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Sonata for Clavier and Violin in C major, KV 28

1.Allegromaestoso . . . . . . . ...
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T.Adagio . . . ..
2. Rondeaux. Tempo di Menuetto . . . . . ... ... ... .. ....

Sonata for Clavier and Violin in B flat major, KV 31

T.Alegro . . . L e
2. Tempo di Menuetto. Moderato (with 6 variations) . . . . . . . .. ..

Sonata for Clavier and Violin in E flat major, KV 302 (KV 293b)

T.Allegro . . . o L
2. Rondeau. Andante grazioso. . . . . . .. .. ...

Sonata for Clavier and Violin in C major, KV 296

1. Allegrovivace . . . . . . . ..
2.Andante sostenuto. . . . . .. ... Lo Lo

3. Rondeau. Allegro

Sonata for Clavier and Violin in G major, KV 301 (KV 293a)

1. Allegro con spirito
2. Allegro

TT:76.16



LB

Bl

21N

Bl

CcD3 TT: 72.40
Sonata for Clavier and Violin in C major, KV 303 (KV 293c )

1. Adagio — Molto Allegro —Adagio. . . . . . . . . . ... 3.48

2. Molto Allegro. . . . . . . 1.17

3. TempodiMenuetto . . . . . .. . ... ... 7.20
Sonata for Clavier and Violin in D major, KV 306 (KV 300I)

T.Allegroconspirito . . . . . . .. 10.23

2.Andantecantabile . . . . . ... oL 10.46

3. Allegretto. . . . . L 7.00
Sonata for Clavier and Violin in E minor, KV 304 (KV 300c)

TLAllegro . . o o e 9.08

2. TempodiMenuetto . . . . . . . .. . ... 5.45
Sonata for Clavier and Violin in A major, KV 305 (KV 293d)

T.Allegrodimolto . . . . . . . . 6.30

2. Thema. Andante grazioso — Variations | -VI . . . . . ... ... ... ... .... 10.18



EIRE

o

Bl [l

[el=I

CD4 TT: 75.25
Sonata for Clavier and Violin in B flat major, KV 378 (KV 317d)

1. Allegromoderato. . . . . . . . L 12.09
2. Andantino sostenuto e cantabile. . . . . . .. ..o L Lo 6.12
3.Rondeau. Allegro . . . . . . L 4.28

6 Variations for Clavier and Violin on “Hélas, j'ai perdu mon amant”
in G minor, KV 360 (KV 374b)

Thema. Andantino — Variations | -=VI . . . . . . ... .. ... .. ... 10.52
Sonata for Clavier and Violin in G major, KV 379 (KV 373a)

1.Adagio—Allegro . . . . . . . . L 12.42

2. Thema. Andantino cantabile — Variations | -V — Thema. Allegretto. . . . . . . . .. 10.20
Sonata for Clavier and Violin in F major, KV 376 (KV 374d)

TAlegro . . . o 6.56

2.Andante . . . . L e 4.57

3. Rondeau. Allegretto grazioso . . . . . . . . . . ... 6.23



LB

[

212

B2

CD5 TT. 79.22

Sonata for Clavier and Violin in C major, KV 403 (KV 385c)

1.Allegromoderato. . . . . . . . .
2.Andante . . . ..
3.Allegretto. . . . . e

12 Variations for Clavier and Violin on “La Bergére Céliméne
in G major, KV 359 (KV 374a)

Thema. Allegretto — Variations | = XII . . . . . . .. ... ... . ... ...

Sonata for Clavier and Violin min C major, KV 404 (KV 385d)
1.Andante . . . . . . ..
2. Allegretto. . . . .
Sonata for Clavier and Violin in F major, KV 547

1.Andantinocantabile . . . . . . . . ...
2.AIlegro . . . e
3. Thema. Andante — Variations I =VI . . . . . . .. .. ... ... ... .......

Sonata for Clavier and Violin in F major, KV 377 (KV 374e)

T.Allegro . . . o e
2. Thema. Andante — Variations | =VI . . . . . . . . .. ... ... ... ... .
3. TempodiMenuetto . . . . . .. .. .. ...



B BN

NPl

BIRIE

EIE]

EINE

CD6 TT: 58.59

Sonata for Clavier and Violin in E flat major, KV 481

T.Molto Allegro. . . . . . . . . 7.39

2.Adagio . . ..o 7.49

3. Thema. Allegretto — Variations | = VI . . . . . . ... ... ... ... ... 9.08
Sonata for Clavier and Violin in B flat major, KV 372

T.AIlegro . . o o 11.17
Sonata for Clavier and Violin in E flat major, KV 380 (KV 374f)

T Alegro . .« . o 9.34

2. Andanteconmoto . . . . . ... 9.52

3.Rondeau. Allegro . . . . . . L 4.24
CDh7 TT: 59.54
Sonata for Clavier and Violin in B flat major, KV 454

1.Largo —Allegro . . . . . . . L 9.39

2.Andante . . . .. 7.57

3. Allegretto. . . . Lo 713
Sonata for Clavier and Violin in A major, KV 402 (KV 385¢)

1.Andante, maunpocoadagio . . . . . . . .. . ... 6.38

2. Allegromoderato. . . . . ... 3.13
Sonata for Clavier and Violin in A major, KV 526

1. Molto Allegro. . . . . . . . 8.51

2.Andante . . ... 9.26

3.Presto . . .. 6.39



Alexey Lundin, violin
Yury Martynov, harpsichord, tangentenfliigel, hammerklavier

Recorded at the Grand Hall of the Moscow Tchaikovsky Conservatory, 2021

Instruments:
Harpsichord by Reinhard von Nagel, Paris after Nicolas Blanchet, Paris 1720
(KV6-9,26-31)
Tangentenfliigel by Chris Maene after Spath & Schmahl, Regensburg, 1794
(KV 296, 301 — 306)
Pianoforte by Chris Maene after Anton Walter, Vienna, 1795
(KV 359, 360, 372, 376 — 380, 402 — 404, 454, 481, 526, 547)
Violins: Marcin Groblicz, ca. 1600 (KV 6 — 9, 26 — 31)
Mateo Goffriller, 1695 (all the other sonatas)

All works are performed and attributed according to Bérenreiter-Verlag, 1964, 2005

Sound director: Mikhail Spassky

Engineers: Vladislav Krylov, Alexey Meschanov, Anton Bushinsky
Design: Alexey Gnisyuk

Executive producer: Eugene Platonov

Photos by Vladimir Clavijo-Telepnev (http://clavijo.ru) were used in the design of the release
with the kind permission of the author

© & ® 2023 The Moscow Tchaikovsky Conservatory
All rights reserved



Wolfgang Amadeus Mozart (1756—1791)
Complete Works for Clavier and Violin Played on Period Instruments

musicians Alexei Lundin (violin) and Yury Martynov (piano) is unique in two respects. All

the sonatas, including the early opuses, as well as two more cycles of variations, Allegro
from the unfinished sonata KV 372, and two unfinished sonatas KV 402 and 404 have been
recorded for the first time. And then, also for the first time, a collection like this one features in-
terpretations played on period instruments that are close to the era and aesthetics of the Vien-
nese classic. Many of the greatest violinists and pianists recorded Mozart sonatas and varia-
tions in different combinations, but only the duet of Lundin and Martynov has so far coped with
such a challenging task.

The collection of Mozart works for clavier and violin recorded by the renowned Russian

“Mozart is a special composer for many, and I've been fascinated by him since childhood. My
interest in his life and work only grew over time, as did the desire to perform his music. The
list of works | played — solo, ensemble and symphonic ones — gradually grew wider. In 1996,
| had the luck to perform complete Mozart piano trios with Paul Haug and Sergei Kalyanov in
Augsburg, Vienna and Budapest. In 1997, the Mozart String Quartet was formed, and | played
some of the Mozart quartets and complete string quintets with them. In the season of 2021
and 2022, | played complete Mozart string quartets with Felix Korobov, Pyotr Nikiforov and
Kirill Semenov. The fact that I've performed all pieces of the same genre gave me an unex-
pected, sharper, more accurate and deeper look at the composer’s work and life. When Yury
Martynov and | played several Mozart sonatas in concert, we felt a close perception of this mu-
sic and came up with the idea of recording complete sonatas on period instruments,” Alexei
Lundin says.

“I was greatly impressed by the music of the sonatas being so deeply absorbed in them. Al-
though | had performed some of them previously, | really discovered many things only when
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we were recording. The more | played, the more | realized how brilliant this music was,” Yury
Martynov admits.

The 7-CD box set includes 32 opuses arranged in approximate chronological order. Some of
the pieces are rearranged within the same period for reasons of timing.

The Best of Fathers

Leopold Mozart, the father of Wolfgang Amadeus, was an outstanding teacher and, as we
would say today, a methodologist. Incidentally published in 1756, the year of his great son’s
birth, his Treatise on the Fundamentals of Violin Playing, is one of the first books with the di-
dactics of violin playing presented systematically. It is of interest not only to violinists and other
string players, but also to all musicians and music educators, especially those involved in pe-
riod performance practice. In addition to a step-by-step presentation of the principles of mas-
tering all the stages of violin wisdom, the treatise is an impressive illustration of the great mu-
sician’s historical and linguistic erudition. It is not surprising that Mozart, who idolized his father
(and often addressed him in his letters: “O the best of fathers”), had a special feeling for the vi-
olin. According Hermann Abert, one of the most prominent Mozart researchers, “along with the
clavier, Mozart preferred the violin from early childhood and acted as a violin soloist during the
first concert tour and at the beginning of his first Italian trip. In Salzburg, he was obliged to par-
ticipate as a violinist in court concerts by force of duty... From 1773, Mozart studied the violin
especially diligently and became a virtuoso on this instrument as well, thanks in no small part
to his father’s support. ‘You do not realize how good you are at violin playing,” Leopold Mozart
wrote to him on October 18, 1777. ‘If only you wanted to honor yourself and play with [proper]

posture, cordiality and inspiration ... you would be the first violinist in Europe’.

Clavier Sonatas with Violin Accompaniment

Mozart’s interest in the clavier/violin ensemble was natural: being a violinist, he could play in
a duet with his sister Maria Anna, nicknamed Nannerl, or, on the contrary, accompanying his
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father on the harpsichord. He apparently wrote the so-called early sonatas Nos. 1 to 10 “on
the occasion.” This is what we read on the title page of the first edition of the sonatas KV 6—7
(1763): “The harpsichord sonatas, which can be played with violin accompaniment, are ded-
icated to Madame Victoire of France [daughter of King Louis XV — E.K.] by J.C. Wolfgang
Mozart of Salzburg. The age is seven years old. First composition.” However, as Yury Mar-
tynov clarifies, the word “harpsichord” in this context could serve as an indication of any key-
board instrument. As for the notation “first composition,” there is a number of works that Mo-
zart marked as “Opus 1” — confusion like this was common at that time.

It is symptomatic that Mozart made a shot at this genre in Paris, obviously following the French
tradition. The French were those who cultivated the genre of clavier sonata accompanied by
the violin: for example, let's mention Michel Corrette’s collections “Sonates pour clavecin avec
un accompagnement de violon,” Op. XXV (Paris: Corrette, Boivin, LeClerc, 1742) and Lou-
is-Gabriel Guillemain’s “Pieces de clavecin en sonates avec accompagnement de violon,” Op.
XIII (Paris: Boivin, LeClerc, 1745).

In 1764, the young musician wrote six sonatas (KV 10 to 15) for Her Majesty Sophia Charlotte
of Mecklenburg-Strelitz, the wife of British monarch George Ill. The note “for violin (or flute)”
indicates that Mozart, like Handel before him, wrote the soloist’'s part without taking into ac-
count the specifics of the instrument playing technology, but only adhered to a certain tessitura
range. There is also a written out ad libitum part of the bass (double bass or cello) — it means
that Mozart tried out a baroque model of the sonata with basso continuo.

In March 1766, while in The Hague, Mozart composed six sonatas for clavier and violin (KV 26
to 31) and for Princess Nassau-Weilburg, which also had an engraved dedication. In all ear-
ly sonatas, the violin plays the part of an accompanying instrument: the keyboard instrument
leads the melody, while the violin echoes or adds some cues to the concert part of the harpsi-
chord.



In 1778, Mozart again turned to this form of instrumental ensemble and wrote nineteen more
sonatas over the next ten years. Electress Maria Elisabeth, the dedicatee of the collection of
sonatas (KV 296 to KV 305) published by Sieber in Paris in the autumn of 1778, was clearly a
clavier lover. At least three of her portraits depict her at the harpsichord or piano. On January
7, 1779, in Munich, Mozart presented her with an engraved set of parts, including the soulful
and melancholic Sonata in E minor, the only minor sonata among the works in this genre.

After moving to Vienna, Mozart continued to compose violin sonatas from time to time. He pre-
sented six sonatas (KV 296, 376 to 380) created in the autumn of 1781 to the pianist Josepha
Barbara von Auernhammer, his young student. On June 27, 1781, Mozart wrote about her: |
visit H. v. Auernhammer almost every afternoon: this Miss is a Monster! She plays delightfully,
but she lacks a genuine, refined and melodious cantabile; she plucks too much.” The sonata
KV 377 is one of the highlights of this collection — after the dynamic Allegro in F major, Mozart
writes a set of variations in D minor, ending with a mournful siciliana. But the gloomy moods
and the “vision of the grave” disappear in the final major Minuet.

The sonata KV 454 was dedicated to another student, Therese von Cobenzl, daughter of Count
Johann Philipp von Cobenzl who then was vice-chancellor of the Austro-Hungarian Empire. How-
ever, the composition has its own story associated with the meeting with Italian violinist Regina
Strinasacchi.

On April 24, 1784, Mozart wrote to his father in Salzburg: “We now have here the famous Re-
gina Strinasacchi from Mantua, a very good violinist. She has a great deal of taste and feeling
in her playing. | am this moment composing a sonata which we are going to play together on
Thursday at her concert in the theatre.”

On April 29, 1784, Mozart and Strinasacchi put on a concert for Holy Roman Emperor Joseph
I, at which this sonata was presented. It is known that Mozart performed his piano part without
sheet music.



However, charming ladies were not the only inspiration. So, the violin part of the sonata KV
380 was written with an eye to Antonio Brunetti, the Italian violinist who replaced Leopold Mo-
zart as concertmaster in Salzburg.

Here we see Mozart’s completely different interpretation of duet: the violin leads the solo voice
much more often and exposes the thematic material, while the piano twines its harmonic figu-
rations around it. Often the instruments enter into a comic competition, intercepting passages
and motifs from each other.

On April 4, 1783, a review was published in Magazin der Musik in Hamburg. An anonymous
author admired the composer’s imagination and skills: “These sonatas are one of a kind. They
are rich in new ideas and characteristics of the great musical genius who composed them, and
also match the instrument brilliantly. At the same time, the violin accompaniment is so skillfully
combined with the clavier that both instruments constantly attract the attention of the listener,
and these sonatas require the same skills from both the violin player and the clavier one. But
it is impossible to give a complete description of this original work. Music lovers and connois-
seurs must first play these sonatas themselves, and then they will be convinced that this is not
an overstatement.”

The last of the sonatas completed by Mozart (KV 547) has a remarkable subtitle: “A little piano
sonata for beginners with the violin” (Eine kleine Klavier Sonate fir Anfanger mit einer Violine).
Perhaps Mozart’s original idea was to make the learning process on the harpsichord, and then
on the piano more enjoyable, to add an element of salon and amusement, wrapping it into the
form of a chamber duet.

After the composer’s death, a number of sketches for violin and clavier remained, which were
completed by Maximilian Stadler. He was one of the most prominent figures in Viennese mu-
sical life at the turn of the 19th century: he was in charge of the Imperial Music Archive, wrote
many essays about Mozart, and studied his legacy. He was also friends with Schubert and



Beethoven, and, by the way, one of the fifty composers who composed a variation on a waltz
by Anton Diabelli.

Onward to Mozart

What instruments should the violin sonatas be played on so that they sound nearer to Mozart’s
era, that is, the 1760s to 1780s?

We know that when Wolfgang Amadeus was young, he played and composed for harpsichord
and clavichord. Two of the Stein’s clavichords have survived. One of them, the one that can
be seen in the National Museum in Budapest, was bought by Leopold Mozart to practice while
traveling. The other that combines a piano and one row of organ pipes is located in the Go-
thenburg Historical Museum. In addition, Leopold Mozart had a double harpsichord signed
by the German maker Christian Ernst Friederici. His son Wolfgang had a clavichord from the
same maker.

During his travels, Mozart had the opportunity to get acquainted with the instruments of vari-
ous makers and designs. Some of them were harpsichords, and some were pianofortes as, for
example, the one in Mannheim. In her letter dated December 28, 1777, Mozart’'s mother Anna
Maria shared the news with her family: “Wolfgang is highly regarded everywhere, but he plays
very differently than he does at Salzburg because here they have pianofortes everywhere and
he knows how to handle these so competently that nobody has ever heard the like; in other
words, everybody who hears him says his equal is not to be found.’

Mozart wrote about his preferences to his father from Augsburg a little earlier, on October 17,
1777: “Let me start right off with Stein’s Piano forte. Before | had seen Stein’s work, | favored
Spat’s Claviers. But now | must give Stein’s Claviers preference because they have a much
better damper than the Regensburg instruments. If | strike the key hard, | may keep my finger
down on it, or lift it up, the sound stops the instant | produced it. No matter how | play the keys,
the tone is always even. There is no jangling noise, the sound will not get louder, or softer, or
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stop altogether, in one word: everything remains even. It is true, he won’t sell a Piano forte like
this for under 300 gulden, but the effort and care he puts into the instruments is beyond any
price. What distinguishes his instruments from all others is that they are built with an escape-
ment. Not one in a hundred will bother about this, but without escapement action you cannot
possibly have a Piano forte that will not have a clangy and vibrating after-effect. When you
press down on the keys, the little hammers fall back the moment they have struck the strings,
no matter whether you keep the keys down or release them. He told me himself that after he
has finished a Clavier, he will first of all sit down and try all sorts of passages, runs and leaps,
and then he goes on filing and fitting until the Clavier does everything he wants it to. He works
truly for the Good of Musique, and not alone for profit, otherwise he would finish them much
more quickly. He often says: if | were not such a Passionate lover of Musick and were not
able to play a little on the Clavier myself, | would have long ago lost my patience for this kind
of work. But | love instruments that are reliable and wear well. And indeed, his pianos really
last. He guarantees that the soundboard will neither break nor crack. When he has finished a
soundboard for a Clavier, he puts it outside and exposes it to the weather, to rain, snow, the
heat of the sun, and all the Devils of hell, so that it will crack; he then inserts a wedge and
glues it in to make it all strong and firm. He actually likes it when the wood cracks; it gives him
the assurance that nothing else can happen to it. Sometimes he cuts into the wood himself,
glues it together again, and thereby strengthens the whole thing. He has three Piano fortes
finished; | just played them again today ... The pedals, pressed by the knees, are also better
made by him than by anyone else; you scarcely require to touch them to make them act, and
as soon as the pressure is removed not the slightest vibration is perceptible.”

Choice of Instruments

Three types of keyboards were used in the recording process: a Reinhard von Nagel harpsichord,
Paris, a copy of Nicolas Blanchet, Paris 1720; a Chris Maene tangentenflugel, a copy of Spath



& Schmahl, Regensburg, 1794; and a Chris Maene hammerklavier, a copy of Anton Walter, Vi-
enna, 1795.

Yury Martynov comments: “As for the harpsichord, Mozart played the harpsichord throughout
his childhood, adolescence and beyond, and besides, some of the early sonatas were written
in Paris, and the prototype of the French harpsichord that we used looked as logical as pos-
sible. The instrument was donated to the Moscow Conservatory by Maxim Vengerov in 2004,
and we recorded sonatas KV 6 to 9, 26 to 31 on it. Of course, by the time Mozart began com-
posing the first sonatas, the pianoforte was widespread everywhere, but it was in France that
the commitment to the harpsichord remained almost until the late 18th century. In addition, it
seemed to Alexei Lundin and me that the sound of the harpsichord matched the childish naive-
ty in some of the elements and the gallantry coming from the French salons where these opus-
es were played, and I'm very pleased we finally decided to do so.

“The tangentenflugel is a popular model of a keyboard instrument, more related to the piano,
but without a hammer-action design. It was very popular in Europe from about the 1730s to the
1780s. Such instruments were made in Regensburg and are the basis for this copy. There is
no historical evidence that Mozart particularly liked such an instrument, but in terms of sound
and dynamic characteristics it is quite close to some of the Stein’s instruments that Mozart
liked. The tangentenflugel sounds quieter than the harpsichord and hammerklavier, so the vio-
lin had to be tactful. But | think | made it. We used it to record sonatas KV 296 and 301 to 306
from the early Viennese period. And the sonatas with a more detailed texture and suggesting
spatial sound were played on the hammerklavier since the tangentenflugel is not designed for
ensemble. Given that this is an instrument with colossal colorful possibilities, it would be ex-
tremely imprudent to miss the opportunity to record some of the sonatas with it. The hammerk-
lavier belongs to a somewhat later time: a similar model appeared a few years after Mozart's
death, and its keyboard has a wider range than in Mozart’s time. But otherwise, it is structurally
no different from the Walter instruments that Mozart used in the later period of his life.



“Gabriel Anton Walter improved the Viennese design of the mechanism by adding a back-
check, which prevented the hammer from becoming unstable. Mozart bought a Walter piano in
about 1782 and used it as reference for his later piano sonatas and concertos. The instrument
has survived and can be found in Mozart’s Birthplace in Salzburg.

“As for the choice of violins, Alexei Lundin played the early sonatas (KV 6 to 9, 26 to 31) on an
instrument by the Polish maker Marcin Groblicz dated around 1600. And he played the mature
sonatas on a 1695 violin by the Venetian maker Matteo Goffriller. ‘Both instruments were pro-
vided to me from private collections,” Alexey Lundin comments. ‘The violins have gut strings,
and | played on the Groblicz with a copy of a baroque bow made by the Russian maker Mukh-
in. The pitch is different everywhere — it depended on the keyboard instruments.’

“In the era of Mozart, the violin often possessed a much brighter tone and a variety of tim-
bre palette. The sheet music by Michel Corrette indicates that ‘the violin should play at half-
strength,” and Pierre Baillot, who highly appreciated the wealth of timbres and flexibility of the
sound of the violin, wrote in his treatise L'art du violon that ‘the violin has a timbre that can re-
semble a human voice ... the rustic character of the oboe, the penetrating sweetness of the
flute, the noble and exciting sound of the horn, the pompous brilliance of the trumpet, the fan-
tastic transparency of the [glass] harmonica, the alternating passages of the harp ... and, final-

ly, the power of organ chords’.

Mozart, You Are a God

In addition to the play of colors and timbre and dynamic wealth, the sonatas for clavier and vi-
olin are notable for their ingenuity in interpreting the cycle. The first sonata is a claim to fame
from the young genius. The extended four-movement cycle opens with the bravura Allegro,
which is followed by the spicy Andante, the Minuet with a doublet, and the soaring finale. The
structure of Sonatas Nos. 2 to 4 is almost identical. The three-movement cycle opens with live-
ly music in the tempo of Allegro, then the gallant second movement in the tempo of Andante or



Adagio, and the finale in the genre of minuet completes the piece. Following the traditions of
the Baroque era, he writes the minuet with a doublet in a different key, sometimes in the minor
of the same name, and then it is again followed by Menuetto I.

In some of the sonatas, instead of the final minuet, Mozart turns to the form of the French Ron-
deau where the theme of the refrain is not only repeated several times, but also intensively
developed. These are sonatas KV 26, 30, 296, KV 302 (KV 293b), 376 (KV 374d), 378 (KV
317d), and KV 380 (KV 374f). The texture of the sonatas often contains polyphonic devices,
most often imitations and canonical echoes. However, the unfinished sonata KV 402 (385e¢) is
a small cycle that includes Andante (alla minuet) and fugue (finished by Maximilian Stadler).

The set includes two cycles of variations: Six Variations on “Hélas, j’ai perdu mon amant” in
G minor, KV 360 (KV 374b), and Twelve Variations on “La bergere Célimene” in G major, KV
359 (KV 374a). However, Mozart often resorts to this form in the sonatas themselves, for ex-
ample, the two-movement ones KV 31, KV 305 (KV 293d), and KV 379 (KV 373a), and the
three-movement ones KV 377 (KV 374e) and KV 547.

“What profundity! What boldness and what perfect form! Mozart, you are a god, and you do not
even know it.” These well-known verses from Pushkin’s “Mozart and Salieri” provoked many to
make Mozart a museum exhibit and perform his music in an idyllic and sublime vein. Employ-
ing period instruments, Alexei Lundin and Yury Martynov impart the spirit of today to the Mo-
zart sonatas and variations. Apart from precision and stylistic consistency, the interpretations
are filled with vigor, fantasy, and intriguing coloristic and dynamic finds: the artists are engaged
in a lively dialogue with Mozart and his age, and this is what makes these recordings particu-
larly valuable.

Evgenia Krivitskaya



Alexey Lundin | Anekcen JlyHaunH
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Yury Martynov | FOpuit MapTbiHOB



Bonbdranr Amagen MouapT (1756-1791)

Bce npousBegeHna ana KnaBupa n CKpunku
Ha UCTOPUYECKUX MHCTPYMEeHTax

ONnneKkums Npou3BeAeHNI Ans knaevpa u ckpunku MouapTa, 3anncaHHas U3BeCTHbIMU POC-

CUICKUMW My3blkaHTamu Anekceem JlyHAMHBIM (ckpunka) n KOpuem MapTbiHOBLIM (dopTe-

nMaHo), yHUKanbHo no AByM napametpam. BnepBble 3anvcaHbl BCe COHaTbl, BKIOYasa paH-
HMe onychl, a Takke eLlé ABa umkna Bapuauui, Allegro n3 HeokoH4eHHoNn coHatbl KV 372, nge
He3aBepLUEHHble coHaTbl KV 402 n 404. U BnepBble B NogobHOM cobpaHum nx nHTepnpetaums
OCyLLEeCTBIeHa Ha UCTOPUYECKUX MHCTPYMEHTaX, BIM3K1X 3noxe 1 3CTETUKE BEHCKOro Knaccuka.
MHorve Benuyanwine ckpunaym n NUaHncTbl obpallanvicb U aenanu 3anucu MoLapTOBCKMX CO-
HaT 1 Bapuaumin B pa3HbIX KOMOUHaLMAX, HO PeLUnTb Takyro aMOULIMO3HY0 3afady yaanock noka
TOonbKO AyaTy JlyHanH-MapTbiHOB.

«MouapT — AN MHOMMX 0COBEHHbI KOMMO3UTOP, 1 S YBNEKCA UM C AeTcTBa. VIHTepec K ero Xus-
HW 1 TBOPYECTBY CO BPEMEHEM TOMbKO POC, KaK 1 XenaHne UCNONHATL ero My3biky. [locteneHHo
pacLUMpUCs CINCOK CbirPaHHbIX MPOV3BEAEHWI, COMbHbIX, aHCaMbreBbIX U cMMdOoHMYeckmx. B
1996 rogy nocyacTnMBMNOCh UCMONHUTL BCe popTenunaHHbie Tpmo Mouapta c MNMaynem Xayrom un
Cepreem KanbsiHoBbiM B Ayrcbypre, Berne n byganewrte. B 1997 rogy 6bin opraHn3oBaH CTPyH-
HbIi MoLapT-KBapTeT, C KOTOPbIM ChirpaHbl HEKOTOPbIE KBapTeTbl M BCE CTPYHHbIE KBUHTETLI Mo-
uaprta. B cesoHax 2021/2022 ¢ denukcom Kopobosbim, MeTpom Hukudopossim 1 Kupunnom Ce-
MEHOBbIM Dbl CbirpaHbl BCe CTPYHHbIe kBapTeThl MouapTa. VMcnonHeHne Bcex NpousBeaeHui
OJHOrO XaHpa AaéT HeoXuaaHHbI, 6onee OCTPbIN, TOYHBIA U rNyBOKUIA B3rNsA Ha TBOPYECTBO
1 XmM3Hb KomnosuTopa. Korga ¢ KOprvem MapTbiHOBbLIM, Mbl Chirpanu Heckornbko coHaT MouapTa
B KOHLilepTax, TO NoYyBCTBOBanu 6rmM3koe BOCMPUSTE 3TOM My3bIKM U BO3HUKIA naes 3anucatb
BCE COHaTbl Ha UCTOPUYECKUX UHCTPYMEHTax», — roBopuT Anekcen JTyHOUH.

«5 6bIn noa OrpOMHbIM BreyaTneHnemM OT MY3blKKM COHaT, TakK FJ'Iy60KO B HUX MOrpy3vBLUUCD. 7
XOTA HEKOTOpble U3 HUX A UCMONMHAN U paHblle, HO MHOrnMe Bewn OAna MeHA pacKpbifiMCb No-Ha-
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CTOALLIEMY TOMbKO B MOMEHT 3anucy. Yem Gonblie s urpar, Tem 60rblie 0Co3HaBasl, HacKomnbKo
aTa Mysblka reHuarnbHa», — npusHaétcs Kopuin MapTeiHoB.CeMb AMCKOB 6OKC-ceTa BKMovatoT 32
onyca, pacrnonoXeHHbIX B NMPUMEPHOM XPOHOMOTMYeckoM nopsiake. HekoTopble npousseaeHust
nepecTasrieHbl MECTaMu BHYTPU OAHOTO fepuoga M3 CooBpaXeHUn KOMMOHOBKM MO XPOHOMeE-
Tpaxy.

Nyywnn us otuoB

Jleononba Mouapr, otel Bonbdranra Amages, 6611 BblAAOWMMCS Negarorom v kak 6bl Mbl cka-
3anu cenvac — metoamctoM. Ero Tpyn «PyHOaaMeHTanbHas LWKona CKPUMUYHOW UMpbl», U3naH-
HbIA, KCTaTU ckasaTb, B 1756 roay, B roq pox4eHWsl BENWKOrO CbiHa, OAHa W3 MepBbIX KHWT, B
KOTOPOW cMCTEMaTUYECKW uanaranacb AunaakTuka CKpunuyHow urpbl. OHa nNpeacTaBnsieT nHTe-
pec He TONbKO ANSA cKpunadew n ApYrnx UCNONHUTENEN Ha CTPYHHbIX MHCTPYMEHTaX, HO U ANns
BCEX MY3blKaHTOB U My3blKanbHbIX NeAaroroB, 0CO6EHHO TeX, KTO 3aHMMaeTCs UCTOPUYECKON UC-
MOSTHUTENBCKOW MPaKTUKOW. [TOMMMO MOLLAroBOro M3nNOXeHUst NPUHLMMNOB OCBOEHWUSI BCEX dTa-
NMoB CKPUMWUYHON NPEeMyApOCTH, TPaKTaT SABMNSETCS BNeYaTnSioWwmyM CBUOETENbCTBOM UCTOpUYe-
CKON W NIMHTBUCTUYECKOW 3pyAULIMKM BEMMKOrO My3blkaHTa. HeyausutensHo, 4to MouapTt, 6oro-
TBOPMBLLUMIA OTUa (M HepeaKko obpallaBLUMiCs K HeMy B nucbmax: «O, Nyywmin n3 oTuoB»), NuTan
K cKpunke ocobble 4yBcTBa. o cBMAETENBCTBY OAHOIO M3 KPYMHEMLINX UCCrefoBaTenei TBop-
YyecTtBa komnosuTopa I AbepTa, «MouapT ¢ paHHero AeTcTBa, Hapsdy C KNaBMpoM, Npeanoym-
Tan CKpUNKy W BbICTyMan B KayecTBe COMMCTa-ckpunada elé Bo Bpemsi NepBoro KOHLEPTHOro
TYpHe 1 B Havane nepeBoro utanbsHckoro nytewwectaus. B 3anbubypre oH 6bin 0653aH yyacTBo-
BaTb KakK CKpunay B NPUABOPHbIX KOHLUepTax no gonry cryx6bl... C 1773 roga MouapT ocobeH-
HO yCepAHO 3aHMMariCs Ha CKpWMke W cTan BMPTYO30M Takke Ha 3TOM WHCTPYMEHTe, He B Mo-
crnefHo0 odepedb bnarogaps nogaepxke otua. “Tbl cam He 3Haellb, Kak XOPOLO Thl Urpaellb
Ha ckpunke, — nucan emy Jleononbg Mouapt 18 oktabpsa 1777 roga, — ecnu Bbl TONBKO 3axoTen
okasaTtb cebe YecCTb 1 UrpaTb C [QOMKHON] OCaHKOW, CEPAEYHOCTbIO Y BOOXHOBEHUEM... TOrAa Thbl
6bin 66l NepBbIM ckpunadom B EBpone”».
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KnaBupHbIe coHaTbl B CONPOBOXAEHUUN CKPUMKU

EctectBeHeH nHTepec MouapTa k aHcambrio kKnaBvpa v CKpunku: Oyayum cam ckpunayom, oH
MOT MUCMOMHATb NX B AyaTe CO cBoer cectpon Mapwueir AHHon (no npo3sully HaHHeprb), nnbo,
HaMpoTMB, aKKOMMaHMPys Ha KnaBecuHe OTLy. Tak Ha3biBaeMble paHHMe coHaTbl NeNe 1-10
cyas no BceMy ObiMM UM HamucaHbl «No cryyvato». Ha TUTynbHOM nvcTe NepBOro usgaHus co-
HaT KV 6-7 (1763) untaem: «CoHaTbl ANa KnaBecuHa, KOTOpble MOryT UCMOMHATbL B COMPOBO-
XXOEHUUN CKPUMKKM, NOCBSLLEHbl Maaam Buktopumn ®paHuysckon [godepu Jioposuka XV — E.K.] U.
I. BonbcraHrom MouapTtom 13 3anbubypra. Bo3pacT cemb net. MNepBoe counHeHve». Bnpoyem,
Kak yTouHseT KOpuii MapTbIHOB, CMOBO «KNaBECUMH» B AAHHOM KOHTEKCTE MOFMO CIyXUTb yKa-
3aHMeM Ha OO KNaBULLHBIA MHCTPYMEHT. Tak xe, Kak 1 0003Ha4YeHne «nepBoe COYMHEHNEY.
EcTb ewé psag coumHeHun, kotopble cam MouapT nomeyan kak «onyc 1»: Takas nytaHuua 6beina
06bIYHbIM SIBIIEHNEM B TO BPEMSI.

CumnTomaTnyHo, 4to MouapT nmeHHo B lNMapuxe npobyeT cebs B 3TOM XaHpe, O4EBUAHO cre-
ays dpaHuysckon Tpaguumn. IMeHHo dpaHLy3bl KynbTMBUPYIOT XaHp KraBUPHOW COHaTbl B CO-
NPOBOXAEHMUN CKPUMKK: B Ka4ecTBe NpuMepoB Ha3oBEM cbopHukn Muwensi KoppeTtta Sonates
pour clavecin avec un accompagnement de violon, op. XXV (Paris: Corrette, Boivin, LeClerc,
1742) wn Nyn-Tabpuans Mmimena Piéces de clavecin en sonates avec accompagnement de
violon, op. XlII (Paris: Boivin, LeClerc, 1745).

B 1764 roay toHbIN My3blkaHT nuweT wecTb coHat (KV 10-15) ans E€ Bennyectea Codpu-Llap-
nottbl Meknenbypr-Ctpenuu, cynpyru 6putaHckoro koponsi eopra Ill. Pemapka ans ckpunku
(vnu cnenTbl) ykasbiBaeT, 4To MouapT, kak Hekorga eHaenb, nucan naptuto conucta 6es3 yy4éTa
cneundmrK1N TEXHONMOMUM Urpbl HA MHCTPYMEHTE, @ NLLb NPUAEPXKMBANCs onpeaenéHHoro Teccu-
TYpHOro AmanasoHa. Takke TyT eCTb BbinMcaHHas napTus 6aca (koHTpabaca unu BUONOHYEN)
ad libitum — 10 ectb, MouapT onpoboBan 6apoyHyto Moenb coHaTbl ¢ basso continuo.

B mapte 1766 roma Mouapt, 6yayun B [@aare, COUMHSAET LWECTb COHAT ANs KraBvpa U CKPUMKK
(KV 26 — KV 31) ansa npuHueccbl Haccay-Bennbbypr, KoTopble Takke Obinv HarpaBMpOBaHbl C
nocasiLieHneM. Bo Bcex paHHMX COHaTax CKpunka urpaeT ponb akkOMNaHWPYOLWEro UHCTPYMEH-
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Ta: Menoamio BeAET KNaBULLHbIA UHCTPYMEHT, CKpunka BTOPWUT unv fobaenseT oTaenbHble pe-
NAVKK K KOHLEPTUPYHOLLIE NapTumM KnaBecuHa.

B 1778 rogy MouapTt BHOBb 06paLlaeTcs K 3To hopMe MHCTPYMEHTANbHOIO aHcambnsi n B Te-
YeHve criegyroLlmx aecsaTtn net nuwet ewé 19 coHat. KypdropctmHa Mapusa-Enusaseta, koto-
pori 6bin nocesAWwEH cbopHUuk coHat (KV 296 — KV 305), nsganHbii 3ubepom B MNapuke oceHbto
1778 ropa, siBHO GObina nbUTENBHULEN Urpbl Ha KnaBupe. He MeHee TpEx e€ NMopTpeToB U30-
OpaxaloT eé 3a knaBecuHOM unu dopTtenuaHo. 7 aHBapsa 1779 roga B MioHxeHe MouapT no-
[apwvn eyl rpaBMpOBaHHbIN KOMMEKT naptui. Cpean HUX — MPOHMKHOBEHHAs MenaHxonMyeckas
CoHaTta M1 MUHOP, eAMHCTBEHHAasA MUHOPHAs CoHaTa Cpean COMMHEHWI B 3TOM XaHpe.

MepeexaB B BeHy, MouapT npogomkaeT BpeMs OT BPEMEHW COYUHATb CKPUMUYHbIE COHAaThI.
Lllectb coHaT (KV 296, 376-380), co3gaHHbIX oceHbio 1781 roga, OH NPenogHOCUT MUaHUCTKE
Mosecde Bapbape dhoH AyspHxammep, cBOei MoOroaon yyenuue. 27 uioHs 1781 roga Mouapt
nucan o Hew: «Moytn kaxabln AeHb nocne obepa s 6eieato y H. v. Auernhammer’s: ata Mucc
npocTto MoHcTp! Mirpaet BOCXMTUTENBHO, OQHAKO el He XBaTaeT NOANMHHOIO U3bICKaHHOTO U ne-
BYYero kaHTabue; oHa CrULWKOM MHOTO LWMnneT». B atom cbopHuke obpallaeT Ha cebs BHUMa-
Hue coHata KV 377, B KOTopon nocne gMHaMmuyHoro ga-maxopHoro Allegro MouapT nuwer cet
Bapvauuii B pe MMHOpe, 3aBepLualoLLmxcs TpaypHou cuuunuaHon. Mpaeaa, MpayHble HacTpoe-
HMSA 1 «BuAeHue rpoboBoe» ncHesatoT B hMHaNbLHOM MaKopHOM MeHyaTe.

Opyron yyenunue, Tepese doH KobeHunb, povepu rpacda MoraHHa ®ununna ¢goH KobeHuns (B
TO Bpems BuLe-kaHunepa ABCTpo-BeHrepckon nmnepun) oH nocesiaet coHaty KV 454, OgHako
Yy COYMHEHUS eCTb CBOS UCTOPWS, CBA3aHHAsA CO BCTPeYel C UTanbsHCKOWM ckpunadkon PernHown
CTpuHaszakku.

24 anpensa 1784 roga MouapT nuwet oty B 3anbubypr: «Cenvac y Hac 3gecb 3HameHuTast
MaHTyaHka CTpuHa3akkn, o4eHb Xopoluas ckpunadka. B e€ urpe o4eHb MHOro BKyca v Y4yBCTBU-
TenbHocTU. A cenyac nuwy CoHaTy, KOTOpy Mbl Byem B YeTBepr UrpaTb BMeCTe B TeaTpe Ha
eé Akagemun». 29 anpens 1784 roga oHa BmecTe ¢ MouapTom Aana KOHUepT Ans umneparopa
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CesleHHorn Pumckon umnepun Mocudpa Il, Ha kotopom Gbina npeacraBneHa aTa coHata. Ms-
BECTHO, 4To MouapT UcnonHun ceot hopTennaHHyto YacTb 6e3 HOT.

Ho He Tonbko oyapoBaTenbHble AaMbl BOOXHOBSANM KOMMO3nUTOpa: Tak, B coHaTte KV 380 naptus
CKpUNKKM Bbina HanucaHa B pacyéte Ha AHTOHWMO BpyHeTTU, UTaNbSAHCKOrO ckpunaya, CMeHMBLLIE-
ro Jleononbaa MouapTa Ha NocTy KoHUepTMelcTepa B 3anbLbypre.

3pech yxe BMAEH COBCeM Apyroin noaxod MouapTta K TpaKToBKe AyaTa: CKpurka HamHOro vatle
BeET COrbHbIV rofnoc, 3KCMOHUPYET TeMaTU4ecknii Matepuan, a hopTenuaHo onneTaer ero rap-
MOHMYeCKMMN durypaumsMmn. Hepeako MHCTPYMEHTbI BCTYNaT B LUYTOYHOE COCTSI3aHue, «ne-
pexBaTbiBasi» Opyr y Apyra naccaxu, moTtvbl.4 anpens 1783 roga BbIXOAWT peLEH3Ns B ram-
Oyprckom xypHane «Magazin der Musik», rge aHOHVMMHBIA aBTOp BOCXULLAeTcst paHTa3nen u
WCKYCHbIM MacTepCTBOM KOMMO3UTopa: «3TU COHaTbl — €AMHCTBEHHbIE B cBoeM poae. OHu 6ora-
Tbl HOBbIMW MOEAMU U XapaKTEPUCTMKAMMN BEMMKOTO MY3bIKallbHOTO FEHNsI, KOTOPbIA MX COYUHMI,
a Takke bnecTsle COOTBETCTBYHOT MHCTPYMEHTY. B TO e BpeMs CKpUNUYHBIV akkOMNaHeMeHT
TaK MCKYCHO COMETaeTCs C KINaBUPHOW, YTO 06a MHCTPYMEHTa NMOCTOSIHHO NPUBMEKaloT BHUMaHWe
cnywiaTens, 1 3Tu coHaTbl TPeBYHOT OT UCMOMHUTENSA Ha CKPUMKE TaKoro e MacTepcTBa, Kak 1 Ha
knaevpe. Ho gatb NomnHoe onucaHwe 3Toro OpUrMHanbLHOro NPOU3BeAEHUSI HEBO3MOXHO. J1iobu-
Tenu My3blKn 1 3HaTOKM OOMKHbBI CHaYana camu CbirpaTb 3TW COHaTbl, U TOr4a OHW yoeaaTcs, 4To
Mbl HE NPEeyBENUYUINY.

MocnegHsa u3 3aBeplléHHbIX MouapTom coHaT (KV 547) nmeeT npumedatenbHbIi noasaro-
nosok: «ManeHbkasi coHaTa ANs HaudMHalWwmx nuaHucToB co ckpunkony» (Eine kleine Klavier
Sonate fur Anfanger mit einer Violine). BbiTb MOXeT, nsHavaneHast uaest Mouapta 6bina B TOM,
4yTOOLI caenatb nNpouecc 0byYeHnst Ha KnaBecKHe, a MOTOM 1 Ha chopTenvaHo bonee NPUSATHLIM,
[06aBUTb 3NEMEHT CanloOHHOCTU, UIPbl, «0BEepHYB» 3TO B hOPMY KamepHOro ayaTa.

[Mocne cmepTn komMno3uTopa ocTarncst psa HabpocKoB AN CKPUMKK U KnaBupa, KoTopble 3aBep-
wun Makcumunuar Wragnep. 31o ObiN 0guH M3 caMbiX BbIAAIOLMNXCA OesiTeNel BEHCKON My-
3blkanbHOM xun3Hu Ha pybexe XVIII n XIX BekoB: oH 3aBegoBan iMnepaTopckum mMy3blKanbHbIM
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apxvMBOM, Hanmcan MHOXecTBO acce o MouapTe, 3aHMMancs ero Hacnegmem. Takke OpYyXun ¢
LLly6epTom, BeTxoBeHOM, U, KCTaTh, ObIN OAHUM M3 NATUAECATM KOMMNO3UTOPOB, COMMHUBLLNX Ba-
puaumio Ha Banbc AHTOHa [uabennu.

Bnepen, k MouapTty

Ha kakmx e WMHCTpyMeHTax Hado WUCMOSHSATb CKPUMUYHbIE COHaTbl, YTOObI MO 3ByYaHWIO OHU
npubnuannuce k anoxe Mouapta, To ecTb, k 1760 — 1780-m rogam XVIII ctoneTtus.

Mbl 3HaeM, 4To B OHOCTU BonbdraHr AmMagen urpan v COUMHAN ANS KnaBecuHa U KnaBuKop-
na. CoxpaHunuch ABa knaeukopga LTtanHa, oamH 13 HUX, KOTOpbIA cenvac HaxoauTcs B Hauwm-
OHanbHOM My3ee bynanewwTa, 6bin kynneH Jleononbgom MouapTom Ans 3aHATUIR BO Bpemst ny-
TewecTBuin. OAMH UHCTPYMEHT, coyeTalolmii B cebe NMaHMHO M OAMH PSiA OpraHHbIX Tpyo, co-
xpaHuncs B ctopuyeckom mysee Métebopra. Kpome Toro y Jleononbaa MouapTa 6bin A4BONHOWN
KNaBeCWH, NOANMCaHHbIA HEMeLKUM MacTepoM KpuctmaHom OpHctom Ppugepumun. Y ero cbiHa
BonbraHra 6bin KnaBrKopa TOro e NpPoV3BOAMTENS.

Bo Bpems cBoux nyTtelwecteuin MouapT Mmen BO3MOXHOCTb MO3HAKOMUTBLCA C MHCTPYMEHTaMu
caMbiX pasHbIX MacTepOB U KOHCTPYKUMIA. [Oe-To 3To Obinn KnaBecuHbl, a rae-To nuaHogopTe,
Kak, kK npumepy, B Maxreime. B cBoem nucbme ot 28 aekabps 1777 roga matb Mouapta AHHa
Mapwusa genutcsa HoBOCTAMM € foMallHUMK: «BonbdraHra noectogy BbICOKO LEEHAT; HO OH UrpaeT
COBCeM MHaye, Yem B 3anbLbypre, Beap 34eCb Be3ge NMaHodopTe, U OH YMeET Tak HeCpaBHEH-
HO Ha HMX UrpaTh, YTO TAKOTO HUKTO HWKOrA4A He Crbllar, OOHWM CITOBOM, BCSIKUM, KTO €ro Cribl-
LLUWT, FOBOPUT, YTO EMY PaBHOIO HE HAWAETCA».

O cBoux npucTpactusix YyTb paHee, 17 oktabpsa 1777 roga, cam MouapT nucan oTuy w3
Ayrcbypra: «Tenepb 51 JOmMKeH pacckasaTb BaM o posnsax LUtanHa. [lo Toro, kak s yBugen atu
posnu, posnu WWnata 6enn MovMn NOBUMBIMK; HO 51 AOIMKEH NPU3HATLCH, YTO OTAAK Npeano-
YyTeHue posinam LUTtaliHa, noToMy 4To OHM AeMNUPYIOT ropasfo nydle, Yem posinu B Patucbo-
He [PereHcbypre — E.K.]. Ecnu a1 cunbHO yaapsiio no knasuwiam, He3aBUCKMO OT TOrO, ONMPaCh
v 9 nanbLaMy Ha HOTbl MW NOAHUMAI0 X, TOH yracaeT B TO XX€ MIHOBEHWE, KOrAa OH CrbILLEH.

27



Kak 6bl 9 HY ygapsan no knaeuwiam, TOH BCeraa 0CTaeTCst POBHbIM, HAKOrAA He OPOXUT U He Npo-
nagaet. MNpasaa, Takoe opTenvaHo He Kynuilb MeHbLUE YeM 3a TpucTa (OrOpUHOB, HO cTapa-
HWS1 1 MacTepCTBO, koTopble LLTaiH npunaraet kK Hemy, He MoryT 6bITb B JOCTAaTOMHON Mepe BO3-
HarpaxxgeHbl. Y ero MHCTPYMEHTOB €CTb CBOSI 0COBEHHOCTb: OHU CHabeHbl 0COOLIM CMYCKOM.
Hu oaunH 13 cta mactepoB He obpallaeT Ha 3TO BHMMaHWS!, HO 6e3 3TOro HEBO3MOXHO, YTOObI
dopTenmaHo He xyxokano u He gpebesxano. MonoToyku NagatoT, Kak TONbKO KacatoTcs CTPYH,
He3aBMCKMMO OT TOrO, AepXaT N KrnaBuwwmM nasnbLbl Unu HeT. Korga oH 3aKOHYMI MHCTPYMEHT Ta-
koro poga (06 3TOM OH caM MHe pacckasbiBar), OH NpobyeT Ha HEM BCEBO3MOXHbIE Maccaxu
1 060poThl, U paboTaeT HaJ HUM, UCMbITbIBAsi €ro CUSlbl, MOKA OH He CTaHeT crocobeH Ha BCE,
1bo OH TPYAWUTCA He paan COBCTBEHHOW BbIroAbl (MHaYe OH Mor Obl M3bexaTb MHOMMX HENpuaT-
HocTel), a paam My3bikn. OH vacTo roBopuT: “Ecnu Bbl 8 He Obin TaknuM CTPacTHbIM NniobuTenem
MY3bIK/, CaM HEMHOIO UrpatoLLMM Ha dopTenmaHo, s 6bl JaBHO NOTEPSN TepneHne K CBoew pa-
6oTe, HO A N6, YTOObLI MOV MHCTPYMEHTHLI OTBEYANN XXeNnaHUaMm UrparoLero n G6uinm Aonro-
BeYHbIMK”. Ero chopTennaHo AencTBMTenbHO AonroBeyHbl. OH rapaHTUpYeT, Y4TO Aeka He crioma-
€TCS U HE TPECHET; Koraa OH 3aKOHYMN paboTy, OH BbICTABMSET €€ Ha BO3A4yX Mo AOXAb, CHET,
COIMHLe M BCSKYIO YEPTOBLUMHY, YTOBbI OHa paccoxrach, a 3aTeM BCTaBMsSIET B HEE KyCOYKM Aepe-
Ba, KOTOpble MPUKIENBAET, Aenas eé JOBOMbHO NPOYHON 1 TBepaon. OH oveHb pagd, Korga oHa
TpeckaeTcs, MOTOMY YTO TOrAa OH YBEPEeH, YTO C Hel Bomblue Huyero He cnyyntcs. OH vacTo
cam fenaet B HUX NPOnunbl, @ 3aTEM CKMEUBAET UX, YTO AeNaeT ux BABOWHE NpodHbiMu. Ha aaH-
HbIi MOMEHT Y HEro roToBO TpU Takux POPTENUaHO, 1 S CHOBa MUrpan Ha Hux cerogHsi... Meganu,
Ha KOTOpble AaBST KONMEHW, Takke caenaHbl UM Ny4dlle, YeM Kem-nubo ApyrM; 4Tobbl 3acTaBuTb
nx pabotaTb, eABa NN HY>KHO MPUKOCHYTLCSH K HUM, @ Kak TOMbKO HaxaTue npekpaliaeTtcs, He
oLlyllaeTcs HU Manewnen Bubpaummy.

BbIGOP UHCTPYMEHTOB

B npouecce 3anvcy 6binu ncnonb3oBaHbl TpU TUNa KraBuLWHBIX: knaBecuH Reinhard von Nagel,
Paris, konusa Nicolas Blanchet, Paris 1720; taHreHteHdntorens Chris Maene, konusa Spath &
Schmahl, Regensburg, 1794; xammepknasup Chris Maene, konusi Anton Walter, Vienna, 1795.
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KommeHTupyet tOpuii MapTbiHOB: «4TO kacaeTcs knaBecMHa — BCE OETCTBO, OTPOYECTBO U
Aanblue MouapT urpan Ha KnaBecuHe, K TOMY Xe YacTb PaHHWX COHAT HamucaHbl B Mapuxe, un
NpoTOTUN (PPaHLIy3CKOro KnaBecuHa, KOTOPbIN Mbl MICMOMNb30Bann, CMOTPENCS Kak Henb3sa bonee
TNOrMYHO. DTOT UHCTPYMEHT Bbin nogapeH MockoBckon koHcepBaTopun Makcumom BeHrepoBbim
B 2004 rogy, u mbl 3anucanu Ha HeMm coHatbl KV 6-9, 26 — 31. KoHe4HO, K MOMeHTY, Korga Mo-
LapT NPUCTYNWI K COMMHEHWIO MePBbIX COHAT, NMaHodopTe ObiNo pacnpocTpaHeHo NoBCEMEeCT-
HO, HO MMEHHO BO PpaHUMM NPUBEPKEHHOCTL K KNaBecuHy coxpaHsanack noyutu Ao koHua XVIII
Beka. Kpome Toro, Ham ¢ Anekceem JlyHAMHbIM NOKa3anoch, YTO AeTCKasi HAUBHOCTb B OTAENb-
HbIX 3fIeMeHTax, ranaHTHOCTb, MayLWwas oT dpaHLy3CKMX CaroHOB, B KOTOPbIX 3ByYanu 3T ony-
Cbl, XOPOLLO “00bIrpbIBaeTCs” 3By4aHWEM KMNaBECKHa, U 9 O4eHb JOBOMEH, YTO Mbl B UTOME peLLm-
N NOCTYNUTb Tak.

TaHreHTeHdnorenb — 3T0 pacnpocTpaHéHHasa MOAENb KIMaBULIHOIMO MHCTPYMEHTA, CKOpee OTHO-
csleecs K opTenmaHo, HO MMeloLLee He MOMOTOYKOBYHO KOHCTPYKLUMIo. OHa Gblna o4eHb nony-
nspHa B EBpone npumepHo ¢ 1730 no 1780-e roabl XVIII Beka. Takme MHCTPYMEHTbI Aenanvch B
PereHcbypre, 1 OHW B35Tbl 32 OCHOBY ANl AAHHOW Konuu. HeT uctopuyecknx CBMOETENbLCTB, YTO
MouapT MMEHHO TaKoW MHCTPYMEHT 0COB0 MprBeYarn, HO Mo 3BYKY M AUHAMUYECKMM XapakTepu-
CTUKaM OH JOCTaTOYHO GrM30K K HEKOTOPbLIM MHCTPYMeHTam LUTaiiHa, koTopble MouapTy HpaBu-
nucb. TaHreHTeHdnmorenb 3By4MT TULLIE OTHOCUTENbHO KnaBecuHa U XamMMepkrnaBupa, NnoaTto-
My CKpUrke Hago Oblflo NPosiBNSATH AENUKATHOCTb. Ho, cunTato, YTo yaanoch ¢ 3TUM CrpaBuTb-
cq. Mbl 3anucanu Ha Hem coHaTtbl KV 296, 301-306, oTHOCSLWMeCs K Havarny BEHCKOro nepvopga.
A Te coHaTbl, rae yxe bonee pasBépHyTas dakTypa, U npegnonaraetcs 06bEMHOE 3ByYaHue,
ObINKn CbirpaHbl Ha XaMMepknaBupe, Tak kak TaHreHTeHdnrens B aHcambne Ha 3T0 He paccyu-
TaH. [py TOM, YTO 3TO MHCTPYMEHT C KONOCcarnbHbIMU KPACOYHBIMU BO3MOXHOCTSIMU, U YNYCTUTb
LIaHC 3anncaTtb C HUM YacTb COHaT BbINo Obl KpaiHe HEOCMOTPUTENbHO. XaMMepKaBup OTHO-
CUTCA K HeCKomnbKo bornee nNo3gHeMy BpemeHu: nofobHas Moaernb NosiBUnach CrycTst HECKOMbKO
net nocrne cmept MouapTa, 1 ero knaesmnatypa 6onee pacLUMpeHHOro avanasoHa, YeM BO Bpe-
mMeHa MouapTa. Ho B ocTarnbHOM OH KOHCTPYKTUBHO HUYEM HE OTIIMYAETCS OT TeX MHCTPYMEHTOB
Banbrtepa, koTtopble ncnonb3osan MouapT B NO3AHMI NEPUOL CBOEM XUHNY.
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[abpuanb AHTOH Banbtep ynyywnn BeHCKWUIA AM3alH MexaHu3ma fobaBrneHnem eHrepa, Ko-
TOpbIV NpefoTBpaLLan HeycTonunMBoCcTb MonoTouka. MouapT npuobpén doptenmaHo Banstepa
npumepHo B 1782 rogy 1 opueHTMpOBAarcs Ha Hero, co3aaBasl CBoM NosaHve popTenuaHHblie co-
HaTbl U KOHUEPTbl. IHCTPYMEHT coxpaHusicst 4O Halux AHeWn U HaxoauTcs B gome MouapTa B
Banbubypre.

Y10 KacaeTcs BbIGopa CKPUNOK, TO paHHue coHatbl (KV 6-9, 26-31) Anekcent JTyHaAWH ncnonHun
Ha MHCTpPYMEHTEe Mnornbckoro mactepa MapuuHa pobnuya, gatupoBaHHbIM npumepHo 1600 ro-
OomMm. A 3penble coHaTbl — Ha CKpUMNKe BeHeuunaHckoro mactepa Matteo Noddpunnepa, cosgaH-
Hoi B 1695 rogy. «O6a MHCTpyMeHTa ObInNn MHe NpefoCTaBneHbl U3 YaCTHbIX KOMMEKLUA, — Npo-
koMmMeHTupoBan Anekcen JlyHOMH. — Ha ckpunkax HaTsHYTbl XWUIbHbIE CTPYHbI, 1 Urpan Konvewn
6apoYHOro CMblvka, COEMaHHOro HalMM POcCUACKMM MacTepom MyxuHbiM. CTpoli Besge pas-
HbIi — 3TO 3aBWCENO OT KNaBULLHbIX MHCTPYMEHTOBY.

B anoxy MouapTa ckpunka obnagana sadactyto ropasfo 6onee spkum TOHOM U pa3Hoobpasu-
em TembpoBou nanutpel. B HoTax M. KoppekTa ctout ykasaHue: «CKpunka AOrmkHa urpaTte Bnor-
cunbly», a MNMbep baiio B cBoém TpakTate L'art du violon, Bbicoko oLeHuBas TembparnsHoe Gorar-
CTBO U MMBKOCTb 3BYYaHWsl CKPUMKK, N1carn, YTo «CKpunka obrnagaet TeMOpoM, KOTOpbI MOXET
HaNOMHWTb YeNoBEYECKNIA ToMocC... AEPEBEHCKYI0 XapakTepHOCTb robosi, NMPOHWKHOBEHHYIO Cra-
[OCTb brenTbl, 6raropoAHbIA ¥ BOMHYIOLWMIA 3BYK BanTOPHbI, MOMNE3HbIN 6reck Tpybbl, dhaHTa-
CTMYECKYHO MPO3PavYHOCTb [CTEKNAHHOW] rapMOHUKKM, YepeayoLmecs naccaxu apdsbl... U, HaKo-
Hel, MOLLb aKKOPAOB OpraHay.

Tbi, Mouapr, Bor

Kpome wurpbl kpacok, TeMGpanbHOro 1 AuHamuyeckoro 6oratcTea, coHaTbl ANs Krnasupa u ckpun-
KM oTnnyatoTca n3obpetaTenbHOCTbIO B TPakToBKe Lukna. [lepBas coHaTta — 9TO 3asiBKa HOHOro
reHns. PasBEpHyThIN YeTbIpEXYaCTHbIN LMK OTKpbIBaeTcs 6paBypHbiM Allegro, 3a HUM cnegyet
nukaHTHoe Andante, 3atem MeHyaT ¢ oybnem 1 nonétHeln puHan. CoHaTbl Ne2—4 umetoT npak-
TUYECKN NOEHTUYHOE CTPOoeHMe. TPEXYACTHBIN LMK OTKPbIBAETCS NOABWKHON MY3bIKON B TEMMe
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Allegro, 3atem naeT ranaHTHasa BTopas 4YacTb B Temne Andante unu Adagio, a 3aBepLuaet Bcé
durHan B xaHpe MeHyaTa. [pu4ém MeHyaT B Tpaamumsax 6apoyHON anoxm oH nuweT ¢ Aybnem B
OpYron TOHanbHOCTW, MHOTA4a B OOQHOUMEHHOM MUHOPE, Nocne KOToporo BHOBb 3By4nT Menuetto
l.

B psipe coHaT BMecTo mHanbHOro mMeHyata MouapTt obpalaetca k cdopmMe paHLy3CcKoro
Rondeau, rge Tema-pedpeH He TONbKO NOBTOPSETCS! HECKOMbKO pa3, HO U MHTEHCUBHO Pa3Bu-
BaeTcs. A1o coHathl KV 26, 30, 296, KV 302 (KV 293b), 376 (KV 374d), 378 (KV 317d), KV 380
(KV 374f). B chakType coHaT Hepeako BCTpeYalTcs NonmdoHuYeckne npuemsbl, Yalle BCero
UMUTALMN N KaHOHWYeckne nepeknuukm. OgHako HeokoHuYeHHast coHaTa KV 402 (385e) npen-
cTaensieT cobon manbin Lmkn, Bknovaowmnii Andante (B xapaktepe MeHyaTta) 1 yry (OKOHYeH-
Hyto MakcumunuaHom Ltagnepom).

Ha pwncke 3anucaHbl gBa uukna Bapuauun: llectb Bapuaumi Ha Temy «Hélas, jai perdu
mon amant» conb muHop, KV 360 (KV 374b) n [eeHaguaTe Bapuauuii Ha Temy «La Bergere
Céliméne» Conb maxop, KV 359 (KV 374a). OgHako 1 B camux coHatax MouapT Hepeako npu-
GeraeT k aTou popme, Hanpumep, B AByx4acTHbIX coHaTtax KV 31, KV 305 (KV 293d), KV 379
(KV 373a), n B TpéxyactHbix — KV 377 (KV 374e) n KV 547.

«Kakasi rnybuHa! Kakas cmenoctb un kakas ctpoviHocTb! Tel, MouapT, 6or, n cam Toro He 3Ha-
ellby, — 9Ta 06LEen3BECTHbIE CTPOKM U3 MNyLUKMHCKOM Tpareaun «Mouapt n Canbepvy» npoBoLum-
pYyIOT MHOIMX Ha TO, 4TO6bl M3 MouapTa caenatb My3eiHbI SKCMOHAT, @ ero My3bIKy UCTOSNHATL B
NONNINYECKN-BO3BbILLEHHOM Ayxe. Obpallasick K CTapuHHbIM MHCTpyMeHTaMm, Anekcen JlyHauH
1 FOpuin MapTbIHOB B TO e BpeMsi NPUBHOCAT B COHaThl U Bapuauuy MouapTa Ayx cerogHsLHe-
ro gHs. [py TOYHOCTM U CTUNMCTUYECKON BbIBEPEHHOCTU My3blKa B UX MHTEPMPETaLMN HamnosHe-
Ha gpaviBoM, paHTasnemn, MHTEPECHENLWNMN KONTOPUCTUYECKMMUN U AMHAMUYECKUMU HaxoaKaMu:
apTuCTbl BEAYT XMBOW Ananor ¢ MouapTom, C ero anoxow, U B 3ToM — ocobasi LEeHHOCTb 3anmcu.

EezeHus Kpusuukasi
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7 CD SET

Bonbdranr Amagen Mouapt (1756 — 1791)

Bce coHaTbl ans CKpUNKU N KnaBupa
Ha UCTOPUYECKUX MHCTPYMEeHTaX

CD1

Conara ans knaswupa v ckpunku o maxop, KV 6

T.Allegro . . . . oL
2.Andante . . . .. ..
3. Menuet | —MenuetIl. . . ... ... .. ... ......
4. Allegromolto. . . . . ..o

CoHata ans knaeupa u ckpunku Conb maxop, KV 9

1. Allegro spirituoso . . . . . .. ... Lo
2. Andante . . . ...
3. Menuet | —MenuetIl. . . ... ... ... ... .. ...

CoHarta ans knaewvpa v ckpunku Pe maxop, KV 7

1.Allegromolto. . . . . . .. ...
2.Adagio . . ...
3. Menuet | —MenuetIl. . . . ... ... .. ... ...

CoHata ans knasupa u ckpunku Cu-6emons maxop, KV 8

1. Allegro. . . . . L
2.Andantegrazioso . . . . . .. ...
3. Menuet|—Menuetll . . . ... ... ... ........
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CoHata ans knasupa 1 ckpunku Pe maxop, KV 29

1. Allegro

molto . . . . . e

2. Menuetto . . . . .. L

CoHata ans knaeupa u ckpunku Mu-6emons maxop, KV 26

1. Allegro
2. Adagio

molto . . . .
pocoAndante . . . . . .. L

3. Rondeaux. Allegro . . . . . . .

Conata ans knasupa u ckpunku Conb maxop, KV 27
1.Andante poco Adagio . . . . . . . ..

2. Allegro
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CD2

CoHata gns knaeupa u ckpunku o maxop, KV 28

1.Allegromaestoso . . . . . . . ...
2.Allegrograzioso . . . . .. ..o

CoHata ans knasupa u ckpunkm ®a maxop, KV 30

T.Adagio . . . . .
2. Rondeaux. TempodiMenuetto . . . . . . ... ... ... ... ....

CoHata ans knaeupa u ckpunku Cu-6emone maxop, KV 31

T.Allegro . . . o e
2. Tempo di Menuetto. Moderato (with 6 variations) . . . . . . . .. .. ..

CoHaTta ans knasupa u ckpunku Mu-6emons maxop, KV 302 (KV 293b)

TAllegro . . . o e
2.Rondeau. Andante grazioso. . . . . . .. ..o

CoHata ans knasupa u ckpunku [Jo maxop, KV 296

T.Allegrovivace . . . . . . . L
2.Andante sostenuto. . . . . .. ... L

3. Rondeau. Allegro

CoHata ans knaeupa u ckpunku Conb maxop, KV 301 (KV 293a)

1. Allegro con spirito
2. Allegro
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CD3 TT: 72.40
CoHata ans knaeupa u ckpunku o maxop, KV 303 (KV 293c)

1. Adagio — Molto Allegro —Adagio. . . . . . . . . . . ... 3.48

2. Molto Allegro. . . . . . . . 1.17

3. TempodiMenuetto . . . . . . . ... 7.20
Conara ans knaswupa v ckpunku Pe maxop, KV 306 (KV 300I)

1. Allegroconspirito . . . . . . .o 10.23

2.Andantecantabile . . . . . ... 10.46

3. Allegretto. . . . L. 7.00
CoHara ansi knaeupa v ckpunku mu muHop, KV 304 (KV 300c)

T Alegro .« . o 9.08

2. TempodiMenuetto . . . . . . . ... 5.45
CoHata ans knaswupa u ckpunku s maxop, KV 305 (KV 293d)

1. Allegrodimolto . . . . . . . . 6.30

2. Thema. Andante grazioso — Variations [ -VI . . . . . . .. ... ... ... .... 10.18
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CD4

CoHata ans knasupa u ckpunku Cu-6emonbs maxop, KV 378 (KV 317d)

1.Allegromoderato. . . . . . . . ...
2. Andantino sostenuto e cantabile. . . . . . .. ..o
3.Rondeau. Allegro . . . . . ..

6 Bapvauui 4ns knasvpa 1 ckpunku Ha Temy “Hélas, j’ai perdu mon amant”

conb MuHop, KV 360 (KV 374b)

Thema. Andantino — Variations [ -=VI . . . . ... ... ... .. ......

CoHara ans knaeupa u ckpunku Conb maxop, KV 379 (KV 373a)

1.Adagio—Allegro . . . . . . . . . e
2. Thema. Andantino cantabile — Variations | — V — Thema. Allegretto. . . . .

CoHata ans knaeupa u ckpunku ®a maxop, KV 376 (KV 374d)

TLAIlegro . . . o e
2.Andante . . . ..
3. Rondeau. Allegrettograzioso . . . . . . . . .. ...

36

TT: 75.25



BIRE

[

Bl

[l =l

=[] [=]
N =] O

CD5 TT: 79.22
CoHata ans knaeupa u ckpunku o maxop, KV 403 (KV 385c)

1.Allegromoderato. . . . . . . .. 6.22
2.Andante . . ... 2.36
3.Allegretto. . . . . 6.46

12 Bapuauuin ansa knaevpa n ckpunku Ha Temy “La Bergére Céliméne”
Conb maxop, KV 359 (KV 374a)

Thema. Allegretto — Variations I = XII . . . . . . . .. ... ... ... ... 15.14
CoHata ans knaeupa u ckpunku o maxop, KV 404 (KV 385d)

1.Andante . . . . . .. 2.10

2. Allegretto. . . . .. 1.32
CoHara ans knasupa v ckpunku ®a maxop, KV 547

1.Andantinocantabile . . . . . . . ... L 5.32

2 AIlEgro . . . 8.36

3. Thema. Andante — Variations | -=VI . . . . . . .. .. .. .. ... ... ... . 8.03
CoHarta ansi knaeupa u ckpunku ®a maxop, KV 377 (KV 374e)

T Alegro . . . o 5.38

2. Thema. Andante — Variations | =VI . . . . . . ... .. ... ... ... 9.38

3. TempodiMenuetto . . . . . . . . ... 6.45
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CD6 TT: 58.59

CoHata ans knaeupa v ckpunkm Mu-6emones maxop, KV 481

1. Molto Allegro. . . . . . . . . e 7.39

2.Adagio . . ... 7.49

3. Thema. Allegretto — Variations | =VI . . . . . .. ... ... ... ... ... 9.08
CoHata ans knasupa u ckpunku Cu-6emons maxop, KV 372

TAIlegro . . o . 11.17
CoHata ans knaeupa u ckpunku Mu-6emonbe maxop, KV 380 (KV 374f)

TLAIlegro . . o o 9.34

2.Andanteconmoto . . . . . ... 9.52

3.Rondeau. Allegro . . . . . . L 4.24
CDh7 TT: 59.54
CoHata ans knasupa u ckpunku Cu-6emons maxop, KV 454

T.Largo —Allegro . . . . . . . . 9.39

2.Andante . . . .. 7.57

3. Allegretto. . . . . L 713
CoHata ans knaeupa u ckpunku s maxop, KV 402 (KV 385€)

1.Andante, maunpocoadagio . . . . . . . ... ... 6.38

2. Allegromoderato. . . . . ... 3.13
CoHata ans knasupa v ckpunku J1a maxop, KV 526

T.Molto Allegro. . . . . . . . . 8.51

2.Andante . . . .. 9.26

3.Presto . ... 6.39
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