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Valery Kikta’'s Piano Concertos

A “master of orchestral craftsmanship” and a brilliant “timber-maker,” Valery Grigorievich
Kikta expresses himself in a most natural and diverse way within the concerto genre, au-
thoring numerous works for various ensembles and soloists. The concerto genre allows
the composer to combine a wide range of creative interests, such as programmatic aspi-
rations, a passion for large-scale symphonic forms, the search for and discovery of new
expressive and technical potentials in individual instruments, and the ability to utilize un-
conventional performance resources.

Many of Kikta's works labeled “concertos” actually push the boundaries of the genre,
while seemingly traditional cycles contain numerous innovative elements and are always
characterized by a search for their own genre intonation and unique approaches. In this
process, the composer benefits from creative collaboration with renowned musicians. It's
no secret that many of Kikta's compositions are inspired by the mastery and unique per-
sonal aura of a particular performer. For example, all four piano concertos are associat-
ed with the pianistic image of Valery Kastelsky (1941-2001), with whom Kikta began to
collaborate during his student years. The first such experience was Piano Concerto No.
1 (1965), Kikta's diploma work when he was graduating from the Moscow Conservatory,
which brought the composer fame. Subsequently, at Kastelsky's request, the compos-
er created three piano sonatas (1966, 1969, and 1970) and three more concertos (1972,
1986-87, and 1993), which the pianist regularly included in his solo programs. The Novel-
la Concerto for two pianos and chamber orchestra (1993), the final piece in Kikta's tetral-
ogy of piano concertos, was written for the Kastelsky-Orbelyan duo and premiered at the
Berlin Festival of Contemporary Music in 1995. It was then performed in Moscow in 1996
with the Moscow Philharmonic Chamber Orchestra. Unlike the previous three concertos,
this one is a single-movement piece. This lyrical and epic work is a new take on “winter



dreams” inspired by images of the harsh nature of the European north, and the myths
and folk songs of its peoples.

Piano Concerto No. 2 (1972)

Inspired by travels through Western Ukraine and the Carpathian Mountains, the concer-
to was composed in 1972 and dedicated to the classical Ukrainian composer Stanislav
Lyudkevich (1879-1979). Its premiere took place in Gorky (now Nizhny Novgorod), with
soloist Valery Kastelsky and conductor Boris Gusman, in March 1973. In 1975, the con-
certo was recorded for the All-Union Radio Archives. “The score of Kikta's Second Piano
Concerto is impressive for its vividness of creativity, technical mastery, and careful pres-
ervation of the poetic purity of folk melodies while actively developing and transforming
them,” said composer Andrei Eshpai about the concerto’s music.

The beginning of the first movement, Canto ostinato, is unusual — it opens with a lengthy
timpani solo, which the composer describes as “the echo of the Carpathian mountains
carried far and wide when people cut wood.” This energetic, chopped rhythm forms the
basis for the theme, which blends elements of various folk music genres — from old-time
carols and highwaymen’s ballads to the trumpet calls of the trembita. Subsequently, the
theme continually shifts its genre coloring thanks to diverse timbre, texture and rhythm
variations, as well as an intense polyphonic development. The movement culminates in a
communal dance inspired by the folk kolomyika, which becomes more participatory and
even uncontrollable.

The second movement, Balata, is steeped in an atmosphere of lyrical and epic imagery.
The original melody, which the composer heard during his journey through the Sub-Car-
pathian region, is carried into the concerto almost unchanged. The solo piano quietly
hums the melody against a resonant pedal backdrop, while the simple tune is grace-
fully embellished with multi-layered roulades. According to the composer, “this effect is
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similar to the interaction of different shades of the same color in nature, for example,
green. Each leaf on a tree has a different shade of green.” The tranquil atmosphere is
then interrupted by alarming fanfares, reminding us that nature can be dangerous, with
its mountain rivers and rockfalls (the piano figurations transform into a turbulent torrent).
At the climactic moment, the main theme bursts forth from the depths of the orchestra,
quickly fading away into the distance. Once again, as at the beginning, a lonely chant
echoes through the endless expanse of the night sky (the “vibration of space” is con-
veyed through the distinctive sound of a tremolo box).

The third movement, Rapsodia, features a virtuoso finale that captures the spirit of instru-
mental improvisations by Carpathian musicians. Kikta composed a stunningly vibrant and
catchy refrain, incorporating the familiar rhythms of the kolomyika. The short and dash-
ing dance tunes, with their characteristic syncopated somersaults and modal arpeggios,
help recreate the genre scene of a vibrant “creative competition” between folk artists. The
central episode suddenly captures attention with the lyrical chamber-like sound of a bal-
lad melody played on the solo piano (this picturesque image — a piercingly high melody
in a haze of free figurations — is associated in the composer’s mind with certain sequenc-
es from Sergei Parajanov’s famous film Shadows of Forgotten Ancestors). As the theme
continues to unfold, the “night visions” begin to take on a life of their own — bells jingle
and a shepherd’s flute wails mournfully. The awakening from oblivion and return to reali-
ty happen just as unexpectedly — through the syncopated rhythm of the kolomyika, which
gradually builds in strength and spills over into a desperate joy that borders on tragic de-
spair. The coda forms a concluding semantic arc with the first movement of the concerto:
the bell-like influx of the Canto ostinato theme is interrupted by the turbulent and broken
motif of the kolomyika, cut off mid-sentence... Thus, the natural and the human coexist in
an inseparable unity, and the flow of human passions and destinies rages like mountain
rivers echoing in legends and chants.



Concerto for Piano and String Orchestra No. 3 (1986-87)

The work was dedicated to Valery Kastelsky and premiered at the Moscow Autumn-88
festival, with the Chamber Orchestra of the Moscow Composers’ Union under the baton
of Igor Zhukov. The concept of this concerto, separated from the previous one by fifteen
years, indicates significant changes in the imagery and thematic aspects, and composi-
tional thinking. Rich genre and folklore specifics are practically absent. Extended melod-
ic structures are less prevalent, and the predominant thematic type is formulaic and os-
tinato, generalized and symbolic. In addition to the tendency toward monothematic uni-
fication of the cycle, the polyphonic factor is noticeably stronger, flexibly interacting with
the principles of sonata structure. In the Third Concerto, the programmatic indices of the
movements disappear and the dramatic conflict between classical antinomies — person-
al and suprapersonal, spiritual and spiritless, earthly and heavenly, divine and demonic
— takes on a more abstract form. The central idea of the work is the concept of choosing
life’s guidelines and searching for answers to the most important questions of existence.
The composer’s notes state: “The concerto is based on the philosophical concept of man
and eternity. Its three movements vividly depict the struggle of the human spirit at the mo-
ment of defeat and despair, humble submission, and the quest for a new beginning.”

Thus, the formulation of the Faustian-Hamletian question in the first movement is linked
to a sense of agonizing reflection, fatally returning to the same thought. The scale of this
movement’s form is enormous, yet it grows from a single thematic impulse. The piano
epigraph is concise, yet it has a unique “interval capacity.” Going through various stag-
es of polyphonic mutations, the tartly dissonant main theme seems to heat up from with-
in, but invariably returns to its original position. The quiet secondary part of the solo piano
—a kind of inner music — is like a new hypostasis of the main idea in slo-mo. It is a deep
meditation locked within a chromatic field, interrupted three times by the orchestra’s epi-
graphic chords.



In the center of the development, a sinister five-beat toccata waltz aggressively invades
with a double canon. After the “development variations” of the secondary and main
themes, the “barbaric” episode (Barbaro marcatissimo, fanatico) returns with redoubled
energy. The piano is particularly fierce, while its fanatical brutality is tempered by the or-
chestra’s static chords. In the reprise, a fragile canon between the piano and the second
solo violin presents a mirror image of the secondary theme and then the main theme.
However, the epilogue, with its memento, is alarming.

The troubled spirit of doubt finds temporary relief in the celestial “music of the spheres” in
the slow movement. This imperishably ideal beginning is embodied in two Mozart master-
pieces —Adagio from Piano Concerto No. 23 and Lacrimosa from the Requiem. As if from
nowhere, the extended pedal of the muted violins emerges, and against this backdrop,
the piano solo in F minor quietly enters — at first open, as if frozen in thought after each
phrase, and then descending progressively in a circle of fifths (fis-cis-as-es). The idea of
descent is already present in the harmonic foundation of the theme, and lamento intona-
tions dominate in the melodic pattern of the other voices. The next “stage” of the compo-
sition is a secondary theme. Combined with the nervous syncopations of the violas, the
pulsating piano repetitions sound like a rapid heartbeat. The exposition section concludes
with the Misterioso section, a mesmerizingly “detached” lullaby that is colored by shim-
mering flageolets of the strings.

As in the first movement, the main driving force in the development is the complex po-
lyphony of the musical texture of the main themes. The fact that they are jointly present in
the climax of the reprise is permeated with an excited, “tachycardic” rhythm, which grad-
ually subsides and blends with the gentle major-minor swing of the lullaby. In the coda,
turning full circle, the smooth descent of the main theme played by the piano is contrast-
ed by the line from the first violins, soaring upwards (like a moon-glade leading to infini-
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The final act of the drama — the finale (Allegro con amarezza) — unfolds on a familiar ron-
do-sonata basis. However, instead of the traditional folk-mass action, we see a picture
that is far from unambiguous. The sublimely positive symbolism of the slow movement
is supplanted by images with a contrasting emotional and ethical message. Against the
persistent jingle of bells, a theme emerges in the refrain — a short, repetitive tune with a
chromatic twist at the end. Is it slow jogging or a wicked grin? The theme’s broken me-
lodic line is enveloped by the piano’s “devilish trills” and echoed in the pizzicato strings.
The Mephistopheles-Woland serenade seems to evoke the lyrical and somewhat oriental
theme of the central episode, which struggles to break free from the enveloping glissan-
do of the strings. This struggle against the obsession continues in the development. The
reprise of the secondary theme develops into the motoric Energico, and, together with
the refrain’s theme, merges into a common cancan that increasingly resembles an orgy
of raging elements. However, the final triumph of evil does not happen: once again, as in
the first movement, a powerful hand subdues the elements with a single gesture, leaving
only the powerless rhythmic outline of the refrain trembling. There is no answer, but the
possibility of choice and search remains...

Elena Nikolayeva,
Associate Professor, Ph.D. in Art History

dopTennaHHble KOHUepTbl Banepusa Kukrtbl

«OpkecTpoBbIX Aen mactep», brnectawmi «tembpuct», Banepui Mpuropeesny Kukra Han-
Boree eCTeCTBEHHO M MHOTOMMIAHOBO CaMOBbIPaXaETCs B pamMKax KOHLEPTHOTO XaHpa, SB-
NAACb aBTOPOM MHOTOYUCIEHHBIX ONYCOB ANS pasfuyHbIX COCTaBoB M conucToB. Cdepa



KOHLIEPTHOCTM MO3BOMSIET KOMMNO3UTOPY COYEeTaTb Camble pasHOOOpasHbie TBOPYECKME WH-
Tepechbl: NPOrpaMMHbIE YCTPEMIEHNS, TAry K 60nblUMM CUMAOHUYECKUM hopmam, Mouck
W pacKkpblTUE HOBbIX BbIPA3UTENbHBIX U TEXHUYECKMX MOTEHLMIA OTAENbHBIX MHCTPYMEHTOB,
BO3MOXHOCTb NPUMEHEHUS1 HECTaHAAPTHBIX MCMOMHUTENbCKMX PECYPCOB.

MHorue counHenns B. KukTbl nog rpucpom KoHUepm akTuyeckn «BbIXOaaT u3 Geperos»
XaHpa, a BnomnHe TpaauuMOoHHbIE Ha NepBbIN B3MSAA LMKIbl COAep)aT Maccy HOBaTOPCKMX
Haxo[oK ¥ Bcerga OTMeYeHbl Nouckamm cgoeli XaHPOBOW MHTOHALMKN, C8OUX «IKCKIMHO3MB-
HbIX» X040B. B 3TOM KOMMO3MTOPY NOMOraeT TBOPYECKOE COOPYXECTBO C M3BECTHLIMU MYy-
3bIkaHTamn. He cekpert, YTO MHOr“e COYMHEHWS BOOXHOBMEHbI MacTepCcTBOM, cBoeobpas-
HOWM NIMYHOCTHOWM aypon TOro MMM MHOTO McnomnHuTens. Tak, Hanpumep, Bce YeTbipe dop-
TENMaHHbIX KOHLEepTa CBA3aHbl C NMaHUCTMYEeCKUM Mmuaxem Banepus BnagumwmpoBuya
Kactenbckoro (1941-2001), cOTpyOHMYECTBO C KOTOPbIM Hayasnoch €llé B CTyAeH4YecKkue
rogbl. [MepBbiM Takum onbiTom ctan KoHuepT ana coptenmaHo ¢ opkectpom Ne 1 (1965)
— gunnomHas pabota B. Kuktbl no okoHYaHun MOCKOBCKOWN KOHCepBaTOpuu, NpuHECLIas
KOMMO3MTOPY U3BECTHOCTb. B ganbHerwem no npocbbe Kactenbckoro KoMnosuwTop Co3-
0aéT Tpu copTenmanHble coHatbl (1966, 1969, 1970) n ewé Tpu koHuepTa (1972, 1986-
87, 1993), koTOpble MUAHWCT MOCTOSHHO BKIOYan B CBOW COfMbHble MporpaMmbl. «KoH-
LepT-HoBennay Anst AByx hopTennaHo u kamepHoro opkectpa (1993) 3aBepluaeT TeTpa-
normio choptenmanHbix kKoHuepToB B. KukTel. OH Obin HanucaH ans ayata B. Kactenbckun
— K. OpbensH v Bnepsble ncnonHeH Ha bepnuHckom dhecTmBane COBpPEMEHHON MY3bIKM B
1995 rogy. Mpembepa B MockBe coctosinach B AHBape 1996 roga B conpoBoxaeHun Ka-
mMepHoro opkectpa MockoBckon hunapmonumn. B otnnyne ot Tpéx npeablayLwmx, 3TOT KOH-
LepT ogHOYacTeH. JTa NMUPUKO-aNnyeckas KOMMO3nUmMs — HOBas BEPCUS «3UMHUX TPE3»,
HaBesiHHas obpasamu CypoBOM Mnpupoabl eBponenckoro Cesepa, Mucdamu M neceHHbIM
OMbKIOPOM €ro HapoaoB.



KoHuepT ana doprenmaHo ¢ opkectpom Ne 2 (1972)

KoHuept HanucaH B 1972 rogy nog BneyatneHveM oT noesfok no 3anagHoun YkpauvHe,
Kapnatam n nocBsiLLEH Knaccuky ykpauvHckon mysbliku C.®. JliogkeBuyy (1879-1979).
[MpeMbepHOe UCNonMHeHne KoHLuepTa CocTosnoch B MOpbkOM (HbiHe HuxHun Hosropop) B
mapte 1973 roga (conuct — B. Kactenbckuin, gupwxép — b. l'ycman). B 1975 rogy Gbina
OCyLLeCTBMNeHa 3an1cb koHuepTa ans doHaoB BeecotosHoro paavo. «MapTtutypa Bropo-
ro KoHuepTa Ans opTenbsHO ¢ opkecTpoM B. KukTbl BneyaTnsieT spKoCTbo TBOPHYECKOrO
BOODOpaxXeHUsl, TEXHNYECKUM MacTEPCTBOM, @ Takke GepexHbIM COXpaHeHWeM NoaTuye-
CKOW YMCTOTbI HAPOAHbIX MHTOHALMIA NPY aKTUBHOM Pa3BUTUM U MPEOBpPaxKeHnn nx», —
TaKOBO MHEHWE O My3bIKe KOHLEepTa koMmno3utopa A.A. dwnas.

Heobbl4HO Hayano nepsoii YacTn — Canto ostinato: oHa OTKpPbIBAETCS NMPOAOIHKUTENBHBIM
COMo NUTaBp, B KOTOPOM aBTOPY CIILILIMTCS «OT3BYK KapraTCKOro rOpHOMo 3xa, Aaneko
pa3HOCSLLErocs BO BpeMs pybku rnecay. ATOT SHEPrUYHbIA «PYBneHbIn» PUTM MOXUTCS
B OCHOBY TEMbI, NepennaBuBLLEN B cebe aneMeHTbl pasHbIX (OOSbKIMOPHbIX XXaHPOB — OT
[APEBHUX KONAZOK U pa3BGonHUYbKUX Gannag Ao TPyGHbIX Mpu3biBOB TpeMOWTLI. B aanb-
HelileM TeMa NOCTOSIHHO MEHSIET CBOO XKaHPOBYHO OKpacky brnarogapsi pasHooGpasHbIM
npuémam TemBpo-hakTypHOro, PUTMUYECKOTO BapbUPOBaHWS,, UHTEHCUBHOWM MONMUGOHM-
Yeckol paspaboTke. 3aBepluaeTcs YacTb OGLMM TaHLUEM B AyXe HAapOOHOW KOMOMMUIAKM,
npuobpeTatoLnmM Bce Goriee MacCoBbIN U faxe HeynpaBrisieMblil XxapakTep.

Btopas yactb — Ballata — norpyxxeHa B atmocdepy nupuko-anuyeckon obpasHocTtu. MNoa-
NVHHaa Menoaus, ycrbilaHHas aBTopoOM BO BPeMs MyTelwecTBus no 3akapnarblo, noy-
1 6e3 N3MEHeHN NepPeHOCUTCA B TKaHb KOHLIEpTa: CONMPYHIOLLMI POSifib TUXO «HaneBsa-
eT» eé Ha pe3oHaHTHO-NeAanbHOM POoHe. BecXUTPOCTHLIV MOTUB M3SALLHO MHKPYCTUPO-
BaH nonunagosbiMu nepenmeamu. 1o MHEHWIO aBTopa, «3TOT APdEKT CPaBHUM C UTPON
pa3HOO6pasHbIX OTTEHKOB OOHOMO 1 TOTO Xe LiBeTa, Hanpumep 3enéHoro, B XXMBOW Npupo-
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e: Kaxabln NMCTUK Ha AepeBe OKpalleH No-cBoemMy». B ganbHenwem cnokonHast namn-
NNS HapyLLaeTcst TPEBOXHBIMU (haHdapamm, HaNnoOMUHAKLLMMK O TOM, YTO AMKasa NPUpo-
[a — 3TO onacHas CTUXMS C FOpHbIMY pekamMu U kamHenagamu (urypaumm goprennaHo
npespaLLaiotcs B OypHbIN NOTOK). Ha KynbMWHaLMOHHOM rpebHe u3 OpKeCTpOBbIX My-
OWH rpomornacHo B3bIBaeT OCHOBHas TeMa, ObICTPO yracasi U yxoasa Baanb. W onate, Kak
BHavane, 3By4MT OAMHOKWI HaneB, ncyesas B 6€CKOHEYHOM NPOCTPaHCTBE HOYHOrO Heba
(«BBpaumm kocmoca» nepenarTcs C NOMOLLbLIO creunguruyeckoro 3syka Tpemonupyto-
LLien KOPOBOUKM).

TpeTbsa yacTb — Rapsodia — BUPTYO3HeWNiA bruHan BOCMNPOU3BOAUT AYX WHCTPYMEH-
TanbHbIX MMMNPOBM3aLMIA KapnaTckMx My3blkaHToB. B. KukTa counHun owenomnsiolle
ApKUA, Bpocknii pedppeH, NpUBNeKas yxe 3HakoMble pUTMbl Konomuiiku. KopoTkue 3a-
NNXBATCKME MOTMBBI TaHLA, C XapakTepPHbIMU «KyNbOUTaMM» CUHKOMN U NaJoBbIMU Nepe-
6opamu, NOMOraroT BOCCO34aTh aHPOBYIO CLIEHY XXMBOIO «TBOPYECKOrO COPEBHOBAHUS»
HapoaHbIX MacTepoB. LleHTpanbHbIi ann3oa BHE3amnHo NPUKOBLIBAET BHUMAHWE kamep-
HO-NMpUYeckMM 3By4YaHuem GannagHoro Haneea y conuvpytoLlero oprenmaHo (3ToT Xu-
BOMMWCHbIN 06pa3 — NPOH3UTENBHO BbICOKasi MeNoams B AbiMKe CBOOOAHBLIX curypaumn —
accouunpyeTcs B BOCMPUSITUM aBTOpa C HEKOTOPLIMU Kapamu 13 3HaMEHUTOro unbma
C. MapapgxaHoBa «TeHun 3abbITbIX NpeakoBy). MNpu AanbHEWLWeM N3NOXEHUN TEMbI CIOB-
HO OXMBAIT «HOYHbIE BUAEHMUSA» — NO3BSAKMBaOT BybeHLbl, KanobHo nnavet nactyLlbs
dnenTa... MNMpobyxaeHne oT 3abbiTbs U BO3BpALLEHME K pearlbHOCTU HacTynaeT Takke
HEOXWMAAHHO — Yepe3 CUMHKOMbI KONOMUIAKW: OHa NMOCTENEHHO HabupaeT cuny 1 BbiNMBa-
€TCs1 B OTHYasiHHOE Becesbe, rpaHuyalllee ¢ Tparmdeckum HagnoMmom. Koga obpasyet uto-
FOBYHO CMbICITOBYIO apKy C MEPBOM YaCTb KOHLEpTa: KOMOKOMbHbIA HanmbIB Tembl Canto
ostinato BHesanHO npecekaeTcsl CMATEHHO-Pa30pBaHHbIM, CPe3aHHbIM Ha MOMyCroBeE,
MOTUBOM KOMOMWWKU... Tak, B HEPaCTOPXXUMOM €L4UHCTBE COCYLLECTBYET NPUPOAHOE U
YyernoBe4yeckoe, a NOToK cTpacTen u cyneb noacknx 6ypnut nogo6HO ropHbIM pekam, OT-
[aBasiCb 9XOM B INereHzax u HarneBax.

11



KoHuepT ana doprenmaHo u ctpyHHoro opkectpa Ne 3 (1986-87)

CounHeHune nocesaweHo B. Kactenbckomy 1 BrepBble Npo3By4vano Ha dectuBane «Mo-
CKoBCKasi oceHb-88» B conpoBoxaeHun KamepHoro opkectpa Cotosa komnosntopos Mo-
ckBbl (ampwxkép — N. XKykos). KoHuenuusa aToro koHUepTa, oTAeNEHHOro OT npeaplaylie-
ro NATHagUaTblo rogamu, CBMOETENbCTBYET O 3HAYUTENBHBIX U3MEHEHMSAX B 0OpasHo-Te-
MaTuyeckon cdepe, B KOMMO3ULMOHHOM MbiwneHun. CoyHasi »aHpoBO-(POMbKNopHas
KOHKpEeTMKa NMpaKTU4ecKkn OTCYTCTBYET. Pexxe BCTpeyatoTCsl pas3BEpHYThle MeNoauveckme
NnocTpoeHusi, npeobnagawlmin TMN TematnaMa — OpPMYIIbHO-OCTUHATHBIN, 0006LLEH-
HO-CUMBOMNMYECKUNIA. [TOMUMO TEHAEHUMM K MOHOTEMATUYECKOW YHUDMKALMKN LMKNna, 3a-
METHO ycuneHne nonudoHnyeckoro gaktopa, rMbko B3aMMOoAEeNCTBYHOLLENO C NPUHLMNA-
MU COHaTHOCTU. B TpeTbeM KoHLepTe UcHe3aloT NporpamMMHbIE YKkasaTenu YacTen, a agpa-
MaTypr4yecknin KOHPNUKT KNACCUYECKUX aHTUHOMUIA — NINYHOTO U HAAMMYHOTO, OYXOBHO-
ro n 6e3gyxoBHOro, 3eMHOro U HeGecHOro, 6OXXECTBEHHOMO N AEMOHNYECKOTO — Npuobpe-
TaeT 6onee abcTparnpoBaHHbI XxapakTep. [MaBHas MeHTanbHasi uaesi Npou3BeneHUs —
naes Bbibopa XM3HEHHBLIX OPUEHTUPOB, NMOVCKOB OTBETA Ha BaXXHENLLME BOMPOCHI ObITHS.
ABTOpcKasi pemapka nosicHsieT: «B ocHoBe koHUepTa NexuT dunocodckast KOHLEenuus —
YeroBek 1 BEYHOCTb. B Tpéx ero yactsix 060CTPEHHO OTPaXKEH KOHAMUKT YernoBe4veckom
OyLIN B MOMEHT €€ NOBEPXXEHHOCTU 1 6e3bICXOAHOCTH, MOKOPHOM CMUPEHHOCTU 1 NOMbIT-
KM K HOBOMY BO3POXAEHUIOY.

Tak, noctaHoBKa «ayCTUaHCKO-raMneTOBCKOro» BOMpOCa B MEepBOM 4YacTu CBs3aHa C
OLLYLLEHNEM MYYUTENbHBIX pasayMuid, dpaTarnibHO BO3BPALLAIOLLMXCA K O4HOW U TON e
Mblcrn. MaclTabbl (hopMbl 3TOW YaCTV OFPOMHBI, OAHAKO MPOMU3pacTaeT oHa U3 eauHO-
ro TemaTM4eckoro Mmnysnbca. Anurpad opTenMaHo JNlakoHUYeH, HO obraaaeT xapak-
TEPHON «MHTEpBano-éMKOCTbio». Tepnko-AUCCOHaHTHas rmaBHasa Tema, Npoxoas Yepes
pasHble aTanbl MNONMMEOHNYECKMX MyTaLMiA, MOCTEMNEHHO Kak Gbl pacKkanseTcs UsHyTpw,
HO HEM3MEHHO BO3BpaLLAETCs Ha McXoaHble Mo3uuun. Tuwanwas noGoyHas napTus y
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hopTenmaHo coro — CBOEro PoAa «BHYTPEHHSISI My3blka» — Kak HOBasi UMOCTacb OCHOB-
HOW MAEeWN «B panuae»: 3To 3aMKHyTasi B XpoMaTU4eckoM nore, yrnybnéHHas megutauus,
TpOeKpaTHO NpepbiBaemasi OpKeCTPOBbLIM akKKOPAOM-3nuUrpacom.

B ueHTpe pa3paboTku OBOMHbIM KAHOHOM arpeccMBHO BTOPraeTcsl NMATUAONbHLIA 3110-
Belnin Banbc-TokkaTa. [locne «passuBalomMx Bapuauuniny noboyHol 1 rmaBHON TeM C
YLOBOEHHOW 3Heprnen BHOBb HaZBUraeTcst «BapBapckuii» anusopg (Barbaro marcatissimo,
fanatico); npyn aTom ocobeHHO HEMCTOBCTBYET hopTenuaHo, Ybsl haHaTuveckas bpyTans-
HOCTb OXNaXK4aeTcs CTaTUYHBbIMU akKopZaMu opkecTpa. B penpuse xpynkum kaHOHOM
dopTenmaHo 1 2-i CKpUnkn solo 3epkarnbHO NOsIBMSIETCS cHadvana nobo4yHas, a 3aTeM 1
OCHOBHasi TemMa, ogHaKko anurpad HacTopaXuBaeT CBoMM memento.

CMSITEHHBIN OyX COMHEHUS WWET BPEMEHHOro OTAOXHOBEHMS B HeDEeCHOW «My3blke
chep» MeaneHHom 4vactu. OnuuUETBOpPEHVWEeM HETNEHHO-UAeanbHOro Hayana CryxuT
Tema, accouuaTMBHO CBA3aHHasa cpasy C ABYMS MOLIapTOBCKMMM LiegeBpamu — Adagio
13 poptenmanHHoro koHuepta Ne 23 n Lacrimosa n3 PekBuema. CnoBHO 13 HEObITUS Bbl-
NnblBaeT NPOTAHyTast Neganb y 3aCypAVMHEHHbIX CKPUMOK, U Ha €€ d)oHe TUXO BCTynaeT
corno dopTennaHo B fis-moll — cHavana pa3oMKHYTOe, Kak Obl 3acTbiBatoLLee B 3adyMyn-
BOCTW MoOCre Kaaon gpasbl, a 3aTeM NOoCTynaTenbHO HUCXoAdLee No KBUHTOBOMY Kpy-
ry (fis-cis-as-es). \pes «descendio» (HUCXOXOEHMS) HAXOOAUTCS YXKe B rapMOHUYECKOM
dyHOameHTe Tembl, @ MHTOHauun lamento NnpeobnagatoT B MENOOUYECKOM PUCYHKE OpY-
rnx roriocoB. CriegytoLiasi «CTyrneHb» KoMnosmunm — nobovHasi Tema: nynbcupytoLime pe-
neTMuumn GopTeENNaHO B COYETAHUN C HEPBHBIMU CMHKOMaMy ansTtoB nogobHbI yyalleH-
HOMy GueHuto cepaua. 3aknvaeT 3KCMO3MUMOHHBIN 6rnok pasgen Misterioso — 3aBo-
paxuBalLLe-«OTCTPaHEHHasA» KonblbenbHas, OKpalleHHas MepuarLwyMmy driaxonetamm
CTPYHHBIX.
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[MaBHbIM AnHamMun3npyoLwmM akTopoMm B paspaboTke, kak u B NepBOW YacTu, ABNAeT-
€5l NONMAOHNYECKOE YCIOXKHEHNE MY3bIKanbHOW TKaHW OCHOBHbLIX TeM. X KynbMuHaLm-
OHHOE COBMECTHOE MpoBedeHVe B penpuse NpoHn3aHo BO3BYXAEHHBIM «Taxukapauye-
CKUM» PUTMOM, KOTOPbIA NOCTEMNEHHO 3aTUXaeT 1 BIIMBAETCH B MArKOe MaXopo-MUHOP-
Hoe nokayvBaHue konblbensHol. B koge, BO3BpaLLaloLLEencs «Ha Kpyrn CBOs», MriaBHOMY
HUCXOXOEHMWIO IMaBHOW TeMbl Y OpTEenMaHo NpOTMBOMNOCTaBIEHa JIMHUSA MEPBbIX CKPU-
MoK, BOCMapsoLWLMX BBbICb («MyHHAs JOPOXKay, yBOAALAA B 6ECKOHEYHOCTL?).

MocnenHuin akT gpambl — domHan (Allegro con amarezza) — pasBopayMBaeTcsi Ha npu-
BbIYHOW POHAO-COHATHOM ocHoBe. OgHaKo BMECTO TpaAWLMOHHOIO HapOL4HO-MacCOBOro
[OelicTBa BO3HMKAET KapTvHa [aneko He ofHO3Ha4yHasi. Bo3BbILWEHHO-NO3UTMBHAsA CUM-
BONMKa MeAJSIEHHONM YacTu BbITECHAETCA obpaszamu C MPOTUBOMOMOXHBIM 3MOLIMOHArb-
HO-3TMYeckum 3HakoM. Ha coHe Hasonnmeoro 6psitanmsa 6y6eHLoB dhopmmpyeTcs TeMa
pedpeHa — MHOTOKpaTHO MOBTOPEHHAsi KOPOTKasi MOMEBKA C XPOMATUYECKUM «3aBUXpe-
HMEM» B KOHLe (TO Ny Mernkas Tpycua, To N1 Hepgobpas ycmeluka?). 3anoMaHHbI Merno-
OVYECKUIA KOHTYP TEMbl OKYTaH «AbSBONbCKUMU Tpensammn» OpTENUaHO N OTpaxaeTcs
B NMUULIMKATO CTPYHHbIX. «MedmcTodenscko-BonaHaoBcKkasy cepeHana CIOoBHO XenaeT
CcobnasHNUTbL NMUPUYECKYHD, HECKOIMbKO OPUEHTarNbHY TEMY LIEHTparibHOro anu3oga, KoTo-
pasi NbiTaeTcs BblbpaThecsa M3 o6BonakmeatoLwmx glissando cTpyHHbIX. Bopbba ¢ HaBaxae-
HMeM npoporkaeTcs U B pa3paboTtke. Penpusa nobovHol TeMbl nepepacTtaeT B MOTOp-
Hoe Energico, n BMecTe ¢ Temoli pedpeHa OHY crimBatoTcs B 00LLLEM KaHKaHe, Bce Gonee
HanomuHatLweM opruto pasdbyLueBaBLuencs ctuxun. OgHako 40 OKOHYaTenbHoro anoge-
03a 3na [erno He JOXOAMUT: BHOBb, Kak U B NEPBON YaCTW, Ybsi-TO BriacTHasi pyka ocTaHaB-
nMBaeT 3TOT «Lwaball» eauHbIM XECTOM — OCTAETCS TONbKO GeccunbHo apoxalias puT-
Muyeckas kaHBa pedpeHa. OTBeTa HeT, HO BO3MOXHOCTb Bblibopa 1 novcka ocTaércs...

EneHa Hukonaesa,
HoueHnm, kaHOudam uckyccmeosedeHus
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Banepun Kukra (p. 1941)
KoHuepT ans dpoprenmaHo ¢ opkectpom Ne 2 (1972)

1.Cantoostinato. . . . . . . . . . ... ...
2.Ballata. . . . . ... ...
3.Rapsodia. . . . . ...

KoHuepT anga goprtennaHo n ctpyHHoro opkectpa Ne 3 (1986-87)

1. Allegroagitato . . . . . . . . . ...
2. Andanteconanima . . . . . . ...
3. Allegroconamarezza . . . . . . . .. e e

Banepun Kactenbckui, poprennaHo

CumdoHuyeckuin opkecTp BcecotosHoro paguo

n LleHtpansHoro TenesuaeHns (1] —

Oupwxép Bagum Megaw (1] -[3])

KamepHbiin opkecTp Cotosa komnoantopos Mockssbl ([4] —[6])
Oupwkép Uropb XKykoe (4] —[6])

3anucmn 1975 1. (1] -[3])

TT: 57.37

3anucs ¢ koHuepTa PecTtrBansa «Mockosckas oceHb-88» 1988 r. ([4] —[6])

PectaBpauns n mactepunr: Enena Cbiy
[wnzanH: Anekcen MHuciok
WcnonHutenbHbin npoatocep: EBrennn MNnatoHos

© & ® 2026 MockoBckas rocygapcTBeHHasi KoHcepBaTtopus uMm. M., Yankosckoro

Bce npaBa 3awumLieHbl
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TT. 57.37
VALERY KIKTA (b. 1941)
Concerto No. 2 for Piano and Orchestra (1972)
1 Cantolostinato™isa . il k. ik SEmEae i JSEs e e . 4.10
2 Ballatal i R R . . a1 B e 1D 5.48
3. Rapsodia. - erauassaa | O g ) | ORI S SR 6.56
Concerto No. 3 for Piano and String Orchestra (1986-87)
1 Allegrolagitato ™ oese. = o tegaiens 1 1 NSNS L - TS, 18.39
2:Andante.confanimag. S=ms.. . <+ gt TS DEER S iR SRR 12.21
3uAllegrorcon-amarezza Hue i, <L CIRRELE R AR T ATEEE - 9.40

Valery Kastelsky, piano

All-Union Radio and Television Symphony Orchestra -
Conductor Vadim Gnedash -

The Moscow Composers’ Union Chamber Orchestra (4] — [6])
Conductor Igor Zhukov —[6])

Recorded in 1975 (1] -
Live recording from the Moscow Autumn-88 Festival, 1988 (4] —[6])

Restoration and mastering: Elena Sych

Design: Alexei Gnisyuk

Executive producer: Eugene Platonov
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