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I0pwuit MaprteiHOB (dopTennaHo, KJIaBeCUH, XaMMepPK/IaBUp, KIaBUKOP,
opraH) MPUHAJIEKUT K YMCTy HanboIee MHTEePECHBIX ¥ Pa3HOCTOPOHHUX POCCHIi-
CKMX My3bIKQaHTOB HAIlMX JHE, Ube MCIIOMHUTEIbCKOe MCKYCCTBO COeMHSEeT JIy4-
1Ie TpaaUIUY PyccKkoit GopTenuaHHO U 3arafHOeBPOMNeiCKOii KIaBUPHBIX IIKOJ
C HeMOBTOPMMOJ1 IMYHOCTHOCTBIO. VICTIO/NHMTeIeli B PAaBHO CTEIIeH! B COBepIIeH-
CTBe BJIaAeI0IMX TaKMM KOJIMYeCTBOM MHCTPYMEHTOB U CTUJIei B MUpe eIVHULIbI.

Opuit MapThiHOB OKOHUMI L]eHTpaNbHYIO CPEAHION CIIeLMATbHYI0 MY3bIKa/lb-
HYIO LIKOJTY IIpY MOCKOBCKOJ rocygapcTBeHHON KoHcepBaTopuu mMmenn I1.M. Yaii-
KOBCKOTO IO Kiaccy ¢oprenuano mnpodeccopa C.JI. Iyskypa ¥ IO KIaccy TeOpUM
My3bIku mpodeccopa F0.H. Xosorosa.

B 1992 r. okoHYMJI MOCKOBCKYIO FOCYyZAPCTBEHHYIO KOHCEPBATOPHUIO IO KIaccy
doprennano (npodeccop, HaponHsblii aptuct PO M.C. BockpeceHCKIit, aCCUCTEHT —
3acrykeHHas1 aptucTka Poceny, mpodeccop E.M. KysHemosa), 1o kiaccy opraHa
(mpocdeccop, 3acaykeHHbIt apTucT PO A.A. TlapiimMH) ¥ KaMepHOTO aHCamb6/st
(muriom ¢ ormyueM) (rpodeccop, HapogHblii aptuct Poccum T.A. AnuxaHoB),
B 1992-1994 rr. o6Gydancsi B acCUCTEHType-CTAKMPOBKE TIOJ PYKOBOACTBOM
npodeccopa M.C. BockpeceHCKOro.

B 1993-1994 rr. I0puit MapTbiHOB cTaxkupoBascs Bo @paHuum y npodeccopa
V1. BBIOHUCKYM TIO CITEIMaJBbHOCTSIM KIaBecuH M basso continuo B Bricmreit mkome
my3bikM B Bo6unbu 1 B Koncepsatopun umenu K. [ebioccu B [Tapuske, KOTOpbIe
OKOHYWJI C 30JI0TBIMM MeJalIsIMMU.

C 1989 r. My3bIKaHT aKTMBHO KOHIIEPTUPYeT, BBICTyIIasl C KOHLIEPTHBIMMU IIPO-
rpaMMaMy B KauecTBe COMCTA ¥ KAMePHOro aHCaMO/IMCTa B JIYYIINX KOHLIEPTHBIX
3amax Mocksbl, CaHkT-IleTepbypra u apyrux ropogos Poccuu, B crpanax CHI, Bo
MHOTHUX cTpaHax EBporbl, a Takke B SImorum u CIIA.

Cpenu ero ClieHMYeCKuX MapTHEPOB MOKHO YIOMSIHYTH A. Jllo6umosa, C. CoH-
nmenkuca, A. Pynuna, A. Cnagkosckoro, M. Bpynerno, H. I'yrman, I1. llpaiiepa, C. Kéii-
KkeHa, b. TenuHa, [I. JInucca, X. VIHoy3, B. KelemeHa 1 MHOTMX IpYTUX 3aMevyaTelbHbIX
VCIIOTHUTENEN U JUPVDKEPOB.

0pnit MapTbIHOB - 1aypeaT MexXIyHapogHOI0 My3bIKaJIbHOTO KOHKYpPCa MMEHU
Mapun Kanansc B bapcenone (I npemust), MexxayHapoZHOTO KOHKYypCa NMMAaHUCTOB

umenn DHHMO [loppuHo B Kambsapu (I mpemust), MeXXayHapogHOTO KOHKypca B
r. dnuHanb (Ppanuus, Il mpemust), MexayHapogHOro KoHKypca uMeny B.A. Mouapra
B 3anbuoypre (I mpemmus).

My3bIKaHT IPMHMMAJ YUacTe BO MHOIMX IPeCTIKHbIX (hecTnBassix Kak B Poc-
cun, Tak ¥ 3a pybeskom. Cpenyt Hux «/ekabpeckue eeuepa Cessmocnasa Puxmepa»,
«Mockosckas oceHv» u 11 MexxnyHapopHblit «MemHep-gpecmusans» B Mockse, dectu-
Basu Bo ®panimu: B Jla-Pok-1’AHTEepOH U Autour de piano-forte B Jia ®epre-Bungam;
B lepmanuu: dectusainb B Peituray, MorjaptoBckuit dectusans B Biopioypre, «CaH-
Cycu» B TloTcmame, Raritaten von Klaviermusik B Xysyme u «/IHU cmapuHHoU mMy3biKu
Konuepmo Kénvh»; EARLYMUSIC B Caukt-IleTep6ypre, hectuBanb 6apouHOit My3bIKI
(Vantaa Barock Festival) B BanTtaa (®uHISHOUSA), PokaecTBeHCKuMi (ecTuBazb
B Mopke (Benukobpuranusi), Musica Antiqua B Bpiorre (Benbrust), MeskayHapoaHblii
dectmBanp kKamepHoit My3bIky B Karomrsape (BeHrpust) 1 MHOTMe ApyTHe.

IOpuii MapTbhIHOB TepBbIii B Poccuy 1eIMKOM MCIIOMHUI BeChb «X0powlo mem-
nepuposanHslii knasup» V1.C. Baxa Ha KJIaBMKOpZAE, a TakKe BIEPBble MO3HAKOMMI
POCCUICKYIO MYOIMKY C PSIIOM CONBHBIX ¥ KaMepHbIX mpousBenenuit [1. duurca,
T. Tamnuca, U. lllo6epta, A. d6epns, U. IIpava u Apyrux KOMIIO3UTOPOB KaK Mpu-
HaJJIeKaBIIMX JMOXaM peHeccaHca, 6GapOKKO ¥ paHHEero KJIACCUIIM3Ma, Tak
Y COBPEMEHHBbIX.

Iuckorpadust Opus MapreiHOBa HacuuThiBaeT 17 CD, 3aNIMCaHHBIX U BBITYLEH-
HBIX Ha M3BECTHBIX OTEYECTBEHHBIX ¥ 3aPYOEKHBIX 3BYKO3aMMCHIBAIOIMINX (GypMax.
C 2011 r. My3bIKQHT TeCHO COTpyAHMYaeT ¢ KommaHueit OUTHERE-music (OUCKA
BBIXOIAT Ha Jieiibnax Zig-Zag territoire u ALPHA-classic). My3bIKaHT OCYIIECTBIUI
Tarke GoHAOBbBIE 3anucy 1 paguo «Opgelti», BBC, ORT 1, WDR u fip.

[Opuit MapTbIHOB SIB/ISIeTCSl TEepPBbIM M Ha JaHHbIi MOMEHT e[VHCTBEHHBIM
MCIIOJTHUTETIeM, KOTOPBIi OCYIIeCTBUI 3aIuch Beex cuMdoHmit BeTxoBeHa B TpaHC-
Kkpunyy Jivcra ayst GopTenuaHo coo Ha MTHCTPYMEHTaX JIMCTOBCKOTO BpeMeH.

[ucky My3bIKaHTa ObUTM YOOCTOEHBI CAMbIX MPECTVSKHBIX MEKIYHaPOMHBIX
Harpag, My3bIKaJbHO Kputuku: BBC Monthly choice, Choc de la Musique bpaHiry3-
cKoro kypHama «Knaccuka», 5 diapason u Diapason d’or GpaHIy3CKOro >KypHaia
Diapason, «5 38e30» 6purtaHckoro sxxypHana The Guardian v ap. 3amuch [eBSITOM



cumboHuy BerxoBeHa B TpaHckpumnuy Jlucra Bomta B Tom-10 sydammx 3ammceit
B HOMMHAIMY «KJIaccuyeckas My3bikar 3a 2016 r. o sepcuu The Guardian.

C 1994 r. I0pnit MapTbiHOB miperofaeT B MOCKOBCKO# rOCylapCTBEHHO! KOH-
cepsaropun umenu ILU. YaiikoBckoro (¢ 2003 r. — poueHT, ¢ 2013 — mpodeccop,
B 2006—-2010 rT. — 3aBeayrommit Kadeapoit KIaBUIIHbIX MHCTPYMEHTOB U KAMEPHOTO
aHcam61st haky/mbTeTa MCTOPUUECKOTO U COBPEMEHHOTO MCIIOMHUTENIBCKOTO UCKYC-
CTBa), HAYaB CBOIO ITeIarOTMUECKYIO NesTeIbHOCTh B 1994 r. accyucTeHTOM Ipodeccopa
M.C. BockpeceHnckoro. Bocrimranuuky F0pust MapThiHOBa CerogHst 06pasyioT Iiesimy
MY3BIKQHTOB, y)Ke IOATBEPAMBIIMX CBOI BBICOKMII IpodeccroHamsM mobemamu
Ha MeXIYHApOAHBIX KOHKypcax B Mockse, CaHkT-IleTepbypre, Bpiorre, I'myHznene,
Can-Xoce 1 ip. OHM YCIIeIIHO BelyT aKTUBHYIO KOHLIEPTHYIO esITe/IbHOCTb, BBICTYTIAs
B Tyuninx 3amax Mocksbl 1 CaukT-IleTep6ypra, B Apyrux ropopax Poccun 3a py6eskom,
MHOT¥e [TPeIofaloT, B TOM uycie 1 B alma mater. Cpeny Hux A. I'maayH, A. llleBUeHKo,
K. BonoctHoB, C. Kynpsikos, C. KysHewoB, A. KopeHesa, B. XoMsIKOB 1 Ap.

IOpuit MapTbhIHOB NIPOBOOUT MacTep-KIacChl BO MHOIMX ropopax Poccun
(MockBa, CaukTt-Iletep6ypr, ExaTepun6ypr u ap.) u 3a pyoexkom (CILIA, ®pauius,
Benvrust, Hunepnaupst, ®PT, XopBatus, Typumsi, Kazaxcran).

CKOJIb MHOTOOOPa3HbI UesIoBeYeCcKie MeUThI ¥ CTPeMJIeHNS],

CTOJIb ke Heycuepriaema 1 My3bika Illy6epra. Bce, Ha UTO HaMpaBJeH ero B30p,
Yyero KacaeTcsl ero pyKa, IPeBPallaeTcs B My3bIKY.

P. [llyman

B Gorareiiiem TBopueckom Hacieanu @pawutia llly6epra hopTenuaHHbie COHATHI
3aHMMAIOT 0co60e Mecto. [Toc/ie BEeHCKMX K/IACCHKOB HY OLVH KOMIIO3UTOP He Ipo-
SIBJISITT CTOJIb CEPbe3HOT0 MHTepeca K 3TOMY JKaHpPYy — Ha MPOTSDKeHUM BCero TBopue-
ckoro nyty llly6epT o6pamtancs K Hemy IocTostHHO. Ero 22 coHaTs! 71t hopTenuaHo
(BKJTIOUAsT CeMb HE3aKOHUYEHHBIX) OTPAyKAIOT GOJIBINON ¥ CIOKHBIN MyTh, MPOIIEH-
HbIii reHyeM llly6epra; HACTOYMBbIE IIOVICKM COGCTBEHHOTO YT — OT IIPSIMOTO CJIe-
OBAaHMST KIACCUYECKMM 06pasiiaM OO0 MHAVBUIYATIbHOTO MPETBOPEHMUSI COHATHOM
JIipaMaTyprum.

Conata 11 MuHOD (D 845) Hapsimy ¢ coHatamu Pe maxkop (D 850) u [Io maskop
(D 840) 6puta Hamcana llly6epTom B 1825 I. B 1Opy MpMIMBa TBOPUECKUX CUJT «HA
mopore 6osbiioit cumdonun». OHa cTajga OFHOM 13 HEMHOTMX COHAT, OMy6INKO-
BaHHBIX ITPY JXKM3HM aBTopa. llly6epT mocBsaTmi ee apurepuory Pynonsdy, yaeHnKy
¥ MOKpOBUTeNI0 BeTxoBeHa, TOHKOMY 3HATOKY Cepbe3HOJi My3bIKM. JIMpuUKO-Ipa-
MaTyJeckasi HallpaBJeHHOCTb COHATHI COMKaeT ee ¢ IMKIOM «HeokoHueHHOU»
cumdoHUM U Jaske B GOJbIlell Mepe C 3aKOHUEHHBIM IOJOM PaHee Jisi-MUHOPHBIM
kBaptetom (D 804).

3ariaBHas yacTh, B XapakTepHoM s llly6epra Temne Moderato, BbI3Baa BOC-
xuuenne lllymaHna: «[lepsas uacme maxk muxda, mak MeumamenbHd; OHA MOXem pac-
mpozams 0o cie3. IIpumom oHa mak 1e2ko U NPocmo NOCMpoeHa Ha 0CHoge 8yx mem, umo
HA0do MOoJIbKO YOUBImucsl uapooero, CymeauiemMy cmojlb c60e00pasHo ux cnaecmu u npo-
mugonocmasumy». OCHOBHbIE TeMbI (IJIABHASI U CBS3YIOIIAs], TEMA TTOGOUHOI MapTUn
3[ech TPOM3BOIHA U He UrpaeT Benylleil PomM) MMEIOT OOLIMii MHTOHAIVIOHHBIN
MICTOYHMK, HO M3HAYAJIbHO Pe3KO OTrpaHM4eHbl Ipyra OT APyra; B IIpolecce pa3BUTHUSL
MX TIOJISIPHOCTD TOJIBKO YCWIIMBAETCsl. PasBuTye yacTy HarpaB/ieHO Ha KOHLEHTPaLIo
JpaMaTI4YecKoro Havaja — «om y2y0neHH020 pasodymbst K 02POMHOLL 80/1€601i HaNPsiHeH-
Hocmu» (. Kpaykiic), KOTOpoe MOTHOCTBIO PACKPBIBAETCST B OOLIMPHOI KOJIE.



Bropast uacth coHaTsl (Andante poco moto, [Jo Maxxop) — TeMa C BapualusIMMu,
e[VHCTBEHHbIT mpumep obpaiuenust llly6epra K BapuaimMoHHOI (opme B pam-
KaX COHaTHOTO IMKJa. B racTposibHOI moe3nke 1825 r. aBTOp C yCIIEXOM MCIION-
Hsi1 Andante, o uem mucan oTiy: «Oc00eHHO NOHPABUNUCH BAPUAYUU U3 MOell HOBOUl
COHAMBL... NPUYEM HEKOMOpble Y8epsiu MeHs, Ymo Kaasuuwlu nod Moumu Nansyamu
nowm; eciu OHO U 8 CamMom dejie max, 3mo oueHb MeHs padyem». B aToM mpusHaHUU
CKpbITa cyTh hoprenmanHoro ctuis llly6epra, BOCXUIABIIETO COBPEMEHHMUKOB, OH
aKKOMIaHUPOBa nesity M. Qormio «mak, Kak 6yomo msl 00HO yenoe» — TMpUUYecKast
KaHTMJIEHHOCTH COCTABJISIET IVIABHYIO ITPEeCTb 3TOV MYy3bIKM.

UmnynscuBaoe Ckepiio (Allegro vivace, st MUHOpD) MOCTPOEHO Ha TeMGPO-
BBIX ¥ 3BYKOBBIX KOHTpacTax; Ha ero ¢gone da-maxkopHoe Tpuo c efBa 3aMeTHbIM
C/IABSTHCKMM KOJIOPUTOM BBIENSIETCS MSITKUM, «6eCIUIOTHBIM» 3ByuaHueM. KoH-
TpacTHas ApaMaTyprusi oTaudaeTt u GuHaibHoe poHao (Allegro vivace, st MUHOD),
CTPEMUTENbHOE BIKEHVE KOTOPOTO OObeANHSIET MeCeHHbIe MHTOHAIIVN, 3/IEMEHTI
BEHTepCKOTO (ONbKIOPA, CBET/IbIE GJIMKI OTHOMMEHHOTO Maykopa M MSITeKHbIE, Ipa-
MaTuuecKye MOPbIBbI, 6/M3KIe KPYTY 06pa30oB MePBOit YaCTH.

Tpu nocnenuue dbopTenyaHHble COHATHI (0 MuUHOpP, D 958, JI1 maxkop, D 959,
Cu-6emonb maxkop, D 960) Illy6epT mucas MouTv OJHOBPEMEHHO — C BECHbBI TI0 CE€H-
Ta6pb 1828 1. OHM GBUIM OMYGIMKOBaHbI TOMBKO B 1839 T., HO ellle JOITO OHU He
ToMy4Yany AO/DKHONM oueHKMU. OT3bIBbI KPUTUKOB (BK/Itouas lllymaHa) Ha IepBylo
my6IMKaLMio 6L CKOpee ciepskaHHbIMU. [1033Ke BbIIAIOIIMMCS MHTEPIIPETATOPOM
conaTbl D 960 cranet U. Bpamc; HO TobKo B XX cToseTnu 6;1arofapst BbIAA0IMEeMYCst
muanucty A. [lIHa6eno mo3gHue my6epTOBCKIE COHATHI BONIUIM B KPYT perepryap-
HBIX courHeHuit. Oco6yio MOMyIIPHOCTD Mprobpena nocienHsst Cr-6eMosb Maskop-
Hasl COHATa, 3aKOHYEHHasl 3a JIBa MecsIia 0 CMepTH aBTopa.

ITo maciTaby 3aMbIciIa 1 ITyOMHe ero BorioueHus coHara D 960 He ycrymaeT
Hanboee 3HAYUTETbHBIM IIpou3BeneHusIM [llybepTa mocaemHux jaeT: «boasuioli cum-
¢oHuu» 1o Maskop, CTPyHHOMY KBUHTeTY, «3umHemy nymu». OHa HalloJIHEHA TeMU
Ke «603KeCTBEHHBIMM IJIMHHOTaMM», KoTopble [llymaH ycbiiian B cuM(OHMH; HO TO,
YTO Ka3aJ0Ch HeOCTATKOM, I1033Ke PACKPbUIOCh B MHOM CBeTe — KaK IpeBOCXuIIle-
HJe BaKHEIIINX MTPOLIECCOB MMO3ITHEPOMAHTUUECKOI MY3bIKM, KOTIA «MOWHASA OUHA-

MuKka deticmeust CMeHsiemcs 3acmol8arwum (U no-ceoemy He MeHee 3axeamoléarjum)
cnokoticmeuem cosepyarus» (E. Llapesa). Ha mopore cveptu Llly6epT OTKpbLT 1BEPD
B IHOE MY3bIKaJIbHO€ VI3MepeHMe. ..

Camo Hauanmo mepBoit yactu (Molto moderato) kaxkeTcsi HeOObIUHbIM. [1aB-
Hasg MapTusi C ee CAep>KaHHbIM I1eCeHHBbIM JIMPU3MOM pa3BepThIBAETCS [IOITO
¥ HECIEIIHO, KaXKEeTCsl, UTO aBTOP TaK YBJIEKCS TOTPY)KeHUEM B TeMy, UTO 3a6bul
0 Ja/bHejileM TedeHUM My3bIki. Kak OTHaneHHbli Iy 3ByYUT TPEBOXKHOE 3XO Tpe-
it B 6acy, HO M OHO MO3Ke PACKPOETCs B MacIITAGHOM Pa3BUTUY «COHATHOTO mode-
rato». MHOrOMepHOCTb 5KCIIO3MLIMM OTPAKAETCS B TOBECTBOBATEIbHOM XapaKkTepe
pPaspaboTKU: ee 3aKIIOUNTENbHBIN Pa3fen MPeJBOCXMUIIAeT CTpaHuIbl Andante sos-
tenuto. B 3aBepieHnn My3blka BO3BpalllaeTCsl K TUXOMY, YMUMPOTBOPEHHOMY 3ByYa-
HMIO TTePBbIX TAKTOB.

MepHoe TeueHue BTOpOit yacTy (Andante sostenuto, B «4epHOI1» TOHATBHOCTH
[I0-N1e3 MUHOP) MPONCTEKAeT OT CTAPMHHOTrO KaHpa rnaccakaauu. JlysT 3acThIBLIINX
B CBOe€Jl 6e3’KM3HEeHHOCTY CPeJHMX TOJIOCOB, COIIPOBOXKIAEMbIil «Ha6aTOM» 6acos,
MOKHO YIOZO6UTh XPOHOCY: He 3Hasi HU PAJOCTH, HU COUYBCTBMS, OTMEPSIET OH
KaX/IOMy CBOJi CPOK Ha 3emiie. X0JI0,0M MOTMIbHOTO KaMHS BEET OT 9TO¥ MY3bIKM,
MOA0GHOI TPATMUeCKUM CTPaHMIIaM «3umHezo nymu». B mocineguux Takrax Andante
MpaK IIepPexoJuT B CBET, HO 3TO Y>Ke CBET MHOTO MUpa...

B IBYX MOC/TeAyOIIMX YacTsX aBTOP BOBJIEKAeT HAC B MHYIO 06pasHyio chepy.
Caetnas 6e3msTexxHocTh Ckepro (Allegro vivace con delicatezza) BrieyatisieT Tem
CuibHee, UTO 3BYYMT IOCTe MpayHoro Andante; TaHILIeBaJbHOCTb €ro0 OCHOBHOI
TeMbI BOCIIPMHMMAEeTCS KaK HeUTO IpM3pavyHoe; HeOXXUJaHHO Y XOpalbHO-CyMepey-
Hoe Tpuo. CBoeo6pasHa HauambHast Tema (unana (Allegro ma non troppo) c ee moz-
YepPKHYTO «HelpaBMUIbHBIM» TOHOM — Ha IepBbIil B3MISA, 3Ta My3bIKajabHas LIyTKa
ompezesnsieT Becb xapakrep yactu. Ho BHe3amHblii LIKBaJ OTYasIHMUS, TIOBTOPSIO-
muiics B penpuse, HeOXUAAHHbIE 11ay3bl ¥ OCTAHOBKM IO3BOMSIOT YBUIETh BTOPOIL
ITaH 0[] MaCKOii «60APOit JKU3HEPAJOCTHOCTI» 3TOI My3bikM. LllyGepT Kak 6yaTo
MOCTaBMUJI MHOTOTOUME B KOHIIE CBOETO IOCIeJHETO TBOPEHUSI. ..

Bopuc Myxkoceti



Yury Martynov (piano, harpsichord, hammer-clavier, clavichord, organ) is
among the most interesting and versatile Russian musicians of our days whose per-
forming art combines the best traditions of the Russian piano and West European
clavier schools with a unique personality. There are just a few performers in the world
who have mastered so many instruments and styles to equal perfection.

Yury finished the Central Special Musical High School of the Moscow State Tchai-
kovsky Conservatory majoring in piano with Professor Sergei Dijour and music the-
ory with Professor Yury Kholopov.

In 1992, he graduated with honours from the Moscow Conservatory where he
studied the piano with People’s Artist of the Russian Federation, Professor Mikhail
Voskresensky, the organ with Honoured Artist of the Russian Federation, Professor
Alexei Parshin and chamber ensemble with People’s Artist of Russia, Professor Tigran
Alikhanov. Between 1992 and 1994, he attended an assistantship/training course with
Professor Voskresensky.

In 1993 and 1994, Yury Martynov took a training course with Professor Ilton
Wijunisky at the department of harpsichord and basso continuo of the Conservatory
Jean Wiéner in Bobigny, France, and at the Conservatoire Claude Debussy in Paris,
graduating from both with gold medals.

The musician has had a busy performing career since 1989 playing as a soloist
and ensemble member at some of the best venues of Moscow, St. Petersburg, across
Russia, in the CIS and European countries, Japan and the United States.

Alexei Lyubimov, Saulius Sondeckis, Alexander Rudin, Alexander Sladkovsky,
Mario Brunello, Natalia Gutman, Peter Schreier, Sigiswald Kuijken, Boris Tevlin, Dmi-
tri Liss, Hiroko Inoue, Barnabas Kelemen and many other remarkable performers and
conductors have been Yury Martynov’s stage partners.

Yury Martynov is a prize-winner of the Maria Canals International Piano Compe-
tition in Barcelona, Spain (1st prize), the Ennio Porrino International Piano Compe-
tition in Italy (1st prize), the Epinal International Piano Competition in France (2nd
prize) and the Mozart International Piano Competition in Salzburg (1st prize).

The musician has taken part in many prestigious festivals in Russia and over-
seas, including Sviatoslav Richter’s December Evenings in Moscow, the International

Piano Festival of La Roque d’Anthéron in France, the Mozart Festival Wiirzburg,
the Rheingau Musik Festival, the Music Festival Potsdam Sanssouci and the Raritdten
der Klaviermusik Festival in Germany, the International EARLYMUSIC Festival in
St. Petersburg, the Moscow Autumn Contemporary Music Festival, the Cologne Festi-
val of Early Music, the BRQ Vantaa Festival in Finland, the York Early Music Christ-
mas Festival in England, the 2nd International Medtner Festival, the Musica Antiqua
Festival in Bruges, Belgium, the Kaposvar International Chamber Music Festival
in Hungary and many others.

Martynov was the first Russian musician to perform J.S. Bach’s Well-Tempered
Clavier on the clavichord in its entirety and introduce a number of solo and cham-
ber pieces by Peter Philips, Thomas Tallis, Johann Schobert, Anton Eberl, Jan Prac
and other composers from the periods of renaissance, baroque and early classicism,
as well as contemporary ones.

The musician’s discography includes 17 albums recorded and released
by renowned domestic and foreign labels. He has worked closely with Outhere Music,
an independent musical production and recording group, since 2011 releasing albums
on the labels Zig Zag Territoires and Alpha Classics. Yury has also made recording for
the funds of Radio Orpheus, BBC, ORT1, WDR etc.

Yury was and still is the only performer to record the Beethoven symphonies
as they were transcribed by Liszt for solo piano using the instruments of Liszt’s time.

The musician’s releases have been acclaimed by the critics of some of the most
prestigious music magazines becoming monthly choices of BBC Music Magazine
and receiving the Choc de la Musique award from the French magazine Classica, the
5 Diapason and Diapason d’or awards from the French magazine Diapason, five stars
from the Guardian in the UK etc. His recording of Liszt’s transcription of Beethoven’s
Ninth Symphony was in the Guardian’s top 10 classical CDs of 2016.

Yury Martynov, who started his teaching career in 1994 as an assistant to Pro-
fessor Mikhail Voskresensky, has taught at the Moscow State Tchaikovsky Conserva-
tory since 1994 (associate professor from 2003, professor from 2013, and head of the
sub-department for keyboard instruments and chamber ensemble of the Historical
and Contemporary Performing Art Department between 2006 and 2010). Martynov’s
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students’ prizes of the international competitions in Moscow, St. Petersburg, Bruges,
Gmunden, San Jose and other cities have proved their high professionalism. They are
busy concert performers playing in Russian and abroad. Some of them teach at their
common Alma Mater. These are Alexander Gindin, Alexei Shevchenko, Konstantin
Volostnov, Sergei Kudryakov, Sergei Kuznetsov, Alexandra Koreneva and Vladimir
Khomyakov to name but a few.

Yury Martynov has taught master classes in many cities of Russia, including Mos-
cow, St. Petersburg, Yekaterinburg and others, and overseas (in the United States,
France, Belgium, the Netherlands, Germany, Croatia, Turkey and Kazakhstan).

Schubert’s music is as inexhaustible as human dreams

and aspirations are diverse. Everything his eyes are fixed on,
his hand touches, turns into music.

Robert Schumann

Franz Schubert’s piano sonatas hold a special place in his abundant artistic
legacy. After the Viennese classics, there was no other composer who demonstrated
as much interest in the genre as Schubert kept coming back to it throughout his
life. His twenty-two piano sonatas, including seven unfinished ones, are a reflection
of a long and complicated path travelled by the genius of Schubert during the span
of time he was given by fate, and his persistent search for his own way — from direct
adherence to the classical examples to individual realization of the sonata dramatic
concept.

Along with the sonatas in D major (D 850) and C major (D 840), the Sonata in
A minor (D 845) was written in 1825 when Schubert was experiencing a creative surge
“on the threshold of a big symphony.” It was one of the few sonatas published dur-
ing the composer’s lifetime. Schubert dedicated it to Erzherzog Rudolf von Oster-
reich, Beethoven’s student and patron, and a great connoisseur of serious music.
The sonata’s lyric and dramatic orientation aligns it with the cycle of the “Unfinished
Symphony” and, even more so, with the A minor quartet (D 804) written a year earlier.

Schumann admired the title movement written in Schubert’s typical Moderato:
“The first movement is so quiet, so dreamyj; it can move you to tears. At the same time, it is
built on two themes in such an easy and simple way that all you can do is be amazed with
the wizard who managed to interlace and juxtapose them so peculiarly.”

The basic themes (the main one and the connecting one, while the theme
of the side movement is derivative here and does not play the leading role) have
the same intonation source but are initially expressively delimited from each other.
As the piece progresses, their polarity only becomes more obvious. The development
of the movement is directed at concentration of the dramatic element — “from deep
reflection to an immense volitional tension” (Georgy Krauklis) which is fully exposed
in an extensive coda.

11
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The second movement of the sonata (Andante poco moto, C major) is a theme
with variations, the only example of Schubert’s experience with the variation form
within a sonata cycle. The composer performed Andante with success during his con-
cert tour of 1825, describing it in a letter to his father as follows: “They particularly
enjoyed the variations from my new sonata ... and some assured me that the keys under
my fingers sang; if it is actually the case, it makes me very glad.”

This confession reveals the essence of Schubert’s piano style that was so admired
by his contemporaries when he accompanied the singer Johann Michael Vogl “as
though we are one.” Lyric cantilena is what makes this music so delightful in the first
place.

An impulsive Scherzo (Allegro vivace, A minor) is built on timbre and sonic con-
trasts; set against such a background, the F major Trio with its barely perceptible
Slavic flavor stands out for a softer, “incorporeal” sound. The concluding Rondo
(Allegro vivace, A minor) is also notable for a contrasting drama. Its swift motion
combines songful intonations, elements of Hungarian folklore, light patches of the
major of the same name and restless, dramatic gusts that are similar to the circle
of images from the first movement.

Schubert wrote his last three piano sonatas (C minor, D 958, A major, D 959,
and B flat major, D 960) almost concurrently between the spring of and September
1828. They were published as late as in 1839, but it took even longer before they were
given proper credit. The critics’ reviews of the first publication, including one from
Schumann, were rather reserved. Johannes Brahms will be an outstanding interpreter
of the D 960 Sonata afterwards. However, only in the 20* century, thanks to the ren-
dition of the outstanding pianist Artur Schnabel, Schubert’s sonatas entered the cir-
cle of repertoire works. The last sonata in B flat major finished two months before
the composer’s death became especially popular.

In terms of scale of concept and depth of its realization, the D 960 Sonata is not
inferior to Schubert’s most significant works of the last years such as the Great Sym-
phony in C major, string quartet and Winter Journey. It is filled with the same “divine
longueurs” that Schumann heard in the symphony. But what seemed to be a shortage
was later comprehended in a different light as anticipation of the most important

processes of late-romantic music, when “powerful dynamics of the action changes into
congealing (and no less captivating in its own way) calmness of contemplation” (Ekate-
rina Tsareva). At death’s door, Schubert discovers a different musical dimension...

The very beginning of the first movement (Molto moderato) seems unusual.
The main slow part with its restrained songful lyricism unfolds for a long time. It
seems that the composer is so much absorbed with the theme that he forgets about
the subsequent flow of the music. An anxious echo in the bass trills sounds like a dis-
tant rumble, but it will also reveal itself in a large-scale progression of the “sonata
moderato.” Multidimensionality of the exposition is captured in the narrative nature
of the development - its concluding section anticipates the pages of Andante soste-
nuto. In the end, the music returns to the quiet, pacified sound of the first bars.

A measured flow of the second movement (Andante sostenuto, in a “black” key
of C sharp minor) originates from the old genre of passacaglia. The duet of the mid-
dle voices frozen in their lifelessness, accompanied by tocsin bells, could be likened
to Cronos who measures off a term on this earth for everyone. A tombstone chill
creeps from the music which is similar to the tragic pages of the Winter Journey. In
the last bars of the Andante, darkness changes into light, but now it is light of a dif-
ferent world...

In two subsequent movements, the composer draws us into a different pictorial
sphere. What makes the light-hearted tranquility of the Scherzo (Allegro vivace con
delicatezza) even more impressive is that it follows a gloomy Andante; its danceable
main theme is perceived as something illusory. A chorale and gloomy Trio is also
a surprise. The initial theme of the finale with (Allegro ma non troppo) its accentu-
ated “wrong” key is peculiar - at first sight this musical joke determines the entire
character of the movement. But a sudden squall of despair repeated in the reprise,
the unexpected pauses and stops allow us to see the middle ground under the mask
of “brisk cheerfulness” of this music. As though Schubert implies elision marks at the
end of his last creation...

Boris Mukosey
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