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APTYP JIYPBE (1891-1966)

Macku ans poprenmaro, cou. 13 (1913)

L Nuagé, suave. . . . . .
Il. Caché, avec uneironiesuave. . . . . . . . ..
lll. Avecune gracefragile . . . . . . . . ...
IV. Dans une mystére profonde etcalme. . . . . ... ...
V.Btrange, charmé . . . . ...
VI. Tres lent, calme (Mouvement d’'un marche funébre). . . . . . . ... .. ... ... . ....
VII. Pamé, avec désircroissant. . . . . . . . . .
HUKOJIA OBYXOB (1892-1954)

AecsaTb ncMXONOruYeckuX KApT1H ans goprenmano (1915)

4. Effortdésespéré . . . . ...

5. Embaumé

6. Damnation . . . .. e

7. Caresses envenimées

8. Légereté

9.Délire. . . . e

10. Lourdes chaines

MBAH BbILLHErPALCKWUM (1893-1979)

Hee npenioaum ans oprennaHo, cou. 2 (1916)

18 1.Grandioso . . . . oo v 1.41
19 2. Allegroirato . . . . oo 1.32
CEPFEV NMPOTOMNOIMOB (1893-1954)
20 Conara N2 2 nns doprenmaro, cow. 5(1924) . . . .. . ... 13.45
FTABPUNJ1 NONOB (1904-1972)
Iee nbeckl ons doprenuaro, cod. 1 (1925)
21 TUDKCAPECEUN © o v o v v i e e 3.10
22 2. MEeROBUSA . . o o o o 1.23
ANEKCAHAP MOCOJIOB (1900-1973)
23 Conara N2 4 gns doprenmaro, cou. 11 (1925). . . . ... ... ... . 9.34
JIEOHMA, NOJIOBUHKMH (1894-1949)
Tpu nbecsbl ans doprennaro, cou. 9 (1925)
24 1UDRETUS o o 2.33
25 2.20eKTPUBMKAT. .« o o vt e e 3.35
26 3.HeOTBS3HOE . . . . . . . 2.28

Obwee spems: 66.06

Muxaunn dy6os, poprenmaro
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ARTHUR LOURIE (1891-1966)
Masques for piano, Op. 13 (1913)

L Nuagé, suave. . . . . . 3.20
Il. Caché, avec uneironiesuave. . . . . . . . .. 1.29
lll. Avecune gracefragile . . . . . . . ... 2.48
IV. Dans une mystére profonde etcalme. . . . . ... .. Lo 2.55
V.Btrange, charmé . . . . . .. 2.13
VI. Tres lent, calme (Mouvement d’'un marche funébre). . . . . . . ... .. ... ... ... .. 2.58
VII. Pamé, avec désircroissant. . . . . . . . . ... 1.37
NIKOLAI OBUKHOV (1892-1954)

Ten Psychological Pictures for piano (1915)

TLEtrangeté . . . . . L 1.00
2.Mystére . .. 1.00
3.Emanation . . .. 0.38
4. Effortdésespéré . . . . .. 0.33
5.Embaumé . .. 1.07
6.Damnation . . . . L 0.54
7.Caresses envenimeées . . . . . . ... 0.50
8.Légereté . . . . 0.28
9.Délire. . . . 1.02
10. Lourdes chaines . . . . . . . ... 1.20
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IVAN WYSCHNEGRADSKY (1893-1979)
Two Preludes for piano, Op. 2 (1916)

1.Grandioso . . . .o 1.41
2. Allegroirato . . . . 1.32
SERGEI PROTOPOPOV (1893-1954)

Piano SonataNo.2,0p. 5(1924) . . . . ... ... ... ... ... 13.45
GAVRIIL POPOV (1904-1972)

Two Pieces for piano, Op. 1 (1925)

TLEXpression . . .. .. 3.10
2. Melody. . . . 1.23
ALEXANDER MOSOLOV (1900-1973)

Piano SonataNo.4, Op. 11 (1925). . . . . . ... ... .. ... . . . . ... 9.34
LEONID POLOVINKIN (1894-1949)

Three Pieces for piano, Op. 9 (1925)

TLElegy - o o 2.33
2. Electrificat . . . .. 3.35
3.0bsession . ... 2.28

Total time: 66.06

Mikhail Dubov, piano



SOUND REVIEW

Sound Review («3BykoBoi 0630p») — NepBbIA B UCTOPMM COBPEMEHHOM POCCHIACKON

AKOAEMMUYECKOM MY3bIKM MPOEKT, MPETEHAYIOWMM HA 3BAHWME QHTONOTMM KOMMO3UTOPCKOTO
tBopyectsa nocne 1990-x ropos. Ero opranmaatopamu seictynmnm Colo3 KoMNo3uTopos
Poceun n «®upma Menoausan», a sonnotun B 3sykax MockoBckuit aHcambnb coBpemeH-
HOM My3bIKW. B NpoekT Takxe BKoUeHb KAMEPHbIE COYMHEHMS NEPBOI M BTOPOI BOMHBI
PYCCKOTo My3bIKASIbHOrO GBAHIAPAA B MCMONHEHWM nanmncta Muxanna [dy6osa.

CospaHue TAKOM QHTONOMMM — OpPraHuyHoe npoponxeHue aestensHoctn Cotosa
komno3antopoe Poccuu, KOTopbIN CeroaHs AKTMBHO NOABEPXMBAET BCECTOPOHHEE
PA3BMTUE KOMMO3UTOPCKOTO TBOPYECTBA: YCTPAMBAET KOHLEPTHI, PECTUBANM, KOHKYP-
Cbl, UCMIOTNHUTENbCKME NABOPATOPUM U HAYUHbIE KOHPEPEHLMM, BBICTYNAET B KAYECTBE
NAPTHEPA MABHbIX MPOEKTOB, CBA3AHHBIX C MUPOM COBPEMEHHOM My3biki B Poccuu.
Bcs aTa feATenbHOCT HANPABNEHA HE TOMBKO HA MOAAEPXKKY COMMX KOMMO3UTOPOB,
HO M HQ 3HOKOMCTBO LUMPOKOM MyBMKM C UX MPOU3BEAEHHSIMM, BOCMIMTAHWE HOBBIX GIBTO-
POB, MPOABMXEHWE NMPOGECCMOHANBHOM MY3bIKAIHOM KynbTypbl B Poccun 1 3a pybexom.

Borarenwwuit oneir MACMa, cTapeiiliero poccuitckoro KonnekT1ea, UrpaioLLero
COBPEMEHHYIO MY3bIKY M OTMETHBLLETO B 3TOM rofly 30-neTHuit obunei, cran cTepxHem
npoekTa. YeTbipe 13 wectn anbbomMos «3BykoBoro 063opa» Bobpanu B cebs OCHOBHOI
penepTyap aHCAMBAS — COYMHEHUS KOMMO3UTOPOB, C KOTOPbIMM KOJIIEKTUB MOCTOSIHHO
cotpyaHuuaeT (MHorve nbeck Gbinn Hanucawsl cneumansHo ans MACMa). Avtonorus
obvenmuuna asTopos, poxaeHHeix ¢ 1970 no 1990 rogpl, — MMEHHO 3TO NMoKoneHue
CerofHs onpenenser NopTpeT HOBOM PyccKoi My3biku. [eorpadus npoekTta wmpo-
ka — nommmo Mockesl u Cankr-lNeTepbypra, npeacraenexsl paboTbl KOMIO3UTOPOB
n3 bpsHcka, Kasanum, HuxHero Hoeropoga, MNepmu, Tomcka, Poctosa-Ha-[loHy v Ynaw-
Yn3. B pesynbrate «3BykoBoi 0630p» OXBATUI NPOM3BEAEHMS CAMBIX PA3HbIX CTUMIEBbIX
Mogfenei U TEXHUK — OT MUHUMANM3MA A0 SKCNEPUMEHTANBHOM SMIEKTPOHHOM MY3bIKH,
1 MMEHHO NO3TOMy siBnsieT coboit CBOETO POAA PENpPe3eHTATUBHYIO BbIBOPKY — fOCTA-
TOYHO LUMPOKYIO MAHOPAMY TBOPYECTBA COBPEMEHHBIX POCCHIUCKMX KOMMNO3UTOPOB,
B KOTOPOW MOXHO PA3MSAETb BeAyLUMe TEHAEHLMM SMOXM.

B cocrasnennn ansbomos aupektop ancambns Buktopus KopluyHosa HamepeHHo
OTKA30NACh KAK OT XPOHOMOMMYECKOTO MPUHLMMG, TOK U OT MAEU CTUIIMCTUHECKOTO

€AMHCTBA BHYTPM OAHOIMO AMCKA — KAXAbIA M3 HUX Bbin CPOPMMUPOBAH C yHETOM
HEOXMOAHHBIX KOHTPACTOB, PA3HBIX MOAXOA0B K MY3bIKANIbHOMY MATEPMANY W MO-
HUMAHMIO MpUpoasl TBopyecTsa. [pakTuyeckn Bce nponsseaeHus BbinM 3aNUCaHBI
B NPUCYTCTBMM OBTOPOB M C UX HEMOCPEACTBEHHBIM Y4ACTUEM (C TEMM, KTO HOXOAMACS
30 rPAHMLEN, CBA3b NOAAEPXMBANACH OHAQIH), TAKMM OBPA3OM, MOXHO rOBOPUTL
O 3ABM3MPOBAHHbBIX KOMMO3UTOPAMM MHTEPMPETALMAX, YTO AJ15i COBPEMEHHOM MY3bIKM
ocobeHHo BaxHO. OTAENbHO CTOUT OTMETUTb NPOPECCUOHANM3M UCNONHUTENEN-
YY4QCTHUKOB OHCAMBNS — 3TO HE TONBbKO MPABMIILHO ChIFPAHHbBIE HOThI, HO M YMEHWE
PACKPbITE TBOPYECKMI 3QMBICEN KOMMO3UTOPA M BOMIOTUTL ero Hanbonee ybeau-
TenbHbIM cNOCcO6OM (MOPOM HEOXMAAHHBIM ANS CAMOTO ABTOPA), FOTOBHOCTb K MO
HOLLEHHOMY COTBOPYECTBY, BIIOBNEHHOCTb B MPOLECC UCCNEAOBAHMS HOBbIX 3BYKOBbIX
MMPOB 1 ropsiiee XenaHue nepenats 3Ty NoboBb CYLATENIM.

Bce nepeuncneHHbie kavecTBa xapakTepmaytoT U uckycctso Muxauna Jy6osa,
3aNUCABLLETO elLe ABA CONbHbIX anbboma «3Bykosoro obsopax. B nepsbii Bowsm
MOJIOM3BECTHbIE, B OCHOBHOM PAHHME COYMHEHMS INAEPOB MY3bIKAILHOMO ABAHrAPAA
navana XX eeka — Meana Beiwnerpaackoro, Aptypa Jlypee, Anekcanapa Moco-
nosa, Hukonas O6yxoeq, [aspuuna Monosa, Jleonnpa MonosuHkmHa n Cepres
Mpotononosa. HecmoTps Ha Pa3HOCTb TBOPYECKMX MOYEPKOB, COBPEMEHHbIM ClyX
OLLYLLLOET B MX NPOM3BEAEHMSX MHOTO OBLUErO, YTO HEYAMBUTENBHO — TAK MM MHAYE
MoYTH BCE OHM BMAENM cBomum npeateyeit Anekcanapa CkpsibuHa u Gbinu yBnedeHsl
noesmm dyTypucrtos. o cnoBaM NUAHKUCTA, Ero NPUBREKIN KUCKPEHHUE, CBEXME
onychl, ycTpeMieHHble B Byfyliee — BOZMOXHO, U HEOCyLLeCTBMMOE». M ecnn nepBbix
PYCCKMX OBAHFAPAMCTOB OBbEeAMHSAN YTOMMYECKMIA MOPLIB K PAAMKAIBHOMY M3MEHE-
HMIO MMPQ M YENIOBEYECTBA, TO BO BTOPOI MOMOBUHE CTONETUS PeYb YXKe LA CKopee
06 0bpeTeHNM HEKOTO BBICLLETO, YHUBEPCANBHOMO 3HAHMS. Bropoit amck Muxauna
Hy6oBa coctasunu GpopTennaHHbie, KITABECUHHBIE M OPrOHHBIE COYUHEHMS DANCOHA
Henncora, Codun lybaitpynuron, Hukonas Kapetiukosa, Apso lMapra, Banentuha
CunbBecTpoBa M KOMMO3UTOPOB Creaytolero nokonexus: Anekcangpa Byctuna,
Bnoanmupa MapteiHosa, OMutpus CmmpHosa u Bnaanmupa TapHononsckoro.
MHorme U3 HUX B paHHKUE rOAbl UCMBITANKM CUABHOE BIUSHUE HOBOBEHCKOM LUKOSbI
W, B yacTHocTH, AHTOHO BebepHa, M3yunnu MHOXECTBO PA3MYHBIX CTUEN U TEX-



HMK, BO3HMKLUMX B 3AMNAJHOEBPONENCKON My3blke 30 BCe TO BPEeMS, MOKA Ky/bTypd
cosetckoi Poccun bbina otgeneHa xenesHbim 3aHasecom. [poias yepes nepuog
NOWCKOB, KAXAbIH CPOPMUPOBAN HEMOBTOPUMBIM cOBCTBEHHBIN CTUb. OAHAKO BbI-
COKAS KOHLEHTPALMS [lyXOBHOIO HAYana u ryMaHUCTMYECKME Maeanbl TBOPYECTBA
CBMAETENbCTBYIOT O MMYBUMHHOM POACTBE B MUPOOLLYLLEHWM NPEACTABUTENEN BTOPOA
BOJSIHbI PYCCKOTO My3bIKQIbHOrO GBAHIAPAQ, BO3POAMBLUMX ACCOLMALMIO COBPEMEHHOM
My3blkM BO rnaee ¢ DancoHom [eHncosbiM. OrnagpiBasch HA30[4, KAXETCs, 4TO CaM
QBAHIAPAHBIA MPUHLMM — KOTAA NPOU3BEAeHKe 0bS3aTeNbHO AOMKHO NPEACTABASTL
YTO-TO HOBOE M BbITb COMOLEHHBIM 6E30THOCHTENBHO K TAK HO3bIBAEMOMY COAEpP-
XAHUIO — HUKOTAA A0 KOHLA He Bblfl BOCMIPUHAT PYCCKUMM KOMNO3UTOPAMM, TOK YTO,
BEpPOSITHO, 06 QBAHIAPAE B PYCCKOM My3blKE MOXHO FOBOPUTb CO 3HAYUTENBHOM
AONEN YCIOBHOCTM.

[Ins HOBbIX Xe MOKONEHMI STOT NPMHLMN M BoBCe ycTapen. M ecnn Bcero nuuwb
AecsaTuneTMe Hasag ewe Bbinu akTyanbHbl 6ATANUK Ha MHTEPHET-POPYMaAX, MOCBS-
LLLeHHbIX COBPEMEHHOM MY3bIKE, MEXAY «ABAHTAPAUCTAMM» U «TPAAULMOHANMCTAMMY,
CErofHsi CTAHOBMTCS O4YE€BMOHO, YTO HA TPAAMLMM OMUPAIOTCS U TE U ApYyrue, ecnu
HEOTCTYMHO CrefyloT KOKOMY-MBO OAHOMY CTMIIEBOMY HAMPABIEHUIO — U B STOM
CMbIC/IE MAJIO YEM APYT OT Apyra omuyatotcs. Bece pexe MoxHo Booblue rosoputs
O CTWNe TOro MM MHOTO MOJIOAOTO KOMMO3UTOPA — BO3HMKAET OLLYLEHNE, YTO YEM
Mnagwe aeTop, Tem bonbluen cBobofoM B BLIGOPE My3bIKANBHOrO MATEPMANA, TEX-
HUKM, HAMPABNEHNS OH 06NAKAET, KOMBUHUPYS MX B 30BMCMMOCTH OT KOHLIEMLMM
KaXA0ro KOHKPETHOTO COYMHEHMSI.

CoBpeMeHHbIM MUP BMEPBLIE MPOXMBAET OMbIT CTONb TECHOTO B3AMMOBIIMSAHMS MHO-
XECTBA PA3HBIX KYNbTYP M OTKPbIBLLIETOCS NEPEA YENOBEKOM HEODBSTHOrO KONMYECTBA
BO3MOXHOCTeNH. HUKAKMX «TPAAMLMOHHBIX LEHHOCTEN» BOTbLUE HET, HO HE MOTOMY,
YTO Mbl MX OTBEPIIIM, O MOTOMY, YTO KOXAbIH BoneH BbibpaTs cebe cson. B mysbike
TOT Xe NpoLecc OTPAXAETCH B NOCTENEHHOM NPEOJONEHUN PA3PLIBA MEXAY M-
TAPHBIMM M AOCTYMHBIMU XAHPAMM — KOMMO3UTOPbI BCE BOTbLUE B3AMMOAENHCTBYIOT
C 3N1IeKTPOHMUKOM, POK-MY3bIKOH, AXA3OM, MUMNPOBU3ALMEN U PYTMMKU HEAKALEMM-
YeCKMMMK HANPABNEHUAMM. [NABHBIM CTAHOBMUTCS OCO3HAHHbLIM BEIBOP MaTepuana
M MOKCMMONbHAS MHAMBUAYANM3ALMS BCEX MOPAMETPOB npousseferms. M ecnu

BO BpeMeHa beTrxoseHa BbiCIMM AOCTUXEHNEM KOMNO3UTOPA MO0 CTATb obne-

AMHEHWE MUIIIMOHOB, CEMYAC OH MOXET PACCKA3ATh TOMLKO 06 MHAMBUAYANLHOM
onblTe U NPEANOXUTb CyLLATENaIM npOl:iTM QHANOMMYHBIM nyTb, 06p0|.|.|.09|cb K KAXAaoMmy
M3 HMX NEPCOHANbHO. BeposTHO, MOTOMY, YTO repoi Halwero BpeMeHM — 3TO TOT,
KTO npeycnen B NO3HAHMM cebsi. M1 KOMNO3KUTOPSI, BCErAa CYMTLIBAIOLLME MYOUHHDINA
3anpoc coupyma, be3ownbouHo eMy cryxar.

Y710 ke KacaeTcs CAMOro CyLIATENS, OT HETO OXMAAETCS COTBOPYECTBO B HEMEHb-
WweK cTeneru, Yem ot ucnonuutens. Cnywarens COBPEMEHHOM My3blKi — 3TO TOT,
KTO CMOCOBEH OTHECTUCH K Heit KAK K BHYTPEHHEMY MyTeLEeCTBUIO; KTO CTPEMMTCS
K COMOMO3HAHMIO, TOTOB QHANIM3MPOBATL CBOW PEAKLIMM MPK BCTPEYE C HEU3BECTHBIM
WK e, HAOBOPOT, OTCNEXMBATL BHYTPEHHMI OTKIMK HA 4TO-TO 3Hakomoe. Cnywatue
MOXeT BbITb M HE AHANUTUYECKUM, O MEAUTATMBHO-TPAHCOBbIM NPOLECCOM (MHOTME
NPEeACTABNEHHbIE B OHTONOMMM NbECHI K STOMY OCOBEHHO PACMONAraioT), OAHAKO
1 3TO BbLIGOP, B KOTOPOM MPOSIBASIETCS TBOPHECTBO.

«Mosi My3bika He HaCTOMbKO NPOCTA, YTOBLI 3BYy4aTh YacTo. M BMecTe ¢ Tem oHa
HE HOCTOSLKO CIIOXHA, YTOBbI OTKNAALIBATL €€ Ha nocne3asTpd. OHA — cerofHsLLHMA
HEPB, CErOAHSILLIHEE CMSITEHUE, CEFOAHSILLHMIA MMMYNbC», — CKA3ANA B OAHOM M3 MH-
Tepsbio Onbra bounxuHa, npeactasuTens MONOAOrO NOKONEHMS KOMNO3UTOPOB.
W s1a npekpacHasi popMynmMpoBKa MOXET ObiTb OTHECEHA K TBOPYECTBY BCEX FEPOEB
«3BykoBoro ob3opa».

Aptyp BunueHnr Jlypbe (1891-1966) (npu poxaennn Haym Mapaunesny
Jlypbsi) — poccuicko-amepruKaHCKUn KOMNO3UTOP, My3bIKANbHbIA MUCATENb, KPUTHK.
OnuH 13 KpyNHenLWmX AeaTenei My3biKarnbHOro GyTyprU3Ma 1 pyccKOro My3blIKQibHOTO
asanrappa. McesporHum Aptyp BunueHT komnoautop easan cebe B Hauane 1910-x
ropos B Yects Llonenrayspa, Pem6o 1 Ban lora. buin saascernataem nuteparypHo-
apTucTHueckoro kabape «bpopasuas cobaka», pakTMueckn ncnonHss 06A3aHHOCTH
€ro My3bIKQnbHOTrO PYKOBOAMTENS, pasaenss uaen GyTypuctos, B yactHocT B. Xneb-
HukoBa. PasovyapoBaswmce B pesontounm, nokuHyn ctpany 8 1922 rogy. B Mapuxe
CTAN M3BECTEH KAK MY3bIKAMbHBIA KPUTHK, OBTOP OHANUTUYECKUX STIOAOB, KHUF O CO-
BPeMeHHOM My3bike. bnaropaps apyx6e c Mropem CTpaBUHCKMM NEpEHsN OT Hero



MHTEpPEC K Heoknaccuueckomy ctunio. MNocne okkynaummn PpaHuMM HAUMCTAMK NPK

nonaepsxke C. Kycesuukoro nepebpancs s Hoto-Mopk.

Mysbika Jlypbe kak B Eepone, Tak u 8 CLUA noutu He ncnonwnsnacs. Ero teopue-
CKQsi 3BOMIOLMS B CBOEM POAE YHMKAMbHA: HAYMHAS KOK ABAHFAPAMCT, NPOMAs Yepe3
HEOKNIACCHULM3M, OH BBICTYMMUI NPOTMB CEPUIMHON TEXHMKM M PATOBAN 3 BO3BPAT
K TOHQNILHOCTH, MENIOAMMU 1 CYOBEKTUBHOM NIMPUKE, A B MO3AHEM NepUofe TBOPYECTBA
06paTUnCs K Penurno3Hoit Myssike B CTapuMHHOM cTune. Ero camoe kpynHoe counHe-
Hue — onepa «Apan [Metpa Bennkoro» — o6beanHsIeT NPAKTUYECKH BCE 3ATPOHYTHIE
KOMMO3MTOPOM MY3bIKQSIbHbIE CTUAN.

«Macku», cou. 13 ana doprennano (1913) noceswens Hukonaio Kynb6buny,
XYBOXHUKY, Prnocody 1 OpraHnsaTopy nepsbiX BHICTABOK HOBOMO McKyccTaa B Poc-
CMM, OKA3aBLWEMY cuNbHOE BausiHue Ha Jlypbe. MpuHumnbl «cBOBOAHOM My3bIKM»,
chopMynuposaHHbie KynbBuHbIM B MaHKbECTE, NOMYYMIN PeanbHOE BOMMOLWEHWE
B TBOPYECTBE KOMMO3MTOPA M MOBAEKM 30 COOOM M3MEHEHMS B HOTHOM 3AMUCH.
Haunbonee nonHo oHu oTpasmUnmMch B CQMOM 3HOMEHUTOM counHermn Jlypbe «Popmbi
B BO3ayxe», nocesawenHom [1. Mukacco (1913), rae Mysbika pacnonaraeTcs Ha HOTHOM
NPOCTPAHCTBE COBEPLIEHHO CBOBOAHO, KOK reOMeTpuYeckue Gurypbl Ha XOnCTax
KyOMUCTOB, M OTMEHEHBI TOKTOBbIE YEPTbl, METP, TOHANLHOCTL. «Macku», kak u apyrue
paHHue npouseenerus Jlypbe — «Apomartsl, Kpacku, 3syku», «[lonet», «<Mponus»,
«OnbsaHeHMe» — CO3AAHBI TAKXE NOA CHNbHbIM BiMsaHMEM CKpsibKUHA, O YeM SIBHO CBM-
[EeTenbCTBYIOT HO3BAHMS NbeC (HEKOTOpbIE My3bIKOBEAE NPUYUCASIOT KOMMNO3UTOPA
K POAMKAAbHBIM NOCTCKPSBUHUCTAM). DT0 o4eHb cBoeobpasHas paHHss bopma ato-
HQANBbHOM My3blKM, B KOTOPOM NPUUYYANMBO CMELIANMCh CAMBIE PA3HbIE XYAOXECTBEHHbBIE
ctnu (Tak, HaNpUMep, B MbECaX CAOXHO He 3aMeTUTb napanneny ¢ GopTeNMaHHOM
my3sbikor Oebroccu), paseusatowascs Hesasucumo ot LLénbepra.

Hukonait O6yxos (1892-1954) — pycckuit KOMNO3UTOP, MbICAUTENb, MUCTHK,
CO3AaTenNb YHUKANbHBIX My3bIKQIbHBIX MHCTPYMEHTOB. B My3bike O6yxoB oTTONKHYMCS
oT nckanui nosgHero CKkpabUHA K, NO MHEHUIO HEKOTOPBIX TEOPETUKOB, CTAN CBOETO
poaa ceasyloLmm 3seHom mexay CkpsibuHbim u Meccuarom. B dunocoduu onpegens-
IOLMMK Ans Hero ctanu uaen Bnagummpa Conosbésa, Teocodum, pycckoro KOCMU3sma.

B 1913 rony Ob6yxoe co3nan opUrMHanbHyO rAPMOHMYECKYIO CUCTEMY, TAK HA-
3bIBOEMYIO «aBCOMIOTHYIO FAPMOHMIO», KOTOPAs NOBREKA 3a coboit HOBYIO cUCTEMY
My3bIKQSIbHOM HOTALMM C OTMEHOW 3HOKOB QIbTEPALMM M PABHBIM CTATYCOM BCEX 12
3BYKOB XpOMATHueCKoM rammel. K cobcTeeHHOM TexHuke 12 HenoBTOpsOLMXCS 3BYKOB
KOMMO3KUTOP NpuLUEen Ha BoceMb neT pablue LLIEnbepra. OpHum n3a nepsbix Obyxos
CTan KOHCTPYMPOBATb INEKTPOAKYCTUHECKME MHCTPYMEHTbI: «Dup», «Kpuctann»,
«BonHbi» 1 cTaswmin Hanbonee nasecTHbIM «3Byuawwmit kpect» (1929) (rpomkocTs
M BBICOTA 3BYKQ 3BYYALLETO KPECTA PETYNMPOBANACH NPUBAUKEHUEM M YAANEHUEM PYK
MCMOMHUTENS — MO MPUHLMMY CO3AAHHOTO 30 HECKOMbKO NeT o 3toro J1. TepmeHom Tep-
mereokca). Imurpuposas B 1917 rogy B Mapux, KOMNO3NUTOP NPOXMA TAM BCHO XKMU3Hb.
Cospnas cobcTeHHbIR pennrnosHbiin kKynst, Obyxos noanuceisan counnenns Nicholas
I'Extasié (Hukonar Dkctatnueckwit), 4To He BbI3bIBANO NOHMMAHMUS Yy BOMBLLMHCTBA €ro
COBPEMEHHHWKOB. V13 Bonee YeM NsSTMaecsT1 aHCamMbNeBbIX U CUMEPOHUYECKUX OMyCOB
KOMMO3KUTOPA BbINK M3AAHBI IULLL HECKOSBKO; MABHBIM COYMHEHMEM CTANA OPATOPUS
«KHura xn3Hu», rpaHAMO3HOE MUCTMHECKOE NMPOM3BEAEHHME, KOTOPO., KaK 1 «MucTe-
pusi» CkpsibuHa, nonxHa 6eina npeobpasuts mup. MNaptutypa opatopum Geina skobbl
MOXMLLEHA, YTO M CPOBOLMPOBAIIO He3yMue U CKOPYIO CMEepPTb GBTOPA.

Counnenns ObyxoBa 4nis ConbHOro GOPTENMAHO 3AHUMAIOT 3HAYUTENbHYIO YOCTb
ero Hacnegust. [ToyTh Bce OHM OTHOCATCS K PAHHEMY NEPUOAY TBOPHECTBA M HAMUCA -
bl ewe B Poccuu. B upkne munnaTiop [lecsiTb NCMXONOrMyecKuxX KApTHUH L1
doprennaro (1915) otpasmnmcs yxe chopMUMPOBAHHAS MHAMBMAYQLHAS FAPMOHM-
4ecKas TEXHWUKA M BAXKHEMLLME TBOPUYECKME NPUHLMMLI KoMnoauTopa. MpospayHocTs,
AMCKPETHOCTb TKAHM C OBMIMEM NPOAOIXHUTENbHBIX NAY3, NOCBALLEHHbIX BCIYLIMBAHMIO
B 06EPTOHOBbIE OT3BYKM 1 PE3OHAHCI, PE3KME CMEHbBI AMHAMMKM, TEMMNA, PUTMA M PaK-
Typbl — BO BCEM 3TOM MPOSIBASETCS M3bICKAHHOCTb 3BYKOMMUCH €ro «KAPTUH» U PEAKMM
KonopucTuieckuit Tanant astopa. Obpalaet Ha cebs BHUMAHWE CBONCTBEHHOE KOM-
NO3UTOPY KOMNAXHOE COMOCTABNEHUE PA3HBIX FTAPMOHUYECKMX CUCTEM — TOHANBHOM
FAPMOHMM, ATOHANBHON MOAANBHOCTU U 12-TOHOBOM TEXHMKM, KAXAAS M3 KOTOPbIX
NoAceTcs Kak ocobas 3ByKOBAs KPACKA. TPAHCLEHAEHTHbIM XaPAKTEP MbeC NPU3BAH
0Ka3aTb 0cOHOE IMOLMOHANBHOE BO3AEMCTBME HA CNYLIATENS, NPUBOAS €r0 B BO3BbI-
LWEHHOE COCTOSIHME CO3HAHMS.



Uean BoiuHerpapckuii (1893 -1979) — pycckuit n dpaHuysckui komnosutop,

OOMH W13 NepPBbIX CO3AATENEN M UCCEAOBATENEN YETBEPTUTOHOBOM My3blk1. YBIEKANCS
dunocodpueit . Huuwe, Teocopueit, CBOMM MABHERLLIMM AYXOBHBIM HOCTABHUKOM
B My3bike cuntan Anekcavgpa Ckpsbura. MNocne 3aBepLueHis nepBoro 3penoro coum-
Herus «[eHb 6bimus» (1916), HANMCAHHOTO HA COBCTBEHHBIN TEKCT, KOMMO3UTOP NpULLEN
K MA€e PACLUMPEHHs 3BYKOBOTO MPOCTPAHCTBA NOCPEACTBOM ApObneHus 3ByKopsiad
HO MUKPOWHTEPBAJIbI, 30 KOTOPOW 3AKPENM TEPMUH «YNbTPAXPOMATU3MY. [1epBbiM
3KCNEPUMEHTOM B 0611aCTU MUKPOXPOMATHKM cTanu «HeTsipe dparmentax (1918) ana
ABYX pOPTENUAHO, HACTPOEHHBIX C PA3HMULIEN B YeTBEPTb TOHA. B nomckax peanmsaumm
MIEN CO3AAHMS OFHOTO MHCTPYMEHTA, BOCMPOM3BOASALLETO YILTPOAXPOMATUYECKME FAMMbI,
Boiwnerpaackuit B 1920 rogy smurpuposan 8 [apux 1 nposen psg BCTpe C BeayLm-
Mu npounssoautensmu poprenmano 8 Espone. B 1930 rogy yeTBepTMTOHOBBIN posinb
6biN CO3AAH, HO OKA3ANCH He KOHLUepTOcnocobeH; He BbINO U UCMONHUTENEN, FOTOBLIX
OCBOMTb TEXHUKY WUTPbI HO HEM, M BbiluHErpaackoMy npuULWNock BEpHYTLCS K MAee Co-
ef1HeHus aByx bopTennaHo ¢ pasHbiM cTpoem. Ero komnosutopckyio cyabby Hemb3st
HO3BATb CYACT/IMBOM — HECMOTPS HA TO, YTO BbIlUHErpaackui MMen NoanepxKky Beay-
Wwmx PppaHLy3ckux komnosutopos B nmue Onuebe Meccuana, Anpu Jiotuité, Meepa
Bynesa, ycTpamMBaBLWIMX MO KOHLEPTEI, UIMPOKOMY KPYTY MyBnKm ero SKCnepuMeHTs
BbIIM HEMHTEPECHDI, U OH UCTILITHIBAI MOTEPUANIBHYIO HYXAY.

Ose npenioauum, cou. 2 (1916) otHocsaTcs kK caMOMY paHHEMyY nepyogy TBOPYECTBA
KOMMO3MTOPA M HAMMCAHBI O TOTO, KAK OH MOCBSTUN Ce651 MAee MCCNEefoBAHMS YNbTPAXPO-
MaTn3ma. HecMoTpst Ha 1X elue TPOAMLMOHHbBIE FAPMOHUYECKMIT Si3biK 1 GOPMY, BODpaBLLKE
B cebsi BOCTUXEHMUS MO3LHETO POMAHTM3MA M CKPSIBUHCKYIO MHTOHALMIO, KOMMO3UTOPY
YAQNOCh 30Me4aTNeTb AyX BPEMEHM C ero XAXA0N OTKPLITUIM, YTOMMYECKMMM CTPEMIEHM-
MM M 3KCTATUYECKOM 3Heprueit (pemapku grandioso, irato, furioso): B Hebonblumx nbecax
OLLLLAETCS CBEXECTb BOCMPUATUS OTKPLIBAIOLLETOCS 3BYKOBOTO MMPA.

Cepreii Mpotononos (1893-1954) — pycckuit KOMNO3NUTOP, TEOPETHK My3bIKH,
xoposor anpuxep, neaaror. Okoruns Kuesckyto koHcepeatopuio 8 1921 rogy B knacce
KOMMO3MLMM 3HOMEHUTOTO TEOPETUKA U KoMnoauTopa bonecnasa fsopckoro, cran
y6exaeHHbIM NOCNEAOBATENEM €ro My3bIKQNbHO-TEOPETUYECKOM KoHuenumu. Hau-

Bonee N3BECTEH KOK OBTOP KHUMU « DNEMEHTbI CTPOEHMS My3bikanbHOM peun» (1931).
MocssiweHHas yueHuto Asopckoro, khura [Npotononosa BkOYAET U ero cobCTBEHHOE,
rybokoe 1 opuruHansHoe paseutue uaen yuutens. OcHoBHble counHerus potono-
noea, HanucaHHsle B 1920-x ropax, ncnonbayiot cucteMy nagos Seopckoro. C Havana
1930-x rofoB ero My3bika NepecTaeT 3By4aTb B KOHLEPTHbIX 3ANAX, W, NOA AABNEHUEM
BIOCTEN, OH OTKA3bIBOETCS OT CBOErO HOBATOPCKOIO My3bIKQSIbHOTO 13bIKA M NEPEXOANT
K TPAAMLMOHHOM TOHANIbHOM MY3bIKe.

MmasHbiit Tpya MNpotononoea — 3asepwenne «[peasapurensHoro aeicrea» Ckps-
BMHQA NO COXPAHMBLUMMCS PPATMEHTAM My3bIKQIbHbIX 3CKM30B M €70 IUTEPATYPHOMY
Tekcty (1948). B 1996 roay 31y 3apauy B 6onee macwtabHoi popme OCyLecTsun
komnosutop Anekcanap Hemtun. [Jonroe spems nms MNpotononoea ymanunsanocs
¥ BbINO MPAKTUYECKM HEM3BECTHO HA POAMHE U 3a pybexom. Ero komnosutopckoe
TBOPYECTBO, ELLE HE N3YYEHHOE MO-HACTOSILLEMY, NPEACTABNSET COBON pPeakui, ensa
He YHMKASIbHBIM MPUMEp CTOSb NOCIEAOBATENLHOMO PA3BUTMS MPUHLMIMOB TEOPETUHECKON
CUCTEMbI, CO3AAHHON APYTMM ABTOPOM.

lMoMMMO NpKBEPXEHHOCTU TEOPETUYECKOH CHCTEME FBOPCKOrO M €€ CTPYKTYPHbIM
ocobeHHoCTsIM, Ha My3biky [TpoTononosa Takxe okasan cunbHoe Bo3sgeictane Ckps-
BMH — KK B MIAHE TAPMOHUM M MHCTPYMEHTANbHOM GAKTYpPbI, TAK M SCTETUHECKMX BIsi-
nos. Bo Bropoii coHarte ans poprenmano, cou. 5 (1924) Mporononos gocturaet
OPraHMYEeCKOro CMMBMO3a CKPSIBMHCKOTO HACTEAMs, KOMMNEKCA CPELCTB BbIPA3MTESNb-
HOCTM MO3AHETO MY3bIKQNLHOTO POMAHTU3MA B LIENIOM C Honee paLMoHanbHbIMM 3CTe-
THyeckumu Hanpasnenuamn 20-x ropos. XKecTkasi, ypOaAHUCTUYHO-KOHCTPYKTMBHCTCKAS
PopTenmaHHas TEXHMKA, SK3ANLTUPOBAHHbINA XAPAKTEP MY3bIKM POACTBEHEH 3CTETUKE
Ky6u13ma, reomeTpuyeckum GOpMam NPOmU3BEAEHMIT XYAOXKHUKOB-CYNPEMATUCTOB.
Hecmotps Ha pakTHueckuit OTKa3 KOMMNO3UTOPA OT MPUMEHEHMS KIACCUYECKOM CO-
HATHOM POPMBI, OHA BCE XE NPUCYTCTBYET 34Cb B MOAUPULIMPOBAHHOM BUAE U MOXET
6bITb ONpeaeneHa Kak YCNIOBHO COHATHAS C 3epKanbHOM penpusoit. [o cTtpyktype
1 SMOLIMOHAMNBHOMY HAMOMHEHMIO COHATA nepeknnkaetcs ¢ «[lpometeem» CkpsbuHa,
HO, OTXOAS BCE AAMbLUE OT NO3AHEPOMAHTMHECKOM napaaurMel, [potononos BbiBoANT
HQ NepBbI NNAaH 6onee OTCTPAHEHHOE OTHOLEHME K MATEPHANY, YNOEHUE APKMMM
COHOPUCTHYECKUMMU 3PDEKTAMM 1 ABCTPAKTHBIM 3BYKOM KAK TAKOBbIM.



Faspuun Monos (1904-1972) B uctoprm Mysbiku ocTancs npexae BCero kak

SIPKMI NPEACTABUTE b COBETCKOTO MY3bIKQIbHOTO GBAHIAPAQ, LUEAPO OACPEHHbIN KOM-
No3nTOp M NMaHKCT. B kayectse annnomHom pabotsl nocrne okoHuaHus JleHMHrpaackon
koHcepaaTopumn B 1927 ropy oH npeactaemn HeobbluHoe npouseegerue: Centet ans
bnenTsl, knapHeTa, dbarota, Tpybbl, CKPUMKK, BUONOHYENM U koHTpabaca (B 1971 rogy
Monoe nepenmerosan ero B Kamephyio cumdonmio). CounHerre umeno 6onbLuoi ycnex,
BMOCHEACTBIM CTANO OFHMM M3 COMBIX M3BECTHBIX OMYCOB KOMMO3NUTOPA M, LUMPE, OFHOM
M3 BU3WUTHBIX KOPTOYEK My3blkK coBeTckor Poccun. bopuc Acadees B 1927 ropy nucan:
«Mo xapakrepy u mbiwnexuio lappuun Monos ctout 6nmxe cero k Xunaemuty. TanaHt
€10 — MYXECTBEHHbIN, SHEPTUYHBIM, ULLET TOUHBIX, YETKMX, YEKAHHbIX GOPM BOMMOLLE-
Husi. XapaKTep ero sipko AMHAMWUYECKOM My3biKi — CBETNbIN M 60apbIi. DTO — CUAbHOE,
SpKOe AAPOBAHME, BIU3KMI PACLBET KOTOPOTO HE MOANEXUT HUKAKOMY COMHEHMIOY.

OugHako MNonos paspenun cyabby MHOMUX CBOMX COBPEMEHHWKOB, Ybe TBOPHYECTBO,
nepexus Banet B 20-e rofpl, B c1ny cnoxumeimnxcs B Poccum nonutmyeckmnx npuumH
npetepneno kpuauc. MNocne pasrpomHoit ctatem o ero Mepsoi cumdormm (1935) as-
TOPCKMI NyTb KOMNO3MTOPA Pe3Ko M3meHuncs. [Tonoe Hauan NucaTb My3biky AN TeaTpa
M KMHO, MOHAYANY OTHOCACH K HeW KaK K «MPUKNAAHOM» (OfHAKO ero Mysbika K KMHO-
dunbmy «Hanaes» cTana oaHoOM M3 BepLMH TBOpYecTBa komnoautopa). CosmecTHas
pabota u ppyx6a ceasbisana MNonosa ¢ Bcesonogom Merepxonsgom. B 1948 rogy ero
My3blKO CHOBA MOABEPINACH KECTKOM KPUTUKE B NevanbHO nasectHom [ocTtaHoeneHmu
Monutbropo, 4TO HErATUBHO OTPABMNOCH HA Ero MOCNEAYIOLEM TBOPUYECTBE.

B panHux nbecax «Ikenpeceus» 1 «Menogusi», cou. 1 (1925), nocesaieHHbix
ApHonbay LLIEHBepry, yxe nposBUAMCh ipKne 0OCOBEHHOCTU €0 My3blIKANBHOTO S13bi-
KO — CO8AMHEHME HAMEBHO-BbIPA3MTENLHOM IMPUYECKOM MENOAMM U PE3KO AUCCOHAHT-
HbIX FOPMOHMIA, SMUYECKOTO 3A4YUHA M SKCMPECCUBHBIX BLIKPUKOBY, BbICTPAS CMEHA
PA3AMYHBIX CTUNEBLIX MCTOKOB MATEPHUANA B €AMHOM, KOHCTPYKTMBUMCTCKM KOHTPACT-
HOM «MOHTOXe». TOHANBHOCTb 34ECh ABSETC HEKOM METACUCTEMOM, BKIIOHAIOLLEN
aToHanbHble M MoaanbHble anemenTsl. O6palaeTt Ha cebsi BHUMAHME NTMHEAPHOCTb
bakTypbl, 6oNbLIAs PONb MENOANYECKOTO HAYANA M HENOBTOPUMOCTb 3TOTO MeNoca,
BOCXOAALLETO K PONbKIOPHBIM MCTOKAM, XXAHPAM MPOTSXKHBIX NECEH M naayei. MmeH-
HO B My3bike [aBpumna [TonoBa ocTPOCOBPEMEHHO 1 B TO Xe BPEMS HOCTANLIUYECKH

303By4ana nupuyeckas Menogus. MoxHo ckasarts, uto [onos npeaBoCxMT1A MaBHbIE
HeOONbKNOPHbIE, M, BO3MOXHO, HEOKIACCHUYECKME MAEM B PYCCKOM My3bike XX Beka.

Anexcanap Moconos (1900-1973) pasgenun Tparuyeckyto cyasby nupepos
PYCCKOro My3blKQiIbHOTO OBAHIAPAQ, He SMUrpHMpPoBaBLLMX 3a pybex. [Mocne okoHya-
H1s MockoBckoi koHcepBaTopun Moconos 6eICTPO cTan IMAEPOM HOBOW PYCCKOW
My3biku. Ero kpynHerwmit komnosutopckui ycnex npuwencs Ha 20-e rogsl: otonas
OT TPAAMLMOHHBIX XAHPOB POPTEMUAHHON COHATHI, MHCTPYMEHTANIBHOM MUHWUATIOPbI
u pomaHca, Moconos cospan gepskue «HeTbipe rasetHoie obbasnenms» (1926), wo-
KMPOBABLUME MyBAUKY OHTUXYAOXECTBEHHOCTBIO TEKCTOB, M 3HOMEHUTYIO KOHCTPYKTH-
BMCTCKYIO OPKECTPOBYIO Mbecy «3aBOA. My3bika MALLIMHY», MOMYYMBLLYIO CEHCALMOHHYIO
nssectHoctb kak B CCCP, tak u 3a py6exom. OaHAKO yxe CrnycTsi HECKOMbKO NeT ero
MyY3bIKY NEPECTAIN UCMONHSTh, O MOCNE CTATbU-AOHOCA, BbICTABMBLUEN KOMMO3UTOPA KOK
naeonorMyeckoro Bpara nposnetapuara, Moconos 6uin apectoBaH 1 ocyxaeH Ha 8 net
narepeit. Xogaraicrea PeitHronsaa Muspa v Hukonas MackoBckoro noMornm cmaramtb
MPUroBOP M 3AMEHMTb €ro NnLLIEHWEM NpaBa npoxwmeaTs B Mockse, JlennHrpaae n Kue-
se. OpHako TPABAs M penpeccimn OKa3asm KAaTacTPOPUUECKOE BMSHUE HA TBOPHECTBO
Moconosa — oTka3aBLIMCL OT ABAHFAPAHbBIX MOUCKOB, CIOMIEHHbI KOMMO3KUTOP Gbin
BbIHYXXAEH NePEenTU K COYMHEHMIO «MPOSIETAPCKOM MY3bIKMU».

BonblumHcTBo PpopTenmantbix counHernin Moconosa, B uncno kotopbix Bxogut Her-
Bepras coHara, cou. 11 (1925), npuxoautcs Ha 20-e rogsl. Onnpasics Ha BOCTHXeEHMS
NIMCTOBCKOTO, CKPSIBUHCKOTO 1 PAXMAHUHOBCKOTO MMAHM3MA, KOMMO3MTOP OTKPLIBAET Al
cebs HOBbIN 3BYKOBOM MUP KOHCTPYKTMBM3MA M dkcnpeccuornsma. Crunio Moconosa
CBOWCTBEHHO YAMBUTENbHOE OLLYLLEHWE TBOPYECKOM CBOBOAI, MPOSIBASIOLENCS B Pe3-
KMX, OBXMratoLLe-AMCCOHAHTHbBIX 3BYYHOCTAX, HACTYNATENbHbIX KMALIMHHBIX» PUTMAX,
LWMPOKOM MCMONb3OBAHUMU KPAMHUX PETUCTPOB MHCTPYMEHTA, COHOPHbIX M YAAPHbIX
3¢ dekToB 3BYYaHUs PopTennaHo. [1pm 3TOM ero My3biKa He fMLLIEHA IMPUHECKOTO
BbICKO3bIBOHMS — MeNoanMka MoconoBa, CyLuecTByioLwas BHYTPM HOBOM TOHABHOCTH
W AOXE COBPEMEHHOM eMy TEXHUKM 12 HEMOBTOPSIOLMXCS 3BYKOB, K KOTOPO#M OH MHOTAA
0bpaLLancs, YacTo ONUPAETCS HA AUATOHMKY, MHOTAQ BKIIOYAET BbITOBbIE U PONBKIOP-
Hble HToHauMK. OpHovacTHas YeTBepTas cOHATA, HAMOMHEHHAS MPAYHOM ByLytoLLet



SKCMPECCHEN, OPUIMHAMBLHA MO CTPYKTYPE: € KOHTPACTHAS APAMATYPrMst HAMOMMHAET
O COHATHO-LMKMYeckoi dopme B Ayxe JIMcTa, ogHaKO pasenBaeTcs MaTepuan Kak
CBOEro pPoAA OCTUHATHbIE BAPUALIMM, O COHATHOCTb CTAHOBUTCS CKOPEe MPUHLIMMOM,
CKpennstoLLMM Npon3BeaeHne Kak Gbopma BTOPOro MaHa.

Jleonup MonoBuHkMH (1894 -1949) — MHOrOrpaHHbBIA MY3bIKAHT NEPBOWM NO-
noeuHbl XX BEKA, KOMNO3UTOP, MUAHKUCT, AUPUKEP, MY3bIKOBEA, OBLLECTBEHHBIN Aes-
Tens. OanH U3 NIMAEPOB POHHETO My3bIKAIBHOTO KOHCTPYKTMBM3MA. Ero npouseeaeHms
1920-x ropos oTAMYAET IPKOCTb U OPUTMHANBHOCTb MY3bIKANILHOTO A3bIKA, HOBATOPCKMIA
nopaxop, M306peTaTenbHOCTL B TeMOPOBOM OTHOLLEHMM, CNOCOBAX 3BYKOU3BNEUEHMS
M FAPMOHMK, a Takxe BrecTawas NpodeccMoHaNbHAs Bbly4Ka BbiMyckHMKa Mockos-
CKOM KOHCepBATOPMHU. YBNEKASICh AXA30M, KOMMO3UTOP MCMONb3OBAN [AKA30BbIE TEMbI
B KIIACCHKO-POMAHTMHYECKMX HOPTEMMAHHBIX NPOM3BEAEHHSX, BO3BLILIAS TAKMM OBPA3OM
obnactb 6biToBOM My3biku. [Tocne pasroHa Accoumaumm COBpeMeHHOM My3bIKM, OKTUB-
HbIM Y4QCTHUKOM KOTOPOM Gbi [ONOBMHKMH, M YHUUTOXAIOLEN KPUTUKM KOMMO3UTOP
Pe3KOo CMeHMN CTUIb, OBPATUBLLMCH K KIIACCUKO-POMAHTUYECKOM Tpaanumu. byayun
30BefyIOLLMM MY3bIKQIbHOM YACTbIO M AMpUXepoM MockoBckoro Teatpa ans aeten
H. Cau, [MonoBuHKMH COCPEROTOUMNCH HO COYUHEHWUM MY3bIKW ANl TEATPA U KMHO,
1 BO 3MOXM BO3POXAEHMS PYCCKOTO GBAHrApAA Obin M3BECTEH B OCHOBHOM KAK OBTOP
AETCKOM My3bIKM K CNEKTAKISIM M KUHOPUIIBMAM.

Mo nosopy Tpex nbec, cou. 9 («dnerma», «Inekrpudukar» 1 «Heoress-
Hoe», 1925) kputnk Hukonait Xunsee nucan: «J1. MonoeuHkuH npeactasnset coboit
BrnosHe cdOpPMUPOBABLIErOCs GOPTENMAHHOTO KOMNO3UTOPA, C BNOJIHE ONPeaeneH-
HbIMM Y4EPTAMM COBCTBEHHOTO CTUS, BO3HMKLLETO HA MOYBE NPUYYAIMBOIO COYETA-
Hus 1 TpaHcopmaummn snemerTos bpamca, MetHepa n CkpsibuHa, crnoeHo B cTporo
MAEANUCTUYECKYIO ATMOCHEPY STUX XYAOXKHUKOB BOPBANACH COBEPLUEHHO HyXAAs ei
CTpysi cBOe06pPA3HOro — U He3yCNOBHO TANAHTAMBOTO — OMO3TU3UPOBAHMS Bonee unu
MEHee BYNbrapHbIX CTOPOH XM3HM COBPEMEHHOTO BOMBLIOTO TOPOAA — YEPTA, KOTOPOIA
5l He 3aMeYan A0 CMX MOP HU Y OJHOTO M3 U3BECTHBIX MHE PYCCKMX KOMMO3UTOPOBY.
Haunbornblyto n3secTHOCTb Nonyumna nbeca «nekTpuduKaT», Ybe Ha3BAHWUE NPOMC-
XOOMT OT TEPMUHA «3nekTpuduKaums», aktyansHoro B 1920-e rogbl, — ee cpasy cranm

ucnonHstb kak B Poccuu, Tak 1 3a pybexom. CUHKOMMPOBAHHbIM PUTM He 6Ge3 13bICKaH-

HOCTH, POPLUNATH, FAPMOHUYECKME U MENOAMYECKME «CMON3AHUS» SBHO HECyT B cebe
pxa3soeble oTronocku. K apyrum cTUAMCTUYECKMM MOAENAM BOCXOAAT XPOMATUHECKH-
M3NOMOHHBIE TEMbI, OTYACTH HaNoMMHaoLWMe AoaekadoHHyto cepuio («HeoTssiaHoe),
OCTpble TOKKOTHbIE 3BY4YHOCTH B [lyXe NPOKOPbEBCKOTO MUAHU3MA.

MUXAUN AYBOB

Lnpokomy kpyry crylwatenen, NpopeccMoHANbHBIM MY3bIKAHTAOM M KPUTUKAM,
MHTEPECYIOLMMCS COBPEMEHHOM POCCHIICKON My3bIKOM, XOPOLLO U3BECTHO MMs Muxanna
Jy60Ba — MHOTOrPAHHOTO My3bIKOHTA, COEAMHSIIOLErO B cebe TAanaHTbl NMAHUCTA, Uccre-
AOBATENS, NEAATOra, YBNEYEHHOTO NEPBOOTKPLIBATENS M MPOMNArQHAMCTA HOBOM MY3bIKM.
On popuncs B 1966 ropy 8 Mockse, okoHuMn MOCKOBCKYIO KOHCEPBATOPUIO MMEHH
M. . YaiikoBcKkoro 1 acnMpaHTypy No TPEM CMELManbHOCTAM: KOK MUAHKUCT B Knacce
Bepsl fopHocTaesoit, kak opranuct B knacce Anekces NaplmHa 1 Kak My3biKOBES.
B 2008 ropy Ha kadenpe Teopuu Mysbikn Mockosckoi koHcepsatopumn Muxann dy6os
3QLWMTMA KAHAMAATCKYIO anccepTaumio «AHmnc KceHakne — apxuTekTop HOBEWMLLEH My3bi-
KM» nof, HayuHbiM pykoeopcTsom Opus Xononosa u Banepun Lerosoit. C 1997 ropa
npenogaet B Mockosckoi koHcepsatopuu, B 2000-2012 rogax npenogasan Takxe
8 TMIMM umern M. M. Mnnonutosa-MeaHoBa, rae 6bin 0GHMM M3 MHULMATOPOB CO3AA -
HWSI M NEPBbLIM PYKOBOAMTENEM Kadepbl COBPEMEHHOTO UCTIOMHUTENBCKOTO UCKYCCTBA.
B HacToswee Bpems — npodeccop MockoBckoi KOHCEPBATOPHM, AEKAH daKynbTETA
MCTOPMHECKOTO M COBPEMEHHOTO UCMOJHUTENLCKOTO MCKyCcCTBa, YneH Colo3a MocKoe-
ckux komnosutopos, naypeat npemun Seiler (2000) u obnagatens nouetHoro 3Haka
«3a poctuxenus B kynstype» (2002).

Ewe Bo Bpems yuebsl B koHcepsaTopun Muxaunn [ybos cbnmsuncs ¢ DancoHom
JleHNCOBbIM, KOTOPbIN BOBIEK €70 B CBOW KPYT €AMHOMbILLIEHHUKOB, 30HMMABLUMXCS
QKTYQsbHOM My3bIKOM. Toraa e NMaHUCT Ha4an CBOK NPOPECCHOHANBHYIO KOHLEPT-
HYIO [EATENbHOCTb, OXBATHIBAIOLLYIO LWUMPOUYAMLIMIA AUANA3OH My3bIKAMbHbBIX CTUEN
ot 6bapokko Ao koHua XX seka. Cpean ero niobumbix astopos — CrpasuHckuii, BebepH,
Juretn, Kpam, Keenakue. Ha cerogsiwnmit aeHb conbHbIM 1 aHCambriesbii peneptyap
MAAHUCTA BKIIOYAET HECKONbKO COTEH MPOW3BEAEHUM M MOCTOSIHHO MOMOSHSIETCS, B TOM



YMcne MOIOM3BECTHOM M PEAKO UCTIONHAEMOM CTAPUHHOM M COBPEMEHHOM My3bikor. OH
perynspHo NPeacTaBseT HOBble COJlbHbIE MPOTPAMMbI, TPEUMYLLECTBEHHO COCTOSILLME
13 mMy3bikn XX—XXI BekoB, 1 ¢ HONbLIMM MHTEPECOM OTHOCMUTCS K TBOPHECTBY MOSOABIX
KOMMO3UTOPOB, MOCTOSIHHO B3AMMOAENCTBYS C HUMM KAK Y4aCTHMK MockoBckoro aH-
cambnsi COBpeMEHHOM My3bIKM.

Bocxuwasics ero «nopasutensHoi suptyosHoctsio» (The Daily Telegraph), «6amncra-
TENbHbLIM Tywwe v BpunnuantoBoit TexHukomn» (L'Eco di Bergamo), kputku HasbisaoT
Muxauna [lybosa ogHWUM 13 «INABHBIX CMELMANMCTOB MO UCMOSIHEHMIO KIIACCUYECKOTO
asanrapaa» («OroHék»), KOTopbIM «NPEACTABNSET HOBOE NOKONEHMUE, BOCIPUHMMAlOLLEe
AMANEeKTHKY HAMPABAEHUI KAK 30KOH, CTPEMSILLLEECS OBNAAETh MOKCUMYMOM 513bIKOB
M He HyXAatoLLeecs B NOANOPKAX PAAMKAIM3MA W anbTepHATMBHOCTM» («KommepcaHTb
Daily»). Muxann [Jy6oB ocyluecTsun okono nomycoTH MMPOBbIX MPEMbEP POCCHICKMX
1 3apyBexHbIX OBTOPOB, B TOM Yncre counHennin damncona [enncosa, Opépas Kyprara,
Anartons Buepy, Bnagmmpa MapteiHoBa, yuacTBoBan B aBTOPCKMX KOHLEPTAX AHuca
Kcenakuca, Xarca Beprepa XeHue, Sancona Jenuncosa, Tpuctana Miopas, Ixopaxa
Kpama, [IxoHa Keiaxa v apyrmx BbIAAIOLLMXCS COBPEMEHHBIX KOMMo3nTopos. OH sBns-
€TCsi MOCTOSIHHBIM YYOCTHUKOM KPYMHEMLLMX MEXAYHAPOAHBIX My3bIKASIbHBIX hecTUBaneit
HOBOM My3biku B Poccuu 1 3a pybexom, Takux kak Gaudeamus, «Bapluasckas oceHb,
Berliner Festwoche, «Mockosckuit popym», «Mockosckas oceHb», «AnbTepHATMBA»,
«Hn HoeoW Mysbiku B JpesneHe», Ensems, «[Hu coBpemeHHOM My3biku B Xaiaens-
6epre», «<bepnun B Mockse», «Espona — Asua», «[Hu HoBoM My3biku B KuwnHese»,
«KowHTpacTbi», «Mnbxom-XX», «<bepramo», Osterfestival.

«Mrpatk B xopoluem aHcambie — 310 No-HACTOsLLEMY MOe», — npuaHaeTtcs cam [lybos

B MHTEPBLIO XypHany «Piano®Popym». C Hayana 1990-x rogos oH ssnsetcs conmnctom Mo-
cKoBCkoro aHcambns cospemeHHoit Myabiki (MACM), B 1994-2007 ropax 6bin conmcTom
U pyKoBOAMTENEM KaMepHbIX Nporpamm «CTyann HOBOM My3bliku» MOCKOBCKO#M KoHcep-
BOATOPUM, MPUHUMAN YHOCTHE B KOHLEPTAX OHCAMBEN «AKagemMust CTAPUHHOM My3bIKM»,
Opus Posth, «Magpurans, «Conuctsl Mockebi». Cpeau ero naptHepoe no aHcambio
A. Jliobumos, T. Tpunaenko, A. 3aropumrckuir, M. Mekapckuit, . Cokonos, B. Monos,
X. Xonnurep. B uncne opkectpos, ¢ KOTOPLIMM MUAHMCT BLICTYNAN B KAYECTBE COMUCTA,
Ensemble Modern (fepmatus), locopkectp Poccun umenn E. @. Ceetnarosa, bonbwoi
cumoHnyeckuit opkectp umenn M. M. Harkosckoro, HaumoHanbHbIM ¢punapmoHnyeckuit
opkectp Poccuu, «Hosas Poccus», cmdormnyeckuin opkectp Mapumtckoro teatpa,
Poccuickuit HaumoHanbHbM opkecTtp. OH cotpyaHuuan ¢ aupuxepamu B. KOposckmm,
®. Nlegnésbim, . Yuxesckum, [Ix. Hottom, A. Hucrtakoseim, [x. Hosenoi, . Kaeko#,
T. KypeHTtaucom.

He orpanunumeasce ncnonHurensckum teopyecteom, Muxaun [lybos sanumaetcs
TAKXE UCCNEfOBATENBCKOM AEATENbHOCTbIO B 0BNACTU COBPEMEHHOM My3bIKM U SIBISIETCS
OBTOPOM PSIAA CTATEN B MEPUOAMUYECKMX MY3bIKAbHBIX M3AAHMSIX, YYOCTBYET B HAYY-
HbIX KOHPEPEHLMSIX, BBLICTYNAs C AOKIOAAMM, NOCBSLLEHHbIMK TBOpYeCTBY [eHncosa,
LrokxayseHa, Kcenaknca, Meccunana, baptoka, bynesa, Jluretn.

Ouckorpadus nuanmcTa HacuuteisaeT 6onee 40 koMnakT-anckos Ha dupmax «Me-
nogus», «Pycckuin guck», Vista Vera (Poccusa), Olympia (Anraus), Le Chant du Monde
(Ppanuus), Meldac (Inowus), Megadisc (Benbrus) u apyrmx.



SOUND REVIEW

Sound Review is the first project in the history of contemporary Russian academic
music that claims to be an anthology of works written after the 1990s. The project was
initiated by the Union of Composers of Russia and Firma Melodiya and realized by
Moscow Contemporary Music Ensemble. The project also includes chamber works of
the first and second waves of the Russian musical avant-garde performed by pianist
Mikhail Dubov.

The creation of such an anthology is an organic continuation of the activities of the
Union of Composers. Today, the Union actively supports the comprehensive development
of composers’ creativity by arranging concerts, festivals, competitions, performing labs
and scientific conferences, acting as a partner of major projects related to the world
of contemporary music in Russia. All these activities are aimed not only at supporting
the composers themselves, but also at introducing the general public to their works,
educating new talents and promoting professional musical culture in Russia and abroad.

The rich experience of MCME, one of the oldest Russian ensembles of contemporary
music that celebrated its 30th anniversary earlier this year, is the core of the project. Four
of the six albums of Sound Review incorporate MCME'’s key repertoire that includes
works by the composers with whom the ensemble has been collaborating on a regular
basis (many of the pieces were written especially for MCME). The anthology brought
together the composers who were born between 1970 and 1990. They are the generation
that defines today’s portrait of new Russian music. The geography of the project is
wide — in addition to Moscow and St. Petersburg, the project features composers from
Bryansk, Kazan, Nizhny Novgorod, Perm, Rostov-on-Don, Tomsk and Ulan-Ude. As
a result, Sound Review covers works created in a variety of styles and techniques, from
minimalism to experimental electronic music. That is why it is a kind of representative
selection, a fairly advanced overview of the contemporary Russian composers’ works
that enables us to discern the leading trends of this age.

When compiling the albums, Victoria Korshunova, the ensemble’s director, deliberately
rejected both the chronological principle and the idea of stylistic unity within one disc —
each of them was formed on the basis of unexpected contrasts and different approaches
to musical material and understanding of the nature of creativity. Almost all the works

were recorded in the presence of the composers and with their direct participation

(the ensemble communicated online with those who were abroad). Thus, we can
speak of interpretations endorsed by the composers, which is especially important for
contemporary music. Particularly noteworthy is the professionalism of the ensemble
members — not just the correctly played notes, but also their ability to reveal a composer’s
creative intention and realize it in the most convincing way (sometimes an unexpected
one even for the composer), their readiness for full-fledged co-creation, their fondness
for the process of exploring new sound worlds, and their burning desire to convey this
fondness to the audience.

All of the above quadlities are also fitting enough to describe the art of Mikhail Dubov,
who recorded two solo albums for Sound Review. The first includes little-known, mostly
early works by the leaders of the musical avant-garde of the early twentieth century, such
as lvan Wyschnegradsky, Arthur Lourié, Alexander Mosolov, Nikolai Obukhov, Gavriil
Popoyv, Leonid Polovinkin and Sergei Protopopov. Despite the different creative styles, the
contemporary ear senses a lot in common in their works, which is not surprising — one
way or another, almost all of them saw Alexander Scriabin as their forerunner and were
fascinated by the ideas of the futurists. According to the pianist, he was attracted by “the
sincere, fresh opuses, directed to the future — perhaps an unrealizable one”. While the
first Russian avant-garde artists were united by the utopian urge to radically change the
world and mankind, the second half of the century was more about the acquisition of
some higher, universal knowledge. Mikhail Dubov's second disc features works for piano,
harpsichord and organ by Edison Denisov, Sofia Gubaidulina, Nikolai Karetnikov, Arvo
Part and Valentin Silvestrov, as well as composers of the next generation — Alexander
Vustin, Vladimir Martynov, Dmitri Smirnov and Vladimir Tarnopolski. Many of them,
in their early years, were strongly influenced by the Second Viennese School and,
in particular, Anton Webern, and studied many different styles and techniques that
emerged in Western European music during the time when the culture of Soviet Russia
was separated by the iron curtain. After going through a period of searching, each
formed a unique style of his/her own. However, the high concentration of the spiritual
principle and humanistic ideals of creativity testify to a deep kinship in the outlook of
the representatives of the second wave of the Russian musical avant-garde, who revived



the Association of Contemporary Music headed by Edison Denisov. Looking back, it

seems that the avant-garde principle itself — when a work must necessarily represent
something new and be self-valuable, regardless of the so-called content — has never
been fully perceived by the Russian composers, so it is probably possible to speak about
the avant-garde in Russian music with a significant share of conditionality.

For the new generations, this principle is completely outdated. Considering that only
a decade ago, internet battles in the modern music forums between the so-called avant-
gardists and traditionalists were still relevant, today it becomes obvious that both parties
are based on traditions when they persistently follow any one style direction, — and they
are not so different from each other in this sense. It is less and less common to speak about
the style of this or that young composer — there is a feeling that the younger a composer
is, the more freedom he/she has to choose musical material, a technique, or a direction,
combining them in a way dictated by the concept of each specific work.

For the first time ever, the modern world is experiencing such a close mutual influence
of many different cultures and facing an immense number of possibilities that have
opened up before mankind. There are no “traditional values” anymore. Not because
we rejected them, but because everyone is free to choose values of his/her own. In
music, the same process is reflected in the gradual bridging of the gap between the
highbrow and accessible genres — the composers increasingly interact with electronics,
rock music, jazz, improvisation and other non-academic trends. The main thing now is
the conscious choice of material and the maximum individualization of all parameters
of a work. Unification of millions could be the composers’ highest achievement in the
days of Beethoven, but now they can only speak about their individual experience and
offer the audience to go through a similar one, addressing each member of the audience
personally. Probably because the hero of our time is the one who has succeeded in
knowing himself. And the composers, who always sense the deep request of society,
unmistakably serve it.

As for the listeners, co-creation is expected from them no less than from the performers.
The contemporary music listeners are those who are able to regard music as an inner
journey; who strive for self-knowledge and are ready to analyze their reactions when
they meet with the unknown, or, conversely, to track the internal response to something
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familiar. The process of listening may not be analytical, but meditative and trance-like
(many of the pieces presented in the anthology are particularly disposed to this), but
this is also one of the ways to manifest creativity.

“My music is not that simple to be performed often. At the same time, it is not that
complicated to be postponed until the day after tomorrow. It is the nerve of today,
confusion of today, impulse of today,” Olga Bochikhing, a representative of the younger
generation of composers, said in an interview. This wonderful wording can be attributed
to all the heroes of Sound Review.

Arthur-Vincent Lourié (1891-1966) (born Naum |zrailevich Luria) was a Russian-
American composer, music writer, and critic. He was one of the greatest figures in
musical futurism and Russian musical avant-garde. The composer took the pseudonym
Arthur-Vincent in the early 1910s in honor of Schopenhauer, Rimbaud and Van Gogh.
He was a regular at the literary and artistic cabaret Stray Dog, actually acting as its
musical director and sharing the ideas of the futurists, in particular Velimir Khlebnikov.
Disappointed with the revolution, he left the country in 1922. In Paris, he became known
as a music critic and author of analytical studies and books on contemporary music.
Thanks to his friendship with Igor Stravinsky, he took over from him an interest in the
neoclassical style. After the occupation of France by the Nazis, he moved to New York,
assisted by Serge Koussevitzky.

Lourié’s music was almost never performed in Europe or in the USA. His creative
evolution was unique in its own way: starting off as an avant-garde artist, then going
through neoclassicism, he opposed serial technology and advocated the return to tonality,
melody and subjective lyricism. In his later period, he turned to religious music in the old
style. His largest work, the opera The Moor of Peter the Great, combines almost all the
musical styles the composer worked in.

Masques, Op. 13 for piano (1913) was dedicated to Nikolai Kulbin, an artist,
philosopher and organizer of the first exhibitions of new art in Russia, who had a strong
influence on Lourié. The principles of “free music” formulated by Kulbin in the manifesto
were actually realized in the composer’s works and entailed changes in the musical
notation. They were most fully reflected in Lourié’s best known piece Formes en l'air (Forms



in the Air) (1913) dedicated to Pablo Picasso, where music is absolutely freely laid out on

the notation space, like the geometric figures on the cubist canvases, and bar lines, times
and tonalities are canceled. Like Lourié’s other early works — Scents, Colors, Sounds,
Flight, Irony, and Intoxication — Masques was also created under the strong influence
of Scriabin, as clearly evidenced by the titles of the pieces (some musicologists classify
the composer as a radical post-Scriabinist). This is a very original early form of atonal
music that was developing independently of Arnold Schoenberg and covered a wide
variety of artistic styles blending in a bizarre manner (for example, in these pieces, it is
difficult not to notice the parallels with Debussy's piano music).

Nikolai Obukhov (1892-1954) was a Russian composer, thinker, mystic and
creator of unique musical instruments. In music, Obukhov made a start from the searches
of Scriabin’s late period and, according to some theorists, became a kind of link between
Scriabin and Messiaen. In philosophy, the defining ideas for him were the ones of
Vladimir Solovyov, theosophy, and Russian cosmism.

In 1913, Obukhov created an original harmonic system, the so-called “absolute
harmony” that entailed a new system of musical notation with the abolition of alteration
signs and equal status of all 12 sounds of the chromatic scale. The composer came to his
own technique of 12 non-repetitive sounds eight years earlier than Arnold Schoenberg.
Obukhov was one of the first to design electroacoustic instruments — the “Ether,” the
“Crystal,” the “Waves” and the most famous “Sonorous Cross” (1929) (the volume
and pitch of the sonorous cross were adjusted by approaching and moving away the
performer’s arms — the principle of the theremin invented by Leon Theremin a few years
earlier). Having fled to Paris in 1917, the composer lived there all his life. As a founder
of his own religious cult, Obukhov signed his works as Nicholas I'Extasié (Nicholas
the Ecstatic) finding no understanding among most of his contemporaries. Of the more
than fifty of the composer’s ensemble and symphonic opuses, only a few have been
published; his major work was the oratorio The Book of Life, a grandiose mystical work,
which, like Scriabin’s Mysterium, was supposed to transform the world. The score of
the oratorio was allegedly stolen, which provoked the composer’s madness and death
after a while.
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Obukhov’s works for solo piano hold a prominent place in his legacy. Almost all
of them belong to the early period and were written in Russia. The cycle of miniatures
Dix tableaux psychologiques (Ten Psychological Pictures) for piano (1915) reflected
the already formed individual harmonic technique and the composer’s most important
creative principles. The transparency and discreteness of the fabric with an abundance
of long pauses dedicated to attentive listening to overtone echoes and resonances,
the abrupt changes in dynamics, tempo, rhythm and texture — all this manifests the
sophistication of the sound pattern of his “pictures” and the composer’s color talent.
The composer’s typical collage-like juxtaposition of different harmonic systems — tonal
harmony, atonal modality and 12-tone technique, each presented as a special sound
color - calls attention to itself. The transcendental character of the pieces is intended
to have a special emotional impact on the listeners, bringing them to a sublime state of
consciousness.

Ivan Wyschnegradsky (1893-1979) was a Russian and French composer, one
of the first creators and researchers of quarter-tone music. He was fond of theosophy
and Friedrich Nietzsche's philosophy, and considered Alexander Scriabin to be his
main spiritual mentor in music. After completing his first mature work The Day of Being
(1916), written on his own text, the composer came up with the idea of expanding
the sound space by splitting the scale into micro-intervals, to which he assigned the
term “ultrachromatism”. The first experiment in the field of microchromatics was Four
Fragments (1918) for two pianos, tuned with a quarter-tone difference. In search of the
realization of the idea of creating a single instrument reproducing ultrachromatic scales,
Wyschnegradsky left for Paris in 1920 and had a number of meetings with the leading
piano makers in Europe. In 1930, a quarter-tone grand piano was created, but it was not
suitable for concert playing; also, there were no performers ready to learn how to play
it, and Wyschnegradsky had to return to the idea of combining two pianos with different
pitches. His fate as a composer cannot be called happy - although Wyschnegradsky
had the support of some of the leading French composers, such as Olivier Messiaen,
Henri Dutilleux and Pierre Boulez, who organized his recitals, his experiments were of
no interest to the general public and he had to live on a stringent budget.



Two Preludes, Op. 2 (1916) belong to the earliest period of the composer’s career

and were written before he devoted himself to the idea of studying ultrachromatism. Despite
their traditional harmonic language and form, which absorbed the achievements of late
romanticism and the Scriabin intonation, the composer managed to capture the zeitgeist
with its thirst for discovery, utopian aspirations and ecstatic energy (the grandioso, irato
and furioso remarks): there is some fresh perception of the newly discovered sound world
in these small pieces.

Sergei Protopopov (1893-1954) was a Russian composer, music theorist, choral
conductor and educator. After graduating from the Kiev Conservatory in 1921 where he
studied composition with the famous theoretician and composer Boleslav Yavorsky, he
became a staunch follower of his musical theoretical concept. Protopopov is best known
as the author of the book “Elements of the Structure of Musical Speech” (1931). Dedicated
to the teachings of Yavorsky, Protopopov’s book also includes his own, deep and original
development of the teacher’s ideas. Written in the 1920s, Protopopov’s main works used
the Yavorsky system of modes. From the early 1930s, his music was no longer performed
at concert venues, and, under pressure from the authorities, he abandoned his innovative
musical language and switched to traditional tonal music.

Protopopov’s major labor is the completion of Scriabin’s Preliminary Action. He did
it using the surviving fragments of musical sketches and its literary text (1948). In 1996,
composer Alexander Nemtin carried out the same task on a larger scale. For a long time,
the name of Protopopov was hushed up and practically unknown at home and abroad.
His legacy, which is yet to be properly studied, is a rare, almost unique example of such
a consistent development of the principles of a theoretical system created by another
composer.

In addition to adherence to the Yavorsky theoretical system and its structural features,
Protopopov’s music was also strongly influenced by Scriabin, both in terms of harmony
and instrumental texture, and aesthetic views. With his Second Piano Sonata, Op. 5
(1924), Protopopov achieved an organic symbiosis of the Scriabin legacy and a set of
expressive means of late musical romanticism as a whole with the more rational aesthetic
trends of the 1920s. The rigid, urbanistically constructivist piano technique, and the exalted
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character of the music are kindred to the aesthetics of cubism, the geometric forms of the
works of suprematist artists. Despite the composer’s actual refusal to use the classical
sonata form, it is present here in a modified form and can be defined as a conditionally
sonata one with a mirror reprise. In terms of structure and emotional content, the sonata
has something in common with Scriabin’s Prometheus, but moving further and further from
the late romantic paradigm, Protopopov brings to the fore a more detached attitude to the
material, intoxication with bright sonorous effects and abstract sound as such.

Gavriil Popov (1904-1972) remains in the history of music primarily as a prominent
representative of the Soviet musical avant-garde and a generously gifted composer and
pianist. As a diploma thesis after graduating from the Leningrad Conservatory in 1927, he
presented an unusual work — the Septet for flute, clarinet, bassoon, trumpet, violin, cello
and double bass (in 1971, Popov renamed it Chamber Symphony). The work was a great
success and later became one of the composer’s best known opuses and, more broadly,
one of the hallmarks of Soviet Russia’s music. Boris Asafiev wrote in 1927: “By character and
thinking, Gavriil Popov is closer to Hindemith than anyone else. His talent is courageous,
energetic, looking for precise, clear, chased forms of realization. The character of his
brightly dynamic music is light and cheerful. He is a strong, bright talent, whose imminent
flowering is beyond any doubt”.

However, Popov shared the fate of many of his contemporaries, whose careers, after
a rise in the 1920s, underwent crises due to political reasons prevailing in Russia. After the
devastating article about his First Symphony (1935), the composer’s path took a dramatic
turn. Popov began to write music for theatre and cinema, at first treating it as “applied”
(however, his music for the film Chapaev became one of the peaks of the composer’s
career). Popov collaborated and was friends with Vsevolod Meyerhold. In 1948, his
music was again heavily criticized in the infamous Politburo Resolution, which negatively
affected his subsequent work.

In his early pieces Expression and Melody, Op. 1 (1925), dedicated to Arold
Schoenberg, the most characteristic features of his musical language are already there -
the combination of an expressive lyrical melody and sharply dissonant harmonies, an
epic beginning and expressive “shouts,” a quick change of different stylistic sources of the



material in a single, constructivist contrasting “cut.” Tonality here is a kind of metasystem

that includes atonal and modal elements. Noteworthy are the linearity of the texture, the
large part of the melodic principle, and the uniqueness of this melos, which goes back to
folklore origins, the genres of lingering songs and laments. Gavriil Popov’s music made lyrical
melodies with their nostalgic sound relevant again. We can say that Popov anticipated the
main neo-folklore and, possibly, neoclassical ideas in Russian music of the 20th century.

Alexander Mosolov (1900-1973) shared the tragic fate of the leaders of the
Russian musical avant-garde who did not flee the country. After graduating from the
Moscow Conservatory, Mosolov quickly became the leader of new Russian music. His
greatest success came in the 1920s: moving away from the traditional genres of piano
sonata, instrumental miniature and romance, Mosolov created the daring Four Newspaper
Advertisements (1926) that shocked the public with the anti-artistic nature of the texts,
and the famous constructivist orchestral piece Iron Foundry: Machine Music, which was
a sensation both in the USSR and overseas. However, a few years later, his music was
no longer performed, and after the denunciation article that exposed the composer as
an ideological enemy of the proletariat, Mosolov was arrested and sentenced to eight
years in camps. The petitions of Reinhold Gliére and Nikolai Myaskovsky helped mitigate
the sentence and replace it with the deprivation of the right to live in Moscow, Leningrad
and Kiev. However, persecution and repression had a catastrophic effect on Mosolov's
work — having abandoned his avant-garde searches, the broken composer was forced to
switch to composing “proletarian music”.

Most of Mosolov’s piano works, including Sonata No. 4, Op. 11 (1925), were written
in the 1920s. Relying on the achievements of the Liszt, Scriabin and Rachmaninoff pianism,
the composer discovers a new sonic world of constructivism and expressionism. Mosolov’s
style is characterized by an amazing sense of creative freedom, manifested in sharp, sizzling
dissonant sonorities, aggressive machine rhythms, a wide use of extreme registers of the
instrument and resonant and percussion effects of the piano sound. At the same time, his
music is not devoid of lyrical expression — Mosolov’s melodic patterns, existing within the
new tonality and even the contemporary technique of 12 non-repetitive sounds, which
he sometimes turned to, often rely on diatonicism and sometimes includes functional and
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folklore intonations. The structure of the single-movement Fourth Sonata, filled with gloomy
raging expression, is original: its contrasting drama reminds of a sonata-cyclical form in
the spirit of Liszt. However, the material develops as a kind of ostinato variations, and the
sonata form becomes more of a principle that holds the work together as a supporting form.

Leonid Polovinkin (1894-1949) was a versatile musician of the first half of the
twentieth century, composer, pianist, conductor, musicologist and public figure. He was
one of the leaders of early musical constructivism. His works of the 1920s are distinguished
by the bright and original musical language, an innovative approach, inventiveness in
terms of timbre, methods of phonation and harmony, as well as a brilliant professional
training as a Moscow Conservatory graduate. Being a jozz aficionado, the composer used
jazz themes in classical romantic piano works, thus elevating the field of functional music.
Polovinkin was an active member of the Association of Contemporary Music, and after
its dispersal and destructive criticism he abruptly changed his style, turning to the classical
romantic tradition. As the musical director and conductor of the Moscow Natalia Sats
Children’s Theatre, Polovinkin focused on composing music for theatre and cinema, and
before the revival of the Russian avant-garde mainly wrote music for theatre performances
and films for children.

Concerning the Three Pieces, Op. 9 (Elegy, Electrificat, and Obsession,
1925), critic Nikolai Zhilyaev wrote: “Polovinkin is a mature piano composer with quite
definite features of his own style, which arose on the grounds of a bizarre combination
and transformation of elements of Brahms, Medtner and Scriabin, as if the strictly idealistic
atmosphere of these artists meets a stream of a peculiar — and certainly talented - kind of
poeticizing of more or less vulgar aspects of the life of a modern big city — a feature that
| have not noticed until now with any of the Russian composers | know”.

Electrificat is a better known piece of all. The name comes from the term “electrification,”
which was relevant in the 1920s. They started to immediately perform it both in Russia and
abroad. The syncopated rhythm is not devoid of certain sophistication. lts grace notes,
harmonic and melodic “departures” clearly carry jazz echoes. The chromatically broken
themes, partly reminiscent of the dodecaphonic series (Obsession), and the sharp toccata
sonorities in the vein of Prokofiev’s pianism belong to other stylistic models.



MIKHAIL DUBOV

A wide range of listeners, professional musicians and critics interested in contemporary
Russian music are well aware of Mikhail Dubov, a versatile musician who combines talents
of a pianist, researcher, teacher, enthusiastic discoverer and promoter of new music.
He was born in 1966 in Moscow and graduated from the Moscow State Tchaikovsky
Conservatory where he majored in piano performance with Vera Gornostayeva, organ
performance with Alexei Parshin and musicology. In 2008, under the guidance of Yuri
Kholopov and Valeria Tsenova, Mikhail Dubov defended his Ph.D. thesis “lannis Xenakis,
an Architect of Contemporary Music” at the Department of Music Theory of the Moscow
Conservatory. Mikhail has been teaching at the Moscow Conservatory since 1997.
From 2000 to 2012, he also taught at the Ippolitov-lvanov State Pedagogical Institute
where he was one of the founders and the first Head of the Department of Contemporary
Performing Arts. At present, he is a Professor at the Moscow Conservatory, Dean of
the Department of Period and Contemporary Performing Arts, member of the Moscow
Union of Composers, winner of the Seiler Prize (2000) and holder of the honorary
badge “For Achievements in Culture” (2002).

When Mikhail Dubov was a conservatory student, he became close friends with Edison
Denisov, who drew him into his circle of like-minded people engaged in contemporary
music. At the same time, the pianist began his professional concert career, covering a very
wide range of musical styles from baroque to the late 20th century. Among his favorite
composers are Stravinsky, Webern, Ligeti, Crumb and Xenakis. Today, the pianist’s solo
and ensemble repertoire includes several hundred works and keeps growing. It includes
litle-known and rarely performed early and modern music. He regularly presents new
solo programs, mainly consisting of music of the 20th and 21st centuries, and shows great
interest in young composers’ works, constantly collaborating with them as a member of
Moscow Contemporary Music Ensemble.

Admiring his “amazing virtuosity” (The Daily Telegraph) and “brilliant touch and
diamond technique” (L'Eco di Bergamo), the critics state that Mikhail Dubov is one of
the “major specialists when it comes to performing classical avant-garde” (Ogonyok),
“represents a new generation that perceives the dialectic of directions as a law,
strives to master as many languages as possible, and needs no props of radicalism
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and alternativeness” (Kommersant Daily). Mikhail Dubov has performed about fifty

world premieres of Russian and foreign composers, including works by Edison Denisov,
Gydrgy Kurtdg, Anatol Vieru and Vladimir Martynov, taken part in the recitals of lannis
Xenakis, Hans Werner Henze, Edison Denisov, Tristan Murail, George Crumb, John
Cage and other prominent contemporary composers. He is a regular participant of
some of the biggest international music festivals of new music in Russia and abroad,
such as Gaudeamus, Warsaw Autumn, Berliner Festwoche, Moscow Forum, Moscow
Autumn, Alternative, Days of New Music in Dresden, Ensems, Days of Contemporary
Music in Heidelberg, Berlin in Moscow, Europe-Asia, Days of New Music in Chisinau,
Contrasts, llkhom-XX, Bergamo and Osterfestival.

“Playing in a good ensemble is really my thing,” Dubov admits in an interview with
PianoForum magazine. He has been a soloist with Moscow Contemporary Music
Ensemble (MCME) since the early 1990s. From 1994 to 2007, he was a soloist and Head
of chamber programs at the Studio for New Music of the Moscow Conservatory, took
part in the concerts of the ensembles Academy of Early Music, Opus Posth, Madrigal
and The Moscow Soloists. Among his ensemble partners are Alexei Lyubimov, Tatiana
Grindenko, Alexander Zagorinsky, Mark Pekarsky, lvan Sokolov, Valery Popov and Heinz
Holliger. As a soloist, the pianist has performed with Ensemble Modern from Germany, the
State Svetlanov Orchestra of Russia, the Tchaikovsky Symphony Orchestra, the National
Philharmonic Orchestra of Russia, the New Russia Orchestra, the Symphony Orchestra
of the Mariinsky Theatre and the Russian National Orchestra. He has collaborated with
conductors Vladimir Jurowski, Fyodor Ledneyv, Filipp Chizhevsky, Jonathan Nott, Andrei
Chistyakov, Gianandrea Noseda, Daniel Kavka and Teodor Currentzis.

In addition to performing, Mikhail Dubov has been engaged in research activities
in the field of contemporary music. He has written a number of articles in periodicals
and participated in scientific conferences, reporting on the works of Edison Denisov,
Karlheinz Stockhausen, lannis Xenakis, Olivier Messiaen, Béla Bartdk, Pierre Boulez
and Gyérgy Ligeti.

The pianist’s discography includes more than forty CDs released by Melodiya, Russky
Disk, Vista Vera (Russia), Olympia (England), Le Chant du Monde (France), Meldac
(Japan), Megadisc (Belgium), and others.
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