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Abstract. The article explores the creative work of the prominent Russian
composer Viktor Alekseyevich Ekimovsky (1947—2024). His compositions are
diverse not only in their artistic and aesthetic concepts but also in their writing
techniques. Categorizing his works based on the prevailing compositional
method, Ekimovsky classified several of his pieces as minimalist. This study
focuses on three works characterized by features inherent to minimalism as
amethod of musical composition: the percussion ensemble pieces The Assumption
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and 27 Destructions, as well as Ninth Symphony “Epitaph to the Avant-Garde”—
the hundredth and final composition in the author’s catalogue. Chronologically
spanning the period from 1989 to 2017, these works demonstrate unique
manifestations of minimalist technique in each specific case. The analysis
primarily addresses the use of patterns within repetitive processes and the nature
of the models repeated through various means. To interpret the structural patterns
of these compositions, the study incorporates the composer’s own reflections
from his interviews and his book Automonography. The vocabulary employed
by the composer serves as a distinctive indicator of his creative practice, which
is inextricably linked to the process of self-reflection. The author’s solutions
in the analyzed compositions are characterized by: the synthesis of stable and
mobile principles (The Assumption); structural combinatorics and the logic of
textural transformations (27 Destructions); and the artistic embodiment of the
concepts of “minimalism” and “macrominimalism” (Ninth Symphony ), implying
a progression “from simple to complex” (Movement 5) and vice versa (Movement 6).

Keywords: Viktor Ekimovsky, compositional technique, composer’s
reflections, minimalism, macrominimalism, The Assumption, 27 Destructions,
Ninth Symphony “Epitaph to the Avant-Garde”
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* This article is based on a report presented at the Sixth International Conference
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Annoranua. Crarbd IMOCBAIIEHA TBOPYECTBY HW3BECTHOTO POCCUMCKOTO
koMmo3utopa Bukropa AnekceeBuua EkuMoBckoro (1947 — 2024). COUnHEHHSA 3TOTO
aBTOpa MHOTO0OpAa3HbI HE TOJIBKO I10 Xy/I0KECTBEHHO-3CTETHUECKUM UM, HO U II0
cnocobam nuceMa. Ilosipaszenss cBou Ipou3BeZieHUA Ha OCHOBE Ipeobsiaiaronieit
B HUX KOMIIO3UIIMOHHON TeXHUKU, EKMMOBCKUI OTHOCHJI K MHUHUMAJIMCTCKUM
psz cBoux nmbec. Hamre BHUMaHue OyAeT cOKyCHPOBAHO HA TPEX MPOU3BE/IEHUSX,
Ha/leJIeHHBIX YepTaMU, CBOMCTBEHHBIMU MUHUMAJIN3MY KaK METO/1y My3bIKQJIbHOU
KOMITIO3UIUH. Pedb HU/IeT 0 COUMHEHUAX 111 aHCAMOJIs yapHBIX («YcneHue», «27
paspyuienuii») u JleBatoi cumpoHUUn «Iduutadus aBaHTapAy» — IHOCTETHEH,
COTOU KOMITO3UIMHU B KaTasiore EKMMOBCKOT0. XpOHOJIOTUYECKH STU IPOU3BEJEHMA
BIIUCHIBAIOTCA B Mepuoj ¢ 1989 mo 2017 roA U JIEMOHCTPUPYIOT B KaK/IOM
OT/AEJIbHOM cJjIy4yae creruduueckyio (GopMy BOIUIOIIEHUSA MHHHUMAJIUCTCKOUN
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In this episode of Destructions, as in The Assumption, a process of timbral
transformation unfolds: the textural changes occurring sequentially in each of the six
parts are marked by shifts in timbre. The deconstruction of one textural model results
in the construction of another: the homogeneous texture with a uniform pulsation,
akin to the operation of a precise mechanism, is gradually transformed. The musical
texture loses its density, giving way to individual sonorities isolated by rests; their
systematic thickening reveals the reverse process—concentration.

In Episode No. 17 (Example 4), the idea of the phase shift is implemented
purely by rhythmic means (the timbral parameter remains stable from beginning

Example 4. Viktor Ekimovsky. 27 Destructions. Episode No. 17
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to end and undergoes no transformation). The composer—just as in The
Assumption—takes a canonical method of textural organization as a basis; however,
the part of each voice contains such a sophisticated rhythmic sequence that it leads
to a rapid complication of the musical texture.

The repeating formula—the pattern—consists here of a sequence of one-
measure rhythmic cells. There are thirteen such unique motifs in the rhythmic
structure. Once the series is exhausted, the reverse process begins: retrograde motion
leads to the next statement of the pattern (this constitutes the first performer’s part).
In the other voices, permutations of the rhythmic cells are presented, after which
the smooth retrograde or direct motion along the initial series is restored. Thus,
within a concise form, the composer employs a relatively extended pattern that, like
a mosaic, is constructed from thirteen non-repeating short motifs.

This episode is structured by 39 beats (bars) performed by six drums. According
to the composer, these beats symbolize the lashes of a whip, referencing the Gospel
events—the Passion of Christ.

Ninth Symphony “Epitaph to the Avant-Garde”

Composition No. 100—Ninth Symphony “Epitaph to the Avant-Garde”
(2017)—is Ekimovsky’s final work, premiered in November 2018 at the Tchaikovsky
Concert Hall. The composition was performed by the State Academic Symphony
Orchestra of Russia (Svetlanov Symphony Orchestra) under the direction
of Vladimir Jurowski.

In an epistolary dialogue with Natalia S. Gulyanitskaya, Ekimovsky spoke of
his work as follows: “...The 20th century is rich in technological innovations. But the
fleeting passage of time allotted each of these innovations a certain term—and by
the end of the century, all the ‘newest’ (as they were called in their time) techniques
remained in the annals of history. The present work is a museum exhibition [emphasis
mine.—Yu. P.]. <...> It all began with the 1950s avant-garde, dominated by the
serialism of Boulez and Stockhausen (and in the domestic context, Denisov and
Schnittke); then the aleatory of Penderecki and Lutostawski was added, followed by
the minimalism of Glass and Reich. Classic avant-garde is exhausted by these main
directions” [11, p. 38].
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Another notable statement by Ekimovsky comes from his conversation
with Rauf Farkhadov: “The last revolutionary invention in world compositional
thought was... minimalism (1960s), which replaced the thoroughly structured and
anarchically ‘aleatorized’ avant-garde of the 1950s” [12, p. 21].

“Epitaph to the Avant-Garde”—the only symphony in the composer’s creative
catalogue—is a six-movement cycle, with each movement written in a different
technique. The composer placed the terminological designations corresponding to
these techniques in parentheses at the beginning of each movement. Let us list these
terms, or “isms,” which were presumably intentionally unified by the composer
in their linguistic form: serialism (Movement I), aleatorism (II), pointillism (III),
micropolyphonism (IV), minimalism (V), and macrominimalism (VI).

The emphasis placed on the specifics of compositional writing—on technology
as such—reflects a profound idea to which the words of Yuri M. Lotman are
applicable: “...The question of art studying its own language becomes a conscious
problem” [13, p. 348]. For a composer who always attached special importance
to the constructive design underlying a musical composition—particularly
a contemporary one—the question of how a work is made was undoubtedly
of paramount importance.®

So, what does the fifth movement of the symphony, Minimalism, represent
from a constructive point of view? The entire material grows from a short formula
whose pitch content is reduced almost to a minimum (Example 5). The pattern
contains only three pitches—F, A, and Eb—plus a repetition of F an octave higher. The
melodic line of the pattern is nothing other than a palindrome, the structure of which

% LA - ! — = -t T — — e

5 SESS==———=—CStmass St Eias S ST E Ssss=—css e T P P e

2 Oboi f sempre
— be o o VI s OV e O S sy I B o e D
'; o muta in Ob. 11 “;T,‘,,.';,"'L—L" -
Comeo inglse| | e = ==
: ==
5 sempre

Example 5. Viktor Ekimovsky. Symphony No. 9. Beginning of Movement 5

5 Strict constructive rules that form the basis of a composition are a characteristic feature of
the creative thinking of many contemporary composers (see: [14]).
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in itself programs an endless movement along an unchanging up-and-down
trajectory. Another characteristic property of the pattern is its rigid tessitura within
an octave range (f? — f2), maintained by the oboe ensemble from the beginning to
the end of the movement.

Since there is no stable rhythmic structure in the pattern, it would be more
accurate to describe it by identifying its leading organizing principle. From
a constructive point of view, this mechanism is as simple as it is effective: the uniform
motion of eighth notes in an unpredictably arbitrary order is interrupted by quarter
notes. In this way, an effect of constant renewal and inexhaustible rhythmic variety is
achieved within a short melodic figure.

The timbral parameter is also treated minimally, within a monochromatic
palette. The composer employs an ensemble of identical instruments—three oboes.
The endless repetition of the melodic formula by identical instruments sounding in
the same tessitura creates an image that is mesmerizing in its whimsical refinement.
It is likely no mistake to assert that the primary melodic model has a pianistic
origin: it is easy to imagine how it could be played on a keyboard in a single position
of the right hand. The effect of immobility, created through multiple repetitions,
is apparently due not only to the closed configuration of the motif but also to its
“gestural” nature.

It is important to emphasize that the pattern—while continuously updated
rhythmically, yet maintaining its melodic contour and original timbral appearance—
remains a constant value throughout the movement. The timbral solution of
the fifth movement deserves special mention, as the composer completely
avoids the use of two orchestral groups: the strings and the percussion. Is this
not a kind of hommage to Igor Stravinsky and his famous Symphonies of Wind
Instruments in memory of Claude Debussy? The subtlety of stylistic connections
in works of hommage and epitaph is evidenced, in particular, by a statement by
Levon O. Hakobian regarding Maurice Ohana’s Tombeau de Claude Debussy:
“...a chorale... in which, if one wishes, a distant echo can be heard not so much of
Debussy, but of Stravinsky’s Chorale in memory of Debussy (1920)” [15, p. 25].
Thus, it is all the more remarkable that the texture, reminiscent of a pianistic one,
is orchestrated exclusively by means of wind instruments.
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Several stages can be identified in the process of the pattern’s transformation,
separated by brief episodes featuring only the oboe trio. With each iteration, the
transformations of the pattern become increasingly intense and complex. The first
stage is associated with the gradual addition of new parts and the accumulation
of timbral diversity. The next stage represents a kind of large-scale super-canon,
where all woodwinds (except the contrabassoon) serve as a giant proposta, while
all brass (except the tuba) act as the risposta. In this macropolyphonic structure,
each layer is a complex ensemble of voices which, in turn, also constitutes a canon
based on the original pattern. The initial model retains its original tonal profile in
only one textural layer (Example 6). No less remarkable is the expanding spatial
geometry formed by the sequential entry of instrumental parts, which diverge from
a single point and fill the space in two directions simultaneously—ascending and
descending. The effect of the rapid thickening of the sound mass is facilitated by
the gradual reduction, by one eighth note, of the temporal interval between voice
entries within the brass group.

New stages of textural transformation are also marked by a specific harmonic
idea: each added instrumental line affects the spatial outlines, the density
of the texture, and the tonal situation. Thus, all the described changes affect only
the texture and harmony; however, no rhythmic transformations occur as of yet,
other than those programmed within the pattern itself.

The final, culminating stage is associated not only with the maximum
expansion of the textural space and intense chromatic complication of the
musical fabric but also with a departure from the already established rhythmic
configuration A slowing of the rate of musical events, achieved through the non-
uniform augmentation of durations, is observed in all orchestral parts except for
the oboe trio (Example 7). This compositional technique allows one to see the vast
difference emerging between the two states of the pattern at its initial and final
stages of development.

The most significant and original method of development found by Ekimovsky
in the fifth movement of the Symphony lies in the fact that all transformations
of the initial model occur simultaneously with the repetition of that very same model,
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Example 6. Viktor Ekimovsky. Ninth Symphony. Movement 5, Reh. 12
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Example 7. Viktor Ekimovsky. Ninth Symphony. Movement 5, bars 110—-118
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which remains a constant value within the texture throughout the entire movement.
(The instruction repetere molto volte over one of the final measures based on
the original “oboe” material seems to absolutize the idea of endless repetition.)
Parallel to this “conservative” line, another develops in the texture—one opposite
to the first in its internal concept, the meaning of which is change and constant
renewal.

The sixth movement of the symphony, Macrominimalism, justifies its title
by the fact that the unit of its lengthy developmental process is not a micro-
element, but a multilayered textural block. The composer reflected on the
possibility of a complex unity becoming the material for a repetitive process in his
article Macrominimalism, written following a presentation he gave at a Moscow
Conservatory conference in 2004. Referencing examples from 2o0th-century
foreign and domestic music in this article, Ekimovsky mentions the name of the
Dutch composer Louis Andriessen: “As a rule, he takes not elementary structures
but entire textural formations as patterns, working with them as minimal units.
The result is a grand minimalism, with which one can sculpt even large-scale
quasi-classical forms” [16, p. 123]. An example of using such a specific technique
in Ekimovsky’s own work was Symphonic Dances (1993), Composition 61. The
finale of the Ninth Symphony thus became the culmination of the composer’s
many years of reflection on the method of macrominimalism, which began even
before this method became a subject of the author’s theoretical discourse.

The degree of textural complexity in the final movement of the work is
impressive, as is the logic of the material’s development itself. However, a complex
pattern included in a repetitive process is not the only feature of this compositional
technique. In the symphony’s finale, Ekimovsky appears to utilize not just one
pattern, as in the previous movement, but an entire multitude—twenty of them.
Moreover, they initially possess a binary structure, emphasized by a highly
contrasting textural design, which is clearly visible in the very graphics of the
score. A sharp textural shift occurs literally every measure. The composer appears
to dissect the musical fabric vertically, while maintaining the invisible logic of
internal connections between adjacent multi-component blocks.
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The principle of further development lies in the fact that with each repetition,
the duration of the pattern changes—it compresses in volume, resulting in an even
greater frequency of textural contrasts. However, at a certain stage, this method of
processing the material exhausts itself, and the patterns become monolithic (one-
part), losing their contrasting half. The overall texture acquires an increasingly
homogeneous character and, in the final measures, becomes maximally simple:
seven soaring vertical sonorities resound like columns, followed by a brief chord—like
a sharp, lashing blow—that emphasizes the boundaries between all movements of the
symphony.

It would perhaps be no exaggeration to say that the very idea of the “Ninth
Symphony” is concentrated within this sonority. Indeed, the composer imbued it
with significant intertextual potential: the D minor triad, even if complicated by
a chromatic superstructure, undoubtedly alludes to such great examples of the
genre as the Ninth Symphonies of Ludwig van Beethoven and Anton Bruckner
(Mahler’s D major Ninth Symphony, of course, may also be mentioned in this
“tonal” lineage).

“With the Ninth Symphony, I wanted to summarize not only my own creative
work but perhaps the idea of the entire avant-garde,” the composer explained his
concept (cited in [17]), for whom the pursuit of the “new” became a true creative
credo and a “constant of individuality” [18]. What was new in this hundredth
composition was not only the genre of the Ninth Symphony itself, which carries
a specific concept, but also a series of specific compositional techniques.

In his final work, Viktor Ekimovsky paid tribute to the Great Avant-Garde
(the composer capitalized these words intentionally), which gifted 20th-century
music many technological innovations, including minimalism.

Conclusion

Observations of Ekimovsky’s writing techniques in these three compositions
allow for several conclusions. Constantly engaged in an active creative search,
the composer purposefully explored the possibilities of various techniques. His
artistic concepts brought a unique interpretation to them, while his theoretical
thought reflected the course of the creative process in both strict and free forms
of intellectual reflection.
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Drawing on both the composer’s own statements and the musical scores, it
may be concluded that ideas characteristic of minimalism found a highly distinctive
reinterpretation in Ekimovsky’s works. This primarily concerns repetitivity as a method
of repeating specific melodic, rhythmic, and textural structures, as well as the principle
of reduction, associated with the maximal limitation of musical material.

A bold and paradoxical thinker, Ekimovsky purposefully moved toward
individual compositional solutions, each time striving to establish new rules for his
intellectual game. While finding reflections of American and European minimalism
in his works, we simultaneously perceive an individual authorial identity that allows
us to speak of “Ekimovsky’s minimalism” as a phenomenon differentiated in its
structural and poetic properties. Interacting with a broad cultural context—including
at the level of compositional techniques—Ekimovsky’s authorial style is inconceivable
apart from his original and profound artistic concepts.

The composer’s conceptual language includes a terminological vocabulary
that reflects the author’s own vision of the technological specifics of his music—
aleaminimalism and macrominimalism. Filled with paradoxical resonance,
these words serve as distinctive markers of a specific compositional technique
that skillfully combines a profound reliance on historically established forms
of organizing the musical fabric with their contemporary interpretation. Rigidity
and freedom, determinism and indeterminacy, and the dialectical interaction of
micro- and macrostructures—these are the features that characterize “minimalism”
in Ekimovsky’s music.

References

1. Barsky, V. (1994). Liricheskoe otstuplenie s kommentariyami, ili Tot
samyi Ekimovsky [Lyrical digression with comments, or That very same
Ekimovsky]. In V. Tsenova & V. Barsky (Eds.), Muzyka iz byvshego SSSR
[Music from the former USSR]: Collection of articles (pp. 241-256).
Kompozitor. (In Russ.)

2. Katunyan, M. I., & Ekimovsky, V. A. (1998). Postavangard glazami
kompozitorov [Post-Avant-Garde through the eyes of composers]. Music
Academy, (3—4), 119—125. (In Russ.).

3. Wilson, T. (2021). Russian minimalist music: A ‘maximalist’
approach. The Art of Music: Theory and History, (25), 9—27.
https://doi.org/10.24412/2307-5015-2021-25-8-27

150



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(1)

4. Katunyan, M. I. (2022). Minimalizm: Russkaya versiya [Minimalism:
Russian version]. The Art of Music: Theory and History], (27), 144—179. (In
Russ.). https://doi.org/10.24412/2307-5015-2022-27-144-179

5. Panteleeva, Yu. N. (2023). About the works of Russian minimalist
composers: The idiomatics of the musical language. Problemy muzykal’noi
nauki / Music Scholarship, (4), 47—59.
https://doi.org/10.56620/2782-3508.2023.4.047-059

6. Panteleeva, Yu. N. (2021). Minimalizm: “Russkaya ideya” Nikolaya
Korndorfa [Minimalism: Nikolai Korndorf’s “Russian idea”]. Journal of Music
Theory Society, (3), 20—30. (In Russ.).
https://doi.org/10.26176/0tmro0.2021.35.3.003

7. Panteleeva, Yu. N. (2023). “The feeling of the right path or the method
of artistic creativity”: About Nikolai Korndorf’s composition In D. Problemy
muzykal'noi nauki / Music Scholarship, (3), 79—90.
https://doi.org/10.56620/2782-3598.2023.3.079-090

8. Panteleeva, Yu. N. (2024). Strukturnaya poetika Fortepiannogo trio
Nikolaya Korndorfa [Structural poetics of Nikolai Korndorf’s Piano Trio].
Contemporary Musicology, 8(1), 120—145. (In Russ.).
https://doi.org/10.56620/2587-9731-2024-1-129-145

9. Panteleeva, Yu. N. (2025). The “magic of repetition” in Iraida
Yusupova’s music. Russian Musicology, (3), 111—119.
https://doi.org/10.56620/RM.2025.3.111-119

10. Ekimovsky, V. A. (2008). Avtomonografiya [Automonography].
Muzizdat. (In Russ.).

11. Ekimovsky, V. A. (2020). O Devyatoi simfonii Viktora Ekimovskogo
[About the Ninth Symphony by Viktor Ekimovsky]. In N. S. Gulyanitskaya
& Yu. N. Panteleeva (Eds.), Slovo kompozitora i o kompozitore [The word
of the composer and about the composer] (pp. 37—-38). Gnesin Russian
Academy of Music. (In Russ.).

12. Ekimovsky, V.A., &  Farkhadov,R. (2010). Dialog, ili
Postavtomonografiya [Dialogue, or Post-automonography]. Music
Academy, (3), 19—22. (In Russ.).

13. Lotman, Yu. M. (2002). Natyurmort v perspektive semiotiki [Still
life in the perspective of semiotics]. In Stat’i po semiotike kul'tury i iskusstva
[Articles on the semiotics of culture and art] (pp. 340—348). Akademicheskii
proekt. (In Russ.)

151



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(1)

14. Panteleeva, Yu. N.  (2021). O  konstruktivnykh  printsipakh
v kompozitsii “Da” Aleksandra Knaifelya [On constructive principles in
Alexander Knaifel’s composition Yes]. Music Academy, (2), 183—193.
(In Russ.). https://doi.org/10.34690/138

15. Hakobian, L. O. (2023). Moris Oana (1913—-1992). K 110-letiyu so
dnya rozhdeniya [Maurice Ohana (1913—1992). On the 110th Anniversary
of his birth]. Scholarly Papers of Gnesin Russian Academy of Music, (3),
20—34. (In Russ.). https://doi.org/10.56620/2227-9997-2023-3-20-34

16. Ekimovsky, V. A. (2007). Makrominimalizm [Macrominimalism].
In M. Katunyan (Ed.), Mif. Muzyka. Obryad [Myth. Music. Rite]: Collection
of articles (pp. 312—314). Kompozitor Publ. (In Russ.).

17. Farkhadov, R. (2024). Sto kontseptov Viktora Ekimovskogo [One
hundred concepts by Viktor Ekimovsky]. Music Academy, (1), 28-35.
(In Russ.). https://doi.org/10.34690/361

18. Sokolov, A. S. (1992). Konstanty individual’nosti [Constants of
individuality]. Music Academy, (4), 46—50. (In Russ.).

Cnucok jiureparypsbl

1. bapckuil B. Jlupuueckoe OTCTYIUIEHHE C KOMMEHTapusMu, win Tor
cambiii EkumoBckuii // Mysbika u3 obiBirero CCCP: ¢6. craTeli / pef.-cocT.
B. Ilenosa, B. bapckuii. M.: KommosuTop, 1994. C. 241-256.

2. Kamynsan M. U., Exumosckuil B. A. ITocraBaHrapy, rJla3aMu
KOMITO3UTOPOB // My3bIkasbHasA akageMus. 1998. Ne 3—4 (664). C. 119—125.

3. Wilson T. Russian Minimalist Music: a ‘Maximalist’ Approach //
M cKycCTBO My3bIKHU: TEOPHUs U UCTOpHsA. 2021. N2 25, C. 9—27.
https://doi.org/10.24412/2307-5015-2021-25-8-27

4. Kamynan M. . MunumanusM: pycckasa Bepcuss // HckyccTrBo
MY3BIKH: TEOPHSA U UcTOpUs. 2022. N2 7. C. 144-179.
https://doi.org/10.24412/2307-5015-2022-27-144-179

5. Panteleeva Yu. N. About the Works of Russian Minimalist Composers:
The Idiomatics of the Musical Language // Problemy muzykal’ noi nauki /
Music Scholarship. 2023. No. 4. P. 47—59.
https://doi.org/10.56620/2782-3508.2023.4.047-059

6. [lanmeneesa FO. H. MunuManusm: «pycckas wuaes» Hukomasa
Kopumopda // Kypuan OOiiecTtBa TeOpuH MYy3bIKH. 2021. N2 3 (35).

C. 20-30. https://doi.org/10.26176/0tmroo.2021.35.3.003

152



CoBpemMeHHBbIE TPOOG/IEMbI My3bIKO3HAHUA /[
Contemporary Musicology

2026/10(1)

7. Panteleeva Yu. N. “The Feeling of the Right Path or the Method
of Artistic Creativity”: About Nikolai Korndorf’s Composition In D //
Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 3. P. 79—90.
https://doi.org/10.56620/2782-3598.2023.3.079-090

8. Ilanmeneesa FO. H. CrtpykTtypHasd I03THKAa ®OPTENMAHHOTO TPUO
Huxkosas Kopaaopda // CoBpeMeHHbIe ITPOOJIEMBbI My3bIKO3HAHUS. 2024.
T. 8, N2 1. C. 129—145. https://doi.org/10.56620/2587-9731-2024-1-129-145

9. Panteleeva Yu. N. The “Magic of Repetition” in Iraida Yusupova’s
Music // Russian Musicology. 2025. No. 3. P. 111—119.
https://doi.org/10.56620/RM.2025.3.111-119

10. Exumosckuil B. A. ABTomoHnorpadus. M.: Mysuszar, 2008.

11. Exumosckuil B. A. O JleBaroui cumdonuu Bukropa ExumoBckoro //
C10BO KOMIIO3UTOPAa M O KOMIIOBUTOpPE: XpecTtoMaTtus / Ppemd.-COCT.
H. C. I'ynauunxkas, 0. H. [lanteneeBa. M.: M3natenberBo «Poccuiickas
akaJieMus My3bIKM UMeHU ['HecuHBbIX», 2020. C. 37—-38.

12. Exumosckuil B. A.,®apxados P.Tuasnor,wiuIloctaBromoHnorpadusi //
MysbIkasibHas akagemMus. 2010. N2 3 (731). C. 19—22.

13. JIomman FO. M. HaTiopMOPT B IlepCreKTHBE ceMUOTUKH // CTaThu 1O
CEMHUOTHUKE KyJIbTYPbI U cKyccTBa. CI10.: AkaieMuuecKuil IIpoeKT, 2002.

14. IIanmeneesa FO. H. O KOHCTPYKTUBHBIX IPUHITUIIAX B KOMITO3UITHU
«la» Anexcanypa Knatidens // MysbikanbHas akagemMus. 2021. NO 2.
C. 183-193. https://doi.org/10.34690/138

15. Axonsn JI. O. Mopuc Oana (1913—-1992). K 110-yseturo co mgHA
poxknaenusa // YdueHble 3amucKu PoccHUICKON akajieMUW MY3bIKH HUMEHU
I'necunsix. 2023. N2 3 (46). C. 20—34.
https://doi.org/10.56620/2227-9997-2023-3-20-34

16. Exumosckuil B. A. MakpomuHuManuaMm // Mud. Myssika. O0psa;
0. crareit / pea.-coct. M. Katyasu. M: Komnosurtop, 2007. C. 312—314.

17. @apxados P.Cro koH1enTOB BukTopa EkuMoBckoro // My3bikaibHas
akazmeMusa. 2024. N2 1 (785). C. 28—35. https://doi.org/10.34690/361

18. Coxon08 A. C. KoHCTaHTBhl WHAWBHUAyaJIbHOCTH // My3bIKasbHASA
akazeMusa. 1992. N2 4 (641). C. 46—50.

153





