


IIéTp YarikoBckuii (1840-1893)
Bapuauuu Ha TeMy pOKOKO, CO4. 33

1 ModeratoassaiquasiAndante. . . .. ... ............. 1.04
2 Thema. Moderato semplice . ... ... ... ... ......... 1.50
3 Var.l.TempodellaThema. ... ................... 1.00
4 Var.2.TempodellaThema. ... ................... 1.29
5 Var.3.Andantesostenuto . ... ... ... ...... .. ..... 3.57
6 Var.4.Andante grazioso . . . . . . . . ...ttt 2.06
7 Var.5. Allegro moderato—-Cadenza. . . . .. ... ... ...... 4.14
8 Var.6.Andante . . ... ... ... ... 2.34
9 Var.7eCoda.Allegrovivo . . . . . . .. . ... ... ... ..... 2.31
Meuwncias Baiia6epr (1919-1996)

10 ®anHTa3us a1 BUOJOHYEIU M OPKEeCTpa, cou. 52 . . . . . . .. .. 16.58
AnToHuMH JIBOp>Kak (1841-1904)

KoH1iepT [1J1s1 BUOJIOHYEN C OPKeCTPOM, cod. 104

I1LAIlegro. . . . . o ot e e e e e e e e 16.00
1211. Adagio ma non troppo. . . . . v v v v v v v e e e e e 11.32
13 III. Finale. Allegro moderato. . . . . . . . . . ... ... ... ... 12.51

O6bmee Bpems: 78.18

AnexkcaHap 3aropuHCKUI, 6UOJIOHUENDb
CumdboHMUeckmit oprecTp bearopoackoii rocynapCcTBeHHO GunapMoHUn
Hupukep — Pamunt Huramatyyuine

Pyotr Tchaikovsky (1840-1893)

Variations on a Rococo Theme, Op. 33

Moderato assai quasi Andante. . . . .. ... ... .........
Thema. Moderato semplice
Var. 1. TempodellaThema. . . ... .................
Var. 2. TempodellaThema. . .. ... ................
Var. 3. Andante sostenuto
Var. 4. Andante grazioso . . . . . . ... ..o
Var. 5. Allegro moderato—Cadenza . . . .. ... ... .......
Var. 6. Andante
Var.7 e Coda. Allegrovivo . . . . . . . ... ... ... .......
Mieczystaw Weinberg (1919-1996)

10 Fantasia for cello and orchestra, Op.52. . . . . .. ... ... ...
Antonin Dvorak (1841-1904)

Cello Concerto, Op.104

I1LAllegro. . . . . . o e e e e
1211. Adagio ma non troppo. . . . v v v v v v v v e e e e e
13 III. Finale. Allegromoderato. . . . . . . . . . . ... ... .....

O 0 IO\ Ul I N =

Total time: 78.18

Alexander Zagorinsky, cello
Symphony Orchestra of the Belgorod State Philharmonic
Conductor - Rashit Nigamatullin



3amuch ObUIa OCYIIeCTBIeHA BO MHOTOM Oyarofapsi OpraHu3alOHHOMY,
TBOPYECKOMY ¥ UejI0BeYeCKOMY y4dacTUIo Moeil cynpyru TaTtbsaHbl Ba-
HOBHBI. OHa, 6yTyuy BLICOKOITPO(deCcCMOHATBbHOM BUOTIOHYETMUCTKOM, OHOM
13 nociaesHux yueHur npodeccopa Ceména Kosomymnosa, BCIO CBOIO TBOP-
YeCKyl XU3Hb OTHaBIlas AKageMU4ecKomMy CUMQPOHUYECKOMY OPKeCTpy
MockoBcKO# (GUIapMOHMM, AaKTMBHO YYacTBOBajJa B TOJATOTOBKE 3TOiA
paboThl, CayIIaaa BCe perneTULMM M caM ITPOLIeCC 3amycy, 1aBajia leHHble
TBOpUYecKue coBeThbl. CBeT/ION mamsaTu TaTbsiHbl VIBaHOBHBI YCTUMHOBOI
(TToATOPBIXMHOJ) ITOCBSIIAETCS STOT aIbOOM.

AnekcaHop 3azopuHckuti
HA POOVHE 1 HA YY>KBUHE

VyeHMk AHTOHMHA JIBopxkaka B IIpaskckoit KoHcepBaTopunu Vosed Muxin
COXPaHWJI 711 TOTOMCTBA He CaMyI0 JIECTHYIO XapaKTePUCTUKY, KOTOPYIO €ero
HAaCTaBHMK, KO BpeMeHM MX pasroBopa aBTOpP BCEMMPHO M3BECTHOTO KOH-
1epTa, Jaja CONUPYIOIIeli B HEM BUOJIOHUEN: «...NPEKPACHBIL UHCIMPYMEHM,
HO €20 Mecmo — 8 opKecmpe U 6 KAMepHOU My3blKe; KAK CONbHbIU UHCMPYMEHM
OH HemH02020 cmoum! CpedHuli pezucmp y Hez0, npasda, 38yuum Kpacueo,
HO Haeepxy OH 2Hycasum, a 6HU3y 6ypuum!»

Buononuenb — He ckpurka. CTpaHHO 6ObUIO ObI OXMIATh OT KPYITHOTO,
TPEOYIOIIEro OT MCIIOJHUTENST MPUINYHON (PU3MYECKOil MOIIM MHCTPY-
MEHTa KpacoTbl POBHOTO, HACBII[EHHOTO O0GEPTOHAMM U IMOYTH JIMIIEH-
HOTO IIYMOBBIX NPU3BYKOB TeM6pa. OmHakKo B pykax macTepa 3TOT

3ByYalIuii OPraHM3M CIIOCOOEH CTaTh TOJIOCOM JIMPUUYECKOTO TIepos
M BbIPA3UTh HACTOJIbKO OOTaTyio MaJUTPy YYBCTB, UTO HEMHOTME KOJIJIETU
MorIM Obl C HUM CPaBHUTHCS, — IIMPOKUIA AMana3oH U TeMOpOBOe CBOe-
obpasue perucTpoB UTPAIOT 37eCh He IOC/IeIHIOn pojb. OTKpHITHE BUO-
JIOHUe/IM KaK COJMPYIONIero WMHCTPYMEHTA, MPUTOJHOTO K MCIIOIHe-
HUIO He TOJbKO 3¢dEeKTHO, HO M CaMOil cepbe3HOl My3bIKM HaUMHAIOCh
B XIX Beke, a OKOHUYATEBHO COCTOSIIIOCH y3Ke B XX. [IpecTaBieHHbIE B I TOM
agpboMe 3amyucyu Tpex MepBOKIACCHBIX IMPOU3BeIeHMI — MOXKaTyil, CAMbIX
M3BECTHBIX BapualMii IJi1 BMOJIOHYEIN C OPKECTPOM, 6€CCIIOPHO, CaMOro
TIOITYJISIPHOTO Y IIMPOKO¥ ITyOIMKYM BMOJIOHUE/IBHOTO KOHIlepTa U (paHTa-
31U, IPEBOCXOAHbIE KAUECTBA KOTOPO Iy IMKe elle ITPeACTOUT OLIeHUTD, —
ITyHKTVMPOM 0003HAYaIOT TPAEKTOPHIO yCIIexa.

YalikOBCKUIA HE OCTaBUJI HAM NMMCbMEHHbBIX CBUIETENIBCTB O 3aMbIC/IE CBOETO
counHeHMs. VI3BecTHO, uyTo X VIII BeK B ero co3HaHNUM ObLT UeM-TO BPOZIE ITOTe-
PSTHHOTO past, 3TI0X0¥ rapMOHMM U CYACT/IMBOV 6€3MSITEXXHOCTH, OJTHAKO ITPU-
3HAaKM CTWIM3AlUKU B Bapuanmsix moYTu OTCYTCTBYIOT. Pa3Be UTO HavyaibHas
puTMMdeckast purypa TeMbl MOKET HAaIIOMHUTD O ITO3IHE6aPOYHOM TaBOTe,
Ila XpOMaTU4YeCKe IMOATOIOCKA B aKKOMITAHEMEHTE — 00 3POTUUYECKUX TTOI-
TeKCTaxX y TOpsiY0 Tob6umMoro KommosutopoMm Momapra. [lopasuTenbHoe
CXOJICTBO MEJIOAUYECKOTO PUCYHKA C SMILMIIKONM TecHei «Bnosb o Iurep-
CKO¥i» (TTpoC/IaBMBIIIelics BriocaencTBuM 6iarogapst @énopy Llangnuuy) Toxe
HM O 4eM He TOBOPUT: OPUTMHAJ, €CJIM TaKOBOM CYIeCTBOBAI B MIPUHLINIIE,
MepeMHTOHMPOBAaH ¥, IVIABHOE, MepepuUTMMU30BaH [0 TaKOM CTeIleHU, UTO
MOJTHOCTBIO yTpaTWI (PONbKIOPHBIE YepThl. YCTHbIE pacckasbl, B JOCTOBEP-
HOCTM KOTOPBIX BCErIa MOXKHO YCOMHUTBCS, TTepefaroT AMaaor KOMIIO3UTOPa



C TIepBBIM MCIIOJTHUTEIEM IIPOM3BeneHus, Impodeccopom MOCKOBCKOI KOH-
cepBaTtopuy Bunbreasmom ®uriienxareHom: I[letp Vibuu sK06bI yTBEPKIAI,
YTO «POKOKO» B TAHHOM CJTy4ae — 3TO MPOCTO «IapsIiasi pagoCcTb».

3a roceHI0 XapaKTePUCTUKY MOXKHO YIIEIIUTbCS Y BCTIOMHUTD O TOM, UTO
Bapuanuu cosmaBannch B nexabpe 1876 u B stuBape 1877 roga — B repuo,
Korza B Bosbiiom TeaTpe roTOBUIACH ITpeMbepa «JlebeayHoro o3epax. ITap-
TUTypa OasieTa ObIa 3aBepliieHa ellle B aripesie 1876 roga, a B aBrycre KoM-
ro3uTtop rnmocetwn JlebenyuHoe o3epo (Schwansee) B 6aBapcKMxX ropax, moobl-
BaJI HAa pOAVHE B3BOJHOBAaBIIEN ero jereHapl. MpayHass poMaHTUYECKast
pa3BsI3Ka CIIEKTAK/ISI — IMOesTb INIaBHbIX T'epoeB Kak arodeos J1r00By — cTaaa
CBOE0OPa3HBIM «Ue€pPHbBIM Jiebe1eM», ITPOJIOTOM K Tpareauy B IMYHOM KU3HNU
[Tetpa Wnbuya, mpousoiieninein Bce B ToM ke 1877 romy. Iloxoxke, 4To 1o -
YepKHYTO CBeT/Ible Bapuauuym moCay>Kuau OJis KOMIIO3UMTOpa CBoeoOpas-
HBIM ITPOTMBOBECOM 3MOIMOHAIbHOI aTMOocdepe TOIbKO UTO CO3/IaHHOTO
6asera, — ¥ He CJIyYaifHO TUIIMYHAS IJISI POMAHTUMYECKOTO TaHIIA IOJIeT-
HOCTb TaK OTYET/IMBO OLIYIIAeTCs yKe B IIePBBIX JBYX, «CTPOIMX» MUHUATIO-
pax, OpHAMEHTUPYIOIIUX MeTOANYECKUI PUCYHOK TEMBI.

I/IBBeCTHO, YTO B CBOEM OKOHYATEJIbHOM BIe BapI/IaLU/II/I Ha TeEMY POKOKO
ABJIAIOTCA COUMHEHMEM, HAalIlMCaHHbIM (l)aKTI/I‘IQCKI/I B COAaBTOPCTBE, — CTOJIb
BeJIMK BKJIag, KOTOprf;I BHEC B ero Co3JaHye BbIIaIoIIUIICS BUOJTOHYEINCT.
My3bIKaHTy NprMHagjieXXaT He TOJIbKO MHOTME BbIpa3UTE/JIbHbIE YKAa3aHMA
B IMapTuM COJIMPYIOLIEro MHCTPYMEHTA: OuTHeHXareH M3MeHU MmopAaaoK
CcJ1IeJOBaHMS Bapmaum?l M COKPATUI UX KOJINYECTBO 4O CEMMA. OT 3aK/II04n-
TEJ'II)HOI‘/JI, BOCbMOI Bapmanyuym COXpaHnMaach JMIIb KOJa.

Crosb cepbe3HOe BTOPKEHME VCIIOJHUTEISI-BUPTY03a B aBTOPCKMIT TEKCT,
HeobObIYHOE Jaxke Mo MepkaM XIX Beka, 6610 TPOAMKTOBAHO OJIarMM HaMe-
peHusamMu. OUTIIEHXareH MPUIAA MOCIeOBATeIbHOCTM YacTeil GOJIbIIYIO
1[ebHOCTb. [IJI1 3TOTO OH, B YAaCTHOCTH, IepeMeCcTW1 KaJleHIIMIO a piacere
6//Ke K OKOHYAHMIO TTheChl (B €ro peiakiMy OHa PacIoiaraeTcsl Ha rpaHu
MIATOM U 1IeCTOV Bapualuif), a B KauecTBe (yHaIa UCTIOTb30BaI ObIBIIIYIO
YeTBEPTYIO — 6OMKYI0 CKepIIO3HYI0 MUHMATIOPY, KOTOPYIO COBCEM HETPYAHO
MPeICTaBUTh KaK COMTPOBOXKAEHYE KOJUIEKTUMBHOTO TaH1[a. VI3HaUaIbHO MpU-
cymiasi KOMIO3ULIMM CIOMTHOCTh TEM CaMbIM ObUIa OTYACTM IPeOooJIeHa;
B HOBOM BapMaHTe MMPON3BeJeH e MOKHO BOCIIPMHMMATh Hamogo6me cum-
(hoHMIeCcKo M03MbI, 3aBepIlapIIeics arogeo3om, UTo 60Jiee COOTBETCTBO-
BaJIO OKMAAHMSIM TOTIAIIHE ITyO/IMKH, 1a Y CeTOIHST XOPOIIO BOCIIPUHMMA-
eTCsl CJTYIIATe ISIMU.

He o6omock n 6e3 morepb. Tak, aupudeckast AO-MaskOpHasl Bapualys
repeMeCcTWIach C KIIOUEeBO MpeArocieaHeil Mo3uiiu Ha CKpOMHYIO Tpe-
TbIO, UTO, IIOXKAJTYi1, HE 0YeHb COOTBETCTBYET ee BecoMocTu. CienoBaBIne
3a Helt 35 TakTOB BOCbMOI Bapualuu ObUIM 1 BOBCE COKpAIIEHbI, HO Bellb
MMEHHO B HUX OayleTHasl IPUpPoa MPOu3BeIeHMs TIPOSIBISIETCS 0COOEHHO
BBIMYKJIO: CJIyIIast 3Ty MYy3bIKY WJIM IaXke TTIPOCMAaTpPUBasl ee ia3aMmu B Tap-
TUType, X0U4eTcs] BOOOPa3UTh KacCKajl TAaHIIEBAJIbHBIX IMPBIKKOB IVIABHOTO
reposi, OYHYBIIEroCs OT CJIaJKO Ipe3bl M BMeCTe C TeM BOOYIIIeBIeHHOTO
elo (xapakTepHble JIJis 3TOro parMeHTa My3bIKaJbHble (PUTYPbI COXpPaHMU-
JIUChb B KOJAE, IJie repoil CJIOBHO ABVDKETCS B OKPYKEHUM IeCTPOVi TOJIIIBI).
Co3pmaBast Bapuauuy Kak BooOpaskaeMblii 6ajet, YaiikOBCKMII B HEKOTO-
pPOM OTHOIIIEHUM OTepeausl CBOe BpeMsl, 3aI/IsIHYB B Oydyllee: B Hayasle



XX cToneTus, ¢ HACTYIUIEHMEM SIIOXM HeOKJIacCulu3Ma M HeodOTbKIIO-
pu3Ma, TaHIeBAJIbHO-KECTOBAsI IapagurMa CYIIeCTBEHHO ITOTEeCHUT
B MY3bIKE TI09MHO-ITOBECTBOBATEIbHYIO. B KaKoit 6bI pelakiiny IMpou3Bee-
HJe HY 3BYYaJio, er0 My3bIKa BbI3bIBAET 3PUTEIbHbIE aHAJIOTUM C GOJIBIINM
COJIHBIM BBICTYIVIEHMEM BUPTYO3HOTO TAHIIOBIIMKA; CKPOMHBIN, HO Tpa-
LIMO3HBIN KOpae6aneT COIPOBOXKIAET €ro epeMeIleHus 10 CIeHe.

Hecmotpst Ha ponoT B GimskaiiinemM okpyskeHuu Iletpa Wnbuua, GpuUTIEH-
XareHOBCKasl BepCusi — C MOJTYAJIMBOIO COITIacKsl aBTOpa — IIPOYHO BOILIA
B MY3bIKJIbHYIO MPaKkTUKy. OOBSICHUTH TaKyl MOKIAAUCTOCTb HeIpu-
MMPUMOTO B MHBIX CJTy4yasix (Hampumep, B ciaydae ¢ IlepBbiM opTrenuaH-
HBIM KOHIIEPTOM) KOMIIO3UTOPA MOXKHO TOJIbKO T€M, UTO OH CaM MOBEePU
B ycIieX HOBO# pefakuyu. K Tomy ke MCITOTHUTETb 00€elan yCTPOUTh U3a-
HIMe TIbechbl B [epMaHuy U JOCTUT AOTOBOPEHHOCTHM C OGePIMHCKOM hUpMOii
®puppuxa Jlrokxapara. YBbI, ceit TPOEKT He ObIT pean30BaH M3-3a Me I -
TeJIbHOCTY HEMeI[KOTo O13HecMeHa, He TIOHMMaBIIIero, YTo SIBJsieTcs 0671a-
JlaTesieM PYKONMCH LiefeBpa. M 9T0 IUIL OOMH M3 MHOXKeCTBa IIpUMepPOB
BbICOKOMEPMS KyJIbTYPHOJM EBpOIIBI 110 OTHOLIEHUIO K «[IPOBMHLIMAIBHOMY»
KOMITO3UTOPY C ero amounusiMu MoayuuTh npusHaHue B Crapom Caerte.
Ocraercs MILIb BCIIOMHUTD O TOM, YTO Ha POCCUIACKOI IpeMbepe COuMHe-
Husl, cocTosiBeiics 18 Host6pst 1877 roma B MockBe, YaiiKOBCKMIT OTCYTCTBO-
BaJI: CBOM PaCcCTPOEHHbIe HEPBbI OH MOIPABJISI B 3TO BpeMs BLAIU OT POJI-
HBIX KPaeB, B «POKANILHOM» MMpe COIHeUHOI UTanun.

daHTasui0 i BUOJOHYENM C OpKecTpoM MeunciaaB BaiiH6epr mumcain
Ha 4y>XOMHe, KOTOpasl cTajia JJisl Hero BTopoit PomuHoii. [IpamaTtudeckue

06CTOSITeIbCTBA, B KOTOPBIX ObL/Ia CO3/IaHA 3Ta [Tbeca, He MOTyYMIN IIPSIMOTO
OTpaskeHMS B ee My3bIKke, HO U YITYCTUTb UX U3 BUAA HUKAK HeJb3sl. B ceHTs-
6pe 1939 roga 20-7eTHMIT IOHOIIA-eBPeIi, BBIMTyCKHMK BapiaBckoii KOHcep-
Batopuu 6exkan u3 ITonbim B CoBeTckyio Pocciuio, UTOOBI He TTACTh SKEPTBOIO
HaucToB. OgHAKO B MOC/IeIHME TOJbI )XU3HU «BEJIMKOTO BOXIS» aHTUCe-
MUTM3M OBLT BO3BEIEH B PaHT TOCYAAPCTBEHHOJ IMOJIUTUKY M B Halllei
crpaHe. K Tomy Bpemenu Baitn6epr 6611 skeHaT Ha gouepyu CojomoHa Muxo-
anca, mpencenarens EBpeiickoro aHTMGALIMCTCKOTO KOMMUTETa, YOUTOTO
B 1948 roay 1o TaitHoMy npukasy CtannHa. KoMIIo3suTop npmusHaBaiCs, 4YTO
nocJieytoliye rofbl ObUTY HAIOTHEHbI YKacoM CJIeXKM U TTpeciieOBaHMs,
a B HOYb C 6 Ha 7 deBpasst 1953 roma, rocjie KOHIEPTa, Ha KOTOpoM laBup,
OricTpax MCMOMTHSIA TPAaHCKPUITLINIO «MOJITaBCKONM pancoaum» Ojsi CKPUIIKU
¢ opkecTpoMm (poauTesnu Baitn6epra go 1916 roga skuau B Kummxépe), KoM-
MO3UTOpPA apecTOBaIM B paMKaxX MeYaJbHO M3BECTHOTO «Jeja Bpauei» Kak
«Byp>Kya3HOTO HaIlMOHAIMCTa»; cMepTb CTayinHa 1 3acTynmHuuecTBo [llocTa-
KOBMYa OCBOOOIMIIN €ro 13 3aCTeHKa.

BuononuenbHyo anTasmio, cou. 52, BaitHO6epr counHsin B repuog ¢ 1951
o 1953, B camble uepHbIe gHU. Helb3s1 cka3aTh, YTO OHA SIBJISIETCS X JTHEB-
HUKOM, — JIMYHOE MPOSIBUIOCH 3/iech MHaue. HemHoro pasHee, B 1949 rony,
KOMIIO3UTOpP Hammcaja MHOTOCOCTaBHbIM Opus 47 — MHCTpyMeEHTaJIbHbIe
Mbechbl, OCHOBaHHbIe Ha (POJIbLKIIOPHOM MaTepuase; ynoMsHytast «Mosaas-
CKasl parcoausi» I10JIb30Bajach CPeay HUX HaMOGOJIbIIEH IMOIYJISIPHOCTHIO.
Buemne BajiHGepr MOTUMHMIICS OUPEKTUBE COBETCKUX BjacTeil cos3fa-
BaTb «IIOHSITHOE HApOIy» UCKYCCTBO, HO, pa3BUBas Tpaauliuu «BeHrepckux
paricoguii» Jiucra u «ClnaBsIHCKMUX TaHLeB» JIBOprKaka, MOAEPHU3UPOBA



MY3bIKQJIbHBIN SI3BIK, MPUOIM3WI TapMOHMIO M OPKECTPOBKY K CTaHIap-
TaM XX crosietusi. B @aHTasuum OH MPOSOJIKUI 3TY BETBb CBOETO TBOpYe-
CTBa, OJJHAKO COUMHWJI IIpOM3BeAeHMe Oojiee CJIOKHOe: eciin B «MosgaB-
CKOM parcoaum», COrJIaCHO 3aBeTaM POMaHTUKOB, ApaMaTyprus BLICTPOEHA
10 HapacTawllei, OT MeIJIEHHOTO BCTYIIeHUST K 3G (GeKTHOMY IIISICOBOMY
(uHamy, To B HOBOM OITyce TOCIIO/ICTBYeT MeJaHXOJMueckoe HaK/IOHeH!e,
a TeMITIOBbIE Ipajaluy U MeJOAMYECKUIT MaTepuas YKIaabIBalOTCSI B KOH-
LIEHTPUYECKYIO CXEMY.

Kak 1 B HEKOTOpPBIX Mbecax U3 cou. 47, BaitHOepr BOCIIPOM3BOAUT 3[1€CHh
MY3bIKJIbHbBIN JaHAIadT CBOEl MepBOii POAMHBI: MeAJIeHHbIe pa3fiesibl
MPEeJICTAB/ISIIOT CO00M KYSIBSIK; KaHPOBOJM OCHOBOJ OBICTPBIX MOCTYKMIA
Masypka; IPOH3UTe/IbHbIe 3BYKM Y (IeiiThl B BHICOKOM PErucTpe CTUIM-
3YIOT «00epTOHSIIYIO» 3alaJHOCIABSIHCKYI0 (ysipy. OmHAKO «eBpeyicKuit
aKIeHT», 3aMeTHbI/ U B «MOJ/IIaBCKOM pamcoaun», TO U Iea0 IMpopbiBa-
eTcsT — Hanbosiee OTKPOBEHHO B TeX OBICTPBIX (PparMeHTax, Iae co BCTYILIE-
HIeM OPKeCTPOBO Meay BO3HMKAIOT acCOIMAIMY C KJIe3MepCKUM aHCamMoO-
nem. CpegHuii pasmesl 0CO6eHHO 60raT BCEBO3MOXKHBIMY OTChUIKAMM: €T0
CKEepILIO3HOCTh MpOomo/DKaeT jamHuioo cumMdponmii Manepa u IllocTakoBuua,
XOTS U He TOXOAUT 0 OTKPOBEHHOT'O IPOTECKA, a IBOMHbBIE HOTHI Y COMMUCTA
(con tutta forza) MOTYT BbI3BaTh B aMSITU 3HAMEHUTbIe KBUHTBI U3 «[I1sICKMU
cmeptn» Kammis Cen-Canca.

Ho Bemp Bcero 3TOro MHUpa 6osbiie HeT. Ilosbiia CTpalllHO ITOCTpa-
Iana OT MOCAeACTBUIA BOVHBI, a ee eBpeIZCKoe HacCe/JIeHMe YHUUTOXEHO
ITOYTH IIOTr'OJIOBHO (pO,I[I/ITeJ'II/I MeunciaBa ¥ ero Mjuaguast cecTpa 30N ()17

B KOHIIEHTPaIMOHHOM Jjiarepe TpaBHMKMK). [IocTenieHHOe BbICBET/IEHME KOJIO-
pUTa B HAYAJIbLHOM MeJlJIeHHOM pasfiesie — HeCIlellIHOe BOCXOKeHMe U3 HU3-
KOTO permcTpa B BbICOKUIA, OT MTOAYEPKHYTOTO MMHOPA K MayKOPHBIM 3BYY-
HOCTSIM — BOCIIPMHMMAeTCS CKOpee Kak BHyTpeHHee IIpUMUPeHMe C YTpaToit
BCETO TOTO, YTO GECKOHEUHO AOPOro U JIOMMO; HEOJHO3HAUHOE Becesbe
CcpenHeli YaCTy TO U [IeJI0 OTTEHSIeTCSI OMMHOPEHHBIMM 38 IyMUMBBIMY MeJio-
OUSIMU; KaJeHLVs Tepe] perpu30ii, HauMHAaIoIasIcs SIIMYeCKMMU repe6o-
paMu, MPOAOJ/IKAETCSl KaK Tparmyeckuii MOHOJIOL, a caMa pernpusa CUIbHO
COKpallleHa — He BO3BpallleH/e K HAaUaJIbHOMY MeIaHXO0IMYeCKOMY HaCcTpo-
€HMIO0, a HalIOMMHaHKe O HeM (BO3BpAalllaThCsl Bellb HEKYA). 3aBepIlaeTcs
daHTa3us peunuTaTMBHON (pasoit BUOJOHYENM, TIpeaBapsIBIIeii 10 3TOTO
cpenHMii pasgen. Ho ecnu B mepBOM (jiydae 3aKIIOUMUTENbHAs MaXOpHast
CeKCTa 3ByUMT Ha crescendo — TMpUUeCKIii Tepoit CJIOBHO IbITAETCS YCUTEM
MaMsTU BOCKPECUTb YTPaueHHbI MUpP IEeTCTBA U IOHOCTU, TO B MOCTeAHEM
aKKOpJie BCeil Mbechl COOBITUI YoKe€ He MPOUCXOOUT — CBETUT TUXUIL CBET
JIIOOBU.

KaskeTcst, UTO 3TO BOOOpaxkaeMoe CTPAHCTBME TIO0 3BYKOBBIM JIaHAIIAdTaM
noBoeHHO¥ IlobIM GbI0 MHCIMPUPOBAHO IMPEIUYBCTBUSIMM HAIBUTAO-
IIeiicst IMYHOI KaTacTpodbl — TO I Ha YyskOMHe, TO JIM HA BTOPOI POOVHE;
Mofe/b TOMY/ISIPHOM pPOMaHTUMYECKO! My3bIKM MackupyeT B ®DaHTasuu
IpaMy ITpeicCMepTHBIX BOCIIOMMHaHMiA. K cuacTblo, 1aieKo He BCe MYy3bIKajlb-
Hble MyTeIIeCTBYUSI HOCSIT HACTOJIBKO TparnuecKuit xapakrep.

OouH U3 IaBHBIX CBOMX IlIeleBpPOB, BMoO/IOHYE/IbHBIN KOHLEPT, cou. 104,
IBopskak co3gaBai Boanu oT PoayHbl. OgHAKO, B OT/IMUME OT psAa APYyIux



COYMHEHMIT aMepUKaHCKOTO TTepuoja, B HeM HeT HU Kariv MHAEVCKON WiIn
HETPUTSIHCKON 5K30TUKU: OpPraHMYHOE COYeTaHMe CIaBSIHCKOTO Mejoca
Y METOJI0B CMM(OHMUECKOTO Pa3BUTHSI, XapaKTEPHBIX I TAKMX MacTepOB,
Kak Bpamc, ®paHk u YaitkoBCKMif, BO MHOTOM OOBSICHSIET ITPOYHBII yCIIeX
Mpou3BeJeHNsI C CaMbIX MepBBbIX ero McIoaHeHu. [TocBSIeH KOHIEePT
BBIIAIOIEMYCS UelICKOMY BMOJOHUeaucTy laHyiry BuraHy, TpuIOKUB-
1emMy HeMaJsio YCUJIUIA JJi TOIyJIsipU3aliy TBOpUYECTBa CBOEro BeJMKOTo
COOTeuecTBeHHMKA. TeM He MeHee [IBOpKak OJroe BpeMsl UTHOPUPOBA
MPOChOBI MY3bIKAHTA O CO3JAHUM IMOAOOHOTO BUPTYO3HOTO COUYMHEHMS.
B BuosioHuesnb oH moBeput iniinb B CIIIA, mociie TOro Kax 1moosIBajl Ha Ipe-
Mbepe BTOpPOro BMOJIOHUENBHOTO KOHLIEpTa CBOero kosuiern o Hammo-
HaJIbHOI KOHcepBaTopuu B Hbio-Mopke BukTopa XepbepTa, cocTosBIIeiics
9 mapra 1894 roga. IIpoBes cuacTauBbIe JI€TO ¥ PAaHHIO OCeHb B POIHBIX
Kpasix, K peajn3anyuy CBOEro 3amMmbliCjia KOMIO3UTOP MPUCTYITNII IO BO3Bpa-
meHuy B HoBoeiit CBeT; paboTa HajJl OMyCOM PACTSHY/IAaCh HA TPU MeCsIia,
¢ 8 Hos16ps 110 9 deBpans 1895 rona.

Mpbic/in 0 mpeAcTosIleM OKOHYaTeIbHOM BO3BpalieHu B Uexunio He OCTaB-
nsiv [IBOpskaka BCE 9To BpeMsi. Tema ITo60YHOI mapTHM IepBOii YaCTy 1aBa-
J1ach eMy 0CO6EeHHO TPY/IHO, 3aTO HalIEHHBII B UTOTE MeJIOANYECKII Bap-
aHT BbIpa3uJj caMble COKPOBEHHbIe UyBCTBA. «Bcsakuil pas, kozoa s uzpaio ee,
MeHs1 npobupaem Opoxcb», — IPU3HABAJICSI KOMIIO3UTOP B MUCbMeE CTAPOMY
nipusiTenio Anousy ['€6:y. BuonoHuenbHbI KOHILIEPT — IMPUUIECKOE 10 CBOET
CyTH TBOpeHMe [[BOpKaka, XOTs IJIaBHbIe TeMbl ObICTPBIX YACTel, MTOTHbIE
nadoca ¥ OrHeHHOTO TeMIlepaMeHTa, 06eIal0T repouyeckoe HaKJIOHEHMe.
Ho yke kpaiiHe HeoObIuHas pa3paboTka Allegro — MpOHMKHOBEHHOE COJIO

BMOJIOHYEJIM 3BYYUT CJIOBHO Ha (hOHE BUIHEIOIIMXCSI POJHBIX Tei3axei —
TepeBeIBaeT Yally BeCOB, 8 BOCTOPKeHHAs] KyJIbMUHAIIMS HA MaTepu-
ajie MOOOYHOI MapTUM B Havajae 3epKaJbHOI Perpu3bl CTAHOBUTCS TUM-
HOM OTum3He. JIupuueckue BbICKA3bIBAHUS 3aHMMAIOT BUIHOE MECTO
1 B puHae, HaMIMCAaHHOM B JOpMe POHAO C ABYMSI SMM30aM1; 0COOEHHO
3HAUYMTE/IbHA HalleBHasI TeMa BTOPOTO U3 HUX — B PEIIPU3HOM MTPOBeIeHUN
ee TIpeob6pasKeHHbIN, TMKYIOUIMIT BADUAHT paci[BeTaeT B MapTUSIX BHICOKUX
CTPYHHBIX.

CoBepIlleHHO 0CO0bIVi KPyr HacTpoeHuii IpenacTaBieH B Adagio ma non
troppo. ABTobuorpadmueckasi MmomoIieka IPOCTyNaeT 34eCh 0COOeHHO
OTYETVIMBO: B KayeCTBe OCHOBHOJ Te€Mbl CpefHero pasjena KOMIIO3UTOPD
MCIIOJIb30Ba/I LIUTATy U3 COOCTBEHHON mecHU «OcCTaBbTe MEHS OFHY» —
MevyanbHYI0O MeJOAMI0, TaK HpaBubliylocs Josedune KoyHuioBoit-
YepmakoBoit. MHoro jieT Hasaj [IBopskak ObII B Hee CTPACTHO BIIIOOJIEH,
a xorja MoseduHa mpesnouna Apyroro, To XeHWICS Ha ee cecTpe AHHe.
B HOosi6pe 1894 rogma oH MOJyYMJT OT ObIBIIEl BO3JI00JIEHHON MUCHMO,
B KOTOPOM Ta CO001asa o CBOeii Tsskenoii 60ye3HN. BaskHYIO 1O CMBICITY
uurary [IBopykak MpeABapsieT TOPXKeCTBEHHO-TPAaypHOI My3bIKON, BCTY-
IJIeHVe KOTOPOIi Tocje CoepsKaHHOM 0 SMOLMOHAAbHOMY TOHYCY Te€MbI
IepBOro paszesna 3aCTaBisieT COOPOTrHyThCs. Ho 1 HayanpHas TemMa Herpo-
CTa: B CBOEM IepBOM IPOBeJEHMM OHA POACTBEHHA CTporum «bubneii-
CKMM IIeCHSIM», BOKaJbHOMY LMKy Ha cyioBa Kuuru [IcaaMoB B yenickom
repeBofe, — UMITYJIbCOM K COUuMHeHUIo [leceH cTanm, BepOSTHO, U3BECTUS
0 cmepTtu YaiikoBckoro u 'aHca BroioBa; Ha TpeTuil LeHb 110 OKOHYaHUU
omyca, 28 mapra 1894 ropma, CKOHYajCs OTel, KOMIIO3UTOpa. B pemnpuse



Adagio sTa TeMa 3BYyYMT y XOpa BJITOPH B CONPOBOXIEHUM pizzicato HU3-
KX CTPYHHBIX (TI0XOKe Ha OTIIeBaHMe...), a IPOTsKeHHAsl KoAa, HauMHalo-
11asicst BCjes, 3a KBas3y-KaZeH1yeit BUOJIOHYeN, OJIULeTBOpsieT 06pa3 IIpo-
CBeTJIEHHOT'O IIPOIIaHus.

[MocnenHue WTpUXKU B MApPTUTYPy CBOEro KoHIepTa /IBOp>Kak BHeC yxke
Ha PonuHe, B KoHIle Mast My B MioHe 1895 roma. Y3HaB o cMepTu I7Io3e(bMHbl,
OH BBeJ B Koy (huHasa 31130/1-BOCIIOMIUHAHMeE, B IIEHTPe KOTOPOTO BHOBb
BO3HMKaeT IiuTaTa «OcTaBbTe MeHsI OOHY». Buran HacTauBas Ha 3pdheKTHOM
3aBepIIeHNN OIyCa, HO aBTOP PEIIUTENIbHO OTBEPT €ro KafeHUuu. «duHan
3akaHuusaemcst nocmeneHHuiM diminuendo, Kak 8300x, — ¢ pEMUHUCYEHYUAMU
u3 nepeoli u nocnedueti uacmeti, solo npodosixcaemcs 00 camozo pp, 3amem cje-
dyem crescendo u nociedHue makmol 6ypHO nodxeameieaem opkecmp. Taxkos
ObL1 MOUI 3ambicesl, U I He MO2y OM Hez0 0MKA3amsCsl», — MUCAT KOMITO3M-
top mspareno Opuiy 3umpoky. Begp PogmHa, Ha KOTOPYI0 OH OKOHYa-
TeJIbHO BepHYJ/ICA (10 camoli cMmepty B 1904 rogy JIBopskak OT/Tydasics JIUIIh
OAHAX[IbI, HA aHTIUIiCKKUe racTponu 1896 roma), Kak 1 y Kakaoro U3 Hac, —
9TO He MPOCTO MPUBbIYHbIE MeCTa, HAHECEHHbIe Ha KapTy, a CTPaHUIIbI IIPO-
IIJIOTO, TITYOOKO TepeskUThIe M OCTABIIMECS B CAMOM Cep/IlLie.

MacTepom CTpaHCTBOBaTh MO TakuM cTpaHuiam 6w MoranHec Bpamc.
JIBOpKaK ITOUMTA] CBOEro CTapllero Kojulery M MHOIOMY Yy Hero Hay-
ymicsi. B 1896 rogy MaTp KOMITO3UTOPCKOTO IeXa UCTIOMHWI Y cebst JoMa
IIeieBp YeIICKOro I'eHMsI BMecTe ¢ BuojoHYenucTom Pobeprom Xaycma-
HOM. [To BocrmtoMMHaHMAM Toc/iefHero, bpaMc BOCIIpUHSIT HOBUHKY C SHTY-
31a3MOM U IPOU3HEC: «3Ha Obl 51, UMO MOMCHO COHUHUMb MAKOLl KOHYepm Ons

8UOJIOHYENU, U caM nNonpo608aJ 6sl coenams NodoOHoe». IMEHHO B TOT MOMEHT
" TIPOM3OIIIO, TOKAIYi, OKOHUYATeIbHOE IIPU3HaHMEe CTOJIb «HeCOBepIIeH-
HOT'0» CTPYHHOT'O CMBIYKOBOT'O MHCTPYMEHTA B MMpPe MY3bIKM CAMOTO BbICO-
KOTO K/Iacca ¥ BKyca.

Poman HacoHos

AnexcaHap 3aropMHCKUIA — POCCUICKUIL BUoaoHUYenucT. B 1986 romy
OKOHYMJI MOCKOBCKYIO KOHCepBaTopuio. YueHuK nmpodeccopa H.H. IllaxoB-
CKO#i, jaypeaT Bcecoio3Horo (1985) M MeXmyHapOOHBIX KOHKYPCOB,
B ToM umciie IX MexayHapooHOro KoHKypca uMmenu II.M. YaiikoBCKOro,
¢ 2018 roma — mpodeccop.

B peneptyape BMOIOHYEIMCTA My3bIKa UETBIPEX CTOJIETUIA: II€IEBPBI €BPO-
meiickoro 6apokko, KOHLepThl laiimHa, Illymana, Cen-CaHca, [IBopiKaka,
IllocrakoBuya, coHaThl 1 aHcaMbiau BerxoBeHa, Bpamca, ®panka, I'pura,
PaxmannHoBa, [le6ioccu, Meccuana, Tancmana, KopHronabga, COUMHEHMS
COBpPeMEeHHbBIX KOMIIO3UTOPOB. [Ipu >Xm3HM DmymcoHa JleHucoBa 3ammcan
BCe ero KaMepHble BMOJIOHUEJIbHbIe COUMHEHMS UM BMOJIOHYE/IbHBI KOH-
1IepT, TOJYYUB BBICOKYIO OII€HKY aBTOpa. TecHas TBopuecKasi Ipykba CBSI-
3pIBajia AjeKcaHapa 3arOPMHCKOTO C AXKa30BbIM KOMIIO3UTOPOM UM IMAHU-
ctoM Hukomaem KamycTuMHBIM, MHOTME COUMHEHMS] KOTOPOTO MCITOTHEHBI
U 3aIMcaHbl MM B aHcaM6J1e ¢ aBTOpoM. 3amucu AjekcaHapa 3arTopMHCKOTO
BbIXOIAT Ha «Menoaun», Delos 1 Naxos (CIILIA), Etcetera (Tomtanaus) u ap.

AnekcaHzp 3arOpMHCKUIT YIOCTOEH 3BaHMS «3aCiay>KeHHbI apTuct Poc-
cum» 1 opaeHa JIpy>kObl.



Pammt HuramaTty/ummH nomyumn obpasoBaHue B ['OpbKOBCKOI KOHCep-
BaTopuu MMmeHu M.U. IMMHKM O KJIAcCy XOPOBOrO AVPVMKUPOBAHUS U
B MockoBcKoii KoHcepBaTopuu uMenu I1.M. YajikoBckoro Ha daxysibreTe
OTNepHO-CUM(POHNYECKOTO IUPVSKMpPOBaHMS (Kjacc mpodeccopa, Hapo.-
Horo aptucrta CCCP I H. PoxpecTBeHCKOro). Bbll IMITaBHBIM IUPUKEPOM
cumdoHmyeckoro oprecrpa puiapmonuu r. Hum (FOrocnmasust), paboTan
¢ KosutekTuBamu Pecry6nvky Tatapctad u YRpanHbl. Kak mpumiamieHHbIi
IOUPYDKEP BBICTYNAI B Topoaax Benmkobpuranum, Hupepnaumos, SInoHumy,
Hanuum, Ucttanum u [Tobim.

TBopueckue KOHTaKThl Pammra HuramartymummHa ¢ Benaropomckoit dumap-
MOHMel Havanamch B 1995 rogy; B 2006-M MasCTpO BCTYIMI B TO/DKHOCTh
Xy[IOXeCTBEHHOTO PYKOBOJMTEJISI U ITITAaBHOTO JUpMskepa CMM(POHNIECKOTO
opkectpa (pmaapMoHun. Bo3rmaBuB OpKeCTp, OH CIIOCOOCTBOBAJI OOHOBIIE-
HUIO UCTIOJIHUTETBCKON AeITeTbHOCTU U penepTyapHOil MOMUTUKY KOJIIEK-
TUBA, €T0 BCEPOCCUIICKOMY U MEKIyHApOJAHOMY Npu3HaHu1o. [1of ero pyko-
BOJZICTBOM OPKeCTp pery/sipHO racTpoaupyeT B ropogax Poccuu, BeICTyIIaeT
B Mockge u CaHkT-IleTepbypre, B Kurae, ®panimu u [lIBeitiiapmn.

Boigaromuiicss oTeuecTBeHHbIE KoMmmo3uTop Cepreit CIOHMMCKUIA [Oan
BBICOKYIO OILIEHKY BBICTYIIEHUIO OEJTOPOICKMX MY3bIKAHTOB: «4 80CXU-
weH manaHmausocmoio oupuxcepa Pawuma HueamamyanuHa u cmoiuydHsIM
yposHeM hpekpacHozo benzopodckozo cumpoHuueckozo opkecmpa. CnoxcHas,
pasHoobpasHas, daxe KOHMpACmMHAs N0 CMUISM CO8PEMEHHAS. NPozpammda
CUM@OHUUECKUX HOBUHOK pasyueHa oupuxcepom Pawwumom Hueamamynnu-
HbIM NO-HACMOSIUEMY 8bICOKONPOGECCUOHANILHO, C MOHKOU HIAHCUPOBKOL

U OUHAMUKOTI, ¢ 27IyOOKUM NOHUMAaHUem my3siku. benzopod moxem 20pdumscs
cgoell 8bICOKOU MY3bIKANLHOU KyJIbmypoti!»

Pamut HuramaTy/isinH yoOCTOEH 3BaHU «3aCTy>KeHHbIi IesiTelb MCKYCCTB
Poccun» 1 «3acimy>keHHBI JesaTellb UCKYCCTB YKPauHbI».

Cumdonnueckuii oprecTp benroponckoit rocygapcTBeHHO GuiapMoHun
ObLT co37aH B OKTSI6pe 1993 rofa 1o MHUIMATUBE AUPEKTOPA U XYIOKECTBEH-
HOro pykoBoautenst dpumapmonuu Vsana TpyHoBa. C 2006 roma IiaBHbIM
IOVIPVKEPOM M Xy[I03KeCTBEeHHBIM PYKOBOJMTEIeM CMM(POHMYECKOTO OpPKeCTpa
siBsieTcst Pammt Huramaty uiiH. 3a rpoiieine rofabl 6eJropoacKuii OpKecTp
He TOJIbKO MPpMo6pes MOMy/ISIpPHOCTb Cpeiy MeJOMAaHOB, HO 3aJI0KMJI HOBYIO
KyJIbTYPHYIO Tpaauiuio B benropoge u o6macty. KosnekTuB ocBauBaeT MpPo-
KMii periepTyap 3apyoeskHOi 1 pyccKoit cuMbOHNUECKOM KIaCCUKM, a TaKkKe
UCTIOTTHSIET TIPOM3BEIEeHMS COBPEMEHHBIX KOMIO3UTOPOB. CerofiHs B penep-
Tyape OpKecTpa COUMHEeHMS CaMbIX Pa3/IMYHbBIX 310X ¥ MY3bIKaJIbHbIX CTUIIEI],
ot baxa 1 Buanbau no Kornenaa, ot Imuuaku go TI'y6aiimynmHoit. [IporpaMmbl
aboHeMEeHTOB 1 KOHIIePTOB opKecTpa benropozckoit huiapmMoHM BKIIOYAIOT
B cebs cumdoHMUecKue pou3BeeHus1, GparMeHTbI 13 omnep 1 6aaeToB, aka-
IeMMUecKyo My3biKy XXI cTosmeTwns, a Takke JeTCKue, MOJOJeKHbIe U IIPO-
CBETUTEJIbCKYE IIPOEKTHI.

C DBenroponckMm OpKeCTPOM BBICTYNAIM BBbIJAOLIMECS OTeYeCTBEHHBIE
ucnonuurtenn: Hukonai Iletpos, Bepa l'opHocTaesa, ipuHa Apxurosa, Bia-
nucnas [IbsIBKO M MHOTMe Apyrue. Ko/uleKTuB MOoAAepsKuBal TeCHble TBOP-
YyeckMe KOHTAKThl C KOMIIO3UTOpaMy TmxOHOM XpeHHUKOBBbIM, Cepreem



Crnonumckum, Bnagucnasom KasenuHusiM, AHApeeM Jiinaem, Kapenom Xaua-
TypstHOM, AjiekceeM PrIOHMKOBBIM, dmyapaoM ApteMbeBbIM, Pammom Kamm-
MYJUIMHBIM. B paMKax rpoekTa «3Be3/bl XXI BeKa» COCTOSIIUCDH BBICTYIIJIEHUS
cuM@oHMYeCcKoro opkecTpa ¢ nuaHmucTom Ounurmnom KonaueBckum, CKpurma-
yamyu Hukutoit Bopucorne6ckum, Aitnenom Ilputumueiv, MiBanoM ITouekn-
HbIM, ['alikom KasassHOM, BMOJIOHUETUCTOM AjiekcaHapom Pammom. B Teue-
Hue 2016-2018 rogoB B paMmKax MeXXITyHapOIHOTO MY3bIKaJIbHOTO ecTUBas
BelgorodMusicFest «bopuciaB CTpynéB u npy3bsi» C oprecTpom benaropom-
CKOVi (puapMOHMM BBICTYTIAIU TTPeICTaBUTENM HOBOTO MOKOJEHUSI BOKaJIb-
HO-MCITOJIHUTENIbCKOTO MCKyccTBa: Mnbmap A6GmpasakoB, AHHA AIaToBa,
Onecs IlerpoBa, Xauatyp Bagansu u npyrue. Ha dectuane «Illepemeres-
CKMe My3bIKaJIbHble accaMOJien» COCTOSIMCh COBMECTHbIe KOHIIEPThI KOJIIEeK-
tnBa ¢ Hukomaem Jlyranckum, Hukuroit Bopucorne6ckum, bopucom Auapu-
aHOBBIM, Bacummem Jlagrokom 1 BepoHukoit [I5k1oeBoit; ¢ PecrybmkaHCKOM
akageMmnJeckon xopoBoii kamemioii mmenn A.A. KOpnosa m TocymapcTBeH-
HOI aKaJieMnuecKoi cumdoHMIeckoii Kare/muoin Poccun mop yripaBieHeM
Banepus IMonsiHckoro. B 2018 romy Ha 3akpeITvy Beepoccuiickoro dhecTuBais
Coro3a KOMITO3UTOPOB Poccuy OpKeCTp UCTIOJTHWII TPU NpeMbepbl: «CeBepHbIii
chuHke» Anekcest PpI6HMKOBA, KOHIIepT 11 TeHOp-cakcodoHa C OPKECTPOM
Pammaa KanumyruinHa 1 CIOUTY U3 My3bIKM Jiyapaa ApTeMbeBa K CIIEKTaKITI0
«Kabasa cBsTor» 1o mbece BynrakoBa. B ToM ke romgy 6earopoackuit Kosi-
JIEKTUB TIPUHSIT ydacTue B mporpamme «Bcepoccuiickue dumapMoHmUUeckme
Ce30HbI», OcylecTBUB racTponu B Kamyre, bpsHcke, Tyine, JInnerike u Kypcke.

B rop cBoero 25-ro koHuepTHOro ce3oHa (2019) opkecTp coBepiInI
HOBOe TracCTpoJIbHOe TypHe, HauaBlleecss B KoOHLepTHOM 3aje MMeHMU

[1. 1. YaiikoBckoro B MocKBe; a TakKe, B paMKax npasmHoBaHus 70-1etus
YCTAHOBJIEHUSI [UIIJIOMAaTUUYeCKUX OTHOIIeHuit Mexnay Poccueir u KHP,
COBMECTHO C My3bIKaHTaMMu CUM(pOHMUECKOTO OpKecTpa roposa YaHiia
nan KoHuepTol B CaHKT-IleTepOypre u B ropojax MpOBUHLNM XyHaHb
(Kurait). B pamkax VIII CaHkT-IleTepOyprcKoro MeXayHapOgHOIO KYJTb-
TypHOro ¢opymMa opkecTp 1 xop benropoackoii puaapMoHum 1oj, ynpas-
nenueMm Pammra Huramarty/uimHa MCIONMHMUAM KaHTaty Stabat mater
BbIIAIOIIET0CS] XOPOBOTO JesiTeNnst M kommnosuTtopa XIX Beka, 6enropopiia
F'aBpumia JlomakuHa, Kotopasi 6osiee 150 yileT He 3By4asia B KOHI[EPTHBIX
3aJIaX U CUUTAIACh YTPAUEHHOIA.

B 2021 rogy opkecTp cTaj IJTaBHBIM YYaCTHMKOM OOJIbILION raCTPOIbHO aKIUU
«HoBosIB/IeHM e MY3bIKa/IbHBIX 1lIe[IeBPOB Mpo1ioro» B 11 ropogax Poccum.



The recording was made largely thanks to the organizational, creative and
human participation of my wife Tatiana Ivanovna. Being a highly professional
cellist, one of the last students of Professor Semyon Kozolupov, she devoted
her entire artistic life to the Academic Symphony Orchestra of the Moscow
Philharmonic Society, actively participated in the preparation of this work,
listened to all rehearsals and the recording process itself, and gave valuable
artistic advice. This album is dedicated to the blessed memory of Tatiana Iva-
novna Ustinova (Poltorykhina).

Alexander Zagorinsky

AT HOME AND IN FOREIGN LANDS

Josef Michl, Antonin Dvorak’s student at the Prague Conservatory, preserved
for posterity a not that flattering description that his mentor, by the time of
their conversation already the author of the world-famous concerto, gave the
cello that soloed in it: “.. a wonderful instrument, but it belongs to the orches-
tra and chamber music; as a solo instrument, it is worth little! Its middle regis-
ter, however, sounds beautiful, but it snuffles in the upper one and mutters in the
lower one!”

The cello is no violin. It would be strange to expect the beauty of a smooth
timbre, full of overtones and almost devoid of noise sounds, from a large
instrument, which requires much physical strength from a performer. How-
ever, in the hands of a master, this sounding organism is able to be the voice
of a lyrical hero and express a rich palette of feelings so that only few fellow
musicians could compare with it — the wide range and timbre originality of

the registers play an important part here. The discovery of the cello as a solo
instrument suitable for performing not only spectacular, but also the most
serious music began in the 19th century and finally took place in the 20th.
The recordings of three first-class works on this album - perhaps the most
famous variations for cello and orchestra, and undoubtedly the most popular
cello concerto and fantasia (the excellent qualities of the latter the public has
yet to appreciate) — mark, in a dotted line, the trajectory of success.

Tchaikovsky left no written evidence of the idea of his piece. It is known that
in his mind the 18th century was something like a lost paradise, an era of har-
mony and happy serenity, but his Variations almost have no signs of styliza-
tion. Perhaps the initial rhythmic figure of the theme can remind of the late
Baroque gavotte, and the chromatic echoes in the accompaniment are rem-
iniscent of the erotic overtones of his favorite Mozart. The striking resem-
blance of the melodic pattern to the coachman song Along Piterskaya (it later
became famous thanks to Feodor Chaliapin) also says nothing: the original,
if it existed at all, was re-intoned and, most importantly, re-rhythmized to
such an extent that it completely lost its folklore features. The oral stories,
the reliability of which can always be doubted, convey the dialogue between
the composer and Wilhelm Fitzenhagen, the first performer of the work and
Professor of the Moscow Conservatory: Tchaikovsky allegedly argued that
‘rococo’ in this case is simply a ‘soaring joy’.

One can cling to the last characteristic and recollect that the Variations
were created in December 1876 and January 1877, the time when the pre-
miere of Swan Lake was being prepared at the Bolshoi. The score for the ballet



was completed in April 1876, and in August the composer visited Schwan-
see (Swan Lake) in the Bavarian mountains, the homeland of the legend that
excited him. The gloomy romantic denouement of the performance - the
death of the main characters as the apotheosis of love — became a kind of
black swan, a prologue to the tragedy in Tchaikovsky’s personal life, which
happened in the same 1877. It seems that the emphatically bright Variations
served for the composer as a kind of counterbalance to the emotional atmo-
sphere of the newly created ballet — and it is no coincidence that the soaring
feel typical of romantic dance is so clearly present in the first two, ‘strict’ min-
iatures that ornament the melodic pattern of the theme.

It is known that the Variations on a Rococo Theme in its final form is actually
a co-written piece - that is how great the contribution made by the outstand-
ing cellist to its creation was. The musician not only gave many expressive
instructions in the solo instrument part: Fitzenhagen changed the order of
the variations and reduced their number to seven. Only the coda of the final,
eighth one, survived.

Such a serious intrusion of the virtuoso performer into the composer’s text,
uncommon even by the standards of the 19th century, was dictated by good
intentions. Fitzenhagen gave the sequence of movements greater coherence.
To this end, he, in particular, moved the cadence a piacere closer to the end
of the piece (in his edition it is located on the verge of the fifth and sixth
variations), and used the former fourth as a finale - a lively scherzo minia-
ture that is not at all difficult to imagine as an accompaniment to a collective
dance. The suite-like form that was originally inherent in the composition

was thereby partially overcome; in the new version, the work could be per-
ceived as a symphonic poem ending in an apotheosis, which was more in line
with the expectations of the then public, and even today it is well received by
the audience.

However, losses were inevitable. So, the lyrical C major variation moved from
the key penultimate position to the modest third, which, perhaps, does not
really correspond to its weight. The 35 bars of the eighth variation that fol-
lowed it were greatly reduced, but it is precisely where the ballet nature of the
work is manifested especially vividly: listening to this music or even looking
through it in the score, one would like to imagine a cascade of dance jumps
of the protagonist who woke up from a sweet dream and at the same time
inspired by it (the musical figures characteristic of this fragment are pre-
served in the code where the hero seems to move surrounded by a motley
crowd). Creating the Variations as an imaginary ballet, Tchaikovsky was in
some respects ahead of his time, looking into the future: at the beginning of
the 20th century, with the onset of the era of neoclassicism and neo-folklor-
ism, the dance and gesture paradigm would significantly supplant the poem
narrative one in music. In whatever edition the work may sound, its music
evokes visual analogies with a great solo performance of a virtuoso dancer;
a modest but graceful corps de ballet accompanies his movements around
the stage.

Despite the murmur in Tchaikovsky’s inner circle, Fitzenhagen’s version —
with the tacit consent of the composer - firmly entered musical practice.
Such complaisance of the composer who was irreconcilable in other cases



(for example, in the case of the First Piano Concerto) can be explained only
by the fact that he believed in the success of the new edition. In addition, the
performer promised to arrange for the publication of the piece in Germany
and reached an agreement with the Berlin firm of Friedrich Liickhardt. Alas,
that project was not implemented due to the slowness of the German busi-
nessman who did not understand that he was the owner of the manuscript of
the masterpiece. And this is just one of many examples of the arrogance of
cultural Europe in relation to the ‘provincial’ composer with his ambitions to
gain recognition in the Old World. We can only recall that Tchaikovsky was
absent at the Russian premiere of the work, which took place on November
18, 1877, in Moscow: he was having his frustrated nervous system treated far
from his native land, in the rocaille world of sunny Italy.

Mieczyslaw Weinberg wrote his Fantasia for cello and orchestra in a foreign
land, which became his second homeland. The dramatic circumstances in
which this piece was created were not directly reflected in its music, but they
should not be overlooked either. In September 1939, the 20-year-old Jewish
boy, a graduate of the Warsaw Conservatory, fled from Poland to Soviet Rus-
sia in order not to fall victim to the Nazis. However, in the last years of the life
of the ‘great leader’, anti-Semitism was elevated to the rank of state policy in
this country as well. By that time, Weinberg was married to the daughter of
Solomon Mikhoels, the chairman of the Jewish Anti-Fascist Committee, who
was killed in 1948 by secret orders of Stalin. The composer admitted that the
following years were filled with the horror of surveillance and persecution,
and on the night of February 6 and 7, 1953, after a concert at which David
Oistrakh performed a transcription of the Moldavian Rhapsody for violin and

orchestra (Weinberg’s parents lived in Chisinau until 1916), the composer
was arrested as part of the infamous Doctors’ Plot as a ‘bourgeois national-
ist’; Stalin’s death and Shostakovich’s intercession released him from prison.

Weinberg composed his Fantasia for cello, Op. 52, between 1951 and 1953,
during the darkest days. It cannot be taken for their diary — personal man-
ifests itself differently here. A little earlier, in 1949, the composer wrote
a multi-movement opus 47 — instrumental pieces based on folklore material;
the aforementioned Moldavian Rhapsody was the most popular among them.
Outwardly, Weinberg obeyed the directive of the Soviet authorities to create
art that was ‘understandable to the people’, but developing the traditions of
Liszt’s Hungarian Rhapsodies and Dvorak’s Slavonic Dances, he modernized
the musical language, brought harmony and orchestration closer to the stan-
dards of the 20th century. In his Fantasia, he continued this branch of his
work but composed a more complex piece: whereas the Moldavian Rhapsody,
according to the precepts of the romantics, has its drama built on an increas-
ing scale, from a slow introduction to a spectacular dance finale, the new opus
has a dominating melancholic mood, and its tempo gradations and melodic
material fit into a concentric scheme.

As in some of the pieces from Op. 47, Weinberg reproduces here the musi-
cal landscape of his first homeland: the slow sections are kujawiak; the genre
basis of the fast ones is the mazurka; the shrill sounds of the flute in the
high register stylize the overtoning West Slavic fujara. However, the ‘Jewish
accent’ noticeable in the Moldavian Rhapsody breaks through every now and
then — most apparently in those fast fragments where, with the introduction



of orchestral brass, associations with a klezmer ensemble arise. The middle
section is especially rich in all kinds of references: although it does not reach
outright grotesque, its scherzo nature continues the line of Mahler’s and
Shostakovich’s symphonies, and the soloist’s double notes (con tutta forza)
make us recall the famous fifths from Camille Saint-Saéns’ Danse macabre.

But that entire world is not there anymore. Poland suffered terribly from the
consequences of the war, and its Jewish population was almost completely
destroyed (Mieczyslaw’s parents and his younger sister were killed in the
Travniki concentration camp). The gradual lightening of the color in the ini-
tial slow section — a leisurely ascent from the low register to the high one, from
an emphasized minor to major sonorities — is perceived rather as an inner
reconciliation with the loss of everything that is infinitely dear; the ambigu-
ous merriment of the middle section is now and then set off by the brooding
melodies of the minor; the cadence before the reprise, which begins with epic
arpeggios, continues as a tragic monologue, and the reprise itself is greatly
shortened - not a return to the initial melancholy mood, but a reminder of
it (there is nowhere to return to). The Fantasia ends with a recitative phrase
of the cello, which preceded the middle section. But if the final major sixth
sounds on crescendo in the first case — the hero seems to be trying to resur-
rect the lost world of childhood and youth with an effort of memory, the last
chord of the whole piece has no events at all — just a quiet light of love.

It seems that this imaginary journey through the soundscapes of pre-war
Poland was inspired by forebodings of an impending personal catastrophe —
either in a foreign land or in a ‘second home’; the model of popular romantic

music masks the drama of near-death memories in the Fantasia. Fortunately,
not all musical journeys are so tragic.

Dvorak created his Cello Concerto, Op. 104, one of his main masterpieces, far
from his homeland. However, unlike some other works of the American period,
there is not a drop of American Indian or African-American exoticism in it:
an organic combination of Slavic melos and methods of symphonic devel-
opment characteristic of such masters as Brahms, Franck, and Tchaikovsky,
largely explains the lasting success of the work from its very first perfor-
mances. The concerto is dedicated to the outstanding Czech cellist Hanus
Wihan who made a lot of efforts to popularize the work of his great compa-
triot. Nevertheless, Dvorak for a long time ignored the musician’s requests to
create such a virtuoso piece. He believed in the cello only in the United States
after he attended the premiere of Victor Herbert’s Second Cello Concerto,
a colleague of his at the National Conservatory in New York, held on March 9,
1894. Having spent a happy summer and early fall in his native land, the com-
poser began to realize his plan upon his return to the New World; he worked
on the opus for three months, from November 8 to February 9, 1895.

Dvorak did not quit thinking of the upcoming final return to Czechia all that
time. The theme of the side part of the first movement was especially difficult for
him, but the finally found melodic version expressed the most intimate feelings.
“Every time I play it, 1 get a shiver”, the composer confessed in a letter to his old
friend Alois Gobel. The Cello Concerto is essentially a lyrical creation by Dvorak,
although the main themes of the fast movements, full of pathos and fiery tem-
perament, promise a heroic mood. But the extremely unusual development of



Allegro - the heartfelt cello solo sounds as if against the background of native
landscapes — tips the balance, and the enthusiastic culmination based on the
material of the side part at the beginning of the mirror reprise becomes a hymn
to the Fatherland. Lyrical utterances also figure prominently in the finale writ-
ten in the form of a rondo with two episodes; especially significant is the melo-
dious theme of the second of them - in the reprisal performance, its trans-
formed, jubilant version flourishes in the parts of the treble strings.

A very special range of moods is presented in Adagio, ma non troppo. Here,
the autobiographical background is especially clear: the composer used
a quote from his song Leave Me Alone, a sad melody that Josefina Kaunicova-
Cermdkova liked so much, as the main theme of the middle section. Many
years before that, Dvorak was passionately in love with her, and when Jose-
fina chose another, he married her sister Anna. In November 1894, he received
a letter from his former beloved, in which she wrote about her serious ill-
ness. Dvorak prefaces an important quotation with solemn funeral music that
enters after the theme of the first emotionally restrained section and makes
one shudder. But the initial theme is not simple either: its initial appearance
is related to the strict Biblical Songs, a vocal cycle based on the words of the
Book of Psalms in Czech translation — the impetus for composing the Songs
was probably the news of the death of Tchaikovsky and Hans von Biilow;
on March 28, 1894, on the third day after finishing the opus, the compos-
er’s father died. In the reprise of Adagio, this theme sounds with the chorus
of French horns accompanied by pizzicato of low strings (similar to a funeral
service...), and the extended coda, which begins after the cello quasi-cadenza,
personifies the topos of enlightened farewells.

Dvorak made the finishing touches to the score of his concerto at home, at
the end of May or in June 1895. Upon learning of Josefina’s death, he intro-
duced a memory episode in the coda of the finale, in the center of which the
quote from Leave Me Alone appears again. Wihan would insist on a spectac-
ular ending of the opus, but the composer resolutely rejected his cadenzas.
“The Finale closes gradually diminuendo, like a sigh, with reminiscences of the
first and second movements — the solo dies down, then swells again, and the last
bars are taken up by the orchestra and the whole concludes in a stormy mood.
That is my idea, and I cannot depart from it”, the composer wrote to the pub-
lisher Fritz Simrock.

After all, for all of us, a homeland (he eventually returned to his one and
stayed there until he died in 1904; Dvorak left it only once, for a British tour
of 1896) is not just familiar places on the map, but pages of the past deeply
experienced and imprinted in our hearts.

Johannes Brahms was a master of wandering through such pages. Dvorak
honored his senior peer and learned a lot from him. In 1896, the master of
the composing workshop performed at his home the Czech genius’ master-
piece with the cellist Robert Hausmann. According to the latter’s recollec-
tions, Brahms took the novelty with enthusiasm and said: “If I had known
that it was possible to compose such a concerto for the cello, I would have tried
it myself!” Probably that was the moment when such an ‘imperfect’ stringed
bowed instrument was finally recognized in the world of music of the highest
class and taste.

Roman Nasonov



Alexander Zagorinsky is a renowned Russian cellist. In 1986, he graduated
from the Moscow Conservatory where he studied under Professor Natalia
Shakhovskaya. He is a winner of the domestic (1985) and international com-
petitions, 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, Dvorak
and Shostakovich, sonatas and ensembles by Beethoven, Brahms, Franck,
Grieg, Rachmaninoff, Debussy, Messiaen, Tansman and Korngold, and
works by contemporary 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 remarkable jazz composer and
pianist Nikolai Kapustin, many of whose works he has performed and
recorded together with the latter. Alexander Zagorinsky’s recordings were
released on Melodiya, Delos and Naxos (USA), Etcetera (Netherlands) and
other labels.

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

Rashit Nigamatullin was educated at the Gorky Glinka Conservatory in the
class of choral conducting and the Moscow Tchaikovsky Conservatory at the
department of opera and symphony conducting (class of People’s Artist of the
USSR, Prof. Gennady Rozhdestvensky).

He was the chief conductor of the symphony orchestra of the philharmonic
society in the city of Nis, former Yugoslavia, and worked with groups from
the Republic of Tatarstan and Ukraine. He has appeared as a guest con-
ductor in the cities of the UK, the Netherlands, Japan, Denmark, Spain,
and Poland.

Rashit Nigamatullin’s artistic contacts with the Belgorod Philharmonic began
in 1995. In 2006, the maestro took over as Artistic Director and chief conduc-
tor of the philharmonic’s symphony orchestra. As the head of the orchestra,
he contributed to the renewal of the performing activities and repertoire pol-
icy of the collective, and its all-Russian and international recognition. Under
his leadership, the orchestra regularly tours Russian cities, performs in Mos-
cow and St. Petersburg, China, France, and Switzerland.

The outstanding Russian composer Sergei Slonimsky praised the per-
formance of the Belgorod musicians: “I am delighted with the talent of
the conductor Rashit Nigamatullin and the metropolitan level of the excel-
lent Belgorod Symphony Orchestra. The sophisticated, diverse, even stylisti-
cally contrasting modern program of symphonic novelties has been mastered
by Rashit Nigamatullin in a truly highly professional manner, with subtle
nuances and dynamics, with a deep understanding of music. Belgorod can be
proud of its high musical culture!”

Rashit Nigamatullin has been awarded the titles of Honored Art Worker of
Russia and Honored Art Worker of Ukraine.



The Symphony Orchestra of the Belgorod State Philharmonic was cre-
ated in October 1993 on the initiative of Ivan Trunov, Director and artistic
administrator of the Philharmonic. Rashit Nigamatullin has been the chief
conductor and Artistic Director of the symphony orchestra since 2006.

Over the past years, the Belgorod orchestra has not only gained popularity
among music lovers but also laid a new cultural tradition in Belgorod and the
region. The collective masters a wide repertoire of foreign and Russian sym-
phonic classics, and also performs works by contemporary composers. Today,
the orchestra’s repertoire includes compositions of various eras and musical
styles, from Bach and Vivaldi to Copland, from Glinka to Gubaidulina. The
subscription and concert programs of the Belgorod Philharmonic Orchestra
include symphonic works, excerpts from operas and ballets, academic music
of the 21st century, as well as children’s, youth and educational projects.

Outstanding Russian performers, including Nikolai Petrov, Vera Gornosta-
yeva, Irina Arkhipova, Vladislav Piavko, and many others, have performed
with the Belgorod Orchestra. The ensemble maintained close creative
contacts with composers Tikhon Khrennikov, Sergei Slonimsky, Vladislav
Kazenin, Andrei Eshpai, Karen Khachaturian, Alexei Rybnikov, Eduard
Artemiev, and Rashid Kalimullin. As part of the project Stars of the 21st Cen-
tury, the symphony orchestra performed with pianist Philip Kopachevsky,
violinists Nikita Borisoglebsky, Aylen Pritchin, Ivan Pochekin, and Haik
Kazazyan, and cellist Alexander Ramm.

From 2016 to 2018, representatives of the new generation of vocal and per-
forming arts — Ildar Abdrazakov, Anna Aglatova, Olesya Petrova, Khachatur

Badalyan, and others — performed with the Belgorod Philharmonic Orchestra
within the framework of the International Music Festival BelgorodMusicFest
Borislay Strulev and Friends. At the festival Sheremetev Musical Assemblies, the
collective appeared with Nikolai Lugansky, Nikita Borisoglebsky, Boris Andri-
anov, Vasily Ladyuk, and Veronika Dzhioeva; with the Yurlov Republican Aca-
demic Choir and the State Academic Symphony Capella of Russia conducted
by Valery Polyansky. In 2018, at the closing ceremony of the All-Russian Fes-
tival of the Union of Composers of Russia, the orchestra performed three pre-
mieres: The Northern Sphinx by Alexei Rybnikov, Concerto for tenor saxophone
and orchestra by Rashid Kalimullin, and a suite of Eduard Artemiev’s music
for the production of Bulgakov’s play The Cabal of Hypocrites. In the same
year, the Belgorod collective took part in the All-Russian Philharmonic Sea-
sons program performing in Kaluga, Bryansk, Tula, Lipetsk, and Kursk.

In the year of its 25th concert season (2019), the orchestra made a new tour,
which began at the Tchaikovsky Concert Hall in Moscow. Also, as part of the
celebration of the 70th anniversary of the establishment of diplomatic rela-
tions between Russia and the PRC, the orchestra gave concerts in St. Peters-
burg and the cities of Hunan Province, China, together with the musicians of
the Changsha Symphony Orchestra. As part of the 8th St. Petersburg Inter-
national Cultural Forum, the orchestra and choir of the Belgorod Philhar-
monic led by Rashit Nigamatullin performed the cantata Stabat Mater by
Belgorod native Gavriil Lomakin, an outstanding choral figure and composer
of the 19th century; since the work was considered lost it remained unper-
formed for more than 150 years. In 2021, the orchestra was a headliner of the
large touring project New Appearance of Musical Masterpieces of the Past in
eleven cities of Russia.
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