NAHUWI ;
KO rA %Zﬁﬂoscmﬁ B

LIEHBEPT

e s

S
L

Oner - Dégop Y Magen Muxaun
XyasKos besHocukoB Ycos PomaHeHko AHTOHOB KanawHukos



NAHUNI

KOIAH

Kapomns lllnmanoBckmii (1882-1937)

«Mwnpb1», cou. 30

1 I.OOHTAH APETY3BL . v v v v v e e et et e e e e e e e e e e e e e 5.08
2 ILHaApLUCC . . . o o e e e e e e e e e e e e e e e e e e e e e 7.00
3 IL.Opmampi MIIaH . . . . . . . o o it e e e e e e e e e e 7.16
®dpawun, llyoepr (1797-1828)

VHTpORyKuys 1 BapuaLyy Ha TeEMY IIeCHU «3acoX1ine IBeTbI», D. 802

4 Introduction.Andante . .......... ... . ... .. ... 2.43
5 Thema.Andantino. .. ... ... .... .. ... eeine... 1.46
6 Variation 1 . . . .. . . . . . . e e e e 1.34
7 Variation 2 . . . . . . . e e e e e e e e e 1.37
8 Variation3 . . . . . . . . e e e e e 2.10
O Variation4 . . . . . . . i e e e e 1.50
10 Variation 5 . . . . . . . e 2.01
11 Variation 6 . . . . . . . . i e e e e e e 2.08
12 Variation 7. Allegro . . . . . . . . . ... ... 3.04
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ApHonbp llIén6epr (1874-1951)
«[IpocBeTnéHHAs HOUb», COY. 4

13 1. Sehr langsam
14 2.Breiter . . .. . o e e e e
153.Schwerbetont . . . ... ... ... . . .. ...
16 4. Sehr breitund langsam . . . . ... ... ... ... .. ... ...
175.Sehrruhig . . ... ... ..

O61iee Bpemst: 67.16

Haunun KoraH (CKpurika)

1-12: Oner XynsikoB (popTenmaHo)

13-17: ®émop besHocnKkoB (cKpuiKa), AHApel YcoB (anbT),
[TaBenn PomaneHko (anbT), Cepreii AHTOHOB (BUMOJIOHYEID),
Muxann KananHukoB (BUOJIOHYEIb)
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3ByKopeskuccep — Muxaun CriacCKui




DANIEL

KOGAN

Karol Szymanowski (1882-1937)

Mythes, Op. 30

1 I.LaFontainedAréthuse . ... ..................... 5.08
2 ILNArCisse . . . v v ittt i e e e e e e e e e e e 7.00
3 Ill.DryadesetPan . . ... ... ... .. .. ... uiene... 7.16

Franz Schubert (1797-1828)
Introduction and Variations on “Trockne Blumen”, D. 802

4 Introduction.Andante . .......... ... . . ... ... 2.43
5 Thema.Andantino . ............. ... uieeene... 1.46
6 Variation 1 . . . .. . . . . . . e e e e 1.34
7 Variation 2 . . . . . . e e e e e e e e 1.37
8 Variation3 . . . . . . . . . e e e e e 2.10
O Variation4 . . . . . . . i e e e 1.50
10 Variation 5 . . . . . . . e 2.01
11 Variation 6 . . . . . . . . i e e e e e 2.08
12 Variation 7. Allegro . . . . . . . . . ... ... 3.04

SCHUBERT
SZYMANOWSKI
SCHONBERG

Arnold Schonberg (1874-1951)
Verklarte Nacht, Op. 4

131.Sehrlangsam . .. ...... ... .. .. ..., 6.13
14 2.Breiter . .. .. . . e 6.16
153.Schwerbetont . . . . ... ... ... ... .. ... .. 2.11
16 4.Sehrbreitundlangsam . . . . ... ... ... ... .. ... ... 9.49
175.Sehrruhig . . ... ... .. 4.04

Total time: 67.16

Daniel Kogan (violin)

1-12: Oleg Khudyakov (piano)

13-17: Feodor Beznosikov (violin), Andrei Usov (viola),

Pavel Romanenko (viola), Sergey Antonov (cello), Mikhail Kalashnikov (cello)

Recorded in 2020.
Sound engineer — Mikhail Spassky
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INPEBPATHOCTMH JIOBBU A SG
Cpenn matepuanoB cobpanus Kapons IIMMaHOBCKOTO, XpaHSIINMXCS
B OMOIMOTEKe BapiraBCcKOro yHMBEpCUTETa, MOKHO HaWTU (parmMeHT
rmosmbI [Ty6mst OBuaus HazoHna «MeTamopd03bi», UCTOPHUIO BITIOOIEHHOTO
B cOOCTBEHHOE OTpaykeHMe Hapirncca — KOMIIO3UTOP Iepencasl ee OT pyKu.
[IpousBeneHme BEIUKOTO PUMCKOTO I03Ta BIOXHOBJISJIO MY3bIKAHTOB
C IaBHUX BpeMeH ; MHOTME U3 IIEPBBIX OMEePHbIX CIOXKETOB, BKIIOYas 3HaMe-
HUTYIO ereHy 06 Opdee u IBpuaMKe, 6epyT CBoe Hauaao u3 «MeTaMop-
(o3». Ha pybeske XIX-XX BeKOB aHTUUYHOCTb OTKPbLIM 3aHOBO. [IpeBHIE
MUGBbI TPOUYNTHIBAINCH CKBO3b MPU3MY KyjIbTa Jpoca, BOCXUIAIM 06pa-
3aMu 6e3yIep>KHbIX BleUeHM, BIaCTBYIOIINX U HaJ, CMePTHbIMMU JII0AbMM,
u HaJ ooutaTtensimu OnmMmIa, ¥ HaJ MUHBIMM, MECTHbIMMU 60KeCTBaMU.
Smuk IlaHgopsl MMPOKO pacnaxHyn Opuapux Huiie: MMeHHO OH
BBeJI MOAY Ha IMOHUCUICTBO, MMOBeLAaB LIUMBUIN30BAHHBIM eBpOIIeiillaMm
006 oprmacTuyeckoit CTUXUM, CKPbIBAIOIIENCS 3a ypaBHOBeIIEeHHBIMMU
dacagamu rpeveckoii kinaccuku. Ero maen ymaayu Ha XOpOIIO MOATOTOB-
JIeHHYI0 1ToYBY. JItogu HeBpoTuueckoro XIX croneTus ouyuaim 3Ty CTU-
X0 B cebe caMux, B CBOMX IOJaBJI€HHBIX, BBITECHEHHBIX B ITOACO3HA-
HMe KeJlaHUSIX — CBO¥ rojioc OHM oOpenu B JeKaJaHce, M My3bIKa, KaK
HMKAKOJ APYroi BUJI MCKYCCTBA, Obla CIIOCOOHA BBIPA3UTh BCIO MOIIb
9TUX UCTOPTHYTBIX U3 HeApP OYP>Kya3HO KyJIbTYpPbl 3POTUYECKUX CTEHA-
HUit. UHTMMHasI Me4YTaTeJIbHOCTb MHTEJUIUTEHTA, M306a/I0BAHHOTO HEObI-
BaJIBIM ypOBHeM KomdopTa, MCKajla HOBATOPCKUX XYHOKECTBEHHBIX
dopm, ocBsIIeHHBIX ApeBHOCThIO. OTKpbIBasg XX BeK B UCKyccTBe, CTpa-
BUHCKMI 1mopasui [lapusk BapBapCKOil JKeCTOKOCTbIO BeCEHHEro obpsia.
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Ha sTom wmcropuyeckom (oHe mpeobpaskaanch, paciBeTajii HOBBIMU
CMBIC/IAMU XPEeCTOMAaTUIHbIE, CO IIKOJIbHOM CKaMbU M3BECTHbIE CIO’KETHI.

CBOe 0OYHOe 3HAaKOMCTBO C «IMOHMCUICKOI» aHTUUYHOCTbIO Kapoib
IInmaHoBCckui cBenl B 1914 romy, HakaHyHe IlepBOil MUPOBOIT BOMHBI,
BO BpeMsI OOJBIIOTO MyTeIIeCTBMS Ha 0T, C ero LeJIUTeNbHO 151 60Jb-
HBIX OYIIOI0 ceBepsiH aTMocdepoit (kak roBopua Huine). Hacraxkpna-
SICb COTHEUHBIM KMMaToM Cpein3eMHOMODbS, [lIMMaHOBCKMIT TOObIBA
B Amkupe u B TyHuce, myTemectBoBas 1o Uranum. Ho camoe 605b-
1I0e BIlevaT/IeHue MPou3BesI0 Ha KOMIIO3UTOpa nocewenue CUUInm —
MMEHHO 3/1eCb OH OIIYTWI IIPSIMOJ KOHTaKT C IPeBHMUM 60XXeCTBOM, U 3TO
CUJIbHENIIIMM 06pa3oM IMOBJIMSIJIO M HA CAMOBOCIIPUSITIE KOMITO3UTODA,
Y Ha BCE ero TBOPYECTBO LIEHTPAJbHOTO IEpUOoAa, BIUIOTh OO0 OMepbl
«Koponpb Porep» (1918-1924), TaMHCTBEHHbIe COOBITMS KOTOPOI pas-
BopauuBaioTcsd B CULIMIMIACKOM KOpoieBcTBe. OOHUM M3 MeCT BCTpeun
C HYMMHO3HBIM CTasl «(OHTaH» ApeTy3bl — HEKOTAA MCTOYHUK MTPECHO
BOAbI Ha OpTUTHHN, B IPEBHENIIEN YaCTU OCHOBAHHbIX rpekaMu Cupaxys.
[lo pemanuio, meBCcTBeHHAss HuMda 6exxana M3 PogHON ApKaaum, rpe-
clemyeMasl BIIOOJIEHHBIM B Hee peuHbIM 6orom Asideem,— Apremuaa
nmpeBpaTtuia ApeTy3y B BOAHBIN TMOTOK, M OHa Tepecekna VMoHuiickoe
MOpe MOoJ, ero JHOM, BHOBb SIBUBIIIMCh HA CBET Ha OCTPOBKE Y BOCTOUHOTO
rnmobepesxxbss CULIMINN.

[Monauany lllMMaHOBCKUI XOTe/N HAMMCATh JUIIb OHY ITheCy B KaHpe
MY3BbIKQJIbHOM IT03MbI — «ICTOUHUK ApeTy3bI»; COUMHSS €€ B CBOEM yKpa-
MHCKOM MMeHMM TUMOIIOBKA, B OTAAJIEHMM OT TeaTpa BOEHHBIX Aeli-
CTBUIA, OH TlepecMaTpuBaJl IpuBe3eHHbIe ¢ 1ora Utanuu goto. Ob6ogpeH-
HbI KMEBCKOI mpeMbepoit 5 arnpenst 1915 roma c¢ ITaBiom KoxaHbCKUM
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(ero keHe, 30dbe, Tbeca ObLJIa MOCBSINEHA), KOMIIO3UTOP ITPOIOJIKAI
paboTy M COYMHMJI ellle ABE IM03Mbl Ha, MOXKaJyii, camble M3BECTHbIE
u3 onucaHHbix OBuAMeM Metamopdo3: npeBpalnieHne Hapiycca B mpe-
KpacHbIii 1IBETOK U Apuaabl CUPUHTY — B TPOCTHUKOBYIO duieiiTy. 10 mast
1916 rona, Ha KOHLIEpPTe B YMaHU, IMKJI BIIepBble IPO3BYYaJl IOJTHOCTHIO.

«Mudbl» cTaliM 3TallHBIM COUMHEHMEM B TBopuecTBe IllMmMaHOBCKOTO.
B Hux HanuIM oTpakeHue CBeXye XyaoXKeCcTBeHHbIe BIieuaTieHus [Tapyka:
BcTpeua co CTpaBMHCKMM, 3HAKOMCTBO € TBOpUecTBOM [lebioccy u PaBesnsi.
BiusitHue MMIIPeCcCMOHUCTOB — KPaCOYHOCTD MapTUTYPLI, TEKy4Yee, UMIIPO-
BU3alMOHHOE MY3bIKaJbHOE pa3BUTHE, OCHOBAHHOE Ha CBOOOIHOV KOM-
O6MHAIMM KPATKUX MeJOJMUeCKUX sueeK, OuapoBaHue BOIHON CTUXMel —
3aCTaBiisieT TOTECHUTBHCS MPEXKHUX KYyMUPOB IIOJIBCKOTO MY3bIKAHTA,
CxpsiouHa 1 Perepa. O6111asi JIOTMKa MK/, KaK Y HEKOTOPbIX (DPaHIy3CKUX
KUBOMUCIIEB, CeLyeT CMEeHe BpeMeH CYTOK: B MepBON IM0IMe HelicTBue
pa3BOpauMBaETCs, NO-BUAUMOMY, ITOZ, TAISIIMM H0XKHBIM COJHLIEM; UTPa
TEeMHBIX ITPUPOIHBIX CUJI B pMHAIEe TPOUCXOOUT B HOUHOM JIeCy 1 3aBeplia-
€TCs C HaCTyIUIeHMEM yTpa. JIupmuueckoe 1 TeaTpaibHOE Hauaia HACTOIbKO
repervieTeHbl MeXAY C000ii, UTO TPYOHO OTHATh IPUOPUTET OIHOMY
13 HuX. My3sbika «MudoB» MPOHUKHYTA TaHI€BAJTbHBIMU SK€CTAMU, OITYC
HEOJHOKPATHO CTAaBMJICS Ha ClleHe B KauecTBe H6asieTa, OHAKO CaM KOMIIO-
3UTOP PEIINTENbHO OTBEPTaJl MPUCYTCTBME B HEM «aHEKIOTUYECKOTO 3J1e-
MeHTav, [0 KpaliHei Mepe B MepBbIX IBYX ITbeCax.

Vckmouenne cocTtaBasiior «Ipuagel u Ilan» - (QaHTacTuueckoe
CKepIo, BIOXHOBJEHHOe, TI0 Bceli BuaummoctH, «IlocienonyaeHHbIM
oTapixoM ¢aBHa» [lebroccu, HO TakKe MPOTPAMMHBIMU COUYMHEHUSIMMU
Puxapma Illtpayca, macrepa My3bIKaJbHOV 3BYKOM300pa3sUTEIbHOCTM.

LLIYBEPT
LLINMAHOBCKMY
LIEHBEPT

«HaunHaeTcs ¢ 4eTBEPTUTOHOB — OCTPOYMHON MMUTALUM JISTYLIAUbUX
r0JI0COB,— OIIMCBIBAJ CIOXKET 3TO¥M Io3mbl KoxaHbCKMil.— 3aTeM IIejiecT
neca (Waldesrauschen) y CKpUIKM: TBICSIUM TUXUX 3BYYaHUI COEIUHSI-
IOTCST, UMUTUPYS FOJI0Ca jeca, CoO MHOXKECTBOM BOCXOISIIVX M HUCXOOSIIVX
MHTOHAINI. 3aTeM mosBiseTcs [1aH — co cBoeit dueiitoii! It diaskoneTsb
B HU3KOM CKPUITMYHOM PETUCTPE MPOMU3BOISIT BIIeUaT/IeHNe CaMOil HaCTO-
simiedt GeiThl, eI UTPaTh UX C JIETKUM Bubparo. <...> TpeBora u yxac,
BbI3BaHHbIe MOsiBJieHneM [laHa y Apuaj, HaXOsT BbIpaskeHMe B IepUOAU-
YeCKM BO3BPAIAIIMXCS Maccaskax — IMUCCAHAO0 KBapTaMu (COBEPIIEHHO
HOBbIN 3¢ @deKkT!) — 1 B HeNpepbIBHOI Tpenu, 3Bydalieil Haj, IJIMHHbIMU
CEeKYHIOBBIMM MacCCakaMM. ITa My3bIKa, €CIV UCTIOMHSITh €e BEPHO, TIPO-
U3BOOUT CUJIbHOE BIleUaT/IeHe, Belb OHA HATIOJTHEHA TAKUM MHOXEeCTBOM
3MOIMOHATbHBIX 3(PDEKTOBY.

[[lmMaHOBCKMIT OBLT yOEKAEH, UTO ero «Mudbi», a Takke [1epBbIii CKpH-
MMUYHBIN KOHLIEPT (1916) OTKPBUIN 3TTOXY B UCTOPUM CKPUITUIHON MY3BIKU.
BMmecTe ¢ KoxaHbCKMM eMy yaal0Ch CO3[aThb HOBBIV 3KCIPECCUBHBIN
MHCTPYMEHTA/IbHbBIN CTUJIb, BOCTIpPUHSTBIN BOOCIEACTBUY TaKUMU MacTe-
pamu, Kak Baprok u [Ipokodnes. 3acayru ITaBma KoxaHbCKOTO U IpaBia
TPYAHO TepeoleHNUTh. BOMbIIMHCTBO BUPTYO3HbBIX IIPUEMOB, KOMMU U30-
owtyeT cKpuMuHas naptus B «Mudax» (pasHoOOpa3HbIe TBOJHbIE HOTHI,
MUAIIMKATO, (P1asKOIeThI, TPEJIN U IIMCCaH0), He 6bIIM aOCOMIOTHOM HOBA-
LMedi: IpuMepbl UX UCITO/Ib30BaHMS MOKHO HaliTV B TBOpUecTBe [laraHHMu
u Moaxuma, MHbIe XXe U BOBCE BOCXOAST K MCKYCCTBY CKpUIlaueil 3MOXu
6apoKKo. VIX opraHMYHbI CMHTE3 B TPEX IT09MaX ITOPOKIAEeT, OTHAKO, HOBA-
TOPCKOe, MOLePHOBOe, HeIIPUBLIUHOE 3By4YaHUe, a 3aMeyvaTesibHas ecre-
CTBEHHOCTb MHCTPYMEHTAJbHOV akpoOaTUKM He OCTaBJiIeT COMHEHMIA:
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KoxaHbCKMiT BBICTYIIAJI COABTOPOM CBOErO JIpyra-KOMIIO3UTOPa, paboTat
C HMM OYKBAJIbHO HaJl KKIbIM TAKTOM ITPOU3BeIeHNS.

JlereHlapHBI TEIUIbIA TOH 3BY4YaHUS CKPUIIKM KOXaHBCKOrO Takxke
MIPUILIEJICS 3/1eCh KaK Heb3s KCTaTH: OTAAaB HEMayio JaHb My3bIKa/IbHOMY
mopaepHu3My, [llnMaHOBCKMIT COXpaHWU/ TPeeMCTBEHHOCTD MTO3THepOMaH-
TUYECKOMY CTUJII0, He TTOCTYIIUJICS HU MPOTSOKEHHOCThIO MIMPOKO AbIIIa-
IUX JTUPUYECKUX MEJOANIA, HU TIPSHOM 3POTUKOIN MSITKO AUCCOHUPYIO-
VX MHOTOC/IOMHBIX FapMOHMIA, POAO/DKUB JIMHMIO BarHepa u CKkpsi6uHa.
A mapsinas B BLICOKOM CKPUIIMYHOM perucrpe rjiaBHas Tema «/IcTouyHMKa
ApeTy3bl» ¥ BOBCe 3aIVISIIbIBAE€T B HE CTOJIb OTHAJIEHHOe Oymyliee — 4TO
3TO, KaK He mpoobpa3 Tem 068U u3 «TypaHramuasl» OnuBbe MeccuaHa,
UCIIOJIHSIEMBIX Ha OJHOM M3 IE€PBBIX 3JIEKTPOHHBIX MHCTPYMEHTOB CUM-
(onmueckoro opkecrpa, BosHax MapreHo? He3pumblii, pacTBOpEeHHbI
B BO3JIyXe 3pOC 3TOI TeMbl IPUBOAUT B KpaliHee BO3OYKIeHME «BOIbI»
akKKoMIaHupytouiero goprenmaHo. HeucroBasi moroHsi o6pbIBaeTcsi pes-
KUM NUIUMKATO — X BOT Ta XXe caMasl MeJIoAusI TOMHO 3BYUYUT B HU3KOM
CKPUIIMYHOM perucTpe: ApeTysa mpeBpaTuwiach B UCTOUHMUK, XPaHSIUIMIL
MaMsThb O OBIJIOM pa3Tysie CTpacTeii.

Hamb6omnee 6mu3kuit CKpssOMHY IO MY3bIKQJIBHOMY SI3bIKYy «Hapimcc»
[0-CBOEMY pa3BMBaeT PUTOPUKY IPOTHUUECKUX TOMJIeHMIA. ETo I/1aBHas Tema,
roJsioc Jito6BM, 3ByUNT Ha (pOHE «MOTMBA OJE€PXKUMOCTW»: JIMPUUECKIT Trepoii
O0uYapoOBaH COOCTBEHHBIM IMPEKPACHBIM OTpakeHneM (3[1eChb 4YacTO YCMaTPy-
BAlOT HAMEeK Ha TOMO3POTM3M KOMITI03UTOpa). XKeslaHe He 3HAET YAOBJIeT-
BOpeHus, a ero nadoc — npepgena. Kaskmoe 13 Tpex mpoBemeHnit Tembl Hap-
11cca TTPEBOCXOAUT HAKaJIOM Ipeabliayinee, a MeTamopdo3a MpOMCXOINT,
MO-BUAUMOMY, Y>Ke€ B TTIOCIECTIOBUM — 3aK/IIOUUTENbHBIX TAKTaX Mbechl. Tpu
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OCHOBHbIE TEMAaTHUECKIE STUEKM CIIJIeTAIOTCSI, PacIoyiarasich B 3€ pKaJbHOM
MIOPSIAKE; OTpaskeHye CTPACTeil Ha BOAHO IVIaiy OKa3bIBAETCSI JOITOBEUHee
OpUTMHAJIA, CTAHOBUTCS €T0 CMMBOJIOM, SKMBYIIMM B BEKaX.

VY CTOKOB BTOPOTrO IPOM3BeIeHMsI, 3alIMCAHHOI0 Ha 9TOM aJb0oMe, TaKKe
JIEKUT UCTOPUS JTIOOBU — VTN, BO3MOSKHO, ICTOPHSI €€ TParn4ecKux mociaem-
cTBuit. K co3maHuio cBoero 6eccMepTHOro BOKaJIbHOrO Imkia «IIpekpac-
Hasi MesbHMYMXa» (1823) @pawntr lllybepT mpuCTyIIUI B JledeOHMIIE, CTpadast
3ab0ieBaHMEM, JIETKO M3JIeUMbIM Hallleil ITPOABUHYTOM hapmakoimormye-
CKOJi MeOUIIMHOM, a B Hauajie XIX cToneTus: HemonpaBMMbIM, O6€IaBIIMM
CKOpee paHo, YeM MO34HO CBECTU B MOTWITY MY3bIKJIbHOTO reHus. B Herpo-
CTOM 151 MCTOJIKOBaHMS (prHAasIe 1IMKIIa (OMSITh 9Ta IIPOKJISITask Heompene-
JIEHHOCTb: YTOITUJICSI JIV HAIll TOOPbIii TogMacTepbe-MeTbHUK WK 3a0bIICS
BCEUCLIEJITIOIIMM CHOM Ha 6epery pyJeiika?) KOMIIO3UTOP CJIOBHO BBIXOIUT
3a paMKM CyZIbOBI CBOETO JIMPUUECKOTO reposi U BhIpaskaeT IITyboKoe yMUPO-
TBOpeHue — «KoJbIbeTbHas pyUbsi», KAKETCS, IPeIBOCXUINAET 6e36 pesKHbIN
MeIUTAaTMBHOM ITOTOK MeJioca B [IBaaLiaTh nepBoii popTenmaHHol coHaTe,
CO3/JaHHOI MacTepoM HakaHyHe cCMepTU (BCIOMHUM ee HeJaBHee MUCIOJI-
HeHue AHTOHOM baTtarosnim).

Bo3MOXXHO, caMOii TOPbKOJ 13 ITeCeH LIMKIIAa CTaIN «3acoXIlye IBeThbI» —
nuasior MeJbHMKA, TTPECTaBIISIONIErO cebs JiekalyiM B Tpoby, C IiBeTaMu
Ha ero mMorwie. 3acoXIiyve IIBEThl — CMMBOJI YBSIIIIE JIFOOBY; IIpeneb-
HbII ackeTu3M ¢GopTenmaHHoi GaKkTypbl TIOAYEPKMBAET OMYCTOIIEHHOCTD
oy 6emHOro moaMacTepbs. HampacHO jupuueckuii repoit ampecyeT
IIBeTaM CBOM BOIIPOCHI (0COOEHHO BbIpa3uUTeIbHbIe Oaromapsi My3bl-
KaJbHOMY HAITOJIHEHMI0), HAIlpacHbl KOJIeOAHUSI MEXIYy MU MUHOPOM
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M TapauleJIbHbIM COJIb Ma)kOpOM — HMYTO He CYJAUT Haaexabl. Ho BoT
Kak ObI (!) ymekamuii B rpo6y MenbHMK IIpe[CTaBisieT cebe KapTUHY:
OIHAXIbI, C HACTYIJIEHMEM BECHbBI, MWIasl TIOSB/ISIETCS M3-3a 3€JIeHOTO
XOJIMa ¥ BO3AeT CJIOBECHYIO XBaJTy CBOEMY BEpHOMY 0003KaTeII0 — BTOpast
YacTh MEeCHU, B OMHOMMEHHOM MM Maskope, KaXkeTcsI MCIIOJTHEHHO He3-
JIIOPOBOTO PAJIOCTHOTO BO36OYKaeHMsI. KaskeTcst, IJIsT CYACThsI FePOr0 HYKHO
COBCEM HMYEro, MTOCTATOYHO M HECKOJbKMX JIACKOBBIX CJIOB, HEB3HAUaii
0OpOHEHHBIX BO3JI06/IeHHOI. HO 1 9TUX CI0B He OymeT,— roBOpUT cebe
B IIyOuHe gy MenbHUK; He6osbIloe GopTenaHHOe 3aKIIUeHe CITy-
CKaeTcsI B CaMblii HU3KMIA PETUCTD ¥ BHOBb OJIEBAETCS B TPAyPHbIE MUHOP-
Hble TOHA. Biepeay Moruia — u TOJIbKO.

Takyto BOT necHio n3oupaert lllybepT B KauecTBe TeMbl CBOUX (Pr1eiATOBBIX
Bapualuii, HaMCAaHHBIX B SHBape 1824 ropa, CIyCTs BCETO HECKOIbKO MeCs-
LIeB TOC/Ie 3aBepllieHus] BOKAJIbHOTO LMK/a. VIcTopus X CO3[aHUsI OKpY-
’KeHa HeM3BeCTHOCTbI0. OueBUIHO, KOMIIO3UTOP HaJesIcsl Ha UCIIOTHEeHMe
3TOTO OITyca KeM-TO U3 BUPTYO30B, ITPOKMBAIOIIMX B BeHe 1au npuexaBuimx
B aBCTPUICKYIO CTOMMUIYY Ha ractposu. YacTo BOCIPOM3BOASIIEecs Mpe-
ronoxkenue, oyaro lllybepr mocsstun Bapuauum @epauuHaHmy BorHepy,
He MMeeT 10, C000¥i TOKYMeHTa/JIbHbIX OCHOBAaHMI; HA KOHIIepTe MaMsITH
koMmriosutopa 30 ssHBaps 1829 roma borHep MCHoMHMI Bapualyy OPyroro,
HbIHE MaJIOM3BECTHOTO aBTOpa, B TO BpeMsl KakK PYKOITICh IITy6epTOBCKOTO
meneBpa rpebbiBaia B 3a6BeHuu 10 1850 roga, moka couMHEHMe He u3gana
dupma AnTonHa [Iuabemm. TpymHo mpenctaBuTh cebe, uto Illybept mucan
Bapwuartiuu B cTos, 6e3 Hafeskabl Ha UX UCITOIHEHMe U Iyonmkalmio. Ho yxke
BBIOOP MY3bIKQJIBHOTO MaTepuasia HaBOAUT Ha MbIC/Ib, UTO 63 IITyOOKO JINY-
HbIX MOTUBOB [I€JI0 TaKKe He 060IIIOCh.
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B pesynbraTe cpeiu MOpsSI BUPTYO3HOM, HO [ajeKO He BCerga copep-
KaTebHO QuieiiToBoi uTepaTypbl XIX BeKka BBIAENSIETCS MpeKpacHoe
Mpou3BeieHMe, KaskAblil pa3gen KOTOPOro ob1agaeT CO6CTBEHHBIM HeIo-
BTOPMMBIM XapaKTepoM; 00a MCIIOMHUTENS MMEIT MpPeKpacHyl BO3-
MOYXKHOCTb TIPOSIBUTH Cebs, TTIOCKO/IbKY LIly6epT maeT BBINTM Ha TEpBbIi
IUIaH TO OJHOMY, TO IPYroMy MHCTpyMeHTy. HeynusurtenbHo, uro Bapu-
aluyM TOJb3YIOTCS GOJBIION JTI000BBI0 Y MY3bIKAHTOB,— XOTSI U TOABEP-
THYTBI CAMOMY HaCTOSIIEMY OCTPAKM3MYy MY3bIKOBEIaMI; HA TIPOTSIKEHUN
MHOTUX AECSITKOB JIET MPU3HAKOM XOPOIIEro TOHA Cpeay YUYEHbIX MYKen
U aM CUMTAIOCh «HAarpaguThb» COUMHEHME SI3BUTEIbHONM XapaKTepUCTH-
KOV, 6/1CTasi COMHUTEIbHBIM OCTpOyMMeM. Bcemy BMHOI mHAT KOMITO-
3UIUU — 3aKTI0UNTEIbHAS, CefbMasi Bapualusi, HalmMCaHHAas B MU MaXkope
(TOHAJIBHBIN TUIAH OITyca MOBTOPSIET, TEM CaMbIM, TUIaH TeCHU). MenaH-
xonmnuyHast VHTpomyKius BapMalMOHHOTO IMKIA TPUXOAUTCS MO IyIlie
BceM — «OecrpoO6aeMHbIii» OpaBYpPHBIA Mapiil, BeHUYAIOIIii IIpou3Bee-
HMe, U TIpaBJa o3amaunmBaet. UTo 3a cTpaHHas obpasHas metamopdosa?
Heyxxenmn 3TO AaHb MOBEPXHOCTHBIM TPAOUIMSIM BUPTYO3HOTO >KaHpa?
A MOKeT ObITh, 3TO HeyIauHas MOMbITKA IMPOWTY ITyTh OT Tpareauu K Kap-
HaBaJTy, IPeIBOCXUIIAIONIAS Topa3fo 6osee yoenuTeNbHbli OMbIT «CUM-
dboHnyecknx 3TIogoB» lllymaHa? Yk He 3a0bL1 Ji KOMITO3UTOP, BpEMEHHO
MOTNPaBMUBIINIA CBOE 3[0pOBbe, O IIyOOKOM mderpeccuu, 3aJ0KeHHO¥
U B TEKCTe, M B My3bIKe OpUTMHAasA?..

KoneuHo, He 3a6bu1, HET. HeTpuBManbHbIN MOPSIHOK 06pa3oB, 3aso-
SKEHHBIX B CEMU BapualyMsx, HABOAUT HA MbIC/Ib O IIPUCYTCTBUU CKPBITOM
nporpaMmbl. COBpeMeHHbIe TOJIKOBATeNM IIMKJIA BCe Oojee CKIOHSIOTCS
K ujee,yTo B cBoeM ormyce [llybepT cyMMupoBasI npoiie HHbI IMPUYeCKUM
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repoem «[IpeKpacHO MeJTbHMUMXW» ITyTh — Kaskaast M3 Bapuaimii momooHa
OCTaHOBKE IO 3aBepIIEeHNI0 OJHOTO M3 ero 3TanoB. He OymeM momcKasbl-
BaTh CAYIIATESIM, UYTO 3[€Ch UeMY COOTBETCTBYET, — OCTaBMUM IIPOCTOP IJIsI
BOJIbHOJ (paHTa3uM, Belib J06as M3 MHTEPIIpeTalii B KOHEYHOM MUTOTre
Hemokaszyema. Ho o6paTum BHMMaHMe, YTO GMHAT Bapualuii OUeBUIHBIM
06pa3oM pacxoauTcsi ¢ GMHAIOM ITOBECTBOBAHMS — ITPaBAa, M B LIMKJ/IE, KaK
MBI Y3Ke 3aMevaii, aBTOP IMO3BOJIMII ceOe BhIPa3UTh O] KOHEI HEUTO JINY-
HOe, yKe He BIIOJIHE OTHOCSIIeecss K BooGpaskaeMoMy IepcoHaxky. IIpem-
TTOJIOKVIM, UTO HEUTO JIMUHOE (ellle 6osiee TMYHOE) BhICKA3aHO U B CEIbMOIA
Bapualuyu — ¥, BOSMOXKHO, 3TO ele 06ojiee ropbKasi HacCMelllka Haf, C06-
CTBEHHBIM CTPACTHBIM >KeJaHMeM OOHAPYKUTb B XKU3HU «ITO3UTUB», YeM
B MeceHHOM opuruHasie. Ho ecnu MoHMMaTh TaKoi «MaskOpHbI» (MHAI
KaK KpMK 60JM, MacKUpPYIoIleiics Mof, XU3HeyTBepKIeHue, TO He CTOUT
3a6bIBaTh ¥ O TOM, UTO BO BCSKOJ HAcCMeIlKe eCThb JO0JISl HAaCMeIIKN: KTO
3HaeT, MOXeT ObITh, Jis1 HecuacTHOro llly6epTa B TOT HEITPOCTOV MOMEHT
KU3HU MMOpYyTaHye «CBeTa» ObIJI0 eAMHCTBEHHO OCTYITHOM (hOpMOii 10o3u-
TUBHOT'O BbICKA3bIBAHMS Y €IMHCTBEHHBIM CIT0COO0M TMOABECTU YePTY IO
MpayHbIMM [E€PEXMBAHUSIMM, COTPOBOXAABIIMMM COTBOpeHMe «IIpekpac-
HOJ MeJIbHUIUXU».

TpeTbs M060BHAsT MCTOPMS, paccKazaHHAsi B 3TOM ajabOoOMe, XOpOIIO
M3BeCTHa MHOTUM ciymaTtensMm. Cekcret ApHosnbaa llIén6epra «IIpocBeT-
JleHHas HOub» (1899) mpusHaH IepBbIM 1IeIeBPOM BEJIUKOTO KOMITO3U-
TOpa — IYCTh M HAIIMCAHHBIM ellle 1[eJIMKOM B 03THepOMaHTUUYeCKUX Tpa-
IUIUSIX, TOHAIbHBIM SI3bIKOM HA OTKPOBEHHO CEHTMMEHTAa/IbHBIN, XOTS
" He JIMIIeHHbI ¢iepa CKaHAATbHOCTU CloXkeT. [TocTpoeHMe mbechl BOC-
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MPOU3BOAUT KOHTYPbl COHATHOJ (hOpMbI, OTHAKO Ha CAMOM Jejie CKBO3-
HOe pa3BUTHE MY3bIKM CTPYKTYPUPYETCS IUTEPATYPHBIM CIOKETOM: TISITh
MY3BbIKQJIbHBIX pa3/leJioB OJJHOYACTHOTO CeKcTeTa (CBOero poaa Kamep-
HOJA TI0O5MBI JIJIS IIeCTU UCTIOHMTe el Ha CTPYHHBIX CMBIUKOBBIX MHCTPY-
MeHTaX) COOTBETCTBYIOT ISITU CTpodamM OTHOMMEHHOTO CTUXOTBOPEHMS
Puxapna Hemens. B HeueTHBIX pa3gesiax OMMCBIBAETCS MPOryaka Myxk-
YyuHBbI U JKeHIIMHBI TI0 HOYHOJ A0pore, KOTOPYIO OCBeIllaeT JiyHa; BTO-
poJi pasziesn COOTHOCUTCS C peublo JKeHIMHBI, YeTBEePThI PeCTaBIsIeET
00071 OTBETHBIV MOHOJIOT MY>KUMHBI.

VriomsiHyTasi CKaHIaJIbHOCTDb CIOKeTa — NMUKAaHTHAas CUTyalus, MI0XO0
YKJIQbIBAIOIIASICS B Y3KME PAaMKU ITPUHSTON OypsKya3Hoit Mmopasn. XeH-
IIMHA XIeT pebeHKa OT OJHOTO MY)XUMHBI, HO JIIOOUT OpYyroro, mepep
KOTOpPbIM UYBCTBYeT cebsi 6e3MepHO BMHOBATON. Ee BeIMKOMYIITHBIN
cobeceHMK TOTOB MPUHSTH ellle He POoAMBIIeecs] AUTS KaK COOCTBEH-
Hoe, oTmyckas JKeHmyHe ee «rpexu» («IUTS B TBOeM UpeBe He JOIKHO
TSITOTUTh TBOIO OYITy»),— HE JIMIIEHHbIN MaTpuapXaJbHbIX MPeapaccym-
KoB Mojomoit IlIéH6Gepr moguepkMBaeT 3TOT MOMEHT MEeCTBUS MY3bI-
Koil ocob6oro madoca. CerogHs MOmOOHAsI BBICIIPEHHOCTh BBITJISIANUT
HECKOJIbKO HEYKJIIOKei, HO B KoHIle XIX Beka OmycC IO/DKeH ObLT BOC-
MIPUHMMATbCS Kak OyHTapckuit. Jlemenb co3maBajl CBOM ITOITUYECKUIA
TPYZ Ha CBOEOOPa3sHOM XM3HEeHHOM (oHe. Bymyun wieHom dpuapuxc-
XareHCKOTO KPysKKa IM03TOB B bBepinHe, OH BIIOOWIICS B XO3SI/iKy CajloHa
Wy, — muTepaTypHO ¥ My3bIKaJIbHO OJJapEHHYIO0 JXeHIIMHY, CYIIPyTy 60ra-
TOTO Aenblia Jleononpaa Ayapbaxa. PazopeHne My>ka YCKOPUIIO Pa3BsI3KY:
B 1898 rony Mpa nepeexasna Ha ceBep bepanHa BMecTe CO CBOUM CbIHOM
OT IepBoro 6paka, 1 Kakoe-To Bpemsl JleMesb K1 B COI03€ Cpa3y C ABYMSI



NAHUNI

KOIAH

SKeHIIVMHAMM, He pa3BOMSICh C COOCTBEHHOJ CyIIPYyTroi0,— ero HOBBI Opak
6511 opopmiteH yiumib B 1901 romy. ApTuctudyeckas 6orema, pasymeercs,
uMesia MpaBO Ha HEKOTOpble BOJbHOCTM BCerga, B TOM 4uucie u B [ep-
MaHuu pybeska XIX-XX BekoB, omHako IIEHGepr, pa3BuBas 3aJI0KEH-
Hble JleMeneM MOTUBBI, IpeBpalliaeT HEOAHO3HAUHYIO MCTOPUIO JIIOOBU
B ITOMCTMHE CaKpaJIbHbI aKT.

B 1950 romy II€éH6Gepr cHAOGOM BBIMYIIEHHYIO B CBET TPAMIUIACTUHKY
¢ 3amuchio Cekcrera MOAPOOGHOI TeMaTMUYECKOI aHHOTAaIMe — IIecTHa/ -
LIAThI0 HOTHBIMM MpUMepaMu, MIITIOCTPUPYIOMIMMM COOTBETCTBME MY3bI-
Ka/IbHBIX MOTMBOB KOHKPETHBIM CIOKETHBIM MOTUBaM y Jlemers. I BMecTe
C TEeM OH Xe paHee IPU3bIBAJ BOCIIPMHUMATh CBOJ LIeAeBp KaK «UMCTYIO»
MY3bIKY, He MbITAsICh IPOCIEXMBATh B HEM MEPUIIETUM APaMaTUUECKOrO
croketa. Jla u cam JleMmesnb IIPM3HABAJICS B TOM, YTO BO BpeMSI MPOCTYIIIM-
BaHMs «IIpoCBeTIEHHOJ HOUYM» B KOHIIEPTE, OH HAIIPOUb M03a0bLI O I03-
TUUYECKOM OCHOBE COUMHEHNSI.

OmHo, MO BCeil BMAMMOCTM, He MCKIKOUaeT Apyroro. He yK/IOHSISICh
OT pearuMpoBaHMSI Ha OTHe/bHbIEe NeTalu CTuxoB, IIéHOGepr mM3o6paska
B CBOEM OITyCe TIPeX[Ie BCEero ABVKEHME Ue/I0OBeUeCKOro YyBCTBa U U3MEH-
YMBbI€ KAPTUHBI IPUPOIbI, CO3BYUHbBIE eMy. VIX BHYTPEHHSIS JIOTHKA — ellle
omHa Metamop@do3a, BbI3BaHHAS K SKM3HM BCEBIACTHBIM DpoToM. [Toz Biu-
SIH/EM BO3BBILIEHHBIX YYBCTB, 61aroapsi TOTOBHOCTY K PAaCKasTHUIO U BCE-
TIPOIIEHNIO, U JIIOAV, Y JIECHOM Tei3ax mpeobpaskaloTcs. B 3akmounTenb-
HOM paspene CekcTeTa BCE OKYThIBAETCS CUsiHMEM JIYHBI, U B 3STOM JIYHHOM
CBeTe TepsieT CBOI0 MaTepUalbHOCTb: U TPY3HBIN NaTpuapxaabHblil MyxK-
YMHA, ¥ U3PAIHO 6epeMeHHast JKeHIHA CTAHOBSITCSI HEBECOMbBIMU, 00JTe-
KaIOTCSI B HE3[ENIHIO KPacoTy U, KaxkeTcsl, HaBcerga cOpachIBaiOT C cebs
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rpy3 Hepas3pellMMbIX KM3HEHHBIX MPOO6IeM. A BMeCTe C HUMU, KaxkeTcs,
U BenuKuii ApHosb, lIIéHOepr yke TOTOB COPOCUTD LIeIN CIMIIKOM nadoc-
HOTO POMAaHTM3Ma, BCTyMasi B MUP MOJEPHUCTCKOM ICTETUKM, C ee XUMe-
pamu GecIione3HO¥, yCKOIb3awllei, HO HeyoMBaeMoil KpacoThl.

Poman HacoHos
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Hanuma KoraH, ckpunka. IIpencraBuTesib TpeTbero MOKOJIEHUS MY3bI-
KanbHOM auHactum KoraHos-I'mnenbc, Janunua KoraH okoHUMI MOCKOB-
CKYI0 KOHCepBaATOpHUIO IO Kiaccy mpodeccopa Maiiu I'mesapoBoii. JlaypeaT
MeXIyHapoaHbIX KOHKYpCcOB uMeHu K. JIunnubnckoro (TopyHb, Ilosnbina),
umenu A. Immnonbckoro B Mockse u umenu JK. Tu6o B ITapuke.

Ckpunau BbicTyIaetr B bonbiiom 3aje MOCKOBCKOI KOHCEPBATOPUH,
B Akamemuueckoit kamneyie CaHkT-ITetep6ypra, 3anax Omgecckoit putap-
MoHMM U HaumoHanbHOM punapmonuu Jiutsel, B 3ane Kopro u Maison
de le Radio B Ilapuxe, Flagey B Bbpioccene, Bo [IBopie Kumxku Capa-
yuHu B Cuene, Salle Poirel B Hancu, Merkin Hall B Holo-VMopke, Hitachi
Systems Hall B Cenpae, Estonia Hall B TannuHHe. YuyacTByeT B KOHIEp-
TaX MOCKOBCKOI'O roCylapCTBEHHOTO aKaJeMMUuecKoro CuM@pOHUUYECKOTro
opkectpa mnop, ynpasieHuem Ilasna KoraHa, I'ocygapCTBeHHOro akaje-
Muueckoro cuMmdoHmuveckoro opkecrpa Poccunm mmenu E.d. Cpetna-
HOBa, opKecTpa «HoBas Poccusi», KoposeBckoro KaMepHOro opKecTpa
Bannouun, HammonanbHoro Omecckoro GuaapMOHMYECKOTO OpPKecTpa,
DCTOHCKOI0 HaIMOHAJILHOTO OpKecTpa, opkectpa Camerata Klaipeda. On
COTPYOHMYAET C U3BECTHbIMM aupiokepamu: ITaBimom Koranom, Xob6ap-
ToM JpsioMm, [Imutpuem SI670HCKMM, BBICTYIIaeT C MuaHucramu IlaB-
noMm HepcecbsinoM, JItokoi1 [le6baprom, Jlykacom I'eHiomacom, @uanmniom
KonaueBckum, co ckpunadyamu AnéHoit baeBoii, bopucom benkuHbIM,
Ovutpuem CUTKOBELKUM, BUOOHUENUCTOM AHpHU [leMapKeTTOM U Ipy-
ruMyu My3bikaHTamu. Jauumi KoraH npuHuMa ydactue B GecTuBaIsIX
Summit Music Festival B CIIIA, Music Niagara Festival 8 Kanane, SAYOWE
B Tamnaune, Nancyphonies Bo ®paniun, Accademia Chigiana B Utanumu;
SIBJISIETCSI XyIOKECTBEHHBIM pyKoBoguTeneM dhectuBas «I[IputsskeHne».
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B 2019 rogy ckpuriiad ObIJI YYaCTHUMKOM aKaJeMUM COMUCTOB ¢GeCTUBAIS
Bep6ne B llIBeitapun. Janunn Koran urpaet Ha ckpurike ITbeTpo I'Bap-
Hepu 1737 roga, npegocraBiaeHHO AVS Group.

Oner XynskoB, popTenmaHo. BoimycKHMK MOCKOBCKOJ KOHCEPBATOPUM
(xnmacc mpodeccopa Ceprest JJopeHCKOIr0), acCMCTEHT-CTaxkep mpodec-
copa Hunbl KoraH, B HacTosiiee BpeMs1 Osier XyosikOB COBEpILI€HCTBYET
MacTepcTBO B Briciieit mkone My3biku B Basese (knacc mpogeccopa Kna-
yauo Maptuneca Menepa). C 2017 roga MOCTOSSHHO BBICTYIIAET B IyITe
co ckpunauom Jauunmnom Koranom. Cpenyt ero BakHEMIIMX KOHKYPCHBIX
no6en mepBbie MpemMun MexkaIyHapogHOTo KOHKypca umenu C. PaxmaHm-
HoBa (Tam60B), MeXXIyHapoaHOTO KOHKypca «Pycckue ce30HbI» U Mesk-
IYHapOIHOTO KOHKypca nMaHucToB naMmatu B. Jlorap-Illesuenko (ExaTe-
pMHOYPT); cepeOpsiHbIe MPU3bl MeXAYHAPOAHOTO KOHKYpCa MMAHMCTOB
German Piano Open (bepanH) u MeXnyHapogHOTO KOHKypca MMaHUCTOB
De Lagny-Sur-Marne (®panuust); obnagatenb ['paH-1ipu U cienyaJbHOTO
Mpus3a 3a BBICTYIJIEHME C OpKecTpoM IX MeXAyHapomgHOTO KOHKypca
umeHu C. CaBmmHckoro B CaHKT-IleTepOypre u aurioMa «JIyqimii KOH-
ueprtmerictep» Ha XV MexayHapogHOM KOHKypce umenu I1.U. Yaiikos-
ckoro B Mockse.

Oner XynmsikoB - ydacTHUK MexayHaponHoro ¢ectuBansi «HoBble
uMeHa» B MockBe, becTMBajsi pOMaHTUUECKOM MY3bIKM MOJIOMIbIX MY3bI-
KaHTOB Virtuoso, VIII MexayHapogHOTO MY3bIKaJbHOTO (ecTuBasIs
«3Be3mbl baiikana» 1 MexxmyHapogHoro decTuBas «JIMKM COBpeMeHHOTO
MMaHu3Mar», My3bIKaJibHOTO (pectuBass Stars at the Rhine M KOHIIePTOB
Volksinfonie n Coopsinfonie (ba3sesnb, IlIBeiiiapust). BoicTymaeT Ha clieHax
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Bosbiioro 3ama MoCKOBCKOM KOHCEpBATOpUM, MOCKOBCKOTO MEXIYHAPO/I -
HOTO JloMa My3bIKl; TOCTOSTHHO TacTponupyet 1o ropogam Poccun, CIIA,
EBporbi, KuTas.

®énop bBe3HOCHMKOB, CKpMIIKA. BbImyCcKHMK MOCKOBCKOJ KOHCep-
BaTopuu (Kiaaccel npodeccopoB Bnagmmmpa MBaHoBa u AnekcaHpgpa
bonaypsiHckoro). JlaypeaT MeXAyHapOOHOTO KOHKypca CKpuIlaueit
B. CriuBakoBa B Yde, MexxIyHapoJHOrO KOHKypca CKpuIaueil MMeHU
10. SukeneBuua B OmMmcke, MexxmyHapomHoro dectuBans B r. JIyTpaku
(Tpenus), dectuBansg pomaHTUuyeckoir My3biku (MockBa). B cocrase
dopTenmaHHOTO TPUO CTaa JiaypeaTOM MEXIYHApPOOHbIX COCTS3aHUIA
KaMepHbIX aHcamb6iieit umeHu M. IOnunoii (CaHKkT-IleTepOypr) U MMeHU
H. Pyounmreitna (MockBa). Jlaypeat ['ocygapcTBeHHO¥ ITpeMuM 10 I10/I-
IepskKe TaJaHT/IMBOM MOJONEXM, CTUIIeHAMAT OJaroTBOPUTENHHOTO
dbonpma «HoBbie mmeHa» M MeKOyHApOOHOTO O6JarOTBOPUTENHBHOTO
dbonpa Bragumupa CrimBakoBa.

Bener akTMBHYI0 KOHLIEPTHYIO [eSITEJIbHOCTh B KayeCTBe COMIMCTa
M yYyacTHMKA KaMepHbIX aHcamoOieii. B 2014 romy B coctaBe TpUO ObUT
npuriaileH s yyactusi B 'V MexayHapogHoM (ecTuBaie KaMepHBIX
aHcambieit B 3anbuoypre, B 2016-2020 rogsl SIBJSUICS apTUCTOM TOCY-
JapCTBEHHOI0 KaMepHOro opkecrpa «Bupryossl MOCKBbI» IOJ yIpaB-
nenuem B. CnimBakoBa. Kak commcT M aHCAMOMMCT BBICTYMAN Ha ClieHaX
Bosbioro 3asa MoCKOBCKOM KOHCepBaTOpuM, KOHIIepTHOrO 3ajia UMEeHU
YaiikoBckoro, Kapneru-xomnna, Chicago Symphony Hall, Mio3ukdepaiiH,
Bepnuuckoit pumapmonnu, Monapreyma. BoicTyman ¢ KaMmepHbIM OpKe-
cTpoM «BupTyo3sl MockBbl», opkecTpoM LleHTpa umenu I1. CrobonkuHa,
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KamepHbIM opkecTpomM MOCKOBCKOI KOHcepBaTopuu umenu I1. . YaiikoB-
ckoro nof yrpaieHnem @. Kopo6osa, OMcKUM praapMOHNIECKUM OpKe-
CTPOM U APYTUMM KOJIJIEKTUBAMM.

Ilasen PomaHeHKO, aibT. BbIyCKHMK MOCKOBCKOI KOHCEpPBaTOpPUU
U ACCUCTEHTYPbI-CTaKMPOBKY T10 Kiaccy FOpus bariMeTa; ydaCTHUK CTPYH-
HOTO KBapreTa MMeHUM B. BepnamHCKOro; cosparenb U Xyd0KeCTBEHHbIN
pyKOBOANTENb POCCHIACKOTO KaMepHOTO OpKecTpa. B cTymeHueckue rofbl
Havasl TpodecCHMOHaTbHYI0 AesTelbHOCTb KOHIIEPTMEICTEPOM TPYIIIIbI
anbToB EBpasuiickoro cuMm@oHMUECKOTO OpKecTpa, B TeaTpe «AcTaHa
oriepa» ¥ B MOCKOBCKOM TOCyIapCTBEHHOM aKajieMu4eckoMm cumpoHmye-
CKOM OpKecTpe nof, ypasiieHueM [TaBna KoraHna. JlaypeaTt cemu MmexayHa-
POOHBIX KOHKYPCOB, B TOM uncie VIII MexxnyHapogHOro KOHKypCa ajIbTy-
croB Opus Bammera Viola Masters. B HacTosiiiee BpeMsl BeJleT aKTUBHYIO
KOHIIEPTHYIO IesITeIbHOCTb KaK COJIUCT, AUPUKEDP U KaMepHbI My3bIKaHT.
BoicTymnan ¢ MOCKOBCKMM TOCYIAapCTBEHHBIM aKageMUueckKum cUM@OHMU-
YyecKMM OpKecTpoM Imof yrpasneHuem [lasna Korana, opkectpom «Hosas
Poccus», TocymapcTBEHHBIM akageMuUyecKuM CUMQPOHUYECKUM OpKe-
crpom Pecrry6nuku Benapychb, opkecTpom ['ocymapCcTBEHHOTO TeaTpa Orepbl
u Oaneta «AcTaHa-orepa», KaMepHbIM aHcamb6iieM «ComucTbl MOCKBBI»,
TocymapcTBeHHBIM KaMepHBbIM OpKecTpoMm «Akagemusi COMUCTOB» U IpY-
MMM KOJUTeKTMBaMM. [TOCTOSIHHBIN YYaCTHMK KaMepHbIX ab0HEeMeHTOB
MockoBckoit hynapMoHuu 1 MOCKOBCKOJ KOHCEPBATOPUMA.

Anpapeii YcoB, aabT. BeIMyCKHMK MOCKOBCKOJ KOHCEpPBAaTOpMM (KIacChl
IOpus bammera 1 Pomana banamoBa). YdacTHUMK «POMaHTHK-KBapTeTa»,



NAHUNI

KOIAH

C KOTOpPBIM CTay mobemureneM MeXIYHapOZHOTO KOHKYpCa CTPYHHBIX
kBapteToB uMmeHu [I. llocrakoBmua. Commct ancamo6sst «ComctTbl MOCKBBI»
nofi, pykoBoAcTBoM I0pust Bamimera. Jlaypeat MexxayHapOgHOTO KOHKypCa
anpTucToB 10. Bammera, mobeaurens MeskaAyHapOTHOTO KOHKYpPCA aabTy-
croB umenu JI. Teptuca B Benmuko6puranumu. [IpyHMMaeT yyactvie B MEX-
IYHAPOIHBIX MY3bIKaJIbHBIX (ecTuBaIsix B MOHTpE, B Bepone, B CumHee
uBare, BBC Proms B Anb6epT-xosie B JIoHAoHe, Prestige de la Musique B 3aiie
[lneitens u Sony Classical B TeaTtpe Enuceiickux roneit B [apuske, B Type
1 B «JlekabpbcKux Beuepax» B Mockse. BoicTymaeT B aHcambiisx ¢ I0puem
bammerom, Hatanuei I'yrmaH, Mutneit Marickum, OnmaHom PaxyimHbIM
U OPYTUMM 3HAMEHUTbIMU MYy3bIKaHTAMMU.

Cepreii AHTOHOB, BMOJIOHY€/Ib. BbIITYCKHMK MOCKOBCKOJ KOHCEpPBATO-
pum (knacc mpodeccopa Hatanmu lllaxoBCcKoOii, y KOTOPO¥ i OKOHUMII M acIu-
paHTypy) U acnupaHTypbl Longy School of Music (CIIIA). Apt-mupekTop
MeXXIyHapogHOTO MY3bIKaJIbHOTO decTuBass «3MMHME Tpe3bl». BuomoH-
YeIUCT aMepUKaHCKOro hopTeNnuaHHOTO TPUO «DPMUTAK»; B MOCTeIHME
rofpl BuICTyIaeT Kak gupykep. Jlaypeat I'pan-nipu XIII MexXayHapogHOTO
KoHKypca mMeHM I1.M. YalikoBCcKoOro, mepBbix Inpemuii IlIBeaCcKOro KOH-
Kypca KamepHoM My3biku (KaTpuHeronbM) 1 MeXXayHapOOHOTO KOHKypca
KaMepHOii Mysbiku B Hblo-Mopke; obmajmaTenb cepeOGpsHbIX Memaneii
MexnyHapogHoro KoHkypca umennu 0. Jotuayspa (Ipe3neH, [epmanus)
1 MexnyHapogHoro kKoHkypca umenu [I. Ilonnepa B bynamnenite; Homu-
HaHT Ha npeMmuto Grammy. Cepreii AHTOHOB BBICTYNAeT C BeAYIIUMU POC-
CUICKUMU Y eBPOTENCKUMM CUMGOHUYECKMMIM OPKECTpaMu, TaeT KOH-
ueptsl B ClIA, Kanane, B ctpaHax EBporibl 1 Asun.

LLIYBEPT
LLINMAHOBCKMY
LIEHBEPT

Mmnuxama KajJallHMKOB, BUMOJOHUYE Ib. BbIITYCKHMK MOCKOBCKOJ KOH-
cepBaTopum (kiaccel rmpodeccopoB Hartamum IllaxoBckoit u AnekcaHmapa
boHmypsiHCKOr0). YU4aCcTHMK CTPYHHOTO KBapTeTta MMeHM B. bepnamHCKoro.
ApTtuct MOCKOBCKOTO TOCYHAapCTBEHHOTO aKaJeMuueckoro cumMmdboHuye-
CKOro opkectpa nop yrpasiaenueM Ilasina Korana. Jlaypeat II Bcepoccuii-
CKOT'0 KOHKYpCa MOJIOABIX MCIOIHUTeNe «Mep3/saKoBKa mpuIialiaeT apy-
3eit», VII MexXapyHapomgHOrO KOHKYpCa IOHBIX MY3bIKAHTOB «CUMQOHMSI»,
IT Bcepoccmiickoro KOHKypca BuosaoHuenucros umenu C.M. Kosomymosa.
[IpuHMMaeT yyacTue B My3bIKaJTbHbIX (DeCTUBAJISX; BHICTYIIAET B KOHI[EPT-
HbIX 3ajlax MOCKBBI U Apyrux ropomos Poccum. rpaet Ha BUONIOHYETN
paboTsl dhpanIy3ckoro mactepa XIX Beka [I>kepounmo bapHaberTu.
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THE PERILS OF LOVE

Among the material from the Karol Szymanowski collection kept in the
Warsaw University library, we can find a fragment of the poem Metamor-
phoses by Publius Ovidius Naso, a story of Narcissus, who is in love with
his own reflection, - the composer copied it by hand. The work of the great
Roman poet has been inspiring musicians since ancient times; many of the
first operatic plots, including the famous legend of Orpheus and Eurydice,
originate from Metamorphoses. On the cusp of the 19" and 20 centuries,
antiquity was being rediscovered. The ancient myths were read through
the prism of the cult of Eros. They delighted with images of unrestrained
attractions that ruled over mortal people and the inhabitants of Olympus
alike, and over other, local deities.

Pandora’s box was opened wide by Friedrich Nietzsche: it was he who intro-
duced the fashion for the Dionysian, telling the civilized Europeans about the
orgiastic element hiding behind the balanced facades of Greek classics. His
ideas fell on a well-prepared soil. The people of the neurotic 19* century felt
this element in themselves, in their suppressed desires displaced in the sub-
conscious - they found their voice in decadence, and music, like no other form
of art, was able to express all the power of these erotic lamentations that were
expelled from the depths of bourgeois culture. The intimate dreaminess of
an intellectual spoiled by an unprecedented level of comfort was looking for
innovative art forms consecrated by antiquity. Opening the 20" century in art,
Stravinsky struck Paris with the barbaric cruelty of the spring rite. Against this
historical background, the textbook plots that people knew from school days
were being transformed to flourish with new meanings.
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Karol Szymanowski got acquainted with the ‘Dionysian’ antiquity in person
in 1914, on the eve of the First World War, during a big trip to the south with
its healing atmosphere for the sick souls of the northerners (as Nietzsche put
it). Enjoying the sunny Mediterranean climate, Szymanowski visited Algeria
and Tunisia, and traveled around Italy. But the visit to Sicily made the great-
est impression on the composer — there he felt direct contact with an ancient
deity, and that greatly influenced the composer’s self-perception and all his
works of the central period, right up to the opera King Roger (1918-1924),
the mysterious events of which take place in the Kingdom of Sicily. One of
the meeting places with the numinous was the ‘fountain’ of Arethusa, once
a source of fresh water in Ortigia, the most ancient part of Syracuse founded
by the Greeks. As legend has it, Arethusa, a virgin nymph, fled from her native
Arcadia pursued by the river god Alpheus, who was in love with her,— Artemis
turned Arethusa into a stream of water, and she crossed the Ionian Sea on its
bottom, reappearing on an islet off the eastern coast of Sicily.

At first, Szymanowski wanted to write only one piece in the genre of musi-
cal poem - La Fontaine d’Arethuse; composing it in his Ukrainian estate Tymo-
szowka, far from the theater of operations, he reviewed the photos he brought
from the south of Italy. Encouraged by the Kiev premiere on April 5, 1915, with
Pawet Kochanski (the piece was dedicated to his wife, Zofia), the composer
continued to work and wrote two more poems based on, perhaps, the most
famous of the metamorphoses described by Ovid: the transformation of Nar-
cissus into a beautiful flower and of dryad Syrinx into a reed flute. On May 10,
1916, at the concert in Uman, the cycle was performed in full for the first time.

Mythes became a landmark work for Szymanowski. They were a reflec-
tion of fresh artistic impressions of Paris: the meeting with Stravinsky, the
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acquaintance with the works of Debussy and Ravel. The influence of the
Impressionists — the colorfulness of the score, the fluid, improvisational musi-
cal development based on a free combination of short melodic cells, the fasci-
nation for the water element — made the Polish musician’s former idols, Scri-
abin and Reger, make room. The general logic of the cycle, as it is the case with
some French painters, follows the change of the time of day: in the first poem,
the action apparently unfolds under the scorching southern sun; the play of
dark forces of nature in the finale takes place in a night forest and ends with
the onset of morning. The lyrical and theatrical principles are so intertwined
with each other that it is difficult to give priority to one of them. The music
of Mythes is imbued with dance gestures. The opus was repeatedly staged as
a ballet, but the composer resolutely rejected the presence of an ‘anecdotal
element’ in it, at least in the first two pieces.

The exception is Dryades et Pan, a fantastic scherzo inspired, apparently,
by Debussy’s Afternoon of a Faun, and also by the program works of Richard
Strauss, a master of musical sound imagery. “It starts with quarter-tones —
a witty imitation of frog voices”, Kochanski described the plot of this poem.
“Then the rustle of the forest (Waldesrauschen) with the violin: thousands of quiet
sounds get together, imitating the voices of the forest, with numerous ascending
and descending intonations. Then Pan appears — with his flute! These flageolets in
the low violin register give the impression of a real flute when they are played with
a slight vibrato. <...> The Dryads’ anxiety and horror caused by Pan’s appearance
find expression in the periodically returning passages — glissando quarts (a com-
pletely new effect!) — and in a continuous trill sounding over the long second pas-
sages. When played correctly, this music makes a strong impression because it is
filled with so many emotional effects”.
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Szymanowski was convinced that his Mythes and Violin Concerto No. 1
(1916) opened an era in the history of violin music. Together with Kochanski,
he managed to create a new, expressive instrumental style, which was sub-
sequently perceived by the likes of Bartok and Prokofiev. It is really difficult
to overestimate what Pawet Kochanski did. Most of the virtuoso techniques
that abound in the violin part in Mythes (various double notes, pizzicatos, fla-
geolets, trills, glissandos) were not absolute innovations: examples of their
use can be found in the works of Paganini and Joachim, while others even
go back to the art of violinists of the baroque era. Their organic synthesis in
three poems, however, gives rise to an innovative, modern, unusual sound,
and the remarkable naturalness of instrumental acrobatics leaves no doubt:
Kochanski was a co-author for his composer friend, worked with him literally
on every bar of the work.

The legendary warm tone of Kochanski’s violin also came in handy here: hav-
ing paid considerable tribute to musical modernism, Szymanowski preserved
the continuity of the late romantic style, did not compromise either the length
of the wide-breathing lyrical melodies, or the spicy eroticism of softly dis-
cordant multilayered harmonies, continuing the line of Wagner and Scriabin.
And the main theme of La Fontaine d’Arethuse, soaring in a high violin regis-
ter, looks into the not so distant future — what is this if not a prototype of the
love themes from Olivier Messiaen’s Turangalila Symphonie performed on the
ondes Martenot, one of the first electronic instruments of a symphony orches-
tra? Dissolved in the air, the invisible eros of this theme leads to the extreme
excitement of the ‘waters’ of the accompanying piano. The frantic pursuit is
cut short by a sharp pizzicato — and now the same melody sounds languidly in
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the low violin register: Arethusa has become a spring that keeps the memory
of the past rampant passions.

Narcisse, the closest one to Scriabin in terms of musical language, devel-
ops the rhetoric of erotic yearning in its own way. Its main theme, the voice
of love, sounds against the background of the ‘obsession motif’: the lyri-
cal hero is fascinated by his own beautiful reflection (here, they often see
a hint of the composer’s homoeroticism). Desire knows no satisfaction, and
his enthusiasm knows no limit. Each of the three statements of the Narcis-
sus theme surpasses the previous one in intensity, and the metamorphosis
apparently occurs in the afterword - the final bars of the piece. Three main
thematic cells are intertwined mirrorwise; the reflection of passions on the
water surface turns out to be more durable than the original, becoming its
symbol living for evermore.

The second work on this album also has its origins in a love story - or per-
haps a story of its tragic consequences. Franz Schubert began to create his
immortal vocal cycle Die schone Miillerin (“The Fair Maid of the Mill”) (1823) in
a hospital, when he was suffering from a disease that could be easily cured by
our advanced pharmacological medicine, but at the beginning of the 19% cen-
tury, it was incurable, promising to bring the musical genius to the grave sooner
rather than later. In the finale of the cycle, which is not that easy to interpret
(that damned uncertainty again: did our good journeyman Miller drown him-
self, or did he doze off in an all-healing dream by the brook?), the composer
seems to transcend the fate of his lyrical hero and expresses deep peace — Of the
Brook’s Lullaby seems to anticipate the boundless meditative flow of melos in
the 21%t Piano Sonata created by the master on the eve of his death (let us recall
its recent performance by Anton Batagov).
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Withered Flowers is perhaps the most bitter of the songs in the cycle. It is a dia-
logue between the Miller, who imagines himself lying in a coffin, and the flow-
ers on his grave. Withered flowers are a symbol of faded love; the extreme
asceticism of the piano texture emphasizes the emptiness of the poor jour-
neyman’s soul. The lyrical hero addresses his questions (especially expressive
ones thanks to the musical material) to the flowers in vain, the fluctuations
between E minor and parallel G major are in vain — nothing promises hope.
But then, the Miller, seemingly lying in a coffin, imagines a picture: one day,
when spring comes, his sweetheart appears from behind a green hill and gives
verbal praise to her faithful adorer — the second part of the song, in E major of
the same name, seems to be filled with unhealthy joyful excitement. It looks
like the hero needs absolutely nothing to be happy - just a few tender words
accidentally dropped by his beloved would do. But these words won’t be said,
the Miller says to himself in the depths of his soul; the small piano conclusion
descends to the lowest register and is again dressed in mourning minor tones.
Ahead is the grave — and nothing more.

This is the kind of song that Schubert chose as the theme for his flute vari-
ations written in January 1824, just a few months after the completion of the
vocal cycle. The history of their creation is surrounded by uncertainty. Obvi-
ously, the composer hoped for the performance of this opus by one of the vir-
tuosos living in Vienna or someone who would come to the Austrian capital
to perform. The oft-repeated suggestion that Schubert dedicated his varia-
tions to Ferdinand Bogner has no documentary basis; at the concert in mem-
ory of Schubert on January 30, 1829, Bogner performed variations of another,
now little-known composer, while the manuscript of Schubert’s masterpiece
remained in oblivion until 1850, when the work was published by Anton
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Diabelli’s firm. It is difficult to imagine that Schubert was writing the Varia-
tions without performance and publication prospects. However, the choice of
musical material suggests that some deeply personal motives were involved.

As a result, among the sea of virtuosic, but not that meaningful flute liter-
ature of the 19 century, this wonderful work stands out. Each of its sections
has its own unique character; both performers have an excellent opportunity
to express themselves as Schubert lets one or the other instrument come to
the fore. It is not surprising that the Variations are very popular among musi-
cians despite the fact that they were subjected to real ostracism by musicol-
ogists; for many decades, it was considered a sign of good manners among
learned men and women to reward the piece with a caustic characteristic,
scintillating dubious witticisms. Blame it on the finale — the concluding sev-
enth variation in E major (thus, the tonal plan of the opus repeats the plan
of the song). The melancholic introduction of the variation cycle is to every-
one’s liking - the ‘problem-free’ bravura march crowning the piece is really
puzzling. What is this strange figurative metamorphosis? Is it a tribute to the
superficial traditions of the virtuosic genre? Or is it an unsuccessful attempt to
make the way from tragedy to carnival, anticipating the much more convinc-
ing experience of Schumann’s Symphonic Etudes? Could the composer, whose
health improved for a while, forget about the deep depression inherent in both
the text and the music of the original?

Of course he couldn’t. The non-trivial order of images embedded in seven
variations suggests the presence of a hidden program. The modern interpret-
ers of the cycle are more and more inclined to the idea that in his opus Schubert
summed up the path traversed by the lyrical hero of The Fair Maid of the Mill -
each of the variations is like a stop at the end of one of its stages. We will not
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prompt the listeners what corresponds to what here — we will leave room for
free imagination because any of the interpretations is ultimately unprovable.
But let us note that the ending of the variations is obviously at odds with the
ending of the narrative — although in the cycle, as we have already noted, the
composer allowed himself to express something personal at the end, something
that no longer fully relates to the fictitious character. Let’s suppose that some-
thing personal (even more personal) is expressed in the seventh variation — and
perhaps this is a mockery, an even more bitter one than in the original song, of
his own passionate desire to find positive things in life. But if we understand
such a ‘major’ ending as a cry of pain masked as life-affirmation, then we should
not forget that every mockery has a grain of mockery: who knows, maybe for
the unfortunate Schubert at that difficult moment in his life, the profanation of
‘light’ was the only accessible form of positive expression and the only way to
draw a line under the gloomy experiences that accompanied the creation of The
Fair Maid of the Mill.

The third love story on this album is well known to many listeners. Arnold
Schoenberg’s sextet Verkldirte Nacht (“Transfigured Night”) (1899) is recognized
as the great composer’s first masterpiece — albeit written entirely in the late
romantic traditions, in a tonal language based on a frankly sentimental plot,
even if it is not devoid of a scandalous shade. The structure of the piece repro-
duces the contours of the sonata form, but in fact, the cross-cutting development
of the music is structured by the literary plot: five musical sections of a single-
movement sextet (a kind of chamber poem for six performers on stringed bowed
instruments) correspond to five stanzas of the poem of the same name by Rich-
ard Dehmel. The odd sections describe a walk of the Man and the Woman on
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a moonlit road; the second section is related to the Woman’s speech; the fourth
is the Man’s monologue in response.

The aforementioned scandalousness of the plot is an embarrassing situ-
ation that does not fit well into the narrow framework of the accepted bour-
geois morality. The woman is expecting a child with one man, but loves another,
towards whom she feels immensely guilty. Her generous interlocutor is ready to
accept the unborn child as his own, giving the Woman absolution ( “May the child
you conceived be no burden to your soul”) — the young Schoenberg, not devoid
of patriarchal prejudices, emphasizes this moment of action with particularly
pompous music. Today, such loftiness looks somewhat awkward, but at the end
of the 19" century, the opus was supposed to be perceived as rebellious. Dehmel
created his poetic work against a peculiar background. As a member of the Frie-
drichshagen Poets’ Circle in Berlin, he fell in love with a salon hostess, Ida, a lit-
erary and musically gifted woman, the wife of the wealthy businessman Leopold
Auerbach. Her husband’s bankruptcy hastened the climax: in 1898, Ida moved
to the north of Berlin with her son from her first marriage, and for some time
Dehmel lived in partnership with two women at once, without divorcing his own
wife,— his new marriage was solemnized only in 1901. Indeed, artistic bohemi-
ans have always been entitled to some liberties, even in Germany at the turn of
the 19% century, but when Schoenberg was developing the motives laid down by
Dehmel, turns an ambiguous love story into a truly sacred act.

In 1950, Schoenberg provided the release of the Sextet with detailed liner
notes — sixteen sheet music examples illustrating the correspondence of the
musical motifs to specific motifs of Dehmel’s plot. At the same time, he ear-
lier called for perceiving his masterpiece as ‘pure’ music, without trying to trace
the twists and turns of the dramatic plot in it. Dehmel himself admitted that he
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completely forgot about the poetic basis of the composition when he listened to
Transfigured Night at a concert.

However, it is not an either/or thing. In his opus, without shying away from
responding to individual details of the poems, Schoenberg portrayed, first of
all, the motion of human feeling and matching changeable pictures of nature.
Their inner logic is another metamorphosis brought to life by the all-powerful
Eros. Under the influence of lofty feelings, thanks to the readiness for repen-
tance and forgiveness, the people and the forest landscape are transformed.
In the concluding section of the Sextet, everything is shrouded in the radi-
ance of the Moon and loses its materiality in this moonlight: both the cor-
pulent patriarchal Man and the fairly pregnant Woman become weightless,
clothed in unearthly beauty and, as it seems, throw off the burden of insoluble
life problems forever. And together with them, the great Arnold Schoenberg
seems to be ready to throw off the chains of overly pretentious romanticism
entering the world of modernist aesthetics with its chimeras of useless, elu-
sive yet unkillable beauty.

Roman Nasonov
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Daniel Kogan, violin. A representative of the third generation of the
Kogan-Gilels musical dynasty, Daniel Kogan graduated from the Moscow
Conservatory where he studied with Prof. Maya Glezarova. He is a prize-
winner of the international competitions named after Karol Lipinski in
Torun, Poland, Abram Yampolsky in Moscow and Jacques Thibaud in Paris.
The violinist has performed at the Grand Hall of the Moscow Conserva-
tory, the Academic Capella of St. Petersburg, the halls of the Odessa Phil-
harmonic Society and the National Philharmonic Society of Lithuania, the
Salle Cortot and Maison de la Radio in Paris, Flagey in Brussels, the Pala-
zzo Chigi-Saracini in Siena, the Salle Poirel in Nancy, Merkin Hall in New
York, the Hitachi Systems Hall in Sendai, and the Estonia Hall in Tallinn.
He has taken part in concerts of the Moscow State Academic Symphony
Orchestra conducted by Pavel Kogan, the State Academic Svetlanov Sym-
phony Orchestra of Russia, the New Russia Orchestra, the Royal Chamber
Orchestra of Wallonia, the National Odessa Philharmonic Orchestra, the
Estonian National Orchestra, the Camerata Klaipéda Orchestra. He has
collaborated with renowned conductors Pavel Kogan, Hobart Earle, and
Dmitry Yablonsky, performed with pianists Pavel Nersessian, Lucas Debar-
gue, Lukas Geniusas, and Philipp Kopachevsky, violinists Alena Baeva,
Boris Belkin, Dmitry Sitkovetsky, and others. Daniel Kogan has taken part
in the Summit Music Festival in the USA, Music Niagara Festival in Can-
ada, SAYOWE in Thailand, Nancyphonies in France, and the Accademia
Chigiana in Italy. The violinist is an artistic director of the Attraction Fes-
tival. In 2019, he was a member of the Academy of Soloists of the Verbier
Festival in Switzerland. Daniel Kogan plays a 1737 Pietro Guarneri violin
provided by AVS Group.
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Oleg Khudyakov, piano. A graduate of the Moscow Conservatory (class of
Prof. Sergei Dorensky) and assistant-trainee of Prof. Nina Kogan, currently
Oleg Khudyakov is improving his skills at the Music Academy in Basel with
Prof. Claudio Martinez Mehner. The pianist has been a permanent member of
duet with violinist Daniel Kogan since 2017. Among Oleg Khudyakov’s most
important competition victories are the first prizes of the International Rach-
maninoff Competition in Tambov, the International Competition Russian Sea-
sons, and the International Piano Competition in Memoriam of Vera Lotar-
Shevchenko in Yekaterinburg; the silver prizes of the German Piano Open
Competition in Berlin and the International Piano Competition of Lagny-sur-
Marne in France. The pianist won the Grand Prix and the special prize for the
performance with orchestra of the 9™ Savshinsky International Music Com-
petition in St. Petersburg and the diploma as the best accompanist of the 15%
International Tchaikovsky Competition in Moscow.

Oleg Khudyakov is a participant of the International Festival New Names
in Moscow, the Festival of Romantic Music for Young Musicians Virtuoso,
the 8™ International Music Festival Stars of Baikal, the International Fes-
tival Faces of Contemporary Pianism, the Stars at the Rhine Music Festival,
and the Volksinfonie and Coopsinfonie concerts in Basel, Switzerland. He
has performed on the stages of the Grand Hall of the Moscow Conservatory
and the Moscow International House of Music. He regularly performs in the
cities of Russia, the USA, Europe, and China.

Feodor Beznosikov, violin. The violinist graduated from the Moscow
Conservatory (classes of Prof. Vladimir Ivanov and Prof. Alexander Bon-
duryansky). He is a prize-winner of the Vladimir Spivakov International
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Violin Competition in Ufa, the Yankelevich International Violin Compe-
tition in Omsk, the International Festival in Loutraki, Greece, and the
Romantic Music Festival in Moscow. As a member of a piano trio, he
received prizes of the international competitions of chamber ensembles
named after Maria Yudina (St. Petersburg) and Nikolai Rubinstein (Mos-
cow). He received the State Prize for the Support of Talented Youth. The
violinist is a scholarship holder of the New Names Charitable Foundation
and the Vladimir Spivakov International Charitable Foundation. Feodor
Beznosikov is an active concert performer both as a soloist and a member
of chamber ensembles. In 2014, as a member of a trio, he was invited to
take part in the 5™ International Festival of Chamber Ensembles in Salz-
burg. From 2016 to 2020, he was an artist of the State Chamber Orchestra
Moscow Virtuosi conducted by Vladimir Spivakov. As a soloist and ensem-
ble player, he has appeared on the stages of the Grand Hall of the Moscow
Conservatory, the Tchaikovsky Concert Hall, Carnegie Hall, Chicago Sym-
phony Center, Musikverein, Philharmonie Berlin, and Mozarteum. He has
performed with the chamber orchestra Moscow Virtuosi, the Pavel Slobod-
kin Center Orchestra, the Tchaikovsky Moscow Conservatory Chamber
Orchestra conducted by Felix Korobov, the Omsk Philharmonic Orches-
tra, and others.

Pavel Romanenko, viola. The violist is a graduate of the Moscow Con-
servatory. He held a graduate assistantship with Yuri Bashmet. Pavel
Romanenko is a member of the Valentin Berlinsky String Quartet, and
the founder and artistic director of the Russian Chamber Orchestra. In
his student years, he began his professional career as a concertmaster for
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the viola group of the Eurasian Symphony Orchestra, at the Astana Opera
and the Moscow State Academic Symphony Orchestra conducted by Pavel
Kogan.

He is a prize-winner of seven international competitions, including the
8™ International Yuri Bashmet’s Viola Masters Competition.

At present, he is actively involved in performing activities as a solo-
ist, conductor and chamber musician. He has performed with the Moscow
State Academic Symphony Orchestra conducted by Pavel Kogan, the New
Russia Orchestra, the State Academic Symphony Orchestra of the Repub-
lic of Belarus, the Astana Opera Orchestra, the Moscow Soloists chamber
ensemble, the Academy of Soloists State Chamber Orchestra, and others.
He is a regular member of the chamber season-ticket concerts of the Mos-
cow Philharmonic Society and the Moscow Conservatory.

Andrei Usov, viola. The violist graduated from the Moscow Conservatory
where he studied with Yuri Bashmet and Roman Balashov. He is a member of
the Romantic Quartet that was the winner of the Dmitri Shostakovich Inter-
national String Quartet Competition. He is a soloist of the Moscow Soloists
ensemble conducted by Yuri Bashmet. Andrei Usov is a prize-winner of Yuri
Bashmet’s International Viola Competition and winner of the Lionel Tertis
International Viola Competition in the UK. He has taken part in the inter-
national music festivals in Montreux, Verbier, Sydney, and Bath, BBC Proms
at the Royal Albert Hall in London, Prestige de la Musique at the Salle Pleyel,
Sony Classical at the Théatre des Champs-Elysées in Paris, in Tours and at
December Evenings in Moscow. He has performed with Yuri Bashmet, Nata-
lia Gutman, Mischa Maisky, Julian Rachlin, and other famous musicians.
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Sergey Antonov, cello. The cellist graduated from the Moscow Conserva-
tory where he studied with Prof. Natalia Shakhovskaya. With her, he com-
pleted his postgraduate course there and then studied at the Longy School
of Music of Bard College in the USA. He is an Art Director of the Win-
ter Dreams International Music Festival. He is a cellist for the US-based
Hermitage Piano Trio. More recently, he has been performing as a con-
ductor. Sergey Antonov is a winner of the Grand Prix at the 13™ Interna-
tional Tchaikovsky Competition, the first prizes of the Swedish Chamber
Music Competition in Katrineholm and the International Chamber Music
Competition in New York, the silver medals of the International Dotzauer
Competition in Dresden and the David Popper International Cello Compe-
tition in Budapest. He is also a Grammy Award nominee. Sergey Antonov
has performed with some of the leading Russian and European orchestras
and appeared in the USA, Canada, Europe, and Asia.

Mikhail Kalashnikov, cello. The cellist is a graduate of the Moscow Con-
servatory (taught by Prof. Natalia Shakhovskaya and Prof. Alexander Bon-
duryansky) and member of the Valentin Berlinsky String Quartet. He is
an artist of the Moscow State Academic Symphony Orchestra conducted
by Pavel Kogan. Mikhail Kalashnikov is a prize-winner of 2 All-Russian
Competition for Young Performers Merzlyakovka Invites Friends, the 7™
International Competition for Young Musicians Symphony, and the 2" All-
Russian Kozolupov Cello Competition. He has taken part in music festi-
vals, appeared on the stages of concert venues of Moscow and other Rus-
sian cities. He plays a cello by the 19" century French maker Geronimo
Barnabetti.
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MEAOAUS

PYKOBOWTENW NPOEKTA:

AHIIPEI KPUYEBCKMI, KAPYHA ABPAMAH

PEMAKTOP — IMUTPYIA MACTAKOB

MEPEBOL — HUKOMAV KY3HELIOB

KOPPEKTOPbI: OJTbA MAPAHYEBA (PYC.), MAPUA KY3HELIOBA (AHIT1.)
WNMIOCTPATOP — BACWTIWIA KAPMA3WH

[IU3AVH: TATbAHA KA3AKOBA (OB/IOMKA), AHHA KM

00TO — AVIEKCAHMP I'PEBELLIKOB

LIM®OPOBOE U3[JAHVE: IMUTPUIt MACTIAIKOB, POMAH TOMJIAHKMH
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