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Konueprsi lllonieHa... IlpeguyBcTBUe «IIMKOBOJ JaMbI»?

IlBa dhoprenmanHbIX KOHIIepTa IlloreHa — Takasi ke HeOTbeMIeMast YaCTb UCTOPUU
skaHpa, Kak 27 KoHIlepToB Moriapra, 5 — BeTxoBeHa, 2 — BpaMca, Kak IeeBpbl
YaitkoBckoro, PaxmanuHoBa, IIpokodnbeBa... Takasg ke — HO ecTb OCOO6eHHO-
cTu. Bpsip v HalimeTcsl XOTh OAMH 3HAUMTENbHBIV NMUAHUCT, HA pa3y He IpuKa-
CaBILUMIACS, JOTyCTUM, K [lepBomMy KOHLepTy YaliKOBCKOrO. A BOT IT0 OTHOILEHUIO
K lllonieHy Takoe BO3MOXXHO. CTOPOHMJICSI 3TOTO KOMIIO3UTOpPa, Hanpumep, [ieHH
['yaba, — 3a MCKIIOUEHMEM OYeHb HeOOJIbIIOro KOoaMyecTBa Belleil. ITomo6Hoe
OTCTpaHeHMe NeMOHCTPUPYIOT U HEKOTOPbIe Apyryue Hally COBPeMEeHHUKY, B TOM
yycie oueHb 3HaMeHuThie. OTuero Tak? Benb, Kasanoch Obl, JOXOO4UMBeE ILIOIe-
HOBCKOJ MY3bIKM MPEICTaBUThb cebe Henb3s. He 6epeM ceifuac TOHKOCTM (UIIO-
cockuX, TMTEepaTyPHBIX U IPOUNX aJUTIO3MIA, JOCTYITHbIE TOIBKO 3HATOKY UCTOPUN
KYJIbTYPBI, HO [JITaBHOE — 3MOILMOHAaIbHAS HAlleJIeHHOCTb Ha CJTyllIaTess — AenaeT
ee OyIIeBHO OTKPBITON MWUIMOHAM. OTHAKO UTO CKaXXeT Ha 3TOT CYET UCIIOTHU-
Teab? CI0BO COMMCTKE HbIHeIIHeit 3amucyu ExkatepuHe MeueTuHoii: «llloneH Oau-
30K He Kaxcdomy. Kax u Ckpsbun, kcmamu. Bom dea maxkux cyzy6o “nuanucmuueckux”
Komno3umopa. Jlucm unu PaxmanuHos — dpyzoe deno: noxcanylicma, eciu xeamaem
amoyuti u ¢usuxu. A 3a Illonena He Gepymcs, 60amca. CmpauiHslii komno3umop!
ITomomy umo mpe6yem npedeybHoz20, nFK08020 nUuaHU3Ma: moHuativiue yuiu, nauvybl,
dywa. QuaueparHoe myue — “HeMuyxcHas uepa’, Kak 3mo Ha3vleaiu macmepa npo-
wnozo. Inacmuka ¢passt, pyku, ovixanusl... Koneuno, ece amu kauecmsa Heo6x00umbl
npu ucnonHeHuu J1060ti 6onsuioti My3siku, Ho Lllonen mpebyem ux 6 keaopame, 8 Kyoe».

CsBou koHuepTshl llloneH Hamucaa Ha MOPOre TPEThEero NeCITUIeTUS XU3HU:
(ha MMHOPHBI (MCTOPUYECKY TTEPBBII, HO ONTYOIMKOBAHHbIN C HEOOIBIIUM 321103~
JIlaHMeM M OTTOTO I10 TPaaUIINY MMeHyeMblii BTOpbiM) B ceHTsI6pe 1829-ro — mapTe

1830-ro, mu muHOpHbIi [TepBbIii — ¢ mapTa 1o aBryct 1830 roma. OHM cTanu CBO-
ero pofa BexaMu MOMEHTa, KOraa IOHOIIA MMPEeBPaNlaeTCs B 3PEIy0 JIMYHOCTD.
IMoka3aTenbHO, UTO, COUYMHMUB 00a TMPOU3BENEHMSI B HACTPOEHUM BIIIOOIEHHO-
ctu B nieBuily KoHcraHny [maikoBCcKy (ee MMs B Opeojie pPOMaHTUUYECKUX STIUTe-
TOB BCTPEYAETCSI B T€ MeCSIIbl €[IBa I He B KAXKIOM NUCbMeE K IKOJIbHOMY APYTY
[lTonena Tutycy BoiiiexoBCcKOMY), K IIOpe MyOanKauyu KOMIIO3UTOD, BUAVIMO, Y3Ke
oTolIes OT 3TUX YyBCTB. COMIaCHO MePBbIM U3JaHUSIM, OITYC (ha MUHOD MOCBSIIEH
rpadune HenbdunHe ITOTOLKOM, MM MUHOPHBII — Opuapuxy Kambk6peHHepY,
napwokckomy apyry llloneHa, KOMIIO3UTOPY U MMAaHUCTY, OGHOMY U3 MacTEPOB TOM
CaMoOJ «KeMUy>KHOJM UTDbl», [IpUBEpKeHLleM KOTOpoM cran cam ®pepepux. Kax
BUAMM, IPOM30ILJIa He TPOCTO CMeHa UAeanoB, HO IPpMHIMUIIMAJIbHAS [TepeaKiieH-
THUPOBKA: Ha MECTO OAEpPKMMOr0 JUPUYECKUMU UyBCTBAMM MalbuMKa IpUILIe
XYIOKHUK, MBICISIIINI TI06Q/IbHBIMY KaTeropusiMy, B JAHHOM CJTyuyae — OCO3Ha-
IO CBOIO MIPUHAIEXHOCTh K TAKOMY KPYITHOMY 3CTETMYECKOMY SIBJIEHUIO, KaK
POMaHTHU3M.

O6IIenpr3HaHo, YTO KOMIIO3UTOPCKAs U MuaHuUCTMUYeckas maHepa lllorena
chopMupoBanach non BausHueM I'ymmens, Moieneca, Kanbk6peHHepa u apy-
I'MX pOMaHTUKOB. Camu JKaHPOBbIE «06EPTOHBI» €T0 KOHI[EPTOB TOBOPSIT 06 3TOM.
B3sTh, Hanpumep, mepBble YaCTM — UX MY>KeCTBEHHO-MaplleBble HadajlbHbIe
MOTMBBI, KOTOPBIM KOHTPACTUPYIOT IECEHHO-POMAaHCOBbIE BTOPbIE TEMbI; BTOPbIE
YacTH, aCCOLMUPYIOUIMECS C )KAHPOM HOKTIOPHA, TO €CTh HOYHOV ITeCHU; TPEeThH,
OmMpaloNecs: Ha KOJIOPUTHbIE STHOrpaduueckye, Mpexkae BCEro TaHI[€BaIbHbIE
37IeMeHTHI... Bce 3TO xapakTepHO [IJIsi pPOMaHTUYECKOI MY3bIKU TOV MOPBI. A CTOJb
nmo6umele IllorteHoM 6apKaposbHbIe, «BOASIHbIe» 00pa3bl — TU ITOBTOPSIOLIMECS,
KaK BOJTHBI, MEJIOAMYECKIE BCIIJIECKM, KOTOPbIE MbI HAXOAMM U B OBICTPBIX YACTSIX,
¥ 0COOEHHO B MEMJIEHHBIX, T€ XPYCTAIbHbBIN 3BOH HOT-«OPBI3r» CTAHOBUTCS
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O HOI U3 TIaBHBIX POSUIbHBIX KPACOK — CKOJbKO accolualuii BO3HUKAeT C pac-
MIPOCTPAHUBIIMMICS B Ty IIOPY «IIECHSIMM Ha Bojie», oT lllybepTra 10 MeHIeIbCOHa.

B Tom u moiup IlloneHa, 4YTO, OTTOIKHYBUIUCH OT HAMBHO-CEHTUMEHTATbHOIA,
a Mopoii caMOIOBOJILHO-OPUJIMAHTHOM MaHepbl Tex ke ['ymmens u Kanbk6peH-
Hepa, OH IIOKa3aja cebsl MacTepoM MHOTO — IIyOepTOBCKOTO, Jake OeTXOBEH-
CKOTO XyIOXKHMYECKoro Maciutaba. ComocTaBMM XOTSI Obl €ro «TOBOPSIIYIO»,
«PEUUTATUBHYIO», & He CYyTy60 yKpalaTelbCKy0 MeJIU3MaTUKY — CO CTPACTHBIMMU
MOHOJIOTaMM-ucnoBeasaMu 29-i, 31-i, 32-i coHaT BeJuKoro Jirogsura. A mogHsIB-
IIMCh A0 6ETXOBEHCKOTO TOPU30HTA — HEe CMOT JIM OH IpeayrajgaTh U, HalpyuMep,
MOHYMEHTaJIbHOCTb Bpamca, 0c06eHHO B OpPKeCTPOBBIX TYTTU (KTO 3TO T'OBO-
PUT, YTO OPKECTP B ero KOHIlepTax «BTOPOro YpOBHS KauecTBa»?). KcraTtu, cry-
YaliHO i bpaMcC B HEKOTOpble MOMEHTHI nmouTy uutupyer lllorneHa — ckaxkem,
B II€PBOi1 YaCTM CBOEro BToporo KOHIEpTa, SIBHO MMEIIEH Mpoobpa3oM OauH
3 MOMEHTOB IIOMEHOBCKOM PaHTa3mm? A CIydaiHO JIM PEIUVIMKU AepPeBSHHBIX
IYXOBBIX B II€PBOI1 YacTy ha MMHOPHOTO KoHIlepTa [lloneHa cBoeit HeM36bIBHOI,
9K3UCTEHIMATbHO MeYablo MPeApeKarT caMble Tparmuyeckyie MOMEHTbBI Bepau-
eBcKoii «Cyitbl cyap0bI» vn «IIMKOBOI JaMbl» YailKoBCKOTO?

Bor u emie ofHO M3MepeHMe MIOTIEHOBCKOJM YHUBEPCAIBHOCTU — €ro CBSI3U
CO CIaBSIHCKOM, B TOM UMCJIe pyCCKOM MHTOHAIMel. ECTeCTBeHHO, UTO AeTanbHeli-
myM 06pasoM UCCIeIOBaHbI, 1a U 6e3 BCIKOTO MCCAeIOBaHMS OUEBMIHbI IT0JIb-
CKJe KOPHM €ro TeM, a 0COOEHHO PUTMOB — B KOHIIEPTaX 3TO Ma3ypKa B ¢huHase
BToporo, monoHe3 B MepBOi YacTM U O4YapOBATENbHBIN CBOEI PUTMUYECKON
UTPOVi KPaKOBSIK (Ha CIYX Aaske He Cpas3y CKakelllb, HA YeThbIpe UeTBEPTU OH Hallu-
caH wiu Ha Tpu) B ¢uHane IlepBoro. Ho ecsiu mpucIymaThesl 4yTh BHUMATEb-
Hee, CTAaHET 3aMeTHO, UYTO, HallpMuMep, TPOraTe/bHbIi POMaHC-paccka3 B IJIaBHOM
TeMe TepBoii yacTu [lepBoro KoHiepTa — IMpsIMOii ITpoobpas pomaHca I'ypuiéna

«Ha 3ape TymMaHHOVi IOHOCTU». A BTOpasi, IMpuiecKasi Tema rmepBoii yactu Broporo
KOHIIepTa, 0COGEHHO TIpM TePBOM CBOEM ITOSIBJIEHMM Yy KBapTeTa OepeBSHHbIX
IYXOBBIX, IPOHM3aHa HY COBEPIIEHHO NIMHKUMHCKUM OYXOM U BITOJIHE MOTJIA ObI
«BCTPOUTHCSI» B MOJIHBIE CUACT/IMBOI TapPMOHUM HAavya/IbHbIE «CeMeEMHbIe» CIEHbI
orepbl «KM3Hb 3a 1apsi». BOoT mapajiokc: orepa — 0O MPOTUBOCTOSIHUM PYCCKOM
¥ TIOJIbCKOJA IepiKaB, a My3bIKa TOBOPUT O IITyOMHHOM POACTBE CIaBSTHCKUX Ty !
OT CTOJMIKHOBEHMSI MY3bIKM ¥ T€OTIOJIMTUKY He YIATU MHpU JII0O0M Cepbe3HOM
pasroBope O MY3bIKAJbHOM MCKYCCTBe, HO IllomeH JaeT K TOMY OCOOYIO IMIIY.
CamocCTOsIHMEe TMOMbCKOM KYJbTYpPbl B KOHTEKCTEe TOTHALIHEro POCCUIACKOTO Bja-
IbIUeCTBA — OfHA U3 TOPSYMX TeM 3TO0XU, AOCTATOYHO BCIIOMHUTD MYIIKMHCKOE
ctuxoTBopeHne «KimeBeTHukam Poccun». He ¢iy4yailHO OHO MO BpeMeHM MOUTU
COBMAajaeT C HalMCaHMeM IIOTIeHOBCKMUX KOHIepTOB. OCTaBMM B CTOPOHE BOIIPOC
0 ToM, uTo ITymikuH u llloreH B JaHHOM (Jlyyae HaXOOWIMCh MO Pa3Hble CTOPOHBI
6appukaj. BaxkHee To, YTO KOMITIO3UTOP HEe MOT He OIIYIIATh TPEBOI'M MPUOIIIIKa-
IOIIVXCS TIEpeMEH, BBUIMBILMXCS B KOHIIE KOHLIOB B MOJIbCKOe BoccTaHue 1830-
1831 romoB. M aTa HAIpsSSKEHHOCTH, pociiasl O6yKBaJbHO Ha IlasaX, OT Mecsiia
K Mecs1ly, CTajia, IyMaeTCs, OGHOM U3 MPUYMH Pa3HUIIbI B HACTPOEHUM KOHIIEPTOB.
Ia, oHM oueHb O/MIM3KM MeXTy cob6oit. Ho cpaBHMM XOTsI Obl IepBbIe YACTU.
XoTs 6bI UX ITTaBHbIE TeMbI. BpaBblif IIar 1 5HTy31asM (a MMHOPHOTrO 3aUMHa —
" TOXe yCTpeMJIeHHAasl, HO BCe ke pPa3BOpauMBaloOIIasIcsl B Oojee TeKyuyeM Tpex-
IOTTBHOM, a He MapIllleBOM YeThIPEeXOOJIbHOM PUTME MHUIMALMS MU MUHOPHOTO
omyca, Tie K TOMY JKe ITPU3bIBHBIM (haH(bapHbIM BO3I/IaCaM IPOTUBOCTOSIT HUCXO-
ISIie MOTVBbBI COMHEHMS, BOITPOCa, 60/M. A CKOJIBKO TYINIEBHOTO TPEIeTa B TOM
CaMOM «TypUJIEBCKOM» MOTMBe! A KaKylo IMPOTY pa3BUTUSI B pa3pabOTKe IMPOBO-
IIMPYIOT BCE 9TU KOHTPACTbI, KAK CKOPOHO COCKAIb3bIBAET B PENpu3e B HEN3OEK-
HBIii (TOHMKA!) MY MMHOpP COBCEM ObIIO «OCBOMBIIASICSI» B CBETIOM COJIb Maskope



HIOIIEH

KOHIIEPTBI JUVIA ®OPTEIINAHO C OPKECTPOM

doprenmanHas maptus... KoHeuHo, 3TOT rpoMaiHbIN, UCTUHHO CUMGOHMUECKUIA,
0COOEHHO I10 CpaBHEHMIO C (ha MUHOPHBIM KOHIIEPTOM, MaciiTab mepBoii 4acTu
TOBOPUT U O CTPEMUTEIbHO 3pelolemM KOMITO3UTOPCKOM MacTepCTBe: AJisl TeHUSs
IIOTIEHOBCKOTO YPOBHS U TIOJTOAA 3BOJIOLIMM — OTPOMHBIN CpoK. Ho cBuaeTesnb-
CTBYET OH ¥ 00 M3MEHMBILEMCSI CTPOE AYM COUMHUTES, OTHIONb HE B COTHEUHOM
pacnoiokeHUM qyxXa TOTOBMUBIIIETOCs K Typy o EBporie, 13 KOTOPOro, Kak, HaBep-
HOe, yKe IMOJCKAa3bIBAJIO CEPAIle, eMY He CYKIEeHO OymeT BepHYThcs. B IMombiie
yepes MOJATOpa Mecsia Imocie TpuyMdaabHON! BaplIaBCKOi MpeMbepsl [lepBoro
KOHIIepTa B OKTs6pe 1830-T0 1 MeHbIlle UeM yepe3 MecsI] rmocie orbe3ga llloneHa
3a rpaHully pas3pasuTcs TO CaMoOe BOCCTaHMe, B KOTOPOM CMJIbI, BbI3bIBaBIIME
COUYBCTBJE KOMIIO3UTOPA, IIOTEPIISAT [IOpakeHue.

Bripouem, He CTOUT ¥ ITPEYBEINUYMBATD BIVSHYE ITOTUTUIECKUX 0OCTOSITETHCTB
Ha HaTYypy XyAOKHUKA, TeM 60j1ee pOMaHTHKA, YePITAI0Iero BIOXHOBEHNE ITPeXKe
BCEro B MPeKpacHOM U (aHTACTUYHOM MUPE COOCTBEHHBIX ITyOMHHBIX SMOIIUIA.
U m060Bb HUKYAA U3 MOTIEHOBCKOM OYIIN He YIIia, 6ojiee TOTO, OOVMH U3 CaMbIX
BO3BBIIIEHHbIX €€ MY3bIK&JbHBIX CMMBOJIOB HOSIBUJICS MMEHHO B ¢ha MUHOPHOM
KOHLIepTe, Ybsl MeLJIeHHasl YaCTh, BUAMMO, HAalIMCAHHAs B MUK yBIeueHus [nman-
KOBCKOJ4, TIpU BCEM BOCXUILIEHUM UyIeCHbIM «JIapreTTo» M MMHOPHOTO KOHIIepTa
JaJIeKo MOJHMMAeTCsI HaJ, HUM B CBO€i KPUCTaJbHO UMCTOI 6/1aroroBeifHoii Kpa-
cote. Tem camMbIM BOJiIsSI B COHM Te€HMaIbHEMIINX BTOPBIX YaCTeil — TaKuX, Kak
(a maxkopHas u3 21-ro KoHIlepTa Mo1iapTa, ero ke ¢a-aue3 MUHOpPHAas U3 23-TO
KOHIIepTa, 6eTXOBEHCKass MY MUHOPHAS U3 4-T0 KOHIIepTa.

B pemnepryape ExaTepuHbl MeueTMHOI — OFHOI U3 CaMbIX YCIEIIHBIX POC-
CUMCKUX TMAHUCTOK, BocUTaHHMLLI IIMII m MOCKOBCKOI KOHCEpBAaTOpUU
(memaroru Tamapa Komnocc, Bnagumup OBumHHUKOB, Cepreii JJopeHCKNIA), OMbIT-
Heifllleil KOHIEPTHOM MCITOMHUTENbHUIIbI, «TePOMHM» HECKOIbKUX aJbOOMOB

dbupmbl «Menoaysi», OIEHTa POTHOTO By3a — KOHIIepThI [lomeHa MpucyTCTBYIOT
y>Xe OKOJIO Tpex AecsSTwieTuii. Bropoil oHa BIiepBbie Chirpasia Ha | I0HOIIeCKOM
KoHKypce umeHu llloreHa B 13-eTHeM Bo3pacte, [lepBblil OMOTHWUI €€ UCTION-
HUTETbCKUI 6arask HeMHOTUM mo33ke. C TeX ITop 3Ta My3bIKa IepeurpaHa co MHO-
MU IUpUKEPaAMM M OpKecTpamMu, BceM MM ExaTepuHa MpusHaTelbHa, HO 0cobas
ee TIPMBSI3AHHOCTb — AKajJieMudeckuit cumdoHMuecknii opkectp MOCKOBCKOI
dbunapmonun u ero mHorosetHuit sumep KOpuit Cumonos. KOpuit ViBaHOBUY —
He TOJIbKO OAMH U3 CTOJIIIOB OT€YECTBEHHO U eBPOIIECKOI AUPUKEPCKOM KYJlb-
TYpbI, HO, TOBOpUT EKaTepuHa, HeCpaBHEHHBIIT MApTHEP Py paboTe ¢ COMMUCTOM.
OTO OTAEeNbHBIN TalaHT — YYBCTBOBATbh, Ky[a «IMOIAET» B CAAYIONIMIT MUT TH1a-
HIUCT, VIV CKPUIIAY, UJIM BMOJIOHYEMCT: 3aX0UeTCs JIM eMy UyTh IIPUOaBUTh TEMIT
WM, HA060POT, HA HECKOJIbKO MTHOBEHMII 3aMepeTh B depmare; Kakas Tpyria
OpKecTpa B TEKYIIMIi MOMEHT HawIy4dIIMM 0Opa3soM OTTEHMUT 3BYK COJMUPYIO-
IIEr0 MHCTPYMEHTA, YUUThIBAsE 0CO6EHHOCTM TeMOPO0Opa3oBaHust M GpasmupoOBKM
Yy IaHHOTO UCIIOTHUTEIS.

BecrpelleleHTHYI0 eCTECTBEHHOCTb aHCamOJs1 MeueTuHON UM OpPKecTpa MbI
OIIYIIIAeM C ITEPBBIX K€ 3BYKOB 000MX KOHIIEPTOB. C MSITKOT0, HO INIOTHOTO Y IIa-
CTUYHOT'O CMBIYKOBOT'O UITPMXA, C OPTaHHOM LIeIbHOCTU AyXOBOI'0 «XOPa», KOTOpbIe
3aTeM HaxXOAAT IPOAO/IKeHME B IMEeBYUYEeCTU U FapMOHMYECKON YCTPeMJIEHHOCTU
(dopTenMaHHbIX MHTOHAIMIA, B TUTAHTCKOM OOpa3HOM AMara3oHe OT CTapTOBOTO
MIPU3BIBHOTO (HOPTUCCUMO O BAOXHOBEHHBIX MEIOAMYECKMX PA3jIeTOB, OT TOH-
yaimmx «6apKapoabHbIX» HAIIEBOB U IJIECKOB JI0 YBJIEUEHHOTO HaberaHms Gpury-
panuii, KOTOPbIMM, KaK KUPIUYHBIMU PSILAMMU B apXUTEKType, HapalluBaeTcs
3aHMe MPeKPACHOTO MY3bIKJIBHOTO ABOPIIA. [10 TEMITOBOI I'MOKOCTY MHTEPIIpe-
Tauuioo MeyeTHMHON MOXHO CPaBHUTh Pa3Be JUIIb C OCYIIEeCTBIEHHOM KOIJa-TO
Muxannom [TneTHEBBIM, PoCCHIiCKMM HallMOHAIbHBIM OPKECTPOM M COBCEM ellle
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mononbsiM AapucoMm HenbcorncoMm. Ho ecnn Muxamia BacunbeBuua TpygHO Iipe-
B30MTU B MHTUMHOM KaMepPHOCTU MY3bIKQJbHOTO «paccka3a» (OH Belb U OpKe-
CTPOBKY TOTAA OTPeAAKTUPOBAJI MOJ, CBOE CbIIIIAHME 3TOM MY3bIKM), TO BepCusi
MeueTnHOI 60siee pacKpbITa B TPOCTPAHCTBO ITyOIMKY, B HElt 3aMeTHee repoude-
CKMe, 6eTXOBEHCKIME KOPHM OITEHOBCKOM SKCIIPECCUN.

U ellle omHO: CpaBHUTE OJAUTEIbHOCTD PAa3JIMUYHbIX UCIIOJHEHUIA. 3aMeTUTe Jin
Bbl, YTO BapuaHT MedetuHoV u CUMOHOBA, HampuMep, B MepBOil yactTu Bto-
pOro KOHIIepTa Ha LieJbIX TOJATOPbl MUHYTHI IIPOTSDKEHHee TakoBoro y Hukosast
JlyraHckoro, AnekcaHapa BemepuukoBa u HanyoHa/JbHOTO (GMIapMOHUYECKOTO
opKecTpa? A 1o CpaBHEHMIO C JlaBHeN «MoJiofoit» 3amucbio bemnbl JaBumoBuy,
MockoBckoro cvmdoHmdyeckoro opkecrpa u Kupmmia KoHpgpammHa — Ha JBe
C TIOOBMHOV MMHYTbhI! TIpyMMepHO Takyl >Xe MNPOHOPLMI0 IE€MOHCTPUPYIOT
u 3anucy [lepBOTo KOHIIepTa. A HM Ha BOJIOCOK He 3aTSIHYTO, HA000pOT — X0UeTcs,
yTOOBI 9Ta MYy3bIKa Iieja, 3BeHeNa, TpereTana, Oypiamiaa Kak MOXKHO [OJbIIe.
HacTonbKko OpraHMYHO «KUBETCSI» B HEM UCIOMHUTENIM. [Toxkanyit, Tuiib eguH-
CTBEHHBI pa3 y NPUAUPUYMBOrO CIyIIATeNsI MOXET BO3SHUKHYTh BOIIPOC: OTUETO
omHa 13 TeM (uHama ITepBOro KOHIEPTA, MOXOKash Ha YOasoil XOpOBOi 3alleB,
BIPYT BbIMTalaeT CBOMM «MOJepaTo» U3 60aporo 6era 3TOTO JYKABOTO KpaKo-
Bsika? V llloreHa rmomo6HOoe 3aMejieHe He 0603HaueHo. C Ipyroii CTOPOHBI, caMa
TeMa HaCTOJIbKO IINPOKA U BOIbHO-TIEi3aKHA, JIOBHO €3[0KU TPOVIKY OTOPBAIU
B3IVISIT, OT JOPOTH, U AyX 3aXBAaTUJIO OT KPacoThl okoema. OTYero X U UCIIOTHU-
TeJISIM He TPOSIBUTh 3[IeCh HeOOJbINYI0 BOJLHOCTh, HEe MPUAEPKAThb IBVDKEHMUE,
YTOOBI BMECTE C HAMM HaCTaJUThCS PACKPBIBIIMMCST MY3bIKaJIbHBIM TOPU30HTOM?
Tem 6osiee KOrma My3bIKaJIbHBIN MYTh MMPOTOPEH TaK HAZEXKHO, M TTIOHMMAIOT ITyT-
HUKU IpYT Apyra 6e3 cJIoB.

Cepezeil bupokos

ExaTrepmnna MeueTuHa

ExaTtepuna MeueTuHa poguiack B MOCKBe B ceMbe My3bIKaHTOB. Hauasna 3aHu-
MaTbhCSI MY3BIKOJ C YeTbIpexjeTHero Bospacra. O6yuanach B IleHTpasbHOI
MY3bIKaJbHOM HIKOJe Mpyu MOCKOBCKOI KoOHcepBaTopum (knacc Tamapsl Komocc)
1 MOCKOBCKOJI roCcyiapCTBeHHOV KOHcepBaTopuu umenu [1. . YatikoBckoro (kmacc
Brnagumupa OBUMHHMKOBA), 3aTEM MPOJOJIKMIA 06pasoBaHNe B acCUCTEHTYype-
CTaXXUpoBKe (Kaacc rmpodeccopa Cepres [JopeHCKOT0). B roms! yueObl 6b1a CTHU-
nenauatom GounoB Bmamummpa CrnmBakoBa M McruoiaBa PocTpomosuua,
1o mpurnameHuo nociaeguero B 2004 romy mpoxoauaa CTaxkMpoBKy B [lapioke.
JlaypeaT ceMM MeXIyHapOOHBIX KOHKYPCOB IMaHUCTOB, CpPeIy KOTOPBIX KOH-
Kypc umenu @. bysouu B bonbuano (Urtanusi) M BceMUpPHBI KOHKYPC IMAaHU-
ctoB B LimunmaHaty (CIIA, I npemus u 3onortas megane). C 2007 roga — conmucTka
MockoBckoit punapmMoHUn.

BoicTymenust EkaTepuHbl MPOXOASAT HA BCEMMPHO M3BECTHBIX CLIEHAX, Cpeau
KoTopbix 3ay1 KoHceprrebay (Amcrepmam), SImaxa-xomt u Kasambc-xomn (Tokuo),
Teatp Enucerickux Iloneit u 3an 'aBo (Ilapmk), Bonbmioit 3am MumaHCKOM KOH-
cepBatopun u Aynutopuym (Munan), 3an Cecunun Metipenec (Puo-ne->Kanelipo),
3an dnuc Tannu (Heio-Mopk) u mpyrue (Bcero 6onee 40 crpas). [IMaHMCTKa TakKe
aKTMBHO KOHIIepTUPYeT B MockBe 1 roponax Poccuu. B ee perepryape 60see 60 KOH-
1epToB 1151 GOpTenmuaHo ¢ OPKeCTPOM, a TaK)Ke MHOXKECTBO CObHBIX U KaMePHbIX
nporpamMmm. Cpeny IMpuxepoB, ¢ KOTOPbIMM OHA COTpyAHMYaNa, Mcrucinas Poctpo-
nosuy, Bragumup CrimBakoB, Bragumup ®enocees, Cayntoc Conpenkuc, FOpuii
CumoHoB, IlaBen KoraH, Baagumup Ilonbkun, OImutpuii Jiuce, IOpuit bammer,
Makcum Benrepos, Koncrantun Opb6ensiH, Ivutpuit CUTKOBeLKMiA, AeKCaHAp
Cnagkosckuii, ['mMaTapac PunksaBuutoc, Anekcaugp Ckyabckuii, JIoypeHc Docrep,
Kpuctuan banea, bappu [yrnac, ®abuo MacTpaHIKeno u Apyrue.
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B kamepHOM aHcam6sie BricTynana ¢ Pogyionom Illenpuubim, Bragumupom Crin-
BaKkoBbIM, [IMuTpremM CUTKOBELIKUM, AjlekceeM YTKUHBIM, AjleKcaHIpoM KHsi3eBbIM,
Anekcangpom I'mHayHbIM, Boprcom AHIpMaHOBBLIM, AjlekcaHIpoM PamMmoMm u Ipy-
MMM U3BeCcTHbIMU McrionHuTtensaMmu. B 2007 rogy EkaTepuua MeuetuHa ¢ Hukuron
Bopucorne6ekum u CepreeM AHTOHOBBIM co3famu «Tpuo commcToB MOCKOBCKOIA
buapMoHUM», KOTOPOE aKTMBHO BBICTYIIAET Y MMeeT OOIIMPHBIN perepTyap.

ApTuCcTKa TpUHMMAaAA YyYyacTMe B KPYIHBIX MEXKIYHApPOOHBIX GeCcTUBAISIX,
cpenu KOTOphIX «lekabpbckue Beuepa CBsarociaBa Puxrepa», «MOCKOBCKasI OCEHb»,
Crescendo, dectuBanb my3biku Pogmona llenpuua, «Pycckast suma» u Benois de
la danse B Mockse, «3Be3abl Ha Baiikane» B MpkyTcke, dectuBanb B JIyOpOBHMKE
(XopBatus), decrusanb Consonances u pecrusans B e (®pannus), Europalia
B benbrum.

AKTMBHO COTpyAHMYAET C COBpeMeHHbIMM KoMmo3uTopamu: Poguonom llenpu-
HBbIM (OBEpMBIIMM eif MUPOBYI0 IIpeMbepy IllecToro GoprenaHHOTO KOHIEPTA),
Anekceem PriOHMKOBBIM, AniekcaHapom YaiikoBckuMm, TonmnbxoHom Ilaxumn, Edpe-
moM Ionraiiiiem, Kyspmoit bonpossiM, Onerom IlaitbepayabsiM 1 apyrumu. Exare-
puHe MeueTHHOI MOCBSILIEH PSif, COUMHEHUI AJi1 dopTenuaHo cono, GopTennaHo
C OPKeCTPOM U B COCTaBe KAaMEPHOTO aHCaMOJIsI.

C 2009 ropa mpernomaetr B MockoBckoi KoHcepBaTtopuu (¢ 2020 — moueHT).
[ToCTOSTHHO NMPOBOAUT MacTep-KIacChl B pa3HbIX TOPOAAX M CTpaHax, B TOM 4ucie
B JletHelt TBopueckoii mkone JOHECKO «Hosbie umeHa» B Cyspane. UieH >Xioopu
POCCUICKUX ¥ MEXKIYHAPOLHBIX KOHKYPCOB, B TOM UMCJIE TEJIE€BU3MOHHOTO KOH-
Kypca IOHBIX MY3bIKaHTOB «IlleKyHUMK», MeskmyHapomHbIX [IenbGUilcCKMUX UTp, KOH-
KypcoB B ActaHe u Ceyre U Ipyrux.

3amucyu TMAaHUCTKM BbimyineHsl ¢upmavu Fuga Libera, benbrus (conb-
HbII OUCK C TIpousBeneHusMmu PaxmanmnHoBa, 2005), «MMmmnepust My3bIku» (IUCK
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u3 npoussenenuit lllenpunaa u Tonmu6xoHa Illaxumu, 2008). B 2019 romy 3ammcana
¥ BBINYCTMJIA Ha Jieii6ie MOCKOBCKOII KOHCEpBATOPUM aibOOM Ibec YaiilkoBCKOTO
«ABTOpCKas crouTar. Ha npoTsbkenun MHOTUX jieT Ekatepuna MeveTyHa COTpyLHN-
yaeT ¢ JlereHJapHoii 3ByKo3amnuchiBaoiieit hbupmoit «Menoaus» — Ha 3TOM Jeibre
BBIMTYIIIEHbl COJIbHbIE AbOOMBI TUAHUCTKMA C (OPTENMMAaHHBIMU COUYMHEHUSIMMU
Yaiikosckoro, Mycoprckoro 1 PaxmanuHoBa (2013); ¢ npoussenenusimu lllonena
n Ckps6uHa (2018); B 2021 roxy Bbimien quck EkaTepuHbl ¢ cuMbOHUYECKUM OpKe-
CTPOM — B COTPYAHMYECTBE C OpKecTpoM KpacHospckoit dpmiapMoHMM MOf, YIIpaB-
nenveMm Bnagmmvupa Jlanpme 3ammcaHbl ¢opTenmaHHble KOHIEPThI M. Pasens
u IIk. TepiByHa. [OTOBSTCS K M3IaHMIO ¥ HOBbIE PAOOTHI.

ExatepuHa MeuetnnHa ygocroeHa [Ipemuu IIpesuamenta Poccun gjsi MOIOABIX
JIesITeNieil KyJabTypbl, MOJOAEXKHON Tpemuu «Tpuymd», HE3aBUCUMOI MpeMUn
«[Tapa6ona» ®oHga umenu Augpest BosHeceHckoro, [Ipemuy MUHKUCTEPCTBA MHO-
cTpaHHbIX e PO u ¢oupa «Poccuiickue My3bl — MUpy». HarpaxkmeHa IOYeTHbIM
3HakoM Pecrry6imky Caxa (SIKyTus) «3a yKperuieHye Mupa u aApyxko6si» (2015). B HosI-
6pe 2017 roma crasa jaypeaToM MeXIYHAPOOHOTO KylIbTypHOTO (dhecTuBais «Pyc-
CKMii PM» B HOMMHALMM «3a IIPOIBYCKEHME KY/IbTYPBI B MUPE B 06JIaCTY MY3bIKIM».
B 2016 romy yoocToeHa MOYeTHOTO 3BaHMS «3aC/TysKeHHbI [esiTellb My3bIKaJIbHOTO
UCKyCCTBa», B 2018 rogy — «3acimykeHHast apTucTka Poccum».

B 2021 rogy KpymHeImmM poccuitcKuM KypHaniom «My3bIKaabHAsI SKU3Hb» ObLIa
Ha3BaHa «IlepcoHoli roga».

C 2013 roga — npe3ueHT MeXXTyHapogHOTO MOJIOIESKHOTO (heCTUBAIS UCKYCCTB
«3eseHblii mrym» (T. CypryT), ¢ 2021 — Xy/I0skeCTBEeHHbBI PyKOBOAUTENDb (pecTuBast
«IIputspreHne My3biku» (Pecrryovika TaTapceTaH, T. HskHeKaMcK, ATbMeTbeBCK).

ABTOp nepenau «[JHEBHUK MMaHUCTKU» U «My3bIKaabHas a36yka ¢ EkarepuHoii
Meuetunoit» Ha panno «Opdeit».

ABTOp yue6GHO-METOANYECKOTO TTOCOOMST 0 BropoM (opTenaHHOM KOHIIEpTe
C. PaxmaHMHOBA; cOOpHMKA Ibec «TeTpaab ExaTepuHbl MeueTHHOI — ABTOpCKAs
ciouTta». 06a M3JaHMS BRIIUIY B 3aaTenbCcTBe «KommosuTtop » CaHkT-IleTepbypr»
B 2022 romy.

B 2011 ropgy Bomwia B coctaB CoBeTa IO Ky/lbType M MCKycCTBY nipu Ilpesu-
neHTte Poccuy. AKTMBHO yYaCTBYET B 0OIeCTBEHHO JKU3HM, BBICTYTIAS 3aIIUTHU -
KOM TPaJULIMOHHON CYCTEMbBI OT€UECTBEHHOTO XyI0KeCTBEHHOTO 06pa30BaHMsI.

Axagemuueckuii cumbponnueckuii opkectp MocKoBcKoii purapMoHUM
Axanemuueckuit cumboHMUeCcKkuit opkecTp MOCKOBCKOI pMIapMOHUY HA TTPOTSI -
SKEHUM BCeli CBOei MCTOPUM BXOAUT B UMCJIO JYUIINX OTeUeCTBEHHbIX OPKECTPOB
U TOCTOIMHO MPEACTABIISIET POCCUICKYIO MY3bIKATBHYIO KYJIBTYPY 38 PyOEKOM.

Opxkectp co3maH B ceHTs16pe 1951 roma mpu Bcecoo3HOM pagMOKOMMUTETE,
B 1953 romy Bouiesn B mtaT MockoBckoit (umapmonun. Ero xymoxkecTBeHHbI
06MMK M MCIIOMHUTEIbCKAs MaHepa GOpPMUPOBAIUCH TOM, PYKOBOJACTBOM IIPO-
CJIaBJIeHHBIX OT€YeCTBEHHBIX AUPUKEPOB. [IepBbIM Xy 0KECTBEHHBIM PYKOBOZ M-
TeJIeM U INIaBHBIM IUPUKepoM Koyuiektusa 6pu1 Camyma Camocyn (1951-1957).
B 1957-1959 rompl 3a OpKeCTpOM, KOTOpbIi Bo3miaBwi Hatan PaxinH, 3akpenn-
Jlack cyiaBa omHoro u3 ayuiux B CCCP. B 1958 rogy Ha I MeXXmyHapogHOM KOH-
Kypce uMeHM YaliKOBCKOrO OpKecTp Ion pykoBoacTBoMm Kupmmia KoHgpammHa
compoBOXaan TpuyMdanabHoe BbIcTyIieHue Bona KiaiibepHa, a B 1960 romy
MEePBBIM U3 OTEUECTBEHHBIX CUMMPOHNYECKNX KOJUIEKTUBOB COBEPIINI TacTPOIN
ro CIIIA.

Kupunn Konpgpamuu BosmiaBisyi Cumd@oHMueckuit opkectp MOCKOBCKOI
dbunapmonmn Ha mpoTskeHMn 16 et (1960—1976). DT roabl CTaau BaXKHOI Bexoit
B MICTOPUM KOJIJIEKTMUBA: Ma3CTPO IpoBesi mpeMbepbl YeTBepToit u TpuHamiiaToi
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cumdonmii IllocrakoBuua, ero ke mosmbl «Kasup CremaHa PasuHa», KaHTaThI
«K 20-neturo OKkTs16psi» IIpokodbeBa, UCIIOMHWI U 3amKcag MHOTME CUMMGOHUM
Manepa. B 1973 roxmy opkecTpy 661710 IPMCBOEHO 3BaHMe akazemuyeckoro. Euie
60sbIile My3bIkM XX BeKa OpKeCTp Mrpaa mop pykoBoacTBoMm Imvutpus Kura-
eHKo (1976-1990), B TOM unciie IpeMbepbl COUMHEHNIT XpPEHHUKOBA, [leH1COBa,
[TanTke, byuko, Tuinenko. Briepsoie B CCCP nipo3sByvanu «Typanranuia» Mec-
CHaHa, KaHTaTa «3Be300NMUKUI» U «3ayIOKOMHbIe mecHOoIeHus » CTpaBMHCKOTO.
B manpHersiiieM KOMJIEKTMBOM pykoBoawiau Bacunmit CunHavickuii (1991-1996)
1 Mapk dpmiiep (1996-1998).

3a Mmys7bTOM OpKeCTpa CTOSUIM KpYITHeiIe OTeYecTBEeHHbIe U 3apybeskKHbIe
oupukepsl — Aunpe Kimrourtane, Uropp Mapkesuu, [llapias Mroumn, 3youn Mera,
Ixopmxe dHecky, Heame SpBu, Mapuc fducoHc, Ixancyr Kaxmupase, Kypt Masyp,
EBrennii CBeTnaHoOB, KOMIIO3UTOPbI beHmxkamuH bputteH, Uiropp CTpaBUMHCKUIA,
Kummrrod INenmepenkuii. UMeHHO ¢ 9TUM KOJIJIEKTMBOM CBSI3aH €IVHCTBEHHBI
Iupuskepckuit onbIT CBsiTociaBa Puxrtepa. C opKeCTpOM Urpany MpakKTUUECKU
BCe KpyIHelime conucTbl BTOpPoi monoBuHbl XX Beka: WMcaak CrepH, Uerynou
MewnyxuH, ['nenH I'ynba, Imwmis ['mnensc, Jasug Ovictpax, Jleonnn Korax, Jannmin
IMadpan, dxoB dnmep, Hukonaii [Tetpos, McTtuciaB PoctpomnoBuy, Bragumup
Kpaitues, Maypuimo Ilomnuuau, dnuco Bupcananse, Hatanusa ['yTmaH 1 MHOTHE
Ipyrue. HoBbIN 3Tam B MCTOpMMU OpKecTpa MOCKOBCKO¥ (GulapMOHUYM HAUasICs
B 1998 rony, xorga ero Bo3rnasuia HapogHbeiii apTuct CCCP I0puit Cumonos. Tlof,
€ro PyKOBOJICTBOM KOJUIEKTUB AOOMJICS BBIIAIOIINXCS TBOPUYECKUX JOCTVIKEHMUIA.
CeroHs OpKeCTp — OJIHA U3 OTIOP POCCUICKOM hMUTapMOHNYECKOI KMU3HY, YACTO
BBICTYNIAeT B Topogax Poccuu (3a mociaenHue OecsiThb JeT OHU aau KOHIePThI
B 6osee uem 40 ropomax), YCIIEIIHO racTpoaupyeT B Beauko6puranuu, l'epma-
Huu, Ucrianuu, SInonun, l'oukoure, Kurae, Kopee.

B mocnenHue gecsiTuieTusi ¢ OPKeCTPOM BBICTYN/IM BbIAAIOIIMECS MY3bI-
KaHTbl COBpeMeHHOCTM: Mapk-AHIpe AmieH, Banepuit Adanacwes, HOpuii
BammeT, Bopuc BepesoBckuit, H0ii3st Ban, Makcum Benrepos, IllTedan Bia-
map, Xub6na T'epsmaBa, [aBuna T'epunrac, Bappu [yrnac, Jiunus 3unabbep-
mrreitd, Cymu Yo, Jlopa Kineitkom6, Anekcanap Kusses, Cepreit Kpbutos, [IkoH
JInnn, Hukonait Jiyranckuit, Koucrantun JIndmmn, Oner Maiizen6epr, eHuc
Manyes, EkaTepuHa MeueTnHa, Bukropus Mynnosa, Jauuais [To/wiak, Bagum
Peniuy, Cepreit PonpyruH, Imutpuii CuTKoBenkKuit, Buktop TpeTbskoB; IUpU-
>kepsl JlyuaHo Akouemna, CeméH BeiukoB, Anekcanap BemepHukoB, Muxasib
loTrTnep, Anexkcaunap Imutpues, Mapko 3ambesiy, Tomac 3aHaepanHr, Alek-
canap JlasapeB, AHapec MyctoHeH, Bacunnii Iletpenko, ben>kamuH I1boHHbBeE,
I'Matapac Punksasuutoc, Anekcauap CinagkoBckuii, Jleonapn CinatkuH, Cayiioc
Conpenkuc, AHTOHMHO PonbsiHM, Mapuc SIHCOHC M MHOTHME ApyTHe.

OnuH M3 TMIPUMOPUTETOB OpKeCcTpa — paboTa ¢ HOBBIM MOKOJIEHMEM MY3bI-
KaHTOB: B paMKax IMKia «3Be3abl XXI BeKa» KOJUIEKTUB COTPYAHMUYAET C 01 a-
PEHHBIMM COJIMCTAMM, HAUMHAIOMIMMM MYTh Ha GOJBIINYIO CLIEHY, ITpUIJIaIiaeT
B CBOM (urapMoHMYecKrMe abOHEMEHTbI MOJIOIBIX apTUCTOB. OpKecTp —
HeM3MEeHHbII YYaCTHUK MEXIYHAapOOHBIX M BCEPOCCUIICKUX MacTep-KypCOB
IJIsT MOJIOZbIX nupuskepoB HOpusi CMMOHOBA, OpraHu30BaHHBIX MOCKOBCKOT
bumapmonneii.

B mocnegHme roabl KOMIEKTUB TpPeACTaBMI DS, MOCKOBCKMX, POCCUIL-
CKUX ¥ MMPOBBIX TipemMbep. [Ipo3Byuanu counmHeHus1 AHApes: duiras, bopuca
Tumenko, Kmnmroda Ilengepenkoro, dununa I[nacca, Anekcanapa Yaiikos-
ckoro, Cepres CiioHMMCKOTO, BasieHTHa CuyibBeCTpOBa, DAyapaa ApTeMbeBa,
lennagus I'magkoBa, Codum T'ybaiimynmuuHoii, Anekcest PpiobHukoBa, Edbpema
[Tograiiua, Ky3sbMmbl bogpoBa 1 Apyrux KOMIO3UTOPOB.
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IOpuit CumonoB pogwics B 1941 romy B CapatoBe. OkoHuMI JIeHMHTpaAS-
CKYI0 TOCYyIapCTBEHHYI0O KOHcepBaTopuio umeHu H.A. Pumckoro-Kopcakosa
B 1965 rogy mo crenmaabHOCTU «aibT» (Kiacc FOpust Kpamaposa), B 1969 romy —
M0 CHelMaabHOCTU «CUMGbOHMYECKOe TUPVDKUMpoBaHue» (kiacc Hukomass Pabu-
HoBMua). B 1966 romy cran naypeatom II Bcecoio3HOro KOHKypca AVPUKEPOB
B MockBe, B 1967-M GbUT Ha3HAUYEH IVIaBHBIM JUPIDKEPOM opKecTpa KucioBoackoit
bunapmonnu. B 1968 romy 3aBoeBa I mpemuio Ha V MekayHapogZHOM KOHKypce
IupuxkepoB B Pume, oprannsoBanHoM HaumoHanbHOI akamemuein CaHnta Yeun-
JIUs, CTaB TEepPBBIM COBETCKUMM IUPUKEPOM — IObequTeneM MeXIYHAPOLHOTO
KOHKypca. B Tom ke rogy mo npumiaiiedno EBrennst MpaBMHCKOTO GbUT IPUHST
acCUCTEHTOM B 3aCy>KeHHbIV KOJIJIEKTUB PecnyOoimmukyu AKageMuueckuii cumgo-
HUYEeCKUit opkecTp JIeHMHTpaaCKoii puaapMOHMNA.

B suBape 1969 roma me6iotupoBan B bonbmiom Teatrpe CCCP omepoii «Auma»
Bepou, crmycts rog, mocie TpMyMbaabHOTO BBICTYIUIEHMSI HAa TaCTPOISX Tea-
Tpa B Ilapmke, ObUT Ha3HAUEH IVIABHBIM AVPYDKEPOM TeaTpa M 3aHMMA 3TOT
MOCT B TeUeHMe MSTHAALATU C MOJT0BUHOI yeT. [lofd ero ynpaBieHueM COCTOSI-
JCh IpeMbepsbl onep «Pycnan m Jliogmuna» Inmuuknu, «IIckoBuTsiHKa» Pumckoro-
KopcakoBa, «Tak nocTymaimoT Bce XeHIIUHbl» Monapra, «Kapmen» buse, «3amok
repuora Cunsas Bopoga» BapToka, 6ameToB «30/10T0i Bek» IllocTakoBuua, «AHHA
Kapeuuna» IllempuHa, «JepeBsiHHBI NpuHIl» BapToka. B 1979 rogy MM 6buia
rocTaBjieHa orepa «3070To PeiiHa». JTa MOCTAaHOBKA 03HaMeHOBaja BO3Bpallie-
HMe TBopuecTBa BarHepa Ha cueHy 'ABTa mocne nmoutu 40 net. B koHue 1970-x
ropoB 0puit CumoHOB opranu3oBas Kamepnsiit opkectp bonbmioro Tearpa.

B 1980-e 1 1990-e rogpl BeICTYIAI C KPYyTHEAIIMMY CUM(OHNUECKUMY OpKe-
ctpamu EBponsi, CIIA, KaHanpi, SImoHuM. Y4acTBOBaJI BO MHOTUX MeEXIYHApO[ -
HBIX (heCTUBAIISIX, OCYIIECTBUII PSIZ, OTIEPHBIX TOCTAHOBOK B KPYITHEMIIINX TeaTpax
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mupa. B 1982 romy me6ioTupoBan ¢ omepoit «EBrenmit OHerH» YaiiKOBCKOTO
B JIoHHoHCKOM KoposneBckom TeaTpe KoBeHT ['apieH, yeTbipe ToAa CITYCTSI TaM 3Ke
nocrasun «Tpasuaty» Bepaou. anee nocienosanu «Auna» B bupmunreme, «1oH
Kapnoc» Bepnu B Jloc-Annskenece u I'ambypre, «Cuia cyap6si» Bepou B Map-
cene, «Tak IMMOCTYIAIOT BCe KeHIMHbI» Mouapra B I'enye, «Camomes» P. [llTpayca
BO ®nopeHuny, «XosaHiyHa» Mycoprckoro B CaH-®panuycko, «EBrennit OHe-
ruH» B Hamnace, «[InkoBast mama» YaiikoBckoro B IIpare, bygamemre u ITapuske
(Omnepa bacrtwmii), oriepsl BarHepa B bygarnenire.

B Hauasne 1990-x rogos IOpuit CMOHOB 6bIT IVIABHBIM MPUITIAIIIEHHBIM IUPU-
skepoM OUIIapMOHMUYECKOTO OpKecTpa BysHoc-Ajipeca, B 1994-2002 romsl —
MY3bIKaJbHbIM AMPEKTOPOM Benbruiickoro HalMOHaAbHOTO OpKecTpa B bproccene
(ONB). B 2001 romy ocHoBan opkectp «JIuct — Baraep» B Bymamemre. Bonee
30 jieT OBLI IMOCTOSIHHBIM IIPUIJIALIEHHBIM IUPYVKEPOM BeHrepckoro rocymap-
CTBEHHOT'O OIIEPHOTO TeaTpa, B KOTOPOM IOCTaBWI AEeCSITh MY3bIKaJIbHBIX Apam
Baruepa, Brimtouast Terpanoruio «Konpio HubemyHrar, a Takke «IIMKOBYIO JaMy»
YarikoBckoro. Kpome Toro, B 1994-2008 romsl MpoBOAWII I€THME MEXIYHAPOLHbIE
MacTtep-Kypcsl (BymamneinTt u MUIIKOSIbIT), KOTOpbIe oceT 6omee 100 MoombIx
nvpvkepoB 13 30 cTpaH Mupa.

C 1998 ropma IOpuit CMMOHOB — Xy[IOKECTBEHHBIVI PYKOBOAUTENb U TJIaBHbIN
Iupuskep AkameMuueckoro cum@oHmyeckoro opkectpa MOCKOBCKO dutap-
moHuu. Ilof ero yrpaBieHMeM KOJUIEKTUB MCIOMHUI OKOJIO TPEXCOT MPOTpaMm
B MocCKkBe, COCTOSITUCh MHOTOUMCJIEHHBbIE TacTposin opkectpa mo Poccunu, CIIA,
Benuko6putanum, Tepmannm, Ucrmanuu, Kurato, I0xkHoi1 Kopee, dnouun u apy-
TMM CTpaHaM.

AXTUBHYIO TBOPUECKYIO JIeSITeIbHOCTh OUPVOKEP COUeTaeT C IMperofaBaTeib-
ckoit: B 1978-1991 roabl OH BeJl KJIacC ONepHO-CUM(OHNYECKOT0 AUPUKUPOBAHNUS

B MockoBcKoi1 KoHcepBaTtopum (¢ 1985 roma — mpodeccop). C 2006 roma mpemno-
naetr B CaHkT-IleTepOyprckoit KoHcepBaTopuu, ¢ 2009 roma — B TMIIV umeHn
M.M. UnnonnTtoBa-MBaHoBa. B 2016 romy yoocToeH 3BaHus ITOYeTHOTO Ipodec-
copa CapaToBckoit KoHcepBaTopuy, B 2019 rogy — CaHKT-IleTepOyprckoit KOH-
cepsatopuu u I'MIIN umenu M. M. Uninonurosa-MBaHoBa.

MascTpo mpoBOAMI OUPUKEPCKME MacTep-KIacChl B pa3HbIX ropomax Poc-
cun, a Takke B Lltopuxe, Jlonmone, Tenb-ABuBe, bymanemre, Anma-Ate, Pure;
HEOJHOKPATHO AEeNUJICS OMbITOM C MOJIOABIMU OUPUKepaMM Ha MeEXIYHapo[-
HBIX M BCEPOCCUIICKMUX MacTep-Kypcax, OpraHM30BaHHBIX MOCKOBCKOI duiap-
MOHMeI. YUacTBOBaI B paboTe XKIOpU KOHKYPCOB Bo ®dnopeHiun, Tokno, MockBe
u Bymaneire. B 1983 rogy 6bL1 npeacemaTeneM kiopyu V Bcecolo3HOro KOHKypca
oupukepos, B 2011, 2015 u 2019 romax BO3IVIAB/SLI XKIOPU IO CIELVATbHOCTU
«OTIepHO-CMMGOHNYECKOE OUPMKMPOBaHME» Ha BcepoccuiickoM My3bIKaJbHOM
KOHKypce B MocKBe.

IOpuit CumoHoB — HapopgHbii aptuct CCCP (1981), kaBanep opneHa Iloyera
(2001), yooctoeH opmeHa 3aciyr Benrepckoit Pecniyonuku (opuiiepckuit Kpecr,
2001), opmeHa 3Be3apl PymbiHMM (KomaHmop, 2003), opaeHa 3aciyr Iiepef
Pecrry6imkoii ITonbina (1988). Jlaypeat ITpemuy Mapuyt MOCKBBI B 00/1aCTH JIATE-
patypsl 1 uckyccrBa (2008). KaBanep opaeHa «3a 3awiyru mnepen OTeyecTBOM»
IV u Il crenienn. B 2016 rony MexxayHapOIHBIM COX030M MY3bIKaJIbHbIX OesTeNleln
YOOCTOEH 30/10TOV Meaannu «3aCay>KeHHbI gesiTellb My3bIKaIbHOI'O MCKYCCTBAY.
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Chopin Concertos... Anticipating The Queen of Spades?

Just like the twenty-seven Mozart concertos, five Beethoven and two Brahms
ones, just like the masterpieces by Tchaikovsky, Rachmaninoff, and Prokofiev,
the two Chopin piano concertos are an integral part of the history of the genre,
but there is something that makes them particularly special. There has hardly
been a significant pianist who never approached Tchaikovsky’s First Concerto, for
example. However, the same does not hold for Chopin. For instance, Glenn Gould
shunned this composer, with the exception of a very small number of pieces. Some
of our contemporaries, including very famous ones, demonstrate the same sort of
detachment. Why so? After all, it seems there is no music more intelligible than
Chopin’s. We are not speaking about the minutest details of philosophical, literary,
and other allusions that are only accessible to a connoisseur of the history of
culture. The main thing is the emotional focus on the listener that makes his music
accessible to millions. But what does a performer have to say about it? I recognize
Ekaterina Mechetina: “Chopin is not everyone’s composer. The same can be said about
Scriabin, by the way. Here are two purely ‘pianistic’ composers. Liszt or Rachmaninoff
is a different story: if you have enough emotions and physique, go for it. But they do
not touch Chopin — they are afraid. A horrible composer! Because he requires extreme,
peak pianism: the finest ear, fingers, soul. A filigree touch — the masters of the past
called it ‘pearly playing.” The plastique of phrases, hands, breathing... Of course, all
these virtues are necessary when you perform any big music, but Chopin demands them
to the second, to the third power.”

Chopin wrote his concertos on the threshold of the third decade of his life:
the F minor one (although it was published with a short delay and is therefore
traditionally referred to as the second, it is historically the first) between
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September 1829 and March 1830, and the E minor one between March and August
1830. They became a kind of milestones of the moment when the young man was
transforming into a mature personality. It is noteworthy that the composer was
writing both opuses when he was infatuated with singer Konstancja Gladkowska
(in those months, her name in a halo of romantic epithets was in almost every
letter to Chopin’s school friend Tytus Woyciechowski), but by the time of their
publication his feeling for her had faded. According to the first editions, the F
minor opus was dedicated to Countess Delfina Potocka, and the E minor one to
Friedrich Kalkbrenner, a Parisian friend of Chopin, composer and pianist, and one
of the masters of that kind of “pearly playing,” an adherent of which Frédéric also
became. As we can see, it was not just a change of ideals, but a fundamental shift
of emphasis: the boy once obsessed with lyrical feelings grew into an artist with
a global way of thinking, in this case, a man who was aware of his affiliation with
the significant aesthetic phenomenon of romanticism.

It is generally recognized that Chopin’s composing and pianistic manner
took shape under the influence of Hummel, Moscheles, Kalkbrenner, and other
romanticists. This is evidenced by the genre “overtones” of his concertos. Let us
take, for example, the first movements with their courageous march-like initial
motifs versus the songful and romantic second ones; the second movements
are associated with the genre of nocturne, that is, night song; the third ones are
based on colorful ethnographic, primarily dance elements. All this is typical for
the romantic music of that time. And Chopin’s beloved barcarole, “water” images,
those repeated melodic splashes like waves that we find in the rapid movements
and especially in the slow ones, where the crystal ringing of the “splashing” notes
becomes one of the main piano colors — so many associations with the “songs on
the water” that were popular at that time, from Schubert to Mendelssohn.

The power of Chopin is in the fact that he pushed away from the naive and
sentimental, sometimes self-satisfied and brillant manner of the same Hummel
and Kalkbrenner and showed his worth as a master of a different scale on
a par with Schubert or even Beethoven. Let us compare his “speaking” and
“recitative,” not purely decorative grace notes, with the passionate confession
monologues of the 29th, 31st, and 32nd sonatas of the great Ludwig. And as he
rises to the Beethoven horizon — was he really able to predict, for example, the
monumentality of Brahms as well, especially in the orchestral tutti (who says that
the orchestra in his concertos is on “the second level of quality”?). By the way,
was it really coincidental when Brahms quoted Chopin at some points, say, in the
first movement of his Concerto No. 2, which clearly has one of the moments of the
Chopin’s Fantaisie as a prototype? Is it really a coincidence that the cues of the
wooden winds in the first movement of the Chopin’s F minor concerto with their
inescapable, existential sadness predict the most tragic moments of Verdi’s The
Force of Destiny or Tchaikovsky’s The Queen of Spades?

Here is another dimension of Chopin’s versatility — his links with the Slavic,
including Russian, intonation. Naturally, the Polish roots of his themes have been
scrutinized and are obvious without any research, especially the rhythms — in
the concertos, it is the mazurka in the finale of No. 2, the polonaise in the first
movement, and the rhythmically charming krakowiak (as you listen to it, you
cannot even say right away if it is a three-four or four-four meter) in the finale of
No. 1. But if you listen a little closer, you will hear that, for example, the touching
romantic story in the main theme of the first movement of Concerto No. 1 is
a direct prototype of Gurilyov’s romance “At the Dawn of Nebulous Youth.” And
the second, lyrical theme of the first movement of Concerto No. 2, especially when
it is played by the quartet of wooden winds for the first time, is permeated with
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a completely Glinka-like spirit and could well integrate into the initial happy and
harmonious “family” scenes from the opera Life for the Tsar. Here is a paradox:
while the opera is about the confrontation between the Russian and Polish powers,
the music speaks of the deep kinship of Slavic souls!

One cannot escape the clash of music and geopolitics in any serious
conversation about musical art, but Chopin provides plenty of fodder for that. The
independence of Polish culture in the context of the then Russian rule was one of
the hot topics of the era. Suffice it to mention Pushkin’s poem “To the Slanderers
of Russia.” It is no coincidence that it was written almost at the same time when
Chopin was composing his concertos. Needless to say, Pushkin and Chopin were
on opposite sides of the barricades. More importantly, the composer could not
help but be alarmed with the approaching changes that eventually resulted in the
Polish Uprising of 1830-1831. The tension that was growing literally before his
eyes, month by month, was one of the reasons why the concertos have different
moods.

Yes, they are very congenial. But let us compare at least their first movements. At
least their main themes. The brave step and enthusiasm of the F minor beginning —
and then again, a concentrated initiation of the F minor opus that unfolds in a more
fluid ternary rather than march-like quadruple rhythm. Moreover, the inviting
fanfare exclamations are opposed by the descending motifs of doubt, questioning,
and pain. And how much mental trepidation we hear in that “Gurilyov” motif! And
that breadth in the development provoked by all these contrasts. And the piano part
that has seemingly settled down in the light-hearted G major now mournfully slides
down in the inevitable (tonic!) E minor in the reprise. Of course, this enormous,
truly symphonic — especially if compared to the F minor concerto — scale of the
first movement is also evidence of the rapidly maturing composing skills: for the

genius of the Chopin level, six months of evolution is a huge period of time. But it
also testifies to the changes in the composer’s thinking at the time when he was
preparing for a tour of Europe and when his disposition was far from sunny. He
probably knew that he would never return from that tour. In Poland, a month and
a half after the triumphal Warsaw premiere of Concerto No. 1 in October 1830 and
less than a month after Chopin’s departure, the uprising would break out, and the
forces that the composer sympathized with would be eventually defeated.
However, we should not exaggerate the influence of the political circumstances
on the nature of the artist, especially the romanticist who sought inspiration
primarily in the beautiful and fantastic world of his innermost emotions. Love
did not leave Chopin’s soul, moreover, one of its most elevated musical symbols
appeared precisely in the F minor concerto, the slow movement of which, apparently
written at the height of his infatuation with Gladkowska, despite our admiration
of the wonderful Larghetto from the E minor concerto, rises high above it in its
crystal-clear reverential beauty. Thus, it enters the realm of the greatest second
movements along with Mozart’s F major one from Concerto No. 21 and F-sharp
minor one from No. 23, as well as Beethoven’s E minor one from Concerto No. 4.
Ekaterina Mechetina, one of the most successful Russian pianists, a student
of the Central Music School and the Moscow Conservatory (she was taught by
Tamara Koloss, Vladimir Ovchinnikov, and Sergei Dorensky), experienced concert
performer, heroine of several Melodiya albums, and associate professor at her
conservatory, has had the Chopin concertos in her repertoire for about three
decades. She played No. 2 at the 1st Chopin Youth Piano Competition at the age
of thirteen, while No. 1 replenished her programs a little later. From then on, she
played this music with many conductors and orchestras. Ekaterina is grateful to all
of them, but her special affection is for the Academic Symphony Orchestra (ASO)
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of the Moscow Philharmonic Society and its perennial leader Yuri Simonov, not
only one of the pillars of domestic and European conducting culture, but also,
according to Ekaterina, an incomparable partner when it comes to working with
a soloist. This is a talent on its own — to feel what a pianist, or a violinist, or a cellist
is going to do next: would they want to play it a bit faster or, conversely, freeze for
a few moments in a fermata; which of the orchestra sections is, at a certain point,
best to set off the sound of a solo instrument, taking into account the specifics of
timber formation and phrasing of a given performer?

We feel the unprecedented naturalness of the Mechetina — ASO ensemble
from the very first sounds of both concertos. From the soft yet dense and ductile
bow stroke, from the organ integrity of the “choir” of the winds, which are then
continued in the songful and harmonious aspiration of the piano intonations, in the
giant figurative range from the starting inviting fortissimo to the inspired melodic
projections, from the finest “barcarole” tunes and splashes to the enthusiastic
inflow of figurations, which, like brick rows in architecture, are used to construct
the building of a beautiful musical palace. In terms of temporal flexibility,
Mechetina’s interpretation can only be compared with the one of Mikhail Pletnev,
the Russian National Orchestra, and the very young Andris Nelsons. While Pletnev
is difficult to surpass in terms of intimacy of a chamber musical “story” (he edited
the orchestration to adjust it to the way he heard this music), Mechetina’s version
is more directed to the audience’s space with more noticeable heroic, Beethovenian
roots of the Chopin expression.

And one more thing: compare the duration of different performances. Do you
notice that the Mechetina — Simonov version, for example, in the first movement
of Concerto No. 2, is a minute and a half longer than that of Nikolai Lugansky,
Alexander Vedernikov, and the National Philharmonic Orchestra? If compared

with the old version of Bella Davidovich, the Moscow Symphony Orchestra, and
Kirill Kondrashin, it is two and a half minutes longer! The recordings of Concerto
No. 1 show approximately the same proportion. But it is by no means too long. On
the contrary, we want this music to sing, ring, tremble, and seethe for as long as
possible. This is how organically the performers “live” inside it. Perhaps, a picky
listener may ask just one question: why does one of the themes of the finale of the
First Concerto, which sounds like a daring choral intro, suddenly sound out of place
with its “moderato” during the peppy run of this playful krakowiak? Chopin did not
indicate such a slowdown. On the other hand, the theme itself sounds broad, free
and picturesque, as if troika riders suddenly take their eyes off the road, and now
the sight around them take their breath away. Why not taking a little liberty here,
not holding the motion to enjoy the wide-open musical spaces? Especially when
the musical path is so reliable, and the travelers understand each other without
words.

Sergei Biryukov
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Ekaterina Mechetina
Ekaterina Mechetina was born in Moscow to a family of musicians. She began to study
music from the age of four. She studied at the Central Music School of the Moscow
Conservatory with Tamara Koloss, the Moscow State Tchaikovsky Conservatory with
Vladimir Ovchinnikov, and then continued her education as a probation assistant
with Prof. Sergei Dorensky. When she was a student, she was a scholarship holder
of the foundations of Vladimir Spivakov and Mstislav Rostropovich. At the invitation
of the latter, she did an internship in Paris in 2004. She has received prizes of seven
international piano contests, including the Busoni Competition in Bolzano, Italy, and
the World Piano Competition in Cincinnati, the USA, where she won the First Prize
and Gold Medal.

She has been a soloist of the Moscow Philharmonic Society since 2007.

Ekaterina has appeared at some of the world’s famous venues, including the
Concertgebouw in Amsterdam, Yamaha Hall and Casals Hall in Tokyo, the Théatre des
Champs-Elysées and Salle Gaveau in Paris, the Grand Hall of the Milan Conservatory
and the Auditorium in Milan, Sala Cecilia Meireles in Rio de Janeiro, Alice Tully
Hall in New York, and others (in over forty countries). The pianist also actively
performs in Moscow and the cities of Russia. Her repertoire includes over sixty piano
concertos and numerous solo and chamber programs. Among the conductors she has
collaborated with are Mstislav Rostropovich, Vladimir Spivakov, Vladimir Fedoseyev,
Saulius Sondeckis, Yuri Simonov, Pavel Kogan, Vladimir Ponkin, Dmitri Liss, Yuri
Bashmet, Maxim Vengerov, Konstantin Orbelian, Dmitri Sitkovetsky, Alexander
Sladkovsky, Gintaras Rinkevicius, Alexander Skulsky, Lawrence Foster, Christian
Badea, Barry Douglas, Fabio Mastragelo, and others.

As a chamber performer, she has played with Rodion Shchedrin, Vladimir
Spivakov, Dmitri Sitkovetsky, Alexei Utkin, Alexander Knyazev, Alexander Gindin,
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Boris Andrianov, Alexander Ramm, and other famous performers. In 2007, Ekaterina
Mechetina, Nikita Borisoglebsky, and Sergei Antonov formed the Trio of Soloists
of the Moscow Philharmonic Society that actively performs and has an extensive
repertoire.

The artist has taken part in large international festivals, including the Sviatoslav
Richter December Evenings, Moscow Autumn, Crescendo, Rodion Shchedrin Music
Festival, Russian Winter, and Benois de la danse in Moscow, Stars on Lake Baikal
in Irkutsk, the Dubrovnik Festival in Croatia, Consonances and the Lille Festival in
France, and Europalia in Belgium.

She has actively collaborated with contemporary composers, such as Rodion
Shchedrin (she performed the world premiere of his Piano Concerto No. 6), Alexei
Rybnikov, Alexander Tchaikovsky, Tolibkhon Shahidi, Ephraim Podgaits, Kuzma
Bodrov, Oleg Paiberdin, and others. A number of works for solo piano, piano with
orchestra and chamber ensemble have been dedicated to Ekaterina Mechetina.

Ekaterina has been teaching at the Moscow Conservatory since 2009 (in 2020, she
became an associate professor). She regularly conducts master classes in different
cities and countries, including the UNESCO Summer Creative School New Names in
Suzdal. She has been a judge of domestic and international competitions, including
The Nutcracker, a television contest for young musicians, the International Delphic
Games, competitions in Astana and Seoul, etc.

The pianist’s recordings have been released by Fuga Libera in Belgium (a solo
album of Rachmaninoff works, 2005) and Empire of Music (an album of Shchedrin
and Shahidi works, 2008). In 2019, she recorded and released Author’s Suite, an
album of Tchaikovsky pieces, on the label of the Moscow Conservatory. Ekaterina
Mechetina has collaborated with the legendary Firma Melodiya for many years. So,
the label has released her solo albums of piano works by Tchaikovsky, Mussorgsky,

and Rachmaninoff (2013), Chopin and Scriabin (2018). In 2021, Ekaterina recorded
an album with the symphony orchestra of the Krasnoyarsk Philharmonic Society
conducted by Vladimir Lande. It included piano concertos of Maurice Ravel and
George Gershwin. At present, she is working on a number of new releases.

Ekaterina Mechetina has been awarded the Prize of the President of Russia for
young cultural workers, the Triumph Youth Award, the Parabola Independent Prize
of the Andrei Voznesensky Foundation, the Prizes of the Foreign Ministry of the
Russian Federation and the Russian Muses to the World Foundation. She has been
awarded the honorary sign of the Republic of Sakha (Yakutia) “For Strengthening
Peace and Friendship” (2015). In November 2017, she became a laureate of the
Russian Rome International Culture Festival for the promotion of culture in the
world in the field of music. She received the honorary titles of Honored Worker of
Musical Art and Honored Artist of Russia in 2016 and 2018, respectively.

In 2021, the Russian magazine Musical Life named her the Person of the Year.

From 2013, Ekaterina is the president of the Green Noise International Youth
Art Festival in Surgut, and from 2021, she is the artistic director of the Attraction of
Music Festival in Nizhnekamsk and Almetievsk, the Republic of Tatarstan.

She is the host of Diary of the Pianist and Musical ABC with Ekaterina Mechetina
on Radio Orpheus.

Ekaterina has written an educational and methodological manual on
Rachmaninoff Concerto No. 2 and compiled a collection of pieces Ekaterina
Mechetina’s Notebook: Author’s Suite. Both were published by Petersburg Composer
in 2022.

In 2011, she became a member of the Council for Culture and Arts under the
President of Russia. She actively participates in public life, acting as a defender of
the traditional system of Russian artistic education.
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Moscow Philharmonic Orchestra
Throughout its history, the Moscow Philharmonic Orchestra has been one of
the best domestic orchestras representing the Russian musical culture abroad.

The orchestra was founded in September 1951 under the All-Union Radio
Committee. In 1953, it became part of the Moscow Philharmonic Society. Its
artistic and performing manner took shape under the leadership of some of
the best domestic conductors. Samuil Samosud was the first artistic director
and chief conductor of the collective between 1951 and 1957. From 1957 to
1959, led by Natan Rakhlin, the orchestra gained fame as one of the best in
the USSR. In 1958, the orchestra, conducted by Kirill Kondrashin, accompanied
Van Cliburn’s triumphal performance at the First International Tchaikovsky
Competition. In 1960, the orchestra was the first Soviet symphony to tour the
United States.

Kirill Kondrashin headed the Moscow Philharmonic Orchestra for sixteen
years, from 1960 to 1976. Those years were an important milestone in the
history of the collective: the maestro presented the premieres of Shostakovich’s
Fourth and Thirteenth Symphonies and his poem Execution of Stepan Razin, as
well as Prokofiev’s Cantata for the 20th Anniversary of the October Revolution,
and also performed and recorded many of Mahler’s symphonies. In 1973, the
orchestra was awarded the title Academic. The orchestra played even more
music of the twentieth century under the leadership of Dmitri Kitayenko (who
headed the orchestra from 1976 to 1990), including the premieres of works by
Khrennikov, Denisov, Schnittke, Butsko, and Tishchenko. For the first time in
the USSR, Messiaen’s Turangalila-Symphonie and Stravinsky’s cantata Le roi des
étoiles and Requiem Canticles were performed. Subsequently, the collective was
headed by Vasily Sinaisky (1991-1996) and Mark Ermler (1996-1998).

The orchestra has performed under the baton of some of the prominent domestic
and foreign conductors, including André Cluytens, Igor Markevitch, Charles Munch,
Zubin Mehta, George Enescu, Neeme Jarvi, Mariss Jansons, Jansug Kakhidze, Kurt
Masur, and Evgeny Svetlanov; composers Benjamin Britten, Igor Stravinsky, and
Krzysztof Penderecki. Interestingly enough, Sviatoslav Richter’s only conducting
experience was associated with this collective. The orchestra has played with almost all
outstanding soloists of the second half of the 20th century, such as Isaac Stern, Yehudi
Menuhin, Glenn Gould, Emil Gilels, David Oistrakh, Leonid Kogan, Daniil Shafran,
Yakov Flier, Nikolai Petrov, Mstislav Rostropovich, Vladimir Krainev, Eliso Virsaladze,
Natalia Gutman, and many others. The orchestra entered a new phase of its history
when People’s Artist of the USSR Yuri Simonov took over the leadership in 1998. With
him, the collective has made outstanding artistic achievements. Today, the orchestra is
one of the pillars of Russian philharmonic life, often performing in the cities of Russia
(over the past ten years, the musicians have appeared in more than forty cities) and
successfully touring in the UK, Germany, Spain, Japan, Hong Kong, and Korea.

In recent decades, the orchestra appeared with many outstanding musicians of our
time, such as Marc-André Hamelin, Valery Afanasiev, Yuri Bashmet, Boris Berezovsky,
Yuja Wang, Maxim Vengerov, Stefan Vladar, Hibla Gerzmava, Barry Douglas, Lilya
Zilberstein, Sumi Jo, Laura Claycomb, Alexander Knyazev, Sergei Krylov, John Lill,
Nikolai Lugansky, Konstantin Lifschitz, Oleg Maisenberg, Denis Matsuev, Ekaterina
Mechetina, Victoria Mullova, Daniel Pollack, Vadim Repin, Sergei Roldugin, Dmitri
Sitkovetsky, Viktor Tretiakov; conductors Luciano Acocella, Semyon Bychkov, Alexander
Vedernikov, Michael Giittler, Alexander Dmitriev, Marco Zambelli, Thomas Sanderling,
Alexander Lazarev, Andres Mustonen, Benjamin Pionnier, Gintaras RinkeviCius,
Alexander Sladkovsky, Leonard Slatkin, Saulius Sondeckis, Antonino Fogliani, Mariss
Jansons, and many others.
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One of the orchestra’s priorities is work with the new generation of musicians.
So, as part of the Stars of the 21st Century series, the collective collaborates with
gifted soloists embarking on their musical careers and invites young artists to
take part in its subscription performances. The orchestra is a regular participant
of international and domestic master courses for young conductors held by Yuri
Simonov and organized by the Moscow Philharmonic Society.

In recent years, the orchestra hosted a number of Moscow, Russian, and
world premieres. Played the works of Andrei Eshpai, Boris Tishchenko, Krzysztof
Penderecki, Philip Glass, Alexander Tchaikovsky, Sergei Slonimsky, Valentin
Silvestrov, Eduard Artemiev, Gennady Gladkov, Sofia Gubaidulina, Alexei Rybnikov,
Ephraim Podgaits, Kuzma Bodrov, and other composers.

Yuri Simonov was born in 1941 in Saratov. He graduated from the Leningrad State
Rimsky-Korsakov Conservatory in 1965 as a violist (class of Yuri Kramarov) and in
1969 as a symphonic conductor (class of Nikolai Rabinovich). In 1966, he won a prize
of the 2nd All-Union Conductors Competition in Moscow. In 1967, he was appointed
chief conductor of the Kislovodsk Philharmonic Orchestra. In 1968, he won the first
award at the 5th International Conductors Competition in Rome organized by the
National Academy of Santa Cecilia, becoming the first Soviet conductor to win an
international competition. In the same year, at the invitation of Evgeny Mravinsky,
he became an assistant to the Honored Collective of the Republic, the Academic
Symphony Orchestra of the Leningrad Philharmonic Society.

In January 1969, he made his debut at the USSR Bolshoi Theater with Verdi’s
Aida. A year later, after the theater’s triumphal performances in Paris, he was
appointed chief conductor of the theater and held this post for fifteen and a half
years. He conducted the premieres of the operas Ruslan and Ludmila by Glinka,
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The Maid of Pskov by Rimsky-Korsakov, Cosi fan tutte by Mozart, Carmen by Bizet,
and Duke Bluebeard’s Castle by Bartok, the ballets The Golden Age by Shostakovich,
Anna Karenina by Shchedrin, and The Wooden Prince by Bartok. In 1979, he staged
Das Rheingold. That production marked the return of Wagner’s music to the
Bolshoi stage after almost forty years. In the late 1970s, Yuri Simonov organized
the Chamber Orchestra of the Bolshoi Theater.

In the 1980s and 1990s, he performed with some of the best symphony
orchestras of Europe, America, Canada, and Japan. He participated in many
international festivals and was involved in a number of opera productions at some
of the world’s best-known theaters. In 1982, he made his debut with the opera
Eugene Onegin by Tchaikovsky at London’s Theatre Royal in Covent Garden. Four
years later, he staged Verdi’s Traviata there. It was followed by Aida in Birmingham,
Verdi’s Don Carlos in Los Angeles and Hamburg, as well as his La forza del destino
in Marseille, Mozart’s Cosi fan tutte in Genoa, Richard Strauss’s Salome in Florence,
Mussorgsky’s Khovanshchina in San Francisco, Tchaikovsky’s Eugene Onegin
in Dallas and The Queen of Spades in Prague, Budapest, and Paris (at the Opéra
Bastille), and Wagner’s operas in Budapest.

In the early 1990s, Yuri Simonov was the major guest conductor of the Buenos
Aires Philharmonic Orchestra. From 1994 to 2002, he was musical director of
the Belgian National Orchestra in Brussels. In 2001, he founded the Liszt —
Wagner Orchestra in Budapest. For more than thirty years, he was a permanent
guest conductor of the Hungarian State Opera House where he staged ten of
Wagner’s musical dramas, including the tetralogy of Der Ring des Nibelungen and
Tchaikovsky’s The Queen of Spades. In addition, between 1994 and 2008, he hosted
international summer master courses in Budapest and Miskolc that were attended
by over a hundred young conductors from thirty countries.

Yuri Simonov has been the artistic director and chief conductor of the Moscow
Philharmonic Orchestra since 1998. Under his baton, the collective has performed
about three hundred programs in Moscow and actively toured in Russia, the USA,
the UK, Germany, Spain, China, South Korea, Japan, and other countries.

The conductor combines his active performing career with teaching. So,
between 1978 and 1991, he led the class of operatic and symphonic conducting at
the Moscow Conservatory (he has been a professor since 1985). In 2006, he began
to teach at the St. Petersburg Conservatory, and in 2009, at the State Ippolitov-
Ivanov Music Teachers Institute. In 2016, he was awarded the title of Honorary
Professor of the Saratov Conservatory, and in 2019, he received the same title from
the St. Petersburg Conservatory and the Ippolitov-Ivanov Institute.

The maestro hosted conducting master classes across Russia and in Zurich,
London, Tel Aviv, Budapest, Alma-Ata, Riga. He enjoys sharing his experience with
young conductors as part of international and domestic master courses organized
by the Moscow Philharmonic Society. He has been a judge of competitions in
Florence, Tokyo, Moscow, and Budapest. In 1983, he chaired the jury of the 5th All-
Union Conducting Competition, and in 2011, 2015, and 2019, he headed the jury
in the category of operatic and symphonic conducting at the All-Russian Music
Competition in Moscow.

Yuri Simonov is a People’s Artist of the USSR (1981), recipient of the Order of
Honor (2001), the Order of Merit of the Hungarian Republic (Officer’s Cross, 2001),
the Order of the Star of Romania (Commander, 2003), and the Order of Merit of the
Republic of Poland (1988). He was awarded the Prize of the Moscow City Government
in the field of literature and art (2008). He is a holder of the Order “For Merit to
the Fatherland” of the IV and III degrees. In 2016, he was awarded the Gold Medal
“Honored Worker of Musical Art” by the International Union of Musical Workers.
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