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his release is dedicated to the works of Samuil Feinberg (1890-1962), one

of the brightest and most original Russian musicians of the first half of

the 20th century. The composer, pianist, founder and head of the pianis-

tic school, musical researcher and thinker, Feinberg made his innovative
statement in all these areas.

As early as he was about to graduate from the Moscow Conservatory in 1911
(he studied with Alexander Goldenweiser), Feinberg attracted attention by the
grandeur of the tasks he set for himself and the breadth of his interests. So, in
addition to the main diploma program, he presented both volumes of J.S. Bach’s
Well-Tempered Clavier to the examination board.

The famous Bach cycle also became the young pianist’s first debut concert
program in 1914. The scale of Feinberg’s pianistic repertoire is illustrated by the
artist's other monographic programs: complete Beethoven violin sonatas (togeth-
er with Boris Sibor, 1923), complete Scriabin sonatas (1924), complete Beetho-
ven piano sonatas (repeatedly). The pianist's repertoire included almost all sig-
nificant works by Chopin, Liszt, Schumann, Tchaikovsky, Rachmaninov, Scriabin,
Medtner, and many works by his contemporaries — Prokofiev, Myaskovsky, Alex-
androv, Goedicke, Catoire.

His fondness for improvisation, which manifested itself when he was a child,
was an impetus for the young musician’s own creativity. The general passion for
Scriabin’s music fit Feinberg in with Nikolai Zhilyayev. Under his guidance, Fein-
berg began to study the strict style.

Feinberg’s first works showcased him as an artist with an original world of
ideas and a peculiar style that had much in common with the late Scriabin. AlImost
all of the composer’s works were written for solo piano. So, he composed twelve
sonatas, three piano concertos, two fantasias, two suites, an album for children,
and a number of smaller pieces. Among the other genres are two violin sonatas,
two movements of a string quartet, more than fifty romances, arrangements of folk
songs and works by Russian and Western composers.

Sonata was the composer’s favorite genre. In his sonatas, Feinberg managed



to most fully bring to life the ideas and images that excited him, to express his
unigue individuality in sound.

The first two sonatas (Op. 1 and Op. 2) were composed one after another, in
1914 and 1915, in the same burst of creativity. They have much in common pri-
marily due to the light coloring inherent in both works.

In Sonata No. 3 and the subsequent sonatas up to No. 8, the master’s palette
is noticeably darker. The year 1916, when Sonata No. 3 was created, helps us
understand the initial impulses of the conception. Briefly, it can be defined in the
contraposition “either death, or the struggle for life.”

Sonata No. 4 (Op. 6) was composed in 1918 and published in 1923 with a
dedication to Nikolai Myaskovsky. (The latter dedicated his Sonata No. 4 to Fein-
berg, its first performer). According to Alexander Alexandrov, a close friend of
Feinberg, the disturbing, elemental images of the Fourth Sonata were inspired
by Tyutchev’'s poem “Why your mourning, winds of night.” Compared to the Third
Sonata, the problems of the relationship between the elements and man in the
Fourth Sonata appear from a new perspective, a more generalized and philosoph-
ically broader one.

The unpredictably arising alternation of counter-directed impulses of the main
movement, the torn rhythm of the motions, and the abundance of imitations in the
middle voices create an electrified atmosphere of an uncontrollable impetuous
play of the elements. In the upcast syncopated repetitions of the secondary theme,
one can hear a passionate dream of goodness, light, and beauty. At the end of the
reprise, the very first fight between the secondary theme transformed through in-
version and the furious attacks of the main one leads to a gloomy triumph of a new
theme, which is intonationally close to the theme of death “dies irae” accompanied
by the prestissimo whirlwind whistling passages of the main theme.

The ever stirring theme “Man and the Elements” appears from a different per-
spective in Sonata No. 5 (Op. 10, 1920-1921).

The very first sounds of altered harmonies that descend in garlands, as if they
soar in streams of warm air, create an atmosphere of mystery and unreality. The



chain of four triads forms an almost complete dodecaphonic series, which at times
creates a feeling of modal looseness and unsteadiness characteristic of atonal
music. Sonata No. 5 is in the mainstream of the composer’s range of concerns.
But compared with the Third and Fourth sonatas, its general tone is softer, more
lyrical. To a large extent, this is facilitated by the gentle, poetic introduction and
coda that frame the sonata allegro.

Feinberg seems to look into the other side of reality and even comes close to
the incomprehensible and terrible, but the final word rests with the pacifying idea
of eternal balance of subjective and objective, rational and irrational.

Sonata No. 6 (Op. 13, 1923, published in 1925) is the only one of Feinberg's
sonatas that has an epigraph, or even two epigraphs. The first is a fragment from
Oswald Spengler’s philosophical work The Decline of the West: “The dread sym-
bol of the flow of time, and the chimes of countless clock towers that echo day and
night over West Europe are perhaps the most wonderful expression of which a
historical world-feeling is capable.”

In the 1930s, when Spengler was declared an ideologist of fascism in the
USSR, such an epigraph could cost the composer his freedom or even life. Fein-
berg removed the Spengler epigraph and found a new one in Tyutchev's poem
“Insomnia” with a similar mood:

The clock’s invariable strokes,
Night's wearisome narration!
A language strange alike to all
And clear to everyone like conscience.
Of us, who has ungrieving harked
Midst universal silence
The muffled plaints of time,
The oracular, the parting voice?
Tyutchev’s poem is perhaps an even deeper reflection of the essence of the

concept of Sonata No. 6 since the cosmic scale of the Tyutchev subject matter
addressed to the philosophical categories of being, time, eternity is consonant not



only with the musical images of the sonata, but also with the high order of the
Feinberg poetry as a whole.

Feinberg interprets the sonata form in Sonata No. 6 with extreme freedom.
All the main themes are already exhibited in the first small structure (Non troppo
Largo), which plays the part of a prologue. Here, the pivotal “fatal” leittheme of the
chimes and the two themes opposed to it are two hypostases of a human being:
instability, internal disharmony, duality, and ability to oppose God.

Remarkable in terms of mood and color, the chime bit plays the part of the
calm before the storm. Amazing in its beauty and figurative capacity, the sonata’s
epilogue coda is one of the most striking examples of the composer’s astonishing
artistic revelations.

Feinberg’s achievements of the 1920s brought him recognition both at home
and abroad.

“In Feinberg, we have one of the most original artists of our time” (Semyon
Bogatyrev)

“Feinberg is a pianist with fabulous abilities who masters everything with great
virtuosity!” (Berliner Volks-Zeitung)

“He has a powerful talent. He might even be a genius.” (The Musical Quarterly)

Feinberg included Sonatas Nos. 7 (1924-25) and 8 (1924-36) in one opus.
Presumably, he did it because both sonatas had a number of common features.
Both consist of three movements. Both have a calm, soft-colored middle move-
ment. Both interpret the cyclical form in a similar fashion as it contains a common
subject matter and a single core of dramatic development for all the movements.
But the main and fundamentally important feature for both is the weakening of
dramatic tension and tragic intensity so characteristic of the previous four sonatas.

The main theme of Sonata No. 7, with its sharply dissonant combinations of
creeping voices and constant rhythmic fluctuations, creates a mood of vague un-
certainty. At the end of the sizable development, an entirely new “enlightenment
theme” emerges and sounds like an unexpected revelation. Reduced to a mini-
mum, the size of the reprise creates a feeling of the need to continue the search



for answers and conclusions. This function rests upon the next two movements,
Larghetto and Epilogue.

The idea of using monothematism in a multi-movement cycle found its most
complete and finished expression in Sonata No. 8. The main themes of all three of
its movements contain the main thematic kernel, which is a quartal and secundal
move symbolizing an ascent towards the light in its main upward motion.

In addition to the single thematic foundation, there are features in the structure
of the sonata that give reason to consider its dramatic development as a single,
ongoing process. This perception is facilitated by the continuity of the thematic
intonation during the transitions from movement to movement. Moreover, the be-
ginning of the finale after the second movement arises as an attacca.

The general tone of the light color of the main movement and the bell sounds
of the final part of the first movement, the entirely soft-toned second movement,
the energy of the fugato theme, and the self-affirming major of the last chords of
the finale — all this imparts an optimistic sound to the concept of the sonata and
marks a turn in the composer’s outlook.

The renewed style and brighter musical language affected all of Feinberg’s
subsequent works, and Sonata No. 12 composed in the last year of the compos-
er’s life (1962), refined and transparent in terms of style, became his swan song.

V.V. Bunin

Evgeny Starodubtsev studied at the Central Music School of the Moscow
Tchaikovsky Conservatory between 1991 and 1999 in the classes of Nina Makaro-
va and Prof. Lyudmila Roshchina. From 2001 to 2007, he was a student of the
piano department of the conservatory under Prof. Natalia Trull. From 2007, he was
a post-graduate student of the Moscow Conservatory under Prof. Trull. From 2010
to 2016, he was an assistant to Prof. Vera Gornostayeva at the piano department.

Evgeny has awards of more than fifty international competitions, thirty of them
are first prizes.



His concert performances in Spain, Germany, France, the Netherlands, Italy,
Croatia, Serbia, Romania, Canada, Thailand, etc. were a great success.

He performed Piano Concerto No. 2 at the Rodion Shchedrin anniversary gala
at the Tchaikovsky Concert Hall with the State Symphony Orchestra New Russia
conducted by Fyodor Glushchenko. One of the pianist's most significant perfor-
mances took place at the Shostakovich Music Festival in Amsterdam (Concert-
gebouw Small Hall) in 2007. In 2011, at the Small Hall of the Berlin Konzerthaus,
Starodubtsev performed the second book of etudes by Gyorgy Ligeti. His recit-
al in Bangkok in 2018, with Olivier Messiaen’s Vingt Regards sur I'Enfant-Jésus,
was a huge success. He had solo (Small Philharmonic Hall) and symphonic (State
Academic Capella Hall; Rachmaninoff, Piano Concerto No. 4) debuts in St. Pe-
tersburg. His collaboration with the Capella Orchestra continued for several years.
They performed the concerto by Aram Khachaturian and the Second Concerto by
Mily Balakirev. In March 2010, he recorded four piano sonatas of the 20th century
in France, and later, in November of the same year, another CD in Canada, also
with 20th century works. The pianist has recorded a number of forthcoming releas-
es, including “Ciurlionis. Piano Works,” “Scriabin. Complete Piano Sonatas,” and
“Messiaen. Vingt Regards sur I'Enfant-Jésus.”

In 2009, the premiere of Evgeny Starodubtsev’s Piano Trio took place in Shi-
zuoka, Japan.

Today, the musician continues to perform and also teaches special piano at
the Moscow Gnessins Music School.

SPKUX 1 CBOEOOPas3HbIX PYCCKMX MY3blKaHTOB 1-11 MonoBuHbl 20-ro Beka —

Cawmyuna EBreHbeBuya ®ernHbepra (1890-1962). Komnosntop, nMaHucT, co-
34aTenb Y rmaBa MMaHNCTUYECKON LLKOSbI, My3blKanbHbIN NCCNeaoBaTenb-MbICI-
Tenb — PeriHbepr BO Bcex aTMx obnacTsx ckaszan CBO& HOBaTOPCKOe COBO.

npennaraeMbm KOMMNaKT-ANCK MOCBSALWEH COYMHEHUSIM OOHOMO U3 CaMblX



Yxe npu okoHvaHum MockoBckol koHcepBaTopumn B 1911 rogy ( mo knaccy
A.B. TonbaeHBensepa ) PertHbepr obpaTvn Ha cebs BHUMaHWe rpaHOMO3HOCTBIO
CTaBSILLMXCS MM 3afay M LUMPOTON UHTEPECOB: CBEPX OCHOBHOW AUMMOMHOM Mpo-
rpammbl OH NPeAcTaBWIT 3K3aMeHaLUMOHHOW komuccumn oba Toma XopoLlo Temne-
pupoBaHHoro knaeupa W.C. baxa.

3HaMeHUTbIN GaxOBCKUIA LMK cTan v nepBovi AeGHTHOW KOHLEePTHOM Npo-
rpammon mornogoro nnaHucTa B 1914 rogy. MacwTtab ocBoeHus denHbeprom nu-
aHWCTMYECKOro penepTyapa WNCTPUPYIOT Apyrine MoHorpaduyeckne nporpam-
Mbl apTuCTa: BCce CKpuMnu4YHble coHaTbl BeTtxoBeHa (coBmecTHo ¢ B5.O. Cnbopom,
1923 r.), Bce coHaTbl CkpsibuHa (1924 r.), Bce dopTennaHHble coHaTbl beTxoBeHa
(HeogHoOKpaTHO). B penepTyape nuaHucTa ObiNy NpakTUYeCKn BCe 3HaYUTENbHbIE
npoussenexus LWonewa, Nucta, LWymana, Yavikosckoro, PaxmaHunHoBa, CkpsibuHa,
MeTtHepa, MHOrve npousBefeHus ero coBpeMeHHuKoB — [NpokodbeBa, Msckos-
ckoro, AnekcaHaposa, leguke, KaTtyapa.

JTro6oBb K MMNpoOBU3aLIMK, NPOSBUBLLASACS €LUE B AETCTBE, MOCNyXuna Moro-
AOMY My3blKaHTy TONMYKOM M Ans cobcTBeHHoro TBopyecTBa. ObLuee yBreyeHve
My3blko CkpsibuHa conusuno ®enHbepra ¢ H.C. XunsgesbiM. MNog ero pykosoa-
ctBoM PeliHbepr B3siNcs 3a U3y4eHue CTPOororo CTUS.

Yxe B nepBbIX COBCTBEHHbIX COMMHEHUSX PeliHbepr NpeacTaéT Kak XyAoKHUK
C OpurMHanbHbIM MUPOM MAeW U CBOEOOPa3HbIM CTUMEM, UMEIOLLUM COMPUKOCHO-
BeHue ¢ no3aHuM CKpsibuHbIM. o4t BCE TBOPYECTBO KOMMO3WUTOPA MOCBSALLEHO
conbHoMmy hopTenuaHo. VIM HanucaHbl 12 coHat, 3 KoHuepTa Ans doprenuaHo ¢
OpKecTpoM, 2 chaHTasmu, 2 ctouTbl, [eTckuin anbbom, psag nponsBeneHuin manomn
dopmbl. Cpeau Apyrmx )aHpoB — 2 CKPUNUYHbIE COHATbI, 2 YaCcTN CTPYHHOTO KBap-
TeTa, 6onee 50 pomaHcoB, 06paboTKM HAPOAHBIX NECEH Y NPOU3BEAEHUIA PYCCKUX
1 3anafHblX KOMMO3UTOPOB.

CoHaTta Obina Havbornee nOUMBIM aHPOM Komnosutopa. B coHaTax
PeliHbepry ypanocb Havbonee MomHO BOMMOTUTb B KM3Hb BOIHOBABLUME €rO
naeun n obpasbl, Bblpa3nTb B 3ByKax CBOK HEMOBTOPUMYIO UHAVBUAYANbHOCTb.

MepBble aBe coHatbl (Op. 1 1 Op. 2 ) counHsanuck B oaHo Bpems (1914-1915),



Ha olHOM TBOPYECKOM MOpbIBE, U UMEeKT Mexay coboi MHoro obLero narogaps
B MepBY0 04epeab CBETIIOMY KONIOPUTY NpUcyLLeMy 000MM COYMHEHNAM.

B TpeTbei coHate u nocnegymowmx BnNnoTbe 4o BocbMon nanuTtpa mactepa
3ameTHO TemHeeT. Cam rog co3ganusa TpeTben coHatbl — 1916-i — nomoraeTt no-
HSITb UCXOAHbIE MMMYMbCbI 3aMblClia CoOMMHEHUs. KOpoTko ero MoxHo onpeaenuTtb
B NMPOTUBOMOCTABMNEHUN: KUIN CMEPTb, U 6opbba 3a XU3Hb».

YeTtBépTas coHata (Op. 6) 6bina counHeHa B 1918 rogy u onybnukoBaHa B
1923 rogy ¢ nocesweHnem H.A. MsackoBckomy. (MsickoBCKMI NOCBSTUN cBOtO YeT-
BEpTyto coHaTy C.E. denHbepry — eé nepsomy ncnonHuTento). Mo cBuaetenscTay
6nmskoro apyra ®enHbepra — A.H. AnekcaHapoBa — TPEBOXHbIE, CTUXUIAHbIE 06-
pasbl YeTBEPTON COHaTbl ObINM HaBesiHbl CTUXOTBOPeHMEM TiotyeBa «O YEM Thbl
Beellb, BETP HOYHOMY». Mo cpaBHeHMIO ¢ TpeTbel coHaTon NpobremMbl COOTHOLLE-
HUSA CTUXMU U YenoBeka B YeTBEPTOM coHaTe NMpeAcTatoT Mo HOBbIM YIIOM 3pe-
Hus1 — 6ornee 0606LLEHHBIM 1 hunocodcku Gonee LWNPOKUM.

Henpepackadyemo Bo3HMKaloLlee YepefoBaHWe MNpOTUBOHAMNPaBIEHHbIX WM-
nynbCOB MMaBHOW NapTUK, «PBaHbIA» PUTM OBWKEHUS, a Takke obunue nmmTaumn
B CpPEAHMX rorocax co3farT HalnekTpM3oBaHHy atMocdepy HeynpaBnsieMow
MOPbLIBUCTOW Urpbl CTUXUIA. B CTpeMALWNXCA BBbICb CMHKOMUPOBAHHBLIX MOBTOPaXx
noGoYHOM TEMbI CrbILLIMTCA CTpacTHasi MeyTa o Jobpe, cBete, KpacoTe. B koH-
Le penpu3sbl nepeast e cxBaTka Npeobpax&HHoN obpalyeHrem noboYHON TeEMbI
C SIPOCTHbIMU HAaCKOKaMU rraBHOWN 3aKaH4YMBaETCs MpadHbIM TOPXKECTBOM HOBOW
TEeMbI, MUHTOHALMOHHO Bnnskon Teme cmeptu «dies irae», CONpPOBOXAAEMON BUX-
peBbIMU CBUCTALLMMM Naccaxamm prestissimo rnaBHOM TEMbI.

B MsaTtoi coHate (Op. 10, 1920-21 r.) NOCTOSIHHO BOMHytoLLasa Tema «4YenoBek
N CTUXMSA» NPEACcTaeT B HOBOM pakypce.

Ye nepBble 3BYKU CMYyCKaKLMXCA FMPrsHAaMU anbTepupoBaHHbIX rapMOHU,
CMOBHO peloLMx B CTPysIX TENSOro Bosdyxa, CO3AalT aTMocdepy 3arafoyHoCTH,
HepeanbHocTW. Llenoyka YeTbipéx Tpe3Byuuii o6pasyeT MouTv MOSHYH AoAeKa-
(hOHHYIO Cepuio, MOMEHTaMMN CO3AaloLLyi0 OLUYLLEeHNe NafoBon He3akpennéHHo-
CTW, 3bIOKOCTU, CBOMCTBEHHOW aTOHarnbHOM My3blke. [1aTas coHata HaxoguTcsi B
rmaBHOM pycrie npobrnemaTku BomHytoLLen koMmnoauTtopa. Ho B cpaBHeHum ¢ Tpe-
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Tbel n YeTBEpTON coHaTaMu €€ 0o6LMIA TOH Msirye, nupuyHee. B 3HaunTensHom
CTeneHn aToMy CnocobCTBYIOT HEXHble, MO3TUYHbIE BCTYMMeHue 1 koga, obpam-
nsiowme cobcTBeHHO coHaTHoe allegro.

PeliHbepr kak Obl 3arnsgbiBaeT «No Ty CTOPOHY» peanbHOCTU U Aaxe 6rnv3ko
noAcTynaeTt K HEMOCTUXMMOMY U CTPALUHOMY, HO MOCIeAHee CroBO OCTaeTcs 3a
YMUPOTBOPSIIOLLEN naeeit BEYHOTO paBHOBECUSI CYOBEKTUBHOIO M 06BEKTMBHOIO,
paLMoHanbHOro U MppauMoHanbHOro Hayarn.

LLlectas coHata (Op. 13, 1923 r., onybnukoBaHa B 1925 r.), eaMHCTBEHHas 13
coHat PeinHbepra nmeet anurpad. daxe asa anurpada. MepBbii — doparMeHT 13
dunocogckoro coumHenus O. LWneHrnepa «3akat EBponbl». «YacHbl CUMBOSbI
ObICTPOTEKYLLIErO BPpEMEHU, AeHb M HOYb 3By4allero yaapamu KypaHToB Gecuyuc-
neHHbIX baweH 3anagHon EBponbl. BoT, MOXeT ObiTb, CTpaLLHeNLLee BblpaXeHne
TOro, Ha 4YTo CNocobHO UcToprYecKkoe YyBCTBO BbiTua Mupay.

B 30-e rogbl, korga O. LWneHrnep 6bin o6bsiBneH B CCCP upeonorom da-
LuM3Ma, TakoW anurpadd Mor CTOMTb aBTOPY COHaTbl CBOGOABI UMK AaXe XKWU3HW.
PeliHbepr CHUMaET LUNEeHrNepPoBCKUA anurpad 1 HaxoamuT oYeHb OnM3kuii emy no
HaCTPOEHUIO HOBbIN-N3 CTUXOTBOPEHUS TioTyeBa «beccoHHuLax:

YacoB ogHoobpa3sHbIv 6o —
TomuTtenbHas HOYM NoBecTb!

A3bIK ANs BCEX paBHO Yy»XOMN

W BHATHBIV KaXKQOMy — Kak COBECTb!
KTo 6e3 Tockm BHMMan 13 Hac
Cpenn BCEMMPHOro MOmnyaHbs
[myxve BpeMeHn CTeHaHbS,
[Mpopoyeckn-npoLLansHbii rnac?

CtuxoTBOpeHune ToT4eBa He MeHee, a MOXeT bbiTb, Gonee rmyboko oTpaxaeT
CYLLHOCTb KoHUenuumn Lllecton coHaTbl, Tak Kak KOCMUYeckuin macwtab TioT4eB-
CKoW npobnemaTvikv, o6paLLEHHOM K prnocodckm kaTeropmsm bbiTus, BpeMeHu,
BEYHOCTM, CO3BYYEH HE TONbKO My3blKalibHbIM 0bpasam COHaTbl, HO 1 BbICOKOMY
cTpoto henHBEeProBCKOWM NUpbI B LLEMOM.
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CoHatHyto dopmy B LLlecton coHaTe ®enHbepr TpakTyeT npeaensHo cBoboa-
Ho. Bce OCHOBHbIE TeMbI 3KCTMIOHUPYIOTCS YXKe B MEPBOM HEGOSBLLOM MOCTPOEHUN
(Non troppo Largo), urpatoLiem porb npornora. 34echk 1 CTepXHEBasi «POKOBasi»
newTTEMA KypaHTOB, M NPOTMBOMNOCTaBNEHHbIE el iBe TEMbl — CYTb [ABE Unoctacu
4YenoBeYECKOro CyLLECTBa: €ro HeyCTOMYMBOCTU, BHYTPEHHEN AUCrapMOHUM, pas-
[BOEHHOCTMN 1 cnocobHoCTU k 6orobopyeckoMy NPOTUBOCTOSIHMIO.

B3ameyaTtenbHbIi M0 HACTPOEHUIO U KOMOPUTY 3MNn3of, 605 YacoB UrpaeT porb
3aTuwbs nepen dypen. N3ymutenbHas no kpacote u obpasHon EMKOCTM Kopa-3-
MUIOT COHaTbl — OAUH U3 CaMbIX SPKUX MPUMEPOB NMOPasnTENbHbIX TBOPYECKMX OT-
KPOBEHWIA KOMMO3MTOPA.

Teopueckne poctmkeHuss 20-x rogoB npuHocAT denHbepry npusHaHne u Ha
poaviHe, n 3a pybexom.

«B ®eliHbepee MbI uMeeM 00HO20 U3 OpuauHarbHelwux XyO0XHUKO8 Hawel
cospemerHHocmux ( C. boeambipes ).

«®DeliHbepa — CO CKa304YHbIMU 803MOXHOCMSIMU UaHUCM, KOmMopbIl ¢ 02POM-
Hol supmyo3Hocmbto osnadesaem scem !»( Berliner Volkszeitung).

«Y Heeo MowHbIl manaHm. Bo3smoxHo, oH Oaxe eeHuaneH». (K. OHOxer.
Musical Quarterly).

Cepgbmas (1924-25 r. ) n Bocbmasi (1924-36 1. ) coHaTbl BKMoYeHbl PeiH-
©eprom B oguH — 21-i4 onyc. Takoe oObeanHeHVe BbI3BaAHO, NO-BMOUMOMY, TEM,
4yTo 06e coHaTbl UMelT psag obwmx npuaHakoB. O6e oHWM TpéxyacTHbl. B obenx
CpefHsis YacTb BblepxaHa B COKOMHbIX, MSATKUX TOHaxX. B 06enx coHatax cxoaHo
TPaKTyeTCsl LMKIMUYHOCTL (DOPMbI, coaepallen eauHbIA Ans Bcex YacTei Tema-
TU3M U eQUHbIA CTepXeHb ApaMaTypruyeckoro pas3Butusi. Ho rmaBHbIM, NPUHLN-
nuanbHO BaXHbIM MPU3HaKOM siBMsieTcst ocnabneHne B obeux coHaTax Apama-
TUYECKOW HanpshKEHHOCTW, TpareAMMHOro Hakana, CBOMCTBEHHOIO MpenblayLyM
YeTbIpEM coHaTam.

[maBHasi Tema CedbMOW COHATbl CBOMMW PE3KO AUCCOHMPYIOLLMMUK coveTa-
HUSIMM MOM3Y4NX FONIOCOB U MOCTOSIHHBIMU PUTMUYECKMMU KONeGaHnamy co3naéT
HacTpoeHne CMyTHOW HeonpeaenéHHOCTU. B KoHUe 3HauuTenbHOWM No pasmepam
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pa3paboTkv BO3HMKAET COBEPLUEHHO HOBAasi «TeMa-Mpo3peHue», KoTopast 3By4UT
Kak HeoxunaaHHoe oTkpoBeHue. CokpalléHHble 40 MUHUMYMa pasmepbl penpuabl
€O37atoT oLyLLieHe HeOBXOANMOCTY NPOACIHKEHUS MOVNCKOB OTBETOB W BbIBOAOB.
OTa PyHKLMA NOXUTCA Ha ABe cneaytowye Yactu — Larghetto n Snuoe.

Mpea npumeHeHns MoHoTEMaTM3Ma B MHOTOMacTHOM LuKNne cBoé Hambonee
NOMHoe 1 3aKOHYeHHOe BblpaxeHne Halwna B BocbMol coHaTe. MMaBHble TeMbl
BCeX TPEX e€ YacTel copgepxat B cebe 0OCHOBHOe TemaTuieckoe 3epHO — KBapTo-
BO-CEKYH/O0BbIN XOf, B CBOEM OCHOBHOM BOCXOASLLEM [BVMXEHUW CUMBOMM3NPYIO-
LM CTPEMNEeHNe BBbICb, K CBETY.

Kpome eguHoro Ttemartmyeckoro yHAameHTa, B CamMOM CTPOEHUM COHaTbl
eCcTb 0COOEHHOCTU, Jalolime OCHOBaHWEe paccMmaTpvBaTh €€ Apamarypruyeckoe
pa3BMTMeE Kak eauHbIN, HenpekpaLllalLmincs npoLecc. TakoMy BOCMPUATUIO CMO-
cobCTBYET NPeeMCTBEHHOCTb TEMaTUYECKOW MHTOHALMK MPU Nepexofax oT YacTu
k yacTtu. Kpome Toro, Hauano gmHana nocne BTOPOW YacTy BO3HUKAET Kak attacca.

OBLWMI TOHYC CBETMOMO KOMOPWUTA FMaBHON NapTUM U KOMOKOSbHbBIX 3BYyYaHWI
3aKMOYNTENBHOM NapTUK NEpPBON YacTu, LENKOM BbiAepXKaHHasa B MArKMX TOHaxX
BTOpas 4acTb, 9Heprua TeMbl yrato ¥ camoyTBEepPXKAAlLMIACH Maxop nocnes-
HWX aKKopAoB huHana — Bce 3T0 COOBLLAET KOHLENLMN COHATbl ONTUMUCTUYECKOE
3ByYaHve 1 3HaMeHyeT NoBOPOT B MUPOBO33peHUN e€ aBTopa.

OGHoBMEHNe CTUNA, NPOCBETNEHNE MY3blKallbHOTO A3blKa CKa3anoch Ha BCex
nocnegylLmx codmHeHusx ®enHbepra, a [IBeHaguatas coHaTa, COMMHEHHAas B
NoCneaHVIA rof, X13Hn komnosmTopa (1962) — yTOHYEHHasa 1 npo3payHasi no cTu-
nto, ctana ero «nebeanHon necHen».

B.B. ByHuH

EBrenun Crtapopy6ueB obydyancs B LleHTpanbHon MysbikansHou Llkone npwu
MockoBckol koHcepBaTopuu um. .M. Yarkosckoro (1991-1999 rr) B knaccax H.H.
MakapoBor 1 npod. J1.B. PowwmHorn. C 2001 no 2007 rr. — cTyaeHT hopTenuaHHoro
hakynbTeTa KOHCcepBaTopuu, knacc npodgeccopa H.B. Tpynne. C 2007 r. — acnu-
paHT MockoBckoW koHcepBaTopuu (pykoBoauTenb — npodeccop H.B. Tpynnb).
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C 2010 . no 2016 r. — accucTeHT npodeccopa Ha kadeape dopTennaHo
B.B. lNpHocTaesomn

Jlaypeat 6onee 50 mexayHapoaHbIX KOHKYPCOB, 13 H1X 30 — nepBble MpeMuN.

C 6onbLlIMM yCnexoM MpOXOAMNN KOHLEPTHble BbicTynneHns EsreHus Cra-
ponybuesa B Vcnanuu, Nepmanum, PpaHummn, Hugepnavpax, Mtanum, Xopeatuu,
Cepbuun, PymbiHun, Kanage, TanaHge v np.

Beictynan Ha tobuneriHom Beyepe P. K. LllegpvHa B KOHUepTHOM 3ane
um. . N. Yarkosckoro ¢ MocyaapcTBEHHbIM CUM(OHUYECKUM opkecTpom «Hosast
Poccusy» (aupwxép ®.U. MMyuieHko), rae nenonHun Bropon dopTennaHHbIn KOH-
uepT. OOHO U3 3HaYMTENbHbIX BLICTYMNNEHUI NaHucTa 6bino ydyactue B My3abikanb-
Hom cbectuBane namsitm [O.[. LocTtakoBuya B Amctepgame (“Concertgebouw”,
manbii 3an) B 2007 . B 2011 B BepnuHe B manom 3ane Konzerthaus B ncnonHe-
Humn E. Ctapopy6uesa npossydyana 2-a TeTpagb atiogos [. Jluretn. B 2018 rogy c
OrPOMHbIM YCNEXOM MPOLLEN KOoHLepT B baHrkoke, rae npo3syyanu «20 B3rnsgos
Ha mnageHua Wucyca» OnmBbe MeccnaHa. CocTosinuch conbHbi (Manbii 3an
mnapmoHun) n cumdoHnyeckuii (3an MocypapcteeHHon Akagemuyeckon Kanen-
nbl; PaxmaHyHoB, YeTBEPTLIN hopTenuaHHblin KoHUepT) AebtoTbl B I. CaHkT-le-
Tepbypre. CoTpyaHu4ecTBO C opkecTpoM Kanennbl npogomkanocb B TeyeHue
HecKomnbkux reT. Bbinn ncnomnHeHsl koHuepT A. XauatypsiHa u BTtopon koHuept
M. Banakupesa. B mapte 2010 roga Bo ®paHuum Bbina ocyliecTerneHa 3anvcb
4-x hopTenmnaHHbix coHaT XX Beka, a no3gHee, B Hosibpe Toro e roga B KaHage
3anuncaH eLwé oavH KOMMNaKT-AUCK, Takke ¢ nponssedeHusMu XX Beka. Takxke 3a-
nMcaHbl 1 rOTOBATCS K BbIMycKy criefytowmne amckn: «Yopnenuc. CounHeHns ans
opTennaHoy», «CkpabuH. Bce dopTenmaHHble coHaTbl», «MeccuaH. 20 B3rnsigos
Ha mnageHua Mucycar.

B 2009 r. B . LLn3yoka (AnoHust) coctosnack npembepa PopTenmMaHHoOro Tpmo
E. Crapony6buesa.

Ha faHHbIi MOMEHT My3blkaHT COBMeLL@eT KOHLEPTHYIO AeSTeNbHOCTb C npe-
nogasaHvem cneumnanbHoro optennaHo B MCCMLL nm. MHecuHbIX.
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Camyun ®eiH6epr (1890 — 1962)

CoHataNe4,0p.6(1918) . ...
Conata Ne 5, Op. 10 (1920-21). .. ..o v e
CoHataNe 6,0p. 13 (1923) . ... .ot

Conara Ne 7, Op. 21 (1924-25)

L. Allegromoderato. .. ...t
2. Larghetto. .. ...
3. Epilogue. Tempo | . ...

CoHata Ne 8, Op. 21a (1924-36)

L.Unpocoanimato. . .....covv v
2.Andantecantabile .......... ... .. .. . o
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EBrenun Ctapony6bues, hoptennaHo

3anuncaHo B bonbLiom 3ane MockoBCKOW rocyaapCTBEHHOM
KoHcepsaTtopuu um. INM.U. Yankosckoro
7 — 9 nmona 2021 roga

3Bykopexuccép: PycnaHa OpeluHnkoBa
MrxeHep: AHTOH BylumnHcknin

LOwnzanH: Anekcen MHuUcrok

MicnonHuTenbHbln npogtocep: EBreHni MNnatoHoB

© & ® 2022 MockoBckasi rocyaapcTBeHHasi KOHcepBaTopus
um. MN.N. Yarkosckoro
Bce npaBa 3awmiieHbl
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Evgeny Starodubtsev



