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®upma «Menodusi» TpeCTaBisieT 3aMuch KaMepHoii My3biku MoranHa Cebac-
ThsiHa baxa B uclonHeHMM nAysTa AnekcaHipa 3aropyMHCKOrO (BMOJOHYEIb)
u ditnapa Ctun-Hoxkne6epra (boprenuano, Hopserus). Victopust ancambiist Hava-
nack B 2002 ropmy. Ero yyacTHUKYM LeMOHCTPUPYIOT Bblgatonieecs: mpodeccuoHab-
HOEe MacTepCTBO U IOJIHOe eIMHOAYILINE B 3MOLMOHAIbHO-CTUIEBOM IIPOUTEHUN
My3bIKM. EC/IM TIepBbIi COBMECTHBIN IMCK AylekcaHapa 3aropmMHCKOro u difHapa
Cruu-Hokne6epra, BbIMyIleHHbIT (Gupmoit «Menodus», GbUT TOCBSIIEH 30X
pPOMaHTM3Ma, TO Ha 3TOT pa3 OHM OOpaTwIMch K My3blke MoranHa CebGacTbsiHa
Baxa. B komIuieKTe rpe/cTaBaeHbl TPU COHATHI ISl BUOJIOHYEIN U KIaBUPa, IeCTh
COJIbHBIX BMOJIOHYETbHBIX CIOUT U IECTb «@Ppanyy3ckux croum» ast KnaBupa. CBO
3aMMCh MY3bIKaHThI MOCBITUIN TaTbssHe HuKomaeBoii — BbiAaloNleiicsl OTeuecTBeH-
HOJI NIMAHNCTKe, TobeauTenbHMIIe MeXIyHapogHOro KoHKypca umenu U.C. baxa;
ee KOHIIEPThI OKa3a/M 3HAUMUTeNIbHOE BIMsSIHUE Ha GOPMMUPOBAHME MY3BIKAJIbHOTO
BKyca 060MX My3bIKAHTOB.



B merctBe MOSI My3blKajabHasl >KM3Hb BO MHOIOM IIPOXOAwIa IOJ, BIlevatie-
HMEeM OT (OPTeNVaHHOTO VICKYCCTBA 3HAMEHWTOJ COBETCKOM NMMAHMUCTKM TaThsSHBI
[MetpoBHbl HukomaeBoit. Moit femyiika 6bUT CTPACTHBIM MOKIOHHUKOM €€ TalaHTa
¥ TIOCTOSTHHO BOIVUI HAC C CECTPOii Ha ee KOHILIEPTHI B (utapMoHMIo. MbI mocentamm
Bce KOHIIepThI TaThbsiHbI [leTpoBHBI B MOCKBe. TO 6bUIO camoe JTyylliee My3bIKaabHOe
obpasoBaHue. OcO6eHHO BIEYATVISIIOMMM GbUIO VcHOMHeHue HukomaeBoil My3bIKM
N.C. Baxa. TaTtbsiHa IleTpoBHa momyumia mepBylo npemuio Ha I MexmgyHapomHOM
KoHKypce umenu V.C. Baxa B Jlejinuure; oHa MCIIONHS/IA BCe KIaBUPHbIE COUMHEHMS
Baxa u Bcerma Hau3ycTb. OCOGEHHO MHE 3aIIOMHMIICS IIVK/ UCTOPUUECKIX KOHIIEPTOB
B bonbiom 3ane MockoBcKoi KOHCcepBaTopuy, Korga TaTbsHa [leTpoBHa co cBOMMU
YJ4eHMKaMM MCTIIONMHWIA Bce 12 KIaBUPHBIX KOHLEPTOB Baxa [js1 OAHOro, IBYX, Tpex
¥ yeTbIpex ¢opTenyaHo ¢ JIMTOBCKMM KaMepPHBIM OPKeCTPOM, KOTOPBIM IMPVDKUPO-
Bas1 Caymioc CoHIeIKNC. ITY KOHLEPThI TPOMU3BOAMIN CUIIbHOE BIleyaTIeHye SIpKUM
MCIIOJIHEHYEM, BBICOYAMIIIM KauyeCTBOM 3By4aHMsl, FeHMAIbHO My3bIKOA.

HapopHas aprucrka CCCP, npodeccop MOCKOBCKOJ KOHCEpBAaTOpPUM, jaypear
rocyJapcTBeHHbIX npemuit TatbsiHa IleTpoBHa HukonaeBa MHOTO racTpoiyupoBaia,
Bejla MacTep-KIacChl B Pa3HbIX CTPAHAX M BOCIUTAIA GOMBIIOE KOMUUECTBO YUEHM-
KOB T10 Bcemy Mupy. CBOeit SIpKOii, apTUCTUYHOI UTPOJ U CBOMM YAVBUTEIbHBIM
TBOPUECKUM ¥ JIMYHOCTHBIM 00asiHMeM OHA OKa3aja OTPOMHOe BIUSHVUE Ha MHO-
I'MX My3bIKaHTOB Mupa. [Ipuesskast B MOCKBY, BbIJAIOIIMIACS HOPBEXKCKUI MMAHUCT
Ditnap CruH-Hokae6epr KaXabiii pa3 ¢ 61arogapHOCTbI0 BCoMuHaeT Hukomaesy
¥ MHOTO pacckasblBaeT 06 OOIIeHMM C Heil Ha MeXIYHapOAHBbIX MacTep-Kiaccax,
KOHKypcax. TaTbssHa IleTpoBHa HeOJHOKPATHO BbICTymasna u B Hopserum. ditHap
Crun-Hokme6epr BCIIOMMHAET O MHOTMX TBOPYECKMX COBETAX PYCCKON MUAHMCTKY,
KOTOPBIM OH CJIeIOBAJI B CBOET MCTIOMHUTENbCKOI MpakTuKe. OCO6eHHO 3TO KacaeTcst
MHTeprnpeTauuy My3biky Baxa u [lloctakoBuua.

OO6miast mamsiTh O BEIMKOM HUCKyccTBe TaThsiHbl HuKoMaeBoit mpuBesna Hac K
umee 3ammcaTh anbboM M3 IpousBemeHmit baxa. 3amych MIeCTM CIOUT JJIsT BUOJIOH-
YyeJsin CoJo, mectu «Ppanyy3ckux cloum» st GopTenaHo U TpeX COHAT JIJISl BUOJIbI
Iia ramb6a 1 yembasIo B IepesiosKeHNM IJIs1 BUOTOHYEM ¥ GOpTenaHo Mbl PelIn
TIOCBSTUTD ITaMSITU BeIMKOI pycckoii muanucTku TaTesiHbl [leTpoBHbI HMKoMaeBoit.

Anexkcandp 3azopuHckuti

Tpu coHaThI AJjisi BUOJIBI fa ramba M KjaaBupa ObUM HamycaHbl VloraHHOM
CebactpsiHOM Baxom mexny 1717 u 1723 rogamu B repuop, Mpe6bIBaHMS Ha TIOCTY
KanesnbMelicTepa U «JMpeKTopa KamepHoil My3biku» B KéreHe. KHspkeckuii ABOpD
KéTteHa ucrnoBesoBas KaJbBMHM3M, IIPM KOTOPOM He J0ITyCKalIoCh 3By4aHMe opraHa
B LIEPKBU. A TOTOMY Bax 6bUT 0CBOGOKIEH OT 06sI3aHHOCTY Y4aCTBOBATh B LIEPKOB-
HBIX CTY’K6axX, HO 3aTO B CBOE PAaCIIOPsDKeHMe OH ITOYyYMII Karesty u3 17 Bemmko-
JIETTHBIX MY3bIKAHTOB ¥ JIPYKECKYH IMOJIepPKKy KHsi3sl Jleornonbga — CTPacTHOTO
no6uTeNs My3bIkM. He ciiIikomM o6peMeHeHHbI CTyke6GHbIMM 06s13aHHOCTSIMM Bax
aKTUBHO PabOTa B OPKECTPOBBIX, KOHIIEPTHBIX, COMbHBIX I KAMEPHBIX MHCTPYMEH-
TaJbHBIX KaHpaX. B KéreHe 6buTM HamucaHbl «bpaHdeHOypeckue KOHYepmbl» W OpKe-
CTPOBBIE «YBEPTIOPBI» (CEOUTBI), KOHLEPTHI JJIsI Pa3/IMYHBIX MHCTPYMEHTOB, IePBbIii
TOM «X0powo memnepuposaHHo20 KAasupa», MHOXECTBO COJIbHBIX IPOM3BemeHU
IS KIaBecuHa, QreiiThl, CKPUITKY M BUOJIBI 1a raM6a, a Takske aHCaMbJIeBble COHAThI
JLIS1 STUX MHCTPYMEHTOB.

CoHaTbl AJisT BUOJBI a TaMba (6apOvHbIf BapMAHT BMOJIOHYEIN) M KIaBKUpa
He TaK TPYIHbI B BUPTYO3HO-TEXHMYECKOM OTHOLIEHUM, KaK COJbHble BMOJIOH-
yesbHbIe CIOUTHI. I[TapTusi KiIaBuMpa B COHATax OUueHb Pa3BUTA, U ee VCIIOJIHUTENb
SIBJISIETCSI PaBHOIIPAaBHBIM YYACTHMKOM aHCaMOJsl (2 HEpemaKo M ero CONVCTOM).
JIuue B OTHeNbHBIX GparMeHTax (B Hayase Andante CoHaTsl Pe maskop u B mep-
BbIX TakTax CoOHATHI COMb MMHOpP) Bax mpuberaet K pacIpoCTpaHEHHOH B 3MOXY
6apokKo mpakTuke «basso continuo» (undpoBaHHOTO 6aca), BO BCEX IPYTUX MECTaX
napTys KJIaBMpa BBINNMCAHA MTOTHOCTbI0. O6 3TOM CBUIETETbCTBYIOT U (GDMHAIbHbIE
dbyrupoBaHHbIe yacTu cCOHAT, MOMMU(OHMYECKOE MACTEPCTBO KOTOPBIX He YCTyraeT
conpHBIM dyram mJis KinaBupa. ViM ImpeAniecTBYIOT MCIIOMHEHHbIE 9MOLMOHAIbHOM
[y6UHBI Me[JIeHHbIe YacTu — CBOeOOpasHbie NUPUUYECKMEe KYIbMUHALMKM COHAT
C ¥IX BBIPa3UTENbHOI IIYOMHON rapMOHMYECKOro IycbMa. OTKPhIBAIOLIVE TTepBbIe
IIBe COHAThI MeJlJIeHHbIe YaCTU aHAJOTMYHBI «ITPETIOIUSIM» B COTbHBIX LIUKIAX, UX
HEeTOPOIUTVBYIO IIOCTYIIb CMEeHSIOT 9HepruuHble Allegri (B Conarte Pe makop BTopast
YacTh TaKKe sIBJIsieTCs Qyroit).

B Kaxkmoit 13 Tpex coOHaT ecTh cBoy ocobeHHOCTH. [TepBast (BWV 1027), HaubGonee
KaMepHast TI0 3ByUaHUI0, TPECTaB/sIeT CO00i aBTOPCKOe mepesnoskeHne COHATHI 115t
nByx (neiit u 6aca (BWV 1039): omMH M3 roiocoB, TPAHCIIOHMPOBAHHBIN OKTaBO



HIKe, ObLT OTIAaH BUOIOHYENN, PYTroii — KIaBeCUHy (BO3MOXKHO, TIO9TOMY COHATY
oTnuaeTt 6osee yerkas TpexronocHas dakrypa). B Conate (BWV 1028) mpucyT-
CTBYIOT HEKOTOPbIE UepThl KOHIIepTHOCTH: ee Adagio HamMCcaHO B Ayxe MeIIeHHO,
TeByYeil CULIMIMAHBI, B TO BpeMsI Kak (GMHAJI BKIIOYaeT BUPTYO3HbIe KaJeHLIMN JJIs
060MX MHCTPYMEHTOB. SIpKuit KOHIEePTHbII XapakTep mpucyi CoHaTe COIb MUHOD:
YHUCOHHAsI TemMa, OTKpPbIBAIOLIAsi MePBYI0 YaCTb, 3aCTaB/ISIeT BCIIOMHUTb O Hayale
TpeTbero «bpandeHOYpeckoz0 KOoHyepmar; 3akaouMTeNbHas (yra, Tema KOTOPOii
CBOGOIHO TTePEXOIUT OT OLHOTO MHCTPYMEHTA K APYTOMY, COLEPKUT KOHTPACTHBII
My3bIKaJIbHbI/I MaTepuay — MeBy4Yyl MHTepMeIuIo, MPeIBOCXUIIAS 3TUM UepThbl
coHaTHO# (opmbl. BosmokHo, Conara (BWV 1029) Taxke siBisieTcss 06paboTKOi
HeJollIeIero A0 HaC MHCTPYMeHTalIbHOTO KOHIlepTa baxa.

CoHaTsI AJIs1 BUOJIBI 1a raM6a ¥ KIaBupa, Kak 1 GOJBIIMHCTBO 6aXOBCKMX ITPOM3-
BeZleHMit, He GbUIM OMYOIMKOBAHbI IPY KM3HY aBTOpa (BIiepBbie u3naHbl B 1860 T.).
CeropiHs OHM 3aHMMAIOT IPOYHOE MECTO B periepTyape BUOJOHYENNCTOB, XOTS IIOPOii
3BYYAT ¥ Ha JPYIUX CTPYHHBIX MHCTPYMEHTAX.

IllecTp cIOMT AJIsT BUOJIOHYETM COJIO TAKKe ObUIM HANMCAHBI B KETEHCKUI
repuof ku3Hu baxa. BHelltHe Bce CIOUTHI CJIEIYIOT OIHOM CXeMe LIeCTUYACTHO KOM-
TO3ULIVM (BCTYINUTENbHAS IIPETIOANs, 32 KOTOPOJi cleyeT psif, onpelielleHHbIX TaH-
LIeBAJIbHBIX IbEC), OAHAKO KaXKI0ii U3 HUX CBOMCTBEHHbI MHIVUBUIYA/IbHbIE YePThI.
ToH 3a/aeT npenoaNsi, ONpesieNsoniasi OCHOBHOJ XapaKTep CIOUTBHI B 11eJIOM: JIMPU-
yeckasi, KaHTWJIEHHAs BO BTOPOJi CIOMUTE, MOJIHAsS MMIIPOBU3ALMOHHON MaTeTUKU
B UETBEPTON M 3MIMYECKM Pa3BepThIBAIOIIASICS B MMocIenHel. MacmTab TpymHOCTeil
BUPTYO3HO-TEXHNYECKOTO U XYIOKeCTBEHHOTO IJIaHAa, BhIIBUraeMbIX B crouTax baxa
Tiepesi MCIIOJIHUTeIeM, OKa3aJICcsi HAaCTOJIbKO BEIMK, UTO OTOABUHYI MX HIMPOKOE pac-
mpocTpaHeHue Gojiee yeM Ha TOJNITOPA CTONETUSI (OCOOEHHO BBIAESIETCS LIecTast
CIONTA, HANMCAHHASI /IS IITUCTPYHHOTO MHCTPYMEHTA M TpeGyIoliasi faske OT COBpe-
MeHHOT'O BMOJIOHYENCTA TIOUCTYHE YHUKAIBHBIX BO3MOXHOCTeH). ToNMbKO B Havase
XX Bexka 6narozapst [Ta6mo Kasanbcy BMOIOHYeTbHbIE CIOMTHI TPOYHO BOLIIN B KOH-
LIepTHBII perepTyap.

Cpenu mpou3sBezeHuit, HanmucaHHbIX baxom B KéteHe, nBa cO0OpPHMKA CIOUT JJIsI
KJIaBypa: UecTb «@paHyy3ckux cloum» y mecTb «AHeautickux» (osgHee B Jleiiniure
Bax counHMII ellle LIeCThb CIOUT, Ha3BaHHBIX MM NapTuTaMu). B TBopuecTBe baxa skaHp

K/IaBUPHOI CIOUTBI G CYIIeCTBEHHO 00HOBJIEH. K TaHIIaM, COCTaBIISIONIM OCHOBY
CIOWTHI (a/7IeMaHza, KypaHTa, capabaHya, jxura), bax 106aBuiI bechl HeTaHILIeBaIb-
HOTO XapakTepa. Bo «@paHyy3cKkux» TMOSIBUIACh apusl, B «AH2IULICKUX» — TIPETIOIUSI,
B MMapTUTAX — NP0V, TOKKATa, CUMQOHMS, CKepIi0, Kapua4no. [Ipy 5TOM 0OCHOB-
HbI€ YaCTV CIOUTbI COXPAHWJIM OT TAHIIEB JUIIb OBIIMIT XapaKTep ABUKEHMs, HEKO-
TOpble MeTPO-PUTMMYECKye MPU3HAKM M TPAKTYIOTCSl BaxoM B BhICIIE) cTemeHM
CBOGOIHO ¥ MHAMBUAYATbHO. B MPOMEKYTOUHBIX UacTSIX (HarpuMep, B MEHyITe,
raBoTe, IOJIOHEe3€e) JKaHPOBBIE UepThI BhIpasKeHbI Gomee oTyeTIMBO. U3 Bcex Kia-
BUPHBIX CIOUT «DpaHITy3CKMUE» camble SICHbIe U IMPOCThIe 110 KOMIO3ULMOHHOMY
3aMBICTy U comepkaHuio. OHY HAUMHAIOTCS C HAIeBHO a/uleMaH[bl, 32 KOTOPO
cyefyeT KOHTPACcTHAs MOABMKHASI KypaHTa. JIMpUUeCKuit LIeHTP CIOUTHI — 3aJyM-
yuBas, OTpelleHHas capabaH/ia, B MMHOPHBIX ciouTax (BWV 812-814) 6nmskas 1o
XapakTepy orepHbIM apusm lamento. ITpy 3ToM B capabaHAax M3 MaXXOPHBIX CIOUT
(BWV 815-817) Takyke HEpeOKO MPUCYTCTBYIOT CKOPOHbIE MUHOPHbIE OTTEHKM. Jler-
Kie U HeNpUHYKIeHHbIe TPOMEXYTOUYHbIE TAHIIbl, KOHTPACTHbIE 3MOLMOHAIBHO
HaCBIIIEeHHO} capabaHze, 06pa3yIoT Mepexoz OT CaMoil MeIJIeHHOM 4acTy CIOUTHI K
camoit GbICTPOIT U3 MbEeC — JKUTE.



AnekcaHap 3aropuHcKuii poguics B Mockse B 1962 1. B 1986 1. oH okoHUMI
MockoBckyto kKoHcepBatopuio umenu IL.UM. YaliKOBCKOrO IO K/Iaccy BMOJIOHYEIN
npodeccopa Haranby IlaxoBCKOIf, a rogoM paHee CTaj jaypeaToMm BcecorsHOro
KOHKypCa MY3bIKaHTOB-McIonHuTeneit B Kummnuése. ITocie OKOHYaHUST aCCUCTEH-
TYpPbI-CTaKMPOBKM B 1988 I. OH 6B YIOCTOEH 3BaHMsI 1aypeaTa Ha MeXXAyHapoLHOM
KoHKypce B Tpamauu (Utanus), B 1990 r. - VI mpemun u 3BaHus 1aypeara IX Mexy-
HapoJHOro KoHkypca umenu I1.U. Yajikosckoro. B 1991-2000 rr. Anekcangp 3aro-
PUHCKMIA GBUT TIePBBIM KOHI[EPTMEJCTEePOM IPYIIITbI BUOTOHYe el AKaJeMIUecKoro
cuMbOHMUYECKOTO opKecTpa MockoBcKoit humapmonmn, B 2001-2007 IT. — COMMCTOM-
KOHLepTMelicTepoM ['ocyapcTBeHHOTO KaMepHOro opkectpa Poccun, mapasienbHO
3aHMMaJICSl KOHLIEPTHOI U Tlefarornueckoii gesaTeibHOCTbIO. B HacTos11iee BpeMsi OH
siBIsIeTcs1 mpodeccopom Poccmiickoit akagemMuy My3bIKM IMeHM [HeCHHBIX.

AnekcaHap 3arOpMHCKMIT 3aCTysKIT PEMYTalNIO TPEBOCXOLHOTO aHCcaMOInCTa,
pery/isipHO BBICTYIIasi BMeCTe CO MHOTMMM BBIAAIOLIMMUCS My3bIKaHTaMu. Cpeay
Hux Mrops XKykos, I0puit Posym, I0nus Typkuna, Mapuna EBceeBa, Hukomnaii Kamy-
ctuH, Muxamn JIy6oB (bopTenuano), Anekceit CemeHoB, Anekceit [lIMuToB (opraH),
Anekcaunp TpoctsiHckuit (ckpurka), lopa IlBapi6epr (ckpurnka), Hopa Pomanodbd
(anbT), Anekcanzp Kopuees (dneiita), EBrennit Hemano (ro6oit), EBrenmii ITeTpoB
(xnapHert), Anexceii Bonkos (cakcodoH), HaTasbst 3aropmuHcKast (COIpaHo).

B penepryape 3aropMHCKOTO BMOJIOHUE/IbHAs My3bIKa YeTbIpeX CTOIETUIi:
IIeieBPbI eBPOIeiiCKOro 6apoKKo, KoHIepTs [aiiaHa, [llymana, Cen-Canca, Illocta-
KoBUYa, JleHncoBa, «Bapuayuu Ha memy pokoko» YaltkOBCKOTO, COHATBI 1 aHCaMOIN
BerxoBeHa, bpamca, ®panka, ['pura, PaxmanuHoBa, [le6ioccu 1 Meccuana, TaHcMaHa,
KopHromnbzia, cOuMHeHMs COBPEeMEHHBIX KOMIO3UTOPOB Jlepbl Ayap6ax, Hukomas
KanycruHa, IxxoHataHa OctiayHpa, [pkoHa dmnruitoHa, Bragumupa Ps6osa, Onbru
BUMKTOPOBOJ M MHOTUX APYTUX.

Anexcanzap 3aropMHCKUII BXOAMUT B KIOPU psia MeKAyHapOLHBIX KOHKYPCOB,
yuyacTByeT B HecTUBAISIX KIACCUIECKOI M COBPeMEeHHO My3bIkY B Poccuu u 3a py6e-
skoM. OH YI0CTOEeH 3BaHMUsT 3aCTyKeHHbIH apTuct Poccun u opaeHa JIpysk6bl.

BakHejimmii mar Ha TBOPYECKOM ITyTM JIIOOOTO IO-HACTOSILEMY TalaHTIN-
BOTO My3bIKAHTa-MHCTPYMEHTA/INCTA — IIOUCK «CBOEro» KOHIepTMelicTepa, BMecTe
C KOTOPBIM B ITOJJIMHHO FaPMOHMYHOM aHCaMbJ1e MOSKET TIOTHOCTBIO PACKPBITHCSI €T0




apTUCTHUecKast UHIUBUOYaIbHOCTh. Takum 6bu1 JleB O60puH nst JaBuzaa OiicTpaxa,
Iaunans bapen6oiim mist YKakaus Ao IIpe u Bpyke CMuT, OTOGpaHHbBIN 13 MHOXKe-
cTBa KaHgupatoB Sireit Xeiidernem. IlepBasi BcTpeua AJiekcaHapa 3aropuMHCKOTO
¥ HOPBEXCKOTO MumaHucra ditHapa CtuH-Hokine6epra cocrostiach B 2002 T. Ha KOH-
Lepre, nocBseHHoM 3. I'pury B 3aie Poccuiickoii akageMun My3biku. Ellje HakaHyHe
MCTIONIHATENN He 3Halay JpPyT Apyra, COBMECTHOMY BBICTYIUIEHUIO IpeliecTBOBaIa
BCEro OfjHa PereTuLusI, HO Pe3yIbTaT Ka3ascs YyIoM — Imy6/mKa 0CTanach B yoeske-
HMM, YTO /IBa My3bIKaHTa Pa3HbIX IIOKOJIEHWI ¥ UCIIOMHUTENbCKUX TPAAULINIA, BIIED-
BbI€ UTpalolliie Ha OFHOJi ClieHe, COCTaBJISIOT CJIasKeHHbIVi MHOTOJIETHMIT aHCaMOJIb,
HACTOJIbKO eVHBIM GBUIO VX TIOHVIMAaHMe U CJIbIIIaHMe UCIIOTHSIEMOI My3bIK/

diinap Ctuu-Hokne6epr (p. 1944) aBisieTcs OMHUM U3 KPYITHEMIINX HOPBEX-
CKMX MY3bIKAHTOB coBpeMeHHOCTH. [Ipe3uaeHT MesknyHapogHoro obujecrsa I'pura,
npencenartesnb MexXayHapoAHOTO KOHKypca MCIIOMHUTENEN ¥ KOMIIO3UTOPOB MMeHU
I'pura B OC/10, OH OCYIIECTBMII TIOJIHOe coOpaHue 3amnuceil GopTenMaHHOi MY3bIKM
BEJIMKOTO HOPBEXKCKOTO KOMITO3UTOpa (M3maHo ¢upmoit Naxos Records), momy-
yyBIlee MMUPOKOe MeXAyHaponHoe mpusHaHue. Ero ucronHeHne KoHuepra I'pura
¢ JIoHAOHCKMM CUM(OHMYECKMM OPKeCTpoM, 1o MHeHmio BBC Saturday Review,
6bUIO TIPM3HAHO JIYUIIMM 32 BCH MCTOPUIO 3aruceil sToro npowusBemeHus. IIpo-
heccop HopBeskcKoii rocyiapcTBEHHO akazieMuu My3biku B Ociio, BbICIieii MIKOJIbI
My3bikM B [aHHOBepe 1 KoHcepBaTtopun B [lekune, ditnap CtuH-Hokme6epr BbICTY-
raeT 1 laeT MacTep-KIacchl 10 BCeMy MMpY (B T.U. B 3HAMEHUTOI JIeTHel akaieMun
«Moyapmeym» B 3aiblIOypre), yuaCTBYeT B 5KIOPY MEKIYHAPOAHBIX (hopTemnmaHHbIX
KOHKYPCOB. [Iuckorpadusi mMaHMCTa, BRIIOYAIOMAS TPOM3BeIeHNs KIacCUKOB HOP-
BEXKCKOI 1 eBpOIIeiicKoil My3bIKM, HACUUThIBAeT Gosee 50 KOMIIAKT-IMUCKOB, a €ro
kuura «Ha cyene ¢ I'pueom» miepeBeieHa Ha MHOTMe sI3bIky Mupa. CtuH-Hoxie6epr
6bUT IBAKIBI YIOCTOEH rpemuu I'pura, OH pousseseH B peiiapu OpaeHa cB. Onada

KkoposieM HopBeruu 3a Bplgaronmecs 3acIyTu B pa3BUTUM HOPBEXKCKOTO MCKYCCTBA.
Bopuc Myxkoceti

11



12

Firma Melodiya presents an album of chamber music by Johann Sebastian Bach
performed by the duo of Alexander Zagorinsky (cello) and Einar Steen-Ngkleberg
(piano, Norway). The story of the ensemble began in 2002. Its members demonstrate
outstanding professional mastery and complete unanimity of emotional and stylistic
reading of the music. While the first album recorded by Alexander Zagorinsky and Einar
Steen-Ngkleberg for Melodiya was dedicated to the era of romanticism, now they turn
to music of Johann Sebastian Bach. The set includes three sonatas for cello and harp-
sichord, six solo cello sonatas and six French Suites for harpsichord. The musicians
dedicate their album to Tatiana Nikolayeva, a distinguished pianist and winner of the
International Johann Sebastian Bach Competition. Her recitals were a significant influ-
ence on the formation of both musicians’ appreciation of music.

The music life of my childhood was in many ways connected with the impression
of the piano art of the famous Soviet pianist Tatiana Petrovna Nikolayeva. My grand-
father was an ardent admirer of her talent and regularly took my sister and me to her
concerts at the Philharmonic Society. We visited all Tatiana Petrovna’s recitals in Mos-
cow. That was the best music education. Nikolayeva’s performance of Bach’s music was
particularly impressive. Tatiana Petrovna received the first prize at the 1% International
Johann Sebastian Bach Competition in Leipzig and performed all Bach’s harpsichord
pieces and always by heart. The cycle of historic concerts at the Grand Hall of the Mos-
cow Conservatory was especially memorable when Tatiana Petrovna and her students
performed all twelve harpsichord concertos by Bach for one, two, three and four pia-
nos with the Lithuanian Chamber Orchestra conducted by Saulius Sondeckis. Those
concerts produced a strong impression with bright performance, the highest quality
of sound and music of genius.

Tatiana Petrovna Nikolayeva, a People’s Artist of the USSR, professor of the Mos-
cow Conservatory and winner of state prizes actively toured, conducted masterclasses
in different countries and educated a lot of students around the world. Her bright, art-
ful performances and amazing artistic and personal charisma influenced many musi-
cians of the world.

Every time Norwegian pianist Einar Steen-Ngkleberg comes to Moscow, he
remembers Nikolayeva with gratitude and tells a lot about their contacts at interna-
tional masterclasses and competitions. Tatiana Petrovna performed in Norway on
a number of occasions. Einar Steen-Ngkleberg recollects many pieces of artistic advice
from the Russian pianist he followed in his performing practice. It especially concerns
interpretation of music by Bach and Shostakovich.

Our common memory of Tatiana Nikolayeva’s great art led us to the idea of record-
ing a Bach album. We decided to dedicate our recording of six cello suites, six French
Suites for piano and three sonatas for viola da gambo and harpsichord to the memory
of the great Russian pianist Tatiana Petrovna Nikolayeva.

Alexander Zagorinsky
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Johann Sebastian Bach composed his Three Sonatas for viola da gamba and
harpsichord between 1717 and 1723 when he held the post of Kappelmeister (director
of music) in Kéthen. The prince’s court of Kéthen confessed Calvinism, which did not
allow the sound of organ at church. Therefore, Bach was released from the obligation
to take part in church services, but instead he had at his disposal a chapel of seven-
teen excellent musicians and amicable support from Prince Leopold, an ardent lover
of music. Not overburdened with official duties, Bach was very active in orchestral,
concerto, solo and chamber instrumental genres. In Kéthen he wrote his Brandenburg
Concertos and orchestral overtures (suites), concertos for various instruments, the first
volume of The Well-Tempered Clavier, numerous solo works for harpsichord, flute, vio-
lin and viola da gamba, as well as ensemble sonatas for these instruments.

The sonatas for viola da gamba (a baroque version of the cello) and harpsichord are
not that difficult in terms of virtuosity and technique as the solo cello suites. The part
of clavier in the sonatas is very developed, and the performer is an equal member of the
ensemble, and often even a soloist. Bach resorts to the practice of “basso continuo” (figu-
red bass) that was popular in the Baroque era in some of the fragments — in the beginning
of the Andante of the Sonata in D major and in the first bars of the Sonata in G minor.
In rest of the instances, the part of clavier is written completely. The final, fugal move-
ments of the sonatas, the polyphonic mastery of which is not inferior to that of the solo
clavier fugues, testify to it. They are preceded with the slow movements imbued with
emotional depth — peculiar lyrical culminations of the sonatas with their expressive
depth of harmonious writing. The slow movements that open the first two sonatas are
similar to the “preludes” in the solo cycles. Their unhurried tread is followed by energetic
Allegri (the second movement of the Sonata in D major is also a fugue).

Each of the three sonatas has its distinctive features. The first (BWV 1027), having
the most chamber sound, is the composer’s transposition of the Sonata for two flutes
and bass (BWV 1039): one of the voices transposed an octave lower was given to the
cello, and the other to the harpsichord (this is perhaps why this sonata has a clearer
three-voice texture). The Sonata in D major (BWV 1028) has some traits of concerto:
its Adagio is written in the vein of a slow, melodious siciliano, while the finale com-
prises virtuosic cadenzas for both instruments. The Sonata in G minor possesses
a vivid concerto nature: a unison theme that opens the first movement makes us recall

the beginning of the third Brandenburg Concerto; the concluding fugue, with its theme
flowing freely from one instrument to the other, contains a contrasting music mate-
rial — a melodious interlude, thus anticipating the contours of sonata form. It is pos-
sible that the Sonata (BWV 1029) is also an arrangement of Bach’s instrumental con-
certo that has never reached us.

Like most Bach’s works, the sonatas for viola da gamba and harpsichord were
not published during the composer’s lifetime (they were published for the first time
in 1860). Today, they hold a firm place in cellists’ repertoire, although they are per-
formed on other stringed instruments as well.

The Six Suites for unaccompanied cello were also written during the Kéthen
period. Formally, all the suites follow the same scheme of a six-movement composi-
tion (an introductory prelude followed by a series of certain dance pieces). However,
each of them has its own individual traits. The prelude sets the tone and determines
the basic nature of the whole suite — lyrical and cantilena in the second suite, full
of improvisatory histrionics in the fourth one, and with epically developing in the
last. The scope of technical and artistic difficulties offered in Bach’s suites to their
performer proved to be so great that their broad spreading had to be postponed for
more than one and a half centuries (the sixth suite stands out as it was written for
a five-string instrument and requires truly unique capabilities even from a modern per-
former). Only in the early 20" century, thanks to Pablo Casals, the cello suites became
widespread concert numbers.

Two collections of harpsichord suites are among the works written by Bach
in Kothen - six French Suites and six English Suites (later on, in Leipzig, Bach composed six
more suites and called them Partitas). The genre of harpsichord suite was substantially
renovated in Bach’s music. He added piece of a non-dance nature to the dances constitut-
ing the basis of a suite (allemande, courante, sarabande and gigue). So, the French Suites
had an air, the English Suites had a prelude, and the Partitas comprised a praeludium,
toccata, sinfonia, scherzo and capriccio. At the same time, the major movements of suite
preserved just a general nature of dance motion and some metro-rhythmic attributes,
and were interpreted by Bach in a highly free and individual fashion. The genre fea-
tures are expressed more distinctly in the intermediate movements (like, for example,
menuet, gavotte and polonaise). Speaking about the compositional conception and con-
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tent, the French Suites are the clearest and simplest of all the harpsichord suites. They
open with a melodious allemande followed by a contrasting lively courante. A pensive,
aloof sarabande is a lyrical centre of the suite. It is close by nature to the lamento oper-
atic airs in the minor suites (BWV 812-814), while the sarabandes from the major suites
(BWV 815-817) also often have mournful minor shades. The light-hearted and easy
intermediate dances contrasting with the emotionally rich sarabande form a transition
from the slowest movement of the suite to the gigue, the quickest of the pieces.

Alexander Zagorinsky was born in 1962, in Moscow. In 1986, he graduated from
the Moscow Tchaikovsky Conservatory where he studied cello with professor Nata-
lia Shakhovskaya, and a year earlier he won a prize of the All-Union Competition
of Performing Musicians in Kishinev. After he completed an assistantship-internship
course in 1988, he received a prize at the international competition in Trapani, Italy,
and in 1990 he won the sixth prize of the IX International Tchaikovsky Competition.
Between 1991 and 2000, Alexander Zagorinsky was the first concertmaster of the group
of cellos of the Academic Symphony Orchestra of the Moscow Philharmonic Society,
a soloist/concertmaster of the State Chamber Orchestra of Russia between 2001 and
2007, and simultaneously involved in performing and educational activities. At present,
he is a professor of the Russian Gnessins Academy of Music.

Alexander Zagorinsky has a reputation of excellent ensemblist preforming regu-
larly with many prominent musicians such as Igor Zhukov, Yuri Rozum, Yulia Turkina,
Marina Yevseyeva, Nikolai Kapustin and Mikhail Dubov (piano), Alexei Semyonov and
Alexei Shmitov (organ), Alexander Trostyansky (violin), Dora Schwarzberg (violin),
Nora Romanoff (viola), Alexander Korneyev (flute), Evgeny Nepalo (oboe), Evgeny
Petrov (clarinet), Alexei Volkov (saxophone) and Natalia Zagorinskaya (soprano).

Zagorinsky’s repertoire includes cello music of four centuries — masterpieces of
European baroque, concertos by Haydn, Schumann, Saint-Saéns, Shostakovich, Deni-
sov, Tchaikovsky’s Variations on a Rococo Theme, sonatas and ensembles by Beethoven,
Brahms, Grieg, Rachmaninoff, Debussy and Messiaen, Tansman, Korngold, works by
contemporary composers such as Lera Auerbach, Nikolai Kapustin, Jonathan Ostlund,
Jon Appleton, Vladimir Ryabov, Olga Viktorova and many others.

Alexander Zagorinsky has been a judge of a number of international competitions,

participated in festivals of classical and modern music in Russia and overseas. He has
been awarded the title of Honoured Artist of Russia and the Order of Friendship.

Finding one’s “own” concertmaster is a very important step on any truly gifted
instrumentalist’s artistic path because his/her artistic individuality can be manifested
only in a genuinely harmonious ensemble. Such were Lev Oborin for David Oistrakh,
Daniel Barenboim for Jacqueline du Pré, and Brooks Smith selected by Jascha Heifetz
from numerous candidates. The first meeting of Alexander Zagorinsky and Norwegian
pianist Einar Steen-Ngkleberg took place in 2002 at a concert dedicated to Edvard
Grieg at the Russian Academy of Music. The performers did not know each other on
the eve of the concert and had only one rehearsal before they performed together, but
the result seemed miraculous — the audience were confident that the two musicians
of different generations and performing traditions, who actually played for the first
time on the same stage, were a well-coordinated ensemble of many years, that’s how
common their understanding and hearing of the music they performed were.

Einar Steen-Nokleberg (born 1944) is one of the best Norwegian musicians of the
present. The President of the International Edvard Grieg Society and Chairman of the
International Edvard Grieg Piano Competition in Oslo, he recorded a complete collec-
tion of piano works by the great Norwegian composer (released on Naxos Records) that
won a worldwide acclaim. According to BBC Sunday Review, his performance of Grieg’s
concerto with the London Symphony Orchestra is the best recording of this work ever.
Professor of the Norwegian State Academy of Music in Oslo, the Staatliche Hochschule
fiir Musik in Hannover, Germany, and the Beijing Conservatory, Einar Steen-Ngkleberg
performs and gives masterclasses around the globe, including the famous Mozarteum
Summer Academy in Salzburg, and takes part in international piano competitions as
a judge. The pianist’s discography, comprising works by Norwegian and European clas-
sical composers, numbers over fifty CD’s, and his book Onstage with Grieg received two
Grieg Awards. Steen-Ngkleberg is a Knight of the St. Olav Order, appointed by the King
of Norway for his outstanding contribution to Norwegian music.

Boris Mukosey
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Worauu Ceb6acThsan Bax

Juck 1

Crouta N2 1 ny1s1 Buostonuenu cosno Conps maxkop, BWV 1007

1 TIPEIIOMMST . . v v v o e e e e e e e e e e e e e e e e e e e e e 3.10
2 AIEMAHIA .« « v v v e e e e e e e e e e e e e e e e e e e e e e e 4.29
T 184 0.1 - 2.35
4 CaPaBAHIA « « « v v e e e e e e e e e e e e e e e e 3.43
5 MeHyar[-MeHYaTII . . . . . . . .. e 3.58
6 JKUTA . . .o e e e e e 1.51
Cronta N2 2 111 BMOJIOHYeIu coyio pe MuHop, BWV 1008

T TIPEMIOMMSI « « v v v v v it e e e e e e e e e e e e e e e e e e 4.54
8 AJIEMAHIA. .« « + v v v e e e e e e e e e e e e e e e e e e 4.28
9 KypaHTa . . . . . .. o i 2.11
10 CapaBaHIA . « « v v v v v e e e e e e e e e e e e e e e 6.54
11 MenyarI-MenyaTIl . . . .. .. ... .. .. ... .. .. .. ... .. ... 3.37
12 KMra . . .o o e 2.46
Conara N2 1 gisa Buononuemu u ¢oprenuano Cons maskop, BWV 1027

13 I.Adagio-1II. Allegromanontanto. . . . . . .. .. .. ..o v ... 7.37
14 ILAndante . . . .. . . . . i i e 2.09
15 IV.Allegromoderato . . . . . . . . . vttt i e 3.21
Conara N2 2 nisa Buononuenu u ¢poprenuano Pe maskop, BWV 1028

16 I.Adagio—ILAIlegro . . . . . . . o v v ittt e e e 5.48
17 HLAndante . . . . . . . . .t e e e 4.07
18 IVLAIEZGIO . . . o o o e e 4.25
O6ee Bpems: 72.12

AnekcaHzp 3arOpMHCKUIL, 8UO0JIOHUENb
Ditnap Ctun-Hoxe6epr, gopmenuaro (13-18)

Juck 2

Croura N2 3 s BuosioHuenu cosio Jlo maxkop, BWV 1009

1 TIPEIIOMMST . .« v v o e e e e e e e e e e e e e e e e e e e
2 ATJIEMAHIA .« v v v e e e e e e e e e e e e e e e e e e e e e
3 KypaHTa . . . . o o o i it e e e e e e
4 CapabaHIA . . . v e e e e e e e e e e e e e e e e e e
5 Byppel-Byppell. . . . . . . @ e
6 JKHMIa . . . . o e e
Crouta N2 4 111 BUOIOHYeIu cosio Mu-6emosnp makop, BWV 1010

T TIPEMIOIMSI .« v v v o v it e e e e e e e e e e e e e e e
8 AJIEMAHIA. . « + v v v e e e e e e e e e e e e e e e e e e e e
9 KypaHTa . . . . . .. . i
10 CapabaHIA . « « v v v v v e e e e e e e e e e e e e
11 Byppel-Byppell. . . . . . . . e
12 JKMTa . . . o e e

Conara N2 3 nyisa BuosnioHuenmu u ¢poprenuaso conb MmuHop, BWV 1029

13 LVIvace . . . . o oo e e e e
14 ILAdagio. . . ... . .
15 TILAIEZIO . . . v v o e e e e e e e e e e e e

O6ee Bpems: 71.23

AnekcaHap 3aroOpMHCKUIL, 8U0JIOHUENb
Ditnap Ctun-Hoxe6epr, gopmenuaro (13-15)
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Juck 3

Crouta N2 5 115 BUOIOHYEIN COJIO 50 MuHOp, BWV 1011

TIpemmommst . . . . . . . e e e e e e e e e e e
ATTIEMAHIA « . v v v v e e e e e e e e e e e e e e e e e e e e e e
KypaHTa . . . . . . . e e e e e e
CapaBaHIA . « « o v v v e e e e e e e e e e e e e e e e
TasorI-TaBorIl . ... ... .. ... ..
JKUTa . . e

QN UL N

9 KypaHTa . . . . . .. o i
10 CapaBaHIA . « « v v v v v e e e e e e e e e e e e e e e
11 TaBoTI-TaBoTIl . . . . . . . . . i ittt it i i
12 JKwura

O6ee Bpems: 68.22

Anercangp 3arOpMHCKMIA, BUOIOHUENb

Juck 4

®paniysckas cioura N2 1 pe musop, BWV 812
2 0 (<)Y - 1 & 01 =
KypaHTa . . . . . . . e
CapPaBaHIA - « « v v v v e e e e e e e e e e e e e e e e e
MenysrI-MenyaTIl . . . ... ... ... .. .
JKura . .o e
paHuy3sckas cionta N2 2 5o musop, BWV 813
ATTIEMAHIA. © v v v v o e e e e e e e e e e e e e e e e e e e e
KypaHTa . . . . . ...
CapPaBAHIIA - « « o v v v e e e e e e e e e e e e e e e e e
N )/
10 MEHYOT . « v v o v i e e e e e e e e e e e e e e e e e e e
11 DKM . . o o e e e e e

O 00N O G U LT =

13 KYPaHTA . . . o oo e e e e e e e e e e e e e e e e e e e e e e
14 CapabaHIA . . « v v v v v e e e e e e e e e e e e e e e e e
15 AHITIE3 . . o ottt e e e e e e e e e e
16 MEHYIT. . . . oottt e e e e
17 JKwura

O6ee Bpems: 50.11

Ditnap Ctun-Hoknebepr, popmenuaro
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JIuck 5

®pannysckas ciouta N2 4 Mu-6emons maskop, BWV 815

2 5 (<) Y - ) & 01 =
KypaHTa . . . . . ...
CapPaBAHIIA - « « v v v v e e e e e e e e e e e e e e e e e
TaBOT . . . . e e e e e e

~N O\ UL N

9 KypaHTa . . . . . ..ot
10 CapabaHIA . « « v v v v v e e e e e e e e e e e e e e e e e
B I o

16 KypaHTa . . . .. . oo
17 CapabaHIA . « « v v v v v e e e e e e e e e e e e e
18 TaBOT . . v v v e e e e e e e e e e e e e e e e e e e e e e e e

O6uiee Bpems: 49.30

Ditnap CtuH-Hoknebepr, popmenuano

3ammch 2016 T.
3ByKOpexuccep — Anekcanip Bomkos

Pepakropsi: Imutpuit Maciskos, Hatanbst CTopuak
Ju3zaiin — I'puropuii XXykos

®oto - Tans CazaHckas

Tekct — Bopuc Mykoceit

ITepeBon — Hukomnaii KysHenos

BuomnoHuens paboTsl Mactepa AHLpest 3y6eHKO
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