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MARC PEL'EP

BMUOAOHYEAbHbBIE COHATbl U CIOUTDI

MAKC PETEP (1873-1916)

HOuck 1

CoHara 7151 Buosionuenu u poprenmano N2 1 ¢pa muHop, cou. 5
1 1. Allegro maestoso ma appassionato
2 II. Adagio sostenuto e con gran affetto
3 III. Finale. Allegro (un poco scherzando)
CoHara aJjis1 Buojsionuenu u ¢poprenmano N2 2 conrb MUMHOP, cod. 28

4 LAgitato. . . . ... e e e e e e e e
5 IL.Prestissimoassai ... ............. . ...,
6  III. Intermezzo: Pocosostenuto. . . . . ... ... ... .........
7 IV.Allegrettocon grazia. . . . . . . v v v v v v v i i e e

Bpewms 3Byuanus: 55.53

AnexcaHap 3arOpUHCKMIL, BUOJIOHYE/b
ditnap CtuH-Hoknebepr, bopTrennaHo

Ivick 2
Conara g1 Buonionuesnn u oprenmnaso N2 3 ¢pa makop, cou. 78

1  LAllegroconbrio. . . . ... ... ... . .. ..
2 ILVivacissimo . . . . . . . . . e
3 IIl. Andante convariazioni . .. ... ...................
4  IV.Allegrovivace. . . . . . . . . .o e e

CoHara 7151 Buosionuenu u poprenmano N2 4 i muHOp, cod. 116
5 1. Allegro moderato
6  IL. Presto

T IILLargo. . . . . o ot e e e e e e e e e e e e e e e
8  IV.Allegretto con grazia
Bpems 3Byuanusi: 68.04

AnexcaHap 3arOpMHCKUIA, BUOJIOHYE/b

ditnap CtuH-Hoknebepr, GopTennaHo

Huck 3

Croura pjia Buosonuenu N2 1 conb maxkop, cod. 131c

1 LPraludium.Vivace . . . . . ... ... . i
2 ILAdagio . . .. ... . . e
3  IL.Fuge.Allegro . . . . . . . . i it i e e e
CrouTa gy BuonmoHuenn N2 2 pe MmuHop, co4. 131c¢

4 LPraludium.Largo. . . . . . . . o o i e e e e e
5 II.Gavotte.Allegretto . . . . . . . . . . it i
6 IIL.Largo. . . . . . . . e e e e
7  IV.Gigue.Vivace . . . . . . . . . i e e e e e e e e e

CrouTa gjs BuosoHuenn N2 3 i1 MuHOp, cod. 131c¢

8 LPraludium. . ... ... . . ...
9 IL.Scherzo.Vivace . . . . . . . . . . . . . i i
10 III. Andante convariazioni . .. ......................
11 Apuswus Croutei,cou.103aN23 . ... ... ... ... ......

Bpems 3Byuanus: 64.08

AnekcaHap 3arOPUHCKUIA, BUOJIOHYETb
ditnap CtuH-Hoknebepr, poprenuano (11)

02



MAN REGER

CELLO SONATAS AND SUITES

MAX REGER (1873-1916)

Disc 1

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

1 I.Allegro maestoso ma appassionato. . . . . . ... ... ........ 12.56
2 II. Adagio sostenuto e con gran affetto. . . . ... ... ......... 09.26
3 III.Finale. Allegro (un poco scherzando). . . . ... ... ........ 06.46
Cello Sonata No. 2 in G Minor, Op. 28

4 LAgitato. . . . ... e e e e 11.02
5 IL.Prestissimoassai . . . . . . .. .o ittt 03.35
6  III. Intermezzo: Poco sostenuto. . . . . . . ... ... ... ... .... 05.08
7 IV.Allegrettocon grazia. . . . . . . v v v v v v v i i e e 06.46
Total time: 55.53

Alexander Zagorinsky, cello

Einar Steen-Ngkleberg, piano

Disc 2

Cello Sonata No. 3 in F Major, Op. 78

1  LAllegroconbrio. . . . ... ... ... . .. .. 13.22
2 ILVivacissimo . . . . . ... .. e e 03.46
3 Ill.Andante convariazioni . ... ..... ... ... .......... 08.56
4  IV.Allegrovivace. . . . . . . . . .o e e 08.26
Cello Sonata No. 4 in A Minor, Op. 116

5 ILAllegromoderato. . . . . . . . . . i i i e e e e e e 12.17
6  ILPresto. . . . . . . . . e e e e e e e e e e e 04.24

T IILLargo. . . . . o ot e e e e e e e e e e e e e e e
8  IV.Allegretto con grazia
Total time: 68.04

Alexander Zagorinsky, cello

Einar Steen-Ngkleberg, piano

Disc 3

Cello Suite No. 1 in G Major, Op. 131c

1 LPraludium.Vivace . . . .. ... .. . . i e
2 ILLAdagio . . . ... .. . . e
3  IL.Fuge.Allegro . . . . . . . . o i it i e e e
Cello Suite No. 2 in D Minor, Op. 131c

4 LPraludium.Largo. . . . . . . . o o i e e e e e
5 II.Gavotte.Allegretto . . . . . . . . . . i ittt
6 IIL.Largo. . . . . . . . e e e e
7  IV.Gigue.Vivace . . . . . . . . i i e e e e e e e e e e e

Cello Suite No. 3 in A Minor, Op. 131c

8 LPraludium. . ... ... . . ...
9 IL.Scherzo.Vivace . . . . . . . . . . . . i i
10 III. Andante convariazioni . ... .....................
11 Aria from Suite,Op.103aNo.3 . . .. ... ... ... ... ..

Total time: 64.08

Alexander Zagorinsky, cello
Einar Steen-Ngkleberg, piano (11)
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MARC PEL'EP

BMUOAOHYEAbHbBIE COHATbl U CIOUTDI

Cy1iecTByeT My3bIKa, KOTOpPast TIOAOMTY KAET CBOUX MCIIOJHUTENe, He obe-
111as1 UM HY JIETKO pabOoThI, HY ITOBEPXHOCTHOTO ycrexa. He vickas ux ijist ce6st
1 Maxkc Perep, 4bsl K3Hb, ITOJTHAsI HEYCTAHHOTO KOMIIO3UTOPCKOTO, UCITOJI-
HUTEIbCKOTO U TIeJaroTMUecKoro Tpy/a, UpeBaToro Kpusmucamum 1 repeyTom-
JeHusiMu obopBasach B 43 roma. Kommosuropckas pemyraiys Perepa Bcerga
6bUTIa POTUBOPEUNBOI, OIHAKO ero ¢purypa octaBuia HECOMHEHHO SIPKMUIA
wlel B My3bIKQJIbHOM >KM3HU CBOEro BpeMeEHM, KOTOPOe, B CBOK Ovyepelb,
OTPaswIoCh B €r0 HacjaeOuy. ITO BpeMsl 3alevyaT/ieHO He B NMPOrpaMMHbBIX
3arojoBKax — Perep 6bL1 MOGOPHMKOM YMCTOTO MCKYCCTBA, He HY)KIAIoIIe-
rocsi B IPOBOSHMKE B BUAE CJIOBECHOTO WJIM KMBOMUCHOTO CloxkeTa. OgHaKO
YeTBepThb BeKa, MpenliiecTByomas IlepBoii MMpPOBOI1 BOViHe, BOILJIA B €ro
MY3BIKY MHauUe — yepe3 JUXOPaJouyHOe BOTHEHME, HATIPSSKEHHOCTD KYJIbMU-
HaLMi1, 6eCTIOKOITHYIO YaCTOTY CMEHSIOIIMX IPYT APYTa My3bIKaJbHbIX COOBI-
TUI, OTCYTCTBUE JIETKO BOCIPUHMMAEMOTO KJIACCUMUYECKOTO MY3bIKaJTbHOTO
CMHTaKCHCa, Ha CMEeHYy KOTOPOMY IPUXOOUT TycTas IMpo3a MY3bIKaIbHOM
peun. Cy6beKTMBHO Perep 6bUT MpUBEPKEHIIEM TPAIUIIVIY, HO B CBOEM TBOP-
YeCcTBe OH, HECOMHEHHO, ITPOSIBMI ce0sI KaK CTUXUITHBI HOBATOP, ITOBJIVSIB-
M1 ¥ Ha POXAEHMEe MY3bIKaJbHOTO 3KCIIPeCCMOHU3MA, U Ha CTUIUCTUKY
MY3bIKaJIbHOTO aBaHTap/a, KOTOPbIii ObLT €My CAaMOMY UYXK/I.

CBOJICTBO KyJIbTUBUPOBATD CIOKHOCTU MPOSIBUIOCH y Perepa ¢ 10HOCTH.
XapakTepHa peakiys ero rejaarora o Teopum Mysbiku u doptemnuaHo I'yro
Pumana Ha vcnonHeHue [IepBoit BUOTOHYEIbHO COHATHI, COU. 5, ha MUHOD.
KommosuTop coobiaeT o Heit B MCbMe, BUAMMO, CMEIIBasi COOCTBEHHBIE
BIIeYaT/IeHVs CO C/I0BamMy yuutess: «PumMaHy OHa [cOHaTa] IBHO IIOHPaBU-
J1ach; BTOpas 4acTb, Adagio, Haubosee MOHSITHA U TTPOM3BeJia 0YeHb IITy60-
KOe BIievaT/eHue — 10 BCeil CryHe 6eryT Mypamiky — TOT/a Kak CTpOeHMe

JIBYX YacTeil HY)KHO ellle 1M3y4aTh, PMMaH X0oueT 3aHSITbCS 3TUM, [TOKA €My
ellle He BCe TIOHSITHO B HUX, KaK OH CaM CKa3as». MOKeT ObIThb, 9TU BbIpaske-
HUSI «ellle He BCe TTOHSITHO» U «HY KHO ellle M3y4YaTh», apecoOBaHHbIE TaJaHT-
JIMBOMY YY€HUKY, KOTOPOMY B TOJl CO3JaHMS 3TOro npoussemeHus (1892)
MICITOJTHUJIOCh TOJIBKO JEBATHAMIIIATD JIET, B YCTaX KPYITHEHIIIero HeMeIKOoro
TeopeTHKa CBOero BpeMeHM ObUIM OCTOPOKHBIM IMOPULIAHMEM?

Tem He MeHee MOJIOJO¥ KOMIIO3UTOP MOT OBbITh yOOBJIETBOPEH TeEM,
YTO COHaTa IMpo3Bydasa 17 okTsi6pst 1893 roma B BucbameHckoMm OO6Ie-
CTBe MY3bIKaHTOB, Tfie ee ucrnomHm Ockap BprokHep, COMUCT TeaTpasbHOTO
OpKecTpa M TpernojaBaTe/ib KOHCePBATOPUM. XOTSI aBTOP, KOTOPbIN CHUIeN
3a ¢opTenuaHo, MOCBSATWI COHATY ee TIEPBOMY MCITOTHUTETI0, OHAKO, CITy-
I1ast 3TO COYMHEHME, TPYIHO OTAeIaThCS OT MbIC/IN, OYATO TIepe HaMM Xy/I0-
’KeCTBEHHOe ToC/IaHue, HanpaBieHHoe MoranHecy Bpamcy. B Tom ke romy
PumaH, peKOMeHAYsT U3aTe/IIM COUMHEHMS CBOEro MUTOMIIA, mucan: «OH
BCKopMJIeH Baxom, BeTxoBeHOM 1 BpamMcoMm u yke yauBUTETbHBIM 00pa3oM
OCBOMJI GPaMCOBCKYIO TEXHUKY, TaK YTO AOBOJIbHO CKOPO CTAHET CAMOCTOSI-
TETbHBIM XYIOKHUKOM».

OmHako repej HAMM He ITPOCTO CAMOCTOSITeTbHBINM XyIOKHUK, HO «BpamMc
B KBaapate». CiosanHa Ilornm roBoputr o6 3TOM coumHeHuu: «CoHaTa
He HauMHaeTCs, OHa OOPYILIMBAEeTCS Ha CJIyIIATeNs, JIOBHO CTUXMITHOE 6e-
cTBMe». PerepoBcKkasi My3bIka OyATO ObI sKeJaeT ObITb BO BCEX 3BYKOBBIX
perucTpax cpasy; MOIIHbIE TsDKesble (paKTypHbIE JOCIIEXM, M03aMMCTBO-
BaHHbIe Y BpaMca, 11 3ByKOBasl TUIOTHOCTh ITOUTH He OCKymeBaioT. OmHaKo,
HeCMOTPSI Ha HOBM3HY M HaCBILIEHHOCTb SI3bIKa 3TOro Allegro maestoso ma
appassionato, B KpyITHOM IJIaHe CTpoeHMe GopMbl HEYKOCHUTEIBHO CIelyeT
KIaccuueckuM obpasiam. To ske MPOSIBJISIeTCS U B I[MKIIE B 1[@TIOM.
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MARC PEL'EP

BMUOAOHYEAbHbBIE COHATbl U CIOUTDI

CoHaTa Cco4. 5 — eqMHCTBEHHAst TPEeXUacTHas M3 BUOJOHYEIbHbIX COHAT
Perepa (rpoune uveTbipex4yacTHbl). Ee nupuueckuit meHtp — Adagio con
gran affetto pe-6emoinb Mmaxkop. U 3mech «TeHb bpamca» maeT o cebe 3HATb —
He TOJIbKO B HAalIOMMHAMIIMUX €r0 MOTMBAaX ¥ rapMOHMUYECKMX MTOC/IeN0Ba-
HUSIX, HO B TUTIe MY3bIKQJIbHOTO AbIXaHMsI. 3[IeCh yraibIBaeTCsl «6paMCcoBCKast
acTMaTHKa» — IMOCTOSIHHOE ByaJMpOBaHMe OMpele/IeHHOCTY MeTPUIECKOTO
My/IbCa, MPOITYCK CUJIbHOM JOMM B MOTMBAX, «B3BELIEHHOCTh» MeIoguye-
CKoJi (pasbl, CJIOBHO ObI JIMIIEHHO omopsl. Ha aTom doHe Bcsikast MOTUB-
Has «pudma» 3ByUMUT Kak BHe3aITHOe 0bJerueHmne, Crroco06HOe MapKUpOBaTh
TpaHMIly MEXIY YaCTSIMM BbICKa3bIBaHMS. VIHTepeceH KOHeI[ YacTu — JI0JI-
roe HMUCIaJaHue, KaK Obl TTOKa3bIBalOIee TOCIIOACTBO BUOJOHYEIM HAIO
BCEMM PErUCTPAMMU.

B kmaccuyecku oskuBiieHHOM duHane Allegro (un poco scherzando)
MeJIofMsI BUOJIOHYENM M aKKOMIIaHupylomiasi hakrypa ¢hopTenmaHo sicHee
paszeneHbl (GYHKIMOHAIbHO. EC/IM B TEpBOI YacTM COHATHI OTPa3WIICS
O6paMCOBCKMIi IpamMaTu3M, BO BTOPOii — €ro MHTPOBEPTHAsI CAepyKaHHas
JIVPUKA, TO TPEThS NMPUIIPABIEHA MCKOPKAMM HECKOJIbKO HauBHOTO, 1O6PO-
IYIITHOTO Y Jlaske ITPOCTOHAPOAHOT0 IOMOPa, TAKKe HalIOMMHAIOIIEro O BeH-
CKOM KyMupe.

Cynbba BTopoit BMOTOHYEIbHOM COHAThI 25-JIeTHET0 aBTOpa CK/IaIbIBa-
Jach MeHee 6e3001a4HO, YEM ITePBOJi: UCIIOTHUTENIb, KOTOPOMY OHa ObLIa
TOCBSIIEHAa, OTKA3aJICS OT yJ4acTusl B IpeMbepe, TakK KaK He CMOT ITOHSThb
¥ OCBOUTbH €€ TapMOHUYECKNI SI3bIK. Uepes Tpy roja rmocjie co3gaHus coHaTa
Bce ke 6buta ucrionHeHa 29 ampens 1901 roma Kapnom Illtpaybe n @pu-
IpuxoM Busbrenbmom I'proiMaxepom. Bo3MOXHO, OHSITh MM MO Kpavi-
Heli Mepe 3aMHTepecoBaThCsl PerepoM jierye 6bII0 MOJIOIBIM MY3bIKAHTAM,

TOJIBKO BCTYIAWOIUM B Mpodeccuio. Tak, MMEHHO «KaJIei0CKOTTMYHOCTb»
rapMOHMYECKMX COOBbITMIT 6pocuiach B rasa 15-nmetHemy Cepreio Ilpo-
Ko(beBy, KOTOPbIVi BCIIOMMUHAI O CBOEM IOCelleHuM KOoHIiepTa B CaHKT-
[Tetepbypre: «MeHs TOpasmio, 4To Perep cOmMOCTaB/sT OTHAIeHHbIE
TOHAJIBHOCTHU C JIETKOCTBIO, KaK OYATO 3TO ObUIM TTepBast U ISTast CTyTIeHN».
Pa3MbIIUIsIst 06 3TUX YepTax perepoBCKOi rapMOHNY, HeJTb3sT He BCIOMHUTD
006 0COOEHHOCTSIX €r0 MY3bIKaJIbHOTO CTAHOBJIEHWSI: FOHBIN Perep repBbie —
", BUIMMO, HEU3TaAMMble — My3bIKaJbHbI€ BII€YATAEHMS ITOTyIMUJI OT 3HA-
KOoMCTBa ¢ ornepamu Baruepa. [Tocye mocenienus criektakis «Ilapcudanb»
MaJIbUMK YeTbIpHAAIATh OHEN IJaKaJ M IOCae 3TOTO pelMI CHelaTbCs
My3bIKaHTOM. OH Tonaa B pyku PumMaHa — IpaHAMO3HOTO MY3bIKaJbHOTO
TeopeTyKa U IeJlarora, KOTOpbIit 6bUT IIPUBEPIKEHIIEM KOHTPBAarHEPOBCKOTO
HampaBieHus. Tpu Benukux «B», KOTOPbIX Perep Ha BCIO KM3Hb IOTIOOMI
O[T, BAMSIHMEM IIIKOJIbI, 3a1aBaiM MapIIPyT My3bIKaJIbHOI IIpeeMCTBeHHO-
CTU, KOTOPBINM MPOXOAUT MUMO CTaHLIMU «Puxapa BarHep». Bo3aMoOKHO, 4TO
BarHepOBCKUI POMaHTUYECKUIL UMITYJIbC, UCTIBITAHHBIN B FOHOCTU, BOIIPEKU
KJIaCCMYeCKOMY BOCITUTAHUIO BCIO KM3Hb MaHWI CJIyX Perepa u rmopjcosHa-
TeJIbHO TIUTAJ TApMOHMYEeCKMe TPOTUBOPEUMS €T0 MY3bIKMU.

OHM cKa3bIBAIOTCS, HAMIpUMeEp, B TOM, UTO, XOTSI KPYIHBIN TIJIaH Hallu-
CaHHOJi B COJIb MMHOPE TepBOJt YacTu Agitato CHOBa COBepIIIeHHO KIacCu-
YeH, HO MPU 3TOM «TUTYJIbHOV TOHAJIbHOCTU» MPAKTUUYECKU He CJIBIIIHO.
CrBIIIaTh, YTO MY3bIKa «IIPEOBIBAET B COJIb MUHOPE»,— MIPUMEPHO TO Ke,
YTO OIIYIIATh Ce0s JoMa B 3alMUIIEHHOCTU. PerepoBCKMil ke TOHATbHBIN
U TeMaTUueCcKuit 1om paciaxayT. [lepBast uacTh HallOMMHAeT HOCTaJIbruye-
CKoe OTy>KIaHue 10 POAUTETbCKOMY IOMY, B KOTOPOM HUKTO Y)Ke He SKUBET
¥ KOTOPBIi OTIpeie/ieH Ha IPOAasKy, HO I/Te KOMHAThI COXPaHMUIIM 0OCTaHOBKY.
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MARC PEL'EP

BMUOAOHYEAbHbBIE COHATbl U CIOUTDI

BuonoHyenuct, Kak 06/1a1aTeslb KJII0Ueil OT 9TOro 0Ma, OTITIMPaeT BCe KOM-
HAaTbI ¥ XOAUT IO HEMY B TUIOTHBIX CyMepKax doprenaHHoi naptun. Ho-
IIa OH HEeOXKMIAHHO OCTaHABIMBAETCS, CJIOBHO pacCMaTPMBast YTO-TO WIIU
MIPUIIOMMHAS — B OT/IMYME OT ITIePBOJt COHATHI 371eCh OOJIbIIIE AMaora MeKIY
VICIIOJTHUTEJISIMM, GOJIbIlle BHE3AITHBIX TOBOPSIINX IMay3. OCO6eHHO B CBSI-
3ylolieli ecTb OJHA TaKasl Iaysa MoCjae KOTOPOJi HauMHAEeTCsl — Hagoiro
n? — aKTUBHOE Kak O6bl MapiieBoe ¢ OCTPhIMY PUTMUUECKUMMU «3yOIiaMm»
IBVDKEHMe, CJIOBHO Tepoil BOOOpaskaeMoro IMoBeCTBOBAHMS CJIyUaifHO CITOT-
KHYJICST 06 ymaBummii moptpeT Bpamca. Mutio3us MpOIIOi XU3HU, BO3HU-
Kalolias BO BpeMsl MMyTeleCcTBUS 0 OCTaBJIeHHOMY IOMY, CUYe3aeT TOIbKO
B 3aMeyvaTeabHO} 3aKIIUYUTEIbHOV MapTUM: CIOBHO XOJIOAOK OTYAsIHUS,
CTylIaTesisi OKyThbIBaeT BHE3AIMHO 3aMMpalolasi 3ByYHOCTb.

Bropas uacts BkaHpe cKepLo (pe MMHOP) HallMCaHa B JIOKHOM Tpex4yacT-
HoJ1 opMe da capo, TeMbI KOTOPO¥1 06pa3HO MOISIPHBI: TTepBasi — HECKOJIBKO
MHbepHalbHOE CKEepIlo, HO OMSITb-TaKu C JOMAIIHMM IPUBKYCOM, Kak
ecsu 6bI MbI BEPTEIM B pyKax U3SIIHYIO0 TabaKepKy ¢ CUISIIMM Ha Helt uep-
TUKOM; BTOPYIO K€ TEMY MOXKHO CPaBHUTD C 6€33a60THBIM HAaTIOPMOPTOM.

TpeTbsl 4YacThb — UYpe3BbIUATHO TeIIoe U 67aroposHoe 1mo ToHy VHTep-
MeIILI0 B JaJIeKOM MM Maskope — XapaKTePHbIN ITpUMep PerepoBCKOi «My3bI-
KaJIbHO¥ MPO3bI», B CTPYEHUY KOTOPO¥ €CTh CBOSI ITPEJIECTb Y TOHKOCTb.

TemaTu3M 4yeTBepTOIi yacTu BTOpoii coHAThI O60jIee pacuieHeH, 630K
TIeCEHHOMY, B YeM CKa3bIBAeTCSI IIPMBEPKEHHOCTh KOMITO3UTOpA K Tpajau-
IMOHHBIM (popMaM COHATHO-CUMMOOHNYECKOTO (UHAIA C €ro KaHPOBBIM
xapakTepom. Boobie roBopsi, Ajisl MeCeHHOTO CUMHTAKCHUCa CBOMCTBEHHA
paccTaHOBKa 1ie3yp, CBSI3aHHAsl C €CTeCTBEHHbIM YCTPOVCTBOM [bIXaHWUS
U IJINHOM TTO3TUYeCKOi cTpoku. Y Perepa ke 6pocaeTcst B m1a3a JedUIUT

ray3 Ha OOJIbIIIOM TPOTSKEHUM MHCTPYMEHTa/TIbHOV mapTtuu. Jlaske eciun
OHU eCTb, TO OOIlee BIeYaT/IeHe HeOCTaHOBMMOIO IOTOKA IpeobsamaerT.
Ecnu ske mOTOK ocTaHaBAMBAETCS, TO 3TO Bcerga y Perepa — 3HauuTe/nbHOE
co6bITHe. Tak MPOMUCXOOUT B IMOOOYHOI MapTUM, KOTOpasl ITOX0XKa Ha BHe-
3aITHO 3aCTBIBIINMIA B3IJISIT B 3€PKajI0 Ha CAMOTO ceOsl.

Eme omHa perepoBcKasi MaHepa B IOCTPOeHUM (GOPMbI ITPOSIBISIETCS
B CaMOM KOHIle ¢hMHaIa: BO3HMUKAET Takoe YyBCTBO, UTO MIOTOK He MCCSIKAeT,
OH TIPOCTO TepecTaeT O6bITh HAM CJIBIIIEH; YaCTh KaK Obl He 3aKaHUMBAETCS
(mo cmbICTy), @ IpeKpalaeTcs. JTO HAIOMUHAEeT 3aBepIleHNe TUTYIbHbBIX
yacTeit 6aXOBCKMX LIVKJIOB: OHO TaK 5Ke MTPOVICXOANT He KaK CMbICTIOBOJ UTOT,
a IPOCTO KaK HEOXMAAHHOEe CBOpauMBaHMe MpoLecca, BIpovYeM, He Co31a-
Iolllee BrevyaTIeHue CKOMKaHHOCTU WM HeLOTOBOPEHHOCTU: MPOCTO CPOK
MOAoIIeN MPOIAThCS, HO XXM3Hb HA 3TOM He 3aKaHUMBAeTCs.

HeyknoHHOe ABMKeHMe BIiepe[ 10 OLHOMY €My BUAMMOMY ITyTU UMEJIO
y Perepa cBO10 06paTHYIO CTOPOHY: HEpeIKO OH HaXOAWII CBou 6ojiee paHHMe
COYMHEHMSI, KOTOpbIe HEKOTAa ObUIM MPeIMETOM €ro ropaoCTu U 3abO0ThI,
«BBINIEANIMMIM B 3amac», CIOBHO BeTepaHbl, HA MeCTe KOTOPbIX B CTPOIO
TO/DKHBI TIOSIBUTHCSI MOJIOZIbIe CONMAAThI. Tak, B Tof, MpeMbepbl BTOpoit BUO-
JIOHUeJIbHOV COHaThl O [1epBOit OH TOBOPUT: «UCKIIOUUTEIBLHO HeyJauHoe
IOHOIIIeCKoe couMHeHMe», a yepe3 10 jet u Bropas OymeT mpusHaHa UM
«COBepIIIeHHO ycTapeBiieii». Ha cmeny um uaet TpeTbst coHaTa dha Maskop,
cou. 78, co3gaHHas B Mepuoj] paciiBeTa M HapacTaBlllei M3BeCTHOCTY KOM-
MO3MTOpAa; BIlepBbie OHA ObLJIa MCIIOTHEHA ITIPY YyYacTUM aBTopa B MIOHXeHe
14 nexabps 1904 ropa.

[lepen HaMu «TUOMYHBIN Perep» B TOM CMbIC/Ie, YTO CTWJIEBbIE Kaue-
CTBa, KOTOpbIE TO TaM, TO 3/I€Ch 3asIBJISIM O cebe, TYT BbINISIIAT KaK 3pesibie
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BMUOAOHYEAbHbBIE COHATbl U CIOUTDI

TJI0AbI — OMY>KIaromiasi TOHAJIbHOCTh, He 3HAIOIIAsl HACBIIIEHNMsI, XpOMaTu-
YeCcKMii MoKap, 03apsoiyii co60ii OOMBIIMHCTBO MEJIOAMYECKUX MBICTIEN,
6ecriokoifHas U Tsbkestast PakTypa, Kak Obl ¢ OJIBIIIKO B30MPAIOIIAsICS K Ky/Tb-
MuyHauysiM. Tem 6ojiee 3aMeTHBIM Ha 3TOM (hOHE CTAHOBUTCSI BCSIKOE KpaT-
Koe IIpOCBeT/IeHMe, 3aMeJieHre OYIIyIoero ABVsKeHMsI, OOMHOKas ¢dpasa
BMOJIOHYEY UM — 3ByYalllye KaK U3 IPYyToii >KU3HU — HeOXUJAaHHbIe pefi-
K1e TpeJiu, HallOMYHAoLMe BAPYT TaJaHTHBIN S13bIK 3110XM MpajenoB Perepa.
OcobeHHOe COOBITHE CTyYaeTCsl B KOHIIE pa3pabOTKM: BUOJIOHYETb 3aMUPaeT
Ha 3BYKe CBOeJi caMOJli HM3KOi CTPYHBbI, IPMHOCS BHE3aITHOE TOMpayHeHe
KOJIOpUTa, ¥ Ha ero ¢boHe pa3gaeTcsl TpenetaHue (GopTennaHo B BbICOKOM
perucTpe — XoueTcsi Ha3BaTh 3TOT KPaTKuUit, OUeHb KPacuBbIii M HU Ha UTO
He TIOXOXKMIT (PparMeHT «3MM300M HOYHBIX Oabouek». Takoe o6pasHOe
OCTpaHeHMe KpaTKO BCTPevaaoch yke Bo BTopoii coHare.

[T yacts Vivacissimo — 6oiee uem NMpUUyAJIMBO 3ByYallee ckepiio. MOsKkHO
Iaxke CKa3aTh, YTO ecyiv 6b1 3urMmyH Opeiis 6611 My3bIKAHTOM, TO OH JOJDKEH
ObUT OBl HAIIMCATh TAKYI0 MY3bIKY MJIM, TOUYHEE, OHA TTOCTYXXKMIa O6bI — Kak,
KCTaTy, U APyTMe PerepoBCcKye KOMIO3UIMU — MPEBOCXOJHBIM MaTepua-
JIOM 151 TICMXOaHaaM3a OT3bIBAIOIIUXCS B Hell CTpAIIHbIX CHOB, AETCKUX
KOMIIJIEKCOB, HEKOTOPOI#1 TMOJaBAeHHOCTH (MeJJIeHHOe TPUO), 3a KOTOPOi,
BIIpOYEM, TIPUXOIUT ObIeryeHue.

III vacTb Andante con variazioni Jiss Maskop — €CJIU M CHOBUIEHUS, TO CIIO-
KOJtHbIe U TIpUsITHbIE. Jlaske ecaiy BHYTpU Bapualiyii U CJIydaloTcs Kakue-To
OCJIOKHEHMS, TO B KOHIIE ITOUTU KasKI 0l U3 HMUX HAC JKAET MUPHOe O1akeH-
HOe paspelieHye B JIsS-MaskOPHYI0 TOHMKY — CBOEro pofa yabiOKa BO CHe.

IVuactsb Allegro vivace 06Hapy>kMBaeT, KaK, COOCTBEHHO, ¥ BCe (DMHATbHbIE
yacTu coHat Perepa, SpKy10 >XaHPOBYIO OIlpefeleHHOCTb. D1Ha/ BO3BpaljaeT

HacC K MHTEHCMBHOMY JABVKEHUIO TIePBOI YaCTH, HO B HECKOIbKO 00JIeryeH-
HOM Bupe. Ho 1 TyT mposiB/sieTCs BeuHas CKIIOHHOCTh MsTexkHOro Perepa
K HapyIlIeHNI0, Ka3ajJoCh Obl, yCTAHOBMBIIIETOCSI PABHOBECUS — «KaK OYITO
B OypsIX €CThb MOKOW».

OpnHa 13 0c06eHHOCTe ! KOMIIO3UTOPCKOI0 BOOOpaskeHMs Perepa 3akioua-
Jlach B TOM, UTO HEKOTOpbIE ero Mpon3BeieHNsT POIWINCH KaK CO3HATe/IbHbIe
«OTKJIMKM» Ha COYMHEHMS IPYTUX aBTOPOB WM JTaKe SIBJISTIOTCS X mapadpa-
3amu. Peub He uieT 0 MHOTOUMCIEHHBIX [IMK/IaX Bapualyii Ha 3aMMCTBOBaH-
HYIO TeMY, I7ie Perep 4yBCTBOBaJI ce6s1 OUeHb OPTaHUYHO M CO3/1aJI IIe/IeBPbI,
MMPOYHO BOIIEAIIVE B MCIIOMHUTEIBCKUI periepTyap. TexHuKa nmcbma, KOTo-
past MMeeTcsl B BUAY BbIIle, CPOIAHM XKMBOIMCHOMY KomMpoBaHMio. Takoe
KOIMMPOBaHMe MOIJIO ObITh KaK 00yueHreM Ha 06pas3liax, Tak U IOUTUTETb-
HBIM IIOApakaHMeM-IOCBsIIIeHeM. IIpuMepoM BTOPOro B TBOPUYECTBE
Perepa MoXXeT MOCTY>KUTb Apusi 1Sl BUOIOHYEIM U (PopTenmuaHo A0 Maskop
(aBTOpCKOe TepesIoskeHNe MbeChl, MMEBIIIEeN OOJbIION YCITeX, U3 CKPUITUUHOM
crIouThI), cou. 103a, KoTopast HaIcaHa KaK CBoeoOpasHast «KOIMs» 3HaMeHM!-
TOI pe maxkopHoM Apuu U.C. Baxa n3 opkectpoBoii crouTtsl, BWV 1068.

W3 BHYTpeHHero amajnora C KiaccMkamu popuiach M YeTBepTas BUO-
JIOHYeJIbHAasl cOHAaTa Jisi MMHOp, cou. 116 (3aBepuieHa 26 ceHTsops 1910):
B 1909 rony B bepinnHe Perep yyacTBOBajn B UCIIOJIHEHUM BUOJIOHYEIbHON
coHaThl beTxOBeHa /i Maxkop, cod. 69. [Toxoske, UTO OMBIT UCIIOTHUTEb-
CKOTO OOIIEeHMS C 3TUM COUMHEHMEM BIOXHOBWI €r0 Ha CO3JaHye HOBOII
COOGCTBEHHOJ COHATBI, HEKOTOPbIE YePThI KOTOPOI MEPEKINKAIOTCS C MY3bI-
KoJi beTxoBeHa.

Ee I uvactp Allegro moderato o6GHapy>KMBaeT HOBbIe OTTEHKM KOMIIO-
3UTOPCKOro mouyepka Perepa. Ero My3sbIKajbHasi peub CTAHOBUTCS 6osee
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pa3bopuMBOIL, UETr0 CTOUT XOTSI ObI HAYAJIO IJIABHOM TEMbI — 3TO HEe KOHBY/Ib-
CUBHBII CT'YCTOK 3MOIIMIA, KaK B MPOIILIbIX COHATaX, HO OTTUCK MYAPOCTU
U OIbITA, KPaTKUI MeJoguuecKuii Te3uc, Ipou3HeCTU KOTOPbI MOopyueHo
CONMUPYIOLIEei BUOOHYEIM (C COMbHOM (pa3bl BUOIOHUYENTM HAYMHAETCS
1 6eTXOBeHCKMIi o1ryc). He pa3 B TeueHMe yacTu 3By4aT Gpasbi-adopu3mMbl —
KaK O6bI OTTOIOCKM CTAPMHHOTO HEMEIIKOTO Xopaia B 3KOHOMHOI aKKOP/IO-
BOJi (pakType; Tak HamMCcaHa ¥ TOO0UHAs, M 3aKTI0UMTETbHAS TTapTHsI.

II yactp Prestissimo — MacTepCKM OTTOYEHHOe MHQepHaTbHOe CKePIo,
3aCTaBJISIIOIIee BCIIOMHUTD BTOPYIO YaCThb TOM ke COHAThl beTxoBeHa cou. 69.
Penkasi nyisg Perepa ToOHa/ibHas ONpeleneHHOCTb U (aKTypHas 3KOHOMUS
(MaJIo HOT ¥ BCe OHM XOPOIIO Pa3MUMMbI) CIYKUT CBOEro poja 6aTyTom,
C KOTOPOT'O MOTUBBI C JIETKOCTBIO BBITIPBITMBAIOT B APyTUe TOHaJIbHOCTHU. Tpa-
IUIMOHHBIN KOHTPACT CO CpeAHel 4acThio (TPUO) 34,eCh YCUIeH He TOIbKO
MOSIBJIEHEM OSHOMMEHHOTO Maskopa, HO ¥ TIOJIHOM CMEHOJ TUTIa pUTMUKMH,
daxTypsl U 3ByKOM3BIeYeHMs. CO3HaeTCsl U/UTIO3MS CTAaTUKM, KaK ObI BUCS-
IIero TeryIoro MapeBa, M3 KOTOPOTO UCIIOMHUTENN He CKOPO BbIOMpPAIOTCS,
BO3BpAIllasiCh K OXJAAKIEHHOMY May3aMM IepBOHAUYaJbHOMY [ABVMKEHUIO
TepPBOi TEMBI.

III yacty Largo — BBIOAOIIUICS TIPUMEDP BUOJOHYEIbHON KaHTUJIEHBI.
MwupHas, TTOJIHO3BYUYHAs, MOHYMeHTaJIbHasl, JIbIOMIAsICSI KaK Obl C BO3BBI-
IIIeHHOCTH, KaK CJI0BO, CKa3aHHOe C BepIUIMHBI XM3HEHHOT0 ITyTU, YTO-TO
Bpope «b1arocyosssito Bac, ieca, JOIMHbI, HUBBI, TOPBHI...». OHa 6€CKOHEYHO
TSHETCs, KaK X13Hb, BpeMeHaM HeOXUIAHHO MCCsSIKasl, HO B TAMHCTBEH-
HBbIX MepeKanykax ¢ (oprernnaHo obpeTaeT HOBble CUMJIbI U BOCKpecaeT
B CTPYSIIMXCS BOJHAX BMOJOHYENbHOrO neHus. O yemM 3TO NeHue, Henb3s
CKa3aTh, M60 OHO IMO-PerepoBCKM CIUTHO, B HEM KakK Obl Hepa3JIMUMMbI

OT/e/bHbIe CJI0BA, 3TO MHCTPYMEHTANbHbIN BOKa/13, B KOTOPOM MYy3bIKa
roet o cebe caMoii.

B IV uactu Allegretto grazioso KOMITIO3UTOP ITPEB30IIIe CaMOTro cebsi: OH,
BUIMMO, MAKCYMAaJIbHO ITOTTBITAJICS IIPUOIM3UTHCS K KIIACCUIECKO MO
SKaHPOBOTO (hMHAaMa U JJIsT TOTO BbIOpA/ TEMY, KOTOpasi MMeeT GapOUYHbIif
TaHLeBAIbHBINI ITPOTOTUI — raBOT. ITa MuUIasl TeMa JeliCTBUTEIbHO AOCTa-
TOYHO TpaIMO3Ha, TaK YTO ee BO3BpallleHMe B paMKax (OpMbI Kaaccuye-
CKOTO «COHATHOTO POHJIO» BCSIKMII pa3 BOCIPMHMMAETCS KaK IMOTyYeHUe
MIPUSITHOTO CO00IIeHMs. KOMIIO3UTOP, KaskeTCsI, CTHIAMUTCS 3TON TaHIIEBaJIb-
HOJ TIPOCTOTHI, II0 BO3MOXKHOCTH «CTUPAsT» OIPENeJI€HHOCTh ¥ 3aBepIIeH-
HOCTb 3aK/IIOUMUTEJIbHBIX 000POTOB, KaK ec/iu ObI 60JIbINOJ I'PYy3HBIN YEIOBEK,
YCTYIMB MPOCbOaM IeTBOPbBI, HAPSOMUIICS IJIs cCMeXa B JIMHHOE IIIaThe
U myTtajcs B HeM. lIIlyTiuBOCTb U gaske peOosiueCcTBO CIBIIINUTCS M B KAHOHMU-
YeCKM U3JIOKEHHO CBSI3YIOIIEi mapTum, 0OHAPY>KMUBAIOIIe HeOXKMUJaHHOe
" PUCKOBAHHOE CXONCTBO C Temoit «[Iporynku» u3 «KapTUHOK C BbICTaBKU»
M.II. Mycoprckoro. K KoHLy CBfI3ylOlLlleil mapTuM HaMedyeHHas TaHlie-
BaJIbHOCTh BCe >Xe CKPaJbIBaeTcsl, BOBJEKAasCh B XpOMaTUUeCKUI TOTOK,
Kak ecau Obl akTep, HauaBIIMii TOBOPUTH CTUXaMM, 3a0bUT UX U Tiepelesn
Ha Tpo3y, Mo3abaBuB Mmyo6aMKy. OJHAKO MMOOOYHASI TeMa BOCCTAaHAB/IMBAET
pacuieHeHHOCTb U MeTPUUYeCKyl OIlpeleeHHOCTb. KOMIO3UTOp mMmopy-
yaeT rmaptum GopTernmaHo TeMy, B KOTOPOJi Ha TIePBbIii IJIaH BBIXOAUT KOH-
TpacT HITPUXa, CO3aI0IIEero coueTaHme AISUMXCS 3BYKOB U OJJHOBPEMEHHO
«BBIMVISIABIBAIOIIMX» U3-TIOJ HMX OCTPBIX M KpaTKMUX aKKOPAOB staccato. Pa3-
Hble MY3bIKaJIbHbIE CUJIbI, KOTOPbIE M3/Ty4aloTCsI Ha3BaHHBIMM TEMaMMU, ellle
He pa3 BCTYIAIOT BO B3aMMOIeliCTBMe Ha MPOTSKEHUM 4YacTy, HO 3aKaH-
yMBaeTCs Bce MaJeHbKMUM IowtecinoBueM Quasi adagio, Kak OYATO KTO-TO
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OOBSIB/ISIET, UTO CIIEKTAK/Ib IOMAIITHErO TeaTpa OKOHYEH, M 1opa MUTh Yaii.
DTOV MUPHOI1 TaCKOBOM HOTOM 3aBEepIIAETCs, HaBepHOe, caMasi BIIeYaTsIo-
asi perepoBCKasi BUOJIOHUETbHAs COHATA.

ConbHbIe BMOJIOHYE/bHBIE CIOUTBI — CaMbIii TTO3MHUI OMYC KOMITO3M-
TOpa M3 3alMCaHHbIX Ha 3TOM Aucke. OHU MPUMBIKAIOT K «COUYMHEHUSIM-
OTKJIMKaM», Kak Apus, cod. 103a. DM crouThbl ObLIM HammcaHbl B 1914 rogy
B epuoJ Kpusnuca M Aenpeccuy, Kak MpelnosaramT, B KauyecTBe CBOero
polia «TepaleBTMUYECKOTO cpencTBa». IlocmenoBaTenbHbIM B3IJISAA Ha HUX
TOKa3bIBaeT, Kak Perep mocreneHHO TBOPYECKU «BBI3LOPABINBAI», Iepe-
XOmsI OT PabOThI «pecTaBpaTopa» K COOCTBEHHBIM OPUTMHATbHBIM 3aMBbIC-
Jam. JTU 3aMBICJIBI TEM Cepbe3Hee, YTO, KaK cuuTaeTcs, Bropas ciourta
BKJ/TIOYAET B cebs1 3aByaIMPOBaHHYIO IUTATY U3 Xopana «Korga mpuaer MHe
BpeMs OTOMTU» (OH XXe UUTUPOBAH U B APYIrUX COUMHeHUsIX Perepa).

[To skaHpY ¥ MO CTWIIO MMChbMa 3TOT OMYC CTOUT OCOGHSIKOM. [ToHavasy
repen HaMM CBOEro poAa HeoKJacCUuecKue 3TIOAbI, KOMIIO3UTOPCKUE
«yTIpakHEHMsI», KaK Obl aKTyaJIM3upyoiue B Hauame XX BeKa CTUIb COJb-
HbIX BUOJIOHYEeNbHBIX CIoUT U. C. baxa. bBapouyHblit OpyueHTUpP, TUITMYHBINA IJIS1
00pas110B HEOK/TACCMYECKOTO HaIlpaB/ieHNs, B JaHHOM CJlyuyae HeJIByCMbIC-
JIEHHO OMO3HaeTCsl, HauMHasl ¢ TOHAJIbHOCTHK: TlepBas perepoBcKasi CIOUTA,
TaK JXe Kak ¥ 6axoBCKasl, HalycaHa B COIb Maskope U HaumHaeTcs c [Ipe-
JIIOIVM, IIPeACTaBIgIoNIel cob0ii cBoeobpasHbIil perpetuum mobile. Ha aTom
OyKBaJIbHOE CXOJICTBO 3aKaHYMBAIOTCSI: BMECTO OaXOBCKOW OJJHOTOHAJIbHO
IIECTUYACTHOM CIOUTHI 13 GApOYHBIX TaHIEB Y Perepa TOMBKO TP YaCTH,
CKOpee Hacjaeaylollue APYyroi MPOTOTUIT — TPEXUYaCTHOTO 6apOYHOTO KOH-
1epTa 1Mo TUITY «OBICTPO — MeIJIeHHO — OBICTPO» (KJIaBUPHBIN «/TanbsH-
CKMit KOHIIepT» Baxa — Kak pa3 COlbHbIN 06pa3el] TAaKOro yKIa). B oTinune

OT CTapUHHONM CIOUTBHI [JiS KOHIIEpTa XapakTepHa CMeHa TOHAJIbHOCTU
BO BTOpOJi yacT — y Perepa 310 Apus o maxkop. ITo ctwio oHa Hanboiee
OTHAJISIETCST OT 6apOYHOTro Mpoobpasa, 3aCTaBIsIsI UCTIOTHUTEIS 3aeiCTBO-
BaTh BeCh apceHal MO3JHEPOMAaHTUUYECKOTO 3BYKOM3BieueHus1. dyra, kak
M TIpOYMe YacTH, TPeOyoIasi OT UCIIOTHUTES] HEMaJIOr0 MacTepCTBa, BO3-
BpalllaeT HacC K 6apoyHbIM 06pasiiaM, BIIpOYeM, CHOBA He OYKBaJIbHO: CpeIy
6aXOBCKMX BMOJIOHYENbHBIX CIOUT HET YaCTu C TaKMM Ha3BaHueMm. M3 ero
COJIBHBIX MHCTPYMEHTAIbHBIX LIMKIOB TOJIBKO CKPUIIMYHBIE COHATBI MMEIOT
B CBOEM COCTaBe TpaHAMO3Hble Gyru (HO He B KayecTBe (MHAIOB), C Mac-
mTabamMy KOTOPBIX Perep He CTas TAraThCsl.

B IIpentogun u3 BTopoit CIOUTHI (TOHAJBHOCTh p€ MMHOP TakK K€ COOT-
BETCTBYIOT 6axoBcKkoil Btopoit cioute, BWV 1008) Perep cHOBa mayieko
M IOBOJIbHO OBICTPO YXOAUT OT IPeAIoaraeMoro CTMIEBOro mpoobpasa.
OmHaKoO UTO-TO 3aCTaBjsIeT YyBCTBOBATh POJCTBO, Ka3aaoCh ObI, C OCTAB-
JIEHHBIM 6aXOBCKMM ITPOTOTUIIOM ; CKOPEe BCET0, 3TO CBOVICTBEHHbBIN 6apoy-
HOJ KOMIIO3UIIMM TaK Ha3bIBaeMbIii TUIT pa3BepThIBAHUS TeMaTu3Ma
(Fortspinnung, GYKB. TIJIET€HME) B BBICIIEN CTeleHM BaskKHBIN 1jis1 Perepa
BOOOIIIe, ¥ He TOJIbKO B COMbHBIX BMOJIOHUYETbHbBIX CIOMTaX. MOTUB, 1eILIs-
IONIMIACS 3@ MOTUB, IMPOAOJIKAIOIINI CJTOBHO ObI 6€CKOHEUHOE TIeTeHMe, —
3TO TO, YTO yHaC/Iel0BaHO Perepom OT 310Xy 6apOKKO ¥ TpeCTaBIeHO
B CAMbIX pa3HbIX €r0 COUMHEHMSIX.

IT 11 IV yacTy CIOUTHI — raBoOT M KUT'a — MeCTO Haubojee HeIoCcpeaCTBeH-
HOJ BCTpPEYM PErepoBCKOTO CTUJISI M GapOYHBIX TAaHIEBAJbHBIX KAHPOB.
KoneuHo, MeXIy HUMM €CTb AUCTAHLVS, HO OTHIOOb He TaKasl, KaK B IMO3[-
Hejilei MOMUCTUINUCTUKE, TOe 3Ta OUCTAHIMS CTajga 00BEKTOM Xy osKe-
CTBEHHOJ pediekcum, maske He Takas, Kak B «Kjmaccuueckoii» cuMbOHUM
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3agupbi-IIpokodbeBa, co3gaHHO yepes rof rmociie cMeptu Perepa. Hemerr-
KUii KOMITO3UTOP OIIyIIaeT cebss B HEMeIIKOM 6apOKKO Kak y cebst moma,
a B JoMe Belb ObIBAIOT M (haMuUIbHbIE PEIMKBUM, U CTapble Belly, OHU,
MOXeT 6bITb, HEMHOI'0 CMeIllHbl, HO, HECOMHEHHO, U ITIOYTEeHHBbI, M JOPOTN.
TakoBbI U 3TU TaBOT U KUTA, TIe Perep, KOHEUHO, pacCcTaB/sIeT CBOM XpoMa-
TUYECKMe MEeTKM, KOTOpbIe COBEPLIEHHO He HapyIIaloT CTUJIEBOTO eMHCTBA.

IIT wacTh Largo Tak ke OTCTYyIaeT OT 6apoOUYHOro Mpoodbpasa, Tak Kak C ee
MOSIBJIEHVEM CIOMTa TPUOOpeTaeT CXOACTBO C KIACCUMUECKMM COHATHO-
cMGOHMYECKMM IIMKIOM (Kak B cOHaTax Perepa co 2-it mo 4-10). Ee 3By-
YyaHMe KakeTCsl HACTOJIBKO IMPEeKPacHbIM CaMo TI0 cebe, UTo eciu 6bl HYysKHO
6BUTO TIPEIJIOKUTb 0Opasel] UaeaJbHOV KAaHTUJIEHBI, TO JYUIIUiA TIPUMED
O6bLI0 ObI TPYOHO HaiTH. TeMaTu3M HECKOJbKO OOOOGIIEHHOro XapakTepa
eii K uiry — Oyab OH 60siee MHOMBUAYAIU3MPOBAaH, OH OTBJIEK ObI BHMMA-
HMe Ha cebs, a 3[1eCb OCTaeTCs] MMEHHO «MHCTPYMEHTA/IbHOE TeHMe» Kak
Xy[IO’KeCTBEHHbI (aKT, TPMUYEM B OUEHD UYMCTOM M PEIKOM BapuaHTe — 6e3
COTIPOBOKAEHMS U He TIpeaIioiaraioliee ero.

TpeTbs ClouTa JisT MUHOD, TTOXKaIyii, ellle Jajbllle OTCTOUT OT 6APOYHOTO
CTWIS, TIPUOMVDKAsACh K TMO3MHEMY poMaHTM3My. [lepBasi ee 4acTb MMeeT
TOIUEePKHYTO CKOPOHBIN, Maske HECKOJIbKO TpaypHbIii XapakTep. Bropas
YacTb — CKepIi0 — HAalIOMMHAeT aHaJIOTUUHbIEe IeMOHMYeCKIe YacTu TpeThelt
¥ YeTBEePTO¥ COHAT /ISl BUOJIOHYeN U (hopTernmaHo. Popma TpeTbeii yacT —
Bapualu — I0BOJbHO CKPOMHOe KamMepHOe To/iBe/leHle UTOTOB IIMKJ/Ia.

KommosuTop He muTan WUTIO3MII OTHOCUTENTbHO CIYIIAaTebCKOTO ycIiexa
CBOMX COYMHEHM, KOTOPOMY TPeAIIOYUTaT BEPHOCTb COOCTBEHHBIM ITpe[l-
CTaBJIEHUSIM O MY3BbIKJIbHOM MCKyccTBe. O BTOpOI BMOMIOHUENBbHONM COHATe
OH HaIlMCa/l: «OHA BechbMa CJIOKHA M KOTO-HMOY[Ib, HaBepHOe, OCKOpOWT;
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HO 51 CO BCeii cepbe3HOCThIO IMOoIIeN K ee co3laHmio». [lociennsisi dpasa
MpeArnonaraeT Npe3yMIuio TOro, 4YTO My3bIKa, CO3IaHHasl «CO BCeli cepbe3-
HOCTbIO», He MOXKeT He HaiiTy oTKIuKa. CiIylaTesio MoBe3Jio, YTO OHa Hallia
OTK/IMK Yy TaKUX MAacCTepoOB, Kak AyiekcaHAp 3aropuHckuii u diiHap CTUH-
Hoxkne6epr. Buononuesns 1 hopTenmaHo BbICTYTIAIOT Y Perepa paBHbIMY MapT-
Hepamy aysTa. O6e mapTum TpeOyIT ¥ BUPTYO3HOCTY, M MACIITAOHO UTIPbI
Y CTaBST Iepe], VICTIOMHUTESIMY IOPO¥ TPYIHbIe aHCaMOseBbIe 3a1aui. UTOOBI
YCIIELTHO PelaTh MX, Hy’KHO IIOHMMATh APYT Ipyra C MOIyCIoBa, TaK KaKk 3TO
nmenaroT AnekcaHap 3aropuHckuii u ditHap CtuH-Hoknebepr, KOTOpble My3u-
MPYIOT BMeCTe yke 6ojiee OBaAIaTy JeT. BHOXHOBJIEHHOMY MaCTepCTBOM
MCTIONTHATEE 6J1aTOCKIOHHOMY C/TYIIATETI0 HUYEro He OCTaeTCsl, KpoMe Kak
C TaKoii ke Cepbe3HOCTbI0O BHUKATh B MEPUIIETUM PErepPOBCKUX COUMHEHMIA,
3a 4TO OH, HECOMHEHHO, OyeT BO3HArPaKIeH.

TI'puzoputi Jlvixcos
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MAN REGER

CELLO SONATAS AND SUITES

There is music that waits for its performers for a long time, promising them
neither easy work nor superficial success. Max Reger, whose career was full
of tireless composing, performing, and teaching fraught with crises and
overwork, and whose life was cut short at the age of 43, did not seek them for
himself either. Reger’s reputation as a composer was always controversial, but
his personality undoubtedly left a noticeable mark on the musical life of his
time, which, in turn, was reflected in his legacy. That time is not captured in
program titles — Reger was a champion of pure art that needs no guide in the
form of a verbal or pictorial subject. However, the quarter of a century that
preceded World War I entered his music in a different way — through feverish
excitement, tension in climaxes, restless frequency of successive musical
events, the absence of an easily perceived classical musical syntax, replaced by
dense prose of musical speech. Subjectively, Reger was a follower of tradition,
but he undoubtedly showed himself to be a spontaneous innovator in his
work, influencing both the birth of musical expressionism and the stylistics of
the musical avant-garde, which was alien to him.

Reger’s ability to cultivate complexity was evident from the tender nail.
The reaction of his music theory and piano teacher, Hugo Riemann, to the
performance of Cello Sonata No. 1 in F minor, Op. 5, was peculiar. The composer
wrote about it in a letter, apparently mixing his own impressions with what
his teacher said: “Riemann clearly liked it [the sonata]; the second movement,
Adagio, is the most understandable and made a very deep impression — it
sends shivers down your spine — while the structure of two movements
still needs to be studied. Riemann feels like doing it while he still does not
understand everything about them, as he said.” Perhaps these expressions “he
still does not understand everything” and “needs to be studied,” addressed
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to the talented student who was only nineteen years old in the year when
he created the work (1892), were cautious reprimands in the mouth of the
greatest German theorist of the time.

Nevertheless, the young composer could be satisfied as the sonata was
performed by Oscar Briickner, a soloist of a theater orchestra and conservatory
teacher, on October 17, 1893 at the Wiesbaden Society of Musicians. Although
the composer, who was sitting at the piano, dedicated the sonata to its first
performer, it is difficult to escape the thought, while listening to the work,
that it is an artistic message addressed to Johannes Brahms. In the same year,
Riemann, recommending the works of his apprentice to publishers, wrote: “He
has been nourished by Bach, Beethoven, and Brahms and already amazingly
mastered the Brahmsian technique, so that pretty soon he will be an artist in
his own right.”

However, the person we are talking about is not just an artist in his own
right, but “Brahms to the second power.” This is what Susanne Popp says
about the work: “The sonata does not begin, it hits the listener like a natural
disaster.” Reger’s music seems to want to be in all keys at once; the powerful,
heavy textured armor, borrowed from Brahms, and the sound density almost
never grow scarce. However, despite the novelty and wealth of the language
of this Allegro maestoso ma appassionato, the structure of the form strictly
follows classical models in a close-up. The same is true for the cycle as a whole.

The Sonata, Op. 5, is the only of Reger’s cello sonatas that consists of three
movements (the others have four movements). Its lyrical center is Adagio con
gran affetto in D-flat major. And here the “shadow of Brahms” makes itself
felt — not only in the motifs and harmonic sequences reminiscent of him,
but also in the type of musical breathing. Here one can discern “Brahmsian
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asthmatics” — the constant veiling of the definiteness of the metrical pulse,
the omission of a strong beat in the motifs, and the reasonableness of the
melodic phrase, as if devoid of support. Against this background, any motivic
“rhyme” sounds like a sudden relief capable of marking the boundary between
parts of an utterance. The end of the movement is peculiar — a long fall, as if
showing the dominance of the cello over all keys.

In the classically agitated finale, Allegro (un poco scherzando), the cello
melody and the accompanying piano texture are more clearly separated
functionally. While the first movement of the sonata reflects a Brahmsian
drama, and the second captures his introverted, restrained lyricism, the third
is seasoned with sparkles of somewhat naive, good-natured, and even folksy
humor, also reminiscent of the Viennese idol.

The fate of Cello Sonata No. 2, written when the composer was twenty-
five years old, was less cloudless than that of No. 1: the performer to whom
it was dedicated refused to participate in the premiere because he could not
understand and master its harmonic language. Three years after its creation,
the sonata was nevertheless performed on April 29, 1901 by Karl Straube
and Friedrich Wilhelm Griitzmacher. Perhaps it was easier for the young
musicians, who were just entering the profession, to understand or at least
become interested in Reger. Thus, it was the “kaleidoscopic” harmonic events
that caught the eye of 15-year-old Sergei Prokofiev, who recalled a concert
in St. Petersburg: “I was amazed that Reger juxtaposed distant modes with
ease, as if they were the first and fifth tones.” Reflecting on these features of
Reger’s harmony, one cannot help but recall the peculiarities of his musical
development: young Reger received his first — and apparently indelible —
musical impressions from his acquaintance with Wagner’s operas. After the
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boy saw the drama Parsifal, he cried for fourteen days and decided to become
a musician. He came into the hands of Riemann, a great musical theorist and
teacher, who was an adherent of the counter-Wagnerian direction. The three
great B’s, whom Reger fell in love with for good under the influence of the
school, set the route of musical continuity, which passed by the Richard Wagner
station. Despite his classical upbringing, it is possible that the Wagnerian
romantic impulse experienced in his youth attracted Reger’s ear all his life
and subconsciously nourished the harmonic contradictions of his music.

They are reflected, for example, in the fact that the “title key” of the
first movement of Agitato written in G minor is practically inaudible while
the close-up is again completely classical. Hearing that music “stays in G
minor” is about the same as feeling secure at home. But the door of Reger’s
tonal and thematic house is wide open. The first movement is reminiscent of
a nostalgic wandering through a parents’ house where no one lives anymore
and which is now for sale, but where the rooms still have the old furnishings.
The cellist, as the owner of the keys to this house, unlocks all the rooms and
walks around the house in the dense twilight of the piano part. Sometimes
he suddenly stops, as if examining something or remembering — unlike the
First Sonata, there is more dialogue between the performers here, more
sudden speaking pauses. Especially the transition has one of such pauses
after which — would it be long? — an active marching motion with sharp
rhythmic “teeth” begins, as if the hero of an imaginary story accidentally
trips over a fallen portrait of Brahms. The illusion of a past life, which arises
during the journey through the abandoned house, disappears only in the
wonderful final movement: like a chill of despair, the listener is enveloped
by the suddenly fading sonority.
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The second movement in the scherzo genre (D minor) is written in
a complex three-part da capo form, the themes of which are figuratively polar:
the first is a somewhat infernal scherzo, but again with a homely flavor, as if
we were toying with an elegant snuffbox with an imp sitting on it; the second
theme can be compared to a carefree still life.

The third movement is an extremely warm and tonally noble Intermezzo in
distant E major — a characteristic example of Reger’s “musical prose,” the flow
of which has its own charm and subtlety.

The thematic invention of the fourth movement of Sonata No. 2 is more
dissected, almost song-like, which reflects the composer’s commitment to
the traditional forms of the sonata symphonic finale with its genre nature.
Generally speaking, the song syntax is characterized by an arrangement of
caesuras, which is associated with the natural breathing pattern and the
length of a poetic line. In the case of Reger, one notices a lack of pauses
over a long period of an instrumental part. Even if they are there, the overall
impression of an unstoppable stream prevails. If the stream stops, it is always
a significant event in Reger’s music. It happens in the side part, which is like
a suddenly static look at oneself in the mirror.

Another Reger manner in constructing the form appears at the very end
of the finale: there is a feeling that the stream does not dry up — it is simply
no longer audible; the movement does not seem to end (by implication), but
stops. It is reminiscent of the completion of the title movements of the Bach
cycles: it does not occur as a semantic result either, being rather an unexpected
scaling down of the process, which, however, does not create the impression
of carelessness or incompleteness: it is just time to say goodbye, but life still
goes on.
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The steady onward movement along the path that was only visible to
Reger had its downside: he often thought that his earlier works, which were
once the subject of his pride and concern, were “retired” like veterans who
have to be replaced by young soldiers. So, in the year of the premiere of Cello
Sonata No. 2, he says about No. 1: “an exceptionally unsuccessful youthful
piece,” and ten years later he admits that No. 2 is “completely outdated.” They
are replaced by Sonata No. 3 in F major, Op. 78, created during the composer’s
heyday and growing fame; it was first performed with the participation of the
composer on December 14, 1904 in Munich.

What we have before us is the “typical Reger” in the sense that the stylistic
qualities, that declared themselves here and there, look like ripe fruits now —
a wandering key that knows no satiation, a chromatic fire that illuminates
most of the melodic thoughts, a restless and heavy texture, as if gaspingly
climbing to climaxes. All the more noticeable against this background is every
brief enlightenment, the slowdown of the raging motion, a lonely cello phrase,
or unexpected rare trills that sound like they come from another life and are
suddenly reminiscent of the gallant language of Reger’s forefathers’ era.
A special event happens at the end of the development: the cello freezes on
the sound of its lowest string, bringing a suddenly darker color, and against its
background the fluttering of the piano is heard in the high register — I would
like to call this short and very beautiful fragment that sounds like nothing else
an “episode of moths.” Such figurative defamiliarization was briefly present in
Sonata No. 2.

The second movement, Vivacissimo, is more than a whimsical scherzo. One
may even say, if Sigmund Freud had been a musician, he would have written
such music, or, more precisely, it would have been — just like other Reger
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works, by the way,— excellent material for psychoanalysis of his nightmares,
childhood complexes, and even some depression (the slow trio), followed,
however, by relief.

If the third movement, Andante con variazioni in A major, is about dreams,
they are calm and pleasant ones. Even if some complications occur within the
variations, a peaceful, blissful resolution to the A major keynote — a kind of
a sleep grin — awaits us at the end of almost each of them.

Like all the final movements of the Reger sonatas, the fourth movement,
Allegro vivace, reveals a clear genre definiteness. The finale returns us to the
intense motion of the first movement, but in a somewhat lighter form. But
even here the rebellious Reger’s eternal tendency to disrupt the seemingly
established balance is manifested — “as if in storms it could find peace.”

One of the specifics of Reger’s composing imagination was that some of
his works were born as conscious “responses” to others’ works or even their
paraphrases. We do not mean numerous cycles of variations on a borrowed
theme, where Reger felt very natural and created masterpieces that have
become firmly established in the performing repertoire. The writing
technique referred to above is akin to pictorial copying. Such copying could be
either model-based learning or respectful imitation/dedication. An example
of the latter is Reger’s Aria for cello and piano in C major (the composer’s
arrangement of a very successful piece from the violin suite), Op. 103a, which
was written as a kind of “copy” of the famous D major Aria by J.S. Bach from
the orchestral suite, BWV 1068.

Cello Sonata No. 4 in A minor, Op. 116 (completed on 26 September 1910),
arouse from the internal dialogue with the classics: in 1909, in Berlin, Reger
participated in the performance of Beethoven’s Cello Sonata in A major, Op. 69.
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It seems that his experience in performing the work inspired him to create
a new sonata of his own, some features of which echoed Beethoven’s music.

Its first movement, Allegro moderato, reveals new shades of Reger’s
composing style. His musical speech becomes more legible — the beginning of
the main theme alone says a lot. It is not a convulsive bundle of emotions, as
in previous sonatas, but an imprint of wisdom and experience, a brief melodic
thesis, which the solo cello is entrusted to pronounce (the Beethoven opus
also begins with a solo cello phrase). Aphoristic phrases sound more than
once during the movement, like echoes of an ancient German chorale in an
economical chord texture; this is how both the side and final parts are written.

The second movement, Prestissimo, is a masterfully polished infernal
scherzo that makes one recall the second movement of the same Beethoven
sonata, Op. 69. The tonal clarity, so rare for Reger, and textural economy (there
are few notes, and all of them are clearly distinguishable) serve as a kind of
trampoline from which motifs easily jump into other keys. The traditional
contrast with the middle movement (the trio) is here strengthened not only
by the appearance of the eponymous major, but also by a complete change in
the type of rhythmics, texture, and phonation. An illusion of static arises, like
a hanging warm haze, from which the performers do not quickly emerge as
they return to the initial motion of the first theme chilled by pauses.

The third movement, Largo, is an outstanding example of a cello cantilena.
Peaceful, full-voiced, monumental, pouring down as if from a higher ground,
like a word spoken from the top of life’s journey, something like “I bless you
forests, valleys, fields, mountains...” It stretches endlessly like life, sometimes
suddenly drying up, but it gains new strength in the mysterious echoes of the
piano and is resurrected in the flowing waves of cello singing. It is impossible
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to say what this singing is about, because it is solid in a Reger way, when some
of the words seem to be indistinguishable. It is instrumental vocalization, and
the music sings about itself.

In the fourth movement, Allegretto grazioso, the composer outdid himself:
he apparently tried to get as close as possible to the classical model of the genre
finale and chose a theme for it that had a dance prototype — the gavotte. This
sweet theme is indeed graceful enough so that its return within the framework
of the classic “sonata rondo” form is felt every time as receiving a pleasant
message. The composer seems to be ashamed of this dance simplicity,
“erasing” as much as possible the definiteness and completeness of the final
turns, like a corpulent man, yielding to children’s requests, dresses up in a long
gown and gets tangled in it just for fun. Playfulness and even childishness can
also be heard in the canonically presented connecting part, which reveals an
unexpected and risky similarity with the theme of Promenade from Modest
Mussorgsky’s Pictures at an Exhibition. By the end of the connecting part, the
intended dancefulness finally subsides and is drawn into the chromatic stream,
like an actor who begins to say a poem, then forgets it and switches to prose to
the audience’s amusement. However, the side theme restores the ruggedness
and metrical certainty. The composer entrusts the piano part with a theme in
which the contrast of the stroke comes to the fore, creating a combination of
lasting sounds and at the same time sharp and short staccato chords “peeking
out” from under them. The different musical forces that radiate from the
above themes interact more than once throughout the movement, but it all
ends with a small afterword, Quasi adagio, as if someone announces that the
home performance is over and it is time for tea. This peaceful, gentle note
ends perhaps the most impressive of the Reger cello sonata.
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The solo cello suites are the latest of the composer’s opuses on this
album. They are adjacent to the “response works” like Aria, Op. 103a. The
suites were written in 1914 during the period of crisis and depression,
supposedly as a kind of “therapeutic remedy.” A consistent look at them
shows how Reger gradually “recovered” artistically, moving from the work
of a “restorer” to his own original ideas. These intentions are all the more
serious because Suite No. 2 is believed to include a veiled quotation from
the chorale “When the time comes for me to depart” (it is also quoted in
other Reger’s works).

In terms of genre and writing style, this opus stands apart. At first, we see
a kind of neoclassical etudes, composition “exercises” as if they update the style
of ].S. Bach’s solo cello suites at the beginning of the 20th century. In this case,
the baroque landmark, so typical of the neoclassical works, is unambiguously
identified, starting with the key: just like Bach’s Suite No. 1, Reger’s First Suite
is written in G major and begins with Prelude, which is a kind of perpetuum
mobile. This is where the literal similarities end: instead of Bach’s one-key six-
movement suite of baroque dances, Reger’s one has only three movements,
which rather inherit another prototype — a three-movement baroque concerto
of the “fast-slow-fast” type (Bach’s keyboard Italian Concerto is just a solo
example of such a cycle). Unlike the old suite, the concerto is characterized
by a change of key in the second movement — it is Aria in C major for Reger.
In terms of style, it is the most distant from the baroque prototype, forcing
the performer to use the entire arsenal of late romantic phonation. Like other
movements that require considerable skill from the performer, the fugue returns
us to the baroque examples, however, again not literally: there is no movement
with this name among the Bach cello suites. Of his solo instrumental cycles,
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only the violin sonatas contain grandiose fugues (but not as finales), the scale
of which Reger did not compete with.

In the Prialudium from Suite No. 2 (the D minor key also corresponds to
Bach’s Suite No. 2, BWV 1008), Reger again moves far and quite quickly away
from the supposed stylistic prototype. However, there is something that makes
one feel a kinship, as it would seem, with the abandoned Bach prototype;
most likely, it is the so-called type of deployment of thematic invention
characteristic of a baroque composition (Fortspinnung, literally “spinning out”)
that is extremely important to Reger in general, and not only in the solo cello
suites. A motif clutching at a motif, continuing a seemingly endless weave, is
what Reger inherited from the baroque era and represented in a wide variety
of his works.

The second and fourth movements of the suite, Gavotte and Gigue, are
the places where the Reger style and baroque dance genres meet in the most
direct way. Of course, there is a distance between them, but not at all the same
as in later polystylistics, where this distance becomes the object of artistic
reflection, not even as much as in the Classical Symphony of Prokofiev the
teaser created a year after Reger’s death. The German composer feels at home
in the German baroque, and a home may have heirlooms and old things that
may seem a little funny, but respectable and dear indeed. Such are the Gavotte
and Gigue, where Reger definitely puts his chromatic marks, which do not at all
violate the stylistic unity.

The third movement, Largo, also deviates from the baroque prototype — as
it appears, the suite acquires a resemblance to the classical sonata symphonic
cycle (as in the Reger Sonatas Nos. 2 to 4). Its sound seems so beautiful in
itself — if it were necessary to offer an example of an ideal cantilena, it would be
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difficult to find a better one. The thematic invention of a somewhat generalized
nature suits it — if it were more individualized, it would distract attention to
itself, but here the “instrumental singing” as an artistic fact remains, and that in
a very pure and rare version — without accompaniment and without implying it.

The Third Suite in A minor is perhaps even further removed from the
baroque style, approaching late romanticism. Its first movement has a distinctly
mournful, even somewhat funereal character. The second movement, Scherzo,
is reminiscent of the similar demonic movements of the Third and Fourth
Sonatas for cello and piano. The form of the third movement, Variazioni, is
a rather modest chamber wrap-up of the cycle.

The composer had no illusions about the success of his works. He rather
preferred loyalty to his own ideas about the art of music. This is what he wrote
about Cello Sonata No. 2: “It is very complex and will probably offend someone;
but I approached its creation with the utmost seriousness.” The last phrase
implies a presumption that music created “with the utmost seriousness” cannot
fail to elicit response. The listener is lucky enough that it elicited response
from the masters, such as Alexander Zagorinsky and Einar Steen-Ngkleberg.
Reger’s cello and piano act as equal partners in their duet. Both parts require
both virtuosity and large-scale playing, and pose sometimes difficult ensemble
challenges for the performers. To successfully meet them, one needs to
understand each other perfectly, as the case of Alexander Zagorinsky and Einar
Steen-Ngkleberg, who have been playing music together for more than twenty
years. Inspired by the performers’ craftsmanship, the supportive listener has
no choice but to delve into the vicissitudes of the Reger works with the same
seriousness, for which he will undoubtedly be rewarded.

Grigory Lyzhov
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