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JKaHp KamepHO# cMM@OHUM CTa/l OGHMM M3 IJIaBHBIX XaHPOB XX Beka,
OHAKO KOPHM €ro IPOMCXOXKIEHUS] HAXOHSATCS ITyOOKO B MCTOPUMU
My3bIkM. CUMGOHMYECKIUIT OPKeCTp, KaKk U kaHp cumdoHuu, copmmpo-
BaJICS TOJIbKO B cepeauHe XVIII Beka ¥ ero cocTas, ¥ CIIOCOOBI ITChbMa JIJIsSt
Hero GbUIM HATIPSIMYIO CBSI3aHbI C KJIIACCMYECKOJ TOHATbHOCTBIO U TOHAJIb-
HOJi rapMOHMeli. B mepBylo ouepeab TaKOii OPKECTP MODKEH ObUT 00e-
crievyBaTh XOpolliee 3ByuyaHye aKKOpP[0B, TO €CTb BePTUKAIbHbBIX CO3BY-
ynit. [IpeniiecTBoBaBLINiT CMMGOHNYECKOMY OpPKECTPY KOHCOPT 3IIOXU
06apOKKO COCTOSIT U3 APYTUX MHCTPYMEHTOB, OTIMYHBIX [0 KOHCTPYKIINM,
TeMOpy ¥ AMHaMMKe. B KOHCOpTe INIaBHOV ObIa HE BEPTUKAab, a TOPU-
30HTAajb, JIBV/OKEHME HEe3aBMCUMBIX APYT OT JApyra MeaoaudeckKux JTUMHUIA
(monmdonms). XoTs mondOoHMYEeCKNUH CKIaL My3bIKY, UAYIINIT CO BpeMeH
CpeIHEeBEeKOBbSI, M ObLT (PaKTUYECKM YHUUTOXKEH KIaCCUUEeCcKOil rapmMo-
Hueii B cepenye XVIII Beka, emie y baxa Mbl BcTpeuaeM Moj06HOTO pojia
CKJIaJl, MHCTPYMEHTOBKM, XOTSI y3Ke U € 60j1ee MO3THUMU MHCTPYMEHTAMM.

CuMdoHMUYECKMII OPKECTP KIACCUKOB OBLT M3PSAHO HapalleH POMaHTU-
KaMy, 6ypHOe MHCTPYMEHTa/JIbHOEe CTPOUTEIbCTBO IMPUBEIO K MPUHLIM-
MaJIbHO APYTOMY 3BYYaHMIO TYXOBBIX M HOBOMY OPKECTPOBOMY OajaHCy.
OIHOBpEeMEHHO pa3BMBAJIACh POMAHTUYECKasi rapMOHMS. 3aKaT POMaH-
TUYECKOTO OPKECTPa M POMAaHTUYECKOV TapMOHUM TIPUIIEJICS Ha HA4aIo
XX Beka, korma opkecTpbl Puxappa IllTpayca, Manepa, [lebroccu, paHHEro
CTpaBMHCKOTO CTaJIM MPEBOCXOOUTH COCTAaBbl KJIACCUKOB B TPU-UETBhIpE
pasa, a mpeneabHOE YCJIOKHEHME TapMOHUM TIPUBEJIO K pacnany Kiaccu-
YyeCKoil (YHKIMOHAIbHOV TOHAJbHOCTM, MaHMbeCcTpoBaHHO! YKaHOM-
Oununmnom Pamo emte B 1722 rony. Benukuit skcriepumeHTaTOp APHOJIB],
[IIén6epr TeM BpeMeHeM IOCTaBU/I 3aMeUaTe/IbHbII OITbIT.

OH npenapupoBa cuMmdoHMUecKuit opkecTp u3 150 My3bIKAaHTOB TaKUM
obpa3om, uTo caenan 6e3paboTHbIMMU 135 13 HUX, OCTAaBUB Ha CIIeHe TOJIbKO
15. BmecTo mectu QuieiT ocTasach OJHA, BMECTO JIECSITY BaJITOPH — JIBE,
a 13 BCell CTPYHHOJ IPYIIIBI OCTAJICS TOJbKO KBUHTET (IBE CKPUIIKY, aJIbT,
BMOJIOHYE/Tb, KOHTpabac). A mapTusi KakJIoro My3bIKaHTa IMpeBpaTuIach
(dbakTuUecku B COJIbHBIN BUPTYO3HbIN 3TIOA. Bce «ayccOHaHChI BpeMeH!»,
3a mpezesnbl KoTopbixX LIIEHGepT elje He BBIXOAMUI B TO BpeMsl, 3a3ByUalin
HeO0ObIYaiHO SICHO ¥ OTUETVIMBO B 00JIeTYeHHOM M OOHOBJIEHHOM COCTaBe.
CeTyt 6€CKOHEYHO Pa3BUBAMIINUXCS MeJoaAuii — rpad@uyeckux KOHTYpPOB
MY3BIKM — OIIBEUMBA/IM KaK ObI caMu ce6st M APYyT Apyra B IPUUYIIMBOM,
10 OOJIbIlIe}i YaCcTu CTPEMMUTEILHOM COIPUKOCHOBeHMM. M 3mech MHTe-
pecHo 3aMeTuTb, 4To IIIéHGepr o6paboTan 3Ty KamepHyio cMbOHMIO [T
60JIBIIIOTO COCTaBa OpPKeCTpa, MPUTOM BepCHuio, MPOo3BydaBlryilo B Jloc-
Anmkenece 27 mekabps 1936 roga, KOMIIO3UTOP CUET «MAKOLi Xce naacmuu-
HOIL... HO uepecuyp 2pOMKOLl 8 CPABHEHUU C MeM, Mo 8 Hell UBHAUAbHO 3aJ10-
sceHo». IlogymaeM Haj 9TUMM BbicKasbiBaHMeM [lIéH6epra. Begb kamepHast
cuM@OHMS M3HAYAIBHO CO3/IaBa/Iach KaK KaMepHOe COUMHeHMe, BhIpaska-
I0lllee HeuTo ropaso 60jee MHTUMHOeE, ueM «6osbIast» cum@oHus. Boipa-
3UTEJIbHOCTh KaMepPHbIX CMMQOHMIT U «KaMepHbBIX MY3bIK» Kyda OJIvsKe
K KBapTeTaM, KBMHTEeTaM U CEeKCTeTaM, YeM K CUM(OHUUYEeCKM IIpou3Be-
JEeHUSIM, ¥ 9TO CTAaHOBUTCS HEOThEMJ/IEMbIM CBOJICTBOM KaHpa.

B Cosetrckom Coio3e mepBbie 006pasiibl KaMepHbIX CUMGOHUIT COUM-
Hun Hukonaii PociaBelr, ocTaBUBIIMIA 10 ce6e HEOKOHUYEHHYIO [TepByio
(1926) u 3akoHueHHYI0 BTopywoo (1935) kamepHble cumdoHuu. Pocia-
Bell 6bUI pa3/aBiieH KkepHOBaMU COBETCKO Me0JIOTMUEeCKOi MalIMHbI
M HAZOJro 3a0bIT; 06e ero KaMepHbIX CMMOOHUM IIPO3BYUYaJN TOJIHKO



B KoHIIe XX Beka. Ceayroinye 06 pa3siibl JkaHpa MOSIBUINCH TOJIBKO B 60-€
roJibl, TOJIbI BTOPOIO aBaHrapza.

Kamepnasa cumdponus N2 1 6bi1a cos3maHa Hukonaem KapeTHUMKOBBIM
(1930-1994) B 1968 rony. CumdoHMs HamucaHa B CTPOroi momexkadoH-
HOJi TexHMKe. KapeTHUKOB ObUI eIVMHCTBEHHBIM COBETCKMM KOMITO3UTO-
POM, KOTOPBIii IPUMEHST OTKPbITHIN [IIEHOeproM momeKkadOHHbI METOI
COUMHEHMST MY3bIKM MOC/Ie0BaTeNbHO, U3 OHOTO COUMHEHMS B JIpyroe
(c 1959 roma u mo KoHIla Xu3HM). KoHeuHO, cepuitHble COUMHEHUST ObLIN
M Y APYTMX aBTOPOB €ro IMOKOJIeHMs, HO BCe OHM ObLIM rOpaszo Aablie
OT OPUTMHAJIA, TIPeCTaBIEHHOIO B TBOPUECTBE HOBOBEHIIEB. B 3TOM OTHO-
IeHuy TBOpYecTBO KapeTHMKOBA YHUKAIbHO. «S HUK020a He OMHOCUNCA
K 3moti mexHuKe YuCmo mamemamuuecku, 6cé nodeepezas ecezda Ciyxo80my
KoHmpoaw. M ecnu cmpozoe u3oxeHue 0asaio He ycmpausarnujuli MeHs
36YK, wen Ha HapyweHue» (H.KapeTHukoB). OQHO M3 OCHOBHBIX ITPaBUJI
noaekadoHUY — He TIOBTOPSITh 3BYK CepuM, TTIOKa He ITPO3BYYaT OCTa/IbHbIE
OIVHHAAIATh — He SBJSUIOCh [IJIT KOMITO3UMTOpa abcomoTHbIM: «Camas
3amemHas owubKa —cayuatiHo nosmopeHHwlil 38yK. 5 cnviuly — Kax pansus —
u uepes dee, u uepes uemsipe 0Kmaswsl. 3a0yMaHHwlii n08mMop — uHoe». lone-
KadoHus ns KapeTHukoBa — 3T0 CBOO601a B TOM CMBbIC/IE, B KOTOPOM O Heii
roBopui BebepH: «Tonbko meneps Cmaio 803MOMCHbIM COYUHSIMb COOM8Een-
CMBeHHO ceoeli 80J1bHOLl (hanma3suu, He 6YJyuu C8S3aHHbIM HUUEM, KPOMe
psada. Omo 38yuum napadokcanbHo: JUWb C IMUMU HEUMOBEPHO MECHBIMU
0K08aMU cmana 803MOXCHOU noaHas ceo6oda». B IlepBoit KaMepHOI CUM-
dboHun nBe yactu, MeajieHHas! (a/UIETPETTO) M CKepPIO, TAKKe HaIMCaH-
HOe B ymMepeHHOM Temmne. PakTypa 3[ech MyaHTUIUCTUUECKAs], B KOTO-
poJt OTIeNbHbIE MOTUBBI — STUEVKY T0aeKa(GOHHOM cepuu — BCIBIXMBAIOT

M TaCHYT, 00pa3ysl CBOEro pojia «TeMOpoBble Meaoauu». HCTPYMEeHThI
OyOMMpPYIOT OPYT Opyra, CMeHsIs 3BYKM-KPacKy «TeMOPOBOI MeoAun»:
ro6oJi 1 KIapHeT, BbICOKME CTPYHHbIE U KiaBecuH. [lepBasi Tema ImepBoit
YacTy SKCIIPECCHBHA, MOPBIBUCTA M M3MEHYMBA; BTOpAas, 3aBepIlaolia-
sIcsl TpeMst akKopZiamMu, 60Jiee CIIOKOTHA U BeiuvaBa. B pernpuse Temei ciie-
IVIOT B 0OpaTHOM Mopsiake. Bropast yacTh HaUMHAETCSI MeXaHUCTUYEeCKUM
IBVKeHMeM, HAalIOMMHAIONIMM OaJeTHYI0 MY3bIKY, POKIAOIINM acCOIM-
alyy C TAHIIAMM KYKOJI Wi MaHekKeHOB. OCO6GeHHO 3TO 3aMEeTHO B ITOJIN-
(GbOoHMUECKOM 3MM30/€e C «IIararimymM» 6acomM. 3a HUM cJieqyeT MeaJieH-
Hasl KoJla, HaIlOJTHEHHAsT GUTypauysiMyu KiaBecrHa Ha (POHe MCTauBaromuX
TOJIOCOB APYTUX MHCTPYMEHTOB (BO3MOYKHO, 9TO KOMIIEHCAIMSI OTCYTCTBY-
fomiero B ke Adagio).

«Confessiones» («McroBenn») Hukonas Kopagopda (1947-2001) - ogHO
"3 €ro MepBbIX COUMHEHUI, IPUHECIINX €My U3BECTHOCTh KakK CaMOOBIT-
HOMY U Jep3KOMY HOBATOPY; OHO ObIO COUMHEHO B 1979 romy 1mo 3akasy
Ancam6nst conuctoB opkecTpa Bosbiioro Tearpa. [Ipoussenenue 3amy-
MaHO KOMIO3UTOPOM B >XKaHpe MHCTPYMEHTA/JIbHOTO TeaTpa: MOoCTerneH-
HOe BKJIIOUEHMEe TOJI0COB-MHCTPYMEHTOB COUYETAeTCs C IOCTEeleHHbIM
MOsIBJIeHMEeM MY3bIKaHTOB Ha ClLleHe U UX YXOJIOM 110 3aBepIleHUI0 CBOeli
naptuu. Kopumopd mnpumMmeHsieT pasauvHble aBaHTapJHble TEeXHUKU —
MOJIUCTUIMCTUKY, COHOPUCTUKY, asieaTOpuKy. CTU/Ib 3TO KOMITO3ULIUM
caM aBTOP Ha3bIBaJl «HEOIKCIIPeCCUMOHU3MOM». COuMHeHMe HOCUT KaH-
poBoe o6o3HaueHme «CumM@poHMs 111 KaMepHOro opkectpa». OmHOYaCT-
Hasli CTPYKTypa SICHO pacmlajaeTcs Ha TpMU pasfeisa, cjleAyloluye IpyT
3a gpyrom 6e3 repepbiBa. OHM KOHTPACTHBI ¥ C TOYKM 3peHUS] MaTe-
puasna, ¥ ¢ TOYKU 3peHus TeXHUKU, U, KOHEeYHO, XapakTepa. HaunHaeTcs



cMbOHMS C HAIIeBHOJ, TOUTH (OJIBKIOPHOI TeMbI, KOTOpAsI OIJIeTaeTCsI
IPYTMMM TOJIOCAMM U KaTUTCS, YKe ITOUTH Hepas3anuumast, Briepe, o -
XBaueHHast BOJTHOJ 10 CaMO# KyJIbMUHALIMM — SKCIIPECCUBHOI KaJeHIUM
doprenmaHo M CKPUIIKM; OHA HEOXMIAHHO OOGPHIBAETCS UM CMEHSeTCs
BTOPBIM pa3gesioM. B HeM mpeo6iagaroT pe3kue, pa3opBaHHbIE BO Bpe-
MeHM 3BYKO(GOPMbI, COOMparoIyecs B ele 60ee MOIIHbI ITOTOK, 3aBep-
MIAIOLIMIICS XaOTUUECKOJ KyJIbMUHaIMeli-pa3BaaoM. KameHIys BMOJIOH-
yesu U ¢GaroTa B KOHIIE BTOPOJi YacTu mpeaBapseT GuHaJbHbIN pa3mern,
060061aINii 3MOLMOHATbHOE pa3BuTHMe 00pa3oB cuMdoHUKU. BHe-
3aITHO BKJIIOUaeTcs OHOrpaMMa, Ha KOTOPOJi 3alymcaH sKeHCKUii ToJ1oc,
TOIOIIMIA ITPOCTYI0 6ECCMBICTIEHHYIO TTIECEHKY, TIe B KaueCTBe TeKCTOBOIA
OCHOBBI B3T Ha6OP OTHEIbHBIX CJIOTOB, HATIOMMHAIONINX 3BYyYaHMe Cjia-
BSIHCKUX SI3BIKOB.

Kamepnas cumbonnst N2 1 daucona JenucoBa (1929-1996) 6bina Hamm-
caHa B 1982 romy. BoT 4TO roBOpUT O CBOEM COUMHEHMM CaM aBTOP B Gecejie
¢ my3bikoBeoM JIMuTtpuem lIyabruubim: «CouuHeHue 06110 HANUCAHO MHOU
no 3axkasy yuacmHukos Gppaqyy3ckozo ancamons “2E2M”, Komopbim pyKo8o-
oum ITonv Megaro, u um xe nocesuieHo.

CouuHeHue HanUCaHo 071 HECKOJIbKO YMEHbUIEHHO20 COCMABA KAMEPHO20 OpKe-
cmpa, Komopelii cetiuac oueHs pacnpocmpaed 80 eécem mupe... CumpoHus
cocmoum u3 mpex uacmeii. ITo o6weti KOHYenyuu — 3o MUnU4YHoe YuKAu4eckoe
couuHeHue, xoms 30ecb Hem HUKAKOL Hacmosiujetl, ckaxem, COHamMHoU popmol
U Hem HUKAK020 COHAMH020 UUKIA 8 CMAPOoM NOHUMAaHuu cnoea. ITepsas uacmo
30ecb 0CHOBHAs, 3amem udem 6Gbicmpo nposemaroujee, OYKBAJILHO Jiemsaujee
Ckepyo, NoOCmpoeHHOoe 8 OCHOBHOM KAK 0bl HA CIPEeMUMEIbHOM, KPYHauemcs

obpase eempa, a mpemssi Uacmy — 3MO CAMbIli HACMosAWuULi no 8cem opama-
mypeuieckum KaHoHaMm (puHan 8cezo COUUHEHUS, €20 HACMOAWULL umoz.

30ecb moHanbHOCMb, KAk hpasuio, uzbezaemcs u moJibkKo uHoz20d, 8 08UXCeHUU
axkkopoos, ecmb HebObUIUE ALI03UU HA Hee. Hanpumep, 8 Kode — 8 3aKaoull -
MeNbHbIX MaKmax, Koz0a My3slka 6cs Kaxk 0bl ucmausaem, ucueszaem 6om...
8 IMUX 8bICBEMIEHHBIX MPE3BYUUSIX.

B couuHeHuu ecmos 00UH BANCHBILI MOMEHM, He CO8CeM 00bIUHbIL 011 MAK020
HaHpa — 3mo 3nemMeHm KoHyepmuposaHus. Ho ces3aH oH 6osvlie 8cezo
C posuiem, KOmopbwlii KOHYepmupyem 30ecb 0COOeHHO Uacmo, a 8 uHase daxce
uzpaem 0080J1bHO 00JIbUIOE COIO KAK BNOJIHE CAMOCMOSIMEIbHbLI UHCMPY-
MeHmM. 3mo couuHeHue 0080JIbHO MHO20 UZPAIOCh PA3HbIMU AHCAMONSIMU
U 6blJI0 3aNUCAHO HA KOMNAKM-OUCK MOCKOBCKUM “AHcambiieM co8pemeH-
HOUl My3blKU”, HO ¢ He BuHozpadoswvim, a ¢ Baadumupom IIoHbKUHBIM, ecmb
HEeCKONbKO u dpyeux 3anuceti, Hanpumep, oueHb Xopoulas ¢ AneKcaHopom
Jlasapesbim».

VIMeHHO 3Ty 3amyucb, O KOTOPOJ TOBOPUT 3[eChb DAUCOH [leHMCOB, MbI
U mpejjaraeM BallemMy BHMMaHMIO. OHa BIlepBble BBIILIA Ha IUIACTMHKE
B 1989 roay. B ucrosiHeHMM TOTO ke AHCaMOJISI COMMCTOB Bosbiioro Tea-
Tpa Ioj, yrpasjieHueM AnekcaHapa JlasapeBa Ha ruiacTMHKe B 1980 ronoy
Obl1a BbINTyIeHa 3anmch cuMmdonnmu «Confessiones» Hukomast Kopugopda.
3ammch IMepBoit kKamepHoit cumdonmun Hukonast KapeTHukoBa my6amKy-
eTCs BIIEpBbIE.

@édop CogpoHros



Chamber symphony is one of the main genres of the 20th century, but its
origins lie deep in the history of music. Just like the genre of symphony,
the symphony orchestra took shape only in the middle of the 18th century.
Both its roster and the methods of composing for it were directly related to
classical tonality and tonal harmony. First of all, such an orchestra had to
provide well sounding chords, that is vertical consonances. The Baroque era
consort that preceded the symphony orchestra consisted of other instruments
that were different in design, timbre and dynamics. The main thing in the
consort was the horizontal not the vertical, that is the motion of melodic lines
that were independent of each other — polyphony. Although the polyphonic
type of music, which dates back to the Middle Ages, was actually destroyed
by classical harmony in the middle of the 18th century, we find a similar type
of instrumentation in Bach’s works, albeit with later instruments.

The classics’ symphony orchestra was considerably increased by the
romanticists. The booming craft of instrument-making led to a fundamentally
different sound of the wind instruments and a new orchestral balance.
At the same time, romantic harmony was developing. The decline of the
romantic orchestra and romantic harmony fell on the early 20th century,
when the orchestras of Richard Strauss, Mahler, Debussy, and early Stravinsky
were three or four times larger than the classics’ ones, and the extreme
complication of harmony led to the disintegration of the classical functional
tonality manifested by Jean-Philippe Rameau in 1722. In the meantime, the
great researcher Arnold Schoenberg carried out a remarkable experiment.

He dissected a symphony orchestra of 150 musicians in a way that 135 of
them got unemployed and only 15 remained. Instead of six flutes, only one

remained, instead of ten French horns — two, and of the entire string group,
only a quintet (two violins, a viola, a cello, and a double bass). Each musician’s
part actually turned into a virtuoso solo etude. All the ‘dissonances of time,’
which Schoenberg had not stepped beyond, sounded unusually clear and
distinct in a lightened and renewed ensemble. The nets of endlessly evolving
melodies - the graphic contours of music - sort of colored themselves and
each other in a whimsical, mostly rapid contact. Interestingly enough,
Schoenberg arranged this chamber symphony for a large orchestra. Moreover,
the composer considered the version that was performed in Los Angeles on
December 27, 1936, “completely clear and lucid, perhaps a bit too loud, which
may be because I have not weaned myself enough from the original”. Let’s think
about this statement. After all, the chamber symphony was originally created
as a chamber piece that expressed something much more intimate than
a ‘big’ symphony. The expressiveness of chamber symphonies and ‘chamber
musics’ is much closer to quartets, quintets and sextets than to symphonic
works, and this becomes an integral feature of the genre.

In the former Soviet Union, the first examples of chamber symphonies were
composed by Nikolai Roslavets who left us the unfinished First (1926) and
completed Second (1935) chamber symphonies. Roslavets was crushed by
the millstones of the Soviet ideological machine and forgotten for a long
time; both of his chamber symphonies were performed as late as at the end
of the 20th century. The next examples of the genre appeared in the ‘60s,
the years of the second avant-garde.

Nikolai Karetnikov (1930-1994) wrote his Chamber Symphony No. 1 in 1968.
A strict dodecaphonic technique prevails in the symphony. Karetnikov was



the only Soviet composer who consistently applied the dodecaphonic method
of composing discovered by Schoenberg time after time (from 1959 until
the end of his life). Of course, some other composers of his generation also
wrote serial works, but they were all much farther from the original presented
in the music of the representatives of the Second Viennese School. In this
respect, Karetnikov’s music is unique.

“I have never treated this technique purely mathematically, always subjecting
everything to auditory control. And if a strict exposition gave me a sound that
did not suit me, I’d go for a violation”, Karetnikov said. One of the basic rules
of dodecaphony — not to repeat the sound of the series until the other eleven
are heard — was not absolute for the composer: “The most noticeable mistake
is an accidentally repeated sound. I hear it, as falseness, after two and after
four octaves. A conceived repetition is different”. For Karetnikov, dodecaphony
is freedom in the sense in which Webern spoke of it: “Only now it is possible
to compose in free fantasy, adhering to nothing except the row. To put it quite
paradoxically, only through these unprecedented fetters complete freedom has
become possible!”

The First Chamber Symphony has two movements, a slow one (allegretto) and
a scherzo, also written at a moderate tempo. The texture here is pointillist,
with individual motifs — cells of the dodecaphonic series — flashing and
fading, forming a kind of ‘timbre melodies.” The instruments duplicate each
other, replacing the color sounds of the ‘timbre melody’: the oboe and the
clarinet, the high-pitched strings and the harpsichord. The initial theme of
the first movement is expressive, impetuous and changeable; the second one,
ending with three chords, is calmer and dignified. In the reprise, the themes

follow in reverse order. The second movement begins with a mechanical
motion reminiscent of ballet music, giving rise to associations with dances
of dolls or mannequins. It is particularly noticeable in the polyphonic bit
with a ‘stepping’ bass. It is followed by a slow coda filled with harpsichord
figurations against the background of fading voices of the other instruments
(perhaps this is a compensation for the missing Adagio in the cycle).

Nikolai Korndorf’s (1947-2001) Confessiones is one of his first works that
made him famous as an original and daring innovator. It was composed in
1979 at the commission of Chamber Ensemble of Soloists of the Bolshoi
Theatre Orchestra. The work was conceived by the composer in the genre of
instrumental theatre: gradual inclusion of instrumental voices is combined
with gradual appearance of the musicians on the stage and their departure
at the end of their part. Korndorf uses various avant-garde techniques —
polystylistics, sonorism, aleatoric composition. The composer referred to the
style of this piece as ‘neo-expressionism.’ The genre of the work is marked
as a ‘symphony for a chamber orchestra.” The one-movement structure is
clearly divided into three sections that follow one after the other without
interruption. They contrast with each other - both in terms of material and
in terms of technique, and, of course, character. The symphony begins with
a melodious, almost folkloric theme, which is entwined with the other voices
and rolls, already almost indistinguishable, forward picked up by the wave
until the very climax — an expressive cadenza of the piano and violin; then
it suddenly breaks off and is replaced by the second section. It is dominated
by sharp sound forms torn in time. They gather to generate an even more
powerful stream, ending in a chaotic collapse climax. The cadenza of the cello
and bassoon at the end of the second movement precedes the final section,



which summarizes the emotional development of the symphony’s images.
Suddenly we hear a recorded female voice singing a simple meaningless song
consisting of a set of random syllables, taken as a textual basis, reminding
the sound of the Slavic languages.

Chamber Symphony No. 1 by Edison Denisov (1929-1996) was written in
1982. This is what the composer says about his work in a conversation with
musicologist Dmitri Shulgin: “The piece was written by me at the commission
of the members of the French Ensemble 2E2M led by Paul Méfano. It is dedicated
to them.

The work was written for a somewhat reduced lineup of a chamber orchestra,
which is now very common throughout the world... The symphony consists of
three movements. In terms of general concept, it’s a typical cyclical composition,
although it has no real, say, sonata form, and it’s not a sonata cycle in the old
sense of the word. The first movement is the main one here, then there is a rapidly
passing, literally flying Scherzo built mainly on a swift, swirling image of the
wind, and the third movement is a real finale of the entire work according to all
dramatic canons, its real outcome.

Here, tonality is usually avoided and only sometimes, in the motion of the chords,
there are slight allusions to it. For example, in the coda — in the concluding bars,
when the music seems to be melting away, disappearing... in these lightened triads.

There is one important point about the work, which is not quite usual for such
a genre — it is the element of concert performance. But most of all it is connected

with the grand piano, which is played at concerts here especially often, and in the
finale it even plays a fairly large solo as a completely independent instrument.
This piece has been played quite a lot by different ensembles and recorded on
CD by the Moscow Ensemble of Contemporary Music featuring Vladimir Ponkin
not Vinogradov. There are several other recordings, for example, a very good
one with Alexander Lazarev”.

The recording mentioned by Edison Denisov is featured here. It first came
out on LP in 1989. Performed by the aforesaid Chamber Ensemble of Soloists
of the Bolshoi Theatre Orchestra led by Alexander Lazarev, a recording of
Nikolai Korndorf’s Confessiones was released in 1980. The recording of Nikolai
Karetnikov’s First Chamber Symphony sees the light of day for the first time.

Fyodor Sofronov



o>

MEAOAWUSI

3BYKOPEMWCCEPbI: METP KOHAPALLH, ANEKCAHIP LUTWU/bMAH, UFOPb CTIEMHEB SOUND ENGINEERS: PYOTR KONDRASHIN, ALEXANDER SHTILMAN, IGOR SLEPNEV
PEMACTEPUHT: HALIEAIA PALIYTUHA REMASTERING: NADEZHDA RADUGINA
PYKOBOMMTE/N NPOEKTA: PROJECT SUPERVISOR: ANDREY KRICHEVSKIY
AHIPER KPUYEBCKMiA, KAPUHA ABPAMAH LABEL MANAGER: KARINA ABRAMYAN
BbIMYCKAOLLMM PELAKTOP: HATANbA CTOPYAK EXECUTIVE EDITOR: NATALIA STORCHAK
[IM3AVIH: TPUTOPUIA HYKOB DESIGN: GRIGORY ZHUKOV
MEPEBO/L: HUKOMAM KY3HELIOB TRANSLATION: NIKOLAI KUZNETSOV
LIMOPOBOE W3LAHME: [IMUTPUIA MACIIAKOB, POMAH TOMJIAHKMH DIGITAL RELEASE: DMITRY MASLYAKQV, ROMAN TOMLYANKIN

MEL C0 0785

® A0 OUPMA MENOAINA, 2021. 123423, MOCKBA, KAPAMBILLIEBCKAA HABEPEXHAA, [1. 44, INFO@MELODY.SU
BHUMAHME! BCE NPABA 3ALLMLLEHDI. BOCMPOU3BEAEHME (KOMUPOBAHME), CLIAYA B MTPOKAT, NYB/IMYHOE UCMBNHEHWE
W NEPEAYA B 30UP BE3 PA3PELLEHWA NPABOOGATATENA 3ANPELLIEHDI.

WARNING: ALL RIGHTS RESERVED. UNAUTHORISED COPYING, REPRODUCTION, HIRING, LENDING, PUBLIC PERFORMANCE AND BROADCASTING PROHIBITED.
LICENCES FOR PUBLIC PERFORMANCE OR BROADCASTING MAY BE OBTAINED FROM JSC «FIRMA MELODIYA», KARAMYSHEVSKAYA NABEREZHNAYA 44, MOSCOW, RUSSIA, 123423, INFO@MELODY.SU.
IN THE UNITED STATES OF AMERICA UNAUTHORISED REPRODUCTION OF THIS RECORDING IS PROHIBITED BY FEDERAL LAW-AND SUBJECT TO CRIMINAL PROSECUTION.

|\« /FIRMAMELODIYA WWW.MELODY.SU



https://www.facebook.com/firmamelodiya/
https://www.instagram.com/firmamelodiya/
https://twitter.com/firmamelodiya
http://melody.su
https://vk.com/firmamelodiya

