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«MHozue KoMno3umopsl Xo0unu 80Kpye 0x#a3d, KaxK Komsl 60KpYy2 MUCKU C 20PSTUUM
Cynom, 0xcudas NoKa o ocmolHem, Umoobsl HACLAOUMbCS UM, He PUCKYS 00X4ceUb S3bIKU. ..
Jledu [I#ca3, ykpauleHHas UHmpuzyiowumu pummamu, wia mavyyioujeti noXooKoti yepe3
8eCb MUP... HO HU20e eli He 6CMPemuics pblyapb, KOMOopbili 88es Obl ee KAK yearcaemyto
20cmblo0 8 8vicuiee My3biKanvHoe 00wjecmao. copdi I'epwgur cosepwiun 3mo uyoo...
OH — npuHy, Komopalii 6351 301ywKy 3a pyKy U OMKPsIMo NPo60321acun ee NpuHYeccotl,
8bI3b18as yOuseHUe Mupa u beweHcmeo ee 3agucmaussix cecmep» (Y.Jlampor).

EnBa i1 MOYKHO JTydllle BbIPAa3UTh 3HaueHye TBopuecTBa [epiiByHa B aMepUKaHCKO
Y MMPOBOJ#1 My3bIKe. [IOTOMOK MMMMIPaHTOB 13 Poccuy, OH € 1OHOCTY ITOTPY3MIICS B My3bI-
KaJbHbI BOZOBOPOT Bpo/iBest, TaHIIeBaTbHBIX 1 GTF030BbIX MECEH, MIO3UKIIOB U PEBIO.
Ho ¢ He MeHbIIMM yB/IeUEHVEM TTOTPYKAJICS B MUD «aKaleMUUeCcKoi» My3bIKM, M3ydast
Baxa u BetxoBeHa, lllorena u Jlucra, [le6ioccu u PaBesnsi. Ha HeZjoyMeHHbIe BOITPOCHI
KOJUIer OH OTBevast: «f amo denaio 0151 mozo, umo0sl NUCAMb NONYASIPHYIO MY3bIKY». ..

CBoe momyJisipHeiiliiee mpousBegeHne — «Pancoduio 6 cmusie 671103» (3TO NI
OJIVH 13 BO3MOKHBIX BAPMAHTOB [TepeBoja, 671arofapsi CTo/Ib MHOTO3HAYHOMY CJIOBY
«blue») — oH counHmn B 1924 ronmy 1o 3aka3sy «KOpOJIS ;)Ka3ar, Co3/1aTessl 3HaMeHU-
Toro 6ur-6enna Iosa Yaittmana. TOT MeuTan 06 3KCIIepUMEHTAIBHOM KOHLIEPTHOM
COYMHEHUY, B KOTOPOM CBOGOZHO COUETATMUCH GbI 37IEMEHTHI [[Ka3a U KIacCUIecKoit
MY3bIKU. 3aHSITBIV APYTYMU 3aMbIc/IaMMy, [epiBuH 32661 06 06eIaHNy; TIOTHOM
HeOXXJaHHOCTBIO CTaJI [J151 Hero ra3eTHhIN aHOHC KOHLIepTa ¢ Ha3BaHueM «IKcnepu-
MeHm 8 cospemeHHOU My3bike». Cpenyi KOMIIO3UTOPOB TaM GurypupoBaia u hammims
lepmiBuHa. Ha counHeHne «aMepuKaHCKOV parncoaumn» (IepBoHavyaJibHOe Ha3BaHMe)
ocTaBasIoch UyTh 6ombie Heneny! Ho FepIuiByH BBITIOMHII 3aKa3 B CPOK, XOTSI YaCThb
dbopTrennaHHO MapTUM Ha IIpeMbepe MPUIITIOCh CBIMIIPOBU3MPOBATD.

CaM KOMITO3UTOP TPAKTOBAJ 3aMbICEJT PAricomyn, 6GbLIast YacTh KOTOPOi GbL1a
HarnucaHa «IoJ, CTyK Kosec» (B rmoesfie, o mopore u3 Huio-Mopka B BocToH), Kak
«MY3bIKANbHBLI KaNeli0ockon Amepuku, Haul OYpHbIll Kunawuti Komen, HAwWy MHO20HA-
YUOHANBbHYI0 IHEep2uio, Hawu OJ1103bl, HAULy CMOUUHYI0 cymamoxy». CUHTe3UPYs YepThl
CcBOGOIHOI MMITPOBU3ALMOHHOCTHM, KJIACCUIECKOTO KOHIIePTa ¥ POMAaHTUIECKOM
03Mbl, «Pancodust 6 cmuse 671103» ¥ TIO C€Ji IeHb OCTAETCSI CAMbBIM SIPKUM COYMHEHMEM,
B KOTOpOoM Jleny [I)ka3 mpencTaeT MPUHIECCOIA. ..



B Hauase 1920-x rogos B CIIA ripu6bit Cepreit PaxmMaHuHOB. Boselo cyne6 AmMepuka
cTajia BTOPOJ POAMHO BeIMKOTr0O PyCCKOTo KOMIO3UTOpa 1 uanyucta. OH Havasl MHTeH-
CUBHEJIIYI0 KOHLIEPTHYIO AesITeIbHOCTD, KOTOPasi POA0/KaIach 0 CaMOi CMepTH.

«Pancodus Ha memy ITazaHuHu», 3aKkoHYeHHas B 1934 ropy, ctana caMbIM U3BeCT-
HBIM ero Ipou3BeieHreM aMepUKaHCKOTO NIepuojia U MoC/IeJHUM COUMHEHNEM JJIst
¢doprenuaHo. B o6panieHny PaxMaHnHOBa K 3HaMeHUTOMY 24-My Karpucy [laraHuHny,
BIIOXHOBJ/ISIBIIEMY MHOTMX KOMIIO3MTOPOB, ChITPajia poJb APYk6a CO CKPUIIAauoM
@.KpeiiciepoMm, ¢ KOTOPbIM OH HEOAHOKPATHO BBICTYIAI.

Korga 6anermericrep M. POKMH Ipey1oKm1 PaxMaHMHOBY Mjero xopeorpaduyde-
CKOTO BOIUTOLIEeHUSsT «Pancoduu», caMm KOMITO3UTOP Tak 0GPUCOBAI CIOKETHYIO JTIMHUIO:
«... He oxusumo nu nezendy o ITazanunu, npodaguiem dyuty Heuucmoti cuse 3a cogepuieH-
CMe0 8 UCKYCCmee, a MAakK#e 3a HEeHWUHY ?»

Be3yc/10BHO, My3BIKaIbHBII 3aMbICEI TOITYCKaJ I0I00HYI0 TPAKTOBKY — POJIb aHTH-
Te3bl K TeMe [laranuuu B «Pancoduu» urpaet MoTus Dies irae, cpelHeBEKOBasI «CEKBEH-
umst» o CrpamHoM cyze. Co BpeMeH POMaHTM3Ma 3TOT MOTVB IIPMOGPEIT peryTayio
«IbSIBOJIBCKOTO», MH(DEPHAILHOTO; B MO3/IHEel My3bIKe PaxMaHMHOBA OH TOSIB/SIETCS
peryisipHo. Dies irae He cpasy 3asBisieT o ce6e B «Pancoouu», HO TIOCTENIEHHO HabyupaeT
CUJTY — TI0C/Ie BAOXHOBEHHOI IMpMUYeCcKoi KyJabMUHaALMM, TIO CJIoBaM PaxMaHMHOBA,
HACTYIIaeT «mopicecmeo uckyccmea Ilazanutu, ezo dbs18016CK0e NUYYUKANMO». «[IbSIBOTb-
CKast» TeMa TOPKeCTBYeT B KOHIIe «Pancoduu», 0HAKO MOC/IeC/IOBYE OCTAaeTCs He 3a Heil...

Tema XyIoskKHMKA — TBOPIIA ¥ BUPTY03a, 00ypeBaeMOoro BHyTPEHHMMM CO6Ia3HaMM
¥ OKPY)KEHHOTO JIIOOOTIBITCTBOM M 3aBUCTBIO TOJIIIbI, BOTIONIEHA B «Pancoduu» 6e3
JIMIITHEro poMaHTIYecKoro mnadoca, Ho ¢ HoTpsicarmei 06pa3Hoi CUIION.

«3a0bimblli HEOPOMAHMUK NEPBOLi BENUULUHBI», — TAK OLIEHMII COBPEMEHHbIN TUAHUCT
JI.Makkoynu 3HaueHne Camioasst Bap6epa B mysbike XX crosetusi. COBpeMEHHUK
k. TepiBuHa 1 A.KormieHza, CerofiHst OH U3BeCTeH MIMPOKOI MyHInKe Kak aBTOp
«Adaxcuo 0715 CMpPyHHbIX»; MEKIY TEM, B TIECTPOI KAPTVHE «MY3bIKANbHO20 Kanelidockona
AmepuKu» TIPOIIIOTO BeKa ero TBOPUECTBO CTOSIO OCOGHSIKOM. He mpuMbIKast K onpe-
IleJIEHHOMY CTWJTIO VIV HallpaBJIeHuIo, 6yIyun Haaek OT MOLHBIX YBI€UeHNI Ka30M,
aBaHrapziom u goaekadonmeit, bBap6ep mucan My3bIky, He OIJISIIBIBASICh HA YIIPEKU
B «KOHCepBaTU3Me» — ¥ MoJIy4das mupokoe npusHanue B CIIA u 3a ero npesnenamu.

Pa3HOCTOPOHHSISI My3bIKaJIbHASI ONAPEHHOCTD (OyoyuM CTyIeHTOM B HCTUTYTE
Képruca B ®unapenshun, Bapbep sanumascs ¢hoprernnaHo, IeHueM, KOMIIO3ULIeHt
Y IVPVKMPOBAHMEM) TI03BOJIMIA KOMITO3UTOPY PACKPBITHCS B IIMPOKOM JKaHPOBOM
criekTpe — cuMpOHMYEeCKOi, GopTenmnaHHO, KOHIIePTHOI, OIIepPHOI 1 KaMepHO-
BOKaJIbHOV My3bIKe. Ha ¢oHe ycrnexa onepsl «Banecca» (1957), momyumsiieit [Tynnt-
LIEPOBCKYIO IPEeMUI0 (eAMHCTBEHHAs Ollepa aMepUKaHCKOr0 KOMIIO3UTOPA, C YCIIeXOM
wepmas B Hplo-Mlopkckom TeaTpe MeTpononuteH-omnepa), Camioanb Bap6ep nepe-
SKMBAJI paclBeT TBOPYECTBa.

B 1960 romy oH ctan paborath Haj KoHuepToM 11t GopTenaHo ¢ OpKeCTPOM,
BJJOXHOBJIEHHBII MCKYCCTBOM MOJIOZOTO MuaHucTa K. BpayHuHra (yueHuKa pycckoro
nesarora P.JleBuHOI1; Bap6ep 6bI1 0COGEHHO BIIeYaT/IeH ero UCIIoHeHneM «Pancoduu
Ha memy IazanuHu»). PaboTa Ha[l KOHIIEPTOM 3aHsiia 60Jiee JBYX JIeT (TIOC/aeIHSIsS
yacTh 6bUIa 3aKOHUYeHa B 1962 romy no Bo3BpameHny 13 Mocksbl, Kyza bap6ep 6p11
npuriauieH Ha cbe3n Coto3a komrozutopoB CCCP). [Ipembepa nmena TpuyMdanbHblii
ycIex — KOMITO3UTOP GbIT yIOCTOeH BTOPO#i ITynuTiiepoBcKoit mpemun. B 1965 romy
KOHLePT BIlepBble Mpo3Byuan B EBpore.

OG6maveHHbIi B TPaAMUIVIOHHYIO TPEXIaCTHOCTD, KOHLIEPT Y ITOIBEKA CITYCTS 3BYYMUT
COBpPEMEHHO: HEeOKJIacCUyeckasl CTPOrOCTh YPAaBHOBEIIMBAET OCTPOTY SMOLMOHAIIb-
HOTO HaKajla, pPOMaHTHYeCKas IPUITOLHSTOCTD YYBCTB, SIPKOCTD KyJTbMVHALMOHHBIX
BCIIBIIIIEK COOTBETCTBYET BHEINIHEMY AHaMu3My dbopmbl. Hanbosee skcpeccuBHa
MacirtabHasi mepBasi 4acTh, OTKPBIBAIOIIASICSI COMBHOM KaJeHIyel; el IpOTUBOIIO-
CTaBJieHa CBeT/Iast IPyCcTh «KaHyoHbl» (3Ta My3bIKa MEPBOHAYAIBHO GbIa HaMMCaHa
Kak mbeca st el ¢ GopTenmaHo), 3a KOTOPOii CliefyeT yIpyroe MsTUI0IbHOe
Allegro c 6acOBBIM «OCTMHATO».

«...Tennoma, o6asHue, 0osepumensHas UCKPEHHOCMb 8bICKA3bIBAHUS..., — ITU Ha-
60Jiee xapakTepHbIe Y€PThI UCTIOMHUTETBCKOTO CTMIIst Ceprest [IOpeHCKOTO BbIIESIIN
KPUTVIKM ellle B MOJIOZbIe roasl Muannucta. — OH pacnonazaem K cebe cepdya spko
8bIPANEHHOLI NOIMUUECKOLl HaNPagleHHOCMbI0 C80€20 UCKYCCMEa».



Hapopubsiit aptuct PCOCP, mpodeccop 1 MHOTOIETHMIE ieKaH GOPTENMaHHOTO
daxynbreTa MOCKOBCKOI KOHCEPBATOPUM, IeMCTBUTENIbHBIN WieH Poccuiickoit aka-
JeMMy TBOPUECTBa, IpeficefaTesNb U WIeH SKIOpYU MPeCTIDKHBIX MeXIyHapOJAHbIX
KOHKypcoB Cepreit [lopeHckuit (p. 1931) siBisiet co60it pefKuit mpuMep aKTUBHOTO
TBOpPYECKOro aosiarosneTusi. CerogHs OH M3BeCTeH Kak I1eJ1aror, ydaeHMK KOTOPOTro
MOAePKUBAIOT MUPOBYIO CJIaBY POCCUiiCKOI hopTenmaHHOi mKosbl (H. JlyraHCKuit,
II.Manyes, E. MeueTnHa, A.ITnucapes, B. Pygenko, A. llltapkman, B. KopumnHckas-
Koras, I1.HepcecbsiH 1 MHOruMe apyrue). OnHaKO UCIIOTHUTEIbCKOE TBOPUECTBO
Ceprest [IJopeHCKOTO (K COKaIeHMIO, B 3aIMCSIX OTPaskeHa JIMIIb HeGOJIbIIAst er0 YacTh)
NpeJCTaBisieT co60ii OPUTMHAIBHYIO CTPAHMLY B 00Ieii KapTVHE OTeYeCTBEHHOTO
MCIIOJTHUTENIbCKOTO VICKYCCTBA.

B Teuenue MHoOrux JjieT (B LleHTpa/sibHOJ My3bIKaIbHO LIKOIEe, MOCKOBCKO
KOHcepBaTopuy, acnypaHType) C.lopeHCKui 6bIT yI€HMKOM IIPOC/IaBI€HHOTO Iya-
HUCTa-BUPTYyO3a nenarora [puropus I'mu3Gypra.

«Psidom ¢ HUM, — BCTIOMMHAI J[IOPEHCKMIA, — Hesb3sl ObL10 He 8/1106UMbCsl 8 NUAHU3M,
8 38YK08YI0 hanumpy posiisi, 8 0001bcmumesnsHsle MAUHCMBA (POPMENUAHHOU MEXHUKU. ..».

CoBepIIeHCTBO BHEIIHe ! OTHeNKY, 6e3yKOPM3HEHHAsI TOYHOCTD BOCITPOM3BELEeHISI
MY3bIKaJbHOI'O TEKCTa, BOCIIPUHSITBIE OT yUMUTeJIs, B COeIMHEeHUM CO CBOICTBEHHO
MMAHUCTY TIMPUIECKOI 3ayILIeBHOCTbIO, TOHKMMY OTTEHKaMU 3BY4aHMsI IPUBJIEKAIN
crymraresneit. B 1955 ropy Cepreii JJopeHCKmit GbII YAOCTOEH I MpeMuy Ha KOHKypCe
B paMKax BcemupHoro decTnBans MoIomexky U CTyLeHTOB B BapuiaBe; 0co6blit ycrex
Tpuies K Hemy Ha MexXayHapoJHOM KOHKypce B Puo-ne->Kaneiipo (1957, Il nmpemust).
«...H3 8cex nuaHucmos... HUKIMo He 8b138aJ1 CMOJILKO cumMnamuu y nybauku, makozo eou-
HOOywHo20 80cmop2a», — mycana 6pa3mibcKasi ra3era.

B 1982 roxy Cepreit [lopeHCKMI1 3amycasi Ha OOHY IUIACTUHKY parnconuy Paxma-
HMHOBA U epuiByHA. TO GbIIO HEOOBIYHBIM, AXKe «IeP3KUM» IATOM — CJIUIIKOM
TIOJISIPHBIMM Ka3a/IMCh TBOPYECKYE MUPBI IByX KOMIO3UTOPOB. OHAKO B UCTIOMIHEHUM
9TOTO 3aMeYaTebHOrO My3bIKaHTa 00a MPOK3BeJeHNsT, HATIMCAHHbIE B AMepyKe KOM-
TO3UTOPAMM C POCCUICKVIMY KOPHSIMY, 06pey HeOKMIaHHOE CXOZCTBO.

He cekpeT, 4TO [TOJIHO3BYYHbIE «BOJTHbBI-KYyJIbMUHALIMM» B IMPUUECKOM SMU30[e
«Pancoduu» TepiiByHa 06HAPYKMBAIOT SIBHOE BIVsIHME PaxMaHMHOBA. MOKHO TOBOPUTH

M O ABVOKYIIEH Cujle pUTMa, JVHAMUYHOI «TOKKAaTHOCTM», 0611 /151 hopTenaHHOM
My3biku XX Beka. B TpakToBKe [JOPEHCKOTO 0COGEHHO «HEIMOXO03Kel» Ha MPUBbIYHbIE
MHTEepIIpeTalyu 0ka3aaach paXMaHMHOBCKas «Pancodus»: B ee OTKPHIBILIECS MITPOBU-
3aLMOHHO CBO6O/IE, 3aXBaTHIBAIOIIEl JUHAMUKE IBVKEHUST, TEMOPOBO-PETUCTPOBBIX
KOHTpAacTax yke HeBO3MOKHO He YC/IbIIIATh BAMSHUS Kasa. Kak uyTKuit XyJOKHUK,
PaxmaHMHOB (IIpM BCeM JeK/IapupyeMoM KOHCepBaTy3Me) He MOT UTHOPUPOBATh
aMepMKaHCKYIO My3bIKy, B KOTOPOJ [3Ka3 rocIofcTBOBas 6e3pasnensHo. bosee Toro,
MUAHUCT CTPEMUTCS YOEIUTD HAC, YTO PAXMaHWHOB, CO3HATEILHO WM HET, IPUHUMAET
caMy CyTb J)Ka30BOTO CTUJISI — COYETaHMe CTPOTO¥i CXeMbl ¥ IIOYTY HeOTPaHUYEHHOM
CBOGO/IbI BLICKA3bIBAHMS — 32 OCHOBY CBOET0 counHeHust. Takum o6pas3om, «Pancodus
Ha memy IlazaHuHu» CTAHOBUTCSI CBOEOOPA3HBIM, TPEJIOMIEHHBIM MOTYYeli TBOpUe-
CKOIJ1 BOJIeit OTBETOM Ha «Pancoduto» TepiiBuHa, 6;1arogaps KOTOPOJ I3ka3 BOLIES
B YHMBEPCAJIbHbIN SI3bIK My3bIKa/JIbHO KYJIbTYDBI.

Eme B 1966 romy Cepreii JopeHCKIIT BKIIOYMI B CBOV periepryap hoprenaHHbIi
KoHLepT bap6epa. OH epBbIM B Hallleii CTpaHe UCIIOTHWI 3TO COYMHEHME, C YCIIeXOM
nposByuasiiee B CILLIA 1 EBporie. B ero TpakTOBKe KOHIIEPT 6bUT «<HEOHUOAHHO PYCCKUM
no apomamy... 8 Gnecmsujem 6upmyo3Hom cmusie». CKpbITbIE «PYyCCKUE» KOPHM, BIVSTHVIE
pOMaHTHMUecKoro nuaHmusMa PaxmanuHoBa 1 [opoBuia Ha COuMHEeHe aMepMKaHCKOTO
aBTOpa, OTpaskeHHbIe B MHTepIpeTauuyu JJopeHCKOTo, IPUAAIOT ei1 0COObI MHTepeC.

FBopuc Myxkoceti



“Various composers have been walking around jazz like a cat around a plate of hot
soup, waiting for it to cool off, so they could enjoy it without burning their tongues |[...]

Lady Jazz, adorned only with her intriguing rhythms, has danced her way around the
world. But [...] she has encountered no knight who could lift her to a level that would enable
her to be received as a respectable member in musical circles. George Gershwin seems to
have accomplished this miracle. [...] He is the Prince who has taken Cinderella by the hand
and openly proclaimed her a princess to the astonished world, no doubt to the fury of her
envious sisters”. (Walter Damrosch).

One can hardly express the importance of Gershwin’s music in American and world
music in a better way. The descendant of immigrants from Russia, George Gershwin
found himself drawn into the musical whirlpool of Broadway, dance songs and the
blues, musicals and revues at a very young age. However, his passion for the world of
academic music when he studied Bach and Beethoven, Chopin and Liszt, Debussy and
Ravel was as strong. He would answer people’s puzzling questions by saying that he
did it to be able to write popular music.

His most popular work, Rhapsody in Blue, written in 1924, was commissioned by
Paul Whiteman, the “King of Jazz” and founder of the famous big band. Whiteman
needed an experimental concert composition, in which elements of jazz and classical
music would be freely combined. Occupied with other tasks, Gershwin forgot about the
promise. He was astonished to see a newspaper article that said that Whiteman was
going to play Gershwin’s piece and some other composers’ works in a concert preten-
tiously named “An Experiment in Modern Music”. Gershwin had a little more than a
week to compose the piece that was initially titled American Rhapsody, but managed
to finish the composition on time although some portion of the piano part had to be
improvised at the premiere.

Gershwin devised the plot of the piece to the “steely rhythms” of train wheels on
the way from New York to Boston. He interpreted the concept of Rhapsody as “a sort
of musical kaleidoscope of America, of our vast melting pot, of our unduplicated national
pep, of our metropolitan madness”. Synthesizing the features of free improvisation,
classical concerto and romantic poetry, Rhapsody in Blue still remains the brightest
piece, in which Lady Jazz appears as a princess.

Sergei Rachmaninoff arrived in the USA in the early 1920s. As the fates decreed,
America became the other homeland for the great Russian composer and pianist. He
started on an intensive concert activity that lasted until his death. However, the muse
did not seem to return to Rachmaninoff instantly.

The Rhapsody on a Theme of Paganini finished in 1934 became the most famous piece
of his American period and, at the same time, his last piano work. Rachmaninoff’s friend-
ship with violinist Fritz Kreisler, with whom he repeatedly performed, prompted him
to turn to Paganini’s famous Caprice No. 24, a piece that has inspired many composers.

When choreographer Michel Fokine asked Rachmaninoff if he could use the
Rhapsody on a Theme of Paganini for his ballet, the composer described the storyline
of the piece in the following way: “Why not resurrect the legend about Paganini, who,
for perfection in his art and for a woman, sold his soul to an evil spirit?”

Certainly, the musical ideas were open for such an interpretation — the motif of
Dies irae, a medieval “sequence” of the Last Judgement, plays the role of antithesis
to Paganini’s theme in the Rhapsody. Since the time of romanticism this motif had
gained the reputation of a “devilish” and infernal one; it also appeared regularly in
Rachmaninoff’s late works. Dies irae does not immediately assert itself in the Rhap-
sody. It gains strength gradually — “the triumph of Paganini’s art, his diabolic pizzicato”,
as Rachmaninoff put it, comes after an inspired lyrical climax. The “diabolic” theme
triumphs at the end of the Rhapsody, but the final word does not rest with it.

The theme of Artist, the creator and virtuoso racked by internal temptations and
surrounded by the curious and envious crowd is realized in the Rhapsody without
romantic histrionics, but with a tremendous figurative power.

“A forgotten neo-romantic great”, the contemporary pianist Leon McCawley described
the significance of Samuel Barber for twentieth century music. A contemporary of
George Gershwin and Aaron Copland, he is known to today’s general public as an author
of Adagio for Strings. In the meantime, his music was in a league of its own amid the
mixed picture of the “musical kaleidoscope of America” in the previous century. Without
adjoining a particular style or school, and staying far from the jazz, avant-garde and
dodecaphony crazes, Barber wrote music dismissing the accusations of “conservatism”
and won wide recognition in the United States and beyond.
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The composer’s versatile musical talent (when he was a student of the Curtis
Institute of Music in Philadelphia, Barber studied piano, singing, composition and
conducting) enabled him to show his worth in a broad spectrum of genres — symphonic,
piano, concerto, opera and chamber vocal music. The prime of Samuel Barber’s career
fell on the success of his opera Vanessa (1957) that won him the Pulitzer Prize (the only
opera by an American composer that did well at the Metropolitan Opera in New York).

In 1960, he began working on the Piano Concerto inspired by the art of the young
pianist John Browning (a student of the Russian teacher Rosina Lhévinne; Barber was
especially impressed with his performance of the Rhapsody on a Theme of Paganini).
It took him over two years to write the concerto (the last movement was finished in
1962 on his return from Moscow where Barber was invited to take part in the Congress
of the Union of Soviet Composers). The premiere was a triumphant success — the
composer was awarded another Pulitzer Prize. In 1965, the concerto was performed
for the first time in Europe.

Having a conventional three-movement form, the concerto sounds modern even half
a century later: its neoclassical strictness counterbalances the sharpness of emotional
heat, the romantic elevation of feelings and the brightness of the culminating flashes
correspond to the external dynamism of the form. The large-scale first movement is
the most expressive one. It opens with a solo cadenza; it is opposed to the light sad-
ness of Canzone (this music was originally written as a piece for flute and piano) and
followed by a resilient quintuple Allegro with a pounding ostinato.

“Warmth, charm, confidential sincerity of the statement” are the most characteristic
features of Sergei Dorensky’s performing style singled out by critics in the pianist’s
early years. “He wins hearts with a distinctly poetic orientation of his art”.

The People’s Artist of the RSFSR, Professor and long-time Dean of the piano faculty
of the Moscow Conservatory, full member of the Russian Academy of Creativity, chair-
man and judge of prestigious international competitions, Sergei Dorensky (born 1931)
is a rare example of active artistic longevity. He is known today as a teacher whose
students (Nikolai Lugansky, Denis Matsuev, Ekaterina Mechetina, Andrei Pisarev, Vadim
Rudenko, Alexander Shtarkman, Victoria Korchinskaya-Kogan, Pavel Nersessian and
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many others) keep the flag of the Russian piano school flying high. However, Sergei
Dorensky’s heritage (unfortunately, just a small part of it has been captured on record)
is an original page in the overall picture of the national performing arts.

Dorensky studied under the renowned virtuoso pianist and teacher Grigory Ginz-
burg for many years — at the Central Music School, then at the Moscow Conservatory
and during his graduate course. “Next to him, it was impossible not to fall in love with
pianism, with the sound palette of the piano, with the seductive sacraments of piano tech-
nique”, Dorensky remembered.

The perfect exterior and impeccable accuracy of reproduction of the musical
text borrowed from the teacher, combined with the pianist’s typical sincerity and
subtle nuances of sound attracted listeners. In 1955, Sergei Dorensky was awarded
the first prize at the competition that took place during the World Festival of Youth
and Students in Warsaw. The pianist’s participation in the international competition
in Rio de Janeiro (1957, second prize) was a triumph. “Of all the pianists [...] no one
else won so much sympathy of the public and caused such a unanimous delight”, wrote a
Brazilian newspaper.

In 1982, Sergei Dorensky made a record with the rhapsodies of Rachmaninoff and
Gershwin. It was an unusual and even a daring move — the creative worlds of the two
composers seemed too polar. However, both works written in America by the compos-
ers with Russian roots and performed by the remarkable musician have much more in
common than it may seem at first glance.

It is no secret that the sonorous “culmination waves” in the slow bit of Gershwin’s
Rhapsody reveal an obvious influence of the older Russian fellow composer. We can
also talk about the driving force of the rhythm and the dynamic toccata-esque nature
so common for the piano music of the twentieth century. Rachmaninoff’s Rhapsody
as performed by Dorensky turned out to be especially “dissimilar” to the customary
interpretations: in its freshly revealed improvisational freedom, exciting dynamics of
movement and contrasts between timbres and keys, it is impossible not to hear the
influence of jazz. As a sensitive artist, Rachmaninoff (all his declared conservatism
notwithstanding) could not ignore the “melting pot” of American music where jazz
reigned supreme. Moreover, the pianist seeks to convince us that Rachmaninoff, con-

sciously or not, accepts the very essence of jazz — a combination of a strict pattern
with almost unlimited freedom of expression — as a basis of his composition. Thus,
the Rhapsody on a Theme of Paganini becomes a peculiar response, refracted by the
powerful creative will, to Gershwin’s Rhapsody in Blue, thanks to which jazz entered
the universal language of musical culture.

Sergei Dorensky included Barber’s piano concerto in his repertoire back in 1966.
He was the first domestic pianist to perform the work that was so successful in the
USA and Europe. He interprets the concerto with an “unexpected Russian flavour
[-..] in a brilliant virtuosic manner”. The hidden “Russian” roots and the influence of
Rachmaninoff’s and Horowitz’s romantic pianism on the American composer’s work
captured in Dorensky’s rendition make it even more peculiar. This recording made by
the young pianist perfectly fits into his “American” programme - Barber’s concerto is
perceived as a continuation of the neo-romantic piano tradition derived in the United
States from the Russian source.

Boris Mukosey
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Cepreii PaxmaHuHOB (1873-1943)
1 «Pancodus Ha memy IlazaHuHu»
715t GOpTENaHo C OPKECTPOM JISt MUHOP, COY. 43 . . . . . . . . . . . ... 22.50
Jropmk lepmBuH (1898-1937)
2 «Pancodus 6 cmune 671103» 0jis poprenuaHo ¢ opkectpom Cy-6eMosb Maxop
(apamkupoBka @.Tpode). . . . . . o o e 16.39
Camioa1 Bap6ep (1910-1981)
KonuepT 7151 hopTenuaHo ¢ OpKecTpoM, cou. 38

3 L Allegroappassionato . . . . . . . ..ottt e 14.27
4 Il.Canzone.Moderato . . .. ... ... .. ...t 7.09
5 ML Allegromolto . .. ... ... ... ... .. ... 7.33

O6iiee BpeMs: 68.43
Cepreii [lopeHCKUit, hopmenuaro

TocynapcTBeHHbI cuMmboHMueckuit opkectp MuHuctepcrsa KyiabTypsl CCCP
Hupwxkep — Anekcauap Imurtpues (1, 2)

TocynapcTBeHHbI cumdoHnyeckuit opkectp CCCP

Ivpwkep — Buktop Iy6poBckuii (3—5)

3ammcn: 1982 (1, 2), 1966 (3-5) rT.
3Bykopesxkuccepsr: C. [TasyxuH (1, 2), 1. BenpuHues (3-5)

PepnakTop — [TosmHa Jo6PbIIKMHA
Pemactepunr — Makcum I[Tnnmmos

Ju3saiin — nppap Kpiokos

TlepeBon — Huxomnait Ky3HeroB

®oto: EBrennii banmakos, EBrennit EBTioxoB

Sergei Rachmaninoff (1873-1943)
1 Rhapsody on a Theme of Paganini

for piano and orchestrain A minor,Op.43 . . . . . ... ... .. .....
George Gershwin (1898-1937)
2 Rhapsody in Blue for piano and orchestra in B flat major

(arranged by Ferde Grofé) . . ... ... .. ... ... .. ... ... ...
Samuel Barber (1910-1981)
Piano Concerto, Op. 38
3 L Allegroappassionato . . . . . . . .. ittt e
4 IL.Canzone.Moderato . . . . ... ... ...ttt
5 MHLAllegromolto . . . .. ... .ttt

Total time: 68.43
Sergei Dorensky, piano

The USSR Ministry of Culture Symphony Orchestra
Conductor — Aleksandr Dmitriyev (1, 2)

The USSR State Symphony Orchestra

Conductor — Victor Dubrovsky (3-5)

Recorded in 1982 (1, 2), 1966 (3-5).
Sound engineers: S. Pazukhin (1, 2), I. Veprintsev (3-5)

Editor - Polina Dobryshkina

Remastering — Maksim Pilipov

Design - Ildar Kryukov

Translation - Nikolai Kuznetsov

Photo: Evgeny Bashmakov, Evgeny Evtyukhov
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