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Kpuctannuyeckoe, uameH4nBoe, YenoBeyecKoe.
KoHuepTo rpocco N2 1 u Tpuo-coHata Anbppepna LLUHUTKe

EAMHCTBO KJ1aCCUKU U POMAHTUKHU

YTo Takoe Kmaccuka? Bcex nM 3HaAYMMbIX KOMIMO3UTOPOB MOMHO Ha3BaTb
Knaccukamm?

B caMoii wWMpoKoM TpaKToBKe Knaccuka — 3o50Toi  ¢oHg. O6pasubl.
MpousBeneHns, KoTopble MEpPeusiM CBOK 3MOXY WU OCTATCA MHTEPECHBIMU
1 BarkHbIMU. TakanA KNnaccuka — 3HauuTeNbHa UOenHo U coBepLleHHa no dopMe.
TaK YacTo BUOAT K1aCCUKOB: KaK OPUEHTUPBI.

EcTb M uHoe, 6onee y3Koe MOHWMMaHWe, BO MHOrOM MPOAYKT paHHero
XX Beka. Torga BO MHOIMMX BMOAX MCKYCCTBa BO3HWUKIIO CTpPeMJIEHUE
OTKaTUTb BpeMAa Hasag — nocne 6ypHo-poMaHTMYeckoro XIX BeKa
c Bce bonee MacwTabHoOW, WMHOr4a rMraHToMaHcKoh ¢opMon U TaKou
e aMObMLMO3HON MbIC/IbI0 BEPHYTbLCA K JIAKOHM3MY, CTPOrOCTU CTapbliX
MacTepoB. [lepBble My3blKaHTbI-HEOKACCUKN 06paTUINCL K MO34HeMY
6apoKKO W paHHeMy KJacCuMuM3MYy, 3aroBOpWAM LMUTATaMW, OTChISIKaMM
W annwo3suAMK, 4YTobbl CO3HATENIbHO OrpaHUYUTb MHCTPYMEHTapuUin U
TaKUM 06pasoM ouncTuTbeA. [Mo3XKe NMpaBuna LUTUPOBAHUA U3MEHUUCH.
B naHTeoH 06pa3uoBbIX My3blKAHTOB, BO MHOIOM C MogayM MOJIOH0ro
CTpaBWHCKOro, cTanu npurnawaTtb M HegaBHUX COBpPEeMEHHWMKoB. Tak
napannenbHo ¢opMUPOBANNCL ABa Nysa: aBTOPbl, Ha KOTOPbIX ONUPANUCh,
W aBTOpPbl, KOTOPbIe ONUPANUCh.

Anbdpen LUHWTKe, KOTOPbIA MNPOMMI HECKONBbKO HACLILLEHHbIX TBOPYECKMX
}KU3HEN, — aBTOp CUMPOHUYECKUX NPOU3BELEHMIA, TEOPETUK, KUHOKOMMO3UTOP,
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TeaTpanbHbI cnoABMMKHUK Opua JliobuMoBa, — BO MHOMMX MPOABEHUAX
Obl1 MMEHHO KJlacCMKOM. BHUMaTenbHoe BCAyLIMBaHME B My3blKYy 6OblbiX
3M0X, M3bICKAHHaA urpa ¢ ux apTedakTaMu, yMenoe cOCTaBfieHWE CBOEro
YHUKANbHOr0, HWU Ha KOro He MOXOXKEero My3blKajibHOro JINLLA U3 OCKOJIKOB U
OT3BYKOB ApYrux aBTopoB — ero GpMpMeHHasA MaHepa NUCbMa OT NepPBbIX OMbITOB
00 3penbix npomsBedeHWn. MysbiKoBed W My3blKanbHbIA KpUTUK EBreHua
Yurapésa nucana: «npowsioe @ My3siKe LLIHUMKe cmaHoBUMCA ce200HAWHUM
OHeM» — vJeanbHaA XapaKTepuUCTUKa (Heo)Knaccnyeckoro MelwsneHuaA. U B 1o
e BpeMA npoussedeHna LUHWTKe, KOTOPbLIN neperun AAuTenbHbIA nepuoj
yBJIeYEHUA aBaHrapOUCTCKUMM NpakTUKaMu, cBoboAbl 3KCNepuMeHTaTopcTBa,
TBOPEHMA 3BYKOBbIX MUPOB, MO OyXy 6bll pOMaHTMKOM — TeM, KTo obnekan
B 3aTennuBylo GOPMYy MHMUBble 4YeslOBeYECKME MOpbIBbI, 0bpallancA 4Yepes
WHTENNEeKTyanbHble KOHCTPYKUMU K cepguaM. Komnosutop lOpun Kacnapos
BcnoMuHan: «Cogusa ybaldynuHa nobum nosmopAams, YmMo 8 UX mpolKe
“NeHucoe - LLUHumxe - [ybaldynuHa” [eHucod — Knaccuk, LUHUmxe —
POMAHMUK, @ cama oHa — apxaux. 3mo abcoslomMHO BepHo, U UMEeHHO 3MuM
obwvAcHAemcA ocobas nonynApHocmb  My3oiKu Anegpeda [appuesuuya:
POMAHMUYECKUM npou3eedeHUAM jlea4ye 3a80e8ameb cepdoya ciaywamered, Yem
‘06veKmusHol u omcmpaHeHHOU” Kaccuke».

Takas [OBOWCTBEHHOCTb, €C/IM He MONAPHOCTb OLLEHOK, — POMAaHTUKMU
N KITaCCMKU YacTo NPOTUBOMOOMHbBI MO MbILLEHWNIO, — JIeFKo 06 bACHAETCA
TeM, KaK CK/adblBasiacb SiMyHasA U TBop4yeckaa buorpadua LUHUTKe, n Kak
OH 3BOJIOLMOHUPOBAN B KayecTBe KoMno3uTopa. Anbdpen LLIHUTKe poguncsa
B OQHOM U3 LLEHTPOB paccesieHnA POCCUMACKUX HeMueB, B ropofe Hresnbc
CapatoBckon obnactu. Ero oteu, Mappu LWUHWTKe, 6bI1 pOOOM M3 KPYMHOrO
yHMBepcuteTcKoro ropoaa ®paHkdypTa-Ha-MaiiHe, paboTan nepeBo4YMKOM
W YPHaNUCTOM M Ha HOBOW POAMHE COXPaHUT HEMELKYI KynbTypy —
CTPacTHYI0, MOPbLIBUCTYIO U B TO e BpeMsa CTpeMsALLytoca K nopAagry. Mog atum
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3HaKOM Ha4daJioCb BOCNUTaHUe 6y,qqu,ero KOMIMO3UTOpa LLHnTKe, HOTOprVI
C O0eTcTBa roBopwus no-HemMeLKHu.

MecToM ero cepbe3Horo MysbiKasnibHoro obpasoBaHusa ctana BeHa — ctonuua
K/lacCMYeCcKoM My3blKM M 6biBlIaA 6nectAwas cronumua AecTpo-BeHrpum.
KynbTypa ropoga, paBHo BaxHoro gnAa MouapTa v laingHa, LLéHbepra, Bepra
n BebepHa, Bo MHOroM noenuAna Ha s3mAagbl Anbdpena LLHuTKe.

Ero My3blkaHTCKas MONOAOCTb Mpunack nocne Bo3BpallieHusa B CoBeTCKuM
Coi03, Ha nepuof «OTTerneNM» — BpeMs, KOr4a NPUOTKPbIIUCL BO3MOMHOCTM
ONA 3KCNepuUMEeHToB, paboTbl C HOBEMLUMMW KOMMO3UTOPCKUMMU TeXHUKAMMU.
LLIHMTKe yBneKcA aBaHrapf4oM, paboTan B NepBoi B CTpPaHe 3KCMNepUMeHTasIbHOM
CTYAUW 3NEKTPOHHOM My3blKW. [apansiefibHo ¢ 31eKTPOHHbIMU NPoM3BeAeHUAMU
KOMMO3MTOp pa3paboTan Teopuio MONUCTUIUCTUKM, KOTOpas MO3BOJIANa coYeTaTb
B OOHOM COYMHEHWU pasHOMpUPOLHblE CTUAUCTUYECKME MPUEMbl U 3NIEMEHTBI.
MoNUCTUANCTUKA, C OAHOM CTOPOHBI, OTAaBana AaHb aBaHrapAUMCTCKUM MeToaM,
HanpuMep, Kosnaxy, — U B TO e BpeMs nepebpacbiBania MOCTUK K MbILLIEHMIO
My3blKaHTa-KNaccuKka, KOTOpbI BOCMPUHMMAET BCIO MUPOBYIO KyNbTypy Kak
OrPOMHYI0 COKPOBWLLHULY, OTKYAa MOMHO B3ATb HYKHOE U COCTaBUTb U3 3BYKOB
YyMKMX FofocoB cBoi. B 6Gonee nosgHue rogbl LLUHWTKe cocpepoToumnca Ha
paspaboTKe UMTATHbIX MPOM3BEOEHUA — YCUSIUA KONNaHbIA MeTod, caenan
€ro OCHOBHbIM CBOMM WHCTpyMeHTOM. Ero npousBegeHus 6bliv npuMepoM
WHTENNEeKTYanbHOro nucbMa, paboTbl C CaMbiMM  PasHbIMU  UCTOUHUKaMMU,
OT BO3POXAOEHHbIX K MWU3HU GOPM COUMHEHWUIA OO0 ManeHbKUX (GONBbKIIOPHbIX
MoTMBOB. OHM npusbiBanu ceba gewnppoBaTb, y3HaTb BCE OTCHIIKU: MOYEPK
Knaccuka B 4McTOM Bupe. M B ToXKe BpeMA OHM OCTaBasUCb MOHATHbI BHE
KOHTEKCTa, MOTOMYy 4YTO OfepupoBanu 3MOUUAMWU, O6IU3KUMKU BCEM
COCTOAHUAMU — POMaHTMYECKan MaHepa 06paLLeHus K ayaMTopuun.

MepeusobpecTy My3biKasbHbIN NoOYepK

B anbbom Bowv aBa coumHenus Anb¢pepa LLHuMTKe — KoHuepTo rpocco N2 1
ONA OBYX CKPWMOK, MOQrOTOB/IEHHOro (opTenuaHo, KMaBecuHa W CTPYHHbIX
n Tpmo-coHata. OHM NpeACTaBNAOT pa3Hble Nepuobl TBOPYECTBA My3bIKaHTa.

KoHuepTo rpocco N2 1 nosaeunca B 1977 rogy, Korga LLUHWTKe aKkTMBHO paboTan
C BO3MOMHOCTAMU MNOJSIUCTUIIUCTUKKN. Tpuo-coHaTy otgenAno posHo 10 ner.
B T0 e BpemsA 3T0 coBepLUEHHO MHOe No MeTody npomseedeHue. Ecnn KoHuepTto
rpocco — obpalleHne K ApyrMMm aeTopaM, To Tpuo-coHaTa — BoO3BpaLleHue
K COOCTBEHHOM MbIC/TIM HA HOBOM BUTKE, Nepen3obpeTeHne He YyXKoro, a CBOero
My3blKaslbHOro Mupa.

Ha cMeHy ¢oryca Bo MHOroM noBnusAno yxygweHue 3goposba. C cepeguHbl
1980-x no Hayano 1990-x My3blKaHT MepeHec HEeCKOJIbKO MHCYNbTOB, Hadas
paboTatb nocnie HWMx 3aHoBo. CaM Anbdpen LUHUTKe nucan: «npexcde [0o
UHCY/1Tbmo8 — npuM.] 661710 4ydcmao, Ymo bydmo Haxodsaujeecq BHe MeHA KaK
bbl uMeem cmpyKmypy Kpucmasiu4yecKkylo, OKOHYamesibHyl, uMeem HeKyio
udeasibHyt0 popMy. A celivac dpyzoe: A yice He KpUCMAanIu4ecKylo Cmpykmypy
4yecmayio, @ 6eCKOHeYHO U3MEHYUBYI0, MeKy4yio».

MNepBbin KoHY4epTO rpocco 0THOCKTCA K YCITOBHO CpegHeMy Nepuody TBOp4YecTBa
LLIHUTKe. INEeKTPOHHbIE 3KCMEePUMEHTLI 1 YBieYeHWe aBaHrap4oM CXoOAT Ha HeT,
ycTynaA HefaBHO M306peTeHHOM My3bIKaHTOM MONUCTUNIUCTUKe. KomnosuTop
obpaTuncA K CTapMHHOMY TUMY Nbec — 6apoyYHbIM KOHYEPTO IPOCCOo, NMPUYEM
0cob0 noAyYepKMBas, YTO OMUPaeTCA He Ha WX Pa3sHOBUMOHOCTb, KOTOPYIO
npakTuKoBanu AHToHMO BuBanban u ApkaHorkeno HKopennu, a Ha 6onee
CTporyto, 6axoBCKyl0 — MI0Tb OT M10TU HEMELLKOW paLMOHaNbHOM KynbTypbl.
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Anbdpen LIHUTKe cobupan npousBedeHVMe W3 pasHOPOOHOrO MaTepuana,
TaK, 0Ha M3 TeM, KOTOPYI0 WMCMOJSIHAET MOLrOTOBJIEHHBLIM POANb, NPULLNA
u3 HapaboTok gnAa ¢unbma AnekcaHgpa Muttel «Kak uapb lNeTp apana
eHun». Komnosutop cobupanca ucnonb3oBaTb ANIA CayHOTPEKa MecHIo-
KonAQKy, HO OHa He nonasna B GMHabHYI0 BEPCUIO My3bIKU And ¢unbMa. 3aTo
CbifpaHHaA Ha HApPOYMTO pasfiarkeHHOM MWHCTPYMeHTe, OHa NpeBpaTuiIach
B pedpeH KoHuyepTo rpocco. TaKKe B HEM MOMHO YCJbILLaTb OTFOI0CKM ApYrnx
KuHopabot LHuTKe — «BocxomaeHua» Jlapucbl LlenutbKo, «Babouek»
AHppen XpraHoBCKOro, «<AroHum» 3nema Knumosa.

06 3TOM CcouYMHeHMM Nucan MysblikoBeq Hukonam OuMutpuagm: «B KoH4Yepmo
a2pocco 017 0BYX CKPUNOK, (PopmenuaHo U K/ABEeCUHd C OPKecmpoM,
0MMAJIKUBAACL OM C/IONCUBWUXCA 3aKOHOMepHocmel cmapuHHolU gopMmel,
KoMno3umop co3daem npou3ssedeHue, 0bHapyxicusaloujee Heo2paHUYeHHble
BO3MOJNCHOCMU  KOHMPACMHbLIX conocmasseHull  ¢akmypel, npuemMos
3BYKOU3B/IeHeHUA, meMbpoBbiX KPAcoK U 06pa3HO-3IMOYUOHA/IbHLIX Ccdep».
OH e oTMe4yan, 4To noBecTBoBaHMe KoH4YepTO rpocco npu BCew
WHTENNeKTyanbHocTM  ero  GopMbl  MepefdaeT  «NAPadoKCasbHOCMb
3MOYUOHAIbHLIX HacmpoeHul, nysasc u cobbimus Yesiose4yecKko20 bbimus».

Tpuo-coHata noasunace B 1987 rogy — B nepuopf, KOTOpbIA My3blKoBebl
HasblBalOT 3aBepLualoLLLMM AnAa KoMnosuTopa. B 1985 rogy oH nepeHec nepBbI
06LIMPHBIA MHCYNET — Yepes3 10 gHel nocsie Toro, Kak OKOHYUI NMOCBALLEHHbIN
cBoeMy Apyry u copaTHury lOpuio BawmeTy KoHuepT ana ansta ¢ opKecTpom.
Torgpa KOMNO3UTOP CKasan, YTo «3a2/1AHY/1 myda, Kyoa 4YesioBeK He 00JIHCeH
302/1A06/18aMb».

BocctaHoBuBLMKch, Anbdpen LLHUTKe B3sAncA 3a HoBble counMHeHuA. Cpeawm
Hux — CTpyHHOe TpuMo, K KOTOPOMY aBTOpP BO3BpallasicA HeCKOoNbKO pas,
cosfasan Hosble Bepcun. OgHOM M3 HUX M cTana Tpuo-coHaTa, OHa e
HoBoe amcTtepgaMckoe aparkmetto. DopMa COUMHEHMA, KaK W B Cnyyae
¢ KoHuepTo rpocco, npuwina u3s gaBHUX My3blKabHbIX MPaKTUK. Tpno-coHaThl
Nonb30BasinCh NOMyNAPHOCTbLIO B 3M0Xy 6apoKKo. B To e BpeMs, KaKk oTMe4ana
Enena MMeTpywaHckan, «lLJHumke HanosHAem cmapylo bapoyHywo ¢opmy
BOJIHylOWUM e20 codepxcaHueM». B npousBegeHun chblllHa Lenaa nanutpa
3Nern4yecKkMX HaACTPOEHUM — HKak XxapakTepusoBana ee [leTpyllaHcKas,
«0M MA2KO020 coXCaseHuUA 0o cCKopbu», YTO COOTBETCTBYET COCTOAHMIO aBTOPa
B 3TOT nepuod paboTbl, oOTpaxmaeT MUP KOHKPETHOro YesloBeKa,
yBENIMYEHHbIM A0 MacwTaba yHMBepCanbHOIo ABMEHUA.

MepenoxnTb [NA KaMepHOro OpKecTpa MWHMATIOPHOE COYMHEHWe anA
Tpex CTPyHHbIX npegnoxun Opuin BawMmer — 4yeM npu y4vacTum aBTopa
n 3aHANCA. OH e, KaK 1 B c/ly4ae o MHOTMMU COYNHEHUAMU LLIHUTKe, ceirpan
ero MUpoBYIO NpeMbepy — BMecTe ¢ aHcaMbneM «Connctel MocKBbix». [o3iKe
BawmeT BcnomuHan, yto Anbdpen LLUHMTKe rosopun eMmy: «Tol Moxcewso
desiamb YmMo Xxo4Yews: B0OM HANUCAHO piano, @ mel Moxcews uzpams forte.
A mebe smo pa3pewai». 3anucb Tpno-coHaTbl B UcnonHeHun «Conuctos
MoOCKBbI» — 0HO U3 3TafIOHHbIX UCMOIHEHUI 3TOr0 onyca.

Tama Bboeasa



CONCERTO GROSSO NO. 1
TRIO SONATA

Crystalline, Changeable, Human.
Concerto Grosso No. 1 and Trio Sonata by Alfred Schnittke

The Unity of Classical and Romantic

What is classical music? Can all significant composers be considered
classical?

In its broadest sense, classical music is the golden fund. Exemplars. Works
that have survived their time and are still interesting and important.
Classical music is ideologically significant and formally perfect. This is how
classics are often seen: as reference points.

But there is another, narrower understanding, largely a product of the
early 20th century. At that time, there was a desire in many forms of
art to go back in time — after the turbulent romantic 19th century, with
its increasingly large-scale, sometimes gigantomaniacal form, and the
same ambitious idea of returning to the laconism and austerity of the old
masters. The first neoclassical musicians turned to the late Baroque and
early Classicism, speaking in quotations, references, and allusions in
order to deliberately limit the instrumentarium and purify themselves.
Later, the rules of quotation changed. Largely at the behest of the
young Stravinsky, older contemporaries were invited into the pantheon
of exemplary musicians. In this way, two parallel pools were created:
composers who were relied upon and those who relied.

Alfred Schnittke, who lived several rich creative lives as a symphonic
composer, theorist, film composer, and theatrical collaborator of Yuri

Lyubimov, was in many ways a classic. Careful listening to the music of
past epochs, exquisite play with their artifacts, skillful compilation of
his unique, inimitable musical self from fragments and echoes of other
composers — all this made up his characteristic style of writing from
his first experiments to mature works. Musicologist and critic Evgenia
Chigareva wrote that “in Schnittke’s music, the past becomes today” —
a perfect characteristic of (neo)classical thinking. At the same time,
Schnittke, who for a long time was fascinated by avant-garde practices,
the freedom of experimentation, and the creation of sound worlds, was
a romanticist in spirit — someone who put living human impulses into
intricate form and appealed to hearts through the most intellectual
constructions. Composer Yuri Kasparov recalled: “Sofia Gubaidulina likes
to repeat that in their triad ‘Denisov-Schnittke-Gubaidulina’ Denisov is
a classicist, Schnittke is a romanticist, and she is an archaist. This is
absolutely true, and it explains the special popularity of Alfred Schnittke's
music: it is easier for romantic works to win the hearts of listeners than
for ‘objective and distant’ classical pieces.”

This duality, if not polarity, of views — romanticists and classicists are
often diametrically opposed in their thinking — can easily be explained
by the development of Schnittke's personal and artistic biography and
his development as a composer. Alfred Schnittke was born in one of the
centers of Russian German settlement, the town of Engels in the Saratov
region. His father, Harry Schnittke, came from the great university city of
Frankfurt am Main, worked as a translator and journalist, and preserved
German culture in his new homeland — passionate, impetuous, and at the
same time striving for order. It was under this sign that the future composer
Schnittke, who spoke German from childhood, began his education.
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Vienna, the capital of classical music and the former glorious capital of
Austria-Hungary, was the place of his serious musical education. The
culture of the city, which was equally important for Mozart and Haydn,
Schoenberg, Berg and Webern, influenced Alfred Schnittke’'s views in many
ways.

His musical youth came after his return to the Soviet Union, during the so-
called “thaw” period, when opportunities for experimentation and work with
the latest compositional techniques opened up. Schnittke became interested
in the avant-garde and worked in the country’s first experimental electronic
music studio. Parallel to his electronic works, the composer developed the
theory of polystylistics, which made it possible to combine different stylistic
techniques and elements in a single work. On the one hand, polystylistics
paid tribute to avant-garde methods such as collage; on the other, it built a
bridge to the thinking of the classical musician, who perceives the entire
world culture as a vast treasury from which he can take what he needs and
compose his own from the sounds of other people’s voices. In his later years,
Schnittke concentrated on developing quotable works — he intensified
the collage method and made it his main tool. His works were examples
of intellectual writing and working with a wide variety of sources, from
revived compositional forms to small folkloric motifs. They encouraged
deciphering and discovering all the references: the idiom of a classicist
in its purest form. At the same time, they remained understandable out of
context, because they operated with emotions close to all states, and this
was a romantic way of addressing the audience.

Reinventing the Musical Idiom

The Melodiya album contains two works by Alfred Schnittke — Concerto
Grosso No. 1 for two violins, prepared piano, harpsichord, and strings, and
Trio Sonata. They represent different periods of the composer’s career.

Concerto Grosso No. 1 appeared in 1977, when Schnittke was actively
exploring the possibilities of polystylistics. The Trio Sonata was written
exactly ten years later. At the same time, it is a completely different
work in terms of method. While the Concerto Grosso is an appeal to
other composers, the Trio Sonata is another return to the composer’s
own thinking, a reinvention of his own musical world rather than that of
someone else.

The change in focus was largely influenced by the deterioration of his
health. From the mid-1980s to the early 1990s, the musician suffered
several strokes, but continued to work after each one. Alfred Schnittke
wrote: “Before [the strokes] | had the feeling that what was outside me had
a crystalline structure, a definitive structure, a certain ideal form. But now
it feels different: | no longer feel a crystalline structure, but an infinitely
changeable, fluid one.”

Concerto Grosso No. 1 belongs to the conventionally middle period of
Schnittke's career. His electronic experimentation and fascination with
the avant-garde were waning, giving way to Schnittke’s newly invented
polystylistics. The composer turned to an epochal type of piece — the
Baroque concerto grosso — and emphasized that he was not relying on
its variant practiced by Antonio Vivaldi and Arcangelo Corelli, but on the
more austere Bach type — the flesh and blood of German rational culture.
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Alfred Schnittke assembled the work from material he found around
him: for example, one of the first themes played by the prepared piano
came from the sketches for Alexander Mitta's film How Czar Peter the
Great Married Off His Moor. The composer intended to use a carol song,
which was not included in the final version of the film score. Played on
a deliberately untuned instrument, it became the refrain of the Concerto
Grosso. One can also hear echoes of Schnittke’s other film scores, such as
for Larisa Shepitko's The Ascent, Andrei Khrzhanovsky's Butterflies, and
Elem Klimov's Agony.

Musicologist Nikolai Dimitriadi wrote of this work: “Departing from the
established regularities of the ancient form, the composer, with his
Concerto Grosso for two violins, piano, harpsichord, and orchestra,
creates a work that reveals the unlimited possibilities of contrasting
juxtapositions of textures, methods of sound production, timbres, and
figurative and emotional spheres. He also noted that the narrative of
the Concerto Grosso, for all the intellectualism of its form, conveys ‘the
paradoxical nature of emotional moods, the pulse and events of human
existence.”

The Trio Sonata was written in 1987, a period that musicologists call the
composer’s last year. He suffered his first massive stroke in 1985, ten
days after completing the Viola Concerto, dedicated to his friend and
collaborator Yuri Bashmet. At the time, the composer said that he had
“looked where no man should look.”

After his recovery, Alfred Schnittke began to compose new works. Among
them was the String Trio, to which the composer returned several times,
creating new versions. One of these was the Trio Sonata, also known
as the New Amsterdam Adagietto. Like the Concerto Grosso, the form
of this work was derived from old musical practices. Trio sonatas were
popularinthe Baroque period. At the same time, as Elena Petrushanskaya
noted, “Schnittke fills the old Baroque form with content that is important
to him. A whole palette of elegiac moods can be heard in the work.”
As Petrushanskaya described it, “from mild regret to sorrow,” which
corresponds to the composer’s state of mind at the time and reflects
the world of a particular person magnified to the scale of a universal
phenomenon.

It was Yuri Bashmet who suggested that the miniature for three string
instruments should be arranged for chamber orchestra, which he did
with the composer’s participation. As with many of Schnittke's works, he
premiered it with the Moscow Soloists. Bashmet later recalled that Alfred
Schnittke told him: “You can do what you like: you can see piano, but you can
play forte. | give you permission to do so.” The Moscow Soloists’ recording
of the Trio Sonata is one of the benchmark performances of the work.

Tata Boeva
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