rnobanbHbI AManor KyabTyp, Ha KaXXAO0M 3Tane
KOTOPOro MPOUCXOAUT TPAHCAALMNSA CMbICTOBbIX
3HaKOB OAEX/Abl N 3a/I0XKEHHbIX B HUX 06pa30B.
HanpasneHHble Ha NOAAEP>KKY MONOAbIX TalaHTOB
MeXXAyHapOAHble KOHKYPCbl MOJIOAbIX AV3aiHEPOB

npesHa3HauyeHbl N8 CO34aHNsA 6e3rpaHnyYHOro
TBOPYECKOro NpPOCTpaHCTBa. TPYAHO NepeoLeHnTb
OrPOMHOE BUAHME KOHKYPCOB Ha COBPEMEHHYHO
TBOPYECKYH XM3Hb Poccmm 1 nepcnekTvB pa3Butus
WHAYCTPUN MOZbI.
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CHRISTIAN CONCEPT OF M. MUSSORGSKY'S
CREATIVITY AND THE GNESSIN FESTIVAL: DIALOGUE
IN THE COMPOSER'S HOMELAND, 2025

Summary: An educational youth project, the Gnessin
Festival: Dialogue in the Composer’s Homeland, debuted
in Moscow and Velikiye Luki in March 2025 to commemo-
rate the 130th anniversary of the Gnessin system of music
education. The festival became a creative continuation of
the scientific work that the author of the annotated article
has been conducting for many years. The work is aimed at
studying the monuments of musical art, in particular, Rus-
sian opera, from the point of view of spirituality.

By spirituality we mean Christocentrism. The article
specifies the meaning of this concept in connection with
M. Mussorgsky’s operatic works and tells about the concert
program of the Festival Opening in its relation to the com-
poser’s personality and vocation. At the suggestion of the
author of the project, fragments of the operas, Boris Go-

dunov and Khovanshchina, were performed as the open-
ing of the concert in order to show in practice the semantic
features of the Christian concept of creativity.

The article is accompanied by an open letter from Ve-
likiye Luki musicians to the Rector of the Gnessin Russian
Academy of Music, laureate of the Russian Government
Prize, artistic director and conductor of the Altro Coro Gnes-
sin Ensemble of Contemporary Choral Music, A. Ryzhinsky,
with gratitude for the concerts, master classes, excursions
at the Festival, and an assessment of the experimental
concert program of the project opening.

Keywords: M. Mussorgsky, Christianity, the Gnessin Fes-
tival: Dialogue in the Composer’s Homeland, Altro Coro,
Kant, Svetoch, opera, Boris Godunov, Khovanshchina

The Artist’s Calling

The life of M. Mussorgsky is connected with the
opera genre by strong bonds of “truth, no matter
how salty it is”, which he wanted to reveal "to man
and humanity”. As is known, Modest Mussorgsky
is the author of four operas: two tragedies — Bo-
ris Godunov and Khovanshchina, and two come-
dies — The Marriage and Sorochintsy Fair. If there

The artistic depiction of beauty alone, in its
material meaning, is crude childishness, the
childhood of art. The subtlest features of human
nature and the human masses, the persistent
poking around in these little-known countries,
conquering them — this is the

true calling of an artist.

Modest Mussorgsky

had been enough time to implement the idea of
Pugachevshchina, the number of tragedies would
have increased to three, and the composer “could
have been compared with ancient Greek authors”
[11], for whom exactly such amount of works was
a pass to the big stage in order to influence a large
number of people with their creativity.
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It seems that the composer’s operatic legacy’s
broad relevance is connected with Mussorgsky's
research of the “subtle features of human nature”,
leading him to the universal issue of spiritual exist-
ence, which he then revealed from a Christian per-
spective. We have discussed the Christocentricity of
Mussorgsky's work in detail in a series of scientific
articles [16, 18, 19, 20, etc.]. The concert program
allowed us to discover this content in the compos-
er's music. However, before we consider the prac-
tical part of the project, let us highlight the main
point, in our opinion, in determining the spiritual-
ity of the composer’s work.

When the topic of “subtle matters” comes up in
research, attention is primarily drawn to the duality
of dramatic plans, which in turn reflect the duality
of the universe. Scientists draw conclusions about
the relationship between the visible “plot” world and
the invisible “supraplot” or about the “paradoxical
harmony” of the good and the evil in the charac-
ters’ images. Note that such manifestations of the
metaphysical are characteristic not only of Christian
culture, but also of all its branches and even pagan-
ism. In connection with Mussorgsky's creative work,
a more precise spiritual perspective is also indicat-
ed — correlation with biblical texts up to citation.

However, to determine Christocentrism, in our
opinion, the listed evidence is not enough. "You be-
lieve that there is one God. Good! Even the demons
believe that — and shudder,” says the Epistle of the
Apostle James, “But do you want to know <...> that
faith without good deeds is useless?” (James 2:20).
The "deed” performed by a Christian is Salvation.
“There is nothing that would be as important for us
as salvation — a word that is familiar to all Ortho-
dox Christians and desired by all of us. Salvation is
the central meaning and main task of our faith.” It
is also seen as the key definition of the spirituality
of art, including Mussorgsky's operatic work — in
the focus on the salvation of people.

So, what kind of salvation can we talk about
when in the tragedies Boris Godunov and Khovan-
shchina, an infinite number of people, heading for
death and dying before the eyes of the audience,
are brought onto the stage? Indeed, Modest Mus-
sorgsky, like no one else, responds to the suffer-
ing of “man and humanity” and broadcasts them
“live” in the opera plot. However, he would not be
an Orthodox Christian if he focused only on this
terrible side of life and did not point out the com-
mon path of salvation for everyone — the Christian
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one. This path runs through the spiritual, internal
sphere, and not at all the social, external, as was
customary to interpret in the previous revolution-
ary century of our history.

Do Mussorgsky's opera heroes know about this
spiritual component of life, or are they so busy with
the arrangement of the earthly kingdom that they
completely forget about the Kingdom of Heaven?
“They have not rejected you. They have rejected
me from being their king” (1 Samuel 7:8) — these
words could be an epigraph to the composer’s op-
eratic work. They are true for most of the charac-
ters shown, “individual” and “collective”, according
to modern classification. The composer proposed
a different classification, connected precisely with
the idea of Salvation: “gossipers” who are sure that
they are "Orthodox”, but in fact violate the Gospel
commandments, even to the point of killing their
close ones, even the Tsar himself.

There are two truly Orthodox among the partici-
pants in the action in both tragic operas by Mussorg-
sky. The operas Boris Godunov and Khovanshchina
can be called tragedies since only the “little flock”
embarks on the path of Salvation: Boris in the first
opera and the Streltsy in the second. And they are
transformed in the process of action, responding to
Divine grace with humility and prayer. It is precisely
these saving stages of spiritual life, in accordance
with the teaching of the Church [5, 15], that Mus-
sorgsky points out. Moreover, Modest Mussorg-
sky carefully “measured” his life and work, as well
as the fate of his opera heroes, historical compa-
triots, and the fate of the country that depends on
them, in spiritual categories.

“ am a man, and all sides of human nastiness
are accessible to me, as well as some good human
sides,” writes Modest Mussorgsky, “just give free
rein to passions, as they say. | have not given in
this regard and will not give, as long as | have the
strength.” The composer’s strength was enough
for four operas and a little more than four decades
of life. In terms of his heartfelt attention to “man
and humanity” and the effective saving help that
is embedded in his work, Mussorgsky can be com-
pared, no more and no less, to Christ Himself. Ac-
cording to Saint Demetrius of Rostov, this is what
the life of every person consists of — becoming like
God: "the image of God is even in the soul of an
unfaithful person, but the likeness is only in a vir-
tuous Christian” [3].

To Grab the Heart

The concert program included liturgical hymnog-
raphy familiar to Modest Mussorgsky to reflect on
the composer’s spiritual life. The Altro Coro Gnes-
sin Ensemble of Contemporary Choral Music, the
artistic director and conductor of which is the lau-
reate of the Russian Government Prize, Rector of
the Gnessin Russian Academy of Music, A. Ryzhin-
sky, presented a concert program, "Masterpieces of
Russian Sacred Music of the 19th-20th Centuries”,
with which the ensemble is touring in Russia and
abroad. The liturgical hymns were interpreted by
composers of generations following M. Mussorg-
sky: P. Tchaikovsky, S. Rachmaninoff, P. Chesnok-
ov, V. Kalinnikov, N. Golovanov. The quotation of
Mussorgsky's letters, preceding the musical num-
bers, was also aimed at creating a hagiographic at-
mosphere.

The ensemble’s performance opened and closed
with the performance of chants accompanying the
preparation of the Holy Gifts at the Divine Liturgy.
At the beginning, "We sing to Thee” and “It is tru-
ly worthy” were performed in the interpretation of
Tchaikovsky; at the end — “Glory to the Father and
to the Son”, “Only Begotten Son”, and “We sing to
Thee” in the interpretation of Rachmaninoff. The
chants of the Liturgy opened up to the listeners the
spiritual space that accompanied the life of Modest
Mussorgsky from an early age. “Handwritten doc-
uments found in the Velikiye Luki archive indicate
that the composer’s paternal and maternal ancestors
were exemplary parishioners of the Odigitrievskaya
Church in Poshivkino. From an early age, Modest
and his brother Filaret went to church with their
parents and, as recorded in confessional records,
"attended confession and Holy Communion” [13].

The chants, "Rejoice, Virgin Mary” and “Our Fa-
ther”, prompted us to silently sing along with the
choir, repeating word for word the most important
prayers in the life of every Christian. The interpre-
tations by Rachmaninoff and Golovanov, despite
the apparent simplicity of the sound, are intended
for professionals; they were performed immateri-

In the ladder of nature’s creativity, Man
is the highest organism (at least on Earth), and this
highest organism has the gift of speech and voice...

If it is possible, strictly obeying the artistic
instinct in catching human vocal intonations,
to grab the heart, then shouldn't we do this?
M. Mussorgsky

ally subtle and at the same time filled with the har-
monies of a musical ladder that leads both authors,
performers, and listeners to spiritual abodes. The
chants of Golovanov are a recent discovery of the
Gnessin Ensemble. Golovanov's music is restrained
and at the same time so piercing that one wants
to "talk” about it, quietly recalling the singing that
goes “from heart to heart”: “...and forgive us our
debts, as we forgive our debtors; and lead us not
into temptation, but deliver us from the evil one”.

The kontakion of the Akathist to the Sweetest
Jesus, "O most sweet and all-generous Jesus”, and
the hymn of the Midnight Office, “Your invincible
wall... O Virgin Mary”, were interpreted in music
by P. Chesnokov. The composer collected liturgical
texts in the choral cycle “In the Days of Battle". Pav-
el Chesnokov knew about “battle” (struggle) from
his own experience, including external, quite ma-
terial. Let us recall that the composer was the last
choirmaster of the Cathedral of Christ the Savior,
survived the destruction of the Cathedral, which
stopped the possibility of musical address to God in
it - he stopped writing sacred music. Somewhat na-
ive in light of the folk genre, the choirs of Chesnok-
ov sound like an instruction to us: having Christian
faith, culture, state — let us preserve it. Mussorgsky
spoke about such unity: “Life is a struggle; strug-
gle is strength, and strength is unity, i.e. communi-
ty of vital interests, delights, sufferings, and curses
of primordial evil".

In the most ancient Christian texts, “unity and
community” are felt especially clearly, as if they are
heard from the invincible Paradise. The Altro Coro
ensemble performed the chants “Quiet Light”, “Now
lettest thou me depart” by V. Kalinnikov, and, per-
haps, the less common text of the Psalm, “Where
shall | go from thy Spirit”". These are the earliest texts
in the history of Christian culture, they touching-
ly convey our childish age in relation to Christ - to
Love. In this music, there is extraordinary tender-
ness, comparable to motherly affection or love, in
fear of offending or wounding the purity of feel-
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ing. Mussorgsky was close to both of these states.
His attitude towards his mother, Yulia Chirikova,
was most tender (the festival participants visited
her parents’ estate on a tour) and his attitude to-
wards his “distant” beloved, Nadezhda Opochini-
na, was most quiet.

Mussorgsky communicated with the Opochin-
ins while working on Boris Godunov and discussed
his plans with Nadezhda when he was conceiving
Khovanshchina [21]. Opochinina was one of the
composer’'s most truthful interlocutors and a real
connoisseur of the “novelty” of his work. “This nov-
elty is as old as the original sin,” Modest Mussorg-
sky told his colleagues when they initially admired
the unusual sound of his music. He himself strove
for a different kind of novelty, and called it “prom-
ised”. Mussorgsky's call “to new shores!” is unfor-
gettable in the memory of descendants. However,
not everyone knows the full statement: “to seek
these shores, to seek tirelessly, without fear or em-

barrassment,” to seek in order to “stand firmly on
the promised land” [11]. So, what is this “promised
land” of art?

“If | take the wings of the morning and settle at
the farthest limits of the sea, even there your hand
shall lead me, and your right hand shall hold me
fast” — the answer sounds clear in the chorus by V.
Kalinnikov, written to the verses of Psalm 138. In
the works of Mussorgsky, one must listen to the an-
swer to the question about the “promised novelty”.
This was the theme of the festival's operatic intro-
duction, consisting of fragments from the operas
Boris Godunov and Khovanshchina. To perform the
opera fragments, we involved the Svetoch Folk-
lore Ensemble of 3rd-year students of the Choral
and Solo Folk Singing Department of the Gnessin
Russian Academy of Music, under the direction of
senior lecturer S. Belova, and the Kant Velikiye Luki
Chamber Choir, under the direction of Yu. Shtonda.

And Ever Delight

Three complete numbers were chosen from Mus-
sorgsky's operatic masterpieces to present the Chris-
tocentric concept of the composer’'s work. The first
is Marfa’'s Song, “The young one walked through
all the forests and swamps”, from the third act of
the folk drama Khovanshchina. The second one is
the Lament of the People, “How are you leaving us,
our father”, from the Prologue of the opera Boris
Godunov. This choir can be called a lament due to
the penitential text and the character of the melo-
dy [9]. The third one is the Streltsy Prayer, “Lord, do
not let anyone offend”, from the third act of Kho-
vanshchina. We will tell you about the combination
of these fragments and the artistic tasks that were
set for the performers.

Marfa’s song was performed by a third-year stu-
dent of the Choral and Solo Folk Singing Depart-
ment, soloist of the Svetoch Folklore Ensemble,
Arina Dyanova, accompanied by a guslar, a gradu-
ate of the Gnessin Russian Academy of Music, Daniil
Fedorkov. Another number belonging to another
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...There are the most subtle features that escape

the grasp, features that no one has touched: to notice

and study them..., to study them with all one’s being
and feed them to humanity, like a healthy dish that
has not yet been tasted. That is the task!

Delight and ever delight!

Modest Mussorgsky

character from Boris Godunov and Khovanshchina
could have been in place of this song. The main
thing was the performer’s interpretation, which al-
lowed us to discern the internal problem of spirit-
uality behind the lofty statements involving religious
associations. In Marfa’s part, the associations form
an obsessive idea, “Like God's candles, you and |
will light up...”, the melody set to these words is
repeated many times in the opera Khovanshchina,
attracting special attention. Let us concretise the
concept of spirituality.

“Having entered with attention” into the life of
modern society, Mussorgsky saw that people had
stopped fighting the evil within themselves, that is,
they had stopped living a spiritual life. Instead, they
fight with their close ones, whom they are com-
manded to love. In other words, all the characters
violate the Gospel. The deceit of the observed sit-
uation is that no one sees their fall. On the contra-
ry, the fight against one'’s close ones is perceived
as a fight against evil, and people consider them-

selves almost righteous [18]. The Holy Fathers call
such a spiritual state "delusion”, Mussorgsky, in the
popular language, aptly called it “gossip”. It is the
state of “man and humanity”, plunged into decep-
tion about themselves as the best and, therefore,
destroying others. And it was shown at the begin-
ning of the concert introduction using the exam-
ple of Marfa's Song.

We divided the six verses according to their con-
tent. In the first part (verses 1-3), which tells the
story of the unfortunate “young one” who lost her
lover, one cannot help but feel sympathy for the
heroine. Marfa’s narration does not tear one’s soul,
but rather gives the impression of calm reflection,
which can be explained by her outward “good na-
ture” and readiness to suffer for the sake of love
— "she pricked all her little feet”. The singer’s voice
sounded appropriately in these verses — like a spring
warmed by the sun’s rays. When planning the ar-
rangement of the orchestral accompaniment for
performance on the gusli, we tried to preserve the
principles of the texture organisation as conceived
by the composer. In the transparent verse-variation
form, the texture traditionally has great expressive
significance.

In the first verse, "The young one went through
/ all the meadows and swamps; / All the meadows
and swamps, / and all the hayfields”, the gusli play-
er echoed the melody of the song with the addition
of harmonic notes on the strong beat of the bar.
In the second verse, "My little feet were trampled
/ were pricked / all the time looking for my belov-
ed”, the gusli, due to technical characteristics, could
not follow the author’'s chromatic backing vocals;
however, the idea of syncopation corresponding to
“pricked feet” was preserved with an amendment
for expansion. In the orchestra, syncopation is given
within the beat (on “i”), in the arrangement it was
necessary to put syncopation on the weak beats of
the bar (on 2 and 4) in order to eliminate the fuss
of movements and taking into account resonance,
that is, to slow down the accompaniment. In the
third verse, "As the little one crept up / to that tow-
er, / | knocked on the window, / | clanged the ring-
ing ring”, the gusli sang along, easily duplicating
the melody, creating a feeling of a cautious, quiet
“crept up... stomp... stomp”.

In the second part of the Song (verses 4-6), the
image of Marfa changes, becomes, frankly speak-
ing, scary, even evil. From the very first word of the
fourth verse, “"Remember, remember, my dear, / ah,

don't forget how you swore; / | suffered many nights,
/ all the while enjoying your oath”, as if another per-
son was singing. Not “stomp, knock, crept up”, not
a confused, tender seeker of a “lost” groom, but a
cold-blooded accuser! The soloist, who performed
Marfa's part, responded precisely with a concen-
trated restraint of voice to the heroine’s different
character! The dark excitement of the sound of this
verse was given by the tremolo as the main accom-
paniment technique in the gusli part.

“In the margins”, it can be noted that Marfa's
Song has as its precursor Natasha's last scenes
from the First Act of the opera Rusalka by A. Dar-
gomyzhsky. For example, the reminder in Marfa’s
part, “don’t forget how you swore”, follows Nata-
sha’s, “and probably they are free to cry and swear
to us in love!”, etc. The parallel is exact not only in
individual scenes, but in the structure of the image
with the final intention to take revenge on the of-
fender, which happens in both operas [17]. Nata-
sha, transformed into Rusalka, deceives the culprit
of her troubles into the river. “Deceived by passion”
Marfa, as Musorgsky said about his heroine, burns
Prince Andrei in the prayer house. Unlike the un-
ambiguity of Natasha, who loves, and Rusalka, who
hates, Marfa (like Mussorgsky's other characters) is
terrible in her confidence in her love for her close
one, against whom she is at enmity.

The fifth verse, “You have fallen out of love with
the young one, / you have ruined her in freedom,
/ so you will sense in evil captivity / the hateful,
evil schismatic”, was supported by the gusli with a
hymn-like strumming, the singer’s voice sounded
majestic. However, “the golden strings did not jin-
gle about the daring glory”, as in M. Glinka and A.
Pushkin’s Ruslan and Lyudmila, they jingled about
the destructive power of Marfa, who is confident
in her own rightness. Why she is “evil” is explained
in the sixth verse: “6. Like God's candles, / we will
light up with you. / Around the brothers in flame,
/ and in smoke, and in fire / souls rush”. This final
verse is usually performed very lightly, even rev-
erently, as a kind of revelation. It is amazing how
one can confuse Marfa's dreams, which go beyond
the limits of reason and are deadly dangerous for
her close ones, with her supposedly prophetic gift!

1.  The last verse, filled with “candle” halluci-
nations, borders on obsession, despite the words:
"God ... let us warm ourselves ... brothers ... souls
...". Its performance at the opening concert did not
take place, it was postponed until a time when the
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terrible image of the heroine, which is required to
be created in this verse, will not be dangerous for
the young performer of the part, “living” every state.
The owner of an amazing voice, Arina Dyanova, in
Marfa's Song presented the listener with “man and
humanity” in all “truth, no matter how salty”, boldly
revealing the inner lack of spirituality from which
it is necessary to seek salvation. The establishment

of the saving Christian path was shown in the next
two numbers of the opera’s opening sequence: in
the Lament of the People, “To whom are you aban-
doning us, our father!”, from the Prologue of the
opera Boris Godunov and in the Prayer of the Strelt-
sy, “Lord, do not let us be offended”, from the Third
Act of the opera Khovanshchina.

Dressed in a Risque...

In Mussorgsky’s operatic dramaturgy, the need
to pray can be called the culmination. Each char-
acter, regardless of their position in society, the
amount of musical time that their part takes up,
etc, is placed by the composer before it. The first
stage of spiritual life, humility [5, 15], is shown as
leading to prayer. Prayer is an appeal to God, the
restoration of spiritual communication, for which
man was created. Humility is the vision of one's
own deplorable state, which prompts a person to
turn to the Savior for help. Hand in hand, humili-
ty and prayer are ready to pass through the parts
of all the heroes. However, not all of them are rec-
ognised, not all of the heroes respond to them. In
the opening of the concert, we considered the im-
ages of the Muscovite townspeople from the op-
era Boris Godunov and the Streltsy warriors from
Khovanshchina.

The prayer of the Streltsy could have been shown
in the context in which it was given by the compos-
er - in the Third Act of the opera, where the two
sought-after states are succinctly and vividly desig-
nated. The Third Act ends with a prayer. It sounds
after Prince Khovansky's appeal to the Streltsy; he
refuses to “lead” his subordinates “into battle” and
sends them "home” to await “the decision of fate”.
For the Streltsy, Khovansky is a god who obscures
the True God with his imaginary greatness. Aban-
doned by their earthly “Father”, only the Streltsy
are able to turn to the Heavenly Father. Thus, Mus-
sorgsky shows the spiritualisation of the Streltsy in
the Prayer. Here, in the finale of the Third Act, the
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Who feels man in the timid whisper of nature or in

its formidable militia; Who sees and seems in the warm

sunset, through the misty haze, in a rebellious run,

the last cloud dressed in a pink risque: fleeting youth,

a moment of fleeting happiness, and then a reckless
impenetrable night, and sorrow, and confusion....
M. Mussorgsky

preceding state, humility, is also shown. It is desig-
nated in the "Song of the Streltsy about Gossip” [20].

The "baba-gossip”, as has already been noted, is
a popular, apt image of universal human deception:
"Fear, fear, young men, the gossip of an evil-wicked
woman, who threatens with evil troubles that pun-
ish the entire human race.” The Streltsy call all the
participants in the action in turn gossipers, and be-
fore that, they themselves are exposed — by their
own wives. In general, the vision of sin (“gossip”)
shown by Mussorgsky and the determination to
fight, "gossipers, gossipers — to court!”, are signs
of humility. True, as it happens in life, determina-
tion first leads to the erroneous appeal, “Father, fa-
ther, come out to us... lead us into battle”. However,
when Khovansky refuses to help, a natural redirec-
tion occurs: "Lord, with Your mercy, do not let the
enemies harm us and protect us and our homes".

Thus, in the finale of the Third Act of Khovan-
shchina, the Streltsy part shows both initial stages
of spiritual life — humility and prayer. With the ef-
forts of the Festival participants, we could not stage
this scene in its entirety, so only the Prayer from
Khovanshchina was performed. Humility was evi-
denced by other music, namely the Lament of the
People, "To whom are you abandoning us, our fa-
ther!”, from the Prologue of the opera Boris Godu-
nov. Such a substitution of numbers is surprisingly
possible due to the single Christological concept of
both operas. True, the wailing people in Boris do not
rise to prayer. Let us recall that in the same Prologue,
when Shchelkalov appeals “let us kneel before God,
Orthodox people!”, the people are dumbfounded-

ly silent, not understanding what the Duma Clerk
wants from them.

Performed by the choir, “To whom are you aban-
doning us, our father!”, the main thing for us was to
discover the genre basis — lamentation, since this is
what testifies to the humble state of the soul. Accord-
ing to the source studies of researchers, the choir
is written in the likeness of a penitential spiritual
verse [9], that is, it is really a lamentation about one's
sins before the Savior who is walking to suffer. “In
the terrible scarcity of our time in teachers of true
prayer,” wrote Saint Ignatius Brianchaninov, “let us
choose lamentation as our teachers and guides. It
will teach prayer and save us from self-delusion”
[4]. Sincere lamentation — this is how we wanted
to show the choir, “To whom are you abandoning
us, our father!”. In this, the most difficult thing for
the performers was to break away from the gen-
erally accepted sound that had sunk into memory.

As is known, the people, that is, the Moscow
townspeople, sing in the Prologue “under the stick”
of the Bailiff. They pronounce the text with an em-
phatic indifference, not even trying to put syllables
into words, and words into thoughtful sentences.
Moreover, the continuous syllabic fragmentation of
the text ("who are you leaving us for, o-our father!”,
Ha K0-20 mbl HAC No-Ku-0ae-ews, 0-mey Haw) re-
fers not only to the recklessness of the singers, but
also creates a comic affect. In the history of the op-
era genre, the inability to formulate thoughts ho-
listically is characteristic of comic characters. At the
concert, we abandoned such a “lowered” sound and
forced kneeling. Our singers sang standing up, Svet-
lana Belova lined up the performers, members of
the Svetoch ensemble, in several lines. The choris-
ters came out on stage as if for a battle...

To “clean up” the genre, we paid attention to the
wave-like structure of the melodic phrases, charac-
teristic of crying: a movement that rises and lingers
at the top and then freely falls. For greater persua-
siveness, we compared the author's text with an
authentic lament, focusing on a fairy tale with lam-
entations, “The Grandfather and the Fox”, record-
ed in a village close to Mussorgsky's native places
(Lugovino village, Usvyatsky district, Pskov region).
| was introduced to the tale during the preparation
of the Gnessin Festival by M. Amirkhanyan, the head
of the Zaryanitsa Folklore Ensemble of the Mus-
sorgsky Children’s Music School from Velikiye Luki.
At the Moscow concert of the Festival in the Musi-
cal Drawing Room of the Shuvalova House of the

Gnessin Russian Academy of Music on March 15,
the “Fairy Tale with Lamentations” was performed
by the soloist of this ensemble, as well as another
one specially prepared by Pskov singers, "Golosh-
enie na kukukushki”. The lamentable accent of the
Moscow performance created a genre base for our
searches in the choir, “To whom are you leaving us,
our father!”.

Let us briefly outline how the task was solved.
In the choir, we identified six lamentable waves.
In relation to each other, they represent variants.
Some of them are associated with the “capture” of
a new peak, which has the function of a culmina-
tion, a special semantic accent. In the first line of
the choir, among the words sounding at the peak,
the pronoun “us” was emphasised: “1. To whom
are you leaving US, our father!”. Let us note that
in the generally accepted performance, the inter-
rogative phrase “to whom” was emphasised. The
singers’ attention to themselves, "us”, is charac-
teristic of repentance; in this state, a person looks
deep into themself, freezing from what they saw...
We emphasised “us” with a fermata, which we ap-
proached without the accents accepted on each
syllable, which have already been discussed. Thus,
we "“collected” the melodic-textual line into a wave
of lamentation. It sounded expressive and under-
standable.

With the variant repetition of the melody in the
second line, "2. Ah, who are YOU leaving it to, my
DEar!!” (Ax, Ha koeo-0a Tbl ocmasngews, POoumsili!),
a new peak is captured in comparison with the first
line. We paid special attention to this so that the lis-
tener would also understand the address, "you”, as
a higher semantic level. Following the composer, we
highlighted both the new peak “you” and the one
that was already there by slowing down — here it
fell at the beginning of the word “dear” (podumeiti).
The variant singing was also expressed in the fact
that both peaks are marked by intonation “sobs”
(descending second). In the word "podumelii”, be-
cause of this, the literary stress was unexpectedly
violated, and the musical bar was transferred to the
weak beat. This gave the performance truthfulness:
how do you know on what syllable or beat of the
bar the tearful sob will happen?

In the third line, "3. We, ORphans, beg you, with
tears, with grief” (Mer mebs Cipomel npocum, moaum,
co cnesamu, co 2o-pro-4u-mu), we highlighted the
beginning of the word “orphans” (CWpomei), and
then strengthened “with grief” (co 2o-pro-uu-mu)
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with syllabic accents. Moreover, in the fourth line, “4.
Have mercy, have mercy, BO-yar fa-ther” (Cmusytics,
cmunytica, bO-a-puH 6a-mrow-ka), we highlighted
the word “boyar” and sang “fa-ther” with empha-
sis. Here begins the repetition of words, breaking
up the wave of crying. They resemble an echo — a
far-fetched cry and its reflection: “Have mercy, have
mercy”. In the fifth line, the breaking up continues:
“5. Our father, our father. Breadwinner, breadwin-
ner” (Omey Haw, omey Haw. Kopmusey, kopmusaey).
The first word in the pair was performed vividly by
the children; when arranging for a folk ensemble,
Svetlana Belova suggested giving the initial words
to female voices, and the repeated word was picked
up more quietly in the lower register by male voic-
es. In general, there were three fractional waves:
"Have mercy ...", "Our father ...", "Breadwinner ...".
Finally, in the sixth line, Mussorgsky further reduc-
es the waves of crying and excludes words, leaving
a cry on the sound “a”. We combined the marked
sounds into two waves, three quartoli in each, and
finished by gathering the voices at a point that, in
relation to all the other peaks of the melodic lines,
can be designated as the culmination: "6. A-a-a-a
/ a-a-a-a/ a-a-a-a// A-a-a-a/a-a-a-a/a-a-a-a//
A". At this peak, in the sound of tense minor har-
mony, the quotation of the choir, “To whom are you
leaving us, our father!”, stopped. The fear of aban-
donment by God (“leaving us”) was saved by the
Prayer, “Lord, with Your mercy, do not let the en-
emies offend us, protect us and our homes”. The
Kant Chamber Choir, which was on stage during
the performance of the previous two numbers, en-
tered with the Prayer without delay - attaca subito.
For the Kant Choir, the performance of the Strelt-
sy Prayer is a special event. For the Gnessin Festival
program, the musicians restored a fragment of the
folk drama by Mussorgsky, which several decades

ago was a symbol of the spiritual direction of the
group’s work; at that time, the choir was led by its
founder and conductor, T. Dudko. In the Kant per-
formance program, the Prayer has always testified
to the understanding by its participants of the Chris-
tocentric nature of Mussorgsky's work, which was
testified to, in the composer’'s homeland in Velikiye
Luki, by the writer, member of the Writers’ Union
of the USSR, and participant of the first Kant choir,
N. Novikov. In the current concert, the Prayer was
conducted by Yu. Shtonda.

In the book Mussorgsky's Prayer, Nikolai Novik-
ov cites an amazing fact that was told to him by
the unforgettable performer of the part of Boris,
soloist of the Bolshoi Theatre, People’s Artist of
the USSR, E. Nesterenko. We are talking about the
tradition of encores of the Prayer from the Third
Act of Khovanshchina, which has developed among
foreign opera audiences. It would seem that what
kind of “chorus” is this, whose volume corresponds
to the task of harmony? However, what is its sav-
ing content, if listeners of different countries and
generations cannot stop joining the Prayer: "Lord,
do not let the enemies offend us, protect us and
our homes with Your mercy!”. No other Prayer can
be compared with this, except for Boris Godunov's
appeal to God from the composer’s first operat-
ic tragedy [18].

The opening of the festival concert ended with
the Saving Prayer, and then each of the participants
in the opera experiment presented their own short
program in dialogue with the work of Mussorgsky
and with each other, logically leading up to the per-
formance of the Altro Coro Gnessin ensemble of
contemporary choral music, which was discussed
at the beginning of the article.

What | Do is Understood

In the performance of the Kant choir, special
attention was paid to the work of G. Sviridov. The
performance of Georgy Sviridov's works next to the
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...Further, even further on the good path; what | do is
understood, with great zeal for the new shores of

the still boundless art! To seek these shores, to seek
tirelessly, without fear and embarrassment and to
stand firmly on the promised land — this is

the great exciting task!

M. Mussorgsky

music of Mussorgsky impressed me even when |
first became acquainted with the Kant choir — at
the musical festival of the International Conference

for the 185th anniversary of M. Mussorgsky (Velik-
iye Luki, 2024). At our concert, the Kant's program
was presented in an abbreviated version, supported
by quotations from Mussorgsky's letters and Svir-
idov's diaries, which reveal "unity, i.e., a communi-
ty of vital interests, delights, sufferings, and curses
on primordial evil” [11] at a distance of a century.
The composers’ views on the purpose of art also
coincide: “The Russian soul,” Sviridov wrote in the
20th century, "does not know where to go. Art can
show the way!".

The prayer from the folk drama Khovanshchina
by Mussorgsky was “continued” in the music by
Sviridov to the text of a kontakion, “Having seen
a strange Nativity”, from the Akathist to the Most
Holy Theotokos. Looking through the pages of Sviri-
dov's repertoire, the Kant Chamber Choir performed
“Three Poems by A. Pushkin”: "Where is our rose,
my friends?”, “There is a city in Russia called Luga”,
"If life deceives you". It is impossible not to hear the
last poem in relation to the events of the last years
of Mussorgsky'’s life. When his contemporaries and
colleagues in the composer's workshop, who had
previously bestowed upon him the title of “brilliant”
(which, by his own admission, made Mussorgsky
feel hot and cold), subjected the composer to such
harsh discussions that they forced him to test his
creative discoveries "until he was sweating blood”
— "it cannot be that | am wrong in everything, it
cannot be” [11].

It was difficult for the creator, for whom “art is
not a goal, but a means of communication” [11], to
lose the understanding of those whom the com-
poser considered his close ones. With music to the
words of Pushkin, Sviridov seems to console Mod-
est Mussorgsky: “If life deceives you, / do not be
sad, do not be angry! / On the day of despond-
ency, humble yourself: / The day of joy, believe,
will come. / The heart lives in the future ... “. In the
preface to the release of the Complete Academic
Works of Mussorgsky, Sviridov wrote, testifying to
the understanding of the composer's “life purpose”
by future generations: “Mussorgsky was, in the full
sense of the word, a singer of Russia. Its destinies,
its pain and joys fill his work, his whole life, and his
entire artistic imagination... Through music, he told
us his view of the fate of our people, his view of
human nature and the meaning of his life...” [22].

The Kant choir ended their performance with an
arrangement for choir and piano of the piece “The
Old Castle” from the cycle “Pictures at an Exhibi-

tion” by Mussorgsky. The idea of “The Old Castle”
as a repetitive and sound, owing to the dynam-
ics, closer and closer “coming” to the listener were
replicated by Maurice Ravel, the author of the or-
chestral version of “Pictures at an Exhibition”, in his
creative work. He spoke of the hypnotic growth of
“Bolero” as “madness”: “Be careful, you will end up
writing Bolero!” Mussorgsky treated his music dif-
ferently. His "Old Castle” is a symbol of an endless
(immortal) path, which may seem strange only to
those who find the path of Christ strange. "l have
taken the cross upon myself,” writes Mussorgsky,
"and with my head held high | will go... to a bright,
righteous goal, to true art that loves man, living for
their joy, their grief, and suffering.”

“Joy, grief, and suffering” in the sound of the
folk voices of the Svetoch Folklore Ensemble was
consciously initiated by us in the concert program.
In his scores, Modest Mussorgsky did not note the
authentic manner of singing; in his time, it was not
widespread in professional music. Tradition was cer-
tainly kept in mind in the choral and solo parts of
the characters. The participation of the folk group
in the performance of fragments of the operas, in
our opinion, allowed fruitfully to stir up the per-
forming tradition that had taken hold on the ac-
ademic stage. It seems that the future of Russian
opera lies in such creative experiments. In general,
folk singing gave truthfulness and organicity to the
concert program dedicated to Musorgsky.

The Svetoch folklore ensemble under the di-
rection and with the participation of S. Belova per-
formed the spiritual verse, “The good shepherd is
looking for a poor sheep: without Him, it will per-
ish, He feels sorry for it”, the long drawn-out song,
“Our youth is passing, our old age has come, like a
cold winter”, the dance, “I noticed a cheerful look,
really noticed”. A solo performance was performed
by a 3rd year student of the Department of Cho-
ral and Solo Folk Singing, Roman Arzhaev, who ac-
companied himself on the gusli. He performed a
composition by modern folk composer S. Staros-
tin, which we will call “spiritual reality”. It is related
to the work of Mussorgsky in the vision of his own
fall — "Deep, deep is the water in the well. / Deeper
than that is my melancholy ...", which heals a per-
son, opening the way to heaven — "High above the
clouds, the falcon flew. Higher than that is my joy.
My love is higher than that".

Let us also rejoice at how our experimental con-
cert program with the presentation of fragments
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from the operas Boris Godunov and Khovanshchi-
na was born from the idea of a researcher and re-
hearsals of performers passionate about their work.
This miracle of creativity and human trust will re-
main with each of us — participants in the dialogue
with the composer through his music, letters, com-
positions of like-minded people of the past and fu-
ture generations. Having challenged the “gossip”
following Modest Mussorgsky, our musicians re-
peated his creative feat — they inspired with art,
“showed the way". The soloist of the Svetoch folk-
lore ensemble, Roman Arzhaev, writes about how
accurate this was: "The concert was like a challenge.
We were catching the elusive thread between the
past and the present. Mussorgsky — he is not just
a composer, he is an echo, a resonant echo of the
Russian soul <...> A trip, yes... More like a pilgrim-
age. To the roots, to myself, to the Russian idea that
does not want to die. Thank God".

APPENDIX

An open letter-feedback on the educational youth
project, the Gnessin Festival: Dialogue in the Home-
land of Composer Modest Mussorgsky, Velikiye Luki,
Moscow, 2025.

Dear Alexander Sergeevich, dear Gnessinites,

Thank you so much for the project, the Gnes-
sin Festival: Dialogue in the Composer’'s Homeland,
which was not accidentally started on the Veliki-
ye Luki land - the birthplace of Modest Petrovich
Mussorgsky.

The staff of our institution has been waiting for
such a project to appear for many years. Starting
with the creation of the Kant Chamber Choir from
music lovers on the foundation of the Centre for
Aesthetic Education, now the Centre Children’s Art
School; through the competitions of young artists,
“Pictures at an Exhibition”, and as a continuation
of the plein air, Creative Dachas, in the homeland
of Mussorgsky, which we hold; finishing with an in-
ternational conference for the anniversary of Mus-
sorgsky, first organised in Velikiye Luki to the 175th
anniversary of the composer and inspired by the
archival research of N. Novikov, the opening of the
Memorial Museum-Estate of M. Mussorgsky in the
village of Naumovo, which at that time belonged to
the Velikolukskaya region (now the Kunyinsky dis-
trict of the Pskov region).
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In 2024, a modern researcher of the composer’s
work, PhD in Art History, Associate Professor of the
Music History Department of the Gnessin Russian
Academy of Music, Svetlana Anatolyevna Pavlova,
visited the anniversary conference to the 185th an-
niversary of M. Mussorgsky in our city. According to
Svetlana Anatolyevna, she was moved by what she
saw and heard in Mussorgsky's homeland: deep ser-
vice to music in a deep city. The musicologist came
up with the idea of a creative dialogue between the
Gnessinians and Velikiye Luki groups, teachers, and
students of musical institutions, which grew into an
educational youth project the Gnessin Festival: Dia-
logue in the Homeland of Composer Modest Mus-
sorgsky, 2025. When asked how this professional
and public Event was realised, the author of the
project invariably answers: “only together”.

The educational youth project, the Gnessin Fes-
tival: Dialogue in the Homeland of Composer Mod-
est Mussorgsky, 2025, was supported by the Rector
of the Gnessin Russian Academy of Music, Doctor
of Arts, Professor, laureate of the Russian Govern-
ment Prize, Alexander Sergeevich Ryzhinsky. We
thank you, dear Alexander Sergeevich, for your ef-
fective support of the author's initiative and for
your creative participation in the project, which is
aimed at uniting our joint efforts to preserve and
develop domestic musical culture!

The scale of the project is amazing — not only
concerts of Muscovites, but also a return visit to
Moscow of soloists and groups from Mussorgsky's
homeland. Not only concerts, but also master class-
es of wonderful teachers — historians, pianists, the-
orists. Moreover, excursions to museums: the estate
of Mussorgsky and the apartment of E. Gnesina. The
festival events were held during four March days
on the eve of the composer’s birthday; they were
organised at the highest professional level, which
is very important to us. It was the attitude to their
specialty, the dedication with which the teachers and
students worked. The Gnessin students showed an
example of serving their craft, music, and art. Bravo!!!

The opening concert of the Festival and a mas-
ter class, "Mussorgsky — a musical artist”, in the
Musical Literature specialty held by Associate Pro-
fessor of the Music History Department of the Gnes-
sin Russian Academy of Music, Candidate of Art
History, Yuri Vyacheslavovich Vasiliev, took place
at our Centre Children’s Music School in Velikiye
Luki. Other master classes were held at the Mu-
sorgsky Children’s Music School, Velikiye Luki; they

were conducted by Associate Professor of the De-
partment of Chamber Ensemble and Quartet of the
Gnessin Russian Academy of Music, laureate of in-
ternational competitions, Irina Vitalievna Silivanova
(Piano and Piano Ensemble) and Associate Professor
of the Department of Analytical Musicology, PhD
in Art History, composer Anna Viktorovna Klepova
(Solfeggio and Composition).

The meeting with Yuri Vyacheslavovich took place
on March 12. The broadcast to the Concert Hall of
the Centre Children’s Art School was conducted
from the very heart of the Gnessin Russian Acade-
my of Music — the Memorial Museum-Apartment
of the founder of the music factory, Elena Fabiano-
vna Gnesina, which we, participants and honored
guests of the festival, visited with an excursion lat-
er, on the day of the Moscow return concert. We
thank Yuri Vyacheslavovich for a fascinating online
lesson that united students and teachers of two
departments, Music and Art, of the Velikiye Luki
Children’s Art Schools. For all participants and lis-
teners of the master class, the creator of the Fes-
tival prepared certificates signed by the Rector of
the Gnessin Russian Academy of Music, Alexander
Sergeevich Ryzhinsky.

| would like to dwell on the concert that took
place in Velikiye Luki on March 13. First of all, | would
like to say about the Altro Coro Gnessin ensemble
of contemporary choral music, which performed on
the Velikiye Luki land with the program “Masterpiec-
es of Russian sacred music of the 19th-20th cen-
turies”. The audience left the hall in tears, not only
because few academic groups visit us, but because
they touched the soul with their singing, discovered
such depths in sacred music, sang so prayerfully,
reverently, with such an unearthly sound, so heart-
felt... The listeners were endlessly grateful: “How
many positive emotions! Music is given by God, for
the consolation of the human soul”. These are the
words of a primary school teacher, Tatyana Zaleso-
va. Not a single person remained indifferent. The
concert was a consolation of the human Soul. Enor-
mous gratitude to the creator, artistic director and
conductor of Altro Coro, the Rector of the Gnessin
Russian Academy of Music, Alexander Sergeyevich
Ryzhinsky! Gratitude to his assistants, Denis Moro-
zov and Maximilian Chikhachev, and gratitude to
his comrades, his co-creators. This concert will re-
main in the memory of Velikie Luki residents for a
long time and will help them live on.

There was not a single indifferent singer, and
these are people who comprehend the secret of
choral music. How | would like to imagine that these
wonderful young conductors will “go” all around
Mother Rus’, creating their own choral groups, and
our Motherland will sing, as it once did. Help, Lord,
to understand that they are needed not only in the
capitals, but also in the Province, which has always
been Russia’s strong point.

The Svetoch Folklore Ensemble of 3rd-year stu-
dents of the Choral and Solo Folk Singing Depart-
ment of the Gnessin Russian Academy of Music, led
by senior lecturer, laureate of international competi-
tions, Svetlana Yuryevna Belova, was another shock
of the Velikiye Luki concert. This is the sound of our
Russian folk, a genuine, true, deep essence that lives
in every Russian person. In the depths of centu-
ries, tunes, words, harmonies matured... Here they
are before us — as they once sounded in villages,
at festivities, at get-togethers... Now we can touch
this Russian musical, centuries-old history only on
stage. In life, it disappeared, like the city of Kitezh
did. The guardians of ancient Russian culture are
professional musicians — teachers and students, as
well as amateur groups, like our Zaryanitsa folklore
ensemble (which participated in the Moscow con-
cert of the festival). | liked the unusual light, flying
sound, subtle nuances of Svetoch. Spiritual verse,
Drawn-out song... The other side is Dance, but again
no forcing of the sound...

And what about the choirs and songs from Mus-
sorgsky's operas?

The performance of fragments of the folk dra-
mas Boris Godunov and Khovanshchina, written, as
is known, for academic singing, by the Svetoch folk
ensemble is the fruit of the creative collaboration
of the ensemble with the creator of the festival
project, Svetlana Anatolyevna Pavlova, who pro-
posed to interpret the composer’'s music in a new
way. We have a special love for the operatic tradi-
tion of performing Mussorgsky, because in the last
century, the leading soloists of the Bolshoi Thea-
tre, admirers of the composer’s work, were frequent
guests of his Museum and our guests. The perfor-
mance of opera fragments by Svetoch surprised
with the organic sound. They sang somehow espe-
cially richly, voluminously, and, at the same time,
these were like thoughts out loud. The intonations
of lamentation from the Prologue of Boris Godunov
manifested in a folk way, with a lament, with tears.
Marfa’'s song from the opera Khovanshchina, per-
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formed by the ensemble’s soloist, Arina Dyanova,
sounded like a truly folk song, very fresh, not in a
big voice, heartfelt.

We sincerely thank Svetlana Anatolyevna Pavlova,
the creator and organizer of the project the Gnessin
Festival: DIALOGUE in the Composer’'s Homeland!
We thank all Gnessinites who responded to this
youth educational project! We heard not only new
magnificent musical groups for us, but we heard a
new Mussorgsky! Including in the annotations of
the project creator, who acted as the host of the
Festival concerts both in Velikiye Luki and in Mos-
cow. The annotations made a stunning impression.
On the one hand, very delicate, not putting on dis-
play, and on the other — deep, filled with Mussorg-
sky's thoughts, his speech, his unique intonations.
Not a single empty phrase, not a single thoughtless
quote... “Delight and everlasting delight.”

On the way to Moscow on March 14, all the festi-
val participants, both from Velikie Luki and Gnessin-
ites, had the opportunity to pay homage to the
memory of Modest Petrovich Mussorgsky in his na-
tive places! In the village of Karevo, we literally had
to break through the rain and wind to the compos-
er's monument, rising on a high hill above Lake
Zhizhtsa. However, our happy faces in the photo-
graph (of which, according to the apt remark of Al-
exander Sergeevich Ryzhinsky, Modest Petrovich will
be the most recognizable in these conditions) for-
ever captured the moment of a joyful battle with
the elements. More than a hundred people from
the festival landing party emerged victorious from
it, the further landing point of which was the Chirik-
ov estate (the parents of the composer's mother) in
the village of Naumovo, where the Memorial Mu-
seum-Estate of M. Mussorgsky is located.

The museum dialogue in the estate of M. P. Mus-
sorgsky was unusually well planned and took place.
Thus, the detailed excursion, “Life and personality of
M. P. Mussorgsky”, was conducted by the director
of the museum-estate, Lidiya Nikolaevna Dmitrie-
va, and the estate staff presented a game program,
“Everyday Life of Peasants of the Pskov Province”.
The director of the museum-apartment of E. F. Gne-
sina, senior lecturer of the History of Music Depart-
ment of the Gnessin Russian Academy of Music,
laureate of international competitions, Andrei Al-
eksandrovich Gaponov, gave a lecture, “"Elena Fabi-
anovna Gnesina and her Musical Environment”, in
the White Hall of the estate. An interesting story-
teller, an erudite, an excellent master of the instru-
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ment, Andrei Aleksandrovich charmed the audience
and later met us in Moscow at the Elena Fabiano-
vha museum.

The return concert in the capital took place on
March 15 in the Musical Drawing Room of the Shu-
valova House. How the Moscow audience received
us! Such creative communication took place with
the musicians of the Gnesinka! Up to the exchange
of arrangements of Rachmaninov’s music, which in-
terested the capital’s performers (by the way, the
arrangements were made for our musicians by a
graduate of the Gnessin School)! Soloists and groups
from Velikiye Luki — artists of the Philharmonic of
the Centre Children’s Art School, the Kant Honored
Folk Art Group Chamber Choir (artistic director and
conductor — Yulia Shtonda), the Zaryanitsa Peo-
ple’'s Folklore Ensemble of the Mussorgsky Chil-
dren’s Music School (artistic director — Honored
Worker of Culture of the Pskov Region, holder of
the honorary title “Soul of the Pskov Land”, Marga-
rita Amirkhanyan), sounded worthy on the Gnessin
stage. For us, this is a great inspiration and joy of
the movement “"Forward! To New Shores of Art!".

At the Moscow concert, the Head of the Music
History Department, Doctor of Art History, Doctor
of Psychology, professor, and well-known public
figure, Dina Konstantinovna Kirnarskaya, addressed
the festival participants with a welcoming speech.
Together with the creator of the project, Svetlana
Anatolyevna Pavlova, she presented us with Grati-
tude from the Rector of the Gnessin Russian Acad-
emy of Music, Alexander Sergeevich Ryzhinsky. It is
especially pleasant that the gratitude to the lecturer
and art critic, Olga Nikolaevna Novikova, who is the
editor of the unique archival work by N. S. Novik-
ov, a resident of Velikie Luki and a member of the
Union of Writers of Russia, “Musorgsky’s Prayer”,
was expressed in a dialogue with gratitude to the
writer, candidate of philological sciences, associ-
ate professor of the Gorky Literary Institute, the au-
thor of the monograph “Musorgsky” from the series
“The Life of Remarkable People” of the Molodaya
Gvardiya publishing house, member of the Union
of Writers of Russia, Sergei Romanovich Fedyakin.
Both of them were presented as Honorary Guests
of the Gnessin Festival.

Again and again we thank dear Gnessinians for
the festival of music, creative communication! Our
impressions of the printed materials prepared by
the creator of the Gnessin Festival project could not
remain unexpressed! These are memorable posters

with a “flying” logo and gratitude letters to the fes-
tival participants, programs with the written texts
of each piece performed at the concert, and finally,
this is the Booklet (only with a capital letter), which
you do not want to let go of, but look at, read, be
surprised by the photographs, texts, be amazed
that we got here and look very worthy next to such
Masters... The Booklet, like the Project, is thought
out in detail, there are no trifles in it, everything is
written either in “oil” or "watercolour”, depending
on the tasks.

“Our festival is aimed at uniting the Big and Small
Shores of the Motherland — Russia...”, the creator
writes in the introductory part of the Booklet. How
necessary it is for us in our small towns to feel the
breath of modern life of musical art, and for Gnessin-
ians to hear our heartbeat and understand that we
are alive and waiting for such projects, to feel again

the strength to continue to fight for genuine art in
our small homeland.

How good that the project is “multi-series”, since
we have many brilliant, great, and simply excellent
composers. | would like to wish Gnessinians new in-
spirations, new readings, new compositions, and, of
course, talented youth. Svetlana Anatolyevna Pavlo-
va, we love you, wish you mighty health, a good rest
in the summer and inspiration for a new Dialogue.”

March 17, 2025

Founder, first Artistic Director and conductor of
the Kant Honored Folk Art Collective Chamber Choir,
founder of the Centre for Aesthetic Education, now
a teacher at the Centre Children’s Art School in Ve-
likiye Luki, Tatyana Mikhailovna Dudko.

Director of the Centre Children’s Art School, so-
loist of the Centre Philharmonic, Natalia Anatoly-
evna Plekhanova.
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CBetniaHa AHaTtoJsibeBHa [laBnoBa

JoueHT kabeapbl UCTOPUN MY3bIKM

Poccuiickas akageMus My3blKM UMeHU THeCHbIX
e-mail: hymnography@yandex.ru

MockBa, Poccus

ORCID: 0000-0002-1042-0397

XPUCTUNAHCKAA KOHLEMLUWA TBOPYECTBA
M. M. MYCOPICKOTO W THECUHCKWIA ®ECTUBAJIb
‘AVNAJION HA POAVHE KOMTO3UTOPA™ 2025

AHHomayus: B mapme 2025 2o0a k 130-nemuto He-
CUHCKOUI cucmemsl My3blKaabH020 06pazosaHus e Mockee
u Besukux Jlykax debromuposasn npocaemumensckuli Mo-
N1008XHbIl npoekm «[HecuHckul gpecmusans “Juanoe Ha
poduHe komMno3umopa“». Pecmueasis cMaa MeopYeckum
npodoskeHueMm Hay4Hol pabomel, KOMopyr asmop aH-
Homupyemoli cmameu 8edém yxe MHozo0 siem. Paboma
HanpassieHa Ha usy4yeHue NAMAMHUKO8 My3blKa1bHO20
uckyccmea, 8 HacmHocmu — pycckol onepel, ¢ MoYKu
3peHus dyxosHocmu.

100 dyxo8HOCMbIO Mbl NOHUMAeM XpUCMoyeHmpuy-
Hocme. B cmamee ymouHaemcs 3Ha4yeHue 3mo2o NoHs-
mus 8 ceA3u ¢ onepHeiM meopyecmeom M. [1. Mycopackozo
U pacckassieaemcs o KoHyepmHou npozpamme Omkpei-
mus gpecmusans 8 ee OMHOWEHUU K IUYHOCMU U npu3ea-
Huro komnozumopa. 1o npedaoxeHuro asmopa npoekma

8 kayecmae 3acmasku KoHyepma bbiau ucnosHeHel gpaz-
MeHmeol onep «bopuc 00yHo8» U «X0B8AHWUHAG» C meM,
umobel Ha NpakMuke NOKA3amMeb CMbIC/108ble 0COOEHHO-
CMu XpucmuaHckol KoHyenyuu meop4yecmea.

K cmamee npunazaemcs Omkpeimoe nuceMo eesiu-
KOJlyKCKUX My3blKaHmos pekmopy PAM umeHu HecuHeblx,
naypeamy lNpemuu lMpasumenscmea P®, xydoxecmeeH-
HoMy pykosodumesnto u dupuxepy HecuHcko2o aHcambs
cospemeHHoU xoposoli My3biku «Altro coro» A. C. PbIXXUH-
ckoMy ¢ 61a200apHOCMbIO O KOHYepmax, Macmep-kaaccax,
aKkckypcusax Pecmueass u oyeHKol 3KcnepumeHmansHoU
KoHYyepmHoU npozpammel Omkpeimus npoekma.

Knroueseie cnosa: M. I1. Mycopackud, XpucmuaHcmeo,
onepeol «bopuc ModyHoe» u «XosaHwjuHa», HecuHckul
gdecmusane «fjuanoe Ha poduHe komnosumopa», «Altro
coro», «KaHm», «Ceemou.

«I'IpmssaHme XYAO>XKHUKa»

«XydoxecmeaeHHoe u3obpaxxkeHue 00HoU Kpacomel,

8 MamepuasabHOM eé 3HavyeHuu, — epyboe pebsyecmeo —

demckuli so3pacm uckyccmeaa. ToH4yaliwue yepmel

npupoab/ yesiogeka U 4YesogeHeckux MAcc, Hasoulsiusoe

KO8bIpAHUEe 8 Smux MasouzeedaHHbIx cCmpaHax u

3dsoesdHue Ux — 80m Hacmosduwee npussaHue XyaO)KHUKG».

Modecm Mycopeckudi !

1. M3 nucema B. B. Cracosy (110). Metepbypr 18 oktabps 1872 r. [11]

C onepHbIM XaHpom xu3Hb M. . Mycoprckoro
CBA3aHa KPenknuMm y3amu «npasgbl, Kak Obl HY Obina
COJIOHa», KOTOPYHO OH XOTes OTKPbITb «4eNOBEKY U

yesnoBeyecTBy». Kak n3sectHo, Mogect NeTposBuy
— aBTOp YeTblpéx onep: ABYX Tpareanin — «bopuc
foayHOB» U «XOBaHLMHa», N ABYX KOMeAU —
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«KeHuntbba» 1 «CopoumnHckasa apmapka»'. Ecam
6bl XBaTUI0 BPEMEHW Ha BOMIOLLEHME 3aMbICia
«lyrayeBLlWMWHbI», TO KONNYECTBO Tpareaunin
YBEANYMAOCh Bbl 0 TPEX, U KOMMNO3UTOPa «MOXHO
6b110 6bl CPABHUTb C APEBHErPEUYECKMMIN aBTOPaMm»
[11], AnA KOTOPbIX NMEHHO Takoe KOJNMYECTBO
Npou3BeAeHMn BblNO NPONYCKOM Ha 60abLUYHO
CLeHy, 4YTObbl BO34€eCTBOBaTb CBOUM TBOPUYECTBOM
Ha 6oblLOEe KOANYECTBO NHOAEN.

MpeacTaBaseTcs, 4To MacwTabHoe 3HaueHne
OMNEpPHOro Hacneansa KOMMO3UTOpPa CBA3aHO C TeM,
UTO B pe3yabTaTe U3YUYEHUA «TOHYAWMLLIMX YepT
npupoabl Yenoseka» M. . Mycoprckuia Bbiwen
Ha oblweuyenoBeyveckyto Npobiemy AyXOBHOM
SKM3HU U packpbli ee C MO3NLUN XPUCTUAHMUHA.
MoapOHBHO O XPUCTOLEHTPUYHOCTM? TBOpUECTBa
M. 1. Mycoprckoro mMbl roBOpUAN B CEPUN HaYUHbIX
ctater [16, 18, 19, 20 u gp.]. KoHuepTHas nporpaMma
no3BoJinAa O6HapPYXXUTb 3TO CoAep>KaHWe nepes,
cnylwaTensmMmu B caMoW My3blke KOMMNo3uTopa. Ho
npexgje Yem pacckasaTb O MPaKTUYECKON YacTu
npoekTa, BblAeNNM F1aBHOE, Ha Halw B3rnaj, B
onpeAeneHnn LyXOBHOCTU U XPUCTOLLEHTPUUHOCTH.

Koraa B nccnesoBaHMAX 3aX0ANT peUb O «TOHKMX
MaTepusax» TBopyectsa M. . Mycoprckoro, BHMMaHune
npuBaeKaeT npexgje BCEro ABOWNCTBEHHOCTb
CMbIC/IOBOrO COAEep>XaHua, oTpaxkarolwas B CBOKO
oyepesb ABONCTBEHHOCTb MUPO3JaHUA. YUeHbIMU
JenatoTcs BbiBOAbl O B3aMMOCBA3M BUAUMOrO
«CHOXXETHOrO» M1Pa 1 HEBUAMMOTO «HaJCHOXXETHOro»
WAN O «NapajoKcaibHOW rapMoOHUU» gobpa u
371a U T. N. 3aMeTUM, YTO NoA06HbIE NPOABAEHMUA
MeTadn3MYeCKOro CBOMCTBEHHbI HE TOJbKO
XPVICTUAHCKOW KyNbType, HO 1 BCEM ee OTBETBIEHNAM
n faxe asblvectsy. B cea3um ¢ TBOpyecTsom M. I1.
Mycoprckoro 0603HayeH 1 6oee TOUHbIN AYXOBHbIN
paKypc — COOTHeceHMne ¢ bnbaenckmmn TekcTamm
BMJOTb A0 LUTUPOBAHMA.

Ho ans onpeseneHnsa XpnUCTOLLEHTPUUYHOCTY,
Ha Hal B3rnf4, NepevYmcieHHbIX CBUAETENbCTB
HepgocTaTouHO. «Tbl Bepyelwb, 4To bor eaunH:

1. ToBopuTtb 06 aBTOpcTBe M. 1. Mycoprckoro B CBsi3u C one-
poii «Canamb0», kak 370 66110 cAeNnaHo Ha pecTmBane «Halw
Mycoprckuin. 13 raybuHbl...» (2024), He koppekTHo. Komno-
3UTOP OCO3HaHHO He CTan 3aBepLuaTb 3ambicen «Canambo»,
OCTaHOBUBLLUMCb Ha HabpocKax OTAeNbHbIX 3Nn30408B. Mpea-
CTaB/IfETCA, 3TO pelleHne 6bi10 06yCNOBNEHO OTCYTCTBMEM
B ctoxeTe «Canambo» JlyXOBHOrO COAeP KaHUA, BblpaxeHune
KOTOPOro ABAAETCH «HACMOAWUM NpU3BAHUEM XYOOXKHUKA».
MoapobHee 0 AyXOBHOCTM TBOPYECTBA KOMMO3UTOPA CM. Aa-
Nlee B OCHOBHOM TeKCTe CTaTbW.

2. TepMVH M3 cTaTbl XYAOXHWUKA, aBTOPa My3blKalbHO-MO3TU-
Yecknx neppopmMaHcoB, NMOHepPa MyAbTUMEANNHOTO NCKYC-
ctBa B Poccun. I'. P. Yaxana [25]
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XOPOLLO Aenaellb; 1 6ecbl BEPYIOT, U TpeneLLyT, —
rosoputca B [NocnaHuu anocrona Makoea, — Ho
XO4elllb /1 3HaTb <...>, UTO Bepa be3 fen mepTBa?»
(Nak. 2:20). CoBeplLuaemMmoe XpUCTUAHNHOM «Ae/10»
— CnaceHue. «HeT Hu4ero, 4to 66110 6bI ANS HAC
CTOJIb XXe BaXXHO, Kak cnaceHue — CIOBO, KOTOpPoOe
BCEM MPaBOCNABHbIM XPUCTMAaHaM 3HaKOMO U BCEMMU
Hamu >xenaHHO. CnaceHune ABASETCA LLeHTPa bHbIM
CMbIC/IOM W TNaBHOM 3aZiayein Haleln Bepbl»3. B
3TOM, NpeACTaBAAETCA HaM, COCTOUT U TNaBHoOe
onpegeneHve JyxoBHOCTM UCKYCCTBa, B TOM Yncie
onepHoro TBopyectsa M. . Mycoprckoro, — B
HaLleNeHHOCTW Ha crnaceHune Noaen.

Ka3zanocb 6bl, 0 KAKOM CraceHUn MOXKET UATH
peub, koraa B Tparegmax «bopuc fogyHoB» u
«XOBaHLWMHa» Ha CUeHy BbiBeJeHO beckoHeUHoe
KOIMUYeCTBO MAYLLINX K Tnbean n nornbarowmx
Ha rnasax 3putens nwogen? JeNcTBUTENbHO,
MogecT MNeTpoBUY Kak HUKTO APYron OTKAMKaEeTCs
Ha CTpajaHuA «4yenoBeKa U yenoBe4yecTBa» U
TpPaHCAMPYET UX «B MPSAMOM 3puMpe» onepHoOro
ctoxeta. Ho oH He 6bln 6bl MpaBOCAABHbIM
XPUCTUAHUHOM, eCcan HBbl COCPEeAOTOUNCA TONbKO
Ha 3TOW CTPALLUHOWN CTOPOHE XM3HWU U He yKazan
Obl 06W NN ANA BCEX CMAacUTENbHbIA MyTb —
XpUCTMaHCKuiA. MyTb 3TOT Nposeraet yepes chepy
[LYXOBHYHO, BHYTPEHHIOH), @ BOBCE HE COLMabHYHO,
BHELWHIOH, Kak OblNl0o MPUHATO TpakToBaTb B
npezblayLiemM CTONETUN, ONpaBAblBas COBepLUEHNE
peBONOLNN.

3HatoT 1M 06 3TOV AYXOBHOW COCTaBASAIOLLEN
onepHble repon M. . Mycoprckoro, nam oHwu
HaCTOJ/IbKO 3aHATbl YCTPOMNCTBOM LLapCTBa 3eMHOTO,
YTO COBepLUEHHO 3abbiBatoT 0 LlapctBrmn HebecHom?
«He Te6s oHM oTBepraun, Ho oTBepran MeHs Kak
cBoero Llaps» (1Lap 7:8) — 371 cnoBa Morau 6bi 6biTh
anurpadomM onepHOro TBOpYeCcTBa KOMMO3UTOPa.
OHW BepHbl B OTHOWEHUU BOAbWMHCTBA
MOKa3aHHbIX NepPCOHaXen — «MHAMBUAYaAbHbIX» U
«KONNIEKTUBHbIX», MO COBPEMEHHOWN Knaccndukaumm.
CaM KOMMO3MTOP NPEANOXMA MHYHO KnaccudukaLmio,
CBA3aHHYH MMEHHO C naeei CnaceHunsa. OH nokasan,
4YTO BCe JIOAWN, HE3ABUCUMO OT UX MOJIOXKEHUS,
ABAAIOTCA «CMNAETHUKaMW» B TOM CMbIC/E, YTO
«npeacTaBaatoT cebs cTpaHon Xpucta, CeaTol
Pycbto, a >u1BYT Kak nocnegHne deoganbl 1 pabbi».
To ecTb BCe MepCoOHaXm Ha cnoBax cumTatoT cebs

3. Wwkos, Anekcui, nepeid. O rnaBHOM Aene XPUCTUAHCKOM Xn3-
HW. URL: https://lavravcheremushkah.ru/stati-i-publikatsii/
propovedi/o-glavnom-dele-khristianskoy-zhizni/ (Jata 06-
paeHuna 27.04.2025)

«MPaBOCNaBHbIMW», @ Ha CAMOM Jefie HapyLuaroT
eBaHrenbCkMe 3anoBeau BNAOTb A0 ybuicTBa
6vKHero, gaxe — camMoro uaps.

Ha NCTUHHBIM NyTb CpeAn YHaCTHUKOB AeNCTBUS
B Tparunyeckux onepax M. . Mycoprckoro
BCTarOT TOJIbKO ABOE, onepbl «bopuc NogyHoB» 1
«XOBaHLLMHa» NOTOMY U MOXHO Ha3BaTb TPareAnamu,
YTO CnacaeTcs TONbKO «Masioe cTago»: bopmnc —
B MepBOW onepe 1 CTpenbLibl — BO BTOPOW. OHuK
npeobpaatoTca B NpoLecce AeACTBUS, OTKINKAACh
Ha boxxecTBeHHyto 6nrarosatb CMUpPEHUEM U
MOJIUTBON, — MMEHHO Takue CnacuTebHble CTyNeHN
LYXOBHOW XW3HW, B COrnacum ¢ yyeHnem Liepksun?,
ykasbiBaeT M. IN. Mycoprckui. [18]

CBOMO XWM3Hb U TBOPYECTBO, Kak U CyAbby
CBOMX OMEpPHbIX repoeB — WNCTOPUYECKUNX
COOTEYECTBEHHMNKOB W 3aBUCALLYIO OT HUX CyAbOYy
CTpaHbl, MogecT MeTpoBuKY TakKe BHUMaTENbHO

4. O CTyneHsX JyXOBHOM XM3HU NOAPOBHO pacckasblBaeTcs B
kHure npen. MloaHHa «JlecTBrLa v CKpv>XKanu AyxoBHble» [5].

«UN3MEPSA» AYXOBHbIMU KaTeropmamu. «fl yenosek, u
MHe 4OCTYMHbI BCE CTOPOHbI YeI0OBEYECKOM rafocTy,
Kak 1 HEKOTOpPble XOPOLLUNE CTOPOHbI YesIoBeYeCKue,
— nuweT MogecT lMeTpoBUY, — TONALKO faW
BOJIFO CTPAaCTAM, Kak roBopuTtca. He gaBan B 3TOM
OTHOLUEHUWN U He AaM, NoKa CUA xBaTUT»>. Cun
KOMMO3NTOPa XBaTWUNO Ha YeTbipe onepbl U YyTb
60ee yeTbipex AeCATKOB IET XXU3HU.

Mo ceppevYHOMY BHUMaHUIO K «4eNOBEKY U
yenoBeyecTBy» U AENCTBEHHOW CNAacUTEeNbHOM
MOMOLLW, KOTOpas 3a70>XKeHa B ero TBOPYeCTBe,
M. . Mycoprckoro MOo>XHo, HW MHOTFO HWU Mano,
ynogobute Camomy Xpucty. Mo cnoBam cBaTuTens
AvmunTpma PoctoBckoro, B 3ToM u coctomT CnaceHne
— B ynogobnenuun bory: «o6pa3 boxuin ectb 1 B
HeBEpPHOro yenoBeka Aylle, nogobvie — TOKMO B
XpUCTUaHuHe gobpogaetenbHom» [3].

5. M. . Mycoprckuii. U3 nucema B. B. Hukonbckomy (69) LLn-
noso, 15 aBrycta 1868 r.

«XBaTaTb 3a cepaue»

«Yesiosek 8 1lecmeuye meopyecmaa npupoosi
cocmaesisem gbicliull op2aHu3m (no kpaliHeli Mepe
Ha 3emsie), u amom 8bicluli op2aHu3m obsadaem
dapowm ci08a u 20/10ca... Ecau 803MoxHO cmpo2o

NooYUHAACL xyao»(ecmseHHomy UHCMUHKMYy e Js1iosjie

yesi08eYeCcKUX 20/10CO8bIX UHMOHAyUl, xeamams 3a
cepdye, mo He cnedyem U 3aHAMbCSA SMUM?»
M. 1. Mycopeckudi’

1. M3 nucema M. A. banaknpesy (29). Mocksa, 13 ausapa 1861 r. [11]

Ha pa3mbiwneHne O AYXOBHOW >XWU3HWU
KOMMO3UTOpa B NPOrpaMme KOHLepTa HacTpaneana
3Hakomaa Mogecty lNMeTpoBuuy 6orocnyxxebHas
rMMHorpadua. FTHeCMHCKMI aHcambb COBPEMEHHOM
XOPOBOW My3blkW «Altro coro», Xy0>XKeCTBEHHbIN
pykoBoAuTeNb U Anpuxep — naypeat [Npemun
MpasutenbctBa PO, pektop PAM nmeHu MHecnHbix
A. C. PbI>KMHCKMA NpeacTaBUAN KOHLLEPTHYHO
nporpammy «LlleaeBpbl pycckomn AyXOBHON My3bIKK
XIX — XX BeKoOB», C KOTOPOW aHcaMbb ractposvpyet
B Poccum n 3a pybexom. borocnyxebHasn
rMMHOrpadus nposBy4dana B MHTepnpeTaymm
KOMMO3UTOPOB, nocieaytoLmx 3a M. . Mycoprckum
nokoneHu: M. N. Yarnkosckoro, C. B. PaxmaHMHOBa,
M. r. Yecnokosa, B. C. KaanHHunkosa, H. C.
lonoBaHoBa. Ha co3gaHue XUTUMHOW aTMocdepsl
6b110 HanpaBaeHo U LuTMpoBaHMe nucem M. M.
Mycoprckoro, npeABapsBLUee My3blKa/lbHble HOMepa.

OTKpbIIOCb M 3aBEPLIMIOCh BbICTYMNNEHWE
aHcambia MCMNONHEHMEM MNEeCHOMEHWW,
conposoxgatowmx npurotosnexme Ceatbix [apos
Ha boxxectBeHHOM JIntyprun. B Hauane npo3syyano
«Tebe Noém» 1 «[JoCTOMHO ecTb» B MHTeprpeTaLmm
M. N. Yarikosckoro; B 3aBeplieHnn — «Cnasa OTuy
n CbiHy», «<EaAnHOpOAHbIA ChbiHe» 1 «Tebe NOEM»
B npouteHnu C. B. PaxmaHnHoBa. NecHoneHuns
JInTyprum otkpbiBann caywatenamMm AyXOBHOeE
MPOCTPaHCTBO, KOTOPOE C MasibiX JIET COMPOBOXAaNo
XM3Hb MogecTa [leTpoBuya Mycoprckoro.
«PyKonuncHble AOKYMeHTbl, ObHapy>XeHHble B
BenvkonykckoMm apxuBe, CBUAETENLCTBYHOT O TOM, UTO
npeAKn KOMMO3UTopa Nno OTLOBCKOW 1 MaTePUHCKON
NANHUAM ObIIN MPUMEPHBIMU NMPUXOXaHaMu
OanrnTpneBckor LLepkBu norocta MowmnBKUHO.
C paHHero BO3pacTta, BMecTe C poauTensmu,
XOAMAN B LiepkoBb MogecT v ero bpat ®unapet u,
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Kak 3anmMcaHo B UCMOBEAHbIX POCAnUCsX, “6blan y
ncnosegmn n Ceatoro Mpuyactma”» [13].

MecHoneHus «boropoauue [eBo, pagynica» u
«OTye Haw», nobyanan caywatenen 6e33By4HO
nognesaTb XOpy, MOBTOPASA C/I0BO B C/IOBO [NaBHbIE B
SKN3HM KaXKAO0ro XpUCTMaHNHa MOANTBbI. MpoyTeHns
C. B. PaxmaHunHoBa n H. C. TonoBaHOBa npu Bcew
KaXkyLLencs NpocToTe 3By4aHWsa paccymTaHbl Ha
npodeccrMoHanoB, kak 3T0 1 6bl10 UCMONHEHO, —
HeBeLLEeCTBEHHO TOHKO 1 B TO XK€ BPeMS HamnoJHEHO
rapMOHMAMM My3blKaNbHOW NECTBULbI, KOTOpas U
aBTOPOB, W UCMONHUTENEN, N CyLLaTeNel BeseT B
obuTenun agyxosHele. MNecHonenns H. C. FlonoBaHoBa
— HefaBHee OTKpbITMe THeCMHCKOro aHcambns.
Mys3bika Hukonas CemeHoBMYa caep>kaHHa U BMecTe
C TEM HaCTO/IbKO NMPOH3UTE/IbHA, YTO «TOBOPUTbL» O
Heln xoueTcs, B TULLIMHE BCMIOMUHAs NeHue, nayliee
«OT cepfLa K cepAuy»: «...1 OCTaBW HaM AOATM HaLla,
AKOXE N Mbl OCTaBAAEM AOJKHUKOM HalMM; U
He BBeAMW Hac BO MCKyLUeHWe, HO 13baBu Hac oT
JNyKkaBaro».

KoHgak akaducta Nincycy Cnaguaniwemy «O
npecnagkuin n Bceweapbliin Vincyce» n necHoneHve
MonyHoWwHULbl «Tebe HEOBOPUMYH CTEHY...
boropoguue [leBo» npo3By4ann B My3blKalbHOM
nHTepnpetauun I. . YecHokoBa. Komno3utop
cobpan 6orocnyxebHble TEKCTbl B XOPOBOW
umkn «Bo aHK 6paHu». MNMasen MpuropbeBmny Ha
COBCTBEHHOM OMbITe 3Han O «bpaHu» (bopbbe),
B TOM UMC/ie BHELUHEN, BMOJHE MaTepuasibHON.
HanoMHWM, 4To KOMMNO3UTOP 6bIA MOCAEAHUM
pereHTom Xpama Xpucta Crnacutena, nepexun
yHUUTOXEeHMe Cobopa, YTO OCTAaHOBU/IO B HEM
BO3MOXHOCTb My3blKaNbHOro obpalueHuns k bory, —
OH MepecTas nucaTb AyXOBHYIO My3blKy. Heckonbko
HaWBHble B CBETE HAPOAHOM XXaHPOBOCTU Xopbl I1.
. YecHokoOBa 3By4aT HacTaB/JieHNEM HaM: nmesn
XPUCTUAHCKYHO BEPY, KyabTypy, FOCyAapcTBO, — Aa
xpaHuM. O nogobHOM eanHeHUn rosopua M. I1.
Mycoprckuii: «)KusHb ecTb 60pbba; b6opbba — cuna,
a cuna — eAMHCTBO, T. €. OBLHOCTb XXU3HEHHbIX
WHTEpecoB, BOCTOProB, CTPafaHU N NPOKNATUN
NCKOHHOMY 3/1y».

B ApeBHEWWNX XPUCTUAHCKUX TeKcTax
«eAMHCTBO N OBLHOCTb» OLLYLLATCA 0COBEHHO
SCHO, Kak byaTo cablwaTtca U3 Heobopumoro
Pasa. B ncnonHeHun aHcambnasa «Altro coro»
Npo3By4Yanu necHoneHus «Ceete TUXUI», «HbiHe
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otnywaewun» B. C. KanvHHMKOBa 1, MOXeT ObITb,
MeHee pacnpocTpaHeHHbI TekcT MNcaama «Kamo
nongy ot [lyxa TBoero». 3To camble paHHWe B
NCTOPUN XPUCTUAHCKOW KYNbTypPbl TEKCTbI, OHW
nepepjatoT TporaTesbHO AeTCKMIM Haw BO3pacT
Mo OTHOLWeHUIo Ko Xpucty — k Jltob6su. B 310
My3blke — HeOObIKHOBEHHAA HEXHOCTb, CPaBHMMas
C MaTepPUHCKOM Nackon nnn ntoboBbto, B 60A3HN
obngetb nAM paHUTb YMUCTOTY yyBcTBa. M. T1.
Mycoprckomy 6bian 6a13Kn 06a 3TN COCTOSHUS.
HexxHelwmm 66110 ero oTHoLeHWe K MaTepu Koamm
ViBaHOBHe YumpukoBoi (B ycagbbe eé poautenei
YyYacTHUKN pecTnBans NobbiBaan C IKCKYpPCUEN)
M TUWaNWNM — OTHOLWEHWEe K «AaneKkomn»
BO3/tobneHHoN, Hagexae ViBaHoBHe ONOUYNMHUHOW.

C OnounHuHbIMK M. T1. Mycoprckuin obLiancs Bo
Bpems paboTbl Hag «bopucom» 1 obcyxaan cBou
nnaHbl ¢ Hagexaon ViBaHOBHOMW, KOrAa 3ayMbiBas
«XoBaHwuHy» [21]. H. I. OnounHmnHa 6bina ogHUM
13 camblX NpaBAMBbIX CObeceiHNKOB KOMMO3UTOPa
N UCTUHHBIM LLeHUTENIEM «HOBM3HbI» €r0 TBOPYECTBa.
«3JTa HOBM3Ha CTapa, Kak MpapoANTENbCKNI rpex»
— rosopun Mogect MeTpoBuy Mycoprckuia
Kosa/ieram, Korga OHW noHa4dany BOCXMLLLAAUCH
HeobblUHbIM 3ByYaHneM ero My3bikn. Cam OH
CTPEMU/ICA K MHOW HOBM3HE, Tak U Ha3blBan eé —
«0beToBaHHas». Mpun3biB Mycoprckoro «k HOBbIM
beperam!» He3abBeHeH B NaMsaTX NOTOMKOB. Ho
He BCEM W3BECTHO MOJIHOE BbICKa3blBaHME: «MCKaTb
3Tnx beperos, nckatb 6e3 yctanun, 6e3 cTpaxa u
CMYLLLEHNS», NCKaTb ANA TOro, YTobbl «TBEPAOHD
HOTro CTaTb Ha 3eMJsie obeToBaHHOM» [11]. Kakas
e OHa — «obeTOBaHHasA 3eMA» UCKycCTBa?

«Allle BO3MY KpWJe MOU PaHO U BCENOCH B
nocieAHNX Mops, 1 TaMo 60 pyka TBOs HacTaBuUT
M, U YAEpPXUT MA gecHuua Teos» — B xope B. H.
KannHHukoBsa, HanncaHHom Ha ctuxm 138 lMcanma
OTBET 3ByunT AcHO. B TBOpUecTBe M. . Mycoprckoro
K OTBETY Ha BOMNpoc 06 «06eToOBaHHOW HOBU3HE»
Hajo NPUCAyLWIMBaTbLCA. DTOMY Oblla NOCBALLEHA
onepHas 3actaBka PectmnBans n3 pparMeHToB onep
«bopuc FoagyHoB» 1 «XoBaHLWMHa». K ncnosHeHuto
Mbl MPUBAEKAN aHCaMbab «CBeTOU» CTyEeHTOB
Kadespbl XOPOBOroO M COJIbHOrO HAPOAHOIO NeHUA
PAM nMeHM MHecrHbIX NoA PyKOBOACTBOM CTapLUero
npenogasatens C. HO. benoBol 1 BEANKONYKCKINM
KamepHbin xop «KaHT» nog ynpasneHuem HO. C.
LLToHAablI.

«W npwncHo BocTopr»

«...Ecmb moHy4aliwue yepmel, yckoab3arowue om x8amku,
uepmel, HUKeM He MpoHymble: NoOMe4Yams U U3y4ame ux...,
8ceM HympoM U3y4ame U KOpMUMb UMU 4e/s08e4ecmso,

kak 30oposeiM 6/11000M, KOMOpPo20 ewé He npobosasu.

Bom 3adaya-mo! Bocmope u npucHo socmopa!»
Modecm Mycopeckudi '

1. W3 nucbma B. B. Cracosy (110). MeTepbypr, 18 oktabpsa 1872 r. [11]

V13 onepHbix weaespos M. . Mycoprckoro asa
NpeACTaBAEHNS XPUCTOLEHTPUYHOWN KOHLEeNLUn
TBOpPYECTBa KOMMNO3UTOpa ObiNAn BbibpaHbl
TPW 3aKOHYEHHbIX HOMepa. lMepBbin — [lecHsa
Mapdbl «cxoanna maagelweHbka Bce neca u
60n10Ta» U3 TPeTbero AenCTBMA HapPOAHOW ApaMbl
«XoBaHLWWMHa». Broport — lNnay Hapoga «Kak koro
Tbl HaC NoKnAaeLlb, oTeL, Haw» 13 MNposora onepsl
«bopwuc NoayHOB», Mnayem 3TOT XOP MOXHO Ha3BaTb
6narogaps NokasHHOMY TEKCTY U XapaKTepy MeNoAnn
[9]. TpeTnin — MonuTtea cTpenbLoB «focnoau, He
Jan B 06uay» 13 TpeTbero AencTBus «XoBaHLLMHbI».
Pacckaxem 06 06befUHEHUN UMEHHO 3TUX
bparMeHTOB 1 O Xy0>XKECTBEHHbIX 3aJayax, KOTopble
6b1NM NOCTaBAEHbI Nepes NCMONHUTENAMM.

MecHto Mapdbl nCMoAHUNA CTYAEHTKA TPETbEro
Kypca kadpeapbl XOPOBOrO 1 CONbHOrO HapOAHOrO
NeHwus, conncTka aHcambs «Cetou» ApuHa [bsHoBa
NoJ akkoMMnaHeMeHT rycasapa, BblnyckHnka PAM
nmMeHu MHecuHbix JaHnmna Pegopkosa. Ha mecte
3TOM NMecHU Mor 6bl OKa3aTbCa U APYron HoMep,
npuHagnexalumii 4pyromMy nepcoHaxy m3 «bopwuca
losyHoBa» 1 «XoBaHLWMHbI». [N1aBHOE 3aK/1H04anoCh
B UCMOJHUTENbCKOW MHTepnpeTaumnm, KoTopas
NMo3BOJIN/IA 3@ BO3BbIWEHHbIMU BbICKa3blBaHUAMU
C NPUBAEYEHMEM PENUTNO3HbIX acCcoLMaLlnii,
pa3rasseTb BHYTPEHHIO NpobaeMy 6e34yXOBHOCTU.
B naptnn Mapdbl accoumaumnm cknagbiBatoTcs B
HaBA3uMBYO naero «CnoBHO cBeun boxxmm Mol €
TO6O 3aTen/IMMCA...», MOJIOXKEHHAA Ha 3TV CNoBa
Menoaus NoBToOpseTCcs B onepe «XOBaHLWMHa»
MHOTaxzbl, NpuBaekas K cebe ocobeHHoe BHMMaHMe.
KoHkpeTusnpyem noHsaTve 6e34yXxOBHOCTH.

«Bonas BHUMaHMEM» B XXN3Hb COBPEMEHHOTO
obuwectea, M. . Mycoprckunin yBuaen, uto noan
nepecrtann 60poTbCs CO 310M BHYTPU Cebs, TO ecTb
nepecTany XnTb AYXOBHOW XWN3HbO. BMecTo 3T0rO
OHUM BoproTCA C BAVMXKHUMM, KOTOPBIX 3anoBejaHo
NobuTb. VIHBIMKM cnoBamMu, BCe MepPCOHaXM
HapywatoT EBaHrenve. JlykaBcTBO NogMeUYEHHOM
CMTyaLumm 3aKNto4aeTca B TOM, YTO HUKTO He BUAUT

cBoero nageHusa. Haobopot, 6opbba npoTtms
61MXKHero BoCnpuHMMaeTcsa kak 6opbba co 310M,
N NOAN cunTatoT ceba uyTb M He NpaBeHMKaMM
— BCe «MNnpaBociaBHble» [18]. Takoe 6e3ayx0BHOE
COCTOSIHME CBATblE OTLLbl Ha3bIBAOT «MPENeCTbto»,
M. T. Mycoprckmin no-HapoAHOMY MeTKO Ha3Ban
«cnneTHen». COCTosIHME «YeNoBeka U YenoBeYvecTBa»,
BBEPrHyTOro B 06MaH o cebe nyyiiem v notomy
rybswero 6AMXKHMX, N HbIIO MOKa3zaHO B Havase
KOHLEePTHOM 3acTaBku Ha npumMepe MNMecHn Mapobbi.

lecTb KynneToB Mbl pasgennam CornacHo
copepxxaHuto. B nepsont yactn (1-3 kynnetol), rae
MOBECTBYeTCS O MOTepPsABLUEN CBOETO BO3/IH06NEHHOTO
HecyacTHOM «MaagéLleHbKe», HEBOIbHO BO3HMNKaeT
couyBCTBME K repouHe. [loBectBoBaHne Mapodbl
He HajpbIBatoT AyLly, a MPOU3BOAUT BeyaTieHne
CMOKOMHOTO Pa3MmblLLUIEHMS, YTO MOXHO O6BACHUTb
ee BHellHel «He31061MBOCTbIO» U TOTOBHOCTbHO
npetepnesaTb pagun Nt0O6BM — «MUCKONONA BCE
HOXeHbkM». COOTBETCTBYlOLE 3ByYaa B 3TUX
KynaeTax W rojoc neBuLlbl — KakK COrpeTbi
COJIHEYHBIMM Iy4aMU KJIKOUEBOWM UCTOUHMK. Hameuyas
nepesoXeHne OpKeCcTPOBOro akkOMMnaHeMeHTa 414
NCMOAHEHMA Ha NyCcasaX Mbl MOCTapananCb COXPaHUTb
NPUHLUMbI OpraHmnsaumm GakTypbl, Kak OHMU
3a/lyMaHbl KOMMO3UTOPOM. B npo3pauHoit kynaeTHo-
BapuaumoHHon dopme dakTypa TPajULNOHHO MeeT
60/bLUOE BbIpasnTe/IbHOE 3HaUEHME.

B nepsom kynnete «/cxoanna mnagélieHska /
BCe nyra n 6onoTa; / Bce nyra n 6on0T1a; / Bce nyra
1 60/10Ta, / a 1 BCe CEHHble MOKOChI» ryCAsp BTOPU
MENoANN NecHN ¢ AobaBNeHNEM rapMOHNYECKMX
Kpacok Ha CUIbHYH Aot TakTa. Bo BTOpom
kynnete «/ctonTana mnageleHbka, / UCKonona
A HOXXEHbKW, / BCE 38 MUNBLIM pbICKatouu, / aa v
JIUX €ro He MMarUm» rycan B CUNY TEXHNYECKUX
XapaKTepUCTUK He CMOFAN CNesoBaTb aBTOPCKOMY
XpOMaTMYeCcKOMY MOAroN0CKy, HO Uaea CUHKOTM,
COOTBETCTBYHOLWAA «MCKONOTbIM HOXEHbKaM»,
6blna coxpaHeHa ¢ NONpaBkoK Ha paclumpeHue. B
OopKecTpe CMHKOMa fJaHa BHYTPWU A0AN (Ha «n»), B
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nepenoXeHnn NPULLAOCL ANA UCKAFOYEHUS CyeTbl
ABVDKEHWUN U C YY4ETOM Pe30HUPOBAHMSA NOCTaBUTb
CUHKOMNY Ha cnabble foau TakTa (Ha 2 1 4), To ecTb
3amMeaanTb akKkOMMaHeMeHT. B TpeTbem kynseTe.
«Y>K Kak nogkpanacb MaajelleHbka / KO TOMY
NN KO Tepemy, / yX A CTYyK Noj OKOHUe, / yX 1
6pAK BO 3BEHALLE KONEYKO:» TYCNM MoAneBany,
nerko aybavpys mMenoamnto, co3gaBas ollyLleHne
OCTOPO>XKHOIO HEerPOMKOTrO «MogKapanach... CTyK
... BpsK».

Bo BTOpOW yacTtu lMNMecHn (4-6 kynnetbl) obpas
Mapdbl M3MeHAETCH, CTAaHOBUTCA NMPAMO CKaXeMm
CTpalHbIM, gaxe 3abiM. C caMOro nepBoro cnoBa
4yeTBepTOro Kynaeta «BCMoMHM, MPUNOMHU, MU0
MoW, / ax, He 3abyab, kak 6oxuacs; / MHOTO 5
Houek npomasnacb, / BC& TBOen nn 60x60M
ycnaxaroumcb» — B6yATO APYron YesoBek MOET.
He «BpskK, cTyK, nogkpanacb», He pacTepsAHHbIN
HEXHbIN ncKkaTenb «3abnyanBLIEroca» XXeHunxa, a
XNaZiHOKPOBHbIA 06BMHUTENBL! TOUHO OTBETUAA
COCPEeSOTOUEHHOW CAEP>KAaHHOCTbLIO ro10Ca Ha MHOM
XapakTep repovHM CONNCTKA — UCMONHUTENbHNLA
naptmn Map®dbl! TEMHOe BOIHEHME 3BYYaHNIO 3TOrO
KynsieTta npuaano TPeMoso Kak OCHOBHOM Mpuem
aKKOMMaHeMeHTa B MapTuu rycien.

«Ha nonax» MOXHO 3amMeTuTb, YTO [lecHsA
Mapdbl npeaTevelrt nMmeeTt cueHbl HaTtawwu
n3 onepbl «Pycanka» A. C. laproMbI>KCKOro.
Hanpumep, HanoMuHaHne Mapdbl «He3abyab, Kak
6oxmnca» HacneayeT HaTalMHOMY «a He6OChb UM
BOJIbHO MJlakaTb N BOXMWTLCSA Ham B N1t06BU!» 1 ap.
Mapannenb TOYHa He TONbKO B OTAE/NbHbIX CLEHaX,
HO B CTPOEHMM 0bpa3a C MHaNbHBIM HaMepeHnem
OTOMCTUTb 0OMAUMKY, YTO U MPOUCXOANT B 06emnx
onepax [17]. NpeBpaTnBLasaca B Pycanky Hatawa
obMaHOM 3aBsieKaeT BUHOBHWMKa CBOUX bed B peky.
«ObmaHyTas cTpacTbto» Mapda, kak rOoBOpWA O CBOW
repouHe M. 1. Mycoprckuii, cxuraet kHa3s AHapes
B MOJIe/IbHOM Aome. B oTanyme ot of4HO3HaUYHOCTH
HaTtaww, kotopas nobut, n Pycankun, kotopas
HeHaBnanT, Mapda (kak 1 gpyrmne nepcoHaxun M.
M. Mycoprckoro) cTpallHa yBEPeHHOCTbO B NH06BU
K 6VXKHEMY, NPOTMB KOTOPOrO OHa BpaXAyerT.
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MAatbin kKynneT «Pasntobua Tl MAagéLweHbky, /
3arybun Tbl Ha BOAIIOLLKE, / Tak NMo4yeLlb B HEBOJE
37101 / OMOCTbIYHO, 3NYHO PACKONBHULY» TYCAu
nojaep>anu rmMHUYecknm bpsauaHbem, ronoc
NCMONHUTENbHULbI 3BYy4Ya BeinyecTBeHHO. Ho
«He O C/laBe yaanon bpsauanu CTpyHbl 3010Tbie»,
kak y M. V. Thnnkm n A. C. MNywkurHa B «PycnaHe
n Jliogmune», a o rybuTeNbHOM cuie yBepeHHOM
B cBoel npaBote Mapdsbl. NoyeMy oHa — «3n1as»
obbsacHseTca B Lectom kynnete «6. CNIOBHO cBeYw
Boxwue, / Mbl ¢ TOBOtO 3aTenaumcsa. / OkpecT 6paTbs
BO MJaMeHW, / 1 B AbIMY, 1 B OTHE / AyLLN HOCATCS».
OTOT GUHaNBHBIM KynaeT NPUHATO UCMONHATL
Oo4YeHb CBeTNO, Aaxe HaaroroBerHo, Kak Hekoe
OTKPOBEHWeE. YANBUTENbHO, Kak MOXHO MepenyTaTb
BbIXOAALLME 3a Npesenbl pa3ymMa N CMepTesbHO
onacHble ana 6amxHero MmeutaHusa Mapdebl ¢ eé
AKOObI MPOPOYECcKNM fapom!

MocneagHUN, HANONHEHHbBIN «CBEYHbIMW»
raffroumMHaymMaMm KynaeTt, TPaHUUUT C
OAEeP>XMMOCTbIO, HECMOTPSA Ha cnoBa: «boxue...
3atenaumcsa... bpatbs... Aywin...». Ero ncnonHexuve
Ha KOHLEepTe-OTKPbITUM HE COCTOANOCH, OBblN0
OT/IOXKEHO Ha TO BPEeMs, KOrja CTpallHbli obpas
repovHn, KOTopblin TpebyeTcs co3gaTb B 3TOM
KynneTe, He ByAeT onaceH FOHOW UCMONHUTENbHNLE
napTumn, «NPOXXMBaBLUEN» KaXA0e COCTOAHMeE.
ObnasatenbHULA YAUBUTENBHOTO rosioca ApuHa
[JbaHoBa B [NecHe Mapdbl npeacTaBuna cayLuaTento
«YesloOBEKa 1 YeN0BeYeCcTBO» BO BCEN «MpaBge, Kak
6bl HM BblNa CONOHa», CMeNo OTKPbIB 6E34yXOBHOCTb,
OT KOTOPOM HEOBXOAMMO MCKaTb CraceHus.

CTaHOB/IEHME Ha CracuTeNbHbIN XPUCTUAHCKINIR
nyTb 6bINO NOKa3aHO B ABYX CleAyHOLLUX HOMepax
onepHou 3actaBky — B lNnaye Hapoga «Ha koro
Tbl HaC NOKMAaellb, oTel Haww!» 13 MNponora onepsl
«bopwuc NogyHoB» 1 B MoanTtee cTpenbLoB «focnoau,
He fain B obuay» 13 TpeTbero fencTens onepsl
XoBaHLWMHa».

«Pu3kon ogetoe...»

«Kmo & wénome pobkom npupodsl Usib 8 2pO3HOM eé
onosyeHbU Yenogeka dYyem, Kmo 8 ménsiom 3akame,
€K803b ObIMKY MYMAHHY0, 8 cmponmuegoli nobexke

nocnedHee 061a4ko po3osoli pu3koli o0emoe 3pum u

Mepewjumcs: mo rOHOCMb JIemy4as, Mu2 cHCMos
npoaémHoeo, a mam becuabawHas Ho4e
HenpozasiOHas, u ckopbe, U CMamMeHue...».

M. 1. Mycopeckudi '

1. W3 nucema A. A. lonennwesy-KyTtysosy (122). Metepbypr, Houb ¢ 28 Ha 29 ntoHsa 1873 [11]

B onepHon agpamatyprumn M. . Mycoprckoro
KyNbMUHALLMOHHOM MOXHO Ha3BaTb HEOOXOAMMOCTb
MOJINTbCS, Nepes KOTOPOM NOCTaBAeH KOMMO3UTOPOM
KaXAbl NepCOoHaX, He3aBNCKMMO OT MOJIOXKEHNA B
obLecTBe, KOAMYECTBA MYy3blKallbHOrO BpeMeHMU,
KOTOpOe 3aHMMaeT ero napTma u ap. NoasoaaLmnm
K MOJIMTBE MOKa3aHa, B CBOKO ouvepesb, NepBas
CTyNeHb AYXOBHOWM XW3HU — cMupeHue [5, 15].
MonawnTtBa — 310 0bpaLleHwue K bory, BocctaHOBAEHME
[LlyXOBHOTO 06LLeHNs, 418 KOTOPOro YenoBek v Obin
co3gaH. CMUpeHne — BUAEHWE CBOETO MaavyeBHOro
COCTOfIHMSA, KOTOpOoe nobyxpaaeT yenoBeka
0bpaTtnTbca 3a nomolbto K Cnacutento. Pyka 06
pyKy CMUPEHME 1 MOANTBA FOTOBbI MPOWTH CKBO3b
napTuu Bcex repoes. Ho He BcemMm OHM OKa3blBatoTCA
Y3HaHbl, He BCe repon Ha HUX OTKAMKaroTca. B
3acTaBKe KOHLLepTa Mbl OCTaHOBWMCL Ha obpaszax
ropoxaH MockBuyer 3 onepbl «bopuc MogyHoB»
N BOVHOB CTPENbLIOB N3 «XOBaHLLMHbI».

Monntey cTpenbLOB MOXHO Obl1I0 NoKa3aTh B
KOHTeKCTe, B KOTOPOM OHa AaHa KOMMO3UTOPOM
— B TpeTbem AelCTBUN Onepsbl, TAe eMKO 1 ApKO
0603HayeHbI ABa UCKOMbIX COCTOSHUA. MOANTBOW
3akaHumBaeTcs TpeTbe gerictBue. OHa 3BYyUUNT
nocne obpalleHnsa K cTpesbLiam KHA35 XOBaHCKOro,
OTKa3bIBaOLLLEroca «BeCTU» CBOUX MOAYMHEHHbIX
«B OOM» N OTCbINAMOLLETO UX «B AOMbI» XAaTb
«CyAbObl pelleHbe». XOBaHCKUIM AN CTPENbLOB
— 6o0r, KOTOpbIi CBOMM MHWUMbIM BeaMYMEM
3actunaet bora VictmHHoro. ToibkO ocTaBaeHHble
CBOWM 3eMHbIM «HaTer» CTpesibLbl OKa3blBatoTCA
CrnocobHbl 0bpatmntbes k OTLy HebecHomy. Tak
M. M. Mycoprckunii nokasblBaeT O4yXOTBOPEHUE
cTpenbLoB B MonuTse. 3aech e B dmHane Tpetbero
[eNCTBMA NOKa3aHo U NpeALlecTBytoLLee COCTOAHNE
— cmupeHne. OHo 0603HayeHo B «[lecHe CTpenbLoB
o cnneTHe» [20].

Baba-cnneTHs, Kak y>e Obl10 3aMeYeHo, 3TO No-
HapoAHOMY MeTKMn obpa3 obLieyenoBeyeckoro

obmaHa: «boriTech, 6bonTechb, MONOALLbI, CANETHU
6a6bl 310M-NPE3N0WA, UTO FPO3UT TO INX Befon, UTo
Ka3HWUT BECb pog Ntoackoli». CTpesblibl Ha3blBatOT
CNNeTHMKaMM Noo4YepesHO BCEX YUYaCTHUKOB
AeNcTBUA, a nepes TeM obAMYEHbl camMn —
COBCTBEHHbIMW XeHamu. B uenom nokasaHHoe
M. 1. Mycoprcknm BugeHune rpexa («CnaeTHn») un
pPeLnMOCTb BOPOTLCA: «CMAETHUL, CNIETHUKOB —
Ha cya!» cyTb Npu3Hakm cMupeHus. Mpaegaa, Kak 310
ObIBaeT 1 B XXU3HW, PELUMMOCTb MPUBOAMNT CHavana
K ownboyHoMy obpalLeHuto «bata, 6aTa, BbInAM
K HaM... Beau Hac B 6oli». Ho korga XoBaHCKui
OTKa3bIBaETCA NOMOraTh, MPOUCXOANT ECTECTBEHHOE
nepeHanpasneHue: «focnoan, He fan Bparam B
061y N COXpaHW Hac 1 AOMbI HaLIN MUIOCEPAMEM
TBoUM».

Takvm obpasom B puHane TpeTbero AencTBUA
«XOBaHLLMHbI» B NapTUK CTPesIbLOB NokKasaHbl 0be
HayaslbHble CTYMeHN JYXOBHOW XU3HN — CMUPEHUNE
n MonuTea. /13 HMX B onepHOW 3acTaBke KOHLepTa-
oTKpbITUS DecTnBans Npo3ByYasna T0AbKO MonunTea.
O cMupeHun cBUAETENBCTBOBAMA Apyras My3blka, a
nMeHHo lMnay Hapoga «Ha Koro Tbl Hac NokMAaellb,
oTew, Haw!» n3 Mposiora onepsbl «<bopuc NogyHoB».
Takoe 3amMeLLeHe HOMEPOB YANBUTEIBHO BO3MOXHO
6narofapsa efMHOM XPUCTOLLEHTPUUHOW KOHLLeNuum
obewx onep. MpaBaa, cTeHaroLWmin Hapog B «bopuce»
He NoAHUMaeTCs A0 MOAUTBbI. BCMOMHMM, UTO Ha
obpalueHue LLenkanosa «ko [ocnogy cun npunagem,
npaBocnaBHble!» BCe ollapalleHHO MoayaT, He
MOHMMaSs, YEro XoueT oT HUX JyMHbIV Absk. A xoueT
OH MOJIUTBbI, OT KOTOPOM HapOZA OTOLLE/ HACTObKO,
YTO He MOHWMAET NPOCLObI; BCE Ha UTO cobpaBLLMecs
cnocobHbl 370 naau [15].

B ncnonHeHun xopa «Ha Koro Tbl Hac NoOKMAaeLLb,
oTeL, Haw!» rnaBHoe AN HacC 3aK/A0Yanochb B TOM,
UTODbI OTKPbITb XXAaHPOBYH OCHOBY — MJ1ay, MOTOMY
UYTO UMEHHO 3TO CBUAETENbCTBYET O CMUPEHHOM
cocTosiHMM aywin. CornacHoO UCTOYHUKOBEAYECKUM
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pa3blCkaHVAM MccaeoBaTtesielrt Xop HanucaH no
nosobuo NoKasHHOro AyXxoBHOTro cTuxa [9], To
€CTb 3TO AeMCTBUTENbHO Mjay O CBOUX rpexax
npea naywmm Ha ctpaganua Cnacutenem. «[pu
CTPaLLHOM CKYyZOCTW HaLLero BpeMeHu B HaCTaBHMKaX
WUCTUHHON MOJNTBLI, — MUCan CBATUTENb VIrHaTWI
BpsHuaHWHOB, — n36epem cebe B HaCTaBHUKMK U
pykoBoautenu nnayd. OH Hay4ynT MONUTBE U COXPaHWT
OT camoobonblueHns» [4]. Mnay NCKpeHHN —
TakMM Mbl XOTe/IM Noka3aTb XOp «Ha Koro Tbl Hac
nokuzaeLlb, oTew, Haww!». B 3TOM caMbIM CNOXHbIM
A1 UCMONHWTENe BbIN0 OTPELLNTLCS OT 3anaBsLuero
B MNaMATb OOLLENPUHATOrO 3By4YaHUs.

Kak n3BecTHO, HapoJ, TO eCTb MOCKOBCKME
ropoxaHe B lpoaore NowT «N3-N04 Manku»
MpuctaBa. OHM NojuyepkHYTO 6e3pa3IMUHO
MPOU3HOCAT TEKCT, faXe He MbITasiCb CNOXUTb
cnorn B cnoBa, a cioBa — B 0b6jyMaHHble
npeanoxeHus. bonee Toro, CkBO3Has Ci0roeas
pa3apobaeHHOCTb TeKCTa («Ha KO-ro Tbl HaC Mo-
Kn-gae-ellb, O-Tel, Halw!») oTcblnaeT He TONbKO K
6e3paccyACTBy NOOLLUX — OHM 3abblN O YXOBHOM
NMPONCXOXAEHUN NUCMONHAEMOrO, HO 1 co3jaeT
KoMuueckuii apdekT, B UCTOPUN ONEPHOrO XaHpa
HecnocobHOCTb LLeSIOCTHO GOPMYANPOBaTb MbICIN
CBOWCTBEHHA MMEHHO KOMMWYECKUM nepcoHaxam. Ha
KOHLLepTe Mbl OTKa3a/JMCb OT TaKOTO «3aHUXXEHHOTo»
3BYYaHWA N MPUHYANTENBHOTO CTOAHMA Ha KONEHAX.
Haww pebsta nean ctos, CeetnaHa KOpbeBHa benosa
BbICTPOWAA UCMONHUTENEN — YYaCTHUKOB aHCcambAs
«CBETOY» B HECKOIbKO JIMHUIA®. XOPUCTbI BbILAW Ha
CUEHY Kak Ha buTay...

[na «pacumcTkm» XaHpa Mbl 06paTuIN BHUMaHNe
Ha BONIHOObOpa3Hoe CTpOeHme Menoanyeckmx Gpas,
XapakTepHbIX UMEHHO ANdA Miada: B3/jeTatolee
N 3ajepxuBarolleeca Ha BeplIMHe N janee
cBObOAHO crajatollee ABuXKeHMe. na 6onbluen
ybeanTenbHOCTN, COOTHECIN aBTOPCKMUN TEKCT C
ayTEHTUYHBIM Ma4yeM, OPUEeHTMPYACh Ha «Ckasky C
npuunTaHuamu «ega v nnca», 3anMcaHHyro B 6113KOM
poaHbiM MectaM M. 1. Mycoprckoro gepesHe (aep.
JlyroBuHoO, YcBaTckuii parioH, lNckoBckas o6aacTb).
Co Cka3kol No3HakoMmaa MeHs Npu NoAroToBKe
lHecnHckoro ¢ectmBana M. M. AMUpXaHAH —
pykoBoguTtens PonbkaopHOro aHcambas «3apaHuLia»
AML nm. M. . Mycoprckoro n3 ropoga Benvkne

6. C.HO.Bbenosa noceaTUAa OMbITY y4acTuA B npoekTe «[HecuH-
ckoro ¢ectusans “[nanor Ha pognHe komnosuTtopa” Mogect
Mycoprckuit 2025» HayuHyto cTaTbto «OTpakeHne aBTOPCKON
My3bIKW B UCMOJHUTENBCKON NPAKTUKE HAPOAHO-MEBYECKO-
ro KONNeKTVBa: Ha Npumepe ¢dparmeHTos onepbl M. 1. My-
copreckoro», pykonuce 2025.
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Jlykn. Ha mockoBckoM koHuepTe PectmBana 15
MapTa B My3blkanbHOW roctnHol gomMa LLyBanoBoi
PAM nmeHn MHecnHbix «CKasKy ¢ npuynTaHnaMm»
MCNONHWAA COIMCTKA 3TOro aHcambnsa, Kak v ewwé
OfHO creumanbHO MOArOTOBNEHHOE MCKOBCKUMM
neceHHWULaMu «FONI0LLEHNE Ha KYKYLLUKY». [11aueBbll
aKUEeHT MOCKOBCKOTO BbICTYMJEHUA Cco3jan
>KaHpoByto Ha3y HalwmMM nomckam B xope «Ha koro
Tbl HAaC NOKMAAELb, OTeL, HaL!».

KpaTko 0603Haumm, Kak peLlanacb NocTaBaeHHasn
3aga4va. B xope Mbl Bbligennan wecTb naayesbix
BOJH'. O OTHOWEHWIO APYTr K APYry OHMU
npeacTaBAAarOT BapuaHTbl. HekoTopble 13 HUX
CBfi3aHbl C «3aXBaTOM»® HOBOW BEPLUVHbI, UMEIOLLEN
bYHKLUMIO KYyNbMUHALMKW, 0OCOBOro CMbICIOBOTO
aKLieHTa. B nepBow cTpoke xopa — v3 3ByYallyx Ha
BEPLUMHE C/I0B HbII0 aKLEHTUPOBAHO MECTOUMEHME
«Hac»: «1. Ha koro 1l HAC nokunpaelwsb, oTel,
Haww!». B obLwenpuHATOM NCMONHEHWW, HAMOMHUM,
BbleNA/10Cb BOMPOCUTENbHOE C/I0BOCOYETaHNe
«Ha Koro». BHMmaHune notowmx Kk cebe — «Hac»
— XapaKTepHO ANA MOKasHWSA, B 3TOT COCTOAHUN
yenoBek CMOTPUT rnyboko B cebs, 3amunpas ot
YBUAEHHOTO... «<Hac» Mbl akLeHTMpoBanu GepmaTon,
K KOTOpOW nozowwnun 6e3 NpuHATbIX Ha KaXXA0Mm
c/ore akLLeHTOB, O KOTOPbIX y>Ke wWJa peyb. Tak
«cobpann» MeNoANKO-TEKCTOBYHO CTPOKY B BOJIHY
niava. Npo3Byyano BbIPa3UTENbHO W MOHATHO.

Mpn BapuMaHTHOM MOBTOpPe MenAoA4MMN BO
BTOpOW cTpoke «2. Ax, Ha Koro-aa Tbl octaBnseLusb,
POanmbIn!» 3axBaTbiBaeTCs HOBas B CPaBHEHUN C
nepBoli CTPOKOW BeplumHa. Mbl 06paTnam Ha 310
0CO6eHHOE BHUMaHMWeE, YTODbI 1 CyLlaTeNb 0CO3Ha
obpalleHne — «Tbl», Kak 6o1ee BbICOKMIN CMbICNIOBOW
ypOBeHb. Bcies 3a KOMNO3MTOPOM BbIAENNAN
3aMegNIeHNEM M HOBYHO BEPLUMHY «Tbl» U Ty, YTO
y>e 6blna, — 34eCb OHa NpULLIACk Ha Ha4ano coBa
«pO-AUMBIV». BapraHTHOe nponeBaHWe Bblpa3naoch
ewe n B TOM, 4To 0be BepWMHbI OTMEUYEHHDI
WHTOHAUMOHHbIMUW «BCXAMNAMN» (HUCXOAALLLAA
cekyHpa). B cnoBe «po-agnmMbIi» n3-3a 3TOro
HEeOXWAaHHO HapYLUWIOCh IMTepaTypHOe yAapeHue,
Ja ” My3blKaJibHOe TaKTOBOE — MepPeHOCNOCh
Ha cnabyto foat0. OTO NPUAAN0 UCMONHEHUIO
NpaBAMBOCTbL: OTKYAa N3BECTHO, Ha KakoMm C/iore nau
Jone TakTa «pa3bepéTt» CNésHoe BCXAUMbIBaHNE?

7. [na HapoaHOro coctaBa bblna NepesoxeHa ToNbKO YacTb
Xopa, a UMEHHO, penpusa.

8. B TpaAMLMOHHON HEBMEHHOM 3aMuncK PyCccKoro LLepKoBHOTO
MHOTOroI0CUs BEPLUVIHY pacreBa NPUHATO 0603HauaTh «3a-
XBaT».

B Tpetbein cTpoke «3. Mbl T1e6a CUpoThI
NPOCUM, MOJINM, CO Cie€3aMu, CO FO-Po-YnU-MU»
BbIAE/INAN Hayano CNOBa «CU-POThI», a Aajee
YCUAUAM CNOTOBLIMU akLleHTaMu npuiaraTesbHoe
«CO Tro-pro-um-mMu». Tak >XXe B UeTBEPTON CTPOKe
«4. Cmunyica, cmunyiics, bO-a-puH 6a-Tioww-Ka»
BblAEeNUAN CNOBO «BO-APUH» U C pacCcTaHOBKOWM
nponenn «ba-Tow-Ka». 34eCb e HauMHarTCs
NOBTOpPbI CNOB, ApPobALMe BOAHY naava. OHu
HaMoOMMWHAIOT 3X0 — JaneKko NeTALWMIMA BO3riac 1
ero oTpaxeHue: «<CMUnynca, cMuayiicsa». B natoi
cTpoke apobneHne npogonxaetcs: «5. OTel, Haly,
oTey Haw. Kopmuneu, kopmunewy». lepBoe cnoBo
B Nape pebsATta UCMOAHAAN SPKO, MPU NepesoXeHNM
ANA HapogHoro aHcambna CeetnaHa HOpbeBHa
npeanoXuna otTAaaTb HayabHble CN0BA XXEHCKUM
rosiocam, a NoBTOPAOLLLEECsH CIOBO MOAXBATbIBaM
TULLE B HUXKHEM PerncTpe Myxckue ronoca. B uenom
NOyYnN0oCh TPU APOBHbIE BOAHbI — «CMUAYICS...»,
«OTey, Haw...», «KopmuneL,...».

HakoHel, B wectoi ctpoke M. . Mycoprckuii
elle 6onee N3MesbYaeT BOMHbI Maya U UCKAOYaeT
CNoBa, OCTaBAAA BOMAb Ha 3ByKe «a». Mbl
06beANHUAM MapKUPOBaHHbIE 3BYKUN B [IBe BOJIHbI, MO
TPW KBapPTO/IM B KaXK0MW N 3aKOHUMAN cobupaHmem
rOI0COB B TOUKE, KOTOPYHD MO OTHOLLEHWUIO KO BCEM
OCTa/lbHbIM BEPLUMHAM MENOANYECKUX CTPOK, MOXHO
0603HaunNTb KyNbMUHALMOHHON: «6. A-a-a-a / a-a-
a-a / a-a-a-a// A-a-a-a/ a-a-a-a/a-a-a-a// A». Ha
3TON BepLUMHE B 3ByYaHWW HanpsXXEHHON MUHOPHOM
rapMOHMMN OCTaHOBWUAOCH LIMTUPOBaHME XOpa
«Ha koro Tbl Hac nokugaelb, oTey, Haw!». CTpax
60rooCTaBAEHHOCTU («NOKMAAELLb») CMacUTeNbHO
cMmeHuncs Monuteon «focnoan, He fan Bparam B
061y v 3anTM HacC U AOMbl HaLIW MUAOCEPAMEM
Teoum». C Moanteon 6e3 npomMeaneHunii — at-
tacca subito — BcTynua KamepHbii xop «KaHT»,
KOTOPbIA HAXOAUNCA Ha CLEHE BO BPEeMSs UCTIONHEHNSA
npeabiayLLmx 4ByX HOMepOB.

[na «KanTa» ncnonHenne MoanTebl CTpeNbLOB
— cobbiTMe ocobeHHoe. [ns nporpamMMbl

l'HecMHCKoro dpectmBana My3blkaHTbl BOCCTAHOBMWIIM
dparmeHT HapogHol apambl M. . Mycoprckoro,
KOTOpPbIN HECKONbKO AeCATUNETUN Ha3ag 6bin
CUMBOJIOM JyXOBHOW HanpaBAeHHOCTN TBOPYECTBa
KONNEKTNBA, B TO BPEMSA XOPOM PyKOBOAMNA ero
ocHoBatesnb U anpumxep T. M. lyako. Moantsa
B NporpamMmme BbicTynaeHnn «KaHta» BO BCe
BpeMeHa CBUAETEeNbCTBOBaAa O MOHUMaHWK ero
yYacTHUKaMM XPUCTOLEHTPUYHOCTM TBOPYeCTBa
M. T. Mycoprckoro, o KOTOPOW Ha POAUNHE
Komno3utopa B Bennkunx Jlykax cBuaeTenbCTBOBA
nucatenb, YneH corosa nucatenert CCCP, yyactHMK
nepeoro xoposoro cocrasa «KaHta» H. C. HoBukos.
B HblHelwHeM KoHLepTe MonnTBa MCNOAHANACH «MO
pyke» HO. C. LUToHAbI.

B kHure «Mosantea Mycoprckoro» Hukonau
CtenaHoBUY NpUBOAUT YAUBUTENbHbIN dakT,
KOTOpPbIA COOBLLMA eMY He3aOBEHHbIV UCMONHUTENb
napTtum bopwca, connct bonbLuoro Teatpa, HapozHbin
aptuct CCCP E. E. HectepeHko. Peub naet o Tpagmunm
6ucruposaTb MoaunTtey n3 TpeTbero AencTema
«XOBaHLWMHbI», CNOXUBLLUENCS Yy 3apybexkHoMn
ny6anku onepHbix TeaTpoB. Kazanock Obl, UTO 3a
«XOp», 06BEMOM CBOVM COOTBETCTBYHOLLMI 3agauke
Mo rapmMoHmMn? HO KakoOBO ero cnacutesnbHoe
cofep>KaHue, ecm OCTaHOBUTLCS B NMPUOBLLEHUN
K Moantee He MOryT cayllaTenn pasHbiX CTpaH 1
NoKoJseHW: «[ocnoaun, He fan Bparam B obuay u
3aLUWTU HaC 1 AOMbI HaWW Muaocepamem TBOMM»!
B cpaBHeHwue ¢ 3701 MoAIMTBOW He UAET HW OfHa
Apyras, kpome obpatyeHus k bory bopuca lNogyHoBa
13 NepBOW OMnepHoN Tparegun komnosmTopa [18].

CnacutensHoi MoanTBOl 3aBepLuMaack 3acTaBka
KOHLIepTa-oTKpbITUA PecTnBans, 1 fanee Kaxaplin 13
YYaCTHUKOB OMEPHOro 3KCNepuMeHTa NpeAcTaBu
CBOO HebosblIY NMporpamMmy B Auanore c
TBOpUYecTtsoM M. 1. Mycoprckoro n gpyr ¢ apyrom,
JNIOTMYHO NoaBeas K BbICTyMNAeHUo THeCUHCKOro
aHcaMbns COBpeMeHHON XOpPOBOM My3biku «Altro
COro», 0 KOTOPOM LUJa peyb B Havane cTaTby.
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«Jlenaemoe MHOK MOHATO»

«...0asnebwe, ewe danbuie 8 nyme 0obpeil; denaemoe
MHOI NOHAMO; ¢ 6obLUIUM peeHUeM K Ho8biM bepe2am
noka 6e3bpexHozo uckyccmsa! Mickame smux 6epezos,

uckame 6e3 ycmanu, 6es cmpaxa u cMyweHuUs u
meepdoro HO20r cmame Ha 3emJse 06emos8aHHoU —
80M 8e/1UKAA y8lekamesbHas 3adaqal»

M. 1. Mycopeckudi’

1. W3 nucbma J1.W. LWectakosow (251). finTa, 9 ceHTabpsa 1879 r. [11]

B BbicTynneHun xopa «KaHT» ocobeHHOe
BHUMaHMe Obino yaeneHo teBopuectsy . B.
CeupugoBa. VicnonHeHne counHeHnn leoprus
BacunbeBuua psgom ¢ My3bikon M. M. Mycoprckoro
NpOV3BesIO Ha MeHA BNeYaT/ieHne eLle Npu Nepeom
3HaKkomcTBe € «KaHTOM» — Ha My3bIKaJbHOM
npasgHuke MexayHapoaHoW kKoHbepeHUUn
kK 185-netnto M. . Mycoprckoro (Benunkwne
Nlykn, 2024). Ha HaweMm KOHLUepTe nporpaMmma
«KaHTa» npegctana B COKpalleHHOM BapuaHTe
n 6bina noggep>xaHa ymtatamm ns nucem M. I,
Mycoprckoro n aHesHukos . B. CBupunaosa,
KOTOpble Ha PacCTOAHWUM CTONETUA OBHapyXX1BaroT
«€AMNHCTBO, T. €. OBLLHOCTb XMN3HEHHbIX MHTEPECOB,
BOCTOProOB, CTPaZaHN N MPOKAATUIA UCKOHHOMY 3/1y»
[11]. B3rnssa kOMNO3MTOPOB Ha MpejHa3HayvyeHune
NCKycCTBa TakXKe coBnagaet: «Pycckas aywa, —
nucan . B. CBupngos B XX Beke, — OHa He 3HaeT
KyAa natn. VIckyccTBO MOXET yKa3sbiBaTb MyTun!».

MonuTtea 13 HapoaHon gpamsl M. . Mycoprckoro
«X0oBaHLWMHa» Bblia «NpPoAoKeHa» B My3bike . B.
CBupwvgoBa Ha TekCT koHaaka «CTpaHHoe PoxaecTBo
BuAeBLe» 13 Akaducta MNpeceaton boropogmubl.
MepenncrtbiBaa CTpaHMLbl CBUPUALOBCKOTO
peneptyapa, KamepHbl xop «KaHT» ncnoaHwun
«Tpu ctuxotsopeHuna A. C. lNMywkunHa»: «[ge
Halla po3a, Apy3ba Mou?», «EcTb B Poccum ropog,
Nyra», «<Ecnm xun3Hb Teba obmaHeT». MocnegHee
CTUXOTBOPEHNE HEBO3MOXHO He yCabllwaTb B
COOTHECEHUN C COBLITUAMMU MOCNEAHUX NET XM3HN M.
I. Mycoprckoro. Korga coBpeMeHHWKN 1 KOAern no
KOMMO3UTOPCKOMY Liexy, MpexJe ofapvBaBLUne ero
onpeseneHeM «reHvabHbI» (oTyero Mycoprckoro,
no ero co6CTBEHHOMY MpW3HaHuto, bpocano To B
ap, TO B X0/104), MOABEPIIN KOMMNO3UTOPa Taknm
CypOBbIM 06CYXAEHUAM, KOTOPbIE 3aCTaBUAN ero
«[i0 KPOBaBOro NnoTa» MPOBEPATb CBOV TBOPUECKME
OTKPbITUS — «HE MOXET HbITb, UTOObI 5 Obl1 BO BCEM
He npaB, He MOXeT bbITb» [11].

TBOpLYy, 4158 KOTOPOTrO «MCKYCCTBO — HE Lieib,
a cpescTBO 0b6LWeHns» [11], TPYAHO BbINO ANLLNTLCA
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MOHWMaHWSA TeX, KOro OH cumTan 6avmxxHUmMN. . B.
CBurpwuAoB My3bikoii Ha cnoBa A. C. lNyLiK1Ha CoBHO
yTewaeT MogecTta NeTpoBunya: «<Ecam XnsHb Tebs
obmaHeT, / He neyanbca, He cepauck! / B ageHb
YHbIHUA cMUpUch: / [leHb Becenbs, Bepb, HaCTaHeT.
/ Ceppue B byayuiem xuBeT...». B npegmnciosun
K BbINycky [MosHOro akagemmyeckoro cobpaHus
counHeHu M. M. Mycoprckoro I. B. CBupugos
nucan, CBUAETENbCTBYA O MOHUMaHUN ByayLLMMM
MOKOJIEHNAMU «KM3HEHHOrO NMpegHa3HavyeHnsa»
kKomMnosutopa: «Mycoprckuii 6bii1 B MOAHOM
cMbicne cnoBa nesuom Poccum. E€ cyabbamu, eé
60/1bt0 M PaZOCTAMMN HaMONHEHbI TBOPYECTBO, BCA
>KN3Hb, U BCE ero XyA0oXeCTBeHHOe BOObpaXxeHMe...
MocpeacTBOM My3bikv OH NOBeAaN HaM CBOW B3raag,
Ha cyabby Hapoaa Hallero, CBOW B3rasg, Ha NpUpoay
yenoBeKa M CMbICA €ro XU3Hu...» [22].

3akoHuUMA «KaHT» BbICTyMN/IEHME NepeoXKeHeM
ana xopa u doptenmaHo nbecbl «CTapblin
3aMOK» N3 uUuMKaa «KapTUHKK € BbICTaBku» M.
1. Mycoprckoro. Vaero «Ctaporo 3amka» Kak
ANHAMMYeCKM NMOBTOPAIOLWErocs U TeM CaMbIM
B6AMKe U BAMXKe «NOAXOASALEro» K caylatento
3BYYaHMWA TUPaXKMpPOBaJ B CBOEM TBOPYECTBE aBTOP
OpKecTpOBOro BapmaHTa «KapTMHOK C BbICTaBKN»
Mopwuc Pasenb. O rMunHOTMYECKOM pa3pacTaHum
«bosiepo» OH roBopua Kak 0 «CymMacLleCcTBUMN»:
«ByabTE OCTOPOXKHbI, Bbl KOHYUTE TEM, YTO HanuLieTe
bonepo!». M. . Mycoprckunin OTHOCUACS K CBOEN
My3blke MHaue. Ero «Ctapbli 3aMOK» — CMMBO
6eckoHeuyHoro (beccmepTHOro) nytn. OH MOXeT
nokasaTbCs CTPaHHbIM TOJ/IbKO TeM, KOMY CTPaHHbIM
KaxkeTca nyTb XpucTa, 3a KOTopbIM ciefoBan B XU3HN
n TBopyectBe M. N. Mycoprckuii: «Kpect Ha cebs
Hanoxwun 8 — nuwet M. . Mycoprckumin, — u ¢
MOAHATOM rONOBOW MOWAY... K CBET/ION, NpaBeHOM
Lenn, K HacToALWeMYy UCKYCCTBY, ntobawemy
yesoBeKa, XMBYLLEMY €ro OTPaj 0N, ero ropem u
CTpasomn».

«OTpaga, rope v cTpaga» B 3By4aHUN HapPOAHbIX
roNocoB aHcambs «CBeTOY» HbII0 UHULIMMPOBAHO

HamMu B NporpamMmMe KOHLepTa CO3HaTenbHO. B
cBOoMX naptutypax Mogect MeTpoBnY He oTMeyan
ayTEeHTUYHYIO MaHepy MeHus, B ero BpemMsa oHa
He 6blsia pacnpocTpaHeHa B NPopeccMoHanbHOM
My3blke. Tpaguums xe 6e3yc/I0BHO Menach BBULY
B XOPOBbIX W COJIbHbIX MapTUAX NepPCOHaxewn.
YuyacTve HapoAHOro KOANEKTMBA B UCMONHEHUN
dbparmMeHTOB onep, Ha Hal B3raaj, NO3BOAWIIO
NA04OTBOPHO BCKOJIbIXHYTb MCMOJAHUTENbCKYHO
TPaAWLMIO, 3aKPEMNMBLLYIOCA Ha akajgemMun4eckomn
cueHe. MNpeacTtaBaseTcs, UTO 3a NOAOOHBIMYU
TBOPYECKUMM KCNepuMeHTamy — Byayliee pycckow
onepsbl. B Lenom xe HapogHOe NeHwe npugano
noceswéHHon M. . Mycoprckomy KOHLLEepPTHOMN
nporpaMme OpraHUYHOCTW.

AHcaMbnb «CBeTou» Moj ynpaBieHNEM U C
yyactnem C. KO. benoBoMn NCMONHUA AYXOBHbIN CTUX
«MacTbipb fO6pPLIN MLLeT 6eaHyto oBLY: 6e3 Hero
nornbHert, xanb ee EMy», NpoTsaXHyto necHs «Ha
npoxoZe Halla MAafocCTb, HacTaBaja Halla CTapoCTb,
KaK XoNoAHas 31MMa», NAACOBYHO «fl Becenbili B3op
3aMeTua, TOYHO 3anpuMeTua». AKKOMMNaHupysa
cebe Ha rycnsx, BbICTYNWA CONNCT aHcambns PomaH
Ap>caes. OH UCMOJIHUA COUMHEHNE COBPEMEHHOTO
HapoaHoro komno3sutopa C. H. CtapocTtuHa, KoTopoe

Ha30BEM «ZyXOBHOW Hblabto». C TBOpUecTBOM M. 1.
MyCOprckoro 310 COUMHEHMeE, KaK 1 BCHO MPOrpaMmy
KOHUepTa, POAHUT AYXOBHOE cojep>XaHne —
ycTpemaeHHocTb k CnaceHuto: «[nyboka, rnyboka
B Konogesn Boaa. / Mnybxe Toro — Mos Tocka...
Bbicoko 3a obnaka yneten cokon. Beilwe Toro mos
pagocTb. Bbiwe Toro mos nt060Bb».

KoHuepT-oTKpbITME THecuHckoro dectmBans
COCTOANCA B AManore yyacTHUKOB U CayLlaTenen
C KOMMO3UTOPOM 4epes ero My3blKy, MMCbMa,
COUYMHEHNA eANHOMBILNEHHWKOB MPOLLIOTro
n byayuwero nokoneHuin. Bcneg 3a Mogectom
MeTpoBryem 6POCUB BbI3OB «CMAETHE» HaLUW
My3bIKaHTbl MPUBAN3NANCE KTBOPYECKOMY MOABUTY
— B/OXHOBAANMN NCKYCCTBOM, «yKasblBaau MyTu».
O TOM, HackONbKO 3TO HbIIO TOUHO MULLIET CONUCT
donbknopHoro aHcambns «Csetou» PomaH
Ap>kaeB: «KoHuepT 6bia Kak BbI30B. Mbl 10BUAN
YCKOb3aHOLLYH HWTb MEXAY NPOLLbLIM U HbIHELLHUM.
Mycoprckmin — OH Befib He MPOCTO KOMMO3MTOP, OH
— 3XO, TYJIKOE 3X0 PYCcCKoM aywu <...> lNoe3aka,
Ja... Ckopee nanoMHunyecTso. K nctokam, k cebe, K
PYCCKOM naee, KOTOpas HUKaK He XoueT ymupaTb.
W cnasa bory»

MPUNNTOXEHWE

OTKpbITOE MMCbMO-O0T3bIB O MPOCBETUTENBCKOM
MONOAEXHOM npoekTe «[HecuHckuin dectnaanb
"dwuanor Ha pogmHe komno3nTopa” Mogect My-
coprckunin» Bennkme Slykm — Mocka 2025

YBaxaeMmbln AnekcaHap CepreeBuy, joporue
HecnHubi!

OrpomHoe cnacmbo 3a npoekT MHecnHcknii de-
cTMBanb «[lnanor Ha poguMHe KOMMO3UTOpa», KO-
TOPbIN He CAyYaiHO HayanCs Ha BEUKOAYKCKOMN
3emne — poanHe Mogecra lNetposuua Mycoprckoro.

KonnekTvB Halwero yypexxgeHns vyasan nossie-
HWMA NojobHOro NpoekTa foarve rogpl. HaunHas ¢
opraHunsauymnmn KamepHoro xopa «KaHT» 13 ntobute-
nen My3biki Ha dyHaamMeHTe LleHTpa acTteTnyeckoro
BOCNUTaHWS, HolHe MBY [10 [leTckas LWKona NCKyCccTB
«LleHTp». Yepe3 KOHKYpPCbI FOHbIX XyA0XHUKOB «Kap-
TUHKM C BbICTaBKM», U Kak MPOAOJKEHME NIEHIPbI
«TBOpYeckne gaun» Ha poanHe Mycoprckoro, Ko-
TOpble Mbl MPOBOANM. 3akaH4MBas MeXAyHapOAHON
KoHbepeHLmei k tobunero M. M. Mycoprckoro, Bnep-
Bble OpraHun3oBaHHoOM B Bennkunx Jlykax k 175-ne-

TUHO KOMMO3MTOPaA W BAOXHOBAEHHOW apXUBHbIMU
pa3sbickaHnammn H. C. HoBnkoBsa, oTkpbiTnem Me-
MopuanbHoro Myses-ycaabbel M. . Mycoprckoro
B 4. HaymoBO, npuHaanexasluein B To Bpems Be-
NMKONyKckoi obnactn (HblHe KyHbMHCKWIA paioH
MckoBckonm obnacTtu).

B 2024 ropy Ha tobuneHOM KOHpepeHLmn K
185-neturo M. I1. Mycoprckoro B HalleMm ropoge
nobbiBasa COBPEMEHHbIN UCCe0BaTe b TBOpUe-
CTBa KOMMO3MTOPa, KaHANAAT UCKYCCTBOBEAEH WS,
JoueHT kKadeapbl nctopun My3bikn PAM nmenm IHe-
cnHbix CeemnaHa AHamoseesHa [lassosa. No cno-
BaMm CBeTnaHbl AHaTONbEBHbI, €€ B3BOJIHOBAJIO TO,
YTO OHa yBUWAENa, yCAbllana Ha pognHe Mycoprcko-
ro: B rnybuHHOM ropoge — rnybuHHOe cinyxeHune
My3blKe. Y My3blKOBeia poAuaach Uaes TBOPUECKO-
ro Ananora rHecuHLeB C BEIMKONYKCKUMU KOANEeK-
TMBaMW, negaroraMmv v y4YalmmMmcs My3blKaabHbIX
yupexaeHui, BblpocLlas B MPOCBETUTENbCKUIA MO-
NOAEXHbIN NPOeKT «[HecuHCckniA dpectmsanb “Aua-
Nor Ha pozuHe Komno3suTopa” Mogect Mycoprckumii
2025». Ha Bompoc o ToM, Kak yanocb peaansoBaTb
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37O NpodeccrmoHanbHo-obwectBeHHoe CobbiTue, aB-
TOp NpOeKTa HEM3MEHHO OTBEYAET: «TO/NbKO BMeCTe».
MpocBeTUTENIbCKNIA MONOAEXKHbBIN MPOEKT «[He-
CUHCKWI decTnBanb “inanor Ha posuHe KOMMOo3u-
Topa” Mogect Mycopcrkuii 2025» 6b11 nogaepxaH
pekTopoM Poccuiickoi akasgemumm My3blk UMEHU
[HeCUHbIX, AZOKTOPOM NCKYCCTBOBeAeHMA, npodec-
copom, naypeatom lNpemun MNpaeutenscrea Poc-
cniickon depepaumm AnekcaHopom Cepeeesuyem
PoixuHckum. Bnarogapum Bac, yBaxkaemblin Anek-
caHap CepreeBuny, 3a AeNCTBEHHYIO NOAAEPXKKY aB-
TOPCKOW MHULMATMBBI 1 33 TBOPYECKOe yyacTue B
NMpoeKTe, KOTOPbIV HamnpaB/ieH Ha 0ObesMHEHME,
HaLUMX COBMECTHbIX YCUANIN COXPaHATb U pa3BUBaTb
OTeYeCTBEHHYH My3blKasbHYHO KyAbTypy!

B npoekTe BOoCXMLaeT MacwTab 3asymMaHHOro
— He TONIbKO KOHLLePTbl MOCKBUYEW, HO N OTBET-
Hbl BU3UT B MOCKBY CO/IMCTOB U KONNEKTUBOB C
poavHbl Mycoprckoro. He To/IbKO KOHLLepPTbI, HO
N MacTep-Kaaccbl 3amMmeyaTteNibHbIX Npenojasare-
el — NCTOPMKOB, MMAHNCTOB, TEOPETMKOB. Takxe
3KCKypcum B My3esax: ycagbbe M. . Mycoprckoro
n kBaptupe E. ®. THecnHoln. MeponpusaTtua dectu-
BaJiA OXBaTWIM YeTblpe MapTOBCKUX AHA B Mpes-
ABEPUN fHA POXAEHMA KOMMNO3MTOPa 1 MPOLUAn
Ha BblcoyYalilleM NPOPeCcCUOHaIbHOM YPOBHE, UTO
419 Hac 0YeHb BaXKHO. /IMEHHO OTHOLLEHMe K CBO-
en crneumanbHOCTY, OTAava, C KOTopon paboTtanum
npenogasaTteny N CTyaeHTbl. THECMHLbI NOKa3anu
npumep CAy>XeHUs CBOeMy Aeny, My3blke U UCKYC-
cTBy. bpaso!!!

Ha 6a3e Hawen [eTcKOW LIKOAbI MCKYCCTB
«LleHTp» B I. Bennkue Jlykn coctoancsa KOHLEepT-oT-
KpbiTve ®ectnBana 1 mactep-knacc «Mycoprckui
— My3blKa/bHbIA XYZAOXHWK» MO CheLnanbHOCTL
«My3blkanbHasa AnTepaTtypa» AoLieHTa kadpeapbl UCTO-
puu My3blkn PAM nmeHu MHecunHbIx, kKaHanaaTa uc-
KyccTBoBegeHuns fOpus Bayecaasosuyua Bacuseesa.
Apyrve mactep-knaccel npoxoaman Ha 6ase AMLL
nm. M. IN. Mycoprckoro r. Bennkue Jlyku, nx nposenu
JoueHT kadeapbl KAMEPHOro aHcamb1 1 KBapTeTa
PAM vmeHn THecuHbIX, naypeaTt MeXAyHapOAHbIX
KOHKypcoB UpuHa BumaneesHa CunusaHosa («dop-
TennaHo» n «bopTenmaHHbli aHCamMbb») 1 AOLEHT
Kadespbl aHAIMTUYECKOTO MY3blIKO3HaHWSA, KaHAM-
JaT NCKYCCTBOBeAEHNA, KoMNo3nTop AHHa Bukmo-
posHa Knenoga («conbdespkno» 1 «<KOMMo3nLma»).

Bctpeya ¢ FOpurem BayecnaBoBuyem coctoanach
12 mapTa, TpaHcaaums B KoHuepTHbin 3an ALWLN
«LleHTp» Benacb 13 camoro cepgua PAM nmeHwu
THecMHbIX — MemMopunanbHOro Mysesn-kBapTupbl
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OCHOBaTeNbHULbl My3blKasbHOro koMbuHata Ene-
Hbl ®abnaHoOBHbI [HECMHOW, rae Mbl — YYaCTHUKM
M NMOYETHbIe roCTn decTnBans — NobbIBaAN C IKC-
Kypcuer no3xe — B fleHb OTBETHOTO MOCKOBCKO-
ro koHuepTta. baarogapum HOpus BauecnaBoBunua
3a yBJieKaTe/IbHOe OH/alH-3aHATNE, KOTOPOe 06b-
€VHWO YYaLLMXCA 1 Nejaroros AByX OTAeNeHUN
BE/IMKONYKCKMX [leTCKMX LIKOA MCKYCCTB — MY3bl-
KaJIbHOTO M XyA,0>KeCTBEHHOrO. /111 BCeX Y4aCTHNKOB
n cnywaTtenen mactep-knacca aBTopom Pectusans
6b1an npurotoBaeHbl CepTnduKaTbl 3a NOANNCHIO
pektopa PAM nmenu MHecuHbix AnekcaHapa Cep-
reesuya Pbi>XMHCKOTO.

Xouy OCTaHOBUTbCA Ha KOHLLEPTE, KOTOPbIN CO-
crosncs B Benvkumx Jlykax 13 maprta. MNpexge Bcero
— cKa3aTb O [HecuHckom aHcambie cospeMeHHOU
Xxopogoli My3biku «Altro coro», BbICTYNMBLLIEM Ha Be-
JIMKONYKCKOW 3eme ¢ nporpammoit «Leaespbl pyc-
CKOW AyXOBHOW My3blkn XIX—XX BekoB». [Tybanka
BbIXOZWAA M3 3a1a B C/1€3aX, He TO/IbKO NMOTOMY, YTO
K HaM MaJsio npuesaeT akaZeMUYeCcKnX KONNeKTU-
BOB, @ MOTOMY, YTO AyLLly 3aTPOHYIN CBOUM MEHNEM,
OTKPbINN Takue rnybuHbl B JyXOBHOW My3blke, Nean
Tak MOJIMTBEHHO, 61aroroBeHO, TakM HE3EMHbIM
3BYKOM, HaCTOJ/IbKO MPOHUKHOBEHHO... CayLiatenu
6eckoHeuHo bnarogapuan: «CKoNbKO 3MOLMIA Mo-
noxutenbHbix! My3bika — borom gaHHas, gns yte-
LUEHWA YeNnoBeYeCckon AyLlin». ITO CNOBa yUNTENS
HauaibHbIX kKnaccoB TaTbAHbl MuxaNoOBHbI 3ane-
COBOWN. HM 0AMH YenoBek He OCTa/Cs paBHOAYLL-
HbIM. 3TO 6blN KOHLIEPT — YTELLEHME Ye0BEYECKOM
Aywn. Cnacnbo rpomagHoe co3gaTento, Xyaoxe-
CTBEHHOMY PYKOBOAMUTENIO U ANPUXKEPY «Altro coro»,
pekTopy PAM mnmeHu MHecnHbix AnekcaHgpy Cep-
reeBuyy PbixnHckomy! Cnacnbo ero nomoLHmKam
— [enuncy Nropesnuy Mopososy 1 Makcnmunma-
Hy CtaHncnaBoBuuy Yumxauesy, cnacnbo ero copar-
HWKaM, ero cogenatensiM. OTOT KOHLEepPT OCTaHeTCs
B NaMATW BEJIKOyYaH Hafoaro n byaet nomoratb
XUTb Janblue.

Hun osHOro paBHOAyLIHOro neBLa He 6b1s1O, a
Be/b 3TO pebsTa, KOTOpble MOCTUraAtOT TaliHy XO-
poBOW My3blki. Kak 6bl XOTeI0Cb NPeACTaBUTb, UTO
3TW NpPeKpacHble MONOAbIE ANPUXKEPBI «MONAYT» MO
BCcel Pycu-matyluke, co3zaBas CBOWM XOPOBbIe KOJI-
NIeKTVIBbI, U 3aM0€T Hala PoauHa, kak 66110 Koraa-To.
Momorw, Nocnoau, BpasyMuTb, YTO OHU HY>KHbI He
TO/IbKO B CTOAMLAX, HO U B [POBUHLMMK, KOTOPON
Bceraa 6bina cuabHa Poccus.

Ewé oaHO noTpsaceHne BENKONYKCKOrO KOH-
uepta — Pos6kN0pHbIlU aHcambe «Cgemoy» CTy-

AEeHTOB 3 Kypca Kadeapbl XOPOBOro 1 CONbHOTO
HapogHoro neHnsa PAM vimeHWn [HeCUHbIX Nog py-
KOBOACTBOM CTapLUero npenojasartens, saypeaTta
MeXAyHapoAHbIX KOHKypcoB CeemsaHel FOpbegHsi
besnogoli. 37O 3ByYaHWe Hallein pPyCCKOW HapOAHOW,
NOANMHHOW, UCTUHHOM, rNyBOKOW CyLLHOCTK, KOTO-
pas XXMBET B KaXOM PycCKOM 4yesnoBeke. B Hegpax
BEKOB CO3peBaJiv HameBbl, C10Ba, CO3BY4YMA... BoT
OHW nepej HaMn — Kak Korga-To 3By4anu B jge-
PEBHSAX, Ha TYNAHbAX, Ha NocuAenkax... Mol Tenepb
MOXEM MPUKOCHYTbCA K 3TOW PYCCKOW My3blKab-
HOW, BEKOBOW NCTOPUM TONbKO Ha cLeHe. B XXn3Hu
3TO Mcyesno, Kak ncues rpag Kntex. Xpanurenamu
APEBHEN PycCKON KynbTypbl ABAAOTCSA Npodeccmo-
HaslbHble My3blKaHTbl — MpenojaBaTenv u CTyeH-
Thl, @ TaKXe NH0OUTeNbCKME KOMNEKTUBBI, KakK Hall
bOoNbKNOPHBIV aHCamMbab «3apsaHMLa» (KOTOPbIN
y4acTBOBa/ B MOCKOBCKOM KOHLiepTe dpecTnsans).
MoHpaBMACS HEOOLIKHOBEHHbIN NErKNIA, NETALLNN
3BYK, TOHKas HroaHcMpoBka «CBeTo4Ya». [lyxoBHbI
cTux, MpoTaxHaa necHa... Apyraa ctopoHa — lMNasa-
COBas, HO ONATb HMKAaKOro GopPCMpPOBaHMA 3BYKaA...

A xopbl 1 necHn n3 onep Mycoprckoro?

VicnonHeHne HapogHbIM cocTaBoM «CBeToua»
dparmMeHTOB HapoAHbIX gpam «bopuc NogyHoB» 1
«XOBaHLLMHa», HaM1CcaHHbIX, Kak U3BECTHO, A1 aKka-
AEMUYECKOTrOo MeHUs, — MA0Z TBOPYECKOro COTPYA-
HW4yecTBa aHcaMba C aBTOPOM NpoekTa decTvBans
— CBeTnaHol AHaTonbeBHON [MaBnoBoOW, Npeano-
XMBLUIEM NO-HOBOMY MpPOYMTaTh My3blKy KOMMO-
3nTopa. Mbl nuTaeM ocobyto At06OBb K ONEpPHOM
Tpagnumm ncnonHerHua M. . Mycoprckoro, notomy
YTO B MPOLUIOM CTONETUM BeayLLUne COANCTbI bonb-
LLIOro TeaTpa — noymnTaTenn TBOpHECTBa KOMMNO3N-
TOpa 6bIAK YacTbiMK rocTAMK ero My3ses 1 Halwmnmu
roctamu. MicnonHeHne «CeeTouem» onepHbix ¢par-
MEHTOB YANBWAO OPraHNYHOCTbIO 3BYy4aHuA. [enn
Kak-TO 0COBEHHO COYHO, O6BEMHO U1, BMECTe C TEM,
Kak Mblcan Bcayx. VMIHToHaumn naava ms MNMpono-
ra «<bopuca logyHoBa» nposBuan cebs no-Hapos-
HOMY, C MpUYeTOM, CO ce3amu. [ecHs Mapdbl 13
onepbl «XOBaHLMHa» B UCMOAHEHUN COANCTKN aH-
cambna ApuHbl JbsHOBOW 3By4Yana Kak MOANNHHO
HapoZHas MecHs, OYeHb CBEXO, He HObLUIMM To-
NOCOM, MPOHNKHOBEHHO.

CeppeuHo bnarogapum CeeTnaHy AHaTO/IbEBHY
MNaBnoBy — aBTOpa W opraHm3atopa «HecuHCcKo-
ro pectmsans JUAJIOT Ha pogmHe KoMno3nTopa»!
bnarogapum Bcex NHeCMHLEB, OTKANKHYBLUMXCA Ha
3TOT MONIOAEXHbIN MPOCBETUTENBCKUIN NPoeKT! Mbl
yCAblLIanN He TONbKO HOBbIe A/ Hac BeanKoen-

Hble MYy3blKa/ibHble KONNEKTUBbI, HO YC/bILAAN HO-
Boro Mycoprckoro! B Tom uncie — B aHHOTaLMAX
aBToOpa NpoekTa, KOTopas BbICTyMWa BeayLLel KOH-
ueptoB ®ectneans — un B Beankunx JSlykax, u 8 Mo-
ckBe. AHHOTMPOBaHWeE MPOV3BENO NoTpAcatoLLee
BrneyataeHne. C OAHOWN CTOPOHbI, OYEHb AeanKaT-
Hoe, He BbICTaBAstoLLee cebs Hanokas, a C Apyron
— rnybokoe, HanosHeHHoe MbicasMU Mycoprcko-
ro, ero peybto, ero HeEMOBTOPUMbIMWU MHTOHALUAMMN.
Hu ogHoM nycTon dppasbl, HU OAHOW HENPOAYMaH-
HOM LuMTaThl... «<BocTopr n NnpucHo BocTopr».

Mo gopore B MockBy 14 mapTa BCe yyacTHU-
Kn pecTmBana — 1 BENNKONYYaHE, N THECUHLbl —
MMen BO3MOXHOCTb MOKJIOHNTLCA NaMaTn Mogecta
MNMeTtpoBnuya Mycoprckoro B ero pogHbix mectax! B
cene KapeBo HaM NpuLLIOCh ByKBasbHO MPOPbI-
BaTbCA CKBO3b JOX/Ab C BETPOM K MaMATHUKY KOM-
Nno3nTOpa, B34bIMalOLLLEMYCA Ha BbICOKOM XOJAMe
Hag o3epom Xumxua. Ho Hawwm cyactamBble anua
Ha doTorpadumm (M3 KOTOPbIX, MO METKOMY 3aMeya-
Huro AnekcaHppa Cepreesnya PbIXXWHCKOrO, Han-
6onee y3HaBaeMbIM B HACTOALLMX YCAOBUAX ByaeT
Mogecr lNeTpoBuny) HaBcerga 3anevaTneny MOMeHT
PaAOCTHOTO CpaxeHns co cTuxueit. MobeanTens-
MW 13 Hero BbIWAN 6onee cTa YyenoBek dpecTBasb-
HOTO JZecaHTa, AasbHeNLle TOUKON Npu3emMaeHuns
KOTOpPOro cTana ycagabba Ynpunkosbix (poantenei
MaTepu KOMNo3uTopa) B AepeBHe HaymoBo, rae
pacnonoxeH MeMopwuanbHbIli My3ein-ycagbbbl M.
. Mycoprckoro.

HeobbIKHOBEHHO yZauHO 6blA 3an1aHNPOBaH U
COCTOSNCA My3€eWHbll gnanor B ycagbbe M. . My-
coprckoro. Tak, MoApobHY0 3KCKypcmto «XKU3Hb 1
nnyHocTb M. . Mycoprckoro» nposena AMpekTop
My3esi-ycaabbbl Jluans HukonaeeHa AmutpureBa, a
COTPYAHUKM ycaZbbbl NpeACcTaBUAN UTPOBYHO MPO-
rpammy «bbIT KpecTbsH NckoBckon rybepHum». C
nekumen «EneHa PabraHosHa MHecrHa 1 eé My3bl-
KanbHOe OKpy>eHue» B benom 3ane ycaabbbl Bbl-
CTYNUA AVPEKTOP My3es-KBapTupbl En. ©. THecnHoW,
CTapLmi npenogaBatenb Kaheapbl UCTOPUN My3bl-
k1 PAM nmeHn MHecrHbIX, naypeaTt MexXayHapoa-
HbIX KOHKypcoB AHOpeli AnekcaHdposuy [anoHos.
VIHTepecHbIN paccka3unk — 3pyauT, Beankoaen-
HO BAajeroLWMA NHCTPYMeHTOM AHApel AnekcaH-
APOBUY 06afn ayAnTOPUIO 1 MO3Xe BCTpeYan Hac
¢ MockBe B My3ee EneHbl ®abraHOBHbI.

OTBEeTHbIV KOHLLEPT B CTOAMLE cocTosAnca 15 Map-
Ta B My3bikanbHOM roctvHon [loma Lysanosown. Kak
npuvHMMana Hac MockoBckas nybauka! Kakoe TBop-
yeckoe 0obLLEeHMe COCTOANOCh C My3blkaHTaMu He-
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cnHkn! Bnnotb 10 obMeHa nepesoXeHnsaMU My3bIKu
PaxmaHnHOBa, 3aMHTEPECOBABLUMX CTOANYHBIX UC-
NnoaHWTeNel (NepesoXxeHns, KCTaTu, Aefan Ans Ha-
LUMX MY3bIKAHTOB BbINMYCKHUK MHecnHkm)! Conncrel
1 KonnekTuebl 13 Beanknx Jlyk — aptuctel @unap-
MoHUK AN «LleHTp», 3aCny>KeHHbIN KONNEeKTUB
HapogHoro TBopyecTBa KamepHbin xop «KaHT» (xy-
[OXECTBEHHbIN PYKOBOAUTENb U ANPWXEP — HOnns
LLToHaa), HapoaHbI KoANekTMB GONbKAOPHBIV aH-
camMbnb «3apsaHuua» AML nm. M. 1. Mycoprckoro
(XyB,0>XKeCTBEHHbI PYKOBOAMTENb — 3aCNy>KEHHBbIN
paboTHWK KynbTypbl MNckoBcko obnacty, obnaga-
Te/lb MOYETHOrO 3BaHMsA «/lya 3emau NckoBCKOM»
Mapraputa AMUpxaHaH) — JOCTOMHO NPO3BYyYanu
Ha lHecnHCcKoM cueHe. Jna Hac 3TO OrPOMHOE BAOX-
HOBEHWe U pajoCTb ABnxeHns «Bnepéa! K Hoebim
6eperam nckyccraal»

Ha MOCKOBCKOM KOHLIepTe C MPMBETCTBEHHbIM
CNOBOM K y4acTHMKaM dectnsana obpatunach 3a-
BeAytoLlan KapeApon NCTOPUIN My3bIKKM, LOKTOP UC-
KyCCTBOBeAEeHMA, JOKTOP MCUXONOrMYEeCKMX Hayk,
npodeccop, N3BECTHbIN ODBLLECTBEHHbIN AeATeNb
AuHa KoncmaHmuHosHa KupHapckas. Bmecte ¢ aB-
TOopoMm npoekta — CBeTnaHol AHaTonbeBHOW [MaB-
JIOBOW OHa BPpy4uaa HaMm brarogapHocTu oT pektopa
Poccuiickon akagemMumn My3biku UMeHU THeCUHbIX
AnekcaHgpa CepreeBunya PbixknHckoro. OcobeHHo
MPUATHO, UTO 6NaroAapHOCTb 1EKTOPY-NCKYCCTBOBE-
4y Onbre HukonaeesHe HOBMKOBOW, KOTOpas ABAA-
eTcA peAakTopoM YHWKaNbHOIO apXMBOBEAYECKOro
TpyAa BeAnkonydyaHuHa, yneHa Corosa nucateneit
Poccun H. C. HoBrkosa «Mosmtea Mycoprckoro»,
npo3sByyana B guanore ¢ bararogapHocTbio Nuca-
Tento, KaHanaaty GUaoNornyeckmx Hayk, JOLEeHTY
JlutepatypHoro nHctutyta M. A. M. Fopbkoro, aBTo-
py MoHorpadum «Mycoprckunin» ns cepum «KnsHb
3ameuvaTesibHbIX Nr0den» ngatenscTea «Monogas
reapgusa», unery Cotosa nucatenen Poccum Ceprero
PomaHoBuuy ®egakunHy. Oba oHu HbIM NpescTaB-
neHbl [NoyéTHbIMKY roctamu MHecuHckoro dectreans.

CHoBa 1 cHoBa 6narogapum Joporux MHecuH-
LieB 3a Npa3AHMK My3blKK1, TBOPYECKOTO 06LLeHNA!
CreunanbHO XO4eTca ckas3aTb O MOATOTOBAEHHON

aBTOpPOM npoekTa [HecrmHckoro dectmBand nevat-
HOV NPOAYKLMM! TO 3aNOMUHAIOLLMNECH «<NETALLUM>
noroTmnom apum n 6a1arofapHoOCTU yyacTHMUKaM
dectmBana, NPorpamMMKM € BbIMMCaHHbIMW TeKCTa-
MU KaXJ0ro MCNoJIHEHHOrO B KOHLLepTe Npon3Bse-
AeHus, HakoHel, 3To bykneT (Tonbko ¢ 6osbLluoW
6yKBbI), KOTOPbIN HEe XO4EeTCA BbINyCKaTb U3 PyK, HO
pa3rnagbiBate, UNTaTb, YANBAATLCA doTOrpaduam,
TekcTaM, NopaxaTtbCs, YTO U Mbl CHOAA NOManun 1 Bbl-
rA4MM OYeHb JOCTOMHO PAAOM C Takumu Macte-
pamu... Byknert, Kak 1 MNpoekT NnpogyMaH AeTanbHo,
B HEM HET MeJsiouel, BCE nponucaHo anbo «mac-
Nom», MMBO «akBapebo», B 3aBUCMMOCTUN OT 3a4au.

«Haw ¢ecTrBanb Hanpae/eH Ha crioyeHve bob-
wux n Manbix 6eperos PoanHbl — Poccun...» — nu-
LIeT BO BCTYNUTeNbHOM YacTu bykneta aBTop. Kak
3TO HEOOXOAMMO HaM B HaLUMX ManblX ropoAax, Yto-
6bl MOYYBCTBOBATH JibIXaHWE COBPEMEHHOM XN3-
HW My3blKaJIbHOrO UCKYCCTBa, a MHecuHL.am, 4Tobbl
yCabllaTh Halle cepauebreHne 1 NoHATb, YTO Mbl
SKUBbI U XAEM TakuX NPOEKTOB, YTOBObl BHOBb MO-
YyBCTBOBaTb B cebe Cubl NPOAOIKAaTL BOPOTLCS
3a NOA/IMHHOE MCKYCCTBO Ha Halleil Manoin poanHe.

Kak xopoLlo, UTo NPOeKT «MHOFOCEPUNHbBIN»,
TaK KaK reHnanbHbIX, BEJIMKMX U MPOCTO OTANYHbIX
KOMMO3UTOPOB Y Hac MHOro. Xo4eTca noxenaTb
HecMHLaM HOBbIX BAOXHOBEHWW, HOBbIX NpoYTe-
HWA, HOBbIX COUMHEHWNI U, KOHEYHO, TanaHTANBOMN
Monoaéxun. CeetnaHe AHaTonbeBHe [laBioBon —
Mbl Bac nro6um, xxenaem Bam moryuero 340poBbs,
XOpOLUEero oTAbixa JIeTOM U BAOXHOBEHWUA Ha HO-
BbI Juasioe».

17 mapta 2025 roga

OcHoBaTesb, MepPBbIl XYA0XKECTBEHHbIN PYKO-
BOAMUTENb U AVPUXKEP 3aNy>KEHHOro KONNeKT1Ba
HapogHoro TBopyectBa KamepHoro xopa «KaHT»,
ocHoBaTenb LleHTpa acTeTnyeckoro BocnmntaHms,
HblHe npenogasaTtens MBY A0 AL «LleHTp»
r. Benvkne Jlykn, TatbssHa MuxannosHa [ygako.

Awnpektop MBY O «ALWN “"UeHTp"», connct-
ka ®unapmoHumn «LleHTp» Hatanba AHaTo/IbeBHa
MnexaHosa.
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