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IBETDBI 1 CKA3KI

Konen XIX — Havyano XX crosietuit... BpeMs Ha rmopore reHMaabHbIX OTKPbI-
TUIA U BenuMvailliMx MOTPSICeHMI, HEBUIAHHOIO B3JleTa YeI0BeueCKOil MbIC/IN
M IpeJyBCTBUSI MACIITaOHBIX KAaTacTpod, pa304apoBaHMS B MHOTOBEKOBBIX
MJeanax U HaCTOMYMBOI KaX bl HOBM3HbIL. COBpeMeHHOe MCKYCCTBO CTAHOBUTCS
KaK HMKOI[A aKTyaJbHbIM M B TO )Xe BpeMs CTPeMUTCS IPOYb OT peaabHOCTH,
B MUD CKa30K U rpe3. «Bpems nepexoda om my3slKansH020 CUMBOAUIMA K AKMe-
U3My, NOUCK HOBbIX (hOpM, CTIOM 6€K08 U npekpacHas anoxar... (II. OceTuHcKas) -
VICTIOJIHATENM TIPeACTAB/ISIOT WMHTEPECHBbII ¥ HEOOBIYHBIN «Cpe3» OIHOTO
M3 CaMbIX SIPKUX NIEPUOJOB B UCTOPUU PYCCKOI MY3bIKATbHOI KYIbTYPBI.

«/T1002110 MY3bIKY U Henarwn coenams 0 Hee Mo, UMo Mozy, Umo 8 MOUX CUnax».
Vimsi AHTOHa ApPEHCKOTrO, HbIHE TOYTM 3a0bITOe, MPU KMU3HU MOTb30BAIOCh
3aCJIy)KeHHOJ M3BEeCTHOCTBIO — ero BbIJAIOIIEeMYCsl TaJaHTy OTAABalIM [aHb
I1.1. YaiikoBckuii, JI.H. Toncroit, C.U. Tanees, C.B.Paxmanuuos, P.M. I'muap,
M.®.THecMH ¥ MHOTMe [pyrue. biectsiiie 3akoHuMBIIMi [leTepOyprckyio
KoHcepBaTopuio B kinacce H.A.Pumckoro-KopcakoBa KOMIIO3UTOD, MUAHMUCT,
IUPVKeD, Teaaror (Cpeiu ero CTyIeHTOB B MOCKOBCKOI KOHCEPBATOPUU GbLIU
PaxmaunuoB, CKpsiouH, MeTHep), APeHCKMiT Urpas BecbMa 3aMeTHYI0 POJib
B MY3BIKaIIbHO KM3HY 06€MX CTOJINIL Ha pyOeske BEKOB. «Y Hezo 0bL10 0ueHb ipKoe
KOMNO3UmopcKoe 0aposaHue, ... 2apMOHUUHOe U 6e3YKOPU3HEHHOE 8 CMbIC/Ie MYy3bl-
Ka/lbH020 UHCMUHKMA...», — BCIOMMHAJI ero YueHMK AniekcaHap lonbneHBeiisep.

I[Tbeckl auist cKpunku u ¢doprenuano, cod. 30, co3paHHble B Havyane 1890-x
rOAOB — YeTbIpe DPOMaHTMYECKMe MMHMATIOPhbI, INpUBJIEKAOLIMe Iupude-
CKOJi HEeMocpeACTBEeHHOCThI0. COBceM [Ipyroii xapakrep umeet «Hesabymka»
M3 uKiIa 24 nbec a1 popTenmaHo (coy. 36) — OTHO M3 HEMHOTHUX ITPOU3BeIeHMIT

ApeHCKOro, coxpaHuBliee MONY/ISIPHOCTb KaK B OpUTMHAJIE, TaK U B CKPUITUY-
HOoM nepenoxeHun KoncrantmHa Mocrtpaca. CTpacTHOCTb IOPBIBUCTON MeJo-
MU, HEPBHASI My/IbCALVISI PUTMA, TADMOHMYECKasT HeYCTOYMBOCTD — CKPOMHAst
beca MpeBOCKMIAeT My3bIKalbHYI0 HOBM3HY XX BeKa, a ee MIATeXHOe 6ecrio-
KOJICTBO CO3BYYHO He HaNMCAHHBIM ele ctpokaM Wropst CeBepsiHMHA:

S usHemoz u xaxdy He3a0y00K,
emeli kanas, umo zpe3sm nood JyHoti
HHblm yeemkom, uHoi0 cmopoHoLL.

MOoIHBIN, «KOJIOKOAbHBIV» MuaHnu3M Ceprest PaxmMaHMHOBa MOTpSICan LyHin
U cepilia COBpeMEeHHMKOB, BBIPbIBAsl MX M3 JKUTEJICKOTO KPyroBopoTa. A ero
coOCTBEHHAs] My3bIKa Ka3ajaach Yepecuyp «CeHTMMEHTAIbHOI», ycTapeBlIei
Ha (OHe CTpeMUTeIbHO/ HOBM3HBI COBPEMEHHOT'0 MCKYCCTBA.

Ho HacKobKO CO3BYUHBIM BpeMeHM IIPO3ByYasl pOMaHC «CYpeHb», COUMHEH-
HBIJ1 B 3110XY HaMBBICLIET0 TBOPUECKOro rnoabeMa apropa (1902)! MysblKaabHbIA
nei3ak B aKBapeJbHbIX TOHAX IOYTM Cpa3y CTaJl CMMBOJIOM DPaXMaHMHOB-
CKOJf My3bI — C TOJ TIOpPBI B TEUEHME MHOTMX JIET aBTOP I0JTyyal Ha KOHIepPTax
BETOUKY 6eJoii CpPeH! OT HEeKOej ITOKJIOHHUIIbI, ’HKOTHUTO KOTOPO# pPacKpbl-
JIOCh TOPa3zo MO3XKe.

«B Hem 51 8wy AKOpb cnaceHust KOHcepeéamopuu»,— Tak B 1878 romy mucan
YaitkoBCKMi1 0 cBoeM 22-eTHeM yueHuke Cepree TaHeeBe. Moozoii mpodec-
cop, a B 29 j1eT — IUPEeKTOP KOHCEPBATOPUY, BbIIAIOLIMIACS TIe1aror U TEOPETUK,
yuntenb PaxmanuHoBa 1 MeTHepa, TaHeeB Ha py6Geske BEKOB CTaJl OJINLIETBOpe-
HMEM «My3bIKalIbHOV coBeCcTM MockBbl». OH BuJeN IpelHa3HauUeHMe CKYCCTBa
B CJIY’)KeHUM BBICIIMM MfeanaM 4YeloBevecTBa, a IPOlLecCc COUMHEeHMs] Noaumn-
HSUT CTPOTO palMiOHaAbHOMY IIaHy. B cBoeit KoHLIepTHOI ClouTe /i CKPUIIKA
C OpKeCTpoM, 3aKOHY4eHHOV B 1909 roay (B OOMH rof C €ro KpyIHeMIum



HayyHbIM TPynoM «II0gBMKHOV KOHTPAIMTYHKT CTPOrOro nucbMar), TaHeeB ciie-
JoBan obpasuam YaitkoBCKOTrO, [1jist KOTOPOTO JKaHP CIOUTbI ONMULETBOPSIT pac-
KpernolleHre TBOPYECKOoii (GaHTa3uyu U BOOXHOBIISUT Ha MPUIYJIMBbIE, MTOPOIi
tdaHTacTMUecKye 06pasbl, CiefyoLIMe IPYT 32 APYTOM KOHTPACTHO yepesioii.

«CKaska» — MoXKajyii, HaMeHee «pallMOHa/IbHass» YacTb CIOUTHI; €e BbIpa-
3MTeNbHas, NeByyasi TeMa (B3siTa aBTOPOM 13 HAGPOCKOB HEOCYILIeCTBIEHHOTO
CKPUIIMYHOTO KOHILIepPTa) OObeAMHSeT MPUXOTAMBYID CMEHY MY3bIKaJIbHBIX
HacTpoeHumit. O6LIMIT TOH TaHeeBCKOi «CKasKu», CKopee, MpayHO-TaMHCTBEH-
HBIJ — TAaKOJ BUAE] KOMIIO3UTOP OKPYKAIOIIYI0 310Xy, He pasfessst BOCTOPIU
CUMBOJIMCTOB.

«MemHep noseuncs cpasy Kakoii-mo ezomoesit, 6yomo Aduna Ilannada
u3 2on06sl 3esca», — nucan lonbaenseiizep. CMHTE3MPOBAB B CBOEM TBOpUe-
CTBE PYCCKYI0 M HEMeLKYyI0 TpaJMuLMM, C IeTCTBA MOTPYKEeHHbI B MUD JIUTe-
patypsl u dwtocodun, Hukonait MeTHep st GOIBIIMHCTBA COBPEMEHHUKOB
Ka3aJIcsl yOIVIBUTEIbHO «HECO3BYYHBIM» CBOEMY BpeMeH!U. Ho MMeHHO OH yTBep-
I KaHP «CKa3Ky» B UHCTPYMEHTA/IbHO My3bIKe — «CO8ePUEHHO OPUUHANbHBILI
U HO8blll 671a200apsi NPOZPAMMHO-NOIMUUECKOMY COOEPHCAHUI0, XOMS U He YKA3AaH-
HoMy, HO yeadsieaemomy» (T. Heiirays). 40 poprennaHHbIX «CKa30K», CO3IaHHBIX
MeTHepoM Ha NPOTSIKEHMM [BYX NECSITUIETMI, YAMBUTEIbHO Pa3sHOOGPAa3HBI
B MHAVBUIYaTbHOCTU TBOPUYECKUX pellleHui. BmpoueM, GONBIIMHCTBO U3 HUX
MIOBECTBYIOT O CYO'bEKTUBHbBIX NIePEKUBAHMSIX, <KKOH(PAUKMAX 8HYMPeHHell #U3HU
yenoseka» (B. Acadbes).

IlBe Cxasky, cou. 20, co30aHbl Ha UCXOAe MepBOro mecsaTwieTusi XX Beka,
B TMepuop Hambosblleli KOMIIO3UTOPCKON M TIe[aroruyeckoii akKTUBHOCTU
MeTHepa (ero npumiacuayu Bectu GopTenuaHHbli Kinacc B MOCKOBCKOI KOHCED-
BaTopuu). CKpUIMUHasi TPAHCKPUIILIVS ITePBO¥i CKa3KM, OCYIecTBAeHHas Suieit

Xeiideriem, mpugaeT eit UepThl TOIMHOCTY U COMKAET ee CO CIeAYIOIUM COUM-
HeHueM — Conaroit N2 1 gjia ckpunku u poprenmano, cod. 21 (1910), B KoTopoit
MeTHep BriepBble 06paTUIICSI K MHCTPYMEHTAIbHOMY aHCaMOJTIO.

CoHaTa coueTaeT eIMHCTBO LIMKJIA C SIPKOJ XapaKTepHOCThIO Kaxk[0ii YyacTu.
[TepBasi, «KaHIOHa», B COEpKAaHHOM TeMIIe, MCIIOJTHEHa CBET/ION IIevyain.
«TaHel» — cTpeMuUTeNbHOE, (paHTacTMYecKoe perpetuum mobile; ero oTinyaer
pasHOoOOpasue PUTMUUYECKOTO PUCYHKA U rapMOHMYECKast ocTpoTa. OMHaNbHbI
«Indupamb» MOCTPOEH Ha MOCTEIIEHHOM YCMIEHMM 3BYYHOCTH, HOXOJISIIE
(Mo 3aMbICJIy aBTOpPa) JO «KOJIOKOJBHOTO Mepe3BOHa» — M'MMHMUYECKoe IeHue
CKPUIIKY PACTBOPSIETCSI B IIOJIHO3BYUMM (OPTENMaHHbIX aKKOPJOB.

12 nexabps 1912 roga B netep6ypskckoM Kade «Bpoasiyast co6aka» 6pu1a mpo-
BO3IVIallleHa [TporpamMMa HOBOTO TEYEHMST — «aKMen3Ma» (ero Ha3BaHue 06paso-
BaHO OT Ipeueckoro CjI0Ba «akMme» — I1opa LiBeTeHus, BeplliHa). B mpoTuBoBec
TYMaHHOJ1 3bI6KOCTY CUMBOJIMCTOB aKMEUCThI TPU3BIBAIY K SICHOCTH, ITPEAMET-
HO1 «MaTepuabHOCT» 3€MHOTO GBITHSI.

TomoMm paHee Ha clieHe Mapypkckoro TeaTpa «lllaTie» cocrosuiach mpeMbepa
«IleTpymKM» — BOTBHO MM HEBOJIBHO, HO TIOC/IE MMITPECCYOHMCTUIECKO CKa-
304yHOCTM «Kap-ITulibl», B KOTOPOJi ellle UyBCTBOBa/JacCh LIKOJa PuMCKoOro-
KopcakoBa, HOBbII 6aseT Viropss CTpaBMHCKOTO OKa3aJICsl CO3BYUEH aKMeU3My.
«PyccKMit TaHeI» C €ro yIJoBaTOi «yOApHOCTbIO» (DOPTENMaHHOI MapTUU
(cnepBa aBTOp cenal ero GopTenaHHy0 TPAHCKPUIILIMIO, TI03Ke, COBMECTHO
¢ CamymioM [IyIIKMHBIM, — CKPUIIMYHYIO) CJIOBHO BXKMBYIO CXBauyeH C Macje-
HUYHOTO pasry/ia Ha AnMupanteiickoit iomanau [lerep6ypra.

Ho B TO 5ke BpeMms ero craplinit coBpeMeHHMK PaxMaHMHOB CHOBa OTHAeT JaHb
LIBeTOYHBIM I'pe3aM. B cBoeM nociiefHeM poMaHCcOBOM omnyce (1916) kommosu-
TOp HauboJee eHW1T UMeHHO «Mapraputku» Ha ctuxu U. CeBepsIHMHA — TUXUIT



I'MMH KpacoTe MPpUPObl, BOIUIOIIEHHOM B HEIIPMMeTHOM 1iBeTKe. [lepenoxkeHne
Xeiidena akUeHTUPYeT SMOLMOHATbHBIN MOCBIT My3bIKM — Ha (OHE XPYIKO
3BYYHOCTM (DOPTENMMAHO TroNOC CKPUIKM IMOA0GEH CTPACTHOMY OOBSCHEHUIO
B JIIOOBM.

3akoHUeHHble HaKaHyHe pokoBoro 1917 ropma «lllecTb CTMXOTBOpPEHM AJis
rosoca ¢ ¢oprennaHo» PaxMaHMHOBA CTaay IMPOLIAJIbHBIM IIPUBETOM <«IIpe-
KpAacHOI! 310Xe» PyCcCKOro McKkyccTBa. Ee ipkuM, HO Janekum OT6GIeCKOM BOC-
npuaumaTcs «llects ckasok mias doprennano» MetHepa (1928), umerommne
CUMBOJIMUECKOE TOCBsILIeHe «30myliKke 1 VBaHymike-gypauky». Omyc 51 cran
MoC/IefHUM o6palieHyeM KOMIIO3UTOpPa K SKaHPY «CKa3Ku»; 061Ie B HeM pyc-
CKUX 3JIeMEHTOB, BO3MOKHO, ObIJIO CBSI3aHO C HEOCTHIBUIMMM BII€YATIEHUSIMMU
oT TpuyMdaabHbIX racTposeit B MockBe B 1927 rogy.

ITepBy1o nbecy oryca MeTHep cunTasl aydiieit 1 IaHMpPOBaJl ee OPKeCTPOBBI
BapuaHT. KOHTpacT HapoOuUMTOI PyCCKOV TaHLIeBaJbHOCTM M M3BICKAHHOI XpO-
MaTUKM — CBOeOOpa3HOe OTpakeHMe «aKMeu3Ma» U «CMMBOJIM3Ma», KOTOPbIE
JecsiTUIeTHe CITyCTs yyke He BOCIIPMHMMAINCh B3ayMoycKitovualonie. EquHCTBO
Ibechl OOYCIOBIEHO TOPbKOJ MPOHMEN aBTOpa, IepeKMBILEro CBOE BpeMsi:
MeTHepy 6blJIa PAaBHO UyKIa U «HOBasi», CoBeTcKast Poccust, M oxBaueHHast ypoa-
HusmoM EBpoma. 'pe3 He ocTaysoch Jake B MICKYCCTBE — ¥ MECTO OXKWIaeMOTro
30JTyIIKO IPUHIIA 3aHMMAEeT TAHIYIOUIVI MOHOTOHHYIO, KYKOTbHO-MeXaHuye-
CKYIO IUISICKY VIBaHyIIKa-IypayuoK...

FBopuc Mykoceii

Enena PeBuu (CKpuIka)
Enena PeBuu ponunach B MockBe B ceMbe My3bIKaHTOB. B 1997 rony okoH-
ymiaa MOCKOBCKYIO KOHCepBaTopuio (Kimacc mpodeccopa VMpuHbl BoukoBoit).

Ton cmycra crama gurnoMaHTKoi XI MexayHapoZHOIO KOHKypca MMeHU
I1.1. YasikoBckoro. C 3TOro MOMeHTa Hauanach ee aKTMBHAs KOHLIEPTHAs Aesi-
TeabHOCTh. CKpMIlauka BbICTyNaeT B Bosbiiom 3ame MOCKOBCKOJ KOHCep-
Batopuu, Bonbiiom 3ame CaHKT-IleTep6yprckoit duiapmMmonnu, 3ane MMeHM
BerxoBeHa B BoHHe, TeaTpe mpuHua-pereHTa B MioHxeHe, OmlepHOM TeaTpe
Iyiic6ypra, 3ane umeHu Bepay B Munane, Akapemuy Canra-Yeuwus B Pume,
TeaTpe Huipl, 3a1e «@UHASIHAMSA» B XeIbCUHKY U HAa APYTUX MUPOBBIX CLI€HAX.

CoTrpyzHMYasa ¢ U3BeCTHbIMU Aupyskepamu — [xxancyrom Kaxupase, I0puem
Bbaumerom, Anekcangpom BegepuukosbiM, Teogopom KypeHT3ncom, IMutprem
JInccom, Pobeprom TpeBMHBO, BBICTYIANA CO 3HAMEHMUTBIMM KOJIEKTMBAMY,
cpenyu KoTopelx T'ocopkectp Poccun mmenn E.®. CBeTnaHoBa, HalyioHanbHbI
bunapmonnueckuit opkectp Poccun, «BupTyo3bl MOCKBbI», «COMCTbI MOCKBBI»,
Poccuitckmii HalMoHaNbHbIN opKecTp, «HoBas Poccusi», MusicAeterna, Tapiola
Sinfonietta (dunnsaunus), «CeBepHast cumdonus» (Benmkobpuranus), OpkecTp
LITyTrapTckoro paguo, JIMTOBCKMI HAI[MOHATbHBI CUMGOHNYECKIIT OpPKeCTp
u FocynapcTBeHHbI cuMboHNYecKuit oprectp I'pysun.

IMpuHuMana yvyactue B GecTUBaISIX KaMEpPHOI My3bIKM Ha OCTpOBe Inb6a
u B Crpese (Uranus), Kpoiite u Ponanaceke ('epmanus), Kyxmo n Mukkenn
(OuHASHOMS) U OPYIUX, e Urpasa B aHcaM6ie C BbLIAIOUIMMMCS My3bIKaH-
Tamu, B umciae KoTopbix I'mmon Kpemep, HOpuit Baummer, Bukrop TpeTbsikoB,
Haranusa I'ytman, Anexkcaugp Kusses, Mumiens [Toptanb 1 Mapuo BpyHenio.

Enena PeBuu — repBas MCIIOTHUTENbHUIIA MHOTMX COUMHEHMI COBPEMEHHBIX
KomM1o3uTopos. B 2000 rogy y4yacTBoBaja B pOCCMIACKON INpeMbepe CekcTeTa
Kummiroda Ilenpepenxoro, B 2002 rogy BMecte ¢ Opuem Bamverom Bmep-
Bble B MockBe wucrnonHuiaa [IBoiiHOM KoHLepT BpurreHa. CrneumanbHO IS
EneHpl NMMIIYT KOHLIEPTHI M KaMepHble INPOM3BeJeHUS BeAyllye MOJIOJble



aBTOpBI Poccuu u 3apy6exknsi, cpenyt KoTopbix Cepreit HeBckuii, yeit KOHIepT
st CKpuniku ¢ opkectpoMm Cloud Ground (2017) oHa MCIIOJHSIA C OPKECTPOM
MusicAeterna niop, ynpasnenuem Teonopa Kypentsuca.

Enena PeBuu — aBTOp uzaeu U Xy[OKEeCTBEHHBI! PYKOBOAMTENb (heCcTUBasS
«My3bIKa Ha BOZe», aBTOP MUIEM U CONMUCTKA OIephbl AJII CKPUIIKM U YYeHOro
«['anuneo», mocTaBaeHHO B dneKTpoTeaTpe CTaHMUCIABCKUI (TIPOEKT YAOCTOEH
Tpex HOMMHALMIi Ha NMpeMMI0 «30JI0Tasi MacKa»), a TakkKe MY3bIKaJbHO-I103-
TUYECKMUX IIPOrpaMm, I[e BBICTYIAeT BMeCTe C I03TOM JImMutpueM BbIKOBbIM
u akrepamu Muxaunom EbpemoBbiM, Anekcanzipom ['ann6uHbIM, AHATONMEM
Benvim 1 Kcenneit Pamnmormnopr.

Jlaypeat MosnofesxHoi ipeMun «Tpuymb» 1 TpeMun aMepUKaHCKUX KPUTU-
KOB 3a AuCK «L[BeTsI 31a» ¢ My3bIKoii Bragumupa T'ennna (2015). 3aciaykeHHast
aptucTtka Poccun.

Tonuua OceTunckas (poprennaHo)

[Tonnua OceTMHCKas Havyasaa UrpaTh Ha GOPTENMAHO B IATh JIET, B LIIECTb JIET
IlaJia TepBblii COMbHBIN KOHIIEPT B BusibHIOCCKOI KOHCepBaTopuu. [To3ske nmena-
roramy Oynyluieii NMMaHUCTKU CTaaM IPEeMHMIBI MCIIONHUTENIbCKOM IIKOJIbI
Tenpuxa Heitraysa Mapuua BenmamutoBHa Bonbd B CankT-Iletep6ypre 1 Bepa
BacunbeBHa ['opHOcTaeBa B MockBe.

BecHoit 1 neTom OcCeTMHCKYI0O MOKHO BCTpPeTMUTb Ha [lsirmieBckoMm cecTu-
Base B [lepmu 1 Ha «3Be3gax Gesbix Houell» B [leTepOypre, 3uMoit — Ha «JIMKax
COBpeMeHHOTO0 NyaHu3Ma». Ee ¢ Boctoprom npuHmumaet dectyBaabHas MyoimKa
EBpornsr 1 Amepuky, B 2019 rofy oHa ne6oTupoBaia Ha 3aabl6yprckom hecti-
Baste. KapHeru-xoJsu1, BeHCKMit MIo3ukepaiitt, ToOHIOHCKMIT Bap6yKkaH, puMCcKuit
Teatpo AppkeHTMHa, 3anbl Poccuu, Tepmanun, Ilonbuim, M3panis — comcoxk

M3BeCTHeMIINX IJIOLIAI0K MMpPa, Ha KOTOPbIX urpasa [lonmHa, pacTeT ¢ KaXXIbIM
TOZIOM.

IInaHKCTKA BBICTYIIANAA C OpKecTpoM MusicAeterna, cuMbOHUYECKUM OpKe-
cTpoM MapumHCKOTO Teatpa, locynapCTBEeHHbIM CUM(DOHNUECKUM OPKECTPOM
Pecrry6imiky TatapcraH, 3aciay>kKeHHBIM KOJUIEKTMBOM Poccum akagemude-
ckuM  cuMpoHUYeCKUM opkecTpoM CaHKT-IleTepOyprckoit  hunapmMoHun,
Tocopkectpom Poccum umenn E.®.CsernaHoBa u Tokuiickum (uiapMmoHu-
yeckuM opKecTpoM. Cpenyu ee CIieHMYECKUX MapTHEPOB — IMUPYsKepbl Teomop
Kypentsuc, Jlopan Iletmxkepap, Tyran CoxmeB, Anekcanap CraJkoBCKUiA,
Bacunmit Cunaiickmii, AHgpeit Bopeiiko, T'epn Anb6pexT, Iu-Ilackanb TopTesnbe,
Tomac 3aHOepauHI.

B 2001 rogy OceTuHCKOI 6bUIa BpyyeHa MoJIoAexHast mpemust «Tpuymd» —
npemMusi, OTMEYalolasi JOCTVOKEHWS] M TPOPBIBBI B 0OJACTM JIUTEPATYPhI
1 uckycctBa. B 2008 rony Beiiia kuura «IIpoiaii, rpycTb», B KOTOpoit [TonuHa
MUIIET O CBOEM JIeTCTBe. ICTOpUSI MTHOBEHHO CTalla 6ecTceiepoMm.



FLOWERS AND FAIRY TALES

The late nineteenth and the early twentieth centuries... The time on the verge
of the important discoveries and great upheavals, the unprecedented rise of
human thought and foreboding of large-scale catastrophes, disappointment in
centuries-old ideals and persistent thirst for novelty. The contemporary art is
becoming more relevant than ever and, at the same time, striving to get away
from reality, into the world of fairy tales and dreams. “The time of transition from
musical symbolism to acmeism, the search for new forms, the turning point of the
centuries and the beautiful era” (Polina Osetinskaya) — the performers present an
interesting and unusual “slice” of one of the brightest periods in the history of
Russian musical culture.

“I love music and I want to do for it whatever I can, what is in my power”. The
name of Anton Arensky, now almost forgotten, enjoyed deserved fame in his
lifetime — Pyotr Tchaikovsky, Leo Tolstoy, Sergei Taneyev, Sergei Rachmaninoff,
Reinhold Gliére, Mikhail Gnessin and many others gave credit to his outstand-
ing talent. Arensky was a bright graduate of Nikolai Rimsky-Korsakov’s class at
the St Petersburg Conservatory. As a composer, pianist, conductor and teacher
(Rachmaninoff, Scriabin and Medtner were among his students at the Moscow
Conservatory), Arensky played a very prominent role in the musical life of both
capitals at the turn of the century. “He had a very prominent composing talent, ...
harmonious and impeccable in terms of musical instinct”, his student Alexander
Goldenweiser recalled.

The pieces for violin and piano created in the early 1890s are four roman-
tic miniatures known for their attractive lyrical sincerity. Forget-Me-Not from
24 Morceaux caractéristiques, Op. 36, is of different nature. It is one of the few of
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Arensky’s works that remains popular both in its original form and in the violin
arrangement made by Konstantin Mostras. The passion of the impulsive melody,
the nervous pulsation of the rhythm, and the harmonic instability - this modest
piece anticipates the musical novelty of the twentieth century, and its rebellious
anxiety is consonant with Igor Severyanin’s yet unwritten verses:

I’'m exhausted and long for forget-me-nots
The children of ditches who dream in the moonlight
Of being a different flower in a different land.

The powerful, bell-like pianism of Rachmaninoff shook the souls and hearts
of his contemporaries, pulling them out of the circle of their lives. At the same
time, his own music seemed too “sentimental,” and even obsolete against the
backdrop of the rapidly changing modern art.

But how much in tune with the time his romance Lilacs was - it was composed
in 1902, when the composer was on his highest creative roll. The musical land-
scape in water colors almost immediately became a symbol of Rachmaninoff’s
muse - for many years, the composer kept receiving at his recitals a sprig of white
lilacs from a certain female admirer, whose incognito was revealed much later.

“I see him as an anchor of salvation for the conservatory,” Tchaikovsky wrote
about his 22-year-old student Sergei Taneyev in 1878. A young Professor, and at
the age of 29, already the Director of the Conservatory, an outstanding teacher,
theorist and teacher of Rachmaninoff and Medtner, Taneyev personified the
“musical conscience of Moscow” at the turn of the century. He saw the pur-
pose of art in serving the highest ideals of mankind, and subordinated the pro-
cess of composing to a strictly rational plan. In his Concert Suite for violin and
orchestra of 1909 (the year when he finished his major scientific work Convertible
Counterpoint in the Strict Style), Taneyev followed patterns of Tchaikovsky, for
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whom the genre of suite represented the emancipation of creative imagination
and inspired bizarre and sometimes fantastic images that followed each other in
a contrasting train.

Fairy Tale is perhaps the least rational movement of the suite; its expressive
and melodious theme (taken from the sketches of an unrealized violin concerto)
combines a fanciful change in musical moods. The general tone of Taneyev’s
Fairy Tale is rather gloomy and mysterious — such was the composer’s vision of
the surrounding era that was also reflected in his romances to the words of con-
temporary poets.

“Medtner appeared immediately somehow ready-made, like Pallas Athena from
Zeus’s head,” Goldenweiser wrote. Medtner, who synthesized the Russian and
German traditions in his works, and who was immersed in the world of literature
and philosophy since childhood, was surprisingly “out of tune” with his time for
most of his contemporaries. But it was him who established the genre of “fairy
tale” in instrumental music — “a completely original and new one thanks to the
programmatic and poetic content, although not specified, but guessed” (Heinrich
Neuhaus). Forty piano “fairy tales” created by Medtner over two decades are sur-
prisingly diverse in terms of individuality of creative approaches. However, most
of them narrate about subjective experiences, “conflicts of a person’s inner life”
(Boris Asafiev).

Two Fairy Tales, Op. 20, were created at the end of the first decade of the twen-
tieth century, during the period of Medtner’s highest composing and teaching
activity (he was invited to lead a piano class at the Moscow Conservatory). The
violin transcription of the first fairy tale made by Jascha Heifetz gives it fea-
tures of a poem and brings it closer to the next composition, Violin Sonata No. 1,
Op. 21 (1910), in which Medtner turned to instrumental ensemble for the first time.
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The sonata combines the unity of the cycle with the individual character
of each movement. The first one, Canzona, at a restrained pace, is filled with
light sadness. Danza, a fast-paced one, is a fantastic perpetuum mobile; it is
distinguished by a variety of rhythmic patterns and harmonic pungency. The
final movement, Ditirambo, is built on a gradual increase in sonority, reaching
(according to the composer’s idea) “bell ringing” — the hymn-like singing of the
violin dissolves in the full sound of the piano chords.

On December 12, 1912, a program of the new literary movement acmeism was
proclaimed in The Stray Dog Café in St Petersburg (the name was derived from
the Greek word dkpn (dkmé), that is “the blossoming season,” “the prime of life”.
In contrast to the vague fragility of the symbolists, the acmeists called for clarity
and the object “materiality” of earthly existence.

A year earlier, the premiere of Stravinsky’s Petrushka took place on the stage
of the Théétre du Chételet in Paris. Voluntarily or not, but after the impression-
istic fairy tale The Firebird, in which the influence of the Rimsky-Korsakov school
was still present, the composer’s new ballet was in tune with the acmeists. The
Russian Dance, with its angular “percussionism” of the piano part (the composer
first made a piano transcription, and later, together with Samuel Dushkin, a vio-
lin one), is as if it was captured alive during a Maslenitsa revelry on Admiralty
Square in St. Petersburg.

But at the same time, his senior contemporary Rachmaninoff again pays tribute
to flower dreams. In his last romance opus of 1916, the composer valued Daisies
to the verses by Igor Severyanin - a kind of hymn to the beauty of nature embod-
ied in an unremarkable flower. Heifetz’s arrangement accentuates the emotional
component of the music — the voice of the violin is like a passionate love confes-
sion against the background of the fragile etherealness of the piano part.
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Rachmaninoff’s Six Poems for Voice and Piano finished on the eve of the fate-
ful 1917 became a message of farewell to the “beautiful era” of Russian art.
Medtner’s Six Fairy Tales for piano (1928) with their symbolic dedication to
Cinderella and Ivan the Fool are perceived as bright, but its distant glimpses.
Opus 51 was the composer’s last turn to the fairy tale genre.

Medtner considered the first piece of the opus to be the best and planned to
make its orchestral version; the inner contrast of deliberate Russian dancing
and refined chromaticity is a peculiar reflection of “acmeism” and “symbolism”,
which, after a decade, were no longer perceived mutually exclusive. The unity
of the piece is due to the bitter irony of the composer who survived his time;
Medtner was equally alien to both the “new” Russia and the rapidly urbanizing
Europe. No dreams remained even in art — and the fairy-tale prince Cinderella
had been longing for turned into the monotonous, semi-automatic dance of Ivan
the Fool...

Boris Mukosey

Elena Revich (violin)

Elena Revich was born in Moscow in a family of musicians. In 1997 she grad-
uated from the Moscow State Conservatory where she studied with Professor
Irina Bochkova. A year later, she received a diploma of the XI International
Tchaikovsky Competition. She has been an active concert performer ever since.
The violinist has appeared at the Grand Hall of the Moscow Conservatory, the
Grand Hall of the St Petersburg Philharmonic Society, the Beethovenhalle in
Bonn, the Prinzregententheater in Munich, the Duisburg Opera House, the Verdi
Hall in Milan, the Santa Cecilia Academy in Rome, the Nice Theater, Finlandia
Hall in Helsinki and other well-known venues.
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She has collaborated with a number of renowned conductors such as
Dzhansug Kakhidze, Yuri Bashmet, Alexander Vedernikov, Teodor Currentzis,
Dmitri Liss, Robert Trevino and others, performed with famous orchestras,
including the Russian State Svetlanov Philharmonic Orchestra, the National
Philharmonic Orchestra of Russia, the Moscow Virtuosi, the Moscow Soloists, the
Russian National Orchestra, New Russia, MusicAeterna, the Tapiola Sinfonietta
from Finland, the Northern Symphony Orchestra from the UK, the Stuttgart
Radio Orchestra, the Lithuanian National Symphony Orchestra and the State
Symphony Orchestra of Georgia.

The violinist took part in chamber music festivals on Elba Island and in Stresa,
Italy, in Kreuth and Rolandseck, Germany, Kuhmo and Mikkeli, Finland, and oth-
ers, where she played together with prominent musicians such as Gidon Kremer,
Yuri Bashmet, Viktor Tretiakov, Natalia Gutman, Alexander Knyazev, Michel
Portal and Mario Brunello.

Elena Revich is the first performer of many compositions by contempo-
rary composers. In 2000, she participated in the Russian premiere of Krzysztof
Penderecki’s Sextet. In 2002, together with Yuri Bashmet, she performed Britten’s
Double Concerto for the first time in Moscow. Concertos and chamber works by
some of the leading young composers of Russia and other countries were writ-
ten especially for Elena, including Sergei Nevsky’s violin concerto Cloud Ground
(2017), which she performed with the MusicAeterna orchestra conducted by
Teodor Currentzis.

Elena is a founder and artistic director of the Music on the Water Festival.

She is an author of the idea and soloist of Galileo, an opera for violin and sci-
entist, staged at the Stanislavsky Electrotheatre (the project received three Golden
Mask nominations), as well as a number of music and poetry programs, where
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she appears with poet Dmitri Bykov and actors Mikhail Yefremov, Alexander
Galibin, Anatoly Bely and Ksenia Rappoport.

She is a winner of the Triumph Youth Prize and an American critics’ choice
Award for the album Les Fleurs du Mal (The Flowers of Evil) with Vladimir Genin’s
music (2015).

Elena Revich is an Honored Artist of Russia.

Polina Osetinskaya (piano)

Polina Osetinskaya was born in Moscow, and began performing at the age of
five. She gave her first concert at the age of six at the Vilnius Conservatory in
Lithuania, and was soon acclaimed as a Wunderkind in the Soviet Union. Later,
she continued her studies at the Leningrad Conservatory under Marina Wolf and
at the Moscow Conservatory under Vera Gornostaeva.

Polina Osetinskaya’s onstage partners have included Maxim Vengerov, Julian
Milkis and Anton Batagov, and she has worked with such conductors as Teodor
Currentzis, Andrei Boreiko, Tugan Sokhiev, Laurent Petitgirard, Yan Pascal
Tortelier, Alexander Sladkovsky, Saulius Sondeckis, Vassily Sinaisky.

She has appeared at the world’s most famous concert halls, including Carnegie
Hall in New York, the Barbican in London, the St Petersburg Philharmonia, the
Moscow Conservatory and the Musikverein in Vienna, as well as at various
venues in Rome, Tokyo, Milan, Brussels and throughout the USA. She has also
appeared at many festivals in Europe, the USA, Russia, Italy and Israel. In 2019,
she made her debut in Salzburg.

Polina Osetinskaya has performed with ensembles such as MusicAeterna,
Mariinsky Orchestra, St Petersburg Philharmonic Orchestra, the Brno Philhar-
monic, the European Sinfonietta, the State Academic Symphony Orchestra of
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the Russian Federation, the Moscow Virtuosi, the Tokyo Philharmonic Orchestra
and many others.

Polina Osetinskaya is very particular about the content of her programs.
Her repertoire is very wide-ranging, including works by Bach and Scarlatti to
pieces by contemporary Russian composers such as Valentin Silvestrov, Leonid
Desyatnikov, Arvo Pért, Georgs Pelecis and Pavel Karmanov.

In 2008, Osetinskaya wrote her autobiography, Farewell, Sadness!, which
became a bestseller. In addition, she runs several creative and charity projects
with Russian artists.
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