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this opportunity to share

my thoughts on the art and
personality of my dear teach-
er Samuil Feinberg and to
revive in my memory the pre-
cious moments of communi-
cation with him.

Iam really happy to have

Like his other students, | was
fortunate enough to hear
Feinberg play in person. So,
in my memory, as if it were
yesterday, a moment arises
when the teacher, together
with me, was choosing a Rus-
sian sonata for my competi-
tion program. Feinberg unex-
pectedly sat down at the pia-
no and played Scriabin’s Fifth
Sonata! In a totally flawless
way, even though he played it
in concert many years before!
Next time it was the Prelude
and Fugue in B-flat minor
from the second volume of




Bach’s Well-Tempered Clavier. The sound of these and many other works got im-
printed in my mind forever.

Listening to Feinberg’s recordings, you immediately fall under the magical influence
of an amazing phenomenon: behind the familiar sounds of a famous piece, you
discover previously unknown pictures and worlds. How could he get through that
‘looking glass’? Perhaps the reason was that, as Feinberg wrote: “It is the pianist,
who is also a wonderful composer, who will show special sensitivity and be able to
raise the style of performance to a high level of perfection.”

The formation of the musician was unusual and impetuous: when Feinberg was
about to graduate from the Moscow Conservatory in 1911 (he studied under Alex-
ander Goldenweiser), he was known by the grandeur of the tasks he would set for
himself and the scope of his interests: in addition to the basic diploma program,
he presented both volumes of Bach’s Well-Tempered Clavier to the examination
board.

Feinberg’s fondness for improvisation was an impetus for the young musician’s
own creativity ever since he was a child. The passion for Scriabin’s music gave
Feinberg and Nikolai Zhilyaev a common ground. Under his leadership, he took up
the study of the strict style. Soon their classes turned into a series of friendly inter-
views and live acquaintances with the works of outstanding composers, especially
contemporary ones.

In his first works, Feinberg appears as an artist with an original world of ideas and
a peculiar style that has something in common with the late Scriabin. Almost all of
Feinberg’s music is devoted to the piano. He wrote 12 Sonatas, 3 Piano Concer-
tos, 2 Fantasias, 2 Suites, and several small-sized pieces. Other genres include
2 Violin Sonatas, more than 50 romances, arrangements of folk songs and works
by Russian and Western composers.



Sonata No. 1, Op. 1 (1915) is the entrance to the world of Feinberg’s music and an
epigraph to his entire body of work. The realization of the main idea of the piece —
the irrepressible yearning for the top, for the light — was a sort of the composer’s
insight into his creative path — the path he steadily walked towards his life goal and
achieved it. From the very first notes, the piece captures us with its youthful light
romanticism, a sense of the excited self-expression of a being who is strong, free,
intoxicated with life and full of creative force.

Alexander Blok’s poetry unwittingly comes to mind:

Life, | discover you! | embrace you
And greet you with the clank of a shield!

The First and Second Sonatas were composed at the same time (in 1914 and 1915)
as one creative impulse and have much in common. At the same time, the Second
Sonata is a serious new step forward. The composer’s identity is expressed here
much more boldly — both in the figurative sphere and in the interpretation of the so-
nata form itself. So, a small-sized exposition is completely at the mercy of the main
theme with its piercing lyrical expression and alternating soaring second chants,
evoking painfully sweet dreams of youthful melancholy. This theme ultimately de-
termines the basic contemplative elegiac tone of the entire sonata.

Subtitled “Four Pieces in the Form of Etudes” and dedicated to Goldenweiser, Suite
No. 1 Op. 5 (1922) is a kind of wreath of delicate miniatures, each written with a
careful composing skill. In the first piece, Leggiero e cantando, the rhythmically
whimsical dialogue of melodious phrases is surrounded by a halo of light lace of
the triplets of the accompaniment. In the second, Con moto, chromatic rolls of the
passages of double notes creeping over each other meet and scatter in an un-
predictable play of motion. In the third piece, Affanato, a very restless one, the
constant change of motion builds up tension, which reaches an almost nervous



breakdown at the climax. And finally, the fourth one, Tranquillo e cantabile, brings
complete peace.

From Sonata No. 3, Op. 3 (1917) and later, in the next five Sonatas (from the fourth
to the eighth), we find Feinberg preoccupied in new ideas reflecting the burning
problems of the time. Work in this direction leads him to ultimate complication of the
musical language. During this period of “Sturm und Drang,” he won world recogni-
tion as both a composer and a pianist.

Here are some testimonies of Feinberg’s contemporaries — major musicians, both
Russian and foreign. In a letter to Oborin dated March 3, 1924, Shostakovich writes:
“Feinberg plays a recital tomorrow at the Small Hall of the Philharmonic Society. He
will play Alexandrov, Prokofiev (4th), Feinberg’s Sonata (6th), Myaskovsky’s Sona-
ta, and Scriabin’s Sonata (5th). An interesting program. Besides, in my opinion, he
is a wonderful pianist.”

Goldenweiser (from the diaries): “This is a paradoxical artist, but with an undeniable
stamp of genius. The apparatus is absolutely fantastic.”

Myaskovsky to Prokofiev (correspondence): “Your 5th Sonata will receive recogni-
tion here as soon as Feinberg plays it.”

Carl Engel for the Musical Quarterly, USA: “The most outstanding examples of Scri-
abin’s succession (the composers developing the Scriabin direction of creativity —
V.B.) are the compositions of Samuil Feinberg. He has a powerful talent. Probably,
he is a genius.”

In 1922, Feinberg was invited to the Moscow Conservatory as a special piano pro-
fessor.



Fantasia Op. 5 (1917) is in line with the main creative aspirations of the period. In
his field of vision, the composer has images of the collision of man and some hostile
element. A deeply soulful broad theme opens the Fantasia. It is presented in the
form of a canon, which gives the sound a spatial depth. The first encounter with the
hostile force occurs unexpectedly and harshly, but the main image gradually fills
the musical space again. The second large section of the composition, Piu mosso
espressivo, with a new, polyphonically developed theme, is again suddenly inter-
rupted by powerful descending cascades of raging energy. Just like the first two,
the last section, which plays the part of both a reprise and a coda, ends with mul-
tiple repetitions of descending passage waves sounding dramatic at the beginning
and then gradually coming to a state of complete peace.

The drastic changes in the cultural life of the USSR in the late 1920s and early
1930s, associated with its increasing politicization, played a fatal part in the fate of
Feinberg as a composer. Accused of subjectivity and unworldliness, he stops writ-
ing sonatas, a genre that was especially close to him. He makes attempts to bring
his music closer to a wider audience. The composer’s main efforts were focused on
vocal music. Luckily enough, fortune was on his side: ten romances on the verses
of Pushkin. In addition, Feinberg makes a significant number of adaptations of folk
songs. New features are present in the few piano works of those years — Humor-
esque, Op. 19, Lullaby, Op. 24 No. 1, and especially Suite No. 2, Op. 25: the near-
ness of the melodies to the folk song sources, a more transparent texture, a greater
certainty of the modal and harmonic structure. The master’s palette has changed:
lightness, grace and radiant serenity are common for all these works.

Humoresque, Op. 19, is rich in mood swings. The main theme appears in sever-
al variational episodes, sometimes it is mysterious, sometimes cocky, sometimes
pensively improvisational. In the reprise, the main theme gradually gains energy



and leads to a bright climax. The coda dissolves into crystal modulations of the
upper register of the piano.

In most adaptations of folk songs, the piano texture creates a colorful background
that sets off the sound of song cantilena (on this CD, these are melodious pieces
Op. 24 No. 1 and No. 2, and Georgian Song, Op. 27-a No. 1). In other cases, the
piano texture has an independent function in creating an artistic image, emphasiz-
ing the dance nature of the melody (Armenian and Tatar songs, Op. 27-a). Thanks
to the virtuosic, more and more complicated passages, the Tatar Song turns into
a temperamental, fiery toccata dance. The composer prefaced the perky first ap-
pearance of the melody of the song with a bright, catchy six-bar intro. Thanks to
the unexpectedly exquisite spicy harmonic successions, its last extended bar em-
phasizes the joy of emergence of the innocent unrestrained merriment of the main
dance melody.

Suite No. 2, Op. 25, was composed and performed by Feinberg in 1936 and imme-
diately became a favorite and repertoire piece of many pianists. The dominant light
mood and the continuity of the flow of music (all five movements of the suite are
performed without interruption — attacca) contribute to the integrity and cohesion
of all movements into a single monolithic structure. Some movements are even
quoted in the others: the third, Un pochettino animato y semplice, in the coda of the
fourth, Presto, and the first, Non troppo vivace, in the final fifth, Allegretto.

Only in 1939, after a long break, Feinberg returned to composing piano sonatas.
Sonata No. 9 was the first major work in which the composer realized the earlier
emerging trend towards enlightenment of the style. The Sonata is imbued with
romantic striving for light, exuberant energy, and fullness of life. This line was con-
tinued in the Tenth and Eleventh Sonatas, as well as in the Second and Third Piano
Concertos. Both Sonata No. 11 and Concerto No. 3 became the culmination of



Feinberg’s body of work and splendidly crowned the evolution of his style and the
entire composing career.

Written in 1962 shortly before the composer’s death, Sonata No. 12 was his swan
song. All three of its movements — Sonatina, Intermezzo and Improvisation — in
logical interaction connect through a strict complete concept, which could be ex-
pressed by three headings like ‘Life,” “Thoughts on Life’ and ‘Farewell to Life.” The
refined harmonic combinations of the last measures of the sonata create an amaz-
ing feeling of some kind of mirage aberration of perception. The musical analogue
of this image is the piano conclusion of Feinberg’s romance to Lermontov’s poem
‘Alone | set out on the road,” where the text of the poem speaks of unearthly pre-
sentiments of consciousness entering transcendental spheres. As we can see, the
composer leaves no doubt about the meaning of the last of his musical images.

Viktor Bunin
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1

oueHb pap npea-

CTaBMBLUENCA MHE

BO3MOXHOCTU MO-
OennTbcs  MblcnsiMu 06
WUCKYCCTBE W NUYHOCTU
MOEro [J0pororo yuutens
Camyuna EBreHbeBuya
denHbGepra u  0XMBUTL
B NaMsaTW [paroueHHble
MrHOBeHMs1 obLleHns ¢
HUM.

MHe, kak u Opyrum ero
y4YeHukaMm,  rocuvactnu-
BUMOCb CbllaTb  Urpy
®eliHbepra npu NMYHOM
obweHun. Tak, B namaTu,
Kak byaTo aTto Gbino BYe-
pa, BO3HUKAET MOMEHT,
Korga yyvTenb BMeCTe CO
MHOW BbIOGMpan pycckyto
coHaTy [Ansi MOel KOH-
KypcHon nporpammel. Ca-
Myun EBreHbeBUY HEOXN-
[aHHO cen 3a UHCTPYMEHT
n coirpan latyo coHaty
CkpsbuHa!  ABcontoTHO



6e3ynpeyvHo, XOTA OH urpan e€ B KOHLepTe MHOro net Hasag! B gpyrow pas ato
6bina MNpentogusa n dyra cu-6emons MUHOP 13 2-ro ToMa Xopowo TemnepupoBaH-
Horo KnaBupa Bbaxa. 3By4aHue 3TWX U MHOMMX OpPyrvx Npou3BedeHUn HaBcerga
3anevyarnenycb B MOEM CO3HAHWMU.

Cnywas 3sanucu ®einHbepra, cpasy nonagaellb Mof MarMdyeckoe BO3AeVCTBUE
yOVBUTENbHOTO (beHOMeHa: 3a 3HaKOMbIMU 3BYKaMW M3BECTHOMO Npov3sedeHus
OTKpblBaellb paHee HeBeaoMble KapTuHbI U MUpbI. Kak OH NpoHKKan B aTo «3asep-
Kanoe»? Bo3aMoxHo, NpuyMHa B TOM, 4TO, kak nucan cam deiiHbepr: «/IMeHHO TOT
NMWaHNUCT, KOTOPLI OQHOBPEMEHHO SIBIISIETCA M 3aMedaTesibHbiM KOMMO3UTOPOM,
nposBUT 0cobyto YyTKOCTb U ByaeT crnocobeH NOAHSATL CTUMb UCTONMHEHUS [0 Bbl-
COKOro COBEPLUEHCTBaY.

CTaHoBneHne My3bikaHTa bbino HEOObIYHBIM N CTPEMUTENBHBLIM: YXXe NPU OKOHYa-
Hun MockoBckon koHcepaTtopun B 1911 rogy (mo knaccy A.b. MonbaeHBensepa)
deiHbepr 06paTun Ha cebsi BHUMaHWe rpaHANOo3HOCTbIO CTaBSILLMXCS UM 3afad 1
LUIMPOTOW MHTEPECOB: CBEPX OCHOBHOMN AMMNIIOMHOI NPOrpamMmMbl OH NpeacTaBumIl aK-
3aMeHaLMoHHOW Kommncemmn oba Toma Xopoluo TemnepuposaHHoro Knasupa baxa.

JioGoBb K MMNpPOBK3aLMK, CBOMCTBEHHas deiHbepry, ¢ AeTcTBa NOCNyXuna Mo-
NOAOMY My3blKaHTY TOMYKOM 1 Anst coGeTBEHHOrO TBopyecTBa. ObLuee yBreyeHne
My3blkol CkpsibrHa cbnmsuno ®eiHbepra ¢ H.C. XunsesbiM. Mog ero pykoBoa-
CTBOM OH B3sifiCs 3@ M3y4eHne CTPOroro CTunsi. Bckope 3aHsTUs NpeBpaTtunuch B
Lenb ApyXeckux cobeceqoBaHuii U XXMBOMY 3HAKOMCTBY C COYMHEHUSIMU BblAato-
LLIMXCSA KOMMO3UTOPOB, OCOBEHHO COBPEMEHHBIX.

B nepBbIx COBCTBEHHbIX COuMHEHMAX DenHbepr NpeacTaéT Kak XyAOKHMK C OpUru-
HanbHbIM MUPOM MAew 1 cBoeobpasHbiM CTUIEM, UMEIOLLM HEKOTOPOE COMPUKOC-
HOBeHVe ¢ no3aHuM CkpsibuHbIM. Moyt BCE TBOpUecTBO PeliHbepra nocBsLLeHO
doprenunaHo. Vim HanucaHbl 12 coHar, 3 KoHuepTa 4ns popTenmMaHo C OPKECTPOM,
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2 chaHTasuu, 2 clouTbl, psg Npov3BeAeHun Mano dopmbl. Cpean Opyrux xaH-
POB — 2 CKpUNUYHble coHaTkl, 6onee 50 pomaHcoB, 06paboTkM HAPOAHbIX NECEH U
NpOV3BEAEHUI PYCCKUX 1 3anafHbIX KOMMO3UTOPOB.

MepBasi coHata Op. 1 (1915 ) — Bxog B Mup My3blkn PeliHbepra u anurpad Ko
BCEMY ero TBOpYecTBy. BonnoLueHne 0OCHOBHOW MAEN COMMHEHNS — HeYAEPXKMMOTo
CTPEMIEHNS K BEPLUUHE, K CBETY — SABUNOCH Kak Obl MPO3peHeM KOMNO3UTopa CBO-
€ro TBOPYECKOro MyTn — MyTu, NO KOTOPOMY OH HEYKIMOHHO LLEN K CBOEN XXM3HEHHOMN
uenu n goctur eé. C nepBbiX Xe HOT COYMHEHWEe 3axBaTblBAEeT CBOEWN IOHOLLECKU
CBETION POMAHTUKON, OLLYyLLEHNEM B3BOSIHOBAHHOIO CaMOBbIPAXKEHWS CyLLecTBa
CUIbHOTO, CBOGOAHOTO, YNOEHHOTO XWU3HBIO 1 MOSIHOTO TBOPYECKMX CUI.

HeBonbHO B namsATK BO3HUKAIOT CTpoku A. brioka:

Y3Hato Tebs1, xu3Hb! MpuHUMato
M npuBeTcTByt0 3BOHOM LumTal

lMepBas n Bropas coHaTbl COuMHANUCL B ogHo Bpems (1914-1915 rr.) Ha ogHOM
TBOPYECKOM MOpPbIBE Y UMEIT Mexay cobol MHoro obuero. Bmecte ¢ Tem Bropas
coHaTa C HOBbIV CepbE3HbIN Lar Bnepéd. ViHamBmayanbHOCTb KOMMNO3nTopa Bbipa-
XaeTcs B Hell 3HauUTeNbHO cMenee — kak B obpasHoi cdpepe, Tak U B TPAKTOBKe
camoli coHaTHol chopmbl. Tak, HebonbLuasi No pasmepam IKCMO3NLIMSE HAXOAUTCS
MOSTHOCTBIO BO BM1ACTU [MABHON TeMbI C €€ MPOH3UTENbHON NIMPUYECKON 9KCnpeccH-
el 1 YepedoBaHWEM MapsILLMX CEKYHAOBbIX PACNeBOB, HAaBEBAOLMNX MyYNTENbHO
cnagkve rpésbl IOHOLIECKOW MenaHxonun. 3Ta TeMa B KOHeYHOM CYETe onpeaens-
€T OCHOBHOW CO3epLaTerlbHO-3Mernyecknii ToH BCel CoHaTbl.

Mepsas ctouta Op. 5 (1922 r.) ¢ nog3aronoBkoM «YeTbipe nNbecbl B opme 3THo-
noB», nocesiléHHast A.B. MonbaeHBel3epy, — CBOeobpasHbI BEHOK U3 TOHKUX MU-
HMaTop, KaXkaasi U3 KOTOpbIX BbiMUCaHa C TLATeNbHbIM KOMMO3UTOPCKUM MacTep-
ctBom. B lNMepBoit nbece (Leggiero e cantando) puTMmnYecky NpuUxXoTnuBLIA avanor
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neByunx pas OKPY>KEH OPEOsIoM NervyanLunx KpyxeB TpUonew ConpoBOXAEHUS.
Bo Btopon (Con moto) — xpomaTnyeckue HakaTbl Hanomnsawwmx Apyr Ha Apyra
naccaxen 13 ABOVHbIX HOT BCTPeYaloTcs 1 pasberatotcs B HenpeackasyeMom urpe
oBuxeHuns. B Tpetben (Affanato) — oyeHb 6eCnoKkonHoOM — NOCTOSiHHAs CMeHa ABU-
XEHVSA HarHeTaeT HanpsbkeHue, KOTOpoe B KYNbMWHALIMOHHOW TOYKe AocTuraeT
noyTM HEepBHOro cpbiBa. W, HakoHeu, B YetBepton (Tranquillo e cantabile) HacTy-
naeT MOMHbIN MOKOW.

HaunHas c Tpetben coHatbl Op. 3 (1917 r.) u ganee B nocrneayloWwmx NATM CoHa-
Tax (c YerBepToii no Bocbmyto) PeliHbepra yBnekatoT HOBble UAeu, oTpaxaroLume
XuBoTpeneLlyle npobrnemsl BpemeHn. Pabota B 3TOM HanpasneHuy NpuUBOAUT
€ro K MakcMmarbHOMY YCMOXHEHUIO My3blkanbHOro A3bika. B aToT neprog «bypu n
HaTuCcKa» OH 3aBOEBbIBAET MMPOBOE NPU3HAHNE U Kak KOMMO3WUTOP, U Kak MUaHUCT.

BoT cBMaeTenbcTBa coBpeMeHHUKOB DeliHbepra — KpynHENLLNX My3blKaHTOB, Kak
pycckux, Tak u 3apybexHbix. LLloctakoBuy B nuceme k O6opuHy (11.03.1924 r.):
«3aBTpa B Manom 3ane ®unapmoHun faét koHuepT ®enHbepr. OH ByaeT urpatb
AnekcaHapoBa, Npokodbesa (4-10), coHaTy PeiHbepra (6-+0), coHaTy MsickoBcko-
ro u coHaty CkpsibuHa (5-10). iHTepecHas nporpamma. Kpome Toro, Ha Movi B3rnsig,
3ameyaTenbHbI NMUaHNCT».

lonbaeHBensep (M3 AHEBHUKOB): «OTO NapagoKcanbHbIA apTUCT, HO C HECOMHEH-
HOW neyvaTbio reHus. Annapar CoBepLUEeHHO PaHTaCTUYECKUIAY.

MsckoBckuin — MNpokodbeBy (MNepenwucka): «Bawa 5-a coHaTa nony4ut y Hac npu-
3HaHuWe, Kak TonbKo eé cbirpaet ®enHbepr».

K. Onoxen (Musical Quarterly, USA): «Hanbonee sipkoe siBneHne B 3TON nnes-
e (KomMrno3umopos, passusaroujux CKpsIGUHCKOe HarpasereHue meopyecmea —
B.B.) — at0 TBOpYecTBO Camyuna denHbepra. Y Hero MoLLHbIN TanaHT. Bo3amoxHo
OH [aXe reHuaneH...».
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B 1922 rogy ®enHbepra npurnawatoT B MOCKOBCKYI0 KOHCEpBaTOPWIO Ha AOMK-
HOCTb Npodeccopa creumanbHoro opTenuaHo.

®danTasusa Op. 5 (1917 r.) HaxoanTCA B pycrne OCHOBHbIX TBOPYECKMX YCTPEMITEHUIN
3TOro nepuoaa TBopYecTBa. B none 3peHus komnosntopa 0bpasbl CTONKHOBEHUS
YyernoBeka W BpaxaebHon emy ctuxun. ®aHTas3mio OTKpbIBaEeT rnyboko 3aaylueB-
Has. LUupokas Tema. OHa n3noxeHa B popme KaHOHa, YTO MPUAAET 3BYyYaHWIO
NPOCTPaHCTBEHHYLO rnyOuHy. MNepBoe cTonkHoBeHWe ¢ BpaxaebHon cunol npo-
VNCXOAMUT HEOXKMAAHHO U KECTKO, HO NMOCTENEHHO MMaBHbIN 06pa3 CHoBa 3amnonHsaeT
My3blkanbHOe npocTpaHcTBo. BTopow Gonbluon pasgen counHeHus (Piu mosso
espressivo) ¢ HOBOW, MONMMAOHNYECKN pa3paboTaHHOW TEMOW, ONATb BHE3anHo
npepbIBaeTCA MOLLHBIMY HUCXOAALWMMU Kackagamu pasbylueBaBLUENCS SHepruu.
MocnenHui paspen, urparLLmii ponb OAHOBPEMEHHO M PEMPU3bI, U KOOkl TaK Xe,
KaK 1 nepBble ABa 3aKaHYVMBaETCSt MHOTOKPaTHbIMW MOBTOPEHUSMU HUCXOAALLMX
naccaxen-BorH, 3By4allux B Ha4yane nareTm4ecku, a 3aTeM nocTeneHHo Npuxoas-
LMX B COCTOSIHWE MOJTHOTO MOKOS.

Peskve nsmexeHusi B kynstypHoi xm3Hn CCCP koHua 20-x 1 Havana 30-x rogos,
CBsi3aHHble cOo BCE Bonbluel e€ nonuTu3aumnen, ceirpanu daranbHyo porb B KOM-
noautopckon cyabbe ®PeliHbepra. O6BMHEHHbBIN B CyObEKTMBM3ME, OTOPBAHHOCTU
OT XMW3HU, OH MpeKpaLlaeT nucatb coHaTbl — 0cobeHHO Bnunskun emy xaHp. OH
[Aenaet nonbITKK NpubnuanTb CBOE TBOPYECTBO K Goree LUMPOKOMY Kpyry cryLuarte-
nen. [MaBHble ycunusa KoMno3uTopa Obinn cocpegoToyeHbl B 06nacTu BoKanbHOM
my3blkn. W 3geck emy comyTcTBOBana orpoMHas ygada: 10 pomaHCoB Ha CTUXu
MywkmHa. Kpome Toro, ®enHbepr AenaeT 3HauMTeNbHOE KonmMyecTBo obpaboTok
HapoAHbIX NeceH. B HeMHornx hopTenmaHHbIX COMMHEHNSAX 3aTuX neT — KOmopecke
Op. 19, Konbi6enbHou Op. 24 Ne 1 n ocobeHHo Bo BTopow cionte Op. 25 MOXHO 3a-
METUTb HOBblE YepTbl: BNN30CTb MENOAMKM K HaPOAHO-NECEHHBIM UCTOKaM, 6orb-
LY NPO3paYHOCTb haKTyphbl, 6ONbLLYH onpeaenéHHOCTb Nafo0BO-rapMOHUYECKO
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CTPYKTYpbI. [ManuTpa mactepa nomMmeHsinach: NErkocTb, U3SLLECTBO, ny4yesapHasa
yMVIpOTBOpéHHOCTb o6beanHseT BCe 3TN COMUHEHUS.

KOmopecka Op. 19 6orata cmeHamu HacTpoeHusi. OcHoBHas Tema obo3HavaeTcs B
HeCKOMbKMX BapuaLMOHHbIX 3N13o4ax To 3arafjodHo, TO 3aAMPUCTO, TO MeyTaTenb-
HO- UMNPOBM3aLMOHHO. B penpuse rmaBHasi Tema nocteneHHo Habupaet aHepruo
1 NPVUBOAUT K SPKOM KynbMuHaLUmK. Kofa pacTBOpPSETCS B XpyCTarbHbIX Nepenveax
BEpXHero perucrpa oprenuaHo.

B 6onblimMHcTBE 06paboTOK HAapoAHbLIX NeceH dopTenuaHHasi pakTypa co3naét
KOINMOPUTHBIN POH, OTTEHSAIOLUMIA 3ByYaHME MECEHHOW KaHTWMeHbl (B npeanarae-
MOM KOMMNakT-Ancke 310 nesy4yme nbecbl Op. 24 Ne 1 n Ne 2 n Mpy3anHckas nec-
HA Op. 27-a Ne 1). B gpyrux cnyyasx doprenuaHHas caktypa nmeetr caMmocTo-
ATENbHYIO (PYHKUMIO B CO3[aHWMM XyOOXECTBEHHOro obpasa, nogvyépkuBatoLLyto
TaHueBanbHbI xapaktep menogun (ApmsiHckasa u Tatapckas necHu Op. 27-a).
TaTtapckas necHsi Gnarofapsi BUPTYO3HbIM, Bce Bonee yCnoxHsOWMMCS nacca-
»aM, COMpOBOXAAIOLLMM Meroaunio, NpeBpaLlaeTcs B TeMNepaMeHTHbIR, OrHEBOW
TaHeL-ToKKaTy. 3aJOpPHOMY NepBOMY MOSIBMIEHWIO MeNoAnK NeCHV aBTop Npeano-
cnan sApkoe, 6pockoe 6-TakToBOe BCTynmneHwe. Ero nocnegHuii, pacluMpeHHbINn
TaKT Gnarogaps HEOXUAAHHO M3bICKAaHHBIM NPSHLIM FAPMOHUYECKUM MOCneaoBa-
HVSM NOAYEPKMBAET PafoCTb NOSIBNEHNS NPOCTOAYLLIHOrO 6e3yaepXHoro Becenbs
OCHOBHOW TaHLEeBarnbHON Menoauu.

Btopas ctouta Op. 25 6bina Bnepeble coumMHeHa 1 ncnonHeHa ®eriHbeprom B 1936
rogy v cpady crana nobvMbliM 1 penepTyapHbIM Npov3BeAeHNeM MHOMMX NuaHu-
cToB. [loMVHVMpYIOLLiee CBETNOE HAaCTPOEHWE W HEeMpepbIBHOCTb TEYEHUSI My3bIKK
(BCce NsATb YacTew clouTbl ucnonHsoTest 6e3 nepepeiBa — attacca) cnocobeTyoT
LieNIbHOCTW 1 CMastHHOCTW BCEX YacTel B €4UHYI0 MOHOMUTHYIO KOHCTPyKuuto. He-
KOTOpble YacTu Jaxe LUMTUpYloTCa ogHa B Apyron: TpeTbst (Un pochettino animato
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y semplice) B koge YeTtBepTon(Presto) u Mepsas (Non troppo vivace) B hvHanbHom
MaTon (Allegretto).

Tonbko B 1939 rogy nocne MHoroneTHero nepepbisa ®eriHbepr cHoBa obpaluaercsa
K COMMHEHMI0 hopTenuaHHon coHaTbl. [leBATas coHaTa cTana nepsBbiM KpPyMnHbIM
npoussefeHnem, B KOTOPOM KOMMO3WUTOP peann3oBan HaMEeTMBLLYIOCH paHee TeH-
AeHUMIo K npoceeTneHnto ctuns. CoHaTta NpOoHUKHYTa NadocoM POMAHTUYECKOW
YCTPEMNEHHOCTH K CBETY, BYPHOrO KUMEHUS SHEPTUN, HANOMHEHHOCTM XN3HWU. JTa
nnHus Gbina npogomkeHa B [lecaton n OgnHHagLaTon coHaTax, a Takke Bo Bro-
pom 1 TpeTbeM KoHLepTax Ansa dopTrenuaHo ¢ opkecTpoM. M OgnHHapuatas coHa-
Ta, 1 TpeTuin KOHLEPT CTanu KyNbMUHALIMOHHBIMK BO BceM TBopyecTBe PeliHbepra
1 BENWKONENHO YBEHYanNu 3BOJOLMIO €ro CTUMSA U BCEro KOMMNO3WTOPCKOTo MyTw.

[BeHapuaTas coHaTta, HanncaHHasa B 1962 rogy He3agonro o0 KOHYMHbBI KOMNO3u-
Topa, siBunack ero nebeanHon necHe. Bee Tpu eé yactu — CoHatuHa, NHTepmel-
Lo n MmnpoBusaums — B fIOrM4€CKOM B3aMMOAENCTBUMN COEAMHSIIOTCS B CTPOron
3aKOHYEHHOW KOHLenLmn, kotopasi Morra 6bl OblTh BbipaXkeHa TpeMsi TakuMmu 3aro-
noskamu: «XKusHby, «Pa3gymMbs 0 xusHu» u «poLaHme ¢ xunsHbo». V3bickaHHble
rapMoOHMYeCKMEe COYeTaHUsl MocredHUX TaKTOB COHaTbl CO34aloT yAMBUTENbHOE
olyLeHVe Kakon-To MupaxHou abeppaumun BocnpuATusi. MysbikanbHbIn aHanor
3TOro obpasa — opTennuaHHoe 3akntodeHne pomaHca dertHbepra Ha ctuxm Jlep-
MOHTOBa «BbIX0OXy OAMH S Ha JOPOry», r4e B CaMOM TEKCTe CTUXOTBOPEHUS To-
BOPUTCSI O HE3EMHbIX NPEAOLLYLLIEHNSAX CO3HAHUS, BCTYMAOLEro B 3anpeaerbHble
ccbepbl. Kak BUaMM, aBTop cam He OCTaBrsieT COMHEHUS! B 3HAYEHUM 3TOro — Mo-
crnepgHero U3 ero My3sblkanbHbIX 0Opa3oB.

Bukmop ByHuH
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Camyun ®eiH6epr (1890 — 1962)
CoHataNe 1, 0p. 1 (1916 ) epcua 1* .. ... ... 6.11
CoHataNe 2, 0p. 2 (1916-16 )" . ... ..ot 5.23
CoHataNe 9, Op. 29 (1939 ) .. ... i 10.03
CoHata Ne 12, Op. 48 (1962 r.)*

T.COHATUHA . oot e 4.20

2. VIHTEPMELLIO « .« v v ot et e e e e e e e e 4.57

3. AMAPOBUBALIMS . . . .o 5.03
PanHtasma Ne 1, Op. 5% ... . 9.04
Omopecka, Op. 19%. . .. .. 4.43
KonbibenbHasa ansa doprennano, Op. 24 Ne 1 (1936 r)*.............. 2.03
Yysaluckas menoams ans goprenvaro, Op. 24 Ne 2 (1936 ) . ....... 2.07
IpysnHckas necHs ana coprtenuano, Op. 27aNe 1*. ................ 2.52
Tarapckas necHsa ans coprenmado, Op. 27aNe2* . ................ 1.50
ApmsiHckas necHs Ansa doptenuano, Op. 27aNe 3*. .. .............. 1.15
Ciouta Ne 1, Op. 11 (4 nbecsl B aTI0AHOW dhopme):

1. Leggieroe cantando. . .. ...t 1.35

2.C0NMOLO . ..ot 0.38

SLAffanato ... 0.56

4. Tranquilloecantabile . . .......... ... 1.04
Cionta Ne 2, Op. 25

L.NONIrOPPO VIVACE . . . . o ittt e e e e 0.50

2. Allegretto VIVacCe . . ... 0.41

3. Un pochettino animato e semplice . ............. . ... ... . ... 1.14

A Presto . ..o 0.47

B AllEgretto . . oo 1.57
Bonyc:
CoHataNe 1, 0p. 1 (1916 ) 8epcuda 2 .. ... .. ..., 6.57
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Camyun ®enHb6epr, hopTenmaHo
*PaHee He u3dasaswiuecs 3anucu

3anuncu 13 4acTHOro apxuBa KOMMO3UTOpa, CAENaHHbIE Ha JOMaLLHEM
BexwrTenHe B 1950-e roaw! ([1]—[7], [23]) n 30.03.1957 . ([8])
CTyaviHble 3anucu n3 cobpanusa MNoctenepagnodoraa

01.01.1952 . ([9] - [13])

C rpamnnactuHku Polydor 27114 (B 67081), 78 06/MuH., BepnuH,
1929 r. ([24] - [27))

C npo6Hoit rpamnnacTuHky AnperneBckoro 3aBoga, 78 06/MuH.,
npoTokon ot 04.06.39, Ne matpuusl 8400-8401 ([18] — [22])

PectaBpauusi n mactepuHr: EneHa [JoiHukoBa
WhxeHep: Nropb ConoBbéB

[wuzaiiH: Anekcer MHuctok

McnonHutenbHbIn npoatocep: EBrenuii MNMnatoHos

© & ® 2021 MockoBckas rocynapcTeeHHasi koHcepsaTopus um. IN./. Yaiikosckoro
Bce npaBa 3alumieHbl
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