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IIBOJtHO# ambboM K 85-1eTuio co mHs poxkaeHus Anbdpena [IIHUTKe — aHTO-
JIOTMS €r0 TBOPUeCTBa 3a ABaALATh JieT, ¢ 1968-ro o 1988 rogpl. 9TO 1 maHopama
pasIMYHBIX KaHPOB: dGbbeKTHass MUHMATIOPA, KaMEpHble aHCcamMOiu, KOHIIEPT
IISL COMIUCTA C OPKeCTPOM, CJAUThIe BOEOVHO KOHUEPTO Ipocco ¢ cuMbOHMeid.
DTO ¥ MOPTPEThI THOOUMBIX My3bIKaHTOB [[HUTKe, C KOTOPHIMU OH PabOTa, st
KOTOPBIX COUMHSUL: Oupwkepsl [eHHaauii PoskgectBeHckuii u Imutpuit Kuta-
eHKO, nuaHucTol Bnagumup Kpaiines u Bukropus [locTHuKkoBa, ckpumad I'maoH
Kpemep, KBaprer nmenu Boponuua u npyrue. HakoHelr, 3To co6paHue UCTOPK-
YeCKMX MCIIOJIHEHMI, KOTOPbIe COCTOSUIMCH IIPY JKM3HU aBTOPA, & MHbIE U B €ro
MIPUCYTCTBUM: B TOM UJIC/Ie OFHO M3 IMepPBbIX McronHeHnit Konmepra mist Gpop-
TeNMaHo ¥ CTPYHHOT'O OPKeCTpa, MOCKOBCKasl mpeMbepa KoHuyepTto rpocco N2 4 /
Cumbonny N2 5 — HOBBIX HAa TOT MOMEHT COYMHEHUIA, TOIbKO HAUMHABIINX CBO
MyTh K CJIyLIATEJIO.

3anucu chenaHel Mexay 1977-m, korga Mysbika IlIHMTKe B Halleii cTpaHe
He CJIMIIKOM IpUBETCTBOBaznach, 1 1990-mu rogamm, Korma ee CTaau UrpaTh
yalle. Bce OHM OTMeUeHbI MeyaThblo TeX JIeT, KOIJa K UCIOTHEHUI0 COYMHEeHU
LIIHMTKe MPUMEIIMBAICS OTTEHOK GPOHMBI, a TO ¥ TPasKIAHCKOTO IOBUra. JTa
3I0Xa yIjIa: Kak 6bU10 cKa3aHo B 1999 rony B 0JIHOI M3 cTaTeii K 65-1eTHio KOM-
MO3UTOPA, «8pems pabomaem Ha my3siKy [IIHumke». Kak yTOYHWI JCSTh JIeT CITy-
cTst ero 6uorpad Anekcauap UBaiikuH, «[[IHumke cman 60CNPUHUMAMbCA NPOCO
Kak komnosumop XX 6exa, oH 8bINUCAJICS U3 CO8EMCK020 KOHmeKkcma». V1 XoTsi roBO-
PUTH O HEOTHENMMOCTY COUuMHeHMit [ITHUTKe OT MONIUTUYECKOTO U COLMATbHOTO
YCJIOBMIA STIOXM II€peCTaniu, OHO CBSI3aHO C HUMM HaBCerna.

Hapsimy ¢ «IlocBsimiennem CrpaBuHCKOMY, IIpokodbeBy u IllocTakoBuuy»
Ha [1epBOM J¥ICKe Mpe/iCTaB/IeHbl XOPOLIO M3BECTHbIE COUMHEHNS — KXKI,0€ U3 HUX
3BYUMT YaCTO U MOXKET CUMTAThCSI BUSUTHOIM KaPTOUKOI KOMITO3UTOpa: 3TO U Dop-



TeIMaHHbI KBUHTET, M BTopas ckpunmnuHas coHaTa (quasi una sonata), 1 Konuepr
115 popTenmaHo M CTPYHHOTO opKecTpa. [Ipon3BesieHys], 3armcaHHble Ha BTOPOM
NICKe, TOpas3/io peske UCIIOMHSIOTCS M MeHee n3BecTHbI: ¥ KoHiuept N2 4, nocien-
HUI U3 CKpUIMYHBIX KOHIepToB IlIHuTKe, 1 KoHuepTo rpocco N2 4 / Cumdonus
N2 5 - coumHeHMe «IBOVHOI JXKaHPOBOV MPUHAAJIEKHOCTU», COeJUHSIONee Be
kimoueBbIx ajst [lHnutke Mozenn. O6a 3aCTy>kKMBAIOT 0COGOTO BHUMAaHYSL.

CerogHsi My3blka I[IHMTKe NPOM3BOAUT CUJIbHElIIee BIeYaTIeHMe cama
o cebe, ¥ TeM BaXXHee TO, KaK ee OLIEHMBAIM COBPEMEHHMKM, Ub) CIOBA MPHU-
BOASTCS HIKe. MysbikoBeg, CBetyiaHa CaBeHKO B 1981 romy omy6imMKoBaia OgHy
13 TIepPBBIX KPYIHBIX pabor o llTauTtke «I[ITopmpem xy0oxcHUKA 6 3penocmu», OHa 5Ke
OblJIa OJHUM 13 MEPBBIX PEIIEH3EHTOB MCTOPMUECKON TpemMbepsl IlepBoit cum-
dbonuu u BocnencTeuy mucana o lIHUTKe MHOrOKpaTHO. BanenTnna Xonomnosa
n EBrenns Yurapésa B 1990 rogy BbIITyCTMIM II€PBYIO B Hallleil CTpaHe MOHO-
rpaduio o [llHKUTKe, a O33Ke HATIMCAIM O HEM ellle 110 KHUre. AIpecaT 1 MmepBblii
ucronHuTe b KoHiepra st popTenyaHo U CTPYHHbBIX, BHIAAIOIICS TTMaHUCT
Bnapumup KpaiiHeB uepe3 TpuaLaTh JeT Iocsie peMbepbl KoHIlepTa ¢ HeM3mMeH-
HOJ1 TEIUIOTOJ BCIIOMMHAJI O ero aBTope. A B iuasnorax ¢ JImurpuem LlyabruHpiM
” To3ke ¢ AymekcaHapoM MBamKyuHBIM O cebGe U CBOMX COUMHEHVSIX ITOPOGHO
pacckasbiBas cam Anbdpen [IIHuTKe. ETo rosoc npogosskaeT 3By4aTh U CETO/IHS.

Konuepto rpocco N2 4 / Cumponus N2 5

Hammcannoe k cronetnio KoponeBckoro opkectpa KoHieprre6ay, counte-
HUe OTKPBIBAETCS SIPKOJ TeMoii B myxe CTPAaBMHCKOTO; ee OObITPbIBAIOT CKPUITKA
1 r060i1, BapbMpysi, HO He MCKaxKasl 0o Hey3HaBaemocTu. CoueTaHye CKPUIIKK
u 10605 OoTCchIIaeT K xpecromartuitnomy Konuepty Baxa, BWV 1060R, a corpo-
BOXKJaoUMit nx KimaBecuH — K KoHuepro rpocco NeN2 1 u 3 camoro IIHuTKe,

IIe Hapsioy C JIBYMSI CKPMIIKaMM KJIaBeCUH MUIpajl BaXKHeNILIyI0 posb. Brpouem,
3/1eCbh OH JIMIIb 0603HAYaeT 3HAKOBbII [yisl [IIHMTKe TeMOp, MapTum ke CKPUIKK
n I‘O60ﬂ VICIIO/THAKOT HE IPUTallieHHbIe COIVCTDI, & OPKECTPAHTHI.

Bropast 4acThb SIBJSI€TCSI CAMOCTOSITETbHBIM COUMHEHMEM, «BIIUTBIM» B TKAHb
KOHYepTO I'POCCo, ee UCXOAHOoe Ha3BaHue — «<HaGpocok Ko BTOpoit uacTu dopre-
nuaHHoro kBapreta I. Manepa». Cpenu panHux omycoB Masnepa ectb @oprenu-
aHHBIN KBapTeT, OT KOTOPOT'O COXPaHWIIACh JIMIIIb O/IHA YaCTb ¥ HECKOJIBKO TaKTOB
BTOpOJi. Ha 1x ocHoBe IIIHMTKe momnycasn NpoLo/KeHMe: He MbITasCh MogpaskaTh
Maitepy, OH BBICTPOMJI apKy MeX/y ero BpeMeHeM 1 HaumMm. Cpesiy IepBbIX CITy-
maresneit Konuepro rpocco N2 4 / Cumdonuu N2 5 (MupoBasi mpeMbepa COCTOSI-
nach B AMcTepaame B Hosiope 1988 roma, MOCKOBCKast — B stHBape 1990-ro) mano
KTO MOT 3HaTb O TOM, UTO BTOpasl YaCTb HOBOTO COUMHEHMSI — He UTO MHOe, KaKk
opkecTpoBasi Bepcust «Habpocka KO BTOPOIi YaCTHl...», BIIEPBbIe MPO3BYUABIIETO
Ha dectuBane B Kyxmo B nione 1988-ro.

Kaxk mumer CsemiaHa CaBeHKO, «Maleposckas mema pazpabamoiéaemcs
Lumxke makum 006pazom, 4mo nouMu HU4ez0 He 0cmaemcs om ee NePBoOHauaNbHOZ0
00/1UKA — 8apuayuu CMAHOBAMCs pA3pyleHueM membl, NONbIMKA CKa3amos “co6-
cmeeHHoe c11080 Ha memy Manepa” éedem K mpazuueckomy ucxody. Pywumcs 30anue
My3bIKU... M nocie 271y60Koli nay3st npoucxooum uyodo: usdanexa, Kak eudeHue, 80pyz
5187155emcst. HemJIeHHO-NPeKPACHas Maneposckas memd, mym e 00pbleawascs,
ucuesarwowjas 8 HeOvimuu». OpKeCTp 3aMOJIKAET, OCTAB/ISISI TEMY JIMIIb MTUAHUCTY
M CUISIIIMM 3a TOCJIeHUMU IyJIbTaMyM CKPUITauy, aJIbTUCTY U BUOJIOHUYENNCTY.
Ha cdone «o6pyuieHns 35aHusi My3bIKM» HECKOJIBKO TAKTOB MalepPOBCKOI T€MBI,
Kak 6bI OHa HY ObITa IIeyasibHa, 3ByJaT 00HaLesK1BaloIIe.

B mepBble MTHOBEHMSI TPeThel YacTy KaXKeTcsl, OyITO 3a3By4ao HOBOe COUM-
HeHJe, ¥ Mbl C/IBIIIMM HeIloCpeCTBeHHO rojoc aBTopa. Ho Bckope ciymraresns



JIMIIAET OTMOPbI OCIENMUTENbHBIN MOTOK, IIe MOXHO PacC/IbIIIaTh M TPSAyIee
06GHOBJIEHME YeJIOBEYECTBA, ¥ YOUBAIOIIMII BCe KMBOE PAIMOAKTUBHBIN JOKIb.
OH MzeT Ha Craj M BCKOpe BO30OHOBISIETCS C YABOEHHON CUJION. 3aTeM rojioc
aBTOpA YIaeTCsl YCIbIIATh BHOBb, HO €ro MepeGuBaT MesbKawlye TeHU KOH-
YepTo I'POCCO U «IIOTOKAa», TO BOWS, TO CAMBASICh BOEIMHO. 3a YeTBEPTb 4Yaca
MPOUCXOIUT CTOIBKO COOBITHIA, UTO 9TA YACTh MOIJIA Obl ObITH OTAEIbHBIM ITPO-
MU3BEIEeHNEM, CO BCEMM IIPUMeTaMy CUMGOHUYECKOTO IIMKIIA.

TToka ¢mHan B MMOCAEIHMIT pa3 CTAaBUT BOMPOC — CUMMOHUST MM KOHUYEPTO
Ipocco, — CJIOBHO HMOTKYZAA BO3HMKAeT MeJJIeHHas, MMPOTSKHAs TeMa, Kak Obl
TOBODS, UTO TOT CIIOP HE TaK YK U BaxkeH. OHa HarllOMMHaeT 0 GMHATbHbBIX a/ia-
sxmo cumponnit Manepa: no crosam CBernanbl CaBeHKO, «8pems 30ect usme-
psiemcs pummom mpaypHozo mapwia. M euje o0Ha mema — noCneoHsiss nonsimxa
socxoxcdeHust. OHa 38yuum Heuenogeuecku c6emsno U 360HKO, YCmMPeMJISISC 8 20pHUe
8vicu, omkyda Hem @o3epamad... Jluwie mpaypHulii mapw 3amuxaem goanu». Eciu
OT MaJIepPOBCKOTO YMUPOTBOPEHUSI — OJIMH IIar 10 TIepexofa B MUP MHOIA, 3[eCh
Mys3biKka [[IHMTKe [JenaeT 3TOT Iiar.

KonuepTt N2 4 1711 CKPUIIKM C OPKECTPOM

Kouuepr nocssimied T'npony Kpemepy, HasBasmemy ITHUTKe «cambim “ckpu-
nuyHsIM” U3 6cex komno3umoposé XX eexka». CourHeHMe OTKpbIBaeT TeMa-MOHO-
rpamma Kpemepa, mpy mepBom MpocC/yLIMBaHUY ee JIETKO He 3aMeTUTh: Fopaso
BHYIIUTEIbHEE — OCHOBHASI JieiiTTeMa, KOTOpas MOTOM MHOTOKDATHO IOBTO-
putcs. XapakrepHast Ajs [IIHMTKe KBa3MLIMTATa KasKeTCsl 3HAKOMOIi — Kak 6yATO
u3 TajigHa? — ¥ BC/Ien 32 OPKECTPOM ee TIOAXBAThIBAET CKPUIIKA; TIOJIMUHYTHI —
¥ TeMa pa3opBaHa B KI0Ubsl. OMHAKO COJVCT IPUILIE C MUPOM, HE YHUUTOXKUTD
YysKOoe CJI0BO, HO CKa3aTh CBoe. MOHOJIOT CKPUIIKY 3BYUNT 10 KOHIIA YaCTH, OKOH-

YyaTebHO ero He MOKeT MepebuTh Jaxe HeOKMJaHHOe BCTYIUIeHNe cakcodoHa;
Kpemep cunraer ero npopomkennem Tanro n3 Konuepro rpocco N2 1, a ot Hero —
oauH war Ao TaHro u3 «PaycT-KaHTaThI».

Bropast 4acTh KOHIIEPTa — M3 CAMOTO I[EMSIIIero, KOrma-inbo HammcaH-
Horo lllHKUTKe: My3bIKa OUEBUIHO TOBOPUT GOJbIIIE TOTO, UTO HATIMCAHO B HOTaX.
U 0 HeCTIOCOGHOCTH JTIOZEl YC/IBIIATh APYT APYTa, ¥ O OeCCUINM YeTIOBeKa Meper,
cyb60it, ¥ 0 MHOTOM JIPYTOM IIBITAETCSI CIIPOCUTD CONUCT. He mosryyast oTBeta, OH
3a/1aeT BOIIPOCHI ellle U ellle, Bposie 6l BO3BPAIAsiCh B HAYAJIO, @ HA CAMOM Jiejie
IIBUTAsICh K ITPOIACTH — ero cu3nudoB Tpy[ IPOSoKaeTcs, ¥ BOIIPOC 3BYUNUT BCe
oTuasiHHee. HakoHel| ¢JIOBO OTOMpaeT opKecTp, 1 [IIHUTKE MPUMEHSIeT «BU3yallb-
HYIO KaJIeHIIMIO»: «oujyujeHue npedena 0ocmuzHymo, 36yK06oli nomeHyuan ucuep-
NaH, 3HAKOM NOH020 KPAXd u “HeMombl” CMAHOBSIMCS UMNPOBUIUPOBAHHbLE HECMbl
conucmar, — ykasbiBaloT BasienTuHa Xosonosa u EBrenust Unrapésa. 9ta HeMoTa
MOXXET O3HayaTh CMMBOJMYECKYI0 CMEPTb Ieposi, HO KOrja 3aTuXaeT OpKecTp,
COJIUCT BCTYIaeT BHOBb, CJIOBHO PasMBILUISIL O TOM, KaK IOCTPOUTb ClIEAYIO-
LIMit pPasroBop, ecyin He yhancs 3ToT. B 3ammcu 1996 roma Kpemep, ¢ paspenie-
Hu [lIHKUTKe, cAes1an MOMBITKY CO3AaTh aKyCTMUECKMI SKBUBAIEHT «BU3YaJIbHOM
KaZieHInn», ¥ Mbl CJIBIIIVM €ro IMPEePbIBUCTOE, TSKEJIOe AbIXaHMe — IMMOYTHU CTOH.

ITocsie BTOPOJ YaCTM TPeTbsl KakkeTcs yAMBUTETbHO MMPHOI: B Auanore
CKPUIIKM ¥ BUOJIOHUENM KaK OyATO HET KOHGIMKTA, ¥ OCHOBHAs JeiiTTemMa
He pacrajaeTcs, Kak BHauaje, HO JaeT CKPUIIKe BO3MOXXHOCTb 3aroBOPUTHb
yBepeHHee. Ee mogmepkuBaeT OpKecTp, HO XOJ, OKa3bIBA€TCSI OGMAHHBIM — KaK
B IlepBoii cumbonmu Manepa, rae TpaypHoe miecTBue o6opaunBaetcs dhapcom.
Ha mepBblIii I/1aH BBIXOZST TO JIEMTTEMA, TO OTTOTIOCKY BTOPOII YaCTH, TO TIOf06Me
TIOJTBKY, ¥ CTOPOHBI KOHQUIMKTA HACTOIBKO HYKIAIOTCS IPYT B IpyTe, UTO MOCTe-
TIeHHO OKa3bIBAIOTCS eMHBIM LieabIM. [To cnoBam Kpemepa, «couunenue nocmpo-



€HO Ha HeyN08UMOCMU NOOIUHHO20 OMUASIHUS U HAOII00eHUs. Had HUM, CmpemIeHuU
K NpeKpacHoMmy — U 0OHOBPEMEHHO NpespaujeHuu ezo 8 Nouliocmo. dmu eeuHsle
Kamezopuu no3momy — He npocmo “uepHoe u Genoe”: OHU COUeMarmcs U camu coootl
co30arm HoBY0 Kamezopurw».

DyHAT OTKPHIBAETCSI CKOPOHBIM MOHOJIOTOM CKPUIIKU: «X0MEN0Ch 8eCb NPOli-
OeHHblll Kpye npolimu ewe pas, Ho uHade. Temvl npedvldyujux uacmeti, Komopole
00 3020 ObLIU C8A3aHBI ONpedeseHHOLl hopMmoLi, menepb 0c8000HOeHbI O Hee U C80-
600HO napsm», — TOBOPWJI O TIOCTIeJHe)l 4acTu KOMITO3UTOD. Bivske K cepenyHe
BO3HMKAET OMACHOCTh KaTaCTPOdbI, HO TApMOHMS ITOGEKIAET, TIO3BOJISIST CIUTHCS
«TaiiTHOBCKOIi» JIeliTTeME U TeMe-MOHorpamme Kpemepa (ecTb B puHaie Takke
TeMbI-MOHOrpaMMbl daucoHa lenucosa, Copuu I'ybaiimynnuoit u Apso Ilspra).
TeHbIO MPOXOAUT BOCTIOMUHAHME O «BU3YaTbHOM KaJeHIIVI», TTie COMUCTa BHOBb
He CJIBIIIAT, 11 BCe 3Ke TT0C/Ie/IHee CI0OBO OCTAeTCsI 32 HYUM.

Hnvs OUUHHUKO8

IMoceamenune Uropro CrpaBuHckomy, Ceprero I[IpoxodbeBy,

Amutpuio lllocrakoBuuy

«[TocBsienme CrpaBuHCKOMY, [TpokodbeBy u lllocTakoBuuy 1jis dhopremnu-
aHO B 6 PYK HECMOTpPSI Ha CBOe Ha3BaHMe He SBJIIeTCS MEMOPUAJIOM, a CKopee
pa3sBMBaeT IMBEPTUCMEHTHYIO JIMHMIO, UAYIIYIO OT Ibecbl Moz-Art. B ocHOBe
COUMHEHMs JiexkaT TPy TeMbl: Kuraiickuii Mapiu u3 onepsl CrpaBunckoro “CoJio-
geii”, “IOmopucmuueckoe ckepuyo” njs dyeTbipex darotos IIpokodresa u Ilonbka
u3 6anera “3onomoli éex” llloctakoBuya. KOMIIO3UTOP OTHOCUTCS K STUM TeMaM
He KakK K II1ITaTaMm, a 06paIaeTcst ¢ HUMY Kak ¢ COGCTBEHHBIM MaTepuaioM. [nas-
Hasl ero 3ajava — CO3JaTh CBOEOOpA3HOe MACTUYY0 Ha IOMOPVCTUYECKIIE UTDPO-
Bble TeMbI, IPUBEAS X K OTHOMY 3HaMeHaTeJio.

Komnosuuus 11eJ10r0 OueHb CTPOJiHasl M 3aKOHYEHHas: OHa IpeJCTaBisieT
co60Ji cBOe06GPa3HyI0 POHIO-KOHIIEHTpuUUYeckyio ¢hopmy (B KauecTBe pedpeHa
BBICTyIAeT MepreTyymM MoOMIe OCTMHATHO} TeMbl CTPaBMHCKOIO, B LieHTpe —
rporeckHasi nosbka llloctakoBuua, ocieiHee ke poBefeHne pedpeHa coean-
HsleTCsl ¢ 3a6aBHO-HEYKITIOXKeli TUIsicoBoii Temoit IIpokodresa). LlemocTHOCTH
KOMIIO3ULIMM COOTBETCTBYET OOGpaMiIeHMe ee BCTYIUIEHMEM M 3aKII0YeHMEeM,
a Takke KOMMYECKMII IITPUX: MUKpopedpeH B BUIE KIACTEPHBIX aKKOPZOB,
Ha KOTOpbIe “HATaJKMBAETCS” OCTMHATHOE, OUTH MEXaHMCTUUECKOe JBIKEHNe,
T10CJIe Yero IepreTyyM Mobyie packpy4uBaeTcs BHOBb... [locBsimenne CTpaByH-
ckomy, ITpokodbeBy u lllocTakoBMYY ITPeCTaBIISIET COO0I 06pasel] SpKoit BUPTY-
03HOJI KOHLIEPTHOJA ITbeChbl, OCTPOCOBPEMEHHOI ¥ OCTPOYMHO».

Conara N2 2 myis ckpunku u poprenmano (quasi una sonata)

«OmIyIINTebHBIM, KaK BBICTPEJ, aKKOpAOoM (GopTenyuaHo HaumMHaeTcst Bro-
past ckpunmuHasi coHata. OTHOBPEMEHHO 3TO ObLT B3PbIB JVCTMUIMPOBAHHOTO
TOHSITHUSI CTUJISL M Hayalo HOBOJA 1OJIOCHI B TBOpYecTBe IIIHMTKe — M0/I0ChI O~
cTmmMceTvRM. [10/13aromoBoK “quasi una Sonata” nepekaMKaeTcs ¢ U3BeCTHEN MM
6eTxoBeHCKMM “Sonata quasi una Fantasia”, aBTopckuM HaszBaHMeM ‘JIyHHOI
coHamo!t”. KOMIIO3UTOP 3TUM COIOCTaBJI€HMEM XOTeJl MI0Ka3aTh, UTO ero coHaTa
HAXOIMTCA HA TIPOTUBOIIONIOCE OT “JIyHHOil”. Y BeTxoBeHa 6bIJI0 POMAHTUYECKOe
pasMbIBaHMe KOHTYPOB KJaccuueckoit conarsl. Quasi una Sonata ke, Ha060pOT,
HaCTOJbKO pas3fyupaeMa IPOTUBOPEUMSIMY, YTO He MOXKeT CTaThb COHATOi. JTO
pernopTax o TOM, KaK TPyLHO Ceifuac MOBTOPUTh MOZEb KIacCUuYecKoii GOpMBI.
B CoHare Te ke TPy 4aCTH, UTO U B KJIACCUYECKOM LIMKJIIE, HO BCE CJIOBHO M3beIeHO
u3HyTpu. OfHAKO, 110 CJI0OBAM KOMIIO3MTOPA, €CTh IAHChI, YTO POAUTCS ITFOPaIN-
CTUYECKMUIi CTUIIb, KOTOPBIV CyMMMpPYeT IIOMCKM COHATBI U quasi-COHATBI.



TometunucTaecknii MeTos, mpuMeHeHHbI [IIH1TKe Bo BTOpoii CKpUInyHOi
COHaTe, BKTIOUaeT B Ce6sT pyeMbl IUTMUPOBAHVISI M QJUTIO3MY B YCIOBMSIX KOJUIAsKa.
Kosnax, To ecTb pe3Ko KOHTPACTHOE COMOCTABJIeHMe Pa3HOPOAHbIX CTUJIEBBIX JJIe-
MEHTOB, 3[1eCh BbITEKaeT 13 0011eii uaen — I0Ka3a 03KeCTOUeHHOM, HeITPUMMUPUMOi
60pb0bI. Camblit IpKMit 3G PeKT Koyulaxka CBI3aH C IPUEeMOM aJlTI03UM, TI0 CJI0BAM
IIHKUTKe, “CMuneso20 HaMeKA Ha ZpPaHU HeebINoNHeHH020 obewaHus”. B Conare mpu-
CYTCTBYIOT aJ/UIIO3UM KJIACCHMKO-POMaHTMUYECKOM My3bIKM IPOLUIOTro — BeTxoBeHa,
Bpamca, JIucra, B TOM Ke psiAy MUCIIOIb3yeTcsi MOTUB-MOHOrpamma BACH: mo3m-
TUBHBII ITOJTIOC B TeHepaIbHOM KOH(IMKTe Tpon3BeneHns. U mepBble iBa akKopa
Bropoii coHatsl, 6yaTO cOGpaHHbIe 13 GOHIOB TOHAIBHOM Y aTOHAIbHOI MY3bIKU,
03HavyaloT HEMIOBTOPUMYIO MHAMBULYaTIbHOCTh COUMHEHMSI.

Hauano CoHaTbl— IOYTM MHCTPYMEHTA/IbHbIM TeaTp: TIOC/Ie IepBOro
aKKOp/a-BbICTPea HACTyMaeT maysa, Ha (oHe pacTyuiero HampsskeHUs! KOTO-
pOit BCTymaeT CTOJb Ke aKTMBHbIM aKKOPJ, CKPUIIKM — CIUIOUIHOM IMCCOHAHC.
Mup AucrapMOHMM MOKa3aH BO MHOXKeCTBe OGJIMKOB: B IBVDKEHMM Ge3 TeMmIia,
CY/IOPOKHBIX 3BYKOBBIX MMITY/IbCAX, ~HEWIEHOPA3JeNbHbIX” KJIacTepax M T.II.
B mpotmBoBec u3 IMyGMHBI 3BydaHMsl (OpPTENMaHO BCIUIBIBAIOT CTPOJHBIE,
TUXME aKKOP[bI, TapMoHu3syooue MoTuB BACH. OTo 1 ecTh amio3us BeIMKOi
KJIACCMKM TIPOILIIOTO, CJIOBHO KMBOE 3ByuUaHMe ToJIoca MCTOPUM, Mpubexuiie
MBIC/IM O BO3MOYKHOJ rapMoHMu. [IosiB/IeHMe 9TOi TeMbl CO3/1aeT OCHOBHO KOH-
kT B coHaTe-npame. Ha motuBe BACH, cMMBOIM3UPYIOIEM MMSI BEJIMKOTO
co3paTensi My3bIku — Baxa, oTmeuaThiBaeTcsi HempuMMpUMasi 60pbba: MOTHUB
TO 3aBOEBBIBAETCSl JIMCCOHAHTHO-AaTOHAJIbHOM CTOPOHONM, TO BO3BpAIlaeTCs
B TOHAJIbHO-XOPAJIbHYIO cdepy.

OKOHYaTeIbHbI UTOT 60PbOBI HACTYIIAET TOIHKO B CAMBIX OC/IEIHMX 3ByKaxX
CoHartbl. CuMBOJI TapMoHNM, MOTUB BACH 3BYUMT Y CKPUIIKM TaKMM 06pasom,
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YTO ¥ B HEM IIPOCTYTAIOT JVCCOHAHCHI, CIe[bl Pa3pyLINTENbHO AMCTapMOHNMN.
CoHaTa COBpeMeHHOTr0 aBTOpa, He MCI0/Ib3ys HY OJIHOTO CJIOBA, yTBEPXXAAET, UTO
JlaXke CaMblii IIPeKPaCHblii uaeasl, CIOKUBILMIACS B IPOLIJIOM, He MOXXEeT YPaBHO-
BeCUTDb U YCMUPUTD BEJIMKNME TPEBOTM COBPEMEHHOCTH, M Y€JIOBEK CerOAHSNIIHEero
IIHS He BIIpaBe JI0BOJIbCTBOBATLCS CTAPbIM, HEKOI/IA CYI[eCTBOBABLINMM IIOKOEM».

Banenmuna Xononosa, Eezenus Yueapésa

(no kHuze: «Anvpped IlIHumxe». M., 1990)

KBuHTeT AJ1s1 hopTeNnnaHo, IBYX CKPUIIOK, aIbTa ¥ BUOJIOHYEIN

«KBuHTeT mucancst ¢ 1972-ro mo 1976 rox. OH MOCBSIIEH HMaMITH MOeit
maTepu, Kotopasi ymepina B 1972 rony. [lepBasi yacTh B CBOEM OCHOBHOM Bapu-
aHTe Obl/Ia HAMMCAHA B TOT K€ roj. 3aTeM BO3HUKAIM GECKOHEUHbIE BAPUAHTI
MPOJOJDKEHMS, KOTOPOTO Sl He MOI' HMKAaK HaiiTu. Bce Mpogo/sKeHus, KOTOpbie
JIeJIAINCh TI0 MPUBbIUKE, HAUMHAIM MHe Ka3aTbCsl (aablIIMBbIMY, HEMOAXOMS-
IYIMM, M S OMSATh BO3BpAWIaiCcs K Havany. Takum o6pa3om, s “IIpOTONTAsCs”
Tpu roza. Y muiiib 0ceHbio nmpouutoro roga (1975) 6110 HalgEHO MPOJO/KEHNE
KBMHTeTA. BAPYT cTano MOHATHO, YTO BCE HasbHelillee pa3BUTHeE JOKHO CTPO-
MTHCS HA YVICTO MHTOHALMOHHOM OCHOBE — TaK, Kak 3TO OBUIO B EPBOIi 4aCTH, —
Ha pabore c HeBGOJBIION TPYIIO POACTBEHHBIX MOTMBOB XPOMAaTUYECKMUX
10 CTPYKTYpe.

Bo Bcex yacTsIX MOKHO yCIbIIIaTh O Maxxop M J0-AMe3, KOTOPBI fenaet
MOTIBITKM KaK-TO OIPeeUThCS, HO He pa3pellaeTcs, a BCE BpeMsl [IOBUCAET yBe-
JIMYEHHO} OKTaBOii B JO-MaskOPHOM Tpe3Byumu. IoiHash TOHMKaAM3auus 3Toro
3BYKa [IPOVICXOIUT TOJIBKO B huHAIe.

Kpome Ha3BaHHOro, eCTb ¥ ellle HEeCKOJIbKO MHTOHALMOHHO POJCTBEH-
HbIX MOTMBOB: BACH B Bajsbce 13 BTOPOJi YaCTH; MCIIO/Ib3yeTCsl OIpesiesieHHast
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[I0CJ/IeIOBATEIBHOCTh TOHOB M IIONYTOHOB, KOTOpPas MHOTOKPATHO IPMMEHSI-
Jlach Y MHOTMX KOMIIO3MTOPOB (Hampumep, y BapToka) — BTOpoit Bajbc (Tema
B3saTa U3 KMHOQMIbMa “AroHus”. OTTyna ke ¥ MPUMEHsSeMOoe B BajlbCe OCTPO
HaMpsDKEHHOe HapacTaHue) — 3[eCh eCTbh HeKMit BapuaHT MPOJJIEHHOTO XPO-
maruueckoro Dies irae. HamepenHoro mocssimenusi [locTakoBuuy s1 He menan,
HO BO3MOYKHO OTYaCTI CXOJCTBO B IVIaHE O6IEMY3bIKaTbHOTO IIOCTPOEHMS.
Bce yacTy MaJIOKOHTPACTHBI M CJIEAYIOT OJHA 3a IPYroi 6e3 mepepoisa. [lep-
Bas YaCTh — 3TO TUXO€e MeJJIeHHOe MTPeTI0AYPOBaHe U HapacTaHue K KyJIbMyHa-
un. Bropast 4acTh COCTOUT U3 ABYX BaIbCOBBIX 3aXOMOB” M ABYX MOCTPOEHMIA
pPeunTaTMBHOIO CKIaza. TpeThbsl YacTh Me/IeHHasl, OCTMHATHAasl. OCHOBBIBAETCS
OHa Ha MHOTOKpPaTHOM BapbMPOBAaHHOM ITOBTOPEHMM OJHON U TO¥ ke MHTOHA-
uun. YeTBeprasl 4acTb — YTO-TO BPOJe He OUeHb TOUHbBIX Bapualuii, He OYeHb
TOYHOI maccakanuu. Y Heé CBOSI MHTOHAIIVIOHHASI U/Ies: TIePBOHAYATbHO MY3bIKa
mucanack i KBaprera uMeHu boponyHa, u st co6paa MHULMAIBI BCEX YIaCTHU-
KOB KBapTeTa ¥ MUMaHUCTKU EQyIMHOI B Buae rpymnibl HOT. OMHAI IpeCTaBIsieT
c060ii TakxkKe Maccakanuio, HO Kak 6bl “IepeBepHyTYI0”, T TeMa COBEPIIEHHO
HOBasl, CIIELMAIBHO couMHeHHas. OHa NIPOXOAMUT B BEPXHEM TOJIOCE POSIIS
B Pe-6eMosib Maxkope Ha (GoHe 6Gojiee HM3KOTO 3BYYaHMSI BCEIO TOTO, UTO IPO-
3By4ano B Keunrere. OueBugHO, GDMHAI 9TOT CJiefyeT NOHMMATh KaK JOCTATOYHO
pa3BepHYTYIO OOIIYIO KOMY, & He KaK IMSATYIO YaCThb».
Ansped IITHumke (no kHuee: Imumputi LIIynveuH.
«[00bl HeuzsecmHocmu Anvppeda LHumxe». M., 1993)

KoHueprT gns poprenuaHo ¥ CTPYHHOTO OpKecTpa

«Jlerom 1972 roma B IluiyHme Havajsoch Haie obiieHue ¢ Anbdpemom
[IHMTKe. OueHb MHTE/UIMTeHTHbII, MSITKMIA, 3aCTeHUMBbII, CKDOMHBI UeJTI0OBEK —
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Takoe BIeuyaT/IeHle OH TOIZa Ha MeHs IPOou3Bell... Sl He MOr He CIIPOCUTb, €CTb
JI y HEro COUMHeHust s posiist. “Ecme 00HA 6elyb, HO MHe NUAHUCMBL CKA3AU,
umo ee cblepame HEBO3MOXCHO™: OH couMHMI B 1965 rony ms III koHkypca Yaii-
KOBCKOTO “HMnposusayuto u ¢yzy”, HO ee HUKTO He ChITpasl HU TOT/a, HU TIOCTIe.
B MockBe § rpuexasn K HeMy [I0OCMOTPeTb HOTbI U YBUJEJT, YTO YMUCTO TeXHOJIOTU-
yecky VIMIIpoBu3aLus He CAUIIKOM TPYIHA, B OT/IMYME OT HEBEPOSITHO CJIOXKHOM
®yru. A s Bcerma GbICTPO VUM TEKCT U yKe uepe3 MOJITOPbI HeJesU MO3BOHMI
Anbdpeny, mpumiesn u coirpan. OH 06pafoBasIcs, ckasas XeHe: “Buduuis, 2080puu,
Cbl2pamay Hesb3sl, 0KA3bl86AeMmcs, MOXCHO!”

A mocsnie s cran nmpocuth Anbdpesna o PoprenaHHOM KoHLiepTe. Mbl pery-
JIIPHO BCTpeYalMCh, S BCE HAIIOMMHAI €My IIPO 3TO M HaKOHell IlepecTail.
K Tomy >ke OH roBopui, 4YTO IJIOXO 3HAeT posiiib. M BApyr jsetoM 1979 roma Aib-
¢dpen HEOKMAAHHO TPUHEC KIaBUP HOBOTO COUMHEHUs. SI TMpuiena B BOCTOPT,
Hayvas pa3bupath 1 cpasy Biao6mics B 9TOT KoHLIEpT — uepes 1IecTb AHEN Urpat
ero Hau3ycThb. B ceHTsi6pe s1 coirpan Konmepr Anbdpeny, oH BHeC MOMPaBKy, Mpe-
Mbepa mponuia 10 nekabpst B JleHMHrpazie Nox yripaBiaeHneM Anekcanapa Ivu-
Tpuesa. Korma MHe TpUHECIM POrpaMMKy, s yBuaen: “Baadumupy Kpaiinesy”.
V MeHs Ta ke HaJIych Gbl/la Ha HOTAX, 1 51 He TIPUal 9TOMY 3HAUeHNs, pelnB,
yro [IIHMTKe BCero JMiIb HaAMMCaa MO sk3eMILsip. Korma oH 3aies 3a KyJuchl,
s e[jBa HaLIEN CI0BA: “Anb(peduk, cnacubo, mol, OKa3viéaemcs, MHe nocesmun Kow-
yepm!?” “A Kax e, — yIUBUIICS OH, — 51 6edb mebe e20 HANUCAJi; KOMY Jce euje OH Mo2
6b1mb noceseH?”

MockoBcKasi mpembepa o, ynpasiaeHueM Imutpust KutaeHko mporia, Kak
M JIeHMHTpaicKasi, 6e3 Kakux 6bI TO HM 66110 pobiaem. B 1980 romy mblI 1Ba pasa
ceirpasniu Konnept B Mockse, 3atem s urpan ero B [Ipare, Jleiinuure, [Ipe3nexe,
Bopno, Type, ITapuxke, B Aurnu, B CIIA... ITo3ske ero Bkatoun B perepryap Cay-
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moc COHZIEIKNC, 3aTeM Mbl CTaJIV UTPATh ero ¢ “Bupmyosamu Mockest”, vi Be3zie
Konuept IIHuTKEe Npom3BoamMiI OrpoMHoe BreudatiaeHue. Cam Anbdpen MHe
€ro MouTy He KOMMEHTMPOBAJ; JIUIIb CKa3al, 4To TaM 3BY4MT Tema ‘Tocnodu,
nomunyti”. V1 51 y>xe TIOTOM y3HaJl, UTO 3BOH, KOTOPbIii 3BYUMUT CHayala Kak KOJIO-
KOJIBUMK, & TIOTOM Kak HabaT, — 3TO, OKa3bIBAETCSI, MX ABEPHOIT 3BOHOK. He Mory
He BCIIOMHUTH axMaToBckoe “Kozda 6 6l 3Hanu, u3 kakozo copd...”

OueHb paji, YTO OH BOLIEJ B perepTyap MMaHUCTOB: cl1eJoM 3a MHOJ KoH-
uept cramm urpatb Bukropus IloctHukoBa, EBrenmit Morunesckuii, Uropp
Xynosneit 1 MHOTMe Opyrye, CeroiHS 3TO OHO U3 CaMbIX IOMY/ISPHBIX COYMHEe-
Humit [IHMTKE. I Mosro 6mics 3a To, YTo6bI LlIHKMTKe o6 cBoit KoHuepT, a o
roHayvasTy 6611 HeIOBOJIEH, TPOCHII He 3aIMChIBaTh ero: “ e o6t dopmenuan-
Hblll KOHYepm, 3mo He camoe moe yoauHoe couuHeHue...” K ucionuurensm Anbdpesn
He uMeJI MIPeTeH3uit, OH ObUI HeJOBOMIeH co60i! A TTOTOM MOCKUIe Ha 3amucH,
TOCTYIIa, ¥ BCE BCTANO HA cBOM MecTa. Y [[HUTKe KaXXHoe COUMHEeHVe HeOObIK-
HOBEHHO HAaITOJTHEHO SMOLIMOHATbHO, HO B 0OCOOEHHOCTM KOHIIePTHI — DopTemnu-
aHHBIN, AnbTOBBIN U [lepBblii BMOTOHYEIbHBINA. [IJ1s1 MeHSI 3TO CUJIbHeIINe ero
COYMHEHMS, T/le 3all0JIHeHa KaXKasi CeKyHja M HeT HY O HO CTy4aitHOM HOTbI».

Bnadumup Kpatines (no kHuze: «MoHo102 huavucma». M., 2011)
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The double album for the 85th anniversary of the birth of Alfred Schnittke is
an anthology of his twenty-year work, from 1968 to 1988. This is a panorama of
various genres: a spectacular miniature, chamber ensembles, a concerto for a solo
instrument and orchestra, and a concerto grosso merged with a symphony. And
the portraits of Schnittke’s favourite musicians, with whom he worked and for
whom he composed: conductors Gennady Rozhdestvensky and Dmitri Kitayenko,
pianists Vladimir Krainev and Viktoria Postnikova, violinist Gidon Kremer, The
Borodin Quartet and others. Finally, this is a collection of historical performances
that took place inthe composer’slifetime,and some of themdid in his presence. The
album includes one of the first performances of the Concerto for piano and string
orchestra, and the Moscow premiere of Concerto Grosso No. 4 / Symphony No. 5,
fresh compositions at that time that were making their first steps towards the
listeners.

The recordings were made between 1977, when Schnittke’s music was not
very welcome in this country, and 1990, when it began to be widely performed. All
of them are marked with the seal of the era, when any performance of Schnittke’s
works was a kind of opposition, or even a civil feat. Those days are gone now. As
one of the articles for the composer’s 65th anniversary in 1999 stated, “time is on
Schnittke’s side”. As the composer’s biographer Alexander Ivashkin specified ten
years later, “they started to perceive Schnittke just as a twentieth century composer.
He was discharged from the Soviet context”. They stopped talking about the
inseparability of Schnittke’s works from the political and social context, although
the history of their creation is still inseparable from it.

Along with the Dedication to Stravinsky, Prokofiev and Shostakovich, the first
disc contains some other well-known compositions. Each of them is frequently
performed and can be considered the composer’s trademark. These are the Piano
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Quintet, the Second Violin Sonata (quasi una sonata), and the Concerto for piano
and strings. The works on the second disc are much less often performed and not
that well-known — Concerto No. 4, the last of Schnittke’s violin concertos, and
Concerto Grosso No. 4 / Symphony No. 5, a composition of ‘dual genre affiliation’
that combines two of Schnittke’s key models. Both deserve special attention.

Today, Schnittke’s music makes a strong impression as it is, and at the same
time we must remember how it was perceived and assessed by the composer’s
contemporaries. In 1981, musicologist Svetlana Savenko published one of the
first major works on Schnittke, “Portrait of an Artist at a Mature Age”. She was
one of the first reviewers of the historical premiere of the First Symphony and
subsequently wrote about Schnittke many times. In 1990, Valentina Kholopova
and Evgenia Chigareva released the first monograph on Schnittke in this country,
and each of them wrote a book about him later. The outstanding pianist Vladimir
Krainev, a dedicatee and the first performer of the Concerto for piano and strings,
and thirty years after the premiere of the Concerto he remembered the composer
with unfailing affection. Finally, Alfred Schnittke spoke in detail about himself
and his works in his dialogues with Dmitri Shulgin and later with Alexander
Ivashkin. Schnittke’s voice still sounds strong.

Concerto Grosso No. 4 / Symphony No. 5

Written for the 100th anniversary of the Royal Concertgebouw Orchestra, the
work opens with a bright theme in the vein of Stravinsky. It is played by the violin
and the oboe. They vary the theme without distorting it beyond recognition. The
combination of the violin and the oboe refers to the Bach’s textbook Concerto, BWV
1060R, and the accompanying harpsichord refers to Schnittke’s Concerto Grosso
No. 1 and No. 3, where the harpsichord, along with two violins, played a crucial
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role. However, here it only denotes Schnittke’s symbolic tone, while the parts of
the violin and the oboe are performed by orchestra musicians not invited soloists.

The second part is an independent composition, “sewn” into the fabric of
the Concerto Grosso. Its original name is “Sketch for the Second Movement of
G. Mahler’s Piano Quartet.” There is the Piano Quartet among Mahler’s early
opuses. Only one movement and several measures of another one have survived.
Schnittke took them as a basis and completed the continuation: without trying
to imitate Mahler, he built an arch between his time and ours. The world and
Moscow premieres took place in Amsterdam in November 1988 and January 1990,
respectively. Just a few of the first listeners of Concerto Grosso No. 4 / Symphony
No. 5 could guess that the second movement of the new composition was nothing
more than an orchestral version of the “Sketch for the Second Movement...” that
was performed for the first time at the festival in Kuhmo in July 1988.

According to Svetlana Savenko, “Mahler’s theme is developed by Schnittke in
such a way that almost nothing remains of what it originally was — the variations
destroy the theme. The attempt to say “his own word on Mahler’s theme” leads to a
tragic outcome. The building of music collapses... And after a deep pause, a miracle
happens: from afar, like a vision, there comes Mahler’s imperishable and beautiful
theme, which immediately breaks off and disappears into oblivion.”

The orchestra falls silent leaving the theme to the pianist and the violinist,
violist and cellist who sit at the last stands. No matter how sad the Mahler theme
may be, its several measures sound encouraging against the backdrop of the
“collapsing building of music.”

It seems that a new composition sounds in the first moments of the third
movement, and we hear the composer’s voice itself. But soon a dazzling stream
deprives the listener of this pillar, and we hear both the upcoming renewal of
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mankind and the radioactive rain that kills every living thing. The stream
decreases and soon resumes with a vengeance. Then we can hear the composer’s
voice again, but the flickering shadows of the Concerto Grosso and the stream,
now fighting, then merging together, interrupt it. So many events happen within
a quarter of an hour that this movement could be a separate work, with all the
signs of a symphonic cycle.

While the finale poses the question whether it is a symphony or concerto
grosso, a slow, drawn-out theme arises out of nowhere, as if to say that this
debate is not that important. It reminds us about the final adagios of Mahler’s
symphonies. According to Svetlana Savenko, “Time is measured here by the rhythm
of the funeral march. And another theme — the last attempt to ascend. It sounds
inhumanly light and sonorous, rushing to the heights, from where there is no return...
Only the funeral march calms down in the distance.”

If there is just one step from Mahler’s pacification to the other world,
Schnittke’s music takes this step here.

Concerto No. 4 for violin and orchestra

The concerto is dedicated to Gidon Kremer, who called Schnittke “the most
“violin” of all the twentieth-century composers.” The composition opens with
Kremer’s monogram theme. It is easy not to notice it at first listen. The main
theme is much more impressive. It is repeated many times later. Schnittke’s
typical quasi-citation seems familiar — could it be Haydn? — and the violin picks
it up following the orchestra. Half a minute — and the theme is ripped to shreds.
However, the soloist came in peace, not to destroy someone else’s word, but to
say one of his own. The monologue of the violin sounds until the end of the
movement. Even the unexpected entry of the saxophone cannot interrupt it.
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Kremer thinks it is a continuation of the Tango from Concerto Grosso No. 1, and
all it takes from it to the Tango from the Faust Cantata is just one step.

The second movement of the concerto is one of the most poignant Schnittke’s
pieces: the music obviously says more than it is written down. And the soloist
tries to ask questions why people are unable to hear each other, why a man is so
powerless in the face of fate, and many other things. Without receiving an answer,
he asks questions again and again, seemingly returning to the beginning, but in
reality moving to the abyss — his labour of Sisyphus foes on, and his questions
sounds even more desperately. Finally, the orchestra has the floor, and Schnittke
uses a “visual cadenza”: “the sense of limit has been reached, the sound potential
has been exhausted, and the soloist’s improvised gestures become a sign of complete
collapse and “dumbness,” Valentina Kholopova and Evgenia Chigareva indicate.
This dumbness can signify the hero’s symbolic death, but when the orchestra
calms down, the soloist enters again, as if reflecting on how to build the next
conversation, if the previous one failed. On his 1996 recording, Kremer, with
Schnittke’s permission, made an attempt to create an acoustic equivalent of the
“visual cadenza,” and we hear his irregular, heavy breathing — almost a groan.

After the second movement, the third one sounds surprisingly peaceful: there
seems to be no conflict in the dialogue between the violin and the cello, and the
main theme does not break up, as it does in the beginning, but gives the violin an
opportunity to speak with more confidence. It is supported by the orchestra, but
this move is deceiving - just like in Mahler’s First Symphony, where the mourning
procession turns into a farce. Coming to the fore are the main theme, then the
echoes of the second movement, and then some kind of polka, and now the parties
to the conflict are in so much need of each other that they gradually become one.
According to Kremer, “the composition is based on elusiveness of genuine despair
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and observation of it, and on the pursuit of beauty turning it into vulgarity at the same
time. Therefore, these eternal categories are not just “black and white”: they merge
and create a new category by themselves.”

The finale opens with a mournful violin monologue: “I wanted to go through
the whole circle again, but differently. The themes of the previous movements, which
were earlier connected by a certain form, are now free from it and soar freely,” the
composer said about the concluding movement. Closer to the middle, there comes
a danger of catastrophe, but harmony wins, allowing the “Haydn” main theme and
the Kremer monogram theme to merge (the finale also has monogram themes
of Edison Denisov, Sofia Gubaidulina and Arvo Pért). The memory of the “visual
cadenza” passes by like a shadow, and the soloist cannot be heard again. And yet,
he does have the final word.

Ilya Ovchinikov

Dedication to Igor Stravinsky, Sergei Prokofiev and Dmitri Shostakovich

“Despite its title, the Dedication to Stravinsky, Prokofiev and Shostakovich for
piano six hands is not a memorial. Rather, it develops the divertissement line that
was started by his Moz-Art piece. The composition is based on three themes: the
Chinese march from Stravinsky’s opera The Nightingale, Prokofiev’s Humorous
Scherzo for four bassoons, and Shostakovich’s Polka from the ballet The Golden
Age. The composer does not treat these themes as citations, but views them as his
own material. His main task is to create a peculiar pastiche on humorous playful
themes, bringing them to the same denominator.

“The composition of the whole is very harmonious and complete: it has a
kind of rondo-concentric form (the perpetuum mobile of Stravinsky’s ostinato
theme acts as a refrain, Shostakovich’s grotesque Polka is in the centre, and
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the last appearance of the refrain is combined with Prokofiev’s funnily clumsy
dance theme). The framing of the intro and outro matches the integrity of the
composition. And there is a comic touch: a microrefrain in the form of clusters,
with an ostinate, almost mechanistic motion “bumping” against them. After that
the perpetuum mobile spins up again. The Dedication to Stravinsky, Prokofiev and
Shostakovich is a bright example a masterly virtuosic concert piece, a cutting-edge
and witty one”.

Sonata No. 2 for violin and piano (quasi una sonata)

“The Second Violin Sonata opens with a piano chord as deafening as a
gunshot. At the same time, it was an explosion of a distilled concept of style and
the beginning of a new period in Schnittke’s career — the period of polystylistics.
The subtitle “quasi una sonata” echoes the famous Beethoven’s Sonata quasi una
Fantasia as the composer named his Moonlight Sonata. With this comparison,
Schnittke composer wanted to show that his sonata is on the opposite pole
from the Moonlight Sonata. Beethoven’s piece was a romantic erosion of the
contours of classical sonata. On the contrary, Quasi una sonata is so torn apart by
contradictions that it cannot become a sonata. This is a story about how difficult it
is now to repeat the model of the classical form. The Sonata has the same classical
cycle of three movements, but everything seems to be corroded from the inside.
However, according to the composer, there is a chance that a pluralistic style will
be born to summarize the search for sonata and quasi-sonata.

“The polystylistic method used by Schnittke in his Second Violin Sonata
includes citation and allusion techniques in a collage setting. The collage, that is a
sharply contrasting confrontation of heterogeneous style elements, ensues from the
general idea — demonstration of a fierce, irreconcilable struggle. The most striking
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effect of the collage is associated with the allusion technique, which is, according to
Schnittke, “a stylistic hint on the verge of an unkept promise”. The Sonata has allusions
to classical romantic music of the past — Beethoven, Brahms, Liszt, and the BACH
monogram motif is used in the same row: a positive pole in the general conflict of
the work. And the first two chords of the Second Sonata, as if collected from the
archives of tonal and atonal music, mean that the piece is uniquely individual.

The beginning of the Sonata is almost like an instrumental theatre: after the
first gunshot chord, a pause comes. Against the background of its growing tension,
an equally active violin chord enters — a continuous dissonance. The world of
disharmony is shown in many forms: in motion with no tempo, in convulsive
sound impulses, in inarticulate clusters, etc. Orderly quiet chords that harmonize
the BACH motif emerge from the depth of the piano as a counterbalance. This
is the allusion of the great classics of the past, like a living sound of the voice
of history, a haven of thought about possible harmony. The emergence of this
theme creates a major conflict in the drama sonata. An irreconcilable struggle is
imprinted on the BACH motif that symbolizes the name of the great creator of
music — Bach: now the motive is conquered by the dissonant atonal side, then it
returns to the tonal chorale sphere.

The final outcome of the struggle comes only in the very last sounds of the
Sonata. The BACH motif, a symbol of harmony, is played by the violin in a way that
it exposes dissonances and traces of destructive disharmony. The sonata written
by the modern composer, without using a single word, claims that even the most
beautiful of ideals of the past cannot balance and pacify the great anxieties of our
time, and today’s man has no right to be content with peace that once existed.”

Valentina Kholopova, Evgenia Chigareva
(based on the book: Alfred Schnittke. M., 1990)
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Quintet for piano, two violins, viola and cello

“The quintet was written from 1972 to 1976. It is dedicated to the memory of
my mother, who died in 1972. The first movement in its main version was written
in the same year. Then there were endless options for the continuation, which
I could not find in any way. All the continuations, which were made out of habit,
seemed false, inappropriate to me, and I kept returning to where I started from.
Thus, I went around in circles for three years. And only in the autumn of last year
(1975) I found the continuation of the quintet. Suddenly, it became clear that all
further development should be built on a purely intonational basis — as it was
in the first movement — on a small group of related motifs that are chromatic in
structure.

“In all the movements, one can hear C major and C sharp, which makes
attempts to somehow take shape, but fails to do so, and hangs all the time as an
augmented octave in the C major triad. Complete tonicalization of this sound
occurs only in the finale.

“In addition to the above, there are several more intonationally related
motifs: BACH in the waltz from the second movement; a certain sequence of tones
and halftones is used, which was repeatedly used by many composers (Bartok, for
example) — the second waltz (the theme was taken from the movie Agony. The
acutely intense growth used in the waltz also comes from there) — it has some
kind of extended chromatic Dies irae. I didn’t make an intentional dedication to
Shostakovich, but the similarities in terms of general musical construction are
partially possible.

“All the movements are low-contrast and follow one after another without
interruption. The first movement is quiet and slow preluding and growing towards
the climax. The second movement consists of two waltz “attempts” and two
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constructions of recitative nature. The third movement is slow and ostinate. It is
based on multiple varied repetition of the same intonation. The fourth movement
is something like not very accurate variations, not a very accurate passacaglia.
It has its own intonation idea: the music was initially written for The Borodin
Quartet, and I collected the initials of all the members of the quartet and pianist
Edlina as a group of notes. The finale is also a passacaglia, but a sort of “inverted”
one, with a completely new theme, a specially composed one. It takes place in the
upper voice of the piano in D flat major amid the lower sound of everything that
was in the Quintet. Obviously, this finale should be understood as a sufficiently
detailed general code, not as a fifth movement.”
Alfred Schnittke (based on the book: Dmitri Shulgin.
Years of Alfred Schnittke’s Obscurity. M., 1993)

Concerto for piano and string orchestra

“I met Alfred Schnittke in the summer of 1972, in Pitsunda. A very refined,
gentle, shy and modest man — he made such an impression on me then... I could
not help but ask if he had compositions for piano. “There is one thing, but the
pianists told me that it was impossible to play it”: he composed the Improvisation
and Fugue in 1965 for the III Tchaikovsky Competition, but no one played it either
then or after. In Moscow, I came to his place to see the score and saw that the
Improvisation was not too difficult technically, unlike the incredibly complicated
Fugue. I always was a quick learner, and after a week and a half I called Alfred,
came over and played it. He was delighted and said to his wife: “You see, they say
it’s unplayable. It is playable as it happens!”

“And then I began to ask Alfred for a piano Concerto. We met regularly, and
I kept reminding him of it and finally stopped. Moreover, he said that he didn’t
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know the piano well. Suddenly, in the summer of 1979, Alfred unexpectedly
brought the clavier of a new piece. I was excited and started to look into it and
immediately fell in love with the Concerto - I played it by heart six days later.
In September, I played the Concerto to Alfred, he made some amendments, and
the premiere took place on 10 December in Leningrad with Alexander Dmitriev
conducting. When they brought the programme to me, I saw: “To Vladimir
Krainev”. I had the same inscription on the score, and I did not attach any
importance to it as I decided that Schnittke simply inscribed my copy. When he
came backstage, I could barely find the right words: “Alfred, thank you, it turns out
that you dedicated the Concerto to me!?” “Of course,” he was surprised. “I wrote it
for you. Who else could it be dedicated to?”

“Just like the Leningrad one, the Moscow premiere conducted by Dmitri
Kitayenko went off without a hitch. In 1980, we played the Concerto twice in
Moscow, then I played it in Prague, Leipzig, Dresden, Bordeaux, Tours and Paris,
in England, in the USA... Saulius Sondeckis had it in his repertoire later on, then
we started to play it with The Moscow Virtuosi, and the Schnittke Concerto made a
huge impression everywhere. Alfred hardly commented on it; he just said that the
theme “Lord, have mercy” was there. And I found out later that the ringing, which
first sounds like a handbell and then like the tocsin, is actually their doorbell.
I can’t help but recall Akhmatova’s “I wish you were aware from what stray
matter...”

“I am very glad that the pianists have it in their repertoire now: Viktoria
Postnikova, Evgeny Mogilevsky, Igor Khudolei and many others started to play
the Concerto after me. Today, this is one of Schnittke’s most popular pieces.
I struggled for a long time to make Schnittke fall in love with his Concerto as
at first he was displeased with it and asked not to record it: “I dislike the Piano
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Concerto, this is not my most successful piece...” Alfred had no complaints about
the performers, he was dissatisfied with himself! And then he was there when it
was recorded, listening, and everything fell into place. Each of Schnittke’s pieces
is unusually full of emotions, especially the concertos — the piano one, the viola
one and the First Cello one. For me, these are very strong works, where every
second is filled, without a single incidental note.”

Vladimir Krainev (based on the book: The Pianist’s Monologue. M., 2011)
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Alfred Schnittke’s last major symphonic work is named Concerto Grosso No. 4 /
Symphony No. 5 (not just the Fifth Symphony as the programme says).

This score was completed in 1988 and first performed by the Amsterdam Con-
certgebouw Orchestra conducted by Ricardo Chailly. Therefore, unfortunately, it
cannot be performed today for the first time, as it the programme says. Today, it will
be performed for the first time in the city of Moscow.

This score somehow summarizes the composer’s achievements in the fields of
two genres — concerto grosso and symphony — over the past 18 years.

The genre of concerto grosso certainly prevails in the first movement written
for three solo instruments: the violin, the oboe and the harpsichord accompanied
by orchestra. The solo part of the harpsichord will be played today by composer
Vasily Lobanov.

As for the second movement, its central image, the leitmotif image, is associ-
ated with the music of Gustav Mahler. At the age of sixteen, Gustav Mahler created
a cyclic piece for piano quartet. The first movement and a small fragment of the
second movement, literally a few measures, remained completely finished.

Based on these few measures, Alfred Schnittke created a piano quartet, the
orchestral version of which is the second movement of the Fifth Symphony or the
Fourth Concerto Grosso.

The original Mahler fragment is played by the piano, violin, viola and cello, that
is, as Mahler did it, at the very end of the second movement.

The Fifth Symphony has four movements, not three as the programme says.

The fourth movement, just like the third, has a tempo designation Lento. These
movements of the symphony are two giant murals that absorbed the emotions and
thoughts of our troubled times. And the majestic, quiet epilogue of the symphony is
a kind of saraband march that takes the characters of this musical drama to eternity.

Gennady Rozhdestvensky
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Anbdpep, WHutke (1934-1998)

Ouck 1
1 Noceswenne Uropto CrpaBuHckomy, Cepreto Mpokodbesy, AmuTputo LLoctakoBuuy
ona doptenuaHo B wecTb pyk (1979). . . . . . . . 6.17
2 CoHata N2 2 ansa ckpunku u popTenuaHo (quasi una sonata). . . . . . .. . ... 19.23
KBuHTET A5t hopTEnMaHo, ABYX CKPUMOK, anbTa U BUoNoHyenn (1972-1976)
3 LModerato. . . . . .. 6.28
4 Al TempodiValse . . . . . . 5.34
5 llLAndante. . . . . ... 6.05
6 IV.lento . . . . .. 4.32
7 V.Moderato pastorale . . . . . . . ... 4.03
8  KoHuept ans poprennaHo u cTpyHHoro opkectpa (1979). . . . . . . . ... ... 23.40

Obuee Bpems: 76.07

leHHaawnit PoxxaectBeHckuit, Buktopus MocTHukoBa, AnekcaHap baxuves, popmenuaro (1)
Jinana Wcakanze, ckpunka (2)

Bnagnmup CkaHau, popmenuaro (2)

3nuco Bupcanapze, popmenuaxo (3-7)

KsapTeT umeHn bopoanHa (3-7)

Bnaonmup Kpaithes, popmenuaro (8)

CuMdbOoHMYecKuit opkecTp MOCKOBCKOW rocyAapCTBEHHOM GUNapMoHUm

Iupwxep - Omutpuii Kutaenko (8)

3anucu: 1980 (1), 1977 (2), TpaHcnaumum n3 bonbworo 3ana MockoBCKoi KOHcepBaTopuu
7 nekabps 1984 r. (3-7),29 despans 1980 r. (8).

3Bykopexuccepsl: M. BenpuHues (1), M. Kunocanuase (2),
3. WaxHazapsH (3-7),A. WtunbmaH (8)
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Duck 2

1  BcrynutenbHoe cnoBo L POXAECTBEHCKOTO . . o . v v v v v v v it e e e e e e 3.07
KonuepTo rpocco N2 4 / CumdoHus N2 5 (1988)

20 LAWEGrO . . o v 4.45
3 dLAUegretto . . . . o o o 8.06
4 NLLento . . . .o 15.41
5 IVlento . . . ... 8.21
KoHuepT N2 4 nns ckpunku ¢ opkectpoM (1984)

6 LAndante. . . . .. 4.03
7O ALVIVO .o 7.06
8 llLAdagio. . . . . .. 8.14
9 IV.Lento . . .. 9.33

Ob6uwee Bpems: 69.02

Tmnon Kpemep, ckpunka (6-9)

CumMdoHnueckunii opkectp Munuctepctaa kynbTypbl CCCP (2-5)
CuMdOoHMYeckuit opkecTp MocKOBCKOM KoHcepBaTopum (6-9)
[upuxep — leHHaauni PoxpecTBeHCKMiM

3anucu: No TpaHCNALMM aBTopckoro KoHuepTa A. LHuTKe 3 bonbluoro 3ana MockoBcKoii
KoHcepsaTtopuu 18 aHBaps 1990 r. (1-5); no TpaHcnauum koHuepTa B 4ecTb 125-netus
MockoBckoii kKoHcepBaTopuu 23 aekabps 1990 r. (6-9).

3sykopexuccepsl: C. TepeHTbes (1-5), M. BenpuHues (6-9)
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Alfred Schnittke (1934-1998)

a1
1  Dedication to Igor Stravinsky, Sergei Prokofiev and Dmitri Shostakovich

for piano six hands (1979) . . . . . . . . .. 6.17
2 Sonata No. 2 for violin and piano (quasiunasonata). . . . ... ......... 19.23
Quintet for piano, two violins, viola and cello (1972-1976)
3 LModerato. . . ... 6.28
4 Al TempodiValse . . . . . . 5.34
5 NLAndante. . . . .. 6.05
6 IV.Lento . . . ... 4.32
7 V.Moderato pastorale . . . . . . . ... 4.03
8  Concerto for piano and string orchestra (1979). . . . . .. ... ... ... ... 23.40

Total time: 76.07

Gennady Rozhdestvensky, Viktoria Postnikova, Alexander Bakhchiev, piano (1)
Liana Isakadze, violin (2)

Vladimir Skanavi, piano (2)

Eliso Virsaladze, piano (3-7)

Borodin Quartet (3-7)

Vladimir Krainey, piano (8)

Moscow Philharmonic Symphony Orchestra

Conductor - Dmitri Kitayenko (8)

Recorded in 1980 (1), 1977 (2), broadcast from the Grand Hall of the Moscow Conservatory,
December 7,1984 (3-7), February 29,1980 (8).

Sound engineers: |. Veprintsev (1), M. Kilosanidze (2), E. Shakhnazarian (3-7),
A. Shtilman (8)
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D2

1  Introductory words by Gennady Rozhdestvensky . . . . . ... ... ... ..... 3.07
Concerto Grosso No.4 / Symphony No. 5 (1988)

20 LAWegro . . . . o 4.45
3 dLAUegretto . . . . o o o 8.06
4 lllLento . ... 15.41
5 IVlento . .. ... 8.21
Concerto No. 4 for violin and orchestra (1984)

6  LAndante. . . . . ... 4.03
7O ALVIVO .« o 7.06
8 HLAdagio. . . . . . 8.14
9 IVLento . . ... 9.33

Total time: 69.02

Gidon Kremer, violin (6-9)

Symphony Orchestra of the USSR Ministry of Culture (2-5)
Symphony Orchestra of the Moscow Conservatory (6-9)
Conductor — Gennady Rozhdestvensky

Recordings: broadcast of Alfred Schnittke’s recital from the Grand Hall of the Moscow
Conservatory, January 18,1990 (1-5).

Broadcast of the Gala concert for the 125th anniversary of the Moscow Conservatory,
December 23,1990 (6-9).

Sound engineers: S. Terentiev (1-5), I. Veprintsev (6-9)
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