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pages of his body of work. The lyrical nature of the composer’s gift

seemed to prescribe him to write pieces for the duet of cello and piano.
Both instruments revealed their full potential in the age of romanticism, when
human feelings found their fullest expression in arts. It's impossible to wish for a
more harmonious combination for the emergence of beautiful music!

The Rachmaninov chamber ensembles constitute one of the brightest

Literally from the first opuses, Rachmaninov wrote for the duet of cello and pia-
no (the Romance composed in 1890, and Prélude and Danse orientale, Op. 2).
In addition to artistic interest, the composer’s friendship with Anatoly Brandukov
could be one of the reasons why he wrote them. The latter was one of the best
cellists of his time and held the position of professor at the Moscow Conserva-
tory. His first concerts abroad took place in Paris and were facilitated by Ivan
Turgenev and Pauline Viardot. Brandukov’s performing style was distinguished
by cantilena, deep timbre, and excellent sense of ensemble.

The youthful Romance in F minor was written in the summer of 1890 at lvanov-
ka. It's not just an early charming and heartfelt miniature, but also evidence of
the first love. The piece is dedicated to Vera Skalon who left memories of that
summer and her feelings in her diary. The miniature is dominated by the cello
melody written in the best traditions of Russian romance — expressive, simple
and detailed at the same time, melodious and rich in speech intonations. The
piano here is an accompanying instrument, at times sensitively reproducing the
intonations of the cello.

The Prélude and Danse orientale, Op. 2, are parts of a small cycle consisting of
two mutually complementary pieces. They are of great interest as an example
of Orientalism in the composer’s early opuses. The flexible cantilena of the cello
in the Prélude is set off by the graceful rhythms of the Danse orientale — this
combination involuntarily resembles the themes from Nikolai Rimsky-Korsakov’'s



Scheherazade. The style of the 19-year-old Rachmaninov is distinguished by
a variety of ensemble writing techniques and melodic ingenuity. | would like to
note the diverse timbres and types of textures in the Danse orientale — the frag-
ile and captivating image of the East is drawn in a subtle manner. The “glassy”
first chords are followed by a winding melody that reproduces the tart harmony
and rhythmic patterns of oriental tunes. Characteristic grace notes are also in
place.

The Sonata for cello and piano, Op. 19, is one of Rachmaninov’s most heartfelt
works. He wrote it in the heyday of his artistic career. It was created alongside
with Piano Concerto No. 2, Suite No. 2 for two pianos, and the cantata Spring.
All of them were performed during the 1901/1902 concert season of the Moscow
Philharmonic Society thanks to the efforts of its director and pianist Alexander
Siloti, who was also a relative and friend of Rachmaninov. The premiere of the
Sonata took place on December 2, 1901 and was performed by the composer
and Anatoly Brandukov, to whom Rachmaninov dedicated the opus.

The large-scale four-movement composition correlates with the other Rach-
maninov works of that period. The complicated dramatic concept and the depth
of contrasts represent a wide range of images, their complex interaction. We
can trace links between the Sonata and Concerto No. 2. In addition, they have
similar intonations and concert interpretation of the piano part. Moreover, the
title in the first edition specified it as the Sonata for piano and cello, which em-
phasizes the role of the piano part. It contains all the characteristic features of
the Rachmaninov piano style: the power and scale of the texture, its polyphony,
the wealth of overtones, and the presence of all registers of the instrument.

The first movement is a sufficiently unusual sonata allegro, very free in terms

of composition, and much developed in the coda. The introduction to the first
movement of the cycle can be an epigraph to the entire Sonata. The question-



ing intonation of the cello hangs in the air over and over again, and the listener
is instantly plunged into anticipation, and it's the anticipation of music... From
this intonation, Rachmaninov grows the main part like a flower. The main theme
combines two contrasting elements: dramatic, imperative piano chords give way
to the agitated cello melody. Continuing the Tchaikovsky tradition, Rachmaninov
realizes the image of a romantic ideal, beautiful and sacred, in the side part. The
songful, serene melody and measured swaying of the accompaniment are rem-
iniscent of the images of Rachmaninov’s Orient filled with bliss and tranquility.

The main dramatic turning point is marked by a peculiar piano solo in the de-
velopment. The chords of the main theme suddenly acquire a slightly fantastic
shade: the beginning of the whole bit is indicated by the so-called reduced mo-
dus, which the Russian composers — Glinka and Rimsky-Korsakov — used to
depict fantastic characters. The powerful piano chords sound like booming beats
of a big bell.

Nevertheless, the development does not exhaust the internal conflict, and a dy-
namic bit, with a new theme, appears in the coda as its echo.

The second movement, Scherzo in C minor, is notable for its figurative con-
trasts as well. At the same time, the nature of the images is different: the subtle
psychological insight of the first movement is replaced by figurativeness, even
pictorialism. The main theme is like a gloomy gust of wind, and the piano repe-
titions are even somewhat mechanistic, of toccata nature. It is opposed with the
smooth melody of wide breathing in E flat major. Together with the widely flowing
figuration of the piano, it is an image of wide open spaces, freedom and beauty
of the musical landscape.

The third movement (E flat major) is the composer’s most direct and intimate
statement — the lyrical culmination of the entire cycle. The endless melody filled
with emotional warmth is perceived as a speech in first person. The breathing



texture, as if flowing from one chord to another, the dominance of the melody,
and the heartfelt dialogue of the cello and piano convey all philosophical insights
and, at the same time, the simplicity of Rachmaninov’s lyricism. Here, the cello
cantilena finds its fullest realization.

The finale of the cycle combines figurative motifs of all previous movements and
is filled with a variety of intonations and timbre colors. The double coda sounds
interesting and unusual in a sufficiently classical, balanced sonata form! The first
of them is the Meno mosso section. The deep bass organ point, the sonorous
and colorful arpeggios, and the cello melody hovering above them are a peace-
ful answer to the disturbing questions of the introduction. The other coda — Coda
vivace — sounds contrasting. Spectacular and perfect for concert performance, it
puts a life-affirming full stop to the cycle!

The Vocalise, Op. 34, No. 14, is one of Rachmaninov’s best known pieces. It
was written in 1912 for voice and piano. The piece was dedicated to the out-
standing Russian singer Antonina Nezhdanova (lyric coloratura soprano) who
also took an active part in the writing process. Rachmaninov would revisit the
work more than once. So, he made a new edition in 1915 and arrangements
for voice and orchestra in 1916 and 1919. One of the most interesting arrange-
ments is the one for cello and piano. In fact, the Vocalise is a kind of elegy, an
aria without words. The melody of the Vocalise combines features of a baroque
lamento aria with the intonations of Russian romances. The warm timbre of the
cello gives it a confessional tone. The piano part has no less strong melodic
element: the second parts accompanying the measured pulse of the chords are
separate intonations of the main melodic line, and the texture of the piece is
very polyphonic in general. Here, the counterpoint of voices is not just an exam-
ple of the composer’s ingenuity, but also a counterpoint of meanings.



After writing Piano Concerto No. 3 in 1913, Sonata No. 2, Op. 36, marked
Rachmaninov’s return to large-scale cycles. The Sonata is dedicated to Matvei
Presman, one of Rachmaninov’s fellow students during his studies with Nikolai
Zverev. In 1931, the composer revisited the Sonata to make its second edition
with several significant cuttings and revise the tonal plan making the harmonic
motion more logical.

The images of the Sonata are utterly dramatic, and there is a dramatic break-
down even in the second movement, which usually plays the part of a lyrical
intermezzo in a cycle. Rebellious, disturbing moods are in the foreground here.
On the whole, the Sonata gravitates toward a single-movement, free, and po-
em-like form. The first movement, Allegro agitato, freezes on an unstable sound
(step V), which indicates the absence of an absolute resolution of the dramatic
conflict. The second, Non allegro, is fundamentally open and flows freely into the
virtuosic finale. The fresco writing is distinguished by its concert nature and the
scale of the piano texture. The first movement (B flat minor) is an original sonata
allegro. Like the core in baroque works, the first bars contain an image, type of
texture, and basic intonations. It is worth noting all the elements: the bold pas-
sage, the dramatic chord exclamation, the restless pulse of the sixteenth notes,
and the chromatic motion in the melody, the so-called passus duriusculus. It has
been one of the most expressive and famous rhetorical figures in music since
the Renaissance, symbolizing suffering, longing, or sadness. It appears in the
texture of the Sonata sometimes unpredictably, hiding in its multiple layers.

The lyrical images are influenced by the general dramatic concept of the cy-
cle. The side part of the first movement and the main theme of the second are
connected. The choral nature of the side part anticipates the appearance of
the beginning of the second movement, and the chromatic motif in the melody
resembles the Prelude h-moll, Op. 32. The theme of the second movement is
quite interesting: like all great composers, Rachmaninov assimilates the musical



intonations of the era in his language. The harmonic watercolors of the main
theme are involuntarily associated with the Scriabin works and Ravel’'s Pavane
for a Dead Princess.

The finale is written in triple time, which is usually typical for scherzos in sonata
cycles, and this adds dynamism to the motion. Like a large thematic arch, the fi-
nale is consistent in character with the first movement, giving stability to the form
of the whole and completeness to the idea.

Piano Sonata No. 2 became a new phase in the development of the genre,
both in Rachmaninov’s work and in general. However, the figurative and stylistic
echoes from Sonata No. 1 do not make it an “improved” version of its predeces-
sor, but realize a new original concept.

Anna Farbak

Eleonora Karpukhova graduated with honors from the Moscow Tchaikovsky
Conservatory where she studied with Prof. Valery Kastelsky. Until 2003, she
was an assistant trainee in the class of Prof. Mikhail Voskresensky.

Among the awards won by the pianist are the First Prize and the Special
Award at the 29th International Musical Competition “Dr. Luis Sigall” in Vifia del
Mar, Chile, second prizes at the Vianna da Motta International Music Compe-
tition in Lisbon, Portugal, the Varallo Sessia International Competition in Italy,
the International Zlatko Grgosevic Piano Competition in Zagreb, Croatia, and
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Spain, Portugal, the USA, Chile and Brazil.



“An evening that offered exactly what a classical music fan needs: firstly, musi-
cal truth, and secondly, a lot of emotion and introspection,” wrote a Sueddeutshe
Zeitung reviewer.

Eleonora has collaborated with many famous conductors. Among them are Oleg
Soldatov, Yuri Yanko, Anatoly Levin, Rustem Abyazov, Denis Kolobov, Alvaro
Cassuto, David del Pino Klinge, Francesco Lentini, Daniel Nazareth, Augustin
Dumay, Michael Zilm, Francisco Rettig, Garrett Keast. Under their batons, she
has performed as a soloist in the programs of the Gulbenkian Orchestra, Met-
ropolitana orquesta, the Chile Symphony Orchestra, the Polish Baltic Philhar-
monic Orchestra, and others.

Eleonora Karpukhova was also the founder and organizer of the International
Rachmaninov Fest in Moscow, which was first held in 2013 on the occasion of
the 140th anniversary of the composer’s birth. The pianist’s initiative came from
a deep understanding of and love for the outstanding Russian composer’s mu-
sic: “I wanted to organize a number of chamber concerts. No large venues, with-
out too much pomp. Small cozy recitals dedicated to Rachmaninov” (from an
interview with ProArtinfo on 10/19/2013).

Currently, she combines an active performing career with teaching. She is an
assistant professor at the piano department. It is worth mentioning her regular
successful performances at the Grand, Small and Rachmaninov halls of the
Moscow Conservatory. In the seasons 2021-2023, Eleonora Karpukhova plays
a series of eight recitals with complete Rachmaninov piano and chamber works.
The project is dedicated to the composer’s anniversary in 2023.

Pavel Gomziakov was born in 1975 in the Tchaikovsky city in the Ural region of
Russia. He studied at the Moscow Tchaikovsky Conservatory with Dmitri Miller.
He continued his studies with Natalia Schakhovskaya at the Escuela Superior



de Musica Reina Sofia, Madrid. He later graduated from the “cycle de perfec-
tionnement” in the class of Philippe Muller at the Paris National Conservatory. At
the present time Pavel is teaching in the Musikene Academy in San-Sebastian
and Barenboim Academy in Seville.

In July 2007 Pavel Gomziakov performed with Portuguese pianist Maria Joao
Pires. Together they have toured throughout Europe, the Far East, and South
America. Their recording of late works by Chopin for Deutsche Grammophon,
released in 2009, received a Grammy Award nomination.

In April 2010 Pavel Gomziakov made his highly acclaimed US debut with the
Chicago Symphony Orchestra conducted by Trevor Pinnock. “This was a hugely
impressive debut by a young musician who is clearly on his way to having a ma-
jor career.” ( Lawrence A. Johnson, Chicago Classical review).

Pavel Gomziakov performs throughout Europe, South America, and Japan. He
played with the Finnish Chamber Orchestra (with Jukka- Pekka Saraste), the
Orchestre National du Capitole de Toulouse (with Tugan Sokhiev), the Russian
National Orchestra, the Seattle Symphony Orchestra and many others.

Pavel Gomziakov is also a sought-after chamber music partner. In addition to
working with Maria Joao Pires, he regularly collaborates with artists such as
Augustin Dumay, Louis Lortie, Nikolay Lugansky, Andrey Korobeinikov.
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amMepHble aHcambnu C.B. PaxmaHuHoBa coctaensioT OAHY M3 APKUX CTpa-

HUL, ero TBop4yecTaa. Jlnpunyeckas npvpoaa apoBaHWs KOMMO3UTOPa CroB-

HO npegnucana emy ObITb aBTOpPOM Npou3BeAeHn Ans AyaTa BUOJIOHYe-
mmun q)OpTeI'II/IaHO. Oba WHCTPYMEHTAa pPacKpblSin BCKO MNOJTHOTY CBOUX BO3MOX-
HOCTEn B 9Mnoxy, Koraa YenoBseYyeckne 4yBCTBa HalUM B UCKYCCTBE Hanbonee
MNOJTHOE Bblpa)eHne — anoxy poMaHTu3mMa. Bornee rapMOHUYHOrO coYeTaHua ana
BO3HVMKHOBEHWS MpeKpacHon MY3bIK/ HEMb3A U noxenatb!

BykBanbHO € nepBbIx OMycoB PaxmMaHWHOB MULIET ANA AyaTa BUOMOHYENU K
doptenunaHo (PomaHc 1890 r., MNpentoamsa n Boctounbivi TaHey Op. 2). OgHon 13
MPUYUH, MOMUMO XyAOXECTBEHHOTO MHTEpEeca, BO3MOXHO, cTana Apyxba komno-
3utopa c A. A. BpaHaykoBbiM. OH 6bInT 0OQHUM K3 NyYLUNX BUONIOHYENNCTOB CBO-
ero BpeMeHU, 3aHMman AOMKHOCTb npodeccopa MoCKOBCKOW KOHCEpBaTOpUK,
a nepBsble ero KOHLEepThl 3a rpaHuuent coctosinuce B lMapwke npu cogenctaum
M. TypreHeBa u I1. Buapgo. VicnonHutenbckaa maHepa bpaHgykoBa otnuvuya-
nack KaHTUINEHHOCTLIO, MybyHOM Tembpa 1 NpekpacHbIM YyBCTBOM aHcambnsi.

FOHowweckuin PomaHc tha muHop 6bin HanvcaH B nBaHoBckoe neto 1890 r. 3to
He MPOCTO paHHsIi MUHMaTIOpa, o4YapoBaTeribHasi U NPOHUKHOBEHHAs!, HO CBU-
0eTenbCTBO nepBoi BntobnéHHocTu. lMbeca nocesieHa Bepe [OmMutpueBHe
CkarnoH, ocTaBuMBLUEN B CBOEM OHEBHMKE BOCMIOMUHAHUS 06 3TOM NeTe 1 CBOUX
4YyBCTBax. B MuHMaTiope rmaBeHCTBYET BMOSIOHYENbHAsH MENOAUS, HanncaHHasi
B MyYlIMX Tpaguumsax pyCcCKOro poMaHca — Bblpa3uTenbHasl, OAHOBPEMEHHO
npocrasi ¥ AeTanu3npoBaHHasl, HaneBHasi U HacbIWEHHast peyvyeBbIMU UHTOHA-
uusimn. PoprenmaHo 34echb eLé urpaet porb akkOMMNaHeMEeHTa, MHOrAa YyTKO
BOCMPOM3BOASILLENO MHTOHALMN BUOMOHYENMN.

Mpentoaust n BocTouHbin TaHey Op. 2 — 3TO HEOONbLUOW LMK M3 ABYX B3au-
mogononHsowmx neec. OHM NpeacTaBnsAlT OOMbLIOK MHTEpPeC, Kak npuMep
OopveHTanM3aMa B paHHMX onycax komno3utopa. [lnactuyHasi kaHTuneHa BuO-
noH4enu B Mpentogumn oTTeHeHa M3SILLHLIMU pUTMamn BocTouHoro TaHua — Ta-
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Koe coyeTaHue HeBONbHO HanoMmuHaeT TeMbl «llexepasaabl» H. A. Pumckoro-
KopcakoBa. B nucbme 19-netHero PaxmaHuMHOBa npocriexuBaetcs GorbLuoe
pasHoobpa3ne npuémMoB aHcambrieBoro nucbMa, menoguyeckas usobperta-
TeNnbHOCTb. Xo4eTcs 06paTtuTb BHUMaHMe Ha pasHoobpasne TemOpoB M TUMOB
dakTyp B BOCTOYHOM TaHLe — Xpynkui 1 NneHnTenbHbIi 06pa3 BocToka TOHKO
NMPOPUCOBaH. 3a «CTEKMsSIHHbIMWY» MEepBbIMU akkopAamu crieqyeT U3BunMcTas
Menoamsi, BOCNPOM3BoasLLias TEPrKy NafoBOCTb U PUTMUYECKME Y30Pbl BOC-
TOYHbIX HAaNeBoOB. YeneHo BHUMaHMe XapakTepHbIM Mernvamam.

CoHarta anst BuonoHvenu u coprenmaro, Op. 19 — ogHO M3 CaMbIiX MPOHUK-
HOBEHHbIX COYMHEHMUI PaxmaHVWHOBa, HamvcaHHoe UM B MOpy TBOPYECKOro
pacugeTta. OHa bbina co3gaHa B OAHOM psily C TakMMU NPOU3BEAEHUSIMU, KaK
BTtopoii kKoHUepT Ans dopTenuaHo ¢ opkecTpom, Bropasi ctonta ans Asyx po-
anen, kaHtata «BecHa». Bce OHM ObIMM MCMOMHEHbI B KOHLEPTHOM CE30HEe
1901/1902 rr. MockoBckoro cunapMoHuyeckoro obulectsa, bnarogaps xmnomno-
TaMm ero rnaebl, MMaHNUCTa, POACTBEHHUKA 1 Apyra PaxmaHunHoBa — A./. 3unoTu.
Mpembepa CoHatbl cocTosnack 2 gekabpsa 1901 r. — urpanu asTop 1 A.A. bpah-
[YKOB, KOTOPOMY PaxmaHUHOB 1 NOCBATUI OMyC.

MacwtabHas KOMMO3MLMSA U3 YeTbIPEX YacTel nepeknvkaeTcs ¢ Apyrumu npo-
n3seneHnsamu PaxmaHuHoBa atoro nepuoga. Henpoctas gpamatyprusi, rnybu-
Ha KOHTPACTOB MPeACTaBMsAOT LMPOKUIA CNEKTp 06pas3oB, NX HEMPOCTOe B3au-
mogencTeue. 34ecb npocnexunsaercs poactso CoHaTtbl M BToporo koHueprta.
Kpome Toro, nx cbnuxaer cxoAcTBO MHTOHALMIA 1 KOHLEPTHas TpakToBka dop-
TenuaHHow napTtuu. Bonee Toro, B nepeom n3gaHum CoHata Gbina MMeHoBaHa,
kak CoHaTa Ans hopTenuaHo 1 BMOIMOHYENM, YTO akueHTUpyeT BHMMaHWe Ha
ponu napTum cdopTenmaHo. B Hel MOXXHO HaWTU BCe xapakTepHble Ans dopTe-
NaHHOro cTunsi PaxmaHnHoBa YepTbl: MOLLb U MacluTab dakTypbl, €€ nonudo-
HWYHOCTb, HoraTcTBO 06EPTOHOB M OXBAT BCEX PErMCTPOB MHCTPYMEHTA.
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MepBas yacTb — gocTaTo4HO HeobblYHOe coHaTHoe allegro, oyeHb cBoGoaHOE
no komnoauuuu, ¢ 6onbWMM pa3BuTMEM B Kofde. BcTynneHune k nepBoi yactu
LuMKna MOXHO Ha3BaTb anurpadom ko Bcerr CoHaTe. MIHTOHaums Bompoca y
BMOSIOHYENN pa3 3a pa3oM NoBucaeT B BO3dyXe, M cryllatenb MIHOBEHHO Mo-
rpy>aetcsi B OXUAaHWe — oxuaaHue my3biku... VI3 9Ton uHToHauum PaxmaHu-
HOB, KaK L|BETOK, BblpalUMBaET rmaBHyto naptuio. OCHOBHasi TeMa CoYeTaeT ABa
KOHTPACTHbIX 3fieMeHTa: nateTuyeckme, nMmnepaTnBHble akkopabl dopTennaHo
CMEHSIOTCS B3BOSTHOBAHHOW BUONOHYENbHON Menoamen. B nobouHon, npogon-
Xas Tpaguummn YarikoBckoro, PaxmaHMHOB BomsoLaeT obpa3 poMaHTUYeCKoro
naeana — NpPekpacHoOro M HenMpUKOCHOBEHHOTro. HaneBHas, 6e3mMaTexHas Meno-
ONst 1 MepPHOE NOKaYMBaHVe akkOMMaHeMeHTa HanoMuHarT 06 obpasax paxma-
HUHOBCKOro BocToka, HanornHeHHOro Herom 1 CoKONCTBUEM.

MaBHbIN ApaMaTN4eckunin nepenom oTMedeH cBoeobpasHbIM cono dopTenuaHo
B paspabotke. AKkOpAbl [MaBHON TeMbl HEOXWAAHHO MpuobpeTaloT cnerka
(haHTaCTMHECKNIA OTTEHOK: Hayano Bcero anusoga 06o3HaveHo, Tak HasbiBa-
€eMbIM, YMEHbLUEHHbIM N1aAoM, KOTOpbIN pycckue komnosmTopbl (M.A. muHka,
H.A. Pumckon-KopcakoB) ncnonb3oBanu npu nsobpaxeHun aHTacTUYeckmx
nepcoHaxen. Kak rynkue ygapbl 60MbLLIOro KOMoOKona pasaaroTcsl MOLLHbIe aK-
KopAp! dhopTenmaHo.

Tem He mMeHee pa3paboTka He McyepnbiBaeT BHYTPEHHWUI KOHMPNWKT, 1 Kak eé
OT3BYK, B KOAE NOSABNAETCS AUHAMUYHbIN 3NM304, C HOBOW TEMOW.

Bropasi 4yacTb — Ckepuo A0 MWHOP — OTNNYAETCA HEe MEHbLUMMU 06pa3HbIMM
KOHTpactamu. Bmecte ¢ Tem npupoga obpasoB 34eChb MHAsA: Ha CMEHY TOHKO-
My MCUXOMNOrM3mMy nepBoi 4YacTu, NPUXOANUT M300pasnTenbHOCTb, AaXe KapTUH-
HocTb. OcHOBHasa Tema nogobHa MpayHOMYy MOpbIBY BETPa, @ B peneTuumsax
dopTenmaHo ecTb Aaxe Hekas MeXaHWCTUYHOCTb, TOKKaTHOCTb. En npoTtusono-
CTaBfieHa nnaBHas Menoavs LUMPOKOro AbixaHns B Mu-6emonb maxope. Bme-
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CTe C LUMPOKO pasnuToi durypaumenn goptennaHo co3gaéTtcst obpas wmpoThbl
NpPOCTOPOB, MPUBOSIbS U KPacoTbl My3blKanbHOro nensaxa.

Hanbonee HenocpeACTBEHHbIM, MHTUMHBIM BbICKa3blBaHWEM aBTopa cTana Tpe-
Tbsa YacTb (Mu-6emonb Maxop) — nupuyeckas KynbMuHaums Bcero uukna. bec-
KOHEYHas Menoausi, HanomnHeHHast AylweBHbIM TEemnnoM, BOCMPUHUMAETCH Kak
peyb OT NepBoro nuua. fblwalyas, CroBHO nepeTekarLas 3 ogHoro akkopaa B
Apyrov dakTypa, rocrnofcTBo Menoaun, NPOHWKHOBEHHBIV ANanor BUOMOHYENu
1 opTennaHo nepeaaroT BCO rnocodckyto rmybrHy 1 BMecTe ¢ TeM NpocTo-
Ty, paxMaHVHOBCKOM NMUPUKW. BronoH4YenbHas KaHTUNEHHOCTb HaxoauT 3A4ecb
CBOE Hawvbornee nomnHoe BOMoLLEHNe.

duHan ymkna obbeanHseT obpasHble MOTMBbLI BCEX NpeablayLmnx YacTten u ot-
nuyaeTcs bonblwKM pa3HoobpasmeM MHTOHaUMIA, TEMOPOBLIX Kpacok. B gocra-
TOYHO KITaCCUYHON, YypaBHOBELLEHHOW COHaTHON (hopMe NHTepecHa 1 HeobbluHa
nBoviHas coda! NMepBas u3 HUX — pasgen Meno mosso. [my6okuin 6acoBbivi op-
raHHbIN MYHKT, MOJIHO3BYYHbIE, KPACOYHbIE apnemxnaTo M napsilas Hag HAMK
MENOAMNS BUOSIOHYENU — 3TO YMUPOTBOPEHHbI OTBET Ha TPEBOXHbIE BOMPOChHI
BCTynneHus k uukny. KoHTpactom ctaHoBuTcst BTopasi coda Vivace. Oddek-
THas!, KOHLEePTHO BrecTswas 1 BUPTyO3Hast OHa CTaBUT XXU3HEYTBEPXAAIoLLY0
TOYKY B Uymkne!

OpHum 13 Hanbonee U3BECTHbIX Npou3BeaeHni PaxmaHnHoBa octaétca Boka-
nm3 Op. 34 Ne 14. OH 6bin HanucaH B 1912 . ans ronoca u doptenuaHo. MNbeca
nocesilleHa Bblgatolleica pycckor nesuue A.B. HexpaHnoBow (nupuko-kono-
paTypHoe conpaHo). OHa npuHMMana akTMBHOEe yyacTue B HanucaHuu nbe-
cbl. B panbHenwem PaxmaHMHOB He OOMH pa3 BO3BPATUTCS K NMPOU3BELEHWIO.
B 1915 co3paHa HoBast pegakums, a B 1916 n 1919 . apaHXupoBku ans ronoca
¢ opkecTtpoM. OfHa 13 Hanbornee MHTEPECHbIX apaHXMPOBOK — TSt BUOMOHYeE-
nm n ¢optenuaHo. Mo cytu, Bokanus — cBoeobpasHas anerus, apusi 6e3 cros.
Menogus Bokanusa couvetaeT 4epTbl 6apoyHoi apumn lamento ¢ MHTOHaULMAMM
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pyCCKUX pomaHcoB. TEnnbIn TeMOp BMOMOHYENV NpuaaéT en ucnoBenanbHOCTb
ToHa. He meHee cunbHO Menogmyeckoe Havano B napTum chopTenmaHo: noa-
ronocku, CONpoBOXAALME MEPHbIN MyNbC akkopAoB, SIBMSAKTCA OTAENbHbIMU
VHTOHALMSMY FMaBHOW MENoANYEeCKON NMMHUK, U B LENoM (akTypa Nbecbl O4eHb
nonugoHnYHa. KoHTpamnyHKT rornocoB 34eCb He MPOCTO MpUMEP KOMMO3UTOP-
CKOW M306peTaTenbHOCTM, HO KOHTPanyHKT CMbICIOB.

HanncaHne CoHaTtel Ne 2 Op. 36 o03HamMeHOBano BO3BpalleHue
PaxmaHunHOBa K KpymHbIM LyKnaMm, nocne HanucaHus Tpetbero hopTenuaHHoro
koHuepTa B 1913 . CoHaTa nocesileHa M.J1. [pecmaHy — 0ogHOMY U3 COyYeHU-
koB PaxmaHuHoBa B ero 6biTHocTb Yy H.C. 3BepeBa. B 1931 r. komnoauTop BO3-
Bpaturncs k CoHaTte v co3fgan BTOPYH peaakumio, B KOTOPOI caenan HECKOMbKO
3HaYUTENbHbIX KyMOp, CKOPPEKTUPOBAr TOHambHbIA MnaH, caenas rapMoHuye-
cKoe ABWxeHue bornee NormyHbIM.

O6pasbl CoHaTbl MpepenbHO ApamaTuyHbl, Aaxe BO BTOPOW YacTW, OBbIYHO
BbINOSHSAOLWLEN B LMKNe pofb NUPUYECKOr0 MHTEPMELLO, NPOMCXoauT ApamMa-
TUYeckuii crnoM. MaTexHble, TPEBOXHbIE HAaCTPOEHUS 30eCb Ha NepBOM MNnaHe.
B uenom CoHaTa TSiroTeeT Kk ofHOYacTHOCTW, cBobode U MO3MHOCTU (hOPMBbI.
MepBas yacTtb (Allegro agitato) 3amupaeT Ha HeycTonumBoMm 3ByKe (V CTyneHb),
YTO roBopuT 06 OTCYTCTBMM abCOMIOTHOrO paspeLleHns ApamMaTUyYecKoro KOH-
drvkTa. Bropas (Non allegro) — npuHumMnuansHO He3amkHyTa 1 cBO6OAHO nepe-
TeKaeT B BUPTYO3HbIN huHan. PpeckoBoe NMCbMO OTIMYAETCH KOHLIEPTHOCTLIO,
MacLuTabHoCTbIO chopTenuanHHol dakTypbl. MNepBas vYacTb (cu-6emornb MUHOP) —
opurmHanbHoe coHaTHoe allegro. B nepBbIx TakTax, NogobHo s4py B 6apoyHbIX
NPOU3BEAEHNSAX, 3anoXeHbl 06pa3, TN akTypbl, OCHOBHbIE MHTOHaUuW. CTOUT
06paTuTb BHMMaHWE Ha BCE 3MeMEHTbI: pa3MalUMCThIN Maccax, naTeTUyYeckui
aKKOpZAOBbI BO3rnac, 6eCnokoVHbIN MyNnbC LWECTHAaAUATbIX U XpPOMaTUYECKUI
X0[, B Mernogmu, Tak Ha3biBaeMblii passus duriusculus. Ewé co BpeMéH PeHec-
caHca, 3TO OfjHa M3 CaMbIX BbIPa3UTENbHbIX M U3BECTHBIX PUTOPUYECKUX OUTYP
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B My3blke, CUMBOMNM3MpYtoLLasl cTpadaHune, TOCKy Uiu nevanb. OHa BO3HUKAEeT
B chakType CoHaTbl MOpoii Henpeackadyemo, CKpbIBasiCb B €€ MHOTOCMONHOCTU.

JInpnyeckme obpasbl UCMBITEIBAIOT BNUsIHUE 06LLEN ApaMaTUYeCKon KOHLEeNuum
uukna. MNMoboyHas naptusa | yactn n ocHoBHas Tema |l cBsA3aHbl. XopanbHOCTb
no6o4YHol NpeABOCXMLLAET OBMNMK Havana BTOPOW YacTu, a XpoOMaTUYeCKUii Mo-
TMB B Menoamu HanomuHaet o lMpentogumn h-moll Op. 32. Tema BTOpoOW YacTu
OYeHb MHTepecHa: NofobHO BceM BENMUKUM KoMMo3uTopaMm, PaxmaHWHOB accu-
MWUMMPYET B CBOEM SA3blke My3blKallbHble MHTOHaLMW 3noxu. AKBaperbHble rap-
MOHMYECKNE KPACKM OCHOBHOWN TEMbl HEBOIbHO aCCOLIMUPYIOTCSI C MPOU3BEAEHM-
ammn A.C. CkpsbrHa n NaBaHon Ha cMepTb MHaHTel M. PaBens.

®rHan TPEXOONbHBINA, YTO OBGBIYHO XapaKTePHO AMNs CKEPLO B COHATHbIX LMKNax,
N 9TO NpuAaéT AMHAMUYHOCTU ABWXeHusl. Kak Gonbluas Tematudeckasi apka,
(hvHan Mo xapakTepy COrmacoBbIBAETCS C NMEPBOW YacTblo, NpuaaBas yCTonyu-
BOCTb (DOPMeE LIeSIoro U 3aBepLUEHHOCTb 3aMbIcha.

Btopas doprenvaHHas CoHaTa ctana HOBbIM 3Tanom B pa3BUTUM XaHpa, Kak B
TBOpYecTBe PaxmaHuHOBa, Tak 1 B LenoM. O6pasHble U CTUNEBbIE NEPEKTUYKM
c lNepBol coHaTon, ofjHaKo, He AenarT e€ «yCOBEpPLUEHCTBOBAHHOW» BeEpCUEn
NpeALIeCcTBEHHULbI, @ BOMJIOLLAIOT HOBYIO OPUTMHANbHYIO0 KOHLIEMNLUIO.

AHHa ®apbak

OneoHopa KapnyxoBa ¢ otnuyvMem okoHumna MOCKOBCKYK KOHCEpBaTOpuiO
umenn MNM.W. Yankosckoro nog pykoBogctsom npodeccopa B.B. Kactenbckoro.
Oo 2003 roga Obina accuCTEHTOM-CTaXXEpPOM B Kriacce rnpodpeccopa
M.C. BockpeceHckoro.

Cpeav 3aBo€BaHHbIX MUAHWCTKOM Harpap — lNepsas npemusa n CneuunanbHas
Harpaga Ha 29-m MexayHapogHoM KoHKypce nuanuctoB «Dr. Luis Sigall» B
BuHbsi-genb-Map B Yunu, BTopble npemun Ha MexayHapoaHbIX KOHKypcax nua-
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HucToB «Jose Vianna da Motta» B IluccaboHe (Moptyranus), «Varallo Sessia» B
Wtanuu, «Zlatko Grgosevic» B 3arpebe (XopBaTtusi) 1 MHOrme gpyrue.

KoHuepTHasa AesiTenbHOCTb MUaHWCTKM OXBaTbIBAET CTpaHbl 3anagHon Espornbl
(PpaHumsa, Utanus, Huaepnangbl, lepmanus, Asctpus, Vicnanus, MopTyranus),
CLWA, a Tarke ctpaHbl JlatuHckon Amepuku (Yunn, bpasunus).

«Beyep, Komopsbill Mpednoxus UMEHHO MO, YMO HYXHO MOKITOHHUKY Kraccuye-
CKOU My3bIKU: 80-11ep8bIX, My3biKasbHy npasdy, a 80-8mopbIX MHO20 IMoyull u
camoaHarnu3a» — nucan obospesatens Sueddeutshe Zeitung .

OneoHopa 4acTo COTPyAHMYAET CO MHOMMMU MU3BECTHbIMU Aupwxépamu. Cpe-
0N HUX MOXHO HasBaTb umeHa O. Conpgatosa, 0. AHko, A. JleBuHa, P. AGsaso-
Ba, [l. Konobosa, A. Kaccyto, [l. Aenb Muuo KnuHre, ®. NenTtunn, O. Haszaper,
A. Owoma, M. Unnma, ®. Pettura, I. Kucta. Bmecte ¢ HMMKM OHa convpoBana
B nporpammax opkectpoB Fundacao Gulbernkian, Metropolitana orquesta, Yu-
TINACKOTO CMMAEOHMYECKOro opkecTpa, lMonbckoro bantuinckoro cunapmoHuye-
CKOro OPKECTPa U ApYrux.

OneoHopa KapnyxoBa Takke Obina ocHoBaTtenem v opraHusatopom MexayHa-
pofHoro My3sblkanbHoro chectmanst «PaxmaHuHoB Fest» B Mockse, BnepBble
cocrosiBlwerocs B 2013 rogy no cny4vatro 140-netnst O AHA POXAEHUS KOMMO-
3uTopa. VMHnumatnueBa nuaHUCTKN MCXOOMT U3 rnyBoKoro NoHMMaHust u nbeu K
TBOPYECTBY BbIAAIOLLErOCst PYCCKOro KOMNoauTopa: «51 xomerna opaaHu3o8amb
psA0 KamepHbIX KoHUepmos. He e 6onbwux 3anax 6e3 nuwHel nommne3Hocmu.
Hebonbwue yromHbie eeyepa, nocesuwéHHble PaxmaHuHosy» (M3 WHTepBbiO
«MpoApTHGDO» 19.10.2013).

B HacTosillee BpeMsi OHa COBMELLAET aKTUBHYI KOHLEPTHYH Aes-
TeNbHOCTL C NpenodaBaHVeM, SBMAETCS AOLEeHTOM (hopTennaHHoro dakynsre-
Ta. CToUT cKkasaTb M O perynapHbIX yCnellHbIX BbICTYNneHusx B Bonbliom, Ma-
nom n PaxmaHuHoBckom 3anax MockoBcKon koHcepBaTopun. B ceszoHax 2021-
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2023 rr. AneoHopa KapnyxoBa NpoBOAUT CEpPU0 U3 BOCbMWU KOHLIEPTOB B KOTO-
pbIX NaHUCTKa UCMOMHUT BCe hopTenuaHHbIe 1 kKamepHble counHeHus Ceprest
PaxmaHunHoBa. MpoeKkT nocBsLWEH tobuneto komnosutopa B 2023 roay.

Masen MNom3asikoB poaunca B 1975 rogy B ropoae YavikoBckom Ha Ypane. Yunn-
cs B MockoBckon koHcepBaTtopun (knacc . Munnepa). C 2000 roga, nocne
OKOHYaHWs KOHCcepBaTOpWK, NPOAOIKUN 3aHATUS B BbicLuel wkone my3sbikn Ko-
ponesbl Codumn B Magpuae (knacc H. LLlaxoBckoit), a no3gHee ctaxvposarncs B
[Mapwxcko HaumoHanbHoM koHcepBaTopum (knacc ®. Mionnepa). B HacTosee
Bpems NaBen npenonaét B akagemun Musikene B CaH-CebacTtbsaHe n Akage-
mum BapeHbonma B CeBurnbe.

B wtone 2007 roga MNasen [oM35ikoB BNepBble BbICTYNUIT C NOPTYranbCKon nua-
HucTko Mapuent XKoao lMupell. OTo cTano Havyanom Mx SONroBPEMEHHOro Co-
TPYAHWYeCTBa — MOCNEeA0Bany COBMECTHbIE KOHLIEPTbl My3blIKaHTOB B CTpaHax
EBponbl, JanbHero Boctoka, KOxHon Amepukn. VX 3anmcb NO3AHUX COUMMHEHUIA
Lonena ans Deutsche Grammophon, BbinyweHHasa B 2009 rogy, nony4ynna Ho-
MUHaLMo Ha npemuto Mpammu.

B anpene 2010 roga Maeen Nom3sikoB gebtotnposan B CLUA ¢ Ynkarckum cum-
hOHMYECKMM OPKECTPOM MOof pyKkoBoacTBOM TpeBopa lMNuHHoKa. «3To Gbin Ypes-
BblYaNHO BNeYaTnsoWwmnin 4e60T Monogoro My3blkaHTa, KOTOpbI SBHO Ha NyTH K
bonbLuon kapbepe» nucan JNoypeHc A. [xoHcoH n3 «Chicago Classical review».

MaBen lomssikoB BbicTynaet no Bcei EBpone, lOxHon Amepuke n AnoHWU.
OH coTpygHuyaetr ¢ PuHckMM KamepHbim opkecTpoMm (c HOkka-lNekka Capac-
Te), HaumoHanbHbiM opkectpoM Kanutonumsa Tynysbl (¢ TyraHom CoxueBbiM),
Poccuiickum HaumoHanbHbiM OpkectpoM, CumdoHnyeckum opkectpom Cuatna
n MHorumu gpyrumun. OH Takke sBMSIETCA MpekpacHbIM napTHEpOM B obracTu
KamepHon My3blkn. Kpome Mapum Xoao lNupell OH perynsapHo coTpygHuyaet
C Takumu aptuctamu, kak OrtocteH Oioman, Jlym INoptu, Hukonan JyraHckui,
AHppeit KopobeHnKoB.
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SMCCD 0320 STEREO
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TT: 74.25
Cepren PaxmaHuHoB (1873-1943)
CoHaTta Ans BuonoH4enu u dpoprenmaHo conb muHop, Op. 19
1. Lento. Allegromoderato . . . . . . . .. ... oL 12.27
2. Allegroscherzando. . . . . . . ... ... 5.55
3.Andante. . .. L 5.51
4. AIIEgrO MOSSO .+« v v v e 10.42
PomaHc dba muHop (1890) . . . . . . . . . Lo 2.11
[Be nbecbl Ans optenmaHo n BuonoHyenu, Op. 2
1.0penognsa . . . . . . e 3.43
2.BOCTOUHBIA TAHEL, . . . . . . v v v e e e e e e e e e 5.47
Bokanus, Op. 34 Ne 14 (TpaHckpunuusi Ansi BUONoHYenu u poptenuaxo). 6.22

CoHata ans cdoprenmaHo Ne 2 cu-6emonb MuHop, Op. 36
(2-a pepakums, 1931 r.)

1. Allegroagitato . . . . . . . .. .. 9.05
2.Nonallegro.Lento . . . . .. .. ... ... .. ... 6.19
3. listesso tempo. Allegromolto . . . . . . .. . ... ... 6.00

MaBen MNom3sskoB, BronoHyens ([1] - [8])

AneoHopa KapnyxoBa, poptenvaHo

3anuch ¢ koHuepTa B Manom 3ane MockoBCKOI rocyaapCTBEHHON
KoHcepsaTopun nm. N.1. Yarkosckoro 16 noHsa 2021 roga

3Bykopexuccép: PycnaHa OpeLuHukoBa
WHxeHep: AHTOH ByLlumHckuiA

[uzainH: Anekcein Muctok

McnonHuteneHbIn npoatocep: EBrexuii MNnatoHos

© & ® 2023 MockoBckasi rocyaapcTBeHHasi koHcepBaTopus um. M./, YarikoBckoro
Bce npaBa sawyeHb!
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