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APTYP JIYPbBE (1891-1966)

Macku ans poprenuatro, cou. 13 (1913)

L Nuagé, suave. . . . . .
Il. Caché, avecuneironiesuave. . . . . . . . ..
lll. Avecune gracefragile . . . . . . . ...
IV. Dans une mystére profonde etcalme. . . . . ... .. Lo
V.Btrange, charmé . . . . . . ...
VI. Tres lent, calme (Mouvement d'un marche funébre). . . . . . . ... .. ... ... ... ..
VIL. Pamé, avec désir croissant. . . . . . . . . .
HUKOJIA OBYXOB (1892-1954)

AecaTb NcMXONOrMYecKuX KApTHH ans poprenmano (1915)

4. Effortdésespéré . . . . ...

5. Embaumé

6. Damnation . . . ... e

7. Caresses envenimées

8. Légereté

9.Délire. . . .

10. Lourdes chaines

MBAH BbILLHErPAJLCKWUM (1893-1979)

Oee npenioaum ans doprennano, cou. 2 (1916)

18 1.Grandioso . . . . o v 1.41
19 2. Allegroirato . . . . oo 1.32
CEPTEM NMPOTOMNONMOB (1893-1954)
20 Conara N2 2 nns doprenmaro, cou. 5(1924) . . . . . . . ... 13.45
FTABPUWJ1 MOMNOB (1904-1972)
Iee nbeckl ons boprennaro, cou. 1 (1925)
21 TUDKCAPECEUN .« o v o v v it e e 3.10
22 2. MEeROBUSA . . o o o o 1.23
ANEKCAHAP MOCOJIOB (1900-1973)
23 Conara N2 4 gns doprenmaro, cou. 11 (1925). . . .. .. ... ... . ... ... 9.34
NEEOHUA NOJIOBUHKMH (1894-1949)
Tpu nbecbl ans doprenmatro, cou. 9 (1925)
24 1UDNETUS o o 2.33
25 2.20eKTPUBMKAT. .« o vt e 3.35
26 3.HEOTBASHOR . . . . . . 2.28
Obuwee spems: 66.06

Muxaunn y6os, ¢poprennaro
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ARTHUR LOURIE (1891-1966)
Masques for piano, Op. 13 (1913)

L Nuagé, suave. . . . . . e 3.20
Il. Caché, avecuneironiesuave. . . . . . . . .. 1.29
lll. Avecune gracefragile . . . . . . . ... 2.48
IV. Dans une mystére profonde etcalme. . . . . ... .. Lo 2.55
V.Btrange, charmé . . . . . ... 2.13
VI. Tres lent, calme (Mouvement d'un marche funébre). . . . . . . . .. .. ... ... ... .. 2.58
VII. Pamé, avec désircroissant. . . . . . . . . 1.37

NIKOLAI OBUKHOV (1892-1954)
Ten Psychological Pictures for piano (1915)

TLEtrangeté . . . . . L 1.00
2.Mystére . .. 1.00
3.Emanation . . .. 0.38
4. Effortdésespéré . . . . .. 0.33
5.Embaumé . . . 1.07
6.Damnation . . . . L 0.54
7.Caresses envenimeées . . . . . . ... 0.50
8.Légereté . . . . 0.28
9.Délire. . . . 1.02
10. Lourdes chaines . . . . . . . .. 1.20
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IVAN WYSCHNEGRADSKY (1893-1979)
Two Preludes for piano, Op. 2 (1916)

1.Grandioso . . . oo 1.41
2. Allegroirato . . . . 1.32
SERGEI PROTOPOPOV (1893-1954)

Piano SonataNo.2, Op. 5(1924) . . . . ... ... .. ... ... ... 13.45
GAVRIIL POPOV (1904-1972)

Two Pieces for piano, Op. 1 (1925)

TLEXpression . . .. .. 3.10
2. Melody. . . . 1.23
ALEXANDER MOSOLOV (1900-1973)

Piano SonataNo.4, Op. 11 (1925). . . . . ... ... ... ... . . . . ... 9.34
LEONID POLOVINKIN (1894-1949)

Three Pieces for piano, Op. 9 (1925)

TLElegy - o o 2.33
2. Electrificat . . . .. 3.35
3.0bsession . . .. 2.28

Total time: 66.06

Mikhail Dubov, piano



SOUND REVIEW

Sound Review («3BykoBoi 0630p») — NepBbIA B UCTOPMM COBPEMEHHOM POCCHIACKON

AKAAEMMUYECKOM MY3bIKM MPOEKT, MPETEHAYIOLWMI HA 3BAHME OHTONOTMM KOMMO3UTOPCKOTO
tBopyectsa nocne 1990-x ropos. Ero opranmaatopamu seictynmnm Colo3 KoMNo3uTopos
Poceun n «®upma Menogus», a sonnotun e 3sykax Mockosckui aHcambnb coBpemen-
HOM My3bIkW. B NpoekT Takxe BKIIOYEHb KAMEPHbIE COYMHEHMS NEPBOI M BTOPOI BONHBI
PYCCKOTo My3bIKASIbHOrO GBAHIAPAA B MCMONHEHWM nanmncta Muxanna [dy6osa.

CospaHue TaKoM QHTONOMMM — OpraHuyHoe npoponxerHue aestensHoct Cotosa
Komno3uTopos Poccuu, KoTopelit cEroaHst aKTMBHO NMOAAEPXKMBAET BCECTOPOHHEE
PA3BUTHE KOMMO3UTOPCKOTO TBOPUYECTBA: YCTPAMBAET KOHLEPTbI, PECTUBANM, KOHKYP-
Cbl, UCMONHUTENBCKME NABOPATOPUM U HAYUHBIE KOHDEPEHLYMM, BBICTYNAET B KOYECTBE
NAPTHePA MIABHbIX MPOEKTOB, CBA3AHHBIX C MMPOM COBPEMEHHOM My3bikK B Poccuum.
Bcs 5Ta eATenbHOCTb HAMPABNEHA HE TONMBKO HA MOAAEPXKKY CAMMX KOMMO3UTOPOB,
HO M HQ 3HOKOMCTBO LUMPOKOM NMYBIINKM C X NPON3BELEHUSIMM, BOCMIUTOHWE HOBBIX GIBTO-
POB, NMPOABMXEHUE MPOPECCUOHANBHOM My3bIKABHOM KynbTypbl B Poccu 1 3a pybexom.

Borarenwuit oneir MACMa, cTapeiiuero poccuickoro KomekTMBa, UrpatoLLEero
COBPEMEHHYIO MY3bIKY 1 OTMETHBLUETO B 3TOM rogy 30-neTHuit obunen, cran cTepxHem
npoekTa. YeTbipe 13 wectn anbbomMos «3BykoBoro 063opa» Bobpanu B cebs OCHOBHOI
penepTyap aHCAMONS — COYMHEHMS KOMMO3UTOPOB, C KOTOPbIMK KOMINEKTUB MOCTOSIHHO
cotpyaHuuaeT (MHorve nbeckl Bbinn Hanucawsl cneupansHo ans MACMa). Avtonorus
obbeanuuna astopos, poxaeHHbix ¢ 1970 no 1990 rogpl, — MMEHHO 3TO NoKoneHue
CerofHs onpenenser NopTpeT HOBOM PyccKoi My3biku. [eorpadus npoekTta wmpo-
ka — nommmo Mockebl u Cankr-letepbypra, npepcrasneHs paboTbl KOMNO3UTOPOB
u3 bpsHcka, Kasanu, HuxHero Hoeropoga, MNepmu, Tomcka, Poctosa-Ha-[oHy 1 Ynaw-
Yn3. B pesynbrate «3BykoBoi 0630p» OXBATUI NPOM3BEAEHMS CAMBIX PA3HbIX CTUMIEBbIX
Mogfenei U TEXHUK — OT MMHUMANM3MA A0 SKCMEPUMEHTANbHOM SNIEKTPOHHOM My3bIKM,
1 MMEHHO NO3TOMy siBnsieT coboit CBOETO POAA PENpPe3eHTATUBHYIO BbIBOPKY — fOCTA-
TOYHO LUMPOKYIO MAHOPAMY TBOPHECTBA COBPEMEHHBIX POCCUIACKMX KOMMO3UTOPOB,
B KOTOPOW MOXHO PA3MsAeTh BEAYLUME TEHAEHLMM SMOXH.

B cocrasnennn ansbomos aupektop ancambns Buktopus KopluyHosa HamepeHHo
OTKA3QNACh KAK OT XPOHOMOTMYECKOTO MPUHLMMG, TAK M OT UAEU CTUIIMCTUHECKOTO

€AMHCTBA BHYTPM OAHOIMO AMCKA — KAXAbIA M3 HUX Bbin CPOPMMUPOBAH C yHETOM
HEOXMAOHHBIX KOHTPACTOB, PA3HBIX MOAXOAOB K MY3bIKANIBHOMY MATEPMANY U NO-
HUMAHMIO MpUpoasl TBopyecTsa. [pakTuyeckn Bce nponsseaeHus BbinM 3aNUCaHBI
B NPUCYTCTBMM OBTOPOB M C MX HEMOCPEACTBEHHBIM yHacTMeM (C TemM, KTo Haxoamncs
30 FPAHULEN, CBA3b NOAAEPXMBANACH OHNAIH), TAKMM 0BPA3OM, MOXHO rOBOPUTH
O 30BM3UPOBAHHbLIX KOMMO3UTOPAMM MHTEPMIPETALMSIX, YTO AJ15i COBPEMEHHOM MYy3bIKM
ocobeHHo BaxHO. OTAENbHO CTOUT OTMETUTb NPOPECCUOHANM3M UCNONHUTENEN-
YY4QCTHUKOB OHCAMBNS — 3TO He TONBKO MPABMILHO CbIPAHHbBIE HOTbI, HO U YMEHWe
PACKPbITE TBOPYECKMI 3QMBICEN KOMMO3UTOPA M BOMIOTUTL ero Hanbonee ybeau-
TeNbHLIM CNOCO6OM (MOPOI HEOXMAAHHBIM AN CAMOTO ABTOPA), FOTOBHOCTb K NON -
HOLIEHHOMY COTBOPYECTBY, BIOBNEHHOCTb B MPOLECC NCCNEAOBAHMS HOBbIX 3BYKOBbIX
MMPOB 1 ropsiyee XenaHue nepeaatb 3Ty NOHOBb CAyLWATENSM.

Bce nepeuncnenHbie kauyecTea xapaktepusyiot u uckycctso Muxamna Oy6osa,
3aNUCABLLETO elLe ABA CONbHbIX anbboma «3Bykosoro obsopax. B nepsbii Bowsm
MOJIOM3BECTHbIE, B OCHOBHOM PAHHME COUMHEHMS IMAEPOB MY3bIKAIBHOMO ABAHrAPAA
Hayana XX seka — MeaHa BeiwHerpaackoro, Aptypa Jlypee, Anekcanapa Moco-
noea, Hukonas O6yxosa, laspunna Monosa, Jleonnna Monosurkuna u Cepres
Mpotononosa. HecmoTps Ha Pa3HOCTb TBOPYECKMX MOYEPKOB, COBPEMEHHbIM CITyX
OLLyLLLOET B UX NPOM3BEAEHMAX MHOTO OBLLETO, YTO HEYAMBMUTENBHO — TAK MM MHAYE
MoYTH BCE OHM BMAENM cBomum npeateyeit Anekcanapa CkpsibuHa u Gbinu yBnedeHsl
noesmm eyTypucros. 1o cnoBam NMAHUCTA, €ro NPUBEKIM KUCKPEHHMUE, CBEXME
onychl, yCTpemieHHble B Byayluee — BO3MOXHO, M HeocylecTeumoe». M ecnu nepebix
PYCCKMX OBAHFAPAMCTOB OBbEeAMHSAN YTOMMYECKMIA MOPLIB K PAAMKAIBHOMY M3MEHE-
HUIO MMPA M YENOBEYECTBA, TO BO BTOPOW NOMOBKMHE CTONETUS Peyb YXe LUd cKopee
06 06peTeHNM HEKOTO BbICLLETO, YHMBEPCANLHOTO 3HAHMs. Bropoi amck Muxauna
Hy6osa coctasunu GpopTennaHHble, KNABECHHHbIE M OPTAHHBIE COYUHEHUS DAMCOHA
Henuncosa, Codun lybaitpynuron, Hukonas Kaperthukoea, Apso lMaprta, Banextuha
CunbBecTpoBa M KOMNO3UTOPOB ClneayioLlero nokoneHus: Anekcanapa Byctuna,
Bnoanmmnpa MapteiHoea, Omutpus CmupHosa u Bnagrmupa TapHononbckoro.
MHorme U3 HUX B paHHKUE rOAbl UCMBITANKM CUABHOE BIUSHUE HOBOBEHCKOM LUKOSbI
W, B 4acTHocTH, AHToHa BebepHa, M3yunnm MHOXECTBO pPA3NMYHBIX CTUENH U TEX-



HMK, BO3HMKLIMX B 3AMNAJHOEBPONENCKONA My3blke 3 BCE TO BPEMs, MOKA KyNbTypd
cosetckoi Poccun bbina otaeneHa xenesHsiM 3aHasecoM. [poitas yepes nepuog
NOWCKOB, KAXAbIM CHOPMUPOBAN HEMOBTOPHUMBI COBCTBEHHBIN CTUb. OAHAKO BbI-
COKAS KOHLEHTPALMS YXOBHOMO HAYana U ryMaHUCTMYECKME MAeanbl TBOPYECTBA
CBMAETENbCTBYIOT O MMYBUMHHOM POACTBE B MUPOOLLYLLEHWM NPEACTABUTENEN BTOPOA
BOJIHbI PYCCKOrO My3bIKQIbHOTO OBAHIAPAT, BO3POAMBLUMX ACCOLMALMIO COBPEMEHHOM
My3blk1 BO rnase ¢ dancoHom Jenncoebim. OrnsabiBasick HO3aA, KAXETCS, 4TO CAM
QBAHIAPAHBIA MPUHLMM — KOTAA NPOU3BEAeHKe 0bS3aTeNbHO AOMKHO NPEACTABASTL
YTO-TO HOBOE M BbITb COMOLEHHBIM 6E30THOCHTENBHO K TAK HO3bIBAEMOMY COAEpP-
XAHUIO — HUKOTAA 0 KOHLA He Bbiil BOCMPUHST PYCCKMMM KOMMO3UTOPAMM, TAK YTO,
BeposiTHO, 06 aBAHrapAe B PyCCKOM My3blKE MOXHO FOBOPMUTH CO 3HAYUTENBHOM
AONEN YCIOBHOCTM.

[ns HoBbIX Xe NOKONEHWM STOT NpMHLUMN M BOBCe ycTapen. M ecau Bcero numb
AecATUNETUE HA3OA elle Bbinn akTyanbHbl 6ATANUM HO MHTEPHET-POPYMAX, NOCBS-
LLLEHHBIX COBPEMEHHOM My3blKe, MeXAY «ABAHTAPAUCTAMM» U «TPAANLMOHAIUCTAMMY,
CErofHsl CTAHOBMUTCS OYEBMAHO, YTO HA TPOAMLMM ONMPAIOTCS M Te U ApYyrue, ecnu
HEOTCTYMHO CrefyloT KOKOMY-MBO OAHOMY CTMIIEBOMY HAMPABIEHUIO — U B STOM
CMbICNIE MASIO YEM APYT OT Apyra otuyaiotcs. Bece pexe MoxHo Boobue rosopuTs
O CTWNe TOTO MK MHOTO MOJIOAOTO KOMMNO3UTOPA — BO3HUKAET OLLYLIEHUE, YTO YEM
Mnagwe aeTop, Tem 6onblueit cBobof0M B BLIGOPE My3bIKANBHOTO MATEPMANA, TEX-
HMKM, HQNPABMEHWs OH 06nafaeT, KOMOUHUPYS MX B 3ABMCMMOCTH OT KOHLLEMLMM
KaXA0ro KOHKPETHOTO COYMHEHMSI.

CoBpeMeHHbIM MUp BMEPBLIE MPOXMBAET OMbIT CTO/b TECHOTO B3AMMOBIIUAHNUS MHO-
XECTBA PA3HbIX KYNbTYP M OTKPLIBLIETOCS NEPES, YENOBEKOM HEOOBSTHOMO KONMYECTBA
BO3MOXHOCTEN. HUKAKMX «TPAAMLIMOHHBIX LLEHHOCTEN» BOMbLIE HET, HO HE NOTOMY,
YTO Mbl MX OTBEPINIM, O MOTOMY, YTO KAXAbIM BONeH BbibpaTs cebe ceoun. B mysbike
TOT Xe NPOoLLEeCcC OTPAXAETCH B MOCTENEHHOM NPEOJONEHUMU PA3PLIBA MEXAY M-
TAPHBIMM M AOCTYMHBIMU XAHPAMM — KOMMO3UTOPbI BCE BOTbLUE B3AMMOAENHCTBYIOT
C 3NIEKTPOHMKOM, POK-MY3bIKOM, AKA30M, MMNPOBU3ALMEN U APYTMMMU HEAKALEMM-
YeCKMMMK HANPABNEHUAMM. [NABHBIM CTAHOBMUTCS OCO3HAHHbLIM BEIBOP MaTepuana
M MOKCMMONbHAS MHAMBUAYANM3ALMS BCEX MAPAMETPOB npousseaerus. M ecnu

BO BpeMeHa beTrxoseHa BbiclINMM AOCTUXEHNEM KOMNO3UTOPA MOTINO CTATb obne-

AVMHEHWE MUITIMOHOB, CEMYAC OH MOXET PACCKA3ATb TONbKO 06 MHAMBUAYANBHOM
onbiTe U NPEANOXNUTb CNyLLATENIM I'IpOﬁTVI QHANTIOTUYHBIM nyTb, O6p0L|J,OﬂCb K KaXxgomy
M3 HUX NepcoHanbHo. BeposaTHo, NoTOMy, YTO repoi HaLWeEro BpeMeHu — 3To TOT,
KTO npeycnen B No3HAHMK cebsi. M KoMNo3uTOpbI, BCEraa CHMTLIBAIOLUME TYBUHHBIN
3anpoc couuyma, 6e3ownboyHO eMy cryxar.

Y7o Xe KacaeTcs CaMOro CryLIaTens, OT HEro OXMAAETCS COTBOPYECTBO B HEMEHb-
ek cTeneHu, Yem ot ucnonHutens. Cnylwarens COBPEMEHHOM My3blKM — 3TO TOT,
KTO CNOCOBEH OTHECTUCh K HEM KaK K BHYTPEHHEMY MYyTeLEeCTBUIO; KTO CTPEMMTCS
K COMOMO3HAOHMIO, FTOTOB GHANIM3UPOBATE CBOW PEAKLIMM NPH BCTPEYE C HEU3BECTHBIM
WMAK Xe, HA0BOPOT, OTCNEXMBATL BHYTPEHHMI OTKAIMK HA 4TO-TO 3Hakomoe. CrywaHme
MOXET 6biTb U HE AHANUTUYECKMM, O MEAUTATUBHO-TPAHCOBLIM NPOLECCOM (MHOTHE
NPeACTABNEHHbIE B AHTONOMMM MbeCkl K 3TOMY OCOBEHHO pacnonaraioT), ogHAKO
1 3TO BbIBOP, B KOTOPOM NPOSIBASETCS TBOPYECTBO.

«Mos My3blka He HOCTONbKO MPOCTA, YTObbI 3BY4aTL YacTo. M BMecTe ¢ Tem oHa
He HOCTONbKO CMOXHA, YTODbI OTKNAALIBATL €€ Ha nocne3asTpd. OHA — CerofHsLHMA
HEPB, CETOfHSILHEE CMATEHME, CETOAHALHMIA UMMYNbC», — CKA3Q/A B OGHOM M3 WH-
tepsbio Onbra bounxmHa, npencTaBuTENb MONOAOTO MOKONEHNSI KOMMO3UTOPOB.
M sTa npekpacHas $opMynMpoBKa MOXET BbiTb OTHECEHA K TBOPYECTBY BCEX rEPOEB
«3BykoBoro ob3opa».

Aptyp BunueHnr Jlypbe (1891-1966) (npu poxaernn Haym Mapauneeny
Jlypbsi) — poccuitcko-ameprUKaHCKMI KOMAO3UTOP, My3biIKQMbHBIA NMCATENb, KPUTHK.
OnuH 13 KpyNHenLWmX AeaTenei My3biKarnbHOro GyTyprU3Ma 1 pyccKOro My3blIKQibHOTO
asanrappa. McesporHum Aptyp BunueHT komnoautop easan cebe B Hauane 1910-x
rogoe B yectb Lonenrayspa, Pem6o v Ban lora. buin saascernataem nutepatypHo-
apTucTrueckoro kabape «bpopsyas cobaka», GakTUHECKM UCNONHSA 0BSI3AHHOCTH
€ro My3bIKQIbHOTO PyKOBOAMTENS, pasaenss uaen GyTypucTos, B yactHocT B. Xneb-
HuKoBd. PasovapoBaBsLmnch B peBonioumm, nokuHyn ctpany B 1922 rogy. B Mapuxe
CTaN M3BECTEeH KAK MY3bIKAMbHbIM KPUTMK, OBTOP QHONUTUYECKMX STIOAOB, KHWUF O CO-
BpeMeHHOM My3bike. bnaropaps apyx6e ¢ Mropem CTpaBUHCKMM NEpEHsN OT Hero



MHTEpPEC K Heoknaccuueckomy ctunio. MNocne okkynaummn PpaHuMM HAUMCTAMK NPK

noaaepxke C. Kyceeuukoro nepebpancs s Hoto-Mopk.

Mysbika Jlypbe kak B Eepone, tak 1 8 CLLUA nouti He ncnonnsnacs. Ero teopue-
CKQsl 3BOMIOLMS B CBOEM POAE YHMKAMbHA: HOYMHAS KAK OBAHIAPAMCT, NPOMAs Yepe3
HEOKNIACCULM3M, OH BbICTYMMUI NPOTUB CEPUIMHON TEXHUKM M PATOBAN 3a BO3BPAT
K TOHQILHOCTU, MENOAMM 1 CyOBEKTUBHOM NIMPUKE, O B NO3AHEM NEpPUOAE TBOPYECTBA
06paTUncs K penurno3Hoit Myssike B CTapuMHHOM cTure. Ero camoe kpynHoe counHe-
Hue — onepa «Apan [Metpa Bennkoro» — o6beanHsIeT NPAKTUYECKH BCE 3ATPOHYTHIE
KOMMO3MTOPOM MY3bIKQSIbHbIE CTUAN.

«Macku», cou. 13 ans doprenunaro (1913) noceswers Hukonaio Kynbbuny,
XYBOXHHKY, $PUNOCOody M OPraHM3ATOPY NepBbIX BBICTABOK HOBOTO McKyccTea B Poc-
CMM, OKA3ABLUEMY cHnbHOE BrusiHMe Ha Jlypbe. [MpuHumbl «cBOBOAHON My3bIKM»,
chopMynuposarHbie KynbGuHbIM B MOHUdECTE, NOMYYMIU PEAsbHOE BOMNOLWEHNE
B TBOPYECTBE KOMMO3MTOPA M MOBAEKM 30 COOOM M3MEHEHMS B HOTHOM 3AMUCH.
Haunbonee nonHo oHu oTpasmUnmMch B CQMOM 3HOMEHUTOM counHermn Jlypbe «Popmbi
B BO3ayxe», nocaaweHHom M. Mukacco (1913), rae Mysbika pacnonaraetcs Ha HOTHOM
NPOCTPAHCTBE COBEPLIEHHO CBOBOAHO, KOK reOMeTpHYeckne GUrypbl Ha XONCTAX
KyBUCTOB, M OTMEHEHbI TAOKTOBBIE YEPThI, METP, TOHANBHOCTb. «Macku», KAk M Apyrue
paHHue npouseegperus Jlypbe — «Apomarsl, kpacku, 3Byku», «[lonet», «<MpoHus»,
«OnbsaHeHMe» — CO3AAHBI TAKXE MO CHilbHbIM BinsHem CKkpsibrHA, O YeM IBHO CBU-
[EeTenbCTBYIOT HO3BAHMS NbeC (HEKOTOpbIE My3bIKOBEAE NPUYUCASIOT KOMMNO3UTOPA
K POAMKAAbHBIM NOCTCKPSBUHUCTAM). DT0 o4eHb cBoeobpasHas paHHss bopma ato-
HQANbHOM My3bIKM, B KOTOPOM MPUYYATMBO CMELIANMCh CAMBIE PA3HbIE XYAOXECTBEHHbIE
cTMnK (Tak, HaNPUMep, B MbECAX CNOXHO HEe 3aMETUTb napannenu ¢ GopTenMaHHOM
My3sbikon Oebroccu), passusatowascs Hesasucumo ot LLIEHGepra.

Hukonai O6yxoB (1892-1954) — pycckuit KOMNO3UTOP, MbICAUTENb, MUCTHK,
CO3aaTenNb YHUKANbHbIX My3bIKQIbHBIX MHCTPYMEHTOB. B My3bike ObyxoB oTTONKHYNCS
oT nckaHwuit nosaHero CKpsibMHA M, NO MHEHMIO HEKOTOPbIX TEOPETUKOB, CTAN CBOETO
poaa ceasyloLmm 3seHom mexay CkpsibuHbiM n Meccuarom. B dunocodun onpegens-
IOLWMMK Ans Hero cTanm uaen Bnagumnpa Conosbésa, TeOCOPUM, PYyCCKOrO KOCMM3MA.

B 1913 roay O6yxoB co3nan opUriHanbHyo rapMOHUYECKYIO CUCTEMY, TAK HA -
3bIBOEMYIO «OBCOMIOTHYIO FAPMOHMIO», KOTOPAs MOBEKNA 30 COBOM HOBYIO CUCTEMY
My3bIKQSIbHOM HOTALMM C OTMEHOW 3HOKOB QIbTEPALMM M PABHBIM CTATYCOM BCeX 12
3BYKOB XPOMATHYeCKOM rammbl. K cobcTBeHHOM TexHUke 12 HenoBTopsitowmxcs 38yKOB
KOMMO3KTOP NpuLIEen Ha BoceMb neT paHblue LLén6epra. OpHum us nepesix Obyxos
CTan KOHCTPYMPOBATL 3MEKTPOAKYCTUYECKHUE MHCTPYMEHTbI: «Ddup», «Kpuctanny,
«BonHbi» 1 cTaswmin Hanbonee nasecTHbIM «3Byuawwmit kpect» (1929) (rpomkocTs
M BBICOTA 3BYKQ 3BYYALLETO KPECTA PETYNMPOBANACH NPUBAUKEHMEM U YACNEHUEM PYK
MCMOMHUTENS — MO NPUHLMMY CO3AAHHOTO 30 HECKOMbKO NeT Ao s1oro J1. TepmeHom Tep-
merBokca). Imurpuposae B 1917 rogy B [aprx, KOMNO3UTOP NPOXWMI TAM BCIO XM3Hb.
Cospas cobcTeHHbIN pennrnosHbii kynsT, O6yxos noanuceisan countenmns Nicholas
I'Extasié (Hukonam Skctatmueckmit), 4to He BbI3LIBANO NOHUMAHMS Y BONBLIMHCTBA ero
COBPEMEHHHWKOB. V13 Bonee YeM NsSTMaecsT1 aHCamMbNeBbIX U CUMEPOHUYECKUX OMyCOB
KOMMO3UTOPA BbiNK M3AAHBI NIKLLIL HECKOMBKO; MABHBIM COYMHEHMEM CTANA OPATOPUS
«KHura xusHu», rpaHAMO3HOE MUCTMUECKOE NPOM3BEAEHME, KOTOPOE, Kak M «MucTe-
pusi» CkpsibuHa, gomkHa Hbina npeobpasute Mup. MapTurypa opatopum Gbina skobei
MOXMLLEHA, 4TO M CMPOBOLMPOBANO He3ymue 1 CKOPYIO CMEPTL ABTOPA.

Counnenns ObyxoBa 4515 conbHOro GOPTENUAHO 3AHUMAIOT 3HOUYUTENBHYIO YOCTb
ero Hacnegust. [ToyTh Bce OHM OTHOCATCS K PAHHEMY NEPUOAY TBOPHECTBA M HAMUCA -
bl ewe B Poccuu. B upkne munnaTiop [lecsiTb NCMXONOrMyecKuxX KApTHUH L1
doprennaro (1915) otpasunmcs yxe chopMUpPOBAHHAS MHAMBMAYQbHAS FAPMOHM-
4ecKas TEXHWUKA M BAXKHEMLLME TBOPYECKME MPUHLMMBEI kKomMno3suTopa. [pospayHocTs,
AMCKPETHOCTb TKAHK C 0BUNMEM MPOJOMKMTENbHBIX MAY3, NOCBALLEHHbIX BCIYLIMBAHMIO
B 06EPTOHOBbIE OT3BYKM U PE3OHAHCHI, PE3KME CMEHbI AMHAMMKM, TEMNA, PUTMA U PaK-
Typbl — BO BCEM 3TOM MPOSIBASETCS M3bICKAHHOCTb 3BYKOMMUCH €ro «KAPTUH» U PEAKMM
KonopucTuieckuit Tanant astopa. Obpalaet Ha cebs BHUMAHWE CBONCTBEHHOE KOM-
NO3UTOPY KOMNAXHOE COMOCTABNEHUE PA3HBIX FTAPMOHUYECKMX CUCTEM — TOHANBHOM
FOPMOHMM, ATOHASBHOW MOAANBHOCTU U 12-TOHOBOWM TEXHMKM, KAXAAS M3 KOTOPbIX
NoAceTcs Kak ocobas 3ByKOBAs KPACKA. TPAHCLEHAEHTHbIM XaPAKTEP MbeC NPU3BAH
0Ka3aTb 0c060€ IMOLMOHANBHOE BO3AEHCTBME HA CYLIATENS, NPUBOAS €r0 B BO3BbI-
LWEHHOE COCTOSIHME CO3HAHMS.



Uean BoiwHerpapckuii (1893-1979) — pycckuit u paHLy3ckuit KOMNO3uTop,

OOMH W13 NepPBbIX CO3AATENEN M UCCEAOBATENEN YETBEPTUTOHOBOM My3blk1. YBIEKANCS
dunocodpueit . Huuwe, Teocopueit, CBOMM MABHENLWMM BYXOBHBIM HOCTABHUKOM
B My3bike cuntan Anekcangpa CkpsibuHa. [ocne 3aBepLueHms nepBoro 3penoro couu-
Henus «LeHb 6bimusx» (1916), HanMcaHHOrO Ha COBCTBEHHBIM TEKCT, KOMMO3UTOP NpULIEn
K MA€e PACLUMPEHHs 3BYKOBOTO MPOCTPAHCTBA NOCPEACTBOM ApObneHus 3ByKopsiad
HO MMKPOMHTEPBASIbI, 30 KOTOPOI 3AKPENM TEPMUH KYIIbTPAXPOMATU3MY. [TepBbim
3KCNEPUMEHTOM B 0611aCTU MUKPOXPOMATHKM cTanu «HeTsipe dparmentax (1918) ana
ABYX POPTENUAHO, HOCTPOEHHBIX C PA3HHMLIEN B 4eTBEPTL TOHA. B nonckax peanusaumu
MAEN CO3LAAHMS OBHOTO MHCTPYMEHT, BOCMPOMU3BOASLLETO YbTPAXPOMATUYECKME TAMMBI,
Boiwnerpaackuit B 1920 rogy smurpuposan 8 [apux 1 nposen psg BCTpe C BeayLm-
Mu npounssoautensmu poprenmano 8 Espone. B 1930 rogy yeTBepTMTOHOBBIN posinb
6bIN CO3LAH, HO OKA3ANCH He KOoHLepTocnocobeH; He BbiNo U UCNONHWUTENEN, FOTOBLIX
OCBOMTb TEXHUKY WUTPbI HO HEM, M BblluHErPAACKOMY NPULLTOCH BEPHYTLCS K MAEE CO-
ef1HeHus aByx bopTennaHo ¢ pasHbiM cTpoem. Ero komnosutopckyio cyabby Hemb3st
HO3BATb CYACTIIMBOM — HECMOTPS HA TO, YTO BhilwHerpaackui umen nogaepxky seny-
wmx ppaHLysckux komnosutopos B nuue Onunebe Meccunara, Avpu diotuiig, Meepa
Bynesa, ycTpamnBaBLUMX €ro KOHLEPTEI, LUIMPOKOMY KPYTY NMyBnuku ero skCnepumeHTbl
BbIIM HEMHTEPECHBI, M OH UCMBITLIBAN MATEPUATBHYIO HYXAY.

Ose npenmoaun, cou. 2 (1916) otHocaTcs K CGMOMy paHHEMy Nepuoay TBOPYECTBA
KOMMO3MTOPA M HAMMCAHbI O TOTO, KAK OH NOCBSTUN Ce651 MAee UCCNEAOBAHMS YNETPAXPO-
maTnama. HecMoTpsi Ha Mx elue TPQANLMOHHbIE TAPMOHMYECKMI 3K 1 POPMY, BOBpaBLLIME
B cebsi BOCTMXEHMS MO3[HETO POMAHTM3MA U CKPSIBMHCKYIO MHTOHALMIO, KOMMO3UTOPY
YAQNOCh 3aMeyaTneTb AyX BPEMEHM C €10 XAXKAOM OTKPbITUIA, YTOMMYECKUMI CTPEMNEHN-
MM M 3KCTATHYeCKO aHepruen (pemapku grandioso, irato, furioso): B HeBonblumx nbecax
OLLLLAETCS CBEXECTb BOCMPUATUS OTKPbIBAIOLUETOCS 3BYKOBOTO MMPQ.

Cepreii Mporononos (1893-1954) — pycckuit kKoMNO3UTOP, TEOPETUK MY3bIKH,
xoposor anpmxep, neaaror. OkoHuns Knesckyio koHcepsatopuio B 1921 rogy B knacce
KOMMO3MLMM 3HOMEHWUTOrO TEOPETUKA W KomnosuTopa bonecnasa Asopckoro, ctan
y6exaeHHbIM NOCNEAOBATENEM €r0 My3bIKQNbHO-TEOPETUYeCcKOM KoHuenumu. Hau-

Bonee N3BECTEH KOK OBTOP KHUMU « DNEMEHTbI CTPOEHMS My3bikanbHOM peun» (1931).
MocssiweHHas yuenuio Asopckoro, khura [potononosa Bko4aeT U ero cobcTBeHHOE,
rybokoe 1 opuruHansHoe paseutue uaen yuutens. OcHoBHble counHerus potono-
noBd, HanucaHHble B 1920-x rogax, Mcnonb3ytor cuctemy nagoe Asopckoro. C Havana
1930-x ropos ero My3bika NepPecTaeT 3By4aTb B KOHLEPTHbIX 3AAX, M, NOA AABIEHAEM
BNIOCTEN, OH OTKA3bIBAETCS OT CBOETO HOBATOPCKOTO MY3bIKANBHOTO S3bIKA M NEPEXOAMNT
K TPAAMLMOHHOM TOHANIBHOM MY3bIKe.

MmasHbiit Tpya MNpotononoea — 3asepwenne «[peasapurensHoro aeicrea» Ckps-
BMHQA NO COXPAHMBLUMMCS PPATMEHTAM My3bIKQIbHbIX 3CKM30B M €70 IUTEPATYPHOMY
Tekcty (1948). B 1996 roay 31y 3apauy B 6onee macwtabHoi popme OCyLecTsun
komnosutop Anekcanap Hemtun. [Jonroe spems nms MNpotononoea ymanunsanocs
¥ BbINO NPAKTUYECKM HEM3BECTHO HA POAMHE U 3a pybexom. Ero komnosutopckoe
TBOPYECTBO, €LUe He M3YYEHHOE NO-HACTOSIEMY, NPeaCcTaBnseT coboin peakui, easa nu
He YHMKASIbHBIM MPUMEp CTOSb NOCIEAOBATENLHOMO PA3BUTMS MPUHLMIMOB TEOPETUHECKON
CUCTEMbI, CO3[AHHOM APYTMM GBTOPOM.

MMoMMMO NpHBEPXEHHOCTH TEOPETUYECKOH CUCTEME SIBOPCKOTO M €€ CTPYKTYPHbBIM
ocobeHHOCTsIM, Ha My3biky [TpoTononosa Takxe okasan cunbHoe Bo3sgeictane Ckpsi-
BMH — KOK B MIGHE TAPMOHUMU 1 MHCTPYMEHTANbHOM GAKTYpPbI, TOK M SCTETUYECKMX B3TIIsI-
nos. Bo Bropo# conare ana poprennano, cou. 5 (1924) MNpotononoe gocturaet
OPraHMYEeCKOro CMMBMO3a CKPSIBMHCKOTO HACIEAMS!, KOMMIEKCA CPEACTB BbIPA3MUTESNb-
HOCTM MO3AHETO MY3bIKQNLHOTO POMAHTU3MA B LIENIOM C Honee paLMoHanbHbIMM 3CTe-
THyeckumu Hanpasnenuamu 20-x rogos. Xectkasi, ypOAHUCTUHHO-KOHCTPYKTUBHUCTCKAS
PopTennaHHas TEXHMKA, SK3ANBTUPOBAHHbIM XAPAKTEP MY3bIKM POACTBEHEH SCTETUKE
Kybu13ma, reomeTpuieckum popMam NpomU3BeAeHHH XyAOKHUKOB-CYNPEMATUCTOB.
Hecmotps Ha pakTHueckuit OTKa3 KOMMNO3UTOPA OT MPUMEHEHMS KIACCUYECKOM CO-
HATHOM POPMBI, OHA BCE Xe MPUCYTCTBYET 30eCh B MOANDULIMPOBAHHOM BUAE U MOXET
6bITb ONpeaeneHa Kak YCNIOBHO COHATHAS C 3epKanbHOM penpusoit. [o cTtpyktype
1 SMOLIMOHAMNBHOMY HAMOMHEHMIO COHATA nepeknukaetcs ¢ «[pometeem» Ckpsabuna,
HO, OTXOAs BCE AANbLUE OT NO3AHEPOMAHTMYECKOM NAPAAMTMBI, [1poTononos BeIBOANT
HQ NepBbIi NNaH Gonee OTCTPAHEHHOE OTHOLIEHWE K MATEPUANY, YNOEHHE SPKUMM
COHOPUCTHYECKUMMU 3PDEKTAMM 1 ABCTPAKTHBIM 3BYKOM KAK TAKOBbIM.



Faspuun Monos (1904-1972) B uctopum Mysbiku ocTancs npexae BCero kak

SIPKMIt NPEACTABUTE b COBETCKOTO MY3bIKAIbHOTO OBAHIAPAQ, WEAPO OAAPEHHbIA KOM-
No3nTOp M NMaHKCT. B kayectse annnomHom pabotsl nocrne okoHuaHus JleHMHrpaackon
koHcepaaTopumn B 1927 ropy oH npeactaemn HeobbluHoe npouseegerue: Centet ans
bneiTl, knapHeta, dbarota, TPY6LI, CKPUNKKM, BUONOHYenM u koHTpabaca (8 1971 ropy
Monos nepenmerosan ero 8 KamepHyio cumdponmio). Countenne nmeno GonbLuoi ycnex,
BMOCNEACTBMM CTANO OfHWMM M3 CAMbIX M3BECTHBIX OMYCOB KOMMO3UTOPA M, LUMPE, OAHOI
M3 BU3WUTHBIX KOPTOYEK My3blkK coBeTckor Poccun. bopuc Acadees B 1927 ropy nucan:
«Mo xapakrepy u mbiwnexuio faspuun Monos crout 6nmxe Bcero k Xunaemuty. TanaHt
€r0 — MY>XECTBEHHbIM, SHEPTUYHBIM, ULLET TOUHBIX, YETKMX, YEKAHHbIX HOPM BOMOLLE-
Husi. XapaKTep ero sipko AMHAMWUYECKOM My3bIKi — CBETAbIN 1 Boapbiit. DTO — CUIbHOE,
ipKoe AapOBAHME, BNM3KMIA PACLBET KOTOPOTO He MOANEXMUT HUKOKOMY COMHEHMION.

OugHako MNonos pasgenun cynpby MHOTMX CBOUX COBPEMEHHMKOB, 4Ybe TBOPYECTBO,
nepexus B3net B 20-e rofpl, B cuy cnoxuslumxcs B Poccun nonmtnueckmnx npuumH
npetepneno kpuauc. MNocne pasrpomHoit ctatem o ero Mepsoi cumdormm (1935) as-
TOPCKMI NyTb KOMNO3MTOPA Pe3Ko M3meHuncs. [Tonoe Hauan NucaTb My3biky AN TeaTpa
M KMHO, MOHQYQANY OTHOCSCh K HEM KOK K «MPUKNAAHOM» (OBHAKO ero Mysbika K KMHO-
dunbmy «Hanaes» cTana oaHoOM M3 BepLMH TBOpYecTBa komnoautopa). CosmecTHas
pabota 1 ppyx6a ceasbisana MNonosa ¢ Bcesonogom Meirepxonsnom. B 1948 ropy ero
My3bIKO CHOBA MOABEPINACH KECTKON KPUTUKE B NevasnbHO nasectHom NoctaHoeneHmu
MonuTbropo, YTO HEraTMBHO OTPA3MIIOCH HA €ro NOCNEayIoLEM TBOPYECTBE.

B panHux nbecax «kenpeccusa» u «Menogusi», cou. 1 (1925), noceaweHHbix
ApHonbay LLIEHGepry, yxe nposiBunmce spkie 0COBEHHOCTU €ro My3bIKANbHOTO A3bi-
KO — CO8AMHEHME HAMEBHO-BbIPA3MTENLHOM IMPUYECKOM MENOAMM U PE3KO AUCCOHAHT-
HbIX FAPMOHMM, SMUYECKOTO 3A4YUHA M SKCMPECCHBHBIX «BbIKPUKOB», BbICTPAsS CMEHA
PA3AMYHBIX CTUNEBLIX MCTOKOB MATEPHANA B €AMHOM, KOHCTPYKTUBMCTCKM KOHTPACT-
HOM «MOHTOXe». TOHANBHOCTb 3ECh ABMSETCS HEKOM METACUCTEMOM, BKIIOYAIOLLEH
aToHanbHble M MoaanbHble anemenTsl. O6palaeTt Ha cebsi BHUMAHME NTMHEAPHOCTb
bakTypbl, 6OMbIIAR POb MENOAMYECKOTO HAYANA M HENOBTOPUMOCTb 3TOTO Menoca,
BOCXOAALUETO K POSTbKIOPHBIM MCTOKAM, XAHPOM MPOTSXHBIX NECEH M Niayei. MmeH-
HO B My3bike [aBpumna [TonoBa ocTPOCOBPEMEHHO M B TO Xe BPEMS HOCTANBIUYECKH

303By4Qna nupuyeckas menoaus. MoxHo ckasars, uto [onos npeaBoCxXMTUN rMaBHbIE
HeOdObKNOPHbIE, M, BO3MOXHO, HEOKIACCUYECKME MIEMN B PYCCKOI My3bike XX Beka.

Anexcanap Moconos (1900-1973) pasgenun Tparuyeckyto cyasby nupepos
PYCCKOro My3bIKAIbHOTO ABAHFAPAQ, HE SMUIPUPOBABLLMX 30 pybex. [Nocne okoHua-
H1s MockoBckoi koHcepBaTopun Moconos 6eICTPO cTan IMAEPOM HOBOW PYCCKOW
My3biku. Ero kpynHeiwmit komnosutopckui ycnex npuwencs Ha 20-e rogpl: otonas
OT TPAAMLIMOHHBIX XAHPOB GOPTENUAHHOM COHATbI, MHCTPYMEHTANBHOM MUHUATIOPSI
u pomaHca, Moconos cosgan aepakue «HeToipe rasetHole obbsenenms» (1926), wo-
KMPOBABLUME NYyBIMKY QHTUXYAOXECTBEHHOCTBIO TEKCTOB, M 3HOMEHWUTYIO KOHCTPYKTH-
BMCTCKYIO OPKECTPOBYIO Mbecy «3aBOA. My3bika MALLMHY», MONYYMBLLYIO CEHCALMOHHYIO
nssectHoctb kak B CCCP, Tak 1 3a pybexom. OgHAKo yxe cnycTs HECKOMNbKO NeT ero
MY3bIKY MePECTAIN UCMIONHSATb, O MOCIE CTATbU-AOHOCT, BLICTOBMBLLEN KOMMNO3UTOPA KAK
MAEOoNOrMYecKoro Bpara nponetapuara, Moconos 6bin apecToBaH M ocyxaeH Ha 8 net
narepeit. Xogararcrea Peivronbaa Mmuspa v Hukonas MackoBckoro noMorm cmaramtb
MPUroBOP M 3AMEHMTH €10 NILLIEHWEM NpaBsa npoxumeaTs B Mockse, JlennHrpage n Kue-
se. OpHako TPABAs M penpeccimn OKa3asm KAaTacTPOPUUECKOE BMSHUE HA TBOPHECTBO
Moconosa — oTka3aBLIMCL OT ABAHFAPAHBIX MOUCKOB, CIOMEHHBIA KOMMO3UTOP Bbin
BbIHYXXAEH NePEenTU K COYMHEHMIO «MPOSIETAPCKOM MY3bIKMU».

BonblumHcTBo PpopTenmantbix counHernin Moconosa, B uncno kotopbix Bxogut HYer-
Bepras coHara, cou. 11 (1925), npuxoautcs Ha 20-e roasl. Onmpasch Ha BOCTHXeEHMS
JIMCTOBCKOTO, CKPSBMHCKOTO M PAXMAHUHOBCKOTO MMAHM3MA, KOMMO3UTOP OTKPLIBAET A1
cebs HOBbIN 3BYKOBOM MUP KOHCTPYKTMBM3MA M dkcnpeccuornsma. Crunio Moconosa
CBOWCTBEHHO YAMBUTENBHOE OLLYLLIEHWE TBOPYECKOH CBOBOAbI, MPOSBSIOWENCS B Pe3-
KMX, OBXMratoLLe-AMCCOHAHTHBIX 3BYYHOCTSX, HOCTYNATENbHBIX MALLMHHBIX» PUTMAX,
LUMPOKOM MCMONb3OBAHWMM KPAMHUX PETUCTPOB MHCTPYMEHTA, COHOPHbIX M YAAPHbIX
3¢ dekToB 3BYYaHUs PopTennaHo. [1pm 3TOM ero My3biKa He fMLLIEHA IMPUHECKOTO
BbICKO3bIBAHMS — Menoanka Moconosa, CyLllecTByiowwas BHYTPM HOBOM TOHANBHOCTH
M AOXE COBPEMEHHOM EMY TEXHUKM 12 HEMOBTOPSIOLMXCS 3BYKOB, K KOTOPOM OH MHOTAA
obpaLLancs, YacTo ONUPAETCS HA AUATOHMKY, MHOTAQA BKIIOYAET BbITOBbIE M PONBKNOP-
Hble HToHauun. OpHovacTHas YeTBepTasi COHATA, HANOMHEHHAA MPAYHOM ByLLyiOLLEN



SKCMPECCHEN, OPUIMHANBHA MO CTPYKTYpe: ee KOHTPACTHAS APAMATYPrist HOMOMMHAET
O COHATHO-LMKMYeckoi dpopme B fiyxe JIMcTa, ogHaKo paseuBaeTcs MaTepuan Kak
CBOEro pPoAd OCTMHATHbIE BAPMALMM, O COHOTHOCTb CTAHOBUTCS CKOPEE MPUHLMMOM,
CKpennstoLLMM Npon3BeaeHne Kak Gbopma BTOPOro MaHa.

Jleonup MonoBuHkMH (1894 -1949) — MHOrOrpaHHbBIA MY3bIKAHT NEPBOWM NO-
nosuHbl XX BEKA, KOMNO3MTOP, MUAHUCT, AUPUXKEP, MY3bIKOBEA, OBLLECTBEHHbIM Aesi-
Tenb. OanH 13 NMaepPOB PAHHETO My3bIKQNILHOTO KOHCTPYKTMBM3MA. Ero nponssenerns
1920-x ronoe OTMYAET SPKOCTb M OPUTMHANBHOCTb MY3bIKASIBHOTO S13bIKA, HOBATOPCKMIA
nopaxop, M30bpeTaTenbHOCT B TEMOPOBOM OTHOLLEHMM, CMOCOBAX 3BYKOM3BAEHEHMS
M FAPMOHMK, O Takxe BnecTswias NpodeccMoHanbHAs BblyYKa BbiMyckHka Mockos-
CKOM KOHCEPBATOPMM. YBNEKASICh AXA30M, KOMMO3UTOP MCMONb3OBAN AKA30BbIE TEMbI
B KIIACCHKO-POMAHTMUYECKMX POPTENMAHHBIX MPOM3BEAEHMSIX, BO3BLILIAS TAKMM OBPA3OM
obnacTb 6biToBOM My3biku. [ocne pasroHa Accoupaumm COBPeMEHHOM MY3bIKM, OKTUB-
HbIM YYQCTHUKOM KOTOPO#M Bbisi [ONOBUHKMH, M YHUUTOXAIOLLEN KPUTUKM KOMMO3UTOP
Pe3KO CMeHMN CTU/b, OBPATUBLLIMC K KIIACCHKO-POMAHTHUYECKOM Tpaamumu. byayun
30BefyIOLLMM MY3bIKQIBHOM YACTbIO M AMpUXepoM MockoBckoro Teatpa ans getei
H. Cau, MNonoenHkMH COCPefoTOUMNCS HO COYUHEHMM MY3bIKM ANS TEATPA M KMHO,
1 BO 3MOXM BO3POXAEHMS PYCCKOTO ABAHrApAA Obin M3BECTEH B OCHOBHOM KAK OBTOP
AETCKOM My3bIKM K CNEKTAKISIM M KUHOPUIIBMAM.

Mo nosopy Tpex nbec, cou. 9 («Ineruna», «Inexkrpudukar» 1 «Heorsss-
Hoe», 1925) kputuk Hukonar Xunses nucan: «J1. MonosuHkuH npeactasnset coboit
BronHe cGOPMUPOBABLLETOCS POPTEMUAHHOTO KOMMO3UTOPA, C BMOJIHE ONPEAENEH-
HbIMM 4ePTAMM COBCTBEHHOTO CTUAS, BO3HMKLLETO HA MOYBE NMPUYYASIMBOrO COYETA-
Hus 1 TpaHcdopmaummn snemeHToe bpamca, MetHepa n CkpsibuHa, cnosHo B cTporo
MOEANUCTUYECKYIO aTMOChEPY STUX XYLOXKHUKOB BOPBANACH COBEPLIEHHO Yy>XXAAs e
cTpys cBO€0B6PA3HOrO — M 6e3yCNOBHO TANGHTIMBOIO — ONO3TU3MPOBAHMS Bonee Uu
MeHee BYNbrapHbIX CTOPOH XM3HK COBPEMEHHOTO BONBLIOTO rOPOAA — YepTd, KOTOPOIA
5l He 3aMeYan A0 CMX MOP HU Y OJHOTO M3 U3BECTHBIX MHE PYCCKMX KOMMO3UTOPOBY.
Haunbonbluyto M3BecTHOCTb NONYYMIA Nbeca « INeKTPUPHKAT», Ybe HO3BAHME NMPOUC-
XOAMT OT TEPMMHA «3nekTpudmkauus», aktyansHoro B 1920-e rogpl, — ee cpasy cranm

ucnontsts kak B Poccuu, tak 1 3a pybexom. CUHKOMMPOBAHHbIM PUTM He 6e3 13bICKaH-

HOCTH, OPLLNArH, FAPMOHUYECKHE U MENOANHECKME KCTION3AHMS» SIBHO HECYT B cebe
pxa3soeble oTronocku. K apyrum CTUAKCTUYECKMM MOAENAM BOCXOAAT XPOMATUHECKH-
M3NOMOHHBIE TEMbI, OTYACTM HOMOMMHAKOLME AoAEKaPOHHYIO cepuio («HeoTssasHoe»),
OCTpble TOKKOTHbIE 3BY4YHOCTH B [lyXe NMPOKOpbEBCKOTO MUAHU3MA.

MUXAUN AYBOB

LLnpokoMy kpyry cnywatenei, NpopeccroHanbHbIM My3bIKQHTAM M KPUTUKAM,
MHTEPECYIOLMMCS COBPEMEHHOM POCCUICKOM MY3bIKOM, XOPOLLO U3BECTHO MM Muxauna
Jy60Ba — MHOTOTPAHHOTO My3bIKAHTA, COEAMHSIOLLETO B cebe TaNaHTbl MMAHKCTA, Ucche-
AOBATEN$, NEAArora, yBle4eHHOro NepBOOTKPLIBATENS M NPOMNATAHAMCTA HOBOW My3bIKM.
OH poauncs 8 1966 rogy 8 Mockse, okoH41n MOCKOBCKYIO KOHCEPBATOPUIO UMEHM
M. . YaiikoBcKkoro 1 acnMpaHTypy No TPEM CMELManbHOCTAM: KOK MUAHKUCT B Knacce
Bepel lopHocTaeBor, kak opranumcT B knacce Anekces [aplimMHa 1 KK My3bIKOBEA.
B 2008 ropy Ha kadenpe Teopuu Mysbikn Mockosckoi koHcepsatopumn Muxann dy6os
3QLWMTMA KAHAMAATCKYIO anccepTaumio «AHmnc KceHakne — apxuTekTop HOBEWMLLEH My3bi-
KM» nof, HayuHbiM pykoeopcTsom Opus Xononosa u Banepun Lerosoit. C 1997 ropa
npenoaaeT B Mockosckoi koHcepaatopuu, 8 2000-2012 rogax npenogasan Takxe
8 TMIMU umenn M. M. Unnonurosa-MeaHoea, roe 6bin ofHUM M3 MHULMATOPOB CO3AA -
HWSI M NEPBbLIM PYKOBOAMTENEM Kadepbl COBPEMEHHOTO UCTIOMHUTENBCKOTO UCKYCCTBA.
B HacToswee Bpemst — npodeccop MockoBCKOM KOHCEPBATOPMHM, AEKAH $aKyNbTETA
MCTOPMHECKOTO M COBPEMEHHOTO UCMONHUTENBCKOTO MCKyccTed, YneH Coto3a Mockos-
ckux komnosuTtopos, naypeat npemun Seiler (2000) u obnagatens noyetHoro 3Haka
«3a poctmxenus B kynstype» (2002).

Ewe Bo Bpems yuebsl B koHcepsaTopun Muxaunn [ybos cbnmsuncs ¢ DancoHom
JleHNCOoBbIM, KOTOPbIN BOBIEK €70 B CBOWM KPYT €AMHOMBILLIEHHWKOB, 3AHUMABLUMXCS
QKTYQsbHOM My3bIKOM. TOraa e NUaHWUCT Ha4an CBOK NPOdECCHOHANBHYIO KOHLEPT-
HYIO [EATENbHOCTb, OXBATHIBAIOLLYIO LUMPOYANLIMIA AUANA3OH My3bIKQTbHBIX CTUIEH
ot 6apokko o koHua XX seka. Cpeay ero nobumbix astopos — CtpasuHckuit, BebepH,
Juretn, Kpam, Kcenakuc. Ha cerogHsiuHmi aeHb conbHbIn 1 aHcambnesblii peneptyap
MAGHUCTA BKIKIOYAET HECKONBKO COTEH MPOM3BEAEHMM W MOCTOSIHHO NOMOSHAETCS, B TOM



YMcne MOIOM3BECTHOM M PEAKO UCTIONHAEMOM CTAPUHHOM M COBPEMEHHOM My3bikor. OH
perynsipHO NPeACTABASET HOBbIE COMbHbIE MPOrPAMMbI, MPEUMYLLECTBEHHO COCTOsILLME
13 My3bikn XX—XXI BekoB, 1 ¢ GONbLIMM MHTEPECOM OTHOCMUTCS K TBOPYECTBY MOSOABIX
KOMMO3MTOPOB, MOCTOSIHHO B3AMMOAEMCTBYS C HUMM KOK Y4OCTHMK MOCKOBCKOrO QH-
cambnsi COBpeMEHHOM My3bIKM.

Bocxuwasic ero «nopasutensHoi BupTyosHoctsio» (The Daily Telegraph), «6amcra-
TenbHbIM Tywe u GpunnuaxTosoi TexHukom» (L'Eco di Bergamo), kputuku Hasbieatot
Muxanna [y6oBa oaHUM 13 «IMABHBIX CNELMATMCTOB MO UCMOMHEHMIO KIIACCUYECKOTO
asaHrapaa» («OroHék»), KOTOpbIM «MPEeACTABMSET HOBOE NOKONEHME, BOCIPUHMMAIOLLEe
AMANEKTHKY HOMPABAEHHUI KAK 30KOH, CTPEMsiLLeecs OBIAAETb MOKCMMYMOM $i3bIKOB
M He HyXAatoLLeecs B NOANOPKAX PAAMKAIM3MA W anbTepHATMBHOCTM» («KommepcaHTb
Daily»). Muxann [Jy6oB ocyluecTsun okono nomycoTH MMPOBbIX MPEMbEP POCCHICKMX
1 3apyBeXHbIX QBTOPOB, B TOM YMcre counHenui damncora Oenncosa, Opépas Kyprara,
Anarons Buepy, Bnagummpa MapteiHoBa, ydacTBoBan B aBTOpCkMx KOHUEPTAX AHKca
Kcenakuca, Xarca Beprepa Xerue, dancona denuncoera, Tpucrana Miopas, Ixopaka
Kpama, Oxora Keraxa 1 apyrvx BoliaaioWwmxcs COBpeMeHHbIX komnosutopos. OH sisns-
€TCS1 MOCTOSIHHBIM Y4OCTHAKOM KPYMHEMLLMX MEXAYHAPOAHBIX My3bIKANbHbIX decTuanei
HOBOM My3bikn B Poccum 1 3a pybexom, Takux kak Gaudeamus, «Bapluasckas oceby,
Berliner Festwoche, «Mockosckuit bopym», «MockoBckas oceHb», «AnbTepHATUBA»,
«Hn HoBoM My3bikm B [lpesgere», Ensems, «[JHn coBpemeHHON My3biku B Xaitgens-
6epre», «bepnnn B Mockse», «EBpona — Asuax», «Juu HoBoM My3biku B KuwwnHese»,
«KoHTpacTsi», «Mnbxom-XX», «bepramo», Osterfestival.

«Mrpatb B xopoLuem aHcambie — 3To No-HacTosLLEMY Moe», — Npu3Haetcs cam [lybos

B MHTEPBLIO XypHany «Piano®Popym». C Hayana 1990-x rogos oH ssnsetcs conmnctom Mo-
ckoBckoro aHcambns cospemerHoi My3sbikn (MACM), B 1994-2007 ropax 6bin conmcTom
U pyKoBOAMTENEM KaMepHbIX Nporpamm «CTyann HOBOM My3bliku» MOCKOBCKO#M KoHcep-
BATOPMM, MPUHUMAN Y4ACTHE B KOHLEPTAX aHCaMbneit «AKapgemmus CTAPUHHON My3bIKU»,
Opus Posth, «Maapuran», «Connctsl Mockebi». Cpean ero naptHepoe no aHcambnio
A. NMiobumos, T. Tpungerko, A. 3aropurckui, M. Mekapckuin, . Cokonos, B. Monos,
X. Xonnurep. B uncne opkectpos, ¢ KOTOPbIMM MUAHKCT BEICTYNAN B KAYECTBE COMMUCTA,
Ensemble Modern (fepmanms), locopkectp Poccun umenn E. . Ceetnarosa, bonbwoit
cumoHnyeckuit opkectp mmenn M. M. Harkosckoro, HaunoHanbHbIM GpUIapMOHUYECKHit
opkectp Poccuun, «Hoeas Poccus», cumbonunueckuin opkectp MapmuHckoro teatpa,
Poccuitckmit HaumoHanbHbii opkectp. OH coTpyaHuyan ¢ aupuxepamu B. KOposckum,
®. legHéebim, . Ynxesckum, x. Hottom, A. Yuctakossim, [x. Hosenon, [. Kaskoi,
T. KypeHTtaucom.

He orpanunumeasce ucnonHutensckum teopuecteom, Muxaun [ybos saHumaetcs
TAKXE MCCNENOBATENBCKOM AESTENbHOCTbIO B 0BNACTH COBPEMEHHOM My3bIKU M SBASIETCS
OBTOPOM PSIAA CTATEN B MEPUOANYECKMX MY3bIKOSIbHBIX M3AAHUAX, YYACTBYET B HOYY-
HbIX KOH(pEPEHUMAX, BBICTYNAS C LOKNAAAMM, NOCBsLLEHHbIMM TBOpYecTBy [eHucosa,
LWrokxaysena, Kcenakuca, Meccuana, baproka, bynesa, Jluretu.

Ouckorpadus nuanmcTa HacuuteisaeT 6onee 40 koMnakT-anckos Ha dupmax «Me-
nogusa», «Pycckuit guck», Vista Vera (Poccus), Olympia (Anrnus), Le Chant du Monde
(Pparuus), Meldac (Anownus), Megadisc (benbrus) u apyrmx.



SOUND REVIEW

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

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

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

When compiling the albums, Victoria Korshunova, the ensemble’s director, deliberately
rejected both the chronological principle and the idea of stylistic unity within one disc —
each of them was formed on the basis of unexpected contrasts and different approaches
to musical material and understanding of the nature of creativity. Almost all the works

were recorded in the presence of the composers and with their direct participation

(the ensemble communicated online with those who were abroad). Thus, we can
speak of interpretations endorsed by the composers, which is especially important for
contemporary music. Particularly noteworthy is the professionalism of the ensemble
members — not just the correctly played notes, but also their ability to reveal a composer’s
creative intention and realize it in the most convincing way (sometimes an unexpected
one even for the composer), their readiness for full-fledged co-creation, their fondness
for the process of exploring new sound worlds, and their burning desire to convey this
fondness to the audience.

All of the above qualities are also fitting enough to describe the art of Mikhail Duboyv,
who recorded two solo albums for Sound Review. The first includes little-known, mostly
early works by the leaders of the musical avant-garde of the early twentieth century, such
as lvan Wyschnegradsky, Arthur Lourié, Alexander Mosolov, Nikolai Obukhov, Gavriil
Popov, Leonid Polovinkin and Sergei Protopopov. Despite the different creative styles, the
contemporary ear senses a lot in common in their works, which is not surprising — one
way or another, almost all of them saw Alexander Scriabin as their forerunner and were
fascinated by the ideas of the futurists. According to the pianist, he was attracted by “the
sincere, fresh opuses, directed to the future — perhaps an unrealizable one”. While the
first Russian avant-garde artists were united by the utopian urge to radically change the
world and mankind, the second half of the century was more about the acquisition of
some higher, universal knowledge. Mikhail Dubov’s second disc features works for piano,
harpsichord and organ by Edison Denisov, Sofia Gubaidulina, Nikolai Karetnikov, Arvo
Part and Valentin Silvestrov, as well as composers of the next generation — Alexander
Vustin, Vladimir Martynov, Dmitri Smirnov and Vladimir Tarnopolski. Many of them,
in their early years, were strongly influenced by the Second Viennese School and,
in particular, Anton Webern, and studied many different styles and techniques that
emerged in Western European music during the time when the culture of Soviet Russia
was separated by the iron curtain. After going through a period of searching, each
formed a unique style of his/her own. However, the high concentration of the spiritual
principle and humanistic ideals of creativity testify to a deep kinship in the outlook of
the representatives of the second wave of the Russian musical avant-garde, who revived



the Association of Contemporary Music headed by Edison Denisov. Looking back, it

seems that the avant-garde principle itself — when a work must necessarily represent
something new and be self-valuable, regardless of the so-called content — has never
been fully perceived by the Russian composers, so it is probably possible to speak about
the avant-garde in Russian music with a significant share of conditionality.

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

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

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

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

Arthur-Vincent Lourié (1891-1966) (born Naum Izrailevich Luria) was a Russian-
American composer, music writer, and critic. He was one of the greatest figures in
musical futurism and Russian musical avant-garde. The composer took the pseudonym
Arthur-Vincent in the early 1910s in honor of Schopenhaver, Rimbaud and Van Gogh.
He was a regular at the literary and artistic cabaret Stray Dog, actually acting as its
musical director and sharing the ideas of the futurists, in particular Velimir Khlebnikov.
Disappointed with the revolution, he left the country in 1922. In Paris, he became known
as a music critic and author of analytical studies and books on contemporary music.
Thanks to his friendship with Igor Stravinsky, he took over from him an interest in the
neoclassical style. After the occupation of France by the Nazis, he moved to New York,
assisted by Serge Koussevitzky.

Lourié’s music was almost never performed in Europe or in the USA. His creative
evolution was unique in its own way: starting off as an avant-garde artist, then going
through neoclassicism, he opposed serial technology and advocated the return to tonality,
melody and subjective lyricism. In his later period, he turned to religious music in the old
style. His largest work, the opera The Moor of Peter the Great, combines almost all the
musical styles the composer worked in.

Masques, Op. 13 for piano (1913) was dedicated to Nikolai Kulbin, an artist,
philosopher and organizer of the first exhibitions of new art in Russia, who had a strong
influence on Lourié. The principles of “free music” formulated by Kulbin in the manifesto
were actually realized in the composer’s works and entailed changes in the musical
notation. They were most fully reflected in Lourié’s best known piece Formes en |'air (Forms



in the Air) (1913) dedicated to Pablo Picasso, where music is absolutely freely laid out on
the notation space, like the geometric figures on the cubist canvases, and bar lines, times

and tonalities are canceled. Like Lourié’s other early works — Scents, Colors, Sounds,
Flight, Irony, and Intoxication — Masques was also created under the strong influence
of Scriabin, as clearly evidenced by the titles of the pieces (some musicologists classify
the composer as a radical post-Scriabinist). This is a very original early form of atonal
music that was developing independently of Arnold Schoenberg and covered a wide
variety of artistic styles blending in a bizarre manner (for example, in these pieces, it is
difficult not to notice the parallels with Debussy’s piano music).

Nikolai Obukhov (1892-1954) was a Russian composer, thinker, mystic and
creator of unique musical instruments. In music, Obukhov made a start from the searches
of Scriabin’s late period and, according to some theorists, became a kind of link between
Scriabin and Messiaen. In philosophy, the defining ideas for him were the ones of
Vladimir Solovyov, theosophy, and Russian cosmism.

In 1913, Obukhov created an original harmonic system, the so-called “absolute
harmony” that entailed a new system of musical notation with the abolition of alteration
signs and equal status of all 12 sounds of the chromatic scale. The composer came to his
own technique of 12 non-repetitive sounds eight years earlier than Arold Schoenberg.
Obukhov was one of the first to design electroacoustic instruments — the “Ether,” the
“Crystal,” the “Waves” and the most famous “Sonorous Cross” (1929) (the volume
and pitch of the sonorous cross were adjusted by approaching and moving away the
performer’s arms — the principle of the theremin invented by Leon Theremin a few years
earlier). Having fled to Paris in 1917, the composer lived there all his life. As a founder
of his own religious cult, Obukhov signed his works as Nicholas I'Extasié (Nicholas
the Ecstatic) finding no understanding among most of his contemporaries. Of the more
than fifty of the composer’s ensemble and symphonic opuses, only a few have been
published; his major work was the oratorio The Book of Life, a grandiose mystical work,
which, like Scriabin’s Mysterium, was supposed to transform the world. The score of
the oratorio was allegedly stolen, which provoked the composer’s madness and death
after a while.
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Obukhov’s works for solo piano hold a prominent place in his legacy. Almost all
of them belong to the early period and were written in Russia. The cycle of miniatures
Dix tableaux psychologiques (Ten Psychological Pictures) for piano (1915) reflected
the already formed individual harmonic technique and the composer’s most important
creative principles. The fransparency and discreteness of the fabric with an abundance
of long pauses dedicated to attentive listening to overtone echoes and resonances,
the abrupt changes in dynamics, tempo, rhythm and texture — all this manifests the
sophistication of the sound pattern of his “pictures” and the composer’s color talent.
The composer’s typical collage-like juxtaposition of different harmonic systems — tonal
harmony, atonal modality and 12-tone technique, each presented as a special sound
color - calls attention to itself. The transcendental character of the pieces is intended
to have a special emotional impact on the listeners, bringing them to a sublime state of
consciousness.

Ivan Wyschnegradsky (1893-1979) was a Russian and French composer, one
of the first creators and researchers of quarter-tone music. He was fond of theosophy
and Friedrich Nietzsche's philosophy, and considered Alexander Scriabin to be his
main spiritual mentor in music. After completing his first mature work The Day of Being
(1916), written on his own text, the composer came up with the idea of expanding
the sound space by splitting the scale into micro-intervals, to which he assigned the
term “ultrachromatism”. The first experiment in the field of microchromatics was Four
Fragments (1918) for two pianos, tuned with a quarter-tone difference. In search of the
realization of the idea of creating a single instrument reproducing ultrachromatic scales,
Wyschnegradsky left for Paris in 1920 and had a number of meetings with the leading
piano makers in Europe. In 1930, a quarter-tone grand piano was created, but it was not
suitable for concert playing; also, there were no performers ready to learn how to play
it, and Wyschnegradsky had to return to the idea of combining two pianos with different
pitches. His fate as a composer cannot be called happy - although Wyschnegradsky
had the support of some of the leading French composers, such as Olivier Messiaen,
Henri Dutilleux and Pierre Boulez, who organized his recitals, his experiments were of
no interest fo the general public and he had to live on a stringent budget.



Two Preludes, Op. 2 (1916) belong to the earliest period of the composer’s career

and were written before he devoted himself to the idea of studying ultrachromatism. Despite
their traditional harmonic language and form, which absorbed the achievements of late
romanticism and the Scriabin intonation, the composer managed to capture the zeitgeist
with its thirst for discovery, utopian aspirations and ecstatic energy (the grandioso, irato
and furioso remarks): there is some fresh perception of the newly discovered sound world
in these small pieces.

Sergei Protopopov (1893-1954) was a Russian composer, music theorist, choral
conductor and educator. After graduating from the Kiev Conservatory in 1921 where he
studied composition with the famous theoretician and composer Boleslav Yavorsky, he
became a staunch follower of his musical theoretical concept. Protopopov is best known
as the author of the book “Elements of the Structure of Musical Speech” (1931). Dedicated
to the teachings of Yavorsky, Protopopov’s book also includes his own, deep and original
development of the teacher’s ideas. Written in the 1920s, Protopopov’s main works used
the Yavorsky system of modes. From the early 1930s, his music was no longer performed
at concert venues, and, under pressure from the authorities, he abandoned his innovative
musical language and switched to traditional tonal music.

Protopopov’s major labor is the completion of Scriabin’s Preliminary Action. He did
it using the surviving fragments of musical sketches and its literary text (1948). In 1996,
composer Alexander Nemtin carried out the same task on a larger scale. For a long time,
the name of Protopopov was hushed up and practically unknown at home and abroad.
His legacy, which is yet to be properly studied, is a rare, almost unique example of such
a consistent development of the principles of a theoretical system created by another
composer.

In addition to adherence to the Yavorsky theoretical system and its structural features,
Protopopov’s music was also strongly influenced by Scriabin, both in terms of harmony
and instrumental texture, and aesthetic views. With his Second Piano Sonata, Op. 5
(1924), Protopopov achieved an organic symbiosis of the Scriabin legacy and a set of
expressive means of late musical romanticism as a whole with the more rational aesthetic
trends of the 1920s. The rigid, urbanistically constructivist piano technique, and the exalted
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character of the music are kindred to the aesthetics of cubism, the geometric forms of the
works of suprematist artists. Despite the composer’s actual refusal to use the classical
sonata form, it is present here in a modified form and can be defined as a conditionally
sonata one with a mirror reprise. In terms of structure and emotional content, the sonata
has something in common with Scriabin’s Prometheus, but moving further and further from
the late romantic paradigm, Protopopov brings to the fore a more detached attitude to the
material, intoxication with bright sonorous effects and abstract sound as such.

Gavriil Popov (1904-1972) remains in the history of music primarily as a prominent
representative of the Soviet musical avant-garde and a generously gifted composer and
pianist. As a diploma thesis after graduating from the Leningrad Conservatory in 1927, he
presented an unusual work — the Septet for flute, clarinet, bassoon, trumpet, violin, cello
and double bass (in 1971, Popov renamed it Chamber Symphony). The work was a great
success and later became one of the composer’s best known opuses and, more broadly,
one of the hallmarks of Soviet Russia’s music. Boris Asafiev wrote in 1927: “By character and
thinking, Gavriil Popov is closer to Hindemith than anyone else. His talent is courageous,
energetic, looking for precise, clear, chased forms of realization. The character of his
brightly dynamic music is light and cheerful. He is a strong, bright talent, whose imminent
flowering is beyond any doubt”.

However, Popov shared the fate of many of his contemporaries, whose careers, after
a rise in the 1920s, underwent crises due to political reasons prevailing in Russia. After the
devastating article about his First Symphony (1935), the composer’s path took a dramatic
turn. Popov began to write music for theatre and cinema, at first treating it as “applied”
(however, his music for the film Chapaev became one of the peaks of the composer’s
career). Popov collaborated and was friends with Vsevolod Meyerhold. In 1948, his
music was again heavily criticized in the infamous Politburo Resolution, which negatively
affected his subsequent work.

In his early pieces Expression and Melody, Op. 1 (1925), dedicated to Arnold
Schoenberg, the most characteristic features of his musical language are already there -
the combination of an expressive lyrical melody and sharply dissonant harmonies, an
epic beginning and expressive “shouts,” a quick change of different stylistic sources of the



material in a single, constructivist contrasting “cut.” Tonality here is a kind of metasystem

that includes atonal and modal elements. Noteworthy are the linearity of the texture, the
large part of the melodic principle, and the uniqueness of this melos, which goes back to
folklore origins, the genres of lingering songs and laments. Gavriil Popov's music made lyrical
melodies with their nostalgic sound relevant again. We can say that Popov anticipated the
main neo-folklore and, possibly, neoclassical ideas in Russian music of the 20th century.

Alexander Mosolov (1900-1973) shared the tragic fate of the leaders of the
Russian musical avant-garde who did not flee the country. After graduating from the
Moscow Conservatory, Mosolov quickly became the leader of new Russian music. His
greatest success came in the 1920s: moving away from the traditional genres of piano
sonata, instrumental miniature and romance, Mosolov created the daring Four Newspaper
Advertisements (1926) that shocked the public with the anti-artistic nature of the texts,
and the famous constructivist orchestral piece Iron Foundry: Machine Music, which was
a sensation both in the USSR and overseas. However, a few years later, his music was
no longer performed, and after the denunciation article that exposed the composer as
an ideological enemy of the proletariat, Mosolov was arrested and sentenced to eight
years in camps. The petitions of Reinhold Gliére and Nikolai Myaskovsky helped mitigate
the sentence and replace it with the deprivation of the right to live in Moscow, Leningrad
and Kiev. However, persecution and repression had a catastrophic effect on Mosolov’s
work — having abandoned his avant-garde searches, the broken composer was forced to
switch to composing “proletarian music”.

Most of Mosolov’s piano works, including Sonata No. 4, Op. 11 (1925), were written
in the 1920s. Relying on the achievements of the Liszt, Scriabin and Rachmaninoff pianism,
the composer discovers a new sonic world of constructivism and expressionism. Mosolov's
style is characterized by an amazing sense of creative freedom, manifested in sharp, sizzling
dissonant sonorities, aggressive machine rhythms, a wide use of extreme registers of the
instrument and resonant and percussion effects of the piano sound. At the same time, his
music is not devoid of lyrical expression — Mosolov’s melodic patterns, existing within the
new tonality and even the contemporary technique of 12 non-repetitive sounds, which
he sometimes turned to, often rely on diatonicism and sometimes includes functional and
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folklore intonations. The structure of the single-movement Fourth Sonata, filled with gloomy
raging expression, is original: its contrasting drama reminds of a sonata-cyclical form in
the spirit of Liszt. However, the material develops as a kind of ostinato variations, and the
sonata form becomes more of a principle that holds the work together as a supporting form.

Leonid Polovinkin (1894-1949) was a versatile musician of the first half of the
twentieth century, composer, pianist, conductor, musicologist and public figure. He was
one of the leaders of early musical constructivism. His works of the 1920s are distinguished
by the bright and original musical language, an innovative approach, inventiveness in
terms of timbre, methods of phonation and harmony, as well as a brilliant professional
training as a Moscow Conservatory graduate. Being a jazz aficionado, the composer used
jazz themes in classical romantic piano works, thus elevating the field of functional music.
Polovinkin was an active member of the Association of Contemporary Music, and after
its dispersal and destructive criticism he abruptly changed his style, turning to the classical
romantic tradition. As the musical director and conductor of the Moscow Natalia Sats
Children’s Theatre, Polovinkin focused on composing music for theatre and cinema, and
before the revival of the Russian avant-garde mainly wrote music for theatre performances
and films for children.

Concerning the Three Pieces, Op. 9 (Elegy, Electrificat, and Obsession,
1925), critic Nikolai Zhilyaev wrote: “Polovinkin is a mature piano composer with quite
definite features of his own style, which arose on the grounds of a bizarre combination
and transformation of elements of Brahms, Medtner and Scriabin, as if the strictly idealistic
atmosphere of these artists meets a stream of a peculiar — and certainly talented - kind of
poeticizing of more or less vulgar aspects of the life of a modern big city — a feature that
| have not noticed until now with any of the Russian composers | know”.

Electrificat is a better known piece of all. The name comes from the term “electrification,”
which was relevant in the 1920s. They started to immediately perform it both in Russia and
abroad. The syncopated rhythm is not devoid of certain sophistication. Its grace notes,
harmonic and melodic “departures” clearly carry jazz echoes. The chromatically broken
themes, partly reminiscent of the dodecaphonic series (Obsession), and the sharp toccata
sonorities in the vein of Prokofiev’s pianism belong to other stylistic models.



MIKHAIL DUBOV

A wide range of listeners, professional musicians and critics interested in contemporary
Russian music are well aware of Mikhail Dubov, a versatile musician who combines talents
of a pianist, researcher, teacher, enthusiastic discoverer and promoter of new music.
He was born in 1966 in Moscow and graduated from the Moscow State Tchaikovsky
Conservatory where he majored in piano performance with Vera Gornostayeva, organ
performance with Alexei Parshin and musicology. In 2008, under the guidance of Yuri
Kholopov and Valeria Tsenova, Mikhail Dubov defended his Ph.D. thesis “lannis Xenakis,
an Architect of Contemporary Music” at the Department of Music Theory of the Moscow
Conservatory. Mikhail has been teaching at the Moscow Conservatory since 1997.
From 2000 to 2012, he also taught at the Ippolitov-lvanov State Pedagogical Institute
where he was one of the founders and the first Head of the Department of Contemporary
Performing Arts. At present, he is a Professor at the Moscow Conservatory, Dean of
the Department of Period and Contemporary Performing Arts, member of the Moscow
Union of Composers, winner of the Seiler Prize (2000) and holder of the honorary
badge “For Achievements in Culture” (2002).

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

Admiring his “amazing virtuosity” (The Daily Telegraph) and “brilliant touch and
diamond technique” (L'Eco di Bergamo), the critics state that Mikhail Dubov is one of
the “major specialists when it comes to performing classical avant-garde” (Ogonyok),
“represents a new generation that perceives the dialectic of directions as a law,
strives to master as many languages as possible, and needs no props of radicalism
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and alternativeness” (Kommersant Daily). Mikhail Dubov has performed about fifty

world premieres of Russian and foreign composers, including works by Edison Denisoyv,
Gyérgy Kurtdg, Anatol Vieru and Vladimir Martynov, taken part in the recitals of lannis
Xenakis, Hans Werner Henze, Edison Denisov, Tristan Murail, George Crumb, John
Cage and other prominent contemporary composers. He is a regular participant of
some of the biggest international music festivals of new music in Russia and abroad,
such as Gaudeamus, Warsaw Autumn, Berliner Festwoche, Moscow Forum, Moscow
Autumn, Alternative, Days of New Music in Dresden, Ensems, Days of Contemporary
Music in Heidelberg, Berlin in Moscow, Europe-Asia, Days of New Music in Chisinau,
Contrasts, llkhom-XX, Bergamo and Osterfestival.

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

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

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