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EcTh HEUTO HEOOBSICHMMOE B TOM, UTO TBOPYECTBO OJTHOTO U3 KPYITHE-
IIMX OTe€YeCTBEHHbBIX KOMITO3UTOPOB XX cronetus l'aBpumia Hukonaesuya
ITonoBa (1904-1972) 3a noscToneTus, Ipolejliee mocjie ero yxoaa, cse-
II€HO e[IBa JI He K XPeCcToOMaTUiTHOMY ObITHIO. MHOTHMe counHeHus [ToroBa
MaTepuaan30BaHbl JINIIb B CIIPABOYHO-3HIIMKIIONEIMYECKOM IIPOCTPAHCTBE
U 10 KPaifHOCTY MaJIO IPeCTaBIeHbl B periepTyape OTeYeCTBEHHbIX KOJI-
neKkTUBOB. MckimtoueHmne cocrasiseT Kamepnast cumbonus (Cenret, 1927) —
COUMHEHMe 3HAKOBOE B UCTOPUM PYCCKOT'O MY3bIKAJILHOTO aBaHrapaa. Mexny
TeM Guorpadust KOMIIO3UTOpPa MOIJIa ObI CTATh CIOKETOM 3aXBaThIBAIOIETO
pomMaHa. Bymymmit komrosutop poguics 12 centsiopst 1904 roma B HoBo-
yepkaccke, cronuie O6aactu Boiicka [IOHCKOTO (IOHCKOT'O Ka3auecTBa)
Poccuiickoit nmmepun. [lepBbiMy My3bIKaJIbHBIMU HacTaBHUKamu Ilormosa
6bU1M ero MaThb JIro60Bb PémoposHa [TormoBa 1 Matseit JleonTheBuu IIpecc-
MaH (OIVH U3 JIy4IInX BocnuMTaHHMKOB Hukomnas 3BepeBa u Bacuins Cado-
HOBQ, coyueHuK Ceprest PaxmaHnnHOBa B MOCKOBCKOV KOHCepBaTopun). ITyTh
obpeTeHust Mpu3BaHMst 6611 AJ1s1 [T0TIOBa CIOKHBIM M BO MHOTOM OTIPeI eI
XapaKTepHbIe YEPTHI €T0 XYA0KECTBEHHOTO CTWIS. B paHHMe rombl Oymy it
KOMIO3UTOP 3aHuMa’cs B PucoBanbHOI 11kone PocToBa, B IOHOIIIECTBE
obyuasics Ha GU3MKO-MaTeMaTNUeCKOM OTAeleH POCTOBCKOTO YHUBEP-
CUTeTa U MHKEeHEPHO-apXUTEKTypPHOM (akysabTeTe [JOHCKOTO MOJIUTEeXHM-
YeCKoro MHCTUTyTa. [To BocmoMmHaHMsIM camoro [ToroBa pyouKOHOM B €ro
cyanbe cranu cMmepTb Mmatepu B 1919 romy u rocyieioBaBIimii BCKOpe apecT
OTIIa IO IOHOCY. PaboTasi B pOCTOBCKMUX KeJIE3HOOPOSKHBIX MACTEPCKUX,
MOJIOA 0¥ MHKeHep HaXOAUT BpeMsI JIJIs1 3aHSATUI MY3bIKOJ, aKKOMITaHM-
pyeT B OIIEPHOM TeaTpe, IOCTynaeT B JJOHCKYI0 KOHCEPBATOPUIO, Il€ 3aHMU-
MaeTcsl KaK MMaHUCT 1 KoMmrosutop y Bacunust lllay6a. B 1922-1927 romax

(c He6ONMBIIMMHU TIepepbIBaMI) 3aBeplliaeT akaeMuueckoe My3bIKab-
Hoe o6pa3oBaHue B JIeHMHTPACKOV KOHCEPBATOPUM TIOJT PYKOBOJICTBOM
Jleounga Hukomnaea (poprenmano), Bmagumupa Illep6auéBa u Makcu-
MmuanaHa IllTeitH6epra (KOMIO3UIMS U OpKecTpoBKa). [ToHavany IToroB
COBMeIllaeT KOHCEPBATOPCKIME 3aHITUS C 00yUeHeM Ha apXUTEKTYPHOM
dakynbTeTre [TonMTeXHUUECKOTO MHCTUTYTA U JINTEPATYPHOM OTAEeIeHUNU
WNHcTuTyTa MCTOpUM UCKYCCTB. C paHHUX JIeT XYLOKHUKA OTAUYaEeT CIIO-
COGHOCTb OPraHMYHO COYETATh JIOTMKY TOUHBIX HAyK ¥ CBOOOIHOE TBOpYEe-
CTBO, CTPOTO€ KOHCTPYMPOBAHME Y TOHUYANILIYIO [IO3TUYECKYI0 MHTYULIMIO.
CrpacTb K MacTabHOMY KOHCTPYMPOBAHUIO, CTUXOTBOPHO-CTpOdmuecKast
JIOTMKA MY3bIKaJbHOTO (POpMOBaHMS, SKMBOIMCHO-KOJIOPUCTUYECKAST T103-
TU3aLMsT TeMOPOBOI MATUTPhI — STY BasKHEJIIIEe CBOICTBA CAMOOBITHOTO
CTUJISI KOMITO3UTOpa 6epyT HAUajIo B ero IHOIIECKUX UCKAHUSIX — B TOM,
YTO MOXXHO Ha3BaTh BOCXUTUTEIbHBIM CKUTAIBYECTBOM B ITOUCKE C80€20
20710Cd B UCKYCCTBE.

[TpaBra u TO, YTO YHUKAJIIbHOE «CTPAaHHNUeCTBO» I10II0Ba, ero «xoxmne-
HMSI» MEXIY MY3bIKO, apXUTEKTYPOI, UCTOPUEN MCKYCCTBA IIOHMMAJINCh
COBpeMeHHMKaMU Mo-pa3Homy. [101oB Ha KOPOTKUIL Tepuof, 6bLT OTYNUC-
neH u3 JIeHMHTPaACKOM KOHCepBaTOpUM, HO b6iaropapst Bnagumvupy llep-
6a4€By OBLJT BOCCTAHOBJIEH, M €T0 KOMIO3UTOPCKMii aurioM (CerrTeT) cTast
11 aBTopa (1o cioBy bopuca YaiikKOBCKOTO) «IIPOIIYCKOM B BEYHOCTb».
MwupoBoii ycriex CernreTra OKpbUIMI MOJIOA0TO KoMno3uTopa. B 1928 rony on
MPUCTYIIUII K counHeHuto [lepBoii cumdoHmnM, 3aBepilieHHO B 1932 rofy.
Ha ciemyroniuii neHb mocie mpeMmbepsbl (1935), 6imcTaTebHO MIPOBEIeH-
Ho¥i mog pykoBoacTtBom ®@putia HlTuapu, cumdboHMs 6bla 3ampeleHa.
OnuH U3 Ky/IbTypPTPerepoB JIGHUHI'PACKOTO perepTkoMa Bopuc O6HOpcKuit
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BBICTYIIUI C BEPAUKTOM: «...HEOONYCMUMO UCNOJIHEHUE NPOU3BE0EHUsl KaK
ompax)arujezo udeonoz2uto 8pai0eOHbIX K1AcCoB...». ITa «KaMHOBA MeYaTh»
cornpoBoxaana Tpyabl IlonoBa MHoOTKe roabl. [To cyTtu 3anpet [lepBoit cum-
(oHuM cTan ceoero poga «apTIOATOTOBKO» K TOTPOMY OT€4YeCTBEHHOI
MY3bIKM B 1948 ropny. [IpakTHKa Meoa0rnyeckoro «KHyTa u psiHuKa» CJo-
MuIa MHOTUX, HO He [ToroBa. Bropas cumdonus «PogyHa», couMHeHHas
B 1943 rony, uepes Tpu roxga 6p1a otMeueHa CtaamMHCKo mpemueii I cre-
nenu. B 1946 ropy 3aBepiieHa TpeTbst cuMOHMS (1711 60BIIOTO CTPYHHOTO
OopKecTpa). DTa MapTUTypa — He MMelolNit aHaJI0TOB o6pasel] MoIuTeM-
6poBOIt pa3spaboTKM OAHOPOIHOIO (YCUIEHHOTO CTPYHHO-CMbBIYKOBOTO)
COCTaBa, B KOTOPOM T€PBO3AaHHO MPe0OPaKalOTCs aKyCTUUeCKMe TPUHIIUIIBI
6apouHoro concerto grosso. CBoCTBaMM ITO3TUYECKMX OTKPOBEHMIT 006J1a-
AT ¥ Ipyrue counHeHns: kommnosutopa: CumdboHndeckas apust Jj1s1 BUO-
JIOHYeJM U GOJBIIIOTO CTPYHHOTO opKecTpa (1945), KBapreT-cumdonms ais
IIBYX CKPUIIOK, ajibTa 1 BuosoH4enu (1951), He roBOps yske O BbIAAIOLIMXCSI
pabotax B kuHemartorpade. KuHomyssika [TonoBa, Boctoprasmiasi Ceprest
Oi3eHIlITelHA U IPYTUX KPYITHEMIINX AesTeseii KWHOMCKYCCTBa, — 4paro-
LIeHHas 4acTb Hac/Ieaysi KOMIIO3UTOPA, COIIOCTaBMMas 110 Xy 0’KeCTBEHHOMY
3HaueHMIo ¢ KuHopaboramu Cepres [IpokodreBa, Aptiopa OHerrepa, Huxo
Potbl. CBOe06pa3Hy0 «BHYTPEHHIOI 3MUTPAINIO» KOMIIO3UTOPA B KMHO-
MMP HepenKO CPaBHUBAIOT C BBIHYXAEHHBIM yxonoM bopuca [lactepHaka,
Huxkonas 3a60y1011Koro, AHHbI AXMaTOBOJ B ITIepPEBOTYECKYIO E€SITETbHOCTD.
[Tomo6HO TOMY, Kak aBTOp «CTOJIGLIOB» MOANMCHIBA CBOV KHUTU «I1epe-
BOAYMK 3a00JI0IKNIT», HEKOTOPbIE CBOYM MMCbMa M OTKPBITKM, HAIIpUMeD,
appecoBaHHble Huxkoiato Ileiiko, ITomIoB ¢ rpyCcTHOM MPOHMEN 3aBeplia
MOHOI'PaMMOI1 «<KMHOKOMIIO3UTOP [Tomosy. ITpu aToM KnHOMY3bIKa [lorioBa

HAIpOoyYb JINIIIEHA TOTO, YTO MOXKHO HAa3BaTh «IIPUKJIATHOM BTOPUUHOCTHIOY.
JIyuimine kuHonapTuTypsl («Ckaska o mape Canrane», «<Kazakn», «<HeokoH-
YyeHHas ITOBECTh» U IP.) OT/IMYAIOT YTOHUEHHASI TEMOPOBO-KOIOPUCTUYECKAS
MaJInTpa, CBoeobpasHas cMMGOHM3AIINS My3bIKaTbHOTO Pa3BepThIBAHMS.

ITo okoHUaHUM KOHCepBaTopuu U 10 1948 rona I1ornos npernogasal
B JIEHMHTPaACKOM MY3bIKaJIbHOM TEXHUKYME, 3 KOTOPOT'O ObIT YBOJIEH
BO BpeMs «aHTUdOpMaIUCTUUECKO KaMItaHum». Mi3ruanue l'aBpunia
[TomoBa — KpyITHeIIero Xya0skH1MKa M OIHOTO U3 CaMbIX 0O0pa30BaHHbBIX
MY3bIKAHTOB CBOEr0 BpeMeHM, HaHeC/I0 HelIOIIPaBUMbI YPOH OTeueCTBEeH-
HOJt KOMITO3UTOPCKOJ Tlefgaroruke. Yimen komrosutop 17 pespans 1972 roga
B M060uMoM UM PernnHo mmof JIeHMHrpaiom, IToXopoHeH Ha [0710BMHCKOM
Kmagouine MocKBbl. Bimskuit Apyr 1 MIaAIInii coBpeMeHHMK [TomoBa, Bbia-
IOIIMIACST KOMITO3UTOP-CcUMGOHUCT U negaror Hukomnaii ITejiko Ha omHOM
U3 CEMMUHAPOB I MOJIOABIX KOMITO3UTOPOB cKa3ai: «My3bika [lomosa,
BO BCceM OOraTCTBe ee MO3TMYeCKUX U PraocodCcKMX KOHTEKCTOB, B CBOEM
HeMpexosIieM XyA0XKeCTBeHHOM, HAllMOHAJIbHOM, 3TUYE€CKOM 3HAaUYeHUN
00s13aTeIbHO HAeT JOCTOMHBIX I[EHMUTEe/Iel B HOBBIX ITOKOJE€HUSX... ITO,
KaK He paccykmaai, My3bIKa OyayIero...».

HenpeomonmbiM 0CeIKOM A1 MHOTUX KPUTUKOB (Jla’ke BeCbMa KOM-
IUIMMEHTapHO HAaCTPOEHHBIX K TBOpUeCTBY [10110Ba) SIBSIOTCS «MIE0I0T M-
YyecKye MOATEKCThI» U «COIMaTbHO MOTUBMPOBAHHBIE» HA3BAHMS HEKOTOPBIX
ero counHenuit 1940-1950-x rogos. [Ipy 3TOM He3aMeueHHbIMM OCTAIOTCS,
COOCTBEHHO, XY 0XECTBEHHbIE TOCTOMHCTBA 3TUX MMAPTUTYP: aBaHTapH-
Hasl KOJIOpUCTUYEeCKasi pa3paboTKa MaTepuasa, M3bICKAHHOCTh TOHAIbHO-
rapMOHMYECKUX PelleHnit, apTUCTU3M U JTaske CBoeoOpa3Hasi 371e2aHMHOCMb
(bopmoBanus. Ha aToT cuer yiyuiie Bcex BbicKa3asncsi Hukomaii [Teiiko:
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«TombKO TaK Moc/e yOUIICTBEHHBIX PEMIEPTKOMOBCKMX PEIIeHN CepeaHbl
30-X ¥ My3bIKaJbHO-ITOJIUTUYECKOTO Pa360s KoHIa 40-X TOAOB U IMPOYMX
KYJIbTHAA30PHBIX pecKpuIiyii IToroB Mor 06ecrneuynTh CBOMM COUMHE-
HMSIM XOTb KaKyI0-TO KOHIIEPTHYIO ¥ M3aTeTbCKYI0 Cyab0y. Ho MapKcucT-
nenuHucT 13 laBpunia HukomaeBnua 6o, BCe K€, HUKY/IIIIHBIN. .. 48-71 rop,
BCe TepeXXuin Mmo-pasHomy. [ToroB ObL1 €1Ba I He pa3aaBiieH, YHUKEH
HEBEPOSITHO, HO IYXOBHO He CJIOMJIEH, UTO ObI TaM He TOBOPWIN, — CJIMIIKOM
KperKasl Y Hero 1 YMcTasi OT MpUpPoAbI Obuia mytieBHas pakTypa. MHe Bcerga
Ka3aJI0Ch, UTO JIaske M3bICKAHHASI FAJIAHTHOCTD €0, OuapoBaTeabHOe “hpaH-
TOBCTBO” U BOCXUTUTEIbHOE 3CTETCTBO — CBOETO PO/ia 3alllMTHAS peaKiys
Ha GecuicieHHble HeB3TOAbI ¥ BbI30BbI BpeMeHM. My3bIKOBeIbl CPaBHUBAIOT
ero (CTaBsT B 0guH psif??) ¢ MocosoBeIM, JIypse... HenenocTs. Mexxay HUMM
MMPOMAacTb — 3CTEeTUUECKasl, STuYecKasi, HpaBCTBeHHas. Ero mecro nHoe —
paAnoM ¢ XMHAEeMUTOM, SIHaueKOM, BpUTTeHOM U B IIOJIHYI0 Mepy — C BIIOJIHE
nobposkenarenbHO “peBHOBaBIIMM” K HeMy [IpokodbeBbiM. Cepreii Cepree-
BUY, payllIHO MPUHSBIINI paHHMEe COUMHeHMs [1ormoBa, MHOTO caean Ajisi ux
nomynstpusanyu B EBpore n Amepuke. [1011oB 66T MATPUOTOM He IT0 pa3Ha-
psizke... KopHeBOIi, HACTOSIIMIT. APMCTOKPAT I10 IyXY... MbI ObLIM OJIM3KMN.
Ero o6oskanay Mou IeTH 1 skeHa, ¢ KoTopoit laBpuni HukonaeBud (“mjist mpo-
BEPKU MaMSITU U TPEHUPOBKU ) TOBOPWII UCKITIOUNTETbHO HA aHTIUIICKOM
uau GpaHITy3CKOM sI3bIKaX, KOTOPbIMM Bjiafes OTJAMYHO. B IyTKy OH MHOTIA
¥ HaIIMCU Ha CBOMX OMyCax Jle/ia/l Ha MHOCTPaHHbIX HapeuusX. U Bce ske oH
ObLJI, KaK ¥ MHOTME U3 Hac, 00peYyeHHO OOVMHOKMM YeJIOBEKOM — He B ObITO-
BOM CMbIC/I€, KOHEYHO... [IOMHIO OfVH JII0OOIIBITHBIN pasroBop. ITocayiias
Moo YeTBepTyio cuM@oHMIO (IO TpeMbePBI 5 TTOKa3bIBaJ ee TobKo IllocTa-
KoBuuy 1 [lonoBy), oH ckasai: “Kosisi, BOT Thl Hammcat menesp... Yto ganbiie?

ITo yecTy 3TO IOIKHO MTPOTPEMETH Ha BeCh MUD, a 6ymeT uto? KoHeuHo, 3TO
coirpaetT CBETIIAaHOB M TMXOHBKO, YTOOBI HE I0JIeTeNI0 10 XPEeHHMKOBA U IPO-
YMX, CKaXKeT B KyJlyapax, YTO 3TO reHuaabHO. A 3aTeM KpeméB nepeunc-
JIAT 3TO B PSIAY OUYePeIHbIX OOIBIINX TOCTUKEHNUI COBETCKOTO MCKYCCTBA.
Kak y ITymkuHa: mosma, o6ayMaHHasi B OQMHOYECTBE, ITPOIAETCS [IOTOM
B KHVDKHOJ JTaBKe ¥ KPUTUKYETCS B XKypHasiaX AypakaMiu...”! B 3Toit ropb-
KOl MPOHUM UMTAeTCSI MHOTOe€, a I7TaBHOe —aBTobuorpadnuHoe. [Toros —
13 JIy4Illero B pyCCKOM UCKyccTBe XX Beka U He TONbKO...».

B ToM, uTO KacaeTcs Hezasucumocmu cepoya v mociie 1948 ropa, ITormos
He u3MeHs1 cebe. O6 3TOM CBUIETENIBCTBYIOT BCe, KTO OIM3K0 3HAJ KOM-
nmo3uTopa. bplio MHOe — cBOero poja BHyTpeHHee OTCTpaHeHMe, KOr/ia s
BOTLJIOIIeHMST HeCTyYafHbIX MIeii Tpe60BaIoCh UCKATh 0COObIe, MHOTAA
BecbMa HeoXugaHHbie ¢hopMbl. [TortoBa HepeaKO OTHOCST K UMCITy aBTO-
POB, KOTOpBIE JIUIIb B BOOOpaskeHUM 61orpadoB COCTABISIIOT HEKMIA CIIIO-
YeHHbIN KpyT. HeT coMHeHMi1, KOMITO3UTOP — OfHA U3 KII0UeBbIX GUTYD
PYCCKOTO MY3bIKAIbHO20 ModepHa Hauasa XX croneTust (Bmecte ¢ [Ipokodne-
BBIM, MsicKoBCKUM, CTpaBMHCKMM, paHHUM lllocTakoBuYeM), HO Kakoe 3TO
MMeeT OTHOIIIeHNe K ToMy, 4To ®Eénop CTerryH TOUHO Ha3bIBAeT «HAIIPaB-
JIEHYECKOJ 3alITaMIIOBAHHOCTBIO»? VI B paHHME, U B 3peJjIble TO/Ibl KOMIIO-
3UTOP ObUI TaJIEK OT QYTYPUCTUIECKON CTPACTU K paspylIeHNIO, TOHUMas,
YTO ITO-HACTOSIIIEMY HOBO€E OTKPBIBAETCSI HE B chepe TeXHOIOTUUECKOTO
TPIOKAYeCTBa U SIaTaXHbIX HECYPA3HOCTEIA.

! Tleiiko 1 [TomoB moutH 10CIOBHO LUTUPYIOT ciaoBa Ilymkuna: «Tak mosma, 00/yMaHHas B YEHHEHHH,
B JICTHHE HOYH IIPU CBETE JIYHBI, IPOJACTCS [IOTOM B KHIDKHOM JIABKE M KPUTUKYETCS B )KYpHAIIAX TypakaMH...»
(ITywkus A. {neBHuKH. ABTOOMOrpaduyeckas nposa.— M.: Cos. Poccus, 1989.— C. 99 (384 c.).
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YerBepras cumdonnst «CnaBa OTumM3He» AJIsI YeThIPEX COMMUCTOB U 6OJIb-
II0TO CMelllaHHOTOo Xopa a cappella (cou. 47) cozmaHa B 1948—-1949 romax.
BbU1O GBI KpaitHMM yIpOIeHeM OOJHO3HAYHO OTHECTU 3TO COUMHEHME
K COHMY «TIOKasTHHBIX» U V3K TeM 6oJiee — «IapagHO-0DUIMO3HBIX» ITPO-
U3BeIeHMIA, MOSIBUBIIMXCS B OOTBIIOM KOJIMUECTBE Mocie «hopManucTuye-
CKOJi KaMIaHuM». B olieHKe uaeiiHoi atumosnoruu YeTBeptoii cuMbOoHNM,
CUMBOJIMUECK-«PeabMINTAIIMOHHBIM» MOXHO Ha3BaTh, MOXKaYii, IUIIIb
«KOHOOBBIV» (110 BbIpaxkeHNIO Hukomnas I1eiiko) CTUXOTBOPHBIN TEKCT
Nnbu CenbBUHCKOTO, HO HMKAK He YHMUKAJIbHBI apXUTEKTOHMYECKUIA,
TeMOPOBO-KOJOPUCTUUECKMIT 3aMbICe/l KOMITO3UTOpa. Bripouem, TOT ke
[Te’iko (Be/IMKOIEITHbIN 3HATOK PYCCKOI IMO33MM) 3aMEeTUJI, UYTO «II0 CPaB-
HeHUIO ¢ 6e31apHbIMM BUpIIaMy Be3bIMeHCKOT0, MCII0/Ib30BAHHBIMY PaH-
HuM IlloctakoBuuem, CeTbBMHCKUI CUJIBHO BBIUTPBIBAET. Bce-Takm 310
6bLT He BUPILETIET, a AAPOBUTHIN MOIT...». [I0og06HO TOMY Kak B JIMTepa-
Type MHOTIa MoApasyMmeBaemMoe 3HaueHme ¢hpa3bl He COBITAIAET C ee OyK-
BaJIbHBIM 3HaUeHMEeM, My3bIKa CMMGOHMUY CBOEOOpa3HO MPeo10ieBaeT
MO3TUYECKNI TeKCT. HeuTo cxoxkee OT/IMUaAET OAHY U3 JIYUIIUX MAPTUTYP
Cepres IIpokodbeBa — 3HAMEHUTYIO «3ApaBuily». B UeTBepToit cuMpOHUMN
yeTbipe yacTu: [ — «CoBeTcKoii Aep>kaBe — ciaaBal» (Molto allegro risoluto);
IT — «BecHa» (Allegretto leggiero e molto cantabile); III — «Ckop6b 1 THeB
Hapona» (Largo espressivo e sempre con moto); IV — «CinaBbcs, HapoJ, —
6oratbipb!» (Allegro festoso e sempre energico). JIupudeckast KyTbMUHALIUS
[[MKJIa — BTOPAsi YaCTh, BOCXOMSIIAS TI0 MemMOp080-naiacmuyeckoli 3mumo-
Jlo2uu K 3ByKOOOpa3HbIM UyecaM MHO20KPACOUH020 opkecmpa PumcKoro-
KopcakoBa. MacuitabHble HUKIMUECKME TTPOU3BENEHNS 1) aKaIleJbHOTro
XOpa COUMHSIIM U nipexzae. He XpoHOMeTpuUeckuii pa3max JenaeT Ommyc

[TomoBa B cBOeM pofie equHCTBeHHbIM. OJHOPOAHBI XOPOBOI COCTaB
TPaKTyeTCsI UM KaK 0pKeCmpo8o-cuM@oHuueckas maautTpa. JKCTpeMalib-
HbIe CJIOXKHOCTY JIJISI UCTIOJIHUTE/e-XOPUCTOB MPEICTABSIOT He TOTbKO
«3ampeie/ibHble» TeCCUTYPbI, TOTIOBOKPYKUTENbHbIE QYHKIMOHAIBHO-
rapMOHMYeCKMe TpaHCchopMalnn, HO U crieludruecku MHCTPyMeHTa/IbHbIE
TUIIBI TEMOPOBOTO IMpeodpaskeHMs 3ByUHOCTU. IMeHHO opkecmpogvie npo-
exyuu, 3amdpoBaHHbIe B XOPOBOJi TEKCTYpe, TO3BOJISIOT COUETATh TO, YTO
Ka)KeTCsI HeCOeAMHUMBbIM B IIPUBBIYHBIX XOPOBBIX 00CTOSITETbCTBAX — BUP-
TYO3HOE ITPOCTPaHCTBEHHO-TIePCIIEKTUBHOE MICbMO, BOCXO/SIee K BeHel-
aHCKOJ MHOTOXOPHOCTH ; BOKaJIbHO-XOPOBbie MeTadopbl 3BYKOBBIX 00pPa30B
CMBIUKOBOTO MHCTPYMEHTapUSsI; aKyCTUUYECKYIO T€PMETUYHOCTb «3aMKHYThIX
Ha ce6e» TYXOBBIX IPYIIII C UX Ocsi3aTeabHOM nuddepeHIInanyei Ha CoJb-
Hble, o6uraTHbie U poHOBbBIE 371eMeHThbI. CuMbOoHMYeCcKMi TUIl GopMOBa-
HusI 06ycoBiieH y [ToroBa XxapaKTepHOCTbIO CKBO3HOTO pa3BepThIBAHMS, T/Ie
COOTHOIII€HME YaCTe K eJIOMY ITOAYMHEHO Miee HelpeCTaHHOTO OOHOB-
JIeHus, B TOM unciie TeM6poBoro. Kazanock 6bl, OHHOPOIHBIN BOKAIbHbBIN
COCTaB IIPOTMBOPEUNT CAMOJ Mlee KOJIOPUCTUUECKUX MoauduKaimii, 6e3
KOTOpbIX [10110B He MBICJIUT My3bIKaJbHOE pa3BepThiBaHKe. TeM He MeHee,
KasKk[ast U3 I'PYIIl XOpa, He TOBOPSI Y3Ke O COMMCTAX, BOIJIONAaeT He CTaTu-
YyecKuii, a HelmpeCcTaHHOo ITpeodpakalouniicss goHemuueckuti, memopo8o-
KoJlopucmuueckuti 06pa3 maauTpbl. DTO U MO3BOJISIET CO3/1aBaTh KPACKH,
KOTOpbIe 1 6e3 MCIOMb30BaHMs HeakaJeMuecK1x CpefCcTB 3ByKOM3BIIe-
YeHMsI BOCIIPUMHUMAIOTCS KaK HEUTO TIePBOPOIHOE, TTO-HACTOSIIIIEMY aBaH-
rapgHoe, 6e3 cJIoMa OCHOB JKMBOTO SI3bIKa.

ITpu xxu3HM KoMIo3uTopa (B 1949 rogy) ucnonHs1ach JIMIIb OLHA YacThb
M3 TPaHAMO3HOTO UKIa — «BecHa». OGHAPYKMUB PYKOMMUCh CUMGPOHUM
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B apxuBe B Hauaje 2000-x romoB, 51 3a4aJ1Cs LIeIbI0 HelIpeMeHHO UCIIOJHUTD
U 3amucaTh ee. HaiiTu JOCTOMHBIX UCTIOMHUTENEl 0Ka3al0Ch AeJI0M HeIpo-
cTbiM. Kasanochk, UTo Temepsb yyke He UAeO0N0TUIeCKuii Ipecc, a YUIOBHOCTHU
COBPEMEHHOTO KOHIIEPTHOI'O ObITHSI MELIAIT UCIIPAaBUTh UCTOPUYECKYIO
HeCITpaBeIIMBOCTb. McromHeHMe cuMQpOHNUM TpeOyeT KOIOCCaTbHBIX YCUIIHIA,
BBIHOCJIMBOCTY M BbICOYAliIIIero MacTepcTBa. 3 Tex, KoMy ObLJI0 ITpeIJIOKeHO
BO3pOXKIeHMe TapTUTYPbl, OTBAKUIICS TOTbKO OAVH KOJJIEKTUB — MOCKOBCKUIL
ancamb6ib «ARIELLE» mog, pykoBoacTBOM AnbMUpPhI JlafganieBoit. JHTY31a3M,
C KOTOPBIM OUpUsKep, Xop 1 conuctsl Enena JlornHoBa (compaHo), EkaTepuHa
Jlykam (MeLio-comnpaHo), FOpuit Maxpos (TeHop) u Imutpuit Bonkos (6ac)
OCYILeCTBUJIM TIEPBYI0 MUPOBYIO 3armch cuMdboHum B 2022 romy, U3 pas-
psila YHUKAJIbHBIX SIBJIEHUIT COBPEMEHHOI MY3bIKaTbHOM KM3HU. 6 heBpasIst
2023 roma, 6maromapst comeiicTBuio Banepus I'eprueBa cocTosiiach MyUpoOBast
npembepa cuM@oHMM Ha cileHe KoHllepTHOro 3ama MapuMmuHCKOro TeaTpa,
rJe C KOJJIEKTMBOM DJIbMUPHI JlamaiieBoi BBICTYIMUIN COMUCTbI MapumH-
cKoro Teatpa. ECTb HEUTO MpoBUIEHIMATbHOE (B «0OPATHOM MCTOPUIECKOIA
[epPCIIeKTUBE»), UTO AOITOXKAAHHAS IOCMepPTHas rpeMbepa UeTBepToil CuM-
dboHMM cocTosach B ropojie, C KOTOPbIM Hepa3pbIBHO CBSI3aHA TBOPUECKast
cynbpba KOMITO3UTOPA.

Oputi A6doxos

Boxkanbusbiit ancamo6iab ARIELLE — Ko/IeKTUB HOBOI'O IIOKOJI€HMS, KOTO-
PbIi 6bUT CO3MIaH IO MHUIIMATYBE BBIMYCKHUIIBI MOCKOBCKOJ KOHCEPBATO-
pun dnbmupsl agamesori B 2014 roay.

AHcamO6;1b 06beIVHSET BITYCKHMKOB JIYUIIMX MY3bIKaJTbHbIX BYy30B Poc-
cuu. B BOKa/bHOM MaHepe KOJIJIEKTBA OPTaHMYHO COYETAeTCS €BpoIieiicKas

JIETKOCTb U TpadUUYHOCTD rOJI0COBENEeHMSI C MICKOHHO PYyCCKOI HaChIIeHHO-
CTBhIO TeMOpa.

ARIELLE BpIcTynaeT Ha Beaymux huiapMoOHMUYECKUX Iiomaakax Poccun
Y SIBJISIETCST YUaCTHUKOM IPECTVKHBIX MY3bIKaJIbHbIX (pecTuBaei, cpeay Hux
MockoBckuit [TacxanbHbli (pecTrBab 1Mo, pyKoBoACTBOM Banepus I'eprueBa
(2022, 2023, 2024, 2025), Bcepoccuiickuit ecTmBaib yXOBHOM MYy3bIKHM «JIeTO
Tociogue» (Cy3ganb, 2020), «MockoBckasi BecHa a cappella» (2017, 2018,
2024), MeskayHaponHbiit OceHHMIT XO0poBoii pectuBanb umenu B.T. TeBnnHa
(2022), MeskayHapomHbIi BenkomnocTHsii hectuBanb (2022), MexmyHapo/I-
HbI ecTuBa/b «PacrpocTpaHsiss HOBYIO My3bIKY 10 Mupy» (2023), Mex-
IyHapOIHbI (pecTuBaIb COBpeMEeHHOI OIephl SKeHIMH-KOMITIO3UTOPOB
«[IpurnymeHHble rojgoca» (2024), BonbIoi 1eTHMIT My3bIKaJIbHbIN (PecTu-
BaJib «Cupuyc» (Coun, 2024) u 1pyrux.

AHcamb6J1b TIPOSIBMJI Ce6s1 U B chepe My3bIKaabHOTO TeaTpa. [Ipu ero
YUYaCTUM COCTOSIIICS TIOKA3 XOPOBOW OTepbl « AJUTIOKM» KOMIIO3UTOpa Jib-
Mupa HusamoBa B paMmKax KOHKYPCHOJ ITPOrpaMMbl TeaTpaibHOTO (ecTu-
Basis «3omorast macka» (2020), V decTuBaib My3bIKaJIbHBIX TeaTpPoB Poccun
«Bupets Mmy3biky» (2020). KomiekTus SBsicsi pe3augeHT-xopom OnepHo-
cumdonmnueckoit maboparopun New Opera World (2021-2024). B coctaBe
koMaHabl Montecci vs Opera ARIELLE aBaskmbl HoMMHMpOBascs Ha Haimo-
HaJIbHYIO TeaTpa/ibHY10 ipeMuto «OHerunH» (2019, 2021), ¢ 2023 roga yua-
CTBYeT B peniepryapHoM criekrakie «Auga» MAMT umenu CTaHUCIaBCKOTO
1 Hemuposuua-JJaHueHKO.

C yyacTrem aHcaMOJIsI COCTOSIIMCh MUPOBBIE M €BPOIIEIiCKIE ITPEMbEPBI
onep «Facing South» («JIutiom Ha tor») (2021) JInuast Ketnuu Cmur, «IIpuH-
ecca u CBuHomac» (2022) Anunsl ITog3oposoii, «KgaHa» (2024) AnvHbl
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He6b1k0BOI1, «Kabuabmo» (2024) dmu buu, a Takske MpeMbepbl XOPOBBIX
couMHeHMit KoMmo3uTopoB IOpus A6ookoBa, Anvubl [Tog30poBoOIi, DTbMMUpa
HuzamoBa, Anutbl He6b1k0BOI, AHTOHA BicKoBa 1 IpyTyX.

OnmHOJi 13 BasKHBIX CTpaHuUIL B 6uorpaduy aHcamo6J1s SIBsSeTCS BO3-
pokaeHue 3a6bIToi Ha gosrue 74 roma Cumdonmn N2 4 TaBpuma [Morosa,
HaIMCaHHOM 1151 Xopa a cappella 1 yeTbIpex COMMCTOB, MUPOBast IpeMbepa
KOTOPOI1 cocTosinack B 2023 roay B KoHLlepTHOM 3ajie MapuMHCKOro TeaTpa
pu noagep>kke MascTpo Banepus l'epruesa.

AHcaMb6s1b COTPYAHMYAET C BEAYUMMM OpPKeCTpaMu, Cpey KOTOPbIX
MOCKOBCKMI1 TOCYAapCTBEHHBIN cCMGOHMUECKUIT OpKecTp, MOCKOBCKMIL
roCyIapCTBEHHbIN aKageMuIecKuii cuMbOHNIECKNi opKecTp, Poccuiickumit
HallMOHAIbHBIN MOJIOEXHBIN OpKeCcTp, MOCKOBCKIIT KAMEPHBI OPKeCTP
Musica Viva, l'ocymapcTBeHHbBI KaMepHbIi1 OpkecTp «BupTyo3bl MOCKBbBI»,
MockoBckuit kKamepHblii oprectp Lientpa I1aBia Ciob6onkmHa, CumdoHm-
yeckuit opkectp MockBbI «Pycckast bmmapmMoHMsI».

B 2024 romy ancam6;b ARIELLE Bbitiesn B pmHaI TeJIeBU3MOHHOTO ITPO-
ekta «Hy-Ka Bce BMecTe XOpom» Ha TejlekaHase «Poccus 1» u cTan cepebpsi-
HBIM MPU3epoOM. B 3TOM ke ToAy Ha4aa0Ch IJIOAOTBOPHOE COTPYAHUYECTBO
¢ Macrepckoit Anekcest PIOHMKOBa, B HOBOJ ITOCTAHOBKE KOTOPOT'O aHCAMOJTh
MMPUHMMAET yJacTue.

B 2025 romy BokasbHbIit aHcam61b ARIELLE oduiyanbHO Bolen B COCTaB
KOJIJIEKTUBOB lleHTpa MUCIIOTHUTENbCKMX MCKYCCTB MO/, PYKOBOACTBOM
Anekcest PoIOHMKOBA.

dnpMmupa JapameBa (AKuypuHa) poamiack B Mockse. B 2012 roay
C OT/IMuMeM OKOHYMIa MOCKOBCKYI0 KOHCepBaTopuio umenu I1. . YaikoB-
ckoro (knacc IlaBna KnuHnuesa), B 2014 rogy — acCUCTEHTYPY-CTRKUPOBKY
KOHcepBaTopuu. YuacTBOBasia B MacTep-kiaccax bopuca A6anbsiHa, dpu-
nepa bepuuyca, Ponanga Beprepa, ITatpuka Paccuia.

JUIIIIOMaHT 1 06/1afaTesb CIIelMaTbHOTO MPK3a «3a UCIIOMHEHVE MY3bIKM
C.C. ITpokodbeBa» Bcepoccuitckoro KOHKypca XOpOBbIX IVPUKEPOB UMEHU
C.T. diipuHoBa (MaruuTtoropck, 2011), maypeat MexxayHapOgHOTO KOHKypca
XOPOBbBIX AUPMKepoB uMmeHu M. A. Muxainosckoro (Tymna, 2022; II mpemus).

B coctaBe KamepHoro xopa MOCKOBCKOI KOHCEPBATOPUM IO, YIIPaB-
nenuem bopuca TeBinHa yyacTBOBaa B MeKIYHAPOOHBIX heCTUBaISIX
XOpOBO¥ My3bIKM B Bennmko6puraunuu, drounmn, l'epmannm, Utanuu, Kurae
U B IPYTUX CTPAHAax.

ABTOD MIen U UCHOTHUTENbHbBIV AUPEKTOP MOCKOBCKOTO MeXAyHa-
POAHOTO MacTep-Kiacca ajist XxopoBbix aupyvkepoB CHORUSLAB. I'lmaBHbIi
XopMeicTep MeKIyHapOIHOV OTlepHO-CMMGPOHMYECKO TabopaTopun New
Opera World.

OcHoBaTe/Nb, Xy 0XXEeCTBEHHBII PYKOBOAUTEIb U TVIABHbBIN AUPIKEP
BOKaybHOTO aHcamb6sst ARIELLE.
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There is something mysterious about the fact that the body of work of
Gavriil Nikolayevich Popov (1904-1972), one of the most significant Russian
composers of the 20th century, has been reduced to a mere textbook existence
in just half a century after his death. While many of his compositions can only
be found in references and encyclopedias, and are vastly underrepresented
in the repertoires of Russian ensembles, there is one notable exception:
the Chamber Symphony (Septet, 1927), a landmark work in the history of
the Russian musical avant-garde. On the other hand, the composer’s biography
could have been the basis for an exciting and intriguing novel.

The future composer was born on September 12, 1904, in Novocherkassk,
which was the capital of the region where the Don Cossack Host had settled
during the time of the Russian Empire. His first musical mentors were his
mother, Lyubov Fedorovna Popova, and Matvey Leontievich Pressman.
The latter was one of the best students of Nikolai Zverev and Vasily Safonov
and a fellow student of Sergei Rachmaninoff at the Moscow Conservatory.

The journey to finding his true calling was challenging for Popov, but it also
shaped the unique features of his artistic expression in many ways.

In his early years, the future composer studied at the Drawing School
in Rostov. Later, he attended the physics and mathematics department of
the Rostov University and the engineering and architectural faculty of the Don
Polytechnic Institute. According to Popov’s own memories, the death of his
mother in 1919 and the arrest of his father by denunciation shortly thereafter
were his Rubicon.

While working in the Rostov railway workshops, the young engineer
found time to pursue his passion for music. He worked as an accompanist for
the opera theater and enrolled in the Don Conservatory to study piano and
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composition with Vasily Shaub. From 1922 to 1927 (with short interruptions),
he completed his academic music education at the Leningrad Conservatory
under Leonid Nikolayev (piano), Vladimir Shcherbachev and Maximilian
Steinberg (composition and orchestration).

At first, Popov combined his studies at the conservatory with lessons
at the architecture faculty of the Polytechnic Institute and the literature
department of the Art History Institute. From a young age, the artist was
known for his ability to seamlessly combine the logic of the exact sciences
with free creativity, as well as strict construction with subtle poetic intuition.
The passion for large-scale construction, the poetic and strophic logic of
musical composition, and the painterly and coloristic poetization of the timbre
palette are essential elements of the composer’s unique style, which originated
from his youthful exploration — a delightful journey in search of his own
artistic voice.

It is also true that Popov’s unique wanderlust and his excursions into music,
architecture, and art history were not always understood by his contemporaries.
Popov was briefly expelled from the Leningrad Conservatory, but thanks to
the support of Vladimir Scherbachev, he was reinstated, and his diploma
composition, the Septet, became his “pass to eternity,” as Boris Tchaikovsky
put it. The world success of the Septet encouraged the young composer, and in
1928 he began composing his First Symphony, which was completed in 1932.

The day after the premiere of the First Symphony (1935), brilliantly
conducted by Fritz Stiedry, it was banned by the authorities. Boris Obnorsky,
a prominent member of the Leningrad Repertory Committee, issued a verdict
stating that the work was “inadmissible” because it reflected the ideology
of hostile classes. This condemnation followed Popov for many years, and



the banning of his First Symphony can be seen as a precursor to the larger
cultural purge that took place in 1948, when national music was targeted.

The practice of ideological carrot and stick broke many people, but not
Popov. In 1943, he composed his Second Symphony, Motherland, which
was awarded the Stalin Prize of the 2nd degree three years later. In 1946,
he completed his Third Symphony (for large string orchestra). This piece is
an unparalleled example of the polytimbral development of a homogenous
(reinforced bowed string) lineup, in which the acoustic principles of
the Baroque concerto grosso were pristinely transformed.

Other works by the composer also possess the qualities of poetic revelation:
the Symphonic Aria for cello and large string orchestra (1945) and the Quartet-
Symphony for two violins, viola, and cello (1951), not to mention his remarkable
works in the field of cinematography. Popov’s film scores, which delighted
Sergei Eisenstein and other prominent film artists, are a precious part of his
legacy, comparable in artistic significance to those of Sergei Prokofiev, Arthur
Honegger, and Nino Rota.

The composer’s unique inner emigration into the world of cinema is often
compared to the forced retreat of Boris Pasternak, Nikolai Zabolotsky, and
Anna Akhmatova into translating practice. Just like the author of Columns
who signed his books “translator Zabolotsky,” Popov, with sad irony, ended
some of his letters and postcards, including those addressed to Nikolai Peiko,
with the monogram “film composer Popov.” At the same time, Popov’s film
music was completely devoid of any applied recurrence. His best film scores,
such as The Tale of Tsar Saltan, The Cossacks, and The Unfinished Story, are
distinguished by their refined timbre and color palette, and a kind of symphonic
unfolding of the music.
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After graduating from the conservatory and until 1948, Popov taught at
the Leningrad Music Technical School. However, he was dismissed from this
position during the anti-formalist campaign. The removal of Gavriil Popov,
a prominent artist and one of the best-educated musicians of his time, dealt
a severe blow to Russian composition teaching.

The composer passed away on February 17, 1972, in his beloved Repino
near Leningrad and was laid to rest at the Golovinsky Cemetery in Moscow.
During one of the seminars for young composers, Nikolai Peiko, a close
friend and younger contemporary of Popov, said: “Popov’s music, with all its
richness in poetic and philosophical context, its lasting artistic, national, and
ethical significance, will certainly find admirers among future generations...
Regardless of what one may say, this is music for the future.”

The “ideological connotations” and “socially motivated” titles of some of
Popov’s works from the 1940s and 1950s are an insurmountable stumbling
block for many critics, even those who are generally positive about his music.
At the same time, the artistic qualities of these scores remain unnoticed,
including the avant-garde coloristic development of material, the refinement
of tonal and harmonic techniques, the artistry, and even a kind of elegant
shaping.

Nikolai Peiko spoke on this subject in the best way possible: “Only in this
way, after the murderous repertory commission’s decisions of the mid-1930s
and the musical and political robbery of the late 1940s, as well as other
cultural rescriptions, could Popov ensure that his compositions would have
at least some concert and publication fate. But Gavriil Nikolayevich was an
unsuitable Marxist-Leninist... Everyone survived the year 1948 in different
ways. Popov was almost crushed, humiliated beyond belief, but he was not



spiritually broken, no matter what they said — his mental texture was too
strong and pure by nature.

“It always seemed to me that his exquisite gallantry, charming ‘dandyism,’
and delightful aesthetics were a kind of defensive reaction to the numerous
adversities and challenges of his time. Musicologists often compare him to
(put him up there with??) Mosolov and Lurié, but I find this comparison
ridiculous. There is a significant difference between them — aesthetic, ethical,
and moral. He is more similar to Hindemith, Janacek, Britten, and to a greater
extent, Prokofiev. Prokofiev was quite friendly ‘jealous’ of Popov. Sergei
Sergeyevich, who supported Popov’s early works, did much to popularize
them in Europe and America.

“Popov was a patriot, not following some allocation plan... Rooted, a real
one. An aristocrat in spirit... He was adored by my children and my wife,
with whom Gavriil Nikolayevich (‘to test his memory and practice’) spoke
exclusively in English or French, languages he knew fluently. As a joke, he
would sometimes write his compositions in foreign languages. Yet, like
many of us, he was a despairingly lonely man, not in the sense of being
alone at home...

“I remember a curious conversation we had. After listening to my Fourth
Symphony (before its premiere, I had only showed it to Shostakovich and
Popov), he said, ‘Kolya, you’ve written a masterpiece... What next? To
be honest, it should be known all over the world. But what will actually
happen? Svetlanov will play it and then quietly, so that his words don’t
reach Khrennikov’s and other people’s ears, will say in the background that
the music is brilliant. And then Kremlyov will include it among the great
achievements of Soviet music. Pushkin once said that a poem thought out
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in solitude is sold in bookstores and criticized in magazines by fools...”! This
bitter irony means a lot and, most importantly, it is autobiographical. Popov is
one of the best in Russian music of the twentieth century, and not just that.”

As far as independence of heart is concerned, Popov remained true to his
own beliefs even after 1948. Those who knew him well attest to this. There
was also something else — a kind of inner detachment, when realizing non-
random ideas required searching for special, sometimes quite unexpected
forms. Popov is often considered one of the authors who, in the imagination
of biographers, form a kind of close-knit group. There is no doubt that
the composer was one of the most important figures of Russian musical
modernism in the early 20th century, along with Prokofiev, Myaskovsky,
Stravinsky, and the early Shostakovich. However, what does this have to do
with Fyodor Stepun’s term “directional cliché”? Both in his early years and
later, the composer was not interested in futuristic ideas of destruction, as
he realized that the truly innovative is not found in technological gimmicks
or bodacious absurdities.

The Fourth Symphony, Glory to the Fatherland, for four soloists and a large
mixed choir a capella, Op. 47, was composed in 1948 and 1949. It may be
an extreme oversimplification to classify this work solely as one of many
penitential pieces, especially considering the number of bombastic pro-
establishment works that appeared after the formalist campaign. In assessing
the ideological origin of the Fourth Symphony, only Ilya Selvinsky’s “square”

! Peiko and Popov almost verbatim quote Pushkin’s words: “So a poem, thought out in solitude, on
summer nights by the light of the moon, is then sold in a bookstore and criticized in magazines by
fools.” (Pushkin A. Diaries. Autobiographical prose.— M: Sov. Russia, 1989.— P. 99 (384 p.).



(as Nikolai Peiko described it) poetic text can be considered symbolically
“rehabilitative,” rather than the composer’s unique architectural, timbral,
and coloristic concepts.

However, the same Peiko, an excellent connoisseur of Russian poetry,
noted that “compared to Bezymensky’s talentless verses used by the early
Shostakovich, Selvinsky wins hands down. After all, he was not a poetaster,
but a gifted poet.” Just as in literature, the implied meaning of a phrase
sometimes differs from its literal meaning, so too the music of a symphony
can overcome a poetic text in its own peculiar way.

Something similar distinguishes one of Sergei Prokofiev’s finest scores,
the famous Zdravitsa. The Fourth Symphony has four movements: I — “Glory
to the Soviet Power!” (Molto allegro risoluto); II — “Spring” (Allegretto
leggiero e molto cantabile); IIT — “The Sorrow and Anger of the People”
(Largo espressivo e sempre con moto); and IV — “Glory to the Nation of
Heroes!” (Allegro festoso e sempre energico). The lyrical culmination of
the cycle is the second movement, which goes back in terms of timbre and
plastic etymology to the sound and image-bearing wonders of Rimsky-
Korsakov’s multi-colored orchestra.

Large-scale cyclic works for a cappella choir have been composed before,
but it is not the size of the work that makes Popov’s opus unique. He treats
the homogenous choral lineup as an orchestral symphonic palette. Not only
the mind-blowing tessituras and breathtaking functional and harmonic
transformations are challenging for the choir performers, but also the specific
instrumental types of timbre transformation of sound.

It is the orchestral projections encoded in the choral texture that
allow us to combine what seems to be incompatible elements in the usual
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choral settings — virtuoso spatial and projected writing, reminiscent of
the Venetian multi-choral style; vocal choral metaphors for the sound images
of the bowed instruments; and the acoustic density of the “self-contained”
wind groups, with their palpable distinction between solo, obbligato, and
background elements. Popov’s symphonic type of formation is conditioned
by the distinctness of its cross-cutting unfolding, in which the relationship
between the movements and the whole is subordinate to the idea of
continuous renewal, including the renewal of timbre. The homogeneous vocal
lineup seems to contradict the very concept of coloristic variations, without
which Popov cannot conceive of musical unfolding. Nevertheless, each of
the choir groups, not to mention the soloists, represents not a static but
a constantly changing phonetic, timbral, and coloristic image of the palette.
This allows them to create sounds that, even without using non-academic
methods of sound production, are perceived as primordial and truly avant-
garde, without breaking the foundations of a living language.

During the composer’s lifetime, only one movement from the grandiose
symphony cycle, “Spring,” was performed in 1949. In the early 2000s, after
discovering the manuscript of the symphony in the archives, I set myself
the task of performing and recording it without fail. Finding suitable
performers proved challenging, as it seemed that not only ideological
pressures but also the conventions of modern concert life prevented me
from correcting the historical injustice. Performing the symphony required
enormous effort, endurance, and supreme skill.

Of those who were invited to perform the score, only one collective dared
to do so — the Moscow choral ensemble ARIELLE led by Elmira Dadasheva.
The enthusiasm with which conductor, choir, and soloists — Elena Loginova



(soprano), Ekaterina Lukash (mezzo-soprano), Yuri Makhrov (tenor), and
Dmitry Volkov (bass) — realized the world’s first recording of the symphony in
2022 is a unique phenomenon in modern musical life. Thanks to the support
of Valery Gergiev, the world premiere took place at the Concert Hall of
the Mariinsky Theater on February 6th, 2023. Soloists from the Mariinsky
Theater performed alongside Elmira Dadasheva’s ensemble.

There is something providential (in “reverse historical perspective”) about
the fact that the long-awaited posthumous premiere of the composer’s
Fourth Symphony took place in the city that was inextricably linked to his
artistic destiny.

Yuri Abdokov
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Founded by Elmira Dadasheva in 2014 after she graduated from the Moscow
Conservatory, the vocal ensemble ARIELLE is a group of a new generation.

The ensemble unites graduates from some of the best music universities
in Russia. Their vocal style blends European lightness and clarity of sound
with the richness of Russian timbre, creating a unique sound that is both
modern and traditional.

ARIELLE has performed at some of the leading Russian philharmonic
venues and participated in a number of prestigious music festivals, including
the Moscow Easter Festival under the direction of Valery Gergiev (2022, 2023,
2024, 2025), the All-Russian Festival of Sacred Music “Summer of the Lord”
(Suzdal, 2020), “Moscow Spring A Cappella” (2017, 2018, 2024), the Boris
Tevlin International Autumn Choral Festival (2022), the International Lent
Festival (2022), the International Festival “Spreading New Music Around
the World” (2023), the International Festival of Contemporary Opera by
Female Composers “Muffled Voices” (2024), the Great Summer Music Festival
“Sirius” (Sochi, 2024), and others.

The ensemble has also engaged in the field of musical theater. They
participated in the choral opera Alluki by EImir Nizamov, performed as
part of the Golden Mask Theater Festival competition program (2020)
and the Fifth Festival of Musical Theaters of Russia “Seeing Music”
(2020). They were the resident choir for the opera and symphony lab New
Opera World from 2021-2024. As part of the Montecchi vs Opera team,
ARIELLE was twice nominated for the national theater award Onegin (2019,
2021). They have been participating in the repertory production of Aida
at the Stanislavsky and Nemirovich-Danchenko Moscow Academic Music
Theater since 2023.



The ensemble has participated in the world and European premieres
of the operas Facing South by Linda Catlin Smith (2021), The Princess and
the Swineherd by Alina Podzorova (2022), Zhdana by Alina Nebykova (2024),
Cabildo by Amy Beach (2024), as well as premieres of choral works by Yuri
Abdokov, Alina Podzorova, EImir Nizamov, Alina Nebykova, Anton Viskov,
and others.

One of the most important pages in the ensemble’s history is the revival
of Gavriil Popov’s Symphony No. 4, which had been forgotten for 74 years.
The piece was written for a cappella choir and four soloists, and its world
premiere took place in 2023 at the Concert Hall of the Mariinsky Theater,
with the support of conductor Valery Gergiev.

The ensemble has collaborated with leading orchestras, including
the Moscow State Symphony Orchestra, the Moscow State Academic
Symphony Orchestra, the Russian National Youth Orchestra, the Moscow
Chamber Orchestra Musica Viva, the State Chamber Orchestra Moscow
Virtuosi, the Moscow Chamber Orchestra of the Pavel Slobodkin Center, and
the Moscow Symphony Orchestra Russian Philharmonia.

In 2024, ARIELLE reached the finals of the television project All Together
in Chorus on Russia 1 TV channel and were the runner-up. In the same year,
a fruitful cooperation with Alexei Rybnikov’s Workshop began — the ensemble
takes part in one of its new productions.

In 2025, ARIELLE officially joined the staff of the Performing Arts Center
under the direction of Alexei Rybnikov.
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Elmira Dadasheva (née Akchurina) was born in Moscow and graduated
with honors from the Moscow Tchaikovsky Conservatory in 2012 (class of
Pavel Klinichev). She completed her assistantship studies at the Conservatory
in 2014. She has taken part in master classes taught by Boris Abalian, Frieder
Bernus, Roland Berger, and Patrick Russill.

She is the winner of the special prize “For the Performance of
S.S. Prokofiev’s Music” at the Eidinov All-Russian Competition of Choral
Conductors in Magnitogorsk in 2011 and the second prize at the Mikhailovsky
International Competition of Choral Conductors in Tula in 2022.

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

She is the initiator and executive director of the Moscow international
master classes for choral conductors CHORUSLAB. She also serves as the chief
choirmaster for the international opera and symphony laboratory New Opera
World.

In addition, she is the founder, artistic director, and chief conductor of
the vocal ensemble ARIELLE.
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