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Codus Nybaitpynuua (p. 1931) — oanH 13 nMaepoB OTeYECTBEHHOMO My3bIKaNb-
Horo asaHrapaa 1960-1980-x ronos, NpM3HAHHBIA KNACCHK POCCHIMCKOTO M MUPOBOTO
My3bIKQNIBHOTO UCKycCTBA. BxoauT B uncno Hanbonee BOCTpeBOBAHHLIX KOMNO3UTOPOB
coBpemeHHOCTH. MuausuayansHeii ctuns [y6aigynuHom, cnoxmewmincs B cepepmHe
60-X rofioB, He MPUHAANEXMT K KOKOMY-NMBO onpefeneHHOMY HANPABAEHMIO: HU ce-
PUMHAS TEXHUKA, HU KHOBAS MPOCTOTAY, HA METOJ, NONUCTUANCTMKM HE CTANIM OCHOBOWM
ee TBOPYECKOrO MblLUneHust. [MaBHLIM CTPEMIEHMEM KOMMO3UTOPA SIBASETCS NOMCK B 06-
NACTH 3BYKOBOM BbIPA3MTENBHOCTM M MOPA3KUTENbHAS YyTKOCTb K TeMbpy: [ybaiaynmHa
CNIOBHO 30HOBO OTKPLIBAET rON0OCA My3blKQsbHBIX MHCTPYMEHTOB, 0bHAXas Mx ayuly. Ee
My3bIKQ obnanaeTt MOLHOM SMOLMOHANLHOM CUAOM BO3AENCTBMS M COAKpPAnbHOM rny614-
HOM: WMpoyaiilumne prnocodckme BO33peHUs KOMNOIUTOPA BKIKOUAIOT XPUCTUAHCKME
LLEHHOCTH, OTKPBITUS SK3UCTEHLMANMU3MA, punocoduio [lao M MHOMMe apyrue BhiCLMe
LOCTUXEHMs Yenoseyeckoro ayxa. bonbwoe sansiHne Ha TBopuecTeo lybanaynmHom
OKO3QJIO ee NMPOMCXOXAEHNE U3 PYCCKO-TATAPCKOM CEMBM: KOMMO3UTOP COEIMHSET
KynbTypbl 3anaga 1 Boctoka, 4To MOXeT NposIBASTLCS, HANPUMEP, B OPTAHUYHOM CHH-
TE€3€ BOCTOYHOM MENM3MATUYECKON MENOANK C BOREKAPOHHOM TEXHUKON COUMHEHMS
u knaccuyeckomn gpamatyprueit. Kak npasuno, countenms lybaitaynuHoi obnagator
QUPXUTEKTOHUYECKMM COBEPLUEHCTBOM POPMbI: KOMNO3UTOPY CBONCTBEHHA OCOBEHHAS
no60Bb K UMPPAM, YUCTIOBBLIM NOCIELOBATENBHOCTSM M BBIYUCIEHUSIM, OBpaLLeHme
K NPONOpPLMM 30JI0TOrO CEeYEHMs.

Ritorno Perpetuo ans knasecuna (1997) nocesweHo dnusabet XonHaukoi
(1939-2017) - nonbckon knasecuHucTke, xmewei o @paHumu, «<umnepatpuue
COBPEMEHHOTO KIABECUHA», N3BECTHON CBOMMM 3ANUCIMMU COBPEMEHHOM MY3bIKM.
Mo cnoeam [y6anaynmHoii, «rnaBHas 0cOBEHHOCTb MbeChl — NOCTOSIHHOE BO3BPALLEHWE
K apXAU4YECKOMY 3BYYOHMIO IMATOHMYECKMX XOL0B NAPANENbHbIMA KBUHTAMM U UM
NPOTMBONOCTABNEHHOMY MEHTATOHUYECKOMY NACCAXY. DTOM ApXAMKe MPOTUBOCTONAT
Menoanyeckme 3nn3oapl, MCNONb3YIOLWME 3BYKM XPOMATUYECKOTO 3BYKOPSAd, 3aBEp-
WalOLWMECs KAXAbIM PA3 NACCAXAMM KNAcTepoB. Taknm o6pasom, CIOXET Bewm npes.-
craensiet coboi Kak Bbl APAMATUIALMIO MHTEPBASbHBIX COOTHOLLEHMI». MHTepecHo,
4yT0, NO HabmoaeHno Banepun LieHoBoi, 3Ta nbeca MMeeT NuLLb NATUHCKMIA BOPUAHT
Hassauus. Cpean YepHOBMKOB KOMNO3UTOPA €CTb JIUCT, Ha KoTopoM [ybanaynuHa

HAMMCaNa BO3MOXHbIE BAPUAHTHI €70 NepeBoAd, HO He OCTAHOBMIACH HM HO OfIHOM
n3 Hux: «BeuHoe BosepaleHner, «[lepuoanueckoe BosspatieHner, «[octosHHoe
BO3BpaLLEHHEe», «<Bpems oT BpemeHm».

daucoH flenucos (1929-19964) - sbipaiowmiics pycckuii KOMNO3UTOP BTOPOA
nonosuHbl XX Beka. OanH 13 nepBbiX KOMNO3UTOPOB, OPFAHUYHO NPETBOPUBLLMX BECH
OMbIT 3aMNAAHON My3blKHM, BKITIOUYAS HOBOBEHCKYIO LIKONY M IMAEPOB NOCIEBOEHHOTO
QBOHTAPAQ, HO PyCccKoM noyse. Beaylummm kaTeropusamMmu TBOPHECTBA ANs HEro Gbinu
KpacoTa, IMPU3M U KOMEPHOCTb, MPUYEM NOCNEAHSS NPOSABAANACH AAXE B KPYMHbIX
OPKECTPOBbIX NPOMU3BeAeHHsX. [lepeHOCs KaMepPHOEe MbiLLNIEHME HO OPKECTPOBYIO
nanutpy, [leHncoB NpoTMBOCTOSN OPULMATBHOMY COBETCKOMY «BOMbBLIOMY CTUIO»
C €70 TPAAMLMOHHBIM CUMPOHU3MOM, MATETUKOM M APAMATUYECKUM pasBuTHeM. byayun
BbIAAIOWMMCS MOCTEPOM OPKeCTPOBKM, [leHnCoB co3nan nepenoxXeHmnsi COMMHEHUM
Ly6epta, Mycoprckoro, Oebtocey, craBlume xpectoMaTuitHbiMK. Ero Mysbike cBoit-
CTBEHHO HEPA3PbIBHOE EAMHCTBO MHTOHALMMU M TeMbBpa, ocobasi 4yTKOCTb K 3BYKOBOM
KPOCKe, B 4eM KOMMO3WUTOP OTTankueancs ot Hacneaus Hebioceu. Tembp Bo MHOTOM
ABAANCA ANS Hero cpeactsom popmoobpaszosanus. OnmMpasicb HO CAMOLEHHOCTb My -
3bIKANIHOTO 3BYKA, JJEHMCOB NPOBO3INALIAN SKOHOMHOE OTHOLIEHWE K KOXAOH HOTe
U yaensn ocoboe BHUMAHME B3AMMOCBSI3M BCEX MY3bIKQJbHBIX SIEMEHTOB COYMHEHMS.
DTH NoNoOXeHUs OH NePEaan CBOMM YYEeHUKAM, GaKTUYecKH co3aae «wwkony Hdenuncosa»
(npuTom, uTo B MockoBCKo# kOHCEPBATOPUM OH OPULMANBHO MPENOACBAN TONLKO
MHCTPYMEHTOBKY M He Bbin AOMyLLeH K NPenoAdBaHUIO KoMnoanumu). XapaktepHas
LEHUCOBCKASt 0BOCTPEHHOCTb MHTOHALMM BbINA CBA3AHA C MCMOBEAANBHOCTLIO TOHA
M BAXHOM PONbIO AYXOBHOTO HAYANA B €10 TBOPHYECTBE («BCS MOS My3bIKQ JyXOBHA» —
FOBOPMN KOMMO3UTOP, NOJ, i XOBHOCTbIO MOHUMASH HE CTONBKO PENMIMO3HOE COAEPXaHMe
NPOMU3BEAEHHS, CKOMBKO OLLYLLEHWE CAKPAIbHOTO TAMHCTBA, K KOTOPOMY OH NPHUKACANCs
NP1 HAMUCAHUU MY3bIKWU M BIAroAapPs YeMy My3blKQ BO3AENCTBYET HA CYLIATENS.

Mbeca «MepTBble nuctbsi» (1980) counHeHa ans knasecuHa, ans KOTOPOro,
MO NPU3HAHMIO COMOTO KOMMO3KUTOPA, MUCATh My BbINO «TPYAHO, XOTS U HE TaK, KaK
Ans opraHax». TpyAHOCTb 3aKI04ANAck B TOM, 4TO Ans JeHncosa B Mo6omM COuMHEHMM
BonbLuyio ponb Urpan TeMEp MHCTPYMEHTA, O HO OPraHe 3BYKOBbIE KPACKM MEHSTUCh
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B 30BMCUMOCTH OT MHOMBMAYQANLHON PErnCTPOBKM McnonHuTens. Ha knasecuHe komno-
3UTOP UIPas COM W HAMMCAN A HETO HECKOSBKO COMMHEHMH, B TOM uncne «MtanbsHckme
necHu», Crescendo e diminuendo ans knasecuHa v ABeHOALATH CTPYHHBIX, KoHuepT ans
bneiTbl, BUBpadoOHA, KNABECHHA U CTPYHHOTO opkecTpa. XapakTep nbeckl «MepTabie
nuctbsi» B becene ¢ [Imutpurem LLynbritbim [leHMcoB oxapakTepr3oBan Kak «AOBONBHO
MOSTUYHBIM, PYCTHBIN, B OTAENbHBIE MOMEHTbI MO-OCEHHEMY CEHTUMEHTANbHbIM, NeYarb-
HbIN», YNIOMSIHYB O CBOEM NIIOGBM K NPUPOAE M B YOCTHOCTH K necy («nyuwee, yto ans
MEeHsi eCTb B IPUPOAE: NEC, NECHOM BO3AYX, NecHas Boaa»). C oAHOMMEHHO npentoaneit
Hebtoccn counHeHne HUYEro He CBS3bIBAET: KOMMO3UTOP NPU3HABANCS, YTO OBHApY-
XWN COBMAAEHNE YXe NOCTPAKTYM, O HAO3BAHME MbECHI BO3HMKIO KAK BOCMOMUHAHME
06 opHOM 13 ero NoBUMbIX PPAHLLY3CKMX NECEH.

Apeo Mapr (p. 1935) - scToHCKMI KOMNO3UTOP, OAMH U3 COMBIX U3BECTHBIX My3bi-
KaHTOB cBoero nokonexus. Ha 3anage MNspTa Hepeako HO3bIBAIOT PYCCKUM MY3bIKAH-
TOM, U, 6E3yCNOBHO, C PYCCKOM KYNbTYPOi OH TECHO cBs3aH. Ha npotaxeHuu ceoero
TBOPYECKOrO MYTU KOMMNO3UTOP SKCMEPUMEHTUPOBAN CO MHOTUMM CTUIEBBIMM MOAENAMM
M TEXHUKOMM, MOTPYXKASICb B HEOKIACCHLM3M, AOLEKADOHUIO, COHOPUKY, ANEATOPHKY,
TEXHMKY KOMNAXA, MMHUMANM3M. Ho HM 0AHO M3 aBAHrApAHbIX LWKOM HE YBEKA Er0 Nof-
HocTbio — [TapT He paspensn pagMKaANM3m, XapaKTePHBIN A My3bIKQIbHOTO ABAHIAPAA
XX Beka. B nepuogn nonckos coBCTBEHHOTO My3bIKANIBHOTO $I3bIKA KOMMO3UTOP MCMLITAN
TBOPYECKMM KPU3MC U B TEUEHWNE BOCBMM NIET HE COYMHSN MY3bIKY. B 3T1 rogsl oH obpa-
TUACS K CTAPUHHOM My3bIKE, MOrPY3MBLUKMC B U3YYEHME IPUIOPUAHCKOrO XOPand, LWKOSbI
Hotp-Oam u BokansHoM nonmdonnn Hupepnanackon wkonsl. HaunHas ¢ 1976 ropa,
MapT xapakTepuayeT cBoit cTunb Kak fintinnabuli («konokonbunkm»), koTopsiit MoxeT BbiTb
onpefeneH Kak CTPemneHme K MOKCMMAbHOMY COKPALLEHMIO 3BYKOBOTO MaTepuand
ANS BbISBNEHUS CyTW. «HayunTbcs Crylwath TULWMHY, YMETb TPOYYBCTBOBATL BUGPALMIO
KQXAOrO 3BYKQ, €ro AfIEHNE M Nepexoq, B APYroM 3ByK... Henb3s Toponutecs. Hapo
B3BELIMBATbL KAXKABIM LLAT OT OAHOM TOYKM A0 APYroi Ha HOTHOM Bymare. Toraa 3Byk,
NpeTepnesLUMi A0 KOHLIA BCE UCTBITAHMS, ByAeT UCTUHHBIM», — FOBOPMT COM KOMMO3MUTOP.
[apMOHMS B ero 3penbix COYMHEHUSIX OMUPAETCS HA TPE3BYUYME M YMELLAETCS B PAMKM
PACLUMPEHHON TOHABHOCTH, NPEOBNAAAIOT NPOCTLIE M MOBTOPSIEMbIE PUTMOGOPMYIIbI,

npo3payHasi romopoHHas GakTypa. Mysbiky [NspTa MHOrLA XAPAKTEPU3YIOT KAK «HOBYIO
NPOCTOTY» M HO3bIBAKOT «CAKPANbHBIM MAHUMATU3MOM>.

Aee CoHartumbl, cou. 1 (1958) otkpeisaioT komnosutopckoe Hacneaue MapTa —
MMEHHO C HUMM OH AeBIOTMPOBAN eLLe B CTYAEHYECKUE TOAbl, COYMHMB MOMMMO COHATUH
elle HecKonbko GOPTEMMAHHBIX MbEC B JOCTATOYHO XECTKOM HEOKIACCMYECKOM AYXE.
MNbecbl npuBneknn obLECTBEHHOE BHUMAHME W BOLLW B penepTyap UCMONHUTENEN
COBpeMEHHOM My3bikn. B pesynbrate yxe k cepeante 1960-x rogos MNapt nonyumn
M3BECTHOCTb KAK OfMH M3 CAMbIX PAAMKANbHBIX NPEACTABUTENEH COBETCKOrO ABAH-
rapaa, OAHAKO OH OY€Hb BbICTPO 3BONIOLMOHUPOBAN, B KAKAOM HOBOM COYMHEHMM
npeanaras OpUrMHanbHoe TexHuyeckoe pewenne. HecMoTps Ha npeobnaaatowmit
Mmopyc 6e30CTAHOBOYHOTO, OCTPOrO TOKKATHOTO ABMXEHMS M KOMOYE-AUCCOHAHTHOM
OCTMHATHOCTH, CBOMCTBEHHBIN OBEUM COHOTUHAM, YXe B HUX IPKO NPOSIBASETCS U APYras
0bpasHas chepa — MEAUTATUBHOCTb, IMPU3M, MENOAMYECKMI Aap, ocobas Npo3pau-
HOCTb M IMHEAPHOE CTpoeHMe PAKTYpPbl, B KOTOPOM KaXAAs HOTA MMEET Bec.

Bnapumup MaptbiHoB (p. 1946) — pycckuit KOMNo3UTOp, My3bIKOBEA, UcCne-
posatens donbknopa, punocod. OpHa 13 3HAKOBLIX PUTYP COBPEMEHHOM KYNbTYpbI,
QBTOP HECKOMbKMUX KHUT 1 BOSIbLLOTO YMCNa CTATEN. YHUBEPCAIM3M Er0 XyAOXECTBEHHOMO
MBILLIEHMS MOPAXKAET: 3TO OPIAHMYHBIM CMIAB CAMBIX PA3HBIX MY3bIKAbHO-CTUAEBbIX
OPMEHTUPOB, LyXOBHbIX TPaaMLMI BocToka u 3anaga, cBETCKOro 1 PEUIMO3HOTO MC-
KycCTBQ, NPo¢eCccHOHANbHOM M PoNbKIOPHOM Tpaamumii. HaunHas ceoit TBopueckmit
MyTb KK NPEACTABUTENb ABAHIAPAA, MapThiHOB B ganbHeMwwem rmyboko norpysuncs
B My3biky CpefHeBekoBbs M PeHeccaHca, koTopas CHAbHO NOBAKANA HA €ro CTUAb;
B 1970-x ropax nepexun sn3os KOMMNO3UTOPCKOrO MOHALIECTBA, MPEKPATMB COUMHSTL
MY3bIKY M 30HMMASICb PECTABPALMEN NMAMIATHUKOB PYCCKOTO LLePKOBHO-MNEBYECKOTO
MCKYCCTBQ; MHTEPecC K penurmsm, ¢unocodumn n kynetype Hapogoe Boctoka npueen
ero K ponbknopHeim skcneamumsm Ha CesepHeiit Kaskas, Mamup 1 B TagxukucTaH.
MHTepecoBana KOMMNO3MTOPA TAKXKE SNEKTPOHHAS M POK-MY3bIKQ, YTO MPUBENO €ro
K COTPYAHMYECTBY C rpynnamu «Bexnmebiin otkas» u «AykubioH». Ho B KOHLE KOHLIOB
MaprtbiHoB 06pen cBoM CTUNb B pycne MUHMMANWU3MA, <HOBOM NPOCTOTbI» U MHAMBUAYClb-
Horo HeopomaHThama. Ocobyto 3secTHOCTb NpuHecnM MapTbiHoBy ero ¢unocodpcekue
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B3MAAbI, NEPBOHAYANBHO CHOPMYNUPOBAHHbIE B KHMre «KoHeL, BpeMeHH KOMNo3UTOpoB»
(2002). Yreepxaas Bo3BpaALLEHME MY3bIKABHOO MCKYCCTBA B APXAMYECKOE COCTOSHUE,
MapTeiHOB roBOPUT O CMEPTH PUrYpbI KOMNO3UTOPA, KOTOPAS, BIPOYEM, MTPOUCXOAMUT
HE OAHOMOMEHTHO, O AOCTATOYHO MOCTENEHHO M HA HALIMX [MA3AX, BCIEACTBME YEro
MHOTME HbIHE XMBYLLME OBTOPbI MPOCTO ee He 3ameuatoT. B TBopueckom Hacneamm Kom-
nosutopa 6obLIOE KOMMYECTBO MY3bIKM A5 PUIIbMOB, O KOTOPOM €ro 3HAET WMPOKAS
ny6nuka. Mysbika Bnagummpa MaptsiHoBa npusHaHa 1 BoctpeboeaHa Ha 3anage.

«lexcarpammas pnsa doprennano (1971) Hanucarna cpasy nocne okoHYQHMS
Mockosckoit koHcepsaTtopuu B knacce Hukonas CuaenbHukosa. Yxe B Te rofpl coun-
HEHMUSI MOTIOLOTO KOMMO3UTOPA MO3BOJAIN YBUAETb B HEM CIIOXMBLUYIOCS TBOPYECKYIO
JIMYHOCTb, AEMOHCTPUPYS TEXHUHYECKYIO 3PENOCTb, PA3HOCTOPOHHOCTb MHTEPECOB,
OPMIMHANBHBIE MAEH, YBEPEHHBIA QBTOPCKMIA NOYepPK. [1eprop, ero yereyeHus cepuinHom
TEXHUKOM LJIUNCS YETHIPE FOAA M OXBATMI MSITb COYUHEHMM, CPEAM KOTOPBIX OKA3ANACh
«lekcarpamma. 1o NPU3HAHMIO CAMOrO KOMMO3MUTOPA, XYAOXECTBEHHBIM STANIOHOM A5
Hero 6bin AHToH BebepH. B uenom xe nopekadpoHus npusnekana MapTeiHoBa B nepsyto
o4epenb KK OMbIT KOHTPONS HOA, 3BYKOBbIM MOTEPUANIOM, OCBOBOXAEHHBIM OT TOHAb-
HOCTM M KNACCMYECKOM CUCTEMbI OPraHM3aLMK BpemeHu. «[ekcarpammar npeacrasaset
coboit OAHOHACTHYIO MbECY, CO3NAHHYIO B KOYECTBE NIOrMYECKOM MintocTpaLmm k «Knure
nepemer» («M LisuH») — ogHOro M3 cambix ApeBHMX MAMATHUKOB KUTAMCKOM Ppunocodum.
CobpaHHsie B KHure 64 rekcarpaMmbl CUMBONM3UPYIOT &4 cUTyaumM, OXBATHIBAIOLLME
BCE BO3MOXHbIE XM3HEHHbIE NepuneTn. Monopoit komnosutop ceobogHo obpatlaet-
Csi C ABEHOALATUTOHOBLIM MATEPUAIIOM — M30BpeTaTenbHble NPeobpasoBaHus cepuu
POXATIOT MOCTOSIHHBIE MHTOHALMOHHbBIE OBHOBMEHMS, YTO CUMBONM3MPYeT NpuHLMN alea,
MAEI0 HEMOBTOPSIOLLMXCS CUTYyaUMiA. [ToMMMO 3BYKOBBICOTHOTO NapameTpad, MapTeiHos
6nmcratensHo paboTaeT ¢ AMHAMMKOM, APTUKYTIALMEN U PUTMOM.

BaneHntuH CunbBecTpoB (p. 1937) — yKpauHCKMIN KOMMO3UTOP, Ybe TBOPHYECTBO
Hanbonee NPOYHO CBS3AHO C HEOPOMAHTUYECKMM HAMPABIEHWEM B My3bIKe NOCTEAHEN
Tpet1 XX Beka. «Hosas npoctota» myssiku CunbBeCTPOBA, KAXYLLENCS MOAYAC HECKOSb-
KO HAMBHOW, HaNOMMHAOLWeEN yweawyto anoxy LLlybepra u obpawenHoi k nupmko-
CO3€epLATENbHOMY COCTOSIHUIO AyLUW, NO-CBOEMY YHWUKQIbHA B OBLLEM KOHTEKCTE COBpE-

MEHHOTO KOMMO3MTOPCKOrO TBOPHECTBA. [1yTh KOMNO3UTOPA K HEW Bbil U3BUAMCTHIM.
B 60-e Cunbeectpos scryniun 8 «<Kuesckuit aBaHrapg» — rpynmny KOMNO3UTOPOB, KOTOpble
OPMEHTUPOBANMCh HO COBPEMEHHbIE EBPOMNENCKME KOMMO3ULIMOHHBIE TEXHWKM. [Tpu3sHaHMe
NPMLLIO K HEMy NPAKTUYeckM cpasy: B 1967 rogy oH ctan naypeatom MexayHapogaHoi
npemun umenn C. Kycesuukoro (CLLIA), a 8 1970-m — naypeatom MexayHapoaHoro
koHKkypca komnosutopos Gaudeamus (Hugepnangsl). Yenekan komnosutopa u Heo-
KIGCCULM3M, FAE MABHBIM A HETO SIBASNACH HE CTUIIM3ALMS, O OCMbICIIEHME BBICOKMX
MAeanoBs, KOTopble Hecna B cebe My3bika BAPOKKO, KINACCHLM3MA U PAHHETO POMAHTU3MA.
MNepBOHAYANBHO NPE3PUTENBHOE OTHOLLIEHWE KOMMO3UTOPA K SCTPAAE M AXA3Y Yepes
HECKOJIbKO NET NEPEPOCo B 0COBOE TArOTEHME K BOKQBHOM My3bIKE, O UMEHHO K XXAHPY
necHu. Tak BO3HUK «KUT4-CTUNb» (Tepmut CunbBeCcTpOBAa), CyTh KOTOPOFO COCTOUT B CO3-
AQHWW MENOAMM 13 KAXYLUMXCS BAHANbHBIMM MHTOHAUMI. [locnepoBartensHoe ocBoeHue
BCEBO3MOXHBIX CTUIIEN 1 KOMMO3UTOPCKMX TEXHUK MPHUBENO KOMMO3UTOPA K CTAHOBIIEHMIO
COBCTBEHHOTO, Y3HOBAEMOTO M HEMOBTOPUMOTO Nouepka. Ero counHenms Bbupatot B cebst
Takue dunocodckme KaTeropmm, Kak LEHHOCTb HECYETHOTO TEYEHMS XKM3HM, NoboBaHMe
KQX/bIM MTHOBEHMEM, COCPEAOTOYEHHbIE PA3MbILLIEHMS O CBOEM MECTe BO BPEMEHM
u npoctpatxcTse. [MybuHa NoATeKCTa NAPAROKCABHO BOMIOLWAETCS B HAPOUMUTOM MPUMU-
TMBHOCTU: BECXMTPOCTHBIX MENOAMSIX, ICHOM FAPMOHMM, NPOCTOTE PAKTYPHbIX MPUEMOB.
OgHa 13 raeHeMLmnx cTneBbixX YepT TBopyecTsd CunbBecTpoBa — MEAUTATUBHOCTD.
Mo MHeHMIO KOMNO3UTOPA, CAMOE NPUBAMBOE CKPLIBAETCS IAKE HE B COMOM 3BYKE, O B €10
06epTOHAX M 3030PAX MEXAY KOHLIOM M HOYQIIOM 3BY4QHMS; yaenss ocoboe BHUMAHME
«TULLIKMHEY U «<MONHaHMIO», CUbBECTPOB NPMAAET STUM KOTEFOPHMIM COKPANBHOE 3HAYEHHE.

«Tpuapa» ans boprenmnaro (1961) — 0aHO M3 STANHBIX COYUHEHMIT PAHHETO NepH-
opa tBopuectsa Cunbeectpoea. [Mpeacrasnser coboit popTenmanHbli umkn n3 13 MuHK-
aTiop, CoYeTaoWMi B cebe YepTbl COWUTbI M BAPUALMIM C COHATHBIM MIAHOM KOMMO3MLMM.
Cocrout us Tpex pasgenos: |. «3nakun» (7 nvec), Il. «Cepenaga» (3 nbecsi), lll. «<Mysbika
cepebpucTbix ToHoB» (3 nbecsi). TpMaay BHICOKO OLEHMA OfMH U3 KPYMHEMLLMX QBTOPU-
TETOB HOBOM My3blku Teofop ALOPHO — MIABHbIM NPOPOK EBPONENCKOM HOBOM MY3bIKH,
Q 3anaaHble PELEH3EHThl, OTMEYas oyesmaHoe BausHue LLIEnGepra, Takxe cpasHMBanu
Cunbeectpoea ¢ [lebtoccu. B nbecax aerncTBUTENBHO MOXHO OTMETUTL YepThl UMMPEC-
CMOHM3MA: BHUMAHME K HPOHMYECKMM KAYECTBAM 3BYYAHMS MHCTPYMEHTA, AETANbHYIO
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pPAa3paboOTAHHOCTL GAKTYPBI, KAMPHU3HYIO MEPEMEHHOCTb PUTMA, KOTIOPUCTUYECKME
HACNOEHMS CO3BYUMI, MPO3PAUHYIO MY3bIKAJIbHYIO TKAHb, TOHKYIO AMHAMMUYECKYIO HIO-
QHCMPOBKY, NPOCTPOHCTBEHHOCTb 3BYYAHMS. B 3TUX MMHMATIOPAX NPOABISETCS MOHOMH-
TOHALMOHHAS APAMATYPIUs NPoU3BeseHUs: « [pUaaa» — 3TO CBOeobpasHble BAPUALMM
HA eAMHbIA NABOrAPMOHUYECKMIA KOMMNEKC. [JOBONBHO NMPUYHbLIE ANs [LOAEKADOHHbIX
COUYMHEHMM, MHOTUE U3 MbEC LMKNA YXe OBHAPYXMBAIOT CTPEMNEHME K MENOAM3ALMM
$OpPMbI, BCIYLLMBAHWE KOMMO3MTOPA B KAXAbIMA 3BYK M NAy3y.

Hukonait KapetHukos (1930-1994) — komnosutop, npeactasurtens no-
CNEBOEHHOrO OTEYECTBEHHOTO ABAHIAPAQ, Ybe TBOPYECTBO MMENO TPYAHYIO Cyabby
M Wno Bpaspes ¢ oPpULMANLHO NOAAEPXKMBAESMbBIM MY3bIKANbHBIM HAMPOBIEHUEM.
Ha ¢popmuposatme teopueckoro kpeno KapetHukosa nosnusn npuesn 8 Mocksy
B 1957 ropy nuanucta nenna lynbaa, KoTopbii cnonHun counHenns LLIEHGepra
un Bepra. Cras ybexaeHHbIM nocnegosaTtenem HOBOBEHCKOM Wkorbl, KapeTHukos co-
XPAHWA NPEAAHHOCTb €M HA BCIO XM3Hb M BLIPABOTAN HO €€ OCHOBE HEMOBTOPUMbINA
COBCTBEHHBIN CTUMb — B OTIMYME OT PSIAA KOMMO3UTOPOB, BNOCIEACTBMM MPU3HAHHBIX
NMAEPAMM COBETCKOTO MYy3bIKAIbHOTO ABAHIAPAQ, ANsi KOTOPbIX AofaekadoHus Bbina
KPOTKOBPEMEHHbIM YBJIEYEHUEM MM TONLKO OAHWUM M3 MHOTMX CIIArAEMbIX TBOPYECTBA.
PaspabartsiBasi foaekapoHHyIO TEXHMKY, KOMMO3UTOP KAXKAbIM HOBbIM COYMHEHMEM
AoKasbiBan ee borateiiume BO3SMOXHOCTH, OCO3HABAM €€ KOK OPTaHWYHBINA EMY S3bIK,
KOTOPOMY AOCTYMHA Wupoyaiwas obpasHas nanutpa. MNpu stom KapetHukos mxte-
rpMpoBan ABEHAALATUTOHOBYIO TEXHMKY C APYTMMU METOAAMM — OH HE OTKA3bIBASCS
OT TOHQ/ILHOCTM TAM, FA€ OHO OMPABAGHA KOHKPETHbIM 30MbIC/IOM, COYETAN MPUHLMN
CEPUMNHOCTM C OTeYECTBEHHOM CUMPOHMYECKON TPAAMLIMEN M C Knacchiecknm dop-
Moobpasosarnem. OfHMM M3 NepBbIX B OTEYECTBEHHOM My3bike, C cepeamnHbl 60-x
rofloB, OH HAYAN MCMOMb30BATL NONUCTUIANCTHKY KOK OCO3HAHHbIA TBOPYECKMIA METOA.
KapetHukos sBnsetcs Takxe BeCbMA CAMOBBITHBIM MPOAOAXATENEM TPAAULMI PYCCKOM
AYXOBHOM My3bIKM, MOCTABMBLUMM BONPOC 06 0OBHOBNEHWM NPABOCNABHBIX NECHOMEHMIA.
Ero pyxoBHble XOpbl BKNIOUAOT M3bICKAHHbIE TAPMOHMUYECKME COYETAHMS, AUCCOHAHCHI
u anaunTMyecke obopoTbl. Tak KaK ero Npou3BefeHUs NPAKTUYECKU HE UCMOSHSNCh
ny6nnuHo, KapeTHUKOB COYMHSN My3biKy ANs TEQTPAsbHBIX NOCTAHOBOK M KUHODHILMOB,

KOTOpblE CTANM s Hero ceoeobpasHoi TBopyeckoi nabopatopuent. Ero counnenms
TONBKO CEMYAC HAYMHAIOT BXOAMTb B KOHLEPTHBIM PENEPTYAp M CTOHOBSTCS 0BbEKTOM
MY3bIKOBEHECKMX UCCIEAOBAHMIA.

Bonblwas koHuepTHas nbeca ans doprenuaro (1970) — mactepcku HanucaHHoe
KaMepHoe NponaBefeHue, okasbiatollee, YTo B TpakToeke KapeTHukoBa aopekadoHms
SIBNAETCS HE SKCNEPUMEHTANbHBIM, O MONHOLIEHHBIM XY[OXECTBEHHbBIM 13bIKOM, CNOCO6-
HbIM BbIPA3MTh MYBOKMIA SMOLMOHANBHBINA MUP KomnosuTtopa. Paseutie nbeckl asuxetcs
OT MHTPOCMEKTUBHOTO, MEAMTATMBHOMO HAYANA K 6onee B3BONHOBAHHBIM COCTOSIHUAM,
NocTeNeHHO AMHAMM3ALMS PUTMA M YNNOTHEHUE PAKTYpPbl MPUBOAAT K APOMATHYECKOH
KYTbMMHALMM C OTKPITOM SKCNPECCHem, HOMOMUHALOLWEH O POMAHTUYECKOM MUAHU3ME.
MtorouncnenHbie npeobpa3oBaHms cepum, To PA3BOPAYUBAIOLLENCS B OBHOTONOCHBIX
MENOANYECKMX JIMHUSIX, TO COBUPAIOLLENCS B XECTKME, HEOXMAAHHBIE M PA3pe3aiome
TKOHb BEPTMKASIbHbIE KOMMEKChI, CTAHOBSTCS OCHOBOW KOMNO3MLMK. BhisiBnsis poacTtso
OTAENbHBIX CETMEHTOB M PA3NMYHBIX TPOAHCMO3NLMIA CEPUM, KOMNOSUTOP HACHILLAET GaKTYpPY
MMMTALMOHHOCTBIO 1 OBMBAETCS yBUHHOM OPrAHUYHOCTM BCETO 3BYHALLETO MATEPUAA.

Anexcanap ByctuH (1943-2020) - oguh n3s Hanbonee spkux u Geckomnpomuc-
CHbIX KOMMO3MUTOPOB CBOETO MOKOMNEHMS], AKTUBHBIM Y4ACTHUK ACCOLMALIMM COBPEMEHHOM
my3bikn (ACM-2). Ewe B Hayane 1970-x ropoe Dancor [leHncos oxapaktepusosan
MOIOAOTO KOAMery Tak: «BycTuh — oueHb cepbesHbiii KOMNO3UTOP, OTHOCSLUMICS K CBOEMY
TBOPYECTBY C 6OJ'IbLIJO|2 OTBETCTBEHHOCTbIO. B KAXAOM COYUHEHMMN APKO NpoaBnaeTca
€ro HerMoBTOPMMASH MHAMBUAYANLHOCTb. ByCTUH He MPUHAANEXMT HM K KOKOM LIKONE,
M, 4TO OCOBEHHO LIEHHO B HALLE BPEMS, OH HE CieflyeT 3a MOAOWH, OCTABASICL BCErAd
cammnm coboi». Ero coumHenms otnnuaet rmybokoe APAMATYpryeckoe CopepXaHue,
BbICOKQSI KOHLEHTPALMSA CMBIC/IOB. 4ACTO OHM HAMOMHEHb! 60MbIO 1 OHOBPEMEHHO
CBETOM; B HUX COEMHAETCS MSITKMI, MENOAMYHBINA IMPU3M U TOHKMIA IOMOP, pe3kas
5KCNPEeCccus, APAMATU3M C TPArMYECKMM HOKQNOM M CAEPXAHHOCTb. B TBOpyeckom Ha-
Cnefmmu KOMNO3UTOPA NPEACTABNEHbI MPAKTUYECKM BCE KAHPbI, B TOM YMACIE [JOBONBHO
MHOTO TEKCTOBbIX M MPOrPAMMHbIX COYMHEHMIA, MOCBALLEHHBIX PUIOCOPCKMM BONMPOCAM
M MCTOPMKO-COLMANbHBIM TeMaM. B popMrpoBaHmM ero cTuns npMopuTeTHyto porb
CbIrPAJSIG HOBOBEHCKAS LIKOMNA, OT KOTOPOM OH NEPEHSST MABEHCTBO PALMOHANLHOM
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opraHuaaumnm komnosuumnn. Myssiky ByctuHa otnnuaet MHTEHCHBHOE NepexuBaHme
KQKOrO MOMEHTA BPEMEHM, CBEPXMNOTHAS MYy3bIKANbHASI MATEPUS — M B STOM CMbICTE
€ro MOXHO HO3BATb HaCNEAHUKOM Tpaanumii Antora Bebepra. bonbwmtcrso npous-
BEAEHMI KOMMO3UTOPA, AAXKE AJ1s BOMbLUIMX COCTABOB, HE MPEBLILIAIOT AECSTA MUHYT.

B 2016 ropy AnekcaHap BycTuH ctan nepebiM «KOMNO3UTOPOM B Pe3UAEHLMN»
locopkectpa Poccun nmenn E. @. CeetnaHoBa no MHULMATHBE €TO XyAOXKECTBEHHOTO
pykosogutens, ampmxkepa Bnagnmupa IOposckoro. MmenHo HOpoeckuit otkpbin Mo-
ckoBCKOM nybnuke BnecTsiye opKkecTpoBblie NAPTUTYPbl KOMMO3UTOPA M UCMONHMUA
MMpOBYIO NpeMbepy ero onepsbl «BrobnerHbii absson». CotpyaHunyectso ¢ Oposckum
CTANo BbICLLEN CTYMEHbIO TBOPYeckoro nyTv ByctuHa.

«dnurpad» ans oprana (2001) 6bin Hanrcax no npockbe opranncTku JTioamune
lony6 ans BCTynneHus K NApUXCKOMY KOHLEPTY, NocBseHHoMy namati [enucosa. Ita
JIOKOHMYHOS MbECA BbIAEPXAHA B CTPOTOM W COCPEAOTOMEHHOM cocTosHuu. Ha dore
AOCTATOYHO HAMPSKEHHBIX FAPMOHUYECKMX BEPTUKANEN PA3BOPAYMBAETCS AEKIOMA -
LMOHHAS MENOAMYECKAs IMHUSA — ee OTPLIBUCTbIE MOTMBbI MOCTENEHHO CKIIAAbIBAIOTCS
B Honee npoTskeHHble GpPasbl, NOPOK HAMOMMHAIOLLME BOMPOCUTENbHbIE MHTOHALMM
4enoBeyeckon peun. BoamMoxHo, KOMMO3UTOP 3aneyaTnen B Hei BHYTPEHHMI MOHOSOT,
obpalleHHblit K yuuTenio. B ocHoBe My3bikanbHOro si3bika MPOU3BEAEHMS — PA3BUTHE
Maev BEHOALATUTOHOBOCTU, OCHOBAHHOM HA OMPELAENEHHbIX MHTOHALMOHHBIX M PUTMMU-
yeckunx mogycax. CepuitHyto TexHmKy ByctnH TpaHcopMmpoBan B aBTOpCKuMit MpUHLMN
ABEHAALATUKPATHOCTH, CO340B COBCTBEHHBIM YHUKAMbHbBIA METOA, OTAMYAIOLMIACS
ot popekapoHuu LLIEH6epra n nonHocTbio onpasgasLmii cebs B ero TBOpYecTse.
MpakT1yeckn Bce camble BaxXHble Npou3sseaeHus ByctuHa HanucaHbl B AAHHOM TEXHMKe,
NP1 3TOM KOMMO3MTOP BCIO XM3Hb paBOTAN TOMBLKO C OAHOM CEPUEH, HAMMCAB HA Hee
MHOXeCTBO COBEPLUEHHO HEMOXOXMX APYT HA APYra COYMHEHMA.

Amutpuit CMupHos (1948-2020) — pycckuit M BPUTAHCKMI KOMMO3UTOP, OAWH
U3 MHULMATOPOB BO3poxaeHus Accounaumm cospemerHoit myabikn (ACM-2) Bo rase
¢ DancoHom [leHncosbim. byayun obnanatenem sipkoro, ceoeobpasHOro AApOBAHMS,
OH 6bI1 HOHKOHPOPMUCTOM W MTPOTUBOCTOST OPULMUANBHON XYAOXECTBEHHOM AOKTPUHE
cosetckoro peanunama. B 1979 ropy Ha VI cvespe Cotosa Komno3sutopos 6bin HA3BAH

TrxoHOM XPEHHMKOBbIM B YMACIIE CEMM KOMMO3UTOPOB, KUCKAXAIOLLMX JIULO COBETCKOM
My3bIKM», U BMECTE C KONIIErOMM OKA3ANCSl B Y4EPHOM CMIMCKE HA PAAMO, TENEBUAEHUM
1 B KOHLEPTHbIX opraHuaaumsx. [1pu atom myssika Omutpus CMupHoBa yxe B Te rogpl
ucnonHsnace 3a pybexom: B 1989 rogy cocrosnmch nOCTAHOBKM €ro onep Ha CIOXET
Y. Brettka — «Tupuanb» Bo Ppaitbypre u «Tanb» B Jlongone, MNepeas cumborms «Bpeme-
HO roga» npo3syyana Ha Taxrneyackom pectusane 8 CLUA. B 1991 rogy komnosutop
nokunyn Cosetckuit Cotos u nocenuncs 8 AHramun. B smurpaumm on npenopasan 8 Kem-
6puaxe, Dapturrrone, Kunckom yHusepceuterte, ¢ 2002 ropa sBnsancs npuriaweHHbimM
neparorom lonacmutc-konneaxa (JloHgoH).

B ceoem acce «Moit nyTb B Mysbike» (1984) Omutpuit CM1pHOB nogenmncs npeactas-
NIEHUEM O TOM, KOKOM JOMKHA BbiTb MY3bIKA B MAEQIBHOM BOMIOLWEHMM: «BOUpatoLas
B ce651 3BYKOBO/ OMbIT BCEX NMPEALIECTBYIOLMX SMOX, CUHTE3UPYIOLLAS SEMEHTbI CAMbIX
PO3SIMYHBIX CTUNEMN, B HEM HET 3aMNpPeTHbIX MHTOHALMM, AKKOPAOB, CTPYKTYP, OGHAKO
5TO HE SKIEKTUYECKAs My3biKd, BECb €€ CTPOW ONpeaensieTcs eAuHON MAEEN U NOTOMY
B HeW CyLLeCTBYET LiefIbHOCTb M ONPEeAeNeHHOCTb CTUns... B Helt HalaeHo TouHoe B3au-
MOOTHOLLEHWE MEXAY PALMOHANLHOCTLIO CTPYKTYpPbI, 3ByKOBOM MaTepuu 1 cBobopoit
¢$aHTa3MM». BaXHBIM HONPABNEHMEM Er0 TBOPYECTBA TAKXE BbINA NMTepaATypa — OH
nMcan cTuxu u npoay, nybnukysice nog umeHem Omutpuit Cmmpros-Cagosckuit. OpHoit
M3 COMBIX BOXHBIX PUryp B MCKyCCTBE Anst Hero Hbin Yinbsim bneitk, kotoporo komnosau-
TOP BOCMPUHMMAN KAK ry6oKoro ¢punocoda, NpopoKa 1 CBOETO AyXOBHOTO yuMUTeNs.
CmupHoB Hanucan pycckossbiuHyto bruorpaduio bneika, nepesen Ha pycckuit s3bik Bce
€ro CTUXOTBOPEHMSI U CO3AAN MHOTO COYMHEHMI HA €ro TEKCTBI.

Auntux ans oprara («Jloc» u «uutapmon»), cou. 70 (1992) saneuatnen myabi-
KasibHble NOPTPETH MM ONOrMUECKMX NePCOHAXeN, co3aaHHbIx Y. brerikom. Jloc onuue-
TBOPSIET COBOM AyX MO33MM U TBOPHECKOE BOOBPAXEHHE, O TAKXKE SBASETCS CUMBONIOM
Bpemern. OfHaxXAbl OH POA3ABAMBAETCS HO MY>XCKOE M XEHCKOE — TAK MOSBASETCS
DHUTAPMOH, Er0 XEHCKMI ABOMHMK, ONULIETBOPEHME YXOBHOM KPACOTbI M BAOXHOBEHME
noata Jloca. BocxuLueHHblit ee coBepLueHcTBOM, Jloc npocut ee pasaenuts ero nobosb
M COTBOPUTB MX Byfylliee NOTOMCTBO, OAHAKO OHA OTKA3bIBAETCS CTATb ero pabbiHe, 3a-
aBnss: «nyctb Myx Hacnaxaaetcs niobosbio, a HacnaxaeHunem Xenbl 6yaet lopaocts!».
Cam komnosutop npegnonaran, 4to nog Jlocom v Suntapmon brierk nogpasymesan
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cebs 1 cBOIO XeHy, OTpaxas AomaluHue koHpnmkTel. Mysbika CMupHOBA, npogosnxast
NUHMIO ero yuutens [leHncoea, npeacTasnseT cobom NOMCKM YUCTOM, BO3BLILLIEHHOM
KPaCOTbl U BOCCO3AAET MUCTUHECKYIO U punocodckyto atmocdepy nossuu brerika.
B komnosunummn CMMpHOB MpUMEHSIET ABTOPCKYIO CUCTEMY COOTBETCTBMIM MexXay OyKBaMM
¥ My3bIKQIbHBIMM MHTEPBANIAMM — NOJOBHYIO TEXHMKY MPUHSITO HO3bIBATL My3bIKQSILHOM
kpuntorpadueit unm kpuntoponuen. OtaenbHble 3ByKM, Menoanieckue ppassl U ak-
KOPAbI NEPCOHUPULMPYIOT NEPCOHAXEN, KAKAbIA MY3bIKANbHBIA GPArMEHT COAEPXMT
onpeaeneHHbIi 3aWwmnppPOBAHHBIN TEKCT.

Bnaaumup TapHononbekmii (p. 1955) — poccuitckuit KoMnosuTop, ubs aesTenb-
HOCTb BO MHOTOM OTPEAENSET MyTH PA3BUTHS COBPEMEHHOM My3bikn B Poccuu u oteve-
CTBEHHOM KOMMO3UTOPCKOM LKOSTbI B NOCAEAHUE AecsTUneT1s. Boicoyaiiiuee MactepcTso,
6e3rpaHNYHAs SPYaULMS, WMPOTA PUNOCOPCKUX BO3ZPEHUM, OTKPLITOCTb PASIMYHBIM
XY[LOXECTBEHHO-CTU/NEBbIM TEYEHUSIM MO3BONSIOT TAPHOMONLCKOMY IOCTOMHO NPeacTaB-
NSiTb HOBYIO POCCHICKYIO My3blKy 30 pyBexoMm, rae 4acTo 3By4aT ero npembepel. [locne
ycnetutoro febtota 8 Havane 1980-x rogos noyt Kaxaoe HOBOE COUMHEHME KOMMO3UTOPA
CTAHOBMIOCh SIPKMM COBBITHEM B MUPE My3biKi. Ero nponseeneHms akkyMynmpytoT BaxHe# -
LuMe TeHAEHLMM COBPEMEHHOTO UCKYCCTBA, YACTO B HUX HAXOST CBOE COEAMHEHME CPA3Y
HECKOMbKO BMUAOB MCKYCCTB — MOMMMO MY3bIKM, 3TO IMTEPATYPA, XMBOMMCh, CKYALNTYPQ,
Tearp. [1pu sTom cam TapHononbCkuit NOAYEPKMBAET, YTO «SA3bIKM MCKYCCTB HENEPEBOLMMEI
O@MH B APYroit», U B paboTe € KAXKAbIM M3 HUX «KOMMO3UTOP OBS3AH MCKATb HOBBIM KOA,
HOBYIO KOHCTPYKLMIO 1 HOBBIM CTUIb NOAAYM maTepuanax. Camoi maclutabHoi paboToit
KOMMO3MTOPA HA CErofHsLHMIM feHb ctana onepa «Korga Bpems BbixoanT 13 Geperos»,
B OCHOBE KOTOPOW NIEXAT OTAENbHbIE MOTUBbI M3BECTHBIX YEXOBCKMX MbEC.

OkoHune MockoBckyto koHCepBaTOpHio B Knaccax ancora enncosa n Huko-
nast CupenbHukosa, TapHononbckui, yxe byay4n npodeccopom B HeM e, BocnuTan
Lenyto nnesgy Y4eHWKOB, ONPEAENSIOLLMX BbICOKMIM CTATYC COBPEMEHHOM OTEYECTBEHHO
Komno3sutopckoi wkonsl. B 1993 roay on ocHosan B MockoBckoi KOHCEPBATOPHM
LenTp coBpemeHHOM My3bikn U aHcambnb «CTyausa HOBOM My3biku», B 1994-m — exe-
rofHbii MexXayHapogaHbiit hecTuBanb COBPeMEHHOM My3biki «MockoBckuit popym»,
daKTMYECKM HOYOBLLMI 3AHOBO CO3L,ABATHL COBPEMEHHBIN 3ByKOBOM nanawadt Poccuu

1 GOPMMPOBATL HOBLIE BKYCbI MyBIIMKM B TO BPEMS], KOTAQ MHOTUE M3 BbIACIOLLMXCS POC-
cuitckmnx komnosutopos (Ansdpen LLnutke, Codusa ly6araynuna, Damcon Oenncos,
Hukonai Kopraopd, Enena ®upcoea, Omutpuit CM1pHOB 1 apyrue) 6bimm BoiHYXAeHb!
SMUIPUPOBATH. [TOMMMO NPOABMXKEHMA HOBOM MY3bIKM BAXKHOM YACTbIO MPOCBETUTENb-
CKOM fiesiTenbHOCTH TAPHOMOMLCKOTO SIBASIETCS BO3POXAEHME HE3ACITYXEHHO 3a6bITOM
My3bIKM POHHETO PYCCKOrO ABAHIApAQ.

Eindruck-Ausdruck. Hommage a Kandinsky (Bneuyatnenne-suipaxerue.
Moceswenne KaHanmHckoMy) cylecTtsyeT B Tpex Bepcusx: ansa ¢oprenmano (1989),
ans oprenraHo u Bonblioro ancambns (1992), ana doprenmaro, dneiTsl, knapHeta
u cTpyHHoro Tpuo (1996). Mo cnoBam KOMNO3UTOPA, MATEPUANOM COYMHEHMS CTANM
12 pa3HOPOAHbIX 31EMEHTOB, NPEACTABNSIOLMX COBOM 3BYKOBbIE MPOEKLMM QBCTPAKTHBIX
aneMeHTOB xusonucu Bacunus KaHaMHCKoOro — Touku, MHWM, 31raary, LBETOBbIE MATHA,
CMMBOSI3MPYIOLLME CBOETO POAA «My3bIKATbHbIN 30A1aK». B npouecce passutis anemeHTsI
HOYMHAIOT B3AMMOAEMCTBOBATL APYT C APYroM, To 0bpasys, NogobHo kanenaockony, pas-
JIMYHbBIE Y30Pbl, TO PACCPEAOTOUUBASCH B My3bIKQSIBHOM NPOCTPAHCTBE, TO KOHLIEHTPUPYSCh
B MNOTHbIE 3BYKOBbIE CryCTKM. [osiBNEHME KAXAOTO U3 HUX, NOHAUANY PETYAMPYEMOe NNLLIb
BEPOATHOCTHBIMM 30KOHOMEPHOCTSIMM, NOCTENEHHO BKIIIOYAETCS B CTPOTYIO CUHTAKCUYECKYHO
CTPYKTYpY. HekoTopeble an1eMeHTbl OCTAIOTCA HEU3MEHHBIMU HO NPOTAXXEHWUM BCErO COYUHE-
HWsI, APYT1e NOABEPraloTCs UHTEHCMBHOMY PA3BUTMIO, OKPALUMBAS NbECY B APAMATUYECKME
ToHa. «B npouecce paboTbli CaMbIM MMABHbIM A7t MEHs! BbINO BCYLIMBAHME B CIOHTAHHbIE
BCnneckn beccosHaTtensHoro, obpatueHmne K YUCToM, ele “HeoTpednekTMpoBaHHON”
3KCnpeccuu, PUKCUPOBAHME CBOETO POAA “My3bIKANBHOM NCUXOrPAMMBI”, — OBBSCHMA
cam KomnosuTtop. — PaBHoNpeacTaBneHHOCTb BCEX SIEMEHTOB B CPeAHEM Pa3aene Mbec
MPMBOAMT K LIEHTPOBEXHOM KBA3MXAOTUHECKON CTPYKTYpPE, HOMOMMHAIOLLEN B Y4EM-TO
Knaccuyeckue paspaboTku; NOCTeneHHoe CnMpaneobpasHoe pa3BepTbIBAHKME SNEMEHTOB
B HOYAsE NbEChl OTPAXAET NPOLLECC CTAHOBNEHUS 06bEMHOrO 3BYKOBOrO MPOCTPAHCTBA
(nepBble ABQ 3NEMEHTA — 3TO CAMBI BBICOKMI M CAMBIN HU3KWI 3BYKW hOpTENMaHO), koTopoe
NOCTOSHHO TPeByeT NOSIBNEHMSs BCE HOBbIX M HOBbIX 3NeMeHToB. HakoHeL, npuHumnnansHoe
OTCYTCTBME O[HOTO M3 MABHBIX 3BYKOBbIX 3/IEMEHTOB B MOCNEAHEM PA3AENE MbECh! CO3AAET
3¢ PeKT OXMAAHMS U YCUIMBAET LEHTPOCTPEMMUTENBHOE ABMXEHME. MIMEHHO HO OCHOBE
5TOrO OTCYTCTBOBOBLUETO 3IEMEHTA M CTPOMUTCS KOAA COYUHEHMSY.
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MUXAWUN AYBOB

LLinpokomy kpyry crywatenei, npogpecCUOHAmbHBIM My3bIKAOHTOM M KPUTUKOM, MH-
TEPECYIOLLMMCS COBPEMEHHOM POCCUICKOM MY3bIKOM, XOPOLLIO M3BECTHO MM Muxamna
Jy60Ba — MHOTOrPAHHOTO My3bIKAHTA, COEAMHSIOLLETO B CE6e TaNaHTLI MMAHKCTA, Uccre-
[OBATENS, NEAArora, yBNeYeHHOro NepPBOOTKPLIBATENS M MNPOMNArAHAMCTA HOBOM My3bIKM.
Own popuncs 8 1966 ropy B Mockse, okoH4mn MockoBckyio KOHCEPBATOPMIO UMEHM
M. M. HaitkoBCcKoro M acnMpaHTypy Mo Tpem CreLmanbHOCTIM: KAK MMAHKUCT B knacce Bepel
l[opHocTaeBoi, kak opranmcT B knacce Anekces [NaplumHa u kak myasikoeeg. B 2008 rogy
Ha kadeape Teopun My3biku Mockosckoi koHcepsatopun Muxaun dy6os 3awmtin
KAHAMAATCKYIO anccepTaumio «SHnc KceHakue — apXMTeKTOp HOBEMLLEN MY3bIKM» MOA,
Hay4HbIM pykosoacTeom [Opus Xononoea 1 Banepun Uenosoit. C 1997 ropa npenoaaert
8 Mockosckoi koHcepeatopuu, B 2000-2012 ropax npenogasan takxe 8 TMIM nme-
H1 M. M. Unnonutoea-Mearosa, rae 6bin OfHMM M3 MHULMATOPOB CO3AAHMS M NEPBLIM
pyKkoBoauTenem kadeapbl COBPEMEHHOTO MCMOIHATENLCKOTO UCKyccTBa. B HacToswee
Bpemsi — npodeccop MockoBcKoit KOHCepPBATOPMM, AEKAH PAKYSILTETA UCTOPUYECKOTO
1 COBPEMEHHOTO MCMONHUTENLCKOTO MCKYCCTBA, HneH Colo3a MOCKOBCKMX KOMMO3UTO-
pos, naypeat npemun Seiler (2000) 1 obnagatens noyeTHoro 3Haka «3a [OCTUXEHUS
B KynsType» (2002).

Ewe Bo Bpems yuebbi B koHcepaaTopumn Miuxann [lyb6os cbnamsuncs ¢ DancoHom [eru-
COBbIM, KOTOPbIA BOBIIEK €O B CBOM KPYT €AMHOMBILNEHHWKOB, 3AHUMABLLMXCS OKTYANBHOM
My3bIKOi. TOrAa e NUAHUCT HaYan CBOIO NMPOGECCUOHAIBHYIO KOHLEPTHYIO AESITENLHOCTD,
OXBATHIBAIOLLYIO LIMPOYAMLLMIA AMANA3OH My3blKQSIbHBIX CTUMEN OT 6APOKKO A0 KOHLA
XX seka. Cpeau ero niobumbix astopos — CrpasuHckuit, BebepH, Jluretn, Kpam, Kee-
Hakuc. Ha ceropHsLuHmMit AeHb CONbHBIA M HCAMBNEBbIM penepTyap NMAHMCTA BKIIOYAET
HECKOSIbKO COTEH NPOM3BEAEHMM M MOCTOSHHO MOMOSHSETCS, B TOM YMCIE MASIOM3BECTHOM
M PEAKO UCTIONHSEMOM CTAOPUHHOM M COBPeMeHHOM My3bikoi. OH perynspHo npeacTaenset
HOBbIE COMbHbLIE MPOrPAMMBI, MPEUMYLLECTBEHHO cocTosLme 13 My3bikn XX—XXI Bekoe,
1 ¢ BOMbLUMM MHTEPECOM OTHOCKTCS K TBOPYECTBY MONIOABIX KOMMO3UTOPOB, MOCTOSIHHO
B3AMMOJEMNCTBYS C HUMM KOK YHOACTHMK MOCKOBCKOro aHcambns CoBpeMEHHOM My3biKM.

Bocxuwasics ero «nopasutensHont BuptyosHoctsio» (The Daily Telegraph), «6ancra-
TenbHLIM Tywe 1 Gpunnuantoson TexHukoi» (L'Eco di Bergamo), kputhku HasbisatoT

Muxauna Jy6oea ofHUM M3 «MABHBIX CMELMANMCTOB MO UCTIONHEHMIO KITACCUYECKOTO
asanrapaa» («OroHék»), KOTopbIM «NIPEACTABNSET HOBOE MOKONEHUE, BOCIPUHMMAIOLLEee
LOMANEKTUKY HAMPABIEHUI KAK 30KOH, CTPEMSILLEECS OBNAAETb MOKCMMYMOM 5i3bIKOB
W He HyXAaioLLeecs B NOANOPKAX PAAMKANM3MA W anbTepHaTMBHOCTM» («KommepcanTs
Daily»). Muxawun dy608 ocyliecTsun okono noaycoTH MAPOBbIX MPEMbEP POCCHIMCKMX
M 3apyBexHbIX BTOPOB, B TOM Yncne counHenuni damcora [enncosa, Opépas Kyprara,
Anarons Buepy, Bnaaummpa MapTsiHoBa, y4acTBoBan B QBTOPCKMX KOHLEPTAX AHMCA
Kcenakuca, XaHca Beprepa XeHue, Dancona denncosa, Tpuctana Miopas, Oxopaxa
Kpama, OxoHa Keraxa v Apyrix BbIAQIOWMXCS COBPEMEHHBIX KOMNo3uTopos. OH sBns-
€TCS1 MOCTOSHHBIM YHOCTHUKOM KPYMHEMLLMX MEXAYHAPOAHbIX My3bIKQNbHbIX pecTUBaANe/t
HOBOW My3biku B Poccum u 3a pybexom, Taknx kak Gaudeamus, «Bapluasckas oceHb»,
Berliner Festwoche, «Mockoeckuit dopym», «Mockosckas oceHb», «AnbTepHATUBAY,
«Hu HoBOM My3bikm B Jpespere», Ensems, «[JHn coBpemeHHOM My3biku B Xaigenb-
6epre», «<bepnant B Mockse», «<EBpona — Asua», «[JHu HoBoM My3biku B Kuwumnese»,
«Kontpactbi», «Mnbxom-XX», «bepramo», Osterfestival.

«Mrpatb B xopollem aHcambrie — 3TO MO-HACTOSILLEMY MOE», — MPU3HAETCS CAM
Hy608 B uHTepBblo XypHany «PianoPopym». C Hauana 1990-x rogoe oH sBaseTcs
connctom Mockoeckoro aHcambns coepemerHoi mysbikn (MACM), B 1994-2007 ro-
A0X Bbll CONMUCTOM M PYKOBOAMTENIEM KAOMEPHbIX MPOrpamm «CTyamm HOBOM My3biKu»
Mockoeckoit KoHcepBATOPUM, NPUHUMAN YHACTHE B KOHLEPTAX aHcambnei «Akagemus
cTapuHHOM My3biku», Opus Posth, «Maapurans, «Connctsl Mockebi». Cpeau ero nap-
THepoB no ancambnio A. Jliobumos, T. IpuHgerko, A. 3aropuHckuit, M. Mekapckui,
M. Cokonos, B. Monoe, X. Xonnurep. B uncne opkectpos, ¢ KOTOPbIMM MUAHUCT BbICTY -
nan B kadyectse conucta, Ensemble Modern (lfepmanms), focopkectp Poccum umenn
E. ®. Ceetnanosa, bonbwon cumdponnueckuin opkectp umenn . M. Haitkosckoro,
HaumoHanbHbii prunapmornyeckuit opkectp Poceunm, «<Hosas Poceusa», cumebornyeckuin
opkectp Mapwuutckoro teatpa, Poccuiickuit HaunoHansHbiM opkectp. OH coTpyaHuuan
c pmpuxepamu B. IOposckmum, P. JlepHésbim, D. Yuxesckum, Ix. Horrom, A. Hucra-
koBbIM, [Ix. Hosegow, [1. Kasko#, T. KypeHtancom.

He orpannumnsasics ncnonHutensckum teopyectsom, Muxaun Jy6oe saHumaetcs
TAKXe UCCNEefoBATENCKOM AESTENBHOCTbIO B 061ACTU COBPEMEHHOM My3bIKM U SIBMSIETCS
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OBTOPOM PSAA CTATEM B NEPUOAMUECKUX MY3bIKQTbHBIX U3AAHMSIX, YHOCTBYET B HAYY-
HbIX KOHpEPEHLMSIX, BLICTYNAsH C AOKIAAAMM, NOCBSILLEHHbIMM TBOpYecTBY [leHncosaq,
LLrokxayseHa, Kcenakuca, Meccuana, baproka, bynesa, Juretn.

Ouckorpadus nnanucta HacuuteisaeT bonee 40 KOMNAKT—AMCKOB HO PUPMAX
«Menogus», «Pycckuit auck», Vista Vera (Poccus), Olympia (Anrnus), Le Chant du
Monde (Ppanumsa), Meldac (Anonus), Megadisc (Benbrus) u ppyrux.

SOUND REVIEW

Sound Review («3sykoBoi 0630p») — NnepebIit B UCTOPHUM COBPEMEHHOM POCCHIA-
CKOM OKOAEMMYECKOM MY3bIKM MPOEKT, MPETEHAYIOWMIA HO 3BOHME QHTONOMUM KOM-
nosutopckoro Teopyectea nocne 1990-x ropos. Ero oprannMzatopamu seicTynunm
Coto3 komnosutopos Poccuu u «Pupma Menoaus», a Bonnotmn B 3sykax Mockosckui
aHcambinb COBPEMEHHOM My3blKW. B NpoekT Takxe BKNOYEHbI KAMEPHBIE COYMHEHMS!
NEPBOW M BTOPOM BOJHbI PYCCKOTO MY3bIKQSIbHOMO ABAHFAPAQ B UCTIOMHEHUM MUAHKUCTA
Muxaunna y6oea.

Co3zaaHue TAKOM AHTONOTUKM — OPraHMYHOe npoponxerue gestensHocti Colosa
KoMno3uTopos Poccru, KoTopbIi ceronHs AKTMBHO NMOALEPXMBAET BCECTOPOHHEE
PA3BUTUE KOMMO3UTOPCKOO TBOPYECTBA: YCTPAUBAET KOHLEPTHI, PECTUBANM, KOHKYP-
Cbl, UCMOSHUTENBCKME NABOPATOPUM U HOYUHbIE KOHPEPEHLMM, BLICTYNAET B KAYECTBE
NApTHePA MABHbIX MPOEKTOB, CBA3AHHBIX C MUPOM COBPEMEHHOM My3biku B Poccuu.
Bca aTa peatensHOCTs HONPABNEHA HE TOMBKO HA MOAAEPXKY COMMX KOMMO3UTOPOB,
HO M HO 3HOKOMCTBO LUMPOKOM NYBAMKM C UX NPOU3BEAEHUSIMHU, BOCMIUTAOHWE HOBBIX GIBTO-
pOB, NPOABMXeHHE NPOGECCMOHANBHOM MY3bIKANBHOM KyNnbTypbl B Poccum 1 3a pybexom.

Boratenwuit onbit MACMa, ctapeifuero poccuitckoro KOEKTMBA, MrPatoLLEero
COBPEMEHHYIO My3biKy M OTMeTHBLLErO B 3ToM rofy 30-neTHui 10buner, cran cTepkHem
npoekTa. YeTbipe U3 wectn ansbomos «3sykoBoro 063opa» Bobpanu B cebs OCHOBHOI
penepTyap aHCambs — COYMHEHUS KOMMO3UTOPOB, C KOTOPbIMK KOSIMIEKTUB MOCTOSIHHO
cotpyaHuuaeT (MHorre nbecsl 6binn Hancawsl cneupansHo ans MACMa). Antonorus
obveamHuna asTopos, poxaeHHeix ¢ 1970 no 1990 rogsl, — MMEHHO 3TO NOKONeHWe
CErofHs OMPeaenseT NOPTPET HOBOM PYCCKoi My3biku. [eorpadus npoekTa wmpo-
ka — nommmo Mocksebl n Cankr-letepbypra, npeactasneHsl paboTbl KOMNO3UTOPOB

3 bpaxcka, Kazanu, Huxrero Hoeropoaa, Mepmu, Tomcka, Poctosa-Ha-[oHy v Ynah-
Yo>. B pesynstate «3BykoBoi 0630p» OXBATUN NPOU3BEAEHUS CAMBIX PA3HBIX CTUNEBBIX
Mogenem 1 TEXHUK — OT MUHUMOMM3MA O SKCNEePUMEHTANBHOM 3EKTPOHHOMN MY3bIKH,
M MMEHHO NO3TOMY fBRsieT COBOM CBOErO Poaa PenpeseHTaTUBHYIO BoIBOpPKY — BOCTA-
TOYHO LIMPOKYIO NAHOPAMY TBOPYECTBA COBPEMEHHBIX POCCUICKMX KOMMNO3UTOPOB,
B KOTOPOM MOXHO PA3MSAETb BefyLuMe TEHAEHLMM SMOXM.

B cocraenenunn ansbomos anpektop aHcambns Bukropus KoplyHosa HamepeHHo
OTKA3QNACh KAK OT XPOHOMOrMYECKOTO MPUHLMMG, TOK U OT MAEH CTUAUCTUYECKOTO
€[MHCTBA BHYTPW OAHOTO AMCKA — KOXKAbIA 13 HUX Bbll CPOPMMPOBAH C YHETOM HEO-
XMAQHHBIX KOHTPOCTOB, PA3HbIX MOAXOAOB K MY3bIKASIbHOMY MOTEPUANY M MOHUMAHMIO
npupopsl TBopyectsa. [pakTuyeckn Bce nponaseaeHmns Bbinu 3anNUCaHbl B NPUCYTCTBIUM
QBTOPOB M C UX HEMOCPEACTBEHHbIM YHACTUEM (C TEMM, KTO HOXOAMACS 30 FPAHULEN,
CBSI3b NOAAEPXKMBANACH OHNAMH), TAKUM O6PA30M, MOXHO rOBOPUTL O 30BU3UPOBAHHBIX
KOMMO3UTOPAMM MHTEPMPETALMSAX, YTO A1 COBPEMEHHOM My3bikM 0cOBeHHO BaxkHo. OT-
LEMbHO CTOMT OTMETUTb MPOPECCUOHANN3M UCMONHUTENEN-YYACTHUKOB OHCAMBNS — 3TO
HE TOJbKO MPUBMIIBHO CITPOHHBIE HOTbI, HO M YMEHWE PACKPbITH TBOPYECKMIA 30MbICES
KOMMO3MTOPA M BONAOTUTL ero Hanbonee ybeautenbHbim cnocobom (mopoit HeoxnaaH-
HbIM 4715 COMOTO GBTOPQ), FOTOBHOCTb K MOSIHOLEHHOMY COTBOPYECTBY, BIOBNEHHOCTb
B MPOLECC UCCIIEAOBAHMS HOBBIX 3BYKOBBIX MMPOB W ropsiyee XenaHue nependrb 3Ty
noboBb cRyLIaTENsIM.

Bce nepeuncnenHblie kavectsa xapaktepusyioT U uckyccteo Muxauna Oy6osa,
3anNUCaBLLIEro elwe ABA conbHbIX anbboma «3sykosoro ob63opax. B nepebiit Bowsm
MONOWU3BECTHBIE, B OCHOBHOM POHHME COMMHEHMS IMAEPOB MY3bIKASLHOMO ABAHIAPAA
Havana XX eeka — Meara BeiwHerpaackoro, Aptypa Jlypbe, Anekcanapa Moconosa,
Hukonas O6yxosa, laspunna Monosa, Jleonnaa Monosunkuua u Cepres MNpotonono-
Ba. HecMoTps HO Pa3HOCTL TBOPYECKMX MOYEPKOB, COBPEMEHHbIN CITYX OLLYLLAET B MX
NPOU3BEAEHUSIX MHOTO OBLLEro, YTO HEYAMBMUTENBHO — TAK MM MHAYE MOYMTH BCE OHM
BMAENM cBoum npeateyei Anekcanapa CkpsibuHa 1 6binu yBnedeHs uaesimm dyTypu-
cToB. 1o CNOBAM NUAHKCTA, ETO NPUBAEKIM «MCKPEHHWE, CBEXME OMYChl, YCTPEMIEHHbIE
B ByayLuee — BOZMOXHO, U HEOCYLLECTBMMOE». M ecni nepBbiX PyCCKMX ABAHIAPAMCTOB
obbeauHsN yTONUYECKMIt MOPLIB K PAAUKANEHOMY M3MEHEHMIO MUPA U YENOBEYECTBA,
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TO BO BTOPO/ NOMOBKHE CTOJNETHS Peyb YXe Lia ckopee 06 0BPETEHMM HEKOTO BbICLLETO,
yHMBEpCanbHOro sHawus. Bropoit amck Muxauna lybosa cocraeunm poprenmatHsie,
KNABECHHHBIE M OPraHHble counHeHust DancoHa denncora, Codpun ybaitpynmHoit,
Hukonas Kapethnukosa, Apeo lNapta, Banentuna CunbeectpoBa 1 KOMNO3UTOPOB
cnepytolero nokonexus: Anekcavgpa Byctuna, Bnagumupa MapteiHosa, Imutpus
CmupHosa v Bnagumupa TapHononbckoro. MHorue 13 HUX B paHHUE rofbl UCMbITAM
CUIbHOE BIMSIHUE HOBOBEHCKOM LLKOJIbI M, B 4OCTHOCTH, AHTOHA BebepHa, nayunnu MHo-
XECTBO PA3NMYHBIX CTUNEM U TEXHMUK, BO3HUKLLMX B 30MAAHOEBPONENCKOM My3bKe 30 BCE
TO BPEMs, MOKA KynbTypa coBeTckon Poccuu bbina otaeneHa xenesHbiM 3aHOBECOM.
Mpomas Yepes neprop NOUCKOB, KAXAbIM CHOPMMPOBA HEMOBTOPHUMBIN COBCTBEHHbIN
ctunb. OBHAKO BbICOKAS KOHLEHTPALMS BYXOBHOMO HAYANA M F'YMOHWUCTMYECKME MAEAN
TBOPYECTBA CBMAETENLCTBYIOT O MYBUHHOM POACTBE B MUPOOLLYLLEHWM NPeacTaBMUTE-
fIel BTOPOWA BOJSIHbI PYCCKOTO My3bIKQNIbHOTO OBAHFAOPAQ, BO3POAMBLUMX Accounaumio
COBPEMEHHOMN My3bikM BO rnase ¢ dancoHom Henncoebim. OmnsapiBasice Ha3ag, Ka-
XETCsl, YTO COM GBAHTAPAHbIA MPUHLMI — KOTAA Npon3BefeHne 0bsi3aTeNnbHO AOMXKHO
NPEACTABASTb YTO-TO HOBOE M BbiTb CAMOLIEHHbIM GE30THOCUTESNBHO K TOK HO3bIBOEMOMY
COLEPXAHMIO — HUKOTAA A0 KOHLA HE Bbil BOCMPUHST PyCCKMMM KOMMO3MTOPAMM, TOK
4YTO, BEPOSITHO, 06 ABAHrAPAE B PYCCKOM My3blKe MOXHO FOBOPMUTL CO 3HAUMTESIbHOM
A0Nen YCIOBHOCTY.

[nsi HOBBIX k€ MOKONEHWMIA STOT NPUHLMN M BOBCe ycTapen. M ecnu Bcero nuwb ae-
caTMREeTHE Ha3ag elue Bbinn akTyanbHbl 6ATANMKM HO MHTEPHET-OPYMAX, MOCBALLEHHbIX
COBPEMEHHOM My3blKe, MEXAY «QBAHIAPAMCTAMM» U «TPAAMLMOHANUCTAMM», CErOAHS
CTOHOBMTCS O4EBMAHO, YTO HA TPAAMLIMM OMUPALOTCS U T€ U APYTUE, ECIIU HEOTCTYMHO
CrefytoT KaKOMy -NMbo OHOMY CTUIIEBOMY HAMPABIEHMIO — U B STOM CMbIC/IE MANIO YEM
ApYr oT Apyra otnmyatotcs. Bee pexke MoxHO BoobLue roBopuTh O CTHNE TOMO MU MHOTO
MOJIOA0rO KOMMO3MTOPA — BO3HUKAET OLLYLUEHWE, YTO YEM MNAALIE BTOP, TeM BornbLueit
c806070/ B BbIGOPE My3bIKQNbHOTO MATEPUANA, TEXHWUKM, HOMPABNEHKS OH obnaaaer,
KOMBMHUPYS MX B 30BMCHMOCTM OT KOHLEMLMU KAXKAOTO KOHKPETHOTO COMMHEHMS.

CoBpeMeHHbIM MUP BMEPBLIE MPOXMBAET OMbIT CTONb TECHOTO B3AMMOBIIUSIHMS MHO-
XECTBA PA3HbIX KYNbTYP M OTKPLIBLLETOCS NEPEf YENOBEKOM HEOBBSTHOMO KONMYECTBA
BO3MOXHOCTEN. HUKAKMX «TPAAMUMOHHBIX LEHHOCTEM» BONbLIE HET, HO HE MOTOMY, 4TO
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Mbl MX OTBEPI/IM, A MOTOMY, 4TO KQXAbI BONEH BbIbpaTh cebe cou. B mysbike ToT e
MPOLLECC OTPAXAETCS B MOCTENEHHOM MPEOAOIEHUM PA3PLIBA MEXAY SUTAPHBIMK U AO-
CTYMHBIMM XOHPAMM — KOMMO3UTOPbI BCe BONbLUIE B3AMMOLEMCTBYIOT C SEKTPOHUKON,
POK-My3bIKOM, AXA30M, UMMNPOBM3ALMEN U APYTUMM HEAKAAEMUYECKMMM HAMPABIEHM-
sIMM. [TOBHBIM CTAHOBMTCS OCO3HAHHBIN BEIGOP MATEPUANA U MAKCMMATbHAS MHAMBADY -
anu3auus Bcex NapameTpos npoussenerus. M ecnn Bo BpemeHa betxoeeHa Bbiclinm
AOCTUXEHUEM KOMMO3UTOPA MOTO CTATb O6beAUHEHME MUIITIMOHOB, CENYAC OH MOXET
PACCKA3aTh TONbKO 06 MHAMBMAYANBHOM OMbITE M MPEATOXMUTL CYLIATENSM NPOMUTH
QHANOTMYHBIN MyTb, 0BPALLAACH K KAKAOMY M3 HUX NepcoHanbHO. BepositHo, notomy,
4YTO repoM HALLEro BPEMEHM — 3TO TOT, KTO NPeycnen B No3HaHuu cebs. M komnoauto-
Pbl, BCErAA CYMTHIBAIOLLUME MTYBMHHBINA 3aNPOC coLmyma, 6e3owmnboyHO emy Clyxar.

Y70 Xe KacaeTcs COMOro CyLIATens, OT HEro OXMAAETCS COTBOPYECTBO B HEMEHb-
WweW cTeneHu, yem ot ucnonHutens. Cnylwarens COBpeMeHHOM My3blkU — 3TO TOT, KTO
cnocobeH OTHECTUCH K HEM KOK K BHYTPEHHEMY MYTELIECTBUIO; KTO CTPEMMTCS K CAMO-
MO3HAHMIO, FOTOB AHANM3UPOBATL CBOM PEAKLMM MPH BCTPEYE C HEU3BECTHBIM MIIM XK€,
HAOBOPOT, OTCNEXMBATL BHYTPEHHMIT OTKAIMK HA 4TO-TO 3Hakomoe. CnylwaHne moxet
BbITb M HE AHANUTUYECKMM, O MEAUTATUBHO-TPOHCOBbIM NPOLECCOM (MHOTME npeacTas-
NEHHbIE B QHTONOMMM MbEChl K 3TOMY OCOBEHHO PACAONAraioT), OAHAKO U 3TO BLIGOP,
B KOTOPOM MPOSIBASETCS TBOPYECTBO.

«Mos My3blka He HaCToNbKO NpocTa, YTobbl 3By4aTh YacTo. M BMecTe ¢ Tem oHa
He HACTOJIbKO CJNTOXHAJ, L-|T06b| OTK/IOAbIBATL €€ Ha NOoCNe3aBTpPa. OHG - CerO,D.HﬂLIJHMFi
HepB, CErofHsILIHEE CMATEHME, CErOAHSILUHMI MMMYIbC», — CKA3ANA B OAHOM M3 MHTEp-
Bbto Onbra bounxuHa, npeacrasutens Monoforo nokoneHus komnosutopos. M ata
npekpacHas GopMyNMPOBKA MOXET BbiTb OTHECEHA K TBOPYECTBY BCEX repoes «3By-
koBoro obzopa».
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Sofia Gubaidulina (b. 1931) is one of the leaders of the Russian musical
avant-garde of the 1960s to the 1980s, a recognized classic of Russian and world
musical art. She is one of the most in-demand composers of our time. Gubaidulina’s
signature style, which formed in the mid-1960s, does not belong to any particular
direction: the serial technique, or the so-called new simplicity, or the method of
polystylistics was not the basis of her creative thinking. The composer’s main
aspiration is the search in the field of sonic expressiveness and amazing sensitivity
to timbre: Gubaidulina seems to rediscover the voices of musical instruments,
revealing their soul. Her music has a powerful emotional impact and sacred depth:
the composer’s broad philosophical views include Christian values, the discoveries
of existentialism, philosophical Taoism, and many other highest achievements of
the human spirit. Gubaidulina’s works were greatly influenced by her Russian-
Tatar origin: the composer combines the cultures of the West and the East, which
can be manifested, for example, in the organic synthesis of an oriental melismatic
melody with a dodecaphonic composition technique and classical drama. As
a rule, Gubaidulina’s works have an architectonic perfection of form: known for
her references to the proportion of the golden section, the composer is particularly
fond of numbers, numerical sequences and calculations.

Ritorno Perpetuo for harpsichord (1997) was dedicated to Elisabeth
Chojnacka (1939-2017), a Polish harpsichord player who lived in France, “the
empress of the modern harpsichord,” famous for her recordings of contemporary
music. According to Gubaidulina, “the main feature of the piece is a constant
return to the archaic sound of diatonic moves in the parallel fifths and to the
pentatonic passage that is opposed to them. This antiquity is opposed by the
melodic episodes using the sounds of the chromatic scale, each time ending with
passages of the clusters. Thus, the plot of the piece is a sort of dramatization of
interval relationships”. As musicologist Valeria Tsenova noted, this piece has only
the Latin version of the name. Among the composer’s drafts there is a sheet on
which Gubaidulina wrote possible versions of its translation — “Eternal Return,”
“Periodic Return,” “Permanent Return,” “From Time to Time” — but did not decide
in favor of any of them.
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Edison Denisov (1929-1996) is an outstanding Russian composer of the second
half of the 20th century. He was one of the first composers to organically translate
the entire experience of Western music, including the Second Viennese School and
the leaders of the post-war avant-garde, on the Russian soil. The leading categories
for him were beauty, lyricism and intimacy, and the latter was manifested even in his
large-scale orchestral works. Transferring his chamber thinking to the orchestral palette,
Denisov resisted the official Soviet “grand style” with its traditional symphonism, pathos
and dramatic development. Being an outstanding master of orchestration, Denisov
created transcriptions of works by Schubert, Mussorgsky and Debussy, which became
canonical. His music is characterized by an indissoluble unity of intonation and timbre
and his special sensitivity to sound color as he proceeded from Debussy’s legacy. For
him, timbre was in many ways a means of form making. Based on the intrinsic value
of musical sound, Denisov proclaimed an economical attitude to each note and paid
special attention to the interconnection of all the musical elements of a composition. He
passed on these provisions fo his disciples, actually creating the Denisov School (despite
the fact that he officially taught only instrumentation at the Moscow Conservatory and
was not allowed to teach composition). Denisov’s characteristic sharp intonation was
associated with the confessional tone and the important role of the spiritual principle
in his works (“all my music is spiritual,” the composer said, understanding spirituality
as not so much the religious content of a work but as a sensation of a sacred mystery
that he touched when writing music and thanks to which the music affects the listener).

The piece Dead Leaves (1980) was composed for the harpsichord, for which,
according to the composer, it was “difficult to write, although not as difficult as for
the organ”. The difficulty was that Denisov gave an important part to timbre of an
instrument in any composition, and the organ sound colors depended on a performer’s
individual settings. The composer played the harpsichord and wrote several works
for it, including ltalian Songs, Crescendo e diminuendo for harpsichord and twelve
strings and Concerto for flute, vibraphone, harpsichord and string orchestra. Denisov
described the character of Dead Leaves in a conversation with musicologist Dmitri
Shulgin as “quite poetic, melancholy, at some moments autumnal sentimental, sad,”
mentioning his love for nature and, in particular, for forests (“for me, the best thing that
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exists in nature is a forest, forest air, forest water”). The composition has nothing to do
with Debussy’s prelude of the same name: the composer admitted that he found the
coincidence after he wrote the piece, and its name was just a memory of one of his
favorite French songs.

Arvo Part (b. 1935) is an Estonian composer, one of the most famous musicians
of his generation. In the West, Pért is often referred to as a Russian musician, and,
of course, he is closely connected with Russian culture. Throughout his career the
composer experimented with many styles and techniques, plunging into neoclassicism,
dodecaphony, sonoric and aleatoric music, collage techniques and minimalism. But
none of the avant-garde schools captivated him completely — Pért did not share the
radicalism of the musical avant-garde of the 20th century. When the composer was
searching for his own musical language, he experienced a creative crisis and did not
compose music for eight years. During these years he turned to early music, studied
Gregorian chant, the Notre-Dame School and the vocal polyphony of the Netherlands
School. From 1976 Pért described his style as tintinnabuli (bells), which can be defined
as striving to cut sound material as much as possible to reveal the essence. “To learn to
listen to silence, to be able to feel the vibration of each sound, its duration and transition
to another sound... You can’t hurry. You need to weigh each step from one point to
another on music paper. Then the sound that has undergone all the trials to the end
is true,” the composer says. Harmony in his mature works is based on a triad and fits
into the framework of an extended tonality. Simple and repeated rhythm formulas and
a transparent homophonic texture prevail. Part’s music is sometimes described as “new
simplicity” and referred to as “sacred minimalism”.

Two Sonatinas, Op. 1 (1958) open Part’s legacy — with this piece he made his
debut when he was a student, having composed, in addition to the sonatinas, a few piano
pieces in a rather harsh neoclassical spirit. The pieces attracted the public’s attention and
entered the repertoire of contemporary music performers. As a result, by the mid-1960s,
Pért gained fame as one of the most radical representatives of the Soviet avant-garde, but
he evolved very quickly, offering an original technical solution in each new composition.
Despite the predominant modus of non-stop, sharp toccata motion and prickly dissonant
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ostinato in both sonatinas, another figurative sphere is clearly manifested — a meditative
quality, lyricism, a melodic gift, special transparency, and a linear structure of the texture,
where each note has its weight.

Vladimir Martynov (b. 1946) is a Russian composer, musicologist, researcher
of folklore and philosopher. He is one of the iconic figures of modern culture, the author
of several books and a large number of articles. The universalism of his artistic thinking
is striking: it is an organic fusion of very diverse musical and stylistic reference points,
spiritual traditions of the East and the West, secular and religious art, professional and
folklore traditions. Starting his career as a representative of the avant-garde, Martynov
subsequently plunged deeply into the music of the Middle Ages and the Renaissance,
which greatly influenced his style; in the 1970s, he experienced an episode of artistic
monasticism, ceasing fo compose music and restoring the monuments of Russian church
singing; his interest in religions, philosophy and culture of the peoples of the East led him
to folklore expeditions to the North Caucasus, Tajikistan and the Pamirs. The composer
was also interested in electronic and rock music, which led him to collaborate with the
bands Vezhlivy Otkaz and Auktsyon. But in the end, Martynov found his style within
minimalism, “new simplicity,” and individual neo-romanticism. Martynov is particularly
known for his philosophical views, initially formulated in the book The End of the Time
of Composers (2002). Asserting the return of musical art to an archaic state, Martynov
speaks of the death of the figure of a composer, which, however, does not occur at once,
but quite gradually and before our eyes, and as a result, many of the living composers
simply do not notice it. The composer’s legacy includes a large amount of music for
films, which is well known to the general public. Vladimir Martynov’s music have been
recognized and in demand in the West.

Hexagram for piano (1971) was written immediately after graduating from the
Moscow Conservatory where the composer studied with Nikolai Sidelnikov. As early as
in those years, the young composer’s works made it possible to see him as an established
artistic personality, who demonstrated technical maturity, versatility of interests, original
ideas and confident composing style. The period of his passion for serial technique lasted
four years and covered five works, including Hexagram. As the composer admitted, Anton
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Webern was an artistic standard for him. In general, dodecaphony attracted Martynov
primarily as an experiment allowing control over sound material free from tonality and
the classical system of time organization. Hexagram is a one-movement piece created as
a logical illustration to the Book of Changes (The |-Ching), one of the oldest monuments
of Chinese philosophy. The 64 hexagrams collected in the book symbolize é4 situations,
covering all possible twists and turns of life. The young composer freely handles the
twelve-tone material - the inventive transformations of the series give rise to constant
intonational renewals, which symbolizes the principle of aleq, the idea of non-recurring
situations. In addition to the pitch parameter, Martynov brilliantly handles dynamics,
articulation and rhythm.

Valentin Silvestrov (b. 1937) is a Ukrainian composer whose works are most
closely associated with the neo-romantic direction in music of the last third of the 20th
century. The “new simplicity” of Silvestrov’s music, which at times seems somewhat naive,
reminiscent of the bygone era of Schubert and addressed to the lyric and contemplative
state of the soul, is unique in its own way in the general context of the contemporary
composing art. The composer’s path to it was winding. In the 1960s, Silvestrov joined
the Kiev Avant-Garde, a group of composers who focused on modern European
compositional techniques. Recognition came to him almost immediately: in 1967, he
received the Serge Koussevitzky International Award in the USA, and in 1970, the
Gaudeamus International Composers Award in the Netherlands. The composer was
also fascinated by neoclassicism, in which the main thing for him was not stylization,
but the comprehension of the high ideals that the music of baroque, classicism and early
romanticism carried. In a few years, the composer’s initially contemptuous attitude to
popular music and jazz grew into a special attraction to vocal music, namely to the
genre of song. This is how the “kitsch style” (Silvestrov’s term) arose, the essence of which
is to create a melody from seemingly banal intonations. The consistent mastering of all
kinds of styles and composing techniques led the composer to the formation of his own,
recognizable and unique style. His works incorporate philosophical categories, such as
the value of an unhurried flow of life, admiration for every moment and concentrated
reflections on his place in time and space. The depth of the subtext is paradoxically

realized in deliberate primitiveness: ingenuous melodies, clear harmony and simplicity of
textured techniques. A meditative quality is one of the main stylistic features of Silvestrov’s
works. According to the composer, the most truthful is hidden not in the sound itself, but
in its overtones and gaps between the end and the beginning of the sound; paying
special attention to “silence” and “quiet,” Silvestrov attaches a sacred meaning to these
categories.

Triad for piano (1961) is one of the milestones of Silvestrov’s early period. Itis a piano
cycle of 13 miniatures that combine features of a suite and variations with a sonata plan of
composition. It consists of three sections: . “Signs” (7 pieces), II. “Serenade” (3 pieces),
and lll. “Music of Silvery Tones” (3 pieces). Triad was highly appreciated by Theodor
Adorno, one of the biggest authorities and the main prophet of European new music.
Some Western reviewers, noting the obvious influence of Schoenberg, also compared
Silvestrov to Debussy. It is really possible to note the features of impressionism: attention
to the phonic qualities of the instrument’s sound, detailed elaboration of the texture,
capricious variability of the rhythm, coloristic layering of the consonances, a transparent
musical fabric, subtle dynamic nuances and spaciousness of sound. These miniatures
expose the mono-intonational drama of the work: Triad is a kind of variation on a single
harmonic set. Quite lyrical for dodecaphonic compositions, many of the pieces from the
cycle already show a tendency to melodious form, how attentively the composer listens
to every sound and pause.

Nikolai Karetnikov (1930-1994) was a composer, representing the post-war
Russian avant-garde, whose works had a difficult fate and were in conflict with the
officially supported musical direction. The formation of Karetnikov's creative credo was
influenced by the pianist Glenn Gould's arrival in Moscow in 1957 to perform the works
of Schoenberg and Berg. Having become a staunch follower of the Second Viennese
School, Karetnikov remained loyal to it for life and developed on its basis a unique style
of his own — unlike some of the composers who were later recognized as leaders of the
Soviet musical avant-garde, for whom dodecaphony was a short-term hobby or just
one of the many components of creativity. Developing the dodecaphonic technique, the
composer with each new composition proved its rich possibilities and realized it as an
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organic language, for which a broad imaginative palette was available. At the same
time, Karetnikov integrated the twelve-tone technique with other methods - he did not
abandon the tonality where it was justified by a specific intention and combined the
principle of seriality with the national symphonic tradition and classical form-making.
From the mid-1960s, he was one of the first to use polystylistics as a conscious creative
method in Russian music. Karetnikov was also a very distinctive successor of the traditions
of Russian sacred music, who raised the question of updating the Orthodox chants. His
spiritual choruses include exquisite harmonies, dissonances and elliptical turns. Since his
works were practically never performed publicly, Karetnikov composed music for theatre
and films, which became a kind of creative laboratory for him. His works are only now
entering the concert repertoire and becoming a subject of musicological research.

The Big Concert Piece for piano (1970) is a masterfully written chamber work,
proving that Karetnikov interpreted dodecaphony as not experimental, but as a full-
fledged artistic language capable of expressing the composer’s deep emotional world.
The development of the piece moves from an introspective, meditative beginning to more
agitated states, the gradual dynamization of the rhythm and thickening of the texture
lead to a dramatic climax with an open expression reminiscent of romantic pianism.
Numerous transformations of the series, now unfolding in monophonic melodic lines, now
gathering into rigid, unexpected and cutting vertical complexes, become the basis of the
composition. Revealing the relationship of individual segments and various transpositions
of the series, the composer saturates the texture with imitation and achieves profound
wholeness of the entire material.

Alexander Vustin (1943-2020) was one of the brightest and most uncompromising
composers of his generation an active member of the Association of Contemporary Music
(ACM-2). Back in the early 1970s, Edison Denisov described him as follows: “Vustin is
a very serious composer who treats his work with great responsibility. Each composition
clearly shows his unique personality. Vustin does not belong to any school, and, what is
especially valuable in our time, does not follow fashion, always remaining himself”. His
works are distinguished by deep dramatic content and high concentration of meanings.
They are often filled with pain and light at the same time; they combine soft, melodic
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lyricism with subtle humor, sharp expression and drama with tragic intensity and restraint.
Almost all genres are represented in the composer’s legacy, including quite a few text and
program compositions devoted to philosophical issues and historical and social topics.
The Second Viennese School played a priority part in the formation of his style. He took
over the primacy of the rational organization of composition from it. Vustin's music is
distinguished by intense experiencing of every moment of time and extra dense musical
matter — and in this sense he can be called an heir to the traditions of Anton Webern.
Most of the composer’s works, even for large lineups, do not exceed ten minutes.

In 2016, Alexander Vustin became the first composer in the residence at the State
Orchestra of Russia named after Evgeny Svetlanov on the initiative of its artistic director,
conductor Vladimir Jurowski. It was Jurowski who discovered the composer’s brilliant
orchestral scores for the Moscow audience and performed the world premiere of his opera
The Devil in Love. Vustin's collaboration with Jurowski was the highest step in his career.

Epigraph for organ (2001) was written at the request of organist Lyudmila Golub
for the introduction to the Paris recital dedicated to the memory of Edison Denisov. The
state of this laconic piece is strict and focused. Against the background of rather tense
harmonic vertical lines, a declamatory melodic line unfolds — its abrupt motifs gradually
add up to more extended phrases, sometimes reminiscent of interrogative intonations of
human speech. Perhaps the composer captured an internal monologue addressed to the
teacher. The musical language of the work is based on the development of the twelve-tone
idea, based on certain intonational and rhythmic modes. Vustin transformed the serial
technique info a signature principle of twelve tones, creating his own unique method, which
differs from Schoenberg’s dodecaphony and fully justifies itself in his work. Almost all of
Vustin's most important works were written in this technique, while the composer worked
with only one series all his life, writing many completely dissimilar compositions for it.

Dmitri Smirnov (1948-2020) was a Russian and British composer, one of the
initiators of the revival of the Association of Contemporary Music (ACM-2) headed
by Edison Denisov. Possessing a bright and unique talent, he was a nonconformist and
opposed the official artistic doctrine of Soviet realism. In 1979, at the 6th Congress of the
Union of Composers, he was named by Tikhon Khrennikov one of the seven composers
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who “distort the face of Soviet music,” and together with his colleagues ended up on
a black list of the radio, TV and concert organizations. At the same time, Dmitri Smirnov’s
music was performed abroad in those years: so, in 1989, his operas Tiriel and Thel on
text by William Blake were staged in Freiburg and London, respectively, and his first
symphony, subtitled The Seasons, was performed at the Tanglewood Festival in the USA.
In 1991 the composer left the Soviet Union and settled in England. He was composer in
residence at the University of Cambridge’s St John's College at Dartington and visiting
Professor at Keele University. He also taught at Goldsmiths College at the University of
London from 2003.

In his essay “My Path in Music” (1984) Dmitri Smirnov shared his idea of what music
should be in its ideal realization: “absorbing the sound experience of all previous ages,
synthesizing elements of various styles, it has no forbidden intonations, chords, and
structures, but this is not eclectic music, its entire structure is determined by a single idea
and therefore there is integrity and definiteness of style in it... It has the exact relationship
between the rationality of structure, sound matter, and freedom of fantasy”. Literature
was also an important area of his work — he wrote poetry and prose, publishing them
under the name Dmitri Smirnov-Sadovsky. For him, William Blake was one of the most
important figures in art. The composer perceived him as a deep philosopher, prophet and
his spiritual teacher. Smirnov wrote a Russian-language biography of Blake, translated
all his poems into Russian and created many works based on his texts.

Diptych for organ (Los and Enitharmon), Op. 70 (1992), captured musical portraits
of mythological characters created by William Blake. Los embodies the spirit of poetry
and creative imagination, and is also a symbol of the time. Once he splits into male and
female - this is how Enitharmon, his female counterpart, the personification of spiritual
beauty and the inspiration of the poet Los, appears. Delighted with her perfection, Los asks
her to share his love and create their future descendants, but she refuses to become his
slave, declaring that women will rule the world, with Man being given Love and Women
being given Pride. The composer himself assumed that by Los and Enitharmon Blake meant
himself and his wife, reflecting their domestic conflicts. Smirnov’s music, continuing the
line of his teacher Denisov, represents a search for pure, sublime beauty and recreates
the mystical and philosophical atmosphere of Blake's poetry. In the composition, Smirnov
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uses his own system of correspondences between letters and musical intervals — such
a technique is commonly known as musical cryptography or cryptophony. Individual
sounds, melodic phrases, and chords personify the characters, and each musical fragment
contains a specific cipher text.

Vladimir Tarnopolski (b. 1955) is a Russian composer whose activity largely
determined the development of contemporary music in Russia and the Russian school
of composition in recent decades. His highest mastery, boundless erudition, breadth of
philosophical views and openness to various artistic and stylistic frends allow Tarnopolski
to adequately represent new Russian music abroad, where his music is often premiered.
After a successful debut in the early 1980s, almost every new work of the composer
became a highlight in the world of music. His works accumulate the most important
tendencies of modern art, and several types of art often find their synergy in them — apart
from music, these are literature, painting, sculpture, and theatre. Tarnopolski emphasizes
that “the languages of arts cannot be translated into each other,” and when working
with each of them “a composer must look for a new code, a new structure, and a new
style of material presentation”. The composer’s most ambitious work to date is the opera
When Time Overflows lts Margins, which is based on individual motifs from well-known
Chekhov's plays.

After graduating from the Moscow Conservatory where he studied with Edison Denisov
and Nikolai Sidelnikov, Tarnopolski, already a Professor at the same conservatory brought
up a whole galaxy of students who now define the high status of the modern Russian
school of composition. In 1993, he founded the Center for Contemporary Music and the
ensemble Studio for New Music at the Moscow Conservatory. In 1994, he founded the
annual International Festival of Contemporary Music “Moscow Forum,” which actually
began to re-create the modern sound landscape of Russia and form new tastes of the
public at the time when many of the outstanding Russian composers (Alfred Schnittke,
Sofia Gubaidulina, Edison Denisov, Nikolai Korndorf, Elena Firsova, Dmitri Smirnov
and others) were forced to leave the country. In addition to promoting new music, an
important part of Tarnopolski’s educational activities is the revival of the undeservedly
forgotten music of the early Russian avant-garde.
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Eindruck-Ausdruck. Hommage a Kandinsky (Impression-Expression.
Dedication to Kandinsky) exists in three versions: for piano (1989), for piano and large
ensemble (1992) and for piano, flute, clarinet and string trio (1996). According to the
composer, twelve different elements were the material for the piece, which are sound
projections of abstract elements of Wassily Kandinsky's painting — dots, lines, zigzags
and color spots symbolizing a kind of “musical zodiac”. In the process of development,
the elements begin to interact with each other, then forming, like a kaleidoscope, various
patterns, then scattering in the musical space, then concentrating in dense sound bunches.
The emergence of each of them, at first regulated only by probabilistic laws, gradually
grows into a strict syntactic structure. Some of the elements remain unchanged throughout
the entire composition, while others undergo intensive development, coloring the piece in
dramatic tones. “In the process of work, the most important thing for me was listening to
the spontaneous bursts of the unconscious, turning to pure, yet “unreflected” expression,
fixing a kind of “musical psychogram,” the composer explains. “Equal representation of all
elements in the middle section of the piece leads to a centrifugal quasi-chaotic structure,
somewhat reminiscent of classical developments; the gradual spiraling deployment of the
elements at the beginning of the piece reflects the process of formation of a volumetric
sound space (the first two elements are the highest and lowest sounds of the piano),
which constantly requires the emergence of more and more new elements. Finally, the
fundamental absence of one of the main sound elements in the last section of the piece
creates an effect of expectation and intensifies the centripetal motion. The coda of the
piece is built on the basis of this missing element”.

MIKHAIL DUBOV

A wide range of listeners, professional musicians and critics interested in contemporary
Russian music are well aware of Mikhail Dubov, a versatile musician who combines talents
of a pianist, researcher, teacher, enthusiastic discoverer and promoter of new music.
He was born in 1966 in Moscow and graduated from the Moscow State Tchaikovsky
Conservatory where he majored in piano performance with Vera Gornostayeva, organ
performance with Alexei Parshin and musicology. In 2008, under the guidance of Yuri
Kholopov and Valeria Tsenova, Mikhail Dubov defended his Ph.D. thesis “lannis Xenakis,

an Architect of Contemporary Music” at the Department of Music Theory of the Moscow
Conservatory. Mikhail has been teaching at the Moscow Conservatory since 1997.
From 2000 to 2012, he also taught at the Ippolitov-lvanov State Pedagogical Institute
where he was one of the founders and the first Head of the Department of Contemporary
Performing Arts. At present, he is a Professor at the Moscow Conservatory, Dean of
the Department of Period and Contemporary Performing Arts, member of the Moscow
Union of Composers, winner of the Seiler Prize (2000) and holder of the honorary
badge “For Achievements in Culture” (2002).

When Mikhail Dubov was a conservatory student, he became close friends with Edison
Denisov, who drew him into his circle of like-minded people engaged in contemporary
music. At the same time, the pianist began his professional concert career, covering a very
wide range of musical styles from baroque to the late 20th century. Among his favorite
composers are Stravinsky, Webern, Ligeti, Crumb and Xenakis. Today, the pianist's solo
and ensemble repertoire includes several hundred works and keeps growing. It includes
litle-known and rarely performed early and modern music. He regularly presents new
solo programs, mainly consisting of music of the 20th and 21st centuries, and shows great
interest in young composers’ works, constantly collaborating with them as a member of
Moscow Contemporary Music Ensemble.

Admiring his “amazing virtuosity” (The Daily Telegraph) and “brilliant touch and
diamond technique” (L'Eco di Bergamo), the critics state that Mikhail Dubov is one of
the “major specialists when it comes to performing classical avant-garde” (Ogonyok),
“represents a new generation that perceives the dialectic of directions as a law,
strives to master as many languages as possible, and needs no props of radicalism
and alternativeness” (Kommersant Daily). Mikhail Dubov has performed about fifty
world premieres of Russian and foreign composers, including works by Edison Denisov,
Gydrgy Kurtdg, Anatol Vieru and Vladimir Martynov, taken part in the recitals of lannis
Xenakis, Hans Werner Henze, Edison Denisov, Tristan Murail, George Crumb, John
Cage and other prominent contemporary composers. He is a regular participant of
some of the biggest international music festivals of new music in Russia and abroad,
such as Gaudeamus, Warsaw Autumn, Berliner Festwoche, Moscow Forum, Moscow
Autumn, Alternative, Days of New Music in Dresden, Ensems, Days of Contemporary
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Music in Heidelberg, Berlin in Moscow, Europe-Asia, Days of New Music in Chisinau,
Contrasts, llkhom-XX, Bergamo and Osterfestival.

“Playing in a good ensemble is really my thing,” Dubov admits in an interview with
PianoForum magazine. He has been a soloist with Moscow Contemporary Music
Ensemble (MCME) since the early 1990s. From 1994 to 2007, he was a soloist and Head
of chamber programs at the Studio for New Music of the Moscow Conservatory, took
part in the concerts of the ensembles Academy of Early Music, Opus Posth, Madrigal
and The Moscow Soloists. Among his ensemble partners are Alexei Lyubimov, Tatiana
Grindenko, Alexander Zagorinsky, Mark Pekarsky, Ivan Sokolov, Valery Popov and Heinz
Holliger. As a soloist, the pianist has performed with Ensemble Modern from Germany, the
State Svetlanov Orchestra of Russig, the Tchaikovsky Symphony Orchestra, the National
Philharmonic Orchestra of Russia, the New Russia Orchestra, the Symphony Orchestra
of the Mariinsky Theatre and the Russian National Orchestra. He has collaborated with
conductors Vladimir Jurowski, Fyodor Ledney, Filipp Chizhevsky, Jonathan Nott, Andrei
Chistyakov, Gianandrea Noseda, Daniel Kavka and Teodor Currentzis.

In addition to performing, Mikhail Dubov has been engaged in research activities
in the field of contemporary music. He has written a number of articles in periodicals
and participated in scientific conferences, reporting on the works of Edison Denisoy,
Karlheinz Stockhausen, lannis Xenakis, Olivier Messiaen, Béla Bartdk, Pierre Boulez
and Gyérgy Ligeti.

The pianist’s discography includes more than forty CDs released by Melodiya, Russky
Disk, Vista Vera (Russia), Olympia (England), Le Chant du Monde (France), Meldac
(Japan), Megadisc (Belgium), and others.

SOUND REVIEW

Sound Review is the first project in the history of contemporary Russian academic
music that claims to be an anthology of works written after the 1990s. The project was
initiated by the Union of Composers of Russia and Firma Melodiya and realized by
Moscow Contemporary Music Ensemble. The project also includes chamber works of
the first and second waves of the Russian musical avant-garde performed by pianist

Mikhail Dubov.
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The creation of such an anthology is an organic continuation of the activities of the
Union of Composers. Today, the Union actively supports the comprehensive development
of composers’ creativity by arranging concerts, festivals, competitions, performing labs
and scientific conferences, acting as a partner of major projects related to the world
of contemporary music in Russia. All these activities are aimed not only at supporting
the composers themselves, but also at introducing the general public to their works,
educating new talents and promoting professional musical culture in Russia and abroad.

The rich experience of MCME, one of the oldest Russian ensembles of contemporary
music that celebrated its 30th anniversary earlier this year, is the core of the project. Four
of the six albums of Sound Review incorporate MCME's key repertoire that includes
works by the composers with whom the ensemble has been collaborating on a regular
basis (many of the pieces were written especially for MCME). The anthology brought
together the composers who were born between 1970 and 1990. They are the generation
that defines today’s portrait of new Russian music. The geography of the project is
wide - in addition to Moscow and St. Petersburg, the project features composers from
Bryansk, Kazan, Nizhny Novgorod, Perm, Rostov-on-Don, Tomsk and Ulan-Ude. As
a result, Sound Review covers works created in a variety of styles and techniques, from
minimalism to experimental electronic music. That is why it is a kind of representative
selection, a fairly advanced overview of the contemporary Russian composers’ works
that enables us to discern the leading trends of this age.

When compiling the albums, Victoria Korshunova, the ensemble’s director,
deliberately rejected both the chronological principle and the idea of stylistic unity
within one disc — each of them was formed on the basis of unexpected contrasts and
different approaches to musical material and understanding of the nature of creativity.
Almost all the works were recorded in the presence of the composers and with their
direct participation (the ensemble communicated online with those who were abroad).
Thus, we can speak of interpretations endorsed by the composers, which is especially
important for contemporary music. Particularly noteworthy is the professionalism of the
ensemble members — not just the correctly played notes, but also their ability to reveal
a composer’s creative intention and realize it in the most convincing way (sometimes
an unexpected one even for the composer), their readiness for full-fledged co-creation,
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their fondness for the process of exploring new sound worlds, and their burning desire
to convey this fondness to the audience.

All of the above qualities are also fitting enough to describe the art of Mikhail Dubov,
who recorded two solo albums for Sound Review. The first includes little -known, mostly
early works by the leaders of the musical avant-garde of the early twentieth century, such
as lvan Wyschnegradsky, Arthur Lourié, Alexander Mosolov, Nikolai Obukhov, Gavriil
Popov, Leonid Polovinkin and Sergei Protopopov. Despite the different creative styles, the
contemporary ear senses a lot in common in their works, which is not surprising — one
way or another, almost all of them saw Alexander Scriabin as their forerunner and were
fascinated by the ideas of the futurists. According to the pianist, he was attracted by “the
sincere, fresh opuses, directed to the future — perhaps an unrealizable one”. While the
first Russian avant-garde artists were united by the utopian urge to radically change the
world and mankind, the second half of the century was more about the acquisition of
some higher, universal knowledge. Mikhail Dubov’s second disc features works for piano,
harpsichord and organ by Edison Denisov, Sofia Gubaidulina, Nikolai Karetnikov, Arvo
Part and Valentin Silvestrov, as well as composers of the next generation — Alexander
Vustin, Vladimir Martynov, Dmitri Smirnov and Vladimir Tarnopolski. Many of them,
in their early years, were strongly influenced by the Second Viennese School and,
in particular, Anton Webern, and studied many different styles and techniques that
emerged in Western European music during the time when the culture of Soviet Russia
was separated by the iron curtain. After going through a period of searching, each
formed a unique style of his/her own. However, the high concentration of the spiritual
principle and humanistic ideals of creativity testify to a deep kinship in the outlook of
the representatives of the second wave of the Russian musical avant-garde, who revived
the Association of Contemporary Music headed by Edison Denisov. Looking back, it
seems that the avant-garde principle itself — when a work must necessarily represent
something new and be self-valuable, regardless of the so-called content — has never
been fully perceived by the Russian composers, so it is probably possible to speak about
the avant-garde in Russian music with a significant share of conditionality.

For the new generations, this principle is completely outdated. Considering that only
a decade ago, internet battles in the modern music forums between the so-called avant-
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gardists and traditionalists were still relevant, today it becomes obvious that both parties
are based on traditions when they persistently follow any one style direction, — and they
are not so different from each other in this sense. It is less and less common to speak about
the style of this or that young composer — there is a feeling that the younger a composer
is, the more freedom he/she has to choose musical material, a technique, or a direction,
combining them in a way dictated by the concept of each specific work.

For the first time ever, the modern world is experiencing such a close mutual influence of
many different cultures and facing an immense number of possibilities that have opened up
before mankind. There are no “traditional values” anymore. Not because we rejected them,
but because everyone is free to choose values of his/her own. In music, the same process is
reflected in the gradual bridging of the gap between the highbrow and accessible genres -
the composers increasingly interact with electronics, rock music, jazz, improvisation and
other non-academic trends. The main thing now is the conscious choice of material and
the maximum individualization of all parameters of a work. Unification of millions could
be the composers’ highest achievement in the days of Beethoven, but now they can only
speak about their individual experience and offer the audience to go through a similar
one, addressing each member of the audience personally. Probably because the hero
of our time is the one who has succeeded in knowing himself. And the composers, who
always sense the deep request of society, unmistakably serve it.

As for the listeners, co-creation is expected from them no less than from the performers.
The contemporary music listeners are those who are able to regard music as an inner
journey; who strive for self-knowledge and are ready to analyze their reactions when
they meet with the unknown, or, conversely, to track the internal response to something
familiar. The process of listening may not be analytical, but meditative and trance-like
(many of the pieces presented in the anthology are particularly disposed to this), but
this is also one of the ways to manifest creativity.

“My music is not that simple to be performed often. At the same time, it is not that
complicated to be postponed until the day after tomorrow. It is the nerve of today,
confusion of today, impulse of today,” Olga Bochikhing, a representative of the younger
generation of composers, said in an interview. This wonderful wording can be attributed
to all the heroes of Sound Review.
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