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BAJIEHTUH CUJ1IbBECTPOB (p. 1937)

Bbararenu

LMK UMKNOB (KaK eaMHbINA TeKCT)

Bepcus nporpammel Mapka bynownukosa 2022 ropa

1 2 cepenansl, cou. 118 (2008)
[M.C. Uapesmu] . . . ... ... ... 51
Hauano — pp, dolce, leggiero, lontano

2 4 nbecnl, cou. 305 (2021). . . . .. 7.07
|. Banbe
[I. NMacTtopans
lll. Cepenana
IV. MrHoBeHHbI# Banbc
Hauano — pp, dolce, leggiero

3 AHrnmicKkune cepeHapnsl,
cou.46(2005) . ... .. ... .. 14.05
Hauano — p, diminuendo, pp, dolce,
leggiero, lontano

4 3 6ararenm, cou. 6 (2005-06)
[Wure Hukonenko] . . . . . . . .. .. 6.43
Hauano — pp, dolce, leggiero, lontano

5 5 HokTiopHOB, cou. 16 (2004)
[Brnagummupy Penbumany] . . . . . . 12.35
Hauano — pp, dolcissimo, leggiero

6 4 6ararenm, cou. 81 (2006) . . . . 7.42

Hauano — pp, dolce, leggiero

7 4 nbechl, coy. 302 (2015) . .. ..
|. Banbc
Il. MrHoBeHHBIM Banbe
lll. Cepenapa
IV. MrHoBeHHbI# Banbc
Hauano — pp, crescendo, p, dolce,
leggiero, lontano
8 6 nbec, cou. 307 (2021)
[Meany Cokonosy] . . . . . ... ..
|. Banbe
IIl. Banse
IIl. Bansc
IV. Menyat
V. Bansc
VI. Macropans

Hauano — pp, dolce, leggierissimo

O6buwee spems: 74.34

Mapk BynowHukos, ¢poprenmaro

VALENTIN SILVESTROV (b. 1937)
Bagatelles

a cycle of cycles (as a single text)

The 2022 Mark Buloshnikov Program Version

1 2 Serenades, Op. 118 (2008)

[to I.S. Tsarevich] . . . ... ... ... 51
Beginning — pp, dolce, leggiero, lontano

2 4 Pieces, Op. 305 (2021). . . . .. 7.07
I. Waltz
II. Pastorale
Ill. Serenade

IV. Fleeting Waltz
Beginning — pp, dolce, leggiero

3 English Serenades,
Op.46 (2005) . .......... 14.05
Beginning — p, diminuendo, pp, dolce,
leggiero, lontano

4 3 Bagatelles, Op. 6 (2005-2006)
[to Inga Nikolenko] . . . . ... ... 6.43
Beginning — pp, dolce, leggiero, lontano

5 5 Nocturnes, Op. 16 (2004)

[to Vladimir Feltzman] . . . . . . .. 12.35
Beginning — pp, dolcissimo, leggiero
6 4 Bagatelles, Op. 81 (2006) . . . 7.42

Beginning — pp, dolce, leggiero

7 4 Pieces, Op. 302 (2015). . . . . . 8.24

l. Waltz

Il. Fleeting Waltz

1. Serenade

IV. Fleeting Waltz

Beginning — pp, crescendo, p, dolce,
leggiero, lontano

6 Pieces, Op. 307 (2021)

[tolvan Sokolov] . . . .. ... ... 12.45
l. Waltz

1. Waltz

. Waltz

IV. Minuet

V. Waltz

VI. Pastorale

Beginning — pp, dolce, leggierissimo

Total time: 74.34

Mark Buloshnikov, piano



SOUND REVIEW

Sound Review («3BykoBoi 0630p») — 3TO GHTONOTMSA My3bIKM COBPEMEHHBIX KOMMO-
autopos XX-XXI sekoe. [Mpoekt 6bin Hayat 8 2020 ropy Cotosom komnosutopos Poc-
cum coBmecTHO ¢ pupmon «Menopusi». Co3aaHmne TAKOM AHTONOMMM — OPraHUYHOE
npogomnxeHue pestensHoctn Cotosa komnoantopos Poccuu, KOTopslit ceroaHs akTue-
HO NOAAEPXMBAET BCECTOPOHHEE PA3BMUTHE KOMMO3UTOPCKOrO TBOPYECTBA: YCTPAM-
BOET KOHLEPTbI, PECTUBANM, KOHKYPChI, MCMONHUTENLCKME NABOPATOPUM U HAYY HbIE
KOHbEPEHLMM, BLICTYNAET B KAYECTBE NAPTHEPA MABHbIX MPOEKTOB, CBA3CHHBIX C MM-
pOM coBpemMeHHOM My3biki B Poccuun. Bes s1a fesitenbHOCTb HOMPABAEHA He TOMbKO
HQ NOAAEPKKY CAMMX KOMMO3UTOPOB, HO M HO 3HAKOMCTBO LIMPOKOM MyBAMKM C mx
NPOU3BEAEHUSMM, BOCMUTAHWUE HOBBIX GBTOPOB, MPOABMXEHME NPOdECCHOHANBHOM
My3bIKQbHOM KynbTypbl B Poccuu u 3a pybexom.

B nebiotHom Bbinycke «3BykoBoro 063opa» GbiM NMPeacTaBneHbl NPoU3BeaeHHs
NIMBEPOB PYCCKOTrO My3bIKQNbHOMO OBAHIAPAA Hauyana XX BeKd M My3blKA KOMMO3W-
TopoB, poxaeHHbix B 1970-1990-e rogsi. B «3sykosom o63ope» 2021 roga Heopo-
MaHTHYeCKME CounHeHUs MsickoBckoro 1 30aepaLKoro CoYeTaloTCst C My3bIKOM OBTO-
POB, KOTOPbIE HOYANK CBOI TBOPYECKMIA NyTb B 1950—1980-€ rogp.

«3BykoBoit 0630p» 2022 ropa Takke 06beanHUN My3blKy PA3HBIX IMOX: OT COYMHE-
HWUIM KOMMO3UTOPOB-«LLECTUAECATHUKOB» A0 MY3bIKM COBPEMEHHbIX MOJTOAbIX OBTOPOB,
HEKOTOPBIM U3 HAX HO CErOAHSILLHMI AEHb ELUE HE UCTIONHMNOCH M TpMALATH neT. Coun-
HeHus ana doprennaro Hukonas Cugenshmkosa u bopuca Tuwwerko 6binu sanucansi
nuanuctom IOprem PasopuHbiM. AHTOH M3raruH MCNOMHMA NPOrPAMMY M3 COYMHE-
HWI1 COBPEMEHHbIX KOMMO3UTOPOB AJ1s CTAPMHHOTO MHCTPYMEHTA Buona Aa ramba. Ot-
AenbHbIM anbOGOM NOCBSILLEH My3blke Ans GrenTbl M GOPTENUAHO B UCMIONHEHUM MIPUHBI
Craunnckoit 1 Muxauna Typnanosa. Opkectp OpensoundOrchestra nog ynpaene-
Huem Cranucnasa Manbiesa npeactaBun counHeHms, obbeauHEHHbIE KOHLEMNLMEN
b1nocodpckoro 0CMbICIEHHMS YETHIPEX BPEMEH FOAA PA3HBIMM KOMMO3UTOPAMM.

Mporpamma barateneit, npeacTasneHHas B HacTosiwem ansbome, chopmmposaHa
Mapkom bynowHukoseim 1 ogobpeHa Banentniom CrnbecTpoBbIM. DTOT LMK LIMKIOB
Bob6pan B cebsi onycbl PA3HbIX NET NOCIEAHUX AECITUNETUM, HO NPEeACTABseT CObOM He-
PA3PbIBHYIO BOMbLLYIO KOMMO3ULMIO, KOTOPYIO HEOBXOAMMO CTYLLIATH KAK EAMHbIMA TEKCT.

BanenTtun Cunbeectpos (p. 1937) — oaunH 13 Hanbonee M3BECTHBIX COBPEMEHHbIX

komno3uTopos. Teopuyeckuit nyTs CuAbBECTPOBA AEMOHCTPUPYET KPACHOPEYMBYIO
3BOMIOUMIO, B MPOLECCE KOTOPOI €ro 3CTETUKO-CTUNEBLIE MPUHLMMLI NPETEPNEBAnM
3HauuTEnbHbIE M3meHeHus. CTpeMneHue K BbIXOZY U3 HEKOEro 3aMKHYTOrO NPOCTPaH-
CTBA NOPOAMNO OCBOBOXAEHNE OT TEX ABAHTAPAHBIX AOMM, KOTOPLIE, MO MPU3HAHMIO
CAMOrO KOMMO3NUTOPA, XAPAKTEPU3OBANM €r0 PAHHUE COMMHEHMS.

Yxe 8 1970-e roasl BO3HUKQET HOBbIM TBOPYECKMIt NEPUOL, KOMMNO3UTOPA, HA3BAH-
HBIM COMMM OBTOPOM «MeTaPOPHYECKMM CTUREM». DTOT 3TN O3HAMEHOBAN OCTPYIO
tary CunbBeCTpoBa Kk Maee CTUNeBoro «ocnabnenms» B Mysbike. [TpumeyatensHo, 4to
BLIXOA B MHOE S13bIKOBOE MOME HE CTAN M3MEHOM COMOMY AyXy GBOHTOPAHOTO MbiLu-
nenus. «[na meHs 3To — He “cpaya nos3uumit”, — roBOpUT KOMNo3uTop, — a <...>
NPOAONXEHWE ABAHIAPAHOTO ABUXEHMs, B NPEXHEM Buae B 60nblIoN cTeneHn cebs
ncuepnasuero. 9 novysctsosan (1 He 7 oanH!) noTpebHOCTL B MONUYaHMM. <...> 03BY-
YEHHOE MONYaHME Yepes HEAKTYANbHbIN A3biK Unu cnabbiit cTuab. BeiBaloT cutyaumny,
KOTAQ HEAKTYANbHbIM MM BAHANBHBIM A3bIKOM FOBOPMLLbL HE NOTOMY, YTO Thl 6aHAnNEH,
Q NOTOMY, YTO BLICOKME CNIOBA HEYMECTHBI, OHM NIOXHbI, MX CTHIAHO FOBOPHTbY.

«Cnabbiit cTnb» CTaN AN KOMAO3UTOPA ANbTEPHATUBOM TOMY GBAHFAPAHOMY Pa-
OMKQNU3MY, KOTOPBIN eLie HefaBHO oTamnyan ero onychl. «Cnabbii CTUb» NPOKIAMM-
pyeT BO3BPALLEHWE K TOHANLHOCTH, MENOAMM KAK K YTEPSAHHOM «MPUPOZE My3blKM».
Camu xe aBAHrapAHbIE XECTbl OTXOAST HO BTOPOM MAGH — B MOATEKCT COYMHEHMS.

TakMM NOATEKCTOM OKA3LIBAKOTCS, B YACTHOCTH, MHOXECTBEHHbIE OBTOPCKME YKA3a -
HUSI, PEMAPKM. DTO U AMHAMMYECKME POAALMM, W TLLATENbHAS NeJan13aums, U O4eHb
TOYHO BLIMTUCAHHbIE «BPEMAOPraHU3ALMOHHbIE» nomeTsl (ritenuto, accelerando npak-
TMYECKM B KOXAOM TOKTe, a MOPOM He No ogHoMy pasy). Kpome Toro, ceepxaetanuau-
POBAHHbIE YKA3AHUS CAYXAT N0-0cobOMyY AeNMKATHOM, GepexHoi nofaye matepma-
na. B pesynstaTe TaKOro KOMMNEKCA ABTOPCKMX YKA3AHMM «CAABbIM», «6AHANBHBIA»
TEKCT OXKMBAET, NPUOBPETAET NO-HOBOMY OfYXOTBOPEHHOE 3BYYAHME.

«Cnabbiit CTUAb» — 3TO He TONMbKO «3HOKOMBIM» MATEpUan, Kak 6bl HeCyLmit
Ha cebe nevaTb ABTOPCKOTO CAMOOTPEYEHMs. ITO U OTKA3 OT «OKTMBU3MA» HA YPOB-
He CTaHOBNEHUs GOPMbI, OTKA3 OT AyBAMPOBAHMUA «APAMbI XM3HW», CIEACTBUEM YEro
CTQHOBMUTCS Hekoe npebbiBaHME B 30He KOAbl. Ero NpUaHAKM — «MKOHHAS KOMMO3M-



ums», «3aMep3aaiollee BpeMs», NPUHLMI «aekpelieHao» (tepmunbl astopa). Otcio-

Aa — n noboeb CrnbBeCTPOBA K XAHPY MOCTMIOAMM, FAE TAKME KOMMOHEHTbI HALLMM
Hanbonee nonHoe Beipaxerue. PeHOMEH NOCTAIOAUIHOCTH NO3BONSIET KMOAKIIOUUTb-
Cs1» K OMbITY NPOLUIOro, OTKPbIBAS MPOCTPAHCTBO A5 AMANIOrd U NPU 3TOM BCErpa co-
XPaHsis MOLlYC SMETMYHOCTM, CEMAHTHKY MPOLLAHMS, KOABI.

Mepuop «cnaboro cTmns» M NOCNeAOBATENHOTO MAHU(PECTUPOBAHMS HOBOM NPO-
crotbi» 7/0-x ropos 3asienser o cebe ¢ HOBOW CMION C HACTYMIEHUEM HOBOTO BEKA.
Tak, ¢ Hauana 2000-x ropos, B TBOpyecTBe CHnbBECTPOBA BO3HMKAKOT OMYChI, NMPEA-
CTABASIOLME «AOMALLHUEY, [AXKE «MHTUMHBIE» MUHUATIOPbI TUMA NACTOPANEH, KOSbi-
6enbHbIX, cepeHas, BanbcoB... CUnbBECTPOB YCNOBHO OBbLEAMHSIET 3TU MUHUATIOPSI,
onpegenss ux obliee HasBaHWe Kak 6aratens — Gesaenuua, nycrsk, No NepBOHA-
YanbHOMy cMmbiciy dpaHuyackoro cnosa bagatelle. Ho ans komnosutopa B Heit Tantes
ry6OKMIA CMBICT — HEMOCPEACTBEHHOTO, CMOHTAHHOTO CAMOBBIPAXEHMUS, UMMNPOBU-
3ALMOHHOTO BbICKA3bIBAHMS. «CyLLHOCTb YOCTO MOXET TAUTLCS B MYCTAKAX, — FOBOPUT
KOMNo3uTop. — B nycrake copepXuTCs KpynuLa BbICOKOrO, KOK B KAre pochl oTpa-
xaetcs conHue. Mbl Moxem oBbHapyxuTb 310 B MHBeHUMsX baxa, npentogusx LLone-
HQ, r4e BMAMM Ty XK€ BbICOTY, YTO M B BOMBLUMX KOMMO3ULMSIX, HO CKOHLEHTPUPOBAH-
HYIO B MTHOBEHWM».

Onupasick HO NPUHLMM «yCTHOM My3biKW» (KOFAA COYMHEHME BO3HWMKAET npexae
BCEro B Ciyxe, AOArO€ BPEMs OCTABASACH CBOEOBPA3HBIM NMYHBIM BONBKIOPOM),
CunbBecTpoB BCE AAnbLUE YXOAUT OT HOTHOM ByMaru Kak NpUHLMnUansHoro cnocoba
COYMHEHMs Ha Hel. B npoTuBoBec aToMy OH Bce yale obpallaeTtcs K NOPTATUBHOMY
LMKTOPOHY M JULLb CMYCTS BPEMS, BO3BPALLASNCH K TEM MIM MHBIM 3QMUCAHHBIM Mbe-
cam, GUKCHpyeT Ux U B BYMAXHOM BAPUAHTE, HE MOABEPraAsi MPM STOM 0COBOM KOM-
nosutopckoi pednekcnn. CnoBo «<kOMMNO3UTOPCKON» 30ECh HE CIYYAHO, NOCKOMbLKY
B 5TOM KpoeTcs cBoeobpasHbii napagokc: CunbBecTpoB, CoUMHsIs B NOGOBHOM MOAY -
ce, B KOKOM-TO CTerneHn nepectaeT BbiTb KOMMO3UTOPOM, TO €CTb TBOPLIOM U OPraHu-
3aropom 3BykoB. He cnyyaiHo cam Banentun Bacunbesuy rosoput o HeobxoaumocTtm
«yCIbILLATD MY3bIKY», «BOXAATbCS €e». A B OfHOM U3 MHTepBblo CUIbBECTPOB rOBOPUT
npsmo: «Ceituac s He MOTy CKA3QTb, YTO s — KOMMO3MUTOP. §1 C yAOUKOM CUXY Ha Be-
pery v NoBmo My3biky. 91 ee He BbiAyMbIBatO. B cnose “koMnosutop” ectb TexHMYeckas

cocTansiiowas — “genatb Myabiky . A s ee noenio, Kak 6s1 npucnywmsascs. OHa yxe
€CTb, O 5 — NIOBELl, OXOTHUK. He € pyXbeMm, a CO CllyxXOBbIM ANNAPATOMY.

Bo mHorom 3sykoBoi obnuk baratenen NPOAOIXAET IMHUIO «METAPOPHUYECKOTO
ctunsi» CunbBeCTPOBA, BKIIOYAIOWYIO KAK KOMMOHEHT XAHPOBO-CTUIEBOMO AMANO-
ra (otciopa nosenexue umknos «MrHosenns Mouapta», «Anrnuitckue cepeHaabi»,
«Moceawenue [. Mépcenny», obbIrpbIBaHWME XAHPOBBIX MUHWMATIOP — NACTOPANEN,
BQJILCOB, 3NEruit), TAK U NOCTAIOAUNHYIO AOMUHAHTY, YIyBnsioLyl0 CEMaHTUYECKYIO
«cTepeodoHmIo» My3bikK. A naes «ocnabnerus», cTpemnenue K npoctore eue bonee
nonHo 3asensiet o cebe. baratenn CunbeectpoBa — cBoeobpasHbie My3biKabHbIE
MrHOBEHMWS, «MOMMAHHbIE» CIIYyXOM OBTOPA, FAE KOMMNO3UTOPCKAS pedrekcHs CBEAEeHA
K MUHUMYMY M MPOSIBNIEHO «3AAHUM YUCIIOM», TP BHECEHWUM TEX MITM MHBIX, KOK Obl
BTOPWYHBIX, MOMET (LUITPMXOBbIX, TEMMOBbLIX, AMHAMMYECKHX).

Mpu oblieM O3HOKOMIEHUM C STUM CTMIEM BO3HWUKAET M OLLYLIEHME HEKOTOPOIA
CXOXecTn baratesnbHbix Nbec mexay coboi. Takoe BrnevaTneHne cKIagbiBaeTCs B CUiTy
CAMbIX PA3HBIX CTUEBbIX MHIPEAMEHTOB: 30eCb M 0CODAs UCMIOMHMTENBCKAS MAHEPA,
1 6nM30CTb AMHOMMYECKON NAAUTPBI (KK NPABMAO, TUXOM M OYEHb TUXO), M NOBTO-
PAIOLUMECS KAHPOBbIE MOLENM, NIATEHTHO HOCTPOEHHBIE HO MECEHHO-3MEMMYHbINA NAA.
Mpu sTom cam CunbBecTpoB, KAK 3TO HU CTPAHHO, HE CTPEMWTCS CO3AABATL HOBOE,
rA€ HOBM3HA CBA3QHA C KAPAMHAIbHBIM OBHOBNEHMEM si3bika MM MeTogonornu. Ero
«MeTof» — MPMHLMN 0COBOro KOMMNO3UTOPCKOrO CAMOYCTPOHEHMS!, MOPOXAEHHbINA
CTPEMIIEHMEM COXPAHMUTbL M 3AMUCATL HEYNIOBUMOE MIHOBEHME My3blku. Hemanosax-
Hbl L0151 MTOHMMOHMS ABTOPCKOM SCTETUYECKOM YCTAHOBKM CIIOBA CAMOTO KOMMO3KTOPA,
ogHaxapl ckasaswero: «CywectsyeT Takoi napagoke LUénbepra: “Ons toro ytobs
CKA3QaTb TO XE€ CAMOE, HYXHO cKka3aTb uHave”. <...> 9 nepenHauy 310 <...>: “[ng Toro
4TOBbI CKO3ATb MHOE, HYXHO CKA3ATb TO Xe camoe”».

Ha py6exe 2018-2019 ropoe koMnoautop 3agymbisaeT GpopMarT, co3gaeas Tak
HQO3bIBAEMbIE LMKIIbI LMKIIOB, 06beauHsa OTAembHble 6aratenbHbie onycbl. 310 pelle-
HWe npecrnenyeT KK MUHUMYM ABe pasHble uenu. [epeas — cama NonbITKa CoO3AaHMs
KOHUEenNLuK1 6oMbLIOK POPMbI HOBOTO TUMA, B PAMKAX KOTOPOW BMECTO AMANEKTHYe-
CKOFO NOBECTBOBAHMS (TPAAMLMOHHO XAPAKTEPHOTO A GOMbLIMX KOMNO3MLMIA) BO3-
HMKOET MAest O LeNU MrHOBEHUM. [Tpu 3TOM, MO MBICIIM KOMNO3UTOPA, 3TU MIHOBEHMS



HE CTOWUT OTOXAECTBASTL C GOPMATOM XAHPOBOM MMHMATIOPLI: «Hauyano mMrHoseHus

€CTb, O KOHLA €ro HeT, ABEPH OTKPbIThl M TyAd MOTYT 3AMTU fpyriMe MIHOBEHMs. DTd
uenb GeCKOHeYHa 1 ee OCTAHABAMBAET HALA ycTanocTe». Kpome storo, Banentun Ba-
CMNbEBMY NpecneayeT M APYryto 3004y, CBI3AHHYIO C 3CTETUYECKOW COCTABNSIOLLEN.
Mo sambicny astopa, 6ararensHbie LMKNbI LMKIOB HEOBXOAMMO UIrPaTh KAK e4uHbIM
TeKCT, 6€3 BO3MOXHOCTM Bbl4SIEHEHWS KAKOW-TO OTAENbHOM MbEChl UM TOTO MNK MHOTO
6aratensHoro onyca. 3To NPeanoxXeHue 0byCNOBNEHO U TEM, YTO 3AYACTYIO MCMON-
HWUTENM, BKNIOYAIOLLME B MPOrPAMMY CHNbBECTPOBCKME BAraTenu, MrpaioT MX B COCEA-
CTBE C CAMbIMM PA3HBIMM COYMHEHUSMM BPYTMX OBTOPOB — KAK KJIACCMYECKMMM, TAK
 asaHrapaHbiMu. Betynas B Takoi amanor, 6aratenu HeBonbHO NOBYXAAIOT CyLd-
Tens BOCMPUHUMATb UX B OFPAHMYEHHOM KOHTEKCTE, B CBSI3U C MAEel CEeHTUMEHTAMb-
HOCTM, HocTanbrun. MmeHHo nostomy CunbBeCTPOB, BLICTPAMBAS MCTOMHWUTENLCKYIO
NPOrpaMMy TOMbKO M3 BaraTenbHbiX OMYCOB, CTPEMUTCS CHSITb HEKYIO «KOHLeNTyd-
NIUCTCKYIO» ONTUKY M NEPEHECTU AKLEHTbl BOCMPUATUS MCKIIOYMTENBHO B NMPOCTPAH-
CTBO COBCTBEHHBIX NMbEC, POPMUPYIOLLMX OCOBYIO SCTETUKY.

MpuMeyaTensHo, 4To B KHUre Becepn ¢ KOMNO3UTOPOM «OXAATLCS My3blkU» Pa3-
roBop o baratenbHOM CTMIE BO3HWUKAET B pasfene «pasopyxeHues. [pu sTom otkas
CunbBECTPOBA OT HOXMMA KOMMO3UTOPCKON Pednekcum, CHITME BCEX BO3MOXHBIX
«METOfIOB» M «YCTAHOBOK» JIMLUb OTAQNEHHO PUPMYETCS C «UCKYCCTBOM BefHbix»,
QCKETU3MOM MUHUMAIUCTOB, MK PABOT B CTUNE KHOBOM NPOCTOTHI» AHIAIMMCKOM KOM-
MO3UTOPCKOM LUKOMbI HOBOTO BpeMeHu. «Hosas npoctota» Banentuna Cunbeectpo-
BA, B POHMLAX KOTOPOM MOSIBUNOCH M siBNieHne B6AratenbHoro ctuns, — abconioTHoO

MHOMBUOYANbHOE fBJIEHME, BO3HMUKLUEE B Heapax TBOp‘-IeCKOﬁ 3BOJIIOUMMN KOMNO3UN-
TOpPA M NAPAAOKCAJIbHbIM 06pC|3OM COXpaHsaouwee B cebe BHYTPEHHIOIO XAHPOBO-
CTUNeByto AMANOINNMYHOCTb KAK MOKa3dTeNlb NMCUXONOrm4yeckmx FHY6MH CUnbBECTPOB-
CKOro TBOp4ecTBa.

Mapk Bynownukos (p. 1990) — koMno3uTOpP, My3bIKOBEA M MMAHMCT, KAHAMAQT
uckyccteoBeneHus. Boinyckrmk Huxeropoackoit koHcepsatopum umenn M. M. Tnnkkm
(knacc komnosmumm — b.C. Teuenesa, knacc myssikoseaenns — T.H. Jlesoit), okoH-
YU ACCUCTEHTYpY-CTaxupoBky nop pykosoactsom b.C. leuenesa. B Hacroswee
Bpemsi npeacenartens Hukeropoackoi pernoHansHoi opranmsaumm Cotosa komno-
autopos Poccuu; ctaplumin npenopasatens Kapeapbl KOMMO3ULMM 1 UHCTPYMEHTOBKM
Huxeropoackoit koHcepsatopuu. Jlaypeat ctuneHgun lNpasutenscrtea Poccuitckoi
QPepepaunn ans monodeix aestenei KynsTypsl M uckycctsa (2021), npemun Huxe-
ropoackoi obnactu umern M. fopbkoro B HomuHaumm «Mckyccteos» (2020), rpanta
«Pycckas mysbika 2.0» Aksenov Family Foundation (2020) 1 npemmnt Munucrepcrea
kynsTypbl Huxeropoackon obnactu (2019).

Mysbika BanentHa CunbeectpoBa HOXOAUTCS B Chepe NOCTOSHHOTO TBOPYECKOTO
nHtepeca Mapka bynowHWKOBA: OH OPraHM30BAN CepUIo KOHLEPTOB, A Takxe ¢e-
CTMBANb, NOCBALWEHHbIM My3bike CHIbBECTPOBA, HANKMCAN PSA HAYYHBIX CTATEM M 3Q-
LWMATHA KOHAMAQTCKYIO AUCCEPTALMIO C LENbIO OCMBICTIEHMS TBOPYECTBA KOMMO3MUTOPA.
B 2022 roay 8 uspatenscree Jaromir Hladik press sbiwna 8 ceet kimra Mapka bynow-
HukoBa «“Metadopuueckui ctuns” BanentHa Cunbeectposas.



SOUND REVIEW

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

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

The 2022 Sound Review again brings together music from different eras, from
works by composers of the sixties to the music of contemporary young ones,
some of whom have not turned thirty. The piano works by Nikolai Sidelnikov
and Boris Tishchenko were recorded by pianist Yury Favorin. Anton lzgagin
performed a program consisting of works by contemporary composers for the
period instrument viola da gamba. A separate album is dedicated to music
for flute and piano performed by Irina Stachinskaya and Mikhail Turpanov.
OpensoundOrchestra conducted by Stanislav Malyshev presents pieces united
by the concept of philosophical interpretation of the four seasons by different
composers.

The featured bagatelle program of this album was devised by Mark Buloshnikov
and approved by Valentin Silvestrov. While this cycle of cycles incorporates
opuses written in different years of the last decades, it is an inseparable large
composition that should be listened to as a single text.

Valentin Silvestrov (b. 1937) is one of the best-known contemporary composers.

Silvestrov's career demonstrates an eloquent evolution that has seen significant changes
in his aesthetic and stylistic principles. The desire to exit certain closed spaces gave rise
to the liberation from the avant-garde dogmas that, according to the composer, were
typical for his early works.

When the 1970s came, the composer entered a new artistic period that he called
“metaphorical style.” That phase was marked with Silvestrov’s acute craving for the idea
of stylistic “weakening” in music. It is noteworthy that the fact that he entered a different
linguistic field did not mean a betrayal of the very spirit of avant-garde thinking.

“It's no losing a position to me,” the composer says, “but [...] the continuation of the
avant-garde movement, which has largely exhausted its former self. | felt (and | was not
alone!) the need for silence. [...] voiced silence through an irrelevant language or weak
style. There are situations when you speak an irrelevant or banal language not because
you are banal, but because high-sounding words are inappropriate, they are false, you
are ashamed to say them.”

For the composer, the “weak style” became an alternative to the avant-garde
radicalism that until recently distinguished his opuses. The “weak style” proclaims
a return to tonality and melody as a lost “nature of music.” As for the avant-garde
gestures, they fade into the background, into the subtext of a composition.

Such a subtext means, in particular, the composer’'s multiple indications and
remarks. These are dynamic gradations, careful pedaling, and very accurately written
“organizational time” marks (ritenuto, accelerando in almost every measure, and
sometimes more than once). In addition, his super-detailed instructions serve the purpose
of a particularly delicate, careful presentation of the material. As a result of such a set
of instructions, a “weak,” “banal” text comes to life and acquires a new spiritual sound.

The “weak style” is not only some “familiar” material, as if it bears the stamp of the
composer’s self-denial. It is also the rejection of “activism” at the level of evolvement
of the form, the rejection of duplication of the “drama of life,” which results in a certain
residence in the coda zone. lts features are “icon composition,” “freezing time,”
the principle of “decrescendo” (all are the composer’s terms). Hence, Silvestrov’s
love for the postlude genre where such components found their fullest expression.



The phenomenon of postlude-ness allows “connecting” to the experience of the past,
opening up a space for dialogue, and, at the same time, always maintains the modus
of melancholy, the semantics of farewell, of a coda.

The period of the “weak style” and the consistent manifestation of “new simplicity”
of the ‘70s asserts itself with renewed vigor with the advent of the new century.
So, from the early 2000s, Silvestrov writes opuses that represent “home,” even
“intimate” miniatures such as pastorales, lullabies, serenades, and waltzes. Silvestrov
conventionally combines these miniatures, defining their common name as bagatelle,
a French word for a trifle. But it has a deep meaning for the composer — direct,
spontaneous self-expression, improvisational expression.

“The essence can often lurk in trifles,” the composer says. “A trifle comprises a grain
of the sublime, just like the sun reflected in a drop of dew. We can find it in Bach'’s
inventions, Chopin’s preludes, where we see the same height as in large-scale works,
but concentrated in a moment.”

Relying on the principle of “oral music” (when a piece arises primarily in the ear,
remaining for a long time a kind of personal folklore), Silvestrov moves further away
from music paper as a fundamental way of composing on it. In contrast to this, he
increasingly turns to a portable voice recorder and only after a while returns to certain
recorded pieces and puts them down on paper without subjecting them to special
composer’s reflection. The word “composer’s” is not accidental here since it is a kind
of paradox: composing in such a modus, Silvestrov, to some extent, ceases to be
a composer, that is a creator and organizer of sounds. It is no coincidence that he

i

speaks about the need to “hear music,” “wait fill it comes.” In one of the interviews,
Silvestrov says bluntly: “Now | can’t say | am a composer. | sit on the beach with
a fishing rod and catch music. | don't invent it. The word ‘composer’ has a technical
component — ‘music making.” And | catch it somehow through listening. It's already
there, and I'm a catcher, a hunter. Not with a gun, but with a hearing aid.”

In many ways, the sound image of the bagatelles continues the line of Silvestrov’s
“metaphorical style,” which includes both a component of the genre-style dialogue
(the cycles “Mozart Moments,” “English Serenades,” and “Homage to Henry Purcell,”

playing with genre miniatures — pastorales, waltzes, and elegies) and a postlude

dominant that deepens the semantic “stereophony” of the music. And the idea of

“weakening,” the aspiration for simplicity declares itself even more fully. Silvestrov’s
bagatelles are peculiar musical moments “caught” by the composer’s ear, where the
composer’s reflection is reduced to a minimum and manifested “in hindsight,” with the
intfroduction of certain, sort of secondary marks (strokes, tempos, dynamics).

Acquainting with this style in general also provokes a feeling of certain similarity
between the bagatelle pieces. Such an impression is formed due to the variety of
stylistic ingredients: the special performing style, the nearness of the dynamic palette
(as a rule, quiet and very quiet), and the repetitive genre models latently tuned to
an elegiac songful mode. At the same time and oddly enough, Silvestrov does not
seek o create something new, where novelty is associated with radical renewal of the
language or methodology. His “method” is the principle of the composer’s special self-
elimination generated by the desire to preserve and write down the elusive moment of
music. The composer’s words are important for understanding his aesthetic atfitude.
He once said: “There’s that Schoenberg paradox: ‘In order to say the same thing, you
need to say it differently.’ [...] I'll put it in a different way [...]: ‘In order to say something
different, you need to say the same thing.””

Circa 2018 and 2019, the composer conceived a new format creating the so-
called cycles of cycles to combine individual bagatelle opuses. This solution serves
at least two different purposes. The first is the very attempt to create a concept of
a new type of large form within which the idea of a chain of moments arises instead
of a dialectical narrative (traditionally characteristic of large compositions). At the
same time, according to the composer, these moments should not be identified with
the format of genre miniature: “There is the beginning of a moment, but there is
no end, the doors are open, and other moments can enter. This chain is endless,
and only our fatigue stops it.” In addition, Silvestrov pursues another task related
to the aesthetic component. According to the composer’s intention, the bagatelle
cycles of cycles should be played as a single text, without the possibility of isolating
any individual piece or this or that bagatelle opus. This proposal is also due to the
fact that the performers, who include the Silvestrov bagatelles in their programs,
play them along with a variety of works by other composers, both classical and



avant-garde. As the bagatelles enter such a dialogue, they involuntarily encourage

the listener to perceive them in a limited context, in connection with the idea of
sentimentality, nostalgia. That is why Silvestrov, as he builds a performance program
upon the bagatelle opuses only, seeks to remove some kind of “conceptualist” optics
and transfer the accents of perception exclusively to the space of his own pieces,
which form special aesthetics.

It is noteworthy that the conversation about the bagatelle style in “Waiting for the
Music,” a book of conversations with the composer, appears in the “disarmament”
section. At the same time, Silvestrov’s rejection of the pressure of composer reflection,
the removal of all possible “methods” and “settings” only remotely rhymes with the “art
of the poor,” the asceticism of minimalists, or works in the style of “new simplicity” of
the English composition school of modern times. Valentin Silvestrov's “new simplicity”
that incorporates, among other things, the bagatelle style is an absolutely individual
phenomenon that arose in the depths of the composer’s evolution and paradoxically
retains the internal genre-style dialogics as an indicator of the psychological depths of
Silvestrov’s works.

Mark Buloshnikov (b. 1990) is a composer, musicologist, pianist, and Ph.D. in
art history. He graduated from the Nizhny Novgorod Glinka Conservatory (class of
composition led by Boris Getselev, class of musicology led by Tamara Levaya) and
completed an assistantship-internship course under the guidance of Getselev. Currently,
he chairs the Nizhny Novgorod regional organization of the Union of Composers
of Russia and works as a senior lecturer at the Department of Composition and
Instrumentation of the Nizhny Novgorod Conservatory. He received the scholarship of
the government of the Russian Federation for young cultural and art workers (2021),
the Nizhny Novgorod Region Gorky Prize in Arts (2020), the Russian Music 2.0 grant
from the Aksenov Family Foundation (2020), and the prize of the Ministry of Culture of
the Nizhny Novgorod Region (2019).

Valentin Silvestrov’s music is in the area of Mark Buloshnikov’s constant artistic
interest. He has organized a series of concerts and a festival dedicated to Silvestrov’s
music, written a number of scientific articles, and defended his Ph.D. thesis with a focus
on comprehension of the composer’s works. In 2022, Jaromir Hladik Press published
Mark Buloshnikov’s book “Metaphorical Style of Valentin Silvestrov.”
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