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Anexcanzp CragKoOBCKIit
Alexander Sladkovsky

VIHCTpyMeHTa/IbHble KOHLIEPTHI 3aHMMAIOT 0COGYI0 HUITY B TBOPYECKOM HaCTeIUN
Omutpus Locrakosuya. C XIX Beka KOHIIEPT 6€30TOBOPOYHO MPUHAIIEKUT K «60/b-
momy» cM(GOHMYECKOMY KaHpPY; TAKOBBIM OH IIPENCTaeT ¥ B OGOJBLIMHCTBE KOH-
ueproB lllocTakoBuua (MpeXxze BCero 3TO KacaeTcsl CKPUIIMYHBIX Y BUOJIOHYETbHBIX
KOHLIEPTOB). B TO ke Bpemsi «IMYHOCTHAS» UCIIOBEeNATbHASI OKpAacKa IPUOIVIKaeT UX
K KaMepHbIM TBOPEHUSIM MacTepa. Kaskplit KOHIIEPT, MOL06HO KBapTeTaM M UHCTPY-
MeHTa/IbHbIM COHaraM, lllocTakoBuu nucan, uMest B BUAY OIpeNe/eHHOTO VICIIONMHMU-
TeJsl, — ¥ 3TO TaKke HaK/IabIBaIO CBOJ OTIIEYaTOK Ha MY3bIKY 3TUX COUMHEHMIA.

Upes ucronHuTensckoro cocrasa Ilepsoro doprenmanHoro KoHuepra (dop-
TeMMaHO aKKOMIAHMPYET CTPYHHBI OPKECTP M COMMpYIoliast Tpyba) GbUta HaBesHa
npousBenenuem Ilayns Xungemurta Kammermusik N2 2, ¢ koTopbiM IllocTakoBuY
rno3HakommsIcs B Hauasie 1930-x rr. Hapsiny ¢ 24 npentogusiMy KOHLIEPT OTPa3uil Hau-
607ee XxapaKTepHbIe YepThI aBTOPCKOTO MMaHN3Ma.

BriepBble KOHIIEPT ITPO3BYYaT B UCITOMHEHMY aBTOpa 15 okTs16pst 1933 1. (OpkecTpom
JlenuHrpaackoi dunapmonnm mupwkupoBan @pur Ltuapu). [Ty6nuka BCTpeTmia
HOBOE COUMHEHe MOJIOLOTO KOMITO3UTOPA C BOOAYIIEB/IEHUEM, PEAKIIMS KPUTUKY ObLia
MPOTMBOPEUNBOIL. KOro-To CMyTI/I MOBBILIEHHBI «IPalyc» IPOTECKOBbIX, TAPOAVITHBIX
971eMEHTOB KOHIIepTa, Gpocaiach B I/ia3a HAMepeHHast CTUIUCTUIECKast IeCTpoTa Tema-
TM3Ma. KoHuepr 6yKBaIbHO HABOIHEH MPOHMYHBIMM LIMTATaAMM U QJUTIO3USIMY, IPYYeM
pe-MaxkopHast (opTenuaHHas coHarta laiijHa M Hayvano «AnnaccuoHamol» BeTxoBeHa
COCEeNICTBYIOT 37iechb ¢ «[IpowjaHuem CnaesHku» M YAVMYHBIMM IeceHKamMy (LUUTHUpYyeT
IllocTakoBUY 1 COGCTBEHHYIO MY3bIKY: TEMbI 13 My3bIKaJIbHOTO PEBIO «Y(/108HO YOUMbLii»
¥ BCTaBHOJi HOMep K orepe . [Ipeccenst «bedHbili Konymob»). «PabnesyaHcKasi» UMOCTaCh
mosoporo llloctakoBuya, MAyIas OT €r0 TeaTpPanbHO M GaeTHOM MY3bIKM, TIPOSIBUB-
Imasicst ¥ B HeKOTOPBIX cTpanmuax «Hoca» u «/Iedu Mak6em MuyeHckozo ye30a», [OCTUTaeT
B oprenmaHHOM KOHIIepTe arorest. C JPpyroii CTOPOHBI, KOHLIEPT He JIUIIeH MOMEHTOB
MCKpEeHHei, XOTb ¥ CTBhIAJMBO 3arpMMMPOBAHHOM B aHTMPOMAHTMYECKME «OHEeXIbI»
JIMPUKY (BTOPAsI YaCThb), KOTOPAs TeM sipuye OTTeHSIeTCS] SHePTMUHBIM I0MOPUCTUYECKUM
HAIopoM KpaitHMX vacTeii. @VHaAIy KOHIepTa IpeIIIecTBYeT MacIITaGHas CONbHAsI
KaJIeHIIMsI, BHIPOCHIASI B CAMOCTOSITENbHYIO YaCTh — MOMOOHOE pelleHre KOHIEPTHO
dopmer 6yzeT cBojicTBeHHO lllocTakoBMYY U B Ja/IbHEIIEM.



CeropHs IepBbIil opTeNaHHbI KOHIEPT OCTAETCS], TIOKATyil, OMHMM U3 IOITy-
nsipHeiimx mpousBenennit 1lloctakoBuua; mMpyu 3TOM OH TPeATionaraeT GobUIyIo
cBobGomy I MHTepIIpeTaumii. He Bce MCIIOMHMUTEMM CIELYIOT 32 COEepPsKaHHOM, GBITh
MOYKeT, M3/MIIHE CyXOBaTOll aBTOPCKOJ TpaKTOBKOW. HacrnegHMK pOMaHTMUECKMUX
TpagyLumit pycckoii popTenuanHoii Kokl JIykac [eHIomac packpbIBaeT BCIO IIOTHOTY
SMOLMOHA/JIBHONM ¥ MMaHUCTUYECKOI MaIUTPbl 3TOTO0 COYMHEHMSI. 3a0CTpsisl 4O Ipe-
Jlena capKacTU4YecKue, «IIyTOBCKMEe» MOMEHTbI, OH C YIIOeHMeM OTIAeTCs TMPUIECKUM
SMM30[1aM U YBEPEHHO BeJET 3a CO000if OpKeCTp B SHEPTUMUHOI MOTOpuKe (uHaIa.
KaneiimockonmuyHasi maHopama KOHIIepTa BOJIei VICTIOMHMUTENIS] OOpeTaeT emVHBI,
SIPKO >KM3HePaJOCTHBII TOHYC.

Bropoii ¢oprennaHHbIii KOHLIEPT ObUI HANMCAH ISl CbIHA KOMIIO3MTOpA —
19-netHero Makcuma, 3akaHuMBaBIlero LleHTpaabHYI0 My3bIKaJIbHYIO IIKOTY IIPU
MockoBcKoit KoHcepBaTtopuu. 10 mast 1957 T. coctostiack rmpembepa KoHuepra (Tocy-
napcTBeHHbIM cuMboHmnyeckuM opkectpom CCCP auprkuposan Hukonait AHOCOB).

O6pasHblii MUp BTOPOTO KOHIEpTa OIM30K «MOTOAEKHOMY» KOHLIEPTMHO ISt
IByx Goprenmuano, cou. 94. ITo crnpaBennuBomMy 3ameuyaHuio Bepsl Bacuuoit-I'pocc-
MaH, 3ByJaHye KOHIIepTa «onpedensiiom o06passl ... 0mpouecmea — nepexooHoti nopsL om
demcmea K HHOCMU». [JOBOMBCTBYSICh TPAAULIMOHHOM (OPMOI M CKPOMHBIM, ITOYTU
«IOMaIllHMM» OOMMKOM I1es10ro, LII0cTaKOBMY MCKpEHHE OTHAJICSI 00asiHMIO0 I0HOCTH,
KOTOpOe BeeT HaJ BCeMM JyULIMMM NPOM3BENEeHMSIMM COBETCKOTO MCKYCCTBA Tex
siet. Haubosnee MpOHMKHOBEHHBI CTPaHUIIBI BTOPOJ YacTy KOHIEPTa — 3/IeTMYeCcKOro
Andante (Me[jieHHbIe YaCTM IByX KOHLIEPTOB BAOXHOBWIM x0opeorpacda H0pust Ipuro-
pOBMYA Ha IMpyuyeckye Anaxkuo B ero Bepcum 6aneta llloctakoBuya «30710moti 6ek»).

Spuaiiumii pencTaBUTENb MOJIOAOTO ITOKOMEHUSI OTeUeCTBeHHOro doprenuaH-
HOTO UCKYCCTBA, 06/1ajaTens 3070Toi Menam XV MexkayHapogHOro KOHKypca MMeHM
1.1 YaitkoBckoro JImutpuit MacieeB TOHKO UyBCTBYeT 6€306/1a4HO-CBETIYIO CTUAINC-
TUKY COYMHEHMSI, er0 JOOPONYLIHBIA, TMUIIEeHHbI CapKAaCTMYECKOTO0 OTTEHKa IOMODP.
OGoraiiiast BBIPasUTEIbHOCTh TUPUIECKUX IMU300B, MMAHMUCT MPETIOJHOCUT BTOPOit
KoH1epT lllocTakoBMya Kak IMPUYECKOe MHTEPMELIL0 BeMKOro MacTtepa XX CTonmeTus.

MHTepec K CKpUIIMUYHOMY MCKYCCTBY BO3HMK Y IllocTakoBuya Iocie 3HaKOMCTBa
¢ TaBuzom OjicTpaxoM — OIHMM U3 BeIMYailiMx CKpuIayeli Mpouuioro Beka. Vix nep-

Basi TBOpYeckasl BCTpeua COCTOSUIach BO BPEMSI COBMECTHOM TacTPOIbHOM ITOEe3IKM
B Typuuto B 1935 r. OIHMM U3 CUIbHEMIINX BIIeYaT/IeHUI! [TePBbIX 10C/IeBOEHHBIX JIET
crain gyis llocTakoBuya KOHILEPTHBIN VK «Pasgumue cKpunuiHozo KOHYyepma», ocy-
1ecTBaeHHbI OiicTpaxoM B ce30He 1946/47 rT.

Jletom Toro ke roga IllocTakoBuy Hayan paboraTh Hag IlepBbIM CKPUIIMYHBIM
KOHIIEPTOM, TapTUTypa Oblyla 3aKOHYEeHA BeCHOV 1948 T. B camblit pasrap IMPOKO
pa3BepHYTO! TpaB/iM KOMIIO3UTOpA IIOJ, 3TMAON «60pbObI ¢ GopMamIM3MOM». JTO
MOBJMSIIO Ha CYAbOY KOHIIEPTA, TPeMbepa KOTOPOTO COCTOSLIACK JIUIIb B 1955 T. [laBuz
OjicTpax BIiepBbIe UCIIOMHWI ero B JIeHuHrpaze (opkecTpoM JIEeHMHTpaackoi duap-
MOHMM IUpvkupoBan EBrennii MpaBUHCKMIA).

ITo maciitaby 3aMbIC/Ia ¥ €r0 BOIUIOIEHUIO [1epBbIii CKPUIIMYHBIA KOHLIEPT HE
yCTyIaeT caMbIM SIpKUM cuMdoHuveckuM orrycam IllocrakoBuya. I B TO ke Bpemst
B 3TOJ My3bIKe MbI BUAMM mopTpeT [JaBupa OiicTpaxa — reHManbHOTO UCTIOMHUTEIS,
COUETAILIEro SIPKYI 3KCIIPECCUMBHOCTb M aKaJleMUYECKYI0 CTPOroCTb, (heHOMeHab-
HYI0 BUPTYO3HOCTb ¥ TOHKOE ITPOHMKHOBEHME B CTUIMCTUKY MCIIOTHSIEMOM MY3bIKN.
Orciona cBoeo6pasHasi 0GbeKTUBHOCTh KOHIEPTa, B KOTOPOM PE3KO KOHTPACTUPYIO-
1Iye IpyT OpyTy 06pasbl CBEEHBI B «€UHCTBO IIPOTHUBOIIONIOKHOCTE».

KoHTpacT mepBbIX JBYX YacTeit — MCIIOTHEHHOTO ITyOOKOTO pas3ayMbsi HOKTIOpHA
M I'POTECKOBOTO, IEMOHMYECKOTO0 10 XxapakTepy CKeplio — Ha HOBOM YPOBHE pacKpbIBa-
eTcsl B JanbHejeM. Ilaccakanysi CTaHOBUTCS fpaMaTypriuyeckuM LIEHTPOM LMK/a —
KaK ¥ B TMPeIIIECTBYIONMX COUYMHEHMSIX 3aMMCTBOBAHHbBIN M3 GApOYHOrO apceHana
SKaHpP KOHIIEHTPUPYET TParnvueckyio 06pa3HoCcTb. HecOMHEHHO, B 3TOi My3bIKe OTpasu-
JIUCh HENOCpeCTBEHHbIE TEPEXMBAHMUS aBTOpa, GeCCHbHAs TOpeYb YHVDKEHMIA OT
abCypoHOM «TOBapUIIECKO» KPUTURK (<...K020a 3aKAHUUBANUCL NO30PHble, eHYCHblE
npenus, — mican IlocTakoBuY, — 5 8038pawjancs 0OMOU U NUCAI MPemsio Uacme ...»).
C duHanom ee coenmHsIeT pa3BepHYTasl CONbHAS KafieHLMs — (DaKTUYeCKu caMOCTOsI-
TebHAas YaCTh, PACLIMPSIIONIAs IIPUBBIYHBIE I'PAHMIIBI LIMKIIA; B HE MCTIOMHUTEbCKIE
TPYIHOCTY HAMEPEHHO JOBEeIeHbI 10 TIpefiefia — Kak OyITO CyLIaTeN b TO/KEH OUyB-
CTBOBaTh GU3MYECKHME U AyLIEBHbIE MYKM aBTOPA. 3aBePIIAIONIYIO0 YaCTh aBTOP Ha3Basl
Byprieckoit, HO B Helt TTOfL, 060/I0UKOI TPa3IHNYHON SKM3HEPAJOCTHOCTY MOYKHO YCITbI-
LIaTh OTYAsTHME, YyBCTBO OE3BICXOMHOCTH TIepe[] HaJBuraromueiics karactpodoii.



OpHa 13 BaKHEMIIX 0COGeHHOCTE 3TOTr0 KOHIIEPTA COCTOUT B HEOOBIYHOM COOT-
HOLIEHUY CONTbHOM MapTUM 1 OPKECTPOBOIt 3BydHOCTH. OH 60Jiee BCEro HAllOMUHAET
CcUMQOHMIO [I/IST CKPUIIKY C OPKECTPOM, IZie CKPMITKA II0 BOJIe aBTOpa HepeaKo BemeT
JIMAJIOT «HAa PaBHBIX» C IPYTMMM MHCTPYMEHTaMM: MTOPO¥i OTCTYIIAeT Ha BTOPOIi IUIaH
repes; 06beMHBIM MHOTOTOIOCHEM IAPTUTYPHI, & TO ¥ BOBCE PACTBOPSIETCS B MOHO-
JIUTHBIX tutti (KOHIIEPT MHCTPYMEHTOBAH Ha GOJIBIION COCTaB OPKECTPA C PACIIUPEH-
HBIMM TPYIIIaMM OyXOBbIX U yaapHbIx). Cepreii JoragyH n Anexcanap CrnaakoBCKMiA
IOCTUTAIOT MI€ATBHOTO GajiaHca 3BydaHus, n3berast BHeIHMX 3G dekTos. B ucmonte-
HMUM MOJIOZIOTO CKpMUIlaua Mbl BOBCE He OILYIAeM «BUPTYO3HO-TEXHNYECKOr0» KOM-
TOHEeHTa COMbHOM mapTun. Coep)KaHHOCTb TEMIIOBBIX M3MEHEHUI U OUHAMUYECKUX
KOHTPAacCTOB, CTPOroe CjiefloBaHMe aBTOPCKMM YKa3aHMSM TONbKO IMOAYEPKMUBAIOT
OCTpbIi IpamaTnyecKkuii Hakaa My3biky lllocrakoBuya.

«/Imumputi Imumpuesuy 3adyman coenams MHe nodapoxk U Hanucamo Onsl MeHs
HOBbLll, 6MOpoli KOHYepm, npuypodue e2o k. moemy 60-nemuio, — vcan Jasug Oiictpax. —
Ho oH owu6cs Ha 00uH 200. KoHyepm 0bL11 20mo8 K Moemy 59-nemuio».

BTOpOiT CKpUIIMYHBIN KOHLEPT — 06paser; nos3aHero crmis Illocrakosuya. Ha
MeCTO BUPTYO3HOCTU, aPTUCTUUECKOI SIPKOCTY MPUIIIIA CTPOTasi SKOHOMMUS CPENCTB,
MHOTOMepHasi OPKeCTpoBasi MaJUTpa CMEHUIaCh KaMepPHO OZHOTOHHOCTBIO 3BYy4Ya-
Husl. HampaBiieHHOCTb «BOBHYTPb», cKOpee Guocodckuit, HeskeM JpaMaTUIecKuii
XapaKTep, OLUIyTUMbI B COJIbHBIX KaJeHIMSIX, HAa 3TOT pa3 PacHoNOKeHHBIX B KaXI0i
yacty. Heo6bpryHa 1 ryctasi, MpayHasi Kpacka «HeyJoOHO» /I CKPUITKY TOHAJTbHOCTY
KOHLIepTa (J0-I1e3 MUHOD).

BHemIHe TpexyacTHasi CTPYKTYpa COOTBETCTBYeT TPaAULMOHHOMY KOHLIEPTHOMY
umkity. Ho mepBast yacTh, CKOpee, HAIIOMMUHAET «OoJibline ANaXK0», OTKPbIBAIOIIVE
cumdonnym lllocrakoByya. HaumHasich B yMepeHHOM, CIIOKOMHOM [BIDKEHUM, ee
My3bIKa [TOCTEIIEHHO MPeBPalaeTcsl B MCCTYIUIEHHBIN MeXaHUeCKuii TaHell; OHaKO
KOHQUIVKT He TIO/TyJaeT paspelieHust M «yXOOUT» B IPUIITYIIEHHYIO 3ByYHOCTb Havasa.
LleHTpoM BTOpOI yacTu, MegutatuBHoro Adagio (ciemoBaHue Apyr 3a APYroM Mefi-
JIEHHBIX 4YacTeil — TUIIMYHAs JeTaidb TBopuecTBa lllocTakoBMYa IOCIEAHEro ecs-
TUETHUSI), CTAHOBUTCSI CKPUIIMYHASI KaJeHIVs, TUIIeHHas: MTPUBbIUHOI ISl aBTOpa
9KCIIPECCUBHOCTHM. B GyHame, KOTOPbI Takke HAYMHAETCS C MeIJIEHHOTO BCTYyILIe-

HUSI, My3bIKa IIDOXOAMUT QHAIOTMYHBII TIepBOJi YaCTy MyTh; HO HA 9TOT pPa3 3ByYaHMe
«06pBIBAETCS» HA MUKe KyIbMMUHALIN.

Bropoii cCKpMIMUHbI KOHLIEPT 3HAUUTENbHO YCTYNIAeT [IePBOMY B ITOMY/ISIPHOCTH;
OH CTaBUT Iepe]], UCTIONHMTeIeM He MeHee CJIOKHbIe 3a/1aul, HO CHVDKeHMe UCTIONHMU-
TeJTbCKO PeIpe3eHTaTVIBHOCTY eJIaeT 3Ty My3bIKY BHEIIIHe «He6narogapHoit». [TaBern
MuTI0KOB Hallle]l BepHbI K/II0Y K MCIIONMHUTENbCKO TPAKTOBKE KOHIepTa: HaChIleH-
HOMY, TYCTOMY 3BYYaHMIO MHCTPYMEHTa B MeZIJIeHHBIX TEeMIIaX CKPUIIay MTPOTUBOIIO-
CTaBJISIeT Pe3KyI0 «aTaKy» 3ByKa B OBICTDPBIX 3IM30/1aX, PACKpPbIBasl 3alM(ppOBaHHbI
B My3bIKe QHTarOHM3M BHYTPEHHETO /1 BHEIITHEro Havall.

Oco6oe oTHOLIEHVE K TeMGpPY BuosoHYeny [llocTakoBUY MPOSIBIISUT Ha BCEM IIPO-
TSDKEHMM TBOpYecKoro myTu. Ha 3To yKasbIBaeT BMOJIOHYENbHAasl COHATa, MapTuy
MHCTPYMeHTa B IBYX (OpTemuaHHbIX TPUO. VICTMHHbBIE BO3MOKHOCTY BUOTOHYENb-
HOTO MCKYCCTBa PacKpbl/I KOMITO3UTOPY McTucnaB POCTpornoBndy, 3HaKOMCTBO € KOTO-
PBIM COCTOSIIOCH ellle B cTeHax MOCKOBCKO¥ KoHcepBaTopuu B 1940-e IT.

Cam IllocrakoBuY NoOg4epKMBall, 4YTO Ha BOIUIOIeHMe 3amblcia IlepBoro Bumo-
JIOHYeJIbHOTO KOHIIepTa ero BaoxHoBuna Cumdonus-koHuept Ceprest IIpokodreBa
(Taxoke mocBsleHHass PoctponoBudy). OnHaKko efBa M CTOMT MCKAaThb B KOHILepTe
lllocTakoBMYa My3bIKa/IbHble «I1€PEKIMUKM» C My3bIKOJ CTapIlero COBpeMeHHMKA.
OHa nocTy>xuia IUIIb M3Ha4aJIbHbIM MIMITYJIbCOM, OKa3aTebCTBOM ITOMCTMHE BCEOX-
BaTHBIX BO3MOXHOCTeJ1 MHCTPYMEHTa B PyKax BbIAAIOLIEr0OCs! BUOTOHYEMNCTA.

ITono6Ho ITepBOMY CKPUITMYHOMY, BUOJIOHUYENIbHBII KOHLIEPT IPECTaBISIeT COO0ii
«[IBOJHOI TIOPTPeT». 3a MHTEHCUBHBIM pa3BUTMEM KOMIIO3UTOPCKOH MBIC/IN IIPOCTY-
raeT OO/MVMK MEepBOrO MCIOMHUTENS — OFHOM M3 SIpYailunx GUryp B OTEYeCTBEHHO
My3bIKe — €r0 MMITYJIbCMBHOTO MCIIOTHUTENIbCKOTO CTUIISI, €0 JAyXOBHOM MIIOCTacu
OTYasTHHOTO B cBoe¥t xpabpocty [JoH KnxoTa, [J1st KOTOPOTO «...MeM0y HU3HbI0 U cMep-
Mbl0 HEM HUYe20, Kpome My3biKU».

[TlepBoe Allegretto HaumHaeTcsi C JI€ITMOTMBA — KPAaTKOTO M JVHAMMWYHOTO
o6pa3a, KOTOPBIi1 OIpeesieT SMOLMOHAIbHbI TOHYC ITePBOJ YaCTy M BCEero Mmpoms-
BefleHMs. EMy oTBedaeT BTOpasi TeMa, TOCTPOEHHAas! Ha M3MeHeHHOJ 3ByKOBOJ MOHO-
rpamme kommnosutopa (DSCH). CrnenyeT OTMETUTb «KOHLIePTUPYIOLIYIO» BaJITOPHY
B JOCTATOYHO CKPOMHOJ1 IO COCTaBY MapTUType KOHLEPTa (B MepBOi 4acTu ee poib



aHaJIOTMYHA TapTuy TPyosl B dopTenaHHOM KoHuepre N2 1). JIupudeckuit IeHTp
KOHIIepTa — CITIOKOIHO pasBepThbiBaioiieecsi Moderato; B 3aK/IIOUMTETbHBIX TaKTax
BBICLIMIA PErMCTP BMOJIOHYENM CMeLIMBAeTCsl C XPYIKMM 3BYKOM uesnecTsl. KameH-
1Msl, OCHOBAHHAs HA My3bIKe MIPeIbIAyLIMX YacTeil, — CBOero poaa rnpeiBapuTenbHOe
«TIOfiBefieH)e VITOTOB»; TOUKY (BepHee CKa3aTb, BOCK/IMLATENbHbI 3HAK) B PasBUTUN
KOHIIepTa CTaBUT (GuHaI. B ero cTpeMUTENIbHOM JBVKEHUM MeIbKaeT U capKacTuye-
CKMIi CMeNIoK B ampec CTanuHa — KBasuIMTaTa U3 JTIO6MMOII TiecHM BOXKIS «CyauKko»
B COIMPOBOXKIEHUM IIPe3PUTEIBHOTO «BO3IVIaca» OpKecTpa (Ha 3TOT (parMeHT BHU-
MaHyue PocTpornoByuya o6paTmsi caM KOMIO3MUTOD). B ympsiMoM 1 6e30roBOpPOYHOM
YTBEPKIEHUM JIETMOTMBA, KOTOPbIM 3aKaHYMBAETCSI KOHLEPT, MOXKHO YCMOTpPETb
CUMBOJIMYECKOe 3HaYeHMe.

HacneqHuk yyinyx Tpaguiyii OTe4ecTBeHHOM BUOMOHYEIbHOM HIKOJIbI, My3bIKAHT
C SIDKO BBIP&sKeHHBIM MCIIOTHUTETBCKUM CTIUIEM AJslekcaHzap BysinoB mry6oKo pacKphI-
BaeT aBTOPCKUIT 3aMbICeT KOHIIEPTA U TPV STOM HAXOIMUT B €r0 My3bIKe YepThI, G/IU3KIe
COGCTBEHHO} MHIOVIBUAYAIBHOCTY. VICIOMHMTEND JeNaeT akueHT Ha KpajfHMX 4YacTsx,
MpUIaBasi UM OTTEHOK KOJIIOUeil» CKepLIO3HOCTH; B €er0 MHTEePIIpeTaluy XapakTepHast
nns locrakoByua HepBHAs Iy/IbCALMS OIIYIIAETCS C MePBbIX TAKTOB My3bIKM. Mac-
ITabHast KafeHIMsT AJisk COMUCTA He CaMoliefb, HO JIMIIb pa36er I/isi 9KCIIPECCHBHOTO
(umHama, B KOTOPOM BHYTPEHHMI KOHG/VKT, KaSKeTCsT, TOTOB BOT-BOT BBIPBATHCSI HAPYIKY.
OUHATbHBII «armoheos» TeNTMOTUBA, PE3KUiT 06PbIB 3aKTIOUEHVSI BUOIOHUYEICT TPaK-
TyeT KaK BHYTPEeHHMI TOJIOC aBTOPa, IeK/IapypyeMoe MM ITPaBo Ha CBOGOLY TBOPYECTBA.

Hap BTopbIM BMOIOHYEIBHBIM KOHIIEPTOM, ITpeMbepa KOTOPOTO COCTOSIACh
B 1966 r. B Mockse (comupoBan McruciaB Poctpomnosuy, locopkectpom CCCP mypu-
skupoBait EBrennit CBetiaHoB), lllocTakoBiud paGoTas BCEro OAMH MeCsIil; My3bIKa ero
TepBOJi YacTy POKIANACh IO[, BIIeYaT/IeHMEM OT CMEePTU «KOPONe6bl PycCKOll no33uu»
(IlocTakoBu4) — AHHBI AXMaTOBOJA. [TocnenHMii MHCTPYMeHTaIbHbI KOHLIEPT OTKPbI-
BaeT HOBYIO CTPaHMILy B TBOPUECTBE KOMITIO3UTOPA — OTHbIHE €r0 TBOPYECKMI1 IyX ABU-
SKETCSI HE «BILIMPb», HO «BITYOb».

Kak u gpyrue nospgHue counHeHus lllocrakoByuua, KOHIIEPT COAEPKUT MHOXe-
CTBO LUTAT M MY3bIKa/JbHBIX aJTI03MIT HA CBOIO U UyXKyl0 MY3bIKY. HO ero «BM3UTHOI
KapTOUKOI» CTAHOBUTCSI MOTMB TIOITY/ISIDHOM ofecckoit mecHu 1920-x rr. «Kynume

OybnuuKu», ee TIOTHOCTBIO TIepeOCMBICTIEHHOe 3BYYaHMe — IIaBHBI UTOT Pa3BUTHSI.
ITo cripaBeIMBOMY 3aMeYaHMIO My3bIKOBeia BukTopa Bo6pOBCKOTO, «8 KyIbMUHAYUU
(umnana... necenka npeepaujeHa 8 “memy poka” — ckpelmas zopeus cmana Gecnpedens-
HbIM UCCMYNJIEHHBIM OMYAsSHUEM. .. IMEHHO CKpbimasi mpazedust — 0CHOBHOE Co0epHcaHue
membl».

B 5KOHOMHO paccuMTaHHON MHapTUType Ha (OHe IOYTM KaMEepHOIo COCTaBa
OpKeCTpa BbIZE/SIeTCs TPYIIa yAAPHBIX MHCTPYMEHTOB: X aKKOMITAaHEMEHT COMUCTY
B 3aBepUIAIOLIVX pa3jenax Kakgoil 4yacTy IPOTITMBaeT HUTh OT BUOJIOHYEIbHOTO KOH-
Lepra Kak B Ipouutoe (3akmoueHne YetBeptoit cuMdoHMM), Tak U B Oymyiee (Kozxa
buHana nocnenneit, IliTHanUAaTO CMGbOHMM) TBOPYECTBO KOMIIO3UTOPA.

HanpsskeHHOMY BHYTpPEHHEMY MOHOJIOTY MeJjieHHOi mepBoit vactu (Largo)
IIPOTMBOIIOCTAB/IEHO 3710€ cKeplio (Allegretto) — mommmo mMotuBa «Kynume 6yonuuxu»
B HeM 3aJeiicTBOBaHa M MAapMOHETOYHO 3BydYallas MOHOrpamMMa KOMIIO3MTOpa
(DSCH), xoTopast IpoXoAauT uepe3 Becb KOHLepT. CIIOKHO IOCTpOeHHasl, HAaChIILeH-
Hast My3bIK&JIbHBIMY COOBITMSIMY TPeThsI (HMHaIbHAS) YaCTh UTPAaeT CUHTE3VPYIOIIYIO
pOJTb: 37ieCh U TIpeBpallieHle MeyaabHO 6apKaposibl B TPOTECKHBIN TPenak (HEBOIbHO
BO3HMKAeT aHAJIOTVS C «[TeCHAMU U NAsickamu cmepmu» Mycoprckoro), M Bo3BpalieHyue
TeM TMEepBOIi YacTu, U eile 6osiee arpeccMBHOe BTOpkeHMe «byOnuukoe». 3aBepiiaio-
Imasi KOHLIEPT KOZia C IepecTyKOM YIApHbBIX Ha (OHe BbIIEP)KaHHOTO 3ByJYaHMSI BUO-
JIOHYEV — ONULIETBOPEHMe Xoaa BpeMeHn, HeyMonMMoro npubavskeHus: Kouna. Ilo
c/ioBaM BuosioHuenycra Jleounaa ['yIbunHa, «...9Mo KOHel, Nocie KOmopozo yxie Hem
HUYe20 — MoJbKo UCN080 000p8aHHAs 0012asl, 00UHOKASL HOMA CONUCMA».

Kak Tparmyeckyro MCIOBelb XyLOXKHMKA, PasMBIILIISIOLIET0 O CKOPOM 3aBeplie-
HUM KM3HEHHOTO ITyTH, TPAKTyeT BTOpOi1 BMOIOHYe/IbHBIN KOHLePT AjlekcaHap Pamm.
OH He KomupyeT MHTeprpeTauyio M. PocTporoBuya; Kak M TeMIIbl, SMOLMOHATbHBI
«Tpafyc» KOHLIepTa B ero UCIIOTHEHUM HeCKOIbKO caepkaH. Ha hoHe TopskecTByroLIeii
BaKXaHaIMM MOIUIOCTH, 3aCTAB/ISIONe)f BCIOMHNUTD KapTVHBI TParmJeckoro abeypzaa
Hauvmia Xapmca, «yctanaas» 06peueHHOCTh ME[IEHHbIX SMU30[0B yke He B CUIax
M06GOPOTH 3710; B TPAKTOBKE BYOJIOHUEVCTA COMIVICT-«TePOi» IpeBpaniaeTcs B IOTe-
psIBIIIETO COOGCTBEHHOE 11apCTBO KOPOJist JInpa...

FBopuc Myxkoceti



Jlykac Tenromac (p. 1990) ponmics B ceMbe MYy3bIKAHTOB ¥ B IISITh JIET YK€
Hayvas urpartb Ha goprenuado. B 2004 r. Jlykac okoHuna IMII npu yuninuie MMmeHn
@. Illonena (kmacc A.H. BeromecTHOBa) U CTal CTUIIEHIMATOM BiaroTBopuTenbHOTO
donnma Mcrucnasa Pocrponiosuya. Jlerom 2013 r. oH OKOHYMIT MOCKOBCKYI0 KOHCEPBa-
Topuio umenu IL.U. YaiikoBckoro (kiacc mpocdeccopa B.B. TopHOCTaeBoit) ¥ MPoao-
SKIJT OOyUeHMe B aCCUCTEHTYPe.

ITpodeccuoHanbHas JXM3Hb MMAHUCTA HAYaIach C JETCTBA — PEry/sIpHbIE KOH-
LIepTHbIe BBICTYIUIEHMSI, yyacTue B (ecTMBAISIX UM MeXKIYHApPOOHBIX KOHKypCaXx.
B 1oHbIe roxp! JIykac 65U HEOTHOKPATHO YOCTOEH HAarpam, MpaBUTenbcTBAa MOCKBBI
(rpaHT «FOHble daposarus XXI eeka», denepanbHas cturneHaust «FOHble dapo8aHus»).
B 2008 r. Jlykac ctan 30/m0TbiM MepamuctoMm VII MomopexkHbix enb@uitckux urp
Poccun. Tocnenune u Hanbosee 3HAUMTENbHbIE U3 HUX — | mpemusi MexxmyHapos-
HOTO KOHKypca nMenu [xuubl Baxayasp B CIIA (2010), IT mpemust MesxmyHapogHOTO
KoHKypca umenu O. lllonena B Bapmase (2011), Hemenxas ¢oprenuaHHas mpemust
Deutscher Pianistenpreis (2012) Bo ®pankdypre u II npemusa XV MexIyHapOIHOTO
KOHKypca umenu I1.1. Yaitkosckoro (2015).

PeriepTyap MOJIOZOTO apTMCTA PACIIMPSIETCS C KaKABIM rogoM. Oco6blil MHTepec
BBI3bIBAIOT MOHOTpaduueckue mporpaMmsl: 24 3tona u Tpu coHatsl @. llloneHa, nsTh
KoH1epToB JI. BaH berxoBeHa, «Ludus tonalis» T1. Xungemura, 24 npentogyu C. Pax-
MaHMHOBA. 3a IOC/IeAHME TObl OH BBICTYIIAJ C BBIJAIOLIVMUCS MY3bIKAHTAMU COBpe-
MeHHOCTH, cpeny Kotopbix I. Kpemep, 10. Temupkanos, B. I'eprues, C. CoHpenkuc,
II. CutkoBenkuii, A. Bopeiiko, M. BpyHenno, M. Majickuii 1 MHOTMe Apyrue.

B 2011 r. Jlykac IpuHSUT y4acTe B IMOCTaHOBKe Oanera JleoHnga JIecITHMKOBA
«YmpaueHHote unno3uu» (Bomnbiloii TeaTp), B MapTUType KOTOPOTO Beayliasi poib OTBe-
IleHa conupyomeMy GopTenmaHo.

B konieptHOM ce3one 2014/15 cocrosuimch fe6ioThi Jlykaca B TOHJOHCKOM Bur-
Mop-xojie U B Ayaurtopun JIyepa B ITapiske. B ce3one 2015/16 My3bIKaHT BBICTYITHAT
Ha dectuBansx Piano aux Jacobins B Tyny3se, 1001 Notes B JIumosxe, pectuBaine B Bep-
6be, «/IuKU COBpeMeHHO20 huavusma» u «Ilnowads uckyccme» B CaHKT-IleTepbypre,
«Onepa Anpuopu» B MockBe, a Takke B apuskcKom 3ajie ['aBo, B Tokuiickom CaHTOpU-
xome, B Harojte, Mlokorame, Bapmase, JlonmoHe, BumbHioce. B cesone 2016/17 Jlykac

BBICTYTIUT B MioHxeHe, [Tapmke, Pyo-ge-)Kaneiipo, Moxkorame, Ocake, CyuHramype,
ToponTo, MoHpeaite, KieBe, BubHioce 1 B HECKOJIBKMX POCCUIACKMUX TOPOJAX, BKITIO-
yasi conbHbIe KOHIEePThI B Bonbiiom 3ae KoHcepBaTOpuy B MOCKBe 1 B KOHLIEPTHOM
3asie Mapunnckoro teatpa B CaHkt-Iletep6ypre.

3a nocnenHMe mATh JeT 3anycy [eHiomaca ¢ npoussegeHussvu lllonena n Paxma-
HMHOBA BbINUIM Ha jeitbnax NIFC, Art Classic v DUX. [IBOIHO# IUCK C TIPOU3BeIeHM-
samu [llonena Boimyctt MuctutyT @. [llonena B [Tonbie (Narodowy Instytut Fryderyka
Chopina). B 2013 r. MocKoBcKasi KOHCEpBAaTOPUSI BBIITYCTIIIA IACK C 24 MPETIOAUIMU
PaxmaHMHOBA, 3aMCaHHbBIMM B Bonbiiom 3aie BO BpeMsi KOHLIepTa, MOCBSIEHHOTO
1061/1e10 KOMIIO3UTOPA. DTa 3amKch 6blIa COBCEM HeIaBHO repensnana B Humepnau-
nax Ha dupme Piano Classics, Toe TOfLOM paHbllie BBIIIET JVCK ¢ cOHaTaMy beTxoBeHa
u Bpamca.

Tonm Hasan dupma «Menodus» BBITYCTUIA COMbHBINA AMCK JIyKaca «ImaHcunayus
KOHCOHAaHca» ¢ mpousBeneHusimu JlecsiTHukoBa, Psibosa  Apsymanosa. B aripese 2016 1.
Ha «Meio0uu» BbILLIEN IMCK Ay3TOB JIyKaca co ckunauom AiisieHoM [IpUTYMHBIM C TTpo-
usBeneHussMu CTpaBMHCKOTO, YaiikoBcKoro u JlecsiTHUKOBA.

Omvutpwuit MaciteeB (p. 1988) momyumi mmpoKyIo M3BEeCTHOCTD, 3aBoeBaB I mpe-
MMIO ¥ 30JI0TYIO MeZiaib Ha XV MexayHapogHoM KOHKypce uMenu I1.1. YaiikoBckoro
(2015). Cnenyrouiye 3a mo6enoii TacTPOIV MPUMHECTN eMy TTPU3HAHVEe MUPOBOIA ayiu-
Topumn. Cpeay MocIeAHUX BbICTYIUIeHuit JIMuTpust MacieeBa KOHLEPThI Ha (opremnu-
aHHbIX pecTuBansx B Pype, Jla Pok m’AHTepoH, Bepramo u Bperunu u B 3ae Tacraiir
B MIOHXeHe, 1Ba racTPOJIbHBIX Typa M0 SIMOHMM ¢ OpKecTpaMu 1107, yIipaBjieHyeM Base-
pus T'eprueBa u I0pus Bammera, dpanitysckuit 1e60T ¢ HalyoHaIbHBIM OPKECTPOM
Kanuromnust Tymy3bl, rajia-KOHLIEPT HA OTKPBITUMY MY3bIKalbHOTrO dectuBais B Cram-
Gyrie, a TaKKe KOHLEPT B basere, roe oH 3ameHw 3a6oneBiero Maypuiiyio ITosumHm.

Imutpuit MaciieeB poawics B YiaH-Ya3. OKoHYMI MOCKOBCKYIO KOHCEPBAaTOPUIO
B Kiacce npodeccopa Muxania ITeTyxoBa, 3aTeM CTasKMPOBAJICS B MeKIyHapPOIHOM
akagemuy nuaHucToB Ha o3epe Komo (Mramust). Jo cBoero TpuyMda Ha KOHKypce
uMeHn YaitkoBcKoro MacieeB CTa Mmo6eauTeIeM MHOTUX MEKIYHAPOIHBIX KOHKYP-
COB, CpeZiyt KOTOPBIX KOHKYPC MaHuCTOB Agynnn AnneBoii B l'aitape (Ppanums, 2010),
Premio Chopin B Pume (2011) n Antonio Napolitano B Canepuo (Utanus, 2013).



B sauBape 2017 T. COCTOSUICS COMbHBINA Ae6IOT muaHucTa B KapHeru-xosmie
(3an Hcaaka CrepHa) ¢ mporpaMmoii u3 npousBeneHmit CkapnaTtty, beTxoseHa,
JIucra, PaxmanuHoBa u [Ipokodbesa. [To mpurnamennio Banepus Tepruesa JImMutpuit
MacieeB O/KEH BBICTYIMTb B KOHLIEPTHOM 3asie TacTaiir, rie MCIIOMHUT IepBble
Tpu ¢oprenvaHHble coHaThl [IpokodbeBa, B MIOHXEHe COCTOMTCSI M €ro KOHIEPT
¢ MIoHXeHCKUM (puIapMOHMYECKMM OpKecTpoM. HameueHs! ractponau o I'epmaHum
¢ HanmoHanpHbIM GytapMOHMYECKMM opKecTpoM Poccuy mop, yripasieHuem Braam-
mupa CriMBakoBa 1 B cTpaHax Asuu ¢ punapMmoHmnyeckum oprectpom Panno @paHuym
nop, ynpasneHueM Mukko ®PpaHka. [ToMMMO CONBbHBIX BBICTYIUIEHUMIT B PejiHray,
Mexksnen6ypre u Bag-KuccuHreHe emMy MpeiCTOUT KOHIIEPT Ha decTuBane Pianoscope
(®paHuums), BosmasaseMoMm Bopucom BepesoBckyum, KOTOpbIii Ha3Bas MacieeBa
«0€e3yCN08HBLM OMKPBHIMUEM» Y «COBEPUIEHHO 2EHUAIbHbIM NUAHUCTIOM».

Cepreit JoraauH (p. 1988) ponuics B cembe My3bIKaHTOB. Irpoit Ha CKpUITKe OH
Hayval 3aHMMAThCs B TISITh JieT. B 2012 r. okoHumn CaHKT-IleTep6ypreKyro KOHCepBaTo-
pUIO B KJacce jereHJapHOro CKpuIlaya u refarora, HapogHoro aptucra Poceuny, po-
eccopa Bragumupa OBuapeka. CKpuiiau MpoOgODKMIT 06ydeHue oS PYKOBOACTBOM
oTIa, 3acIyskeHHOro aptucra Poccuy, mpodeccopa Aunpest Jloranyna, a Takke 6pain
macTrep-Kkiaccel y 3axapa bpoHa, Makcuma BeHrepoBa 1 Ipyrux.

B 2014 1. Cepreii JlorafMH C OTIMYMEM OKOHYWI KOHILIEPTHYIO acCIMpaHTYypy
Boiciuest mkomnbl My3biky B KénbHe (TepmaHus), re MPOXOAWI CTAXMPOBKY B Kjacce
npodeccopa Mmxasnpl MaptuH. B 2013-15 IT. OH Takke CTaXMUPOBAICSI B COJb-
HOJ1 acnupaHType YHUBepcuTeTa UCKYcCTB T. ['pan (ABcTpusi) y mpodeccopa Bopuca
Kymampa.

Mornopoit cKpumad — MOOeANUTENb MHOKECTBA MEKIYHAPOIHBIX KOHKYPCOB,
B UMCIe KOTOPBIX TpaH-Tipy, | M cnenyanbHas nmpeMmm Xiopu MexayHapogHOro
KOHKypca umeHu Anapea ITocrauunum (Mranus, 2002), I mpemust MexxayHapogHOTO
KoHKypca umenn H. IMaranmuu (Poccusi, 2005), crenpmanpHasi mpeMusi BaBapckoro
paznuo (IpUCYKAAIAch MePBbIil pa3 B UCTOPUM KOHKYpca) MeskIyHapoJHOTO KOHKypca
ARD B Mrionxese (2009), II npemust (I He MpUCYKIEHA) U TTPU3 3PUTEIBCKUX CUMIIATUI
XIV MexxgyHapogHoro KoHKypca umenu I1.1. Yaiikosckoro (2011), IT mpemust [TlepBoro
MEXIyHapOIHOT0 KOHKypca ckpuraueit umenu Vcaaka Crepua (Kutaii, 2016).

Cepreii Joragyus racrponuposan B Poccun, CIIA, SInouun, Fepmanny, @paHuym,
Benuko6purauuy, llBeittiapun, Utanuu, Ucnanun, lBeryn, Tauuu, Kurtae, [onbiie,
JIutse, Beurpun, Upnauaum, Yunm, JlatBum, Typumm, Asep6aiiaskane, Pymbiaim, Mosn-
naBuu, IcToHuM U Hupepnangax.

CKpuIiay cOTpymHMYaeT ¢ oprectpoM JIOHIOHCKOI dmnapmonny, cumboHmye-
ckuM opkectpoM bepinna, c HaunoHanbHbIM hmnapMoHmnyeckuM opkecTpom Poccnu,
opkrecTpamMy MapuyHCKOro TeaTpa M MOCKOBCKO# (mmapMOHMY, HAIMOHAIBHBIMMU
opkecTpamu DcTonuu u JlatBun. B uncie ero pa6ot Beictyruienus ¢ 0. TemupkaHo-
BbIM, B. T'eprueBsim, B. AmkeHasy, B. CrimBakoBbIM, 10. CumoHOBBIM, T. 3aHIepanH-
rom, A. Yekkaro, B. TpeTbsikoBbiM, A. ImutpuessiM, C. Conpenxucom, K. Masypom,
K. I'pucddurcom, ®. Macrpankeno, M. HecrepoBuuem ¥ MHOTVMU IPYTYMMA.

ApTHCT 6bUT YIOCTOEH YeCTH UTPaTh Ha ckpumkax H. [Tarannuu u U. Ultpayca.

B Hacrosiee Bpems Cepreii JlorafiyH UrpaeT Ha CKpUIIKe UTATIbSHCKOTO MacTepa
IxxoBanuu Batucra I'Baganmum (Ilapma, 1765 r.), mpegocTaBieHHOl eMy B I10/Ib30Ba-
Hue Fritz Behrens Stiftung (TaHHOBep, [epmanms).

IMaBen MwaiokoB (p. 1984) — obnagatens 6poH30Boit Memanu XV MexknoyHa-
pomHoro KoHKypca umenn I1.U. YaiikoBckoro (MockBa, 2015) ¥ Ipu30B MHOTUX JIpY-
I'MX TPECTVMKHBIX My3bIKaJIbHBIX COPEBHOBaHMIA, B TOM UuMciIe KOHKypcoB P. KaneTTn
(Benrpwust, 2005), umenn H. [Maranmum (Mocksa, 2007), [I. Oiictpaxa (Mocksa, 2008),
A. XauatypsiHa (EpeBaH, 2012), VIII CeynbcKOro MexIyHapogHOTO KOHKypca CKpuIia-
yeii (FOskHast Kopest, 2012).

BoimyckHMK MOCKOBCKOJ KOHCepBaTOpMM (KJIacCc HapomHOro aptucra Poccuu,
nipodeccopa Brnapumupa ViBaHOBA), OH IPORO/IKMI 06ydeHe B BeHCKOI KOHCepBaTo-
puu B kiacce rpocdeccopa Bopuca Kyuraupa. CKkpunau BefieT aKTUBHYIO KOHIEPTHYIO
[lesiTeNIbHOCTD, racTponupyeT B ABcTpun, benbrum, lepmanuy, Benrpuny, lliseiinapun,
Wranuu, Ucnanun, ®uunsuauny, lseunn, Ipeyn, K0sxkHoi 1 CeBepHoii Kopee, Kutae
¥ BO MHOTMX ropopax Poccuu, rie Taxoke IpOBOAMUT MacTep-Kaaccesl. Ero BeICTyTieHMs
MPOXOAST ¥ Ha KPYITHEMIINX OTeYeCTBEHHBIX CLIeHaX.

Aptuct corpyguuuaet ¢ TACO Poccuu nmenn E. CBeTiaHOBa, CMMGBOHUYECKUM
opkecTpoM MOCKOBCKO# (hrytapMoHum, opkecTpom MapunHckoro Teatpa, BCO nmenn
I1.1. YajikoBcKoro, MockoBcKuM cuMboHMyeckuM opkectpom 11/y I1. KoraHa, Ypab-



ckuM mnapMoHMIecKM OpKecTpoM, IIIBencKMM JyXOBBIM OpKecTpoM, Mooz esKHbIM
unapmonnuyeckum opkecrpom Bantuiickoro mopsi. Cpeny IMpYsKepoB, C KOTOPbIMU
BBICTYTIaeT apTucr, B. T'eprues, B. CniuBakos, B. ®enocees, M. ITnetués, 0. CumoHOB,
K. SIpBy, B. IleTpenko, k. KonnoH, P. KanerTtu.

Aptucr urpaet Ha ckpurnke I'BapHepu Ex-Szigeti, m06e3HO IpeNOCTaBIEHHO
OIIHMM U3 LIBeillapcKux GOHIOB.

Anexkcannp By3mnoB (p. 1983) 3aBoeBan CBOJl IepBblii rpaH-Tipu B 13 et
Ha «Moyapm-96» B MonTe-Kapiio, Tofi CItycTst OH ObLT YIOCTOEH IPaH-IPYU Ha KOHKYpCe
«Bupmyo3vt XXI 6eka» B MOCKBe ¥ BBICTYIIVII Ha I0OMIE/THOM KOHIIEPTe, TOCBSIIIEHHOM
70-netuio MctuciaBa PoctponioBiua. Bckope mocienoBany mobenbl Ha Beepoccuii-
CKOM KOHKypce «Hogvle umena» (rpan-mipu, 2000), MesKIyHAPOIHbIX KOHKYpcax Young
Concert Artist B Jleitriure (2000), Hoio-Vopke (2001) u Jeuness Musicales B Benrpage
(2005). Ha xoHKkypce umenu ITa6mo Kasanbca B Kpoubepre (lepmanusi, 2004) oH 6bu1
HarpaxsjeH npemueii Jleiinbl Yarepep. B 2005 r. Anekcanzap Bysnos momyun II mpe-
MMIO Ha OIIHOM U3 CaMbIX ITPECTMKHBIX MY3bIKaJIbHBIX COCTSI3aHMI — KOHKypce ARD
B MionxeHe, B 2008 r. 3aBoeBaJl BTOpOe MeCTO Ha CcTapeiillieM My3bIKaJbHOM KOHKypce
B EBporte — KOHKypce BHoMoHUYenucToB B JKeHese. B 2010 r. 6bI yOOCTOEH TPaH-TIPU
¥ Tpy3a 3pUTENbCKUX CUMIaTHii MeXoyHapogHOro KOHKypca uMMeHm D. doiiep-
MaHa B BepnuHe. BoMOHYEMMCT TPYOKABI € YCIIEXOM BBICTYIIAI HA MeXIyHapoIHOM
KoHKypce mmenu ILU. YaiikoBckoro, rae 6buT ymocToeH BTopoit (2007) u TpeTheit
(2015) mpemuii, a Takke TpeX CHelMaabHbIX TPU30B: 3a JIydlliee UCIIONHeHne «Pezzo
capricioso» II. YaitkoBckoro (2002), nmydilee MCIONHeHMe My3bIKM YaiiKOBCKOrO
u ripu3a ot houga M. PoctponioBuya u I. BumHeBckoit (2007).

Anexcanzap By3moB okoHums MOCKOBCKYI KOHCepBaTOpmio (kjiacc rpodeccopa
Haranum I'ytmaH). B pamMkax MacTep-K/IaccoB 3aHMMAJICS C KPYITHEMIIMMM BUOJIOH-
yenmucramu snoxu (MctuciaBom Pocrponiosuuem, Januniaom ladpanom, Hatanbeit
[llaxoBcKoit ¥ ApyruMu). Bo Bpemsi 06ydeHusT GbUT CTUIIEHOVATOM MEKIyHAPOILHBIX
6rmarotBoputenbHbIX (oHmoB M. Poctpomosuua, B. CrnimBakoBa, H. I'y3uka, dbonzma
«Pycckoe UcnonHumensckoe Uckyccmeo». B Hactosiiee BpeMs A. BysnoB mperogaet
B MOCKOBCKOJ1 KOHCEPBATOPUY U SIBJISIETCS accucTeHTOM rpocdeccopa Hatamuu Tyt-
maH. [IpoBogut macrep-kinaccel B Poccyn, CILIA m EBpore.

BbicTyraeT cO MHOIMMM My3bIKaJIbHBIMM KOJIEKTMBAaMM, cpefy KoTopbix TACO
umenu E. CeriaHoBa, cuM@oHMUYeCKuii opkecTp MapumHckoro Ttearpa, Hammo-
Ha/bHBI (umapmoHmyeckuii opkectp Poccuy, opkecTpbl MockoBckoit M CaHKT-
[Tetep6yprckoit punapmonnit, BCO umenn I1.U. YaitkoBckoro. B kauecTBe KaMepHOTo
ucronHuTeNs BhicTynan ¢ M. Aprepux, . MauyesbiM, H. I'yrman, 3. Bupcananse,
0. BaimeTom, A. JTI06MMOBBIM.

Anekcanap Pamm (p. 1988) — o6namaresns II mpemun XV MekIyHApOIHOTO KOH-
Kkypca umenn [1.U. YaitkoBckoro (2015), mobequTens MHOTUX JPYTUMX MY3bIKATbHBIX
COpeBHOBaHMIA, B TOM unciie I KeMOPUIKCKOro MeXIyHapOoIHOro KOHKypca (BocToH,
CIIIA, 2005), I Bcepoccuitckoro MysbikalibHOTO KOHKypca (Mocksa, 2010), III TTekuH-
CKOT0 MekayHaporHoro KoHkypca (Kurait, 2010). Ha cerogHsIHMit IeHb OH IePBBIii
M T10Ka eJMHCTBEHHbII IpefcTaBuTenb Poccyuy, CTaBIIMii 1aypeaToM OHOTO U3 CAMBbIX
MPeCTVKHBIX KOHKYPCOB BrosoHuemncToB Paulo Cello Competition B Xenbcuuky (2013).

B 2012 r. Anexkcanzap Pamm okoHuYms MOCKOBCKYI0O KOHCepBaTopuio (Kjacc Impo-
teccopa Haranby 11laxoBCcKolt), a 3aTeM acMpaHTypy BeprmHCKOM BbICIIEli IIKOIbI
My3bIku uMeHu I. Diicnepa nop pykosoacTBom @paHca XenbMepcoHa. AjleKCaHAP CTa-
SKMPOBAJICS B AKaZieMuu, CO30aHHO mpu sHaMeHUTOM (ectmBaie B Bepbwe (2011), mo
MUTOTaM KOTOPOIt 6611 oTMeueH npu3om JKenesckoro douaa Neva Foundation.

Anexcanzp ractponupyeT B ropopax Poccum, JIutssl, llIBeuyn, ABctpun, OuH-
gy, I0AP, SInonnn, @panummn, bonrapumn. ConbHble KOHLIEPThI apTHUCTa POILIN
B KoHceprre6ay (AmcTepmam), KOHIIEPTHOM 3aie MapuMMHCKOTO TeaTpa, KOHIepT-
HOM 3asie uMmenn LY. YaiikoBckoro. My3bIKaHT BbICTYIIaN B CONpoBoxxaeHun TACO
nmennu E. CBetnaHoBa, cuMdoHMIeckoro opkecTpa MapumHCKOro TeaTpa, Guiapmo-
HMUecKuX opkecTpos KejinrayHa u MoxaHHec6ypra M MHOTMX APYIUMX KO/IEKTUBOB.
C 2009 r. AnexcaHzp BbICTYIIaeT B IyaTe ¢ MMaHuCcTKoi AHHOM OnmHLoBoit. B 2012 1. Mx
aHcaMOITb CTas laypeaToM KOHKypca AyaToB B LlIBerym.

Anexkcanzip PamMM wrpaeT Ha MHCTpyMEHTe KPEMOHCKOro macrepa Iabpuasns
JKebpaHa ky6a.

Anexkcaugp CiragKOBCKUIL — HApOIHBIN apTucT Poccyuy, OKOHYMIT MOCKOBCKYIO
u Caukrt-Iletep6yprckyio KoHcepBatopuu. Jlaypeat III Bcepoccmitckoro KOHKypca
mupwkepoB umenu C.C. IlpoxodreBa. Kak mupiskep ne6rotuposan B locymap-



CTBEHHOM TeaTpe orepbl 1 6anera CaHKT-IleTepOyprckoii KOHCEPBATOPUY OIEpOii
B.A. Mouapra «Cosi fan tutte» («Tak nocmynaiom 6ce #eHujuHbs!»). BbUI IIaBHBIM JVIPU-
skepoM ['ocymapcTBeHHOI akageMudeckoi Kaneutsl CaHkT-Iletep6ypra.

Accucruposan Mapucy SIHcoHcy 1 McrucinaBy PoctponoBudy. C 2006 mo 2010 rr.
siBisuIcs upvokepoM TocymapcTBeHHOTro cvMGOHMYECKOro opkecrpa «Hogas Poc-
cusi» iop, ynpasyeHueMm I0pus Bammeta. C 2010 r. — XyI0sKeCTBeHHBI PyKOBOAUTEb
¥ TIaBHBI Jupiskep locymapcTBeHHOro cum@oHMYECKOro oprecrpa Pecry6rmmkm
TaTapcraH.

3a mects et paborsl B 'CO PT panmKanbHO M3MEHMT CUTYALIO, 3HAUUTETBHO
MOBBICKB CTATYC KO/UIEKTMBA B MY3bIKaJbHO-0OIIECTBEHHOI XMU3HU Pecry6mmku
TatapcraH u Bceii crpanbl. 'CO PT nop, pykoBoacTBoM CiaKOBCKOTO — MepBbIit poc-
CUICKUIT pETMOHAJIbHBII KOJUIEKTUB, 3aIIMCaHHbIN Ha TenekaHanax Medici.tv u Mezzo.

OpkecTpbl TOA yrpaBieHueM Asekcanzapa Cl1afKOBCKOTO NPUHUMMAaNM ydva-
CTHe B KPYIHBIX MEKIYHApPOOHBIX U (denepaabHbIX MPOeKTax U dhecTuBaisx, Cpeay
KOTOPbIX «My3bikanvHoili Onumny», «I[lemepOypeckas My3vlKaivHas 6ecHa», (hectu-
Banb I0pus TemupkaHoBa «ILnowjads uckyccme», «depeuiHesulii sec», Bcepoccuitckuii
KOHKYpPC OIepHbIX MeBIOoB VpuHbl Borauéoii, dbectuBanb «PoduoH LlledpuH. Asmo-
nopmpem» (2002), Young Euro Classic (bepnun), XII u XIII ITacxanbHelii dectuBanm,
«Crescendo», Schleswig-Holstein Musik Festival, Kunstfest-Weimar, Budapest Spring
Festival-2006, Bratislava Music Festival, V. ®ecTuBasib CM(pOHUUECKUX OPKECTPOB
mupa, XI Woerthersee Classics Festival (Knarendypr, ABctpus), «be3ymHbili 0eHb 8 Sno-
Huu», bectusaib «Xubna lepamasa npuenawaem...», «<Onepa Anpuopu» v fpyrue.

Anekcangp CrnafKOBCKMIA SIBJISIETCS OCHOBATE/IeM U XY0)KeCTBEHHBIM PYKOBO-
IUTeNIeM CceMM MY3bIKaIbHbBIX (ecTuBaeii: «PaxauHcKue ce30Hsl», «benas cuperwv»,
«KazaHckasn ocenwv», «Concordia», «/JeHuc Mayyes y dpyseli», «Teopueckoe omkpbl-
mue», «Mupac». B 2012 r. ocy1ecTBUII 3alIUCh «AHMON02UU MY3blKU KOMNO3UMOPO8
Tamapcmaua» n anvboma «IIpocsemieHue» Ha neitbnax Sony Music i RCA Red Seal
Records.

B ampene 2014 r.I'CO PT nop, ynipaBnennem Anexkcanpa CiaIKOBCKOTO BBICTYITNT
B mra6-kBapTrpe FOHECKO B ITapuske Ha 1iepeMoHUM mpucBoenust Jenncy MaiyeBy
3BaHus Ilocima mo6poit Bom. B cesone 2014/15 Anekcangp CrnagkoBckuii ¢ TCO PT

BeICTYIIW/I B Borpiiom Teatpe Poccuym B pamMKax I00M/IEfHOTO KOHLIEPTA, MOCBSIIIEH-
Horo 10-metuto dectusains «Crescendo», u B Cankr-Iletep6ypre, rie mpoIies mepBbiii
racTpOJbHBIN a60HEMEHT M3 TPeX KOHLIEPTHBIX BeUepOB Ha CIieHe 3a1a «MapuuHka-3».

Anekcanzap CrnaJKOBCKMIT — apTMUCT MeXIyHapogHoOro areHTcrBa IMG Artists.
B utone 2015 r. HarpakgeH MaMsITHbIM 3HaKOM — Mefianblo «Hukonati Pumckuti-Kopca-
K08», B OKTs16pe 2015 r. mpesumeHT Pecrry6imku TaTaperan Pyctam MUHHMXaHOB BpY-
uy1 Anekcanzapy CriagkoBCKOMY opaeH «/Iycnvik» — «/Ipymno6ar.

T'ocymapcrBeHHslit cumboHmuueckuit oprectp Pecrry6imku TaTapcran

Upest cozmanmst cuMbOHMYECKOro opkectTpa B TaTapcTaHe MPMHAAIEXKaNA IIpex-
cepatesto Coio3a KoMno3uTopos TatapcraHa, pekTopy KazaHckoii rocyapCcTBeHHOM
KkoHcepBaTopyy Hasuby JKuraHosy. ITo nannmaTtuse XXuraHosa u mepBoro cexkpe-
Tapst Tarapckoro o6koma KIICC TabeeBa B Kasaub 6bUT mpuriaiieH gupukep Hatan
PaxmuH. [Tocie cmepTy B 1979 1. Hatana [puropbeBuya ¢ OpkecTpom paboTanu PeHaT
CanaBaros, Cepreit Kamarus, PaBuib MapTeiHos, imant Konuubir. B 1985 r. Ha
IIOIKHOCTD XyIOSKECTBEHHOTO PYKOBOAMTEIS M ITIABHOTO AMPYIKepa 6bIT IpUIVIalieH
HaponHbIit apTucT Poccun u Kasaxckoit CCP ®yat MaHCYpoB, KOTODBIii TpopaboTast
B TaTapckoM opkectpe 25 jet. B 2010 r. mocie cmept ®@yata [llakMpoBuya HOBBIM
XyOOKECTBEHHbIM PYKOBOAUTENEM ¥ TIABHBIM AMPISKEpOM GbUT Ha3HAueH 3aciy-
skeHHbIN apTuct Poccum Anexcanap CrnagKOBCKMiL, ¢ KOTOpbIM ['ocymapcTBeHHBIN
cumboHnveckuii opkectp TaTapcraHa Havyas 45-ii ce30H.

C ero nNpMxo/0M HayasCsl HOBBIV 3Tall B UCTOPUM OpKecTpa. OpraHu3oBaHHbIE
TocynapctBeHHbIM cuMbOHMYECKUM OpKecTpoM PT MeskIyHapoJHble My3bIKalbHbIe
dectmBamu «PaxnuHckue ce3oHsl», «benas cupenwv», «Kazauckas oceHv», «Concordia»,
«/leHuc Mauyyes y Opyseii», «Tgopueckoe omkpsimue», «Mupac» TPpU3HaHbI OJHUMMU
”3 CaMbIX SIPKMX COGBITMII B Ky/IbTYpHOII Xu3HM Tarapcrana u Poccun. OpkecTp
yupenua TpoekT «/JocmosiHue pecnyOauKu» IJiSi ONapPEHHBIX BOCIUTAHHUKOB
MY3BIKJIBHBIX IIKOJT M CTYIE€HTOB KOHCEpBAaTOPMM, 06pa30BaTEeNbHbIA TPOEKT IJIsI
LIKOJIbHMKOB Kasauu «Ypoku my3siku ¢ opkecmpom», UK «HcyeneHue My3sKot» [Jist
VHBAJIUZIOB U TSDKENIO GOIbHBIX JeTel.

Ceronust TocynapcTBeHHblit cumboHMueckuit oprectp Pecriy6nnku TaTapctad
BXOJIMUT B UMCJIO JAYYIIMX KOIeKTuBOB Poccum. KoHueptsl ¢ yuactuem I'CO PT c



ycrexoM mpoxofasT B Mockse, Ilepmu, Open6ypre, Upkyrcke, Coun, TioMmeHu B
pamkax dectuBaneit «Crescendo», «38e30si Ha Batikane», «OpeHOypzcKue ce30Hbl
Henuca Mayyesa», «epewHesslii nec», «be3ymHuiii deHb 8 SInoHuu», «Xubna I'epamasa
npuenawiaem...», «Onepa Anpuopu» v IpyTux.

B pasHble Tofibl C OPKeCTPOM BBICTYIIAIN MUCIIONIHUTENN C MUPOBBIMM MMeHaMH,
cpenyt kotopbix I'. BumneBckasi, Y. Apxunosa, O. Bopoguna, JI. KazapHoBckasi,
X. Tep3maBa, Cymu Yo, C. Kepmec, A. lllarumypaTosa, T. CepskaH, A. Bouutatuébyc,
I. Anuesa, I1. Jomunro, P. Anaubs, 3. Cotkmnasa, [I. XBopocToBckuit, B. T'epesno,
WU. A6mpasakos, B. CrnuBakos, B. TpetbsikoB, U. Oiictpax, B. Penun, C. Kpsi-
noB, I. Kpemep, A. baeBa, 10. Bammet, M. Poctporiosuy, [I. [lladpan, [I. Fepunrac,
C. Ponpyrun, M. IlnetHés, H. Iletpos, B. Kpaiines, B. Buapno, JI. Bepmas, [I. Maiyes,
B. Bepesosckuit, B. Iyrmac, H. Jlyranckuit, A. Topanse, E. Meuetuna, P. flcca,
K. Bammer, U. Bytman, C. Hakapsikos, A. Orpunuyk, . ®€nopos.

B 2012 r. opkecTp 3ammucajg AHTOJIOTMIO MYy3bIKM KOMIIO3UTOpOoB TaTapcraHa
u anbbom «IIpoceemnenue» (B OucK Bouutn «Margped» YaitkoBckoro u «Ocmpos
Mepmebix» PaxMaHMHOBA) Ha Jieitbaax Sony Music u RCA Red Seal. C 2013 t. Tocy-
napcTBeHHbI cumboHnuyeckuit opkectp PT spnsiercss aprucrom Sony Music
Entertainment Russia. KoHIIepTBI OpKecTpa GbUIM 3alMCaHbI M MTOKAa3aHBI HA TeJeKa-
Hanax Mezzo u Medici.tv.

Cepreii Joraaux
Sergey Dogadin

(

IOmMutpuit Macnees
Dmitry Masleyev

Jlykac I'eHtomac
Lukas Geniusas




The instrumental concertos occupy a special niche in Dmitri Shostakovich’s legacy.
Concerto has been a part of the greater symphonic genre since the nineteenth century;
so it appears in most of Shostakovich’s concertos (it primarily holds for his violin and
cello concertos). At the same time, their personalized confessionary connotation brings
them into proximity with the master’s chamber creations. Shostakovich was writing each
of the concertos, just as he did with his quartets and instrumental sonatas, with a certain
performer in mind, and that left its mark on the music of the works.

The idea of the instrumental lineup for Piano Concerto No. 1, where a string
orchestra and solo trumpet accompany the piano, was inspired by Kammermusik No. 2
by Paul Hindemith whom Shostakovich met in the early 1930s. Along with the 24 Preludes,
the concerto reflected the most distinct features of the composer’s pianism.

The concerto was premiered by the author and the Leningrad Philharmonic Orchestra
conducted by Fritz Stiedry on 15 October 1933. The audience met the young composer’s
work with enthusiasm while the critical reviews were contradictory. Some were confused
with a heated degree of the concerto’s grotesque and parody elements, some thought
that the deliberate stylistic diversity was too striking. The concerto is literally flooded
with ironic citations and allusions. So, Haydn’s D-major piano sonata and the beginning
of Beethoven’s Appassionata coexist here with The Slavic Woman’s Farewell and street
songs (Shostakovich cites his own music too: the themes from the music hall revue Condi-
tionally Killed and a filler to Erwin Dressel’s opera Armer Columbus). Young Shostakovich’s
Rabelaisian guise that came from his theatre and ballet music and was evident on some
of the pages of The Nose and Lady Macbeth of the Mtsensk District reaches its zenith in the
piano concerto. On the other hand, the concerto is not devoid of moments of sincere lyri-
cism, although it is bashfully made up in antiromantic “clothes” (the second movement)
and even more explicitly shaded with an energetic humorous push of the extreme move-
ments. The finale is preceded with a large-scale cadenza that grows into a separate move-
ment. Such an approach to the concerto format will be characteristic for Shostakovich
henceforth.

Today, the First Piano Concerto arguably remains one of Shostakovich’s most popu-
lar works. In addition, it allows great freedom of interpretation. Not all the performers
follow the composer’s restraint, perhaps overly dryish rendition. So, Lukas Geniusas, an

heir to romantic traditions of the Russian piano school, reveals the entire emotional and
pianistic palette of the work. Stressing the sarcastic, “clownish” moments to the max, he
surrenders himself to the lyrical bits with gusto and confidently fugles the orchestra in the
energetic motion of the finale. The performer’s will makes the concerto’s kaleidoscopic
panorama gain a uniform, explicitly buoyant tone.

Piano Concerto No. 2 was written for the composer’s son, then 19-year-old Maxim,
who was about to finish the Central Music School of the Moscow Conservatory. The con-
certo was premiered by the USSR State Symphony Orchestra conducted by Nikolai Anosov
on 10 May 1957.

The imagery of the Second Concerto was close to Shostakovich’s early Concertino
for two pianos, Op. 94. As Vera Vasina-Grossman fairly noted, the sound of the concerto
was “determined by the images of ... adolescence, a transitional age between childhood and
youth.” Being content with the traditional form and a modest, nearly “homely” appearance
of the whole, Shostakovich was sincere in giving himself up to the charms of youth that
breezed in all the best Soviet works of that period. An elegiac Andante makes up one of the
most heartfelt pages of the second movement (the slow movements of the two concertos
inspired choreographer Yuri Grigorovich’s lyrical adagios in his version of Shostakovich’s
ballet The Golden Age).

Dmitry Masleyev, one of the brightest young Russian pianists and an owner of the gold
medal of the XV International Tchaikovsky Competition, has a subtle perception of the
concerto’s serene and light-coloured stylistics, its good-natured, sarcasm-free humour.
Enriching the expressiveness of the lyrical bits, the pianist communicates Shostakovich’s
Second Concerto as the twentieth century great master’s lyrical intermezzo.

Shostakovich’s interest in violin art was stirred after he made the acquaintance
of David Oistrakh, one of the greatest violinists of the previous century. Their first meet-
ing took place during their tour of Turkey in 1935. The series of concerts Development
of Violin Concerto performed by Oistrakh in the 1946-1947 season was one of the stron-
gest impressions for Shostakovich in the first post-war years.

Shostakovich began to work on his Violin Concerto No. 1 in the summer of the same
year and finished the score in the spring of 1948, the time when the wide-spread persecu-
tion of the composer under the guise of “struggle against formalism” was in full swing. That



had its impact on the fate of the concerto, which was premiered as late as in 1955. David
Oistrakh played it for the first time in Leningrad with conductor Evgeny Mravinsky and
the Leningrad Philharmonic Orchestra.

In terms of scale of the concept and its realization, the First Violin Concerto is not
inferior to Shostakovich’s brightest symphonic opuses. At the same time, what we see
in this music is a portrait of David Oistrakh, a music genius who combined dramatic
expressiveness with academic strictness, phenomenal virtuosity with subtle insight into
the stylistics of the music he performed. Hence we have this peculiar objectivity of the
concerto where sharply contracting images are reduced to the “unity of opposites.”

The contrast between the first two movements — an extremely pensive Nocturne and
a grotesque, demonic Scherzo — manifests itself further on at a new level. The Passacaglia
becomes a dramatic centre of the cycle — as it happened in the earlier works, the genre
borrowed from the baroque arsenal concentrates on tragic imagery. There is no doubt
that the music captured the composer’s immediate experience, helpless bitterness of the
humiliation caused by absurd “amicable” criticism (“...when the shameful, abominable
debates were over, I got back home and wrote the third movement,” Shostakovich wrote).
An extensive solo cadenza, actually a movement in itself that extends the borders of the
cycle, connects it with the finale; here, the performing difficulties are deliberately taken
to the highest degree as if the listener must feel the composer’s physical and spiritual
pain. Shostakovich titled the concluding movement Burlesque, but under the cover of fes-
tive vivacity one may hear despair and a sense of frustration in the face of the impending
disaster.

An uncommon correlation of the solo part and orchestral sound is one of the most
important features of the concerto. It resembles a violin symphony more than anything
else, where by the composer’s wish the violin frequently carries on a dialogue on equal
terms with the other instruments — at times it retreats to the middle ground making way
for a voluminous polyphony of the score, or fades completely inside the monolithic tutti
(the concerto was instrumented for a big orchestra lineup with extended wind and percus-
sion groups). Sergey Dogadin and Alexander Sladkovsky achieve an ideal balance of the
sound avoiding externalities. There is no virtuosic-technical constituent of the solo part
in the young violinist’s performance. The restraint of tempo alterations and dynamic con-

trasts, and strict observance of the composer’s instructions only emphasize the acutely
dramatic intensity of Shostakovich’s music.

“Dmitri Dmitrievich had the intention of giving me a present and write a new, second con-
certo for me, timing it to my 60" anniversary,” David Oistrakh wrote. “But he was off by one
year. The concerto was ready by my 59" birthday.”

Violin Concerto No. 2 is an example of Shostakovich’s late style. Strict economy
of means came to replace virtuosity and artistic vivacity. A multidimensional orchestra
palette gave place to a chamber unicoloured sound. Its direction inwards, its philosophi-
cal rather than dramatic nature are tangible in the solo cadenzas that are found this time
in each of the movements. A dense and gloomy colouring of the concerto’s key (C sharp
minor) is also unusual.

Externally, a three-movement structure corresponds to the conventional concerto
cycle. But the first movement more likely resembles the “big Adagios” that open Shosta-
kovich’s symphonies. Taking a moderate, calm start, the music gradually grows into
a frenzied mechanical dance; however, the conflict never gets settled and resigns into
a subdued sonority of the beginning. A violin candenza that lacks any Shostakovich’s cus-
tomary expressiveness is a centre of the second movement, which is a meditative Adagio
(a sequence of slow movements is a typical detail of Shostakovich’s music written in his
last decade). In the finale, that also opens with a slow intro, the music runs along a path
that is similar to that of the first movement; but this time the sound stops abruptly when
the culmination is still at its peak.

The Second Violin Concerto is significantly less popular that the First. Although it is
not less challenging to a performer, its lower performing representativeness makes this
music seemingly “ungrateful.” Pavel Milyukov found the right key to the rendition of the
concerto. He opposes a sharp sonic “attack” in the quick bits to a saturated and dense
sound of the instrument in the slow tempos exposing the antagonism of the internal and
external principals ciphered in the music.

Shostakovich demonstrated a special attitude to the cello timbre throughout his
creative career. His cello sonata and the parts of the instrument in his two piano trios
testify to the fact. It was Mstislav Rostropovich who unveiled the real capabilities of the
instrument for the composer. The two met at the Moscow Conservatory in the 1940s.



Shostakovich stressed that Sergei Prokofiev’s Sinfonia Concertante (also dedicated
to Rostropovich) inspired him to write his Cello Concerto No. 1. However, searching for
similarities with the senior contemporary’s music is hardly worthwhile. It was just an ini-
tial impetus, a proof of truly all-embracing capabilities of the instrument in the hands
of the outstanding cellist.

Like the First Violin Concerto, the cello one is a “double portrait.” The character of the
first performer, one of the most remarkable figures of domestic music, shows through an
intensive development of the composer’s thought - his impulsive performing style, his
spiritual role of a desperately brave Don Quixote who had “nothing but music between life
and death.”

The first Allegretto starts with a leitmotif, a brief and dynamic image that sets
the emotional tone of the first movement and the whole work. The second theme built
on the composer’s altered sound monogram (DSCH) responds to it. We should note
a “concertizing” French horn in the concerto score, while the lineup is modest enough
(its role in the first movement is similar to the part of the trumpet in Piano Concerto
No. 1). A calmly unfolding Moderato is a lyrical centre of the concerto; in the concluding
bars, the top register of the cello blends with a fragile sound of the celesta. The cadenza
based on the music of the previous movements is like a preliminary “summary”; the finale
puts a period (or, to be more exact, an exclamation mark) to the development of the con-
certo. Its swift motion has a glimpse of a sarcastic chuckle at Stalin - a quasi-citation from
the leader’s favourite song Suliko accompanied with a contemptuous “cry” of the orchestra
(the composer drew Rostropovich’s attention to the fragment). One may see a symbolic
meaning in a stubborn and unreserved statement of the leitmotif that closes the concerto.

Alexander Buzlov, a successor of the best traditions of the domestic cello school
with its pronounced performing style, demonstrates a deep insight into the composer’s
concept and finds traits in this music that are close to his own individuality. The per-
former accentuates the extreme movements attaching a shade of prickly scherzo-ism
to them; Shostakovich’s characteristic nervous pulsation is felt here from the first bars.
For the soloist, the large-scale cadenza is not an end in itself but a running start until
the expressive finale, where the internal conflict seems to be just on the point of break-
ing out. The cellist interprets the final “apotheosis” of the leitmotif, a sharp break of the
conclusion as the composer’s internal voice, as the right to artistic freedom he declared.

It took Shostakovich only one month to finish his Cello Concerto No. 2. It was
premiered in 1966, in Moscow by Mstislav Rostropovich and the USSR State Orchestra
conducted by Evgeny Svetlanov. The music of the first movement was born under
the impression of the death of Anna Akhmatova, “the queen of Russian poetry” (Shostako-
vich). The last instrumental concerto opened a new page of the composer’s oeuvre — from
now on his creative spirit will be growing deeper rather than wider.

Just like Shostakovich’s other late works, the concerto contains a great number of cita-
tions from and allusions to his and someone else’s music. But the theme from a 1920s
Odessa street song Kupitye bublichki becomes its hallmark - its completely rethought
sound is the major outcome of the development. As musicologist Viktor Bobrovsky fairly
noted, “in the culmination of the finale ... the song turns into a ‘theme of fate’ - the hidden bit-
terness became an infinite frenzied despair... It is the concealed tragedy that makes the main
content of the theme.”

The group of percussion instruments stands out against a background of an almost
chamber orchestra lineup: their accompaniment for the soloist in the concluding sections
of each of the movements extends a thread from the cello concerto both to the composer’s
past (the conclusion of the Fourth Symphony) and future (the coda of the finale of the last,
Fifteenth Symphony) works.

An angry scherzo (Allegretto) is opposed to an intense internal monologue of a low
first movement (Largo) — apart from the theme of Kupitye bublichki, it also uses the com-
poser’s monogram (DSCH) that resembles a manipulated puppet and runs all through
the concerto. An intricately constructed and informative third (final) movement plays
a synthesizing role: here we have transformation of a sad barcarole into a grotesque tre-
pak (Mussorgsky’s Songs and Dances of Death come to mind unwittingly), revisited themes
from the first movement and an even more aggressive intrusion of Bublichki. The coda
that concludes the concerto with rapping of the percussion against the background of a
self-restrained sound of the cello is an embodiment of the march of Time, the inexorably
approaching end. According to cellist Leonid Gulchin, “this is the end, after which there’s
nothing, just a long, lonely note of the soloist cut short so fervently.”

Alexander Ramm interprets the Second Cello Concerto as a tragic confession of the
artist who ponders over the near end of his life journey. He doesn’t copy Rostropovich’s
interpretation; the emotional degree of the concerto performed by him is as restrained



as the tempos. Against the background of a triumphing bacchanalia of vulgarity that
makes us recall Daniil Kharms’s pictures of tragic absurd, the “weary” doom of the slow
bits is no longer able to defeat evil. According to the cellist’s interpretation, the soloist-
protagonist turns into a King Lear who lost his kingdom.

Boris Mukosey

Lukas Geniusas was born in 1990 to a family of musicians and started to play
the piano at the age of five. In 2004, he finished the children’s music school of the Fry-
deryk Chopin College where he studied with Alexander Belomestnov and became a grant
holder of the Mstislav Rostropovich Charity Foundation. In the summer of 2013, he
graduated from the Tchaikovsky Moscow State Conservatory where he studied with his
legendary grandmother, professor Vera Gornostayeva, and later continued his education
as an assistant and intern.

The pianist’s professional life began when he was a young boy with regular concert
performances and appearances at festivals and international competitions. Young Lukas
was awarded prizes of the government of Moscow — the Young Talents of the 21* Cen-
tury grant and Young Talents federal scholarship. In 2008, Lukas won a gold medal of the
VII Youth Delphic Games of Russia. By now, he has received a total of twelve high com-
petition awards. The most recent and significant of them are the first prize of the Gina
Bachauer International Piano Competition in the USA (2010), the second prize of the Fry-
deryk Chopin International Piano Competition in Warsaw (2011), a German piano prize
Deutscher Pianistenpreis in Frankfurt (2012), and the second prize of the XV Tchaikovsky
International Competition (2015).

The young artist’s repertoire grows year after year. His monographic programmes
such as Chopin’s 24 Etudes and three sonatas, five Beethoven’s concertos, Hindemith’s
Ludus tonalis and Rachmaninoff’s 24 Preludes that can be heard in his concert pro-
grammes are of particular interest. Lately he has given a lot of solo, symphonic and cham-
ber concerts performing with outstanding musicians of today, including Gidon Kremer,
Yuri Temirkanov, Valery Gergiev, Saulius Sondeckis, Dmitri Sitkovetsky, Andrei Boreiko,
Mario Brunello, Mischa Maisky and many others.

In 2011, Lukas took part in the staging of Leonid Desyatnikov’s ballet Lost Illusions
at the Bolshoi Theatre. The piano is assigned a big part in the score of the ballet.

The concert season of 2014-2015 saw Lukas debuting at London’s Wigmore Hall
and Paris’s Louvre Auditorium. The 2015-2016 season included his performances
at the festivals Piano aux Jacobins in Toulouse, 1001 Notes in Limoges, Verbier Festival,
Faces of Modern Pianism and Square of Arts in St. Petersburg, Opera Apriori in Moscow,
at the Salle Gaveau in Paris, Suntory Hall in Tokyo, in Nagoya, Yokohama, Warsaw, Lon-
don and Vilnius. The 2016-2017 will present Lukas in Munich, Paris, Rio de Janeiro,
Yokohama, Osaka, Singapore, Toronto, Montreal, Kiev, Vilnius and a number of Russian
cities, including recitals at the Grand Hall of the Moscow Conservatory and the Mariin-
sky Concert Hall in St. Petersburg.

In the past five years, Geniusas released albums with works by Chopin and Rach-
maninoff on NIFC, Art Classic and DUX. A double album of Chopin’s works released
by Poland’s Fryderyk Chopin Institute featured the pianist. In 2013, the Moscow Conser-
vatory released an album with Rachmaninoff’s 24 Preludes recorded live at the Grand Hall
at the concert for the composer’s anniversary. This recording was very recently re-released
on Piano Classics in the Netherlands, where Geniusas recorded an album of Beethoven’s
and Brahms’s sonatas a year earlier.

One year ago Melodiya released Lukas’s solo album named Emancipation of Conso-
nance with works by Desyatnikov, Ryabov and Arzumanov. In April 2016, Melodiya released
an album of Lukas’s duets with violinist Aylen Pritchin. They recorded works by Stravin-
sky, Tchaikovsky and Desyatnikov.

Dmitry Masleyev was born in 1988 and became widely known when he received
the first prize and gold medal of the XV International Tchaikovsky Competition in 2015.
The tour that followed his triumph brought him international recognition. Among
Dmitry’s latest performances are his recitals at the festivals in Ruhr, La Roque d’Antheron,
Bergamo and Brescia, at the Gasteig in Munich, two tours of Japan with orchestras led
by Valery Gergiev and Yuri Bashmet, his French debut with the Orchestre National
du Capitole de Toulouse, a gala concert at the opening of the music festival in Istanbul,
and a recital in Basel where he replaced the ailing Maurizio Pollini.

Dmitry Masleyev was born in Ulan-Ude. He graduated from the Moscow Conservatory
under professor Mikhail Petukhov and then underwent a study course at the International
Piano Academy Lake Como in Italy. Before his triumph at the Tchaikovsky Competition,
Masleyev was a winner of many international tournaments, including the Adilia Alieva



International Piano Competition in Gaillard, France, in 2010, Premio Chopin in Rome,
Italy, in 2011, and Antonio Napolitano in Salerno, Italy, in 2013.

In January 2017, the pianist debuted at the Isaac Stern Auditorium of Carnegie Hall
with a programme featuring works by Scarlatti, Beethoven, Liszt, Rachmaninoff and Pro-
kofiev. On Valery Gergiev’s invitation Masleyev is going to appear at Gasteig in Munich
to perform three Prokofiev’s piano sonatas. Also in Munich he will play a recital with
the Munich Philharmonic Orchestra. He also intends to tour in Germany with the National
Philharmonic Orchestra of Russia conducted by Vladimir Spivakov and in Asian countries
with the Philharmonic Orchestra of Radio France conducted by Mikko Franck. Apart from
solo performances in Rheingau, Mecklenburg and Bad Kissingen, he will play a recital
at the Pianoscope Festival in France directed by Boris Berezovsky who described Masleyev
“a discovery and a brilliant pianist.”

Sergey Dogadin was born in 1988 to a family of musicians. He began to play the vio-
lin at the age of five. In 2012, he graduated from the St. Petersburg Conservatory under
the legendary violinist and professor, People’s Artist of Russia Vladimir Ovcharek. The vio-
linist continued his education with his father, an Honoured Artist of Russia, professor Andrei
Dogadin and also took master classes from Zakhar Bron, Maxim Vengerov and others.

In 2014, Sergey Dogadin completed with honours a concert graduate course at the
Music High School in Cologne, Germany, where he attended the class of professor
Michaela Martin. Between 2013 and 2015, he also underwent a solo graduate course at the
University of Performing Arts and Music in Graz, Austria, under professor Boris Kuschnir.

The young violinist is a winner of many international competitions, including
the grand prix, first prize and special prize of the judges at the Andrea Postaccini Interna-
tional Violin Competition in Italy in 2002, first prize of the Niccolo Paganini International
Competition in Russia in 2005, special prize of the Bavarian Radio of the ARD Interna-
tional Music Competition in Munich in 2009 (awarded for the first time in the history
of the competition), second prize (the first one was not awarded) and audience choice
award of the XIV International Tchaikovsky Competition in 2011, and second prize of the
First Isaac Stern International Violin Competition in China in 2016.

Sergey Dogadin has toured in Russia, the USA, Japan, Germany, France, the UK,
Switzerland, Italy, Spain, Sweden, Denmark, China, Poland, Lithuania, Hungary, Ireland,
Chile, Latvia, Turkey, Azerbaijan, Romania, Moldova, Estonia and the Netherlands.

The violinist has collaborated with the London Philharmonic Orchestra, the Ber-
lin Symphony Orchestra, the National Philharmonic Orchestra of Russia, the orchest-
ras of the Mariinsky Theatre and the Moscow Philharmonic Society, and the national
orchestras of Estonia and Latvia. He has performed with Yuri Temirkanov, Valery Ger-
giev, Vladimir Ashkenazi, Vladimir Spivakov, Yuri Simonov, Thomas Sanderling, Aldo
Ceccato, Viktor Tretiakov, Alexander Dmitriev, Saulius Sondeckis, Kurt Masur, Howard
Griffiths, Fabio Mastrangelo, Mikhail Nesterovich and many others.

The artist has been honoured to play the instruments of Niccoldo Paganini and
Johann Strauss.

Sergey Dogadin now plays the violin by the Italian luthier Giovanni Battista Gua-
dagnini (Parma, 1765) kindly lent by Fritz-Behrens-Stiftung of Hannover, Germany.

Pavel Milyukov (born in 1984) is a winner of the bronze medal of the XV Inter-
national Tchaikovsky Competition in Moscow in 2015 and prizes of many other pres-
tigious music contests, including the 2005 Robert Canetti Competition in Hungary,
the 2007 Paganini Competition in Moscow, the 2008 David Oistrakh Competition
in Moscow, the 2012 Khachaturian Competition in Yerevan and the VIII Seoul Interna-
tional Violin Competition in South Korea in 2012.

A graduate of the Moscow Conservatory (class of People’s Artist of Russia Vladi-
mir Ivanov), he continued his education at the Vienna Conservatory under professor
Boris Kuschnir. The violinist is an active concert performer and has toured in Austria,
Belgium, Germany, Hungary, Switzerland, Italy, Spain, Finland, Sweden, Greece, South
and North Koreas, China and many cities of Russia where he also give master classes.
He has appeared on the most famous domestic stages as well.

The artist has collaborated with the Svetlanov State Academic Symphony Orches-
tra, the Moscow Philharmonic Orchestra, the Tchaikovsky Symphony Orchestra,
the Moscow Symphony Orchestra conducted by Pavel Kogan, the Ural Philharmonic
Orchestra, the Swedish Wind Ensemble and the Baltic Sea Youth Philharmonic. He has
performed with conductors Valery Gergiev, Vladimir Spivakov, Vladimir Fedoseyev,
Mikhail Pletnev, Yuri Simonov, Kristjan Jarvi, Vasily Petrenko, James Conlon and Rob-
ert Canetti.

The artist plays the Guarneri Ex-Szigeti violin kindly lent by one of the Swiss
foundations.



Alexander Buzlov (born in 1983) won his first grand prix at the Mozart-96 Competi-
tion in Monte Carlo when he was 13 years old. A year later he received the grand prix of the
Virtuosi of the 21 Century Competition in Moscow and appeared at the concert celebrating
Mstislav Rostropovich’s 70™ anniversary. Soon after that he won the New Names All-Rus-
sian Competition (grand prix, 2000), Young Concert Artists competitions in Leipzig (2000)
and New York (2001), and Jeuness Musicales in Belgrade (2005). He received the Leyda
Ungerer Prize at the Pablo Casals Competition in Kronberg, Germany, in 2004. In 2005,
Alexander took the second prize of the ARD International Cello Competition in Munich,
Germany, one of the most prestigious music compositions in Europe. In 2008, the cellist
took the second prize of the International Cello Competition in Geneva, the oldest cello
competition in Europe. In 2010, he was awarded the grand prix and audience award of the
Emanuel Feuermann Cello Competition in Berlin. The cellist participated in the Inter-
national Tchaikovsky Competition three times and received the second and third prizes
in 2007 and 2015, respectively, and two special prizes for the best performance of Tchai-
kovsky’s Pezzo capriccioso in 2002 and for the best performance of Tchaikovsky’s music
in 2007, and a prize from the Rostropovich-Vishenvskaya Foundation in 2007.

Alexander Buzlov graduated from the Moscow Conservatory where he studied with
professor Natalia Gutman. He took master classes from some of the best cellists, including
Mstislav Rostropovich, Daniil Shafran, Natalia Shakhovskaya and others. When a student,
he received grants from the international charity foundations of Mstislav Rostropovich,
Vladimir Spivakov, Nahum Guzik and the Russian Performing Arts Foundation. Alexander
currently teaches at the Moscow Conservatory and is an assistant to professor Natalia
Gutman. He gives master classes in Russia, America and Europe.

Alexander Buzlov has appeared with many renowned collectives, including the Svet-
lanov State Academic Symphony Orchestra, the Mariinsky Theatre Symphony Orchestra,
the National Philharmonic Orchestra of Russia, the philharmonic orchestras of Moscow
and St. Petersburg, and the Tchaikovsky Symphony Orchestra. As a chamber performer, he
has appeared with Martha Argerich, Denis Matsuev, Natalia Gutman, Eliso Virsaladze, Yuri
Bashmet and Alexei Lyubimov.

Alexander Ramm (born in 1988) is a winner of the second prize of the Interna-
tional Tchaikovsky Competition in 2015 and many other musical contests, including
the 1% Cambridge International Boston Competition (Boston, Massachusetts, 2005),

the 1%t All-Russian Music Competition (Moscow, 2010) and the 3 Beijing Interna-
tional Music Competition (China, 2010). As of now he is the only Russian prize-winner
of the Paulo Cello Competition in Helsinki (2013), one of the world’s most prestigious
cello tournaments.

In 2012, Alexander Ramm graduated from the Moscow Conservatory where he stu-
died with professor Natalia Shakhovskaya. He and completed a graduate course at the
Hochschule fiir Musik Hanns Eisler in Berlin under Frans Helmerson. Alexander also
underwent a study course at the Verbier Festival Academy in 2011 and received an award
from the Neva Foundation in Geneva at the end of the course.

Alexander has toured in Russia, Lithuania, Sweden, Austria, Finland, South Africa,
Japan, France and Bulgaria. The artist’s recitals have taken place at Concertgebouw
in Amsterdam, the Mariinsky Theatre Concert Hall and the Tchaikovsky Concert Hall.
The musician has performed the Svetlanov State Academic Symphony Orchestra,
the Mariinsky Theatre Symphony Orchestra, the philharmonic orchestras of Cape Town
and Johannesburg, and many others. Alexander has performed in a duo with pianist Anna
Odintsova since 2009. In 2012, their ensemble was awarded a prize of the International
Duo Competition in Sweden.

Alexander Ramm plays an instrument made by the Cremona luthier Gabriele Jebran
Yakoub.

A People’s Artist of Russia, Alexander Sladkovsky graduated from the Moscow and
St. Petersburg conservatories. He is a prize-winner of the III All-Russian Prokofiev Con-
ducting Competition. He debuted as a conductor with Mozart’s opera Cosi fan tutte at the
St. Petersburg State Opera and Ballet Theatre. He was chief conductor of the the State
Academic Chapel of St. Petersburg.

He was an assistant to Mariss Jansons and Mstislav Rostropovich. Between 2006
and 2010, he was a conductor with the New Russia Orchestra led by Yuri Bashmet. Slad-
kovsky has been artistic director and chief conductor of the Tatarstan National Symphony
Orchestra since 2010.

During a six-year period with the orchestra, he managed to crucially change the situa-
tion increasing the orchestra’s status in musical and social life of the Republic of Tatarstan
and the entire country. The orchestra led by Sladkovsky has become Russia’s first regional
collective to appear on Medici.tv and Mezzo channels.



The orchestras conducted by Alexander Sladkovsky took part in a number
of large-scale international and federal projects and festivals, including Music Olym-
pus, Petersburg Music Spring, Yuri Temirkanov’s festival Square of Arts, Cherry Tree
Forest, Irina Bogacheva’s All-Russian Opera Competition, Rodion Shchedrin. Self-por-
trait (2002), Young Euro Classic in Berlin, the XII and XIII Easter Festivals, Crescendo,
Schleswig-Holstein Musik Festival, Kunstfest-Weimar, Budapest Spring Festival
in 2006, Bratislava Music Festival, the V Festival of World’s Symphony Orchestras,
the XI Woerthersee Classics Festival in Klagenfurt, Austria, La Folle Journée in Japan,
Hibla Gerzmava Invites..., Opera Apriori etc.

Alexander Sladkovsky is a founder and artistic director of seven music festivals —
Rakhlin Seasons, White Lilac, Kazan Autumn, Concordia, Denis Matsuev and Friends,
Creative Discovery and Miras. In 2012, he recoded the Anthology of Music by Tatarstan
Composers and the album Enlightenment on Sony Music and RCA Red Seal Records.

In April 2014, the Tatarstan National Symphony Orchestra conducted by Slad-
kovsky performed at UNESCO Headquarters in Paris during the ceremony of desig-
nating Denis Matsuev as UNESCO Goodwill Ambassador. In the season of 2014-2015,
Alexander Sladkovsky and his orchestra performed at the Bolshoi Theatre of Rus-
sia at the concert dedicated to the tenth anniversary of Crescendo Festival and in St.
Petersburg, where they played their first seasonal series of three concerts on the stage
of the Mariinsky Concert Hall.

Alexander Sladkovsky is an IMG Artists conductor. In June 2015, he was awarded
the Nikolai Rimsky-Korsakov commemorative medal. In October 2015, President
of the Republic of Tatarstan Rustam Minnikhanov presented Alexander Sladkovsky
with the Duslyk (Friendship) Order.

Tatarstan National Symphony Orchestra

The idea of founding a symphony orchestra in Tatarstan belonged to Nazib
Zhiganov, chairman of the Union of Tatar Composers and dean of the Kazan State
Conservatory. On the initiative of Zhiganov and Fikryat Tabeyev, first secretary of
the Tatar Regional Committee of the CPSU, conductor Natan Rakhlin was invited to
Kazan. After Rakhlin’s death in 1979, the orchestra was led by Renat Salavatov, Sergei
Kalagin, Ravil Martynov and Imants Kocins. In 1985, Fuat Mansurov, a People’s Artist
of Russia and the Kazakh SSR, was invited to be artistic director and chief conductor

of the orchestra. He worked with the Tatar orchestra for 25 years. In 2010, after Man-
surov’s death, Alexander Sladkovsky became a new artistic director and chief conduc-
tor. With him at the helm the orchestra opened its 45th season.

His coming signified a new era in the orchestra’s history. The international music
festivals Rakhlin Seasons, White Lilac, Kazan Autumn, Concordia, Denis Matsuev and
Friends, Creative Discovery and Miras organized by the orchestra are among the most
remarkable cultural events in Tatarstan and Russia. The orchestra has established
the project Republic’s Patrimony for gifted pupils of music schools and conservatory
students, the educational project Music Lessons with the Orchestra for the schoolchil-
dren of Kazan, and the series of concerts Healing Music for disabled and seriously ill
children.

Today, the Tatarstan National Symphony Orchestra is among the best collectives
of Russia. Its concerts were a great successin Moscow, Perm, Orenburg, Irkutsk, Sochi
and Tyumen as part of the festivals Crescendo, Stars on the Baikal, Denis Matsuev’s
Orenburg Seasons, Cherry Forest, Mad Day in Japan, Hibla Gerzmava Invites, Opera
Apriori and others.

The orchestra has performed with many outstanding musicians, including Galina
Vishnevskaya, Irina Arkhipova, Olga Borodina, Lyubov Kazarnovskaya, Hibla Gerz-
mava, Sumi Jo, Simone Kermes, Albina Shagimuratova, Tatiana Serjan, Anna Boni-
tatibus, Dinara Alieva, Placido Domingo, Roberto Alagna, Zurab Sotkilava, Dmitri
Hvorostovsky, Vasily Gerello, Ildar Abdrazakov, Vladimir Spivakov, Viktor Tretiakov,
Igor Oistrakh, Vadim Repin, Sergei Krylov, Gidon Kremer, Alena Bayeva, Yuri Bash-
met, Mstislav Rostropovich, Daniil Shafran, David Geringas, Sergei Roldugin, Mikhail
Pletnev, Nikolai Petrov, Viktor Krainev, Vladimir Viardo, Lazar Berman, Denis Mat-
suev, Boris Berezovsky, Barry Douglas, Nikolai Lugansky, Alexander Toradze, Ekat-
erina Mechetina, Ramzi Yassa, Ksenia Bashmet, Igor Butman, Sergei Nakaryakov,
Alexei Ogrinchuk and Ivan Fyodorov.

In 2012, the orchestra recorded the Anthology of Music by Tatarstan Composers
and the album Enlightenment with Tchaikovsky’s Manfred and Rachmaninoff’s Isle of
the Dead on Sony Music and RCA Red Seal. The Tatarstan National Symphony Orchestra
has been an artist of Sony Music Entertainment Russia since 2013. The orchestra’s con-
certs were recorded and shown on TV channels Mezzo and Medici.tv.



CTBEHHbIJi C1M(OHUUECKII OPKECTP Pecnyﬁnm%Tax pCTaE=: - : =
stan National Symphony Orchestra :

||

I 3/1\"1

1;* -

Anexkcanzap By3noB{\
Alexander Buzlov




Juck 1

KoHuept aj1s1 poprenmano ¢ oprectpom N2 1 o muHOp, cod. 35

1 LAIlegretto . . . . . o i e e e e e e 5.55
2 ILLeNtO . . . o vt e e e e e e e e e e 7.18
3 IILMOderato. . . . . v v v it e e e e e e e e e e e e e e e e 1.26
4 IV.Allegroconbrio . . . . . . . oL e 6.50
Konueprt asa ¢poprennano ¢ opkecrpom N2 2 da maxkop, cou. 102

5 LAIEGIO. . . o o ot e 6.30
6 ILAndante. . . . . . . . . .. e e 6.40
T IILAIEGIO . . . o o ot e e e e e 5.01
O6uiee Bpems: 39.45

Juck 2

KoHuepT n1s1 ckpunku ¢ opkecrpom N2 1 19 MuHOp, cod. 77

1 LHOKTIOPH.Moderato . . . . . . . . it ittt it et e e e e e e e e 12.11
2 ILCrepmo. Allegro . . . . . . o e e 7.15
3 ILTlaccakammsi. Andante. . . . . . . . ..o i it e e e 13.51
4 IV.Bypnecka. Allegroconbrio—Presto. . . . . . . ... ..o 5.08
KoHuepT A1 CKpUIKM ¢ opkecTpoM N2 2 1o-Aue3 MUHOp, cod. 129

5 L Moderato . . . . ... e e e 14.06
6 ILAdagio. . . . .. .o 10.25
7 1L Adagio — Alle@ro. . . . . . . ot i e e e 8.16
O6iee Bpems: 71.16

Juck 3

KoHuepT J/11 BuonoH4enu ¢ opkectpom N2 1 Mu-6emosb maskop, cou. 107

1 LAllegretto . . . . . . o oo e e 6.12
2 ILModerato . . . . o vt e e e e e e e e e e 11.56
30 IILCadenza . . ... ..ottt 5.13
4 IV.AIeGro CONMOLO . . . o o v ittt e e e e e e e e e e e 4.58
Konuepr a1 BMonoHuenu ¢ oprecrpom N2 2 Conp maskop, co4. 126

5 LLarg0. . . v v vt i e e e e e e 15.25
6 ILAIlegretto. . . . . v v vt e e e e e 4.34
7 ILAIeGretto . . . . . . v it e e e e e e 17.18

O61iee Bpems: 65.41

Conucrsl:

Jlykac Tentomac, popmenuato (CD 1: 1-4)
Imutpuit Macnees, popmenuaro (CD 1: 5-7)
Cepreit Joragus, ckpunka (CD 2: 1-4)

[TaBen Mumokos, ckpunka (CD 2: 5-7)
Anekcangp By3nos, suononuens (CD 3: 1-4)
Anexcanap Pamm, euononuens (CD 3: 5-7)

Coro B opKecTpe:

Imutpuit Tpy6akos, mpy6a (CD 1: 1-4)

Apryp MyxameTtuunH, krapHem (CD 2: 1-4; CD 3: 1-4)
Cepreit AHTOHOB, 6aimopHa (CD 2: 1-7; CD 3: 1-4)
IOmutpuit CroHHUK, K1apHem (CD 3: 5-7)

Imutpuit Babuuies, earmopra (CD 3: 5-7)

TocymapcTBeHHbIH cuMboHMYecKuit oprecTp Pecrry6nmku Tatapcran
Iupukep — Anexcanap CrnagKoBCKUiA

3anuchk 2016 1., Kasanb
3ByKOpeskyuccep 3anucy — Bragumup Ps6eHKo
VnskeHep 3ByKo3amucy — [TaBen Tumodeen

PykoBoputenu npoekra: AHapeit Kpuuesckuii, Kapyna A6pamsin

Pepaxrop - Enena PacreraeBa

IIn3aiin - I'puropmii )Kykos

IepeBop — Hukonaii Ky3nenos

®oro: I'ynpbHapa Xamartosa, Upa [NonsgpHas, Imutpuii SIkumos, EBrennii EBTI0X0B,
Kats ABpamenko, AHnpeit Mycradaes



Disc 1

Piano Concerto No. 1 in C minor, Op. 35

1 LAIlegretto . . . . . o i e e e e e e 5.55
2 ILLeNtO . . . v vt e e e e e e e e e e 7.18
3 IILMOderato. . . . . v v v it e e e e e e e e e e e e e e e e 1.26
4 IV.Allegroconbrio . . . . . . . oL e 6.50
Piano Concerto No. 2 in F major, Op. 102

5 LAIEGIO. . . o o ot e e 6.30
6 ILAndante. . . . . . . . . .. e e 6.40
T ILAIEGIO . . . o o ot e e e e e e e 5.01
Total time: 39.45

Disc 2

Violin Concerto No. 1 in A minor, Op. 77

1 LNocturne.Moderato . . . . . ... ... ...t 12.11
2 IL.Scherzo. Allegro . . . . . . . . e e 7.15
3 IIl.Passacaglia. Andante . . . . . . . .. ... ... 13.51
4 IV.Burlesque. Allegroconbrio—Presto. . . . . ... ... ... . e 5.08
Violin Concerto No. 2 in C sharp minor, Op. 129

5 L Moderato . . . . ... e e e e 14.06
6 ILAdAgio. . . . . . . 10.25
7 1L Adagio — Alle@ro. . . . . . . ot i e e e 8.16
Total time: 71.16

Disc 3

Cello Concerto No. 1 in E flat major, Op. 107

1 LAllegretto . . . . . . o o o e e 6.12
2 ILModerato . . . . ot ot e e e e e e e e e e e 11.56
30 ILCadenza . . . .. ..ottt 5.13
4 IV.AIeGro CONMOLO . . . o o v ittt e e e e e e e e e e e 4.58
Cello Concerto No. 2 in G major, Op. 126

5 LLarg0. . . v v vt i e e e e e e 15.25
6 ILAIlegretto. . . . . v v vt e e e e e 4.34
7 ILAIeGretto . . . . . . v it e e e e e e e 17.18

Total time: 65.41

Soloists:

Lukas Geniusas, piano (CD 1: 1-4)
Dmitry Masleyev, piano (CD 1: 5-7)
Sergey Dogadin, violin (CD 2: 1-4)
Pavel Milyukov, violin (CD 2: 5-7)
Alexander Buzlov, cello (CD 3: 1-4)
Alexander Ramm, cello (CD 3: 5-7)

Solo in the orchestra:

Dmitri Trubakov, trumpet (CD 1: 1-4)

Artur Mukhametshin, clarinet (CD 2: 1-4; CD 3: 1-4)
Sergei Antonov, French horn (CD 2: 1-7; CD 3: 1-4)
Dmitri Sgonnik, clarinet (CD 3: 5-7)

Dmitri Babintsev, French horn (CD 3: 5-7)

Tatarstan National Symphony Orchestra
Conductor - Alexander Sladkovsky

Recorded in Kazan, 2016.
Sound producer - Vladimir Ryabenko
Sound engineer - Pavel Timofeyev

Project supervisor — Andrey Krichevskiy

Label manager — Karina Abramyan

Editor - Elena Rastegaeva

Design - Grigori Zhukov

Translation — Nikolai Kuznetsov

Photo: Gulnara Khamatova, Ira Polyarnaya, Dmitry Yakimov, Evgeny Evtyukhov,
Katya Avramenko, Andrey Mustafaev
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