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MUXAUST TNOCKUN




BETXOBEH

MUXANT NNOCKUA

JIIOABUT BAH BETXOBEH (1770-1827)

1 LAllegro. . . . . . o o i e
2 ILAdagio . . . . . . . . e e e e e e e
3 IIl. Menuetto. Allegretto. . . . . . . . . . . . ittt
4 IV.Prestissimo . . . . . . . . . . i i i e e e e e e

Ouck 1
Conara N2 1 ¢a muHOp, cou. 2 N2 1
Conara N2 2 JIa maxkop, cod. 2 N2 2

5 LAllegrovivace. . . . . . . . . . e e e e e e e
6 Il.Largoappassionato . . . . . . ... ... ...
7  IIl.Scherzo.Allegretto. . . . . . . . . . . . . ...
8 IV.Rondo.Grazioso . . . . . . .. v ittt

Bpems sByuaHust: 56.42

1  LAllegroconbrio. . . . ... ... ... . ...
2 ILAdagio . . . . . . e e e e e e e e e e
3 II.Scherzo.Allegro . . ... .. .. .. ...
4  IV.Allegroassai. . . . . . . . . .. e e

Huck 2
Conara N2 3 [To maskop, cou. 2 N2 3
Couara N2 4 Mu-6emMoJib Maykop, cod. 7

5 L Allegromoltoeconbrio. . . .. ... ... .. .. ...........
6 Il.Largocon gran espressione. . . . . . . . . v v v v v v v v ...
7  HLAllegro. . . . . . e e e e e e e

8  IV.Rondo. Poco Allegretto e grazioso
Bpems 3Byuanus: 62.16

BEETHOVEN
MIKHAIL LIDSKY

LUDWIG VAN BEETHOVEN (1770-1827)

1 LAllegro. . . . . . o o e e e e
2 ILLAdagio . . .. ... .. e
3 III. Menuetto. Allegretto. . . . . . . . . . ... i
4  IV.Prestissimo . . . .. ... .. .. e

Disc 1
Piano Sonata No. 1 in F minor, Op. 2 No. 1
Piano Sonata No. 2 in A major, Op. 2 No. 2

5 LAllegrovivace. . . . . . . . . . e e e e e e e e
6 Il.Largoappassionato . . . . . . .. . . . v i it
7  IIl.Scherzo.Allegretto. . . . . . . . . . . . ittt
8 IV.Rondo.Grazioso . . . .. .. ..ottt

Total time: 56.42

1  LAllegroconbrio. . . ... ... ... . . . .. ...
2 ILAdagio . . .. ... . . e e
3 III.Scherzo.Allegro . . . . . . . . . . i it ittt e
4  IV.Allegroassai. . . . . . . . . .

Disc 2
Piano Sonata No. 3 in C major, Op. 2 No. 3
Piano Sonata No. 4 in E-flat major, Op. 7

5 L. Allegromoltoeconbrio. . . ... ... ... ... .. .........
6 Il.Largocon gran espressione. . . . . . . v v v v v v i v e e e
7 IILAIeZIo. . . v v v e e e e e e e e e e e e e e e e e e
8 IV.Rondo.Poco Allegretto e grazioso . . ... ..............

Total time: 62.16



BETXOBEH

MUXANT NNOCKUA

Juck 3

Conara N2 5 no muHOp, cou. 10 N2 1

1 I Allegromoltoeconbrio. . . .. ... ... ... ............
2 IILAdagiomolto . . ... ... ... .. ...
3 IILPrestissimo . . . . . . . o i i ittt et e e e e e e e e e e e
Conara N2 6 ®a maskop, cou. 10 N2 2

4 LAIegro. . . . . oo e e e e e e e e e e e e e e e
5 ILAllegretto . . . . . . . . @ i i i e e e e e e e e
6 IIL.Presto . .. .. ... . . i
Conara N2 7 Pe maxkop, cou. 10 N2 3

T LPresto . ... .. . . e
8 ILLLargoemesto . . . . . . . . i i i i it e e e e e e e e e
9 IIl.Minuet.Allegro. . . . . . . . . . e e e e e
10 IV.Rondo.Allegro . . . . . . . . . . . . i e

Bpems sByuaHus: 64.53

Ouck 4

Conara N2 19 conb muHOp, cou. 49 N2 1

1 LAndante. . . . . . . . . . . . . e e
2  ILRondo.Allegro. . . . . . . . . i i i e e e e e e e
Conara N2 20 Cosnp Mmaskop, cou. 49 N2 2

3 L Allegromanontroppo. . . . v v v v vttt e e e e e e e e e e e
4 IL.Tempodiminuet . ... ... ... ... iiunenenenen..
Conara N? 8 o muHOD, cou. 13, «IIaTeTuuecKass»

5 1. Grave — Allegrodi moltoeconbrio . . ... ..............
6 Il.Adagiocantabile. . . . .. ... ... ... ... ... ... ...,
7 III.Rondo.Allegro . . . . . . . . . . e e e

BEETHOVEN
MIKHAIL LIDSKY

Disc 3

Piano Sonata No. 5 in C minor, Op. 10 No. 1

1 L Allegromoltoeconbrio. . . ... ... .................
2  IILAdagiomolto . ... ... ... ... ...
3 III. Prestissimo . . . . . . . . . . . i i it e e e e e e e e e e
Piano Sonata No. 6 in F major, Op. 10 No. 2

4 LAllegro. . . . . . . . e e e e
5 ILAllegretto . . . .. . . . . it e
6 IILPresto . . . . . v i i it e e e e e e e e e e e e e e e
Piano Sonata No. 7 in D major, Op. 10 No. 3

T LPresto . ... ... . e
8 ILLLargoemesto . . . . . . . . . . . i i i i i e e e
9 IIl.Minuet.Allegro. . . . . . . . . . i i e e e e e e
10 IV.Rondo.Allegro . . . . . . . . . . i i e

Total time: 64.53

Disc 4

Piano Sonata No. 19 in G minor, Op. 49 No. 1

1 LAndante. . . . . . . . it it e e e e
2  ILRondo.Allegro. . . . . . . . o it i e e
Piano Sonata No. 20 in G major, Op. 49 No. 2

3 L Allegromanontroppo. . . .« v v v v v v e e e e e e e
4 ILTempodiminuet . ........ ... .. ... uiiininenenen...
Piano Sonata No. 8 in C minor, Op. 13, Pathétique

5 I.Grave — Allegrodimoltoeconbrio . . ... ..............
6 II.Adagiocantabile. . . . .. .. ... ... ... .. .. . ... .. ...

7  III. Rondo. Allegro



BETXOBEH

MUXANT NNOCKUA

BEETHOVEN
MIKHAIL LIDSKY

Conara N2 9 Mu maskop, cou. 14 N2 1

8 LAllegro. . . . . . . o i e e e 07.08
9 ILAllegretto . . . . . . . . . i e e e e 04.31
10 III.Rondo.Allegrocomodo . . . . ... ... ... ... ... 03.41
Conara N2 10 Cosnp maskop, cou. 14 N2 2

11 LAIlegro. . . . .o o v i e e e e e e e e e 06.39
12 ILAndante . . . . . . . v it e e e e e e 06.04
13 III. Scherzo.Allegroassai . . . . ... ... .. ..o, 03.55

Bpems 3Byuanms: 69.32

Iuck 5

Conara N2 11 Cu-6emoib Mas>kop, co4. 22

1 L Allegroconbrio. . . ... ... ... ... ... ... 07.55
2 II.Adagio con molto espressione . . . . . .. ... ... ... ... 07.55
3 HLMInuet. . . . . oo e e e e e e e e 03.16
4 IV.Rondo.Allegretto. . . . . . . . . . o i i i e e 06.07
Conara N2 12 JIs-6eMo0jib Maskop, co4. 26

5 I Andanteconvariazioni . ... ... ... ... ..., 08.05
6  II.Scherzo.Allegromolto . . . . . ... ... ... ... ......... 02.59
7  III. Marcia funebre sulla morte d’'un Eroe. Maestoso andante . . . . . . 06.45
8 IV.Allegro. . . . . . . o e e e 02.39

Bpems 3Byuanus: 45.41

Piano Sonata No. 9 in E major, Op. 14 No. 1

8 LAIllegro. . . . . . . e e e 07.08
9 ILAllegretto . . . . . . . i i e 04.31
10 III.Rondo. Allegrocomodo . . . . ... ... ... ... .. ....... 03.41
Piano Sonata No. 10 in G major, Op. 14 No. 2

11 L Allegro. . . . . o o o e e e e e 06.39
12 ILAndante . . . . . . . . . .. i i e e e e 06.04
13 III. Scherzo. Allegroassai . . . . . . . . . oo v v i i i v v e e n 03.55

Total time: 69.32

Disc 5

Piano Sonata No. 11 in B-flat major, Op. 22

1 ILAllegroconbrio. . . . ... .. ... .. ... 07.55
2 II. Adagio con molto espressione . . . . .. ... ... ... ... .. .. 07.55
30 HLMInuet. . . . . oot e e e e e e e 03.16
4 IV.Rondo.Allegretto. . . . . . . . . . . . i e 06.07
Piano Sonata No. 12 in A-flat major, Op. 26

5 I.Andanteconvariazioni . ....... ... ... .. .. ... .. ... 08.05
6  II.Scherzo.Allegromolto . . . . . . ... .. ... ... 02.59
7  III. Marcia funebre sulla morte d’un Eroe. Maestoso andante . . . . . . 06.45
8 IV.AIleZIO. . . . . i e e e e e 02.39

Total time: 45.41



BETXOBEH

MUXANT NNOCKUA

BEETHOVEN
MIKHAIL LIDSKY

Iuck 6

Conara N2 13 Mu-6emMoib Ma>kop, cou. 27 N2 1

1 LAndante. . . . .. ... . . ittt e
2 IlLAllegromoltoevivace . ... .. . . . .. i
3  IIl.Adagiocon espressione . . . . . . . . ..o i i it i
4  IV.Allegrovivace. . . . . . . o i i i e e e e e e e
Conara N2 14 mo-ague3 MHUHOD, cou. 27 N2 2, «JIyHHas»

5 I.Adagiosostenuto. . . . . . .. ... ... ...
6 ILAllegretto . ... .. . . . @ @ e e e e e e
7 III.Prestoagitato. . . . . . . . . . . i i i e e e
Conara N2 15 pe maskop, cou. 28, «IlacTopaibHasI»

8 L Allegro. . . . . . . . e e e e e e
9 ILAndante . .. ... .. ... i e e
10 III. Scherzo. Allegro vivace . . . . . . . . v v v v i v v v v it e e u
11 IV.Rondo.Allegromanontroppo . . . . . . . .« o v v v v v v

Bpems 3Byuanus: 61.38

HOuck 7

Conara N2 16 Cosnp maxxop, cod. 31 N2 1

1 LAllegrovivace. . . . . . . . i i i i it e e e e e e e e e e e e
2 IILAdagiograzioso . . . . . . . . . . ..
3 III.Rondo.Allegretto. . . . . . . . . . . ..t i
Conara N2 17 pe muHoOp, co4. 31 N2 2

4 ILLargo—Allegro. . . . . . . . . . e
5 ILLAdagio . . .. ... .. . e
6 ILAllegretto . . . . . . . . . o i i it e e e

Disc 6

Piano Sonata No. 13 in E-flat major, Op. 27 No. 1

1 LAndante. . . . ... . . . .. e e 05.34
2 Il.Allegromoltoevivace . . ... ... .. ..., 02.29
3 IIl. Adagioconespressione . . . . ... ... .. ..., 03.14
4  IV.Allegrovivace. . . . . . . . .. e e e 05.57
Piano Sonata No. 14 in C-sharp minor, Op. 27 No. 2, Moonlight

5 I.Adagiosostenuto. . . . . ... ... .. ... 05.39
6 ILAllegretto . . . .. . . . . i e 03.31
7 IHL.Prestoagitato. . . . . . . . . . . i i i ittt 07.52
Piano Sonata No. 15 in D major, Op. 28, Pastoral

8 L Allegro. . . . . . . e e e e e e e e 11.41
9 ILAndante . .. ... .. . .. i e e e 06.36
10 IIL. Scherzo. Allegrovivace . . .. ... . . .. ..., 03.00
11 IV.Rondo. Allegromanontroppo . . . . . . . .o v v v v v v v v v 06.04
Total time: 61.38

Disc 7

Piano Sonata No. 16 in G major, Op. 31 No. 1

1 LAllegrovivace. . . . . . . . . . i e 07.36
2 IILAdagio grazioso . . . . . . . . . . . i e e 12.07
3 III.Rondo.Allegretto. . . . . . . . . . o i it e e 07.09
Piano Sonata No. 17 in D minor, Op. 31 No. 2, The Tempest

4  LLargo—Allegro. . . . . . . . . . e e 08.40
5 ILAdagio . . . ... e e e e e e e e 09.06

6 IILAllegretto . . . . . . . . i i i i e e e e 07.15



BETXOBEH

MUXANT NNOCKUA

Conara N2 18 Mu-6emoiib Maskop, cou. 31 N2 3

7  LAllegro. . . . . . o o e e e e
8 II. Scherzo. Allegretto vivace
9  III. Minuet. Moderato e grazioso
10 IV.Presto con fuoco
Bpems 3Byuanus: 76.07

Huck 8

1. Andante favori ®a maskop, WoO 57. . . . . . . . .. ... ... ...
Conara N2 21 To maykop, cou. 53, «KABpopa»

2  LAllegroconbrio. . . . . ... ... ... ...
3 1L Introduzione. Adagio molto
4 III. Rondo. Allegretto moderato — Prestissimo
Conara N2 22 da maskop, cou. 54

5 ILIntempodunmenuetto. . .. ... ... ... ...t irer....
6 LAllegretto. . . . . . o v it e e e e e
Conara N2 23 ¢a muHoOp, co4. 57, «<KAnmacmuoHaTa»

7 1. Allegro assai
8 ILLAndanteconmoto. . . . . . . . v v v v it it e e e e e
9  III. Allegro ma non troppo — Presto
Bpems 3Byuanus: 72.28

HOuck 9
1. daHTa3MUA COIb MUHOP, COY. 77
Conara N? 24 ®da-gue3 maskop, cod. 78

2 1. Adagio cantabile — Allegro ma non troppo
3 II. Allegro vivace

BEETHOVEN
MIKHAIL LIDSKY

Piano Sonata No. 18 in E-flat major, Op. 31 No. 3

7  LAllegro. . . . . . . e e e e e
8 II. Scherzo. Allegretto vivace
9  III. Minuet. Moderato e grazioso
10  IV.Presto con fuoco
Total time: 76.07

Disc 8

1. Andante favori in F major, WoO57. . . . .. ... ... .......
Piano Sonata No. 21 in C major, Op. 53, Waldstein

2  ILAllegroconbrio. . . . . ... ... ... ...
3 1L Introduzione. Adagio molto
4 TIII. Rondo. Allegretto moderato — Prestissimo
Piano Sonata No. 22 in F major, Op. 54

5 ILiIntempodunmenuetto. . . .. ... ... .. ...,
6 LAllegretto. . . . . . . . . . e e e e e e
Piano Sonata No. 23 in F minor, Op. 57, Appassionata

7 1. Allegro assai
8 ILLAndanteconmoto. . . . . . . . . o v i ittt e
9 Il Allegro ma non troppo — Presto
Total time: 72.28

Disc 9
1. Fantasia in G minor, Op. 77
Piano Sonata No. 24 in F-sharp major, Op. 78

2 1. Adagio cantabile — Allegro ma non troppo
3 II. Allegro vivace



BETXOBEH

MUXANT NNOCKUA

BEETHOVEN
MIKHAIL LIDSKY

Conara N2 25 Conp maxkop, cod. 79

4 I Prestoallatedesca. ... ... ... ... ... 05.16
5 ILAndante . . ... .. . . . . e e e e e e e 03.21
6  IILVIvace . . . . . o v i e e e e e e e e e e e e e e 02.23
Conara N2 26 Mu-6emoib Maskop, cou. 81a

7  1.Das Lebewohl. Adagio —Allegro . . . ... ............... 08.26
8 II. Abwesenheit. Andante espressivo . . . . ... ... ... ....... 03.43
9  III. Das Wiedersehen. Vivacissimamente. . . . ... ... ........ 06.42

Conara N2 27 Mmu MuHOpP, cou. 90

10 I. Mit Lebhaftigkeit und durchaus mit Empfindung und Ausdruck . . . 06.19
11 II. Nicht zu geschwind und sehr singbar vorgetragen. . . . ... .. .. 07.24
Bpems 3Byuanust: 64.55

HOuck 10

Conara N2 28 JIss maskop, cou. 101

1 I Etwas lebhaft und mit der innigsten Empfindung.
Allegrettomanontroppo . . . « v v v v vt i e e e e e e 04.40

2 II. Lebhaft. MarschmafSig. Vivace allamarcia . . . . .. ......... 06.40

3 IIL Langsam und sehnsuchtsvoll. Adagio, ma non troppo, con affetto . 03.06

4 IV. Geschwind, doch nicht zu sehr, und mit Entschlossenheit. Allegro . 07.55

Conara N2 29 Cu-6emoiib Maykop, cod. 106

5 LAllegro. . . . . . .o e e e 12.15
6  II.Scherzo.Assaivivace . . . .. . ... ... 03.26
7 II.Adagiosostenuto. . . . . . . . . .. ...t 18.03
8  IV.Introduzione. Largo — Allegrorisoluto. . . . ... ... ... .... 13.48

Bpewms 3ByuaHus: 69.53

Piano Sonata No. 25 in G major, Op. 79

4 I Prestoallatedesca. ... ... ... ... .. 05.16
5 ILAndante . . . . .. . . . . .. e e e e 03.21
6 IMI.Vivace . . . . . . . o o e e e e e e e e e e e 02.23
Piano Sonata No. 26 in E-flat major, Op. 81a

7  I.Das Lebewohl. Adagio —Allegro . . . . . ... .. ... ........ 08.26
8 II. Abwesenheit. Andante espressivo . . . . . ... ... ... ... ... 03.43
9  III. Das Wiedersehen. Vivacissimamente. . . . . .. ... ........ 06.42

Piano Sonata No. 27 in E minor, Op. 90

10 1. Mit Lebhaftigkeit und durchaus mit Empfindung und Ausdruck . . . 06.19
11 II. Nicht zu geschwind und sehr singbar vorgetragen. . . . .. ... .. 07.24
Total time: 64.55

Disc 10

Piano Sonata No. 28 in A major, Op. 101

1 1. Etwas lebhaft und mit der innigsten Empfindung.
Allegrettomanontroppo . . . . . . . . i it i e e 04.40

2 IL Lebhaft. Marschméfig. Vivace allamarcia . . . . ... ........ 06.40

3 III. Langsam und sehnsuchtsvoll. Adagio, ma non troppo, con affetto . 03.06

4 IV. Geschwind, doch nicht zu sehr, und mit Entschlossenheit. Allegro . 07.55

Piano Sonata No. 29 in B-flat major, Op. 106

5 LAIlegro. . . . . . oo e e e e e e 12.15
6  IL.Scherzo.Assaivivace . . . . .. ... ... ... ... 03.26
7 II.Adagiosostenuto. . . . . . . . .. .. it i ittt 18.03
8 IV.Introduzione.Largo — Allegrorisoluto. . . . ... ... ....... 13.48

Total time: 69.53



BETXOBEH

MUXANT NNOCKUA

BEETHOVEN
MIKHAIL LIDSKY

Ouck 11
Conara N2 30 Mu maskop, co4d. 109
1 I. Vivace ma non troppo, sempre legato — Adagio espressivo . . . . . . 04.24
2 ILPrestisSimo. . . . . . . . v v i it e e e e e 02.51
3 IIL. Gesangvoll, mit innigster Empfindung.

Andante molto cantabile ed espressivo . . . ... ... ....... 13.40
Conara N¢ 31 JIa-6eMonbs Maxkop, cod. 110
4 I.Moderato cantabile molto espressivo . . ... ... ... ....... 07.13
5 ILAllegromolto . . .. ... .. . .. ... 02.40
6  III. Adagio ma non troppo — Ariosodolente. . . . . .. ... ...... 03.09
7  IV.Fuga.Allegromanontroppo . . . . . . . . . ... .. 07.39
Conara N2 32 mo MmuHOp, cou. 111
8 1. Maestoso — Allegro con brio ed appassionato. . . .. ......... 09.34
9 Il Arietta. Adagio molto semplice e cantabile. . . . . .. ... ... .. 17.16

Bpems 3Byuanus: 68.28

Muxann JIngckuii, poprenmaHo

3ByKopesxkuccepsl: Ennzaseta Muxaiinosa, AHapeit CeMeHOB

Disc 11
Piano Sonata No. 30 in E major, Op. 109
1 I. Vivace ma non troppo, sempre legato — Adagio espressivo . . . . . . 04.24
2 ILPrestissimo. . . . . . . . o o i i e e e e e e e 02.51
3 IIL. Gesangvoll, mit innigster Empfindung.

Andante molto cantabile ed espressivo . . . ... ... ....... 13.40
Piano Sonata No. 31 in A-flat major, Op. 110
4 I.Moderato cantabile molto espressivo . . ... ... ... ....... 07.13
5 ILAllegromolto . . ... .. .. . . ... 02.40
6  III. Adagio ma non troppo — Ariosodolente. . . . . ... ........ 03.09
7  IV.Fuga.Allegromanontroppo . . . . . . . .. ... .. 07.39
Piano Sonata No. 32 in C minor, Op. 111
8 1. Maestoso — Allegro con brio ed appassionato. . . .. ......... 09.34
9 1L Arietta. Adagio molto semplice e cantabile. . . . . .. ... ... .. 17.16

Total time: 68.28
Mikhail Lidsky, piano

Sound engineers: Elizaveta Mikhaylova, Andrey Semenov



BETXOBEH

MUXAUT NNOCKUA

TpumauaTh IBe COHAThI A (oprenmaHo Jlrogsura BaH beTxoBeHa — ofHa
"3 BepIIMH MY3bIKM, MCKYCCTBA BOOOIe. Co3maBaBIlMecss Ha MPOTSsKeHMUM
MPaKTUYECKM BCeii JKM3HYU BEJIMKOTO KOMIIO3MTOpPa, PopTeraHHble COHATHI
BOOpasn B ceOsl eiBa JiM He BCE MHOrO0Opasye ero CTU/sl. B HuX sKUBO OIIIy-
aeTcs IaMeHHasl YCTPeMJIEHHOCTh K 0OpoieTen, KOJIOCCATbHbIN pa3max,
IIMPOYANIINIA CIIEKTP HACTPOEHMIA, ITCUXOMOIMUECKMX COCTOSIHMIA, MBIC/IEN,
KOHLIEILIMIA, TUTAHMUYECKas BOJISI, APaMaTypruuecKuii ¥ KOHCTPYKTMBHBIN
reHuit. ITo CBOEro poja MaMsATHUK BCEMY JIyUIIIEMY B UeJIOBEKe.

[/ H/KeTIOATICABIerocst OyeT OTPaHO, eI HacTosIIas paboTa MoMo-
KeT, IyCTh B CaMOJ CKPOMHOI Mepe, TO3HAHMIO BEIMKOM OeTXOBEHCKO¥
MY3bIKH.

Muxaun Jludckuti

IMPUBJINOKASICDH K BETXOBEHY

3amuch TpUALIATU IBYX cOHAT beTxoBeHa B ucComHeHMM Muxanna JInackoro
Havajachb B CTyauuM AxameMuu XOpoBoro mckyccrBa umenu B.C. Tlorosa
(MockBa) B okTsi6pe 2019 roma, B 2020 6bl1a IpepBaHa M3-3a MaHIEMUU
Covid-19, B 2021 Bo3o6HOB/NeHa U B uioHe 2023 roma okoHyeHa. Torma ke
MMAHUCT TIPENCTaBUI OETXOBEHCKMIT METallMK/I Ha KOHIIEPTaX B HECKOIbKUX
poccuiickux ropogax. Panee 32 coHatsl beTxoBeHa B ucronHeHun Muxauia
JInackoro 3Bydany B MOCKOBCKOM MeXTyHapomHoM JloMe My3bIKM, (priapMo-
Husx MuHcka, baky, Bonrorpaga, Binagymupa u opyrux ropoaos.

JKuBoJi KOHIIEPT, 6€3yC/IOBHO, OTIMYAETCS OT PabOThI B CTYOMUM, OTHAKO
B 0eTXOBeHCKOM IpoekTe Muxamsaa JIMICKOTO OJHO TECHO CBSI3aHO C ApY-
TMM: KaK MPaBujIo, UMEHHO B ITyOIMYHOM MCTIOTHEHUM TIPOBEPSIETCST JKU3He-
CTIIOCOOHOCTb MHTEPIIpeTaINy, CTPOHOCTb KOHIIEMIIUY, Ka4eCTBO OTHEKMN.
B «3mech u ceityac» KMBOTO KOHIEPTa, MO (JIOBAM IMMAHMUCTA, 3aKIH0YAeTCs
U LIEHHOCTb, ¥ YSI3BMMOCTb: UTPATh MPUXOOUTCS KaK ObI 6€3 ITpaBa Ha OIIMOKY,
6e3 nybieii — HeOTbEMJIEMOI YacTy paboThI B CTYyaMM. «PasHMIIa MEXIY KOH-
1IepPTOM U 3alIMChI0 CPOAHM Pa3HUIIE MEXIY TeaTPOM U KUHO,— rOBOPUT JIu-
CKuit.— SIBeHus 6;M3KMe, HO BCE 5Ke pa3HbIe».

CoHatbl beTxoBeHa (Mpex/e BCero, camble 3HAMEHNUThIE) BXOIST B perep-
Tyap MpaKTU4YeCKy KaKaoro nuanucta. C HUMM CBSI3aHbI KPyITHeIe JOCTU-
keHus1 B (GOpTeNnuMaHHOM MCIIOMHUTENbCTBE. EAVHBIM LIUKIOM 32 COHAThI
TepBbIM MUCITOIHUI B KOHIepTax Makc ¢oH ITayap (1866—1945). IlepBas 3By-
KO3aImich Bcex (opTemMaHHbIX COHAT berxoBeHa 6bLaa caenaHa B 1930-x
rogax Aprypowm IllHabenem: 1o ceit IeHb ee TOCTOMHCTBA He MepKHYT. C Tex
MOp TIOSIBWJIOCH HEMaJIo IPEBOCXOIHBIX ayIMOBEpPCMii Meramykia, 0jaro
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MHTEpeC K 3TOV BeIMKONM My3bike He Mcue3aerT. [lepBbIM U3 POCCUICKUX TTHA-
HUCTOB TIOJMHBIN LMKI (POpTenyuaHHBIX COHAT BeTxOBeHa MCITOMHUI B KOH-
ueprax Camymn Mavikanap (1927), 3aTeM — Takue KpyITHble My3bIKaHTbI, KaK
Camymn ®eitH6epr, Mapus I'punbepr, TatbsiHa Hukonaesa... IlepBas oreue-
CTBEHHas CTyMiTHasI 3aICh Meralukiia 6bi1a caenada B 1960-x romax Mapueii
I'pun6epr. 3amich dvmis I'mmenbca (1970-e — 1980-e rombl) ocTajiach, YBBI,
HEOKOHYEHHOIA.

YTO ABVSKET MMAaHMCTOM, PEIIMBIIMMCS Ha TOA00HbIN Tpyn? [TornbITKa pas-
ragath betxoBeHa? CTpemiieHye IOKOPUTD BePIIMHY GOPTEIMAHHOTO pernep-
tyapa? I[Ipoiitu no cnemy reuusi? Kaskmast M3 MpyM4MH MOXKET ObITh 3HAUYMMa.
ITo cioBam Muxamta JInackoro, paboTta Haj coHaTaMu beTxoBeHa mana emy
BO3MOKHOCTb CKOHIIEHTPUPOBATHCS HA TOM, UTO SIBJISIETCS [JIS1 HETO OSHUM
13 TVIaBHBIX KM3HEHHBIX OpMEeHTUPOB. «Ham conatamu betxoBeHa st paboTaio
C IOHBIX JIET, ITIOUTU BCIO KM3Hb,— UUTAEM B MHTEPBBIO MMaHuCTa. — COHATHI
BerxoBeHa Tak 6e3mOHHBI — 3TO CJIOBO JIIOOMIA TOBTOPATH Mapus M3pa-
mneBHa ['pMHOepr — CKOBKO HY Jenaii, Bcé mano. A Hejirays mo6mi 1iutm-
poBath by3onu: “)KusHb yeoBeKa CIMIIKOM KOPOTKA, YTOOBI BHIYUUTh OPUS
106”. 1 aTO 0ffHA COHATa, IMyCTb camasi 60JIbIast — UYTO YK TOBOPUTh 060 BCeX
TPUALIATY ABYX. TPAKTYIO0 CBOIO pabOTy MMEHHO KaK paboTy — TaK YK BBIIIIO,
YTO S UTPalo BCe COHAThl beTXOBeHa: MHE 3TO HY)KHO U B&XKHO».

Tpuauath ABe QopTenuaHHble COHAThl beTxOBeHa — BelMKOe TBOpeHue,
opus magnum, HaJi KOTOPbIM KOMITO3UTOP paboTan OGOJIbIIYI0 YaCTh JKU3HN.
OTO ¥ MY3bIKQJIbHBI THEBHUK, HAuaThlii 22-IeTHUM reHueM B 1792 romy
B boHHe 1 3aBeplilleHHbIN TPUALATD JeT CITycTs B BeHe. M yHUKaNIbHas TBOP-
yeckas JabopaTopust — KUBOJA ¢Jie[l BHOXHOBEHHO aBTOPCKO MbIC/IN, TIOUC-
KOB 1 (heHOMeHa/IbHbIX OTKPBITHII B IIOCTPOEHMM COHATHOTO LIMKIIA, TpyeMax

¢doprenmanHoro myucbMma. CO3maHHBIN Oosee ABYX BEKOB HA3aj, MeraryKi
OCTaeTcs eieBPOM BHe BpeMeHM. B coHaTax BeTxoBeH MposBIseT cebst ¥ Kak
KJIACCUK, ¥ KaK POMAHTHUK, ¥ KaK MacTep SM0XM 0apOKKO, 1 KaK SKCIIPECCMOHNUCT
¥ MOJIEPHICT; 3IeChb MOXKHO HaiiTu commkenus ¢ l'enmenem u Baxom, Taiin-
HOM 1 Moraprom, Illy6eprom u Bepmmosom, lllymanom u Bpamcom, JInctom
u Baruepowm, YaitkoBckum u Manepom, Bepau u KOMIIO3UTOpaMy HOBOBEH-
CKOJ1 IIKOJIbI, XMHAeMUTOM U lIlocTakoBUYEM...

MmeHnHo B (opTenmaHHOl coHaTe BeTXOBeH, reHMa/bHbINI KOMIIO3UTOP
U MMAHUCT-UMITPOBM3ATOP, HAXOIM/I HOBbIE (DOPMBI M CITOCOOBI BHIPA3UTETbHO-
CTU, IPUMEHEHHbIe 3aTeM B CMMGOHMYECKOI ¥ KaMEepPHO-MHCTPYMEHTaIbHOM
My3bike. OH OBeJ [0 Ipenesa Uaer COHAaTHO-CUMMGOHMYECKOTO IIMKIIA KaK
3aKOHYEHHO (hMI0co(CKOii KOHIEMINNA: C TIPUHIIUIIOM eIMHCTBA ¥ 60PbhObI
KOHMIMKTYIOMIVX, MHOTJIA pa3suUTeIbHO KOHTPACTHBIX 3JIEMEHTOB, HEIIPePhIB-
HOCTBIO pa3BUTHS U TpaHchopMaIyy 06pa3oB, IOHMMaHMEM eIMHCTBA YacTein
KaK «MHCTPYMEHTAJIbHONM OpaMbl», KasKIbI/ «aKT» KOTOPOIl — 3BeHO edMHOTO
MY3bIKaJIbHO-APAaMAaTyPTUUECKOTO «TeCTBUSI».

CobpaHHbIe BOEIMHO 32 COHATHI TIOMOTAIOT YBUAETh «TeHepabHbIN IIaH»,
MIPOC/IEINUTDb OTKPBIThIE BETXOBEHOM ITyTH 3BOTIOLMM sKaHPa. 3AeCh 1 OOJIbIIIEe
YEThIPEXYACTHBIE TOCTPOEHUS] — COHAThI-CUMGOHUM, U Pa3IMUYHbIE Bapy-
AHThI TPEXYACTHBIX COHAT, CBOOOAHBIE COHATBI-(AaHTA3MM, HECKOIBKO JBYX-
YaCTHBIX — OT «JIerKux coHaT» cou. 49 1o BeiMuecTBeHHOI Imoc/ienHel COHAThI
cou. 111... ITo aTuM myTSIM 3a BeTXOBEHOM UAYT KOMIIO3UTOPBI CJIEAYIOLIMUX
TTOKOJIEHUIA.

VY beTxoBeHa HeET «IPOXOLHBIX» COHAT. Bce OHM OTIMYAKOTCS UCKITHOUM-
TeJIbHOV 00pa3HO-TeMaTUYecKoii CTPOHOCTbIO, I1€JIOCTHOCTBIO, JIOTUY-
HOCTbI0O (DOPMbBI, 3HAUUTENLHOCTbIO, MpaMaTypruueckKuM M TeMaTUUeCKUM
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pasHooOpa3ueM, HeBEPOSITHON CUJIO KOMITO3UTOPCKOTO MHTeJUIEKTa. beTxo-
BEH He OOUTCS CTAJKMBATh BBICOKOE M HM3KOe: BOCIIAPSATh Ha HeHOoCsraeMble
BEPIIVHBI MM, HAIPOTUB, OBITh HAPOUMTO ITOCTYITHBIM, JIETKOMBIC/IEHHBIM,
MCaTh YMBIIITIEHHO «HEKpacuBO». biiaroroBeHne 1 MvH@epHaJIbHOCTh, FTepoMKa
U mapoaus, IMpyKa 1 nadoc, U3bICK ¥ IIPOCTOBATOCTD, Tparnueckoe 1 KoMuue-
CKOe, IMOHMCHUIACKOe U alojyIoHMYecKoe... «CoHaThl beTxoBeHa B 11€JI0M — 3TO
BCS KM3Hb yesioBeKa. KaxkeTcs, UTO HEeT SMOLIMOHA/TbHBIX COCTOSTHUIA, KOTOpbIE
TaK WM MHAye He HaILIM Obl 3[1eCh CBOEIO OTPAXKEHMSI, HET TyIIEeBHBIX KOH-
(MUKTOB, KOTOPbIE HE MPeJIOMUINCH ObI 3/1eCh B MY3bIKaTbHO-IMHAMUYECKOM
aHe» (akageMuk bopuc Acadbes).

Cpenyt TpUALIATY IBYX COHAT beTxOBeHa TPyOHO HaiTH ITOX0XKMe. YKe paH-
Hue (c [lepBoii mo OguHHaaaTyo; 1796—-1800), oTyacTy HaNMCaHHBIE I10 CJie-
mam TajimHa m Mouapra, HECyT OTIIEYaTOK KOJIOCCATbHOW OeTXOBEHCKO¥
MHAVIBUIYAJIBHOCTH C €€ OIIeJIOMJISIIONIel CWJIOM M HOBM3HON: KaMePHbIN
’KaHP KJIaBMPHOJ COHATHI MPMOIDKaeTcss K Macirrabam cuM@onny. CoHaThI
cpenHero niepuoga (N2N? 12-23; 1802-1806) — 3T0 mopasuTeNnbHOE COBEP-
IIEHCTBO ApXMUTEKTOHMKM TIpU CBOOOIE OT TPAAMIIMOHHBIX CXeM, TTyOMHA
MBIC/IM U CUJIa TUIAMEHHOTO YyBCTBa, (haHTacTMueckasi BbICOTa, HA KOTOPYIO
TIOAHSIICST BEIMKUI KOMITO3UTOP B MOPY 3penocTu. Jlanee mocie HEKOTOPOTO
repepbiBa ObLIM HAIIMCAHbI TAK Ha3bIBaeMble IEepPexXOmHble COHAThI (C [IBam-
1IaTh 4eTBepToii Mo JIBamiaTh cenpbmyto; 1809-1814) — HebGosnbllMe, C TEH-
IeHIMeN K IMPUYecKoii JKaHpOBOCTH, TTpenBocxumiaonieii lllybepra, Bebepa,
[lymana 1 MeHzenbcoHa. B mosgHux conatax (N2N? 28-32; 1816—-1822) ber-
XOBEH CJIOBHO IPOPBIBAETCSI B GECKOHEUHOCTD, MPEO0IeBast HaiileHHOe UM
CaMMM U YCTPeMJISISICh MBIC/IbIO KakK B Ipoiiioe — K baxy u I'eHgento,— Tak
" B Oyayliee — K pOMaHTU3MY U My3bike XX BeKa.

HekoTopbie COHATHI MOMYYW/IM TTPOTPAMMHBIE HA3BAHUS; U3 HUX ABTOPY
TIPMHAJJIeKaT TOJIbKO NBa: «boJbllas rmareTuyeckas CoHaTa», cod. 13 (Bock-
Masl) M Ha3BaHM4 4vactei B [IBajuaTh 1ectol coHare, cou. §la. Ilporpam-
MOt TocieHelt mocayskuim coobiTus 1809 ropa, cBsI3aHHbBIE CO caavueii BeHbr
HarmoneoHy — oTbe37, ¥ BO3BpallleHue 3pIrepiiora, BIOUIEACTBUM apXyUern-
ckona Pynonbda, yueHrKa 1 moKpoBuTesis berxoBeHa. JlereHmapHble Ha3Ba-
HUS — «JIyHHAas1», «ABpopar, «ANaccuoHaTa» U Apyrue — He aBTOPCKUe.

B HacTosIee cobpaHue K COHaTaM IpuOaBieHbl IBe Ibechl beTxoBeHa.
Andante favori («Jlro6umoe aHganTte»), WoO 57 3aayMbIBa/IOCh KaK CpemIHSsIs
yacTh cOHAThI N2 21, HO OKa3aJ0Ch CTOJIb MACIITAOHBIM U COMEPsKaTeTbHBIM,
YTO aBTOP CUe HY)KHbIM HarmcaTb Apyryioo. Pantasus, cod. 77 (1809) Hamm-
caHa 110 3aKka3y Myumo KnemenTtu (1752-1832). SIpkuit mpumMep 6€ TXOBEHCKO
MMIIPOBM3aLIMM — BUPTYO3HAsI, BbIIEep>KaHHAsI B CBOOOIHOM POMAHTUUYECKOM
IyXe,— OHA IPUMBIKAET K «II€PeXOIHbIM» COHATAM.

Muxans JInackuii co6MoaaeT XPOHOIOTMYECKII TTOPSIIOK — M B KOHIIEPT-
HOJ1 ITPaKTUKe, U B PaCIIONOokeHNY (POHOTPaMM — TaK HATJISIAHO TIPOSIBIISIETCS
SBOMIOIMS CTUISL U skaHpa. [IoMMMO XpOHO/IOTUY, B TIOCTPOEHUUM Meraiukia
MMAHUCT PYKOBOJCTBYETCS OObeOVMHEHMEM COHAT B OITYChl — KaK OHM ObLIN
M3IaHbl aBTOPOM. JIMackoMy O/M3Ka Maesi aBTOPUTETHOTO MCC/IeIOBATENS
TBOpuecTBa betxoBeHa ®uinria ['epuikoBuya 0 «CBEpXIUKIaX» COHAT — OPUS
2, opus 10 u T.;m. Pa3BuBasi 3Ty KOHIIEMINIO, TMAHUCT CTPEMUTCSI BBISIBUTD
He TOJIbKO OTMeUeHHbIN [epIIKoBMUEM CTPYKTYPHBIN acIekT, HO U JOpyrue
(aKTOpbI eIMHCTBA «CBEPXIVKIOB» — OOLIHOCTh TEMAaTM3Ma, CTwIs (opre-
MMaHHo (HaKTypbl (HaIpMMep, OPKeCTpaabHOro B IIaTeTnueckoil coHaTe CoY.
13, ¥ KaMmepHOT0 B «CBePXIMKIIe» cou. 14)... «Takas mepcreKkTBa MbIILJIEHUS
ornpenesieT Mecto U (PYHKIMIO KaXKI0il COHAThI U, CIeJ0BAaTeIbHO, TpeGyeT
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repepacrpeie/ieH s CMBICJIOBbIX AaKIEHTOB: ApaMaTypruuecKux I[eHTPOB,
TIPUHITATIOB Pa3BUTKSI BHYTPU KaskAOTO COUMHEHMS, KyIbMUHAIINIT, — OTMe-
YyaerT B pelleH3MM Ha KOHIIEPTHOe UCIIOMHEeHMe Meraiykia Muxaunom JInackum
nouieHT EneHa Benbdop (KypHan «My3bIKaHT-KJIacCuK»).— KHTeprpera-
st JIMACKOTO BBISIBUIA HE TOJBKO €CTECTBEHHYIO SBOJIOINIO 6@ TXOBEHCKOTO
CTUJIST, TBOPUYECKMIA ITYTh Xy OKHUKA, HO U YIVMBUTEIbHYIO 11eJI0OCTHOCTD IIMK/IA:
TEMaTUYECKIEe Y PUTMUUYECKIE CBSI3Y, pAa3HOOOPa3HbIe apKYM Ha PACCTOSTHUM».

MakcuManbHO TOYHO C/leflysl aBTOPCKUM yKasaHusiMm, Muxami JInpckmit
CABILIUT U «IIPOM3HOCUT» OETXOBEHCKMII TEKCT IMO-CBOeMYy (3TO OTMETMI
B pelieH3UM JIJIs1 XXypHasia «PUaapMOHMK» U3BECTHDIV MMAHUCT U MY3bIKaJIb-
HbIN rucaTtenb ['puropnii [opmoH), BObIXaeT B HETO HOBYIO >KU3Hb, KaK BbIJa-
IOIIMIACS ApamMaTUuyeCKuii apTUCT WK 4dTell-AeKkaaMaTtop. JIMackuii ciemyer
3a beTxoBeHOM, CTapasiCh BBISIBUTb KasKObIli «IIOBOPOT» CIOXKETa, Y/IOBUTh
TOHYAMIINeE IMePexXoibl CMBICIOB, TPAJalMi0 OTTEHKOB, KPACOTy MBIC/IN, CYyTh
Heroipa)kaeMoro 6eTX0BeHCKOro 1omMopa — IJisl MaHUCTa B 6@ TXOBEHCKOM
TeKCTe HeT MeJiouedi... Takast CKpyITy/ie3HOCTb TOBOPUT O MacIlTabe TMUHOCTH
MHTEpIIPeTaTopa, O MpaBe B KOHEYHOM UTOTE «ObITh PABHBIM» KOMITO3UTODY.

HoBusHy u cBoeoGpasue MHTepripeTanmii JIMICKOrO OTMeYar0T MHOTME
pelleH3eHThl — B UaCTHOCTU, BECOMOCTb TPEXAOAbHOM My/IbCAlIU B CKEPI03-
HBIX YaCTSX (He IMPOCTO «Ha pa3», KaK 00bIYHO MPUHSTO), TPUOIVDKEHME 1031 -
HUX COHAT K CTWIIO 6ApOKKO C ero Mom(OHNIECKOi SICHOCTBIO U SKaHPOBOIA
OIpefie/IeHHOCThIO (B OT/IMYME OT MPUBBIYHOTO «YCIOBHOTO POMAaHTU3May),
HEKyI0 OOIIyI0 TEHAEHIVIO K YIIyOJeHHOCTY M CTPOTOCTM SMOIIMIA, CHep-
’KaHHOCTM TEMIIOB B IPOTMBOBEC MPUBBIUHBIM «Oype U HaTUCKy». IIpy aTOM
«CcoHaTbl beTxoBeHa... MpefcTanyu B ucnoaHeHun Muxaumna JIMACKOTO HEOXM-
IaHHO HOBBIMM, OUMILIEHHBIMU U YOVUBUTEIbHO COBPEeMEHHBIMU. IHbIe U3 HUX,

Ka3aJIoCh, MIPUHAZJIEKaT COBpeMEHHOMY KOMITO3UTOPY, HACTObKO 3BY4YaHMe
ObLIIO TIOIHO KPACOK U My/IbCUpPYIOLeit xkuBoit kpoBu» ([IéTp CrimiibiH, TazeTa
«MonBb», Bnagumup).

Crosb ke OUEeBUIHO COIIacue KPUTUKOB B TOM, YTO OPUTMHAIbHBIN MO -
xop, JINJICKOTO He TOIbKO He MPOTMBOPeYUT beTxoBeHy, HO CJIOBHO pacuuIiiaeT
MOJIMHHBIN OETXOBEHCKMII TEKCT OT HAKOMNMBIIMXCS HACIOEHWI, MHTep-
MpeTaTOpCKUX Kiuiie. JIMACKUI «OTKPbIBAET CAYIIATeN0 JOPOTY K 3aMbICTy
KoMmmosutopa» (oupwkep IOpuit UnbmHOB, «Bomrorpazckas raserar);
«B MHTEepnpeTaiuy Muxanna JIMACKOro cCoHaThl BeTxoBeHa, 0CBOOOKIEHHbIE
OT UCTIOJIHUTENbCKUX CTEPEOTUTIOB U IITAMIIOB YUeOHO-KOHKYPCHOM 3KCIUTY-
aTaiuu, IBUINCh HaM HOBBIMMU, CBEKMMMU, TMOAJMHHBIMY, TTOJOOHO CTApbhIM
MKOHaM, C KOTOPBIX CHUMAIOT CJIOM MO3HUX 3amuceii, 0OHapysKMBast CTapuH-
Hble IIefleBpbl. B 3TOI HOBM3HE HEeT HM MaJleiIliero cjaeaa CaMOAeMOHCTPpaLuN,
OpUTMHAJIbHMYAHbS, JIOKHOTO Tadoca ¥ TTyOOKOMBICIMUS: BCE ITPOAMUKTO-
BaHO ITyOOKNMM M3y4eHVEM 1 OCMBIC/IEHEM OeTXOBEHCKOT'O TEKCTA KaK 11N,
a He cpencTBa camoBbipaskeHus» (EneHa Benbdop).

«McnonHenne betxoBeHa Muxamnom JIMgCKuM SIBJIIETCS iepefayveit Bein-
KMX TaifH aBTOpA, YTO €CTh COObITHE U UYI0,— UMTAEM B PEleH3MM Ta3eThl
«Kynbrypa».— JIMACKUIA yTBEpKAAeT BBICOKOE ¥ TAMHCTBEHHOE CBOMCTBO
MY3bIKV: HEBO3MOKHOCTh BepOaM30BaTh ee 006pasbl,— a X0 MY3bIKaJIbHOIA
MBIC/IN JieIaeT CTPOIHBIM, U B TO XK€ BpeMsI MMITPOBMU3AIIMOHHbBIM, 3aCTaBJISIET
MepekMBaTh HacTosIIee MOTpsiceHue». B craTbe mpodeccopa bopuca bBopo-
nvHa (kypHan «[InaHodopym») 06 ucnonHeHun Muxawiom JIMOCKMM COHAT
BerxoBeHa roBoputcs: «OH He OGOMTCS MATU IMPOTUB TEUEHMs, HarlepeKkop
KpenHyleii Jaxke B akaJleMUueCcKoi cpefie TeHAEeHIIUY K pa3BaeKaTeIbHOCTH!.
Ero TpakTOBKM MOZYMHEHbI CTPOTON AUCIUIUIMHE MbICIM M HE pacCUMTaHbI
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Ha BHemHuit 3ddekT. OHM He TIPeTEeHAYIOT Ha 6Ge30rOBOPOYHOE TIPUSITHE
" aJIpecoBaHbl, IIPEXKIe BCETO, YMHOMY CJTYIIATEI0, CIIOCOOHOMY ITOC/IeI0BATh
3a apTMUCTOM I10 JAJIEKO He JIETKOMY MapIlpyTy... ET0 TpaeKTOpusI MOXKET ObITh
He Bcerja MpsIMOi U He Bcerma NMpUBOIEN cpasy K 1ie/in, IOTOMY UTO 3TO
He yBece/IUTe/bHasl TPOTYJIKa, a “ITyTh MO3HAHUS ».

B 3amncu 32 conar betxopeHa Muxann JINACKUI mpeacTaeT M Kak pacckas-
YK, ¥ KaK Tepoii, M KaK IIOBEpPeHHbIN aBTopa. Ilepen HaMu — >XuBasi My3bl-
KaJIbHasl peyb, B KOTOPOJi CIIBIIIATCS GMeHue cepplia, TeIvioTa MHTOHAIUMY,
MPaBAMBOCTb TTOBECTBOBAHMS, UMCTOTA M GJIAarOPOJCTBO MTOMBIC/IOB, TIOZJIVH-
HbI/i TYMaHM3M — BCE€, yeM HaIlOJIHEeHa My3blKa OETXOBEHCKMX COHAT. Bcé,
B YeM, 10 BBIPAKEHUIO CaMOro beTxOBeHa, OH BUZEN CBOE MPU3BAHUE: «CITy-
KUTb CBOMM MCKYCCTBOM O€JHOMY CTpakOyllleMy uesoBeuecTBy». Ham octa-
€TCSI TOJIbKO MPUCTYIIATHCS U MPUOIU3UTHCS K X aBTOPY.

Mwuxawn JInackuii (p. 1968) okOHUMI MIKOMTY M MHCTUTYT (HbIHE Poccuii-
CKYI0 aKaZeMMI0 My3bIKM) MMeHu ['HecuHbIX (Kimaccel MapmHbl Mapiiak
u Bnagummupa Tpomnmna). Konueptupyer ¢ koHua 1980-x romos B Poccum,
Uranuu, dnonun, Hugepnaupax, l'epmanum, Typuum U OpPyrux CTpaHax.
C ce3ona 2007/2008 B MOCKOBCKOM MEXIyHAapOAHOM JloMe MY3bIKU exe-
TOAHO MpoBOAUTCS aboHeMeHT «DoprenuaHHble Beuepa ¢ Muxauiom JIna-
CKMM», B TIpOrpaMMax KOTOPOTO 3BydyaT Ipou3BefeHus beTxoBeHa (B TOM
uyncie 32 conartsl), Mouapra, llly6epra, Illymana, Jinucra, [llonexa, Paxmaumn-
HOBa, baxa, Ckapnartu, MengenbcoHa, [le6ioccu, PaBens, CkpsiouHa, Met-
Hepa, [IpokodbeBa 1 Ipyrux KOMITO3UTOPOB. [IMaHUCT peryyisipHO BbICTyTIaeT
C OpKecTpamu 1 B aHCaMOJIsiX. B 06macTy 3ByKO3armcy COTpyaHMYaI C KOM-
nanussMu Denon, Wakabayashi-koubou, DECCA u npyrummu; Hambonee
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M3BECTHAs ero paboTa MoCJIeHUX JIET — IMOTHbIN MK POPTENMaHHBIX COHAT
Huxkonas MsckoBckoro (Moscow Conservatory Records, 2018). TIpodeccop
Kadenpsl crielraabHoro dhoprennaHo MOCKOBCKOI rOCyaapCcTBEHHOM KOH-
cepBaropunu umenu II.M. YaiikoBCKoro. ABTOp psifa CTaTeil Mo UCTOPUM
1 Teopum (popTenaHHOTO MCKYCCTBa.

Kputuku ormeuaoT (eHOMeHa/lbHbI/I MTPOBOI ammapaT IMaHUCTA,
OPUTMHAIBHOCTh €r0 TPaKTOBOK, BHMMATEIbHOCTh K 3BYKY, pasHoo6pa-
31e TeMOpPOBOJ ManuTphl. B McnomHeHU coHaT beTxoBeHa 3TU KadyecTBa
TIPOSIBJISIIOTCSI B TIOMHOM Mepe. «Ero mocTtuskeHne 6eTXOBEHCKOTO CTUJIS
6e301m160YHO0. My3bIKAHT CKPYMY/IE3HO YMTAET M 3HAeT HOTHBIN TEKCT —
eIMHCTBEHHOe T0C/aHNe, MoJIydeHHOe HaMM OT beTXoBeHa,— YTO OTHIOAb
He MelllaeT eMy ObITh CaMuM c060i1» (rTpodeccop I'puropuii FTopaoH).

«[Tnanuct Muxamun JInackuit — onyiH U3 Hamubosiee CaMOOBITHBIX U TJTy-
60KMX MY3bIKAHTOB ceromHsiirHeii Poccum,— mucan gupuskep AnekcaHap
BenmepHukoB.— Ero otinuyaeT riayboydaiiiiiee TpOHMKHOBEHME B CYITHOCTD,
CTWUJIb U CTPYKTYPY UCTIOHSIEMBIX TTPOM3BeHeHUIA, IPKUi1 UHAVBUAYAIbHbBIN
apTUCTU3M U O/IMCTaTeIbHAsI TEXHMKA, HUKOTAA, OMHAKO, He SIBJISIOIIASICS
camolenbio. JINACKuiA — BUPTYO3HbIN NMMAHUCT, HO HE NMUMAHUCT-BUPTYO3,
a mnuaHucT-¢muiaocod U MHTEpIpeTraTop». BausiTenbHas MuIaHCKas
razeta «Koppobepe meimna Cepa» HasbiBaeT Mmuxamna JIMACKOTO «OOHUM
"3 TeX HEMHOTUX, K KOMY 3MUTEeT “BeIUKUII” MOKHO NIPUMEHUTH CO CIO-
KOltHOIt coBecTblo». Tl'aszera «Kymbrypa» oTmeuaeT: «HeOOBIKHOBEHHO
boraToe ¥ IUIACTUYHOE 3BYKOM3BJIEUEHME, BUPTYO3HOCTb He HAaIlOKas3,
rmomavya MeJIOAMYECKMX JIMHUIA B Pa3sHOOOpPa3HBIX MHCTPYMEHTAIbHbIX
TeMOpax,— BOT YTO OIpeessieT YHUKAJIbHYIO MIKOMY JIMACKOro, HO Ipe-
KIe 4eM TOBOPUTb 00 3TOM, HaJO BCce-Taky Ha3BaThb IMMAHUCTA TOHKUM

XYOOXKHUKOM-MHTEPIPETATOPOM, KOHTeHMAIbHBIM T€M aBTOpPaM, KOTOPBIX
OH UCTIOJTHSIET».

CaM NMMaHUCT He JIIOOUT MHOTOCIOBUST U madoca. borato spynupoBaH-
HbIi, Ja/IeKuit OT CyeTHOTO, OT/IMYAIOIIUIICS «TyM BbICOKMM CTpeMJIEHbEMY,
MacITaboM JUYHOCTM B LieJIoM, Muxami JIMACKMIA BOBJIEKAET CITYIIATENS
B ITOCTMsKeHMe aBTOPCKOTO 3aMbIC/Ia, CYyTh KOTOPOTO TaK TOYHO OIpeaennia
Mapus KOguna: «CiyiilaHue My3bIKM He eCTb YI0BOIbCTBME. OHO SIB/ISIeTCS
OTBETOM Ha I'PaHAMO3HbIN TPy, KOMIIO3UTOPA U Upe3BbIYaiiHO OTBETCTBEH-
HBIVi TPYJ, XyA0KHUKA-UCTIOMHKUTENS. CIylliaHue My3bIKM eCTb ITI03HaBaTe lb-
HbI IIPOLeCC BBICOKOTO YPOBHSL...».

Enena @omuma



BEETHOVEN

MIKHAIL LIDSKY

Thirty-two piano sonatas by Ludwig van Beethoven are among the pinnacles
of music and art in general. Created throughout nearly the entire life of the
great composer, the piano sonatas absorbed almost all the diversity of his
style. They are filled with a vivid sense of fiery striving for virtue, a colossal
scope, a wide range of moods, psychological states, thoughts, concepts,
titanic will, dramatic and constructive genius. They are a kind of monument
to everything that is best in man.
The undersigned will find it gratifying if this work helps, even in the most
modest measure, to the knowledge of Beethoven’s great music.
Mikhail Lidsky

APPROXIMATING TO BEETHOVEN

The recording of thirty-two Beethoven sonatas performed by Mikhail Lidsky
began in the studio of the Popov Academy of Choral Art in October 2019
in Moscow, then was interrupted due to the Covid-19 pandemic in 2020,
resumed in 2021, and completed in June 2023 when the pianist presented the
Beethoven megacycle at concerts in several Russian cities. Mikhail Lidsky
performed the thirty-two Beethoven sonatas at the Moscow International
House of Music and the philharmonic halls of Minsk, Baku, Volgograd,
Vladimir, and other cities.

A live concert certainly differs from work in the studio, but one is closely
connected with the other in Mikhail Lidsky’s Beethoven project: as a rule,
it is a public performance that proves the viability of an interpretation,
the coherence of a concept, and the quality of finishing. According to the
pianist, the “here and now” of a live concert is what makes it both valuable
and vulnerable: you have to play as if mistakes are not an option, without
takes that are an integral part of the recording process in the studio.
“The difference between a concert and recording is akin to the difference
between theater and cinema,” says Lidsky. “The phenomena are close, but
still different.”

Beethoven’s sonatas (primarily the most famous ones) are part of
almost every pianist’s repertoire. They are associated with the greatest
achievements in piano performance. Max von Pauer (1866-1945) was the
first to perform the thirty-two sonatas in a single series in concert. The first
sound recording of complete Beethoven piano sonatas was made by Artur
Schnabel in the 1930s: its merits have not faded to this day. Since then,
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many excellent audio versions of the megacycle have appeared thanks to the
unfading interest in this great music. Samuel Maykapar was the first Russian
pianist to perform the complete Beethoven piano sonatas in concert in 1927.
A number of major musicians such as Samuel Feinberg, Maria Grinberg, and
Tatiana Nikolayeva did the same afterwards. The first studio recording of
the megacycle in this country was made by Maria Grinberg in the 1960s.
The recording project of Emil Gilels of the 1970s and 1980s unfortunately
remained unfinished.

What drives a pianist who dares to do it? Is it an attempt to unravel
Beethoven? A desire to conquer the peak of the piano repertoire, to follow
the trail of the genius? Each of the reasons may be significant. According to
Mikhail Lidsky, working on the Beethoven sonatas gave him the opportunity
to concentrate on what was one of the main guidelines in life to him.

“I have been working on the Beethoven sonatas ever since I was young,
almost all my life,” we read in an interview with the pianist. “The Beethoven
sonatas are so bottomless — Maria Grinberg loved to repeat this word — no
matter how much you do, it is not enough. And Neuhaus loved to quote
Busoni: ‘A person’s life is too short to learn Opus 106.” And this is just one
sonata, albeit the largest one — let alone all thirty-two. I treat my work
precisely as work — it just so happens that I play all of the Beethoven
sonatas: it is necessary and important to me.”

Beethoven’s thirty-two piano sonatas are a great creation, an opus
magnum, on which the composer worked most of his life. They are also
a musical diary begun by the 22-year-old genius in 1792 in Bonn and
completed thirty years later in Vienna. They are also a unique creative
laboratory — a living trace of the composer’s inspired thought, search, and

phenomenal discoveries in the construction of a sonata cycle and piano
writing techniques. Created more than two centuries ago, the megacycle
remains a timeless masterpiece. In his sonatas, Beethoven reveals himself
both as a classicist and romanticist, as a master of the baroque era, and as
an expressionist and modernist; here you can find connections with Handel
and Bach, Haydn and Mozart, Schubert and Berlioz, Schumann and Brahms,
Liszt and Wagner, Tchaikovsky and Mahler, Verdi and the composers of the
Second Viennese School, Hindemith and Shostakovich.

It was the genre of piano sonata where Beethoven, a brilliant composer
and improvising pianist, found new forms and methods of expression, which
were later applied in symphonic and chamber instrumental music. He took
the idea of the sonata-symphonic cycle as a complete philosophical concept
to the extreme: with the principle of unity and struggle of conflicting,
sometimes strikingly contrasting elements, the continuity of development
and transformation of images, the understanding of the unity of parts as
an “instrumental drama,” where every “act” is a link of a single musical
dramatic “action.”

Collected together, the thirty-two sonatas help us see the “master plan”
and trace the paths of evolution of the genre discovered by Beethoven. There
are large four-movement constructions — symphony sonatas, and various
versions of three-movement sonatas, free fantasia sonatas, several two-
movement ones — from the Leichte Sonaten of Op.49 to the majestic last sonata
of Op. 111. The composers of subsequent generations have been following
Beethoven along these paths.

Beethoven has no filler sonatas. All of them are distinguished by exceptional
figurative and thematic harmony, integrity, logical form, significance, dramatic
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and thematic diversity, and the incredible power of the composer’s intellect.
Beethoven is not afraid to bring together the high and the low: to soar to
unattainable heights or, on the contrary, to be deliberately accessible and
frivolous, to write in a deliberately “ugly” manner. Reverence and infernality,
heroics and parody, lyricism and excitement, sophistication and simplicity,
tragic and comic, Dionysian and Apollonian...

“The Beethoven sonatas as a whole are a human’s entire life. It seems
that there are no emotional states that would not have been reflected here
in one way or another, there are no mental conflicts that would not have
been refracted here in a musical and dynamic way,” wrote academician Boris
Asafiev.

It is difficult to find similar sonatas among Beethoven’s thirty-two. Already
the early ones (Nos. 1-11; 1796-1800), partly written in the footsteps of
Haydn and Mozart, bear the imprint of Beethoven’s colossal individuality
with its stunning power and novelty: the chamber genre of the keyboard
sonata approaches the symphonic scale. The sonatas of the middle period
(Nos. 12-23; 1802-1806) are an amazing perfection of architectonics with
freedom from traditional schemes, depth of thought and power of fiery
feeling, the fantastic height to which the great composer rose in his maturity.
Then, after a short break, the so-called transitional sonatas were written
(Nos. 24-27; 1809-1814) — small ones, with a tendency towards lyrical
genres, anticipating Schubert, Weber, Schumann, and Mendelssohn. With his
late sonatas (Nos. 28—-32; 1816-1822), Beethoven seems to break through into
infinity, overcoming what he himself found and directing his thoughts both
to the past — to Bach and Handel — and the future — to romanticism and the
music of the twentieth century.

Some of the sonatas got program titles; the composer himself came up with
only two: Sonata Pathétique, Op. 13 (No. 8), and the names of the movements
in Sonata No. 26, Op. 81a. The latter’s program was based on the events of
1809 associated with the surrender of Vienna to Napoleon — the departure
and return of Archduke Rudolf, Beethoven’s disciple and patron. It was not
the composer who invented the legendary names — Moonlight Sonata, The
Tempest, Appassionata, and some others.

Apart from the sonatas, this collection includes two more Beethoven pieces.
Andante favori, WoO 57 was intended as the middle movement of Sonata
No. 21, but it turned out to be so large and meaningful that the composer
considered it necessary to write another one; and Fantasia, Op. 77 (1809),
commissioned by Muzio Clementi (1752-1832), a striking example of
Beethoven improvisation — virtuosic, sustained in a free romantic spirit — it
adjoins the “transitional” sonatas.

Mikhail Lidsky maintains chronological order — both in his concert
activities and in the arrangement of the phonograms — this is how the
evolution of style and genre is clearly manifested. In addition to chronology,
when constructing the megacycle, the pianist is guided by combining the
sonatas into opuses — as they were published by the composer. Lidsky likes
the idea suggested by Philip Herschkowitz, an authoritative Beethoven
researcher, about the “supercycles” of the sonatas — Opus 2, Opus 10,
etc. Developing this concept, the pianist seeks to identify not only the
structural aspect noted by Herschkowitz, but also other factors of the unity
of the “supercycles” — the commonality of thematic invention, the style of
piano texture (for example, orchestral in the Sonata Pathétique, Op. 13, and
chamber in the “supercycle” of Op. 14).
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“This perspective of thinking determines the place and function of
each sonata and, therefore, requires a redistribution of semantic accents:
dramatic centers, principles of development within each composition,
climaxes,” notes Associate Professor Elena Belfor in her review of Mikhail
Lidsky’s concert performance of the megacycle in Classical Musician
magazine. “Lidsky’s interpretation revealed not only the natural evolution
of Beethoven’s style and the artist’s creative path, but also the amazing
integrity of the cycle: thematic and rhythmic connections, various arches
at a distance.”

Following the composer’s instructions as accurately as possible, Mikhail
Lidsky hears and “pronounces” the Beethoven text in his own way (as noted
in the review for Philharmonic magazine by the famous pianist and music
writer Grigory Gordon) and breathes new life into it like an outstanding
dramatic artist or reciter. Lidsky follows Beethoven, trying to identify every
“twist” of the plot, to capture the subtlest transitions of meaning, gradation
of shades, beauty of thought, and the essence of Beethoven’s inimitable
humor — there are no trifles in Beethoven’s text to the pianist. Such
scrupulousness points to the scale of the interpreter’s personality, to the
right to be “equal” to the composer in the end.

Many reviewers have noted the novelty and originality of Lidsky’s
interpretations — in particular, the weight of the triple pulsation in
the scherzo movements (not just “one time” as it is usually done), the
approximation of the late sonatas to the baroque style with its polyphonic
clarity and genre definiteness (in contrast to the usual “conventional
romanticism”), a certain general tendency towards depth and severity of
emotions, and restraint of pace as opposed to the customary Sturm und

Drang. At the same time, “performed by Mikhail Lidsky, the Beethoven
sonatas appeared unexpectedly new, purified, and surprisingly modern.
Some of them seemed to belong to a contemporary composer, as the sound
was so full of colors and pulsating living blood” (Pyotr Spitsyn, the Molv
newspaper, the city of Vladimir).

Equally obvious is the consent among the critics about Lidsky’s original
approach that not only does not contradict Beethoven, but seems to clear
Beethoven’s original text of the accumulated layers and interpretive
clichés. Lidsky “opens the way for the listener to the composer’s concept”
(conductor Yuri Ilyinov, the Volgogradskaya Gazeta newspaper); “in Mikhail
Lidsky’s interpretation, the Beethoven sonatas, freed from performing
stereotypes and clichés of educational and competitive exploitation,
appeared to us new, fresh, authentic, like old icons, from which they peeled
off the layers of later paints revealing ancient masterpieces. There is not
the slightest trace of self-demonstration, eccentricity, affectedness, or
false thoughtfulness about this novelty: everything is dictated by a deep
study and understanding of the Beethoven text as a goal, not as a means of
self-expression” (Elena Belfor).

“Mikhail Lidsky’s performance of Beethoven is a transmission of the great
secrets of the composer, which is an event and a miracle,” states a review in
the Kultura newspaper. “Lidsky affirms the lofty and mysterious quality of
music — the impossibility of verbalizing its images — and makes the course
of musical thought harmonious, and at the same time improvisational,
forces one to experience a real shock.”

The article by Professor Boris Borodin in Pianoforum magazine on Mikhail
Lidsky’s performance of the Beethoven sonatas: “He is not afraid to go
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against the grain, disregarding the trend towards entertainment that grows
stronger even in the academic environment. His interpretations are subject
to strict discipline of thought and not intended for external effect. They do
not pretend to be unconditionally accepted and are addressed, first of all, to
a smart listener who is able to follow the artist along a far from easy route...
His trajectory may not always be straight and not always leading immediately
to the goal, because it is not a joy ride, but a ‘path of knowledge.””

On the recordings of Beethoven’s thirty-two sonatas, Mikhail Lidsky
appears as a narrator, as a hero, and as the composer’s attorney. What we
have before us is a living musical speech in which we hear the beating of
the heart, the warmth of intonation, the truthfulness of the narrative, the
purity and nobility of thoughts, and genuine humanism — everything that
fills the music of the Beethoven sonatas. Everything that Beethoven himself
considered his calling: “to serve poor, suffering humanity somehow with my
art.” All we have to do is lend our ear to these words and get closer to the
man who said them.

Mikhail Lidsky (b. 1968) graduated from the Gnessins School and Institute
(now the Russian Academy of Music) where he studied with Marina Marshak
and Vladimir Tropp. He has been performing since the late 1980s in Russia,
Italy, Japan, the Netherlands, Germany, Turkey, and other countries. The
Moscow International House of Music has hosted the annual subscription
“Piano Recitals with Mikhail Lidsky” since the season of 2007/2008; the
programs have included works by Beethoven (including his thirty-two
sonatas), Mozart, Schubert, Schumann, Liszt, Chopin, Rachmaninoff, Bach,
Scarlatti, Mendelssohn, Debussy, Ravel, Scriabin, Medtner, Prokofiev, and
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other composers. The pianist has regularly performed with orchestras and
ensembles. He has collaborated with the record labels Denon, Wakabayashi
Koubou, Decca, and others. His best known work of recent years is the complete
piano sonatas by Nikolai Myaskovsky (Moscow Conservatory Records, 2018).
Mikhail Lidsky is a professor of the Department of Solo Piano Performance
at the Moscow State Tchaikovsky Conservatory. He has written a number of
articles on the history and theory of piano art.

Critics note the pianist’s phenomenal playing apparatus, the originality
of his interpretations, his consideration for sound, and the diversity of his
timbre palette. His performance of the Beethoven sonatas fully demonstrates
these qualities.

“His grasp of Beethoven’s style is unmistakable. The musician meticulously
reads and knows the musical text — the only message we received from
Beethoven — which does not at all prevent him from being himself,” says
Professor Grigory Gordon.

“Pianist Mikhail Lidsky is one of the most original and profound
musicians of today’s Russia,” writes conductor Alexander Vedernikov. “He is
distinguished by the insight into the essence, style, and structure of the
works he performs, by vivid individual artistry and brilliant technique, which,
however, is never an end in itself. Lidsky is a virtuosic pianist, not a virtuoso
pianist; he is a philosopher pianist and interpreter.”

The influential Milanese newspaper Corriere della Sera calls Mikhail
Lidsky “one of the few to whom the epithet ‘great’ can be applied with a clear
conscience.”

The Kultura newspaper notes: “Unusually rich and sculpturesque sound
phonation, virtuosity not for show, presentation of melodic lines in a variety

of instrumental timbres — this is what defines Lidsky’s unique school, but
before talking about it, we must still call the pianist a subtle interpreting
artist congenial to the composers he performs.”

The pianist himself dislikes verbosity and bombast. A very scholarly
man who stands far from the vain and is distinguished by his “striving, lofty
thoughts” and the scale of his personality as a whole, Mikhail Lidsky draws
the listener into comprehending the composer’s intention, the essence of
which was so accurately defined by Maria Yudina: “Listening to music is
not pleasure. It is a response to the grandiose work of the composer and the
extremely responsible work of the performing artist. Listening to music is
a high-level cognitive process...”

Elena Fomina
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