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TEOPI DPHOPHE ITEHNEND

CONCERTI GROSSI, COY. 3

Concerto grosso N2 1 Cu-6emosnb Maxkop, HWV 312

Pedaxyus C. Ca0u

1 LAIlegro . . . ..o e e 3.35
2 ILLArgo. . . . o e e e e e e e e 7.05
3 ILAIEZIO . . . ot it e e e e e e e e e e e e e 2.01

Concerto grosso N2 2 Cu-6emonb maskop, HWV 313

Pedakyus C. C30u

4 LVIvace. . . o it e e e e e e e e e 2.17
5 ILLArg0. . v i i e e e e e e e e e e e e e e e 3.56
6  IILAIEZIO . . . . . i e e e e 2.44
7 IV.Menuet . . . ... . . e e e e 2.33
8 V.Gavotte . . ... .. e e e 4.39

Concerto grosso N2 3 Conb maxkop, HWV 314

Pedakyus C. C30u

9 ILLargoestaccato—Allegro . . . . .. ... ... .. 3.47
10 ILAdagio. . ... .. it e e e 1.15
11 HLAIeZro . . . . vt e e e e e e e e e e e e e e e 4.43

Concerto grosso N2 4a ®a maxkop, HWV 315

Pedakyus C. C3du

12 L Andante —Allegro. . . . . . . . .. . i 9.05
13 ILAndante . . . . . . .ot e e 2.44
14 TILAIeGro . . . . . ot e e e 1.51
15 IV.Minuettoalternativo . . ... ... ... ... ..., 3.42

Concerto grosso N2 4b ®a maskop, HWV Anh. B 319
Pedakyus I'. Peonuxa u @. I'ydcoHa

16 LLargo . . . . oot e e e e e 2.08
17 ILAIEZro. . . o o ot e e e e e e e e 3.36
18 IILLArg0 . . ¢ v v i e e e e e e e e e e e e e e e e e e e e 4.50
19 IV.AINleGIo . . . . oo e e 2.42

Concerto grosso N2 5 pe munop, HWV 316
Pedaxyus C. Caodu

20 LGrave . . .ot e e e e e e e 1.56
21 ILANegro. . . . . o e e e 2.53
22 TILAAgIO. . . . v e e e e e e 1.53
23 IV.Allegromanontroppo . . . . . v v v v vt e e e e e e e 1.44
24 V.Allegro . . . . . . . e e e 4.15

Concerto Grosso N2 6 Pe maxkxop, HWV 317
Pedakyus C. Ca0u

25 LVIVACE. . . o ot e e e e e e 2.58
26 ILAIEGro. . . . . oo e e e e e 3.55
O6iiee Bpems: 88.57

MOCKOBCKUIT KAMEPHBIN OPKeCTP
Iupuskep — Pynonbd bapiaii

Comuct: Mumens [le6ocr, gretima (9-11)
3anuchk 1967 roga.
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CONGERTI GROSSI, OP. 3

Concerto grosso No. 1 in B-flat major, HWV 312

Ed. by Stanley Sadie

1 LAIlegro . . . ..o e e 3.35
2 ILLArgo. . . . o e e e e e e e e 7.05
3 TILAIEZIO . o v vt e et e e e e e e e e e e 2.01

Concerto grosso No. 2 in B-flat major, HWV 313

Ed. by Stanley Sadie

4 LVIvace. . . o it e e e e e e e e e 2.17
5 ILLArg0. . v i i e e e e e e e e e e e e e e e 3.56
6  IILAIEZIO . . . . . i e e e e 2.44
7 IV.Menuet . . . ... . . e e e e 2.33
8 V.Gavotte . . ... .. e e e 4.39

Concerto grosso No. 3 in G major, HWV 314

Ed. by Stanley Sadie

9 ILLargoestaccato—Allegro . . . . .. ... ... .. 3.47
10 ILAdagio. . ... .. it i e e e 1.15
11 HLAIeZro . . . . vt e e e e e e e e e e e e e e e 4.43

Concerto grosso No. 4a in F major, HWV 315

Ed. by Stanley Sadie

12 LAndante—Allegro . ... ... .. ... ... 9.05
13 ILAndante . . . . . . . . i e e e e 2.44
14 TILAIEZIO . . . o ot e e e e e e 1.51

15 IV.Minuettoalternativo . . .. ... ... . .« ... 3.42

Concerto grosso No. 4b in F major, HWV Anh. B 319
Ed. by Hans F. Redlich and Frederick Hudson

16 LLargo . . . . oot e e e e e e e 2.08
17 ILAIEZro. . . . o ot e e e e e e e e 3.36
18 IILLArg0 . . ¢ v v i e et e e e e e e e e e e e e e e e e e e e 4.50
19 IV.AINleGIo . . . . oo e e 2.42

Concerto grosso No. 5 in D minor, HWV 316

Ed. by Stanley Sadie

20 LGrave . . .ot e e e e e e e e 1.56
21 ILANegro. . . . . o e e e 2.53
22 TILAAgIO. . . . v o e e e e e e 1.53
23 IV.Allegromanontroppo . . . . . v v v v it e e e e e e 1.44
24 V.Allegro . . . . . . . e e 4.15

Concerto Grosso No. 6 in D major, HWV 317

Ed. by Stanley Sadie

25 LVIvVace. . . o ot e e e e e e 2.58
26 ILAIEGIo. . . . . oo e e e e e 3.55
Total time: 88.57

Moscow Chamber Orchestra
Conductor — Rudolf Barshai
Soloist: Michel Debost, flute (9-11)
Recorded in 1967.
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CONCERTI GROSSI, COY. 3

B MHCTpyMeHTa/IbHOM TBOpUYECTBE BEJIMKOTO HEMEIIKOTO KOMITO3UTOpa
l'eopra ®punpuxa I'eHesns JKaHp KOHYEPTO IPOCCO (concerto grosso) 3aHU-
MaeT rmovyetHoe mecto. Concerti grossi I'eHmenst — Bpimaronecs: 06pasibl
OPKEeCTPOBOJ My3bIKM 1epBoii roioBuHbI XVIII Beka. Oco60it momyisipHO-
CTBIO CpeJiy UCIIOTHUTEIEeN MOb3YIOTCS OTHe/IbHbIe KOHIEPTHI U3 0. 6 (B 3Ty
cepuIo BXOIAT 12 KOHLIepPTOB, COUMHEHHBIX KOMIIO3UTOpOoM B 1740 ropy).
B My3bIKaIbHOM OTHOIIIEHUM He MeHee MHTepeCHbI KOHIIePThI, BOIIeAIIe
B Op. 3. OTU Npou3BeIeHMS CO30aBaNUCh B pa3HOE BpeMsI, Ha IIPOTSDKEHUMN,
NpUMEPHO, ABaALATH JeT. HeKoTopblie ucciaegoBaTean OTHOCST COUMHEe-
HIe TIEePBbIX KOHIIEPTOB 3TOM cepum KO BTopomy AecsaTmneturo XVIII Beka
(TO eCTh IO OKOHYATENBbHOTO nepeceyieHus ['eHmens B AHINIO). U3BeCTHO,
YTO KOHIIEPThI ObUIM 00bedVMHEeHbI B eAMHbIN UMUK B 1733 rogy — B CBSI3U
C UX MyOAMYHBIM MCIoTHeHVeM B AHIMK. K 1734 rogy OTHOCUTCS X Tiep-
BOe MevaTHoOe u3maHue. KoHIepThl 3aTeM HeCKOIbKO pa3 Iepen3aaBaanch
elle 1pu xkxusHu ['eHgens.

MoCKOBCKMIT KaMepHBIIT OPKeCTp I10J, pyKoBoacTBOM Pymoinbda Bap-
mag Brepsbie B CoBeTckoM Coto3e MpeATIpUHSII UCTIOTHEHNE BCeX KOHIIeP-
TOB Op. 3, YTO CTAJI0 COOBITMEM B MY3bIKATbHOM JKU3HNA.

B op. 3 BXOHMT 111eCTh KOHIIEPTOB, OMHAKO HE BO BCEX U3MAaHUSIX KOH-
1epT N2 4 ugeHTUUEH: 0 CUX MOP He yAaJ0Ch YCTAHOBUTh, KAKO U3 JBYX
CYIIeCTBYIOIMMX (Pa-MaskOpHbIX KOHIIEPTOB IIpU ITIEPBOM UCITOTHEHUM BXO-
IAJT B UMCJTO ecT. MOCKOBCKMIT KaMepHBIii OpKeCTp ucIonHseT oba N2 4a
un N2 4b (Bcero, ciiemoBaTeabHO, 7 KOHIIEPTOB). PasHouTeHMsI, HEM3MEHHO
BO3HMKAIOIIMe Py 0O6pallleHMM K CTAaPUHHOM My3bIKe, IPUBEJIM U B C/Ty4Yae
C KOHIIepTaMM Op. 3 K CYIlleCTBOBAaHMIO pa3IMUHbIX peaKkiyii. BombiH-
CTBO KOHILIEPTOB ucroHseTcss KamepHbIM opkecTpoM B penakiun C. Caau,

MpeAIoaramiei 6osee pa3sHOOOPa3HbIif, YeM B IPYTUX peAaKIMSIX, COCTAB
ITyXOBBIX MHCTPYMEHTOB, a N2 4b — B pemakiiuu I. Penyinxa u @. I'yacoHa.
Concerto grosso («O60JbIII0i KOHIIEPT» — MO-UTATbSHCKN) B KOHIIe X VII
u niepBoii rmosioBuHe XVIII BeKOB (10 OKOHUATeIbHOTO (OPMUPOBAHUS
¥ TIOBCEMECTHOTO PaCIIpOCTPaHeHsT CMMQPOHNUM) ObLT BEIYIIMM KaHPOM
€BPOIIeliCKOl OPKeCTPOBOi1 My3bIKK. I[IepBbIM KJIaCCMKOM KOHUYEPTO I'POCCO
CUMTAETCS UTATbSHCKUIT KOMIO3UTOp ApKaHskeno Kopemnu (1653-1713),
¢ KOTOpbIM ['eHemb BCTpeuascsi BO BpeMsi CBOero npedsiBanust B Utanum
(1707-1710) ¥ TBOpUECTBO KOTOPOr0 OKa3aao Ha ['eHaenss HeCOMHEHHOE BJIM-
stHue. KoH11epThl TpeACTaBIsiiv co00i MKIMUeCKye KOMITO3ULIUY C TIOUTH
06s13aTeIbHBIM UepeloBaHMeM MeIJIeHHBIX U ObICTPBIX TeMITOB. Kaskmast
YacTh, TAKMM 00pa30M, MMeJia CBOI SIPKO OUepUYeHHbI 00/IMK, a BCe ITPO-
M3BeJieHNe TPMobpeTano NO/DKHOe MHOroobpasue. BHYTpy Kaxkmoii uacTu
SKMBOCTD U pa3HOOOpa3ye OTTEHKOB JOCTUTAIVCH 32 CYET ITOCTOSTHHOTO Uepe-
IOBaHMS COOo M aHcaMb6sist. Y Kopesu KommMuecTBO YacTeil He 6bII0 CTPOTO
periaMeHTHMPOBAaHO, HO ero MIaAIInii COBpeMeHHMK AHTOHMO BuBanbau
(1678—-1741) OKOHUYATEIBHO YCTAHOBWJI TOCIIOACTBO TPEXYACTHON CXE€MBbI
(6BICTPO — MeJIEHHO — GBICTPO) U, YCWIIUB POJIb COMCTOB, PUAAI JKAHPY
KOHUYEPTO TPocco 6ObIINIA 6y1eck 1 6osiee SIPKYI0 IMHAMUYHOCTD. [eH/Ieb
B TPaKTOBKe KaHpa 6/mske K Kopesumi: cTuiIb ero KOHIIEPTOB CTPOXKE, YeM
y BuBanbau, posib COMMCTOB TOBOJIBHO CKPOMHA, & KOJIMUYECTBO YacTel KoJie-
6s1eTCsl B JAHHOV cepuy OT IBYX IO ISITU. B OT/IMYme OT KOHIIEPTOB Op. 6,
UCIIOTHSIEMBIX, KaK MPaBUI0, OGHUM CTPYHHBIM COCTAaBOM, B KOHIIEpTax op. 3,
Hapsay C TpaAULIMOHHBIMU IBYMS CKPUIIKAMU M U3peaKa BUOJIOHUEbIO,
COMPYIOT elle Ba ro60s1 (OTKy/a IoIle/1 00bIuaii Ha3bIBaTh 3T KOHIIEPTHI
«Tr0OO0MHBIMM»), @ TAKKe MM3oaudecku GieiiTsl 1 ¢arot. ckaoueHne
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cocTasiseT KOHLIepT N2 3, B KOTOPOM KOJIMYeCTBO COIMCTOB YMEHbIIEHO
10 IBYyX — (meiita (v ro60ii) 1 cKpuka. MHOroo6pasue KOHIIEPTOB TPETh-
€ro OITyCa BbISIB/ISIETCS He TOJIBKO B Pa3/IMYHOM KOJIMYECTBE YacTell U BCeBO3-
MOSKHBIX COUETAHMSX TEMITOB 1 0OPA3HbIX XapaKTePUCTUK, HO U B CBOOOIHOI
TPaKTOBKE TOHAJIbHOIO eAMHCTBA. B MaKOpHBIX KOHLIEPTaxX OJHA U3 YacTeil
006s13aTeTbHO MMHOPHA, TIpMYeM B KoHLepTax N2 1 1 N2 6 MMHOpHAS 4acTb,
BOIIPEKM TPaIMULMSIM TOTO BpEMEHM, 3aBepIlaeT UMKI. Bo3aMoxxHO, uTo 'eH-
JlesIb CJIyYaiiHO He pealn30Bajl IepBOHAYaIbHbIN 3aMblcel, COIIACHO KOTO-
pPOMY MMHOPHbIE YaCTU MOTJIM ObITh CpeHUMM. FIMeHHO JaHHbIe KOHI[ePThI
BBIIVISIOSIT KaK HEIOIHbIe, TIOCKOJIBKY COepsKaT OueHb Majioe — JJIsl TeH-
JleleBCKUX KOHLIePTOB — KOJIMYECTBO YacTeli: Tpu u ase. Viccnenosarenm
HEOIHOKPATHO YKa3bIBAJIM HA TO, YTO HEKOTOPbBIE YACTU KOHLIEPTOB OP. 3
3aMMCTBYIOT My3bIKYy 13 oniep ['engens («OTTOH», «kcAMaguC») U APYTUX COUU-
HeHwuit. Tak, pyra u3 koHuepra N2 2 6p11a paHee B [laccuoHax Ha TekcT bpo-
Keca (1716).

B Koniiepre N2 1 (Cu-6emMoiTb Maskop) TPY YacTH, YepemyIoIinecs 1Mo MpuH-
UMy 6bICTPO — MeaJieHHO — 6bicTpo. KpaliHue yacTu uMeoT aKTUBHBbII,
pelnTebHbIN XapakTep, cpeqHee Largo oTMeueHO ITyOOKMUM JTMPU3MOM.
HecMmoTps Ha M3MeHeHMe TOHaJAbHOCTY B IOC/IeLHeN YacTy (COJIb MUHOD),
eIMHCTBO IMKJIA CYlIeCTBeHHO He HapyIIaeTcsl, TaK Kak SHepPruuHbie 00pa3sbl
9TOJ YaCTU MePeKIMKAIOTCS C HauajJoM KOHLEpTa.

B Konuepte N2 2 (Cu-6eMoi1b Maskop) MSITh YacCTel, mepBasi U3 KOTOPBIX
o6bicTpas. Hambosee BbIpasuTesieH KOHTPACT MEXIY CKOPOHBIM COJTb-MMU-
HOpHBbIM Largo u nocwienyoiiei SHeprMuUHOi MaxkopHO¥ Gyroii (3Ta moam-
onnueckas ¢popma yacto BCTpedyaeTcsl B KOHIlepTax ['eHaenss — ogHOro
13 KpYIHemnx moindoHMCTOB CBOEro BpeMeH!). [Be mocielHMe YacTu

I10 XapaKTepy ¥ pUTMMKE HAITOMMHAIOT 13/1100/1eHHbIe TaH1bl X VIII Beka —
MeHYIT ¥ raBoT. Ho B oTimume OT TpaAUIIMOHHOTO TPEXUYaCTHOTO CTPOEHMS
TaHIeBaJbHbIX ITbeC, MOCJIeAHSIS YacTh KOHIIEPTa, B pUTMe raBoTa, MuMeeT
BapHMalMoHHy10 hopMmy.

Konuept N2 3 (Conb Ma>kop) BbIAENSETCS Cpeay IMIPOYnX Hajluuymem
1 0c060 OTBETCTBEHHOI POJIbIO CONMPYIONIei daeiiTsl. LK 3/1eCh JIUIIb
opmarbHO MOKET pacCMaTPUBATHCS KaK YeThIPeXYaCTHbIN: ero pa3esbl
(MenIeHHO — GBICTPO — MeJJIEHHO — OBICTPO) IPYIIMPYIOTCS TIOTIAPHO,
K TOMY 3Ke MeJljJIeHHbIe ITbeChl CIMIITKOM MaJibl, YTOOBI ITPETeH10BaTh Ha POJIb
CaMOCTOSITeTbHBIX YacTeit. [TepBoe Largo cogepskUT BCETO JIMIIb 5 TAKTOB.
BoigensieTcst cepeHHOe BOCbMUTaKTHOe Adagio: 3T0 Kak 6bI MMHMATIOP-
Hast apust 111 CONMMPYIoIeii GIeiiThI € JIETKMM aKKOMIIaHEMEeHTOM aHCaMoOJIsI.
O6e OGBICTPBIE YACTY IIPEICTAB/ISIOT COO0V SHEPTUUHbIE, MACTEPCKM HaIIM-
caHHble Qyru. B ocHOBe 1IMKJIa, CJIeJOBATEIbHO, JIeXKaT ABe (Pyru, KOTOPbIM
MIpeIIecTBYIOT HeOOobIlie MejIeHHbIe BCTYTUIEHMS.

Konriept N2 4a (®a maxkop) He O6bIT BKJIIOUEH B TIEPBOE MPYKU3HEHHOE
usnanue (1734) mectu reHAeneBCKMUX KOHIIEPTOB U 3aMeHEeH IPYTUM, TOXe
da-maskopHbIM. OMHAKO CYIIECTBYET IPEATIONIOKEeHNE, UTO MMEHHO JaH-
HBIV KOHIIEPT ObLI MCITOHEH 1o, N2 4 romoM paHblile BO BpeMsI IIEPBOTO
MICIIOJIHEHMSI BCeit cepum camum I'eHpenem. B aTom nmpousBemeHmnm 0coboit
MOHYMEHTAJIbHOCThIO OTMEeUEeHa ITepBasi YacTh, TPeACTABIISIONIAst COO0I
HepacTOPXKMMOe eAVMHCTBO BeJIMUeCTBEHHOTO Largo 1 6bICcTpoil Gyru.

[Tbeca B 11e710M HAIOMMHAET TOPXKECTBEHHbIE OTlepHble YBEPTIOPhI ['eH-
nens. [Tocnemyioniue yacTu 60jiee CKPOMHBI IO MacIITabam: HeGOJIbIIIOE
Andante (IT yacTb) B xapaKkTepe HeTOPOIUIMBOI'O TaHIa CMEHSIeTCS ellje OLHO
¢dyroii. B aTux OByX, y>Ke BIIOJTHE CAMOCTOSITeTbHBIX YaCTSIX BbIAESIOTCS
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COMMUCTBI: 0601 — B Andante, mBa ro60s 1 ABe cKpUIku — B pyre. KoHmept
3aBeplIaeTcss MeHysToM. [IpumeuaTenbHO, UTO B CpefHel 4acTu MeHyaTa
(darot 13 noguUMHEHHOTo 6aCOBOTO TOJIOCA MTPeBPAIAeTCs B COMNUCTA.

B Koniiepte N2 4b (®a maxkop) CXO[IHOE C TPeTbUM KOHIIePTOM ITOCTPO-
eHMe [MKJIa OTINYAeTCsl, OJHAKO, 3HAUUTENIbHO 60/IbIllel pa3BUTOCTHIO
U CAaMOCTOSTENbHOCTBIO MeieHHbIX uacTeli (I u III). IlepBoe Largo Boimep-
’KaHO B BeJIMYaBO-TOPXKECTBEHHOM pOJie, HallOMMHAasl Hayalo MHOTUX reH/e-
JIeBCKUX YBEPTIOP K opaTopusiM 1 oriepaM. [lanee cinenyet Allegro MmoTopHOTO
xapakrepa. Ero cmeHsieT BTOpoe Largo, Beiiep>)kaHHOE B KAMEPHOM IJIaHeE.
OHO HauMHAaeTCs Kak 3aJyMUMBO-CKOPOHBIN Jy3T rob60st M CKPUITKM, K KOTO-
pOMY 3aTeM IIPUCOeAMHSIETCSI BTOPOi ro6oii. KoHIIepT 3aBepIiiaeTcs mbe-
CO¥i B pUTMe OBICTPOTO TaHIla, HATIOMMHAIOIIET0 HEKOTOPbIE TeH Ie/IeBCKIe
MEHYITBhI.

Ocob6oe MmecTo cpeayu KOHIEpPTOB op. 3 3anumaeT Konmeprt N2 5
(pe MMHOP) — eAMHCTBEHHOE MMHOPHOE Mpou3BeAeHe TaHHO cepun. Bery-
nuTenbHOe Largo Besim4eCcTBEHHO U CYPOBO. 38 HUM ClleflyeT OXKUBJIeHHas,
HO MeHee YHepruyHasi, 4eM B IPyTUX KOHI[epTax, Gyra, B My3bIKe KOTOPOIA
YYBCTBYETCSI HEKOTOPAS MEeTMYHOCTD. [lo;THOe TMpudecKkoi TpyCcTu, KaAMepHO
3Byuvallee Adagio cMeHsIeTCsI HOBOJA, JOBOJIbHO aKTUBHOM 10 XapaKkTepy
(dyroii. B duHanbHOIA, nisiToi yacTu (Allegro) HapomHO-TIeCEHHOTO CKIaaa
OCHOBHAa$ TeMa HeOJHOKPATHO M3JIaraeTcsl MPOCTbIM YHMCOHOM, UTO MIPU-
IaeT BceMy (pyHay HeCKOJIbKO CYPOBbBIl OTTEHOK, COOTBETCTBYIOIINIT BCEMY
CTPOI0 06Pa30B 3TOrO (€AMHCTBEHHOTO MMHOPHOT0!) KOHIIEepTa.

Konnepr N2 6 (Pe maxkop) — caMblil OpUTMHAIbHbBIN BO BCEM LIUKIIE.
OH COCTOUT JINIIb U3 ABYX, IPUTOM OBICTPBIX YaCTEJi, UTO HAIIOMMUHAET
CXOJIHO ITOCTPOeHHbIIi BpanmeHoyprckuit koHuept N2 3 1. C. Baxa. OgHako

KOHTPACT MEXIY YacTsIMU Y [eH/ie/s BBISIBJIEH CUJIbHEe. DTOMY CITOCOOCTBYET,
B MIePBYI0 OUepe/ib, TO, YTO BTOPAs 4YaCTh HaMMcaHa B MUHOpE (pe MUHOD).
K Tomy ke, rocjie MOJTHOTO 3Hepruyu Vivace, OTKpbIBA€MOTO MY>KeCTBEH-
HOJA, pa3MaIlCTOl TEMOIA, 3Ta YaCTh, C e OOJIbIIEe IeTKOCThIO M MEHYIT-
HBIM PUTMOM, ITPEICTABIISIETCSI MY3bIKOI COBEPIIIEHHO MHOTO 06pa3HOro
cTpost. B aT0i1 yacTy obpaiaeT Ha ce6sl BHMMaHMe HOBasl TPAKTOBKA KJlaBe-
CMHA, KOTOPBIN 13 CKPOMHOTO «aKKOMITaHMATOPa» MpeBpalllaeTcs B COMMCTA.
YepenoBaHye MOJHOM 3BYUYHOCTM CTPYHHOI'O OpKecTpa U Iaccaxeii KiaBe-
CUHA MpUAaeT OPUTMHAIbHBIN 3BYKOBO KOJIOPUT BCeli nbece. UHTepeCcHO
OTMETUTb, UTO, He3aBucuMO OT ['eraens, 1.C. bax B 1721 rogy coenasn aHa-
JIOTMYHOE HOBOBBEJIEHME, BKIIIOUMB COMUPYIOIIMIT KIaBeCH B CBOV bpaH-
IeHOyprckuit KoHmept N2 5.
T'eopeuti Kpaykauc
Texcm ¢ nnacmuHku 1967 2o0a.
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The genre of the concerto grosso holds a place of honor among
the instrumental works of the great German composer George Frideric
Handel. Handel’s concerti grossi are outstanding examples of orchestral
music from the first half of the 18™ century. Particularly popular among
performers are the individual concerti from Op. 6 (this series includes
twelve concerti written by the composer in 1740). No less musically
interesting are the concerti contained in Op. 3. These works were composed
at various times over a period of about twenty years. Some scholars date
the composition of the first concerti in this series to the second decade
of the 18" century (i.e. before Handel’s final migration to England). It is
known that the concerti were combined into a single cycle in 1733 in
connection with their public performance in England. The first printed
edition dates from 1734. The concerti were then reissued several times
during Handel’s lifetime.

The first performance of the complete concerti of Op. 3 in the Soviet
Union was given by the Moscow Chamber Orchestra led by Rudolf Barshai,
which was an event in musical life.

Op. 3 contains six concerti, but the Concerto No. 4 is not identical in all
editions: it has not been possible to determine which of the two existing
F major concerti was performed first in the series of six. The Moscow
Chamber Orchestra performs both Nos. 4a and 4b (hence a total of seven
concerti). The discrepancies that inevitably arise when dealing with early
music have also led to the existence of different editions of the Op. 3 concerti.
Most of the concerti are performed by the Moscow Chamber Orchestra in
the Stanley Sadie version, which requires a more varied wind line-up than
other editions, while No. 4b is performed in the Redlich/Hudson version.

The concerto grosso (Italian for “big concert”) was the leading
genre of European orchestral music in the late 17" and first half of
the 18™ centuries (before the final formation and widespread use of
the symphony). The Italian composer Arcangelo Corelli (1653-1713),
whom Handel met during his stay in Italy (1707-1710) and whose work
undoubtedly influenced Handel, is considered the first classicist of
the concerto grosso. The concerti were cyclical compositions with an
almost obligatory alternation of slow and fast tempi. In this way, each
movement had its own vivid appearance, and the whole work acquired its
proper variety. Within each movement, vividness and variety of tone were
achieved through the constant alternation between solo and ensemble.
Corelli did not strictly regulate the number of movements, but his younger
contemporary, Antonio Vivaldi (1678-1741), established the dominance
of the three-movement pattern (fast-slow—fast) and, by strengthening
the role of the soloist, gave the concerto grosso genre greater brilliance
and a more vibrant dynamic quality. Handel’s approach to the genre
is closer to Corelli’s: the style of his concerti is stricter than Vivaldi’s,
the role of the soloists is more modest, and the number of movements
in this series varies from two to five. Unlike the Op. 6 concerti, which are
usually performed with only stringed instruments, the Op. 3 ones feature
two oboes in addition to the traditional two violins and an occasional cello
(hence the custom of calling them “oboe concerti”), and rarely flutes and
the bassoon. The exception is the Concerto No. 3, in which the number
of soloists is reduced to two — the flute (or the oboe) and the violin.
The diversity of the concerti of the third opus manifests itself not only
in the varying number of movements and all possible combinations of
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tempi and figurative characteristics, but also in the free interpretation of
tonal unity. In the major concerti, one of the movements is necessarily
minor, and, contrary to the tradition of the time, the minor movements
of the Concerti Nos. 1 and 6 complete the cycle. It is possible that Handel
inadvertently failed to realize his original intention, according to which
the minor movements could have been the middle ones. It is these
concerti that appear to be incomplete, since they contain a very small
number of movements for Handel’s concerti: three and two. Researchers
have repeatedly pointed out that some movements of the Op. 3 concerti
borrow music from Handel’s operas (Ottone, Amadigi di Gaula) and other
works. For example, the fugue from the Concerto No. 2 appeared earlier
in the Brockes Passion (1716).

The Concerto No. 1 (B-flat major) is in three movements, alternating
on the fast—slow—fast principle. The outer movements are active and
resolute, while the middle movement, the Largo, is deeply lyrical. Despite
the change of key in the last movement (G minor), the unity of the cycle
is not significantly disturbed, as the energetic imagery of this movement
echoes the beginning of the concerto.

The Concerto No. 2 (B-flat major) has five movements, the first of which
is fast. The contrast between the mournful G minor Largo and the energetic
major fugue that follows is most expressive (this polyphonic form is often
found in the concerti of Handel, one of the greatest polyphonists of his time).
The character and rhythm of the last two movements resemble the favorite
dances of the 18" century — the minuet and the gavotte. However, unlike
the traditional three-movement structure of dance pieces, the last movement
of the concerto is a variation in the rhythm of the gavotte.

The Concerto No. 3 (G major) stands out from the others because of
the presence and particularly important role of the solo flute. The cycle
here can only be formally considered a four-movement one: its sections
(slow-fast—slow—fast) are grouped in pairs, and the slow pieces are too
small to claim the role of independent movements. The first Largo is only
five bars long. The middle eight-bar Adagio stands out: it is like a miniature
aria for solo flute with light accompaniment from the ensemble. Both
fast movements are energetic, masterfully written fugues. The heart of
the cycle, then, is two fugues preceded by small, slow introductions.

The Concerto No. 4a (F major) was not included in the first lifetime
edition (1734) of Handel’s six concerti and was replaced by another
concerto, also in F major. There is speculation, however, that this
was the concerto that Handel himself had played as No. 4 at the first
performance of the entire series the previous year. In this work, the first
movement is particularly monumental, representing an indissoluble unity
of the majestic largo and the fast fugue.

The piece as a whole is reminiscent of Handel’s solemn operatic
overtures. The following movements are more modest in scale: a small
Andante (movement II) in the character of a leisurely dance is followed
by another fugue. These two movements, already quite independent,
feature soloists: the oboe in the Andante and two oboes and two violins
in the fugue. The concerto ends with a minuet. It is noteworthy that
the bassoon changes from a subordinate bass voice to a soloist in
the middle section of the minuet.

In the Concerto No. 4b (F major), the structure of the cycle, similar
to the third concerto, is characterized by the much greater development
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and independence of the slow movements (I and III). The first Largo is
majestic and solemn, reminiscent of the beginning of many of Handel’s
oratorio and opera overtures. Then comes a lively Allegro. It is followed
by the second, chamber-like Largo. It begins as a thoughtful and sad
duet between the oboe and violin, which is then joined by another
oboe. The concerto concludes with a piece in the rhythm of a fast dance
reminiscent of some of Handel’s minuets.

The Concerto No. 5 (D minor) occupies a special place among
the Op. 3 concerti — it is the only minor work in the series. The opening
Largo is majestic and austere. It is followed by a lively but less energetic
fugue than in the other concerti, the music of which is not without
a certain elegance. The chamber Adagio, full of lyrical sadness, is followed
by a new, more active fugue. In the final, fifth movement (Allegro),
the folksy and songlike main theme is repeated in simple unison, giving
the entire finale a somewhat harsh tone, which corresponds to the overall
structure of the images of this (the only minor!) concerto.

The Concerto No. 6 (D major) is the most original of the series.
It consists of only two fast movements, reminiscent of Johann Sebastian
Bach’s similarly constructed Brandenburg Concerto No. 3. In Handel’s
case, however, the contrast between the movements is more pronounced.
This is facilitated, first of all, by the fact that the second movement is
in D minor. Moreover, after the full energy of the Vivace, which opens
with a bold, sweeping theme, this movement, with its greater lightness
and minuet rhythm, seems like music of a completely different graphic
structure. This movement stands out for the new interpretation of
the harpsichord, which is transformed from a modest accompaniment

to a soloist. The alternation between the full sound of the string orchestra

and the harpsichord passages gives the whole piece an original sound. It

is interesting to note that, independently of Handel, Johann Sebastian

Bach made a similar innovation in 1721 by including a solo harpsichord
in his Brandenburg Concerto No. 5.

Georgy Krauklis

The liner notes taken from the 1967 LP.
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