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1. The path leads to the garden and overgrows
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3. Shadows and voices in the garden
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4  Cold for fifteen string instruments (2021) . . . . . .. .. ... 10.41
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SOUND REVIEW

Sound Review («3BykoBoi 0630p») — 3TO QHTONOMMS My3bIKM POCCHICKMX KOMMO3M-

Topos XX—XXI sekos. [Mpoekt 6bin HavaTt B 2020 rogy Cotosom komnosutopos Poccuu
coBmecTHO ¢ dupmoit «Menoausi». CosaaHne TAKOM QHTONOMMM — OPTAHUYHOE NPO-
ponxenwne pestensHoctn Colosa komnosutopos Poccuu, KOTopsbiit cerogHs aKTMBHO
NOALEPXMBAET BCECTOPOHHEE PA3BUTME KOMMO3UTOPCKOTO TBOPYECTBA: YCTPAMBAET
KOHLEPTb, GeCTUBANMU, KOHKYPCHI, UCMONHUTENbCKUE NABOPATOPUM U HAYUHbIE KOH-
dbepeHunH, BLICTYNAET B KAYECTBE NAPTHEPd [ABHLIX MPOEKTOB, CBA3OHHBIX C MM-
POM coBpeMeHHOM My3biku B Poccun. Best sta pestensHocTs HanpasneHa He Tonbko
HO NOBAEPXKY CAMMX KOMMO3UTOPOB, HO M HA 3HAKOMCTBO LUMPOKOM MyBAMKM € UX
NPOU3BEAEHUAMM, BOCMUTAHME HOBLIX OBTOPOB, NPOABUXEHUE NPOdECCHOHANBHOM
My3bIKQNIbHOM KynbTypbl B Poccuu 1 3a pybexom.

B nebiotHom Bhinycke «3BykoBoro 063opa» Bbinv NpeacTasneHsl Npou3sBeaeHus
NIMABEPOB PYCCKOTO MY3bIKANIbHOMO ABAHrAPAA HaYana XX BeKa M My3biKa KOMMO3UTO-
poB, poxaeHHbix B 1970-1990-e rogpi. B «3sykosom ob3ope» 2021 ropa, coemuu-
JIMCb HEOPOMUOHTHYECKME COYMHEHNs MsickoBckoro, 3aaepaLKoro M My3bika KOMMO-
3MTOPOB, HAYABLUMX CBOM TBOpYeckuit nyTb B 1950-1980 rogbi.

«3BykoBoit 0630p» 2022 ropa Takxe 06bEAMHMN MY3bIKY PA3HBIX 3MOX: OT COYM-
HEHMI KOMMO3UTOPOB-«ILECTUAECATHUKOB» OO MY3bIKM COBPEMEHHBIX MONOAbIX OB-
TOPOB, HEKOTOPbIM M3 HWMX HOA CErOAHSUHWIA AEHb eLe HE UCMOSHMAOCL U TPMALATH
net. Counnenus gns doprennaro Hukonas CugenbHukosa, bopuca Tuwenko, Banen-
TMHa Cunbeectpoea bbinn sanmcabl nuanuctamu FOpuem PasoputbiM 1 Mapkom
BynowHukosbiM. AHTOH M3rarvH McnonHun nporpammy M3 COMMHEHMI COBPEMEHHBIX
KOMMO3UTOPOB AN CTAPUHHOTO MHCTPYMEHTA BMona Ad ramba. OtaenbHbid ansbom
nocesieH My3bike Ans ¢neitsl n ¢poprenraHo B ucnonHeHmn Mpuubl Craumtckon
n Muxamna TypnaHoea.

B npepnaraemom ansbome «Hosbie BpemeHa rogo» 3anucaHbl npoussepe-
HWSI YeTbIpeX POCCUHCKMX komnosnTopos B ucnonHenmn OpensoundOrchestra nog
ynpaenenmem Cranucnasa Manbiwesa. ST cOuMHEHMs BbiM HAMUCAHbI MO 3AKA3Y
opkecTpa. Bce 4eTBEpo — OuEHb PA3HBIE: OHWU POAMIMCH B PA3HBIE TOfbI, B PA3HBIX
PErMOHAX; Y HUX PA3/IUYHBIE U OYEHb HECXOXME CYAbObI; MX B3rMA4bI HO MY3bIKY OT-

NIMYAIOTCS, B YEM-TO CYLLECTBEHHO; Y KOXAOrO CBOS 3CTETUKA M CBOS punocodus...
M Tem He MeHee MeXAy HUMM eCTb ObLuee, YTO NO3BONSET O6bEANHUTb MX COYMHE-
HMS HO OOHOM OMCKE — He TOMNBKO TO, YTO OHM MCKIIIOYMTENBHO TANCAHTIAMBbLIE, PKME
M XQPU3MATHYHbIE TBOPLbI; HE TOMBKO TO, YTO BCE YETBEPO OBNAAAIOT BBICOKOM KOM-
NO3UTOPCKOM TEXHUKON... [TOHATHO, YTO MX MY3bIKO OTMEYEHO MEeYATbIO HALLIErO Bpe-
MEHM, 1 OHQ OTPAXAET 3MOXY, B KOTOPYIO MM BbINAIO XMTb, HO TOK BbINO BE3AE BO BCE
BpemeHa. [nasHoe He 3T0. [NaBHOE TO, YTO BCE YeTBepPO — MPEACTABMTENN POCCHIMA-
CKOM KOMMO3MTOPCKOM LLIKOJIbl, HE TONIbKO XPAHSILLME, HO K NPEYMHOXAIOLWME TPaam-
LMW HOLWKMX KOMMer-npeallecTBEHHMKOB. HeM pycckas My3bika OTAIMHYAETCS OT My3blKMU
LPYIMX MAPOBbIX KyNbTyp? Tem, Y4TO OHA, KOK HUKOKAs APYrasi, OKKyMynupyert B cebe
BCe 6e3 UCKIIOYEHUS UHTENNIEKTYANbHBIE M 3CTETUYECKME AOCTUXKEHMS HOLMOHATBHOM
KYTbTypbl: IMTEPATYPLI, PUNocodmu, APYTMX MCKYCCTB M, €CU YTOAHO, LYXOBHOM
Tpaamumn. MoxHo yuntbes Ha TBopuecTBe komnosutopos Ppanumm, Urtanum, Tep-
MaHUK... MOXHO MOCTPOMUTL COUYMHEHME CMIOWb HA YILTPACOBPEMEHHbBIX MPUEMAX
3BYKOM3BIIEYEHMS, MPULIEALIMX K HOM C 3aNafa, HO Y TANAHTAMBOrO, O6PA30BAHHO-
ro 1 NPodECCUOHANLHOrO POCCHIICKOrO KOMMO3UTOPA OHO HUKOrAA He ByaeT YMcto
OPMAnbHBIM, HEKOM «3BYYALLEN KOHCTPYKLMEM», M OCOBEHHOCTM HALMOHATBHOM
KOMMO3UTOPCKOM LUKOMbI BYAYT TAK MU MHAYE OYEBUAHDI.

MpuHUMN noctpoeHus anboma npoct poHenb3as. Kaxkabiit KoMnosutop B cBoeit
Nbece OTPAXAET OAHO M3 YeTbIpEX BpemMeH rofd. M 31o, koHeuHo, He 3ByKOBble Nei3a-
XM. DTO HEUTO HecoMamepnmo borbluee, Hecyliee GUNOCcoPCKUE OCMBICTIEHMS U UME-
folee rMyboko MHAMBUAYQNbHYIO MCUXONOMMYECKYIO MOLOMNEKY.

Haury, noxany#, ¢ CaMOro «no3uTMBHOIO» BPEMEHMU FOAA — C BECHbI, KOTOPO# CBOIO
nbecy noceatvn KoHcraHtuH Komonbues. Koncrantvn pogmncs B 1988 ropy
8 Ceepanoscke (HbiHe Ekatepuubypr), okoHumMn >cTpaaHO-axa30Bbi dakynbTeT
Ypanbckoro neparornyeckoro yHMBepcuteTa u Ypambckylo KOHCEPBATOPUIO MMEHM
Mycoprckoro kak komnosuTop, siBnfeTCs NIAypeaTomM Psiaa MeXayHAPOAHbIX KOHKYpP-
cos, xueeT u paboTaeT B poaHom ropoge (ceoboaHbiit xyaoxHwk). Ha sBonpoc o nio-
BMMBIX KOMMO3UTOPAX OTBEYAET TaK: «M3 aBapuaToro seka 1o [anuua YerBonbekas.
Bax, koHeuHo, HO OH, ckopee, BHe peinTuHros. Hy u nycts Byaet litom ae Mawo».



Mbeca Koncrantnna Komonsuesa Hasbisaetcs Flexanima — 8 nepesoge ¢ natsi-

HU, 3TO «TMBKAS AyLIA», XOTS COM OBTOP CYMTAET, YTO NPABUIIbHEE MOHUMATb NOJ 3TUM
Ayly HecTabunbHylO MM nofeuxHyto. [beca HaMMCAHa AN KAMEPHOTO CTPYHHOTO
OpKecTpa, KOTOPbIA ABTOP TPAKTYET KAK AHCAMbrib, cocToswmit M3 19 paBHONPABHBIX
CONUCTOB.

KoHcTaHTUH BbIGPAN BECHY M, KAK FTOBOPMUT OH COM, Y HEro He BO3HWMKIO COMHe-
HWI, Y4TO «AOMKEH MUCATb UMEHHO YPATbCKYIO BeCHy». [Tbeca BecbMa NIAKOHMYHA, 4TO,
No MHEHWIO ABTOPA, OBYCNOBNEHO TEM, YTO BECHA HA Ypane — caMoe KOpOTKOe Bpe-
Msi rofa.

MNpeaKoMNo3MUMOHHBIE PA3MBILLIIEHUS ABTOPA MHTPUIYIOT: «...BECHO B MOEM POA-
Hom ExkatepuHbypre nopoit 6biBaeT nyratolie OTBPATUTENLHOM, s AAXE AeNan Mo-
6opku poTorpaduit ¢ ropaMu rPsIBHOTO CHEra M BCSKUMM HEYMCTOTOMM, KOTOpPbIE
NPOSIBASIOTCS, KOFAA HAYMHAET TASTh CHEr... 1 BCMOMHMA OfHO BMAEO Ha toTybe, rae
AEBYLIKA MOC/e ONepaumn OTXOAUT OT HOPKO3d M HeCeT BCKUM Bped, v B TOM Yncne
npu3HaeTcs B NIOGBM BPAYy M MPEANAraeT eMy XeHUTbCS HA HEM. 51 MoHan, 4To Bec-
HO — OHQ KaK 3TO AEBYLUKA, KOTOPAs BbIXOAMT U3 KOMbI (3umbl) 1 kak Bbl HaOXOAMTCS
HO rPaHMLE MUPOB...». CKO3aHHOE CTANOo KoHUenuuen nbeckl: «MHe 3axoTenock Bbi-
PA3KTb HEYTO OTBPATUTENBHOE M MPEKPACHOE OAHOBPEMEHHO...».

MOM JIM4HbIE BNEYATNIEHUA TAKOBbI, 4YTO HMYEro «nyrawouwe OTBPATUTENbHOIO»
B Nbece HeT M B MNOMMHE, 3ATO OLLYLIEHUE KTPAHULILI MUPOB» MPUCYTCTBYET B MOJIHOM
Mepe. Tbeca, NOCTPOEHHAS HO COBPEMEHHBIX MPUEMAX 3BYKOWU3BIIEYEHMS, B MOJTHOM
Mepe COOTBETCTBYET SCTETUKE POMOHTM3MA: CKBO3b MEPLIOLLYIO W MYNbCUPYIOLLYIO
TKAHb MPOBMBAIOTCS TO KPUKM MTUL, TO XYPYAHWUE PYYbEB, M CMMBOJSIbI-3HOKM BECHDI,
TOKMM OBPA3OM, TO MPOCTYNAIOT, TO MCYE3AIOT HA $OHE «BEeCKOHEYHOM 3uMbI». Ecnn
CPUBHMBATbL C XMBOMKCHIO, TO MO TEXHUKE MCMONHEHUS 3TO OYEHb BINM3KO K MMNpec-
croHucTam (kak ogmH M3 MHorux npumepos: «Haiku Hag Temson» Knoga Movre, rae
NIOHAOHCKMM TYMOH PACTBOPSIET U MCKAKAET PEanbHOCTb, OCTABSISIA HOM JIMLLIb CXEMA -
TUYECKME OYEPTAHMS YBUAEHHOTO) M K KybHUCTam (MpUMMEpPOB, ONsiTb K€, MHOTO, M OAMH
n3 Hux — «Ckpunka» MNabno MNrkacco: caMomn cKpUnKM HET, HO Mo XoncTy pasbpo-
COHbl 7IEMEHTbI €€ KOHCTPYKLMM, M Mbl AOMKHbI CAMM MPOAENATh B CBOEM CO3HAHMM
aHanuTHYeckyto paboTy NO BOCCO3AAHMIO MHCTPYMEHTA).

KaptuHel neta npepctasneHsl Ha Aucke uuknom muHuatiop Cepresi 3aTbKoBa
«CrenHou cap Jlatuda» gns ckpunku, PopTeEnUMaHO M CTPYHHOTO OPKECTPA.
CnoBo «KapTuHbI» 3aech Honee YeM YMECTHO, MOCKONbKY B OCHOBE 3TOM paboTbl —
BMEYATIIEHNUS] OT XMBOMMUCH COBPEMEHHOTO KA3AXCTAHCKO-POCCHIMCKOTO XYAOXHMKA
JNatmda Kasbekora. «5l AABHO HAOXOXYCb MO BNEYATNEHMEM OT TBOPYECTBA XyAOXK-
Huka Jlatnda Kasbekora, ero metadpuanyeckmx capos, cTenei, CyLecTs, — roBopUT
Cepreit 3s1bkoB. — B ero kaptHax ectb npucyTcTeme HeBuammoro nHoro». Ha cant-
te Cankr-lNetepbyprckoro Mysesi coBpeMeHHOMo MCKYCCTBA «DpapTa» €CTb TAKAS
XOPOKTEPUCTMKA TBOPYECTBA XyAoxHUKa: «KusonucHeie pabotsl Kasbekosa — 310
B3N8, HOMPOBIEHHbIM B COBCTBEHHYIO ALy, B HUX OH OTAAETCS CUIe BHYTPEHHETO
BUAEeHUs. Bce Xu3HeHHble BnevatneHus, smoumn n obpassl obpetatot Gopmy nen-
30Xa, O NIOAM CTAHOBSTCS YACTBIO MPUPOLbI, NMEPEXOAS B MHYIO, HEOMYLUEBIEHHYIO
dopMy cylecTBoBaHUS». M 3TO o4eHb cO3BY4HO TBOpYECKMM yctanoBkam Cepres.
A «HEBMAMMOE MHOE» MMEET NPSMOE OTHOLIEHWE KO BCEM Er0 NPOU3BEAEHMUAM.

Cepreit 3atbko poguncs B 1969 ropy B Kyprane, B 1996 ropgy okoHunn Ypanb-
CKylo KOHCepBaTopuio umeHn Mycoprckoro, a B 1997 rogy yexan ¢ cembei us «ge-
npeccusHoro Kyprava» — sto cnoea astopal — B Cypryt, rae xunu ero Apy3bs.
«[Mpuexanu Ha rog, octanuce Hasceraa, — rosoput Cepreit u gobasnsieT, 4To yexanu,
BPOAE, B MybMHKY, a MUp okasancs bamke — CTanu BO3MOXHbI MOE3AKH, HOBbIE KOH-
TakTbl... Cepreit Bcerfa akTMBHO NUCAN M NPOJOMXAET MUCATb MY3bIKY M, K CHACTbIO,
HE «B CTONI»: €r0 NPOWU3BEAEHNUS UCMONHSIOTCS PA3MMYHBIMA POCCHIACKMMM KONEKTH-
BAMM M CONIMCTOMM B LIENIOM PAfie OTeYecTBEHHbIX pernoHoe. CerofHsi OH ofuH U3 ca-
MbIX M3BECTHbIX KOMMNO3MTOPOB HALLEM CTPAHLI. B fononHeHue k TBopyeckoi gesatenb-
HOCTH, OH paboTaeT KypaTopom apT-npoekTos [anepen coBpeMEHHOro MCKycCTBa
«Crepx» 1 npenopaeT B My3sbiKanbHOM Kosnedxe B ctaewem emy pogHom CypryTe.
Ha Bonpoc o nobumbix komnosutopax oteevaet Tak: «OmsgpiBascs HA3QA, BUXY,
4TO NUTANU MeHs bonble scero BebepH, Kpam, Pengman.

«CrenHoi cag Jlatnda» — NporpamMMHbIM LMK, KAXAAS YACTb KOTOPOro MMEET
Haseanue: 1. Tpona npusoaut Kk cagy u 3apactaet; 2. YynecHele 3sepu, n3obpa-
XeHHble HO BOpoTax u cTeHax caaa; 3. Tenu u ronoca B capy; 4. Jlatné 3a pabotoi;
5. Lenect kpoH, Wym necka B 4ACax.



OwmnboyHO nonararte, 4To My3blKQ 3A€Cb — MIIOCTPALMS K XMBONUCKU. B Hel Her
HWUKQKOM MIMIOCTPATUBHOCTH BOODLLE. DTO NANMAAPHbIE, NPEKPACHO CTPYKTYPUPOBAH-
Hble M BOMHYIOWE OBPA3Hble 3BYKOBLIE 30PUCOBKM, B KOTOPbIX OPFrOHUYHO COYETAIOT-
CS MMHUMYM HOT M MOKCUMYM cMbICra. besycnosHo, mbl Mmoxem rosopute 06 ocobom
cumeonuame Cepres 35TbKOBQ, MOCKOMbKY B €r0 My3blKE OYEBMAHBI HELOCKA3AHHOCTD,
HOMEKM, TOMHCTBEHHBIE M 3aragoyHbie 0bpaskl, TO eCTb, BCE TO, YTO ONpeaensier My3bl-
KQIbHbIA CUMBOJTU3M.

«[1n19 HOBO#M MY3bIKM BAXKHO OLLYTUTh, HOMTU HOBYIO SMOLMOHANLHOCTb. OTKPbITL CNO-
cobBbl NOrPYXEHHSs B HOBbIE MHTEPECHBIE COCTOSHMS. MHe HPaBUTCS UX NOBUTL U AENATb.
Moit cayHg — oH He Mnockui, MHOrocnoHbIM. MHOro Bo3gyxa, NPOCTPAHCTBA M OTTEH-
KOB. 3TO AAET BO3MOXHOCTb MY3bIKOHTOM [enaTh 3BYK TeKy4um, mepuaiowmm. Kpome
COYMHEHMSI OPKECTPOBLIX METADUIUYECKMX NEM3AXEN (MHTUMHO 3BYYaLLEN “330TepH-
kn"), yenekaet MeHs “Teatp 6e3 Teatpa” — My3biKQsbHbIE NPEACTABNEHMS CO 3A0POBOM
ponei 6e3ymus U HEOXMAAHHBIX GAHTA3UN», — OBBLACHSET B OAHUM M3 CBOMX UHTEPBLIO
Cepreit. 1py1 3TOM OH CYMTAET, YTO TBOPUT B COBPEMEHHOM XAHPE TAK HO3bIBAEMOTO
My3bIKQNIbHOTO MUHMManKM3Ma. Ha Mot xe B3rmag, Bce ropasno mybxe W 3HAUYUTENb-
Hee. [la, anemeHTbl MuHmanuama B ctune Cepres 3sTbkoBa 6e3yCloBHO NPUCYTCTBY -
0T, HO AENO OTHIOAb He OrPAHKUYMBAETCS UMKU. CMENo MOXHO rOBOPUTL M O MPUCYTCTBMM
3M1EMEHTOB AAAAM3MA MM HOBOM MPOCTOTHI... M BCe 3TO yKIaAbIBAETCS B APKMIA M Y3HA-
BOEMBbII CTUIb, KOTOPbIM, MOBTOPIOCH, JyHLLE BCETO HO3BATb OCOBLIM, MMYy6OKO MHAMBK-

AyansHbiM cmeonmamom Cepres 39TbkoBa.

OceHHsisi NOpa — [151 KOO «OYei OUAPOBAHBE», SIS KOTO «CKYy4YHQAS KAPTMHAY, HO A
BONbLIMHCTBA, HABEPHOE, OHA «30AYMYMBA M TPYCTHA, TMPUYHA U 3aragoyHax. OpHa-
ko, ecnu rosoputb o nbece Adieu... AHppes BecoroHoBa, To 3geck, npogonxas
Napasnienn ¢ Pycckon noasueid, BrosnHe Gbin 6ol ymecteH snurpad «OceHb TemHas
K HOM YepHoM nTuueit netut...». Cam Angpeit rosopuT cregytouiee: «B smouponansHom
MAGHe 3TA Mbeca O NEPEXMBAHMM YTPATbI, PA3BOMIOLLEHUM MATEPUAILHOTO M NEPEXOL,
€ro B METAPMU3NYECKOE COCTOSIHUE. .. OCEHb /15 MEHSI — 3TO OMEPTBIIEHUEY.

AHgpeit becoroHos — cambiit MONOAOI yHaCTHUK «kBapTeTa» — poguncs 8 1990 roay
B8 CesepogsuHcke. B 2016 rony oH okoHumMn MoOCKOBCKYIO KOHCEPBATOPUIO MMEHM

Yarikosckoro v tam xe B 2018 rogy accucteHTypy-cTaxnposky. AHapeit — naypeadr

OY€Hb MHOTMX MPECTUXHBIX MEXAYHAPOAHBIX KOHKYPCOB, M, HECMOTPS HO MOMIOAOCTS,
yXe SIBMSeTCS OBTOPOM HECKOSbKMX OMepP, CUMPOHMYECKMX M KAMEPHbIX MPOU3BEAEHMH,
O TaKXe My3blKM K APAMATHYECKMM CriekTaknam. B HacToswee Bpems xmeeT 8 Mockse
u npenopaeT B MoCKOBCKOM KOHCepBATOpHK. Y10 KacaeTcs nobuMbIX KOMNO3UTOPOB,
10 AHapeit 6e3 konebanuit HasbisaeT Pyppepa, Pomutennu u Pengmana.

Mbecy Adieu... ans ctpyHHoro opkectpa (15 ucnonnuteneit) u yenectsl MOXHO
HO3BATb HE MPOCTO SHUMKIIOMNEAMEN COBPEMEHHBIX MPUEMOB UIPbl HO CTPYHHbIX CMbIY-
KOBBIX MHCTPYMEHTAX, HO M ICHBIM MO CMbICITY M BECBMO COAEPXATENbHBIM MOCOBUEM,
KOK TPOAKTOBATb 3TW MPUEMbI, YTOObI OHU 13 GOPMANbHBIX 3BYKOBbIX KOHCTPYKLMIA CTA -
7 Iy6OKUMM M MOHSITHBIMKM OBPA3AMM, M KOK OPraHWU3OBATL CHCTEMY OBPA30B, YTOBbI
BOBUTLCS NPOCTON M 0coB0 BNEYATNAIOWEN APAMATYPrHU. DTO TUXASH U MPOH3UTENbHAS
NbECA C U3ALLHOM, NPO3PAYHON PAKTYPOH M IMYBOKMM PUTOCOPCKMM MOATEKCTOM.

AHann3 sToi nbeckl MOr Kbl BbITb MONE3HBIM A1 MHOTMX MOJTOABIX KOJIIET, HO Lene-
BOE HO3HAYEHMe 1 GOPMAT AAHHOM CTATBM He MO3BONAOT MHE 3TOTo. M NOTOMY §1 TONbKO
06pally BHUMAHME elLe HA JBA BAXHbIX OBCTOATENbCTBA.

lNepBoe kacaeTcs TeHeHHs My3bIKQNbHOTO BPEMEHU. Sl HEOAHOKPATHO NOAYEPKMBAI,
YTO COBPEMEHHAS My3blKO ONMPEAensieTcs NPexae BCEro OTHOLIEHUEM K STOM KOOPAM-
HOTE MY3bIKANIBHOMO NPOCTPAHCTBA. Ecnu BO BpeMeHa KNaccukoB M, B YOCTHOCTH, BEH-
CKMX KIIACCHMKOB MY3bIKQIbHOE BPEMsi TEKIIO PABHOMEPHO, TO Y POMAHTHUKOB 3TO PABHO-
MepHoe ABMXeHUe Ha4ano pacwaTbiBaTbes. Cranu nosensTbes pybaTo, CMEHbI TEMMOB,
npoTsxeHHble pepmatsl U np. Janbwe — H6onblue, U — NPOLY NPOCTUTL 30 HEBOSbHBIN
Kanambyp — B HOCTOSLLEE BPEMS MY3bIKANBHOE BPEMS MOAYMHSIETCS CIIOXHOMY 30KO-
HY, M KNACCHUYECKAs MU POMAHTHYECKAS KOHLENLMM BPEMEHU — JWLLb COCTABHBIE Y4ACTH
ceropHswHe GopMynbl. Y Angpes becoroHoea «knaccuyeckas» pOBHOMEPHAS Myrib-
CauMs — 3TO TMXOE HEYMOSIMMOE LBMXeEHUE cMepTh. B sTom asmxenmnu Het Huyero nuu-
HOCTHOTO, YenoBeYecKoro, OHO He3ayLHO MEXAHUCTUYHO M NOTOMY CTpawHo. A oko-
CTEHEBAIOWAs M 3ACTHIBAIOWANA NPUPOAA YMUPAET TAK, YTO BPEMS, KK HOM KAXETCs,
T0 6ONE3HEHHO YCKOPSIETCS, TO TPArMYECKM 3AMEANAETCS, NOYTH OCTAHOBAMBAETCS. .. Mbl
NOHMMOEM, YTO PUTM M 3[ECh MPUCYTCTBYET — €ro NPOCTO HE MOXET He BbiTb — HO J1o-
TMKQ BPEMEHHOM IYKTYALMM BbILIE HALIETO MOHUMAHMS.



Bropoe — 310 cTPOMHOCTL APXMTEKTOHMKM MbeCk!, OOYCNOBNEHHAS COPA3MEPHO-
cTbio ee $a3 1 PALMOHANBbHBIM UCMONL30BAHMEM — Be3 ManeMiuen nepeskcnayarta-
UMM — BCEX CPEACTB BbIPA3UTENLHOCTU. TaK, Hanpumep, B 3Toi 10-MUHYTHOI Nbece
YenecTa «BKIOYAETCS» JIULLb B COMOM KOHLIE M 3BYYMT BCETO LIECTb MOCNEAHUX TAKTOB,
YTBEPXAAs YracaHie Npupopbl U HACTYMIEHUE 3UMbI.

«Hactynuslyto» 3umy npeacraemn AHTOH CBeTAMYHBbIN. [Tpountae moHorpadmio
Bponens npo Espony XV-XVIII Bekos 1 HaMas B HEM HyXHble CIOBA NPO KNMMAT (Ma-
Nbii NEAHUKOBBIA MEPUOL, U COMYTCTBYIOLLME NPOBAEMbI), O TAKXE BCNOMHUB KOE-YTO
n3 «Mctopum cesepHbix Hapogoe» Onada Martyca, weepackoro uctopuka XVI seka,
AHTOH cPOPMYNMPOBAN TO, YTO BAOXHOBWNO €O HA CO3AAHME MbeCh!: «3amepsLune
NTULBI NAAAIOT € He6a, HULLME OTMOPAXMBAIOT cebe HOChI M FEHUTANMM, B IECAX BOJI-
KM BOIOT — KOK TyT HE BAOXHOBWTbCS, B 0blemM. bpeirens-ctaplumit kak pas Toraa
NEPBbIM B MCTOPWM MEM3aXA TEMATUM3MPOBAN 3UMY, COENAN €€ LEHTPOM KAPTHMHBI,
a He POHOM. M He MPOCTO NOTOMY, 4TO EMY HPABMITUCH KOHBKM M CHEXOK, 4, BUAMMO,
NOTOMY YTO MCMXMKA He CMPABASANACH C NEfeHsLen XyTblo 6e3 npeobpaxatowero
M BO3BbLILLAIOLETO €€ UCKYCCTBA.

AntoH Ceetnnunbit poauncs 8 1982 ropy B Poctose-Ha-[ony. B 2004 okoHumn
PoctoBckyto koHcepaaTopuio umenn PaxmaruHosa. OH OfMH M3 CAMBIX M3BECTHBIX
M MCMONHSEMBIX MONTOABIX KOMMO3UTOPOB, O TAKXE MY3bIKAbHbBIX KPUTUKOB M SCCe-
uctos Poccim, KoTopbiit NOMUMO Omnep, MIO3MKIIOB M KAMEPHbIX COUYMHEHMI co3paeT
TAKXe MY3bIKY K CMEKTAKJISIM M MOCCOBbIM MEPOMPUSTUSM. YUACTHUK MHOTOUMCIIEHHBIX
decTuBanen, KaK POCCUMIACKUX, TAK U 3apybexHbix. Xueet U pabotaet B PoctoBe-Ha-
Hony, npenopaet B Poctosckom Konnepxe nckyccTts. Ha Bonpoc o noBausiBLLMX HQ ero
CTAHOB/NEHUE KOMMO3UTOPOB AHTOH AN PO3BEPHYTHIM OTBET, KOTOPLIM s NPUBOXY
noutn nonHoctsio: «[1o noeody NO6KUMbIX/MOBAMSBILMX KOMMO3UTOPOB — Yy MeEHs
ObIN1a LOBOMBLHO [AIMHHAS BOSIOLMS C HECKOIbKUMM CTAAMSIMM PACLUMPEHMS, TAK YTO
no upee Hapo 6bio 6bl HassaTe u LLoneHa ¢ PaxmanuHoseim, 1 MNpokodbesa c LLo-
crakosuyem, U baptoka ¢ Onerrepom, u LLnutke ¢ (He 3Halo, koro noctasuTL emy
8 napy). Ha Tot Bektop, no KoTopomy meHs TAHET ceryac, bonblue ApYrMx NOBAUANM,
HaeepHoe, AngpucceH u bepHxapg JlaHr — To ecTb, ycnoxHeHHbIM peneTUTUBHBIN

MUHUManU3M (xoTs  6asoebiit B nvue Paitnu 1 Paixa nosnuan Toxe). TpeTsum s bl

Hassan lpuse (4 ero nocnegosartenen, Pomutennu, B yactHocT) — To ecTb, pasHbie
CMEKTPANbHbIE AENA, XOTS Y MEHSI OHWM He 0COBO U3OLLPEHHbIE, BIPOYEMY.

Mbeca «Xonop» ons 15 CTPYHHLIX MHCTPYMEHTOB HAOYMHAETCS BLICTPLIM ABUXKEHMU-
€M YETbIPEX CKPHUMOK, Y KAXAOM M3 KOTOPLIX CBOSI «(pOPMYINIA CKOPOCTU». DTO CO3AAET
OGUEHUS BHYTPU CAMOTO ABMXEHMS, U, MO CYTH, YXe 3aecCb 0BO3HAYEH NepPBLIM Ypo-
BeHb KOHPnMKTA. Bropoit yposeHb — 6onee rmybokuit 1 NPUHLMIMANBHBIA: K «Mep-
LatOLLEMY» ABUXEHMIO AODABNSIOTCS «MPOTHXHBIE» HOTBI APYrMX CTPYHHbIX, BHAYase
«CBUCTSLLME» PNIAXONETHI B TOM XE BLICOKOM PEMUCTPE, O 3ATEM M «OBbIYHBIE» TAHY-
LWMeCs 3BYKM YXe B CPEAHEM M HM3KOM Peructpax. Takum obpasom, B 0603HAYEH-
HOM MpoCTpaHcTBe MAeT Bopbba MeXAy MOABMXHOM CTUXMEN M HEKOM 3ACTbIBLUEM
NABOWM, TO €CTb, MEXAY XMBbIM U HexXMBbIM. KOHGNUKT pasBMBAETCS: MHTEHCUBHOCT
«ByHCTBA» PA3PACTAETCS, 3AXBATHIBAS BCE GOMbWMA 1 BONBWIMIA PETUCTPOBLIM AMA -
NO30H M YBENMYMBAS MIOTHOCTb, M HEPABHOMEPHbIE BTOPXEHMS AMMHHBIX NEAANbHBIX
HOT M MIACTOB HACTYMQIOT HA Hee, CTAPAsCb NOAABUTL, OCTAHOBMTL ABMXeHMe... Kak
M3BECTHO, B KYIbMMHOLMM MATEPUAN «MEPENIaBnsSeTcs», U obpeTaeTcs HOBOE Ka-
yectBo. OBBIYHO, 3TO HEKMI KOHTPACTHBIA MATEPUAN, «TEHETUYECKM» TECHO CBSI3AH-
Hbl C NpeablaylMM. 3aech Xe BCE He TAK OYEBMAHO: HOBbLIM KAYECTBOM BbICTYNaAeT
HO MEepBbLIM B3MSA TO Xe ABMXEHUE B TOM XE TEMNE, HO PA3HMLA B TOM, YTO ABMXE-
HME 3TO CTANO PABHOMEPHBIM. M 3To npuHuMnmnansHo BaxHo! Jlloboe pasHomepHoe
LBMXEHME — MOBTOPIOCH! — eCTb CMMBON BHENMYHOCTHOTO, HEYENOBEYECKOTO B CUIY
ero 6e3ayLHON MEXAHUCTUYHOCTU. POMaHTH3MpPYs ckasaHHoe, TpaHcopMaLms ABu-
XeHus SBRsSeTCs TparMyecknm utorom, nobepoit cmeptn. Ha ¢pone yteepameluerocs
PABHOMEPHOTO ABUXEHMS KOK PEMUHUCLEHLMM BO3HUKAIOT KPBAHBIE KIOUbS» ABUXKE-
HWsI NpefblaYyLLErO, K KOTOPOMY AOBABASIOTCS, KA3ANOCh Bbl, T€ XE «MPOTHXKHBIE HOTHI
M 3BYKOBblE MAACTbI, HO TEMEPb OHW FMUCCAHAMPYIOT, OMMLIBAIOT, CO3AABAs d3PeKT
ctoHa. Mei, Takum obpasom, Habnoaaem yanerTeNbHbIM peHOMEH: 06a NNacTa nome-
HSIIMCb POMISIMM, M TENEPb ABUXKEHWE TPAHCPOPMUPOBANOCH B HEYTO BHEMMYHOCTHOE,
a 30CTbIBLUME NPOTSIXEHHbIE NAAcTbl 0bpenn «yenosedeckue YepTbi». MTor 6opsbe
npeackasyem M3HAYANbHO: B KOHEYHOM MUTOre BCE 3aMEANSETCs, PA3pYLLIaeTcs U 3a-
cThiBOET.



OPENSOUNDORCHESTRA

OpensoundOrchestra — 310 cooblecTBo Beaylumx My3sbikaHToB MockBbl, KOTOpble

CNEeLManmusnpyoTcsl Ha UCMONHEHUM COBPEMEHHOM My3bIKM. Jlerko TpaHchopmupysch
13 KOMEPHOTO CTPYHHOTO KBAPTETA B NMOMHOLEHHbIM OPKECTP, OHM MHULMUPYIOT M Yud-
CTBYIOT B CMEJIbIX MY3bIKQJIbHbIX NMPOEKTAX, OXBATHIBAIOLMX KAK HOBEWLLEE 3BYKOBOE
MCKYCCTBO, TAK U CMEXHbIE TEPPUTOPUKM BAPOKKO, KNACCHKM, TEATPANbHON M KUHO-
My3bikn. OpKecTp COTPYAHMYAET C KNOYEBbIMM HECTUBANAMM M APT-MHCTUTYLIMSMM,
Bkntoyas myseu [Mpokodbesa n CkpsibuHa, Espeitckuit myseit 1 Myaeit Mocksbl, 1 BbI-
CTYNOET HA YBAXAEMbIX PUNAPMOHMYECKMX M KiTyBHbIX cueHax ot bombworo 3ana
koHcepsaTtopmu, KoHuepTHoro 3ana umenn Yaiikosckoro u bonbworo sana 3apsaass
no KononHoro sana [Joma coto3oB 1 BegylLeit SKCNEPUMEHTANBHOM NNOLLAAKM CTOMM-
bl — KYNbTypHOTO LieHTpa «[om».

OpHUM M3 HaNpaBneHUI [EeATeNbHOCTM OPKECTPA CTANA MOAAEPXKA CO-
BPEeMeHHbIX poccuickux  komnosutopos. OpensoundOrchestra  ucnonwser

cneunanbHO CO30AHHbIE AN HUX COYUHEHUA MONOAbIX OBTOpOB, ad TAKXe nonon-
HSET CBOM pernepTyap NMPOM3BEAEHMSAMM YXKE M3BECTHbIX KOMNO3UTOPOB COBpE-
meHHoM Poccumu.

CTAHUCJIAB MAJIBILLEB

Poccuitckuin ckpunay n aupmxep, soueHt Mockosckoit koHcepBaTopuu. 3a nNieYamu
Cranucnaea 20-1eTHMIt OMbIT UCNOMHEHNUS M 3AMMCU HOBEWMLLEN My3bIKM B KOYeCTBE
NepBOM CKPMUMKM KBAPTETA M KOHUepTMeicTepa aHcambns «CTyams HOBOW My3blKu».
3a spems pabotbl apuxepom (c 2017 roga) nop ero pykoBOACTBOM NpO3By4QsM
poccuiickue npembepsbl counHenmin fabpuasns Mpokodsesa, Maesna Kapmarosa, Mo-
XQHHA VIOXQHHCCOHA M APYIMX KOMMO3UTOPOB HA KOHLEPTHbIX nowaakax Mocksbl.
B 2018 rogy cospan opkectp cospemerHoin Myabikn OpensoundOrchestra, ¢ koto-
PbIM BbICTYNAET KOK AUPUXEP M COMMUCT, 3AMMUCHIBAET My3blKY K KUHO, COTPYAHMYAET
C MOMNOABIMM KOMMO3UTOPAMM U MITPAMU POCCHMIACKOM MY3bIKQSIbHOM CLLEHBI.



SOUND REVIEW

Sound Review is an anthology of music by Russian composers of the 20™ and 21+ centuries.
The project was launched in 2020 by the Union of Composers of Russia together with Firma
Melodiya. The creation of such an anthology is an organic continuation of the activities
of the Union of Composers of Russia, which today actively supports the comprehensive
development of composers’ creativity by arranging concerts, festivals, competitions,
performing laboratories, and scientific conferences, and acting as a partner of major
projects related to the world of contemporary music in Russia. All these activities are not
only aimed at supporting the composers, but also at introducing the general public to their
works, educating new talents, and promoting professional musical culture in Russia and
abroad.

The debut release of Sound Review featured works by the leaders of the Russian musical
avant-garde of the early 20" century and the music of composers born between 1970 and
1990. The 2021 Sound Review combines neo-romantic compositions of Myaskovsky and
Zaderatsky with the music of those whose careers began in the 1950s to the 1980s.

The 2022 Sound Review again brings together music from different eras, from works
by composers of the sixties fo the music of contemporary young ones, some of whom have
not turned thirty.

The piano works by Nikolai Sidelnikov, Boris Tishchenko, and Valentin Silvestrov
were recorded by pianists Yury Favorin and Mark Buloshnikov. Anton Izgagin performed
a program consisting of works by contemporary composers for the period instrument viola
da gamba. A separate album is dedicated to music for flute and piano performed by Irina
Stachinskaya and Mikhail Turpanov.

The featured album “New Seasons” contains works by four Russian composers
performed by OpensoundOrchestra conducted by Stanislav Malyshev. All four are quite
different: they were born in different years, in different regions; they have different and very
dissimilar fates; their views on music differ, and significantly in some way; everyone has
aesthetics and philosophy of their own... And yet, they have something in common that
makes it possible to hear their works on the same album — not just the fact that they are
exceptionally talented, bright, and charismatic; not just the fact that all four possess a high
composing technique... It is clear that their music is hall-marked by our time and captures

the era which they happened to live in, but it happens like that always and everywhere.

This is not the main thing. The main thing is that all four are representatives of the Russian
composition school and not only preserve but also multiply the traditions of those who
preceded them. How does Russian music differ from the music of other world cultures? Like
no other, it accumulates all, without exception, intellectual and aesthetic achievements of
national culture: literature, philosophy, other arts, and, if you like, the spiritual tradition. You
can learn from the works of composers from France, ltaly, and Germany... You can build
a piece entirely on the ultra-modern techniques of sound production that came to us from
the West, but for a talented, educated, and professional Russian composer, it will never be
purely formal, some kind of “sound structure,” and the specifics of the national composition
school will be obvious one way or another.

The album is built on a very simple principle. In their pieces, each of the composers
depicts one of the four seasons. And these are no soundscapes at all. These are something
incommensurably greater than that, something that carries philosophical reflections and
has a deeply individual psychological connotation.

| will start, perhaps, with the most “positive” of the seasons, that is spring, which
Konstantin Komoltsev dedicated his piece to. Konstantin was born in 1988 in
Sverdlovsk (now Yekaterinburg) and graduated from the variety and jazz department of
the Ural Pedagogical University and the Ural Mussorgsky Conservatory as a composer.
He is a prize-winner of several international competitions, and now freelances in his home
city. When asked about his favorite composers, he answers this way: “From the twentieth
century, it's Galina Ustvolskaya. Bach, of course, but he is beyond any rankings. Well, let
it be Guillaume de Machaut.”

Konstantin Komoltsev's piece is named Flexanima, which means “flexible soul” in
Latin, although the composer believes that an unstable or mobile soul would be more
correct. The piece was written for chamber string orchestra, which the composer interprets
as an ensemble of nineteen equal soloists.

Konstantin chose spring and, as he says, he had no doubts that he “must compose
nothing but the Ural kind of spring.” The piece is quite laconic, which, according to the
composer, is due to the fact that spring in the Urals is the shortest season.



His pre-compositional reflections are intriguing: “Springtime in my native Yekaterinburg
is sometimes frighteningly disgusting. | even made selections of photographs with mountains
of dirty snow and all sorts of impurities that appear when the snow begins to melt...
| remembered one video on YouTube with a girl after surgery, recovering from anesthesia
and talking deliriously, also confessing her love to the doctor and offering him to marry her.
| realized that spring is like that girl who comes out of a coma (winter), hanging somehow
on the border of the worlds...” What he said became the concept of the piece: “I wanted
to express something disgusting and beautiful at the same time...”

My personal impression is that there is no trace of anything “frighteningly disgusting”
about this piece, but the feeling of “the border of the worlds” is here in full measure. Built
on modern devices of sound production, the piece fully corresponds to the aesthetics of
romanticism: the cries of birds, the murmur of streams, and the symbols and signs of spring
make their way through the shimmering and pulsing texture, appearing and disappearing
against the backdrop of “endless winter.” If compared with painting, it is very close, in
terms of execution technique, to the Impressionists (as one of many examples, Claude
Monet's “Seagulls over the Houses of Parliament,” where the London fog dissolves and
distorts reality, leaving us only a schematic outline of what we see) and to the Cubists
(there are many examples again, one of them is Pablo Picasso’s “Violin”: there is no violin
as it is, but parts of its structure are scattered across the canvas, and we have to do some
analytical work in our minds to recreate the instrument).

Pictures of summer are represented by The Steppen Garden of Latif for violin, piano
and string orchestra, a cycle of miniatures by Sergei Zyatkov. The word “paintings” is
more than appropriate here since this work is based on the impressions of the paintings
of Latif Kazbekov, a contemporary Kazakh-Russian artist. “I have long been impressed
by Latif Kazbekov's works, his metaphysical gardens, steppes, and creatures,” Sergei
Zyatkov says. “There’s something invisible else in his paintings.” The website of Erarta,
a contemporary art museum in St. Petersburg, describes the artist's works in the following
way: “Kazbekov’s paintings are a look directed into his soul; in them, he gives himself up
to the power of inner vision. All life impressions, emotions, and images take the form of
a landscape, and people become part of nature, moving into a different, inanimate form

of existence.” This is quite in tune with Sergei’s creative attitudes. And the “invisible else” is

directly related to all his works.

Sergei Zyatkov was born in 1969 in Kurgan. In 1996, he graduated from the Ural
Mussorgsky Conservatory, and a year later left the “depressive Kurgan,” as he put it,
with his family for Surgut where his friends lived. “We came for a year and stayed for
good,” Sergei says and adds that one may say they left for the sticks, but the world
got actually closer for them — travels and new contacts became possible... Sergei has
always been an active composer and continues to write musical pieces, and, fortunately,
they manage to see the light of day: his works have been performed by various Russian
ouffits and soloists in a number of Russia’s regions. Today he is one of the best-known
domestic composers. In addition to his creative activities, he curates art projects at the
Sterkh Gallery of Contemporary Art and teaches at a music college in Surgut. When
asked about his favorite composers, he answers this way: “Looking back, | see that
Webern, Crumb, and Feldman fed me the most.”

“The Steppen Garden of Latif” is a program cycle, and each movement has a name:
1. The path leads to the garden and overgrows; 2. Wondrous animals depicted on the
gates and walls of the garden; 3. Shadows and voices in the garden; 4. Latif at work;
5. The rustle of tree crowns, the sound of sand in the clock.

ltwould be a mistake to think thatthe music here illustrates painting. Itis notillustrative at
all. These are lapidary, beautifully structured and excitingly imaginative sound sketches,
which organically combine a minimum number of notes with a maximum amount of
meaning. Of course, we can talk about Sergei Zyatkov's special symbolism since his
music has obvious understatements, hints, and mysterious and enigmatic images, that s,
everything that defines musical symbolism.

“For new music, it's important to feel, to find new emotionality. To discover ways
how to dive into new interesting states. | like to catch and make them. My sound isn't
flat, it's layered. Lots of air, space, and shades. It allows the musicians to make the
sound fluid, shimmering. In addition to composing metaphysical orchestral landscapes
(intimately sounding ‘esotericism’), I'm fascinated by ‘theater without theater’” — musical
performances with a fair share of insanity and unexpected fantasies,” Sergei explains in
one of his interviews. At the same time, he believes that he creates in the modern genre



of the so-called musical minimalism. In my opinion, everything is much deeper and more
significant. Yes, Sergei Zyatkov's style does have elements of minimalism, but the matter
is by no means limited to them. We can safely talk about the presence of elements
of Dadaism or new simplicity... And all this fits info a bright and recognizable style,
which, | repeat, can best be referred to as Sergei Zyatkov's special, deeply individual
symbolism.

Autumn time — some think it is a “feast for the eyes,” others say it is a “boring picture,”
but for the maijority it is probably “thoughtful and sad, lyrical and mysterious.” However,
if we talk about Adieu... by Andrei Besogonov and continue to draw parallels with
Russian poetry, the epigraph “Dark autumn flies to us like a black bird...” would be quite
appropriate. Andrei says: “Emotionally, this piece is about the experience of loss, the
disembodiment of material things and their transition to a metaphysical state ... autumn
for me is mortification.”

Andrei Besogonov, the youngest of the foursome, was born in 1990 in Severodvinsk.
In 2016, he graduated from the Moscow Tchaikovsky Conservatory and completed an
assistant traineeship course there in 2018. Andrei is a prize-winner of many prestigious
international competitions and, despite his young age, has written several operas,
symphonic and chamber works, and scores for theater. He now lives in Moscow and
teaches at the Moscow Conservatory. As for his favorite composers, Andrei names
Furrer, Romitelli, and Feldman without a second thought.

The piece “Adieu...” for string orchestra (15 performers) and celesta can be referred
to as not just an encyclopedia of modern techniques for bowed string instruments,
but also a semantically clear and very informative guide on how tfo interpret these
techniques so that they turn from formal sound structures into deep and understandable
images, and how to organize the system of images in order to achieve a simple and
particularly impressive dramatic concept. It is a quiet and poignant piece with an
elegant, transparent texture and deep philosophical overtones.

Analyzing this piece could be useful for many young composers, but the purpose
and format of these liner notes do not allow me to do it. Therefore, | will only draw
attention to two more important circumstances.

The first one concerns the flow of musical time. | have repeatedly emphasized that

contemporary music is determined primarily by the attitude towards this coordinate of
musical space. In the time of the Classics, in particular the Viennese ones, musical time
flowed evenly, but that uniform movement began to loosen when the Romanticists came on
the scene. Rubato, tempo changes, extended fermatas, etc. began to appear. The farther
in, the deeper, and at present, musical time obeys a complex law, and the classical and
romantic concepts of time are only components of today’s formula. Andrei Besogonov
has a “classic” uniform pulsation — it is a quiet, inexorable movement of death. There is
nothing personal and human in this movement, it is soullessly mechanistic and therefore
terrifying. And the ossifying and solidifying nature dies in such a way that time, as it seems
to us, painfully accelerates or tragically slows down, almost stops... We understand that the
rhythm is also present here — it simply cannot be absent — but the logic of time fluctuation
is beyond our understanding.

The other is the harmonious architectonics of the piece due to the proportionality of
its phases and the rational use — without the slightest overexploitation — of all means of
expression. So, for example, in this ten-minute piece, the celesta joins in only at the very
end and is only heard in the last six bars, asserting the extinction of nature and the onset
of winter.

Winter that is here to stay is presented by Anton Svetlichny. After reading Braudel’s
monograph about Europe in the 15" to 18™ centuries and finding the right words in it about
the climate (the Little Ice Age and related problems), as well as remembering something
from “A Description of the Northern Peoples” by Olaf Magnus, a Swedish historian of the
16" century, Anton formulated what inspired him to create the piece: “Frozen birds fall from
the sky, beggars freeze their noses and genitals, wolves howl in the woods — how can
one not be inspired, in general? Brueghel the Elder was the first in the history of landscape
painting to thematize winter, making it the center of a painting, not the background. And
not just because he liked skates and snow, but, apparently, because his psyche couldn’t
cope with the chilling horror without art that transforms and elevates it.”

Anton Svetlichny was born in 1982 in Rostov-on-Don. In 2004, he graduated from the
Rostov Rachmaninoff Conservatory. He is one of the best known and frequently performed



young composers, as well as music critics and essayists in Russia. In addition to operas,
musicals, and chamber works, he also composes for theater and public events. He has been
a participant of numerous festivals in Russia and overseas. He lives and works in Rostov-
on-Don, and teaches at the Rostov College of Arts. When asked about the composers
who influenced him, Anton gave a detailed answer, which | quote almost in full: “As for
my favorite (and those who influenced me) composers, I've had a rather long evolution
with several stages of expansion, so, in theory, | should name Chopin and Rachmaninoff,
Prokofiev and Shostakovich, Barték and Honegger, Schnittke and (I don’t know who can
be his match). Perhaps, Andriessen and Bernhard Lang more than others influenced the
vector I'm drawn to now — that is complicated repetitive minimalism (although the basic
one in the person of Riley and Reich also did). Thirdly, it's Grisey (and his followers, Romitelli,
in particular) — that is all kinds of spectral things, although mine are not that sophisticated.”

The piece Cold for fifteen string instruments opens with a rapid motion of four violins,
each having its own “speed formula.” The motion creates beats within itself, and, in fact, the
first level of conflict is already in place. The second level is deeper and more fundamental:
“lingering” notes of the other string instruments are added to the “flickering” motion, first
“whistling” flageolets in the same high register, and then “normal” lingering sounds in the
middle and low registers. Thus, there is a struggle between the mobile element and some
kind of frozen lava in the indicated space, that is, between the living and the inanimate.
The conflict evolves: the intensity of the “violence” grows, capturing an ever larger register
range and increasing the density, and uneven invasions of long pedal notes and layers
attack it, trying fo suppress, stop the movement... As is known, the material is “melted” in
the climax, and a new quality is acquired. Usually, it is some kind of contrasting material,
“genetically” closely related to the previous one. Here, everything is not so obvious: at first
glance, the same motion at the same pace appears as a new quality, but the difference is
that this motion has become uniform. And this is crucially important! Any uniform motion —
| repeat! — is a symbol of the extrapersonal and inhuman due to its soulless mechanisticity.
Romanticizing what has been said, the transformation of the motion is a tragic outcome,
a victory for death. Against the background of the established uniform motion, the “shreds”
of the previous motion appear as reminiscences, to which, it would seem, the same
“lingering” notes and sound layers are added, but now they are sliding and swelling,

creating the effect of a groan. Thus, we are witnessing an amazing phenomenon: both layers

have turned the tables and the motion has transformed into something extrapersonal, and
the frozen extended layers have acquired “human features.” The outcome of the struggle
is predictable from the outset: in the end, everything slows down, collapses, and freezes.

OPENSOUNDORCHESTRA

OpensoundOrchestra is a community of leading musicians in Moscow who specialize
in contemporary music. Easily transformed from a chamber string quartet to a full-
fledged orchestra, they initiate and participate in bold musical projects that cover both
the latest sound art and the adjacent territories of Baroque, classical, theatre and film
music. OpensoundOrchestra collaborates with key festivals and art institutions, including
the Prokofiev and Scriabin Museums, the Jewish Museum and the Museum of Moscow,
and performs on respected philharmonic and club stages from the Great Hall of the
Conservatory, the Tchaikovsky Concert Hall and the Great Hall of Zaryadye to the
Column Hall of the House of Unions and the capital’s leading experimental venue, the
DOM Cultural Center. One of the activities of the orchestra is the support of contemporary
Russian composers. OpensoundOrchestra performs compositions specially created for
them by young authors, as well as replenishes its repertoire with works by already well-
known composers of modern Russia.

STANISLAV MALYSHEV
Stanislav Malyshev is a Russian violinist and conductor, Associate Professor at the Moscow
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