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MEXXY PABEJIEM U TEPIIBUHOM
K ucropuu aByx menespoB, aBTOPbI KOTOPBIX YUMINCh OIPYT Y ApyTra

WMHunyatuBa 3anmcy ajibb6omMa, KOTOPbIi BbI JEPKUTE B pyKaxX, IPUHA/I-
JIEXXUT XYI0KeCTBEHHOMY PYKOBOIMTEJIO U rIIaBHOMY Oupuskepy Kpac-
HOSIPCKOTO aKaJieMMU4eckoro cuMcbOHMUECKOTO OpKecTpa Brmagumupy
Jlanpge. B 5KM3HM KOJUIEKTMBA C MPUXOAOM 3TOr0 HEOOBIUHOTO PYCCKO-
aMepMKAHCKOTO MasCTpPO, BOCIMTAHHMKA MeTepOyprckoii M amepu-
KaHCKOJ IIKOJI, 3HTY3MacTa He TOJbKO TPAAUIIMOHHOM KJIaCCUUECKOI,
HO ¥ COBPEMEHHOI MY3bIKM (O[HA M3 €ro mejeil — 3anmch 17-AuCKOBOI
QHTOJIOTMM TBOPYECTBA BbIAIOIIET0CSI COBETCKOTO KOMIIO3UTOpa Meunc-
naBa BaitHOepra), HACTYIMJ HOBBINM 3Tall. 3HAYMTEJBHO PaCIIMPUIICS
periepTyap, IMOSIBUJINCh HETPUBMAJIbHbIE KOHIEPTHbBIE LIMKJIbI «DKCTpe-
MaJsibHasl Kjaccuka», «<ApoMaTbl BeCHbI», «JlemoBasi cumMm@oHmsi», «Kymb-
TYPHbIE CTOJIUIBI MUPA».

Cpenu ripoekTOoB Biiagumupa v UK 3aMMCen BbIAAOIMNXCSI UHCTPYMEH-
TaJIbHbIX KOHLIEPTOB CO 3Be3IHBIMMU MCHOAHUTEASIMU. Tak BO3SHUKIIA M es
3ammcarb B KpacHosIpckoi KpaeBoit (puaapMOHMM KOHIEPTHI IJist Gop-
TENMaHo ¢ opkecTpoM PaBesisi u I'epiiBMHA CO 3HAMEHUTON MOCKOBCKOM
nuaHucTko ExarepuHoit Meuetunori. Kctatu, oy Hee, BBIMYCKHUILLI
LIMIII 1 MoCKOBCKO#1 KOHCEpBAaTOPUM, MMeEIOIIei 3a IJieuaMy TPUILIaTH-
JIETHIOIO 3Be3IHYIO Kapbepy, UT'paBIIeit ¢ BeAymuMu cuM(POHUIECKUMU
KOJUIEKTMBAMM CTPaHbl M MUPA, STOT aJiIbOOM — II€pPBBIii OIBIT COBMECT-
HOI 3aIIMCU C OPKECTPOM.

Ha camom pene MbICIb COeOMHUTH IOJ OXHOWM 00J0kKOM KoHuepT
®a wmaxop I'epmiBuHa U Cosb MaxkopHbiit (I[lepBbiii) KOHIEepPT PaBeins
CTOJIb )K€ eCTeCTBEHHA, CKOJIb M CBesKa — [0 KpaiiHel Mepe ApyTye ciaydyan
TaKOTO COeIVMHEHMSI aBTOPY 3TOI aHHOTALIMM He MPUXOIST HA MaMSTh.
N 3TO0 youBUTENBbHO: MPOM3BEIEHUSI HE MPOCTO COCENICTBYIOT BO Bpe-
MeHM — OHM CIJIETeHbI MeKIYy 0060V MHOTMMM HUTSIMU B3aMMHbBIX BJIM-
SIHUI, KOTOPbIE€ UCIBITHIBAIN UX aBTOPBI.

HecmoTpst Ha To, uTo I'epriBuH miazamie PaBesst Ha TTOKoJieHMe, 06a paBe-
JIEBCKMX KOHLIepTa, BKJItouasi Coib Ma>kOpHbIi, HAIMMCAHbI HE TOJBKO ITOCJIe
000MX TepIIBMHOBCKMX (EC/IM CUMTATh KOHILIEPTOM OJHOYACTHYIO «Parco-
IVI0 B TOHAX 6J1103»), HO 1 C yYeTOM MX OIbITa — Ha PaBesisi mpon3Beso 60/ib-
1I0€ BrievyaT/ieHye TBOPYECTBO X aBTOPA, C KOTOPBIM OH MMeJI BO3MOXXHOCTh
TMO3HAKOMUTBCS BO BpeMSI CBOMX aMepPUKAHCKUX racTposeii B 1928 roxy.

B 1O ke Bpemst cam I'epIIiBMH CYMTA CBOMMM YUUTETSIMIU UMEHHO €BPO-
MeICKMX KOMIIO3UTOPOB. V3BecTHAst MCTOpUSI — OH, HaBeCcTUB [lapmk,
naxe mpocun PaBensi 06 ypokax KOMIIO3UTOPCKOTO MacTepcTBa. Ha uto
CTapIINit KoJlJIera OTBETUII: «3a4eM BaM ObITh BTOPOCOPTHBIM PaBenem,
€CJIM Bbl MOKETE CTaTh IIEPBOCOPTHBIM ['€pIIBMHOM».

Taxk mau nHave, B My3bike COJIb Ma>kOpPHOTO KOHIIEPTa, COUMHSBIIETOCs
B 1929-1931 romax npakTUUeCKM OOJHOBPEMEeHHO ¢ Pe Ma>kopHBIM, CILjIe-
JuCh pomHast mysi PaBens 6ackcKasi MHTOHALIMOHHOCTH (KOMIIO3UTOP
poOaMIICS Ha I0ro-3anage ®paHuum, pa3aelmBIiieM C UCITAHCKUM CeEBEpOM
uctopuyeckyio CtpanHy BackoB, ero maTh 6bla IpenCcTaBUTEIbHUIIENH
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3TOr0 Hapoja), TpaauIMOHHbIe MOTMBbBI (PaAHILY3CKOV MYy3bIKaJIbHOI
KJIAaCCUKU, TMKAHTHOCTb TAPMOHMYECKOTr0 A3bIKa MOPbI MUMIIPECCUOHU3MA
1 «bpocaroleecs B yuIm» BausiHue axxasa. Hy u, pasymeeTcs, 34eCh Halaa
pasBUTHE XapaKTepHasl, MHAMBUIYyaJIbHO-paBejeBCKass 00pa3HOCTb.
Ho eciu Pe Ma>kopHbBI KOHLIEPT (/14 JIeBOI PYyKM — 3aKa3 aBCTPUICKOTO
nuanucra Ilaynsg ButreniureiiHa, moTepsiBliero mnpasByi Ha Ilepsoii
MMPOBOJ BOIiHE) «B3sJI HA CeOSI» JIMHUIO POCKOIIHON MAaTEeTUKU C BUP-
TYO3HBIM YKJIOHOM, UIyIIeil OT GopTenuaHHbIX UUKIOB «OTpaskeHus»
un «Hounoii l'acriap», To Cosb Ma>kKOpHbIV CKOHIIEHTPUPOBAJ HEOKIACCU-
YyecKue yCTpeMJyIeH!s KOMIIO3UTOpa.

Tak, rmaBHasi TeMa NepPBOI YaCTH, CTAPTYIOILAS C 3aJOPHOTO Ly9Ta POSLIIS
" (e Thl MMKKOJIO, POACTBEHHA TaHIleBaJIbHBIM MOTHMBaM b6aseTta «Mos
MaTylIKa — I'yChIHS» 10 cKa3kam Ileppo My GbICTPbIM YaCTSIM CTUIN30-
BaHHOI mop skaHpbl XVIII Beka cionTsl «['pobHuIia Kynepena». Ilputom
McCcief0BaTeNM HaXOAST B Heli M KOHTYPbI HAPOJAHBIX HAUTPBILIEN — BO3-
MOKHO, 3TO JlaJieKoe 3X0 3aJlyMaHHOro elle B 1906 romy, HO Tak ¥ He HAaIlu-
CaHHOTO KOHIIepTa Ha 6acKcKye TeMbl... COCTosIIast U3 ABYX 3JIeMEeHTOB
1mo6oYHas criepBa Bpoje Obl coBepiaeT 6pOCOK B ropasao 6oee sKCcIpec-
CUBHBIN MHTOHALIMOHHBIN MUP GaMeHKo, HO haKTypa 3[eCh, B OT/INYME
OT «IaTeTu4yeckoro» Pasesisi, Ha yAMUBJIeHMe ITIPO3payHa — KakK, BIpOYeM,
" BO BceM KOHIlepTe. TeM KOJOpUTHee «BCIBIXMBAKT» HAa 3TOM (oOHe
COBepIIeHHO 6/11030Bble PeruIMKU-PUGGBI TYXOBbIX. A ITPOIOJKAETCS
9TOT pa3fies KaK uyJecHasl, yCTpeMJieHHasl BBbICh MeJIOAMSI-TIeCHSI, acCo-
uuupyoImascs (o KpaiiHeii Mepe y aBTopa 3TUX CTPOK) ¢ 06pa3om CKa-
30YHOI MPUHIIECCHI U3 OMePsI «IUTS 1 BOIIIE6CTBO.

[To-MoLIapTOBCKM KOMITaKTHas pa3paboTka (KOHIepT BOOOIIe OueHb
KOMITaKT€H) BMeCTe C TeM HachillleHa putMamyu XX CTOJIeTUS, MPO-
HOCSICb CJIOBHO COJIHEUHBIN Ieii3a’k 3a OKHaMM Il0e3fa-3KcIpecca.
A Bo3BpalieHue MoOOYHOI TeMbl B pernpuse 6Gjarogapsi HeGbIBaIOMY
MUaHUCTUYECKOMY TIpUeMY — MpeBpallleHUIo 8cell MeJoAMUY B CILJIONI-
HYIO TpeJib — JeJiaeT 3BYK pOSIIS Moao6ueM BUOPUPYIOIIETro ToJioca
3JIeKTPOHHOTO CMHTe3aTopa. Kak pas B Te rofpl repBbie TaKye MHCTPY-
MEHTBI CTaJIM MOSIBASITHCS, IIpMUBJIeKast BHMMaHue u PaBess, 06 ogHOM
M3 HUX — «BOJIHAX MapTeHO» — cKasaBmiero: «UTo 3a M3yMUTEbHBIN
3BYK! DTO npocTo haHTaCTUKA».

BTopyio yacTh KOHIIepTa caM KOMIIO3UTOP BO3BOAMJI K 60raToii Ha OpHa-
MEeHTUKY (paHIly3cKoit kjaBecuHHON Tpamuiuu XVII-XVIII Bekos,
HO B peaJIbHOCTM 3MOI[MOHA/IbHASI HACBIIIEHHOCTDb 3TOI «6€CKOHEUHOI
MeJIOAUM» BCTAeT BPOBEHD C CAMBIMMU TJTYyOOKMMMY U IPOHMKHOBEHHBIMU
BTOpbIMU vacTIMM y baxa (MranbsgHCKUil KOHLEpPT), beTxoBeHa (YeT-
BepThlit), lllonneHa (Bropoii). [lopasuTenbHO, YTO 3TOT NIPUXOTANBO BbIO-
WUICS MeJIOAMYeCKUI pyueli Ha CaMOM JieJie IPOoKJIaablBajl CBOE PYCJ/io
BOBCE He CXOY — KaK IIPU3HABAJICI KOMIIO3UTOP U3BECTHONM CKpUIIAaUKe
U MY3bIKAJbHON nucaTesbHulle 3ineH XypnaH-MopaHx, «s nucasa gBa
TaKTa, 3aTeM JIBa TaKTa, s TOTOB ObIJI HAIOPBAThC!»... BO3MOXKHO, 3TO
BHYTpEHHee yCUjue, 3Ta «IIPoXoAKa» KOMIIO3UTOPCKOM MBICIU CKB803b
CKaJly MHEePTHOM 3BYKOBOV MaTepuu M NpuUAAJU TeMe TO KOJOCCAJb-
HOe — IIPU BHENIHel HeCIEeIHOCTU — HalpsykKeHUe, YTO BhITIJIECHYJIOCh
B MOJIMTOHAJIbHOM KYJIbMUHALIMU, CBOEN NMCCOHAHTHOCTBIO BbIpaskato-
e mouTu pr3nuecKyo 60JIb.
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®uHam HEKOTOpble MY3BIKOBEIbl CUMTAIOT YacTbio Oojiee MacTep-
CKOJi, HekeJi BIOXHOBEHHOJ — KaTeropuuyecku C HUMM He corJia-
ceH. [la, B T71aBHOJ TeMe TPYIOHO BbIJIEJIUTH OTUETANBO 0GOpPMJIEHHbI
MOTUB-SIIPO — HO pasBe eCTh TAaKOBOI y IIyMa Mpa3gHUYHON YJIUIIbI,
KOTOPBIN Mapoil OecSITUNeTUI paHblle «IOACAyIIaJ» Ha Mac/JeHU4-
HbIX TynssHusSx CTpaBMHCKMIT B cBoeM Oasete «[leTpymika», a PaBesb,
110 MOEMY ONIYIIeHUI0, UAEeT 3/1eCh 32 CBOMM PYCCKUM IIPYTOM, HO HaChI-
IIaeT 3TOT «YJAMYHBI I'y/I» MHBIM HaIlOJTHEHMEM — MapliieM B cTapodpaH-
IIY3CKOM ayxe, paHdapHbIM KIMueM OYATO C IJIONIaAeli KapHaBaJIbHOIO
[Mapuska, M TYT ke — JUXUM POSIIbHBIM rajJiolioM B MaHepe amMepuKaH-
CKMX partaiimos. /la yske cama KpaTKOCTb 3TOJ 4aCTu, BbIAEJISIONIasICS
nayke Ha (pOHe JIAKOHMUYHOTO B I1€JI0M KOHIIEPTa, HO BMECTUBIIAS B ce0s1
CTOJIBKO COOBITUIT-00pa30B, BKIIOUAS HEOXMIAHHBIN, COBEpPIIEeHHO
KMHeMaTorpaduueckuit «B3jieT Kamepbl» B HOUHOe Heb0, OTKya KuIie-
HMe XU3HU, Tepssl IPOO6HOCTh, 06peTaeT MOIIb €JUHOTO CTUXUIIHOTO
MOTOKA, CJMBAIOIIEro BCe TeMbl B CyMaclieflieM KpyroBopoTe (Kak
B 3HAMEHUTOM OPKeCTPOBOM «Basnbce») — He IPU3HAKM JIM 3TO HACTOSI-
1IIero BAJOXHOBEeHMUSI TeHUs?

[Ipembepa CoJsib Ma>kOpHOTO KOHIlEpTa C GOJBIIMM YCIIEXOM IPOIIIa
14 auBaps 1932 roma B napmkckom 3ajie I'aBo. Conmuposasia Maprapura
Jlonr, opkectpom Jlamypé€ nupuxkuposan asrop. [IpaBga, npucyTcTBo-
BaBmMii Ha Tpembepe I[IpokodbeB He 6e3 SA3BUTENBHOCTU OTMETUI
«06emHOCTh (QOpPTENMaHHON TeXHUKMU», KOTOpas, BIPOUYEM, «HE CJIMII-
KOM 3aMeTHa B O0OIeii KOMOMHALMM», a B I€JIOM <«Belllb MHTepec-
Hasl, 3ByYMUT OTIMUYHO M cAejaHa ¢ Oyieckom». Takoit OT3bIB M3 YCT

KOMIIO3/TOpa COMOCTaBMMOTO MaciiTaba, HO COBepIIeHHO MHBIX 3CTe-
TUYECKUX YCTPeMJIEHUI pPaBHOCUJIEH MAaHETrMPUKY. 3aTeM INMaHUCTKa
¥ KOMIIO3UTOP OTHPABUJIUCH B €BPOIENCKOe TYPHE, TOXe MpollesIiee
TpuymdbanbHo. BriocsneacTsunu KoHliepT Bolien B perepTyap 60JbIINH-
CTBa BeAyIIMX NMAaHUCTOB — TakK, OH 3anucaH JleoHapgom bepHcTaritHOM
(OmHOBpPEMEHHO U KaK OUPUXepoM Toxe), ApTrypo benenertu MukenaH-
I>xkenu, Maprtoit Aprepux, JKanom-®ununnom Kosnapom, Kanom-Meom
Tubome, Kpuctuanom LlummepmaHom, IneH ['pumo... V3 gupuskepos
napTuType otgany nausb [Ibep Bynes, Knayano A66amo, Jlopux Maasesb,
Mlapas OroTya, UBan Oumep, Muxans [1neTHEB U gpyTrue MasCcTpo.

Konuept Tl'epuiBuHa BO3BpaljaeT HaC KaK MMHUMYM Ha TOJAECSTU-
netus Hasap. [locime TpuymdanbHoro ycriexa «Pamcoauu B TOHax
6J1103», BIIEpBbIe ChITpaHHOI B (eBpasie 1924 roma aBTOPOM UM OpKe-
crpoMm [lona VaiiTmeHa, 3a3BydyajiM pasroBOpPbl O POXIEHUM CaMoO-
OBITHOI aMepUKaHCKOJ BeTBU kaHpa (HOpTEeNMMaHHOTO KOHIlepTa. ITO
VCIIOJIHEHME yCJIbIaa aupuxep Banbprep laMmpoln — Hemel, ClejaB-
muii B AMepuKke OOJIBIIYI0O Kapbepy: B YaCTHOCTM, OH M3BECTEeH Kak
MHUIIMATOP CTPOUTeNbCTBAa KapHeru-xosjjaa M IpuUIJallieHMsT Ha ero
otkpbiTHe IleTpa Mnbnya YaliiKOBCKOIO, a TakKyKe KakK IEepBbIii UCIOJI-
HUTeNb (BMecTe ¢ aBTOpoMm) TpeTrbero kKoHuepra Cepres BacuiabeBuua
PaxmaHuHOBa. YesloBeK, CTOJNIb YYTKMUI HA HOBOE U YyCIELIHOe, He MOT
He YBUJEThb B replIBMHOBCKOM HauMHAHUU I'POMAHOM MepCreKTUBDI —
Y IpeIJIOKUJI KOMIIO3UTOPY CJAeNYIOLWMIA 1ar: BCjies 3a 0O4HOYaCTHO
dbaHTa3nitHO PopMoii 0OCBOUTH 6OJIee CJIOKHBIN, KIAaCCUUECKUIT Tpex-
YacTHBIN UUKI. [TapTuTypa — Ha ceii pa3 yxe MOJHOCTbIO HallMCaHHA
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caMMM KOMITO3MTOPOM, a He COCTaBJIeHHasl, Kak ObII0 B «Pamcommm»,
MOMOIIIHMKOM-OpKeCTpaTopomM (nmuaHUCTOM opkectpa Ilosa Vaiur-
meHa ®epau I'pode), — B OCHOBHOM CO3peJia B TeUeHMe UI0JIsSI—CeHTAOPS
1925 roma 1 K HOSI6pIo OGbIIa TOTOBA.

O ToM, HackosbkO ['eplIBMH OKa3aJjicsi oJapeH MMeHHO Kak cumdo-
HUCT, CBUAETETbCTBYET HE TOJIBKO 00I1ast KpaCOYHOCTH U MTPUTOM abco-
JIOTHAsl TADMOHMYHOCTb aHCAMOJISI «OPKeCTP-POsiib», HO Jaske Takasi
IeTasb: B 3By4aHUMU SIBHO CJIBIIIUTCS TeMOpP cakKCO(OHOB, KOTOpbIE TaK
€CTeCTBEHHO BCTPETUTh B aMepPUKAHCKONM IOIYJSIPHOM MY3bIKe TOi
3MO0XM, O HAKO... cakcodoHOB 37ech HeT! CoCcTaB opkecTpa COBEPIIEHHO
TpagMUIMOHHBII, IPOCTO KOMIIO3UTOP TaK YMeJIO UCHOAb3yeT GakTypy
M PercTphbl, YTO Mbl OYKBaJIbHO CJIBIIINM 3POTUUYHYIO CakCODOHOBYIO
TOMHOCTb B XOpe TpeX KJIapHeTOB, COIPOBOXAAKIINX TaMHCTBEHHOE
M MaHsllee TIeHe 3aCypAMHEHHO TPyOsl (TOXe 3Byuallleil MoYTH Kak
cakco(dOH-COIPaHO) B INTABHOV TeMe BTOPOJi YaCTH.

Ho riaBHO€, KOMITO3UTOPY, 10 TOT'O «3aTOUEHHOMY» Ha COBEPILIEHHO IPY-
ro¥ TUI MBIIIJIEHUS — MTEeCHIO ¥ HOMep B MIO3MKJIe C X JAKOHMUHBIMU
KOHTYpPaMM — yIajaoCh, He M3MEHSISI 3TOW MPUPOAe CBOEro My3bIKaJib-
HOT'O SI3bIKa, CPACTUTh MMOC/IeJ0BATETbHOCTb M3 MHOKECTBA «BHYTpPEH-
HYMX HOMEPOB» B eIMHYI0 GOopMYy HIMPOKOTo AbixaHus. Hampumep, Bcero
13 IBYX MHTOHAIMOHHbBIX 3JIEMEHTOB BCTYIIJIEHMS IIepBOJ 4aCTU — CUH-
KOTIMPOBAHHOTO Mapiiia MeIHbIX MO, TPOM JIUTABP U POCCHITIU TyHKTUP-
HBIX MOTMBOB JIePEBSIHHBIX JYXOBbIX — «BBITSIHY Th» Y [NTABHYIO POSIbHY 10
TeMY, YbM CMHKOIIBI KCIIPECCUMBHBI, KaK MepBoe, pOOKO-HACTONYMBOE

Npu3HaHMe B JI06BU, M ee Becejo-IIPUTAHIIOBbIBalolIee Mpeobpake-
HUe, U ee JKe IIeCeHHO-IMPUYeCKMIi U3BO, (B MIO3UKJ/IAaX TaKye SMMU30/IbI
O0OBIYHO MMOCBSILAIOT MX IPEKPACHBIM F€pOUHSIM), i HEOKUTAHHO SIBJIS-
IOIIMIICSI 00pa3 KOBOOJCKOI CKAUKM.

Bropass 4YacTb KOHTpPAacTUPYeT C SKCIEHTPUUYHO-UCKPSAIIENCS Tiep-
BO/I He TOJbKO CBO€Iil «HOYHONM» 3arajoyHOCTbI0 (TOT CaMbIil
MIPU3bIBHO-TOMHBI HOKTIOPH TPYOBI, TPUTBOPSIOIIENCS caKCODOHOM),
HO Y IOUTY MTOJTHBIM OTKa30M OT CMHKOTI C UX BHYTPEHHEN pUTMUUECKOMN
B3PBIBUATOCTHIO. [lylIa TYT caM03ab6BEHHO OTAbIXAeT, UTOOBI CTOJIb K€
6eCXUTPOCTHO OTHATHCSI TAHIIEBAJbHOMY KPYKEHUIO B 3MU30MIE, UbS
TeMKa C IIOBTOPS I MMUCS HOTAMU — CJIOBHO UT'PUBBIN «CTYK B OKOLIKO»
TOCTS «M3 COCeqHero JoMuKa» (3To peMuHUCHeHLIMs U3 «Pancogum» —
TaM OHA CJYXUT OJHUM U3 3JIeMeHTOB IJIaBHOI TeMbl), U COBCEM BOC-
MapuTh B MIO3UKJIBHOM MO AYXY pacneBe JUPUUIECKO KyJIbMUHAIIUNA.

3aTo BCe 3TO — M CKauKa, ¥ CMHKOIIbI, I CTYK KOB6OSI B OKOIIKO K JIIOOK-
MOJi, ¥ MeJIOAMYECKMi pasauB — cobupaeTcs B (puHajae, UTOXKAIIEM
TeMaTu3M KOHIepTa. Jlaske ecjau B MPembIAyIIMX 4YacTIX (0COOeHHO
B II€pPBOIf) BAM UTO-TO ¥ MOIJIO IT0Ka3aThCsI CKJIEEHHBIM HEMHOI'O Hau-
BHO MJIM COUMHEHHBIM OU€Hb YK C OIVISIIKOI Ha IMacca>ky M CeKBEeHIUMU
JIucta nn60 PaxMaHMHOBA — TO IPKOCTh ¥ €CTECTBEHHOCTH (PMHAIBHOIO
CUSIHUS TEM BCE OIpaBIbIBaET.

IIpembepa mpomia 3 gekabpst 1925 roma B Kapneru-xosie. Hbio-
MopkckuM  cMMQpOHMYECKMM OpPKeCTpOM AupMKuposan Jampo,
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CoIMpoBaJl, Kak u B «Pamcomun», aBTop. Ho ycrnex, Toxke 60/1bI10#, ObLI,
OIHAKO, He CTOJIb OOHO3HAauHbIM. MpoHucT [IpokodbeB M TyT Hallesa
TTOBOJI /1S YKOJIA, HA3BaB OITYC «AMJIETAHTCKMM», a BITOCJIeCTBUM J00a-
BUB, UTO TepBasi YaCThb — JIUIIb «PSO TPUIALATUIABYXTAKTOBBIX II€CEHY.
Iamporil, pazymeeTcs, BbICKa3aj MHOe MHeHMe: «Pa3iuHble KOMITO3U-
TOPBI XOAMJIM BOKPYT [Ka3a, KaK KOIIKa BOKPYT TapejKy Ccyna, OKuaas,
IIOKa OH OCTBIHET, YTOOBI OHM CMOIJIM HACJaXXIaTbCsl MM, He OOKuras
SI3BIKU, IO CMX IIOP MPUBBIKILIME JIUIIIb K TEIJIBIM KUIKOCTSIM, IUCTUIU-
POBAaHHBIM MOBapaMy KJIacCUM4yeCcKoil WKomabl. Jlegu Ikas ... IpoTaHLe-
BaJia CBOV MYTb 10 BCEMY MUDPY ... HO, HECMOTPS Ha BCe ee MMy TelleCTBUS
U CTPEMUTEBHYIO MOMYJISIPHOCTD, HE BCTPETHIIa PbIapsi, KOTOPbIN MOA-
HSIJT ObI ee 10 IPUHSITUS B yBaskaeMble MY3bIKaJTbHbIE KPYTU. J[SKOPIIK
l'epmiBMH, mOX0OXe, COBEPUIMI ITO YYHO... CMeJIO OfeBas CBOK UPe3BbI-
YallHO HEe3aBUCUMMYI0 ¥ COBPEMEHHYIO0 MOJIOAYIO JieAu B KJIaCCUUYeCKU
KOHLIePTHBIN Hapsifd... OH — IPUHI,, KOTOPbIM B35 30JYIIKY 3a PYKY
M OTKPBITO MPOBO3IJIACUJI €€ TIPUHIECCOI nepes U3yMJIeHHbBIM MUPOM,
6e3 COMHeHMSs, K SIDOCTHU ee cecTep».

Vke mouTtu cTo JieT KoHuepT 3ByuMT C UIApPMOHMYECKUX 3CTpaf,
MMpa, XOTS ¥ He TaK 4acTo, Kak «Parcoaus B ToHax 6i1103». [lepByio
3anuch caenanu nuaHuct Poit bapru m Ilon YaiiTmMeH cO CBOMM OpKe-
cTpom B 1928 rony. 3aTeM KOHIEPT HEOOHOKPATHO 3amnuchiBaiacs Ocka-
poM JleBaHTOM (IIMAaHUCTOM U ApPyrom l'epuiBuMHA), B TOM UYUCJe IIO[,
IUprkepckum ynpasieHueMm Aptypo TockanumHKU. Cpenu Mmocjienyro-
IMX MHTepIpeTaTopoB — nuaHucThl H0mkuu JIuct, XXau-lB Tubone,
[utep Sd6s0HCKM, JIazaps Bepman, CBsTociaB Puxrtep, dneH I'pumo.

W3 nupuxkepos Ha3oBeM BaniaBa HoiimaHa, I0gxmuua Opmanau, AHOpe
ITpeBMHa (TaKske COMMpPOBaABIIEro Kak nmmanuct), Kpucroda dimenbaxa,
Marikna Tuncona-Tomaca, Pukkapgo llaiin, Jleonapaa CnaTtkmuHa, Bna-
oumMupa AmnikeHasu, l'enHaaus PoxkgectBeHcKkoro. Takyke coXxpaHMaIach
3aMMUCh TpeThei YacTu, ChiIrpaHHOi caMum ['epliIBMHOM B pajauorepe-
nmaue kaHaysa NBC 1931 roza.

Ucrnonnenne o60omx KoHIepToB ExarepmHoit Meuetmnoit u KpacHo-
SIPCKMM OPKEeCTPOM Mo, ymnpaBieHuem Bmamumupa JlaHze OOCTOWHO
MPOI0JIKAeT GOJBIIYIO UCIIOMHUTEIBCKYIO TPaAUIINIO, BBIIESISICh TOU-
HOCTBIO Mepefauu MapTUTYPbl, MAaCTEPCKUM COYETaHMEM aKajeMuue-
CKOTO COBEpIIEHCTBA M CBOOGOABI CYIIeCTBOBAHMSI B 0Opa3HbIX MMUpax,
cospaHHbIX Mopucom Pasesiem u JIxxopaskem ['epiiBMHOM.

Cepeeli bupiokos

ExaTtepuHa MeueTuHa pojauiach B MoCKBe B CeMbe MY3bIKaHTOB.
Hauvasa 3aHMMAaThCSI MY3BIKOJ C UeThIpexJieTHero Bo3pacra. O6yuanach
B lleHTpa/bHOM MY3BbIKAJbHON IIKOJIe TP MOCKOBCKOI KOHCEpPBATO-
puu (knacc Tamapsl Kosocc) 1 MOCKOBCKOM roCygapCTBEHHOM KOHCep-
Batopuu umenu I1. M. YarikoBckoro (kjaacc Biragmmupa OBUMHHMKOBA),
3aTeM MpPOAOJIXKMIa O06pa3oBaHMe B acCUCTEHType-cTaxupoBke MI'K
(xknmacc nipodeccopa Ceprest [JlopeHCKOT0). B rospl yuebbl 6bly1a CTUIIEH-
nuatoMm ¢oHmoB Banagumupa CnuBakoBa u McTuciaBa PocTpomnoBuua,
o mpuraameHuio mnociaeaHero B 2004 romy mpoxoanuia CTaXUPOBKY
B [lapuke. JlaypeaT ceMu MeXIYHApPOOHBIX KOHKYPCOB MUAHUCTOB,
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cpenu KOTOPbIX KOHKYPC uMmeHu @eppyuuo byszonu B bonbuano (Ura-
nus) u BceMupHbBI KOHKYpC nuaHucToB B LiuanuuaHaru (CIHA, I ipe-
Mus u 30/10Task MeAanb).

BeicTynieHMs MMaHUCTKY NPOXOAST Ha BCEMUPHO M3BECTHBIX CLIEHAX,
cpeny KOTopbix 3as1 KoHceprrebay (AMcTepaam), Smaxa-xosn v Kasanbc-
xonn (Tokno), Teatp Enuceiickux Iloneit u 3an I'aso (ITapuk), bonbiion
3a1 MunaHckoil KoHcepBaTopuu u Aynuropuym (Munan), 3an Cecunnmn
Meijipenec (Puo-ge-XKaneiipo), 3an dnuc Tamnu (Hero-Mopk) u apyrue.
[InaHMcTKa TaKKe aKTUBHO KOHLepTUpyeT B MockBe u ropogax Poccun.

B o6mupHOM peneptyape EkarepuHbl MeueTuHOI 6oJiee msTUIE-
CSITU KOHILIEPTOB AJis1 GhopTenmMaHo ¢ OPKeCTPOM UM MHOXKECTBO COJIb-
HbIX nporpaMm. Cpenu OUPUKEPOB, C KOTOPbIMM OHA COTPYyAHMYAJIA,
MctucnaB PoctponoBuu, Bnagumup CnuBakos, Bnagumup ®@epocees,
Caynroc Conpenxkuc, IOpuit CumoHos, IlaBen Koran, Bnagumup IloHb-
KuH, IMmutpuii Jincc, Makcum Benrepos, Konctautun Op6ensH, Imu-
Tpuit CuTKoBenKuii, Anekcangp CiagkoBcKkuii, ['MHTapac PUHKSBUYIOC,
Anekcangp Cxynbckuii, ®émop I'mymenko, Jloypenc ®ocrep, Kpucrnaun
Bbagea, Bappu [lyrnac, ®a6muo MacTtpaHakeno, Mapust DKJIyH]I.

B kamepHOM aHcamb6iie BbicTynasa ¢ Pommonom IllenpuusiM, Bramu-
mupom CnuBakoBbIM, JIMuTpuemMm CUTKOBELIKMM, AjleKceeM YTKUHBIM,
Anekcangpom KHs3eBbiM, AnekcanapoM ['MHAuHBIM, Bopucom AHppu-
aHoBbIM, Jlanunnaom Koranom, I'padom Mypskoit M OpyrumMu M3BeCT-
HpIMu ucnonHutensmu. B 2007 rony Exatepuna MevetnHa ¢ Hukuroin

Examepuna MeuemuHa
Ekaterina Mechetina
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Bopucorne6ckum m CepreeM AHTOHOBBIM CO3[aaM TPUO, KOTOpOeE
aKTMBHO BBICTYIIAET ¥ MMeEeT OOUIMPHBIN perepTyap.

ApTuUCTKa NpMHMMAaJa ydyacTue B KPYITHBIX MeXIYHapoIHbIX decTu-
BaJISIX, Cpeayu KOTOpbiX «J/lekabpbckue Beuepa CBsiToc/iaBa PuxTtepa»,
«MockoBcKkas oceHb», Crescendo, pectuBaib My3bikyu PoayuoHa lllenpuna,
«Pycckast 3uma» u Benois de la danse B MockBe, «3Be3nbl Ha baii-
Kajie» B MpKkyTcke, pectuBanp B [lyopoBHuKe (XopBaTus), (pectuBasb
Consonances 1 dectuBanb B JInnne (Ppanius), Europalia B Benbrum.

AKTUBHO COTPYAHMYAET C COBpeMEHHBIMM KOMITO3UTOpamMu: PoguoHom
IllegpMHBIM (IOBEPUBLIINM €I MUPOBYIO ITpeMbepy IllecToro poprennan-
HOT'O KOHIlepTa), Anekceem PbIOHMKOBBIM, Tonnoxonom Ilaxumn, Kysb-
MO BOApOBBIM ¥ MHOTMMU IPYTUMMU.

C 2009 roga npenogaeT B MOCKOBCKOJ KoHCepBaTopuu (¢ 2020 — mOLIeHT),
¢ 2016 roma - B LeHTpanpHON My3biKaJbHON mKojge nipu MI'K. Exe-
TOJHO MPOBOAMUT MacTep-KJjacchl B JIeTHel TBopuecKoii mKkoge KOHECKO
«HoBbie umeHa» B Cyspane. UneH XIOPU POCCUNMCKUX U MEXKIYHAPO/I-
HBIX KOHKYPCOB, B TOM UMCJie TeJeBU3MOHHOTO KOHKYpCa IOHBIX MY3bI-
KaHTOB «ll[enKyHUMK», MeskxayHapoaHbIX ebduiickux Urp, KOHKYPCOB
B ActaHe u Ceyse. ABTOp nepefau «lHEBHUK MUAaHUCTKM» U «My3bIKaib-
Has a3byka c EkarepuHoit MeueTnHOV» Ha paauo «Opdeii».

3anucy NMMaHUCTKU BeINylieHbl dupmamu Fuga Libera (CONbHBIN OUCK
¢ npousBegeHussMu PaxmanunHoBa, 2005), «MiMnepusi My3bIKU» (IUCK

u3 npousBenenuit legpuua u Tonmmb6xona Illaxumu, 2008), «Memogusi»
(COnMpHBIN OUCK ¢ coumHeHUsIMu YarikoBckoro, Mycoprckoro u PaxmaHu-
HOBa, 2013). B 2019 roxy 3anmucasia u BeIITycTUIa B MOCKOBCKOM KOHCEP-
BaTOPUM aJIbOOM Tbec YaitKOBCKOTO «ABTOpPCKAs CIOMUTAa».

Exkarepnua MedeTnHa yqocToeHa MOJIOIeXXHOM npeMmuu « Tpuymdb», He3a-
Bucumoil mpemun «Ilapabona» ®oHma nMeHn AHIpest BosHeceHCKOro,
opneHa Exarepunsl Benukoii III cternenu ot HaiuiMoHaabHOTO KOMUTETa
061IecTBeHHBIX Harpan, IIpemun MUHMCTEPCTBA MHOCTPAHHBIX Je1 PO
n donma «Poccuiickue my3bpl — mupy», Ilpemun Ilpesugenta Poccun
IlJISI MOJIOAbIX AesTeseli KyabTypel. B 2011 roay Bomia B coctaB CoBeTta
10 KYJIbType U UCKYCCTBY Iipu [IpesunenTte Poccun.

C 2013 roga - mpesuaeHT MeXIyHapOoIHOTO MOJIOeKHOTO decTuBas
UCKYCCTB «3eyeHblii wym» (CypryT). HarpaxieHa moyeTHbIM 3HAaKOM
Pecniy6uku Caxa (AKyTus) «3a yKperuieHMe mMupa u Opyskosi» (2015).
B Hosi6pe 2017 roma crasa jgaypeaToM MeXIYHApOAHOTO KYJbTYPHOTO
dectuBansg «Pycckuit PumM» B HOMMHaUMM «3a MPOABUKEHME KYJIbTYPbI
B Mupe B ob6yiacTy My3biku». B 2016 romy ymocToeHa IOYETHOTO 3Ba-
HUS «3aCay>KEHHBII AesiTe/lb MY3bIKaJbHOI'O UCKYCCTBa», B 2018 rony —
«3acyy>keHHas apTucTka Poccum».

KpacHosipckuii akageMuuecKui cuM@OoHMYEeCKUIT OPKECTP SIBJISIETCS
6a30BbIM KOJUIEKTMBOM KpacHosIpcKoii KpaeBoii (umapmonun. I['nas-
HBII IMpUXXep M XyOOKeCTBEHHbBI PyKOBOAUTENb — Baagumup JlaHge.
OpkecTp BBICOKOTO €BPOIMENCKOro Kjaacca, o JOCTOMHCTBY OLleHEeHHBIN
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POCCUICKMMMU U 3apyOeKHbBIMM 3PUTENSIMU, KOJUIEKTUB IPUHMMAET
aKTMBHOE Yy4YacTue B MeXIYHapoOmHbIX decTuBansax: «TpaHccuobup-
ckuit Apt-®ectusaiib», «<HOoBble MMeHa — perunoHam Poccum», «Mexmy-
HaApOAHbBI MYy3bIKa/JIbHbIN (pecTuBaIb cTpaH A3MaTCKO-TUX0O0KeaHCKOTO
pernoHa», @ectuBanab IMUTpusi XBOpOCTOBCKOr0, eCTUBaNb UCKYCCTB
«Konokomna». OprecTp yzensieT 60/bllIoe BHMMaHMe MTPOCBETUTETbCKOM
" 006pa30BaTebHON JeSITeNbHOCTY, BOCTIMTAHUIO U COXPAHEHUIO KYIIb-
TYPHBIX U NOYXOBHBIX ILeHHOCTel. Kimaccuueckas mMy3bika OJisL JeTeil
3BYUYMT B KOHIIEPTaxX 0Opa30BaTeIbHOrO OPKECTPOBOTO aboOHEMeHTa
«My3bIKaibHas akageMusi». B 2009 rony cumMm@oHnYeCKMit OpKeCTP MOJy-
YMJI CTAaTyC 0CO00 IIEHHOro 06beKTa KyAbTypHOTO Hacyienust KpacHosip-
CKOTr'0 Kpasl.

Baagummup JlaHge — TJIaBHBIN OUPYVOKED U XYO0KECTBEHHBIN PYKOBO-
nutenb KpacHOSIpCKOTO akaJeMuyeckoro cMMGOHMYECKOTO OpKecTpa.
['maBHBIN npuraameHHblin gupukep CaHKT-IleTepOyprckoro axkagemu-
yeckoro cuMmdoHmudeckoro opkectpa (¢ 2008 mo 2015 roasr). My3bIKaib-
HbBI/ IUPEKTOp U OupuKkep opkectpa «CoamcTsl BammHIrTOHa», a Takxke
npuriameHHbin gupuxkep Opkectpa HauymoHaabHONM rajsepen UCKYCCTB
(BalIMHITOH), TAIABHBIN OUPUXKEDP U XYAOXKECTBEHHBIV PYKOBOLUTENb
cuMdonmueckoro opkectpa COSMIC.

Brnagumup Jlange ponmics B CaHKT-IleTepOypre B ceMbe ITOTOMCTBEH-
HBIX MY3bIKaHTOB. OKoHuUmMJ CaHKT-IleTepOyprcKym KOHCEpPBATOPHUIO
umenun Pumckoro-Kopcakosa 1o kiaccy ro6ost. B 19 nert, yyach Ha BTO-
pOM Kypce KOHCepBaTOpuM, Imobennn Ha BcepoccuilckoM KOHKypce

MY3bIKaHTOB-UCIIOJITHUTEJIE Ha AepPeBSIHHbIX NYXOBBIX MHCTPYMEHTax
¥ ObLI MMpUTJIAIlleH Ha paboTy B opkecTp JIeHMHIpaacKoii (puiapMOHUMN.
B 1989 rony nepeexan B CIIIA, rie Ha MPOTSI>KEHMY BOCbMM JIET 00y4Yascs
IVIPVKMPOBAHMIO Y 3HAMEHUTOro rmpodeccopa KoHcepBatopuu I[Inboan
I'ycraBa Maitepa. B TeueHue BoceMHaalaT jget paboran B baatumop-
CKOM ONEepHOM TeaTpe, a TakXe OUPUXUPOBAT TAaKUMMM OPKeCTpaMu,
Kak Ounapmonmdeckuit opkectp TeaTpo KosoHH (ApreHTrHa), Pumckuin
cumponmueckunit opkectp (Orchestra Sinfonica di Roma), BaaTumopckmit
cumponmueckunii oprectp (CIIA), JIMTOBCKMII HALIMOHAJBHBIN CUM@PO-
Huyeckuit opkectp (Jlmrea), Mouteppeit Cumboun (Mekcuka), Cumdo-
HU4Yeckuit opkectp ropona Tanca (CHIA), Heitnnsz ®dunapmonuk (CIIA),
®penepuk Cumdbonn (CIIA) m muorumu apyrumu. C 2009 roma Bra-
gumup JlaHge — My3bIKaJabHbIVi PYKOBOAUTENb U Oupuskep dhecTuBasis
COBPEMEHHO MY3bIKM B BalllMHITOHE.

MascTpo JIane paboTaj ¢ TaAKMMM U3BECTHBIMMU COJIMCTAMMU, KaK XUaapu
XaH, Onbra KepH, JImutpuii Koysos, Illaun Baur, [IéTp Jlayn, Makcum
MoruneBckuii, dnpaap He6onbcuH, TuanBa Sur, I'spu Jiyn, HOmkux
Yropckuit, Anekcaunp Kusses, Aunpeit 'aspuiios, Hukosaii Jlyranckuii,
HOeHuc Mariyes.
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BETWEEN RAVEL AND GERSHWIN

The story of two masterpieces, the composers of which learned from each
other

The recording of the album that you are holding in your hands was
initiated by Vladimir Lande, the Artistic Director and Chief Conductor of
the Siberian State Symphony Orchestra. The orchestra saw a new phase
in its history when this extraordinary Russian-American maestro, an
alumnus of the St. Petersburg and American schools, an enthusiast of not
only traditional classical but also contemporary music (one of his goals
is to record a 17-CD anthology of the works of the outstanding Soviet
composer Mieczystaw Weinberg), took over the helm. He significantly
expanded the repertoire and launched several non-trivial concert series,
such as Extreme Classics, Scents of Spring, Ice Symphony and Cultural
Capitals of the World.

Vladimir Lande’s projects include a series of recordings of outstanding
instrumental concertos with star performers. This is how he came up with
the idea of recording the piano concertos of Ravel and Gershwin with the
famous Moscow pianist Ekaterina Mechetina at the Krasnoyarsk Regional
Philharmonic Society. By the way, for her, a graduate of the Central Music
School and the Moscow Conservatory with a thirty-year stellar career
behind her and appearances with the leading symphonies of this country
and the world, this album is the first experience of joint recording with
the orchestra.

In fact, the idea of combining Gershwin’s F major concerto and Ravel’s
G major (No. 1) one under the same cover is as natural as it is fresh — at
least the author of these liner notes can’t recall any other cases of such
a combination. And this is surprising: the works not only coexist in time —
they are intertwined with many threads of mutual influences experienced
by the composers.

Despite the fact that Gershwin is a generation younger than Ravel, both of
the Ravel concertos, including the G major one, were not only written after
both of the Gershwin concertos (if we take the one-movement Rhapsody in
Blue for a concerto) but also taking into account their experience — Ravel
was greatly impressed by Gershwin’s music. They had the opportunity to
get to know each other during Ravel’s American tour of 1928.

At the same time, Gershwin believed that European composers were his
teachers. A well-known story: when he was in Paris, he even asked Ravel
for lessons in composing, and the senior fellow composer replied: “Why
should you be a second-rate Ravel when you can be a first-rate Gershwin?”

One way or another, the music of the G major concerto composed between
1929 and 1931, almost concurrently with the D major one, is a combination
of Ravel’s native Basque intonation (the composer was born in the south-
west of France, the region that shared the historical Basque Country with
the Spanish north; moreover, his mother was a Basque) with traditional
motifs of French classical music, the piquant harmonic language of the
time of impressionism, and the obvious influence of jazz. And, of course,



GERSHWIN, RAVEL

PIANO CONCERTOS

Ravel’s inimitable imagery is on the march here. But if the D major
concerto (for the left hand - it was commissioned by the Austrian pianist
Paul Wittgenstein who lost his right hand in WWI) ‘took over’ the line
of luxurious histrionics with a virtuosic bias, coming from the piano
suites Miroirs and Gaspard de la nuit, the G major one concentrated the
composer’s neoclassical aspirations.

So, the main theme of the first movement, which starts with a perky
duet of piano and piccolo flute, is akin to the dance motifs of the
ballet Ma meére I’Oye based on the tales of Charles Perrault or the fast
movements of the suite Le tombeau de Couperin stylized as the genres
of the 18 century. Moreover, researchers find some contours of folk
tunes in it — perhaps this is a distant echo of the concerto on Basque
themes conceived back in 1906 but never written. The secondary theme,
consisting of two elements, at first seems to make a throw into a much
more expressive intonational world of flamenco, but the texture here,
unlike the ‘pathétique’ Ravel, is surprisingly transparent - as it is the
case in the entire concerto, though. Such a background makes the
completely bluesy riff cues of the wind instruments even more colorful.
This section continues as a wonderful, aerial song melody associated
(at least for the author of these lines) with the image of the fairy-tale
princess from the opera L'enfant et les sortiléges.

At the same time, the Mozart-esque compact development (the concerto
is generally very compact) is saturated with rhythms of the 20" century,
sweeping like a sunny landscape outside the window of a fast train.

The return of the side theme in the reprise thanks to an unprecedented
pianistic technique - the transformation of the entire melody into
a continuous trill - makes the sound of the grand piano resemble the
vibrating voice of an electronic synthesizer. In those years, the first
instruments of the kind appeared, attracting the attention of Ravel. He
said about one of them, the ondes Martenot: “What an amazing sound! It’s
just fantastic”.

The composer raised the second movement of the concerto to the
ornamentally rich French harpsichord tradition of the 17* and 18®
centuries, but in reality, the emotional intensity of this ‘endless melody’
is on a par with the deepest and most heartfelt second movements of Bach
(Italian Concerto), Beethoven (No. 4), and Chopin (No. 2). Amazingly, this
whimsical winding melodic stream did not actually make its course out
of hand - as the composer admitted to the famous violinist and music
writer Héléne Jourdan-Morhange, “I was writing two bars, then two bars,
I was about to overstrain!” Perhaps, this inner effort, this ‘penetration’ of
the composer’s thought through the rock of inert sound matter gave the
theme that colossal - regardless of the outward slowness — tension that
burst out in the polytonal culmination, expressing almost physical pain
with its dissonance.

Some musicologists consider the finale to be skillful rather than inspired,
andIstrongly disagree with them. Yes, itis difficult to single out a distinctly
shaped core motif in the main theme, but does the noise of a festive street,
the kind that Stravinsky heard at the Maslenitsa festivities in his ballet



GERSHWIN, RAVEL

PIANO CONCERTOS

Petrushka a couple of decades earlier, have any core motif? In my opinion,
Ravel follows his Russian friend here, but saturates this ‘street rumble’
with different contents — a march in the old French spirit, a fanfare cry
as if comes from the squares of carnival Paris, and right there, a dashing
grand piano gallop in the vein of American ragtime. The very brevity of
this part, which stands out even against the background of the generally
laconic concerto but contains so many imagery events, including an
unexpected, completely cinematic ‘camera take-off’ into the night sky,
from where the boiling of life, losing its fragmentation, gains the power
of a single spontaneous stream that merges all the themes in a crazy
whirl (as in the famous orchestral Waltz). Aren’t these signs of the real
inspiration of a genius?

The Concerto in G Major was premiered with great success on January
14, 1932, at the Salle Gaveau in Paris. Marguerite Long played the solo
part, and the composer conducted the Orchestre Lamoureux. True,
Prokofiev, who was present at the premiere, scathingly noted the “poverty
of piano technique”, which, however, was “not that noticeable in the overall
combination”, but on the whole “the thing is interesting, sounds great, and is
made with brilliance”. Such a response from the composer of a comparable
scale but with completely different aesthetic aspirations is tantamount
to a panegyric. Afterward, the pianist and composer embarked on
a triumphant European tour. Subsequently, the Concerto entered the
repertoire of most of the prominent pianists. So, Leonard Bernstein (also
as a conductor), Arturo Benedetti Michelangeli, Martha Argerich, Jean-
Philippe Collard, Jean-Yves Thibaudet, Krystian Zimerman, and Héléne

Grimaud recorded it. The conductors Pierre Boulez, Claudio Abbado,
Lorin Maazel, Charles Dutoit, Ivan Fischer, Mikhail Pletnev, and others
paid tribute to the score.

The Gershwin Concerto takes us at least half a decade back. After the
triumphant success of the Rhapsody in Blue, first played in February 1924
by the composer and Paul Whiteman and His Orchestra, there was talk of
the birth of a distinctive American branch of the piano concerto genre. The
performance was witnessed by the conductor Walter Damrosch, a German
who made it big in America: in particular, he is known as the initiator of the
construction of Carnegie Hall and the one who invited Pyotr Tchaikovsky
to the opening ceremony, as well as the first performer (together with the
composer) of Sergei Rachmaninoff’s Concerto No. 3. Being a person so
sensitive to all things new and successful, Damrosch could not fail to see
in Gershwin’s undertaking a huge prospect and suggested the composer the
next step: the one-movement fantasia form should be followed by a more
complex, classical three-movement cycle. The score - this time already
entirely written by the composer, not compiled by an assistant orchestrator
(Ferde Grofé, a pianist with Paul Whiteman’s orchestra) as it was the case
with the Rhapsody — matured between July and September 1925 and was
ready by November.

The extent to which Gershwin proved to be gifted as a symphonist is
evidenced not only by the general brilliance and the absolute harmony
of the ensemble of the orchestra and grand piano but even by this detail:
the timbre of saxophones is clearly heard in the sound, which is so natural
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for American popular music of that era. However, the lineup, a completely
traditional one, has no saxes! The composer simply uses the texture and
registers so skillfully that we literally hear the erotic saxophone languor in
the chorus of three clarinets that accompany the mysterious and alluring
singing of the muted trumpet (also sounding almost like a soprano
saxophone) in the main theme of the second movement.

But the main thing is that the composer, who had previously been ‘rigged’
in favor of a completely different type of thinking — a song and a number
in a musical with their laconic contours,- managed, without changing
the nature of his musical language, to merge a sequence of many ‘internal
numbers’ into a single wide breathing form. For example, out of just
two intonational elements of the introduction of the first movement -
a syncopated march of brass winds to the thunder of the timpani and
a scattering of dotted woodwind motifs, — he pulled out the main piano
theme, the syncopations of which are expressive like the first, timidly
insistent declaration of love, and its merrily dancing transformation, and
its lyrical songful recension (in musicals, such bits are usually devoted to
their beautiful heroines), and an unexpected image of a cowboy race.

The second movement contrasts with the eccentrically sparkling first one not
only with its ‘nightly’ mysteriousness (the same invitingly languid nocturne
of the trumpet pretending to be a saxophone) but also with an almost complete
rejection of syncopation with their inner rhythmic explosiveness. The soul
here selflessly rests to just as ingenuously surrender to the dancing whirl in
the bit, the little theme of which with its repetitive notes is like a playful

‘knock on the window’ of a guest living ‘next door’ (this is a reminiscence
from the Rhapsody where it is one of the elements of the main theme), and
finally soars in a musical-like chant of the lyrical climax.

But all these - the race, the syncopation, the cowboy’s knock on a lover’s
window, the melodic flow — get together in the finale, which summarizes
the themes of the Concerto. Even if something in the previous movements
(especially the first one) could seem glued together in a little naive way or
composed very much with an eye to Liszt’s or Rachmaninoff’s passages
and sequences, the brightness and naturalness of the blending in the
finale justify everything.

The premiere took place on December 3, 1925, at Carnegie Hall. Damrosch
conducted the New York Symphony Orchestra, and the composer played the
solo part as he did with his Rhapsody. However, no matter how big the success
was, it was also not that unambiguous. The ironist Prokofiev again found
a reason for a piquing remark calling the opus “amateurish” and later adding
that the first movement was just “a series of thirty-two-bar songs”. Damrosch,
of course, expressed a different opinion: “Various composers have been walking
around jazz like a cat around a plate of soup, waiting for it to cool off so that they
could enjoy it without burning their tongues, hitherto accustomed only to the more
tepid liquids distilled by cooks of the classical school. Lady Jazz ... has danced her
way around the world ... but for all her travels and sweeping popularity, she has
encountered no knight who could lift her to a level that would enable her to be
received as a respectable member of musical circles. George Gershwin seems to
have accomplished this miracle ... boldly by dressing his extremely independent
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and up-to-date young lady in the classic garb of a concerto. ... He is the Prince
who has taken Cinderella by the hand and openly proclaimed her a princess to the
astonished world, no doubt to the fury of her envious sisters”.

For almost a hundred years now, the Concerto has been performed on the
world’s philharmonic stages, although not as often as the Rhapsody in Blue.
The first recording was made in 1928 by the pianist Roy Bargy and Paul
Whiteman and His Orchestra. Then it was repeatedly recorded by Oscar
Levant, a pianist and friend of Gershwin, including the recording made
under the baton of Arturo Toscanini. Among the subsequent interpreters
are pianists Eugene Liszt, Jean-Yves Thibaudet, Peter Jablonski, Lazar
Berman, Sviatoslav Richter, and Hélene Grimaud. Among the conductors
are Vaclav Neumann, Eugene Ormandy, André Previn (who also played
the piano part), Christoph Eschenbach, Michael Tilson Thomas,
Riccardo Chailly, Leonard Slatkin, Vladimir Ashkenazy, and Gennady
Rozhdestvensky. Also, the recording of the third movement played by
Gershwin in a 1931 NBC radio broadcast has survived.

The performance of both concertos by Ekaterina Mechetina and the
Krasnoyarsk Orchestra conducted by Vladimir Lande continues the great
performing tradition with dignity and is distinguished by the accurate
reproduction of the score, a masterful combination of academic excellence
and freedom of existence in the imaginative worlds created by Maurice
Ravel and George Gershwin.

Sergei Biryukov

A brief but already rich in events artistic way of Ekaterina Mechetina
strikes one not only by the swift impetuosity of her upward flight to
the musical Olympus but also by gradual but invariably steadfast and
consistent advance to the summits of musical mastery. And there is also
one more noteworthy circumstance: although her career can boast of
not few successful performances at international contests, it is not to her
competition conquests that she owes her extremely wide and well-deserved
popularity. This happens very seldom nowadays. The secret is not only in
the great, gradually maturing talent of the young artist but also in her
keen interest in various musical fields, her ability in no time to learn new
complicated music. This eventually is broad-mindedness and desire not to
confine herself to a limited range of standard contest repertoire.

Nevertheless there is nothing extraordinary in the biography of
Ekaterina Mechetina: vice versa everything in her biography looks logical
and called forth by her life. She was born in a family of musicians and
very early it became clear that she had inherited the inclinations and gifts
of her parents. Her talent became evident when she was a girl and she
appropriately became a pupil of the Central Music School of the Moscow
State Conservatory - the best music school of the world for talented
children where dozens of world-known musicians made their first steps
in music. Finishing school (teacher T.L. Koloss), she also appropriately
became a student of Moscow Conservatory (teacher — V.P. Ovchinnikov).
For the postgraduate studies, the famous Sergey Leonidovich Dorensky
took her to his class. The students of this teacher have won over one
hundred prizes on competitions of the three continents — a result worthy
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of the Guinness Book of Records. The prize of Ekaterina Mechetina on the
Cincinnatti piano competition has become the hundredth...

The first landmark on this way was the Youth Piano competition and the
Mozart Prize, which she won at the age of 10. The material expression of
this victory was a piano. Six years later a more serious test awaited her -
one of the most difficult competitions, the International Busoni piano
competitioninBolzano. Atthat time anItalian critic wrote these rhapsodical
words: “Young Ekaterina already now is on the peak of world pianism”. This
of course was an exaggeration: she still had a lot to learn then... Luckily
her tutor as well as she well realized that. But the immunity to the star
disease was and is still part of her character; it has enabled her to perfect
her mastery on the way to a genuinely artistic altitude. She gave lots of
concerts, toured many countries, and took part in various international
contests. She became the prizewinner in Vercelli (2002), Pinerolo (2003)
and finally in Cincinnati (2004) where she made a triumph. By that time
her concert activities have passed the prodigy child stage and gained very
much in scope. The virtuosity of the young pianist drew the attention
of the music public above all because her virtuosity did not infringe her
musicality — it is well known that in our age of high technologies many can
play fast and accurate. But only few, the elite can render sincere emotions
and deep ideas of the composers. Katia belongs to this elite.

Actually, her conquests at competitions did less determine her rise than her
meetings with some of the great musicians of our time. In December 2002,
when Russia celebrated the 70-year jubilee of the outstanding composer

Examepuna MeuemuHa
Ekaterina Mechetina
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Rodion Shchedrin, one of the concerts of the festival devoted to his music
was on the verge of failure since the German pianist invited by the composer
could not come to Moscow. Sergey Dorensky managed to convince the
composer — always demanding absolute perfection from the performers
of his music — to entrust his music to a student of his class. It is true that
Ekaterina Mechetina had already played a lot of Shchedrin’s music, and
the fact that she learnt with lightning speed his new most difficult opuses
won the heart of the exacting author. The concert was a great success
and Shchedrin was so much conquered by the pianist that since that he
entrusts Mechetina the performance of his new piano works. One of them
was the Piano Concerto Nr. 6 whose premiere she performed in Amsterdam
in the legendary Concertgebouw. Another destined meeting was with the
outstanding musician and very wise artist Vladimir Spivakov. One can say
that Mechetina became one of the most often invited guest soloists of both
the wonderful orchestras headed by the maestro — National Symphony of
Russia and Virtuosi of Moscow. And finally another incomparable artist —
Mstislav Rostropovich - became a guardian angel for Katia Mechetina.
It was Rostropovich who, having done credit to her talent a few years ago,
invited her to perform in his concerts on Taiwan and then allotted her
a scholarship in his foundation, which gave her a chance to take classes
in France. “These meetings — Katia admits — changed my attitude to the
profession and each concert of this kind was for me an unforgettable event”.

Today Mechetina is a mature artist of a big experience and her last CD
Rachmaninov has been just recorded for label: FUGA LIBERA. Her repertoire
enriches itself with new compositions, her renderings become more refined

and well-thought out. She leads an intensive concert activity giving about
80 concerts every year, her concert schedule becoming more and more
intense. She cooperates with first-rate orchestras, plays on the most
prestigious stages of the world among which the best stages of Moscow and
other cities of Russia as well as Schauspielhaus in Berlin, Gaveau in Paris,
Concertgebouw in Amsterdam, the Great Hall of the Milan Conservatory.
Even prior to the competition in Cincinnati she played in Brazil, had a debut
in USA with orchestra in Boston. “The Russian highest-class pianist Ekaterina
Mechetina strikes the public by her debut in USA” — read the headline of the
influential newspaper The Boston Globe. Her achievements were marked
with one of the most prestigious awards of Russia-Youth Prize Triumph.
But the main thing is that the artist understands that there is no limit
to perfection and purposefully continues her movement upwards. Creator
and presenter of programs Diary of a Pianist and Musical Alphabet on radio
Orpheus.

Ekaterina Mechetina has signed an exclusive contract with the Moscow
State Philharmonic Society Artists management (2007) which represents
her over Russia.

The Siberian State Symphony Orchestra is the principal ensemble
of the Krasnoyarsk Regional Philharmonic Society. Vladimir Lande
is the Chief Conductor and Artistic Director of this orchestra, which
is appreciated by domestic and foreign audiences. The orchestra takes
an active part in international festivals, including Trans-Siberian Art
Festival, New Names for the Regions of Russia, The International Music



GERSHWIN, RAVEL

PIANO CONCERTOS

Festival of the Asia-Pacific Region, The Dmitry Hvorostovsky Festival and
The Festival of Arts The Bells. It makes a special commitment to outreach
and educational activities, designed to preserve and promote cultural and
spiritual values. These include a subscription series for children, performed
at the Music Academy. In 2009, the orchestra was officially recognized as
part of the Krasnoyarsk Territory’s cultural heritage.

Vladimir Lande is the Chief Conductor and Artistic Director of the
Siberian State Symphony Orchestra, Principal Guest Conductor of the
St. Petersburg Academic Symphony Orchestra (from 2008 to 2015), Music
Director and Conductor of the Washington Soloists Chamber Orchestra,
Guest Conductor of the National Gallery Orchestra in Washington, D. C.,
and Chief Conductor and Artistic Director of the COSMIC Symphony
Orchestra.

Vladimir Landewasbornin St. Petersburg,inafamily of musicians. Hebegan
to play the piano at the age of five. He graduated from the St. Petersburg
Rimsky-Korsakov Conservatory as an oboe player. As a sophomore student,
he won the All-Russian competition for woodwind instruments and was
invited to play in the Leningrad Philharmonic Orchestra.

In 1989, Vladimir Lande moved to the United States, where he studied
conducting with the famous Peabody Conservatory Professor Gustav Meier
for eight years. For eighteen years he worked with Baltimore Concert Opera
and guest conducted a number of orchestras, including the Buenos Aires
Philharmonic of the Teatro Colén, the Orchestra Sinfonica di Roma in Italy,

the Lithuanian National Symphony, the Monterrey Symphony in Mexico,
the Baltimore Symphony, the Tulsa Symphony, the Naples Philharmonic,
and the Frederick Symphony in the USA, and many others. Since 2009,
Vladimir Lande is the Music Director and conductor of the Contemporary
American Music Festival in the capital of the United States.

Maestro Lande has worked with famous soloists such as Hilary Hahn, Olga
Kern, Dmitry Kouzov, Xiayin Wang, Peter Laul, Maxim Mogilevsky, Eldar
Nebolsin, Tianwa Yang, Gary Louie, Eugene Ugorski, Alexander Knyazev,
Andrei Gavrilov, Nikolai Lugansky, and Denis Matsuev.
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