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Ouck 1

Cownara a1 Buosionuenn 1 poprennado N2 1 da maskop, cod. 5 N2 1

1.1 Adagiosostenuto . .. ... ... ... ... ... 02.26
2.ITAllegro . . . . o o o e e e e e e 15.06
3. 0T Allegrovivace . . . .. . . . . i i e e 07.22
CoHnara 111 BUoJIoHYe/n U ¢popTenmaHo N2 2 coib MUHOP, cou. 5 N2 2

4.1 Adagio sostenuto ed espressivo . . . . .. ... ... ... ... 04.56
5.1I Allegro molto pit tostopresto . . . . . ... ... ....... 14.46
6.IIIRondo. Allegro . . . . . . . . . . . . . it 09.11

Oo61ee Bpems: 53.49

Juck 2

Cownara a1t Buoyionuem 1 poprennano N2 3 JIst maskop, cod. 69

I.TAllegroomanontanto . . . . . .. ... ... ... ... 12.10
2. 11 Scherzo. Allegromolto-Trio . . . .. ... ... ........ 05.48
3. III Adagio cantabile — Allegrovivace . ... ... ......... 08.57
Cownara a1 Buoyionuem 1 poprennano N2 4 Jlo maskop, cou. 102 N2 1

4.1 Andante - Allegrovivace . . . . . ... ... ... ... ... 08.32
5.11 Adagio — Allegrovivace . ... ... ... ... ......... 07.00
Conara nij1 BuojioHuenu u poprenmano N2 5 Pe maskop, cou. 102 N2 2

6.1Allegroconbrio . ... ... ... ... ... . . ... .. ... 06.43
7. 11 Adagio con molto sentimento d’affetto. . . . .. ... ... .. 07.26
8. IIMAllegro . . . . . . o o i i i i e 04.56

Oo61ee Bpems: 61.36

AnexkcaHap 3arOpMHCKUIA, 8UOJIOHUEND
Oitnap CtuH-Hoknebepr, popmenuaro



Disc 1

Cello Sonata No.1 in F major, Op. 5 No. 1

1.1 Adagiosostenuto . .. ... ... ... ... ... 02.26
2.ITAllegro . . . . o o o e e e e e e 15.06
3. 0T Allegrovivace . . . .. . . . . i i e e 07.22
Cello Sonata No. 2 in G minor, Op. 5 No. 2

4.1 Adagio sostenuto ed espressivo . . . . .. ... ... ... ... 04.56
5.1I Allegro molto pit tostopresto . . . . . ... ... ....... 14.46
6.IIIRondo. Allegro . . . . . . . . . . . . . it 09.11

Total time: 53.49

Disc 2

Cello Sonata No. 3 in A major, Op. 69

I.TAllegroomanontanto . . . . . .. ... ... ... ...
2.1I Scherzo. Allegromolto-Trio . . . ... ... ..........
3. Il Adagio cantabile — Allegro vivace
Cello Sonata No. 4 in C major, Op. 102 No. 1
4.1 Andante - Allegro vivace
5.11 Adagio - Allegrovivace . . . . . . . ... ... ... .......
Cello Sonata No. 5 in D major, Op. 102 No. 2

6.1 Allegro con brio
7. 11 Adagio con molto sentimento d’affetto. . . . .. ... ... ..
8.1 Allegro. . . . . . . . . i e e e e e e

................

Total time: 61.36

Alexander Zagorinsky, cello
Einar Steen-Ngkleberg, piano



BHOJIOHYEJIbHBIE COHATDBI BETXOBEHA:
ITYTEIMECTBHME JJIMHOIO B TBOPYECKYVIO JKU3Hb

B deBpasne 1796 rona monomoit JlironBur BaH beTXoBeH — reHMaIbHOMY MY-
3BIKAHTY He ObLJIO ellle ¥ ABAAIATH IISITH JIET — ITOKMHYJI aBCTPUIICKYIO CTO-
JIUITY U OTIIPaBUJICS B KOHI[EPTHOE TYpHE B COMIPOBOXAEHUM CBOETO CUSI-
TeJILHOTO MOKpOBUTeNs1 KHA3s1 Kapna JIuxHOBcKoro. [TpoMeskyTOUHbIMU
OCTaHOBKaMM Ha ero mytu ctauu Ilpara, [lpesgeH (Tam beTXOBEH BBICTY-
TaJ mepen CakKCOHCKMM KypdropcTom) u JIeimiur, a MyHKTOM Ha3Haue-
Hust — Bepnuu. B cronuiy IIpyccunu KOMITIO3UTOP MPUOBIT B Mae U HaxXo-
IUJICS B Helt OKOJIO IBYX MecCsIIeB, 0 CEpeIMHbI JieTa...

OTa HebosbIas 6uorpaduyeckasi CripaBka O6bpIa ObI HUUEM He 3aMeya-
TeJIbHA, ec/ii 661 He GakT ABOMHMYecTBa: B 1789 rogy racTposibHYIO I0-
e3[IKy T10 3TOMY MapIIpyTy MpeArnpuHsul Bonbbranr Amageit Mouapr,
CITYTHMKOM U 6JiarofieTesieM KOTOPOTO SIBJISUICSI TOT ke KHSI3b. I Mo-
apT, ¥ beTxoBeH 6bUIM MHOTUM 00513aHbI Kapiry JIMXHOBCKOMY: TTePBBbIif
He pa3 Opan y megporo apMcToOKpaTa B3aiiMbl KPYIIHbIe TeHeKHbIe CyM-
MBI 1 He CIIelWI X BO3BpalllaTh, BTOPOIi, OyAyuy HAUMHAIOUIMM Kapbe-
Py MY3BbIKaHTOM, Iocenuiics B 1793 rogy B BeHCKOM foMe JIMXHOBCKOTO
M SKWJI TaM efiBa JI He O TOr0 CaMOro IyTeulecTBMUS; a YyThb paHblie,
B 1795 rogy KHSI3b OIUIATU/I TIepBOe TMevaTHOe M3aHue 6eTXOBEeHCKOro
CouMHeHus — doprenmMaHHoro Tpuo, cou. 1 N2 1. TpygHo ckas3aTbh, HO-
cuja Jix Toe3gKa MporpaMMHBI XapakTep, Obuia M OHA 3aJyMaHa Kak
Mpe3eHTals HeMellKOSI3bIYHOMY MUPY «HOBOTO AMajeyca», HO CpaB-
HeHMs ¢ MoLLapTOM HEBOJIbHO CONPOBOXAAMN BBICTYIIEHUS] MMAHUCTA-

BUPTyO3a (MMEHHO B TaKOM KayeCTBe IOHbII BeTXoBeH ObI M3BECTEH
npesxe Bcero). [I[pyuem 3Tu cpaBHEHMSI He BCerfia OKa3bIBaAUCh B MOJb-
3y MOJIOAOTO TeHMS: Mpa’kCkye MeJOMaHbl Bopuaiu, 4yTo JIIOABUT TIO-
KOpsSIeT UX YIIIM, HO He cepalla. beTxoBeH u mpaBga He ObUI CepeUHbIM
YyeJI0BEKOM — 3aJI0JITO JI0 TOTO, KaK O0Je3HM U HEeCJOXKUBILIASCS JTMUHAS
>KM3Hb BKOHEI UCTIOPTU/IM ero XapakTep. HermpusiTHbie MHIIMIEHTHI CITy-
YMINCh U B BepiinHe: 3aHOCUMBBIN U IPUHIUIINAbHBINA, BeTXxoBeH ymen
00VKaTh yBarkaeMbIX JIIOJei, BKIOUasi KOJIer 1Mo My3bIKaJIbHOMY IeXYy.
Tem He meHee [Ipyccusi cTasna MeCTOM ero apTUCTUUYeCckoro Tpuymda: Ko-
poisib @punpux Busibrensm II, mpocBeneHHbI MOHAPX, Y€l >KM3HEHHBIN
MyTb MPUOMKAICS K KOHIY, MOJapu/ TaJaHT/IMBOMY IOHOIIE 30JI0TYIO
LIKATYJIKY, TTOJTHYIO JIYUA0POB, — ¥ He IPOCTYIO, XBACTAJICS BIIOCAEICTBUN
BeTxoBeH, a Takoro 06pasiia, Kakue 6bLIO0 MPUHSITO MPENOJHOCUTb MHO-
CTPaHHBIM ITOCAM.

Bes aTa 3aHMMaTenbHas UCTOPUST OblIa ObI 3[Iech HEYMeCTHa, ec/iu O He ee
CKPBITBIN T€POV — MMITO3aHTHBIN, C TIOKATBIMU MJIeYaMU U MeBYUYUM, MO0-
pOJi HEMHOrO CUIUIBIM TOJ0CcOM. He MCKIIIOUeHO, 4TO JBe COHAThl [JIS
BMOJIOHUYEN! ¢ popTenunaHo, cod. 5, KOMIIO3UTOP 3aXBaTUII C COOOIL B ITy-
TellleCcTBMe ellle U3 BeHbI, HO CKOpee BCero OHU UMeIOT 6epaMHCKoe Mpo-
ucxoxnenne. VIMeHHO 3T KpyIiHble, M300peTaTeabHble M BUPTYO3HbIE
COUYMHEHMNS, BBIXOASILIME Ta/leKO 3a Mpeesbl TOTAAIIHNX [IpeCTaBIeHUI
0 KaMepHOI1 My3bIKe, CTa/IM BaKHOJ BEXOil — KaK B UCTOPUM UHCTPYMEH-
Ta, Tak U B CyapOe camoro berxoBeHa. MOsKHO CKa3aTh, YTO MMEHHO B HUX
BIIepBbIE YrabIBAETCS MOJJIMHHBIN MaclITab ero TBOPYECKOM TUIYHOCTM.
Tak mouemy >xe bepnuH 1 mouemy BUOJIOHYENB?..



Ha py6esxke XVIII 1 XIX BeKOB BUOJIOHUE/b OblIa BeChMa TOIYJISIPHA B OBITY
KYJITYPHBIX JIIOJIeli, B TIePBYI0 ouepeb KaK MPUHAIJIeKHOCTh aHcambie-
BOTO MY3UIIMPOBaHMS. MHOTHMeE JIIOOUTENN BIALENN 3TUM MHCTPYMEHTOM
Ha rpodeccroHaTbHOM YpPOBHE. B U110 BUOTOHUENMCTOB BXOAWIIN U ITpe] -
CTaBUTEJIN BbICLIEN 3HATU: JOCTAaTOYHO BCIIOMHUTD MMeHa KHs351 OpaHLia
Moseda Makcummnmana JIOGKOBUILIA, €le OfHOrO MPOC/IaBIeHHOro 6eTX0-
BEHCKOI0 MelleHara, uiy umieparopa Moseda II, mog moKpoBUTeIbCTBOM
KoTOoporo TBopuit Mouapt. Ho, rmoskasyit, CaMbIM IIBIJIKUM PEBHUTEIEM BUO-
JIOHUEJTBHOTO MICKYCCTBA CpeAy TMepBbIX JIUIL IIPOCBeleHHO EBporbl 6b11
nmeHHO @puapux Bunbrenbm II - ero ctpacTs K 6;1aropogHOMY CTPYHHOMY
MHCTPYMEHTY COTIOCTaBMMa C JIIOOOBbIO ero mpefliecTBeHHMKA Ha TPOHe,
®punpuxa Benmkoro, K monepeuHoit ¢ieiite. YToObI yIOBIETBOPUTH CBOIO
MOTPeO6HOCTh B KaMepHOM perieptyape, @puapux Busbrenbm ymoCcToOmI
3BaHMSI IPUIBOPHOTO KOMIIO3UTOPA CaMOTO U3BECTHOTO M3 BUOJIOHYEIM-
ctoB koH1a XVIII cronmetust, utanbguua Jlynaxkmu bokkepuHu, a mOCKOIb-
Ky TOT HUKAK He MOT MOCeNUTbCs B bepnuHe, BaskHelIIas pOJb B My3bIKe
IIPYCCKOTrO ABOpa IpMHaJjIexasna AByM APYIMM BbIIAIOLIVMMCS UCIIOJHUTe-
asgMm: B 1787 romy, BCKOpe mocie BoCIecTBus Ha npectoi (1786), Dpuapux
Bunpresnbm II HasHaumi CYNepuMHTEHIAHTOM CBOeJi KaMepHOM MY3bIKU
¢dpanirysa JKau-IIbepa [ioropa; yepe3 aBa rojga B bepayH mpuoObLT U €ro
Miaamii 6part, )Kan-Jlyu, Besinuaiiiimit BUPTY03 CBOero BpeMeHM, B Oyay-
IIeEM — aBTOP YU4eOHOT0 IM0CcOo6MS 0 BUOJIOHYE/IbHO Urpe, 0600IIMBIIIETO
€ro VCIIOJTHUTEIbCKUIA OTIBIT U 3aJ105KMBILero GyHIaMeHT 15 UCII0Ib30Ba-
HMSI BUOJIOHYEJIM B KaUeCTBe COJIbHOI'O KOHLIEPTHOIO MHCTpyMeHTa. imeH-
Ho JKaH-Jlyu ctan naptHepoM beTxoBeHa 10 MCIOJTHEHNIO IBYX HOBBIX CO-
HAT, TIOCBSIIIIEHHBIX, CAMO CO00Jt pasyMeeTcsl, KOPOJIIO.

Kak xopo11o 13BeCcTHO, HEKOTOpbIe 3 paHHUX (OpTeINMaHHbIX COHAT beT-
XOB€Ha 3By4aT OpPKECTPOBO — B HUX «IIOPTPETUPYIOTCS» KOHIEPTbI WU
naxke cuM@OoHMM, BbICIIIME KaHPbI B Mepapxuu KIacCUueckoil My3bIKalb-
HOJ 3CTeTuku. BuojoHYeIbHbIE COHATHI, COU. 5, BHE BCSIKOTO COMHEHMS,
TaKKe HaIlMCaHbl B KOHIIEPTHOM CTUJIe — IapTust GopTenmaHo T0CTOIHO
3aMeHseT 1Ie/blli OpKeCcTp, a BbICIIasl M0 TeM BpeMeHaM BUPTYO3HOCTh
TpebyeTcs OT 060MX ucHoaHuTeei. OUeBUIHO, UTO MOJIOAOMY beTxoBeHy
OBLIIO YeMY MOYyUYUThCA Y [loropa: 6yiecTsInye maccaxku M KoBapHbie Qu-
rypaiuy, UCI0JIb30BaHMe BCEro pa3sHOooOpasusi permcTpoB MHCTPYMEHTA
(0cO6eHHO BBICOKOTO) M X aKTMBHOE B3aMMO/IEICTBIE — BeCh HAOOp Impue-
MOB U 3BYYaHMI1 B 3TUX I€PBBIX PEBOIOLMOHHBIX OIbITAX KOMIIO3UTO-
pa B 061aCTU KaMepHO-aHCaMOJIeBOi COHAThI HAIJISIAHO AeMOHCTPUPYET
aMOMIIMM HOBOJ BMOJIOHYEM; OBIBIINIT CKPOMHBIN «b6ac» GOJIbIle He JI0-
BOJIBCTBYETCSI BTOPOCTEIIEHHBIMM POJISIMU — OTHBIHE 3TO YHUBEPCATbHbIN
MHCTPYMEHT, KOTOPbI/ YMeeT [eaTh II0YTH BCE.

Takast BMOJIOHUEIb MOKET COIIEPHMUYATDb M CO CKPUIIKOI — IO TeX IIOp SIB-
HBIM JIU/IEPOM B CEMENCTBE CTPYHHBIX CMBIUYKOBbBIX, JABHO U IMPOYHO YT-
BepIMBIIMM Ce0SI B KaUecTBe COMMPYIOIEro rosoca. M He crygaitHO mpu-
HSITO CUMTATh, UTO B CBOUX IIPYCCKUX COHATaX beTXOBeH OpUEeHTUPOBAJICS
Ha CKPUIIMYHBIIA oOpasel— coHaThl MoliapTa, KOMM MHOTMM OOSI3aHBI
" COOCTBEHHO GETXOBEHCKME OITyChI JJIs1 CKPUITKY U (popTenmaHo. B yacT-
HOCTHU, Yy MoLiapTa OH MOT 3a/MCTBOBATh HE CaMblii OOBIYHBIN IJIS1 3PeJIOii
KJIACCUKM TIPUHIIATI IIOCTPOEHMST IIMKJIA: ABE OBICTPbIE YaCTU C GOIBIIM
MeJlJIeHHbIM BCTYILJIEHMEeM K IepBOi U3 HUX, KOMIIEHCUPYIOIIUM OTCYT-
CTBME MeJJIEHHOTO IBMKEHMS B IleHTpe COHATHOro mukiaa. O crapiiem



MpefCcTaBUTe/Ie BEHCKOM IIKOJIbI CIIOCOOHBI HAallOMHUTb U HEKOTOpbIe
Ipyrre OCOOEHHOCTM ITUX PaHHUX COHAT: UX KAHTWIEHHOCTb, IMpoOIie-
TOCTb OT IIePBOTO 10 [TOC/IeJHETO 3BYyKa; 00MIMe TeMaTu3Ma; UCII0/Ib30Ba-
HUe «TeaTpaabHbIx» 3(P(PEKTOB KaK CPeICTBO BbICTPOUTH CIyILIATEIbCKOE
BOCIIpUSITME TPAaHAMO3HONM [II1 CBOETO BpeMeHU MY3bIKaJbHOM (POpMbI
(BIIOC/I@ACTBUM KOMIIO3UTOP KPUTHYECKM OLIEHMBAJ CBOV IOHOLIECKUIL
MakCUMMaanu3M, pacTOueHMe TBOPUYECKUX CUI). B HEeKOTOPBIX M3SIIHBIX
CTWIN3ALMSIX OBITOBOV MYy3bIKYM B (PyHAIAaX COHAT MOSKHO YIOBUTb OTChLI-
KU U K MyZpoMy «ramnaiie ['aingay».

Ho nipexxge Bcero Mouapt npernogHec beTXxoBeHy 3a0UHBI YPOK B3aMMO-
neiicTBusl GopTenyaHo ¢ MeJOANYECKUM MHCTPYMEHTOM — OCOOEHHO 3TO
3aMeTHO B (ha-MaskOpHOJ COHaTe, cou. 5 N2 1, riie Bce 3HaUMMble MY3bIKallb-
Hble TeMbI 3ByYaT y MapTHEPOB MO MY3UIMPOBAHMIO TTOOUEpeaHO (TIPaBO
TePBOTro MPOBEAEHMS, KaK TPAaBUJIO, OTAAETCS MMAHUCTY). B COb-MUHOPHOM
coHare, co4. 5 N2 2, TeCHO CBSI3aHHOJ C TPaaAUIIUSIMM «B3BOJITHOBAHHOTO» Ba-
pMaHTa TaJIaHTHOTO CTUJISL (BCITIOMHMM MOIIAPTOBCKME MHCTPYMEHTAIbHbIE
OTTYChI B COJIb MUHOpE), IeJI0 OOCTOUT HEMHOTO MHaue: GopTenmaHo, 0CO-
6eHHO B OBICTPOM pasjiesie TTepBO¥i YaCTH, OTBEUAeT MPEKAe BCEro 3a IMO-
IIMOHA/IbHOE HarHEeTaHMe, TOrJla KaK KaHTWJIeHa CTAHOBUTCS TTPepOoraTuBOin
BUOJIOHYE/M; HE MHOJ 3aMeUeHO, YTO B MapTUM TMOCAeIHE OTCYTCTBYIOT
TPMOJIN, B M300M/IMY BCTpEUaloecs y mMaHucTa. [la 1 B 11eJIOM CK/IabIBa-
eTCs BIevyaTieHye, YTO MCTOYHUKOM BUPTYO3HOCTU B 3TUX COHATAX SIBJISIET-
cs1 popTernmuaHHasi mapTus — IMoxXoske, 4To [I10Iop OTKPbIBaJI HOBYIO MAMOMA-
TUKY KOHIIEePTUPYIOIeil BUOJIOHYENN IO, MarHeTMueCKM BO3[eiiCTBUEM
HEJCTOBBIX OETXOBEHCKIX MMITPOBU3ALIVIA.

Krnaccuueckast rapMoOHMSI BO B3aMMOJIEICTBUM IBYX MHCTPYMEHTOB OyeT
IOCTUTHYTA CyIleCTBeHHO mo3ke — B 1807-1808 romax, xorma beTxoBeH
paboTasl HaJ, HOBOJ BMOJIOHUEIbHOM COHATO, cou. 69, JI Maykop; mapaii-
JIeJIbHO U3-TI0JI eT0 Tiepa BhIXOAWIM TaKkue IefeBpbl, Kak [Iartas u llectas
cumdonun. B aBrorpade npousBemeHuss MMeeTCs 3arajodyHas peMapka
Ha JJaTMHCKOM si3bike Inter lacrymas et luctus («Cpeny cjie3 U mevann») —
Ka)KeTCsl, He CJIMIIIKOM COOTBETCTBYIOIIAS 00IEMY JKM3HEYTBEPKIAIoIe-
MY HaCTPOEHMIO 3TOr0 omyca. AipecaToM IOCBSIEeHMS Ha ceil pa3 BbICTY-
TaeT elle OIMH JIOOUTENb BMOJOHYETBHOTO UCKYCCTBa, rpad WrHai dhoH
[neiixeHIITEH — IpUsITe/b beTXxoBeHa, KOHCY/JIbTUPOBABIINII ero B u-
HaHCOBBIX BOITpocax. BMecTe ¢ rpadgom KOMITO3UTOP yXaskMBaJl 3a cecTpa-
vy AHHO¥ 1 Tepe3oit ManbdaTttn: B 1811 rogy VrHai u AHHA TTOXKEHWINCh,
" 3TOT GpaK IMOJIOKMUIT KOHeI MYKCKO¥ Apyk6e (BeTXoBeHYy MPUIUCHIBAIOT
MaTPMMOHMAJIbHBIE TIJIaHbI 110 OTHOILIEHUIO K Tepese).

[Ipy Bceil TOHKOCTU 3amedyaT/ieHHbIX B Hell 4yBCTB, COHATa, COY. 69 —
YTO YTrOAHO, HO He JIMCTOK U3 JHEBHMKA JUYHON Xu3HU. CoBepileHHas
B KOHCTPYKTMBHOM OTHOIIIEHWM, OHA JaeT OobOpasel] skaHpa [Js TaKuX
KOMIIO3UTOPOB-POMAaHTUKOB, Kak MeHeibcOH U bpamc, — Tex My3bIKaH-
ToB XIX Beka, KTO CBSITO UTW/IM OETXOBEHCKMe Tpaauuyu. HauaabHas Me-
JIOOMsT ONVHOKOV BMOJIOHYE/M B HU3KOM PErucTpe, CJIOBHO HeKast popmy-
Jia, COOEPXXUT U CXeMY TOHA/IbHOTO TJIaHa MePBOM 4aCTu, U TeMaTUuecKkoe
SIAPO, KOTOPOE TTOJIYIUT pa3BUTHE B pa3paboTke. V13 Hee Ke ITpoM3pacTaeT
Y Hava/IbHasI MHTOHALMSI MMHOPHOTI'O CKepPIi0, OAHOBPEMEHHO M HEPBHOTO,
U BOJIEBOT'O — CO MHOXXECTBOM CUHKOII, I1ay3 ¥ BHE3AMHbIX PE3KUX aKIeH-
TOB. biaromapst KarpusHOM 3KCIIPEeCCMU My3bIKa 3TOM 4aCTU MMPEeKPacHO



3alIOMMHAETCS] ¥ CTAHOBUTCSI B KOHEUHOM MTOTe YeM-TO BpOJie BU3UT-
HOI KapTOuKM Bceit coHaThl. CBOSI 9KCTPAaBaraHTHOCTb MMeEETCSI U B 00-
IeM CTPOeHMU IIUKJIA: TO, YTO HAUMHAETCs lajiee KaK MMPOUYyBCTBOBAHHOE
Adagio cantabile B Mu Maskope, oka3bIBaeTCsl Ha MTOBEPKY He CaMOCTOSI-
TeJbHOM YacThio, a MPeaucIoBMeM K pagoCTHOMY (uHamTy, HalmMcaHHO-
My B cCOHaTHOI ¢opme. [TocnenHuit, BIpouem, TOKe TauUT B cebe 3aragku:
oMpayeHMe KOJIOpUTa B MMHOPHOI pa3paboTKe BKyIe C YTOHUEHHBIMU
rapMOHUYECKMMY JJAOMPUHTAMU ITOTO pasjesa AaeT MUPOKUIL ITPOCTOP
IUIST VHULIMATVBBI COBPEMEHHbIM MHTEpIIpeTaTopaM Mpou3BeJeHMsl.

IIBe coHatsl, cod. 102, 3aHMMAIOT B CyZIbOe KOMIIO3UTOPA MECTO, B HEKOTO-
POM OTHOIIEHUM CUMMETPUYHOE OepJIMHCKMM COHATaM: OHM OTKPbIBAIOT
O3 IHMI ITIePUOJI, TBOPUECTBA U, CJIOBHO B 3apO/Iblilie, COepsKaT B cebe MHO-
rue ero ugen. [losaHue orychl beTxoBeHa BCceraa MpUTSITUBAIOT LiEHUTEIei
MCKYCCTBa ¥ BMECTE C TeM CIIOCOOHBI 03aa4MTh JII000r0 cayriaTesst. st
COBPEMEHHMKOB ke KOMIIO3MTOpa MX 3CTETUKA M CTU/Ib IIPeICTaB/IsSIN IO/ -
JIMHHYIO TOJIOBOJIOMKY, ObUIM TIpeie/TbHO CJIOXKHBI /151 ToHMMaHus. [la 1 ca-
MOMY aBTOPY HamyMcaHue 3TOM MY3bIKM JABaJIOCh, IO-BUAMMOMY, HEJIETKO:
coumHenme 102 — equHCTBEHHOE co3maHHOe berxoBeHom B 1815 romy. ITo-
CBSIIIeHMe agpecoBaHo rpaduHe AHHe-Mapum paénu, IpusTe/IbHUIE KOM-
M03MTOPA, TIOOMBIIIEN UTPY HA KJIaBUPeE; He UCKII0UEHO, UTO hopTenaHHast
rmapTus B cou. 102 6b11a eit mo cumam. Ho Ha co3aHme HOBBIX BMOJIOHYE/Ib-
HbIX COHAT beTXxOBeHa BIOXHOBWUJ IPYroit apTucT. B okpyskeHue rpadumumu
Bxozaun Vosed JInuke, BUonoHuenucT 13 kpaprera Mruana Ilynnaxnura —
aHcam6J151, KOTOPOMY €llle ITPeACTOSIO MCIIOJIHUTh MHOTME U3 MO3THUX 6eT-
XOBEHCKUX KBapTeTOB. iMeHHO JIHKe BMecTe ¢ Kapimom YepHu yyacTBOBaI

B IIpeMbepe 3TUX COHAT, KOTOPbIMM KOMIIO3UTOP OTAA/] JaHb BOCXUILIEHMS
€ro BUPTYO3HOCTU U M3BICKAHHOMY XY OKECTBEHHOMY BKYCY.

Kak xopomo 13BeCcTHO, BCe IIO3JHME MHCTPYMEHTAaJIbHble COUYMHEeHMUS
Co3aBanych beTXOBEHOM «II0 MHAMBUIYAJIbHOMY MpoeKTy». Knaccuue-
CKasl 3110Xa 3aBeplInsIach, 1opora Bepes He IpoOCMaTpMUBaIach — CKopee,
B30p KOMIIO3UTOpa B MOMCKAX CMbICIOBOI IMEPCIEeKTUBbI YCTPEeMIISICS
BBepX, K 605keCTBEeHHO 06U Te M, pacIioNOKeHHO Hal HeOeCHBIM IIIaTPOM.
Bo3MOKHO, HEUTO MOA06HOE yke HameueHO B hu1ocodCKoii IMpuKe Mea-
JIEHHBIX Pa3esioB 10-MaXKOpHO cOHAThI, cou. 102 N2 1 - ee yacTo u He 6e3
OCHOBaHMI Ha3bIBAIOT Sonata quasi una Fantasia, umes B Buay B KauecTBe
MPOTOTHUIIA He 3HAMEeHUTYI0 «JIyHHYI0», a mapHyto eit TpuHaauaryio dhop-
TeNMaHHYI COHATY (cod. 27 N2 1). CBsI3aHHbIE TeMaTUYECKU, TBE MEIJIEH-
HbI€ YaCTy MPeLIeCTBYIOT JBYM ObICTPBIM ABVKEHUSIM B COHATHOI dop-
Me. Oco6eHHO MpuUMeyvaTeNIbHO IepPBOe U3 HUX — 3Byvalllee, HeOXXIUIaHHO,
B Ji1 MMHOpe Tocje 6O0JbLIOro BCTYNUTENbHOrO pasfena B [Jo Maxope.
9Tto 6ypHOoe Vivace mnopaxaeT CBOMM JIaKOHM3MOM (0COOEHHO B CpaBHe-
HUM ¢ MaciTabamy ObICTPBIX YacTelt B paHHMX BUMOJIOHYEIbHBIX COHATAX)
U KOHIIeHTpaLell Ha HavyaJlbHOWM BOJIEBOV MBIC/IU, UCIIOJHIEMON B YHU-
COH 000MMM MY3bIKaHTaMU (B KauecTBe OTAAJIeHHO} aHaJIOruMu YMeCTHO
BCIIOMHUTD IJIABHYIO TeMY T1epBoit yacTu 6yayiieit [IeBsToit cumdoHmn).
CoHarHasi dopma yTpaumBaeT y o3iHero beTxoBeHa caMmoI0CTaTOUHOCTh
Y 3HAUNUTEJIbHYIO YaCTh CBOMX BHYTPEHHUX KOHTPACTOB — KPUCTAJIbHAS SIC-
HOCTb BbICKa3bIBaHM, YCTAHABIMBAIOLIASICS C CAMOTr0 Havasa, Inlaer Te-
MaTu4eckoe pa3BuTHe MOAJIMHHOTO MHTepeca, TOPOXKIaeT CBOeoOpasHyIo
YCYIIKY HeKOT/Ia Haubosiee pa3BepHYTOI U3 KIacCUUeCKUX GopM.



[Tomo6HOe ke TOpskecTBO pasyMHoii Bomu (Es muss sein) siB/sieTcS HaM
" B My3bIKe I1epBOi1 YacTu COHaThbl, co4. 102 N2 2, HanucaHHOM B TOHAJIb-
HOCTU Pe Maskop. OTinune OT mMapHOTO COUMHEHUSI 0OHAPYKMBAETCS, Off-
HAaKO, OTHIOAb He TOJIbKO B Ma)kKOPHOM KoJyiopuTe. Pocuepkyu HadaabHbIX
MOTMBOB, 3aBEPUIAIOIINXCS IMMPOKUMM CKauKaMM, SKCTPaBaraHTHbI — OHU
IAT UMITYJIbC IPUYYAJINBONM 3CTETUUECKOI UTPe, He UMEIOIIEe, OXKaJIYI,
KaKOJ-1160 orpe/ie/IeHHOI 1IeJIn, HO pagylolei ciryx o6uiremM KOHTpac-
TOB ¥ pa3HOOOpa3MeM HaCTPOEeHMt BHYTPU AOBOJIbHO TAKOHUYHOM CTPYK-
Typbl. TpeX4yacTHbIVi COHATHBIN LIVKII MMpOuU3BeneHus: (ObICTPO — Me/IJIeH-
HO — OBICTPO) BHEIITHE He 0belaeT 60/IbIINX CIOPIIPU30B, OAHAKO U BTOpasl,
U TPeTbs YaCTU COHATHI — IOPa3UTENIbHbIe HAXOAKM beTXOBeHa, IeKiapu-
pyloliiie HOBAaTOPCKMIT MO3AHUI CTUIb. MpauHoe pe-muHOpHOe Adagio
CMelllMBaeT YepThl «LIEPKOBHOTI'O» U «TeaTpaibHOTO» CTUJIEN, TaBasi BHIXOT,
Tparmyeckomy rnadocy, mosiBjieHye KOTOPOTo O6bIJI0 TPYAHO OKMUIATH ITOCIIe
TOTr0, Kak 0T3By4ano coHaTHoe Allegro. [TpocBeT/ieHHast apusI-AyaT B LieH-
TPaJIbHOM pasjiesie OTTEHSIET MY3bIKY KpaliHNX, OCHOBAHHBIX Ha COYeTa-
HUM xXopasia 1 apno30. OgHAKO TPaAUIIMOHHAS PEMPU3HAs CTPYKTypa mpe-
OI0/IeBAETCS TIPOIECCOM CKBO3HOTO Pa3BUTHUS: BUOJIOHYEJb MTOCTETIEHHO
BBIXOAVT Ha IepeHMIi IIJIaH B KaueCTBe JIMPUYEeCKOro reposi — BOSHUKAET
co06J1a3H TPAKTOBATh 3Ty MOUTH OTIEPHYIO CLIEHY KaK MpolaHue ¢ ObLIbIMU
CBETVIBIMU HaZexnamu (BO3MOXKHO, Jaxke C HaJeXXIaMy B )XM3HUM CaMOro
aBTOpa MpOU3BeAeHUS).

3aBepiiamoonas COHATy pa3BepHyTas ¢yra Ha JBe TeMbI — My3bIKa IPU-
yyaMBast OyKBaJbHO BO BCEX OTHOIIEHUSIX, — MOCTaBMIa B TYMMUK Jaxe
caMbIX TTPOHUIATENbHBIX CTyIIaTeIeii-coBpeMeHHMKOB beTrxoBeHa. [Ipo-

671eMa BUIeNIach UM B TOM, KaK COUETAIOTCSI MeKAy co60it 60 pblii 1 1MOY-
TU JIMIIEHHBIN TTyOOKMUX IMOIMII OCHOBHOI TeMaTu3M C MacIITaboM ero
TIIATeJbHO BBICTPOEHHOrO pa3BUTHS. beTXoBeH ke PyKOBOACTBOBAJICH,
CKOpee BCero, CTpemJieHMeM HaiTu Takylo (GopMmy, B KOTOpPOI BOJI€BOIi
Y )KM3HeYTBepXKAAKLINIA, BHyTPEeHHe 1e/IbHbI/i MaTepyuasl CTaHeT MUMITYJ/Ib-
COM K JJIMTe/IbHOMY pa3BepThiBaHMIo. M ctapuHHas dopma ¢yru, nepe-
OCMBICTIEHHAs] paJMKalIbHO, TaeT eMy Haexay (Muio3nio?) obpectu Ta-
Kyl0 OpraHuMuHyio (opmy — Beib B TPaAMUIIMOHHON COHATHOI CTPYKType
C ee IOBTOPaMMU U APYTUMU YCIIOBHOCTSIMU Pa3BePHYTh BOJIEBOI UMITYJIbC
BO BpeMEHM YXKe He I0Jy4yasoChb. MHTe/IeKTyaJbHOM CIO0XHOCTU 3TOM
TepBO¥1 B pSIAy MO3AHUX OETXOBEHCKMX (PYT COOTBETCTBYIOT UCITOTHUTEb-
CKMe TPYAHOCTU — KOMITIO3UTOP 6pocaeT BbI30B OAHOBPEMEHHO U CAMOMY
cebe, ¥ CBOMM UCIIOJHUTENSIM. M TeX OTBasKHBIX My3bIKAHTOB, KOTOPbIE TO-
TOBBI IIPUHSITH 3TOT BbI30B BCEPbE3, TAKOI MO3AHMIT BeTX0OBeH 6e3MepHO
BIIOXHOBJISIET.

Poman HacoHos



BEETHOVEN’S CELLO SONATAS:
A LIFELONG JOURNEY OF CREATION

In February 1796, the young Ludwig van Beethoven - the genius was under
twenty-five at the time — left the Austrian capital and went on a concert
tour accompanied by his exalted patron Prince Karl Lichnowsky. Prague,
Dresden (where Beethoven performed before the Elector of Saxony) and
Leipzig were intermediate stops on his way, and Berlin was his destination.
The composer arrived in the capital of Prussia in May and stayed there for
about two months, until mid-summer.

This small background note would not have been remarkable at all if not
for the fact of duplicity: in 1789, Wolfgang Amadeus Mozart took a tour
along this route, and the same prince was his companion and benefactor.
Both Mozart and Beethoven owed a lot to Karl Lichnowsky: the former bor-
rowed substantial sums of money from the generous aristocrat more than
once and was in no hurry to return them, while the latter, being a novice
musician, settled in Lichnowsky’s house in Vienna in 1793 and stayed there
almost until the tour took place; a little earlier, in 1795, the prince paid for
the first printed publication of Beethoven’s work — Piano Trio, Op. 1 No. 1.
It is difficult to say whether the tour was a matter of policy or conceived
as a presentation of the ‘new Amadeus’ to the German-speaking world, but
comparisons with Mozart involuntarily accompanied the virtuoso pianist’s
performances (the young Beethoven was primarily known in this capacity).
Anyhow, these comparisons were not always in favor of the young genius:
the music lovers in Prague grumbled that Ludwig conquered their ears, but

not their hearts. Beethoven really was not a warm-hearted person - even
long before the illness and sour private life completely ruined his temper.
Unpleasant incidents happened in Berlin: arrogant and principled, Bee-
thoven knew how to offend respected people, including fellow musicians.
Nevertheless, Prussia became the place of his artistic triumph: King Fred-
erick William II, an enlightened monarch, whose life was nearing the end,
presented the talented young man with a gold snuff box filled with louis
d’or coins — as Beethoven later boasted, it wasn’t an ordinary box, but the
kind that was presented to foreign ambassadors.

This entertaining story would be out of place here if not for its hidden
hero - the imposing man with sloping shoulders and a singsong, some-
times slightly hoarse voice. It is possible that the composer took two so-
natas for cello and piano, Op. 5, with him when he started off from Vienna,
but most likely they are of Berlin origin. These large, inventive and virtuoso
pieces that went far beyond the then notions of chamber music became an
important milestone both in the history of the instrument and in the fate
of Beethoven himself. We can say they were precursors of the true scale of
his creative mind. So, why Berlin and why cello?

On the cusp of the 18th and 19th centuries, the cello was very popular
among cultured people, primarily as a part of ensemble playing. Many am-
ateurs could play the instrument at a professional level. There were cellists
among representatives of the highest nobility: it is enough to recall the
names of Joseph Franz Maximilian, Prince of Lobkowitz, another famous
Beethoven’s philanthropist, or Emperor Joseph II, who patronized Mozart.



But Frederick William II was, perhaps, the most ardent adherent of cello
art among the dignitaries of enlightened Europe - his passion for the noble
string instrument was comparable to the love of his predecessor, Frederick
the Great, for the transverse flute. To satisfy his want of chamber reper-
toire, Friedrich William awarded the title of court composer to the Italian
Luigi Boccherini, the most famous of the cellists of the late 18th century.
Since Boccherini could not settle in Berlin, the most important part in the
music of the Prussian court belonged to two other outstanding performers:
in 1787, shortly after accession to the throne in 1786, Frederick William II
appointed the French Jean-Pierre Duport as superintendent of his chamber
music; two years later, his younger brother, Jean-Louis, the greatest virtuo-
so of his time, arrived in Berlin — he would later write a cello textbook that
summarized his performing experience and laid the foundation for the use
of the cello as a solo concert instrument. It was Jean-Louis who became
Beethoven’s partner in the performance of two new sonatas dedicated, of
course, to the king.

As is well known, some of Beethoven’s early piano sonatas sound orches-
tral — they ‘portray’ concertos or even symphonies, the highest genres in
the hierarchy of classical music aesthetics. The Cello Sonatas, Op. 5, are
undoubtedly written in a concerto style — the piano part adequately replac-
es the whole orchestra and requires from both performers ultimate, at least
for those times, virtuosity. It is obvious that the young Beethoven had a lot
to learn from Duport: brilliant passages and insidious figurations, the use
of the entire variety of instrument registers, especially the high one, and
a greater interaction between the performers — the entire set of techniques

and sounds in the composer’s first revolutionary experiments in the field
of chamber ensemble sonata clearly demonstrates ambitions of the new
cello; the former modest ‘bass’ is no longer content with secondary roles —
from now on, it is a versatile instrument that can do almost anything.

Such a cello can also compete with the violin that was the clear leader in
the family of stringed bow instruments until then and had a long and firmly
established reputation of a solo voice. It is no coincidence that it is gener-
ally accepted that Beethoven in his Prussian sonatas was guided by a violin
example — Mozart’s sonatas, to which Beethoven’s violin and piano opuses
owe so much. In particular, he could borrow the principle of cycle construc-
tion from Mozart, which was not that usual for mature classical music: two
fast movements with a large slow introduction to the first of them, com-
pensating for the absence of a slow movement in the center of a sonata
cycle. Some other peculiarities of these early sonatas also remind us of the
senior representative of the Viennese school: their cantilena, their song-
fulness from the first sound to the last; the abundance of themes; the use
of ‘theatrical’ effects as a means of building the listener’s perception of
the musical form, a grand one for their time (subsequently, the composer
critiqued his youthful maximalism and waste of creative energy). In some
of the graceful stylizations of everyday music in the finales of the sonatas,
one can catch references to the wise ‘Papa’ Haydn.

But above all, Mozart taught Beethoven a virtual lesson in interaction
between the piano and a melodic instrument - it is especially noticeable
in the F major sonata, Op. 5 No. 1, where all significant musical themes



are played by the music-making partners one by one (as a rule, the pi-
anist enters first). In the Sonata in G minor, Op. 5 No. 2, closely related
to the traditions of the ‘agitated’ version of the gallant style (let’s recall
Mozart’s instrumental opuses in G minor), the situation is a little dif-
ferent: the piano, especially in the quick section of the first movement,
is primarily responsible for emotional delivery, while cantilena becomes
a prerogative of the cello; it was not me who noticed that the part of the
latter lacks triplets, which are found in abundance with the pianist. On
the whole, one gets the impression that the piano part is the source of
virtuosity in these sonatas — it seems that Duport was discovering a new
idiom of the concert cello under the magnetic influence of Beethoven’s
frantic improvisations.

Classical harmony in the interaction of the two instruments was achieved
much later, in 1807 and 1808, when Beethoven was working on his new
cello sonata, Op. 69, in A major; simultaneously, he was creating master-
pieces, such as the Fifth and Sixth Symphonies. The autograph of the work
contains a mysterious remark in Latin “Inter lacrymas et luctus” («Amid
tears and sorrows») — it seems that it does not correspond too much to
the general life-affirming mood of this opus. This time, the dedicatee was
another cello lover, Baron Ignaz von Gleichenstein, a friend of Beethoven
who advised him in financial matters. Together with the baron, the com-
poser courted sisters Anna and Therese Malfatti: in 1811, Ignaz and Anna
got married, and this marriage put an end to the male friendship (Beethov-
en is credited with matrimonial plans in relation to Therese).

For all the subtlety of the feelings captured in it, the Sonata, Op. 69, is an-
ything but a leaf from a private life diary. Structurally perfect, it provides
a genre model for romantic composers, such as Mendelssohn and Brahms,
the nineteenth century musicians who held the Beethoven traditions sa-
cred. Like some kind of formula, the initial melody of a lonely cello in the
low register contains both the scheme of the tonal plan of the first move-
ment and the thematic core, which is elaborated in the development. It
also gives rise to the initial intonation of the minor scherzo, both nervous
and strong-willed — with numerous syncopations, pauses and sudden sharp
accents. Thanks to the capricious expression, the music of this movement
can be perfectly memorized and ultimately becomes something of a signa-
ture section of the entire sonata. The general structure of the cycle is not
devoid of its own eccentricity either: what further begins as a deep-felt
Adagio cantabile in E major turns out to be, in fact, not an independent
part, but a preface to the joyful finale written in sonata form. The latter,
however, is also fraught with mysteries: coupled with the sophisticated
harmonic labyrinths of this section, the overshadowing of color in the mi-
nor development gives modern interpreters of the work plenty of room for
initiative.

Two Sonatas, Op. 102, occupy a place in the composer’s fate that is, to some
extent, symmetrical to the Berlin sonatas: they open the late period and,
as if in embryo, contain many of his ideas. Beethoven’s later opuses always
attract connoisseurs of art and, at the same time, are capable of perplexing
any listener. For the composer’s contemporaries, their aesthetics and style
presented a real puzzle and were extremely difficult to understand. It seems



that the composer also had a hard time writing this music: Op. 102 was the
only one created by Beethoven in 1815. It was dedicated to Countess Anna
Maria von Erdody, a friend of the composer, who was fond of playing the
clavier; it is possible that the piano part in Op. 102 was within her pow-
ers. But it was another artist who inspired Beethoven to create new cello
sonatas. The countess’s entourage included Joseph Linke, the cellist from
Ignaz Schuppanzigh’s quartet, an ensemble that was yet to perform many
of Beethoven’s later quartets. It was Linke, together with Carl Czerny, who
participated in the premiere of these sonatas, which were the composer’s
tribute to his virtuosity and refined artistic taste.

As is well known, all later instrumental works were “individually designed”
by Beethoven. The classical era was over, and the road ahead was not vis-
ible - rather, in search of a semantic perspective, the composer turned his
eyes to God’s abode above the canopy of heaven. Perhaps something sim-
ilar had been outlined in the philosophical lyricism of the slow sections
of the C major sonata, Op. 102 No. 1 - it is often and not without reason
called Sonata quasi una Fantasia, having in mind its companion Thirteenth
Piano Sonata (Op. 27 No. 1) rather than the famous “Moonlight Sonata.”
Related thematically, the two slow movements precede the two quick ones
in sonata form. The first of them is particularly noteworthy — it unexpect-
edly sounds in A minor after a large introductory section in C major. This
stormy Vivace strikes with its laconism (especially if compared with the
scale of the fast movements in the early cello sonatas) and concentration
on the initial volitional thought performed in unison by both musicians
(as a distant analogy, it is appropriate to recall the main theme of the first

movement of the future Ninth Symphony). In Beethoven’s late works, the
sonata form loses its self-sufficiency and a significant part of its internal
contrasts — the crystal clarity of statement established from the very be-
ginning deprives the thematic development of genuine interest and en-
genders a kind of shrinkage of the once most developed of the classical
forms.

A similar triumph of rational will (Es muss sein) presents itself in the music
of the first movement of the Sonata, Op. 102 No. 2, written in the key of D
major. The difference from the companion composition is found, howev-
er, not only in the major color. The strokes of the initial motifs, ending in
wide leaps, are extravagant — they invigorate a bizarre aesthetic game that
seems to have no specific purpose, but pleases the ear with an abundance
of contrasts and a variety of moods within a fairly laconic structure. On
the surface, the three-movement sonata cycle of the work (fast-slow-fast)
does not promise big surprises. However, the second and third movements
of the sonata are Beethoven’s amazing finds declaring his innovative late
style. The gloomy D-minor Adagio blends the features of the ‘church’ and
‘theatrical’ styles, giving vent to the tragic pathos, the emergence of which
was difficult to expect after the sonata Allegro died away. The enlightened
duet aria in the central section sets off the music of the extreme ones based
on a combination of chorale and arioso. However, the traditional repris-
al structure is overcome by the process of continuous development: the
cello gradually comes to the fore as a narrator — there is a temptation to
interpret this almost operatic scene as a farewell to the old bright hopes
(perhaps even to the hopes in the composer’s life).



The unfolded fugue on two themes that concludes the sonata — a bizarre
piece of music in, literally, every respect — baffled even the most discerning
of Beethoven’s contemporaries. They saw the problem in how the vigorous
thematic invention, almost devoid of deep emotions, was combined with
the scale of its carefully built development. Beethoven, on the other hand,
was most likely guided by the desire to find such a form in which a strong-
willed and life-affirming, internally whole material would become an im-
pulse for a lengthy development. And the old form of the fugue, radically
rethought, gives him hope (an illusion?) to find such an organic form - af-

ter all, it was no longer possible to expand the volitional impulse in time
in the traditional sonata structure with its repetitions and other conven-
tions. The intellectual complexity of this first in a series of Beethoven’s
late fugues corresponds to the performing difficulties — the composer chal-
lenges both himself and his performers at the same time. And those brave
musicians who are ready to accept this challenge in earnest find this late
Beethoven immensely inspiring.

Roman Nasonov



AnexkcaHap 3aropMHCKWUII — M3BECTHBIV POCCUIICKUIA BUOJIOHYENUCT.
B 1986 rogy okoHuMJ1 MOCKOBCKYI0 KOHCEpBAaTOpUIO. YueHUK Ipodeccopa
H.H. [llaxoBcKkoit, 1aypeat Bcecowo3HOro (1985) u MexxayHapOAHbBIX KOH-
KypCOB, B TOM uncie IX MexxmyHapogHOro KoHKypca umeHH I1. . YaiikoB-
cKkoro, ¢ 2018 roga — nmpodeccop.

B pemnepryape BMOJOHYE/INCTAa My3bIKa YeTbIpEX CTOJIETUIA: IIeIeBPbI €B-
porieiickoro 6apokKo, KoHiepThl 'aiiaHa, lllymana, Cen-CaHca, JIBopskaka,
IllocTakoBUYa, coHaThl U aHcaMbau berxoBeHa, bpamca, ®panka, I'pura,
PaxmanunHoBa, [le6ioccu, Meccuana, TaHcmaHa, KopHrosibaa, COUMHEHMS
COBpeMEeHHBIX KOMITO3UTOPOB. [Ipu kusHu SamucoHa [leHncoBa 3ammcan
BCe ero KamepHble BMOJIOHYEbHbIE COUMHEHMST U BUOJIOHUEIbHbI KOH-
LIepT, MOJYYMB BBICOKYIO OIIeHKY aBTopa. TecHast TBopueckas gpyskba CBsi-
3pIBajia A. 3arOPMHCKOIO C 3aMeydaTe/IbHbIM [yKa30BbIM KOMIIO3UTOPOM
u nuaHuctToM Hukonaem KamycTuHbIM, MHOTME COUMHEHMST KOTOPOTO MUC-
TIOJTHEHBI M 3aIIMCaHbl MM B aHcaMOJ1e ¢ aBTOpOM. 3armcy AjekcaHapa 3a-
TOPMHCKOTO BBIXOJSAT HAa TaKMX MY3bIKaJbHbIX JIeiib1ax, Kak «Memogusi»,
Delos 1 Naxos (CIIIA), Etcetera (Toutauaust) 1 gp. C 2002 roga MoCTOSIHHO
UTPAeT B Iy3Te C BIAAKIIMMCS HOPBEXCKUM MUMaHUCTOM JDiiHapoM CTHUH-
Hoknebeprom.

Anekcanzp 3arOPMHCKUIT YIOCTOEH 3BAHUS «3aCay>KeHHBI apTuct Poc-
cum» 1 opaeHa JIpykObl.




ditnap CtuH-HokieGepr — oayH U3 KPYIMHENIINX HOPBEKCKUX MY3bI-
KaHTOB coBpeMeHHOCTH. [Ipe3uaeHT MexxnyHapogHoro obuiectsa I'pura,
npencenarenb MexxnyHapoOLHOTO KOHKypPCa VCIIOJIHUTeIeN U KOMIIO3UTO-
poB umenu I'pura B OcJ1o, OH OCYILeCTBUII IIOJTHOE coOpaHue 3amnuceit hop-
TeNMaHHOM MY3bIKM BeJIMKOTIO HOPBEKCKOTO KOMMO3UTOpa (M31aHo Gup-
Moit Naxos Records), monyunBiiiee niMpokoe MekIyHapoIHOe TpU3HaHue.
Ero ucrionHeHnne koHuepra I'pura ¢ JIOHIOHCKUM cMM@OHMUECKUM OpKe-
cTpoMm, 6610 Tpu3HaHo BBC Saturday Review yiydmium 3a BCIO MCTOPUIO
3anycei 3Toro Npomu3BeeHMsI.

ITpodeccop ditHap CtuH-Hoknebepr BhICTYMAeT U IaeT MacTep-KaacChl
110 BCeMY MUPY U YUYaCTBYeT B SKIOPU KPYITHENIINX MeXIyHapoaHbIX hop-
TeNMaHHbIX KOHKYpPCcOB. Jluckorpadus MuaHuCTa, BKIOYAKOIIAS B Ceost
IIpOM3BeNeHNMS] KJIACCMKOB HOPBEXKCKOM M €BPOIIeCKO MY3bIKM, HACUM-
ThIBaeT 6osiee 50 KOMMIaKT-AMCKOB, a ero Kuura «Ha ciieHe ¢ I'purom» me-
peBesieHa Ha MHoOrMe s13bIKM Mypa. CTuH-Hokie6epr 6611 JBaXKIbI YIOCTO-
eH nipemuu I'pura, oH mpousBeneH B poitiapyu OpaeHa cB. Yiada Kopoiaem
Hopserun 3a Bpigamoinmecs 3acjyr B pa3BUTUM HOPBEXKCKOTO MCKYCCTBA.



Alexander Zagorinsky is a renowned Russian cellist. In 1986, he graduat-
ed from the Moscow Conservatory where he studied under Professor Nata-
lia Shakhovskaya. He is a winner of the domestic (1985) and international
competitions, including the IX International Tchaikovsky Competition. He
has been a professor since 2018.

The cellist’s repertoire includes music of four centuries: masterpieces of
European baroque, concertos by Haydn, Schumann, Saint-Saéns, Dvorak
and Shostakovich, sonatas and ensembles by Beethoven, Brahms, Franck,
Grieg, Rachmaninoff, Debussy, Messiaen, Tansman and Korngold, and
works by contemporary composers. In Edison Denisov’s lifetime, he re-
corded all of his chamber cello compositions and the cello concerto and re-
ceived high praise from the composer. Alexander Zagorinsky is known for
a close creative partnership with the remarkable jazz composer and pianist
Nikolai Kapustin, many of whose works he has performed and recorded to-
gether with the latter. Alexander Zagorinsky’s recordings were released on
Melodiya, Delos and Naxos (USA), Etcetera (Netherlands) and other labels.
He has been a member of the duet with the outstanding Norwegian pianist
Einar Steen-Ngkleberg since 2002.

Alexander Zagorinsky has been awarded the title Honored Artist of Russia
and the Order of Friendship.

Einar Steen-Ngkleberg is one of the leading Norwegian musicians of our
time. He is the president of the International Edvard Grieg Society and
a chairman of the International Edvard Grieg Competition for Compos-
ers and Performers in Oslo. He recorded a complete collection of the great
Norwegian composer’s piano works (released by Naxos Records) that re-
ceived wide international recognition. According to the BBC’s Saturday
Review, his performance of Grieg’s concerto with the London Symphony
Orchestra is the best recorded version of this work. Professor Einar Steen-
Ngkleberg performs and gives master classes around the world and partic-
ipates as a judge in the leading international piano competitions. The pia-
nist has recorded over 50 CDs with works by the Norwegian and European
classical composers. His book Onstage with Grieg has been translated into
many languages of the world. Steen-Ngkleberg is a two-time recipient of
the Grieg Prize and a Knight of the St. Olav Order, appointed by the King of
Norway for his outstanding contribution to the development of Norwegian
arts.
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