Wolfgang Amadeus Mozart’s “Small Clavier Encyclopedia”

The genre of the solo clavier sonata was prominent in the musical output of Wolfgang
Amadeus Mozart (1756-1791) during his whole life. Young Wolfgang began com-
posing separate movements of sonata cycles back from the age of eight - especially
actively during the period of his communication in London in 1764 and 1765 with
Johann Sebastian Bach’s son Johann Christian, who composed many works in this
genre. At that time Mozart transcribed several clavier sonatas by J.C. Bach and other
composers for clavier and orchestra.

At the same time, during the final months of his life, already after having com-
posed all of his well-known sonatas for clavier, Mozart continued to work in this
genre, and informed a friend of his in a letter from June 12, 1790: “In addition,
| am writing sonatas for clavier in order to obtain at least some money.” Among what
he wrote at that time, there are a few fragments and one movement of a presumed
sonata.

Thereby, although we cannot call this genre a “musical diary” (the composer wrote
most of his sonatas in groups, so intervals of several years frequently passed between
them), there are so many specimens of sonata cycles written by the composer, and
they have such a wealth of content imprinted in them, that all 18 sonatas could with-
out exaggeration be called Mozart's “small clavier encyclopedia” (bearing in mind
that the composer's 27 piano concertos for clavier and orchestra comprise his “large
clavier encyclopedia”). It is worth mentioning that it was the solo clavier sonatas in
particular that were labeled by Leonid Gakkel as “the composer’s best friend and his
favorite realm of musical creativity.”

A number of researchers have justifiably noted that Mozart did not write any gray,
dull, colorless compositions. The performer of the present series of sonatas, Mikhail
Voskresensky has expressed a similar opinion (see below about this). “In Mozart's
music there is no feel of the process of maturation,” Gakkel indicated convincingly,
“we perceive only the harvest.” This has the most direct connection to the composer's
clavier sonatas. After all, his very first clavier sonata designed for publication was
created by the 20-year-old composer approximately in 1774—1775, while during
the preceding 10 years he had already composed several dozens of separate move-
ments and entire sonatas for various combinations of instruments (for instance, for
clavier and violin, or for piano four hands). By that time Mozart had also already writ-
ten 30 symphonies, 9 operas and 13 string quartets!

This is the reason that already his very first sonatas for solo clavier are definitive
masterpieces, and not “first attempts in writing,” and they are hardly simple compo-
sitions for a pianist beginning to master the music of the great native of Salzburg, as
it is sometimes considered. Even from a virtuosic point of view they are quite complex,
so it is not in vain that the composer in his correspondence with members of his
family expressed them as “difficult.”

Already in the opening Allegro of the First Sonata in C major (KV 279), in the
midst of the fragments which sparkle with the joy of existence we discern, albeit
fleetingly, such enigmatic and polyvalent dimming of color, such “philosophical”
issues that seem to lead us directly to the Concertos in D minor (KV 466) and C
minor (KV 491), which were composed more than 10 years since. At the same
time, the Sicilienne of the slow movement of the Second Sonata (KV 280) seems
to relegate us directly to the dismal Sicilienne in the middle section of the Con-
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certo in A major (KV 488) and onwards towards the music of the Romanticist com-
posers.

“In the early compositions,” Boris Katz noted, “most impressive are the examples
of Mozart’s self-anticipation, as if he had already known his own mature operas,
concertos, symphonies and, moreover, had heard Schubert, Mendelssohn and even
Brahms and Mahler.” Maybe, it would be better to say that Mozart already in his
young years embodied those high spiritual spheres that are unfathomable to an or-
dinary person at such an age, and subsequently they found reflection in his music
more and more frequently. As early as the mid-1770s a characteristic feature of the
musician’s creative process revealed itself: light and shade are present in the adja-
cent compositions, in one work and within one movement. “In the most tragic situ-
ation,” Ferruccio Busoni noted, “Mozart has a jocose smile prepared beforehand,
while in the most joyful occasion, a serious crinkle could transect his face.”

It stands to reason that the composer changed through the years, the scale
of his compositions grew, the specter of feelings and thoughts interpreted by
him in his music broadened, and the domain of dramatic and tragic expanded.
One must remember the brightest, most dramatic pages of the Sonata in A minor
(KV 310), stipulated, as many biographers presume, by the death of his mother,
or the Fantasia and Sonata in C minor (KV 475 1 457), which according to Abert
“have no equal in their gloom and passion among Mozart’s clavier works.” How-
ever the composer's “tragic glances into the abyss (according to Boris Asafiev),
which became more and more frequent in time, could be found side by side with
the flourishing of thousands of new tints of the sphere of joy... But at the same
time the unusual depictive-semantic breadth and intensiveness of “life in music”
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were inherent to Mozart long before the advent of the late period of his musical
creativity.

The wealth of styles and moods of the very first and many of the subsequent
sonatas of Mozart is testified by the influences on the composer by the various com-
positional schools of his time - the Italian, French and German - marked by re-
searchers. The composer, who spent most of his life traveling and who toured
throughout all of Europe, was exceedingly inquisitive, curious and perceptible, but
always implemented his artistic impressions and impacts in his own inimitable way.

For example, the influence of the Mannheim school on his is apparent in the
Sonata in C major (KV 309). It is known that the famous Mannheim orchestra, con-
sisting of super-virtuosi, worked miracles. A large amount of crescendos and dimin-
uendos, the sharpening of a multitude of dynamic contrasts, the characteristic
emphases of melodic anticipations (the so-called “Mannheim sighs”) - all of this
comprised the fame of the orchestra but, on the other hand, served as an excuse for
accusations of exaggeration and bad taste. The manifestation of the “affected
Mannheim taste” in this sonata by Mozart was written about by some musicologists.
The abundance of fast changes of textures and ideas at times caused a stupor among
researchers and performers, who tried to diffuse it. Hermann Abert even indicated
that the “prescribed dynamics presents nothing less than an anti-musical impres-
sion.” But the sentimental style of the Mannheim composers in this case was close
to Mozart. Moreover, in this sonata, as it is considered by some researchers, carries
the imprint of the image of Rosa Cannabich, Mozart's 13-year-old pupil, who was
distinguished, in all appearances, by a lively and spontaneous mood. It must be said
that Mozart himself was quite restless in his character.
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The multitude of dynamic indications in all the clavier sonatas starting from the
very first ones, as well as a number of historical testimonies, indicate irrefutably that
these compositions were designated by Mozart not for harpsichord or clavichord, as
it was supposed earlier, but for the pianoforte. It can be imagined to what extent this
music, as the result of the choice of instrument, was additionally enriched and in-
spired, especially bearing in mind that Mozart was an outstanding pianist, who struck
his listeners by his delicate and poetical performances.

In addition, the content of Mozart’s clavier compositions seems to be enriched
due to the fact that the composer also unwittingly depicted in them the singing of
opera characters, effects of sounds of the orchestra, the string quartet and wind en-
sembles - down to a jocular imitation of the sounds of the tambourine, cymbals and
drums in the famous “Turkish March” from the Sonata in A major, KV 331 (during the
times of Mozart there existed special types of pianofortes with special registers la-
beled as “Turkish music” or those similar to the latter, the inclusion of which imitated
the sound color of music of janissaries)...

This way, already starting with the composer’s very first clavier sonatas (not to
mention the later and more famous ones) we immerse ourselves into the richest world
of Mozart’s music (from whichever side you may perceive it). And with each new and
all the subsequent sonatas (and it is impossible to describe each one of them in
these notes) the Musical Universe of Mozart seems to expand further and further...
Moreover, the interpreters of this music spread out the composer’s sounding Galaxy
even further.

The greatest artists of various times have immutably indicated that Mozart's music
absorbed into it all the complexity of the world, that Mozart carried in himself all the
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human characters, that he conveyed by means of his music the entire circle of human
emotions, having expressed the spiritual world of all epochs, that his genial compo-
sitions contain such human attributes that never die...

The wisdom of these thoughts is revealed to us quicker, when we have the oppor-
tunity to overview in a panoramic manner the composer's complete output works at
least in one of the chief genres of his music. The present release of all of Mozart’s
clavier sonatas - the first such endeavor in Russia - severs this aim perfectly.

Considering that the performer of the compositions presented on this compact
disc album, Mikhail Sergeyevich Voskresensky, is the only pianist in the history of
the Russian musical culture who has made the recordings of all of Mozart's clavier
sonatas, as well as all of his clavier concertos, it becomes exceedingly worthwhile to
turn our attention to the musician’s reflections on the music of the Austrian genius
and the particular features of interpreting Mozart's compositions. Let us cite a few of
them here.

“My image of Mozart is connected with my early childhood, when my mother, a
professional pianist, who was my first piano teacher, gave me a volume of Mozart's
sonatas, and |, at the age of 7-8, studied these sonatas and acquainted myself with
them. For some reason, as | remember, | especially liked the Sonatas KV 331, 332,
333 (in A major, F major and B-flat major). The only thing | could not understand
was why “Rondo alla Turca” was called that way, and what was Turkish about it. Since
then, | have lived all of my life with Mozart, he has always been perceived by me as
jovial in life and very serious in art; from my very childhood he worked a great deal,
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and how he grew up and changed during the course of his short life as a thinker and
as a composer is worthy of amazement.”
E I S
“Some composers do not have any bad works - among them are Ravel, Medtner,
Chopin... and Mozart is the first of them. He is perfect in everything: his taste (!) -
the main thing that never betrays him, - form, poetry, the significance of utterance
even in comic music, and the total absence of anything superfluous.”
E I
“A very big problem for performers of Mozart's music is presented by correspon-
dences of tempi, especially Adagio and Andante. Lev Oborin taught me that Andante
at the time of Mozart was closer to Allegro, than to Adagio. In Mozart’s music Prestis-
simo is found most rarely. He must be coherent, and for him each scale presents a
genial melody. He is great in joy, as well as in sorrow. How remarkable are the finales
of his sonatas and symphonies. It is especially interesting to study the music in the
tempo of Allegretto. And such philosophical depths as the Adagio in B minor,
KV 540, the Fantasia in C minor, KV 475, the middle movements of the Piano Con-
certos in E-flat major, KV 482 and A major, KV 488! At the same time, it is very im-
portant to fill with meaning the motion in sixteenth notes in the development sections
of the first movements...”
E I S
“Among the performers of Mozart's music | can name many musicians whose
playing I love. Incidentally, | am omnivorous - | like both the strict performance (Clara
Haskil) and the romantic type (Maria Yudina). For me the models for comparison
are Bruno Walter and Carl Bohm. Glenn Gould is a genius by himself, so his rendition
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of Mozart is good; however, you should not imitate him, since nothing would come
out of it, anyway.”
* ok Xk

“Of all the utterances about Mozart, | like most of all Chopin’s words about him:
‘Mozart had no need of experience; knowledge always stood on the level of inspira-
tion for him.” In Delacroix’s diaries there could be found another utterance of Chopin,
that ‘Beethoven sometimes turned his back on all the eternal principles, whereas
Mozart never did.” Chopin also never did. This does not mean that Mozart was not
an innovator. He was an innovator in the depths of feeling and poetry, in the signifi-
cance of utterance expressed by natural means. He is noted for his simplicity that
was crystallized through perfected professionalism. | love to repeat his words written
in his letter to his father: ‘Clementi is a charlatan: he writes Prestissimo, but plays
Allegro.’ Each detail, each intonation was important to him, and for this reason play-
ing Mozart is very hard. First of all, one must be a good person...”

The release for the first time in Russia of all of Wolfgang Amadeus Mozart’s piano
sonatas in performance of Mikhail Voskresensky is, of course, a significant event in
musical life and, at the same time, at the eve of the arrival of the year 2015, a re-
markable present for numerous professionals and music lovers.

A.M. Merkulov,
Professor of the Moscow Conservatory,
Candidate of Arts



Mikhail Sergeyevich VOSKRESENSKY (b. 1935) is a People’s Artist of Russia
(1989), a Laureate of the Premium of Moscow (2011), Professor at the Moscow Con-
servatory (1976), one of the most prominent Russian pianist and piano teachers.

Voskresensky'’s first piano teacher was his mother, a professional pianist. In
Moscow he studied piano with llya. Klyachko (at the Ippolitov-lvanov Music College),
with Lev Oborin, Yakov Milshteyn and Boris Zemlyansky at the Moscow Conservatory
and organ with Leonid Roizman at the Moscow Conservatory. Oborin wrote about his
student: “His performance moves with his artistry, warmth and sincerity. Mikhail
Voskresensky is a very intelligent and refined musician. Romantic compositions are
close to him.”

At the age of 20 Voskresensky made his debut at the Warsaw Philharmonic Hall,
having performed Chopin’s Second Piano Concerto with the orchestra of the Bolshoi
Theater under the direction of Evgeny Svetlanov. From that time the pianist’s intensive
concert life begins. At that same time he becomes a winner of international compe-
titions, including the Schumann Competition in Berlin (1956), the Piano Competition
in Rio de Janeiro (1957), the Gheorghe Enescu Competition in Bucharest (1958)
and the First Van Cliburn Pianists’ Competition in Fort Worth (1962).

In 1957 Voskresensky took part in the “Prague Spring” festival, where for the first
time outside of the Soviet Union he played Shostakovich’s Second Piano Concerto
in the presence of the composer, who highly appraised his performance. In 1961
the pianist’s tour in Japan took place, where he gave 16 concerts with great success,
having performed Tchaikovsky’s First Piano Concerto, among other works.

Unfortunately, due to circumstances for which he was not responsible, starting
from 1963, for 15 years the artist was able to perform only in the USSR and “the
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countries of people’s democracy.” During that period he perfected himself intensively
and expanded his repertoire considerably.

Music fans remember the successful cycles of all of Beethoven’s sonatas twice
performed by Voskresensky in 1970 and the 1973-1974 concert season as well as
the grandiose plan of performing all of Chopin’s piano compositions carried out by
the pianistin 9 solo recitals at the Small Hall of the Moscow Conservatory during the
1982-1983 concert season. The musician began performing most actively after the
fall of the communist system in Russia.

The pianist’s repertoire includes 67 concertos for piano and orchestra by various
composers, performed with more than 150 conductors, including Charles Dutoit, Franz
Konwitschny, Kurt Masur, John Pritchard, Alexander Gauk, Konstantin Ivanov, Evgeny
Svetlanov, Kirill Kondrashin, Yuri Temirkhanov and Gennady Rozhdestvensky... The
performing art of the remarkable pianist has been immutably evaluated highly in the
press around the world, especially in the reviews of his concerts held in France at fes-
tivals at Tours, Colmar and Aix-en-Provence and in the responses to his performance
of Liszt’s Sonata in B minor and Scriabin’s Fifth Sonata during her debut in New York...

By the present time Vorkresensky has recorded over 50 compact discs released
by Japanese and Russian firms, such as “Triton,” “DML-Classics,” “Classical Records”
and others. They include recordings of the artist’s renditions of Tchaikovsky’s “The
Seasons,” Mussorgsky’s “Pictures from an Exhibition,” Shostakovich’s Second
Sonata, all of Scriabin’s etudes and sonatas, the piano concertos of Mozart,
Beethoven and Brahms and many other compositions. The year 2011 saw the release
of compact discs with the pianist’s performances of Britten and Schnittke, with
Beethoven’s Piano Sonatas No. 1, 14, 17 and 23 and Fifth Piano Concerto, while in
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2014 two solo compact discs were released with live performances of works by
Chopin and Schumann.

Voskresensky has frequently taken part in the work of juries of the major inter-
national competitions. He has been a regular jury member of the International Scri-
abin Competition for Pianists, which has taken place every four years and a jury
member of the 13th and 14th International Tchaikovsky Competitions in Moscow.

Voskresensky has taught at the Moscow Conservatory since 1959, having been an
assistant to Professor Lev Oborin for eight years, having taught his own class since 1963
and presently being the head of the department. During this time his students have won
international competitions 120 times, 57 of those became winners of gold medals.

In 2007 Voskresensky began carrying out a new significant artistic project of
recording all of Mozart’s Clavier Concertos together with Leonid Nikolayev, but due to
the latter's decease, the project was subsequently carried out with the young and
talented conductor Konstantin Maslyuk. During his performance on June 2, 2010 at
the Small Hall of the Moscow Conservatory Voskresensky completed the performance
of all 27 of Mozart’s Piano Concertos, recorded on 10 compact discs.

Mikhail Sergeyevich Voskresensky’s performance at the Grand Hall of the Con-
servatory with the Conservatory’s orchestra under the direction of Anatoly Levin is
timed to the anniversary to his 80th birthday. The program shall feature Wolfgang
Amadeus Mozart's Concerto for Two Pianos in E-flat major, KV 365 (the part of the
second piano shall be played by Stanislav Igolinsky); Maurice Ravel’s Piano Concerto
for the Left Hand and Ludwig van Beethoven’s Fourth Piano Concerto, opus 58.

The recording of all of Mozart's Piano Sonatas, presented on this compact disc
has been carried out at the Grand Hall of the Moscow Conservatory, having been
completed on November 21, 2014.
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«Manas knaBupHas aHuuknonegus» B. A. Mouapra

aHp conbHOM KNaBMPHOM CoHaTbl conpoBoaan B. A. Mouapra (1756 - 1791) Bcio
€10 ¥13Hb. KOHbIA BonbdraHr Hayan CoYMHATL OTAEMbHbIE YAaCTU COHATHOIO LiMKIIa ewwé
B BOCbMMUIETHEM BO3pacTe — 0COOEHHO aKTMBHO B nepumog, 061ieHns B JIoHgoHe B 1764
1 1765 rogax ¢ Mnagwmm cbiHom MoraHHa CebacTtbsHa baxa - MoraHHom KpuctnaHom,
aBTOPOM MHOXECTBa NPOM3BEAEHUI B 3TOM aHpe. Toraa xe Mouapt nepeaenan He-
CKONbKO KNaBupHbIX coHat M. K. baxa v apyrix KOMNO3UTOPOB B KOHLEPTHI 4151 KNa-
BMPa C OPKECTPOM.

C Apyroi CTOPOHBI, B NOC/AEAHNE MECALbI HMU3HK, YIKE NOC/Te CO3AaHUS BCEX W3-
BECTHbIX COHAT 4151 KnaBupa cono, MouapT npoaosikan pabotarb B 3TOM HaHpe 1 Co-
o6wan apyry B nucbMe ot 12 utoHa 1790 roaa: «[nily Takwe KnaBUPHbIE COHATI,
4T06bl PA3A06bLITE XOTb CKONBKO-HWOYAL AeHer». Cpean HanMcaHHOro B TO BpeMs —
HECKO/IbKO hparMeHTOB M 0AHa YacTb NPEANoaaraemMoin CoHaTtbl.

Takum 06pa3oMm, XoTs Mbl U HE MOKEM Ha3BaTb 3TOT KaHP «My3blKabHbIM AHEBHM-
KOM» (KOMMO3UTOP CO3AaBan 60/bLUMHCTBO COHAT rpynnamMu, Tak YTo Mexay HUMU Obl-
Ba/IM MHTEPBAJIbl B HECKO/IbKO JIET), HO 06Pa3L0B COHATHOIO LiMKNA Y HEro Tak MHOTO 1
B HWX 3areyamieHo TaKoe 60raTcTBO COAepKaHus, 4To Bee 19 KnaBMUPHbIX COHAT MOKHO
6€3 npeyBenyeHns Ha3Batb «Masloi KNaBMPHOM aHLMKNoneaven» Mouapra (MMes B
BMAY, 4T0 27 MOLLAPTOBCKMX KOHLIEPTOB A/151 KNaBupa C OPKECTPOM - €ro «601bLuas Kna-
BUPHAs aHUMKIONEeans»). lpumeyatenbHo, YT0 MMEHHO COHaTbl 41t KiaBupa coio0
J1. E. TakKenb Ha3Ban «ydLIMM ApyroM, to61MMOov TBOPYECKOM 06/1aCTbio KOMMO3UTOPa».

Psa nccnegoBateneii cnpaBeAnnBo oTMeyan, Yto y Mowapta HeT cepblix, 61e4HbIX,
6€eCLBETHbIX CO3aHNM. B TaKOM Jyxe BbiCKa3bIBAETCA U UCMOIHUTENb AaHHOW CEPUK
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coHat - Muxaun BockpeceHckuii (cM. 06 3ToM HukKe). «B TBopyecTBe MouapTa He
YyBCTBYETCS CO3pEBaHUs, — YOEAUTENbHO YKa3blBan [akKeb, - BUAWUTCA 0AHA LLb
aTBa». K KnaBMpHbIM COHaTaM KOMNO3KUTOPa 3T0 MMEET CamMoe HeNOCPEACTBEHHOE
OTHOLEHWe. Beab camasi nepBas ero KnaBupHas coHata, npegHasHavyaBLwascs Ans
neyatu, 6bina cosaaHa 18-n1eTHUM KOMNO3UTOPOM NPUGN3UTENbHO B 1774—1775
rofiax, Koraa oH 3a npeawecTsytowme 10 1€T COYMHUA YHKe HECKOMbKO AECATKOB OT-
AENbHbIX YacTen U LieNbIx COHAT A1t Pa3anyHbIX COCTaBOB (K NpUMEPY, A1s KnaBupa
1 CKPUNKW WK Ans knaeupa B 4 pyku). K atomy BpemeHn Mouapt — aBTop Takie
30 cumdoHuii, 9 onep, 13 cTPyHHbIX KBapTETOB!

BoT noyemy yxe nepeble COHaTbl A1 K1aBupa €00 — 3T0 6E3YCI0BHbIE Le-
AEBPbI, @ He «NPOo6bI Nepar, U OTHIOAb He NIErkue, Kak MHOTAa noaaratoT, COYMHEHMS
AN MMaHWCTa, HaYMHaKOWEro 0CBanBaTb My3blKy BEIMKOMO 3anbLbypiua. [laxe B
BMPTYO3HOM OTHOLIEHUM OHWM BECbMa HENPOCTbl, HEAAPOM Cam aBTop B Nepenucke
C YNeHaMK CEMbM Ha3blBasl MX «TPYAHBIMMY,

YiKe B HadanbHOM Allegro Mepsoii coHatbl C-dur (KV 279) cpean ¢pparmeHTos, B
KOTOPbIX OPbISKET PaA0CTb ObITUS, Mbl HAG/IOAAEM, XOTS NOKA elle MUMONETHO, TaKue
3arafjo4Hble U MHOTO3HaYUTENbHbIE NOTEMHEHUS KOMOPUTa, Takue «dunocodckue»
BOMPOCHI, KOTOpble KaK 6yaTo BeayT Hac npsmo K KoHueptam d-moll (KV 466) 1
c-moll (KV 491), counHeHHbiM 60nee 10 neT cnyctsi. CuumnnmnaHa xe MeaneHHown
yactn Bropoit coHatbl (KV 280) Kak 6bl HeNnocpeACTBEHHO OTChINAET Hac K 6e30T-
pafHon cuumnnare cpeaHei yact KoHuepta A-dur (KV 488) v ganee K My3bike
KOMMO3WTOPOB-POMAHTUKOB.

«B paHHMX counHeHuax, — otmeyan b. A. Kal, — BnevamisioT camonpeaBocxu-
weHua Mouaprta, 6yATO OH YXe 3Ha/l CBOM 3peJible Onepbl, KOHLEPTbl, CUMGOHWH U,
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6onee Toro, cblwan Ly6epta, MeHaenscoHa v aaxe bpamca u Manepa». Moxert
ObiTb, Nyylle CKasaTb, 4T0 MouapT ye B MOOAbIE oAbl BOMIOWAN Te BbICOKUE Ay-
XOBHblE Cdepbl, KOTOPLIE B TAKOM BO3pacTe HEBeAOMbI 06bIYHOMY YENOBEKY, U BMO-
CNEACTBMM OHM BCE Yallie Nojyyanu OTPaKeHWe B ero TBOPYECTBE. YiKE B cepeanHe
1770-x roaoB NposiBUNach XxapakTepHas YepTa TBOPHECKOrO NPOLECcCa My3blKaHTa:
CBET M TEHb NPUCYTCTBYIOT B COCEAHNX COYMHEHUSIX, B OAHOM NPOMU3BEAEHUM, BHYTPH
O[HOM YacTu. «B camoi TparMyeckomn cutyauuun, — ykasoisan ®. bysouun, — y Mo-
LLapTa 3aroToBJieHa LWyTinBas YiibloKa, B CaMmoi pafloCTHOM — Cepbe3Hast MOpLLMHKA
MOJKET Nepeceyb ero JnLo».

Pasymeetcsi, KOMNO3MTOP C rofamu MeHsICs, MacluTab ero COMMHEHWH YKpyn-
HANCS, BCe 60/1€€ PaCLIMPANCS CNEKTP NPENOMASEMbIX UM B My3blKe YYBCTB W MbiC-
Nle, yBennMymMBanacb Cpeamn Apyrux 06nactb pamaTMyeckoro 1 Tparnyeckoro. Kak
TYT HE BCMOMHUTb Apyaniune no agpamatnuamy ctpanuubl CoHatbl a-moll (KV 310),
006YCNOBJIEHHbIE, KaK NpeanosaralT MHOre 6uorpadbl, CMEPTLIO MaTepu, Win
®antasuio u Conarty c-moll (KV 475 n 457), kotopbIM, N0 MHEHWIO ABepTa, «HET paB-
HbIX N0 MPAYHOCTM U CTPACTHOCTM CPEAM KNaBUPHbIX COMMHEHUI MouapTa». OgHaKo
yyalaBlmecs y KOMNO3UTOpa CO BPEMEHEM «Tparnyeckue B3misabl B 6€34HY»
(b. B. AcadbeB) coceCcTBOBaIN C pacLiBeYMBaHMEM ThiCAYbK) HOBbIMK OTTEHKAMM
cdhepbl pagocTu... Ho npu Bcem 31oM Heobbl4aiHas 06pa3HO-CMbICI0Bas WKUPOTa 1
MHTEHCUBHOCTb WKMU3HM B My3blKe» 6bln Npucylum MowuapTy 3a40Aro 40 ero no3aHero
nepuoga TBOpYeCTBa.

O 6oratcTBe CTUIEN U HAaCTPOEHUI YKe NEPBbIX U MHOTWX MOCAEAYIOWMX MO-
LLaPTOBCKMX COHAT FOBOPAT M OTMEYaeMble UccneaoBaTensimm BaMaHua Ha Mo-
Lapta pasNuyHbiX KOMMO3UTOPCKMUX LWHKOA €ro BPEMEHW — MTalbAHCKMX,
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bpaHLy3CKuX, HemeLKux. Komnosutop, 60MbLYH0 YacTb U3HW NPOBEAWNIA B Ny-
TEWeCTBUSX M 06be3AMBLLNIA BCIO EBpOMNY, OblN Ype3BblYaiHO 0603HaTENEH, MbIT-
JMB U BOCMPUMMYMB, HO BCErfa MPeTBOPs/ TBOPYECKUE BMeyatieHus U
BO3/ENCTBUS N0-CBOEMY.

Hanpumep, BAUSHWE Ha HEr0 MaHTeMCKOM LWKOAbI 04eBMAHO B CoHate C-dur
(KV 309). KaK n3BecTHO, 3HaMeHWTLIN OPKECTP B MaHrelime, COCTOSIBLUMIA M3 cynep-
BUPTY030B, TBOPWUN Yyaeca. bosbluoe KonnyecTso crescendo u diminuendo, 3aocTpe-
HUEe MHOMXECTBa AMHAMMYECKMX KOHTPACTOB, XapaKTepHble MOAYEPKMUBAHMA
MEeNoAnYECKUX 3afiepaHunii (Tak HasblBaemble «<MaHreMMCK1e B30XM») — BCE 3T0
COCTaBASNO CaBy OPKECTPA, HO, C APYrOi CTOPOHBI, CAYMA0 NOBOAOM /151 YIPEKOB
B NpeyBeMYEHUAX U AypHOM BKyce. O NpOsSIBAEHUM «MaHEPHOr0 MaHreMMCKOro
BKyCa» B 3TO/ MOLL@pPTOBCKOM COHaTe N1canu HEKOTopble My3blkoBeAbl. 06unue 6bicT-
PbIX CMEH MoAYac CTaBuio B TyNWK U UCCNEA0BATENEN, U MCMNOHUTENEN, MbITABLUMXCA
UX crnagutb. fepman AGepT yKasblBas Aaxe, YTo «NpeAnvcaHHas AMHaMuKa npo-
M3BOAMT NPSIMO-TaKM aHTUMY3blKabHOE BreyatmieHne». Ho MouapTy CEeHTUMEHTaNb-
HbI/ CTWIb MaHreMLUEB B JaHHOM ciyyae 6bln 6au30K. K ToMy e B 3101 COHare,
KaK cuuTaetcs, 3aneyameH 06pa3 Po3bl KaHHabux — 13-neTHen MOLapTOBCKOM y4e-
HULbI, OTINYABLLEVCA, CyAs MO BCEMY, KMBbIM M HENOCPEACTBEHHLIM HPaBOM. Bnpo-
yeM, U cam Mouapt 6611 BeCcbMa HENOCELTMBbIM.

Macca guHamuyecknx 0603HaYeHNM yiKe B NePBbIX K1aBUPHbLIX COHaTax M Psj
MCTOPUYECKNX CBMAETENLCTB HEOMPOBEPKMMO FOBOPAT O TOM, YTO 3TW COYMHEHMS
npeAHasHavanucb MoLapTom He Ans KiaBecuHa Win KiaBMKOpAa, Kak nonaraiu
paHblue, a ans doprenraHo. MOXKHO NpeacTaBUTb, HACKO/BKO 3Ta My3blKa 6aarogaps
TaKoMy Bbl60PY MHCTPYMEHTa A0MONHUTENBHO 060rallanach U OfyXoTBOpPsANach, Tem
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6on1ee 410 MovLapt 6b1/1 BbIAAKLMMCS MMAaHUCTOM, NOPaKaBLUIMM CyLiaTene TOHKOM
1 MO3TUYHOW UrPOMN.

CopepHaHune KnaBUpHbIX COYMHEHWI MollapTa Kak Gbl MOMONHSAETCS TaKke U
BC/IEACTBME TOr0, YTO B HMX KOMMO3WUTOP HEBOJILHO 3aneyamien U NeHne OnepHbIX
nepcoHaxewn, 1 adeKTbl 3By4aHUsi OPKECTPA, 1 CTPYHHbLIN KBAPTET, M aHcamb/b fe-
PEBSAHHbIX AYXOBbIX — BIIOTb 40 WYTINBOW UMUTaLMKU 6y6Ha, TapenoK 1 6apabaHa
B 3HaMeHUTOM «TypeLKom mapLue» u3 CoHarbl A-dur, KV 331 (Bo BpemeHa Mouapta
cylecTBoBan GopTENMaHo Co cneuyanbHbiM PEMMCTPOM «TypeLiKas My3blka» Uiau
CXOAHbIM C HUM, BK/IKOYEHME KOTOPOr0 MMUTUPOBAIO 3BYKOBOW KOMOPUT MY3blKM
AHblYap)...

TaknMm 06pa3om, ye C camblx NEPBbIX KIABUPHBIX COHAT KOMMNO3UTOPA (4TO YK
roBOpUTH 0 60/1€€ NO3AHKX M 60/1E€ U3BECTHBIX) Mbl MOTPY}Kaemcs B 6orateniumnii (¢
KaKoW CTOPOHbI HW MOCMOTPKW) MUP MOLLAPTOBCKOM My3bIKW. M C Kai40M HOBOM U CO
BCEMM MOCELYIOWNMU COHATaMM (@ Kamayl M3 HUX HEBO3MOKHO ONMUCaTb B 3TUX
3ameTKax) My3blKasibHas BcenenHas Mouapta Bce paclumMpsieTcs U pacumpsercs...
K Tomy e MHTepnpeTaTtopbl 3T0M My3bIKK elle 60/ee pasaBuraioT 3Byyallyto [anak-
TMKY KOMNO3WUTOPA.

KpynHeiwme aestenn UcKyccTBa pasHoro BpeMeHU HEM3MEHHO yKasblBau, YTO
My3blka Mouapta Bobpasia B Cebs BCIO CIOKHOCTb MMpa, YTo Mouapt Hec B cebe
BCE Ye/I0BEYECKME XapaKTephbl, 4T0 OH NepeAan BeCb KPyr YeI0BEYECKUX SMOLIMA,
BbIPa3un JyXOBHbIA MUP YENOBEKA BCEX AMNOX, YTO B €r0 reHUaNbHbIX COYMHEHMSAX
€CTb TaKME YENOBEYECKME BELLM, KOTOPLIE HUKOFAA HE YMUPALOT...

MyapocTb 31X MbICNeN ObICTPEE OTKPBIBAETCSA HaM, KOr4a Mbl UIMEEM BO3MOX-
HOCTb MAHOPAMHO M LIEIOCTHO 0603peTb COOPaHME COYMHEHMIT KOMMO3UTOPA XOTS
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6bl B 0AHOM W3 [MaBHENLINX XaHPOB ero TBOPYECTBA. M JaHHOe n3aaHue BCex Kina-
BUPHbIX cOHAT Movapta — nepBoe, NPEANPUHATOE B POCCUM, — NPEKPACHO CAyHUT
3TON Lenn.

YuuTbiBas, YTO MCNONHUTEND NPOU3BEAEHWUIA, TPEACTABAEHHbIX B JAHHOM ab-
6ome, — Muxaun CepreeBny BoCKpeCeHCKUI — eiMHCTBEHHbIV B UCTOPUM OTe-
YECTBEHHOW KynbTypbl MMAHWUCT, OCYLECTBUBLIUMIA 3anUCK U BCEX KIaBUPHbIX
coHat Mouapta, ¥ BCex ero KnaBMpHbIX KOHLEPTOB, Ype3BblYaHO MHTEPECHO
006paTUTbCA K pasmbllieHUAM My3blKaHTa 06 MCKYCCTBE aBCTPUICKOTO reHus n
0CO6EHHOCTAX MHTEpNpeTaLnm MOLLAapPTOBCKUX Npon3BeaeHwid. [puBeaem 3aechb
HEKOTOPbIE U3 HUX.

«Movi 06pa3 Mouapra cBsi3aH C MOUM PaHHUM AETCTBOM, KOIa MOsi Mama, npo-
(peccroHaibHas NMaHUCTKa M MOV NepBbId nejaror, nogapuia MHe TOM COHat
Mouaprta, n 5 B 7-8 n1eT pa3bupasn 1 3HaKOMMUICS C ATUMKU CoHaTamu. [loyemy-To,
nomMHuTCS, MHe 6osnblue Bcero HpaBwinch KV 331, 332, 333 (A-dur, F-dur, B-dur).
A TO/IbKO He MOr M0HATb, NoYemy POHAO «alla turca» Tak Ha3bIBAETCA M YTO TaMm Ty-
peukoro. [ocae atoro 5 ¢ MouapTom 1By BCHO MOK #M3Hb, MHE OH BCerja npes-
CTaB/ISUICS BECENbIM B M3HU U 04EHb CEPbE3HBIM B MCKYCCTBE; MPAMO C ETCTBa OH
04eHb MHOI0 paboTasn v T0, KaK OH POC M U3MEHSICA 3a CBOIO KOPOTKYIO HM3Hb KaK
MbICAIUTENIb M KaK KOMMO3UTOP, JOCTONHO YANBAEHUS».

E N S

«Y HEKOTOPBIX KOMITO3UTOPOB HET IVI0XMX COYMHEHMI — TaKoBbI PaBesib, MeTHep,

LloneH... Mouapt - nepsbivi cpean Hux. OH coBeplueHeH BO BCEM: BKYC (!) - maBHoe,
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410 EMY HE U3MEHSIET, HOpMa, M033NS, 3HAYUTE/IbHOCTb BbICKA3bIBaHMS [axe B KO-
MHYECKOM My3blKe, aBCOJIIOTHOE OTCYTCTBUE YEro-iMbo JINWHEro».
E I S
«QueHb 60/1blLas npobnema 4s ucnonHuTenes Mouyapra — 310 TEMNOBbLIE COOT-
HowweHusi. OcobeHHo Adagio n Andante. J1. H. 060puH yunn meHs, 4y1o Andante BO
BpemeHa Mouapta 6bu10 6nmxe K Allegro, yem K Adagio. Y MouapTta 04eHb peaKo
BcTpeyaercs Prestissimo. OH J0/KeH ObiTb CHbIM, Y HETO Kax/asi raMMa — reHuasb-
Hasi menogusi. OH BEMK 1 B PafocTH, 1 B neYann. Kakue YyaHble y Hero ¢puHasbl 1
COHat, u cumM@oHmni. OcobeHHO MHTEpecHO pasbupatbcs B Temne Allegretto.
A Takue punocodckue mybuHbl Kak Adagio h-moll KV, 540, ®antasus c-moll KV, 475,
cpeaHune Yactv KoHueproB Es-dur, KV 482 n A-dur, KV 488! B 10 e Bpems 04eHb
BaXHO HanoMHUTL CMbIC/IOM ABMKEHWE LIECTHaALAaTbIMU B pa3paboTKax NnepBbIX Ya-
CTeN...»
ko kK
«Cpeam ucnonHutenen Mouapta MOXHO Ha3BaTb MHOIMX My3bIKaHTOB, KOTOPbIX 51
J1K067110. [lpnyem 5 BeesiieH — MHe HpaBUTCS U CTPOoroe ucrnonHeune (Knapa Xackwun)
n pomaHtyeckoe (Mapus 0anHa). StanoHamu 1S MeHs BASKTCs bpyHo Banbtep
n Kapn bém. [neH ynbg reHnaneH cam no cebe, noaromy u Mouapt y Hero xopoL,
HO nogpaxatb eMy He CTOUT, BCE PaBHO HE MOJyYUTCS».
ko ok ok
«M13 BbickasbiBaHui 0 Mouapte - 60/blue BCeEro /060 cnoBa LlloneHa o HéM:
“MouapTt He Hy#zascs B ONbITHOCTH; 3HaHWe BCerga CTosi/I0 y HEro Ha ypOoBHE BLOX-
HoBeHus”. B gHeBHUKax [enakpya ectb elé 04HO BbicKasbiBaHWe LlloneHa o Tom,
yto “BeTX0BEH MHOIAa MOBOPAYMBasICs CMMHOM KO BCEM BEYHbIM MPUHUMNAM,
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Mouapr e - Hukoraa”. LLloneH cam Toxe. 310 He 3HaymT, 410 Mowapt - He HoBarop.
OH - HoBarop B ry61Hax 4yBCTBa M 10331M, B 3HAYUTE/IbHOCTM BbICKa3bIBaHUS, Bbl-
PaMeHHON ecTeCTBEHHbIMM CpeACTBaMMU. EMy CBOMCTBEHHa NPOCTOTa, KOTopasi Bbl-
KPUCTa/UIM30BbIBa/laCb CKBO3b COBEPLUEHHBIN MpopeccuoHanndm. Jobin
OBTOPSATb €0 C/10Ba B MMUCbME K OTUY: “KnemMeHTv - WwapaaraH: OH nuieT Prestissimo,
a urpaert Allegro”. Kaxpas AeTasib, Kaxzasi MHTOHaUus Ui HEro BaxHa, U 1o3romy
urparb Mouapta 04eHb TPYAHO. HyKHO npex(ze BCero bbiTb XOPOLIMM YET0BEKOM...»

Bbixog B cBET BnepBble B Poccum 3anncu Beex KaBUpHbIX coHat B. A. Mouapta

B ucnonHeHun M. C. BOCKPECEHCKOro — 3T0 KOHEYHO, COObLITUE B MY3blKalbHOM

KMU3HU W, 0AHOBPEMEHHO, B KaHyH 2015 roga 3ameyaresibHbli NoAapoK MHOMOYMC-
JIeHHbIM NpodeccroHanam v a6UTensm My3blKu.

A. M. MepkynoB

npogeccop MoCKOBCKOM KOHCEpBaTOpUM,

KaHAuAar UCKYCCTBOBEAEHMS

Muxann Cepreesny BOCKPECEHCKWH (poa. 1935) — HapoaHblii apTiet Poccun
(1989), naypeart npemun Mockabl (2011), npodeccop MOCKOBCKO KOHCEPBATOPHM
(1976), oanH 13 BUAHENILMX OTEYECTBEHHbIX MMAHWUCTOB-NEAAroroB.

lMepBbiM GopTennaHHbIM yuutenem BocKpeceHCKoro 6biia ero Matb, npodec-
CUOHa/IbHas NuaHucTKa. B Mockse oH yuwics y U. P. Knsiuko (My3blKaabHOE yunnuLle
um. UnnonutoBa-UBaHoBa), y J1. H. 06opuHa, 1. U. MunbLuteiita, b. . 3emasHcKoro
(doprenuaHo) u J1. U. PoiidmaHa (opraH) B KoHcepBaTtopun. 060p1H n1can 0 CBOEM
y4eHuKe: «Ero MCnosHeHWe TporaeT CBOMM apTUCTU3MOM, TEMIOTOM U MCKPEHHOCTbIO.
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Mwxann BOCKpECEHCKWI 04eHb YMHBIV U TOHKUM My3blKaHT. EMy 6/IM3KM poMaHTh-
YECKME COYUHEHUSN.

B 20 net BockpeceHcKkui AebtoTpoBan B 3ae BaplaBckoi GunapMoHuu, Uc-
nonxue Bropo# KoHuept LLioneHa ¢ opkectpom bosblioro Teatpa nog ynpasBieHnem
E. ®. CeetnaHoBa. C 310r0 BpeMEHW Ha4YMHAETCA MHTEHCMBHAS KOHLEPTHaA fes-
TENbHOCTb NMaHKCTa. Toraa e OH CTAHOBUTCS JlaypeatoM MEKAYHapOAHbIX KOHKYP-
coB umenn LlymaHa B bepnnHe (1956), B Puo-ge-KaHenpo (1957), umenu
[opae SHecky B byxapecte (1958) 1 nepBoro KOHKypca NMaHUCTOB MMEHU BaHa
KnanbepHa B ®opt-Yopre (1962).

B 1957 r. BoCKpeCeHCKMii NpuHAA yyactue B GecTuBane «fpaxcKas BecHa»,
rAe BnepBble 3a py6examu Cosetckoro Coto3a ceirpan Bropoit koHuept LocTa-
KOBMYa B MPUCYTCTBMM aBTOPA, BbICOKO OLIEHMBLUETO €ro UcnoaHeHne. B 1961 1.
COCTOSINCL FacTpOAW NUaHucTa B SINOHMM, FAe OH C 6ONbWKM YCNeXom Aan
16 KOHLIEPTOB, MCMOAHMB B TOM Ynce MNepBblit popTenraHHbIA KOHLEPT YanKoB-
CKOrO.

K coxanenuto, no He3aBUCALLMM OT HEro 06CTOATENLCTBAM, apTUCT ¢ 1963 T. Bbl-
ctynan B TeyeHune 15 net tonbko B CCCP 1 «CTpaHax HapOAHOM AeMOKpaTuu». B atoT
nepuoz OH MHTEHCMBHO COBEPLLEHCTBOBAJICA M pacLUMpPsil CBOW peneptyap.

Jlio61TENIN MY3bIKM MOMHSAT YCNEWHbIE LIMKNbI BCEX COHAT betxoBeHa, ABax bl
cbirpaHHble BockpeceHckum B 1970 T. u B ce3oHe 1973/ 74 rr., rpaHANO3HbIN NPO-
eKT Bcex hopTennaHHbix npou3seseHni LoneHa, ocywecTBAeHHbIM NMaHUCTOM B
9 conbHbIX KOHUEepTax B Manom 3ane MOCKOBCKOM KOHCepBaToOpuW B CE30HE
1982/83 rr. 0c06EHHO aKTMBHO My3blKAHT Hayal KOHLLEPTMPOBATb NOC/E Kpaxa
KOMMYHUCTUYECKOW cucTeMbl B Poccum.
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B peneptyape nuaHucTa 67 KOHLEPTOB A5 popTennaHo ¢ OPKECTPOM, CbirpaH-
HbIX 601€€e Yem co 150 anpumépamu, cpean Kotopbix L. [iotya, @. KOHBUYHBIN,
K. Masyp, . Mpuyapa, A. B. Tayk, K. K. UBaHoB, E. ®. CBemnaHoB, K. . KoHapalwuH,
t0. X. TemupkaHos, I. H. PoxaecTBeHCKMI. .. MICKYCCTBO 3amMeyaTenbHOro naH1cTa
HEM3MEHHO Y0CTanBaAETCS BbICOKMX OLLEHOK B MUPOBOV NPECCE, B YaCTHOCTH, B pe-
LLeH3MAX Ha ero KoHLepTbl BO ®paHumu Ha dectuansx B Type, Konbmape, IKc-aH-
[poBaHce M B OTKIMKax Ha ero ucnonHeHne CoHaTbl cu MUHOP Jlncta u MaTon
coHaTbl CKpsiIbHa Bo Bpems Aebtota B Hblo-MopKe...

K HacTosemy BpemeHn BocKkpeceHCKMM 3anncaHo 6oiee 50 KOMNaKT-AUCKOB,
BbiNyLWEHHbIX dupmMamu AnoHun u Poccum «Triton», «DML-Classics», «Classical
Records» u ap. Ha HUX 3aneyamieHbl B MCNOAHEHUM apTUCTa «BpemeHa roga» Yan-
KOBCKOro, «KapTiHKK ¢ BbicTaBKkM» Mycoprckoro, Bropas coHarta LLloctakoBuya, Bce
aToAbl M coHatbl CKpsibuHa, KoHUepTsl Mouapta, betxoseHa, bpamca n MHorve apy-
rve npousseaeHust. B 2011 r. Bbilwau KOMNAKT-AUCKM MMAHKCTA ¢ KOHLepTammn bput-
TeHa u LHuTKe, ¢ coHatamu NeN2 1, 14, 17, 23 v MNaTtbiM KOHLEPTOM betxoBeHa, a
B 2014 r. — ¢ 3anMCblo ABYX CObHbIX KOHLEPTOB live ¢ npoun3seaeHusmu LLloneHa
un WymaHa.

BOCKpeceHCKuMiA 4acTo MPUHUMAET y4acTue B paboTe KIopW KPYMHbIX MEXAYHa-
POAHBIX KOHKYPCOB. OH MOCTOSIHHbIA NpeACeAaTeNb KIOpK MEXAYHaPOAHOTO KOH-
Kypca nuaHucToB MMeHn CkpsibuHa, npoxoasiwero B MockBe Kaxable 4 roga, YieH
xtopu Xl v XIV MexayHapoaHbIx KOHKYpcoB meHu I1. U. Yarikosckoro B MockBe.

BocKpeceHcKuii Hadan npenogaBatb B MOCKOBCKOM koHcepBaTopuu ¢ 1959 1.,
BOCEMb JIET 6bl accucTeHTom npodeccopa J1. H. 06opuHa, ¢ 1963 r. umeet cBoK
Knacc; B AaHHOe BpeMs Bo3miaBnseT kadeapy. 3a 310 Bpems ero y4eHukn 120 pas
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CTaHOBWIUCb NlaypeaTamn MeKAyHapOAHbIX KOHKYPCOB; CPeau HUX 57 3010TbIX Me-
[annCTOoB.

B 2007 r. BOCKpeCeHCKMIi Hayan ocyLyecTBAEHWe HOBOMO 3HAYUTENLHOIO TBOP-
YEeCKOro NPoeKTa No 3anncu BCeX KNaBUPHbIX KOHLEPTOB MoLapTa B COAPYIKECTBE C
anpvkepom J1. B. HukonaeBbiM, HO, B CBSI3W C €r0 KOHYMHOW, OCYLLEeCTBIEHME 3a-
MbIC/1a MPOAOIKMAOCH C MONOALIM M TaNaHTIMBLIM Aupukepom K. Macatokom. Bbl-
crymieHnem 2 utoHs 2010 roga B Manom 3ane MOCKOBCKOM KOHCEpPBaTOpuM
BocKpeceHCKuii 3aBeplumna UcnoaHeHue Beex 27 koHueptoB Mouapta, 3apuKCHpo-
BaHHbIX Ha 10 KOMNaKT-AMCKaX.

K co6cTBeHHOMY 80-n€THEMY t06MNELD NPUYPOYEHO BbicTynaeHne Muxanna Cep-
reeBnya BockpeceHcKoro B kayectse conucta 25 mas 2015 roaa B bonbliom 3ane
MOCKOBCKO# KOHCEPBATOPMM C OPKECTPOM MOZ PYKOBOACTBOM A. A. JleB1Ha. B npo-
rpamme: B. A. Mouaprt. KoHuept ansa 2-x doptenuaHo ¢ opkectpom Es-dur, KV 365
(naptusa BToporo ¢poprenMaHo — CtaHucnaB UronnHckuii); M. PaBenb. oprennaH-
HbI KOHLLEPT 419 1€BOM pyKK; J1. BaH beTxoseH. HeTBepThlii hopTenraHHbIi KOHLEPT
op. 58.

3anuch LyKa Beex dopTtenuaHHbix coHaT Mowapta, npeacTtaBiaeHHas B JaHHOM
anbbome, ocyliecTsiieHa B bosbliom 3ane MOCKOBCKOW KOHCepBaTOpHK; 3aKOHYeHa
21 Hos6psi 2014 ropa.
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