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Ouck 1
Konuepr N2 1 nna poprenuano c opkecrpom da maxkop, KV 37

1 LAIlegro. . . . . o o e e e e e e e e e e e e e e e e 4.40
2 II. Andante (kameHuys Aprypabanmb3ama). . . . . . . . ... ... 6.43
3 IILRondo . . . . . oo e e e e e e e e 5.40
Koniepr N2 2 niist poprenunano ¢ opkecrpom Cu-6emonns maskop, KV 39

4 1. Allegro spiritoso (kameHuust Aprypa banbsama). . . . . . ... ... ... 4.45
5 ILAndante . . .. . . . . i e e e e 9.23
6 III. Molto allegro (kagennyus Aprypa banpzama) . . . ... ... ...... 3.38
Kouriepr N2 3 nas ¢poprenmaHo ¢ oprectpom Pe maskop, KV 40

7 L AIlegromaestOSO. . .« v v v v v v v et e e e e e e e e e 4.25
8 ILAndante . . . . . . .. . i i e e e 5.39
9 IILPresto . . . . . . . o i i e e e e e e e e 3.23

Ob61iee Bpems: 48.22
Bnagumup Kpaitues, popmenuaro
JIMTOBCKUI1 KaAMEePHBI1 OPKECTP

Hupuxep — Caymtoc COHAELIKUC

3Bykopesxuccep — Maprapura Koxkyxosa

Huck 2

Koniepr N2 4 giist poprenunano ¢ oprecrpom Cosb maxkop, KV 41

1 I.Allegro (xageHumst Aprypa banpszama) . . . . . . ... .. ... ... ... 5.01
2 ILAndante . . . ... . . i e e e e 5.14
3 III. Molto allegro (kameHuus Aptypa banbsama) . . . ... ......... 3.38
Konuepr N2 5 nyia poprenuaHo ¢ opkecrpom Pe maskop, KV 175

4 LANegro. . . . . o e e e e e e e e e e e e e e 7.41
5 II.AndantemaunpocoAdagio . . . . . . ... ... 9.22
6 III. Allegro (kameH1ust CymuMbl CTPABUHCKOTO) . « « & ¢ v v v v v v v v v . . 4.59
Kouriepr N2 7 gias Tpex ¢poprenmnaHo ¢ opkectpom @a makop, KV 242

7 LAIegro. . . . . . . e e e e e e e e e e e e 8.27
8 ILLAdagio . . . . . . . . . e 9.43
9 III.Rondo.TempodiMenuetto . . . .. ... ... ... ..., 5.35

O6mee BpeMsi: 59.46

Brnagumup Kpaiines, popmenuaro
Bnagumup Buapno, popmenuato (7-9)
Brnagumup Ckanasu, popmenuaro (7-9)
JIMTOBCKUI KAMEPHBI OPKECTP
Hupwmxep — Caymtoc COHAELIKNUC

3ByKopexuccepsl: OaBapy, lllaxnasapsH (1-6), Mapraputa Koskyxosa (7-9)
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Juck 3
Kontepr N2 10 7151 nByx popTenuaHo ¢ oprectpom Mu-6emoinsb makop, KV 365

1 LAIlegro . . . . . . i e e e e e e e e e e e e e 9.40
2 ILAndante . .. ... .. . . e e 8.55
3 III.Rondo.Allegro . . . . . . . . . @ ittt et e e 6.37
Kouriepr N2 11 gis poprenmnaHo ¢ opkecrpom ®@a maykop, KV 413

4 L AIegro. . . . . o e e e e e e e e e e e e 8.24
5 ILLarghetto. . . . . . . . . . . e e e e e e e e e 7.09
6 IIl.TempodiMenuetto. . . . . . . . . . . . . . i i ittt 4.57
Kouriepr N2 12 pis dpoprenmnaHo ¢ oprectpom JIst maxkop, KV 414

T LAIEZro . . . .. i i i e e e e e e 9.26
8 ILAndante . . . . . . . . . i e e e e 741
9 IILANlegretto . . . . . . v i ittt e e e e e e e 5.55

Ob61iee Bpems: 68.49

Bnagumup Kpaitues, popmenuaro
Bnagumup Buappgo, popmenuano (1-3)
JIMTOBCKUIL KAaMEpPHBII OPKEeCTP
Hvipmkep — Caymoc COHIenKuc

3Bykopesxuccep — Maprapura Koxkyxosa

Huck 4

Koniepr N2 13 gnsa dpoprenuano ¢ opkectpom [lo maskop, KV 415

1 LAINlegro. . . . . o o e e e e e e e e e e e e e e 9.44
2 ILAndante . .. ... .. . . . e e e 7.36
3 II.Allegroscherzando. . . . . . . .. ... . ... ... 6.53
Koniiept N2 14 gns ¢poprenuano ¢ opkectpom Mu-6emons makop, KV 449
4 TAllegrovivace . . . . . . . i i i e e e e e e e e e e e e e 8.23
5 ILAndantino . . . ... . . . . e e 7.21
6 III. Allegro ma non troppo (kamenius bpyHo Xunne-Paituxonpna). . . . . 5.39
Konuepr N2 15 pia ¢poprennaso ¢ oprecrpom Cu-6emoib maykop, KV 450

7 LAIegro . . . . . . . e e e e e e e e e 10.00
8 ILLAndante . . . .. . .. . . . e e 5.59
9 TILAIEZIo . . . . . o i i e e e e e e e 7.38

O6mee BpeMsi: 69.19
Brnamumup Kpaiines, popmenuaro
JIMTOBCKMIT KaMEePHBI OPKECTP

Hupwmxep — Caymtoc COHAELKNUC

3Bykopexxuccepbl: Maprapura Koxyxosa (1-3), Anexcanap lltunbman (4-6),
OnBapp llaxuasapss (7-9)

3anuch 1986 .
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Disc 1
Piano Concerto No. 1 in F major, KV 37

1 LAIlegro. . . . . o o e e e e e e e e e e e e e e e e 4.40
2 II. Andante (cadenza by Arthur Balsam) . . . ... ... ........... 6.43
3 IILRondo . . . . . oo e e e e e e e 5.40
Piano Concerto No. 2 in B flat major, KV 39

4 1. Allegro spiritoso (cadenza by Arthur Balsam) . . . . ... ......... 4.45
5 ILAndante . . .. . . . . e e e e e e 9.23
6 III. Molto allegro (cadenza by Arthur Balsam) . . . . ... .......... 3.38
Piano Concerto No. 3 in D major, KV 40

7 L AIlegromaestOSO. . . . v v v v v vt et e e e e e e e e e e 4.25
8 ILAndante . . . . . . . . . i e e e e 5.39
9 IIL.Presto . . . . . . . o i i e e e e e 3.23

Total time: 48.22
Vladimir Krainev, piano
Lithuanian Chamber Orchestra

Conductor - Saulius Sondeckis

Sound engineer — Margarita Kozhukhova

Disc 2

Piano Concerto No. 4 in G major, KV 41

1 1. Allegro (cadenza by Arthur Balsam) . . . ... ... ............ 5.01
2 ILAndante . . . ... . . . i i e e 5.14
3 III. Molto allegro (cadenza by Arthur Balsam) . . . . ... .......... 3.38
Piano Concerto No. 5 in D major, KV 175

4 LAIegro. . . . o i e e e e e e e e e e e e e 7.41
5 IIl.AndantemaunpocoAdagio . . . . . . . . ... it i 9.22
6 III. Allegro (cadenza by Soulima Stravinsky) . . . . . ... ... ..... 4.59
Concerto No. 7 for three pianos and orchestra in F major, KV 242

7 LAIegro. . . . . . . e e e e e e e e e e 8.27
8 ILLAdagio . . . . . . . . . e 9.43
9 III.Rondo.TempodiMenuetto . . . ... .. ... ... ..., 5.35

Total time: 59.46

Vladimir Krainev, piano
Vladimir Viardo, piano (7-9)
Vladimir Skanavi, piano (7-9)
Lithuanian Chamber Orchestra
Conductor - Saulius Sondeckis

Sound engineers: Edvard Shakhnazaryan (1-6), Margarita Kozhukhova (7-9)
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Disc 3
Concerto No. 10 for two pianos and orchestra in E flat major, KV 365

1 LAIegro . . . . . . it e e e e e e e e e e e e e e e 9.40
2 ILAndante . .. ... .. .. e e e e 8.55
3 III.Rondo.Allegro . . . . . . . . . . ittt et e e 6.37
Piano Concerto No. 11 in F major, KV 413

4 LANEZIo. . . . o o e e e e e e e e e e e e e e e 8.24
5 ILLarghetto. . . . . . . . . . . e e e e e e e 7.09
6 IIl. Tempodi Menuetto. . . . . . . . . . . . . i i ittt ien 4.57
Piano Concerto No. 12 in A major, KV 414

T LAIEZro . . . . . i i e e e e e e e e 9.26
8 ILAndante . . . . . . . . . i e e e e 741
9 IILANlegretto . . . . . . o o it e e e e e e e 5.55

Total time: 68.49

Vladimir Krainev, piano
Vladimir Viardo, piano (1-3)
Lithuanian Chamber Orchestra
Conductor - Saulius Sondeckis

Sound engineer — Margarita Kozhukhova

Disc 4

Piano Concerto No. 13 in C major, KV 415

1 LAIEZIo. . . o v ot e e e e e e e e e e e e e 9.44
2 ILAndante . . . . . . . . . e e 7.36
3 III.Allegroscherzando. . . . . . . . . .. .. ... ... 6.53
Piano Concerto No. 14 in E flat major, KV 449

4 T.Allegrovivace . . . . . . . i i e e e e e e e e e e e e e 8.23
5 ILAndantino . . . . . . . . . . i i e e e e e e e e e 7.21
6 III. Allegro ma non troppo (cadenza by Bruno Hinze-Reinhold). . . . . . . 5.39
Piano Concerto No. 15 in B flat major, KV 450

7 LAIegro . . . . . . . e e e e e e e 10.00
8 ILAndante . . . . . . .. .. i e 5.59
9 MLAIIEZIO . . o v o e e e e e e e e e e e e e e e e 7.38

Total time: 69.19

Vladimir Krainev, piano
Lithuanian Chamber Orchestra
Conductor - Saulius Sondeckis

Sound engineers: Margarita Kozhukhova (1-3), Alexander Shtilman (4-6), Edvard

Shakhnazaryan (7-9)
Recorded in 1986.
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«KoHuyepmsl datom Heumo cpedHee Mexoy CAUUKOM
MPYOHBIM U CUWKOM JIe2KUM; OHU Giecmswju, npu-
AMHbl 011 CyXA, HO, pasymeemcs, He enadarom 8 ny-
cmomy: mo mym, mo mam 3Hamox noJiy4um nooaUH-
Hoe y0oeiemaopeHue, HO U He3HAMOKU 0CIAaHymcs
00801bHbL, CAMU He 8edast nouemy...»

B.A. Moyapm

o cux Mop pacmpocTpaHeH aHeKAOT O MaJieHbKOM Bombdranre, Ko-
TOPBIN MMOKAa3aa OTIY HOTHI CBOEro IepBOro KOHIepTa MJisl KiIaBupa.
«Ho HU 00UH MY3bIKAHM He CMOXEem Cblepams 3mo!», — SKOObI BOCKIUKHYJT
otell. «Hy umo mot, 3mo Moxcem colepams dax;ce pebeHoK, — OTBETUII eMY
CBbIH,— Hanpumep, si».

Ilo Hac OOIUIM IepBble KIaBUpPHbIE ITbeChl ¥ KOHLIEpThl MollapTa; OHU
TIOYTY He BBIJESIIOTCS U3 001ero nmoroka my3biku 1760-x TomoB, He SIB-
JISISICh «Y4yOOM» HU B OTHOIIIEHUY BUPTYO3HOCTHU, HU B IITyOMHE MY3bIKaJIb-
HbIX upeii. Ho ogHO HeCOMHEHHO: C MepBbIX JIeT TaK PaHO HauyaBIIeiiCs
MY3BIKQJIBbHON eATeNbHOCTU U A0 KOHIA 1780-X TOOOB MMEHHO KJIaBUP
ocTaBaics i Mouapra BaXKHEMIIUM MHCTPYMEHTOM. «MMEeHHO HA HeMm
Mouyapm evipaxcan cebs u Kak UHCMpymMeHmManucm-gupmyo3, u Kak Komno-
3umop,— TIMIIYT UccIenoBaTenln ero Teopuectsa Ilasen Jlyiikep u UpuHa
CycMaKO,— MOJIbKO 8 KAABUPHBIX NPOU3BEJEHUSIX OH 8bICKA3bIBAJICS 8 NOJ-
HOM CMbICTIe c08a “om nepsozo auya”. Mexdy HUM u cayuamensmu He 6bLio
60blle HUKAKUX NOCPEOHUKOB8».

Bpu10 M cyacTIMBBIM COBIIAAEHMEM TO, YTO TOIbI CTAHOBJIEHUS U pacliBe-
Ta MOLIAPTOBCKOTO KOMITO3UTOPCKOTO Japa MPUIIUIUCh Ha CTPEMUTEIbHOE
pacrpocTpaHeHe HOBOTO KJIABUIIHOTO MHCTPYMEHTa — MOJIOTOUYKOBOTO
kinaBupa (Hammerklavier), Boi3BaBIlero mHTepec y mnpodeccruoHambHbIX
MY3bIKAHTOB U BOILIEAIIero B MOAy Y iobuTesneit? Mi306peTeHHbI B 1ep-
Boe necsatunetrre XVIII Bexa 1 IOCTOSIHHO COBEPIIEHCTBYeMbIli My3bIKaJjlb-
HBIMM MacTepaMy, KO BTOPOV I1I0JIOBMHE CTOJNETHSI KJIaBUP JOCTUT TaKO
CWJIBI 3By4aHMsI ¥ O6OraTcTBa OTTEHKOB, YTO PEUIMTEIbHO OTTECHWU Kia-
BECVH U ero pasHoBuaHoCcTH. Kak mucan yueHuk Mouapra, OIuH U3 JIy4-
MMX UCTIONHUTENEe Ha KiaBupe ero BpemeHu UoranH Hemomyk T'ym-
MeJib, MOJIOTOUKOBBIV KJIABUDP «N0360/em npudame uzpe 8Ce803MONCHbLE
HIOAHCBbL, omeeuaem cpasy e u 6e30MmKasHo, umeem 3axKpyzieHHbll... 36YK
u He 3ampydHsem 6ez2/10cMb NANbYES UTUWHUM HANPAIEHUEM.

JKaHp KIaBMPHOTO KOHIIepTa ObLI «M300peTeH» MoranHOoM Ceb6acThbsIHOM
baxom 1 momxBaueH ero CbIHOBbIMM — Kapiom ®dununmnom dMMaHy31emM
u MoranHom KpuctmaHoMm (mociaemgHuii oKa3aa NOBOJbHO CUJbHOE BJIM-
sIHMe Ha IOHOLIeCKuit ctuiab Mouapra). To, UTO KiIaBeCHH CMOT «BBIATU
"3 TeHV» M3BEYHOTO aKKOMITaHMaTopa basso continuo, 610 camo 1o cebe
CMeJIbIM, e[lBa /i He PEeBOJIIOLMOHHBIM 11aroM B Pa3BUTUM KJIaBUPHOM My-
3bIKM. HO MILIb HOBBIV MHCTPYMEHT MOTYYUJI BO3MOKHOCTH, KOTOPBIE I10-
3BOJIMJIM €MY Ha PaBHBIX «IIPOTUBOCTOSITh» Macce opKecTpoBoro tutti. Ecin
K Havasny 1760-X romoB KaTaJIOr HEMEILIKOr0 My3bIKaJIbHOTO U30aTeIbCTBA
Breitkopf und Hartel HacunTbiBas HeMHOTMM Ooee 100 KIaBUPHBIX KOH-
1IepPTOB pa3HbIX aBTOPOB, TO K KOHIY 1780-X MX UYMCIO MPUOIMKAIOCH
K 400! 1 HauMHABIIMI C «KOHLEPTOB-NACTUIYMO» MOLIapT MOCTEIEHHO



obpen B 3TOM JKaHpe BBICIIYI0 TBOPUYECKYIO CBOOOMY; €ro KOHIIEPTHI I10-
CJIEIHETO eCSITUNeTUsI — «anogeo3 Kaasupd, €20 NOONUHHBIX 803MONCHO-
cmelti, anogeo3 KOHUepMHO20 HAYald, 86€0eHH020 8 PYCI0 CUMGOHU3MA»
(Anbdpen DHILLITENH).

ITepBoie ueTnipe KoHuepTa (KV 37, 39, 40, 41) 6butn HamcaHbl 11-y1eT-
HUM MoriapTom Ajs1 kinaBecuHa (B aBTorpade ykaszaHo Clavicembalo)
U He SBISAIOTCS B IIOJMHOVW Mepe OpPUTMHAJIbHBIMM COUYMHEHUSIMU.
B Kakoii-To Mepe OHU ObUIM TBOPYECKMM PE3YJIbTATOM IEPBOI TacTPOIb-
HoJi roe3aky B [Tapyok u JIOHIOH, KOTOpas IIPMHECIa «4yI0-pebeHKy» eB-
porieiicKyio ¢1aBy. KOHIIepThI ITPeICTaBISIOT CO00 06PabOTKM COHATHBIX
yacreli HeMeLKMX KOMIIO3UTOPOB — CTapLIMX COBpeMeHHMKOB Morapra:
l'epmana ®@pupapuxa Paynaxa (repBast yactb KoHIepTa KV 37, mepBas 4acTb
u buHan kouuepra KV 39, mennenHast yactb KV 41), Jleonnn XoHayspa
(bunan kouuepta KV 37, nepBas yactb KoHuiepta KV 40 1 kpaitHue yactu
KV 41), Vorauna Illo6epra (MemyieHHast yacTb KoHuepra KV 39), MoranHa
Totdpupa Dxkapaa (MemyieHHas yactb KoHmeprta KV 40), buHan KoHiepTa
KV 40 ocHoBaH Ha ki1aBecMHHOM nbece Kapna Oununna OMmmanyas baxa.
C MY3bIKOJ OOBIIMHCTBA 3TUX KOMIIO3UTOPOB ceMbsi MOIIapTOB MO3HA-
kommiachk B [lapmske. VIckioueHMe COCTaB/sIeT BTOpasl 4acTb KOHIepTa
KV 37 — BO3MOXHO, eIMHCTBEHHAas, TIOJIHOCTHI0 TIpUHAJIeXaIast oHOMY
aBTOpy. B 60nbIIMHCTBE CTydaeB posib MolapTa cCBOaAM/Iach K HAIMCAHUIO
BCTaBHBIX «tutti» opkecTpa M IepeyokKeHUI0 MY3bIKM [JISI COIMPYIOLIETO
MHCTPYMEHTA CO CKPOMHBIM OPKECTPOBBIM COMPOBOXIEHNEM — CTPYHHbIE
C Tapoii BAJITOPH U JePEeBSHHBIX TYyXOBBIX (JIuIlb B KOHIepTe KV 40 uc-
M0JIb30BaHbI TPYObI).

CoxpaHuBILINMECS aBTOPCKME PYKOMMUCHU KOHILIEPTOB COAepsKaT 3HAUMTEb-
Hoe Biausinue Jleononbaa Momapra. Mbl He 3HaeM, HACKOJIbKO BeJIKa Oblia
ponb OTIIa, B3SIBIIETO Ha cebs My3bIKajJbHOe BocmuTaHue Bonbdranra,
B BbIOOpE ITheC i1 IePBbIX OMNBbITOB B KOHIIEPTHOM >KaHpe; BMeIlUBaI-
Cs1 JI OH B TIPOLIECC COUMHEHMSI, MUHCTPYMEHTOBKM WUJIU JKe MPOCTO MTOMO-
raJi CbIHy ObICTpee HamucaTh NapTUTypy. HeT cBemeHMit 1 0 TOM, MCTIOTHSI -
JIACH JI OHU THe-I100 (XOTsS OHM ObLIM 3aKOHUYEHBI He3a[0JIT0 10 BTOPOIA
Moe3aKM — Ha 3TOT pa3 B BeHy). Ho ombIT paboThI C UyskOit My3bIKO¥, Gec-
CIIOPHO, TTOMOTaJI HAUMHAIOIIEMY KOMITO3UTOPY PacKpPbITh C€OST — TO TYT,
TO TaM B KaXKIOM M3 YeThIpeX KOHLIEPTOB MPUOTKPHIBAETCSI MICTMHHO MO-
LIapTOBCKasl JKM3HEPaJOCTHOCTh, ObIOIAs uepe3 Kpaii KM3HEeHHasl sHep-
I'Msl, a U3peiKa MeJIbKaeT CBeTOTEeHb MEHSIIOIIMXCS HACTPOEHMIA.

CBOIJ1 ITO-HACTOSIIIIEMY «ITepBbIii» KiaBupHbii Konuepr N2 5 (KV 175 Pe
Makop) Monapr co3an mecTs JeT CIYCTs, [10 BO3BPallleHUM U3 IToC/IeJHe-
TO UTAJIBbSHCKOTO IMyTelecTBusl. Kak KOMITIO3UTOP M UCTIOIHUTENb 17-71eT-
HU MoLapT JOCTUT YPOBHS MacTepCTBa KPYIIHEeNIINX MY3bIKaHTOB CBOEil
9MOXU; TI0 CPaBHEHUIO C PAHHUMM KOHIIEPTHBIMM OITyCaMM MbI C MEePBbIX
TaKTOB OIyII[aeM, C KaKo¥ CBOOOIOIi 1 PaIoCTbI0 OTHAETCS aBTOP TBOpUe-
cKoMmy Tipotuieccy. VI meno He TOMBKO B 60siee «pOCKOIITHOM» OPKECTPOBOM
OJlesSTHUM C TPYOaMU U TUTAaBPaMM, KOTOPOE OTPAsKAETCs B BUPTYO3HOM OJ1e-
CKe CONbHOM MapTum (COXPaHWIUCh aBTOPCKME KaJeHIUU K KpaHUM yYa-
CTSIM KOHIIEPTA); cam MolapT Mpm3HaBajcs B 00001 TF0OBM K CBOEMY IETH-
11y, B KOTOPOM OH BITepBbIe MTPOAEMOHCTPUPOBAJT OJIECTSIIMIE€ BO3MOKHOCTHU
«MOJIOTOYKOBOTO KjaBupar». OH Urpaa 3TOT KOHLIEPT Mo3aHee B MaHrelime
" Jaxke BbIOpas ero IJ1s CBOEJ MepBoil «akamemun» Bene B 1782 romy, mjis



KOTOPOI 3aMeHMUJT CJIUIIKOM CM€JIbIi «IIoIupOHnYecKkmit» (prHaa Ha IOMO-
pucTuueckoe 1o xapakrepy Rondo; HO mmepBoHavalbHbIV BapMaHT 3aKpe-
MWICS B UCIIOJTHUTEJIbCKOM MPAaKTHKe — KaK JOCTOMHOe 3aBeplleHue IepBo-
IO MOLIAPTOBCKOTO LlIefieBpa B )KaHPe KJIaBMPHOTr'O KOHIepTa.

EnnuHcrBenHb1i KoHIepT /15 TpexX KnaBupoB ¢ opkecTpom N2 7 (KV 242
®a maskop) MouapT Hammcasa B Hauaje 1776 roma jist IIoOUTEIbHULIBI MY-
3bIKM I'padyuHy AHTOHMM JIOAPOH U IBYX ee TaJIaHTIMBBIX Jodyepeit — Ma-
puu Anonsuu u Mapun Hosedsl, yuennt Jleononbaa MornapTa. BeposiTHo,
MAacTepCTBO UTPBI TPEX JaM He MTPEBBIIIAIO YPOBHS AUIETAHTOB (0COGEHHO
12-neTHeit MyiaflIel ouepy — MapTUSI TPEThEro KjiaBMpa 3aMeTHO Ipollle,
YTO MTO3BOJIMJIO TIO33Ke IepepaboTaTh KOHILIEPT IS IBYX COMCTOB); MY3bI-
Ka KOHIIepTa He BhIXOAUT 34 PaMKU U3SIIHONM raJaHTHOCTU, COXPaHSIS JIU-
pUYeCKYI0 OLYXOTBOPEHHOCTh MOLLAPTOBCKOTO NUChMA.

bonee unuTepecen KoHnepr Ajs AByX KIaBUPOB ¢ oprectpom N2 10
(KV 365/316a Mu-6eM0i1b Maykop), 3aKOHUEHHbI1, BeposiTHO, B 1780 roxy.
[Mocnenuunii U3 3aJbIOYPICKMX KOHIIEPTOB BO3HMK Yy3Ke IOC/e TOe3IKU
B Manreiim u [lapuk, UCIIOTHEHHOV TOPBKUX Pa30yapoOBaHMIi, HO TaKXe
TpuHectiei 1 6oraTbie TBOpYECKME BCXOnbl. [IoTepsiB MaTh U MEPEXKNUB OT-
Ka3 HeBecThl (Aymousuu Bebep), MoLiapT HamMcag OOHO U3 CAMBIX SIPKUX
Mpou3BeeHNi B KOHIIEPTHOM JKaHpe, Ha 3TOT pa3 MpeAgHa3HaueHHOe [IJist
cebst 1 cectpel Mapuu AuHbl (HaHHEpsb), pa3menuBIieii ¢ HUM JeTCKue
TpUyMdbl. DTOT KOHLEPT — «NOOJIUHHOE BONJIOU|EHUE CUACMbs, BeCebsl,
Opbi3xcyujetli uepes kpati padocmu Gvimus U u300pemameibHOCMU, — TIAIIIET
B cBoeit MoHorpaduu I'epman Abept.— Oba conucma Opy#cHO U 8eceno co-

gepwiaom coemMecmHslii nyms, CJ106HO Opam u cecmpa... N08MOpPsIOM 00HU
u me xce 8bl0yMKU, npepwviearom opye opyaa, a npu ciyuae u 3a00pHO cnopsim
Mexdy coboti, HUKo20a, 00HaKo, He Hapywas do6po20 83auUMONOHUMAHUS».

Ectu mHCTpyMeHTabHble KOHILIEPTHI 3a/IbI[OYPICKOTO Tepuoga COOTBET-
CTBOBA/IM XapaKTePUCTUKE >KaHPA, TaHHOV MY3bIKaJbHBIM JXYPHAJIUCTOM
Norannom @puapuxom Poxiuiiem («KoHyepm — eepuiuHa My3siKu 8 8blpa-
HeHuu 0enuUKamH1ozo 8 NPOMuUBONOJIOHHOCMb CUMPOHUU — 8epUIUHE 8 Bbl-
paxceHuu 6enulads020»), TO KJIaBUPHbIE KOHLIEPTHI, CO3AaHHbIe MoliapTom
B Bene B Teuenue 1782-1789 romos, SIBISIOT cO00Ji BBICIINII CUHTE3 KOH-
1IepTHOTO U cMMGbOHMYEeCKOTO Havasl. Kinaccuuecknit o6pasel; KOHIIEPTHO-
ro XXaHpa, co3maHHbii MomapToM B 1780-e TOfbl, JleT B OCHOBY pa3BUTUS
(dopTrennaHHOrO KOHIepTa BILUIOTH 10 Hauajaa XX Beka.

Cronb MHTEHCHBHAs paboTa B 3TOM JKaHpe 00yCIaBIMBaIach IIMPOKOM
BOCTPe6OBAHHOCTHIO. BOT KaK OMMChIBAET XKyPHAIMUCT OHO U3 IEePBBIX €ro
BbICTYIIeHMIi (23 mapTta 1782 roga): «CezodHs 6 HayuoHanvHom meampe
npocnasneHHulll kaganep Moyapm 0an 8 8010 N0Jb3Y MY3blKANbHYHO akade-
MU0, 8 KaK0B8OLI ObLIU UCNOJIHEHbI NbECHl €20 COUUHEHUS U 6e3 M020 yxce 8eCb-
Ma u3nwbiexHule. ... Iea HOBbIX KOHYepmad... Kou 2ocnodun Moyapm uzpan
Ha ¢opmenuamo, ObLIU NPUHIMBL C CAMBIMU WYMHBIMU ANJOOUCMEHMAMU.
Haw monapx, npomue 00bIKHOBEHUS, NOUMUBWULI C80UM npucymcmeuem
akademuio, u 8cs1 nNyOAUKAa ¢ makum becnpumepHsiM eJUHOOYUIUEM BbIPA3UIU
ceoe 0dobpeHue, umo opyzux nodoOHbIX NpumMepos 30ecy He 3Hanu». COOPBI
OT «aKaZeMuii» OCTaBaJIMCh CAMbIM HaJle>KHBIM, a TIOPOJi eMHCTBEHHbIM
cpencTBOM 3apaboTka Moiapra.



[TepBbIe TpM KOHIEPTA ObUIM HAIIMCAHbI B KOHITe 1782 — Hauane 1783 ropa.
OTtkpbiBawmiuii BeHckuii mepuogn, Konuept N2 11 (KV 413 ®da maskop)
KaskeTcst 60ee KaMepHbIM 10 CPAaBHEHUIO C nocienyoummu. da-maxop-
Hasl TOHAJIbHOCTbh OKpallMBaeT MYy3bIKy B [IaCTOpaJbHble TOHA, B TO Bpe-
MsI KaK YMepeHHO TaHIleBaJbHOe JBVDKeHMe KpaifHuX yacTeii (0CO6eHHO
HeoObIYeH pasmep %4 nis mepBoro Allegro) cMsiruaeT OCHOBHbBIE TEMBI,
NpuaaBasi UM OTTEHOK JIMPUYECKOI 3anyiieBHOCTU. CKPOMHOE T10 pa3Me-
pam Larghetto npubnmskaeTcst K orepHoOit apuu, mpeapocxuiias «[leceHKy
0 BeuepHeM BeTpe» — UCIIOJIHEHHbII HeskHOCTU AyaT ['padyum u Cro3aHHbBI
u3 «CBagb6bp1 duUrapo».

Konmneprt N2 12 (KV 414 JIa makop), BepOsSTHO, ObUI 3aKOHUEH paHee
IPYTUX — BO BCSIKOM CJiydae, MoLiapT nepBbIM MpeaCcTaBuUI ero B akageMun
B Hauase 1783 roma. Ero mepBoe Allegro Takke OTIMUYaeTCs TUPUIECKOI
MSITKOCTBIO, Andante ycuimMBaeT 3TO HACTpOeHMe, HATIOMHSISI My3bIKY MC-
KPEHHUM BOJIHEHMEM IMOITUYECKOTO UYBCTBA (DVHIUTENH Ha3bIBaeT KOH-
LepT «BJIIOOJIEHHBIM», Mpearoaaras, 4To MoiapT, BOJIbHO MM HeT, pac-
KpbIBAaeT B HEM CBOM UyBCTBa K Cyrnpyre KoHCTaHLIMM; C IPYTOii CTOPOHBI,
TeMa BTOPOJ YacCTy OTChIIAET K orepHoi yBepTiope U.K. baxa, HeoxkuaaH-
Hasl CMepTh KOTOpPOro B sitHBape 1782 ropa rimyboko motpsicia Morapra).
Tem HeoXumaHHel 3BYYMT (UHAJA, HATIOJIHEHHbBIN 3aJ0PHBIM, MCKOHHO
MOIIAaPTOBCKUM IOMOPOM (Aaxke KBa3suIonnbOHNUYECKOe PAa3BUTHIE OTHOI
U3 TeM NPUMHUMAET IIYTIMBO-NaPOAUIAHBIN XapaKTep).

Kounepr N2 13 (KV 415 Io maykop) oT/iMvaeTcs 60/blleii MacITabHo-
CThIO — HA €T0 UCTIOJTHEHUH B «akageMun» 23 mapTa 1783 roga npucyTCTBO-

Bas1 umnepatop Mocud 11, Beipasusiimit oqobpeHne Tomy, utTo MouapT mc-
T0JIb30BaJI TPYOBI U TUTABPBI, IPUAAB KOHIIEPTY UCTUHHO «KOPOIEBCKMUII»
61eck. BripoueM, B HeM Ha Kask[OM IIIary CIIPSITAaHbl HEOKMUIAHHOCTU: Mo-
1IapT, KaK HAPOUYHO, OOMaHbIBAeT OKMUIAHMS, KOT/Ia BCTyIUIEHME COJMCTA
C HOBOJ TeMOI1 He COOTBETCTBYET TOPXKeCTBEHHO-IIpa3gHUYHOMY tutti.
KoHuepT oT/inyaeTcs TeM TUIIMYHO MOLIAPTOBCKMM TeMaTUYecKum 6orat-
CTBOM, Ha KOTOPOE «3KaJI0BaJICsI» er0 COBpeMeHHMK, kommo3uTtop Kapin dox
Outtepcoopd: «OH He daem 6300XHYymMb Crywiamesnio: MoasKo Xouewb Npo-
uyecmeosams Kpacusyo My3vlKaNbHYI MblCIlb, KAK YHe Noseasemcs H08as,
8blmecHsIWas nepey, U mak ece epems 6 mom xe pode». Ilocne Andante,
BbIZIEP’KaHHOTO B [yXe «HOYHOM MY3bIKM» 3aJIbIIOYPICKUX cepeHa, buHal
o0OpyIIMBaeT Ha CIyIIATeIs] HOBYIO MOPLMI0O MY3bIKaJbHBIX CIOPIIPU30B;
0COOEHHO TMO3TUYHO 3BYUYUT €ro OKOHUaHMe, KOTHa «gecenslii NpasdHux
OKOHUEH, U 8Ce yuacmHuKu muxo pacxodsmcs no domam» (Tanuua JKmaHoBa).

Konuept N2 14 (KV 449 Mu-6eMo/ib Makop) OTKPHIBAET CEPUIO U3 IIIe-
CTU KOHLIEPTOB, HallMCAaHHBIX B TeUeHMe IBYX MecsileB (peBpasib — anpesib
1784 roga). Cam Mo1japT OTHOCHJI €r0 K ITPOU3BeIEeHUSIM «COBCEM 0CO60T0
porma». HammuecTByome B MapTUType OyX0Bbie (Mapa ro60eB U BaJTOPH)
MOIJIY OBITh BBIMTYIIIEHbI; HO HECMOTPS Ha MOCBSIIeHNe TUIeTaHTCTBYIO-
et yueHuiie bapb6ape Ilnoiiep, KOHIIEPT He Ha30BeIIb «06JIerYeHHbIM».
Allegro vivace ucrionHeHa BHYTpPeHHero HampspbKeHUsl, yCuieHue Xpoma-
TUKU B MeJIOAUM Y TADMOHMM BbIaeT rOTOBbIV BBIPBATHCS HAPYXKY AYIIEB-
HbIlt TpeneT. HeoO6bruHO 1 cTpoeHne Andantino, 3a KOTOpbIM C/IelyeT Ha-
TTOJIHEHHbIN KOHTPAITyHKTUYECKUM pa3BuTHeM buHal.



Konuept N2 15 (KV 450 Cu-6emMo/ib Maykop) 3aBepiiaeT JaHHbI KOM-
IIJIEKT, K COXKaJIEHMIO, OCTABIIMIICSI He3aKOHYEeHHBIM. Hammume 60/bI110r0
opkecTpa (0CO6eHHO BeINKa POJTb AYXOBBIX, BCTYAIOIINX B CAMOCTOSITE/Tb-
HbIJ IMAJIOT C COJIMCTOM) OTHOCUT €T0 K POJIY «TOP’KeCTBEHHBIX» KOHIIep-
TOB, B TO BpeM$ KaK ITapTus COMMUCTA, BKII0OYas COXpaHMBIIMeECS KaJeHI[UN,
SIBJISIETCSI OLHOM M3 TPyLHEMIINUX U3 BCEro MOLIAPTOBCKOIO perepryapa,
CTaBd Iepef MMaHMCTOM 3a[1aulM BBICIIE BUPTYO3HOCTU U TEXHUUECKOTO
MacTepcTBa. MouapTt 6bUT CIIpaBeAJInB, OTHOCS TOT KOHLIEPT K POy TeX,
KOTOpbIE «OpOCAIOT B ITOT MUCIIOJHUTEIST». HEOOBIYHO YKe BCTYIUIEHME CO-
JIXCTA B IIEPBOJi YaCTM CO CBOETO Pojia «CBOGOIHOI haHTasmeit». UMIpoBu-
3alIMOHHOJ cBOOO0J1 HamomHeHO ¥ Andante B opMe Bapualiuii Ha TeMy
XOpaJIbHOTO cKaja. duHambHOe POHIO ¢ TUMTMUYHBIMM 000POTAMM «OXOT-
HUYbEI MY3bIKM» MOKHO YIIOLOOUTb apUM-TIOPTPETY, TepOit KOTOPOIi ak-
TUBEH, CJIOKeH U MPOTUBOpeunB, Kak @urapo win [JoH XKyaH — a MoXeT
ObITb, ¥ caM Molapr.

Lvkn u3 27 dboprennaHHbIX KOHIIEPTOB Bonbdranra Amagess Morapra,
3amMcaHHblli  Bmagumupom KpaliHeBbIM COBMECTHO C JIMTOBCKUM
KaMepHbIM oOpkectpoMm U gaupwmwkepoMm Caymtocom COHAEIKMCOM
B Mockse B 1980- X IT. (1103ke My3bIKaHTbI IIOBTOPWIN €ro B BuiibHIOCE
U JleHMHIpase), MOXXHO Ha3BaTh KyJIbMUHAIIMEN UCIIOTHUTENbCKOM Nesi-
TeJIbHOCTM BbIfalolerocss muaHucra. B roHoctu Braagumup KpaiiHes
OTHaBaja IpeArouyTeHMe BUPTYO3HO-POMAHTUUYECKON MYy3bIKe, II033Ke
B ero nporpamMmmax Ipeob6iamanyu komnos3utopbl XX Beka (ITpokodnes,
[locTtakoBny, XuHaemut, baprok, lllegpuH, IHUTKe); ¢ OpPyroi CTo-
POHBI, BOCXUIIEHNE ITyOIUKU UM KPUTUKOB BbI3BIBAJIO €r0 MacTepCTBO

«pOMaHTHYeCKOTo rubato», B KOTOPOM YyBCTBOBAJIOCHh (DyHIaMeHTaIb-
Hasl MPUBEPKEHHOCTh Heray30BCKO¥i miKkojie. Tem 6osiee HEOKMTAHHBIM
(maxke Ajs MOKJIOHHMKOB apTUCTA) CTalM ero «MOIlapTMaHCKMe» KOH-
IlepTHbIE Ce30HBbI.

K «605kecTBeHHBIM» KOMIIO3UTOpPaM OTHOCK/I Mo1japTa (B ITPOTMBOIIONIOXK-
HOCTb «uejioBeyHOMY» beTxoBeHy) I'eHpux Heiirays. MomapToBckuii ¢e-
HOMEHAJIbHBIV Aap OBLI /11 HETO «NpUMepoM Hausvlculeli cnocobHocmu ue-
Jl08eueckozo dyxa, motii cnocoGHOCmu, 0 KOmopoti HeJib3sl 2080pUMbs C108AMU,
MOMHO MOJIBKO, CKIIOHUB 207108y, 80CXUWAMbCSL U 0020meopume». ETO ChIH,
CranucnaB Herlirays, cuuran Monapra TpygHEMIIMM KOMIO3UTOPOM AJIs
MHTepIipeTalMy 1 caM obpaniajacsi K HeMy Upe3BblyaifiHO peKo. BepHblii
3aBeTaM CBOMX BeJIMKUX yuuTeseir, Bnagumup KpaiiHeB pacKpbUl Iyou-
HY, CKPBITYIO 3a JIETKOI KM3HEePaJOCTHOCTbIO MOLJAPTOBCKOTO CTUJISI; €r0
TPAKTOBKM PaBHO JaJIeKM KaK OT MTOBEPXHOCTHOJ raJJaHTHOCTU «POKOKO»,
TaK U OT CYXO¥i CAeP>KaHHOCTU «KJIaBECMHHOTO» 3ByKa; TOHKOE OLIyIlleHN e
CTWISI OEPXKUBAET €r0 U OT U3JIMIITHEN POMaHTU3ALUN.

CnenyeT 0co60 OTMETUTDb UCTIOMHeHMe KpaitHeBbIM MEPBbIX «KOHIIEPTOB-
nactTuauno». [IMaHuCT Urpaet uxX IJIOTHBIM, HACBIIIEHHBIM 3BYKOM, 6e3
«CKUIO0K» Ha HEOKpeInii TBOPUECKUil nmouyepk 11-meTHero aBTopa; Ha-
MMPOTUB, OH CTPEMMUTCS Peaan30BaTh COKPBITHIN B 3TOV My3bIKe TTOTEHIIMA
MoJIMHHOTO MoliapTa, pacKpbiBasi cBoeobpasie KaskIoro oryca.

B aHcam6iieBbIX KOHIIEPTaX, B MCIIOJTHEHUM KOTOPBIX yUaCTBOBAIU NIPY-
3bs1 U Kosuiern Binagumupa KpaitneBa — Bnagumup Buapno u Bragumup



CKaHaBI/I,— IIpyBJIeKaeT BHMMaHNe, IIpeXae BCero, rapMoHNMsa COBMECTHO-
ro My3sMmumMpoOBaHNI, I/III,EB.III::HI:IVI 6asaHC 3BYUYaHMs YeTbIpexX M IMIeCTU pyK
B ayajiore ¢ OprkeCTpom.

KynbMuHaIMeii KOHIEPTHOTO LIMKJIA CTaJM BEHCKME Omychl Molapra,
B KOTOPBIX T€HMIT KOMITO3UTOPA ¥ MUAHUCTA PACKPBIICS BO BCEH TOTHOTE
¥ MHOTOOGpasum.

Crosb MacIITabHbI TPOEKT €[1Ba JIM MOT OBbITh OCYyIeCcTBIeH 6e3 Cayioca
Conpelnkuca. «ApMCTOKPATOM MY3bIKM» Ha3BaJ €ro MYy3bIKaJbHbBIN Xyp-
Hamctr AHgpeit Xpunmd. O6mamaTtenb 3070TOV MeOaau IUPUKEPCKOTOo
KoHKypca donpa I. don Kapasina (1976) u nmpusa kputuku VI BepianHckoi
6uenHase (1977), ocHoBaTeb ¥ 6€CCMEHHBIN PYKOBOAUTENb JIMTOBCKOTO
KaMepHOTro OpKecTpa, KOTopsii B 1970-80-e rogpl cTaa BeoylIuM KaMep-
HbIM KoneKTMBOM CCCP m momyumn mexpyHapomHoe IpusHaHue, COH-
JelKuc obnaaan MoMCTUHE YHUKATbHBIM JApOM MHTepIpeTanun Mmolap-
TOBCKOJ MY3bIKM.

OcTaeTcst INIIb COKaJAeTh O TOM, YTO 3alMCh 3TOTO I[MKJA He ObLIa OCY-
IIeCTBIeHa IMOJHOCThIO. YBbI, He3alMCaHHbBIMM OcTaanuch KoHiuept N2 9
(Mu-6emomnp Maxkop, KV 271 — camblii cBoeoOpa3Hblii M3 HAIMCAHHBIX
B 3asbIioypre), IpamMaTUUeckue KOHIEPThI pe MuHOp, KV 466 (N2 20) n
1o MuHop, KV 491 (N2 24, nowtemanii 6611 3amicad Bragumupom KpaiiHe-
BBIM C OpKecTpoM MOCKOBCKO# (prapMOHUY IO, YIIpaBieHueM IMUTPus
KuraeHko), kak u nmosgaue meneBpbl KV 488 (N2 23 JIs maxkop), KV 503
(N2 25 To maskop), KV 595 (N2 27 Cu-6emMoib Maskop).

«I'nasHoe 6 KpatiHe8CKOM manaHme — e20 Yabl0UUBOCMb, KAKAS-MO Heobbl-
yailiHas HanoaHeHHOCMs XU3Hbio»,— nucana B 1977 romy ®apuga daxmu.
HecomueHHO, B TBOpueckoM o6mKke Binagumupa KpaiiHeBa, B ero oco6om
nape «<KOMMYHMUKAOeTbHOCTU» C TTYOJIMKOM, B MUMITY/TbCMBHOM MMaHMUCTUAY-
HOCTY €T0 MHTepIIpeTaluit 66110 HEUTO MOLIAPTOBCKOE. U 3amucaHHbIe UM
IBeHaaaTh GopTenMaHHbIX KOHIIEPTOB OCTaBMJIM SIPKUIA Cel B OTeve-
CTBEHHOW M MUPOBOI MOIIapTUAHE.

Bopuc Myxkoceti



“These concertos are a happy medium between
what is too easy and too difficult; they are very
brilliant, pleasing to the ear, and natural without
being vapid. There are passages here and there
from which the connoisseurs alone can derive
satisfaction; but these passages are written in
such a way that the less learned cannot fail to be
pleased, though without knowing why”.

W.A. Mozart

The old anecdote about little Wolfgang, who showed his father the sheet
music of his first concerto for clavier, is still popular. “But no musician can
play it”, the father allegedly exclaimed. “Well, even a child can play it”, the
son answered. “Me, for example”.

Mozart’s first clavier pieces and concertos have survived. They hardly stand
out from the general stream of music of the 1760s, not being a “miracle”
either in terms of virtuosity or depth of musical ideas. But one thing is
certain: from the first years of his life in music that began so early and
before the end of the 1780s, it was the clavier that remained the most
important instrument for Mozart. “It was the instrument that Mozart used
to express himself both as a virtuoso instrumentalist and as a composer”,
researchers Pavel Lutsker and Irina Susidko write. “He expressed himself
from the first-person perspective, in the full sense of the word, only in his clavier
pieces. There were no other intermediaries between him and the listeners”.

Was it a happy coincidence that the years of formation and heyday
of Mozart’s composing gift fell on the rapid spread of then a new
keyboard instrument, the Hammerklavier, which aroused the interest
of professional musicians and became fashionable among amateurs?
Invented in the first decade of the 18th century and constantly being
improved by the makers, the clavier reached such a power of sound and
richness of shades by the second half of the century that it decisively
pushed aside the harpsichord and its varieties. As Mozart’s pupil and
one of the best clavier players of his time, Johann Nepomuk Hummel,
wrote, the hammer clavier “allows you to give the playing all sorts of
nuances, responds immediately and flawlessly, has a rounded ... sound and
does not impede the fluency of the fingers with excessive tension”.

The genre of the clavier concerto was “invented” by Johann Sebastian
Bach and taken up by his sons, Carl Philipp Emmanuel and Johann
Christian (the latter had a fairly strong influence on Mozart’s youthful
style). The fact that the harpsichord was able to come out of the shadow
of the eternal basso continuo accompanist was in itself a bold, almost
revolutionary step in the development of clavier music. The new
instrument received the capabilities that allowed it to “oppose” the mass
of orchestral tutti on equal terms. If by the early 1760s the catalog of the
German music publishing house Breitkopf & Héartel numbered a little
more than a hundred clavier concertos by various composers, by the end
of the 1780s their number was approaching 400! Mozart, who began with
pasticcio concertos, gradually acquired the highest creative freedom in
this genre. According to Alfred Einstein, his concertos of the last decade



are “the apotheosis of the clavier, its true capabilities, the apotheosis of the
concerto element introduced into the course of symphony”.

The first four concertos (KV 37, 39, 40, 41) were written by eleven-
year-old Mozart for harpsichord (autographed as Clavicembalo)
and are not completely original works. To some extent, they were
a creative result of his first trip to Paris and London, which brought the
wonder child European fame. The concertos are adaptations of sonata
movements by German composers, who were older contemporaries
of Mozart: Hermann Friedrich Raupach (the first movement of KV 37,
the first movement and the finale of KV 39, and the slow movement of
KV 41), Leonzi Honauer (the finale of KV 37, the first movement of KV
40, and the extreme movements of KV 41), Johann Schobert (the slow
movement of KV 39), and Johann Gottfried Eckard (the slow movement
of KV 40), while the finale of KV 40 is based on a harpsichord piece by
Carl Philipp Emmanuel Bach. The Mozart family got acquainted with the
music of most of these composers in Paris. The exception is the second
movement of KV 37. It is allegedly the only one written entirely by the
young composer. In most cases, Mozart’s part was reduced to writing the
tutti inserts and arranging music for the solo instrument with a modest
orchestral accompaniment — strings with a couple of French horns and
woodwinds (only KV 40 uses trumpets).

The surviving composer’s manuscripts of the concertos contain
a significant influence of Leopold Mozart. We do not know how great
the part of the father, who took upon himself Wolfgang’s musical

education, was in the selection of pieces for the first experiments in the
concerto genre; whether he interfered in the process of composing and
arranging, or simply helped his son write the score faster. There is no
information about whether they were performed anywhere (although
they were completed shortly before the second trip, this time to Vienna).
But the experience of working with the others’ music did help the
aspiring composer reveal himself — here and there, in each of the four
concertos, we find Mozart’s true cheerfulness, overflowing vital energy
and, occasionally, chiaroscuro of changing moods.

Mozart created his truly “first” clavier Concerto No. 5 (KV 175 in D
major) six years later, on his return from his last Italian journey. As
a composer and performer, 17-year-old Mozart reached the level of
mastery of the greatest musicians of his era; in comparison with his
early concerto opuses, from the very first bars we feel the freedom and
joy with which the composer gives himself up to the creative process.
And it’s not just the more “chic” orchestral attire with trumpets and
timpani, which is reflected in the virtuoso brilliance of the solo part (the
composer’s cadenze to the extreme parts of the concert have survived);
Mozart himself confessed his special love for his brainchild, in which
he demonstrated the brilliant capabilities of the hammer clavier for the
first time. He played the concerto later in Mannheim and even chose it
for his first academy in Vienna in 1782, for which he replaced the too
daring “polyphonic” ending with the humorous Rondo. However, the
original version took root in performing practice as a worthy ending of
Mozart’s first masterpiece in the genre of clavier concerto.



Mozart wrote his only Concerto for three claviers and orchestra No. 7
(KV 242 in F major) in early 1776 for the music lover Countess Antonia
Lodron and her two talented daughters, Aloysia and Giuseppa, who were
taught by Leopold Mozart. Probably, the three ladies’ playing skills did
not exceed the level of amateurs (especially those of the 12-year-old
youngest daughter — the part of the third clavier is noticeably simpler,
which later made it possible to rework the concerto for two soloists).
The music of the concerto does not go beyond the limits of graceful
gallantry, preserving the lyrical spirituality of Mozart’s style.

Arguably completed in 1780, the Concerto for two claviers and
orchestra No. 10 (KV 365/316a in E flat major), is more interesting.
The last of the Salzburg concertos emerged after the trip to Mannheim
and Paris, which was full of bitter disappointments, but also brought rich
creative shoots. Having lost his mother and gone through the refusal of
his beloved Aloysia Weber, Mozart wrote one of the brightest works in the
concerto genre, this time intended for himself and his sister Maria Anna
nicknamed Nannerl, who shared childhood triumphs with him. This
concerto is “a true embodiment of happiness, fun, overflowing joy of being
and ingenuity”, Hermann Abert writes in his monograph. “Both soloists
are amicably and cheerfully make a joint journey, like brother and sister ...
repeat the same inventions, interrupt each other, and on occasion argue
fervently with each other, however, never breaking good understanding”.

If the instrumental concertos of the Salzburg period corresponded
to the description of the genre given by the music journalist Johann

Friedrich Rochlitz (“A concerto is the pinnacle of music in the expression of
the delicate as opposed to a symphony, the pinnacle in the expression of the
majestic”), the clavier concertos created by Mozart in Vienna between
1782 and 1789 are the highest synthesis of concerto and symphonic
principles. The classic example of the concerto genre created by Mozart
in the 1780s formed the basis for the development of piano concerto up
to the beginning of the 20th century.

Such an intense work in this genre was due to widespread demand. Here
is how a journalist describes one of his first performances (March 23,
1782): “Today, at the National Theater, the renowned cavalier Mozart gave
in his favor a musical academy, in which his already very favorite pieces were
performed. ... Two new concertos ... which were played by Mr. Mozart on the
piano were received with the loudest applause. Our monarch, contrary to
custom, honored the academy with his presence, and the entire audience
expressed their approval with such unparalleled unanimity that they had
not known any other similar examples here”. For Mozart, the fees from
the so-called academies remained the most reliable, and sometimes the
only source of income.

The first three concertos were written in late 1782 and early 1783.
Concerto No. 11 (KV 413 in F major), which opens the Viennese period,
seems to be more chamber in comparison with the subsequent ones.
The F major key gives the music pastoral colors, while the moderately
danceable motion of the extreme movements (the three-four time is
especially unusual for the first Allegro) softens the main themes, giving



them a touch of lyrical intimacy. Modest in size, Larghetto sounds almost
like an opera aria, anticipating “A Little Song on the Breeze”, a tender
duet of the Countess and Susanna from The Marriage of Figaro.

Concerto No. 12 (KV 414 in A major) was probably completed earlier
than the others — in any case, Mozart was the first to present it at the
academy in early 1783. His first Allegro is also characterized by lyrical
softness. Andante enhances this mood, filling the music with sincere
excitement of poetic feeling (Einstein calls it a “concerto in love”,
suggesting that Mozart, willingly or not, reveals his feelings for his wife
Constanze; on the other hand, the theme of the second movement refers
to the operatic overture of Johann Christian Bach, whose unexpected
death in January 1782 deeply shocked Mozart). All the more unexpected
is the sound of the finale, filled with perky, primordially Mozartian
humor (even the quasi-polyphonic development of one of the themes
takes on a humorous and parody character).

Concerto No. 13 (KV 415 in C major) is more ambitious. Emperor
Joseph II was present at its performance at the academy on March
23, 1783, and expressed his approval that Mozart used trumpets and
timpani, thus giving the concerto a truly “royal” luster. However,
surprises are hidden in it at every step: as if on purpose, Mozart fails to
satisfy expectations when the soloist enters with a new theme that does
not match the solemn and festive tutti. The concerto is distinguished by
the typically Mozartian thematic richness, which his contemporary and
fellow composer Carl von Dittersdorf “complained” about: “He does not

let the listener take a breath: as soon as you feel like experiencing a beautiful
musical idea, a new one comes along, displacing the first, and it happens
like this all the time”. After the Andante in the spirit of “nocturnal music”
of the Salzburg serenades, the finale brings down a new batch of musical
surprises on the listener. Its ending sounds especially poetic when
“the merry festival is over, and all the participants go home in silence”, as
musicologist Galina Zhdanova put it.

Concerto No. 14 (KV 449 in E flat major) opens a series of six concertos
written over two months, from February to April 1784. Mozart attributed
it to the works of “a very special kind”. The winds (two oboes and two
French horns) present in the score could be omitted. In spite of the
dedication to the amateurish pupil Barbara Ployer, the concerto cannot
be described as lightweight. Allegro vivace is full of inner tension, and
the intensification of chromaticity in the melody and harmony reveals
a spiritual thrill ready to break out. The structure of Andantino is also
unusual. It is followed by the finale filled with contrapuntal development.

Concerto No. 15 (KV 450 in B flat major), an unfinished one, completes
this set. The presence of a large orchestra (the part of the winds that
enter into an independent dialogue with the soloist is especially great)
puts it in the category of “solemn” concertos, while the soloist’s part,
including the surviving cadenze, is one of the most challenging of the
entire Mozart repertoire,demanding the highest virtuosity and technical
skills from the pianist. Mozart was just when he referred this concerto
to the kind that makes the performer sweat. The introduction of the



soloist in the first movement with a kind of “free fantasy” is already
unusual. Andante is also filled with improvisational freedom in the form
of variations on the theme of a choral kind. The final Rondo with typical
features of “hunting music” can be likened to a portrait aria sung by an
active, complex and contradictory hero like Figaro or Don Giovanni, or
maybe Mozart himself.

Recorded by Vladimir Krainev together with the Lithuanian Chamber
Orchestra and conductor Saulius Sondeckis in Moscow in the 1980s,
the series of 27 piano concertos by Wolfgang Amadeus Mozart can be
referred to as the culmination of the outstanding pianist’s career (the
musicians later performed them in Vilnius and Leningrad). In his youth,
Vladimir Krainev gave preference to virtuosic romantic music. Later,
works of twentieth century composers, such as Prokofiev, Shostakovich,
Hindemith, Bartok, Shchedrin, and Schnittke, prevailed in his programs.
Onthe otherhand, the public and critics admired his mastery of “romantic
rubato,” a sign of his fundamental commitment to the Neuhaus school.
All the more unexpected, even for the artist’s fans, were his Mozartian
concert seasons.

Heinrich Neuhaus attributed Mozart to the “divine” composers
(as opposed to the “humane” Beethoven). For him, Mozart’s phenomenal
gift was “an example of the highest ability of the human spirit, the ability
that cannot be spoken about in words, the one you can only admire and
adore bowing your head”. His son, Stanislav Neuhaus, considered Mozart
the most challenging composer to interpret and extremely rarely turned
to him. Ever true to the precepts of his great teachers, Vladimir Krainev

revealed the depth hidden behind the light cheerfulness of Mozart’s
style. His interpretations are equally far from the superficial gallantry of
the “rococo” and the dry restraint of the “harpsichord” sound. A subtle
sense of style kept him from excessive romanticizing as well.

Special mention should be made of Krainev’s performance of the first
pasticcio concertos. The pianist plays them with a dense, rich sound,
without “discounts” for the immature hand of the eleven-year-old
composer. On the contrary, he seeks to realize the potential of the true
Mozart hidden in this music, revealing the originality of each opus.

What makes the ensemble concertos performed by Krainev with his
friends and colleagues Vladimir Viardo and Vladimir Skanavi particularly
attractive is, first of all, the harmony of joint music-making and the
perfect balance of the sound of four and six hands in dialogue with the
orchestra.

The culmination of the concerto series was Mozart’s Viennese opuses,
in which the composer’s and pianist’s genius was revealed in its fullness
and diversity.

Such a large-scale project could hardly be realized without Saulius
Sondeckis. Music journalist Andrei Khripin named him “the Aristocrat
of Music”. The winner of the Gold Medal of the Conducting Competition
of the Herbert von Karajan Foundation (1976) and the Critics’ Prize
of the 6th Berlin Biennale (1977), founder and permanent leader of
the Lithuanian Chamber Orchestra, which was the leading chamber



orchestra of the USSR in the 1970s and 1980s and received international
recognition, Sondeckis possessed a truly unique gift for interpreting
Mozart’s music.

We only have toregret that the recording of this series was not completed.
Alas, Concerto No. 9 (E flat major, KV 271 is the most original of those
written in Salzburg), the dramatic concertos in D minor, KV 466 (No.
20) and C minor, KV 491 (No. 24, the latter was recorded by Vladimir
Krainev with the Moscow Philharmonic Orchestra conducted by Dmitrij
Kitajenko), as well as the late masterpieces KV 488 (No. 23 in A major),
KV 503 (No. 25 in C major) and KV 595 (No. 27 in B flat major) were not
recorded.

“The main thing about Krainev’s talent is his smiley nature, some sort of
extraordinary fullness of life”, musicologist Farida Fakhmi wrote in 1977.
Indeed, there was something Mozartian in the artistic figure of Vladimir
Krainev, in his special gift of communication with the audience, in the
impulsive pianistic nature of his interpretations. The twelve piano
concertos recorded by him left a bright mark on the domestic and
international Mozartiana.

Boris Mukosey
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