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MéTp Yamkosckum (1840-1893)
KoHuepT Ne 1 ans dpoptenmaHo ¢ opkecTpom cu-6emonb MuHop, Op. 23 TH 55

1. Andante non troppo e molto maestoso — Allegro con spirito . . . . . . . 20.20
2. Andantino semplice — Prestissimo. . . . . . . . . . . .. ... ... ... 7.49
3.Allegroconfuoco . . . . . ..o 6.48

AHTOH ApeHckuii (1861-1906)
KoHuepT ans dopTtennaHo ¢ opkectpom ca MuHop, Op. 2

1.Allegromaestoso . . . . . . . ... 12.02
2.Andanteconmoto. . . . . . ... L 8.15
4. Scherzo-Finale. Allegromolto. . . . . . . . .. . .. ... ... ... 6.57

Mpuropuin MH3bypr, hopTennaHo

FocymapcTBeHHbI cuMdpoHnyeckuii opkectp CCCP (1] —
Oupwmwkép KoHcTtanTuH MeaHos ((1]—

CumMdoHMYeckunin opkecTp BececorosHoro paamokomutera (4] —[6])
Oupwxép Ceprei Mopyakos (4] —[6])

ApxuHble 3anucu 21.01.1950 r. (1] -[3]), 01.01.1947 r. ([4]-[6])
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AHTOH Py6uHwTeNnH (1829-1894)

KoHuepT anst poprenmano ¢ opkectpom Ne 4 pe muHop, Op. 70
1.Moderatoassai . . . . . . . . . . ...
2. Andante menomoso. . . . . . ... Lo
3.Allegrounpocoanimato. . . . . . .. ...

®paHy JlncT (1811-1886)

«lMnsacka cmeptn» («Totentanz») Mapadpasa Ha «Dies irae»

Ons doprenmaHo c opkectpoM, S.126 . . . . . . . . L L oL

WMcnaHckasa pancoaus (Folies d’Espagne et Jota aragonese), S. 254,

obpaboTtka Pepyyyo BysoHu
Lento. . . . . . . L
I. Folies d’Espagne. Andante moderato . . . . . . ... .. .. ... ....
Il. Jota aragonese. Allegro . . . . . . . . . Lo o
lll. Cadenza. Unpocomenopresto . . . . . . ... .. ... ... .....
Non troppo Allegro. Animato . . . . . . . . . . ... . Lo

Mpyropui MH3Bypr, hopTenmaHo

FocymapcTBeHHbIV cuMdoHnyeckuin opkectp CCCP ([1]-[4])

BonblLuoi cumoHnYeckunin opkecTp BeecorosHoro pagunokomuteTa ([5]—[9])
Oupwxép AapoH Wepewesckun (1] —[3], [5]-[9])

Oupwxép Hukonan Avocos ([4])

3anucy 01.12.1949 r. (1] - [3]),10.05.1947 r. ((@]), 20.03.1951 r. (5] - [9))
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®denukc MeHaenbcoH (1809-1847)
KoHuepT anst poprenuano ¢ opkectpom Ne 2 pe muHop, Op. 40

1.Allegroappassionato . . . . . . .. ..o 11.31
2. Adagio. Molto sostenuto. . . . . . .. ..o 8.49
3. Finale. Presto scherzando. . . . . . . . . .. .. ... .. ... ..... 7.25

AHTOHUMH [Bopxak (1841-1904)
KoHuepT Ans dopTennaHo ¢ opkecTpoMm cosb MuHop, Op. 33

1. Allegroagitato . . . . . . . . ... . 17.35
2Andantesostenuto . . . . . ... L 7.35
3.Allegroconfuoco . . . . ... 9.28

Mpuropuin M'H36ypr, bopTenuaHo

CumMdoHMYeckmii opkecTp BececotosHoro paamo (1] -

BonbLuoi cumdoHnyeckuin opkecTp BeecotosHoro paguokomuteTa ((4] —[6])
Oupwxép Cepren MNopyakos

3anucy 01.01.1948 r. (1] -[3]), 05.05.1952 r.((4]—[6])
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Bonbdranr Amagen Mouapt (1756-1791)
KoHuepT ansa doprtenuaHo ¢ opkectpom Ne 25 1o maxop, KV 503

1.Allegromaestoso . . . . . . . . Lo 15.47

2.Andante . . ... L e e 8.03

3.(Allegretto). . . . . . 8.29
@®aHTasna go muHop, KV 475. . . . . . . 11.22
CoHaTta Ne 14 gnsa dpopTtenuaHo o muHop, KV 457

TAllegro . . . . . 4.00

2.Adagio . . ... 8.21

3.Moltoallegro. . . . . . . . . 4.25

Mpuropuin M'H3Bypr, hopTenmaHo
BonbLuoii cumdgoHnyeckuii opkecTp BececowosHoro pagvokomuteTa ([1]—[3])
Oupwxép Knpunn Kongpawwmi (1] —

3anucu 26.06.1952 r. (1] - [3]), 01.01.1947 r. (@] - [7])



CD5 [56.02]

1
2
3

Rlek kIR

[e] (=] &

RI[E][E
N [P [©

Omutpun Kabanesckun (1904-1987)
KoHuepT Ne 2 anst doopTenmaHo ¢ OpkecTpoM coslb MuHop, Op. 23

1.Allegromoderato. . . . . . . . . . 8.45
2. Andantinosemplice . . . . . . ... 8.54
3. Allegromolto. . . . . . 6.17

Hukonan PakoB (1908-1990)
CoHatnHa Mu maxop (1950)

1.Allegromoderato . . . . . . .. ... 2.59
2.Andante . ... L 2.04
3.Presto . . .. 2.11

Cepren banacaHnsH (1902-1982)
CoHatuHa Ne 1 o maxop (1947)

1.Allegromoderato . . . . . . . ... 5.14

2.Moderato. . . . .. e 3.19

3.Vivace . . . . 1.59
ConaruHa Ne 2 J1a maxop (1948)

1. Allegrettoconmoto . . . . . . . ... 5.07

2.Andantino . . . .. 3.52

3. Moderato conmoSSO . . . . . . ... 5.17

Mpuropui MH36ypr, hopTenuaHo
FocynapcTBeHHbIN cumdoHmdeckuin opkectp CCCP ([1]—[3])
Oupwkép Hukonan Arvocos (1] -

3anucm 17.05.1947 1. (1]-[3]), 27.03.1952 . ([4] - [6]),
25.08.1959 . (7] - [3]), 10.07.1958 r. ({0 — [12)
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CnonHuTenbLCckoe UCKyccTBO nuaHucta puropmsa PomaHosuya MH3bypra (1904-1961) npea-

cTaBnsieT cobom yHMKanbHOe XyAOXeCTBEHHOe siBfeHne. HenoBTopuMbI TBOPYECKUIA 0BNMK

3TOro My3blkaHTa NPeAcTaéT Kak CYaCTIMBOE COYeTaHUe WCKIYUTENBHOW YYTKOCTU K KOM-
NMO3VTOPCKOMY «CITOBY» W HeOoCAraeMoro MactepcTBa B ero BomnoweHnn. 3axsartbiBatoLwlas yene-
KaTenbHOCTb €ro UCMOSIHEHUS, MarHETU3M, He OTMyCKaloLWuiA CnyLlwaTens oT nepBon [0 nocrnegHen
HOTbI, BO3HMKaIOT Briarogaps MOLLHON LENOCTHOCTM apXUTEKTOHMKM U NpU 3TOM TOHYanllen aerta-
nmn3aunm my3bikanbHOM TKaHW, 6eCKOHeYHOMY pa3Hoobpasunio TeMOpPOBOM ManNUTPbl MHCTPYMEHTA.
CtunucTnyeckas TOYHOCTb, MMyOuHa 1 NPOAYMaHHOCTb KOHLenuun coyeTatoTest y MH3bypra ¢ Hefo-
CKa3aHHOCTbIO, KpUcTanbHas ACHOCTb MbICIN — C OLLYLLEEHMEM MY3bIKN KaK >K1BOW peyu, MPON3HOCH-
MOV 13 mybuHbl Aywn. Ero ocobbin «ronoc» — yaMBUTENbLHOW KPacoTbl U OQYXOTBOPEHHOCTU 38YK —
obrnagaeT NONCTUHE MMMHOTUYECKUM OYapOBaHNEM.

* % %

Cygnbba Mpuropusi PomaHoBuya okasanack TpyaHou u Tparmdeckon. MysbikaHT oT bora, apTucT, Bce-
LLeno NnocBATUBLLMIA cebs CryXeHuto My3bike 1 NoasiM, BblAaloLWMIACA negaror, MHOro neT OTAaBLUniA
MOCKOBCKOWN KOHCEpPBATOPUN U BOCMUTABLUNIA MHOTUX APKUX MUAHUCTOB, YeroBeK peaKow AyLIeBHOM
YUCTOThI, MOPSIAOYHOCTU... OH NpoXun Bcero 57 net. Ero XM3HeHHbI NyTb, OTMEYEHHbIV CePbE3HbI-
MM UCTbITaHUSIMU, MPULLENCS Ha CIOXHYIO 3MOXY B MCTOPUM CTPaHbIl, KOrga noasIMHHasi MMYHOCTHAs
1 TBOpYeckasi cBobofa XygoXkHUKA He Morna OCyLLeCTBMATLCA B MOfiHOM mepe. Ho Harpagow ero
6bina nboBb Ny6nuku, ero BbICTYNNEHUS BCTPeYany camblil BOCTOPXKEHHbIA NMPUEM, Kak Mo BCEMY
Cosetckomy Coto3y, Tak 1 B (yBbl, O4eHb pedkux) 3apybexHbix noesgkax. Bee, kto 3Han Mpuropusi
PomaHoBuM4Ya, oTMeyaloT npucyLume eMy nyyline YernoBeyeckre kadyecTBa — MpoCToTy 1 Aobpoxena-
TENbHOCTb, XU3HENOUe N YyBCTBO OMOpPA, BCMIOMMHAIOT O HEM KaK O YEroBeEKEe MCKIIOYUTENbHON
[06poThI, KOTOPLIA CTPEMUICS MOMOYb KaXaoMy, KTO K HeMy obpaliancs...

Poauncst Mpuropun MmH3bypr B HwkHem HoBropoge, HO yxe B LUECTUNETHEM BO3pacTe OfapéH-
HbI pebéHok nonan B MockBy Ha obydeHne n npoxusaHne B cembto A.b. NonbaeHseisepa. 3aeck
OH BUAEN W Crbllwan MHOTMX BblAAKLWMXCS My3blkaHTOB — PaxmaHuHoBa, MeTHepa, CkpsibuHa,
Brnymendenbaa, UrymHosa... B 1924 rogy oH GnecTsiye OKOHYMIT KOHCEpBaTOPUIO (€ro NMS MOX-
HO NMPOYeCTb Ha 3HameHuToW «[Jocke OTNMYMSI»), U Havanacb ero KOHUepTHasi AesTenbHOCTb, reo-
rpadusi KOTOpow Bcé BpeMs paclumpsinack. CtaB naypeatom [lepBoro mexayHapogHOro KoHKypca



nmenn Lonera B 1927 rogy, M'H3Gypr nomyvaeT NpurnalleHns u ¢ OrpOMHbIM YCNIEXOM racTponu-
pyet B [Monble, ctpaHax Mpubantuku, Weeumn, bepnuHe. Ho Hayanacb BoviHa, U, HECMOTPS Ha
TSKENble XN3HEHHble obcToATenbCTBa, [MH30YPr NpofomKkaeT caMOOTBEPXKEHHbIN TpyA, CoBMeLLas
npenofgaBaHne B KOHCEPBATOPUU U KOHLIEPTHbIE BbICTYNNEHWs. [aHncT Bén n macluTabHyto obLue-
CTBEHHYI0 AeATENbHOCTb, OblN1 HEYTOMUMbIM 3HTY3MaCTOM My3blKanbHOro obpa3oBaHus — noceLyan
My3blKarnbHble y4yebHble 3aBeeHVs B pasHbiX ropofax, KOHCYNbTUpOBan yYEeHUKOB M npenojasa-
Ternew, Bo3rmnaenan BececotosHoe obbeanHeHe My3bikanbHbIX NeAaroros, rAe NPOBOANUM 3aHATUSA U
ceMuHapsbl.

B nocneBoeHHble rogbl [MH30ypr nonyyan MHOXECTBO MPUIMaLleHnii Ha racTponu B pasHbiX CTpa-
Hax, HO BCAKMN pa3 MUHMCTEPCTBOM KyMnbTypbl €r0 MOe3fKM OTMEHSNMCb, nogyac 6e3 obbsicHe-
HUIA. Jlnwb B NocneaHue rofbl XXU3HU apTUCTY yaanocb NobbiBaTb C KOHUEepTaMmu B Yexocnosakuu,
HOrocnaeuu, ycnex 3Tux BbICTYNNeHUn Obin eHoMeHanbHbIM. HO, K coXaneHuo, 340poBbe
Ipuropus PomaHoBuya 6b1no nogopBaHo, Tshxénasi 6onesHb He gana emy LLaHCOoB. ..

Cpeaun MHoroobpasus anMTETOB, XapakTepuayoLnX TBOPYECTBO [MH30ypra B CTaTbsX U PeLEH3usIX,
noxanyn, Hanbornee 4acTo CrOBO BCTPEYAETCS «C8eMIbIl». «3anvucu — 3TO NMULLb OTPaXKEHHbIN NyY
TOro CBETA, KOTOPbIA U3ry4an ero NMaHUCTUYeckuUii 0bnmuk» — rosopuTt ero yyeHuk C.J1. [opeHckumi.
AkoB ®nvep oxapakTepusoBan TBOp4eCTBO [MH3Bypra kak «MCKYCCTBO MSIFKOrO COSTHEYHOIO CBETa».
«MHe xoTtenocb 6bl Ha3BaTb UckyccTBO MMH3Gypra — mouapToBckuMy — nuweT E.W. FlonbaeHBensep:
«3TO COBEPLUEHCTBO COMHEYHON pafocTy U rnyboKon, LenoMyapeHHom ckopbu: aTo knaccuyeckasi
MyOpOCTb, FAPMOHWUYHOCTb, MaeanbHas 3aBepLUEHHOCTb 3ambicria U MosiHOTa ero BonmnoLeHus [...]
W obpasbl, KoTopble OXMBAKT NOA ero nanbuaMu, co3faHbl N oHn betxoseHom unu fluctom, Mo-
uaptom unu lepBuHom, LoneHom mnu YankoBckuUM, — 3TO UMEHHO XXUBble 0Opa3sbl, CIIOBHO W3-
BMEYEHHbIE XYAOXHUKOM U3 HEKOEN rMyOuHbI U MOAHSATHIE UM K COJHLY, OCBELLEHHbIE UM BO BCEX
aetansix, BO BCEN kpacoTe...».

B.A. MouapTy npuHaanexar Takue croa: «Hu Bbicokas cTeneHb UHTENNeKTa, HU BOOGpaxeHue, Hu
ob6a BMecTe He co3faloT reHust. Jliobosb, No60Bb, NOOOBL — 3TO Aylua reHus...». B kaxgom «cno-
BE», MPOU3HECEHHOM «ycTamuy» posns Mpuropusi PomaHoBuYa, XUBET 110608k, 8ocxuWeHUe U bra-
20208€HUE — nepes My3blKoi, KOTOPYI OH NPOXUBAET rnyboko NuYHO, nepesn 060XkaeMblM UHCTPY-
MEHTOM, ObIBLUMM AJ151 HEFO MOYTU KMBbLIM CYLLECTBOM. ..



«B BbICLWIEN CTEMeHW AaHO MMaHUCTY YyBCTBOBATb OOLLYI KpacoTy MPOMCXOASLLEro, NPOHMKaTb-
CA el0 1 OOHOBPEMEHHO YcreTb NonmoboBaThbCA Kaxaon AeTanbio Npou3BEAEeHWs, nepeaatb CBOé
gocxuweHuUe cnylwatenam» — nuweT nuaHucT [l. bnaron. ViMeHHO noaTomy rmybokas MHTEMneKkTy-
anbHasa pabota Hap Npov3BeAeHMEM HUKOTAa He NMpMBOAMNA K XONMOAHOCTU U PacCy[oHHOCTU €ro
MCMOMHEHNs,, a HaAobopOT, pacKpbiBana BCK KPacoTy XyAOXECTBEHHOW MbICMWU, HamofIHEHHOW W
OCBSALLEHHON 4yBCTBOM. HecnyyaiiHo [MH30ypra HasbiBany «MO3TOM MUaHWCTUYECKOro MacTtep-
CTBa»: ero HegocsraeMoe TeXHNYEeCKoe COBEPLUEHCTBO BCELIENO CMYXWIO nepeaave XyooKeCTBeH-
HOrO CMbICna NPOuN3BEAEHNS, KOTOPbIM OH MOCTUran HacTOMbKO AOCTOBEPHO, YTO MPeACcTaBnseTCs,
OyaTo «cam Mouapt» nnmn «cam beTxoBeH» roBOpsiT C HAMM 3ByKaMu ero posins...

B npouecce paboTbl COuMHEHME OLLYLLANochk UM yxe Kak cobcTBeHHoe: «PasymeeTcs, s npekpacHo
3Halo, YTO He 51 aBTOP ITOWM My3bIKM, HO OHA MHe Tak e bnuska n gopora, kak aBTopy» — Npu3HaéTcs
MUaHNCT.

BaxHenwen cBoen 3agaden nNUaHWCT cuyuTan caenatb My3blky BENUKUX MacTepoB AOCTYMHOW U
MOHSITHOW LUMPOKOW ayaUTOPUN, «TPaKTOBaTb MPOM3BEAEHWUS C NPeAeribHOW SICHOCTbo». [NaBHbIM
KpUTEPMEM YCMELLHOMO BbICTYNNeHUs Anst MMH3bypra Bcerga Obin KOHTAKT CO criyluatensiMu, YTobbl
«My3blka BXxoguna npsiMo B Ayly». «V nepen kaxabiM KOHLEPTOM Aymaellb O ToM, Kak 6bl Tebe
MPOHUKHYMb 8 malHUKuU Oywu TOrO Yero-To HeonpeaenéHHoro, HEM3BECTHOrO, YTO Tbl BCTPETULLb
B 3arne 1 4To cocTaBnsieT ayautoputox». puropmini PomaHoBMY nogyépkmBarn, YTo UCMOMHUTENbCKOE
MNCKYCCTBO CPOAHM UCKYCCTBY aKkTépa, opaTopa, pacckasvuka. Ero BbicovanLimin apTucTuam, mactep-
CTBO «MEPEeBONSIOWEHUsI» MOopaXKatoT — TaK, HaNnpuMep, B €ro UCMOMHEHUN TPaHCKPUMLMIA CrOBHO
BMOMLLb BCEX «TEPOEBY», CIbILMLIbL WX rofioca M 3a KpaTkMe MUHYTbI NMbeChl NMPOXUBaELLb C HUMKU
LIENYH0 XU3Hb. ..

I'MH36ypr y6e>|<,qéH, YTO UHTYynNUUA, 6Gecco3HaTenbHoe He MOXET ObiTb Ans MCMOMNHUTENS onpe-
Oensowen, «ecnum CcosHaTenbHoe, paccygo4yHoe Ha4ano He 6y,qu AO0CTaTO4YHO pas3BMBaATbCA».
B cBOéM CTpemMneHun K SCHOCTU U AOXOAYMBOCTM UCTIONHEHWUST OH NPUAEPXKMBAETCA WHTEeNnNeKTyarnb-
HOro, aHanuTmn4yeckoro noaxoga («npe)K,u,e BCero A nocrtaparCb NoHATb CbOpMy CO4YNHEHUA, NOTOM
6y,£|y HallynblBaTb rapMOHUYECKYO OCHOBY...», «3HAaKOMJIIOCb C TEMaTU4ECKUM MaTepuarnom, C Tem,
Kak OH paspa60TaH»). BocxuuwaeT abcontoTHas TOYHOCTb BOMSIOLLEHUS UM My3bIKaJ'IbHOI7I dopmbl,
yBnekatesnibHaa HenpepblBHOCTb MbICIN OT nepBon A0 nocriedHen HOTbl: OHa HUMAE He OCTaHaBnu-
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BaeTCs, He «pBETCH», U brarogaps 9TOMy BHMMaHWe cryluatens Hukoraa He ocriabesaer. Monudo-
HM4eckoe, pasHoTeMBpOBOE CrblllaHne NnacToB PakTypbl CO3AAET BrnevaTrneHne vyaa: Bce rornoca
Tak penbegHbl U NO-CBOEMY OKpaLlleHbl, CTOMb BbIPa3WUTENbHO «pPa3roBapuBaroT» Mexay cobow, YTo
MOpOWi KaXeTCsl, YTO HAa OAHOM WHCTPYMEHTE 1 (BCero) AByMS pyKamu 3TO OCYLLECTBUTL NPOCTO He-
BO3MOXHO....

Peneptyap [vH30ypra Obin orpoMeH M pa3HoobpaseH. HayaB cBovi nmpodheccuoHanbHbIM MyTb
c yBneyeHus Jluctom un LloneHoM — pOMaHTMKOM, KOTOpasi «OYeHb Mperblianay, «cama Aasa-
nacb B pyku», NO3AHEE MUAHWUCT NPULLEN K ryOOKOMY MOCTUXKEHUIO KIAcCuKW, CTaBLUen Ans Hero
«nobrmon n nitepecHomny: bax, MangH, MouapTt, betxoBeH... OH Cbirpan OrpoOMHbIN NAACT COYUHE-
HWUIA pycckux komnosmTopoB (ImuHka, Yarkosckun, MeTHep, A. PybuHwTenH, Banakupes, BopoauH,
[MabcT), MHOro MCMONHsAN CoBEeTCKOM My3blkn — MsckoBckoro, Npokodbesa, Kabanesckoro, ®enn-
6epra, PakoBsa, banacaHsHa... BenukonenHbl B ucnonHeHun MH3bypra npoussegeHns ansa dopre-
NMaHo C OPKECTPOM — KOHLepTbl YarikoBckoro, ApeHckoro, A. PybuHwTenHa, MeHgenbcoHa, Jlucta,
[Bopxaka un gp., 3anMcu kamepHblx aHcambnen — ¢ J1. Koranom, M. CnobogkmHbiM, dopTennaHHbix
ayatoB ¢ A. lNonbaeHsensepom. U, KOHEYHO, BCeM M3BECTHbI ero brecTsline aBTOpCKne TpaHCKpun-
uun (ctoutbl n3 «lMep MoHTa» Mpura, paHTasmsa Ha TeMmy KaBaTuHbl Purapo n3 onepbl k. PoccuHn
«CeBUMbCKNIN LIMPIONBHUK» U Ap.).

Bcerga rmaBHbIM KpuUTEpUEM ero Bbl60pa ObINO AOCTUXEHNE Xy,EI,O)KeCTBeHHOIZ npaeabl: OH He 6paJ‘|—
CA 3a npouseseneHuns, C KOTOpbIMW HE Haxoawus NOSIHONoO BHYTPEHHEro Co3By4unA («Tenepb Oymaellb
C aBTOpOM BMeCTe»), CTpEeMUNCcA MNoHATb «CI'IeLl,VId)I/IKy 3ByYaHuaA», Bcerga uckan «Heobxoanmo-
ro CnnaHnA € npounsseeHnem, ¢ MUHCTPYMEHTOM» U «HYXXHOIO0 COOTBETCTBUA B XapaKTepe 3ByKa».
«Kaxgoe nponssegeHve co3faét onpedenéHHoe CoCTostHue PYK N MbICIN» — roBOpUT rVIH36pr n
HaxoguT AN Hero CBON HENOBTOPUMbIA «TOHY, 3By4aHue poans.

M Bce-Taku, npu BCEM OGeCKOHEYHOM MHoroobpasvn apTUCTUYECKOW ManuTpbl macTepa, BCer-
[a ynaBnvMBaeTCst €ro HU C YeM He CPaBHUMbIV, Y3HaBaeMbIl C NepBbIX e HOT «TeMOp rornocay,
«ero Tylwe, KOTopoe 3afeBaeT rmyboKo CKpbITble CTPyHbl cepael crywartenen» (Hatanusa Cau).
«B kayecTBe ero 3Byka ... OTpaxanocb BCE MUPOOLLYLLEHNE, faXe MUPOBO33PEHNE MYy3blKaHTa» —
oTmedaet M.C. Nekenuc.
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3Byk MH30ypra, noxanyw, camas Gonbluas TalHa ero uckyccrea. BeposATHO, 3aTo 1 mpupoaHas,
Borom gaHHas cnocobHOCTb AyLuM, KOTOPOW MOCYacTNMBUIIOCL «0bpecTu cBow ronoc» Grnarogaps
posnto (Mpuropuin PomaHoBWY LLYTWM, YTO Aaxe ecnu Obl OH POAUIICS B Ky3HWLE, OH BCE paBHO
urpan 6bl Ha posne). Ho ato, 6€3 COMHEHWI, N TUTAHUYECKU TPyA, NMOCTOSHHBIN, 6GecnpepbIBHbIN
novck. B cBoen paboTte NMaHUCT NPOSBAN HEUCCAKAEMOEe CTPEMIIEHME K COBEPLUEHCTBY, Heckom-
NPOMUVCCHYI0 CaMOKPUTUYHOCTb, TpeboBaTenbHoCTb! OrpoMHYI0 1 BaXKHENLy 4acTb paboTbl OH
OCYLLECTBMAN BHE MHCTPyMeHTa. «PaboTta ucnonHuTens, kak u BCAKOrO TBOPYECKOro Yeroseka,
He KOHYaeTCcs B TOT MOMEHT, KOrAa OH yxoauT oT posns. OHa, B CyLLHOCTU roBOPS, TOMbKO C 3TOr0
MOMEHTa U HaumHaeTcq [...] OTa npodeccus TpebyeT oTaaum Beero cebsi, LenMkom u, B CyLLHOCTH,
BCE BpPEMSI» — FOBOPWIT OH.

Posanto MmH3bypra noaBnacTHbl TOHYaWLLMe 3MOLMOHANbHbIE OTTEHKN, «Nonyynbibka, nonynnay...»,
B Ka)XOOM rapMOHM4YeckoM o6opoTe OTKpbIBAeTCsi HOBasi rpaHb cMbicna. A ewwé bonblue ocTaércs
HeoCkasaHHbIM, «MO3T POosANsA» MpurrallaeT crnylaTtensi K COTBOPYECTBY, BOBfiekasi ero Ayuly B
nonért... MNoa3nen HanomnHAEeTCA caMo NPOCTPAHCTBO Mexay 3ByKamu, cam BO3ayX, TuwmHa. «Mrpas
copTe, UK, rae xe TyT MMaHo» — FoBOPUT NUaHWUCT. U AeicTBUTENBHO, rpaaaumns OTTEHKOB MUAHO y
[MH3Bypra Heucyepnaema.

[puropuio PomaHoBudy 6biny Yyxabl HEKME OBLLENPUHSITEIE MOAENM «POMAHTUYECKOrO MUaHW3-
Ma» (ycrnoBHo roBopsi, «Sturm und Drang», 3k3ansTMpoBaHHasi CTpacTHOCTb, runepbonuanpoBaH-
Hble amMouun). B ero My3bikanbHOW peyn HEeT HUYEro BHELUHEro, NULIHEro, nadocHOro, — TONbKO
8HympeHHee B ero b6eckoHeuHom GoratcTBe. OH roBOpUN: «BCE, YTO CHapyXu — “NpocTo U Tpes-
BO”, @ “XW3Hb, U CNé3bl, U N0OOBL” — BCE BHYTPU». DTO BreYaTrneHne CpaBHUMO C MaHEPOW YTEHUSI
ctmxoB A. Brniokom, Tak nopaxasLuen COBPEMEHHWKOB: «V npocmoma — Kak SIBCTBEHHbIV, 3BYKOBOW
nTOr GECKOHEYHO CrOXHOW, 6€300HHO-TNYOOKON XU3HW, TYT e, B NMPOLECCE YTEHWUSI CTUXOB, CO3U-
[aeMoi 1 yTBepxaatollencs. Hu geknaMmaumm, H1 NosTUYHOCTU, HY yaapHoro nadoca oTaenbHbIX
CnoB 1 ABWXeHUA. Huuero ycnoBHo-akTépckoro, acTpagHoro. Kaxagoe crnoBo, Kaxablil 3ByK oKkpalle-
Hbl MOJIbKO U3HYmMpuU, u3 2iybuHbl HaHo80 repexusarouweli dywuy (M3 BocnomuHaHuii B.A. 3opren-
dppest). IMeHHO BHYTpEHHMM CBETOM AyLUN HamosHeHa Xpynkas kpacoTa mMasypok LLoneHa — «npo-
CTbIX NbEC» — B MU3YMUTENbHOM McnonHeHuu Mpuropus PomaHoBuya. W gaxe camas nevanbHasi My-
3blka Y HEero Bcerga HeceT yTelleHue. ..
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B 3anucsx coxpaHunach nuviib Manasi YacTb OrpOMHOro hopTenvaHHoro peneprtyapa [MH3bypra (oH
nobun 3anncbiBaTbCH, HO TaKMX Crly4yaeB eMy MPefoCcTaBnanocb He MHOro). BoamoxHoOCTb cnywatb
naHncTa cerofHs cylecTByeT bnarogapsi ero govepu Envsasete puropbeBHe MMH30ypr, kKoTopas
nposena orpoMHyto paboTy Mo MOWCKY 3anucen oTua U UX U3gaHuio. 3HaunTenbHas YacTb TBOpYe-
ckoro Hacrnegus vH30ypra nsgaHa MockoBckon koHcepBaTopuen um. M./, YankoBckoro: MoHorpa-
duueckmn 6oke-cet n3 10 amckoB 6bin n3pgaH B 2017 1., 1 cernvac KOHCEPBATOPUSI OCYLLECTBMAET
BbIMyCK HOBOW CEPUN AUCKOB C HEOMYyOnNMKoBaHHLIMK Jocerne 3anMcammn nuaHucta. Heobxogmmo or-
METUTb, YTO 3aMUCK, XPaHUBLLMECH HA CTapbIX MAarHUTOOHHbIX NINEHKAxX B TEYEHWE OONroro Bpeme-
HW, Briarogaps KPOMOTNMBOM U BbICOKOMPO(ECCUOHANbHON pecTaBpaLMOHHON paboTe KonnekTnea
MHorodyHKumoHanbHoro LieHTpa 3Byko3anmcu n 3Bykopexuccypbl MOCKOBCKOW KOHCEpBaToOpum Mno-
TNyYNnn «BTOPOE pOXAEHME» N NPeACTaBNsSoT MCKYCCTBO NMaHNCTa BO BCEM €ro Benvkonenuu.

3HauyeHue 3Toro TpyAa Hernb3s NepeoLeHnTb, BeAb B Halle BpeMsi My3blkanbHOe Hacrneame Benuko-
ro Macrtepa 3By4UT C OCOBEHHOM CUION 1 HeoBXxoaMMOCTbIO. OHO MOXET CIYXXUTb OPUEHTMPOM, Ma-
AKOM AN MONoAbIX UCMOMHUTENEN, yka3blBasi, YTO €AUHCTBEHHbIA UCTUHHBIA «MYyTb K BEPLUMHEY —
3TO YECTHbIV TPYA, OCBALLEHHBIV MOOOBBLID U camooTpeyeHneM (kak oTmedan puropuii PomaHoBmy,
«t0BUTb CamMoe UCKYCCTBO, a He cebsi B UCKYCCTBEY).

HeT HuKakmx COMHEHWI, 4YTO ero TBOpYeCTBO OyAeT BAOXHOBMSTb U pafoBaTb €LlE€ MHOrMe Moko-
nenus. 3anucy MH36ypra NOCTOSIHHO BbI3bIBAKOT BCE HOBbIE BOCTOPXKEHHbIE OT3bIBbI B VIHTEpHETE:!
nogyn 6narogapsit, BblpaXalT BOCXULLEHUE, MOAYEPKMBAKOT WCKIIOUUTENBHYIO XYAOXXECTBEHHYHO
BbICOTY WCMOJHEHWS], BbICKA3bIBAOT MPOHULATENbHbIE CYXAEHUs... «3a 3TUM Be3ynpeyHbiM cro-
KOWCTBMEM, 33 HEBEPOSTHLIM TEXHMYECKMM MaCTEPCTBOM CKpbIBAeTCsl NMPOH3UTENbHAs HOCTamnbru-
yeckasi, MefnaHxonMyHasi HoTka, Tocka Mo yTpayeHHOMY MUpY» — 3aMeyaeT OfMH U3 cryliaTenei.
WTtanbaHckuin My3sbikaHT, nog ncesgoHvmMom Gullivior Begywmin kaHan o dopTenMaHHOM UCKYCCTBE
Ha MonynsipHOM BUAEOXOCTUHTE, BbINOXUI noabopky npousseneHunin B ucnonHexHun I.P. MH36ypra,
[aB nopasnTeribHO TOYHYH XapakTEPUCTUKY ero TBOpYecTBa: «51 yBuaen nosTuYeckyo AyLly, KoTo-
pasi CTpeMuTCsi He BbICTaBUTb Hamnoka3 caMmy cebsi, a 06HapyXUTb LIeNIOMYOPEHHYI0 KpacoTy, CKpbl-
BaloLLytoCs 3a My3blkol. YTo6bl 3TOro AocTuydb, MMH3Bypr obpeTaeT NErkocTb, NOYTM HEBECOMOCTb,
Kak OyaTo NpeofoneBaeT 3akoHbl rPaBUTaLMK, CTAHOBSICb BO3AYLUHbIM M NPO3payHbIM, U 3TO CO06-
LLIaeT HEBECOMYIO COAEPXKaTEeNbHOCTb €ro My3blkanbHol peydn. OH ocBoBOXaAaeTCst OT BCAKOro hu-
3MYECKOro U MNCMXonorm4yeckoro 6annacra — TEXHUYECKON TPYAHOCTU UCTIONHEHUS, UHTEMNNEKTYyarnb-
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HON MHOrO3HaYUTENBHOCTU U 3MOLMOHANbHON BYNbrapHOCTW. [...] TMH30ypr He mobuT BbICTaBNATH
Hamnokas HU CBOE TEXHMYECKOe MaCTepPCTBO, HU CBOK POMAHTUYECKYH YyBCTBUTEMBHOCTb... B HEM
ecTb bnaropogHas CKpOMHOCTb... CeHTUMeHTarnbHbIM nadoc pacTBOPSETCA U UCTOHYAETCS B HEM,
CTaHOBSICb YEM-TO CKpbITbIM, YTO NOAAEPXKMBAET My3blKy [MH30ypra U3HYTpU, He MoKasbiBasiCb, Tak
YTO OHa AOCTUraeT B KOHLIE KOHLIOB TOW BbICLLUEN MPOCTOTbI, K KOTOPON CTPEMUTCS KaXAbl BEMMKNIA
apTuCT. A Ha BMAY OCTaétcst 6punnmMaHT YicTon Boabl. A Obl ckasan, uyto [MH30ypr 6onblue, Yem Ka-
KoM Bbl TO HY BbINO APYror MMAHNUCT, AapuT Ham Yucmomy».

* % %

Hacrosilee n3gaHve npefcTaBnseT ucnonHuTenbckoe mckycctso IP. MnMH30ypra B LUMpOKOM CTU-
TIEBOM UM XaHpPOBOM [AuanasoHe — OT BEeHCKOoro knaccuumama (MouapT), poMaHTUYeCcKoro KoHuepTa
(MeHnpenbcoH, [iBopxak, JlucTt) oo npov3BefeHuidi pycckmux komnoauTtopoB XIX Beka (YavikoBckui,
ApeHckuin, PybuHwiTenH) n coBeTckon my3blkn (Kabanesckuit, PakoB, banacaHsiH). B aTtom ctune-
BOM pa3Hoo6pa3vnm 0cO6EHHO MHOrorpaHHO MPOSIBISETCS BblICOYANMLUMIA apTUCTU3M MUaHUCTa, ero
Aap packpblBaTb KaXaoe NpounsBeaeHre Kak XUBOW XyO0KECTBEHHbIN MUP.

CDh1

M.U. YankoBCKUM.

KoHuepT Ne 1 ana dhopTennaHo ¢ opKkecTpom cu-6emornb MuHop, Op. 23
(1875)

KOHLlepT Ne 1 ana CbOpTel'll/IaHO C OpPKeCTpOM HEeU3MeHHO ABnAeTCcA OAHUM U3 CaMbIX UCMNOJSTHAEMbIX

npoussefeHnin B mvpe. HeobblvariHasi NonynsapHOCTL 3TOTO COMMHEHWS NMOpoAua Hekne nHTepnpe-
TaLMOHHbIE CTEPEOTUNbI, HEPeaKO OTAANALWME OT NOASIMHHOTO CMbICNA MY3bIKK.

B npoutenun I.P. TnH3bypra 3HamMeHUTBLIN KOHLEPT 0CBOBOXAAETCH OT BCEX MCMOMHUTENBCKUX KIu-
LUE: HMKAKOrO «MIakaTHOro LUTpUXay, rmnepTpodnpoBaHHON NAaTETUKN U «BHELLHMX 3P eKToB», My-
3blka YalnkoBCKOro NpeAcTaéT B €€ SCHOM MepBO3AaHHOM o6nuke. [MaHucT HaxoauT yABUTENBHO
VNCKPEHHWUI, rNyBOKO NMNYHBIV TOH BbICKa3bIBaHNS, B €0 B3BOITHOBAHHOM VICTIONTHEHUN OXWUBAET Noa-
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TNVHHBIM ApamaTtnam YankoBCKOro, a ero fimpuka npeactaér Bo BCeN XPYNKOCTW, UHTUMHOCTU 1 6e3-
3aLNTHOCTW.

2KMBOCTb 1 €CTeCTBEHHOCTb MCMOMHEHWIO NpMAAET HeobblbanHoe pa3Hoobpasne TemMbpoBoy nanu-
Tpbl, peakoe ANns XaHpa KoHuepTa BoobLle u ocobeHHO «nobnekwee» B HblHELHee BpeMs: [UH-
30ypr ymeeT Bblpa3nTb xapakTep My3blki B CamMOM 38yKe, OT CypoBOro ¢hopTe [0 BO3AYLUHbIX Ce-
pebpUCTBIX «KOMOKOMBYMKOBY». 3amevaTternisHoe eAUHCTBO COMMUCTa M OpKecTpa, ApamaTtyprnyecku
CTOMb BaXXHOE [N 9TOr0 COMMHEHWS!, MX B3aMMOAEWCTBME Kak CyObeKTMBHOMO 1 06bEKTUBHOIO Ha-
Yyan BbISIBNSAET rMyOuHY 1 LeNbHOCTb XyAOXECTBEHHOW KOHUeNuuu (npekpacHasi pabota anpuxépa
KoHctaHTuHa MBaHoBa n TACO CCCP). 3HameHuTasi, B HapogHO-TaHLUEBanbHOM Ayxe, Tema du-
Hana KoHuepTa B ucnonHeHun MH3bypra nokopsieT obasiHuem, neBy4ecTbio U MSATKMM IOMOPOM, a
noboyHasi Tema B Koge pmHana 3By4MT Kak BOCTOPXXEHHbIA MMMH XXU3HMW.

A.C. ApeHcKkun.
KoHuepT ana cdoprennaHo ¢ opkectpom ¢pa muHop, Op. 2 (1882)

«B HEM HacTOALLMIN KOMNO3UTOPCKUIN TEMMNEPAMEHT, HacTosILLLas TBopYeckas CTpyHkal» — nucan o6
ApeHckoMm YarikoBckmin. HecmoTpsi Ha TO, UTO KOHUEPT Obin co3aaH ABaaLaTUIETHUM KOMMO3UTOPOM
eLé B roabl o0yyeHus B [eTepbyprckor KoHCepBaTopuK 1 oxapakTepm3oBaH Pumckum-KopcakoBbim
Kak «uaean y4eHN4ecKon paboTbl», OH cpady 0OpEn cTaTyc 3penoro COMMHEHUS U NONYNSPHOCTb.

My3blka KOHLepTa MnpuBreKkaeT MenoaM4HOCTbIO U CBEXECTbIO, XOTS B HEN OLLYLLAETCA TOHKUIA
CNnaB pasnu4YHbIX CTUMNCTUYECKUX BNUSHUA. XapakTepHasi pOMaHTU4eckast « MHTOHaLMs Bornpocay,
BO3HMKatoLLasi BO BCTYMIIEHWUN, MPOHM3bIBAET BECb TEMAaTUYECKUIA MaTepuan KoHuepTa (KoMno3uTop
NPUMEHSIET NUCTOBCKUIA NMPUHLMMN MOHOTEMATM3Ma, TO eCTb BblipalLMBaHUsi TEMaTU4eCKOro MaTepu-
ana u3 eguUHOro MHTOHALMOHHOMO «3epHa»). YTOHYEHHAs «LUONEeHOBCKas» nupuka (TeMbl rmaBHON
1 noboyHon naptui 1-n yactu, Allegro maestoso), xapakTepHble rPUroBCkne MHTOHaUMK (2-9 Tema
Andante con moto, Tema rHana) 3gecb NepenneTatTcs C PyCCKON NECEHHON MENOANKON, BbINnH-
HOCTbIO, «BOraTbipCKVMMU» U MISICOBBIMU MOTMBaMU B AyXe KOMMO3UTOPOB-KYYKUCTOB (dbmHan-ckep-
L|0 HanucaH B NATMAONbLHOM pa3mepe). [ipamatuyeckas paspaboTka matepuana, npeBpalleHue nu-
pUYeCKMX TEM B TMMHUYECKNE HanoMWHAET O ApamaTypruyeckmx npuHumnax YamkoBckoro.
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YausuTenbHbI NnnaHnam [MH36ypra packpbiBaeT BCIO KPACoTy 3TOr0 COMMHEHWS, €ro Nnpusm, Kpa-
COYHOCTb, toMOp. Ero nckpeHHee BOCXMLLEHME MY3bIKOW, CMOCOOHOCTb «MpUCBanBaTby €&, Npous-
HOCUTb OT MepBOro nuua, agenaet e€ ybeautenbHOM 1 yBnekaTenbHon. Kak cBepkatT 1 UCKPSTCS
Yy[EeCHble POCChINM NaccaXen NMaHUCCMO, Kak MeyTaTenbHO NETUT U CBETUTCH 3BYK POSNA B MeA-
TIEHHOW YacTu, CIOBHO NapwT Hag opkecTpoM! B ero npoYTeHnn HeT HWU OOHOW «MPOXOAHOW» UHTO-
HaumK, ycpegHEHHoro 3Byyvanus. Mpu Bcen AeTanM3npoBaHHOCTN 1 MHOroo6pasny aMOLMOHaNbHOM
Bblpa3nTenbHOCTU, [MH3BYpr BenvKkonenHo BbiCTpansaeT opMy, ApamMaTypruto COMMHEHNS.

CDh2

A.T. PyOuHwTemnH.
KoHuepT ansa doprenunaHo ¢ opkectpom Ne 4 pe muHop, Op. 70 (1864)

Cpean natm dopTtennanHbix KoHuepToB A. PybuHwTenHa YeTBEpThIN — camblii MOMYNSAPHbIN
1N UCMonHsiemMbld, OH Bxogun B peneptyap C.B. PaxmanuHoBa, W. Magepesckoro, @. By3oHwu,
I. boH Bronosa. 310 oAnH 13 NepBbIX MacLTabHbIX hopTenMaHHbIX KOHLEPTOB, CO3AaHHbIN 0 Bep-
LLIMHHBIX TBOPEHWI B 3TOM >XaHpe YarikoBckoro, PaxmaHvHOBa 1 BO MHOrOM MOAFOTOBMBLUMI MOYBY
ONs X NOSBNEHWS, OOHAKO 3aTeM OKa3aBLUMIACA «B UX TeHu». CTUNMCTUYECKN My3blka KOHLepTa
npeactaenser cobon cnnas 3anagHOEBPOMENCKOro pOMaHTM3Ma M PYyCCKOrO pacneBHOr0 Meno-
an3ma. Tema BCTynneHust (MHTOHaLMOHHAs OCHOBa TemaTu3ma BCeX YacTen TPEXYACTHOro LMKna),
BHayarne CyMpa4Ho-3anuyeckasi, B AarnbHelleM nomny4vaeT pasnuyHble obpasHble TpaHcdopmauuu,
B Ayxe noam ®. Jlnucra. KonTpactupytowas en nupuyeckas tema noboyHon naptum 6naropogHa v
caepxaHHa. B npoyuteHun MmH3bypra ¢ aupwképom A. LLiepelueBckuM KOHLEPT 3BYYMT Kak MOLLHOE
cMmOHUYeCcKoe MOMOTHO, poXAarLeecs B €AMHOM AblXaHUW conmucta v opkecTpa. HacbiweHHas
aKkkopaoBas M OKTaBHas hakTypa nucToBckoro tuna y MvH3bypra 3By4mT nerko, nonétHo. B men-
NEeHHOM YacTu uukna ocobeHHO MpeKkpacHbl B MPOYTEHUM NAHMCTa COMbHbIE NIMPUYECKVE aNM30abl,
nanyyaroLme TUXUIA CBET U OQYXOTBOPEHHOCTb. B oTHoweHun atoro Andante nuanvct [. Bnaron
BEPHO OTMeyvaeT: «HacTpoeHne ogunHodecTBa Ans MMH3bypra oTHIOAb He BCcerga TparmyHo, Hamnpo-
TMB, BraroTBOPHO: YyBCTBYELLb Kak Obl pa3mbilLneHne HaearHe ¢ cobol, B KOTOPOM Tak Hyxaaetcs
WCTUHHBIN XYAOXHWK, YTO Tak He0bXxoAMMOo Ans rnyBbMHHOro MO3HaHNSA 3HA4YEeHWS U KpacoTbl OKpYXa-
foLLero mupan.
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duHan ¢ ero CMOBHO «PacKpy4MBaIOLLENCA MPYXMHOM» HanoMuHaeT o «babe Are» n3 «KapTuHok
C BbICTaBkM» MyCoprckoro, o MUHKMHCKOM YepHOMOpe 1 Apyrnx pycCKux cka3oyHbix obpasax. Ero
OCHOBHYIO MISICOBYIO TeMy, B KOTOPOW pycckue GananaeyHble HaurpbIWy COYETaloTCst C HECKOMbKO
rPOTECKHOM MONbKOW, MMH3BYpr UCNONHSET C HENOAPaXXaeMbIM U3SILLECTBOM U 3a40POM.

®. INlucr.
«IMnsacka cmeptn» («Totentanz»). Mapadpasa Ha «Dies irae»
ans ¢poprenmMaHo ¢ opkecTpom, S.126 (1861)

Tema cMepTu B UCKycCTBE BELET CBOWM MyTb U3 rMyOWHbLI BEKOB, NONyYasi MHOXECTBO BOMIIOLLEHWI
B nMTeparype, X1Bonucu, My3blke. Ha ctapuHHbIX prucyHkax CmepTb Yacto n3obpaxanachb B BUAE
anneropu4yeckoro NsLLyLLEero NepcoHaxa — CTapyxu Unu ckeneta ¢ Kocoi. B anoxy pomaHtvama ¢
€€ 06OCTPEHHBIMU BOMPOCaMK O CMbIce GblTUsI, OLLyLLeHWeM ABOeMUpPUS (MUpa peasibHoro v no-
TYCTOPOHHETO), BC& MUCTUYECKOE, AEMOHUYECKOe CTano 0CoB6eHHO MpuBReKaTenbHbIM AN XYA0XK-
HWKOB.

Onsa @. JNlucta — komnosutopa-cunocoda, MbICAUTENS, MPU 3TOM CKITOHHOMO K KAPTUHHOMY MbILL-
TIEHMIO, K MPOrpamMMHOCTM — CMMBOSMKA OKa3anacb OCOOEHHO opraHuyHon. Ha cosgaHue nbechl
€ro BOOXHOBUIMN CpeaHEBEKOBbIE M300paxeHuns — umkn rpastop I MonbbenHa-mnagwero «lnsicka
cmepTu» 1 ppecka byddanbmakko « Tpuymd cmepTuy»; No crioBam camoro KoMnosmTopa, ux obpa-
3bl BbI3BaNM B €0 NamsATN TEMY KaToNMyeckon cekBeHummn Dies irae, cTaBLuell OCHOBOW BapuaLMoH-
HOI POPMbI MbECHI.

«lMnackon cmeptu» Bocxuwanucb [. Yarikosckui, M. Mycoprckuii 1 gpyrme COBPEMEHHUKMN.
A. bopoauH Ha3biBan eé «camoln CUNbHOW BELLbIO U3 BCEro penepryapa Ans hopTennaHo ¢ opke-
CTPOM — MO HOBW3HE naen n PopMbl, KpacoTe, rmybrHe 1 cune TeMbl, OPUrMHANBHOCTU MHCTPYMEH-
TOBKW...». [JeNCTBUTENbHO, NopaxarT MaclTabbl CUMEOHNYECKOr0 MbILIMEHUsT KOMMIO3uTopa, 00-
pa3Hble MeTamopdo3bl TeMbl — OT rPO3HOro HabaTa, pblLAPCKOro MapLua-LlecTBus, AEMOHNYECKOM
CKkayku, TokkaTbl (dpyrato B pa3paboTke) 1 TOPXKECTBYHOLLETO MaXOpPHOro anodeo3a A0 3a4yMUnBOro
KaHOHMYECKOro xopana, CBETNON KomnblbenbHOW, BEHrepckoro TaHua, ckepuo... KoHuenTyanbHOCTb
COYVMHEHMS MPOSIBNSETCS B OpraHu3yoLen Bapuauum opme «BTOPOro nnaHa», B KOTOPOW code-
TalTCA YepTbl COHATHOM (hOPMbl 1 COHATHO-CMMMOHUYECKOTO LIMKNa: BO3HUKAET Tak HasbiBaemast
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«rnoamHas» dopma, xapakTepHas Ans KOHLEPTOB 1 CUMAOHNYECKMX Noam Jlucta u, bnarogaps eau-
HOW MHTOHALMOHHOW OCHOBE, OTBEYaIOLLAsA MMCTOBCKON naee MoHoTematmama.

HeobbI4HO BbICTPOEHbI B3aVMOOTHOLLEHWSI CONMCTa U OpKecTpa: YacTo 3TO AMarnor, B KOTOPOM CO-
NNCT Kak Bbl NepeoCMbICNMBAET Cka3aHHOe OpPKeCTpPoM B Bomnee nuyHom kntode. Komnosuuumio npo-
crnavBaloT TPU COnbHbIe KageHLuW, NepBasi U3 KOTOPbIX CTAHOBUTCS 06MacTbio MMpUYEcKo nobou-
HOW NapTuu (MNU MeAfIeHHOW YacTu uMkna). TpaHCUEeHOEHTHas TeXHWYeckasi CrOoXHOCTb napTum
conucTta B ucronHeHnun Mpuropusi M’mH3Gypra BCeLeno nogvYnMHeHa XyO4oXKeCcTBEeHHOMY COAEpXKaHUIo.
B ero BenukonenHoM nNpoYTEHMU COUMHEHWE NPEeACTaéT Kak «rrybovanilee cMMdOoHUYecKkoe npo-
n3seneHne» (b. AcabeB) co cTporiHOW, 3axBaTbiBaloLEeN ApamaTypriuen, Hecyllee BHEBPEMEHHOM
obLwevenoBeyvecknit cmblicri. OHO SICHO MOKa3bIBaeT, YTO «TeHb JlioumdepoBa Kpbina» KacaeTcs u
Hac, COBPEMEHHbIX MOAEN.

®. Jlucr.
«WUcnaHckasa pancogusi», S. 254 (1863)

Ha cospanve «McnaHckon pancogum» Jlucta BOOXHOBUNM YCrbILLAHHBIE UM BO BPEMS MyTELLUECTBUSA
no Wcnawum n Moptyranum B 1845 rogy sipkne TpaguUMOHHbIE Menoaun — OOnns U aparoHckast
XO0Ta, KOTOpble OH NO3AHee UCMOob3oBan B hopTenvaHHom nbece B opme CBOOOAHbBIX ABONHbIX Ba-
praumn. B 1894 rogy ®. BysoHu cosgan Bepcuio «McnaHckon pancoamn» Ansg hopTennaHo ¢ opke-
ctpom (BV B 58); B MHOrOKPaCOYHOCTV OPKECTPOBBIX 3ByYaHWUi (MPYMEHSTCA KacTaHbeTbl, Tamby-
PVIH, MUTaBpbl) MakcMmarnbHO penbedHo BbiSBMAeTCS 6oratcTBO TEMOPOBOW 1 haKTypHOW NanuTpbl
counHeHmnsa. OgHako posmnio 34eCb SBHO MPUHAATNEXUT «KOPOJIEBCKast POrby»: MUCTOBCKME KOHTpa-
CTbl FPO3HbIX HacoB 1 Nepe3BoHa HEGECHBIX KOMOKOMBYUKOB, SHEPTUS 3a0CTPEHHBIX TaHLEeBanbHbIX
PVUTMOB 3[€Cb CKOHLIEHTPMpOBaHbl B napTumn posnd. W bnectdwas TexHuka nuaHucTa, ¢ U3ymu-
TEMbHOW NErKOCTBI0 KOHIMUPYHOLLEro» CTPEMUTENbHbIMU OKTaBHBIMW M aKKOPAOBBLIMU Maccaxa-
MW, €ro 3BOHKUIA CUSIOLLMIA 3BYK KaK HEMb3S Myylle BOMMOLAT OFHEHHbIN TeMNepaMeHT UCMaHCKMX
MEnoauniA.
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CD3

®. MeHAEeNbLCOH.
KoHuepT ansa cdoptenunaHo ¢ opkectpom Ne 2 pe muHop, Op. 40 (1837).

MpencTaBreHHble HAa 3TOM AUCKe ABa (POPTENMAHHbLIX KOHLEpTa OTPaXatoT pasHble aTarbl CTaHOB-
TIEHWS] KaHpa B 3MOXy pOMaHTM3Mma.

B npekpacHom obpa3siie paHHero pomaHTudeckoro koHuepta ®. MeHaenbcoHa eLé owyTuma Xu-
Basl CBSA3b C KMacCU4ecKon Tpaauumen: rapMoHuyecKkas sICHOCTb, MPO3paYyHOCTb M TOHKAasi OTAEmNKa
akTypbl, XapakTepHble KNacCUMLUUCTCKUE TuMbl ourypaumm, NpoTMBOMOCTaBIIEHE 3NU30A0B tutti n
solo, anonnoHu4eckas kpacota Tematuama 1 CTpoiHoCTb hopMmebl. MNpas 6bin P. LymaH, Ha3zBaBLuwii
MenpenbcoHa «Mouaptom XIX Beka»! Ho TeM cunbHee B 3TOM CAEPXKAHHOW KNaccU4eckomn «onpa-
Be» OLLYyLLAaeTCs NMUYHBIA TOH BbiCKa3blBaHWUS — CBETNAsA 3NErMYHOCTb, Msrkasi, neBy4Yasl MUHTOHaLUs
aBTopa «[leceH 6e3 cnoB». Bce YacTu B koHUepTe crneaytoT 6e3 nepepbiBa (attacca), a 1-a n 2-a
YacTn Aaxe OObeAMHSAITCS My3blKanbHbIM NEPEXoAOoM-CBA3KON MMMIPOBU3ALMOHHO-3a4yMYMBOIO
Xapaktepa, YTo CBSA3blBaET LMK B €MHYI0 «UCTOPUIO» (MPUHLMMN CKBO3HOTO 06beanHEHNs YacTel B
KOHLepTe nonyyun aanbHevwee pa3sutue y Lymana u Jlucra).

MN3bbITo4Haa nceBAOPOMaHTUYECKas 3KCMPeccusl, C KOTOPON Hepeako MCnonHAT MeHaenbcoHa,
NPOTMBOPEYUT CAEPXaHHOW, LIenoMyaApeHHON 1 GrnaropogHon cyTh ero Mysblku. «B doptennarHon
urpe MHoro ctpagatenen, 60pLOB 3a PosineM 1 C PosNeM — CHYaCTVMBbIX NOJTOB C NMErKOW KNCTbIo
HEeMHOro» — npoHuuatensHo 3amevaet M. CmmpHoBa («Ha nérkom YenHoke nckycctea. O Mya3bike,
nuaHucTax, negarorax u cnywarensax». Cl16.: 2019). B npouteHun MMH30ypra — «noata ¢ nérkomn
KucTblo»! — My3blka MeHOenbcoHa obpeTaeT CBOK WCTUHHYIO NPUPOAY — BO3BbILLIEHHYHO MPOCTO-
Ty, «MOLI@pPTOBCKYIO» SICHOCTb, — Be[lb MMEHHO TakoBa W Npupoda AapoBaHusa nuaHucta... B teme
Adagio, kaxeTcsi, 0COGEHHO CO3BYYHOW 3CTETMYECKOW CywHocTV [MH3Bypra, ero 3ByK HamorHeH
CMOBHO CTPYALLMMCS C HebeC yTelunTenbHbIM CBETOM W NErKOW rpycTbio MO «yTPayeHHOMY pato»...
A B cuHane, Presto scherzando, oH obpeTaeT UCKPSILLYIOCA MOMETHOCTb, HAaBEAHHYIO MMPOM Obpa-
30B «CHa B NETHIO0 HOYbY.
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A. [iBopxak.
KoHuepT ansa doprennaHo ¢ opkecTpom cosnib MUHop, Op. 33 (1875)

CoBceM MHbIM MPeACTaéT XaHp POMaHTUYECKOro KoHUepTa y [iBopxKaka: 3To pa3BépHyTas cumdo-
HMYyeckas nosma, rage opTenmMaHo OPraHNYHO BMMETAETCH B €AMHbIA My3blKalbHbI MOTOK, CTAHO-
BSICb «MEpPBbIM Cpean paBHbIX», BEAET 3a coboi, NogobHO HAapO4HOMY repo0 M3 YELLCKOro anoca.
YyXabli BCeX YCMOBHOCTEN XaHpa KOHLepTa Kak «COPEeBHOBaHWSA» BUMPTYO3HOrO CONMMUCTa U OpKe-
cTpa, [IBopxak nodyvHseT BCe CPEACTBa BblpPa3UTENbHOCTU UCKIIOYUTENBHO PasBUTUIO My3blkarb-
Homn mbicnu. MNepeq cnywareneM passopayvBaeTcst MOHyMeHTasnbHas anvKo-gpamMarnieckas kapTu-
Ha: OCHOBHasi Tema, BHayarne noBecTBoBaTeNbHas!, JOCTUraeT B NpoLiecce pa3BUTUS BbICOKOTO Apa-
MaTM4ecKoro Hakana, a B kafeHUMmM ConmcTa 3ByYnT B Maxope, NobeaHO-TMMHUYECKN; €€ OTTEHSoT
HapOAHO-TaHLEeBarnbHble MOTUBbLI NOOOYHOM TeMbl B Ayxe «CnaBsiHCKuX TaHueB». W B «npopbiBe
Tpy6HOro rmaca» B paspaboTke 1-i 4YacTu, u B BO3BbILLEHHOM Xopane Andante sostenuto, n B TaH-
LeBanbHOM CTUXMKN rHana ¢ ero Kanewmaockonom CypoBO-6pyTarnbHbIX U U3bICKAHHO-MPUXOTIINBbLIX
TEM yXe SICHO npocTynaeT byaylias 3HameHuTas cumdoHus «13 Hosoro CeeTay.

MMH3GYpr 04eHb TOYHO YyBCTBYET MO3TUKY [BOpXKaka W, naeanbHO B3aUMOLEWCTBYsI C OPKECTPOM B
CTOMb CIOXHOW NapTUType, CTAHOBUTCS NMPUYECKUM «aBTOPCKUM rOfIOCOM» 3TOW My3blku1, Nepeaa-
Basi B GECKOHEYHbIX OTTEHKax 3Byka €€ BHYTPEHHUI TEMMEPAMEHT, CTPacTb, HEXHOCTb... B MeaneH-
HOWA 4YaCTW KOHLEPTa, B MeYTaTeNbHbIX pensimkax opTenuaHo B ero auarnore ¢ OpKeCTPOM, COMUCT,
CMOBHO NO3T-MMMPOBK3aTOP, MOBEPSIET CryLIATEN0 COKPOBEHHbIE ABWXEHUS AYLLN.

Ch4

B. A. Mouapr.

KoHuepT ansa doptenunaHo ¢ opkectpom Ne 25 [lo maxop, KV 503
daHTasna oo muHop, KV 475

CoHarta Ne 14 gna ¢hoptennaHo go muHop, KV 457

«B nocnegHue rogbl nuaHucTnyeckon geatenbHocTn Mpuropuss PomaHoBMYa BEHLOM ero penepry-
apa cranu counHeHns MouapTa, Tak oOTBeYaBLUMEe HanpaBiieHHOCTW ero UCMOMHUTENBCKOro TBOpYe-
CTBa, 3TN HECPaBHEHHbIE TBOPEHUSI, B KOTOPbIX HEMb3A CNPATATLCA HU 3a Kakyto hakTypy, HU 3a Ka-
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KMe POCKOLLHbIE Kpackn hopTenmMaHHON NanuTpbl, HO rae My3blka, NULWEHHAs BHELLHUX YKPaLLEHWN,
obpallaetcs k yernoBeveckomy cepauy» — BcriomuHaet gupwkep LA, KOguH.

[OenictButenbHo, mMy3bika Mouapta — e€ «BoxecTBeHHas» SICHOCTb M 4MCTOTa, npoctota u 6es-
OOHHOCTb, €€ XyOOXeCTBEHHOE COBEPLUEHCTBO, — KaXeTcsl, 0COOEeHHO 6nm3ka MMpPOOLLYLLEHWIO
I.P. TnH3bypra n obpeTtaeT B €ro UCNOMHEHUN CBOE NOASNIMHHOE 3BYYaHWe. «3ByKOBOW KOMOPUT B UC-
nonHeHun MH3bypra pagyeTt SICHOCTbIO M CBETOM, YTO TaK corflacyercsi ¢ 06LMM xapakTepoM ero
apTucTuyeckoro obnuka» — otmedaet . bnaron.

Cam nuaHucT, Npu ero BbicovanLuel TpeboBaTensHOCTH k cebe, roopun: «[ymato, 4To 6onbLue Bce-
ro MHe Hago urpatb npoussefeHus MouapTta n paHHero betxoBeHa. OTo HacTosLasi cpepa npuno-
XKEHMS1 MOUX CUI, 3TO TO, YTO A Gornblue BCero ymeto 1 3Hato». o ero crioBam, OH 4yBCTBOBaAJl, YTO
CYMEEeT «HalTn XxapaKTep 3BYYHOCTM, KOTOPbIN HEOGX0AMM Ans 3TUX aBTOPOB». CKOMbKO Xe CKpbIBa-
eTCs1 3a 3TOW CKPOMHOW (hopMynnMpoBKOn!

MoXHO GECKOHEYHO TOBOPUTL O COBEPLUEHCTBE €ro MCMOSIHEHUS:: O AeTarnbHelllein TOYHOCTU
LUTPUXOB, AMHAMUYECKUX MUKPOHKAHCaX, eCTECTBEHHOCTU (hpa3npoBKU, O cepebpuUcToM Tylle U
eflBa yrnoBMMbIX CMEHaxX OKpacku 3ByKa, O TOHKOCTW Meaanusaummn, HYKoraa He 3aTyluéBblBatoLlein
SICHOCTW MOLLapTOBCKOrO MefoAn4eckoro pucyHka — o6o BCcéM, Yto, no criosam camoro MMH36ypra,
NpUAAET «KMBOE TeYeHWE MENOAUM, XKMBYIO AEKIaMaLMOHHYI0 NMHUIOY. BoobLue B camoii no6Bu K
OopTENMNAHO, B UCKITHOYUTENBHOM MOHUMAaHUN U MacTEPCKOM MCMOSb30BaHUM OTPOMHOMO CrekTpa
€ro TEXHUYECKUX M BblpasuTesibHbIX BO3MOXHOCTE oLuyliaeTcss ocoboe poAcTBo My3blku MouapTta
ans MH3bypra.

MOXHO ckasaTb 1 0 TOM, YTO BO BCEX 3anvcaHHbIX UM npou3BeaeHnsx MouapT oueHb pasHbiii! FOHo-
Luecknii 3agop, bypnsiias aHepreTvka, conHeyHas pagocTb B koHuepte Ne 25 [lo maxop. mny6oko
ApamaTuyHas, pasmbllLnsiolwas o cMbicne bbiTust ®aHTasusi 4o MUHOP. JIMpuKo-ApaMaTuyeckasi co-
Hata Ne 14 0o MUHOp — «MATEXHasn», C GETXOBEHCKMMM annio3vsiMmn TeMbl CyabObl 1 YenoBeYeCKow
aywu.

Ho kakoB HW Obin Gbl OCHOBHOW XapakTep My3bikv, [MH3Oypr Bceraa AaéT OWyTUTb B HEM CKpbI-
TO€e UHOe — TaK cKa3aTb, EAVMHCTBO NPOTUBOMOMOXHOCTEN. B ero 3Byke AnaneKkTnyeckn CoeanHaTCS
BEYHbIV CBET U rpycTb (roBopsi cnosamu A. bnoka: «Menogven ogHONM 3By4aT nevarnb U pagocTby»).
«Jly4ye3apHOCTb, CTOMb LWeApo Aapumasi STUM NMaHUCTOM, 3a4acTyro COMPOBOXAAETCS rMyOMHON OT-
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OpacbiBaembix TeHel» ([. briaroi); 6e3 aToro, MoOXeT ObITb, BaXKHeWLLEro cBoMcTBa My3bika Mouap-
Ta He obnagana Gbl CTONb CUIbHLIM XYAOXECTBEHHbIM BO3AecTBMEM. OrpOMHbIN 9MOLIMOHAMBHbIN
cnekTp y MouapTa, co3gaBaeMbli 3a CYET KOHTpacTa TeMatuama, akTypbl, CNeTeHNs TeM, UX pas-
BUTUS 1 Npeobpas3oBaHusa — cknagbiBaeTcs y [MH3bypra B 1UYHO NPOXMBAEMOE N PE3OHUPYET C ay-
wow cnywarens. Beab rmaeHbIM ANst nMaHncTa 6bino «CTpemreHve AOHECTU A0 CnyLlaTens My3blKy
BO BCel €€ rmybuHe n uncrorter.

«Korga s urpato coHaty MouapTa, s YyBCTBYIO KaXayro HOTY, S Obllly 9TON MYy3blKOW. OTO HACTO-
Allaa TBopyeckasi pagocTb, KOrda y Bac Takoe OLUyLeHMe, YTO Bbl MPOHMKIM B camble “TanHuKu’
aBTopa. ...Y MeHs 6blBaloT Takne MOMEHTbI: BAPYT 51 COBEPLUEHHO SICHO MOHWMALD, YTO OH Aymar,
YyBCTBOBAJl, XOTeN BbIPa3uTb 3TON My3blKOW. OTO pefKoe OLyLeHWe, HO 3TO U eCTb caMoe LieH-
HOe, K YeMy cTpemubcsa». BoT, noxanyn, camoe yamButenbHoe B npodteHun MmH3byprom Mouap-
Ta — OLyLLeHNe HEKOEro «TalHOro 3HaHus aywn»: ero MouapT «kak 6yaTo NOMHUT» CBOM JnNu3nym,
CBOIO HEBECHYIO POAMHY, U TOBOPUT C Hamu OTTyaa...

CD5

0.B. KabaneBckun.
KoHuepT Ne 2 ana dopTennaHo ¢ opkecTpom cosib MuHop, Op. 23 (1935)

H.M. Pakos.
CoHatuHa Mu maxop (1950)

C.A. banacaHsH.
CoHaTtuHa Ne 1 [lo maxop (1947). CoHaTtuHa Ne 2 J1a maxkop (1948)

3anvcy gaHHoro Aucka npepctaensitoT P MMH3bypra kak MHTepnpeTaTtopa NpousBeaeHnin Kommno-
31 TOPOB-COBPEMEHHMKOB. [1Nsi COMMHEHUS, eLLé He UCMbITAHHOTO BPEMEHEM, Npo3ByYaTh Brepsble
B YYTKMX My3bIKarbHbIX «ycTax» Mpuropusi PomaHoBuya 6bino GonbLuol yaadei v o3Hadano 6biTb
MOHSITBIM M JOHECEHHbIM O CRyLuaTens ¢ npeaenbHON SICHOCTbIO. «Kak HacToALWMA GONbLLOR Xy-
[OXHWUK, OH BbISIBMISIN UCTUHHOE CofepXKaHne 3TOW My3bIKW, HEPEAKO OCTatoLeecst CKpbITbIM B UC-
NONTHEHUN MeHee 3HaunTenbHbIX apTucToBy (C. AkyGoBCKMiA).
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MoHATEeH 3HTy3nMasMm, C KOTOPbIM COBPEMEHHble KOMMo3uTopbl obpawanvcs k MMH3bypry, Aose-
psi Npembepbl CBOMX TBOpPeHWit. [laxe Hebonbluas YacTb COXPaHUBLLUXCS 3anucelnt nuaHucTa fe-
MOHCTPUPYET LUMPOKUIA CMEKTP COBETCKUX U 3apybexHbix uméH: C. lMpokodbes, H. Msckosckuii,
[. Kabanesckui, H. Pakos, C. ®einHbepr, J1. Hukonaes, C. banacaHsiH, FO. Hekpacos, B. Kptokos,
A. XXunuHckuce, 3. Kann, 3. Yeck...

«51 Mory ckasatb, YTO MHe nocdacTnmsunocb — nucan [. Kabanesckuii, — BTopoi dopTenvaHHbIi
KOHLEPT Npo3ByYar B UCMOMHEHUN OJHOMO U3 CamblX TanaHTAMBbIX COBETCKMX NUaHUCTOB — [puro-
pusi TuH3bypra». 1930-e roabl B CCCP — Bpems hopMmpoBaHus Muda 0 «pOXAEeHUMN HOBOFO mnpe-
KpacHOro mvpa» 1 0 HOBOM YerioBeke — cTpouTene atoro mvpa. W ecnu cama coumanbsHas ytonus
BrnocneacTsuM obHapyxwuna CBOK UCTOPUYECKYI0 HECOCTOSATENBHOCTb, TO B UCKYCCTBE OHAa NOpoau-
112 MHOTO SIPKUX W 3CTETUYECKW 3HAYUMbIX SIBNEHUI, NPENOMIIsSsCb CKBO3b MPU3MY Xy[AOXECTBEHHON
VHAVBWAYaNbHOCTY.

KabaneBckuii HasblBaeT CBOV BTOpO KOHLEPT «MOBECTbIO O COBETCKOM MOnoaéxm»: «5 xoten
pacckasaTb O CBOMX CBEPCTHMKaX, O MONoAEXM cepefuHbl 30-X rofoB — 3MoXu, B KOTOPOW Gbinu
1 TpygHOCTW, HO Gonee Bcero oulyllanacb pagocTb noben U AOCTWXEHWUN, YBNEYEHHOCTb TBOP-
YeckvM TPyAOM B CAMOM LUMPOKOM CMbICrie 3Toro crnosa [...] Takum 6bino Moé nokoneHune, Takum
6bin 51 camy». Komno3nTop ykasbiBaeT Ha Gornbluoe BnusiH1e Ha Hero My3biku C. MpokodbeBa: «OHa
yBIeKna MeHs CBOEN HeyAEePXUMOW XXU3HEHHOW SHEPrMen N HEXHOWN, MedTaTenbHON NMPUKON — ABY-
MS1 MoftocaMmn, COCTaBMBLUMMY HEMOBTOPUMO CBOeobpasHbIii cnnae NpokoghbEBCKOro MMPOBO33pe-
HUS, €ro XyA0XXECTBEHHOTO CTUIISI».

MmeHHO aTu OBa nmomtoca M COCTaBMslOT CMbICNOBOE ABYEAUHCTBO COYMHEHMS. My3bika ObICTpbIX
KpamHWUX YacTel TPEXYACTHOrO LMKra HamnofiHeHa SHEPrUYHbIM BUeHeM «nynbca BpEMEHU», B HEW
CrbIWATCA «MHAYCTPUanbHble MOTUBbI»: YNpyrie MapLueBble pUTMbl, OCTUHATHbIE PUTMUYECKME u-
rypaumu, B OPKECTPOBKE BeAyLLas pofb MPUHAANEXUT OYXOBbIM (CUrHaNbHO-NPU3bIBHbIE UM NNKY-
towme Bosrnacskl Tpy6) 1 yaapHeimM. B naptum doptenunaHo npeobnagaeT TokkaTHas dpakTypa, pene-
TULMOHHAsA TeXHUKa, akkopaoBble durypaumn. KoHTpacTupyeT «MOTOPUKE» FIMPUYECKUIA NECEHHBIN
TEMaTU3M C LUMPOKMMU pacneBHbIMW MHTOHALMSIMU, KOTOPbIN B NpoLecce pa3BuTusa ocTMraeT mac-
LWITAaBHOro MMMHUYECKU-YNMOEHHOrO 3BYy4aHusl. LieHTpom aToin o6pasHoi cdepbl CTaHOBUTCS MeAJIeH-
Hasa YacTb KoHuepTa, Andante semplice, roe dopTennaHHble NMPUYECKMe «MOHOMOMM» B NPOU3He-
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CEeHUN TENSbIM, YernoBeYHbIM 3ByKOM [MH30ypra cTaHOBATCA 0COOEHHO TporaTenbHbIMY MOMEHTaMu
TINYHBIX OTKPOBEHWI, PacKpbIBAOLLUMU TNyOUHY U UCKPEHHOCTb MY3bIKU.

VHylo, kKamepHylo aHpoByto cdepy, NpeacTaBnsaioT Ha AUCKE TpUM COHATUHbI Ans opTennaHo,
co3gaHHble Ha pybexe 40-50-x rogoB. CoHaTuHa — CBOEro poga «coHaTa B MUHMATIOpe», B KOTO-
POl COXPaHSIOTCS OCHOBHbIE YepTbl COHATHOIO LMKMa U (hOpPMbl, O4HaKO BCreAcTBUME HEBOMbLUMX
MacwTaboB valle npeobnagaet eanHbii apdeKT, a TeMaTUYECKME KOHTPACTbl CriaXeHbl U HOCAT
CKOpEe JOMONHSOLMIA XapaKTep.

CoHaTtuHa H. PakoBa Mu MaXXop BCA BblAepiKaHa B CBET/IOM «aKBapesibHOM» KonopuTte: nmnpec-
CUOHUCTNYECKada Npo3payvHOCTb CbaKTypr, OnaToHUYeCcKMe Kpackv rapMOHWUMU, «nepenvBatoLencs»
MHOroTepuoBbIMU akkopaamMmu, CoO4eTaroTCA C PyCCKUM NeCeHHbIM Menogmn3mMom, TepLuoBbiIMU «BTOpaA-
MMW», NOArONI0COYHOCTLI0. Msrkasi noBeCTBOBATENbHOCTb FMaBHOM TeMbl 1 YacTu OTTEHSIeTCA NErkown
TaHUeBanbHOCTb0 NoboyHoi. B duHane npeoGna,qaeT UrpoBoe Ha4varno, ero o3opHasa TemMa Hano-
MWHaeT OEeTCKYH CHUTAlIouKy.

IMH36ypr UcnonHsieT coHaTUHy OJHOBPEMEHHO U MPOCTO, U U3bICKaHHO, My3bika CIIOBHO CBETUTCS
nobpon ynbibko; 0cobeHHO 3aBOpaxMBaeT B €ro WUCMOMHEHUN MPOCTPaHCTBEHHOCTb, TembpoBas
CTepeodOHNYHOCTb PaKTYpPbI.

«My3blka aTOro KOMno3uTopa Bceraa opurHarnbHa, HeobblyHa, nsobpeTatensHa U, cnylwas eé, no-
najaelub nof HeoTpasumoe obasiHne KpacoTbl U cBexxecTu» — rosopun o C. banacaHsHe A. Xavarty-
psiH. CoHaTuHbl Ne1 1 Ne2 C. BanacaHsiHa — COMMHEHWs1 AOCTAaTOYHO MacliTabHble, 1, AyMaeTcs,
onpefeneHne nx xaHpa KOMMO3UTOPOM CKOpee CBA3aHO C TUMOM My3bIKanbHOMO MbILLIIEHNS, Hexa-
paKTepHOro Ans coHatbl. Ero MoxHO Ha3BaTb «MpUHLMNOM apabeckuy: NpuxoTnuBasi opHaMmeHTarnb-
Has MenoavKa UMMPOBM3aLMOHHOIO XapakTepa, OCHOBaHHas Ha MHOTOKpaTHOM BapbMpOBaHHOM MO-
BTOpPE MENKMX MOMeBOK, OMopa Ha pasNnuyHble BOCTOYHbIE Nafbl, ANUTENbHbIE OpraHHble MyHKTbl U
Npu4yanMBoe rapMOHNYECKOe BapbypoBaHNe co3aatoT 0coboe oLuyleHne drieHusi BpeMeHmn — «bes-
Ha4anbHO-6eCKOHEYHOEY, CIIOBHO y30p Ha BOCTOYHOM KOBPE... [MH30Ypr HaxoauT Ans 3Tow My3bIku
WNHOW — «rpyAHON», 6apxaTHO-TOMHBbIN TeMbp. B MeanTaTMBHOM NUpUKe MEANEHHBIX YacTewn, KaxeT-
Cs, cnblllaTtcst Hanesbl AyAyka. B dmHanax ¢ nx HapoAHbIMM TaHUeBanbHbIMY Haurpbillamn nua-
HWCT NOAYEPKNBAET MENOANYECKYIO NMPUXOTIIMBOCTb, PUTMUYECKYHO 3a0CTPEHHOCTb.

tOnus OnapuHa
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non. His inimitable creative voice rests on a remarkable combination of exceptional sensitivity

to the composer’s “word” and unparalleled mastery in bringing it to life. The arresting fascina-
tion of his playing, and the magnetism that captivates listeners from the first note to the last, arise
from the powerful integrity of his musical architecture, the subtlest detailing of texture, and the in-
finite variety of the piano’s timbral palette. Ginzburg combines stylistic precision, depth, and con-
ceptual thought with restraint, as well as crystalline clarity of thought with a sense of music as living
speech, spoken from the depths of the soul. His unique “voice”—a sound of astonishing beauty and
spirituality—possesses a truly hypnotic charm.

The pianistic art of Grigory Romanovich Ginzburg (1904-1961) is a unique artistic phenome-

* % %

Grigory Ginzburg’s fate was difficult and tragic. He was a musician with a God-given talent, an art-
ist who devoted himself entirely to music and to people. He was an outstanding teacher who spent
many years at the Moscow Conservatory, training many brilliant pianists. He was a man of extraordi-
nary spiritual purity and integrity.

He lived for only 57 years. Marked by severe trials, his life unfolded during a difficult era in the coun-
try’s history, when an artist’s true personal and creative freedom could not be fully realized. Yet his
reward was the public’s love: his performances were met with the most enthusiastic response, both
in the Soviet Union and during his very rare trips abroad. Everyone who knew Grigory Ginzburg not-
ed his finest human qualities—simplicity and benevolence, a love of life, and a sense of humor. He
is remembered as a man of exceptional kindness, always willing to help anyone who turned to him
for assistance.

Grigory Ginzburg was born in Nizhny Novgorod, but at the age of six he moved to Moscow to study
and live with the family of Alexander Goldenweiser. There, he had the opportunity to see and hear
some of the most famous musicians of his time, including Rachmaninoff, Medtner, Scriabin, Blumen-
feld, and Igumnov. In 1924, he graduated with honors from the Conservatory — his name can be
found on its famous Honor Roll — and began a concert career that would continue to expand geo-
graphically. After winning the First International Chopin Competition in 1927, Ginzburg received nu-
merous invitations and embarked on a successful tour of Poland, the Baltic States, Sweden, and
Berlin, where he was greeted with great acclaim.
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When war broke out, despite the difficult circumstances, Ginzburg continued his devoted work, com-
bining teaching at the Conservatory with concert performances. The pianist was also involved in ex-
tensive public activity and was a tireless advocate of music education. He visited music schools in
various cities, consulted with students and teachers, and led the All-Union Association of Music Edu-
cators, where he gave classes and seminars.

In the post-war years, Ginzburg received numerous invitations to tour various countries. Each time,
however, the Ministry of Culture would cancel his trips, sometimes without any explanation. Only in
the final years of his life did the artist manage to tour Czechoslovakia and Yugoslavia. The success
of these performances was phenomenal. Unfortunately, Grigory Ginzburg’s health was failing, and a
serious illness prevented him from achieving all his goals.

Among the many descriptions of Ginzburg’s art in articles and reviews, the word “light” is perhaps
the one most frequently used. “The recordings are merely a reflected ray of the light that emanat-
ed from his pianistic personality,” says his student Sergey Dorensky. Yakov Flier described Ginz-
burg’s art as “the art of soft sunlight.” “I would like to call Ginzburg’s art Mozart-like,” writes Elena
Goldenweiser. “It is a perfect combination of sunny joy and deep, chaste sorrow. It is classical wis-
dom, harmony, and the ideal completeness of concept and its full realization [...] And the images that
come to life under his fingers, whether created by Beethoven, Liszt, Mozart, Gershwin, Chopin, or
Tchaikovsky, are truly alive, as if the artist had drawn them from some hidden depth and raised them
to the sun, illuminating every detail in all its beauty.”

W.A. Mozart once said, “Neither a lofty degree of intelligence nor imagination nor both together go
to the making of genius. Love, love, love, that is the soul of genius.” Every “word” spoken by Grigo-
ry Ginzburg’s piano evokes love, admiration, and reverence—both for the music he experienced on
such a deeply personal level, and for his beloved instrument, which was almost a living being to him.

“It is a pianist’'s supreme gift to be able to sense the overall beauty of what is happening, to be im-
bued with it, and at the same time, to admire every detail of the piece, conveying his admiration to
the audience,” writes pianist Dmitry Blagoy. This is precisely why Ginzburg’s in-depth intellectual
work on a piece never resulted in a cold or rational performance; instead, it revealed the full beauty
of artistic thought, fueled and sanctified by emotion. It is no coincidence that Ginzburg was referred
to as the “poet of piano mastery”: his matchless technical proficiency served solely to convey the ar-
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tistic significance of a piece—which he comprehended so thoroughly that it feels as if Mozart or Bee-
thoven himself were communicating with us through the sounds of his piano.

As the pianist worked, he felt a special connection with the music: “Of course, | know perfectly well
| am not the one who wrote this music, but it feels as close and dear to me as if | had written it my-
self,” he admitted.

The pianist’s primary goal was to make the music of great composers more accessible and under-
standable to a wider audience, to “interpret the works with the utmost clarity.” For Ginzburg, the most
important criterion of a successful performance was always the establishment of a connection with
the audience, so that “the music resonates directly with their hearts.” “Before each recital, | reflect on
how | can reach the sanctuary of that indefinable, unknown something that | will experience in the
hall and that constitutes the audience.”

Grigory Ginzburg emphasized that performance was akin to the art of an actor, orator, or storyteller.
His supreme artistry and mastery of “transformation” were astounding. In his transcriptions, for ex-
ample, one seems to see all the “characters,” to hear their voices, and to live their entire lives in the
brief span of a piece.

Ginzburg was convinced that intuition and the subconscious could not be decisive factors for a per-
former “if the conscious, rational element was not sufficiently developed.” In his pursuit of clarity and
intelligibility in performance, he followed an intellectual and analytical approach: “First of all, | try to
understand the form of the composition, then | explore the harmonic foundation” and “become famil-
iar with the thematic material and how it was developed.” The absolute precision of his musical form
and the captivating continuity of thought from the first note to the last are admirable: it never stops,
never breaks, and because of this, the listener’s attention is never distracted. His polyphonic and
multi-timbral perception of the layers of texture creates a sense of wonder: all the voices are so vivid
and distinctly colored, conversing with one another so expressively, that at times it seems almost im-
possible to achieve this on a single instrument, and with only two hands.

Ginzburg's repertoire was vast and varied. Having begun his professional career with a passion for
Liszt and Chopin—a Romanticism that “was very alluring” and “came naturally to his fingertips"—the
pianist later developed a profound understanding of the classics: Bach, Haydn, Mozart, and Beetho-
ven, who became, in his words, “beloved and interesting” to him. He played a wide variety of works

27



by Russian composers—Glinka, Tchaikovsky, Medtner, Anton Rubinstein, Balakirev, Borodin, and
Pabst—and performed a substantial body of Soviet music, including works by Myaskovsky, Prokof-
iev, Kabalevsky, Feinberg, Rakov, and Balasanian.

Ginzburg’s performances of works for piano and orchestra are superb, including concertos by
Tchaikovsky, Arensky, Anton Rubinstein, Mendelssohn, Liszt, Dvorak, and others. Also remarkable
are his chamber ensemble recordings with Leonid Kogan and Yakov Slobodkin, as well as his pia-
no duets with Alexander Goldenweiser. And, of course, everyone is familiar with his brilliant original
transcriptions—the suites from Grieg’s Peer Gynt, the fantasia on Figaro’s cavatina from Rossini’s
The Barber of Seville, and others.

The primary criterion in his selection of works was always the pursuit of artistic truth. He would not
undertake works with which he did not feel complete inner harmony—"now you think together with
the author”—striving to understand the “specificity of sound,” always seeking “the necessary fusion
with the work, with the instrument,” and “the necessary correspondence with the nature of sound.”
“Each work creates a specific state of mind and of the hands,” said Ginzburg, who found his own
unique “tone,” his own sound at the piano.

And yet, despite the endless diversity of the master’s artistic palette, one can always detect his in-
comparable “timbre of voice,” recognizable from the very first notes: “his finger that touches the
deepest strings of the listeners’ hearts” (Natalia Sats). “The quality of his sound ... reflected the mu-
sician’s entire perception of the world, and even his worldview,” notes musicologist Mikhail Pekelis.

Ginzburg’s sound is perhaps the greatest mystery of his art. It is likely a natural, God-given capacity
of the soul, which, through the piano, was fortunate enough to “find its voice.” Grigory Ginzburg jok-
ingly said that even if he had been born in a blacksmith’s shop, he would still have played the piano.

Yet it was also, without a doubt, the result of titanic labor, a constant and unceasing search. In his
work, the pianist demonstrated an insatiable desire for perfection, uncompromising self-criticism,
and meticulousness. He carried out a large and crucial part of his work away from the instrument.
“The work of a performer, like that of any artist, does not stop when he leaves the piano. In essence,
it only begins at that moment [...] This profession demands complete dedication, and, in essence, all
the time,” he said.
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Ginzburg’s playing conveys the most delicate emotional nuances: “half-smile, half-cry...” A new fac-
et of meaning is revealed with each harmonic turn. Yet even more remains unspoken; the “poet of
the piano” invites listeners to become co-creators, drawing their souls into a state of flight. The very
space between sounds, the air itself, and even silence are filled with poetry. “When playing forte,
seek piano,” the pianist would say. Indeed, the gradations of Ginzburg’s piano nuances seem end-
less.

Grigory Ginzburg was foreign to certain generally accepted models of “romantic pianism” (for exam-
ple, Sturm und Drang, exalted passion, and exaggerated emotion). There is nothing extraneous, su-
perfluous, or pretentious in his musical expression—only the inner life, in all its infinite richness. He
said: “Everything that appears outwardly is ‘simple and sober,” while ‘life, tears, and love’—all are
within.” This impression is similar to the way Alexander Blok read poetry, which astonished his con-
temporaries: “And simplicity—like a clear and resonant summation of an infinitely complex and bot-
tomlessly profound life, created and affirmed in the very act of reading. No declamation, no theatri-
cality, no emphatic pathos in individual words or gestures. Nothing conventionally theatrical, noth-
ing vaudevillian. Every word and every sound is colored only from within, from the depths of a soul
Strained to its limits” (from the memoirs of the poet Wilhelm Sorgenfrei). It is precisely this inner
light of the soul that fills the fragile beauty of Chopin’s mazurkas—these “simple pieces”—in Grigory
Ginzburg’s stunning interpretations. Even the saddest music he played brings comfort.

Only a small portion of Ginzburg’s vast piano repertoire has been preserved in recordings (although
he enjoyed recording, opportunities to do so were limited). Our ability to hear the pianist today is due
largely to his daughter, Elizaveta Grigoryevna Ginzburg, who conducted extensive research into her
father’s recordings and releases.

A significant portion of Ginzburg’s artistic legacy has been published by the Moscow Tchaikovsky
Conservatory, including a ten-CD monographic box set released in 2017. The Conservatory is
pleased to announce the release of a new series of CDs featuring previously unheard recordings by
the pianist. It is worth noting that these recordings, which remained stored on old magnetic tapes for
many years, have been given a second life thanks to the painstaking and highly professional resto-
ration work of the team at the Multifunctional Sound Recording and Sound Engineering Center of the
Moscow Conservatory. These recordings present the pianist’s art in all its glory.
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The significance of this work cannot be overstated, for in our time the musical legacy of the great
master resonates with particular power and urgency. It can serve as a guide and a beacon for young
performers, reminding them that the only true “path to the top” lies in honest work, inspired by love
and dedication—or, as Grigory Ginzburg said, “love for art, not for oneself in art.”

There is no doubt that his art will continue to inspire and delight future generations. Ginzburg’s re-
cordings continually elicit enthusiastic responses from online audiences: listeners express gratitude,
admiration, and appreciation for the exceptional artistic excellence of his performances, while also
offering insightful reflections.

“Behind this impeccable calm and incredible technical mastery lies a piercing, nostalgic, and melan-
cholic note: a longing for a lost world,” notes one listener.

An ltalian musician, who goes by the pseudonym Gullivior and hosts a piano channel on a popular
video-sharing platform, posted a selection of performances by Grigory Ginzburg, offering a strikingly
accurate impression of Ginzburg’s art: “| saw a poetic soul that seeks not to show itself off, but to un-
cover the pure beauty hidden behind the music. To accomplish this, Ginzburg achieves a lightness,
almost weightlessness, as if defying the laws of gravity, becoming airy and transparent; this imparts
a weightless richness to his musical expression. He frees himself from all physical and psychologi-
cal burdens—the technical difficulties of execution, intellectual ambiguities, and emotional vulgarity.
[...] Ginzburg does not like to show off either his technical skills or his romantic sensibility... There
is a noble modesty about him... Sentimental pathos melts and disappears within him, leaving be-
hind something hidden that sustains Ginzburg’s music from within, without being visible, so that it
ultimately achieves that supreme simplicity to which every great artist aspires. And what remains
in plain sight is a diamond of the first water. | would say that Ginzburg, more than any other pianist,
brings us Purity.”

This release presents Grigory Ginzburg's art of performance, which spans a wide range of styles
and genres—from Viennese Classicism (Mozart) and the Romantic concerto tradition (Mendelssohn,
Dvorak, Liszt) to works by nineteenth-century Russian composers (Tchaikovsky, Arensky, Rubin-
stein) and Soviet music (Kabalevsky, Rakov, Balasanian). This stylistic diversity reveals, in a particu-
larly multifaceted way, the pianist’'s supreme artistry and his gift for presenting each piece as a living
artistic world.
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CDh1

Pyotr Tchaikovsky.
Piano Concerto No. 1 in B flat minor, Op. 23 (1875)

Piano Concerto No. 1 remains one of the most frequently performed works in the world. Its extraor-
dinary popularity has given rise to certain interpretive stereotypes that often detract from the true
meaning of the music.

In Grigory Ginzburg’s interpretation, the famous concerto is liberated from all performance clichés:
without any “poster-like touch,” exaggerated pathos, or “external effects,” Tchaikovsky’s music ap-
pears in its pure and original form. The pianist finds a surprisingly sincere and deeply personal tone
of expression. In his passionate performance, Tchaikovsky’s true drama comes to life, while his lyri-
cism is revealed in all its fragility, intimacy, and defenselessness.

The liveliness and naturalness of the performance are enhanced by an extraordinary diversity of tim-
bres, something rare in the concerto genre in general and especially “faded” in our time. Ginzburg
is able to convey the character of the music through sound itself, from austere forte to airy, silvery
“bells.” The remarkable unity between the soloist and the orchestra, so crucial in this work, and their
interaction as subjective and objective principles, reveal the depth and coherence of the artistic con-
cept. This is supported by a superb performance from conductor Konstantin Ivanov and the USSR
State Academic Symphony Orchestra.

As performed by Ginzburg, the famous folk-dance-inspired theme of the concerto’s finale captivates
with its charm, melodiousness, and gentle humor, while the secondary theme in the finale’s coda
sounds like an ecstatic hymn to life.

Anton Arensky.
Piano Concerto in F minor, Op. 2 (1882)

“He has a true composer’s temperament and a genuine creative streak!” Tchaikovsky wrote of Aren-
sky. Although the concerto was written by the twenty-year-old composer while he was still studying
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at the St. Petersburg Conservatory, and was described by Rimsky-Korsakov as “the ideal student
work,” it immediately achieved the status of a mature composition and gained popularity.

The music of the concerto is captivating in its melodiousness and freshness, yet it reveals a sub-
tle fusion of various stylistic influences. The characteristic Romantic “questioning intonation” that
emerges in the introduction permeates the concerto’s entire thematic material: the composer applies
Liszt’s principle of monothematicism, cultivating thematic material from a single intonational “seed.”

The refined Chopinesque lyricism of the main and secondary themes of the first movement, Allegro
maestoso, and the characteristic Griegian intonations of the second theme of Andante con moto and
the finale theme are interwoven here with Russian folk-song melodicism, epic, heroic, and dance
motifs in the spirit of the composers of The Five. The scherzo finale is written in quintuple meter.
The dramatic development of the material and the transformation of lyrical themes into hymns recall
Tchaikovsky’s dramatic principles.

Ginzburg’s astonishing pianism reveals the full beauty of this work: its lyricism, color, and humor. His
sincere admiration for the music, and his ability to “appropriate” it and articulate it in the first person,
make it compelling and captivating. How wonderfully the scattering of pianissimo passages sparkles
and shimmers; how dreamily the piano’s sound soars and glows in the slow movement, as if hover-
ing above the orchestra! There is not a single “filler” intonation or generic sound in his interpretation.
Despite all the detail and richness of emotional expression, Ginzburg superbly structures the form
and dramatic elements of the work.

CDh2

Anton Rubinstein.
Piano Concerto No. 4 in D minor, Op. 70 (1864)

Of Anton Rubinstein’s five piano concertos, the Fourth is the most popular and most frequently per-
formed. It was in the repertoire of Sergey Rachmaninov, Ignacy Jan Paderewski, Ferruccio Busoni,
and Heinrich von Bulow.

It is one of the first large-scale piano concertos, composed before the crowning achievements of
Tchaikovsky and Rachmaninoff. In many respects, it paved the way for their creation, although it lat-
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er found itself “in their shadow.” Stylistically, the concerto’s music is a fusion of Western European
Romanticism and Russian songful melodicism. Initially dark and epic, the introductory theme—the
intonational basis for the themes of all movements in the three-movement cycle—subsequently un-
dergoes various figurative transformations in the spirit of Franz Liszt's symphonic poems. The con-
trasting lyrical theme of the secondary section is noble and restrained.

In Ginzburg’s performance with conductor Aron Shereshevsky, the concerto sounds like a power-
ful symphonic canvas, created through the combined efforts of the soloist and orchestra. Ginzburg’s
rich, Liszt-like chordal and octave textures create a light, soaring sound. In the slow movement of
the cycle, the pianist’s interpretation of the solo lyrical passages, which radiate quiet light and spiri-
tuality, is particularly beautiful. Regarding this Andante, the pianist Dmitry Blagoy accurately notes:
“For Ginzburg, the mood of solitude is by no means always tragic; on the contrary, it is beneficial, as
it allows for a sense of solitary reflection, something so necessary for a true artist, something so es-
sential for a profound understanding of the meaning and beauty of the world around us.”

The finale, with its seemingly endless energy, recalls Baba Yaga from Mussorgsky’s Pictures at an
Exhibition, Glinka’s Chernomor, and other Russian fairy-tale figures. Ginzburg performs its main
dance theme, which combines Russian balalaika melodies with a somewhat grotesque polka, with
inimitable grace and fervor.

Franz Liszt.

Dance of Death (Totentanz). Paraphrase on Dies irae for piano

and orchestra, S. 126 (1861)

The theme of death has recurred in art for centuries, taking various forms in literature, painting, and
music. In ancient drawings, Death was often depicted as an allegorical dancing figure—an old wom-
an or a skeleton with a scythe. During the Romantic period, with its intense questioning of the mean-
ing of existence and its sense of duality between the real world and otherworldly realms, the mystical
and demonic aspects of death became particularly appealing to artists.

For Franz Liszt, a philosophical composer and thinker with a penchant for pictorial and programmat-
ic thinking, symbolism proved particularly natural. He was inspired by medieval images—Holbein the
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Younger’s series of woodcuts titled Dance of Death and Buffalmacco’s fresco The Triumph of Death.
According to the composer, these images evoked the theme of the Catholic sequence Dies irae,
which became the basis for the work’s variation form.

Dance of Death was admired by Pyotr Tchaikovsky, Modest Mussorgsky, and other contemporaries.
Alexander Borodin described it as “the most powerful piece in the entire piano repertoire—because
of the novelty of its concept and form, the beauty, depth, and power of its melody, and the original-
ity of its orchestration.” Indeed, the composer’s symphonic vision is astounding, as are the figura-
tive metamorphoses of the theme: from menacing alarm, a knightly marching procession, a demonic
ride, a toccata (fugato in the development), and a triumphant major-key apotheosis to a pensive ca-
nonical chorale, a radiant lullaby, a Hungarian dance, and a scherzo. The conceptual nature of the
composition is manifested in the organizing variation form of the “background,” which combines fea-
tures of sonata form and the sonata-symphonic cycle. Thus arises the so-called “poem” form, char-
acteristic of Liszt's concertos and symphonic poems. Thanks to its unified tonal basis, this form cor-
responds to Liszt’s idea of monothematicism.

The relationship between the soloist and the orchestra is structured in a distinctive way: it is often
a dialogue in which the soloist seems to reinterpret the orchestra’s words in a more personal man-
ner. The composition is interspersed with three solo cadenzas, the first of which becomes the realm
of the lyrical secondary sphere—the cycle’s “slow movement.” As performed by Grigory Ginzburg,
the transcendent technical complexity of the solo part is entirely subordinated to the artistic content.
In his magnificent interpretation, the work appears as “a profound symphonic piece” (Boris Asafiev),
with a harmonious and captivating dramaturgy that has timeless and universal meaning. It clearly
shows that the “shadow of Lucifer’s wing” concerns us today as well.

Franz Liszt.

Spanish Rhapsody, S. 254 (1863)

Liszt's Spanish Rhapsody was inspired by the vibrant traditional melodies he heard during his trav-
els through Spain and Portugal in 1845—the folia and the Aragonese jota—which he later shaped

into a piano work in the form of free double variations. In 1894, Ferruccio Busoni composed a ver-
sion of the Spanish Rhapsody for piano and orchestra (BV B 58). The multicolored orchestration, in-
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cluding castanets, tambourine, and timpani, brings out the richness of the work’s timbre and texture.
Yet the piano clearly plays a “royal role” in this piece. Liszt's contrasts between menacing bass lines
and the ringing of heavenly bells, as well as the energy of sharp dance rhythms, are all concentrated
in the piano part. The pianist’s brilliant technique is evident in his ability to dispatch swift octave and
chordal passages with astonishing ease. His resonant, radiant sound perfectly embodies the fiery
temperament of Spanish melodies.

CD3

Felix Mendelssohn.
Piano Concerto No. 2 in D minor, Op. 40 (1837)

The two piano concertos featured on this CD represent different stages in the evolution of the genre
during the Romantic period.

In this beautiful example of Mendelssohn’s early Romantic concerto style, a living connection to the
Classical tradition is still palpable: harmonic clarity, transparency and subtlety of texture, character-
istic Classical figuration, the juxtaposition of futti and solo passages, the Apollonian beauty of the
themes, and the elegance of form. Robert Schumann was right to call Mendelssohn “the Mozart
of the nineteenth century.” Yet the personal tone of the utterance is felt even more strongly with-
in this restrained Classical setting: the luminous, elegiac quality and the soft, melodious intonation
of the composer of Songs Without Words. All the movements of the concerto flow seamlessly into
one another without a break (attacca), and the first and second movements are even linked by a
musical transition of an improvisational and reflective nature, creating a single “story” for the en-
tire cycle. The principle of seamlessly unifying the movements of a concerto was later developed by
Schumann and Liszt.

The excessive pseudo-Romanticism with which Mendelssohn’s music is often performed does
not do justice to the restrained, chaste, and noble essence of his works. “In piano playing, there
are many sufferers, many strugglers at and with the piano—there are few happy poets with a light
brush,” musicologist Marina Smirnova astutely observes in her book On the Light Shuttle of Art:
About Music, Pianists, Teachers, and Listeners (St. Petersburg, 2019). In Ginzburg’s interpretation—
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himself “a poet with a light brush”—Mendelssohn’s music acquires its true nature: sublime simplic-
ity and Mozartian clarity, for such is precisely the nature of the pianist’s gift. In the Adagio theme,
which seems particularly in tune with Ginzburg’s aesthetic essence, his sound is filled with soothing
light streaming from above and a hint of melancholy for a “lost paradise.” In the finale, Presto scher-
zando, it acquires a sparkling, soaring quality, inspired by the world of images from A Midsummer
Night’s Dream.

Antonin Dvorak.
Piano Concerto in G minor, Op. 33 (1875)

In Dvorak, the Romantic concerto genre takes on a completely different form: an expansive sym-
phonic poem, with the piano seamlessly woven into the musical flow, becoming “first among equals”
and leading the way like a folk hero from Czech epic poetry.

Averse to all the conventions of the concerto genre as a “competition” between the virtuoso soloist
and the orchestra, Dvorak subordinates all means of expression exclusively to the development of
musical thought. A monumental epic-dramatic picture unfolds before the listener. Initially narrative in
character, the main theme builds to a peak of dramatic intensity. In the soloist’s cadenza, it resounds
triumphantly in a major key, like a hymn. It is set off by the folk-dance motifs of the secondary theme,
which are reminiscent of the Slavonic Dances. In the “trumpet-like burst” in the development of the
first movement, in the sublime Andante sostenuto chorale, and in the dance-filled finale, with its ka-
leidoscope of sternly brutal and exquisitely capricious themes, the future celebrated symphony From
the New World is already clearly audible.

Ginzburg has a keen sense of Dvorak’s poetics and, interacting perfectly with the orchestra in such a
complex score, becomes the lyrical “authorial voice” of this music, conveying its inner temperament,
passion, and tenderness through endless shades of sound. In the slow movement of the concerto, in
the dreamy piano entries that maintain a dialogue with the orchestra, the soloist, like a poet-impro-
viser, confides the innermost movements of the soul to the listener.
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Cbh4
W. A. Mozart. Piano Concerto No. 25 in C major, KV 503
Fantasia in C minor, KV 475
Piano Sonata No. 14 in C minor, KV 457

“Mozart’'s works were the pinnacle of Grigory Ginzburg’s repertoire during the final years of his pia-
nistic career, as they perfectly suited the direction of his artistic vision. These are unparalleled cre-
ations that allow no hiding behind textures or the luxurious colors of the piano palette. Devoid of ex-
ternal embellishment, this music appeals directly to the human heart,” recalls conductor Gavriil Yu-
din.

Indeed, Mozart's music—its “divine” clarity and purity, its simplicity and depth, and its artistic perfec-
tion—seems particularly close to Grigory Ginzburg’s worldview and finds its truest resonance in his
performance. “The soundscape in Ginzburg’'s performance is delightful in its clarity and light, which
are in perfect harmony with the overall character of his artistic personality,” notes Dmitry Blagoy.

Despite his extremely high standards, the pianist said, “I think | need to play Mozart and early Bee-
thoven above all else. This is the true focus of my efforts; this is what | know and can do best.” He
felt that he could “find the character of sonority that these composers require.” How much lies hidden
behind this modest statement!

One could speak endlessly about the perfection of his performance: the meticulous precision of his
strokes, the dynamic micro-nuances, the naturalness of his phrasing, the silvery touch and subtle
shifts in tone, the subtlety of his pedaling, and the clarity of Mozart’s melodic outline, which is never
obscured—all these elements, in Ginzburg’s own words, impart “a vibrant flow to the melody, a vi-
brant declamatory line.” Indeed, in his very love of the piano, and in his exceptional understanding
and masterful use of its vast technical and expressive potential, one can sense Ginzburg’s special
affinity with Mozart’'s music.

Considering the works he recorded, it is also fair to say that Ginzburg’s Mozart is highly diverse. We
hear youthful exuberance, bubbling energy, and sunny joy in his rendition of Concerto No. 25 in C
major. The deeply dramatic Fantasia in C minor reflects on the meaning of life. The lyrical and dra-
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matic Sonata No. 14 in C minor has a rebellious quality, with Beethovenian allusions to the themes
of fate and the human soul.

Yet whatever the underlying nature of the music, Ginzburg always conveys a sense of something
hidden within it—a unity of opposites, so to speak. His sound dialectically unites eternal light and
melancholy; as Alexander Blok wrote, “sadness and joy resound as one melody.”

“The radiance so generously bestowed by this pianist is often accompanied by the depth of the
shadows cast” (Dmitry Blagoy). Without this perhaps most important quality, Mozart’s music would
not have such a powerful artistic impact. Mozart’s vast emotional range, created through contrasting
themes, textures, interweaving, development, and transformation, is transformed by Ginzburg into a
personal experience and resonates with listeners. After all, the pianist's primary goal was “the desire
to convey music to the listener in all its depth and purity.”

“When | play a Mozart sonata, | feel every note and breathe the music. It is a true creative joy to feel
as if | have penetrated the deepest recesses of the composer’s mind. | have moments when | sud-
denly understand with complete clarity what he was thinking, feeling, and wishing to express through
this music. This is a rare sensation, but it is the most valuable thing | strive for.” This is perhaps the
most astonishing aspect of Ginzburg’s interpretation of Mozart: the sense of a kind of “secret knowl-
edge of the soul.” His Mozart “seems to remember” Elysium, his heavenly home, and speaks to us
from that place.
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CD5

Dmitry Kabalevsky.
Concerto No. 2 for piano and orchestra in G minor, Op. 23 (1935)

Nikolay Rakov.
Sonatina in E major (1950)

Sergey Balasanyan.
Sonatina No. 1 in C major (1947). Sonatina No. 2 in A major (1948)

The recordings on this CD showcase Grigory Ginzburg’s interpretations of works by contemporary
composers. His first performances of compositions that had not yet been tested by time were a great
success, demonstrating his understanding of the music and his ability to convey it to listeners with
the utmost clarity. “Like a truly great artist, he revealed the true essence of this music, which is often
hidden in the performances of lesser artists” (S. Yakubovsky).

The enthusiasm with which contemporary composers approached Ginzburg and entrusted him with
the premieres of their works is understandable. Even the small number of surviving recordings of the
pianist’'s performances demonstrates a wide range of Soviet and international composers, including
Sergey Prokofiev, Nikolay Myaskovsky, Dmitry Kabalevsky, Nikolay Rakov, Samuil Feinberg, Leonid
Nikolaev, Sergey Balasanyan, Yury Nekrasov, Vladimir Kryukov, Arvids Zilinskis, Eugen Kapp, and
Cesk Zadeja.

“| can say | was fortunate,” wrote Dmitry Kabalevsky. “The Second Piano Concerto was played by
one of the most talented Soviet pianists, Grigory Ginzburg.” In the USSR, the 1930s saw the forma-
tion of a myth about the “birth of a brave new world” and a new human being—the builder of that
world.

While this social utopia later proved historically untenable, it gave rise to many striking and aesthet-
ically significant artistic phenomena, refracted through the prism of artistic individuality. Kabalevsky
described his Second Concerto as “a tale of Soviet youth”: “| wanted to tell the story of my genera-
tion, the young people of the mid-1930s, a time that had its challenges, but above all, it was marked
by the joy of victory and achievement, a passion for creativity in the broadest sense [...] That was
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my generation, and that was me.” The composer points to the profound influence of Prokofiev’s mu-
sic: “It captivated me with its irrepressible vital energy and tender, dreamy lyricism—two poles that
formed the unique fusion of Prokofiev’s worldview and artistic style.”

These two poles constitute the semantic duality of the work. The music of the fast outer movements
of the three-movement cycle is filled with the energetic beating of the “pulse of time,” reminiscent of
“industrial motifs”: springy marching rhythms and repetitive rhythmic figurations, with brass instru-
ments—signaling or jubilant trumpet calls—and percussion playing a leading role in the orchestra-
tion.

The piano part is dominated by toccata textures, repeated-note techniques, and chordal figurations.
The motoric element is contrasted with a lyrical, songlike theme with broad, singing intonations. As
the piece develops, the melody expands into a grand, hymn-like, intoxicating sonority. The heart of
this figurative sphere is the concerto’s slow movement, Andante semplice. Here, the lyrical piano
“monologues,” delivered in Ginzburg’s warm and deeply human voice, become particularly moving
moments of personal revelation, exposing the depth and sincerity of the music.

A different chamber genre is represented on this CD by three piano sonatinas composed around the
turn of the 1950s. A sonatina is a sonata in miniature, preserving the essential features of the sonata
cycle and form. However, because of its smaller scale, a unified affect often prevails, while thematic
contrasts are softened and become more complementary.

Nikolay Rakov’s Sonatina in E major is written entirely in a bright, watercolor-like palette. The
impressionistic transparency of the texture and the diatonic hues of the harmony, shimmering with
chords built in thirds, combine with Russian songlike melody, “second voices” in thirds, and sub-
voicing. The gently narrative character of the main theme of the first movement is offset by the light
danceability of the secondary theme. The finale is dominated by a playful impulse, and its mischie-
vous theme is reminiscent of a children’s counting rhyme.

Ginzburg’s performance of the sonatina is both simple and refined. The music seems to glow with a
kind smile. Its spatiality and timbral stereophony are particularly captivating.

“This composer’s music is always original, unusual, and inventive. As one listens to it, one is cap-
tivated by its irresistible charm, beauty, and freshness,” said Aram Khachaturian of Sergey Bala-
sanyan.
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Balasanyan’s Sonatinas No. 1 and No. 2 are quite large-scale compositions, and it seems that
the composer’s definition of their genre is connected less with sonata form itself than with a type of
musical thinking not normally associated with the sonata. This may be described as the “arabesque
principle”: a whimsical ornamental melody of an improvisational nature, based on multiple varied
repetitions of short motifs, the use of various Eastern modes, prolonged pedal points, and unusu-
al harmonic shifts. These elements create a special sense of temporal duration—"with no beginning
and no end’—like the pattern of an Oriental rug.

Ginzburg finds a different timbre for this music: a deep, velvety, languid tone. The meditative lyricism
of the slow movements seems to suggest the sound of the duduk. In the finales, with their folk-dance
tunes, the pianist emphasizes melodic intricacy and rhythmic sharpness.

Yulia Oparina
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Pyotr Tchaikovsky (1840-1893)
Concerto No. 1 for piano and orchestra in B flat minor, Op. 23 TH 55
1. Andante non troppo e molto maestoso — Allegro con spirito . . . . . . . 20.20
2. Andantino semplice — Prestissimo. . . . . . . . . . . .. ... ... ... 7.49
3.Allegroconfuoco . . . . . ... 6.48
Anton Arensky (1861-1906)
Concerto for piano and orchestra in F minor, Op. 2
1.Allegromaestoso . . . . . . . .. 12.02
2.Andanteconmoto. . . . . . . ... 8.15
[6] 4.Scherzo-Finale.Allegromolto. . . . . . . .. . ... ... ... ...... 6.57

Grigory Ginzburg, piano

The USSR State Symphony Orchestra (1] -
Conductor Konstantin Ivanov ((1]—

Orchestra of the All-Union Radio Committee ([4] - [6])
Conductor Sergey Gorchakov ([4] —[6])

Rec. 21.01.1950 ([(1]-[3]), 01.01.1947 ([4] - [6])
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Anton Rubinstein (1829-1894)
Concerto No. 4 for piano and orchestra in D minor, Op. 70

1.Moderatoassai . . . . . . . . . .. 11:55
2.Andante menomoso. . . . . . ..o 10:33
3. Allegrounpocoanimato. . . . . . . ... 10:35
Franz Liszt (1811-1886)
Totentanz. Paraphrase on ‘Dies irae’ for piano and orchestra. S. 126 . . . . . 18.29

Rhapsodie espagnole (Folies d’Espagne et Jota aragonese), S. 254,
arr. by Ferruccio Busoni

Lento . . . . . . . 1.19
I. Folies d’Espagne. Andante moderato . . . . . . ... .. ... ...... 3.56
Il. Jota aragonese. Allegro . . . . . . . . ... e 2.23
Ill. Cadenza. Unpocomenopresto . . . . . . . . ... ... .. .. .... 5.29
Non troppo Allegro. Animato . . . . . . . . . . . ... ... . 1.26

Grigory Ginzburg, piano

The USSR State Symphony Orchestra (1] —[4])
Orchestra of the All-Union Radio Committee ([5]—[9])
Conductor Aron Shereshevsky ((1]-[3], [5]-[9])
Conductor Nikolay Anosov ([4])

Rec. 01.12.1949 ([1]-[3]),10.05.1947 ([4]), 20.03.1951 (5] [9])
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Felix Mendelssohn (1809-1847)
Concerto No. 2 for piano and orchestra in D minor, Op. 40

1.Allegroappassionato . . . . . . .. ..o 11.31
2. Adagio. Molto sostenuto. . . . . . .. ..o 8.49
3. Finale. Presto scherzando. . . . . . . . . .. .. ... ... ....... 7.25

Antonin Dvorak (1841-1904)
Concerto for piano and orchestra in G minor, Op. 33

1. Allegroagitato . . . . . . . . ... . 17.35
2Andantesostenuto . . . . . ... L 7.35
3.Allegroconfuoco . . . . ... 9.28

Grigory Ginzburg, piano

Orchestra of the All-Union Radio (1] -

Large symphony orchestra of the All-Union Radio Committee ([4] — [6])
Conductor Sergey Gorchakov

Rec. 01.01.1948 ((1]-[3]), 05.05.1952 ([4] - [&])
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Wolfgang Amadeus Mozart (1756-1791)
Concerto No. 25 for piano and orchestra in C major, KV 503

1.Allegromaestoso . . . . . . . . Lo 15.47

2.Andante . .. L 8.03

3.(Allegretto). . . . . . 8.29
Fantasia in C minor, KV 475 . . . . . . . . . . . . ... 11.22
Piano sonata No. 14 in C minor, KV 457

TAllegro . . . . . 4.00

2.Adagio . . ... 8.21

3.Moltoallegro. . . . . . . . . 4.25

Grigory Ginzburg, piano
Large symphony orchestra of the All-Union Radio Committee ((1]—
Conductor Kirill Kondrashin (1] —

Rec. 26.06.1952 (1] - [3]), 01.01.1947 (@] - [7))
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Dmitry Kabalevsky (1904-1987)

Concerto No. 2 for piano and orchestra in G minor, Op. 23 (1935)
1.Allegromoderato. . . . . . . . . .
2. Andantinosemplice . . . . . . ...
3. Allegromolto. . . . . .

Nikolay Rakov (1908-1990)

Sonatina in E major
1.Allegromoderato . . . . . . .. ...
2.Andante . ... L
3.Presto . . . ..

Sergey Balasanyan (1902-1982)

Sonatina No. 1 in C major
1.Allegromoderato . . . . . . . ...
2.Moderato. . . . .. e
3.Vivace . . . .

Sonatina No. 2 in A major
1. Allegrettoconmoto . . . . . . . ...
2.Andantino . . . ..
3. Moderatoconmosso . . . . . ...

Grigory Ginzburg, piano
The USSR State Symphony Orchestra (1] -
Conductor Nikolay Anosov([1] - [3])

Rec. 17.05.1947 ([1]-[3]), 27.03.1952 (4] -[€]),
25.08.1959 (7] -[2]), 10.07.1958 ([10] -
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