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MEAOAUA




CKPAIBUH - OOPTENUAHHDIE MPOW3BEJEHUA

SCRIABIN - PIANO WORKS

ANEKCAHIP CKPABUH
24 Npentogum, coy. 11
I T 1 ] OSSN 0.47
2 L NMAMUHOP ..ottt ss s et bbb saes st bbb nnen 213
3 3. COMD MBMKOP oottt et 1.05
b B MAMUIHOP ...ttt s s st 212
0. PBMAMKOP .ottt ettt 1.49
B 0. CHMUMHOP c..ooeeeceeeteeeeeeee et bbb s s s ss s s saes s s seessnsans 0.47
T T TIA MBHKOP oottt bttt sss et ss s snsans 0.96
8 B DATIMES MUHOP ..ottt ss s 1.41
D 0. MU MDD covoreee ettt sttt 1.3
100 10, BO-FME3 MUHOP w..ovvvvveverreeseeesesssssssesssessssssssssssesssssssssss st sssssssssssnssssssssnsssnssssssanns 1.08
TT 11 CF MBIKOP oottt ees st enesesess st ssss et esss e 1.32
12 12, COMB-LME3 MUHOP......ocveeeescerssesssesssesssssssssss s sssss s s ss st s s sssnssssssnsssnsssnes 1.34
13 13, CONMB-BEMOMD MBKOP w.oooveverrcreceieesiessees st s sssss bbbt sss s ssssssssssssssassssanes 1.42
1h 14, MU-BEMOMD MUHOP .....vovveeevrcreeeeeet et siss bbbt s s basssans 1.06
15 15, PE-BEMOIb MAHKOP .....cvvvveeeesctesreseiest et bbb st ss s san 2.12
16 16. CH-BEMOMD MUHOP «..oocveeeeretcveeeeeet st ssss s bbb s sassnans 1.42
17 17, JIA-BEMOMD MAMKOP -..covvverreereeereeeseessseeesseeessessssesssesssssesssssesssssssssessssssssssssssssssnes 0.38
18 18, 8 MUHOP.....o.cveeetteete ettt bbb st bassnaens 1.03
19 19, MU-BEMOTID MBHKOP. ....vvverreerreereeeseeeseeessesesssesss st sessssessssse st ssssesssssssssesssssnssnnes 1.22
200 20, [0 MUHOP ...ccvevveeetee ettt ss b ss bbb st m
21 21, CH=-BEMOIID MAHKOP «..eevveerreerereeeeeseesssesssseess s s sssesssssssssssss st sssssssssnssssessens 1.58
22 22, COMB MUHOP «.ccceoveeereeeeeeseeesee s st s ss st st eess s ss st ss st e enseas 1.33
23 23 D8 MBIKOP-eerreerreerseeeseeeesseesssee et st s ss sttt sttt 0.37
2h 2h. P8 MIHOP w.ccoooeerneeeeeee et esee st ss sttt ss st 0.57

25 BaHTA3MA CU MUHOP, COM. 28 .........ooeececectee ettt 10.40
Conara gna poptenuano N° 4 ®a-gue3 Maop, coy. 30
20 1 ANGANTE.......coooeeeeeeee ettt ettt sttt 3.26
27 2. PrestisSimo VLA ...........c..evvereereereceeseeseeeseet st sesees s sssesssssess st enssnsenns 5.26
[lBe noamsl, coy. 32
28 1. DA-[ME3 MBMKOP ..ovvvvevcveereeretesteee st st ssse bbb s bbb 413
29 2. P MAMKOP ...oucvereeeetee et b st bbb bbb bbb 1.37
30 Conata ana doprennano N8 9, cou. 68 ..........coooooiee e 9.13
31 NMo3Ma <K MAAMEHIN, COU. T2.......eoeeeeeeeeeeeeeeee ettt e et s e e nn s 5.30
Mlatb npenogwuii, coy. 74
32 1. Douloureux, ABCRITANT ...t eeees mm
33 II. Tres lent, contemplatif .............ooeeeoeeeeeeeeeeeeeeeeeeee ettt sneees 1.34
34 111 AUEGrO drammatiCo.........vvveuuveeerreeessreeeeseesesessseeessesssssesssssssssss s sssessssenns 0.45
35 IV. Lent, vague, iNBCIS.............eeeeeeeeeeeeeeeeeeeeseeeeeesees e sseses s ssse s s ssses s sssneses 1.34
30 V. Fier, DBLIGUEUX ....e.eeeeeeeeeeeee ettt ettt 0.57
06wee Bpems: 79.40

bopuc Netpywanckuii, gopmenuaro

3anuce caenaua B Ayautopuyme «J1s Copdutta» [lenaptaMenTa MCKYCCTB, MY3bIKN U 3PENULLHBIX

uckyccte YHusepcuteta bonoubu B 2018 rogy.
Janucb, cBeaeHue, MactepuHr — Pobepto MaccyTu
MoHTax — AHToH [lpeccnep

MEAOAUNS



CKPAIBUH - OOPTENUAHHDIE MPOW3BEJEHUA

SCRIABIN - PIANO WORKS

ALEXANDER SCRIABIN
24 Preludes, Op. 11
L 11 SOOI 0.47
N 11111 OO 2.13
B T 1] OO 1.05
O 11111 OO O TP PRTTR 2.12
T TN 11 OSSO 1.49
6 B BMINOE oottt ettt 0.47
L A 11T OO 0.56
8 B F ShAIP MINOT w..oooeeeee ettt 1.41
A N 11T OO 1.3
10 10, CSharp MINOT .....oovveeveceeec sttt 1.08
TT L B MAJOT ettt s st s st s s ss s st sa s 132
12 12, G ShAMP MINOT oottt 1.34
13 13, 6 flat MAJOT ..ottt ssaenees 1.42
T4 1h, EFLA MINOT ..ottt sesssenees 1.06
15 15, DAlAt MEJOT <.ooeoeeeeeecce ettt saens 2.12
16 16. B LAt MINOT .......oooeeereeetete et 1.42
17 17, AFLAE MAJOT ..ottt 0.38
T8 18, FIMINOT <..coocteeee ettt bbb bbb s bbb 1.03
19 19 Eflat MAJOT ...coooeeeoeeeeeeee et sb s e s et 1.22
200 20, CMINOE oottt bbbt bbbt m
21 21 BAlAt MAJOT oottt anseas 1.58
22 22 G MINOE ..ooocveeeee ettt et s s s s s s s ss st et 1.33
23 23, FMBJOT oottt s st ss sttt 0.37
24 28 D MINOT <.oeoeeeeee ettt ettt bbb s e s st et 0.57

25 Fantasie in Bminor, 0. 28 ...t 10.40
Piano Sonata No. 4 in F sharp major, 0p. 30
20 1 ANGANTE ...o.voeeeeee ettt sttt sttt 3.26
27 2. PrestisSimo VLA ..............ocvveevvereereereeseseeeseeeeestees st esssssssssssssses st snssnsenns 5.26
2 Poemes, Op. 32
28 1 F ShaMD MAJOr w.ooeeeeeeee ettt s nenes 413
29 2 D MAJOE oottt ettt sttt 1.37
30 Piano Sonata No. 9, 0. 68 ...ttt 9.13
31 Poéme Vers la Flamme, 0p. T2 ... 5.30
5 Preludes, Op. 74
32 1. Douloureux, dECRIMANT ...ttt 1
33 II. Tres lent, comtemplatif ............oooeeoeeeeeeeeee et 1.34
34 111 AUEGrO drammatiCo ............ceveeerrreeeereeeseseesses st essesssssessssssssss s sssesssssnns 0.45
35 IV. Lent, vague, iNBCIS ...........cveeeeeeeeeeeeee st sseess e ssse s s ssses s sssnesns 1.34
30 V. Fier, DBLIGUEUX «..eeoeeeeeeeeeeeee ettt ettt 0.57
Total time: 79.40

Boris Petrushansky, piano

Recorded at Auditorium La Soffitta DAMS Universita di Bologna in 2018.
Recording, mix and mastering — Roberto Passuti
Editing — Anton Dressler
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BOPUC METPYLUAHCKUH
BORIS PETRUSHANSKY

bopuc MeTpywaHcKuii — BbIAAIOWMIACA TMAHUCT-MHTEPNIPETATOP, CHUCKABLUMIA MUPOBYH apTUCTUYECKYHD
W3BECTHOCTb, ABNAETCA OJAHOBPEMEHHO MacTepoM GOPMUPOBAHMA NPOrpaMM, Yalle BCEro 3KCMOHUPYHLLIMX
CTUAM 1 3N0XM NOA KaKUM-NMBO 06bEAUHAIOLMM 3HaKOM. B npepcTaBneHHOM [UCKE TaKUM 3HaKOM ABNA-
eTCA ¥Kenanne B noJ6opKe CKPABMHCKMX OMYCOB NOKas3aTb LENbHOCT GOPTENMAHHOr0 CTMNA KOMMO3UTOpa
¥ OJHOBPEMEHHO — YCTPEMIIEHHOCTb K OTKPBITUID HOBBIX GOPM 3BYKOBOr0 CO3MAaHUA. BOT YTo NMWET OH caM
0 (popMMpOBaHNM NporpaMMsl aucka: «0mmoskHynca A, KoHeyHo, om onyca 11, nomom nocmeneHHo 8bI3pesano
codepycarue JucKa ¢ mpeMs KpynHeIMU gopMamu, mo ecme ¢ deyma coHomamu, @axwmasuel u bosee ckpoM-
HoiMu no obvemy npoussederuamu (IToaml). Saxnioyerue ducka onycoM 74 donycHo, no udee, “BeIMOAKHYMb”
8 HeussedaHHoe Bydyujee dyxosHoe codepacumoe 8cezo cKpAbUHCKo2o maopyeckozo nymu. Bede nocnednss fpe-
Mo0UA U 30KAGHYUBAeMCA MPUMOHOM — 37108eLyuM, udywyuM u om [Jesamol coHambl, Ha3bI8aeMol uHo20a “4ép-
Hoil Meccod”, u om noamel “K nnamenu” unmepsanom, HassisaemeiM “diabolus in musica”, He cynAWUM HuYe20
ONMUMUCMUYHO20, HO CMABALLe20 HepaspelwuMsle, ‘npoKnamele” sonpocsl. Tak dBuUNCEHUe 0m NPUAMUA MUPA 8O
8ceM e20 dpamMamuy4ecKoM, Nod4ac mpazuyeckoM pasHoobpasuu, Ho BCe-MakKu NO3UMUBHOM, HACMO BOCMOPHCEH-
HOM, NOSIHBIM NO/IeMa, 0CAenUMesbHO20 Caema, 3pomu3Ma, NPUXodum (4epe3 MpaK U NaMA) K GHHUUNAYUU KaK
K cnocoby npopeIBa 8 HoBble NPOCMPAHCMBA Hcu3HU Mupa. B cywHocmu, amo udes “Mucmepuu’.

No6asuM, 4o Mbl BofIbHbI 0TMe4aTh 150-neTue co AHA popaennsa Ckpabuna u B 2021 — 25 pekabpa (no
cTapoMy cTunt), u B 2022 — 6 AHBapA (N0 CTMAID HOBOMY), HO OJHOBPEMEHHO BCMOMHMM, YTO WJeA AMCKa
BO3HMKNA KaK flaHb NaMATH bancTaTenbHoro ucnonHexus 11-ro onyca oTuoM nuaxucta — Beesonopgom Me-
TPyLaHCcKuM (06 3ToM cBupeTenscTeoBan J1.H. HayMoB, 3HaMeHuTbIA npodgeccop MoCKOBCKOI KOHCEPBATOPHH,
yuntens bopuca lletpywaHckoro).

[uck bopuca NeTpywanckoro oTKpbiBaoT 24 npentoguu, coy. 11 — eBa Nn He caMoe U3BECTHOE COYM-
Hexne CKpabuHa, noobewaswero u3gatento M. [, benaesy co3natb B rogbl 1894—1896 48 npentoguit ana
dopTenunano. Komnosutopy 22 rona, v oH 06pawiaeTca K MaHpy, ewwe He NpUHATOMY PYCCKOA TBOPUECKOIA
My30it. OH noJ BneyaTneHneM rennanbHoro onbita Wonewa, Ho ewse bonee nof BnevaTneHueM cobCTBEHHOrO
TEHNANbHOr0 OWYLEHNA CBOEH MHTOHALMOHHOCTH, COBCTBEHHBIX MHTEHLWA B CO3AaHNM 3BYKOBLIX Nonei,
BeOMbIX NuwWb eMy ogHoMy. Onyc 11 crpynnupoBan NonaoBMHY COYMHEHHBIX B YKa3aHHbIe rofbl nbec. Cloga
BOWM 1 Be paHHuX nbeckl (18881889 rogos — N2 4 u N2 6), opraHu4Ho oTBEYalLLIME CTUIMCTUKE Nbec,

COYMHEHHbIX No3[Hee B MockBe U B X0fle apTUCTUYECKUX CTPaHCTBHMIA B ropofax Esponbl. 3107 u gpyrue
LUMKNbI Npentofinii HasbiBann «JHeBHUKaMU» CKpabuHa. Pa3Hble JHM — pasHble 3MOLNOHANbHBIE aKLEHTBI,
nopot — nonApHble. Ho 66110 B 310/ LUMKNMYHOCTM NOPa3UTENIbHOE MHAMBUAYANbHO-HOBOE EAUHCTBO, HEKas
CyMMa 3HaKOB, CTaBLUMX CKBO3HLIMW ONPESENUTENAMM CTUNIA KOMNO3UTOPA, 3BONIOLMA KOTOPOr0 HarNAfHo
npeAcTaBneHa B nporpamMe [leTpylaHCKoro U co CTOPOHbI U3MEHEHMIA, B TOM YMCTIE, «NPOPbIBHOT0» CBOM-
CTBA, Y CO CTOPOHbI LIeSIbHOCTH YEPe3 COXpaHeHUe BaKHELLero.

[lep3HOBEHHOCTb CKPABUHCKOR My3bl 371ECh HE MEHEE 0YEBMUIHA, YEM B NO3[HUX OMycax, Mo CYTH OTKpbIBa-
lownx 3ByKoBble nepcnekTuBel XX BeKa. 3nech eMHUuHOCTb CKpAAbMHA He B NPUPOSe rapMOHMIA (OHW NOSHOCTbI0
B POMaHTWYECKOM PYyCIIE), HO B YCTPOEHUM 3BYKOBO0 NPOCTPAHCTBA, B PUTMO-(haKTypHbIX pelenusx. Ero Menoc
[1p06HO-MOTMBHbIIA, CNIOBHO «FOBOPALLMiA», BOCNPUHUMABTCA KaK HeYTo Hap3eMHoe. OH He KacaeTcs 3eMAM, OH
BO3HECEH OYKBaNbHO «BO3[YLWHOM» PUTMO-BUOPaLMeR GaKTYpHBIX BOSH, OH NApUT, UMUTALMOHHO OTpaXanch
OTAENbHBIMI MOTUBAaMM B HECYLLEM PUTMONPOCTPAHCTBE. [luaHucTy yaanoch nepefatsb 310 ¢ NpeaenbHoi Mepoil
focToBepHocTH. W 3TOT CKPABMHCKMIA NPUHLMN, KOTOPbIA MOXHO YCNIOBHO Ha3BaTb «MPOCTPAHCTBEHHON roMo-
doHueit», onpefenseT TeMbpo-poHNYECKYID MHOrOCNOMHOCTL 3BY4aHMUA, NEPEfaHHYD BUPTYO3HO U KPacouHO.
MeaneHHble npentoany (MrpaeMble HapouMTO MeAIEHHO) MOHOCEMAHTUYHI, NOHBI MHTPOBEPTHOTO CO3EPLIAHMA.
Ho Tam, rae BnacTBytT n3nobneHHas nateTka v pUTMO-NOPLIB, MOPOK MMEHHO Haf3eMHaA BO3HECEHHOCTb
0Co6blit TMN pUTMOBMOPALMKM POXKAAIOT 3GGEKT HOBU3HI, NOAKPENNEHHBIA YYECHBIM YMEHNEM KOMNO3NTOpA
C037aTb AMHAaMUYECKN BEKTOPHBIA XOf Ha Manoil NpoOTAMEHHOCTH GopMbl. MeauTauma v nateTHyeckui
MopLIB — NOMIOCHI, MeX Y KOTOPLIMU Pa3MeCTUIACh TMPUYECKNEe CTPaHULbI, Yepeda KoTopbix obpasyer
yBIIeKaTe/bHeMLMiA 3BYKOBOI CIOKET, BUPTYO3HO BONMOLWEHHbIA bopucoM eTpywaHckum.

lanee nnaxuct npepnaraet cnegosaxue no xpoHonoruu. OanTasus, coy. 28, counHenHan CKpAbMHBIM
B 1900-M, nofxBaTbiBaeT BCE TOT e NPUHLMN NPOCTPAHCTBEHHOTO OTPAKEHNA CNOBHO «HAA3eMHBIX» Na-
TETMYECKMX BO3rNacoB BEPXHEro nnacta. HUMHUA NnacT UMeHHO OTPaKaeT UMNYNbChbl BEPXHER NUHUM.
laTeTuka 3geck, Kak U B NpeNAMAX, YepeayeTca C TUPUKONA, HO Ye B NpeJenax pa3BepHyToi GopMbl.
BosbyxnaeHue — ycnokoexue, HoBoe BO36YKEHUE — 3aTUXaHWe, KYNbMUHUPYIOLLEe BO3OYXAeHue — BOT
Kayenu 3MoLUnoHanbHbIX cocToAHM A DaHTa3nK, rae NaTeTMYECKaA Peyb — rNaBHbIA 3HaK U B TUXOM, U B Ky/lb-
MWHMpYIOWEM 3BYYaHuy. [lae NupUKa MOKeT bbiTb Ha3BaHa 3[1eCb «NaTETUYECKON NUPUKOI».
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BOPUC METPYLUAHCKUH
BORIS PETRUSHANSKY

Conata N2 4, cou. 30, o6Hapy:kuBaet pedopmatopckuii B3rnag CKpsAbMHa Ha COHATHYI LMKNMYHOCTD. Co-
HaTa [1ByX4aCTHa, U B Hell BCE Te e NONChl: TMPUKO-CO3epLaTeNbHaA UEA Hayana poKaaeT npouecc, Ko-
TOPbIit MOXET ObITb YCNOBHO Ha3BaH 3KCNPECCUBHOI MeauTaumeld. M 3geck neTyyan npuNogHATOCTb NMPUKK
04eBU[HA: MOTUBbI-CNOBA ONMPAIOTCA Ha 3KCNPECCUBHbIE PUTMO-MepLaHuA $akTypHOro npocTpaHcTsa. Bro-
pas 4yacTb — HEpBHBIiA NOPbIB, U306MNMe YUCTO CKPABMHCKUX PUTMO-B3NETOB M PUTMO-MUMNYNLCOB, Beryuimnx
CKBO3b BCE 3BYKOBOE NMPOCTPAHCTBO.

Cnenytownii onyc — 32. [1Be noambl. CaM aHp noaMbl fnA GopTenMaHo B pycCKoi My3bike fo Ckpa-
6una He 3adukcupoBaH. CUMPoHNyecKan NoIma, yalle — nporpaMMHas, ot JlucTa npoTAHynach Yepes BCio
uctopuio cumdoHn3ma. Ho poptenuanHas nosMa — HOBOBBEABHME, NONYYMBLLEE NPOrPaAMMHOE NPOAOIIKE-
Hue y CkpabuHa. lepsas u3 4BYX B coy. 32 — 04Ha M3 caMbix nonynApHbIx nbec CKpAbuUHa, yynecHas nupu-
yeckan MepuTauma. Bropaa npubnukaertca K 0bpasy KonokonbHocTH. CHOBa coyeTaHue NUpUKM (nepeas)
W naTeTuky (BTOpas, HANONHEHHaA B3NETAKLWNMMU MOTUBAMM NATETUYECKOT 0 HANPAKEHUA).

Mexay cou. 32 v coy. 68 — nyTb CKpAGMHCKNX cTUNeBbIX MeTaMopo3. CoHata N2 9 (cou. 68) — oguH 13 uto-
roB 3sonoyvi. CoxpaHeHHoe B NaMATY ee NepBOE ONpe/ieNieHUe KaK «4epHoi Meccbl», ObITb MOMET, runepTpo-
(upoBaHo, 0[iHAKO TParuyeckasn CyLHoCTb 06pa3oB  CyMpayHOCTb KONOPUTA 3[eCh 04eBUAHbI. IT0 U3Nto6aeH-
HaA CKpABMHBIM HeLMKNNYecKas MoHodopMa — coBCTBEHHO coHaTHaA GopMa, He NpeTeHyIoWan ABHO Aaxe Ha
CKPBITYH0 LIMKANYHOCTb. 3HAMEHUTBIE TEPLIMU U CEKCTbI Ha4ana, 0CNOXHEHHbIE XPOMATUKOIA, — NeHTTEMa, CBOETO
pona pedpeH, ¥ OTKpbIBAIOWMHA, M 3aMbIKatoww i popMy. CHOBa MeMTaTMBHOE «CO3epLanue Bry6by». [lanee Bce
Ta e «peyb» — MOTUBHbIE BO3rNackl, 06pa3ytLuMe MENOJUYECKYH TMHUIO, BO3HECEHHYIO «HaJ» C NOMOLLbI0
pUTMO-BUOPaLMiA 3BYKOBOr 0 NPOCTPAHCTBA, Fie BNACTBYHT TPENET U HEPBHOE ApoKaHue. B penpuse npoucxoaut
NoCTENEHHOE HAKOMMEHNE HEPBHO-PUTMUYECKONA HEPTUM, LOCTUTAOLIEE MOLLHOR KYNbMUHALMM C BHE3ANHBIM
W TparuyecknM 06pbIBOM 3KCNpPeccUi K 3aMblkanuio GopMbl. lpeuyBcTBUe 6E3bICXOAHOCTH.

OTHoLeHMe COBPEMEHHUKOB K My3bike CKpAbMHa BoObLLE M NOCNEHEro Nepuofia TBOPYECTBA 0CO6EHHD
6bin0 pasHbiM. Ewe B rofbl 06y4eHMA oH He HALeN KOHTaKTa ¢ NpodeccopoM ApeHCKMM, 3aT0 HaLeN NoJHOe
noHMMaHue ¢ npopeccopoM TaHeeBbiM. Ho 370 6bIN0 NpU3HAHMEM YYMTENEM TEHNANBHOCTY YueHuKa. pu-
3HaHuMe apoBaHNA — eLle He NpU3HaHUe TBOPYECTBA BO BCeM ero obbeme. 0Tel aBTOpa HACTOALLMX CTPOK,
komnosutop B.MN. 3agepaukuii B HOCTH cTan ceuaetenem BcTpeun TaneeBa U Ckpabuxa nocne Bo3Bpa-

wenua nocneaxero B 1910 rogy u3 gonroi 3apybekHoit noesnku. OH pacckasan: «Omkpeis dseps, TaHees
nepeeiM desioM 3aKMoYUN 8 06bAMUA nepecmynuguiezo Yepe3 nopoz CKpAGUHA u cKa3an npuMepHo cedyio-
wee: “boe moll! Kak s pad, ymo mel, Hakoxey, doma, Ymo A suxcy meba! Ho s donxcen mebe cpasy ckasame,
4Ymo meoA NocnedHAA My3elKa HUKyda He 2odumca”. CKpABUH, He BbIHOCUBWUL KaKo-nubo Kpumuku 8 ceol
adpec, npodonxcan ucmoyams oboxcanue u 4ymo He naakan om padocmu. Cmaso NOHAMHO, Ymo MeXcdy 3muMu
YHUKAMbHbIMU JI006MU CYL{eCMBYI0m YHUKAbHbIe 0MHOWeHUS. TaHees, BUJUMO, He M02 docmuyb JcenaHHol
NosHOMs! UCKPeHHoCcmU 8 daseHelieM 0bWeHuY Co cB0UM 3HAMEHUMbIM y4eHUKOM U 0py2oM be3 cHAmusA Ka-
Kux-nubo HedozosopexHocmel, u CKpABUH 3M0 NPEKPACHO NOHUMA».

Cneayrowui 3a [leBaToit coHaton onyc 72 — noaMa «K nnamexu». U 310 yKe cBOEro pofa «ANUpEKTUB-
Hoex» BxopaeHue B XX BeK. CKpABMHCKUI nMNepaTUB — B OTKNIOYEHNM TOHANBHOCTH U KaKoro-nubo yyactus
dYHKUMOHaNbHOW rapMoHUKM NPUBLIYHOTO TMNa. [lep3kan Mbicib pedopMaTopa NPUBOANT €ro K HoBoMy dop-
M006pa30BaHuto, B LEHTPE KOTOPOrO TO, YTO Mbl CETOfHA Ha3biBaeM PUTMO-COHOPHbLIM (akTopoM. Hassanue
Npon3BefeHUA ONpeaenseT ero pTMo-Nynbe 1 3ByKo-LBeT. Co3Byune (KaK MHAMBMAYaNbHbIA COHOp), N0 06pa3y
KOTOPOro ByayT CTPOMTLCA OCTaNbHbIE, @ TaKMKe PUTMO-QUrypa, 3aneyatnesLuas ycTonuMBLIE NapaMeTpbl puT-
M0-BMOpaLMM LUENOro 3BYKOBOrO NPOCTPAHCTBA, — 3T0 NOMMTOHNKASbHAA NPUPOAA HOBOFO MBILUJIEHMSA, KOTO-
POMY CYM[IEHO MHTEHCUBHO Pa3BUTbCA B TBOPYECTBE MHOIUX, B TOM YUCNE, TEX, KTO COXPAHUAICA B 3HAYEHUMN
duryp, oNpeaenmBLLNX KOHTYP XYAOMECTBEHHOM 3MOXM.

Benvatot nporpammy MaTb npentoauii, cou. 74, counnenHbix B 1914 rogy. 310 camble MUCTUYECKU-MPaYHbIE
cTpaHuubl TBopyecTBa Ckpabuna. llpefyyBcTBMe CMEPTH W 0YEBUAHOE NpefOLIyLeHUe TParuyeckoro cnoma
3noxanbHoro Macwraba. llpodeTnyeckuii fyx ckpAbuHCKoA Mbicin BoobLue MPOHM3bLIBAET BCe, CO3[aBaeMoe
WM B nocneiHee aecATuneTue xusnu. Ho B npenioguax, coy. 74, cTpeMnenne [OHECTH TparMyecKoe npeBecTme
[0CTMraeT anoren. 370 My3blka MpaKa, NeyasbHbIX NOHUKHOBEHUHA U KaK Obl PEMUHNCLIEHTHOR KOHBYNbCUBHON
NOPbIBUCTOCTA. 37€Cb BCE BHETOHANbHO, BCE B CTOPOHE OT NPEACTABNEHNIA KNAaCCUUECKON rapMOHIK, NOMHbIA
YXOf OT NPUBbLIYHOI NAaTETUKM, 3[ECh HET OTTEHKOB PafiocTy ObITUA M MMPUYECKOil 3KeTaTuuHOCTH. 0T nepBbix
npentoaui u3 coy. 11 3gech MUWb NPUHLNN «HAB3EMHOCTU», U3YMUTENbHOA CKPABMHCKOI BO3AYLIHOCTY U pUT-
MU4eCcKoii MepuaTenbHocTi. Ho Bce 3T0 NPOHM3aHO MUCTUYECKOI 3CXaTONOMMYHOCTbI0, NPOPOYECTBOM KOHLA.

B. B. 3adepaykuii
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BOPUC METPYLUAHCKUH
BORIS PETRUSHANSKY

Boris Petrushansky is an outstanding pianist and interpreter who has won worldwide artistic fame and,
at the same time, a remarkable maker of programs that most often exhibit styles and eras under a certain
unifying sign. For this CD that features a selection of Scriabin opuses, this sign is the desire to show the
integrity of the composer’s piano style and, at the same time, the aspiration to discover new forms of sound
creation. Here is what he writes about the formation of this program: “/ departed from Opus 11 of course.
Then the content of the CD gradually matured with three large forms, that are two sonatas, the Fantasie,
and some more modest pieces (the Poems). Opus 74 in the conclusion should, in theory, push the spiritual
content of Scriabin’s creative path in its entirety into the unknown future. After all, the last Prelude ends with
a tritone, an ominous one coming both from the Ninth Sonata, sometimes referred to as the black mass, and
the poem Vers la flamme: an interval they call ‘diabolus in musica’ as it doesn’t promise anything optimistic
but poses unsolvable, ‘damned’ questions. This is how things evolve from accepting the world in all of its
dramatic, sometimes tragic yet positive diversity, often perceived rapturously, full of flight, dazzling light,
eroticism all the way (through darkness and flame) to annihilation as a means to break through into new
spaces of the life of the world. In essence, this is the idea of the Mysterium”.

We should add that we are free to celebrate the 150th anniversary of Scriabin’s birth both in 2021, on
December 25 (in the Julian calendar), and 2022, on January 6 (in the Gregorian calendar), but at the same
time, | remember that the idea of this release appeared as a tribute to the brilliant performance of Opus 11 by
the pianist’s father, Vsevolod Petrushansky (Lev Naumov, the famous Professor of the Moscow Conservatory
and teacher of Boris Petrushansky, testified to the fact).

Boris Petrushansky’s CD opens with 24 Preludes, Op. 11, arguably the most famous of Scriabin’s works.
The composer promised his publisher, Mitrofan Belyaev, to create forty-eight piano preludes between 1894
and 1896. The composer is 22 years old and turns to a genre that has not been accepted by the Russian artis-
tic muse. He is impressed by Chopin’s genius, but even more so by his own ingenious sense of intonation, his
own intentions in creating sound fields known to no one but him. Opus 11 grouped half of the pieces he wrote
in those years. It includes two early pieces (No. 4 and No. 6 of 1888 and 1889) that organically correspond
to the style of the pieces written later in Moscow and during his artistic travels in European cities. This and
other cycles of preludes were referred to as Scriabin’s ‘diaries. Different days, different emotional accents,

sometimes polar ones. But there was some amazing, individually new unity in that cyclicality, a certain
sum of signs that became the cross-cutting determinants of the composer’s style, the evolution of which is
clearly represented in Petrushansky's program both from the side of changes, including that ‘breakthrough’
property, and the side of integrity through the preservation of the most important.

The audacity of Scriabin’s muse is no less obvious here than in the later opuses, which in fact open up
the sonic perspectives of the twentieth century. Here, Scriabin’s singularity is not in the nature of harmonies
(they are completely in the romantic channel), but in the arrangement of sound space, in the rhythmic and
textural solutions. Its fractional and motive melos, as if a speaking one, is perceived as something super-
mundane. It does not touch the ground, it is literally elevated by the airy rhythmic vibration of the textured
waves, it soars, imitatingly reflected by individual motifs in the carrying rhythm space. The pianist manages
to convey it with the utmost degree of credibility. And this Scriabin principle, which can be conditionally
called ‘spatial homophony’, determines the timbre phonic multi-layered sound conveyed masterly and col-
orfully. The slow preludes (played deliberately slowly) are monosemantic, full of introverted contemplation.
But where the beloved emotionality and rhythmic impulse dominate, it is the elevated ascension and a
special type of rhythm vibration that give rise to the effect of novelty supported by the composer’s miracu-
lous ability to create a dynamically vectorial motion on a short span of the form. Meditation and a dramatic
impulse, between which lyrical pages are accommodated, the sequence of which forms a fascinating sound
plot masterfully realized by Boris Petrushansky.

Then the pianist proposes to follow the chronology. Composed by Scriabin in 1900, Fantasie, Op. 28, picks
up the same principle of spatial reflection of the seemingly ‘elevated’ dramatic exclamations of the upper
stratum. The lower one namely reflects the impulses of the upper line. As in the preludes, emotionality here
alternates with lyricism, but already within an expanded form. Excitement — tranquility, new excitement —
fading, culminating excitement — the swinging emotional states of the Fantasie where emotional speech is
the main sign in both quiet and culminating sound. Even the lyricism here is emotionally charged.

Sonata No. 4, Op. 30, reveals Scriabin’s reformatory view of sonata cyclicity. The sonata has two move-
ments and the same poles: the lyrical and contemplative idea of the beginning gives rise to a process that
can be conventionally called expressive meditation. And here the volatile elevation of the lyricism is obvious:
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the word motifs rest upon the expressive rhythmic flickering of the textured space. The second movement
is a nervous impulse, an abundance of purely Scriabin rhythmic ups and rhythmic impulses running through
the entire sound space.

The next opus is 32. 2 Poémes. The genre of piano poem was absent in Russian music before Scriabin.
Symphonic poems, more often program ones, stretched from Liszt through the entire history of symphonism.
But the genre of piano poem was an innovation that received a program continuation with Scriabin. The first
of the two in Op. 32 is one of Scriabin’s most popular pieces, a wonderful lyrical meditation. The second
approaches the image of bell-ringing. Again, a combination of lyricism (first) and pathetics (second, filled
with soaring motifs of dramatic tension).

Between Op. 32 and Op. 68 lies the path of the Scriabin stylistic metamorphoses. Sonata No. 9 (Op. 68)
is one of the outcomes of evolution. Preserved in memory, its first definition as a ‘black mass’ may be
exaggerated, but the tragic essence of the images and the gloom of color are obvious here. This is Scriabin’s
favorite non-cyclic monoform — the sonata form itself, which clearly does not even pretend to be latently
cyclical. The famous thirds and sixths of the beginning, complicated by chromaticity, make up a leittheme,
a kind of refrain, both opening and closing the form. And that meditative ‘contemplation deep down’ again.
Further, the same sort of ‘speech’ — motivic exclamations that form a melodic line ‘elevated’ with the help
of rhythmic vibrations of the sound space where trepidation and nervous trembling dominate. In the reprise,
nervous rhythmic energy accumulates, reaching a powerful culmination with a sudden and tragic break in
expression toward the closure of the form. A premonition of hopelessness.

The attitude of contemporaries to Scriabin’s music in general and his late works in particular was es-
pecially varied. When Scriabin was a student, he did not have a real connection with Professor Arensky but
found complete understanding in Professor Taneyev. But that was the teacher’s recognition of the student’s
genius. Recognition of talent is not yet recognition of someone’s works in their entirety. When the composer
Vsevolod Zaderatsky, the father of the author of these lines, was young, he witnessed the meeting hetween
Taneyev and Scriabin after the latter returned in 1910 from a long trip abroad. This is what he told me:
“Having opened the door, Taneyev, first of all, embraced Scriabin who had crossed the threshold and said
something like this: “My God! I'm so glad you are finally at home, I'm glad | can see you! But | have to tell

you right away that your latest music is good for nothing”. Scriabin, who could not stand any criticism about
his music, continued to exude adoration and almost cried with joy. It was clear that there was a unique
relationship between those unique peaple. Apparently, Taneyev could not be fully sincere in his further
communication with his famous student and friend without removing any misunderstandings, and Scriabin
understood that perfectly”.

Opus 72 that followed the Ninth Sonata is the poem Vers la flmme (Toward the Flame). It is already a
kind of ‘directive’ entry into the twentieth century. Scriabin’s imperative is to turn off the tonality and any
participation of the functional harmony of the usual type. The reformer’s bold thought leads him to a new
form-making with what we call today the rhythmic sonor factor in the center. The title of the piece deter-
mines its rhythmic pulse and sound color. The consonance (as an individual sonor), the image of which is
used to build the rest, as well as the rhythmic figure that captures the stable parameters of the rhythmic
vibration of the whole sound space, is the polytonical nature of new thinking, which is destined to develop
intensively in the works of many, including those who gained the significance as figures who determined the
contour of the artistic era.

Composed in 1914, Five Preludes, Op. 74, crown the program. These are the most mystically dark pages
of Scriabin’s music. A premonition of death and an obvious presentiment of a tragic breakdown of an ep-
och-making scale. In general, the prophetic spirit of Scriabin’s thought permeates everything he creates in
the last decade of his life. But in the Preludes, Op. 74, the urge to convey the tragic omen reaches its climax.
This is the music of darkness, despondency, and somewhat reminiscential convulsive impetuosity. Everything
here is beyond tonal, everything is aside from the ideas of classical harmony, a complete departure from the
usual pathetics, no shades of joy of being and lyrical ecstasy. All that is left from the first preludes of Op. 11
is the principle of ‘elevation,” amazing Scriabin airiness and rhythmic flickering. But all this is permeated
with mystical eschatological anxiety, a prophecy of the end.

V. V. Zaderatsky
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