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Hrops Oiictpax. Komnekums

Bonbgranr Amazneiit Monapt. CoHaThI 4J1s1 CKpUIIKM U hopTenmaHo
Wrops OticTpax, ckpunka

Haramus 3epuanosa, popmenuaro

HOuck 1

CoHnara 151 ckpunku u ¢oprenuano N2 17 JIo maskop, KV 296

1 LAllegrovivace. . . . . . . . . . i it e 4.19
2 [I. Andantesostenuto . . . ... .. .. ... ...t 5.07
3 III.Rondo.Allegro . . ... ... ... . .. ..., 3.57
Conara st ckpunku u ¢poprenuano N2 18 Conb maskop, KV 301

4 ILAllegroconspirito . . . . ... ... ... ... 5.35
5 ILAllegretto. . . . . . . . o i i e e e e e 3.32
Conara st ckpunku u ¢poprenuaro N2 19 Mu-6emonb maxkop, KV 302
6 LAllegro. . . .. . . . e 5.40
7 II. Rondo. Andante grazioso. . . . . . . .. ...t 5.57
Conara st ckpunku u ¢poprenmaro N2 20 To maxkop, KV 303

8 I.Adagio—Allegromolto . . ... ... ... .. ........... 4.58
9 II. TempodiMenuetto . . . . .. ... ... ... ... .... 4.28
Conara njist ckpunku u oprenmano N2 21 mu munop, KV 304

10 LAIlegro. . . . oo vt e e e e 7.23
11  ILTempodiMenuetto .. ... ... ...... ... .u... 6.07

O6ee Bpems: 57.08

3ammch 1979 T.
3Bykopexuccep — Ansapp [llaxHazapsH

Igor Oistrakh. Collection

Wolfgang Amadeus Mozart. Sonatas for violin and piano
Igor Oistrakh, violin

Natalia Zertsalova, piano

Disc 1

Violin Sonata No. 17 in C major, KV 296

1 [LAllegrovivace . . . . . . . . . . . i 4.19
2 II. Andantesostenuto . . . . .. ... ... ... ......... 5.07
3 III. Rondo. Allegro. . . . . ... ... .. ... ... 3.57
Violin Sonata No. 18 in G major, KV 301

4 I.Allegroconspirito . . . ... ... ... ............ 5.35
5 ILAIlegretto . . . . . . . . . . . et e it 3.32
Violin Sonata No. 19 in E flat major, KV 302

6 LAllegro . . . . . . . . . . e e 5.40
7 II. Rondo. Andante grazioso . . .. ... ... .......... 5.57
Violin Sonata No. 20 in C major, KV 303

8 I. Adagio - Allegromolto . . . . . . ... ... ... ....... 4.58
9 II. Tempo di Menuetto. . . . . ... ... ... ... ....... 4.28
Violin Sonata No. 21 in E minor, KV 304

10 LAllegro . . . . . . o o e e e e e 7.23
11  IL.Tempodi Menuetto. . . . . ... ... .. ... ........ 6.07

Total time: 57.08

Recorded in 1979.
Sound engineer — Edvard Shakhnazaryan



Iuck 2

Conara st ckpunku u ¢poprenuano N2 22 JIs maxkop, KV 305

1 [LAllegrodimolto. . . ... ... ... ... .. . .. ... .
2 I1. Tema con variazioni. Andante grazioso. . . . . . .........
Conara st ckpunku 1 ¢poprenuano N2 23 Pe maskop, KV 306

3 [.Allegroconspirito . . . . . ... ... ...
4 IIl. Andantecantabile. . . . .. ... ... ... .. ... .. ... ..
5 ML Allegretto . . . . . . . . . i e e e et
Conara 1uist ckpuniku 1 ¢poprenuano N2 24 ®da maxkop, KV 376

6 LAllegro. . . . . . . . e e
7 ILAndante. . . . . . . ... e
8 I1I. Rondo. Allegretto grazioso
Conara st ckpunku u ¢poprenuano N2 25 da maskop, KV 377

9 LAllegro. . . . . . . . e
10 IL.Tema.Andante. . . ... .. .. .. ..t eneenenn.
11 III. Tempo di Menuetto, un poco Allegretto . . . . . ... ......

O6ee BpeMs: 64.22

3ammch 1979 1.
3ByKopexuccep — daBapp, lllaxHazapsiH

Disc 2
Violin Sonata No. 22 in A major, KV 305

1 I.LAllegrodimolto. . . . . ... ... ... ... .. ....... 3.06
2 II. Tema con variazioni. Andante grazioso . ........... 7.42
Violin Sonata No. 23 in D major, KV 306

3 I. Allegrocon spirito. . . . . . ... ... . ... ... ... 5.13
4 II. Andante cantabile . . . ... ... ... ............ 6.27
5 III. Allegretto. . . . . . . . . . i i e e e e e e 6.48
Violin Sonata No. 24 in F major, KV 376

6 LAllegro . . . . . . . . . e e e 3.42
7 I[I.LAndante . . . . . . . ... i 5.51
8 III. Rondo. Allegretto grazioso . . . . . . .. ... ... ..... 6.19

Violin Sonata No. 25 in F major, KV 377
9 LAllegro . . . . . . . . . . e e e 4.12
10 Il.Tema.Andante . . . ........ ... .0,
11  III. Tempo di Menuetto, un poco Allegretto. . . . . . ... ...

Total time: 64.22

Recorded in 1979.
Sound engineer — Edvard Shakhnazaryan



Hduck 3
Conara 111 ckpunku 1 ¢oprenuano N2 26 Cu-6emonb makop, KV 378

1 [.Allegromoderato. . . .. ... ... . i 6.10
2 I1. Andantino sostenuto e cantabile . . ... ............. 6.17
3 [II.Rondo. Allegro . . . ... ... ... ... 4.05
Conara s ckpunku 1 poprenmuano N2 27 Coap maskop, KV 379

4 [.Adagio—Allegro . . . ... ... ... . . ... 731
5 I1. Tema. Andantino cantabile — Allegretto . . ... ......... 9.00
Conara aj1s1 ckpuniku 1 poprenmano N2 28 Mu-6emosnp maskop, KV 380
6 LAllegro. . . . . . . . e 4.57
7 II.Andanteconmoto. . . . .. .. ... i 5.52
8 III.Rondo.Allegro . . ... ... ... . . . ... 4.19
Conara st ckpunku u ¢poprenuano N2 32 Cu-6emonb maxkop, KV 454

9 LLLargo—Allegro . . . . . . . . . o i e e 6.02
10 ILAndante. . . .. ... it i e 747
11 IILAllegretto . . . . . . . . it i e e e e e e e 6.38

O6ee BpeMs: 67.44

3ammcu: 1976 (9-11), 1979 (1-8) rr.
3Bykopexuccep — InBapp LlaxHaszapsH

Disc 3

Violin Sonata No. 26 in B flat major, KV 378

1 I.Allegromoderato . . . . ... ... .. ... ... ... ... 6.10
2 II. Andantino sostenuto e cantabile . . . . ... ... ... ... 6.17
3 III. Rondo. Allegro. . . . . . .. ... i, 4.05
Violin Sonata No. 27 in G major, KV 379

4 I.Adagio-Allegro . ... ... .. ... .. .. .. ..., 7.31
5 II. Tema. Andantino cantabile — Allegretto . . . . ... ... .. 9.00
Violin Sonata No. 28 in E flat major, KV 380

6 LAllegro . . . . . . . . . e e e 4.57
7 II. Andanteconmoto . . . ... ... ... ... ... 5.52
8 III. Rondo. Allegro. . . . . ... ... .. .. ... 4.19
Violin Sonata No. 32 in B flat major, KV 454

9 I.Largo—Allegro. . . . . . . . . . . .. . .. ... .. 6.02
10 ILAndante. . . .. ... ... ... 747
11 1L Allegretto. . . . . . . . . o i i e e e e e e 6.38

Total time: 67.44

Recorded in 1976 (9-11), 1979 (1-8).
Sound engineer — Edvard Shakhnazaryan



Iuck 4

Conara 111 ckpuniku 1 ¢oprenmano N2 33 Mu-6emonns maskop, KV 481

1 LAllegromolto. . ... ... ... ... .. ..., 5.40
2 ILAdagio. . . . . . . . e e 9.20
3 III. Tema. Allegretto . . . . ... ... ... ..., 6.25
Conara s ckpunku 1 poprenmnano N2 35 JIs maskop, KV 526

4 LMoltoAllegro. . . . . . . . . . i e e 4.56
5 ILAndante. . . . . . ... ... e 6.59
6 IMLPresto . . ... o v i i it e e e e e e e e et e e e 6.32
Conara st ckpunku u ¢poprenuaro N2 36 @a maykop, KV 547

7 [.Andantecantabile . . ... ......... ... .. ... ..... 3.40
8 ILAIleGro . . . . . . o e e e e e e 4.31
9 III. Andante con variazioni . ...................... 5.54

O6ee Bpems: 54.01

3ammch 1979 1.
3ByKopexuccep — daBapy lllaxHazapsiH

Disc 4
Violin Sonata No. 33 in E flat major, KV 481

1 LAllegromolto . .. ... ... ... ... ... .. 5.40
2 IILAdagio. . . . . ... . i 9.20
3 III. Tema. Allegretto. . . . . . ... ... ... .. .. ..... 6.25
Violin Sonata No. 35 in A major, KV 526

4 [.MoltoAllegro . . . . ... ... .. ... 4.56
5 IILAndante . . . . . . . . . . . . . . e 6.59
6 IMLLPresto. . . . . . o v it e e e e e e e e e e e e e e 6.32
Violin Sonata No. 36 in F major, KV 547

7 I. Andante cantabile. . . . ... ... ... ... . ...... 3.40
8 ILAIlegro. . . . . . v i e e e e e e 4.31
9 III. Andante convariazioni . . . . ... .............. 5.54

Total time: 54.01

Recorded in 1979.
Sound engineer — Edvard Shakhnazaryan



«Hzopio Olicmpaxy. Benukomy CbIHY 8e7UK020 0MYa» — TaK HAATIMCAI €My CBOIO
(ororpaduio Orro Knemmepep. 13 Bcex COBETCKMUX CKpUITaveli TONbKO Uropb
OricTpax yaoCTOUICS YeCTU UTPaTh MO, yIIpaBIeHMeM BeTMKOTO MasCTPO.

My3bIKaJbHbIE IMHACTUM — PACIPOCTPAHEHHOE SIBJIEHNE; HO CKOJIb PEIKO
CbIHY, YHACJIe[OBaBIIEMY MHCTPYMEHT, YIA€TCsS «BBIATU U3 TEHU» CBOETO
ponutesnsi! He TOBOpST y’ke O TOM, YTOObI CTaTh IOTHOCTbIO CAMOCTOSITEITb-
HOJi pUrypoit, HE3aBUCUMOI «€IUHUIIEN» B MY3bIKaJIbHO-MCIIOHUTETHCKOM
MCKYCCTBe.

«B nocne-nazaHuHuesckyio 3py Oticmpaxu 0bL1u nepesiM NpuMepom CKpund-
ueli — omya u cviHa, 00OUBUILXCS KAPbeP CONMUCMO8 MEHOYHAPOOHO020 YPOBHS»,—
mMcaa Ha mcxome XX CTOMETUSI aMepUKaHCKuii KpUTUK I'enpu Pot. Ho yke
B 1962 romy, mpencrasmsisi Viropst OvicTpaxa u3panibCckoii mybnuke (136a-
JIOBAHHOM TaCTPOISIMU BEIMYANIINX CKPUTIAUEl 3TMO0XM), PElleH3eHT MUcasl
0 HEM KakK 0 «M0/1000M cKpunaue, KOmopblii yx#e docmue vicouatiuiezo 8 mupe
CKPUNUYHO20 UCKYCCMeda 6 cgoem co6cmeeHHOM npase». Kak apTucTa «B CBoeM
coOGCcTBEHHOM mpaBe» mpusHamu Mrops Oiictpaxa ITa6mo Kasanbc, HeogHO-
KpaTHO TMpUIJIAIlaBIINii ero Ha CBOV My3bIKajbHbIV decTuBanb B I[Ipane;
Uerynu MenyxuH («Mbt 8ce npocmo entobeHsl 8 Heopsi — oH uepan 3dece Kak
aMeen u Kak dvs60s1»,— mvcan oH JlaBuay Oiictpaxy); OTTo Knemnepep, mosxke-
JIaBIIMIA UCIIOMHUTDL C HUM KOHIIepT beTxoBeHa B JIOHIOHE; aMepUKaHCKUI
umrpecapuo Con FOpok, oprannsoBasiumii ero 1e6wt B KapHeru-xome...

I/IFOpb OVICTan peann3oBaa ce0s He TOJIbKO B KauecTBe KOHLIEPTUPYIOIIETO
CKpuiiada, Urpasd Ha aJibTe, BbICTYIIAS 3a AMPUIKEPCKUM ITYJIbTOM, IlepegaBast

OIIBIT MacCTepa YYE€HMKdM, OH OCTaBaJiICA MY3bIKAHTOM C HEIIOBTOPMMbIM
MCITIOJIHUTEJIbCKUM IMOYEPKOM, MHAMBUAYAJIbHBIM B3IVIAA0M Ha pEIIepTyap,
COOGCTBEHHBIM OTHOIIEHMEM K MY3bIKaJIbHOMY UCKYCCTBY.

«E20 8v160p ObL1 npedHauepmar cyov0oli c camozo demcmea»,— ¢ 3Toi Ghpasbl MPU-
HSITO HAUMHATh 6Morpaduy My3bIKaHTOB-«HACIETHUKOB». [IepBbIM I1e1aroroM
Uropst crana yuenuta Ilerpa Cronspckoro AHHA 3MIbOepIITeiiH, KOTOPYIO
cMeHmna Banepust MepeHOIIOM — OHA M3 aBTOPUTETHEMIINX CKPUTMYHBIX
nefaroroB MOCKBbI, PyKOBOAMBILAS KJIACCOM CKPUIIKM B HEAABHO OTKPBIB-
mieicst LleHTpanibHOM MY3bIKQJIbHON 1IKOJIe TPy MOCKOBCKOM KOHCEpBAaTOPUN.
OpHako B 8-7eTHEM BO3pacTe MajbuMK MPUHST CEPbe3HOE pellleHye — OCTa-
BUTb CKPUIIKY U TIepeiiTi Ha popTenmaHo: M3B/IeKaeMble MM 3BYKM pa3odyapo-
BBbIBA/IN €10 («8edb ps00M U3YMUMETIbHO 38YUdNd CKpUNKa omualy).

Bo Bpemst BoiHbI cemMbst OMCTpaxoB 3BaKyMpoBanach B CBepAIOBCK, TaAM XKe
oxkasascs u [Terp Cronmsspckuii. Y3HaB, UTO ChIH €T0 JIyUIIero ydyeHuKka 6po-
CUJI CKPUIIKY, JIETeHAAPHbBIN MacTep pelni caM MO3aHUMAThCS C HUM —
" 3a TpU Mecsia copepmmi uyyno! HaumHawmuii My3bIKaHT CHOBA TOBEPUI
B ceOs1 1, BepHYBIIMCh ¢ MOCKBY, Tpom ok obyuenne B IIMIII ¢ yaBoeH-
HBIM ycepaueMm. Pe3ynbTaThl He 3acTaBwin cebs kaathb — 14-netHuit Uropb
OricTpax GecTsiIie OThIrpa BeCeHHMI 9k3amMeH 1945 roaa, ero uCIoJHeHNe
KoHLepTa Kapomns JIMIIMHBCKOTO 3aCTaBUIO OTIA IIPOCIe3UThCS. B TOM ke
nmobeqHoM rogy B MockBy, 1o npuriamieHuio Tasuma OiicTpaxa, mpuexant
Ha ractponu Werynu MenyxuH. «E20 Henoemopumas uHousudyanibHoCmo, —
npusHaBasics mo3ssxke Uropp OjicTpax,— cosepuiunia nepedopom 6 moeli oyuwe:
A pewus cmams ckpunadom!»



Hewusrnagumoe BreuaTieHue OCTaBW/Ia U YCIbIIIAaHHAS BO BpEMSI BOMHbI
3anuch BeICcTyIIeHus Smm Xeiideria. Ho rmaBHbIM yunTenem CTal oTell,
KOTOPBIV B3I CbIHA B CBOJ KOHCEPBATOPCKUI KJIACC U C KOTOPBIM OH
BIIepBbIe BBICTYNII B 3a7le MOCKOBCKOTO /loma yueHbIX B 1947 romy.

C OTLIOM KaK CKpUIIa4oOM U guprskepom Uropp BbICTYIIA BIUIOTh O €ro
cmepTu B 1974 rony. «Kozda mbl uzpaem emecme, Mbl He omeu U CblH, Mbl —
MY3bIKAHMbL, — TOBOPUJI OH B UHTEPBBIO. — Mbl He owywaem pasaudus uiu
cxoocmea, kKomopble gudsam 6 Haulell uzpe dpyzue». Maso K Komy [aBup
OiicTpax-megaror 66T TaK CTPOT U TpeboBaTeNeH, Kak K COOCTBEHHOMY
CcbIHy. HO yKe ¢ mepBbIX CAaMOCTOSITEIbHBIX BbICTYIUIeHU (B 1948 romy
cocTosizicss ero AeboT B BosbiioM 3ae KOHCepBAaTOpUM: MPO3BydYasa
«Mcnanckast cumdonust» dayapaa Jlano) B urpe Urops OjicTpaxa mpo-
SIBUJICSI BBICOKMIA TIpodeccroHanu3M, peaKuit Ijsi CTOJIb IOHOTO MY3bI-
KaHTa. besympeuHas TexHUKa, apTUCTU3M, SICHAsI ¥ 3aKOHYEHHas
TPAKTOBKA KaXXAOTO TPOU3BENEHUS IOTIONHSIUCh SIPKO BbIPAKEHHOMN
UHAVBULYATbHOCTBIO, OT/IMYABIIENCS OT MCIOIHUTENIbCKON MaHepbl
ero otua. Ctuib urpsel Miropst OiicTpaxa 6b11 601ee OCTPbIM, IpaMaTUd-
HBIM, YTO OBIJIO OCOOGEHHO 3aMETHO B MHTepIIpeTanyu My3blku XX Beka.
B TOM 3Ke romy OH C yCIIeXOM OCYILIEeCTBUJI MOCKOBCKYIO IIpeMbepy KOH-
uepra JImutpus KabaneBcKoro, BbI3BaB MHTEpPEC K 3TOMY COYMHEHUIO
y npyrux ckpuriaveii; B 1960 romay BriepBbie B CCCP 1my6G/IMYHO MCITOTHUI
BTOPOJi KOHIIepT benbl BapToka, My3bIka KOTOPOTO A0JITMe rOAbl TPaKTH-
YyecKM He 3Byuasia B Hallleli crpaHe. B pertepryape Uropst Oiictpaxa 6b1in
Ipou3sBeneHNUss KOMIIO3UTOPOB TPeX CTOJNETUil — OT AHTOHMO BuBanbanu
0 daBapza dirapa.

B 1949 romy Mrops OiicTpax cran mobemureneM MeskIyHapOIHOTO KOHKypCa
Ha (ecTMBasie MOJIOIEXM U CTYIeHTOB B Bynarernire, pasgenns I nmpemuto
¢ dmyapmoom I'padom; B 1952 romy 3aBoeBasi I mpeMuio Ha BO3POKIEHHOM
rocJie BOMHbI MexxayHapogHOM KOHKypce uMeHu I. BeHsBckoro B [To3HaHM.

ITepBble 3apybeskHbIe IacTPOIM CKpPHUITaua COCTOSTMCh B 1953 romy B JIOH-
noHe. B 1959-m Uropsp OiicTpax BrepBbie BbICTYII B Bpiocceste, rae yaoo-
CTOWJICS ayAMeHILIMU KoposieBbl Enn3aBeThbl (MHOTO JIET CITYCTSI OH BepHeTCS
B 9TOT ropof, cTaB rpodeccopom bproccenbckoit KoHcepBaTopun). Uepes Tpu
rofia COCTOSUTUCh ero TpuyManbHbie BoicTyIuieHus: B CIIA. «Y napHs ecmbp
ecé,— nucan Jasuay OiicTpaxy BbIOAIOIIMNIACS aIbTUCT YUIbsIM IIpumpoy3,—
MmexHuKa, HamypaivHas Kpacoma moHa, My3sIKabHOCMb U, 8 MO e 8pems,
UHOUBUAYANLHOCMb U €CMeCcme8eHHOCMb WapMa»; OH Ke 3aCBUETebCTBO-
BaJI BOCXMIIIEHHYIO0 peakuuio S Xeiidelia, moceTusilero oba KOHIiepTa
Wropst Oiictpaxa B JIoc-AHmskenece. «OH MeHs U 8cex HAc nopasu ceoeli uyo-
Holi uzpoti, a Ha acmpade oH 8vlenA0UM Kak Anoinou»,— mpusHasascsi Ebpem
LInm6anmcr.

Urops OiicTpax BeICTyIIaA B cTpaHax EBpomnbl u FOskHOI AMepuKi, B ABCTpa-
mu u dnoHuu; murpan nox yrpasiaeHuemM @. Kousuunoro, I1. Kimerku,
M. Capmskenra, I. ¢on Kapasna, I. Illontn, K.-M. Ixynuuau, C. On3asbl,
JI. Maasens, 3. Metsl, 0. Opmanan, H. Paxnuna, E. CBeTiaHoBa, K. KoH-
opaiinHa, P. Bapmias, I. PoxkgectBeHckoro, B. @emoceeBa. B ero KoHiiepTax
U 3amucsx ygactBoBaiu Bukrop IukaiizeH, BamentnH XKyk, EBrenuit AibT-
MaH, bamma JaBupoBuy, AHTOH 'MH36ypr, My3bIKaHThl KBapreta mmeHu
. IlTocTakoBuya.



C nHavana 1960-x romoB M BIJIOTh A0 CBOEro TOCJAeOHEro KOHIlepTa
B 2008 rogy Urops OiicTpax BeICTYTAJ C Cynipyroit Hatanuei 3epianoBoit
(1930-2017) — BbIITyCKHULIEY MOCKOBCKOVI KOHCEpBAaTOPUM I10 KJIACCy IIPO-
(eccopa SIkoBa ®dnuepa. B ee uiie ckpuay Hallesn uaeaabHOTO IapTHepa,
«ypsl O1ecmaAwas MmexHuxa, My3slKAJIbHOCMb U 8epHOe UYBCMB0 aHCambs
ObLIU HA 0OHOM YpOoBHe C 00OCMOUHCMBAMU CKpunaud»,— OoTMeday peleH-
3eHT Los Angeles Times. 3a CBOIO MMEPBYI0 MACIITaOHYIO paboTy — IMOIHYIO
3alMCh CKPUMOMUYHBIX COHAT JllomBura BaH beTxoBeHa, OCYIeCTBIAEHHYIO
B 1969 romy — Urops Oiictpax u Hatanus 3epiiasioBa GbUIM YIOCTOEHBI
TOYeTHOro ujeHcTBa berxoBeHckoro ob6bmiectBa B bonHe. KomruiekT
u3 16 cKpunuUYHbIX cOHAT Bonbdranra Amamess MolapTa, 3anMcaHHbII
B 1976 n 1979 romax, 6p1 OTMeueH npu3oM BeHckoro ob6iectBa Wiener
Flotenuhr. B 1987 rogy My3bIKaHTbI OCYII€CTBM/IM 3aITMCh IIIECTY COHAT JJIsT
CKpUITKM U KiaBecuHa MoranHa CebactbsiHa Baxa, B 1990 romy 3amnmcanu
BCe CKpUIIMYHbIE COHATHI MloranHeca bpamca.

Kaxkapiit M3 9TUX KOMIUIEKTOB MPUHAAJIEXUT K BBICIIMM OCTVDKEHUSIM
UCIIOJTHUTENIbCKOM AestenbHOCTU Uropst Orictpaxa. Ho, 1o cBUaeTenbCTBY
YYEHMKOB, CAM apTUCT C OCOOBIM TpPEIeTOM OTHOCWJICS K 3aryucyu Molap-
TOBCKMX COHAT — CBOEMY KpyIMHellleMy TPyAy B 3BYKO3aIllMCU 3a BCIO
60-JIETHIOIO MCIIOJHUTENBCKYIO IesITeIbHOCTb. MouapT He cpa3dy 3aHsuI
IIEHTPaJIbHOE MECTO B €r0o perepryape, HO CO BTOPOU MOMOBUHBI 1970-x
OiicTpax cTaj peryaspHO o0pamaTbCs K 3TUM COHAaTaM B KOHIIEPTax
M HACTOMUYMBO PEKOMEHOOBaTh MX ydeHuKam. OcyiiecTBieHHast Gosee
40 net Ha3ax, 5Ta 3aIUCh U CETOAHS CIIY>KUT STAJIOHOM «aKaJeMUueCKoro»
MOJIX0/Aa K TPAKTOBKE KaMEePHO-UHCTPYMEHTAIbHOM My3bIKM Mo1iapTa.

B mHCTpyMeHTanbHOM Haciaenuyu Bonbdranra Amamess Momapra COHaThbI
71T CKPUIIKM M KJIaBMpa 3aHMMAIOT BTOpPOe MeCTO Iociae CUMGbOHMUIA.
IlepBast cepust coOHAT ObLIa OITyOJMKOBAHA €ro OTIIOM Kak «opus 1», Korma
BonbdraHry 6610 BCero 1mecTb jeT. B 3To BpeMsi CKpUIMTMYHOe MacTepCTBO
«Jymo-pebeHKa» y>ke BOCXMINAIO BJacTUTeNelt EBpOIbl He MeHbllle, YeM
urpa Ha KiaaBupe. Bcero B nepuon, 1762—-1766 romos, BO BpeMsI KOHIIEPT-
HBIX ITyTeniecTBuii B 'aary, ITapusk v JIOHZOH MM 661710 HamMcaHo 16 coHat
«JJ151 KJIaBeCHHA C COMTPOBOXKAEHMEM CKPUIIKM».

BepHyBmiuch B 3ambuOypr, MomapT NOMyYMJ OOKHOCTh CKpUIIaya,
a TI03Ke — KOHIIepTMeiicTepa B KHSIKECKOV Kareiuie. Bo Bpems mpe6bI-
BaHMg B Uranum MouapT yCUJIeHHO 3aHUMMAJICSI CKPUIIUYHOWM WTPOI;
B 1775 rogy Hammcan B 3aiblOypre MSITh CKPUIMMYHBIX KOHIIEPTOB. «Tbl
cam He nodo3pesaellb, Kak mol XOpOWlo Uzpaetlb Ha ckpunke, — rcain 20-yeT-
HeMy MoliapTy oTelr, — crmoum me6e oyeHums camozo cebs no docmouHcmay,
cmoum meoe 8J10XUMb 8 C8010 Uzpy 0MOeNKy, cepdeuHoCmyb U 0yX, Npaso, mol
OvL11 Obl nepevim ckpunauom 8 Eepone». ABTOp dyHmamMeHTaabHO «IIIKOJIBI
CKPUIIUYHOI UTPBI», JIeomonba MouapT skeiaji BUAETh B CbIHE TeHUAIbLHOT'O
ckpurnava-suprtyosa. Ho Kk Tomy BpemeHu MouapT oxagel K CKpUIIMUYHON
Urpe, cIejaaB BbIOOP B I0Jb3Y YCOBEPIIEHCTBOBAHHOTO «MOJIOTOYKOBOTO
KJIaBupa».

Tem He MeHee B 1778 rofy OH BEpHYJ/CS K >KaHPY CKPUIIMYHON COHATBHI,
ONy0O/IMKOBaB LIECTb «TyJTOB IJIs1 KJIaBupa M CKPUIIKM» (CHOBA IIOJ, «OIy-
coMm 1»), HanmucaHHbIX B MaHreiime u Ilapuske. 3a 12 jeT BYHIOEPKUH],
BBIPOC BO B3POWIOr0 apTUCTAa, HAUMHAKOIINI KOMIIO3UTOP CTajl 3peJbIM



MacTepoM. B KopHe M3MeHMIaCh U POIb CKPUIIKM: «0OaMraTHAs» MapTus
obpesna cBOO6OAY COIBHOTO BbICKA3bIBAHMS.

PaBHOmpaBueM CKpUIIKM M KjaaBMpa Hpusiaekau Mouapra OysTbl Ipe3-
IeHCKOro KamesnbMmejicrepa Moseda Illycrepa, craBume OTIIPaBHO TOU-
KO ero BnoxHoBeHus. ITocbitas HoTol lllycTepa 13 MaHrelima JOMOM, OH
obelfas HamMcaTh IIECTh COHAT «B TOM 3Ke myxe». [lepBas CKpuUIMYHAs
conarta JIo maskop (KV 296) 6buta HamicaHa AJj1s1 HAUMHAIOIEel MMaHUCTKA
Tepe3ss! IIbepoH, Jouepu MaHTeitMCKOro ropkamep-coBeTHuka Ceppapu-
yca (B JoMe KOTOPOTO OCTAaHOBUJICS MOLapT); B Heil CKPUIIKA IOPOii ellfe
pobeeT MpeTeHI0BaTh Ha JIMAMPYIOIIYIO POJb, OCTaBasICh B TEHU KIaBuUpa.
Cnenyrormiye miectb coHaT (KV 301-306), HauaTbie B MaHreiime, ObLIM OITY-
6JIMKOBaHbI TTO3HEE C MOCBsIeHeM KypdropcTuHe rdanbiickoii Enmsa-
BeTe Mapuu, cympyre 6aBapckoro Kypdopcra Kapna Teomopa. B ITapuke
MouapT monyuma 3aka3 Ha aHcaMOnu ¢ ydactueM GIeiTbl, KOTOPbIi
OTKPOBEHHO TSATOTWUI ero. «Kak Bsl 3Haeme,— mycan OH OTILy U3 QpaHILy3-
CKOV CTOMUIIbL,— I Myner, eciu MHe Npuxodumcs ece spemsi nucame 0ns
HeKoe20 UHCmpymeHma (Komopulli 1 mepnems He M02y); C1€008aMenbHO,
apemsi om epemetu s 011 nepemeHbl COUUHSL YMO-HUOYOb UHOE — KNABUPHbLE
0y3mbl CO CKPUNKOTi».

3a uckIOUeHneM Ioc/IeIHel, HarmcaHHo B [lapuske, Bce «Idanbiickme»
COHAThI IByX4yacTHbI. B [Tapmke 6bUta 3aKOHYEHA M COHATa MU MUHOD,
KV 304 (HemocpencTBeHHO Iepe[ COUMHeHMeM 3HaMeHUTO dopTennaH-
HO¥ COHATHI Jist MUHOP). OFHAKO OHA COBEPIIIEHHO MHAS 0 HACTPOEHUIO —
e€IVMHCTBEHHBIN pa3 06paTUBIINCDH K 9TOV TOHATBbHOCTU, MOIIapT OCTaBWII

Mpou3BeieHe, UCIIOTHEHHOe TTyOOKOJ MeJaHXOJIMM; OHA TOCIOACTBYET
¥ BO BTOPOJ1 YaCTH, BeCbMa J1aJIeKOi OT «MeHYyITHOIO» IIPOTOTHUIIA. BeHua-
I0IIasi MOLIAPTOBCKMUI «OMycC 1» TpexyacTHas coHaTa Pe maxkop, KV 306 —
MOJIMHHO KOHLIEPTHOEe COUMHEeHMe, C HAaCTOosIIell «KaJeHI1el» B puHane
(B KOTOpOJ y4acCTBYIOT 00a MCITOJIHUTENS); MaciiTaboM M 6ieckoM OHa
MpeJBOCXUINAET BEHCKIE OITYChI.

Conara Cu-6emonb Mmaxkop, KV 378 6bl1a HamymcaHa 1mocjie BO3BpalieHust
B 3asb110YpT, B Havase 1779 roga — mo-BUAMMOMY, IJIS OTI[A M CECTPBI (UTO
0OBSICHSIET HECKOJIBKO «IOMAITHMII», 3aIyIlIeBHO MHTUMHBI TOH HaYaTb-
HOJi TeMbI, KOTOPBI 3a/1aeT XapaKkTep BceMy COUMHEeHUI0). BMecTe ¢ yromsi-
HyTOI coHaToM KV 296 nyeThipbMSsl, HaniMcaHHbIMM y3Ke B BeHe (KV 376,377,
379 u 380), OHM COCTaBU/IM CIEAYIONIYIO MyOaMKaLyio MolapTa — «0Imyc 2»,
M3JaHHYIO0 B BEHCKOM M3aTe/IbCTBe «ApTapusi» B HostO6pe 1781 roga. «dmu
COHamol — eQUHCMBEHHbL 8 C80eM pode,— TICall aHOHMMHBIN pelieH3eHT raM-
OyprcKoro My3bIKaJIbHOT'O sKypHasia B 1873 rogy.— OHu u306u1yiom HO8bIMU
MbICAAMU U CBUAEMENbCMBYIOM 0 8EJIUKOM MY3blKANbHOM 2eHUU aemopa. OHu
Onecmawu u coomgemcmayom npupode uHcmpymenma. Ilpu 3mom akkomna-
HeMeHm CKpUnKu mak UckKycHo Ces3aH ¢ napmueti Knasupa, umo o06a uHcmpy-
MeHma mpebyiom Heocnabesaouezo BHUMAaHuUs... 30ecb He00X00uM cKpunau
CMOJIb Mee CO8EPLUEHHDIL, KaK U NUAHUCM».

B BeHCKMX COHATax, BXOASIIUX B «<OpUS 2», IOCTUTHYTA «COBEPUIEHHAS 2ap-
MOHUSL MeHOy NOIMUUYeCKUM U KOHUEPMHbIM, 8UPMYO3HbIM 3I/1EMEHMOM»
(Tepman A6Gept). [Ipy 3TOM Kaxkgasi M3 HUX BOMCTUHY «eOMHCTBEHHAasI
B CBOEM pOfie»: TaK, HallMCaHHbIe, OUeBUTHO, MOAps coHaTbhl KV 376 u 377



COBEepIIEeHHO I10-Pa3HOMY pPacKpbIBAlOT aypy TOHaJbHOCTM Da Maxkop.
B mepBoii rocrofcTBYeT pafocTHas 6e3MITeXKHOCTh, B TO BpeMs KakK BTO-
pasi CKpbIBaeT MpavyHyI0 CKOpOb B BapualusIx cpefHei yactu. Ipamatu-
yecKoe HallpspKeHyue MeJlJIeHHbIX YacTell OTIMJyaeT U IBe IPyTye COHAThI,
HO CTPYKTypa JIBYXYacTHOro ((akTuuecku TpexuacTHoro) muukiaa KV 379
HeOXMJaHHa Jaske njst MomapTa — TopykecTBeHHas rnatetuka Adagio 6yk-
BAJIbHO CMeTaeTCsl UIKBAJIbHBIM MOPBIBOM MsTexxHOTo Allegro; dwmHamb-
Hble Bapualyy ypaBHOBEIIMBAIOT OOIIYI0 TapMOHMIO.

Conara Cu-6emornb Maskop, KV 454 6bi1a counHeHa B 20-X uMcIax ampesst
1784 roma gisi coBMeCTHOrO KOHIIepTa ¢ PemkuHoi CtpuHa3akku. Pockomi-
HbIt 671eCK BHEIITHE OTAEeNKH, C MTOAIMHHO CMM(OHMUECKUM pa3MaxoM Iep-
BOJf 4acTM U TeBydYeil KaHTUIeHO# Andante (TlepBOHaYaJIbHO aBTOP XOTe
0603HauNTh ee Adagio) — cBoeobpa3HbIil KOMIUIMMEHT OT Motiapra 20-y1eT-
Hell UTANbSHCKOW CKpUIIAuKe, KOTOPOW TMPENCTOSUIO MOKOPUTh BEHCKYIO
y6iuKy («OHa uzpaem ¢ 6onbUWUM UYBCMBOM U 8KYCOM»,— TIACAJ OH OTILY).

ConHatsl Mu-6emoinb maskop, KV 481 (mekabpb 1785 roga) u JIs maskop, KV
526 (1787), nanm koTopoit Mouapt paboran B may3y Mexay «MaeHbKO
HOUYHOJ cepeHaaoli» 1 omnepoii «[loH JKyaH», BEHUAIOT CKPUIIMYHOE TBOP-
YyecTBO KOMITO3UTOpa. CTPOroCcTh MY3bIKa/IbHO-BbIPA3UTENbHBIX CPEICTB
(TI0 CpaBHEHMUIO C MPEeAbIAYIMMY COHATaMM) KOMIIEHCUPYETCST TIpeieNb-
HOJM MHTEHCUBHOCTbIO UMX BHYTPEHHEro pasBUTHUS, MPeIBOCXUINAS IBO-
JIIOIIMIO JKaHpa B TBOpUuecTBe beTxoBeHa. VI cHOBA IIEHTP TSDKECTU TMafaeT
Ha MejieHHbIe yacTy 1MKia. B Andante coHatsl KV 526, 1o MHeHMIO AJTb-
dbpena ditHIITEViHA, «DdOCMUZHYMO MAaKoe pagHogecue 00yXomeopeHHoCmu

u macmepcmea, Kaxk ecau 0st boz-omeu Ha MzHOB8eHbe OCMAHOBU MUPOBOE
osuceHue u ecem 000pbIM 1H00SIM Jasl 8KYCUMb 20pbKoli ciadocmu 6uimusi».

IMocnenusis ckpunmuHasi coHara ®a maskop, KV 547 HaszBaHa aBTOpOM
«MaeHbKOTl KAABUPHOTI COHamOli cO CKpUNKoti 01 HAUUHAWUX». 3a UCKJIIO-
YyeHMeM KpPaTKOii MepBOoii YaCTu, CKPUIIKE 3/1eCb CHOBA OTBeJleHa COIMTPOBO-
kpatoiast ponb. CylllecTByeT aBTOPCKOe TepeoykeHre BTOPOI YacTu JIJist
(oprenmano cosno.

Bopuc Myxkoceti



“To Igor Oistrakh. To the great son of the great father”. This is how Otto
Klemperer inscribed his photograph for Igor. Of all the Soviet violinists, only
Igor Oistrakh was honored to play under the baton of the great maestro.

Musical dynasties are commonplace, but how rarely a son who inherits an
instrument manages to “comes out of the shadow” of his parent. Not to
mention becoming a completely independent figure, an independent “unit”
in the musical and performing arts.

“In the post-Paganini era, the Oistrakhs were the first example of violinists —
a father and a son — who achieved international careers as soloists”, wrote the
American critic Henry Roth at the end of the 20th century. But already in
1962, introducing Igor Oistrakh to the Israeli public (spoiled by visits of the
century’s greatest violinists), the reviewer wrote about him as “the young
violinist who has reached the highest violin art in the world in his own right”.
Igor Oistrakh was recognized as an artist “in his own right” by Pablo Casals,
who repeatedly invited him to his music festival in Prada; Yehudi Menuhin
(“We all are simply in love with Igor — he played here like an angel and like
a devil”, he wrote to David Oistrakh); Otto Klemperer, who wished to perform
the Beethoven concerto with him in London; and the American impresario
Sol Hurok, who organized his Carnegie Hall debut.

Igor Oistrakh fulfilled himself not only as a concert violinist. Playing the
viola, conducting, passing on his experience to his students, he remained
a musician with a unique performing style, an individual view of the
repertoire, and his own attitude to the art of music.

“His choice was predetermined by fate from an early age” is a phrase usually
used to begin the biographies of the great musicians’ offsprings. However, in
1931, when Igor was born, his father was only 23 years old and yet to become
the “king of the violin”. Anna Silberstein, a student of Pyotr Stolyarsky, was
Igor’s first teacher. She was replaced by Valeria Merenblum, one of the most
respected violin teachers in Moscow, who led the violin class at the recently
opened Central Music School of the Moscow Conservatory. As early as at the
age of eight, the boy made a serious decision to quit the violin and switch
over to the piano as the sounds he produced when he played the violin
disappointed him (“after all, his father’s violin sounded amazingly nearby!”).

During the war, the Oistrakh family was evacuated to Sverdlovsk. Pyotr
Stolyarsky also moved there. Having learned that the son of his best
student had abandoned the violin, the legendary master decided to teach
the boy himself and worked a miracle in three months. The novice musician
regained his self-confidence and, after returning to Moscow, continued his
studies at the Central Music School with redoubled zeal. The results were
not long in coming - the fourteen-year-old Igor Oistrakh brilliantly played
the spring exam of 1945. His father was listening to his performance of the
Karol Lipinski concerto with tears in his eyes. In the same victorious year,
Yehudi Menuhin came to Moscow at the invitation of David Oistrakh. “His
unique personality made a revolution in my soul: I decided to be a violinist!”
Igor Oistrakh admitted later.

A recording of Jascha Heifetz’s performance that Igor heard during the war
also left an indelible impression. But the main teacher was his father, who



took his son to his conservatory class and with whom Igor appeared for the
first time on the stage of the Moscow House of Scientists in 1947.

Igor performed with his father as a violinist and conductor until his death
in 1974. “When we play together, we are not father and son, we are musicians”,
he said in an interview. “We don’t feel the differences or similarities that others
see in our playing”. David Oistrakh the teacher was strict and demanding
to his son as to no one else. But from the first independent performances
(in 1948, Igor made his debut at the Grand Hall of the Conservatory with
Edouard Lalo’s Symphonie espagnole) Igor Oistrakh demonstrated a high
level of professionalism, so rare for such a young musician. The impeccable
technique, artistic skills, clear and complete interpretation of each piece
were complemented by a pronounced identity that differed from his father’s
performing style. Igor Oistrakh’s style was sharper and more dramatic,
which was especially noticeable when he interpreted 20th century music.
In the same year, he successfully performed the Moscow premiere of Dmitri
Kabalevsky’s concerto, which aroused interest in the work from other
violinists. In 1960, for the first time in the USSR, he publicly performed
the Second Concerto by Béla Barték, whose music had been extremely
rarely performed in this country for many years. Igor Oistrakh’s repertoire
included works by composers of three centuries, from Antonio Vivaldi to
Edward Elgar.

In 1949, Igor Oistrakh became the winner of the International Competition
at the Festival of Youth and Students in Budapest, sharing the first prize
with Eduard Grach. In 1952, he won the first prize of the International

Henryk Wieniawski Violin Competition in Poznan, Poland, which was
resumed after the war.

The violinist’s first foreign tour took place in 1953 in London. In 1959, Igor
Oistrakh performed for the first time in Brussels, where he had an audience
with Queen Elisabeth (many years later he would return to the city as
a Professor at the Brussels Conservatory). His triumphant performances
in the United States took place three years later. “The guy has everything:
technique, natural beauty of tone, musicality and, at the same time, individuality
and natural charm”, the outstanding violist William Primrose wrote to
David Oistrakh. He also witnessed the delighted response of Jascha Heifetz
who attended both of Igor Oistrakh’s recitals in Los Angeles. “He impressed
me and all of us with his wonderful playing, and on the stage he looks like
Apollo”, Efrem Zimbalist admitted.

Igor Oistrakh performed in Europe and South America, Australia and Japan.
He played under the baton of Franz Konwitschny, Paul Kletzki, Malcolm
Sargent, Herbert von Karajan, Georg Solti, Carlo Maria Giulini, Seiji Ozawa,
Lorin Maazel, Zubin Mehta, Eugene Ormandy, Natan Rakhlin, Evgeny
Svetlanov, Kirill Kondrashin, Rudolf Barshai, Gennady Rozhdestvensky,
and Vladimir Fedoseyev. Viktor Pikaisen, Valentin Zhuk, Evgeny Altman,
Bella Davidovich, Anton Ginsburg, and the members of the Shostakovich
Quartet took part in his recitals and recordings.

From the early 1960s to his last recital in 2008, Igor Oistrakh performed
with his wife Natalia Zertsalova (1930-2017), a graduate of the Moscow



Conservatory’s class of Professor Yakov Flier. The violinist had an ideal
partner in her. “Her brilliant technique, musicality and loyal sense of ensemble
were on a par with the violinist’s virtues”, noted a reviewer for the Los Angeles
Times. For their first large-scale work — the complete recordings of violin
sonatas by Ludwig van Beethoven they made in 1969 - Igor Oistrakh
and Natalia Zertsalova were awarded the honorary membership of the
Beethoven Society in Bonn. Their set of sixteen violin sonatas by Wolfgang
Amadeus Mozart recorded between 1977 and 1979 was awarded the Wiener
Flotenuhr, a prize of the Mozart Society of Vienna. In 1987, the musicians
recorded six sonatas for violin and harpsichord by Johann Sebastian Bach.
In 1990, they recorded complete violin sonatas by Johannes Brahms.

Each of these sets is among the highest achievements of Igor Oistrakh’s
performing art. But, as his students testified, the artist treated the
recordings of the Mozart sonatas with special trepidation — the biggest
accomplishment in sound recording of his sixty-year performing career.
Mozart did not immediately take the central place in his repertoire, but
from the second half of the 1970s Oistrakh began to regularly turn to these
sonatas in concerts and persistently recommend them to his students.
Made more than forty years ago, these recordings still serve as a model
of the “academic” approach to the interpretation of Mozart’s chamber
instrumental music.

Among the instrumental legacy of Wolfgang Amadeus Mozart, the
sonatas for violin and clavier rank second to the symphonies. The first
series of sonatas was published by his father as “Opus 1” when Wolfgang
wasonlysixyearsold. Atthat time, the child prodigy’s violin skills already
admired the rulers of Europe no less than his clavier ones. Between 1762
and 1766, during his travels to the Hague, Paris and London, he wrote
sixteen sonatas “for harpsichord with violin accompaniment”.

Having returned to Salzburg, Mozart was appointed to the position
of violinist, and later, concertmaster at the Prince Archbishop’s court.
During his stay in Italy, Mozart strenuously studied the violin. In 1775,
he wrote five violin concertos in Salzburg.

“You have no idea how well you play the violin, if you would only do yourself
justice and play with boldness, spirit, and fire, as if you were the first violinist
in Europe”, the father wrote to the twenty-year-old Mozart.

The author of “A Treatise on the Fundamental Principles of Violin Playing”,
Leopold Mozart wanted his son to be a genius of the violin. But by that
time Mozart had lost interest in violin playing, opting for the improved
“hammer clavier” instead.

Nevertheless, in 1778, he returned to the genre of violin sonata by
publishing six “duets for clavier and violin” (under “Opus 1” again)
written in Mannheim and Paris. After twelve years, the child prodigy
grew into an adult artist, and the novice composer became a mature



master. The role of the violin also changed radically: the “obbligato”
part gained freedom of solo expression.

The duets by the Dresden conductor Josef Schuster, which were the
starting point of his inspiration, attracted Mozart by the equality of the
violin and the clavier. When sending the Schuster sheet music home
from Mannheim, he promised to write six sonatas “in the same vein”.
The first violin sonata in C major (KV 296) was written for the aspiring
pianist Therese Pierron, the stepdaughter of the privy court councilor
Serrarius (Mozart stayed in his household in Mannheim). The violin in
the sonata sounds hesitant at times to claim the leading part and stays
in the shadow of the clavier. The next six sonatas (KV 301-306) that
were started in Mannheim were later published with a dedication to
the Electress of the Palatinate Elisabeth, the wife of Charles Theodore,
Elector of Bavaria. In Paris, Mozart received a commission for ensembles
with flute, which he found burdensome. “As you know, I become stupid
as soon as I am obliged to write for an instrument that I cannot endure.
Occasionally for the sake of a change I have composed something else —
pianoforte duets with the violin”, he wrote to his father from the French
capital.

With the exception of the last one, written in Paris, all the “Palatinate”
sonatas have two movements. The sonata in E minor, KV 304, was also
finished in Paris (just before the writing of the famous piano sonata in
A minor). However, it has a completely different sentiment — Mozart, who
turned to this key only once, wrote a work full of deep melancholy; it also

dominates in the second movement, which is very far from the “minuet”
prototype. The three-movement sonata in D major, KV 306, that crowns
Mozart’s Opus 1 is a truly concert piece, with a real “cadenza” in the
finale (with both performers involved). In terms of scale and brilliance,
it anticipates the Viennese opuses.

The sonata in B-flat major, KV 378, was apparently written for his father
and sister after Mozart returned to Salzburg in early 1779 (it explains
the somewhat homely, intimate tone of the initial theme that sets the
mood to the entire piece). Together with the aforementioned sonata KV
296 and four sonatas written later in Vienna (KV 376, 377, 379, and 380),
they entered Mozart’s next publication “Opus 2” published by Artaria in
November 1781 in Vienna.

“These sonatas are one of a kind”, wrote an anonymous reviewer for
a Hamburg music magazine in 1873. “They abound with new thoughts
and testify to the great musical genius of the composer. They are brilliant
and in line with the nature of the instrument. At the same time, the violin
accompaniment is so skillfully linked with the clavier part that both
instruments require unflagging attention... It requires a violinist as perfect
as a pianist”.

The Viennese sonatas from “Opus 2” achieve “perfect harmony between
the poetic and concert, virtuoso element” (Hermann Abert). Moreover,
each of them is truly “one of a kind”: so, obviously written in succession,
the sonatas KV 376 and 377 reveal the aura of the key of F major in



completely different ways. The first is dominated by joyful serenity, while
the other hides dark sorrow in the variations of the middle movement.
The dramatic tension of the slow movements is also characteristic of
the other two sonatas, but the structure of the two-movement (actually
three-movement) cycle KV 379 is unexpected even for Mozart — the
solemn pathetics of Adagio gets literally swept away by the stormy
impulse of the rebellious Allegro. The final variations balance the
overall harmony.

The sonata in B flat major, KV 454, was composed in the last third of
April 1784 for a joint performance with Regina Strinasacchi. The luster
of the exterior, with a truly symphonic range of the first movement and
the melodious cantilena of Andante (the composer originally wanted
to designate it as Adagio), was a kind of compliment from Mozart to
the 20-year-old Italian violinist who was about to conquer the Viennese
audience (“She plays with great feeling and taste”, he wrote to his father).

The sonatas in E flat major, KV 481 (December 1785) and in A major,
KV 526 (1787), on which Mozart worked during the pause between
A Little Night Music and the opera Don Giovanni, crown Mozart’s violin
works. The strictness of the musical means (in comparison with the
previous sonatas) is made up for by the extreme intensity of their internal
development, anticipating the evolution of the genre in Beethoven’s
work. Again, the center of gravity falls on the slow movements of the
cycle. According to Alfred Einstein, the Andante of Sonata KV 526
achieves “such a balance of spirituality and mastery as if God the Father

stopped the world for a moment and let all good people taste the bitter
sweetness of being”.

The composer referred to the last violin sonata in F major, KV 547, as
“a small clavier sonata with a violin for beginners”. With the exception
of the brief first movement, the violin again plays an accompanying part.
There is also a composer’s arrangement of the second movement for piano
solo.

Boris Mukosey
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