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Cepreii PaxMaHMHOB

«BceHoIHoe 6eHMe» 11 CMelIaHHOro Xopa, cod. 37

1 TIpUUONTE, TOKIMOHUMCS  « « v v v v v v v e e e e e e e e e e e e
2 BbnarocysioBu, gyuie Mos (TpeuecKkoro pacreBa) . . . . . . . . . .
3 BADKEH MYK « v v v v v v o e e e e e e e e e e e e e e e e e
4  CBeTe TUXUI (KMUEBCKOTO PACIIEBA) . . « « v v ¢ v v v o v v v o o
5 HpiHe orymaemm (KMEBCKOTO PACIIEBA) . . « « « v o o o o o . .
6 bBoropoauiie 1eBO, PAIYMCST « . . « v v v v v v e e e e e e e
7  HIeCTOTICATIMME . . . v v v v v e e e e e e e e e e e e e e e e e o
8  XBamure umsd ['ocriogHe (3HAMEHHOIO pacrieBa) . . . . . . . . .
9  BaarocyioseH ecu, I'ocrioay (3HAMEHHOTO pacrieBa). . . . . . . .
10 BockpeceHye XpUCTOBO BUIEBIIE. . . « v ¢ v v v v v v v v v v o
11 Bemnunt gyma mosgI'ocrioma. . . . . . o v v v v v v v e
12 CnaBoc/ioBue BeIMKOe (3HAMEHHOIO PacIieBa) . . . . . . . . . .
13 Tpomnaps «/IHech cmaceHMe» (3HAMEHHOTO pacreBa) . . . . . . .
14 Tpomnapb «Bockpec 13 rpoba» (3HaMeHHOrOo pacreBa) . . . . . .
15 B36paHHOI BOeBOIe (TPEYECKOTO PACIIEBA) . « . « « o « « . . . .
Oob1ee Bpems: 59.21

[Tonmua [lapoBapoBa, MeL[0-COIIPaHO

Omutpuit HukaHopoB, TeHOP

BokanbHblit aHcam6s1b ARIELLE

XynoXeCTBEHHBIV pYKOBOAUTENb U AUpMskep — DiabMmupa lamamniesa

3anuch 2026 roga

3Bykopeskuccep — Unbs [JoHITOB

3anmch ocyliecTBiIeHa IIpu moaaepXxKke Bsuecmasa Bnagumuposuua
LpiranoBa 1 Onecu BnagumupoBHbl CBETAUYHOM

Sergei Rachmaninoff

All-Night Vigil, Op. 37

OCome,LetUsWorship . . . . ... ... ... ... .......
Bless the Lord, O My Soul. GreekChant . . . ... ........
BlessedIstheMan . . ... ... ... ................
O Gladsome Light. KievChant . .. ... .............
Now Lettest Thou. KievChant . . ... ..............
Rejoice,OVirgin . . . . .. ... ... . . ... e
Glory to God in the Highest (Hexapsalmos) . . ... ... ....
Praise the Name of the Lord. Znamenniy Chant . .. ... ...
Blessed Art Thou, O Lord. Znamenniy Chant . . . ... .. ...
10 Having Beheld the Resurrection. . . . . ... ... ........
11 My Soul Doth MagnifythelLord . . . . ... ... .........
12 Gloria in Excelsis Deo (The Great Doxology). . . . . .. .. ...
13 Troparion. Today Salvation Is Come. Znamenniy Chant . . . . .

O~ ON Ul YD

O

14 Troparion. Thou Didst Rise from the Tomb. Znamenniy Chant . . . .

15 To Thee, Victorious Leader. Greek Chant . .. ... ... .. ..
Total time: 59.21

Polina Sharovarova, mezzo-soprano

Dmitry Nikanorov, tenor

ARIELLE vocal ensemble

Artistic director and conductor — Elmira Dadasheva

Recorded in 2026.

Sound engineer — Ilya Dontsov

The recording was made with the support of Vyacheslav Tsyganov
and Olesya Svetlichnaya



Bydem epems, — u s 3amoauy.
U cnosa mou 6yoym HeHyHcHbl.
Sl 3aoKc2y 3010mYyH0 ceeuy,
Hauunas nonHouHy Cy#oy...
Cepreit ®ymenb

«Bo npHM nevanbHble Benukoro nmocrar», 23 mapra (10 mapra 1o cra-
pomy ctuiw) 1915 roga, MockoBckuii CMHOZAMbHBIM XOp MO, YIIpaB-
nenveM Hukonast JlaHMInHa BIIepBble UCITOTHMII «BceHoIHOE O/1eHMe»
Cepres1 PaxmaHMHOBA — COUMHEHME, CTABILIEE ONHUM U3 IJIaBHBIX MY3bI-
KaJIbHBIX ¥ JYXOBHBIX CMMBOJIOB Poccun. «S counumn “BceHoinoe 61e-
HMe” 04eHb ObICTPO, — BCIIOMMHAJ KOMIIO3UTOP, — OHO ObIJIO 3aKOHYEHO
MeHbIIIe, UeM 3a ABe Hexenu. MbIC/b HANMCATh €ro MPpUIlia KO MHE HeIlo-
CpeICTBEHHO IT0C/Ie TOrO, KaK S MPOC/IyInaa MoK “JIMTypru”, KoTopas,
KCTaT¥ CKa3aTb, MHE COBEPIIEHHO He MMOHPaBUIACh, IOCKOJIbKY HE OTBe-
yajia Tpeb0BaHMSIM PYCCKOI IIEPKOBHOV MY3bIKM. Ellle B 1eTCTBe MeHS
TUIEHWIM BeIMKoJIenHble Menoaun “O6mxona”. 5 Bcerma 4yBCTBOBAJI, UTO
UX 0COOBIN XapaKkTep TpebyeT XOpOBOil 06pabOTKM, M HAAESJICS, UTO MHE
yIOACTCSI OCTUYD 3TOTO BO “BceHoMHOo1”...» XOpoBoii menesp Paxmaun-
HoBa mnocBsieH naMmatu CrernaHa CmoneHckoro (1848-1909) — nereH-
IapHoro rnaneorpada 1 1lepKOBHOTO pereHTa, npekropa CMHOIaIbHOTO
YUMUININA, KpYTTHeN’IIero 3HaToka JpeBHepyCcCKO ITeBYeCKO Tpaam-
LI, Y KOTOPOTO YUMJICS ¥ KOHCYJIbTUPOBAJCS KOMITO3UTOP. [IpeMbepa
«BceHomHo¥i» B Bonbiiom 3ame biaropomHoro co6panus (HbiHe KosoH-
HbIM 3a1 JJoma Cow30B) B caMblit pasrap [lepBoit MUPOBOI BOJIHBI
MMesa ob1eHalMOHATbHbIN pe3oHaHC. KomoccanbHbli ycriex COUMHeHUs

U >KeJlaHVMe TO3HAKOMUTD C HUM TeX, KTO He CMOT IOIacTb Ha MpeMbepy,
3actaBuau CMHOIAMbHBIN XOP MMOBTOPUTD KOHIEPT YeThIPEXAbI M BCIKU
pas B MepenoyHeHHbIX 3a1ax. COOpbI OT HECKOJIBKUX MOBTOPHBIX BBICTY-
TUIeHN ObUIM B TIOJTHOM OObeMe TepeaHbl Ha HYKIbl pAHEHBIX COJIIAT.
«BceHoIIIHas» U B Xy[I0’KECTBEHHOM, ¥ B TPAHCILIEHJeHTHOM M3MepeHUSIX
cBsizajia PaxMaHMHOBA C OTPOMHBIMM MaccamMy CTPaKAYyUIUX JIIOIe,
MCKaBIIMX B VUCITBITYIOIINIA TIEPUOJ, SKM3HU OTHIOAb He (prIapMOHMYECKNUX
yTeuieHuii. HecsiyyaliHO M3BECTHBIN KPUTUK, PEIAKTOD €XXeHeoelbHOro
>KypHasa «My3bika» Bragumup Jep>kaHOBCKMIA 3aMeTUJI Cpasy ke Imociie
npeMbepsl: «bbITh MOXeT, HUKOTAA ellle PaXMaHMHOB He MOAXO0A U TaK
6J1M3K0 K HApO[Ly, ero CTUJII0, ero Aylile, Kak B 3TOM COYMHEHUN. A MOKeT
ObITh, UMEHHO 3TO COUMHEHMe TOBOPUT O pacCHIMpeHU ero TBOPUYECKOTO
roJieTa, O 3aXBaTe MM HOBbIX 00JsIacTeli Iyxa U, CJeloBaTebHO, O MO/ -
JIMHHOWM 3BOJIIOLUYA €r0 CUJIbHOTO TaJIaHTA...»

«BceHolHOE O1eHMe» — BeJIMYECTBEHHBIN OUIITUX, COCTOSIIINIL
u3 «BeuepHnu» u «YTpeHU», IpeABapsieMbIii CBOe0O6pPa3sHbIM TPOJIOTOM.
[MognuuHBIE TeMbl «O6MX0Aa» MCTIOIb3YIOTCSI KOMIIO3UTOPOM OTHIOAb
He B My3€ifHO-aHTMKBAapPHOM KJIl0Ue, a KaK CTporve, He3bl6eMbie CUM-
BOJIbI CaMO¥ BeUHOCTU. XOpoBad naautrpa PaxmaHuHoBa — penuain-
it o6pasers 38yko8oti ukoHonucu. Het HUYEro yauBUTEIbHOTO B TOM,
4YTO BOKaJbHAas 3BYKOMKUCh PaxMaHMHOBA ITpuBeaa B BOCTOPT TeHU-
aJibHOTO OopKecTpaTopa IIpokodbeBa, M3BECTHOTO CBOEJ B3bICKATE/Ib-
HOCTBIO U JIaske IIPUAMPUMBOCTHIO BO BCEM, UYTO KacaeTcsl TeMOPOBOIA
MO3TUKU. B mepepbiBe Mexxay maxmaTHbiMK 6aTanvsmu ¢ H. U. [Teiiko
u [.®. OiicTpaxoM, OH OGHXKAbI IPOU3HEC CBOK 3HAMEHUTYIO MaKCUMY:
«PaxMaHMHOB BO “BCeHOIIHOII” f0Ka3aJl, YTO OPKECTPOBATh MOKHO 1 6€3



opkecTpal..» 3ByKOBOe TIpeTBOPEHME CBETA U TeHM, aKyCTUUeCKMe TPaHC-
(dopmanuy mepcrieKTUBHBIX U IIPOCTPAHCTBEHHBIX M3MEPEHUI, CJIOKHO-
COCTaBHOE COOTHOILIeHME JIMHeapHOM U XOpaJbHOM IIJIAaCTUKM, TOHYAMIIIas
IVHaMMUYecKas M arormueckast HajJimTpa — BCE 3TO mpeobpaskaeT 3Byda-
HJi€ MOHOTEMOPOBOTr0 BOKAJIbHOT'O COCTaBa B MMOI00Me MHOTOKPaCco4-
HOTro opKecTpa. CumpoHuueckuli MOATEKCT IIPOM3BeAeHUS TIPOSIBIISIETCS
B OPraHMYHOM CIIJIaBe «310Ca», UCTIOBENa/IbHO MOTUTBEHHOM! «IUPUKU»
U «apambl». IIpu 3TOM, KaK cipaBedinBo 3amMmeuvaeT Anekcelt KaHauH-
CKUI, «PaXxMaHMHOB JiejlaeT aKIeHT Ha 3M1M4YeCcKoM Havajie. OHO BBICTY-
aeT Ha MOYBe JIeTeHAAPHO-UCTOPUUYECKOM TeMaTUKU, IPOSIBJISIETCS
B KapTUMHHO-1300pPa3smUTeIbHOM CKJIaZle COCTABJISIIONINX IIMKJI HOMEPOB
¥ MHOTOTIJIAHOBOV XOPOBOJ IpaMaTypTruu 1 06pasHOCTY TTeCHOTIeHU,
HaKOHell, B CXOACTBAX <...> C >)kaHpaMM OpaTOPUM, ByXOBHOM APamMbl UK
MucTepun. [MaBeHCTBYIOIee 3HAUEHME STTMKU BBIPAXKEHO YKe B PellleHUN
PaxmaHMHOBA OTKPBITh CBOVM LMK/ IPU3BIBHLIM OPATOPCKMUM IPOJIOTOM-
ob6pamenneM «IIpunanTe, TOKIOHMMCS», OTCYTCTBYIOIIMM, HAIIpUMeD,
B IMKJIax YaiikoBckoro, 'peuannHoBa, YecHokoBa. TaKkoi1 ITPOJIOT ObLI
Heo0XoAMM KOMITO3UTOPY B KauecTBe 3MTMYECKOro 3aUMHa...»

O «BceHomHo¥i» PaxMaHMHOBA cO37aHa OOIIMpHAas JIMTepaTypa,
HO UTO-TO CaMOe BaXkKHOe, CYIITHOCTHOE, MO3TUYECKM 3HAUMMOe MO-TIPeX-
HeMy HeyJIOBUMO, YCKOJIb3aeT OT ucciaenosaresnei. IlapTurypa, nopa-
’Kalolasi COBepIIeHCTBOM XOPOBOro NyuchbMa 1 eBa it He OPKeCTPOBOI
3BYKOITMCHIO, ¥ CETOIHS ITPeACTaBIIsieT OO0 YacTh 3aralouHOi My3bI-
KasbHOV ATiaHTUAbI. [IpyiMeuaTebHbI BIIeUaTA€HMS OJHOTO 13 CaMbIX
3HAUUTENbHBIX COBpEMEHHUKOB U MMOKJIOHHMKOB PaxMaHMHOBA —
IJ71aBbl MOCKOBCKOM KOMIIO3UTOPCKOI IMIKOJIbI, KPYITHENIIIEero pycCKOro




cumdonucra XX Beka Hukonas MCKOBCKOro: «...“BceHoniHas”...,— BCIIO-
MMuHaeT MSICKOBCKMIT B pa3TOBOpE CO CBOMM YUEHUKOM U aCCUCTEHTOM
Huxkomnaem ITeitko, — HeOOBIKHOBEHHO MHe ITOHPaBMUIACh; S OBLI IIPOCTO
olIeJI0MJIeH... PAXMaHMHOB MOTpsCAIOLLE IIPULAJ €1 KaKOW-TO apXau-
YyecKuit OTIIeyaTok, 6e3 CTUAM3aluii 1o CTapuHy. DTO He MCeBI0PYC-
CKUI CTUJIb, a caMma Poccus, ee MbIC/b, AYX. OTO CAEIaHO TaK UCKPEHHO,
C OTTEHKOM BBICOUAIIeN peIMTMO3HOM COCPEOTOUYEHHOCTU U CePbEe3HO-
CTU, TaK TEIJIO U IIPU 3TOM KPaCOUYHO, UTO MMOHMMaellb — 3TO He CJIEMNOK,
a CYILIHOCTD ThICSUE/IeTHEN KYJAbTYPhI M MMEHHO 10 3TOMY IIpOM3Befe-
HMIO (B paBHO¥ CTEMEHM PeIUTMO3HOMY U KOHIIEPTHOMY) IOTOMKM OYIyT
U3MEePSITh BBICOTY U IJIYOMHY PYCCKOTO AyXa...» MSICKOBCKMI ITepBbIM
OTMETMJI, UYTO XOpOoBas MapTuTypa PaxmaHMHOBA KaK Obl HE BMeIlaeTCsI
B paMKM CyTy0O 11epKOBHO MPAaKTUKN, HUIYTh HE IUCCOHUPYS ITPU 3TOM
C camoii 11lepKOBHOII Tpaguimeit. Kro 13 Hac, 6ymeM OTKpOBEHHbI, HE CJTbI-
1IaJI CTPAaHHBIX, 8 MHOTIA ¥ JOBOJIbHO Pa3BSI3HBIX CETOBAHMIL O TOM, UTO
«BcenomrHas» PaxMaHMHOBA, TaK CKa3aTh, «CJIMIIKOM KpacuBa» IJ1s 60ro-
CITY>KeHMSI, KaK eCJIM Obl «CJIMIITKOM KPacUBBIMM» JIJISI XPaMOBOTO TIPO-
CTpaHCTBA ObUIM MMEPBO3TAHHBIE MO XYA0KeCTBEHHOMY COBEPIIIEHCTBY
U penurno3Hoii rmy6une dppecku [Ipernogob6HOro AHApes Pybnesa u [Iyo-
HUCKS. Bpsig i AyXOBHOMY U IyIIIeBHOMY HAaCTPOIO MOJISIIIIETOCS BeIMKas
MKOHOIMCH PybiieBa, ITaHcenmHa vau [IMOHUCKST MellIaeT 60Jiblile, YyeM
KaKo¥-HMOYIb IJIACTUKOBbI MKOHOCTAC IO, CTapMHY». B penrnosHoii
My3biKe PaxMaHMHOBA HET HUYEro MCKYCCTBEHHOTO, IEKOPaTUBHOTO, PEK-
BU3UTHOTO, PACCUMTAHHOIO HA CYryoo (GprIapMOHMYECKUIA, TeaTPaIbHbIM,
MeJOMaHCKUI regoHM3M. Korga cablniib NecHoneHus: «BceHomHOM»
BO BpeMsI 60TOCTyKeHMS, IMCKOMQOPT MHOIIA JeiICTBUTENIbHO BO3HUKAET,

HO He OT IMBHOIA, TTI0-HACTOSIIIIEMY UCIIOBE/IbHOM My3bIKM PaxMaHMHOBA,
a OT TOTO0, UTO OHA ITOAYAaC COCEACTBYET C TeM, YTO B MY3bIK&JIbHOM ILJIaHE
HeCOITIOCTaBMMO C Heli 0 CBOeMY XyA0XKeCTBeHHOMY M JYXOBHOMY JIOCTO-
MHCTBY, " €Ille — OT TOT'0, UTO MCITOJIHEHME ITUX XOPOBBIX MOJIUTB TpebyeT
BbICOYAJIIIEro MacTepCcTBa, YTO CJIydaeTcsl peako. beccriopHo, 66110 6bI
KOIITYHCTBEHHBIM UATH B XpaMm creliMajbHO Ha «BceHOUHYI0» PaxmaHu-
HoBa M Ha «O6enHI0» YaiikoBCKOT0, KaK Ha KaKoe-TO KOHIIEPTHOE, OTep-
HOe [peAcTaBeHye, YIIUBAsICh BOKAJIbHbIMU BO3SMOXHOCTSIMM COJIMCTOB
" T.11. PaXMaHMHOB He MOMBIIIIISIT O ogo6HoM. [IpeamouruTenbHee, BCE ke,
KOTZa 3Ta My3bIKa 3BYUUT Ha KOHLIEPTHBIX ITIOJMOCTKAX, IJle OHA OCTaeTCs
[JTyOOKO peTUTMO3HOM, B TTIOJIHOV Mepe 00psSiIOBO-11epKOBHOI, HEBEPOSITHO
CMJIBHOJ T10 CBOEMY TYXOBHOMY BO3[I€MICTBUIO. B MCTOpUM PyCCKOI MY3bIKU
TrosioxkeHue «BceHOIIHO» PaxMaHMHOBA MOKHO COTIOCTaBUTh CO 3HAUEHMEM
B IyXOBHO-(Gm10c0pcKOM, BepbaibHOM ITPOCTPAHCTBE ITIaBHOTO ITPOM3Be-
nenus o. [Tama dnopeHCKOTo — KHUTU «CTOMNI U YTBEPXKAEHNE UCTUHBI»,
3aBepiieHHOM B 1914 rony — Tpyzna, B KOTOPOM, KakK 1 y PaxmMaHMHOBA,
Kpacora «moHumaeTcs Kak JKu3Hb, Kak TBopuecTBO, Kak PealbHOCTb...»
06 oTHOIIIEHNY CAMOTO aBTOpPa K «BceHOIHOMY 6eHIIO», 3aITPEIIIEHHOMY
Ha ero PogyHe B TeueHNMe MHOTUX ECSITUIETU, MOKHO CYIUTh XOTSI ObI
10 TOMY, UTO MMEHHO 3TO COUMHEHMe OH 3aBellal MCIIOJHUTh Ha CBOUX
MOXOpoHax. M 3To He momo61e pekBreMa, a HeuTo 60Jibliiee — CBOeoOpas-
HOe IyXOBHOe 3aBelliaHne, IocjiaHue B OyayIiee...

HyX0BHBII MK PaxMaHMHOBA BXOOUT B periepTyap eaBa Jiu He BCeX
KPYIIHEeMIINX XOPOBBIX KOJJIEKTUBOB Mupa — B Poccnn, 3amagHoi u Boc-
TouyHOI EBporie, CoenuHeHHOM KoposnescTse, CIIA, ABcTpanuu, KOxkHOI
Amepuke, SInoHun... CIOXUINCH KaK OTeueCTBeHHbIe, TaK U 3apyOesKHbIe



TpaagULIU UCTIOTHEHUS 3TOM C/IOXKHeliIel mapTuTypsl. He Bceryia OHM, YBBbI,
KOPPEenUPYIOTCS C ayTEHTUYHBIM 3aMbICJIOM aBTOPA, KOTOPBIN MMO3TU3UPO-
BaJI B My3bIKa/IbHBIX 00pa3ax He TOJIbKO KAHOHUYECKIE O0TOCTY:KeOHbIe TeK-
CThI, HO XpaMOBYI0 aTMocdepy, CBET U TUILMHY. B TBOpuecKkoii 6uorpadun
BoKasibHOTrO aHcam6sist ARIELLE u ero pykoBomuTesis DnbMuUpbI [lamaiieBoii
«BceHoIHoe 6eHne» PaxMaHMHOBA — BeIMUMHA Hec/TydaiiHas. B ornpe-
JleJIEHHOM CMBbICJIE — 3TO I1eJIb M OCHOBaHME B CyIb6e OMHOI0 U3 JTYUIINUX
XOPOBBIX KOJUIEKTUBOB CTPaHbl, Ha CYETY KOTOPOTO MHOXKECTBO TBOPYECKUX
OTKPBITHIT MUPOBOTO YPOBHS. [JOCTaTOUHO BCIIOMHUTD IE€PBOE UCIIOHEHNE
rpa”aMo3Ho YeTBepToii cMGbOHMM BhIIAIONIETOCS PYCCKOT0 KOMITO3UTOpa
XX Beka I'aBpumiia Ilormosa Ha ciieHe MapuMMHCKOIO TeaTpa U 3KCKIIK3UB-
HYIO 3aMlCh 3TOT0 COUMHeHMS Ha «PupMe Meoaysi», IpeMbepbl CJIOKHET -
/X OITYCOB BeAYIMX COBPEMEHHBIX KOMITO3UTOPOB Poccuu 1 6e3yripevyHbie
MHTepIpeTaluy XOpoBbIX MaMSITHMKOB PeHeccaHca 1 6apokko. B penep-
Tyape xopa — JIyJlllMe U caMble CJIOXKHbIE XOPOBbIE€ MPOU3BENEHNS UEeThI-
pex CTONeTHI, BK/IIoUas 1IeleBPbl OTEUeCTBEHHOM U 3aITaHOEBPOMNEeCKOMN
PEeUTMO3HOV MYy3bIKU. IHTEPIIpeTUPYS PYCCKYIO U 3apyOeskKHYI0 IIePKOB-
HYI0 My3bIKY, BK/IIouasi «BceHonHywo» PaxmanmnHoOBa, dnbMupa [JamaiieBa
" ee KOJUIEKTUB, He MAYT I10 IIPOTOPEHHOMY IyTH, He YKPYITHSIIOT U 6€3 TOTO
KPYITHOE, CTPEeMSICh TTPUOIM3UTHCS K TTOIJIMHHOCTH, YIIOI00ISISICh TEM, KTO,
CHMMa$ KOIOTh C TOBEPXHOCTU CTAPMHHON MKOHBI, OTKPbIBAET €CTECTBO
¥ 3By4YaHMe KUBbIX, CUSIOIIMX CBEXXECTbIO KPACOoK.

FOpuii A6dokos

BoxkanbHblit ancam61b ARIELLE — KoJIJIeKTMB HOBOTO ITOKOJIEHNS, KOTO-
PbIii ObIT CO3/IAaH 110 MHUIIMATVBE BBIITYCKHUITBI MOCKOBCKOJ KOHCEPBATOPUMA
OnpMupsl [TagameBoii B 2014 romy. AHcaM6/1b 06beIMHSIET BBIITYCKHMKOB
JIYUIIIMX MY3bIKaJbHBIX By30B Poccun. B BokanbHOM MaHepe KOJJIeKTUBa
OPTaHMYHO COYeTaeTCs eBpOIeiicKasi JIerkoCTh U rpaUMuHOCTb FOI0COBE-
IEeHMSI C ICKOHHO PYCCKOJi HACBIIEHHOCTBIO TeMOpa.

ARIELLE ycrienrHo BbICTyIIaeT Ha BeAylUX puiapMOHNYECKUX TIJ10-
mwankax Poccun m gaBisieTcss y4aCTHUKOM ITPECTUKHBIX MY3bIKaJb-
HbIX ecTUBanei, cpeay HUX MockoBckuit ITacxanbHbIl GecTUBaIb MO,
pykoBoacTBOoM B.A. T'epruena (2022-2025), Bcepoccuiickuii ¢hecTuBaib
IyXOBHOV My3bIkM «JIeTo I'ocromue» (Cy3manb, 2020; Bnagumup, 2026),
«MockoBckas BecHa a cappella» (2017, 2018, 2024), MexxayHapos -
HbIVi OcenHnit XopoBoit pectuBanb umeHu b.T. TeBanuna (2022), Mex-
IyHapoOHbIV BenukomnocTHbI ¢ectuBanb (2022), MexxayHapOgHBI
dbectuBanpb «PacrpocTpaHsisi HOBYIO MY3bIKY M0 Mupy» (2023), Mex-
IyHapomHbI dhectuBanb «IIpurayiieHHsie Tonoca» (2024), Bonbiroii
JIeTHUI My3bIKaJabHbIN pecTuBanb «Cupmyc» (Coun, 2024), MexayHa-
ponHbIit hectuBanb «[lekabpbckue Beuepa CBsitociaBa Puxrepa» (2025),
«Bcepoccuiickuit pectuBanb lenpuxa Heiiraysa» (Capatos, 2026) u ap.

AHcamO651b posIBUII cebst U B chepe My3bIKaJIbHOTO TeaTpa. [Ipu ero yua-
CTUM COCTOSIIICS TTOKA3 OIepbl «AJTIOKM» KOMITO3uTOpa nbMupa Huszamona
B pamMkax dectusais «3omortast macka» (2020), V pectuBaib My3bIKaJabHbIX
TeaTpoB Poccun «BuaeTts My3biky» (2020). KomnekTuB 6611 pe3uIeHT-X0poM
OmnepHo-cuMmpoHmueckoii m1abopatopuu New Opera World (2021-2024).
B cocraBe komaHabl Montecci vs Opera ARIELLE aBakfibil HOMMHMPO-
BaJics Ha HalnlMoHanbHY10 TeaTpaibHylo npemuto «OHerun» (2019, 2021).



C 2023 yuactByert B pennepryape MAMT umenn K. C. CtaHuC/I1aBCKOT'O
u Bn.U. HemupoBuua-/laHueHko («Auga» [Ix. Bepau, «OpneaHckas meBa»
I1. M. YalikoBCKOTrO).

C yuactuem ARIELLE coCTOSI/IMCh MUPOBbIE U €BPOIIEiiCKIE OTIEpHbIE TIpe-
Mbepbl: Facing South («JIutiom Ha 1or») (2021) JInaabt Ketinu Cmut, «IIpuH-
necca u CeunHomnac» (2022) Anunsl Ilogszoposoit, «<KgaHa» (2024) AnvHbI
Heb6b1koBoi1, «Kabuimbao» (2024) Omu Buy, a Takke MpeMbepbl XOPOBBIX COUM-
HeHuii I0pust A6mokoBa, AnvHbl ITom3opoBoii, dnbMupa HusamoBa, AIMHBI
Heb6bIkoBOI, AHTOHA BrckoBa u Apyrux.

OnHo# 13 BaskKHBIX CTpaHMULL B 6uorpadmm aHcaMosIs SIBJISIETCS BO3POXKIEHME
3a0bITOI Ha monrue 74 roma Cumdonny N2 4 l'aBpuniia IToroBa, HarmcaHHO
11t Xopa a cappella 1 ueTbIpex comMCTOB, MMPOBAas IIpeMbepa KOTOPOIi COCTO-
simack B 2023 rony B KoHuiepTHOM 3ae MapuMHCKOTO TeaTpa Mpu MogaepsKKe
mascTpo Banepus 'epruesa.

AHCaMO/Tb COTPYIHMYAET C BEeOYIMMM OT€UeCTBEHHBIMIM OPKEeCTPaMMU, Cpeiu
KOTOPbIX [OCymapCTBeHHBIN aKaeMuIecKuii cuM(OHMYECKIIT OPKEeCTp MUMEHM
E.®. CBemiaHoBa, bomnbinoit cumdonndeckuit opkectp nmenn I1. 1. Yaiikos-
cKkoro, MOCKOBCKMI TOCYIapCTBEHHBIN CMM(POHMYECKMIT OpKeCTp, MOCKOBCKMIA
roCylapCTBEHHbIN akageMudeckuit cumboHdeckuii oprectp, [ocynapcTBeH-
HbII1 KaMepHbI opKecTp «BuUpTyo3bl MOCKBbI», MOCKOBCKUI KaMePHBIi
opkectp Musica Viva, MoCKOBCKHUI1 KamepHbIit opkecTp LlenTpa Ilana Cio-
6omkuHa, CuMmdoHmueckuii opkecTp MockBbI «Pycckast GumapMoHUsSI» U IPyTHE.

B 2024 ancam6is ARIELLE Bbitiien B pmHas TeleBU3MOHHOTO ITpoekTa «Hy-
Ka Bce BMecTe! XopoM» Ha TesiekaHae «Poccus 1» u cran ero mobenutenem
(2 MecTo). B 9TOM 3Ke roy HaYaJI0Ch aKTUBHOE COTPYIHUYECTBO aHCAMOIS
C KOMITO3UTOPOM AJiekceeM PbIOHMKOBBIM.

B 2025 rogy ARIELLE Bomien B cocTaB KOJJIEKTUBOB IleHTpa MCIIOTHM-
TeJIbCKMX MICKYCCTB IO/, PYKOBOJCTBOM AJieKkces] PBIOHMKOBA, YIOCTOMICS
3BaHMsI mobeaurens Becepoccuiickoro KoHKypca «l'omoca PogyiHbi», opra-
HM30BaHHOTO PocCcuiickMM My3bIKaJIbHBIM COH30M IpU MoAAepkKke MuH-
Ky/IbTypbl Poccuu. B 3ToM e rony BbIlIa 3aMMCh KOJUIEKTMBA Ha «Dupme
Menonusi» ¢ cumdbonueit N2 4 l'aspunna [lomnosa.

B koH1e 2025 roga KoJIJIeKTUB € ycrexom AeboTupoBat Ha XLIV Mexk-
nyHaponHoM decTtuBalie «lekabpbckue Beuepa CBsTocnaBa PuxTepar,
a B 2026 na XVIII Bcepoccuiickom dectuBane l'enpuxa Heiiraysa.

dnpMupa JagameBa (AKUypuHA) — OCHOBATEb, Xy 0KeCTBEHHbIN
PYKOBOIMTENb M TJIaBHBIN nupuskep BokanmbHoro ancamosis ARIELLE.
Ponunace B Mockge. B 2012 ¢ ominumem OKOHUMIA MOCKOBCKYIO KOHCEP-
Baropuio umenn I1. W. Yaiikosckoro (knacc [TaBna Knnauuesa), B 2014 —
ACCUCTEHTYPY-CTaKUPOBKY KOHCEPBATOPUM (KJIACC TOTO XKe Tearora).
YyacTBOBaja B MacTep-kiaaccax bopuca AbanbssHa, @pumepa bepauyca,
Ponanpa Beprepa, [Tatpuka Paccuina.

OurioMaHT 1 06agaTenb CIelaabHOTO Mpu3a «3a UCIIOJTHEHNE
my3biku C.C. [IpokodneBa» Bcepoccnitckoro KOHKypca XOpOBBIX AVPUKe-
poB umenu C.T. diiamHoBa (Maruuroropck, 2011), naypeat MexxmyHapo[i-
HOTO KOHKYpCa XOpOBbIX AUpPIKepoB umenu U. A. Muxaiinosckoro (Tyna,
2022, IT npemus).

B coctase KamepHoro xopa MOCKOBCKOV KOHCEPBATOPUM T10J, YIIPAB-
nenuem Bopuca TeBiHa yyacTBOBaJa B MeKIYHAPOOHBIX (eCTUBAISIX
XOpOBOJt My3bIKM B Bennkobpurauuu, dnoummn, l'epmannu, Utanuu, Kurae
U B OPYTUX CTPaHAaX.
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Unen I'oponckoro skcrepTHOTO coBeTta LleHTpa npodeccruoHambHOTO
MacTepcTBa MO HampaBJeHUIo «xopoBoe uckycctBo» JIOIT CKU lemap-
TaMeHTa KyJbTypbl ropoga Mocksbl (2021-2025), unen Poccuiickoro
MY3bIKaJbHOIO COI03a. [JIaBHbIN XOpMeicTep MeXAyHapOAHOV OIlepHO-
cumbonnueckoii m1aboparopun New Opera World (2021-2024). 3amecTuTesnb
IVPEKTOpa, KypaTop BOKaJbHO-XOPOBOTO HAIIPaBJIe€HMS M PYKOBOAUTEND
HeTckoro xopa «3paeiibBeiic» MOCKOBCKO TOPOACKON NeTCKOM My3bIKalb-
Hoi1 mkosbl umeHu C. C. [Tpokodrena (2013-2025), c KOTOphIM 3aBOeBasia
MHOKEeCTBO Harpaz Ha IPeCTMKHBIX JeTCKUX XOPOBBIX KOHKYPCaXx.

C 2025 — rnaBHbI XopMeiicTep LleHTpa UCITOTHUTENbCKUX MCKYCCTB IO,
PYKOBOACTBOM Ajiekcest PhIOHMKOBA.
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A time will come when I fall silent,

And my words will no longer be needed.

I shall light a golden candle,

Beginning the midnight service...
Sergei Fudel

On March 23, 1915 (March 10 according to the Julian calendar), “during the
sorrowful days of Great Lent,” the Moscow Synodal Choir led by Nikolai
Danilin gave the first performance of Sergei Rachmaninoff’s All-Night Vigil.
This work became one of the most prominent musical and spiritual symbols
of Russia. “I composed the All-Night Vigil very quickly,” the composer
recalled. “It was finished in less than two weeks. The idea for it came to me
immediately after I had listened to my Liturgy, which, I might add, I didn’t
like at all, as it failed to meet the requirements of Russian church music.
Even as a child, I was captivated by the magnificent melodies of the Obikhod
(the choristers’ book of church singing of the Russian Orthodox Church).
I always felt that their distinctive character required a choral interpretation,
and I hoped to achieve this through the All-Night Vigil.” Rachmaninoff’s
choral masterpiece was dedicated to the memory of Stepan Smolensky
(1848-1909), a legendary paleographer, church choir director, and head of
the Synodal School. He was also a leading authority on the tradition of
ancient Russian chant. He was a man from whom the composer learned
and with whom he consulted. Held during the height of WWI, the premiere
of the All-Night Vigil at the Grand Hall of the Noble Assembly (now the
Hall of Columns of the House of Unions) resonated throughout the nation.
Combined with a desire to share this event with those who missed the

premiere, the tremendous success of the work prompted the Synodal Choir to
repeat the concert four times, each time in front of a full house. The proceeds
from these repeat performances were fully donated to aid wounded soldiers.
Both artistically and spiritually, the All-Night Vigil forged a bond between
Rachmaninoff and the many suffering people who, at a difficult time in their
lives, sought something far more profound than just philharmonic solace. It
is no coincidence that Vladimir Derzhanovsky, a renowned critic and editor
of the weekly magazine Muzyka, commented immediately after the premiere:
“Perhaps never before has Rachmaninoff been so close to the people — to
their style and their soul — as in this work. Or perhaps this very piece speaks
to the expansion of his creative horizons, his exploration of new realms of
the spirit, and, consequently, the true evolution of his powerful talent.”
The All-Night Vigil is a majestic diptych, comprising Vespers and Matins,
which is preceded by a distinctive prologue. The composer employs authentic
themes from the Obikhod, not in a way that is similar to a museum or
antiquarian display, but rather as austere and immutable symbols of eternity
itself. Rachmaninoff’s choral palette stands as a rare example of sonic icon
painting. It is hardly surprising that Rachmaninoff’s vocal tonal painting
delighted Prokofiev, a brilliant orchestrator known for his exacting standards
and even fastidiousness regarding the poetics of timbre. In the midst of
chess matches with Nikolai Peiko and David Oistrakh, he once uttered his
famous maxim: “In the All-Night Vigil, Rachmaninoff proved that it was
possible to orchestrate even without an orchestra!” The sonic representation
of light and shadow, the acoustic transformation of perspective and spatial
dimensions, the complex interplay between linear and choral textures, and
the nuanced dynamic and agogical palette — all these elements combine to



transform the sound of a monophonic vocal ensemble into something akin to
a richly colorful orchestra. The work’s symphonic subtext is revealed through
an organic fusion of the “epic,” the confessional and prayerful “lyricism” and
“drama.” At the same time, the musicologist Aleksey Kandinsky correctly
observes that “Rachmaninoff emphasizes an epic element. This emerges
from the legendary and historical subject matter and is manifested in the
pictorial and descriptive nature of the individual numbers of the cycle,
the multi-layered choral drama and imagery of the chants, and, finally, in
similarities ... to the genres of oratorio, sacred drama, or mystery play. The
primacy of the epic element is evident in Rachmaninoff’s decision to open
his cycle with a stirring oratorical prologue — the invocation ‘O Come, Let
Us Worship” — which is absent from the cycles of Tchaikovsky, Gretchaninov,
and Chesnokov, for example. The composer needed such a prologue to serve
as an epic opening.”

A vast body of literature has been written about Rachmaninoff’s All-
Night Vigil, but something of the utmost importance — something essential
and poetically significant — remains elusive, slipping through the hands of
researchers. Even today, the score — striking for its perfect choral writing
and almost orchestral tonal painting — remains part of a mysterious musical
Atlantis. Particularly notable are the impressions of Nikolai Myaskovsky,
the leader of the Moscow school of composition, a preeminent Russian
symphonist of the 20th century, and one of Rachmaninoff’s most significant
contemporaries and admirers: “The All-Night Vigil ... appealed to me
enormously; I was simply amazed,” recalled Myaskovsky in a conversation
with his student and assistant, Nikolai Peiko. “Rachmaninoff gave it
a remarkable archaic quality that goes beyond mere stylistic imitation of

the past. It is not a pseudo-Russian style, but Russia itself — its thought and
spirit. It is executed with such sincerity and a sense of profound religious
concentration and gravity — so warmly and yet so colorfully — that one
realizes that it is not just a replica, but the very essence of a thousand-
year-old culture. It is through this work, which is both a religious service
and a concert piece, that posterity will measure the height and depth of
the Russian spirit.” Myaskovsky was the first to note that Rachmaninoff’s
choral score seems to transcend the confines of strictly liturgical practice,
while not clashing in the least with the church tradition itself. Let us
be frank: who among us has not heard those odd — and at times rather
glib — complaints that Rachmaninoff’s All-Night Vigil is, so to speak, “too
beautiful” for the liturgy? It is as if the frescoes of the Venerable Andrei
Rublev and Dionysius, which are works of pristine artistic excellence and
profound religious significance, were somehow “too beautiful” for the
sacred space of the church. It is unlikely that the great icon painting of
Rublev, Panselinos, or Dionysius would hinder the spiritual and emotional
experience of a worshipper any more than a plastic iconostasis that is
designed to look antique. There is nothing artificial, decorative, or simply
theatrical about Rachmaninoff’s sacred music — nothing calculated to cater
to a purely philharmonic, theatrical, or melomanic type of hedonism. When
one hears the chants of the All-Night Vigil during a church service, a sense of
unease may indeed arise — not from Rachmaninoff’s wondrous and deeply
confessional music, but rather because it sometimes sounds alongside music
that is unparalleled in terms of artistic and spiritual value, and also because
the performance of these choral prayers requires a level of skill that is rarely
attained. It would undoubtedly be sacrilegious to attend church specifically



for the purpose of hearing Rachmaninoff’s All-Night Vigil or Tchaikovsky’s
Liturgy, as one would attend a concert or opera to enjoy the vocal skills of
soloists, and so forth. Rachmaninoff never intended such a thing. After all,
it is preferable for this music to be performed on the concert stage, where
it would remain deeply religious, fully liturgical in nature, and incredibly
powerful in terms of its spiritual impact. In the history of Russian music,
Rachmaninoff’s All-Night Vigil holds a similar significance — within the
realm of spiritual-philosophical and verbal discourse — to that of Fr. Pavel
Florensky’s magnum opus, The Pillar and Ground of the Truth, which was
completed in 1914. Just like in Rachmaninoff’s music, Beauty in this work is
“understood as Life, as Creativity, as Reality.” One can gauge the composer’s
own attitude toward the All-Night Vigil, a work that was banned in his
homeland for decades, from the fact that he specifically requested that it
be performed at his funeral. However, this is no mere requiem. It is much
more than that — a unique spiritual testament, a message for the future...
Rachmaninoff’s sacred cycle is a part of the repertoire for virtually every
major choral ensemble around the world, including Russia, Western and
Eastern Europe, the United Kingdom, the United States, Australia, South
America, and Japan. Different performance traditions, both domestic and
international, have developed for this immensely complex score. Regrettably,
however, these traditions do not always align with the authentic vision of
the composer, who poeticized not only the canonical liturgical texts, but
also the atmosphere, light, and silence of the church through his musical
imagery. Rachmaninoff’s All-Night Vigil holds a special place in the history
of the vocal ensemble ARIELLE and its director, ElImira Dadasheva. In a way,
it represents both a milestone and a foundation in the history of one of

the country’s finest choral groups, which has been credited with numerous
world-class artistic achievements. The ensemble’s exceptional caliber is
clear if one recalls the premiere performance of the monumental Fourth
Symphony by the outstanding 20th-century Russian composer Gavriil
Popov at the Mariinsky Theater and the exclusive recording of the work
for Firma Melodiya, as well as the premieres of highly complex pieces by
leading contemporary Russian composers and the flawless interpretations of
choral masterpieces from the Renaissance and Baroque periods. The choir’s
repertoire comprises some of the finest and most challenging choral works
from four centuries, including masterpieces of the Russian and Western
European sacred tradition. In their interpretations of both domestic and
international liturgical music, such as Rachmaninoff’s All-Night Vigil,
Elmira Dadasheva and her ensemble avoid well-trodden paths and resist
the temptation to exaggerate what is already impressive. Instead, they seek
authenticity, similar to those who clean the soot off an ancient icon to reveal
the true essence and radiance of colors that shine with fresh vitality.

Yuri Abdokov



The vocal ensemble ARIELLE was founded in 2014 at the initiative of
Elmira Dadasheva, a graduate of the Moscow Conservatory. The ensemble is
composed of graduates of Russia’s leading music institutions and represents
the new generation of musicians. Their vocal style combines European
lightness with the graphic clarity of voice-leading and a quintessentially
Russian timbral wealth.

ARIELLE has successfully performed at some of the leading philharmonic
venues across Russia and participated in prestigious music festivals,
including the Moscow Easter Festival lead by Valery Gergiev (2022-2025),
the All-Russian Festival of Sacred Music “Summer of the Lord” in Suzdal and
Vladimir (2020 and 2026), the Moscow Spring A Cappella Festival (2017, 2018,
and 2024), the Boris Tevlin International Autumn Choral Festival (2022), the
International Lenten Festival (2022), the International Festival “Spreading
New Music” (2023), the International Festival “Muted Voices” (2024), the
Sirius Grand Summer Music Festival in Sochi (2024), the Sviatoslav Richter
International Festival “December Evenings” (2025), and the All-Russian
Heinrich Neuhaus Festival in Saratov (2026).

The ensemble is also active in the field of musical theater. In 2020, they have
participated in the productions of the opera Alluki by Elmir Nizamov at the
Golden Mask Festival and the 5th Festival of Russian Musical Theaters “Seeing
Music.” The collective served as the resident choir for the International Opera
and Symphonic Laboratory “New Opera World” (2021-2024). As part of the
Montecci vs Opera team, ARIELLE has been twice nominated for the Onegin
National Theater Award in 2019 and 2021. Since 2023, the ensemble has been
a part of the repertoire at the Stanislavsky and Nemirovich-Danchenko Music
Theater, appearing in Verdi’s Aida and Tchaikovsky’s The Maid of Orleans.

ARIELLE has participated in a number of world and European opera
premieres, including Linda Catlin Smith’s Facing South (2021), Alina
Podzorova’s The Princess and the Swineherd (2022), Alina Nebykova’s Zhdana
(2024), and Amy Beach’s Cabildo (2024). Additionally, ARIELLE has performed
in premieres of choral works by Yuri Abdokov, Alina Podzorova, Elmir Nizamov,
Alina Nebykova, Anton Viskov, and others.

The revival of Gavriil Popov’s Symphony No. 4, a work written for a cappella
choir and four soloists, that had been forgotten for 74 years, was a significant
chapter in the ensemble’s history. It was performed for the first time at the
Mariinsky Theater Concert Hall in 2023, with the support of conductor Valery
Gergiev.

The ensemble has collaborated with some of the leading Russian orchestras,
including the Svetlanov State Academic Symphony Orchestra, the Tchaikovsky
Symphony Orchestra, the Moscow State Symphony Orchestra, the Moscow
State Academic Symphony Orchestra, the Moscow Virtuosi State Chamber
Orchestra, the Musica Viva Chamber Orchestra, the Pavel Slobodkin Center
Chamber Orchestra, the Russian Philharmonic Moscow Symphony Orchestra,
and others.

In 2024, ARIELLE reached the finals of the television project Come on, all
together! In Chorus on the Russia 1 TV channel, winning the second spot. That
same year, the ensemble began working closely with composer Alexey Rybnikov.

In 2025, the performing groups of Alexey Rybnikov’s Center for Performing
Arts won the All-Russian Competition “Voices of the Motherland,” organized by
the Russian Music Union with the support of the Russian Ministry of Culture.
That same year, ARIELLE released a recording of Gavriil Popov’s Symphony
No. 4 on Firma Melodiya.



At the end of 2025, the ensemble made a successful debut at the 44th
International Sviatoslav Richter Festival “December Evenings.” In 2026, they
also debuted at the 18th All-Russian Heinrich Neuhaus Festival.

Elmira Dadasheva (Akchurina) is the founder, artistic director, and chief
conductor of the vocal ensemble ARIELLE. She was born in Moscow. In 2012,
she graduated with honors from the Moscow Tchaikovsky Conservatory,
where she studied under the guidance of Pavel Klinichev. In 2014, she
completed her postgraduate assistantship-internship at the conservatory,
also under the supervision of Klinichev. She has participated in masterclasses
led by Boris Abalyan, Frieder Bernius, Roland Berger, and Patrick Russill.

Elmira is a diploma recipient and winner of the special prize “For the
Performance of Music by Sergei Prokofiev” at the All-Russian Semyon
Eydinov Competition for Choral Conductors in Magnitogorsk in 2011 and
second prize at the Iosif Mikhailovsky International Competition for Choral
Conductors in Tula in 2022.

As a member of the Moscow Conservatory’s Chamber Choir led by Boris
Tevlin, she participated in international choral music festivals in the UK,
Japan, Germany, Italy, China, and other countries.

Elmira was a member of the City Expert Council for Choral Art at the
Moscow Department of Culture’s Center for Professional Excellence from
2021 to 2025, and she is a member of the Russian Music Union. From 2021
and 2024, she served as the chief choirmaster for the International Opera
and Symphonic Laboratory “New Opera World”. From 2013 and 2025, she
served as a deputy director, curator of the vocal and choral program, and
director of the Edelweiss Children’s Choir at the Prokofiev Moscow City

Children’s Music School. With this choir, she won numerous awards in
prestigious children’s choral competitions.

From 2025, Elmira Dadasheva has been the chief choirmaster at Alexey
Rybnikov’s Center for Performing Arts.



P = PR e E PR PTTETE B R B AT SV RN

g jeEmnyaSenstdidaanaaac

e

®@omo: FOpuii A6doxoe / Photo by Yuri Abdokov



<t

MEAOAWUS

PYKOBOJWTENN NPOEKTA:

AHIPEI KPUYEBCKUN, KAPUHA ABPAMAH

BbINYCKAIOLLII PEJAKTOP: TATbAHA KA3APHOBCKAS
MEHEIPKEP NPOEKTA: MAPUA JIbITMHA

[IU3AVIHEP: AHHA MAXOPTOBA

KOPPEKTOPbI: MAPTAPUTA KPYTTI0BA, O/1bIA TAPAHUYEBA
MEPEBOL: HNUKOMAW KY3HEL0B

(OOT0: HOPYUIA ABJIOKOB, HATATIAA TAPLIEBA

LIMOPOBOE U3[AHME: H07IA KAPABAHOBA, [IMUTPYIA MACTISIKOB

PROJECT SUPERVISOR: ANDREY KRICHEVSKIY

LABEL MANAGER: KARINA ABRAMYAN

RELEASE EDITOR: TATIANA KAZARNOVSKAYA

PROJECT MANAGER: MARIA LYGINA

DESIGNER: ANNA MAKHORTOVA

PROOFREADERS: MARGARITA KRUGLOVA, OLGA PARANICHEVA
TRANSLATION: NIKOLAI KUZNETSOV

PHOTO BY YURI ABDOKQV, NATALIA GARTSEVA

DIGITAL RELEASE: JULIA KARABANOVA, DMITRY MASLYAKOV

MEL CD 10 02737

® BOKA/TbHbII AHCAMB/Tb ARIELLE © U ® 3/IbMVPA JIATIALLEBA
A0 «OUPMA MEJIOQUA», 2026. 127055, . MOCKBA, YI1. HOBOC/IOBOACKAA, [1. 73, CTP. 1, INFO@MELODY.SU
BHUMAHME! BCE NPABA 3ALLMLLEHI. BOCMPOU3BENEHME (KOMUPOBAHME), CLIAYA B NTPOKAT, NYBM4HOE UCTIONHEHKE
W NEPEAYA B 30UP bE3 PA3PELLEHA NPABOOBNANATENA 3AMPELLEHbI.

WARNING: ALL RIGHTS RESERVED. UNAUTHORISED COPYING, REPRODUCTION, HIRING, LENDING, PUBLIC PERFORMANCE AND BROADCASTING PROHIBITED.
LICENCES FOR PUBLIC PERFORMANCE OR BROADCASTING MAY BE OBTAINED FROM JSC «FIRMA MELODIYA», NOVOSLOBODSKAYA STREET 73, BUILDING 1, MOSCOW, 127005, RUSSIA, INFO@MELODY.SU.
IN THE UNITED STATES OF AMERICA UNAUTHORISED REPRODUCTION OF THIS RECORDING IS PROHIBITED BY FEDERAL LAW AND SUBJECT TO CRIMINAL PROSECUTION.

NS

4) (¢ (2 ] rrvameLooms D i

MELODY.SU


http://melody.su
https://vk.com/firmamelodiya
https://t.me/firmamelodiya
https://ok.ru/firmamelodiya
mailto:info@melody.su
mailto:info@melody.su

