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TAVIHBI IIITY KOHLIEPTOB

IMepsas nonosyuHa XVIII cTosneTus — «30/10TOM BEK» My3bIKM B HEMELIKUX U UTa-
JISTHCKUX 3eMJISIX. B yCII0BUSIX MUPHOI'O ¥ pa3MepeHHOI0 TeUeHMsI BpeMeH!, OTCYT-
CTBUSI IJI06aIbHBIX BOEHHBIX KOH(MIMKTOB HPaBbl CMSTUYaJINCh, & CIIPOC Ha IIPeKpacHoe
Bo3pacTtasl. CeromHsIIHMe apTUCTBI MOTYT [103aBUI0BATh HE TOJIbKO KOHTPAKTaM CBOMX
KOJUIET TO¥ 1aJIEKOI ITOPBI 1 CBOEOOPA3HO CHCTEME UX COLMATbHbBIX TapaHTHIA, HO Y Ca-
MOMY HaCTOSIIEMY KyJIbTY, KOTOPbIM ObLJIO OKPY;KEHO COBpeMeHHOe UCKYCCTBO. [TeHne
OITePHBIX IMB M KACTPATOB LIEHUJIOCH I10 BBICILIEN KaTeropuy (T4e-TO Ha yPOBHE HbIHeIIl-
HMX 3B€3[, CIIOPTAa U MOM-KYJIbTYPbl) — B MHCTPYMEHTATbHO 5Ke My3bIKe ObLJI0 IIPUHSTO
MIPUIEPKUBATHCS MTPUHIUIIOB «KOJJIEKTUBHOI UTPbI»: GOJIbIIIAst YaCTh COXPAHMBILIETO-
sl pernepTyapa IpeicTaB/sieT co00ii TpoM3BeNeHMs 11 GOMBIINX U MaJIbIX aHCAMOJIE,
I7ie BBICTYIIABIINE BpeMs OT BpeMeHM Ha «aBaHCLIEHY» COTUCTDI GbIIV «ITEPBBIMM Cpe-
IV paBHBIX». 3aBepUINB UCTIONHeHMe 3¢ (eKTHBIX Maccakeit, BUPTYO3 HUKOT/IA He OT-
TIPaBJISICST «HA TIOKOJi», HAIoJo0Me repoeB POMaHTUUECKO! KOHIIEPTHOI 3CTPaibl,
a TIPYCOEMHSIICS K UTPe CBOMX KOJUIET TI0 aHCaMOJIIO0, 3aHMMaJl MECTO B UX CTPOIO.
OTO BOJIHYIOIIEE JIeiiCTBO, pUTyaa MyOJIMYHOTO OOIIEeHMsST MacTePOB MY3bIKaJIbHOTO
11exXa, ¥ Ha3bIBaJIOCh B Te JlajieKue BpeMeHa «KOHLepToM». Kaskroe 113 1Moi06HbIX BbI-
CTYTUIEHUI BBI3BIBAJIO &XMOTAK, BO3OYKIAIO CUJIbHEIINE CTPACTY M BMECTE C TEM
JIeMOHCTPUPOBAJIIO 00pa3el], rapMOHUYHBIX OTHOIIEHMI MesKITy JTIOObMU, YUbM HPABbI
chopMMPOBATUCH 0], 6;TaTOTBOPHBIM BO3ZEICTBMEM rAPMOHMY GOKECTBEHHOIA.

Cpeyt MHOTOO6Pa3HbIX GOPM MO3AHE6aPOUHOTO KOHIIEPTUPOBAHNST Ha TIEPBbIii
TUIaH TTOCTEMEHHO BBIXOASAT COUMHEHMS I/IS1 OMHOTO CONUCTA — (DI TOBbIE, TOGOIHBIE
WY, Yallle BCero, CKpUIIMYHbIe KOHLepThl. Hauaso 3ToMy KaHpPy IOI0KUIN BeHeLy-
aHCKMe CTpyHHUKM pybeska XVII-XVIII BeKOB, KIaCCUUECKME SKe OITyChl OIMyOIMKO-
BaJI IPOCJIAB/IEHHBIN B TO BpeMsI (M 3a0bIThIi TTOC/Ie CMEPTM TIOUTHM Ha IBa CTOJIETHS)
«PBDKUI CBSIIEHHUK» AHTOHMO BuBanbau. JIyuiiye BbIZYMKM 3TOTO HEUCTOLIMMOIO
(baHTa3zepa OT My3bIKM CETOIHSI He TIPOCTO U3BECTHDI — OHM BOILIY B (DOHJ, MacCOBOIA
KyJIbTYPBI ¥ 3aHSIY TaM ITPOYHOE MECTO B KauecTBe OGOIKMX 3BYKOB PEKJIaMbl, (ypar-
MEHTOB CayHATPEKOB, CTUIbHO apaHXMPOBAaHHBIX «KOBPUKOB» U IOCTaByUMUX PUHITO-
HOB. Kak HeTpyZiHO orafiathCs, 3a HECKOJIbKMMU U3BECTHBIMY MeIOIVSIMU CKPbIBa-
eTcst O6IIMPHOEe HAcIeqie KOMITO3UTOPA. BOMbIITYI0 €ro YacTh COCTAB/ISIIOT COTbHBIE
CKpUIIMYHbBIE KOHLIEPTHI, CO34aHHble BUBambay, STOLIEHTPUKOM I10 HAaType, IVIaBHLIM

06pasom s Jiro6umMoro cebst. KoHLIepThI /I MHbIX MHCTPYMEHTOB BCETNA COUMHSI-
JIMCh B pacueTe Ha KOHKPETHBIX My3bIKAHTOB, KaK 3HAK OCOOBIX JIMUHBIX U TIpOdeccu-
OHAJIbHBIX OTHOLIEHUI. Tak, Tpou3BeneHNs /ISl TAKOTO papuTeTa, Kak BMoJjIa I’ amope
(“AMore”), HarcaHbl IS T06MMON yueHutbl BuBanbpay B Ocrnienane-nemia-Ilbera
Annbl Mapuu (et ke IpefHa3HAYa/IMCh M HEKOTOPbIE 13 KOHLIEPTOB AJISI CKPUIIKM).
Ho xTo 6bU1 agpecaToM ABYX AeCSITKOB TOOOIHBIX, TPUALIATY ceMU GaroToBbIX (1) min,
HaKOHeLl, ABaALATV CEMU BUMOJIOHYEIbHBIX KOHLIEPTOB, OCTAeTCS JINILb rafiaTh.

Cyznsl 1o My3bIKaJIbBHOMY CTWIIIO (MHBIX OCHOBaHMIA AJI1 YMO3aK/IIOUeHUI y Hac
HE VIMEeTCsl), TIPEICTaBIeHHbIE B 3TOM aJibOOMe BUOJIOHUE/IbHBIE KOHIEPTHI OTHO-
CSITCSL K pasHbIM Iepuofam TBopuecTsa BuBanban. JIs-muHopHbIit RV 422 6bu1 €O3-
JlaH, 10 BCeil BUIVMOCTH, ellje CPaBHUTEIBHO MOJIOABIM aBTOpoM. C caMoro Havasa
B HEM MHOTO nacdoca, MOAIMHHO 6apOYHbIX CTPACTEN U JKECTOB — My3bIKa GBICTPBIX
Das3/eioB 3aCTaBIsIeT HAIM cepAiia GUThCS YUallleHHO; COJI0 KOHIIEPTUPYIOIIEi BU-
OJIOHYeNM B Me[JIeHHOl BTOPOIt YacTu TOIKYTIaeT COepKaHHBIM 6J1aropOICTBOM.
Ho nprembl mcbMa, K KOTOPBIM ITpuberaeT BuBasibau, 37ech elle opoii s7ieMeHTap-
HbI, & COBPEMEHHOMY MCITOJTHUTEIO — He TIPUBBIKIIIEMY ObITh «I1€pBbIM Cpefy paB-
HBIX» — KPaTKOCTb COJIbHBIX pa3/ie/IoB MOXKeT IT0Ka3aThCs cJierka qocanHoii. Hauboree
BEPOSITHBIM MPETEHAEHTOM Ha POJIb UCIIOJIHUTESI IPOM3BeAeHNs cunTaeTcs kako-
Mo TaHecku, camblii M3BECTHBIN M3 BUPTYO3HBIX BUOJIOHUEINCTOB B BeHeryy Hava-
sa Beka. Conmb-MaxkopHbIit RV 413 IpuHaIeXXUT Mepy yoKe CKopee 3pesioro Macrepa.
TTapTusi KOHILIEPTUPYIOIETO MHCTPYMEHTA 37eCh Gojiee TIPOTSDKEHHA MeIoAMYEeCKU
U CYLIIECTBEHHO Gostee M306peTaresbHa, hakTypa — pasHooOpasHee, YeM B 6ojiee paH-
HUX oImycax. KaxkeTcs, 4TO Mbl C/IBIIIMM He 3ByJYaHMe MHCTPYMEHTA, & UyTb CUILIbINA
YyeJI0BeueCKuii rojaoc, C ero YHUMKaJAbHbIM TeIUIOM; IIPY 5TOM OJHOIO B3IVISiZia B Iap-
TUTYPY IOCTaTOYHO, UTOOBI OLIEHUTD 3200Ty BUBa/IbIM O <KOHLIEPTUCTE»: BCSIKUIA pas,
KOIZla TOT IIPOM3HOCUT CBOM KJIIOUEBbIe PeIUIVKM, KOJUIETU IMOUYTUTEIbHO 3aMOJIKa-
0T WIM OTCTYIAXOT Ha BTOPOV IUIaH. MI3BeCTHBIV BUOJIOHYEIUCT AHTOHMO BaHauHY,
B HavaJle ABaALIAThIX TOJOB HENIPOLO/DKUTENbHOE BpeMsl MpernofaBaslinii B IIbere,
He MMeeT KOHKYPeHTOB Ha POJb IIpeAroaraeMoro ajpecara 3Toro My3bIKaJIbHOTO
TIPMHOILIEHMS.

VIuBUTENbHO, HO BeIMKMe KJIaBUPHbIe KOHLIEPThI baxa ocTaroTcs, 1ocie MHO-
SKeCTBa HayYHbIX UCC/IEMOBAHMI U CIIEIMATbHBIX TTyOIMKaLMii, He MEHee TaHCTBEH-



HBIMM, YeM CPaBHUTEIBHO MaJIo M3BECTHbIE paboThl BuBanbau. «OIyc» U3 MIECTH CO-
yyHeHuit (BWV 1052-1057) — B coBepllleHHO HOBOM [IJIsI CBOeJt 3I0XM SKaHpe (Belb
KJIaBECHH, C €r0 JOCTATOYHO TUXMM 3BYKOM, IO TPAAMLIMU UCIIONHST B 6apOYHOM
aHcamOsie IAPTUIO KOHTUHYO) — Bax MbIC/MI Kak cobpaHue, COMoCcTaBuMOe C 6osee
paHHuMM BpaHmeHOYprcKMMM KOHIIepTaMu, IibecaMi, MPM3BaHHbIMU TI0Ka3aTh pas-
HOOOpa3ye MOAX0I0B K KOHIIEPTUPOBAHMIO «<HECKOJIbKIMX MHCTPYMEHTOB». [lepen Ha-
yajioM pe-MMHOpHOro BWV 1052 momertieH OObIUHBIN 1T TIAPTUTYP KOMITO3MTOpA
npu3bIB ].[esu] ].[uva] («nomoryu, Mncyce!»); pyKommuch NMOCAEIHEro U3 MeCTy IPOou3-
BefieHMit 3aBepiaetcs: 3HaMeHUTHIM S[oli] D[eo] G[loria]. XpaHsimmiica HbiHe B Bep-
JIMHCKOJ TOCYIapCTBEHHOI OMO/IMOTeKe MaHyCKPUIIT AATUPYIOT IIpuMepHo 1738 ro-
JIOM, OITHAKO 11eJIb €0 CO3[IaHusI, KaK 1 00CTOSITENbCTBA, CBSI3aHHbIE C UCIIOTHeHNeM
KJIaBMPHBIX KOHLIEPTOB, IOKPLITHI MpakoM. (POBHO B TOM ke ropy I'ennens msgaer
repBoe coOpaHue OpraHHbIX KOHIIEPTOB — V3K He BO3HaMepuiics v Bax 6pocuTh Bbl-
30B CBOeMY ObIBILIEMY COOTeUeCTBeHHUKY?) UepHOBast pyKOIUCh, II0-BUIVIMOMY, TaK
" He 6bUIa BITOCJIENICTBMY TI€PENMcaHa HAbeIo (s IPeroAHeCeHNsT KaKoii-HubYIb
3HATHOI 0Cc0b6e C HaZesKI0 Ha MTOKPOBUTENBCTBO, KaK 3TO ObUIO IIPUHSTO B CTAPUHY).
IToe3nka baxa B [Ipe3neH, U3 KOTOPOi TOT BO3BpaTwiIcs 22 mas 1738 roga, cuMTaeTcst
HauboJiee BepOSITHBIM TTIOBOZIOM K CO3[JaHMIO IIMK/IA M3 HIECTM COYMHEHMIT, HO He VC-
KJII0UEHO, YTO X paHHME BepCuy MOIVIM ITPO3BYYaTh ellle B Hauajle TPUALAThIX, B KOH-
1iepTax Bo3miaBisieMoii MoranHoM CebacTbSIHOM JIEMIIIIUICKOM My3bIKaJIbHOM KOJI-
Jlerni: opKkecTpoBbie apTuy BWV 1052 6bLu riepemnyicalbl ¢ HeKoeli 1enbio Kapmom
OuIUIIomM JMaHys/1eM, BTOPBIM I10 CTapLIMHCTBY U3 ChIHOBEM KOMIIO3UTOpa, elle
B 1734 rony.

[MpenpicTOpust 3THX (A TaKKe psifja OPYrMx) 6aXOBCKUX KIABUPHBIX KOHIIEPTOB
XOPOIIO M3yuyeHa. Bce OHM SIBJSIOTCS TPAHCKPUITLIMSIMK — OOBIUHO, TlepepaboTKaMu
6osiee paHHMX KOHIIEPTOB I MEJIOAMYECKMX MHCTPYMEHTOB. CUMTAETCS, UTO TO-
CyleHMe ObUTM CO3JaHbl elle B KéTeHe, a 3aTeMm, B IlepBble JIEHTIUTCKIE TObI TBOP-
yecTBa baxa, 1X OTHe/bHbIe YaCcTy UCIIOIb30BAIUCh B KAUeCTBE MHCTPYMEHTAIbHbIX
HOMepoB («cuM@OHMIT») B COCTaBe II€PKOBHBIX KaHTAT. ITOT (aKT (TOKe, BIIPOYEM,
HeJ0Ka3yeMblil M3-3a OTCYTCTBMS B HallleM PacHOpsSDKEHUM COOTBETCTBYIOLIUX KE-
TEHCKUX MaHyCKPUIITOB) HUCKOJIBKO He CHMKAET XYLOXKECTBEHHYIO 1IeHHOCTD 10y~
YMBIIMXCSI KJIABUPHBIX Thec. HarmpoTuB, BHUMATEbHBIN MCCIe0BATETh OAXOBCKOI
KOMITO3UIIMOHHOM PYKOIMCY MOSKeT HabJoaTh yBIeKkaTeIbHeiIIii Ipoliecc — mo-

VICKM HaWJIYYIIIero Crocoba mpeo6pasoBaTb CKPUITMYHBIN MO0 rOOOIHBIA KOHIIEPT
B KJIaBeCMHHbI. CaMblif IPOCTOit MeTOo[, B MOJOOHBIX YCJIOBUSIX — IIepeaTh MapTUio
MeJIOAMYECKOTO MHCTPYMEHTA B MPaBYI0 PYKY KJIaBUPUCTA, a B JIEBOJ apaHXKMPOBaTh
6acoBYI0 MHMIO. HO 1151 TOrO UTOGBI BHIBECTM — BIIEPBBIE B MY3bIKA/IbHOI MCTOpUM! —
CKpOMHBIII IO TeX IMOp, aKKOMITAaHMPYIOIINI A MHCTPYMEHT Ha IepBbIii IIaH, HaMl0
ObLIO MTOPAbOTATh HAJl OPKECTPOBOI (haKTypOii, yOpaTh B COMbHBIX Pa3/ienax OyKBalb-
HO BCé JmiiHee. Bo3MOKHO, TOJIBKO B cayyae ¢ BWV 1052, 06qyMaHHO ITOMeNIeHHOM
B «OITyCe» Ha ITPeCcTVDKHONM TepBoii mo3uiiuu, bax umen geiao ¢ TakuM BUPTYO3HBIM
TePBOMCTOYHMKOM (CKPUITMUHBIM KOHIIEPTOM, COMIOCTaBMMBbIM 10 CBOEJ CJIOXKHOCTU
¢ HanbosIee aMOUIIMO3HBIMY TIPOU3BEIEHUSIMY BUBaIbIM), KOTOPBIi y3ke caMm 1o cebe
rapaHTUpOBajl KOHLIEPTUPYIOIeMY KJIaBeCHHY aOCOTIOTHOE IJIaBEHCTBO B ITAPTUTYpe:
IIOMMMO BCETO MPOYEro, MEPBYIO YacCTh YKPAllaeT BbIMMCAHHAS KaJeHLMS COMACTA.
Ho u B 19-MaskopHoM BWV 1055 K1aBUPMCT HACTOJIBKO YBEPEHHO 6epeT 6pasmbl IpaB-
JIeHMSI B CBOM PYKM — C CAMbIX TIEPBBIX TAKTOB, YK€ B OPKECTPOBOM PUTYpHeJie, — UYTO
ObLIOI KOHCEHCYC YUEHBIX O TIPOUCXOKIEHMY STOTO ITPOU3BEIEHNS OT HE COXPAHUB-
IIerocst KOHilepTa /151 6apoyHoro ro6ost 1’amope (aabTOBOI pa3HOBUAHOCTM UHCTPY-
MeHTa, TPAaHCIIOHMPYIOLLEi in A) HbIHe pacraucsl. 5K He «OpKecTpoBai» iu bax 3mech
HEeKOe COJIbHOe KJIaBMPHOe ITPou3BeieHNe, Haroio61e 3HaMeHUTOro VTambsiHCKOTo
KOHILIEPTa, YKPACUB €ro BCeM 6JIECKOM 3BYYaHMSI GOJBIIOTO CTPYHHOTO aHCcamobuis?
B oTcyTCTBME COXPaHMBILMXCS TAPTUTYP-TIPEIIECTBEHHUKOB Y 3TOTO CTPOIIHOTO 11ie-
JleBpa — B TOM UMCJIe, U Cpei MHCTPYMEHTaIbHbIX HOMEPOB IIepKOBHbBIX KAHTAT KOM-
MO3UTOPa — MbI MOYKEM TOVTH B CBOMX (haHTa3USX €ellle JasIbilie ¥ BOOOPasuTh cebe
MOYTM HEBO3MOYKHOE — CUTYaLMIO, IPU KOTOPOii bax M3HauanbHO, «C YMCTOrO JIUCTa»,
CO37aJ1 KOHLIEPT JJ1S KIaBMpa C OPKECTPOM. ..

B uem, ogHako, HET HM MajelfIMX COMHEeHUI, Tak 3TO B TOM, UTO IPeACTaB-
JieHHbIe B albOOMe 3amycy JOCTaBIT HacAaXKIeHe MHOKeCTBY CyLaTeseil. JitHap
CtuH-Hoxkebepr u Anekcauap 3aropMHCKuit coTpynanyaioT ¢ 2002 ropa, 4acTo BbI-
CTyHaloT BMecTe. B TaHHOM ciTydae OHM KOHLIEpPTUMPYIOT [I00YepeSHO, CJIOBHO YCTyTast
IOPYT APYTY TIPaBO COJILHOTO BbICKAa3bIBaHMS. TI00GHBI COI03 MacTEPOB KaK HeJTb3sT
JIy4Ille COOTBETCTBYET MPAKTUKe GAPOYHOTO MY3ULIMPOBAHMS, €r0 TyOOKOMY 3THU-
YecKOMY CMBICITY. B pesynbTraTe 1X 3a04HOTO COPEBHOBAaHMS (HAaIIOMHIO, YTO MUMEHHO
3TUM CJIOBOM MOSKHO ITepeBeCT! Ha PYCCKMIA SI3bIK UTAJIbSTHCKOE concerto) mobexxnaer
IIPY>k0a, a BBIUTPHIBAET MY3bIKA.

Poman HacoHos



AnekcaHnap 3aropMHCKMII — WU3BECTHBIII POCCUIICKMIT BUOTOHYECT.
B 1986 romy okoHUmJ MOCKOBCKYIO KOHCEpBATOpMIO. YUeHUK Ipodeccopa
H.H. llaxoBckoi1, jaypeaT Bcecoro3Horo (1985) M MeXOyHapOAHBIX KOHKYP-
coB, B ToM uncie IX MexayHapomHoro KoHkypca umenm II.U. YaiikoBCKOro,
¢ 2018 rozma — mpodeccop.

B pemnepryape BMo/IOHUENNCTA MYy3bIKa YEThIPEX CTOJETUIA: 1lie[IeBpbl €BPO-
Teiickoro 6apoKkKo, KoHIepThl ['aiimgHa, lllymana, Cen-Canca, [IBopskaka, Illocra-
KOBMYA, COHATHI 1 aHcambOyu BetxoBeHa, Bpamca, ®panka, I'pura, PaxMaHuHOBa,
Ile6ioccu, Meccuana, TaHcMaHa, KOpHTo/baa, COUMHEHMS COBPEMEHHBIX KOMIIO-
3uTOpOB. [Ipy km3Hu damcoHa [leHncoBa 3anmcaj BCe ero KaMmepHbIe BUOJOHYE b-
Hble COUYMHEHMS] ¥ BUOJIOHYEbHbIN KOHIIEPT, MOJYUYMB BHICOKYIO OIIEHKY aBTOpa.
TecHast TBOpUeckast Apy>k6a cBsI3bIBaeT A. 3arOPMHCKOrO C 3aMevaTeIbHbIM Ka-
30BbIM KOMITO3UTOPOM U MuaHucToM Hukonaem KamycTMHBIM, MHOTHE COUMHE-
HMSI KOTOPOTO MCIIOJTHEHBI U 3aITMCaHbl MM B aHCaMbJ1e C aBTOPOM. 3armcy Ajek-
caHIpa 3aTOPUHCKOTO BBIXOAST Ha TAKMX MY3bIKATbHBIX JIelib1ax, Kak «Memoans»,
Delos u Naxos (CIIIA), Etcetera (Tonnauaust) u ap. C 2002 roga mOCTOSIHHO UTpaeT
B Iy9TE C BhIIAIOIIMMCS HOPBEXKCKMM nuaHucToM ditHapom CtuH-Hoknebeprom.

AnexkcaH[p 3arOpMHCKUI YIOCTOEH 3BaHUS «3aCIy>XKeHHbI apTucT Poccum»
u opaeHa JIpysKObl.

AnekcaHp 3arOpMHCKUI
Alexander Zagorinsky



ditnap CtuH-Hoke6epr — oAuH 13 KPYIMHENIINX HOPBEKCKMUX MY3bIKaH-
TOB coBpeMeHHOCTH. [Ipe3uneHT MexmyHaposHoro obiiectBa I'pura, mpeacena-
TeJib MeXITyHapoaHOTO KOHKYpPCa MCIIOTHUTENEl 1 KOMIIO3UTOPOB MMeHu ['pura
B OCJI0, OH OCYILIECTBWI TIOJTHOE cobpaHue 3amuceil GopTenMaHHO My3bIKM Be-
JIMKOTO HOPBEXCKOI0 KoMIo3uTopa (M3gaHo Gupmoit Naxos Records), momyuus-
niee MIMPOKOe MeXIyHapomHoe TpusHaHue. Ero ucrmosHeHue KoHiepTa ['pura
¢ JlongoHcKUM cuM@POHMUECKMM OpKecTpoM, 1o MHeHuto BBC Saturday Review,
ObUIO MPU3HAHO JYYIIMM 33 BCIO MCTOPUIO 3aTIMCeil 3TOro Tpou3sBegeHus. IIpo-
tdeccop ditHap CrmH-Hokmebepr BBICTYIAET U AAET MACTEP-K/IACCHI 10 BCEMY
MMPY ¥ YUaCTBYET B XKIOPY KPYITHENIINX MeXKIYHAPOIHbIX (PopTenmMaHHbIX KOH-
KypcoB. [Iuckorpadusi MMaHNUCTa, BKIIOYAIOIIast B cebsl MpoM3BeIeHNs KIaCCUKOB
HOPBEKCKOI M eBPOIeiiCKOi MY3bIKM, HACUUThIBaeT 6ojiee 50 KOMIIaKT-IMCKOB,
a ero kHura «Ha ciieHe c I'purom» nepeBefieHa Ha MHorue s13bIku Mupa. CtuH-Ho-
Ky1e6epr ObLI ABAKIBI YIOCTOEH IpeMun I'pura, OH pousBeieH B poitiapyu OpaeHa
¢B. Ynada xoponem Hopserun 3a Boifalouuecs 3ac/ayr B pa3BUTUY HOPBEKCKOTO
MCKYCCTBA.

Ditnap CtuH-Hokne6epr
Einar Steen-Ngkleberg



Anexcangp JIockyTOB
Alexander Loskutov

| O

3acmy>keHHbBIV apTUCT Poccum AnekcaHap JIOCKyTOB — BBITYCKHUK Yesnsi-
OGMHCKOTO MY3BIKJIBHOTO yumiauina M IleTpo3aBOMCKOIl KOHCEPBATOPUM MMeE-
Hu A.K.TnasyHoBa (1o kmaccy ckpuriku mpodeccopa K.U. Bekcnepa). Jlaypeat
MexxayHapoJHOTO KOHKypca Pietro Argento B tanuu (2013). Pa6ora B Bosoroz-
CKO¥1 06J1aCTHOI PUIAPMOHUYU U B MY3bIKQTbHOM YUMJIUIIE ITPUBEA My3bIKaHTA
K MBIC/IV O CO3[TaHMM B TOPOJie KAMEPHOTO OpKecTpa. BHavase 910 6bUT camoze-
SITeTbHBIN aHcaMby1b TIpU ropoackoM Jome yunutens. A B 1990 rogy 6bu1 o6pa-
3oBaH KamepHblit oprecTp Bosnoronckoit puiapmMonuu, KOTOPbIit cpasy cTasl Bbl-
cokonpodeccuoHaNbHBIM, TIOCTOSIHHO PacIIMpsil CBOI perepTyap M 3aBOeBall
3acay)KeHHOe MpU3HaHue JaneKko 3a IpefeiamMy pomgHOTo ropofa. IlapannenbHo
C IVIPUKEPCKOIL 1esiTeIbHOCTBIO A. JIOCKYTOB YCIIEIIHO BBICTYIIaeT C KAMEPHBIMU
MporpaMMaMu.

3a ueTBepTh Beka KamepHblit opkecTp Bosoroackoii dpuirapmonun ra-
CTPONIMPOBA B ropogax Poccum u 3a py6eRoOM, y4aCTBOBA B MEXKIYHAPOTHbBIX
dectuBansax B Ouunsguauu, bonrrapuu, CIIA. Beuto moarorosieHo 6omee 300
nporpamm, Brnepsble B Poccuu nposBydanu counmHenud 1. Hunbxepa, A. Jlypbe,
B. CunbBecTpoBa, MapTUTYPbI BOJIOTOACKMX aBTOpoB M. BoHdenbaa, M. Toronnua,
B. BaxpymieBa. C KamepHbiM opkecTpoM Bosoronckoit pumapMoHuUM BbICTYIAIOT
U3BECTHBIE POCCUIICKIME U 3apyOesKHbIe My3bIKAHTbI: TMAaHUCTHI lanumia Kpamep,
IOpuit MapTsiHOB, MipuHa YykoBcKasi; ckpunauu AnéHa baesa, MapuHs SmBuiu,
Unbs Nodd, Buononuenuctsl Bragumup Tonxa, AnekcaHnp Bysios; kamepHbie
aHcambsu: gysT AnekcaHapa 3aropuHckoro u JitHapa CtuH-Hokne6epra, «KoH-
LepTuHO», Musica petropolitana 1 MHOTMe Apyrue. 3a aKTUBHYIO IPOCBETUTEb-
CKYI0 ¥ TBOPYECKYIO JesATeTbHOCTbh KamepHbIit opkecTp 6611 ymocToeH T'ocymap-
CTBEHHO peMuy Boyioroickoit o61acTu.



KamepHblit oprecTp Bosoroackoit pumapMoHun
The Chamber Orchestra of the Vologda Philharmonic Society




MYSTERIES OF FIVE CONCERTOS

The first half of the 18th century was a “golden age” of music in the German
and Italian lands. When time flew peacefully and steadily without any global mili-
tary conflicts, morals were becoming softer and the demand for beauty was grow-
ing. Today’s artists could envy not only the contracts of their colleagues who lived
in that distant time and the peculiar system of their social guarantees, but also the
real cult that surrounded modern art. The singing of opera divas and castrati was
valued to a high standard (roughly at the level of today’s stars of sports and pop-
ular culture). As for instrumental music, adherence to the principles of “collective
playing” was a custom: the larger part of the surviving repertoire consists of works
for big and small ensembles where the soloists, who took center stage from time
to time, were “first among equals”. After completing his impressive passages, a
virtuoso never hung up the fiddle like the heroes of the romantic concert stage did,
but joined his ensemble partners and took a place in their ranks. This exciting act,
a ritual of public communication of the masters of the musical guild, was called a
concerto in those far-off days. Each of such performances generated lots of buzz,
evoked pretty strong passions and at the same time demonstrated a pattern of
harmonious relations between the people whose morals were formed under the
beneficial influence of divine harmony.

Among the diverse forms of late baroque concert performance, pieces for one
soloist — flute, oboe or, most often, violin concertos — gradually came to the fore.
The Venetian string players of the late 17th and early 18th centuries laid the foun-
dations of this genre, while Antonio Vivaldi, the Red Priest, who was famous at
that time (and then forgotten for almost two centuries) published classical opus-
es. The best ideas of the inexhaustible dreamer of music are not just known to-
day - they are now part of mass culture and hold their firm place as brisk sounds
of commercials, fragments of soundtracks, stylishly arranged cover versions and
annoying ringtones. As you might guess, the composer’s vast legacy lies behind
a few well-known melodies. Most of this legacy consists of solo violin concertos
created by Vivaldi, who was an egotist by nature, mainly for his beloved self. The
concertos for other instruments were always composed for specific musicians as a

sign of special personal and professional relationships. Thus, the works for such a
rarity as the viola d’amore were written for Anna Maria, Vivaldi’s favourite pupil at
the Ospedale della Pieta (some of the violin concertos were also intended for her).
But we can only guess who was the addressee of his two dozen oboe, thirty-seven
bassoon (!) or, finally, twenty-seven cello concertos.

Judging by the musical style (we have no other grounds for conclusions), the
cello concertos presented on this album come from different periods of Vivaldi’s life.
The A-minor RV 422 was apparently created when the composer was still relatively
young. From the very beginning, it is full of emotions and truly baroque passions
and gestures — the music of the fast sections makes our hearts beat more rapid-
ly; the cello solo in the slow second movement of the concerto captivates us with
its restrained nobility. But the composition techniques Vivaldi resorts to are some-
times elementary here, and a contemporary performer, unaccustomed to being “first
among equals” might find the brevity of the solo sections slightly disappointing.
Giacomo Taneschi, the most famous of the cello virtuosi in Venice of the early 18th
century was the most likely contender for the role of the performer of the work. The
G-major RV 413 was probably penned by the already mature master. Here, the part
of the concerto instrument is more extensive melodically and significantly more in-
ventive, and the texture is more varied than in the earlier opuses. It seems that what
we hear is not the sound of the instrument, but a slightly hoarse human voice with
its unique warmth; at the same time, one glance at the score is enough to appreciate
Vivaldi’s concern for the “concertist”: whenever he utters his key cues, his partners
respectfully fall silent or recede into the background. The famous cellist Antonio
Vandini, who taught for a short time at the Pieta in the early 1720s, has no competi-
tors for the role of the supposed addressee of this musical offering.

Surprisingly, Bach’s great clavier concertos remain, after many scientific
studies and special publications, no less mysterious than Vivaldi’s relatively lit-
tle-known works. The “opus” of six works (BWV 1052-1057) — in a completely new
genre for the era (after all, the harpsichord, with its rather quiet sound, tradition-
ally performed the part of continuo in a baroque ensemble) - was conceived by
Bach as a collection comparable to his earlier Brandenburg Concertos, the pieces



designed to show the diversity of approaches to writing concertos for “several in-
struments”. The beginning of the D-minor BWV 1052 is preceded by the compos-
er’s characteristic plea J.[esu] J.[uva] (“Jesus, help”); the manuscript of the last of
the six works ends with the famous Sjoli] D[eo] G[loria]. The manuscript, now stored
in the Berlin State Library, dates back to circa 1738, but the purpose of its creation
and the circumstances associated with the performance of the clavier concertos
are buried in mystery. (In the same year, Handel published the first collection of
his organ concertos — did Bach really intend to challenge his former compatriot?)
A fair copy of the manuscript was apparently never made (to be presented to some
noble person with the hopes of patronage, as was the custom in times of old).
Bach’s trip to Dresden, from which he returned on 22 May 1738, is considered the
most likely reason for creating the cycle of six opuses, but it is also probable that
their early versions could be heard in the early 1730s at the concerts of the Leipzig
Music School headed by Johann Sebastian: the orchestral parts of BWV 1052 were
rewritten with an unknown purpose by Carl Philipp Emanuel, the second oldest of
the composer’s sons, back in 1734.

The prehistory of these (and a number of others) Bach clavier concertos has
been studied well. All of them are transcriptions — usually, revised versions of the
earlier concertos for the melodic instruments. It is believed that the earlier ones
were created back in Kothen, and then, in the first years of Bach’s Leipzig period,
some of their parts were used as instrumental numbers (“symphonies”) within the
church cantatas. Although unprovable due to the lack of relevant Kéthen man-
uscripts at our disposal, this fact does not in any way diminish the artistic value
of the resulting clavier pieces. On the contrary, an attentive researcher of Bach’s
manuscripts can observe a fascinating process — the search for the best way to
transform a violin or an oboe concerto into a harpsichord one. The easiest method
in such conditions is to transfer the part of a melodic instrument to the keyboard-
ist’s right hand and arrange the bass line in the left one. However, in order to bring
out — for the first time in the history of music - a previously modest accompanying
instrument to the fore, it was necessary to work on the orchestral texture and lit-
erally remove everything unnecessary from the solo sections. Perhaps, Bach dealt

with such a virtuosic original (a violin concerto comparable in its complexity to
Vivaldi’s most ambitious works) only in the case of BWV 1052, which is deliber-
ately placed at the prestigious first position in the “opus”, thus securing absolute
primacy of the harpsichord in the score: among other things, the first movement
is decorated with the soloist’s written-out cadenza. But the clavierist takes reins
with so much confidence in the A-major BWV 1055 - from the very first bars, al-
ready in the orchestral ritornel - that the former consensus between the scholars
about the origin of this work from a non-extant concerto for the baroque oboe
d’amore (an alto variety the instrument transposing in A) has now broken up. Did
Bach really “orchestrate” a solo clavier piece similar to the famous Italian Concer-
to, adorning it with the sonic lustre of a big string ensemble? In the absence of any
surviving scores that preceded this well-composed masterpiece — also among the
instrumental numbers of the composer’s church cantatas — we can let our imagi-
nation run riot and fancy almost impossible things — a situation when Bach origi-
nally, from scratch, created a concerto for clavier and orchestra...

However, there is no slightest doubt that the recordings featured on the al-
bum will delight many listeners. Einar Steen-Ngkleberg and Alexander Zagorinsky
have been collaborating since 2002, often performing together. In this case, they
play one by one, as if conceding the right for solo expression to each other. Such a
union of masters perfectly fits the practice of baroque music playing, its deep eth-
ical meaning. This is a mutual competition (please be reminded that this is what
the Italian word “concerto” actually stands for) where everyone’s a winner for the
sake of the triumph of music.

Roman Nasonov



Alexander Zagorinsky is a renowned Russian cellist. In 1986, he graduat-
ed from the Moscow Conservatory where he studied under Professor Natalia Sha-
khovskaya. He is a winner of the domestic (1985) and international competitions,
including the IX International Tchaikovsky Competition. He has been a Professor
since 2018.

The cellist’s repertoire includes music of four centuries: masterpieces of
European baroque, concertos by Haydn, Schumann, Saint-Saéns, Dvordk and
Shostakovich, sonatas and ensembles by Beethoven, Brahms, Franck, Grieg, Ra-
chmaninoff, Debussy, Messiaen, Tansman and Korngold, and works by contempo-
rary composers. In Edison Denisov’s lifetime, he recorded all of his chamber cello
compositions and the cello concerto and received high praise from the composer.
Alexander Zagorinsky is known for a close creative partnership with the remark-
able jazz composer and pianist Nikolai Kapustin, many of whose works he has
performed and recorded together with the latter. Alexander Zagorinsky’s record-
ings were released on Melodiya, Delos and Naxos (USA), Etcetera (Netherlands) and
other labels. He has been a member of the duet with the outstanding Norwegian
pianist Einar Steen-Ngkleberg since 2002.

Alexander Zagorinsky has been awarded the title Honored Artist of Russia
and the Order of Friendship.

10

Einar Steen-Ngkleberg is one of the leading Norwegian musicians of our
time. He is the President of the International Edvard Grieg Society and a chairman
of the International Edvard Grieg Competition for Composers and Performers in
Oslo. He recorded a complete collection of the great Norwegian composer’s pi-
ano works (released by Naxos Records) that received wide international recogni-
tion. According to the BBC’s Saturday Review, his performance of Grieg’s concerto
with the London Symphony Orchestra is the best recorded version of this work.
Professor Einar Steen-Ngkleberg performs and gives master classes around the
world and participates as a judge in the leading international piano competitions.
The pianist has recorded over 50 CDs with works by the Norwegian and European
classical composers. His book Onstage with Grieg has been translated into many
languages of the world. Steen-Ngkleberg is a two-time recipient of the Grieg Prize
and a Knight of the St. Olav Order, appointed by the King of Norway for his out-
standing contribution to the development of Norwegian art.



Honored Artist of Russia Alexander Loskutov is a graduate of the Chely-
abinsk Music College and the Petrozavodsk Glazunov Conservatory (Professor
Klimenty Wexler’s violin class). He is a prize-winner of the International Music
Competition “Pietro Argento” in Italy in 2013. His work for the Vologda Regional
Philharmonic Society and the music college gave the musician the idea of creating
a chamber orchestra in the city. At first it was an amateur ensemble of the city’s
Teachers’ House. In 1990, the Chamber Orchestra of the Vologda Philharmon-
ic Society was founded. The orchestra immediate became a highly professional
line-up with a constantly growing repertoire and won well-deserved recognition
far beyond the borders of their home city. Concurrently with his activities as an
orchestra conductor, Loskutov is a successful chamber performer.
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In over a quarter of a century, the Chamber Orchestra of the Vologda Phil-
harmonic Society has performed in the cities of Russia and abroad, participated
in international festivals in Finland, Bulgaria and the USA, and prepared over 300
programmes. The orchestra made Russian premieres of the works by Paul Zilcher,
Arthur Lourié and Valentin Silvestrov, and the scores of the Vologda composers
Maurice Bonfeld, Mikhail Gogolin and Vladimir Vakhrushev. Renowned Russian
and foreign musicians have collaborated with the Chamber Orchestra of the Vo-
logda Philharmonic Society — pianists Daniil Kramer, Yuri Martynov and Irina Chu-
kovskaya, violinists Alena Baeva, Marina Yashvili and Ilya Ioff, cellists Vladimir
Tonkha and Alexander Buzlov, chamber ensembles such as the duet of Alexan-
der Zagorinsky and Einar Steen-Ngkleberg, Concertino, Musica Petropolitana and
many others. For their vigorous educational and creative activities, the Chamber
Orchestra was awarded the State Prize of the Vologda Region.



BAX, BUBAJIbIY. KOHIIEPTHI
Horauu CebacTtbsH bax. KoHiepT /151 KaBupa ¢ opkectpom N2 1 pe MuHOp,
BWYV 1052

1 LAIlegro. . . . . o o o e e e e e e e e e 7.30
2 ILLAdagio . . ... .. .. e 7.02
3 I ANleZro. . . . . o oo e e e e e e e 7.45
AnTtoHmo Busanbayu. KoHuepT 17151 BMOJIOHYEIM C OPKECTPOM Jist MUHOD, RV 422

4 LAIlegro. . . . . o o i e e e e e e e 3.39
5 Il.Largocantabile . .. ... ... .. ... .. ... . ..., 3.35
6 IILAllegro. . . . . . . o o e e e e 3.15

Horaun Ce6acTbssH bax. KoHIlepT AJ1s KIaByupa ¢ oprecTpom N2 4 JIs Maskop,
BWV 1055

T LANegro. . . . . . o e e e e e e e 4.03
8 ILLarghetto. . . . . . . . . . i e 6.01
9 IIl.Allegromanontanto. . . . . . . . .. .. v v vt v v i, 4.19
AnTtoHno BuBanban. KoHuepT [Jis BMosoHYeu ¢ opkectpoM Cosib Maxkop, RV 413

I0 L Allegro. . . . . o ot e e e e e e e 3.50
ITILLArg0 . . . o o o e e e e e e e e e e e e e e e e e e e e e e e e e 3.45
12 TIL AIlegro. . . . o v v e e e e e e e e e e e e e e e e 2.56

Horauu CebacTbstH bax. KoHIlepT OJ1s KaBupa ¢ opkectpom N2 5 ¢a MMHOp,
BWV 1056

I3 L [Allegro]. . . . o v o e 3.31
T4 TLLArg0 . . . o v o i e e e e e e e e e e e e e e e 2.42
ISTILPresto . . . oo v v i e e e e e e e e e e e e e e 3.32

Ob61ee Bpemsi: 67.49

ditnap CtuH-Hoknebepr, popmenuawo (1-3,7-8, 13-15)
AnexkcaHp 3aropMHCKUIA, 8U0I0HUENb (4—6, 10-12)
KamepHblit opkectp Bosnoroackoit uimapmMonumn
HOupuxep — Anexcanap JIockyToB
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KAMEPHbBI OPKECTP
BOJIOT'OJICKO¥ 'OCYIAPCTBEHHOM ®NIAPMOHUU
VMEHU B.A. TABPU/INHA

XynoskeCTBeHHbII PYKOBOIMTEIb AnbTBI

U JUPIDKED JTro60Bb FOmyHa
3acmyxeHHbII apTucT Poccun AHHa AzapoBa
AsexkcaHzp JIOCKyTOB [Onus [TanTnHa
ITepBbie cKpUIIKK Buononuennu
Onbra MenBenesa 3acmyxeHHbI apTucT Poccun
Exarepuna HoBocénoBa Oner Haymos
Buxkropus llenennua AHHa YnaHoBa
BepoHuka AnexceeHKO Osbra JlaBbioBa
Bropsie cKpunku KoHntpabac
Onbra AHaHbeBa Cepreit CokomoB
Kpucrtuna CajikuHa

Huna IMorosa



BACH, VIVALDI. CONCERTOS
Johann Sebastian Bach. Harpsichord Concerto No. 1 in D minor, BWV 1052

1 LAIlegro. . . . . o o o e e e e e e e e e 7.30
2 ILLAdagio . . .. ... .. @ e 7.02
3 ILANEZIO. . . . . e e e e e e e e e e e e e 7.45
Antonio Vivaldi. Cello Concerto in A minor, RV 422

4 LAIlegro. . . . . o o i e e e e 3.39
5 Il.Largocantabile . .. ... ... ... ... .. ... . ... ... 3.35
6 TLAIEGIO. . . o v oot et e e e e e e e e 3.15
Johann Sebastian Bach. Harpsichord Concerto No. 4 in A major, BWV 1055

7 LAlNlegro. . . . .. o e e e e 4.03
8 IL.Larghetto. . . . . . . . . . . e 6.01
9 III.Allegromanontanto. . . . . . . . . ..o v v v it v e, 4.19
Antonio Vivaldi. Cello Concerto in G major, RV 413

I0 L Allegro. . . . . o o e e e e e 3.50
8 O 7 1 =0 TP 3.45
12 TIL AIlegro. . . . v o v e e e e e e e e e e e e e e e e e e e e e e 2.56
Johann Sebastian Bach. Harpsichord Concerto No. 5 in F minor, BWV 1056

I3 L[Allegro]. . . . . v o e 3.31
T4 TLLArg0 . . . v v o i e e e e e e e e e e e e e e e 2.42
ISTILPIesto . . . . v v i e e e e e e e e e e e e e e e e e e 3.32

Total time: 67.49

Einar Steen-Ngkleberg, piano (1-3, 7-8, 13-15)

Alexander Zagorinsky, cello (4-6, 10-12)

The Chamber Orchestra of the Vologda Philharmonic Society
Conductor — Alexander Loskutov
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