


leopr ®ununn TeneMaH (1681-1767) Conatuna N2 4 Conb Maop

LllecTb cOHaTMH AN CKPUNKM U KNaBECUHA, 13 LAFtUOSO . . . . 1.46
TWV 41: A2, B2, D2, G3, E1, F1 T4 ILVIVACE © . o o 1.53
15 ILAdagio. . .. 455
Conatuna N2 1 J1a Markop 16 IV Presto. . . ..o 0.59
ToLAdagio . ... 233 ConatuHa N2 5 Mu Markop
2 ILAUETro. . .. 1.54 17 LARettUosO . . . . .o 2.38
3 OMLLargo . ..o 231 18 ILVivace . . . .o 2.45
L IVABGrO . . . 043 19 1LAdagio. . ... 1.21
ConatuHa N° 2 Cu-6emonb Mawop 20 IVAUBGrO . . . oo 059
5 LDolce. ... ..o 1.06 Conatuna N2 6 @a maxop
6 LAllegro . . ... 158 210 LVIVaCE. . . o 2.20
7 ALARRHUOSO. . . . 1.25 22 l.Cantabile ... ... .. 322
8 IVPresto. .. ... ... 0.44 23 lLPrest. . ..o 0.41
Conatuna N2 3 Pe Maxxop
9 LANdaNte . ... 327 O6uiee Bpema: 47.12
10 ILVivace . . .. 1.48
TTHLLArgo . . 3.18 3nyapa lpay, ckpunka
12 IVVIVACE. .« . o, 1.52 AHgpeli BonkoHCKUM, K/108ecuH
¢ o
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Georg Philipp Telemann (1681-1767) Sonatina No. 4 in G major

Six sonatinas for violin and harpsichord 13 LAFEHUOSO . . . . oo 1.46
TWV 41: A2, B2, D2, G3, E1, F1 Th ILVIVACE . . o 1.53
19 HLAdAgio. . .. oo 455
Sonatina No. 1 in A major 16 IV Presto. . ... 0.59
ToLAdagio . ... 2.33 Sonatina No. 5 in E major
2 LAUETro. . .. 1.54 17 LARERUOSO . . . oo 2.38
3 OMLLargo . ..o 231 18 ILVivace . . . ..o 2.45
G IVALBGrO . . .o 043 19 HLAdagIo. . . . oo 1.21
Sonatina No. 2 in B flat major 20 IVALBGrO « . oo 0.59
5 LDolce. . ... 1.06 Sonatina No. 6 in F major
6 LAllegro. . ... . 158 21 LVIVaCE. .« o o 2.20
7 NMLAEttUOSO. . . . o 1.25 22 Il.Cantabile . ... ... 322
8 IVPresto. . ... o 0.44 23 lLPrest. . . .o 0.41
Sonatina No. 3 in D major
9 LAndante ... ... 327 Total time: 47.12
10 ILVIVace . . . oo 1.48
TTILLArgo . ..o 3.18 Eduard Grach, violin
12 IVVIVace. . .. 152 Andrei Volkonsky, harpsichord
¢ o

3 MEAOAUSI



«/lorinu docmouH cnagsel, Kopennu necmHsix MHeHud, 00uH nuwe TenemMaH
npessiule Bcex XaaaeHuUli» — Tak NMcan aBTOPUTETHENLLNM MY 3bIKabHbIN
TeopeTuk nepBow nonoBuHbl XVIll ctonetna MoranH MatTtesoH. [Npn »uns-
HW cnaBa TenemMaHa BblLLMA OaNeKo 3a npefesnbl HEMELKUX 3eMeflb —
ero My3blka 3By4ana B [Napuke, JloHgoHe, AMcTepaame, Kpakose, Mag-
puge u CankT-MNeTepbypre. Cyabbo eMy 6bino oTnyLleHo 86 neT Hn3-
HUK, 6dNblLUAA YacTb KOTOPOM HbiNla 3anofiHeHa UHTEHCMBHOM KOMIMO3U-
TOPCKOW, UCMOJTHUTENTIbCKOM M OPraHn3aTopCcKom OeATeIbHOCTbIo. ABTOpP
6onee 3000 counHeHMM BO BCeX aKTyallbHbIX B CBOIO 3MOXY aHpax (one-
pbl, OPaATOPUM, MACCUOHBI U MECChI, KaHTaTbl, MOTETbI, KOHLLEPThI, COHaThI
M CIOUTbl ONA Pa3HbiX MHCTPYMEHTasbHbIX COCTaBOoB, ¢yru, nbecbl AnA
KJlaBeCcrHa M opraHa, NecHW, MHCTPYKTUBHO-Nedarormyeckne covmHe-
HUA); TefleMaH pyKoBOAMN OPKeCcTpaMu, onepHbIMK TeaTpamu, My3bIKOM
LLePKOBHbIX CNYM0; B COBEpLUEHCTBE Bflafef OpraHoOM W KNaBEeCUHOM,
TaKXKe urpan Ha CKpunke, Buone ga ramba, ¢nente, roboe, TpoMbO-
He U UMTpe; aKTUBHO 3aHMMancA nagaHueM CoHbCTBEHHbLIX COYMHEHW,
nybnmKoBan CTUXM Ha HeMeLKOM, ¢paHLly3CKOM W NaTbiHW; BNepBble B
epMaHuKM ocHOBan My3blKasibHbIN KYypHaI M CNoCobCTBOBA OTKPLITUIO
ny6NMYHOro KOHLLEepPTHOrO 3ana.

«CyacTnuebIM conepHnKkoM Baxa» Hapeknu TenemaHa no3gHenwve mc-
cneposatenu. [encTBUTENbHO, COBPEMEHHWKM CTaBUIM ero Kyaa Bbllle
NennuUUrcKoro KaHTopa (KoTopbi MOAYyYM 3TY AO/IKHOCTb ULLbL Nocse
TOro, Kak OT Hee 0TKasasncA TenemMaH). BnpoyeM, o peanbHOM conepHuye-
CTBe peyn He Wno — TeneMaH 6bin opyroMm baxa 1 KpecTHbIM OTLOM ero
cbiHa Kapna ®ununna 3MaHyanA. CtoneTune cnycTA, No4d BAVAHMEM 3aHO-

BO OTKPbITbIX 6aX0BCKWX LLeAeBPOB, TesieMaH bbi/1 06BABNEH «3MUIOHOMY,
ero My3sblKa Mosyduna ApPJblKU «MOBEPXHOCTHOM» U «HEe3HaUYUTeTbHOM.
Kasanock, oHa obpeveHa Ha Be4yHOe 3abBeHMe, HO BO BTOPOW MOJSIOBUHE
XX BeKa BHOBb NpoM30LLIJIa NepeoLeHKa LeHHocTen: HakaHyHe 200-neTtua
CO [HA CMepTM KOMMO3UTOPa ero COXpaHMBLLMECA COMMHEHUA MPUBIEKN
BHMMaHWe UCMONHUTENeN U NYBNMKK; Ha ero poanHe B Margebypre 66110
ocHoBaHo TenemMaHoBcKoe o06LlecTBo. CeroaHa, He npuberasa K 6ecno-
Ne3HbIM CPaBHEHWAM, Mbl MOXKEM 00 bEeKTUBHO OLLEeHWUTb MHOMOMPaHHOCTb
TanaHTa, KOMMNO3UTOPCKOE MacTepCTBO, HEBEPOATHYIO MPOAYKTUBHOCTb U
aHepruio Neopra ®unmnna TenemaHa, TMYHOCTb KOTOPOro Bobpana B cebA
NyyLne KavyecTBa MOpasibHOro KodeKca NpoTeCcTaHTCKOro bloprepa u ye-
noseka anoxu lNpoceeLleHuUsA.

HeckonbKo nokoneHui npenkos TenieMaHa 6bi/1 CBALLEHHUKaMM, Nosy-
YMBLLMMUK YHUBEPCUTETCKoe obpa3oBaHue. [NogobHo baxy oH 6bin caMo-
yuYKor — nocne 12 net y TeneMaHa He 6bI/10 ydYuTeen B My3biKe, OCHOBY
CBOMX OBLLUMPHBIX 3HAHWI B TEOPUM M KOMMO3ULMN, MPAKTUYECKMX HaBbI-
KOB MCMOSIHUTENbCTBA OH MNoJlyYan caMocTtoATeNnbHo. Ero paHHue cnocob-
HOCTM HATONMKHYNMUCb Ha NPOTMBOAENCTBME MaTePU, He HenaBLLen BUOETb
cTapluero cbiHa npodeccnoHasnbHbIM My3blKaHTOM. TeM He MeHee nepBble
COUYUHUTENbCKME OMNbITbl TesieMaHa O0THOCATCA K MMMHA3UYeCKUM roaam:
B 12 neT oH COYMHM NepBYylo onepy; B 19-neTHeM Bo3pacTe, CTaB CTyAeH-
TOM rpaBa J'IeI7II'ILI,l/IFCHOFO YHMBEPCUTETA, OKOHYATEJIbHO peLluna rnoceA-
TUTb ceba My3biKe. TeneMaH OMPUHKMPOBAs CNEKTaKIAMM ONepHOM Tpyn-
Mbl, NMXCan My3blRYy O/1A LEPKBUM CB. CDOMbI, opraHnsoBan M3 CTyageHTOB
yHuBepcuTeTa obulecTBo «Collegium musicum», ¢ KOTOPbLIM perynapHo
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OaBas KoHuepTbl. [ocie npuaBopHoOM cny6bbl B NonbckoM 3opay (HKapsbl)
1 33eHaxe oH Ha 10 net ocen Bo MpaHKdypTe-Ha-MaliHe; nocnegHue
45 neT cBOeM KU3HU TesieMaH Hun n pabotan B lambypre.

LlecTb cOHATUH ANA CKPUNKU U KNlaBeCcUHA, onyb/inKkoBaHHble B 1718
roay, No-BMAMMOMY, 6bIIM COYMHEHBI B NepBble rofdbl NpebbiBaHMA BO
OpaHKkdypTe HapAaay C APYrMMM MHOMOYUCTTEHHBIMU MHCTPYMEHTAsbHbI-
MU UMKNaMn. CoHaTMHbI ABNAIOTCA 06pa3LoM xapakTepHoro ana Tene-
MaHa «CMeLUaHHOro» CTUMA, CUHTE3UPYIOLLEr0 YepTbl HEMELKOW LLUKOSIbI
C UTaNbAHCKOM N dpaHLy3CKOW TpaaNLMAMN UHCTPYMEHTANbHOM My3bl-
K. MacTtep nonndoHMYecKoro nMcbMa, TeneMaH cTpeMunaca K OOoCTyr-
HOCTW, He HenaA neperpyKaTb MCNONHUTENA U3NTNLLHEN BUPTYO3HOCTbIO
M UCNBITEIBaTb TepreHue crylwiatenei XMTPoyMHbIMU KOMOUHaALUMAMM.
«My3biKa... He donaucHa buimb MyKOU, OKKY/IbIMHBIM 3HAHUEM, YeM-mo Bpode
YyepHoU Maauu...», — NKCas OH.

3a UCK/YeHneM nocriedHen, BCe COHATUHbI MMeloT YeTblpexyacTHoe
CTpOEeHMe C KOHTPACTHbLIM YepedoBaHMeM TeMMoB. VX oTKpbIBalOT Meq-
fTeHHble YacTW B AyXe KaHTUJEeHbl, CMeHAeMble ObICTPbIM OBUMHKEHUEM.
Hanbonee NpoHMKHOBEHHbLI TPETbW YaCTU COHATUH B O4YeHb MeO/IeHHbIX
TeMnax (B NepBoi, YeTBEPTOM U MOCNedHEeN OHW HaMMUcaHbl B MUHOpe,
Adagio nATOM coHaTWHbI NpefcTaBnAeT coboM KpaTKUI, HO Bblpa3n-
TesNbHbIN PeYUTATUB CKPUMKM C aKKOPAOBLIM aKKOMMNaHEMEHTOM); noce
HMUX KOHTPACT MOTOPHO-TaHLEBasbHbIX GPMHANOB BOCMPUHMMAETCA 0CO-
6eHHO ApKo. Karabln LMK HafdeneH ocobbiMK YepTaMm, KoTopble pac-
KpblBalOTCA B NepBol YacTu (Tak, Adagio nepBoi COHaTUHbI NpUBeKaeT

neeBy4yecTblo Menoammn, Dolce BTopo — ranaHTHOM TaHLEBasIbHOCThLIO,
Andante TpeTbel oTAM4YaeT NPUXOTINBLIA PUTMUYECKUN PUCYHOK, U3ALLL-
Hoe Affettuoso NnpeanocnefHen COHaTUHLI HAMOMUHAET 06 UTaNbAHCKOM
neHuu). TpexyacTHanA WecTaA coHaTuUHa Hambonee MHOMBMAOYANbHA: 3a
3HepruyHbIiM Vivace cnenyet Cantabile — ee BooxHoBeHHasa Menoaua,
onfieTaeMas KpyrKeBoM 6AcoBOIro rofioca, 3BYYUT KaK Hanoba noku-
HyTOM BO3/06MEHHON; PUHANbHAA YacTb — MM3HepadocTHoe Presto
B pUTMe raBoTa.

CoHaTuHbl TenieMaHa 6binu 3anuncanbl Ha cTyaum «Oupmbl Menogua» B
1971 rogy, Korga BCKOMbIXHYBLUMINCA B EBpome MHTepec K TBOpYeCTBY
KOMMO3MUTOpa 3aTPOHY/T M COBETCKOE My3blKasibHOe NPOCTPaHCTBO. HU-
uMaTvBa 3anuMcu nNpuHagnerkana AHgpeilo BonKOHCKOMY — opraHucTy,
KNaBeCUHUCTY U KOMMO3MUTOPY, CO34aTesno aHCaMbnA CTapuHHOM My-
3blkM «Magpuran», MOTOMKY 3HaMeHUTOr0 KHAXecKoro poga, npeg-
cTaBuTenn KoToporo BepHynucb B CCCP nocne smurpauun. Yy4eHuk
. CtonApckoro, A. AMnonbckoro u L. OncTpaxa, naypeaTt MexayHa-
POOHbIX KOHKYpcoB MMeHWU M. JToHr n XK. Tnbo B Mapurke (1955) n nmeHun
MN.N. YankoecKkoro B Mockee (1962), 3ayapa pay npuHagnerkan K seay-
LWMM CKpMUMayaM CBOEro MOKOJIEHUA; ero 0OLUMPHLIN penepTyap BKO-
Yan B cebA Npom3BeOeHNA COBPEMEHHbLIX aBTOPOB M CTapblXx MacTepos.
OTMe4aeMaA KPUTUKAMU «NOJIHOKPOBHAA, CUAIOUAA, HCU3HEepadoCmHas
uepa» aptmucta («My3blKkanbHaA *KK3Hb»), ypaBHOBelLLeHHaA 6naropof-
HOWM COEPHAHHOCTLIO NCMOSIHEHUA, pacKpbIiBaeT Ny4yllMe KadvecTBa 3TOM
MY3bIKW, COXpaHuMBLLEN cBoe ovapoBaHue 1 300 neT cnycTA.

bopuc Mykoceli
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“Lully fame has won, Corelli may be praised, but Telemann alone above all
praise is raised”, proclaimed Johann Mattheson, one of the most compe-
tent musical theorist of the first half of the 18th century.

In his lifetime, Telemann’s fame went far beyond the borders of the Ger-
man lands — his music was performed in Paris, London, Amsterdam,
Krakow, Madrid, and St. Petersburg. Fate gave him 86 years of life, most
of which were filled with intense composing, performing and organizing
activities. He composed more than three thousand works in all genres
that were relevant in his era — operas, oratorios, passions, masses,
cantatas, motets, concertos, sonatas, suites for various instrumental
line-ups, fugues, pieces for harpsichord and organ, songs, and instruc-
tive and pedagogical works. Telemann directed orchestras, opera hous-
es, music of church services. He mastered the organ and harpsichord
perfectly and also played the violin, viola da gamba, flute, oboe, trom-
bone, and zither. He was actively involved in publishing his own works
and known for poetry publications in German, French, and Latin. For the
first time in Germany, he founded a music magazine and contributed to
the opening of a public concert hall.

The latest of the researchers called Telemann “Bach’s happy rival”. In-
deed, his contemporaries put him much higher than the Leipzig cantor
(who received this position only after Telemann refused it). However,
there was no question of real rivalry — Telemann was a friend of Bach
and the godfather of his son Carl Philipp Emanuel. A century later, influ-
enced by the newly discovered Bach masterpieces, Telemann was de-

clared an epigone, and his music was labeled as superficial and insig-
nificant. It seemed that it was doomed to eternal oblivion until the values
were reappraised in the second half of the 20th century: on the eve of the
200th anniversary of the composer’s death, his surviving works attract-
ed the attention of performers and the public. The Telemann Society was
founded in his native Magdeburg. Today, without resorting to useless
comparisons, we can objectively assess the versatility of Georg Philipp
Telemann’s talent, his composing mastery, incredible productivity and
energy. His personality absorbed the best qualities of the moral code of
a Protestant burgher and a man of the age of Enlightenment.

Several generations of Telemann’s ancestors were university-educated
priests. Like Bach, he was self-taught — after Telemann turned 12, he
had no teachers in music and received the basis of his extensive knowl-
edge in theory and composition and practical skills of performance on
his own. His early abilities met with opposition from his mother who did
not want to see his eldest son as a professional musician. Nevertheless,
Telemann’s first composing experiments date back to his gymnasium
years. At the age of 12, he wrote his first opera; at 19, after becoming a
law student at the Leipzig University, he finally decided to devote him-
self to music. Telemann conducted performances of the opera compa-
ny, wrote music for the Church of St. Thomas, organized the Collegium
Musicum, a society of the university students, with which he regularly
performed. After serving in Sorau (now Zary) in Poland and Eisenach, he
settled in Frankfurt am Main for ten years. Telemann lived and worked in
Hamburg for the last forty-five years of his life.

>
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Published in 1718, the 6 Sonatinas for violin and harpsichord were
most likely composed in the early years of his stay in Frankfurt, along
with numerous other instrumental cycles. The sonatinas are an ex-
ample of the Telemann’s characteristic “mixed” style, which blends the
features of the German school with the Italian and French traditions of
instrumental music. A master of polyphonic writing, Telemann strove
for accessibility, not wanting to overload the performer with excessive
virtuosity and test the patience of his listeners with intricate combina-
tions. “Music ... should not be torture, occult knowledge, something like
black magic..” he wrote.

With the exception of the last one, all the sonatinas have a four-move-
ment structure with a contrasting alternation of tempos. They start with
slow movements in the spirit of a cantilena followed by fast motion. The
most profound are the third movements of the sonatinas at very slow
tempos (in the first, fourth and last they are written in minor, the Ada-
gio of the fifth sonatina is a short but expressive recitative of the violin
with a chord accompaniment); after them, the contrast of motive dance
finales is perceived especially vividly. Each cycle is endowed with spe-
cial features that are revealed in the first movement (for example, the
Adagio of the first sonatina attracts with its songful melody, the Dolce of
the second with a gallant dance nature, the Andante of the third is dis-
tinguished by a whimsical rhythmic pattern, and the graceful Affettuoso
of the penultimate sonatina reminds of Italian singing). The three-move-
ment sixth sonatina is most peculiar: the energetic Vivace is followed
by Cantabile — braided with the lace of the bass voice, its inspirational

melody sounds like an abandoned lover's complaint. The final move-
ment is a cheerful Presto to the rhythm of the gavotte.

The Telemann sonatinas were recorded at the Firma Melodiya studio in
1971, when the interest in the composer’s legacy, which had stirred up in
Europe, also affected the Soviet musical space. The recording was ini-
tiated by Andrei Volkonsky, an organist, harpsichordist, and composer,
the founder of the early music ensemble Madrigal, and a descendant of
the famous princely family, whose representatives returned to the USSR
after living abroad.

Eduard Grach, a student of Pyotr Stolyarsky, Abram Yampolsky and Da-
vid Qistrakh, and prize-winner of the Marguerite Long-Jacques Thibaud
and Tchaikovsky International Competitions in Paris (1955) and Moscow
(1962), respectively, was one of the leading violinists of his generation.
His extensive repertoire included works by contemporary composers
and old masters. The artist’s critically acclaimed “full-blooded, radiant,
cheerful playing” (Musical Life magazine), balanced by the noble restraint
of performance, reveals the best qualities of the music that retains its
charm 300 years later.

Boris Mukosey

>

MEAOAUSI



po>

MEAOAUS

JAMNC 1971 TOLA.

3BYKOPEHICCEP — 3[1BAP[ LAXHA3APAH

PEMACTEPUHI" — ENIEHA BAPBIK/HA

PYKOBOJWTE/N MPOEKTA: AHLIPEI KPUYEBCKMI,

KAPWUHA ABPAMEAH

BbIMYCKAILLII PEAKTOP — HATANbA CTOPYAK

[IU3AVH — UTbIAP KPIOKOB

MEPEBOL — HKONAI KY3HELIOB

UM®POBOE W3 [JAHVE: IMUATPUA MACNIAKOB, POMAH TOMTIAHKIH
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