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Conara N2 5 (1998)
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11 ILLamento . . . . . . . . @ i i it i e i e ettt e e

Oobmee Bpems: 78.48
IOpuit ®aBopuH, popmenuaHo
3anucek caenaHa B bonbiiiom 3ame MOCKOBCKOM KOHCEpBATOPUM

B ceHTsIOpe 2024 roma.
3ByKopexuccep — Muxann Cnacckuit

Gennady Banshchikov (b. 1943)

1 PianoSonataNo.1(1968) . . ... ... .. ... ... ...... 8.30
Piano Sonata No. 2 (1973)

2 LAgitato . ... .. .. 9.27

3 Il.Moderatoassai . . ... ... ... 9.03

4 JILPresto . . . . . i i i i e e e e e e e e e e e 5.35
Piano Sonata No. 3 (1974)

- 10.43

6 IL . e e e e e e 7.38
Piano Sonata No. 4 (1988)

/2 7.31

T 1 2.34

9 III . . e e e e e e 3.24
Piano Sonata No. 5 (1998)

10 LToccata . . . ... . . ittt e e e 4.25

11 ILLamento . . . ... . . . i ittt it ettt e 9.56

Total time: 78.48
Yury Favorin, piano

Recorded at the Grand Hall of the Moscow Conservatory in September 2024.
Sound engineer — Mikhail Spassky
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COHATHAS ITEHTAJIOTUSA TEHHAJS BAHIIMTKOBA

CoHama, uezo mul Xoueulb 0m MeHs?
bepHap ne ®oHTeHeNb

Cnosa srmirpada, Kak cripaBeniMBo 3aMmeuaeT MapuHa PhiliapeBa, «CuIII-
KOM YacTO LIUTUPYIOTCS, OMHAKO OHM CTOST Toro. Kak cduHKc ¢ koM JIKo-
KOH/IbI, OHM HAaMeKalOT Ha HeMT03HAaBaeMOCTh UMCTO MHCTPYMEHTAIbHO
MYy3bIKM» . Beimatommuiicst puiocod snmoxu dpaHiry3ckoro I[IpocBereHmst
BepHap ®oHTeHEeb, KOHEUHO, TOBOPWI O TPYIHOCTY ITOCTVIKEHMSI MY3bIKH,
HEeBBIPa3uMOii ciioBaMu. To eCTh 0 HEBO3MOKHOCTH MCUYepraTh 60raTcTBoO
MY3BIKM €€ CJIOBECHBIM OTmycaHyueM. My3bIKy HeJb3s nepecka3dms, ee MOKHO
JIUIIb UCNOJIHUMb, €€ HAZIO CIYUldmb.

B camom pesne, eciv B M3BECTHOM KUHOMpuaozuu o0 Makcyume Ham ITOMO-
raloT 9KpaHHbIe 00pasbl, a B ONepHOIT mempanozuu Baruepa «Konbliio Hube-
JIYHTa» K TIEHUIO ¥ TeaTpaIbHOMY AeCTBUIO N06aBsieTcs ciueHorpadus,
TO COHAMMAs neHmaao2ust baHIMKOBA OCTABJISIET HAC HAeAMHE C MY3bIKO.
Ha momio maHucTa, MTparoInero COHAThI, KaK ¥ Ha JOJTI0 CIyIIaTenei, BHY-
MAamIIMX UX UCIIOTHEHNIO, BBITTAAEeT POJIb UHMepnpemamopos. Vicrosn-
HUTETb Y CYIIATeIb B 3TOM CMbIC/IE — COA8MOpPbl KOMITO3UTOpA. Kaskmblii
MY3bIKaHT, MCIIOJIHSIOIINIA TPOM3BeIeHIE, [T0-CBOEMY €TI0 MHTEPIIPETH -
pyeT, BOCIIPOM3BO/IsSl HAIIMCAHHOE B HOTaX, a KasKIbIii CJIyIIaTe b IT0-CBO-
€My ero BOCIIPMHMMAET, TO eCTb, UHMepnpemupyem njist ceosi. My3bIKoBe,

" Poinapesa M.T. ®onTeHens, MNponn, Jleeu-Crpocc 1 XXunne, Mouapr, MNeppo, betxoseH 1 Magam Mapu-XXanHa Jleputbe
ne BunangoH. B nonckax Matpuubl nogcosHaHus. leHoM-kogn coHaTHou dopMbl. // MysbikanbHoe 0603perme. 2016.
Ne 8-9.

MIAIIYIAI O MY3bIKE, MOKET JIIIIb OOJIETYUTD MTPOIECC BXKMBAHMS B HOBYIO
MY3bIKY, IeTMKATHO HaIpasisis GaHTa3MI0 CIyLIATeNsl B PyCI0 aBTOPCKOTO
3ambicia. Ho npexe mo3HakoMuMCcs 671vKe C M3BeCTHBIM IeTepOoyprcKum
KOMIIO3UTOPOM.

Tennanuit iBaHoBMY BaHIKOB poauics 9 Hoss6pst 1943 ropa B Kazaunm.
Yunncs B MOCKOBCKOV KOHCepBaTOpUM Mo Kiaaccy komnosuuun Ceprest
banacansiHa (1961-1964). 3atem — B JIeHMHIpagCKOM KOHCEPBATOPUN
y Bopuca Aparmosa (1965-1966), mos pyKoBOACTBOM KOTOPOT'O TaKKe Mpo-
xomut aciupanTypy (1966-1969). B 1967 rogy baHIIMKOB ObLI IPUHSIT
B Coro3 komrio3utopoB CCCP. C 1974 roga niperiogaet B JIeHMHIpaiCKOi
KoHcepBaTopuu (¢ 1983 roma goiieHT, ¢ 1998 roma mpodeccop OpKeCTPOBKMU
¥ KoMIto3uymn). ABTop 6 onep, 5 6aneTos, 6 KaHTaT, 4 cuMm@oHMit, Kamep-
HBIX MHCTPYMEHTAJbHBIX I BOKAJbHBIX COUMHEHMI, MY3bIKM K rIbMaM,
Tejle- M paaguoIIOCTaHOBKaM. 3aCyKeHHBI fAesaTellb UCKycCTB Poccun.
KaBasnep OpmeHa JIpyskObl.

Vske B rofpl 00y4eHMsT BaHIIMKOB HAMMCAJT eI PSI, IPKUX U 3PETbIX
COUMHEeHU (BOKaMbHbBIN MK HA cTuxu O.T. JIopku, KaHTaThI «3004une»
u «I[Tamsatu I'apcua JIopku», yeTbIpe BUOJIOHUYENIbHbBIX KOHLIEPTA, «HeTbipe
MMMOJIETHOCTW» J1J1S1 BUOJIOHYeU U hopTenmaHo, [lepByio dhopTennaHHyo
COHATYy, KaMepHYI0 onepy «JI1060Bb 1 CHINH»).

Ero KOMIo3suTOpCKuii CTWIb BIUTAI TPAAULIUM PYCCKOW KIIaCCUKU TIPU
cuiibHOM BausiHuy lllocTakoBMYa ¥ O34HEr0 aBCTPO-HEMEIKOTO POMaH-
tusma (I. Masnepa, P. llITpayca, HOBOBEHCKOI1 1IKOJIbI). Takue COUMHEHMS, KaK
onepa-mapoausi «JIio6oBb 1 Cunnn» 1o Kospme IIpyTKOBY, «OIiepa o TOM...»
o H. Toromio, «T'ope oT yma» 1o A. I'puboenoBy u Apyrue, BHISIBISIOT IPK-
Cylliyie KOMIIO3UTOPY YyBCTBO IOMOPA, OCTPOYMUeE, UPOHUIO.
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JlaBHO OBITIO 3aMeYeHO, UTO GopTelMaHHble COHAThI BaHIIMKOBA COCTaB-
JISIIOT eiMHOe 11e1oe (cymnepinki). B moHorpaduyeckom ouepke 3. DMHKeNIb-
mtTeiiHa? — 3TO COHATHAs TPWJIOTHUSI, TPMAAa COHAT, 3aKOHUEHHBIX K TOMY
BpeMeHN. Korga ske BbIIIeN 13 IevaTyi COOPHUK BCEX IISITU COHAT, 3ar0BO-
puin o0 coHaTHoi nenmanozuu (H. CuaskoBa®). CoHaTa — M3J1I06/I€ HHbI
BaHIIMKOBBIM SKaHpP: OH aBTOP, TOMMUMO YIIOMSIHYThIX (hOPTEIMaHHbIX, eIlle
U YeThIpex COHaT 1Jis 6asiHa, Tpuo-coHATHI AJIS1 CKPUIIKH, aJIbTa M BUOJIOH-
yenu ¢ poprenmaHo, CoHaThl AJ1s1 KiapHeTa U doprenaHo, CoHaThI AJ1s1 apdbl
u opraHa, CoHaTsbI 1151 ajbTa U oprenmano, CoHaThl 1181 (ieirTsl U hopTenu-
aHo (rocsieHa namsati Imutpus llloctakoBuya). B omHOM MHTepBbIO baH-
IIVKOB 3aMeTw: «CoHaTa — 3TO sKaHP MaKCMMaabHO CMM(POHM3MPOBaHHbI
<...> 6eTXOBeHCKMe COHATBI /11 MeHST BOCTIPMHMMAIOTCS KaK HeOpKeCTPOBaH-
Hble CM(OHMI. DTUM CBOVCTBOM ¥ 00yC/IOB/IeHA MOSI 3aMHTEPECOBAHHOCTb»*.,
B cBoux coHaTax BaHIIMKOB CTPEMUTCS K «OPKECTPaJbHOCTU» 3BYUaHMSI, TIpe-
of071eBast MOHOXPOMHOCTb MHCTPYMEHTOB WJIU, HAITPOTMB, UCITOIb3YsI Oorat-
CTBO KpacoK, HaIrpuMep, MHOTOTEMOPOBOTO OastHa.

OTkpeiBaeT cynepiuki ogHouactHas Iepsast conara (1968). OTHOCUTEND-
Hasl KPaTKOCTh BbICKA3bIBAHUS TTOITA/IKMBAET KOMIIO3UTOPA K UMITY/TbCUBHOIA,
TeMIlepaMeHTHOI MaHepe, BIIpoUeM, BOOOIIEe CBOMCTBEHHO BaHIIIMKOBY.
3a cBOe0Opa3HbIM 3aUMHOM-«BBIK/IMKaHMEM» (B KOHTPACTHOV hopTenmaH-
HOJ PETUCTPOBKE — OT «KOJIOKOJIBUMKOB» JIO CAE€PSKaHHbBIX OACOBUTBIX aKKOP-
IIOB) CJIEMOM OGPYIIMBAETCS BOAOIA, CTPEMUTEIbHBIX MTACCaKeli, KAKOV-TO
HaIlop HEMCTOBOI YIIpyroii cvitbl. Korma oHa uyTh ociiabeBaet, My3biKa, OyITo

2 PuHkenbwTenH 3. U. lfeHHaami banwmikos. MoHorpaduueckuin ouepk. CoseTckuin komnosutop. J1.1983.
3 Cunsikosa H.T. lfeHHagmi BaHwwmkos. CoHatbl ans doprenmaHo. «Komnosutop*CankT-Metepbypr». 2004.
“ baHwwmkos I U. «CoHaTa — 3T0 >kaHp MaKCcMManbHO cUMdOHM3UpoBaHHbIN» // Musicus. 2020. N2 4

OTMTOMHMBIIIUCH (KaK ke, pa3Mep-To Y Hac 3/4!), ... BaIbCUpYeT, BCEro TPU TaKTa.
Cpenuuii pasmes 4aCcTu — CIIOKOMHOe, HO CTPAaCTHOE pa3MbIIIIeH)e, TIpepbl-
BaeMoe YIIPSIMbIMM CTPOTMMM PeIvIMKaMu. 11 BHOBb HEYKPOTUMBIi Ger, kpe-
WeHOo yCTpeMJIeHHBI K TpaHAMO3HOI Kozie (hopmuccumo.

Bropas conara (1973) BpbIBaeTCs C ITEPBBIX K€ HOT SKCITPECCUBHBIM HaIIO-
poM 3Hepruu. TeMbl COHATHOTO aJlJIerpo — Oyib TO HEPBHbBIE, U30IPEHHbIE
MeJIOAUM WU LeIOYKM MHTEPBAJIOB — IepereTarTCs, BTOPraTcs APpyT
B IpyTa, 3aMeHSIS TPAAUIIMOHHYIO pPa3paboTKy. Bropy BCITOMHMUTD MbIC/Ib BaH-
LIMKOBA: «B Hallle BpeMs1 HAlITU KjlacCUYeCKoe COHATHOE aJlJIerpo WM TPeX-
YacTHYIO hopMYy BPSII, JIM YIACTCS» (M3 YIIOMSIHYTOTO MHTEPBbIO). BTOpast uacThb
HAIIOMMHAET I10 XapaKTepy AUAJIOr: MPOCTPAHHBIM MeIOANYECKUM Y30paM-
BOIIPOIIAHMSIM, TTOPOIO 5Kaj106aM, OTBEUarOT KpaTKye PeIIMKi, B KOTOPbIX
CJIOBHO C/IBIIINTCS JKecTKoe: «HeT!». [Inamor-crop oxkeCcToyaeTcs, JOCTUTaeT
KyJIbMUHALIM, HO B 3aBE€PIIEHUM YaCTU TACHET B IBIMKE ITPO3PayHbIX KPACK-
BbIX (UTYypaIuii, BO3BPAIAsICh K MCXOMHOI TouKe. ®MHAT — TOKKATa, OCTY-
HATHBIN MYHKTUPHBIN PUTM KOTOPOI TEP>KUT BCHO KOHCTPYKIIMIO YaCTH, KaK
MPOUHbIi PyHAAMEHT. BcTpeualolyecs TeMIOBbIe WK DaKTypHbIE «IIepe-
601», peKue OCTPOBKYM MeIJIEHHOTO ABMKEHMSI CMETAeT TOKKATHBIN BUXPb.
W nuiib K KOHITY OH, 00eCCYIEHHBIN, 3aMypaeT.

TpeTbsi coHaTa (1974) — cBoero poja MmaHudecT (IyCTb 3TO TPOMKO
CKa3aHo) KoMIT03uTOpa-mnoaudoHucra. Ko BpemeHM HanmcaHUs COHATBI
CTUAb BaHIIMKOBA IO MTPEUMYIIECTBY AeaaeTcsl NoJAMDOHNUEeCKUM,
He TOJIbKO B IIPSIMOM, COOCTBEHHO MY3bIKQJILHOM CMBbICJIE, HO TIPEXKIE
BCEro — B OTPa’keHUM MHOTOTOJIOCUST JKU3HU, B TOM IIOHMMAaHUM TePMMHA,
KOTOpOEe YTBePAUIOCh, 6maromgapst M. BaxTuny ¢ ero Teopueit monndoHu-
YeCcKoro poMaHa. Bo MHOXXeCTBEHHOCTYM CaMOCTOSITEIbHBIX M HECIIUSIHHBIX
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rOJI0COB, B AMaJIOTMYHOCTU Yell0BeueCcKoro co3Hanums. U, eie pas noguep-
KHEM, B HEOOBIYHO, SIPKO MHAWBUIYATIbHOM TPAKTOBKE COHATHOV (hOPMBI.
B 1ByX4acTHOI COHaTe, pOXXAAIOIILENCS U3 OLHOTO MHOTO pa3 IMIOBTOPSIOLLE-
rocsi 3ByKa, OTMeUeHHbIe YepPThI IPOSIBMIINCH 0COOeHHO BhIMTYK/I0. Hukakoit
cyry6oii CTpOroCcTH, KaK TOro TpeoyioT npasuia! ABTOp He TOTbKO M3JIaraeT
MOOYePeTHO ITIAaBHYIO ¥ ITOOOYHYIO TEMBI, a COTIPSIraeT U3BUIIUCTbIE, IEeIPO
UcTienpeHHble GUrypanusiMyu MeJIoAUN B OLHOBPEMEeHHOM 3BYUaHUN.
Tonoca aTi, KOHTPACTHbIE, TIepeyvaliye, 06pacTaloT BHE3AIMTHO BO3HMKAIO-
MMM MeJTOAMYeCKMMM IToberamMmu (BO BTOPO¥ 4acTHu ellle M aKKOPI0BOit
(axkTypoit), UTO KpaCHOPEUMBO CBUIETEIbCTBYET O KU3HEIOA00UM MY3bl-
KaJIbHOM cUTyaluu. PazBe He B 3TOM COCTOUT, COOCTBEHHO TOBOPS, CHOMHEM
COHAThI: HAIOMHMM O TOM, CKOJIb TPYJHO CJIOBAMM nNepecKkasams UHCTPY-
MEHTAJIbHYI0 MY3BIKY.

YerBepras u [1sTasi COHAThI, MOSIBUBLIMECS] COOTBETCTBEHHO CITYCTSI TTOJI-
TOpa U ABa C TTOJIOBUHO AeCSTUIeTHS, BIeYaT/ISIOT MyIpbIM COYeTaHUEM
HEeN3MEeHHO, BCe TO ke HEYKPOTUMO SHEPTUU U 3peioli B3BEIIIeHHOCTU
BbICKa3bIBaHM. Kak ckasain nosT, «Henb3s He BIIacTh K KOHILY, Kak B epechb,/
B HecnbixaHHyo npoctoTy» (b. IlacTepHak).

YeT1Beprast coHaTa (1988) He ciyualino nocssieHa Ceprew CIOHUM-
CKOMY, Yeil KOMIIO3UTOPCKUIA 1ap OAVHAKOBO IIOKOPSLT X U3bICKAHHOM 3BYKO-
MIACBIO, U B TO JKe BpeMs — OOIIMUTETbHOI «[TIeCeHHOV» MHTOHAalMe. [lepBas
YacTb COHATbl — TOMHbII MeJJIeHHbII Ba/ibC, OTPYXKAIOWINIA B «papuHM-
poBaHHYI0 aTMocdepy canoHa» (H. CunakoBa). HempuHykneHHas 6ecena
BaJIbCUPYIOUIMX, TO HA BpeMS CTUXAIOLIasi, TO BHOBb OKMUBJISIIOLIASICS, TIO/ -
YepKHYyTa MPUXOTIMBO JIOMAIOIIMMCS PUTMOM (TlepeMeHHbIi MeTp: 6/8,
9/8, 6/8). Bropas yacTb — HeOXXMIAHHO BO3BpallaeT HaC B MUP OEeTCTBA:

030pHas «CYUTAKA» CMEHSIETCS TPUUYIJIMBBIM XOPOBOAOM, CTOJIb YK€ PUT-
MUYECKU U3JIOMaHHbIM (4/4, 6/8, 7/8, 6/8, 4/4). DuHaN — HETOPOIINBO
3aryckaemasi 10/1a (BOTYOK), CTpeMUTeIbHbIM BpallleHeM KOTOPOiA, CBO-
ero popna perpetuum mobile, 3aKaHUMBaETCS COHATA.

IIaTas conara (1998) nocssileHa ee repBoit UCIIOAHUTeNbHULe HUHe
CHHSIKOBOJ, TMaHMCTKE ¥ KOMITO3UTOPY. Kak u B npeabiayieii YeTBepToii
COHaTe, MIPUBJIeKAaeT 3KaHPOBAS ONpPeeIEHHOCThb, BHITHOCTb MYy3bIKallb-
HOI1 peun. [IlepBast 4aCcThb — CTaBIIAs Y>Ke IPUBBIYHONM Y BaHIMKOBA TOKKATA.
Ho, o6patum BHMMaHMe: BriepBble B [I9TOi cOHaTe KOMITO3UTOP O3ar/aBiin-
BaeT YaCTu, He OrPaHNYMBAsICh TOJABKO TEMIIOBbBIMM yKa3aHMsiMu. TOKKaTa
3/1eCh IBCTBEHHO IIPMOOPETAET 30BN, pa3pyLUIMTeIbHbI OTTEHOK. MeJb-
Kalollye B pa3HbIX rojI0cax 0OPbIBKY TPO3HOI CpeITHEBEKOBOI CEKBEHIINMA
Dies irae momuepKuBaoOT MH(PepHATbHOCTb TOKKAThI. BTOpas yacts Lamento
(3arnaBue O3HAYaeT XapaKTep My3bIKM) — MOXKAIYIA, caMas IpaMaThuIecKast
CTpaHMIIA BCETO CyNepIMKIIa COHAT. )KasoOHbIe U3MUSTHNS CJIOBHO HATAJIKM-
BAIOTCS BCe BpeMsI Ha Ge3AyIIHYI0 CTEeHY, Ha HEeITPeoqoIMMYI0 Iperpagy —
TEeM HaCTOUMBee OHY IEJIAl0TCS, TOXO/S TIOPO¥ 10 MCCTYIUIeHNS. A 6/ike
K KOHIIY ITOCTEITeHHO yTracaloT, BO3Bpaliasi K Hauayy 4acTu, K TO/ 6€CKOHEUHO
TOBTOPSIEMOI B BBICOKOM PErucTpe OAMHOKON HOTe, TOKOPHO 3aTuxaromiein
NUAHUCCUMO.

Hocudp Patickun
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IOPUN DABOPUH, ®OPTEMMAHO
FEHHAOWN BAHLLMKOB. COHATbI

IOpuit ®aBopuH poamiics B Mockse B 1986 ropy. B oueHb paHHeM Bo3pacTe
OH HavaJI MPOSIBJIITh MHTEPEeC K MYy3bIKe U IEMOHCTPUPOBATh HEOObIUAN-
HbIe€ MY3bIKaJIbHbIE€ CITOCOOHOCTH. Y3Ke C IISITU JIET HavyaauCh CUCTeMA-
TUYECKMe 3aHSITUSI My3bIKOi1. B BoceMb JieT O6bLT IIPUHSIT B MOCKOBCKYIO
CpemHIOI0 CIelalbHYI0 MY3bIKIbHYIO IIKOMY M. [HeCUHBIX, TIe YIUIICS
cpasy I10 TpeM CITelMaIbHOCTSIM — (hOpTenmaHo, KIapHeT ¥ KOMITO3UIIMSI.
B 2009 rony KOpuii ¢ oTinunem OKOHUMI MOCKOBCKYIO TOCYLapCTBEHHYIO
KoHcepBaTopuio uM. I1. M. YaiikoBckoro 1o kiaccy doprenuaHo (mpod.
Muxann Bockpecencknii). B 2013-2015 rogax cTaskupoBajics B YHUBEPCH-
TeTe «Morapreym» B 3anbioypre (kinacc JKaka Pysbe). C 2016 roga rpero-
naeT B MOCKOBCKOV KOHCEPBAaTOPUMN.

KOpuit1 ®aBopuH — JlaypeaT MHOXeCTBAa POCCUIMCKUX U MEKIYHAPOSHbBIX
KOHKYpPCOB. OH aKTMBHO BBICTYIIA€T KaK C COJIbHBIMM KOHIIEPTaMM, TaK
" B aHCambOJIe ¢ JIyIIMy cCMMAGOHNYECKMMIU U KAMEePHBIMM OpKeCTpamu
BO MHOTUX CTpaHax Mupa. Urpas ¢ Takumu gupmskepamu, Kak I1bep byines,
KenT Harano, Bnagumup ®@emocees, Bnagumup FOposckuit, 3pu Knac, Imu-
Tputi JIncc, Mapuu Osncorn, Anekcanap Bemepuukos, [Ton I'ynsuH, dHAPIO
I'pamc, Kagsyxupo Kounsymu. Cpesivt ero mapTHepPOB TI0 ClieHe — AJeK-
cauap Pyaun, bopuc bepe3sosckuii, AitneH ITputunH, Mapk Korre, XKepap
Kocce, IaBup JlaiiBanu. Y4aCTHUK MHOTUX BCEPOCCUMCKMUX U MEXKITYHAPOIHBIX
decTuBaneit, cpenyt KOTopbix GectuBaib B JIa-Pok-n’AHTepoH (PpaHLys),
«Cymaciepnine nHu» (Opanuys, driouus) u gp. FOpuit ®aBopuH aKTUBHO
MIPMHMMAET yUacTHe B MPOeKTaxX MMIPOBMU3ALMOHHOM MY3bIKM B Pa3jiny-
HbIX COCTaBaX.

B penepryape I0pust aBoprHa COUMHEHMS Pa3HbIX 310X U HAIIpaBIeHUA,
a TaK>Ke COUYMHEeHUS peKO UCIIONHsIeMbIX aBTOPOB. Ha «®upme Menonusi»
B pa3Hble rofibl ObLIM BBIMYILEHbI €ro 3amucy My3biku [IpokodbeBa, [Tonoaa,
[lloctakoBuua, deitH6epra, Pe6uKoBa, 3agepalikoro, a Takke live-3amnuch
KpYyITHejilero B uctopuu GopTennaHHOM My3bIKM IIUKIIA «[0lIbl CTPaH-
ctBuii» @epenia Jincra.
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YURY FAVORIN, PIANO

GENNADY BANSHCHIKOV. SONATAS

SONATA PENTALOGY BY GENNADY BANSHCHIKOV

Sonata, what do you want of me?
Bernard de Fontenelle

The words of the epigraph, as Marina Rytsareva rightly observes, “are quoted
too often, but they are worth quoting. Like a sphinx with the face of Mona
Lisa, they hint at the unknowability of purely instrumental music.”! Bernard
Fontenelle, the eminent French philosopher of the Enlightenment, was of
course speaking of the difficulty of comprehending music that cannot be
expressed in words. That is, the impossibility of exhausting the richness of
music with its verbal description. Music cannot be recounted, it can only be
performed, it must be listened to.

Indeed, while in the case of the famous film trilogy about Maxim we
are helped by screen images, and in the case of Wagner’s opera tetralogy
“The Ring of the Nibelung” the stage design is added to the singing and
theatrical action, Banshchikov’s sonata pentalogy leaves us alone with the
music. The pianist who plays the sonatas, as well as the listeners who lend
their ears as they are performed, have the role of interpreters. In this sense,
the performer and the listener are co-authors of the composer. Each musician
who performs a piece of music interprets it in his own way, reproducing what
is written in the score, and each listener perceives it in his own way, that is,
interprets it for himself. A musicologist writing about music can only facilitate

"Rytsareva M.G.: Fontenelle, Propp, Lévi-Strauss and Gilet, Mozart, Perrault, Beethoven and Madame Marie-Jeanne
L'Héritier de Villandon. In Search of the Matrix of the Subconscious. The Genome Code of Sonata Form. // Musical
Review. 2016. Nos 8-9.

the process of entering into new music by delicately guiding the listener’s
imagination in the direction of the author’s idea. But first, let’s get to know the
famous St. Petersburg composer better.

Gennady Ivanovich Banshchikov was born in Kazan on November 9, 1943.
He studied composition at the Moscow Conservatory with Sergei Balasanyan
from 1961 to 1964. From 1965 to 1966, he studied at the Leningrad Conservatory
with Boris Arapov, with whom he also did postgraduate studies from 1966 to
1969. In 1967, Banshchikov became a member of the Union of Composers of
the USSR. Since 1974, he has taught at the Leningrad Conservatory (he became
an associate professor in 1983 and a professor of orchestration and composition
in 1998). He has written six operas, five ballets, six cantatas, four symphonies,
chamber instrumental and vocal works, as well as music for films, TV and
radio productions. He is an Honored Art Worker of Russia and a Commander
of the Order of Friendship.

While still a student, Banshchikov wrote a number of bright and mature
compositions, including a vocal cycle based on poems by Federico Garcia
Lorca, the cantatas “The Architects” and “In Memory of Garcia Lorca,” four
cello concertos, “Four Moments” for cello and piano, Piano Sonata No. 1, and
the chamber opera “Lyubov and Silin” based on works by Kozma Prutkov.

His compositional style absorbed the traditions of Russian classical music
with a strong influence of Shostakovich and late Austro-German romanticism
(Gustav Mahler, Richard Strauss, and the Second Viennese School). His
works such as the parody opera “Lyubov and Silin” based on Kozma Prutkov,
“Opera about...” based on Nikolai Gogol, “Woe from Wit” based on Alexander
Griboyedov, and others reveal the composer’s inherent sense of humor, wit
and irony.
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It has long been observed that Banshchikov’s piano sonatas form a unified
whole (a supercycle). In the monographic essay by Emil Finkelstein (1983)2,
it is called a sonata trilogy, a triad of sonatas completed by that time. When
a collection of all five sonatas was published, it was called a sonata pentalogy
(Nina Sinyakova, 2004)3. Sonata is Banshchikov’s favorite genre: in addition to the
piano sonatas mentioned above, he is the composer of four sonatas for chromatic
button accordion, the Trio Sonata for violin, viola and cello with piano, the Sonata
for clarinet and piano, the Sonata for harp and organ, the Sonata for viola and
piano, and the Sonata for flute and piano (dedicated to the memory of Dmitri
Shostakovich). As Banshchikov noted in an interview, “the sonata is a maximally
symphonized genre [...] I perceive Beethoven’s sonatas as unorchestrated
symphonies. This property is the reason for my interest.” In his sonatas,
Banshchikov strives for an “orchestral” sound, overcoming the monochromatic
nature of the instruments or, on the contrary, using the richness of colors, for
example, of the multi-timbre chromatic button accordion.

The supercycle opens with the one-movement Sonata No. 1 (1968).
The relative brevity of the statement encourages the composer to adopt an
impulsive, temperamental style, which is, however, generally characteristic
of Banshchikov. The peculiar “calling” opening (in the contrasting piano
registration — from “handbells” to restrained bass chords) is followed by
a waterfall of rapid passages, a sort of pressure of furious elastic force.
When it slackens a little, the music, as it has come to its senses (how could
it not — the time is three-four!), waltzes away, for only three bars. The middle

2 Finkelstein E.I.: Gennady Banshchikov. Monographic Essay. Soviet Composer. L.1983.
3 Sinyakova N.G.: Gennady Banshchikov. Sonatas for Piano. Composer®*Saint-Petersburg. 2004.
“Banshchikov G.l.: “Sonata is a Maximally Symphonized Genre” // Musicus. 2020. No. 4

section of the movement is a calm but passionate reflection interrupted
by stubbornly stern cues. And then the indomitable run begins again,
crescendoing to the grandiose fortissimo coda.

Sonata No. 2 (1973) erupts from the very first notes like an expressive
burst of energy. The themes of the sonata allegro — be they nervous,
sophisticated melodies or chains of intervals — intertwine and invade
each other, replacing the traditional development. One is reminded of
Banshchikov’s thought: “Nowadays it is hardly possible to find a classical
sonata allegro or three-movement form” (from the interview mentioned
above). The character of the second movement is reminiscent of a dialogue:
long melodic patterns of interrogations, sometimes complaints, are answered
by short lines in which one can hear a harsh “No!” The contentious dialogue
hardens, reaches a climax, but at the end of the movement fades away in
a haze of transparent, beautiful figurations, returning to its starting point.
The finale is a toccata whose dotted ostinato rhythm supports the entire
structure of the movement like a solid foundation. The toccata whirlwind
sweeps away any tempo or textural “interruptions” and rare islands of slow
motion. Only toward the end does it falter, exhausted.

Sonata No. 3 (1974) is a kind of manifesto (even if it is a strong word) of
the polyphonic composer. By the time the sonata was written, Banshchikov’s
style was essentially polyphonic, not only in the direct, musical sense, but
above all as a reflection of the polyphony of life, in the understanding
of the term established thanks to Mikhail Bakhtin and his theory of
the polyphonic novel. In the plurality of independent and distinct voices,
in the dialogical nature of human consciousness. And, let’s emphasize once
again, in the unusual, highly individual interpretation of the sonata form.
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In the two-movement sonata, which is born from a single sound repeated
many times, these features became particularly pronounced. No pure austerity,
as the rules demand! The composer not only alternates the main and secondary
themes, but also juxtaposes the winding melodies, lavishly mottled with
figurations, in simultaneous sounding. These contrasting and contradictory
voices get coated with suddenly appearing melodic sprouts (in the second
movement, also with chordal texture), which eloquently testifies to the lifelike
nature of the musical situation. Is this not, in fact, the plot of the sonata: let’s
recall how difficult it is to recount instrumental music in words.

Sonatas Nos 4 and 5, which appeared a decade and a half and two
decades and a half later, respectively, impress with their wise combination
of unchanged, still indomitable energy and mature, balanced expression.
As Boris Pasternak said, as the years pass, “one must eventually fall into
an as-yet-unheard simplicity, as into a heresy.”

It is no coincidence that Sonata No. 4 (1988) is dedicated to Sergei
Slonimsky, whose gift as a composer was equally captivating with its
exquisite sound writing and, at the same time, its convivial song-like
intonation. The first movement of the sonata is a languid slow waltz
that plunges into “the refined atmosphere of a salon” (Nina Sinyakova).
The relaxed conversation between the waltzing couple, which pauses
and then resumes, is emphasized by the whimsically breaking rhythm
(multimeter: 6/8, 9/8, 6/8). The second movement unexpectedly returns to
the world of childhood: the mischievous “counting rhyme” is replaced by
a whimsical round dance, equally rhythmically broken (4/4, 6/8, 7/8, 6/8,
4/4). The finale is a leisurely started spinning top whose rapid rotation,
a kind of perpetuum mobile, brings the sonata to a close.

Sonata No. 5 (1998) is dedicated to its first performer, pianist and
composer Nina Sinyakova. Like its predecessor, Sonata No. 4, it stands
out for its clarity of genre and musical language. The first movement is
a toccata, which was already common for Banshchikov. But let’s note: in
Sonata No. 5, the composer for the first time titles the movements without
limiting himself to tempo indications. The toccata here clearly takes on
an ominous, destructive tone. Glimmering in various voices, the snippets
of the formidable medieval Dies irae sequences emphasize the infernal
nature of the toccata. The second movement, Lamento (the title refers to
the character of the music), is perhaps the most dramatic page of the entire
sonata supercycle. It is as if the outpourings of complaint keep hitting
a soulless wall, an insurmountable barrier — the more insistent they become,
sometimes to the point of frenzy. Toward the end, they gradually fade away,
returning us to the beginning of the piece, to that lonely note repeated
endlessly in the high register, the pianissimo that obediently fades away.

Iosif Raiskin
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