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3Bykopeskuccep — [1aBes JlaBpeHEHKOB

TCHAIKOVSKY | RACHMANINOFF

ROMANCE

Pyotr Tchaikovsky
1 None but the Lonely Heart, Op. 6 No. 6

(Lev Mei, Johann Wolfgang von Goethe) . . . . . ... ... ... .... 3.20
2 Reconciliation, Op. 25 No.1 (Nikolai Shcherbina) . ... ........ 5.10
3 Exploit, Op. 60 No.11 (Alexei Khomyakov) . ............... 3.45
4 The Terrible Moment, Op. 28 No. 6 (Pyotr Ilyich Tchaikovsky) . . . .. 3.20
5  Amid the Din of the Ball, Op. 38 No. 3 (Aleksey Tolstoy) . . . . ... .. 2.15
6  IBless You, Forests, Op. 47 No. 5 (Aleksey Tolstoy) . .......... 5.06
7  The Nightingale, Op. 60 No. 4 (Alexander Pushkin) . ... ... .. .. 3.48
8  Wait! Op. 16 No. 2 (Nikolai Grekov) . ... ... ... .......... 4.01
9  Night,Op.73No. 2 (DaniilRatgauz) . . .................. 3.30
Sergei Rachmaninoff
10 In My Soul, Op. 14 No. 10 (Nikolai Minsky) . . .. ... ... ... ... 2.44
11 At the Gates of the Holy Abode (Mikhail Lermontov) . . ... ... .. 3.53
12 Christ Is Risen, Op. 26 No. 6 (Dmitry Merezhkovsky) . . . . . ... ... 2.58
13 Do Not Sing, My Beauty, Op. 4 No. 4 (Alexander Pushkin) . . . ... .. 4.29
14 ItIs Time! Op.14 No.12 (SemyonNadson) . . . ... ... ....... 1.23
15 Were You Hiccoughing? (Pyotr Vyazemsky) . . . . .. ... ... .... 1.30

Total time: 51.18

Dmitry Skorikov, bass
Vladimir Ovchinnikov, piano

Recorded in 2023.
Sound engineer — Pavel Lavrenenkov
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YAMKOBCKUI1, PAXMAHHHOB.
AHTOJIOTHSI PYCCKOH IVIIU

Korma B XVIII Beke pomaHC nmosiBuiICS B Poccun, cnepBa CJIOBO 3aKpe-
MJIOCH 32 HEGONBIIMMYM BOKAJIbHBIMM ITPOM3BEIEHUSIMY Ha (PPaHIy3CKOM
si3bIKe. Pycckyie ipuiecKye TeCHM TOXKe CO3/1aBaji, HO MMS «<pOMaHC» OHU
nosyunnu mossxe. Paciiset pomaHca npuinesics Ha XIX Bek. B aTOT nepuop,
PYCCKYIO KYJIbTYPY 3aXJIECTHYJI pPOMaHTU3M, KOTOPBIi OIMMpasicss Ha 60J1b-
IIMe CTPaCTU B TOV JKe Mepe, B KOTOPO# yUmiI IyOInKy oopaiiaTh BHUMaHNUe
Ha AYIIeBHYIO JXM3Hb 00BIYHOTO YeJIoBeKa. BO3MOKHO, BIIepBbie BICOKMMM
YyBCTBAMM CTajI YyBCTBA, IIOHSITHBIE JIIOOOMY.

ITpodeccronambHbIe KOMITO3MTOPBI IIPUAYMAJIN TO, UTO CeYac MPUHSITO
Ha3bIBaTh KJIACCUYECKUM POMAHCOM. BbICTpO 13 ero o6s13aTeIbHbBIX YePT
Mcye3so TpeboBaHMe UCIOAb30BaTh GpPaHITy3CKMii TeKCT. )KaHp, B LIEHTpe
KOTOPOT'O UCIIOBEIb, PACCKa3 O COKPOBEHHOM, Yallle 60JIbHOM, PesKe CUaCTIN-
BOM ¥ YIIOUTETbHOM, TO/DKEH GBI HAMTH Ce0sI B C/IOBAX, MMOHSITHBIX KASKAOMY.
Tak B MMpe pycCKOro poMaHca MOSIBUIACh PYCCKOSI3bIYHAS K€ MTO33MUSI.

3a poMaHChI — IO CYTH, IyITHI TOJIOCA ¥ MHCTPYMEHTa, — Opayich MHO-
rue KpyIiHbie pycckue aBTopbl. OnuH n3 Hux — I[1éTp YarikoBckuii. Cum-
(oHMCT, pOMaHTUK, B Ubeli My3bIKe YYBCTBO Pa3/IMBaIOCh MOTHOBOITHO, OH
MMcal pPOMaHChl KaK My3bIKaJbHBIV JHEBHUK. B KaMepHbIX Benjax Yaiikos-
CKMI1 JOCTUTAJI ITpeiesia SMOIMIA M B TO K€ BpeMsI ITPOO0BaJI CIOKETHI U ITPH-
€Mbl, KOTOpbI€ TT033Ke TTlepeHoCUIT B KpyTiHYto dopMmy. Elle omHuM MacTepom
pomatca 6s11 Cepreit PaxmannHoB — yueHuk [TeTpa YaitkoBckoro. Paxma-
HMHOB pa3BUJI YMeHMe YIOBUTh HACTPOEHME CTUXOTBOPEHMS U TlepeHeCT
€ro B 3BYKI.

OTtHomeHus YaiikoBCKOTO 1 PaxMaHMHOBA — U B IIPSIMOM, 1 B MeTa-
doprueckomM cMbICie — AMATOT MacTepOB, KOTOPBIX CBeJIO Bpems. Pax-
MaHMHOB 3HaJ1 YaliKOBCKOI'0 CO BpeMeH CBOEro CTyJeHYeCTBa U BBICOKO
LeHWJT CTapIlero KoMmnosutopa; YaiikoBCKOMY ObLJT MHTEpeceH MOJIOA o
MY3bIKaHT, KOTOPBIi GBICTPO CTaJI €ro KOJIJIETOM U JTasKke TIepeK/IaabIBasl
IJIsI YeThIpex pyk 6anet «Crsiiast KpacaBuia». B TBopueckomM cmbicie
Cepreii PaxmaHnHOB cTasn HaciegHUKOM [leTpa YailkOBCKOTO: pOMaHChI
0601X aBTOPOB IMPOHMUKHYTHI 37IeTMUYeCKMM HacTpoeHMeM, ogHako Pax-
MaHMHOB CO BpeMeHeM BbipaboTas cBO¥ CTu/Ib. ETo KaMepHble Beliu
OT/IMYAIOTCST 60Iee pagoOCTHOI, BpeMeHaMy BOCTOPKEHHO MHTOHAIen —
B COOTBETCTBUM C I1033MeEN, COBpeMEHHOM KOMITIO3UTOPY. 3aAYMUMBLIIA,
MOTPY>KEeHHBIN B ce6s1 poMmaHTN3M XIX BeKa CMEHMJICSI KOPOTKUM CBET-
JIBIM TTIepUOIO0M B Havase XX-ro. POMaHChI 4yTKO OTpaXkajin 3TOT CABUT.

My3bIKaHTOB POAHMJIO B TOM YMC/Ie OTHOIIEHME K CJI0BY B BOKAJb-
HO¥ My3bIKe. [TéTp YaitkoBCcKMit oTMeuan: «5 delicmeumenvHo odapeH
cgolicmeom npasouso, UCKpPeHHe U NPOCMO 8bIPaXams My3blKOli me uys-
cmea, HacmpoeHus u 06paswl, Ha Komopule Hagooum mekcm». Cepreii Pax-
MaHMHOB BTOpWJI eMy: «EQuHcmeeHHoe, umo s cmapaiocs deame, Koz20a
51 COUUHSI0, — IMO 3acmasums [My3siKy] NpsIMO U NPOCMO 8blpa3cams mo,
umo y mMeHs Ha cepdye». 06a KOMIIO3UTOPA CTPEMUIUCH He TOJIbKO Tepe-
IaTh YYBCTBO, 3aJI0KEHHOE B CTPOKAX, HO OTPa3UTh B 3ByKe 0COOEHHOCTH
MO3TUYECKOTO CTUJISI aBTOPOB, CO CTUXAaMM KOTOPBIX OHM paboTanu. O6a
CTpeMUInCh K rpoctoTe. lllnpoko n3BectHa ¢ppasa YaiikoBckoro: «Kpa-
coma 6 My3bvlKe COCmMoum He 8 HazpomoxcoeHuu 3¢hpexkmos u 2apmoHu1ecKux
Kypbe308, a 6 npocmome u ecmecmeeHHocmu». PaxXMaHMHOB COIIALIAICS
C YUUTEJIEM U CTaPIIUM KOJUIETOI: «camas mpyoHas npobiema, cmosujas
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u no ceii deHv neped KaxcobiM MeopuomM, — 3mMo Obimb KPAMKUM U SICHBIM.
B pe3ynvmame HaAKONJEHHO20 0NbIMA XYOOMHUK NPUXOOUM K NOHUMAHUIO
mozo, umo 2opasdo mpyoHee ObimMb NPOCMbIM, UeM C0XHCHbIM». O6a BepuIn
B hopmyny, BeiBemeHHYI0 CepreeM PaxMaHMHOBBIM: «N0OIUHHAS OpU2U-
HA/IbHOCMb 3AB8UCUM MOJIBKO 0M COOEPHCAHUS».

BcTpeua ¢ BoCMOMMHAHUSMMY U ONIBITOM

PomaHcse! IleTpa Yarikosckoro u Cepres PaxmMaHMHOBA — OOHU
U3 CaMbIX ITOIYJISPHBIX B PYCCKOI KaMepHOW My3bIKe. B periepTyape
KPYIHEMNIINX UCTIOTHUTEe 00513aTe/IbHO HaliIeTCsl XOTs ObI OJHA KOH-
LlepTHas IporpaMmma Mim 3armch IPOU3BeAEeHUI 3TUX aBTOPOB. Bo MHO-
rOM ITO3TOMY UX COUMHEHUS — HACTOSIIUI BbI3OB [IJISI UCIIOTHUTEJIEN.
CAuIIKOM MHOTO BepCuii, CIMIIKOM MHOTO BUAEHUI U 3By4yaHMit. Bo3-
HMKaeT BOMIPOC — Ha UTO OMMUPATHCS, YTOOBI HAWTY CBOIO, MUHANBUAYATb-
HYIO TPAaKTOBKY.

[Muanuct Bnagyumup OBUMHHUKOB U mieBel, Imutpuit CKOpUKOB, KOTO-
pble 3anucanu 15 pomaHcoB — eBSITh YaliKOBCKOTO U IIeCTb PaxmaHm-
HOBa — BbIOpaM cpa3y HECKOJIIbKO MOAX0A0B. 111 060MX MY3bIKAHTOB
PYCCKUIT pOMaHC — TpeXkae Bcero 6;13koe HampaBieHne, C KOTOPbIM
06a My3bIKaHTa BeAyT JIMUYHBINA M TBOPUECKMI IMATOT HA POTSISKEHUU
MHOTMUX JIeT. Biarogaps rimy6oKoMy 3HAHUIO U TOJTMM Pa3MbIIILIEHUSIM
VCITOJTHUTEIU TIPUILILIN K 00IIeMy 3HaMeHaTeIl0: POMaHC KaK OTpaske-
HMe PYyCCKOTO IMTO3TUUYECKOro CJI0Ba B My3biKe, GopMa, B KOTOPOJi peub,
ee CTPOJi, TOHUaliNe AeTaan, BeoyT 3a 060 3ByKOBYIO TKaHb.

[71s1 060MX My3bIKaHTOB YaiikoBCKMi1 ¥ PaXMaHMHOB — aBTOPbI, KOTO-
pble CONIPOBOXAAIOT UX HA MPOTSKeHUM KU3HU. Bragumup OBUMHHUKOB,

BCIIOMMHAS, C Y€T0 HAYAJIMCh €r0 OTHOIIIEeHMS C PyCCKMM POMaHCOM, pac-
CKasbIBaeT: «K poMaHcy, KamepHOoU My3biKe U K 0nepam s UCNbIMbléan uHme-
pec ¢ dowkonwbHbix 8pemeH. S 6vi6an Ha cnekmakasx 8 Bonvuwiom, 6o JJeopuye
c5e3008 — He3abvleaemo. Bmopas 60/1Ha uHmepeca cés13aHa ¢ MOUM 2eHU-
anvHviM nedazozom, npogeccopom Kupunnom Jleeosuuem BuHozpadossim,
npenodasamesnem kagedpsl KOHYepmmeticmepckozo macmepcmea 6 Mockos-
cKkoll KoHcepsamopuu». BuHorpamoB, mactep paboThl C BOKaJIMCTaAMMU,
npuBmI OBUMHHUKOBY BHMMATEJIbHOE OTHOIIEHME K TT033UM, KOTOpas
CTajaa 4acThI0 MY3bIKaJIbHOTO Mmupa: «[Kupwmmia JIbBoBUU| 2080pu, umo
8 POMAHCAxX MY3blKA HEPA3PbIBHO CE8S3AHA CO CN1080M. TOHYC MY3bIKA/IbHO20
CONpPoB80oMHOeHUSsl, IMOYUOHAILHASL COOEPHAMENLHOCMb UCNOSIHEHUS D0JIHCHA
8 NOJIHOUI Mepe CO0Mmeemcmeosams u 2iyouHe mekcma, u 8blpa3umesnbHo-
cmu Kaxcooli ¢ppa3swl, u emkocmu omaoenvbHo20 C108d. IMO 8AHHASL MbIClb,
Komopasi, ¢ 00HOU CMOpOHbl, 06J1e2uaem NOHUMAHUe, KaxK uzpams, ¢ 0py2oii,
desaem ucnoJiHeHue 60siee yoeoumenbHbsIM U NPABOUBLIM».

Onsa Omutpuss CKOPMKOBA, Ubsi OCHOBHAS [€STeIbHOCTh MTPUXOAUTCS
Ha paboTy B Tearpe (maptum B «['elMKOH-o1Iepe», Bonbiuiom TeaTpe, Camap-
CKOM TeaTpe Omepsl 1 6asieTa 1 APYTrMxX ONEPHBIX JOMAX), POMaHChI — TIpe-
KZIe BCEro 4acTh PyCCKO¥ My3bIKU. ITeBelr, MCIpoO0BaB pasHbIii perepryap,
0CO3HAJI, YTO eMy Hambosiee MHTEePECHbI ITPOM3BeAeHNS, HAalIICAHHbIE Ha POI-
HOM $13bIKe. BO3MOKHOCTb He TOJIbKO pOpMasibHO ITOHMMATh cofiepkaHue,
HO ¥ BHMKATh B HETO, YNTATh €TI0 CMBICJIOBOI KOJI, ObITH B €AMHOM KYJIbTYP-
HOM KOHTeKcTe /1151 CKOpMKOBA — O/THA U3 K/IIOUEBbIX TPUUYMH MIPeIIOYUTATh
MMEHHO PYCCKYI0 MY3bIKY U PyCCKOe CJIOBO. My3bIKaHT rOBOPUT: «Mabl 80chu-
MaHwl Ha pyccKoll My3blKe U HA PYCCKOM C108€, Mbl 3HAEM, U0 3a HUMU cmoum,
uyscmeyem ux. 1 6 Heti Mbl MOM#EM CNONHA PACKPbIMBCS».



UAHKOBCKHIT | PAXMAHIHOB

BJAANMUP OAMUTPUN
OBUMHHUKOB, CKOPUKOB,
POPTEMUAHO BAC

Becega my3bIKM U C/IOBa

CroXeT 0 B3aMMOOTHOIIIEHUSIX MY3bIKI U CJIOBA, apTUCTOB U MaTepu-
ajia — OfVH U3 LIeHTPaIbHbBIX B aibOoMe. My3bIKaHThI ITOAYEPKMUBAIOT, UYTO
pPOMaHC UM O/IM30K T€M, KaK B HEM OTpaskaeTcst paboTa KOMIIO3UTOPA, Yesio-
BeKa, KOTOPbIii orlepupyeT YCIOBHBIMM 3BYKOBBIMM (DUTYpaMM, U 1103Ta, Ubsl
CTUXUS — CJIOBO, JOCTYITHOE BCEM, KTO ITOHMMAaeT S3bIK.

Benen 3a BnaguMmupom OBUMHHUKOBBIM, Ube OTHOLIEHME K PYCCKOMY
pomaHcy copMupoBasa MbIC/Ib O HEPa3pbIBHOCTY MY3bIKM U (JIOBA, JMU-
Tpuii CKOPMKOB OTMevaeT: «Yaiikosckuil U PaxmaHuHo6 uy8cmeosaiu My3uiKy
PYCCK020 513bIKa. Dm0 camvle 60bULUE MACMepPa pOMAHCa, Komopole noduepKu-
sanu Kpacomy pycckozo coea. bonee npoHUKHOBEHHbIX XYOOHHUKOB CIOHCHO
cebe npedcmasums. OHUu pabomanu 8 nepayio ouepedv ¢ uHmoHauyueti. Kax
npenooHecmu ¢pasy, Kaxk 00sl2pams MolCb, KAK NONOHCUMb CIUXOMBOPEHUE,
e20 ocobeHHocmu, Ha my3siky. OHU cmapanucs, nepedams CUHMAKCUC PYCCKO20
cnosa, noasuto Anekcest Anyxmuna, lanuuna Pameaysa, Hukonas Lllep6utsi,
Anekces Xomskoea». B anb60M BOIILIM ITOBECTBYIOLINIT O TUXOM, COCPeIO0-
ToueHHOM repousme «IlogBur» XoMsaKoBa, Tpeneobpasubiit «ComoBeii»
[TymkuHa, cCKopOHast, HalMCaHHas Ha CMePTh O6J1M3KOTro yesioBeKa «Crpatii-
Has MMHYTa» YallkOBCKOTO, BEIMUECTBEHHBIN U MevaabHbli «XpUCTOC BOC-
Kpece» MepexXKOBCKOTO, SHeprudHblii «Ilopa!» HagcoHa — 1enas rajgepest
HACTPOEHMI U COCTOSIHUI, KOTOpasi MOKa3bIBaeT POMAHC He TOJIbKO KaK 30HY
JI000BHBIX TOMJIEHMI, HO KaK OTAEIbHbIN MUP, B KOTOPOM I'€pOU MTPOKM-
BalOT pa3HOOOpPa3HbIE U CJIOKHbBIE IMOIINM, a CJIOBO, €0 PUTM, CTPOi1 I'MOKO
MeHsIeTCS TIOJ, HUX.

Juanor BUgeHuin

3amnucpiBaTh MOJITOTOB/IEHHYIO KOHIIEPTHYIO MPOTrpaMMy MU ITpeBpallaTh
aJIb00M B JKMBBIE BhICTYIUIEHUS ? [IIMuTpuit CKOpuKoB 1 Bragumup OBUMH-
HMKOB BbIOpas MepBbIit BapuaHT. [Ipexke ueM BbIATU K ITy6/IMKe, B3IJIS
Ha IpOM3BeeHue, MHTepIpeTalys JO/DKHBI OTCTOSThCS, [IPOMATYU Yepes yiln
U pacCy>KIeHUS KOJIIeT, KPUTUKOB, 3puTesieii. [Io03ToMmy poMaHChl, KOTOpbIe
BOLIJIM B TPEKJIUCT, MEIOMAaHbl MOTJIU CJIBIIIATD B UCIIOTHEHUM 3TUX MY3bI-
KaHTOB B pasHble roJibl U HA Pa3HbIX CLleHaX.

Omutpnii CKOpMKOB, B Ueli KOHIIEPTHBIV periepTyap YaiikoBCKuii 1 Pax-
MaHMHOB BXOJST IIOCTOSIHHO, CYUTAET, UTO IPOBECTYU KAKOe-TO BpPeMsI C COUM-
HEHUSIMU, TIPUHOPOBUTHCS K HUM, IIPOKUTDL C HUMMU Pa3HbIe BbICTYIUIEHUS
M COCTOSTHUSI — HeoOXoIuMoe yCJIoBMe [IJisk paboThl B cTyaun. [Ipexkae yem
3amnucaTh aabboMm, oM ¢ Bragumupom OBUMHHMKOBBIM ITOCTAPAINCh YCTa-
HOBUTbD O/M3K1Me OTHOILIEHUS C M30PaHHBIMM COUMHEHUSIMMU, TIPUBBIKHYTb
K HUM.

Benb poMaHC — 3TO He TOJIBKO AMAJIOT aBTOpa C peabHbIMU MU BOOO-
pakaeMbIMU XU3HEHHBIMU CUTYALIUSIMU, IMAJIOT BOKAJIUCTA U MUHCTPYMEH-
TaJIMCTA, HO U Pa3TOBOP MCIIOJHUTEJIEN C CAaMUMM CO00Ii: KaKue CTPYHbI
3aTparmMBaer Belllb, KakK IepegaTh UX TakK, YTOOBI 10 CIIYIIATENe TOMIIIN
He TOJIbKO HOTBI, HO U IepeXXnBaHue, 3aJI0KEHHOE B MYy3bIKe CTOJIeTHEN
IABHOCTH.

Tama boesa
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Ovutpuit CKOpUMKOB, 6ac

Bemymiuit conuct MockoBcKoro TeaTpa «['eTMKoH-oTiepa» Mmoj, pyKoBO/I-
crBoM JImutpust BeprMaHa, B KOTOPOM MUCITOTHM 60s1ee 40 OTIepHBIX TapTHIi.
Cpenu Hux JloH [Mackyane («/IoH [Tackyasne» l'asrano JJonuiiertnn), ®anbcrad
(«@anbcrad» Ixyserrie Bepan), Kouybeit («Masemna» ITeTpa YaltkoBCKOTO).

C 2011 ropga — npurnaimeHHbI conuct bonpuioro tearpa Poccun (ITonkan
B «3050ToM reTymike» Hukomas Pumckoro-Kopcakosa, Mar Yenuit B «JIt0681
K TpeM anenbcuHam» Ceprest [IpokodbeBa, [JoH BapTono B «CeBUIbCKOM
LHUpHAbHMKE» [[>KoaKKMHO PoccuuM, Pusamunit B «Tocke» JI>kaKOMO
[TyqumHm).

[IpurnamieHHbIN COMUCT ONEpHBIX TeaTpoB B Kasanu, Camape, [lepmu,
CaHkT-IleTep6ypre (MuxaitJIOBCKMii TeaTp).

HomunanT Poccuiickoit HallMOHAIbHOM MpeMun «30/10Tasi MacKa» B HOMU-
Hauuu «[maBHast My>XCKasl posib B oriepe» 3a posib bopuca Tumodeesnua
B omnepe [Imutpus lllocrakoBuya «JIemy Mak6eT MiieHCKOro ye3aa» B IIOCTa-
HoBKe CamapcKoro Teatpa onepsl 1 6aneta (pexx. leopruit Vicaaksin, 2017).

YyacTBOBaJI B IIPOEKTAX CO 3B€3[4aMU MUPOBOI OMIEPHOI CII€HbI, TAKUMU
Kak JImutpuii XBopoctoBckuii, AHHa Hetpe6ko, Enena O6pa3siosa, [Imu-
Tpuit Kopuak, PeHe ITamne, Xu67a l'ep3amaBa, ¢ AypmKkepamMu, Cpeay KOTOPhIX
lennaguit PoxxmectBeHckuit, Muxawi ITnetHeéB, Muxaun TaTapHuKoB, Bacu-
ymii Cunarickuii, Bragumup Crimakos, IOpuii bammeT, AHTOHMO IlarimaHo,
Anekcanap CinagkoBckuii, Bnagumup ®@enoceeB, Mapko bosmu.

KamepHbiii pertepryap JImutpus CKOpMKOBA BKIIOUAET B ceOsI Tpon3Be/ie-
Hu pycckux (Inuuka, Japromepkekuit, YaiikoBckuil, PaxmaH1HOB) U 3apy-
6exxubix (Illy6epr, IllymaH) KOMIIO3UTOPOB, CTAPMHHBIE PYCCKIE POMAHCHI,
TIeCHM OTeUeCTBEHHOI 1 3apyOekKHOI 3CTpabl.
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Biaagumup OBUMHHUKOB, (OpTEeNMaHO

Pomwiicsa B 1958 ropy B Bamkupuu. OkKoHum1 IleHTpaabHYI0 MYy3bIKaJlb-
HYI0 IIKOJTY TPy MOCKOBCKO# KOHCEpBaTOpUM (K/1acC AHHbI ApTO60/IEBCKOI)
1 MOCKOBCKYI0 KOHCepBaTopuio (Kiaacc rpodeccopa Anekcess HacenkuHa).
JlaypeaT MexxayHapOogHOTO KOHKypca nmuaHucToB B MoHpeaine (Il ipemus,
Kanapna, 1980), MexkmyHapogHOTrO KOHKYpCa KaMepHbIX aHcamoOJieiil B Bep-
yesu (I mpemust, Utanus, 1984), no6enutesns VII MeXXayHapomTHOTO KOHKypca
umenu I1.W. YaiikoBckoro (MockBa, 1982) n MexxayHapogHOro KOHKypca
nmaHucToB B JInpace (Benuko6putauus, 1987).

BricTymaer ¢ Iy4immmMu OpKecTpaMy MUpa, Cpely KOTOPbIX KoponeBckuit
bunapmonnueckuit oprectp (Benmmkobpuranus), llloTmanackmii KOpoies-
CKUit opkecTp, cumdoHmueckme opkecTpsl Unkaro, Moupeatsi, Ltopuxa,
Toxuo, 'onkoHra, neinuurckoro I'eeanaxayca (I'epmanust), bonbiinoi cum-
dhonnueckuit opkectp umennu I1. M. YaitkoBckoro, l'ocopkectp Poccun nmenn
E.®. CBeTnaHoBa. B uncie TBOpUECKMX MTAPTHEPOB NMUAHUCTA IUPUKEPBI
Bnagumup Amikenasu, Bamepuii l'eprues, Anekcangp Imurtpues, Ixeiimc
Konnon, Anekcangap Jlasapes, Imutpuii Jiucc, l'enHaanii PoskmecTBeHCKUIA,
Bnagumup ®enocees, Mapuc SIHconc, Heame SpBu, SIkos Kpeit6epr, ['eopr
[Hontn. Okomno 10 et corpyaunyas ¢ EBrennem CBeTIaHOBBIM.

KoHI1iepTsl MMaHuUCTa MPOXOAAT B TYUIIMX 3a/IaX MUPA, TAKUX Kak bBomb-
11071 3a71 MOCKOBCKOJ KOHCepBaTOpuy 1 bonbiioii 3an duiapmonmuy CaHKT-
Ietep6ypra, Kapueru-xomn u JiuakonsH-ueHTp (Hblo-10pK), Ab6epT-xoin
(JTougon), l'eBanaxayc (Jleiinuur), Mysukdepaita (Bena), Konceprrebay
(Amcrepmam), CanTopu-xoit (Tokuo), Teatp Enucerickux IToneii n 3an [1neii-
einb (ITapmk). Bnagumup OBUMHHMKOB YYaCTBYeT B KPYITHEMIINX MeXIY-
HapoaHbiX hectuBaisx B CIIA, Benukoopurauuu, lepmannm, Utanuu,
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Cunrarmype. B ero nuckorpaduu 3ammncu counHenuit YaiikoBckoro, TaHeeBa,
JIucra, PaxmannHoBa, [IpokodbeBa, [lloctakoBuua, Mycoprckoro, Perepa,
Bapb6epa.

B TeueHne HeCKOMbKUX jieT paboTan B KoponeBckom CeBepHOM KOJUIEIKE
My3bIKM B Benukobpuranun. C 1996 romga npemnogaetr B MOCKOBCKOJ KOH-
cepsatopun. B 2011-2016 romax Bo3miasisit LleHTpaabHYI0 My3bIKaJIbHYIO
HIKOJTy Tpy MOCKOBCKOJt KOHCEPBATOPUM.

Hapopubiit aptuct Poccun (2005), ueH sKI0pY MHOTUX ITPECTMKHBIX MeX-
IYHApOOHBIX KOHKYPCOB, B TOM UKc/ie MeXayHapoLHOr0 KOHKypCa MMEeHU
I1. M. YarikoBckoro (MockBa). HapomHsiit apTuct bamkoproctaHa (2023).
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TCHAIKOVSKY, RACHMANINOFF
ANTHOLOGY OF RUSSIAN SOUL

When romance appeared in Russia in the 18% century, the word was
first applied to small vocal works in French. Russian lyrical songs were
also created, but they received the name “romance” later. The heyday
of romance came in the 19" century. At that time, Russian culture was
overwhelmed by Romanticism, which relied on great passions to the same
extent that it taught the public to pay attention to the spiritual life of an
ordinary person. Perhaps for the first time, finer feelings became feelings
that everyone could understand.

Professional composers came up with what is now commonly known
as classical romance. The requirement to use a French text quickly
disappeared from its obligatory characteristics. Based on a confession,
a story about the innermost, more often painful and less often happy
and intoxicating, the genre had to be expressed in words that could be
understood by everyone. This is how Russian poetry entered the realm of
Russian romance.

Romances — essentially duets for voice and instrument — were taken
up by many major Russian composers. One of them was Pyotr Tchaikovsky.
A symphonist and romanticist whose music was full of feeling, he wrote
romances as a musical diary. In his chamber pieces, Tchaikovsky reached the
limits of emotion, experimenting with plots and techniques that he would
later transfer to the larger form. Another master of romance was Sergei
Rachmaninoff, a student of Pyotr Tchaikovsky. Rachmaninoff developed the
ability to capture the mood of a poem and translate it into sound.

The relationship between Tchaikovsky and Rachmaninoff was both
literally and figuratively a dialogue between masters brought together by
time. Rachmaninoff met Tchaikovsky in his student days and held the older
composer in high esteem; Tchaikovsky was interested in the young musician,
who quickly became his colleague and even arranged the ballet The Sleeping
Beauty for four hands. In a creative sense, Sergei Rachmaninoff became
Pyotr Tchaikovsky’s heir: the romances of both composers are imbued with
an elegiac mood, but Rachmaninoff developed his own style over time. His
chamber pieces are characterized by a more joyful, sometimes rapturous
intonation, in keeping with the poetry of the composer’s time. The thoughtful,
immersive Romanticism of the 19" century was replaced at the beginning
of the 20™ century by a brief period of lightness. The romances sensitively
reflected this change.

Musicians were also united in their attitude toward the word in vocal
music. Pyotr Tchaikovsky remarked, “I am truly gifted with the ability to
express in music, truthfully, sincerely, and simply, the feelings, moods, and
images suggested by the text.” Sergei Rachmaninoff echoed him, “What I
try to do when I compose is to express simply and directly what is in my
heart when I compose.” Both composers sought not only to convey the
feeling inherent in the verses, but also to reflect in sound the peculiarities
of the poetic style of the authors whose poems they were working with. Both
strove for simplicity. Tchaikovsky famously said, “The beauty of music is not
the accumulation of effects and harmonic curiosities, but simplicity and
naturalness.” Rachmaninoff agreed with his teacher and senior colleague,
“The most difficult problem for any creator to this day is to be concise and
clear. As a result of accumulated experience, an artist comes to realize that
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it is much harder to be simple than to be complex.” Both believed in the
formula derived from Sergei Rachmaninoff: “True originality depends only
on content.”

Meeting with Memories and Experiences

Romances by Pyotr Tchaikovsky and Sergei Rachmaninoff are among
the most popular in Russian chamber music. The repertoire of major
performers includes at least one concert program or recording of works by
these composers. For this reason, their compositions are in many ways a real
challenge for performers. Too many versions, too many visions and sounds.
The question arises as to what one can rely on to find one’s own individual
interpretation.

Pianist Vladimir Ovchinnikov and singer Dmitry Skorikov, who recorded
fifteen romances (nine by Tchaikovsky and six by Rachmaninoff), opted for
several approaches at once. For both musicians, Russian romance is first
and foremost a closely related field with which they have been engaged in
a personal and artistic dialogue for many years. Through deep knowledge
and long reflection, the performers have arrived at a common denominator:
romance as a reflection of the Russian poetic word in music, a form in which
the language, its structure and subtle details guide the fabric of sound.

For both musicians, Tchaikovsky and Rachmaninoff are composers who have
accompanied them throughout their lives. Recalling how his relationship with
Russian romance began, Vladimir Ovchinnikov says, “I have been interested
in romance, chamber music, and opera since my pre-school days. I’ve been
to performances at the Bolshoi, at the Palace of Congresses — unforgettable.
The second wave of interest is connected with my brilliant teacher, Professor

Kirill Vinogradov, a lecturer in the concertmaster department of the Moscow
Conservatory.” A skilled accompanist for singers, Vinogradov instilled in
Ovchinnikov an attentive attitude to poetry that became part of the musical
world: “[Professor Vinogradov] said that music in romances is inseparable
from the word. The tone of the musical accompaniment, the emotional
content of the performance must fully correspond to the depth of the text,
the expressiveness of each phrase, and the capacity of each word. This is an
important idea that makes it easier to understand how to play, and also makes
the performance more convincing and truthful.”

For Dmitry Skorikov, whose main activity is performing at the Helikon
Opera, the Bolshoi Theater, the Samara Opera and Ballet Theater, and other
opera houses, romances are first and foremost a part of Russian music. Having
tried out various repertoires, the singer realized that he is most interested
in works written in his native language. The possibility of understanding
the content not only formally, but also delving into it, reading its semantic
code and being in a single cultural context is one of the main reasons why
Skorikov prefers Russian music and the Russian word. The musician says,
“We grew up with Russian music and the Russian word, and we know what
is behind them, we feel them. And we can fully express ourselves in them.”

Conversation of Music and Words

The plot about the relationship between music and word, artists and
material is one of the central themes of the album. The musicians emphasize
that romance is close to them in the way it reflects the work of the composer,
a man who operates with conventional sound figures, and the poet, whose
element is the word accessible to all who understand the language.
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Following Vladimir Ovchinnikov, whose approach to Russian romance was
shaped by the idea of the inseparability of music and words, Dmitry Skorikov
notes, “Tchaikovsky and Rachmaninoff felt the music of the Russian language.
They are the greatest masters of romance, who emphasized the beauty of
the Russian word. It’s hard to imagine more sincere artists. They worked
mainly with intonation. How to present a sentence, how to use a thought in
the best way, how to set a poem and its characteristics to music. They tried
to convey the syntax of the Russian word, the poetry of Alexei Apukhtin,
Daniil Ratgauz, Nikolai Shcherbina, Alexei Khomyakov.” The album includes
Khomyakov’s “The Feat” about quiet and concentrated heroism, Pushkin’s
trill-like “Nightingale,” Tchaikovsky’s mournful “Fearful Minute” written for
the death of a loved one, Merezhkovsky’s majestic and sad “Christ Is Risen,”
and Nadson’s energetic “It Is Time!” — a whole gallery of moods and states
showing romance not only as a zone of lovesickness, but a world in itself, in
which the characters live a variety of complex emotions, and the word — its
rhythm and structure — adapts flexibly to them.

Dialogue of Views

Should a prepared concert program be recorded or should an album be played
live? Dmitry Skorikov and Vladimir Ovchinnikov chose the former. Before going
out to the audience, a view of a work or its interpretation must settle down and
pass through the ears and minds of colleagues, critics, and spectators. That is
why music lovers could hear the romances included in the track list performed
by these musicians in different years and on different stages.

Dmitry Skorikov, whose concert repertoire regularly includes Tchaikovsky
and Rachmaninoff, believes that spending some time with the works, getting

used to them, and going through different performances and states of mind
with them is a prerequisite for studio work. Before recording the album, he
and Vladimir Ovchinnikov tried to establish a close relationship with the
selected works, to get used to them.

Romance, after all, is not only a dialogue between a composer and real or
imagined life situations, a dialogue between a singer and an instrumentalist,
but also a conversation between the performers and their selves: what
heartstrings a piece tugs at, how to convey them so that the listener gets not
only the notes, but also the experience embedded in the music of a century
ago.

Dmitry Skorikov, bass

Dmitry Skorikov is one of the leading soloists of Helikon Opera under the
direction of Dmitry Bertman. The singer has performed more than forty opera
roles, including Don Pasquale (Don Pasquale by Gaetano Donizetti), Falstaff
(Falstaff by Giuseppe Verdi), Kochubey (Mazeppa by Pyotr Tchaikovsky), and
others.

He has been a guest soloist of the Bolshoi Theater of Russia since 2011
(Polkan in The Golden Cockerel by Nikolai Rimsky-Korsakov, Magician Tchélio
in The Love for Three Oranges by Sergei Prokofiev, Bartolo in The Barber of
Seville by Gioachino Rossini, and Sacristan in Tosca by Giacomo Puccini).

Dmitry is a guest soloist at Russian opera houses in Kazan, Samara, Perm,
and St.Petersburg (Mikhailovsky Theater).

He was nominated for the Russian National Golden Mask Award for
the leading male role in opera for his performance as Boris Timofeyevich
Izmailov in Shostakovich’s opera Lady Macbeth of the Mtsensk District, staged
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by the Samara Opera and Ballet Theater (directed by Georgy Isaakyan, 2017).

Dmitry has participated in projects with world opera stars, such as
Dmitri Hvorostovsky, Anna Netrebko, Elena Obraztsova, Dmitry Korchak,
René Pape, and Hibla Gerzmava, and conductors Gennady Rozhdestvensky,
Mikhail Pletnev, Mikhail Tatarnikov, Vassily Sinaisky, Vladimir Spivakov,
Yuri Bashmet, Antonio Pappano, Alexander Sladkovsky, Vladimir Fedoseyev,
and Marco Boemi.

Dmitry Skorikov’s chamber repertoire includes works of Russian (Glinka,
Dargomyzhsky, Tchaikovsky, Rachmaninoff, etc.) and foreign (Schubert,
Schumann, etc.) composers, old Russian romances, and Russian and foreign
pop songs.

Vladimir Ovchinnikov, piano

Vladimir Ovchinnikov was born in 1958 in the Republic of Bashkortostan.
A graduate of the Moscow Conservatory, where he studied with Aleksey
Nasedkin, he is the only pianist ever to win the top prizes at both the
International Tchaikovsky Competition in Moscow (1982, first prize was
not awarded, he received a joint second prize with Peter Donohoe) and the
Leeds International Pianoforte Competition (1987). Ovchinnikov is also
a laureate of the Concours International de Montréal (1980). His success
in Leeds established his international career, beginning with a triumphant
debut in London in the presence of Her Majesty the Queen.

Vladimir Ovchinnikov’s appearances include the Chicago Symphony,
Montreal Symphony, all major London orchestras, Bournemouth Symphony,
Hague Residentie Orkest, Hallé Orchestra (Manchester), Leipzig Gewandhaus,
Royal Scottish National Orchestra, and Zurich Tonhalle, among others. He
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appears frequently with such leading Russian orchestras as the Moscow
Philharmonic, St.Petersburg Philharmonic, and Russian State Symphony
Orchestra. Vladimir Ovchinnikov has collaborated with many renowned
conductors, among them are Vladimir Ashkenazy, James Conlon, Alexander
Dmitriev, Vladimir Fedoseyev, Valery Gergiev, Mariss Jansons, Neeme Jarvi,
Yakov Kreizberg, Valery Polyansky, Gennady Rozhdestvensky, and Sir Georg
Solti. Festival appearances include Aldeburgh, Edinburgh, Schleswig-Holstein,
Singapore, Hollywood Bowl, and Van Cliburn (Fort Worth). He has also
appeared in many of the world’s most prestigious venues: Carnegie Hall,
Lincoln Center, Royal Albert Hall, Royal Festival Hall, Leipzig Gewandhaus,
Vienna Musikverein, Théatre de Champs-Elysées in Paris, Suntory Hall in
Tokyo, Great Hall of Moscow State Conservatory. Among Ovchinnikov’s
recordings are compilations of Liszt, Prokofiev, and Rachmaninoff,
Mussorgsky’s Pictures at an Exhibition, Shostakovich’s First Piano Concerto,
and Rachmaninoff’s Etudes-Tableaux.

Vladimir Ovchinnikov is resident professor at the Moscow Conservatory.
For several years, he worked at the Royal Northern College of Music in the
UK. In 2005, Vladimir Ovchinnikov received Russia’s highest award and honor
for musicians: the title of People’s Artist of Russia.
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