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n loc de prefata

Va prezentam al patrulea volum de transcrieri pentru doud piane la patru maini Din repertoriul
duetului pianistilor Anatolie Lapicus si lurie Mahovici, dedicat aniversarii a 20 de ani de activitate
artistica. La prima vedere el reprezinta o culegere de piese, care pot fi interpretate separat sau in
diferite combinatii, la solicitarea interpretilor. Si totusi aveti in fata o creatie experimentald, pe care noi
am Iintitulat-o Fantezia Fantomele visurilor. Este un ciclu de piese, plasate intr-o ordine strict
determinata, obligatorie pentru interpretare. Vom incerca sa explicam de ce...

Meditatii asupra denumirii

E momentul s3 dezvaluim misterul denumirii. in viata fiecdrui artist existd creatii, la care el tine
foarte mult. Ele sunt scrise de diferiti compozitori, apartin diferitelor stiluri si genuri muzicale, sunt
concepute Tn original pentru diferite instrumente sau formatii instrumentale. Unele din aceste piese au
fost interpretate chiar de fiecare dintre noi, altele au fost auzite in salile de concerte, la televiziune,
radio, in varianta audio sau video. Unicul factor, comun pentru toate aceste creatii, este dorinta de a le
interpreta, aplicAndu-le un colorit interpretativ propriu.

Spre regret repertoriul fiecarui instrument este mai mult sau mai putin limitat. Datorita acestui
fapt si apar transcrierile creatiilor, preferate de public sau de interpreti, pentru alte componente
instrumentale. Ne amintim aici de celebrul Vals de M. Ravel, existent in trei variante interpretative:
pentru pian solo, pentru doua piane si pentru orchestra simfonica; Valsurile op. 39 de J. Brahms: pentru
pian solo, pentru un pian la patru maini si pentru orchestra simfonica; Suita Din timpurile lui Holberg de
E. Grieg: pentru pian solo, pentru orchestra de camerd si pentru doud piane. Lista ar putea fi
continuata...

Din aceleasi motive multi dintre interpreti isi intrerup cariera solistica pentru a lua Th mana
bagheta dirijorald, prin aceasta avand posibilitatea sa-si largeasca accesul si la capodoperele muzicii
simfonice si vocal-simfonice. Forta motrica a acestui proces este dorinta de a trai de nenumarate ori
procedeul de “creare” a operei muzicale Tn momentul evoludrii scenice. Aceasta stare emotiva ne
mistuie Tn timpul pregatirii catre concert, ne supune intru-totul ideii fixe, patrunde in toate sferele de
activitate, face ca fanteziile inconstiente sa ne urmareasca 24 de ore din 24. Ore istovitoare de repetitii,
cautarea paletei sonore si a nuantelor dinamice, contrastul caracterelor si plasticitatea tempourilor, care
apar si dispar aidoma unor fantome ale visurilor... Aceasta e viata unui artist...

Speram ca din acest moment va fi mai clara denumirea acestui ciclu.

Din istoricul Fanteziei

Pe parcursul pregatirii catre Primul Festival International al duetelor de piane Strugure de
chihlimbar (2006, Chisindu, Moldova), initiatorii si promotorii caruia suntem, ne-a vizitat o idee
"nastrusnica” de a prezenta in recital un program, conceput integral din transcrierile noastre pentru
doua piane. Ideea ne-a impresionat, parandu-ne noua si neobisnuita! A aparut o intrebare fireasca: Ce
sa interpretam? E cazul sa mentionam, ca unul dintre principiile de baza ale existentei duetului nostru



este faptul, cd in programele de concert sunt incluse doar piese care ne plac reciproc. in cazul mentionat
am incercat sa le selectam doar pe cele mai indragite.

Au fost alese 15 lucrari, transcrise de noi pentru duetul de piane in diferiti ani. n acest proiect au
nimerit capodopere ale muzicii universale, redescoperite sub influenta unor momente emotive
importante, legate de evenimente artistice inedite. Astfel s-a intamplat, bunaoara, cu Preludiul coral in f-
moll de J. S. Bach, devenind laitmotivul celebrului film Solaris de A. Tarkovsky. Acelasi lucru s-a intamplat
si cu Adagietto din Simfonia nr.5 de G. Mahler, care I|-a inspirat pe L. Visconti la ecranizarea nuvelei
Moarte la Venezia de T. Mann. Mazurca a-moll (op. 17, nr.4) de F. Chopin a fost transcrisa pentru doua
piane dupa audierea minunatei inregistrari, efectuate de V. Aschkenazi. Balada Vdntul (The Wind)
organic s-a incadrat in aceasta lista, gratie pasiunii noastre fata de activitatea pianistului american de
jazz Keith Jarrett, improvizatiile si transcrierile caruia pe buna dreptate pot fi plasate in randul celor mai
importante si mai frumoase capodopere ale muzicii universale. Nu au putut ramane neobservate nici
celebrele miniaturi de N. Medtner Canzona Serenata si Alla reminiscenza din ciclul Melodii uitate,
precum si Cdntecul de leagdn de P. Ceaikovski - S. Rahmaninov. incd un Preludiu coral in g-moll de
J. S. Bach s-a incadrat organic in conceptul ciclului. 6 Piese de F. Poulenc, care initial au intrat in Fantezia
Fantomele visurilor, mai tarziu in procesul de perfectionare a formei ciclului si in prezent exista ca o suita
de sine statatoare — Balul lluzoriu.

Dupa selectarea definitivd a repertoriului a aparut urmatoarea intrebare: cum ar putea fi
plasmuit din piesele selectate un program concertistic conceptual unitar si inedit?

Aici e momentul sa relatam un caz din practica concertistica a duetului Anatolie Lapicus si lurie
Mahovici, care a jucat un rol considerabil in definitivarea conceptului Fanteziei Fantomele visurilor. in
octombrie 1995, in cadrul Zilelor Culturii Republicii Moldova in Federatia Rusa am sustinut un recital in
incinta Muzeului M. Glinka din Moscova. Programul era de o tensiune dramatica majora, numit de noi in
glumd “trei de S” si cuprindea creatii de F.Schubert, R. Schumann si F.Chopin. In prima parte a
concertului au fost interpretate trei Fantezii de F. Schubert ( in g-moll, c-moll si f-moll ). Partea a doua a
cuprins: Variatiuni pentru un pian la patru maini (in D-Dur) de F. Chopin, Andante cu variatiuni (in B-
Dur), Sase studii in formd de canon, Andante cantabile (din Cvartetul pentru pian) de R. Schumann si
Rondo pentru doua piane (in C-Dur) de F. Chopin. Piesele au fost interpretate anume in aceasta ordine.

Printre oaspetii concertului a fost si A.Z.Bondureanski’. Dupd schimbul de opinii domnul
profesor a adaugat: “"Trebuie sa modificati ordinea interpretarii creatiilor in partea a doua a concertului.
La finele evoluarii propun sa fie interpretate: Andante cu variatiuni (B-Dur), Sase studii in formd de
canon (ultimul studiu in H-Dur) de R. Schumann si Rondo (in C-Dur) de F. Chopin. Pentru muzicienii cu un
auz absolut aceasta succesiune ascendenta a tonalitatilor va fi pur si simplu ideala”.

Astfel Destinul ne-a directionat spre rezultatul “nastrusnic”, despre care Va relatam. Am decis sa
organizam programul dupa principiile compatibilitatii tonale, fiecare piesa constituind o trecere fireasca
si logica in tonalitatea urmatoarei. Astfel s-au cristalizat trei blocuri de piese cu o tangenta armonica
perfectda. Dar legdtura intre aceste blocuri nici de cum nu reusea. Solutia a venit din senin, dupa
vizionarea repetata a celebrului film Solearis de A. Tarkovsky. Preludiul coral in f-moll de J. S. Bach in

! Alexandr Zelikovici Bondureanski (ndscut la 27 iulie 1945 in or. Herson, Ucraina) — pianist sovietic, rus, pedagog, fondator si participant al trioului Moscova,
profesor universitar la Conservatorul de Stat P. Ceaikovsky din Moscova (Rusia), doctor in studiul artelor, Artist al Poporului din Federatia Rus3. In 1967
absolveste Institutul de Stat al Artelor G. Musicescu din Chishindu (Moldova) — clasa profesorului universitar A. Sokovnin. n 1969 — doctoratul la
Conservatorul de Stat P. Ceaikovski in clasele: de Pian la D. Baskirov si Ansamblu cameral la T. Gaidamovici. Membrul Prezidiului si Presedinte al Asociatiei
Muzicii de Camerd a Uniunii Internationale a Muzicienilor. Membru al Consiliului de conducere a Uniunii Muzicienilor din Moscova (Rusia). Membru al
Consiliului de conducere a Fondatiei Internationale P. Ceaikovski si a Fundatiei Arta Interpretativd Rusa. Membru al Consiliului artistic de experti al Fondatiei
Internationale de Binefacere Novie Imena.



functie de laitmotiv a facut imposibilul si a legat piesele respective intr-un tot intreg. Preludiul deschide
si Incheie Fantezia, prima data sunand in tonalitatea originalda — f-moll, iar a doua versiune fiind
transpusa in tonalitatea fis-moll — minorul paralel al piesei precedente Alla Reminiscenza in A-Dur de
N. Medtner. Preludiul mai apare pe parcursul Fanteziei fragmentar, facand legdtura intre Canzona
Serenata de N. Medtner si Cdntecul de leagdn de P. Ceaikovski si S. Rahmaninov. Prima piesa finiseaza in
f-moll, in aceeasi tonalitate incepe Preludiul, care se intrerupe pe septacordul mic major de pe sunetul
Es, care este la randul lui septacord de dominanta pentru tonalitatea as-moll a Cdntecului de leagdn.

lata-ne ajunsi la varianta finala a Fanteziei Fantomele visurilor. Pentru o vizualizare mai clara vom
indica tonalitatile in care incep si se finalizeaza piesele:

1. J. S. Bach Preludiu coral f-moll — F-dur
2. G. Mahler Adagietto F-dur — F-dur
3. F. Chopin Mazurcé F-dur — F-dur
4. N. Medtner Canzona-Serenata C-dur —f-moll
5. J. S. Bach Preludiu coral (fragment)  f-moll — Es7(D7->as-mol)
6. P. Ceaikovski-

S. Rahmaninov Cdntec de leagdn as-moll — as-moll
7. K. Jarrett Véntul c-moll — c-moll

J. S. Bach Preludiu coral g-moll — g-moll
9. N. Medtner Alla Reminiscenza A-dur — A-dur
10. J. S. Bach Preludiu coral fis-moll

E de mentionat faptul, ca am inceput sa pregatim spre editare Fantezia Fantomele visurilor doar
dupa aprobarea pozitiva a spectatorilor la numeroasele concerte si festivaluri internationale in Moldova,
Belarus si Federatia Rusa.

Indrumare interpretilor

A da indrumari potentialilor interpreti e un lucru deloc simplu. Daca e vorba de fiecare piesa in
parte, interpretul are un larg teren de manifestare, tinand cont doar de doua reguli: conceptul autorului
si varietatea stilisticd. Tn cazul Fanteziei Fantomele visurilor piesele pot fi interpretate doar in
succesivitatea propusa in aceasta editie. Nu e doar o solicitare ci o conditie obligatorie. Daca pentru
interpretare este ales Preludiul coral de ). S. Bach se va interpreta doar varianta in f-moll (nr.1), si nu
fragmentul (nr.5) si nici varianta in fis-moll (nr.10).

Tn cazul Mazurcii in a-moll de F. Chopin (nr.3) se propune varianta originald a acestei creatii
pentru un pian solo, deoarece in versiunea pentru doua piane nu e adaugata nici o nota, care difera de
original. Transparenta facturii in miniatura respectiva in varianta pentru doua piane reprezinta o sarcina
extrem de dificila pentru interpretare, ceea ce a si constituit pentru noi punctul de atractie in aceasta
piesa. In cadrul Fanteziei Mazurca poate fi interpretatd in varianta solo de unul dintre interpreti sau
succesiv repartizata pe fragmente intre cei doi pianisti.

Multe probleme de interpretare pot si apard in Adagietto din Simfonia nr.5 de G. Mahler. in
original lucrarea este conceputda pentru ansamblul de corzi al orchestrei simfonice, discursul



desfasurandu-se intr-un tempo extrem de rar. Tempourile lente sunt pentru multi interpreti o piatra de
incercare, nemaivorbind de faptul, ca posibilitatile instrumentelor cu coarde de a emite un sunet
continuu sunt incomparabile cu posibilitatile unui pian in acest sens. Pentru infruntarea problemelor
enuntate propunem urmatoarele: sa nu va fie frica sa experimentati cu tempourile (pe parcursul celor
circa 100 de ani de existenta a Adagietto durata interpretarii lui oscila intre 7 si 15 minute); impresia
continuitatii sunetului poate fi atinsa prin abilitatea si iscusinta frazarii in limitele tempourilor lente.

Tn principiu acestea sunt doleantele noastre. Inainte de a savura plicerea interpretdrii Fanteziei
Fantomele visurilor propunem unele informatii despre piesele originale incluse in ea.

J. S. Bach. Doua Preludii corale:
Ich ruf’ zu dir, Herr Jesu Christ (La tine aspir, Dumnezeule Isus Hristos) f-moll BWV 639)
Nun Komm, der Heiden Heiland (Salvatorul necredinciosilor, apari) g-moll (BWV 599)

Pe timpurile lui J. S. Bach unul dintre cele mai raspandite genuri pentru orga in muzica germana a
fost Preludiul — o mica piesa instrumentald monotematica, care preceda interpretarea unui coral in
biserica protestanta. De regula ea reprezenta o miniatura cu o detaliere subtila. Menirea ei era de a
anticipa tema coralului si de a crea o atmosfera specifica. J. S. Bach tinea cont de destinatia functional—
liturgica a acestor piese, dar le trata nu numai ca niste introduceri sau interludii intre cantarile
protestante Tn comun, ci mai curand ca niste miniaturi de sine statatoare cu o valoare artistica bine
determinatd. Anume astfel preludiile sunt tratate in repertoriul actual al organistilor.

Perioada de cristalizare definitiva a preludiului coincide cu activitatea lui J. S. Bach. Tezaurul
compozitorului contine circa o suta cincizeci de piese de acest gen, continutul carora este strans legat de
textele canonice ale coralelor protestante. in ele si-a gasit oglindirea filozofia liricii Iui J. S. Bach,
meditatiile asupra destinului uman n greutatile si bucuriile cotidiene.

Preludiul coral in f-moll BWV 639 a fost compus pe tema coralului Ich ruf’ zu dir, Herr Jesu Christ
(La tine aspir, Dumnezeule Isus Hristos), scris in anul 1529 de loan Agricola. Va propunem textul integral:

La tine aspir, Dumnezeule Isus Hristos!

Te rog, ascultd-mi rugdciunile;

Ddruieste-mi mila Ta;

Nu-mi permite sd cad cu firea.

Dd&-mi o credintd adevdratd, Domnule.

Ddruieste-mi-o, Dumnezeu, ca sd trdiesc intru slava Ta,
Ajutdndu-I pe aproapele meu,

Slavind numele Tdau, Doamne!

Preludiul coral in g-moll BWV 699 a fost scris pe tema coralului Nun Komm, der Heiden Heiland
(Salvatorul necredinciosilor, apari) pe un text de Martin Luther:

Salvatorul necredinciosilor, apari, copilul Fecioarei.
E un miracol cG Dumnezeu a prevazut o astfel de nastere pentru El!



La baza transcrierilor pentru doua piane au fost folosite transcrierile pentru pian realizate de
F. Busoni.

G. Mahler. Adagietto

Simfonia nr.5 de G. Mahler a fost compusa in 1901-1902 si face parte din trilogia simfonica care
include Simfoniile nr.5, nr.6, si nr.7. Adagietto reprezinta partea IV (cea mai mica) din Simfonia nr.5.
Tnsdsi denumirea nu este o indicatie de tempo. G. Mahler noteazi in partiturd un tempo extrem de rar
(sehr langsam) — si dupa el Adagietto este “un mic” Adagio. |. Barsova, o cercetatoare reputata a creatiei
lui G. Mahler, scria: "Timpul parca isi incetineste miscarea, se opreste. Timpul subiectiv al unui om ”in
sine” nu coincide cu timpul, in care exist3 toti ceilalti”?.

Partea lenta a Simfoniei nr.5 a devenit extrem de populara dupa aparitia filmului lui L. Visconti
Moarte in Venezia. Folosind diferite fragmente din Adagietto, regizorul a izbutit sa redea diverse stari
emotionale ale eroului principal: “de la melancolie — la disperare, de la vise — la realitatea vietii in
momente de dezamégire”>.

Muzica lui G. Mahler, adanci si inspirata, a fost folositd adesea in ceremoniile funebre. Tn 1951
pentru prima data Adagietto a fost interpretata la funeraliile lui S. Kusevitsky (violoncelist si dirijor) de
elevul sau, dirijorul si compozitorul L. Bernstein, devenind din acel moment practic o traditie pentru
asemenea ceremonii. In 1990 dup3 moartea lui L. Bernstein multe orchestre in intreaga lume l-au
memorat, interpretand celebrul Adagietto de G. Mahler.

Din punctul nostru de vedere cea mai interesanta marturisire care dezvaluie substratul ideatic al
acestei muzici este cea a dirijorului W. Mengelberg care povesteste ca in decembrie 1901 G. Mahler
trimite manuscrisul Adagietto viitoarei sale sotii — Alma Schindler ca o declaratie de dragoste, fara nici
un cuvant de insotire. Mesajul a fost inteles si a urmat o invitatie cu intentii serioase. Biografii lui
G. Mahler confirma aceasta marturisire a lui W. Mengelberg, ea fiind mai apoi confirmata de Tnsusi
G. Mahler si de sotia sa Alma.

"V-am vazut sufletul absolut nud. Mi-a aparut in fata ca un peisaj misterios cu bezne si stramtori
infricosatoare, cu imasuri minunate, pline de bucurie, si coltisoare idilice. L-am sesizat atat ca pe o
furtuna dezlantuits, plind de groaza si calvar, cat si ca un curcubeu, care aduce liniste si impacare”” —
aceste minunate cuvinte le-a scris A. Schonberg dupa interpretarea Simfoniei nr.5 de G. Mahler.

F. Chopin. Mazurca a-moll op. 17 nr. 4

“Intreaga creatie a lui F. Chopin este patrunsd de spiritul folclorului muzical polonez, in care
veselia se deosebeste prin rapiditatea caracteristica si stralucirea rafinata, iar tristetea se diminueaza
prin agilitatea si mobilitatea temperamentului; a folclorului, pentru care flexibilitatea si capriciozitatea
emotiilor sunt tipice,”” — iatd doar cateva ganduri, schitate de muzicologul rus lu. Kremlev referitor la
muzica lui Chopin. Mazurca in a-moll a adunat n sine aceste caracteristici Tn modul cel mai pregnant.

? BARSOVA, |. Simfoniile lui G. Mahler. Moscova: Compozitorul sovietic, 1975. Pag. 188.

* KREININA, lu. Despre limitele libertdtii in interpretarea textului: Adagietto din Simfonia Ne5 de G. Mahler. [citat la 20.01.2014). Disponibil pe Internet
<http://www.21israel-music.com/Mahler Adagietto.htm>.

ASTRIGINA, E. “Repronuntind” Romantismul. [citat la 20.01.2014]. Disponibil pe Internet <http://cvetkoff.by/video/pyataya-simfoniya-malera.html>.
>KREMLEV, lu. F. Chopin. Schite despre viatd si creatie. Leningrad - Moskova. Gosmuzizdat, 1949. Pag. 634.




Miniatura se deosebeste prin instabilitate modala in prima parte si prin ostinato de cvinte si pedala in
partea de mijloc.

Primele autografe ale acestei piese dateaza cu anul 1824. Pe parcurs conceptul initial s-a
modificat si s-a extins. Este o mazurca absolut deosebitd, o creatie experimentala — prima ,, mazurca-
poem”. Multi cercetatori si biografi ai compozitorului sugereaza prezenta unui program latent in aceasta
piesd: un dialog al unui chelner evreu cu un taran polonez intr-o carciuma, iar in partea mediand — o
procesiune de nunta sub acompaniamentul cimpoiului. Dupa parerea noastra continutul miniaturii este
mult mai profund si mai dramatic.

Dezvoltarea libera a traditiilor folclorice poloneze in creatiile lui F. Chopin a transformat
mazurcile n mici spectacole poetice. In realitate ele sunt niste poeme cu caracter liric sau dramatic in
care s-a folosit materialul muzical al dansurilor populare poloneze. Comparativ cu alte genuri folclorice,
folosite in creatia lui F. Chopin, factura mazurcilor este mult mai degajata, fara prea multa stralucire si
patetism.

Lucrul asupra mazurcilor cere de la pianisti o adanca cultura interpretativa, un gust muzical
perfect, un rafinament spiritual, artistism si gratie.

N. Medtner. Canzona—Serenata op. 38 nr. 6 si Alla Reminiscenza op. 38 nr. 8

Pentru a intelege creatia lui N. Medtner este suficient sa privim la portretul lui. Din amintirile lui
A. Ostrovsky aflam ca ”N. Medtner era foarte atractiv, extrem de modest, linistit, delicat si stingher, ca o
fatd ténara cu o fire plapanda; era un om “din alte lumi” care cu greu se acomoda realitatii. Cele mai

”® Era foarte

simple lucruri i pareau complicate si el permanent era in cdutarea temeiului filozofic
apreciat de S.Rahmaninov care 1l considera ”“unul dintre cei mai geniali muzicieni ai
contemporaneititii”’. Dupd pérerea acestuia Medtner era ”"unul dintre putinii oameni — atat ca
persoand, cat si ca muzician — care cucereste cu atat mai mult cu cat te apropii de ei. Un destin de
invidiat”®.

Tn anii 1918-1919 au fost compuse trei cicluri de piese Melodii uitate op. 38, op. 39 si op. 40,
axate pe genurile preferate ale lui Medtner — dansuri si canzone. Doua dintre aceste cicluri, op. 38 si
op. 39, contin si sonate: Sonata-amintire si Sonata Tragicd.

Denumirea acestor cicluri de asemenea este una semnificativa. Pe parcursul vietii, in procesul
creatiei, N. Medtner compunea o sumedenie de schite, care la moment nu se incadrau in anumite
lucrari. De aceea ele se notau pe foite si se depozitau intr-un “geamantan”, pentru a-si astepta randul si
momentul potrivit. La acest "tezaur melodic din geamantan” a si apelat N. Medtner, compunand
ciclurile Melodii uitate.

Tn primul ciclu op. 38 sunt incluse pe 1angd multe alte piese si Sonata-amintire, Canzona-Serenata
si Alla Reminiscenza. Toate trei dezvolta tema laitmotivului din Sonata-amintire, ceea ce serveste drept
cheie spre intelegerea ideii acestui triptic. Pana in prezent nu a fost apreciata apartenenta lui
N. Medtner vre-o unui din curentele muzicale ale secolului XX. Tn creatia sa organic s-au Tmbinat atat

traditiile clasicismului, cat si cele ale romantismului.

® DOLINSKAIA, E. Nikolai Medtner. Schite bibliografice. Moscova: Muzgiz, 1961. Pag. 103.
7 RAHMANINOQV, S. Scrisori. Moscova: Muzgiz, 1955. Pag. 134.
8
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P. Ceaikovski — S. Rahmaninov. Cdntec de leagan

Tn vara anului 1941 S. Rahmaninov se afla la casa de vacanta din Long-Island la 40 de kilometri de
New-York. Vestea, ca la 22 iunie Germania fascista a invadat teritoriul Uniunii Sovietice |-a socat. De trei
ori pe zi cineva din rudele apropiate ii povestea informatia, parvenita de pe front. Anume in aceasta vara
apare noua redactie a Concertului nr.4 pentru pian si orchestrd, insotita de o transcriere pentru pian a
Céntecului de leagdn op.16 nr.1 de P. Ceaikovski. in manuscris figureaza data de 12 august 1941.
Rahmaninov apeleaza la melodia populara, prelucratd de Ceaikovski, si dezvoltda dramatismul prin
figuratiile variate cu intonatii lamento.

Pasiunea lui S.Rahmaninov fata de creatia si personalitatea lui P. Ceaikovski a rdamas
neschimbata pe parcursul intregii vieti. O prietend de copilarie a compozitorului marturisea:
”P. Ceaikovski — iat3 cine a fost calduza si exemplul...; ce era comun intre ei — aceeasi lume spirituald””’.
A.si G. Torp, prietenii compozitorului in SUA in anii 30, isi aminteau cuvintele lui: “Cand eram la
Moscova in preajma lui Ceaikovski el era pentru mine un zeu. Nu mi-am schimbat p3rerea nici acum!”*°,
n putinele interviuri si reviste, vorbind despre Ceaikovski, Rahmaninov mentiona enorma popularitate a
creatiilor sale in intreaga lume, aprecia adanc influenta muzicii lui Ceaikovski asupra ascultatorilor,
considerandu-l marele geniu al muzicii ruse.

K. Jarrett. Védntul (The Wind)

Celebrul pianist si compozitor american Keith Jarrett pe langa activitatea sa in jazz este bine
cunoscut si gratie Tnregistrarii unor creatiilor clasice, cum ar fi: 48 de preludii si fugi, 6 Suite Franceze, 3
Sonate pentru viola da gamba si clavir, si Variatiunile-Holdberg de J. S. Bach; 24 de preludii si fugi de
D. Shostakovich; Concertele nr.21, nr.23 si nr.27 pentru pian si orchestrd, precum si Concertul pentru 2
piane si orchestrd de W. A. Mozart. Dupa audierea acestor imprimari este greu de presupus ca ele sunt
efectuate de un ”“jazzman” - atat de finalte fiind nivelul interpretarii, calitatea sunetului, conceptul
dramaturgic, cunoasterea traditiilor.

Keith Jarrett in compozitiile si improvizatiile sale de jazz uimeste prin profunzime, dramatism si
prin paleta impresionanta de nuante sonore. Balada Vdntul se pozitioneaza la hotarul dintre muzica
academica si jazz, imbinand tot ce este mai bun in aceste curente muzicale. Tema baladei Vdntul este
semnata de doi compozitori de jazz: Russ Freeman si Jerry Gladstone. La 18 octombrie 1988 in sala
Pleyel din Paris, in celebrul sdau concert, K. Jarrett a interpretat o improvizatie pe aceasta tema. Anume
ea si sta la baza transcrierii pentru 2 piane, incluse in Fantezia Fantomele visurilor.

Anatolie LAPICUS lurie MAHOVICI
Maestru in Artd Maestru in Artd

°Doi genii ai muzicii universale: P.Ceaikovski si S.Rahmaninov. [citat la 20.01.2014]. Disponibil pe Internet <http://www.liveinternet.ru/
community/4989775/post260449876/>.
96 Rahmaninov. [citat la 20.01.2014]. Disponibil pe Internet <http://www.tchaikov.ru/rachmaninov.html>.
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Bmecto npegucnosma

Mepen Bamum — 4yeTBepTbll TOM MEPENOXKeEHMA pna AByx ¢dopTenvaHo B 4 pyku U3
penepmyapa ¢popmenuaHHoz2o 0yama A. Jlanukyc — 0. Maxoguy, NocBALLEHHbIN 20-1eTUI0 Hallel
TBOPYECKON AeATEeNbHOCTU. K HEMY MOXHO OTHOCUTbCA MPOCTO Kak K COOPHMKY nbec, KoTopble
HY)XHO MrpaTb MO OTAENbHOCTW, a TaK e B Pa3HbiX YA0OHbIX Bam KOMBMHauuMAX M nopagke
NUCNONHEHMA. TeM He MeHee, 3TO — CBOEOOpPA3HbIN 3KCMNEPUMEHT, KOTOPbIN Mbl CamMu Ha3Banu
daHTasmen [puspaku cHosudeHul... MNepen Bamu — UMKN Nbec, PaCNONOMEHHbIX B CTPOro
npoAyMaHHOM  NOpAAKe, WCNONHEHME  KOTOPOrO  BO3MOXHO  TONbKO B A3HHOM
nocnenosaTtenibHOCTU. MNonbiTaeMca 06bACHUTD, MOYEMY...

HecKonbKo cnoB 0 Ha3BaHUU

3aecb, HaBepHOe, HacCTynaeT MOMEHT, Korga HeobxoAMmo MOroBopuTb O HasBaHMWU... B
YKM3HUM KaXKA0ro My3blKaHTa CO BpeMeHeM NoABAAOTCA Ntobrmble Npon3BeaeHMA. Yale BCero oHu
HanMcaHbl B Pa3HbIX *KaHpax, B pPa3Hble 3MOXM U NpUHAAIEXKaT Nepy Pas/IMYHbIX KOMMO3UTOPOB.
YTO-TO M3 HWX CbIFPAaHO HaMW, YTO-TO YCAbIWAHO HA KOHLUEpTaX, B ayAM0 W BUAEO03aNMUCAX.
Moxanyi, eguHCTBEHHBIM (PaKTOPOM, 0ObEAMHAIOWMM BCE 3TM pasHble COYMHEHUA, ABAAETCA
€CTeCTBEHHOE [A/1A Ka)KAO0ro My3blKaHTa KefaHuMe CbIfPaTb MX CaMOMy, MOAENTbCA CBOEW
MHTepnpeTaune.

K coxaneHuto, Kaxkablh WCNONHUTE/Ib OrpaHuYyeH penepTyapHbiIMUM pPamMKamMu CBOEro
WMHCTPYMeHTa. HaBepHOe, NO3TOMY U NOABAAIOTCA NEPENOKEHNA NOHPABMBLLUMXCA Ny6ANKe onycoB
ONA pasHbIX COCTAaBOB UCNOAHUTENeN. MOXKHO BCNOMHUTb Bassc Mopuca PaBens, CyLLecTByOLWMA
B Tpex BapuaHTax (dopTennaHo cono, dopTenmaHHbiA Ay3T, CUMOOHMYECKUI OpPKecTp); Basbcsi
onyc No39 U. Bpamca (popTenmnaHo cono, poptenmaHo B 4 pyku, CUMOOHUYECKUI OPKECTP); clouTa
U3 spemeH Xonvbepaa . Mpura (poptennaHo cono, popTenmnaHHbIN AYST, KAMEPHbIA OpPKecTp).
3TOT CNMCOK MOXXHO NPOAONKATL HECKOHEYHO...

Mo 3Tol e NpUYMHE MHOTME MY3blKaHTbl MPEKPALLAOT CBOK COJ/IbHYIO Kapbepy u bepyT B
PYKM AMPUNKEPCKYIO NANOYKY, YTOObI MONYYNTb JOCTYN K UCMOJIHEHUIO WeaeBpoB CUMPOHNYECKOM
N BOKa/IbHO-CMM@OHMYECKO My3blKM. CKOpee BCEro, UMW ABUMKET HENPEKPALLAOLWEECA KelaHne
elwle pa3 MepeXuTb MNOTpscalolinMe 3MOUMM OT MpoLecca «COTBOPEHUA» My3blKM Ha CUEHe
KOHLLepTHOro 3a1a. 3To He3abblBaeMOe 3IMOLMOHA/IbHOE COCTOAHME NOPOM HAaCTO/IbKO OBNaAeBaeT
HamM B MpoLLecce MOArOTOBKM K KOHLEPTY, YTO CTAaHOBMTCSA OYKBa/NbHO «HABA3YMBOM MAeeny,
KOTOpas NOJIHOCTbIO NoauymHAeT cebe, NpoHMKaeT BO Bce cdhepbl KM3HM, 3aCTaBAAA Hall «annapat
BoOGpaXkeHMA» paboTaTb Ha MOAHYIO MolWb 24 4aca B CYyTKWU. ExXeaHeBHble MHOro4acosble
peneTuunmn, NOUCKM Pa3HOOOpPa3HOM 3BYKOBOW MNanMTPbl M TOHYAMLUMX HIOAHCOB AMHAMMKKM,
OPraHWUYHOCTU TEMMOB MU KOHTPACTHOCTU XapaKTepoB, NOABAAIOLMXCA U BHOBb YCKO/Ib3aMOLWNX U3
TBOMX OLLYLLEHWNI, NOAOOHO NpuU3pakam 8 cHogudeHusAXx... Takosbl BygHM apTUcTa...

Tenepb Mbl Hageemcs, YTo Bam 6yaeT 6onee AcCHO Halle NOHMMaHWe 3TOro Ha3BaHMA...
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Uctopua cospgaHua

Bo Bpema noarotoBkM K nposeseHuto [lepsoro MexayHapogHoro dectmana
dopTenmaHHbIX AyaToB AHmMapHas epo3de (okTabpb 2006 rogma, Mongosa, KuwuHes),
OCHOBATENAMU WU  XYOOXECTBEHHbIMU OMPEKTOPAMM KOTOPOrO Mbl ABAAEMCH, NOABWUAACH
«LWANbHAA» MbICNb: NPEANOKUTb BHUMAHWUIO NYBJANKN KOHUEPT, MPOrpamma KOTOPOro cocTaBneHa
n3 cobCTBEHHbIX NepenoXKeHu ana 2-x poptennaHo. ITa naea cpasy 3axBaTuaa Hac, NoKasanacb
HOBOM M HeoOblYHOM. TyT e BO3HWK BOMPOC — YTO UrpaTb? 34ecb HeobXOAMMO CKasaTb, YTO
OAHMM W3 CaMbIX BaXHbIX MPUMHUMNOB HALIEro TBOPYECKOro COTPYAHMYECTBa ABAAETCA
NCNOJIHEHME TONbKO TOM My3blKM, KOTOPas OYeHb HPABUTCA, @ B AaHHOM c/y4Yae, no oboroaHoOMY
MHEHWIO, HY}KHO BblN0 UrPaTb TONbKO Camyto Ntobumyto.

Bblno otobpaHo 15 nepenoxeHwuii, caenaHHbIX B pa3Hoe Bpema. B aTy nporpammy BoLan
Nnpoun3BeneHNA, KOTOPbIE Mbl 3aHOBO OTKPbIAM Aas ceba B CBA3M C KAaKMMWU-TO OYEHb APKUMM
3MOLMOHANbHbIMM BReYaTAeHUAMU... TaK, Hanpumep, npousowno c XopansHoll npenrdueli
N. C. baxa f-moll, Ha KoTopyld Mbl 06paTMAIN 0cobOe BHUMAHME, MOCMOTPEB 3amMeudaTesbHbll
dnnbm AHgpen TapkoBckoro CosApuc, B KOTOPOM Tema Npentogun ABAAETCS NeATMOTUBOM. Tak
e cnyuunnocok U ¢ Adagietto ns lMamod cumgpoHuu I'. Manepa, 3Byyallen B notpacatowem duibme
JlykuHO BUCKOHTM Cmepmoe 8 BeHeyuu. Masypka ®. lLoneHa (op.17 Ned, a-moll) nosasunacb
6narogapsa yauMBUTE/NIbHOM 3arnucu B MCNonHeHuM Bnagumupa AwkeHaswn. bannaga Bemep (The
Wind) He morna He BO3HUKHYTb B 3TOM pAAY B CBA3M C HALLMM AABHUM yB/ieYeHMEeM TBOPYECTBOM
M3BECTHOrO aMEpPMKAHCKOro [A)Ka30BOro MMaHUCTa M KomnosuTtopa KenTa [drkappetta (Keith
Jarrett), conbHble MMNPOBM3ALMU N TPAHCKPUMLUN KOTOPOTrO MOXKHO CMENI0 MOCTaBUTb Ha OAHY
CTYNeHb C Ay4ywmmm obpasuamm akagemumyeckol mysblkM. He ocTanucb B CTOpoHe U nbecbl H.
MeTHepa KaHuyoHa-cepeHada v Kak 66l socnomuHaHue n3 uukna 3absimsie momussi (op. 38 Ne6 u
Ne8); KonwibenbHasa I1. YankoBckoro B TpaHckpunumm C. PaxmaHuHOBa; elle oaHa XopasbHas
npentodua W.C. baxa (g-moll); 6 noec . yneHKa, OT KOTOPbIX CNyCTA HEKOTOpPOE BPEemMsa Mbl
OTKa3a/nCb paan AOCTUXKeHMA Gonee KOMMAKTHOM ¢dopmbl Lenoro. MTak, nonyyums oTBeT Ha
BOMpoc: «4YTO uMrpaTb?», Mbl CTOJKHY/JUCb CO CAEAYHOWMM: KaK M3 3TOFO CKOMMOHOBATb
MHTEepPECHYI0, HEOObIYHYIO M KOHLENTYaIbHYIO Nporpammy?

3pecb HeobxoaMmo pacckasaTb 06 OAHOM C/ydae M3 HalWel KOHUEPTHOM NpPaKTUKW,
6narogapa Kotopomy M nossunacb PaHtasms [Mpuspaku cHosudeHul. B okTtabpe 1995 roaa, B
pamKax [Hel KynbTypbl Pecnybaukm Mongosa B Poccuiickon depgepaumu, y Hawero ayaTa
COCTOSINCA KOHUepT B my3ee umeHu M. U. anuHku B Mockse. lporpamma 6biia 40BOJIbHO
HaCbIWEHHOM W CNOXKHOW. Mbl HasbiBann ee mexay cobon «mpu L», Tak Kak oHa bbina
nocesweHa Teopuyectey ®. LybepTa, P. LUymaHa n ®. LoneHa. MNMporpammy nepsBoro otaeneHus
cocTtasunu Tpu @avmaszuu ¢. lWybepta ana doprenmaHo B 4 pyku (g-moll, c-moll, f-moll), BToporo
— Bapuayuu ®. UWoneHa gna poptennaHo B 4 pyku (D-dur), 6 amwodos 6 hopme kaHoHa, Andante ¢
eapuayusmu (B-dur), Andante cantabile (M3 dopTennaHHoro KeapTeTa) AnA AByX ¢opTennaHo
P. LlymaHa u, HaKoHeu, PoHOo ana ayx ¢optenmaHo (C-dur) ®. lloneHa. ImMeHHO B Takom
nopsagKe Bce 1 66110 NCNOAHEHO.
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lNocne KOHLepTa K Ham B apTUCTU4YeCKyto 3awen A. 3. EOHp,ypﬂHCKMVll. MNosppasuns Hac ¢
YyAAYHbIM BbICTYNIEHWEM M HAarOBOPUB MHOXECTBO MPUATHbLIX Belen, oH fobasun: «Bbl A0MKHbI
nonpoboBatb Urpatb BTOpOe OTAeNeHue B Apyrom nopsagke. MocnegHMmu AoONXKHbl 6bITb Tpu
Nnpov3BeAeHUs, PacnoNOXKeHHble B TaKOW nocneposatenbHocTu: Andante ¢ sapuayuamw (B-dur),
6 amwodos 8 ¢hopme KaHoHa (nocnegHuin atog B H-dur) u, HakoHeu, PoHdo (C-dur). Ana
MY3bIKaHTOB C abCONIOTHbIM C/lYXOM TaKOe 3aBeplUeHMe KOHLepTa Mo JIOrMKe M rapMOHUYECKH
6b1710 6bl IPOCTO UAEANBHO...»

3TOT cnyyalh M NOATONKHYN HAcC K «3KCNEPUMEHTY», O KOTOPOM MaeT peyvb. Mbl pewmnn
CKOMMNOHOBATb NPOrpammy, OCHOBbIBAsAICb Ha MPUHLMNE OPraHMYHOTO, IOFMYECKN U aKYCTUYECKU
ONpaBAaHHOro COOTHOLWIEHMA TOHANbHOCTEM NPOM3BEAEHNN, YTO Obl Kaxaana M3 Nbec CTaHOBMAACH
KaK Obl «MOAYINPYIOLLMM 3BEHOM» B TOHA/IbHOCTb c/ieaytoleit... Tak 06pa3oBanoch Tpu «b6aoKa»
nbec, yAMBUTENbHO CTPOMHBIX MU TAPMOHUYHBIX MO CBOMM TOHA/IbHbIM COOTHOLLEHUAM, HO CBA3ATb
X MexKay cobol B eAMHYI0 KOHCTPYKLMIO OKOHYATE/IbHO HUKAK He yAaBanock. PelweHune npuwno
HEeOXMAAHHO MOCNe o4YepenHOro MPOCMOTPaA YKe ynoMWHaBleroca paHee ¢unbma Cossapuc.
Ncnonb3oBaHue XopanevHoli npeawduu f-moll B KayectBe pedpeHa (MAM NenTMOTMBA) Ha
NPOTAXEHMM BCEW MNpPOrpamMmmbl MO3BOJINIO CBECTU BCe BOeAWHO. lpentogua 3By4UT ABAXKAbI
LLe/IMKOM Kak obpamneHune — B Ha4yane 1 B KOHLE LMKAa. B Havyane — B OpUrMHaNbHON TOHA/IbHOCTH
f-moll, a B KOHUEe — TpaHCNoHMpoOBaHHaA B TOHa/bHOCTb fis-moll 1 3Byyallan Kak napansiesbHbIi
MWHOpP npeanocneaHen noecbl (Kak 661 socnomuHaHue H. MeTHepa), HaNMCaHHOM B TOHA/IbHOCTK
A-dur. B cepeanHe umkna dparmeHT npentoann noasnaeTca ewe pas nocne KaHyoHbi-cepeHadsl
H. MeTHepa, KoTopas 3aBeplaeTtca B ToHanbHocTu f-moll. 3geck npentoamna obpbiBaetca Ha Es-
dur-Hom centakkopae (Es7=D7->as-moll), nocne kotoporo 38y4nt KoseibesnsHas M. YaikoBCKoOro -
C. PaxmaHunHoOBa B TOHa/IbHOCTM as-moll.

BOT TaK CNOXKMACA OKOHYATEbHbIW BapuaHT PaHTa3mm Mpu3paku cHosudeHul.

Ona HarnagHOCTM PAAOM C KaXKAOM Nbecol YyKasaHbl TOHANbHOCTU, B KOTOPbIX OHA
HauyMHaeTCA M 3aBepLIaeTca:

1. N. C. bax XopaneHasa npenodus f-moll — F-dur
2. . Manep Adagietto F-dur — F-dur
3. ®. lWoneH Ma3sypka F-dur — F-dur
4, H. MeTHep KaHuoHa-cepeHada C-dur — f-moll
5. N. C. bax XopanvHasa npenrodus
(dparmeHT) f-moll — Es7(D7->as-mol)

6. M. YankoBCKMM —

C. PaxmaHunHoB KoneibensvHaa as-moll —as-moll
7. K. Oxxappet Bemep c-moll = c-moll
8. N. C. bax XopanweHasa npenodus g-moll — g-moll

! AnekcaHap 3einnkosmy boHaypsaHckui (poa. 27 miona 1945, XepcoH, YkpanHckas CCP) — COBETCKMIA M POCCUIACKMUIA MUAHUCT, NeAaror, y4acTHUK
Mockosckozo mpuo, npodeccop MOCKOBCKOW KoHcepBaTopuu uM. [1. U. Yalikoscko2o, KaHAMAAT WMCKyccTBOBeAeHUs, HapoaHbli  apTUCT
Poccuitckoit Peaepaumnn. B 1967 roay oKoHUMA KULLIMHEBCKUIA UHCTUTYT UCKYCCTB UM. . My3u4ecky (knacc A. J1. CokoBHuHa). B 1969 roay okoHumMA
acnupaHTypy MoOCKOBCKOW KoHcepBaTopumu (Knacc ¢dopTenvaHo — [. A. BawkupoBa, Knacc KamepHoro aHcambns - T.A.laigamoswuy). YneH
Mpe3nanyma u npesnaeHt Accoyuayuu KamepHol my3siku MexdyHapoOHO20 coto3a My3biKasabHbIX Oeameneli. YneH npasneHna MocKoecKoz2o
cot03a My3blKaHMo8. YneH noneunTenbckoro coseta ®oHpa wum. 1. U. Yalikosckozo v doHpa Pycckoe ucnonHumesnbcKoe uckyccmeo. YneH
XYA0XKECTBEHHO-3KCNepTHOro coeta MexayHapoaHoro 6narotBoputenbHoro poHaa Hossie umena.
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9. H. MeTHep Kak 6b1 sBocriomuHaHue A-dur — A-dur
10. N. C. bax XopanwsHasa npenodus fis-moll

Cnepyet oTMETUTb, YTO NPUCTYNUTb K Nybankaumm PaHTasmm lpuspaku cHosuodeHul Mbl
PeLWNINCh, N1LWb 3aPYYMBLUMCH NMONOMKUTENbHBIMWU OT3blBamMM MNYyO6AMKM MOC/Ae HEOAHOKPATHOro
NUCNONHEHMA @aHTa3MKM B pamMKax MexKAyHapoAHblx decTuBanen ana Apyx ¢oprenMaHo B
Monpgose, benopycun u Poccun.

HekoTtopble noXkenaHua K UCMONTHEHUIO

Mo)KenaHus K UCNOSIHEHMIO — Bellb A0CTAaTOMHO WeneTuabHaa. Ecam roBopuTb 0 Kaxkaown
nbece OTAENbHO, CKOpee BCEro, 3TO JIMYHOE Ae/10 KaXKAO0ro My3blKaHTa, M Mbl HE B npaBe
HaBA3bIBATb EMY CBOE MHEHME, XOTA BCEraa CTapaeMcs NPUAEPKUBATLCA ABYX NMPUHLUMNMUANBHBIX C
Halel TOYKM 3PEeHMA acCrMeKTOB — aBTOPCKOro 3aMbiC1a U CTUANMCTUYECKOW TOYHOCTWU. B gaHHOM
CUTYaUMN pedb MOXKET MATU O TOM, YTO ecin Bbl cobupaetech ucnonHATb PaHTasuio lIpuspaku
CHosudeHuUli, TO TONbKO B TaKOM BUAE M NOPALKE, B KAKOM OHA HaneyaTaHa B AaHHOM U34aHUM.
3To parke He MnoKenaHwe, a TpeboBaHWe. Ecnv ke ANnA UCNONHEHMA M3BUpatOTCA OTAEe/IbHble
nbecbl, TO BMecTo ¢parmeHTa XopassHoll npeawoduu f-moll (Ne5), a Takke ee BapuaHTa B
ToHanbHocTH fis-moll (N210) HeobxogMMmo UrpaTb OpUrMHanbHyto Bepcuto B f-moll (Ne1).

Takxe o0cobHskom ctouT Ma3sypka a-moll ®. LLloneHa. Mcno/iHATb ee KaK OTAENbHYH0 Nbecy
MOXKeT ObITb Ny4yle B CONIbHOM BapuaHTe, NOTOMY YTO B NEPENOXKEeHUU Mbl He A06aBUMAM U He
y6aBuan HN OAHOM HOTbI U3 OPUTMHANIBHOIO TEKCTA, TO/IbKO NEPEeNOXUAN SN ABYX POAfen, a 3ToT
BapMaHT 6e3yMHO C/N10XKeH B aHCambneBOM NnaHe M NO3TOMY OYeHb Ham MHTepeceH. Kpome Toro,
JaXe WUCMONHAA ee B pamMKax PaHTasuu, Ham NPeACTaBAAETCA BO3MOMKHbIM MCNONb30BaTb
HECKO/IbKO BapWaHTOB: MOXHO MrpaTb O4HOMY MWAHWUCTY M3 AySTa, UKW YacTAMM NO o4vepeau
(peub naert, B 061LEM-TO, O COIBHOM BAapUaHTE, NOAENEHHBIM MEXKAY NAPTHEPAMM).

C Hawel TOYKM 3peHUA, HAUBONbLUIYID CNOXKHOCTb B WUCMONHEHUW MOXKET NpeacTaBAATb
Adagietto w3 [1amoli cumepoHuu T.Manepa. lNpobnema 3akno4yaeTcs B TOM, 4YTO Mbeca B
OpUrMHane HanuMcaHa TONbKO ANA CTPYHHOrO cocTaBa CMMQOHUYECKOro OpKecTpa — A3 ewe U B
[0CTaToO4YHO MegneHHom Temne. Cam no cebe nobon meaneHHbI Temn yxe npobsematvyeH, a
ecin ewe BAOOGABOK KOMMO3UTOP OMMPancA Ha CAOCOBHOCTb CTPYHHbIX WMHCTPYMEHTOB
HEOrpaHWYEHHO AO/r0 TAHYTb 3BYK, aBCO/MIIOTHO €CTEeCTBEHHO MoABAeHME BONbLUMX CNOXHOCTEMN
MPM WUCNONHEHUW [AAHHOM MY3bIKM HA WHCTPYMEHTAX, He MWMEKLWMX TaKUX 3BYKOBbIX
BO3MOXHOCTEW (B AAaHHOM cay4vae, pevb MAaeT o posne). Mo3Tomy, BO-MEPBbIX, — MOXKHO He
60ATbCA 3KCMEPUMEHTUPOBATL C TeMNOM, Tem b6onee, yto 3a 6onee yem 100-N1€THIO UCTOPUIO
cywectBoBaHUA Adagietto B pasHbIX MHTEPMpPETALMAX BPEMA 3By4aHMA Koaebanocb OT cemMu A0
NATHAAUATM MWUHYT. BO-BTOpbIX, «0OBMaHHbIM» MNyTeM MOMKHO AobuBaTbcA Yy caywartena
BNnevyaT/NeHnsa 6eCKOHEYHO AJIMHHOTO 3BYKa Ha possie 33 CYET YMEHWUS OPraHUYHO U ybeanTenbHO
BbICTPAMBATb GPA3MPOBKY AaxKe B O4EHb MeAIEHHbIX TEMMNaX.

BoT, noxanyi, u Bce. B 3aKNOUYEHUM HaM NPeACTaBAAETCA HEOBXOAMMbIM NPEASONKUTb
Bam MHPopmaLMio O KaxKAOM OpPWUIMHANbHOM MNPOU3BEAEHMU, UCNONb30BAaHHOM B (PaHTasuu
Mpuspaku cHosudeHud.
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U. C. bax. OpraHHble XopanbHble Npenrauun:
K Tebe e3vieato, Nlocnodu Uucyce Xpucme (Ich ruf’ zu dir, Herr Jesu Christ) f-moll (BWV 639),
Cnacumenb a3viyHUKo8, npudu (Nun Komm, der Heiden Heiland) g-moll (BWV 599)

Bo BpemeHa M. C. baxa OAHMM M3 OCHOBHbIX AaHPOB HEMELKOM OpPraHHOM My3blKu
cuMTanacb opraHHaa npentoaua — Hebonblwaa Nbeca B BMAE KOPOTKOW OPraHHOM XOpasbHOWM
06paboTKM, KOTOpPaA UCMOHANACL Nepes XOpasioM B MPOTECTaHTCKOM obwuHe. Yauwe Bcero 3Tto
6blna MUHMATIOPA C JOCTAaTOYHO KaMePHbIM 3By4aHMEM M TOHKOM aeTanumsauumeit. Lenbto ee 66110
HaNOMHUTb MeNIoAMUI0 XOpasia U €o34aTb HeOobbIKHOBEHHOE, BO3BbIWEHHOEe cocToAaHue. bax,
KOHEYHO, yuuTbiBan YHKLMOHANbHOE, NUTYPruyeckoe HasHauyeHue XopasbHbix 06paboToK, HO
TPaKTOBaN UX He B BMAE HENPUTA3ATENbHbIX NPENogUN K 0OLWMHHOMY NEHUIO NB0 UHTEPAO AN
MeXKAY NeHWeM, a Kak Nbecbl, HaAeNeHHble CAMOCTOATE/IbHOM XYAOMKECTBEHHON LEHHOCTbIO. TaK
OHM 1 3aKPENUAUCL B KOHLLEPTHOM NPaKTUKe COBPEMEHHbIX OPraHUCTOB.

PaKTMYECKMN NyYLIMM NEepuUoLOM pacLBeTa *KaHpa OpPraHHOM Npentoamm MOXKHO CYUTATb
TBopyectBo W.C. baxa. B My3blkanbHOM Hacneamm KOMNO3UTOpPA HacuuTbiBaetca bonee crta
NATUAECATU OPraHHbIX XOPasbHbIX NPENtoAni, Kpyr o6pa3oB KOTOPbIX CBA3AH C COAEPKAHUEM,
NeXawmx B MX OCHOBe XopanoB. B uenom — 310 ob6pasubl 6axoBCKoN ¢uMA0OCOGCKON NNPUKN,
pa3MbILWEHMA O YENOBEKE, ero PafoCTAX U Nevansx.

®a-MmuHOpHaA xopanbHaa npentogua BWV 639 ana opraHa HanuMcaHa Ha Menogumio
npoTectaHTCcKoro xopana Ich ruf’ zu dir, Herr Jesu Christ (K Tebe e3vbisato, locnodu Uucyce
Xpucme). Xopan HanucaH oK. 1529 r. MoraHHOM ArpuKoion. MONHbIN TEKCT ero TakoB.:

K Tebe B3biBato, locnoan Nucyce Xpucre!
Mpowy, ycabiwb MOU MONbObI,

Hdapyn mHe 6naroaatb TBoltO,

He gan mHe nactb gyxom.

UcTuHHOM Bepbl, Ffocnoan, monto.

Hapyi mHe, locnogun, UICTUHHOW Bepbl,
Ytobbl A un ana Teba, Momoran 6amKHemy.
M Hec choso Teoe.

XopanbHaa npentoauns conb MmHop BWV 599 HanucaHa Ha xopan Nun Komm, der Heiden
Heiland (Cnacumens A3bi4HUKO8, rnpudu). ABTopom TeKcTa ctan MapTuH J/lioTep:

Cnacutenb A3bIMHUKOB, Npuamn, npusHaH CoiH [eBbl.
Becb mump vyaec uto bor npegHasHauna Takoe poxkaeHue gna Hero.

OcHOBOW ANA NepenoKeHUN NoCAYKunm GopTenmaHHble TpaHCKpunumm @. by3oHu.
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. Manep. Adagietto

Mamas cumepoHus T. Manepa 6bina HanucaHa B 1901-1902 rogax M ABAAETCA Hayaniom
WMHCTPYMeHTaNnbHOMN Tpunoruun: MNartas-LWectas-Cegbmana cumboHnn. Adagietto — caman masneHbKas
4yacTb cumdoHMN. ITO Ha3BaHUE He ABAeTCA onpeaeneHnem Temna: Manep Tpebyet B napTutype
O4YeHb MeaNeHHOro ABuXeHus (sehr langsam) — a »aHp Adagietto — aTo maneHbKoe Adagio. Kak
nuweT wuccneposaTenb TBopyectBa . Manepa W. bapcoBa, 34ecb «Bpema CI0BHO 3ameanset
TeYyeHue, 0OCTaHaBAMBAETCA; CyOBEKTUBHOE BpeMs NOrpyKeHHoro B ceba yenoseka He coBnagaeT C
XOJ0M BPEMEHU, B KOTOPOM CYLLLECTBYIOT Apyruen»’.

MonynapHOCTb K MegneHHON 4Yactu llamol cumgoHuUU NpULWAa, KaK yXKe YNnOMWHAN0Ch
paHee, NOC/e BbIXOAA HA 3KpaHbl dunbma J1. BUCKOHTU Cmepmb 6 BeHeyuu. Monb3yAck pasHbIMU
dparmeHTamn Adagietto, BUCKOHTU Cymes1 MOKas3aTb MY3blKOM abCoNOTHO MPOTMBOMONOXKHbIE
AyLEBHbIE COCTOAHUA repon, KOT MENAHXOAUM A0 OTYAAHWUA, OT MeYTaTe/IbHOCTU A0 PafoCTU B
MUHYTY camoobmaHa»’.

HeobblkHOBEHHaA rnybuHa M AyXOBHOCTb My3blkM . Manepa, BMAMMO, NOATONKHYAU K
Tomy, 4yTo Adagietto Hayano 3By4aTb fAa)ke B TpaypHbIX uepemoHuax. B 1951 roagy JleoHapa
BepHcTaliH nepBbiM McnonHun Adagietto Ha noxopoHax cBoero yuntensa Cepres Kycesuukoro. B
AanbHelwem 3TO cTano nouytu Tpaguumeit. B 1990 rogy nocne cmepTn camoro bepHctaiHa
MHOTMEe OPKeCTPbl MO BCEMY MUPY MOYTU/IM €70 NAMATb TOYHO TAKMKe.

Habonee e WHTepecHbIM C HaweW TOYKU 3peHMA GaKToOM ABNAETCA CBUAETENbCTBO
roNNaHACKOro ampukepa Bunnema MeHrenbbepra o Tom, yto lNyctas Manep, Hanucas B gekabpe
1901 ropa Adagietto, nocnan ero csoen byayuieinn keHe Anbme LLUnHANep B KayecTBe CBOEro
npusHaHuAa B NtobBM 6e3 eanHOro conposBoanTesibHOro csosa. Mo cnoBam MeHrenbbepra, Anbma
MIHOBEHHO MOHANA, YTO HAa CaMOM Jene nepes Heww W ToT4yac nocnana Manepy 3anucky c
npocbboit HemeaNleHHO K Hel npuntn. MHorme 6uorpadbl Manepa ¢ goBepuem OTHOCATCA K
CBMAETENbCTBY AUPUIKEPA, CNbIWABLLEro 3Ty UCTOPUIO ABaXAbl, U OT ['yctasa Manepa 1 oT Anbmbl
WwuHanep.

«f BuAen sawy aywy obHaxKeHHOM, coBepweHHo obHaxkeHHoN. OHa NpocTMpanacb nepeao
MHOM, KaK OMKWIN, TaMHCTBEHHbIM naHAawadT ¢ ero nyraowmmu 6es3gHamum M TeCHUHAMWU, C
NPenecTHbIMU PALAOCTHBLIMU NYXKANKAMU U TUXUM UAUNNUYECKUMU YTONKaMU. i BOCMPUHAN ee KaK
CTUXMIHYIO Bypto C ee yKacom M Besamm M C NPOCBETAAIOWEN, YCNOKAUBAIOLWEN pasyrom» —
Hanucan Manepy nocne ucnonHeHus Namod cumgoHuu A. LLIeH6epr4.

®. WoneH. Ma3ypka a-moll op. 17 Ne 4

«[lyx NONbCKOTro My3blKanbHOTO $OSIbKAIOPA, B KOTOPOM Becesibeé OT/IMYAETCA YepTamu
XapaKTepHoi OOMKOCTM M M3AWHOro 6s1ecka, a rpycTb MNOCTOAHHO CMSAMYAEeTCs MMBOCTbIO W
MOABUXKHOCTbIO TemnepameHTa, $ONbKIopa, AN KOTOPOro Kanpu3HOCTb U MepemMeHYMBOCTb

’5APCOBA, W. CumepoHuu lycmasa Manepa. Mocksa: CoBeTckuii komnosuTop, 1975. C. 188.
3KPEI7|HVIHA, 0. O epaHuyax ceobodbi 8 uHMepnpemayuu my3sbikaabHo2o0 mekcma: Adagietto Mamol cumgpoHuu ycmasa Manepa. [UntnposaHo

20.01.2014]. LocTtynHo B UHTepHeTe <http://www.21lisrael-music.com/Mahler Adagietto.htm>.
“CTPUTMHA, E. «/Jozosapusas» pomaHmusm. [LiutuposaHo 20.01.12014]. floctynHo 8 UHTepHeTe <http://cvetkoff.by/video/pyataya-simfoniya-

malera.html>.
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SMOUMA TUMUYHbI — 3TOT AyX MNPOHM3bIBaeT Bce TBOp4yecTBO LoneHa», — mucan W3BECTHbIN
uccnegoBaTenb TBOPYECTBa KOMMo3uTopa 0. Kpemnes. MasypKiu BOoNnoTMAM B cebe 3TV 4epTbl B
Hanbonee apkon dopme. Masypky ®. LoneHa op. 17 Ned oTanyaeT nagoBas HeonpeaeneHHOCTb
nepBOM YacTN U NMPUMEHEHME OCTUHATHBIX KBUHT M OPTraHHbIX MYHKTOB B CPeAHEN YacTu.

MepBble HabpockM 3TON QopTennaHHOM MUHMaATIOpPbl oTHocAaTcAa K 1824 rogy. B
JanbHenwem OHa CUAbHO TpaHcPoOpmMpoBaNacb M pacwmpuaacb. ITa Masypka — OfHa M3
opurMHanbHenwmnx y LoneHa, nepBas «MasypKa-nosma». HecmoTps Ha TO, YTO Yy MHOTUX
LWONEHOBCKMX 6uorpadoB B PasHbIX MUCTOYHMKAX MOMHO HAMTWM yKa3aHWA Ha NPOrPaMMHOCTb
cogepKaHua nbecbl (Pa3roBop eBpeA-LNMHKAPA C NOABLIMMBLUMM MOJIbCKUM KPECTbAHMHOM, A B
cpefHel 4YacTn cenbCKas cBafebHaa npoueccuAa NOL aKKOMMAHEMEHT BOJIbIHOK), MO Hawemy
MHEHUIO OHa HaMHOrO rybKe U ApamaTUyHee.

CB0o60AHO pa3BMBasa 0COBEHHOCTU HAPOAHbIX TaHLLEBa/IbHbIX aHPoB, LLloneH BO MHOrMx
Ma3ypKax $aKTUYeCKM CO34aeT pas/inyHble MO COAEPXKAHMIO MO3TMYECKMe npousseaeHua. Mo
CYLLECTBY € — 3TO /IMPUYECKME, MHOTAQ AaXKe ApPamaTUYecKuMe MO3Mbl, KOTOpble BbIPOCAWN U3
PUTMOB M MHTOHAUMW HAPOAHOW TaHLEBa/IbHOM My3blKM. ECM NpOBOAUTL CPaBHEHME C APYrMMU
KaHpamK, MCnonb3oBaHHbIMKM LLloneHom B cBoem TBOp4YecTBe, B LeOM, $aKTypa Masypok
ropasgo npouwe. B Hel moXKeT ObITb HET TAKOro APKOro KOHUEPTHOro 6aecka M BUMPTYO3HOCTH,
OZHAKO MCNoNHeHWe Bcerga TpebyeT oT NMaHUCTOB 60/1bWON KyNbTypbl, 6e3yKOPU3HEHHOIO BKYCa,
0coboW AyXOBHOW YTOHYEHHOCTM, apTUCTU3MA U U3ALLLECTBA.

H. MeTHep. KaHyoHa-cepeHada v Kak 6b1 socnomuHaHue (Alla Reminiscenza)
op.38N26um Ne 8

Kntoyom K NMOHMMaHUIO TBOpYecTBa MeTHepa MOMKET CAyKWUTb ero noptpet. «H. MeTHep
Obln  HeOoObIKHOBEHHO npuBneKaTeseH — BcnomuHaeT A. B. OccoBckuit, — becnpeaenbHo
CKPOMHbBIN, TUXUINA, AENUKATHbIA, 3aCTEHYMBBLIN, KaK HOHaA AeBYLIKA C YYTKOM, BO3BblLIEHHOM
OyWOon, OH Obln MOUCTMHE «4YeNOBEK He OT MMpa Cero», HUKaK He NpUCcnocobneHHbld K
NpPaKTUYecKkon Xu3HU. Camble NPOCTble BELWM Ka3anAncb emy CNAOXHbIMWU, M OH MNyCKaaca B
dunocodckme obocHoBaHMA Ux»°. OuyeHb LeHn MeTHepa C. PaxMaHUHOB, Ha3biBasA ero «cambim
reHUaNbHbIM M3 BCEX COBPEMEHHbIX My3blKaHTOB» . M0 ero MHeHUo, MeTHep — OAMH U3 «Tex
peaKkux Ntogen, — Kak My3blKaHT U YeN0BEK, — KOTOPbIE BbIMIPbLIBAOT TeM bonee, yem BanKe K HUM
noaxoauuwb. Yaen HemHormx!»%,

B 1918-1919 rogax HanucaHbl TpuM UMKAa nbec 3abbimeie momussi op. 38, 39, 40,
NOCTPOEHHbIe HA M3N06AEHHBIX MEeTHEPOM *KaHpax — TAHLUAX M KaHLOHax. [lBa Ux HUX — op. 38 u
op. 39 — BKAKOYAIOT M coHaTbl — CoHamy-8ocrnomuHaHue n Tpaauyeckyto. COBCEM He C/y4aMHbIM
6bI10 U Ha3BaHWe LMKAOB. Ha npoTaAMKeHWW BCel CBOEM KM3HM B MPOLLecce KOMMNO3UTOPCKOWM
paboTbl MeTHep co34aBan OrPOMHOE KOMYECTBO TEM, KOTOPble HEBO3MOXHO OblIo cpasy e
NPUMEHUTb B KAKOM-TO KOHKPETHOM COYMHEHMU. [T03TOMY TeMbl 3aNMUCbIBAaINCL U OTKNAAbIBAIUCD
B CMeuManbHbIM «4emoZaH» AndA Toro, 4tobbl B Byaywem MoXKHO 6b110 MX MCNONb30BaTb. K 3Tm

SKPEM/'IEB, K. ®pedepuk LLoneH. OYepk #u3HU u meop4yecmsa. JleHnHrpaa-Mocksa: Focmy3susaat, 1949. C. 634.
6LI,O}'II/IHCKAFI, E. Hukonali Memuep. MoHorpaduueckue ovepku. Mocksa: Mysrus, 1961. C. 103.
7PAXMAHI/IHOB, C. Mucoema. Mocksa: Myarus, 1955. C. 134.
8

Idem.
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CaMbIM «COKPOBMLLLAM My3blKanbHOro YyemogaHa» MeTHep u obpatunca Bo Bpema paboTbl Hag,
UMKNamm 3ab6bimeix MOMuBos.

B nepBbI UMKA, NOMMMO APYrMX Mbec, BKAOYeHbl CoHama-eocrnomuHaHue, KaHyoHa-
cepeHada w Alla Reminiscenza. Bce oHn o6beguHeHbl nentremoinnt COHAMbI-80CMTOMUHAHUS,
OalowWwen KoY K TPaKTOBKE BCEX Tpex npousBeseHui. HecmoTps Ha TO, 4YTO A0 HacToAwero
BpemeHn H. MeTHep He 6bln NPUYUCIEH HU K OLHOMY M3 CYLLECTBYHOLWMX TeYEHUM My3bIKM XX
BEKA, MHOIME CXOAATCA BO MHEHMM, YTO B TBOPYECTBE KOMMO3UTOPA OPraHWYHO CrJIeINCh
K/JlacCUYECKMEe U POMAHTUYECKUE TPaaULMUMN.

M. U. YankoscKkuu - C. B. PaxmaHuHoOB. KonbibenbHasa

NeTto 1941 ropa Cepreit PaxmaHWMHOB npoBoamAa Ha Aade B JIoHr-AnneHae, 8 40 munax ot
Hbto-MopKa. M3BecTe 0 TOM, YTO 22 MIOHA Ha ero POAMHY BTOPFAWCH TUTNEPOBCKME BOWCKa,
NOTPACNO KOMMNO3MTOpa. TpuXabl B AEHb KTO-HMOyAb W3 YNEHOB CEMbM MepeckasbiBan emy
coobuweHna 0 xoA4e BOEHHbIX AEUCTBUIM. MMeHHO 3TUm neTom 6blna caenaHa HoBas peaakuuma
Yemeepmozo KoHuepma 078 ¢opmenuaHo C OPKeCmMpPOoM, CKPOMHbIM CMYTHUKOM KOTOPOro
OKasanacb dopTennaHHas TpaHckpunuua KoneibensHoli necHu [1. U. YalikoBckoro op. 16 Neoi,
PyKONUCb KOTOpOM nomeyeHa 12 asrycta 1941 ropga. PaxmaHuMHOB obpatunca K oAHOW w3
HapOAHO-MEeCeHHbIX Menoanin YamMKOBCKOro, ycuaMB B pPasBUTOM GUrypaumoHHoM ¢oHe
«CTOHYLLME» CEKYHA0BbIE MHTOHALUMN.

OTHoweHMe PaxmaHWHOBA K YallKOBCKOMY OCTaBa/IoCb HEM3MEHHbIM Ha NPOTAXKEHUWN BCEW
¥M3HU. CnyTHMUA toHbIX neT Ceprea Bacunbesnua cenaetenbctyet: "MeTp Unbmuy YaMKoBCKUIA —
BOT KTO Obl/1 BaKHelMWeNn paXxMaHUHOBCKOM NPUBA3aHHOCTbIO, KTO Obln a5 Hero 06pasuom..., YTo

n9

UX POAHMN0 — OBWHOCTL AyX0BHOro mmpa'”. B cBoto ouepeap A. u K. Topnbl, NTO3HAKOMUBLUMECS C

PaxmaHuHoBbIM euwle B 30-e roabl B CLUA, BcnomuHanm ero cnosa: "Korga s 6bin B Mockse ¢

1
"0 B cgoux

YalMKoBCKMM, A AymMan O HeM KakK o boxectBe. f M Tenepb Aymato TaKxke
HEMHOTOYMUC/IEHHbIX WHTEPBbID W cTaTbsAx, rosopa o [l. W. Yankosckom, C.PaxmaHMHOB
noAyYepKknBan BOCTPebBOBAHHOCTb My3blKM KOMMO3UTOpPA BO BCEM MWPE U €e BAUAHWUWU Ha

cnyu.laTeneﬁ, Ha3biBanA M. N. YaMKoBCKOro BeIMKMM HaUMOHa/IbHbIM FTr€HUEM.

K. Axapper (Keith Jarrett). Bemep (The Wind)

Bblgatowmiica amepuKaHCKUIM AxKa30Bbid NMMaHUCT U Komno3suTtop Kent Oxkappet (Keith
Jarrett) n3BecTeH TaKKe CBOMMMW 3aNUCAMM TAKMX COYMHEHMW KNACCMYECKOro penepTyapa, Kak
Xopowo TemnepupogaHHsili Knasup (2 Toma, 48 npenwogunin n oyr), 6 @paHyysckux cioum, 3
coHamel 018 8uosbl 0a eamba u Kaasupa, lonedbepe-sapuayuu W. C. baxa; 24 npenroduu u ¢pyau
O. A. WocTtakosunya; KoHuepmel 014 popmenuarHo ¢ opkecmpom Ne21, 23, 27 n KoHuepm 014 2-x
¢-Ho ¢ opkecmpom B. A. Mouapta u Ap. HUKTO M3 npodeccMoHanbHbIX MY3blKaHTOB WU
NtobuTENEN KNAaCCUYECKON MY3blKM, 3HAKOMbIX C STUMM 3anUCAMMU, HE CMOT Obl CKa3aTb, YTO OHMU

9,[[60 pycckux eeHus muposoli Mmy3biku: [1. U. Yalikosckuli u C. B. PaxmaHuHos. [UutupoBaHo 20.01.2014]. [OoctynHo B WHTepHeTe
<http://www.liveinternet.ru/ community/4989775/post260449876/>.
*PaxmaHuHOB Cepreit Bacunbesuu. [Lutuposaro 20.01.2014]. JocTynHo B UHTepHeTe <http://www.tchaikov.ru/rachmaninov.html>.
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coenaHbl  [13Ka30BbIM  MUAHUCTOM — HACTO/IbKO BbICOKM  Ky/bTypa 3BYKa, C/AOXHOCTb
KOMMNO3UTOPCKOrO 3amMbiCna, 3HaHWe Tpaguuuin  UCNoAHeHWs GOpPTENUAHHOMW  KNACCUKM.
HeyanButenbHO, YTO MHOTME ArKAa30Bble KOMMO3MUMK U umnpoBusaumm Kenta [xkappeta (Keith
Jarrett) HecyT B cebe HENpPUBbLIYHYIO ANA OYKA30BOW MY3blKM FNyOMHY, MHOTAA AaXKe APamaTv3Mm,
oT/n4atoTca boraTol U pa3sHoobpa3HoM 3ByKOBOM NannTpon. bannaga Bemep HaxoaAnTca Ha CTbiKe
[O)Ka30BOM M KNACCMYECKOM My3bIKM U NPUHALNEKUT K NpousBeseHMAM, BNUTaBWKMM B cebs
NydLIne [OCTUKEHMA ABYX PAa3/IMYHbIX HanpaBAEeHUI My3blKaJIbHOTO UCKYCCTBa.

Tema bannagbl Bemep npuHagnexxuT nepy AByX aMepUKaHCKMX AyKa30BbiX KOMMNO3UTOPOB
Pacca ®pumaHa (Russ Freeman) v Oxxeppw FnaactoyHa (Jerry Gladstone). 17 oktabpa 1988 roaa B
CONbHOM Nporpamme B NapuMMKCKOM KOHLUepPTHOM 3ane [lneliens (Salle Pleyel) K. OxkappeTTom bbina
MCMNOJIHEHA MMNPOBM3AUMA Ha 3Ty TeMy, KOTopas BMNOC/NeACTBMM WM MOJIyYMNa TaKoe Ha3BaHMe.
MmeHHO OHa fierfia B OCHOBY HACTOALLEro NepenoKeHunsa ana 2-x ¢-Ho.

AHaTtonnin NANNKYC Hpuint MAXOBWNY
Maestru in Artd Maestru in Artd
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Instead of introduction

Presented here is the fourth volume of arrangements for two pianos four hands From the
repertoire of the A. Lapikus — Y. Mahovich piano duet, dedicated to the 20" anniversary of our
creative activity. It can be considered as a collection of pieces, which should be interpreted
individually, as well as any combinations and order of performance convenient for you.
Nevertheless, this is a peculiar experiment, which we personally have called: Dream Phantoms
Fantasy. This is a cycle of pieces, arranged in a strictly definite order, the performance of which is
possible only in the given succession. And now we shall try to explain, why...

A couple of words about the title

It becomes necessary to have a talk about the title... In the life of every musician in the
course of time appear some favorite compositions. Most often they are composed in different
genres, in different periods and were created by different composers. Something was performed
by us; something was heard in the concerts, in audio and video recordings. Perhaps, the only thing
that compositions all these creations is an essential for every musician desire to perform them on
his own and to share his personal interpretation.

Unfortunately, every performer is restricted by the repertoire range of his instrument.
Probably, that is the reason of appearance of opuses, liked by public, of different performers. Here
we can mention the Waltz by Maurice Ravel, existing in three variants (piano solo, piano duet and
symphony orchestra); Waltzs opus Ne39 by Johannes Brahms (piano solo, piano four hands,
symphonic orchestra); Suite from Holberg's Time by Edward Grieg (piano solo, piano duet,
chamber orchestra). This list can be extended to eternity...

This appears to be the reason why many musicians put an end to their solo career and start
conducting the orchestra to get the access to the masterpieces of the symphonic and vocal-
symphonic music. We believe that they are motivated by a strong, everlasting desire to experience
the tremendous emotions from the process of “music creation” on the concert hall stages. This
unforgettable emotional state sometimes takes such possession of us while preparing to the
concert that transforms naturally into an “obsessional idea”, which totally conquers us, forcing our
“imagination apparatus” to work at the top of its potentialities 24 hours a day. Everyday hours-
long rehearsals, hunting for various musical palette and delicate dynamic nuances, tempo
seamlessness and character contrast, which appear and slip away from your sensations, like dream
phantoms... These are the working days of an Artist.

Therefore, now we hope that you will clearly understand our comprehension of this title.

Creation history

During the preparation of the 1st International Piano Duet Festival Amber Cluster
(October’2006, Chisinau, Moldova ), whose founders and creative directors we are, a bright idea
struck our heads: the public should be offered a concert with a program consisting of our own
arrangements for two pianos. This idea captured our minds and seemed to be new and unusual.
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“What to perform?” — this question appeared immediately. Here we should note, that one of the
most important principles of our creative collaboration is the rendering of favorite music, and in
this case, only the most loved music.

There were chosen 15 arrangements, created during different time periods. The program
included the works, which we have rediscovered for ourselves in connection with some very
intense emotional experiences... For example, Chorale Prelude by Johann Sebastian Bach f-moll
was included into the program after watching the Solaris film by A. Tarkovsky, in which the theme
of the prelude is the leitmotif.

The same thing happened with Adagietto from the 5th symphony by G. Mahler as well,
which appears in the tremendous film Death in Venice by Luchino Visconti. Mazurka by F. Chopin
(op. 17 Ne4, a-moll) was included due to the wonderful recording of Vladimir Ashkenazy
performance. Ballade The Wind arose due to our long-term ardour for the creation of the famous
American jazz pianist and composer Keith Jarrett, whose solo improvisations and transcriptions
can be easily put on the same level with the best examples of academic music. Along with the
others, there were included the following pieces: Canzone-serenade and Alla Reminiscenza from
cycle Forgotten Motives by N. Medtner (op.38 Ne6 and Ne8), Lullaby by P.Tchaikovsky in
Rachmaninov’s transcription, another Choral Prelude by J. S. Bach (g-moll), 6 pieces by F. Poulenc,
which have later been excluded to preserve a more compact integral form. Therefore, having
received the answer “what to play”, we have faced another issue: how to arrange an interesting,
unusual and conceptual program with the given components?

Here we should impart an interesting story from our concert practice, owing to which the
Dream Phantom Fantasy has appeared. In October’ 1995 during the Days of Moldavian Culture in
Russian Federation, our duet was giving a concert in the M. I. Glinka Museum in Moscow. The
program was quite rich and complex. We called it “three SH”, because it was dedicated to the
creations of F. Schubert, R. Schumann and F. Chopin. The first part consisted of three Fantasies by
F. Schubert for piano 4 hands (g-moll, c-moll, f-moll), the second part — Variations by F. Chopin for
piano 4 hands (D-dur), 6 etudes in the form of canon, Andante with variations (B-dur), Andante
cantabile (from the piano quartet for two pianos by R. Schumann and Rondeau for two pianos (C-
dur) by F. Chopin. Everything was performed in exactly such succession.

After the concert A. Z. Bondureansky1 visited our artist’s room. Having congratulated us
with a successful concert, he added: “You should try to play the second part in another order. The
last should be three compositions in the following succession: Andante with variations (B-dur), 6
etudes in the form of canon (H-dur) and, the last, but not the least, Rondeau for two pianos (C-
dur). For the musicians with an absolute ear for music such termination of the concert would be
logically and harmonically ideal”.

This event led us to the “experiment”, which we are describing now. We have decided to
arrange a program based on the principle of organic, logical and acoustically reasonable
correlation of the composition’s keys, so that every piece would become a “modelling link” of the

1A. Z. Bondureanskiy (born on July’27, 1945, Kherson, Ukrainean SSR) — soviet and Russian pianist, professor, member of Moscow trio,
professor of Moscow State Conservatory named for P. I. Tchaikovsky, Ph.D. in art history, People’s Artist of Russian Federation. In 1967 he
graduated from Chisinau Art Institute in the name of G. Muzichesku (A. L. Sokovnin’s class). In 1969 he finished the post graduate course in Moscow
Conservatory (piano class — D. A. Bashkirova, class of chamber ensemble — T. A. Gaidamovitch). Member of presidium and President of Association
of chamber music of the International union of musical activists. Member of the board of the Moscow musicians union. Member of board of
guardians of P. |. Tchaikovsky Fund and Russian mastery art Fund. Member of art-expert board of the International charity fund New names.
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following piece’s tonality. Thereby there were formed three sets of pieces, surprisingly
harmonious and coordinated in their tonal correlations, but bounding them together into an
integral construction became a problem.

The decision came suddenly after reviewing the film Solaris. The usage of the Choral
prelude f-moll as a refrain (or leitmotif) during the whole program could tie everything together.
The prelude as the framing appears twice — in the beginning and at the end of the cycle. In the
beginning it has the original tonality f-moll, at the end it is transposed into tonalty fis-moll and
sounding as the parallel minor key of the penultimate piece (Sort of reminiscence by N. Metner),
created in f-moll tonality. The prelude ceases here on Es-dur seventh chord (Es7=D7->as-moll),
after which starts the Lullaby by P. Tchaikovsky—S. Rachmaninov in as-moll tonality.

This is how the final version of the Dream Phantom Fantasy appeared. To make it clear, the
tonalities in which the pieces start and end are indicated near each piece.

J. S. Bach Choral prelude f-moll — F-dur

G. Mahler Adagietto F-dur — F-dur
F.Chopin Mazurka F-dur — F-dur

N. Medtner Canzone-Serenade C-dur — f-moll
J.S. Bach Choral prelude (fragment)  f-moll — Es7(D7 —>as-mol)
P. Tchaikovsky-

S. Rachmaninov Lullaby as-moll — as-moll
K. Jarrett The Wind c-moll — c-moll
J.S. Bach Choral prelude g-moll — g-moll
N. Medtner Sort of reminiscence A-dur — A-dur
J.S. Bach Choral prelude fis-moll

We should note that the publication of Dream Phantoms Fantasy was started only after
positive public feedback after reiterated performing of the Fantasy on international festivals in
Moldova, Belorussia and Russia.

Several guidelines to performance

The guidelines to performance are a very delicate aspect. Talking about every piece apart,
it becomes a personal issue of every musician, though we always keep to two principle aspects:
the author’s idea and the stylistic preciseness. The given Dream Phantoms Fantasy can be
performed only in such order, in which it is published. This is actually not a guideline, but a
requirement. If separate pieces are chosen for performance, the fragment of Choral Prelude f-moll
(Ne5) and its variant in fis-moll tonality (N210) should be replaced by its original version in f-moll.

Mazurka a-moll by F. Chopin (Ne3) stands apart as well. As a separate piece it, perhaps,
could be more easily performed in the solo variant, because in the arrangement for two pianos we
have not diminished a single note. It makes this variant extremely difficult in the ensemble aspect
and, therefore, very interesting for us. Moreover, even performing it within the framework of the
Fantasy, we believe that several variants can be implemented: it can be played by one pianist of
the duet, or it can be played partially in turn (solo variant, divided among the partners).
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From our point of view, the most difficult in performance can become Adagietto from the
Fifth symphony by G. Mahler. The problem is that the piece is originally written only for the string
composition of the symphonic orchestra in a rather slow tempo. Every slow tempo appears to be
problematic, but if the composer based the sound on the capability of the stringed instrument to
prolong the sound indefinitely, the appearance of certain difficulties of performance of such music
on the instruments without such capabilities (piano), is essential. Therefore, first — one shouldn’t
be afraid to experiment with tempo, as during more than a hundred-year history of Adagietto
existence, the time of its performance varied from seven to fifteen minutes in different
interpretations. Second, the capability to arrange the observation of phrasing on the piano
seamlessness and convincingly even within the slowest tempo, can easily form the illusion of an
infinite sound for the public.

In conclusion, we believe it is necessary to offer you additional information on every
original creation, used in Dream Phantoms Fantasy.

J. S. Bach. Organ choral preludes:
I call to Thee, Lord Jesus Christ (Ich ruf’ zu dir, Herr Jesu Christ) f-moll (BWV 639),
Now come, Savior of the heathens (Nun Komm, der Heiden Heiland) g-moll (BWV 599)

During the times of J.S. Bach the organ prelude was considered to be one of the major
genres of German organ music. It was a minor piece in a short organ chorus arrangement,
performed before the chorale in the protestant community. Often it was a miniature with a
chamber sounding and delicate detailing. It’s goal was to remind the choral melody and to create
an unusual, exalted mood. Bach, of course, took the functional, liturgical purpose of the choral
arrangements into consideration, but interpreted them not as modest preludes to the
congregational singing or as interludes between the singings, but as pieces, endowed with
independent artistic value. In such form they have consolidated in concert practice of modern
organ players.

Actually, Bach creation is considered to be the best period of organ prelude genre
flourishing. The composer’s musical heritage includes more than a hundred and fifty organ choral
preludes. Their images are connected with the content of the underlying chorales. Overall, these
are the patterns of Bach’s philosophical lyrics, meditations about human being, his joys and
SOrrows.

The Choral prelude BWV 639 in f-minor for organ was based on the melody of protestant
chorale Ich ruf’ zu dir, Herr Jesu Christ. The choral was written around 1529 by Johannes Agricola.
The full text is the following:

| call to Thee, Lord Jesus Christ,
O hear my sore complaining!

In thy good time unto me list,
Thine ear to me inclining!

True faith in Thee, O Lord, | seek,
O make me now and wholly
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Love Thee solely,
My neighbor hold as self,
And keep Thy word e'er holy.

The piano transcriptions by F. Busoni served the basis for arrangements.
The Choral prelude g-moll BWV 599 was written for the choral Now come, Savior of the
heathens. Text was written by Martin Luther:

Now come, Saviour of the gentiles,
Recognised as the child of the Virgin,
So that all the world is amazed,

God ordained such a birth for him.

G. Mahler. Adagietto

The Fifth symphony by G. Mahler was created in 1901-1902 and is the beginning of an
instrumental trilogy: The fifth-the sixth-the seventh symphonies. Adagietto is the smallest part of
the symphony. This name does not define the tempo: in the score Mahler requires very slow
motion (sehr langsam) — and Adagietto genre is a small Adagio. |. Barsova, analyst of Mahler’s
creations, writes: “time slows down, stops; the subjective time of a person in insight doesn’t
concur with the time, in which the others exist”?.

The slow part of the Fifth symphony became popular after launchin of L. Visconti film Death
in Venice. Using different parts of Adagietto, Visconti showed different moods of the hero: “from
melancholy to desperation, from dreaminess to happiness in the moment of self-deception” >.

The outstanding profoundness and spirituality of G. Mahler’s music, perhaps, led to the
fact that Adagietto started to be performed at funerals. In 1951 Leonard Berstein was the first to
perform Adagietto at the funeral of his teacher Sergey Kusevizkiy. Later it almost became a
tradition. In 1990 after the death of Berstain himself, a lot of orchestras all over the world
performed Adagietto in his memory.

The most interesting fact, to our humble opinion, is the testimony of Dutch conductor
Willem Mengelberg that G. Mahlen, having composed Adagietto in December’1901, sent it as a
declaration of love without a single word of comment to his future wife Alma Schindler. Referring
to Mengelberg, Alma immediately understood the essence of that declaration and sent a note for
Gustav to come. A lot of Mahler’s biographers trust this testimony, as Mengelberg declared to
have heard it twice — from Gustav Mahler and from Alma Schindler as well.

“l have seen your soul naked, totally naked. It extended in front of me like a wild,
mysterious landscape with its frightening abyss and gorges, with lovely joyful lawns and silent
idyllic nooks. | have apprehended it as a hardest storm with all its horrors and troubles, and with a

*BARSOVA, |. Symphonies by G. Mahler. Mosow: Soviet composer, 1975. Page 188.
® KREININA, Y. The boundaries of freedom in musical text interpretation: Adagietto of the fifth symphony by G. Mahler. [Quoted on 20.01.2014].
Available on the Internet <http://www.21israel-music.com/Mahler Adagietto.htm>.
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shining, elucidating, calming rainbow above” — wrote A.Schoenberg to Mahler after the
performance of the Fifth symphony®.

F. Chopin. Mazurka a-moll op. 17 N2 4

“The spirit of Polish musical folklore, where the joy is distinguished by typical playfulness
and noble glitter; where sorrow is constantly mollified by the vivacity and mobility of the
temperament, folklore with typical emotional capriciousness and changeability — this is the spirit,
that runs through all Chopin’s creation” — wrote Y. Kremlyov®, a famous researcher of the
composer’s creation. The Mazurkas have embodied these features in the most. Mazurka op. 17
Ne4 by F. Chopin is distinguished by a tonal uncertainty in the first part and the usage of ostinato
quint and organ points in the middle part.

The first drafts of this piano miniature refer to the year 1824. Later it transformed and
expanded enormously. This mazurka is one of the most outstanding ones by Chopin; it is the first
mazurka-poem. In spite of the fact that many Chopin biographers in different sources state the
programmatic piece contents (the conversation of the Jewish tavern-keeper with slightly drunk
Polish peasant; the country wedding procession to the accompaniment of the bagpipes in the
middle part), it is a lot more profound and dramatic to our opinion.

Easily developing the peculiarities of the national dance genres, in many mazurkas Chopin
actually generates poetic creations, different in their substance and content. In essence, these are
lyrical, sometimes dramatic poems, which originated from the rhythms and intonations of the
folklore dance music. Comparing to the other genres, used by Chopin in his creations, the texture
of mazurkas is a lot simpler. It may not have such bright concert sparkling and virtuosity, but the
performance always demands for a higher performance culture, intolerable taste, emotional
exquisiteness, artistic mood and refinement.

N. Medtner. Conzone-serenade and Alla Reminiscenza op. 38 N2 6 and Ne 8

The key to understanding Metner’s creations can serve his own portrait. “N. Metner was
extremely attractive, modest, quiet, delicate and shy, as a young lady with a sensitive, exalted
soul, he was definitely a person with his head in the clouds, not adapted to everyday practical life.
The easiest things seemed very difficult to him and he tried to find in their philosophical
grounding” © - recalls A. V. Ossovsky. Rachmaninov had a high opinion of Metner, characterizing
him as “the most genius musician of all modern musicians”’. “He was one of those unique people,
as a person and as a musician, who uncover themselves best on closer examination. A rare

destiny!”®.

* STRIGHINA, E. «Finishing talking» romanticism. [Quoted on 20.01.2014]. Available on the Internet <http://cvetkoff.by/video/pyataya-simfoniya-
malera.html>.

* KREMLEV, Y. F. Chopin. Life and creation essay. Leningrad-Moscow: Gosmuzizdat, 1949. Page 634.

6 DOLINSKAYA, E. N. Metner. Monographic essays. Moscow: Muzgiz, 1961. Page 103.

7 RACHMANINOV, S. Letters. Moscow: Muzgiz, 1955. Page 134.
8
Idem.
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In 1918-1919 there were composed three cycles of pieces Forgotten motives op. 38, 39, 40,
created in Metner’s favorite genres — dances and canzones. Two of them- op. 38 and op. 39
include sonatas — Sonata-reminiscence and Tragic one. The names of the cycles had a special
sense: during his whole life Metner has created an enormous number of themes, which could not
be immediately implemented in some concrete composition. That is why the themes were
composed and kept in storage until a perfect moment to use them appeared. During his work on
the cycles of Forgotten motives, Metner decided to work with all the adjourned treasures, as their
time has come.

Along with other pieces, in the first cycle are also included Sonata-Reminiscence, Kanzona-
serenade and Alla Reminiscenza. All of them are bound up with general theme of Sonate-
reminiscence, which gives the key to interpretation of all three compositions. In spite of the fact
that until our days Metner has not been reckoned among any of the existing musical tendencies of
the XXth century, a lot of experts agree in the opinion, that in the composer’s creation classical
and romantic traditions are integrally combined.

P. I. Tchaikovsky - S. V. Rachmaninov Lullaby

Sergei Rachmaninov spent the summer of 1941 in a cottage in Long-Island, 40 miles away
from New York. He was shocked by the news, that on June’22 his native country was severely
attacked by Hitler army. Three times a day someone from his family members informed him about
the current military situation. This summer he made a new composition version of the Fourth
concert for piano and orchestra, accompanied by the piano transcription of the Lullaby by
Tchaikovsky op. 16 Nel. Its manuscript is dated August’12, 1941. Rachmaninov referred to one of
Tchaikovsky’s folklore-song melodies and intensified the “moaning” second intonations in the
developed figuration background.

Rachmaninov retained such attitude towards Tchaikovsky during his whole life.
“P. Y. Tchaikovsky — this is the person, who can truly be named Rachmaninov’s strongest affection,
who was an ideal model for him..., soul unity — that is what created an affinity between them?”,-
testified Rachmaninov’s youth life companion®. A. and J. Torps, who met Rachmaninov in the 30"
in USA, recalled his words: “When | was in Moscow with Tchaikovsky, | thought of his as of an Idol.

And | do think so now as well”°

. In his not numerous interviews and articles, mentioning
Tchaikovsky, Rachmaninov always underlined the great popularity of the composer’s music in the

whole world and its influence on the audience, calling Tchaikovsky a great national genius.

K. Jarrett. The Wind

An outstanding American jazz pianist and composer Keith Jarrett is also known by his
arrangements of such classic pieces as The Well-Tempered Clavier (2 volumes, 48 preludes and
fugues), 6 French Suites, 3 Sonatas for a viola da gamba and a keyboard instrument, Goldberg
variations by J. S. Bach; 24 preludes and fugues by D D. Shostakovich; Concerts for piano with

Two Russian geniuses of the universal music: P. . Tchaikovsky and SV.Rachmaninov. [Quoted on 20.01.2014]. Available on the Internet
<http://www.liveinternet.ru/ community/4989775/post260449876/ >.
195 v/, Rachmaninov. [Quoted on 20.01.2014]. Available on the Internet <http://www.tchaikov.ru/rachmaninov.html>.
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orchestra Ne21, 23, 27 and Concert for 2 piano with orchestra by W. A. Mozart, etc. None of the
professional musicians or devotees of the classical music, familiar to these creations, could ever
say that they were created by a jazz pianist. The level of sound culture is extremely high, as well as
the complexity of the composer’s idea and the knowledge of the piano classics performance
traditions. No surprise that many jazz arrangements by Keth Jarrett carry an unusual for jazz music
profundity, sometimes even dramatic nature, have a rich and versatile sound palette. Ballade The
Wind appears to be on the junction of jazz and classical music and belongs to the creations, which
have imbibed the best of two different musical tendencies.

The theme of The Wind ballade belongs to two American jazz composers - Russ Freeman
and Jerry Gladstone. Keith Jarrett performed an improvisation based on this theme on October’17,
1988 in his solo program in Parisian concert hall Salle Pleyel. Afterwards this improvisation was
named The Wind and was included into this arrangement for two pianos.

Anatoliy LAPICUS Yurii MAHOVICH
Master of Arts Master of Arts
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Preludiu coral f-moll

(varianta in fis-moll)

BWYV 639

J. S. Bach - F. Busoni
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Duetul pianistilor Anatolie Lapicus si lurie Mahovici activeaza din ianuarie 1993. Pe
parcursul a 20 ani pianistii au interpetat cele mai valoroase creatii de Bach, Bartdk, Brahms,
Busoni, Clementi, Chopin, Mozart, Messiaen, Milhaud, Debussy, Ravel, Schubert, Schumann,
Rahmaninov, Poulenc, Liszt, Mendelssohn, Saint-Saéns. Anatolie Lapicus si Turie Mahovici sunt
bine cunoscuti in Republica Moldova si peste hotarele ei. Pianistii au concertat in Franta, Cehia,
Rusia, Romania, Belarusi, Ucraina, Corea de Nord.

In iulie 1995 prin decretul Presedintelui Republicii Moldova pianistilor li s-a conferit titlul
onorific de ,,Maestru in Arta”, pentru activitatea pedagogica rodnica si Tnalta maiestrie
profesionald, merite in dezvoltarea artei muzicale si contributia la instruirea cadrelor de
muzicieni-interpreti.

Din septembrie 2005 Anatolie Lapicus si [urie Mahovici sunt Solisti ai Filarmonicii
Nationale de Stat ’Serghei Lunchevici” din Republica Moldova.

Paralel cu activitatea concertistica pianistii duetului activeaza in cadrul Academiei de Muzica,
Teatru si Arte Plastice din Chisinau.

,Duetul Anatolie Lapicus si Iurie Mahovici prezinta un colectiv cu calitati specifice,
acteristice anume lor: simtul ansamblului, rafinamentul interpretarii, virtuozitatea desavarsita,
tea si calitatea sunet " lui, atasamentul personal fata de lucrarile interpretate. Pianistii se
ucces la s i la etapa actuald reprezinta unul dintre cele mai
c Republica Moldova”.

Levinzon

- ‘f;;i Emerit al Scolii Superioare din Moldova
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igran, claritatea atacului, supletea
2 se sprijind pianistica




