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who distinguished himself in various genres of instrumental and vocal mu-

sic. In both areas, he was attracted by large forms and miniatures alike,
the genres that involved a great number of performers and chamber music,
respectively. Although some of Brahms’ most famous opuses were written for
large line-ups (symphonies, concertos, A German Requiem), he more often
wrote chamber works. Such are his numerous instrumental ensembles for var-
ious line-ups, piano sonatas and pieces, and songs. The depths of Brahms’
ego cannot be comprehended without careful listening to his chamber works,
which amaze us with their rich emotional content and filigree composing tech-
nique. As an excellent pianist who appeared with a solo repertoire, Brahms was
nevertheless particularly fond of chamber and ensemble music playing among
friends and on concert stage. In the last years of his life, he appeared on stage
precisely as an ensemble player. Confidential communication with congenial
performers — singers and instrumentalists — constantly inspired his works and
gave birth to new musical ideas.

J ohannes Brahms (1833-1897) entered the history of music as a master

This CD contains true gems of Brahms’ chamber music. These are three violin
and piano sonatas framed by two songs. The idea of the performers who com-
bined different genres in the program is not accidental. Although vocal and in-
strumental music usually do not interact directly with Brahms, the violin sonatas
are an exception: the first and second of them have musical themes that are
common with the songs.

Both songs were written to the verses by Klaus Groth (1819-1899), a close
friend of Brahms and poet from Holstein, a North German land near Hamburg,
the composer’s home city. Brahms turned to his poems very often, sensing
them as an expression of his own lyrical feelings.



Brahms composed Violin Sonata in G major, Op. 78 (1878-1879), in
Portschach, a picturesque corner on the banks of Lake Worthersee in the Alps.
The composer used to compose in summer, leaving Vienna for the Alpine foot-
hills of Austria (first Pértschach, then Ischl) or Switzerland (the city of Thun on
the shore of Lake Thun). Most of his works of the 1870s and 1880s originated
from those places. The Violin Sonata was a chamber companion to more mon-
umental works like Symphony No. 2 (1877) and the Violin Concerto (1878). All
of them are imbued with a clear sensation of world harmony as if fanned by the
breath of nature; at the same time, the sonata is written in a more lyrical vein.
“So many melodies fly about that one must be careful not to step on them,”
Brahms wrote from Pértschach.

Songful melodies fill the entire first movement of the sonata, Vivace ma non
troppo. The intoxication with the beauty of awakening nature is heard in all the
themes and sections of the sonata form, embraced by the waves of the me-
lodic and rhythmic motion. The commonality of the elements in the main and
accompanying voices, the cross-cutting role of individual rhythmic figures, and
the almost constant coverage of a wide register range — everything creates a
sensation of a single, kind of vibrating sound space.

Adagio in E flat major is intently meditative. However, more strained intona-
tions of the violin begin to penetrate into the development of the main theme,
which is entrusted to the piano and has a hymnal tinge, preparing the invasion
of a new, tragic element. This is the theme of the middle section, the theme of
funeral march in E flat minor, which introduces a sharp contrast into the inte-
gral image of the work, expanding its semantic space. Max Kalbeck, the first
biographer of Brahms, linked the emergence of this image with the news that
the composer received when the sonata was in the making, the news about
the untimely death of Robert Schumann’s youngest son, Felix, a talented poet.
The contrast of the heartwarming hymnal element and mourning resumes in



the correlation of the reprise and the coda. Nevertheless, the gloomy images
gradually recede, and Adagio ends with the affirmation of the initial motif of the
first theme.

However, the dark colors that appeared in Adagio leave its mark on the finale,
Allegro molto moderato in G minor, with its prevailing minor coloring. The finale
echoes the first movement by means of wave-like motion of figurations, which
acquires a shade of perpetuum mobile. The first of two bits (the finale is written
in the form of a rondo) develops the prevailing mood. And the hymnal theme of
Adagio appears in the second bit, bringing enlightenment that is repeated in the
coda where G major, the main key of the sonata, sets in.

One of the features of Sonata No. 1 is associated with the fact that it uses the
material from Regenlied (Op. 59 No. 3, 1873). Brahms was apparently attract-
ed by the image of rain, a poetic portrayal of which he found in Klaus Groth's
verses. This image can be repeatedly found in Brahms’ songs. Falling rain-
drops are sometimes associated with tears (Regenlied, WoO 23, 1872; Nach-
klang, Op. 59 No. 4, 1873) or, as it is in the above-mentioned song, they evoke
memories of childhood.

Opus 59, Regenlied, and the next song, Nachklang, form a diptych where the
second song is a shortened version of the first. They have the same elegiac
theme that Brahms used in the finale of the sonata (refrain) and that deter-
mines its general nature. The theme begins with a short motif, which is a repe-
tition of one sound in a dotted rhythm (both in the melody and in the bass). One
can hear the sound of falling raindrops in it and feel it as a symbol of some sad
inevitability. The same motif is however present in the music with its image of
spring nature (the beginning of the main part of the first movement, the violin
part) and also in the mournful theme from Adagio. In the finale, the “rain mo-
tif” permeates the entire texture and sounds almost throughout the movement,



only retreating in the coda. Thus, elements of the leitmotif technique, which
unites the entire piece, penetrate into the sonata.

Brahms endowed Sonata No. 2 in A major, Op. 100 (1886; written on Lake
Thun) with lyricism that is no less expressive than that of the first. But the gen-
eral tone here is somewhat different. Throughout the sonata, major keys dom-
inate (A major in the extreme movements and F major in the middle one). Un-
clouded by “tears of rain” or blows of fate, an enthusiastic light-hearted mood
prevails here. The subtlety and variety of shades of Brahms’ lyricism seem
even more striking against this background.

The first movement is particularly rich in such shades. The composer gives a
surprisingly accurate definition of its nature, accompanying the indication of Al-
legro’s tempo with the word “amabile,” which means charming, gentle, fondly.
All sections of the sonata exposition — the main part, the side one, and the
final one — are endowed with charming songful melodies. The latter occupies
a dominant position in the development where it acquires the character of a
sad nocturne, which alone introduces a noticeable modal contrast into the first
movement (F sharp minor is the key of this section). At the same time, the am-
abile character is most directly expressed in the theme of the side part, which
sounds like a declaration of love (the same is true of the entire sonata). One of
Brahms’ most beautiful melodies, it also appears in his song Wie Melodien zie-
ht es, Op. 105 No. 1, set to Groth's verses (1886), where the aroma of spring
flowers is likened to melodies in the first lines. In comparison with the song, the
melody receives a different continuation in the sonata: tenderness is replaced
by a passionate impulse.

The way how the second movement is devised is quite interesting. Its main
function is to introduce some relaxation into the lyricism of passionate confes-
sion. Brahms builds this movement as a double alternation of a folk tune (An-



dante tranquillo, 2/4) and a cheerful scherzo dance (Vivace, 3/4), which ends
with the return of Andante and a brief reminder of Vivace in the coda. The sec-
tions of a contrasting nature are close in terms of intonational structure.

Without disturbing the general emotional tone of the sonata, the finale brings a
certain calmness arising from the measured “step” of its main theme. Brahms
again gives a very precise indication of tempo and character — Allegretto
grazioso (quasi Andante). The refrain (the finale is written in the form of a ron-
do sonata) certainly dominates here, but is set off by bits that introduce more
intense melodics (lamento seconds of the violin) and harmony (in the waves of
piano figurations). The unity of the entire work may not be as clear as in Sona-
ta No. 1, but the intonational and semantic connections between the extreme
movements are quite palpable.

Brahms began to write Sonata No. 3 in D minor, Op. 108 (1886-1888), im-
mediately after the second. However, it was only completed two years later
and significantly differed from its predecessors. It reveals other facets of the
Brahms world: the lyricism gravitates towards drama, the wealth of colors
gives way to clear graphics of lines, and the immediacy of the utterance is tem-
pered by accuracy and conciseness in the expression of musical thought. The
four-movement cycle with bright contrasts and intensive development of the
material is the dramatic culmination of the sonata triad.

The beginning of the sonata brings a special stylistic touch to the piece. The
texture here is completely devoid of harmonic voices and consists of two inde-
pendent lines: the violin melody at the top, and the piano one below it, sound-
ing in delayed duplications at a distance of two octaves. With linear parsimony
of presentation, such a texture reminds of period polyphony and, at the same
time, of future stylistic processes in the music of the 20th century. With its feel-
ing of the “breath of eternity,” the initial theme is also close to some other of



Brahms’ works, for example, Symphony No. 4 (1886) that the composer com-
pleted before he started to work on the sonata.

As Allegro further develops, its original musical thought acts in a capacity of
two roles. On the one hand, it appears twice more — at the beginning of the
reprise and in the code — in its entirety, retaining (albeit in new textured ver-
sions) its inherent graphic presentation and some emotional detachment. On
the other, some elements of the theme appear in other sections, receiving a
new interpretation. The beginning of the linking part stands out — a sharply dra-
matic outburst suddenly arises on the basis of the initial intonation of the main
theme; in turn, it gives impetus to the appearance of an inspired, widely sung
and sonorous theme of the side part. This contrast of detachment and emotion-
al openness ultimately determines the character of the entire Allegro.

The second movement of the cycle, Adagio in D major, seems to arise from the
major chord, which ended the minor Allegro at the last moment. However, the
resulting modal and tonal connection does not exclude the expressiveness of
the contrast introduced by the calm motion of Adagio with its chordal structure
and chorale/lhymnal nature.

The fast motion resumes in the third movement (F sharp minor). Brahms des-
ignates it with “Un poco presto e con sentiment” and thus invites the perform-
ers not to get too carried away with the fast pace and draws their attention to
the emotional multidimensionality of this music. The whole movement is dis-
tinguished by the abundance of the staccato stroke. It reinforces the feeling of
scherzo, which is, however, moderated by the soft insinuation of the main motif.

The final Presto agitato is the dramatic pinnacle of the cycle, and it brings to
mind the finales of Brahms’ last two symphonies. The whirlwind, passionately
excited motion of the main theme (with a touch of tarantella, 6/8) is interrupted
three times by a calmer flow of music (the side theme in the exposition and



reprise, as well as the central bit of the rondo-sonata form). But each time this
contrast gives rise to an even more intense whirling of the main theme and the
unconditional assertion of the dramatic intensity of Presto agitato.

The sonatas for violin and piano are a kind of portrait of Brahms, capturing his
personality in its entirety. In this portrait, we see both youthful inspiration and
the wisdom of an experienced person who is able to love nature and people,
ready to let his imagination run free and knows how to limit it to an ordered
framework of form. Brahms appears as someone who is ready to dissolve in a
rapturous feeling and at the same time vigilantly peers into eternity.

Ekaterina Tsareva

Sergey Kravchenko, a prominent representative of the contemporary domes-
tic violin school and a student of Leonid Kogan, is an Honored Artist of Russia,
professor and head of the violin department of the Moscow State Tchaikovsky
Conservatory, and a prize-winner of the Paganini Competition in Genoa (1969),
the Long-Thibaud Competition in Paris (1971), and the international competi-
tion for string quartets in Liege (1972). Since 1969 he has been actively per-
forming in Russia, Poland, Germany, France, Greece, Serbia, Montenegro,
Croatia, Slovenia, Italy, Spain, UK, Portugal, Turkey, Finland, USA, South and
North Korea, Japan, China, Brazil, Macedonia, Bulgaria, Israel, Switzerland,
Luxembourg, Australia, and Taiwan.

Natalia Vinogradova (piano), an Honored Artist of Russia and professor of the
Moscow State Tchaikovsky Conservatory, has been an ensemble partner for
Sergey Kravchenko for many years. She has toured in Europe, Asia and Amer-
ica, and regularly appeared in recitals dedicated to the music of contemporary
composers Tikhon Khrennikov, Vladimir Dashkevich, Efrem Podgaits, and Adri-
an Korchinsky.
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Tatiana Rubinskaya (mezzo-soprano), a graduate of the Moscow State
Tchaikovsky Conservatory, soloist of the Moscow Philharmonic Society, and
prize-winner of domestic and international vocal competitions, can boast an ex-
tensive concert geography and diverse repertoire in terms of genres and eras,
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age of romance to contemporary works. The singer has a fine sense of style
touching the deepest spheres of the listener’s soul.

Stanislav Dyachenko, an associate professor of the Moscow Conservatory,
graduated from the Moscow State Tchaikovsky Conservatory with three diplo-
mas with honors in piano, organ and opera and symphony conducting. He has
been awarded numerous prizes for his high concertmaster art. As an ensemble
pianist, Dyachenko has collaborated with renowned singers and instrumental-
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1



o .

Natalia Vinogradova, Sergey Kravchenko * Hatanus BMHoa,qosa, Ceprein Kp

=



Tatiana Rubinskaya * TatbsiHa Py6uHckas Stanislav Dyachenko * CraHucnas [isueHko ;




oraHHec Bpamc (1833-1897) BowEN B UCTOPUIO My3blkM Kak MacTep,

nposiBUBLLUIA cebs B pasnuyHbIX XaHpax UHCTPYMEHTarnbHON 1 BOKarb-

HoW My3blku. B 06enx obnacTsax ero npvBnekanu kak KpyrnHble dpopmbl,
TaK M MUHMATIOPbI, KaK >XaHpbl, npegnonaratowme Gonblive WCNonHUTENb-
CKWe CuIbl, Tak M >XaHpbl KAMEPHOW My3blki. XOTS psg Hanbonee M3BECTHbIX
onycoB bpamca HanucaHbl Ans GomnbluvMx COCTaBOB (CMMMOHUW, KOHLEpTHI,
«Hemeukmin peksmem»), BCE Xe valle OH nucarn KamepHble Mpou3BeAeHus.
TakoBbl MHOTOYMCIIEHHbIE WHCTPYMEHTasnbHble aHcambnu Ans pasnuyHoro
COCTaBa y4acTHUKOB, bopTenuaHHble COHaTbl U Mbecbl, NecHN. HeBo3MOXHO
NMPOHVKHYTb B rNyOuHY 6pamMCOBCKOro «si», €Crin He BCryLLIaTbCs B €ro kamep-
Hble COYMHEHUS, Mopaxarolme u 6oraTcTBOM 3MOLIMOHANBHOIO CoAepXKaHus,
N PUNUrpaHHOCTBIO KOMMO3UTOPCKOW TeXHUKM. CaM npeKkpacHbIi MMaHUCT, Bbl-
CTynaBLluiA B CONbHOM penepTyape, bpamc Bce e ocobeHHO nobun kamep-
Ho-aHcambneBoe My3uuupoBaHue, Oyab TO B Kpyry ApYy3eW UM Ha KOHLEPTHOW
acTpage; B nocrnegHve rofbl XW3HU OH MOKa3biBarcs Ha CLieHe MMEHHO B Kaye-
cTBe aHcambnucra. [JoBepuTenbHoe obLieHne ¢ bnuskuMu no Ayxy MCnosHu-
TeNnsAMM — neBLaMn U UHCTPYMEHTanMcTaMm — MOCTOSIHHO BAOXHOBMSANO €ro
TBOPYECTBO, POXAAro HOBble My3blKarnbHble Uaeu.

Ha npegnaraeMom Ballemy BHVMMaHWIO AUCKE 3anucaHbl COMMHEHUS, Mpea-
cTaBnsiowme cobon HacTosALme KeMYYXUHbI KaMepHON My3bikn Bpamca. 3T1o
TPY CoHaTbl ANS CKPUMKK U popTenmaHo, obpamnérHble AByMs necHamu. 3a-
MbICENn UCMONHUTENEN, COeQNHUBLLMX B NMPOrpaMMe CTOSfb pasHble XaHpbl, He
cnyyaeH. XoTa BoKanbHas U MHCTPyMeHTanbHast My3bika 06blYHO He B3auMmo-
aencTBytoT y Bpamca Hanpsimyto, CKpUMNMYHbIE COHaTbl COCTABISIHOT UCKIOYe-
HVe: B NEPBON 1 BTOPOWM M3 HWUX BCTPEYAOTCA My3blKarnbHble Tembl, obne ¢
NecHsMMU.

O6Ge necHu HanucaHbl Ha ctuxu Knayca pota (1819-1899), 6nuskoro gpyra
Bpamca, noata 13 lonwtuHumM (ceBeporepmaHckon 3emnu 6nm3 Mambypra —
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poavHbl komnosuTtopa). K ero ctuxam Bpamc obpaluancs odeHb 4acTo, OLy-
LLast UX Kak BblpaXeHne COBCTBEHHbIX NIMPUYECKNX YYBCTB.

MepBylo coHaty Conb maxop, op. 78 (1878-1879) Bpamc counHan B
MépTwaxe — xmBonMCHOM Yyrornke Ha Gepery Béprtepsee, o3epa B Amnbnax.
Komnosutop nmen obbIkKHOBEHUE COYMHATL NETOM, yeaxas n3 BeHbl B anbnuii-
ckue npegropbst ABcTpun (cHavana lMéptwax, notom Nwne) nnu Lseinapun
(ropoa TyH Ha 6epery TyHckoro o3epa). B aTux MecTax BO3HUKINO 6OMbLLINHCTBO
ero counmHeHun 1870-80-x rogoB. CKpunmMyHasi coHata siBUNacb kKaMepHOW
crnyTHUUen 6onee MOHYMEeHTarnbHbIX COYMHeHW: BTopon cumdoHumn (1877) un
CkpunuyHoro koHuepTa (1878). Bce OHWM MPOHWKHYTHI CBETMbIM OLLYLLIEHUEM
rapMoHun mupa, 6yATo OBEsHbI AblXaHWeM MPUPOAbI; CoHaTa Npu 3TOM peLue-
Ha B Bonee nupuyeckom krove. «Menogmn Tam Tak W NeTarT, HY>HO TOMNbKO
ocTeperaTtbCsl, YTOObl He HACTYNUTb Ha HUX», — nucan bpamc ns MNéptlaxa.

MeBy4ynmMn MenogmsmMmn NpoHM3aHa BCS MepBas YacTb CoHaTbl — Vivace ma
non troppo. YnoeHue kpacoToi npobyxaatoLlencs npupoAbl CrbILLUTCH BO
BCEX TeMax W pasgenax COHaTHOM (hopMbl, OXBaYEHHOW BOSMIHAMW MENOAU-
KO-pUTMUYECKOro ABmxeHus. OBLLHOCTb 3rIEMEHTOB B MMaBHbIX 1 CONPOBOXAa-
IOLLMX rofiocax, CKBO3Has ponb OTAENbHbIX PUTMUYECKUX PUrYp, MOYTU MOCTO-
AHHbIA OXBAT LUMPOKOrO PerncTpoBOro AuanasoHa — BCE CO3AaeT OLyleHne
eanHoro, kak 6bl BUOpMPYIOLLLEro 3ByKOBOTO MPOCTPaHCTBA.

Adagio B Mu-6emonb Maxope morpyxaeT B COCpefoTodeHHoe pasgymbe. Ho
B pa3BMTME OCHOBHOW TeMbl, MOPY4YEHHON (POPTENMaHO N MMEOLLEN OTTEHOK
TMMHWUYHOCTYW, HAYMHAKOT NPOHMKaTL Bonee HaNPsXKEHHbIE MHTOHALMKW Y CKPUM-
KW, roToBSsiLLME BTOPXEHWEe HOBOro, Tparmyeckoro obpasa. ITo Tema cpefHe-
ro pasgena, Tema TpaypHOro mapLiua B Mu-6emornb MUHOpe, BHOCALLAA PEe3Kun
KOHTPAcT B LENOCTHbIA 06MUK NPOU3BEAEHUs], pPa3fBuraoLLas ero CMbICIoBoe
npocTpaHcTBO. Bo3HnkHOBEHMEe aToro obpasa nepsbivi Grorpacd BEpamca Makc
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Kanbbek cBsi3blBAaET C MOMyYeHHbIM BO BPEMSI CO34aHUsi COHaTbl U3BECTMEM
o Ge3BpemMeHHO cMepTu MnaaLwero ceiHa PoGepta LlymaHa — denukca, Ta-
naHTnMBoro noata. KoHTpacT CBETNOW MMMHUYHOCTM U TpaypHOCTW BO30GHOB-
NSIETCH B COOTHOLLUEHWMM penpusbl U kodbl. Bce e MpayHble obpasbl nocre-
neHHo oTcTynatT, n Adagio 3aBepluaeTcs yTBEPXKAEHWEM Ha4aslbHOro MOTMBA
nepBoy TEMbI.

OpHako TéMHasi Kpacka, nosisusluasica B Adagio, HaknaablBaeT CBOW oTnevya-
Tok Ha dmHan (Allegro molto moderato; conb MuHOp), roe nNpeobnagaeTr mu-
HOPHbIN konopuT. C NepBoW YacTbio (hMHanN NepeknuKaeTcs BOHOOOPa3HbIM
OBUXEHNeM durypaumin, Kotopoe npuobpeTaeT oTTeHoKk perpetuum mobile.
MepBbI 13 ABYX aNn30d0B (puHan HanucaH B hopMe POHAO) pa3BMBAET roO-
CNoACTBylOLLEee HacTpoeHre. A BO BTOPOM 3MU30Ae MOSIBMSETCS rMMHUYeckas
Tema Adagio, BHOCsILLasi NPOCBETIIEHNE, 3aKpennsieMoe B KoAe, rae ycTaHaB-
nuBaetcs Conb Maxop — rnaBHas TOHaNbHOCTb COHATbI.

OpHa 13 ocobeHHocTel MepBol coHaTbl CBA3aHa C UCMOMb30BaHMEM B HEN Ma-
Tepuana «MecHu o goxae» (op. 59 Ne 3, 1873). bpamca, o4eBunaHo, nNpuene-
kan obpas [oxas, NosTMyeckoe BOMIOLEHNE KOTOPOTrO OH HaXoAuN B CTUXax
K. 'pota. 3T10T 06pa3 BcTpeyaeTcsi B necHsix bpamca HeogHokpaTHo. lMagato-
Lme Kannu To accouumpytotesi co criesamum («MNecHsa o poxae» WoO 23, 1872;
«OT3ByK» 0op. 59 Ne 4, 1873), TO, Kak B Ha3BaHHOW necHe, NpobyxaatT BOCMO-
MWUHAHUA O AETCTBE.

BHyTpu onyca 59 «[ecHsi o goxae» v cnegytowas 3a Helt necHs « OT3Byk» 06-
pasytoT AUNTUX, rAe BTOpas MecHs — COKPaLLEHHbIN BapuaHT nepBon. B Hux
3BYYUT OfHa U Ta Xe anernyeckas Tema, kotopyto Bpamc ncnonb3sosan B du-
Hane coHatbl (pedpeH) 1 koTopas onpegenseT ero o6wWmn xapakrtep. Tema Ha-
YMHaETCA C KpaTKoro MOTUBAa — MOBTOPA OHOIO 3BYyKa B NMYHKTUPHOM pUTME (1
B Menoauu, u B 6acy). MoxHo ycnbilaTb B HEM 3BYK NaatoLLmX Kanesb U oLy-
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TUTb €ro Kak CYMBOM HEKOW nevanbHOW HensbexxHoCTu. Takow e MOTUB npu-
CyTCTBYET, 04HaKo, 1 B My3blke, BonsoLiatoLlei obpas BeceHHel npupoabl (Ha-
Yyano rmaBHOM NapTum | YacTu, NapTusi CKPUMKK), 1 B TpaypHou Teme r3 Adagio.
B cuHane ke «MOTUB [OXKAA» NPOHU3bIBAET COOOW BCIO TKaHb U 3BYUUT MOYTH
Ha BCEM MPOTSXXEHUUN YacTu, OTCTyMNas TONMbKO B kKofe. Tak B COHaTy NPOHMKaKT
3MeMeHTbI NEUTMOTUBHON TEXHUKN, 0ObEANHSIOLLEN BCE COYMHEHNE.

BTopyto coHaty Jls maxop, op. 100 (1886; HanucaHa Ha o3epe TyH) Bpamc
Hafenun He MeHee BblpasuTenbHbIM NpuaMom, yem [lepsyto. Ho ob6wmn
TOH 34eCb HEeCKONbKO MHOW. Ha MpoTshkeHun Bcer COHaTbl roCnoacTByOT Ma-
KOpHble ToHanbHocTu (1 Maxop B kpanHux YacTsax, Pa maxop B cpegHen),
npeobnagaeTr BOCTOPXEHHO-CBETIOE HAacTpOeHWe, HeOMpay€HHoe «cresamu
OOXAA» UNv yaapamu cyfbbbl. TOHKOCTb U MHOroo6pasue oTTeHKOB BpamcoB-
CKOW NMPUKMN KaXyTcs Ha 3TOM doHe eLlé bonee nopasnTenbHbIMU.

OcobeHHo borata TakMmu oTTeHkamu nepsas YacTb. Komnosutop Aaét yameu-
TenbHO TOYHOE OnpeferneHne eé xapakTepa, COMPOBOXAAs ykasaHwe Temna
Allegro cnoBom «amabile», KoTopoe NepeBoAUTCS Ha PyCCKUiA A3bIK Kak «obas-
TENbHO, HEXHO, C NboBbLIOY. O6aATeENbHLIMU NEBYYUMU MENOAUSIMU Hajene-
Hbl BCE pasgerbl COHAaTHOM 3KCNo3numm: rnaBHasi, noboyHasi, 3aknioymTenbHas
naptus. lNocnegHsas 3aHMMaeT rocrnoAcTByloLee MNonoXeHve B paspaboTke,
roe npvobpeTaeT xapakTep nevarnibHOro HOKTIOPHA, KOTOPbIA €4UHCTBEHHbIN
BHOCUT 3aMETHbIA NafoBbIi KOHTPACT B NEPBYK 4acTb (TOHANbLHOCTb 3TOrO
pasgena — da-gne3 muHop). Mpu aTom xapaktep «amabile» Hanbonee Heno-
CpeACTBEHHO BblpaXXeH B TeMe NoboyHON napTuu, 3Byyallent nogobHo npusHa-
HUIO B MOOBU (TO e CrpaBedAnuBO cka3aTb U O BCeW coHate). JTa npekpac-
Helwas 6pamcoBckas Menoaust Bo3HuKaeT Takke B ero necHe «Wie Melodien
zieht es» op. 105 Ne 1 Ha ctuxm K. pota (1886; B M3BecTHOM nepeBofe
[. C. YcoBa — «3Byyar HexHel CBUPEenu»), rae B NepBbix CTPOKaxX Menogunsm
ynopobnserca apomart BeCEHHMX LiBeTOB. B coHaTe, No cpaBHEHUIO C NecHew,
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mMenoaua nony4yaeTt Apyroe npoAoriKeHWe. HEeXHOCTb CMEeHAETCA CTPaCTHbIM
NopbIBOM.

MHTepecHo pelueHne BTOpOM yactu uukna. Ee ocHoBHas dyHKUMS — BHece-
HMe HEKOTOPOWN PaspsiAku B IMPUKY CTPACTHOrO NpusHaHus. bpamc ctpout aTy
YacTb Kak [AByKpaTHOe 4epefoBaHue MecHu-Haurpbiwa (Andante tranquillo,
2/4) n Becenoro ckepuo-TaHua (Vivace, 3/4), 3amblikatoLlerocs Bo3BpalleHnem
Andante n kpaTkuMm HanomuHaHmeMm o Vivace B koae. KoHTpacTHble No xapak-
Tepy pasgenbl 6nm3kv No CBOEMY MHTOHALMOHHOMY CTPOIO.

He Hapywas obLero sMoLMoHanbHOro ToHa COHaTbl, hMHaN NPUHOCUT C CO-
6ol HeKOTOpOe YCMOKOEHWEe, BO3HUKalllee OT Pa3MepeHHOro «Liara» ero
OCHOBHOW TeMbl. bpamc onsiTb JA€T O4eHb TOYHOEe yKa3aHue TeMna u Xapak-
Tepa: Allegretto grazioso (quasi Andante). PedpeH (dbuHan HanvcaH B hopme
POHAO-COHaThI) 34ecb, 6e3ycnoBHO, rOCNOACTBYET, HO OTTEHAETCS dnNM3odamu,
BHOCSILLMMMN Gonee HanpsXKEHHYI0 MenoauKy (NTaMeHTO3Hble CEeKyHAbl Yy CKpUr-
K1) 1 rapmMoHuio (B BOMHax dpopTenuaHHbix durypaumii). EqmHcTeo Bcero co-
YMHEHWs NpeacTaéT, MOXET ObITb, He CTONb ABHbLIM, Kak B lepBol coHaTe, HO
MHTOHALIMOHHO-CMbICITOBbIE CBA3M KpaWHUX YacTel BMOMHE OLLYTUMbI.

TpeTbss coHaTa pe MuHOp, op. 108 (1886-1888), kK COUMHEHWIO KOTOPOM
Bpamc obpatunca cpasy nocne cosgaHusi Bropon, Ho 3aBepLuun e€ AByMs ro-
Oamu no3xe, 3Ha4YMTENbHO OTNMYaeTcs OT CBOMX MnpeaLlecTBeHHML. OHa pac-
KpbIBaeT UHblE CTOPOHbI BpamMCcOBCKOro Mupa: nupuka TAroteet kK gpame, 6orat-
CTBO KOIOpWTa yCTynaeT MecTo YETKOW rpacduke fMHUIN, HENMOCPEACTBEHHOCTb
BbICKa3blBaHUS YMEPSIETCS BbIBEPEHHOCTHIO U NTAKOHU3MOM B BbIPAXKEHUN MY-
3blKanbHOW MbICMM. ATO — ApamaTtuyeckasi KynbMUHALWS COHaTHOW Tpuaasbl,
YeTbIPEXHACTHbIA LMK C SAPKUMU KOHTPAcTamMyv M MHTEHCUBHBIM pasBUTUEM
maTepuana.

Havano coHaTbl NPUBHOCUT B COYUNHEHNE 0COO6bI CTUMEBOW OTTEHOK. tDaKTypa
3[eCb BOBCE JlnleHa rapMOHUYECKUX roJIOCOB U CKnabiBaeTcAa 13 4ByX camMo-
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CTOSITENbHbIX MUHWI: BBEPXY — MENOANSA CKPUMKW, NOA HEn — menoaus dop-
TenvaHo, 3By4allas B 3anasabiBaloLlyx AyO6rnmpoBKkax Ha pacCcTOSHUM ABYX OK-
TaB. JInHeapHON CKynoCTbIO M3NOXEHNA Takas akTypa HaNnoOMWHAET O CTapuH-
HOM NonNUdOHUN 1, OAHOBPEMEHHO, 0 ByayLUMX CTUNEBbIX NpoLeccax B My3blke
XX Beka. OuyLieHnemM «abIxaHusi BEHHOCTU» HavanbHas Tema 6rnmska n Heko-
TOpbIM APYrMM COuMHeHusmu camoro bpamca — Hanpumep, YersepTton cum-
oHun (1886), 3aBepLUEHHON Nepen TeM, kak Ha4anack paboTta Haj COHaToMn.

B panbHenwem passntun Allegro ero ncxogHas My3sblkanbHas MbICMb y4acTBy-
eT B AByX kayectBax. C ojHOV CTOPOHbI, OHa eLlé ABax/dbl — B Ha4ane penpu-
3bl U B KOAe — BO3HMKAET B CBOEM LIENOCTHOM BUE, COXpPaHsisa (MycTb U B HO-
BbIX (DaKTYPHbIX BapnaHTax) NpUCyLLyto en rpadyHOCTb U3MNOXKEHNSA N HEKO-
TOPYO 3MOLIMOHAnNbHY OTCTPaHEHHOCTL. C APYroi CTOPOHbI, ANeMeHThl TeMbI
BO3HMKAIOT B APYrux pasgenax, nonyyast HoByto TpakToBKy. OcobeHHO Bbiae-
NSEeTCA Hayano CBA3yloler NapTuW, rAe Ha OCHOBE HayarbHOM WHTOHAaLMM
rMaBHOM TeMbl BHE3arnHO BO3HUKAET pe3ko ApamaTuyeckasi BCMbllUKa; OHa, B
CBOI0 04epeab, AAET UMMYIbC K NOSBIIEHWIO BOOAYLLEBNEHHOW, LUMPOKO pacne-
TOW 1 MOMHO3BYYHOW TeMbl MOOOYHON NapTUKU. DTOT KOHTPACT OTCTPAHEHHOCTU
1 3MOLIMOHANbHON OTKPLITOCTU ONpeaensieT B utore xapaktep scero Allegro.

Bropasi yactb umkna, Adagio B ToHanbHOCTM Pe mMaxop, kak Gbl BbiTekaeT 13
Ma)KOPHOTO aKkKopAa, KOTOPbIM B MOCMEAHWI MOMEHT 3aBepLUanocb MUHOPHOE
Allegro. OgHako BO3HMKatoLLas NafoToHarnbHas CBsidb HE UCKMIOYAET Bbipasu-
TEeNbHOCTM KOHTPacTa, BHOCUMOTO CMOKOWHbIM ABvkeHreM Adagio ¢ ero akkop-
[OBbIM CKMaZioM, XOparbHOCTbIO M TMMHUYHOCTBHO.

BbicTpoe ABWXeHMe BO30GHOBRSIETCS B TpeTbeir Yactu (a-aues MUHOp).
Bpamc obosHavaeT e€ ykasaHuem «Un poco presto e con sentimento» n Tem
camMbiM npegnaraet UCNOJIHUTENAM He CITULIKOM YBIeKaTbCA 6bICprIM Tem-
rom, obpallaeT Ux BHUMaHue Ha 3MOLMOHanbHY0 MHOFOMEPHOCTb 3TOW My3bl-
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k. Bcsa yacTb Bblgensercs B coHate obunuem witpuxa staccato. OH ycunusaet
OLLYLIIEHNE CKEePLIO3HOCTU, YMEPSIEMOWN, OHAKO, MSIrKON BKPaAYMBOCTHI OCHOB-
HOro MoTuBa.

duHanbHoe Presto agitato —gpamaTtnyeckasi BepLumMHa Uukna, u 3To 3actaBnsiet
BCMOMHUTL O prHanax AByx nocrnegHux cumdoHuin bpamca. Buxpesoe, ctpacT-
HO-BO30YXOEHHOE [OBMXEHWE OCHOBHOW TeMbl (C OTTEHKOM TapaHTennbl, 6/8)
TpWKObl NpepbiBaeTcs 6onee CnokoWHbIM TeYeHWeM My3blku (MobovHas Tema B
3KCMOo3ULMM 1 penpuse, a Takke LeHTpanbHbIN N304 POHA0-COHATHOM hop-
Mbl). Ho Kaxapll pa3 aTOT KOHTpacT AaéT noBof K elé bornee UHTEHCMBHOMY
KPY>XEHWI0 OCHOBHOW TeMbl 11 6@30roBOPOYHOMY YTBEPXAEHUIO ApaMaTnyeckoro
Hakana Presto agitato.

CoHartbl Ans ckpunku n hopTennaHo — 310 cBOero pofa noptpet bpamca, cxsa-
TbIBaKOLWLMIA €ro NMMYHOCTb BO BCEM €€ 0ObEMe. B aTOoM noptpeTe Mbl BUAUM 1
IOHOLLIECKOE BOXHOBEHWE, U MyAPOCTb MHOMO UCMbITABLLErNO B XW3HWN YernoBeka,
cnocobHoro nbuTe Npupogy v Nogen, roToBOro BbiMyckaTb Ha CBOOOAY CBOO
daHTasno 1 yMmeroLero orpaHnymMBaTh €€ CTPONHbIMU pamkamu opmbl. Bpamc
npeacTaéT nepes Hamu roToBbIM PacTBOPUTLCS B YNOEHUW YYBCTBOM U B TO Xe
BpEMSs 30PKO BCMaTpuBaloOLLMMCH B BEHYHOCTb.

EkamepuHa Llapesa

BugHenwwnin npegctaBuTeNb COBPEMEHHOW OTEYECTBEHHOMW CKPUMUYHOW LUKO-
nbl, BoCnuTaHHWK JleoHnaa Bopucosnya KoraHa Ceprent KpaByeHko — 3acny-
XeHHbI apTucT Poccun, npodpeccop 1 3asegytowwmn kadenpon ckpunku Mo-
CKOBCKOW rocygapCcTBeHHoW koHcepBaTopun nmenu . W. Yarikosckoro, naypear
MeXAyHapOoAHbIX KOHKYPCOB UMeHu MaraHunHu B MeHye (1969), numenn M. JloHr
n XK. Tnbo B Mapwuxe (1971), MexayHapoOHOrO KOHKypca CTPYHHbIX KBapTETOB
B Jlbexxe (1972). C 1969 roga oH BeOET aKTMBHYIO KOHLIEPTHYIO AeATENbHOCTb B
Poccun, Monblwe, Mepmanunm, Opaxuum, Mpeuun, Cepbun, YepHoropuu, Xopsa-



Tun, CnoeeHun, Utanuum, Vcnanum, Benukobputanum, Moptyranuu, Typuuw,
OuHnangumn, CLWA, HOxHon n CesepHoit Kopee, Anonun, Kutae, Bpasunuu,
MakepoHun, Bonrapun, Uspaune, Lsenuapun, Jiokcembypre, ABcTpanuu, Ha
TanBaHe.

3acnyxeHHas aptuctka Poccun, npodeccop MoCKOBCKOM rocyaapCTBEHHON
KoHcepBaTopun umenn . N. Yankosckoro Hatanua BuHorpaposa (doprenu-
aHo) MHoro net BbicTynaeT B aHcambne ¢ C. U. KpaeyeHko. Mactponupyet B
ctpaHax EBponbl, A3uv n AMepurkn, NOCTOSIHHO Y4acTBYET B KOHLiEpTax, NoCBs-
LLIEHHBIX My3blKe COBPEMEHHbIX KOMMO3MTOpoB — T. XpeHHuKoBa, B. [aiukesu-
ya, E. MNograwua, A. KopunHckoro.

BeinyckHuua MockoBCKkow rocyaapCTBeHHON koHcepBaTopumn nmenn . N. Yan-
KOBCKOro, conuctka MocKoBCKOW bunapmoHun, naypeat BCEPOCCUMCKUX W
MexayHapoAHbIX BOKanbHbIX KOHKypcoB TaTbsiHa PybuHckas (Meuuo-conpa-
HO), UMeeT OBLLMPHYIO KOHLEPTHYO reorpaduio, eé peneptyap BecbMa pasHo-
obpaseH no xaHpam 1 anoxam. AT0 1 My3blka 6apokKo, 1 OnepHbIN penepTyap,
N KamepHas BOKanbHas Kraccuka OT 30M10TOM 3MOXM poMaHca A0 COBPEMEH-
HbIX KOMMNO3UTOPOB. lNeBunLa TOHKO YyBCTBYET CTUMUCTUKY UCMOMHAEMOW MYy3bl-
KuW, 3aTparvBasi camble rnybokune cdepbl AyLun crywarens.

HoueHT MockoBckol koHcepBaTopun CTaHucnaB [f4YeHko okoHuun Mo-
CKOBCKYI0 roCyAapCTBEHHOWN KoHcepBaToputo um. .M. Yankosckoro, nonyyvs
TpU OMNNomMa C OTNINYMEM MO CNeunanbHOCTSAM «(OpTENUAHO», «OpraHy» u
«OnepHo-cMMOHNYECKoe aupwkupoBaHue». ObnagaTenb MHOXeCTBa Ha-
rpag 3a BbICOKOE KOHLEPTMEWNCTEPCKOE WMCKYCCTBO, Kak MMaHucT-aHcambnuct
C. [Os4eHKO cOTpyaHMYaEeT C M3BECTHbIMU NEBLAMU U MHCTPYMEHTanMcTamu.
C GonblumMm ycnexom maacTpo ractponupyeT no Poccum, a Takke Wrtanuu,
®paHumm, YkpauHe, Benukobputanum, Fepmanum, Mpeunn, PunnsHoum, Monb-
wu, CesepHoin u KOxHom Kopee.
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WoranHec Bpamc (1833 — 1897)
«[MecHsi o goxae» (cn. K. Tpota), Op. 59 Ne3 . ....... ... .. .. ..... 5.01
CoHata Ne 1 ansa doptenunaHo n ckpunkv Conb maxop, Op. 78

1. Vivace manontroppo . . . .vv ettt e 11.09

2.AdagI0 . . 7.53

3. Allegromoltomoderato . ............ i 8.34
CoHata Ne 2 ansa doprtenunaHo n ckpunku J1s maxop, Op. 100

1. Allegroamabile . ....... ... . . . 8.24

2. Andante tranquillo—Vivace . . ... ... ... 6.15

3. Allegretto grazioso (quasiAndante) . .. ........... ... ... ... 5.28
Conara Ne 3 gns cooptenuaHo u ckpunku pe MuHop, Op. 108

LAIBGrO .o 8.39

2.Adagio . . 4.21

3. Un poco presto econsentimento . ............... ... 2.51

4. Presto agitato. . . . ... 6.02
«3Byyart HexHew ceupenu» (cn. K. Mpota), Op. 105 No. 1........... 2.26
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