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CourHeHMeM [BYX Ibec Al GOpPTeNnMaHHOrO aHCaMOysl CTONMb HeoGbIu-
HOTO cocTaBa (B 1ects pyk!) oHbIi Cepreit PaxmMaHMHOB ObIT 06513aH IpyskGe
¢ cectrpamu Haranbeit, Bepoit u Jliogmwmioit CkaloH, B 0O6IECTBE KOTOPBIX
OH TIPOBOAMJI JIETHMe Mecsilipl B VIBaHOBKe. «Basbc», HAaNMCaHHBI B aBrycre
1890 r. Ha Temy, counHeHHY0 H. CKaJIOH, COIEPsKUT OT3BYKM OAJIETHOM MY3bIKU
YaiikoBCKOTO (HaKaHyHe KOMIO3UTOp paboTay HaJ, YeThIpeXpy4HbIM dopTe-
MMaHHBIM TlepeokeHueM Ganera «Crsiasi KpacaBuiar). [0MoM mo3sske 6blt
3aKoHYeH «PoMaHC», HaualbHble TAKTbl KOTOPOT'O JeCSTh JIeT CITyCTsI IPO3ByYaT
B MeJJIeHHO1 yacTy Broporo ¢oprennanHoro koHuepra. Kommnosurop sagyman
ellle OIHY Mbecy [Is 3aBeplIeHNs] 3TOT0 CBOeo6Pa3HOro LMKIIA, HO He OCylle-
CTBWI CBOET'O HaMepeHMsl.

ITvece! ucnonusoT Bnagumup, Bukrop u EBrennii ByHuHsl — npencraBu-
TeM POCCUICKOIM MY3bIKaAbHOM OMHACTUM ByHMHBIX, OCHOBaTeaeM KOTOpO¥
6bUT KOMITO3UTOP Bragumup ByHuH.

«Illonen! g nouyscmeosan cuny ezo 2eHus, Kozda mHe 0b10 19 em; a owjy-
waio 3mo u no ceti deHv. OH cez00Hs Gonee COBPEMEHEH, UeM CaMble COBPEMEHHbLE
Komnosumopel. ...JIenutl IloneHa Hacmonvko 02pomeH, umo HuU 00UH KOMNO3U-
mop cezo00HsIUIHe20 OHsl He Moxcem Oblmb NO cmusio 607ee e20 CO8PEMEHHbBIM; OH
ocmaemcs 011 MeHs 6enUUAtiUM U3 2U2aHmMoe». ITo pu3HaHue PaxmMaHMHOBA
3adMKCUPOBAHO B amepuKaHCKOM kypHane The Etude B 1932 r. TBopuecTBO
[llorteHa cOMPOBOXAAIO €ro C KOHCEePBATOPCKMX JIeT Ha MPOTSIKeHUM BCero
MMaHUCTUYECKOTO IyTH, OHO 3aHMMaeT Ba)KHOe MeCTO M B paXMaHMHOBCKO
nuckorpacdumn.

«Bapuauun Ha Temy LlloneHar, cou. 22, 6pu1M 3aKOHYeHbI B 1903 I, B Tepuop,
MepBOro pacliBeTa KOMIIO3UTOPCKOI AesdTenbHOCTM PaxmMaHMHOBA. B KauecTBe
TeMbI KOMIIO3UTOP BbIOPAIT IIPETIOANIO 0 MUHOP (M3 «24 TIpemofnii», cod. 28).
Ha ocHOBe feBSITM TaKTOB LIONEHOBCKOM My3bIKM PaxMaHMHOB BbICTpau-
BaeT 'PaHAMO3HbIN LMK U3 ABafUaTH ABYX Bapualuii, B IpoIecce KOTOPbIX

BCe Goblle ymanseTcss OT MCXOOHOM TeMbl — IMOCTeSHME BapyalMu BbIpac-
TAIOT B [TOYTY CAMOCTOSITe/IbHBIE ITbeChl Ha MaHep «CuM(OHMYeCKUX 3TIONO0B»
lllymana. ABTOp BCEMM CPeACTBAMM ITOLUYEPKMBAET HEOOBATHOCTh MUAHNUCTU-
YecKoro ¥ XyJ05keCTBEeHHOTO ITOTeHLMaa, COKPbITOro llloneHOM B TaKOHMYHOM
MMHMATIOpE.

[lepBble [eCSITh OTHOCUTEIBHO «CTPOTMX» Bapualuii, 6e3 mepepbiBa cie-
IYIOIIMX IPYT 32 OPYroM, o6belMHEeHbl IJIaBHOI TOHAIbHOCTBIO. Cliemytoniast
TpyIIa Bapuauuii oTmmyaetcst 60iblieli CBOGOR0I U3I0KEHNS TeMbI, KOTODast
CTaHOBUTCS MaTepuanom Ajs ¢yraro, GaHTACTUUYECKOTO CKePLO, TMPUIECKO
KaHTW/IEeHbl, TPAypHOTO MIeCTBUS... MacumTabbl 1 KaHPOBAas XapaKTePHOCTb
NowiefHUX YeTbIpex Bapuauuii (19-22) npeBpamiaeTr ux B CBOEr0 pofa MMUHU-
LMK «<NPpasoHuuHas UHMpooyKyus, Jieekull epayuo3Hslii eansc, nesyuee Andante
u (unan 6 dyxe mopiecmeeHHozo wiecmsus-nonoresa» (10. Kenpapiur).

OKkoso TpuALATK JIeT pasfiessieT [Ba BapMaLMOHHbIX LMKIa PaxmaHu-
HoBa. «Bapuanum Ha Temy Kopemin», cou. 42 (1931) ocTanuch eIMHCTBEHHBIM
courHeHueM PaxmaHMHOBa Jj1s GOpTeNnuaHo Colo, CO3JaHHBIM B IMUIPALIANA.
Komrmio3uTop B3si1 3a OCHOBY Temy 13 coHatsl La Folia, cou. 5 N2 12, kotopas,
COGCTBEHHO, He PMHAJIEXXUT OCHOBATEII0 UTATbSHCKON CKPUITUYHOI IIKOJIBI
Apxkanpskeno Kopeny, a SBiIsieTcst HOPTYraabCKUM HapOAHbIM TaHLieM. Coun-
HeHJe MOCBSILEeHO BeIKOMY CKpUIIauy, MHOTOJIETHEMY aHCaMOIeBOMY IMapT-
Hepy PaxmanuHoBa @puny Kpeiiciepy, OT KOTOPOTO OH M ycabliian «Donnio»
(Kpeiicnepy npuHaIeXUT COGCTBEHHASI KOHIIEPTHAsI 06paboTKa 3TO TEMBI).

«Tembl €20 2n1a8HbIX Npou3eedeHuUli cymb membl €20 HU3HU — He pakmol
U3 JHU3HU, a HeNo8MopuMble membl HENOBMOPUMOLL HcU3HU», — Tiican o Paxma-
HuHoBe Hukonait MetHep. Kak u 6Gonee nospHss «Parcogust Ha Temy Ilara-
HMHW», COU. 42, TIpeficTaBisieT co60ii ABOIIHbIE BapMalUy — AHTUIIOJOM «T€MbI
Kopennm» BoicTymnaer «Dies irae», MOCTOSITHHBIN JIEITMOTUB TTO3JHETO TBOPYE-
crBa PaxmanuHoBa. Ho B ominune ot «Parncogyum» MHTOHAIMU «IbSIBOTBCKOI»



CpeIHeBeKOBOJ CeKBEHLMM HEBOIbHO CKPBITHI B camoit «Pomum». CTpyKTypa
LMKJIA TpexyacTHa: rociae Bapyanyy N2 13 pa3BuTye HeOXMUIAHHO ITPepbiBaeT
«/IHTEpMeL10», IBe MOC/IeAyIOlIMe Bapyualluy — BO3BBILIEHHBIV XOpasl U JINPK-
YecKuii HOKTIODH — BBIAESIOTCS 13 o6mero KoHTekcra. C Bapuanum N2 16
My3bIKa BOBJIEKAeT HAC B OTYAsSIHHO-CTPEMMTENbHBIN MOTOK, B KOTOPOM BCe
oTueT/IMBee 3By4aT MHTOHaUuy «Dies irae»; Koza, ofHAKO, IOCTPOEHA Ha Ipo-
CBEeT/IeHHBIX MOTMBAX «CepelyHbl». Bapuaumm 3akaHUMBAIOTCS TUXUM yraca-
HMeM, OCTaBJsil MHOTOTOYME B M3BEYHOM BOIIPOCE IMPOTMBOCTOSIHMSI CBeTa
¥ TbMBI B fyue [eHusl...

BriepBble ucronHeHHble aBTOpoM B MoHpeane «Bapmaumm Ha Temy
Kopemnmy» 6bU1M IPUHSITHI CLEP)KAHHO; IPY KM3HY PaXMaHMHOBA UX He UTPal
HU OOVH NVAHUCT. JINIIB TOIBI CITYCTSI MCTIOTHUTEIY U ITyOIMKa OLIeHIIN CBOe-
06pasHylo IITyGMHY 3TOro LMKIIA, He GIeKHyIero Ha GpoHe Gosiee MOMYIISIPHOI
«Pancopyu Ha Temy [laranunan». Ha gucke «Bapuauyy» UCIIONHSIET MY3bIKaHT
HOBOT'O TIOKOJIEHMSI — MTUAHUCT, KJIaBECUHUCT M OPTAaHUCT, BBITYCKHUK (haKyiib-
TeTa MCTOPUYECKOTO ¥ COBPEMEHHOIO MCIIONHUTENbCTBA MOCKOBCKOM KOH-
cepBatopun (kiacc npodeccopa Asnekces JIo6MMOBa), TaypeaT MPECTVKHBIX
MeXIyHapoIoHbIX KOHKypcoB Cepreii Kacripos.

Cpoio mepBylo ¢opTenynaHHylo TpaHCcKpunuuio (MeHY3T M3 IepBoit
ctoutsl XK. Buse «Apnesnankar) PaxmaHmHOB 3adukcupoBan B HoTax B 1903 T.
CoGCTBEHHO NMAHMCTUYECKAsl LesTelbHOCTh PaxMaHMHOBAa OepeT Hayaao
B 1910-x IT. (paHee OH BBICTYIAJ] NMPEUMYIIECTBEHHO KaK MCIIOIHUTENb CO6-
CTBEHHBIX ITPOM3BEeIeHMIT) U NOCTUraeT HeBUIAHHOTO pa3maxa B CIeyloliemM
IeCSTUIETVHM, KOTa MM GbUIM HaIVICaHbI GONBIIMHCTBO TPAHCKPUIILIMIA.

B «Menyare» Buse, kak u B ¢eepuyecku BUpPTyo3HOM «CKepiio» MeH-
nenbcoHa-Bapronpay (1933), PaxmMaHMHOB ClleyeT OPKeCTPOBOil (akType;
He cojepyaT CYIIeCTBEHHBIX pasnuuii ¢ opuruHazamm u GoprenyaHHble
06paboTKM COOCTBEHHBIX poMaHCoB («CupeHb», 1913-14 rr. u «MaprapuTku»,

1922 r.). CoBceM MHOII puMep TpaHckpunuyu — «Konmbi6enpHast» u3 «Ilectn
poMaHcoB» YaliKOBCKOro, ocymiecTBieHHass B 1941 r. OcHOBaHHas Ha «IyKa-
30BbIX» FAPMOHMSIX, CO BCTABJIIEHHOI «I[IOTOHOBOI» KafleHIIMeli, OHa CyIlie-
CTBEHHO I1€PeOCMBICTISIET MCXOOHBI 06pa3. TpaHcKpunumy PaxmaHMHOBA
3BYyYaT B MCIIOTHEHMM 3aMeyvaTe/lbHbIX COBETCKMX IMAaHMUCTOB [10CIeBOEHHOTO
IOKOJIeHMSI. ABTOpPCKME TPAHCKPUIILIMM POMAHCOB MIPaeT IIpefCTaBUTENb
mkosnsl I. Hejiraysa, HapogHbiit aptuct PCOCP, nMaHUCT 1 KOMIIO3UTOP AJiek-
ceit HacenkuH. TpaHCKpUIIMM COUMHEHMI IPYTUX aBTOPOB (Kak U «Bapuauumn
Ha Temy lloneHa») GbIIM 3amycaHbl yueHUKoOM JI. O60pMHa, HAPOZHBIM apTH-
crom Poceun Anekcannpom BaxuymeBbIM (M3BeCTHbI Kak y4aCTHMK dopTernm-
aHHOro nyata ¢ Enenoii COPOKVMHOIA, OH € GOJBIIVIM YCIIEXOM BBICTYIIAN U KaK
COJIBHBIV TIMAHUCT).

[TporpamMmmy AyicKa JOTIOMHSIET ellje O Ha TPAHCKPUITLMSI paXMaHMHOBCKOTO
poMaHca — IMPUYECKOTO MOHOJIOTa «Y MOEro OKHa», UCIIOTHEeHHAsT HAPOIHbIM
aptuctoM PCOCP, BceMUpHO M3BECTHBIM NMMAHMUCTOM U Mefarorom [IMmutpuem
BamkupoBpIM.

Bopuc Mykoceti



The composition of two pieces for piano ensemble with a very uncommon
line-up (six hands!) young Sergei Rachmaninoff owed his friendship with sisters
Natalia, Vera and Lyudmila Skalon, whose company he enjoyed during summer
months in Ivanovka. The Waltz written in August 1890 on a theme by Natalia
Skalon contains echoes of Tchaikovsky’s ballet music (the composer worked on
a four-hand piano arrangement of The Sleeping Beauty not long before that). A
year later, he finished the Romance, and its opening bars will be heard in the
slow movement of his Second Piano Concerto ten years after that. The composer
had another piece in mind to complete this peculiar cycle, but never realized
the intention.

The pieces are performed by Vladimir, Viktor and Yevgeny Bunin, represen-
tatives of the Bunins’ Russian musical dynasty founded by composer Vladimir
Bunin.

“Chopin! I felt the power of his genius when I was 19; and I still feel it. Today,
he is more modern than many the moderns. ...Chopin’s genius is so enormous that
no composer of today is able to be more modern than him style-wise; he remains for
me one of the greatest giants”.

This confession of Rachmaninoff captured in The Etude, a U.S. music maga-
zine, in 1932. Chopin’s music accompanied him since his conservatory years
throughout his pianistic path and has held pride of place in the Rachmaninoff
discography.

The Variations on a Theme of Chopin, Op. 22, was finished in 1903, in the
period of the first heyday of Rachmaninoff’s composing activities. As a theme,
the composer picked up the C-minor prelude (from 24 Preludes, Op. 28). On
the basis of nine bars of Chopin’s music, Rachmaninoff built a grand cycle
of twenty-two variations where each subsequent variation moves farther and
farther away from the initial theme - the last variations grow into almost inde-
pendent pieces after the manner of Schumann’s Symphonic Etudes. The com-

poser by all means underscored the immensity of the pianistic and artistic
potential concealed by Chopin in a laconic miniature.

Following one another almost without a pause, the first ten relatively
“strict” variations have a main tonality in common. The next group of variations
provides more freedom of the way the theme is presented as it becomes a mate-
rial for the fugato, fantastical scherzo, lyric cantilena and funeral procession.
The scale and genre nature of the last four variations (19 to 22) turn them into
some sort of minicycle: “a festive introduction, a light graceful waltz, a melodious
Andante and a finale in the vein of solemn procession-polonaise” (Yuri Keldysh).

Rachmaninoff’s two cycles of variations had thirty years between them.
The Variations on a Theme of Corelli, Op. 42 (1931) was Rachmaninoff’s only
work for solo piano composed during the emigration period. The composer took
the main theme from the sonata La Folia, Op. 5 No. 12, as a basis. It was in fact
a Portuguese folk dance not a piece written by Arcangelo Corelli, the founder
of the Italian violin school. The Variations was dedicated to Fritz Kreisler,
the great violinist and Rachmaninoff’s ensemble partner of many years, who
played La Folia for the composer (Kreisler also made his own concert arrange-
ment of the theme).

“The themes of his major works are themes of his life — not facts from a life but
unique themes of a unique life”, wrote Nikolai Medtner about Rachmaninoff.

Just like his later Rhapsody on a Theme of Paganini, Op. 42, which includes
double variations — with Dies irae, the constant leitmotif of Rachmaninoff’s
music of the latter period, as an opposite to the “Corelli theme”. But unlike
the Rhapsody, the intonations of the “devilish” medieval sequence are unin-
tentionally hidden in La Folia itself. The cycle has a three-part structure: after
Variation 13, the development is suddenly interrupted with Intermezzo; the two
subsequent variations — an exalted chorale and a lyric nocturne - stand out from
the context. From Variation 16, the music carries us into a desperately rapid flow



where the intonations of Dies irae are heard more distinctly. The coda, however,
is built on enlightened motifs of the “middle”. The variations end in quiet fad-
ing leaving marks of omission in the eternal question of confrontation between
light and darkness in the Genius’s soul...

The Variations on a Theme of Corelli premiered by the composer in Montreal
was accepted with restraint; it was not played by pianists in Rachmaninoff’s
lifetime. Only years later the performers and the public appreciated the peculiar
depth of the cycle, which did not wither against the background of the more
popular Rhapsody on a Theme of Paganini. The album features the Variations
performed by a musician of a new generation - Sergei Kasprov, a pianist, harp-
sichordist and organist, a graduate of the historical and contemporary perfor-
mance Department of the Moscow Conservatory (Professor Alexei Lubimov’s
class) and prize-winner of prestigious international competitions.

Rachmaninoff notated his first piano transcription (the Menuet from
Georges Bizet’s LArlésienne Suite No. 1) in 1903. Rachmaninoff’s pianist activi-
ties as such started in the 1910s (previously he mostly appeared as a performer
of his own works) and gained biblical proportions in the next decade when he
wrote most of his transcriptions.

In Bizet’s Minuet, just like in Mendelssohn Bartholdy’s breathtakingly vir-
tuosic Scherzo (1933), Rachmaninoff follows the orchestral texture. The piano
arrangements of his own romances (Lilac of 1913-1914 and Daisies of 1922)
also do not contain any substantial differences from the originals. The Lullaby
from Tchaikovsky’s Six Romances made in 1941 is a completely different exam-
ple of transcription. Based on “jazz” harmonies, with an inserted whole-tone
cadence, it significantly reinvents the initial image.

Rachmaninoff’s transcriptions are performed by remarkable Soviet pianists
of the post-war generation. The composer’s transcriptions of the romances

are played by Alexei Nasedkin, a representative of Heinrich Neuhaus’s school,
People’s Artist of the RSFSR, pianist and composer. The transcriptions of the
other composers’ pieces (and the Variations on a Theme of Chopin) were recorded
by Alexander Bakhchiev, a pupil of Lev Oborin and People’s Artist of Russia
(although he is mostly known as a member of the piano duet with Elena Soro-
kina, he was also a successful solo performer).

The album includes another transcription of Rachmaninoff’s romance. It
is At My Window, a lyric monologue performed by Dmitri Bashkirov, a People’s
Artist of the RSFSR and world famous pianist and educator.

Boris Mukosey
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6  Menyat 13 ctoutbl N2 1 JK. Buse «Apnesuanka»
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O6iee Bpems: 71.25

Buxrop BynuH (1, 2)
Bnagumup Bynus (1, 2)
EBrennit bBynuH (1, 2)
Anekcannp baxunes (3-6)
Anexkceit Hacenxus (7, 8)
Jvutpuit Baukupos (9)
Cepreit Kacripos (10)

3amcu: 1988 (1,2), 1967 (3-6), 1980 (7, 8), 1985 (9), 2017 (10) rr.

3ByKopeskuccepsl: M. Iynkesuu (1, 2), 1. Benipuniies (3-6), B. Cko6:10 (7, 8),
I1. Kongpauus (9), M. Criacckuii (10)

Pemactepunr — M. [Tminmnos

PykoBoputesnb npoekTa — K. AGpamsia
Penaxrop — T. KazapHoBckast

Husaiin — A. Kum
®oro - E. Umkuk

Sergei Rachmaninoff (1873-1943)
Two Pieces for Pianoforte Six Hands (1891)

1T L.Waltz. . . o 1.22
2 2.ROMANCE. . . . . . e e 3.55
3 The Variations on a Theme of Chopin,Op.22 . . . . .. ... .. .. .... 26.47
4 Scherzo after Mendelssohn’s incidental music to Shakespeare’s

A Midsummer Night’s Dream (1933) . . . . . . . . it i 4.29
5  Lullaby after the Cradle Song, No. 1 of Tchaikovsky’s

Six Romances,Op. 16 (1941) . . . . . . ... .. . i 4.14
6 Minuet after the Intermezzo from Bizet’s incidental

music to LArlésienne (1903) . . . . . . . o i 3.10
7  Lilac, Op. 21 No. 10 (arr. for solo piano) (1914) . . . . . . . .. ... .. ... 2.40
8 Daisies, Op. 38 No. 3 (arr. for solo piano) (1922) . . . .. ... ... ..... 3.00
9 At My Window, Op. 26 No. 10 (arr. for solopiano) . . . ... ... ...... 2.01
10 Variations on a Theme of Corelli, Op.42 . . . . . . . . .. ... 18.51

Total time: 71.25

Vladimir Bunin (1, 2)
Viktor Bunin (1, 2)
Yevgeny Bunin (1, 2)
Alexander Bakhchiev (3-6)
Alexei Nasedkin (7, 8)
Dmitri Bashkirov (9)
Sergei Kasprov (10)

Recorded in 1988 (1, 2), 1967 (3-6), 1980 (7, 8), 1985 (9), 2017 (10).

Sound engineers: M. Dudkevich (1, 2), I. Veprintsev (3-6), V. Skoblo (7, 8),
P. Kondrashin (9), M. Spassky (10)
Remastering — M. Pilipov Design — Anna Kim
Translation - Nikolai Kuznetsov
Photo - Ekaterina Chizhik

Label manager — Karina Abramyan
Editor - Tatiana Kazarnovskaya
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