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VLADIMIR TARNUPULSKI was born on April 30, 1955 into a musician’s family
in Dnepropetrovsk. There he started his professional education at the musical
college, studying the piano with Mikaela Aleksandrova, and afterwards pursued
studies at the Moscow Conservatory from where he graduated in 1980, having
studied composition with Nikolai Sidelnikov, orchestration with Edison Denisov
and music theory with Yuri Kholopov. The successful premiere of the Concerto
for Cello at the Grand Hall of the Moscow Conservatory in 1982 was the first step
in making the young composer famous, first in his home country, and soon after
that in other countries.

Tarnopolski is a participant of many international festivals, his works being
premiered by such outstanding musicians as Mstislav Rostropovich, Gennady
Rozhdestvensky, Valery Gergiev, Alexander Lazarev, Vladimir Jurowski, Sylvain
Cambreling, Ingo Metzmacher, Reinbert de Leeuw, Natalia Gutman, Yuri Bashmet;
his music has been played by the Russian State Academic Symphony Orchestra,
the Bavarian Radio Symphony Orchestra, the Mariinsky Theatre Orchestra,
Ensemble Modern, the Munich Philharmonic, Ensemble Intercontemporain,
the Studio for New Music Moscow Ensemble, Ensemble Klangforum Wien,
the Schonberg Ensemble, Ensemble Musikfabrik; his operas have been staged
in Russia, Germany, England, France, Norway and the Netherlands.

The artistic development of Tarnopolski turned out to be very intense and at times
impetuous. He is a great proponent of modern musical trends, and this clearly
comes across in every composition he writes. However, the avant-garde passion
for innovation, which has long become commonplace and spawned its own
kind of academism, is not his approach in the least — the composer seeks
to do something different, to create new music that primarily relies on releasing
its inner, immanently natural potential and does not hide behind either extra-
vagant non-musical gestures or purely technological ideas. For Tarnopolski
the required musical fabric is conceived of as a complex interweaving of harmony
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and timbre and associated primarily with a particular aesthetic quality, which
he himself defines as the new euphony. It “removes the opposition between
consonance and dissonance, sound and noise, harmony and timbre, acoustic
and electronic instruments,” which is achieved through the detailed technique
of timbre-harmony and texture.

However, the heightened attention to the specifically sonic aspect of musical
texture does not presume that the composer’s workis free of cultural and historical
undertones. Tarnopolski described his works of the 1980s as “culturological”,
referring to the conscious engagement with various landmarks in music history:
from the Bach chorale, recast in terms of instrumental theatre (the Choral
prelude Jesu, deine tiefen Wunden for string trio, two solo percussionists and
ensemble, 1987), to folklore with its elements turned into fractals of a certain
“naturally germinating” composition (Piano trio with singing Troisti muzyky, 1989).
Later those connections moved deeper, but did not disappear, and in each
of his musical compositions it is still possible to perceive the presence of an ever
new-found range of associations, driven by specific concept. Tarnopolski’s music
always takes a polished form that emerges from the unique idea of the piece.

Tarnopolski is altogether open to the world, keen on constructing the edifice
of new music in all its possible forms and manifestations; hence his dedicated
public activity that resulted in establishing in 1993 the first Russian Centre
for Contemporary Music and the Studio for New Music ensemble at the Moscow
Conservatory, as well as the Moscow Forum festival (organized at regular intervals
since 1994), hosting along with the Russian musicians high-class ensembles from
other countries.

The four compositions on this CD present a portrait of Tarnopolskias a 21st century
artist, the first being a powerful “prelude” from the 1990s — a monumental compo-
sition for large orchestra The Breath of the Exhausted Time, — and the last being
another orchestral work, the recent premiere of Tabula Russia. Together with
other compositions recorded on this CD and two operas (When Time Overflows
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its Margins (1999) and Beyond the Shadow (2006), they provide an overall insight
into the present style of the composer.

THE BREATH OF THE EXHAUSTED TIME (1994) was commissioned by the Munich
Biennale for the Bavarian Radio Symphony Orchestra and first performed
on May 9, 1994 at the Gasteig conducted by Alexander Lazarev.

This is a work of great importance for Tarnopolski, and not only because
of the commission being highly prestigious and the successful premiere leading
to anotherassignment of writing an opera for the Munich stage (also on the theme
of time — When Time Overflows Its Margins, 1999). In The Breath of the Exhausted
Time Tarnopolski for the first time turns to a large orchestra of expanded
proportions, including several electronic and multiple percussion instruments.
The wealth of instrumental options makes it possible to create a fully-fledged
composition of complex timbres that, while following in the footsteps of Varése,
Xenakis and Ligeti, stays very far from any mimicry. For Tarnopolski the classical
“music of timbres” is more of a starting point in his own journey; his composing has
a greater freedom and is marked by spontaneity and lively diversity, the sounds
rising and branching out according to the fanciful logic of the internal procedures.

“The basis of this composition,” — he explains, — “lies not so much in the struc-
turally shaped musical material as in the unceasingly self-evolving sound matter.
The emergence and dissipation of sounds, their merging and condensation
determine the flow of the form. In this piece | perceived musical time as ‘slow
time.’ | intended this work as a sounding metaphor of a gigantic Solaris (referring
to Stanistaw Lem and Andrei Tarkovsky).”

The cycles of rise and fall of the sound matter occur at different times, their waves
not coinciding in various layers of timbre and texture. They are void of any clear
purpose and the composition could be regarded among those of a static nature
if it were not for the conclusion. The gigantic crescendo and the catastrophic
abrupt ending come across as a metaphor of the last intake of breath and
exhaling — the image in which the meaning of the whole piece is focused.
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CHEVENGUR for voice and ensemble set to texts by Andrei Platonov (2001)
was written upon a commission from the Deutschlandfunk. It premiered
the same year in concert in Amsterdam, performed by those to whom it was
dedicated: Svetlana Savenko (mezzo-soprano) and the Studio for New Music
under Igor Dronov. Chevengur is a concert piece, carrying however the signs
of a true drama unfolding strictly within the realm of sound. The voice is accom-
panied by a small personalized ensemble of nine musicians, the sound of which
in the richness of timbre palette creates a near-orchestral effect. At the climax
of this composition a tape-recorded voice joins in, “splintering” the soloist’s part
and turning the monologue into an intense inner dialogue.

Notwithstanding the title chosen by Tarnopolski, the only text he uses from
the novel of the same name is the final song “Ah, my comrade in arms,” which
ends with a bitter observation typical of Platonov: “it is a shame to live,
it is sad being dead”; the rest comes from Platonov’s novellas The Juvenile Sea
and The River Potudan. Chevengur is a dystopian novel of the great writer, who had
better than anyone managed to express the existential meaning of the cataclysms
that Russia underwent in the 20th century. It is as if the consciousness
of the individual loses its sense of self, being dissolved in the elements around
them and descending to the level of dumb creatures and inanimate objects.

The word becomes an instrument of this transformation. Tarnopolski “dissects”
it, dismembering it into phonetic units and aligns the vocal and instrumental
intonation on a single timbre scale that has a carefully designed system
of timbre modulations operating within it. According to the composer, it was
important for him that “the instruments would speak and the voice play; when
the soloist is articulating the word ‘s-no-va’ [engl.: again], separating every
phoneme, the violin immediately joins in imitating the sound ‘s’ (with glissando
by the bow along the string); the syllable ‘va’ is handed over to the trombone
with ‘wa’” mute, and so on. Every word is standing on its own and the music
of it acquires its own weight.” Yet, in focusing on the phonetics of the words,
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Tarnopolski does not dissolve its semantics. The motion of the form (conceived
by the author to be in the spirit of the ancient motet) is directed by the change
of text and the nature of its articulation; moreover, the composer creates within
the fabric of the music itself non-verbal equivalents of Platonov’s images,
following the spirit of Platonov’s surrealism, growing on the soil of the most
authentic lifelikeness. The clanking and screeching of a train travelling in times
of havoc (the train not being mentioned in the text) accompanies the hoarse
mournful song “the likes of which,” — the composer comments, — “are heard at all
of Russia’s multiple wars, from the Civil War to the war in Chechnya, whose very
title was mystically ‘foretold’ by Platonov’s Chevengur.”

FOUCAULT'S PENDULUM (2004) was commissioned by the Dutch Schénberg
Ensemble, premiered at the Main Hall of the Concertgebouw in Amsterdam,
under the baton of Reinbert de Leeuw. In this composition Tarnopolski again
used a large-scale ensemble favoured by him from the beginning of the 1990s
(Cassandra, 1991). On this occasion it was supplemented by instruments less
common in the traditional orchestra set-up — a pairing of bayan and accordion,
together with cymbals and guitar. The title refers, in addition to the famous
pendulum of Léon Foucault, to the mystification novel of the same name,
by Umberto Eco.

According to the composer, “the pendulum symbolises the binary rhythms
of the universe, and that idea lies at the root of the work. It contrasts two different
types of music, and correspondingly two kinds of time, one continually wave-like,
similar to real-time breathing, the other mechanically uniform, symbolically
represented by a metronome ticking away on the stage. The breathing embodies
here living matter, in opposition to mechanical automatism.” As before, the “main
protagonist” of the composition is time; its leading motif, or more accurately
its leading timbre, associated with the sound of the cymbals. Its frequent repeti-
tions, with gradually accumulating variations, build up to a powerful culmi-
nating phase — “the breath of time” little by little “overflowing” (given that, unlike
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the pendulum of a clock, the oscillation plane of Foucault’s pendulum shifts
according to the rotation of the Earth).

By and by, through the regular beats of the metronome, there gradually
emerge other “irregular” and asymmetric rhythmic figures, disrupting the rigid
metrical grid. These elements loosen the orderly mechanism of the pendulum
to the point of complete “asynchronisation” — a multilayered poly-ostinato.
The theme-patterns of the climax are reminiscent of the final bars of the Sacrificial
Dance from the famous ballet by Stravinsky. However, with Tarnopolski
it is not broken off, but deconstructed, as if “falling apart” and slowly running
out, reaching a stage where the sound is almost completely “dematerialised”.
And again, as at the end of the first section, we are left with the solitary, “laid bare”
tick of the metronome, beating the implacable passage of time.

TABULA RUSSIA (2015) is an orchestral piece, written for the festival of Russian
music in Rotterdam and dedicated to Valery Gergiev, who conducted its first
performance given by the Rotterdam Philharmonic on September 11, 2015.

The title is a paraphrase of the well-known Latin expression tabula rasa
(that is, “blank slate” or starting “from scratch”). “This is the name-given
in antiquity to the wax tablets used for recording a text”, — the composer says,
commenting on his idea. — “Before inscribing a new text the old one would
be erased (by smoothing over the wax), so the expression tabula rasa contains
a certain ‘double code’ — the mystery of the previous text and the riddle
of the future one yet to be written.”

The festival of 2015 was dedicated to Sergei Rachmaninoff, and Tarnopolski,
in his own words, aspired to have as a point departure for his composition
the sound images of the great Russian composer. In this composition “the bell-like
sound quality, the elements of strict liturgical prosodies, and exultant Paschal
chants” dissolve in yet another “obliterating” tide of time.
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“The main sonic idea of my piece, its initial impulse and the source of the musical
material,” — the composer explains, — “was the deep tone of the Russian church
bell, which from ancient times has been the main sounding symbol of Russia.
This primeval rumble of the bell forms a wonderful combination of a harmonious
cosmos of overtones and a chaos of a multitude of chance side-tones — a peculiar
kind of sound chaosmos.” The acoustic pulsations of the bell peal define the tonal
and textural spectrum of the composition and from their rhythm towards the end
of the piece in the lowermost register of the string instruments, there surfaces
almost imperceptibly a strict orthodox recitation of “Lord, have mercy.”

In another comment the composer continues: “The chaos that generates from
within itself the fragile beauty and orderliness of the cosmos, and conversely,
the order that is fraught with all-destroying chaos — this metaphor, it seems to me,
represents an important archetype of the Russian consciousness. In the quest
for identity, Russia continuously rewrites its own history, each time starting with
tabula rasa, plunging into extremes, and each time erasing previous meanings
in the attempts to find an ideal utopia.”
Svetlana Savenko
Translation: Maria Lastochkina




CHEVENGUR
for voice and ensemble (20071)
Text fragments by Andrei Platonov

Day after day a man walked on into the depth of the south-eastern steppe
of the Soviet Union.
...Space was a space of depth, not of thickness, and there were such powerful
hillockingss of soil everywhere that the world seemed dreary and stifling...

Translated by R. & E. Chandler and A. Livingstone,
from "THE JUVENILE SEA”

With the establishment of peace it had become quiet again in the provinces and there
were fewer people: some had died in the fighting, many were being treated for their
wounds, forgetting the heavy work of the war in long sleep, while some were still
making their way home, walking over thick unfamiliar grass which there had not
been time to see before, or maybe it had just been trampled down and had not been
growing then. They walked with faint, astonished hearts, recognising again the fields
and villages along their path. Their souls had changed in the torment of war and they
were on their way to live as if for the first time, dimly remembering themselves...

Translated by R.&E. Chandler and A. Livingstone,
from “THE RIVER POTUDAN"

Ride on, comrade, and sing a song;
Sing, comrade, and ride ahead.
Our turn to die came long ago --

It’s shame to live, it's sad being dead.
Comrade, comrade, don't lose heart!
Our mothers said life lay ahead --
But my mother told me: First
Make sure your enemy’s nice and dead
And then lie down on top...

Translated by R. & E. Chandler
from “CHEVENGUR”
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BHAﬂl/lMI/lP TAPHUHOHbCKl/lPl pogunca 30 anpena 1955  roga
B [lHemponeTpoBcke B cembe My3blkaHTa. [lpodeccmoHanbHoe obpa3oBaHue
nonyunn B My3blKallbHOM YuMaulle POAHOro ropoja B Knacce ¢opTtenuaHo
y Mukasnbl Anekcanaposoi 1 3atem B MockoBckoi KoHcepsaTopuu, rae B 1980
rogy 3aBepLumn obyuyeHue no Knaccam komnosuuuu y Hukonasa CupenbHUKOBa,
OpPKeCTPOBKM y IauncoHa [leHncosa v Teopum My3biku y KOpura Xononosa. YcnewHan
npembepa BuosoHuenpHo20 KoHUyepma, coctoaswanaca B 1982 rogy B bonblom 3ane
MockoBcKoW KOHCepBaTOpUM, MONOXMAA Ha4yaNo M3BECTHOCTU MOJSIOAOTO KOMIMO-
3MTOpa, BHauase Ha PoAVHe 1 O4YeHb CKOPO — 3a pybexKom.

TapHOMOMbCKUA — YYACTHUK MHOFOUMCIIEHHBIX MeXAYyHapofHbIX decTuBaneil,
npemMbepbl ero COYMHEHWI MPOBOAWAN TaKuMe NPOC/aBeHHbIE My3blKaHTbl Kak
Mctucnas Poctponosuy, leHHaanin PoxaectBeHckui, Banepui leprues, AnekcaHap
Jazapes, Bnagumup tOpoBckuii, CunbeeH KambpeneH, MHro Meumaxep, Peiinbept
Ae Jley, Hatanba [ytman, lOpuin bawmer; ero nponsseaeHna ncnonHanm [locopkectp
Poccum, Opkectp baBapckoro paguo, OpkecTp MapumHckoro Teatpa, Ensemble
Modern, Opkectp MioHXeHcKon dunapmoHuy, Ensemble Intercontemporain,
MOCKOBCKMIA aHcambnb Cryama HoBoi My3blki, Ensemble Klangforum Wien,
Schoenberg Ensemble, Ensemble Musikfabrik. Onepbl TapHononbckoro ctaBunuch
8 Poccun, fepmannu, Anrnnm, ®paHumu, Hopserumn v fonnanguu.

TBopueckoe pa3BuTMe TapHOMONbCKOTO OKa3anoCb OYeHb WHTEHCUBHBIM,
BpeMeHamn cTpemuTesibHbiM. OH yOeXAEHHBIA NpPUBEPXeHeL, HOBOro, W 3TO
HETPYAHO OLLYTUTb B KaXKLOM ero counHeHun. OfHaKo aBaHrapLHbii nagoc n3obpe-
TaTeNIbCTBA, AABHO CTaBLUMIA BeLlblo MPUBLIYHON 1 MOPOAVBLUMIA CBOEro popa
HOBbI/ TN aKkafileM13Ma, KOMNo3nTopy He 630K, MO0 OH CTPEMUTCA K MHOMY —
K CO3[1aHUI0 HOBOI My3bIKU, ONMPAIOLLEICA B NMEPBYIO oYepelb Ha packpbiTue eé
8HYMpeHHe20, UMMAHeHMHO-NPUPOOHO20 MOTEHUMaNa, He NPAYacb HU 3a KCTpa-
BaraHTHbIMU BHEMY3blKaJIbHbIMU KecTamu, HU 3a UYWNCTO TEXHONOrMYeCKUMM

ugeamu. Ins TapHOMONbCKOrO UCKOMas My3blKaslbHas MaTepus NpepcTaBnseTcs
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CNOXHBIM FapMOHMEe-TEMOPOBbBIM CMJIETEHNEM 1 aCCOLMMPYETCH, MPEXae BCEro,
€ 0CObbIM 3CMemuyeckuM KauyecTBOM, ONpeAeNseMblM CaMM KOMMO3UTOPOM Kak
Hosas 38(hoHuA (HOBOe 6Gnaro3syume). B Hell «CHMMaETCs NMPOTUBOMOCTaBIEHVE
KOHCOHaHCa M [UCCOHAHCA, 3ByKa U LIyMa, rapMOHUM 1 Tembpa, aKyCTUYeCcKux
U 3NEKTPOHHBIX WHCTPYMEHTOB», YTO [OCTUraeTcs MOCPefCcTBOM AeTanu3npo-
BaHHOI TeMOPOBO-rapMOHUYECKOI 1 paKTYPHON TEXHUKU.

lMoBbllleHHOe BHMMaHMe K COBCTBEHHO 38yK0BOU CTOPOHE My3blKalbHOM
TKaHUW OfHaKo He 03HauyaeT, uYTO COuYMHeHMs TapHOMONbCKOrO CBOOOAHDI
OTKYNbTYPHO-MUCTOpUYeCcKmXx noaTekcToB. CBom onycbl 1980-xrofos TapHONONbCKUI
onpenenan Kak «KyfabTyposnorMyeckue», yMes B BUAY CO3HATeNIbHYl paboTy
C pa3HO06Pa3HbIMY My3blKallbHO-UCTOPMYECKUMI 3HaKaMu: OT 6aXOBCKOro xopana,
NepeoCcMbIC/IEHHOTO B XaHpe NHCTPYMeHTaNbHOro Teatpa (XopanbHaa npentoama
Jesu deine tiefen Wunden pna cTpyHHOro Tpuo, ABYX CONMMCTOB-YHAPHUKOB
1 aHcambnsa, 1987), 1o GoNbKNOPa, IEMEHTbI KOTOPOrO CTAHOBATCA dGpaKTanamm
HEKOM «OpraHMyecky npopacTaowen» Komnosuuun (QopTenunaHHoe Tpuo
¢ neHviem Tpoicmi my3uku, 1989). [oTOM 3T1 CBA3W YLK B YOUHY, HO He Ucye3nu,
1B JIIOOOM. 113 COUMHEHUIA KOMMO3UTOPA MO-MPEXHEMY MOXHO OLLYTUTb MPUCYT-
CTB/Ee BCAKMIA pa3 HOBOHANAEHHOTO acCoLMATBHOIO CNeKTpa, 00yC/IOBIEHHOTO
KOHKPETHbIM 3amblc/ioM npou3sBefeHua. CounHeHna TapHOMONbCKOro Bcerga
obneyeHbl B COBEPLUEHHYO POPMY, OpPraHNUYecKy MPoU3pacTaloLLyo U3 UHABUAY-
aNbHOI UAen NPon3BeAeHus.

TapHOMONbCKUI BOOGLLE OTKPHIT MUPY, €ro BNEYET CTPOUTENBCTBO 3A4aHNA HOBOIA
My3bIK/M BO BCEBO3MOXHbIX -popMax 1 npossneHuax. OTciofa ero Leneyctpem-
NEHHan 00LLeCTBEHHan AeATeNbHOCTb, MA0AOM KOTOPOIi CTano co3faHue B 1993r.
nepsoro B Poccuun Llenmpa cospemerHol My3eiku v aHcambna Cmydus Hosoli
My3eiku Npu MOCKOBCKOW KOHcepBaTopumn, a Takxe dectuBana Mockosckuli
¢opym (perynapHo npoBogutca ¢ 1994 roga), B KOTOPOM Hapsagy C POCCUIACKAMN
My3blKaHTaMM YYacTBYOT 3TaJIOHHbIE KOJIEKTHBbI U3-3a pybesxa.

MpeacTaBneHHble Ha AMCKe YeTbipe MPOM3BEAEHWA — TBOPYECKMA MopTpeT
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TapHononbckoro B XXI Beke ¢ MoLHOM «npenioaueit» n3 90-x rogos — MaclwiTabHoii
nbecoin Ania 60MblIoro CUMGOHUYECKOTO OpKecTpa /JbixaHue ucyepnaHHo2o
8pemMeHu. 3aBepLUaeT NporpaMmy ArcKa Tak»Ke OpKeCTPOBOE COUMHEHME — HeJaBHAA
npembepa Tabula Russia. BmecTe ¢ apyrmu nbecamu, 3anvcaHHbIMK Ha 3TOM ANCKe,
1 aByms onepamu (Koeda 8pems 8bixodum u3 6epezos, 1999 u llo my cmopoHy meHu,
2006) oHU co3aal0T 06BEMHOE NpefCTaBeHEe O HbIHELLHEM CTUIE KOMMO3NTOpa.

[IbIXAHUE MCYEPNMAHHOTO BPEMEHU (1994) HanmcaHo no 3aka3dy MIOHXeHCKOM
BbreHHane gna Opkectpa baBapckoro paawo. Mpembepa coctoanacb 9 masa 1994
B 3ane MioHxeHcKoln dunapmoHumn (Gasteig) nop ynpasneHuem AnekcaHgpa
Jlazapesa.

[lbixaHue ucyepnaHHo20 8pemeHU — 04eHb BaxkHOe AnA TapHOMObCKOrO COYMHEHNE.
He Tonbko moTomy, UTo 3aKa3 Oblil BecbMa MPECTUXHbIM, U MOCe YCrewHomn
npembepbl aBTOPY NPEANOXKUIN HaNUcaTb onepy A MIOHXEHCKOI CLieHbl (TeMo
onepbl TOXe cTano Bpems — Kozda 8pems abixooum u3 6epez08, 1999). B «/JbixaHuu...»
TapHOMNoNbCKUI BNepBble 06paTuiCa K cUMOHNYECKOMY OPKeCTPY PacLLMpeHHOro
COCTaBa, @ C YYaCTUEM HeCKONbKMX 3M1EKTPOHHBIX N MHOFOUYMCIIEHHDBIX YAAPHbIX
VHCTpyMeHTOB. bBorateiilume WHCTpyMeHTanbHble BO3MOXHOCTV MO3BOAVN
€o31aTb pPa3BepPHyTYI0 CIoKHOTeMOpoByto Kommosuuuio (Klangfarbenkomposition),
Hacnegywowyto Bape3y, KceHakucy wn Jluretn, ofHaKko COBEpLUEHHO Aanékyto
OT noppaxaTtenbHocTu. Knaccnueckas «My3bika TembpoB» ans TapHOMObCKOro
CKOpee OTMpaBHOW MyHKT Ha cobcTBeHHOM nyTw. Ero mucbmo ropasgo 6Gonee
cB06OJHOE, OTMEUYEHHOE CMIOHTAHHOCTbIO U XKUBbIM Pa3HOO6pa3nem; 3ByKM pacTyT
1 BETBATCA COMNACHO NPUXOTIMBON NOTMKE OPraHNYeCKX NpoLLeccoB.

«OCHOBOII 3TOTO COYMHEHNA, — KOMMEHTUPYET KOMMO3UTOP, — CTajl He CTONbKO
CTPYKTYPHO OGOPMIIEHHbIN My3blKaNbHbI MAmepuas, CKOAbKO HemnpepbiBHO
camopopmytoLanca 3ByKoBasa Mamepus. Bo3HNKHOBEHVE 1 NCTanBaHIe 3BYKOB, X
cnnasneHue 1 KoHAeHcauma onpeaenstoT TeyeHre Gopmbl. B 3Toii nbece A Mbicann
My3blKa/lbHOEe BpeMA Kak ‘MefsieHHoe BpemA’. fl MbiCIUA ee Kak 3Byuvallyto
MmeTadopy ruranTckoro Conapuca (CraHucnas Jlem, AHapei TapKoBCKUI)».
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Lnknuyeckue nopbEémbl—crnazbl 3ByKOBOW MaTepu MPOTEKaloT PasHOBPEMEHHO,
X BOJIHbI HE COBMAJAIOT B Pa3fINYHbIX TeMOPO-PaKkTypHbIX croAx. OHU He UMetoT
BbIPaXXEHHOW LIeNIU, 11 MbeCcy MOXHO OblIo 6bl OTHECTU K POy CTAaTUYECKNX KOMIO-
31LWIA, ecnn Obl He eé 3aBeplueHme. MraHTCKOe HapacTaHMe U KaTacTpopuUecKiin
06pbIB C/bIWATCA Kak MeTadopa nocnefHero Baoxa — Bblgoxa, — 06pa3a, KOHLeH-
TPUPYIOLLETO CMbICIT BCEFO COYMHEHNUS.

YEBEHT'YP nnaronoca v aHcambna Ha cnosa AHgpes NnatoHosa (2001) 6bin HanvcaH
no 3aka3y Deutschlandfunk yepe3 gBa roga nocne npembepbl onepbl Kozda 8pems
8bIX00UM U3 bepe208. YegeHayp — COUMHEHME [NA KOHLEPTHOTO UCMOHEHNA, OfHAKO
C NpM3HaKamMu HACTOALLLEro JpaMaTUYeCcKoro AeiiCTBISA, pa3birpbiBaeMoro B chepe
UCKMIOUNTENbHO 3BYKOBbIX COObITWIA. [onocy conyTcTByeT HEGONbLION MHAUBU-
[yanu3npoBaHHbIN aHcambnb (pneiTa/bacoBas dneiita, KnapHet/6ac-knapHer,
TPOMOOH, yf#apHble, 6asH, CKPWMKa, anbT, BUONIOHYENb, KOHTpabac), 3BydyaHue
KOTOPOrO Mo NoIHOTE TeMOPOBbIX KPAacoK CO3AAET 3G deKT, bNM3KMI OpKECTPOBOMY.
B KynbMuHaLMu Npou3BeieHNs NOAKIYAeTCA MarHUTOGOHHAs NIEHTa C 3anucbio
rofoca, KoTopas «pacllensaeT» BOKasbHylo NapTuio, NpeBpalLas MOHONOTYEeCKYHo
JINHAIO B HANPSXKEHHBIA BHYTPEHHWIA Aunanor. [epBoe KOHLEPTHOE WCMOHeHre
COUMHEHVS COCTOANOCh 4 ceHTAGpA 2001 B AmcTepaame (3an Paradiso); wcnon-
Hutenu: CBetnaHa CaBeHKO. (MeLLo-conpaHo), aHcabnb Cmyous Hosol My3biKu,
Anprxeép — Uropb IpoHOB (MM 1 NOCBALLEHO COYMHEHNE).

XoTA nbeca Ha3BaHa TapHOMONbCKM YeseHeyp, 13 3TOrO pomMaHa M UCMosb30BaHa
TONbKO QUHaNbHas NecHs «AX, MOIi TOBapuLy 60eBOIi...», KOTOpas 3aBepLUaeTCs
ropbKoW, TUMWYHO NNATOHOBCKOW, CEHTEHUMEN: «...Befib CTbIAHO XWUTb, U FPYCTHO
ymupatb». OCHOBHOWM TeKCT B3AT n3 nosecten [lnatoHoBa fOseHusneHoe mope
1 Peka [TlomyoaHs. YeseHzyp — poMaH-aHTNYTONUA BENMKOrO NcaTens, CyMeBLUero
KaK HUKTO ApYroii Bblpa3uTb SK3NCTEHLMANbHbIA CMbICT KaTaKM3MOB, MePeXnTbIX
Poccmein B XX ctonetuun. Co3HaHve NHAMBMAYYMA CIIOBHO YTPAulBaeT OLLyLleHre
CO6CTBEHHOrO £, PacTBOPAACL B CTUXMM OKpY»aloWero mMupa W ypaBHMBaACb
¢ 6eccnoBecHbIMY TBAPAMU U HEOAYLUEBNEHHBIMU NpeameTamu. MHCTpymeHTOM

3TOr0 NepepoXKAeHnA CTaHOBUTCA CI0BO.
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TapHOMONbCKU «aHAaTOMUPYET» €ro, pacufieHsieT Ha GOHeTMYecKue eauHULb
1 ob6beAnHAET BOKaNbHOE W WHCTPYMEHTalbHOe WHTOHWMPOBAHWE B eAUHYH0
TeMOpOBYtO LWKany. BHyTpy Heé feiicTBYeT TlaTeNbHO pa3paboTaHHas cucTema
TemOpoBbIX MOAYNALWIA. Mo cnoBam aBTopa, eMy 6b710 BaXKHO, UTOObI <MHCTPYMEHTbI
roBopuiu, a ronoc urpan». Koraa BokanucTka, pasbrsas Ha GoHeMbl, MPOU3HOCUT
CNOBO “C-HO-8a”, CKpUMKa TOTYaC 3a Hell uMnUTUpYeT 3BYK “c” (glissando cmblukom
BLOMb CTPYHbI), 1o “8a” nepepaérca TPOMOOHyY € cypauHoi “wa” v 1.4. Kaxpoe
cnoBo 060cobnseTcs, 1 ero My3blka NprobpeTaeT coO6CTBEHHbIN BeC». Ho, aKLeH-
TpyA GOHETUKY C/1oBa, TAPHOMONBbCKMIA HEe YHUUTOXKAET ero CeMaHTuKy. [IBuxeHune
dopmbl (Mo 3ambicny aBTOpa, B AyXe CTapMHHOTO MOTeTa) HanNpaBMAETCA CMEHOM
TeKCTa U XxapaKkTepa ero npousHeceHus. bonee Toro, KOMNo3nNTOp CO3AAET B Camoii
My3blKasibHOI TKaHU 6eccnoBecHble IKBMBANEHTbI MIAaTOHOBCKMX 06pa3oB., cneays
JyXy NNaTOHOBCKOrO Cloppeasni3ma, BblpacTaloLlero Ha noyse JOCTOBEPHENLLEro
XU3Henonobus. J1A3r n ckpexxeT noesfa BpeMEH pa3pyxu (B TeKCTe o noesfe Het
peu) CONPOBOXAAET XPUMJIYIO 3ayHbIBHYIO MECHIO — «TaKyH MOIOT Ha BCeX 6ecumnc-
NIEHHBIX PYCCKMX BOMHAX, OT rpa)KAaHCKoi 0 YeUeHCKO, CamMo 1MA KOTOPO MACTM-
YecKM npepckasaHo’ NIaToHOBCKMM YeBeHrypom» (@BTOPCKMUI KOMMEHTapU).

MAATHUK ®YKO (2004) HanucaH no 3akasy romnaHpackoro Schonberg Ensemble,
KOTOpbIii BrepBble cbirpan nbecy 11 HoAGpA Toro xe roga B AmcTeppame,
B bonbluom 3ane Concertgebouw nop ynpasneHviem PeithbepTa ae Jley. B MasmHuke
Oyko TapHOMONbCKWIA Mcnonb3oBan 6oMbLWON COCTaB aHcambns, npeanoyun-
TaeMblii UM C Hauana 1990-x rogos (KaccaHopa, 1991). 3necb OH JONOSIHEH MeHee
NPVBbLIYHLIMA [1A €BPOMENCKOM TpaauLMmM WHCTPyMeHTaMu — AysTom 6asHa
1 aKKOPAEOHa, a TakXe Lumbanamn n rutapoii. Kpome 3HaMeHWUTOro MaATHMKa
JleoHa DyKo, Ha3BaHVe accoLMMpyeTCa TakKe C OAHOMMEHHBIM POMAaHOM-MUCTM-
drKaumen YmbepTo IKo.

CornacHo aBTOpY, <MasATHIK CUMBON3UPYET OHAPHbIE PUTMbI MUPO3aHUS, U 3Ta
WZeA NEXMUT B OCHOBE COUMHEHNA. B nbece conocTaBnAoTCA 1Ba Pa3NnyHbIX TUMa

MY3bIKW W, COOTBETCTBEHHO, iBa TUMNa BPEMEHN — KOHTI/IHyaﬂbHO-BOﬂH006pa3HOE,
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HOAO6HOE KUBOMY [bIXaHUIO, N MéXaHNYeCKN-PaBHOMEPHOE, CUMBOJIOM KOTOPOro
CTaHOBUTCA )/CTaHOB}'IeHHbIVI Ha CLUEHE METPOHOM. ﬂleaHI/Ie onuuetTsopAaeTt
3[4eCb XUBYKO MaTepuio, NPOTUBONOCTABJIAEMYI0O MEXaHNYECKOMY aBTOMATU3MY».
Kak n PaHblle, «repoem» COUYMHEHNA ABNAETCA BPEMA: ero NenTMOTUB, TOYHee
ﬂeVITTeM6p, accoummpyeTca Co 3By4daHuem L|I/IM6aJ'I. Ero MHOrOKpaTHble MOBTO-
PeHnA, C NOCTENEHHO HaKalIMBaOWMMNCA U3MEHEHNAMWU, NPUBOLAT K MOLLlHOI;I
KyJ'IbMI/IHaLlI/IOHHOIZ ¢a3e — «[OblXaHNe BpeMeHW» MaJio-nomany «BbIXO4UT
n3 6eperos» (KaK N3BECTHO, MaATHUK (DyKO, B OTINYME OT MaATHWKa YaCoB, ABNXKETCA
B Pa3HbIX MIOCKOCTAX, CMELLEHNE KOTOPbIX COOTBETCTBYET BPaLLEHUIO 3eM}1I/I).

CKBO3b perynspHyto nynbcaLlyio METPOHOMA MOCTEMEHHO MPOCTYMNaloT Apyrue,
«HenpaBWJIbHbIE» ACUMMETPUYHbIE PUTMUYECKME GUrYpbl, HApYLIAOLWKE XKECTKYIO
MEeTPUYECKYI0 CETKY. DTU 3M1eMeHTbl PACLLATbIBAIOT YETKUI MEXaHU3M MasTHMKA
U NPUBOAAT K MOJIHOWM «PACCMHXPOHU3ALMM» 3BYYAHWA — MHOTOCIOWHOMY
NONMOCTUHATO. B KynbMuHALUMM MOTUBbI-MATTEPHBI HAMOMMHAKT O MNOC/EAHUX
TaKTax Besukol ceAweHHoOU nisAcku U3 3HameHuToro 6aneta CrpaBuHckoro. OfHako
y TapHOMONbCKOro KynbMuHaLUsA He 0OpbiBaeTCs, a AEKOHCTPYMPYETCSH, C/IOBHO
Obl «pa3BaNUBALTCA» U MOCTEMNEHHO UCCAKAET, JOX0AA A0 CTafuW MOYTW MOSHON
«JlemMaTeprianu3auum» 3sy4aHus. /l onstb, Kak 1 B KOHLIE NePBOro pa3faena, 0CTaéTcs
OJVH <OTONEHHDI» 3BYK METPOHOMA, OTOMBAIOLLETO HEYMOJMbIiA X0 BPEMEHN.

TABULA RUSSIA (2015) — counHeHne ans 60/blioro cMMpOHNYECKOro OpKeCTpa,
HanmcaHHoe ana decTmBans pycckom my3biku B Pottepaame. Npembepa coctoanacb
11 ceHTA6pA 2015 roga cunamu PoTTepaamckoro ¢prapMoHNUYeckoro opKkecTpa nog
ynpasneHuem B.Tepruesa, KOTOPOMY 3TO COUMHEHME 1 MOCBALLEHO.

Ha3BaHne nbecbl — napadpas U3BECTHOrO NATUHCKOTO BblpaxeHua Tabula rasa
(«yncTan pockay, T.e. Hayano «€ HynAv»). «fak B aHTUYHOCTW Ha3blBaNNCb BOCKOBbIE
TabnMYKY, CNoNb30BaBLLMECA ANA 3aNUCK TEKCTA, — KOMMEHTUPYET CBOI 3aMblCen
aBTop. — lepes HanMcaHVeM HOBOTO TeKCTa CTapbIi CTUPANCA (CrnaxmBanca BOCK),
no3ToMy BblpaxeHue tabula rasa 3akniouyaeT B cebe HeKWii ‘ABONHON Kop' — TalHy

MPOLLUSIOro TEKCTa U 3arafKy eLwé He HanMcaHHOro byayLlero».
21




®ectuBanb 2015 ropa 6bin noceAwéH Cepreto PaxmaHWHOBY, 1 TapHOMONbCKNN,
no ero C/10BaM, CTPEMUICA OTTONKHYTbCA B CBOEI Mbece OT 3BYKOBbIX 06pa3oB
BEJIMKOTO PYCCKOTO KOMMO3WUTOpPa. B ero coumHeHnn «KonoKONbHOCTb, SNeMEHTDI
CTPOrUX NUTYPrYecKnX NPOCOAWI U NUKYIOWMUX MacXaNibHbIX KaHTOB» PacTBO-
PAITCA B OYepeHOM «CTUPAIOLLEM» MOTOKE BPEMEHMN.

«[naBHON 3BYKOBOW 1Aeell Moel Nbechl, eé nepBoHayanbHbIM MMMYIbCOM W NCTOY-
HUKOM My3blKallbHOTO MaTepuana, - 0ObACHAET aBTOp, - CTallo0 HWU3KOE 3ByYaHue
PYCCKOTO LIePKOBHOMO KOJIOKOMA, KOTOPbIA u3ApeBne Obin FMaBHbIM 3BYKOBbIM
cumBosiom Poccun. 3TOT ‘MepBO3AaHHbIN’ KOMOKOMbHBIN Fyn obpasyeT 3ameuva-
TeNbHOEe CoyeTaHVe CTPONHOTO KOCMOCa 06ePTOHOB 1 Xaoca MHOMXECTBA CIyYailHbIX
NPU3BYKOB, CBOETO POAA 3BYKOBOW XA0CMOC». AKYCTIYeCKMe G1eHNA KONOKONBbHOTO
ryna onpegensiot TeMopoBo-GaKTypPHbI CMEKTP COUNHEHNA, U3 X PUTMA K KOHLIY
Mbecbl B CAMOM H/U3KOM PerncTpe CTPYHHbIX MOYTU He3aMeTHO BCMUTbIBAeT CTporas
peunTtauua «focnogn nomMunym».

«Xaoc, mopoxpaawLnii U3 cebs Xpynkyio KpacoTy W yrnopAfouyeHHOCTb KOCMOCa,
1, Hao0b0opOT, NOPALOK, UpeBaTblii BCepa3pyLLAIOLLMM XaoCoM, — B 3TOW MeTadope,
KaK MHe KaXeTCs, 3aK/I04EH BaXKHbI apXeTunn pycckoro co3HaHuA. Poccra B nouckax
CBOEN WAEHTUYHOCTY BCAKMIA pa3 NuULET COOCTBEHHYIO UCTOPWIO, KaxAablii pa3
HaunHas ¢ tabula rasa, 6pocasch B KPAHOCTM M KaxK bl pa3 ‘cTpas’ npeablayLiue
CMbIC/Ibl B CBOMX NOMbITKAX NMOWCKA VAEabHOW yToNUm» (KOMMeHTapuii aBTopa).

CeemnaHa CaseHKo




YEBEHTYP
[LN5 rofioca 1 aHcambna (2001)

(DparmeHTbl TekcToB AHApea NnaToHoBa

JleHb 3a OHéM wén yenosek 8 21y6uHy K020-BocmoyHol cmenu Cosemckozo Coto3a.
...[lpocmparcmeo nexano He 8 21y6UHy, a 8 MOAWUHY, U 8CtodY Obl/IU MAKue
MOUWHbIe 836y2peHus N0Y8bI, YMO 0e/1a0Cb CKY4HO U OYWHO 8 MUpe...
«HOBEHUJIbHOE MOPE»

[lo 2ybepHuAmM cHosa cmaso muxo u MasnosodHo. Hekomopele itodu ymepu
8 601X, MHO2UE J1e4usIUCb OM PaH, 3a6b18as 8 00/12UX CHAX MAXENYI0 pabomy 80UHbI.
A Koe-Kmo He ycnen ewé sepHymoscs 0omoli U Wwén ewé no 2ycmoti He3HaKkomou
mpase, Komopyio He 661710 8peMeHU 8udemb, a MOXem Gbimb, OHA NPOCMO bbla
3amonmaua u He pociia mozod. OHU Wiiu ¢ 06MepLIuM U yOuBNEHHbIM cepouem,
CHO8A y3HABAA NOJIA U OepesHU; OyLa UX NepeMeHUIAch 8 My4YeHUsX 80LHbI,
MOYHO 8nepable, CMymHO NOMHA Ce0...
«PEKA TIOTYIAHb»

AX, Mot mosapuuy 6oegoli
E3xati 8nepéo u necHio nod,

JlasHo Ham cmepmb nopa ecmpedams —
Bedb cmbIOHO UMb U 2pyCMHO yMUpame...
Ax, Mol mosapuuy, NOOMsAHUC,

Jlee mamepu Ham obewanu xu3Hs,

Ho mame ckasan mHe: llocmod,
Bnepéo spaza 8 moeusne ycnokod,

A cgepxy cam 1oxuce...

«YEBEHTYP»
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