun, peKBMeMbl U Opyrne peckosble MOMOTHA, HaBcerga 3anedartneslive
y>Xac Bcero yenoseyectBa. Moconos >xe n3bvpaeT KamMepHO-MHCTPYMEHTAasIbHbIN XaHp, Tem
CambIM CO3HATEeIbHO NMOAYEPKMBAA TParm3m anoxu.

TaHupbl 13 ctouTbl MoconoBa 06nafarT cBoeobpasHbiM HAPOYUTLIM FPOTECKOM, HECKOJIbKO U3-
0eBafACb Hag, NOBCEOHEBHOCTHLIO MOCNEBOEHHOM XN3HU. Ha hoHe TOoTanbHbIX pas3pylleHnin 1
OYXOBHOIO OMyCTOLUEHWNA TaHUEeBasIbHbIE MbECbl BOCMIPMHUMAIOTCA C HEKUM TParMkKoMUYeCcKOM
aKLEHTOM, U B TO XKe BpemsA 3By4aT KaK OT3BYK W BOCMOMMHAHWUA MPEXHWUX neT. Jluwb cu-
HanbHbIM KOHUEPTHbIN BanbC CBOUM 611€CKOM BCENAET CBET U Hagexay. Bo3amMoXkHo, no aton
NPUYYNHE OH YacTO OMyCKasICA MPU UCMONHEHUN CIOUTbI U BECb LMK 3akaH4umBancA anonom.
Cionty MoconoBa 04eHb TOHKO NPOYyBCTBOBasT KOMNO3uTop bopuc TuleHko, Ha3BaB eé «TaH-
Lamu paspyb7eHHOro YepBAKa».

KceHua Spaenu

Tpu npentoaun ana apgbl
Andantino, Agitato, Andante

He cTofMb 4acTo My3bIKaHTbI-MCNONMHMUTENN O6paLLAOTCA K COYMHEHWUIO My3blKW OJ1A CBOEro
VMHCTpyMeHTa, 6ofiee MonynApHbl MHOMOYMCNAEHHble pefakuun, TPaHCKPUMUuUW, nepenoxe-
HMA 1 npoyee. OJHAKO AaHHbI TE3UC HE COBCEM YMECTEH MO OTHOLEHUO K apcductam. Eweé
B XIX cTonetmn ykopeHwunacb npaktuka CO3[aHVWA OPUTMHASIbHBIX COYMHEHWUA CamMMWU UC-
nonHUTENAMKU Ha apdpe. B 3TOM CBA3M MOXHO YNOMAHYTb Hemano uméH: 3. MNapuw-Ansapc,
P. H. L. Bokca, A. XaccenbmaHc, A. Llabenb, ®. Méxuny, B. Mocce. B XX Beke Takaa Tpagmumua
He ucuesna: M. panxann, K. Canbcepno, H. MapdérHos, M. PybuH 1 uenbii pag Apyryx nonosn-
HWIN YNCNIO KOMMO3UTOPOB-apdncToB. K HM MO npaBy MOXHO BK/IOYUTb UMA BblOAIOLLENCA
pycckon apcuctkm Kcenun Spgenn, nepy KOTOPOW, MOMUMO YNPadKHEHWUI N TPaHCKPUMNLMIA,
NPUHAANEXMNT HECKOMbKO aBTOPCKMX COYMHEHWUI: Tpu npentoaun, Anerva namatn M. FnnHku,
Bapuaumu Ha pycckyto HapofHyto necHio n MaHTasua «YkpavHa».
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[MepBbIM KOMMNO3MTOPCKUM OMNbITOM KceHnn AnekcaHOpOBHbI CTann MMeHHO Tpu npeniogun
onAa apdbl cono, nsgarHole B 1948 rogy. OTo UMK He6OMbLWMX NO MaclTaby, HO [OBOJSIbHO
rny6boKmx No cogep>kaHnio MmHmaTiop. Kak n ctouta Moconosa, nbecbl 3paenu bbinm co3naHbl
B MepBble NOCNEBOEHHbIE roApbl U CTaM CBOEOOPa3HbIM BbIPaXXEHNEeM ONyCTOLIEHNA U Tparns-
Ma, CBOMCTBEHHOro ToMy BpemeHn. Ocobo OCTPO Takme HacTPOeHWA BOCMPUHUMAIOTCA Yepes
marnble popMbl, B KOTOPbIX TMPUKO-NCUXOSIOrMHYecKan IMHUA NPoABAeTCA ¢ 60oMblUein CUNoN.
Hepnapom Bce Tpu npentoany HanmcaHbl B MMHOPHbIX TOHanbHOCTAX (e-moll, a-moll, h-moll).

HecmoTpA Ha TO, YTO 3TO NepBOe aBTOPCKOE counHeHne KceHnn Spaenu, mysbika umkna ob-
napaeT KOMMO3MLMOHHOW CTPOMHOCTBIO, 3aBEPLUEHHOCTHIO M COBEPLLEHHO HE UMEeeT OTTEHKOB
npobbl nepa.

JleB KHunnep

YeTbipe ackusa ana apgbl

Adagio, Vivo, Adagio, Allegro

«/, XoTA B nocnepyoLwme rofabl Mbl BCTpeYanucb BpemA OT BpeMeHn ¢ Knunnepowm, ero Te-
nedoHHbIN 3BOHOK B 1946 rogy, korga JleB KOHCTaHTMHOBUY COOBLLMA, YTO OH Hanucan He-
CKOMbKO Mbec AnAa apbl 1 XO4eT MHe UX nokKasaTb, A51A MEHA BCE e OblNl HeOXWNOaHHbIM 1
TBOPYECKWN PafoCTHbIM. <...> [Nbeckl JlbBa KOHCTaHTUMHOBUYA MHE Cpa3y OYeHb MOHPaBUNCH.
He ckpoto, A yamBmnach, kak xopowo KHunnep 3HaeT BeCbMa HENPOCTYIO Cneunduky MHCTPY-
meHTa. OH gaxke cam paccTasnAn neganu, 4To AenatoT JaneKo He BCe KOMMOo3uTopbl» ([an-
namoswuy T. JleB Kuunnep. Mogbl xwn3Hn. M., 2005. C. 77-78.) — Tak apcumcTtka Bepa [dynosa
BCnomMmuHana o6 nctopum cosgaHna YeTolpéx acknsos J1. KHunnepa.

370 6bIN NEepPBbIN OMbIT KOMMO3NTOPa B 0611aCTU COMMHMTENBbCTBA ANA apdbl, U oKasanca no-
BOJIbHO YCMeLwHbIM. Bo Bcex YeTblpéx HoMepax 3TOro LMKa U3ALHO 1 OpraHuyHO NpeacTas-
NeHbl pasnnyHble BUAbI UCMOMHUTENLCKNX NPUEMOB: POCKOLLHbIE apreano B NepBoM Jckuse,
6necTALanA BUPTYO3HaA TEXHMKa BO BTOPOM, BoMwebHoe 3By4aHve hnaxoneToB B TPETLEM U
Menoanyeckan WwmupoTa B 4eTBEPTOM. LIMKn 9CcKM30B NOCBALLEH ero NepBor UCMOMHUTENbHULIE
Bepe [ynoson.

Apductka BbICOKO oLeHuna onyc KHunnepa v UCKNoYMTENbHO MO3UTUBHO BbiCKasbiBanach O
TBOPYECKOM COAPYXXECTBE C KOMMO3NTOPOM. «He MeHAA NpuHumMnuanbHbix ana ero [KHunnepa]
3amMblcnia NONOXeHWN, OH OAHOBPEMEHHO C BOMbLUNM XeNaHuem yyYuTbiBasn Bce, YTo Morno 6o-

41



nee BbIUIPbILLHO NOKasaTb Bblpa3nTesbHble BO3MOXHOCTU MHCTPYMeHTa» (Mangamosny T. Jle
Kuunnep. Fogbl »xnsHn. M., 2005. C. 78.).

HecmoTpAa Ha TO, 4TO OCcKM3bl 3aAyMbIBaNIMCh KaK €OUHBIA UMK, U3[aHbl OHW Obl/i napamu u
B pasHoe BpemA. Tak, B 1947 roay B COOPHMK MbeC COBETCKMX KOMMO3UTOPOB MofA, pedakLun-
en K. Opaoenv Bownu TpeTuin n 4eTBEPTLIN Ackm3bl, @ B 1961 rogy B aHanormyHom cOopHuKe
nbec, HO y>ke nopg, pepakumen B. [lynoBon, HaneyaTaHbl NepBbii 1 BTOPOW. Kak eaunHbIA LMK
Ockm3bl KHunnepa He onybnmnkosaHbl A0 CUX Nop.

Muxaunn Myepenos
Bapwuauun Ha Temy Kopennu La Folia

Korpa-to 6e3ymHO nonynApHaA MenoAvA HApOAHOro MPOVCXOXAEHVWA — WCMaHo-nopTyrasb-
ckon honum — 6Bymopaxkmna ymbl 3anagHOEBPONErCKUX KOMMO3MTOPOB. Ha npoTAxeHun
XVI-XVII BekoB 6bI510 CO30AHO OKOMO ABYXCOT COYMHEHWUA Ha 3Ty Temy (TOMbKO AOLIeALnX
[0 Hawwnx gHert). Camoe nepBoe ynoMuHaHve donum B nevaTn otHocutea K 1500 rogy, korpa
B Micnanum 6bin onybnukosaH «KaHcboHepo mycukanb ae Manacbo» (Cancionero musical de
Palacio) — [BOpLOBbIN NECEHHWK, CO34aHHbIN B Nepuog npaBfeHnA KaToIMYEeCKUX Koponewn
®depamnHarpa n Vicabennel. B naHHoe cobpaHune Bownn Hanbonee nonynAapHble My3biKallbHble
obpasupl, 6biToBaBWME ewé Bo BTOpoi nonosuHe XV Beka. Cpeam MHOXeCTBa Pas/vyHbIX
np1uMepoB B COOPHUKE COAEP>KaTCA LienbiX AECATb NECEHHbIX BapnaHToB honmu.

3arem nocnepoBanu counHennsa AnoHco Mypappsl, Ouero OpTtuca, AHTOHMO Ae KabecoHa n
MHOMMX OPYrMX My3blKasibHbIX MPaKTUKOB anoxu BoapoxkaeHuA. apMoHudeckas nocnepnosa-
TeNbHOCTb oMM oKasanacb OCHOBOW ASIA MHOMOYMCIEHHbIX BapUaLVNOHHBLIX (hOpM 1 3BOIO-
LMOHMpOBana BMecTe C PasBUTMEM MHCTPYMEHTasbHOM My3blkK. Onoxa bapokko GyksasbHO
obeccmepTuna onuo. CerofHA WMPOKO M3BECTHbI codMHeHA dpaHcya KynepeHa, AHTOHMO
BuBanban, Apkanmxeno Kopennu, >XaHa-Avpu o’Axrnebepa, leopra ®@puppuxa FeHgena n
apyrux. B nocnegytowme cToneTnsa MHTEpeC KOMMO3MTOpoB K chonumn 3ameTHo yracaet. Wc-
KMIO4YeHMeM ABNAIOTCA U3BECTHbIe hopTenuaHHblie onycbl MepeHua Jincta n Ceprea Paxmva-
HWHOBA.

CospgaHune Bapuaumii Ha Temy honum ona apdbl U BOBCE BbIMMALUT YEM-TO YHUKAsIbHbIM. [1po-
n3segeHne Mmnxavna MyegenoBa npakTUYECKN €AMHNYHBIN NOJOOHbIA cyyan B apdhOBOM pe-
neptyape. Cemb Bapvauuii ¢ KageHuneld 1 Kogow nocnefoBaTesibHO NpeacTaBnAlT pasnuy-
Hble BuAbl apoBO UCMONHUTENbCKOM TeXHUKKN. CounHeHne MyepenoBa, B OTIMYUN OT €ro
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Opyrnx sapmauuin Ha Temy lNaraHuHm, He cHUCKano 60MbLLOW NONYNAPHOCTM cpean apucToB
1 He 3BYYUT CTOJb HaCTO Ha KOHLIEPTHOW acTpage.

MNérp Yankosckun — Hukonawu MapcéHos

Banbc u3 6anera «CnAwan kpacasuua»
TpaHckpunumA ana YeTbipéx apd

«MeHAa Bcerga ocobeHHO MpuBfekan Apyron BuA aHcambnA — keapTeT apd. MNMoxxanynm,
60nblue Bcero cun 6b110 MOSIOXEHO MHOW MMEHHO Ha CO3[aHue KBapTeToB apd M pyKoBOA-
cTBO MMW. lNepBbIi KBapTeT apd <...> OebITUPOBa B MOEM KOHUepTe B 3ane [Joma y4éHbix
11 mana 1933 roga; ncnonHANUCh YeTbipe HoMepa n3 6aneToB YankoBckoro B 06paboTke onA
yeTblpéx apd H. I'. MNapdéHoa: Banbc n3 6aneta «CnAwanA Kpacasuua», apabCknin TaHew,
1 TaHey ten [paxe n3 6aneta «LlenkyHunk» 1 BCTynneHne K TpeTbeMy gencteuio 6aneta
«JlebepmHoe o3epo» (K. Oppenu. Apca B moen »u3Hn. Memyapbl. M., 1967. C. 156.). Tak,
KceHna Oppenu Ha cTpaHuuax cBoMX MemyapoB coobliana 0 BO3HUKHOBEHUM HOBOM ¢hopMbl
aHcamb6neBOro coctaBa — KBapTeT apd.

B nepBble roppl aHcambib CyLLECTBOBa UCKITIOYUTENBHO Kak yyebHaA eauHuLa BHYTPU KOH-
cepBaTopCcKoro knacca npodpeccopa K. Oppenu. B kBapTeT BXOAWIM TOMbKO CTYAEHTbl U
CcOCTaB ero NocTOoAHHO Oo6HoBNANCA. B KoHUe 1950-X 4YeTbipe BbiMyCKHULbI KOHCEpBaTOpUn
(3. Kysbmunyesa, A. byskosa, M. CmupHoBa, H. KodypuHa) pelsatoT He npekpaliaTb KBapTeT-
HOW Urpbl U CTAHOBATCA MPOCHECCUOHANbHBIM MOCTOAHHO AEWCTBYIOWMM KONnekTusoM. Keap-
TeT A0BOJIbHO BbICTPO CHUCKAS MOMNY/IAPHOCTb CPeA LUMPOKUX MACC U PerynApHO racTponmpo-
Basn no ropopam Cosetckoro Coto3sa.

KOHLIepTHbIN penepTyap A/1A Takoro peAKoro coctaBa, KOHEeYHO, He oTnmyanca 60nbLUnM KO-
JNINYECTBOM 1 pasHoobpasnemM. MHoroe npMxoamniock nepenesnbiBaTb caMocToATeNnsHo. OgHa-
KO eLwé B Havane Tpuauatblx, koraa KceHna Opaenm Tonbko npuLina K naee Co3naHna Takoro
aHcambnsa, Hukonawn MNapéHoB cpasy >ke ocyLwecTBuUN Aaa Heé pAag TPaHCKPUMNLMA.

Kak y>xe oTmedanocb, Hacnegue MNapdéHora yueneno He NoNHOCTLIO. Banbc n3 «CnAwen kpa-
caBuUbl» YalikoBckoro — €AMHCTBEHHaA COXpaHuBLLUAACA PYKOMNMUCb KOMMNO3NUTOPa 4J1A KBap-
TeTa apd.
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Hukonan MNapgéHoB
Bapuauuu Ha Temy Kopennu

Linkn Bapraumii Ha Temy Apkanoykeno Kopennu ABNAETCA OJHUM N3 HEMHOTMX aBTOPCKMX CO-
YrHeHu HukonaA MapdéHoBa, yLenesLUnx Nocne ero Tparmyeckor KoH4YnHbl. Kak n B cnyyae
C aphoBbIM KOHLIEPTOM, PYKOMUCb Bapuauuii CoxpaHunach B IMYHOM apxuBe KceHun Oppenw.
Ho B oTnnumm oT KoHuepTa, apdurcTke yaanock onybnvkosartb Bapnaumm B 1959 roagy B cob-
CTBEHHOW pepakumm. CnoxHo ckasaTb, HAaCKONbKo BepcuA Kcennn AnekcaHppoBHbI OTaMYa-
eTCA OT opurMHansHow Bepcun MapderHoBa. OfHaKO Ha PAL 0YEBUAHBIX OT/IMYUIA yKa3biBaeT
O[HO 06CTOATENLCTBO.

Bapuaumun MNapdeHoBa BOWAM B KOHLEPTHbIN penepTyap Opaenu ewé B TpupuaTble rogbl,
CcKopee BCero, MpUMEpPHO TOrAa e npomsseneHne un 6110 co3naHo. Tak, Hanpuvep, 14 AHBa-
pA 1935 ropa B beTxoBeHckoM 3ane bonbworo Teatpa npoiesn KoHuepT KceHnn Spaenu nog
Ha3BaHveM «Beyep apdbl». [porpamMmma KoHUepTa NOsIHOCTLIO COCTOANA U3 Npom3BedeHnin Hu-
konana aBpunosuya, BKYaA 1 Bapuauun Ha Temy Kopennu. B nporpammke KoHuepTa 6biin
BbIMMCaHbl TEMMOBbIE 0603HAYEHMA KaXA0M U3 LWeCTV Bapuauuii, 1 BCE OHW He coBMagaloT C
Temu Temnamu, KOTopble COOEepPXWUT nevaTtHoe uspaHve, XoTA obliee KOMM4ecTBO Bapuaumi
He n3meHaeTcA. K npumepy, BMecTo opuriHanbHoro Moderato B n3pgaHHbIX HOTax 3HauMTCA
Andantino, BmecTo Allegretto — Tranquillo, BmecTo Allegro maestoso — Andante un Tak ganee.
BrionHe BO3MOXHO, YTO PaCXOXAEHWI 1 HECOOTBETCTBUIN B TEKCTE MOT/10 ObITb HAMHOro 60/1b-
we. CerogHA HET HUKaKOM BO3MOXXHOCTU BbIABUTb BCE OTNIMYMA Mexay peaakuven K. Spaenn
1 aBTOPCKOW BEpCMen KOMNo3nTopa.

OcHoBon pna Bapuaumii MapdeHoBa nocny>kun Hebonblwon MasoT A. Kopennn mns coHatbl
Ne 10 anA ckpunku 1 6acco KOHTUHYO F-dur, BXxOAALLEN B LMK ABeHaAUaTh CoHaT onyc NATb.
CouunHeHne Kopennu 6bino onybnukosaHo B Pume 1 Aaxeapa 1700 roga n noceaweHo Codum
LapnoTtte NaHHOBepckon (1668—1705) kypdtocTuHe BpanHaeHbypra, poBHO 4epes rof cTas-
wen nepson koponesoi MNpyccun. Ha o6noxke nagaHvA nomellanach rpastopa ¢ anferopu-
Yyeckum nsobpaxeHnem. K 6ornHe MuHepse, OKpY>KEHHOV BOEHHbIMW JOCMexamu 1 CuaAwen
Ha BO3BbILIEHNM C KOMbEM U LWMTOM B pyKax, Npuiiia ogHa U3 geBATn my3. B eé pykax HOTbl,
NnoA, KOTOpbIMK crefdyeT NoHUMaTb coHaTbl Kopennu, n oHa npenctaBnaeT nx 6ornHe mynpo-
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CTW 1 BOWMHbI, MOKPOBUTENbHULIE XYAOXHNKOB, NO3TOB 1 Nucartenewn, koen asnanace n Codua
LapnoTTa. Mo kpaAm rpa.iopbl N306paXKeHbl ManeHbKMe XepyBUMbI C My3bIKaslbHbIMU UHCTPY-
MEHTamu.

M3 kpoxoTHoro aBoTa Kopennu, 3Byyallero B OpUrMHanbHOM BEPCUN MEHbLUE MUHYTHI, [ap-
¢EHOB co3aan NOMHOLEHHbIV LMK 61eCTAWMX KOHLUEPTHbIX Bapuaumi anAa apgbl cono.

®depeHy Papkalu

BeHrepckue TaHubl XVIl Beka
TaHeu npuHua TpaHcunbBaHCKOro, BeHrepckuii TaHel, Xopo, TaHey, «Jlanokalu», Xopo,
TaHey, Jlazapa Anopa

BeHrepckuin komnoantop ®Pepenu, Gapkaw (1905-2000), 6yay4n npenactasutenem XX seka,
ncnbITbiBaN HENOAAEbHbIA MHTEPEC K My3blKaslbHOM NPaKTMKe 1 My3blKallbHbIM dXaHpam npo-
WIbIX CTONETUI. Tak, Hanpumep, B €ro Hacneauv npuUCyTCTBYHOT HECKOJIbKO TaHLeBaslbHbIX
CIOUT O/1A PasfINYHbIX UCTONTHUTENBCKNX COCTaBOB: «BeHrepckune xopo» AnA CTPYHHOro opke-
ctpa; Cionta BeHrepckux taHues XVII ctonetna onA gyxoBOro KBUHTETA; ClOMTa C aHanormy-
HbIM Ha3BaHWeM AnA KBapTeTa cakCohoHOB 1 AnA apdbl. [peacTaBneHHaA Ha [aHHOM AvcKe
apdoan ctomTa 6bina onybnnkosaHa B 1979 rogy v COCTOMT U3 LLIECTU TaHLEB.

CionTta dapkalia 3aMeTHO OT/IMYaeTCA OT pacnpoCTPaHEHHON (HOPMbl CTAPUHHON CIOUTbI 1
He CopepXXUT LIMPOKO NonynApHbIX TaHues Annemarapl, KypaHTel, Capabanabl 1 XXuru. B co-
YNHEeHUN CDapKaLIJa O4eBUOHO npocneXXmnBaeTcA XapakTepHaAa OnAa My3blKU CTpaH BocTo4yHo
EBponbl XX Beka TeHAEHUMA K BO3POXKAEHNIO HALMOHAIbHOrO UCKYCCTBA, obpatleHune K onb-
KJTIOPHbIM NCTOKaM U HAPOOHbIM >XXaHpaM.

OpHako coyrHeHne dapkaia TPyOHO HasBaTb CTUNIM3auMen, OH obpallaeTcA K OpuriHanb-
HbIM UCTOYHMKAM 1 BO3pOXKAAeT AaBHO 3abbiTbie Menoaun. B npeactaBneHHon clouTe 3anm-
CTBOBaHbI MOAJIMHHbIE HAPOAHbIE HaneBbl U3 TakK Ha3biBAEMOro My3blkasnbHOro cobpanuna «Ko-
pekca KanoHu» — konnekumm TpaHcunbBaHcKon My3blky XVII Beka 1 KpynHenwero namaTHN-
Ka BEHrepCKOoW My3blKanbHOM KynbTypbl MPOLWWNOro. Takoe Ha3BaHne KOMMeKUMA nonyyuna ot
VMEHM ero coctaBmnTensa — hpaHUmMCKaHCcKoro moHaxa AHowa KawoHu (1629-1687).
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Banepuin Kukra

PomaHTuyeckue sapuauum Ha Temy CtaHucnasa JlioakeBuya, op. 57
K cronetuto co aHA poxxaeuns C. Jllogkesnya

«YBarkaembli Banepuit! 7-ro anpenA Bo JIbBoBe COCTOMTCA OTKPbITUE BCeCOo3HOro KOHKypca,
B TOPXECTBEHHOM KOHLiepTe KOToporo A 6yay ucnonHATe Bawwn Bapuauun. Bac noma Hukor-
na Het. lNo3BoHnTe». Takue cnosa cooep>XuT nucbmo Bepbl [ynosown, oTnpaBneHHoe Bane-
puio Kukte B KoHue mapTta 1980 roga. BykBanbHO Yepes cumTaHHble OHW Nocne ero oTnpas-
KW Ha LepeMOHUM OTKPbITUA BCecolo3HOoro KOHKypca My3blKaHTOB-UCMonHUTenen so Jibeose
Bepa 'eoprvesHa Bnepsble vcnonHuna Bapuauvm Ha Temy Jliogkesunya ana apdbl cono.

CourHeHne 6bI10 CO30aHO HECKONbKMMW FOAaMN paHee 1 MPUYPOYEHO K CTOMETUIO YKpawH-
ckoro komnoautopa CtaHucnasa Jllogkesnya (1879-1979). B ocHoBe Bapuaumm nexuT uuta-
Ta OJHOro M3 JyXOBHbIX POMaHCOB JlloJKeBMYa eBaHrenbCckon TemaTukun. B TekcTe pomaHca
cofepykatcA Takue cnosa: «HblHe MUpY ecTb cnaceHne — XpucToc MOET Ha MydeHne». BpemA
€O3[aHNA pOMaHCa, Kak 1 aBTop MO3TUYECKUX C/IOB, HEM3BECTHbI. VI3BECTHO nuLlb, YTO Mpo-
n3BeneHue Jliogkesnya 6110 onybnnkosaHo B 1920-x 1 Toraa xe BXoguno B KOHLUEPTHbIV pe-
nepTyap nereHpapHor yKpanHckon nesuubl Canomen KpyLuensHULKORA.

B cepepnHe cemupecATbix Banepuii Knkta nony4mn 3Ty HOTbI U3 PyK M3BECTHOMO OMEpPHOro
nesua VBana Kosnosckoro. Nocne 03HakKoMneHuA ¢ BOoKanbHbIM codnHeHneM, KnkTa pewaet
HanmcaTb UMK cBOBOAHbIX Bapuauuwii onAa apdbl cono. MaBHaa Tema pomaHca JliogkesBuya
[OBOJIbHO €CTECTBEHHO 3a3By4asia Ha UHCTpPyMeHTe. [MorpyaumBLINCL B 3Ty My3blKy U MPOYyB-
cTBoBaB eé npupony, Kukta macTepcku npeacTasni €€ B HOBOM MHCTPYMEHTANIbHOM MpoyTe-
HWUW, N NPOAEMOHCTPMPOBAI COBEPLUEHHOE MHOroo6pasve BUOOB UCMOMHUTENBCKMX TEXHUK Ha
apdhe BNAOTb 40 PEAKO NPUMEHAeMOoNn NonngoHnYeckon akTypbl. NponsseneHne okasanocb
HenpocTbIM ANA apuCToB, U 3TO ONpPeaenuso ero cyasody.

Mocne ncnonHenva Bepbl [ynoson B ganékom 1980 rogy STO COYMHEHME Ha KOHLEPTHOW
3cTpafe nNpakTuyeckn He 3Byyano. Cnycta 6onee copoka NeT BHOBb BbIHECTU €ro Ha CLEHY, a
BMECTE C TEM OCYLUECTBUTb U 3BYKO3anuCh, pelumnacb apTucTka opkectpa bonbluoro teatpa
MapwuHa Yypakosa, nogapve onycy KuKTbl BTOPYIO XW3Hb.
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AnekcaHap Moconos

Tpu aneruu AnA HU3KOro MY>XCKOro ronoca v apbl Ha ctuxu A. MNMywkuHa
«[Myckan yBeH4YaHHbI NI060BbI0 KpacoTbl», «HanpacHo, munbi apyr», «A Bac no6un»

B 1937 roagy komnosutop AnekcanHgp Moconos 6bl1 06BMHEH B MONUTUYECKOM XYNUraHCTBe,
copsas onar ¢ NoCONbCKON MaLUWHbI halnmcTckon MepmaHnm, 1 OCYXXAEH Ha BOCeMb NeT nare-
peri. MecToM OTObIBaHUA HakasaHuA cTan Bo/mKCKUIn ncnpaBnTenbHO-TPYA0BOM Narepb (Bon-
rnar) B Apocnasckon obnactn. OgHako 6narogapA ctapaHMAM matepu Moconosa 1 ero KoH-
CepBaToOPCKMX y4UTeneli — BUAHbIX COBETCKUX KOMMNo3uTopoB PeiHronsaa Munapa n Hukonas
MsckoBckoro, Anekcanap BacunbeBud 6bl51 0CBOGOXOEH MEHEE YeM Yepes rof, U peasbHbIi
CPOK Obl/T 3aMEHEH 3anpeToM Ha MPOXMBaHWE B OBeHaauaTh KpynHbix ropogax CoBeTcKoro
Coto3a, Bktovasa Mocksy, JleHnHrpaa n Kues.

Mocne ocBoboxaeHnA Moconos o6ocHoBascA Ha gade csoero otT4ymma B Manospocnasue Ka-
NY>XKCKOW obnacTu, Ho perynApHo nocewan MockBy B KayecTBe rocta. lNpuynHa YacTbix BU3M-
TOB B CTO/IMLY KOPEHWNach B yBlieKaTebHOM TBOPYECKOM MpoLecce — CO3AaHuMM KOHLUepTa
ona apdbl ¢ cMMAOHNYECKMM opkecTpoM. PaboTa aTa npoTekana B TECHOM COOpY>XecTBe U1
NOCTOAHHOM KOHTaKTe ¢ apdumcTkoin Bepon Oynosoi. C koHua 1938 n Bnnotb Ao oceHn 1939
MoconoB perynAapHo npoBoaun BpemA B kBapTupe [ynoson n eé myxa, convucta bonbluioro
TeaTpa AnekcaHgpa batypuHa Ha 3yb6oBckom 6ynbBape. VIMeHHO nx OoM cTtan MecTom co3fa-
HWA HOBOW NapTUTYpPbl, MOBMNEKLIEN KapAMHabHYIO TpaHcopMaumio aBTOPCKOro CTU/A KOM-
noautopa. OT npvBbIYHOIO 1 M3BecTHoro MoconoBa aBaHrapgmcTa, ModepHUcTa, ypbaHucta
ABajuaTbix rogoB B MapTUType apdhoBOro KOHLEepTa He OCTaéTcA 1 cnepa.

YacTo B3aumopencTeya ¢ apunCTKON 1 eé cynpyrom B nepuog paboTbl Hagd KOHLEPTOM, KOM-
Nno3nTOop CO34as HECKOMbKO BOKasbHbIX OMyCcoB. BOMbLWMHCTBO N3 HUX HanUcaHbl A8 HU3KOro
MY>KCKOrO rosioca, KotopbiM o6nagan batypuH, B conpoBoXXaeHUM hopTenmaHo, 1 NnLib OAVH
ona ronoca n apdpbl — Tpu anernn Ha cTuxm A. MNMywknHa. OTOT BOKaNbHbIA UMK HENb3A Ha-
3BaTb NPOXoAALLMM NponsBeaeHeM. Ero no npasy MOXHO paccMmaTtpuBaTth B KAYeCTBe 3CKU3a
K apdhoBOMY KOHLEPTY, Kak 6onee KpynHoMmy counHeHuto. B OnermnAax Moconos cTpemuTca nc-
npoboBaTtb pas3nuyHbie BUAbl apdoBON hakTypbl, MbITAETCA OTKPbITb ANA cebA Bblpa3nTesb-
Hble CTOPOHbI MHCTPYMEHTA, MOCKOJIbKY BrnepBble nuweT anAa apdbl. Kpome Toro, mexxay One-
FMAMU N KOHLEPTOM OBHapY>XMBaETCA Lenblil pAL MENOANYECKMX Y MHTOHALMOHHbBIX CXOOCTB,
BMOTb 40 TOHANIbHO-rapMOHNYECKUX 060POTOB.
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Pykonncb Onernin HangeHa aBTOPOM 3TUX CTPOK B OOHOM M3 MOCKOBCKMX apxvBoB. Bnepsble
COYMHEHMe 1CnonHeHo apdmcTkoi Mapuen depopoBoili Ha checTuBane «CeBepHana nmvpa» B
CaHkT-leTepbypre (2022).

EBreHun NonyGes
KBuHTET A0 MMHOpP ANA apgbl, ABYX CKPUMNOK, anbTa 1 BUOSIOHYenu, op. 39

Bepa leopruesHa [lynoBa HeOOHOKPATHO CTaHOBUIACL MCTOYHUKOM BOXHOBEHWA OJ1A OKPY-
>KaBLUNX €e KOMMO3NTOPOB B 0651acTV CO3AaHNA HOBbIX apdOBbIX COYMHEHUIN N CBOMM UCKYC-
CTBOM noby>kpana ux TBOpUTb AnA apdbl. B 4Mcno TakoBbiX COYMHEHUI BXOAUT U KBUHTET
no-mvHop EBrennsa MNonybesa.

MPVHATO cYMTaTb, YTO MHCTPYMEHTANbHbIA KBUHTET ABMAETCA [OBOJSIbHO C/TOXHBIM >XaHPOM.
KomnosuTopbl packpbiBatoT B HeM mnocodckme BOnpochl ObITUA, XU3HU 1 cMepTu. Tak, no
cnosam CepreA CnOHMMCKOro «KOMMO3UTOP MOXET TOSIbKO OAVH pa3 B XXM3HW 06paTuTbeA K
»KaHpy pekBremMa 1 KBUHTeTa, BKNaAblBaA B Takne COYMHEHNA 0C060 3HAYMMbIN CMbICTT».

CoBmecTHanA urpa apdbl U CTPYHHOrO KBapTeTa, C O4HOM CTOPOHbI, CO30aET HEOObIKHOBEHHOE
TembpoBOe coveTaHne pPasfnyHbIX OTTEHKOB CTPYHHbIX MHCTPYMEHTOB: CMbIYKOBOIO KBapTeTa
1 wunkoson apgbl. O6beauHEHNE 3TUX FONOCOB B €OMHbIA aHcaMbib packpbiBaeT 60osblime
BbIpa3nTesbHble BO3MOXHOCTU. C ApYyrov e CTOPOHbI, BbI3blBAET rMaBHbI BONPOC: apda u
KBapTeT — 3TO rpynna MHCTPYMEHTOB CUM(POHNYECKOro OpKecTpa UMW >Ke OpraHUYHbIA Ka-
MEpPHbI COCTaB No TuMy hopTenMaHHOro KBMHTeTa? KoHeuHo, B Kaxaom crnyyae oTBeT byneTt
pasHblii, fa 1 MHOroe 3aBMCUT OT CaMOro My3blKanbHOro MaTepuana.

Ob6pataAcb K MHCTPYMEHTasbHbIM XaHpam, KOMMO3UTOPbl KpaHe peako usbupatoT apdy B
KayecTBe MOJSIHOMPaBHOrO MHCTPYMEHTa KaMepHoro aHcambéna. Mo aTon npuynHe aHcambne-
BaA nuTepaTtypa AnAa apdbl He MHoOrouymcrieHHa. Hambonee pacnpocTpaHéHHas dopma co-
BMECTHOW Urpbl — Tpro donenThbl, anbTa u apdbl — yXKe AaBHO cTana Knaccuyeckom 1 NpoYHO
BOLLIA B CEMbIO KamepHbIX aHcambnen. [ipyrme pasHoBMAHOCTW COCTaBOB C apdor He ABMA-
I0TCA YCTOABLWIMMUCA W OT/IMYaoTCA 60MbwMM pasHoobpasnem. OauH N3 TakoBbIX — KBUHTET
EBrennna lNonybesa.

Onyc ony6eBa co3naH (hakTUYeCKn Ha CroMe OBYX UCTOPUYECKMX MepuomoB — yxoaAllen
3MOXM CTaNMHU3Ma 1 3apoxparollenca xpylwésckon «OTTenenu». MNpn 6ernom 3HakoMcTBe C
COYMHEHVEM CKNabIBaeTCA BrnevaTieHne, YTo My3blka ero 6yKBanbHO COTKaHa U3 MHTOHAaLWM
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COLPeannCTNYeCKOn 3CTETUKN U COAEPXNUT MAEUN LUMPOKOW MaccoBocTn. OgHako yrnybnaAck
B My3blKa/ibHbIi MaTepuan KBWHTETa, OTKpbiBaelb Apyrie rpaHn. COBepLUeHHO O4eBUAHO,
YTO KOMMO3MTOP, ByAyyM KPYMHbIM XyA0XHUKOM, Pa3BMBaeT HOBbIE A51A COBETCKMX NOAEN ro-
pY30HTbI. My3blka KBMHTETA rNy6oKO CYyOBbEKTMBHA 1 OTPakaeT UCKITIOYNTENBHO JIMYHOCTHbIE
npoABneHvA. [NaBHbIA repor NPoM3BEeAEeHNA — NPOCTON YenoBeK, CBOOOAHbIN OT NOEe0Noru-
4YecKOro [AaBeHnA, XMUBYLUMIA 0ObIYHON >XN3HbIO. Bce 9TO oTpaxaeT HacTpoeHuA cepeayHbl
NATUAECATBIX.

Codba Kunpckasn
ConuncTka opkectpa MapumHckoro Teatpa, KOHLEepTMeCTep rpynmnbl apd.

Pogunace B JleHuHrpape. BbinyckHuua CadkT-lNeTepbyprckon KOHCepBaTopun WMEHU
H. A. Pumckoro-KopcakoBa, Takxe obyyanacb B KoHcepBaTopum Nparn n acnmpaHTtype Kopo-
NeBCKoI KoHcepBaTopun bptoccens.

JlaypeaT MHOrMX MeXOYHapOAHbIX My3blKallbHbIX COCTA3AHWUI: KOHKYpC uMmeHn denukca
Fondpya (I npemua), nmenwn Jlunun Nackut (Il npemuA), umenn MapTtun XXenuo (I npemus), ume-
HY umnepatpuubl EnnsaseTol MNeTpoBHbI «3o0notasa apda» (I npemua) n gpyrux. Kpome Toro,
CothbA obnapatenb pAfa rocynapCTBEHHbIX M OBLWECTBEHHbIX Harpan: «3Be3nbl akagemmuka
M. C. lnxayesa», npemun tOpna TemmnpkaHosa, MXT nmenu A. I. Yexosa, npemun MNpesnaeH-
Ta Poccuiickon ®@epgepaumun oA MONOAbIX AeATENen KynbTypbl.

B pasHoe Bpemsa npuHUMana yyactve B EBponeiickoM KoHrpecce apcguctoB B JlnoHe n Kap-
oundbde, npencrasnana Poccnio Ha MupoBom KoHrpecce apcuctoB B Huaepnangax n Aectpa-
IMN; MOCTOAHHBIN y4acTHUK ecTmBanein «BupTyosbl nnaHeTbl», «3Be3fbl 6enbiXx HOYeln»,
«My3sblkanbHbIi Onumn», «Crescendo», «3Be3adbl Ha balikane», «[sopubl CaHkT-MNeTepbyp-
ra», «MyablkanbHasa akcneonuma»; pectmeana B Mukkenun (PuHnasaua), B CantaHaepe (Mc-
naHuA), ectmansa apdbl B AnoHuu, dectnBansa «Forte Music Fest» B KasaxcTaHe.

C conbHbIMKU MporpaMmMamuy 1 B COCTaBe OpKecTpa BbICTynana B KPyrnHENLNX KOHLEPTHbIX 3a-
nax muvpa: KapHeru-xonn, 3an ®oHTeH6510, PynonsguHym, Akagemua ®@epeHua Jlncta, KoH-
LepTHbI 3an MapunHcekoro TeaTpa, 3anbl CaHKT-leTepbyprekon ounapmoHum, 3ansl Mockos-
CKOW KOHcepBaTopuu, KoHuepTHbIV 3an «3apAgbe», Ha cueHe Teatpa «Hosasa Onepa», 3an
Benopycckon dounapmoHun 1 ap.
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CoTpyaHu4aeT co MHOrMMK opkecTpamu, cpean koTopbix BCO wmmenun T. UN. Yankosckoro,
CumdpoHnyeckuin opkecTp Pecnybnunku TaTtapctaH, HauvoHanbHbIn CUMOHUYECKIUI OPKECTp
YkpauHbl, CumdoHnyeckuii opkectp MAV B BynaneluTte, MIOHXEHCKMIA (oUNapMOHNYECKUiA op-
kecTp, CumdoHnYecknin opkecTp basapckoro paavo v Apyrummn KonnekTuBamu.

Beictynana ¢ Banepuem leprueBbiM, AHgpucom HanbcoHcom, PeHo KantocoHom, CtaHucna-
BoM KoyaHoBckuM, Anekcangpom CnapgkoBckum, Anekcangpom KHAsesbiM, Hukonaem LiHai-
nepowm, JlopeHuom Hactypukon lepwosnun, XXynbeHom BoavmaHom, BanbTtepom Aaypowm,
Mnbpapom AbgpasaxkosbiM, Bopncom AgpunaHoBbiM, BaneHTnHoM YpronuHbiM, Kaponem Moca-
KOBCCKW, CTPYHHbIM KBapTeToM YTpexTa, ApmaHoMm MypaaranvesbimM, lNMeTepom Yaba, MNeTepom
OTBOLWEM.

PerynApHo npoBogmT MacTep-knaccbl kak B Poccun, Tak n 3a pybexxom. Bxogut B coctas
XIopy aphoBbIX KOHKYPCOB. 3anucana HeCKONMbKO COMbHbIX anibboMOB Ha PasfivyHbIX 3BYKO-
3anvceiBaowmx nenbnax. OcHoBaTenb MexayHapoaHoro apdoBoro decTtuana «CeBepHaa
nupa» B CaHkT-lNeTepbypre. C 2019 uneH coBeTa AMpekTopoB MupoBoro KoHrpecca apcu-
CTOB.

Mapua ®epoposBa
[oueHT MockoBckon koHcepaTopumn nmenn . U. Yarikosckoro.

Popvnace B Mockse. O6yyanacb B AKageMMyeckoMm My3blKallbHOM yyunuvwe B Knacce
M. ®. MacneHHuKoBoOW. Mo okoH4YaHun noctynuna B MocKOBCKylO koHcepBaTopuio (1995) B
knacc neresgapHov apcumctkum B. . [lynosoi. Jlaypeat | MOCKOBCKOro MeXAyHapOOHOro KOH-
Kypca apductos (1997). C oTAMuMeM OKOHYMIA KOHCEPBATOPUIO, CTaB NOCNEAHEN BbIMyCKHN-
uewn Bepbl M'eopruesHbl (1999). MNMpopomknna obpasoBaHve B acCnnpaHType Nod pyKoBOACTBOM
M. M. MawmHcKon.

Pabotana B opkecTtpe MyabikansHoro Teatpa umeHn H. Cau. C 2005 npenognaét B Mockos-
CKOI KoHcepBaTopun. ABTOP 1 paspaboTymk NpotusibHbIX y4ebHbIX KypcoB AnA CTyAEHTOB-ap-
ncToB. BeOéT KOHLEPTHYIO M My3blKalbHO-MPOCBETUTENBCKYIO OEeATEeNbHOCTb. BbicTynaeT
COJIbHO U B COCTaBE MHCTPYMEHTasIbHbIX aHCaMbs1el Ha cLeHax KamepHbix 3an0B MoCKOBCKOM
KOHcepBaTopun, TpPeTbAKOBCKOW ranepeu, NywKnHckoro mysen, mysea LlapuubiHo, B 3anax
NOAMOCKOBHbIX ycafeb, a Takxke Opyrimx KOHUEpPTHbIX nnowaakax Mocksbl 1 ropogos Poccuu.
YyacTHUK MexayHapoaHoro apcgoBoro ectuBana «CeBepHaA nupa» B MapumHCcKom Teatpe
1 hectuBana «ApgoBoe UcKyccTBo Poccum».
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OpraHu3aTop Hay4YHO-NPaKTUYeCKON KoHdepeHunn «/IcKyccTBo urpbl Ha apde. Mictopua n co-
BpemMeHHocTb» (2017, 2019, 2021, 2023); «ApdoBoro copyma MocKOBCKOIN KOHcepBaToOpum»
(2019), cneumanbHoro npoekta MOCKOBCKOM KoHcepBaTopumn «Apcha B pycckon ycagbbe»
(2021).

B 2017 c racTponbHOW Noe3akon nocetuna ganékuin nonyoctpos KamyaTka, roe Bnepsble 3BY-
yana apga. B 2018 3awmTmna kaHonoaTckyto aucceptaumio Ha Temy «Mctopua knacca apdsbl
MockoBCKOW KOHCepBaTopun (MO apxvMBHbIM Martepuanam)». ABTOp pAda Hay4dHbiX nybnunka-
Ui B BeOyLMX My3blKOBEOYECKUX >XypHanax cTpaHbl. B 2020 sbinyctuna ans6om «Apda B
KamepHbIX aHcaMbnAx pycckux komnosmTtopoB. CTpaBuHckumi, MNeliko, Kukta» (nenbn Moscow
Conservatory Records).

HuHa KynpuaHoBa

Connctka [ocypapCTBEHHOrO  akafeMU4eckoro  CMM(OHUYECKOro  OpKecTpa  WUMEeHU
E. ®. CeTnaHoBa, npenopasaTenb AKageMmyeckoro My3sblkanbHoOro yunnuwa npu Mrk mme-
Hu M. N. Yankosckoro.

Poannack B Mockse. B 2004 okoH4una LieHTpanbHyo My3blkanbHyto Koy npy MockoBCKOWM
KoHcepBaTopun B knacce E. H. WnbuHckon. B 2009 MOCKOBCKYIO KOHCEPBATOPUIO MMEHU
M. N. Yankosckoro n B 2012 acnupaHTypy Tam xe nog, pykosoactsom W. I1. MawmHcKon.

JlaypeaTt HeCKONbKNX BCEPOCCUNCKNX N MEXAYHAPOAHBIX KOHKYPCOB, CPeAn HUX KOHKYPC nme-
HY Jlunn NackuH (2005), koHkypc «ARPA VIVA CYMRU» (2007), nmenn Bepbl Oynosoit (2009),
BCEPOCCUNCKNIA My3blKasbHbI KOHKYpC (2012).

C conbHOM 1 KaMepHOW nporpammoit BbicTynana B ropogax Poccun, Benvkobputanuu, LLsen-
uapun, AscTpun, AnoHuwn. MNMprHMMana yvactve B pabote MexxayHapogHoro 6narotsoputesb-
Horo ¢hoHpa Bnagummpa CnveakoBa 1 MockoBckown MNatpuapxun. Jletom 2012 B cocTaBe op-
KecTpa bepnuHckon hunapMmoHumn yyacTesoBana B UCNONMHeHUN npoussegeHun M. Pasena. C
2006 no 2016 conucTka 'ocypapcTBeHHON akagemMmuyeckor cumeoHmnyeckon kanennbsl Poccum
n/y Banepua lNMonAHcKoro.

B coTpynHuyectse ¢ leHHaavem PoXxOecTBEHCKMM UCMOMHWIA poCcCUcKme npembepbl Tpéx
nmpudecknx menoppam borycnasa MapTuHy 1 KoHuepTa AnA ByXoBbiX U apdbl C OPKECTPOM
Mayna XvHpemuta. CoBMecTHO ¢ chnenTuctkor VpuHon CTauMHCKOW MoAroToBuia poccuin-
ckyto npembepy CoHatbl ana dnentbl 1 apdsbl tO. Mbaawn (2021) n Muposyto npembepy KoH-
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uepta anA dpnentol n apdbl ¢ opkectTpom 3. Knnpcekoro (2023) B pamkax 06beanHEHHOro ge-
ctuBansa «BupTyosbl chneiTbl» n «CeBepHasa nupa» B MapumHckoM TeaTpe.

B 2020 yyactBoBana B 3anucu KomnakT-gucka Pycckoro apdosoro obuwectsa «Apda B Poc-
CUnN».

TaTtbAHa OckonkoBa
ConuncTtka opkectpa Bonblioro Teatpa Poccun

Popunacek B Mockse. Obyyanacb B CrneumnanbHOn My3blkanbHOW UMeHU THecuHbIx 1 Poccuii-
CKOW akafgeMun My3blkn MMeHu MHecnHbix B knacce M. M. ArasapsaH. Ctunenguat MexayHa-
poOHOM 61aroTBOPUTENBHOM NporpamMmbl «HoBble MMeHa». JlaypeaT Bcecolo3HOro toHOLWeCKo-
ro KoHkypca apcuctos (Jlenunrpan, 1990), MexxayHapoaHbIX KOHKYpcoB apductos B Mockse
(1992), bnymuHrtoHe (CLUA, 1995), umenu Jlunn NackuH (@paHuma, 1996).

BbicTynana ¢ conbHbiMM KOHUepTamn Ha MwupoBbix KoHrpeccax apductos B CLUA, Yexun,
Wpnanpun, Ha cdectnBane «Pagno ®paHc» B MoHnenbe (PpaHuma), dectmsane B r. Mapxu-
nec-famnbep (PpanHuma), MexayHapodHbix oHAX apdbl B Apne (PpaHumsa), Ha Cumnosnyme
apdmcTtoB B AMcTeppame.

CoTpyaHuyana ¢ pasnnyHbiMM OpKecTpamu, cpean KoTopbix «BupTyossl Mocksbl», [ocyaap-
CTBEHHbI KamepHblii opkecTp Poccun, opkecTp «CaHkT-lMNeTepbypr KamepaTa». COBMECTHO C
KamepHbiM opkecTpom nog, pykosoacTsom KoHcTaHTuHa OpbenAxa BbinycTuia KOMNakT-ancK
«Music for harp and flute» Ha ameprkaHckoMm 3Byko3anuceiBatoliem neribne DELOS. BeicTyna-
na ¢ conbHbIMM KOHLepTamu B ropoaax Poccum n 3a pybexxom.

TaTtbAHa PenHukoBa
ConucTka opkecTpa Muxannosckoro Teatpa.

Popunacek B CaHkT-lMeTepbypre. OkoHumna CpefHioto cneumanbHyto wkony npu CaHkT-MNeTtep-
6yprckor koHcepBaTopun B knacce M. B. CmupHoBoi, a 3atem CaHkT-leTepbyprckyto KoH-
cepsartopuio nmeHn H. A. Pumckoro-KopcakoBa BMECTe C aCCUCTEHTYPOW-CTaXMPOBKOW MO,
pykosoacteom A. A. Makaposo.

JNaypeaT cemu aphoBbIX KOHKYPCOB, B YMCE KOTOPbIX Bcepoccuinckmii MyabikarnbHbl KOHKYPC
(2016), Me>xoyHapoaHbIi KOHKYpC uMenu TaTbAHbl Tayap (2019), MexxayHapopHbin apcoBbiii
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KOHKypC B BeHrpum (2019), MexxayHapoaHbln KOHKypc B ITanum (2021). ABnAeTcA aunnomMaH-
ToM MexxayHapoHoro KoHkypca apcuctos B Mspavne (2018).

MpuHMMana yyactve B MacTep-knaccax Takux apguctos, kak Mapu-lbep JlaHrname, N3a-
6enb lMeppuH, M3abens Mopettn, Ana Bowkosa. C 2017 no 2020 npurnawéHHaA apTucTka
opkecTpa MapunHckoro Teatpa, ¢ 2021 opkecTtpa MusicAeterna nog ynpasneHvnem Teopopa
KypeHT3uca. MoCcTOAHHBIN y4acTHUK KOHLEPTOB aphoBOV My3blKM Ha PasfNYHbIX NoLapKax
CaHkT-leTepbypra n Mocksbl. C CONbHbIMU KOHLEPTHBLIMX Nporpammamu nocetuna Typumio n
BeHrputo.

TaTbAHa EmenbAHoOBa

ConucTtka opkectpa [ocynapCTBEHHON akageMu4eckom cumdgOoHMYeckor kanennbl Poccuun
nog ynpasneHnem Banepua MNonaHckoro.

Poonnack B MockBe. Obyyanack B LieHTpanbHOM My3blkanbHOW LWKone, MOCKOBCKOW KOHcep-
BaTOPUM 1 TaMm Xe B aCCUCTEHType-CTaxkmpoBke B knacce E. H. inbnHckon. B nepropn obyde-
HWMA y4acTBoBasna B BbiCTynneHnax MonogéxHoro cumdgoHnyeckoro opkectpa CHI nog ynpas-
nenvem B. Cnueakosa v nop, ynpaenennem tO. bawmeTa. B kayecTBe CONUCTKM 1 B cocTase
opkecTtpa MCO [lMoBomkbA ydyacTeoBana B MexxayHapoaHoM decTuBase UCKyccTB «Knaccuka
OPENFEST» B TonbATTM (2011, 2022).

O6napatenb 3BaHWA Nnaypeata MHOrvMx aphoBbIX COCTA3aHNA: MexayHapoaHbIN KOHKYPC Me-
H1 ®. Fopedpya (Il npemuA), Becepoccuiicknii My3bikanbHbii KOHKype (Il npemuA), Mexay-
HapoaHbIi KOHKYpC umenn B. W. CaslunHckoro (I npemuns) n apyrux. PerynApHo yy4acTeyeT B
hectuanax «Aptosoe nckycctso Poccun», «[lse ctonuubl», «CesepHan nupa». Asnaetca
YHYaCTHUKOM KOHLEPTHbIX MPOrpaMm TBOPHECKOro 06beaAnHeHnsa «IpuTaxeHne».

C 2012 no 2014 apTtuctka opkectpa MOCKOBCKOro rocy4apCTBEHHOr0 akafleMM4ecKoro Teatpa
onepeTTbl. CoTpygHmnyana ¢ TACO umeHn E. CBeTnaHoBa, opkectpom MusicAeterna. Beget
aKTUBHYIO KOHLEPTHYIO OEATENbHOCTb Kak CONMCTKA N B COCTaBe KaMepHbIX aHCaMbnAX.

AnekcaHpapa ApceHoBa
ConuncTtka opkecTpa Teatpa «Hosaa onepa».

Poonnacbk B MockBe B cembe NMpodieccnoHaribHbIX My3blkaHToB. CTyaeHTka Poccuiickon aka-
AemMun My3blkn UMeHn HecuHbIX knacc npodeccopa M. M. ArasapaH.
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JTaypeaT HeCcKonbKMx MexayHapoaHbIX KOHKYPCOB: «KoHuepTrHo Mpara» (I npemunaA), KOHKypc
nmenn K. Opaenn «XpycTanbHbii Kntoy» (I npemus), apgosoro KoHkypca B Yanbce (I npemus),
OTKpbITOro KoHKypca umexn M. Py6uHa (I npemna) n MHOrUx Apyrux. PerynAapHo BbicTynaeT Ha
pasfMyHbIX KOHLEPTHbIX nnowankax Mocksbl, ropofos Poccun n 3a pyb6esxxom.

CoTpyaHuyana ¢ Mpaxckum cMMgOHNYECKMM 0pKeCcTpPoM, MOCKOBCKMM KaMepHbIM OpKEeCTPOM
«Cantus Firmus», opkecTtpom Huxxeropoackowm comnapmoHunm, opkectpom CaHTbAro-ge-Komno-
ctenna (Micnanwa) n ppyrumu.

B kayecTBe conmcTKM NpvHUMana yyactue B dpectmBanax «HoBble nmeHa», «MockBa BCTpeya-
eT apy3en» 6narotBoputenbHoro ooHaa B. CnvBakoBa, MOCKOBCKOM MeXAyHapoaHOM apdo-
BoM (pectmBane B LUAPW, dhectuBane «ApcoBoe nckycctso Poccum», «Peregrinos Musicales»
B Vicnanun.

Huka PA6uynHeHko

ConucTka opkecTtpa bonblworo Teatpa Poccun, aupektop Pycckoro apgosoro obuiecTtsa, op-
raHnsaTop My3sbikanbHOro canoHa umenn B. I'. lynosoi.

Popunace B MNogmockoBbe. Obyvanack B CrneumanbHOM My3blKasbHOM LUKONEe UMeHu [Hecu-
HbIx B knacce M. A. Pybuna n M. M. ArasapAH. 3atem B MOCKOBCKOW KOHCEPBaTOPUM UMEHMN
M. N. YankoBcKOro 1 acnmpaHType Tam >ke nof, pyKoOBOACTBOM NereHgapHorn Bepobl [ynosoi.

Jlaypeat BCECOI3HbIX Y MeXAyHapoAHbIx KoHKypcos (CLUA, ®paHuma, Vspanns, Bonrapua
HarpaxxgeHa BnarogapHoOCTbi0 MuHUCTPa KynbTypbl Poccuiickon ®depepaumm 3a 60MbLUO
BKNag, B pa3BuTUE KyNbTypbl U MHOTONETHIOK NI0A0TBOPHYO PaboTy.

Mepsana apducTka 13 Poccuun, nonyyvslias HOBYHO KOHLEPTHYIO apdy B KadecTse npemuu
Ha MupoBom apchoBOM KOHrpecce B KoneHrareHe 3 pyk camoro BukTtopa Canbsu. 3aHuma-
eTCA Mefarornyeckon M KynbTypHO-NPOCBETUTENbCKON paboTon. PerynAapHo mpoBoguT ma-
cTep-knaccol B MockeBe un ropogax Poccun. ABTOp M opraHm3aTop crneuuanbHOro AeTcKoro
npoekTa «[eTtckuin apdopym». C 2017 pupekTtop HI «Pycckoe apdoBoe o6uecTBo». NocTo-
AHHbIN YNIeH XXIOPKY MHOTMX aphOBbIX KOHKYPCOB.

).'
n

MapvHa YynakoBa

ApTtucTtka opkectpa bonbworo Teatpa Poccun, yneH MonogéxHoro coBeta MuHuctepcTsa
KynbTypbl PO 1 Coto3a TeaTpanbHbIX AeATenen.
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Pognnace B CaHkT-leTepbypre B My3blkanbHOW cembe. 3aHvMaTbCA Ha apde Hadvana B
CreumnanbHon My3blikanbHow Wwkone npu CaHkT-MNeTepbyprckor KoHcepBaTopum Nof, pyKoBoa-
ctBom K. I'. ManeeBoi. 3atem B Poccuinckon akagemmm My3biK UMeHN THECUHBIX 1 aCCUCTEH-
Type-CTaxXunpoBke Tam e B knacce H. X LLlameeBoi.

JNaypeaT MexxayHapoaHbIX KOHKYPCOB: «Hagexabl, TanaHTbl, Mactepa» B [Jobpuye (bonrapus;
| npemunA), «Monoable UCMONHNTENN Ha CTPYHHbBIX MHCTPYMeHTax» B Mockse (I npemua), Mex-
AyHapoaHoro koHkypca apguctos Suoni d’Arpa B Canyuuo (Mtanus; || npemus). Mpeacrasna-
na Poccuto Ha Muposom apdosom KoHrpecce «Focus on Youth» B FOHKOHre (2017).

YyacTHUK chectmBana MapumHckoro TeaTpa «CeBepHana nupa», nporpamm CaHkT-lMeTepbypr-
ckoro [loma My3blku, a Takxe mactep-knaccos 3abenb Mopettu, Mapun Pockl Kanbso-Mar-
uaHo, KatpuH Muwenb, AHbl Bowkoson 1 apyrux. CtuneHanat gonaa Jexnca Mauyesa «Ho-
Bbl€ IMEHa».

AnéHa ConomkuHa

CrtyneHTka Poccuiickon akagemumn My3bikv MMeHu MHecuHbix knacc npodpeccopa M. M. Arasa-
pAH. Pogunacb B MockBe.

Jlaypeat Heckosbkux apdoBbiX KOHKYpPCoB: ObLepoccuitcknin KoHKypc «Monoaple fapoBaHusa
Poccun» (Il npemunsa), MexxayHapoaHbIi KOHKypc-thecTuanb «Kpacku My3sbiku» (I npemua),
OTKpbITBIN KOHKYPC MMeHn M. PybuHa (Il npemuns), Bcepoccnincknini KOHKYpC My3blKaHTOB-MC-
nonHutenen «Myablka, TanaHTt, OTKpbiTue» (I npemua) n opyrux.

MpuHnmana ydactne B mMacTep-knaccax Msabenb Mopettu, Mapbl Manaccu, HOnun PoBuH-
ckown, a Takxke B JleTHen akagemun Harp Masters (LLUBeriuapuA). BeicTynaeTt B coctase Bce-
POCCUINCKOro MOMOAEXHOro opkectpa nop, ynpasneHvem tO. bawmeTta. YyacTHuua npoekTta
CaHkT-lMNeTepbyprckoro goma My3sbiku «Peka TanaHTos».

Mapua 3umuHa

CrtyneHTka Poccuiickon akagemmmn My3biku MMeHu MHecuHbix knacc npodeccopa M. M. Arasa-
paH. Pogunacek B CaHkT-lNeTepbypre.

ABnAeTcA NaypeaToM Crienytowmx KOHKYpCcoB: MexxayHapoaHbli KOHKYpC apcmcToB B r. Cere-
ne (Benrpua, Il npemuna), OTKpbITbIN KOHKYPC nmenn M. PybuHa (Il npemuna), MexxayHapoaHbii
KoHKypc umerun K. Sppenu (IV npemua), MexxayHapoaHbIil TENEeBU3NOHHbIA KOHKYPC «LLienkyH-
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k> (Il npemuna), KoHkypc nmenn M. TypHbe (I npemuA), BcepocCUnCKnin KOHKYPC My3blKaH-
ToB-ucnonHutenen «Mysbika, TanaHT, OTKpbITUE» (rpaH-nNpun) 1 pAaga apyrux.

MocTtoAHHaA y4vacTHuMua Mockosckoro MexkayHapogHoro apdosoro cectusana B LUOPU, a
Tak>XXe KOHLEepToB abOHEMEHTHOro Umkna «'HecnHckmne apducTbl NpurnawaT».

Enusaseta LLleTuHUHa

CTtyneHTka Poccuiickor akagemmmn My3biku MMeHn MHecuHbix knacc npodpeccopa M. M. Arasa-
pAH. Pogunack B Mockse.

MocToAHHBIN yyacTHUK MexxayHapoaHoro Mockosckoro apdosoro cdectusansa B LPW. Pery-
NAPHO BbICTynaeT B aboHemeHTe «[HecnHckmne apmcTbl npurnawaroT». [NpyHuMmana yyactmie
B KOHLUepTax geten aptuctoB bonbloro Teatpa Poccmm B BeTxoBeHCKOM 3arne.

fABnAeTcA NaypeatoM pasnUYHbIX MEXOYHapOAHbIX KOHKYPCOB, cpean KOTopbiXx OTKpbITbIN
KOHKYpC umeHn M. PybuHa (I npemuA), MexxayHapoAHbIi KOHKYPC My3blKarnbHOrO WCMOMHU-
TenbctBa «KameptoH Competition» (I npemuna), MexxayHapoaHblin KOHKYPC «Kpacku My3bIKun»
(Il npemuna), BcepoCcCUNCKIMn KOHKYPC My3blKaHTOB-UcnonHuTenein «Myabika, TanaHt, OTKpbI-
Tne» (Il npemun).

Bnapgumup Kpacos

OoueHT kadenpbl «OnpuxnpoBaHne akageMUyecKnMm XOpOM», Xy[0XXECTBEHHbIN pPyKoBOAU-
Tenb 1 anpuxép Xopa cTyaeHToB 'ocy[apCTBEHHOrO My3blKasibHO-Neaarorn4eckoro UHCTUTY-
Ta nmeHn M. M. nnonutoBa-VBaHoBa, kaHanaaTt nckyccteoseneHua. Ynen Corosa KomMnosu-
TopoB Poccun, MOCKOBCKOro My3blKasibHOro obLecTBa, POCCMIACKOro My3blKasbHOro Cot3a.
Conuct BokanbHoro aHcambna «INTRADA» n aHcambna «Questa Musica».

PaboTan c BegyLmmMm poccMmnckmm n 3apybesxkHbiMn My3bikaHTamu: B. CnvBakoBbim, HO. batwu-
meToM, M. MneTHeBbIM, A. JleBuHbim, B. MonAHcknm, B. KOposckum, B. XanunosbiM, A. Co-
nosbésbiM, ®. Capgennn, C. MoHTaHapn, X. Punnudrom, T. KypeHTaucom, . dunmncom,
M. Mupcom, 3. J1. Kuvrom u gpyrumu. MpocheccnoHansHas aeatensHocTb B. KpacoBa oTmeye-
Ha MpasuTenscTtBOM Poccuiickon denepaumm.

B 2014 okoHunn MockoBckyto KoHcepaTopuio umenn . V. Yarikosckoro B knacce npodec-
copa b. W. KynukoBa. B 2021 sawmtun KaHAWMAATCKYO avcceptauuio. ABnAeTcA naypeaTom
BCEPOCCUMCKNX N MEXOYHapOAHbIX KOHKYPCOB. ABTOP Hay4HbIX cTaTtei u y4yebHo-meTommnye-
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CKNX Nocobuin No BOMpocaM COBPEMEHHOIO XOPOBOro Uckyccraa. [penogasan Ha BOEHHO-AU-
pwxépckoin kachenpe BoeHHoro yHuBepcuTeTa MuHmucTepcTBa 060poHbl Poccuiickoni depepa-
umn (2021).

Kak BOKanucT MCMONMHAET My3blKy PasfiM4HbIX 3MOX, CTUIEN U >XaHPOB, BbICTYNaeT C KOH-
LuepTamm Ha KpyrHbIX EBPOMENCKUX U MMPOBbIX Mrowankax. MpuHMman yyactne B MUPOBOWA
npembepe counHeHnA «PoxpaecTBeHckaA opaTopua» Envckona Wnnapuona Andeesa (CLUA,
2007), B macTep-knaccax Austria Barock Akademie (AscTtpusa, 2012), B npeseHTauum xopa
MusicaAeterna nop, pykosoactsom T. KypenTauca (Mepmb, 2012). CoTpyaHunyaeT ¢ MexayHa-
ponHon Akapemueri ctapuHHon My3biku OPERA OMNIA.

B 2020 HarpakgeH 6narogapcTBeHHbIM nucbMoM MuHUCTpa KynbTypbl Poccun 3a opraHusa-
Mo obpasoBaTenibHOro MpoLuecca B YCNOBUAX PACNpOCTPAHEHNA HOBOW KOPOHABUPYCHOWN WH-
dekumn n namATHOM Mepansto MNpesnaeHta Poccuiickon depepaumm 3a akTUBHYIO U BbICOKO-
npodpeccuoHanbHyto paboTy B nepuop, naHaemmmn COVID-19.

AHaTonui JleBuH

3acny>eHHbln apTUCT Poccuu, Xy[oXKeCTBEHHbIN PYKOBOOUTENb U MNaBHbIN gupwkep KoH-
LLepTHOro cMMoHMYecKoro opkectpa MockoBcKol KoHcepBaTopum umenn . U. Yarikosckoro,
npodeccop kadenpbl ONepPHO-CUMAOHNYECKOTO ANPUKMPOBAHNA.

Poaunca B Mockse. Obyyanca B MockoBCKOM KOHCepBaTopum no knaccy anstay E. Ctpaxosa
1 OMEePHO-CUMEOHNYECKOro ANPUMXKMpoBaHUA no knaccy J1. TnmH3bypra. 1o OKoOHYaHUM KOHcep-
BaTopun cpasdy 6bin npurnawéH bopucom MoOKPOBCKUM B MM >Ke CO34aHHbIN MOCKOBCKUIA Ka-
MEpHbIN My3blKarnbHbI TeaTp, rae A. JleBvH npopaboTan 6onblue TpUauaTt neT.

B kayecTBe ampwxképa paboTan ¢ Takmmmn konnektueamu, kak FACO nmeHn E. CBeTnaHoBa,
Poccuiickuin opkecTp kKuHematorpagum, KamepHbin opkectp «Mysbika Viva», CumdoHnye-
cKuii opkecTp MockoBckon chmnapmonumn, opkecTp «HosaA Poccua», CuMdgoHnYeckm opke-
cTpom Menbekoro yHusepcuteTa (CLUA) 1 opyrumn B pasnmuHbix KOHLEPTHbIX 3anax Poccun,
EBponbl, KOxHon AMeprky 1 ANOHUN.

CoTpyaHunyan ¢ BblOaloLWMMUCA My3blKaHTaMu, cpean KoTopbix HaTtaneA MNytman, dnvco Bup-
canapgse, Hukonan Metpos, Anekcanap PyavH, OmmTtpun Bawkupos, Anekcen Jllobumos, [u-
Tpux XeHwenb, Xnbna lepamasa, Anekcanap byanos, EkatepuHa MedeTuHa n MHorne gpyrue.
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®depop besHocukoB

[vpvxép MockoBCKOro akagemmyeckoro mysbikanbHoro Teatpa umenn K. C. CtaHucnascko-
ro n B. N. Hemmnposunya-faHyeHko, anpmxép PocCcMICKoro HaumoHanbHOro opKecTpa, npeno-
nasatenb MockoBcKkol koHcepBaTopun umenn I. W, Yaiikosckoro. B 2024 ctan «OTKpbITUEM
roga» no Bepcuu >xxypHana «My3bikanbHaaA XXU3Hb».

Ponwvnca B Mockse. Oby4yancA B MOCKOBCKOWM KOHCEPBATOPWUM MO CMELManbHOCTU «CKpUNKa» B
knacce B. M. iBaHoBa, B HacTofALLee BpemA Tam Xe nony4aeT BTopoe obpasoBaHue rno cnewu-
anbHOCTU «OMEepPHO-CMMOHNYECKOE AMPVKMpoBaHne» nop pykosoactesom @. . Kopobosa.

B kayectBe gupwképa nogrotoBua M BbiNyCTUA Ha cueHe Teatpa umenn K. C. CtaHucnas-
ckoro n B. N. Hemnposuya-[laH4eHKO HECKONbKO MPeMbepHbIX MOCTAHOBOK, CPean KOTOpbIX
6anet «CHexxHaA koponeBa» Ha My3blky [1. U. Yankosckoro, 6anet H. Xpywéson «IMocnen-
HWIA ceaHc». NpuHMMan yyactue B noctaHoBkax onep H. Pumckoro-Kopcakosa, [x. Bepan n
P. BarHepa.

CoTpyaHuyan ¢ pas3nuyHbiMmn konnektusamu: FTACO umenmn E. ®@. CeeTtnaHoBa, opkecTp «Ho-
BaA PoccnA», KamepHbii opkecTp «Musica Viva», FocynapcTBeHHbI KamepHbii opkecTp Poc-
cun, CumdpoHnyecknii opkectp Pecnybnukun TatapctaH u gpyrummn. Kak UCnonHUTeNb-CoNnCT
1 B COCTaBe OPKECTPOB, a TakxXe Kak ANPUKEp BbiCcTynan B ropoaax Poccun n 3a pybexxom.

BecHon 2024 n3paHvnem «Blue print» BKIOYEH B €XerogHbii CIMCOK POCCUNCKUX OeATenewn
KyNbTYpbl 1 UCKYCCTBA, onpepenaowmx bnmkainiee KynbtypHoe Hacneaue. Ctunenamat Mu-
xauna OpoBckoro «3a 6nectAwme npocheccnoHanbHble AOCTUMXeHNA» (2024). laypeat npe-
Mun MXT nmenn A. 1. HYexoBa B HOMnHaumm «Knaccmyeckas my3sbika» (2024).

KeapTteT umeHu B. A. BepnuHckoro

Cospax B 2018 rogy. B coctase kBapTeTa: [leHHuc MacaHos (nepsaA ckpunka), ®énop Ka-
nawHuKoB (BTOpas ckpunka), lNMasen PomaHeHko (anbT), Muxann KanawHWKoB (BMOMOHYEND).
KeapTteT ctan obnagatenem lNMepson npemun Ha |V MexxayHapoaHOM KOHKYPCEe KaMepHbIX aH-
cambnen nmenn H. I'. PybrHwrenHa B Mockse (2021).

KonnekTus BbICTynaeT BO MHOMMX ropoaax Poccum, coTpyaHnyaeT ¢ U3BECTHBLIMM CONUCTaMW,
B TOM uucne ¢ dnuco Bupcananse, Amutpnem Macneesbim, [MaBnom HepcecbaHOM, Anekcan-
apom KHA3eBbiM, BaneHTuHom YpronuHeim, KoHcTaHTuHOM EmenbaHoBbiM, dununnom Kona-
yeBckuM, EBon 'eBopraH, ApceHnem TapaceBuy-HukonaesbimM 1 ApYruMu.
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Ha npoTa)xeHun nocnefHux neT kBapTeT NPUYHUMan y4acTue B HECKOJSIbKUX My3blKaslbHbIX he-
ctmBansax: «3dnuco Bupcanapse npurnawaet» (KypraH, 2021), «be3ymHble gHu» (EkaTepuH-
6ypr, 2022), «Vivarte» (Mocksa, 2023), «MacTtepa nukkono» (Mocksa, 2024).

My3blkaHTbl KBapTeTa 6epexXHO OTHOCATCA K COXPaHEHUIO NYYLIMX OTEYECTBEHHbIX TPaauLmii
CTPYHHOI aHcambneBo Urpbl, o6orallas nx 3a CHeT CPeACTB BbIPa3nTeSIbHOCTH, NPUCYLLNX CO-
BPEMEHHOMY My3blKanbHOMY A3bIKY.

KoHuepTHbIN cumcpoHudeckuniu opkectp MockoBCKOI KOHcepBaTOpUm

Mpea co3ganunAa opkecTpa (2007) npuHagnexana sasegytowemy kadenpor onepHo-cUMGOHM-
Yeckoro avpwxunposanusa . H. PoxaecTBeHCKOMY 1 pekTopy KoHcepsaTopum T. A. AnuxaHo-
By. C nepBbIx AHel paboTbl opkecTp BosrnasnaeT A. A. JleBuH.

M3HavanbHO co3pasancA anA obecrneyeHna UCMONMHUTENbCKON NPakKTUKK CTyOEeHTOB-CUMAO0-
HMCTOB, HO YK€ C MepBblX JIeT 3apekoMeHfoBan cebA Kak OauH M3 BedyLinX KONIeKTUBOB
MockBbl. OpKecTp perynApHO BbICTyNaeT Ha BeAylmx niowankax CTonmubl, Cpean KOTopbixX
Bonblwon 3an koHcepBaTopun, KoHuepTHbi 3an nmenu . W. YalikoBckoro, CBeTnaHOBCKUM
3an MockoBckoro [oma My3blku, [ocypapcTBeHHbli Kpemnésckuii asopeu, Kpokyc Cutu
Xonn v gpyrue.

C KonnekTMBOM paboTann MHOrWe Bbljalowmecsa Avpwkepsbl, kak B. AwkeHasun, . Poxge-
cTBeHckuin, A. Jlasapes, B. Cnuakos, M. NMnetHes, B. MonaHckuia, A. PyouH, A. MyCTOHeH.
Cpeqay conmcToB, BbICTYMaBLLMX C opkecTpoM, 3. CoTkunasa, B. laaok, M. Jomunro, . Oa-
Buc, 3. Bupcananae, M. BockpeceHckuia, A. Jllo6umos, b. Bepesosckuia, H. Jlyranckuin, . Ma-
uyes, C. MmpweHko, A. TpocTAHckui, I'. KasasaH, H. N'ytmaHn, A. Pyoun, A. By3nos n mHorne
apyrue.

OpkecTp perynApHO NPUHMMAET yYacTne B pasnmnyHbiX hecTMBanax 1 My3blKanbHbIX KOHKYP-
cax. C 2008 exxerofiHo OTKpbIBaeT KOHLEPTHbIN Ce30H B Borbluom 3ane MoCKOBCKOW KOHCep-
BaTOPUN.

Kananpart nckyccreoBegeHnsa AnekcaHap bapaHos
baranov@mosconsv.ru
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SMCCD 0350-0352 DDD/STEREO
3CD SET TT: 175.12
CD1 [52.59]
Cepreit Bacunenko (1872—-1956)
KoHuepTt ®da maxkop ana apdbl ¢ opkectpom, Op. 126 (1949)
L Allegromoderato . . . . . . . .. 11.45
2.ANdante. . ... 6.20
3LAllegrovivace. . . .. L 8.48
Coopba Kunpckas, apgha
KoHUepTHbIN cumeboHn4eckmii opkecTp MOCKOBCKOM KOHCEpBaTopmmn
LAnpnxép Anatonuii JleBuH
Hukonai Mapdéxos (1893-1938)
KoHuepT [o maxop ana apbl ¢ opkectpom (1932)
1.MOErato @SSai. . . . v v v e e e 12.53
2.ANdaNte. . ... 6.32
[e] 3.AIBQrONONTIOPPO .« &« v v v e e 6.39
Cobbsa Kunpckas, apga
KoHLepTHbIN cuMgboHndeckmii opkecTp MoCcKoBCKoW KoHcepBaTopum
Anpunxép ©énop besHocukos
CD2 [61.00]
Nérp Yankosckuin (1840-1893) — Banepui Kukra (p. 1941)
Pas d’action n3 6aneta «JlebeanHoe 03epo»,
TpaHcKpunumA Ana apibl U CTPYHHOro keapteTa (2019) . . . . . . . . . . . . .. 7.14
«3dnernyeckan necHb», Op. 72 Ne 14
TpaHckpunuma ana apgbl U CTPYHHOro Keapteta (2023) . . . . . . . . . . . . .. 5.52

Mapus ®egoposa, apgpa

KeapteT umern B. A. BeprmHckoro:

JeHHuc acaHos, | ckpunka, ®éaop KanalwHukos, Il ckpunka,
lNaBen PomaHeHKo, anbT, Muxann KanaluHnkos, BUOSTIOHYE b
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AnekcaHgp Mocosos (1900-1973)
TaHueBanbHaa clouTa anAa apdol (1946)

T.MeHYST . . . L 1.29
2.TaBOT. . . . o 2.47
3.Banbc. . ... 2.14
A.TIONBKA . . . o o o e e e 1.40
5.Tanon. . . . . . 2.06
6. KOHLUEPTHBIM BAMbC . . . . . . v vt i et e e e e e e 3.47

Hura KynpusHosa, apga

KceHua dppenu (1878-1971)
Tpw npentogun ona apdbl

1.Andantino MU MUHOD . . . . . . . . o o o 1.24
2.Agitato NAMUHOP . . . . . . 1.55
3. Andante CUMUHOD . . . . . . . . L 2.05

TatbAHa OckosikoBa, apgha

JleB Knunnep (1898-1974)
YeTblpe ackusa ana apdbl

1.Adagio . . . . 1.56
2.VIVO . L 241
3.Adagio . .. 3.32
A AIBOIO . . o 3.10

TatbAHa PenHukoBa, apgha

Muxaun Muyegenos (1903-1974)

Bapuauumn Ha Temy Kopennmu La Folia. . . . . . . . . . . ... oL 12.30
TatbAHa EmenbaHoBa, apgha

MéTp YakoBckuii (1840-1893) — Hukonaiu MapcéHos (1893-1938)

Banbc n3 6aneta «CnAawan Kkpacasuua», TpaHCKpuUNumA gna Yetoipéx apd . . . . 4.32
AnekcaHapa ApceHoBa, AnéHa ConomkuHa, Mapwusa 3umuHa,

EnnzaBseta LlletnHnHa, apbbi
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[61.13]
Hukonawn MapcéHoB (1893-1938)
Bapnauum Ha Temy Kopennm . . . . . . . 6.46
AnekcaHapa ApceHoBa, apgha
®depeHu Papkalu (1905-2000)
BeHrepckue TaHubl XVII Beka

TaHeu nNpuHUA TPAHCUMBBAHCKOMO . . . . . . . o v v v oo e e e e e e 2.48
BeHrepcKMM TaHEL, . . . . . . . .. 1.12
XOPO. . . o e 2.08
TaHel «JTanoKall» . . . . . . . ... 0.50
XOPO. . . o e 2.27
Taneu Jlazapa AMOPa. . . . . . . . . .o 1.09

Huka Pab4yuHeHKo, apgha

Banepuit Kukra (p. 1941)

PomaHTuyeckme Bapnaummn Ha Temy CtaHucnaea Jliogkesuya, Op. 57 . . . . . . . 10.07
MapuHa Hypakosa, apgha

AnekcaHgp Moconos (1900-1973)
Tpw anervun ona HA3KOro MY>KCKOro ronoca n apdbl Ha ctuxu A. MNywkuHa (1938)

«[lyckan yBeHYaHHbIN NMOBOBBIO KPACOTBI» . . .« . v v v v o e e o o 3.00
«HanpacHo, MUMBIA JPYF» . . . . v v v e e e e e 4.16
«ABACTIOOMI» . . . . . o e 2.24

Bnagnmup Kpacos, 6ac, Mapusa ®egoposa, apgha
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EBrenun Fl'ony6es (1910-1988)
KBUHTET 00 MUHOP ANA apdbl, ABYX CKPUMOK, anbTa 1 BUonoHyenu, Op. 39

1.Andante conmoto . . . . . . . ...
2. Allegrofestevole . . . . . . ..
3.ANdante. . ...
4. Allegrovivace. . . . ... L e

Mapus ®egoposa, apga

KeapteT umeHn B. A. BepmHCKoro:

HeHHnc acaHos (I ckpurka), ®égop KanawHukos (Il ckpurnka),
lMaBen PomaHeHKo (anbT), Muxann KanaliHukos (BUOJIOHYE Ib)

3anuncaHo B bonbliom 3ane MoCKOBCKOM rocyapCTBEHHOM KOHCepBaTopun
nmenn MN.U. Yarkosckoro ¢ anpena no oktAbpb 2024 r.
Ha apde «Lyon and Healy» Style 23 Gold

AsTop npoekTa: AnekcaHap bapaHos
3Bykopexunccép: PycnaHa OpeluHvkoBa
NHxeHepbl: Oner Cnenuos, AHTOH BylunHcknia
[unsariH: Anekcen MHnctok

VcnonnutensHbivi npoatocep: Eerennn MnatoHos

© & ® 2024 MockoBckanA rocygapcTseHHan KoHcepsaTopua nmenn M. N. Yakosckoro
Bce npaBa 3awmiueHbl
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