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There is a 200-year distance between the two pieces featured on this disc. There-
fore, it is necessary to explain what the performers were guided by when they combined
within one disc the worlds of two great composers, who belonged to totally different eras
and lived in the countries located so far from each other, the artists whose fates, at first
glance, had nothing in common.

Why at first glance only?

Because the fate of most of the great artists at all times and everywhere was and is
a drama if not a tragedy. This feeling of fatality, fatefulness, inevitability of a tragic end-
ing runs through the musical masterpieces from the scores of Mozart’s and Schubert’s
symphonic and chamber music to the most important works of Mahler, Shostakovich
and Schnittke.

Mozart’s music is naturally radiant. But its radiance does not exclude the “fatal”
knowledge it contains (it especially relevant to the works he created during his last
years), like the famous leit-rhythm from Beethoven’s Fifth widely known as a theme of
“fate knocking at the door”.

The world literature on Mozart states that the creation of the Divertimento in
E flat major for violin, viola and cello, K. 563 (1788), is associated with Michael Puchberg.
There are quotes from Mozart’s letters to Puchberg, a fellow Freemason, which contain
the composer’s requests for financial support. Puchberg did save Mozart many times
when the latter’s found himself in extremely troubled financial circumstances. As for the
Divertimento, which is sometimes referred to as Puchberg-Trio, Mozart wrote in his let-
ter to Puchberg of 8 April 1790, “Tomorrow, Friday, Count Hadik has invited me to perform
for him Stadler’s Quintet and the Trio I composed for you”.

The Divertimento consists of six movements. A significant sonata Allegro is followed
by a melancholic Adagio and then an elegant Menuetto. The fourth movement, Andante,
wins over thanks to the wealth and diversity of variations, and the finale separated with
another Menuetto is the quintessence of the whole piece. This special finale with its
slightly sad, sort of farewell, theme lacks the conventional motor virtuosity. The rhyth-
mic figure that appears soon resembles a drumroll, and as it arises, the nature of music



gets more dramatic. And in the coda of the finale, when this drumroll bursts in so unex-
pectedly and uncompromisingly (as if its abrupt entrance on a strong beat explodes the
sensation of metrical composure), it makes an impression of a crush, a disaster. Following
this crush, the melodic line goes down and to the background. As if everything calms
down and dies away, but the violin chords that conclude the finale are accompanied with
the same sinister rhythmic pattern in the parts of the viola and cello.

Mozart was one of Alfred Schnittke’s favourite composers, a “precious alloy of depth
and simplicity”. Schnittke said that “Mozart carried ‘genes’ of the composers who lived later
than Beethoven. He is ‘not preserved’ in his age, he ‘lives’ now, coming with us through the
history of music and impregnating it”.

Alfred Schnittke’s String Trio comprises two non-contrasting movements, the sec-
ond of which, Adagio, continues and aggravates the tragic image of the first one. It may
seem strange but when we listen to Schnittke’s Trio after Mozart’s Divertimento, the
melancholy of the opening theme feels like a natural sequel to Mozart’s musical thought.

Schnittke’s Trio is the artist’s tragic confession. This music is modern and at the
same time, like Mozart’s music, deeply sincere and humane. The sorrow of leaving and
farewell in the ending of Schnittke’s piece resonate with the intonations that conclude
Mozart’s trio. Aside from the fact that the leading voice in Mozart’s piece goes deep
down, while the voice in Schnittke’s one goes higher and higher until it fades away in the
silence of the unknown.

Mark Lubotsky






In the era of Wolfgang Amadeus Mozart, as it was during the decades that followed,
opera was considered the most important genre of music. The composer also gave promi-
nence to symphony and concerto, the genres that gave him the greatest possibilities for
artistic self-expression. However, we should not underestimate Mozart’s contribution to
chamber instrumental music bearing in mind not only the quantitative principle (his
chamber legacy constitutes more than a half of his works in the Kochel catalogue). In the
time of baroque and classicism ensemble playing belonged to the “home” sphere. This
music was not intended for open public performances and therefore was unpretentious
in terms of figurativeness, emotion and technique. On the other hand, the total fashion
for music playing that affected all social strata in Germany and Austria, along with the
demand for this kind of music, also influenced its musical level. Joseph Haydn, who laid
the foundations for the classical style of chamber instrumental music, defined the genre
of string quartet as “a conversation between four intelligent people”.

The sonatas for violin and harpsichord were the first compositions that the strict
Leopold Mozart thought fit for publication as his seven-year-old son’s first success-
ful creative experiments. The young composer wrote his first string quartet in 1770 in
a hotel in Lodi, Italy. Mozart kept showing an active interest in chamber music after
he returned from his Italian travels when he was not only mastering the style of opera
seria but also studying old polyphony and apprehending the intricacies of counterpoint
under the guidance of Padre Martini. On his way to Paris Mozart stayed in Mannheim
in 1777 and 1778. The acquaintance with the outstanding musicians and the style of
the Mannheim school induced a number of chamber and concerto opuses. The height
of Mozart’s genius during the Viennese period (1782 to 1791) was marked with dozens
of chamber instrumental pieces that were not inferior to his operas, symphonies and
piano concertos in terms of mastery and inspiration. Haydn’s “Russian” quartets inspired
Mozart’s six quartets dedicated to Haydn (1782-1785). Already after the creation of the
“three great symphonies” and in the same year when the featured Divertimento, K. 253,
was composed, Mozart finished the string quintet in G minor, one of the peaks of cham-
ber music of Viennese classicism. The composer continued to write chamber instrumen-
tal opuses (string quartets and quintets, a clarinet quintet, violin and piano sonatas) until
the last year of his life.



“A German composer from Russia”, as Alfred Schnittke defined his ethnic and national
identity. Born in 1934 in the city of Engels, then the capital of the Volga German Autono-
mous Soviet Socialist Republic (within the RSFSR), he was a son of a German Jewish father
who had moved to the USSR and a Volga German mother who descended from the first
German colonists who settled in Russia in the time of Catherine II. The future composer
spoke both German and Russian from an early age. In the post-war years, when Alfred was
a teenager, he lived in Vienna with his family. Germany will become his second home in the
last decade of his life. However, his personality and legacy are inseparable from the com-
plicated and multifaceted picture of domestic culture of the latter half of the 20th century.

Schnittke’s individuality that made his music recognizable amongst the colourful
and flashy diversity of musical avant-garde and post-modernism was already apparent
in the early 1960s. The premiere of his First Symphony (1974) was a memorable event
in this country’s cultural life. Although the composer was in great demand at the drama
theatre and in cinema, he remained a “musical dissident” for many long years. His music
was almost never heard at this country’s largest concert venues to be only performed in
the provinces — in the city of Gorky (now Nizhny Novgorod), which was then forbidden
for foreigners, Novosibirsk, Riga, Tallinn — until the end of the 1980s.

The main genre direction in Alfred Schnittke’s body of work is hard to determine. The
composer contributed equally to oratorial, symphonic, theatre, concerto, choral and cham-
ber pieces. For the majority of listeners, the name of Schnittke is most likely associated with
large-scale, conceptual opuses like his nine symphonies, operas Gesualdo and Historia von
D. Johann Fausten, ballets Labyrinths and Peer Gynt, and Requiem. However, the chamber
instrumental branch was never on the fringes of the composer’s interests: from the first
violin sonata dedicated to Mark Lubotsky (1963) to the 1994 ensemble sonatas for violin and
cello and the variations for string quartet that he finished a few months before his death.

It is Schnittke’s chamber music that exposes the principle of continuity as one of the
key pillars of his style and the sensation of a deep and never-ending thread of traditions —
from Gregorian chant to the Second Viennese School, from part singing to Shostakovich.
The traditions of chamber playing associated with the atmosphere of fireside comfort
and slow friendly conversations find intellectual depth in the music of the Viennese
classics; in the 19th century, they gain bright emotional vigour; and some of the 20th



century composers add a piercing note of confession, a mirror image of a creator’s inner
world. All these qualities are there in Alfred Schnittke’s chamber instrumental opuses,
the music of which captured the spiritual atmosphere of the time while also remaining
timeless and connected with the profound being of Eternity.

Boris Mukosey

Violinist Mark Lubotsky was born in Leningrad (St. Petersburg) and grew up in
Moscow. Along with Abraham Jampolsky, David Oistrakh was his most important teacher
at the Moscow Tchaikovsky Conservatory. He has won prizes at international competi-
tions such as Salzburg Mozart Competition and the Moscow Tchaikovsky Competition.

Mark Lubotsky is recognized as one of the best violinists of our time. “Lubotsky
plays on the highest level of technical perfection and with wonderful power”, wrote the
Times (London, 1988). The New York Times (1985) was equally enthusiastic as well as the
Financial Times in 1980: “Lubotsky’s musical poise is characterized by intellectual strength
and emotional intensity.”

Alfred Schnittke (1934-1998) played an important role in Lubotsky’s life. While they
were both students at the Moscow Conservatory, Schnittke asked Lubotsky to advise him
on violin-technical questions concerning his First Violin Concerto. Lubotsky became
one of the first interpreters of this work and also a life-long friend. Alfred Schnittke
dedicated his Second Violin Concerto and three violin sonatas to him. Lubotsky played
the first performance of Schnittke’s First and Second Violin Concertos to the composer’s
greatest satisfaction. This also holds true of the first performance of Schnittke’s piano
Trio, which Lubotsky played with Irina Schnittke (piano) and Mstislav Rostropovich
(cello) as well as for the Third Violin Sonata in which Irina Schnittke was Lubotsky’s
piano partner. Just as competently, Lubotsky also interpreted the violin music of Arvo
Pért in festivals dedicated to the music of the Estonian composer in London and Tokyo.

It is characteristic of Lubotsky’s artistic reputation that Benjamin Britten (1913-
1976) chose him and no other violinist as the soloist in the LP recording, which he him-
self conducted, of his Violin Concerto, Op. 15. Britten declared: “This is the performance
I have been waiting for.”



Lubotsky has taken part in rediscov-
ering Russian composer Nikolai Roslavets
(1881-1944), who was ostracized and sup-
pressed by the Soviet government. His two
CDs with the four violin sonatas as well as
the 24 Preludes and other pieces are first
recordings of these works (under the Eng-
lish label Olympia).

Mark Lubotsky cooperated as a soloist
with such musicians as Kirill Kondrashin,
Eugene Ormandy, Mstislav Rostropovich,
Evgeny Svetlanov, Bernard Haitink, Gen-
nady Rozhdestvensky, Kurt Sanderling and
others. He has performed with the Moscow
Philharmonic Orchestra, the English Cham-
ber Orchestra, the BBC Symphony Orches-
tra, the London Symphony Orchestra, the
Royal Philharmonic Orchestra (London),
the Concertgebouw Orchestra (Amster-
dam), the Rotterdam Philharmonic Orches-
tra, the Residentie Orchestra, the Scottish
National Orchestra, the Bavarian Radio Symphony Orchestra, the Gothenburg Symphony
Orchestra, the Detroit Symphony Orchestra, the Colorado Symphony Orchestra, etc.

Mark Lubotsky has also been extremely successful as a teacher and is known
world-wide for his ability to pass on the violin tradition of his teachers David Oistrakh
and Abraham Jampolsky. Several of his pupils have won international competitions.
He taught at the Gnessin Russian Academy of Music in Moscow and was granted a pro-
fessorship at the Sweelinck Conservatory in Amsterdam following his emigration from
the Soviet Union. He moved to Hamburg where Die Welt enthusiastically reviewed the
first duo evening of his Beethoven cycle: “The Hamburg Conservatory of Music can take
pride in having won Mark Lubotsky as a professor a stroke of luck!”




Mark Lubotsky has cooperated with labels Philips, Sony Classical, Decca, Ondine, Bis,
Collins Classics and Olympia.

Katarina Andreasson is one of the leading Swedish conductors, violinists and
concertmasters. At the age of 22 she became a 1st concertmaster of the Aalborg Sym-
phony orchestra and later of the Gothenburg Opera Orchestra. Since 1997 she is a 1st
concertmaster of the Swedish Chamber Orchestra (SCO) in Orebro. As a conductor she
is regularly conducting the main swedish orchestras and has also been conducting in
Poland, Ukraine, Ireland and Denmark.

As a soloist Katarina Andreasson made her international debut in London in 1997,
when she performed Howard Blake’s violin concerto The Leeds at the Royal Festival
Hall with the Philharmonia Orchestra. Critics wrote about her passionate, sparkling
virtuosity. Her recording of Vivaldi’s The Four Seasons with the SCO on Naxos received
a Gold CD Award for 3 months. The violin concerto Distant Light by Péteris Vasks was
performed by Katarina in the Bantry Festival in Cork in 2000. Her recording of the piece
with the SCO has recieved international critical acclaim.

As a leader of SCO she has also recorded the Mozart flute concertos (Patrick Gal-
lois/Naxos) and as a soloist — romances for violin and orchestra by Beethoven (Thomas
Dausgaard/Simax). In 2004 Katarina presented the world premiere of violin concerto by
Anders Flodin dedicated to her. As a soloist of SCO she has also recorded two violin
concertos by Heinz Karl Gruber with Gruber as a conductor (BIS Records). As a chamber
musician Katarina has performed around the world. With the Lubotsky Trio she per-
forms regularly in the Concertgebouw, Amsterdam. With the Lubotsky Trio she released
a CD on Brilliant Classics with Boccherini string trios, Op. 6.

In 1996-2001 she taught to play the violin at the School of Music and Music
Education, Gothenburg University. After studying conducting with Professor Jorma
Panula for four years at the Royal Swedish Academy of Music Katarina made her
Diploma in 2007.

Her international debut as a conductor was with the BBC Symphony Orchestra in
Belfast. In 2008-2012 Katarina was chief conductor for Karlskoga Symphony Orches-
tra. In 2012 Katarina became a Professor of the Academy of Music in Orebro, where she
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Malmo Symphony orchestra.

teaches violin, chambermusic and orches-
tra. The same year she founded the Nora
Chambermusic Festival and began teach-
ing a course in orchestral performance for
young musicians as well as a chambermu-
sic course. In 2012 she formed the Aca-
demic Orchestra of the Orebro University
and now she is a conductor and artistic
leader of it. In 2015 Katarina was a guest
professor at the University of Brasilia (Bra-
sil). She also gave master classes in Rio de
Janeiro and Sao Paulo. Also Katarina is a
guest professor of conducting of the Royal
Swedish Academy of Music in Stockholm.
In 2016 she was the leader of the Swedish
Chamber Orchestra at the performance on
Nobel Prize Banquet concert, which was
directly tv-transmitted around the world.
In 2017 she was conducting the Royal
Philharmonic orchestra in Stockholm,
the Gothenburg Symphony orchestra and

In 2018 Katarina has performed as a conductor and a soloist in Finland and toured
with SCO in the Proms, London and the Elbphilharmonie, Hamburg.

Olga Dowbusch-Lubotsky was born in Russia (Saratov). She started playing cello
at the age of seven. Olga got her musical education in Moscow and Hamburg. Having
graduated from the Hamburg University of Music, cello class of Prof. Wolfgang Mehl-
horn, she actively started her concert career as a soloist and a chamber musician. Olga
Dowbusch-Lubotsky plays solo concerts in Holland, France, Spain, Sweden, Finland,
Germany and Russia. She also takes part in major music festivals such as Kuhmo (Fin-



land), Peter the Great (Peter de Grote, the
Netherlands), etc.

Olga performs together with such pia-
nists as Irina Schnittke, Geoffrey Madge,
Ralf Gothoni, Vladimir Skanavi; violinists —
Alexander Brusilovsky, Katarina Andreas-
son, Mark Lubotsky; violists — Vladimir
Mendelssohn, Ferdinand Erblich and oth-
ers. She is a permanent member of the
Lubotsky Trio together with a violinist Mark
Lubotsky.

Olga Dowbusch-Lubotsky pays a great
attention to the contemporary music of
such composers as Sofia Gubaidulina,
Alfred Schnittke, Alexander Raskatov,
Viktor Suslin, Valentin Silvestrov often
taking part in their recitals. She success-
fully played the Dutch premiere of Sofia
Gubaidulina’s Repentance for cello, double
bass and three guitars in the Netherlands,
Groningen, in 2010.

Photo by Matthias Brommann

Along with her concert activity Olga currently heads the cello class at the Alfred

Schnittke International Academy in Hamburg.

She has made recordings for the BIS, NCA, Melodiya and Brilliant Classics.

Sofia Gubaidulina, the world-renowned contemporary composer, describes Olga’s
playing the instrument: “.. The perfect mastery of her instrument, her flawless intona-
tion as well as her overall very high musical culture allow her to find the right shades and
colors in works of diverse styles and ages. She is rightly a soloist, but also enrichment to

any ensemble”.
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JIBa coumHeHus, Ipe/icTaB/leHHbIe HA 9TOM JMCKe, pa3jesieT pacctosinue B 200
net. [I03TOMY HEO6XOAMMO TOSICHUTD, YeM PYKOBOZCTBOBAIUCH MCIIONHUTENN, 06b-
€OVHSSA B OOHOM OMCKEe MMPbI OBYX BEJIMKMX KOMIIO3MTOPOB, MPUHAMJIEKABIINX K
abCOMIOTHO Pa3HBIM 3MIOXaM, JKUBIIMX B OTAATEHHBIX APYT OT Ipyra CTPaHax; XyLoxK-
HUKOB, UbJ CyZbOBI, HA IEPBbIii B3IVIs, aGCOTIOTHO HE OXOXKM.

[ToyemMy TOJIbKO Ha TePBbIii B3IJISAL?

A motomy, 4TO cyzab6a GOJNBIIMHCTBA BEIMKMX XYAOKHMKOB BO BCe BpeMeHa
¥ TIOBCIOZY GbUIA M OCTAETCs JPaMoii, ecu He Tpareyeii. U aTo omymeHne datanb-
HOCTH, Cy/IbOOHOCHOCTH, HeM36eKHOCTM TPAaruuecKoi pa3Bsi3Ku IPOHNU3bIBAET MY3bI-
KaJbHbIe LINEeBPHI OT MapTUTYp CMMQOHMUYECKO ¥ KaMepHOi My3biku Mouaprta
u llly6epTa fo BakHeiimx counHennit Manepa, lllocrakoBuua, [IHuTKe.

Mysbika MouapTa 1o cBoeit npupoge sydesapHa. Ho syye3apHOCTb He MICKIIIO-
yaeT cofiepsKallerocs: B Heit (0CO6EHHO B CO3[AHHBIX MM B IIOCTe[HME IO/l KU3HU
COUMHEHMSX) TOTO «(haTanibHOr0» 3HaHMUS, KOTOPOE BIIOCTEICTBUY HAa3BAIU «1memoll
cyOb0bL, cmyuaujetics 8 08epb» B OTHOIIEHMY 3HAMEHUTOTO JieiiTpuTMma [IsToit cumdo-
HuM beTxoBeHa.

B mmpoBoit smtepatype o Mouapre cosmaHue [duBepTucmeHTa Mu-6emorb
Maskop i1 CKPUIIKM, anbTa u BuosoHuenu, K. 563 (1788 r.) CBSI3bIBAIOT C MMEHEM
Muxaans ITyx6epra (Michael Puchberg). LuTtupyrores micbma MorapTa K [Tyx6epry,
ero «6pary» 1o MacCOHCKOJA JI0Ke, CofepIKallyie IPOCbObl KOMIIO3UTOPA 06 OKa3aHUM
emy ¢uHaHCOBOI nopaepskku. U I[Tyx6epr meiicTBUTENIbHO MHOTOKPATHO BBIpyYasl
MomapTa B ero 4pe3BblUaifHO 3aITyTaHHBIX (MHAHCOBBIX 06CTOSTENbCTBAX. UTO 3Ke
Kacaetcs [IMBepTUCMeHTa, MHOTAA Ha3biBaeMoro «Puchberg-Trio», TO B CBOeM MUCbMe
K ITyx6epry ot 8 arpesist 1790 roga MouapT mucait: «...3asmpa, 8 NAmHuyYy, epagd Xaoux
(Graf Hadik) npocun meHs uchonHums onst Hezo keuHmem LlImadnepa («Stadler Quintett»)
u mpuo, kKomopoe s Hanucan 015 Bac...».

JIMBepTUCMEHT COCTOMT M3 LIECTH 4acTeil. Beies 3a 3HAUMTENbHBIM COHATHBIM
Allegro cnepyer menanxoimnyHoe Adagio, 3aTeM 3JeraHTHbII MeHYST. YeTBeprast
yacTh Andante mokopsieT 60raTCTBOM ¥ pa3HOOOpas3ueM Bapualyii, a OTAeNeHHbIi



BTOPBIM MEHY3TOM (GuHas, SIBASETCS] KBUHTICCEHIMEN BCEro CoumHeHusi. B aTom
ocobom ¢uHame ¢ ero cierka NnevyaybHOM, KaK OYyATO MPOLIATBbHON TEMOW OTCYT-
CTBYeT TPaAMIMOHHAsl MOTOPHAsI BUPTYO3HOCTh. Bo3HMKaroIIast BCKOpe puTMuyeckast
¢urypa HanomuHaer 6apabaHHyIO Ipo6b, 1 C ee BO3HUKHOBEHVEM XapaKTep MY3bIKM
npamarusupyetcs. I korma B Koje ¢uHanma 3ta LpoOb BPbIBAETCS HEOXMAAHHO
¥ HeTIPEKJIOHHO (CIOBHO B3PbIBasi CBOMM PE3KVUM IIOSIBJIEHIEM Ha CUIbHOI 0JIe TAKTa
ollyleH)e MeTPUYecKoil ypaBHOBELIEHHOCTH), 3TO TIPOM3BOJUT BIleUaT/IeHue pas-
JIoMa, KaTacTpodsl. Been 3a aTMM pa3nioMOM MeIoguuecKast JIMHNS YXOOUT BHU3,
B IIy6KHY. Bee €T0BHO ycriokamBaeTcst ¥ 3aTMXaeT, HO 3aKovaroiiye (GuHam akkopapl
CKPUIIKY COTIPOBOXKAAET TOT K€ 37I0BELIMii PUTMUYECKMIT PUCYHOK B MAPTUSX anbTa
Y BUOJIOHYEJIN.

Mouapt 6bu1 1151 Anbdpena [IHUTKe OTHUM U3 JIOOMMENIINX KOMIIO3UTOPOB,
«0pazoyeHHsIM Cnaasom 2nyOuHsl u npocmomet». llIHUTKe TOBOPWMI, YTO «Moyapm Hec
8 cebe “zeHbl” KOMNO3umopos u 6onee no30Hux, uem bemxosen. OH “He 3akoHcepeu-
poB8aH” 8 cgoeli anoxe, OH “#UBOL” U celiuac, ¢ Hamu udywuii uepe3 UCMOPU My3bIKU
u onzodomeopsiowjuli ee».

CrpyHHoe Tpuo Anbdpena IIHUTKE COCTOUT U3 IBYX HEKOHTPACTHBIX YacCTeii,
13 KOTOPBIX BTOpasi — Adagio — mpoJo/sKaeT u yrmyo6ssieT Tparnveckuii 06JIMK repBoii
yacTy. MOXeT 10Ka3aTbCsl CTPaHHBIM, HO Ipu npocnymmsanuu Tpuo llIHuTKe Been,
3a [luBeptucmeHTOM MoliapTa cBeT/iasi TPyCTh OTKPBIBAIOLIE) ero TeMbl IIPOM3BOAUT
BIIeyaT/ieHMe eCTeCTBEHHOTO MPOAO/DKeHST My3blKaJ1]:H0]7[ MBICIN MouapTa.

Tpuo IHUTKe — 3TO Tparuyeckasi UCIOBe b XyJOKHMKA. ITO My3bIKa COBpEMEH-
Has M B TO Xe BpeMs, KaK 4 My3bIKa Moriapra, Ny6oKO MCKPEHHSIS U Ye0BeyvHasl.
Crop6b yxopa, MpoljaHme, 3aBepliamlnye 3To counHeHne [IHNTKe, MepeKIMKaIOTCs
C MHTOHAUMSIMMU, 3aK/Iovaomymu Tpyuo Mouapta. Tosnbko y MonjapTa Begylinii ronoc
YXOIUT BIyOb, BHU3, a y [I[HMTKe 3TOT royIoc MOJHMMAETCS BCe BBILIE U BbIIIE, TOKA
He pacTBOpsIeTCs] B TULIVHE HeM3BeJaHHOTO.

Mapxk JIy6oyxkuti
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B snoxy Bonbdranra Amanest Mouapra, Kak 1 AeCsSTUIeTHUSI CITyCTSI, BAsKHe M
MY3bIKaJIbHBIM JKAaHPOM CUMTAIACh orepa. CaM KOMIIO3UTOP TaKkkKe BbIIEJST CUuMbOo-
HUIO U KOHIIEPT, OTKPBIBIIINE €My HanbOJIbIie BO3MOKHOCTH [IJisi TBOPYECKOTO CaMO-
BbIpakeHMs1. OHAKO He CTOUT HeJ0OLleHMBaTh TOT BKJIA/l, KOTOPbIi coenan Mouapt
B KaMePHO-MHCTPYMEHTA/IbHYIO MY3bIKY. /1 He TObKO MO «KOJINYeCTBEHHOMY» ITPUH-
numny (KaMepHoe Hac/ieiyie 3aHMMaeT O0JIbIlle TIOJIOBMHBI €0 COYMHEHMIT B KaTauore
Kéxens). B amoxy 6apoKKo M KJIaccuiy3Ma aHcaMmbieBoe My3uIMPOBaHe OTHOCUIIN
K «ZoMalrHei» chepe. dta My3blka He IpeIHA3HAYaNach JJIsl OTKPBITHIX MyOInd-
HBIX BBICTYIUIEHMI, @ TOTOMY 6bUIa HEITPUTSI3ATENbHONM B 06pa3HO-9MOIIMOHATbHOM
M TeXHNYEeCKOM OTHoIeHuu. C APYyroit CTOPOHbI, TOTaAbHAsI MOJA Ha MY3MLIMPOBa-
HMe, 3aTPOHYBILAs BCe COLMabHbIe c1oy B lepMaHum 1 ABCTpuM, BOCTPe6OBAHHOCTD
MY3bIKM 3TOTO pOjia MOBIVSIA ¥ HAa ee My3bIKaIbHBIN YpoBeHb. «beceda uemoipex
YMHbIX J00eli» — TaK OIpe/iesIsil XaHp CTPYHHOro KBapTeTa Mosed TaiifH, 3a105KuB-
1IM¥ OCHOBBI KJIACCMYECKOTO CTU/ISI KAMEPHO-MHCTPYMEHTAIbHOM MYy3bIKM.

CoHatpl AJIs1 CKPUIIKM M KJIaBeCMHa CTalM IepPBbIMU COUMHEHMUSIMM, KOTOpble
cTporuii Jleoronba MoLapT cuesl BO3MOXKHBIM OITYyGIMKOBATb KaK IEepBbIii YIauHbIi
TBOPYECKMI] OIBIT CBOETO CeMMIETHEro CbiHa. CBOJi MepBblii CTPYHHBIN KBapTeT IOHbI
KOMITO3UTOP Hamycana B 1770 r. B TOCTMHMLIE UTATbSIHCKOTO roposa JIoan. AKTUBHBI
MHTepec K KAMepHOMY TBOPUEeCTBY MPOsIBII MoLapT 1 10 BO3BPalleH!M U3 UTAJIbsIH-
CKUX I10€3]10K, BO BpeMsl KOTOPBIX He TOJIbKO OCBaMBaJl CTMIIb Operda Serid, HO U3ydas
CTapUHHYIO MOMUQPOHUIO, MOCTUTAT IPEMYAPOCTM KOHTPAITYHKTA MO, PYKOBOJCTBOM
magpe Maptuuu. B xone mytemectBus B [Tapmk (1777-1778) Mouapt mocetmn MaH-
reiiM: 3HaKOMCTBO C BBbIJAIOIMMMCS MY3bIKAHTaMM U CTMJIEM «MaHTeiCKO IMIKOIb»
BBI3BAJIO LIeJIbII Psifl KaMePHBIX M KOHLIEPTHBIX OITyCOB. BpiciMii paciiBeT MOLLapTOB-
CKOTO TBOpUeCTBa «BEeHCKOro mepuopa» (1782-1791) ormeueH fgecsiTkaMy KaMepHO-
MHCTPYMEHTA/IbHBIX IIPOM3BEIeHNI, TI0 MacTEPCTBY U BIOXHOBEHMIO He YCTYIAIOLINX
onepam, cuM(pOHMSIM U HopTeNnMaHHbIM KOHLIepTaM. Pe3ybTaToM 3HAKOMCTBA C «PyC-
CKUMM» KBapTeTamu l'aiijHa cTaim 1mecTh MOCBSIEHHbIX eMy KBapTeToB (1782-1785).
ViKe TOC/Ie CO3MAHMS «TpeX BeNMKUX CUMQOHWII», B OAMH TOf C MpPeACTaBIeHHbIM
Ha jucke TueptucmeHTOoM, K. 253 6bU1 3aK0HUeH CTPYHHBIN KBUHTET COJIb MUHOD —
OJlHa M3 BepUIMH KaMepHOJ My3bIKM BEHCKOIo kjaaccuiysma. KamepHO-MHCTpyMeH-
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TaJbHbIE OITyChbl (CTPYHHbIE KBAPTEThI ¥ KBUHTETbI, KIADHETOBbII KBMHTET, COHATHI 1151
CKpUIKK U HOpTeniaHo) KOMITO3UTOP MICAJ BIUIOTD [0 IOC/IeIHEr0 rofia KU3HN.

«Hemeyxkuti komnosumop u3 Poccuu» — Tak cam Anbdpen [IIHUTKe orpeessit CBO
STHO-HalMOHAJIbHYIO ITPUHAJJIeXXHOCTDb. PonuBuiniics B 1934 r. B ropozie JHresbce,
KOTODBI B TO BpeMsi ObLI CTO/MIIel i ABTOHOMHOI Pecry6nku HemiieB TT0BOKbST
(B coctaBe PCOCP), oH 6bUT CBIHOM HeMmelkoro eBpes, rnepecenuuierocsi B CCCP,
¥ HEMKM 13 pojia MepBbIX KOJIOHUCTOB, XMBIIKX B Poccun co BpemeH Exkatepunsi I1.
C paHHero JeTcTBa OYAYyIIMii KOMIIO3UTOD BIafeN HeMeLKMM M PYCCKUM SI3bIKaMMu.
B nocneBoeHHbIe rofbl, B MOAPOCTKOBOM Bo3dpacTe Anbdpen IlHKUTKe B ceMbeii Kl
B BeHe. l'epMaHMs craja ero BTOPbIM JJOMOM B IOC/IeJHee IeCSTWIeTUe KU3HU.
OnHaKo ero IMYHOCTb ¥ HacleJue HeOTAeIMMbl OT CI0KHOJ M MHOTOTPaHHO Kap-
TUHBI OT€YeCTBEHHO KyJIbTYPbl BTOPOJI ITOJIOBMHBI XX CTONIETHS.

C Hauana 1960-x rr. B TBOpYecTBe IlIHUTKe BCe OTUETIMBEee MPOCTYNAT UHAM-
BUJya/lbHble YepThbl, KOTOPbIe JeJal0T ero MY3bIKy Y3HaBaeMOli cpeiy IeCTporo,
KpUyalero MHOTOLBeTHSI MY3bIKaJIbHOTO aBaHTapia ¥ «IIOCTMOAepPHU3Mar». SIpKum
COOBITMEM KYJABTYDHOI JKM3HM Hallleil CTpaHbl crajga mpembepa [lepBoit cumobo-
Hun (1974). Komnosutop 66u1 Heo6bIYaiiHO BOCTPeGOBAH B JpaMaTHUeCKOM TeaTpe
¥ KuHeMaTorpade, HO JOJTVe TOAbI OCTABAICS «MYy3bIKAIBHBIM OVMCCUAEHTOM». Ero
My3bIKa [I0UTHM He 3By4Yasia B KPyMHe KX KOHLEPTHBIX 3a/1aX Halllell CTpaHbl, UCTIO0-
HSISICh TOJIBKO Ha repudepuu: B 3aKPbITOM AJIsI MHOCTPaHLeB ropoze 'opprom (Hysk-
Huit Hosropon), HoBocubupcke, Pure, TananHe BIIOTh Jo KoHIIa 1980-x IT.

B TBopuectBe Anbbpena IIHWTKe TPySHO ONpENENUTh OCHOBHOE KaHPOBOE
HanpasieHye. KoMII03MTOp OTal paBHYIO JaHb OPaTOPUAIbHBIM, CUM(POHNIECKIM,
TeaTpPabHbIM, KOHLIEPTHBIM, XOPOBbIM, KAMEPHBIM ITpoyM3BeneHusIM. [Toxkanyii, nis
Gosblueit yacTy caymaTeneit ums [IHUTKe CBSI3aHO ¢ MacIITaGHBIMY, KOHLIETITYa b~
HbIMU orrycamu (9 cumboHmit, onepsl «/re3yansdo» u «HMcmopus dokmopa HozanHa
®aycma», 6anetst «Iabupurmel», «Ilep Ionm», PexBuem). OfHaKO KaMepHO-MHCTPY-
MeHTaJIbHasl BeTBb HMKOIJA He Obla Ha mepudepuy MHTepecoB aBTopa: ot [lepBoii
CKPUITMYHOM COHATHI, MOCBsIieHHOt Mapky Jly6oiikomy (1963), BIUIOTH 10 aHCamMbiie-
BbIX COHAT /JIS1 CKPUIIKY U BUOIOHYenu 1994 r. u Bapmanmit 111 CTPyHHOTO KBapTeTa,
3aKOHUYEHHbIX 338 HECKOJIbKO MeCs1eB [0 CMepPTU.



VmveHHO B KaMepHOii My3bike [[IHuTKe HamGonee «OGHA’KEHHBIM» CTAHOBUTCS
MPYHLMI IPeeMCTBEHHOCTY KaK OJHOJ 13 MIePBOOCHOB ero CTUJIS, OIIyIleHMe ITy-
60KO71 11 HeIIPePBIBHOI CBSI3YIOIe)t HUTY TPAAULIMIL — OT TPUTOPMAHCKOTO X0Opasia 10
HOBOBEHCKOJI LIKOJIBI, OT «IapTecHOro» ctuist Ao llocrakoByuua. Tpaguumm kamep-
HOTO My3UIIMPOBaHMsI, CBSI3aHHBIE C aTMOC(HePOii «JOMaIlIHero» yioTa, HeTOPOIINBOA
JIPY’KeCKoii 6ecesibl B TBOPUYECTBE BEHCKMX KJIACCHKOB, IIPYOOPETAIOT MHTEIEKTyallb-
HyI0 mTy6uHy; B XIX cTomeTnn 060ramaoTcs IpKUM 3MOLIMOHATbHBIM TOHYCOM; PSIZL
KOMIT03UTOPOB XX BeKa 06aBJIsieT K 3TOMY ITPOH3UTEIbHYIO HOTY «MCIIOBE/IAIBHO-
CTU», 3ePKaJIbHOTO OTPa’keHusI BHYTPEHHero Mupa TBopLa. Bce 9Tu kayecTBa 3aK/Io-
YeHbl B KaMepHO-MHCTPYMEHTAIbHBIX COUMHEeHMsIX Anbdpena IIHMTKe, My3bIKa
KOTOpOTO IlepefiaBana JyXOBHYIO aTMocdepy BpeMeHM, OZHOBPEMEHHO OCTaBasiCh
BHEBPEeMEeHHOIA, CBSI3aHHOIA C ITyOMHHBIM ObITVIEM BeuHOCTH. ..

Bopuc Myxkoceti

Mapk JIy6ouxmii (ckpumnka) popmics B JlenuHrpage. OKOHYMI MOCKOBCKYIO
KOHCepBaTOPUIO 10 KJIaccy CKpUIKy y Ab6pama SIMITOIBCKOTO, a 3aTeM acIlupaH-
Typy y JaBuza Orictpaxa. MICIIOMHUTeNbCKME TPAAULMN STUX BeIUKUX MY3bIKAHTOB
BOIUIOTV/INCH B MCKyccTBe JIyGOIIKOTO0: B BBICOKOM YPOBHE TEXHIUECKOTO MacTePCTBa,
B CTpPeM/IeHUM K MaKCMMaJbHOMY COBIIa[€eHMIO SMOLVOHANIbHOTO M MHTEIeKTY-
aNbHOTO KOMIIOHEHTOB. JloKa3aTelbCTBOM 3TOMY C/Iy)KaT MHOTOUMCIeHHbIe 3allUCK
JIy601IKOTO KIaCcCHKO-POMaHTUIeCKOrO ¥ COBPEMEHHOTO CKPUITMYHOTO KOHLIEPTHOTO
periepTyapa M KaMepHOJ MY3bIKN. B cTyzeHuecKye rofpl OH CTasl GIM3KMUM APYrOM
Anbopena IlIHMTKe, KOTOPBIJ MOCBSITUI eMy BTOpOJi CKpUINUHBIA KOHLIEPT U TPU
CKPUITMYHBIX cOHAThl. K Gosbmroit pamocTy Kommosutopa JIyboukuii mrpan Impe-
Mbepbl ero IlepBoro u BToporo cKpunmuyHbIX KOHLEPTOB, a TaKKe BMecTe ¢ VIpuHoii
[IHuTKe M MctuciaBom PocTponoBnyeM yyacTBOBal B IpeMbepe (HOPTENMaHHOTO
Tpuo llIanuTke.

Mapk JIy6oukuii — ob6nagaTesnb MpeMuil MeXIYHApOIHBIX KOHKYPCOB,
cpelu KOTOPhIX KOHKYpc Moriapta B 3aiblibypre, KOHKYpC uMeHu YaifkoOBCKOTO
B MockBe. OH BBICTYIaJ CO MHOTMMM BbIJAIOWIVMMMCSI AupysKepamu: Kupusiom
Konppaumubiv, IOmknnom Opmanau, MctuciaBom PoctponosBuyem, EBrenmem
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CseTnaHOBbIM, BepHappnom XaiiTuHkoMm, T'enHagmem PoskpmecTBeHckuM, Kyprom
3aHIEPAVHIOM ¥ Ip.; IPOCIaBIeHHbIMYM OpKecTpamMu: MOCKOBCKMM Guiapmo-
HUYECKMM OpKecTpoM, AHIMIMIICKMM KaMepHBIM opkecTpoM, CumdboHMUIeCKUM
oprecTpoM bBu-6u-cu, JIOHZOHCKMM CUMQOHMYECKMM OPKECTPOM, OPKECTPOM
«@unapmonus» (JlonnoH), opkecrpom KoHceprre6ay (Amcrepziam), PorrepaaMmckum
(bunapMoOHMYECKMM OPKeCTPOM ¥ MHOTMMM Jpyrumu. Cpenu maptHepoB JIy6orr-
KOTO 10 KaMepHOMY aHcam61io mauucTh JIio60Bb Exnuna, Bopuc Bepmaw, [Terep
®panki, Panbd ToToHM 1 BpeHHO AMOPO3MHMA.

Mapk JIy6o1KuMii BeJleT YCIelHy0 eJarorMuecKyro AesTeabHOCTb. HeKoTopbie
13 ero YUeHMKOB CTaIM 06eAUTEIISIMI MesKIYHaPOAHBIX KOHKYPCOB. OH IpernoiaBal
B MHCTUTYTe ¥MeHM ['HeCHHBIX, B KOHCepBaTOpUM uMeHy CBelMHKa B AMcTepiame,
6611 1Ipodeccopom I'amGyprckoit Beiciieit MmKoIbl My3biky. Mapk JIyGo1Kuit IpoBo-
U MacTep-Kiaccol B yHuBepcuteTe Toxo B Toknmo, yauBepcuteTte Oknenza B HoBoit
3enauayn, [MIIX0JUICKO 1IKOIe My3bIKM B JIoHIOHe, B CaHKT-IIeTep6yprcKoit KOH-
cepBaTopuu u akagemuu Cubennyca B XeabCUHKHY, a Takke B [éTebopre.

Karapuna AHapeaccOH BXOAUT B UMCIO BeAYIIMX IUPIDKEPOB, CKpuUIavei
u KoH1epTMeiicTepos llIBenyn. B Bo3pacTe 22 sieT oOHa cTaja repBbIM KOHIEPTMeli-
cTepoM cumboHMUeckoro opkectpa Onmbbopra, a 3aTtem opkecTpa [€Te6oprckoii
onepel. C 1997 r. gBisieTcs mepBbIM KOHLepTMejicTepoM IlIBeacKoro KaMepHOro
opkectpa (IIIKO) B 1. dpebpy.

B xauecTBe AMpyoKepa peryysipHO BBICTYIAeT C BeOYIIMMM LIBEJCKUMMU OpKe-
cTpamu, a Taioke opkectpamu IToabiin, Ykpannsl, Upnanauu u JJanun.

Kak conmmcrka KatapmHa AHOpeaccoH Ae6roTupoBana 3a pybeskom B 1997 r.:
B JIOHIOHCKOM «Royal Festival Hall» oHa MCIIOJTHMIA CKPUIIMYHBIA KOHLEepT ['oBapaa
Breiika «/Iudc» B COMIPOBOXAEHNM OpKecTpa «PunapmoHus». Vicronnenme KatapuHbl
6bIJI0 OTMEUEHO KPUTHUKAMM KaK «CTPACTHOE» U «BUPTYO3HO UCKPSIIeecs».

IlepBast aymmosamuch KatapuHbl AHIpeaccoH (KOHLIEPThI «BpemeHa 200a»
A. BuBasbn) BbIlILIa Ha Jieii6iie «Naxos» u CIycTst TP Mecsiiia 6blia yI0CTOeHa «30710-
Toro nyckar». B 2000 r. KaTapuHa mcronHmia KOHUEpT 11 ckpurku [Tetepuca Backca
«/lanexuti ceem» Ha ¢dectuBae B I. Bautpy rpadersa Kopk (Mpnaxaust). OTa 3amuch,



ocymiecTsneHHast coBMecTHO ¢ LIIKO, 6b11a Terio BeTpeueHa KpUTUKAaMY Pa3HbIX CTPaH.
Kax gypukep llIBenckoro kamepHoro opkectpa KatapyHa ocyiiecTBuia 3alich KOH-
uepToB myis1 dieiitTel Bonbdranra Amaznes Mouapta (ITatpuk Tanya, dueiita/ neit6n
«Naxos»); B KauecTBe comucTky BMecTe ¢ LIKO — 3amycu pomMaHCOB ST CKPUIIKM
¢ opkectpoM Jlroneura BaH BerxoBeHa moj yrnpasieHuem Tomaca Jlaycropa (yieit6m
«Simax Classics»), IByX CKpUIIMYHBIX KOHIIepTOB XaHia Kapia 'py6epa o, yrpas-
JeHueM aBTopa (BIS Records). B 2004 r. cocTos/ach TpaHC/ISLIMST MUPOBOJ IIPeMbepbl
KOHLEepTa 711 CKpunku AHziepca OnosivHa, NOCBSIIEHHOTO eif.

Karapuna ractpoimpyeT 1o BceMy MUPY M B COCTaBe KaMepHBIX aHcamOJeil.
PerynsipHo BbICTyIaeT ¢ «/Iyboykuti-mpuo» Ha cueHe KoHceprrebay B AMcTepaame.

B 1996-2001 rr. KatapuHa mnperojasana Urpy Ha ckpunke B IlIKone My3bIKu
¥ MY3bIKaJIbHOTO 06pa30BaHys py yHuBepcurete T. [éTe6opra. B 2007 r. oHa moimy-
Yyia AUIUIOM 06 OKOHYaHMM KJIacca JUpwkmupoBanus npodeccopa Mopmbl [Tayiibt
B Kopornesckoit akagemnu My3biky B CTokrobMe. Ee MexkmyHapoiHbli 1e6I0T B Kaue-
CTBe UpIKepa COCTOSIICS ¢ opkecTpom Bu-6m-cu B Bendacte. B 2008-2012 rr. Kata-
puHa 6bUIA ITTABHBIM IUPIDKEPOM cuMdOHMYecKoro opkectpa r. Kaprickyra. B 2012 .
KatapuHa crana npernojasaresneM AkajieMuy My3bIKK B T. DpeOpy, Iie BeJleT KIacChl
CKPUITKM, KAMEePHO# MY3bIKM ¥ OpKecTpa. B ToM ke romy oHa ocHOBaja (ecTuBab
KaMepHO¥ My3bIkM B I. Hypa 1 Hauasia BeCTy KypCbl OpKeCTPOBOI'O MUCIIOIHUTEILCTBA
¥ KaMepHOJ My3bIKM /IJIS1 MOJIOJIBIX MY3bIKAHTOB.

B 2012 r. oHa opranu3soBaia AKaJjeMIUUeCcKnii OpKeCTp YHUBEPCUTETA I. Dpebpy
U C TeX TIO0P SIBJISIETCS €r0 JUPYKEPOM U Xy 0KeCTBEHHBIM PYKOBOJUTENIEM.

B 2015 r. KatapuHa crana nmpuriameHHbsM npodeccopom YHuBepcutera bpa-
sunma (Bpasmnus). Taxke oOHa NpoBOAMIAa MacTep-kiaccel B Puo-me->Kaneripo
u Can-ITaonmo. Kpome storo KarapuHa siB/isieTCsl MPUITIALIEHHBIM IMPpodeccopom
IupyskupoBaHus B KoposeBckoit akageMuy My3blky B CTOKIosibMe.

B 2016 1. ona aupwkuposaia IIIKO Ha KoHIIepTe BO BpeMsi GaHKeTa 10 CIydaio
BpyueHuss HobGeneBckux mpemmii, KOTOPBI/ TPAHCIMPOBAICS B MPSIMOM 3dupe 1o
Bcemy mupy. B 2017 r. gupmxupoBana, B ToM uucie, KoposeBckum duiapmMoHnye-
CKUM OpKecTpoM B CTOKronbme, [eTe6oprekum cuMdOHNIECKM OPKECTPOM U CUM-
(onnveckum opkecTpom . Manbme.
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B 2018 r. meGroTrpoBasia B OPUHISIHINY B KaUeCTBe AMPYsKePa ¥ COMMICTA, a TAKKE
BoicTymmia ¢ KO B 3ase «Proms» B JIonmoHe 1 Anb6ckoii hunapmonnm B FamGypre.

Onbra [loBGym-JIy6onkast (BMoJoOHYe b) poaniaack B CapatoBe. My3biKasb-
Hoe ob6pa3oBaHue mnoayuynuna B Mockse u [am6ypre. [Tocie okoHuaHus ['amGyprekoii
Beicieit nIKosbl My3bIKM Hayala akKTUBHYIO KOHLEPTHYIO JesiTeIbHOCTh B KauecTBe
COJIVICTKM ¥ yUacTHMKa aHcaMbueit. Onbra JJoBOy1I-JIy6o1iKast BHICTYIIAsa C CObHBIMM
KkoHUepTtamu B lomnanaum, ®pannun, Ucnanum, IBenyn, Ounngugum, Fepmannn
u Poccun. [IpyHUMaa yJyacTyie B KPYITHBIX MYy3bIKaIbHbIX (DECTUBAISIX, CPeAY KOTO-
poix KamepHbIif My3bIKalIbHbIi hecTrBatb B Kyxmo (PuHnsHOus), PecTuBaIb MMEHN
[Terpa Bemmkoro (Hunepnangpr) u ip. Onbra [IoB6y1u-JIy6o1ikast BbICTyNaeT B aHCaM6-
ns1x ¢ myanucramu Mpunoit llautke, [xebdpu Maakem, Panbbom T'otonn, Bnagu-
mupom CkaHaBM; cKpurnadamm Anekcangpom Bpycunosckum, KatapmHoii Anipeac-
coH, MapkoMm JIy6o1KMM; anbrucTamu Bragumupom MeHgenbcoHoM, OepAnHaHIO0M
dp6auxom u ap. Bmecre co ckpunauom Mapkom JIy6OIKUM SIBISETCST TIOCTOSTHHBIM
YYaCTHUKOM aHCaMOJist «/Iy0oyKuti-mpuo».

B penepryape Onbru [1oB6y1u-JIy6011KOI HApsIAy € IPOM3BeAEHNSIMI POMAHTH-
YeCKOii 910Xy GOIbIIOe MECTO 3aHMMAaeT My3bIKa TaKMX KOMIO3UTOPOB, Kak Codust
I'y6aiinynuua, Anbbpen lluutke, Anekcauap Packatos, Buktop Cycins, BanenTnH
CunbBectpoB. B 2010 r. oHa yvyacTBOBaJla B TOJUIAH/CKO} IpeMbepe COYMHEHMS
Cocun T'ybaitmynuHoit sl BMOJIOHYeNM, KOHTpabaca 1 Tpex rutap «Repentance»
B ['poHMHreHe.

B Hacrosimiee BpeMsi MOMMMO KOHIIEPTHOV aAesiTenbHOCTM Onbra [1oBOYyII-
JlybouKas BeJeT Kacc BUOJIOHYENN B AKazieMu My3bIKM uMeHy Anbdpena IHuTKe
B l'ambGypre.

Onbra [oBOymi-JIy6oikass coTpymHuyaeT c Jeitbaamu BIS, NCA, «Brilliant
Classics», «<Menodusi».






22

Bonbsdraur Amaaeit Mouapt
JMBepTUCMEHT JjIs1 CTPYHHOTO Tpuo Mu-6emonb maskop, K. 563

1T LAIeGro . . . . e e 9.05
2 ILAdagio. . . ..ot 10.48
3 III. Menuetto. Allegretto . . . . . . . . . o i it i e 5.36
4 IV.Andante. . . ... ... 7.16
5 V.Menuetto. Allegretto — TrioI - TrioIl . . ... ............... 5.33
6 VLAIEZIO . . . . o e e 7.10
Ansdpen llluntke

CrpyHHoe Tpuo (1985)

7 LModerato. . . . . . o v it e e e 14.34
8 ILAAIO. . . . v ot e e e 11.35

O6ee Bpemsi: 71.42

«/Iy6oyKuii-mpuo»:

Mapk JIy6ouxuii, ckpunka

KarapuHa AHapeaccoH, anvm

Onbra [JoB6yI-JIy6o1iKas, 8U0JI0HUEb

3amnuch caenaHa B 1epksu Bukepc, [IBerust B 2017 1.
3BYyKOpeskuccep — HApIo Famdakc

Penaktop — Hatanbst CTopuak
Memnepnxep npoekra — MapuHa be3pykoBa
Iu3saitd — AuHa Kum



Wolfgang Amadeus Mozart
Divertimento for string trio in E flat major, K. 563

1 LAIEGro . . . . o e e e 9.05
2 ILAdagio. . . . o oo 10.48
3 III. Menuetto. Allegretto . . . . . . . . . o it it i i 5.36
4 IV.Andante. . . . .. ... 7.16
5 V.Menuetto. Allegretto— Triol-=Trio Il . .. ................. 5.33
6 VLAIIEZIO . . . o ottt e e e e 7.10
Alfred Schnittke

String Trio (1985)

7 LModerato. . . . . . o it e e e 14.34
8 ILAdagio. . . ... .. 11.35

Total time: 71.42

Lubotsky Trio:

Mark Lubotsky, violin

Katarina Andreasson, viola
Olga Dowbusch-Lubotsky, cello

Recorded at the Vikers kyrka, Sweden in 2017.
Sound engineer — Andrew Hallifax

Editor — Natalia Storchak

Project manager — Marina Bezrukova
Design — Anna Kim

Translation — Nikolai Kuznetsov
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