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ECTh KOMITO3UTOPBI, COUMHSIOIINE 32 CTOJIOM, ¥ T€, KTO ITMIIET 33 POSITIEM.
PaxMaHMHOB OTHOCHUJICS KO BTOPbIM, HO TOUHee ObIJI0 6bI CKa3aTh, UTO
OH COUMHSIIT posuieM. KiaBuiiy GbIIM HEPBHBIMM OKOHUAHMSIMM €rO
TaJblieB.

OrpoMHbIe KUCTHU PYK, MacITab MHCTpyMeHTa 1 06pa3 MbICM PaxmaHu-
HOBA MOATAJIKMBAIM €ro K CO3IaHNI0 O0MbINX (GOpTEeNMaHHbIX MOJIOTEH.
Ho kpyriHbie ¢hopMbl ITaBaMCh €My HeJIeTKO U ellle TpyaHee HaXOmuIu
MyTh K MOHUMMaHUI0. «Bapuanuuu Ha Temy Kopesnnn» npu >KM3HMU aBTOpa
HUKTO, KpOMe Hero, He urpai, a [lepBasi coHaTa He cTajia pelepTyapHoOit
Iaske ceifuac.

PAXM AHMHUB m Ern BEPrm"mm XoueTcst TOJIbKO 6/1arofapuTh MMAaHMUCTOB 3a 3TO — B 3IOXY, KOTAA KaX-
IbIit MIOOSIINI KIacCMUeCcKylo MYy3bIKY YelIOBeK C/bIIaa OCHOBHOI KOp-
myc popTenmaHHbIX COUMHEHMII PaXMaHMHOBA COTHM pa3, He3aurpaHHas
[lepBasg coHaTa BOCIPUMHMMAETCS KaK HEMPUMETHO Jiexallee COKpO-
BUIIEe — ee MOXKHO C/IbIIIATh CBeXO, CJIefysl 32 TeueHMeM MYy3bIKU ITOYTU
6e3 MMo/ICKa30K BHYTPEHHETO C/TyXa. A ee «1ipobjaeMHasi» hopMa, Ha KOTO-
pPYI0 MY3bIKOBeAbl MPOLUIOTO YKa3blBajiM KakK Ha IIPUUMHY Heycliexa
COHATbI, U3 CErOAHSIIHEl IePCIeKTUBbI MIPeNCTaB/SIeTCs] BbIBEPEHHO
1 6e3ympeuHoii — U IpUBJEKalolleil B TOM YKcje TeM, YTO OHa He COOT-
BETCTBYeT POMaHTUYECKOMY CTaHIAPTY, KOTOPBIN Y>Ke TaBHO He KaXKeTCs
eIMHCTBEHHO BepHbIM. [lepBas coHaTa — rosoras, HecIelHasi, CaMoJ0-
cratouHas. OHa MMOX0yKa Ha JII00MMBbIII PaxMaHMHOBBIM 3HAMEHHbIN pac-
TeB, a 3HAUUT, HA MAaKpPOypPOBHE MTOBTOPSIET PUCYHOK OOJIbIIMHCTBA MeJo-
I, COCTABJSIOMX TKAHb COHATBHI.
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OTM MeloauM — TIPOCThbie, MOUTU HeIBMKHbIE, MOUTM OTKa3aBIIMeCs
OT MeJIOANYEeCKO M300peTaTelbHOCTY Paayl TOUHOCTY TUXOTO MHTOHM-
POBaHMS — OOHO U3 [JIABHBIX Uy eC COHAThI, ¥ OCOOEHHO OHM MOPAsKAIOT
B OMaTeKTUYEeCKOM COYeTaHUM C TUMIMUYHO PaXMaHMHOBCKON ITOJHO-
BOJIHOVI (aKTypOii.

Menogust cpenHero pasgena BTOpPOi YacTM BOOOINEe CIIOCOOHA CBe-
CTU C yMa — TeM, KaK OHa MMapafoKCaJbHbIM 00pPa30M CKBO3b IMOCTOSTH-
Hble U3TMObI 06HAPYKMBAET CBOI aGCOMIOTHYIO MPSMOTY U YUCTOTY. Ee
XOYeTCsl Ha3BaThb OJHOBPEMEHHO M HEBBIPA3UTENbHONM, U MpeaeabHO
BbIpasuTeNbHOI. Ee cecTpsl — TeMa-eKTeHMsI B IepBOit 4acTu U 3a061a4-
Hasg 1o6ouyHast GuHama — Ieal0T COHATY eAVMHBIM ITPOCTPAHCTBOM HEBe-
POSITHBIX MEJIOAVNYECKUX OTKPOBEHMIA.

V3 HeCKONbKUX CBUIETENLCTB M3BECTHO, UTO MepPBOHAYaJIbHAS WUIOes
COHAThI ObIIA CBSI3aHA C TpeMs réTeBCKUMM repossmu — ®aycrom, Map-
raputoii 1 Meducrodenem. To, uTo oTKa3 PaxMaHMHOBA OT 3TOi IIPO-
rpaMMbl ObIJT BEPHBIM pellleHNeM, CJIBIITHO B CaMOl My3bIke: B Hell HeT
HUYEro HeMEIKOTO UM HUYEero JUTepaTypHoro. [éTeBCcKy Tpouily, CKO-
pee, CTOUT TPAKTOBATh KaK apXETUNUUYECKYI) CTPYKTYpPY, KOTOPYI —
¢ 607bII0¥ Joelt YCIOBHOCTY — MOKHO BepOanan30BaTh TaK: CO3HaHMeE
(®aycT, mepBasd 4acTh), ayuma (Maprapura, BTopasi) U CMepTh, [IOIVIOLIA-
fomas To u apyroe (Meducrodenb, TpeTbs). [IpymMeTsl TTepBOHAYATD-
HOJ IporpaMMbl OCTajauch B (¢uHajae B Buiae dance macabre (IIsICKu
CMepTHU) U cpegHeBeKOBOJ cekBeHIIMM Dies irae («[leHb THeBa»). Ho atu
3HAaKM CMepPTU, KaK M3BECTHO, MOSIBJSIOTCS B HacaeaAuu PaxMaHMHOBA

peryasipHoO (CO BpeMeHeM — BCe Yallle) M He TPeOyIOT JUYHOI0 IPUCYT-
CTBUS TYKaBOTO.

CoHaTa KOHYaeTcs abCOMIOTHO OecCIpOCBETHO, M 3TO PEeOKOCTh [Iake
y TaKOTO TpareauifHOro XyaokKHMKa Kak PaxmaHMHOB. JIuilib ellje OiMH ero
COHATHO-CMMGOHMYECKMI LMK ITOTPeOOBAJI TAKOIO JKe MCX0a — BTOPOe
«Dnernyeckoe Tpuo», B KOTOPOM PaxMaHMHOB OIJIaKMBaa CBOETO Kymupa
YaiikoBCKOTrO.

A Bcero y PaxmaHmHOBa 13 KpyHHBIX COUYMHEHMI, 3aBepIIAIOIINXCS
B MMHOpeE, U3 KOTOPBIX ISITh — B pe MMUHOpe. B mogpoCcTKoOBbIe TOIbI OH
JII0OMJI pe MUHOpP OO0Jbllle BCeX TOHAJbHOCTEN, Aa U IMOTOM ITOCTOSHHO
BO3Bpallla/icsl K HEMY B K/IIOUEBbIX omycax — «Ajeko», [lepBoit cumdo-
Hun, TpeTbeM KOHIIepTe. PaXMaHMHOBCKMII pe MUHOP XPaHUT B T€HETU-
YeCKOoi1 MaMsITy Y4epHOTY MOLIapTOBCKOro PekBueMa 1 My3bIKM afia U3 €To
«[TloH >KyaHa», Betep [eBsiToit cumdoHum beTrxoBeHa u 24-it mpemogun
[lomena. Ho rymaBHbBINM ero UCTOK — B TOM caMoii cekBeHI1IMM Dies irae, KoTo-
pyio PaxMaHMHOB cJiesial CKBO3HBIM JIEMITMOTMBOM CBOero Hacienus. Bce
repeuncieHHOe — My3bIKa, TaK MM MHaue CBSI3aHHAas C allOKAJIMIICUCOM,
¥ HelapoM B IOC/IeHel paxXMaHMHOBCKOM mapTutype — puHasne «Cumdo-
HMUYECKUX TaHIleB» — BHOBb 3ByuaT Dies irae 1 mscka cMepTHu, OTTalThiBa-
I0111as1 CBOV PUCYHOK B pe MUHOPE.

B anp6ome [anmmia CasiMoBa pe MMHOP BJIAaCTBYyeT Oe3pa3ieibHO:
«Bapuanuu Ha temy Kopemnm», kak u IlepBasi coHaTa, HaYMHAIOTCS
M KOHYAIOTCS B 9TOI TOHaJbHOCTU. JIBa omyca GJM3KM U II0 HACTPOIO,
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¥ TI0 MHTOHAIIMOHHOMY $I3bIKY (OTIOpa Ha CEKyHIy B MeJIOIUU U KBUHTY
B rapMOHMM) — TakK UTO «Bapmauum» mpu MpOCIYyHIMBAaHUM Cpa3y Iocie
COHAThl MOTYT Jla)ke BOCIIPUMHMMATBLCS KaK ee aJbTepHATUBHbIN (uHaI.
W ecnu «3aKOHHBIN» (MHAT BbI3bIBAJI Y CaMOro PaxmMaHMHOBa BOITPOCHI
10 TTOBOAY CTPOMHOCTU (OpMBbI, TO B «Kopemin» 3TU BOMPOCHI pelieHbl
G/MCTaTeNbHO — 3a CUEeT KOpCeTa Bapualiuii, Kak B ellle OJJHOM pe-MUHOP-
HOM 1eneBpe, CKpUIIMUYHONM YakOHe baxa, MoIyKUBIIEil MOAEIbI0 OIS
paxMaHMHOBCKUX «Bapuaunii Ha Temy Kopemin».

[TepByto coHaTy u «Bapuanum» paspenset 6obiie jeT (24), YeM OITyCOB
(14), moTromy 4TO SMUTPaLIUS HAAOJTO IIpepBaa IMOTOK My3bIkK PaxMaHu-
HoBa. bosee Toro, «Bapuanun» — rociaegHee ero pousBeneHue Ajsl Colb-
Horo dbopTenuaHo U eqMHCTBEHHOe, HallMCaHHOe 32 YeTBEPTh BeKa JKU3HU
BHe Poccun. M 3TO OueHb CIIBIIIHO: B CKPOMHBIX ITEPBBIX CO3BYUMSIX, HAUM-
HAIOIIMXCS TTOUTYU U3 TUIIMHBI, PAXMaHMHOB OYTO 1eIIsSeTcs maabliaMu
3a MaJIEHbKMI KyCOYEK CBOEro MPOCTPAHCTBA, IOTOM BbIPBIBAET Y ThMBbI
™1 20 MMHYT MY3bIKM — M B KOHIIe BCe CHOBA CXJIOIbIBaeTCs. Bo3HMKaeT
OILIyIIeHMEe OOMHOKOCTH, IMOTEepSIHHOCTU «Bapuaumit» B 4y>KIOM OKeaHe
YY>KOI MY3bIKM. M Iaxke 3TOT OCTPOB He CTaj AJjisi PaxmMaHMHOBA Kpero-
CTh0: uctonHss «Kopennny», Cepreii BacuyibeBUY 4acTO IIPOITYCKAJI T€ UIN
VMHbIe Bapualuy, UPOHUYIHO OOBSICHSISI 3TO peakiyeil Ha YCUIMBAIOIIUACS
MY OcIabeBaroIIuii Kalleab B ayAUTOPUNA.

[Touemy BooGpaskaeMbIii OKeaH BOKPYT OCTpoBa «Bapmaumii» ObLT Tak
uyx1 PaxmanuHoBy? IloTomy 4TO OH ObUT yOeXIEeH, UTO CTal CBUAETe-
JieM 3aKaTa MY3bIKU, M OCTPO OIIyIa] HeCBOeBPEeMEHHOCTh, HEHYKHOCTb

COGCTBEHHOTO TBOPUECTBA («S51 YyBCTBYIO, YTO MY3bIKa, KOTOPYIO MHE XOTe-
JIOCh ObI COUMHSTD, CETOHS HelpuemMiemar). KoHel BpeMeHM KOMITO3M-
TOPOB [JIJIs1 HETO ObLT OUeBUAHBIM (PaKTOM, M BO3MOXKHO, YTO MMEHHO 3TOT
(daxT sBsIeTCS CEPALIEeBMHOM paXMaHMHOBCKOTO anoKaaurcuca. [la, Ha ero
BEeK C JIMXBOJ XBaTUIIO U «BHEIITHMX» KOHIIOB CBETa — I'MOesy JOPeBOIOL -
OHHOJt Poccun 1 BTopoit MupoBOi1 BOMHBI,— HO HEAAPOM CaM OH TOBOPUJI,
4yTO B HeM «85 % My3bIkaHTa U 15 % uenoBekar.

B mys3bike PaxmaHMHOBa mOYTM BCerga CKBO3UT TOCKA IO YTpayeH-
HOMY. JTa TOCKa MOPOJ HAXOOUT BbIpakeHNUe B TITOTeHUM K crienudu-
YeCKMM MY3bIKQJIbHBIM TeMaM M3 IIPOLIOro, Ha KOTOPbIX PaxmMaHMHOB
CTPOUT COOCTBEHHbBIE OIyChl. 24-it Kampuc [laranunu («Parconust Ha Temy
[TarauuHM»), TOo-MUHOPHYIO npemwoauio llonena («Bapmauum Ha Temy
[lloneHa»), ¢onuwo u3 conatel Kopennu («Bapuaumumu Ha Temy Kopemnm»)
00beIMHSIIOT MUHOPHBI JIaJl, YeTKOCTb CTPYKTYpPbI, Maruveckas 3aKojb-
LIOBAaHHOCTb. PaXMaHMHOB ONMpAaeTCs Ha 3TU TeMbl, LeIIseTCsl 32 HUX,
CTPOUT Ha UX CKeJleTe CBOM BapMallMOHHbIE CTPYKTYPLI. KaxkeTcs, 4TO OH
MIPU3bIBAET NABHO YMepIIUX KOJIIeT IIPOTHU BMeCTe C HUM CKBO3b KOHel]
cBeTa, 6epeT uX B MPOBOIHNKM, KaK [laHTe — Beprunms (06a, KCTaTu, MosiB-
JISIFOTCS BO IUIOTU B ollepe PaxmaHuHOBa «@paHyecka na PummuHmn», 3asep-
[IAIOIENCS B pe MUHOPE).

VYke nmocie HanMcauus «Bapuanuit Ha Temy Kopesan» PaxMaHMHOB y3Ha
0011IeM3BeCTHBIN ceromHsi ¢akT: ApKaHakeno Kopemi 6pu1 He aBTOPOM
dbonuu, a MuIb OHUM U3 ee apaHKMPOBLMKOB. Ho Ha3BaHMe COuMHe-
Hust Cepreit BacuibeBuu MeHSITh He cTajd. BO3MOKHO, eMy ObUIO BaskHO,
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4yTOOBI ero Beprminem cran umeHHO Kopesy — mepBblii B UCTOPUY BeJH-
KU KOMIIO3UTOP-UHCTPYMEHTAIUCT, OCHOBOIIOJIOXKHUK KaHpa KOHIepTa
u nipapoautenb cuMmdboHun. B «Bapuaiysx» OHM BABOEM — IEPBbIii KOM-
TTO3UTOP U TTOCJIeIHMI — JIETSIT CKBO3b aJICKMIf BUXPb, YTOOBI B 14-ii Bapua-
LIV}, B TOYKE 30J/I0TOTO CEUEHMsI, 0O0PeCT BHYTPEHHIOKO OTIOPY, CIIeTh TMMH
KpacoTe — 1 3aTeM HaBCerya MCYe3HyTh.

Spocnae Tumocpees

Hanuun CasitMOB — OfMH M3 CaMbIX He3aypsSAHBIX MUAHUCTOB HACTOSI-
nero BpeMeHM. Ero murpa oTMeueHa My3bIKJIbHBIMM KPUTUKAMM Kak
«sIpKasi, 3aXBaThIBaloOIasl, MarMueckKy BO3[EVCTBYIOIIAS Ha CaylIaTesnei.
B Heli Bcerga C/blllIHA YHUKaJIbHASI UCIIOJIHUTEIbCKAST KOHIIEILIVSI, MOIII-
HbIIi 3apsi]i BHYTPEHHE! SHEPTUY, YAUBUTEIbHAS CITOCOOHOCTD ITOTPY>KaTh
My6G/IVIKY B CBOI HEITOBTOPUMBIi MY3bIKaIbHbIV MUP».

Hauunn ponuicsa B PocroBe-Ha-IIoHY B ceMbe MY3bIKAaHTOB. II0 OKOH-
YaHUM MY3BbIKAJbHOM IIIKOJbI MpU POCTOBCKOI KOHCEpBATOPUM MMEHU
C.B. PaxmMaHMHOBA, Iie OH 06yuascs B Kiaacce rpodeccopa C. . OcuneHko,
B Bo3pacTte 15 JjieT MoCTynmI B KOHCEPBATOPUIO, HO YKe uepes Tofi, Iocyie
nmo6enpl Ha MeXIyHapOIHOM IOHOIIECKOM KOHKYpCE MMAaHUCTOB VMMEHMU
C.B. PaxmanuHoBa B Tam60Be, monyumi oT HapomHoit apTuctku PO, mpo-
deccopa B.B. l'opHOCTaeBoii MMpuriaiieHne nepeBecTuch B MOCKOBCKYIO
KOHCEPBATOPHIO.

3a rozpl yueObl MMAHKUCT CTaJ JIaypeaToM U MPU3epoM IMPeCTUKHBIX MeX-
OYHApOOHBbIX KOHKYPCOB, TaKMX KakK KOHKypc umeHu H. PybunmTeitHa
B Mockse (2001), ntanpssHckux Valsesia Musica 1 KoHKypca B ropoje KaHuTty
(2003), dcToHCKOro KOHKypca nuaHuctoB B TammmunHe (2006), poprenman-
HOTO KOHKypca Ha octpoBe XuntoH-Xeq, (CILIA, 2006), umenu C. Paxmanu-
HoBa B Mockse (2008), IlloTinaHaCKOro KOHKypca mMaHucToB B [masro (2010).

[To3ke, OKOHYMB acnuUpaHTypy MOCKOBCKOW KOHCEPBATOPUM U TIOJY-
yuB creriedb Master of Performance B KoposeBckom kotemske JIOHOOHA,
Hauunn CassMoB cTaa accucTeHTOM Bepsl ['opHOCTaeBoii, OGHOBPEMEHHO
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®oro: Muxaun byuur / Photo: Mikhail Boutchine

VINyO/IsISICh B HATIPSDKEHHbIE TOMCKY COGCTBEHHOIO VCIIOTHUTETIHCKOTO
CTWUJISI, MHOT'O ¥ YCITELITHO racTPOIMPOBAI.

Hauunasa c¢ 2013 roma [JaHumMI — TOCTOSIHHBIN YYaCTHUK KOHIIEPTHBIX
aboHeMeHTOB MOCKOBCKOJ KOHCEpPBATOPUM, OH €XEerogHO WCIIONHSET
HECKOJIbKO COJIbHBIX IIPOrPaMM.

B nekabpe 2018 roga mmMaHUCT MpPeACTaBUI POCCUICKYIO MMpemMbepy Bro-
poro poprennaHHOro KoHuepta Marnyca Jinnab6epra Ha dectusane «JInku
COBpeMeHHOro nuaHmu3ma» B KonueprHom 3ane MapumHCKOro tearpa.

B ractponbHOVi KapTe My3bIKaHTa — BbicTyIieHuss B CIIIA, Bennko6pu-
tanuu, Kanage, U3pamne, l'epmannn, dnonun, I0xxkHoi Kopee, ABCcTpun,
lTonnangun, llBeiuapun, Wcnanum, Utanum, dcronuu, JlatBum, Asep-
6aiimkaHe, KazaxcraHe, yuacTue B IIPeCTMKHBIX MeXIyHApOIHBIX hecTy-
BaJ/ISIX, TaKUX Kak (ectuBanb Banepus IeprueBa «JIMKM COBpeMeHHOTO
nuanusma» (Cankr-Iletep6ypr), Ars Longa (MockBa), Stars at the Rhine
(basenb), Simurq (baky), a Takke B €XKeroJHOM MY3bIKaJIbHOM (ecTuBase
«dcradera Bepwi», mocBsuieHHOM namsaTu B.B. T'opHocTaeBoii. 3ammcu
Hanunna CasmoBa TpaHoMpyloTcsa Ha HanimonansHOM panuo Tonnangumn
(Radio 4) n 6purtanckom Celtic Music Radio.
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RAGHMANINGFF AND HIS VIRGIL

There are composers who write at the table and those who write at the
piano. Rachmaninoff was among the latter, but it would be more accurate
to say that he composed with a piano. The keys were the nerve endings of
his fingers.

Rachmaninoff’s huge hands, scale of the instrument and way of thinking
pushed him to create large piano works. But large forms did not come easily
to him, and it was even more difficult to find ways to understanding them.
No one but him played the Variations on a Theme of Corelli in the composer’s
lifetime, and the First Sonata has never become a repertoire piece.

I just want to thank the pianists for this — in the age when every lover of
classical music has heard the body of Rachmaninoff’s piano works hundreds
of times, the rarely performed First Sonata is perceived as an inconspicuous
treasure — it can sound fresh, following the flow of music almost without
prompting from the inner ear. From today’s perspective, its “problematic”
form, which musicologists of the past pointed to as the reason for the
sonata’s failure, seems to be measured and impeccable — and attractive
because,among other things, it does not meet the romantic standard, which
no longer appears to be the only right one. The First Sonata is acclivous,
unhurried, self-sufficient. It is similar to Rachmaninoff’s beloved znamenny
chant, which means that it repeats at the macro level the pattern of most of
the melodies that make up the fabric of the sonata.

These melodies are simple, almost motionless, almost lacking melodic
ingenuity for the sake of the accuracy of quiet intonation — one of the main
wonders of the sonata, and they are especially striking in their dialectical
combination with Rachmaninoff’s typical full-flowing texture.

The melody of the middle section of the second movement is generally
capable of driving you crazy - by the way it paradoxically reveals its
absolute straightness and purity through constant bends. I would like to
call it both inexpressive and extremely expressive at the same time. Its
sisters — the litany theme in the first movement and the transcendental
side theme of the finale — make the sonata a single space of incredible
melodic revelations.

It is known from several testimonies that the original idea of the sonata
was associated with three Goethean characters — Faust, Margaret and
Mephistopheles. The fact that Rachmaninoff’s rejection of this program was
the right decision can be heard in the music itself: there is nothing German
and nothing literary in it. Goethe’s trinity should be rather interpreted
as an archetypal structure, which — with a great deal of conventionality —
can be verbalized as follows: consciousness (Faust, the first movement),
soul (Margaret, the second movement) and death absorbing both
(Mephistopheles, the third movement). The signs of the original program
remained in the finale in the form of danse macabre (dance of death) and
the medieval sequence Dies Irae (the Day of Wrath). But it is known that
these signs of death regularly appear in Rachmaninoff’s legacy (more often
as time went on) and do not require the personal presence of the Evil One.
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The ending of the sonata is absolutely cheerless, and it’s a rare case even
with an artist as tragic as Rachmaninoff. Only one more of his sonata-
symphonic cycles demanded the same outcome — the second Elegiac Trio,
in which Rachmaninoff mourned his idol Tchaikovsky.

In total, Rachmaninoff wrote thirteen major works ending in minor, of
which five are in D minor. In his teenage years, he loved D minor more
than the rest of the keys, and kept returning to it in his principal opuses —
Aleko, Symphony No. 1, Concerto No. 3. Rachmaninoff’s D minor keeps in
its genetic memory the blackness of Mozart’s Requiem and the music of
hell from his Don Giovanni, the wind of Beethoven’s Ninth Symphony and
Chopin’s 24th Prelude. But its main source is in the very sequence Dies
Irae, which Rachmaninoff made a continuous leitmotif of his legacy. All of
the above is music connected in one way or another with the apocalypse,
and it is not for nothing that in Rachmaninoff’s last score — the finale of
Symphonic Dances — revisits Dies Irae and the dance of death threading its
pattern in D minor.

D minor reigns supreme on Daniil Sayamov’s album: like Sonata No. 1, the
Variations on a Theme of Corelli begin and end in this key. The two opuses are
close both in mood and intonation language (reliance on a second in melody
and a fifth in harmony) - so that the Variations, if listened immediately
after the sonata, can even be perceived as its alternative ending. And if
the “legitimate” ending raised questions from Rachmaninoff himself
about the slenderness of the form, these questions are brilliantly resolved
in Corelli — due to the corset of variations, as it is the case in another D

minor masterpiece, Bach’s Violin Chaconne, which served as a model for
Rachmaninoff’s Variations on a Theme of Corelli.

A greater number of years (24) than opuses (14) separated the First
Sonata and the Variations because emigration interrupted the flow of
Rachmaninoff’s music for a long time. Moreover, the Variations are his last
work for solo piano and the only one written during a quarter of a century of
his life outside Russia. And this is what we hear very clearly: in the modest
first accords, which appear almost out of silence, Rachmaninoff seems to be
clinging to a small piece of his space, then he rips out these 20 minutes of
music from the darkness — and everything collapses again in the end. There
is a feeling of loneliness, lostness of the Variations in an alien ocean of alien
music. And even this island did not become a fortress for Rachmaninoff:
when he performed Corelli, he often skipped certain variations, ironically
explaining it as a reaction to an intensifying or weakening cough in the
audience.

Why was the imaginary ocean around the island of the Variations so alien to
Rachmaninoff? Because he was convinced that he had witnessed the decline
of music and acutely felt the untimely, unnecessary nature of his own work
(“I feel the music I would like to compose is unacceptable today”). For him, the
end of the time of composers was an obvious fact, and it is possible that
this very fact is the core of the Rachmaninoff apocalypse. Yes, in his life,
he had more than enough of “outer” ends of the world - the death of pre-
revolutionary Russia and the Second World War, but he had good reason to
say that he was “85 per cent of a musician and 15 per cent of a man”.
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Rachmaninoff’s music is almost always a longing for something lost.
This melancholy is sometimes expressed in the gravitation towards
specific musical themes from the past, on which Rachmaninoff builds
his own opuses. What Paganini’s Caprice No. 24 (Rhapsody on a Theme of
Paganini), Chopin’s Prelude in C minor (Variations on a Theme of Chopin),
and La Folia from Corelli’s sonata (Variations on a Theme of Corelli)
have in common is a minor mode, clarity of structure, and a magical
completion of the circle. Rachmaninoff relies on these themes, clings
to them, builds his own variation structures on their skeleton. It seems
that he calls on the long-gone peers to go with him through the end of
the world, has them as guides, like Dante had Virgil (by the way, both
appear in the flesh in Rachmaninoff’s opera Francesca da Rimini, which
ends in D minor).

Already after writing the Variations on a Theme of Corelli, Rachmaninoff
learned the fact that is well known today: Arcangelo Corelli didn’t
compose La Folia, he was one of its arrangers. But Rachmaninoff did not
change the title of the work. Perhaps it was important for him to have
Corelli, the first great instrumentalist composer in history, the founder
of the concerto genre and the progenitor of symphony, as his Virgil. In
the Variations, the two of them - the first composer and the last one -
fly through a hellish whirlwind to gain an inner foothold in the 14th
variation, at the point of the golden ratio, to sing a hymn to beauty — and
then disappear forever.

Yaroslav Timofeyev

Daniil Sayamov is one of the most original pianists of the present time. His
manner has been noted by music critics as “bright, exciting, producing a mag-
ical effect on the listeners. It is distinguished by a unique performing concept,
a powerful charge of internal energy, and an amazing ability to immerse the
audience in its inimitable musical world”.

Daniil was born in Rostov-on-Don into a family of musicians. After finish-
ing the music school of the Rostov Rachmaninoff Conservatory, where he
studied with Prof. Sergei Osipenko, he entered the conservatory at the age
of fifteen. A year later, after winning the Rachmaninoff International Youth
Piano Competition in Tambov, he received an invitation from the People’s
Artist of the Russian Federation, Prof. Vera Gornostayeva to study at the
Moscow Conservatory.

When the pianist was a student, he became a laureate and prize-winner of
a number of prestigious international competitions, such as the Rubinstein
Competition in Moscow (2001), Valsesia Musica and Cantu in Italy (2003), the
Estonian Piano Competition in Tallinn (2006), the Hilton Head International
Piano Competition in the USA (2006), the Rachmaninoff Competition in Mos-
cow (2008), and Scottish International Piano Competition in Glasgow (2010).

Later, after completing his postgraduate studies at the Moscow Conservatory
and receiving a Master of Performance degree from King’s College London,
Daniil Sayamov became an assistant to Vera Gornostayeva while delving into
an intense search for his own performing style and touring intensively and
successfully.
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Daniil has been a regular participant of the subscription concerts of the Mos-
cow Conservatory since 2013, performing several solo programs every year.

In December 2018, the pianist presented the Russian premiere of Magnus
Lindberg’s Piano Concerto No. 2 at the Contemporary Piano Faces held at the
Concert Hall of the Mariinsky Theatre.

The musician’s tour map now includes performances in the USA, the UK,
Canada, Israel, Germany, Japan, South Korea, Austria, the Netherlands,
Switzerland, Spain, Italy, Estonia, Latvia, Azerbaijan, and Kazakhstan. He has
appeared at a number of prestigious international festivals, such as Valeri
Gergiev’s Contemporary Piano Faces in St. Petersburg, Ars Longa in Moscow,
Stars at the Rhine in Basel, Simurq in Baku, as well as the annual music fes-
tival Relay of Faith dedicated to the memory of Vera Gornostayeva. Daniil
Sayamov’s recordings have been presented on the National Radio (Radio 4) of
the Netherlands and Celtic Music Radio in the UK.
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