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Nastasia Khrushcheva, piano
Stanislav Malyshev, violin (7)
Olga Kalinova, cello (7)

OpensoundOrchestra (1-6)
Soloists: Alyona Zinovieva, violin (1, 2), Ivan Naborshchikov, violin (1, 2),
Pavel Romanenko, viola (2)

Conductor - Stanislav Malyshev

Recorded in 2021. Sound engineer — Mikhail Spassky
Assistant to sound engineer — Aleksey Meshchanov



IMEYAJIbBHO, PATOCTHO, HOPMAJIBHO

Kakasi snoxa Hacrana mocie nocrmonepHa? Kak HasBaTh KyAbTYpPOJIOTMUYECKYIO
CUTyauMio Hammx aHeii? [Netep6yprckuii kommosutop u dunocod Hacracss Xpy-
1I€BA YTBEPXKAAET: Mbl )XMBEM B MEPUOJ MeTaMOAePHa. DTOT TEPMUH BBe/IU elle
B 2010 romy 3armagHoeBpomneiickue ucciaenoBaTeny PoouH BaH geH ARkep 1 Tumore-
yc BepMmrosieH, HO MMeHHO XpYILEBA CTajla UAe0JI0rOM PYCCKOTO MeTaMOIepHa, a ee
Kkaura «MeTaMozepH B My3bIKe U BOKpYT Hee» (2020) — r1aBHbIM MaHU(ECTOM CTH-
JISL U MMPOBO33peHMS. B ommcaHHO el Xyo0KeCTBEHHOM «BCEJIeHHO» OPTaHUYHO
COCYLIECTBYIOT OCKOJIKM BbICOKOJ POMaHTUUECKOI Ky/IbTyPbl U ME€MbI U3 CeTH, HO-
CTaJbI'VS TI0 «IIOTEPSITHHOMY Paro» U YA,0BOJIBCTBYE OT HOBOJZIE/IbHOM CEHTUMEHTAIIb-
HOI1 KpacoThl.

C Xpy1€Boii MOKHO CITIOPUTD, a €e KOHIeNIMUN — MOABepraTb COMHEHNIO, HO [0-
Ka3aTe/IbCTBO, KAK MMHUMYM, BO3MOXKHOCTH CYIIleCTBOBaHMS TaKoi «TaIaKTUKU» —
My3bIKa camolt Hactaceu.

B HoBerimeMm counHeHun «KHUTa mevyanu U pagoCTy» Ol CTPYHHOTO OpKecTpa u
doprenuano (rmpembepa cocrosiach B 2019 romy Ha HoBoii citeHe AjleKCaHIpUHCKO-
roteatpa B ucnoaHeuny b Modda 1 ero kamepHoro opkecTpa «IuBepTUCMeHT»)
KOMITIO3UTOP 06pamaeTcss K MMHUMAIU3MY — CTWIIO, aCCOIIUUPYIOMIEMYCST B Iep-
BYIO Oouepenb C aMepuMKaHCKMMM kommosutopamu 1970-x. OngHako NOBTOpsSiEMble
CHOBA U CHOBA IpOCTeiilie My3bIKaabHble GOPMY/IbI — TaK Ha3bIBaeMble MMaTTep-
HbI — B U3JIOKeHUM XPYyUIEBOI 060TaIanTcs HeTUMYHbIM 1 dwimmna [nacca
u CtuBa Pajixa moaTekcToM. B Me/aHXOMMYHOM, YyTh CIIOTHIKAIOLIEMCS KPY>KEeHUN
(M1y TONITaHMM?) Ha MeCTe CIIBIIIATCS OT3BYKU PYyCCKO My3bIkM XIX Beka, 1 KaskeT-



Cd, BOT-BOT BCTYIVIEHME 3aKOHUYUTCA U 3a3BYUYUT ,ILYHIEBHBIVI POMaHC MUJIN IIPOHUK-
HOBEHHasd CKpUIIMYHAs TeMaA. A X HeT... DTO JUIIIb IIpeaYyBCTBME MMHYBIIETO.

Eitle 60/1ee siBHAsI OTChIIKA K 3CTETHMKE MTO3AIPOIIJIOTO BeKa — B HEOMHOKPATHO VC-
TIOJTHSIBIIENCS TThbece «Tpuo MaMsITU HEBEJIMKOTO XYHOXKHMKAa». 3a HeCepbe3HbBIM,
IMOAYEPKHYTO BTOPMYHBIM HA3BAaHMEM, OTCHUIAIOIIMM K Tpuo «I[laMsSTy BEeIMKOro
XYIOKHMKa» YaliKOBCKOTO, CKPbIBAETCSI OpUTMHAIbHAS UjIes: cobpaTh Ipon3Bee-
HMe U3 0e3IMKUX MHTOHAIINI ¥ 001X IBVKeHMIA.

«§l mymaro, 4TO CerofmHs I0-HAaCTOSIIIEMY 3BYUUT TOJBKO Ta MY3bIKa, KOTOPAst POXK-
JAeTCs U3 OLLYLIeHMsI COBCTBEHHOr0 6eccmmsi, COOCTBEHHOI0 “He-Bennuus”. B Tom,
YTO BCErAa ObIJIO TEPPUTOPUEN MY3bIKAIBHOM CKYKM — MeIJIEHHBIX TeMIIaX, 3aTep-
TBhIX KIUIIMPOBAHHBIX 060POTaX, 00001IEHHBIX POPMYIAX — KOMITO3UTOPBI CETOHS
OTKPBIBAIOT 0COBBIA MUP, CBOI — U BCEOOLIMI — “TMPUIECKUii My3eii”, OpraHu30-
BaHHbIN O3TUKOI HE3HAUUTEIbHOTO»,— NeKJIapupyeT aBTop.

Ecim [Tétp Vnbud IOCBSITUIT CBOJE OTTYC YeTIOBEKY BBIIAIOIIEMYCS — IVPYsKePY, OCHO-
Barento MocKOBCKoIT KoHcepBaTopuy Hukonato PyouHiTeiiHy, To XpyIiésa CTaBUT
MaMSITHMUK MTOCPeACTBEHHOCTU. U B 3TOM, MOsKaTyii, HeT MpOHUU. Pa3Be 4TO moct-
vpoHus. Ha cBoero HecypasHOro, MMy TaIOIIErocsi B pPUTMUYECKUX COMBKAX «HEBEJU-
KOTO0» aBTOP CMOTPUT C HEXXHOCTBIO U YIBIOKOI. BMECTO pOMaHTUUECKOTO Tepost Mbl
BCTpeuaeM aHTUTepOs], IOTePSTHHOTO BO BpeMeHU 1 ITPOCTPaHCTBe.

st My3bIKY XpYIIEBOIT BOOOIIE XapaKTePHO OLIyIeHYe GITY>KIaHMS 110 TaOUPUHTY,
C HEOXKMIAHHBIMMU, Bpozie GbI 6€CCUCTEMHBIMU BO3BPALIEHUSIMU K Y3Ke TTPOiiIeHHO-
my. Eciu v ecTh puHaM 3TOTO MyTH, TO TaM He BBIXOI,  TYIMK, BIIpOUEM, He Tparu-




YyecKuit, HO yMUpoTBopsionuii. HeynusurenbHo, 4To GMpMeHHBIM ee ITpou3Bee-
HMueM ctaiu QoprenuanHbie «Pycckue TYMUKU», KaTajaor MMOBTOPSIEMbIX IITAMIIOB
¥ GaHaJIbHOCTE} POIOM M3 MO3aIPOIIOr0 CTONETHS, a36yKa CaIOHHOTO IMaHMU3-
ma. CerMeHThI OITyCa MOKHO BOCIIPMHMMATh KaK CaMOCTOSITeTbHble MUHM-ITheChI,
a MOXKHO — KaK pasfiesibl 1iesioro. Ho iBHyI0 pamMaTypruio 34eCh UCKaTh He CTOUT:
Hacracbksa XpyiéBa, KaskeTcsl, ¥ He BepUT B KjacCUUyecKkoe ABVDKeHME «OT Uero-To
K 4YeMy-TO» BHYTPU COUMHEHMS, TapOM YTO caMa OHa ApamaTypr, IOCTOSIHHBI CO-
aBTOp AjekcaHzpa ApTEMOBA B IIETEpOYPrcKOM «ITOCTApaMaTUIECKOM» (IT0 OTIpe-
nenenuto cospmateneit) Teatpe TPY. Het y «TynukoB» Hauasa, HeT y «TyIMKOB»
KOHIIa. ITO work-in-progress, B pykax caMoro aBTopa rnepexkuBaroliiee yke TPeThbio
MHKapHAaIMIO ¥ HECKOJIBKO pa3 CTAaHOBMBIIIEECS] OCHOBOI BU3ya/IbHbIX ITPOM3Be/e-
Huit. CHavasIa MosiBMUJICS KOHIIEPTHO-KMHEMaTorpaduueckuii skcnepuMeHT «I10Ko-
peHue TOMICcax», IIe My3bika XpYyIIEBOil BCTpeTUIach ¢ HeMbIM (uibMoM JKopska
Menbeca, 3aTeM — 6aseT «Pycckue Tyrmky [I» st MapumHcKoro Teatpa (xopeorpad
Maxkcum IleTpoB yaoCTOWICS 3a HEro «30/I0TOM MacKu»). HakoHell, Ha 3mu30max
LIMKJIa MOTHOCTBIO TTOCTpPOeHA My3bIKa CIIeKTaK/s AyekcaHapa ApTémoBa «dpasbl
MPOCTBIX JIIOAEe». [1a ¥ 3TO, BEpOSITHO, HE KOHeEl, He TYIIMK.

KommosuTop mpusHaeTcst, YTo « TYIMKM» IIPOLOJIKAIOT SKUTb CBOEI SKM3HbIO 1 aKe
YXOOSAT B HAPO[I: HE3HAKOMBIE JIIOMIM TIPUCHIIAIOT €/1 CBOYM «TYIMKOBBIE» TTHECHI, TTO-
CTSIT TeMaTUUeckyue 1eMOTUBaTopbl B BK-ma6nukax... IpousBeneHne akageMmuye-
CKOJ MY3bIKM CTAHOBUTCSI MEMOM.

«BOT Takas My3bluKa» — IJIaCWIa aBTOPCKasl aHHOTAIMsl K KOHILIEPTHOMY MCIIOJ-
HEHUIO OofHOro M3 coumHeHuit Hacracbu. «<HopmasbHasi My3bika» — Ha3BaH ee
IeGI0THBIN anbboM Ha «Menogun». B 060MX crydasix moj, aBaTapoM CKPOMHOCTU

" CTECHUTEJIbHOCTU (MOJ'I, BCero Jiniib HOpMaJibHasi, a He BbIOAI0IIasiACsd, Oa M TO He
MY3bIKa, a My3bI‘—IKa) — YTBepXKOeHNe CBOero Mmpa 1 CBOero rnoHMMaHMsa HOpMaJib-
HOCTH. HopMa — TpaguIIMOHHAA TOHAJIbHOCTb; HOpMaA — pa3pelieHne JOMMHAHTbI
B TOHMKY, HOpMa — «C1aboCcTh» mMaTtepuaia M OTCYTCTBUE IIPUBBIYHOTO PA3BUTHUA;
HOpMa — HallMMOHaJIbHO€ BMEeCTO MHTE€PHALIlMOHAJIbHOTO... Ha CMEHY ITOCTMOAEPHY
" CyMacCmeCTBmIO XX Beka IIPpUXOOUT MEeTaMOJEPH M HOPMa/JIbHOCTb BEKa XXI-ro.
XoTs1 6bI B MCKYCCTBeE. MO)KeT, B 3TOM U €CTb BbIXO 13 PYCCKUX TYI'[I/IKOB?

Cepeelti Ysapos

Hacracbss XpyméBa — KOMIIO3UTOpP, MUAHMCTKA, My3bIKOBeH. [JOIeHT Kadeapsl
MCcTOpuM 3apybeskHoi My3bIku CaHKT-TleTepOyprckoit KoHcepBatopun. Ynen Corosa
KOMIIO3UTOPOB Poccun, KaHAUAAT UCKyCCTBOBeneHusl. JlaypeaT MonogexHoi npe-
vuy TipaBuTenbcTBa CaHkT-ITerep6ypra (2012). [Mo6emuTenb KOMITO3UTOPCKOTO
KOHKypca «IInduiickue urpsl» (IpoekT «HTepecHOe KMHO», 2014). JlaypeaT CaHKT-
IMeTep6yprckoit TeaTpanbHOI mpeMun «IIpopsiB» (2015), crieImpeMum KyJIbTypHOTO
menTpa «3UJI» (Mocksa, 2016). JlaypeaT npeMunu kypHajia «Cobaka» «Tor-50: 3Ha-
MeHuThbIe mopu Iletepbyprax (2020). MHOTOKpaTHBIT HOMUHAHT BCEPOCCUIICKOI Te-
aTpanbHOi peMun «3o0moTas macka» (2018-2020). ABTOp My3bIKM 6ojiee YeM K TpU-
JLaTy IpaMaTU4ecKuM CIIeKTak/IsIM, Bkatovasi criektakiay BT u AnekcaHApUHCKOTO
teaTpa. CuMdoHMUecKass My3bika UCTIONHSIACH TAKUMU IUpPYKepamu, Kak dabuo
Mactpanmxkeno, Unbs Nodd, ®émop JlenHés, Anum IllaxmameTtbeB, Anekceii Hbsi-
ra, Muxaun Arpect. CumdoHuueckast ¥ KaMepHasi My3bIKa BbIITyCKaeTCs jei61amm
«Menopusi» u «Fancy music». ABTop MoHorpaduu «MeTaMozepH B My3bIKe ¥ BOKPYT
Hee» (M.: «PUIIOJI-knaccuky», 2020), 3a KOTOPYIO ObUIa IPUCYKIEHA IPeMUSI UMEHU
Cepres KypéxnHa B HoMuHauum «JIy4iimii TeKCT 0 COBpeMeHHOM ucKyccTBe» (2020).
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OpensoundOrchestra — 370 co06111eCTBO BeAYIIUX MY3bIKAHTOB MOCKBBI, KOTO-
pble Clienuanu3upyloTcs Ha UCIIOIHEHUM COBPEMEHHOM MY3BbIKK. JIeTKo TpaHC-
opMupysich 13 KaMepHOTO CTPYHHOTO KBapTeTa B MOTHOL@HHbBIN OPKeCTpP, OHU
MHULMUPYIOT U YYaCTBYIOT B CMEJbIX MY3bIKaJbHbBIX IIPOEKTAaX, OXBAThIBAIOIINX
KaK HOBejillee 3ByKOBOE VICKYCCTBO, TaK ¥ CMeKHbIE TEPPUTOPUM 6GAPOKKO, KiIac-
CUKMU, TeaTPabHOM ¥ KWHOMY3bIKM. OpKeCTp COTPYTHMYAET C K/II0UeBbIMU decTu-
BAIIMU U apT-UHCTUTYLUMSIMMU, BKItodyasi Mmy3eu [IpokodbeBa u Ckpss6uHa, EBpeit-
CKMit Mmy3eit 1 My3seit MOCKBBI, 1 BBICTYIIAeT Ha yBaskaeMbIX (HUIapMOHUYECKUX
" KIYOHBIX ClleHaX oT bosbioro 3ana KoHcepBaTopuu, KoHIlepTHOTrO 3a1a uMeHn
YarikoBckoro u bonbiioro 3ana 3apsaaps 40 KonoHHoro 3aia [loma COH030B U Be-
Jylieil SKCIIepMMeHTaIbHOM TUIOWAAKY CTOMULLBI — KYJIBTYPHOTO LeHTpa «Iom».
OIHMM M3 HaIlpaBIeHUI AeITelbHOCTM OpKecTpa CTajaa MOoAAep)kKKa COBpeMeH-
HBIX POCCUICKUX KOMITO3UTOpOoB. OpensoundOrchestra McIonHsIeT crelyaabHO
CO3JaHHbIe [IJISI HUX COYMHEHMS MOJIOABIX aBTOPOB, a TAKKe IOIOJHSeT CBOM pe-
repTryap Mpou3BeAeHMSIMI YKe U3BECTHBIX KOMITO3UTOPOB COBpeMeHHOI1 Poccun.

CranuciaB MasnbIeB — POCCUMIICKMIT CKpUIIAY U AUpUsKep, Do1eHT MOCKOBCKOM
KoHcepBaTtopun. 3a medamy CtaHuciaBa 20-JIeTHMI ONBIT MCIIOJTHEHUS U 3aIIUCH
HOBelilIell My3bIKM B KaueCTBe MePBOil CKPUIIKM KBapTeTa U KOHIlepTMelicTepa
aHcamb6sst «CTynust HOBO# My3bIKM». 32 BpeMs paboTsl gupiokepom (¢ 2017 ropa)
TOJT eT0 PYKOBOJICTBOM ITPO3BYYaIN POCCUIICKIE TTPEMbePBI COUrHeHMI ['a6puams
ITpoxkodnesa, I[lasaa Kapmanosa, MioxanHa MloxaHHCCOHA M IPYIMX KOMIIO3UTOPOB
Ha KOHIIePTHBIX Tomaakax Mockssl. B 2018 rogy co3nan opkecTp COBpeMeHHO
My3biku OpensoundOrchestra, ¢ KOTOPbIM BBICTYIIA€T KaK AUPUXKep U COMUCT, 3a-
MNCBIBAaeT MY3bIKY K KMHO, COTPYLHMUYAET C MOJIOABIMYM KOMIIO3UTOPaMM 1 MITPa-
MU POCCUICKOV MY3bIKaJIbHO CLIEHBI.
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OPENSOUNDORCHESTRA

Ckpunku: Cepreii boiiko, [Tonuna l'anysa, CBetnaHa ['ypsxkuii, UHHa
3unbbepMaH, AleHa 3MHOBbeBa, MiBaH HabopuinkoB, AHapeit Pyxanse, AHIpeii
Curena, Banepus Cugopenko, iBan Cy660TkuH, EkaTeprHa Ilapesa

Anbtbl: Huna Banxami, Hukuta Keiimas, [TaBen Pomanenko, puHa ComoBa

Buononuennu: Bragumup Apkatos, Onbra Kannuosa, Makcum HoroBuiibiH,
Anexceii TosncToB

KonTpa6acer: Hukonaii lopuikos, Cepreit Kapauyn
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GRIEF, JOY, NORMAL

What kind of era came after postmodernism? How do we call the cultural situation
of our days? The composer and philosopher Nastasia Khrushcheva from St. Peters-
burg asserts: we live in the period of metamodernism. This term was introduced
back in 2010 by Western European researchers Robin van den Akker and Timotheus
Vermeulen, but it was Khrushcheva who became the ideologist of Russian meta-
modernism, and her book Metamodernism in Music and Around It (2020) became the
principal manifesto of the style and worldview. In the artistic ‘universe’ described
by her, shards of high romantic culture and memes from the web, nostalgia for the
‘lost paradise’ and the pleasure of new-made sentimental beauty organically coexist.

One can argue with Khrushcheva, and one can question her concepts, but the proof
of at least the possibility of the existence of such a ‘galaxy’ is the music written by
Nastasia.

In her latest work The Book of Grief and Joy for string orchestra and piano (premiere
performed by Ilya Ioff and his chamber orchestra Divertissement took place in 2019
on the New Stage of the Alexandrinsky Theatre), the composer turns to minimalism,
a style primarily associated with American composers of the 1970s. However, the
simplest musical formulas, the so-called patterns, as presented by Khrushcheva, re-
peated over and over again, are enriched with a subtext atypical for Philip Glass and
Steve Reich. In the melancholic, slightly stumbling whirling (or hanging?) about,
one can hear echoes of Russian music of the 19th century, and it seems that the in-
troduction is about to end and a soulful romance or a heartfelt violin theme comes
next. But they won’t... It’s just an anticipation of the past.



An even more explicit reference to the aesthetics of the century before last is in the re-
peatedly performed piece Trio in Memory of a Non-Great Artist. An original idea hides
behind the frivolous, emphatically secondary name that refers to Tchaikovsky’s trio
In Memory of a Great Artist: assemble a piece from faceless intonations and general
motions.

«I think that only the music that is born from the feeling of one’s own powerlessness, one’s
‘non-greatness’is real today. Today, in what has always been the territory of musical bore-
dom - slow tempos, worn out clichéd turns, generalized formulas — the composers discover
a special world, a ‘lyrical museum’ of their own — and universal — organized by the poetics
of the insignificant».

Unlike Pyotr Tchaikovsky, who dedicated his opus to an outstanding person — it was Ni-
kolai Rubinstein, a conductor and the founder of the Moscow Conservatory,— Khrush-
cheva erects a monument to mediocrity. And perhaps, there is no irony in doing so.
Or it could be post-irony. The composer looks at her clumsy ‘non-great’ one, who gets
tangled in rhythm shifts, with tenderness and a smile. Instead of a romantic hero, we
meet an antihero lost in time and space.

Khrushcheva’s music generally feels like someone roams a maze, with unexpected,
seemingly unsystematic returns to what has already been seen. If there is an ending
to this path, it’s not a way out, it’s a dead-end, however, a pacifying not tragic one. It
is not surprising that her signature work is the piano Russian Dead-Ends, a catalog of
repeated clichés and platitudes coming from the century before last, the ABC of sa-
lon pianism. The segments of the opus can be perceived as independent mini-pieces,
or as sections of a whole. But one should not look for explicit drama here: Nastasia




Khrushcheva does not seem to believe in the classical movement “from something to
something” within a piece, even though she is a playwright, a constant co-author of
Alexander Artyomov at St. Petersburg’s ‘post-drama’ (as the creators define it) Theatre
TRU. Dead-Ends have no beginning, Dead-Ends have no end. This is work-in-progress.
In the composer’s hands, it goes through its third incarnation and has been the basis
of visual works several times. In the beginning, there was the concert/cinema experi-
ment Conquering the Pole with Khrushcheva’s music meeting a silent movie by Georg-
es Méliés, then there was the ballet Russian Dead-Ends II for the Mariinsky Theatre
(choreographer Maxim Petrov was awarded the Golden Mask for it). Finally, the music
of Alexander Artyomov theatre production Phrases of Ordinary People is completely
built on the episodes of the cycle. And this is probably not the end, not a dead-end.

The composer admits that Dead-Ends continue to live their own lives and even go
viral: strangers send her their ‘dead-end’ pieces or post their thematic motifakes on
VKontakte public pages... A piece of academic music becomes a meme.

“Stuff like this”, said the composer’s note for a concert performance of one of Nasta-
sia’s works. Normal Music is the name of her debut album on Melodiya. In both cases,
the avatar of modesty and shyness (the music is just normal, not outstanding, and it’s
not even music, it’s just some stuff) conceals the assertion of her world and her under-
standing of normal. Normal is a traditional key; normal is resolution of the dominant
to the tonic; normal is ‘weakness’ of the material and the absence of habitual develop-
ment; normal is national instead of international... Postmodernism and madness of
the 20th century are replaced by metamodernism and normal of the 21st century. In
art, at least. Maybe this is a way out of the Russian dead-ends?

Sergei Uvarov

Nastasia Khrushcheva is a composer, pianist, and musicologist. She is an Associ-
ate Professor at the Department of History of Foreign Music of the St. Petersburg
Conservatory, member of the Union of Composers of Russia, and Ph.D. in History
of Arts. She is a winner of the Youth Prize of the Government of St. Petersburg
(2012), the Pythian Games Composer Competition (Interesting Cinema project,
2014), the St. Petersburg Theatre Prize Breakthrough (2015), special awards of ZIL
Cultural Center (Moscow, 2016). In 2020, she was listed in Sobaka magazine’s Top
50 Famous People of St. Petersburg. She is a multiple Golden Mask Award nominee
(2018 to 2020) for her theatre collaborations. Nastasia has written music for more
than thirty theatre performances, including productions of the BDT and the Alex-
andrinsky Theatre. Her symphonic music has been performed by the conductors
Fabio Mastrangelo, Ilya Ioff, Fedor Lednev, Alim Shakhmametyev, Alexei Nyaga,
and Mikhail Agrest. The composer’s symphonic and chamber music has been re-
leased on Melodiya and Fancy Music. She is an author of the monograph Metamod-
ernism in Music and Around It (Moscow: RIPOL-Classic, 2020), for which she was
awarded the Sergei Kuryokhin Prize in the category Best Text on Contemporary Art
(2020).

OpensoundOrchestra is a community of leading musicians in Moscow who spe-
cialize in contemporary music. Easily transformed from a chamber string quartet
to a full-fledged orchestra, they initiate and participate in bold musical projects
that cover both the latest sound art and the adjacent territories of Baroque, clas-
sical, theatre and film music. OpensoundOrchestra collaborates with key festivals
and art institutions, including the Prokofiev and Scriabin Museums, the Jewish
Museum and the Museum of Moscow, and performs on respected philharmonic
and club stages from the Great Hall of the Conservatory, the Tchaikovsky Concert



Hall and the Great Hall of Zaryadye to the Column Hall of the House of Unions
and the capital’s leading experimental venue, the DOM Cultural Center. One of
the activities of the orchestra is the support of contemporary Russian composers.
OpensoundOrchestra performs compositions specially created for them by young
authors, as well as replenishes its repertoire with works by already well-known
composers of modern Russia.

Stanislav Malyshev is a Russian violinist and conductor, Associate Professor at
the Moscow Conservatory. Stanislav has 20 years of experience performing and
recording the latest music as the first violinist of the quartet and concertmaster of
the ensemble Studio for New Music. During his time as a conductor (since 2016),
he has conducted Russian premieres of works by Gabriel Prokofiev, Pavel Karman-
ov, J6hann Jéhannsson and other composers at concert venues in Moscow: the
Zaryadye Halls, the Column Hall of the House of Unions, and the DOM Cultural
Center. In 2018, he created the OpensoundOrchestra, with which he performs as
a conductor and a soloist, records film music, and collaborates with young com-
posers and masters of the Russian music scene.

OPENSOUNDORCHESTRA

Violins: Sergey Boiko, Polina Galuza, Svetlana Gourji, Ivan Naborshchikov, Andrey
Rukhadze, Valeria Sidorenko, Andrey Sigeda, Ivan Subbotkin, Ekaterina Tsareva,
Inna Zilberman, Alyona Zinovieva
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